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DAS HALLELUJA - ORATORIUM BALBULUM VON PETER
EOTVOS ALS INSTRUMENTAL-CHORISCHES THEATER,
UND MUSIK DES SCHEITERNS

PD Dr. Andreas Krause
Artistic Editor-in-Chief at Schott Music GmbH & Co. KG
Assoc. Prof. Dr. habil. of Musicology at Johannes Gutenberg University
Mainz, Germany

I. Welten-Klinge - biographische Notizen!

Mit Peter E6tvos ist am 24. Mérz 2024 einer der grofsen Komponisten
unserer Zeit verstorben. Er gehorte zu der Generation, deren Kindheit
noch von den Wirren des II. Weltkriegs direkt geprigt war, bis hin zur
direkten Bedrohung durch die Flichenbombardierung Deutschlands.
1944 in Transsylvanien geboren und noch ein Kleinkind, tibersteht er im
Februar 1945 nur knapp die Bombardierung Dresdens, den ,Dresdner
Feuersturm®, seine Familie war wie viele andere vor der vorrickenden
Front dorthin geflohen. Es bleiben traumatischen Nachwirkungen. Zurtick
in Ungarn wird der Vater als Offizier inhaftiert, auch 1956 zur Zeit des
ungarischen Aufstands spater nochmals. Die Budapester Musikakademie,
in die Zoltan Kodaly ihn bereits 1958 aufnimmt, und Theaterbesuche
werden ein friiher Fluchtpunkt.?

! Der vorliegende Aufsatz basiert auf zwei Beitragen des Autors: Menschen-Stimmen

- Welten-Klange. Ein Nachruf auf Aribert Reimann und Peter E6tvos, in: Neue Zeitschrift
fir Musik, Heft 2_2024, S. 12-15, sowie Aspects du théatre instrumental et choral dans
Halleluja de Peter E6tvés, avec quelques réflexions sur 'Ecole de Cologne, vorgetragen
auf dem internationalen Kolloquium Théatre musical, théatre instrumental dans l'ceuvre
de Peter E6tvos. Hommage a l'occasion de son 80e anniversaire, IRCAM Paris, 12.-13.
Januar 2024 (Schriftfassung in Vorbereitung).

2 Ausfihrlich Péter E6tvos u. Pedro Amaral, Parlando - Rubato. Gesprdche, Monologe
und andere Umwege, aus dem Ungarischen von Sandra Réthati, Anhang Werke 2012-
2016 kompiliert von Andreas Krause, Mainz 2018, S. 210ff. und 194ff.
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Die Ausbildung an der Musikakademie betont die ungarische Tradition von
Liszt bis Bartok. Seine Kompositionslehrer Jands Viski, ein Schtiler von Zoltan
Kodaly, und Ferenc Szabo lassen ihn ,,den ganzen Liszt" auf dem Klavier
spielen - bis zuletzt wirke dessen Klangwelt in seinen Stiicken nach.? In
einem der zentralen Spdtwerke, dem Halleluja - Oratorium balbulum aus
dem Jahre 2015, komponiert Edtvos mit leichter Hand ein Bartok-Fake:
~-wenn Bartok ein Halleluja geschrieben hitte“. Obwohl politisch duferst
ungewtinscht, gehorte auch Anton Webern mit zum Unterrichtsstoff bei
Viski, E6tvos ist ,verbliifft und ,verzaubert**

Schliisselworter: Peter E6tvos, Komponist, Halleluja — Oratorium balbulum,
Péter Esterhazy, Béla Bartok, Zoltan Kodaly, Oper, IRCAM, Instrumentales
Theater, Chorisches Theater, Musik des Scheiterns

PETER EOTVOS’ HALLELUJAH - ORATORIO BALBULUM
AS CHORAL-INSTRUMENTAL THEATER,
AND AS A MUSIC OF FAILURE

PD Dr. Andreas Krause

Abstract: Peter E6tvos, one of the major composers of our time, passed away
on March 24, 2024. He belonged to the generation whose childhoods were
still directly affected by the turmoil of the Second World War, to the point
of even having faced the direct threats posed by the aerial bombardment
of Germany. Born in Transylvania in 1944, E6tvos only barely survived the
bombing of Dresden in February 1945, the “Dresden firestorm”, where his
family, like many others, had fled to before the advancing front. Traumatic
aftereffects remained. Back in Hungary, his father was imprisoned first
as an officer and, again, in 1956, at the time of the Hungarian uprising.
The Budapest Academy of Music, where Zoltan Kodaly admitted E6tvos
in 1958, and visits to the theater provided an early escape.

His training at the Academy of Music emphasized the Hungarian tradition
from Liszt to Bartok. His composition teachers Janos Viski, a pupil of
Zoltan Kodaly, and Ferenc Szabo let him play “the entirity of Liszt” on
the piano - a sound world which continued to have an effect on E6tvos'
pieces until the very end. And, although politically extremely undesirable,
Anton Webern was also part of Viski's curriculum and left E6tvos “amazed”
and “enchanted”. In one of the key late works, the Hallelujah - Oratorio

Anmerkung von Peter E6tvos in einem Telefonat im Herbst 2023.
4 Parlando rubato, S. 196.
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balbulum from 2015, E6tvds composed a ‘Fake-Bartok’ with flying colors:
“if Bartok had written a Hallelujah”.

Keywords: Peter Eotvos, composer, Halleluja — Oratorium balbulum,
Péter Esterhazy, Béla Bartok, Zoltan Kodaly, Opera, IRCAM, Instrumental
Theater, Choral Theater

Ab 1966 wird Koln die Eotvos pragende Musikstadt. Er gehort dort zum
Kreis um Karlheinz Stockhausen, den er 1970 auch auf die Weltausstellung in
Osaka in die spektakuldr Elektronik-affine deutsche Pavillonkugel begleitet.
Doch prégt ihn auch dessen Antagonist Bernd Alois Zimmermann®, dessen
Einbau von Montagetechnik und Traditionsbezug in zeitgendssische
Tonsprachen durchaus bei Edtvos wiederzuentdecken ist, ebenso wie Aspekte
eines (auch humorvollen) instrumentalen Theaters a la Mauricio Kagel.
Spater fordert ihn auch Pierre Boulez. Auf dessen Einladung hin dirigiert
er 1978 das Eroffnungskonzert des IRCAM und wird bis 1991 Musikalischer
Direktor des neu gegriindeten Ensemble Intercontemporain in Paris, was -
mit zahllosen weiteren zunehmend renommierten Dirigierverpflichtungen
nicht allein fiir die Zeitgendssische Musik - die eigene kompositorische
Tatigkeit fast zum Erliegen bringt. E6tvos dirigiert zahllose Urauffithrungen
samtlicher Stilrichtungen als immer konzentrierter Sachwalter, kiinstlerische
Ressentiments sind ihm fremd und er dufSert sie nie.

Das Komponieren nimmt E6tvos erst Anfang der 90¢ Jahre wieder auf.
Es folgt eine bis kurz vor seinem Tod andauernde Phase stetig steigender, fast
rastloser Produktivitat: gibt es aus den Jahren bis 1990 lediglich 16 publizierte

> Er ist von Zimmermanns Kompositionsunterricht wenig begeistert (,unheimlich

langweilig®, Parlando rubato, S. 53), wird aber durch die Mitarbeit an wesentlichen
Urauffithrungen Zimmermanns tief gepragt. Er wirkt 1966 bei der Veroffentlichung der
Partitur von Musique pour les soupers du Roi Ubu mit und weist 1968 die Beleuchter bei
Die Soldaten ein: ,Das war ein historischer Moment und eine exzeptionelle Produktion.
Dieses Erlebnis trage ich bis heute lebhaft in meiner Erinnerung und in meinem Herzen.
Meiner Meinung nach sind Die Soldaten ein Meisterwerk - das sehe ich heute genauso
wie damals* (Parlando rubato, S. 54). Fiir die Zuspielbdnder im Requiem fiir einen jungen
Dichter stellt er Zimmermann eine handschriftliche Abschrift des Gedichts Dob és tanc
von Sandor Wedres zur Verfiigung, inklusive einer Transliteration in Lautsprache. Ob
er das Gedicht auch auf den Bandern rezitiert, ist nicht ganz gesichert, zudem scheint
Eo6tvos auch an der Abmischung des endgiiltigen Zuspielbands beteiligt gewesen zu
sein [fir diese Auskiinfte danke ich Matthias Pasdzierny, der das Requiem im Rahmen
der Bernd Alois Zimmermann-Gesamtausgabe edieren wird].

6 Gleichzeitig griindet er 1991 mit der E6tvos Foundation, aus der spéter das Budapest

Music Center hervorgeht, seine eigene Nachwuchsakademie fiir Komponieren und
Dirigieren, flankiert von Kompositionsprofessuren in Karlsruhe und Koln.
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Werke, so kommen bis zum Jahr 2000 weitere 18 Werke hinzu (einschliefslich
des internationalen Durchbruchs 1998 mit der Oper Drei Schwestern
nach Tchechow (in der die drei Protagonistinnen von Countertenoren ins
zeichenhaft Abstrakte stilisiert werden), bis 2010 nochmals 22 Werke. Die
darauffolgende Periode von 2010 bis 2023 wird endgiiltig zur Erntezeit mit
nochmals 50 (!) Werken. Insgesamt hinterlasst er ca. 110 publizierte Werke.’

In der Riickschau auf das Gesamtwerk liegt der kiinstlerische Schwerpunkt
von Eotvos im Musiktheater. Wie auch andere (etwa Aribert Reimann)
fithrte er das eher traditionelle - und in avantgardistischen Kreisen lange
verponte — Genre der Literaturoper zu nochmaliger GrofSe. Insgesamt 14
Opern® nehmen zunehmend - dies zu betonen war ihm immer wichtig -
den aktuellen gesellschaftlichen Diskurs auf, wie Angels in America nach
Tony Kushner (Aids), Love and Other Demons (religioser Fundamentalismus,
Exorzismus), Der goldene Drache nach Roland Schimmelpfennig (Ausbeutung
asiatischer Migranten), Sleepless nach Jon Fosse (soziale Kalte), das Ballett-
Requiem Alle vittime senza nome (Fliichtlingskrise im Mittelmeer) sowie das
Halleluja — Oratorium balbulum nach einem den traditionellen Eurozentrismus
kulturkritisch infrage stellenden Text von Péter Esterhazy.

Frithe theatrale Versuche wie Harakiri (1973), Radames (1975) und das
»Klangtheater* As I crossed a Bridge of Dreams (1998-1999) brechen das
Genre und die Institution der Oper auf. Ab 1998 berticksichtigt E6tvos in
einer Mischung von Experiment und Tradition allerdings doch wieder die
Erwartungen vor allem kleinerer und mittlerer Hiuser. Wie Richard Strauss
differenziert er zunehmend die Untertitel der Opern, etwa ,Opera Ballad*
fiir Sleepless oder ,Tragikomddie mit Musik, eine groteske Oper* fiir Valuska.’
Als Charakteristikum ist bei E6tvos die Klangsprache fast jeder seiner Opern
vordeterminiert,'® 6fter auch mit speziellen rdumlichen Anordnungen von

7 Die bis 1998 komponierten Werke verteilen sich auf die Verlage Ricordi, Salabert

und Editio Musica, alle Werke ab 1999 (sofern nicht Umarbeitungen élterer Werke) und
damit der Grofsteil des (Euvres sind bei Schott Music erschienen.

8 In einem Trailer der Staatsoper Unter den Linden Berlin How a composer works:

Peter E6tvos bezeichnet Eotvos Sleepless als ,meine 13. Oper* (https://www.youtube.
com/watch?v=DSZ0PbT9zmQ, zuletzt aufgerufen am 3. July 2024), Valuska wire demnach
seine 14. und letzte Oper. Allerdings erschweren die erwdhnten Zwischenformen eine
genaue Zahlung.

9 In Parlando rubato (S. 101) verweist E6tv0s dezidiert mit Beispielen auf diese Praxis

von Strauss.

10 Siehe : Les opéras des Peter Edtvos entre Orient et Occident. Sous la direction de

Marta Grabocz, Editions des archives contemporaines, 2012, S. 1: « Dans ses interview,
Peter Eotvos parle souvent de son désir de créer des opéras distincts, de son veeu que
chacun de ses opéras ait un style et une sonorité propres, quon ne les rapproche pas. »
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Stimmen und Orchester." Mehrfach bestimmen ethnomusikalische Anleihen
die Stoffwahl: immer wieder Japan (Harakiri, Lady Sarashina, Secret Kiss),
aber auch Studamerika (Love and Other Demons), Skandinavien (Sleepless),
der Broadway (Angels in America) oder das franzosische Chanson (Le Balcon),
komponierte Welten-Kldnge. Nur seine letzte Oper Valuska komponiert E6tvos
auf Ungarisch. Kosmopolit in der Tradition Franz Liszts (der ebenso wie E6tvos
lange in Paris und in Deutschland lebt), ist Sprache fiir ihn mehr als ein Mittel
zur Kommunikation, es ist Teil des jeweiligen kiinstlerisch-musikalischen und
philosophisch-adsthetischen Kulturraums. Auch der Gattungsgeschichte der
Oper zollt er seinen Tribut, wie etwa im italienischen Verismo von Senza Sangue.

Selbstverstandlich hinterldsst E6tvos flankierend zum Musiktheaterschaffen
eine Fille weiterer Beitrdge zu allen musikalischen Genres. So faszinierte ihn
zeitlebens die Grenzlinie zwischen Stratosphare und entgrenztem Weltall:
vom frithen Klavierstiick Kosmos aus lasst er iiber das Trompetenkonzert Jet
Stream, das Violinkonzert Seven (Memorial for the Columbia Astronauts) und
weitere Werke wie Levitation, Multiversum und Aurora vor allem in diesen
Stiicken die ganze Palette seiner gliihenden Orchesterfarben aufleuchten. Doch
selbst in zahlreichen genuinen Instrumental- und Chorwerken ist E6tvos als
Musikdramatiker zu erleben, sind theatrale Einsprengsel auffindbar, die gewohnte
Auffiihrungssituationen und das traditionelle Werkversténdnis durchbrechen.

II. Von Liszt zu Eotvos I: Liszt als Ahnherr des instrumentalen Theaters

Sicher wird Peter EOtvos nicht nur Liszt am Klavier gespielt oder seine
Orchesterwerke dirigiert haben, sondern den ein oder anderen der zahlreichen
Bildbande der Liszt-Tkonographie in Hinden gehalten haben. Von diesen ausgehend
darf die Frage erlaubt sein, inwieweit man Franz Liszt als einen der Vater des
»instrumentalen Theaters“ moderner Pragung bezeichnen darf. Die Bandbreite
der zeitgendssischen Liszt-Darstellungen umfasst dabei einen gestischen Katalog
der Extreme von kinstlerischer Entrtickung bis hin zu humorvoller Karikatur.

So wird Liszt in dem bekannten Gemalde , Erinnerung an Liszt* von Josef
Danhauser von 1840, gemalt im Auftrag der Klaviermanufaktur Graf in Wien, dessen
Aufbau mit dem Kulminationspunkt einer Beethoven-Biiste dem noch bekannteren
Gemélde ,Die Symphonie“ von Moritz von Schwind entlehnt scheint,”” beim
Phantasieren dargestellt wird, dem kiinstlerischen Ausdruck hochster Individualitat.

" In Sleepless sind zwei Vokalterzette (SMezA) mit identischem musikalischen

Material gegentiber in den Proszeniumslogen postiert, in Valuska ist das Orchester im
Graben in drei Gruppen aufgeteilt, etc.

12 Siehe hierzu Andreas Krause, Die Klaviersonaten Franz Schuberts: Form - Gattung

- Asthetik, Kassel (Barenreiter) 1992, Kapitel I, S. 55ff.: Der ,Weg zur grofden Sinfonie*.
Betrachtungen zu einem Gemélde Moritz von Schwinds.
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Erinnerung an Liszt, Josef Danhauser, Wien 1840

Die aufgestellten Noten dienen nur der Staffage, Liszts Blick ist tiber
die Beethoven-Biiste hinaus in die Weite der Natur gerichtet, in den vom
Fenster enthtillten Abendhimmel. Um Liszt versammelt die Grofsen der Zeit
(Hector Berlioz, Niccolo Paganini, George Sand) zwischen Aufmerksamkeit
und Hingabe (Marie Grafin d’Agoult). Der Weg der kiinstlerischen Inspiration
im Gemalde ist eine Ellipse aus der Beethoven-Himmel-Ferne tiber den Kopf
in die Hande, und diese in der fiir Liszt ganz eigenen Position extrem hoher
Handgelenke. Heute wiirde man hierfiir den Begriff ,Performanz“ nutzen: das
ikonische Liszt-Portrats als Pianist, mangels Video als eingefrorene Bewegung
oder Schnappschuss, wird zum semantisch aufgeladenen Bestandteil unseres
musiko-kulturellen Gedé4chtnisses.”

Uber das imaginierte Zusammentreffen hinaus handelt sich hier

3 Die Pose von Liszt taucht bereits in weiteren zeitgendssischen Abbildungen auf.

Siehe hierzu Robert Bory, La vie de Franz Liszt par I'image, Paris und Genf 1936, das
Gemalde von Danhauser (Wien 1840) S. 96, ganz dhnlich a.a.0., S. 124, mit Perspektive
iber die linke Hand, eine Lithographie von Josef Kriehuber, Wien 1846, und a.a.O, S.
217 nochmals sehr spét, 1882, ein Gemélde von Hans W. Schmidt.
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allerdings um nichts weniger als eine gestische Grundlegung romantisch-
introspektiven Klavierspiels, mit der man leicht die zweite Episode (Takt
101f., s. Notenbeispiel 1) aus Liszts Vallée d’'Obermann erdffnen konnte.
Und vielleicht war tatsachlich dieses Stiick auf dem Gemalde gemeint: Das
Intervall cis2-eisl der rechten Hand entspricht in etwa der Handhaltung
auf dem Gemalde, die linke Hand ist dort durch den Oberkorper verdeckt.
Wie der Briefwechsel zwischen Liszt und Marie d’Agoult nachweist, handelt
es sich bei dem Obermann-Roman von de Senancourt nicht nur um eine
zentrale biographische, literarische und kinstlerische Quelle Liszts in seinen
Pariser Jahren und in seiner Beziehung zur Gréfin, er soll ganze Passagen
auswendig memoriert haben, und eben im Entstehungsjahr des Gemaldes
findet es sich erneut im Briefwechsel erwihnt."

In volligem Gegensatz hierzu betonen die zahlreichen Liszt-Karikaturen
die extrovertiert-sportliche Attittiide von Liszts stupender und wohl ofter als
Selbstzweck empfundener Virtuositat. Besonders haufig findet sich hierbei
eine Geste, die Liszt mit einer Hand auf den Tasten, die andere in die Hohe
geworfen zeigen, wobei die Skala der Handbewegung von horizontal nach
vorn bis vertikal in die Hohe gestreckt reicht.”

4 Franz Liszt - Marie d’Agoult. Correspondance. Nouvelle édition revue, augmentée

et annotée par Serge Gut et Jacqueline Bellas, Editions Fayard 2001, S. 629f., 636, 1294f.
5 Robert Bory,a.a.0.,S.77 (1837, einmal linke Hand, einmal rechte Hand [mit Hammer]),
S.108 (Berlin 1842, einmal linke, einmal rechte Hand), S. 110 und 111 (Berlin, einmal linke,
einmal rechte Hand), S. 194 und 196 (sehr spat, 1873 /1879, zweimal linke Hand, einmal
rechte Hand, einmal beide Hande[!], so auch S. 195. Die vielleicht kuriosesten Position
zeigt Liszt als Teufel auf dem Stuhl stehend das Klavier traktierend (Bory, S. 121).
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Liszt-Karikaturen

Sicherlich ist es kein Zufall, dass Peter E6tvOs exakt diese Gesten wie
zuféllig in sein Lisztomania eingestreut, und noch selbst Gesten fiir das
vierhdndige Klavierspiel humorvoll hinzuerfindet.'s

Komponiert ist in Lisztomania eine Szene aus dem elften Kapitel von
James Joyce’s Ulysses. Die zwei Protagonisten — deshalb Klavier zu vier
Hinden - sitzen ,auf der Kaffeeterrasse, plaudernd und tradumend, witzig
und lieb*, als ,Rhapsodien von Liszt“ im Hintergrund erklingen."” Die von
Eotvos eingefligten Gesten ,instrumentalen Theaters® verweisen humorvoll
auf die erwdhnten Karikaturen, ein Augenzwinkern unter Liszt-Kennern:

- S. 18, T. 55) Nachdem die rechte Hand [sic.!] des linken Spielers die
tiefste Noten A2 des Klaviers secco touchiert, hebt der Spieler plotzlich die
rechte Hand hoch und hélt sie wahrend der Fermate.

6 Eine Manuskriptkopie hat er mir schmunzelnd auf der Feier zu seinem 75. Geburtstag

am 2. Februar 2019 im Budapest Music Center tibergeben, auf der 1. Musikseite annotiert:
»Eine kleine Uberraschung fiir Andreas Krause in Budapest, E6tvos Péter®.
Siehe das Vorwort zur Notenausgabe, Edition Schott 23145.

7" Siehe das Vorwort zur Notenausgabe, Edition Schott 23145.
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- S.20, T. 73 umarmt der linke Spieler die Schulter des rechten Spielers
mit seiner rechten Hand, wahrend er mit seiner linken Hand [sic.!] in der
Diskantregion einen Terzvorhalt gemeinsam mit dem rechten Spieler ausfiihrt.

- Nach dem Schlusston (S. 26) springen beide Spieler unvermittelt auf
und beide heben ihre beiden Hande hoch.

Offen bleibt bei den Anweisungen in Lisztomania die Handstellung beim
Emporheben der Arme, ob mit geradem Handgelenk, wie in einigen wenigen
Karikaturen zu sehen, oder mit der fiir Liszt typischen im Handgelenk stark
abgeknickten Position.

Solche kleinen Andeutungen von instrumentalem Theater gibt es zahlreich
in Werken Peter E6tvos etwa im Violinkonzert Doremi: ein Nachstimmen
mitten im ersten Satz zwischen Harfe und Violine (T. 58ff.), ein sich spielend
dem Konzertmeister zuwenden (T. 129 und 209), beim ersten Mal gefolgt von
einem fade out beim Einsatz der Bells im Zurtickwenden zur Normalposition,
oder in der Kadenz (T. 480) sich der den Basiston haltenden 1. Viola (deren
Einsatz anstelle des Dirigenten selbst gebend) zuwendend. Oder auch in
der frei zu improvisierenden, wilden Anti-Kadenz (Anti meint: ohne jede
thematische Anspielung zu gestalten) in seinem letzten vollenden Werk,
dem Concerto pour harp.

Grundvoraussetzung der Wirkung dieser theatralen Gesten ist die
Disziplin der Spieler, sich eigener gestischer Extravanganzen ansonsten
zu enthalten.

I1I. Von Liszt zu E6tvos II: Vallée d’ Obermann und Halleluja — Oratorium
balbulum

Sind die Karikatur-Anleihen in Lisztomania offensichtlich, so ist
die kunstphilosophische Aura des Danhauser-Gemaldes schwieriger
nachzuvollziehen, bertihrt sie doch die tiefere Frage nach dem semantischen
Verhéltnis von Textidee und Musik in Instrumentalwerken und dartber
hinaus.
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Liszt, Vallée d'Obermann, Beginn

Liszts Vallée d’'Obermann sind zwei Briefe aus dem bereits erwdhnten
Briefroman Oberman von Etienne Pivert de Senancourt vorangestellt, der
erste mit zwei Fragen beginnend: « Que veux-je ? Que suis-je ? ». Beide
Fragen bestimmen den Rhythmus der Begleitfigur der rechten Hand. Die
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dritte Frage « Que demander a la nature ? » 14sst sich leicht auf die Melodie
der linken Hand montieren.

Gemeinsam mit einem weiteren dem Stiick vorangestellten Motto
aus Lord Byrons Child Harold entsteht eine romantische Verbindung von
Naturphilosophie und auf Ausdruck gerichteter Kunstphilosophie, die den
weiteren Ablauf des Klavierstiicks stimuliert. Zunichst 1asst sich der Text
des ersten Briefes noch eine ganze Zeit weiter auf die Musik montieren, mit
etwas Fantasie auf den ganzen, die ersten drei Seiten umfassenden ersten Teil.
(Diese zwei Verfahren erinnern in rudimentéarer Weise an die Umwandlung von
Sprache in Instrumentalgestik in E6tvos’ Streichquartett Korrespondenz nach
dem Briefwechsel zwischen Mozart und seinem Vater.) Der zweite Teil (ab S.
4, C-Dur!!!) verbleibt motivisch zwar weiter « Que veux-je ? » fragend, doch ist
er eher eine musikalische Ausdeutung der ersten Worte des zweiten zitierten
Briefs: « Indicible sensibilité ». Das dritte Motto, diesmal nicht de Senancourt
sondern aus Lord Byrons Child Harold mit dem “Could I embody and unbosom
know, that which is most within me...” bestimmt dann zwar den Beginn der
langen Schlussstretta, doch anstelle des stimmlosen (“voiceless thought”) und
endgtltigen Schweigens (“I live and die unheard...”) nimmt Liszt, um im Bild
des Byron-Textes zu bleiben, zum Ende der Stretta von Vallée dObermann bis
zum dreifachen fff donnernd sein kompositorisches Schwert aus (!) der Scheide:

Could I embody and unbosom now

That which is most within me, - could I wreak

My thoughts upon expression, and thus throw

Soul, heart, mind, passions, feelings, strong or weak,
All that I would have sought, and all [ seek,

Bear, know, feel, and yet breathe - into one word,
And that one word were Lightning, I would speak;

But as it is, I live and die unheard,
With a most voiceless thought, sheathing it as a sword.

Etwas tiberraschend (vielleicht auch zuféllig) finden sich die Senancour-
Fragen von Vallée d’Obermann im Text des Halleluja — Oratorium balbulum
von Eotvos und Esterhdzy prominent wieder. In einen chorischen Plural
erweitert, eroffnen sie die vier Fragment-Teile des Oratoriums:

I Wer sind wir?

IT Wo sind wir, was machen wir?
I11 Was wollen wir?

IV Wortiber schweigen wir?
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Die Entsprechung von Frage III ,Was wollen wir?* zu Frage I « Que veux-
je ? » bei Liszt und von I ,Wer sind wir?* zu II « Que suis-je ? » ist mehr als
offensichtlich. Die Frage nach dem Wollen wird von E6tvds sogar dreifach
auskomponiert: ,WAS wollen wir, was WOLLEN wir, was wollen WIR?*. Die
Fragen II ,Wo sind wir, was machen wir?“ und vor allem IV ,Wortiber schweigen
wir?“ deuten dagegen die emphatische und expressionistische Interpretation
des Byron-Zitats bei Liszt in ein nihilistisches Gegenteil um. Erst jetzt lesen
wir bei Byron “a most voiceless thought”, denn es gibt nichts mehr, tiber das
Kunst reden konnte und sollte. Es ist das Schweigen Wittgensteins: ,Wovon
man nicht sprechen kann, dartiber muss man schweigen'® und der von Péter
Esterhazy im dritten Fragment formulierte kulturkritische Grund ist: ,Die
Fleischbriihe der Kultur ist ganz diinn geworden".

Notenbeispiel 2 (a und b), Halleluja — Oratorium balbulum, S. 117, T. 127ff.
und S. 133, T. 252 bis Ende 3. Fragment

Fir alle Notenbeispiele aus Halleluja — Oratorium balbulum gehen Sie
zu dem Werkeintrag auf der Homepage von Schott Music

https: //www.schott-music.com/de/halleluja-oratorium-balbulum-
no319274.html

und 6ffnen dort die PDF-Vorschau der Partitur:

https: //www.schott-music.com/de/preview/viewer/index /?idx=M
zE5Mjc0&idy=319274&d1=0

(der Klavierauszug ist nur als Leihmaterial erhaltlich)

IV. Ein Kolner Hallelujah - Eotvos und Kagel

Im Jahr 1967 gibt in K6In der deutsch-argentinische Komponist Mauricio
Kagel in seinem aleatorischen Hallelujah fiir Stimmen bereits eine dhnliche
Antwort auf die Frage des Kunstwollens wie Esterhazy: ein ,Protestchor*
skandiert ,WIR WOLLEN NICHT*"

Notenbeispiel 3, Mauricio Kagel, Hallelujah, S. 74 unten.

(Notenbeispiel nicht online einsehbar)

Die Notation des Sprechchors bei Kagel zeigt Ahnlichkeiten zur
Parallelstelle im Oratorium balbulum, wie auch der ganze Gestus.

Notenbeispiel 4 (a und b), E6tvds, Halleluja, S. 94, T. 7: Was WOL-LEN
wir? / S. 75, T. 147: WIRKLICH NIX!

https: //www.schott-music.com/de/preview/viewer/index /?idx=M
zE5Mjc0&idy=319274&d1=0

8 Ludwig Wittgenstein, Tractatus Logico-Philosophicus, der bekannte Schlussabschnitt 7.

19 Die Partitur ist erschienen bei der Universal Edition Wien, 14913. Eine Filmrealisation

von Kagels Hallelujah aus dem Jahr 1969 ist abrufbar unter https://www.youtube.com/
watch?v=h_xg52V7jP8&t=1453s (6. Juli 2024).
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Inbiographischen Erlduterungen zur so wichtigen Kolner Periode von Peter
E6tvos geht es zumeist nur um die Dichotomie des Einflusses von Karlheinz
Stockhausen und Bernd Alois Zimmermann, nicht aber um Mauricio Kagel,
den Peter E6tvos ebenso kannte. Kagel wird 1969 Nachfolger von Karlheinz
Stockhausen als Leiter der Kélner Kurse fiir Neue Musik (bis 1975); 1974 erhalt
er an der Kolner Musikhochschule eine Professur fiir Neues Musiktheater.
Kagel gilt in Deutschland als der wichtigste Vertreter des ,instrumentalen
Theaters“ und radiophoner Experimente. E6tvds verweist auf diesen
»Stammbaum® in Verbindung mit seinem ,rein akustischen® Klangtheater As
I Crossed a Bridge of Dreams,*® dass er vielleicht nicht zufallig in den Jahren
1998-1999 komponiert, nachdem er 1998 Kagels Kompositionsprofessur an
der Kolner Musikhochschule tibernimmt.? Verbunden ist mit Kagels Namen
auch der Aspekt des auch fiir E6tvos so wichtigen Humors in der Neuen
Musik.??

Trotz seiner immensen Bedeutung als Musikstadt der Moderne hat es
eine ,Kolner Schule® nie gegeben. Im Gegensatz zur Zweiten Wiener Schule
oder der Darmstédter Schule steht K6In von Anfang an fiir eine experimentelle
Vielfalt der Avantgarde, und damit zu einer insgesamten Auflésung des
Denkens in ,Schulen® Es ist somit die Breite des musikalischen Diskurses,
die den jungen Peter E6tvos in Koln pragt.

Es ist die Zeit, in der wenig spéter auch Gyorgy Ligeti, der 1957/58
ebenfalls in Koln freier Mitarbeiter des elektronischen Studios des WDR
war, sein einziges Musiktheaterwerk Le Grand Macabre konzipiert und es
als ,Anti-Anti-Oper* bezeichnet. Le Grand Macabre ist eine humoristische
Collage und Satire aus dem Fundus der Operngeschichte. Anldsslich der
Neuinszenierung der Frankfurter Oper schreibt Guido Holze in der Frankfurter
Allgemeine Zeitung (Wir leben in der Apocalypse, 4. November 2023):
~Aus dem doppelten negativen Prifix ergibt sich eine im Grunde positive
Haltung gegentiber einem Genre, das schon zu seiner Zeit als iberkommen
und fragwiirdig galt.“ In diesem Bezug lief3e sich das Oratorium balbulum
durchaus als ein ,,Anti-Anti-Oratorium“ bezeichnen: Anders als in Hallelujah
von Kagel wird die traditionelle Form des Oratoriums mit Solisten, Chor
und grofsem Orchester nicht dekonstruiert, durch den vertonten Text aber

20 parlando rubato, S. 102

2l Die Urauffithrung erfolgte 1999 beim Donaueschinger Musikfestival. 2007 erarbeitet
Eo6tvos eine Neufassung unter dem Titel Lady Sarashina als ,konventionelle' Oper in
einem Akt (siehe Parlando rubato, S. 101, mit Verweis auf die Umarbeitung von Strauss’
Ariadne auf Naxos).

22 Max Nyffeler, Er brachte Humor in die Neue Musik. Zum Tod von Péter E6tvos,
in: Frankfurter Allgemeine Zeitung vom 26. Mérz 2024
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die Sinnhaftigkeit des traditionellen Genres, sogar die Sinnhaftigkeit von
Textvertonung oder der Verbindung von Text und Musik tiberhaupt, in Frage
gestellt (Ende des zweiten Fragments):

PROPHET

Das Reden kann nicht vertont werden.
Nur die Handlung kann vertont werden.
CHOR

Alleluja (Mussorgsky: Boris Godunov)
ENGEL

Das Halleluja kann auch nicht vertont werden
nur die Musik kann vertont werden!
Das Halleluja ist keine Musik

das Halleluja ist ein Halleluja

die Vertonung ist Vertonung

die Musik ist Musik.

Der Prophet stottert wie der mittelalterliche Gelehrte Notker von Sankt
Gallen, den er darstellt. Er ist wahrlich kein Jochanaan wie bei Strauss oder ein
Vogel-Prophet wie der Hl. Franziskus bei Messiaen. Der Erzahler ist - so stellt
er sich selbst vor - in seiner strukturellen Geschwatzigkeit selbstverliebt. Der
Engel hat sich von einem Besdufnis mit dem gottlosen Nietzsche nicht mehr
erholt. Alle drei wirken in ihren bemiihten Rollen selbst wie Gestrandete des
Kunstbetriebs. Die Reste realer Handlung sind gleichgiiltig. Der zweifache Bezug
auf den an sich ergreifenden Flugzeugabsturz von Nine-Eleven wird in diesem
Kontext als billiges amerikanischen B-Movie diskreditiert (Teile Il und IV). Am
Beginn von Teil IV zéhlt der Narrator die tiberstandenen politischen Krisen des
20.Jahrhunderts auf, die dennoch angesichts der aktuellen Flichtlingskrise in
Angst, Hoffhungs- und Zukunftslosigkeit mtinden: ,Wir brauchen Grenzen. Wir
ziehen tberall Zaune. Wir umzédunen sogar die Zaune“ (Teil IV, S. 137, T. 16ff.).

Unabléssig sucht der im ersten Fragment (S. 26, T. 172) als ,pratentios®
vorgestellte Chor nach seiner Form und Funktion, bedroht von einer ins
Leere laufenden Stimmakrobatik, und gerade in den Hallelujas stottert er
sich wie in jeder Fuge fiir Chor durch die Melismen, das Halleluja hat seine
einst religiose Bedeutung verloren: ,Schwer ist es Halleluja zu singen, wenn
es keinen Gott gibt" (Prophet, Teil I, S. 106f., T. 65ff.). Doch ohne Text-
Verkindung ist auch die kinstlerische Aura des Chors verloren: ,Wenn wir
schweigen, sind wir Gewerkschaftsmitglieder” (Teil II, S. 83f., T. 208f¥).

Notenbeispiel 5, Eotvos Halleluja, S. 83f.

https: //www.schott-music.com/de/preview/viewer/index /?idx=M
zE5Mjc0&idy=319274&d1=0
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V. ,Chorisches Theater” zwischen Kunst und Alltag

Zwei letzte Erst- und Urauffiihrungen fithrten Peter E6tvos nochmals mit
zwei Chorwerken nach Koln und Paris. Es handelte sich um die Deutschen
Erstauffiihrung der Drei Aphorismen von Heinrich Heine (dem deutschen Dichter
in Paris) durch den Chor des WDR, und 13 Haikus nach - ins Franzdsische
Uibersetzten - japanischen Gedichten, uraufgefithrt vom Kinderchor von
Radio France. Wie in Lisztomania sind die theatralen Elemente humorvoll-
karikaturalen Charakters.

In den Heine-Aphorismen sind autobiographische Erinnerungen
komponiert. Im ersten Chorstick O mein geliebtes Sauerkraut, holdselig
sind deine Gertiche geht es um eine frithe Kindheitserinnerung von E6tvos:
hungrig aus der Schule kommend, empfing ihn der Geruch dieser Speise
oft schon an der Eingangstiir seines Zuhauses.* Und im dritten Aphorismus
spurt man ein autobiographisches Augenzwinkern: ,Das ist schon bei den
Deutschen: keiner ist so verriickt, dass er nicht einen noch Verriickteren
fande, der ihn versteht...”

Notenbeispiel 6, E6tvds, Drei Aphorismen von Heinrich Heine, I, S. 6, T.
22-26

Schott SKR 20134

https: //www.schott-music.com/de/drei-aphorismen-von-heinrich-
heine-noc445574.html

PDF-Vorschau:

https: //www.schott-music.com/de/preview/viewer/index /?idx=NT
YOODQO&idy=564844&dl=0

Im ersten Aphorismus soll der Chor eingedenk des Sauerkrauts mehrmals
hintereinander einen Laut kulinarischer Vorfreude erzeugen, wie wir ihn
alle als internationale Gepflogenheit kennen (mmh). Doch in den beiden
bislang erfolgten Auffithrungen in Budapest und Kéln hatten sowohl die
Chorleiter als auch die Sanger deutliche Schwierigkeiten, diese einfach
erscheinende Idee umzusetzen. Zu grofs ist anscheinend der Wechsel von
Kunstaustibung ins Alltagliche hinein (allerdings ist die Geste an sich mit
Einatmen verbunden, fiir die Lautbildung eines Sdngers ungewdhnlich).
Oder hétte man den Originalduft des Sauerkrauts durch Gebldse im Raum
verteilen miissen, um die gewiuinschte Reaktion auszuldésen? Oder sollten
vielleicht die Sdnger zusitzlich Handbewegungen vollfiihren, die oft mit
dem Einatmen ,holdseliger Gertiche* verbunden sind?

In den 13 Haikus fiir Kinderchor springen die Kinder lebensfroh auf
die Biihne, bereits das U-gui-su der Vogel frei skandierend. Alles soll ,wie
ein Spiel sein, es soll nicht ein Stiick vorgefiihrt, sondern es soll entdeckt

23 Personliche Mitteilung von Peter Eétvos vom Frithjahr 2023.
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werden“* Es gibt « tremolo avec la main devant la bouche » (Handtremolo vor
dem Mund), in meiner Kindheit stand dies fiir Indianer-Spiele, es findet sich
auch in Kagels Hallelujah (gleich zu Beginn, Gesangssolo I), und schlieflich
ahmen die Kinder die Putzbewegung der Vogel nach: « les enfants tournent
la téte vers la droite (la gauche), comme s'ils nettoyaient leurs pieds droits
(gauches); [l'ugiusu] tape avec son bec - et crache ». (Die Kinder drehen
ihre Kopfe nach rechts (links), als wiirden sie ihre rechten (linken) Fiifse
putzen; [der Ugiusu] klopft mit seinem Schnabel - und spuckt.) Vergleichbare
Kopfdrehungen gibt es auch in Kagels Die Stiicke der Windrose.
Notenbeispiel 7, E6tvos, aus 13 Haikus
https: //www.youtube.com /watch?v=gqG83k8SMFE
Notenausgabe Schott C 60439 mit PDF-Vorschau in Vorbereitung:
https: //www.schott-music.com/de /13-haikus-n0o564670.html
Es ist auffillig, dass vergleichbare Stellen vokalen und chorischen
Theaters im Halleluja die humoristische Seite betonen, sieht man von den
an Solmisation erinnernden Handbewegungen des Engels ab.
Teil 1
» Der Erzahler (Narrator) bezeichnet sich als ,.eine Art Biihnenanweisung*
(T. 31f.)
* Der Engel fragt im Publikum nach einem Logopéden fiir den stotternden
Propheten (T. 197ff.)
* Das Publikum darf die verratenen Losungszahlen der Lotterie nutzen,
wenn es Prozente an das Orchester zahlt (T. 320)
* An Solmisation erinnernde Bewegungen des Engels (T. 348ff.)
Teil I
* Der Prophet sperrt stumm den Mund auf und zu (T. 17 und 19)
* Die Mannerstimmen des Chores pfeifen den Frauenstimmen hinterher
(T. 160ft.)
* Die Frauenstimmen des Chors singen “Girls, girls, girls” wie ein
Beatles-Zitat, mit dem grofSen Licheln von John Lennon (T. 169ff.)
* Die Mannerstimmen stehen diagonal (T. 173)
Teil IV
* Nochmal an Solmisation erinnernde Bewegungen des Engels (T. 83ff.)

VI. Das Halleluja als Musik des Scheiterns

In Hallelujah von Kagel gibt es einige Abschnitte, in der die Solisten
und Choristen als Folge der aleatorischen Konzeption zunichst mit einer
Schere Stellen aus der Partitur ausschneiden und frei tibereinander

24 Ppeter Eotvos in einem Telefonat am 7. Januar 2024, die Urauffithrung bei Radio

France erfolgte am 18. Januar 2024.
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montieren. Geschnitten, geschnipselt und montiert haben im Halleluja -
Oratorium balbulum dagegen Textautor und Komponist. Esterhazy zitiert
unter anderen Umberto Eco (Opera aperta), Wittgenstein, Karl Kraus und
von Rilke das bertihmte Zitat, das auch der letzte Eintrag von Anton Webern
in sein Tagebuch vor seinem tragischen Tod in Mittersill war: ,Wer spricht
vom Siegen, Giberstehn ist alles“* Neben einem Schumann-Zitat am Beginn
montiert Eotvos insgesamt 10 Halleluja-Kompositionen in den Ablauf: im
musikhistorischen Ablauf sind das Notker, Schein, Monteverdi, Bach und
Héandel, Mozart und Bruckner simultan tibereinander, Mussorgsky, ein
Gospel, und ein Bartok-Fake (wenn Bartok ein Halleluja geschrieben hitte).
Die Abfolge im Oratorium folgt dramaturgischen Erwédgungen. So ist z. B.
der ganze zweite Teil durch Mussorgski bestimmt.

Teil I Seitenzahl Partitur (Klavierauszug)
Robert Schumann: Vogel als Prophet 3 (1)

Notker Balbulus, Natus Ante Saecula 19 (15)

Georg Friedrich Handel, Halleluja (Messias) 26 (22)

Pseudo-Bartok [EOtvos] 36 (31)
Johann Sebastian Bach, aus der Kantate

BWYV 21 43 (39)
[quasi Barock-Aria, Prophet] 45 (40)
Teil 11

Modest Mussorgski, aus Boris Godunov 68 (61), 90 (85), 93 (87)
Teil 111

Johann Hermann Schein (1615)

Alleluja, Lobet, ihr Knechte des Herrn 104 (97)

Monteverdi, Jubilet, Motetta (1640,/41) 108 (102)

Gospel, Halleluja 126 (117)
Teil IV
Pseudo-Bartok [Eotvos], Replik von S. 153 (137)
33-34

Mozart, Alleluja-Kanon KV 553 (Frauenchor) 155 (139)
Bruckner: Offertorium (1868) (Mannerchor) 155 (139)

Nach Meinung seines Erzahlers (Narrator) gerat Eotvos der Pseudo-
Bartok zu lange, wird ,endlos” (Teil I, T. 279) ausgebreitet, ein ,leider
verfriihtes Finale“. Und sicher ist es eher scherzhaft gemeint, wenn E6tvos

25 Dasg Zitat findet sich Teil 4, Takt 72. Es stammt aus Rainer Maria Rilke, Requiem.

Fir Wolf Graf von Kalckreuth, geschrieben am 4. und 5. November 1908 in Paris. Zum
Eintrag Weberns in sein Tagebuch siehe Andreas Krause, Anton von Webern und seine
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die Wiederaufnahme des Pseudo-Bartok im vierten Bild mit den Worten
begriindet: ,weil es so schon ist“?® Es ist vielmehr ein letztes, aber eben auch
als vergeblich inszeniertes kompositorisches Kabinettssttick, die Wiederholung
des Bartok-Fake direkt in die Mozart-Bruckner-Doppel-Montage miinden zu
lassen, eine musikalische Profanisierung von Zimmermanns emphatischen
Begriff der ,Kugelgestalt der Zeit".

Der Text des Oratorium balbulum mochte Ratlosigkeit verbreiten, das
Ende der Moderne verkiinden, dabei aber in Konsequenz des doppelten
Anti-Anti durch Zelebration traditioneller musikalischer Schonheit zum
Widerspruch aufrufen. Gerade dem langlichen Postulat des Niedergangs der
europaischen Politik und Kultur, das der Prophet im dritten Teil ausbreitet,
verleiht E6tvos einen dieser Einsicht widersprechenden, symphonisch
blithenden Kontrapunkt (Teil III, ab Takt 127 bis Ende, mit den hier nicht
wiedergegebenen Einwiirfen des Chors und der nochmaligen Wiederholung
des Textes ergibt sich eine dreiteilige Binnenform):

PROPHET

Die Fleischbrithe der Kultur ist ganz diinn geworden!
Die Humanitéat besitzt keine Insel!

Europa herrscht schon lange nicht mehr tiber die Welt.
Der Europder ist endgiiltig vulgar geworden.

Die Fleischbrithe der Kultur ist ganz diinn...!

