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Bo ERIABZEEZHVAZETLIRY Vb w i) RBESBEOEY Fid, *
LZHHZ0ARTNIEIT RV E LR OO L FRIEIFICTFICHRRTELbIF TR L,
S0 LRPHES, REDZORELEL IND, EROMIZL T, ERREELRT
TRELWESIL, e ZHELRENTH, ZRICHLTCeBbnHER S T TIEENT L/
BT, LDHZ2TEENRIEIT (FOLTRETE), LwH LR FLE, L
7o L ZOEMPSEL LR, BESOSEAELTH, RWICRALZREENS,

K—F Y FOITRAT 7 + /3% % Mirostaw Batka (1958-) 345 D H kR O FCl34E
BROTE T T, BOER OB LR O BICHBMICERERITIERRERO—ATH 5,




NZHS OFERREEIHEIC R R BIE L, SEETIREMEREZ S H) Ao,
BRAICHERZHRT T b0, [N ] BCHMmShZz0E, Ny hokThni-F (3
7 M) E LTER) 2, MEICESWTHE LD TH -7 [[M3], Z0FEHEiE
IKTEDLN TV —HARTIER L7270, B
RERIZZLEAERE L 2D o/2b ), HEET
DHWERIEF ICHEECTDH - 72, BEDOE 213 2.5m
Ty TNEAY AP FMELTELEE T
oo FFIZZMEET, KOHMTWBEZAHH
HDIEH, TNITEZETR Y FPEI N, BO
B o TZHINIHIE LT b, RO H ol &
[ CHECTHE Y i sz Koo, f T
5. APHICHENEDL TV LD, &RITiEs
THKRENEER T TV D, ZOKDFENE
B BLEINHIET 5 & 912, BB OFAY
fFroniz, 2O7 M) TIZEAY A% L,
EINLHHPICALIERTE R, T2, %
RGRZENES . A Lo 727200 T H Brdso
WTLE)e HERRORLEET T4 -2
DDLEDOT, #HED (KAEZD) HIZALZ L
BTERV, L) e, ZORBHEKDE
S RHE, VoI ERRBEINTWS,

[K3] 39 Rx77 -,3%% Mirostaw Batka

N ADE S 1HEOMRERE, E7ERE (1750 X 760 % 250, 3 % (55 X 15 X 24) ) 2001 4¢.
MR D (51 x4, 85X43%x50) 1998 TH 5, B, K. 8k KDL vAIL—2a Y
KD OB O HTARS TAY . B FICIEE 1750 X 760 X 250, 3 X (55 % 15 % 24) cm, 1EZiH

NYAIEARTIEI995FED [KOWHCIS | I (74 7 ZEMifE, WA, 199840 [ 2540 & Bk | | (=17 [
FRIEMAR) . 2003 4F [ st/ AM O BER ] OUF M. 158) IS8 L7 E3 2 2000 4512 1 7 I
FEMPAECME [ETER 24 (BRI I 2P L. FEDE—RATOT—2 Y a v 7L ERL 7= HHFEADL
FAZRGHELZD . HIBIORMIA D ) Hoo TRl 0 20K L7220 &, HE AR & BIEICb 2 X 95 2ENT
HY DS, o, B ZATEBINET OB B ORPBRGICHEH ST &, BRPARNS—ZARZF 14T
SHMABRA RS YA F L —Ya Y Thotle
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WIHEODA 5 OB PEINE, BOTI200RSEVTEY., BFOTL-RICLE
DA, BEIZEAP—2HVTWE, IhoiEEhFh, ME. WF, Hicxsd
beny, FHCHW SN EH - RO DOOHEPBVEI Ed, K- v FTH,
EEAZEFTORAEE SN HERTHBEINDIFDODELVWIA A -V EER Lo TWE,
F7:, BIEIABPSHAFRREEOBEEZFDL, FEOREIFRERINS,

Ty TR, RO 2 - TV bR L Pawel Althamer (1967-) &, A2BEIC
ER SR EBRTHOTERL, FEONRT -V ARARY VR ETEHI A
TOBMAELY LELIERAERTH B, HEAMPMI,Z2ITH 2 & dbE, #HHrIEE
TEHE—BIAIEED—HEMBOAN DESTTFry b OF 2y 7275, &
B EABERREROF -T2V FIIHET A b —d b5, [HEBRIIRIZBNT,
MBEPHRCKEL CRBPE T 2B L. FNEEOWET S80I 7F 23k,
TELWPo DOV HBERDO (BEALLEA)2006THS, ML HARICHFL, KR
ERR - RBIZEFRPR2ET 2L AP SF— 2 EFF CIHRERKEL . ARIZOWVT
I BEERIIIEE AL VT T HUDTHERICR > TET, MABED LI ITRZ 200,
LW ZERERELEDD, REOHLMD Y. BEREVIETH -7

ZOER, Foa®rbBML7zr ) Y2 b7 - ¥ 27 T Kristof Kintera (1973-) 1%, ®
AP 2= X A0REBHIIBVT, BREZOZBMEHAL LI, ADHEEDD
DD ATHGBIIN - Thboh, HEFMEHSNLIRET, TOWEELERP 2
RV X YA ETAUHRMEREL TS, L3V E, FRBBRLTESTA ML —
et hK, b LABICHELARERNE, -7 TAHEL 2 ARSI EL L)
ZHo, BbTFECEIWIONZVE IR, WERRY 7EETH L. AL FzaD
BEKI—F - 7L ATY 7 — Mila Preslova (1966-) OFERIZEBE T A AWIL. wWTIhd
NHELZHHZRBEATVE IS —HEOBHEIN LT, BFESLZLEIED
POLIZ, WOREOBRLLNLANPLEEGbELI LY, BREETHIETLD
D, ZoIERONBVE LS LICL o T BEFERSIONDEVI ZLEHEI B,

Any 7 F7EETHYATY) —ROMEK, 4 vF « & — 2 | lona Németh (1963-) i,
ANADEBEEEYFIEBL, B2HVWARA VA V=2 a Y EHA L A2 RAPS
FTLERRAL, HENRAA—VEFRBEL T, FLBEROLBHIHOES
(LR ActE) 1996 % (EANRAFLBEAT) 1997 1BV T, KEEICOWTOHE G
MEEBRIMTLATEY, HATBI2EEOBL NI LB RHEHCOTEEZRET,

nterface | itins Fess fvities 2



Aa7 7 & THRET, EREREEROFHFECESLTwERY ) —F - 71475 - FL
JUF Pavlina Fichta Cierna (1967-) O{EfaD 51, HAXDEHL T/ T LLEE DB AALND
Bl »OoBIrLRELRELIMEDSTL %,

NYH)—THEEZHETLEL—T 77 VT 4 « 7 —7 % 2 Agnes Szépfatvi (1965-) &
A A Y2+ F ¥ /NCsaba Nemes (1966-) X, EFLTIA =1 —FK—F] 2#E3 5,
B THE SN, ZhEFRRERLTANSAFVEHWTHWAROTERIC, BESR
XEFEPNTBEY, 2L LTHLWEIETT5—> 720 d HORI CBLE D LB S
MTVBEHITe 7240, BE & ITEY, WEOEITOR—ARBEEZLNThOBHE &
KERLNTEY, FLBACR-TAHARY, ENEALZY LT, [TEDREYOEEL,
SHIEAT—HEIIHOLZ LD TENE, MFIIIZLEILE5TWRETH S, 2ARS
) LR To®EEJIz, e DERESHIT->TEY, £—T7 7 V7 1 HaH %,
FRAYVLFBEERBRELTVS, AULANYHI—HETHEH, EEOL V7 ABE
BHEWT 7 AV - 7 ¥ %)V Antal Lakner (1966-) IZRBEFREEVOD, (2—u 77—
LY V) =X TEF L (REO) YR L EBROBEEZ T, £/ (INERS) >V —
AT, [AR=Y ] DERIZDWTEZ DD, FEHPL LT v —~EEL LA AR
DIEF (ELTELIT, VATRALTIHAIL -0 7)) 22 —-FEFRIIRALTAH
Bl (T FARN T« NGV 20200 Tid, W2EET LTI NMEEE, VY U
CHR—OW (FAVEHPLEDLTIR Lo THBE) 2HEIETHELLY), 0
I REZAT o 7zlx10l,

Vot ZBESERERPORUONZ O, [FRI—ay ] ER[TR-F ¥
Fi[Fza]lewnd &%, EPEEVIRERE)TELONEL L) GEL VI &
Db, FERZNFNOERBOROHEHSIRHE, LViobDTREWVWESLI B Hb
Wik, FERTLCHASINE IS 2RI, BBROETE LV DL LABEETHL LI
Bbhz, BE, 29 LAERE—BHET->TBY. R LE LIS TR
2ATo7:0, SERZSUSHLZY LT, BHUEHEREIBHTELL 10k,
ZORER, BT LOBREEHEHERROH LR LEVHEIHEEL TWA I+,

10 CGEHAZMALDD, WARDEHOTREESKE WL I ICELEE ZOMMIE. BRIV YT
BrRah, TREILOBTER PO QFFETHo25 Ly,

11 89ELIFT O PR OMER 2 HIC b o T BHICHERPEROBLET LI i3, BECRLZ P CHr

[0 ®5nxb e RROEHH- XK
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3. HURBKE OB BRI BRE ORE

BHE TR X )2, 1989 FEICBH#ERMRIMThh, EEOBHMS ~AITHEBELIL
Bl lhb, FRITHI VSN T ad - 2 KB OBBIAEN* FRE L X
)LV B E YK E HLERIC R 572 2, FREDEMOEMPAICZT ARSI
EHE, BHERZ Iy 2 IIRUDWEI RBLH Y, B BRRESEL L

o CHARTIZ. dhhF LT > CHERERHBOBREMVERINLBRIEEINE
Wolze 1970 ICHBENLKEY LY=L I, R=S Y FPoFyy b7
S ¥ v A ¥ Edward Krasifiski (1925-2004) 2SFES T 725 0D, RELHF S HEM D
. FAXIR L B2HEREH L COBRBIME L5720 ) T L TH b, 1996FIZIIHRDE
HAEXFYSY) =L FUFT— P AR—ZATHRI -0y HARERFO 7NV — TR S
FHESh, K= FhbHid¥a— kb - ¥ 22 Piotr Jaros (1965-) 25 o 720 1998
FEOENEBENSICBITS [EHERE—rau Y —ofErb—] BT, TiER
HIBICOHRB LN A E, 7Uyatyy (FIRVFTL) BRHINET» S4ARL.
HRHOBEBLFENATWLLET + ¥ v 4 J Jozef Szajna (1920-) OIEMASHA S iz, 1999
FIE T VT2 T - 4 F 4 F 3 Kezysztof Wodiczko (1943-) A U ¥ v BEZEILED
BREZBARL, BBV CoRT ) vy - Ful=r e Y efthol, 72720
T FAF2RBET A HEE FIEFCH L0, HEBTIVI Yy TTHL, L)
BAXRCHESNDIZLERTH Y. POERFEAD ENERL > THERL T,
25 LBk, o<y - 478 % Roman Opatka (1931-) OB-EBF UT. WHEITHK—
Y FAT, EMBEBTIR-F Y FTCZHRERVA BER7 5 Vv A E£E. FHHTH
e 79V ANERE SNDBEHE V. BELZERLESIIH LT, kLo S
BEBRREICOEHSBML. EHTHE—FH, FAFEREITIVY vy TERFOF T+ V7D
ARET7TMIZELTHERL, BOOEThE -8, BH, UL, tvio/zb ol
ETEROFWERFET A Z & THREEE DI, TR, FEREUIESO & R BRI

ThM LI IER-2BOLND I 0, BVRNZETAFRTH o7, 20D BINCEINSE
ZRVTI) HEZTERLOooHEL BT S PIdES»TH B, Lo L, G0OEMRLE HICEU~OME
DRz, b5 ARBHAEOMBIMKAE LTRELERE LTRAIZE L, BEIEDP R VAESIZRD . B
D& 5% ORI L AERICEE Lo DHIfHEE 2 5t TV b,

Avthdatios



EEHDHEI L, whw s [HRREMREMN] »5EB 3Nl b %, BUEEOBY, b
L BHEEIBCRAPITB L) RIERE B B3 W rRHEDELLIBSHL
TWwWb, BlzZIE, B—5 Y FOY 4 VANV A - ¥ 2 F )V Wilhelm Sasnal (1972-) 2= L+
v+ ¥ x I 7 X Marcin Maciejowski (1974-) OFEEMIZENTHEHFFM s, )
EORNR L Lo TEBENZ~Y—7 v PTHBL TV,

SHBITETHE o TWLLTHAIEAME LTt EREAORBRICELSEIND &
HERBILE, Ay T2 OREPBTONL S, ERABIZVOE TS [Hhlg—
Ty RO EREBE DT THOIEZLIZOVT, WHELDERBLRIZBIT 5,
BT, O vhIIERM 2BRERBER L DIPRE L5 2 REORHEERTTED,
ZOBED—EHRL LT, HEPFERKTH S, LI BHENLLGEHLb0D, #
REZFHPETTR RV, ZRPRTERETHOTE LV, —H T, RIS 0EN
WE5DEIARRZIONE, TILMARE, * v b7 — 7 O, FICEREZRD L
Fo%, Eiiv—r v b BRSO LOEHFTVDY A HEREEICHKNTE->TH
Dy 20X LRBERIIFTTHS ). BROWBBEAL—XIZTLHIET, ZHET
HEENTOABEHEORREIBAL. FERRLORHLEA. FRITL-T X
WREEF—BIEKE WO, HAFEEHLEVIL, —FTEEERZER LoD, 57
AFVFATAOHEL LI RBEXFH-T0H L W) UHIE, BRHAEROEIN
TRRE EDHOTEVD DYDY PIRMRBEREMOBAZHES Z LI X > THRICED
Frdbg/, BELRTBRERLIEDFTEL S,

BRI R, BIEOFTHA, S AN 2 REEREEL R HERICBIIZE ML D
CHRME, HEATFRBHET T, M2 TEFORBAE2ZI P LOEHLIFS WL Do
R EBREE COMER L A BT 2 0RSFPICRRZ A Mk v, Ll bl
BOEDHERKEFUB. [T -0 v S LI ERICERL LS L LT AHREEKE, g—1 v
RRT AP A L) [BEE]IMEPEVDOZ ) (BWRZ)H) L LT, HBLOEEHK
AERTVLAEER, ZOWHIF. £ 825 L) TnT, BB Z v 2F D,
e ZEBRMEERL. HENLUEMRLE( ERoTwI ) &, ZRICLTIIED
NI FY %2 Ro. $4bb WEHIC(E D bIFE - REFREUZOHET)
PHEROFSREEE A [Fl] & 2o THABE LN LT b & 2. 22 osbni THERZ]
B L Tneds, EOBBHRENZRESC LT, ZOMREHLCEYHHE
NARVENL, REWICR > Twnd, TRPUIIREETH UL, FA2higic, &ML

I ¥ oxsemRROBE - 2k
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EHELWH RS RABRLT 5,

8O & 0FERUTHT TOBEH. £ L CF 221 43O EU MBIz 5 TS,
R OVER 7 HIZRATICIR 4 L BBT A H - RELAICL T, S22 dFEROF
WEEBELRDZ PO LT, BRI poRRREGHEBELYIHEAICKEL, tht
BVIRD HEMAPYWHEBICR S N2, BREROFR L LI, WL FEHRL SN,
A BHEBEEREBEIIZZONL L) koK. FHOEIAMERD TN EDH
. R0 TRZIK LSBT LESZDOTIEARVES S B LA LEERS, [BEHECHB
WEMIDRE S - AR DBIBVE T EO TR, TRNEFNOBEBES L EHMEERE At
Oy RLUTERLPTEEWIIE X, BRNLHMEGESD LRI TOI) 32K -H0%
CEoTETWD, ZNENSZE, FREGEEOMER A L BBRIELZNENO IG5 b
ReBITEEE, BRICE>TORELEREFONIELE 2 5. BHAEMZ KL KKD
FALXEATH 2H, FNTHIL L DIERPESEBEENEIT TS, & D biF. HEEK
HIBOBE L WIRIR T T, fERZ2BI13E) LAKEZ ) FAALT 7 Chtfemzgsa
BITTwd, BROKICEHFEINODH, FOPTHLFLLESFETS 200K ELL
T, WICRERLENS L, BRICEOFKS, ZL T2 —E7HEMP, 22Hh6IERT
Bhs7%59, ~REHENCRAZL LTS, RiXEIr 288N L RBECRECHL L
fEf b2, HEICHFEED, B R/ E2AAN L2255, 29 LFABROBE
BROVERI=HA 6, B2 BE b RVITRBERLE R/ L ENTE L), TOBENIIRL
TRBTEL LI LIDOTIER

(5D &l - ENEREMEFEREMENER]

12

[HFVWBlueFire b W) ¥4 MAT, BEETINER Y F— LB S N7 O 1999 F kA 5 20004812
PHTDIETholz, [HRI—-Dy SOEFHERLZL] EVIEEDOT ONLZEAELYF—LiE, TV
I TOBEMRER LI —, TERI LDV 4 v CERE, TIFRTT 7 ERLY Y —HBRBICED
L. 1960 {8AH 5 704ERE TN OBERER 2D IMUBDTBML Tz, [FWvg] Lk, /sF— - 8ax,
TYINWF7EN, AL - T o= RVOMER(BRE) 199ICHV ORI ATV ThEH B, N7y FA
F—DTVLy 7R =W F A Y EERBEREDT v T4T - AAV 2B EREFELIRERZ S —D5 14 b
NE LTRSS, ERZEE, KESOREL TELXTREIINZ 2L 2BR L0022, HEES
Bish7zh, H5NEKEEICR Y 7220, F2AONEBL EFOBEMICL Y 72050720 BREITIFRY 28
L BOLHCRA LY, BAbeRERST, [FlEOHHIIC LT, F) LTHERRATY
BOW EIED G

Activities 2004-2006



NIHY—=DF—IN—XEFAHT A
THBLEICEZDE LD

BT

BHRICIBITAY—VIN—ZADIETD

BIEONYF) —OFREFHMT 57201003, 19705FERWBEIIC T ¥ X2 P THE -
727 %= VT 7 AT 7 VEFHO—FE, [F— v —XEXH U A ténchdzmozgalom (5
VANGABE) | HEBETDZIEPARTRTHA I bbdA, ZOEBLFICH RE
FHEIHEDOSTSERBICL->TEZENTELZL, $2IDF—IN—XTXHn
LB E R 52 WL ORDEENT LR D 75— U T AT LEB D Ho
Jebaley WY HY —TidE e, Wb® B [328—4 - 2V — FKodily method] & IFiEh %
BN FREERRMRECRY LR Tazo, RETRERLMsh, A&
HEOREEZONFLTHD, LhL. F=rIYN—XEIF0lidlEnzdnTh
D, WERHIEZBFLTEILLENOBR L AL TREMBEDO LD TH 5,

F—rIN=AEXTALEMAPDOAPEG LI ETHE 720, ZOFTH A
DEVEME, ¥z R— 721 7 Sebb Ferenc & NJVE Y 2 - X —F Halmos Béla S E
W BREZE U e OGS T FRZ MIEATOHRZE A V71T, B 2 ER
CAVIHELOEERBREZERL T, HORZODIEORBREBERALZDS
A R L CEEN BRI EEZ RO E b 0TELEL. L LAERNLZD
DTHo72E V) NVEY 2B GE- T NI2L A IZERE. ZOFZE TICHEV
DB vE o H LB LA 5205 Fhidb 1) EHEES OB TER
M) 4 FEEFFETHECERZAEAMTOLALIICHI A2V, 3T
7on ZFIROHFERTHRATHL SR TORBEZRCHT I L3 b o dEo T/
B ZLELERTHAONL ZLIGBRERDDERDAATH 2SS L, [RIET

i (2002) WIS & o/ T 4= U T 7 4 T 7 VEBHIDWTORBYD %o

M seozacesmons.zi
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HEHS>TVWE] ZEPMRELR>TIOL) RERZ LLOTREVI ENFD D, B
Wl ki, BEONYT) —OAEL B IIRBEREVEALDIOT, EOLIERE
AT PREALR LR ol v, EVI DR, NV H ) —OEREEOPTIRO
EENHFVICLBASINL T LS THL (AF A PO LEBFALAZ & Thal,
HEXBOTCHIOMEEEBD SN ERLZEDTED), T2, BHIEL KON
DENENOEEERE LTORBORBERICERIES (LS, ORI LA
BHETLELERTELPo72L ) THE, NYH)—ER L TIERTRLZRIIN T2
HEFHLENI A A-IPRPNUTOLHENSER B L, HBED LELR - IREIC
Hol b BAZENRTELD,

