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The Human Voice as a Genius Instrument to be trained

Abstract:

The professionalism of the Voice is the ability to control the human voice in order to activate
and use it with all its expressive and influential capabilities. Voice control means learning it
through analysis and theoretical and scientific analysis, and then installing it with the desired or
proposed template from the student and analyst to give him the best cases in expression. This
means submission to the state of training and practice of human voice with all its various data
and points of performance, and, thus, the establishment of a methodology and schedule suitable
for a professional purpose, scientifically applied (Scientifique — pratique) or inborn (Naturel —
experimental). The former shortens the time devoted to professionalism, while the latter takes
longer to increase productivity and remains free from the analysis and science that the former
includes. Academic experience today has confirmed that each scientific phenomenon creates its
own science and knowledge and becomes open for teaching at the university and specializes in
its work and professionalism. And when knowledge precedes what is known about it, it reduces
time and reduces the difficulties of confrontation. Therefore, the professionalism of its first type
(scientific and applied) became the prerogative of science, its institutes and universities, without
discarding the second type (innate — experienced). The two together is the best goal, and if we
prefer between them, then our choice is based on the first according to scientific preference.

Keymwords: voice, human voice, practice, speech, voice expression, academic voice, natural voice,
diction, phonetic, oratory, singing.

1. Physical and expressional structures of the Human Voice
A big question arises: is human voice being analyzed? And the answer: yes,
in general, as any moving and active mechanism consisted of several elements. It
is also possible to analyze liquids and install new liquids or objects from its
elements. Also, a car engine can be dismantled and reinstalled in a way that differs
trom its previous shape, that is, by improving its shape and performance.
So, what makes up a human voice? we can say that the human voice has two

structures: the first is physical, and the second is the expressional.




The first, physical, contains:

] Lungs storing aif,

e  Throat sounding under the air — exhale,

e  'Throat, inside of mouth and cheeks and nasal cavities.
The second, excpressional consists of:

e  Ton degree,

e  Strength (Dynamic),

e  Vocal accent or start (Attaque),

e  Vocal Density (Compressed Diaphragm),
e  Speed (Velocity),

e  Voice and emotional state (Feeling),

e  Voice Timber.

All these elements are subject to change and control, with the exception of
the voice timber or voiceprint, which remains like a fingerprint of a person, the
main characteristic of a person through his phonetic personality. However, it
undergoes distortion or some changes when manipulating the voice start (Attaque)
or the beginning, since the opening of the throat, the amount of air and the speed
of collision with the throat occur due to what is called a change in the timber type
of the voice, as we will see later in this study.

Tonal degree of voice: Tone is the pitch of a sound or voice, updated by a
constant number of vibrations. And this score may not coincide with any of the
steps of the musical scale, whether in major, minor, diatonic or chromatic. Or it
may belong to a musical scale or correspond to one of its degrees. This is due to
the limitation of the musical tonal system, which generally does not work with
phonemic ratings.

Accordingly, we confirm the existence of two main types of phoneme scales:
musical tonal scale (FEchelle tonale musicale) and absolute non-musical expressive
scale (Fchelle éxpressive absolue atonale). The first one is limited to music and
singing, the second one contains music and singing and any vocal sound. And the
absolute form of scale is not common in phonological science, because it has not
been studied, researched and organized to this day, because of the difficulty of its
non-measured degrees and its extensive involvement, on the one hand, and its
neglect, relying on education without knowledge and application on the other
hand.

Vocal professionalism is just a training to create voice on any degree, musical

and non-musical. Voice training has two types:




1)  Sing music with words or lyrics (songs) or without (vocalize) in vowel letters:

AOUE..;

2)  Issue a voice with and without words at all degrees.

Thus, the diversity and multiplicity of exercises of the human voice are
automatically classified according to the so-called exercise, etude, piece, then the
voice art project and vocal work (Oeuvre). And we will deal with all this in detail
and will accompany it with the necessary exercises and performances, which must
be applied and repeated for the sake of professionalism. Each phoneme has its
own volume of exhaled air when released, the higher degree, the less expiration is
required.

Vocal Power-Dynamics (Dynamigue): This is the second immediate component
that follows the degree with its vocal importance, without it there is no vibration
and no voting. And vocal power also imposes itself on any sound that occurs. And
if we can change the vocal power, we can change the expressive meaning of the
sound, even if the vocal pitch remains unchanged.

Vocal start (Attague): This is the main center for making sound, as it is caused
by an exhalation restriction (compression) and is then released. The more
compressed exhalation of air is compressed, the stronger vocal start is done.
Exhalation capture is important immediately, as is the ability and flexibility of the
air nozzle, that is, the air valve located in front of the throat. There are types of
people whose talents differ in this, for example, their difference in faces, strength,
speed of movement, shape of fingerprints, etc. ... Thus, physical exercises also
differ for different people depending on the needs of each of them. since some of
them have more vitality in the air valve than others.

Vocal performances are mainly based on the vocal start of all types and
genres of vocal performers. We cannot but notice the problem of the belief that
vocal practice seems to be an urgent need for singers, and not for preachers, poets,
broadcasters and actors. This has its main reasons, the most important of which
is that a person, whether a singer or an orator, practices speech much more than
singing. And this percentage seems to be distributed at 10% for singing and 90%
for speech and its genres.

Thus, lyrical performance consists of three types of performers and at three
levels, namely:

1. Singer who plays perfectly the melody with impeccable tonal stability and has
not the linguistic skill or the art of voting and the art of linguistic sound.




2. Vocalist with limited voice timber and performing a melody with minimal
quality, not possessing the art of vocalization, but rather owning a linguistic
pronunciation.

3. Professional Singer, who enjoys good quality, qualitatively performs the
melody, with mastered voice, speaks the language with all its zigzags, and the
language does not tolerate submission to any expressive vocal performer or
a preacher, poet, a good actor or other artists.

And we mention the international singer Julio Iglesias of Spanish descent,
even in his language, and he does his work in French, which insulted him and
instituted criminal proceedings against him from the French authorities because
of this insult to the French language. But the aesthetics of his melodic, lyrical and
sensual performance made him a pretty international singer. Therefore, in our
opinion, Julio Iglesias does not master the vocal art, but rather masters the art of
limited melodic performance, which, as we have repeatedly stated, is an organized
part of the human voice. Here we pay attention to the fact that the correct melody
is enough to express the feelings of performer, even if his linguistic performance
or principles of voting are not enough. This problem is being imposed today in all
parts of the world, where there are many singers and professional singers.

Thus, the following comparative table can be obtained on the basis of the
elite type, which, in turn, is subject to different discretions in the elites of its

elements and a comparison between them:

Table 1. Comparative table between the three categories of singers

Performer Mark
title
Sense Voice Spell Melody Timber Rhythm
Singer fair Medium | excellent good fair good
Perfect Singer | excellent | Small fair excellent fair good
Professional | excellent | Perfect excellent excellent excellent excellent

This helps us to adopt clear and tangible scientific standards when classifying
vocal performers as singers, chants, full-time singers and others. As we often hear
a question among listeners about the differences between this and that of the
vocalist singers. Accordingly, we were convinced that we need to create a clear
and fair basis for evaluating one or another human voice or one or another
performative types of voice and singing in general. And in these criteria, which we
call the “vocal beginning” or “start-attacks”, and we expressed them in the

language as one of the criteria for evaluating the voice. Moreover, all professional
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broadcasters, readers and speakers have mastered and pronounced the phonemic
principle, even if they have not mastered the melody, rhythm or other elements of
the musical voice.

Here we conclude that the beginning of voice is the basis for creating a full
voice that stands out in the language, not in singing. How singing overwhelms this
vocal, starting with the aesthetics of the melody. As for the singer or full singing
(we will explain later), the vocal beginning (linguistic intonation) and the correct
melody should be mastered equally. We also confirm the following equation:

vocal start = proper breathing control + precise larynx vibration.

Avcoustic Density: (Velocity), which is closely related to the opening of the
airways (i.e., the exhalation valve). Or, in other words, it is a sound that changes
the atmosphere. Therefore, we confirm the many and endless situations of
opening the throat for one person, so how then are their differences between one
person and another? Therefore, they have different situations with different
words, accents and phoneme symbols in one language, so how much more is this
in several languages. And the opening of the throat, as we have shown through
experiments and research, is the three main forms to which the three

characteristics apply. And this:
e  narrow,
e  medium,
e wide.
Three characteristics:
e  cxtreme
e  moderate intensity

e  lethargy or looseness

Between the first, second and third forms of the opening of the throat there
are countless types of sounds. And in a useful summary there are no restrictions
for these forms, but we can define the entries for them through the three above-
mentioned forms and the new forms between them and resulting from them. This
can then lead to 3 (three) types of sound intensity in one person for the three main
types of sound, namely:
1. Brilliant Voice (La Voix Brillante) with the vowel “A”.
2. Dry Voice (Voix Mate) with the word “Ha”.
3. Voice of Buzz (Voix Klaxonnante) (whining or Voice of a clique) with the

word “aa” has no equivalent in Latin.

11

——
| —



1. Thus, the number of the minimum number of voices and their types
increases unlimitedly, the smallest number is hundreds and possibly thousands.
This is in addition to the contribution of the throat aperture to the production of
various phoneme letters (Voyelles) in all languages and speeches. In any case, the
aesthetic taste varies between people according to these types of voices. However,
an approximate consensus remains possible in cases that have become part of
tamiliar and common people, with different people and civilizations, such as
beautiful singing, beautiful sayings and voting.

And the intensity of the voice contains the beginning of the types of endless
voices, because it is based on an opening that has no limit for the throat and at
the same time is flexible and malleable.

And, as before, we confirmed the three main forms of opening the throat
and its three characteristics. Therefore, we confirm three cases of the external
atmosphere of the lungs as follows:

1 — thin, non-dense, 2 — medium dense, 3 — thick.

Voice speed: the speed of sound has several meanings and interpretations, since
sound has several movements, and not one movement that can be accelerated or
slowed down. The moving parts of voice are:

1. Speed of the air exit from the lungs, that is, Exhalation rush

2. Speed of the throat movement and of the throat aperture

3. The speed of continuity between linguistic sounds, that is, the acceleration
of the discard of a linguistic text or what we call linguistic segmentation or

“linguistic thythm”, which is the beginning of a general musical rhythm, as

we previously emphasized in our researches
4. 'The speed of the end of the phoneme, and here we are talking about what is

called a linguistic rhythm, whether it be poetry or prose in the same way or

“acoustic thythm”. We must explain each of these speeds in their effect on

the elements of sound in terms of strength, power, sensation, etc.

Exhalation push: This is the air that flows from the lungs to the outside to
shock the throat and make a voice. Regardless of the amount of air and its amount,
the exhalation rate remains independent and greatly affects sound, quality, type
and general expression. Among the most important effects:

A. Deviation from the phonemic tone, and this causes the so-called “stray”
sound or “cacophony”. This is due to the fact that an increase in the rate of
exhalation or a decrease in it causes a change in the place of collision with

the larynx, which resembles a dense tendon. We all know that the string
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larynx sounds with fluctuations of a variable frequency with a change in the

point of impact or percussion, such as oud (Lute), violin, canoun, harp, etc.

B. Exhaustion of the air intake in a time that is less than necessary, which leads
to weaknesses and shortcomings in performing a vocal task and causes an
imbalance in the strength of the voice, and the performance loses its desired
expression.

C. Excess or extraction of sound or the alleged linguistic letter, which negatively
affects the simultaneous movement of the tongue with the release of
exhalation, so that linguistic imbalance or the so-called noise in the voice
expression occurs.

Ring throat vale: it is a valve whose movement speed varies from person to
person, and it is similar to any muscle organ in the human body that can train,
exercise and improve performance depending on time, i.e., over a period of time
and speed. We called it the isolation valve, because it blocks internal respiration,
stops the exhalation and presses it into the lungs in accordance with the expected
strength of the sound. That is, he ventilates the venous tendons of the throat
directly from the inside out, and not vice versa. This is because of the divine
wisdom in protecting a person from suffocation due to the thermal changes of the
outside air and the toxic and deadly air, and the dust that the air carries. When the
synchronize movement weakens with the necessary voting, the following occurs:
A.  Excess or extraction of sound or the alleged linguistic letter that adversely

affects the simultaneous movement of the tongue with the exhalation, so that

there is a language imbalance or the so-called noise in the voice expression.

B. Part of the compressed air in the lungs is exhaled, which leads to a lack of
better-quality indicators.

C. The presence of meaningless and nonsense votes in the voice, whether
linguistic or non-linguistic
Linguistic segmentation: this is diction performance and linguistic reading, which

is seriously affected by acceleration and deceleration, due to the importance of the
temporal time of sounds and language symbols in their clarity and good
expression. And to speed up or slow down language segmentation, without any
harmony with the text, there are many negative effects, the most important of
which are:

A. An expressional deviation from a natural or desired emotional state or sense.
An expression can sometimes impose haste to express anger, enthusiasm,

and delight ... and sometimes slowly express calmness, sadness, despair, etc.
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B. A rhythmic linguistic error that spoils the prestige of the consonants arising
from the movement of the tongue and its friction on the jaw and roof of the
throat. Which contradicts what is called intonation or the rule of linguistic
vocabulary. And here is the confirmation of intonation with the phonetics
closely and inextricably in all languages. This confirms that we already
mentioned language skills and voting for a good speaker, a good vocalist, a
good singer, and a good actor. And if we rely on the reality of voting, which
is limited to interruption of breath on the exhale, when exhalation is
considered “continuity”, and voting is “interruption of continuity”, then we
can rule the whole audible expression of the throat.

Voice rhythmr: this is the goal of synchronizing the movements of the tongue
and the opening of the throat in language expressions. This is the accuracy of
synchronization between the opening of the throat and the valve in the process of
absolute voting, that is, both, with language and without language. This rhythm
remains for the elite of receptors, speakers, singers and professional actors,
whether it is in studying or practicing, and it is rare for non-singers or with
experience associated with great talent or overt talent (Génie phénomenale). And
this phenomenal talent as important component of speed technology is the one
and only criterion for separation when discussing the aesthetics of audiovisual
performances.

Therefore, if this element is violated, the full projection of the work from the
audible of art is failed, whether it is linguistic reading, reading, intonation or
phonemic, linguistic, representative expression.

Vocal sense (sensitivity): this is a close connection between the feelings of a
person and his voice. In other words, it is a subconscious expression of sound.
And we really know that people are similar in phonemic elements, such as fear,
joy, anger, sadness, etc. ... except that they do not correspond to each other in this.
The reason for this is clear: It is a feature of the independent “I” (Ego), on the
one hand, and sensual vocal talent, on the other. Thus, it is a state of sound that
requires study, testing and activation, translating it from the subconscious into
intention and conscious will. This is what the actor, apparently, needs most of all
in order to normalize the personality of others in his acting performance of the
role he plays.

Vocal Timbre: we mention that it is one of the colors of voice expression and
it is fixed and cannot be changed or varied, because this is the first and main nature
of a person that distinguishes him from others, and, as we have already indicated,

they are fingerprints due to the fact that they distinguish one person from another

(4]



person, and therefore they are a phonetic fingerprint of a human individual that
we call “Voiceprint”.

Thus, the professionalism of the voice is to control the sound and its
methods, as well as improve it in accordance with technical, applied and academic
standards. And these standards deal with a relatively limited area, according to the
difference in time, place and level of civilization of the society in which they exist.

And since singing and musical notation are an introduction to the study of
the voice and its professionalism, the aspect that is the color of its cultural and
traditional ways prevails in its study. This seems more effective than learning and
practicing phonemic performance only. Therefore, a person can professionalize
singing in common colors between East and West, losing features between them
or giving priority to the influence of his civilization on the act of the second. Thus,
we can say that vocal professionalism requires a comprehensive and in-depth
study of its origin in the east and west, and, in our opinion, it involves several vocal
specializations at the level of university degrees and, for example, we mention:

e  Eastsinging,

e  Fast Arabic language performance,

e  Opera singing,

e  Romantic singing,

e  Fastern vocal performance (including Eastern singing, rhetoric, poetry, fairy
tales and theater),

e  Western vocal performance (including literature and expression),

e  Voice gesture (expressive voice without words).

We cannot, as is the case, unless we get to know the most important skills of
vocal expression, while paying attention to the big difference between singing on
the one hand and the other vocals mentioned on the other. And this is that singing
strives for consistent phoneme accounts with a certain time value for this, while
other arts do not adhere to this, but rather do it instinctively and moodily with the

performer. And these vocal skills are:

e  Public Speech “Oratorio”,

e  Singing,

e  Diction,

e  Tajwid “mastering full reading before singing,

° Executive or acting voice.

15
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2. Oratory or public voice performance

It is the art of dealing with people with the goal of attracting, persuading and
endorsing the idea. In it, all expressions of the vocal language converge for this
purpose. And rhetoric is initially a literary art that relies on spoken words in
communication between the preacher and other people. Considering that public
discourse was embedded in culture and science during periods of civilized
prosperity among Greeks and Arabs and practiced by rulers, princes and people
of thought, and then characterized by the quality of language and grammar. While
rhetoric actually seems to need a large vocabulary, strong sense and good
descriptions, rather than linguistic, verbal or phonemic knowledge. This is enough
with an innate expressive sound movement, and there is no need for knowledge

of phonemes. And the most important elements of public speaking are:
e  Absolute phoneme or free voice degree,

e  Changing vocal strength,

e  Speed of language and sound,

e  Sense of subject,

e  Excellent audio version,

e  Active diaphragm movement.

And with this content, rhetoric looks like it is close to integrated lyrical art
because of its inclusiveness, such as singing on common elements between them,
without differences in language, since singing can take place without words, but

rhetoric does not work without words that seem to her priority.

3. Singing

This is a sound presentation designed to complain about joy and express
feelings for all people or some of them. And with a complete commitment to
satisfy the phoneme degree and organize its sequence to serve the complaint or
the resulting sensual expression.

In this context, we quote the words of the philosopher and writer Gibran
Khalil Gibran from the chapter on music, where he says: “I sat near those whom
my soul loved, I hear her talk. I sailed in space without limits, where I see the
universe as a dream, and the body as a narrow prison”. We personally composed
the musical work and the melodies of these eternal phrases in the work entitled
“Cantata of Music” “Lyric of Music”.

Regarding several definitions, we note a correlation or coincidence between

the reading and singing technique, and in fact this is due to the lack of thorough
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and in-depth studies to confirm the gaps and differences between the two
abovementioned arts.

Elements of singing:

° Organized Phoneme Degree,

e  Changing Vocal Strength,

e  Speed or rthythm,

] Feeling,

e  Beautiful timbre,

° Good audio version of voice,

e  Movement aperture (Diaphragm).

Singing also differs from rhetoric in that it does not appeal to people, but is
limited to personal expression, and then the recipient listens to it and aesthetically
accepts or rejects it, while rhetoric does not occur without referring to others with
tull intention and determination. The irrefutable evidence is that the singer sings
alone, and the sermon does not perform the sermon in isolation from others.

As for the types of singing, we say that there are many of them, but they are
reduced to three for us as follows:

e International Opera Singing,

° Eastern singing,

e  Free and modern expressive singing,
e  European singing.

International opera singing. 'This is the highest professional singing in
international phonetic expression, and its birth is associated with the revival of
civilization in Europe in the seventeenth century. Where all art flourished,
including music and lyrical art.

Eastern singing. By its nature, it differs from opera singing to the point of
contradiction with it, since it divides it into several elements, we note the most
important of them:

e  Vocal projection,
e  Type of voice,
e  Voice feeling,
e  General vocal expression,
° Vocal Strength Changes.
Free and modern expressive singing: lyrical art that emerged from the art of opera

singing and popular and civil singing in Europe. Similarly, in the Arab East, besides
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the fact that it comes from Quranic singing, folk and civil singing, it seems to be
influenced by European and other singing art, especially after the fall of Baghdad
by the Mongols in 1258.
Modern singing and its basic elements:
e  Free Melody,
e  Free performance,
e  Quoting Professional Singing,
° Relative result in aesthetics,
e  FEase and complacency.
e  Avoiding the limitations of serious opera or oriental singing
And all these differences between the art of Arabic and Western singing

make us distinguish them with a noticeable difference in the most important

elements of the performance of the art of singing as a whole in the following table:

Table 2. Comparative table between the components of Western and Eastern

Singing
Elements of aesthetics between western and eastern Singing

singing Type

Full Melodic Prior Accuracy | Improvisation Full 1\4

Aesthetic Notation | Aesthetic In Notation | Ton

performance

no yes yes yes no yes no Opéra
yes yes no no yes no yes Eastern

4. Categories of singing

After we have explained about the aesthetics of singing in the West and in
the East, we must present a classification that distinguishes types of singing
absolutely and equally, both in the East and in the West. After the above-
mentioned paradoxes between eastern and western singing, we confirm that
singing is a global aesthetic that does not stop either in the East or in the West,
but goes beyond them to the rank of all mankind, where its basic characteristics
seem unified and understandable to all nations and peoples. Accordingly, we
classify singing types as follows:
1) Simple singing,
2)  Professional singing,
3)  Full singing.

Simple singing: this is singing that expresses complete sincerity in the soul with

the least possible number of phonemes and melodies. So, what are the elements

(18]



of simple singing? ... And the answer is that we conclude from the analysis of
singing in its simplest form, even the most complex. And we include elements of
simple singing as follows:

1)  Correct Melody,

2)  Truthtul Sense,

3)  Plain vocal timber,

4)  Rhythmic and simple performance Inborn expression,

5) Inborn expression,

6) Simple song,

7)  Little lyrical experience,

8)  Adopted simple language (unperfect),

9)  Lack of diversification of vocal dynamics,

10) Lack of experience in language diction.

Professional singing: this is what singing does with minimal aesthetics. This is in
the general and relative concept of the society that it contains the singer. So,
professionals earn a living by singing. And this seems to be the main craft for
them, so that it allows them to provide what others cannot offer from mastery in
this art and its representations, which makes others happy.

The word “professional” means having an outstanding technical craft that
few of them satisfy the needs of many people. It also requires professionalism in
its owner to practice a profession related to this art, and thus profit from it as a
primary resource for his livelihood. Thus, we have a visualization of the
components of professional singing as follows:

1)  True and excellent tonalism,
2)  Truthful sense,
3) Distinctive voice timbert,
4)  Complete rhythmic performance,
5)  Thoughtful expression,
6) Lyric works of all levels of composition,
7)  Great lyric experience,
8)  Financial reward for the performance,
9)  Core profession,
10) Average diversification of vocal dynamics,
11) Experience of language speech and diction,
12) Good language.
Full singing: this is the most integrated type in lyrical terms, so it does not

adhere to conditions that limit the breadth of his aesthetic areas. This is a song

(1]



that arises as a result of the creative self-perception of the composer and singer
together, not opposing the fans and asking his connoisseurs. This is because the
artist goes beyond the taste of the audience in order to first of all achieve his
satisfaction.

These specifications for full singing apply to specifications for full musical
art, especially its symphony. We give an example in this regard when Ludwig Van
Beethoven presented his nine symphonies in a row, as an elite music audience
rejected it at first sight. Nevertheless, he was subjected to a new aesthetic through
the repeated recognition of taste, thanks to extensive publications and
appearances. After that, he became the aforementioned artist without contests and
competitors, discussing his artistic rationale.

And here we do not depart from emphasizing the lyrical aesthetics of every
creative person, both professional and unprofessional. And therefore, we do not
know the sources of the new aesthetics, except through experience, hearing, and
the search for the seriousness of one or another creator. This is because people
do not know where aesthetics are when they follow it after it is discovered. Thus,
tull singing is an art that does not know the boundaries of the familiar from what
preceded it to people, but rather presents itself again for discussion and decision-
making. And most importantly, this is after the creative design of the original artist.

Full singing consists of the following elements:

1)  True and excellent vocal tonality,

2)  Truthful sense,

3) Distinctive vocal timber,

4)  Complete rhythmic performance,

5)  Thoughtful expression,

6) Lyric works of all levels of composition,

7)  Great lyric experience,

8)  Creative innovations in melody and rhythm,
9)  No technical limitations,

10) Absolute Subjectivity,

11) Great phonetic experience,

12) Great language,

13) Vocal coloring dynamic,

14) Core profession or secondary hobby,

15) Financial rewards or not,

16) Voice readiness or intensity (its speed) or Velocity.

Thus, the comparison is carried out according to the following table:
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Table 3. Comparative table between three types of singing

Types of Singing
(Components) Simple Professional Perfect
Ton Good Excellent Excellent
Sense Unstable Good Excellent
Timber Not Important Excellent Excellent
Rhythm Good Excellent Excellent
Expression Weak Good Excellent
Creativity Simple Big developed
Experience Small Big Big
Wage Unstable Excellent Big or None
Profession Not Basic Basic Basic or None
Dynamic No Good Excellent
Diction Unstable Excellent Excellent
Update No Limited Big
Reading Unstable Good Excellent
Property None or Small Limited Big
Voice readiness Not Important Unstable Entrust

Thus, we have identified priorities in the importance of determining lyrical
art(singing), which are valuable material for social structure in the scientific
research of this art. In addition to setting tasks in the field of art and their
implementation, they may in the future become subjects of scientific theses that

will greatly benefit scientists, art and thought, literature and others.

5. Diction (speech of expression)

This is the art of reading linguistic texts with the full phonetic expression of
what they mean, people and sensations. And this is with all the variables and
constants in its technique, so that the resonant or melodic path, strength, quality
and sensitivity change. It is aimed at improving the aesthetics of language and
speech in the performance of the described story, idea or situation in order to
bring them closer to the feelings and perceptions of the audience.

These definitions and explanations are broad and correct, with the exception
of some, especially in a song or poem when it sings, because singing replaces
speech. And if there had not been this difference between the technique of speech
and singing, singing would not have its own definition, as well as speech. And here
we want to confirm that speech contains singing and not the opposite, that is,
singing can occur without a verbal language, on the one hand, and the singer may
not master the language, on the other hand. Thus, our opinion is an art based on

two independent art forms:
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1)  Excellent linguistic intonation or pronunciation,

2)  The art of phonetic expression, which we discuss in this article, including
singing
The most important elements of speech are the following:

e  Vocal degree,

e  Changing Vocal Dynamic,

e  Speed or “Tempo”,

] Feeling,

e  Vocal Timber,

e  Good language,

e  Professional Voice,

e  Good pronunciation,

e  Voice Attack (voice start),

e  Lyric diaphragm movement,

e Tune,

e  Voice Readiness or Intensity (Velocity).

Clarification of linguistic meaning occurs through the art of speech, which is
based on the study of the human voice in its tonal degrees and on its musical study.
This allows the student to control voice tonality according to the values so that
they look clear, which indicates the effect on the ears of the listeners. In addition,
consensus falls on the coincidence of music, as part of an organized piece of audio,
and the art of broad vocal expression, which contains music and singing along
with speech, rhetoric and simulation.

The real equation between diction and its components is as follows:

Diction = full voice and technique + excellent language

And a voice with full technique is the voice to which we devote all this
research, and it must be unique and distinguished. Later we will provide detailed
equations for each of the vocal arts included in this study, with clear graphic
comparisons to facilitate the study of voice, its methods, and expressive
capabilities. We also strive to bring it closer to singing, which became aware of its
writing or notation (musical notes), its manners, applications and international

professional performances.
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6. Intonation (Improvement of language) “Tajwid”

This is the science and application of linguistic phonetics and mastery of
letter exits, and, as we will see, includes some of the basic elements of the human
voice. And the meaning of “Tajwid” [1] in the language is the act to decorate and
improve, just as it means in the Holy Quran the improvement of the language and
verses of the Koran, repeating them. And intonation does not mean phonemes in
the meaning of melody, but it consists as the art of linguistic performance of the
following elements:

1)  Vocal projection under word segmentation,
2)  Mastery of the movement of the tongue,

3)  Phonetic letter-related techniques,

4)  Verbal movement of the veil or diaphragm,
5)  Voice readiness or intensity (velocity).

And “Tajwid” (pronunciation improvement) or intonation is closely
connected with the art of expressive public voice, including singing traditional,
classical and international, especially from the point of view of the source of the
voice of the larynx. And this association confirms itself when a singer in a bad
language distorts the art of sound and singing and, accordingly, all vocal arts.
Nevertheless, from the point of view of the aesthetics of the material and the
melodic performance, its performance will be interrupted if it misuses the
intonation and the letters come out. This is the reality of concept that modern
singing may not require a different language and excellent intonation. The
“Tajwid” element that distinguished it from the rest of the vocal arts is “Word
Segmentation” which differs from the other vocal arts of expression. Here we
confirm the uniqueness of Tajwid by word segmentation, in contrast to singing,
which is closely related to the combination of smoothly segments or “syllables”
of words in contradiction to their segmentation in the art of tajwid. For example,
in news reading, word segmentation prevails when the merging and joining of
words dominates strongly in singing.

Most listeners can confuse voice and melody on the one hand, and language,
and its intonation on the other. This is due to the reason for poor performance of
the voice or melody, while the real reason lies in the outputs of letters and linguistic
correctness. On the contrary, it can be confused with this, and they explain the
causes of distortion and tajwid letters, while melodic singing is the cause of this.
It should also be noted that the most important component of voice is the “voice
timbre”, that is, the acoustic tissue that underlies the formation of any human

voice. Therefore, we will not list it in the comparison list.
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After this detailed explanation of the performative forms of the human voice,
it is necessary to present a visual comparison that proves the coincidence and
participation in the composition between them, especially between singing and
other vocal arts. Moreover, for several centuries singing was distinguished by the
science of music. While speech, rhetoric and tajwid did not yet have the science
governing it. All this confirms the purpose of this study, which is mainly aimed at
raising the level of non-lyrical performances to the level of lyrical ones. Thus,
phonetic expression advances in achieving a complete system of knowledge and
voice in the Speech, and not just in terms of singing music. And we will list a

comparison of the elements common to all types of voice performance and its art.

It looks like the Table 4 [2].

Table 4. Common components of vocal arts

Tajwid Diction Singing Types Oratory Technics
Simple | Professional Perfect
No Yes Yes Yes Yes Yes Ton
No Yes Yes Yes Yes Yes Dynamic
No Yes Yes Yes Yes Yes Tempo
No Yes Yes Yes Yes Yes Sense
No Yes No No Yes No Timber
Yes Yes No No Yes No Language
No Yes No Yes Yes No Experience
Yes Yes No No Yes No Spell
. Sing . Singing Sing . Sing . . .

Segmentation | Segmentation Segmentation Segmentation | Segmentation Diaphragm
No Yes Yes Yes Yes No Melody
Yes Yes No Yes Yes Yes Attack
Yes Yes No No Yes No Readiness

The word “yes” means that the technology shown (singing, rhetoric ...)
contains the corresponding element (degree, power ...), and the word “no” means
its absence. Accordingly, we see that the basic common elements are one of the
three most popular forms of art, such as singing, rhetoric, and reading (Tajwid).
With the exception of tajwid, which, in particular, means linguistic performance
and is devoid of human sensitivity, which makes it more a science and technology
than art.

Thus, the image of vocal professionalism is clear, and it was limited to the
three main types of vocal arts “Diction, Rhetoric, and Singing,” and the fourth

“Tajwid” (not correctly called “intonation”) seems to be an important element,
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and each is the fifth and most important vocal art, and we are devoted to this
study, and this is representative vocal art, that is, a common expressive voice that
contains the four arts mentioned above, this is an “actor or theatrical-dramatic

voice”.

7. Segmentation and splicing of the human voice expressions

The human voice is a brilliant genius instrument, capable of realizing
everything that enters into human thoughts and feelings through voting and has
complex cases, and possibly only complicated, science and technology cannot fully
control it until today, but we confirm that the results of this study and our
experience for almost half a century prove that the kinematic composition of the
human voice is based on two types:

1)  Splicing voice projection or long sound,
2)  Segmented voice or short sound.

And there is a long voice with its movement to the longest of them with the
end of pulmonary respiration for each voice in its difference between one person
and another, and there is a short voice from the shortest parts to simple parts that
adhere to the ability of certain people.

And based on what was mentioned above, it is necessary to classify the vocal
arts between these two elements of the vocal movement between the Segmentation
and splicing (cutoff and the tide), knowing that the explanation mentioned in this
research applies to these arts, but we want to emphasize the clarity of this aspect
in the interests of knowledge and facilitate learning to play the human voice. In all

his artistic and expressive abilities, we have included this schedule:

Table 5. Segmentation and splicing technique between vocal performances

Mixing Art Segmentation Art Splicing Art
Diction News Reading Romantic Singing
Expression Schooling Reading Arab Tarab Singing
Story Explanation Reading Flirty poetry
Theatre Art Voice Over Commentary Spiritual singing
Imitation Critic Singing Singing to children
Theatre Singing Scientific Reading
Opera Singing

Thus, the cut and tide (Segmentation and Splicing) are the two only
movements of the human voice and all sound objects. The human voice is

distinguished by the aesthetic beauty of the tide, while the cut in it enhances the
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rhythmic aesthetics, and with these two movements all kinds of general vocals and

expressive art are obtained.

8. Actor or drama voice

The human voice is the most clever and complex instrument, except that it
gives a person acts of greatness and perfection, and a representative (acting) voice
is an apparatus capable of performing all vocal arts, in addition to linguistic
expression, from fiction - narration to reading news and general narration, with all
the attendant influences like screaming, laughing, crying, nageing, moaning and so
on. In other words, a representative voice is one whose owner can imitate the
characteristics of dialects and individuals of different nationalities. And according
to what the German scientist — Orientalist Kurt Bruffer confirmed, thanks to his
knowledge and experience. A German scholar who studies Arabic well also
confirms that dramatic art was rooted in the art of gramophone and imitation.

An actor can play the role of a singer, orator or others, a religious and its
opposite, or a bad and opposite character, etc. Where all these pushes those who
profess to be a broad-based art, practice every role of the above characters, while
their normalization will not be achieved with all its expressive potential. Such as
facial expressions and accompanying techniques, body movements and dances, as
well as the flexibility of voice, including singing, speaking, diction and other vocal
arts.

And the Arabs’ theater did not take the form that we knew later, but with its
basic elements, detailed and embodying the best embodiment. In the Arabic novel,
history, eloquence of news, hadith (conversation) and other arts of the human
voice, such as rhetoric and poetry. Whereas listeners who were opponents and
allies needed those who spoke at the highest level of rhetoric.

And the great Arab-Islamic civilization cannot be deprived of theatrical art
and one of its most important elements, except that it is deprived, perhaps, of the
name and definition of the time and place of theatrical performances, which means
that the theater originated in Europe from anecdotal, fictional and representative
expressive data, voice and movement in the midst of Arab civilization. In addition,
talk of Arab theater was not mentioned in history until the middle of the
nineteenth century AD.

A professional actor has talents and skills, talents that are born with him, and
skills that he acquires in lessons and in practice. You can also download talents,
and not develop them, an experience that develops in performance, especially in

vocal performance. And the voice for the acting profession is the largest part of

(2]



professionalism, and without exaggeration, we can say that the amount of this is
almost 70%. And the reasons for this are connected with the historical and
hereditary role that he played and still plays with the voice of the larynx in the life
of man and his civilizations. From expressing surprise and fear to explaining joy,
delight and satisfaction through vocal forms, which, thanks to their influential
actions, have become the media language and the term of understanding between
people in the same group and between groups that have passed through the stage
of peace and earth.

And media, as a standard known to people, is much more active and develops
through audio than through visual. Since the dawn of human existence on earth,
people have exchanged supposed voices, that is, known voices, at every meeting
or accident occurring, even before a person reaches the languages that we know
today. As for the stage use, it was developed in parallel with the phonemic use,
but with a rate that does not exceed 30% of the expressive exchange between
people and, possibly, much less.

From the very beginning of the development of media art, linguistic and non-
linguistic, the facts of expression and communicative use among people
emphasized the superiority of speech, singing, oratory and the exchange of
conversations between gestures and signs between people. The most convincing
evidence of the superiority of phonemic expression over the silent expression of
gestures is the recent creation of sign language and nodding deaf-mute, i.e., at the
beginning of the twentieth century. While languages and vocal expressions
between people appeared at the dawn of a well-known and written history, at least
about 6000 years ago and much earlier, historical evidence and archaeological
excavations at the strongholds and ruins of the eatliest civilizations, especially
Mesopotamia, the banks of the Nile, China, point to India and others. Not to
mention the new civilizational development in Europe, from which it grew on the
basis of the ancient East, and which confirmed the superiority of the audible
meaning over the visible, which are two ways of expression between people.

Based on the foregoing, we believe that the actor’s specialization in vocal
expression is an essential necessity to achieve his career after graduation. For this,
it is necessary to spend at least 800 hours over two years studying and applying
the voice, its exercises and general expressive techniques, including singing.

Based on the above comparison between the general and common elements
of the art of the human voice, we must develop a science and application for the
study of the human voice and its technical and practical applications. This is what

we list later in the context of this extensive study. Moreover, this study consists of
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two main parts, one of which is theoretical, through which we are now passing,

and the second is some applications.

9. Acting voice between discipline and improvisation

An acting (representative) voice is more evident in learning and acquisition
than in nature and spontaneity. This is because the actor has studied various
expressive types of phonemes and various dialects. And this is the way that
preserves and normalizes what his teachers teach him or the voices who want to
remember and perform it. However, the voice of this actor remains confused
between discipline and improvisation due to the lack of control over modern
audio technologies.

As for those who demonstrate a more ready-made vocal talent, they use
excellent vocal expression in terms of performance, but it is limited in terms of
development and coloring.

From what was reported, it is clear that the actors are currently of two
different types. One of them has good vocal quality and some oral initiation, and
the second one does not have good vocal quality, and indoctrination is useless.
And others make up the largest share of the total. Thus, the problem of phonemes
presents itself, arguing that the professionalism of voice without scientific and
analytical methods remains limited and generally inadequate.

A disciplined voice is, in our opinion, a voice that moves on the basis of
talent and improvisation, on the one hand, and on the basis of scientific and
technological achievements, on the other. With our definition, the percentage of
talent and improvisation is that it does not exceed 10% (ten percent), and the
largest percentage remains for knowledge, practice and technical knowledge, and
it is at least 90% (ninety percent). Hence the importance of the inability of the
association of knowledge and art to solve this problem through teaching at
institutes and universities, since it guarantees the minimum level of success in the
field of voice art, on the basis of which we devoted all this research.

Thus, a disciplined and excellent voice remains a voice that should be fully
controlled by its owner under conditions no less than good talent and sufficient
knowledge, accompanied by adequate applications. And with a minimum of no
less than professionalism of techniques and performative types of voice, which we
will see in more detail in our book “Th human voice — Genius instrument” issued
in Beirut — Lebanon on the year 2000 and included in the work “The Encyclopedic
book on music and audio art in Lebanon and worldwide” issued on the year 2016

in 680 pages. Before that, we must emphasize the importance of the Voice of the
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Buzz (Voix klaxonnante), which is launched in partnership between the gill (nasal

cavity) and the throat in which the larynx is located. It is this voice, confirmed by

historical and civilization tests and testimonies, that allows the performer to

maximize the expiratory economy and restraint that regulates linguistic sounds.