Am Beginn des Oratoriums zitiert E0tvos kein Halleluja, sondern
ausgiebig ein Klavierstiick von Robert Schumann, Vogel als Prophet. Dies
mag zunéchst angesichts der einfithrenden Worte des Erzihlers, der dann
auch mit dem Propheten eine der Hauptpersonen des Stiicks vorstellt,
plakativ erscheinen. Eotvos schreibt hierzu allerdings: ,,Diese Nummer aus
Schumanns Waldszenen war mein Lieblingssttick als Kind. Ich habe es nicht nur
orchestriert, sondern wirklich verarbeitet. Dieses Stiick hat eine eigenartige
Stimmung, die auch etwas Bedrohliches hat. Es ist tonal nicht fix verortet,
es hat so ein Schwirren und Flirren. Der Grundakkord ist tibrigens derselbe
wie in meiner Oper Drei Schwestern ... da geht es auch um Scheitern. Das ist
offenbar etwas, was man im Kopf tragt“?’ Tatsichlich klingt das Orchester
an dieser fiir die Einfiihrung des Erzédhlers mit Fermaten lang ausgedehnten
Stelle aber zunachst nicht nach Schumann, sondern verfiihrerisch und das

Zeit, Laaber 2001, 2., korrigierte und erweiterte Auflage 2018, S. 85.
26 parlando rubato, S. 275.
27 parlando rubato, a.a.0., S. 273
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Klavierstiick um einen Ganzton nach oben transponierend nach dem hellen
Orchesterklang der Neudeutschen Schule, nach Liszt, Wagner und plotzlich
sogar der Salome von Richard Strauss.?®

Etliche Takte spater (T. 66ff., bei ca. 3' 20”), wenn sich die Transkription
schon - ganz im Sinne Liszts - zu einer Freien Bearbeitung tiber Themen des
A-Teils des Klavierstticks verandert hat, erklingt noch unvermittelt der Beginn
des choralartigen B-Teil aus Vogel als Prophet, nun einen Ganzton tiefer und
in dunklerem Hornerklang, zeitgenossisch mit Akkordeon verfremdet und
nochmals mit dem ersten, nur summenden Choreinsatz des Stiickes. Ein erstes
Scheitern des Oratoriums deutet sich in den dazu gesprochenen Worten
des Erzahlers an: ,Meine Geschwatzigkeit ist struktureller Natur, somit ein
nicht verbesserbarer Fehler. Ich bin ein Fehler. Ich bin eine Wiederholung.
Die Musik, die bin ich nicht...”. Das von E6tvos dem Schumann-Zitat , Flirren
und Schwirren ... des Scheiterns” nicht nur des Oratoriums, sondern aller
Kultur in den Schlusstakten des Halleluja nochmals anzudeuten, obliegt
dann allein dem originalen Klavierklang des nochmaligen, wenngleich
fragmentarisch verkiirzten Schumann-Prophet-Zitats.

Und doch scheint das Oratorium offen zu enden, ohne verbindliche
Aussage, ganz im Sinn der im 4. Teil nochmals dargelegten Fragment-
Philosophie (Teil IV, S. 150, T. 86ff.). Vielleicht nahrt die ,Fleischbriihe der
Kultur” uns doch noch - mittels der Musik? Ein Zitat von Jacques Lacan
konnte als Motto tiber dem Oratorium balbulum stehen:

« La société, en effet, ne saurait se définir autrement que par un état
plus ou moins avancé de dégradation de la culture. Toute la confusion qui
s’établit dans les rapports, pourtant sacrés, fondamentaux, de 'homme et
de la parole, tout ce bordel, est la représenté a sa place. »

[Die Gesellschaft ist nicht imstande, sich anders zu definieren als tiber
den mehr oder weniger fortgeschrittenen Zustand des kulturellen Verfalls.

28 In Edtvds’ Konzertprogrammen tauchen die folgenden Stiicke von Liszt auf:

Tristis est anima mea aus Christus, die Legende Nr. 1 San Francesco d’Assisi, Super
flumina Babylonis, Mephisto Walzer, die Tondichtung Von der Wiege bis zum Grabe, die
Dante-Symphonie sowie Wagners Siegfried-Idyll. Die ,Strauss-Stelle‘ in der Schumann-
Instrumentation des Halleluja - Oratorium balbulum findet sich Teil I, T. 25, C-Dur (!!!).
Eo6tvos enttarnt hier gewissermafSen nebenbei eine der kompositorischen Wurzeln
von Strauss. Siehe die von E6tvos selbst dirigierte Einspielung bei WERGO, WER
73862 in Track 1, bei 1" 13", die Korrespondenzstelle bei Strauss in Salomes Tanz ist
vor Richtziffern E und O. Videomitschnitte des Halleluja - Oratorio balbulum finden
sich auf YouTube: der Mitschnitt der Urauffiihrung der deutschen Fassung von 2015
https://www.youtube.com/watch?v=dmSMZG8ZhEo&t=407s und der Erstauffithrung
der franzdsischen Fassung bei Radio France vom 18. Januar 2024: https://www.youtube.
com/watch?v=8AMzuMICC4E&t=1146s. Partituren der deutschen und der franzosischen
Fassung sind auf der Website von Schott Music einsehbar.
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Die ganze Verwirrung, die in der heiligen und grundlegenden Beziehung
zwischen Mensch und Wort entsteht, dieses ganze chaotische Bordell,
ordnet sich im Stiick]*

About the Autor:
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English translation and editing - Rachel C. Walker

29 Zitiert nach Parlando rubato, S. 146. E6tvds kannte dieses Zitat aus der Analyse

Lacans tber Le Balcon von Jean Genet (Jacques Lacan, Les formations de I'inconscient,
in: Magazine littéraire 313,1993, S. 53-57) durch seine Gespriche mit Pedro Amaral iber
seine gleichnamige Oper nach dem Text von Genet.
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MUSICAL EDUCATIONAL PRACTICES IN THE PANCHO
VLADIGEROV HOUSE MUSEUM - SOFIA AND THE BORIS
CHRISTOV MUSEUM

Juliana Karaatanasova

Abstract: A visit to a museum can offer a range of benefits to students.
This is also true of the Pancho Vladigerov House Museum in Sofia and
the Boris Hristov Museum, which provide the opportunity to implement
various musical and educational events. The direct engagement with
historical documents and artifacts and the immersion in the creative
atmosphere of the musicians' homes, provide students with a unique
emotional experience. This experience fosters respect and reverence for
art, while also promoting awareness of national identity and instilling a
sense of pride. The museum acts as a mediator between music teachers
in mainstream schools and professional musicians, facilitating contact
between them in their common goal of educating, nurturing, and preparing
children and young people for the concert halls.

Keywords: Museum, music education practices, music education events,
audience, music curriculum, after-school classes

INTRODUCTION

Following contemporary trends that challenge the traditional understanding
of the museum as an institution solely responsible for the collection, preservation,
and exhibition of cultural and historical artifacts, it is imperative to rethink
the museum's educational function. Several studies on the issue support the
argument put forth by Katja Popova in her article “The Museum in the Age
of the Internet” (Popova, K. 2015, p. 223), which states that the preservation
and protection of cultural heritage is caused by the need to educate future
generations, while at the same time requiring and challenging the educational
process. The author posits that the education and preservation of cultural
heritage are two equal functions of the museum. The imbalance between
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these functions leads to incomplete functioning (Ibid., p. 223).

As posited by George Hein, museums have assumed a greater
significance as “interpreters of our culture” (Hein G. 2018). He delineates
the four educational opportunities for museums as follows: traditional
lecture and text (the systematic museum), learning through discovery
(the discovery museum), stimulus-response (the orderly museum), and
constructivism (the constructivist museum) (Ibid.). In contrast, Hein is
particularly drawn to the museum's capacity to present a multitude of
viewpoints and offer a diverse array of learning styles. According to Hein,
“visitors can engage with the exhibits and ideas presented in a myriad
of ways, which relate to their life experiences, and encourage social
interaction.” Hein noted that this approach allows visitors to “experiment
and connect with objects and ideas.” Influences from new perspectives
on the educational functions of the museum, including the shift from a
place for education to a place for learning and from a space that exists
for something to a space for somebody, have prompted the development
of a range of contemporary approaches. These approaches include those
influenced by constructivist theories, which emphasize the construction
of personal meaning systems that every person creates and adapts over
time. The social constructivist approach to learning emphasizes the social
nature of the learning process. Educators and museum workers adopt a
similar perspective, encouraging learners to actively guide their learning
by engaging in a range of activities, including raising questions, engaging
in dialogue, looking for patterns, interpreting and discovering, deriving
meaning, and building a personal /emotional relationship with subject
content (Gavazova N. 2022, p. 107).

The investigation of the activities of the thematic museums in Sofia
about the lives and works of prominent figures in the Bulgarian musical
tradition reveals a promising field for the application of the aforementioned
pedagogical approaches in the context of music-based educational programs
and initiatives, which the museum's directors and curators often spearhead.
Communication with young audiences is facilitated through direct contact
with educational institutions specializing in the arts and through the
organization of visits, talks, concerts, masterclasses, competitions, creative
workshops, presentations, and discussions with authors, composers, and
internationally renowned performers of contemporary music. The Museum
serves as a conduit between general music educators and professional
musicians, facilitating contact between them in their shared objective of
educating, nurturing, and preparing young audiences for concert halls.
Interactions with teachers from specialized music schools who prepare
future professional performers are also facilitated.
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The chance to view a selection of documents and objects, including
recordings of concerts and interviews, provides a unique opportunity
for adolescents. The items in question relate to the two great figures of
Bulgarian music in the twentieth century, Pancho Vladigerov and Boris
Hristov. The latter was an opera singer, while the former was a composer.
Both men represent the pinnacle of musical excellence during that period.
The selection of items can also be accessed via the Pancho Vladigerov
House Museum. The aforementioned regulations are outlined in the Music
Curriculum for all grades, both currently in effect and those that will
take effect in the 2024 /2025 academic year. As evidenced by Appendix
1, between 2% and 15% of the lessons for the year relative to each class
(except for Year 2) are recommended to be conducted in an out-of-school
learning environment, specifically in a museum. It can be observed that the
uneven distribution of these teaching hours yearly in each class lacks an
evident rationale related to the content of the material taught. Therefore,
it is probable that this uneven distribution discourages teachers from
undertaking the complex organization required to implement these visits
outside the school environment. An additional justification for conducting
observation classes in an out-of-school learning environment can be found
in the Agreement of 31 July 2018 between the Ministry of Culture and the
Ministry of Education.

Although a one-off, an encouraging fact is the allocation of additional
funding in 2021, whereby the Ministry of Education and Science provided
BGN 486,000 to 238 municipal schools and a further BGN 75,000 to 38
state schools that hold compulsory, elective, and optional lessons in general
education subjects and arts-related topics in museums and galleries, as well
as visits to theatre productions or concerts (or their presentation in school)
related to specific curriculum content, including meetings with actors and
musicians. The National “Providing a Modern Educational Environment”
Program supplied funds in 2021 specifically for cultural institutions as
educational environments.

ANNUAL OF THE SOFIA UNIVERSITY “ST. KLIMENT OHRIDSKI”, FESA, ANNUAL OF ARTS, ISSN 2738-7062 31



MoceweHue B my3es M. BraguzepoB

Despite the normative difficulties associated with taking children out
of school due to the requirement of parental consent, the reorganization
of the learning process, and group travel to a particular location, museum
visits bring many benefits to pupils. First and foremost, the vivid contact
with documents and objects, as well as the immersion in the creative
atmosphere of the musicians' homes, offer a unique emotional experience,
inspire respect and reverence for art, foster awareness of the students’
national identity, and evoke a sense of pride.

EXTRACT

This study aims to present and analyze the current practices of music
education in museums in Sofia, with a thematic focus on music. This
examination encompasses all aspects of these institutions' musical activities.
The methodology employed in this study is based on fundamental scientific
methods, including the interview, analysis, synthesis, and observation processes,
the selection of appropriate sources, and the summarization of information.
The approach to visitors, including children and youth, in both museums is
predominantly guided tours, with content tailored to the age characteristics
and educational background of the audience. Communication is conducted
through an interactive dialogue between museum professionals and visitors
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using guiding questions and exploring different perspectives according
to individual interests. To cater to the specific needs of the audience, the
themes and emphases of the talks are tailored to their profiles. For instance,
presentations designed for student groups are coordinated with visits to conduct
observational lessons in after-school learning environments included in the
comprehensive school’s music curriculum. The aforementioned Agreement
of 31July 2018 between the Ministry of Culture and the Ministry of Education
serves as the regulatory framework for these activities.

Mpogykuus Ha CaBa BymoB KM BaaguzepoB

Both museums provide a platform for children from music schools to
perform. The halls are equipped with high-quality grand pianos and are
used for concerts and productions by piano classes from various community
centers and private music schools. Piano teachers periodically demonstrate
the skills they have taught the children and are willing to play musical
instruments of a high standard. The museums are open to all, including
concert participants, parents, relatives, and the general public. Talks often
accompany the showing of the exhibitions.

Conventionally, educational forms and practices in museums can be
divided into two types, depending on the recipients they are aimed at:
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Children, pupils, students, and visitors of all ages who are not professionally
involved in music;
Children, pupils, students, and musicians professionally trained in music.

EDUCATIONAL FORMS AND PRACTICES IN PANCHO VLADIGEROV
HOUSE MUSEUM - SOFIA

According to the former director Nadia Sotirova, the museum was
established in 2005. Two years later music education projects were launched,
the first of which commenced in 2007. These projects are aimed at the youngest
participants, namely preschool and elementary school children, and take the
form of lessons or music workshops led by experts. The museum benefits
from the support of music teachers in the Lozenets district and specialists
involved in the educational projects. They include leading music teachers
from the National Music School Lyubomir Pipkov and specialists with long
teaching experience. They are convinced of the significance and advantages
of the educational initiatives, which aim to foster an early interest and passion
for music in children and to cultivate qualities such as creativity, the ability
to perceive and appreciate the nuances of sound, and the integration of
music with other artistic forms. The themes in development are:

* Related to folk holidays and customs;

» Different musical styles and eras;

* Creating a sound picture based on a set story, using children's sound-

imitating and self-made instruments;

* Cross-cultural events - the music of the Jewish community and the

music of Bulgarian traditional holidays;

* Educational board games;

* The involvement of music school pupils and students in educational

projects for mainstream schools.

The inaugural educational project at the museum is entitled Let's Paint
the Holiday. It concerns traditional holidays celebrated in our country, as
reflected in the curricula for preschool and primary school age groups -
Christmas, Baba Marta, and Easter. Other projects include Musical Journey,
The Sound of Celebration, Let's Paint a Picture with Sounds and others. This
program continued until the pandemic caused by the SARS-CoV-2 virus in
2019. Over time, the composition of the audience has changed, and projects
have been developed for older middle school students. The museum staff
recognizes the positive impact of these events, and former director Nadia
Sotirova is convinced that “children who have gone through these educational
events retain lasting impressions. Some of them are now students and
remember these first encounters with music and the museum, which is of
great significance to us” The interest of the participants is twofold. Firstly,
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it arises from their contact with musical instruments. In the beginning,
children are provided with sound-matching children's musical instruments
and percussion, as these are the most convenient and accessible options for
them. Initially, there was a shortage of instruments. However, Mrs. Maria
Palieva, a renowned long-time percussion teacher at the National School
of Music, proposed using hand tools to create instruments. This involved
transforming boxes into drums, with each child receiving a box instead of
a drum. This approach introduced an element of fun and creativity. Over
time, the museum's collection of children's musical instruments has grown,
reflecting the evolution of the program. All the children display a high level
of interest and initiative, engaging in storytelling and painting with sound.

The project commences with the presentation of a relatively simple
narrative, which is then developed into a soundscape. This is achieved through
the collaboration of various stakeholders, including the Jewish community.
In 2015, the Shalom Organisation of Jews in Bulgaria, the 134th school in
Sofia - which offers an extended Hebrew curriculum - and the kindergarten
at Shalom were all actively involved in the project. Additionally, the museum
team pays close attention to the holidays of the Jewish community. This
attention leads to interesting results. By working to strengthen cultural ties
between communities, the team aims to encourage children to appreciate
the arts, regardless of their nationality.

3aHumaHus ¢ geua KM M. BaagueepoB
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During the initial stages of the initiative, statistical records were
maintained on several variables, including the number of concerts and
educational events and the number of participants. This was because these
events were financed by projects whose budgets required an accurate
allocation of funds to ensure optimal resource utilization. In addition, the
projects that engaged pupils from local schools were also monitored.

“Lozenets and, in partnership with the Jewish Community, the events
take place over three months - approximately 30 meetings are organized
almost every week” The participants in these events are drawn from a specific
cohort of children who attend the classes regularly. They gradually grow
familiar with the program, and the knowledge and impressions they gain
from it become more firmly embedded. Over 10 years (2006-2016), 1,200
children have passed through the museum's educational events.

MoceweHue B my3es M. BraguzepoB
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One of the most recent and intriguing projects of the Pancho Vladigerov
House Museum in Sofia is a board game about Vladigerov, which had been given
the working title Pancho, later renamed Vladigerov's Way for Children. Based on
amock-up of the game, tests have commenced in educational institutions and on
the premises of the museum. Reactions, perceptions, interest, and other indicators
are being studied. The game has undergone modifications to address the initial
complexity and lengthy duration, which resulted in children losing interest. The
previously comprehensive and detailed cards have been condensed. The game is
designed for children aged 10 to 16, specifically those in grades 4 through 8. Some
of the testing is conducted in a board game forum where families participate. The
game's algorithm is structured to ensure a lengthy duration. The initial concept of
the museum team was to develop a game that could be distributed in schools and
used in music elective classes. The inaugural iteration of the game encompasses
only the formative years of Pancho Vladigerov, presenting intriguing anecdotes from
his life, the individuals who played a pivotal role in his development - his relatives,
parents, and educators - and his inaugural compositional endeavors. The Student
Practices project involves students working on the museum's premises. The game
was tested with students from the Academy of Music in Sofia to encompass a
broader age group. Following the students' recommendations, the game's theme
was expanded to include Pancho Vladigerov's entire life. Consequently, the second
version of the game is based on this, but its production costs are significantly
higher. The creation of a digital version of the game, subsidized through project
funding, is being considered. Despite the abundance of board games on the market,
none feature musical content. A final update and implementation of the game as
a product will be released soon.

MoceweHue B my3es M. BraguzepoB
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Educational projects for general schools, particularly educational
concerts, frequently receive invitations to participate from students at
music schools and the Music Academy. Performing on a peer instrument is
an inspiring experience for young students, often igniting a desire to learn
to play a musical instrument and pursue music more deeply.

Y i 1
e, Fiiq;m@% '

KamepeH koHuepm Ha cmygenmu M. Bopuc XpucmoB

EDUCATIONAL FORMS AND PRACTICES
IN BORIS HRISTOV MUSEUM

The Boris Hristov Museum offers a variety of educational programs,
both produced by the museum itself and initiated by external collaborators.
Some of the concerts are specifically designed to be educative. According
to the museum's director, Elena Dragastinova, the museum's role is not to
reinforce the knowledge taught in music at the general school level. Instead,
she believes the museum should serve as a space for emotional engagement
and the acquisition of other knowledge. The institution does not engage
in any projects that align with the music curriculum. During the lessons
held at the museum, emotions are presented to broaden students’ cultural
knowledge, encourage interactivity, foster engagement with the institution,
and facilitate the integration of the students into the institution.
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EDUCATIONAL MUSIC PROGRAM FOR THE YOUNGEST CHILDREN

These concerts are designed with the youngest children in mind and
are led by pianist Maria Momirova. She draws on her experience of British
music teaching to create a program suitable for children between six months
and three years of age. The program is based on the principle of imitation
and is delivered at the Boris Hristov Museum. Children attend these classes
with an adult chaperone. Everyone is arranged in a circle, sitting on a soft
carpet. The adults begin playing children's musical instruments, exchanging
them, and singing songs under the guidance of Maria Momirova, and the
children are permitted to do whatever they wish. Notably, the children sit
down and choose to sing and play with the adults without being asked to
do so. These activities are highly beneficial and nurturing. It is evident that
every child possesses an inherent capacity for music, yet the manner in
which they are drawn to it varies. The team concluded that adults should
refrain from imposing their aspirations on children and instead create a
supportive environment where they are encouraged to pursue music of
their own volition.

III 17

3aHumaHus ¢ geua My3el ,bopuc XpucmoB*

Concerning the number of visits by groups of students, the museum team
shared several interesting observations and practices. These ranged from
the maximum involvement of music teachers from mainstream schools to
instances of a complete misunderstanding of the purpose of these outreach
lessons. The students are approached very carefully about the latter point,
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first being shown either a film about Boris Hristov or excerpts, depending on
their age, followed by a talk and constant feedback. Pupils in the primary stage
of education, from 1Ist to 4th grade, are often quite prepared and informed.
They can distinguish the balalaika on display from the guitar. Pupils in the
5th to 7th grade also visit the museum. They have basic knowledge and
awareness of where they are, who Boris Hristov is, and the main works he has
interpreted, so it is easier to engage with them. Students frequently propose
modifications to the footage of Boris Christov screenings, suggesting ways
to enhance its appeal. Museum staff has observed that some teachers adopt
a proactive approach, despite the constraints imposed by the regulations.
These educators strive to engage their students through efforts that are
duly acknowledged by their colleagues. However, there are instances where
teachers perceive their role as merely facilitating the students' visit to the
museum, rather than providing a structured learning experience. This is
a regrettably common occurrence in museums across the country during
these observation lessons in after-school learning environments.

THE OPERA AND FOREIGN LANGUAGES

In a collaborative venture between secondary schools with an emphasis
on foreign languages and the Opera House, a series of educational modules
have been developed that place a spotlight on operatic repertoire and its
relationship to the language in which the work was originally written. Following
a meticulous selection of operatic arias performed by Boris Hristov in the
language of study, pupils' knowledge and understanding of the selected
language are enhanced. They engage with the musical pieces through
active listening and discourse on the linguistic features that accompany and
enhance the performance. The importance of pronunciation is highlighted,
with particular emphasis on the fact that Boris Christov was particularly
keen to sing in the original language. Various anecdotes are presented to
illustrate the artist's dedication to this aspect. The role of the composer in
creating music is also discussed, with particular reference to the influence of
the text, the specific speech, accent, and melody of the respective language.
Similar tasks are given to pupils in connection with exhibitions and films,
for example, those dedicated to Feodor Chaliapin.

MUSIC AND TECHNOCRATS PROGRAMME
The museum offers a variety of educational programs for children and
students, including courses on topics such as modeling, computers, robotics,
renewable energies, and ecology. One notable example is the Technocrats
School, which provides one-week courses over several consecutive years. The
museum is a partner in the project, and as a result, children gain a deeper
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understanding of Boris Hristov and the museum itself through the Day at the
Museum program. This program includes a comprehensive tour of the museum,
an examination of the exhibition, and a discussion. The Music and Technocrats
program is highly effective. Some children attend consistently for three years
but then drop out of the program after the age of 12 or 13. The narrative of
Boris Christov is presented through events rather than years and dates, which
allows participants to retain information for a longer period. Additionally, the
program provides an understanding of the functions of a recording studio
and the historical context of the house and the surrounding area.

CONCERTS WITH THE PARTICIPATION OF CHILDREN
AND STUDENTS IN THE BORIS HRISTOV ARTS FESTIVAL

The annual Boris Hristov Arts Festival includes a special section titled
Children's Corner, comprising concert programs presented by children's
music schools and students. The impact of these concerts featuring children
and students within the festival is significant. Attendees can observe the
children's performances who are proud to have participated in a festival,
as evidenced by their inclusion on a leaflet and poster. This experience is
highly stimulating and profoundly affects their musical development.

Aemcku koHuepm M. bopuc XpucmoB
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The museum team includes as many artistic disciplines as possible in
the festival. Frequently, children artists are invited to paint with music in the
background. With the participation of pianist Annie Toshkova and the Bacho
Kiro Community Centre, a program is realized during which children paint
against the background of “live” music being performed. Similar practices
are also present in festivals like the New Year Music Festival at the National
Palace of Culture.

EDUCATIONAL EVENTS AND PUBLICITY
OF THE MUSEUM INSTITUTION

Musical and educational events and practices are a means of showcasing
the cultural institution and enhancing its image. Museums strive to achieve
their educative goals and greater publicity through the audience they work
with. This can be achieved by informing young students about the the
museum’s existence, the life and work of Pancho Vladigerov, or the career
of Boris Hristov. This can be done by sharing anecdotes from their younger
years, childhood interests, and curious incidents.

Along with the concerts, theatrical productions, educational workshops,
and other events hosted by the Pancho Vladigerov House Museum, the
institution's educational initiatives seek to attract a range of visitors to
the composer's home. These visitors are encouraged to interact with the
museum's collection, learn more about Vladigerov's life and work, and engage
with musical art. The museum's collection is extensive, yet the exhibition
space is limited. Educational events have proven effective in attracting
visitors, including parents and relatives of children particularly interested in
the exhibits. The museum's Facebook page has gained significant traction,
with over 2,400 followers as of March 2024. This is a notable achievement
for a small museum. The objective is to implement educational initiatives
within the museum. It is uncommon for educators to visit other educational
institutions, such as kindergartens or schools. Despite the museum staff's
good relationships with music teachers in mainstream schools, they tend to
prefer to organize educational events in schools rather than taking students
to the museum, which presents a challenge to be addressed.

To enhance the visibility of the Pancho Vladigerov House Museum,
the Prosveta publishing house has taken the initiative to present a special
gift to music teachers in all Bulgarian schools at the end of the 2023-2024
academic year. The objective of the publishing house is to motivate and
provide these educators with special attention, as they have expressed
feelings of demotivation due to the limited number of hours dedicated to
the subject in the curriculum. The gift is a photo album of Vladigerov's study,
produced in an edition of two thousand copies, which includes information
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about the museum's location, including the address and contact details.
This is an effective form of advertising. Consequently, educators in the
most remote locality in the country will become aware of the existence of
Vladigerov's museum in Sofia, established in 2005. Vladigerov's museum in
his hometown of Shumen, which has existed since 1983, is better known.

THE MUSEUM AS A MEDIATOR BETWEEN GENERAL SCHOOL MUSIC
TEACHERS AND PROFESSIONAL MUSICIANS

Implementing educational events for children and students in the
Pancho Vladigerov House Museum, Sofia, and the Boris Hristov Museum has
the additional benefit of bringing parties involved in the process together,
facilitating direct contact between music teachers and professional musicians.
Such contact offers an opportunity for the exchange of ideas and future joint
initiatives, and the emotional experience of a "live" experience of music is
of particular value, with many children and students expressing a desire to
play an instrument after visiting the museums.

KoHuepm M. bopuc Xpucmo8
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THE MUSEUM AS A FACTOR IN THE PRESERVATION
AND CONTINUATION OF THE CULTURAL TRADITIONS
OF THE NEIGHBORHOOD COMMUNITY

The cultural traditions of the neighborhood where the Boris Hristov
Museum is situated are noteworthy. In the past, the local population was
particularly active, participating in a balalaika orchestra and a small theatre
group, with all events taking place in the garden of Boris Hristov's house.
All members of the community, including children, parents, and other
relatives, were involved in these events, performing together in the garden.
The museum staff has continued this tradition by organizing concerts in the
garden and gathering people from the neighborhood. Some of the children
have gone on to pursue a professional music career.

Mpogykuust M. bopuc XpucmoB

COMMITMENT TO MUSEUM INSTITUTION

The Boris Hristov Museum allows visitors to engage with the museum
as their space. One innovative approach employed by the museum's team
is using live flowers in the announcement of the annual Boris Hristov Arts
Festival. This practice has a significant educational impact and is designed
to reach a broad audience. As a result of this dedication, the courtyard of
the museum is planted with flowers and a register is maintained with the
names of all donors. On occasion, events are held that combine the planting
of flowers and shrubs with a musical program. One such event, held on Earth
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Day, 22 April, saw the simultaneous planting of flowers, and the performance
of musical compositions featuring children and professional musicians. In
suitable weather conditions, concerts are organized in the courtyard of the
museum, with the audience outside. In this manner, the museum effectively
addresses the challenges associated with the queer community. The museum
hosts two festivals in May and October each year. These festivals collectively
generate the highest revenue, with the May festival being the most lucrative.

EDUCATIONAL INITIATIVES FOR VOCATIONAL TRAINEES AND
STUDENTS ORGANIZED BY MUSEUMS

* Masterclasses for pupils and students with leading names from the
concert scene;

» Joint projects of the Pancho Vladigerov House Museum - Sofia with
the National Music Academy Prof. Pancho Vladigerov - the Bulgarian
Piano School and Microcosmos projects (60 works by composers from
all over the world, within 60 seconds from 60 countries);

* Projects related to student practices;

* Encounters - talks featuring Vladigerov's pupils and students, recordings
of stories, and interviews on the museum's YouTube channel.

MASTER CLASSES

Maticmopcku kaac 8 HMA Ha LLIuH YaHz
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The Pancho Vladigerov House-Museum in Sofia has been part of the
organization of master classes for over a decade. These classes have become
the primary activity of the institution, given the conducive atmosphere of
the house, which is conducive to creative work. Among the leading figures
from the concert scene who have conducted master classes are violinists
Svetlin Rusev, and Vesko Eshkenazy, numerous piano professors, not only
from the Music Academy in Sofia but also from various European countries,
Vladigerov's eldest grandson, Pancho Jr., and others.

M. BaaguzepoB u M.MpaBoBa

M. BaaguzepoB u M.MpaBoBa
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A conducive atmosphere is fostered among teachers, students, and the
course leader, wherein all parties are receptive to new insights, experiences,
and divergent perspectives. This project, entitled The Other View, encompasses
not only the works of Vladigerov but also the diverse perspectives of the
teacher and soloist-performer on a vast array of compositions. Additionally,
Svetlin Rusev and Vesko Eshkenazy, active concert artists, impart a great deal
of invaluable experience to pedagogues through their perspective on music as
a soloist or chamber musicians. The number of masterclasses conducted by
foreign teachers with diverse specialties, including singing, is considerable,
such as that of Professor. The roster of distinguished international faculty
includes Prof. Domna Evnouhidou (Greece), Prof. Hon. Pancho Vladigerov
(Germany/Bulgaria), Michele Rossetti (Italy), Philippe Raskin (Belgium), and
numerous others.

Matcmopcku kaac r'ygpyH CugoHue Omo
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THE MASTER CLASSES AT THE BORIS HRISTOV MUSEUM HAVE
THEIR SPECIFICITY DETERMINED BY THE VENUE
AND ARE MAINLY FOR YOUNG OPERA SINGERS AND PIANISTS

Maticmopcku kaac my3eli bopuc Xpucmo8

The museum's contribution to the program is the organization of master
classes in accordion and bandoneon, during which the structure of the latter
instrument is demonstrated. Masterclasses on the dulcimer (with Galina
Draganova and Vasily Ilisavsky) with a focus on the interpretation of early
music have also been organized. The Boris Hristov Museum's objective is to
provide masterclasses that diverge from the curricula of music academies
and secondary music schools. These classes should address matters not
typically discussed in regular teaching processes of professional training.
Two such masterclasses were those with Irina Stieglitz on the problems
of languages and music. The participants, who had proficiency in seven
languages and the ability to incorporate this knowledge into music classes,
found the masterclass with pianist Irina Stieglitz to be particularly valuable.
The masterclass also included an interesting topic on French music, with
teachers from France.

Additionally, there are masterclasses for singers dedicated to bel canto
or focusing on a particular repertoire with teachers from Italy, the Czech
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Republic, and Austria. It has been noted that gathering participants has proven
challenging. This may be attributed to the fact that younger individuals are
limited in their knowledge of who the invited educators are. Additionally,
there appears to be a lack of awareness that gathering knowledge from a
multitude of sources is both beneficial and enriching, fostering the growth
of additional skills. The museum team has highlighted the success of the
Krum Galabov masterclass, which focused on impresario work.

For several consecutive years, he has brought together students from
China, Serbia, and numerous other countries worldwide. These individuals
have benefited not only from learning about bel canto and certain repertoires
but also from gaining insight into how to present themselves when they
attend auditions, how to adopt appropriate posture, and what to say during
these interactions. The number of Bulgarian participants in these events is
relatively limited and their level of preparation is notably less comprehensive
compared to their counterparts from other countries. Krum Galabov serves
as a conduit for these students, facilitating access to foreign audiences and
professionals in the field. Additionally, he guides them on how to present
themselves to potential employers and impresarios. Subsequently, these
master classes and auditions are conducted abroad, in Vienna and Berlin.
Galabov has established a useful and extensive network, originating from
Bulgaria.

The Boris Hristov Museum team has confirmed the efficacy of the
Pancho Vladigerov House Museum - Sofia model, whereby students and
pupils such as Kaludi Kaludov are invited to participate in masterclasses with
young singers from Poland, alongside Bulgarian singers. These classes, led
by Kaludov, often last up to a full month, with an average duration of one
week or ten days. Another noteworthy figure is the tenor Georgi Cholakov,
who, despite his advanced age, continues to inspire young singers.
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Basendorfer

npod. MuaeHa MoanoBa u cmygeHmka - my3eli bopuc XpucmoB

EDUCATIONAL CYCLE FOR STUDENTS OF PANCHO VLADIGEROV
HOUSE MUSEUM - SOFIA IN PARTNERSHIP WITH
THE NATIONAL ACADEMY OF MUSIC PROF. PANCHO VLADIGEROV -
SOFIA, AND JOINT PROJECTS

Over time, the museum's music education program has gradually
expanded to include students from music schools and music academies.
The partnership with the National Music Academy Prof. P. Vladigerov was
initiated by the latter. An educational module of interest is implemented,
which informs students about the inception of the Bulgarian piano school
and the more prominent teachers - founders such as Ivan Torchanov, Panka
Pelishek, Tamara Yankova, Andrei Stoyanov, and so forth. Each lecture is
dedicated to one of these names and is accompanied by a concert. Students
and followers of these renowned figures who have become teachers recount
their experiences of studying with their mentors, discussing the style of
instruction, the selection of musical repertoire, and the composers whose
works were particularly favored by their respective teachers.
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PocmucaaB NoBueB u AgpuaHa opgaHoBa KM M. BaaguzepoB

These highly engaging meetings are conducted in an interactive
dialogue format, with participation from educators from the Academy of
Music in Sofia. Prof. Pravda Goranova, who is currently engaged in the
publication of a book about piano pedagogues in Bulgaria, shares personal
recollections with numerous attendees at these meetings. The events take
place within the creative context of the museum, with the projects bearing
the titles “Around Vladigerov's Piano” and “Vladigerov's Class Meetings”.
Due to financial constraints, the projects are not being developed to their
full potential. Prominent figures such as Prof. Lilia Atanasova, Prof. Bogomil
Strashenov, Mara Petkova, Prof. Julia, and Konstantin Ganev have played a
pivotal role in establishing a comprehensive educational institution. Three
to four editions have been organized with the participation of a diverse
range of individuals, including varying audiences and student numbers. All
music-educational events are funded through project grants.

Afruitful collaboration with the Music Academy in Sofia, which saw active
involvement from the Professor, has yielded an ambitious project with a complex
coordination structure and a high degree of appeal due to the engagement of
many Bulgarian composers, who have created one-minute works, especially for
these concerts. A shared idea has inspired these works. Among the participating
composers is Vida Pironkova, with Milen Panayotov, Georgi Arnaudov, and others
also involved. For the performers, the challenge is to showcase their abilities
concisely and engagingly within the 60-second timeframe. The concerts are
held in the museum, with the final concert taking place in the First Studio of
the Bulgarian National Radio, which is also a partner of the project.
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STUDENT INTERNSHIPS AT THE MUSEUM

In addition to the aforementioned educational initiatives and events,
we would also include the expansion of the work on the Student Practices
project on the territory of the Pancho Vladigerov House Museum in Sofia.
This project involves familiarizing students from the Music Academy in Sofia
and the specialty “Library and Information Science” at Sofia University with
the archive and acquisition of skills for working with it. The Kliment Ohridski
Department of Library Science, Scientific Information, and Cultural Policy
at the Faculty of Philosophy offers a promising avenue for future scientific
inquiry into Vladigerov's legacy, as well as for the professional training
and selection of future museum staff. Similar student internships are also
available at the Boris Hristov Museum.

MEETINGS & CONFERENCES - EDUCATIONAL EVENTS
FOR A WIDER AUDIENCE

The Pancho Vladigerov House Museum offers educational opportunities
for adult audiences through meetings and talks with the participation of
the composer's pupils and students. These events provide a platform for
the pupils and students to share their personal experiences and insights
into the life and work of Vladigerov. Additionally, these gatherings serve as
a form of education for museum visitors, offering insights into the life and
pedagogical work of the composer. Over the past few years, the museum's
staff has invited the composer's pupils and students to participate in recorded
conversations using a video camera. These conversations have prompted
the participants to discuss their experiences of learning from their teacher,
whom they all hold in high regard. The resulting interviews are emotionally
charged and capture the memories of several prominent figures in Bulgarian
music education, including Prof. Julia Tsenova, Prof. Georgi Kostov, Prof.
Stefan Lazarov, Prof. Stefan Dragostinov, Ivan Drenikov, Milcho Leviev and
Milko Kolarov. The stories of these individuals can be illustrated not only
with photographs from the museum's archive but also with video interviews,
which have been edited and uploaded on the museum's YouTube channel.
Anyone who wishes to do so can view these interviews and gain insight into
the intricacies of the craft, as described by Krassimir Kurkchiyski. The memoirs
serve as a testament to Vladigerov's exceptional dedication to pedagogical
work. For him, there was no such thing as a single lesson; the training was
amultitude of hours spent engaged in musical activities, listening to music,
attending lectures, engaging in dialogues, and participating in arguments.
These activities spanned two or three hours, and students were expected
to participate regardless of illness. The recordings of these meetings have
been incorporated into the museum's audio and video archives, which are
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stored on electronic media. A significant number of the interviews have been
transcribed and are available in written form, with the potential to serve as
the basis for a future book edition. Fragments of the interviews have been
incorporated into the exhibition Pictures and Memories from Vladigerov's
Cabinet as annotations. The exhibition plan could also be adapted for
publication as a book.

CONCLUSION

The educational music practices described herein facilitate the development
of active attitudes towards the “museum learning process” in children and
young people. These practices also encourage the development of critical
thinking, initiative, creativity, emotional control, group communication, and
teamwork skills. The museum can be regarded as a “stage” for expressing
musical achievement, a stimulating adolescent experience. This experience
can contribute to the strengthening of self-esteem and self-confidence in
adolescents.

The presence of children and young people in the museum contributes
to the museum's culture as a place where ideas are shared and born, buildings
are constructed, skills are acquired, friendships are formed, and interest
and love for art are cultivated.

In the context of the theme of acquiring key competencies (see https: //
www.mon.bg/nfs/2019 /12 /i-book.pdf, p. 5) as one of the goals of education
in the twenty-first century and the development of so-called “soft” skills that
define the relationship between the individual and society, the application
of the described approaches and tools to children, pupils, and students in
museums with a thematic focus on music represents just a few possibilities.
Moreover, this application can be enriched in the future by exploring and
implementing international experiences in museum education programs.
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Abstract: The article is dedicated to the analysis of the idea of flight in fiction
and the scope it provides for the representation of a person’s real vision or
the symbolic designation of psychological states and understanding. The
interpretation of one’s perspective as a personal quality and a property of
space or time is also considered. The comparison of literary works is focused
on the expressive approach ain the scholarly heritage of the 20th-century
outstanding philosophers and aestheticians M. Bakhtin and A. Losev. The
novel Aviator by Evgeny Vodolazkin, a representative of modern Russian
prose, is analyzed in detail. The ideas and interpretations of flight in the
works of R. Bach, A. de Saint-Exupery, and other famous writers of the
past century are compared. The dependence of the destinies of those who
strive for flight on the historical turns of their time is demonstrated. The
main value of the concept of flight for these authors lies in the breadth
of human horizons, in the “vigilance of the heart” and “touch to the soul”

Keywords: Scope, horizon, space, time, aviator, flight, literature, aesthetics,
expression-expressive approach, human values

L
"...— there will always be someone whose scope is wide enough.
- For example?
- For example, an aviator."
- Evgeny Vodolazkin, Aviator.

Since ancient times, three-dimensional pictures in the human range
of vision have been associated with the power of divine or demonic forces,
myths, or archaic beliefs. It was only in the twentieth century that humanity
entered the era of flight, gaining the ability to see from great heights, above
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the sphere of the Earth (starting with the Wright brothers' flight on an
aircraft in 1903). Among the sources of flight motivation was the desire to
reach wider space with a glance, see the whole planet or at least its bigger
part, understand the world order, and improve life itself.

The worldview of people in different epochs contained their ideas
of the environment and the world as a whole, described through various
words and concepts, such as horizon, outlook, and scope. In the Slavic
languages, the words horizon (kpyzo30p), and overview (0630p) were used,
their composition relating to the idea of human vision and surroundings.
In Old Russian, these words meant “the space reached by the eyesight”
(Dal, 1979 vol 2: 201). The first edition of V. 1. Dal's dictionary was published
in 1863-1866, but the concept is much broader than its description in
the dictionary. In the present, it includes the design and composition
of the objects in the surrounding environment as perceived by people.
Observing the environment is the first essential condition for orientation,
vital activity, safety, and survival of every living thing in nature. However,
a person’s outlook and perspective have also become necessary factors in
the development of knowledge, culture, visions, and the language of art.
By enriching their horizons, people have shaped their experiences and
actions to master the material properties of objects, substances, and the
natural world.

Many languages contain the word “horizon” (of Greek origin), meaning
a line of eyesight in the direction of the gaze, moving precisely forward;
the line of meeting the natural environment within the depth of its space
accessible to the eye. Russian dictionaries recognize words, expressions,
and concepts like “outlook” (kpyzo30p), “overview” (0630p), “eye view” (okoém)
that denote the “space” around people observed by their eyesight, as old
and native (V. I. Dal, S. I. Ozhegov dictionaries). The prefix o- /06- indicates
a circle both in a given environment and in an object (for example, 06pyu
- “hoop”). More than a century later, several interpretations have already
been identified in this concept, as noted in the Dictionary of the Russian
Language by S. I. Ozhegov.

In Slavic languages, the words outlook and horizon are present as synonyms,
closely related in their composition and meaning to these Russian words.

The Bulgarian lexicon of the 1960s recorded a fairly stable use of a similar
word with the same composition: “Kpb2o30p, — 2opuzonm, kpyzozop. HoBek
¢ wupok...”, which translates to “Outlook - horizon. A man with a broad
outlook” (Bulgarian-Russian dictionary, 1960: 282). In the Czech language the
word "outlook" corresponds to obzor (scope), rozhled, and horizont (https: //
balans.cr/dictionary/).

Psychologists who study the peculiarities of vision note that this concept

58 FTOAVLIHNK HA COOUNCKUSA YHUBEPCUTET ,,CB. KAUMEHT OXPUACKW', GHOW, KHUTA U3KYCTBA, ISSN 2738-7062



underlies thinking. Visual thinking is “human activity, the product of which is
the generation of new images, new visual forms, that is, creative processes
and results” (Zinchenko, Morgunov, 1994: 301). Visual perception creates a
rich picture of the environment and determines conditions for orientation
in unfamiliar surroundings.

With the expansion of geographical horizons on our planet and the
accumulation of sensory experiences through human interaction with
various materials of nature, cultures developed, and our knowledge of the
environment was enriched. Since the beginning of Modern history in the
eighteenth century, new meanings were added to the concept of “outlook”;
not literal, but figurative, related to assessing the breadth of a person’s
knowledge, ideas, and thinking.

Interestingly enough, the idea of the “flight of thought” became associated
with the meaning of the word outlook, and the phrase “broad outlook” now
encompasses the metaphor of rising, the limitless take-off to the sky. These
nuances in meaning have been developing over an extended time in language,
culture, and art. But art reveals that life and the formation of perspectives
need energy born primarily in emotions and spiritual experiences. No flying
devices “heavier than air” would have been created without the rise of
emotions and creative inventions. It is also important that the methods of
awakening emotions and developing their energy are tied to the emergence
of culture and the embodiment of feelings in art through images, sounds of
music, and verbal expressions.

The concept of “aesthetic expressivity” of the entire material and
spiritual world developed in Russian aesthetics includes the “Buipadcerno-
Buipazumenvhuiii nogxog” to the aesthetics of nature and art in the 21st century.
In the pan-European language, this approach is defined as “expressive”. It
includes a whole range of aesthetic aspects:

1. The expressive material aesthetics of reality, objectively attributed

to energy;

2. The subjective, expressive, human-oriented aesthetics relying on

the energetic influence of emotions and art;

3. Areas where objective and subjective aspects of aesthetics combine

(Pechko, 2024).

In the twentieth century, this approach was independently predicted and
justified in theory by the outstanding philosophers M.M. Bakhtin (Bakhtin,
1997), A.F. Losev (Losev, 1972), and A.I. Burov (Burov, 1970, 1975). At the heart
of this concept lies a deep understanding of human logical and imaginative
thinking, the interdependence of the origins of the entire world’s energetic
and material nature, and the unity of physical and spiritual-psychological
human genesis and existence.
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The meaning of the words, concepts, and terms “express - expression —
expressivity”, which are especially significant for our worldview, concerns the
general foundations and manifestations of various processes in reality and
their interactions. As the review shows, these lexical units and the related
group of words bear the most important meanings for human thinking
in the universal, comprehensive sphere of cognition. They indicate that
external properties naturally depend on each object’s or phenomenon’s
inner essence. The characteristics of the properties of all things cognizable
by humans are aesthetic features that we feel and experience emotionally.
These are the abilities inherent in our human race, manifested and developed
through experience, culture, art, and science. The cognition of aesthetic
properties of real objects, their external expression in a visible form, and
the identification of their origin and essence became a separate field of
philosophical knowledge - aesthetics. Thus, the main material, physical, and
at the same time aesthetic feature of any object, being, or phenomenon of
nature is their external expression which is perceived, recognized by people,
and significant to them.