WTFRICLTH, COZADEEFISEMR oV F ) —OEBEEITHEERL,
FNHTLHEEE2 I M) EARD T IRER S RREECHZD. R
FELELCEBOBTRET, RO TREON—<=THTHE LIS T 7 =T
BEONYT) - AN EZFRTCERPEARSNGGTEHETLI LI, ZDLH
B Z LIINE, FEEFTHIRTNELR T I E TR e oI A, Fniki
W SO ) LeEBH 2 MA»OFRZZFT R —F L, BEILTINZOTEIL, %
LI BIE IS ZHER VWO 7N V) — OB OBEERICHL
LRI L,

ZOMIZ. HOREBHEROBRMMTHLT 42 —)b - ¥ ¥ — ¥ F)UTimir Sandor & 4

Hofze T4 = NIiTLKE, VESH  HROUXERHETAI VIV —FTho7
REBUCEH S REBHEOBANEICBE LTy Rd o, T4 v VENKIEE
TS RENNREEELZ PR IFEL TV L) T BIDCZADEERH 7 4
T VIEEADSIEE A I L5 Y LIzEFo TS M, T4 X —NVIZZAZT|I&EEbY
720k, BREBEWRR THA<NT 4> « V2V Y 2 Martin Gyérgy Th o 72, T d
DEMRE L HIIRBBREFOTREEBRLEND, HOHRIPHTIOEOTLELEH W

EEHELREOERIET ¥ — 4 PRIBL-EREHE. wbWwhrIy— A - 2V y FIZOHBHIELND
B ENEPD TR, YAV [N H) —ORBELIR, BECHLTREQIEFH 2 o TR
(KODALY 1937, HAFERRI32) LR LA L5 I BEOEREES—HH BEREN Tl L L DBEEFD 5,
REZCERTEMELEMBICBO TP o 2H LT T, FERP T4 -V FERII7T Su—FT52 L
1M IE #5722 ARADI 2000:21,

HOLLOKOI (2000-2001) 12 Z DEFOBBEATE S LT B 4X— VB,

ities 2004-2006



AZIZHIEL, BBRLTILIZEFREVDOW, 29 LTEMIRARDO Y — Y
N—Xtanchazid, T TIZHBISOEOHLATLEZNHE LT, 19725867 ¥R
AP TCHDO7F 27 EBEO A Y N-IZBELTETIRER I N,

BYEELEBTHE 7 - yN—AREIESORFATREY. ER:LDOERNE
HEEOPTE Y= IN—XBHFEL. BREL TV, 205 —rIyN—XbnI)SEIL
B EBEOMAEBRTHLDThHo72. AFLIECOEKN RS — Iy N—XIZHY
IZET, €L THEZ LML TN- M F—% ST, TD/8— b F—ELZE Y D/5—
F—TbHY. AMEEZRICTEATED D, BRTOF - uNn—J3EH. BEOKRH
IR oNT 2l RAEA R =R T Y RAT R, HELNINHFERS O L ET, Bt
AV OTHRRENTWE LI BDOTELEP o200, BELLIZIOBNOREIIZT
EBLEFREECRAB LI IETIMIZES ) LBz, £ THLTIRVWIS— | F—
PEEBTLZEFWL Do BN, CORTTIRZAMIDSL LI RADY -~
IN—RFE L > TWbE, THFRAMNTRIZEALBADIAZEINTY -V IN—2X
HEB ISR TS, ZRE A -V T4 v 7R BRAEBOL -T2 B-THD,
BLOLEDIZRTIONTZHFTTHLE, SVBINE, TV Uy IV shi-BEEfkeN VT
V—MEDLELTHAONTVWARE, ZLTEY DI EEN] L EhBTOY Y
VR LIE—REELFETH D, T2 BROFY - IN—ATIRLZHBO
BAOBYLEELZVLAVE )LD TE, WHE“TAMF) UV HBILEDT
X5, HOBERNRS - IN—ATRATEZZDOTHOBEY L BEICOABLAT
W, 2OLHD “HE L2FSLEV, L) BEVRED 5,

TERZAMTHRO LN/ F — Y IN—ZXDBMEIz B, ¥ IN—XLVIHOE
FEEHSETCREBLZY, ARCINSRESNIZA V-0 RET 52 L
CBRZ b o7z Y2 X—RNNVEYV 2, TA—N, DT A4 DR I—-YIN-I%
MDD AHT S L EBI, S 2 CERNR LS N -2 BR LB F2bE 1 VA
FI 7 F—ELTHESELZEIER. I LTHEMONDIKREIZY - IN=IH
BlESNB LIk o7

HALMOS 2000:30-33.

OEEZESINTE Lt T2
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= IN—ZXEZAHT DR

WE LIS — YN REREN R HRRIIT E e ho 25 RPCEELLD
BMTHONL LI IR, EE] ERAZERTELELRELSZIENLADZ LS
Bolze COBEIWOPOETNAYT) —OTHEEBIHLCBEL525LH 1
Lol ThEEEEDTAL I,

) F—YIN—XEAHTLR T TLEVEEFCH ) FREARMCTLETLZ L 2T
BRIZL72e IOV 7Y —8Mizd oL THOFTRRIZL o THEBEIN TV 25 B
HCROVBREOTELHMBET LI L3R Do/, TREI AN, FD L) RERITH
THTAF—VPNDOE ZATHESINLIREDDLRALREN Tk ol FEL
TPRF2TINVHEREINE Y — Vv IN—ADANTEIZ. ZOMOFELFEY 2, A
AFIIBTEERE D527

2) F=rINn—=XTXAULAEHZED, TORENEROLICON, TUORBE
BRlOLEEZA Y 4 VIZHOEARL 720 &N, EROOFERENT, X 57— Vbl T
NFELLHEDOERB RNV IR 5V v 7FEOF T AL SICHKTIERLE
BRLPEBRL LD LHAR, BETIEIE & A LORBBIRMMA Y — o — Xt (B
LV ENDRE) THE7:0, L2 HBEORELBEATLEETHLETH, [£—¢
YAy oI FRERERRLL) LA, BERNICOA - T4 VT4 RELE
HH LI, WIETAZ LB, ARIZEED LS T 5,

3) LETEREEBFRHHOY 7Y —BFAIC L > THEBEN TV, F—r =X
HEONY FIZR->TROOND LS5 o7 BRVB L o T/ Dhn3
BLREZITIL- N=F4 - H=FTA)RE ¥ ONTL 7)) GO TIRER
HEZL > TS24, ORISR D TR o /o0 AP OBEZFERTE
BYBET TR, BERAERPEAEDO L S— M) -2 bR LHAL, TOXITL
TEBROIEH e BRI & FRBEHRIZ T#EINI-,

4) F—UIN—REATOLEF— VT AT A OBRERZRA L, TNEBEEL
T AT LA VIR TOGEHENZBERTE ML S L R- A2, LT LIEM
ReETATELTH, SLAFERNIINAZINTET A -V FT—27 217w, B
PHEFEEE ) LA, FROPFINTELREIIMNIBEE D o7, BE, BH

01




MR ERTEMEDOAM I ORI SBTETWE AN AL v,

5) F—YIN—XEXFALPEBELZIBERONZ LWL bRV, AU FT)-DL
O FEECDHFLOWTEESL S S, ZhURTRF -2V 7 1 v 7 ZRIETE
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Volt egy 6reg apd. / Volt néki, volt néki / Kilenc szép szdl fia. /

Nem nevelte 6ket / Semmi mesterségre, / Csak erd6ket jdrni, / Csak vadat vadaszni, / Es addig,
addig / Vaddszgattak, addig... / Szarvassd véltoztak / Ott a nagy erdSben. /

Es az 6 szarvuk / Ajton be nem térhet, / Csak betér az vdlgyekbe; /

A karcsu testitk /Gunyaban nem jarhat, / Csak jarhat az lombok kézt; /

A ldbuk nem 1ép / Tlizhely hamujdba, / Csak a puha avarba; /

Az 6 szdjuk tobbé / Nem iszik poharbol, / Csak tiszta forrasbol.

BHBHEIHIELCTXAEBY T L7, HITIZIADTIES LRELAET VB F L
HEBFBICAEE2REBAIMEBLTRST, HBUEAS>THEREF S LT 2 HK A
DTL7
BORTVREALRWIEFIZLTEDY, BEIIEDboTLEVE L, HORELHE
DHIT,
ZLC HOOAERFOLDNEL THARSZEHNTEY, FELPEI LIHIHVOT
L7z '
BoDIFoZD E Lo 7E, EREETHEEHEHSLIEDNTEY, EVRoRKL4DOH%E
Bl ELPTELVDTLT,
o OHIZBFOROPIZEAALZ LETET, ZOPLELEDO ELPFITR2VOTL
720
HODNIHRRTIAPLHKLI LR TET, MBLRELS LKL ILPFTERVOT
L7z,
(BBEOI—7 ZADFP D, FTRIEVWTRGFIHNEICELS)

ZOHBLELOO] L VIBTELE, OB - IN—AFFEIZL 5T
) —FREEROMBEL AT LLDIRIELAVSN, 5%, ZOFVHLE
FILEGER) TEWEDORR Y — 1220 “HMHIEL S 2BETLEME LTEDIS
ZLIDNE, BEAFELRFARTRTOEMBIIEITCIOSCHLIHONTVE0E R
5ZEHTE D,

MEEEFEEINCES {07 0

265



266

[BE1] REHEEDEICHEONIRAS —
BRI B — 2, RIBTIEHOBEIES %
AT HbOTT LdhD

NUH) —DFREFHFEY vy —a Y - N=
> b Sérosi Balint iZ D FEE [NV HY —D
BHE Z O & FRE] (1994 OH T, 1970
EARHTEIC RN LI REED Y RXTO
HEFEEERERZTCRLTS, 221
BhniHoEERE-HIE, FIIRFEEL
THATHEBZEINLIRETLEVDDOEHK-
YA 75 flleo ¥ Futs

WHRMECZ S ITORES. RENGENT - FEHRTEEFTL Y IVENEI %
L YF A Y VTMED IR KR LT 2 KKz, HEY T, v+
TT— Do RN OV EDORETHRS>72DOTHE, (—HE—) [RLHRD
W] L VI EEO L) BRECHLAHA SN ZWE 12, REEFETEH 1Y
FTRTOMA [FhH] TH D EWS (REAZDL—TIHBE) OFICIZREIZDST
XERPNTELOT, HHRINPEYTREVEHSEHRIEVE»EL B T
Lo E X2 MRKE N o7DTH b (p.104)

Yy —0vid, ¥ IN—ADANPEPEETG MBS ELERE b oo vEL R

BEEOMBHEEZFRLZD . BROLZERD? S 725 Sz O @RRHE§ 5 15
HBHZERERMLEI)ELT VA,



COMOFERIIMICE AL ENTE S, HIVEK Y gardon & FFIEN 5 RIFEERIL S —
VIN—AEZXTOLDORMADPOANTEDOEZ D EDIFTEL, F—VIN—REXN
OLEIRDI—ANThHbLyzR— 72y vid, TEMEMS Lo T

W DR R OREZAS TN, &5 EHE

ENFNIE T AT 2LV IO AN EDH

VRV DOWBHEEF L THDEWRICHZ 20 TV EFIIEOBES LI 2 2 81 ) 25,
—23HTb, ) —DREYFHI—PDEHITFLL DT, ZTOREBIITREO—FLE R

B3I ELTEHLDTHb,

NV EF—s i THwSR, BIET
bIRAYaAaTT 7 A4) v &E—HICHEX
NTV 2o DRI EHEEOMAGDEE
N —FEEOE 2O TIEmSNT
WP DTH L, bbb, 4
RN =DIFLALEZICBVTDH, &
DO EITE, (Z LV TV L EEROL
ERBHIENTEDL, EEITIEINS DI
KHkT20ThwlITlibhE Z &SR
HBo HIVE I 0 MR E & AN
L. ZOMHBEEDNA 2787 POENE DIEHh
5, LRBIENTEREA),

T —UIN=ADONTEE DR EIRDY
PEEHILLTED WHEY AT T d-
tera E FEIEN B, NUHY)—TEREBIA
CEH SN TELBRESRLO oI
B\ VAT IOFEHE DI HEREVH
S5 YR A ENTINVEAL VI 2 —D

[BE2] 74 FVEERSTAANVEY (F)

FTEEICEATSNAD, 29 LTRRIEBICRSEHEINTELIOL ) &I T
[HMKRIE 5 DIEME T I ZENTELDTREVDIESL )M ?

267



268

[(BE3] BROREWRERY 17T () &rFo Koy

BHAEZIN—<=T o TWAIVTF—AEdédly BT VT 7 =7) HIFDFH
@\nyﬁu—wkm%@ﬁ®¢?ééo&%%#&%@kLfﬂ6n\&—yvn—f
DEFEZL /=M — %2R L TWb, AEIEEY & EROFM % H12o1F, L= b
V= ZIET 570128 ZoM T EREINS. —TF. P2 TOIEBNY T —Ths, H
EATY 7 ¥ TICBT D7 2V 47— Felvidék i1, HF ) AGAEL v, 7«
VT4 F—=713NNV b =235 — A SPEDOT=DITH#H Y K LN T, BfEd %
DAY = AL E LTHIS NS, R OWIBETO Y 7Y —HEHOEKD
V=Y DOHTHDHIEHENTIER SRV, V4 ¥ H - 3 F Czinka Panna |2 X B 5A)D
VTV —EEH, HEVIROEEHEREZ 52T 7 AFVZAMNTI TV —BHD) —F—,
EN1 - ¥ — 7 ¥ 2 Bihari Janosid — A& D 18I T = vy 4 F— 2 IZE TN B
DY T =HMPZF TR, HIMO AP EDEEMEY ISHFT LT VT 47— 27 OHE
DY Ty —RHOEF IO T TV — AL SELLONH DA, TN OH
BAZOMOGTREFBATERZEREZD o TWAIELMEL TV, F— Y IYN—XT
&, 2 FLHBHARCEFY R CTREZ R CELZY T Y — BN % P A58



., COBOTILBENERLEINBT-D, 7o VT 4 F— 7 OGENEEINL 2 Lt
bof:b:?g:‘/\c

FRAED OERIZBNT, 505 V7Y —SEIHOE ) FrbolEr ES { F4T

TE7 BRI L > THBTOY 7Y — S EEHNLTW2Y, AUZEo0)
THILbHDBY, MEOEROLIZBHLRYEL-TWDE, BHOY T Y —ERIT
BEHERL, WA= 2ZALTERL. BEPTIT DNV TWI20 L) RREN LT
FRLAY, 2LBRENT TR O0BENTHEHEVEIEZBRENICEEL
720332, 20X LFROEYHICHL, HOIV T ks LEEL, BT
ORGSR FHERKICEREL I NI A —EEOE TR, BEOFRIT<, 2F D
VIV —DFIZPERONTETz, BIHPMERLTHTH, LFLL V7SV —%M] &
FEN DT TiERL, ZOMBREMIBRITEICELZ-TBY., HOOEETLIFRL L
DNEHEL D> TVEY, WTFHIZL T, HHRBETOY 7Y —EH L v S0 MR
ERoTwAERLZINT VS, Ldhebbd, ¥—rIN—XOATFLIHTOY T
V-RME MEOENDD” ELTRTFL, 2OHFEERICITENTH D, EiZy—
YYN=XEXHOLAYUENICE R, B0V - EE b BHHRORKERH o=
BTV VI REPDH 20 L b ST, THiH, HEMIZ, TV F—A475
OB —HICHCEE SN, PIRIAVIVARHEAREEL VTV —EHE 2 H b, W
5128 o TI98IEDEKFIIEBMUAIZ TS RA M, $HVENYFTY) —BEICHIEZ &
BHELP oz STENYTY—ERNOVLDROF — = X TEMMCHERLT
WAHELDEEZRLI LI ZTE B,

INSOPRE, F—UIN—ADODANTEOREMEBREERTL EFHL L vy
WORTELRRY (-t 74 v 7] THEILLTBALEITHY, [F—krF 1y
ITHV] ERBUABERIBRL LD L3505 EOXHICHBT50» 310 E R

ENTBY, LrdZ20HBRATLIRBOSLH0TIEE . & X ICEELSIFED
EEEZLMUVEZLIELTVAINCRABILE 2 H D,

LAl O3 ZO[A—YyT 4 ¥y T41%2KDT, PRI 2TOWMY FRERZ T
HYRDBE, BHOTA =V FT—2%To720, B CTHEShZEROS v v FICHe
FhZldbwnibiv, BRI LLBELZTEDLY” BT —IN—X%FHATW
5LE-oTCHBETIELNESS, 2F ), —RLALIAENLEFERLRIICHLLE
Vo DB LS — I N—XTEH LD, EOLIHIZNNLEERERI L TIERE

P EPVNCES T -2

269



LEWHTE2 S Y, HLERTEA VTV OEFHTHE L) TENTELZOTH B,
HEEIZBWTY =y IN—X Wb o2OBHMNRRRE D > BB ThotZ 2K
VWIRBERLTWERE LAV, WFRICL T, FTELHBHEOEEITI ) TR L,
EHEIOZRHEDFEIIBIRSN TS, LEIILHTELPD LBV,

Y= IN—RERAHTALUEDN Y H Y —DOF AT

F—rIN—AXEZAHNVLRGNN N =705 4 o RIREEEEOBEH.
[2F—4 - AV —F] EIFEINLERATHRICHERS L, 7T DAL TRV,
LL, ThETRESTERLLIIC, TREFEONEIF. L) biIF20HEEFZROHy
HRON Y H Y —~ AOERFROBIFICREN LR EE R L W) LB TELES
Vo ER ZOBEHMNETY. EELTHLIELLDER RS, y—ryn—X
BNV T —ORFERNLEE - ZRY—VTonEE L. BEADO Ny 70—
ELTHEDIRBAEINEE TR T0D, $/o0 N FI—IlhERHE T, T
OBBETEESTIE Y~ IN—XEAA T LHFOEER, H5VIIHEL ITHEL 2T
TEBERPEREFERTDZO085LDIORFELRY, 0ELERIICR I Do BT O
VT —HEAPZIRHOZ LE R kot BRILVFEECHED. MELCE KSR
BbRy— v un—XlE % 5 RBE8EEMELONELED ) T, LESREEETICHINE
FIEENLR2AFTEI LD NI ERETIE R B> TS, CDYVa vy P TAFTE
AEMEEROTRIE, BER 74— VFEEERTE BEAEEY - Nn—ZLF0HE
BRICLZI0THY., WOV TY—BEHADOLONZ ) LIERERDOH T T —1TH
WRATZYVT B Lidhv, VTV —BROF 4 A7 2w TwoRs, [V 7Y —F%]
EFZ A MDD SENI—BICERSN ). BRBIZGHPDRTETT A AT L -3
NT, o Z ) XN THERLE, TOL)RREOVDLEDVEDELESTHS
. = IN—REXHF B LRBERCBOTEREIVPIAESRL:, w2 ED

FFEMNTE LCo0BHUF» S BREEboTERTANTA VIR, A V¥ 2 —DhT, [¥—VY
N R TV—A 55— WY RALIENTERPoREWHIAT, ¥ =4 - AV FEEOEEHEHOZ
LT ERDP DR LRH ] LFESTWS,

270 interface Humanities Research Activitigs 2004-2008



R BB BIIRL TR TR I EDHBTE L),

=77 COEBLFIASRAICEROFEL 2L > TV 7Y —%HId, Shick-T
Vo Z)EHOBDTRES N, POTEEZOLEE RN TRL EoTVA, bLbLEE
WISCTEEED 2 LCE-u~vORMAZHIZE > Ty bIFRPEED LAD R WEHLEITH
H3AHAHAHEHFD 2 ROMRIIEZOBOTREEAEHEM L SFI2, 75 ¥y 7k
RV A, K252 HET LIS, HLVEHTERAKEIA 77— L L
WEZT FY 74 2T D% v, ERICE, SOMORRTEOBILN 7 5%
BERZNIED R o TRV ARWVEE R NP0, ZOFBEOHLTH % EIER
JBIEH IR Y7 —BESHET A2 ER LA N T VICEEERZ EIRITEAL R, 20
72, RMNEIFEIELRAATVWE LR ENG, TORKE, V7Y —8FIEHIERN
YN = ANAFTIERL N A —OBNROBE L RSN, ‘X% VT 1 v 77 T
77 a E LTCEENHEADHTHET A LDIZ LA L LR >T WA, DO TNHAY
)= ANDLDEZHEFTLIALREHATLERRINTCWAY T Y —8EIZIEZ, 20
HOPLR L/S— MY =T
HBHXY ) /) — ¥ magyar
nota ZIHET HWEHHE D %
otz RN 2 ik F & 15
MR EREBLTHOTO
INAHY — KD A ZF )54
ERBL VLI IYIL - J—
FIEBLE OB LR T WL
W= PM)=TiE%<, LAH
T4 75 BT % B3GR 3 % R0, <N
PHY—EC ELTE BN
575y 7 ERICHET D
AYF — KF N —=015

WZIFA THEE»N TV DS D575, [BEE4] TH¥RAPMDOLAMT Y CHET LY 7Y — %R

(FI)= - T7AF)V=ZAMEIRNVT 77— - TV25)

10

HiJE 2006:p.106.