Therefore, we believe that it is necessary to teach the actor the following

topics before practicing with the voice or performing exercises related to the

human voice:

Voice Machine and anatomy of the larynx (Anatomy — Physiology),

Voice structure (voice elements),

Vocal taste (types of voice and aesthetics of performance),

Absolute phoneme and phonemic gamma, including singing and its types,
Attacking voice (Start), including mastering the process of pelvic breathing,
Vocal Exercise,

Study of Vocal and Audio Technical Lesson,

Artistic voice art composition,

Vocal audio project, fullness of expression in the subject of the full story.

10. Vocal device

Its most important mechanical components are:

Lungs,

Tracheostomy,

Vocal tendons in the larynx (Two vocal strings),
Tongue, inner cheeks and nasal cavities.

The voice structure and its most important non-mechanical parts:
Timbre,

Degree or melodic tone,

Vocal dynamic,

Vocal start,

Speed,

Sense of voice,

Vocal thythm,

Linguistics and Languages,

Acoustic Density.

Vocalization taste consists of:
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1)

Voice Type (Dry, Brilliant and Buzz Voice),

Vocal and aesthetic performance,

Character and timbre of voice,

Phonetic-linguistic synchronism,

Synchronization of respiratory productive practices,
Beautiful performance, general singing or expression,
Pure vocal performance (no language),

Linguistic phonemic performance (phonemes, vowels and consonants).
Absolute phonemics scale: the most important elements:
The difference in the phonetic movement between the steps up and down

without mixing up and down;

2)  Know the lowest bass of self-voice, whispering to the closest listener;

3) Know the sharpest and loudest voice whispering to a distant;

4)  Practice and testing according to one degree;

5)  Practice hearing and throat repetition;

6) Know how to make a voice of a certain degree before you hear it, that is,
practice using sound memory;

7)  Practice silence time after listening to write to the brain.
The musical scale of voice: its most important elements:

1. Hear and repeat the degree yourself,

2. Detection of the lowest degree in the subjective voice. Whisper to the closest
listener,

3. Detection of the highest pitch in the subjective voice. Whispers to the
distant,

4. Octave (Ist and 8th degrees of the musical scale),

5. Staircase (from 8 degrees) in natural major tone,

6.  Scale (from 8 degrees) in a melodic major tone,

7. scale (from 8 degrees) in a harmonic major tone,

8.  Repeat the scale, leaving its frames, up and down, in accordance with the
tield for your own voice,

9.  Ancient Greek tonal scales with seven tones.
Voice production and its most important parts:

1. Practice the movement of the air valve, i.e., the annular opening of the throat,
2. Learn the letters, (A), (O), (Y), (E), (I), (R-French) or (¢- Arabic) and (ON
and Ma), (Unnnn ... and Mmmmm ...) accordingly with one exhalation,

3. Staccato or Phoneme Segmentation,
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4. Capture air in the full lungs and remove it with full control. Without voice
and then with voice,

5. Expansion of breath with maximum strength (fortissimo), making the
longest sound,

6. Expansion of breath with the weakest force (pianissimo), making the longest
sound,

7.  Extension of the longest breath without sound.

11. Singing and non-singing voice

A non-singing sound includes speech, rhetoric, diction, narration, news and
all kinds of phenomena of prose and phoneme in a person’s life, with the
exception of singing, whether or not rhythmic. And precisely, that is, a non-singing
voice, and, therefore, the largest part of the human voice, which requires research
and testing to put it in the framework of discipline and control in a person, as
happened today with singing.

In terms of specificity, a non-singing voice can be described as voice free
from a controlled melody and balanced rhythm. This is the most important
advantage in the difference between singing and non-singing voices. And if a non-
singing voice is devoid of a disciplined melody, it is filled with a melodic
uncontrolled movement [4]. It also seems to be a rich rhythmic beginning and
therefore is the main source of a disciplined melody, that is, a musical melody, in
terms of tonal context, on the one hand, and rhythmic content, on the other. And
the linguistic voice is the mother of the lyrics. That is, the lyrical sound comes
after a common expressive voice, because it comes from it and is divided into a
regulatory framework. This is the basis of music science with all its written and
practical applications. This is because the lyrical sound is a metaphor for changing
the number of vocal-limited numbers (i.e., melodies) in addition to the repeating
kinetic segment (i.e., thythm). Here we must define what “melody” and “rhythm”
are.

Melody: this is a change in phoneme levels from two or more degrees (degree)
to what constitutes a group of sounds called a melody if they are performed
sequentially in turn, and becomes a work of art if repeated as a group, and becomes
a musical composition, if to it other groups are added, forming one subject with
it.

And in the Noble Quran, we read in the Surat Muhammad in verse 30 “...
and let them know them in the melody of the saying”, where people mean their

people, their tribes and different dynasties. This confirms the meaning of the
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composition in a speech, since it indicates different dialects between peoples from

one region to another, from one city to another and from one country to another

Then the meaning of this word “melody” developed so that it describes those
who compose music and songs. This means that this is an excellent quality for
those who change the standard language and violate its laws in order to
aesthetically expand the word, so that the temporary phoneme of linguistic
syllables and phonetic symbols can be manipulated with a deviation from what
standard language laws allow. And here this word carried all modifications of the
linguistic melody of music in order to do what is called a song, poem, mawal or
other forms of singing.

Rhythm: 'This is an equal and balanced repetition of a syllabic sectional
assembly consisting of at least two focal points. For example, we say and repeat

mortre than once:

R
This is an evident This is m This ith

Ffeoor f FPPPT fr pesr
Or
TN

This is an evident This is an evident This is an evident

pr Bpsr proepsr P FPRBT

12. This is the struture segmentation of the languge words in their innate
form with their rhythmic repetition

The pronunciation of these words leads to a beaten rhythmic sound on all
sounding objects or musical instruments, from the human voice to percussion and
musical instruments in general. And in this way, he can justify the accompaniment
of poets and poetry receivers in the “Okaz market” of Jahiliya (Before Islamic
period in the Arab Peninsula) with percussion and rhythmic instruments,
especially a rod which strikes a drum or any sound object to enhance the tone of
speech and its effect on listeners. In the above example, there is no codification
of signs (stress) indicating the location of gravity or verbal pressure (Syncope,
Accent).
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With regard to the aforementioned counterpressure movement, which is
called “Syncope”, we can confirm that it is the rhythmic movement resulting from
the reaction against an action. And this opposite movement falls on the second
part of the musical beat and not on the first of it, since the first beating in any
musical rhythm is for the action and not for the reaction. Thus, we make it clear
that “action” and “reaction” are in the constant interaction between humans,

especially in cases of disagreement and conflict between them.

13. Beating the opposite rhythm of the natural rhythm which is called
“Syncope”

All the rhythmic forms of musical meter are divided into two types: strong
and weak (Fort et Faible), (Strong and Weak). The first beat of the musical text is
the strong, and in contrast, in certain cases, it may be the opposite, where the
strong beat replaces the weak, and vice versa, the weak replace the strong, where
the dramatic emotional expressions in the human being during sudden emotion
solve the problem of natural movement, so it seems unnatural or rather identical
to the state of stability prevailing in human life, so the rhythmic musical text comes
expressing this, and writes the “Syncope” and is referred to by a free idiomatic
sign like this (>) or similar to it provided that it is explained, so the strong
percussion pressure becomes implemented under the mentioned sign, and there
are many cases of the “Syncope” which we have not mentioned here with the

intention of generalizing but not limiting, and in general as follows:
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And here the importance of rhythm is emphasized in Arab and East Arab
music, which mixed with the music of countries under the banner of the Islamic
state in all its historical eras. We mention Persian, Turkish, Syrian and Egyptian in
general. We confirm, according to historical facts, the great rhythmic richness of
Arabic music taken from Arabic poetry, which was organized in the works of
Khalil bin Ahmed and Al-Akhfash.

And we must mention the most important Arab and non-Arab rhythms,
which are common in musical and lyrical performance in general. And we will start
with the seniority of these types and rhythmic problems among Arabs and other
people from ancient times to the present day. This shows the segmentation that
we mentioned, which means rhythmic segmentation and does not depend on the
type of vocal click in the rhythmic instrument, where it is necessary to distinguish
between the two main clicks of the rhythmic sound: “Tak” (which is a sharp click)
and “Dom” (which is a thick and bass click) by changing the direction of the
vertical tail of the musical symbol [5].

Arab rhythms, like all international musical rhythms, consist of two main
types: simple rhythms and complex rhythms. However, this means that Arab
rhythms seem richer than the rhythms of any people in general. It is broader in
terms of the integral part of the Arabic language.

Salim Saad was the first to confirm the “musical hearing” in every human person in
absolute, in denial of all theories and global concepts since the dawn of history,
which used to say that there are people who do not enjoy musical hearing, and the
solution has been developed by him through a special exercise that has become in
Applying in institutes as a new subject, since the emergence of music schools and
the profession of music education, teachers have relied on the musical hearing test
to accept learners in music, so they reject the bulk of those who wish on the pretext
that they did not enjoy musical hearing until the year 2000, and as a result of
research and tests conducted by Salim Saad musical hearing talent has been proven
as a blessing in human creation, but with the difference in the level of its
appearance between one individual and another. (Encyclopedic Book on Music
and Audio Art in Lebanon and the World — in 2016, including the book “The
Human Voice is a Genius Instrument” (Beirut, 2000 p. 589)

14. Musical hearing reformation
When a person picks up the sound, he absorbs it completely with all of its
mentioned elements. Some people are able to repeat the entire audible sound

(according to an approximation), and some are few and rare to find, and some of
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them repeat the sound incompletely. And here in particular the problem of
“musical hearing” arises, as it is necessary for us, before judging the performer, to
analyze the aforementioned sound elements that he repeated and what he did not
repeat. So that we determine the deficiency and the reasons for its occurrence and
develop the necessary treatment to not fall back into the deficient performance.

There are those who repeat the audible voice incomplete in terms of vocal
strength or emotional expression or in terms of vocal quality, so they do not
receive widespread criticism. Whereas if one of the listeners repeats the audible
sound with a decrease in terms of the musical pitch, the number of its vibrations,
or its vocal position on the general scale, be faces an accusation that he does not enjoy
musical hearing. The truth is, on the contrary, according to our opinion, Je enjoys the
inner and invisible musical hearing, which must be shown. This requires a person to practice
and apply the process of what we called “hearing correction” to the degree of
perfection, whereby he becomes able to repeat the audible without any defect in
the musical pitch.

This defect is represented in the communication between the vocal memory
and the larynx. And since the vocal memory needs some time to record and fix
the audible and prepare it to direct it to the larynx ready with all its components,
especially, its musical degree, the difference appears in the speed of communication
between the vocal memory and the larynx. Some have good communication, while
others have poor communication between vocal memory and the larynx. This was
evident during our research and educational tests in the Acting Department, as
70% (seventy percent) of the students had this problem called “musical hearing”.
So, we found ourselves compelled to deal with this matter, which has not yet been
addressed until today, except by rejecting the owners of hidden hearing in the
music institutes, as mentioned above, as everyone who suffers from this problem
becomes refused and only a small part of them is accepted as they have ready
musical hearing. Therefore, because the required and limited number of music
students were satisfied, a large part of those who are refused are described as non-

having musical hearing, and the remain without affiliation to musical institutes.
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How was our first attempt to treat invisible musical hearing, that is, the first
operation aimed at “hearing correction”? That was in the year 1992, after four
years of our higher teaching and education at the university for vocal arts, which
is not subject to curricula, references or firm research results. And after we were
sure, through our personal experiences and research at the time, that the actor
seemed to have an urgent need to memorize and repeat speech, singing, oratory
and other arts of vocal performance, we set out to search for the cause and
treatment of the phenomenon of what we called “apparent musical hearing” and
“invisible musical hearing’. Ot “ready musical hearing” and ““not ready musical hearing”.

And after a large number of tests we conducted, we came up with a "hearing
correction” for the first time in one of the students who did not enjoy musical
hearing. And when we checked the reasons for success, and after repeating the
first successful experiment, we found that the vocal memory varies with the speed
of its performance from one person to another. What assured us of this are our
vocal memory tests after an incident occurred, after watching a movie, or after
listening to a musical or lyrical work. We asked each student individually about
what he saw or heard, and the result was that most of the students fell short in the
immediate description and only a few of them were good at describing it. In
addition to the fact that most of those who enjoy apparent musical hearing fall
short in descriptions. Which made us stand in front of a phenomenon that is
difficult to understand and analyze, and we ask the following question: What is the
mportance of vocal memory for a musician who fails to describe and for someone who does not
enjoy apparent musical hearing and improves the description?

So, based on what we have mentioned, vocal memory appears mainly in the
preservation of the voice and its repetition through the larynx with all the elements
of the voice without any detraction. However, #he communication between the memory
and the larynx may be practiced by what suffices with some elements of the voice and not by all.
Especially since the frequency of the sound in its musical degree essentially

requires special attention and a special time, given what we have already mentioned
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that the need in vocal expression does not include the vocal musical degree in its
priorities, but rather in its last ranks.

We have talked about the hierarchy of the elements of the voice according
to time in the process of repetition between the vocal memory and the larynx.
Based on the foregoing, we can define the problem of not possessing musical
hearing and limit it to the time factor focused on mastering it. According to the
excellent results of our tests in this regard, we give the following result for the
process of acquiring or possessing musical hearing for those who do not have it
by heredity: Producing the sound and creating a period of complete silence and quiet for a period
that varies from one person to another. In general, it is not less than five seconds (5
seconds) so that the vocal memory can record and prepare the audible sound so
that it is ready for repetition in the larynx. We summarize this process in three
stages:

a)  Producing and capturing sound by hearing,
b) A memory break in complete silence and calm,
¢) The resonance of the voice in the student's larynx.

Exercises for the human voice on the scales of the quarter of the tone (of
the degree), Salim Saad was the first to discover, apply and test it and devised a successful
application approach in the new, complete global scale by adding the quarters of
the voice to the twelve universal chromatic musical degrees in one octave that
make the sound twenty-four starting points or musical degrees, after it was limited
to twelve points in the current global exercises, so that the vocal exercises are
conducted from 2 (two points) for each chromatic degree, where we use the
keyboard converter to make whole the scale on a quarter of the tone instead of
the half of it.

We apply the first exercise, e.g., from the lowest degree (A for example) on
the normal degrees, and we apply the second exercise from the same degree
converting all the scales of the keyboard to a quarter of a tone lower, and we apply
the third exercise on the next in scale degree b flat(Si Bemol) canceling the
conversion of all the keyboard degrees , we continue on the same degree
converting all the degrees in a quarter of the tone lower, we continue on the degree
B (81 normal) cancelling the conversion of all the keyboard degrees, we continue
on the same degree B (Si normal) converting all the keyboard degrees to a quarter
of the tone lower, etc.... So, we continue the exercise to the end with the highest
degree of the trained voice. This way of training gives us the following degrees on
1 octave (24 degrees instead of 12):

1-A normal,
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2-A converted,

3-b flat normal,

4-b flat converted,

5-B normal,

6-B converted,

7-C normal,

8-C converted,

9-C sharp normal,

10-C sharp converted,

11-D normal,

12-D converted,

13-D sharp normal,

14-D sharp converted,

15-E normal,

16-E converted,

17-F normal,

18-F converted,

19-F sharp normal,

20-F sharp converted,

21-G normal,

22-G converted,

23-G sharp normal,

24-G sharp converted.

The degrees in one octave are now 24 instead of 12 chromatic without the
new 12 converted degrees discovered by us.

Below is an example of the musical noted degrees in the new exercise which
we invented based on the quarter of the tone included in the new oriental
keyboard.

Salim Saad exercises with quarters of the tone
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This means that we add a point of “Quarter Tone”, which is “half of the
half”. And it was confirmed by Salim Saad throngh his tests, research and applications
that the exercises of international operatic voices will reach a much higher quality
in the application of their exercises on 24 points or more, depending on the
enlargement of the voice register (it can be 29 chromatics which means 58 points
with the quarters of the tone) and not only on twelve points in 1 octave, and this
is on the basis of moving the human laryngeal tendon on 24 points and more as
possible in 1 octave instead of 12 chromatic, this makes it more flexible and
delicate, and the massage exercises, if they were limited to a few points, would not
give good treatment results, like the continuous exercises of the points, that is,

close together (Encyclopedic Book pg. 392 online or pg. 369 in paper).

15. Rehearsing the human voice on all pitches, including all quarters of
the tone
One of the exercises of the human voice that gives great effectiveness in

combing the larynx and its flexibility, which is applied today in most countries of

'
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the wortld, is the exercises of “Henrico Caruso”. All exercises shall be applied in
the “natural major” of the tonality of the any degree with its first three keys, and
this exercise is conducted on all possible degrees for the owner of the rehearsed
voice daily, which causes wideness and flexibility in the pitch of the voice and leads
to raising the level of the quality of the vocal material to its maximum levels,
provided that it is performed on each of The vowels “a, o, 1, ou” etc. ... and more
are from the universal laryngeal verbal-linguistic sounds, and therefore the voice
of the trainee is gradually measured according to the number of chromatic or
converted, semitones and quarters of the tone that he has become able to master,

and we include this exercise in the international classical way:
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However, if we take the(quarters) of the tone for all the possible degrees of
the exerciser, and perform the exercises on them in succession, the exercise will
become more effective than the aforementioned classic exercise. And we have
done this experiment over a period of neatly two decades, and we noticed the
difference in the exerciser with quarters of the tone, differentiating him from the
one who exercises in the classical way with the 12 chromatics in one octave, and
the secret is that the exercise is performed in the classical way, for example, on 12
“half tones” and divides the two strings in the larynx to 12 points, while in
performing it on the quarters of the tone, the larynx is divided into 24 (in 1 octave)
movement points, that is, a double number, and this is what gives the larynx
greater flexibility, and the proof of that is in the abilities of the Arab singers in the
“vocal melisma” that surpass the international opera singers, As this art requires,
in addition to talent, to operate the larynx as many dividing points as possible.
Here is an example of what we tested with excellent results.

In this way, the number of laryngeal points in the laying of the tunes becomes
two times more than what is in the international classical method. And this

exercise is performed only on a modern electronic instrument that has a piece of
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conversion (Converter) for all degrees into a “quarter of the tone” like what is
called today an oriental keyboard - organ, and not on another instrument, so that
the exerciser can perform his exercises with the accompaniment of the mentioned

instrument from his teacher or another player who masters this work.

Discussion

All of the above topics related to the human voice, i.e., the human voice, can
be summarized in a short review containing the important issues addressed under
this document. We see that there are many topics that have not been researched,
studied, or even contemplated.

We have worked on many new topics that had not been researched before
us. Over the course of three decades in university teaching, we discovered these
scientific problems related to the human voice and developed solutions, curricula
and practical exercises for them. The most important of these topics:

1. The human voice is a smart machine.

2. Mechanical voice production and practice it.

3. The elements included in the basic structure of the human voice and putting
them in the test and then in the application.

4. The expressive act of the human voice, which includes all kinds of vocal arts:
speech and narration, news reading, oratory, voice acting, local singing,
operatic singing, prose and poetic recitation and diction.

5. Our new podcast called “Salim Saad Non-Music Podcasting System”.
Composing audio projects for the so-called “audible scene” on radio.
Implementation of combined works between singing and all its types and
purely representative scenes.

As for the research on the problems of the human voice, which have not
been discussed to this day, we propose several topics that are subject to study,
research and scientific conclusion to put them in the service of science and the
applied professions associated with them, and we list them as follows:

1. Vocal linguistic melody and its intonation degrees.

2. From singing to all kinds of vocal expression by searching and comparing.

3. Doctrines of modern and oldest music in the way of sound research and its
merits.

4. Audio and music notation systems from ancient times until today.

5. The human voice is the basis of criteria for evaluating musical instruments.

Conclusion
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We have completed a scientific presentation under the title “Professional
Voice”, meaning the human voice, which may have many real types, each of which
has its own characteristics, considering that the human voice is the mirror of
human feeling as it changes with each of the psychological states of humans, and
the most important types of human voice states are the following:

Innate (disorganized) voice,

The inherited voice and the acquired voice,
The primitive voice and the civilized voice,
Inherited primordial voice,

Civilized imitated voice,

Studied acquired voice,

Popular voice,

© N D=

Academic Voice.

Each of the mentioned characteristics of the human voice deserves to
become a scientific subject for research and anatomy in order to clarify the
civilizational signs of each people through the human voice, which differs between
one person and another, between one group and another, between one village and
another, and between one people and another even if they all speak. one language.
And we want to develop rare studies on the human voice, hoping that the readers
of this research will focus on choosing topics for study and research from the

topics of the human voice.

References:

Al-Farabi, Abu Nasr. The Great Music Book. Investigated by Ghattas Abdel-Malik.
Revised and fore worded by Dr. Mahmoud Ahmed Al-Hafni. Cairo: Dar Al-
Kateb Al-Arabi for Printing and Publishing. (in Arabic)

Al-Ma’arri, Jinni, Ibn & Al-Khaymi, Ibn (1981). Three Messages in the Langnage.
Investigated by Dr. Salah Al-Din Al-Munajjid. Beirut: Dar Al-Kitab Al-
Jadeed. (in Arabic)

Anatomy of the human body (1979). In: #he Higher Education Curriculum for Medicine.
Moscow. (in Russian)

Cande, Roland De (1970). Dictionnaire de musique. France: Edition du Seuil,
Microcosme. (in Russian)

Cross, Richard (1991). La voix dévoilée. Paris: Romillat. (in Russian)

Jawhari, Tantawi. .Arabic Music. (in Arabic)

——

42

'



Lang, Paul Henry (1985). Music in Western Cipilization. Arabization of Dr. Ahmed
Hamdi Mahmoud. Review d. Hussein Fawzi. Cairo: General Egyptian Book
Organization. (in Arabic)

Lloyd, Séton (1984). L archéologie de la Mésopotamie. Moscou: Naouka. (in Russian)

Miller, Richard (1986). La structure du chant. Macmillan. (in Russian)

Rodeleux, Louis-Jacques (1974). Trouver sa voix. Paris: Seuil. (in Russian)

Saad, Salim (2016). The Encyclopedic Book on Music an Audio Art in Lebanon and
Worldwide. Beirut. (in Arabic)

Saad, Salim (2000). The Human 1V vice — Genius Instrument. Beirut. (in Arabic)

Sina, Abu Ali Ibn (1333). The reasons for the occurrence of the letters. Tehran. (in Arabic)

Sons et musique. Journal annunel “Pour la science”. Edition francaise de. (in Russian)

Soviet Music Encyclopedia (1973). In 6 parts. Moscow. (in Russian)

Soviet Musical Encyclopedic Dictionary (1959). Moscow. (in Russian)

The Torah (from the Old and New Testaments) (in Arabic)

Wardi, Mikhail Khalil Allah (1964). A Tour in the Science of Arabic Music. Baghdad.
(in Arabic)

Western Musical Literature. Part One (1978). In: the Higher and Intermediate

Educational Curriculum. Moscow. (in Russian).

Notes and clarifications

[1] A hymn means reading religious texts in a simple melody, perhaps to the same
extent, and this does not coincide with singing, but rather is part of it. We
can consider intonation to be reading or “Tajwid” because of excellent
linguistic reading on a certain musical note or two-stage exchange with a long
sound and a period of time. And intonation or, in the same way, “Tajwid” is
actually a complete and regular linguistic reading of the rhythmic balance of
speech with the integration of linguistic sounds of the larynx and linguistic
letters.

[2] A degree in the comparison list means moving along the absolute scale of
phonemes, and in intonation or “Tajwid” there is no need to move between
degrees, since reading exercises can only be performed on one phoneme or
note without the need for melodic expression in the voice, that is, tonal
expression, so intonation or “Tajwid” can be performed in one position or
one note too. Unlike reading or anthem of the Quran or singing.

[3] The stressful effort of voting at a young age, that is, before puberty, prevents
the throat from growing, and this is similar to the practice of lifting weights

[ 4]



for the Barbell children when they become dwarves. Therefore, in opera and
vocal lyric education it is forbidden to continuously train in the human voice
until the childbearing age of both sexes is reached, in order to ensure the
integrity of throat growth.

[4] A tuned melody is that which is proportional to the musical scale and musical
notes, while an uncontrolled melody is a change in pitch that does not
correspond to these scales and tones. However, both together: a disciplined
melody and an uncontrolled melody are included equally in the phoneme
expression, but in two different proportions and with two different
descriptions. Singing or melody takes about 10% of a person’s vocal
expression, while a non-singing melody takes up the remainder and is at least
90%. Conversely, in terms of characterization, a sung melody, which is small
in proportion, is based on the science of music and its disciplined
applications. As for the unsung melody, the largest share of which until today
does not depend on any scientific or blog systems and application systems in
general, if there weren’t any constant attempts to control and organize in all
parts of the wotld, and from this study we, publicly, agree with some success
if God gives.

[5] Rhythms branch out from each other. That is, some of the basic ones, which
directly follow from language segmentation, diverge in their evolution into
several thythms, which have their own clicks and forms, which somewhat

distinguish them, and sometimes completely, from the basic ones.
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AKTyaABHOCTD TEMBI 3aKAFOYAETCA B TOM, YTO COXPAHEHNE TAMATHUKOB KYABTYPHOTO HACACAHSA
HAITIEH CTPaHBI OBIAA, €CTh M OYACT BAKHEHIIEH B AIOOBIE BPEMEHA AAA HATPHUOTHYECKOIO,
3CTETUYECKOTO U HPABCTBEHHOIO BOCIHTAHHA MOAOAEKH, KOTOPOHM CAEAYET NIPHUBUBATH
AFOOOBB K PoAmHE, K AFOAAM, CO3AAFOIIIIM M COXPAHAIOIINM AAA COBPEMEHHHUKOB M IIOTOMKOB
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BO3POKACHUA IIPUTOPOAHBIX ABOproB Cankr-IlerepOypra mocae Beankoit OredecTBeHHOM
BOMHBI Ha IPUMEPE BOCCTAHOBACHHA HMHTEPhEpOB 30A0TON aH@mAaAb ExarepmHmHCKOrO
asopua B Llapckom Ceae u B wactHOCTH — Boabmoro 3asa mam Cseraoit rasepen. Crarbs
ITOCBAIIIEHA MAaCTEPaM-PECTaBPaTOpPaM, BOCCO3AABIINM M3 PYHH M IIEIIAd YHHKAABHEIC
nHTEphephl EKaTepHMHIHCKOTO ABOPIIA aPXHUTEKTYPHOIO ABOPIIOBO-ITAPKOBOIO 3aITOBEAHHKA
[Tapckoe Ceao B ropoae Ilymkume mocae ero paspyrieHHd B TOABI BTOPOH MUPOBOI BOMHBI.
B Helt pacckaspiBaeTca O IIpeeMCTBEHHOCTH ITOKOAeHHH pecraBparopos XX n XXI sexos. B
XOAE MCCAEAOBAHUA OBIAH UCITOAB3OBAHBI TPYABI BEAYIIIHX CIIEITHAAUCTOB M YIEHBIX B 0OAACTH
pecTaBpariy POCCHICKOTO KYABTYPHOIO HACACAHA.

Karwueswie cr0sa: Boccozpanme, KOHCEPBAIUSA, PECTABPALIHA, UMUTALINA 30AOYCHHUSA ITIOTAABIO K
opomnsupopanneM, Exarepurmuackuii apopernr Ilapckoro Ceaa, Boasprmoii 3aa, Bocumranume
MOAOAOTO TIOKOAEHHS PECTABPATOPOB, IPEEMCTBEHHOCTD ITOKOAEHUI.

Introduction

The topic relevance is based on the fact that the preservation of the cultural
heritage monuments of our country has been, is and will be the most important at
any time for the patriotic, aesthetic and moral education of young people who
should be instilled with love for the Motherland, for people who create and
preserve beautiful works of art, love of creativity in a variety of fields for
contemporaries and descendants.

The study purpose is to create the Book of Menmory of the Restorers of St Petersburg
through the history of the revival of suburban palaces of St Petersburg after the
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Great Patriotic War on the example of restoring the interiors of the Golden Suite
of the Catherine Palace in Tsarskoye Selo and in particular — the Great Hall or the
Light Gallery. The purpose is to use the examples of the life and work of the
departed masters, teach young people to comprehend their secrets of mastery
through knowledge of historically professional literature, gaining their own
experience when performing conservation and restoration of works of the past
using both traditional technologies and materials, and new modern ones, with
great care, always remembering the main commandment of the restorer: “Not
harm!”.
Study tasks are:

e  study the history of the revival of suburban palaces of St. Petersburg after
the Great Patriotic War, in particular, the Catherine Palace in the city of
Pushkin;

e  identify and record in the Book of Memory the names of restorers who revived
monuments that suffered as a result of the impact of force majeure based on
archival materials, memoirs of eyewitnesses and participants of the post-war

restoration;

e  prepare iconographic material about restorers and their works from the

archive and literary sources;

e tell the article readers about the names and numerous professions of
restorers who revived from the ashes the masterpieces of Russian suburban
architecture of St Petersburg of the 18th and 19th centuries after the Great
Patriotic War of 1941-1945.

In this work, historical-archival and comparative-analytical methods were
used. They allowed restoring historical justice concerning the search and
perpetuation of the memory of the names of master restorers of wvarious
professions who selflessly raised the suburban palaces of the golden necklace of
the suburbs of Leningrad (St Petersburg) from the ruins after the Second World
War.

The history of the creation of the palace and park ensemble in Tsarskoye
Selo, described in the books of G.V. Semenova, M.I. Pylyaev and L.F. Yakovkin,
gave a clear idea of the time and people who worked in different periods of history
in this wonderful corner of Russia (Antsov, 1908; Semenova, 2009; Fedorova,
2017; Yakovkin, 2008).

Scientific studies of the problems of restoration of the Yekaterinburg Palace

in Tsarskoye Selo (and other suburban palaces) were conducted during the
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reconstruction and restoration of cultural heritage objects destroyed during the
war by leading architects and art historians A.A. Kedrinsky, M.G. Kolotov, B.N.
Ometov, A.G. Raskin, G.P. Balog, E.S. Gladkova, L.V. Emina, V.V. Lemus and
other numerous scientific employees of suburban palaces-museums, the State
Inspectorate for the Protection of Monuments, the Museum Funds’ Central
Repository employees, who returned from evacuation together with objects taken
out of museums for a period from 1941 to 1945 (Gladkova et al., 1964; Balog et
al., 1972; Balog et al.,, 1976; Kedrinsky et al., 1983; Kedrinsky et al., 1987,
Kedrinsky, 2013; Pyliaev, 2007; Semenova, 2009).

The architects together with the scientific staff of the museum compiled
detailed descriptions of the state of the monuments, iconographic materials and
documents, historical references revealing the secrets and methods of monuments
restoration, thanks to which, in a fairly short time, it was possible to restore
monuments that were quickly destroyed under the influence of the unfavourable
Leningrad climate and give these works of the past a future.

Books on restoration, creation and decoration of interior decor by such
authors as V.L. Antsov, L. Lermontov, K.A. Kaznacheev, V.M. Moiseichev, A.S.
Nikolaev, M.K. Nikitin and E.P. Melnikova, A. Reshetnikov, N.Ya. Senatorov,
T.S. Fedoseeva, V.V. Filatov, A.M. Shepelev, L.P. Schmidt made it possible to
consider technology options and recipes used by masters of the past and present
in the field of creation and restoration of works of decorative and applied art,
analyze the material and choose the most acceptable ways to finish a replica of the
decor of the Great Hall (Antsov, 1908; Kaznacheev, 1890; Lermontov, 1890;
Moiseichev, 1957; Nikitin & Melnikova, 1990; Nikolaev, 1949; Reshetnikov, 1791;
Fedoseeva, 1999; Filatov, 1986; Cennini Cennino, 1933; Schmidt, 1909).

In March 2021, Dmitry Valuev, a young man from the restoration college,
came to the gilding restorers’ workshop at the Cathedral of the Zadimir Lcon of the
Mother of God, located in the very centre of St Petersburg. The purpose of his visit
was to complete a pre-graduate internship and write a final qualifying work. At the
tirst conversation with him, it turned out that he lives in the city of Pushkin, and
his thesis is devoted to the execution of a replica of the gilded ornamental decor
of the Great Hall of the Catherine Palace.

After viewing the text blanks of a college graduate, it became clear that the
sources of information on the history of the restoration of the Great Hall are far
tfrom complete. It was decided to jointly write a more complete history of the

reconstruction of this unique restoration object.
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There are enough photographic materials in the personal archive of N.M.
Fomicheva and there are enough names of restorers who took part in this grandest
work in memory to present the material in chronological order in a coherent
manner.

We tried not to forget the representatives of different specialties, since only
three artists were mentioned in the materials studied earlier (one of them was Y.A.
Kazakov). Of the woodcarvers, only the carver A.K. Kochuev was listed. Behind
the scenes, as they say, there were some mythical gilders, since, in the text on the
website of Tsarskoye Selo, it was only said that the carving was gilded, and that is
it. In short, there were few names there, and there were many gaps in the hall

history.

1. Historical background

Catherine the First received these lands under the name “Saari Mois” (Saar
Manse) in 1710 as a gift from Peter the Great. The first architect of the palace was
the German I. Braunstein. The building was founded in 1717 by the Empress
order, and later, it was named Catherine. Initially, it was a typical two-story
structure “about sixteen bright rooms” in the “Dutch style”.

In 1743, Elizabeth Petrovna commissioned Mikhail Zemtsov, Andrei
Kvasov and Savva Chevakinsky to improve and expand the palace, and, in 1752,
the Empress commissioned Francesco Rastrelli to rebuild the palace, which
brought it to a modern look in the Baroque style (Gladkova et al., 1964; Balog et
al., 1972; Balog et al., 1976) (Fig. 3).

Previously, the Great Hall was not in the palace. It appeared in place of the
light gallery. Its area was about a thousand square meters. The hall was richly
decorated with wooden sculptures and carvings, gilded in the technique of
combined gilding. It combined glossy and matte areas, making it possible to give
the decor liveliness and some romanticism. The sculpture in the hall was outwardly
distinguished by a violation of the usual proportions’ characteristic of the Baroque
style. However, when climbing to a great height, the distortion became
imperceptible (Balog et al., 1972) (Fig. 4, 5).

Architect Rastrelli rebuilt the palace as follows: the longitudinal axis of the
building became the general spatial coordinate in his plan. The huge length of the
enfilades is emphasized by the removal of the grand staircase to the south-western
end of the building. The variety of the order system, the deep hollows of the
windows and the large projections of the colonnades gave a rich play of

chiaroscuro, and the multi-coloured facades and the abundance of stucco gave a
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very solemn and festive look. Gilding on the stucco decoration of the facade of
the palace lasted only 30 years, after which it lost its aesthetic appearance, and
subsequently, to save money, it began to be painted with golden ochre on drying
oil (Balog et al., 1976) (Fig. 1).

Over the creation of the interior of the Great Hall, F. Rastrelli worked from
1752 to 1756. His assistants at this time were V.I. Neelov and A.l. Mylnikov.

Historically, various types of applied decorative art have been used in the
decoration of the Great Hall: modelling, wood carving, painting, gilding. Parquet
works, made of valuable “overseas” wood species, were performed in the hall.

Hundreds of serfs of various professions worked simultaneously to create
the decor in the Great Hall: carpenters, joiners, parquet workers, sculptors,
woodcarvers performed sculptural and ornamental decor from linden wood under
the guidance of German master Johann Franz Dunkel. The French gilding master
Leprenz worked with Russian gilders. Russian painters painted the ceiling with the
famous Italian master decorator Giuseppe Valeriani (Fig. 37).

The sculptural and ornamental carved decor of the Great Hall in the 18th-
century gilders glued three times with bristle brushes with animal skin glue, then
pasted the wood joints with a serpin cloth (linen fabric of fine linen weave). After
each operation, the surfaces were thoroughly dried before applying a new layer.
On the same glue, levkas was prepared by adding the ground chalk to it. Then the
soil was also repeatedly applied to the surface of the carved decor with bristle
brushes.

The processing of the levkas was conducted in various ways: wet grinding
and charging using steel hooks and hog horsetail. A well-polished levkas was made
with the help of carved tools, i.e., a drawing was cut through the thickness of the
levkas according to the architect’s sketch. Then, on smooth surfaces grinding,
charging by dry horsetail without gloss was obtained until a porcelain-like surface.

In the 18th century, gilders covered the carved and stucco decor with gold
leaf, called “Double”. It consisted of the thinnest bimetallic plates, one side of
which was silver, and the other was gold. It was done for economic reasons. The
metal was obtained by forging two-layer, and because of the silver in its
composition cheaper.

In the 19th century, the “double” ceased to be produced, replacing it with a
double overlay on the surface first of the lining made of silver, and on top of it —
gold leaf.

“Sheet gold, consumed in large quantities, at first wanted to be discharged

from the “German lands”, but when it turned out that “it is impossible to
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discharge this gold soon and closer than two years from across the sea”, they
found “gold leaf” masters in Moscow. The best specialist in the manufacture of
gold sheets, thinner than tissue paper, turned out to be a peasant from the village
of Pokrovsky near Moscow, Semyon Susalshchikov, who, together with other
masters of “goldsmithing”, had been harvesting gold leaf for Tsarskoye Selo for
many years” (Balog et al., 1972).

There were not enough qualified craftsmen. They were searched for and
brought to Tsarskoye Selo from all over the Russian Empire or hired in St.
Petersburg “at auction”. There were the Petersburg and Kronstadt garrisons’
soldiers sent by Decree of Elizabeth Petrovna and various landowners serfs
released on rent, monastic peasants and free artisans, who were listed under the
jurisdiction of the Office of the Buildings and the Admiralty Board. The working
conditions of the forced labourers were extremely difficult: they worked from
dawn to dawn for 12-14 hours daily without vacations and weekends. In winter,
they worked by the light of splinters, ate sparsely, lived in barracks, were deprived
of the opportunity to communicate with their families (Baloget al., 1976).

Unable to withstand the most difficult working conditions, craftsmen and
builders fled from Tsarskoye Selo, but they were invariably caught, returned,
beaten with batogs and put to work again. They were severely punished for
escaping so that others would be afraid to escape (Balog et al., 1972).

Russian serf craftsmen also worked on the construction of the palace and
interior decoration, and foreign craftsmen passed on their knowledge, skills and
experience to inquisitive and talented Russian craftsmen (Gladkova et al., 1964;
Baloget al., 1970).

Funds for the palace construction in the state treasury appeared from the Sa/
Commissariat. The prices of salt in the 18th century were so high that poor peasants
could not afford this product, and died of scurvy. Nevertheless, in such a populous
country, the treasury received huge revenues from the sale of salt, for which it

conducted expensive construction work (Balog et al., 1972).