In this context, it is appropriate to provide the main meanings of the
words derivative from the verb “express™ expression, expressive, expressing,
etc., which can be found in The Dictionary of the Russian Language by S. 1.
Ozhegov. The entry containing definitions of the term “expression” notes the
following meanings: “External manifestation, detection of something... Read
with a feeling (emotionally, expressively)... The expression (facial) reflecting
the inner state... This or that word expression... A formula expressing some
kind of mathematical relationship... Expressive — expressing something well,
bright in its properties, appearance” (Ozhegov, 1984: 103). The analysis of
these definitions shows that the main elements and properties of objective
and subjective aesthetic expression of the essence of the material world
both in reality and in language, are not recognized by native speakers and
are not even classified as aesthetic by linguists. That is most likely because
M. Bakhtin and A.Losev’s theory of aesthetic expressiveness had not yet
become widespread enough in the twentieth century before the beginning of
the Internet era. We consider it possible to generalize the signs of aesthetic
expressiveness from the formulations quoted above.

The word “expressive” in Russian is not only an adjective in its origin
but is also used as a noun. Some former adjectives become nouns denoting
phenomena and special objects or entire areas of phenomena of the subjective
sphere. The external, the internal, the main, the sacred, the eternal, the
significant, the inevitable, and other similar words serve as examples. The
names of aesthetic categories have a similar appearance and function
to designations of concentrated emotional qualities, both objective and
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subjective: the expressive, the beautiful, the ugly, the sublime, the tragic, etc.

Expressive is a universal verbal designation of the properties of objects
and phenomena of reality (subjective as well); a concept covering their essence
expressed in appearance. It also designates the main subject of aesthetics as
a science and a branch of philosophy (according to A. Losev). Foundations
of the expressive approach to aesthetic and artistic analysis are determined
primarily by the properties of the expression and expressivity of reality itself.
Thus, expression and expressivity as terms include the following meanings:

— The expression of the essence of objects, phenomena, humans, and
living things in nature through the external properties of their appearance,
movements, and physical, objective, and psychological qualities;

— Expressivity of the material properties of the surrounding reality as a
degree of disclosure of the essence in the external appearance of an object
or phenomenon, open to human perception and feeling;

— Expressivity in terms of the intensity, brightness, and unfamiliarity
of revealing the properties of objects and phenomena in the artistic imagery
that make a person respond to it emotionally and intellectually, and provoke
his impressionability to react;

— The original material and textural entity, the expression of the visible
and audial embodiment of these properties in artistic material, language,
and the imagery of works of art that constitutes a special spiritual value in
culture.

These material qualities and the related concepts are in the foundation
of reality, the natural sciences, and the humanities. The universal properties
for defining the objective essence in terms of “expression and expressivity”
have always existed in logical and imaginative human thinking and abilities,
manifested through creativity and the specifics of artistic images. According
to A. F. Losev, the property of the expressivity of external objects and
qualities is very significant in the formation of metaphors and comparisons
in creative thinking in art, where each image grows out of a metaphor, often
from the correlation of related features of objects or phenomena that stand
far from each other.

We rely on these features of the expressive approach and on the specific
aesthetic position of the author of any work, due to their non-participation
in the events described, or their "non-appearance” in the very content
and form of the figurative picture (M. M. Bakhtin). We proceed from these
premises when considering the trajectory of deploying situations in which
horizons and flight correlate in the fiction of our time.

The novel "Aviator" by Evgeny Vodolazkin, selected for detailed analysis
in this article, came out in 2011, while its events and historical and genetic
roots are set in the previous century. In the events of the novel accompanied
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by the metaphorical images of striving for flight and its transformation into
the opposite, the author is not present and does not express his opinion, but
entrusts it to different characters. The imprisonment of the main character
Innokenty in a liquid nitrogen apparatus is a fantastic reality, a cruel combination
and a whirl of life's circumstances. The severe restraint in the author's style
combines acutely with the simple, sincere speech of the characters. This
corresponds to the criterion of expressivity in light of the expressive approach
to art and the aesthetic field without them being opposed.

II.

The novel Aviator explores the changes that happen to the perspective
of a person locked down for decades in an artificial environment within
another experiment with a model of immortality. It offers insight into the
way images of his past and his present meet both in his subconsciousness
and consciousness after he is resurrected.

In the 1930s and even earlier, similar experiments were intensified in the
country to suit the interests of the authorities; however, there is no database
of positive results, and it is unknown how many people were subjected to
these experiments. The main character in Vodolazkin's novel is a victim of
such circumstances. Dozens of years later he showed signs of life after being
defrosted. The task of doctors and psychologists (of a different epoch!) was
to introduce this person to a changed life, to another country on the eve
of the new millennium. A complex process was unfolding, which required
patience and understanding of each step from all participants, as well as a
careful consideration of the details connecting the two epochs. The master’s
creative thinking relies on his “no embellishment” artistic style, sometimes
rigidly realistic (in a penal isolation ward, on Solovki, in a hospital - “life is
frightening”), despite the imaginary situation. The most important thing in
the author's vision is “life itself, reality — at the level of a human soul, there
are the roots of all good and bad. Everything can be solved when the soul
is touched” (Vodolazkin, 2023: 344).

Innokenty Platonov (his name derived from the Latin word for “innocent”)
who is now in constant “tremor” is under close medical supervision. He is
immersed in pictures, details, and dialogues from his past, provided by his
memory. They are fragmentary and pop up accidentally. The novel's universe
is complex; psychological realism reveals the movements of the inner world
of a person we are observing in extraordinary circumstances and conditions.

Peering into the tremulous flow of internal and external events and
considering the peculiarities of the novel, while also taking into account the
signs of the expressive nature of the presentation, exerts pressure on the
reader that is increased by the plot of the book. Moreover, this is justified
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because the novel contains a reference to the name of M. Bakhtin and his idea
of a chronotope (Vodolazkin, 2022: 296). The genre-style structure of the text
itself is dominated by the characters' monologue diary entries, and the reader
perceives them in connection with each other, in dialogical time and space.

While analyzing the author's artistic and aesthetic thinking in Aviator,
we discover not only the spatial but also a temporal horizon of “expressive,
speaking existence” (Bakhtin).

Evgeny Vodolazkin is one of the new century's recognized talents of the
literary world. His novels Laurel, Solovyov and Larionov, Brisbane, and Chagin
are widely known, translated, and published in various languages. Aviator
focuses on the tragic circumstances of the constant “tremor” of a mentally
sensitive person who happens to be a witness and victim of a “terrible life”
The stages of his horizons' birth and rebirth - the interchanging details
from different epochs - are constantly mixed up. In the whirl of fragments,
he must put together and understand who he is, how he can exist, and how
much time he has, hence the nervous dynamics, the fragments of each
day put together in the process of Innokenty's restoration, even though in
reality, he is still 30 years old. Despite that, the country and the epoch are
different: the time when he was unconscious has seen the rise of television,
the Internet, and modern humane medicine. Innokenty learns to manage
the computer bit by bit. His thoughts, feelings, and everything that happens
to him are monitored by him and people close to him every week. We read
their diaries as revelations, their records expressing vivid emotions and
intonations similar to the sincerity of Dostoevsky's characters.

The diary entries of the main characters differ in style, which determines
the dominant aspects of the novel's genre and style. Thus, external descriptions
of the places the characters visit are mainly inserted into their words during
the events, as they mix with the fragments of their recollections. Dr. Geiger's
judgments are incomparably original.

Having outlived the events of that monstrous experiment, Innokenty
goes back to thinking of Anastasia, his first beloved one who had died of
old age. At the same time, Platonov's emotions go hand in hand with the
emergence of another feeling towards Nastya, the replica and granddaughter
of his first love. Love is the salvation and justification of his entire life. The
liquid nitrogen “immortality” took away his right to a full-fledged existence.

Throughout the novel, the hero's subconscious constantly returns to
his special perception of Robinson Crusoe as his “double”, symbolically close
to him in the twists of fate and the experience of loneliness.

The definite end of his life is also tragic, although the author disguises
the moment. Six months after the rise of loud fame and popularity in his new
life, Innokenty’s health declines catastrophically quickly, despite the efforts
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of the doctors. The readers get the impression that he dies on the plane, on
his way back from medical consultations in Germany. In the last seconds of
hislife, he is immersed in childhood memories, reproduced with amazing skill
and tact, engaging us in empathizing with these feelings and their meaning.
Subtle personally meaningful details that Innokenty experiences aesthetically
and physically, reveal what constitutes his “happiness at that time”, apart
from his love for Nastya and his little daughter. He recalls details of his
childhood environment: “..the wallpapers above the bed — I still remember
their floral pattern. My finger slides over it for a minute before I fall asleep
in the evenings. The clink of a chamber pot lid as shrill as orchestra cymbals.
Among the sounds I remember the bed creaking with every move I make.
My hand strokes its shiny cold tubes, intertwines with them, giving them
its warmth. It slides down, fingering the folds of the bedsheet and meets
the knee of my grandmother sitting by the bed. I gaze at the chandelier and
its spider shadows. There is light in the center of the ceiling, and darkness
in the corners. Themis holds the scales on the cabinet, radiating justice.
Grandma is reading Robinson Crusoe” (Vodolazkin, 2023: 410-411).

The last moments in Innokenty's life end with these lines, acutely
significant physical sensations of material reality and radiations of spiritual
warmth woven together with special symbols of his existence.

The concatenation and interweaving of the events in Platonov's life and
non-life give rise to Dr. Geiger’s question, “But where, I'm asking you, is the
dream? Where is the flight?” (Vodolazkin, 2022: 226). Innokenty did dream
of becoming an artist, and it seemed that was not to happen... But the most
important event for him occurred when he was still a boy - his meeting with
an aviator who was to take off in a few minutes for a test flight. And although
itended in an accident, Innokenty still always wanted to become an aviator!

If we follow M. M. Bakhtin's criterion, in that era the “affective-volitional
tone” of people's aspirations, and emotional and actional capacities, were
broken by historical turns of fate. An aviator's flight never happened in
Innokenty's life, although a dream of flight, wide overlooks, and horizons
remained in his subconscious. His life consisted of crashes and an irresistible
loneliness, almost like Robinson Crusoe's. But the sense of truth that the
aviator had a scope of space, time, and life, lived inside him.

I11.
Associations arise in comparison with the idea of the myth of flight
— either tragic or successful and heroic. The myth of Icarus, who rose
fatally close to the fiery sun rays, was overcome in safety conditions in the
twentieth and twenty-first centuries. Scientific breakthroughs, spacecraft
construction, and many successful flights helped achieve this.
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In art, especially in cinema, many films and TV series are devoted to
fantastic events in space flights, which took place due to technological
progress. But literature provides the most deeply human meaning of these
aspirations.

Since the middle of the twentieth century, Richard Bach's parable
novel “Jonathan Livingston Seagull” has been widely recognized around the
world, the people's passion for knowledge and overcoming boundaries being
symbolized in it in the image of a bird; in terms of mastering aerobatics
it means: “higher and higher” But even when describing the details of
the character's appearance in the form of a bird (the shape of the folded
feathers, the positioning of the wings, the angle of their movement, the
state of overcoming and fighting even after falls), the author establishes and
defines the actual human purpose of flying into the unknown precisely as
“the search of the perfect.” This is an idealistic goal, there is a metaphor for
superhumanity in it, and the potential of one person is symbolically equated to
the potential of the entire mankind. Later, in 2012, Bach completed part four
of his fantastic story, revealing a more accurate and modern understanding
of the meaning of the desire to fly. Conditions that lead to the degradation
of the form of society prevent not only the improvement of flight but also
the freedom to “live your way”” Yet, “..every bird has a right to fly, freedom
is the essence of anyone, and therefore everything that restricts it must
be swept away - be it a tradition, superstition or other restriction in any
form.” R. Bach protests against installing monuments to Jonathan Livingston
Seagull. Having acquired a broad outlook after all the flights of the Seagull
he comes to the idea of mutual understanding as the highest expression of
humanity. After all, in the outlook itself, “to see the MAIN THING one must
UNDERSTAND”.

In the Afterword to his other book (The Last Few Words), he attributes
himself to the previous century: “In your 21st century, the dominance of
authorities and rituals reigns everything, and now they are zealously stifling
freedom.” The horizons of the writer who created the Seagull became that
wide (/WWW.richardbach.com/).

The association with the most important thought in the work of writer
and pilot Antoine de Saint-Exupery is obvious here: “It is only with the heart
that one can see rightly; what is essential is invisible to the eye... you are
responsible for those you tame” (Saint-Exupery, 1979: 307).

This thought is intended to accompany flights, outlooks, and books
about aviators and pilots. But after all, the main character in Vodolazkin's
novel in all the vicissitudes of his existence “could see rightly with his heart”,
was gifted with the ability to “touch the soul,” and felt an aspiration for flight
or hostility to it in people.
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M. Bakhtin's statement about the kinship of the aesthetic consciousness
of the author and the hero revealed in the expressive approach and the
interpretation of the components of a work of art as artistically peculiar is
extremely significant.

There is a similarity in the understanding of precisely this content in
each element of the form of a work by these scholars. Losev, like Bakhtin,
puts it this way: “..all these artistic forms: metaphor, harmony, symmetry,
rhythm, etc., as well as their compositional constructions, are precisely artistic
forms, since a metaphor that does not adequately express its meaning or a
rhythm that does not adequately express its meaning, and so on, cannot be
adequately accepted in aesthetics. Thus, everywhere here we mean not just
expressivity, but precisely adequate expressivity. This makes them artistic
forms” (Losev, 1995: 156).

Matching the objective essence of objects with the subjective meaning
in the situations described is clearly expressed in the diary entries since it
is fixed by the characters themselves, as well as the artistic significance of
relevance, and their application in the work. Artistic forms in the fabric and
style of E. Vodolazkin's novel feel adequate, and masterfully coordinated.
And we treat the development of incredible events with confidence, like
scenes in Dostoevsky's novels, permeated with expressive rigidity, but also
with a love for humans.

“Expressive and speaking being” (Bakhtin, 1984: 8) is poured into the
novel about Platonov, because “real art is the expression of the inexpressible,
something needed for the life to be complete. The pursuit of the fullness
of expression is that of the fullness of truth. There is something that will
remain beyond words and colors. You know that it exists, but you still can't
approach it — there is a depth there” (Vodolazkin, 2023: 410). Thus on the
final pages the author briefly leaves behind his “non-appearance.” It seems
that the main peculiarity of the author's style lies in the inseparability of the
depth and completeness of truth from the radiations of the properties of
being, as each person feels them. This sincere world feeling is important for
sustaining the human capacity of life. Innokenty's sense of guilt for killing a
vile informer and provocateur in his previous life supports the moral core
of his personality. And now he repents, decades later for that was still a
human being. In the general expression-expressive space-time context of
the novel, its name expresses the panhuman aspiration to fly. The works of
Vodolazkin — the “Russian Marquez” — became a new comeback of artistic
consciousness to the classics. The novel Aviator with unpredictable plot
twists within the boundaries of time and space of the characters' lives has
taken its unique place in the literature of our time.
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IV.

In Europe's and Russia's philosophical and aesthetic thought, certain
views were occasionally expressed that contradicted the classical theory of
the aesthetic, which dealt only with a part of the properties and objects of
the real world and the sphere of culture. The ideas of a different approach
to aesthetics, the expression of objective material processes in it, alongside
subjective relationships, were presented by scholars in the eighteenth and
nineteenth centuries (D. Diderot, Ch. Darwin) and in the early twentieth
century (B. Croce, H. Ortega, and Gasset, somewhat later M. Bakhtin, A. Losev).
The formation of scientific aesthetics went from a narrow to a universal
range, to the disclosure of expressive objective-subjective duality, life, and
aesthetics. In the second half of the twentieth century, objective patterns
of interactions of energies with matter were confirmed in physicochemical
studies, which became the basis of everything in the world (Prigozhin, 2011).
All forms of objects and phenomena, including the biological sphere, originate
from their syntheses during evolution - all living nature, forms of culture,
and the most subtle manifestations of human consciousness and thinking.
Prigozhin refers to examples of universal interconnections in space and
time (Prigozhin, 2011).

This confirms the logic of expressive phenomena and objects, since
“everything is expressive” in the world (Bakhtin, Losev). The criterion of
“magnificent-beautiful”is widespread in the everyday thinking of the masses and
does not apply to everything in the world no matter how people want it to be.

Everything aesthetically objective (as well as subjective) that exists in
the objective environment has a material form, and therefore is felt through
human “apparatuses” of sensations and emotional reactions.

The theory of the aesthetic as the essential expression of objects and
phenomena was formed from the fragments of the research of various
specialists: natural scientists, scholars, and philosophers. The logical and
figurative core matured in Russian scientific thought. The twentieth-
century scientific and aesthetic perspectives enabled prominent scholars
M. Bakhtin and A. Losev to identify the foundation of the expressive essence
of aesthetic properties, processes in reality, human artistic creativity, and
science (Bakhtin, 1997; Losev, 1972).

The positions of these aestheticians are described in sufficient detail in
numerous publications of ours (Pechko, 2021: 97-115; Pechko, 2024: 145-169).
Bakhtin noted that the basis of certain connections between the real world
and human psychology are the complex relationships with the environment -
natural and social. But the most important component of these relationships
- the outlooks of individuals and various human groups - is expressed
in emotions, behavior, deeds, actions, and language. The most essential
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thing in life, culture, and science is the exchange of ideas and properties of
expression, outlooks, and surroundings, that is what Bakhtin is convinced
in: “The interaction of the outlook of the knower and the horizon of the
known... The expression of personality and the expression of collectives,
peoples, epochs, with their outlooks and surroundings” (Bakhtin, 1997: 7, 8).
This determines the processes and features of the sphere of life studied by
the humanities. “...The subject of the humanities is the expressive, speaking
existence...” (Bakhtin, 1997: 8).

The horizon determines the observer's clear vision of the whole picture,
its details, and everything around it. It helps to comprehend the meaning
of each object in reality or a work of art and of everything perceived as a
whole, which is necessary for human consciousness, and its orientation.

The theoretical ideas of A. Losev are close to Bakhtin's thinking; he
considers the basis of an aesthetic view to be an independent, unselfish
contemplation of the aesthetic sphere, and the forces of nature expressed in it.

Revealing the essence of aesthetic phenomena as the basis of aesthetic
science — based on the external-internal expression of their properties, that
is, expressivity, Losev defines its dominant feature as follows: “This is the
directly given or externally sensual expressivity of the inner life of an object,
which captures the two-way process of “objectifying” the social essence of
a human and “humanizing nature” (Losev, 1972: 575-576).

In this context “objectification” is also greatly important as an expression
of human properties, needs, and abilities in objects created by people and
social connections.

The ideas of these philosophers, although developed independently,
share the core, allowing us to substantiate and synthesize a common
expression-expressive (Bpipaskenno-6bipazumeasHsiil) approach to natural,
cultural, aesthetic, artistic phenomena and objects. In its perspective,
the objective and subjective sides of reality are separated and combined.
Aesthetic cognition and outlook in their perception of reality proceed from
the basis of external-internal expressivity, material or spiritual-essential in
each object and phenomenon.

In art, an outlook covers the content and the specific artistic expressivity
implemented in the creative work's material, language, and form. The concept
of “outlook” in creative work comes, in fact, from the author, who outlines the
interaction, the interrelation of the elements of the form of creative work, built
from the semantic core of the content. But at the same time, they exist and
are determined, as it were, independently of the author and his attitude to the
character (M. Bakhtin). The imagery and originality of the author's metaphorical
thinking and language are especially significant for the constructive unity of
the creative work because images “grow out of metaphor” (A. Losev).
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The dominant aspect of art is the subjective one, addressed to the
complex relationship of a person's inner world with another person, space,
and time. The characters must determine their relations with the outside,
the surrounding world, and other people in their outlook, which develops as
an inner property, both in consciousness and subconsciousness. In specific
images, art seeks answers to these problems, which are solved through the
language of images, verbal constructions, and musical harmonies. An artistic
outlook was formed in the history of culture; visual and verbal forms, theatre,
and choral music alternately evolved. However, the dominant feature has
always been the emotional and sensual impact of visible and audible images
of reality and art.

The effect of "deceptive semblance" with reality (Hegel), similarity,
corresponds to the classic art and modern modifications of its classical
genres and styles and is also evaluated by a poorly educated public.

The artistic outlook includes the initial basis — a general, aesthetic
outlook obtained from life experience, that is, first of all, the ability to perceive
aesthetic objects in reality, their objective and physical properties, sensual,
visual, tangible, perceptible by olfaction, i.e. sensed by a person. The artistic
outlook of our contemporary includes impressions of the perceived range of
the most significant works of various periods in cultural history, but also a
willingness to determine their value, uniqueness, originality, and the author's
contribution to the arsenal of artistic creativity. Assessment of the main idea
of a work of art and its development in the genre and style chosen by the
author is essential. All of it is determined by the historical period of creation
of the work, artistic tastes, aesthetic worldview, psychology of the author's
life and creative path, and, in general, the special individual style of his work.
The artistic originality of creative works is manifested when comparing
significant creations of different eras, related genres, and types of art.

In the middle of the twentieth century, the French thinker and writer
J. P. Sartre argued: “The writer's universe is revealed in all its depth only
through the comprehension, admiration, and indignation of the reader”
(Sartre, 2000: 61-62). He questions his contemporaries: “Why and whom do
people write literature for, what does it mean to write literature?”.

The title of his world-famous essay book is What is Literature?. But
he did not deal with the reader's actual outlook — general, vital, artistic,
and aesthetic, relating primarily to the values of art and literature like
other literary critics of his time. When research on cultural sociodynamics
emerged, attention was also driven to the development of preferences
among certain groups of modern society — with similar interests in the art
and literary creativity field. There also came an understanding of the value
of such a human quality as an artistic outlook.
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In life practice, the outlook is personal, and subjective, as it directly
arises in a particular person's perception, reactions, feelings, and sensations.
In the twenty-first century, it acquired a different appearance at the level of
society, and comparisons of personal opinions on the Internet have become
a characteristic feature for people with similar worldviews, experiences,
and tastes.

The idea of correlating positions, perspectives of horizons and flight,
images from a height, and pictures of the “mundane life” viewed by the
eye must have deep foundations. Such grounds are revealed in the images
of flight in the literature of different centuries and peoples. This topic is
present in mystical, fantasy, romantic, and adventure literature. Finally, in
the twentieth century, literature began to approach some scientific facts and
reliable grounds, sometimes relying on fictional events, which go ahead of
their time, on the achievements of technology, discoveries, and inventions.
Writers often turn to associations with ancient views, outlooks, and symbols,
even to resolve modern conflicts.

The peculiarity of flight in the plot of Mikhail Bulgakov's world-famous
novel is that his female character Margarita (assuming the image of a witch)
moves from place to place riding a broom. Her physical actions, by flying
through the windows into Master's enemies, cleanse the environment of
literary creativity from vile evil spirits, and envious, malicious officials,
although not without fierce excitement. Her outlook is colored by her
passion for fighting in defense of Master's talent and justice.

J.K. Rowling's characters — Hogwarts students competing in sports
games - cannot do without flying on a broomstick. Of course, the joy of
flying is known and understandable even to those children who adore swing
carousels, and beyond adolescence, this desire is transformed into other
feelings and needs.

Semi-playful "flights" like these are a good way of enhancing emotions,
actions, and the joy of physical victory and self-improvement. These
motifs also prevail in romantic fiction works by such famous masters of
“flight” literature as Richard Bach, the Strugatsky brothers, and Antoine de
Saint-Exupery. The evolution of the outlooks of their “aviators” turns out
to be interesting. Over time, the characters turn from the search for cold
“ideals of perfection” to the fresh breath of a natural landscape and warm
gestures of their loved ones. In the flights of characters over the earthly
world, connections with those who remained below become more and
more attractive, and they emotionally strive to share the joy of flying with
others. In Lem's novel, the flight to the Solaris planet allows us to reveal
its nature as a kind of brain that not only copies human thoughts but also
creates material objects.
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Richard Bach presents the concept of flight in romantic-style fiction.
His Jonathan Livingston Seagull is a certain person, similar to a human in
character and determination, that still changes after many flights. He sets
anew goal — not a bird's, but a human one. At first, the Seagull is a symbol
of the “flight to perfection”, the desire to receive unusual sensations and
impressions. But later something different becomes his goal - to support
his relatives, teach them to fly, and develop. When, as a result, a new fourth
part was written, where the final position was formulated many years later,
in 2012, the author expressed his matured, most important idea of flights,
which unites creativity and understanding as the main values of human
relations. Perhaps his observations and experience reading other works
about flights led him to this idea that changed his outlook.

Horizons in space flights, not only in books, but also in modern reality,
convince us of the value of a personality, human life, and its time. That is
why the epigraph and the title of Evgeny Vodolazkin's book sound so sharp.
After all, the view from any point of space — even from enclosed spaces —
fits into the history of mankind.

When studies were conducted on the artistic preferences of schoolchildren
and students several years ago, it turned out that, as they claim in their
answers, they evaluate works of fine art and literature according to the
criteria they arbitrarily selected.

Most often "for the beauty", rarely for "expression” (of strength, feelings,
the position of the depicted person) as well as for the properties of femininity
and masculinity. Students of 1-2 courses have more mature answers: they
evaluate positively based on: proximity to the classics; personal importance
for themselves of a particular master of art or genre; the dominant overall
positive assessment of a famous author; personal conviction in intuitively
felt signs of the work's high quality. The most primitive answers are based
on random signs and approved properties (“drawn better”; “beautiful
dress”; “a beautiful lady stands next to the painting”). The mediocre level
is distinguished only by the reaction to the clearly expressed feelings that
shine through in the images, to their “conviviality.”

Meanwhile, the united consideration of these properties, with the
addition of further substantiated essential features of art, could outline
an approximate, fairly broad artistic outlook. If they are presented in the
general education system and discussed with students, it would be useful
for the development of an aesthetic and artistic outlook.

The qualities of expressivity of images in a literary work, construction,
genre, style, and language in the logic of the expression-expressive approach
to art and aesthetic objects and phenomena are fully revealed based on the
methodological potential of concepts developed by Russian aestheticians,
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philologists M.Bakhtin, A. Losev, Y. Lotman, A. Burov, and other scholars. They
did not formulate the problem of aesthetic and artistic scope specifically, but
they came close to it in specific contexts of aesthetic consciousness research.

In the first part of the article, we present a generalization of the main
positions of the expressive approach to aesthetic phenomena in reality and
art. There, the objective sides of being and subjective human emotions and
situations are correlated since the most powerful effect of art on a person
is associated with the influence on his feelings.

As the modern psychologist and cultural critic D. Matsumoto notes,
emotional responses, facial expressions, gestures, and poses are similar
among representatives of different ethnic groups: “six original emotional
expressions: anger, disgust, fear, joy, sadness, and surprise... have been
recognized as universal for all cultures. The seventh expression is contempt...”
(Matsumoto, 2008: 348). But each nation has its own "cultural rules for
expressing emotions", everyone needs to understand this in the development
of their scope, especially aesthetic and artistic ones.

A researcher of the Russian cultural foundations, academician D. S.
Likhachev, argued: “A person should have a broad aesthetic scope.” Why
and for what reasons do modern people need it?

If an ancient person had to “look around” the space surrounding their
place of residence and the nearby territory, it was a practical outlook that was
important for the maintenance and preservation of the lives of their relatives.

There are many reasons why a modern person would need this outlook,
two of them being the protection of their home from unexpected dangers
and the ability to travel by land, water, and air. Aesthetic outlook, as it is
established, when orienting the terrain, and viewing it from a certain height,
is important for distinguishing objects by their aesthetic properties — color,
shapes, sizes, and other features.

An artistic outlook that develops intellectual, value, and creative potential
allows a person to be ready for various challenges, and to overcome confusion
when facing them turning to spiritual, cultural, and aesthetic experience
gained both in life and in contact with art. Such a broad outlook is important
for young people entering life.

In modern civilization, aesthetic and artistic horizons are relevant
when communicating with people who may be similar or different in value
orientation, preferences in artistic taste, and aesthetic consciousness.

M. Bakhtin saw deep connections between the “reality of the mortal
flesh of the world” and human emotional thinking, concentrated in art: “This
external (and internal-external) real certainty of the world, which finds its
expression and consolidation in art, always accompanies our emotional
thinking about the world and life” (Bakhtin, 1984: 309).
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Considering the metamorphosis of the idea of horizon flight in literature
reveals people's aspirations to move upwards: both for the sake of overcoming
earthly everyday life, considering the relationship between spiritual and real
horizons in the world, and comprehending the most important thing within
a person. Literature is an indispensable mediator between generations.
Since after all that happens, “only the word” remains (Vodolazkin, 2023).
The common ideal is embodied by the achievements of an aviator - a pilot
with an open view and scope of the world - still, with sufficient confidence
in a successful return to a full life.
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Pe3lome: B cmygusma ce pazzaeskgam Bausnusma, koumo okazBam
ukonomuueckusim, noaumuueckussm u kyamyprusm konmekem Bvpxy
apmucmume, u3zpazsaBauiu ugeume cu upe3 cpegcmbBama Ha nbppopmaHca
npe3 nbpBama noaoBuna na XX 8. Aunamuunume npomenu 860 Besika egna
obaacm Ha obwecmBenust kuBom u Hali-Beue B HayuHo-mexHuueckama
npsko uau kocBeno cmumyaupam apmucmume kbm ny6aukyBane Ha
Manudecmu, mbpceHe Ha cunmes Mexkgy uzkycmBama, npomecmuu
apmucmuyHu geticmBus uau makuBa, nacouenu kbm cebeuzcaegBane.
Te3u nazaacu noBausiBam 3a omkpuBanemo u npakmukyBanemo na noBu
uzpaznu popmu 8 mogepromo uzkycmoBo.

KalouoBu gymu: konmekem, nvpdopmatic, apmucmuyno npomuBonocmabste,
cebeuzcaegBane

THE ECONOMIC AND POLITICAL CONTEXT AND THEIR
INFLUENCE ON THE DEVELOPMENT OF PERFORMANCE ART
IN THE FIRST HALF OF THE TWENTIETH CENTURY

Dr. Orlin Dvorianov, Prof.
Dr. Veronika Prezhdarova

Abstract: The study investigate the influence that the economic, political
and cultural context had on artists expressing their ideas through the
means of performance in the first half of the 20th century. Dynamic changes
in every field of social life, and especially in the scientific and technical,
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directly or indirectly, stimulate artists to publish manifestos, search for
a synthesis between the arts, protest artistic actions, or those aimed at
self-examination. These attitudes impact the discovery and practice of
new forms of expression in modern art.

Keywords: context, performance, artistic confrontation, self-exploration

YBOA,

B nacmoswama cmygus ce u3caegBa Bpv3kama meskgy ukonomuueckus,
noaumuyeckus u kyamyprust konmekem om nbpBama noaoBuna na XX 6. u
Bb3nukBanemo Ha nbpdopmanc apma kamo cwBpemenna uzpazsa gpopma.
[Issaocmuusm ucmopuvecku konmekem Bunazu e om nvpBocmeneHHO
3HaueHue npu nosBama Ha HoBu s16aenus 6 uzkycmBomo. Te ce nopackgam
6aazogaperue Ha ocHoBHume gBwkewu mengenyuu 6 Hezo u 6vp30 ce
BnucBam B o6wama nocoka Ha pazBumuemo my.

C nacmbnBanemo Ha Bmopama ungycmpuaasa peBoalouust ce nocma6s
HayaAOmo Ha npeogoasiBane Ha Hemaska yacm om ,npocmpaHcmBeHo-
BpemeBume 6apuepu’, cbwecmByBasu u ozpanuvyaBasu yvobewkomo msiao
npe3 npegxogHume xuasgoremus. Ype3 mexnuueckume cpegemBa 3a
npugBuwkBane, pabomewu Ha 6a3ama Ha gBuzameaume c BbmpewHo 2opexe,
yoBekbm nocmuea 3nauumesHo no-Bucoku ckopocmu no 3ems u Boga.
HoBo nocmwkenue e u npugbukBanemo 846 663gywinomo npocmparcmBo,
ocbwecmBeno 8 camomo Hayaro Ha XX B.

Bbvp3zomo u guHamuuyHo HaBauzaHe Ha mexHoAO2UUME Ha 6ajama Ha
eaekmpuuecmBomo, Bkalouumeano u komynukavuonnume, 6 exkegneBrus
*kuBom omo6easi3zBa kamezopuunomo pa3zepanuvaBane Ha géeme enoxu:
npegxokgawama, 8 kossmo yoBeuecmBomo >kuBee 8 nenocpegcmBena Bpb3ka
u 3Hayumeaxa 3abucumocm om npupogHume ycaoBusi, u HacmbnBawama
eanekmponHa enoxa.

[Tpu nosiBama Ha kapgunaanu npomenu 8 noumu Bcuuku cpepu Ha
obwecmBenus kuBom Hama kak me ga ne gagam c6oemo ompaskenue u 8
uzkycmBomo. ITpe3 pa3eaeskganus om Hac nepuog, o6xBawaw, masko noBeyue
om Bek, nocmenenxo, HO u 8 mBbpge 3a6bp3an pumbM, ce nosibsBam egxa
cAeg gpyea HoBu ¢popmu u cpegemBa 3a xygoskecmBen uzkas. [TosBama um
6e3cnopHo e noBAusiHa om guHaMu4yHO Npomenswus ce oow, ukonomuuecku u
noaumuuecku konmekem. I[To-goay we npocaegum Hakpamko Bv3geticmBuemo
Ha mo3u konmekem Bbpxy nbpBonavaanomo pazBumue Ha nbpdopmaHc
apma npe3 nepuoga Ha MOgepHU3Ma

Konmekembvm 666 Bceku BpemeBu nepuog e pazauueH u e cBbvp3aH ¢
noaumuueckume, ukonomuueckume, couuaanume u kyamyprnume acnekmu
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Ha pa3zBumuemo Ha o6wecmBomo. Egna om ocHoBHume npegnocmabku 3a
cucmemHama npomsiHa Ha obwiecmBomo ca ungycmpuasHume peBoalouuu,
koumo npegcmaBasiBam cucmema om mexHoaozuu, kossmo Bausie cucmemHo
Bbpxy o6bwecmBomo u cnoco6cmBa 3a HezoBomo kauecmBeno pazBumue
66 Bpememo. [Topagu ma3u npuyuHa 6 nbpBama yacm om cmygusima
xBbpasame nozaeg kbm gBe om ungycmpuasnume peBoalouuu, ¢ uea ga
npocaeguM BausiHuemo um Bbpxy nosiBama na HoBu popmu B uzkycmBomo
u no-konkpemno Ha nspdopmanca.

KOHTEKCT

ITbpBu nepuog (1850 - 1900)

[TvpBama ungycmpuaaxa peBoalouust ce paz6uba nspBonauasno 8 Anzaust.
Ts e cBvp3ana nati-Beue ¢ npexoga om azpapHo kbMm ungycmpuaHo obwecmBo.
ToBa ce cayuBa upe3 BuegpsiBanemo Ha HelilHume mexHoAo2uY, Hall-Baknume
om koumo ca mbkauen cman u napHa MawuHa, a 8 meguiien naas moBa ca
nuwewama mawusa u Becmuuksm, koumo cnoco6ecmBam 3a pagnpocmpansiBane
Ha gemokpamuunume ugeu. [Tpu ITvpBama ungycmpuasna peBoaloyus
obwecmBomo ce Hamupa 8 3opama Ha gemokpauusma. O6pazoBanuemo
He o6xBawa usaomo o6wecmBo u He Bcuuku uaenoBe na pazBumume
uHgycmpuasHu gbpskaBu umam npaBo na 2aac. ToBa noka3zBa, ue o6wecmBomo
€ gaaey om gemokpamuunomo cu pazBumue, kakmo u camume 2paxkganu,
koumo cnopeg ugeume Ha >Kan->Kak Pyco ca cyBepen na cmpanama cu
(Ruso, 2018). Te3u ugeu ca 68 meopemuyer o6opom, Ho He u 8 npakmuuecku.
M3uckBa ce Bpeme, 3a ga 3anouHam ga ce npuaazam geticmBumeaHo.

B nepuoga na ITvpBama ungycmpuaana peBoalouus ce pazBuBa u
kanumaaucmuueckomo npou3zBogcmBo, koemo Bogu go macoBa ekcnoamauust
Ha kaacama na kanumaaucmume Hag ma3u Ha npoAemapuama, koemo o6ycasiBa
pazBumuemo Ha 02pomMHO couuarHo HepaBencmBo B Anzaust. HabalogaBatiku
me3u npouecu, yueHume, npuHagaeskawu koM ymonuueckus coyuasuzom
kamo Tomac Mop, Tomazo Kamnaneaa u gp., ce npubawkaBam go ugeume
Ha aHapxu3ma, onucBam ekcnaoamauusma Ha egnama kaaca Hag gpyzama
u gaBam ugeu 3a o6wecmBo 6e3 couuasHu kaacu u 6e3 Hacuaue Ha egHama
cnpsamo gpyeama (Mor, Kampanela, 2022). ITo cbvuiust nauun Kapa Mapke u
(Opugpux Enzeac, cuano Bneyamaenu om ekcnaoamayusima Ha egHU Xopa
cnpsiMo gpyeu, cb3gaBam Hati-u3zBecmuus noaumuyecku manudecm -
»~Manu@decm na komynucmuueckama napmus’”. igeume 8 mo3u Manugecm
o6egunaBam ugeorozuuecku Bcuuku mpygewu ce (ekcnaoamupanu om
kanumaaucmume) xopa no ueaus cB8am (Marks, Engels, 2013). ligesima Ha
Kapa Mapkc u Qpugpux Enzeac e pa3geaena 8 uskoako ¢a3zu. [IbpBama e
ga ce npemuHe kbM couuaauzsm, 6 kolimo npoaemapuambvm ga Mmoxke ga
3aBaagee kaanumaaucmuueckama u gbvpskaBnama kaaca. Bmopama ¢aza
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e ga ce cb3jgage komynuzwvm, npu kotimo Beue nama guprkaBa u Bcuuku ca
paBnu. Te3u ugeu obaue He Mozam ga HaMepsim NpuAokeHue U go Hawu gHU,
3awomo u3zuckBam Bucoka cmenen Ha 2paskgancka kyamypa Ha o6wecmBomo.

[Tpomenume okoao cpegama Ha XIX 8. npouzmuuam u ca cBbp3anu
2AaBHo ¢ npomecmHu, noaumuyecku anzaskupanu géuwkenus, ¢ Hauaaomo
Ha Bmopama ungycmpuaana peBoalouust, 6yma Ha HayyHume omkpumus
u nosiBama na muoxkecmBo mexHoarozuyHu HOBocmu.

[Taganemo Ha MoHapxusma 88 Qpanyus u npoBv3zaacsBanemo
Ha peny6auka npe3 1848 2. nocmalBs Hauaao Ha MogepHUs noaumuyecku
cBsam. ToBa 3aegno ¢ ¢akma, ue II'vpBama ungycmpuaana peBoalouus
Beue e ymBbpguaa Backnama poast Ha 2pagckama 6ypskoazus, e maacsk 3a
nopeguua om cb6umust 8 noaumuuecku u ukonomuuecku naan. Te caegBam
2AaB0AOMHO egHO cAaeg gpyzo. B MHO20 om 2zoaemume eBponeticku gbpskabu
u Hali-Beue B cmoauyume um Bv3nukBam MacoBu HapogHu HegoBoacmBa u
gemoHcmpauuu, ueasuiu c6aasHemo Ha MoHapxuume. B ABcmpus, Yrzapus,
I'epmanus, Mcnanus, Mimaaus u vskou gpyeu u3dyxBam npomecmu, 8 koumo
yyacmBam pazHopogHu obwecmBenu 2pynu - cmygenmu, BotiHuuu, ceastiu u
padomuuuu. Okoao cpegama Ha XIX 8. 6 3HauumeaHa yacm om HaceAeHUemo Ha
eBponetickume gbprkabu ce 3acuaba yyBcmBomo 3a HauuoHaAHA UGEHMUYHOCT.
[TpozpecuBrama yacm om unmeauzeHuusima, BkalouBawa u xopama Ha
uzkycmBomo, 3anouBa ga npugo6uBa camouyBemBuemo, ue Beceku omgeaex
HeuH npegcmaBumea npumeskaBa ynukaana unguBugyaasocm u € cbzgamea
Ha ,cobcmBen gyxoBen cBsm‘.

B cBemoBen naan noaumuueckume cv6bumust ca o6azperu om ugeu,
npokaamupawu cBo6ogama Ha yoBewkus gyx, Ho cbwo u ocBoboskgaBanemo
om peguua Hasoxkenu koncepBamuBrnu o6wecmBenu 3akonu u npabuaa.
Hanpumep npe3 1861 2. 6 Pycus cbe 3akon e npemaxnamo cpegHoBekoBromo
kpenocmuuueczBo. TIpe3 nepuoga 1861 - 1865 2. 2packganckama Botina 8
CAIll, uzBecmna kamo ,Botina meskgy CeBepa u l02a“, e npsko cBvp3ana
¢ npokaamauusma Ha npejugenma Elibpaxam Aunkban 3a npemaxBane
Ha po6cmBomo. [TocmaBeno e Hauaaomo Ha gBukenuemo 3a gaBane Ha
uzbupameanu npaBa na kenume, nponazangupano om Clo3bH AHmbHU
npe3 1869 2. A ppencko-npycka Botina (1870-1871) 3a mepumopuasHo
npepaznpegeaerue, kosmo 3abvpwiBa ¢ nopaskenue 3a Ppanuus, goBeskga go
pyxBane na Bmopomo ¢ppencko umnepcko npaBumeacmBo u ycmanoBs6ane
Ha Baacm na Tpemama peny6auka, kamo 6 nauaaomo ynpaBaenuemo Ha
nocAegHama e noemo om [lapwkkama komyna.

Ako npocaegum napaseAHo Baknume ukonomuuecku nocmuskenus u
Hay4yHO-mexHOoA02UYHU omkpumusi, we ycmarnoBum, ue ocBo6oskgaBanemo
Om pa3zAuYHU HayYHU gOZMU € gopu NO-guHaMuyHo om noAumuveckume
NPOMEHU, CAY4YUAU CE Npe3 Mo3u NEpuog.
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Egno om Haii-Baknume cv6umust, c6bp3ano ¢ mexnorozuume, koemo
we omb6eaekum, e HaBauzanemo Ha pomozpadusima. Ekcnepumenmume 0
majzu obaacm ce ocbuecmBsBam owe 20guHu npegu opuyuasHo o6si6enama
gama 1850 2., 6 kosmo e npegcmaBex gazepomuntbm - 3aneyamat obpaj
om gelicmBumeanocmma Bvpxy yunkoBa naouka nocpegcmBom xumuyHa
peakuus - cpe6bpeH cyadum, u 6b3geticmBuemo Bbpxy Hezo upe3 cBemauna.
Mawa6bm u 3Hauenuemo Ha moBa omkpumue, koakomo mozaBa ga He ce
cxBawam kamo oco6eHo cvwecmBenu, okazBam ozpomHo BausHue Bbpxy
obwecmBomo B 6bgewe.

(Domozpadusma, om egHa cmpaHa, npomeHs npegcmaBama 3a moyHomo
uzobpazsabane Ha gelicmBumeanocmma, npuHagaeskawa go mo3u MOMEHM
Ha u3zo6pazumeanomo uzkycmBo. Om gpyza cmpasa, Bb3mosknocmma 3a
MHozokpamHo penpogyuupase Ha konkpemen o6pa3 gaBa neumoBepen
maacvk 6 o6aacmma Ha o6pazoBanuemo. IIpeogoasBa ce mpygnama
gocmbnHoCm Ha Macume go undopmayusima 3a noaumuyecku u obwecmBenu
cvbumust, go kyamypHume ueHHocmu u wegboBpume Ha uzkycmBomo,
cbxpanenu 6 zoaemume cBemoBru my3eu. ToBa mexnuuecko omkpumue
npomens BuzyaaHume Bb3npusmust, npegcmabu, Hazaacu u uHpopmauuoHeH
kanauumem Ha nokoaenusima npe3 caegBawume none g6a Beka.

Ako 208opum 3a gpyau enoxasHu mexHuvyecku nocmukeHnust om
moBa Bpeme, mpsi6Ba ga cnomeHem 3agbakumeano uzobpemsiBanemo Ha
meAedona om Arekcangsp bea npe3 1876 2. u na eaekmpuueckama kpywka
¢ Haxkeckaema skuuka om Tomac Egucon npe3 1879 2. B cpepama na macoBust
mpancnopm Bre3zanHusim Hanpegbk € cbw,o ozpomeH. [T'bpBomo mempo
e nycHamo B8 gBukenue 6 Aongon npe3 1863 2. Caeg okoro wecm 2oguHu
»I'panckonmunenmaanama skeae3nuua“ cmaBa ¢pakmop 6 CAIIL (1869 2.).

Pazpa6omBanemo Ha gBuzameas ¢ Bbmpewro zopene 6 T'epmanus 8
nepuoga 1876-1885 2. goBeckga go koncmpyuparnemo Ha nbpBume aBmomobuau
npe3 1883 2. om Kapa benu u 'omaub Aatimep.