271



272

VIV BEDEBRBIL. F— U IUN—XEXHTUABRI LD o772 LTH, BEdh
BErNEAREEZDZLLTELY, ZOEBIL - TEFOEENFREDOONZ LI12id
BOOEHII LTSS ) ZITHRRNIIGEHIA SN EMOEE RSE I EHRT
&2,

IANYHY) = TIZ 1989 F I HHIEEHRAMEZ D, 2005 23— vy NEE~OMB L R
2l7ze THhODBRFRFRERIBTIH LB EZT TS LT2E26LTw
Bo §—YIN—AEAATAIL s TEE L LI CRZZBRN Y H ) — DT HME
Fizd, TNFCERIEOEMIHLICHLS5ZIN0D0HE, F—u v SOHBTI-
TR=F VAR P ONBHT, A\PLOERIIEDLHICBLL, FRNEBEEZ
EDLITELZTHL O, SHLEFEBREVERE LT LEND 5,

[ ZwE ST - EVEREAZBHT]

(f¥y¥a— (HTHIE]

ISV a s FY o - 7 — 2 KOBZOSKISS Tamds (HEF, +— 7 ¥ RS EERRE) —2001.3.26
By 2 - 33— 4 SIPOS Mihdly GEZZH) —2000.9.3

Y= . )N—1) » | SAROSI Balint (F#E%:E) —2001.4.1

F 3 - /85— ¥ a2 NAGY Baldzs (E838MEE) —2001.3.26

NV - ¥— =) HAMAR Déniel (EZER) —2000.9.3

NVEY 2 - R— 5 HALMOS Béla (RIE%E) —2001.4.2

Na Y - H—N<v—Y BALOGH Kalmén (Y 4 ¥ /S0 L %) —1999.3.24

TA4TIN(T 4y Y v—) 4 Y 7— FISCHER Ivin (35{E%) —2000.1.20

74 MF 4 v - 35— FOLTIN Jolan (EHRIRIHHE) —2001.4.2

RyB—3Ya - w—7— HOLLOS Maté ({EfIR, 7 »#u b v FE5E) — 20001280 @2001.4.3
F—AW— - ¥ ¥— ¥ NIV LASZLO Séindor (7 & / — « 705 2 —+ — = %) —2001.3.26

(25300

ABKAROVITS Endre. 2002. Ténchdzi portrék. Budapest: Hagyomanyok haza.
ARADI Péter. 2000. “Membranzizegés vagy él6 zene. Interji Halmos Bélaval és Sebd Ferenccel” Muzsika 43(7):
21-24.

irteriace Hurmenities Reseavch Activities 2008-2008



BODOR Ferenc, ed. 1981. Nomdd nemzedék. Ifjiisdg és népmiivészet Magyarorszagon 1970-1980./ Nomadic Gen-
eration. Youth and Folk Art in Hungary 1970-1980. Budapest: Népmiivelési Intézet.

BOYES, Georgina. 1993. The Imagined Village. Culture, Ideology and the English Folk Revival. Manchester; New
York: Manchester University Press.

CANTWELL, Robert. 1996. When We were Good. The Folk Revival. Cambridge; Massachusetts; London: Har-
vard University Press.

FELFOLDI Lész16, GOMBOS Andras. 2004. “Living Human Treasures in Hungary” Hungarian Herritage 5(1-2):
46-55.

FRIGYES], Judit. 1994. “Béla Bart6k and the Concept of Nation and Volk in Modern Hungary.” The Musical
Quarterly 78(2): 255-287.

FRIGYESI, Judit. 1996. “The Aesthetic to the Hungarian Revival Movement.” Retuning Culture. Musical Changes
in Central and Eastern Europe. SLOBIN, Mark, ed. 54-75, London: Duke University Press.

HALMOS Béla. 2000. “The Tanchéz Movement” Hungarian Herritage 1(1-2): 29-40.

HOLLOKOI Lajos. 2000-2001. “Hogy a lélek rendben legyen. Beszelgetés Timar Sandorral” Folkmagazin 7(4):
3-5.

J. GYORI Laszl6. 2000. “A tiszta forras kornyéken. Beszélgetés Sarosi Balinttal” Muzsika 43(4): 3-5.

K. TOTH Laszlé. 2002. “Hangszerész hangszeres. Beszélgetés Szerényi Bélaval” Folkmagazin 9(1): 41-43.

KALLAI Istvdn. 2000. “Ciganyzenészek és kiilfoldi lehetSségeik.” Mozgs vildg. 2000(10): 96-108.

KOBZOS KISS Tamas. 2000-2001. “A hiteles népzene és kézoktatésiigyiink reformja.” Magyar Reformdtus
Nevelés 1(6):8-12.

KODALY Zoltén. 1937. A magyar népzene. Budapest: Zenemiikiadé. HAFER [N 7Y — O RIGH %] B
G0 B TRIKAE 19714,

LOSONCZI Agnes. 1974. Zene- Ifjisdg mozgalom. Budapest: Zenemiikiadé.

ROSENBERG, Neil V. 1993. Transforming Tradition. Folk Music Revivals Examined. Urbana; Chicago: University
of Illinois Press.

SAROSI Balint. 1975(1). Zenei anyanyelviink. Budapest: Gondolat. 1994. HARFER [No ) —0FEEK
OIERE & EEER] MFHET (PO R - FHEZ KA. 2003(2). Budapest: Planétas.

SAROSI Balint. 1998. Hangszerek a magyar néphagyomdnyban. Budapest: Plinétds.

SIKLOS Laszlé. 1977. Ténchdz. Budapest: Zenemtikiado.

SZELL Jend, ed. (1981). Hiizzad, hizzad muzsikdsom. A hangszeres népzene feltémaddsa. Budapest: Muzsdk
kozmuvelddési kiado.

WOODS, Fred. 1979. Folk Revival. The Rediscovery of a National Music. Poole; Dorset: Blanford Press.

BHHET  2002.[[5 Y ANT AEB] FR NV H) =075 =2 - VT 7457 VB 2R Y&
b—lo B HRREMFERLER 364, 151-159H,

BHHET 2005 [EHERER N H Y —OF VAN AERH] KR 7Y 7Y Fr2 57,

HFHET 2006 [HA T AEITHBT 5 EE (R) - Fik (&) ofdll. [EHEUI%R) ErERERER
SRR 1818, 95-118H,

I PEFINT S TF 32



The Zhiva Vodaw: of Bulgarian Folk Songs

Interfaces in the Genesis of a Festival

Stella Zhivkova

Somewhez, high in the mountains, in a placs forgotten
by God and by the world, there are songs that can buing
a dying person back to [ife. ..

( Bulgarian Legend)

L Introduction: The Zhiva voda of Folk song as an inspiration:
Two forms of artistic Expression of the Intuition

This paper summarizes the results of my fieldwork at a musical festival (Sandanski 2006). Its
immediate purpose, however, is to demonstrate the practical effects of the traditional belief that folk
music is a life giving principle, which underlay the festival, and to provide examples proving that

folk music can really give life to and sustain long-lasting creative human interfaces.

0. The Organizers of the “With the Songs of the Bisserov Sisters” - the Sisters(»2]

The Bisserov Sisters (Lyubimka, Neda and Mitra), are among the most prominent folk singers
of Bulgaria. They hail from the mountain village of Pirin, located high in the Pirin Mountains. [+3]
They first appeared on stage in 1978 when they won a national competition. Their official debut was

in 1978 at the 11™ World Festival in Cuba, taking the first prize in the competition. For fifteen long

“Life-giving water” (Bulgarian).

2 More on Bisserov sisters at http://members.intech.bg/bisserovfolk/ The mirroring site is: http://www.bobinka.demon.co.uk/
index.htm
3 'The village of Pirin is located 126 km south-west of Sophia, in Pirin Mountains, near the border with Macedonia and Greece.
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years the trio polished their ensemble singing as members of the Bulgarian National Folk Ensem-
ble “Phillip Koutev”.[x4] They also refined their art of singing during the many years of involvement
with the chorus famously known as “Le Mystére des Voix Bulgares.” Since the establishment of the
trio they have recorded more than five hundred Bulgarian folk songs and some of them are includ-
ed in world-famous collections like Global Divas: Voices from Women of the World (1995)1x5]. Their
popularity is recognized by one of the world’s most prestigious companions to music - World Music
the Rough Guide Africa Europe and Middle East (1994) - as being “one of the best vocal trios from
Bulgaria” The repertoire of the sisters includes the most typical features of the musical folklore of
the Pirin region: the two-part singing, [+6] the rich and versatile meters and rhythms and the expres-

sive Pirin-style performance.

After starting their group performances, the Sisters gradually enriched their repertoire with
folk songs from different geographical regions of Bulgaria. They accompany their singing on instru-
ments traditional to the area. The instruments played by them are tarambuka (vase drum), tamboura
(long-necked lute) and dayre (tambourine). Not long ago Lyubimka’s sons Manol and Rossen (tam-
boura and drum respectively) and Mitra’s daughters Vera and Rossitsa (tamboura and vocals) joined
the trio and it has now expanded to “the Bisserov Family” A special visual treat they give the audi-
ence at their concerts, aside from the music and spirited dancing, is the splendid sight of their hand-

made traditional costumes.

Interface

Philip Koutev (1903-1982) founded this group in 1951 to perform authentic Bulgarian folk music. Its members were origi-
nally recruited from the smallest villages throughout Bulgaria. The ensemble has been a model for many other ensembles
that followed.

A project involving prominent female singers from all over the world (Aretha Franklin, Misora Hibari, Marta Sebestyen et
al.). This album, consisting of three CDs is in honor of September's United Nations Fourth World Conference on Women,
in Beijing, China.

The two-part singing is a distinguishing characteristic of the Pirin musical folk dialect. This is a primitive singing technique
with its most frequently used harmonic combination of seconds, thirds and quarters; where the chords of seconds prevail.
The two-part singing style is performed mostly by three singers. One of them will lead the melody and deliver the ‘whoops',
while the other two add a second voice which is usually on the primary tone of the melody, though sometimes on the sec-

ond degree, thus forming a second tone centre or even unison with the first voice when it descends to the sub-primary tone.
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1. The Idea of the Festival and its Realization

| 1.1. Naming the festival. Facts about the Festival.

Lyubimka came up with the idea of organizing a festival last year (2005). Her original inten-
tion was to set up an event that would commemorate a local hero, Yane Sandanskil#71 — a Mace-
donian revolutionary movement activist. The controversy over the Macedonian issue led Lyubimka
to change her original intentions and to choose her great-grandfather, a church priest from the vil-
lage of Pirin, pop (“father”) Stamat as a patron of the festival.[+s] In one of her interviews Lyubimka
mentions that the festival needed to be “powered” by someone who had been noted and highly re-
spected for his courage and spirit.[+9] Thus, the festival of the Bisserov Sisters was initially conceived
as an annual celebration of a notable person, as the festival tradition typically requires. Its symbol-
ic meaning was to commemorate the struggle for independence of the Bulgarians and the victory
of the national spirit over the age-old Ottoman tyranny; thus, the cultural event (the festival) was
planned to become part of a greater historical continuity - the struggle for survival and strengthen-
ing the national spirit. The date of the festival was also chosen very carefully, namely June 2, the date
when Bulgarian people commemorate the victims of the struggle for national independency from
the Turks. In this way, once again, the Bisserov Sisters manifested their will to contribute toward the

revival of the traditional Bulgarian values through the metaphysical energy of folk music.

7-————— Yane Sandanski was born on 18 May 1872 in the village of Vlahi. Yane Sandanski was a Macedonian revolutionist, one of
the leaders of the Macedonian National Revolutionary Movement. Since the start of his revolutionary activity, he became
well-known because he protected the villagers from the tyrants; he also organized the people for self-defense. Yane Sandan-
ski lived and fought in the Pirin region, and that is why the people gave him the name “The Pirin Tsar”, He was also active
in the Ilinden Uprising, and in 1908, he supported the young Turkish revolution with a view to the freedom of the Mace-
donian people. Soon after that, the Bulgarian Tsar Ferdinand labeled Yane Sandanski as “the most dangerous enemy of the
great Bulgarian interests” (Macedonia to be under Bulgaria). In the same year, an unsuccessful assassination was attempt-

ed on Yane Sandanski by paid killers who were sent by Ferdinand. With the expulsion of the Turks’, Macedonia was parti-

tioned between Serbia, Bulgaria and Greece. Sandanski was killed near the Rozhen Monastery on 22 April 1915.

8————— Pop Stamat (2-4 October 1903) (“father Stamat”) was a priest of Pirin village in the late years of the Ottoman yoke. His pa-
triotism and devotedness to the village and the church did not pass unnoticed and he was brutally killed by the Ottoman
soldiers.

9——— Interview on Signal Plus radio station, 7 May 2006.
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Orienting the festival exclusively toward the past did not seem enough for the sisters and they
created a future dimension of the festival's mission — to revive the region by attracting performers
and tourists who would contribute not only financially but also culturally to its progress. Thus, the
aim of the festival was set twofold: to preserve the historical assets as well as to work for the better
future of the region. During Lyubimka’s negotiating with the Municipality of Sandanski about the
possibilities for receiving financial support, it was suggested to her that the festival should be named
after its organizers, the Bisserov Sisters, since they were the heart and soul of the festival. In this way,
political implications (related to the personality of Yane Sandanski) would not hinder the welcom-
ing of the Festival by more Bulgarians, as well as by the neighboring Macedonia. Then, naturally, the
name of the festival emerged as “With the Songs of the Bisserov Sisters.” It is Lyubimka’s hope that
the festival will become a regional tradition and will work for the establishment of a deeper knowl-

edge of the history of the region.

1.2. The Social Function of the Festival

Not being an exception to the rule, the festival was an end product of the cooperative efforts of
community leaders, organizations, volunteer groups, artists, media, and local and state governmen-
tal organizations. Although this joint effort had a relatively short duration, it provided free admis-
sion for the general public and attracted a great number of local residents. The sponsors of the event
were Sandanski Municipality and the Bisserov Sisters, and it took place in the city of Sandanski first,
and later at two other locations in the Sandanski region. The general policy of the festival can be
briefly stated as follows: the mission of the festival is to create opportunities for folk artists to share
and preserve folk, ethnic and traditional arts for present and future generations. Besides the deep
meaning of connecting the historical past with the present by making known the historical roots of
the local spirit, Lyubimke’s immediate goal was to restart the life stream of the community by cre-
ating new energy and to involve the native people in an event that would promote some awareness
of cultural and ethnic traditions by providing a showcase for sharing these traditions in community

spirit by the residents of Sandanski municipality.

The festival was conceived by the organizers as a fusion between traditional, folk and arranged

folk music. The choice to invite musicians highly representative of their native culture as well as the
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hope-raising awareness that folk festivals attract tourists with money to spend, that they are fam-
ily friendly and develop new audiences and communities were the key factors for the success of the
Festival. “With the Songs of the Bisserov Sisters” certainly showed potential as a tourist attraction;
the careful planning the sisters had done brought together a multi-national set of performers, but
also included outstanding local groups. In this way, whatever the audience was, it could find a lit-
tle something to suit its taste, from the presence of the lively and danceable Benvenutto traditional
tunes (Italy) to the serene dance of Wakayagi Kichirei (Japan); in case foreign music was not what

the audience had come to listen to, local Bulgarian folk was offered too.

To add some more detail, it is helpful to examine at greater length the Festival program. The
first day offered the audience seven local versus ten foreign performances. All Bulgarian performers
sang, played and danced pure folk music. The Japanese groups performed various forms of hogaku
(music for traditional Japanese instruments); the Italians presented local town music; the Scottish
bagpiper played folk tunes too; on the part of the English group the audience was presented a capel-
la arranged 17" century music; the Norwegians enlivened the atmosphere with their folk dance and
music. Unfortunately, the rule “something to meet anyone’s taste” made the program too long and
at times it was hard for the audience to be attentive to the performance on stage. The Sisters made
a mental note of this and are going to offer their solution to the problem at the next festival. In next
edition, there will be two stages built and the performances will be divided in two. In this way, the

tiresome length of this year’s Opening will be shortened.

The festival most certainly developed new audiences. The second and the third days were sub-
sequently held in the countryside, thus giving a superb chance to the local people to taste music
from various parts of the world. Although it would be an exaggeration to claim that foreign music
was always well accepted or understood, it was definitely welcomed by the audience. Notwithstand-
ing the alleged “sadness” of Japanese music, the audience enjoyed the unique experience of listening
to it and appreciated the visual performance too. Most of the visitors could hardly remember that
the long wooden instrument played by Hiroko Doi is called the koto, but I think that they will al-

ways keep the impression that her playing and singing left in them.
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The festival was undoubtedly family friendly; a good proof of that was the number of children
who could be seen around while their parents were appreciating the spectacle on the stage or simply
waiting for their favorite performance to begin, chatting to each other. The first festival day facili-
tated the family presence because of the convenient location of the stage for the opening in the city
centre of Sandanski. The second day was held on the meadows below the Rozhen monastery which
offered a nice chance to sit on the green grass, have a chilled beer and a snack while the kids enjoy
their endless game under the azure June sky. Day three provided the faithful festival-goer with the
opportunity to go and see one of the most unknown villages in Bulgaria, the village of Pirin. The vil-
lage square and the stage decorated with hand-woven carpet-like chergi were an unforgettable scene.
The square offered enough space for the most typical Bulgarian folk dance horo which anyone can

join; and at the festival kids danced alongside with the adults and the foreign performers.

As a place for developing communities, the festival was an excellent opportunity to make ac-
quaintances not only for the visitors but also for the performers. The initial concept of the festival
included its commitment to presenting artists in a way that allows a large cross section of people to
experience and share culture. And since the organizers wanted the festival to be free for the public,
the performers were not paid for their performances and did not get a refund for their airplane tick-
ets either; participation was absolutely voluntary and free. All performers donated their time and
art to the festival; and, in return, the festival offered them a chance to network with other artists and
reach new audiences. They were also compensated with hospitability, publicity and honorary diplo-

mas for being part of the first festival of this kind.