2. The Chronicle of the Catherine Palace restoration in the second half of
the 20th century or the Book of Memory of Master Restorers
During the Great Patriotic War, the palace, like the entire architectural
ensemble, was looted and destroyed. Before the shelling began, the exhibits were
partially sent by echelon to Sarapul and then to Novosibirsk, partially taken to
Leningrad in the basements of St Isaac’s Cathedral. The strongest attacks on the
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palace were on the night of September 16-17. The shell hit the park and partially
destroyed one wall and windows (Fig. 2, 6-10).

As a result of the hostilities, the Great Hall decor was severely damaged, the
roof was destroyed, and the hall decoration was exposed to direct long-term
effects of atmospheric precipitation. There was a glueing of wood layers from
which sculptures and ornamental decor were made. Levkas was stratified, gilding
lost its attractiveness, faded, lost the lustre of cast metal and shine. During the war,
all the decorations in other halls of the palace suffered, since the direct goal of the
tascists was the destruction and looting of all palaces (Fig. 6-10).

Anatoly Mikhailovich Kuchumov headed the search for the exhibits stolen
during the occupation years. He travelled to Germany several times. Parquet floors
from the Lyon Hall and the Mirror Cabinet were found there. Many stolen exhibits
were found in the Estonian settlement Voru. After these searches, many museum
items were returned to the Catherine Palace (Fig. 11, 17, 37).

In January 1944, on the second day after the liberation of the city of Pushkin,
restoration work already began with the analysis of the palace decoration debris.
The Germans left behind mines and eleven aerial bombs connected for the palace
explosion and destruction. There was mine clearance work in the parks.

After the war, there were no fully functioning ceilings over the Great Hall.
The wooden trusses were badly damaged and needed to be replaced. Metal trusses
were manufactured at the Izhora plant in Kolpino. Work on the new farms’
installation was conducted with the help of a YAK-24, military helicopter under
the command of L1.S. Grigoriev on June 17, 1959. Instead of 32 old wooden
trusses, 11 metal new ones were installed (Fig. 12-13).

Since 1946, sculptors have been working at the facility, preserving samples
of the stucco decoration of facades and interiors as samples for further restoration
of the Catherine Palace (Fig. 14-16).

Anatoly Ivanovich Vasiliev’s team of plasterers was one of the first to appear
at the facility. It recreated the entire plaster layer of the building, both outside and
inside. The plasterers’ work is very physically difficult. In addition, not every
plasterer-builder can be a plasterer-restorer. For these reasons, there have always
been few hunters to master this specialty. For several decades, Nikolai Alekseevich
Chervyakov and Ivan Nikolaevich Nikolaev worked with Anatoly Ivanovich. Over
the years, they have recreated plaster not only in the Pavlovsk and Catherine
Palaces but also in all the churches of the Tsarskoye Selo district. The construction

work was conducted by pre-war workers of the palace, cadets of the military
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school, they repaired the roof and rafters, the facade was handled by the
organization Fasadremstroy, headed by Oleg Osipovich Handelman (Fig. 15).

Since 1957, in the building interiors, the restoration workshops of SNRPM-
2 of the Leningrad City Executive Committee have been working. Supervised the
work on the 5th precinct of the WORKSHOPS-2, Nikolai an apartment building,
a KGB major, retired, then it was replaced by Vasily Yegorovich Nikonov, who
worked in Medyntseva foreman (Fig. 14).

The hard work and talent of a big team of restorers of up to four hundred
people daily who worked in the Palace made possible from the ashes and debris.

The Great Hall, a masterpiece of Russian Baroque, with an area of about
1000 sq. m. meters is one of the largest halls in Europe in this style, required a lot
of effort, labour and time to recreate it. The comprehensive restoration of the
Great Hall took almost two decades, and its decoration was completed only in
1985 (Fig. 38-39).

Architect Alexander Alexandrovich Kedrinsky and his assistants led the work
on the reconstruction and restoration of the Catherine Palace. The sculpture was
restored by the sculptor Lilia Mikhailovna Shvetskaya and the woodcarvers
themselves since there was such an abundance of sculpture in the Great Hall that
one sculptor could not cope with physically quickly, skilled hands of specialists
were also needed. All the carvers who were older in age and work experience could
perfectly sculpt models and their lost missing fragments, which they successfully
completed in full together with L.M. Shvetskoy for all the palace halls of Rastrelli’s
Golden Suite (Kedrinsky et al., 1983; Kedrinsky et al., 1987; Kedrinsky, 2013;
Semenova, 2009) (Fig. 29-32, 34-37).

Yakov Alexandrovich Kazakov’s brigade painters made the ceiling of the
Great Hall, called The Triumph of Russia. The artists first sketched the ceiling in
scale, approved it at the restoration council. Then they made sketches of individual
parts of the ceiling in full size, translated the drawings into tracing paper, then
onto cardboard, found a colour solution and only after that did the work on
canvas. At the same time, up to eighteen people worked in the team of painters.
The main team consisted of painters Samuel Fedorovich Konenkov, Vitaly
Gennadievich Zhuravlev, Boris Nikolaevich Lebedev, Yuri Fedorovich Shitov,
Anatoly Ivanovich Burenin, Nikolai Fedorovich Anisimov, Ivan Orestovich
Alekseev. There were two young artists: Armen (Surenovich) Gaziyants and Boris
Golovanov. (Somehow, it was not accepted in this brigade to accept young people

into the team). (Fig. 19-21, 27, 37).
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The central part of the platond Triumph of Russia, made by V.1. Shebuyev in
the 19th century after a major fire, and lost during the war, was recreated anew,
and two side fragments of the plafond (found in Mikhailovsky Castle) were
returned to Pushkin, restored and attached to historical sites.

Around the three picturesque inserts, the ceiling architectural part was
painted directly on the plaster, on which the columns were designed for
perspective and the vanishing point located in the centre of the hall, this effect,
when moving to the centre, the columns straightened, and the hall seemed to
become higher (Fig. 19, 21).

Anatoly Burmanov’s carpenters team attached wooden bars (logs) to brick
walls, on which shields with sculptural and ornamental decor were subsequently
attached. A team of carpenters led by Alexey Ivanovich Berezkin made shields and
mounted ornamental sculptures and carvings on them. Machine operator
Alexander Vasilyevich Suvorov glued multilayer blanks from dried and stitched
linden boards to perform sculptural decoration: caryatids, female sculptures and
puttt.

After installing the billboards in the hall, a team of painters, headed by Pyotr
Semenovich Vybornov, dried, putty and painted them with oil matte white paint.
Such masters as Pyotr Fedorovich Lunev and Alexey Mikhailovich Kryukov
worked with him together. In addition to them, vocational schools’ graduates,
mostly girls, who, thanks to their personal and business qualities, such as accuracy
and diligence, gradually joined the ranks of gilders, were constantly working in the
team of painters. It is noteworthy that Peter Fedorovich Lunev, being a very
colourful figure, served as a model for the restorers to create one of the images on
the central canvas Triumph of Russia.

Restoration and decoration of the compositions of the Great Hall were
previously conducted in the premises of the second and third Anti-Chambers,
where restoration workshops of woodcarvers and gilders were temporarily located
(Balog et al., 1976).

The restoration of the carved sculptural and ornamental decor was
conducted by five teams totalling up to 60 people.

Alexey Konstantinovich Kochuev was the founder of the conservation and
restoration of wood carvings. Anatoly Vasilyevich Vinogradov and Viktor
Alekseevich Bogdanov worked alongside him. All of them were graduates of the
V.I. Mukhina Art and Industrial College. Yuri Mikhailovich Kozlov and Oleg
Fedorovich Timofeev headed two more brigades, and the youth brigade of
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graduates of the restoration lyceum was headed by a young woodcarver Vladimir
Konstantinovich Chekushin (Fig. 22, 23, 28, 37).

In different years, Konstantin Dmitrievich Maurichev, Galina Andreevna
Maslova, Yanina Andreevna Kaplyuk and Natalia Mikhailovna Fomicheva, who
in 1979 headed the largest youth gilding team of Restorer LLC numbering 25
people, led the work on gilding carvings and sculptures. At the end of 1979, a
small gilders’ separate team of 7 people under the leadership of Galina Arsentievna
Siverina joined them (Fig. 24-20).

When gilding the sculpture and ornamental decor, combined gilding of
works made of wood combined by high-gloss gilding on a polymer and matte
according to ancient technologies of the 18th century was conducted. Modern
gilding masters performed glossy gilding on a polymer with “heavy” gold leaf (the
weight of the book is 2.5 grams), with a much larger thickness of leaves than on
matte background areas where “light” gold was used (1.25 grams in the book).
After a short time after being applied to certain areas of the surface of the part,
the gold was carefully and carefully polished with agate teeth until the appearance
of the appearance and characteristic gloss of cast metal on it. In the old days, a
tooth of a meat-eating animal with a good strong enamel was used to polish gold.
Draperies imitating fabric were gilded on the ground of the polymer, and all the
protruding places were on the relief: shell lapels, staples, beans, cartouches,
plaques. After polishing with teeth, these relief areas stood out with a specific
gloss.

The rest of the surface of the parts, with the coating applied to it, was subject
to matte gilding. The surfaces for this type of gilding were tinted with light ochre,
then glued with an aqueous solution of mezdra (natural skin) glue, dried well,
moistened with an allowance and gold leaf was applied, pressing it to the surface
with a small cotton swab. (In the old days, the role of cotton wool was performed
by a hare’s paw).

After a little drying of this surface, the gold was wiped with cotton wool, and
the gaps and breaks of gold were corrected in the same way. What was applied
before? At the end of the matte gilding and good drying of the surface, it was
covered with a special matte solution to enhance the contrast between the two
types of gilding.

When gilding the decor of the Great Hall during its reconstruction, 7.7
kilograms of gold leaf were used.

A large team of sculptors, who simultaneously worked to create girandoles,

lighting eleven horn devices, the entire Golden Enfilade of Rastrelli, recreated the
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floral-stylized ornament in the Baroque of all the fine plastics of wall panels,
damask frames, window and door openings. At that time, Faina Alexandrovna
Lebedeva headed the sculptors’ team (Fig. 18).

A team of coiners, led by Vasily Alekseevich Maryutin, made metal sockets
tfor girandoles. Pavel Semenovich Ryzhkov and Evgeny Nikolaevich Pukhov did
the work to equip electricity on the girandoles.

Parquet of the Large Hall, with an area of almost 1000 sq. m. meters,
recreated by the team of Evgeny Fedorovich Kudryashov.

On July 10, 1980, the Grand Throne Hall was opened, timed to coincide with
the beginning of the Moscow Olympiad (Fig. 38, 39).

Rastrelli’s golden suite was partially restored only in 1960-80. At the moment,
restoration work in the palace is still underway in the rooms of Empress Catherine
the Second in the Zubovsky Building.

The time of D. Valuev’s pre-graduate internship in restoration workshops
flew by quickly, as all process participants were engaged in interesting research and
useful practical work.

As a result of D. Valuev’s research and theoretical work, an initial list of
master restorers, who took part in this grandiose project to recreate the stucco,
sculptural and ornamental carved gilded decor of the Catherine Palace’s Great Hall
has been obtained, which has yet to be continued when collecting archival
documents and iconographic materials, was completed.

Thus, a good start was made to great research work to create the Book of
Memory of Master Restorers, which is very important both for the continuity of
generations and especially for young restorers of different professions who
decided to devote their lives to this noble cause — the preservation of monuments

of the historical past of our Motherland.

3. Creating a replica of a baroque stylized ornament

Any restoration project begins to create a graphic image on paper of the ideas
of the author of this project, first in general terms. Then in specific details with
dimensions in scale and full size. So, it was before, and so it is now. After receiving
the working drawing, the sculptor-modeller proceeds to create a life-size
volumetric model, making it out of soft material — plasticine. It is easiest to correct
and refine the heights and volumes of the executed ornament or sculpture.

When making a large-sized model, a base is made for it, e.g., from wood, to
reduce the plasticine consumption to apply it on substrate top, and create relief

and the desired shape by such type.
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When making a model in a soft material, various tools and devices are used:
stacks, knives to make it as clean as possible. Stacks are usually made of metal or
wood with metal tips — loops of strong wire or strips of sharpened steel. The wood
for the stacks is taken solid: beech, palm, lilac, maple.

After the soft model is approved by the restoration council, the part is
transferred to plaster through the creation of a mold for further work, e.g., for
wood carving. Itis done because, during further work, plasticine can easily deform,
and the model will deteriorate, while gypsum is less susceptible to damage.

Previously, there were several ways of making molds from carpentry glue. In
the manufacture of the adhesive mold, the wall thickness was made from 5 to 25
mm. The glue molds were short-lived, as they quickly wore out. Their life lasted
for several days, as the glue with gelatin dried, hardened, lost their relief and shape.
Unsuitable forms were replaced with new ones. In the work, 8-15 forms were used
simultaneously for small parts and from 2 to 5 for large ones. The gypsum in them
needed to have time to cool down during the casting. The used molds were washed
and worked with them again (Bolshakov, 1948; Senatorov et al., 1982; Fedoseeva,
1999).

Later, they began to make molds from formoplast. This mold has many
advantages compared to the adhesive one: it is more durable since it does not lose
its shape: up to 1000 high-quality parts can be cast from it. It is also done with a
casing with a wall thickness of about 15-25 mm. Glue and mastic molds were made
twice. After the first molding and casting, the gypsum part was refined, molded
and cast again.

Over time, molding materials became more practical, they were made of
vixint, compound and silicone. The compositions were two- or three-component.
Plastic and silicone molds could be made at one time, provided that the model
was made well. Nowadays, molds are made of silicone with a catalyst — a new
molding material used to improve the quality and quantity of castings, greatly
facilitating the laborious work of the modeller.

If necessary, reinforcement was carried out during casting - strengthening the
strength of the product by introducing reinforcement or similar materials into it
(wood, hemp, twine, plaster shingles).

When working with gypsum, various blades and plasters are used for mixing
and applying it, that is, containers for mixing it. Gypsum plasters can be rubber or
plastic. Their main quality is to be well cleaned of gypsum. So, they are made of a
sufficiently flexible material so that this process is easy, even if the gypsum inside
hardens (Bolshakov, 1948; Fedoseeva, 1999; Shepelev, 1992).
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The backside of the part should be flat so that when it is mounted to the
surface, it fits flat against it, and there would be no need to lubricate the plaster
under it. While the plaster is not frozen, it is smoothed with a spatula to do it.
They were impregnated with hot natural drying oil with bristle brushes to give
strength to gypsum parts. Excess drying oil was removed from the plaster surface
with a rag to prevent smudges. Drying oil made it possible to fix the gypsum
surface, increased the service life of the part, making it more durable. This layer
was very well dried Bolshakov, 1948; Senatorov et al., 1982).

The production of the Baroque ornament began in the Catherine Palace in
the great hall with the photo fixation of the original. The frames were made from
several angles to understand and clarify the height of the relief of the ornament.
Usually, a scale ruler is placed next to it to show the part dimensions, but in this
case, this is unacceptable, since the work was conducted with a museum exhibit
that cannot be touched, with much fewer objects (Fig. 40-42).

It was necessary to make a frame of the front side so that the detail was
completely visible, and there should not be unnecessary objects in the frame. It
was not possible to do it with this detail, since it is located in a corner. It is
impossible to photograph it directly, and so the ornament of the neighbouring
part does not interfere.

After the photo fixation, the best frame of the front side of the part, printed
in the required format (in our case, 50x70 cm), was selected. It was made in black
and white and translated into a graphic on paper. Then the graphic image of the
part was fixed on the tablet. The edges of the sheet were neatly bent from four
sides; the surface was smoothed. On the reverse side, the sheet was attached to
the tablet using buttons. First, the corners were fixed, and several buttons’ pieces
were on all sides (Fig. 43).

The workplace was organized such that the direct work was conducted as
comfortably as possible. First of all, a wooden table with a smooth edge was
needed. A flat edge is required to pull the rods, and it should be wooden so that
nails can be driven in there. On the same table (based on the fact that it is clean),
all operations were performed: modelling, casting, etc. There was always a trash
bucket and a bucket of water next to the table. Order and cleanliness were always
maintained on the table: all tools were put in their places after use, materials were
treated similarly. After each operation, the table was cleaned and wiped. If the
plaster was frozen on the table, it was scraped off with a spatula. It was important
to keep the workplace clean and tidy to know where what materials and tools are

located, and so that they do not interfere with work (Fig. 44-45).
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If there are gypsum rods in the detail, you need to pull them out in advance
before you start creating a form in a soft material and sculpt on top of them. This
way, the form will be more accurate and correct.

The manufacture of rods began with the creation of a profile. It should know
the size and shape of the gypsum traction like the architectural fragments that are
used there for it. Draft height, width measurements and the architectural
tragments’ dimensions were conducted (Shepelev, 1992).

Next, a metal plate (usually aluminium) of the required size was taken, and
the thrust profile was marked with it on a scale (1:1). The profile is cut with scissors
on metal. Architectural fragments are made by fillets, right angles — triangular and
square, rollers — rounded. The profile should be made as accurate as possible, since
the thrust radius, accuracy and purity of the work itself depend on it (Fig. 53-55).

After creating a profile, you need to assemble a template. It consists of planks
and bars connected. Before starting work, all the wooden parts of the template are
drilled, made as smooth and straight as possible, and the chamfer is removed from
them. It is done so as not to cut yourself or damage your hands while working
(Fig. 53).

First of all, a rectangular wooden piece is taken, a template is marked on its
long side so that it is at the very edge. Itis cut in such a way that the metal template
completely covers the tree, and it was not visible from the front side. The chamfer
is removed from the back of the wooden part. Next, the template is nailed to the
part with nails, which are bent and skinned for safety purposes.

Next, the same wooden rectangular part is taken. They are both fastened
together with a screwdriver and screws. If necessary, before this, a master can drill
a hole so that the screws come in easier. The parts are screwed so that they form
the letter ““I”. Moreover, the part with the profile should be attached to the middle
of another part.

Then, to strengthen the structure, two bars of the same size are taken. They
need to be fixed so that they connect the part with the profile on both sides. To
do this, you need to cut off the extreme parts so that a smooth face is formed,
which will be adjacent to the tree. They are also attached with screws and a
screwdriver (Fig. 53-54)

Then another rectangular wooden piece is taken, which were used earlier. It
is attached to the one on which there is no profile, half below it, and it is also
attached to screws. This part is a guide. It serves so that the template attached to
the table edge can be moved along the edge. The final stage at this stage will be
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chamfering on the template. The profile is ready. Now the rods are being pulled
(Shepelev, 1992) (Fig. 55).

To do this, you need a table with a straight edge. We attach a template to it
and mark where the thrust will take place. Then, following the movement of the
traction, we drive nails to a height slightly less than the highest place at the
template and be sure to cut off the hats so that the traction can be removed,
otherwise, the plaster will grab the hats, and the traction can be broken at the same
time.

Immediately, before pulling the rods, you need to pour oil on the place where
the plaster will be applied so that the rods can be removed. After that, we dilute
the plaster. It needs to be mixed thicker than for fillings. Now we put the template
to the table edge, pour the plaster under the profile and pull it to the pull end, then
remove the template, put it at the beginning and repeat the operation. It is
necessary to gradually pour the plaster under the template and carry it out as many
times as possible, for greater clarity of forms. Repeat the operation until the thrust
becomes the right size, and the entire profile is filled with plaster.

It should try to pick up excess gypsum and apply them under the profile to
save money during the process. You should also clean the template from the
hardening plaster as often as possible, as it can damage the shape of the template
and spoil all the traction. After the rods are pulled out, they should dry for several
hours, up to a day. Next, the rods are skinned and defects are corrected. After
that, they can be mounted in place (Fig. 55).

To do it, liquid gypsum is diluted, applied to the draft and immediately you
need to apply the draft to the surface, then wait for the gypsum to “stand up”. If
necessary, it can be fine-anointed after that.

Next comes one of the most significant and responsible stages of the work -
to create a form in a soft material. On top of the graphic drawing and the attached
rods, we begin applying plasticine focusing on the image contour and inside it.
Next, we increase the mass in height where it is necessary, checking with photos
in oblique light. When working, we use different stacks to smooth the plasticine
and give it the desired shape and with knives to cut off the excess. Constantly
checking the photos, we make the main relief details, stylized acanthus leaves (Fig.
406).

After making a model in plasticine, it is necessary to make a pre-selection,
i.e., remove lumps of plasticine, align it, seal up breakthroughs, add the model with
loops and stacks. In particular, you need to be attentive to the front side, since it

is mainly the viewer who will see it but do not forget about the ends because they
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are often uneven due to the imposition of several layers of plasticine and less
attention to them (Fig. 47).

This model should be made as clean as possible, with the least number of
defects, because at this work stage, it is easy to fix them and, in the future, it will
be more difficult (Senatorov et al., 1982).

Next, it should proceed to the molding. To do it, the model in a soft material
must be coated 2-3 times with an alcoholic solution of shellac so that the silicone
mold can be easily removed from it then. Dry each coat of varnish for at least an
hour. (Fig. 48, 49).

Next, plasticine is taken and a small wall is made at a distance from the
model-a fence made of plastic or thin tin so that the silicone does not leak out
when pouring. Silicon is mixed with the hardener in the proportion indicated on
the package and stirred until a homogeneous composition is obtained. It should
mix them very carefully otherwise the silicone will not harden. Next, you need to
carefully pour this composition into the model and try getting it into all the tiny
cracks. After that, it should take a brush and fine-anoint silicone from the recesses
of the relief on its elevation. It should be done until the silicone begins to thicken.
At this point, you need to stop the operation and carefully examine the result. If
it is positive, it should stop the work for a day to harden the silicone. However, if
plasticine is still visible somewhere, you need to dilute some more silicone and
fine-anoint these identified places with it, then wash the brush with solvent, and
then with baby soap with warm water. After achieving a satisfactory result, leave
the model for a day for the final hardening of the silicone (Fig. 48-49).

After a day, you need to carefully remove the sides of the plasticine fences
and make a plaster casing. Its purpose is to maintain the silicone mold so that it
does not distort during operation. The casing is made of gypsum: it is diluted a
little thicker than usual, and wait until it begins to set. In a creamy form, it is
applied to a silicone mold and levelled, after which it is left to dry completely.

After the casing has finally dried and frozen, it is carefully removed so as not
to damage it. Pry the edges of the casing with a spatula, and set them aside. After
that, you can already remove the silicone mold. At the same time, it is gently pulled
from several sides until it comes out. If desired, it can trim the edges with a scalpel
for a more aesthetic appearance. After that, it is put back into the plaster casing.
The silicone mold for castings is ready (Fig. 50).

Then the casting of gypsum is made directly. A container with clean water
is taken and gypsum (white fine-grained powder of the G-17 brand) is added there.

Gypsum is necessarily added to the water, and not vice versa, since lumps form
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when the reverse action occurs. The solution is thoroughly mixed to a
homogeneous mass, after which you need to tap lightly on the sides of the
container to release air. This is done so that no bubbles form in the plaster and,
consequently, the structure is more durable. Only after all of the above operations,
gypsum can be poured into the mold. You need to fill it carefully and make sure
that the plaster falls into all the recesses of the reliefs of the form. It is necessary
to pour gypsum while it is still liquid and has not begun to set, otherwise, it will
not repeat the shape so accurately. If possible, you also need to tap lightly on the
casing and mold to release bubbles, as is done when mixing gypsum (Shepelev,
1992).

It is necessary to conduct the filling on a flat surface so that the backside of
the part is flat and can be mounted on a flat surface. To achieve a flat surface, you
can pass with a wide spatula. If there are particularly thin places on the parts that
can break in plaster. Then they can be strengthened, i.e., reinforced by laying
reinforcement in a liquid composition in the reinforcement form. After casting,
the part must be left for some time for the gypsum to dry completely for about a
day (Fig. 52).

After the plaster has hardened, the part can be removed. To do this, first,
remove the silicone mold together with the gypsum casting from the casing. After
that, they begin carefully removing the silicone. It should be done with extreme
caution, because if you pull the silicone too hard, it can break the gypsum casting,
especially in thin places. It should be removed from thin and fragile places to
thickened and durable ones to increase the likelithood that the part will not break,
crack or split (Shepelev, 1992).

The execution of the object in a soft material took the most time. In the work
process, difficulties arose in determining the height of the relief and individual
elements of the ornament because the work was conducted according to the
photo, and not next to the product that served as a standard but, during a long,
unhurried modelling process, these tasks were solved.

In the modelling process, the tools were also updated to better ones. They
helped to achieve forms’ smoothness and accuracy like to make the decoration on
the ornament surface: stylized shells, leaves and flowers.

At the same stage, the rods were pulled out of gypsum. It was done using a
metal profile fixed to the template. The rods had to be pulled out and installed
before creating the model in a soft material so that it would be easier to repeat the

ornament superimposed on the rods. However, with good work with the mold,

they could be installed after molding (Bolshakov, 1948) (Fig. 56-57).
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As opposed to modelling, molding turned out to be the fastest process of all.
It was conducted after the approval of the head of the diploma and under his
supervision in the workshop. The molding of the model was carried out in a spread
in two stages: stage 1 — the main silicone filling, stage 2 — greasing heights. The
plaster casing was applied and removed after the silicone had completely dried.
The alignment of the casing was conducted with a spatula.

The casting was not entirely successful, as the part after being removed from
the mold cracked in several places due to the complexity and different heights of
its shape. Then it was glued to the tablet, and all the chip places were greased with
gypsum mortar. (Fig. 51, 52).

In restoration, two castings are always conducted: a rough one to finalize all
defects in plaster and a finishing one from a modified plaster model. In this case,
the second one was not conducted to save the budget, and since the form itself
turned out well. The plaster casting turned out without bubbles and huge defects
of the ornament, only a tiny modification of the shape was required: grinding and
greasing. Before installing the ornament in a permanent place, it is desirable to
eliminate all minor defects, make a fine-anointing and skinning, since then it will
be more difficult to do.

There are two types of fine-anointing. The place of work is wetted with
water. It is done so that the already frozen gypsum does not absorb the water of
the newly applied composition. Otherwise, the putty will fail and fall off. Then the
plaster is diluted. Before applying, you need to wait until it starts to set so that it
is thicker (like sour cream). Next, with a stack or other convenient tool, it should
apply the thickened plaster to the right place and give us the shape we need. This
spread type is used when restoring a large volume, e.g., an entire part or a part
(Senatorov et al., 1982; Shepelev, 1992).

The place of work, as well as in the first case, is moistened with water. We
breed gypsum. We take a brush and use it to apply plaster on the loss in layers. It
is significant to monitor the humidity and wet the surface if it is dry. This method
is better to use with small chips or cuts, it takes longer, since the work goes in
layers, but it turns out to be of higher quality. At the end of the process, it is
necessary to thoroughly wash the brush with baby soap and warm water to clean
it from plaster so it will last longer.

Both types of putty are used equally often and which of them to use when is
not significant. It depends rather on the master and how it is more convenient to

work. If necessary, skinning is conducted after the putty.
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If the detail is split or some part is broken off, then they are fastened with
plaster. To do it, notches are applied on both sides. Then they are slightly
moistened with water, gypsum is diluted, more liquid than usual, and applied to
one of the parts, after which they are immediately connected and held for a while
until the gypsum more or less rises. Then it should cover up the joint. To do this,
they also dilute a little liquid gypsum and fill the gap with it until it is flooded, after
which the surface is leveled, and after drying it is skinned.

After performing all of the above operations and a flat backside, when all the
parts are in place, skinned and greased, you can mount them on a tablet. To do it,
notches are made on the detail in one direction and on the surface to which they
will be mounted. For convenience, the part is applied to the surface and outlined
to know exactly where it needs to be placed. Wet the part. Dilute a little liquid
gypsum, apply it in an even layer on the entire back surface of the part and
immediately apply it to the surface. So, it needs to be held for a while so that the
plaster “grabs”. If necessary, you can put the part under the load in the form of
sandbags, but not too heavy so as not to break it. Now you need to wait until the
plaster seizes, and the part will be thoroughly fixed (Bolshakov, 1948; Shepelev,
1992) (Fig. 56-57).

After the part is fixed, you need to carefully inspect it for the presence of
chips, cracks, defects and see if it fits snugly to the surface everywhere. Specific
attention should be paid to the front side and particularly expressive elements
since it is on them that the eye will be directed first of all. If the part lags behind
the surface in some places, then this place needs to be greased. In this case, you
can use a syringe: the surface is moistened with water, a little liquid gypsum is
diluted, which is typed into the syringe, after which it is injected into the required
place. Or, if the syringe does not work, you can use a stack or a small shovel. Also,
if some plaster ornament places are not satistied with the quality, they can be
redone by spreading plaster on top and giving the product the desired shape.

Gypsum is amenable to processing. Therefore, if you need to clarify the
shape, boundaries or reduce some elements, you can simply cut it with a scalpel.
But this is only on condition that the plaster was not too thick. Otherwise, it will
be harder and, when working on it with carved tools, the result will be worse, and
the tools will be blunted ahead of time.

The final stage of working with the form is skinning. To do it, the sandpaper
of different grain sizes is taken, and the part is skinned: first a huge, then a medium
and then a tiny skin. You can only skin flat surfaces, and those, which the carpet
is located cannot be touched on, as this will spoil it (Fig. 57).
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After we have made sure that the part is cleaned, has no flaws and defects

and is firmly fixed on the surface, we can proceed to finish.

4. Gilding imitation of two types on baroque ornament replica with a
plaster base. The technology of ornamental decor finishing replicas in the
imitation gilding form of two types (glossy and matte)

The study of specific literature on the decoration of decorative plaster
products, from the 18th century to the present day (Antsov, 1908; Kaznacheev,
1890; Lermontov, 1890; Moiseichev, 1957; Nikitin & Melnikova, 1990; Nikolaev,
1949; Fedoseeva, 1999; Filatov, 1986; Cennini Cennino, 1933; Shepelev, 1992;
Schmidt, 1909).

Careful detail’s surface skinning intended to simulate gilding with potal was
conducted using a water-resistant emery cloth from Mirca No. 180, 240, 320. After
that, a thorough surface dusting was conducted with a vacuum cleaner and a bristle
brush (Fig. 57).

A long-term operation was the decorative finishing execution because it was
very dependent on the drying time of the varnishes, and the microclimate in the
workshop accordingly. Varnishes dried for a very long time and had to wait.

Applying a coloured lining (primer-polymer) to the areas of imitation of
glossy gilding with a soft squirrel brush in two layers without gaps and gaps to
obtain a smooth matte surface of the lining. At first, the glossy gilding imitation
places were passed with a primer-polymer. It was necessary to obtain a better
gloss. Then the areas’ surface was covered with oil varnish, and a potal was already
applied to it, which was lapped with a cotton swab so that it had an even greater
shine (Fig. 58).

Application of DUX quick-drying oil varnish (1-3 hours) with a synthetic
brush with a spatula No. 8 in a thin, even layer. The first layer was dried for 24
hours. The second layer of varnish was dried until the appearance of a working
peeling off, upon reaching which a potal strophe was applied, pressed against the
surface with a cotton swab of medium size and density. Then the potal was lapped
to the lacquer surface with the same swab in circular movements from the centre
to the edges of the strophe until it looked like a glossy metal. Thus, work was
conducted on all sites intended for this type of work (Fig. 59-60).

The alcohol shellac varnish application was conducted in all areas where the
polishing was previously performed. Alcohol shellac varnish of 15%
concentration was applied in two layers with the drying of each layer for 3-5 hours.
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In nasty areas, the varnish was sanded with a water-resistant sandpaper No. 1000,
after which the surface was thoroughly dusted with a vacuum cleaner and a brush.

The matte gilding imitation by the method of bronzing on the oil varnish
was performed after the alcohol shellac varnish had dried (Fig. 61).

All the detail’s parts intended to simulate matte gilding were coated with
DUX oil varnish with a quick-drying (1-3 hours) thin, even layer. After 40 minutes,
the varnish reached the working peeling off, and bronze powder was applied to
its surface with a soft brush, also in a thin, even layer.

After drying the oil varnish, a day later, with the help of a vacuum cleaner,
the excess bronze powder was removed and the necessary adjustments were made
to the surface of the finish in places of small gaps in the varnish (Fig. 62, 63).

In this form, the detail was left to dry for 24 hours. Then the excess bronze
powder that did not stick to the varnish was vacuumed with extreme care so as
not to damage the fresh surface of the decorative coating.

Fixing the detail’s surface finish with aerosol hairspray in areas of two types
of imitation gilding (glossy and matte) was conducted at a distance of 30-40 cm
from the detail to prevent further oxidation of the decorative imitating gilding
coating during operation. When spraying the fixing varnish, it was impossible to
allow smudges or omissions.

Background areas painting of stucco decoration by highlighting its elements
with colour on the tablet were conducted in stages.

24 hours after finishing the decorative finishing of the plaster detail, the
background areas were soaked with natural linseed oil slightly heated in a water
bath, diluted with white spirit (1:1). Drying of this layer was conducted at a
constant air temperature in the workshop room +23.5°C for two days.

The background areas’ colouring finishing layer was made with high-quality
white water-based emulsion paint using a synthetic hair brush with great care so

as not to damage the decorative coating of the part (Fig. 64).

Conclusion
The collection of information on the object intended for the final
qualification work completion began in the Catherine Palace directly in the Great
Hall from a conversation with the caretaker and the guide helped determine the
location of the desired ornamental decoration detail.
Familiarization with the history of the construction and reconstruction of the
palace itself became known from books. The most interesting historical materials

were obtained from a book written by several researchers of the Catherine Palace
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named Pushkin Museums and Parks. Information about the revival and restoration
of the palace after the Second World War became known from the story of the
artist-restorer of gilding of the highest category, who worked in this hall from the
very beginning to the end of its restoration, and directly the master of industrial
training, who conducted pre-graduate practice.

Information on ancient technologies of making decorative works in the
interiors of palaces and their decoration was revealed in numerous sources of the
19th and 20th centuries, reflecting the work of Russian woodcarvers, modellers,
gilders, who created these interiors under the guidance of sculptors and architects.

The search for information on the ancient technology of creating plaster
parts and their finishes, which were also taken from books, was worth some work.
This information was necessary since the restoration and replica must be made
from the same materials and using the same technologies, which they were created
in the past.

However, when performing the practical part of the work, the basic and its
finishing material was changed compared to the original for objective reasons. The
original detail in the hall is made in the wood carving technique and decorated
with combined gilding on the levkas with the matting execution on the matte
gilding areas. The replica had to be made in a different base material and a different
finishing technology, different from the historical finish of the original. It was
decided to create a gypsum replica with imitation gilding, using other materials in
the work decoration: sheet metal on glossy areas and bronze powder on matte
ones.

The decorative finishing of the replica was busy and very dependent on the
drying time of the varnishes and the microclimate in the workshop. Following the
plan drawn up earlier, the tasks were successfully completed, and the study
purpose was achieved.

Thus, the practical part of D. Valuev’s work on creating a replica of the
ornamental decor of the Great Hall in other materials of the foundation and its
decoration, different from the original of the monument, did not worsen the final
result at all but gave a new experience in the work of a young specialist. He
independently completed the entire cycle of stucco work and mastered the
methods of finishing the stucco decoration in the form of imitation gilding by

potting on glossy areas and by bronzing — on background areas.
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Appendix

Figure 1. Catherine Palace of Tsarskoye Selo. Architect F. Rastrelli. Mid-18th
century

Figure 2. Panoramic picture. It shows the palace in a terrible state in 1944. The canvas
reminds us how much damage the 1941-1945 war caused to the Catherine Palace of Tsarskoye
Selo



Figure 3. Restoration of the original historical model
of the Catherine Palace of the 18th century by
architect A.V. Kvasov by woodcarver Alexey

Konstantinovich Kochuev (1930-40)

Figure 4. The Great Hall of the Catherine Palace before the
revolution. 1912




Figure 5. A fragment of the Great Hall. The south-eastern part. In
the center of the photo, in the corner there is a panel with a detail
designed to make baroque ornament replica

Figure 6. Catherine Palace after liberation in 1944. A
fragment of the facade in the Great Hall area




Figure 7. German soldiers in the Great Hall of the Catherine Palace
during the occupation of the city of Pushkin (September 1941)

Figure 8. The Great Hall of the Catherine Palace in 1944
before restoration
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Figure 9. A commission of specialists examines the
destruction of the Great Hall decor (1946). On the right
is the Fomicheva’s father Mikhail Grigorievich Voronov

Figure 10. The Great Hall of the Catherine Palace in 1946
before restoration




Figure 11. The ornamental path sculpture from the
Great Hall composition, discovered in the rubble of
the palace in 1944

Figure 12. Catherine Palace. The Great Hall area during the trusses’
replacement on June 17, 1959. View from the YAK-24 helicopter
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Figure 13. Installation of new trusses over the Great
Hall on June 17, 1959. Helicopter commander L.S.
Grigoriev

Figure 14. Restoration of the Catherine Palace facades in
the Great Hall area. (1960 years)
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Figure 15. Plasterers of the brigade of Vasiliev Anatoly
Ivanovich (second from left), followed by Nikolaev Ivan
Nikolaevich, far right — Nikolai Alekseevich Chervyakov (far
right) on the porch next to the dean of the Tsarskoye Selo
district, Father Gennady Zverev

Figure 16. The first team of sculptors. July 1946 Valentin
Chervyakov, Lidiya Ovsyannikova, Vera Vasilyevna Zaitseva
(in the center of the middle row)




Figure 17. Anatoly Mikhailovich Kuchumov. Director of
the Central Repository of Museum Funds of Suburban
Palaces. Chief Curator of the Pavlovsk Palace

Figure 18. A team of modelers with models of girandoles
(from left to right) 1st row: N.A. Cupidonova, O.V.
Bychkova, F.A. Lebedeva, E.N. Anokhina, K. Semenov, Y.
Cherednikov; 2nd row: N. Polyakova, N.P. Burlova
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Figure 19. The foreman of the painters Y.A. Kazakov
discusses the sketch details of the architectural detail of the
Great Hall ceiling with the chief architect of the palace
restoration project A.A. Kedrinsky (in the center), on the
shelf on the left is V.G. Zhuravlev

Figure 20. Painters of the Y.A. Kazakov brigade B.
Golovanov (in the background) and B.N. Lebedev (next
to Kazakov) for the execution of the architectural part
of the ceiling lamp on the ceiling of the second Anti-
camera
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Figure 21. A fragment of the architectural detail of the Great Hall ceiling
in colour

Figure 22. A.K. Kochuev’s team of carvers at work on recreating
the carved sculptural and ornamental decor of the Great Hall in the
room of the second Anti-Chamber in 1970. In the foreground: A.K.
Kochuev and A.V. Vinogradov, between them A.S. Antonov, D.P.