BausHuemo, koemo oka3Ba nosiBama na nogo6exn mun komynukauuu
Bbpxy o6wecmBomo, e peBoalouuorHo. C nosiBama Ha mexnuuecku npeBo3uu
cpegcmBa, noa3Bawu napa, 6en3uH u eaekmpuuecmBo, ycewanemo u
npeogoasBanemo Ha Bpeme u pazauuHu no 2zoaeMuHa npocmpancmeBa psizko
ce NPOMEeHsIMm.

B o6aacmume Ha pazauuHume Hayku ce 3as16g6am HoBu pagukasnu
ugeu, koumo npegu3BukBam cayuBanemo na mHoxkecmBo omkpumus ¢
€noxaAHo 3Haverue. PazBumuemo na xumusma goBeskga go cv3gaBanemo
Ha nbpBume noauemuaenHoBu mamepuaau Ha 6a3ama Ha ueAayasouga
(1855). ITo cvwomo Bpeme Baxkna unoBauus 6 memaaypzausima e cBbp3aHa
¢ npoueca 3a npou3BogcmBo na cmomana. ToBa Begnaza ce ompa3zsBa 8
cmpoumeacmBomo, kamo 3a npumep moskem ga nocouum nocmposiBanemo
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Ha nbpBus Hebocmbp2ay cbe cmomaneHa koncmpykuus 6 Yukazo. Okoao
1890 2. keaezo6emonbm 3anouBa ga ce npeBpbwa 6 ocHoBexn cmpoumeaex
Mamepuaa.

B8 Bpb3ka cve cmpemeska kbm npeogoasiBane na npupogHume
gagenocmu u oBaagsaBane na npupogHume npouecu om yoBeka npe3 1859 2.
ce nosiBsBa ,ITIpouzxogbm Ha BugoBeme® ¢ aBmop Yapaz AapBun. Tozu Hayuex
mpyg u3Beskga Ha npegen naan eBoalouusma na 6uorozuynume BugoBe,
HaceAsiBawu naanemama, u nocmabs u3zusao nog bnpoc uCmuHHOCMMA Ha
peauzuo3zHama gokmpusa 3a ,CvbmBopenuemo Ha yoBeka“. Pe3yamamdbm,
pa3bupa ce - HEe caMO om mo3u mpyg, - €, ue 666 Bmopama noroBuna Ha
XIX 8. pazkaawanemo Ha 6e3ycaoBrnama Bspa u caegBane na muozoBekoBrus
gozmamuueH HapamuB 8 xpucmusinckama mpaguuus e Beue ¢pakm.

Kpasm na XIX 8. (90-me 2ogunu) e 6easa3an ¢ Basknu omkpumus 66
¢uzukama - penmeenoBume Abyu om Buaxeam Pbonmeen, eaekmpona om
MAkoyzed Tomcewh (1897), pagus om Mapus Klopu (1898).

U nak npe3 me3u 2oguru 3uzmyng Qpotig pazpabomBa memoga Ha
ncuxoaHaauzama (1892-1895), upe3 koiimo nponukBa 8 gba6uHume Ha
yoBewkama ncuxuka, uzBaskgatiku na nokaz necv3nameanume npeskubsBanus
om gemcmBomo, MHO20 yecmo nposBsBauu ce 8 neBpomuynume 3a60Ag6anus
u ,paska3Banu” ype3 cvHUWAMA.

Caeg uzbposBanemo Ha moakoBa MHOz0 cbwecmBernu noaumuyecku
cvbumus u HayyHu omkpumus HgaMma kak ga ne noguepmaem, makap u
cbBeem nakpamko, nakoako om npeaomHume cw6umust 6 o6aacmma Ha
uzkycmBomo.

Ako 0606wum ¢ masko gymu mBopueckume mupcenus Ha xygokHuuume
npe3 mo3u nepuog, mo me ca HacoueHu npegu Bcuuko kbvm gbvabokomo
unguBugyaano npeskuBsBane Ha 3ao6ukasgwama 2u geticmBumeaHocm
u koM kamezopuuna unguBugyasna cbnpomuBa cpewy obwecmBeHume
Hazaacu u Haaockenu npabuaa.

Bmopu nepuog. Hauaaomo na XX 6ek (1900 - 1919)

[To Bpeme Ha Bmopama ungycmpuaana peBoalouust Bogewjume mexsoaozuu,
kakmo kazaxme no-zope, ca gBuzameaume c BvmpewHo 20peHe, a 8 wupok
couuaseH naax - paguomo kamo Macmegust. baazogaperue Ha meXHOA0ZUYHOMO
pazbumue u npomuBonocmaBsnemo Ha macoBama ekcnaoamauust Hag
cyBepena 6 13mouna u 3anagxa EBpona ce nabalogaBa 3acuaBane 3nauenuemo
Ha gbprkaBama, kosmo uma uenmpaauzupana poas. Avpkabume cmaBam
COUUaAHU, M.e. ¢ no-2oAsiMa 3azpwkenocm kM cBost cyBepen - Hapoga. B 06w,
naax gbvpskaBama 3anouBa ga pabomu 3a pazBumuemo Ha o6pazoBanuemo
Ha 2pakganume, koemo cmaBa 3agbakumeano 3a Bcuuku. ToBa cnomaza 3a
obeguHeHnus Ha cungukamume, ype3 koumo pabomuuyume ga ce o6egursBam
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u3aegHo ga 3awumaBam mpygoBume cu npaBa. Ype3 3acusenomo o6pazoBanue
cpeg 2pakganume ce ¢popmupa HauuoOHaAHa ugeHmuyHocm, kossmo e 8
ocHoBama Ha npeBpbwanemo Ha Hapogume B nauuu. ObeguneHume B
Hauus 2packganu Ha gbpskaBama nanpegBam 68 cBoemo gemokpamuuHo
pazBumue u ce gokocBam go no-20asM guana3zoH om ueHHocmu, koumo
2u npubawkaBam Bce noBeue go pazBumama gemokpauust. ITo mo3u Hayux
ce popmMupa u cuaeH HauuoHaseH cyBepenumem. Tol ce pa3auuaBa om
HapogHusi no 2paxkganckama kyamypa, kossmo om cBost cmpana npegaaza
Bb3mockHocmu 3a no-cv3HameaHo pazbumue Ha unguBugume 8 pamkume
Ha obwecmBomo (Prodanov, 1999: 57-58). Taka koakomo no-o6pazoBano ce
okazBa egno o6wecmBo, moakoBa no-zoasima e poasma My npu cb3gaBanemo
u pa3zbupanemo Ha npou3Begenusima Ha uzkycmBomo.

[Ipe3 mo3u eman cyBepenumemdsbm Ha gbpskaBama e cuaen. Qopmama
Ha ynpaBaeHue e tiepapxuyHa u ueHmpasu3upaHa.

3a EBpona nbpBume zogutu Ha XX Bek 3anouBam gocma cnokotino u 6e3
kakBumo u ga e npegnoaoskenus 3a yxkacsBawume Boennu cb6umust, koumo ce
pazpazsbam npe3 Bmopomo My gecemuaemue. He 6u mpsi66aso ga ce mucau,
ye no moBa Bpeme nayunume omkpumus Hamaasi6am unmen3zuBHocmma
cu, a no-ckopo moske ga ce ycmanoBu, yue me 3anouBam ga pajwupsBam
nocmuzHamomo go mo3u momenm om Besiko egno om msix. Fikonomuueckusim
u HayyHusim 6yMm ca ¢pakm, kakmo u noBuwaBanemo na kauecmBomo na
*kuBom. lumen3uBromo npou3BogcmBo na cmoku 3a MacoBo nompebaeHue
€ 2apaHuus 3a HaAazaHe Ha onpegeaeHu ukoHoMuuecku cxemu u Mogeau,
cBwvp3anu ¢ Bv3mocknocmume Ha pajauuHume kaacu u npocaoiiku ga
cvwecmByBam no cneyudpuynu 3a mAXHOMO HUBo cmaHgapmu.

[Toaumuyeckume konpaukmu 8 Hauaromo Ha HOBust Bek He ca moakoBa
Bugumu, Ho Bce nak cvwecmByBam u nocmenenHo ce HacaazBam. Tyk we
ombeaeskum egHo cvoumue, koemo ce cayuBa gaaey om EBpona u Ha mo3u
eman He oka3Ba BausiHue Bbpxy noaumuyeckomo @ pazBumue. CmaBa gyma
3a peBoalovusma 8 Kumat, npegu3Bukasra gemporHupatemo Ha nocAegHusl
umMnepamop Ha ,Xuasigoaemuama umnepus” npe3 1911 2. To3u ¢pakm 208opu
6 zoasiMa cmenen u 3a HacmbnBanemo Ha HoBama enoxa 8 cBemoBen naan.

B o6Aaacmma Ha mexHoAozuume u mpancnopma Baknama gama e 1903 2.,
6 kossmo 6pamsma OpBua u Yua6bp Patim ocbwecmBsBam nbpBust camoremer
noaem B CeBepna Kapoauna. [TocmaBs ce nauaromo Ha npugBuwkBanemo
Ha yoBeuecmBomo no Bb3gyx.

Okoao 1912 2. guzeroBume mawuru 3anouBam kamezopuuno ga uzmecmBam
napHume B skeaeznuuume. Bakno e ga ce om6eaesku u HaBauzanemo Ha
nomoyHume, MexaHu3jupaHu AuHuu 3a npou3zBogcmBo na cmoku. Tyk
mpsi66a ga cnomeneM u3usgao mexaHuzupanus 3a6og 3a npou3BogecmBo Ha
aBmomo6uau Mogea T na Xeupu Qopg (CAILL) - 1914 2. Taka npouzBogcmBomo
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uMm ce pazpacmBa u gocmuza go MuAuoOHU e€k3zeMnAspu 20guUWHO.

B naykama nati-enoxaanomo omkpumue npe3 nepuoga € meopusma
Ha omHocumeAHocmma Ha Aa6epm AtiHwatin (1905). Tsa npegu3BukBa
pagukaana npomsina 8 npegcmaBama 3a npocmparcmBomo u Bpememo. He
no-maako Baskno e, ye Makc ITaank nocmaBsg nayuasaomo Ha kBanmoBama
meopus npe3 1900 2. Tg e gopazBuma om Huac bop u bprecm Pvgspdopm
npe3 1913 2., kamo nocaegnusim uzBeskga mogeaa Ha amomHama cmpykmypa
(1911), ¢ kotimo onpoBepzaBa kaacuueckama duzuka.

Hauaromo na HoBama nayka cemuomuka e nocmaBero om Qepgunang
gvo Coclop u Yapaj ITupc. IIpe3 nepuoga 1907-1911 Coclop uznacs aekuuu,
cBvp3anu ¢ nongmuemo ,3HakoBu cucmemu’, 8 ynuBepcumema 6 XKeneBa
(LIBetiuapus). Toti ymupa nackopo caeg moBa, Ho cmygenmume My uzgaBam
3anuckume no nezoBume Aekuuu npe3s 1916 2., o3azaaBsBaiku 2u ,Kypc no
o6wa AunzBucmuka*.

Bakno e myk cvwo ga omgagem u geakumomo BHumanue Ha Akon
Alou u Mapus Monmecopu, koumo B8v8e’kgam kapgunaano noBu ugeu 8
o6pazoBanuemo okoao 1912 2.

N3kalouumeano kpeamuBxusim npouec 8 HayuHomo u kyamypHomo
pazBumue Ha o6wiecmBomo B EBpona e npekbcnam om u3byxBanemo Ha
[TvpBama cBemoBxa Bolina npe3 1914 2. B npogbakenue na zogunu cBemvm
e pagmbpcBan om BoenHu geticmBus, HAMawu paBHu No pazpywiumeAHocm
B ussaama cBemoBna ucmopus. 3a 02poMHO cbkaseHue egHa om Hal-
cbhuwiecmBenume npuyuHU 3a pajpywumeAHust pe3yamam ce oka3zBam
HoBume HayyHOo-mexHuvyecku omkpumus, 3awomo ca Bnpeznamu 6
ycbBbpwencmBanemo Ha opbykus, npou3Beskganu 8 ozpomuu koauuecmBa
om Boennama ungycmpus. EcmecmBeno myk Hsima ga npocaegsiBame xoga
Ha Boennume geticmBust. Baxkno o6aue e ga ombeaeskum, ue mexausim pazBoit
cmalBa npuyuHa ga ce cayyam cboéumusi, koumo npomenssm 6 ozpomHa
cmeneH no-HamambwHomo pa3zbumue Ha yoBeuecmBomo. Cpeg msx ce
omkposiBa OkmomBputickama peBoalouus 8 Pycus (1917), 8 pe3yamam om
kossmo ugBa na Baacm komynucmuueckama napmus Hau€AO ¢ A€HUH.

Manudecmbm Ha komyHucmuueckama napmust ce u3noa36a kamo octoBa
3a cb3gabane Ha cuaHa couuaaHa gbprkaBa 6 CvBemckus cvlo3. Fgessma 3a moBa
e yBeHuaHna c Heycnex, 3awomo oowecmBomo Hsama Bee owe Heobxogumama
3psirocm. [TvpBo, 2paskganunbm kamo cyBepen Ha cBossma cmpaHna HaMa
Heobxogumama 2packgatncka kyamypa u yennocmu, koumo ga s uzepagsm, u
Bmopo, ynpabasBawusim eaum, kolimo npegcmabasBa cyBepenumembm, Cbuwo
maka HsMa Heob6xogumama couuasta kyamypa 3a uzepakgane Ha obwecmBerus
cmpoi Ha komyHu3ma. ToBa e cBbp3ano c noemane Ha 02poMHU 0omzoBopHocmu
om 2pakganuna, Ha kotiimo ce gaBa ,,6e3epanuyna cBob6oga“ 3a pazBumue.

[Ipe3 1918 2. [epmaHnus e nobegeHa u ¢ moBa ce caaza kpat na ITepBama
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cBemoBna Botina. BcaegcmBue na Hvotlickus mupen gozoBop, ckalouen
npej3 1919 2., Beaukume cuau Harazam Ha ['epmanus u cvlojHuyume
meskku ycaoBus, BkalouBawu u penapauuu. ToBa oka3zBa zoaemu npomeHu
6 ukonomuuecku naan Ha pazauyHu gbpskalu.

Tpemu nepuog. Bpememo meskgy geme cBemoBnu Boiinu (1919 -1939)

B nepuoga meskgy g8eme cBemoBru Botinu ce HabAlogaBam npomecmHu
meHgeHuuu cpeg obwecmBomo u Hali-Beue cpeg unmeaekmyaauume,
koumo sicno uzpazsaBam anmuBoennama cu nozuuust. To3u npomecmen
xapakmep na npou3Begenusima Ha mogepHomo u3zkycmBo ce 3ana3Ba u
caeg npukalouBane na gBeme cBemoBru BotiHu.

B noaumuuecku naan cv6umusima om moBa Bpeme ca gocma noaspuzupaHul.
AemokpamuuyHume npomenu ocmaBam Ha no-3agex naaH 6 cpaBuenue
cbe ckopocmma, kossmo nabupam nauyuonaaucmuueckume gBuwkenus,
ambuuupanu u npemeHgupawu 3a Xe2eMOHUs Hag pa3AuYHU Hapogu u
gbprkaBru mepumopuu.

[TbpBusim 3nak 3a HacmbnBanemo Ha HayuoHascouuasuzma 6 EBpona
e ugBanemo na Baacm B8 Fimaaust na Benumo Mycoaunu - 1922 2.

MHO020 no-3HauumeAHOmMoO cvoumue npes 1926 2. obaue e, yue 6 CCCP
ugBa na Baacm Cmaaun. ITocaegnama ce xapakmepu3upa ¢ pagukasna
om ukonomuuecka 2aegna mouka koaekmuBuzauus, npoBegena 6b6
Bcuuku peny6auku, Bkalouenu 8 mepumopusma na CCCP. Hetthomo
ocbwecmbBsBane e cbnbmembBano ¢ noaumuyecku yuemku, uzceaBane u
uznpawate 6 konuaazepu Ha Bcuuku Heygo6Hu Ha Baacmma 8 noaumuuecku
uAu uHmeAekmyaaeH naaH xopa.

OmBbg Amaanmuueckus okean, 6 CAILl, npe3 1920 2. 32 nbpBu nvm
6 ucmopusima kenume noayyaBam 8 pamkume na 3akonogameacmBomo
uzbupameanu npaba.’

[Tpe3 1929 2. Bb3nukBa cpub na pongoBama 6opca B CALL, c kotimo ce
nocmaBs nayaromo Ha cBemoBuama ukonomuuecka kpuza. Caeg nskoako
MmpygHU U MbuumeAHu 2oguHu amepukanckomo npaBumeacmBo 3agBuwkBa
»HoBa npozpama 3a uzauzane om ukonomuueckama genpecus” (1933). ToBa,
pazbupa ce, ne ce cayuba Begnaza. Heo6xogumu ca Hskoako 2ogunu mo3u
nAaH ga npopabomu 8 noaokumeana nocoka.

[Ipe3 1933 2. nayuonaacoyuaasuzmsvm ugba Ha Baacm B 'epmanus
u Agoad Xumaep 3acmaBa Haueao Ha gbpskaBama 6 poasma na kanuaep.
CaegBam 2ogunume, npe3 koumo mo3u Mmogea Ha ynpaBaeHnue Habupa
ckopocm, kamo ce nacouBa kbm 6pymaana camopaznpaba ¢ ,pazauyHume”

! B Anzaust npe3 1928 2. skenume cvbwo noayuaBam npa6a, a 66 Qpanuust moBa ce

cayuBa egBa npe3 1945 2.
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8 pacoBo, noaumuyecko u unmesekmyaaHoO OmMHOWEHUE.

[TpomuBonocmaBszemo mexkgy ugeoaozuume Ha HauUOHAACOUUAAUZMA
u komyHnuzma ce ocvwecmBs6a no Bpeme na 2paskganckama Botina 8 Mcnanus
npe3 1936 - 1939 2. TozaBa geme noaumuuecku cucmemu uznpo66am He
caMo cuaama Ha ugeoaso2uyeckume cu konuenuuu, HO U opbykust u BoeHHu
makmuku, na koumo npegcmou ga 6bgam u3noa3Banu 66 Bmopama
cBemoBna Botina. B pamkume na mo3u azpecuBno pazBuBaw, ce npouec Ha
noaumuyecko npomuBonocmaBsane I'epmanus anekcupa ABcmpus npe3
1938 2. u nabauza 6 IToawa npe3 1939 2. C moBa ce nocmaBs HauaAOmMo Ha
Bmopama cBemoBxa Botina.

[Tpe3 1920 2. cmapmupa u3zavuBanemo Ha nvpBume paguonpozpamu
(Mumc6bpe, CAI). Om myk Hamambk paguomo kamo megus 3anouBa
ga 3aema Baskno msicmo 6 o6wecmBenus skuBom u ce npeBpbwa 6v6
¢pakmop 3a paznpocmpanenue Ha macoBa unpopmauus. Upes Hezo, nog
¢opmama Ha ,akmyaaHu HOBuHu", nogkpeneHu u om >kypHaaucmuyecku
ny6aukauuu B8 npecama 3a muoxkecmBo nayunu ¢pakmu u mexnoaozuuecku
nocmuwkenus, cmaBa 6v3moskHo 6bp30omo u MmacoBo paznpocmpaHeHue
Ha BceBb3morkna unpopmauus B8 wupok odwecmBen naaH. Macmeguume
noBuwaBam 3Hauumeano BausiHuemo cu Bbpxy HapogHume Macu, kamo, om
egHa cmpaHa, 2u uHdopmupam, a om gpyza, 2u HacouBam B onpegeaeHu om
noaumuueckume cumyauuu nocoku. CvBcem ecmecmBeno e, ye Bogewu
noaumuuecku guzypu npe3 mo3u nepuog kamo Mycoaunu, Xumaep, Cmasux
u gpyeu ocb3HaBam noazama 3a cBoume kamnanuu om nybAUYHOMO UM
paznpocmpaHeHue ype3 MacMeguume.

IIlo ce omHacs go yucmo HayuHume nocmuwkenus no moBa Bpeme, me go
20AsIMa CMeneH ce cmpemMsam ga gopa3fusim u Hagepagsim NOCMuUZHAMOMmMo
npe3 npegxoskgauwus 2u nepuog. Kamo B8aknu npe3 mo3u nepuog we
omb6eAaeckum meopuume Ha kBanmoBama mexanuka, pa3Bumu om Bepuep
Xatizen6epz u EpBun IlIpvoguneep (1925-1926), u omkpuBanemo Ha neHuyuAuHa
om Aaekcangvp Qaemune (1927). Maako no-kbcHo womaangckusm ¢puzuk
Po6bpm YomcewH-Yom uzobpemsiBa pagapa (1935-1939).

YemBovpmu nepuog. Bmopama c6emoBna Botiina (1939 - 1945)

To3u nepuog cvBecem ecmecmBeHo He e 602am Ha HayuyHU U KyamypHU
cvoumus. 3a cmemka Ha moBa moBa e Bpememo, 6 koemo yoBeuecmBomo
gocmuza go omkpumust om pewaBaw,o 3a 6bgewemo my 3HaueHue. [Tpe3 1942
2.8 CAIIl e ocvwecmBena nvpBa sigpena Bepukna peakuus u Begnaza caeg
Hes e npou3Begena nbpBama amomHa 6omo6a (1943). [1pe3 1945 2. 'epmanus
kanumyaupa, 1o fInonust npogbakaba Boennume geticmBus. Kpasm Ha
Botinama e nocmaBen ype3 anokaaunmuyHomo 6ombapgupaHe ¢ amOMHU
6om6u Ha 2pagoBeme Xupowuma u Hazazaku, kamo ca uzpaBrenu go ocnoBu
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unoyBama u ammocdepama ca paguayuoHHO 3aMbPCEHU 33 20gUHU Hanpeg.

[To Bpeme Ha SIamenckama kondpepenuust Ubpuua, Cmaaun u Py36eam
paznpegeasm HoBume 30HU Ha cBemoBro BausiHue. OcnoBaBa ce OOH.
l'epmanust u EBpona ca pajgeaenu na gBe yacmu cbe cbomBemua noaumuyecka
npomekuus om CAIIl u CCCP.

[TbPOOPMAHC

B nauaaomo na XX 8. ce na6alogaBa 3aBpbwane om cbvBbpuieno HoB
b2bA kbM gpeBrnomo cunkpemuuno pazoupane 3a uzkycmBama kamo
obegunsBanemo um 6 egHo usaocmuo gyxoBro npeskuBsBane. Tazu uges
ce AaHcupa nbpBoHauaAHO OM cmMuAa ceuecuoH nog popmama Ha mbpceHe
Ha ,yHuBepcaaen cmua” B8 cdpepama Ha uzkycmBama u namupa c6oemo
npuaoskenue naili-6eue 6 o6aacmma Ha apxumekmypama u gu3alina.
Cmpemeskbm kbM nocmueane Ha ynuBepcasna popma 3a xygoskecmBena uzsiba
ce nposBsba upe3 ekcnepumenmume Ha Hgkou om MOgepHUMeE mevyeHust
om moBa Bpeme, onumBawu ce ga cbuemasim pazauuHU apmucmuyHU
u3znbaHeHus B ny6auunu, uzpoBu u npoBokamuBxu npe3zenmauuu. Ypes
msx aBanzapgucmume amakyBam ymBbvpgenume kaacuuecku ¢popmu.
[Toezusama akuenmupa Bbpxy paznagaHemo Ha noemuyHama pummuka
Ha koaaku om gymu. Peuumauusima e c6egena go BukoBe uau uzgaBane
Ha nopeguuu om omgeAxu 38yuu. My3ukama BkalouBa cayuatinu wymoBe.
B manua 3anouBam ga ce uznoa3Bam ekegneBuu gBwkenust uau c6op om
zeomempuunu skecmukyarauuu. Teambpbvm ce uzzpakga Ha 6a3ama Ha
abcypgucmku cuenapucmku pewenusi, aA02uyeH guaso2 U CNOHMaHHU
ekcmamuyunu npeckuBsiBanust. B MHO20 om cayuaume moBa ca ekcnepumenmu
8 zpanuyHume o6aacmu meskgy omgeanume uzkycm6a. Hanpumep makuBa
ca kombunauvuume mexkgy caoBecHu Hamecu, my3zuka, manu, Buzyasnu u
koncmpykmuBru eaemenmu Ha gekopume.

[Tpu onumume cu ga ,pa3zpywam* kaacuueckama npegcmaBa 3a
uzkycmBama, kamo nocmaBsm nog cbmuenue ecmemuyeckama kamezopust
~kpacuBo‘, aBanzapgucmume u3zBbpwBam yecmo kpatiHu aHapxucmuyuHu
akmoBe u gemoncmpauuu. [ToBeuemo om cnonmanHume ekcnepumenmu u
¢dopmu 3a uzsba, ocvwiecmBsaBanu om maagu apmucmu mozaBa, ca cbp3anu
cbe ckangaano noBegenue. BnocaegcmBue me3u u3nbAHeHUs ce onpegeAsim
om pazauyHu xygockecmBenu kpumuuu kamo nauaaen cmaguil 8 nosiBama
Ha N'bpPOpMaHC apma.

B mo3u cmucuba nbpdpopmancwym ce onpegeast kamo anapxucmuyna
xygoskecmbBena popma, nvpBonauasrno konuenmyaano 066vp3ana c ugeume
Ha yacm om MogepHume meyeHusi om Hayasomo Ha XX Bek.

[TosiBama Ha cvBpemennama u3pa3zna ¢opma nbvppopMaHc e npegu
Bcuuko caegcmBue om npomuBonocmabsuemo cpewy Bcuuko kaacuuecko
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u mpaguuuoHHo. Cnopeg xygockecmBenus kpumuk Po3ze Auti 'oagbepz
»-NbpPopmancwm Bunazu we 6bge cpegecmBo 3a pazpywabane Ha BestkakBu
ozpanuyeHnus u konBenuuu, cnycHamu Bbpxy xygokecmBenama akmuBrocm..”
(Goldberg, 2001). O606weHnuemo, koemo npaBu 'oagbepz e npocmo:
nbwpdopmancsm ,pynkuyuonupa kamo kamaauzamop npu ¢popmupanemo
Ha HoBu ugeu B uzkycmBomo” (Goldberg, 2001).

HapywaBanemo na npaBusama, koumo 3a6aBsm gunamukama nHa
kyamypromo pa3Bumue, e Bb3moskH0 ga 6bge kpeamuBro u ga gonpunece
3a pazkpuBanemo Ha HoBu 2aegHu mouku, HOBu Bb3mocknocmu, HOBU
nbmuwa. Cmsama ce, ye moBa, koemo npunuunHo Mo>keM ga onpegeAum
kamo ,,aBanzapgno” 8 uzkycmBomo Ha gagena enoxa, ,pa3zuyn6a, npemax0a,
3aauvaBa” zpanuyume, ckoBaBawu pazBumuemo.?

B cayuas npobaembm, Ha kolimo ce cnupame, e BaustHuemo Ha konmekema,
8 kotimo nvppopmancvym 3anouBa ga ce npakmukyBa. Toti € ocobeHo
akmuBen 6 nomoka na mBopueckama ekcnaozust Ha MOgepHUME MevyeHus
ky6opymypuzsm, pymypuzbvm, koncmpykmuBuzbm, gagauzwvm, cloppeasuzbvm
u ompa3jaba cneuuduuyHu acnekmu Ha mexHume konuenuuu. Kakmo e
u3zBecmuo, me ce cmpemsam kbm pazpywabane na kaacuueckume npaBuaa
u ozpanuyerus 6 uzkycmBomo u npegaazam aamepHamuBHu nbmuwa
3a xygokecmBeno mBopuecmBo. B mo3u cMucba, 6e3 ouwie HazBanuemo
~neppopmanc” ga e Basi3a0 6 obpawerue, Beue ca Haauue mBvpge c6ob6ogHume
U HeoZpaHu4eHu HayuHUu 3a HezoBume nposiBaeHus - 2pynoBu apmucmuyHu
u3s6u, cmecBawu B cebe cu pazauuHu uzkycmBa, umnpoBuszauuu Ha skuBo,
npoBokupawiu u ckangaanu noBegenus, uzpobu, kabapemuu u napogutinu
u3N'bAHEHUS U gp.

Tyk we pukcupame mpume ocHoBHu Aunuu, no koumo ce pazBuba u
npakmuky8a nbpdopmancem npe3 nbpBama noaoBuna na XX 6.:

* IIpomuBonocmaBsne: ApmucmuueH npomecm cpewy npaBusama,
HaaokeHu om o6wecmBomo. IIpu mogepHuzma moll e Hati-Beue
2pynoB, Ho nonskoza u unguBugyasen.

* Ekcnepumenmu u couuasnu anzaskumenmu: HoBamopcku mspcenust
8 nocoka Ha cunme3 Ha uzkycmBama. Onumu ga ce npoBokupa
ny6aukama uau ga ce BbB8aeue 3a yuacmue 8 geticmBuemo.

* Cebeu3caegBane: HacouBane kbvm uzcaegBane Ha gvabunume Ha
cobcmBenama ncuxukama.

[Tpe3 nvpBama nosoBuna na XX 6. yacm om geticmBusima Ha MogepHUCIUME

Mozam ga ce onuwam kamo xygokecmBenu noBegenust u akuyuoHuzsm.

2 Cnopeg Hac pagukasnume geticmBust Ha apmucmume He npemax6am HanbAHO U

u3usao 2panugume Ha uzkycmBomo gopu kozamo npecaegbam nogo6Hu HamepeHusl.
Ype3 geticmBusima cu me npocmo 2u pagwupsibam 6 HoBu nocoku.
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Bogewama poast npuHagaesku Ha noemume u xygokHuuume — cAoBomo u
o6pazbm B3aumMHo ce gonbaBam. ABaHzapgHume mbpceHust nbpBoHavasHo
ce ocvwiecmBsBam B noe3zusma c uea ga ce uzkake no HoB emouuoHaseH
HaYyUH guHaMuyHama npomsiHa B Hayuna Ha kuBom Ha o6wecmBomo.
HoBume nauuHu 3a uguumane, gekaamupane, cmpykmypupane Ha gymu ca
acouvuamuBHxu, abcmpakmnuu, koaakupanu, a ne kaacuuecku nogpegenu. B
cAyuast Moske ga ce HanpaBu anansozus ¢ kyouzma u pymypuzma 6 kuBonucma
u koaask.® [Ipu msx ca Haauue pazauuHu 2aegHu mouku, gekoncmpykuus
Ha msAomo, pazkagpoBane na géuwkenuemo, ppazmenmapHo ycewase 3a
Bpeme u npocmpancmBo. Haauue ca onumu ga ce uzo6pazsam ckopocmma u
cBemaunama, kakmo u pazauunu paznagawu ce cmpykmypu u pazoseBauwu
ce AUHUU.

Bynmbm, npomecmbm, ckangaanomo noBegenue, noaumuyeckusam
peBoaloyuonen akmuBu3bm, pagukaaHume o6wecmBenu npoMeHu Mo2am
ga ce uzpazsm Ha Bcuuku HuBa caoBecHo u o6pazHo. ToBa ce ocvuiecmBsBa
ype3 MaHudecmu, croBecHu gekaapauuu, azpecubru geticmBust, pywese Ha
MopaAHu npaBuaa u Hopmu, uznoa3Bane Ha HoBu popmu Ha npe3eHmupaHe...

Ha mo3u eman nsma o606waBaw,o nonssmue 3a me3u gelicmBus u
noBegerust. 3amoBa mogeprucmume ce npugspskam kbm cmapume kaacuuecku
Ha3Banus kamo ,meampaaHa nueca‘, ,gpama‘, ,konuepm®, Ho npomeHsm
cbgbpkanuemo u cmpykmypama um. Teambpsm, makap u ga € cunmesHa
¢dopma, mps6Ba ga ce npomenu, gekoncmpyupa u gobege go abeypg. [Tpu
moBa ce npaBsm onumu 3a npodanuzupane Ha kaacuueckume ¢popmu, kamo
uznbAHeHusIma u3noa3Bam cunmesnu noxBamu om Bapuememo u mlogzukxoaa.

Hmaauancku pymypuzvm

Ha 20.02.1909 2. Toma3zo Mapunemu 06568s6a ,ITepBust manudecm Ha
¢dymypuzma“ u 2o nyb6aukyBa na nvpBa cmpanuua Ha napwkkus Becmuuk
»Pueapo“. Konuenuusma na moBa aBaneapgno meuexue ce ocnoBaBa
Ha 2aegHume mouku 3a cvBpemenHus cBsm Ha Hskoako Maagu noemu u
xygosknuuu. Te gekaapupam namepenuemo cu ga 3a2bpbsam kaacuueckomo
uzkycmBo u ga naBasz3am ¢ nbanu mBopuecku cuau 8 kunsuwus kuBom na
uHgycmpuasHnus 2pag. Caeg mo3u nbpBu Mmanudecm caegbam muoskecmBo
gpyeu, kamo npe3 1910 2. ca ny6aukyBanu ,Manudecm Ha xygoskHuuume
¢dymypucmu” u ,Qymypucmuuna skuBonuc*.

»[IpBusim Manudpecm Ha pymypuzma“ 3anouba c obpbweHue ,go
Bcuuku skuBu xopa no 3emsama‘, koemo npenpawa kbm egHo ,naaHemapHo
MucAeHe’, nosiBuso ce c Bmopama mexnoaozuuna peBoalouust. [Tocaanuemo ne

3 Bwk kapmunume ,I'ocnockuyume om ABunson” (ITukaco), ,['oaa skena, cauzawa

no cmbAbu” (Alowan).
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e omnpaBeno kvM Hauuu, kamezopuyHo pazgeaeHu cnopeg e3uk, mpaguuuu
u noaumuyecka u kyamypsa ucmopus, a ce 6ajupa Ha HagHauuOHaAHA
konuenuus 3a cvrwecmByBanemo Ha xunomemuyHo B3aumHocBbp3aHo,
cBemoBxo o6wecmBo.

B mouka 2-pa Ha manudpecma Mapusemu nocouBa ,cbwHOCMHUME
eaemenmu” Ha pymypucmuyHama noejus - ,kypakwsm, gbp3zocmma u
6ynmbm“. ToBa ca Bce kauecmBa, npucbuiu Ha Maagocmma. B konkpemuus
cayuai cmaBa Bvnpoc 3a nokoaeHue, pogeHo B 3opama Ha Bmopama
uHgycmpuaaHna peBoaloyus, Ho B egHa uzocmanasa 6 ukonomuuecko
omuoweHue Mmaaus. Te3u maagu apmucmu HacouBam cBost 6yHm cpewy
HacaazBanume c BekoBe mpaguuuu u kyamypru kauwema, cBvp3anu ¢
kaacuueckomo uzkycmBo. KakBo o6aue zu BvogyweBsba u obegunsba?

ToBa sicno moke ga ce Bugu 666 Bmopa, mpema uyemBbpma mouka Ha
Mmanudecma. B msax noguepmano cmaBa 6vnpoc 3a penomena ckopocm kamo
cBvp3an npegu Bcuuko ¢ mexnoaozuuHume nocmuwkernus om moBa Bpeme.
HoBume mawunu 3a npugBuwkBane ca ne camo akmyaanu u npakmuuecku
uznoa3Baemu HoBoBbBegerus B Guma Ha 2pagckus yoBek. Te npumeskaBam u
MogepeH ¢adpuueH guzaiid. B mo3u cmucsa Besiko mogepHo npouzBegerue Ha
macoBomo npouzBogcmBo uau uzkycmBomo e gavkro ga 6bge npegcmabeno
8 makcumaano cvBpemenna popma. Mapunemu ampakmuBro noguepmaga,
ye cbBpemennume aBmomobuau ca no-kpacuBu om gpeBrnozpbukama
cmamys Ha ,[lTo6egama om Camompaku®. Om 2aegnama mouka Ha egHa
,MawuHHa ecmemuka“ moBa nHaBspHo e maka u ako nanpabum cpaBuenue
meskgy ,[Tobegama om Camompaku® u ckyanmypama na Ym6epmo bouonu
»=EguacmBenu ¢popmu Ha npomspkHocmma Ha Bpememo 6 npocmparcmBomo”
(1913) sscHo we pa3zbepeM 3awo.

»BpemMemo u npocmpancmBomo ympsixa Buepa. Hue Beue skuBeem B
A6coaloma, mbi kamo Beue cme cb3gaau Bezgecvwama Beuna ckopocm®
- ce kazBa 8 8-ma mouka om manudecma (The Founding and Manifesto of
Futurism, 1991).

Cnopeg pymypucmume cumBoabm Ha MOgepHama enoxa e guHamMu3mMbm,
m.e. ckopocmma, kbm kossmo npu6aBsam u c6emaunama. Te3u gBa pernomena
me onpegeAaam kamo ,HemamepuaAHu“ u om mam uznoa3Banemo um npu
cb3gaBanemo Ha uzkycmBo 6u mpsi66aso ga pazkpue u HezoBama HemamepuaaHa
cbwHocm. Kak o6aue pymypuzmbm e noBausi om noaumuyeckust konmekem
8 nauaaomo na XX 8.?

Touka 9 om manugecma 2aacu: ,Hue we caabum Botinama - eguncmBenama
ucmuncka xuzuena Ha c6ema - Muaumapuzma, nampuomuzma, gecmpykmuBxust
’kecm Ha aHapxucma, xy6aBume ugeu, koumo y6uBam, u npezperuemo kvm
*kenama“ (The Founding and Manifesto of Futurism, 1991).

Hsakoakomo 2ogunu, koumo npeguiecmBam Havaromo Ha [TvpBama
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cBemoBHxa Botina, ca Hacumenu ¢ Boennu cv6umus. B EBpona me ce
pazuepaBam zaaBno Ha Baakanume, HO zoaemume gbprkabu ycuaeno ce
nogzomBsm 3a Ha3zpsabawus Mawaden coabCHK HA usgaama it mepumopust.
Boennume u anmuBoenHume HacmpoeHus ca ecmecmBeHusm (poH,
Ha kolimo ¢ymypucmume popmyaupam ugeume cu. Ako ckopocmma
cumBoauzupa mexHorozuyHama pebBoalouusi, mo azpecusima e cumBoa Ha
Botinama. bezkonmpoanama, guBa azpecus moke ga 6bge konmpupana
ype3 xpucmusinckus Mopaa u HezoBume npabusa u ueHHoCcmMU, a CbWO U
ype3 kyamypama kamo ompajzsBawa mo3u mopaa 8 npou3Begenusma Ha
uzkycmBomo. TTozaegnamo 6 no-mecen naas, skenume (matiku, cvnpyau,
Alobumu) ca me3u, koumo ce onumBam ga cmekuam u npegomBpamsm
uzbauuume Ha Mbkkama azpecust. CaegoBamearo 3a pymypucmume mpume
ocHOBHU npeuku 3a peaauzupaHe Ha ugeume uMm c azpecuBen xapakmep
ca 6yprkoaznusim mopaa, kaacuueckama kyamypa u pemunucmkomo
gBuwkenue. 3amoBa 6 mouka 10 om manudecma sicao ce 3as16s16a nocokama
Ha HamepeHusma uM: ,Hue we pazpywum my3eume, 6ubauomekume, we
BoloBame c Mopaau3ma, ¢ peMuHu3Ma U € UsiAama ymuAumapHa cmpaxaubocm.”

Mapunemu Hapuya Mimaaus ¢ HeliHume XuAsigu My3eu cmpasa ,nokpuma
¢ HeuzopouMu 2pobuwa‘. Ao6aBs cvwio, ue ,...ga ce Bbv3ixuwabame Ha
egHa cmapa kapmuna o3nauaba ga uzaeem uwyBcmBomo cu B nozpebasna
ypHa...“, BMecmo ga 20 Hacouum kvm geticmBust 6 umemo Ha 6bgewemo. C
kaacuueckomo munaro mps66a ga ce npukalouu Begnvok 3a Bunazu, a o6ekm
Ha HoBomo uzkycmBo we e ,6b3ns6anemo Ha wupokume (HapogHu) Macu,
pa3BbanyBanu om paboma, ygoBoacmBue uau 6ynm* Taka 668 Bmopama
yacm Ha MmaHudpecma mockem ga omkpuem kbanoBeme na 3apackgawus ce
HAUUOHAAU3bM.

(Qunaabm xa ITepBust pymypucmuyen maHudpecm e mBbpge noemuye,
HO mps66a ga npuznaeMm, ye npegBewaba egna om BbpxoBume mouku, go
kosimo we goBege guHaMuYHOMO MEXHOAOZUYHO pazfumue:

»..rI3npaBenu Ha Bvpxa Ha cBema, Hue omnpaBsme Hawemo
npegu3BukameacmBo kbm 36e3gume”.

Ako ¢ ,Bbpxa Ha cBema“ Mapunemu moske 6u HeBoAHO acouuupa Hali-
akmyaanume c8emoBrHu nocmwkenus 8 HayuHO-mexHOAOZUYHAMA 06AaCT,
cAyuuau ce okoao 1910 2., mo camo noaoBun Bek no-kbero yoBek npeogoasiBa
3eMHama 2pabumauus u uzauma 3a nps6 nvm 6 Kocmoca.

[Ile cnpem Brhumanuemo cu Bbpxy Hskoako npumepa, koumo gaBam
ocHoBanue ga onpegeaum Hskou om pymypucmkume nposiBu kamo
nbpBoxnavasnu nvpdpopmancpopmu. IIvpBo, 3aw0mo mpygHo mozam ga ce
onpegeasm kamo yacm om Hskoe om kaacuueckume uzkycmBa, u Bmopo,
3awomo me ca npegu Bcuuko onum 3a cunmes Meskgy uzkycmBama.

B nocoka na noaumuuyeckomo npomuBonocmaBste ¢pymypucmume
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uznoa3Bam kamo memogu gupekmuume npoBokauuu cnpsimo ny6aukama,
3aBbpwbBawu MHOZO yecmo cbe ckangaaHu couBanus. Bpvzkama nHa me3u
anapxucmuyHu geticmBus c uzkycmBama e, ue MapuHemu u npusimeaume
My uznoa3zBam kamo omnpaBrua mouka 3a msx npegcma6saus Ha kaacuuecku
npoujBegenusi, cayuBawu ce Ha opuuyuasHu xygokecmBenu cuenu. ToBa
e 2apaHuus, ue we amakyBam egnoBpemenHo makcumaano koauuecmBo
nokaonnuuu Ha kaacuueckomo uzkycmOBo.

Hanpumep Ha 14 cenmeMBpu 1914 2. pymypucmume npeguzBukBam
epaHguo3eH ckangaa 6 ,Teampo Aaa Bepme“ (Muaano), kamo caeg punasa
Ha onepama Ha [TyyuHu ,Momuuemo om 3aamHus 3anag“ Mapunemu
pa3Bs6a umaauanckus mpukoasvop u kpewu ,Aoay ABecmpus!®. Yenopegro
¢ moBa bouonu 3anaaBa aBecmputickomo 3name u naloe Bbpxy Hezo. CaegBa
c6uBane ¢ ny6aukama, a maako no-kwbcHo u ¢ noauvusima 6 musanckama
»Larepus® - em6aeMamuyueH, neuiexogeH nacak ¢ MuokecmBo kadpenema u
MazajuHuema. Taju cueHa e z2apHupaHa cbe cuynBane Ha Bumpunu u macuuku,
npunagawu gamu, pazoumu ¢puzuoHomuu... [IJpomecmsm e noaumuyecku,
HO e u3BbpwieH ¢ anapxucmuyHa sspocm u konkpemna Hacouenocm cpeuwy
go6pume Hpabu u 6ypskoazno Bb3numanue.

B nayaaomo Ha 1910 2. Mapunemu u kpbzbm om maagu aBmopu
okoao Hezo 3anouyBam ga nocmabsam 6 Muaano ,Beuepu Ha pymypuzma“
EcmecmBeno, zoasiMa yacm om 3pumeaume ugBa om alobonumemBo, HO
Hsgkou u ¢ matinama nageskga ga ce Bkalouam 8 nomenuuaanus ckangaa 8
onojuuus Ha pymypucmume.

B gekaamauusima cu, Hapeuena ,A3aH2-my6-mymo6...[imaaug a3 me pywa“
Mapunemu kecmukyaupa, mpona ¢ kpaka, nagaBa kpsicvuu. Miecmunckussm
¢pymypucm cnopeg He2o mpsi66a ga gekaamupa noe3usama cu, kamo cu
cayku egnakBo akmuBno c kpaka u pwvue, u ga cv3gaBa wym ¢ pazauuHu
uHCmMpyMeHmu, 3a ga uzpazu 6ynmoBHama cbuHOCM HA emouuume cu.
[Ty6aukama 20 noguepaBa u Hapuua kaoyH.

[Tpe3 1911 2. mpunaicem noemu, nemuma xygoskHuuu u egud my3ukanm
npegcmabsm 2pynoBo ,Manudecm Ha pymypucmuynama gpamamypeust. Beeku
om msx cu cAyku cbe cBoume uzpaznu cpegemBa, Ho 8 unbanenuemo Beuuko
npomuuya napaseAHo, cbigabaiiku ycewane 3a xaoc, aom mam u 3a ckangaa.
Hewo nogo6Ho e npegcmaBsnemo npe3 1914 2. na npou3Begeruemo ,[leyamua
npeca“ ¢ aBmop Avkakomo Baaa, koemo e cbecmaBeno om zeomempuyHu
*kecmukyaauuu, cunonmuuHa gekaamauus u pymypucmuyeH wyM.