1.3. Orientation of the Festival toward Traditional Music
One of the most important features of the festival was its orientation toward traditional music;
that is, the participating groups showcased components of their cultures that had been in one way or
another preserved for many years. Notwithstanding the fact that the repertoires of the groups var-
ied from local town folklore to classical cases of folk music, all the participants had to present music
representative of their culture in a recognizable way. Having said that, it should also be mentioned
that long before the festival of the Bisserov Sisters, the town of Sandanski was already known as be-

ing representative of the new wave in Bulgarian music, namely the contemporary version of folk
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music named pop-folk.[x10]; it was known as the home town of the largest pop-folk festival in Bul-
garia “Pirin Folk.[+11]” Lyubimka hopes that her festival will soon become the representation and
highlight in the calendar of the regional musical activity and says in one of her radio interviews that
chalga (one of the numerous names under which contemporary so-called “modern folk” or “pop-
folk” appears) is a fraud of folk music,(*12] a fake product which could mentally kill the whole na-
tion.[*13] Extreme as it is, such a statement reflects the attitude of a vast number of Bulgarians;[+14]
not necessarily nationalistic, this attitude comes as a result of the aggressive chalga expansion and
its indistinctive style resembling at the same time the traditional folk music of Bulgaria and of the
neighboring Turkey, Serbia and Greece. And, juxtaposing “Pirin Folk” and “With the Songs of the
Bisserov Sisters,” Neda, the middle sister, mentions that the main difference between them is that
their festival goes beyond the limits of the mere show and is rather a display of intelligent folk music;
it “gives people more than just short-lived joy for the eyes” and provides a superb opportunity to feel

and learn things about cultures. (15

The long-established popularity of “Pirin Folk” was the possible reason for what Lyubimka
qualified as “neglecting” the advertising of “With the Songs of the Bisserov Sisters” by the Munici-
pality of Sandanski. Since I could not get the comment of the Municipality on the matter, I will try
to remain free from bias here. What I have personally witnessed was the devoted work of the Mu-
nicipality officers in charge of the festival according to their idea of how things should work. I think
that the frictions that occurred between them and the sisters were due to the different idea they and
the sisters had about how to work effectively for the event. More on this matter is given in the chap-

ter on the Interfaces.

10 Pop-folk, aka as chalga, “modern folk” etc. is a phenomenal mixture of folk elements from all over the Balkans with a strong
pinch of Eastern, mainly Turkish, motives. See: Zhivkova, Ito (2005).

11 The official site of the Pirin Folk festival (in Bulgarian): http://www.pirinfolk.com/

12 Lyubimka Bisserova, Guest in Noshten Horizont (“Night Horizon”) Program on Bulgarian National Radio, May 28" 2006.

13 Ibid.

14 'The problem is discussed in great detail in Zhivkova, Ito (2005).

15 Neda Bisserova, Personal communication, 2 June, 2006,
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1.4. Nature of the Festival and Festival Participants

When planning a large scale event, it is essential to develop a mission statement encompassing
the goals and keeping everything on track. The mission statement of the festival of the Bisserov Sis-
ters stresses that the festival aims at enriching the historical memory of the regional heroes as well as
the cultural memory of the musical heritage of the Pirin region in an attempt to help the once thriv-
ing and spiritually elevated region to regain its courage and steady movement toward a brighter fu-
ture. The patriotic goal of the organizers was communicated to the international participants as well:
Lyubimka made every possible effort to introduce to the foreign guests the unfailing faith of the lo-
cal heroes who gave their lives in the struggle for freedom; she also organized a hiking under the
motto “Following the traces of the heroes” which passed mountain spots related to important epi-

sodes from the struggle for independency in the region.

The task of choosing the venues for the festival was accomplished according to its mission: it was
decided that the first day of the festival should be held in Sandanski, which is a well established con-
cert center. As a venue for the second day were chosen the meadows below the Rozhen Monastery -
the oldest and most authentic regional sanctuary. The third day was scheduled to be staged in the Pi-
rin village - a place which takes pride not only in the fact that it is the birthplace of the Bisserov Sisters

but also in the great number of victims given in the struggle for independence from the Turkish yoke.

The festival presented a comprehensive range and balance of folk, ethnic and traditional per-
formances. The selection of participants was simple: the sisters were happy to invite performers who,
without a single exception, were their personal acquaintances and in one way or another had had
some experience of performing together with the sisters. To conform to the title of the festival, the

performers (both Bulgarian and foreign) had to represent some strong and thriving local tradition.

II. Interfaces Observed at the Festival

To say that only folkies go to folk festivals would be a much too general statement. In fact, peo-

ple from all walks of life attend folk festivals, and this was the case of the “With the Songs of the Bis-
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serov Sisters” The festival was planned to become a regional tradition, and to encourage both the
audience and the performers to exchange and try out new artistic experiences; the artists were also
encouraged to network and search for new possibilities in their art. As a high profile showcase, it in-
evitably attracted audiences, tempting them into appreciating unfamiliar forms of art; which lead to
a great variety of interfaces and interactions at the festival venue. Here I will describe the social inter-
faces that T observed at the festival; T divide them roughly into three groups: personal-organizational
(between Lyubimka Bisserova and the City Hall); local-global (between the local people and the over-

seas guests); and economic-cultural (the collision of interests between the local dramatis personae).

1. Personal-Organizational Interface: Lybimka-City Hall

Observations show that money spent on folk festivals yields a higher return on investment than
money spent on most other tourist events. The co-sponsors of the festival - the City Hall and the
Bisserov Sisters hoped that “With the Songs of the Bisserov Sisters” would be a cost-effective invest-
ment. In an interview taken after the end of the festival, Lyubimka said that the resources the sis-
ters could invest in the festival were completely exhausted paying for transportation, technical sup-
_ port and overhead expenses. The City Hall provided no data about the economic effectiveness of
the festival so I assume that it did not bring any direct profit to the institution; however, it certainly
attracted funds to the hotels, restaurants and entertainment facilities in Sandanski city as well as in
the other two venues. Apparently that the festival did not lead to an instant financial boom. It is my
assumption that the Municipality foresaw that the beginning of a new tradition was not going to be
easy. This may be an explanation of the fact that instead of advertising “With the Songs of the Bis-
serov Sisters” the Municipality directed its energy into promoting “Pirin Folk”, which had already
proved effective in attracting large audiences. The lack of feedback from the Municipality made me
form my opinion about the matter based exclusively on Lyubimka’s statement that the Municipality

did not even care about pasting posters of the festival and she had to do it herself.

As a researcher and interpreter for the Japanese group, at the festival I had many chances to in-
teract with the Municipality officers who were in charge of the festival. I noticed their concern about

the outcome of the festival as well as their eagerness to click with the Sisters in their common aim to
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make the festival a successful venture. The fact that on the official website of the Sandanski Munici-
pality(+16], in the section “Culture;” sub-section “Art,” “With the Songs of the Bisserov Sisters” is not
mentioned among the events that single out the municipality while “Pirin Folk” is, show some neg-
ligence for the festival of the sisters in favor of the established pop-folk festival. Thinking positively
and trying not to judge on insufficient grounds, I assume that the festival was not mentioned on the
homepage because the electronic site of the municipality is not regularly updated, if updated at all,

as it is often the case with regional homepages, which are created and abandoned later for lack of fi-

nances to keep them up-to date.

Some other frictions at the point of interface between the Sisters and the municipality of San-
danski were noticeable even for the participants, who were not interested in the organizational mat-
ters of the festival; for example, misinterpreting each other’s concepts about concert programs, start-
ing times, etc. Nevertheless, in general, the cooperation between the Sisters and the City Hall officers
involved in the organization of the festival went on effectively and without noticeably big misunder-
standings. Concluding from my observations, I believe that the second and consequent editions of

the festival will bring about smoother communication and cooperation between them.

2. Dimensional Interface: Local-Global

Demonstrating the volume of the festival attendance is not an easy task. No official statistics
was kept, but, in my estimation, the number of visitors was about 600 on the first day of the festival,
about 1,000 on the second, and about 550 on the third. The diversity of the audience was stunning;
there were not only “folkies” but also many people who had come to see something new and unfa-
miliar, namely the visiting groups from various countries of the world. And yet, I observed two very
different ways of appreciating the foreign (alien) and the local (familiar); I would term them “the
informed-expectations way” and “the uninformed expectations way; based on the acceptance of the
foreign performers. I provide two examples illustrating each type of acceptance and showing the de-

gree to which the audiences in Bulgaria were open to seeing something new and uncommon.
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2.1. Workshop at Sofia University

On May 31 the Japanese musicians held a workshop at Sofia University, attended by students
from the Faculty of Japanese Studies.[*17] The workshop was opened with a short lecture delivered
by me introducing Japanese music and musical instruments against the backdrop of Japanese cul-
ture; the lecture was based mainly on materials from my recently completed PhD thesis.[*18] Later
in the workshop I had to introduce the musical piece played by each of the performers and to in-
terpret its message for the students. The students were attentive listeners and asked the musicians
many questions. The second part of the workshop, the more active one, began after the students had
already acquainted themselves with the sound and timbre of the instruments. Most of the students
had never come into contact with Japanese musical instruments and were eager to touch, or even to
try to play them. The greatest success was achieved by a student who tried to play Sakura, sakura on
the koto guided by Hiroko Doi, who is not only an excellent performer but also a professional koto
and shamisen instructor. Dango Takezawa had brought a special shamisen, besides the one he plays
on stage, and used it to teach the students the structure and the fingering of the instrument. The
shakuhachi players Yasuda and Monguchi encouraged the students in their eager attempts to pro-
duce sounds on instruments as hard to play as shakuhachi. Kichirei was surrounded by students who
were impressed by her dance and were asking her questions about it and about the Japanese dance
tradition. All in all, the workshop was a very positive experience for both the students and the musi-

cians, who greatly regretted the time limitations of the workshop.

2.2. Acceptance of the foreign performances in the countryside - the Festival itself
In view of the fact that the mission of the Festival was to revive the local spirit, a few words
about the participation should be said. While the opening day provided both foreign and local
groups with a chance to appear on the stage, the afternoons of the second and the third days were
exclusively available for singers and instrumental groups from the region. Such a distribution of
the stage time was in conformity with the expectations of the audience. Although the festival was

named “international,” the majority of the locals who attended it had actually come to see the folk

17
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Zhivkova (2005).
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The most essential moments form the workshop were video-documented by the author and can be provided on demand.
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musicians from the surrounding villages (Katuntsi, Sklave, Dragichevo, Kavrakirovo etc.), and for
many of them the festival was hardly something more than a village fair. Perhaps due to the lan-
guage barrier, the foreign visitors were seen only as an oddity, as something interesting but still un-
familiar and strange. Lyubimka noticed that and with some bitter note in her voice commented that
the festival audiences in Bulgaria had not yet grown mature enough to appreciate the fine specificity
of foreign art and to fully appreciate their first chance to see performers from abroad. In my opin-
ion, in the future it would be practical to provide more information about the guests in advance,
and to explain in detail the main features of the tradition they represent. I firmly believe that if the
audience had had such information in advance, it would have shown more interest in interpreting

and understanding the alien culture.

3. Economic-Cultural Interface

To a considerable extent, this type of interface overlaps with the previously mentioned ones. It
has something to do with the occasional discords between the organizers as well as with the clashes

between local and global values and expectations.

It was mentioned earlier that Lyubimka’s original intention was to attract attention to her birth-
place, the Pirin village, and to introduce the heritage and beauty of the region to a larger audience.
In other words, the festival may be qualified as an effort to revive the flagging economy of the village
of Pirin and to bring some financial help to the once thriving Rozhen Monastery. And indeed, many
of the participants used the opportunity to visit the Monastery and its unique church, and donat-
ed money to its reconstruction. And yet, the proof positive that the effort made by “With the Songs
of the Bisserov Sisters” 2006 was not fruitless will be the next edition of the festival, when it should
bring the people (or even more people) back to the venues. On a bigger scale, the festival can be seen
in the light of the issue of festivals as a key sector in Bulgaria’s creative economy. The data collected at
the festival provides me with an effective tool that can be used to demonstrate the importance of fes-
tivals for developing regional tourism. Below I will reexamine several facts about the festival demon-
strating the cultural preparedness of the region to accept the financial blessings brought about by Ly-

ubimka’s project.
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A part of Lyubimka’s original plan was to hold the festival in her native village Pirin in order to
stimulate tourist interest in it. Together with the recently produced movie “Pismo do America”[%19]
(“A Letter to Amerika”), the festival makes the small village and its serene, out-of-the-time atmo-
sphere known to a broader public, both native and foreign. The village of Pirin is located in south-
west Bulgaria; its population hardly outnumbers 250 people. The village does not boast high liv-
ing-standards; it has preserved its archaic architecture, which, seen through the eyes of the average
citizen, may well be qualified as rough, unsophisticated and even barbaric. The main means of living
is the cultivation of tobacco, which is mainly because the hilly terrain hinders the agricultural activi-
ties necessary for growing fruit, vegetables, or crops. As one of the online sources of information on
the village[*20) points out, the only large-scale event that has ever taken place there before the festi-
val of the sisters was the filming of “Pismo do America” in 1999. The on-line source also states that

the village takes pride in being the birthplace of Bisserov Sisters.

It should be mentioned that with the festival Lyubimka not only wanted to give a helping hand
to her birthplace; she also chose the village as a closing point for the festival because its spiritual
source and inspiration, the feat of her great-grandfather Pop Stamat, needed and deserved to be not-
ed properly.(x211 From Pop Stamat’s feat and self-sacrifice for the Christian faith and the Buigarian
spirit of the village, Lyubimka derives inspiration for the festival. As it has been long known, festive
activities always take place in religiously important times, or in times when something of vital im-
portance for the local people has happened. In old times festivals were often held after the comple-
tion of the crops gathering, and also around or on the day on which the Christian church celebrates
a saint; it was believed that the saint and through him God Himself, would protect the festival and
would be part of it. Thus, the strong spiritual grounding of the festival of the Bisserov Sisters was

provided by the heroic deed of their great-grand father.

A more earthly reason for selecting the village of Pirin as a venue for the festival was the im-

19 Details on the movie: http://www.imdb.com/title/tt0262690/

20 Wikipedia, article on Pirin village (in Bulgarian): http://bg.wikipedia.org/wiki/%D0%9F%D0%B8%D1%80%D0%B8%D0%BD
_%28%D1%81%D0%B5%D0%BB%D0%BE%29

21 See endnote 8.
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mensely popular eco-tourism in Bulgaria. Even in Japan it is becoming well-known that the rural ar-
eas of Bulgaria provide excellent opportunities for what is known as “srow raifu’, the Japanese- Eng-
lish word for relaxed and tranquil life after one’s retirement. “Asahi Weekly”, for example, published
an article announcing that many aging couples from Western Europe find tranquility and comfort in
depopulated rural areas of Bulgaria, where they purchase houses and live after their retirement. [+22]
The economic profitability of such re-population of deserted areas with foreign residents has not

been clearly assessed yet.

It deserves a mention that the folk festival sector in Bulgaria has grown considerably over the
past several years, to the point that it is now estimated that about 100 festivals take place in Bulgaria
every year.[*23] This is very different from the years of socialism when only a very limited number
of festivals were sponsored, supported and approved by the political party in power. Although some
of them still exist, the Koprivshtitsa Festival for example, most festivals in Bulgaria today are new-
ly emerged smaller-scale events. “With the Songs of the Bisserov Sisters” is one of them and strives
to establish itself not only as a musical event but also as a financially profitable regional occasion.
The new festival forms have a new aspect as well - they are not only held to be showcases of artistic

achievements, but also to be key factors for the local cultural tourism.

Undoubtedly, folk festivals can have a huge and wide-ranging impact on the host town or vil-
lage by increasing the influx of visitors. They can also have a deep impact on the local community
growth by stimulating it to share global values. From financial point of view, investment in folk fes-
tivals, unlike other forms of investment, results in almost guaranteed repeat business. Moreover,
not infrequently the festival creates new interests, which results in significant levels of attendance
at other art events too; for example, 38% of the festival audience attend music from other countries
and cultures when not at festivals.[+24] A study of British scholars shows that 76% of attenders are

already repeat visitors, with a huge 70% of those attending most years and 44% attending every year.

22
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Fed -up Britons Finding Dream Homes in Inexpensive Bulgaria, In: Asahi Weekly, p.4, vol. 32/No. 40, 2004, 10/3.
Estimation performed by the author on the basis of data found on the Internet. (July 2006)

A paper into the impact of folk festival on cultural tourism www.folkarts-england.org/afo/graphics/AFO Impact Report
March 2004.pdf




Of the 24% trying a festival for the first time, three quarters will return.(#25] Folk music and folk fes-

tivals are in reality keys to the socio-economic and cultural life of communities.

The diverse attendance and high profile of the festival gives me grounds to think that it offers
profitable business opportunities for those who choose to sponsor or work for the event in the future.
Although this year’s numbers did not show noticeable profit, a hope for a better financial situation can

be raised in view of the forthcoming accession of Bulgaria to the European Union (January 2007).

III. Results and Prognosis

The purpose of this paper was to demonstrate the volume of the folk festival, the diversity of
its audiences and their dedication to the genre and the festival circuit; it also pointed out the expec-
tations before the festival as well as its results. And these last paragraphs are my attempt to foresee

how the festival will influence the region in aspects other than the economical one.

One of the two main questions that Lyubimka asked herself, a question that will stay until the
festival establishes itself as a traditional event in the cultural life of the Sandanski region, was: can it
become a key factor in the region’s creative tourist economy? The other question, the metaphysical
one, was if the festival can be the life-giving water that will bring back to life the traditions and the
historical consciousness of the region. The first question will find its answer with time. The second
one has already found it: the festival contributed to the quality of life across the region by strength-
ening communities, providing unique activities and events, building awareness of diverse cultures
and identities, and acting as a source of community pride. It has gone well beyond what can be
measured in economic terms; the festival achieved the goal which Lyubimka had set before her-
self, namely to bring people back to the rural areas and to show them that it is worth being back.
Also, the festival attracted many visitors; although this time there was no statistical data gathered

about the profits made by local hotels and restaurants, it can be said that the hotel-restaurant busi-

25 Ibid.
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ness profited well and will be interested in having the festival held yearly at the time of opening of
the summer season, when the facilities are not yet fully used. In the future, it might be expected that
the festival will have significant GDP impact on various sections of the local economy, especially the

recreation, accommodation and restaurant ones.

The reason I decided to include the concept of zhiva voda (“life-giving water”)inb this paper be-
comes clear if we consider one more event that took place in Pirin village - the shooting of the mov-
ie “Pismo do Amerika” (“A Letter to America”), (2001). It reflects an artistic fantasy that folk songs
with their tremendous power can breathe life and vigor into human beings and their actions. There
are several reasons to draw a parallel between the movie and the festival I attended both as a field
worker and as a participant. The first reason is the shared belief in the healing and creative energy
possessed by Bulgarian folk songs. The second is the steady faith that it brings people together even
despite the geographic distances between them. And the third is the devotedness and dedication to
find the zhiva voda of Bulgarian folk songs which I noticed both in the fictional protagonist in the

movie and in the main engine that started the festival - Lyubimka Bisserova.

In this work I gave details about a festival and its genesis, about its organizers, and about the
performers who took part in it. Then I paralleled the festival with another form of artistic expres-
sion, a movie, which carries the same meaning as the one of the festival, in order to illuminate an in-
tuition shared by both the festival and the movie. I believe this intuition to be the one of folk song as
revitalizing factor: the festival “With the Songs of the Bisserov Sisters” was taken as an example of its

social dimension, while the movie gives its personal dimension.
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Non-Western Music in Postmodern Condition:
A Perspective from Bulgaria

Claire Levy

Introduction

My intention to explore specific aspects of a local popular music development observed within
contemporary Bulgaria is based on the understanding that global perspectives might illuminate cul-
tures, located in different geographical regions. Employing such a critical perspective, I find it useful
to posit my reflections on the 1990s ethno-derived genre named popfolk in relation to the concept of
world music, forged to promote ‘non-western’ music, which illustrates a tendency, described some-
times as returning to ethnicity. This tendency has brought about new manifestations in the process
of hybridization and interaction between the notions of ‘traditional] ‘technological} the local’ and
the ‘global; as well as new generalizations about the role of ethnic differences, seen in broader terms
as an overall idiosyncratic sounding related to traditional musical vocabularies of a given region. In
this sense, main concerns of the following discussion relate, first, to exploring the concept of world
music; second, to observing some paradoxes in relation to issues of cultural identity within and out-
side Bulgarian context, prompted by the regional Balkan musical vocabulary employed and further
developed in the genre of popfolk; and third, to a textual analysis of the meanings implied in a musi-
cal piece created on the terrain of popfolk.