Andreev, O.F. Timofeev, and V.A. Bogdanov at the wall. At the

composition on the left: M. Mukhin and Y.M. Kozlov




Figure 23. The doorway of the southern wall of the Great Hall after
the restoration of the carving before installation on a historical site.
Wood carvers: Oleg Fedorovich Timofeev, Alexander
Alexandrovich Kedrinsky (youngest son), Vladimir Konstantinovich
Chekushin

Figure 24. The brigade of K.D. Maurichev’s gilders in the room of the
third Anti-camera. 1969




Figure 25. Catherine Palace. White formal dining room. 1985. The
gilders of the Fomicheva brigade (from left to right) 1st row: M.
Morozova, G. Efremova, M. Zavgorodnaya, N. Ovchinnikova;

second row: L. Petrova, G. Korneva, T. Akimova, P. May, N.
Fomicheva

Figure 26-28. Triptych “Restorers”. Artist V.A. Lednev.1985. Gilders. Painters.
Wood Carvers




Figure 31. Lilia Mikhailovna Shvetskaya is a student of the V.I.
Mukhina College
Figure 32. Sculptor Lilia Mikhailovna Shvetskaya, honorary
citizen of Tsarskoye Selo
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Figure 33. Lilia Mikhailovna Shvetskaya in the workshop

Figure 34-36. Alexander Alexandrovich Kedrinsky, the chief architect of the
Catherine Palace restoration project, three times winner of the State Prizes of
Russia, the first Honorary citizen of Tsarskoye Selo
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Figure 37. Winners of the Lenin Prize in 1986: A.K. Kochuev, A.M.
Kuchumov, Ya.A. Kazakov, N.I. Ode, P.P. Ushakov, A.A. Kedrinsky

Figure 38. July 10, 1980. The opening day of the Great Hall after the

restoration. A restorers’ team and museum staff against the background of
the northern wall of the hall




Figure 39. General view of the Great Hall of the Catherine Palace after
restoration. 1969-1985

Figure 40. A fragment of the Great Hall and its gilded carved decor
during the transition to the 1st Anti-Chamber. To the left of the
caryatid on the vertical panel are analog ornaments for making a

replica of the Baroque decor.




Figure 41. Ornamental gilded wood carving. The Great Hall of the
Catherine Palace. 1748-1752. (Architect F. Rastrelli)
Figure 42. Gilded papier-mache molding from the house church
of the Catherine Palace. 1820. (Architect V.P. Stasov based on
wood carving F. Rastrelli)

Figure 43-45. Graphic image of the drawing. Laying with plasticine according
to the drawing. Creating a three-dimensional ornament in plasticine




Figure 46. Modified in plasticine model
Figure 47. The model is varnished with executed fences
Figure 48. Forming the model

Figure 49. Silicone mold
Figure 50. Finishing gypsum casting
Figure 51. Modified gypsum casting
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Figure 53. Manufacture of traction
Figure 54. Manufacture of traction with a profile
Figure 55. The process of manufacturing traction with a profile




Figure 506. Installation of rods on a tablet under load
Figure 57. A finishing part ready for finishing in the form of imitation gilding
Figure 58. The beginning of finishing the part is the allocation of places of imitation
gilding on the poliment

Figure 59. Application of oil varnish before imitation of glossy gilding with pot.
Figure 60. Imitation of glossy gilding with pot
Figure 61. Covering the ornament with shellac alcohol and oil lacquers
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Fig. 62. Application of oil varnish before imitation of matte gilding by bronzing
Fig. 63. Imitation of matte gilding by bronzing
Fig. 64. Covering the ornament with protective shellac varnish and painting the stucco
decoration by highlighting the background area with white paint
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Pymen CupakoB — maiicTopa Ha “CHPOMANIKOTO IIMAHO”.
Nsoeaauresackara Texunka Pymen Cupakos

Pesronme:

[TpobaemuTe, CBBP3aHH C KYATYPHOTO HACAEACTBO, B YaCTHOCT C OBATAPCKHA MY3HKAACH
OAKAOp, BPAHYBAT TOAfIMA YACT OT y4eHUTE B bbarapus. V3IrbAHHTEAHOTO H3KYCTBO Ha
MaHCTOPHUTE HAa HAPOAHH MHCTPYMEHTH € OOEKT Ha IIOCTOAHEH HHTEPEC H HU3CACABAHE OITE OT

91

——
| —



HA9aAOTO Ha XX BeK B bbarapusa. B caydas e mpeacTaBeHO YHHKAAHOTO H3ITBAHHUTEACKO
M3KYCTBO Ha CAHH OT HAH-AOOpPHTE M3ITbAHHTEAN HA TaMOypa B boarapusa. Pymen Cupakos e
eMOAE€Ma HA HAH-CBBBPIICHOTO CBHPEHE Ha ObArapcka tamOypa. Toil e ompeseAsH Karto
POAOHAYAAHUK HA HAIIMOHAAHHA U3ITBAHUTEACKH MaHHEP Ha cBUpeHe. MHcTpyMeHTaAHOTO My
HACAEACTBO € orpomuo. Kommosumnnnre My ca pKO AOKa3aTEACTBO 32 U3KAIOUYHTEAHHUAT My
TaraHT. Ch3AAAEHN HA OCHOBATA HAa PEAHIIA HAPOAHU IIECHH, OOOraTeHH C MMIIPOBU3AIIUUTE
My, T€ CTaBaT KAACHYCCKH ITHECH 33 TaMOypa. MsmparuTEACKOTO H3KyCcTBO Ha Pymen Cupaxos
€ BICOKO OLIEHEHO He caMO B bbArapus, Ho u aaaed 3aA HeriauTe rpanuu. Herosu rennrean
Ca CBETOBHO H3BeCTHHAT MeHHAKDBP Ao bora, Amopax XapuceH, Epuk Kaenrer, Keitr

bymm.

Karwuosu dymu: oparapcku POAKAOP, KYATYPHO HACAEGACTBO, MY3HKAAHO H3ITBAHHUTEACTBO,
IIEAATOTTYCCKA IIPAKTHKA.

Introduction

The tambura player, Rumen Sirakov, was among the emblematic Bulgarian
folk musicians, with whom the contemporary processes in the development of the
instrument tambura are connected, as well as the formation and establishing of a
novel performer’s style, with which he changed the traditional tambura playing in
Bulgaria.
As early as his birth, Rumen Sirakov was destined to be devoted to music. He was
born on October, 1st, 1943, in a family of extraordinary singers and musical
performers in the beautiful Bulgarian village of Blateshnitsa, which is located at
the foot of the Risha Mountain. This old medieval village was mentioned by the
same name even in the chrysobull Mrachka Gramota, which the Bulgarian Tsar
Ivan Alexander bestowed in 1347 to the Monastery “Saint Nicola”. The village

itself is located 75 kilometers west of Sofia.

Figure 1. The photo of Rumen Sirakov
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This region is known in Bulgarian folkloristics as the Shopluk. It spans
through the whole of Western Bulgaria and not a small part of the lands in Serbia
and is divided into the Large Shopluk and the Small Shopluk. The shopi are the
creators of a unique folklore, known for its wild and temperamental dances, the
famous throughout the world shopi two-voice singing, the yunak (markovski) epic

songs.

ROMANIA

SEREBIA

e
HACfDONM

v,
al

GREECE

Figure 2. The region Shopluk

In such a region and environment, Rumen Sirakov spent the first years of his
life — with the songs of his grandmother, the playing of his grandfather, with the
wild village square horos.

The father of Rumen Sirakov was the renowned performer of graovian
songs, Pavel Sirakov, who was from a long-line of masters of folk instruments.
The graovian songs are characteristic for this region, distinguished by a unique
vibrato of the voice.

Rumen Sirakov began playing an instrument from a young age - in the
beginning - on penny whistles and flutes, later on — on mandolin, accordion and
guitar, and, lastly — on the tambura. That instrument became the favorite one of
Rumen and he called it affectionately the “poor man’s piano”, since the tambura
is not only a melodic, but also a harmonious instrument. As young as 17 years old,
he became an orchestra player in the Orchestra of Folk Music at the Bulgarian
National Radio.

Together with the kaval player, Stoyan Velichkov, and the gadulka player,
Mihail Marinov, at the end of the 1960’s, he created the instrumental group

——
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“Trakiyska Troyka”. In the mid 1980’s, “Trakiyska Troyka”, together with Trio
“Bulgarka” formed the band “Balkana”. Produced by Joe Boyd, this formation,
teaturing Rumen Sirakov, showcased Bulgarian folk music on hundreds of
concerts abroad (USA, Australia, Western Europe).

The instrumental heritage of Rumen Sirakov is immense. His author’s
instrumental pieces are a bright proof of his incredible talent. Created on the basis
of songs, enhanced by his improvisations, they became classical pieces for
tambura. The performer’s art of Rumen Sirakov is highly praised not only in our
country, but far beyond the borders of Bulgaria, as well. Among his appreciators
are the world-famous manager Joe Boyd, George Harrison, Eric Clapton, and
Kate Bush.

The present study has for a goal to clarify the performance problems in
tambura playing, which are related to the tambura technique of Rumen Sirakov.
These problems clarify some questions, connected to traditional and modern
techniques, which define the characteristic and specific aspects of Rumen
Sirakov’s style.

On an empirical and theoretical level, there are expansive publications, which
give a clear idea of the origin, structure, technical capabilities and regional
distribution of the Bulgarian folk musical instruments, but not of instrumental
technique as a phenomenon, which forms the manner of playing in different
regions of distribution of the instrument, passed on and enriched by generations
of tambura players.

All of this defines in general terms the SUBJECT OF STUDY of the present
work — the instrumental technique of Rumen Sirakov. The OBJECT of the study
is derived from the above and consists in:

e  The specific methods, through which the performance is achieved,
e  The performance of ornaments, which are an essential part of tambura
playing.

Thus “formed” is the GOAL OF THE STUDY, namely: description,
defining, ways of writing and methods of performing the elements, which
comprise the performer’s technique of Rumen Sirakov. Special attention is paid
to their combining, place and way of usage.

To achieve the goal, the specific completion of several important TASKS is

needed:

e A description of the “mechanics”, or that combination of movements of the
tingers of the left hand and the movement of the plectrum (the pick) in the
right hand, through which R. Sirakov realizes his performer’s activity;
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e An extensive analysis of the ornaments and their technical performance
when playing, in accordance to specific methods (seeking analogies with

such, used in other peoples and related to the tambura classical instruments).

1. Information about the tambura

According to written records, the fambura was known to ancient peoples as
early as the sixteenth millennium BC (Ancient Egypt), so it is one of the oldest
musical instruments, known in the history of music and archeology. Tamburas,
images of which can be found rather often on the ancient monuments, have always
almost the same shape - with two or three pairs of strings and are played with a plectrum. The
wide spread of the tambura among different peoples from the Near, Middle and
Far East show that it is one of the oldest instruments, known to the ancient
peoples.

Even in the past, the tambura was an instrument with universal usage in
various musical activities. It was used for solo instrument performances, as well as
for accompaniment, but mostly for ritual purposes — the playing of varied hymns,
at the coronation of tsars, etc. This statement is confirmed by the fact that this
instrument is depicted in the ancient Egyptian pyramids, accompanying the
pharaoh in his last journey. It is all described in the ancient Egyptian scrolls and
the cult drama “The Lament for Osiris”, where in the remarks by the playwright from
three thousand years ago, it is written that the sound of a tambura should be hurt
after each verse.

In Bulgaria, the instrument exists with its two names — zambura and bulgariya.
The first historian to find the specific characteristics of the bulgariya (the Bulgarian
tambura) was the French man, Guillaume André Villoteau. He introduced into
scientific literature the definition “tambur bulgary”. The small four-string
bulgariya from the middle of the 19th century, described by Villoteau, was found
not only in the Rhodopes, but also in the Pirin Region, where it was known by the
name “bulgare”.

The French historian, Rasinet, found and described a small tambura with
four strings with the Algerian people, known under the name tambur bulgari,
which the author considered to be of Bulgarian origin.

The French musical historian, F.J. Fetis also studied the Bulgarian tambura
and came to the conclusion that it is not of Arabian origin, since its intervals are
diatonic and chromatic on each string, i.e., halftones and whole tones, and there
are no quarter tones, characteristic to Arabian music. This has been confirmed

also by Bulgarian organologists in all their field research.
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With the creation of the modern orchestras of folk music, formed with
typical Bulgarian folk instruments, the tambura underwent various changes in its
construction and its tuning. This led to an expansion of the functions of the
instrument, to the unification of its tuning and to the elimination of the different
tunings of the tambura in the separate regions. Contemporary tamburas have:

e  ametal tuning peg mechanism (holds perfectly the musical temperament);

e metal frets (24 metal frets, embedded in the fretboard and meticulously
aligned to create a chromatic scale);

e  sound hole on the soundboard (on the front and larger, with a diameter of
about 4-5 cm);

. a metal saddle, placed on the bridge, for stronger and more metal sound;

. tuning in unison (e, h, g, d);

e  steel strings, made with different thickness;

e  unification of the size of the crafted tamburas (length and size of the body,
tingerboard, etc.).

All of these improvements have a significant role in the technique for playing,
in regards to the sound production, timber capabilities, acoustics and other.

Today, there are two variants of the contemporary tambura:

o six-string tambura — with three courses of doubled strings with a tuning: g', d"
a and d', a, e. These variants of the tambura are at the core of the folk
orchestra of Ensemble “Pirin”.

o cight-string tambnra — with four courses of doubled strings with a tuning: €', h,
g, d. This is the most widely spread variant of the modern tambura, used in

ensembles and folk orchestras, and is what Rumen Sirakov played.

2. Performance technique of Rumen Sirakov

The instrumental performance art is among those phenomena in folklore,
which are distinguished by accelerated rates of change — not only between the
different generations of musicians, but also within the span of a single lifetime.
Along with keeping with tradition, instrumentalists, to a varying degree, have a
sense for innovation in music, they are prone to showing creativity, to developing
an improvisation-variation style of performance. This is observed in most of the
specific region studies of instrumental music from different areas in the country.

In the years after 1935, with the creation of the first instrumental groups for
Bulgarian folk instruments at Radio Sofia (Bistrishka Chetvorka, Trakiiska Troyka,
Ugarchinskata Grupa and others), the tambura had an important place in the

bands as an accompanying and less often as a solo instrument, without its tonal
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and technical capabilities being used to their fullest. Only when the orchestra of

Bulgarian folk instruments was formed, the tambura, in its modern variant, took

its designated place.

The first distinguished traditional players of tambura, using the full melodic,
harmonic and technical capabilities of the instrument, formed a characteristic
performance style through different skills and methods. Its creation was set forth
by two things:

a)  the technical capabilities of the instrument (including innovations, changes,
etc.), which are an explicit condition for the creation of specific methods of
playing;

b) the personality of the performer:

o creative taste, sense, creativity, innovation;

e  transition of experience, borrowed from other instruments;

e  keeping in line with traditional playing of the older performers and

introduction of innovations by their successors.

The greater possibility of personal expression of the performers maintained
in them the strife for personal improvement and this became an essential factor
for a competition in achieving ‘“Gprovements” in folklore music. In such a way,
traditional musical models were changed, updated, transformed to a different
quality. In particular, these processes helped for the development of the tambura
playing and led to the appearance of the so called “Shop:” tambura style, whose
founder was the famous instrumentalists, Rumen Sirakov. At present, this
tendency is rather well pronounced and helps for the technical development of
the music for tambura.

When playing the tambura, Rumen Sirakov used a large set of methods and
ornaments, very often in complex combinations among them. Here, I will review
in detail a large part of the performance techniques and ornaments, used by the
master.

Drones. This method is characteristic of all folk instruments. It is found in
the playing of gadulka, bagpipe, kaval, whistle and others. It is an approach that
has gathered popularity among players. The name of the method — ‘“drone”
(‘podlagane” in Bulgarian — laying a basis) — gives an idea of the role the player assigns
to it — the usage of a specific tone for stabilizing the scale. Droning is the oldest and
most characteristic method in tambura playing; it is used especially often by the
old master tambura players. The performers “drone” on the open first string (there
are cases of droning on the 2nd, 3rd, or on the 4th string, as well). In tambura

playing, this “drone” is at an interval of a perfect fourth, a perfect fifth or an octave
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below the tonic, but it is especially pronounced in the scale with one drone tone,
with which the first string is at an interval of a perfect fourth higher than the
second string. The reasons for “droning” with an open first string can be different.
The aim is to:
. achieve a sound effect and a saturation of the melody;
e  create a rhythmic texture plan;
. create a rhythmized second drone tone;
o technical convenience, when moving the left hand to a higher or a lower
position, etc.

Regardless of the reasons of using an open string: for convenience when
changing the position of the hand or purely a phonic effect, this method is very
characteristic and often used. The below examples illustrate a drone on the 1st (e”

and the 2nd (h) string.
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Figure 5. From “Festive Horo”

The above examples give an idea of the drone effect on the 1st and 2nd
strings. Very rarely, droning of the shown type is performed on the 3rd (g) and the
4th (d) strings.

Lately, young tambura players have been using this approach, performing it,
skipping one string. In this way, they avoid the ringing of the open string, and the

achieved tone is softer, but in some aspects — duller, as well.

98

——
| —



Silencing (Zahlupvane) (muting) — stopping the sounding of the string, with a
slight touching of the string, usually with the 3rd or 4th finger, which produces an
overtone from the rest, open strings. This results in the characteristic “ringing”.
This new to the tambura method is taken from the instrumental practice of
gadulka and kaval playing, more specifically from the Thrace instrumental style,
but it’s found also in guitar playing. Some folk players called it also “haltsane”
(hiccupping), “klepane”, “klepchene”. The place of the silencing is marked with a note,

whose head is in the form of an (x) at the place of the tone, which we silence

(mute).

Figure 8. From “Breznishka Rachenitsa”

Finger substitution. This method is used in the playing of all string
instruments (both classical and folk). In tambura, it consists in replacing a finger
on a single segment between the frets, without reducing the finger pressure. This
is an often-used method in the instrumental practice of Rumen Sirakov, who
borrowed this method from the instrumental practice of gadulka players. He
applied this new to the tambura practice method, when there was a sequence of
two identical tones and its performance was done only with a replacing the Ist
with the 2nd finger within a single segment between frets. Rumen Sirakov also
used often this method, because of its sounding, reminiscent of the lower mordent
ornament. This type of substitution is marked with the symbol 4, which means that
the performance of the substitution begins with the 1st finger, replaced in the

repetition of the tone by the 2nd finger.
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Figure 10. From “Zemenska Rachenitsa”

Figure 11. From “Zemenska Rachenitsa”

In some cases, substitution is also use for the change in position of the hand.
These cases of usage of the method are marked with the symbol &, and the
fingering must be indicated. This technical approach has a great application in the
performer’s practice. Due to its specifics, it is preferred for quicker passages. On
the other hand, produced at a strong metrical beat, the method underlines the
rhythmic pattern of the melody and provides greater clarity of the sound.

Slide. This is a method, used in string instruments. It is found also in the
playing of folk instruments, close to the tambura — oud and bouzouki. S/de is
relatively new method in tambura performance and it has been borrowed from
the gadulka practice. Its usage is observed not only in string folk instruments, but
also in classical instruments (violin, guitar). This method could be likened to the
portamento. It’s marked with a small arrow (—»), written over the note, from which
the technique starts. When performing this technique, one of the fingers, at
specific tone sequences, slides and presses the neighboring upper or lower
segment between frets, without decreasing the pressure from the finger, before
the next tone of the melodic sequence is played. It is used, when there is an
ascending or descending movement in the melody or transitions from the 1st to
the 2nd string, respectively — 2nd to 3rd, etc. This method is applied very often in
the performances of Rumen Sirakov, and as an imitation — by all younger tambura
performers. Varied ornaments are performed with it, as well, for example —

mordent (short trill), lower mordent, nachschlag, vorschlag.
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Figure 12. From “Festive Rachenitsa”

Figure 13. From “Paydushko Horo”

2

“Graovska Rachenitsa

Figure 14. From

Double neck. An instrumental method, known from other instruments. It

consists in the performance of two voices. In the tambura, it is characterized by

the performance of two tones with one stroke of the pick (always m), when the

melody moves, most often, from one string to the next one (from 1st to 2nd; from

2nd to 3rd). Double neck is performed most often with the 2nd and 3rd finger. It

is marked by a small note, written above the note, together with which the tone,

located at a major second, minor third or major third tone, is played.

From “Paydushko Horo”

Figure 15.

2

“Megdansko Horo

Figure 16. From

Figure 17. From “Grancharsko Horo”
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This new to the tambura instrument practice method is very characteristic to
the performer’s manner of Rumen Sirakov. Under his influence, many tambura
players from the younger generation apply double neck, when they play. An
example of double neck is observed also when moving from the 2nd to the 1st
string. Then, sounding together with the 2nd string is the open 1st string. It is
marked with a small note, written under the note, together with which the open

Ist string is played.

Figure 19. From “Krivo Horo”

Tapping — performing a tone from a melodic sequence in ascending
direction, without the usage (stroke) of the plectrum. The tapping on the string is
brisk, after which the finger is held (pinned down) for a moment to the
fingerboard, according to the value of the performed note. The sound is weaker,
duller, but tenderer. It is performed with the 2nd, 3rd or 4th finger at an interval
of from minor second up to major sixth, depending on the melody. It is marked

by the symbol T | written above the note.

Figure 21. From “Dzhagarsko Horo”

Most popular in Bulgarian folk music are the trill-like ornaments, through
which a specific tone of the melody is enhanced in the most natural way. On the

other hand, from a technical stand point, they are the easiest to perform. Very
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often the original trill-like ornaments not only enhance, but also built the melodic
line.

The oldest and most often used ornament for enhancing long note values or
with repetitions of the same tone, when playing the tambura, is the pralltriller. In
almost all cases, when it is performed, the closest upper tone stands at a halftone
from the root tone. This way of performing is characteristic to the instrumental
practice of folk players, while, in the tambura performance, it is most natural to
use the closest upper segment between frets, located at a halftone from the
ornamented one. For this reason, a accidental mark is not placed over the symbol

for pralltriller.
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Figure 26. From “Kyustendilsko Horo”
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Another very characteristic ornament in the performer’s manner of Rumen
Sirakov and for playing melodies from the Shopi Region on the tambura is the

lower mordent. 1t can be performed also with the 2nd and 3rd fingers, while the

very good players can also use the 3rd and 4th fingers.

Figure 29. From “Kyustendilsko Horo”
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Figure 30. From “Radomirska Rachenitsa”

Figure 31. From “Radomirsko Horo”

Nachschlag. An ornament, relatively rarely used in tambura playing. Its
usage could be found mostly in the performance technique of Rumen Sirakov and

some of his students.
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Figure 32. From “Radomirsko Horo”
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Figure 34. From “Galabovska Kopanitsa”

The nachschlag could be performed also with the sliding method and is
marked with the symbol for slide —.

Discussion

The current study on the performance style of Rumen Sirakov raises the
problem of preserving a unique heritage that has been preserved and developed
over the years. It is an emanation of the performing manner of playing the
Bulgarian tambura in different folklore regions in Bulgaria. The tambura
instrument that exists in our country has its similar variants in a number of
countries in Asia and Europe, but mainly in the countries of the Balkan region.
This gives a starting point for the study of the performing manner of playing

similar or similar to the Bulgarian tambourine instruments.

Conclusion

The contribution of Rumen Sirakov to the development of the tambura
playing style can be summarized in several general moments, namely that he
established changes in a relation to:

a) the posture of the right hand — all old performers do not lay the right
hand on the soundboard of the tambura, but held slightly the body of the
instrument with the elbow of the right arm. This posture is kept by all players in
the Pirin Region and has a significant importance for their way of playing. The
movement of the plectrum is with a wide amplitude of the wrist, together with the
forearm.

The right hand of Rumen Sirakov is laid on the tailpiece, the soft part of the
palm slightly touches the “bridge” of the tambura, while the movement of the
plectrtum comes only from the wrist. Many of the young performers are taught
this posture of the hand in the musical academies and schools for secondary

education.
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b) grip of the plectrum with the right hand — all old performers and
representatives of the Pirin Region style of playing hold the plectrum with the
thumb and index finger of the right hand, while only in certain moments using the
ring finger for support.

Rumen Sirakov and the tambura players of his school hold the plectrum with
three fingers: thumb, index and middle finger, which leads to softening the tone.

) 4th finger of the left hand — all old musicians (with very few exceptions)
do not use this finger.

From a young age, Rumen Sirakov included in a skillful manner the usage of
the 4th finger. This explains the great freedom of playing and the performing of
technically complex passages in his pieces.

d) specifics of the movements of the plectrum:

When playing, R. Sirakov moved the plectrum, undetlying the three-beat
groups in the irregular meters, while, in ?/4, he broke each fourth into a triplet,
while each triplet started with a downward movement of the plectrum, which
provides a certain style of playing. For all performers from the Pirin Region, the
movement of the plectrum is only downwards and upwards and they do not play
in triplet groups.

In general sense, the content of the study meets the set task — clarification
of problems, related to the specific manner of playing of Rumen Sirakov. In these
problems, the following semantic aspects are focused:

e  ornaments in playing the tambura;

e  substantial differences, regarding the posture (observed in different
performers, as well as in the performance practice of different regions);

e  specification of the differences, related to the characteristic performer’s
techniques of Rumen Sirakov (traditional and modern, taken from other
instruments) — the name of the methods (some — popular, while others —
introduced and representing a terminological apparatus in the catalogue of
terms for performance technique); graphic representation (new), which gives
an accurate indication for their performance. Some of them concern the
performance of the ornaments, which represents a subtopic of the present
study;

e  presentation of the problem of ornaments in playing the tambura:

description — technical characteristics.
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Abstract:

In the Ukrainian graphic art development of the 20th century as a whole and specific art events
and artistic works, a constant interaction of international and national, general and specific,
modern and traditional is traced. The development of the new graphic art was especially
influenced by the revaluation of the aesthetic qualities of national art. The research purpose is
to study the development of the directions of Ukrainian book art, the formation of new creative
features in the European cultural space. The research methodology consists of the general
scientific methods application (analysis and synthesis, induction and deduction) and methods of
art history (comparative, typological, descriptive). The scientific novelty lies in the study of book
design, which has always been significant in Ukrainian art. Today, we have many fine works in
the genre of book illustrations. These works reflected both the history of Ukrainian literature,
the history of the national graphic art, as well as the history of cultural progress of Ukraine in
general. Thus, book design is an extremely fruitful object of study, an intersection points in
which the complicated process of the interaction of social, political, spiritual, cultural and artistic
and aesthetic factors is underway. The Ukrainian graphic art of those days reflected different
all-European trends, e.g, modernism, symbolism, neo-primitivism, futurism, cubism,
expressionism, constructivism, realism, surrealism, Art Deco, neoclassicism. The originality of
the artistic language emerged through the use of traditional motifs and vanguard image creation
tools.

Keymwords: research, culture, illustration, images, book, art, national traditions.
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YKpaiHCHKHUM AU3aMH KHUTH: IIAAXHA (DOPMYBAaHHA i PO3BUTKY

Anomayia:

Meroro crarti € AOCAIAKEHHA PO3BHTKY HAIIPAMIB YKPaiHCHKOIO KHIKKOBOTO MECTEIITBA,
dopMyBaHHA HOBHX TBOPYHX PHC y €BPOIEHCHKOMY KYABTYPHOMY IIpOCTOpi. Mertoaoaorisa
AOCAIAJKEHHS ITOASIFAE Y 3ACTOCYBAHHI 3araAbHOHAYKOBHX METOAIB (aHAAI3 1 CHHTE3, IHAYKIIIA Ta
ACAVKIIIA) Ta METOAIB MHCTEITBO3HABCTBA (ITOPIBHAABHHUI, THIIOAOTIYHHI, OITMCOBHH).
HaykoBa HOBH3HA IIOAATAE § BUBYCHHI KHIKKOBOIO AM3AMHY, AKHI 3aBKAM OYB BAKAHBHM B
yKpaiHcpkoMy MHCTEITBl. ChOTOAHI MH MAa€EMO BEAHKY KIABKICTH IIPEKPACHHX POOIT Yy KaHpi
KHIDKKOBOI 1Afoctparii. Ll TBopum BIAOMAM fAK ICTOpIIO YKpaiHCBKOI AlTeparypu, ICTOpPIrO
BITYM3HAHOI rpadpiky, Tak 1 ICTOPIIO KYABTYpHOro Iporpecy VYkpainm saraaom. Otixe,
KHIDKKOBUI AH3AIH € HAASBHYANHO IAIAHUM OO’€KTOM AOCAIAKEHHS, TOYKOFO IIEPETUHY, AC
BIAOYBAETBCA CKAAAHHUN IIPOIEC B3a€EMOAIl CYCHIABHO-IIOAITHYHHX, AYXOBHHX, KYABTYPHO-
MHCTEIBKAX T4 €CTCTUIHUX YNHHUKIB. YKpalHChKa rpadpika TOro mepioAy BiAOOpazasa pisHi
3araAbHOEBPOIICHCHKI Tedil — MOAEPHI3M, CHMBOAI3M, HEOIPHUMITHUBI3M, PyTypHU3M, KyOism,
EKCITPECIOHI3M, KOHCTPYKTHBI3M, PEaAi3M, CEFOppeaAismM, ap-AeKo, HeoKAacHITu3M. CBOEPIAHICTD
XYAOKHBOI MOBH BHHHKAQ 3aBASKH BUKOPHCTAHHIO TPAAHINHHUX MOTHBIB Ta aBaHIAPAHUX
3ac00iB CTBOpEHHA 0OPas3iB.

Karouosi cro6a: nocAipKEHHSA, KYABTYPa, 1AFOCTpariif, 0OpasH, KHUIAd, MUCTEIITBO, HAIIOHAABHI
TPaAHIIL.

Introduction
The history of the book design art has proved that illustrations have been

considered significant for centuries, as vivid pictures were the only effective way
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of opening text information to semi-literate readers. The illustrations, done in a
peculiar artistic interpretation, not only accompanied the text of literary works but
also complemented it to a large extent, revealing the basic plot outline.

The first third of the 20th century revives a book as a complex artistic
phenomenon — the synthesis phenomenon symbolizing a new attitude. The
creative experience has been accumulated over the years. The book illustration
involved more and more talented artists whose creative achievements determined
the face of the Ukrainian book design at various stages of its evolution. Until
recently, by the established tradition, the history of Ukrainian art has been divided
into the Soviet and pre-October periods. In the authotr’s opinion, this
periodization has the right to continued existence, even because of general trends
in thematic works of art, like artistic tasks in the field of figurative and stylistic
quest dictated by time to artists. This concept has combined the heritage of rather
different artists, whose work not only matches the designated period but differs
by a fundamentally new outlook, a new style and the new aesthetic development
and expressive means of implementing the chosen artistic theme. Considering the
overall development process of the Ukrainian book, we conclude that, at various
stages of its history, book artists always faced more or less the same, common
technical and artistic challenges, which were resolved over the centuries at an ever-
growing artistic and aesthetic level.

In-depth research of Ukrainian art, critics-researchers analyze how artistic
tastes and styles have changed in the registration process of literary works, revealed
different schools, directions, features of the creative method and style of famous
artists. This is stated in the works of such well-known scientists as: O. Avramenko,
Y. Belichko, V. Bokan, B. Valuenko, M. Gordiychuk, M. Kryvolapov, O.
Lagutenko, O. Lamonova, D. Malakov, L. Polevoy, O. Fedoruk, A. Shpakov and
others.

Ukrainian graphic artists captured the rich heritage of the past centuries. It
should note that the art of book design of the first third of the 20th century is
marked with the constant interaction of international and national, general and

traditional vision.

1. Art research in the Ukrainian book design of the first third of the 20th
century
The works of the Ukrainian book design of the first third of the 20th century
widely “travelled” in Ukraine and fell abroad. They were not created in the

situation of the “iron curtain”. Ukrainian artists worked in Paris, Munich, Leipzig,
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Prague, Warsaw, Krakow, Moscow, St Petersburg. The Ukrainian graphic art
language was influenced by traditions and new trends of West European, Russian
and Polish art, like national artistic sources. Being intertwined in the work of each
artist, they are hard to be distinguished (Lagytenko, 2003).

In the early 20th century, a new interest arose among book masters as to
individual features of each book as a whole, fonts and ornaments on the covers
and in the text. The book artists increased demands towards the creation of their
own “handwriting” in fonts, tending to the national identity.

Any progtress in this direction could be achieved only through an analytical
analysis of the classical heritage. The real life-giving source for Ukrainian artists
was the wealth of technical and artistic achievements of old national publications,
like the high publishing culture of the countries of Western Europe.

Mlustrations by famous Ukrainian book designers P. Martynovych, J.
Yizhakevich, G. Narbut, V. Kasian, M. Deregus, A. Dovhal, S. Adamovich, A.
Danchenko, D. Yakutovych and many other artists of the twentieth century were
marked with a variety of art styles and an organic interplay with literary texts.

The foundation of the Ukrainian Academy of Arts became the most
significant event in the artistic life of Ukraine in the 1910s, the hugest achievement
of the cultural policy of the new government of the Ukrainian National Republic
(UNR). Invited to join the teaching staff structure of the first National Academy
of Arts were famous masters, with an inherent common desite to combine old
traditions of Ukrainian art with new discoveries of European artistic movements.
In visual arts, the founders of the new school went through the art nouveau style,
with its attraction to the synthesis of arts.

The Graphic Art Workshop of the Ukrainian Academy of Arts was led by
George Narbut, a recognized book design professional. The attractiveness of
Narbut's creative works, the accuracy of his plastic solutions, exquisite taste and
knowledge of artistic styles contributed to the artist recognition as the idol of
graphic artists for many years. He launched the most extensive and influential
trend in Ukrainian graphic art of the 1920s, dubbed “Narbut Trend” (Valyenko,
1976:105).

George Narbut was inspired by a dream to revive the high status of art, which
it had in antiquity. An example of deep immersion in human life and traditions
was folk art, characterized by certain canons and conventions, passion for bright
colours and immediacy attitude, avoidance of external descriptiveness.

The artist set himself a complex task of finding a popular style that would

enable to combine the traditional and new form capacious content and universal

[ 111 )



qualities. The plastic language of G. Narbut in his Kyiv period gradually changes,
compared to the previous one — that of St Petersburg. The artist turns to samples
of old Ukrainian book printing, which is already evident in the cover design for
the first issue of the magazine “Our past”, 1918. Narbut could easily implement
tigurative motifs in symbolic compositions.

For 20 years, the workshop has brought up a whole galaxy of book artists.
From year to year, the skills of its graduates kept growing, the genres of the books,
llustrated by its diploma holders, expanded, the most sophisticated graphic
techniques were mastered, and the book culture and imagery of the graphic form
improved. During that period, art education developed according to the
requirements of national publishing practices and artistic life, learning everything
new and progressive (Yanson & Yanson, 1996:152).

Today, there is a need for a new interpretation of the history of the Ukrainian
graphic art of the twentieth century within the lines of the all-European artistic
process. The Ukrainian graphic art of the 20th century has always been the focus
of art history for both scientific researchers and art critics. Being intelligent,
technically verified, to some extent free of political bias, it remained for the stormy
century a zone of artistic freedom.

Though the teaching of the history of the art of the twentieth century was
always under close censorship. Any research of the “formalistic tendencies”, along
with national features, was not encouraged, and many artists’ names of the first

third of the 20th century were entirely struck off history (Lagytenko, 2003:102).

2. Cultural prerequisites for flowering of the graphic art

In the early 20th century, graphic art underwent a real renaissance. Artists set
many tasks for the form of art: both purely artistic, philosophical, and social and
social and political. Magazine and book design, drawings for newspaper editions,
posters — these forms of graphic creativity gained priority in the development of
art in its osculation with the surrounding fluid life.

It is the graphic art that exists on the brink of individually unique and
replicable mass art, gained a new impetus due to the advance in the printing
production field. The graphic art reflected the problems faced by artists at the turn
of the century and was perceived by them as a clash of opposites — elite and mass,
hand-made and replicated, material and spiritual, novel and traditional (Lagytenko,
2011).

In the late 19th century, some common trends were tangible in the culture

of various European countries, and those trends ideologically emanated from two
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main reasons — the crisis of positivism and the desire to open up new dimensions
in attitude to the surrounding world and the life process in general. Nowadays,
there are grounds to form a common field of culture.

The correlation of “international” and “national” in art was one of the topical
issues raised by Art Nouveau masters. Advocates of the new style manifested
versatility of its formative tools, though the desire to restore some national
traditions was no less significant for artists and architects. Forms are interspersed
with colour fragments and space between them according to the specific aesthetic
or spiritual task (Aseeva, 1995:25).

At the turn of the 19th and 20th centuries, in Ukraine, the graphic art
flourishing was facilitated by the fact that several significant components
synchronized in the development of artistic situation: the rise of national cultural
movement, strengthening of the ideas of the “new’ art, denying the usual mimesis
and proliferation of symbolism and Art Nouveau.

The «compression» of the transition period led to both rapid development
of the graphic art and a complication of the adaptation process of new tendencies,
as well as the parallel existence of a large number of different events and trends.

The artistic life activation was caused by the new economic development
stimulating urban culture mainly. The number of large cities in Ukraine increased.
It was the time of the new museums’ creation, exhibition salons, creative
associations, which, in turn, triggered the emergence of new art periodicals. The
artists felt their involvement in the single artistic process that embraced Europe
then.

The training process and creative trips immersed young Ukrainian artists in
the Paris, Vienna, Munich, Krakow, Moscow, St Petersburg artistic life.
Cooperation with Polish and Russian art turned to be a particularly significant
factor in the Ukrainian culture development at the turn of the 19th and 20th
centuries.

From 1904 to 1914, the Association of Friends of Ukrainian literature,
science and a piece» existed from 1904 to 1914. A major exhibition, launched as
the First Nationwide Exhibition (1905), was the most significant event in its
artistic policy. The exhibition presented the works of masters of the Western and
Eastern Ukraine, a new generation of artists, including Ivan Trush, M. Sosenko,
M. Zhuk, M. Burachek and M. Boychuk.

In 1905, the first Ukrainian-language art journal “The Artistic Herald”,
founded by Ivan Trush, was launched in Lviv. A great mission of improving the
artistic situation in Ukraine was fulfilled by newspapers “Iris” (1899-1900),
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“Buduchnist]” (1899), “Moloda Ukrayina” (1900-1903), “Liberum Voto” (1904-
1905) and “Nasz Kraj” (1906-1910).

The magazines provided an opportunity to use the tools of printing
production to implement and disseminate artistic ideas. They put technology at
the service of art; thanks to the decoration of the magazines, the individual, unique
graphic art produced a huge circulation (Lagytenko, 2003).