Mgesama na Mapunemu e ¢pymypucmume ga ocbwecmBsm amaka no
Bcuuku ppormoBe na uzkycmBama. C mazu uea ce uznucBam muokecmBo
Manudecmu, koumo o6auvam konuenuyuume 3a npomsiHa Ha uzkycmBama 6
gymu u Aro3yHeu. [Tpakmuyeckume ekcnepumenmu ca 668 Bcuuku o6aacmu -
caoBo, meamsp, cuenozpadus, apxumekmypa, kuBonuc u ckyanmypa, Mmoga,
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manu, kuno, ,paguodonuuer meamwvp“ u gopu ,Qymypucmku Bv3gywen
meambp*, npu kotimo Pugeae Azapu umnpoBu3zupa cbec camosema cu puzypu
68 Bb3gyxa.

3a Hac e BakeH nogxogbm kbm manua, koiimo cnopeg Mapunemu
mps66a ga 6bge ,qyucma 2eomempus” u ,oc606ogen om mumukpus u
cekcyaaen cmumya”. Ileama e upe3 gBuwkenust ukecmoBe ga ce ouepmaBam
6 npocmpancmBomo 2eomempuunu gueypu - ky6o8e, konycu, cnupaau,
kpbeoBe. C egna gyma, nocokama e geticmBusima na yoBewkomo msao
Bugyaano ga ce mexanuzupam. Mau cnopeg A’kuno CeBepunu ¢pymypucmume
Bb3npuemam geticmBumeanocmma kamo mexanuzmu, uyBecmBam ce cskaw
canocmpoeHu om cmomaHa u BcbuHocm ca Hew,o NOgoOHO HA GUOAOZUYHU
MawuHu. 3a ualocmpauust Moske ga nocaysku u3nbaneHuemo Ha maHubopkama
MAkanuna Yencu, 8 koemo ms e o6aeuena 6 nAbmHO npuaenHaA No MIAOMO
1 anymunueB kocmlom, npoekmupan om [Tpamnoaunu. Tanusm i ce cBeckga
go Bubpauuu Ha msaomo, 3acmabawo 6 pazauunu nojzuuuy, ype3 koemo ce
geMoHcmpupa ,Hacaagama om A€mMeHEemo CbC caMoAem®.

[TvpBama ¢aza om cvwecmByBanemo Ha pymypuzma npukalouBa okoro
1914 2. BB BbmpewHume omuoweHus Ha 2pynama ce nosBs8am kpumuunu
nomku kakmo no omgeano mexkgy aBmopume, maka u nepcoHaaHo kbm
Mapunemu nopagu ynpaxkusBanus om Hezo gecnomu3bm. Fimaaus 6auza 6
[T'vpBama cBemoBna Botina u moBa go 20asima cmenen npekpamsiBa 6ypHama
apmucmuyna gelinocm. Caeg Botinama okoao Mapuxnemu ce popmupa HoBa
2pyna, Ho ms gelicmBa no no-pazauyeH HayuH om npeguwiHama. [JponazangHama
1 HacoueHocm ob6aue go 20AsIMa cmeneH ce xapecBa Ha ¢pawucmume u 6
yacmuocm Ha Mycoaunu. Toli nogkpenst pymypuzma u geiHocmume My,
kamo gopu uzguea Mapunemu 8 parz Ha MuHuCcmMbp Ha kyamypama.

Pycku pymypu3om

B Pycus mogepru3zmbm ce pazBuba na emanu, egna yacm om koumo ce
go6auwkaBam go me3u 6 3anagnoeBponetickus aBanzapg. Ho cvwecmByBa
u gpyea yacm, kosmo moske ga ce onpegeau kamo cneyuduuno pycko
g8aenue. B camomo cu Hauaao pyckusm pymypu3bm e ugenmudpuuupan
eguHcmBeHo cbe ckangaaHu apmucmuyHu nposiBu, HO HE cAeg MHOZ0
Bpeme ce ymBubpskgaBa kamo wkoaa u ucmopuuecko gbukenue. IIpegu
Bcuuko mot e peakuus cpewy cmapus peg u uapuzma. [To3uyuume, koumo
3aemMa, ca opuenmupanu 6 g6e nocoku - egnama cpewy noaumuyeckama
cucmema u uzkycmBomo, koemo 51 06caykBa, a gpyeama cpewy ,,6HocHume,
¢ppencku 6ypskoaznu cmunoBe”. B kpatina cmemka pyckusm ¢pymypuzbsm
npeunmepnpemupa umaauanckus 8 xapakmepucmukama my kamo ,,opwkue
cpewy uzkycmBomo Ha MuHasomo'. B mo3u cmucsa Manudecmupa cbBeem
HoBo Bukgane 3a uzkycmBomo u xygoskecmBenume yenHocmu, gocmuzauio
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go yucm akuuonuzwvm. [Tocaegruusim ce uzpazsba 6 napywaBane na ,godpust
Bkyc“ u npoBokupane na ny6aukama. Tst go 2oAsiMa cmeneH ce Bb3npuema
kamo ,,06ekm Ha pymypucmuuno nHacuaue‘. Tyk e Heob6xogumo ga oméeaeskum
uHguBugyasucmuunama kapnaBaanocm 8 noBegeHuemo Ha yacm om
pyckume ¢pymypucmu. Kamo npumep Mozam ga ce nocouyam yAuyHume
uM gemoHcmpauuu, npu koumo Bypalok u gpyzu 6osigucBam Auuama
cu, Kamencku ce pazxoskga o6aeuen 8 kaoyncku kocmlom, a MaskoBcku
napagupa ¢ HekonBenuuonaanama cu kbama skuaemka (Kazakova, 1993).
Te3zu gemoncmpauuu ¢ npaBo Mmozam ga 6bgam onpegeaeru kamo ,,uzkycmBo
Ha noBegenuemo” u MmomuBauusima 3a msx e pa3zscHeHa 6 manudecma
»[1aecHuua no obwecmBenus Bkyc” Baxknomo npu me3u cayuau obaue He
ca HauuHume, ype3 koumo ce uzBvpwBa npoBokayusma, a omkpuBanemo
Ha cbBceM HOoBu makuBa, koumo ga ca akmyaaHu 32 Mmomenma u Hati-Beue
ga HsIMam HuwWo o6wo ¢ uzkycmBomo Ha MuHaAOMO.

[Ipe3 nepuoga mexkgy gecemme u mpuiicemme zoguHu Ha XX Bek
konuenuuume na pyckus pymypuzsm npembvpnsaBam pazBumue. B Aumepamypama
uuzobpazumernomo uzkycmBo npe3 nbpBomo gecemuaemue meHgeHuusima
e opuenmupasa 8 nocoka kvm Bogewa poast Ha AuHusima u naockocmma
u guHamuuHomo uM cvuemaBane. [Ipe3 gBaticemme npuopumem Beue ca
cunme3Hume ¢opmu, Hamupawu no-agekBamua peaauzauust 6 meamdbpa.
menno B meampaanama o6aacm moskem ga omkpuem Hemasko npumepu,
koumo mozam ga ce npuyucasm kvm nvpBoHayasHume nvpdopmancu.

Kamo gBe om msx moskem ga nocouum gpamume ,,Baagumup MasikoBeku®
u ,I[Tobega Hag cabHUEemoO®, npegcmabeHu B ,Casona Ha pymypuzma‘,
nojuyuoHupan 8 nemepo6ypeckus ,AyHa napk® B nvpBama aBmopbm
npegcmabs u napogupa cebe cu, a 66 Bmopama, yutimo aBmop e Asekceit
Kpyuenux, kocmlomume u gekopbvm ca geao na Kagumup MaaeBuu.

B gpyea nocoka ca meampasnume ekcnepumenmu Ha Hstkoako peskucwopu,
mbpcewu HayuHu 3a nocmuezane Ha cunme3 mexkgy uzkycmBama. I[Tpu
msx moxkem ga Bugum kakmo pazpabomBanemo Ha HoBu cueHozpadcku
koncmpykuuu, maka u nbpBume nauenku 3a uzBe’kgane na cucmema 3a
npegBapumeana nogzomoBka Ha ,nvppopmepu’. TatipoB u Arekcangpa
Ekcmep pa3BuBam konuenuus 3a ,cunmemuued meambp*, 6 koimo Bcuuko
nogaesku Ha npeuu3Ho npegBapumeano cmpykmypupane, Bkalouumeano
u Ha BkalouBanemo Ha nyb6aukama B geticmBuemo. MomuBauusima um e
cb3gaBane Ha cunme3Ho npou3BegeHue, koemo ce npomuBonocmals Ha
»6aacmBawus akagemu3zvm®, kakmo u Ha ,cnekyaamuBaume gelinocmu,
kakBamo e skuBonucma... u gemogupanume uHcmpyMmenmu - yemku u 6ou.
[Togo6Ho Ha umaauanckume pymypucmu me 3anouBam ga uznoazBam
eaemenmu om uupka, mlozukxoaa, kykaenust meamwp u gp.

Pannusm pycku aBaneapg 6aecmu c skatpoBo u o6pazro mHozoobpazue. To



€ NAO0g Ha ’keaaHusima Ha apmucmume ga cb3gagam ycewaHe 32 gOMUHUPaHemo
Ha HexygokecmBenu, nbpBuunu emouuonasnu npeskuBsBanust. 3abeaeskumearHo
e, ye 3a ueama e Bnpeznamo u HoBomo mexHuuecko uzkycmBo - kunomo.
[TepBusm puam, kotimo cv3gaBam, e ,Apama 6 kabape N2 13“ B nezo 8 zoasima
cmeneH gokymenmupam exkegneBuemo cu. Ha nogo6ex npunuun e u3zpagex
u caegBawusim ¢puam, kotimo e o3zazaaben ,lckam ga cvom pymypucm®. B
Hezo 2aaBHume poau ca uzuzpaHu om MaskoBcku u uzBecmuust mozaBa
kaoyn-akpo6am Aazapenko.

Pyckuam aBanzapgucmku akuuonu3bm onpegeaeno ce HacouBa kom
HOB npouum Ha omHoweHussma mMeskgy uzkycmBo u peaanocm. Bcuuku
xygoskecmBenu cpegcmBa u konuenuuu 3a mogepto uzkycmBomo ce Bnpsizam
3a npemaxBanemo Ha ,npezpagume meskgy yoBeka u geicmBumeanocmma*
uu3noa3Baremo Ha peaaHOmo npocmpaHcmBo u nbpBuuHume Mamepuaau.

ABanzapgsm B8 Pycus e go 2zoasima cmeneH 06Bbp3aH ¢ AeBume
noaumuyecku mengenuuu, kamo moBa e Bugno om cvwecmBenomo pa3nagase
Ha 2paHuuama mexkgy coyuaanomo u ecmemuyeckomo npomuBonocmaBste 6
geticmBusma my. Owe ky6opymypucmume ce cmpemMsm ga ce pajzpaHuyam
8 nskakBa cmenen om ugeoaozusima Ha umaauanckus ¢gymypu3bm, kamo
He omkaukBam gocmamwbuHo Ha kpatiHo azpecuBrume aneau Ha Mapunemu
npu nocewenuemo My 6 MockBa. Backno BausiHue npu 3aemanemo om msix
Ha AeBu no3zuuuu okazBa OkmomBputickama peBoalouus. 'pynume um 6
nepuoga caeg 1920 2. npuemam em6aemamuyHume HazBanus ,,As16 pponm
Ha uzkycmBomo“ (kbchnume pymypucmu) u ,As18 Ppaanz na uzkycmBomo*
(pagukaanus meamsp Ha OBEPUY). Te ce Bwkgam B poasima Ha ,gessmeau
Ha 6bgewemo’, m.e. me3u, koumo we npomenssm uzkycmBomo B cunxpoux
¢ kapgunaanume couuaanu npomenu. PecnekmuBro ce BkalouBam u upe3
uzkycmBomo cu 8 ocvwecmBgB8anemo um. 3a cvkasenue moBa ce okazBa
mOBbvpge kpambk nepuog, kolimo npukalouBa ¢ ugBanemo Ha CmaauH Ha
Baacm. O6epuymume Xapmc, Begencku, 3a6oaouku u gpyeu ca apecmyBanu
u 3amoyveHu npe3 30-me 2oguHu Ha XX 6.

KoncmpykmuBu3om

[Tpe3 1913 2., 0656s6atiku navaromo Ha ,cynpemamuzma‘, MaaeBuu
ka3Ba, ye npu onuma cu ga ce oc6o6ogu om uzkycmBomo, uzo6pazsabawo
peaanus c6sam, namupa y6eskuwe 66 popmama na kBagpama. ITo cbwomo
Bpeme Tamaun 0651656a géuwkenuemo ,koncmpykmuBuzsm* uncnupupaso
om cbBpemenHus c64m Ha MawuHume u macoBomo npou3BogecmoBo. Tezu
xygokecmBenu ugeu umam nogkpenama na cb8emckama Baacm 8 Aauuemo
Hali-Beue Ha Tpouku.

KoncmpykmuBu3zmbm ce onumBa ga pazpa6omu HoBu xygoskecmBernu
Memogu, onupawu ce Ha Mmamemamuyuecku npunyunu. [Tonsmuemo
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~koncmpykuus“ noayuaBa gBotino 3nauenue. Om egHa cmpana, nog moBa
nonsmue koncmpykmuBucmume paz6éupam mBopueckus npouec, a om
gpyea - kpatinus xygoskecmBen npogykm.

B ma3u nocoka geticmBam mHockecmBo xygosknuuu u peskucvopu. [Tpe3
1916 2. Hukonat: Qopezep, peskucbop, uznoBsagbaw, ugeume na koncmpykmuBu3zma
uAbuU3Ma, BvBeskga B obyuenuemo Ha unbaHuUmMeAume Mmemoga , Tagpuampenak'
[Tocaegnusim ce uzpazsaba 6 npomuuanemo Ha napaseaHa ¢puzuuecka u
ncuxuyecka nogeomoBka. B egno no-kwcHo npou3Begenue na Qopezep,
HapeueHo ,MexanuuyHu manuu’, akmeopume umumupam gBwkeHnusma Ha
MawuHHU eaeMenmu kamo mpancmucuu, koaeaa, mpuoHu u gp.

Apye pexkucvop om moBa Bpeme, Matiepxoag, Bb8eskga caosknu
myamudynkuuonaanu koncmpykmuBucmku pewenust npu opopmsine Ha
cueHuyHomo npocmpancmBo. To e HacumeHo ¢bc cmbabdu, nbp3askuy,
naam@opMu Ha pazauyHu Bucouunu, Bbpmsawu ce koncmpykuyuu u gp.
3abeaekumeano e, yue Maliepxoag onpegeast u3nbsaHumeasume kamo
»-Mawunu 68 geticmBue, koemo npenpawa kvm pymypucmuunus 6v3eaeg
3a yoBewkomo msao kamo ,6uorozuyna mawuHa',

B camomo navano Ha XX 6. 666 Batimap (I'epmanust) apxumekmbm Aspu
Bax ge Beage ocroBaBa yuuauwe 3a npuaosknu uzkycmBa, 8 koemo npenogaBa
ugeu u npakmuku, cBbp3anu ¢ loeenguiua (Hemckus Bapuanm Ha ceuecuoHa).
[Tpe3 1919 2. na cvwomo msicmo ce nocmals Hayaromo Ha wkoaama ,bayxayc*
¢ gupekmop Baamep I'ponuyc u MyamuHauuoHaseH npenogaBameacku cbemag.
Ha I'ponuyc npunagaesku konuenuusima 3a o6egunenue Ha uzkycmBama nog
eguH nokpuB. Toti HanucBa manudecm, 8 kolimo aneaupa moBa o6egunsiBane
ga ce npeBuvpHe B ,kamegpasa na coyuaauzma“. Ho Bce nak akuenmwvbm
8 ,bayxayc* ce nocmaBs Bbpxy uznoa3zBane Ha koncmpykmuBucmku
npusuunu 8 nocoka pazBumuemo Ha cbBpemenen gu3alin. B pamkume Ha
npozpamama e 3aAockeHo u pynkuyuoHupanemo Ha CueHuuHa pabomuAHuUa,
6 kostmo owe 8 Hauaromo e npoBegex nbpBusim yueden kypc no npakmuka,
gob6awkaBawa ce go cvbuHocmma Ha nogeomoBkama Ha nbpdopmepu. Tozu
kypc (ameaue) BkalouBa cmecuua om manuoBu, meampasnu u my3ukaanu
noxBamu. Caeg okoao uemupu 20guHU 32 AUgep Ha ameAUemo € nokaHeH
xygosknukvm Ockap Illaemep, kotimo akuenmupa Ha Buzyaanama cmpauna 6
npegcmabaenusima u oco6eHo Bbpxy cuenozpadusima u kocmlomume. Taka
ce nosBsBa nvpBomo HezoB0 npegcmabaenue ,Puzypasen kabunem-1“ Hsakou
20 onpegeAsm kamo Hew,o cpegHo mexkgy ,nanaupgskulicko cmpeabuwe u
Memadu3zuuna abcmpakuus® VMiznoa3Ban e kabapemen noxBam c sicnama
ueA ga ce napogupa ,,8sspama 6 npozpeca“. Ocoberno BneuamaeHue npabsm
kocmlomume, koumo ca nogo6nu Ha ckyanmypu uau koncmpykuuu,
ob6xBawawiu 6 zoAsiMa cmeneH meaama Ha uznbaHumeaume. HajzBanusma
uM HacoyBam memadopuuro kbm cneuuduunu xapakmepu - ,kapupanus’,
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»CbMHUMeAHUs", ,nbpBuunus’, ,uuzyakoBo msao“, ,Muc Poy3u Peg“ u
gpyz2u nogo6Hu. [Ilaemep npogwakaBa ga pazBuba mo3u cmuaoB nogxog,
HajoBaBatiku npegcmabaenusima ,,pecmuBan‘ uau ,many IIpegcmaBenu ca
»,PecmuBaa Ha Gpagama, Hoca u cbpuemo* (u3noa3Bam ce zpomecknu macku
u kocmlomu), ,Bsa pecmuBar“ (Bcuuku ca ob6aeuenu 6 6eau kocmlomu Ha
mouku, patiema u kapema), ,Memaaen ¢pecmuBaa“ (gekopbm u kocmlomume
ca 60zamo ykpaceHnu ¢ memaaHu eaemenmu). M npu m.nap. manuu Backna
poAs uzpasm eremenmu om konkpemnu mamepuaau. B ,Abcuen manu*
kbm kpatiHuyume Ha manubopa ca npubbp3zanu gbazu AemBu, kpauwiama
Ha koumo ca MonmupaHu kbM pa3zauyHu beau u mouku Ha cuenama. [To
MoOo3u HayuH maHubm npegemabs usiaama cuena kamo o6wa koncmpykuus,
3agBuwkBana om yoBewkomo msno. ITpu ,,Cmbkaenus many manusopkama
e cbe cmbkaeH 2a00yc Ha 2aaBama, kpbembvm i € npucmeznam 6 06pby,
om kotimo Bucsim mHockecmBo cmbkaenu npvuku. Aokamo ce gBuku, ms
6aaancupa u gbpku B8 pvueme cu gpyeu gba cmvkaenu 2aobyca.

Bevwinocm IIaemep BvBeskga B ,,bayxayc” ,Memadu3uunusg manuy', koimo
cnopeg Hez20 e Mukc om pazauyHu nogxogu, 3aumMcmabanu om Bapuememo,
uupka, snonckus meamsp, s8atickusg kykaen meamvp Ha cenkume u MHO20
gpyeu ekzomuunu npakmuku. Bcuuku me ca o6egunenu o6aue Ha 6a3ama Ha
koncmpykmuBucmku npunuyunu - aunetino, 2padpuuno géuwkenue, ycewane
3a obemume B npocmpancmBomo, npecuyane u pagMmuHabane Ha pa3AudHU
naockocmu, ono3zuuuu mexkgy Bu3yasnu paBHuHu u npocmpancmBenu
gbAGOUUHUL

[TokazameaHo e, ye 6 me3u npegcmabaenuss yyacmBam cmygenmu
om wkoaama, koumo Bce owie He ca npodecuonasru manusopu. Camusm
[lIaemep ¢ Bpememo ce uzkywaba ga 3anoune ga yuacmBa kamo u3nsanumea
8 cBoume npegcmabaenusl.

KM mazu o6wia kapmuna mps66a ga gon'banuM, ye egHa Hemanska yacm
om pyckume mogepHucmu cmaBam npenogaBameau 8 wkoaama ,Bayxayc”,
ToBa go 2oasiMa cmeneH e caegcmBue om ¢gakma, ye cv3zgagenama 6 Pycus
npe3 1920 2. anarozuuyna wkosa BXYTEMAC e 3akpuma om CmaauH u me
mbpesam yoeskuwie 8 l'epmanus. Ho u mam caeg ugBanemo Ha Xumaep Ha
Baacm ,bayxayc” e 3akpum npe3 1933 z. [ToBeuemo om npenogaBameaume
emuzpupam 6 CAIII.

Aagauzom

[Tpe3 1916 2. egun anmuBoenexn npomecm B bepaun, opzanuzupas om
Xyzo baa u Puxapg Xloazen6ek, cmaBa noBog 3a Hameca Ha noAuyusima.
ITog yepo3ama ga 6bgam mo6uauzupanu 8 apmusima, géamama emuzpupam
3aegHo ¢ Emu Xenunzc, npussmeakama Ha baa, 8 neympaana IlIBetiuapust.

B Lilopux, 8 ka6ape ,Boamep*, baa, Xloa3en6ek, pymbruckusm noem
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Tpucman Ilapa u aBcmputickusim xygosknuk Xanc Apn ocnoBaBam npe3
cblwiama 20guHa meueHuemo ,Aaga“ TIpe3 gens Xyzo baa uznacs aekuyuu Ha
Bmopus emask na kabapemo, cBbp3anu c umoynama ¢purocodust. Beuep, Ha
nbpBus emak, gagaucmume op2aHuzupam coapema, no Bpeme Ha koumo baa
peuumupa ,cmuxoBe 6e3 gymu u 36ykoBu noemu’, Xenuxzc manuyBa u pajuzpaba
MapuoHemku, ocmaHasume cb3gabam wym u u3zBvpuwbam neoduvaiinu uzpobu
geticmBus, yuecmo goBeskgawu go kondaukmu ¢ ny6aukama.

[Tpe3 1917 2. kabape ,,Boamep* e 3amBopeHo u 2pynama Ha gagaucmume
omkpuBa zarepus ,Kope®, 8 kosmo ce opzanuzupam u3aoskou, BkalouBawu
koaasku, acambaaku u o6ekmu. Kbm getinHocmma um ce npucsegunsaBam
[Tukabus, Mapcea fuko, Pulic u gp. [1pe3 caegBawume 20guHu, U 0COH6EHO
caeg kpas na ITvpBama cBemoBra Bolina, gaga ce pazpacmBa. Ilapa ce
onumBa ga gage maacvk Ha gBukenuemo B ITapuk c nogkpenama na Alowan
u [Tukabus, a nocaegnusim cmumyaupa popmupasHemo Ha gagaucmuyHu
epynu 6 bepaun, Kvoan u XanoBep.

[Tpomecmbm Ha gagaucmume 6 noaumuyecku naaH e HacoueH 0CHOBHO
cpewy Botinama u ycmanoBenume 6ypskoazHu npaBuaa u MOpaAHU UEHHOCIU.
Konuenuusima um 8 kyamypen naas e c6vp3ana ¢ npomuBonocmabsHe Ha
kaacuueckume ¢popmu 6 uzkycmBomo. Te He ca kpumuunu kbm npeguiecmBauwume
2u AumepamypHu wkoAu Npocmo 3awomo 2u uzHopupam. OcHoBHO peazupam
ype3 aHapxucmuyHume Memogu Ha abcypga, npoBokauusima u ckangasa cpewy
uncmumyuuume, npegcmabasiBauwu uzkycmBomo B 6ypskoazromo o6wecmBo.

Ha nps6 nozaeg gagaucmume noBmapsim 6 2zoasima cmeneH ocHoBHama
AuHus B uzsg6ume Ha pymypucmume. Kopennama pazauka meskgy géeme meuerust
ce nposiBs6a 6 noguuuume um cnpsimo Botinama. Ako pymypuzmbm 3as16s06a,
ye we ,crabu Botinama“ u Ha npakmuka nogkpens nauuonasucmuyeckama
MuAumapucmuyHa noaumuka, mo gagauzmbm u3usiao 3aema nayuducmuyta
no3uuus. 3a gagaucmume Bolinama u noaokumeAHOmMo omHoweHue kbm
Hes e u3pa3 Ha ¢paswubust Mmopaa Ha Gypskoa3zusma, naegupauwia, om egHa
cmpata, 3a cna3Bane Ha xpucmusiHckume ueHHOCMU, 2 OM gpyea, nogkpensiwa
MacoBomo uzmpebAaeHue.

3a ga pazbepeM no-gobpe chlHOCmMMa Ha ugeume Ha gagauzma, Mmoxkem
ga ce o6bpHeM kvm egna ,Aekuust Bbpxy gaga“, unecena om Tpucmas Llapa
u ny6aukyBana npe3 1924 2. 8 cnucanuemo ,Mepuy, uzgaBano om Kypm
[IIBumepc B XanoBep.

Owe 6 nauaaomo Ha aekuusma Ilapa 3as646a: ,, Bceku 3nae, ye gaga
e Huwo." [lo-namamubk nogxBbupas: ,Aaga cvBcem He e mogepno. To
e no-ckopo egun Bug Bpbvwane kbm noumu 6ygucmkama peauzus 3a
ungupepenmuocmma.* M nosicusiBa kakBo mouno uma npegBug nog moBa:
»~Aaga e HenogBuknocm u uzkalouBa cmpacmume. Te3zu gymu, pazoupa ce,
3Byuam napagokcaaxo, kamo ce 3Hae, ue gagaucmume yecmo u3zBvpwbam
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aHapxucmuyHu u HacuacmBenu geticmbBus, 3awomo ,,Aaga pazpywata®, Ho
He 6 nocoka HaBbH, a 6 ,camomo cebe cu“. Llapa o6aue nosicus8a, ye moBa
gecmpykmuBxo cbecmosiHue e camo nbpBama ¢aza Ha gagaucmuyHOMO
noBegenue. Kozamo azpecusma ce ujuepnBa, ocmaBa Bvnpocstm ,3a
kakBo?‘, m.e. uma au uzo6wo HsakaksB cmucwa B geticmBusma Hu 6 kuBoma.
OmezoBopbvm My e: ,He! Hama cMmucsa, 3awomo geticmBusma 6 kuBoma
HsMam Havyaao uau kpatl. Bcuuko ce cayuBa no Hanbano uguomcku HayuH.*
Taka ungudpepenmuocmma Ha gaga ce cBeskga go ,Aa = He", uau Bcuuko e
6e33nauenue, Bcuuko e Auweno om cmuchA. B kpatina cmemka cnopeg Llapa
»~Aaga e cbemosHue Ha yma“, koemo cmou omBbg kamezopuume go6po u
310 u BestkakBu gpyeu npomuBonoaosknocmu.

Tyk mpsi68a ga om6eaeskum, ye no omuoweHue Ha uzkycmBomo Llapa
e no cvwus HavyuH gupekmen. Cnopeg Hez2o B mazu o6aacm ,Aaga pegyuupa
Bcuuko go uzHauassa npocmoma... onum6ace ... ga omkpue 3HaueHuemo Ha
gymume, npegu ga 2u u3noasBa...“. Ho 6enpeku moBa ocnoBama na gagauzma
He e B uzkycmBomo, a 6 ,omBpawenuemo”. [Tocaegnomo e npegu3Bukano
om ¢aswubume ugeu, parwubus mopaa, paswubume uenHocmu, koumo
yoBeuecmBomo caegBa npe3 usaama cu ucmopust. BecvwHocm pagukaanocmma
Ha gagau3ma e 8 HezoBus kpaen HUXUAUZBM.

Cloppeaauzom

Onumume Ha Llapa ga ymBbpgu gagau3ma Ha napwkkama cuena 8
Havyaaomo Ha 20-me 2ogunu Ha XX B. omHavaso ca nogkpenenu om Augpe
Bpemon u kpbea okoao nezo. Ho moBa e 3a kpamko. Bpemon e mBvpge
Baacmuya Hamypa u Hasaza 6e3aneaauuoHHo cBoume Bb32aegu 3a uzkycmBomo.
Te ca noBaustHu Hali-Beue om ncuxoanaauzama Ha Qpoiig u pusocodusma
Ha bepzcon.

Om egHa cmpata, cloppeaaucmume ce npugbpskam 6 uzsbume cu kom
agpecuBru popmu - croBecHu uzpu, abcypgucmku nogxogu, U UpauuOHaAHU
geticmBust. Ho om gpyza, nozaegsm um ce HacouBa HaBbmpe kbm nogcb3Hameasume
npeskuBsBanus. Konuenmyaanama naamgopma Ha cloppeaauzma e npegcmabena
om Bpemos 8 gBa manudecma.

B cmamusima cu ,[Tocaegnama cHumka Ha eBponetickama unmeauzeruust”
Baamep Bensimun omb6eas3Ba, ye 6 aumepamypHume npou3BegeHus Ha
cloppeaau3ma He ce 3acsea moakoBa cbhuHocmma Ha Aumepamypama,
koakomo cmaBa gyma 3a ,gemoncmpauuu, A03yH2u, gokymenmu, 6ab¢o0e,
ako wieme 3a ¢paswudpukayuu” (Benyamin, 2022).

[To-namambk bensimun MHO20 mouno onucBa ,,omkpumuemo®, go koemo
gocmuezam noemume cloppeasucmu. Te ca nbpBume, koumo npegycewam
speBoaloyuonnume enepzuu, nosBabawu ce 8 ,ocmapsasomo” - nspBume
dceaeznu Ronempykuuu, nspbume padpuunu czpagu, Hall-parHume cHumku,
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npegmemu, Roumo ca 3anouHasu ga uzue3zbam, cAAOHHU posAU, pokaume
om npegu nem 2oguu, Aokasume 3a cBemcku coupku, om koumo mogama e
3anounasa ga ce ommezaa” (nak mam).

KakBa e Bpb3zkama na Bcuuko moBa ¢ peBoalouusima? bensimus nosicHsBa:
~Hukolt npegu max xe e pazopaa kak Huwemama - He CAMO COUUAAHAMA, HO U
apxumekmyprama, 6egnocmma Ha uHmepuopa, nopodbeHume u nopodBawume
Bewyu — modkce Brezanno ga ce mpaucpopmupa B peBorloyuoren Huxusuzsem*
(nak mam).

[Tpu Bcuuku noaoskenus caoBecHume ekcnepumenmu Ha aBanzapga om
Havasomo Ha XX 6. e mps66a ga ce mucasm kamo 3a6aBaenust Ha 6ynmapcku
HacmpoeHnu Maagesku. HoBamopcmBomo e 3aaockerno om gunamukama Ha
Bpememo u HezoBama omkpuBameacka cneuuduka. Kakmo omo6eas3Ba
Anoaunep, nocmwkenusima Ha Haykama om moBa Bpeme ca MHO20 noBeue
nAog Ha cloppeaaucmuuno, omkoakomo Ha Aozuuecko mucaene.

[Ilo ce omHacst go mpaHcopmayusima Ha AumepamypHume MbpceHus Ha
cloppeasucmume 6 peBoaloyuonnu, bensimun 20 06sicusBa c ,,Bpakgebnocmma
Ha 6yprkoazusima kM Besika nposiBa Ha pagukasna unmeaekmyaana c6o6oga’.
lmenno moBa kapa cloppeasuzmsm ga Bb3npueme kamo cBou aeBume ugeu.
3amoBa motl ce ¢pokycupa 6 noumu Bcuukume cu npou3Begenus Bvpxy
onusHsBawus peBoalouuonen akm ,kolimo e ugenmuuen ¢ anapxucmkust®.

BB ,Bmopu manudecm Ha cloppeasuzma“ (1930) bBpemoHn, Bugumo
pazouapoBan om konpaukmume cu c yacm om cloppeaaucmume, npegaaza
no-konkpemnu xapakmepucmuku Ha cbuwiHOCMMa Ha meyeHuemo. Kamo egna
om ocHoBHume ueau moi nocouyBa HamepeHuemo 3a npegu3BukBane ,...om
unmeaekmyaana u MopaaHa 2aegHa mouka gbaboka kpuza na cv3nanuemo, 6
Hati-o6w, Bug, uue noayyaBaremo uau HenosyyaBaremo Ha mo3u pe3yAmam
Mmoxke ga 6bge onpegeaeHo om HezoBus ycnex uau om ucmopuueckomo my
nopakenue“ (Second Manifesto of Surrealism, 1991: 292).

[Togo6Ho Ha gagau3ma cloppeasuzmbm mpsi66a ga ce nocmalu Hag
npomuBonoaosknocmume, mbii kamo Bpemon cMsma, ye cvwecmByBa
»egHa mouka Ha cb3HaHuemo*, om kossmo me Beue He ce Bb3npuemam kamo
npomuBopeuawyu cu. ,Hageskgama 3a onpegeasnemo Ha mazu mouka“ 6u
mps166aro ga 6bge ocHoBHUsIM cmumyA 3a cloppeaaucmuynama akmuBrocm.

B noaumuuecku naaH e u3zBecmno, ye meueHuemo nbpBoHavarHO
epaBumupa kvm koaabopauus ¢ Komynucmuueckama napmusi, HO He caeg
gbAazo Bpemon e pazouapoBan om nogo6Ho 066bp36ane u Bb3npuema ugesima
3a ,cloppeaaucmuynama peBoalouus”. Toti 06sicHs6a momuBa 3a 3aemManemo
Ha maju camocmosimeAHa no3uuusi ¢ moBa, ye cloppeasu3mbm HIMa Hykga
om npegwecmBernuuu 8 cMucbaa Ha B3emane Ha npumep om u3zBecmHu
ucmopuuecku auunocmu, ,koakomo u Beauku ga uzzaeskgam®. B manugecma
canocovyeHu u ocHoBHume npomubBHuyuu - ,najumeaume Ha pega, Bcuukume
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zoaeMu npuBbpikenuuu Ha ymcmBenomo yegunakBsBane” (nak mam). 3a
no6egama Hag msx mozam ga ce uznoa3Bam BcskakBu cpegemBa, ¢ koumo
ga ce pazpywam 6ypskoazHume ugeaau 3a ,cemeticmBo, poguxa, peauzus‘

Tyk we npunomnum egun enuzog om ,Angaayckomo kyue* (1929) na
Ayuc Bynloea u CaaBagop Aaau, kotimo cam no cebe cu npegcmabasBa
omgeaeH nvpdopmanc. AeticmBuemo ce pa3zBuba B egna noumu npazxa
cmas, 6 kosmo ¢puamoBusm zepotii, noaazatiku HeucmoBu ycuaus, Baauu
HaBbp3anu Ha Bbkema ozpomeH posia, gBe 3akaanu mazapema u gBama
cBewenuuu. Cuenama npenpawia kom Henocuanama skumeticka meskecm,
kosimo cvBpemennusam yoBek e npunygeH ga Mbkue cbe cebe cu - peauzusima,
kaacuueckama kyamypa u moske 6u ynpaBasgBauwu u ynpaBasBanu.

B manudecma, koiimo komenmupame, Bpemon cvw,o u3zbposiBa
pa3znoBugnocmume 8 uzkycmBomo, cpewy koumo ce npomuBonocmaBsm
cloppeaaucmume. Te ca: ,....noemuyeckomo 6e3pazauyue 666 Bcuukume my
¢dopmu... pazBaeuenuemo 6 uzkycmBomo, epygumckume mbpceHust, yucmomo
yMo3peHue, Hue He uckame ga umame Huwo o6wo Humo ¢ maakume, HUmMo
¢ zoAemume necmeAuBuu Ha gyxa“ (nak mam).

Ha npaza Ha mpemomo gecemuaemue Ha XX 6. EpemoH sicno npegcmaBs
aHapxucmuyHama Hazaaca Ha egHa konkpemHa yacm om Maagama UHMmeAueHu s
no omHoweHue Ha obwecmBenama cumyauust. KakBa gpyea 6u mozaa ga
6bge kpatinama ¢gopma Ha nvppopmanca 668 Bpeme Ha 6e3nagesknocm u
omuykgenue ocBen mepopucmuuer akm? I'oaemume npo6aemu, nosiBuau
ce c HaBAuzanemo B enoxama Ha Bmopama ungycmpuaana peBoalouus, si8Ho
€ mpygHo ga 6bgam peuwieHu no ecmecmBexHu HavyuHu, Mmbli kamo usiaomo
obwecmBo e Bnpeznamo B ynuBepcaanama i Mmawuna. B mo3u cmucba
Bpemon 3as6s6a: ,Hati-npocmusim cloppeaaucmuuen akm ce cvemou 6
moBa ga uzaezew Ha yauuama c peBoaBep 8 pvka u ga cmpeasiut Hakbgemo
mu nonagHe 8 mbanama. Kotimo He e umaa none Beguwk 8 kuBoma cu
*keaanue ga c6vpwu no mo3u HauyuH ¢ maju Mmaska cucmema 3a ynukenue
u geticmBaw, kpemenuzwvm, uma cBoemo moyHo onpegeaeHo Msicmo 6 mazu
mwbAna, ¢ kopem Ha Bucouunama Ha gyaomo* (nak mam).

SAKAIOUEHUE

MogepHu3mbm e cBbp3an ¢ peBoaloyuonen nopub kvm npomsina
kakmo 8 MHO20 om o6aacmume Ha ’kuBoma, maka cbwo u 6 uzkycmBama.
[Tvpdopmancvm npu MogepHu3ma Moxke ga ce onpegeau Hai-Beue kamo
apmucmuyeH 6ynm, npekpauBane Ha ycmaHnoBeHu 2paHuu, aHapxucmuyeH
ckok 8 HeuzBecmHocmma, npomecm u m.H. Te3u eMoyuoHasHU u ncuxuyecku
CbCMOSHUS U Hazaacu umam gBe cmpasu.

Egnama e c6abcbk ¢ obwecmBomo, Hecbeaacue ¢ ymBbvpgenume
My ueHHocmu. ToBa e npomecm He caMo apmuCMUuUYeH, HO U COUUAAEH.
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Kaacuueckomo uzkycmBo e neo6xogumo Ha 6yprkoaznama kaaca, kosmo
uma Hy’kga om ycewate 3a paBroBecue, ycmotiyuBocm, HenpoMeHsieMocm
Ha cmamykBomo. HezoBama ucmopust mps66a ga uzeaeckga cmabuana,
mpatina, okoHuameaHo ycmanoBena u ocmotinocmena upe3 npou3begerus,
cmbnuau Ha konkpemua Mopaatna u ecmemuuecka ocHoBa.

[Tbpdopmancwm om cBost cmpaHa ce oka3Ba 6v3mosken uzkas na
npomuBonocmaBsHe cpewy Hasazanemo Ha onpegeseHu konBeHuuu uau
3a nponazaHgupaHemo Ha HoBu ugeu. Toti gaBa Bv3mocknocm 3a BkalouBane
8 o6bwecmBenus kuBom upe3 kpumuka, anaaus, npoBokauus u guckycus,
3aeMaHe Ha AuYHa no3uuus u gp.

HoBamopcmBomo 6 skuBoma B8 mexHoaozuueH naaH e HenocpegecmbBerno
cBbp3ano c mbpcene Ha cunme3Hu popmu Meskgy pazauunume uzkycmBa,
3awomo pazmuBaHemo Ha 2paHuvume Mexkgy msix npegaaza AECHO npuaazawa
ce ¢popmyaa 3a pazpywabarnemo Ha nocmaBenume kaacuuecku ezpanuuy,
HOpMU U npaBuaa.

Hanpumep: BMecmo kaacuuecku meamsvp — cunme3 Ha uzkycmBa nog
¢dopmama Ha Bapueme (kabape). B cayuyas ce mbpcu nogMmsHama Ha egHa
mbBbpga kaacuuecka popma c Helinama cbBpemerHa nonyaspHa u MacMeguiina
aanmepHamuBa - npegcmabaenue, koemo e 3a6aBHo u nenamoBapBawo 6
uHmeAekmyaAHO OMHOWEHUE.

Bb3nukBam Bbvnpocu omHocHO gbabGOouuHama Ha ncuxuvyeckume
npeckuBsaBanus, Ha Heobxogumocmma ga pa3zoepeuwt, ujcaegBaitku cebe cu,
gpyeume Baknu newa om skuBoma, koumo Ha npb6 nozaeg He ca Bugumu.
[TposiBama Ha me3u nopuBu e cBbp3ana c nogcv3HaHuemo, ¢ npomuBopeyuBama
caoknocm Ha unguBuga, ¢ npeogoasiBane om HezoBa cmpaHa Ha peguua
3agbpokawu u nomuckawu pakmopu. Heob6xogumo Au e unguBugsm ga mbspnu
MacoBama Hazaaca u cbecmosiHusima Ha MacoBa ncuxo3a Ha obwecmBomo, ako
mo mbpcu ygo6cmBo 666 Beue ycmanoBenomo u He keaae ga 20 npomens,
3awomo 3acmosim My xapecBa? Ho Bce nak mo e cbemaBeno om omgeanu
unguBugu. Heo6xogumo Au e ungubugyasaHocmume ga ce noguuHsibam Ha
nsikakBo yegrnakBs8ane? OmzoBopbm, om egHa cmpasa, e ,ga‘ 3auomo, ako
Bceku caegBa eguncmBeno cebe cu, Hsma ga e Bb3mockHa opzaHuzauusima Ha
Bcuuku okoao obwa uges, m.e. obwecmBomo Hsama ga mocke ga pynkuuonupa
kamo egxo usiao. Ho nvk 8 mo3u cmucsa obwiecmBomo e aecHo noggaBawo
Ce Ha MaHunyAayuu om cmpasa Ha ynpakusbawume Baacm.

Apmucmbm nvpdopmep e 3aunmepecyBan ga uzcaegBa cebe cu, 3awo0mo
ce mucau kamo camocmosimeAeH u camogocmambueH cBsm, skeaaew, ga
cvwecmByBa cnopeg co6cmBenume cu npabuaa, cbobpazHo coocmBeHomo
cu pazauvue. ToBa 20 nocmaBs anpuopu 8 ono3uuus Ha o6wecmBomo u
HezoBume 3akoHu.
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RECIT ABSTRAIT OU NARRATION SANS RECIT:
W. KANDINSKY, Der gelbe Klang / A. SOLBIATI, Il Suono giallo

Dr. Ivanka Stoianova, Professeur
Département Musique de I'Université de Paris 8,
Paris, France

Résumé: La tradition symphonique occidentale repose sur la présence
de la narrativité qui se définit en tant que diréctionnalité, téléologie ou
processualité construite et cohérente productrice de sens. La ,,composition
scénique” Der gelbe Klang (1912) de W. Kandinsky et la ,vision scénique® Il
suono giallo (2015) du compositeur italien A. Solbiati mettent en évidence,
avec tous les moyens différents a leur disposition, le role de la narrativité
profonde issue de la tradition symphonique dans des contextes multimédia
ot la présence de la parole et, par conséquent, de la signification langagiere
a une importance fort limitée. Cest la gestion téléologique de l'espace-
temps multidimensionnel ou fusionnent mouvement musical, pictural
et chorégraphique (Kandinsky) ou mouvement sonore, mouvement des
personnages et mouvement des décors et des lumieres (Solbiati) qui
définit 'essence-méme de la narrativité profonde a plusieurs dimensions.

Mots clés: Narrativité; narration; récit; directionnalité; téléologie;

symphonisme; Gesamtkunstwerk; composition scénique; art monumental;
symphonie scénique
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ABSTRACT NARRATIVE OR NARRATIVE WITHOUT NARRATIVE:
W. KANDINSKY, Der gelbe Klang / A. SOLBIATI, Il Suono giallo

Dr. Ivanka Stoianova, Professor
Music Department,
University of Paris 8

Abstract: The Western symphonic tradition rests on the presence of
narrativity, which is defined as meaning-producing directionality,
teleology or constructed and coherent processuality. W. Kandinsky's
"scenic composition" Der gelbe Klang (1912) and the "scenic vision" Il suono
giallo (2015) by Italian composer A. Solbiati highlight, with all the different
means at their disposal, the role of deep narrativity stemming from the
symphonic tradition in multimedia contexts where the presence of speech
and, consequently, of linguistic meaning is of very limited importance. It
is the teleological management of multi-dimensional space-time, where
musical, pictorial and choreographic movement (Kandinsky) or sound
movement, character movement and set and lighting movement (Solbiati)
merge, that defines the essence of multi-dimensional deep narrativity.

Keywords: Narrativity; narration; narrative; directionality; teleology; symphonism;
Gesamtkunstwerk; scenic composition; monumental art; scenic symphony

LA NARRATIVITE DANS LA PENSEE SYMPHONIQUE

La grande tradition symphonique occidentale classique et romantique
repose sur I'élaboration de structures constitutives du niveau profond qui
définissent la présence de la directionnalité, de la téléologie comme constante
formelle productrice de sens. Reprenons la définition de la narrativité par
le sémioticien A. J. Greimas, la définition, peut-étre la plus générale, mais la
plus proche de l'essence-méme de la composition musicale : « Dans le projet
sémiotique qui est le notre, la narrativité généralisée - libérée de son sens
restrictif qui la liait aux formes figuratives des récits - est considérée comme
le principe organisateur de tout discours. /.../ Les structures narratives
peuvent étre définies comme constitutives du niveau profond du proces
sémiotique. » (Greimas, Courtes, 1979: 249).