My thesis follows the understanding that the concept of world music implies foregoing ideolog-
ical, sociocultural and aesthetical developments, which have raised specific expectations in music,
symptomatic in terms of particular cultural logic, the decline of the ‘grand narratives’ and the rise of
the ‘little narratives, based on traditional ethnic musics which are called for a new life in the post-
modern condition. In addition, it is argued that stereotyped images of Balkan traces in music, harsh-
ly criticized by local cultural elite within Bulgaria and eagerly celebrated by ‘ordinary people, may be
seen as a consequent product of the influence that Western European essentialism has exercised on

new Bulgarian history.
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The De-centered Model of World Music

The emergence of world music as a marketing category is usually attributed to one seemingly
unimportant event. In June 1987, representatives of eleven record companies with a relatively inde-
pendent repertory and publishing policyl*1] met in a London club and held extensive discussions
about possible strategies to promote ‘non-Western’ music which until that time did not feature as
a separate type in the “list” of commercial labels. In the presence of a large circle of journalists and
DJs, they discussed various possible labels such as world beat, ethnic, tropical or international music,
and, finally, agreed on the label world music as a more inclusive and relatively less inaccurate term
for such an amorphous area as the ‘music of the world’ The naming had mainly a marketing assign-
ment: to respond to customers’ expectations related to the already broadly cultivated interest in di-
verse, heterogeneous musical facts and phenomena based on characteristic local sounds from differ-
ent regions. This ‘not-of-here’ music, as others call it, has gained the status of a particular alternative
to the Anglo-American mainstream that dominated Western pop music.

T would point out that such expectations have been observed at least in two directions. The one
concerns the interest in local traditions from various regions of the world and the way they operate
in their native environment.[+2] The other direction concerns manifestations of accelerated, inten-
sive interethnic fusions, carried out through the process of hybridization, i.e. through the dislocation
of ethno-derived musics and their transfer into a non-native environment. In this way, fragments
from diverse musical traditions, which have originated in specific geographical locations and respec-
tive sociohistorical situations, have suddenly transcended physical boundaries and entered a new

artistic reality. Observed, for instance, in the notorious album “Graceland” (released in 1986 by the

interface

Among the most active representatives of these companies were Ben Mandelson and Roger Armstrong from Globestyle, as
well as representatives of similar labels such as Triple Earth, Stern’s Earthworks, Cooking Vinyl, Topic, World Circuit, Oval,
WOMAD, Rogue and Hannibal. However, Hannibal (represented by Joe Boyd) was the one that noticed Bulgarian artists
such as Ivo Papasov (Ybriama) and his Trakia Orchestra as well as the female Trio Bulgarka, and at the end of the 1980s
produced albums with their music.

Such an interest is illustrated, for example, by the 1994 encyclopedia “World Music: The Rough Guide’, which is an attempt
to cover and describe rather traditional forms of music in all regions of the world (see Broughton, S. and M. Ellington, D.
Muddyman, R. Trillo, K. Burton, eds. World Music: The Rough Guide. The Rough Guides Ltd, 1994).




American rock artist Paul Simon in collaboration with the South African male vocal group “Lady
Smith Black Mambazo”), or in projects, carried out about the same time by the British musician
Kate Bush in collaboration with the Bulgarian female vocal group “Trio Bulgarka, it is rather this
tendency that signals a more tangible projection of innovative musical thinking in the postmodern
situation.

However, as one participant in the London meetings explains, nobody imagined that world
music would be a homogeneous genre. It was nothing more than a designation of a market niche; a
label one could seek on music shops’ shelves - just like seeking the labels of blues, jazz, classical mu-
sic or rock.[¥3] Yet, if we look at the history of similar situations during the 20" century, we'll real-
ize that it was the music industry itself that generated in many cases music labels (remember how
the labels of jazz, rock or even classical music came into existence). Then the question of negotiating
the name of a given type of music does not seem so simple. We may reflect on different aspects of
the dynamics concerning the link between industry, musicians and audiences. But the idea that the
launching of a marketing label is simply the result of an accidental manager-producers’ whim would
be groundless if not considered in relation to already raised attitudes that have generated specific
aesthetical developments in music. In other words, any music label is usually something more than
just a marketing umbrella; it names something which already exists as a tendency and points, if not
to any homogeneous genre characteristics, then at least to some more general typological contours.
Such contours might define a given musical tendency in aesthetical terms, i.e. in connection with
values and meanings, observed in the overall process of music making and its functioning.

Then, what would be the value-meaning connection between musical trends, brought from
Zimbabwe, Mexico or India, from Africa, Asia, the Caribbean, Latin America, or the Balkans? What
would be the common line between the Balkan vernacular instrumental tradition, the African tra-
dition of male singing mbube, the Latin American style son, the Bulgarian female folk singing or,
say, the multifaceted performances associated with WOMAD fests,[#4] inspired during the 1980s by
rock musicians such as Peter Gabriel, who were keen on music rooted in the ‘third world’?

In other words, what kind of phenomenon is world music? Is it a mosaic of intonations of non-

3———— See the minutes of the London meetings [http://www.frootsmag.com/content/features/world_music_history/minutes].

4———— WOMAD (World Organization of Music and Dance).
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western origin, which get inscribed into the zigzagging caprices of a musical fashion, straining its
ears for more ancient and not so ancient idiosyncratic sounds deriving from a variety of cultural
traditions? Is it a condescending gesture of the modern West, beckoning to its exotic others? Is it a
more viable chance for non-western musicians to get inscribed in the global cultural situation by
crossing over into the Western world? Or a manifestation of something far more significant ~ an in-
novative cultural logic that implies the decline of the ‘grand narratives’ and the upsurge of ‘the little’
ones? A logic that appreciates in a new way the otherness, artistic pluralism and cultural relativism,
and attacks not only various forms of centric attitudes but also normative ideas about the values in
the context of Western culture?.. And, if such a logic can be seen as legitimate, what is then its pre-
history?..

Some authors trace the pre-history of world music back to the beginnihg of the 20" century.
As Johannes Brusila points out, °...the first time the term was used to some extent in a similar sense
to its later use, was in 1906 when the musicologist Georg Capellen used it to describe his futuris-
tic vision of an emerging new musical style which was to be based on a fusion of Oriental and Oc-
cidental influences, much in the same way as the impressionistic art of the turn of the century had
drawn upon Japanese art’[+5] This fact can be probably seen as a forerunner of some later tendencies
in musical thinking, which came to seek non-traditional forms of ethnic fusion. However, far more
significant in terms of the pre-history of world music as a concept seem to be those historical accu-
mulations from the second half of the 20™ century, whose symptoms come to reveal deep ideological
and artistic transformations in the context of Western culture. Analysts such as Simon Frith, Steven
Feld, and Johannes Brusila, draw attention to such accumulations mainly in two areas. Paradoxically
enough, the one refers to the area of scholarship, more precisely, to developments in the field of eth-
nomusicology (since the 1950s on) and popular music studies (since the 1970s on) which emerged
as an innovative interdisciplinary subject in the humanities. The second area goes beyond the mere-
ly scholar interest and is related to the much broader impact (in terms of public life and social con-
sciousness) of specific trends in the evolution of music itself, associated to a great extent with the

folk revivals from the 1960s as well as the changing value orientations, cultivated by jazz and rock
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music around the same time.

Having explored the ethnomusicological perspective, Steven Feld reminds that the concept
of world music has been in circulation among American academia at least from the beginning of
the 1960s, when world music was introduced as a subject of ethnomusicology, oriented towards
the perspective of difference and the sensitivity for the breadth and diversity of the ‘musics of the
world:[#6] As the author further explains, ‘World music had a mission - to oppose the dominant
institutional assumption that ‘music’ was synonymous with Western European art music. And in
practical terms, the ‘world music’ idea was meant to have a pluralising effect on Western conser-
vatories, by promoting both the study of non-Western performance practices, and the hire of non-
Western performers.(+7]

Ethnomusicology created opportunities for further developments of cultural relativism by ex-
panding the horizon of traditional types of music from less known regions as well as by paving the
way for a new offset in music scholarship, sometimes qualified as ‘musicology of non-notated music.
As such, the latter deals predominantly with the ‘exoticism’ of ‘primitive cultures, and the perspec-
tive of difference was still approached under the sign of the inherited and somewhat ghettoizing co-
lonial notion, expressed in a cliché like “The West versus the Rest’

Unlike ethnomusicology, popular music studies, which illustrate the next active stage in plu-
ralising musical thinking, have been oriented towards the study of the modern musical culture. In
this sense, popular music studies had a much more radical mission: to deepen the understanding
of music not only in terms of any romantic pluralistic vision of the world, but also from the current
perspective of ‘ordinary people’ who live in industrial societies and are considered as a factor in the
creation of musical values. Thus, the study of popular music has introduced a new critical perspec-
tive which innovated the opposition towards the Eurocentric idea of the aesthetical superiority of
given musical traditions at the expense of others. The push along these lines is usually related to the
attempts to conceptualize mass media culture and pop music styles — aspects which were previously

excluded from the critical attention of both traditional musicology and ethnomusicology. By looking

6————— The subject of world music was first introduced at Wesleyan University in 1960.

7———— Feld, Steven. Anxiety and Celebration. Mapping the Discourses of World Music. - In: Changing Sounds: New Directions and

Configurations in Popular Music (eds. T..Mitchell, P. Doyle, B. Johnson), Sydney: UTS, 2000, 10.
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out from the tower of diverse disciplines in the humanities and focusing on music as a transmitter of
meanings, popular music studies expanded the very idea of musical values. In this case, the under-
standing of musical values questions not only the validity of dominant Eurocentric aesthetical and
ideological canons (developed in traditional musicology during the 19® century); it also seeks to
validate the parallel variety of values in the context of modernity and their positioning on an equal
footing, as well as to attack related ideas concerning such a binary as center and periphery.

The second area of aesthetical accumulations, i.e. given directions in music evolution, is, of
course, directly related to the first area. This relation can be explained not simply because such de-
velopments seek their reflection in musical scholarship but mainly because of their potential and the
magnitude of their impact on mass consciousness (especially youth consciousness). In this respect,
I would first outline directions which, to a certain extent, have had common motivation and inter-
secting points. These are the folk movements from the 1960s and the ‘romantic’ phase in the devel-
opment of rock music around the same time.

However, in this particular case folk’ does not refer to what some authors(*8] call ‘ethnocentric’
connotations, nor does it mean what is generally understood by traditional folklorists.[*9] Instead, it
refers to what Mark Slobin[+10] has defined as ‘post-peasant folk movements, motivated by the no-
tion of roots, regardless of the ethnic origins behind them. This definition points to the American
folk revival from the beginning of the 1960s,#111 which reflected all over Europe and became a vis-
ible component of the rebel youth hippy culture as well as the Civil Rights Movements at the time.
The passion that enveloped such developments was clearly associated with a longing for the real
thing, as well as the idea for embracing the multiculturalism and the peculiar notion of international
solidarity. This unconventional understanding of folk music has brought about a series of folk re-

vivals all over Europe, and served as a catalyst in the accumulation of meanings that predicted the

8——— Yordanova, Tsenka. World Music i etnozentrichnijat model [World Music and the Ethnocentric Model]. - Bulgarian Folk-
lore 6/1995, 29-39.

9—— T have in mind the preponderant view among traditional European folklorists, who consider folklore as a major factor in
the construction of national ideologies.

10

11

Slobin, Mark. Subcultural Sounds: Micromusics of the West. Hanover: Wesleyan University Press, 1993, 68.

The push in this direction is associated with the first Newport Folk Festival, held in 1959. Pete Seeger, Bob Dylan, The
Kingston Trio, Joan Baez and many other artists are the ones who defined the image and the meaning of the event - obvi-

ously, surpassing the original intention of simply holding an annual festival.
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emergence of world music as an artistic development. The folk movements, understood as a new
and specifically motivated behavior, have had their ramifications in Bulgaria, too. During the early
1970s, the urban youth in Bulgaria was suddenly carried away by a passion for old rural chests, and
started appreciating ‘authentic’ attributes from the ‘old good times’ - not simply as a sign of memory
to be preserved in a museum-like fashion, but as an attempt to integrate the old experience into the
new one.

In global terms this process has been intensified through the activities of a number of record
companies, festivals, organizations, and magazins. For example, the cultural policy of magazines
such as the British “Southern Rag” is often cited as yet another catalyst in the development of world
music. In the mid-1980s the magazine was renamed “Folk Roots”, as its emphasis shifted from “folk’
to the more inclusive ‘roots. As Johannes Brusila observes, its multicultural cause was reflected rath-
er in the fact that the magazine wrote about British folk music, but it also wrote about the accelerat-
ed fusion with non-European music.[*12]

The industrial man’s yearning for the ‘authenticity’ of traditional culture, additionally seen as an
idealized embodiment of the pre-modern (holistic) worldview, has also been typical of the ‘romantic’
phase in the development of rock music. In this sense, I would remind, for example, the infatuation
of hippy culture with Eastern philosophy, with the ‘magic knowledge’ that cannot be learned but is
simply known, and especially the interest in the Hindu culture. This yearning, sometimes described
as a manifestation of rational modernity’s other, exalted into cult the emblems of vibrations, sensitiv-
ity, wild nature, harmony; and freedom. It illustrates the understanding of the spiritual dimensions
of the unconscious as enemy to the socially determined taboos by relying on those romantic slogans
such as all you need is love or the more rebellious make love, not war that enriched hippy culture
with the peculiar halo of ‘something different’ and was considered a social and cultural form of be-
havior (i.e. way of life) as well as a provocation towards established canons in artistic thinking.

How can such a phenomenon anticipate world music in terms of its value system?

Indeed, as Brusila points out, the idea about a possible continuity between rock culture and
world music seems paradoxical. Especially in view of the fact that the pathos of world music carries

alternative connotations towards the global hegemony of Anglo-American rock. Yet, if we trace the

12 See Brusila, J. op. cit., 53.
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manifestations of some of the most passionate figures in the shaping of world music, we will stum-
ble upon a number of artists who developed as such on the terrain of rock music. I would mention,
for example, artists such as Peter Gabriel (the founder of WOMAD), George Harrison, one of the
Beatles, who was fascinated by the Bulgarian female folk singing, Paul Simon, remembered from the
rock duet Simon and Garfunkel, who sought new inspiration in the African male singing. The musi-
cians from Jethro Tull belong here, too - they moved away from the established rock idiom to em-
brace the traditional sounds of the Celtic folk tradition. And Goran Bregovic, a rock star in the East-
ern European world during the 1970s, suddenly became a keen interpreter and innovator of Balkan
regional sounds. For many of these figures the rock music from the end of the 1970s and the be-
ginning of the 1980s was no longer inspiring as it used to be during the classical rock years. Now, it
seems, it has faded into the zone, defined by Jocelyne Guilbault as the zone of ‘banalized difference’
As some observers stated, ‘During the end of the 1980s, rock and pop have became too predictable
and nostalgic, and an appetite has developed for stronger stuff. 3] Yet, the old ideals of rock music
and the longing for something different were still in the air, and they moved for inspiration towards
more unexplored zones. In this sense, Simon Frith points out: ‘World music...might have come from
elsewhere but it was sold in a familiar package - not as global pop but as roots rock, as music like
that made by British and American bands who had remained true to rock and roll’s original spir-
it [*14]

Frith argues that although world music seems an all-encompassing concept, it has, in fact, its
restrictive filters which are activated not so much by the opposition ‘western - non-western’ as by
the opposition ‘truthful — non-truthful’ music. Such assumption rests on the imagined value sys-
tem of traditional cultures against the more refined and polished forms in modern pop culture. The
paradox here stems from the fact that the reliance on a similar binary opposition (truthful — non-
truthful) contradicts the theses of cultural relativism or at least the widely defended understanding
in contemporary humanities according to which the value criteria about what is real and what is not,

are also flexible, ambiguous and heterogeneous. In other words, here we stumble upon a somewhat

13
14
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romantic vision, created in the context of ‘rockology, according to which subcultural styles are usu-
ally considered to be ‘non-commercial’ (and therefore, transmitters of something truthful), whereas
mainstream music is considered predominantly commercial (i.e. non-truthful).

Such tension has been transferred onto the visions about world music, whose ‘authenticity’ is
certainly not insured neither against the commercial catches of music industry nor against the per-
spective of the ‘banalized difference’ In mapping the discourse of world music, Feld has explored
this tension in the context of the opposition between anxiety and celebration.[+15] In this sense, he
implies that such conceptualizations are not free from ideologies, based on bipolar oppositions, and
as a whole, they oscillate between the poles of the liberally minded optimists and the extreme pessi-
mists who attack the very formula behind music industry as a way of creating and mediating music.

Apparently inspired by Adorno’s nostalgic pathos, the pessimistic viewpoint ignores preceding
accumulations in terms of values and meanings, and all it recognizes in world music is an attractive
market item, a new product in the hands of music industry, which exploits difference simply as an
exotic building material. According to such a view, world music is nothing but a commercial invest-
ment, which brings good revenues and exploits the music and the musicians from the “Third World’
At best, it is taken as a superficial and fragmentary game, which hardly seeks any real touching with
traditional cultures. In this sense, Yordanova talks about the label world music as ‘pluralistic enough,
yet ‘simplistic and egalitarian.[*16] In her opinion, ‘the political and social pragmatism of the proj-
ect hidden behind the vague concept world music is pretty obvious. It discourages any claims about
“roots” or “stylistic purity” in local music styles, and thus, frees them from the polyphony of all
multi-layered meanings related, for instance, to nationalistic visions, identifications, sociocultural,
and political projects. In this respect, globalizations such as world music begin to work according to
the laws of their own deconstructive logic. Here the endless play of styles, idioms, attitudes, genres,
forms, and so on, turns into a play of surfaces and appearances’[*17]

The opponents in this debate consider world music as something more than merely a ‘play of

surfaces. They interpret the deconstructive logic here as a transformation of values - i.e. a move-

15 Feld, St. op. cit., 10.
16 Yordanova, T. op. cit., 29.
17 Ibid.
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ment towards a world that is free from taboos; it denounces the ethnocentric model and indulges in
creative curiosity, succumbing to the interest in the desired other.

Indeed, world music does not reproduce traditional music as heard in the museum archives;
it grows rather in width (multiculturally) and hardly has any claims to dig out layers from the po-
lyphony of accumulated meanings. World music produces rather new layers of meanings, which are
not necessarily light or serious, easy or complicated. What is more, the very ideas of what constitutes
a community in the global village have changed, as the ideas about authenticity and difference hav-
ing acquired new contours under the modern information conditions. These ideas cannot be inter-
preted unambiguously as they constitute a broad spectrum: ‘. from a means of self-identification
and search of a (lost) identity to a conscious denial of (author’s) originality - i.e. as a reaction against
the modernist paradigm; from universalism to an extreme regionalism; from an intellectual game of
glass pearls and cultural codes to a sinking into the abyss of raw pre-historic dreams’[+18]

The proponents of such view see world music rather as a sign of significant changes in cultural
attitudes at the end of the 20™ century and a transmitter of a new paradigm. In their interpretation
Western man has ceased to see himself as the centre of the world and no longer treats ‘his others’
condescendingly, like a tourist, equipped with a camera, shooting incidentally, in passing, memoriz-
ing his unusual experiences among exotic creatures or charming primitive savages. Having begun
to accumulate passionately values from alien traditions, Western man has come to approach dif-
ference not so much as a source of exoticism but more as a challenge to his own cultural identity.
As a rock musician illustrates this point, ‘..the concept of exoticism trivializes foreign cultures. It is
important to understand and respect all sorts of music from the globe as mature art forms. We are
teachers as much as learners. The secret is not to substitute one’s own culture for another, but to be
flexible enough so that one can look through the curtain of all these types of music, and appreciate
their diversity and wisdom.[+19] The pluralism and the de-centered gaze have become markers of a
new thinking in the globalizing world, and world music has turned into a transmitter of such think-

ing. The play of music spots in an untypical environment, i.e. the acculturation of colorful intona-

Pervazov, A. Shamani i computri: elektroacoustichnata muzika i svetovnite tradizionni kulturi [Shamans and Computers:
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Ibid., 22.
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tions deriving from distant (and heterogeneous) ethnic traditions is a part of the process of a truly
*.endless transformation of styles’[¥20] This play has flared up ethnic fusion during the 1990s and
has served as a catalyst for an ongoing conversation, exchange, and dialogue between differences. In
this respect, world music has acted as a peculiar barrier to static forces as well as to the frozen view-
points in the very understanding of music.