The new magazines enjoyed the willing cooperation of the artists who
professed the Art Nouveau style, such as T. Tetletsky. In the style of Art Nouveau
at that time, books and posters of K. Sikhulsky, S. Dembitsky, E. Okun, E. Liliyen,
etc. were designed. The national or “Hutsul” version of the Art Nouveau was
developed by I. Severin. The Hutsul themes were turned to by K. Sikhulskyy and
V. Yarotskiy. The love for decorative ornamentation is inherent in the creative
works of H. Koltsunyak. Referred to by researchers as “Lviv Maurice” is M.
Olszewski, who became the founder of the association “Zespul”.

Art Nouveau gave many examples of theatrical presentations and enhanced
the accentuation of oriental themes and motifs. Quite often, artists created their
imaginary East. In Lviv secession, Oriental themes found their vivid expression in
the illustrations of I. Kosynin and the paintings and graphic works of K.
Stefanovich, who relied on the traditions of Indian, Persian and Armenian arts,
and used the iconographic designs of the Ukrainian iconography (Lagytenko,
2003).

The ancient Ukrainian and Byzantine art traditions were turned to by M.
Sosenko and J. Pankevych, and later by M. Boychuk. The New Byzantism got a
foothold as one of the areas of secession. The attraction to medieval ideas,
characteristic of the aesthetics of the turn of the century, was tied to the ideas of

national revival of Symbolism and Art Nouveau.

3. The trend of neo-primitivism in the Ukrainian graphic art

The existence of independent graphic schools in Kyiv, Kharkiv, Odesa, Lviv
and their interaction contributed to creating the unified field of Ukrainian graphic
art. Despite political and ideological boundaries, common trends and directions
manifested themselves in this unified field. The multi-layer cultural space absorbed
various trends, traditions and innovations, developing a unique image of such a
phenomenon as the graphic art of Ukraine of the 1920s to early 1930s.

Neo-primitivism may be recognized as the most persistent and common
trend in the Ukrainian graphic art of the day. This was facilitated by many factors,

notably, the impact of the global democratization processes, which took place in
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the culture at the turn of the 19th and 20th centuries. After several revolutions in
the Russian Empire, they not only became legitimate but were imposed on society.

For the art of the eatly twentieth century, the opening of the cultures of the
primitive society, revaluation of the gains of medieval Europe and the East,
archaeological findings in Egypt, Mesopotamia and India, gave a powerful impulse
to the search for a new artistic language. On the way to this, the ideas of M.
Boychuk, who was recognized in Ukrainian art as the discoverer of the neo-
primitivism trend, met the needs accentuated by symbolism artists and writers.
The desire to open the viable sources of art, which would involve all those seeking
to know the truth in the existing world, was passionate and urgent. For M.
Boychuk, M. Sosenko, Y. Pankevych and their followers the icon became an
example of this work of art (Lagytenko, 2011).

Boychuk paved the way from the Art Nouveau to the Avant-Garde. He
opened the aesthetic value of popular prints, urban primitive. M. Boychuk, as a
professional artist, who was educated at several academic art institutions,
reevaluated the artistic heritage of ancient cultures, the latest discoveries of Avant-
Garde artists and merged them with the tradition of Ukrainian iconography, with
the popular image and urban primitive.

The next step in the neo-primitivism development in Ukrainian graphic art
was its fruitful processing and creative development by S. Nalepynska-Boychuk,
I. Padalka and their apprentices’ disciples and followers. Neo-primitivism
developed its ways of modernizing the traditional forms and processing “non-
classical” ancient cultures methods, to use them in transmitting the modern sense.

The Neo-primitivism trend of the 1920s was rather broad, it was filled with
art phenomena in various plastic forms. Those were watercolours of M.
Sinyakova, bright and narrative as a folk fairy tale, restrained-lyricism drawings by
M. Boychuk, intricate-nature ink drawings by I. Mozalevskyi, “cheap-popular”
linocuts by I. Padalka and M. Fradkin, “vybiychani” carvings by A. Kulchytska.
The signs of neo-primitivism are found in the works of V. Krichevsky, H. Narbut,
S. Nalepynska-Boychuk, T. Boychuk, O. Pavlenko, V. Sedliar, M. Kotlyarevska,
M. Yunak, S. Colos, O. Ruban, Y. Sagaydachnyi, M. Zhuk, P. Kovzhun, M.
Butovych, 1. Ivanov, O. Dovhal and even V. Kasian (Lagytenko, 2011).

The growing influence of old prints marked the early work of O. Sakhnovska.
The language of primitive was enhanced by the use of rthythm and plastic language
tools of expressionism. However, Sakhnovska created multi-figure genre

compositions in a narrative realistic manner.
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4. Cubo-Futurism, Constructivism, Art Deco

Unlike the polistylism of the Narbutov trend, a pure stylistic line in Ukrainian
graphic art was adhered to by Cubo-Futurism. Cubo-Futurism, as a trend in
Ukrainian art, opened by O. Bogomazov and O. Exter, was echoed in the 1920s
in V. Yermylov, M. Epstein, V. Meller, A. Petrytsky, B. Kosarev and A.
Hvostenko-Khvostova works. This stylistic trend was vivid expressly not only in
the easel, book and magazine graphic arts but also in sketches of theatrical
costumes and scenery, which were created as valuable-by-themselves works and
were often exhibited at art exhibitions and published in magazines and
monographs.

In the 1920s, V. Krychevsky continued his work in the book design. In his
works of this period, you will notice the signs of various artistic trends: neo-
traditionalism, neo-primitivism, expressionism, constructivism, synthetic realistic
art and Art Deco style.

Along with V. Yermylov, V. Krichevsky was the founder of constructivism
in Ukrainian graphic art. Constructivism became one of the main directions of the
Ukrainian avant-garde. Constructivism combined the graphic art in the book and
the arts of geometric abstraction and font. In addition, it affected the formal
decisions as to the internal organization of the text set, appropriate use of image-
bearing possibilities of printing items.

The constructivist trend of the 1920s to the early 1930s brought to life a
galaxy of artists: V. Meller, N. Henke-Meller, H. Tsapok, Geo Fisher, A. Petrytsky,
B. Sokolov. Some works, those of A. Strakhov, 1. Padalka, I. Pleschynsky, S.
Hordynsky, followed the aesthetics of constructivism. The artists, while following
this trend, worked at the artistic book design, a magazine, a wall newspaper,

industrial graphic art in its numerous forms and purposes (Lagytenko, 2011).

5. Expressionism and Surrealism

Expressionism, inherent in the works of a large group of artists, was an
outstanding event in Ukrainian graphic art. Expressionism has affected the book
and easel works by M. Butovych, M. Osinchuk, M. Fedyuk, Y. Muzika, O.
Sorokhtey, L. Hets, O. Dovhal, A. Petrytskyi, V. Kasiyan, Z. Tolkachev, V.
Ovchinnikov.

This Ukrainian graphic art trend was initiated by M. Sinyakova in 1916.
Eminent expressionist works were done by Bukovina artists A. Kolnyk and L.
Kopelman. Masters M. Fedyuk and M. Osinchuk, who worked mainly in Lviv, in

their expressionistic works, relied on medieval art tradition, continuing the neo-

[ 116 |



byzantine line. The biblical theme was leading in A. Sorohtey’s works. Working in
the woodcut technique, the artist performed an image with lightning-like white
strokes on a black background.

Many of the graphic works by Y. Muzika, created in the early 1930s, also
belong to expressionism. Close to expressionism are easel graphic works by L.
Hets and L. Levitsky (Lagytenko, 2011).

There are examples of surrealism among stylistic trends variety in the
Ukrainian graphic art of the 1930s. Compositions by Lviv masters O. Ghana and
L. Lilleh and Kharkiv artists S. Ioffe and O. Shcheglov are also samples of
surrealism.

In Ukrainian art, including graphic art, the plastic experiments’ attraction was
combined with an appeal to traditions of such artistic phenomena as Boychukism,
Narbut Trend, caused by the national recovery time. In the case of the 1930s, the
synthesis took place on a different basis — realism.

The figurative graphic compositions, which, by their language, already met
the realism standards, though still holding the formal achievements of the latest
trends, at the time, were the objects of graduates works of the Kiev, Kharkiv and
Odesa Art Institutes, like famous artists as M. Kotlyarevska, H. Pustoviyt, B.
Blank, M. Fradkin, J. Dayts, D. Shavykin, H. Bondarenko, O. Dovhal, B. Friedkin,
L. Kaplan, S. Nalepynska-Boychuk, O. Sakhnovska, O. Ruban, V. Kasiyan, T.
Moskaleva, Y. Fartukh, O. Shovkunenko, B. Kryukov, Y. Leus, H. Zolotov.

The graphic art of the first half of the 20th century does not follow the ways
strictly specified to it. Artists offer different answers to the orders of the customer
state. But indicative is the difference between neo-classical art and socialist realism
when the interference of ideology qualitatively changes the attitude to the tradition
of classical realism and its processing, the art enters the sphere of attraction of
other values. The environment changes, thus leading to qualitative changes in all

art development processes.

Discussion

The relevance of research on this topic is the study of book design in the
development of modern Ukrainian book art.

Thus, book design is an extremely fruitful object of study, a point of
intersection where a complex process of interaction of socio-political, spiritual,
cultural, artistic and aesthetic factors takes place. Thus, modern Ukrainian graphics
continue the creative interaction of international and national, general and

traditional vision.
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The modern process of development of Ukrainian books has common
European artistic tasks, which are solved at a growing artistic and aesthetic level.
This is stated in the works of such modern scientists as: Olesya Avramenko,

Natalia Belichko, Olga Lagutenko, Kateryna Popovych, Roman Yatsiv.

Conclusion

Based on the above, applied and easel graphic art of the first third of the
twentieth century is an integral, fundamentally new phenomenon in the history of
Ukrainian art, whose development is conditioned by the active national cultural
movement. Artists were inspired by the belief in the social, ethical, effective
mission of art. The magazine and book design, posters, applied crafts and easel
graphic art flourished unprecedentedly thanks to the active dialogue with the
surrounding fluid life.

The graphic art phenomenon exists in wars and revolutions situations,
national rebirth and economic devastation, on the verge of chaos and order. The
Ukrainian graphic art of the designated time shows a combination of All-
European artistic trends and national characteristics of the artistic process.

A particular interest in graphic art emerged in the early twentieth century
under the influence of a new ideology, where a significant role was played by the
ideas of the Art Nouveau style. Masters, who practised the ideas of this style in
the art, regarded graphic art as an art branch, which possessed immense
capabilities of the plastic language, that would enable stepping up the progress
towards greater conditionality of image-bearing solutions and realizing the desired
synthesis of art and life.

Ukrainian art cooperation with Poland and Russia was a significant factor in
the graphic art development in Ukraine in the eatly twentieth century. Some
impulsive progress was observed through regular contacts, exhibitions, Polish and
Russian artists work in Ukrainian cities, through the personal creative influence of
those artists who had taught Ukrainian artists.

Despite all the complexity in which Ukrainian art found itself in the
conditions of the first half of the last century, the creative intelligentsia understood
the importance of the aesthetic aspect concerning the process of formation of the
“new art”. The aesthetic ideas, anyway, are present in almost all the master’s
practitioners works of Ukrainian art. One of the challenges facing the young
Ukrainian scientists is to further research, systematization and introduction into
the wide scientific use the aesthetic heritage of outstanding masters’ practitioners

of the Ukrainian graphic art of the first half of the last century.
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Abstract:

Art has its own distinct way of being and should not be confused with manifestations of
imagination, such as propaganda or controversy. Graffiti is generally considered to be a social,
cultural, political as well as a textual practice. It is a unique platform, where the speakers are
unconstrained to express their ideologies, personal or social problems. Also, graffiti has been
and will always be a form of political protest, of propaganda, because it is about claiming the
street, doing what you want, not obeying the social rules and not following the directions issued
by the art market. Freedom of expression in art means the absence of any additional rules. To
aim the study purpose, the author used theoretical and empirical methods such as comparative,
descriptive, content analysis and inductive. In the study course, the author used the materials of
the works of modern experts in the field of art and graffiti such as J. Anthony, Julius, U. Eco,
N. Ganz, E.H. Gombrich, E. Levinas, R. Palmer, A. Rorimer, Y. Yerznkyan, G. Gasparyan, and
G.C. Stovers.

Keywords: graffiti, mural, painting, artist, colours.

Introduction

Graffiti is generally considered to be a social, cultural, political as well as a
textual practice. It is a unique platform, where the speakers are unconstrained to
express their ideologies, personal or social problems. Unlike other platforms,
graffiti provides space practically for each member of the society and as a form of
communication is being processed by a great number of people. It stands to reason
that viewing graffiti as a piece of text on a public surface can be considered as a
specific type of rhetorical speech. One can never be fully aware of the reasons
behind the creation of a piece of graffiti unless she/he is its creator, but one thing
that can logically be concluded is that graffiti texts have a well-defined purpose of
persuading the reader to reconsider his opinion or the owned information

concerning different issues. That is why in order to fulfill the task of a

120

——
| —



comprehensive study of discourse we are analyzing it as a form of rhetorical
speech based on the three components suggested by Aristotle (also known as the
persuasion triad). By taking this angle for the analysis we can reveal many
persuasive and communicative functions performed by different figures of speech,
most importantly the metaphor, which finds its expression in the visual and textual
forms in graffiti discourse.

Graffiti as a popular form of street art, giving the individual self-realization,
translates their national and cultural vision of the depicted. There arises a need to
study the nature of the scope and influence of this element in the structure of
language and culture, to identify the main features of graffiti culture. Graffiti is
quite actively included in the semiotic life of the city, so there emerged a need for
a fullfledged scientific explanation of this phenomenon due to the lack of unified
theoretical concepts that would ensure their objective interpretation and viability

To aim the study purpose, the author used theoretical and empirical methods
such as comparative, descriptive, content analysis and inductive.

In the study course, the author used the materials of the works of modern
experts in the field of art and graffiti such as J. Anthony, Julius, U. Eco, N. Ganz,
E.H. Gombrich, E. Levinas, R. Palmer, A. Rorimer, Y. Yerznkyan, G. Gasparyan,
and G.C. Stovers.

The materials of the study

The works of art exist to give us a shock, because shocking the viewer is
essential for art (art historian E. H. Gombrich). Art can crash illusions, denounce
prejudices and can also drop out conventional attitudes. Lucian Freud: “What do
you expect from a painting? I want it to amaze, to bother, to go convince
everybody.” Nowadays, the young greffers reply to Freud’s desire. Guillame
Apollinaire: “The surprise is the richest source for what is considered to be new”.
The best inside the contemporary art is provoking, difficult, annoying (Anthony,
2009:32). Inside its world coexists a pluralism of aesthetics and a vast number of
artistic practices. Although some are more fertile than others in producing new
works, neither has a recognized superiority over the others.

There are no accepted principles for acting on the creation and judgment of
a work of art. Leon Golub explained, “the new communicative empires do not
tollow the national or conceptual boundaries.” (Anthony, 2009:32)

Thousands of years ago, primitive man blows colored powder through
hollow bones in order to obtain the shapes of things and beings. Nowadays, the

modern man uses the stencil and the spray. In ancient Greek were found pieces
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of clay on which were engraved notes and the diggings in Pompeii brought to light
a wealth of graffiti, including election slogans, drawings and obscenities. Graffiti
came into being with the inscriptions found on the walls of ancient tombs, in the
catacombs of Rome or Pompeii. We could say that first example known as graffiti
can be found in the ancient Greek town Ephesus (today Turkey) consisting of a
palm, a vague shape of a heart, a trace of a leg and a number. These subtly indicate
how many steps must be taken for someone to find a courtesan.

The eruption of Mount Vesuvius has helped graffiti to maintain itself on the
walls of Pompeii buildings and gives us a direct perspective on street life: vulgar
Latin, insults, magic, declarations of love, political messages. In contrast to the
typical modern graffiti, alphabets and quotations from literature — especially, the
tirst verse of Aeneid by Vergilius — were found on the walls of Pompeii either for
the pleasure of the writer or the desire to impress, although anonymously, the
passer — by with familiarity, with the letters and literature. However, not only the
Greeks and Romans painted graffiti: the Maian site in Tikal, Guatemala, also
contains ancient examples. There is even graffiti realized by Vikings in Newgrange,
Ireland.

In the modern world, Latin-American Street art is recognized as a world
leader in the category to which it belongs, a title gained over time, due to the fact
that around 1930, Laureano Guevara set up a department of mural painting at the
University of Art in Chile (Escuela de Bellas Artes). Guevara’s social project seemed
to be more successful than expected. Chilean artists Camilo Mori and Gregorio de
la Fuente will teach mural painting at this Art University, taking care to maintain
educational art at a basic elementary level. South America conquered the world
with its naive and figuratively well-executed drawings. Economic and social
problems, drug abuse and conflicts among gangs in this part of the world, have
had a profound impact on the South American graffiti scene; just as graffiti in
New York reflects the opposition between the wealthy upper classes and those
living in the ghetto. Sprays could be very difficult to be found, often artists having
to diversify through mixed techniques The history of underground art, known
under various titles, the most common being graffiti, begins in Philadelphia,
Pennsylvania and has its roots in bombing. The first to use such expressions in art
were Cornbread, Cool Earl and Taki-183, a Greek teenager from Manhattan.
Violeta Para became known in Paris for her paintings and in Chile for the
beginning of the protest and the “new song” movement that continued thanks to

her protejé, Victor Jara, directly connected to folk art.
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Street art knows different directions one of them being the propaganda
painting. The collaboration with artists, in itself, was a demonstration of popular
action from both parts- Salvador Allende and Eduardo Frei (Popular Action Front
= Frente de Accion Popular). The Christian Democrats began their campaign in
May 1963 with Frei’s nationalist star painted on the city walls as long as Chile was.
The first pro-Allende mural was painted during the night on Avenida Espana by
a team led by painter Jorge Osorio in July 1963. The second pro-Allende one, an
allegory of Chilean hopes and efforts, was also painted on Avenida Espana, this
time near the Baron underground station by Osorio’s team. So became the street
an artistic area. While in 1963 the murals were done clandestinly, painted during
the night, in 1964, with the socialist Mayor of Vina permission, Allende’s fans
painted the Capuchins Bridge unhindered. The team covered 750 square meters
of the bridge walls helped by the locals in the area, excited about what was
happening there. The propaganda murals are made in water colors or based on
latex.

The artist Alessandro Gonzales that what the spectators of this type of art
especially want to see is spontaneity and speed, concluding that what matters is
not the perishable mural (latex) but the message. It has to keep up with the events,
even practicing a return on the same surface with another mural. Roberto Malta
explains that the text induces a new perspective on the vision of a work: “to see is
not just what the camera can do, to see something grow, to see the space in which
it exists.” (Palmer, 2008:10) This specific idea does not really belong to him,
because the Cubists and then the Post-War French “Lettristes” experienced the
potential of the plastic word. These ideas have been well understood in South
America.

Since 2000s politically engaged street propaganda has merged with young art
to create a fast and multifunctional panorama of street art, ironic and didactic.
Outdoor painting is more than ever encouraged in the eatly 21st century South
America. Collaboration is an important part in street activity. Real-time, ‘live’
pictorial events, performed by groups of artists with complementary styles, remix
elements and introduce each other to striking characters. This will never happen
among the exhibiting artists of contemporary art galleries. The latter are far too
conservative and individualistic. Secrets cannot be revealed. The gallery artist can
participate if only the other artists are already trained as strong personalities who
do not allow external interventions in their art. For street artists the act of painting
is a challenge, because they have to think more and more about what they will do.

It’s a completely different approach. The process works only if the artist as an
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individual takes into account the other artists” methods, the colors they use and
what is most important to combine their styles so as to harmonize the entire
ensemble, each of them improving the other ones’ work.

Art critics refer to graffiti as ghetto’s Pop Art, which is just a strategy to
incorporate a manifestation of aesthetic and social rebellion into official culture.
In fact, Keith Haring, one of the most popular graffiti creators, is largely rejected
by the community of graffiti ‘writers’, due to him being primarily a museum and
exhibition artist, one of those who has never painted within a “painting gang” and
has never defined the authorities. A graffiti artist career usually begins, or used to
begin with the inscription of his name (tag) in a more or less elaborate manner
and transgressing the rigors of standardized writing through a technique to
obstruct public space. By aggressing the eye through distorting the alphabet (in a
meaningful way already transformed by the art of advertising, one of the graffiti
artists’ sources of inspiration), graffiti serves mainly as a mean of performing a
reconstructed identity and one which opposes itself to decoding (some critics
compare tagging with the African technique of multiple names).

North American and European street art runs along subway stations. In
South America Street, art has gained its honor place, respectively in the heart of
the city. Although graffiti was a main art ingredient in New York and Barcelona,
it failed to gain a stable place on the main arteries-Broadway and Las Ramblas.
Indeed, graffiti and street art are nowadays discouraged en masse in the center of
Barcelona. In other big cities like New York, e.g., authorities allow no form of
graffiti or stencil to be used, especially in the central areas. In Santiago, unlike
Barcelona or New York, the propagandistic art of more than a quarter of a century,
has made its place on the Alameda, especially on the opposite side of St. Lucia Hill
and miles away along the Alameda storefront show a colorful chaos. Painted with
a spray along the river that runs through the city of Santiago was a space dedicated
to Protestant art and today it has become a mixture of pictorials in constant
motion. The image of high-life storefronts full of colors and that created through
advertising do not follow the same line with the one created through graffiti.
However, graffiti aims to be independent of advertising and architecture, its goal
being the one to create its own environment. Graffiti claims the streets. That is
why the authorities will always push this form of artistic expression towards the
area of crime, suburbs and vandalism. This is the reason; the art market has
developed the term ‘Street art” in order to this form to be accepted to some extent.

In 1973, sociologist Hugo Martinez, a professor at City College in New York,
telt these street artists’ potential and he founded The Graffiti Artists Union in
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order to promote talented graffers being helped by the exhibitions organized by
this Union. The 1973 New York’s magazine “Graffiti Parade” article, published
by Richard Goldstein, was a public acknowledgement of the potential of the
aforementioned artists. In the 80s the phenomenon of graffiti experienced a
decline being absorbed by the commercial and art market of New York. In
conclusion, the 1980s represented a setback for the graffiti movement. Big major
changes were taking place inside the American society: the law forbade traders
from selling paints to minors and the formers were forced to store their paints in
special places, making shoplifting more difficult. At the same time, New York City
budget for stopping graffiti has grown and parks and depots, possible to be
considered mural artistic scenes, have been much better protected. Electric fences
were built and any damage was promptly repaired. Graffers’ favourite areas have
become almost inaccessible. The process of removing and cleaning graffiti works
in New York has taken a whole new dimension, frustrating many fans of mural
expression. On May 12, 1984 New York City’s Administration issued a decision
to remove all public transportations that had been ‘victims” of the graffiti
movement. This was the beginning of the so-called “clean wagons” current, which
was intended to slow down “graffiti gangs” and clean up the city. Despite these
measures, graffiti will always find its means “to get out” on the streets.

In Europe, in Paris, stencil artists had been active a lot more before the first
tags appeared. Paris and Madrid came with their own stencil styles and other
European artists used their techniques. European graffers introduced a lot of
concepts and new levels of thinking, among those being logo and iconic graffiti,
innovations and improvements in the art of characters, sculptural graffiti and new
approaches in urban art. Many of these artists are French, such as Akroe, KRSN,
Monsieur Andre, HNT, Staki Alexone, Blek le Rat. They are artists whose works
have an immediate visual impact, an impact that European art tends to assume
itself. “I wanted to provoke the public to react, to cause a sensation, to create a
subversive breaking of mass media because the latter saturates everything around
us”, wrote D’face in his work Streer Art.

Canada has also managed to make its own mark worldwide with the
traditional “monikers” (figures, frames or images made on freight trains, painted
in waxed chalk). They have a long history dating back to the Great Depression of
the 1930s, when people got on trains without a specific plan and travelled from
city to city looking for work. Over the years, they created their own form to
communicate using the chalk, just to express themselves to exchange ideas. Today,

treight trains are favourite surfaces to be covered in drawings. They are considered
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to be interactive because the trains present them to those whose countries they
pass. It happens a lot that the artist to see his work only after some months or
even not to see it any more. The Canadian artist Bezerker, an abstract participant
at monikers’ culture, distinguished himself by his surreal spray-painted drawings,
made on trains or walls. He is well known for his exhibitions where he presents
common usual rusted objects, which he decorates with pictures taken from
magazines.

In 2007 the government of the South American continent came to the
conclusion that graffiti is a cultural attractive and vivid scenario. Fisek and other
artists belonging to Vieja School faced the connotations of the new figuration,
taking them into account, welcoming on the other hand, the “cartoon” style
associated with the new figuration. “As a child, I always believed in art,” says Blek
le Rat in “Street Art”, “and I am sure this urban movement is the most important
since Pop Art, even though it has not been recognized by the art establishment.
However, many artists and groups of artists combine styles and influences, for
example the Peka group. Members of this group are of pre-Columbian,
Polynesian, modernist, propagandist, post-modernist (Basquiat) and
contemporary latin american influence. DFM’s group extends to the realm of
criticism and design, and “this is reflected on the painted walls, but in addition to
us being innovative, we want not only to add new styles continuously but to
remain flexible, which unfortunately does not happen often enough.” (Palmer,
2008:180)

Among the European artists of the past, Picasso, Dali are echoes on the
Chilean walls. Vazko, the graffiti artist, considered Picasso to be the one who
changed the rules for those who followed him on the line. A primitive but clever
Picasso-influenced design, combined with textual highlights, a nice indigenous
graffiti covers a few square meters in a country where modern European art in
known almost exclusively from reproductions. “There has been an endless
discussion on ‘tolerated’ and ‘non-tolerated’ graffiti”, says Nicholas Ganz. The art
market is very different from the original graffiti movement, so an artist may well
exhibit in galleries, but the latter will never be able to capture the sensation of
illegally painted graffiti on the street and therefore, will never be able to expose its
true essence.

Art has its own distinct way of being and should not be confused with
manifestations of imagination, such as propaganda or controversy. Yes, but graffiti
has been and will always be a form of political protest, of propaganda, because it

is about claiming the street, doing what you want, not obeying the social rules and
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not following the directions issued by the art market. Freedom of expression in
art means the absence of any additional rules. “When you make street art”, says
Buff Monster,” there is no negotiation or financial problem”. It all starts with fun
and the pleasure of playing, then comes the desire to share with others what you
do and then the issue of public attention. The latter, therefore, cannot claim
“demands on mass culture, but must bear its proposals.” (Eco, 2008:49) In order
to reach a wider audience, KRSN combined his interest in illustration, painting
and graphics to create comic book characters and personal drawings on stickers
and later, on walls.

When street artists evolved on a large scale having the consent of
contemporary art galleries, they tended to break the rules and create a strong
impact on the street moving public (art going public) that considered this type of
art as being approachable and inspiring. Spank the Monkey, Invader, Swoon,
Fairey, Bansky, Shepard used to exhibit at the Baltic Center, a public art museum
in Gateshead, UK. Their work proved to be a real show. Bansky becomes a
phenomenon, a trend. Journalist Max Foster called it the “Bansky Effect” to
illustrate how the interest in other street artists has grown due to Bansky’s success.
For the young artists it is a good time to make money through galleries and
corporations. Galleries are willing to provide opportunities. Both the English
original Bansky, with his mixture of ironic images or political message, and the
German “Bananensprayer”, Thomas Baumgartel, who exhibited his stencils on
bananas in countless of galleries and museums.

Chronopolis, an event organized in the summer of 2002 by Carpe Diem
magazine having the help of the Greek Ministry of Culture, brought 16
international graffiti artists together in this country. This project was initiated to
promote graffiti as an art form and was part of a governmental initiative called The
2000-2004 Cultural Olympics to mark The Olympics in Athens. Working in two
teams, the artists traveled to ten cities and created large-scale compositions on the
walls. Participants included Besok, Codeak, Bizzare, Makl, Os Gemeos and
Loomit (Ganz, 2004:162). Graffiti art shocks, provokes, is a vivid phenomenon.
Bold, sometimes offensive, sometimes profound, graffiti is an artistic current that
is not afraid to blow up all prejudices. Bansky, Dalek, Os Gameos, Corail, Daim,
Above are names that have literally changed the face of street through art. Their
works and that belonging to many such artists around the world have been put
together by Nicholas Ganz in a vast album, the best-selling book of contemporary
art: Graffiti. Street Art on Five Continents.

——
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The advent of the internet has played an interesting role in the evolution of
graffiti. Although some artists avoided this new environment, claiming that direct
experience of art form is crucial, many other artists and their disciples welcomed
it with open arms, as an extra field of action. Enthusiasts have laid the groundwork
for massive archives. One example is “Art Crimes”, which has undoubtedly
become the world’s most important site for spreading many artists’ talent to a
wider and larger audience. In many countries, these archives of photographs and
information are an important means of accessing what other artists’ work may
offer differently. Before the internet revolution, continents, cities, even
neighborhoods had their own distinctive graffiti cultures. Nowadays, these
differences continue to exist. To some extent, but have also received style
influences from around the world. For countries such as South Africa or Russia,
which artists tend to neglect in their travels and where it is almost impossible to
tind a graffiti magazine or to find any information about graffiti movements,
quality sprays the internet can be an opened door to invaluable possibilities. It
remains to be seen whether digital graffiti could be a solution for the graffiti art to
gain its legality or it is just a sterile experiment having no connection to the morals
of street art. Nicholas Ganz is of the opinion that: “There is no digital graffiti. It
is an art that belongs to the stables, which means that graffiti is a street art and
street art is graffiti. When graffiti is exhibited in galleries it loses its authenticity by
becoming graffiti on canvas. Digital graffiti is just a nice game but it cannot be an
alternative. However, e.g., if you make a stencil on the computer, print it and take
it to the street, it would render graffiti.”

We will discuss the status of graffiti and whether this type of event is an
artistic one or just a gesture of revolt. Many artists tend to stay at a distance from
the term graffiti because they no longer consider it contemporary, invoking images
related to vandalism and damage; or it is treated as a generic term for street art.
Therefore, some artists, in order to be different and original, prefer to label their
works as “aerosol art” or “urban art”. Many artists used sprays at the beginning of
their artistic career; now they work as visual artists or designers. They naively
believed that art is a powerful means by which many problems can be brought to
the public’s attention and through which society can be changed for the better.
That is why the huge, spray-painted images abound in messages, most of them
social. These artists have shown that graffiti is a form of narrative because it tells
“a story”. However, art is not literature, it is an extension of an expressive silence.
Who chose our cultural icons and role models, values and aesthetics? We line in a

time when manipulation is a scam. Does the trend inspire the street or vice versa?
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English designer John Richmond gives in to the urban spirit and creates a summer
collection with strong underground accents. Well known for his original
collections of printed materials, natural leather jackets with tattooed sleeves or
prints, he focuses his attention, this time, on graffiti print motifs. Visual art
attached to fashion has already been seen before. Graffiti is a social expression
like “hot rods” in the 1950s, or long hair in the 1960s, it is a short-lived
advertisement for rebellious teenagers. “Putting my creation on my T-shirts was a
very natural step”, says Sheone (Palmer, 2008:124). People need to be included in
the work of art. “I adapt myself to any surface to work on, getting interesting
results in the street or in galleries”, said Aiko. “I work on any different surface, I
like to put texture on it; I use all kinds of tools: the pencil, the oil, the clay, pieces
of wood, canvas, paper; everything around me”, said the same Aiko.

Haring became interested in the thick outlines of graffiti made on the walls
of American subway stations, and became friends with the so-called “graffiti kid”,
Jean Michel Basquiat, in 1979. In 1987, Haring painted the lines and symbols
belonging to his own style on his own body and he allowed to be taken photos of
himself in New York’s Times Square. He also painted American singer’s Grace
Jones and dancer’s Bill T. Jones bodies. Haring made his graffiti works all over the
wortld, including The United States, Europe and Australia. Some of his creations
survived the time, for example the one on the wall of the Stedelijk Museum store
in Amsterdam, Niederland, made in 1986. But others were wiped off, such as the
one on the Berlin’s Wall in Germany, made in 1986. Haring cut out newspaper
headlines just to reassemble them afterwards in order to obtain fake headlines such
as: “Regan killed by a hero policeman”, then spread them on the walls of the city’s
billboards. These images were drawn either with thick black cariocs or with white
chalk. His efforts made him famous among New Yorkers, but he was arrested
several times for his “artistic activity”. Before being famous within the art galleries,
Haring created tags which had a lot in commun with the cultures born from Walt
Disney’s comic books and his universe of cartoons. His 1982 exhibition at the
prestigious Tony Shafrazi Gallery in New York City was a huge success, practically
launching him into his new career as a graffiti artist. Haring’s work was inspired
by various sources: American artist Andy Warhol’s work and those artists’
representing the Pop movement, the rhythm and movements of African, Cuban
and hip-hop dances and the Afro-Cuban current of painting on the human body.

Recently, graffiti artists have broadened their field of expression. Everyone’s
personal style is free to develop without any constraints, and stickers, posters,

canvases, wax chalk, all kinds of paints and even sculptures are used to the fullest.

[ 129 ]



Most artists have freed themselves from restrictions on the exclusive use of spray.
Therefore, many of them hold on the idea of a post graffiti movement,
characterized by a more innovative approaches to form and technique, that go
beyond traditional perceptions of the classic graffiti style.( Ganz) We notice the
possible affiliation to a gang: ‘the Americans” are those who frequently draw a
kind of caricature of the Statue of Liberty; the group of ‘Ecologists” who use
fluorescent green a lot; the “Pestilent Socks” — those who use B.D.’s manner of
drawing and “Eterbeek” — those who keep the Tag as a simple and accurate
drawing, without mixing it with letters or graffiti.

Graffers’ works are organic chaos, with a hint of technology in the middle of
the mess. Imor states, ““The provocative nature of graffiti forces me to paint with
creative integrity. I try to find a balance between order and chaos, the order being
the preliminary structuring and the technical finesse and the chaos, the
spontaneous elements. Finding this balance is what gives graffiti energy.
Sometimes it works, other times it doesn’t. That is the challenge that motivates
me.” (Ganz, 2004:133) To create the image of an object, of a situation, means to
group their characteristics in the perspective of a certain intuitive scheme, so that
the latter condenses in the meaning of experiences and allows us to anticipate
other possible experiences. The imagined work is born from an organizing project:
the image is the condensation of a wide perspective in space and time.

The NGO is a mixed group of artists, is responsible for many large-scale
murals and the reference point for a lot of alternative events and performances.
Their works have experimental trends but also strong influences from the fine art
using strong colors, abstractions and graphic distortions with glued elements, such
as wood, plaster and paper.

Artists force both artistic and legal boundaries, but just as it is said, that
aesthetics lags behind art, so, too does the law fall behind aesthetics. Graffiti
represents, in a way, a criminal act composed of clashing and alternative aesthetics
and although counterfeiting is a crime, it is not a natural one, because it derives
from specific historical notions such as writing and author’s status. What is graffiti
after all? Beyond scholarly discussions, graffiti is a form of graphic manifestation
on resistant media generated by a state of protest, conflict or frustration. It is a
reality of our time, “of transition” or “crisis”. There are three currents: the Tag,
from the English tag having the meaning of badge, which is a mural itself. It is a
kind of graphic coating, including variable areas and densities. This tag always
designates a conflicting transition between the discipline of the institution and the

anarchy of the street. The second one is Graffiti representing inscriptions and the
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third would be the Pochoir- the technique of applying color with the help of a
cardboard in which the desired design or inscription is cut.

Mark Jenkins, an artist who treats public space like a huge white canvas, being
in a dialogue with art critic Brian Sherwin, says, “There is a risk but I think that I
have just demonstrated that street art is capable to break the ice. People should
understand that public space is a battlefield covered with the image of those who
run the government, with advertising and why not, with other artists. The public-
artist relationship is based on the sincerity through which “one exposes himself
without restraint to the other, in which one approaches the other and does not
exhaust himself in invocation in the greeting that consists in nothing, understood
as pure vocative (...). Sincerity is not reduced to anything existential, to nothing
ontological and goes beyond or even beyond any positive aspect, any institution.
It is neither an act, nor a movement, nor a cultural gesture; in fact, they already
postulate the absolute piercing of the innerself.” (Levinas, 1999:294)

“Painting” says Noah Mouloud in his Painting and Space, “has a register of
formal dynamics which creates its own type of temporality. It is an ideal
temporality that does not depend on the rhythm of speed and movement, but
consists entirely in the formal transitions, in the rhythms that the gaze respects
following the replacement of the formal sequences”. Although there are
exceptions, in art, ‘most of the forms defined in this field have always presented
their content in a linear or sequential way. In time, any new form of
communication has evolved from its origins as an extension of an earlier form
into a distinct one. This continuum of transformations and adaptations, as we shall
see, 1s in fact, a complex process comparable in many respects to the evolution of
species. The successful forms of the new media, just like the new species, do not

appear spontaneously out of nowhere. They all need connections with the past.