La narrativité en musique se définit avant tout en tant que diréctionnalité,
téléologie ou processualité construite et cohérente. Rappelons qu'en francais,
en italien, et en d’autres langues, peut-étre aussi, le mot « sens » signifie
aussi sensation, direction et signification. La dimension sensible, puis la
directionnalité - c'est-a-dire la narrativité profonde - sont inhérentes a
la production du sens en musique.
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Deux points de vue peuvent étre distingués dans la prise en considération
de 'enchainement que 'on appelle en narratologie « parcours narratif » : un
point de vue « linéaire » ou « syntagmatique » et un point de vue « logique
» ou « paradigmatique » (Hénault, 1979: 145-147). En musique, le point de
vue linéaire suppose l'analyse des événements sonores dans leur continuité
micro-structurale, tandis que le point de vue paradigmatique repose sur
I'étude des relations et des transformations a distance dans le temps au
niveau de la macrostructure.

Le narrativisme symphonique dans le contexte de la musique classique
et romantique recouvre la mise en séquence de composantes formelles
distinctes, comportant des traces du travail compositionnel - des répétitions
a distance, des opérations déductives, etc. - qui facilitent la lisibilité lors de
I'écoute et rendent possible la mémorisation et la saisie de I'ceuvre en tant
que totalité cohérente par l'auditeur. La narrativité est inhérente a I'ceuvre
tonale avec ou sans texte, avec ou sans programme littéraire explicite
ou sous-jacent. Elle n'équivaut pas simplement a un continuum sonore
syntagmatique, mais recouvre obligatoirement des relations intensives,
immédiatement et a distance, et une évolution symphonique orientée :
autrement dit, un geste formel énergétique, directionnel, téléologique,
élaboré a I'époque du classicisme en relation étroite avec la directionnalité
inhérente au fonctionnalisme harmonique du systeme tonal.

La processualité de 'ceuvre musicale avec ou sans texte semble étre liée
ason déroulement dans le temps. Simultanément, la nature temporelle de la
musique impose l'aspect architectonique ou la force structurante qui permet
de percevoir 'ensemble de I'ceuvre en tant que forme unifiée, cohérente
et close. - D'oti les procédés compositionnels visant a stabiliser dans la
mémoire de lauditeur les impressions auditives fugitives s'évanouissant
inévitablement dans le silence et dans l'oubli.

Les procédés compositionnels permettant la saisie de I'aspect
architectonique - statique, paradigmatique - de I'ceuvre musicale sont avant
tout les schémas historiquement établis, les hiérarchies d'ordre formel, mais
aussi dordre harmonique et tonal, métro-rythmique, d'orchestration ou de
type de texture, puis les symétries structurantes ou les arcs organisateurs
a distance dans le temps, la dynamique préméditée des différentes phases
dans la structuration des processus thématiques, tonals et harmoniques,
les répétitions a distance littérales ou modifiées, qui sont le facteur le plus
puissant de discontinuité et de découpage du flux sonore et, par conséquent,
de mémorisation et de lisibilité pour l'auditeur.

Les relations étroites entre musique et littérature, donc entre son et
verbe ont marqué toutes les théories de la signification musicale depuis leurs
débuts jusqu'a maintenant. Toute signification musicale est systématiquement
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réduite aux similitudes avec le récit, avec la narration littéraire. La tradition
de la musique occidentale dite « absolue », c'est-a-dire sans texte, et plus
encore les productions artistiques des avant-gardes de la premiere moitié du
XXe siecle, marquées sommairement par 'avenement de I'abstractionnisme,
mettent en échec la tendance surannée a réduire le sens ou la signification dans
une multitude d’activités artistiques abstraites aux préceptes linguistiques.

La « composition scénique » Der gelbe Klang (1912) de W. Kandinsky
(1866-1944) et sa réplique récente, la « vision scénique » Il suono giallo (2015)
du compositeur italien Alessandro Solbiati (1956) mettent en évidence le
role de la narrativité profonde issue de la tradition symphonique dans des
contextes multimédia ou la présence de la parole et, par conséquent, de la
signification langagiere ont une importance fort limitée. Et les différentes
modalités d’analyse d’inspiration linguistique saverent dans ces contextes
pratiquement inadapteées et tres peu utiles.

W. KANDINSKY, DER GELBE KLANG

Pres de 80 ans apres sa mort, W. Kandinsky est considéré universellement
comme l'initiateur et le premier théoricien de I'art abstrait : celui qui le premier
renonce a la figuration, a la représentation du monde, au figuratif, au récit. Sa
conception de « I'art monumental », a la suite de celle du Gesamtkunstwerk
de Wagner, repose sur I'interaction de tous les arts, excepté la littérature ou
avec une participation tres limitée de l'art poétique : C'est « la composition
scénique » qui sera, d’apres lui dans Du Spirituel dans lart, ouvrage terminé
en 1909 et publié en 1911, « la premiere ceuvre de 'Art monumental » : « La
composition scénique comportera tout d'abord ces trois éléments :

1. mouvement musical,

2. mouvement pictural,

3. mouvement chorégraphique. » (Kandinsky,1989: 183).

La définition du peintre frappe d'emblée par I'accent explicite sur le
mouvement, par la premiere place attribuée a la musique et par 'absence
troublante de la parole qui a nourri des siecles de pratiques et de théories
musicales, mettant en jeu la relation primordiale entre texte et musique. «
De méme que les deux éléments principaux de la peinture (forme graphique
et forme picturale) menent chacun une vie indépendante, s’exprimant
par leurs moyens propres et uniquement par ceux-ci, et de méme que la
composition en peinture nait de la combinaison de ces éléments, de leurs
propriétes et possibilités, de méme la composition sur scéne sera possible
grace al'action concordante ou discordante des trois mouvements indiqués
ci-dessus » (Kandinsky,1989: 183).
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MOUVEMENTS

Pour Kandinsky, « La vie spirituelle, a laquelle I'art appartient et dont
il est I'un des agents principaux, est le mouvement compliqué, mais certain
et facilement simplifiable, vers I'avant et vers le haut. C'est le mouvement
méme de la connaissance qui, quelque forme qu’il prenne, garde le méme
sens profond et le méme but » (Kandinsky, 1989: 58).

Rappelons que le deuxieme chapitre de Du Spirituel dans lart est
intitulé « Le mouvement » : c’est le mouvement, justement, qui unifie
musique, chorégraphie et peinture, en s'appropriant les dimensions temps
et espace dans la « composition scénique ». Et Der gelbe Klang repose sur
linteraction des mouvements spécifiques de ces trois arts qui s'enrichissent
mutuellement.

Kandinsky qui apprend la musique des l'age de 8 ans - piano, puis
violoncelle - voue une admiration forte a I'art des sons. Car pour lui, « la
musique est I'art qui utilise ses moyens, non pour représenter les phénomenes
de la nature, mais pour exprimer la vie spirituelle de I'artiste et créer une vie
propre des sons musicaux » (Kandinsky,1989: 96). La musique, échappantala
nature comme modele, est libérée de la nécessité de puiser dans le monde
extérieur les formes extérieures a son langage.

Alarecherche de son art abstrait, Kandinsky est fasciné par la composition:
« Ce mot agissait en moi comme une priere. Il me remplissait de vénération
» (Kandinsky,1995: 105). Pour lui, « Le contenu d’'une forme s'exprime par
la composition, c'est-a-dire par la somme intérieurement organisée des
tensions voulues » (Kandinsky,1991: 36). Il parle de « compositions simples
», celles subordonnées a une forme simple » qu'il appelle « compositions
mélodiques » (Kandinsky,1989: 199) et de « compositions complexes »,
celles « constituées de plusieurs formes, elles-mémes subordonnées a
une forme principale, précise ou estompée » qu'il appelle « composition
symbolique » (Kandinsky,1989: 200). Le cheminement de l'artiste vers les «
compositions symphoniques », autrement dit vers l'abstrait, seffectue en
trois étapes distinctes : des images Impressions, produites sous '« impression
directe de la « nature extérieure », a travers les images Improvisations qui
sont des « expressions, principalement inconscientes et pour une grande
part issues soudainement des processus de caractere intérieur », vers les
Compositions ou « la raison, le conscient, I'intentionnel, l'efficacité jouent un
role prédominant » (Kandinsky,1989: 203). « La composition symphonique »
est considérée comme le sommet formel de la recherche novatrice de I'art
abstrait. Dans l'art de la composition, contrairement a « l'art virtuose », «
I'ceuvre nait pour la plus grande part ou méme entierement « de l'artiste
», comme cest le cas pour la musique depuis des siecles. De ce point de
vue, la peinture rejoint la musique et toutes deux ont une tendance de plus
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en plus grande a créer des ceuvres « absolues », cest-a-dire des ceuvres
parfaitement « objectives » qui, comme les ceuvres de la nature, naissent
« d’elles-mémes » d’'une facon purement conforme a la Loi, comme des
étres autonomes. Ces ceuvres se rapprochent davantage de l'art qui vit « in
abstracto » et sont peut-étre seules susceptibles d'incarner cet art existant
« in abstracto » dans un avenir indéterminé » (Kandinsky,1995: 126).

Kandinsky portait une admiration mesurée et lucide a R. Wagner et la
musique a programme littéraire ne l'attirait guere (Kandinsky,1989: 84). «
Wagner a besoin de la parole comme moyen de narration, ou pour exprimer
sa pensée » (Kandinsky,1981: 256). En plus, il a completement ignoré les gestes
scéniques et les formes picturales des décors, laissés au libre choix de metteurs
en scene et de décorateurs. Le livret opératique wagnérien est, a son avis,
une dimension fondamentalement extérieure a la musique. « En répétant une
seule et méme émotion extérieure sous deux formes différentes (textuelle
et musicale, IS), Wagner chercha a obtenir 'amplification des moyens, et a
donner aux effets produits des dimensions monumentales. Sa faute fut de
considérer qu'il disposait d'un moyen universel. En réalité, ce moyen n'est
qu'une des possibilités de I'art monumental » (Kandinsky,1995: 254).

Wagner avait cherché le parallélisme de la parole et de la musique.
Scriabine voulait accroitre I'effet du son musical par I'effet de la couleur
correspondante. Mais pour Kandinsky, ce parallélisme, méme apte a amplifier
I'action d’'un art, n'est qu'une tentative élémentaire et ce n'est qu'une des
possibilités infinies. Dans sa « composition scénique », il envisage des
interactions multiples, souvent puisées a la musique : opposition, contraste,
action alternée des différents éléments isolés, utilisation de I'autonomie totale
de chacun d’eux et leurs évolutions indépendantes, mais aussi simultanées et
interconnectées (Kandinsky,1989:184). « On en vient finalement a 'unification
des forces propres de différents arts. De cette unification naitra avec le
temps l'art que nous pouvons déja entrevoir, le véritable art monumental »
(Kandinsky,1989: 99).

La recherche du « compositionnel » a naturellement conduit au «
renoncement a la surface » (Kandinsky,1989: 167). Apres 'avenement du
cubisme, Kandinsky a multiplié et diversifié¢ les moyens pour échapper a la
surface plane du tableau en I'exploitant comme un espace tridimensionnel. «
La minceur ou I'épaisseur d'une ligne, I'application de la forme sur la surface,
la superposition d'une forme a une autre, sont des exemples suffisants
de l'extension de l'espace par le dessin. La couleur offre des possibilités
analogues, car elle peut, convenablement appliquée, s'avancer ou reculer,
tendre vers l'avant ou vers l'arriere, faire de 'image une essence flottant en
l'air, ce qui équivaut a une extension picturale de I'espace » (Kandinsky,1989:
168). Cette extension s'effectue a travers le mouvement : tous les éléments
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a disposition sont mobilisés en conformité avec la nécessité intérieure. Et
« La combinaison des deux extensions (du dessin et de la couleur, IS), en
consonance ou en dissonance, est un des éléments les plus puissants et les
plus riches de la composition graphico-picturale » (Kandinsky,1989: 168).

Toutes les formes - cercle, triangle, carre, losange, trapeze et les
innombrables autres formes non géomeétriques, toutes égales en droit dans
le royaume de l'abstrait - agissent difféeremment en fonction de la direction
dans laquelle elles sont orientées, c'est a-dire en fonction de leur mouvement
(Kandinsky,1989: 114-115). Associées a des couleurs, les formes abstraites
obtiennent des résonances variées. Le changement de I'environnement
d’'une méme forme, sa combinaison avec d’autres, son orientation différente,
la variabilité de 'assemblage des formes, ainsi que la variabilité de chaque
forme jusqu'au plus petit détail, I'aimantation ou la dislocation des formes
isolées, la combinaison du rythmique et de l'arythmique, du géométrique et
dunon-géométrique - tous ces procédés cherchent a introduire et intensifier
le mouvement sur la surface plane et de permettre un contrepoint graphico-
pictural a plusieurs dimensions.

La théorie de « la couleur en tant que son » (Kandinsky,1989: 185)
repose aussi sur idée du mouvement. « Le fil conducteur est la relation de
la couleur avec 'ame humaine et cette relation est avant tout mouvement.
Cest la scénographie de I'ame » (Kandinsky,1989: 35) qui cherche a fixer sur
la toile le « choeur de couleurs » (Kandinsky,1995: 27). Les couleurs sont des
sonorites : « On distingue pour chaque couleur quatre sonorités principales
:elle peut étre I. chaude et en cela 1. claire ou 2. foncée, ou II. froide en méme
temps 1. claire ou 2. foncée. D'une maniere tout a fait générale, la chaleur ou
la froideur d’'une couleur est une tendance au jaune ou au bleu. Cest la une
distinction qui sSopere pour ainsi dire sur le méme plan, la couleur conservant
sarésonance de base, mais cette résonance de base devient de son cote plus
matérielle ou plus immatérielle. C’est un mouvement horizontal allant vers le
spectateur, tendant vers lui, alors que le froid s'en éloigne » (Kandinsky,1995:
138). Le peintre s'appuie, bien siir, sur ses perceptions personnelles et il est
parfaitement conscient du fait que cette expérience n'est pas généralisable
sur tous les spectateurs. Mais elle est essentielle pour son travail. Ce sont,
évidemment, la vibration et le mouvement qui rapprochent I'¢élément pictural
au mouvement du son évoluant dans le temps. Réunis sur scene, dans
I'espace de la « composition scénique », ils obtiennent nécessairement la
tridimensionnalité de toute la signification.

Kandinsky est convaincu que « la nouvelle danse » - celle libérée du
poids de la tradition chorégraphique avec ses éternels récits amoureux - «
estle seul moyen d’exploiter totalement tout le sens intérieur du mouvement
dans le temps et dans Uespace » (Kandinsky,1995: 181) en surmontant les
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évolutions trop abstraites du son musical seul. Cette danse du futur est en
quelque sorte sa peinture devenue tableaux vivants sur scene qui épousent
I'évolution temporelle de la musique, les gestes-dessins des personnages et
les vibrations colorées des décors et des costumes.

MOT, TEXTE, LITTERATURE

Pour Kandinsky, I'art est fondé sur « une nécessité fondamentale exprimer
I'Essentiel Intérieur » (Kandinsky,1995: 52). « Les mots sont et resteront
simplement des indications assez extérieures des couleurs » (Kandinsky,1995:
161). Les sentiments fins, les vibrations subtiles n'ont pas de nom, les émotions
«des plus délicates ne peuvent pas sexprimer par nos mots » (Kandinsky,1995:
54). D'ou la présence limitée du texte et 'absence du récit dans son projet de
la « composition scénique ». Le scénario pour Der gelbe Klang ne comporte
que deux textes poétiques, assez abstraits et relativement courts a mettre
en musique, a faire chanter par des personnages. Le reste du texte dans le
Prologue, les 6 tableaux et 'Epilogue décrit les mouvements, les personnages
agissant sur scene, les couleurs, les lumieres et les sons.

A Tépoque de son engagement resolu dans la voie de l'abstraction,
Kandinsky se rend compte aussi de l'insuffisance du mot pour nommer ses
ceuvres. Son cheminement de la peinture sur verre sur le theme du déluge
avec différentes formes figuratives (nus, arches, animaux, palmiers, éclairs,
pluie, etc.) vers la Composition VI qui renonce au figuratif et sur laquelle il
travaille pendant un an et demi lui permet de se rendre a I'évidence que le
mot avec signification précise devient inutile : « Tous les éléments, et méme
ceux qui se contrarient, ont atteint un parfait équilibre intérieur, si bien
quaucun élément n'a la prépondérance, que le theme qui a inspiré le tableau
(déluge) se dissout et se métamorphose en une essence intérieure purement
picturale, autonome et objective. Rien ne serait plus faux que d’étiqueter
ce tableau sous le titre de description d'un événement » (Kandinsky,1995:
138). Une « composition » - c’est-a-dire une nouvelle structure, abstraite
celle-ci - vient apres la « grande destruction » de l'objectif, de l'extérieur, de
I'événementiel. Elle vit, un peu comme la musique absolue, « dans I'isolement
de la sonorité » (Kandinsky,1995: 138) et la présence de la parole y devient
étiquette inutile et méme nuisible'. La parole, tout comme « 'objet en tant
quélément indispensable du tableau », est déja, pour Kandinsky, définitivement
« discréditée » (Kandinsky,1995: 97). Rappelons sa démarche consistant a

! Le mot, comme 'objet, empécherait le spectateur de se promener librement dans

le tableau, de « se fondre dans le tableau en s'oubliant lui-méme » (Kandinsky,1995:
109). Et de ce fait, il ne pourrait plus véritablement percevoir et développer plus loin sa
sensibilité et son imagination.
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« dissoudre » I'événement, a faire s'‘évanouir l'objet, 'extérieur, le concret :
son motif bien-aimé de la troika russe, utilisé dans plusieurs dessins des le
début de sa production, se réduit autour de 1912 en « trois lignes paralleles
qui se recourbent vers le haut » (Kandinsky,1995: 139). L'évitement de la
parole va de pair avec 'évanouissement de l'objet.

Alarecherche de son art monumental, Kandinsky se propose de stimuler
I'imagination du spectateur, d'éduquer, de perfectionner sa sensibilité,
d’enrichir son imagination. « Le spectateur s’habituera peu a peu a des
perceptions abstraites et finalement cela constituera un entrainement de
ses sens a percevoir une action abstraite sur scene, action qui sera ressentie
dans les profondeurs par une ame réceptive. Alors deviendra possible la
perception d’'une action purement scénique qui ne sera pas assaisonnée
du récit d'une action réelle tirée de la « vie » réelle. Loeuvre scénique aura
la possibilité d'étre autonome et libérée des problemes quotidiens de la
vie, problemes politiques, éthiques, amoureux, et elle n'éveillera pas chez
le spectateur des sentiments joyeux ou tristes et de réflexions au sujet de
la destinée des personnages » (Kandinsky,1995: 81).

LE TRIANGLE SPIRITUEL

La recherche artistique de Kandinsky répond aux « lois de la nécessité
intérieure, que I'on peut tranquillement appeler spirituelles » (Kandinsky,1995:
136). Tout en renongant a la directionnalité littéraire, il est fasciné par la
directionnalité de la composition symphonique avec sa téléologie abstraite,
profonde. Ses ceuvres et sa théorie esthétique confirment aussi une autre
directionnalité, ascensionnelle celle-ci: la directionnalité du « grand Triangle » :

L'ceuvre d’art doit servir « le mouvement ascendant » (Kandinsky,1995:
64). Kandinsky est a la recherche de la subjectivité transcendantale, du point
fragile de la rencontre entre I'individu et I'universel. Lavant-garde ouvre le
chemin : C'est comme dans ce « triangle spirituel » ot 'homme seul, a la
pointe du triangle, va assumer le progres a accomplir. Kandinsky revient
souvent a cette idée du « grand Triangle » « divisé en parties inégales, la
plus petite et la plus aigué dirigée vers le haut - un assez bon schéma de la
vie spirituelle. Plus on descend, plus les sections du Triangle sont grandes,
larges, spacieuses et hautes (Kandinsky,1995: 61)». Et « Il n'y a parfois a
I'extréme pointe du Triangle quun homme seul » (Kandinsky,1995: 62), un
homme « doué d'une mystérieuse puissance de vision » qui « voit et montre
la route » (Kandinsky,1995: 59). « Il voudra parfois se débarrasser de ce don,
qui, souvent, lui pese comme une croix. Il ne le pourra pas. Malgré le mépris
et la haine, il traine a sa suite sur le chemin encombré, vers le haut, vers
l'avant, le lourd chariot de 'Humanité » (Kandinsky,1995: 59). Souvent, « Le
public, resté en arriere, regarde sans comprendre, perd tout intérét pour
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un tel art et lui tourne tranquillement le dos » (Kandinsky,1995: 66). Mais
malgré cela, « le Triangle n’en continue pas moins a avancer et a monter,
lentement, sirement, avec une puissance irrésistible »* (Kandinsky,1995: 66).

A plusieurs reprises, dans Du Spirituel dans lUart et dans Regards,
Kandinsky cherche a décrire le mystérieux processus de la création, la
nécessité impérieuse d’ « avancer et monter » dans son art. Il nous a laissé
plusieurs « variations » fort différentes sur ce méme sujet. Et qui fondent
toutes une narrativité, cest-a-dire une téléologie aboutissant - apres heurts,
détours, hésitations, déceptions, souffrances, désespoirs, renoncements,
etc. - a la naissance de 'ceuvre :

«Alabase il y ales éléments suivants : harmonie des masses paisibles
entre elles, paisible mouvement des parties, /.../ mouvement acéré /.../,
contradiction dans les deux directions /.../,harmonie des masses /... /, contraste
entre les formes /.../, débordement des couleurs, primat de la résonance des
couleurs sur celle de la forme, dissolutions. » (Kandinsky,1995: 134)

Rappelons aussi sa description du processus de la recherche menant
vers l'ceuvre absolue : « Lutte des sons, équilibre perdu, « principe » qui
tombent, roulements de tambour inattendus, grandes questions, recherche
apparemment sans but, impulsions apparemment déchirées et nostalgie,
chaines et liens rompus, en renouant plusieurs en un seul, contrastes
et contradictions — voild notre harmonie. Fondée sur cette harmonie, la
composition est une construction de formes colorées et dessinées, qui
existent indépendamment en tant que telles, procédant de la nécessité
intérieure et formant, par cette vie commune ainsi créée, un tout que l'on
nomme tableau. » (Kandinsky,1989: 165)

Et voici la variation sur le méme sujet, cette fois-ci concernant I'ceuvre
scénique de l'avenir : « Sur les chemins complexes de ce nouveau royaume, qui
se présentent au pionnier traversant de sombres foréts vierges, franchissant
des gouffres vertigineux pres de cimes désolées ; longeant des abimes sans
fond et s'enchevétrant en un réseau inextricable, c’est toujours le méme
guide infaillible qui le conduira - le principe de la nécessité intérieure »
(Kandinsky,1989: 184)

A. SOLBIATTI : IL SUONO GIALLO
Lopéra en un acte Il suono giallo (2015) d’A. Solbiati (1956)* d’'apres la
composition scénique Der gelbe Klang (1912) de W. Kandinsky, commande du

2 Lidéalisme, le mysticisme, I'orthodoxie chrétienne chez Kandinsky sont influencés

par la théosophie de H. Blavatsky a qui il voue une véritable admiration a cette époque.
(Kandinsky,1995: 66)

3 A. Solbiati, Il Suono giallo, Sugar Music - Suvini Zerboni, Milano, 2015.
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Teatro Comunale di Bologna pour la saison 2014-2015, a été créé en 2015 au
Théatre Communal de Bologne sous la direction de M. Angius avec la mise
en scene de Fr. Ripa di Meana. Leeuvre a obtenu le prix Abbiati de la Critique
musicale italienne pour la meilleure création opératique de 'année 2015.

La structure globale de l'opéra suit celle du Der gelbe Klang de Kandinsky
: Toeuvre est constitué aussi de Prologue, 6 tableaux et Epilogue, reliés par
7 courts Intermezzi orchestraux (dont la durée est entre 1 min. 40” et 2 min.
30" la maximale étant celle de I'Intermezzo V entre les tableaux IV et V).
Il n'y a pas de hasard, bien siir, dans le fait que le compositeur dénomme
ses scenes « tableaux », exactement comme Kandinsky. Ce sont aussi des
tableaux relativement courts - a durée entre 5 et 13 min., le tableau le
plus long étant le Tableau V - le tableau de la danse, avec la texture la plus
mouvementée et fournie.

Les personnages principaux, inspirés, bien-sir, du projet de Kandinsky,
sont les 5 Géants (soprano, mezzo-soprano, ténor, baryton et basse). Le
compositeur utilise aussi un petit choeur mixte sur scene, un grand choeur
mixte hors scéne, mais qui doit étre tout de méme visible, l'orchestre par
3 dans la fosse, cordes : pas moins de 12-10-8-6-6, harpe, piano et deux
percussionnistes jouant de nombreux instruments.

Inspiré par « l'art monumental » de Kandinsky, Solbiati cherche un
déploiement spatial de tous les dispositifs : Il souhaite placer le grand choeur
- qui est 'observateur et le commentateur privilégié auquel est confié le
premier poeme de Kandinsky donné dans le Prologue?, puis tout le second
texte en prose - au fond de la scéne, derriere un rideau qui le dissimule
pour le public. Un cheeur plus petit évolue sur scéne avec les cinq chanteurs
solistes qui assument aussi les roles des Géants. Lorchestre dans la fosse
change souvent de densité et de texture : Ainsi, dans le tableau IV ou seul
I'Enfant (soprano) est sur scene, l'orchestre est drastiquement réduit presque
seulement au quatuor a cordes. Le compositeur prévoit aussi des possibilités
d'intervention d'instruments (ou de groupes d’instruments) depuis différents
endroits de 'avant-scéne aux moments d'« éclaircies » ou de raréfactions
importantes de la texture orchestrale. Il opte pour le mouvement vivant,
c'est-a-dire pour le placement diversifié des sources sonores sans utiliser
les possibilités technologiques de la spatialisation actuelle. Lespace musical-
scénique flexible de Il Suono giallo se modele dans l'interaction de deux
textes, de deux évolutions scéniques, de zones avec le grand cheeur, avec
le petit choeur, avec solistes et de zones purement instrumentales pour
I'orchestre symphonique ou pour petites formations.

4 Le souhait de Kandinsky dans Der gelbe Klang est que ce cheoeur chante derriere

la scéne.
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LE TEXTE

Pour I'élaboration de son livret, Solbiati utilise deux textes différents
de Kandinsky, fragmentés et disposés relativement librement a l'intérieur
de I'ceuvre : d'une part, un texte poétique - les deux poemes, du Prologue et
du tableau IT du Der Gelbe Klang de Kandinsky (Kandinsky,1981: 270-271) - et,
d’autre part, des fragments d'un texte en prose, celui d'une note manuscrite,
ajoutée par Kandinsky a son essai Uber die Mauer / Au-dela du mur, note qui
a été reprise uniquement dans I'édition des ceuvres complétes de l'artiste
(Kandinsky,1998: 195).

Des le début de son travail a partir du Der gelbe Klang, le compositeur
se rend a I'évidence qu'il doit tenir compte d'une multitude d'indications,
parfois contradictoires, concernant la scéne, le mouvement, les présences,
les personnages, les lumieres, les couleurs et la musique. Il élimine plusieurs
passages pour réduire le texte a I'essentiel. Il ne s’agit aucunement de
composer un livret textuel pour mettre des mots de Kandinsky en musique,
mais de partir d’'une « vision scénique globale, en renforcant l'intention
narrative, fit-elle abstraite, »°.

« La premiere chose qui m’a fasciné dans Der gelbe Klang, au-dela de
son langage et ses images mystérieuses en partie indéchiffrables, c'était le
parcours vers une lumiere calme et enveloppante qui est présent, d’ailleurs,
dans plusieurs de mes pieces »5. Laffinité profonde avec Kandinsky définira
cette trajectoire vers la lumiere, non évidente a la premiere lecture du texte
du Der gelbe Klang. En effectuant la réduction synthétique de ce texte, Solbiati
découvre son intention narrative et établit le « parcours des énergies » ou «
la trajectoire de caracteres » qui constituerait « la colonne vertébrale » de
chaque tableau et de son ceuvre dans sa globalité. A la lecture de la notice
accompagnant l'essai Uber die Mauer, Solbiati est frappé par le parallélisme
du processus de la création décrit par le peintre dans ce texte et celui du
« parcours des énergies » dans Der gelbe Klang. C'est ce parallélisme qui
deviendra le fondement-méme de Il Suono giallo dans la succession de ses
six tableaux, soumise au mouvement téléologique « vers la lumieére » :

« Tableau I : Grisaille, présence quasi « minérale » ou « végétale » des
Geéants, aucune véritable tension /.../ ;

Tableau II : Beaucoup d’agitation un peu désordonnée et confuse et
une tension autour d’'un centre faux d’attention, cette fleur qui est une

5 A. Solbiati, « Visione scenica », in A. Solbiati, Il Suono giallo, Orchestra e coro del
Teatro Comunale di Bologna, Dir. M. Angius, DVD EMA Vinci records 40044.

6 A. Solbiati.- Cette citation comme tous les extraits donnés entre guillemets par

la suite, sauf indication explicite, font partie d’'interviews de Solbiati réalisées par 1.
Stoianova en mai 2020.
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sorte de totem /.../ ;

Tableau III : Une sorte de désert, lieu de 'absence décue /.../ ;

Tableau IV : Un simple intermede /.../ ;

Tableau V : Lieu de la tension victorieuse culminant dans la présence
individuelle bien profilée de la figure blanche qui danse. /.../ Lindistinct
des Géants est devenu ici netteté de la figure blanche dansante.

Tableau VI et Epilogue : A travers le tourbillon victorieux du tableau V,
on atteint peu a peu la lumiere et le calme. »

La notice de Kandinsky décrit le processus psycho-affectif chez I'artiste
durant la création d'une ceuvre, c'est-a-dire le mirissement lent, complexe,
souvent difficile, du projet vague initial au résultat final, I'ceuvre. Solbiati
connait fort bien ce cheminement dans le travail quotidien du compositeur
: « A chaque fois, composer c’est comme entrer dans une chambre sombre
que l'on a choisie, naturellement, mais dans laquelle, en venant de I'extérieur,
on napercoit dans le noir que des contours flous. Et peu a peu, les yeux
s’habituent, commencent a voir plus et mieux, et ce qui paraissait au début
vague et imprécis commence a prendre forme ». En fait, « Dans ma musique,
comme dans la vie, jaime aller vers.» Loeuvre doit aussi avoir « un but », «
une fleche », une direction, autrement, du sens.

Pour la composition de sa « vision scénique », Solbiati s'inspire aussi
d’'un modele ancien capital pour lui : La Noche oscura / La nuit obscure de
Saint Jean de la Croix. Cet ouvrage est cong¢u comme une succession de texte
poétique et plusieurs chapitres en prose. Le texte poétique au début, proche
du Cantique des Cantiques, contient I'essentiel de I'ouvrage ; les chapitres
qui suivent développent les strophes successives de la poésie initiale’. « De
facon similaire, certainement personnelle », Solbiati divise le texte poétique
du Prologue et du Tableau II du Der gelbe Klang en fragments, en excluant
parfois les paroles qui le meéneraient « hors parcours », pour utiliser certains
fragments comme des « pointes d’'iceberg » dans le flux narratif sous-jacent
dans le « parcours des énergies ».

Pour Solbiati, « la narrativité en musique, c'est-a-dire I'avancement
parallele et entremélé des développements de ses materiaux avec leur charge
émotive, est, a cause de la nature-méme de la musique, une narrativité
profonde, abstraite, ouverte a des interprétations infinies ». Il n'y a aucune
signification précise imposée, verbalisable et univoque. Limportant ce n'est
pas de véhiculer une signification quelle qu'elle soit, mais de faire suivre par
l'auditeur I'évolution composée des matériaux sonores, la transformation et
l'interaction des figures mémorisées, le processus formel de I'énonciation, les

7 Rappelons que les maitres du grand symphonisme occidental utilisent souvent le

méme principe.
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gestes des tensions et des énergies, le mouvement a partir de la naissance du
nouveau a travers les péripéties des transformations, jusqu’au climax, puis au
déclin et I'évanouissement final. Solbiati cherche a soumettre sa composition
scénique a deux mouvements essentiels pour lui, inspirés toujours par
Kandinsky : le mouvement en avant, cest-a-dire la « trajectoire des énergies
», la narrativité profonde de I'ceuvre. Et le mouvement ascensionnel, un peu
mystique, lié¢ chez Kandinsky a l'idée de grand Triangle. Un mouvement vers «
lalumiere ténébreuse/ .../ sur le jour le plus ensoleillé », écrit Kandinsky dans
Der gelbe Klang (Kandinsky,1981: 271). - « Une lumiere calme et enveloppante
» que l'on désire toujours, sans jamais l'atteindre, qui est plutot « le désir de
lumieére » - dit Solbiati.

VOCALITE

Le compositeur a opté pour 'utilisation des textes en langue originale.
Aucune traduction en italien, aucune vocalité langagiére italienne ou
presque chaque mot se termine par une voyelle. Pour lui, la langue allemande
comporte une grande richesse d’inflexions sonores. Effectivement, I'absence
d’'ouverture sur une voyelle et de la clarté lumineuse de chaque mot italien,
tant appréciée par la tradition opératique occidentale, la charge bruiteuse des
syllabes, les fermetures consonantiques des mots - toutes ces particularités
de l'allemand deviennent stimulantes pour '¢laboration de la vocalité, mais
encore pour les modalités de son intégration a la texture instrumentale.

Certains mots-clés chargés de sens, souvent répéteés et dans différentes
parties vocales, sont portées par le mouvement symphonique global, en
guidant, tout comme les figures visuelles, I'imagination de l'auditeur dans
'exploration de cet univers abstrait. La reconnaissance de la signification
précise du mot dans le contexte musical n'est pas absolument nécessaire,
elle devient méme parfaitement secondaire. Car I'important pour le
compositeur, c'est « I'exploration » sonore du mot et son inscription dans
le flux symphonique. Il sagit toujours d'une interaction réfléchie, d’ « un
entrelacement entre parole, sa signification, 'événement scénique, la
figure musicale qui I'interprete et la forme qui en résulte ». Lonomatopée
« Kalasimunafa !!! » dans la partie du ténor a la fin du tableau IIl n'a aucune
signification langagiere : cCest sa place dans I'évolution du scénario imaginaire
directionnel et dans le contexte de 'environnement précis en son, lumiéres
et couleurs qui définit son importance et sa signification dans le mouvement
global de production de sens?.

8 Les onomatopées chargées de sens, mais privées de signification langagiere ont

été souvent utilisées par les poetes Dada, par A. Artaud (dans son Pour en finir avec le
jugement de Dieu), mais encore par les musiciens : E. Varése dans son Ecuatorial, W.
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STRUCTURE(S)

La stratégie formelle de Solbiati réinvente, dans les conditions actuelles,
la narrativité symphonique qui a fait ses preuves : a partir d'une vision formelle
macro-structurelle d'évolution des énergies - « la vision panoramique » - il
progresse vers les niveaux « inférieurs » des phases formelles différentes
et de leurs microstructures internes détaillées. Pour commencer, il fait un
schéma global sommaire avec les divisions temporelles des différentes zones
formelles et quelques indications ou dessins donnant une idée générale
de la distribution des énergies. Et ceci pour avoir un contrdle a priori des
dimensions temporelles et des proportions des durées entre les événements,
les épisodes et les différentes zones formelles. Par la suite, il fait des schémas
plus détaillés pour chaque tableau et pour chaque Intermezzo instrumental,
en précisant les matériaux harmoniques, les articulations précises, les choix
des timbres et des textures. Il élabore les détails de la microstructure, les
hiérarchies locales des hauteurs avec leurs axes ou notes-pivots ou leurs
champs harmoniques spécifiques allant du total chromatique aux structures
diatoniques et/ou pseudo-modales. En jouant aussi, par moments, un peu
ala maniere de Berg, avec des dédicaces tout a fait personnelles, comme la
note-pivot mi - le E étant la premiere lettre du prénom de son épouse ou
le si - H, la premiere lettre du nom du dédicataire et ami H. Holliger. Ou en
construisant toute une partie importante, comme la « Danse sur 16 lettres
» du tableau V comme une succession de 16 variations sur un pattern de
6 mesures, le pattern étant fondé sur une séquence répétitive de 6 notes
(une par mesure) — sol# - si - fa# - la - si b - mi. Les 16 lettres sont issues
du nom de I'épouse de Solbiati et de ses propres initiales AS (= la b = sol
#) qui offrent au compositeur aussi des possibilités de jeu avec la couleur
phonique des voyelles et des consonnes et leurs élaborations instrumentales
spécifiques.

« Mon parcours compositionnel ressemble a un voyage d'approche
progressive, de « mise a joue » dans l'ceuvre. C'est un peu comme si, au
début, je voyais I'ceuvre comme on voit la terre depuis un vaisseau spatial.
Puis, peu a peu, je vois I'ceuvre entiere depuis un avion, puis déja de plus
pres depuis un hélicoptere, puis... jatterris et je commence a marcher, ayant
déja vu le territoire global, mais en me tenant prét a toute surprise, a toute
déviation ». La description imagée de Solbiati est, de toute évidence, celle
d'un homme contemporain intéressé aux explorations spatiales. Mais son
raisonnement formel rappelle fortement et sans hasard les fondements de
la pensée symphonique occidentale.

Rihm dans son opéra Die Eroberung von Mexico, etc.
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SCENES

Solbiati congoit son ceuvre en tant qu’ « événement scénique global ». 11
considere que le texte, la musique et le geste scénique doivent étre pensés
ensemble. C'est la raison pour laquelle il construit lui-méme le livret, ce qui
lui permet d’intervenir sur le texte et le modifier jusqu’au dernier moment®.
Mais il a aussi une « vision scénique » tres précise du déroulement des
événements dans I'espace et dans le temps et cherche la collaboration avec
le metteur en scene des le début de son travail sur le projet. Les sources
d’inspiration menent naturellement le compositeur vers sa version de «
I'art monumental » qui integre nécessairement le mouvement scénique et
la spatialisation de tous les éléments de son langage composite.

Les deux textes entremélés dans le libretto de Solbiati sont en fait les
deux faces d'un méme parcours de transfiguration, de passage de l'informe,
de l'indéfini, a l'achevé, au réalisé et a une lumiere finale. Le compositeur
prévoit I'interaction de deux fils conducteurs scéniques : I'un, fondé sur les
indications-didascalies du Der gelbe Klang de Kandinsky avec les Géants,
I'Enfant, la Figure blanche, et 'autre - déduit de la notice provenant de
Uber die Mauer. La narrativité profonde - la réalisation progressive de
lidée créative présente dans les deux textes - trouve sa double visualisation
sur scene. Pour le scénario déduit de la notice, le compositeur imagine la
projection d'une sorte dimmense totem, d'un objet énorme et indéfinissable,
couvert mystérieusement de toiles qu'un acteur ou danseur-mime enleverait
progressivement, pas a pas, jusquau dévoilement final, toujours nécessairement
incomplet, partiel et gardant son mystere. Ce parcours scénique et visuel
nécessite sa musique : et Solbiati congoit la composition des 7 Intermezzi
orchestraux entre les tableaux. Pour accentuer le caractere général de sa
« symphonie scénique » car ce sont des transitions qui, de fagon plus ou
moins évidente, héritent du matériau du tableau précédent et anticipent
celui du tableau suivant. Mais aussi pour dédoubler 'espace scénique, en
rendant présent le conducteur narratif du second texte, celui en prose,
auquel il assigne un déroulement scénique a part, confié a un danseur-mime
dans un endroit précis a I'avant-scene avec décors et éclairage particuliers.

Les 7 tableaux de Il Suono giallo sont des scenes ou interférent mouvement
sonore, mouvement scénique des personnages et mouvement des décors et
des lumieres. Solbiati imagine au départ les cinq solistes et le petit chceur
placés immobiles sur sceéne, tandis que leurs doubles - acteurs ou danseurs-
mimes - déploient leur chorégraphie en contrepoints gestuels sur scene.
Lapparition de 'Enfant (soprano) survient au moment de la section d'or

o Déja les futuristes italiens exigeaient que I'auteur de la musique soit aussi l'auteur

du texte. Ce fait est remarqué aussi par W. Kandinsky.
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dans tableau IV ; La Figure blanche apparait au moment de la section d'or
du tableau V. La couleur - la lumiere jaune, la couleur chaude, terrestre,
caractérisé par le mouvement excentrique et horizontal vers le spectateur,
d’apres Kandinsky - est, bien siir, souvent présente sur scene. Elle devient
aussi la couleur de la lanterne qui porte la lumiere'. Ou la représentation
visuelle du Grand triangle spirituel, présente dans I'Intermezzo IV, le tableau
IV, I'Intermezzo V et I'Intermezzo VII, puis envahissant toute la scéne dans
I'Epilogue’. Le Grand triangle avec sa lumiere jaune devient I'embléeme de
la directionnalité ascensionnelle avec 'homme seul a sa pointe.

Le Prologue qui commence par un magma sonore indistinct est un vaste
panneau vocal-instrumental, construit avec un crescendo impressionnant
de texture. Il est centré autour de deux caractéristiques musicales et,
simultanément, scéniques : le grand vide ou l'on ne distingue aucune
présence et I'oxymore kandinskyen de la « lumiere ténébreuse sur le jour
le plus ensoleillé ». Le protagoniste est le grand cheeur invisible derriere
la scéne qui entonne le premier poeme de Kandinsky, intégralement mis
en musique : « Songes de pierre et roches parlantes... / « ombre de lumiére
stridente dans la nuit la plus obscure ...»".

Le tableau I est une scene « tres neutre » : scene de « la grisaille, d'une
présence quasi « minérale », puis quasi « végétale » des Géants, aucune
véritable tension, mais une certaine potentialité, inhérente a leur présence-
méme ». Cest un Adagio avec une musique lente et transparente, avec le
chant calme des Géants en polyphonie peu différenciée, mise en perspective
par le cheeur a texture diaphane hors scéne. Les premiers « étres vivants
», mais flous et amorphes - les Géants - apparaissent sur scene, doublés
de leurs figurants fluctuants, quasi végétaux, imaginaires et mystérieux.
- « Toute ceuvre commence dans l'inconscient... Il y surgit un mouvement
tourbillonnant dans Udme ».

Le tableau II est le premier mouvement « inquiet », agité, avec une
musique « en bribes », et la participation scénique du petit chceur doublé de
16 danseurs-mimes. « Beaucoup d’agitation un peu désordonnée et confuse
et une tension autour d'un centre faux d’attention, cette fleur blanche qui

10 Rappelons que, pour Kandinsky, la lanterne est la métaphore de la théorie : "La

théorie est la lanterne éclairant les formes cristallisées de I"hier" et de ce qui "précédait
I'hier." (Kandinsky,1989: 73).

n Cf. A. Solbiati, Il Suono giallo, Orchestra e Coro del Teatro Comunale di Bologna,

Dir. M. Angius, Regia e elaborazione video Fr. Leprino, Scene e costumi G. Dessi, EMA
Vinci records 40044.

2 Les textes donnés en italique sont des fragments des textes de Kandinsky, utilisés

dans les différents tableaux par Solbiati.

ANNUAL OF THE SOFIA UNIVERSITY “ST. KLIMENT OHRIDSKI”, FESA, ANNUAL OF ARTS, ISSN 2738-7062 119



est une sorte de totem destinée pourtant a disparaitre », selon le scénario
des « tensions ». Les corps s’agitent autour de ce « Totem », pensé comme «
l'objectivation de la lumiére du Prologue » - « Des tensions qui s’élevent (comme
de grandes arches), suscitent le trouble, seffondrent, font naitre lattente... »

Le tableau III est « une sorte de désert, lieu de I'absence décue. C'est
le tableau des lambeaux de texte, des chuchotements, des murmures, des
sons-bruits aboutissant a la fin, apres un vaste crescendo, a I'intervention ff du
ténor. Dans ce tableau, « s'entremélent plusieurs négativités » étrangement
inquiétantes. Les Géants sur scene, présences amorphes abstraites se meuvent
de fagon étrange et angoissante sur le fond d'énormes masques. En méme
temps, ce tableau, conformément au fil narratif, correspond « a la défaite,
aleffondrement de I'énergie créative dans l'irrésolu, dans I'évanouissement
de ce que l'on croyait déja posséder et donc dans 'angoisse, dans la panique
». - « [l nait un silence total et 'on pense qu'on a raté le moment /.../ On erre
avec le sentiment d'avoir perdu quelque chose d'important, de Uavoir laissé
tomber au fond de la mer - sans retour, irrémédiablement. » Cet état de
désarroi tres fort traduit par la décomposition de la parole - toutes les voix
émettent des bribes de mots - culmine dans le cri strident « KALSIMUNAFA
» du ténor®. C'est la seule onomatopée utilisée par Kandinsky dans Der gelbe
Klang, la seule aussi chez Solbiati, au moment le plus intense de la perte
de confiance, d'orientation, de direction, de sens ; le moment ou l'artiste
sombre dans I'impossibilité paralysante de retrouver la force créatrice qui
estle sens méme de sa vie. Et cest précisément 'onomatopée que Kandinsky
choisit pour dire - de facon abstraite, sans mot a signification - une des
vérités profondes les plus intimes de la création artistique. Car pour lui, le
mot, rappelons-le, était incapable de transmettre les vibrations fines de la
sonorité.

Le tableau IV est « un simple intermede, en dehors de la trajectoire
globale ». C'est I'intermede onirique, réveur, I'apogée lyrique de I'ceuvre
avec l'apparition de I'Enfant (soprano) et les bribes du deuxieme poeme de
Kandinsky : « Les fleurs... les yeux... nous regardons avec innocence... ». La
partie vocale du soprano d'une richesse mélodique rare est soutenue par la
texture cristalline des timbres métalliques clairs et résonnants : la cloche, le
vibraphone, le glockenspiel, les crotales. Lapparition de 'Homme (baryton)

13" «Tout a coup, on entend derriére la scéne une voix percante et pleine de terreur,

une voix de ténor qui crie des mots complétement incompréhensibles (on entend : la,
c'est-a-dire : Kalasimunsfakola). Pause. Bref assombrissement. » (Kandinsky,1981: 281).