Does a similar perspective imply that world music is a postmodern phenomenon?

T. Yordanova considers world music rather a “.typical postmodern generalization, [*21] de-
spite the fact that, in her opinion, the phenomenon begun as a seductive, yet superficial and empty,
nondescript advertising label. Therefore, in its essence, it is anti-critical and does not correspond to
the critical content of the concept postmodern. On the other hand, according to Parvazov, the criti-
cal tendency on the terrain of world music may not be loudly explicit, but it really exists and reflects
precisely postmodern visions or at least those of them, which point towards ‘. a charming anti-intel-
lectualism, towards a certain deliberate return to the pre-written, the pre-verbal and the pre-ratio-
nal, despite the impact of the high technologies’[*22] To put it metaphorically, ‘.. shamanism and the
new technologies turn out to be very close. What is more, many theorists of postmodernism bring
them together in their vision of the new paradigm’ (23]

It is rather this notion that pushes postmodern theories, although the conceptualizations along
these lines derive from quite different sources. Postmodern ideas - as developed during the second
half of the 20™ century in fields as diverse as painting, architecture, music, film studies, literature, so-
ciology, communications, fashion, technologies and so on, resist a strict ordering into a system. Not
without an ironic hint in this sense, Anthony Giddens argues: ‘Post-modern, if it means anything
..concerns aspects of aesthetic reflection upon the nature of modernity’.[s24] The term revises, criti-
cizes or explains the abandonment of the Enlightenment project, the ‘grand narratives; as well as the
dominant theories related to the latter.

This somewhat unified and inclusive platform, interpreted also as de-centering, shifting of at-

20 Yordanova, T. op.cit., 29.

21 Ibid.

22 Pervazov, A. op. cit., 13.

23 Ibid.

24 Giddens, A. The Consequences of Modernity. Cambridge: Polity Press, 1990, 94.
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titudes towards diversity, difference as well to the role of the ‘little narratives, has been differently
manifested by different theorists. For instance, Jean-Francois Lyotard argues that the destruction of
grand narratives is a result inherent in the search for knowledge itself — a process, which nourishes
doubts about the claims of knowledge as a totalitarian synonym of truth. Grand narratives are, in
consequence, best replaced by ‘little narratives’ oriented towards a multiplicity of finite meta-argu-
ments.[x25] From the vantage point of semiotics Umberto Eco’s theories are concerned with the role
that the reader of a text plays in the activity of interpretation. In this connection, he draws atten-
tion to the relative nature of reading the texts and argues on the interpretative approach to textual
analysis, which, in its turn, questions the validity of the claims in terms of any universalist interpre-
tations.[%26] From the viewpoint of psychoanalysis, Jacques Lacan argues on the subconscious con-
nections between the notions of truth, the imaginary and the symbolic, which reveal psychological
aspects of relativism and the role of the subject.

A significant moment in postmodern theorizing about music is the denial of hierarchical views,
which includes a denunciation of the dictate of binary oppositions (such as high-low, light-serious,
mind-body, etc.). As a symptomatic sign in this sense, world music seems to illustrate best the fa-

»

mous postmodern slogan “Act globally, think locally! And forget about the grand plan!”. It is another
question how this new paradigm operates on different levels and among different communities or
individuals. Whether the failure of ‘grand narratives’ causes alarm or moderate optimism, wheth-
er the new forms of play are seen as ‘hollow’ or ‘meaningful’ — these are questions, which refer to a
great extent to the nuances in the very processes of self-identification, to the common social, cul-
tural and psychological accumulations, including the visions about the role of difference in the con-

struction of artistic realities. Of special interest in this respect is the interpretation of the ‘Balkan

spot’ - both in the context of world music and in the context of the Bulgarian situation.

Lyotard, J.E. The Postmodern Condition: A Report on Knowledge. Manchester: Manchester University Press, 1979, 60-66.
See Edgar, Andrew and Peter Sedgewick (eds.). Cultural Theory: The Key Thinkers. London and New York: Routledge, 64.
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East, West, and Popfolk: Music and Identity in Bulgaria after 1989

Since 1989 the concept of the change, so crucial for any society in transition, has became a
mighty engine for cultural, social, political, ideological and economical challenges in Bulgaria which,
along with all Eastern European countries, took the road towards modern democracy as a way to ea-
gerly join the efforts in building of United Europe. One of the basic points in its cultural doctrine
clearly refers to the issue of understanding the others, interethnic tolerance, cultural diversity, and ap-
preciating the policy of complementary strategies — a wonderful task which, however, met a number
of obstacles, associated quite often with paradoxes observed in relation to the issue of cultural iden-
tities. My presumption is that many of these paradoxes appear as a result of the opposition between
the actual processes and the way people refer to, imagine and rationalize them. Taking the field of
everyday culture, and more specifically, the field of popular music as a source of reflections on the
construction of particular cultural identities, I'd like to draw the attention to one of those paradoxes
concerning particular attitudes towards what is perceived as Balkan touch in music - attitudes which
conceptualize Balkan-derived musics as the non-desired other in the national context at home, in
Bulgaria, and as the desired-other among strangers, in the context of Western cultures. I will develop
this opposition, seen however in the context of late modernity when the process of cultural globaliza-
tion seems to play unexpected games with the roles of the self and the other, especially in the flexible
territory of artistic practices, especially in the field of everyday music which - as a communicational
language — does not care much about whatever political or national or ethnic boundaries.

To briefly introduce the problem, I should perhaps first tell the funny story of a friend of mine
~ a westerner, living at present in Sofia, - who once had invited a young lady to join him for danc-

ing in a chalgal*27] club. The lady had reacted in a very firm way by saying: ‘Look, I'm Bulgarian and

27

name is an abbreviated form of the word chalgija. Literally, it means playing, but it also refers to a small folk band. The
word, incorporated into Bulgarian and into other Balkan languages, comes from Turkish (Arabic). Chalgija also connotes a
vernacular instrumental style developed in the interethnic context of Balkan urban folk that emerged during the mid-nine-

teenth century and gave rise to a new level of musical performance which marked a significant aspect of the transition from

rural to urban cultures in the Balkan region.

1 wmvoraconnony. 2i

Chalga, along with popfolk, is ethno-based pop music genre that emerged in Bulgaria in the beginning of the 1990s. The
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stand behind European values - so I don't go to chalga clubs, I go to latino clubs.[*28] The lady might
have different other reasons to refuse this invitation, yet to me it still remains a secret of why in her
eyes the European values include latino music and exclude chalga.

Whatever it is, this story is a good starting point to remind the emergence of ethno-pop musi-
cal stream during the 1990s which could be seen both as a new episode in the Balkan continuum in
music as well as a particular reflection of ‘world music’ This musical stream, flourishing during the
1990s in similar ways under different labels not only in Bulgaria but in all neighbour countries, [¥29]
has served as a reminder of the Balkan heritage which, however, used to be excluded or marginal-
ized for years from the public media in Bulgaria. Updated in the spirit of contemporary western pop
music, these old new sounds are now, along with the changes brought by social and political libera-
tion since 1989, re-surfacing in a very powerful way, demonstrating that what is inherited through
common memory cannot be easily deleted as if it had never existed. Labelled most often as popfolk
or chalga, this stream has revived a specific sensitivity to local cultural traditions and brought back
the notion of exchange and transmission through ethnically mixed local practices, which have been
bound together as part of a ‘common stock’ throughout the Balkans at least since the mid-nine-
teenth century and are generally described at present as ‘Balkan; ‘oriental, or ‘non-western’ Notions
of that common Balkan stock could be heard, say, in the music of artists like Goran Bregovic or Ivo
Papazov-Ybryama, or in the music of the well known in Bulgaria “Cuckoo Band” and many recent
popfolk singers (Nelina, Gloria, Anelia, among others), who have gained a high popularity in the
national context.[*30] Infused with contemporary western-derived pop music techniques but based
predominantly on a variety of different local sources of ethnic musics, including those developed
by Roma and Turkish musicians, this stream has become a sign of modern hybridity and a specific

form of interculturalism, similar to many recent popular musical developments that have appeared

28 See Levy, C. Produtsirane na poslanija v suvremennata ‘etnicheska’ muzika {Producing Meanings in Contemporary “Ethnic”
Music]. - Buigarsko Muzikoznanie (Buigarian Musicology) 3/ 2000, 69.

29 Similar pop music developments under different names are observed, for instance, in Yugoslavia (turbofolk) and Turkey
(arabesk). Discussion on the Turkish arabesk is provided by Martin Stoke (See Stoke, M. ‘East, West, and Arabesk’ - In:
Western Music and Its Others: Difference, Representation, and Appropriation in Music Berkeley-Los Angeles-London:
University of California Press, 2000, 213-233).

30 Payner and BMK are among the main Bulgarian record labels that produce ethnopop music.
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worldwide. However, different observers tend to see in this updated Balkan folk signs either of an
antiglobalism, #31] a form which is breaking the traditional Bulgarian ethnic nationalism,[#32] or a
creative hybridity appearing as a result of productive interaction between regional and global pop
music styles.[*33] In any case, its semantic meanings, especially in terms of their ideological aspects,
are hardly single or one-sided and their reading requires close investigations of particular facts in
particular contexts.

However, its high popularity within Bulgaria has been the subject of increasing ideological ar-
gument concerning its ‘non-Bulgarian’ origins and its low aesthetic quality in general. Because of
being an art form predominantly practiced and developed by Roma musicians, then a little racial
discrimination also perhaps played its part. Chalga has been seen as a threat in terms of presumable
pure cultural identity of Bulgarians and their ‘civilizational choice} a slogan-cliché that has penetrat-
ed public space since the 1989 watershed and implied a clear national orientation towards western
values and standards.

The debate, loudly undertaken by cultural elites, has revived an old national identity syndrome
and a dilemma that has accompanied Bulgaria at least since the time of its liberation in 1878, af-
ter five centuries of being part of the Ottoman Empire - long enough to explain the visible oriental
cultural traces in the language and music of Bulgarian culture in the present. The dilemma - more
political than musical - is shared, however, by other Balkan countries with a similar political his-
tory. Underlying it are calls for a clear orientation of the national ‘civilizational choice’ Which is the
road to national prosperity? East or West? Orient or Europe? Or - translating the largely popular in-
terpretations of this geographical binary - cultural backwardness or modern progressiveness? Ac-
cording to some of the most common ideological trends now penetrating the new Bulgarian history,
such a dilemma is mainly rhetorical. Cultural elites in this country have repeatedly propagated and

encouraged - in the name of the right political choice - acculturation of the values associated with

31 See Kiossev, A. The Dark Intimacy: Maps, Identities, Acts of Identifications. - In: Balkan as Metaphor: Between Globaliza-
tion and Fragmentation (ed. D. Bjelic and Olbrad Savic), MIT Press, 2002. 165- 190.

32 See Rice, T. Bulgaria or Chalgaria: The Attenuation of Bulgarian Nationalism in a Mass-Mediated Popular Music. - In: Year-
book for Traditional Music 34, 2002, 25-65.

33 See Levy, C. Who is the ‘Other’ in the Balkans? Local Ethnic Music as a Different Source of Identities in Bulgaria — In: Music,

Popular Culture, Identities (ed. Richard Young), Amsterdam/New York, NY: Editions Rodopi, “Critical Studies”, 2002, 215-229.
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Europe and the implicit idea of ‘catching up’ with the European West. Such a choice, even today, pre-
supposes, however, that the cultural heritage of Bulgarians in its broadest sense (its ethnically mixed
culture, language, and music vocabulary, expressed in ways comparable with the lively local inter-
ethnic exchanges taking place throughout the Balkans) is something dispensable. Following such
a logic, the dilemma has never been posed as a possible expression of complementary conditions,
rather than as a choice between alternatives, that is East and West rather than East or West, and cul-
tural elites persist in trying — in the name of social, political, and cultural progress - to distance Bul-
garians from some of the multiethnic traces of their cultural past.

Needless to say, debates of this sort have revealed essentialist views close to the rather anachro-
nistic idea of the national as a ‘pure ethnic Bulgarian, while remaining somewhat vague with respect
to the place of local minorities in the context of the national discourse. Such a point of view is evi-
dently quite opposed to the idea of interpreting identities in a multiple, pluralistic, and flexible way,
according to which the inherited and the acquired do not necessarily contradict each other and may
construct specific identities both of individuals and groups. Paradoxically, in this particular case,
the inherited (the Balkan) was conceptualised as the culturally horrifying ‘other; that is, as an en-
emy inside the nation, while the acquired (global western influenced and western oriented pop mu-
sic trends accumulated from outside) was considered as a positive sign leading the nation to modern
civilization and future prosperity.

Some observers suggest that the ambivalent attitudes to the Balkan cultural notions could be
seen as a reflection of one taken for granted ideology developed by Europe itself - the one which,
in looking for its positive image in the age of modernity, counts on constructed by it ‘reverse others’
with negative connotations. As the literary theorist Maria Todorova points: *. by being geographical-
ly inextricable from Europe, yet culturally constructed as ‘the other’ within, the Balkans have been
able to absorb conveniently a number of externalized political, ideological, and cultural frustrations
stemming from tensions and contradictions inherent to the regions and societies outside the Bal-
kans’ [+34] Thus, ‘..the Balkans have served as a repository of negative characteristics against which a

positive and self-congratulatory image of the “European” and the “West” has been constructed: (35

34
35

Todorova, M. Imagining the Balkans. Oxfrord University Press, 1997, 188.
Ibid.
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Count Hermann Keyserling even stated that “._if the Balkans hadn’t existed, they would have been
invented.[x36] This paradoxical statement, expressed in 1928, implies again the motives for deliber-
ate ideological construction of this ‘other’ who may serve as a negative mirror in the construction of
the positive European self, even if this self is otherwise amorphous and controversial.

However, if we move beyond the Balkans and have a look at contemporary Western popular
music, we shall find out the interior dynamics within the Western culture itself — something which
Maria Todorova does not miss to note. We shall find out that stereotyped or essentialist attitudes
with negative connotations to the Balkan touch in music, if ever existed, are in opposition with the
advanced modern understandings of music and its developments. Not only in terms of the actual
processes in music but also in the way these processes are imagined and conceptualized. Late mo-
dernity witnessed the development of the ‘global village’ which locates people, as never before, in
environments of diverse musical vocabularies of diverse origins. And if the very metaphor global
village implies that the world today is bigger but is also smaller, it stimulates as well the emergence
of new concepts concerning the issue of difference and sameness which are a subject of lively criti-
cal discussions. For some commentators like Derrida °..the European difference means rather the
fact that Europe should not lock itself in its own identity but should diligently try to direct to what
it is not’[+37) On his part, Richard Middleton states that *..the late 20 century indicates the start of
a new historical phase in which it is becoming clear that only when others are freed to pursue their
own trajectories can Western music properly acknowledge the multiplicity of differences lying be-
neath its authoritarian binaries and become productively other to itself’[+38]

With such statements in mind, I would mention numerous symptomatic musical examples cir-
culated under the label of world music which draw the attention to the lively inter-ethnic traffic all
over the world and the Balkan notion there is quite visible as well. A number of recently realized
projects within the Western cultural context eagerly employ Balkan music vocabulary developed by
those who today identify themselves as Bulgarians, Turks, Macedonians, Balkan Gypsies, Serbs, Al-

banians, Romanians, etc. I would mention as well a number of Balkan music festivals held in Europe

36 Keyserling. Europe. New York: Harcourt Brace, 1928 (quoted in Dimova, 116)
37 Derrida, J. Drugoto oglaviavane. Sofia: LIK, 2001, 12.
38 Middleton, R. Musical Belongings. ~ In: Western Music and Its Others: Difference, Representation, and Appropriation in Mu-

sic (eds. G. Born and D. Hesmondhalgh). University of California Press, 2000, 60.
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and the U.S. - just to remind that the regional geographical notion embodied by the Balkan touch in
music is called today for a new blooming and the stream under the label of popfolk/chalga, observed
in Bulgaria, might be considered a part of similar developments in contemporary music all over the
world.

I believe that what stimulates the interest of westerners to the Balkan patterns in music refers
not so much to looking for ‘exotic sounds’ but to the existence of specific insufficiency which usually
open the door for embracing and acquiring new identity markers, including markers through the
means of music. Thus, if I take for awhile hypothetically the position of a non-Bulgarian, I would ask
not ‘Who am I?’ but “Who am not I?’ - to learn more about what and why non-Balkan people are
looking for in the Balkan music. In other words, what would be the notion of their insufficiency that
they may find it in the Balkan musical vocabulary?

There must be many answers. But I am pretty sure that one of them would lead to the particu-
lar musical asymmetry, observed in the metric and rhythmic variety, raised all over the Balkans. It
would lead to the particular Balkan groove - a concept which, according to the informal terminol-
ogy in popular music studies, is a metaphor of that specific emotional and body drive expressed in
dance rhythms. However, it is well known that popular music, in general, is quite sensitive rather to
metric and rhythmic patterns which betray or avoid the symmetry or, to put it in another way, op-
pose the particular order observed not only in music but in western lifestyles as well. Remember,
for instance, African American forms or all these musical forms labelled today as afro, latino, asian,
etc., which are eagerly employed in modern pop music styles. Apparently, such forms break the ste-
reotyped European idea for metric and rhythmic symmetry. We may suggest — even hypothetically —
that Western European notion of insufficiency comes perhaps as a result of one overdone symmetry,
overdone order, observed in music but in lifestyles as well.

Years ago, the ethnomusicologist Charles Keil was talking of similar insufficiency in the con-
text of white America — of insufficiency which looked for its other in the African American musical
forms, especially in the blues.[*39] I would take the risk to broaden a related suggestion and to en-
tirely hypothetically involve in this discussion one of the ancient myths described in some ethnology

textbooks which - despite their mega-narrative profile - may give a light onto concepts of present

interface

See Keil, C. Urban Blues. Chicago Press, 1966.
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days. The myth refers to the dichotomy between the East and the West through the symbolic imag-
ery of the lotus and the rose which imply two sides of the hurman being.[#40]

According to the story, the rose embodies the rationale and analytical way of thinking. The lo-
tus embodies the concept of mysticism and syncretism, in other words - one rather holistic view
which tends to see the mind and the body at once. The rose embodies linear elapse of time. The lotus
embodies the cycle elapse of time. Certainly, it is-quite questionable whether the rose may exhaust
the idea of the ‘rational’ West, and the lotus - the idea of the ‘irrational’ East. And I do not want
to stereotype. No more stereotypes are needed to understand the complex developments observed
‘here’ or ‘there’. Yet if today the rose may be still taken as a symbol of the rational, analytical, and tra-
ditionally conceptualised symmetry observed in the Western European discourse, then it needs its
other, the lotus. To put it another way, the rose needs that particular releasing, liberating unevenness
and asymmetry, and that particular pre-modern syncretism, survived in modernity, which probably
leads to post-modern forms, to unpredictable variants and hybrids, generated by the need of comple-
mentary alternatives, by the need of dialogue and communication between what the rose and the lo-
tus might produce while interacting.

Such a need clearly stimulates artistic dialogues at the level of the actual processes but is still
not quite conceptualized at the level of identity processes, at least if we have in mind the recent de-
bates concerning popfolk in Bulgaria. Cultural elites in this country - even concerned so much
about ‘catching up’ with modern Europe - may find themselves still behind the most advanced cul-
tural and ideological developments which today, more than ever, imply free-of-bias-attitudes to cul-
tural others and their diverse values in music. As Timothy Rice states: ‘Perhaps one day Bulgarian
intellectuals will realize that the seemingly irreconcilable opposition between a backward, Balkan,
Ottoman East, as represented by popfolk, and a progressive West, “naturalized” in nearly two centu-
ries of discourse, can be reconciled precisely by their union, their synthesis...in a progressive, attenu-
ated nationalism of the sort implied by, for example, the European Union, a nationalism that recog-
nizes and even celebrates cultural diversity and cultural connections to others’[#41] Understanding

the category of identity as a process and not as a frozen concept, and following my hypothesis, I

40
41

Rice, T. op. cit.
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See Jivkov, T. Iv. Uvod v etnologiata [Introduction in Ethnology]. Plovdiv University Press, Sofia: Jusautor, 2000, 473-481.
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would only add that the problem, is not only in the recognition of the inevitable inter-connections
with the Other as a matter of principle, but also in that critical intentional look at the mirror, called

identity, which is not static and hardly can be understood as a deadlock from past times.