Discussion
According to the results of the study, the author suggests several questions
that require more in-depth study in the field of the research topic:
e Are there still limits in contemporary art?
e Do their revolt and irony have the right to refute political propriety and
fairness?
e  And if these actions are taken to the extreme, can their product still be called

an object of art?
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Conclusion

Why not look inside the community and use the talents that are already there,
allowing community members to make their own community a better and more
beautiful place to live in? Artists invoke the public space, they act to affirm and
preserve the common space; this type of communication is valuable for the simple
fact that it creates a connection between people regardless of cultural, linguistic or
racial differences. Recently, art has been seeking, on one hand, to regenerate the
old social contact with the political one, calling for the revocation of the public
space, but, on the other hand, tends to anesthetize the new authority, helping to
transform cities into malls and entertainment parks, in hidden, sublimated
commercial traps. Can art stimulate? Can it produce open communication? The
“publicity” of the urban space established ex officio, is not the preexistence of the
event in that space and it is not continuous in time. Graffiti artists have very little
in common with the image of the artist working alone in his studio to present his
creations to a much smaller audience in a gallery. All the lines inside a work of a
graffiti artist are public and it reaches not only that percentage of spectators
interested in painting, but public from the entire world. Taking this into
consideration, we can conclude that we should extend these aspects to the artistic
production outside the exhibition halls, which we should look at against the
background of the current restoration processes that urbanism is going through.
The public character is not representative and “a priori” but purely functional: it
must be produced and reproduced over and over again. Public space is not an

institution, but a function.
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Figure 5. KRSN, Galffiti Figure 6. Blek le RAT, stencil

Figure 7. Thomas Baumgartel, Figure 8. Banksy, stencil
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Figure 9. Os Gemeos, graffiti Sao
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Abstract:

The challenges facing the performing folk art today are different, but perhaps the biggest among
them is the form of its presentation. Bulgarian folk dance has always enjoyed great interest.
Opver the years, the audience demand has been constantly growing, which necessitates the need
to focus on the quality of its performance in response to the spiritual and cultural needs of the
audience. The object of this research is the concert as a form of presenting Bulgarian dance art
on the basis of folklore. The purpose of the submitted work is to analyse the specific features
of the concert as a form of presenting Bulgarian dance art on the basis of folklore; to highlight
the leading role of the director in the whole course; from the ideological conception to the
realisation of the art programme. This purpose also includes the tasks related to its realisation,
to be precise, the interpretation of a concert and performance as a subject of the director’s
strategy; following the process of scenario creating and showing up the special features of the
performance, introducing the stage folklore art; the special role of the director regarding the
complete art product- from the beginning to the end. The topic leads to a wide analysis, which
is not possible to be presented in one report. That is why, the expression of the whole idea is
limited and analysing only the concerts, the contents of the music and dance on the basis of the
Bulgarian folklore.
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Pesrome:

PasaugHM ca IPEAN3BUKATEACTBATA IIPEA CLEHHYIHOTO (POAKAOPHO H3KYCTBO AHEC, HO MOJKE
OH HAI-TOAAMOTO CPEA TAX € popMaTa Ha HETOBOTO IPEACTaBAHE. BbArapckuar poAKAOpeH
TAHII CE € paABaA BHHATM HAa OIPOMEH HHTEPEC. B TOAMHHTE 3pHUTEACKOTO TbBPCEHE
HEIIPEKBCHATO HAPACTBA, KOETO HAAAra HEOOXOAMMOCTTA OT HACOYBAHE BHHUMAHHETO BBPXY
Ka9eCTBOTO HA HETOBOTO IIPEACTABAHE B OTTOBOP Ha AYXOBHHUTE M KyATYPHH IOTPEOHOCTH Ha
ryOAnkara OOEKT Ha HACTOAIIIOTO M3CACABAHE € KOHIIEPTHT KaTO (pOpMa Ha IIPEACTABSIHE HA
OBATAPCKOTO TAHIIOBO H3KYCTBO Ha (DOAKAOpPHA OCHOBA. LleATa HA IIPEAAOKEHHA TEKCT € Ad
aHAAM3HPA cIreruduKaTa Ha KOHIEpTa KaTo (pOpMa Ha IIPEACTABAHE HA OBATAPCKOTO TAHIIOBO
M3KYCTBO HA (POAKAOPHA OCHOBA, A2 OTKPOM BOACIIATA POAf HA PEKUCHOPA B IIAAOCTHHA
IIPOIIEC OT MACHHATA KOHIICIIINA AO PEAAN3AIINATA HA XYAOKECTBEHATA IIporpama. Tasu mea
dopMyAHpa U 3aAA9HTE CBBP3AHN C OCBIIECTBABAHETO H, 4 IMCHHO: ThAKYBAHC HA ITOHATHATA
Konyepm YL KoHyepm-cnexmaxs, B KOHTEKCTA HA PEKUCbOPCKATA CTPATErHsA, IPOCACAABAHE Ha
IIpoIIeca HA U3TPAKAAHE HA CLICHAPHUA U OTKPOSABAHE CIEHN(DUKUTE B KOHIICPTH IIPEACTABAIIII
CIICHUYHOTO H3KyCTBO Ha (POAKAOpPHA OCHOBA. Aa ce odeprae MACTOTO HA PEKUCHOPA OT
HAEATA AO IIPEACTABAHETO Ha IIAAOCTHO 3aBBPIICH XYAOMKECTBCH IPOAYKT. Temara Hacousa
KBM U3KAIOYHTCAHO IITIPOKO U3CACABAHE, KOCTO HE OM MOTAO AA CE OCBIIECTBH B PAMKHTE Ha
CAHA ITyOAMKAITHA 1 TOBA HaAara HEOOXOAIMOCTTA OT M3BECTHO OTPAHIMYCHIE, N3PA3ABAIIO CC
B AHAAM32 HA KOHIICPTH, CBABPKAHHETO HA KOHTO C€ CbCTOM OT MY3HKAAHH M TaHIIOBH
IpousBeAcHNA Ha POAKAOPHA OCHOBA.

Karwuosu dymu: TanoBo n3kycTBo Ha (POAKAOPHA OCHOBA, KOHIIEPT, CIIEKTAKbBA, PEKICHOP.

BbBeAeHue

C mosBaTa Ha CHEHHYHOTO TAaHIIOBO H3KYCTBO Ha (DOAKAOPHA OCHOBA CE
VIBBPKAABA M KOHIIEPTHT KaTo (POpMa Ha IIPEACTABAHE Ha TOBa H3KyCTBO. B
TOAMHHUTE 3PUTEACKOTO TBPCEHE M IMOTPEOAEHHE HA PASAHMYHHUTE KOHIIEPTHH
dopMu HEIpeKbCHATO HApPACTBA. KyATYpHOTO IPOCTPAHCTBO AHEC € HACUTEHO C
OTPOMEH OpPOI KOHIIEPTH, B OCHOBATA Ha KOHTO € TPAAUIIMOHHATA My3HKAAHA U
TAHIIOBA KYATYpPa, HO 32 Ad OCTaHE TPAWHO BIIEYATACHUETO OT BCEKU EAUH OT TAX,
TO TOH TPAOBA A2 O'bAC APBK U BIIEYATAABAIIL Y CEIIAHETO 32 IPAHAHO3EH IIPA3HHUK
OCTaBa 3aABAIO B ITAMETTA HA IIYOAWKATa, aKO € IIOCTUTHATO EMOIIMOHAAHOTO
VAOBACTBOPEHHE OT IPEKHUBAHOTO CHOUTHE H IIPEIOTBBPACHU TPAAUIIHOHHU
KYATYPHH ILIEHHOCTH. B KOHTeKcTa Ha BHCOKHA 3PUTEACKH HHTEPEC
OPTaHHU3AIINUATA U PEAAU3AINATA Ha BCEKH TAKbB KOHIIEPT € HEOOXOAUMO A2 O'bAE
MAaKCHUMaAHO OAM30 A2 HCTHHCKO CBBBPIIEHCTBO. 32 IIOCTHIAHE HA TOBA
HECHMHEHO BOAEIIATA POAA € HAa PEKUChOPA, KOUTO HU3TOTBA CBABPIKAHUETO,
OIIPEAEA TEMIIO-PHTbMA U BU3HUATA Ha KOHIIEPTA, HE'OBA € OTTOBOPHOCTTA 32
IIPELU3HOTO OTPaOOTBAHE HAa BCEKH ACTAHA OT HACHHATA KOHIIEHITUA AO

pCaAI/ISQHI/IHTa My. B TCanaAHOTO H3KyCTBO TEMaTa 3a pemﬂcypa " pC)KI/ICbOp
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M3AW32 Ha IIPEACH ITAAH eABa B Kkpad Ha XIX BeK KaTO ,,...6 npedcmasume ta
Kpumurama Kamo Yajno pPesucsopsi e Y06eKsil, KOUmo cvuenmasa Xyo0ocecmeer U
aoMunucmpamusty  QynKyun, 1o ol ce pasbupa rai-éede Kamo HOMOwHO Juye npu
nodeomoskama a possma a axmeopa. “ (Aegesa, 2006:74). Ot Bropara HOAOBHHA Ha
XIX Bek B eBpomeicKaTa KyATypa PEXHCypaTa C€ YTBbPKAABA KATO HOB THII
TearpaAHa IpakTuKa. CBIECTBYBAT MHOKECTBO HAYIHH U3CACABAHUA B 00AACTTA
HA KOMITO3UIIHUATA U PEKACYPATa Ha TAHIIOBO IIPOU3BEACHHE U HAAOCTEH TAHIIOB
CIIEKTAKBA CbC COOCTBEHA ApPAMATypruf. YCTAHOBHAATA CE BOACIIA POAA Ha
pEKHIChOpPA B IIPAKTHKATA U CHENH(HUKATE HA PEKHUCYPATa KATO ACHHOCT B
KOHIIEPTHTE Ha (POAKAOPHA OCHOBA BCE OIIE PAAKO Ca OOEKT HA TEOPETUIHH
nscAeaBaruA. OTHECEH KbM OHAfA YaCT OT 3PEAUIIHATA KYATYPa, KOATO BB3ITHTaBA
HE CaMO OTAEAHATA AHMYHOCT, 2 U II€AH KOAEKTHUBU VYACTHUIIA B
OCBIIIECTBABAHETO MY, OIPEACAS M HEOOXOAMMOCTTA OT IIOBEYE TEOPETUUHH
paspabOTKK CBBP3aHH C TOBAa IIOAE Ha HaydHOTO 3HaHue. Harmmcanoro ao Tyk
OOyCAaBSl aKTyaAHOCTTA Ha IIPEAAOKEHHA TEKCT M OdYepTaBa IIOCOKaTa Ha
nsAoxeHneTo. CTpeMeKpT € Aa ObAAT U3CACABAHHI U AHAAU3UPAHH CIIEHU(MUKATE
B IIPEACTaBAHETO HA CIIEHHYHOTO TBOPYECTBO Ha (POAKAOPHA OCHOBA, Ad CE
OOEKTUBHPA BOAEIIATA POAA HA PEKUCHOPA B U3TPAKAAHETO HA ITAACTHIECKATA
KOMITO3HITAA HA IAAOCTHUA XYAOKECTBEH IIPOAYKT.

[leATa Ha HACTOAIIOTO HM3CACABAHE € A2 aHAAU3HPA cHerudHuKara Ha
KOHIIEPTA KaTO popMa Ha IIPEACTABAHE HA OBATAPCKOTO TAHIIOBO M3KYCTBO Ha
doAKAOpHA OCHOBA M A2 OTKPOH BOAEIIATA POAA Ha PEKHUCHOPA B IIAAOCTHHA
IIPOIIEC OT UACHHATA KOHIIEIIITHA AO PEAAU3AITHATA Ha XYAOKECTBEHATA IIPOrpaMa.

3ajavnTe CBBP3aHN C OCBIECTBABAHETO HA ITOCTABEHATA IIEA BKAFOUBAT:
®  TBHAKYBaHE Ha IIOHATHUATA KOHIIEPT U KOHIIEPT-CIIEKTAKBA B KOHTEKCTA Ha

PEKIChOPCKATA CTPATETH;
® aHAAW3 HA OCHOBHHUTE KOMIIOHEHTH OIIPECACAAINIA  XapaKTEpHHUTE

OCOOEHOCTH B pEKHCYpaTa Ha KOHIIEPT HAU KOHIIEPT-CIIEKTAKBA C

HPOI/ISBCACHI/IH Ha (pOAKAOpHa OCHOBAQ,

®  IIPOCAEAABAHE Ha IIPOLECA HA H3IPAKAAHE HA CIIEHAPHUA U OTKPOABAHE
cuermudUKATE B KOHIIEPTH IIPEACTABAINN CIECHHYHOTO M3KYyCTBO Ha
dorkaOpHA OCHOBA;

®  ApPIYMEHTHPAHE BOACIIATA POAA HA PEKUCHOPA OT HAEATA AO IIPEACTABAHETO
HA IAAOCTHO 3aBBPIICHUA XYAOKECTBEH IIPOAYKT.
Crenndprxara Ha HM3CACABAHETO IIPEAIIOAATA HM3IIOA3BAHE HA IIHPOK

CIICKTBP OT IIOXBATH H MCETOAH OT TEOpETHYIHATA obAacT Ha XOpGOI’pa(pI/IHTa,
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KYATYPOAOIHATA, UCTOPHUATA HA H3KYCTBOTO. MCTOA Ha CPaBHHUTCACH AHAAU3 -
KaTO OCHOBa 32 HM3BCKAAHC Ha CHCHI/I(bI/I‘IHOTO Ka49eCTBO H CbABPIKAHHC HA
HN3CACABAHUA HpO6A€M, CMITUPHUYICH HM3CACAOBATCACKH METOA — IIPOYYBAaHE HaA
BHACO, aYATO 1 TCKCTOBM U3TOYHUIIH C I/IH(i)OpMaL[I/IH CBbp3aHa C IIPCACTABAHCTO
Ha 6rbAI“apCKOTO TAaHITOBO M3KYyCTBO Ha CpOAKAOpHa OCHOBa.

OcHoBHUTE HN3TOYHHIINITE HA I/IHCpOpMaL[I/IH H3IIOA3BAHHM B HACTOAIIIOTO
HU3CACABAHE Ca TPYAOBETE HaA YVIBBPACHH HM3CACAOBATCAHU B obaacTTa HaA
XOpCOI‘panCKOTO n TeaATPAAHO HU3KyCIBa B B%Arapm{. B AOITbAHCHHE Ca

HpOY‘IBaHI/I nu MaTepI/IaAI/I oT "IY)KACCTpaHHI/I aBTOpI/I, KaKTO M €CHIIMKAOIICAHYHA

AWTEpaTypa.

1. CermHOCT HA IOHATUATA KOHIIEPT U KOHIIEPT-CIIEKTAKBA

B 11peBOA KOHIIEPT /OT AATHHCKH — ¢oncerfo/ O3HAYABA CHCTE3ABAM CE U BOAU
HAYAAOTO CH OT APEBHOCTTA IIPH OPraHU3HPAHETO HA PA3AUYHU CHCTE3AHUA, B
TOBA YHCAO U B 00AACTTA HA XYAOKECTBEHOTO U3IIbAHEHHE. EBOATOIIIATA HA TOBA
ITOHATHE BOAH AO CbBPEMEHHOTO My ThAKyBaHe. B ObATapCcKHA THAKOBEH PEIHUK
3HAYEHNETO HAa AyMATa KOHIIEPT CE€ OIPEACASl KATO wu3nw/merue nped nybauxa Ha
usbpanu u noopederu Mysuxaan, aumepanypry u opyeu meopbyu (JHaAUEHUE HA AyMaTa
kou1ept, 2013). Ompeaeaermero B boabmias coBerckas 3HIIMKAOICAHA IIO
ChABP/KAHIE HE CE OTANYABA, KATO M TaM ChbBPEMEHHOTO pa3dMpaHe 32 KOHIIEPT
O3HAYaBa IMYOAUYHO IIPEACTaBAHE HA APTHCTH IIO IIPEABAPUTEAHO OIIPEACACHA
nporpama. B ceBpemeHHATa COIIMOKYATYpHA PEAAHOCT CIIenu@HKaTa Ha
KOHIIEPTa, KaTO (pOpMa Ha KYATypHA H Pa3BACKATEAHA ACHHOCT, IIPEACTaBA
3HAYNTEACH IOTEHITHAA, KOHTO € OCOOEHO BaKEH B IIPOIlECA HA PA3BUTHE U
BB3IUTAHUE HA IIYOAHKH C BUCOKH €CTETHYECKH Kpurepuu. B 3aBmcmmoct or
CBABP/KAHUETO CH KOHIIEPTUTE OHBAT pPAa3sAMYHU BHAOBE — BOKAaAHH,
MHCTPYMEHTAAHH, TAHIIOBH, CMECEHH H Ap., KAKTO W PAa3SAHYHH IIO CBOATA
KAHPOBA OIIPEAEACHOCT — (DOAKAOPHH, KAACHYECKH, CMeCeHU U AP. MHOrO "ecro
IIPA IIPEACTaBAHE HAa (POAKAOPHOTO CIEHHYHO H3KYCTBO B HAIIIETO CBbBPEMHE
BMECTO  KOHIIEPT Ce€  yIOTpeOsBa  TepMUHDBT  cnekmare.  CIIEKTaAKbA
(Ha ppeHcKu: spectacle; na AATUHCKI: spectaculuni) € apTUCTUYHO IIPEACTABACHUE C
E€AEMEHTH Ha 3PEAHIIIHOCT, KOETO C€ IIPEACTABA HA TOAfIMA CIIEHA IIPEA ITYOAHKA.
[IbpBOHAYAAHO CIIEKTAKAU Ca CE HAPUYAAH IIPOU3BEACHHUATA B TEATPAAHOTO
H3KyCTBO, B CH3AABAHETO HA KOHTO € YYACTBAA ILIEAUAT aKTbOPCKH CbCTaB. B
IIporieca Ha EBOAIOIIMOHHOTO pa3sBUTHE Ha IOHATHETO  (/eK/aKsJ, KaTo
XyAoxecTBeHa — POpMa, IIOCTEIIEHHO CE€  VIBbP:KAABAa  IIPUHIIAIIA  HA

aHCaM6AOBOCTTa, KOITO HPCAHOAaFa ChI'AaCyBaHOCTTAa Ha BCHUYKH HU3IIBAHHUTCAHN
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1 OOMHCAEHOTO U3IIOA3BAHE HA U3PA3HUTE CPEACTBA. B ocHOBara Ha TeaTpasHuA
CIIEKTAKBA ACKH AHTEPATYPHO IIPOU3BEACHUE AU CreHapuil. B coBpemennuTe
TEATPU CB3AABAHETO HA TEATPAAHHUA CIIEKTAKBA CE PBKOBOAU OT PEKHCHOP-
IIOCTAHOBYNK CbOOPA3HO HETOBUAT COOCTBEH 3aMUCHA. CBIIIECTBYBAT MHOKECTBO
BHACO3AITHCH HA TEATPAAHN IIOCTAHOBKU 1 (PHAMH, B OCHOBATA HA KOHTO € AAACH
TEATPAACH CIIEKTAKDBA, KOUTO €4 OIPEACACHH CBC CHUCTAHUETO (DUAM-CNEKINAKB.
C pa3sBHTHETO Ha TEACBU3UATA CC IIOABABA U JKAHPA /28166 USUOHEH CHEKINAK B/, KOITO
Ce 3aIMCBa M AAAITHPA B CBOTBETCTBHE C TEAECBH3HMOHHATA CIICITH(UKA.
Pexucypara Ha TO3H THII CIIEKTAKAU CBIIO CE OCBIIECTBABA OT PEKHUCHOP, THATO
KOHIIEIITNA € IIOAYHHEHA Ha crenudukaTa Ha CbOTBETHHA KaHp. ETnMoAoruara
HA ABCTC IIOHATHUA KoHyepm W (HeK/MaKsl CE IPUIOKPUBA, HO CBOTHECEHH B
HU3KYCTBOTO Ha (POAKAOPHA OCHOBA KOPEKTHOTO OIIPEACACHUE € KoHYyepi-
cnexmaren. Konyepnremr  onipepessi XyAOKECTBEHHTE IIPOSIBH, CBABPKAIIU B
IIpOrpaMaTa CH MY3HKa, IIECHU U TaHIH Ha (DOAKAOPHA OCHOBA, 2 C IIOHATHETO
KOHyepm-cnekmarkss ~MOIAT Aa ce aUINUPAT KOHIIEPTH, YHUETO CBABPKAHUE €
IIOAYMHEHO Ha oOIIpeAeAcHa TeMa. Koraro HoMmepara B €AMH KOHLEPT ca
IIOAOPaHI M IIOAPEAEHH, IIOTO Ad CH3AAAAT BIIEYATACHHE 332 EAHO IIAAO
TEATPAAHO IIPEACTABACHHE HAN-BAPHO M KOPEKTHO KbBM CBABPKAHHETO €
CHYETABAHETO HA ABETE ITOHATHA M OIPEACASHETO HA XYAOKECTBEHHUS IIPOAYKT
KATO KOHYEPIN-CHEKINaKe.

TBopYecTBOTO B TAHIIOBOTO H3KYCTBO Ha (POAKAOPHA OCHOBAa ITOKa3Ba
YHUKAAHOCTTA HA TPAAUITHOHHUSA OBATAPCKU TAHII U TOBA OIIPEACASA 3HATUMOCTTA
HA HAYMHA Ha IIPEACTABSAHE IIPEA ITyOAHKa. B rmoBedgero cAyuam mpomsseaeHHATA
HA Ta31 OCHOBA HAMHUPAT MACTO B TAKAa HAPEUYCHHUTE CMECEHH KOHIIEPTH U 110 KAHP
u 1o opma H 110 MACTO Ha peasnsanua. CaMOCTOATEAHN KOHIIEPTU ChbCTABEHH
CaMO OT TAHIIOBH IIPOU3BEACHUA Ha (DOAKAOPHA OCHOBA ca MHOTO pAAKO. M ToBa
€ TaKa, 3aIII0TO KOAKOTO U Pa3HOOOPA3HO Ad € ChABP/KAHHETO Ha CAMH KOHIIEPT
OT pasAmYHH 110 (popma U eTHOTpadCKa IPUHAAACKHOCT IIPOU3BEACHUSA, TO
HEMHHYEMO HABA MOMEHT Ha OTETYEHHE B IIyOAUKATA U TAKBB TUII KOHIIEPT I'yOU
CyreCTHBHATA CHAQ Ha CBOETO BB3ACHCTBUE.

AHec B peAkn cAydam B adummmTe Ha TaKa HapedeHHTe (OAKAOPHHU
KOHIIEPTH IIPUCHCTBA UMETO Ha pexucbopa. Kakro nmpu muoro Apyru npodecun
B 00AaCTTa Ha CLEHUYHHUTE U3KYCTBA PEKHUCbOPUTE HA (POAKAOPHH KOHIIEPTH
YECTO M3IPAKAAT YMEHHATA CH B IIpoleca Ha pabora. B mosedero cayuam B
IpoECHOHAAHOTO ~ HM3KYCTBO HA TO3H >KaHP (DYHKIHUHUTE HA PEKUCBOP CE
H3IIBAHABAT OT Xopeorpadure, Makap MAAOCTHATA KOHIICIIITUA 32 BCEKA OTACACH

KOHIEPT M IIpOorpamMaTta, OIIPCACAAINA CBABPIKAHHETO Aa C€ IIpHcMa OT
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xypoxecTBeruTe cpBerr. Crenudukara Ha xopeorpaduaTa KaTo BUA U3KYCTBO
OIIPEAEA B CBABPIKAHUETO Ha IIPOMECHOHAAHOTO OOyYeHHe 110 Xopeorpadus,
KoeTo B bbArapmsa pp3amKBa mpes Bropata noAosrnHa Ha XX Bek. OcHOBHA Tema
B OOYYCHHETO € KOMITO3HIIATA H PEKUCYPATA HA TAHIIOBO IIPOHU3BEACHUE U
TAHIIOB CIICKTAKbA. 1OBa OIIPEACASl M BOAEIIATa POAd Ha xopeorpada B
oOpPMAHETO HA PEXKHUCYypaTa Ha IMIAOCTHOTO IIPEACTABAHE HA TAHIIOBOTO
HU3KyCTBO HAa POAKAOPHA OCHOBA. B eamn mepuoa Ao 1989 r. mpu mpeacTaBazeTo
HAa MAIa0HU IIPOEKTH 32 PEKHUCYPATA UM Ca IIPUBAMYAHU CIICIIHAAUCTH
pexucsopu kato Acer Tpasuos, Credpan Myrmatos, Aacka MumgeBa 1 Ap., HO
TEXHHUTE UMEHA Ca CBBP3AHHU HAH-BEYE B OOAACTTA HA TEACBU3HOHHATA PEKUCYPA
c mpeActaBaHe Ha doaksopHEH oOpasmu. C  HacTeIIMAATA TIPOMAHA B
OOIIIECTBEHO-UKOHOMUYECKHUsA KUBOT OT 1989 1. AO AHEC M3KAIOUHTEAHO PAAKO
dyHKIIUNTE HA PEKUCHOP HA OIPEACACH KOHIIEPT CE H3IIBAHABAT OT APYT

CIICITUAAMCT U3BBH IIPAKOTO P'BKOBOACTBO HAa CAMHUTC YIACTHHUIIN B KOHIIECPTA.

2. OcobGeHOoCTH HA PEIKHUCYPATA U POAATA HA PEXKUCHOPA B IIPEACTABAHETO
Ha CHEHHYHOTO TBOPYECTBO HA (POAKAOPHA OCHOBA

KakBo TOYHO 0OXBaIla pe:KUCypaTa Ha CAUH KOHIIEPT, YHETO ChABPIKAHUE
ca mpousBeAcHusA Ha (POAKAOpHA ocHOBa? Ha mppBo MACTO e HOBOABT 32
IIPEACTABAHETO MY, KOWTO OIIPEACAA U TEMATHYHATA 00AACT. AaAU € IIpasHUYEH,
KOAEACH, BEAUKACHCKH HAU IIOAYHHEH HA PEAAU3ALHATA HA APYIa HACA, AAAHU €
CaMO KOHIIEPT HAU KOHIIEPT-CIIEKTAKbA. TeMATHIHOCTTA CHOTBETHO OIIPEACAS U
CbABPIKAHUETO HA OTACAHHTE HOMepa H OQOPMAHETO HM B IIpOrpaMa Ha
npeAcraBfe. VISKAIOYHTEAHO BaKEH KOMIIOHEHT € MACTOTO Ha IIPEACTABAHE,
KOETO OT CBOSl CTpaHA OKa3Ba BAMAHHE BBPXy OOINATa BH3UA U 3BYYHOCT HA
KOHIIEPTA. ,, Pesmcucypama e uskycmso sa co3dasarento Ha xapMonuern u yaiocmen cnekmarKs
NOCPEOCINBOM OpLaHu3ayuamia Ha 6CUUKUMEe MY eACMEHMU HA OCHOBAMIA Ha 1M160pYeCcKI
samucen ta xopeozpagdpa-pescucsop “ (Ayxkanos, 2012:40). Topa 3axAroueHre OH MOTAO
A2 ObAe OE3IIPOOAEMHO OTHECEHO M KbM OIIPEACAAHE PEKHICYpaTa HA KOHIIEPT,
KaTO CaMO IIOHATHETO ,,.Xopeorpad-peKucrop® ObAe 3aMEHEHO C PEHKHCHOP.
AmnaAnsupaHuTe OT /\YKAHOB KOMIIOHEHTH B PEKHUCBOPCKUA 3aAMHUCBA IIPH
Cb3AaBAHE HA XOPEOrpaddCKO IIPOUSBEACHUE €A HAITBAHO CHOTHOCHMHU H KATO
BAJKHA CBCTABHA YACT OT PEKUCbOPCKUA 3AMICHA IIPH PEAAUSUPAHE HA KOHIIEPT.
HecpmHEHO Ha TBPBO MACTO € APAMATYPrHYHATA OCHOBA, T. €. HAMHPAHETO HA
OOpa3HOTO peEIICHHE HA KOHIIEPTA, XAPAKTEPHCTUKA HA OTACAHHTE HOMEpa B
CBABPIKAHUIETO, OIPEACASHE BPEMETPACHETO HAa KOHIIEPTA M HETOBHA TEMIIO-

pI/IT*bM, XYAOKECTBEHOTO O(pOpMACHI/IC U HAPN-BAKHHUA KOMIIOHCHT - OHpCACA}IHC
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Ha ITIOCAAHHECTO - B OTIrOBOP Ha BBIIPOCHTE: 3aIIIO0 CE IIPCACTABA TO3M KOHLICPT;
KaKBO TpH6Ba Aa IIPCAU3BHKA B Chb3HAHUCTO HA 3PUTCAA; KAKBO BT)SACIZCTBI/IC BBPXY
Hy6AI/IKaTa ce ouakBa. Kaszamoro AO TYK OYepTaBa M TI'AABHUTC 0CODEeHOCTH Ha
pexucypara Ha KOHHOCPT HMAHM KOHIECPT-CIICKTAKbA C IIPOU3BCACHHA HA

dpOAKAOpPHA OCHOBA, 2 UIMEHHO:
° Cpb3paBaHe HA MACHHA KOHIIEIIIUS;
e  HanwmcsaHe Ha CIIEHAPHUI U U3TOTBAHE HA IIPOTPAMa;

e  Odopmane HA IMANOCTHATA BU3YAANSALIHS

VaefiHaTa KOHIIEIIITUA € N3KAIOYHNTEAHO BaKHA 32 OIIpeAcAsHe popmaTa Ha
IIPEACTABAHE HA CIEHUYIHOTO (DOAKAOPHO M3KYCTBO — KOHIIEPT HAHM KOHIIEPT-
cuexrakbA. Omnpeaesenara popma aAedUHEpPA CHABPKAHUETO, KOMIIO3UITUATA,
AOTHKATA Ha IIPEXOAHTE OT CEAMH HOMED KbM APYI, TEMIIO-PUTHMA,
BB3MOKHOCTUTE 32 pa3KpUBaHE HA TEMaTa W HAeATa, cueHorpaduAra u
LOAAOCTHOTO XYAO:xkecTBEHO OodopmAeHHE. VIAeHATA KOHIIEIIIIUA IIPEACTABA HE
CaMO TeMaTa U HAEATA Ha ChABPKAHUETO, HO U KaK TOYHO TE ITIe ObAAT 3AITUTECHHI
C IIPEACTaBAHETO HAa OTACGAHH HOMEpA CHhUYETAHU B CAUH 3aBBPIICH LAAOCTCH
XYAOKECTBEH IIPOAYKT. Korato dpopmarta e KOHIIEPT-CIIEKTAKbA, MHOTO YECTO,
HACHHATA KOHIIEIIIIUA CE€ ChABPIKA B CAMOTO 3arAaBue. B mosedero cay4am TO €
MeTaOpHUYHO,  OOpPa3sHO W HACOYBAIIO EMOLIMOHAAHO BHHUMAHHETO KbM
ocuoBHata uAes. Hanpumep ,,Crapo umane® ma AHIIT | Ilupun®, ,,3emara Ha
Opdeii ma PA | Tpaxua®, ,, Ausu aroan’ Ha Harmonaaen ancam6oa ,,Puanm
Kyres®, ,,IIbT npes Tpakua® ma ancamoante ,, Tpaknua™ u ,,Crpanaxa® u MHOTO
APYTH.

Ha caeaBamo MACTO IIO XPOHOAOIMYEH PEA, HO HE W IO 3HAYCHHE €
HU3TOTBAHETO Ha CIEHAPHUA ChC CTPOTO IIOAPEACHHTE HOMEpa. TemMaTHIHOCTTa
AKTyaAH3UPa OCHOBAHHUATA 32 OCBINIECTBABAHETO HA BCEKU KOHIIEPT U HECBMHEHO
OCHOBEH MOMEHT B M3TOTBSHETO Ha CLEHAPHSA € Ad C€ HACOYMU BHUMAHHUETO KbM
ax. B cBoero m3caeasame ,,Coumnenume Tanma“ Pocrucaas 3axapoB oOpbIma
CIEITMAAHO BHUMAHHE Ha IIpOrpamara Ha OaAeTHHA crekTakbA. Criopea Hero
,»Co3dasareno Opamanypeusma Ha Oanemnus cnekmarKs, Kakmo U Ha 6CIK0 0pPYo
npoussedere o meanpanHonio uKyemeo, 3anoysa ¢ noasama Ha 3amucead. 3amuce s
obesamenro 6KAwY8a 6 cebe cu  memama U udeama Ha Ovlewfono  npoussederue.
(3axapos,1989:157) Topa 3akarodeHme MOxke Aa ODAC OTHECEHO U KbM
M3TOTBAHETO HA IIPOrpaMaTa Ha AAACH KOHLIEPT MAM KOHIIEPT-CIIEKTaKbA. M Tyk
Ha IIPEACH IIAAH U3AN3a BOAEIIATA POAS HA pexxucbopa. OIpeseAeHa e TeMaTa Ha

KOHIIEPTA, HO CaAMOTO CBABPIKAHHEC H IIOAPCKAAHETO Ha HOMEpaTa € BCC OmIe
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HEN3BECTHO, AOKATO HE CE€ U3ACHU KAKBU TOYHO XYAOKECTBEHH IIPOU3BEACHHU ITIE
ce BKAFOYAT. TOBa IIPEAIIOAAra CEPHO3HO OOMUCASHE HA YIACTBAIIITE U BCHYKU
pelepTOAPHU  EAMHHIM, C KOHTO  XYAOKECTBEHHTE KOACKTHBH  HAHU
MHAUBHAYAAHU H3ITBAHHTEAH PaslioAarat. Baxen ompeaeadrr daktop e ObpAe
HE CaAMO XYAOKECTBCHHTE KAa4eCTBa, KOHUTO IIPUTEKABA BCAKO OTACAHO
M3IIPAHEHUE, HO W KAaK TOYHO II€ IIOMOTHE B Pa3KPHUBAHETO HA TEMATa H
BHYIIIABAHETO HA XYAOXKECTBEHATA HAEf Ha IIEAHA KOHIEPT. bescmopno e, ue
YCHEXBT MY 3aBHCH HE OT TOAEMUA OpOM H3ITBAHCHHSA, 4 OT HHTEPECHUS
PEKUCBOPCKU 3AMUCHA U JCEIIAHETO 34 CAUH IIAAOCTCH XYAOKECTBEH IIPOAYKT, B
KOMTO HHIIO HE MOXKE Aa ce oTHeMe uan npudasn. Heobxoanmo e npenmsupane
Ha ITbPBUSA U IIOCACAHHA HOMEP OT KOHIepra. OCOOEHO BAXKHO € KAK 3aII049Ba
KOHIIEPTHT, 3AI[OTO HAYAAOTO HACTPOWBA U IIOATOTBA 3PHUTEAS KbM OBACIIOTO
IIPEACTABACHIE, 2 (PUHAABT TPAOBA Aa ObAC APKA U HE3aOpaBUMA TOUKA, KOATO
ABATO BpEME IIf¢ C€ IIOMHH H IIE€ OCTABH YyBCTBOTO HA JAOBAETBOPEHOCT B
nyoAukara. KoHIEpThT Ime HmOKbpHE YCIIEX, KOraTo IIPOrpaMara € CbCTaBEHA C
ITOCTEIICHHOTO HAPACTBAHE Ha 3pUTEACKHA nHTepec. Hafi-AnHamMuanuTe u Apku
HOMEpa MOTAT Ad OBAAT PA3IOAOKECHN HA IIPUHIINAIIA HA HAPACTBAHETO OAM3KO
kbM puHAAL. MHOIO BaKHO € A4 HE CE AOIYCKAa CAHOOOPA3HE B IIOAPEKAAHETO
Ha HOMEpPATa I10 JKAHP U TeMIIO-pUThM. OCOOEHO BAKEH ACTAMA B PEKUCYpaTa HA
KOHIIEPT-CIIEKTAKbA € CPABPIKAHUETO Ha IIPOorpaMaTa A2 ObAe OPOPMEHO C ACHO
H3TPAACHA APAMATYPIUYHA AHHUA ITOAYMHEHA HA OCHOBHATA TEMA H HAEH.
CpImlecTBEHA YACT OT PEAKHUCYpPaATa HA CAHMH KOHIIEPT € IAAOCTHOTO ayAHO-
Bu3yaAHO odopmaenne. CepHO3HO IIPEAU3BHKATEACTBO € CBUYETABAHETO HA
AKYCTUYHUTE XAPAKTEPUCTHKH HA OTACAHHUTE TPAAUITMOHHU 32 OBATAPCKUA
dorkrop wmHCTpyMEHTH U cHelmdUKATE B O3BYYaBAHETO HA BOKAAHHUTE
U3IIbAHEHHUA-AKAIIEAHO M B CBIPOBOA. Cb3AaBaHETO HA IAAOCTHATA 3BYKOBA
KAPTUHA IIPEAIIOAAra IIOA3BAHETO Ha TOAAM OpOW M pasAnYHH 1O opma
MHKPOOHH M HECBMHEHO CIICIIHAAUCT 32 PadOTaTa ChC 3BYKOBATA MATEPHAL
OcoOeHo BakHA IIPEAIIOCTAaBKA 32 BU3YAAHOTO O(MOpPMAEHHE € MACTOTO Ha
IIPOBEKAAHE. AKO KOHIIEPTBT € Ha 3aKPUTO CIEHOrpadpuATa IIOA3BA BCHYKH
BB3MOKHOCTH, KOUTO IIPEAAATA TEATPAAHATA CIIEHA — KYAUCH, PAMIIa, MHOKECTBO
IIPOKEKTOPH, 3aBeca. AKO MACTOTO Ha IIPOBEKAAHE € OTKpHUTa CIICHA
HU3TPAKAAHETO Ha crueHorpadua e CcboOpPa3eHO C BB3MOKHOCTHTE, KOUTO
CBIIECTBYBAT M HECHMHEHO IIO-OIPAHUYEHU OT TE3M HA 3aKpUTa ClieHa. 10Ba B
HHUKAKBB CAy4ail He OrpaHHMYaBa HMCTUHCKHUA TBOPEI-PEKUCHOP, HAIIPOTUB AdBA

BB3MOXKHOCT 32 pasrpm_uaHe Ha I_T_II/IpOKa TBOp‘I@CKa (baHTEISI/IH 1 C IIOA3BAHETO HA
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CBBPEMEHHHUTE TEXHOAOTUYHH CPEACTBA MOKE Ad CE€ H3IPAAU  CIEHUYHA
arMocdpepa AOIIPUHACAIIA 32 OILE IIO-CUAHOTO BB3ACHCTBUE HA IIEAUA KOHIIEPT.
B o00oO1ieHne Ha BCHYKO Ka3aHO AO TYK Ha IIPEACH IIAAH CE O4YEpTaBa
BOACIIATA POAS Ha PeKUCbOpa. oM ompeaeas popMaTa-KOHIIEPT UAU KOHIIEPT-
CIIEKTAKbA, OCHOBHATA HAEf, 3aAa9aTa M TEMIIO-PUTBMAa U CACA TOBA H3TPaKAA
IIPEACTABAHETO TaKa, Y€ APAMATypPrufara Aa OBAE 3aIlHTEHA OT ECTECTBEHO
PEAyBAIIIH Ce HOMEPA U TAXHOTO ChOTHOIIEHHE Ad ObAC IIOAYHHEHO Ha OOIIOTO
XYAOKECTBEHO perreHne. TpaoBa Aa HAMEPH TOYHO €KCIIO3UIIUATA, PA3BUTHETO,
KYAMUHALIIATA 1 (DUHAAQ, T.€. IIPEACTABAHETO Ad OBAE M3TPAACHO Ha IIPUHIIHIIA
HA MY3HKAAHO-APAMATYPIHYECKO ACHCTBHE, OCHOBaTa Ha KOETO ce€ SABABA
OTACAHHA HOMEp. PeKUCBOPBT Cb3AABA OCOOCH POA ACHCTBHE OT CAOMKHUTE
CbUETAHUA Ha TAHI, MY3MKa, OCBETACHHE, O3ByYaBaHe, yCBOABaHE Ha
IIPOCTPAHCTBO, HA KOETO €4 PA3IOAOKEHH OIPOMEH OPOMH XOpa.
AbAroroaumnata Mu pabora kato I'AaBeH XyAOKECTBEH PBKOBOAUTEA Ha
AHcamMObA 32 HApOAHU IrecHH u TaHmH ,[llymeH™ mMum AaBa ocHOBaHmEe A2
ITOAKPEIIA HM3AOKEHHTE AO TYK PAa3CHKACHHA C IIPHUAATAHETO UM B MOATA
pexucbopcka mpakTtuka. Ille aaM mpumMep ¢ KOHIEpPT-CHEKTakbAa ,,['ABTKa OT
’KHUBATA BOAA' IIPEACTABEH IpeA myOamka Ha cireHata Ha AKT |, Bacua Apymes® B
rp. lymer ma 12.06.2015 r. Arcam0ObA ,,Illymen” mpeacraBasBa kaacmgecka
CTPYKTypa Ha POAKAOPEH aHCAMOBA, ChABPKAII TPU 3BEHA — XOP, OPKECTBP U
TaHIOB cbcTaB. OdopMAHETO HA KOHIIEPTHATA IIPOrpaMa HAa TaKbB KOAEKTHB
M3UCKBA U3fBA HA BCUYKU OT TAX IIOOTAEAHO U 32€AHO, KOETO € IIPEAITOCTABKA 32
CHTBOPABAHETO HA CAHH Pa3sHOOOPA3ECH, AMHAMUYEH U BBAHYBAIIL CITEKTAKDBA.
Konmnepr-cnekrakbAbT ,I'ABTKA OT KmBaTa BOAQ~ IIPEACTABAABA CAHA
CBOEOOPA3Ha ACOIMATHBHA PA3XOAKA B TPAAUIIMOHHHA OBATAPCKH IIPA3HUYHO-
oOpeAcH KaaeHAAP. B ocHOBaTa Ha ObATApCKHTE HAPOAHU IIPA3HUIIN M OOHYAN €
OTpa3eHa MBAPOCTTA, OPraHUYHOTO CBUYCTAHHE HA IHNPAKTHIHOCTTA H
AYXOBHOCTTA B €K3UCTHHIIMAAHOTO OWTHE Ha crapure ObArapm. bbarapckara
OOpeAHa W IIPasHUYHA KyATypa € M3KAIOYHTEAHO OOrata C IIpOSIBM Ha
TBOPYECTBO, KOHUTO XaPaKTEPU3HPAT AYXOBHATA KYATYpa Ha HAIIHA HAPOA.
HapoaHmaTr crpemex KbM KpacoTa M TBOPYECTBO OMOPMA 3PEAHIIIHO-
pasBACKATEAHATA CTpaHAa Ha YaCT OT KAACHAAPHHUTE OOHYAU U OOpPEAU.
M3caeaBaHETO HA OBATAPCKUA TAHIIOB KAACHAAP OTKPHBA, Y€ B CBIIOTO BPEME
s+ - SMYSUKAIIA U IRANYA 66 POAKAOPA HUKOLA THE 6 GUNU CaMO Pa36.Iederie, He ca buau reuo
07I0eA110 071 HaYUNA 1Ha HCUEOM U 07 3aKorume, Ynpasaasamu scusoma. le ca npocmo edun
O HavuHume, no KOumo ce UKaséa U usnueasd, npeomKpusa u npecvneopasa 6ceKu nvi

ommoso mucmepusma tia scusoma. “ anesa u L spbanosa, 1992: 93)
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[Ipasaumgano-00peAHaTa CHCTEMAa CHHTE3Hpa ompeseAeHn dopMu  Ha
XYAOKECTBEHATA KYATYPa U BUHATH € OMAa OOEKT Ha TBOPYECKO IIPETBOPABAHE B
creHHYHH IpomsBeAeHHsA Ha GoAkaopHA oOcHOBAa. (C  HaBAM3aHETO Ha
TEMATHYHATA U CIOKETHA (POpmMa Ha TaHIIA B OBATAPCKATA CIECHUYHA
xopeorpadus peAnuIia aBTOPH HACOYBAT BHUMAHUETO CH KbM TEMH U CIOKETH OT
HIPa3HIYHO-OOPEAHHUA KAACHAAD.