4 «Dans ce tableau il n'y a aucune musique », avait indiqué Kandinsky. - « Thomme

treés haut, belle voix, commande : Taisez vous... Lenfant lache la corde (de la cloche).
Tout devient sombre. » (Kandinsky,1981: 282).
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et son intervention brusque mettent fin au réve : « Silence ! Ferme les yeux ! »

Le tableau V, c’est « le lieu de la tension victorieuse, culminante dans
la présence individuelle de la figure blanche qui danse. L'indistinct des
Géants est devenu ici netteté de la figure dansante ». C'est le tableau le plus
mouvemente et agité pour lequel Solbiati prévoit « une passacaille obsessive
» qui émerge lentement a partir d'un mouvement souterrain sourd et a
laquelle participent progressivement tous les interpretes, excepté le grand
cheeur. Cest ici quapparait « la Figure blanche » imaginée par Kandinsky®.
La danse qui se déchaine de plus en plus repose sur un pattern métro-
rythmique stable de 6 mesures toujours ternaires (3/8,6/8,3/8,3/8,9/8,
6/8), répétées ostinato 16 fois dans 16 variations différents. « Je voulais peu
a peu mener vers une obsession de vitalité sauvage, une sorte d'enivrement
dionysiaque ». Le texte évolue des bribes du texte poétique - « lumiere
ténébreuse », « luttes », « réves » - au cheminement heureux de la création:
« Et puis quelque chose se meut de nouveau. / Ldme se remplit, comme une
coupe au point de déborder. / On erre comme un possédé. On croit. On a peur.
/ Lheure de la derniére tension, de la derniére éruption. » Une densification
progressive de la texture musicale et des mouvements scéniques menent,
apres une immense montée de tension, vers le climax général de I'ceuvre,
I'explosion gigantesque « de 'ultime éruption » de la force créatrice.

Dans le tableau VI et 'Epilogue, on arrive progressivement a la lumiere
et au calme.

Le tableau VI est le « tableau de la fugue ». Il s'agit plutot de la montée
polyphonique - avec des distances d’entrée dans le temps, un peu comme dans
une fugue - des « voix abstraites » allant du grave vers l'aigu, qui s'assemblent
progressivement en « faisceau lumineux »'® devenant de plus en plus intense
et éclatant. Ou bien qui s'unissent « comme pour ouvrir un rideau de lumiere
» et pour exprimer ce deésir indicible de lumiere qui sous-tend tout acte
créateur. Une monodie sinueuse du chanteur-basse sur scene - 'Homme
créateur ? - est suivie d'une région polyphonique, sorte de motet a 5 voix,
soutenu par la « réverbération » du grand cheeur-commentateur hors scene.
Lintention initiale de « fugue » se transforme plutdt en motet évoquant
vaguement I'écriture polyphonique de Palestrina. Les Géants se fondent dans
la lumiere et dans le silence. Le tableau VI est celui du mouvement « vers

5 « Un homme blanc /.../ fait de vagues mouvements trés rapides, tantot avec

les bras, tantot avec les jambes. /.../ Cela fait penser a une sorte de danse. Mais le
mouvement change souvent et tantot suit la musique, tantét s'exécute a part. /.../ Peu
apeu, les autres étres commencent a se mouvoir en fixant I'étre blanc. /.../ La tension
générale atteint son plus haut degré d’expression. » - (Kandinsky,1981: 284 - 285).

16 « Cheeur de couleurs », disait Kandinsky. (Kandinsky,1995: 27)
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le haut », disait Kandinsky, de 'ascension vers la lumiere de fagon presque
« rituelle ou sacrale », précise Solbiati, de 'éclat aveuglant de la lumiere et
du silence paisible. Le texte réunit des bribes poétiques - « Jour... le plus
ensoleillé... » / « lumiére » / « Ouvre les yeux » - et des fragments du texte
de Uber die Mauer, en affirmant l'aboutissement du parcours du créateur :
Jusqu'au moment de la certitude. /.../ Avec patience ... »

Enfin 'Epilogue est le vrai Post scriptum, le tableau du « chant » : la
voix cristalline du soprano dans l'aigu, les mélodies entrelacées des 5 voix
et la texture limpide du cheoeur hors scene y créent I'atmosphere méditative
de paix et de lumiere. Le texte réunit une fois de plus les bribes des textes
poétiques - « la joie de l'union », « lumiére » « avec innocence » - et la fin
ultime du texte de la notice : « Avec /.../ amour véritable /.../ s'écoule la
force intérieure de l'adme, / guide la main /.../ et s'incarne en ceuvre ». Pour
affirmer I'idée que le cheminement sinueux de la création - en avant et vers
le haut - est un acte d'amour.

A partir de Der gelbe Klang de W. Kandinsky et Il Suono giallo d’A.
Solbiati, deux artistes a distance de plus d'un siecle dans le temps, nous avons
essayé de mettre en évidence leur recherche commune de création artistique
multiple, utilisant plusieurs media, sans la soumettre au primat de la parole
et du scénario littéraire narratif. Mais en inventant, chacun a sa fagon, la
narrativité profonde de processus psycho-émotionnels non-réductibles
a la parole. Cest un fait, la tradition occidentale repose sur la parole et
l'écrit : « Au commencement était le Verbe... ». Toute la tradition savante
en musique repose sur la parole et le texte et sur I'écrit. Lévolution de la
musicologie analytique au XXe siecle s'est aussi repliée sur le réductionnisme
dicté par I'évolution importante de la linguistique : Il est devenu tradition
de sappuyer sur les figures de 'ancienne rhétorique ou sur les « topics »,
définis par les conditionnements des genres musicaux établis, pour essayer
de saisir les « significations en musique ». Mais I'évolution de la pensée
compositionnelle occidentale a travers les ages a déja élaboré des principes
formels fondamentaux de la musique absolue qui, loin d'étre privée de sens,
ne suit pas les modeles linguistiques et affirme différemment, grace au génie
de générations de compositeurs avec des styles et des techniques d’écriture
tres différentes, 'universalité du narrativisme profond, de la téléologie, de
la directionnalité pour I'ceuvre d’art, fit-elle abstraite et sans paroles. Le
peintre Kandinsky, avec son intuition lumineuse, cherchait sans hasard «
la composition symphonique » dans ses ceuvres. Et le compositeur Solbiati
dans notre contexte contemporain, en revisitant Kandinsky, revisite aussi
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la grande tradition de la pensée symphonique, en composant sa « vision
scénique » aussi en tant que « symphonie scénique ». Kandinsky, apres le
déclin du réalisme et de I'impressionnisme et Solbiati, apres le déclin de la
tonalité et de la dodécaphonie, ont ressenti le méme besoin d'exploration, avec
des moyens nouveaux, des ressources encore inexplorées du narrativisme
profond, fondement formel de la pensée symphonique. Tout en proposant
des découvertes artistiques - des syntheses uniques - qui peuvent contribuer,
espérons-le comme Kandinsky, au cheminement de 'humanité vers les
phases de plus en plus élevées du « Triangle spirituel ».
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Abstract: The study examines the use of videocasting as a specific form
of the “learner-generated videos” pedagogical strategy and its impact on
the three main areas of learning - knowledge, skills, and attitudes. The
benefits for the knowledge and skills, and in general for the cognitive
behavioral experience that the learners acquire through such contextualized
and active actions, are proven by numerous studies and were naturally
reconfirmed in the current video podcast creation process. Therefore,
the present study focuses on the learners’ attitudes (without neglecting
the first two - knowledge and skills), how they evaluate their experience,
and the value of the specific pedagogical tool. In this activity, the teacher’s
assumption was confirmed that the video podcast created by the students
is an active, interesting, engaging, and motivating form for them to acquire
and consolidate several valuable skills, which will give them practical
experience in situ, a sense of meaningful learning, authenticity, autonomy,
collaboration, and confidence in their subsequent professional realization.

Keywords: video podcast; videocast; learner-generated video content;
meaningful learning; project-based learning; active learning; learning
through experience

Video learning is a concept highly relevant in both secondary and higher
education. The frequency of its use as a didactic tool now allows it to be
removed from the “innovation” column and defined as a standard teaching
tool. There is extensive literature that focuses on teacher activity related to
video in education that explores the functions of video (Koumi, 2013; Hansch
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et al., 2015); the production (Millerson, Owens, College, 2008; Musburger,
Kindem, 2009; ‘[Anonymous, 20237, the effectiveness of the video (Guo et al.,
2014; Buchner, 2018) and its quality implementation in the situation of learning
(Chuang, Rosenbusch, 2005; Zhang et al., 2006; Blomberg et al., 2014; Yousef
et al., 2014; Brame, 2015). The wide availability and variety of technological
means for creating audio-visual content also led to the pedagogical strategy
- student-generated video. This has become an area of interest for many
researchers, particularly the current studies examining various aspects of
this phenomenon. To adhere to the maxim that the “goals and tasks of the
training should be aligned to the greatest extent with the goals and interests
of the student” (Stoykov, 2001:87), we implemented a video podcast created
by learners in the curriculum of students from various specialties of the
Department of Music and Multimedia Technologies studying multimedia
technologies. The inquiries from various studies mentioned below, related
to the benefits of audio-visual production by learners in a variety of forms,
have led us to believe that these contextualized and active activities will
prove to be an advantageous tool for the achievement of several valuable
and mandatory skills, which the individual graduating from higher education
is required to possess according to current educational standards.

THEORETICAL FRAMEWORK

In the application of media in education, it is considered that reading
a text or watching a video are fundamentally different experiences from
writing a text or creating a video - one is interpreted as a passive learning
method, and the other as an active effort on the part of the receiver of the
information. The significance of the active form of knowledge building by
the learners themselves is given by the constructivist educational direction,
whose primary educational approach to teaching and learning is the so-called
learning by doing (Dewey, 2002). The independent creation of video clips
resonates with this model of thinking since the principles that constructivism
provides as a frame of reference for the meaningful learning process are
to create conditions for: active cognitive reorganization; opportunities
for constructive and individual upgrading; situated and authentic learning
in realistic contexts; media and instrument-mediated learning and the
associated meaning system; targeting the development of self-monitoring
and self-control of the learning process (Duffy, Cunningham, 1996).

Constructing learning environments that bring together different
aspects of experience enables learners to adapt their own constructs and
interpretations of knowledge to its application in practice and real-life
(Hung, Looi, Koh, 2004). In this sense, “active learning methods create the
best opportunity for the student from the object of learning to become the
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subject of the learning activity, ... thereby realizing the highest degree of
activity - self-learning, and self-education - which is one of the ultimate
goals of the learning process” (Stoykov, 2001:91).

Lambert (2013) classifies a hierarchical taxonomy of media application
as part of digital storytelling.

FACILITATED
Digital Storytelling/PhotoVoice

CO-CONSTRUCTED
Artist-Led Media Projects

CONSTRUCTED IN CONTEXT
Games, Fan Films, Sampling

INTERMEDIATED
Surfing the Web

CONSTRUCTIVE CONSUMPTION
Surfing Mass Media

Figure 1. Lambert - taxonomy of media practices. The spectrum of degree
of participation in media creation.

At the base of the pyramid, as seen from Fig. 1, surfing the mass media and
the Internet are placed as ways of constructive consumption of information,
in its sense of an unconscious form of editing and construction of a story.
The author argues that constantly jumping from one web page to another or
from one TV channel to another is a form of inventing one’s narrative version.
As a model of semi-authorship, digital storytelling constructed in context
includes three forms of creative expression - games; fan-made media, where
“fans construct their versions of media related to the story, either using clips
made available from a show or constructed on their own media in the style
or within the narrative world of the show”” (Lambert, 2013:40); and modeling,
which combines different content by mixing elements of existing (audio-visual)
media with your content, for example, adding a new voiceover to an existing
video or adding a slide show over a famous song. The next two sections of the
spectrum - collaborative and assisted construction - Lambert links to the
perspective that the creation of media artifacts is part of a learning process
where audio-visual storytelling is seen not simply as sharing on the Internet
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but also as following a particular technology in media production - a process
in which the learner follows certain steps and is guided and supported by
a teacher. At the top of the pyramid, we have the DIY approach, where
the students/digital content creators themselves are the main drivers of
creation. They consider their approaches to the three stages that accompany
creating an audio-visual product - ideation, organization, coordination of
the preproduction stage; directing, shooting, recording, collecting visual
elements at the production stage; editing and sharing the finished product
in the post-production stage. “Thus, through a structured approach covering
the various aspects of audio-visual production, learners develop research,
collaboration, organizational, technological, communication, presentation,
creativity, and other skills” ([Anonymous, 2023:29]).

Interpreting Edgar Dale’s Cone of Experience (Dale, 1969) - a model
explaining the relationship between the number of senses involved and the
percentage of learning material absorbed - Bijnens, Vanbuel, Vestegen &
Young (2004) redefined them according to the increasing degree of student
involvement in the audio-visual experience and allow for the prospect that a
high level of personal activity promotes better learning. In their descriptive
approach in trying to outline the relationship between the application of video
in education and its relative pedagogical value, they place the creation of their
own video clip as the form with the highest degree of learner engagement in
the learning process. This type of pedagogical activity provides the opportunity
to develop professional knowledge through emotional and creative activity
and to learn to be active in creation instead of passive perception.

Based on the importance of moving from passive experience to active
creation, Shewbridge and Berge (2004) see video production as a natural urge
that learners exhibit that educators should take advantage of. As a didactic
tool, the creation of videos by learners provides opportunities for acquiring
media literacy, where the presence of active learning, experiential learning,
and a relatively high degree of motivation are easily visible. That gives reason
to state that the strategy can be implemented as part of the practical method
in learning to catalyze meaningful learning (Jonassen et al., 1999), defined as
such in the sense of its characteristic qualities - constructiveness, activity,
cooperation, conscious deliberation and authenticity.

As far as authentic learning is concerned, it is associated, on the one
hand, with classroom simulation of standard practices that are characteristic
of knowledge related to the target subject area and, on the other hand, with
the creation of real opportunities for learners to participate in real practical
engagement in a professional environment, as “participation in practice can be
a condition for effective learning” (Radinski, Bouillion, Lento, Gomez, 2001:407).
Hung, Looi & Koh reflect on Korzybski’s (1941) famous phrase “the map is not

128 FTOAVLIHNK HA COOUNCKUSA YHUBEPCUTET ,,CB. KAUMEHT OXPUACKW', GHOW, KHUTA U3KYCTBA, ISSN 2738-7062



the territory” in support of using qualitatively different paradigm-situated
knowledge. In this sense, the representation and simulation of activities in
the classroom is a kind of representation of reality, teaching at the “map”
level, and “the level of description results in the learners not having a chance
to experience the phenomenon themselves, and thereby not being able to
understand nor exploit the knowledge provided at such a description level”
(Hung, Looi, Koh, 2004:197). Of course, the “maps” in themselves are valuable
and inescapable. They make up the basis of knowledge, and are sometimes
the only thing that makes possible the presentation of knowledge in areas
that mainly deal with abstractions; when it comes to these maps, the theory
cannot be experienced. The situated perspective - the “territory” — allows
for first-person interpretation, which generally develops expertise that can
easily be transferred to subsequent real professional life contexts.

In their study examining the authenticity of learner-developed video
projects, Kearney and Schuck concluded that “In contrast to more traditional
tasks where materials and processes are imposed on students by teachers,
digital video projects, where the design, production, and evaluation stages
are performed entirely by the learners themselves, “required a high degree of
student initiative.” (Kearney, Schuck, 2006:206) and enhance their motivation.

Immersing learners in a real-world environment is one of the characteristics
of authentic tasks proposed by Reeves, Herrington, and Oliver (2002), presented
as a framework for authentic activities. Some of the features within it that
we recognized as supporting the assumption that the implementation of a
student-generated video podcast will lead to the creation of a contextualized,
structured, meaningful, motivating, and effective learning path are related
to activities:

* that have real-world relevance;

* which are accompanied by problems to solve which are open to

different interpretations;

 whichrequire a significant investment of time and intellectual resources;

* which provokes collaboration;

* which enables both individual and social feedback

» which have added value and lead to results extending beyond those

set out in the specific subject area.

* that create a fully professionally maintained product.

Video podcasting is a method well adapted to the specified conditions
for authentic learning and allows the learner to demonstrate the acquired
skills in a real environment.

Research focusing on learner-generated video clearly shows that this
kind of more multimodal and learner-centered pedagogy plays an active,
motivating, engaging, and productive role in the learning process and
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enhances learning by increasing learner motivation and positive emotions
(Hung et al., 2004; Pirhonen, Rasi, 2017). The psychological (educational)
assumption that “emotionally charged events are remembered better than
neutral events” (Medina, 2011:85), translated into pedagogical language,
means that “if the main activities in which the student is brought up are
experienced with positive emotions and feelings, the effectiveness of the
educational impact is guaranteed” (Stoykov, 2001:55). This necessitates the
general conclusion that the emotional coloring of the cognitive process is of
great importance for the lasting and reliable internalization of the individual’s
cognitive-behavioral experience.

The TML - Teaching Meaningful Learning pedagogical profile (Hakkarainen,
2007; Hakkarainen, Saarelainen, Ruokamo, 2007) addresses the ideas of a
type of teaching that leads to meaningful learning by implementing the
mechanism of video production by learners as a form of project-based
and problem-based learning. The profile offers a model with 17 essential
characteristics of the educational process, which would favor achieving the
two primary outcomes for meaningful learning - mastery of domain-specific
knowledge and skills and their transfer.

Pedagogical approach:
Case-Based Teaching
Problem-Based Learning

Role: support and guidance
for students.

Collaborative
Co-operational
Conversational
Contextual
Emotionally involving
Goal-oriented
Reflective

Abstract

Multiple perspectives-oriented
Critical

Experiential
Multi-representational
Creative

Process characteristics: Expected outcomes:
Design and organization Active © Domain-specific knowledge
of the learning environment, for Self—dlrecFed and skills.
students’ meaningful learning. Constructive )
Individual o Transferable, generic knowledge

and skills :

- Information literacy

- Metacognition

- Problem recognising,
identufying and solving

- Higher order thinking:
critical, cretaive, reasoning,
planning, analysing

- Abstract thinking

- Collaboration and co-operation

- Communication

-ICTs

- Self-directed learning

Figure 2. Meaningful Learning Model - Hakkarainen's TML.

130 TOAMWHUK HA COOUNCKNA YHUBEPCUTET ,CB. KAUMEHT OXPUACKU' GHOU, KHUTA N3KYCTBA, ISSN 2738-7062




As shown in Fig. 2, the meaningful learning process should provoke
activity, self-direction, constructiveness, individuality, collaboration,
contextuality, goal-orientedness, self-analysis, diversity of perspectives,
criticality, willingness to experiment, and creativity. They may not all be
present at any given moment. However, as Hakkarainen argues, this need not
be, as some of the features “can be intertwined, interdependent, interactive
and partly overlapping” (Hakkarainen, 2011:39).

The theoretical regularities indicated so far convincingly lead us to the
logical formulation that the video podcast has the potential to be a successfully
used method for achieving high and long-lasting results since it represents
a complete process of creation, from beginning to end, that combines a
rich palette of skills - communication, organizational, collaboration skills,
presentation, technical (video and sound), creative, social sharing skills.

VODCAST (VIDEO PODCAST, VIDEOCAST)

Simply put, a videocast is a video version of a podcast. We can think of
a podcast as a radio broadcast (audio file) being uploaded to the Internet
and easily accessible from a computer or media player. The podcast is so
strongly enforced because of its easy technological realization. No knowledge
is required to express and spread their thoughts and ideas globally. The
presence of a microphone and a computer is necessary, and the possibility of
this kind of communication is feasible practically for anyone who wants to or
has something to say. That gives access to a huge potential audience, which
“was a privilege once reserved only for large corporations and governments,
but podcasting has changed everything. The individual has been empowered
and given an equal voice” (Geoghegan, Klass, 2007:2). With the addition of
cameras (and the equipment that necessarily goes with them) and thanks
to YouTube’s policy of keeping the platform open to user-generated media,
the videocast phenomenon has become relevant these days.

Video content is viral on social media, and it is well known that audiences
engage much more with video than with any other form of information
presentation. To see this, one only needs to check the statistics of one’s
own Facebook or Instagram channel - it is no coincidence that Instagram
has evolved into an opportunity to share short videos. Marketers argue that
video creates more content value and builds more profound connections
with audiences when people’s faces are added; expanding access to a
broader audience with more potential opportunities (www.castos, 2023);
they recognize the video podcast as a great way to increase authority in the
specific field that develops a relationship of trust with the target community
(Riverside.fm team, 2023); the video podcast is an excellent formal alternative
to promote reliable and authentic information (Arango, 2023).
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The multi-layered activities that the creation of a video podcast entails
place it in the position of an appropriate learning situation and a relevant
bridge between theory and practice through which learners can travel in an
enjoyable and, at times, funny but responsible way along the learning spiral of
success. They go through all the necessary steps requiring deep intellectual
work. The steps follow the typical stages of any video production - pre-
production, production, post-production, sharing, of course, according to the
characteristics of the specific type of video. Going through them sequentially
offers a comprehensive and complete understanding of the process.

The pre-production phase (Fig. 3.), in which the video strategies and
objectives are clarified, is of utmost importance - it allows the building of a
lean and precise organization so that the moment of launching the cameras
can be set in the most efficient way possible. That usually includes:

* Planning, which sets the parameters at the macro level;

* Researching the possible locations for filming and finding the optimal

one and researching the expert who will be interviewed,

* Creating and breaking down a scenario (description of the time of
day for filming, location, participants, clothing, props, if needed);

* A shooting schedule, which must be available to all participants;

 Clarifying the roles and responsibilities of the team;

* Considering the technical parameters (type and number of cameras,
their location, accompanying equipment - batteries, chargers,
memory cards, tripods;

» Lighting, provision of sound recording - a microphone, recording
device, cables).

WORKFLOW - PRE-REPRODUCTION STAGE

1 PLANING 3 SCOUTING 5 SCHEDULE 7 TECHNIQUE

STEPS IN PRE-PRODUCTION

Z0=—=-I0CO0OO0™Xo

2 RESEARCHING 4 ScRIPT

© Silvana Karagyozova

Figure 3. Workflow at the pre-production stage.
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The production stage (Fig. 4.) represents the actual shooting. That is
usually the most fun and easy moment (when it comes to a video podcast,
not some more complex audiovisual genre), and if everything in the previous
stage is appropriately communicated. The phase begins with setting up
the scene - placement, and settings of video equipment, lighting, and
sound. This is followed by welcoming the expert guest, relaxing him, and
predisposing him to a calm and relaxed demeanor in front of the cameras,
both before the start of shooting and during his shooting, which indirectly
develops the individual’s soft skills - empathic listening, conversational
skills, monitoring non-verbal communication, accepting feedback, being
assertive, being adaptable.

WORKFLOW - PRODUCTION STAGE

1 SETTING UP 3 PREDISPOSING
THE SCENE OF THE CREW

STEPS IN PRODUCTION

2 SETTINGS OF

TECHNICAL EQUIPMENT 4 SHOOTING

p
R
E
P
R
0
D
u
c
T
|
0
N

Z20=—=-IO0OC0ODO0OXU -W0nWO T

© Silvana Karagyozova

Figure 4. Workflow at the production stage.

The post-production stage (Fig. 5.) is the “glue” that brings all the
individual components into a complete and finished look. The first step in
the post-production workflow involves synchronizing the video and audio
stream, cutting out the excess from all the frames, and assembling them
using a variety of techniques such as following the rules of smooth editing
and applying basic effects. Next is the placement of graphics - animated
or not, which includes captions, name banners (lower thirds), questions,
subtitles, and end credits. Visual effects are not mandatory to include in
video production, especially for a lighter form like the podcast. However, it
may be necessary to apply more specific techniques such as rotoscoping,
chroma-keying, 3D animation, compositing, etc. Working with sound is a
critical phase, including cleaning up the sound, adding sound effects and
music, and mixing. Color correction and grading is the penultimate step of
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the process and involves adjusting the color parameters of the video signal to
unify the different cameras and give a specific tone, mood, and atmosphere.
Itis important to distinguish between color corrections and grading because
they are different. Color correction refers to adjusting white and black levels,
exposure, contrast, and white balance to get a correct image. That ensures
that subsequent grading adjustments will not result in unwanted artifacts in
the color information. Grading, however, is more about styling the image using
different color schemes with varying degrees of intensity. There is professional
consensus that “color correction refers to a process that is more technical
in nature, of making adjustments to correct clear qualitative problems in an
image, bringing it to a fairly neutral state, whereas grading refers to a more
intensive process of developing an appropriate overall style for the image,
relative to the narrative and artistic needs of a program” (Hurkman, 2014:18).
Exporting is all about outputting the finished video in the appropriate file
format for the chosen social platform where it will be shared.

WORKFLOW - POST-PRODUCTION STAGE

1EDITING 3 VISUAL EFFECTS i B COLORISTICS/GRADING

| | |
STEPS IN POST-PRODUCTION

2 GRAPHICAL 4 aubio 6 EXPORT
ELEMENTS

P
R
(1]
D
U
c
T
|
0
N

© Silvana Karagyozova

Figure 5. Workflow at the post-production stage.

Sharing includes not only uploading the finished file to the chosen
platform but also its verbal packaging and presentation. Some unwritten
rules have been established as working solutions thanks to the practice
accumulated over the years:

» The title must be attention-grabbing because each podcast competes

for attention with several thousand other podcasts;

* The description of the content should be of a low level of detail, i.e.,

relatively short since it does not aim to tell the whole content in
detail but to mark the most important and main points of it;
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* Itis recommended to include in the description links to references
(URLs to websites) mentioned in the video podcast;

» Itis appropriate to add chapters for the different topics to navigate
through the content easily;

* It is desirable to add relevant keywords to identify the podcast in
the Internet space better;

* Entering a contact email is optional, but recommended when more
formal communication is important;

 Itis preferred to allow comments under the post to receive feedback.

* The comments will probably not only be positive but there will be
some with a critical tone because different people with different
worldviews and expectations will watch and listen to the podcast. At
first glance, a person will want to respond to the moment, but this is
not mandatory. Here, it is important to observe netiquette and not
take the comment to a personal level. Responding makes sense if
the comment makes a valid point and the feedback is constructive.

WORKFLOW - SHARING STAGE

’1DE§CR|PT|0N} ‘ i KEYWOE; ' ‘ 75 FEEDBACK ‘
| . |
|

STEPS IN SHARING STAGE
|

‘ 2 ADD CHAPTERS L4 SHARE CONTACT ‘

MOOW=—"TMmM =>XmZ

© Silvana Karagyozova

Figure 6. Workflow at the sharing stage.

Considering not only the pros of creating a video podcast but also the
difficulties that accompany the process, both from a teaching and student
perspective, we set out to create not just another contentless “digital noise”
in the Internet space but a valuable, high-quality and meaningful product
to establish itself as a place to discuss professional topics with experts in
the audiovisual field.
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BASIC TEACHING HYPOTHESES

Based on everything said so far, we decided to introduce the medium of
learner-generated video in the form of a video podcast with the presumption
of achieving an attractive form for students to acquire and consolidate
knowledge and skills, which would give them real practical experience in
situ, a sense of authenticity, autonomy, collaboration, and confidence in their
subsequent professional realization. The activity meets all three criteria for
achieving authentic achievements (Newmann, 1996:16):

* Construction of knowledge, in which learners define, transform, classify,
demonstrate, analyze, summarize, organize, synthesize, interpret,
formulate, evaluate, and summarize information (Bloom, 1956);

* Study/research of the discipline that integrates the three important
intellectual activities - acquiring the basic knowledge of the subject
area, building it to a deeper understanding of the problems, and
communicating and expressing the acquired material in the form of
making a finished product that shows the qualitative transformation
of cognitive understanding into practical competence;

* Value beyond the educational institution, which is related not simply
to the educational documentation of the learner’s competence but
to the addition of cultural and social value to the product, which
can be shared and positively impact professional communities of
similar interest.

The teaching assumption that a video podcast can provide relevant
context and be a logical stimulus for meaningful learning finds justification
in project-based learning concepts. In creating the particular audiovisual
form, the emphasis is on situated learning, which focuses on problems that
learners would encounter in a natural professional environment. Open-ended
generative tasks are also provided, where there is no one correct solution or
approach, which challenges learners to seek and offer individual opinions
and judgments and, together with the whole group, make the most rational
choice. Project-based learning “encourages learners to be more motivated and
engaged in an activity that is meaningful and relevant to them. If an activity
is more relevant to learners’ lives, they will devote more time and effort to
the activity, which may lead the student to a deeper understanding of the
learning task” (Hung, Keppell, Jong, 2004:429). We can hypothesize that this
more profound engagement with the target content is a factor that contributes
to the long-term retention of acquired skills and knowledge. Engagement,
on the other hand, is an indicator of enhanced internal motivation and
positive emotional involvement of learners, which are the most important
characteristics of good learning situations (Soini, 1999; Pekrun, 2007) and
whose provision guarantees excellent educational achievements.
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Numerous studies have explored the value of the tasks associated with
student-generated digital videos, observed the process’s results, and found
alignment between them and the pedagogical goals associated with the tool.
The specific sub-goals we linked to potential outcomes, explicitly creating
a video podcast, overlapped with Schuck and Kearney’s (2004) synthesis
of developing video production skills, on-camera literacy, media literacy,
presentation skills, in-depth understanding of subject content, increase
in an autonomous mode of work /behavior, increase in commitment to
the learning process and motivation. We justified the general goal-setting
with the already considered, established, and verified conclusions in the
field and linked it to developing a deeper understanding of the processes
related to the technology of creating a quality audiovisual product, and
in particular, a video podcast; enhancing the sense of autonomous and
authentic learning; creating conditions for active learning; higher motivation
of students; building conditions for group project-based activity; developing
basic digital competences, especially in their digital content creation and
problem-solving part.

Such a study could not be completed without referring to the DigComp
2.2 framework (Vuorikari, Kluzer, Punie, 2022), which describes in detail the
digital skills that modern education should provide given the highly imposed
digitalization of almost every social and professional sphere. The areas of
competence in the proposed framework are:

* Ability to appropriately interact with data and information (review,

search, selection, evaluation, guidance);

* Contact and collaboration (interaction, sharing, collaboration through
digital technologies and digital identity management);

* Creation of digital content (creation, integration, and processing of
digital content in compliance with copyrights and licenses);

» Safety (protection of personal data, compliance with the rules of
use, and fair sharing of author’s works);

* Solving problems (problems of a technical nature related to identifying
technological challenges and creative approaches in using digital
technologies).

Creating a video podcast is a tool that develops a highly specialized
level of skill acquisition in students. Considered in more detail, preparing
for the next episode, the students study the invited expert in detail, apply
an adaptation strategy, select the necessary information, and filter out
the irrelevant ones. In the process of creating the product, students share
knowledge, give ideas, define the digital identity of the series, consider
how the content fits the reputation of the academic environment, support
each other technically and creatively, adapt to specific problem situations
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by offering diverse solutions, discuss together the post-production stage,
for the final product to be exciting and in line with modern trends. Sharing
the product to the YouTube channel is carried out according to all the
mechanisms and rules for the protection of personal data that the platform
provides and the protection of copyright in creating the product. Each
podcast episode is pre-screened by the guest expert to obtain their complete
agreement that the content is appropriate and can be digitally shared as
such. In terms of presenting problem situations in which the learners are
provoked to show abilities to solve them, the video podcast is a tool fully
in line with the methods of acquiring the specific digital competence since
the cases that arise can be of any nature and accompany each stage from
its creation - from ideation, through organization and implementation, to
its finalization.

We chose the student-produced video podcast as a situational learning
approach focused on applying already acquired knowledge, where learners
are placed in complex and somewhat unpredictable real-world situations
that require flexibility and adaptability. In this way, they build up their skill
set, moving from the simulated learning environment to a real professional
work environment - a process that significantly prevents inert knowledge
(knowledge that can only be reproduced) and facilitates the acquisition of
knowledge that can subsequently be applied (Renkl et al., 1996).

Perhaps the active learning factor is the most critical reason for
implementing the tool “student-made video podcast” as a modern form of
project-based cooperative learning and experiential learning. At its essence,
a range of learning strategies are used to ensure a transition between the
basic cognitive processes — construction, memorization, and acquisition
- that accompany the successful construction of knowledge and the
activation of higher-order thinking instead of mere retention in memory.
The emphasis in active learning is to put learners in situations where they
must use and repeat the acquired basic concepts of the subject area to learn
to recognize its essential aspects and to develop the ability to respond and
react to challenges appropriately by finding relevant strategies (Kosslyn,
2017). Learner-generated digital video successfully aligns with views of
active learning - it supports and stabilizes substantive understanding of
the learning material, not just at face value; contributes to the expansion
of the learner’s capacity to evaluate the big picture and the meaningful set
of knowledge and skills, and their relevance in real life; provides a better
framework for multisensory learning experiences; emphasizes creativity,
(self) observation, and interaction; engages attention and empowers learners
to shape their own learning experience; activates both critical and divergent
thinking (Meylan, Ret. in 2023).
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PROCEDURE AND METHODOLOGY

Ten students from the “Music Media Technologies and Audio Engineering”
university degree from Sofia University “Kliment Ohridski”, divided into two
groups, participated in the study. The two groups did not work in parallel
but in sequence, i.e., they were not placed in competitive mode. Each group
is tasked with the production of five episodes of a video podcast with an
audiovisual theme, where the topics and guests are related to the specific
narrow professional focus. At this stage of their studies, students have acquired
all the necessary general theoretical knowledge and most practical skills in
other degree courses. They practice them in the discipline of “Video podcast
and vlogging technologies” and integrate them through the performance of a
comprehensive, structural activity related to creating an audiovisual product.

In the beginning, in the pre-production phase, the trainees had to come
up with the overall look of the video podcast - its topic; the target audience;
its name; its graphic identity; its social media presence; assigning roles to
learners, according to their comfort zone, aptitudes and potential; setting
the technical parameters related to the technical implementation; building
an adequate environment (mise-en-scene) in which to film. Next came the
preparation of the content. Once they decided on the narrow professional
focus of the podcast - the audiovisual field, the students had to come up
with the content of the different episodes. That includes considering the
experts to invite; research related to them; coming up with the questions and
direction of the conversation to follow; and organizing the shooting process.

Group/course one created a video podcast called “Audio Joint”, and
group/course two called it “Studio4Live”. In five episodes of each videocast,
guests were leading specialists in the field of audio engineering in Bulgaria.
Students were provided professional video cameras, lenses, microphones,
a camera, mic stands, and a recording workstation to use while completing
the assignment. To feel more at ease in front of the cameras, the students
decided to present their projects in pairs. The rest of the students formed
the technical team - director, camera operators, sound director, and editor,
and applied their skills in the filming step of the production stage.

At the post-production stage, both groups preferred a workflow approach
in which each student edits one episode — makes coloristic, applies graphics,
processes sound, and exports the finished product. In this way, the benefits
to the learner are maximized as each faces the different challenges inherent
in each step of video editing.

The episodes were shared on the YouTube channel of the Department
of Music and Multimedia Technologies of Sofia University and distributed
freely in the social internet space, causing high interest among the social
circle and audience interested in the subject area.
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After completing the course, students completed a survey. They shared
their free-text answers to three main questions: 1) From your experience
creating a video podcast, what are the positive aspects of the process? 2) From
your experience of creating a video podcast, what do you rate as negative
and difficult moments of the process? 3) Do you think that, in general, the
video podcast created by students can be a good tool for mastering different
valuable skills related to the different stages of creating an audiovisual
product? If yes, why? What skills? If not, why?

Students were not informed in advance that their opinions would be
analyzed, to generate spontaneous articulation of their observations and
learning experiences.

RESULT AND DISCUSSION

The benefits of learner-generated video production are indisputable, and
the method has already been proven globally to provide a safe and effective
learning environment for meaningful learning. Therefore, the main question
this research aims to answer is how the students themselves evaluate their
experience in this empirical context and whether it helps their subsequent
professional operation. The analysis of the content of the written responses
identified three positive markers related to the video podcast format itself:
social interaction, developing communication and practical technical skills,
and developing a sense of self-worth. On the negative side, one indicator
was formed: time-consuming and effort.

A. POSITIVE FINDINGS

Marker 1. Social interaction

The meeting with interesting and proven professionals from the
audiovisual field was a positive finding for all respondents. In this, the trainees
see a valuable opportunity to exchange experience, enriching themselves
and the viewers.

Collaboration is the next positive aspect mentioned, according to its
frequency of presence in the surveys. R.S. shares: “It was fun to get together
as a group and do a common project together that somehow brought us
together and united us”” S.D. shares: “It was even more fun filming the
podcasts now that my university colleagues were also involved. During the
training period, we became quite close with some of them, and I dare say
that they are my new friends, and I enjoyed working together”

The nature of the teamwork that creating a videocast requires, and the
making of a specific type of technical error in the first issue of the podcast
series led to the self-aware need for motivation and responsibility of every
single student in every single role and stage of creation. The mistakes made
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in the first episode were not multiplied in the subsequent repetitions. The
repeatability of the process (the creation of several episodes) created a
clear algorithm of action. That became a prerequisite for improving and
consolidating the technology by which the product is professionally created,
and the trainees felt the usefulness of the newly acquired knowledge and
skills tested in real settings.

Students stated that creating the podcast was challenging because the
requirements were to create a professional-level product, which provoked more
seriousness towards the task, and more investment of time and thought. V.S.
shares that the effort is much greater when a quality end product is expected
but understands that it is worth it because “given the huge marsh of the poor-
quality end product in the form of any kind of podcast in the online space, there
being trained staff, who knows what and how to do it, would raise the level a
lot from where it is at the moment”. This solid preparation for future real work
in a media environment gives added value to the assignment as learners gain
authentic experience that will contribute to effective outcomes in the future.

Marker 2. Developing communication and practical technical skills

All responses emphasize the importance of learning in an authentic
atmosphere and the practical development of new skills. They expressed
satisfaction with the opportunity to learn something new, develop, and gain
experience through this project.

Working in the podcast format is described as a means of personal
development and improvement of various skills, including building communication
skills, which are highly useful in all aspects of life. The opportunity for
students to experience different roles in podcasting as hosts and as part of
the technical team allowed them to understand the process from both sides
of the camera. Regarding the static nature, from a technical point of view, of
videocast creation, where there are established steps to be followed, there
is a relaxed, controlled environment as filming takes place inside. There are
no distracting visual or audio elements to divert students' attention during
the linear process of audiovisual recording, which is compensated by the
dynamics that accompany the function of the host of the vodcast. K.N. shares:
“The podcast hosts quite often improvised questions on the spot and could
be said to have played the main parts, apart from the interviewees, because
of their quick reactions, changing questions, continuing or changing the
direction of the conversations in the appropriate way and at the right time.
That is, each student’s appearance in different roles has positively influenced
the in-depth understanding of the process and the development of a wide
range of skills and knowledge.

The technical competencies traditionally associated with creating a
television journalistic program (as the videocast is as well, according to its
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creation process) and in which the students make noticeable progress are
microphone placement, sound recording, camera work, video editing, and
sound and video processing.

Marker 3. Developing a sense of self-worth

The popularity of the videocast these days and its relative freedom of
presenting the information makes it a very relevant format to the learners.
They are aware that it is an up-to-date media tool to present their topics
authentically, and they have gone out of their way to make the podcast sound
unique, contemporary, and impeccable in a way that will attract an audience.

The students did not indicate having gone through any strongly
negative moments during the making of the episodes. Instead, they shared
difficulties of a different nature (technical, unpreparedness of the content
related to the specific guest, the lack of more theoretical preparation, the
lack of motivation of some of the students), which, however, accepted more
as a challenge and as H.S. states: “There are no difficult moments, there are
only new and unknown techniques and skills that are mastered over time”

For psychological reasons, the most challenging position was being
a podcast host in front of the camera. However, with repeated practice,
permanent changes in behavior were achieved due to the direct experience,
which the students equated with developing confidence in front of a camera.

In general, the students found that all the effort they put into the
videocast was in a positive direction. As S.D. says: “You have the opportunity
to make something worthwhile and watchable, regardless of whether it is
for educational purposes”

The assignment also created value that extended beyond learning
outcomes. Students were enthusiastic about sharing online. Uploaded to
the official YouTube channel of the Department of Music and Multimedia
Technologies, the episodes were shared by the students in their profiles
and resonated with the audience interested in the subject.

An interesting phenomenon was that all groups/courses of learners
wished to keep the name they came up with for their video podcasts, with
the request that they wish to continue them in the future, outside of the
learning context. This initially, with the first course that created a videocast,
caused surprise and was met with a lot of faculty resistance (the original idea
of the podcast was to have an established name to be used in years to come
by future students). However, the subsequent iteration of the problem with
the second and the third course made us rethink the situation. Ultimately,
we found that the “conflict” that arose on this occasion should be given a
more positive interpretation, as it proves the degree of emotional attachment
of the learners - they associate the videocast with something valuable and
of their own.
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B. NEGATIVE FINDINGS

Marker 4. Time and effort

From the teaching point of view, individual psychological factors were
found in some students, which referred to a more dismissive attitude towards
the learning process. A lack of enthusiasm was noted in personalities with
a predisposition to a low degree of motivation, and they indicated as a
negative side the time and effort that the task required. However, with a little
more effort on the part of the teacher, they were able to fulfill the learning
objectives, and the task turned out to be productive for them as well.

One student points out that given the large investment of time and
labor, he expected a more significant social response.

The negative sentiments are moderate, with five out of a total of ten
respondents indicating various aspects of the process that made it difficult for
them or associated them with a negative moment - difficulties in preparing
the cameras for shooting, gaps in the theoretical subject preparation, the lack
of adequate preparation of the hosts in terms of the guest expert in some of
the episodes, which could compromise the quality of the final product, the
lack of enough people to form the team, the disappearance of the creative
and production progress after the third, fourth recording.

DISCUSSION

Analyzing the learners’ responses validates the initially assumed high
value of the constructive tool for the learning process - video production
generated by the learners in the specifics of a video podcast. Their attitude
towards the creative process of its creation is highly positive, and the highly
professional finished product shared on social networks indicates that the
learners have acquired and consolidated a set of transferable skills that would
be useful not only in professional development but also in most fields of life.

The group consists of a small number of students (four in the first
group and six in the second group); thus, active learning is easily possible.
Working in a team instills responsibility in students and provokes activity
since the final overall result depends on the individual attitude and effort
that each participant puts into the production process. That refers to the
characteristics of project-based learning - collaboration, and engagement
(Stanley, Zhang, 2018; Blacer-Bacolod, 2022).

By its very nature, practice builds lasting habits, and developing the
podcast over several episodes creates a repeatability of key steps in the
workflow, through which learners gain critical reflection, learn the right
“lessons” from their own mistakes, and see their progress with each subsequent
episode - their self-confidence is strengthened, their professional attitude
towards the activity is cultivated, they automatically apply the set of acquired

ANNUAL OF THE SOFIA UNIVERSITY “ST. KLIMENT OHRIDSKI”, FESA, ANNUAL OF ARTS, ISSN 2738-7062 143



knowledge and skills, and they find rationally the right strategies when
solving problems that arise.

We were able to confirm the thesis of the value of the student-generated
video projects as a constructive learning task that promotes student engagement
and autonomy, creates a strong sense of ownership, self-regulation, and
personal interest in the topics, and the achievement of outcomes related
to new literacy skills (Kearney, Schuck, 2006; Kearney, 2011).

Some students reported that the main difficulty they experienced was
standing in front of the camera, but eventually, they were able to transform
their anxiety and keep a calm demeanor as hosts.

The learner-generated videocast brought features to the learning
process that favored achieving meaningful learning, particularly the mastery
of domain-specific knowledge and skills and their subsequent transfer
into a professionally finished product (Hakkarainen, 2011). The fact that we
placed the creation of a video podcast in the context of not just simulating a
professional situation but a real one contributed to forming an applicability-
centered disposition in students with a long-term effect.

Armed with the fundamentals and key aspects of the audiovisual field
they are studying, students applied them in the context of creating a video
podcast and effectively acquired and strengthened combinations of a range
of abilities of a technical and creative nature. The more specific of them are:

* Anin-depth understanding of each stage of the process of creating
a video artifact - from exploration to finalization;

* Successfully guiding the creative, technical, organizational, communication,
and promotion aspects of video production;

* Shared interest and respect for the common work and each one of
the team (collaboration);

* Recognizing the roles and responsibilities of the professional positions
of director, cameraman, lighting, presenter, sound engineer, editor,
and producer.

Creating a video production develops more global skills: research,
analytical, problem-solving, and planning skills (Theodosakis, 2002), soft
skills, skills for constructing meaningful communication in a digital social
environment, and critical thinking skills.

Creating five episodes of each podcast resulted in the automation of
the activity, which psychologically means that subsequent real-life tasks of a
similar nature should be performed with “less expenditure of ‘energy’ and in
less time” (Stoykov, 2001: 94) and a significant degree of confidence in one’s
abilities. The iterative approach to implementing the task favors the formation
of permanently fixed intellectual habits. We are strongly convinced that
after passing this course, students gain clarity regarding the methodology of
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action in creating the same or similar audiovisual product, can successfully
use the accumulated knowledge and skills, and manage specific theoretical
and practical processes in professional media environments.