Performing Parody: Simulacra or “Stimulacra”?
On an example by Cuckoo Band

Cuckoo Band, one of the most popular groups in Bulgaria who contributed to the definition
of ethno-based popmusic within Bulgaria, developed a distinctive style, closely associated with the
ability to apply the aesthetics of parody. The band was formed in 1993 to play live music at a na-
tional TV show with satirical profile but over the years their background role moved into the fore-
front. Taken as a particular (postmodern) reflection on hot events and processes during the ‘time of
transition, the music of Cuckoo Band is a testimony new cultural conditions that seem to stimulate
not only social and political liberalization but also the multiple options of artistic culture. Their cre-
ative approach is quite emblematic in terms of those artistic phenomena that clearly signify peculiar
flowering of playfulness, open forms and unpredictable fusions. However, their approach is also em-
blematic in terms of what is generally observed in contemporary popular music: affinity to variants
(covers), repetition, or, say, lack of ‘independent’ musical language — characteristics seen by some
theorists as signs that predict the ‘death of the author, the ‘end of the art, or, a predominant lack of
meanings in contemporary cultural condition. In this sense, ‘pop’ is traditionally considered to be
the opposite of ‘art’. A striking problem with this situation is the negative interdependence of the two
domains that results in a number of false ideas concerning the issue of value and meaning of musical
texts.

Notions of such assumptions can be heard in some recent theories. For instance, in trying to
approach the current flooding with copies/ cover versions/ variants, which have no connection with
original artifacts Jean Baudrillard introduces the concept ‘simulacra’ to refer in a more general sense

to the simulation of meanings.[+42] On his part, Frederick Jameson defines the eclectic mixtures and

42
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recycling of codes in artistic practices as an expression of pastiche or blank parody - i.e. an expres-
sion of an empty parody (a parody without humor). While the concept of simulacra hints that today’
s musicians have nothing left to do but to re-create, re-make, re-arrange and re-interpret what the
world has already created in music so far, the concept of blank parody, no doubt, suggests a phe-
nomenon which has lost its primary essence and purpose.

Indeed, looking at the ongoing dominant stream of cover versions, eclectic mixtures and col-
lages, especially in the field of popular music, one can find good enough arguments for coining
terms like ‘simulacra’ and ‘blank parody. What might bother about such concepts is that they gener-
alize dark reflections on modern artistic forms as a whole and announce a dominant meaningless-
ness in the modern cultural world, as if missing the point that . social norms and musical symbols
are in a constant change’[#43] and in talking about meanings or lack of meanings, we must be aware
of ‘..which sounds mean what to whom in which context’ [+44]

Apparently, such theories re-echo Theodore Adorno’s understanding of the bi-polar relation be-
tween ‘pop’ and ‘art’ — seen as two mutually exclusive cultural fields. And despite the fact that post-
modern thinking has erased to a great extent the oppositions between the two terrains - including
in terms of their values and meanings, the concept of simulacra seems to rely on those beliefs, which

ignore the logic behind the development of popular music.

Contrary to such visions, [ want to argue that eclectic mixtures, recycled codes, and copies of hard-
to-be-identified originals not only may transmit meaningful messages but ~ being based on highly
conventionalized musical structures — they bring a high communicational potential and are some-
times even in a great demand in the production of meanings able to work in a large social context.
Employing the understanding that communication is not just a transmission of information but a
dialogical process, meant to constitute specific cultural meanings, I will take a closer look at a piece,

based rather on some highly conventionalized musical codes, and discuss briefly how it operates in

43
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Tagg, P. Introductory Notes to the Semiotics of Music. Version 3 (September 1999), 3.
Ibid.
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terms of the codes and conventions it engages.

The piece, entitled To Chicago..and Back, is a 1999 recording of Cuckoo Band which blends
modern sound with musical patterns of different ethnic origins (more specifically, derived from Lat-
in American and Balkan vernacular traditions) and illustrates a clear intention to generate multi-
layered meanings, located in the field of musical parody.

The first code draws to the title of the travel notes[+45] written by the Bulgarian novelist Aleko
Konstantinov,{#46] published in 1893 after the author’s visit to the Chicago World’s Fair held in June
of the same year. But why do the musicians of Cuckoo Band employ this title a hundred and six
years after its appearance in the public literature life in Bulgaria?

The answer comes if you know the huge popularity of this book among most Bulgarians. The
name of the book and its author are deeply associated on the national level with the genres of satire,
humor, and parody in literature. The very story, told in the book, brings a good enough portion of
self-irony, revealing the experience of one provincial person, coming from a ‘non-civilized” country
like late 19" century Bulgaria, who suddenly found himself baffled and amazed in the big ‘ivilized’
world - a situation which creates a number of comic situations.

However, it must be pointed out that there is no immediate connection between the subject of
the musical piece and the novel. But yes, there is an allusion or indirect reference to the humor and
the metaphorical profile of the story told in the book. The new usage of this title signals a humor-
esque intention, and even more - a peculiar parallel between “then” and “now”, when many Bulgar-
ians embrace the sign of the longing for the civilized world’ in a very obsessive way. A hint of this

sense may be heard in the song lyrics, delivered in the manner of a fable:

She leads me in the dance,
She misleads me in the dance...

As if I'm walking on the edge of precipice.

45

46

To Chicago and Back (published in November 1893) - travel notes by Aleko Konstantinov on his visit to Chicago World
Fair in the summer of 1893.
Aleko Konstantinov (1863-1897) - Bulgarian writer, author of satirical, social and critical novels, travel notes, feuilletons,

articles.
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Stepping two ahead
Then one back -

Following this maddening aroma.

She wants me to want her,

She wants me to seek her..

As if 'm a drowned man, and she’s the strand.
I want to catch her,

Or her to catch me -

I'm stepping two ahead, then one back.

Refrain:

But her steps

Lead me to the end,
If I get there -

That wouldn’t be me, that wouldn’t be me...[#47]

The song’s message is located firmly in present times and represents, in fact, the immigration syn-
drome obsessing many Bulgarians who after 1989 dream of escaping from the hard transitional
time at home and moving to the big ‘ivilized’ world, where the lifestyle is supposed to be beautiful,

smooth and rosy.

We can assume that the very title of the piece is one of the re-cycled codes employed here to
point to one humoresque intention - but how is this intention developed further in music?

The piece follows the structure of a diptych. Its first part takes as its point of a departure a
pleasing Argentinean tango tune, presented first instrumentally and then vocally. At first hearing,
one may bet that the tune suggests the aesthetics of quasi-realism and provokes nostalgic associa-

tions which refer to melodrama, to pastiche and the ‘good old days; to the realm of escapism, utopia,

47

Translation from Bulgarian: C. Levy.
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and naiveté; in short - to that sentimental territory where ‘all dreams come true) as may be heard
in many pop songs. Indeed, the tango tune is chosen here to signify one ‘unproblematic beauty’ Yet
this unproblematic beauty, as heard later in the song, turns to be the musical image of one anony-
mous (as hinted in the lyrics), elusive and problematic she who takes the role of temptress taken here
as a metaphor of Western lifestyle.

This is the vocal styles of the male voices that introduce a problematic layer and creates, how-
ever, a double critical perspective, suggested by the two quite different vocal manners and the lyrics.
Applying the approach of call-and-response, the male vocalists — Georgi Milchev and Slavi Trifonov
- contradict each other stylistically. The one manipulates the tune rather in the spirit of melodrama
and in the style of sweetish classical crooners, slightly mocking the tango beauty when naming in a
witty way its dance steps: ‘stepping two ahead, then one back... This play of words signifies a hesi-
tation on whether or not it’s worthy to follow the maddening aroma of the imagined she. The other
voice replies in a rather earthy and more dramatic manner and announces, in fact, the point of the
message: ‘if I get there, that wouldn't be me, that wouldn't be me..

This is how the tango convention, one par excellence ‘latino’ musical fashion with ethnic ori-
gins in distant (from Bulgarian perspective) Argentina, traditionally associated with particular
dance passion, is now employed and transformed to express a double feeling, a feeling of both desire
and fear: desire of being part of a rosy mythologized reality, and fear of disillusion while meeting
a strange reality which, as suggested indirectly in the lyrics, may be the ‘Promised Land; yet it may
possibly hurts, destroys or contradicts your self identity.

Far from being didactic in its intended message, the second part of the diptych represents the
actual parody. The tango tune is parodied by means of distinctive stylistic approaches developed in
vernacular instrumental music all over the Balkans, known under the name of chalgija (as earlier ex-
plained, a tradition that has been developed in the music of Balkan Gypsy brass bands, and later, in
the music of the wedding bands). The odd musical image, mirroring the rosy tango in a ‘wrong, ‘false
way, employs what I would call a Balkan groove, based on another largely conventionalized code:
the particular ornamental instrumental manner of Balkan brass bands and the specific rhythmic
patterns of regional irregular dance meter 9/8.

This turn to a regional instrumental sound creates the allusion of coming back, that is, coming

back to the imagined reality of an oriental semi-rural, semi-urban Balkans. It re-plays at the same




time a stereotype which has historically frustrated Bulgarians - a stereotype which implies a comic
dialogue between the ‘uncivilized here’ and the ‘civilized there’. Rather this specific comic dialogue,
full of kicking rhythmic riffs and associations to subversive body pleasures, creates a vital musical
humor and a stimulus which produces the effect of parody.

Eclecticism and the use of highly conventionalized codes, modified in a particular way, is a well
established approach in performing parody. However, any particular example may signify different
things to different people. Whether or not one can hear the musical smile here, that is, the stimulus
which makes this parody meaningful, depends on a number of factors. Some of them refer first of all
to the degree to which you are inside a particular communication process, that is, inside a particular
ongoing purely musical and extra musical intimate conversation, based on a set of specific situations.

Thus, whether or not we may qualify it as a ‘blank parody’, as a product of ‘simulacra’, or as
a projection of stimulacra, depends on our personal experience, on our personal ability to get the
ironic intentions of the performers, and not least, on our personal sense of humor. Perhaps such am-
biguity questions the understanding of music as a ‘universal language’ and gives more arguments to
the understanding of music as a communicational language which may connote specific meanings
created in particular social and cultural contexts.

Such understanding takes to what Bakhtin suggests in his reflections on dialogical nature of
people’s comic culture. However, his insights into the 16™ century Rabelaisian parody claim that the
good laugh does not deny its opposite, the serious perspective. The good laugh is always ‘double-
voiced’ and brings the potential to purge and supplement the level of seriousness. Apparently, the di-
chotomy of ‘tears and smiles, of ‘laughing and crying’, or, to use modern terms, of ‘fun’ and ‘serious’,
understood sometimes as mutually excluding each other artistic realms, is only a recent phenome-
non associated with cultural fragmentation and the way modernity imagines narrowly distinguished
practices. Yet, as we hear in “To Chicago and Back, the serious and the fun co-exist inseparably and,
in a way, similar rather to the times of pre-modernity, exploit and innovate - predominantly in the
forms of covers, eclectic mixtures and re-cycled codes ~ that communal potential implied in well es-
tablished musical conventions. Whether or not it means that we witness a logic coming from the cy-
clical development of culture and a dialogue between pre-modernity and post-modernity is a anoth-
er issue which I leave it aside for now.

In conclusion, I would suggest that the analysis presented here should not be taken for granted, even
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interface

though it is based on the experience of an insider. This analysis presents, after all; one particular in-
terpretation, one particular reading. I'm pretty sure that if someone else undertakes a further read-
ing at the same musical text, the points or conclusions drawn here may turn to be different. For the
decoding of musical semantics is an entirely subjective process that validates the concept of cultural
relativism. Following this understanding, I believe that nothing is final in our trying to decode and
understand the value and meanings implied in musical texts. And from this point of view, ‘art’ and
‘pop’ must be considered as just particular, historically constructed cultural domains, as free-of-bias
umbrellas, which might be helpful in understanding two distinctive cultural logics with no necessar-

ily negative interdependence.

[(Z V= LT3 TN TERT #7I —ZRF5ERT)
[Claire Levy, Institute of Art Studies — Bulgarian Academy of Sciences]




On "Two Voices of Art History"

Piotr Piotrowski

In his book Das Ende der Kunstgeschichte. Eine Revision nach Zehn Jahren, translated into Eng-
lish as Art History after Modernism, Hans Belting, one of the leading European art historians, writes
about "two voices of art history," Western and Eastern European. In Belting's view, the task of art his-
tory is "to find an European profile that, in the case of art history, means the coexistence of very differ-
ent and sometimes contradictory narratives."[+2] He has no doubt that the history of Eastern Europe-
an art, particularly after 1945, differs from that of art in the West. What makes the difference between
the two kinds of artistic experiences, Beltings contends, is the Eastern "conviction in the power of art,
something that had vanished long before in the West.” What is more, to the Eastern European artists of

that period art was still “a necessity of life, not - as it was in the West [PP] - a professional activity."[+3]

Belting is not the only one to be interested in the problem. Christoph Tannert, once an art critic
in the GDR and now the director of the Berlin Kunstlerhaus Bethanien, wrote in 1991, shortly after
the fall of the Wall:

After the political changes brought about by "perestroika” in the USSR, the West expected an in-
rush of beneficial, exotic powers from the East. A "crisis of meaning” in the West - the result of

speechlessness and surplus — had nourished hopes for a mythographic renewal from the East.[x4]

|————— Originally written for: Katja Bernhardt & Piotr Piotrowski (Hrsg.), Grenzen iiberwindend... Berlin: Lukas Verlag, 2006.

2——— Hans Belting, Art History after Modernism, trans. Caroline Saltzwedel and Mitch Cohen. Chicago and London: University
of Chicago Press, 2003, 61.

3——— Belting, 58, 57.

4———— Christoph Tannert, "Reality in the Foreground,” in Christoph M. Joachimides and Norman Rosenthal, eds, Metropolis.

International Art Exhibition, Berlin 1991. New York: Rizzoli, 1991, 32.
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When Tannert asked himself a question what could really boost hope for the renewal of culture in
the West, he responded that perhaps it was the dissident art of Eastern Europe. According to him, the
task of contemporary culture is not to preserve Eastern European institutions, but: "the aim - accord-
ing to the author [P.P] - should not be to preserve institutions, but, rather, to protect and stabilize
moral attitudes,” that is, to maintain the Eastern European nonconformism.[+5] Another response,
as it seems, came quite quickly, when Eastern Europe, and in particular Russia, opened its borders to

Western capitalism, including also Western art industry. In that context, Joseph Bakstein wrote:

In just a few years, life in Russia has changed so much that we have found ourselves in an al-
most wholly different society, living a different life. For nonconformist artists of the 1970s gen-
eration, this is especially true: after having risked everything to challenge Soviet official culture,
they now find themselves celebrated in the international art world. Strange to say, this sort of

success is the most difficult thing for a nonconformist to handle(+s]

It should be noted that when Belting demanded "harmony of coexistence of two voices of art histo-
ry," another art historian and curator, Ryszard Stanistawski, made an attempt to speak with a single
voice of art history in his momumental exhibition called Europa, Europa(fig.1). I do not want to an-
alyze in detail that very important show, displayed in Bonn in 1994, since I have done it on another
ocassion.(#7] Let me just say that Stanistawski's way of thinking — and he considered it his mission
to include the art of Eastern Europe in universal (actually Western) art — was a typical example of
the strategy of Eastern European art critics, aiming at some recompense for a long period of isola-
tion and closed or at best only slightly ajar borders. All this is, of course, a normal reaction to his-
tory, but it prevents the recognition of the cultural identity of the region both before 1989 and now.

This kind of discourse comes from the community of art critics, curators, artists, and art historians

Tannert, 34.

Joseph Bakstein, "Nonconformist Traditions and Contemporary Russian Art. A View from Moscow," in Alla Rosenfeld and
Norton T. Dodge, eds. Nonconformist Art. The Soviet Experience, 1956-1986. Thames and Hudson in Association with the
Jane Voorhees Zimmerli Art Museum, Rutgers: The State University of New Jersey, 1995, 332.

Piotr Piotrowski, "Central Europe in the Face of Unification," in Maria Hlavajova and Jill Winder, eds. Who If Not We
Should at Least Try to Imagine the Future of All This. Amsterdam: Artimo, 2004, 271-281.
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- at least a large number of those of them who want to perceive themselves as part of the universal
(that is, Western) culture, trying to push into oblivion the historical origin of their own, local one,
and to situate their own position on the global, universal level, and not in the regional (read: provin-
cial) framework. In her catalog After the Wall, Bojana Pejic quotes the Lithuanian artist, Deimentas
Narkevicius, who has told her in Vilnius "I am a bit tired of being a 'Lithuanian artist;' I would like to

be just an artist". [x8]

fig.1 Europa, Europa,
exhibition poster: Kunst- und Ausstellungshalle der Bundesrepublik

An interesting attempt to avoid such tensions is a book by the Slovak art historian, Maria Oris-
kova, Dvojhlasne dejiny umenia [Two Voices of Art History].[+9] Obviously, the title has been bor-

rowed from Belting, yet Oriskova's study is not so much a critique of Belting's theses, but of his sub-

8—————— Bojana Peji¢, "The Dialectics of Normality," in Bojana Peji¢ and David Elliott, eds. After the Wall. Art and Culture in Post-
Communist Europe. Stockholm: Moderna Museet, 1999, 019.

9————— Maria Oriskova, Dvojhlasne dejiny umenia. Bratislava: Petrus, 2002.
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ject matter, namely the exclusion of Eastern European art from the textbooks of world art history
after 1945. Analyzing the art of Eastern or, more precisely, Central Europe, and its reflection in the
Western historico-artistic disourse, she makes an effort to disclose the complex and quite peculiar
causes of that state of affairs. In her opinion, both parties have been responsible, since the Eastern
European critics provided their Western partners with a simplified picture of the local art, develop-
ing primarily, though not exclusively, within the so-called dissident paradigm, that is, the resistance
against the regime. Such a picture was passively accepted by critics in the West, who assigned to it
only peripheral significance. However, the most radical response to the methodological approach to
the region's art, exeplified by the Europa, Europa show appeared in Ljubljana - both in its museum
of modern art (Moderna Galerija), which put together a collection of Eastern European art,[x10] and
in the projects of a group of Slovenian artists, called IRWIN. Their activity is not limited to artistic
creation, but reaches into the field of art history with reference to which they have recently proposed

an artistic map of Eastern Europe.[#11]

ARTEAST GO

2000+ - 1. kar sega v tretjo tisodico, tudi tretje tisocletje; prenesenc: nekaj,

kar je odprto in usmerjeno v prihodnost; 2. v ozZjem pomenu zbirka sodobne

mednarodne umetnosti Moderne galerije v Ljubljari kolekcija - zbirka, zlasti

umetniska arteast - premik v perspektivi pri oblikovanju zbirke 2000+ (gl.)-

upostevanje umetnosti z vseh strani neba, vendar s posebnim poudarkom na

delih iz Vzhodne Evrope 2000+ - 1. reaching into the third thousand, also the

third millennium; metaphorically, something open and orientated towards the

future; 2. in a narrow sense, a collection of modern international art at the :
Museum of Modern Art in Ljubljana collection - a set of artistic works arteast - fig.2 2000+ ArtEast Collection,
a movement in perspective used when assembling the 2000+ art collection - . ’ f .
taking the art of all countries into consideration but with emphasis on the collection poster, Moderna Gale“Ja’ LJUleana’

countries of Eastern Europe 2000 (curator: Zdenka Badovinac).

10— Zdenka Badovinac, ed., 2000+ ArtEast Collection. The Art of Eastern Europe in Dialog with the West. Ljubljana: Moderna
Galerija, 2000; Zdenka Badovinac and Peter Weibel, eds. 2000+ ArtEast Collection. The Art of Eastern Europe. Innsbruck/
Wien: Orangerie Congress/Bozen, 2001.