VaefiHaTa KOHIIEIIIIHSA HA KOHIIEPT-CIEKTAKBAA € IIOAYMHEHA HA JKEAAHIETO
3pUTEAAT Aa ce IoTtonn B artmocdepara Ha OBArapcKaTra TPAAHIUA U Ad
CBIIPEIKUBEEC BHAHCHHUATA M E€MOILIMUTE, ChITBTCTBAILIN KUBOTA HA OBATAPHHA B
OIIPEACACHH MOMEHTH OT CE30HHTE HAa TOAHMHATA, OAATOAAPEHHUE HA TBOPYECKU
IIPETBOPEHOTO H IOAHECEHO C KPAaCOTa M HBAIIECTBO M3KYCTBO HA HAPOAHATA
IIECCH M TaHIL. 10Ba OIIPEACAH U CBABPIKAHHETO HA OTACAHHTE HOMEpa —
AHCAMOAOBH IOCTAHOBKH, BOKAAHU H3ITbAHEHHUA-COAOBU M MACOBH, AKAIIEAHU U
B CBIIPOBOA. KaTo cBOCOOpa3eH MpexoA KbM OTACAHUTE KAPTUHH O€ BKAIOYCH
ABTEHTUYCH TEKCT OT HAPOAHOTO IIECEHHO TBOPUECTBO. V3IrpAHEHIETO HA TO3H
TEKCT € OT BOACIIA, KOATO OAHIICTBOPABA IIEPCOHAKA HA ObArapCKaTa ACBOMKA,
IIPE3 YUHTO ITOTACA, AYIIIEBHI BBAHEHUSA U IIPAKO YIACTHE, IPOTHYAT CHbOUTHATA.
WNurepecer daxkr e, d9e BOAEIIATA ChYETABAIlE B ceOE CH AKTBOPCKOTO
MaMCTOPCTBO HA IPOMECHOHAAHA AKTPUCA U YMEHHETO AA TAHIIYBA OBAIAPCKH
HAPOAHH TAHIIM U TOBA CIIOMOTHA BBB (DMHAAHUSA TAHIIN TA A CE BKAFOYH KATO
€AHA OT BCHYKH TAHIIYBAIIIM ACBOUKH B IIOTBBP/KACHHE HA M3KA3AHHUA OT IIPEAH
TOBA TEKCT.

IIpoaerra € TO3M CE30H HAa TOAMHATA, B KOHTO CE€ pPaKAd KUBOTBHT B
IIPUPOAATA, U30YABA HAACKAATA 32 IT0-AOOPO, ITOABABA CE HOBOTO Ha4aAo. Topa
OIIPEAEAA U OTIIPABHATA TOYKA 3a HAYAAO HA CIEKTAKDBAA C ITOABATA Ha BOACIIIATA
U M3IIBAHEHHSA C BEAPO HACTPOEHHE TEKCT, ChABP/KAHHETO, Ha KOHTO HACOYBA
BHUMAHHETO KbM I'bPBOTO U3ITbAHEHHE -,, AmBAsSAOBCKA I'oAAMa Aazapa”. Tosa e
TEMATHYEH TaHI[ U3II'bAHABAH CaMO OT AeBoukH. [leAaTa e mHTEpIIpeTHpaHeTO HA
EAUH OIIPEACAEH MOMEHT-OYaKBAHETO Ha /Aa3apOBAGH M BCHYKHM EMOIIUU H
BBAHEHHUA, KOUTO BCAKA ACBOMKA IIPEKHUBABA. [AHIIBT HAMA XapaKTepHaTa
cTpykTypa Ha obOmuasd. OCHOBHATA HAEA € Ad CE PAa3KpHE KPEXKaTa MOMHHCKA
YYBCTBUTEAHOCT B OYAKBaHE HA IIOAyYaBAHE HA CAKPAAHATA CHAQ ,,...70 6peMe Ha
c60e1m0  noceeuferue 6 MOMUNHCING0, KOO Kamo 6CAKO nocéemjenue npeonosaza U eoHo
W IBILYBale 6 060N, 6 CaKpaaia C6am Ha npeoyume omKsoeno vepneau u ocoberanma
erepes 3a céoemo npemunasare 6 1ogo kauecméo”. (LLlbpoOanosa, 1995:64-73) M maxap
I EGAHOPOAEH TO3M TAHI[ IIOCTAaBA AOOPO HAYaAO HA KOHIIEPT-CIEKTAKbBAA

C"bO6p33€HO C OCHOBHATa TCMa 1 HUACA, OIIIC ITOBCYC, YC HA CLCHATA CC IIOABABAT
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3HAYHUTCACH 6pOfI H3ITBAHUTCAH — XOp, OpKCCpr, TaHL[bOpKI/I, KOUTO YyIIABTHABAT

CHCHUYIHOTO IIPOCTPAHCTBO M Cb3AaBAT C€AHA ILIBCTHA KAPTHHA HA IIPA3HUYIHO

BECEAME. CA@AB&T MY3UMKAAHM H TaHIOBHU HM3II'bAHCHHA HOApCACHI/I KaKTO IIO

XpOHOAOFI/I‘ICH pCA, C’b6AIOAaBaI>‘IKI/I TOAUIIMTHUTE CC30HU, TaKa M OCMHUCACHU H

CbY€TaHM KAaTO CT)AT)I)H(&HHC, AMHAMMWKa 1 KOHTpaCTZ

BokaAHI HBITBAHCHHSA — COAUCT C OPKECTBP C M3IIBAHCHHE HA IIECEH OT
Tpakniicka eTHorpadpcka OOAACT M INOICKK IIPUIICBKH H3IBAHECHH OT
AAMCKH KBAPTET, AKAIICAQ;

Boaerma - tekct HacouBar kbM IpasHuka ['epreobacH;

,»,] €prpOBACH — aHCAMOAOBA IIOCTAHOBKA C YYACTHETO HA TPHTE 3BCHA,
Boaerma — TekCT IIpech3AaBAIIl AYIICBHUTEC BbAHCHHUSA HA ACBOMKATA, KOATO
H3IIPAIIla CBOS AFOOMM OBYAp H CTPAAd OT BPEMEHHATA UM Pa3AAAQ;
AKalleAHa IIECCH B H3IIPAHCHHE HA XOpa, Ha (POHA Ha KOATO BBPBU
M3ITbAHEHUE HA TAHIIOB €TIOA IIPECH3AABAIL CHHA Ha OBYAPH, KOHTO CHIIO
CTPaA2a OT PasAfAaTa C AFOOHMATA CH;

Bokxaano u3IrbAHEHHE HA XOP U OPKECTBP, KOHTPACTHO KATO HACTPOCHUE U
TEMIIO;

ABa TaHIIAa — MBKKH U jKeHCKH — ,,AoOpyaxannn u ,,Bramuakn ot ase
pasAmdHHI eTHOrpaCKH OOAACTH BOAEIIU ITOBECTOBAHHUETO KBM ACTHHSA
LUKbA OT IPASHUIHO-OOPEAHHA KAACHAAD.

Boxaaen 6AOK, KOHTO ChABPIKA TPH UI'BAHEHHA PA3HOOOPA3HU 1O CBOATA
TEMIIOBA U U3II'BAHUTEACKA CBIITHOCT;

Boaerma - mpexOAGH TEKCT KbM ECCHHHTE IIPA3HUIH C METAAHCKUTE
BECCAHSA, HA KOUTO HAW-CHAHO CE OCBIIECTBABA OOINYBAHETO HA MOMUTE U
epreHuTe U IPUIIAAMBAHETO UCKPHUTE HA ATOOOBTA;

,»,MomMa oT ceao ke Oera® — aHcaMOAOBA IIOCTAHOBKA C YYACTHETO Ha TPHUTE
3BCHA;

OpKecTpOBO U3IIBAHEHHE — KATO AIIOTEO3 HA BCEOOIIIOTO BECEAHCE;

Boaerma — TeKCT ChABPIKAIL IPUKAHBAHETO HA BCHYKM 324 IIOCPCIIAHE Ha
KOAEAAPUTE;

KoaeaHH 11eCHE B U3ITbAHEHIE HA MBKKA BOKAAHA IPYIIA;

Moixe Aa CE HpI/ICMe, 9C KyAMHUHANATA Ha KOHHCPT—CHCKT&KBAa CbBIIaAa C

dpUHAAHOTO H3I'bAHEHUE HA ,, Ipakuiicku TaHIl, B KOHTO y94acTHE B3eMaT U

TpI/ITC 3BeHA Ha aHCaMObAa. Brnaereno B Hero HpOSBy"{aBa " aBTOpCKI/IH TEKCT Ha

EOPI/ICAaB FCPOHTI/ICB, KOMTO C"bA"bp)Ka B cebe cu ITAAOTO HpCKAOHCHI/IC KbM
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TBOPYECKUA F€HUN HA ObATAPUHA U Ch3AABA YCEIIAHETO 32 HAIIMOHAAHA TOPAOCT
U ITATPHUOTUIBM.

B ob6moro coernumgno odopMAeHHE Ce H3IOA3BAXA CHBPEMEHHUTE
TEXHUYECKH BB3MOKHOCTH HAa MYATHMEAHATA H XYAOKECTBEHOTO OCBETACHHE,
IIPEAUMCTBA HA CBBPEMCHHATA BH3yaAHA KYATYpPa, HOAYMHCHH HAa HAEATA 32
3ACHABAHE XYAOKECTBEHOTO Bb3ACHCTBHE Ha crekrakbaa. Crenorpadusra
BKAIOYBAIIIC TPHU €KpaHa, HA KOUTO CE PEAYBAXA KAPTHHU U KAUIIOBE CHOOPA3HO
CIIEHUYHOTO ActictBuE. VskarounreaHo npodecnoHaAHO Oe O3ByYaBaHETO Ha
TAKBB CIIEKTAKBA, KOETO OIIPEACAN H CBHYCTABAHETO HA PASAHUYHH BHAOBE

MUKPOOHH.

Awnckycus

Hacrosmoro mscaeapane Ha KOHIlEpTa KaTo hOpMa Ha IIPEACTaBAHE Ha
OBPATAPCKOTO TAHIIOBO H3KYCTBO Ha (POAKAOPHA OCHOBA IIOCTaBf IIPOOAEMA 32
peKrcypaTta M BOAEIINATA POASl Ha PEKUCPOPA OT HAEHHATA KOHIEIIHA AO
peaAmsaruATa Ha XyAOKECTBeHATa Iporpama. Pexucypara Ha dopmure Ha
IIPEACTaBAHE HA CIIEHHYHOTO (POAKAOPHO H3KYCTBO MOXKE Ad CE IIPHEME KaTO
€AHA AUAACKTHYECKA BPb3KA MEHKAY ABA B3AUMHO CBBP3aHH OCHOBHU KOMIIOHEHTA
- coabpixanne u popma PeaansupaHneTo Ha KOHIIEPT HAU KOHIIEPT-CIIEKTAKBA CE
OIIPEACASl OT CBABPKAHHETO K (DOPMUPAHETO HAa HACHHATA KOHIICIIUA Ha
peKucbopa. B 103U cMHCBA PEKUCHOPBT CTaBa BOAEIIA (DUTYPa B IIEAHS IIPOIIEC

Ha IIOAIOTOBKA 1 PCAAM3HPAHE HaA onpeAeAeHaTa cbopMa.

3akaroueHue

[IpeacraBanero Ha (POAKAOPHOTO CLIEHHYHO H3KyCTBO B CBHBPEMEHHATA
COITMOKYATYPHA PEAAHOCT C€ HAAOKHU KaTO 3HAYHMMa ACHHOCT CIIOCOOCTBAINA 32
KYATYPHOTO BB3IUTAHUE HA AHYHOCTH C YCTOWYHMBA IIEHHOCTHA OPHEHTAITHAL
MmuoxecTBO KOHIIEPTH u KOHIIEPT-CIIEKTAKAN AOKA3BAT CcBOSATA
KH3HECIIOCOOHOCT M 3a€MaT MACTO CPEA HAH-IIEHHUTE U IACAAHU IIPOAYKIIUH B
00AACTTA HA CHEHHUYIHOTO (POAKAOPHO H3KYCTBO. CHAaTa Ha XYAOKECTBEHOTO
BHYILICHUE IIPU OCBIIECTBABAHE HA BCEKH CEAMH OT TAX 3aBUCH OT
IpoECHOHAAHUSA IIOAXOA KBbM IIIAOTO U BCEKH OTAEACH ACTAMA. Y CIIEIIHUTE U
3AIIOMHAIIM CE CIIEKTAKAU ITOKa3BAT OBAAAAH CBBPEMEHEH XYAOKECTBEH CHHTE3
ChUeTaBaIll B ceO€ CH PA3AHYIHHU BUAOBE H3KYCTBA.

[To p1e Ha TBOpPYECKATA UHTEPIPETALUA U TEOPETHIHOTO U3CACABAHE B
IIPEAAOKEHUA TEKCT CE IIOCTUTHA OCHOBHATA IIEA B AOKAa3BaHE Ha Te3aTa, de

I/ISFpa}KAaHCTO Ha pC)KI/ICbOpCKaTa CTpaTCFI/IH Ha KOHL[@pT AN KOHHCPT—
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CIICKTAKbA IIPEAIIOAArA IIUPOK CIEKTBP OT 3HAHUA - 3aABAOOYCHO ITO3HABAHE HA
ObArapckara (OAKAOpPHA TpaAunud, crerudUKATE HA My3HKAAHOTO U
TAHIIOBOTO H3KyCTBa, Bb3MOKHOCTUTE HA CIICHATA, IIPEAU3BUKATCACTBATA IIPEA
peaAmsaufTa HAa  MY3MKAAHATA 3BYKOBA KAPTHHA, MYATHMCAHATA U
XYAOKECTBCHOTO OCBETACHHC M HECHMHEHO IPHHIIUIIATE M IIOAXOAUTE IIPH
peKHCHpaHE Ha SPBK M 3aIIOMHAINL CE XYAOKECTBCH IIPOAYKT C BHCOKA
ecrermdecka crorHoct. HecbmHEHO pexucpopbT € BoAcmara Qurypa — oT
HACATA AO PEAAMBAIINATA U TOBA IIPEAOIIPCACAS OBAAASBAHETO HA OPHUIMHAAHH
TBOPYECKH IIOAXOAM, HOBM pCIICHHUA 32 CBBPEMCHHA XYAOMKCCTBCHA
UHTEPIPETANA Ha TPAAHIIMOHHATA OBATAPCKA IIPASHHYHOCT U OOPEAHOCT,
3AII[0TO ABIKCHHETO KbM YHHKAAHATA AYILIEBHOCT HA O'bATAPHHA HU OOOraTaBa U
YTBBPIKAABA.

B 06001IeHHIEe Ha pesyATaTHTE oT TEOPETUIHHUSA u
XYAOKECTBCHOCCTETUYECKH AHAAU3 MOTAT Aa OBAAT ODOCOOEHH CACAHUTE
H3BOAM:

e  llaefinara KOHIlEHIHA OIpeAcAd popmara - KOHIEPT HAHM KOHIICPT-

CIEKTAKBA, POPMYAHPA TEMATA U HACATA;

e [lpenmsHOTO W3rOTBAHE Ha CIEHAPHA CE OIPEACAS HE CaMO OT

XYAOKECTBCHHUTE KA9eCTBA HA OTACAHHTE M3IIBAHCHHSA, HO U KAK TOYHO Te

Cce BIIUCBAT B OOIOTO 3ByYEHE HA IIAAOTO U CIIOCOOCTBAT 32 PasrPbIIAHE HA

TEMATA U 3AIUTABAHEC HA XYAOKCCTBCHATA MACH,

e  OdopMACHHETO HA XYAOKECTBEHHSA IIPOAYKT € HOAYHHEHO HAa HACATA 34

Cb3AABAHE HA IIAAOCTHA 3BYKOBA M BH3yaAHA KAPTHHA IIOAYEPTABAINA

HCOCHOpI/IMI/ITC KaveCcTBa Ha (pOAKAOpHaTa MY3HKa 11 TaHIT;

e  PexuchopbT € TO3H, KOHTO pa3loAara C OIPOMHHUSA apCEHAA OT H3Pa3HU
CPEACTBA U OT HEIO 3aBHCH B KaKBa ITOCOKA T€ ITIe OBAAT HACOYEHU, KaKBa
me ObAe TAXHATA (PYHKIHA, CbOOPasHO hOpMyAHpaHATA OT HETO TEMA U

HMACA.
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Pesrone:

B crarufra ce mpocaeasBaT OCHOBHTE M YCAOBHATA 32 TAHIIOBO OOYYEHUETO B CHCTEMATa HA
CpeAHOTO OoOpasoBanue BbB Bapha. BapHa e ME&XAYHAPOACH KYATYpeH LIEHTHP B cdepara Ha
TAHIIA, KBACTO CE 3aPAKAQ ITBPBOTO U3BBH CTOANYHO IIPO(ECHOHAAHO OAACTHO OOPA3OBAHHE.
[Tposemxparero mpe3 1964 roamra Ha IIBPBHA B CBETA MEKAYHAPOACH OAACTEH KOHKYPC
OTpeKAAT MACTO Ha BpArapus u Ha Bapaa B xuasiaoaeTHaTa KyATypHA HcTOpHs. F3caeaBareTo
Ha HHMOPMAIUA OT IEPHOAUIHUA 11edaT e rmepuoaa 1965-1985 roanna e 0OCHOBEH HM3TOYHHK
32 ycrrerHara eaarormueckara Aeirnoct va I'aanua u Crecban Mopaarosu. Texuure BbaraeAn
32 Pa3BHTHETO HA TAHIIOBOTO OOYYECHHE M METOAHKA CE OTPa3fABAT IPECAUMHO OT BAPHEHCKH
KYPHAAUCTH. AKIICHT B IIPOYYBAHETO € M3KAIOYUTEAHO LIEHHATA aBTOPCKa crarus Ha Credpan
Nopaaros momectena B B-k “HapoanO A€AO” 1O TOBOA IPOECHOHAAHOTO GAAETHO
obpasoBanue BbB Bapma. B ommr 3a pexoHCTpympaHe Ha HCTOpPHATA HA XYAOMKECTBECHOTO
TAHIIOBO OOpa3OBaHME BbB BapHa ¢ aBTEHTHYHOCTTA HA CIIOACACHHUTE MACH, TE3M MATCPHAAT
MOTAT Ad ITOCAYKAT 32 M3TOYHHIIM HA CAHA CBIIECTBEHA YACT OT HCHAIIMCAHATA HCTOPHAL
Marepraaa e 9acT OT IIAOCTHOTO U3CACABAHE HA OOYIECHHETO IO TAHIIOBO M3KYCTBO B chepara
Ha CPEAHOTO OOpasoBanue B boarapus.

Koarwuosu dymu: tanm, baser, oOpaszoBanue, oOydeHue, Xopeorpadus, TaHIIOBO U3KYCTBO.

BbnBeaeHue

CpIIecTBEHO IIOCTHKEHHE B KYATYPHHSA JKHBOT Ha Tpas BapHa e
Ch3AaBaHETO Ha MeEKAYHAPOAHUAT My3uKaAeH (pectuBas “BapHencko AdTo”.
Toi ce oborarfBa ¢ IPOBEKAAHETO Ha IITBPBHA IIO PoOAa cu MekAyHApOoAeH
OareTeH KOHKYpC, a AeTHHAT TeaTbp CE IPEBPBIIA B EMOAEMATHIHOTO
IIPOCTPAHCTBO Ha CBETOBHO OAAETHO ChbCTE3aHUE. YTBbp#KAaBaHETO Ha Bapma
KATO CBETOBEH OAAETEH IICHTBHP, TPAOBA Ad CE 3AIIUTH ChC 3aBHAHA OaAeTHA
KyATypa. ToBa € eAHa OT 3aAa9HTe, KOATO IOCTAaBAT IIpeA ceOe cu Ha ['aamna u
Credan I;IOpAaHOBI/I, MHHUIIATOPA  HA  I'BPBOTO  HM3BBbH  CTOAHYHO
IpodeCHOHAAHO OAAETHO 0OpasoBaHMe. TAXHATA IIEA € CH3AABAHETO HA MAAAHU
KaApH, KOHTO HEIPEKbCHATO A2 OOHOBABAT OCHOBHHUA OAA€TEH CBHCTaB IIPU
omepara. C OTKpuBaHETO HA EKCIEPHUMEHTAAECH KAaC KbM ABPKaBHOTO
xopeorpadpcko yuamamine B Codbusa (1966 r.), a mo-kbcuo u kaac kem HVH
“Aoopu Xpucros” BbB Bapna, Te mocraBar ocHOBHTE Ha IIPOJPECHOHAAHOTO
TaHIIOBO 0Opa3oBaHMe BbB BapHa u mepcrexruBaTa TOS OIHUT Aa C€ IIPEBBPHE B
Tpaaunusa. CAeABaT CBETOBHATA TPAAUIINSA, TOAEMUTE OIIEPHU U OAACTHH TEATPU
A2 MMAT COOCTBEHU CTYAUA-YUHMAHIIA 32 IIOATOTOBKAa Ha KaAph. Aa ce cb3paapar
BHUCOKOKBAAUUIIMPAHN HU3I'BAHUTEAH, C EAUHEH CTHA.

IleATa Ha HACTOAIIOTO HM3CAEGABAHE € AAd CE CBbXPAHH MU AOKYMEHTHPA
KYATYPHOTO H HCTOPUYECKO HACAEACTBO, ocraBeHO OT l'aamna u Credan

I/IOpAaHOBI/I. Aa CcC C%XpaHHT TCXHHUTC UACH, TBOp‘ICCKI/I prCGHI/IH 1 ITOCTHIXKCHMA
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B 00AAQCTTA HA TAHIIOBOTO M3KYCTBO. Aa Ceé ChXPAaHH HCTOPUYECKATA ITAMET 32
IIPUHOCA UM U TAXHATA POAA B IIAAOCTHOTO PEKOHCTPYHpAHE HA HCTOPHATA HA
XYAOKECTBEHOTO TAHIIOBO OOpa3oBaHue BbB BapHa.

3apa9uTe CBBP3aHU C OCBIIECTBABAHETO HA IIOCTABCHATA IIEA BKAIOUYBAT:

° HM3CACABAHE HA MATEPHAAH OT IEPHOAUYHUA IIE€YAT, 32 Ad CE AOKYMEHTHPA
“HenmcaHaTa HCTOPHUA~ HA U3BBH CTOAMYHOTO IPOPECHOHAAHO TAHIIOBOTO
obpasoBanue B bparapns ;

° IIPOCACAABAHE HA IIPEAIIOCTABKATE U IIPOIIECA HA 3aPAIKAAHE U Chb3AABAHE HA

CKCIICPUMCHTAAHM TAHIIOBH KAACOBC;

° Ha 0a3a M3CACABAHUTE MATCPHUAAH Ad CE€ PEKOHCTPYHPAHA 3aAPAKAAHETO Ha

XYAOKECTBEHOTO TAHIIOBO OOpasoBaHue BB BapHa.

B crorBercTBHE CBC 32A29HTE U CreTI@HUKATA HA IIPEAMETA HA N3CACABAHE
Ca HM3IIOA3BAHH METOAHM HA TEOPETHUYHOTO ITO3HAHNE: M3IIOA3BAH € METOA Ha
AHAAN3 HA OCHOBATA HA KOHTO Ca M3BEACHH CbABPIKAHHE M crenmduka Ha
HN3CACABAHUSA IIPOOAEM, HCTOPHUYIECKA U3CACAOBATEACKH METOA 32 IIPOCACAABAHE
Ha XPOHOAOTHATA Ha IleAarormueckata AewiHocr Ha laamma n  Credan
I;IOpAaHOBI/I. EMImmpudeH M3CACAOBATEACKH METOA — IIPOYYBAHE HA TEKCTOBU
HU3TOYHUIIH C IIEA PEKOHCTPYHPAHE HA XYAO:xKecTBeHnTE UM Onorpacdun. [Toabop
Ha POTOMATEPUAAH, KOUTO AOKYMEHTHPAT AaHAAN3A.

ITeaarormaeckara aetiHoCT Ha ['anmna u Credpan I;IOpAaHOBI/I e OTpa3fBaHa
IIPEANMHO OT BAPHEHCKH KypHAAUCTH. VIMEHHO Te3M MaTepuaAn ca H3ITOA3BAHU
KATO OCHOBEH M3TOYHHUK Ha mHoOpmanud. [IpeobAasaBar #KypHAAUCTHYECKUTE
’KAaHPOBE, KOUTO Ca AHAAOIMYHU: PasroBOpP, HHTEPBIO, peropraxk. Maxap u He
MHOTO Ha OpOH, NIyOAMKAIIMUTE IIPUTEHKABAT H3KAIOYUTEAHO 3HAYHMA
nadOopMarua 3a XYAOKECTBEHUTE, KYATYPHHTE, IEAATOTMYECKUTE,
IICHXOAOTIYECKUTE — YOBEIIKUTE IpUxH o1 onorpadpunte Ha 'aannaa u Credpan

I;IOPAB.HOBI/I.

1. Y1BBpoKAaBaHETO HA IpaA BapHa KaTo MesKAyHApOAEeH PpeCTUBAAECH
HEHTBP
[TeproasT o1 1960 A0 1980 roamna ce XapakTepusnpa ¢ yIBbP:KAABAHE HA
rpaa Bapra karo dectuBaser neHThp. CHINECTBEHO ITOCTHKEHNE, KOETO M AO
AHEC ormpeaeAs o0Amka Ha Bapma xato decruBaseH rpaa, € MeKAyHAPOAHUAT
mysukaAeH dpectuBa “Baprencko aaro”. Toll e HyACHpaIoTo Chplie Ha AATHATA
KYATYPHA CTOAHIIA, HETOBAaTa MUCHA € Aa ObAe “TIpo3oper kbM cBera”. KM Tasu

metadpopa MOKEM A2 AODOaBHM, de (DECTUBAABT € “IIPO30peI] U Ha CBETa KbM
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OBbArapckara II€BYECKa, TAHIIOBA, PHAMOBA, aKTbOPCKA U3ABa. ‘B To3n mppBu eTam
A0 1967 r. — mumre mysuxaaHuAT Kputuk Posmapm Crateaosa — “Baprencko
AATO” pa3ddTa B CEpPHO3HATA CH YaACT, KAKTO Bede Oe KasaHo, Ha BapHeHckara
HapOAHA orrepa... BroOmme 1961 r. e BppxoBa 32 BapHEHCKATa OTIepHA DECTHBAAHA
n3fBa IIpe3 To3MU erall. Pemeproapsr e pasHooOpasen: “Amaa”, “Aon Kapaoc”,
“Puroaero”, “Tpybaayp”, ‘“Ipasmara”, “Epmann’, “boxemu”, “Tocka”,
“Kapmen”, “Taka mupassr Bcuuku’ /Momapr/, “Vmaro eano Bpeme”...
BrewarasBamy e cbcTaBbT Ha rocryBamuTe H3IIbAHUTEAH: Eaema Hwuxoaaii,
3unanaa [Taau, Hukoaa Hukoaos u Ap. ['actpoaupar mobeaureanTte B TOKY-IIIO
npoBeAcHnA [IppBH MEKAYHAPOACH KOHKYPC 32 MAAAM OIlEpHU reBuu: | [uTep
['nocon, Baaammup TumMOXMH u Ap., KAKTO H HarpaA€HHTE BapHEHCKU
yaactanmm: Maprapura Amaosa, Credan Lluranues, I'eoprun Koitues, Toaop
Kocros. Bce crmopea peaaknmonnarta cratus Ha “‘Hapona xyarypa”, “c mpaBo
MOJKE Ad CE€ KaiKe, 9€ B Ta3TOAHUIIHOTO IIETO ASITO HM3KYCTBOTO HA TAAAHTAHBATA
IIEBYECKA MAAACK OT PEAHUIIA CTPAHH HAMEPH IIHPOKO ITOAE 32 u3ABa” . CAEA KaTO
rocousa sacayrute Ha ampurenture . Mocudos, B. Yuprmanckn u H.
Heasakos, pexxucsopure H. Hukoaos, Ap. Kepakues n Ap. Muros, kakro u
Gasermaiicropure I'aamna u Credan opaaHOBH, BeCTHHKBT Ha CBOH peEA
ocrasd mpobaema “Aeren Tearsp” (Crareaosa, 1996:92). IlpoGaemunrte Ha
BapHEHCKUA /\€TeH TeaThp HE CAM3AT OT AHEBHUA PEA HA OPraHU3ATOPHUTE U
VIIPABAABAIIUTE KYATypaTa. 32 HAC € BAKHO, Y€ UMEHHO /\CTHHAT TE€aThbp CTaBa
TBOpUecKa Tepuropusa Osaropapenme Ha l'aamna m Credan PIOpAaHOBH,
IIPEBPBINA C€ B EMOAEMATHYHOTO IIPOCTPAHCTBO Ha CBETOBHO OaA€THO
ChCTE3aHUE - Ha IBPBHUA IO poAa cu MexayHapoAeH OaseTeH KOHKypc. Becrank
“Hapoana kyaTypa” HaOAIOA2Ba, OTpPa3fBa, CTUMYAHPA VIBBPKAABAHETO Ha
MexayHapoaHus MysukaseH dectuBas “Baprencko afaro”, KOHTO ce oboraTasa
¢ Memaynapoannsa OaaereH KoHKypc. KopecmomAeHIms Ha BapHEHCKHUA
KYPHAAUCT TAaBeH peAakTop Ha BectHHK ‘‘Hapoamo aero” E. Aekaro BbB
BecTHHK ‘‘PaboTHHYecKko A€AO” HH BBBEHKAA B aMOHIIMNATE HA BAPHEHCKATA
KYATYpHa OOIIECTBEHOCT Aa C€ pasIIupsBa u ooorarasa npodura Ha Pecrubana
“Bapuencko Af1o”. ABTOPBT Ha IIYOAUKALIHATA BH/KAA B [ I'bpBIA MeKAyHAPOACH
OaA€TEH KOHKYPC, IIEHTPAAHO CcbpOMTHE Ha (PECTHBAAA, KOUTO HApeA C
dpUAMOBOTO H3KYCTBO, APYTHAT LIEHTDP, IIe ObAE IPUAPYKABAH OT IIPOABUTE Ha
TEATPAAHHSA KAHP U XYAOKECTBEHATA CAMOAEHHOCT — B Auneto Ha “IIpasnuka Ha
recunre u tanure”. Ha dpunasa E. Aekaro 3axkarousa: “bparapckuar nupx e
B3€M€ 3HAYUTEAHO ITO-TOAIMO yYaCTHE, OTKOAKOTO B MuHaAoTO.” (Kak 1me ce

IIPOBEAE Ta3H TOAWHA ,,Baprencko aaro”, 1964:3)
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B crarus oszaraaBena “baserHHAT KOHKypC TpAOBAa Aa CTaHE TPAAUIHUA
roAfiMaTa KyOMHCKA IIprMa OasepuHa AAncua AAOHCO IIOAKPEIS U HACHPYABA
TPaMHOTO IPUCHCTBHE HAa MEKAYHAPOAHHSA OAACTEH KOHKYPC B KYATYpHUSA
kaAeHAap Ha Bapnaa (Hapoana kyatypa, 1964:3).

3a Aa OAKperT, sHaunTeAHaTa poAsd Ha 'aamaa n Credan Mopaamosu 3a
PasBUTHETO Ha DAAETHOTO H3KYCTBO B DbArapns u MEKAYHAPOAHUSA UM IIPHHOC
KBM CBETOBHOTO OAAETHO H3KYCTBO, III€ IIMTUPAM YACT OT CAHA IIYOAHKAITHS HA
Cseraa Tpaiixosa.

“EAHO OT cBOMTHATA, KOUTO OTPEHKAAT MACTO Ha bobarapusa u ma Bapna B
XHASAOACTHATA KyATYpHA HCTOpHA, € IIpoBexAaHeTo mpe3 1964 ropmma ma
ITBPBUA B CBETA MEKAYHAPOACH OAACTEH KOHKYPC C ABAACCET M ABE M3AAHUA AO
AHec. VI3zHeHaABAIIIOTO €, 4e MaAKa ABpP/KaBa KaTO HAIMATa, 0€3 ABATOACTHHU
TPAAULIHH B OAACTHOTO M3KYCTBO, CTaBa MHHUIIMATOP HA TAKABA KYATypHA H3fBa,
KOATO ChOHMPA DAAECTHH IIEAATO3H, XOpeorpadu U N3IIBAHHUTEAN OT LA CBAT.

Brrpocst € He TOAKOBA 32 I'BPBHTE OPraHU3ATOPH HA KOHKYPCa, KOAKOTO
32 I'bPBUTE MHUAIIUATOPU M MACTOTO HA HETOBOTO IIPOBEKAAHE. A\AAHOBHAHA €
HAeATa Irpajp Karo BapHa — OTBOpEH KbM CBETa, C IIPEKPACHU IIPHPOAHU
AAAEHOCTH, C BEAHKOACIIHA ASITHA CII€HA M CHAHO JKEAAHHE AQ CE IIPEBBPHE B
MACTO Ha OAATOPOAHO CBCTE3aHHE — Ad IIOKAKE, Y€ M3KYCTBOTO Ha TAaHIIA €
oOIIyBaHE O€3 I'PAHUIM B €AHH XapPMOHHYEH CBAT O€3 PAa3ACACHUA, BBIIPEKU
‘““KeAd3HaTa 3aBeca’ M CTIYAeHaTa BoitHAa MexAy Maroxa m 3armrapa. ITepsusar
IIPEACEAATEA Ha KYPHTO — BeAnkaTa ['aamna YAaHOBA, BB3KAHKBA:

“bpArapus e Mmaaka ctpaHa, HO ¢ roadma maunmuarusal” (Tpatikosa, 2008)

[TeproawT 1960-1980 roanna e muaTEepeceH m mopaan ¢axra, 9Ye UMEHHO
IIpe3 TO3U IIepuoA Ipe3 1966 roamna BapHeHckaTa OOIIIECTBEHOCT yCIfABA Al
nocturHe moAkperata Ha [IK ma BKII, mo-koHKperHO ¢ perreHne Ha
Cexperaprara Ha LIK Ha BKII 1 ¢ Musucrepcko mocranosacuue “‘Baprencko
AATO” TIPUAOOMBA CTATyT Ha ITbPBUA OBATAPCKH MEKAYHAPOAEH (PECTHBAA,

pPErAAMEHTHPAH KaTO MeH0yHapoder u npeocmasunieer.