In summary, students’ experience with video casting shows that:

» Their work has been a valuable experience that requires a variety of
technical, creative, and social skills, a willingness to accept different
challenges;

* In the process of creation, they became familiar with the specifics
of teamwork and appreciated the importance of cooperation and
responsibility;

* The task was an important tool for training and personal development,
which enriches not only the participants but also society;

* The format allows them to express their creativity, meet new established
people, and create connections in the specific professional field;

* Vodcast projects provide solid preparation for working in a media
environment.

CONCLUSION

The videocast (created by the learners) has emerged as a suitable modern
way to create an unobtrusive form of internet presence that holds a stable role
among a specific community of close interest. As a pedagogical phenomenon,
itis defined as a process of direct experiential learning, building on systematic
academic knowledge, which has the potential to transform learning into
reliable, consistent knowledge (Kolb, 2014). Its project-based qualities formulate
a significant academic environment that positively affects the process of
acquiring knowledge by integrating meaningful learning characteristics -
activity, constructiveness, authenticity, cooperativeness, and contextuality.

The lasting conclusion that has emerged is that the student-made video
podcast, as a specific form of digital storytelling, quite reasonably becomes
part of the teaching approaches of work, giving relevance, significance, and
high applicability to the educational content ({Anonymous, 20207). Defining
and developing a modern learning environment is about establishing a
meaningful use of digital technologies, bringing different learning styles closer
to each other, generating interest, attention, and motivation, developing the
creative talent of learners, and maintaining an authentic, student-centered
pedagogy (Blomberg et al., 2013).

The video podcast - on the one hand, as a pedagogically designed
guideline and situational strategy, and on the other, as a creative tool for
self-expression - predisposes learners to assemble ideas, concepts and
skills themselves, making it a well-chosen method that is in sync with
already established rational arguments for using learner-generated video
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- it creates an authentic learning experience (Newmann,1996; Radinsky et
al., 1998; Ludewig, 2001; Reeves, Herrington, Oliver, 2002; Kearney, Schuck,
2006; Reeves, Caglayan, Torr , 2017); it provokes active learning (Shewbridge,
Berge, 2004; Bijnens et al., 2004; Kosslyn, 2017); it improves understanding
of the subject matter (Gross, 1998; Ross, Yerrick, Molebash, 2003; Schuck,
Kearney, 2004; Blacer-Bacold, 2022); it enhances motivation and provides
positive emotions (Hung et al. 2004; Hakkarainen, 2007, 2009; Pirhonen, Rasi,
2017); it provides meaningful learning (Jonassed et al., 1999; Hakkarainen,
Saarelainen, Ruokamo, 2007; Hakkarainen, 2011); it develops collaborative
skills (Ludewig, 2001; Reid, Burn, Parker, 2022); it builds a number of literacies,
including media, technological, visual, communication (Burn et al., 2001,
Yildiz, 2003; Shewbridge, Berge, 2004; Kaperonis, 2021).

The video podcast, with the relevant conditions that we introduced
in the discipline “Video podcast and vlogging technologies”, was able to
engage and arouse the interest of learners, form a context for a personalized
learning experience and a quality of learning that contributed to the
exteriorization of the cognitive experience in a valuable visual product
with socio-cultural significance.
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Abstrakt: Die Untersuchung der Klaviertechniken im Iran durchlauft
verschiedene Phasen, darunter die Sammlung historischer Daten, die
Erforschung der genealogischen Entwicklung der Spieltechniken und
die Problematisierung bestehender Ansitze. Die Mikrotone sind ein
wesentliches Element der persischen Musik, die ihr eine einzigartige
Klangfarbe verleihen. Sie erfordern eine sorgféltige Analyse und Anpassung,
um sie auf das Klavier zu tibertragen, ein Instrument, das traditionell
nicht fiir die feinen Nuancen der persischen Tonskalen ausgelegt ist. Das
modale System der persischen Musik, das auf einer komplexen Struktur
von Tetrachorden und Pentachorden basiert, umfasst eine Vielzahl von
Modi, die in sieben Dastgahs und fiinf Avazes organisiert sind, und stellt
eine Herausforderung fiir die Ubertragung auf das Klavier dar, das mit
seiner gleichschwebenden Stimmung konzipiert ist. Das gleiche gilt fiir
die Rhythmen und Spielpraxis der persischen Musik. In Zusammenarbeit
mit einem Team aus internationalen Komponisten entstehen in einem
kritischen Kontext neue Stiicke.
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Stichworter: Piano, Extended techniques, cultural exchange, preparation,
Dastgah, Persian music, Contemporary classical music, methodology,
artistic research

THE PIANO AS A VESSEL FOR CULTURAL EXCHANGE
Maryam Mehraban

Abstract: The investigation of piano techniques in Iran goes through various
phases, including the collection of historical data, the exploration of the
genealogical development of playing techniques, and the problematization
of existing approaches. The microtones are an essential element of Persian
music that give it a unique timbre. They require careful analysis and
adaptation to be transferred to the piano, an instrument traditionally not
designed for the fine nuances of Persian tonal scales. The modal system of
Persian music, which is based on a complex structure of tetrachords and
pentachords, includes a variety of modes organized into seven Dastgahs
and five Avazes, and presents a challenge for transfer to the piano, which
is designed with equal temperament. The same applies to the rhythms
and playing practice of Persian music. In collaboration with a team of
international composers, new pieces have emerged from this research
in a critical context.

Keywords: Klavier, Erweiterte Spieltechniken, Kultureller Austausch,
Préparationen, Dastgah, persische Musik, Zeitgenossische Klassische
Musik, Methodik, Kinstlerisch-wissenschaftliche Forschung

Mein kiinstlerisch-wissenschaftliches Forschungsprojekt widmet sich
einem bisher vernachldssigten Aspekt der iranischen Musikforschung: der
Entwicklungsgeschichte des Klaviers. Diese Untersuchung beleuchtet die
vielfaltigen Wege, die das Klavier seit seiner Einfithrung im Iran beschritten
hat und unterschiedliche methodische Anséitze, die als exemplarische Modelle
fir den Umgang mit kulturell fremden Elementen dienen kénnen. Die von
mir herausgearbeiteten Schichten der Herangehensweise der kulturellen
Anndhrung zwischen dem Klavier und den jeweiligen kulturellen Normen
Mitte des 19. Jahrhunderts im Iran stellen auch die verschiedenen Kategorien
in meiner kuratorischen Arbeit in Bezug auf mein Projekt dar.

Die Kategorien beinhalten die experimentelle Phase, die reproduktive
Phase und die produktive Phase.

In der experimentellen Phase wird das Klavier als ein “found object”
betrachtet. Dabei steht die Neugier auf neue Techniken, die Forschung
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und das Experimentieren im Vordergrund. Ein Interpret, der einige
Stiicke urauffithren wird, die nach diesem Projekt speziell fiir das Klavier
komponiert wurden.

In der reproduktiven Phase beziehe ich die persische Dastgah-Musik mit
ein. In diesem Kontext stehen das Klavier und dieser Musikstil im Mittelpunkt
des kulturellen Austauschs. Im vergangenen Jahr gab es eine Zusammenarbeit
mit iranischen professionellen Instrumentalisten. Sie stellten sich die Frage,
welche Wirkung sie als professionelle Instrumentalisten mit dem Klavier
erzielen konnen - eine Aneignung und Transformation.

Die produktive Phase umfasst Komponisten, die ich mit der Komposition
von Klavierstiicken beauftrage. Der Input, den ich diesen Komponisten
uber persische Musik gebe, liefert theoretische, technische und praktische
Informationen, die in die Stiicke einfliefSen.

Um ein Verstindnis fiir diese Projektgliederung zu erhalten, ergibt es
Sinn, wenn wir einmal die Geschichte des Klaviers im Iran durchleuchten.

Die Geschichte des Klaviers im Iran

Im Jahr 1806 erhielt der iranische Konig ein Klavier als Geschenk von
Napoleon Bonaparte. Leider fithrte mangelnde Information dazu, dass das
Instrument viele Jahre lang nur als dekoratives Objekt am koniglichen Hof
aufbewahrt wurde.

Erst 60 Jahre spater wagte sich der Leiter der Hofkapelle, ein erfahrener
Santoor-Spieler, hinter das Klavier. Durch geschickte Manipulation des
Instruments gelang es ihm, darauf Stiicke zu spielen. Mohammad Sadeq Khan,
so sein Name, erkannte dabei erstaunliche Ahnlichkeiten zwischen dem
Santoor und dem Klavier.

Infolgedessen begann Mohammad Sadeq Khan, das Klavier auf persische
Weise zu stimmen und zu spielen - eine mutige Initiative, die den Klang
des Instruments im Iran veranderte. Er begann sogar, Klavierunterricht zu
geben. Der Klang des Klaviers wurde immer bekannter und beliebter, sodass
sogar die Konigstochter Interesse daran zeigte, das Instrument zu erlernen.
Das Klavier entwickelte sich zu einem globalen Symbol der Musik.
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Ein wichtiger entfernter Schiiler von Mohammad Sadeq Khan war
Morteza Mahjubi, der das Klavierspielen von seiner Mutter erlernt hatte,
die bei Mohammad Sadeq Khan studiert hatte'. Mahjoubis Werk gewinnt
seine Bedeutung aus der Tatsache, dass er ein europdisches Instrument
- das Klavier - vollstandig im persischen Stil spielte. Sein einzigartiger
Spielstil hinterldsst beim Zuhorer den Eindruck eines 100 % originalen
und traditionellen Instruments. Als Komponist musikalischer Werke trat
dieser ebenfalls in Erscheinung. So erfand er auch eine eigene Form seiner
Musik auf dem Klavier zu verschriftlichen in einer Notation, die er von dem
traditionellen persischen Gewichtmafssystem abgeleitet hat?.

! MAHIJUBI, Morteza - Encyclopaedia Iranica (iranicaonline.org)

2 Malekpour, Fakhri (2011). The Music of Script: Morteza Mahjoubi (Mashg-e Ostad).
Tehran: Mo'assesse Farhangi Honari Avaye Honar va Andishe. pp. 8-19
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Ein weiterer wichtiger Einfluss fiir das Klavier im Iran war der am Hof
des Schahs angestellte franzosische Komponist Jean Baptiste Lemaire.

Jean Baptiste Lemaire, ein franzosischer Militdrmusiker und Komponist,
hatte einen bemerkenswerten Einfluss auf die persische Musik des 19.
Jahrhunderts. Nach seiner Ausbildung am Pariser Konservatorium wurde
er 1867 von der persischen Regierung eingeladen, um die militdrischen
Orchester des Landes nach westeuropaischem Vorbild zu reorganisieren®.
Seine Ankunft in Persien markierte einen Wendepunkt in der Entwicklung
der persischen Musik, da er nicht nur westliche Instrumente einfiihrte,
sondern auch die Ausbildung von Militdrmusikern an der Dar al-Fonun,
der ersten modernen Hochschule des Landes leitete. Zu seinen Schiilern
zahlten bedeutende Personlichkeiten wie Darvish Khan und Gholam Reza
Minbashian, die spater als Pioniere der westlichen klassischen Musik im
Iran galten.

Lemaire komponierte die erste persische Nationalhymne, ein Werk fiir
Stimme und Klavier, das einen tiefgreifenden Einfluss auf die nationale Identitat
hatte und die Anerkennung der persischen Musik im Ausland férderte. Durch
seine Kompositionen und Arrangements klassischer persischer Musik fiir
das Klavier, die er nach Paris zurticksendete, trug er maf$geblich dazu bei,
das Bild der persischen Musik im Ausland zu prigen. Diese Werke fanden
in einer Zeit, in der Orientalismus in Mode war, grofSen Anklang in Europa
und verstarkten das Interesse an der persischen Kultur.

Lemaires Einfluss erstreckte sich auch auf die Einfithrung europédischer
musikalischer Konzepte und Lehrmethoden, die eine Briicke zwischen den
musikalischen Traditionen Persiens und des Westens schlugen. Seine Arbeit
legte den Grundstein fiir eine neue Ara der musikalischen Ausbildung im
Iran, die sowohl die traditionelle als auch die westliche Musik umfasste und
zu einer vielfaltigeren musikalischen Landschaft fiihrte. Seine Bemithungen,
die persische Musik zu modernisieren und international bekannt zu machen,
haben ihn zu einer Schlisselfigur in der Geschichte der Musik des Landes
gemacht.

Von den Schiilern von Lemaire zahlt historisch Gholamreza Khan
Minbashian®, auch bekannt als Salar Mo'azez, zu den wichtigsten. Er gilt
als der erste Perser, der im Ausland eine klassische Musikausbildung erhielt
und dessen Werke in Europa veroffentlicht wurden. Sein Stiick "Avaz-e
Mahour" fiir Klavier wurde als erstes Werk eines persischen Komponisten
in Europa publiziert. Minbashian, geboren 1861 in Teheran, studierte Musik

3 Khaleghi, R. (2002), The story of Iranian music, Tehran, Iran: Mahoor Institute of
Culture and Art

4 Lexikon Neue Musik, Jorn Peter Hiekel, Christian Utz, Springer-Verlag, 2016. p.317
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am Polytechnikum Dar al-Fonun und setzte seine Ausbildung am Sankt
Petersburger Konservatorium unter Rimsky-Korsakov fort. Nach seiner
Rickkehr nach Teheran leitete er die Musikabteilung der Persischen
Kosakenbrigade und wurde spater zum Generaldirektor der koniglichen
Armeeorchester ernannt. Er komponierte die erste Nationalhymne des
konstitutionellen Irans und fiihrte Gesangsklassen in Grundschulen ein.
Seine Beitrage zur iranischen Musik und insbesondere seine Bemutihungen,
persische Musik in europdische Notation zu transkribieren, haben ihn zu
einer Schlisselfigur in der Geschichte der iranischen Musik gemacht.
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ANSATZ MEINER KUNSTLERISCH-WISSENSCHAFTLICHEN
FORSCHUNG

In meiner Forschung wende ich eine Methode an, die Paulo de Assis in
seinem Werk ,Logic of Experimentation“ vorschlagt, welche auf den drei
Modellen von Michel Foucault basiert.

In seinem Werk argumentiert de Assis fiir eine neue Art von Performer,
die von autoritativen Texten und Traditionen befreit ist und deren Kreativitit
durch intensive Forschung und erfinderische Vorstellungskraft angetrieben
wird. Er bewegt sich tiber das Konzept des "Werks" hinaus und préasentiert
eine neue Sicht auf musikalische Werke, basierend auf den Begriffen der

5 de Assis, Paolo, Logic of Experimentation, Orpheus Institue Series, 2018
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Schichten (Strata), des Zusammenbaus (Assemblage) und des Diagramms.
Diese Konzepte fordern innovative, praxisbasierte Methodologien, die
archivarische und musikwissenschaftliche Forschung in den kreativen
Prozess integrieren, der zu einer Auffiihrung fiihrt. De Assis' Ansatz
schafft einen ontologischen, methodologischen und ethischen Raum fiir
experimentelle Auffiihrungspraktiken und argumentiert fiir eine neue Art der
Darbietung, die tiber reprasentative Auffithrungsmodi - sei es Mainstream
oder historisch informierte Auffithrungspraktiken - hinausgeht. Geschrieben
in einem experimentellen Stil, eignen sich seine acht Kapitel, Konzepte der
Musikperformance aus der post-strukturellen Philosophie, der Psychoanalyse,
den Wissenschafts- und Technologiestudien, der Erkenntnistheorie und
der Semiotik an, wobei deutlich wird, wie transdisziplinar die kiinstlerische
Forschung ist.

Diese Methodik ist essenziell, um das umfangreiche Material, das fiir die
Arbeit und Recherche benétigt wird, effektiv zu nutzen. Der Forschungsprozess
unterteilt sich in drei Phasen: die archaologische, die genealogische und
schliefslich die Phase der Problematisierung. Bislang habe ich mich auf den
archéologischen Teil konzentriert, in dem ich Quellen zum Klavierspiel
im Iran gesammelt habe. Dazu zdhlen verschiedene Ansatze, Notationen,
Partituren, Aufnahmen und Berichte zur Auffiihrungspraxis, die auch
historische Perspektiven berticksichtigen.

Ein wesentlicher Bestandteil der Archadologie sind die verschiedenen
Klaviertechniken. Ich habe fortgeschrittene Spieltechniken erforscht und
mich gefragt, ob es moglicherweise Techniken auf anderen Instrumenten
gibt, die in der iranischen Kultur verwendet werden und die neuen Einblicke
in Klaviertechniken ermoéglichen koénnten. Um die zweite Forschungsfrage
zu beantworten - wie Techniken persischer Instrumente auf dem Klavier
umgesetzt werden konnen -, habe ich mich intensiver mit den Details
auseinandergesetzt und mich fiir die Arbeit mit Schichtungen entschieden,
wie sie von Paolo de Assis angewendet wird. Diese Herangehensweise
ermoglicht es, die Komplexitit und Vielfalt der musikalischen Ausdrucksformen
zu erfassen und bietet einen neuen Zugang zur Interpretation persischer
Musik auf dem Klavier.

Die Anwendung der genealogischen Phase auf meine Forschung ermoglicht
es, die historischen und kulturellen Hintergriinde der Klaviertechniken
im Iran zu untersuchen. Durch diese Analyse kann ich die Entwicklung
dieser Techniken tber die Zeit hinweg nachvollziehen und verstehen, wie
sie durch verschiedene soziale und politische Einflisse geformt wurden.
Dieser Ansatz hilft mir, die Urspriinge und die Evolution der Spielweisen zu
beleuchten, die in der heutigen Praxis moglicherweise als selbstverstindlich
angesehen werden.
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Indem ich die genealogische Methode anwende, kann ich die verschiedenen
Einflisse identifizieren, die zur Entstehung spezifischer Klaviertechniken
gefiihrt haben. Ich kann erkennen, wie sich diese Techniken aus der Interaktion
mit persischen Instrumenten und der Auseinandersetzung mit westlichen
musikalischen Konventionen entwickelt haben. Dieser Prozess beinhaltet
das Studium von historischen Texten, die Analyse von Musikaufnahmen und
die Betrachtung von Auffithrungspraktiken, um ein umfassendes Bild der
musikalischen Traditionen des Irans zu erhalten.

Die genealogische Phase tragt auch dazu bei, die kulturelle Bedeutung
und den symbolischen Wert der Klaviertechniken im iranischen Kontext
zu verstehen. Sie ermoglicht es mir, die Beziehung zwischen Musik und
Identitét zu erforschen und wie diese Beziehung durch historische Ereignisse
beeinflusst wurde. Durch diese tiefgehende Analyse kann ich die kulturellen
Narrative, die mit diesen Techniken verbunden sind, besser verstehen und
in meiner Forschung berticksichtigen.

Dartber hinaus erlaubt mir die genealogische Untersuchung, die
Machtstrukturen zu hinterfragen, die méglicherweise die Entwicklung
und Verbreitung bestimmter Klaviertechniken beeinflusst haben. Ich kann
untersuchen, wie bestimmte Spielweisen privilegiert oder marginalisiert
wurden und welche Rolle politische und gesellschaftliche Verdnderungen
dabei gespielt haben. Diese Perspektive ist entscheidend, um ein kritisches
Verstindnis der musikalischen Praxis zu entwickeln und um zu reflektieren,
wie meine eigene Forschung in diesen grofSeren historischen Rahmen passt.

Letztendlich ermoglicht die genealogische Phase meiner Forschung, die
historischen Schichten zu enthiillen, die die heutigen Klaviertechniken im Iran
pragen. Sie fordert ein Bewusstsein fiir die Komplexitdt und den Reichtum
der musikalischen Ausdrucksformen und triagt dazu bei, die Forschung in
einen breiteren kulturellen und historischen Kontext zu stellen. Durch diesen
Ansatz kann ich die Dynamik des musikalischen Wissens erfassen und meine
Forschungsansatze entsprechend anpassen, um neue Erkenntnisse tiber die
Verbindung zwischen Musik und Kultur im Iran zu gewinnen.

In der genealogischen Phase meiner Forschung habe ich eine Vielzahl
von Quellen und Aufnahmen herangezogen, um ein tiefgreifendes Versténdnis
der Entwicklung und des kulturellen Kontextes der Klaviertechniken im
Iran zu erlangen. Zu den verwendeten Materialien gehoren historische
Texte, die die musikalische Theorie und Praxis im Iran dokumentieren,
sowie Aufzeichnungen von Auffiihrungen, die wichtige Einblicke in die
Interpretation und Ausfithrung der Musik bieten.

Einige der Schlisselquellen sind alte Manuskripte und Notationen, die
seltene und traditionelle Kompositionen enthalten, welche die Grundlage
der Klaviertechnik im historischen Iran bilden. Diese Dokumente bieten
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wertvolle Informationen tiber die musikalische Notation und die theoretischen
Grundlagen, die fiir das Verstandnis der Entwicklung der Klaviertechniken
unerlasslich sind.

Dartiiber hinaus habe ich Aufnahmen von renommierten iranischen
Pianisten analysiert, die sowohl klassische als auch zeitgenossische Stiicke
interpretieren. Diese Aufnahmen sind besonders aufschlussreich, da sie
die Anwendung der Techniken in der Praxis zeigen und es ermoglichen,
die Nuancen der Ausfiihrung zu studieren, die in schriftlichen Quellen
moglicherweise nicht festgehalten sind.

Ich habe auch ethnographische Feldforschungen durchgefiihrt, die
Interviews mit Musikern und Musiklehrern umfassen. Diese personlichen
Gespriche bieten Einblicke in die miindliche Uberlieferung und die personlichen
Erfahrungen der Musiker mit den Klaviertechniken, die in der iranischen
Musiktradition verwurzelt sind.

Zusatzlich zu diesen primaren Quellen habe ich mich auf akademische
Arbeiten und Studien gestiitzt, die sich mit der Geschichte der Musik
im Iran und der Rolle des Klaviers in dieser Geschichte befassen. Diese
Sekundérquellen bieten einen kritischen Rahmen fiir die Interpretation
der priméren Daten und helfen sie, in einem genauen geschichtlichen und
kulturellen Raum zu verorten.

Die Kombination dieser vielfiltigen Quellen ermoglicht es mir, ein
umfassendes Bild der genealogischen Entwicklung der Klaviertechniken
im Iran zu zeichnen. Sie tragen dazu bei, die kulturellen, sozialen und
politischen Faktoren zu verstehen, die die musikalische Praxis beeinflusst
haben, und ermoglichen es mir, die Dynamik und die Verdnderungen im
Laufe der Zeit zu erfassen. Diese tiefgehende Analyse ist entscheidend, um
die Komplexitiat und den Reichtum der musikalischen Ausdrucksformen im
Iran zu wiirdigen und einen nachhaltigen Einfluss auf die Entwicklung der
kulturellen Spielpraktiken des Klaviers zu nehmen.

STRATAS UND ASSEMBLAGE

Die Konzepte der Schichten (Strata) und des Zusammenbaus (Assemblage)
sind zentral fiir Paolo de Assis' "Logic of Experimentation” und bieten einen
neuen Rahmen fiir das Verstandnis und die Ausfithrung musikalischer Werke.
Ein Beispiel fiir Strata konnte die Analyse eines klassischen Musikstiicks
sein, bei der jede Schicht eine andere Dimension des Werks reprasentiert
- von der urspriinglichen Partitur tiber die historischen Auffithrungen bis
hin zu den verschiedenen Interpretationen und Aufnahmen, die im Laufe
der Zeit entstanden sind. Jede Schicht tragt zur Gesamtheit des Werks bei
und bietet unterschiedliche Perspektiven und Kontexte. Der Zusammenbau
(Assemblage) bezieht sich dann auf den Prozess, diese Schichten zu einem
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koharenten Ganzen zu verbinden, das mehr ist als die Summe seiner Teile. In
der Praxis konnte dies bedeuten, dass ein Musiker oder Forscher Elemente
aus verschiedenen Schichten nimmt - etwa eine bestimmte Interpretation
der Dynamik aus einer Aufnahme, ornamentale Details aus einer anderen
und theoretischen Einsicht aus der musikwissenschaftlichen Forschung -
und sie zu einer neuen, einzigartigen Auffiihrung zusammenfiigt. Dieser
Prozess ist dynamisch und reflektiert die individuelle kiinstlerische Vision
sowie das tiefere Verstdndnis des Werks, das durch die Auseinandersetzung
mit seinen verschiedenen Schichten erreicht wird.

EIN BLICK AUF RELEVANTE SUBSTRATA

Musiktheorie

Die persische Musiktheorie, ein wesentlicher Bestandteil sowohl der
Musikwissenschaft als auch der kiinstlerisch-wissenschaftlichen Disziplin,
hat stets eine wichtige Rolle bei der Weitergabe von Wissen an Komponisten
gespielt. Ein zentrales Element dieser Theorie ist das Konzept des Dastgah.®
Der Begriff "Dastgah’, der wortlich als "Ort der Hand" oder "Modus" tibersetzt
werden kann, bezeichnet ein modales System in der traditionellen persischen
Kunstmusik.

Zum Beispiel reprasentiert das Dastgah-e Shur eine Gruppe von Modi
innerhalb des Shur-Modus. Insgesamt gibt es zwolf Modi, die in sieben
Dastgahs und fiinf avazes, also Untermodi, unterteilt sind. Diese Modi
entstehen durch die Kombination von Tetrachorden, die jeweils einen
spezifischen Intervallcharakter aufweisen.

Ein Dastgah definiert sich durch seine Intervalle und die zugrunde
liegende Tonleiter, wodurch ein charakteristisches modales System innerhalb
der traditionellen persischen Kunstmusik entsteht. Jedes Dastgah setzt
sich aus einer Sammlung von Melodien und Gushehs zusammen, wobei
"Gusheh" wortlich "Ecke" bedeutet. Jedes Dastgah reprasentiert eine
spezifische modale Variante, die einem Entwicklungsverlauf folgt, der durch
eine festgelegte Sequenzabfolge bestimmt wird. Dieser Verlauf umfasst 365
zentrale Kernmelodien, die als Gushehs bekannt sind. Traditionell werden
diese in einem fiinfteiligen zyklischen Format dargeboten, das aus einer
Einleitung, einem Vierzeiler, einem Refrain, einer Ballade sowie einem Reng
und Finalis besteht.

6 Heydarian, Peyman (2005), A database for persian music, Queen Mary University

of London
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Das Finalis, oft als Zielton verwendet, markiert das Ende melodischer
Kadenzen und vermittelt ein Gefiihl des Abschlusses. Es wird auch als
"Tonikum" bezeichnet, was seine Rolle als zentraler Bezugspunkt in der
Melodie unterstreicht.

Aghazbezeichnet den Anfangston, auf dem iiblicherweise eine musikalische
Improvisation in einem Dastgah, einem musikalischen Modus der persischen
Musik, basiert. Dieser Ton kann je nach Dastgah variieren und ist nicht immer
identisch mit der Finalis, dem abschliefsenden Ton, der die Grundtonart festlegt.
Der Ist, was "Stopp" bedeutet, reprasentiert einen anderen Ton, der haufig
als Schlusston fiir musikalische Phrasen verwendet wird, jedoch nicht fiir die
abschliefSenden Kadenzen. Der Sahed, oder "Zeuge",ist ein hervorstechender
Ton, der oft als zentraler Bezugspunkt innerhalb der Melodie dient. Moteghayyer,
was "veranderlich" bedeutet, bezieht sich auf eine variable Note, die in der
Ausfiihrung des Dastgah zwei unterschiedliche Tonhéhen annehmen kann,
je nach Kontext der Komposition oder der Interpretation des Musikers. Diese
Begriffe sind essenziell fiir das Verstandnis der Struktur und der Dynamik der
persischen klassischen Musik und ihrer Improvisationspraktiken.

In der traditionellen persischen Musik spielen die Zeichen Sori und
Koron eine zentrale Rolle. Sori kennzeichnet einen Mikroton, der geringfligig
hoher als der Standardton ist, wahrend Koron einen Mikroton symbolisiert,
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der etwas tiefer als der tibliche Halbton liegt. Diese feinen Nuancen in der
Tonhohe sind essenziell fiir die charakteristische Klangfarbe der persischen
Musik und ermoglichen eine reiche Palette an melodischen Variationen,
die uber das westliche Tonsystem hinausgehen. Durch diese Symbole wird
die emotionale Tiefe und die kulturelle Vielfalt der Musik zum Ausdruck
gebracht, die fiir die persische musikalische Tradition so einzigartig ist.

Musikalische Praxis

Die traditionelle persische klassische Musik, ein reiches Erbe des kulturellen
Ausdrucks, ist tief in der Geschichte und Seele des iranischen Volkes verwurzelt.
Diese Musikform ist fiir ihre modale Struktur und improvisatorische Natur
bekannt, die auf den Dastgahs basiert, einem System von musikalischen Modi,
deren Urspriinge in den von Ibn Sina beschriebenen Modi liegen.

Die Auffithrung eines Dastgah beginnt typischerweise mit einem
Daramad, einer Einleitung, die den Modus und die Mayeh des Dastgah
signalisiert. Dieser wird gefolgt von den Gushehs, die jeweils eine eigene
Stimmung und thematische Entwicklung haben. Die Intervalle in der
persischen Musik unterscheiden sich von denen der westlichen Musik,
mit einzigartigen Mikrointervallen wie Dreiviertel- und Fiinfvierteltdonen,
die eine besondere Herausforderung fiir die Ausfiihrung und das Horen
darstellen. Persische Musikinstrumente, wie der Santoor oder die Setar,
sind speziell dafiir konstruiert, diese Intervalle zu ermoglichen und tragen
zur charakteristischen Klangfarbe der Musik bei.

Ein weiteres Merkmal der persischen klassischen Musik ist der Gesangsstil
Tahrir, eine Verzierungstechnik, die einen quasi Jodel-Effekt mit hohen
Falsetttonen erzeugt. Andere Gesangsstile werden in traditionellen und
spirituellen Zeremonien verwendet, wie Zekr, bei denen Gedichte gesungen
und Instrumente von Mitgliedern des Sufi-Ordens gespielt werden. Die
Musikpraxis in der traditionellen persischen klassischen Musik ist nicht nur
eine kiinstlerische Ausdrucksform, sondern auch ein Medium der spirituellen
Erfahrung und Reflexion.

Fir uns war es Klar, es ist der Wunsch, gemeinsam Musik zu machen,
nachdem die Instrumente vorgestellt und die Techniken analysiert wurden. Wir
haben zweimal als Trio improvisiert. Das erste Mal waren wir nicht erfolgreich.
Wir hatten eine solide persische Melodie aus Chahargah ausgewdahlt und einiges
klar gemacht, aber nach einer Minute fiihlte ich mich gezwungen. Wie eine
Person, die das heutige Abendessen nicht mag, aber nur um hoéflich zu sein,
sich zwingt, zu essen. Ich fiihlte mich in meinem Geist nicht frei und versuchte,
anstatt mich zu entfalten, dem eigentlichen Stiick auszuweichen. Ich habe
die Improvisation nach 1 Minute gestoppt. Fir das zweite Mal haben wir die
Elemente reduziert. Wir begrenzten uns daraufhin auf nur 3 Noten und liefSen
unseren intuitiven Ideen freien Lauf, ohne uns gegenseitig einzuschrianken. Wir
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folgten einander, aber wir warteten nicht aufeinander und diese Einheit machte
uns zum Trio. Dieses Ereignis brachte mich dazu, mehr tiber Improvisation
nachzudenken. Laut Georg Bertram widersprechen Improvisationen der
eigentlichen Idee der Ontologie. In dem Buch "The Routledge Handbook of
Philosophy and improvisation in the Arts" kategorisiert Dr. Georg Bertram die
"Improvisation". Ich zitiere: “Was ist eine Improvisation? Eine Improvisation
ist eine Praxis, die etwas spontan entwickelt. Diejenigen, die improvisieren,
wissen nicht im Voraus, was sie tun sollen. Sie entwickeln, was sie tun, wahrend
sie es tun. Aber diese Definition von Improvisation erfordert die Bestimmung
dessen, was es bedeutet, Ereignisse als Praktiken zu charakterisieren. Eine
Praxis ist ein Ereignis, bei dem etwas getan wird. Aber was getan wird, kann
in sehr unterschiedlichen Rahmenbedingungen getan werden”.

7 Bertram, George, Improvisation as normative Practice, The Routledge Handbook

of Philosophy and Improvisation in the Arts, 2021
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In der vorliegenden Studie wurden verschiedene Techniken untersucht,
um mikrotonale Verzierungen, die charakteristisch fiir die persische Musik
sind, auf einem Klavier zu simulieren. Eine innovative und bereichernde
Methode bestand darin, die Saiten des Klaviers an spezifischen Punkten
mit kleinen Steinen zu priparieren. Diese Steine modifizieren die
Schwingungscharakteristika der Saiten und erzeugen dadurch mikrotonale
Variationen. Durch manuelle Manipulation der Steine wahrend des Spielens
konnten die Frequenzen der Saiten feinjustiert werden, was zur Erzeugung
subtiler Tonnuancen fiihrte. Die resultierenden mikrotonalen Effekte
verliehen dem Klavierklang eine unverwechselbare Klangtextur und fiihrten
zu nuancierten Variationen, die den Klingen von anderen persischen
Saiteninstrumenten dhneln. Diese experimentelle Herangehensweise
eroffnet neue Perspektiven fiir die Forschung und die praktische Anwendung
mikrotonaler Elemente auf dem Klavier. Fiir das Stiick von Philipp Henkel
arbeiten wir auch direkt mit einer Manipulation der Klaviermechanik und
des Verstimmens der Saiten.
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BEISPIEL: RACHEL C. WALKER - KLAVIERSTUCK III
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Das Klavierstiick als solches zu bezeichnen, bedeutet nicht nur, das
Klavier als ein Gefaf$ zu erkennen, das zahlreiche Fingerabdriicke und Beziige
enthalten kann, sondern auch, seine Parameter als Schlaginstrument in
Frage zu stellen. Die Mazda Marimba von Partch verkorpert bereits die Idee
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erweiterter Klange, die in einem von persischer Perkussion inspirierten
Kontext aufgenommen werden. Hier verdnderten das Neuordnen und
Neuinterpretieren manueller Gesten der Tombak die Korperlichkeit
des Klavierspiels und ermoglicht das Entstehen einer neuen Klangwelt.
In diesem Sinne ist das Klavier mehr als nur ein Instrument; es ist ein
Medium, das die Fahigkeit besitzt, kulturelle und historische Narrative
zu transportieren und zu transformieren. Die Fingerabdriicke auf den
Tasten sind Zeugen der vielen Musiker, die ihre eigenen Geschichten
und Emotionen durch ihre Musik zum Ausdruck gebracht haben. Jedes
Stuck, das auf dem Klavier gespielt wird, ist somit ein Echo vergangener
Auffiihrungen und gleichzeitig ein Vorbote zukinftiger Interpretationen.
Die Frage nach den Grenzen des Klaviers als Schlaginstrument 6ffnet die
Tir zu einer Welt, in der die traditionellen Vorstellungen von Melodie
und Rhythmus neu definiert werden konnen. Die Einbeziehung von
Elementen der Tombak in das Klavierspiel ist ein Beispiel fir diese Art
der Grenziliberschreitung, die eine neue Dimension der musikalischen
Ausdruckskraft erschlief3t.

Die Komposition von Klaviersttick III durch Rachel C. Walker ist ein
Zeugnis fur die transformative Kraft der Musik. Durch die Auftragsarbeit
im Rahmen meines Projekts ,Piano at the Center of Cultural Exchange:
performance-practice between western and eastern music ” wird deutlich,
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wie Musik als Briicke zwischen verschiedenen Kulturen dienen kann. Die
Verschmelzung von westlichen und 6stlichen musikalischen Traditionen in
diesem Sttick zeigt, dass Musik eine universelle Sprache ist, die Menschen
unabhingig von ihrer Herkunft verbinden kann.

Die Erweiterung des Klangspektrums durch die Integration von Elementen
der persischen Perkussion in das Klavierspiel ist ein mutiger Schritt, der die
Zuhorer einlddt, ihre Horgewohnheiten zu hinterfragen und sich auf eine
Reise durch unbekannte Klanglandschaften zu begeben.

BEISPIEL: PHILIPP HENKEL - CHAHARMEZRAB

Der Fokus von Philipp Henkels Stiick liegt auf der Anwendung verschiedener
nicht-europdischer Stimmungssysteme auf dem Klavier. Inspiriert von der
iranischen Klaviertradition, insbesondere von Kiinstlern wie Morteza Mahjubi
und Mohammad Reza Khan erforschen wir neue Ansitze fiir das Klavierspiel,
basierend auf diesen alternativen Stimmungen.

Der gewihlte Ansatz orientiert sich an den Uberlegungen des spiten
Iannis Xenakis. Xenakis entwickelte das sogenannte “Siebverfahren”, um
interne Symmetrien und Muster in indonesischen Tonleitern zu analysieren
und produktiv zu nutzen. Wir haben ein dhnliches Vorgehen auf persische
Skalen angewendet. Die internen symmetrischen Muster des Segah Dastgah
wurden genutzt, um eine neue, sich in ihrer Symmetrie unendlich ausbreitende
Stimmung fiir das Klavier zu schaffen. Diese Stimmung ist von einer zentralen
Symmetrieachse aus nach oben und unten symmetrisch.
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Philipp Henkels aufSsermusikalische Inspiration fiir dieses Werk sind die

bertihmten Muster, die in persischen Teppichen zu finden sind. Diese

Muster haben bereits in der Vergangenheit Komponisten wie Morton
Feldman oder Henry Cowell beeinflusst.

Die interne Struktur des Dastgah wurde morphologisch analysiert, um
die Grundlage fiir neue Stiicke zu schaffen. Obwohl Philipp Henkel in seinem
Werk keine erweiterten Spieltechniken verwendet, sondern sich auf die
konventionellen Tasten beschrinkt, weicht die Rolle des Klaviers dennoch
von herkdmmlichen Klavierstiicken ab. In “Chaharmezrab” wird das Klavier
fast ausschliefslich als rein monophones Instrument betrachtet. Dieser
Ansatz geht auf die persische Santur zurtick, die bereits in der Geschichte
des Klaviers im Iran als verwandtes Instrument gesehen wurde.
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Ein weiterer wichtiger Aspekt ist die von Philipp Henkel entwickelte
Notationsform, die sich an Mahjubis System orientiert. Diese ermoglicht es, die
starren Grenzen traditioneller Notation zu tiberwinden und bietet Musikern
die Freiheit, das Werk in verschiedenen Stimmungen zu interpretieren.
Dieser Ansatz fordert nicht nur die musikalische Vielfalt, sondern auch die
individuelle Ausdruckskraft der Interpreten. Dies ist ein wichtiger Aspekt,
da die Rolle der Interpreten oder des ausfiihrenden Musikers in anderen
musikalischen Traditionen sich grundlegend von der europaischen klassischen
Rolle unterscheidet.

FAZIT

Die kulturelle Arbeit, wie hier beschrieben zeigt, wie durch die Integration
von Elementen der persischen Musik in die zeitgenossische Klavierpraxis
signifikante Fortschritte erzielt werden konnen. Die Einfiihrung der Skalen
und Muster des Segah-Dastgah in die Klavierstimmung erweitert nicht
nur das Klangspektrum des Instruments, sondern fordert auch ein tieferes
Verstédndnis fir die Vielfalt musikalischer Ausdrucksformen. Durch die
Anwendung nicht-européaischer Stimmungssysteme und die Schaffung
einer neuen Notationsform, die eine offene Spielpraxis unterstiitzt, werden
Pianisten ermutigt, tiber traditionelle Grenzen hinauszugehen und ihre
musikalische Sprache zu erweitern. Die Betrachtung des Klaviers als
monophones Instrument, inspiriert durch die persische Santur, eréffnet neue
Perspektiven fiir die Interpretation und das Repertoire und fordert Pianisten
heraus, die Moglichkeiten des Instruments neu zu bewerten. Dartiber hinaus
tragen die Einbeziehung von Elementen der persischen Perkussion und die
Neuinterpretation manueller Gesten zur Schaffung neuer Klangwelten bei,
die die konventionellen Vorstellungen von Melodie und Rhythmus in Frage
stellen. Diese Ansitze bereichern die Klavierpraxis um eine faszinierende
kulturelle Tiefe und bieten sowohl Interpreten als auch Zuhorern eine
reichhaltige Palette an neuen akustischen Erfahrungen. Im Fokus dieser
Arbeit stehen nicht nur die Weiterentwicklung von musiktheoretischen
Uberlegungen, sondern auch ein praktischer Prozess, welcher Spieltechniken
und Berithrungspunkte von anderen Instrumenten fiir das Klavier zuganglich
macht. Als Beispiel dafiir kann meine Arbeit mit der Komponistin Rachel
C. Walker dienen, bei der wir versucht haben das Klavier empfanglich zu
machen fiir Spieltechniken der Tombak Insgesamt stellt Ihre Arbeit einen
wertvollen Beitrag zur Entwicklung der Klaviermusik dar und dient als
Inspirationsquelle fiir zukiinftige Generationen von Musikern, die bestrebt
sind, die Grenzen des Moglichen zu erweitern und die Klaviermusik in neue,
aufregende Richtungen zu lenken.
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Mehraban studierte ab 2015 im Studiengang ,Kinstlerisch-padagogische Ausbildung* an
der Hochschule fiir Musik, Theater und Medien Hannover und hatte Klavierunterricht bei
IgorTchetuev, Teppo Koivisto und Christopher Oakden.

Als Kinstlerin interpretierte sie zunachst Werke persischer Komponisten, darunter auch
Urauffiihrungen und CD-Einspielungen. Seit ihrer Migration nach Deutschland widmet
sie sich vermehrt der Auffiihrung von zeitgendssischer Musik aus Europa und Amerika.
2017 brachte sie zusammen mit Raquel Marcos de la Rua, das Werk “Intervalle” von Gottfried
Michael Koenig zur Erstauffihrung und spater in “Institute of Sonology” in Den Haag das
Stuick “ Klavier Duo” mit Yanjun Chen.

Maryam Mehraban lebt in Hannover und arbeitet an ihrer Doktorarbeit.

About the Autor:

Mehraban studied in the "Artistic-Pedagogical Training" course at the Hanover University
of Music, Drama and Media and had piano lessons with Igor Tchetuev, Teppo Koivisto and
Christopher Oakden.

As an artist, she initially interpreted works by Persian composers, including world premieres
and CD recordings. Since her migration to Germany, she has increasingly devoted herself
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PLAYING WITH SOUNDS. EARLY AND PRESCHOOL
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Abstract: The early introduction of children to the art of music is a
recommendation in numerous curricula and approaches to music
education. However, there is a need for a more profound understanding
and the development of clear guidelines for working with music educators
in children's educational institutions. In addition to guidance for music
educators, it is crucial to persuade parents, the primary source of musical
stimulation for their children, to engage with their children's musical
development. Children in early childhood express natural curiosity in
exploring the sounds of their environment. The incorporation of music
into the natural surroundings of children can stimulate their interest in
singing, dancing, and playing musical instruments. Many scholars engaged
inresearch on children’s music education are interested in understanding
how to develop children’s musical abilities to support their understanding
of musical language.

Keywords: music education; methods and approaches of music education
in early and preschool age; musical skills; preschool age

INTRODUCTION
This study is based on the theories of Zoltan Kodaly and Edwin Gordon.
Both authors believe there is a connection between music and language,
and music education should begin as soon as possible after a child is born.
Gordon's view is that music literacy should involve developing inner singing
and inner hearing, sequencing tasks, and developing musical thinking.
Kodaly's approach is to use songs related to the musical folklore of the native
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culture as the main activity in music education. Gordon asserts that music
education should be included in the discourse on early education because
children at this age possess an innate capacity to acquire, copy, learn, and
understand their native language. Music can also be presented as a musical
language acquired through the same auditory “channel” as speech. The
scientist also draws on the latest neuroscience research and asserts that
the most productive period for music education is from newborn babies to
5-year-olds, as this is the most active period for building connections in
the cortex. The brain is most actively developing by age 5, and the neural
cells and “pathways” not being used may remain inactive. Consequently, it
is imperative to provide the child with an array of stimuli, encompassing
visual, auditory, tactile, and motor modalities, to facilitate the development
of all sensory systems and the neural pathways transmitting information
from the senses to the brain and vice versa.

Both authors place great importance on the role of parents and the family
environment in the musical education of the newborn. Kodaly, concerned
with ethnomusicology and the preservation of folk culture, posits the role
of folk songs as the most appropriate basis for introducing the language of
music. Gordon believes that tonal and rhythmic patterns can be presented
to newborns the same way speech is. Initially, children listen to the speech
of relatives, they begin to imitate individual sounds they hear, and then
they produce words, to associate the “images” of these words with their
sound, meaning, and significance. The period from active listening, “cooing”,
“babbling”, and pronouncing individual words to forming a sentence with
meaning is prolonged and requires active models and adult supervision. At
the outset, children construct a vocabulary augmented by their developing
comprehension skills. Subsequently, they become acquainted with the
written symbols employed to record words. This is followed by acquiring
reading skills, which enables them to comprehend written texts. Between
the ages of five and seven, children develop writing skills that provide the
opportunity for them to create and record their original texts shortly. A
similar sequence can be observed in the process of acquiring musical skills.
Initially, children perceive aural stimuli, then they sing tones, and finally,
learn to read, record, and create their compositions. Along the way, they
develop an understanding of musical phrases and their components, including
organization, climax, and intonation.

The authors posit that parents and caregivers play a pivotal role in
the early musical education of children. They further argue that educators
should train and persuade adults of the benefits of early childhood music
education, which can begin in the family setting before children are enrolled
in early childhood education programs. In his work, “A Music Learning
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Theory for Newborns and Y