2. 3apakaaHe Ha IPO(PECHOHAAHOTO TAHIIOBO O0pa3oBanue BB Bapua
baaernoro ob6pasosanue B bparapus 3axbcHABA YYBCTBUTEAHO B CPABHEHHE
C TEATPAAHOTO, My3UKAAHOTO 1 OOPA30BAHUETO B 0OAACTTA HA N300PA3UTEAHUTE
nskycrBa. [Ipe3 1950 roanna e cp3paseno Abp:xaBHO OaaeTHO yunAuniie, ot 1956
craBa Abp:KkaBHO XOpeorpadCcKo yIHAHIIIE.
Masanero ma laamma un Credan Moppamosun Bbe Bapma mamomms

cutyanuaTa B bearapua 8 Hagaaoto Ha XX BEK, KOraTo IIPU OTChCTBHE HA BUCIIIH
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VIHAHUINA ObATAPH 3aBBPIIBAT B YTBBPACHU EBPOIECHCKH YHUBEPCUTETH, 32 Ad CE
BBPHAT B BbArapus u ¢ Bb3pOKACHCKI €HTYCHA3bM AQ HAIIPABAT TAaKa, 9€ Ad CC
IIPEOAOAEE 3aKBbCHABAHETO CIIPAMO eBporerickute kyATypu. [Ilkoaara Ha pyckns
OaAer e IIKoAa U 32 ODaAeTHH ITeaarosn. Tosa moTBbprKAaBa u Vsaiiao VIBanoB B
MoHorpaduara my “Texunknu Ha TaHma* “BaxHO 32 TO-HATATBITHOTO pasBUTHE
Ha OOYYEHHETO IO TaHI[ B bbArapmsa e oOCTOATEACTBOTO, Y€ IIOYTH BCHYKU
HETOBU 3HAYNMU ACHIIM YEPUAT 3HAHHUA OT Bb3MOMKHO HAH-AOOPHTE IIKOAHU OT
[entpasna EBpona u emurpupasure ot Pycus mpeacraBureAn Ha OaA€THOTO
H3KyCTBO 110 TOBa Bpeme. Hecayuaiino 11oBedeTo oT TAX I10-KbCHO CE HAAAraT KaTO
zabeaexnreArn Oaserau reaarosn’’ (Msanmos, 2020:40-41).

l'aamra u Credan MopAaHOBH ca HHUIIHATOPH HA ITBPBOTO H3BBH
CTOAHYHO  IPOdECHOHAAHO OaneTHO oOpasoanue. OTKpHUBAHETO HA
EKCIIEPUMEHTAACH KAAC KbM ABpiKaBHOTO Xopeorpadcko yunaniie B Codus, a
110-KkbCcHO u kAac kbM HVIU “Ao6pu Xpucros” BB BapHa um e KocTBAaAO MHOTO
yrmopurta 60p0Oa, HO BCE ITaK Te yCIABAT. AHEC BbB BCHYKHU ITO-TOACMHI IPAAOBE Ha
crpanara — [IaoBaus, Pyce, Byprac, Crapa 3aropa, B yamaunImara 1mo U3KycrBaTa

BeUe MM2a 1 OAAETHU KAACOBE.

Waroctpupane 1. Ha caumkara ca 3apppruBammure aDHTyPHEHTH: OTAABO HAAACHO
o13aA: Tarana Yenaosa, Kepanka Hukonaosa, 3aaruaka Mumgesa, ZKyanera
Beannosa, Aapuna Xasaduepa orupea: Arroanera beadesa, Koncranrun Manes,

Kpacunka Mapkosa

baaernara mkoaa BB Bapna e ocnoBana npes 1954 roauna. Ta usrpamaa
cBoATa PabOTa BBPXY IIpOIpaMaTa Ha KPbaKOLHUTE IO xopeorpadmus, 6e3 Aa cu

ITOCTABA 32 IIEA IIOATOTOBKaTa Ha ntpodpecnonasnu kaapu. IIpes aaroro ma 1960
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r. l'aamza u Credparr MOpAaHOBH TTOCTABAT HA HOBM OCHOBH 3aHHMAHUATA B
OaseTHATA IITKOAA. TAXHATA IIEA € CH3AABAHETO HA MAAAU KaApH, KOHTO
HEIIPEKBCHATO A2 OOHOBABAT OCHOBHHfA OAaACTEH CBCTAB IIPH OIEpaTa.
BHumaTeAHO, CTBIIKA ITO CTBIKA HAIIPEA IIO II'BTA HA TPYAHOTO, HO IIPEKPACHO
H3KyCTBO, BOAAT CBOUTE YICHUIIM ABAMaTa IIEAArO3MU. T ca yOeAeHH, Y€ BCUYKO
3aBHCH OT BOAfITA H VIOPHUTOCTTA HAa PBKOBOAUTEAHTE, HO H padoTaTta H
IIOCTOSHCTBOTO HA YICHHUIINTE.

A Taawmma n Credan Vopaamosu ca muoro ymopera. Ilpes 1966 r. ce
OTKPHBA 32 I'bPBU II'BT EKCIIEPUMEHTAACH KAAC 10 OAAET.

“B kpas Ha MHHaAaTa TOAWHA BB BapHa ce OTKPH €KCIIEPUMEHTAACH KAAC
1o 6aaet — puaman Ha AppirkaBHOTO XOpeorpadcko yauauire B Codus. Xydasa
MHUITHATHBA, OCBIIECTBEHA OT OaAseTmalicropurte Ha BapHencka HapoAHa omepa
T'aamna u Credparr Mopaanosu. EAHO AOBEpHE KbM TEXHUTE MEAATOTHYIECKH 1
BHCOKH IIPOPECHOHAAHO-ECTETUYECKI Ka9eCTBA.

Ceoama udea sa omrpusaremo 1a maxes xiac Cmear Hopdarnos obocrosasa no
CACOHUA HAYUH:

“BapueHckara omepa TpsaOBa Aa CTaHE IIPEACTaBUTEAHA. 1oBa 1me ObAe
BB3MOKHO, KOTATO BCHYKHTE U IIOAPA3ACACHUSA CTAaHAT IIPEACTABUTEAHH. 32 TOBA
€ HEOOXOAUMO A2 CE€ Ch3AAAAT BHCOKOKBAAMDUITIPAHU U3IIbAHUTEAN, C EAUHCH
cruA. CBeTOBHA TPAaAHIUA € TOAEMHTE ONEPHH M OAACTHH TEATPH Ad HMAT
COOCTBEHH CTYAHSA - YIHAHIIA 32 IIOATOTOBKA Ha KAAPH.

Ocsen TOBa € IpoBEKAaHUA TYK MekayHapoAeH 6areTeH KOHKYpC Bapna ce
YVIBBPAH KaTO CBETOBEH OAAETEH IEHTDhpP. ToBa 3aBOeBaHIE TPAOBA Ad CE 3AIIIUTH
CbC 3aBUAHA OaA€THA KyATypa. A M HOBara OIlepa INe IOBHIIN OpOAT Ha
OaAeTHHUTE CIIEKTAKAU. TOBa HaAara Aa ce yBEAHYAT AOOpPUTE OAACTUCTH — MECTHHI
kaApu. [Ipaxrukara 1mokaspa, e He MOKE Ad CE€ Pa3dUTa HA PA3IPEACACHUTE 32
ABE TOAMHH BB3IUTAHAIH Ha ABPHKABHOTO XOPeOorpadCKO YIHAHUINE, KOUTO
OOMKHOBEHO HAITyCKAT CACA M3THYAHE Ha OIPEACACHUA CPOK.

[1pe3 AeHA yU9EeHUITHTE OT KAACA ITO OAAET IIOCEIIABAT 3AHATUATA B PA3ANYIHI
00ITI0OOOPA3OBATEAHN YYHAHWINA, a Bedep 15-re moxaomumim Ha Teprcuxopa
TPBIBAT IO IIBTA HA CBOMUTE MEUTH. 3JAaHHMAHHUATA CE BOAAT IIO IIpOrpaMara Ha
AmppxaBaoTo XOpeorpadpcko yunmaniie — Codusa: M3ydaBaT IPAKTUYECKH H
TEOPETUYECKH OAACTHOTO H3KYCTBO, IIMAHO U aKTbOPCKO MarcTopcTBO. Caea
3aBBPIIBAHE HA YCTUPUTOAHUIIHUA KYPC IIOAYIABAT AUIIAOM 34 IIPABOCIIOCOOHU
OaserucTu. TakbB EKCIIEDHMEHTAACH KAAC 332 IBPBH II'BT € OTKPHT B

HPOBI/IHLII/IHTa, 3aTOBAa HOCH M TaKOBa MMC. HCO6XOAI/IMO c BapHCHCKaTa KYATypHa
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OOIIIECTBEHOCT AQ ITOATIOMOTHE OCE3a€MO TOSl OIIHT M TOW Aa C€ IPEBBPHE B
tpaaurud.” (Veaaues, 1967)

VOeAuTeAHO 3BydaT ApryMEHTHTE HA  KYPHAAUCTA, B IIOAKpEIa Ha
crioaeaenaTa naed Ha Cr. MlopaaHoB, 32 A2 6bAAT AAPECHPAHT KbM “BapHEHCKATA
KYATYPHA OOIIECTBEHOCT , KOATO TPAOBA “‘Ad IIOAIIOMOTHE OCE3aEMO TOS OIIUT U
TOH AQ CE IIPEBbPHE B TPAAUIIHUA .

[Ipe3 Te3u TroAMHN YCIIOPEAHO € paboTara Ha €KCIIEPUMEHTAAHHA KAAC T
IIPOABAMKABAT Ad PAa3sBUBAT U ACHHOCTTA CU B CTYAHATA KbM olrepara. ETo KakBo
crioaeast Crecban Mopaanos B crarmsra ma sypHasncta Cr. Bemermanos moa
3araaBue “Vpox o M3AImecTso’:

“AeTcko-roHoIIIecKaTa OAAETHA CTYAHSA KbM OIIEpaTa UMa 32 IIEA Ad OTKPHBA
1 IIOADHpaA CIIOCOOHH A€Ila, Aa TH OOy4aBa 1 ITOAroTsa. Hafi-msasennre ot X
CAEA BpEME IIOCTBIBAT B EKCIIEPUMEHTAAHHUTE KAACOBE Ha (PHAMAAA KbM
ABp:KaBHOTO OAAETHO yUmAHIEe OTKpUT BbB Bapma. Aemara (mosewe ot 90)
IIOCEIABAT COMPKHUTE C TOAAMO JKEAAHHE U M3y4aBaT CAaMO CIEIIMAAHH OAACTHH
AUCHHIAUHHE. B paMkuTe Ha 3aHATHATA OT €AMH AKAAEMUYEH YaC TE YCBOSBAT
OCHOBUTE HA KAACHYECKUA TaHIl. B y4eOHHTE MM ypOLM HAMHPAT MACTO HU
3aHUMAHHA C XaPAKTEPHU HAPOAHO-CIIEHIYHU U HCTOPHKO-OMTOBU TAHIIN, KAKTO
1 OCHOBHH IIPHHIIAIIA HA AKTBOPCKOTO MAHCTOPCTBO. I'AaBHOTO fAIAPO Ha TE3:U
KAacoBe ca MommudeHnata. Ho jkeaaHumero HH e A2 ce yBEAMYAT M MOMYECHIIATA.
CrpyBa MH ce, 4e € BpeMe Aa C€ CKbCa C OT/KUBEAHSA IIPEAPA3CBABK, Y€ TOBA
HM3KyCTBO HE € TOAKOBA 32 MBiKe, 3aIl[OTO B HEro HiAMa MbxecrBeHoct! B
3aKAIOYEHHE TPAOBA Ad KaKa, Y€ TOAAMA YACT OT OHBIIHTE BB3IUTAHHUIIN HA
ITKOAATA CEra Ca apTHCTU B HAIIIATA OIl€Pa, 4 MHOTO OT TAX Ca MEKAY ITBPBUTE

cuan Ha Tearpute B Pyce, Crapa 3aropa, [TroBams...” (Bemermmanos, 1968)

Naroctpupane 2. Credpan MlopaaHOB ¢ Bb3IHTAHHUITH HA
AeTtcko-roHOIIIECKaTa OAAETHA CTYAHA KBM OIlepara
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KakBa € CBIIHOCTTA U KaKBHU Ca IIEPCIEKTUBUTE HA TO3H EKCIEPHUMEHTAACH
KAAC? — TAKBB Oerrte BBIIPOChT MU KbM Gasermaiicropa Cr. Mopaanos:

— OT MHHAAQTA TOAMHA HAIITUTE BB3IUTAHUIN CA CHIIEBPEMEHHO YICHUITH
B MysuxaauoTo yauaunire “A. XpucTos”, KbACTO U3y4aBaT OOIIIO0OPA30BATCAHN
AUCITUITAUHH U IIOAYYaBAT HYKHATA My3HKaAHA ITOArOoTOBKa. Korato saBwprmar
VIHAUIIETO, KbM OLCHKHTE OT H3IHUTA II0 OAAET IIE CEe IIPUOABAT U APYIHTE
OIICHKM U T€ IIE IIOAYYAT U AHIIAOMA 32 3aBBPIICHO XOPEOIrPadCKO YIMAHIIIE.
[To BcsAka BEpOATHOCT AOTOAMHA IIIE€ C€ 0OOCOON CIIEITUAAECH DAACTEH OTACA KbM
My3uKaAHOTO YIHAHIIIE. ..

— VsBuHeTe, 321110 HAPUYATE TO3H KAAC CKCIIEPUMEHTAACH?

— 3a rppBHU IIBT B cTpaHaTa cOOPMUPAXME TAKBB KAAC, B KOUTO 32 4 TOAMHU
BMeCTO 32 9 (KaKTO € B XOpeorpadCKoTo YUHAUIIE), IO CIIEHUAAHA IIPOrpama,
n3paboTEHa OT HAC, CE IIOATOTBAT ODAACTHU KaApPH.

He ro mommrax aaaum e U3AA3BA YCIEIIEH TO3M EKCIIEPHMEHT.
XyAOKECTBEHHUTE M3ABM HA MAAAUTE OAACTHU aPTUCTH HA BAPHEHCKA CLIEHA Ca
KPaCHOPEYUBO AOKa3aTeACTBO 3a ToBa.” (Tepauesa, 1970)

Benera Tepsuesa ycmsaBa Aa AOKYMEHTHPA €AUH Pa3roBop, KOHTO caMO Ha
IIPBB IIOTACA U3TAEKAQ OOUKHOBeH. HMa Aa e 32 I'bpBH BT, HUTO 32 IIOCACACH
“racerero Ha eHTycHasMa~ B O0AACTTa HAa XYAOXKECTBEHOTO OOpa3OBaHHE BbB
Bapma, m Bce mopapum eAHA U CbIa IPUYUHA — ACHMETPHUATA MEKAY
IpodeCHOHAAN3MA U HETOBATA U3IIPEBAPBAIIA C ACCETUACTHA BUSHA U ACHUBOTO
KbCOTACACTBO HA YHHOBHUIIUTE, KOUTO ‘“UMHHO’ CAEABAT XOAA HA OOHMYANHOTO
Bpeme. Mozke caMo Aa ce yBakaBa €AHA JKYPHAAUCTHKA, KOATO CACABA TBOPYECKATA
aMOUIIUA, U3IIPEBAPBA H BOAU HE CAMO YUTATEANTE, HO CE OIIUTBA Ad YOEKAABA U
“BapHEHCKATa KyATypHa OOIIECTBEHOCT.”

[Tpes 1971 r. To3m kaac e 3akput. EABa cAeA yeTupu roaomHn BB Bapaa kbM
AMY “A. Xpucros” OTHOBO € OTKPUT E€KCIEPHUMEHTAACH OAAETEH KAAC, KOHTO
Crecar MopaaHoB ce HaafBa A2 TIpEpACHE B GAAETHO YUHAMINE U AA CE PEIITH
pooaema ¢ kappure B Ceeponsrouna boearapus.

[punaram  asmopcxama  cmamusa na Cmepan Vlopdanos 1omecteHa B B-K
“HapoaHO A€AO” 110 HOBOA HPOGPECHOHAAHOTO OAAECTHO OOpPa3OBaHUE BbHB
Bapmha.

“Aa ce ymevpacdasa eaeduupeno, ue Bapra bu moesa da Gse chedumye na npogectiorastio
basemmo obpasosariue, e u J1eK0, U mPYOHO. 3auonio mespoe MHozo ca cepuosrume baaeniu

npobremu y Hac, a HAKOU 011 79X — 6ce ouje cnopHu .
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Marocrpupane 3. II excriepumenrtasen 6aseren kaac kbpm CMY
“Aobpu Xpucros” - Bapna, Bumyck 1975-1980 r. Caumvka Ha kAaca B
VIHAHIIHAA ABOP C KAACHATA PBKOBOANTEAKA Braka Xprcrosa
/yanTeAka o ucropws/ .

A3 HAMAM 3a IIEA Ad CE€ CIIMPaM Ha OCOOEHOCTHTE M CBIITHOCTTA Ha TE3U
npooaemu. [1le Mur ce 06ade A2 OTAEAS TAABHIA OT TAABHUTE CPEA TAX - CHCTEMATa
U IIPAKTUKATA Ha TPO(PECHOHAAHOTO HAAETHO OOpa3oBaHUE.

B uyxOnna To e BB3HHKHAAO OTAABHA, YCBBBPIIIEHCTBAAO CE € 3ACAHO ChC
CIIEHIYHOTO TAHITYBAAHO H3KyCTBO, KOTaTO ODAACTHUTE ChCTABHU Ca CE H3TPAKAAAT
KATO CAMOCTOATEAHM TBOpYECKH KoAektumBu. Il ome Torasa B peamnna
3aITAAHOEBPOIIEHCKU CTpaHH U B Pycus ce AOIIIAO A0 YOEKAEHHETO (IIPOBEPEHO
OT HAKOAKO BEKOBHATA IIPAKTHKA), Y€ HAH-ITOAE3HOTO H ITAOAOHOCHO € OAAECTHHTE
VYIHANINA U IITKOAHM AQ CE H3TPAKAAT KbM ACHCTBAIIIITE OIIEPHO-OAACTHH TEATPH,
KATO CE€ CBBbP3BAT OPraHU3AIMOHHO U TBOPYECKH ChC “‘CBOA” TEATHP, 3a KOHTO Ad
Ce Ch3AABAT HEOOXOAMMHUTE MAAAH ITPOGPECHOHAAHN APTHUCTH.

He moike Aa He chiKasaBame, ye ObArapcKaTa Oyp/KOa3nsA HE HI OCTABI AAKe
M 33a9aTbK Ha TPaAnIHad B IPO(ECHOHAAHOTO OaAETHO OOpa3oBaHNE,
OCBITIECTBABAHO IIPEAH HE OT OOIIECTBEHO-ABPKABHU YCHAHA, 4 OT YaCTHO-
MEHUAKBPCKA HMHUITHATHBA HA OTACAHH AHIIA.

Buanmara 1moAsa oT BB3NHTAHUETO HA MAAAM OAAETHU H3ITBAHHTEAH OT
AppaxasaoTo xopeorpadpcko yumamme B CodpmsdA, cpmecrsysamo Bede 25
TOAMHH, HE MOKE Ad IIOTYAH UCTHHATA, Y€ 32 TOA CPOK TO HE 3aAOBOAH HYKAUTE
Ha OIIEPHO-OAAETHHTE TEATPH OT MAAAU H3ITBAHHTEACKH KaApu. baaernwmre
CBCTABH B IIPOBUHITHATA HE OMXA MOTAH Ad PA3YUTAT HA HETOBUTE BBH3IUTAHUIIN
U B CAydYail, 9e OOEMBT Ha KAACOBETE B YIHAHUIIETO ODBAE HEKOAKOKDPATHO

yBEAMYIaBaH, B IIPOTHUBOPEIUC CbC CHCL[I/I(bI/IKaTa Ha MECTOAMYCCKHUTC M3MCKBAHIMA.
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[Ipeau M3BeCTHO BpeMe HACBIIHATA HYKAA OT OAAE€THU H3I'BAHUTEACKH
KaAPH 3aCTaBH PBKOBOACTBOTO Ha BapHeHckaTa HapoAHA omepa Aa IIOTBPCH
ITOAKpEITaTa Ha OOIIECTBEHOCTTA U Abp:KkaBHuTE HHCTUTYIINU B Codpns 1 Bapha,
32 A2 TIOAITOMOTHAT Ch3AABAHETO Ha DAAETEH OTAEA KbM ABPKABHOTO My3HKAAHO
yauamnte “A. Xpucros”, kato oranas Ha AbpKaBHOTO XOpeorpad)CKO yIUAUIIE
B Codmsa. 3apagara Oerre Aa ce HAOUpPAT IIEPUOAHYECKH, B 3aBHCHMOCT OT
HY/KAUTE, YI€OHU KAACOBE, B KOMTO CE OOYdYaBaT M BB3IIHTABAT MAAAU OAACTHU
apructa. berre  cb3AaAeH  caMO  €AMH  EKCIIEPUMEHTAAEH KAAC, KOWTO
ACHCTBHTEAHO IIO3BOAU A CE€ EKCIIEPUMEHTHPA Hal-IIoAe3HATa Obacia dopma
Ha IIPOJECHOHAAHO OaAE€THO OOpa3OBaHME B HAIIMA IPaA. 3a PE3YATATHTE OT
paboTraTa B TOA KAAC TOBOPEXA €KEAHEBHUTE OLCHKI HA YCIIEXA IO CIICIIHAAHITE
OAaACTHH IIPEAMETH, KOUTO BHHATH IO OIIPEACAfIXa KATO KAAC-I'bPBEHEIl Ha
AppixaBHOTO XOpeorpadpcko  yumamine. EKCIepuMeHTHT IIOTBBPAH  ABa
OOCKTUBHH H3BOAA: ITBPBUAT OT TAX O€, 9€ IPH yCAOBHATA U 0a3arTa, KOHTO
HIpeAOCTaBAT AbPKaBHOTO CPEAHO MY3UKAAHO yauAmiie u Bapaenckara HapoAHa
omepa, MOKE YCIEIIHO, C MHOIO AOOPH pPE3yATATH Ad CE€ IIOATOTBAT
npodpecnoHaAHE OAAETHU apTHCTH. Bropmar m3BOA Oe, e HAN-TIOAXOAAIIATA
YI€OHO-METOAMYECKA I AAMIHHUCTPATUBHO-OPTraHU3anOHHa (DOpMa 33 ITOAOOHA
ACHTHOCT MOZKe Ad ObAE OAACTHHA OTACA KbM My3HKAAHOTO YIHMAHIIE, B KOHTO Ad
ce HAOUpPAT, B 3aBUCHMOCT OT HYKAUTE, KAKTO €KCIIEPUMEHTAAHH KAACOBE — ChC

C"I)KpaTCH CpOK Ha O6y‘I€HI/I€, TaKa 1 pCAOBHI/I 34 MAAAH OAaAETHH apTI/ICTI/I.

H s 0 N L s S

Waroctpupane 4. Yaerumu or Maroctpupane 5. bpaemure 6aserHn
eKCIIEpUMEHTAAHUSA KAAC BbB Bapna APTHCTH OT EKCITEPUMEHTAAHHA KAAC
BBB Bapna

Permmenmero ma xomurera 3a H3KYCTBO U KyATypa Aa CE OTKPI/IC OTHOBO €CAHH

€KCH€pI/IM€HTaA€H KAaC BbBB BapHa IIIc OCI/ITypI/I YaCTHYIHO pemaBaHe Ha
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perepToapHuTe, KAIAPOBHTE U APYIH IPOOAEMHU Ha Ollepara u Oasera BpB BapHa.
He e araaed AeHS, KOraTo IpaAbT IIE Pa3oAara C BEAHKOAEIIHA CAMOCTOSTEAHA
olepHa crpaaa. Torasa 1 3aAa94uTe, KOUTO IIIE CE ITOCTABAT IIPEA OaAeTa, e ObAAT
ITO-MAIIA0HMU, 2 HYKAUTE HAa (DECTUBAAUTE, HA MEKAYHAPOAHUA OAACTEH KOHKYPC,
Ha OOraTHsf KyATYPEH JKHBOT Ha Ipapa — mo-roaemu. [l ako TpaOBa Aa Tppcum
yCIIEX IIPU Pa3pEIIaBAHETO HA KOMIIAGKCHUTE OaAeTHH IIpoOAeMu BBB BapHa,
ACHCTBUTEACH IIPUHOC MOXKE A4 AAA€ VKPEIBAHETO HA OAACTEH OTACA KbM
My3HKAAHOTO JIHAHIIE OT €KCIIEPUMEHTAAHN H PEAOBHH KAACOBE C I'BACH KyPC
Ha OOy4EHUE.

Taka Bapma 1mie ce mpepbpHE B cpeAuire Ha HPOGPECHOHAAHO OAAETHO

obpasosanwe!” (Mopaamos, 1975)

Waroctpupane 6. ['aauna u Credpan Mopaanosu 1o Bpeme Ha
3aHUMAHUSA

ETo u eAHO MHTEPBIO IIOMECTEHO B PErMOHAAHATA IIpeca, B koero Credpan
I;IOpAaHOB 3aIIATaBa TE€3aTa CH 332 HEOOXOAUMOCT OT OAAETHO OOpa3OBaHUE BHB
Bapmna.

[IpoBokupan 3a IPOOAEMUTE C KOHTO TPAOBa IIOCTOAHHO Aa Ce IIpebopBa,
Credan I;IOpAaHOB Kasa:

— 3a Aa CBIIECTBYBA IIBAHOKPBBEH, PE3YATATEH, IIAOAOHOCEH
xopeorpadcKu KUBOT, HUE TPAOBA Ad BB3IIUTABAME ITOBEYE TAAAHTAHBH KaApH. A
32 Aa CTAHE TOBa € HEOOXOAUMO A2 UMaM€ Pa3AWYHH OaserHH meHTpoBe. Orre
KaTO EAHH OT I'bPBUTE IIEAATO3H B HOBOOCHOBAHOTO OaAeTHO yunauniie B Codpus
mpe3 1949 roamHa BIKAAX B TBBPAAX, Y€ TO HE € AOCTATBYHO Ad OTTOBOPH Ha

HYXAWTEC HAa BCHYKHU OHCpHI/I TeanI/I B B"bAI“apI/IH. HaHpaBI/IXMC OITUTH C OTACAHI

161

——
| —



EKCIIECPUMEHTAAHH KAACOBE KbM My3HKAAHOTO ydYHAMINE, HO HE CbM
VAOBACTBOPEH, 3aIIOTO CMATAM, Y€ TPAOBA Aa CBIIECTBYBA CAHO IIOCTOSHHO
DAAETHO OTACACHUE, 4 HE EIMU30AUYHU Bb3MOKHOCTH! IMame AOCTATHYHO
OAAETHH 3aAH, KOHTO OOCAYKBAT OAACTHHUA KOHKYPC, IMAME U IIEAATO3H, CUTYPEH
CBM, Y€ II[€ U3PACHAT U HOBHU, CBIIECTBYBA OIIEPEH TeaTbp, B OAU30CT ca byprac
n Pyce, KpA€TO IIle IIOEMAT YaCT OT KaAPHUTE, IIOATOTBEHH B EBEHTYAACH
BAPHEHCKH OaAeTHO-Ileaarorndecku neHTep. Ho ce mposssBa MyaHOCT B
pEIIaBaHeTO Ha TO3HU IIPOOAEM.

— KakBo ¢ HEOOXOAUMO Aa ce HAIIPABU OT OKP'BKHHUSA CHBET 34 KYATYpa, ITbK
1 OT CTpaHa Ha HOBOCH3AAACHUTE PAHOHHN CBBETH 32 KYATypa?

— W muOrO, 1 Maako. MHOTOTO €, e TpAOBa Aa CE IIPEOAOAEAT HEAOBEPHUETO,
MHEPIIHUATA, CTPAXDT, Y€ II[€ CE IIOATOTBAT U3AHUIIHN KaApH. [ IpakTrkara mokassa,
4ye peamuna 1martau o6poiiku B byprac, Pyce, Crapa 3aropa, [1aoBaus, [1aeBen ca
HE3aCTH IIOpaAn Amiica Ha Oaaeructu. Bops Bapma oOmecrsenocrra e
CHACHCTBAAA 32 CH3AABAHETO IIEPHOAUYCCKH HA KAACOBE, KOUTO CE BOAAT KBbM
npodKOMHUTETA HA OIlepaTa, HO T€ MMAT PEAMIIA HEAOCTATBIIN: ACIATA ITAAIIAT
TaKCa, IIPHEMAME TOAAM OPOM OT KAHAHMAATHUTE, 3aIIOTO KAACOBETE TPAOBA Al
OpAaT “peHTAOHMAHM’ — TIPIKH 32 OTOIIAGHHE, OCBETACHHE, IIOYHCTBAHE...
ExcriepumerTaAHIAT KAAC KBM MY3SHKAAHOTO yIHAHMIIE HMA AOCOATOTHO ChIIIATA
IporpamMa Karto peAoBHHTE KAacoBe B baaeraoro yumamime B CodpmsA, HO
HPOOAEMBT € ApPYyI: HHE HAOMpaMe €AHA IIAPAACAKA, KOATO MHUHABA IIET
TOAHIITHOTO OOYYCHHE — OT OCMH AO ABAHAACCETH KAAC. A BB3IUTAHUETO HA
MA2AHA OaA€TEH APTHCT 3aBUCH MHOTO OT BB3PACTOBUTE €TAalld, OT YHCTO
dusumorormaeckoTo My pasBurue. MeToAnkaTa OTIHTa OCOOEHOCTUTE HA TE3HU
Bp3pacTu. BbB Bapma He MoxeM A2 CB3AAAEM PEAOBHH KAACOBE KbM
My3HKaAHOTO YYHAHMINE U IO TO3H HAYUH CME AWIICHU OT BB3MOMKHOCTTA A2
BB3ACHCTBAME B HA-PEIIHTEAHNTE €TAITH 33 IIAACTHIECKOTO Pa3BUTHE HA ACTETO,
KOTAaTO TO TPAOBAa Aa TAHITYBa HE IO 45 MUHYTH BCEKH ACH, KAKTO € B IIIKOAQTA4, 4
9acoBe HapeA II0 ompeseAeHa mporpama. Cera 3arrogBaMe CAEA CEAMH KAAC, 11O
cpeAaTa Ha IIyOepTeTa M 3all0¥BaMe CbC 3aKbCHEHHE Aa CE HaMeCBaMe U
BB3ACHCTBAME BBPXY OCOOEHOCTHTE M cHeru@HuKaTa Ha BCUYKO OHOBA, KOETO
BeYe CE€ € IPOABHAO KATO CIPYKIypa M AAAE€HOCT .. Taka IporechT Ha
BB3IIHTAHUETO CEPHO3HO CE 3ATPYAHSABA ...

— CHOAEAAIM HETOBHTE THPCEHHSA, OIIE OT BPEMETO, KOIaTO OAXME CTYACHTH
— BKAIOUBA Ce aKTHBHO B pasrosopa ['aamma Mopaanosa. 3atoBa u penmmreAHO
IIPOMEHUX KHBOTA CH KATO AOHAOX B bobarapusa. Bes Bapma mu moxanm

TOTraBaIlTHMA ,A,I/IPCKTOp Ha onepaTa Emua TPI/ICbOHOB, KOWTO HI Cb3AAAC YCAOBHIA
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32 IIAOAOTBOpHA paboTa. MHOro or Hammnre Bp3nuTaHUIN OTHAOXA B Codpu,
32TOBA 3AMHCAHXME Ad CB3AAACM MECTHH KAAPH, KOUTO IIEPHOAUYECKH Ad
IIOITHABAT CHCTaBa - ITBPBOHAYAAHO TON Oermre eaBa orT 18 aymmm... Lleara e
MAAAHTE OAACTHCTH HE CAMO AQ Pa3OUpAT HAIlIaTa METOAUKA, 2 I AA CBUKHAT C Hef
TaKa, 9Ye KOTaTO AOHAAT B Tearbpa Ad BAf3AT B CAMH KOAGKTUB Ha
eanHoMummAeHuu. BAmHOMHCAME, €AHAaKBA ecTeTHdecka Iaardpopma  —
H3BECTHO € OIIE OT APEBHOCTTA, Y€ HAH-AOOPHUAT TE€ATHP CE IPABU TaKa.

— Bue cre unTepecnn neaarosn. HabaroaaBax Bu kax paborure. Bue yunre
A€LiaTa Ha TOYHOCT U IIPEINU3HOCT. [loommpsaBaTe ru A2 UMIIPOBH3UPAT ...

— CMmsTaM, ¥e TOBA € MHOTO BAa)KEH MOMEHT BbB BB3ITUTAHUETO HA ObACIIIHUS
Gareren apruct — obscusBa Credparr Mopaaros — Taka ce paskperrocTaba moprsa
KBM COOCTBEHA H3fBA. /\a CE HMIIPOBHU3HPA II0 AAACHA TEMA - YECTO U3IIOA3BAME
TO3H IIOXBAT, 3aIIIOTO AaBa Ha ACIIaTa BB3MOKHOCT Aa PaHTA3UPAT, T.€. Ad TBOPAT,
IIPOBEPABAME Y KOE ACTE MMa TO3H CBEILICH OI'BH - HAPEUCH TAAAHT. /A HE y BCCKU

ro nMma ...” (Aoaarranesa-Cotuposa, 1980)

Anckycus

HacrosAmoro m3cAeABaHE Ha 3apaKAAHETO Ha OOYYEHHETO IIO TaHIIOBO
HU3KyCTBO BBB BapHa mmocrass nmpoOAema 3a HOCTOAHHOTO CBCTOSHUE Ha IIPEXOA
HAa ObArapckara OOpa3OBAaTEAHA CHCTEMA. 1a3M OCHOBHA XApPaKTEPHCTHKA Ha
aKTyaAHATa CHCTeMa Ha OBATAPCKOTO OOpa3oBaHUE HAMHPA APKO OTPAKCHHE B
obyderuero mo taurn. C BeBekpaame Ha npomenure B 3AKOHA 3a
IIPEAYIHAHUIIHOTO M YYHAHIIHOTO oOOpasoBanme mpe3 2016 1. m HOBHTE
CTAHAAPTH C€ HAAAra HEOOXOAMMOCTTA OT aKTyaAH3HUpaHE Ha YICOHHUTE ITAAHOBE
1 yueOHuTE IIporpamu. ToBa OCTaBA HA IIPEAEH ITAQH BBIIPOCHTE:
° Kaksa e cpBpeMeHHATA CHTyallHA B OOPa30BAHHUETO IO TAHIIOBO M3KYCTBO B

broarapusa?

° Kou ca mali-coiecrsenure AecpI/H_[HTH, YMETO IIPEOAOASABAHE HaAara
HOBHUIIIECHO BHUMAHHE KAKTO B OOAACTTA HA TEOPpUATA, TaKa M Ha

IICAArOTHYCCKaTa HpaKTI/IKa?

° KakBu ca OCHOBHHUTE IIPUOPHUTETH OYEPTABAIIY MHOBATUBHUTE METOAH Ha
IIPEIIOAABAHE U YUCHE?
Hecpmueno ocrHoBomoAaaraiia poas BbB (DOPMYAHPaHE OTITOBOPA HA TE3U
BBIIPOCH MMa U3CACABAHETO U PEKOHCTPYHPAHETO HA HCTOPHUATA HA TAHIIOBOTO
oOydeHHEe B CHCTEMaTa Ha CPEAHOTO OOpasoBaHue B bbArapmsa, kakro u

HPOY‘IBQHCTO " aHaAI/ISI/IpaHCTO Ha MCTOAMYECKUTC M TBOp‘ICCKI/I T%pCCHHH Ha
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NHUTTHAATOPHUTE. HaHpaBCHI/ITC 3aKAIOYCHHC INC OdYepTadAT IICPCIICKTUBATA U

IIOCOKAaTa 324 pa3BUTHUC HA O6Y‘ICHI/I€TO IIO0 TaHITOBO HU3KYCTBO B B’bAFapI/IH.

3akaroyeHue

3a ycrentHaTa reAarormaeckara Aeitnoct Ha I'aanma i Credar Mopaarosm
OCHOBEH H3TOYHUK HA HH(MOPMAIINA OCTABA IEPUOANYHNA PETHOHAACH II€YAT OT
1965 a0 1985 roanna. TexHUTE BB3TACAU 32 PA3BUTUETO HA TAHIIOBOTO OOYYCHIE
I METOAHKA C€ OTPa3fBaT IIPEAUMHO OT BAPHEHCKU JKypHAAHUCTH. B ommt 3a
PEKOHCTPYHpPAHE Ha 3aPAKAAHETO HA XYAOKECTBEHOTO TAHI[OBO OOPA30BAHICE BbB
Bapma me otkpuBame n3rouHuIy Ha HHGOPMALINA B YICOHHU IIPOrPAMU, ITUCAHHI
METOAUKH, APXUBU U APYTH HOCHTEAH C AOKYMEHTAAHA H HCTOPUYIECKA CTOIHOCT.

[leATa Ha JKYpPHAAHCTUTE € T€ Ad IIPEAU3BHKAT aKTUBHOCTTA B AHAAOIA OT
crpama ma Cr. Mopaawos u I'. Mopaamosa, aa ce choOpasaBar ¢ HACOKATA HA
TEXHHTE PA3MICAH, HAMepeHHs, mpobaemr. B cratnara ma Credan Mopaaros e
CIIoA€A€eHA IIPOPeCHOHAAHO OOOCHOBAHA IIPOTPaMa 32 Pa3BUTHETO Ha OAAETHOTO
obpaszosanue B rpaA Bapma. Tesn marepmasn AOKYMEHTHPAT KYATYPHATA MHCHSA
Ha TBOpeLa — xXopeorpad u OaAETEH IIEAAror, MACHTH(UKAINA Ha HEIOBOTO
“BapHEHCKO JKUTEACTBO U “HHAHBHAyaAHO OmrTue”. Makap m He MHOTO Ha OpPOIA,
IyOAMKAITUUTE IIPUTEKABAT HM3KAIOYHTEAHO 3HaumMa wHQOpMAnud 32
XYAOKECTBEHHUTE,  KYATYPHUTE, IICAATOTUYECKHTE, IICUXOAOTHYECKATE  —
goBerkuTe mpuxu o1 omorpacdunrte Ha 'aamna u Credpan I;IOpA,aHOBI/I. Tesn
IIPUXH CE€ ITA3AT M OT TEXHUTE BB3IIHTAHHUIIN, HA €KCIIEPUMEHTAAHUA OaAeTEH
KAAC, OTHOBO C aMOMIIIATA Ad OBAE TBPBH U3BBH cToAmdeH. Ho AokymenTHpano
€ EAMHCTBEHO HyOAMKyBaHOTO BBB BecTHHK ‘‘HapoamHo aeao”. B masocrHoTO
PEKOHCTPYHpaHE Ha UCTOPHATA HA XYAOKECTBEHOTO TAHIIOBO OOPAa30BAHUE BbB
Bapna c aBTeHTHYHOCTT2 Ha CIIOAGACHHUTE HAEH, TE€3H MATEPHAAM MOTAT Al
IIOCAYKAT 32 U3TOYHHIIN HA €AHA CBIIECTBEHA YACT OT HEHAITMCAHATA HCTOPHAL.
Martepuasa € 9acT OT IAAOCTHOTO H3CAEABAHE HAa OOYYEHHETO IIO TAHIIOBO

H3KyCTBO B chepaTa Ha CPEAHOTO OOpa3oBaHue B bbarapus.

IIpusnareanocr
3110A3BaH € CHUMKOB MaTEpHaA, IIPEAOCTABEH OT AWYHHA apxXuB HA A-p

Cseraa TpaiikoBa u o1 B-k “Hapoano aeao”.
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