11— IRWIN, ed., "East Art Map,"(fig.3) New Movement, no. 20, Ljubljana 2002. Cf. also Borut Vogelnik (IRWIN), "Total
Recall,” in Maria Hlavajova and Jill Winder, eds. Who If Not We Should at Least Try to Imagine the Future of All This.
Amsterdam: Artimo, 2004, 171-186.




The former example, called 2000+ ArtEast Collection(fig.2), is a project to establish a museum
practice with reference to the art of Eastern Europe of 1960-2000, which would be an alternative to
the universal and global (West-oriented) practices, thus matching a different kind of artistic experi-
ence. The collection was founded in 2000 as a result of international cooperation of art critics from
the region. The latter is a project of the IRWIN group, constituted by artists who have been sensitive
to the problem of their macroregional identity (that of Eastern Europe) since the very beginning of
their activity. They have been cooperating with an international team of art critics as well. In com-
parison to the museum project, the artists tried to move one step further and created a kind of map
of the Eastern European art with its interconnecting links, which, in fact, seems to me a rather argu-
able idea. Even though the two projects are different, they have something in common, as they com-
pose a visual or historico-artistic picture of Eastern Europe or, to use the term of Hans Belting, the

“other voice of art history,” alternative to the dominant one.

An effort to maintain the cultural uniqueness of Eastern Europe does not imply, however, any
consent to essentialize or orientalize the visual culture of that part of the continent within the West-
ern critico-artistic discourse. Precisely such tensions occurred during the Interpol exhibition orga-
nized in Stockholm in 1996, which was intended to become a model dialog between East and West,
in fact though, it turned out to be a starting point of a discussion about the complex situation of Eu-
ropean culture after 1989. The history of the exhibition is worth analyzing to find out how difficult
the problem actually is. The original idea, developed by two curators, lan Aman from Stockholm
and Victor Missiano from Moscow, was to invite a certain number of artists from the East and from
the West respectively, who would then choose their partners from the other side of the Iron Curtain
and work together on some common project. Unfortunately, that idea did not bring the desired re-
sults. After serious tensions, which had surfaced already before the show was even opened, its very
opening became a scandal, making Victor Missiano call the event "the art exhibition which divided

East and West."[#12] The tug of war was in fact a violent reaction of the "Western party” to a perfor-

12

cow Art Magazine, 2000. Cf. also: Laura Hoptman and Tomas Pospiszyl, eds. Primary Documents. A Sourcebook for Eastern

and Central European Art since the 1950s. New York: Museum of Modern Art, 2002, 345-361.
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Eda Cufer and Victor Missiano, eds. Interpol. The Art Show Which Divided East and West. Ljubljana/Moscow: IRWIN/Mos-
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mance made by the Russian artists: Alexander Brener, known to have continually attacked the ar-
tistic "establishment,” who destroyed a work of Wenda Gu, a Chinese artist living in New York, and
to another event of Oleg Kulik, pretending to be a dog, who had done that already on various Euro-
pean locations, and who, having bitten a few spectators, was arrested by the Stockholm police. Kulik
argued that the chain on which he was "kept" by the organizers was too long, while the audience ing-
ored a warning "Beware of the dog." (fig.4) The artist, however, took his performance very seriously,

just as any other he would do.

fig.4 Oleg Kulik on the Interpol exhibition,
Stockholm 1996
(curators: Ian Aman i Viktor Misiano).
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It is not my task to reveal the motivation of those two acts of the artists' agression, and I do
not want to take into account the complaints of Wenda Gu, whose work has been destroyed, or the
charges pressed by the bitten spectators. The hostile reactions of both the Chinese artist and the bit-
ten victims are perfectly reasonable from the human, purely emotional point of view: no one wants
to be bitten, and no one wants his work to be ruined. The objective of my analysis will be an energet-
ic protest of all the Western artists present at the show, who accused all the Eastern European partic-

ipants of "Eastern European barbarity."

fig.5 Wenda Gu's destroyed work by Alexander Brener, Interpol exhibition,
Stockholm 1996 (curaters: lan Aman i Viktor Misiano).

Kulik's performance seems particularly significant in this context. According to Renata Salecl:

Kulik was invited as a peculiarity - as a Russian dog. I am certain — Salecl continues — that if an
American artist played a dog, he would be of much less interest to the international art scene
than the Russian artist. We all know that the majority of people in today's Russia live a dog's life.

And the first association with Kulik's performance is that he represents this reality of contempo-
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rary Russia. Kulik the dog thus interests the Western art world because he is the Russian dog.
Referring to that particular event, that is, to the Inferpol exbitition, Salecl added:

The trauma of the West in regard to Russia in recent years is that the West regards Russia as a
superpower, but only on the condition that it does not act as one. And, in regard to Kulik's per-
formance, the West finds aesthetic pleasure in observing the Russian dog, but only on condi-
tion that he does not behave in a truly dog-like manner. When Kulik ceased to be a decorative
art-object - the Eastern neighbor who represents the misery of the Russian dog-like life — and
started to act in a way that surprised his admirers, he was quickly designated the enemy. His
performance [...] was described as a "direct attack against art, democracy and the freedom of
expression,” and as a "classical model of imperialistic behavior." [...] The other has to be passive,
submissive victim-like other; but, when the other does not act in this way, he or she is quickly

designated as imperialistic, fundamentalist, totalitarian, etc.[+13]

In that case it did not matter that Kulik did not want to be associated with a Russian dog. His inten-
tion was to address a more general and universal question of the relationship of man and animal,
which has been recently quite often approached in the critique of anthropocentrism. Both to the
Stockholm audience, though, and to the Western participants in the show that problem proved to-
tally irrelevant. What was relevant was the identification of Kulik’s "misbehavior” as essentially Rus-
sian, not so much that of the Other, but the Alien, if not simply an enemy. With respect to Brener's
action, we should remember that destruction in art has been, next to the assaults of performers on
the audience, a siginificant element of the Western cultural tradtion.(+14] Thus, from the historico-
artistic point of view what happened in Stockholm was rather banal, and definitely not new. What
was new, however, was that the act of destruction was performed by an Eastern European, while the
target was the work of a Western artist (of Chinese origin) and the Western audience. In his excel-

lent essay on Interpol, Igor Zabel recalls the words of another Russian artist, Ilya Kabakov:

13
14

Renata Salecl, "Love Me, Love My Dog: Psychoanalysis and the the Animal/Human Divide," Interpol, 112.

Cf. e.g. Dario Gamboni, Destruction of Art. Iconoclasm and Vandalism since French Revolution, London: Reaktion Books, 1997.
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[Kabakov] was describing — Zabel says — his experience of a cultural relocated person. One of
the aspects of Western culture [Kabakov] was interested in, was the permanent tendency to
criticize, provoke and even destroy within this culture. He compared his experience of this ten-
dency - Zabel continues - to the experience of an orphan living in a children's home who is vis-
iting the family of his friend. This friend is sick of his home and his behavior is aggressive and
insulting, while the visitor himself sees a totally different picture: a nice home, and kind and in-
telligent parents. But there is another thing that is essential, the friend's family is strong enough
that it is not in danger because of the boy's outburst. The same is true of Western culture, says
Kabakov, and continues: Western culture is so vital, its roots are so deep and so alive, it is so
productive that it, speaking in the language of the parable above, absorbs, recasts and dissolves
in itself all destructive actions by its own "children," and as many believe, it sees in these ac-
tions its very own development — what is elegantly referred to here as 'permanent criticism.’ But
T would like to add a footnote here [Zabel continues quoting Kabakov]: this criticism, like the
destruction itself, is permitted [...] only from its own children. That same mom described above
would have behaved quite differently if I had started to act up at the table the same way as her

son. Most likely she would have called the police.[#15]

According to Zabel, something like that happened in Stockholm at the Interpol exhibition. He writes
that although the Cold War is over, the West still plays the role of the "master,” and no dialog with
the master allows for a true partnership of equal parties. The East, sometimes called the "former
East," is still the West's Other. More than that: the West needs the Other to define itself. During the
Cold War, however, the West perceived the East in a different ideological framework, as an object
of the modernist universalism which was an instrument of the Western expansion, if not a sign of
its imperialism. What was universal seemed to be Western, and whatever was considered univer-
sal art, in fact was Western art, and the reverse: the Western art was understood in universal terms.
The Eastern European artists, critics, and culture activists accepted such a situation, because find-
ing their own place in it gave them an illusion of being members of the "Western family," and not, as

the Communist propaganda wanted it, participants in the specific culture of the Eastern bloc. That

15 Igor Zabel, "Dialog," Interpol, 122.
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was the main reason why the exchange between East and West was unilateral. At present, though,
the West no longer needs the modernist ideology of cultural universalism. It needs the Other to de-
fend its identity and its system of values. Such a strategy, however, is not welcomed in the East and
the events at the Interpol show demonstrated it explicitly. The Eastern European artists do not want
to be instrumentalized by their potential Western partners as the Others. Incidentally, this is also by
no means new: in the Western culture there is a strong tradition of the orientalization of Eastern Eu-

rope, started by the travelers of the Enlightenment who visited Poland, Lithuania and Russia.[*16]

The goal of a dialog among the Eastern European art critics (to be precise, between the Rus-
sian and Slovene ones) initiated in response to the violent accusations of the Western party in terms
of collective responsibility was not so much the creation of a regional identity, but defense against
the essentialization and orientalization of Eastern Europe. In fact, though, the problem of the re-
gional, post-communist identification appeared, as it were, tangentially. Joining the debate about
identity politics, I would like to draw on the writings of Irit Rogoff, in particular her theoretical and
methodological statements on "relational geography." In this respect, her project seems to me quite
insipring, since Rogoff writes about "geography in relation to the issues of cultural difference,” how-
ever, away from the internal coherence of specific social or ethnic groups.(#17] Such an approach re-
sults in a shift of focus from the centers of power to its periphery. In the context of my argument this
is most interesting, since Eastern Europe may also be treated as a geographical periphery of the cen-
ters of cultural power,(x18] located in the metropolitan areas of the West both in the times of mod-

ernism and postmodernism.

According to Rogoff, the "relational geography” is a strategy of the reconsideration of a relation
between the subject and location, yet not in terms of the national legal system or of the essence of a
given cultural heritage. On the contrary, it should be based on the cultural difference, and not unity.

Comparing the "relational geography,” which could also be called critical geography, to other critical

16
17

18

Cf. Larry Wolff, Inventing Eastern Europe. Stanford, CA: Stanford University Press, 1994.

Irit Rogoff, "Engendering Terror," in Ursula Biemann, ed. Geography and the Politics of Mobility. Wien/K¢ln: Generali
Foundation/ Verlag der Buchhandlung Walther Konig, 2003, 53.

Cf. Andrzej Turowski, Awangardowe marginesy. Warszawa: Instytut Kultury, 1998.
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theories, such as feminism or queer theory, and, on the other hand, to the traditional Kunstgeogra-
phie, one can argue that the former is not anchored in the "essence" of a place, a kind of genius loci,
which means that it follows no principle uniting the subject and its location, but reveals a cumula-

tive character, combining in its analysis various overlapping processes.

fig.6 The US Dollar sign painted by Alexander Brener on Kazimir Malevich's
White cross on the white surface, Stedelijk Museum, Amsterdam, 1997.

Let us return to our examples. Alexander Brenner seems particualrly interesting to me, since in
1997 in the Stedelijk Museum in Amsterdam he destroyed White Cross on White by Kasimir Malev-
ich, spraying on it a symbol of the US dollar. An interpretation of his gesture of destruction exclusive-
ly in terms of delinquency, as well as in an ethnic context of the "Russian” identity of the destroyer, is
not only an act of abuse, but — perhaps in the first place - a proof of sheer ignorance. Such a point of
view makes us totally unable to understand the meaning of Brenner's action. Equally useless may be
an effort to find connections between Brenner and Malevich. The latter was also a Russian artist (an

Ukrainian-Russian of Polish origin[x19]). He was very much aware of the differences between his art

19— Cf. Andrzej Turowski, Malewicz w Warszawie. Rekonstrukcje i symulacje. Krakéw: Universitas, 2002.
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and the culture of the West and generally the cultural difference between Eastern and Western Eu-
rope. Likewise, Brenner’s action cannot be reduced to protest or a critique of the Western appropria-
tion of Malevich's art., or its fetishization by the commercial politics of the Western establishment.
Analyzing what Brenner did one should keep in mind the proper historical context of the 1990s: the
fall of the Berlin Wall and (to a certain extent) the Soviet empire on the one hand, and the ongoing
commercialization of the nonconformist Russian culture on the other, mentioned also by Joseph Bak-
stein. It seems that what Brenner might have wanted to say (in contrast to Bakstein, quoted above)
was that not everything changed: he wished to keep the cultural difference not only between East and
West, but also — and above all - between the official culture (once communist, now commercial) and
the nonconformist one. His intention might have been to convince the artists in the East, as well as in
the West, that nonconformism is not just an empty word, but a still valid tradition, in tune with the
postulates of Christoph Tannert. Such an interpretation has nothing to do with the essentialization of
Eastern Europe (in this case, of Russian culture) undertaken in the context of the Interpol show by the
Western art critics and artists. It is rather an attempt at (re)construction of relations among the sub-
ject, place, and time. Likewise, it has nothing to do with justifying agression and vandalism. These two
terms belong to a very different interpretive order and to the network of a radically different problem-

atic. Hence, "relational geography" may help us understand the gesture of the destruction of art.

Interpreting the imposition of the symbol of dollar on Malevich's painting, I would like to make
a reference to one more problem indicated on a very different ocassion by Igor Zabel. Assuming that
after the Cold War the world of art (at least in Europe) is still divided into the East and the West, that
the West still dictates the terms and has the infrastructure which makes its domination possible, the
critic wonders what kind of attitude the art of Eastern Europe may take now, when the "West has won
the Cold War." Attempting to answer that question, he postulates that the art of the East should try to
deconstruct the field of art, as it were, from the inside, choosing a strategy of active resistance operat-
ing within the artistic system, and there seeking the politics of identity.[x20] Zabel gives no examples,

but one may approach Brenner's action as a kind of extreme consequence of such a way of thinking.

20

Igor Zabel, "The (Former) East and Its Identity": in Maria Hlavajova and Jill Winder, eds. Who If Not We Should at Least Try
to Imagine the Future of All This. Amsterdam: Artimo, 2004, 283-288.
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The quest for identity would then be close to the idea of guerilla warfare, in this case interesting in-
deed, since waged by the Eastern European artist against the Western system, but executed by the
means legitimated by Western culture, such as destruction, direct assault, agression, etc., which be-
long to the Western mythology of the culture of rebellion.To support that legitimization let me recall
the destruction of Velazquez's Rokeby Venus by Mary Richardson in 1914, considered by the femi-
nist historiography as the paradigmatic gesture of the formation(#21] which has been included in the
mainstream of the Western art history a long time ago. Consequently, Brenner's action may lead to
conclusions close to Zabel's effort to develop an alternative or rebeling attitude based on the cultural
difference between the Western institutional culture of spectacle and Eastern "private”, anarchic non-

conformism, still compatible with the attacked culture through the Western tradition of resistance.

Now, let us return to Hans Belting and his appeal for harmonious coexistence of different and
sometimes even contradictory narratives of art history or at least the "two voices of art history." Of
course, one might ask if Belting's appeal makes any sense in the context of the fall of the Eastern bloc
and demolition of the Wall, and there are opinions arguing for “one art history,” which challenge his
assumptions, as well as those which share them. At any rate, the cornerstone of a field of research
called "post-communist studies” is a claim that the division into the East and the West, although dif-
ferent from that before 1989, is still very much valid. Such views have been expressed both in the
East, and in the West. Such initiatives as 2000+ Art East Collection and the Art East Map, as well as
others, including the Moscow Art Magazine the 22nd issue of which was titled "East Is Looking at
the East, East Is Looking at the West,"[x22] and a mobile project of an exhibition with its companion
volume called Who If Not We Should at Least Try to Imagine the Future of All This?, edited by Maria
Hlavajova and Jill Winder,[+23] persuasively demonstrate that a debate of that kind is much needed.
Maybe one does not even have to read many books ~ it is enough to look around to realize that the

post-communist world, no matter how diversified, is not a phantasm but reality.

21 Cf. Linda Nead, The Female Nude. Art, Obscenity and Sexuality. London: Routledge, 1992.
22 Moscow Art Magazine, no. 22, 1998.
23 Maria Hlavajova and Jill Winder, eds. Who If Not We Should at Least Try to Imagine the Future of All This. Amsterdam:

Artimo, 2004.
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Apart from many elements which constitute the cultural difference, a dispute on art history
brings us, as it were, into the heart of the matter, and perhaps that is why it should be taken into ac-
count in the first place. Borut Vogelnik writes that what makes the East different from the West is
the lack of a system - not so much infrastructure, but interpretation ~ a system that would impose
some order on the artistic processes, supplying concepts, terminology, categories of description,
methods of analysis, etc.[x24] In fact, this is the lack of the history of Eastern European art, the "sec-
ond voice” of our discipline. Therefore, we should develop a system of the historico-artistic analysis
which would prove flexible enough to include many kinds of experience, and coherent enough to
construct a narrative revealing the uniqueness of Eastern Europe, but on the other hand, compatible

with the "first voice” of art history.[+25

If we take into account a critique of the Europa, Europa exhibtion, and particularly of its meth-
odological and theoretical background, the first step seems to be a rejection (and not access to, as
in the case of the Bonn show) of the Western canon of modernist and contemporary art. The West-
ern art history, that “first voice" of our discipline, has been functioning, at least as regards its main-
stream, with reference to a canon of works. Fortunately, that canon has been criticized from various
points of view: feminist, queer, Marxist, that of the visual cultural studies, etc. All those critiques be-
long, in general, to the tradition of 1968. However, despite the critical revisions, the canon not only
has not disappeared, but it has proved able to absorb many critical theories. On the other hand, even
though there have been attempts to include in the canonical history of Western art some artworks
from the East,[+26] the essential domination of the Western canon of the so-called universal art his-

tory has remained unchanged.

Of course, and this is very important, the art of Eastern Europe developed in relation to the

Western canon. Yet within our analytical practice it seems much more productive to stress the ten-

24

25

26

Borut Vogelnik (IRWIN), "Total Recall,” in Maria Hlavajova and Jill Winder, eds. Who If Not We Should at Least Try to
Imagine the Future of All This. Amsterdam: Artimo, 2004, 171-186.

T have attempted such an analysis in my book Awangarda w cieniu Jalty. Sztuka i polityka w Europie Srodkowo-Wschodniej.
Poznan: Rebis, 2005.

Cf. Brandon Taylor, Art Today. London: Laurence King Publisher, 2005.
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sions between the local experience of art and the canon than to place the local art mechanically (and
perhaps clandestinely) in the canonical framework of art history textbooks. Our attention should
rather be concentrated on deconstruction of the relationship between the two domains, and not on
strategies of inscribing the artistic culture of Eastern Europe in the Western canon. In this context,
the key question is: what does it mean that the art of the "other” Burope was developing with refer-
ence to the art of the West, and how did that development go on? If we fail to ask this question, we
will receive a traditional picture of tensions between the center and periphery, while asking it, and
deconstructing the relations in search of the particular meanings of the art created outside the ca-
nonical centers, as well as interpreting the West-centered mythologies of the Eastern European cul-
ture in their historical frames as reactions to the political situation, we get a chance to understand
our object of study much better. In other words, we should rather focus on the use and exploitation
of the canon, and not on its mechanical influences. This will allow us to disclose the cultural differ-

ence which is indispensable to determine the identity of the place.

While the historico-artistic disourse of the "first voice” is clearly marked by the presence of the
canon, the development of a similar system in the art of Eastern Europe is very difficult, if possible
at all. The reason for this seems quite simple: it is not only that the history of Eastern European art
has not been written, but when it is written, it will have to take into consideration the heterogeneity
of narratives to a much greater extent than its Western paradigmatic equivalent. The history of the
region's art (in particular after World War II) in each country developed independently of the oth-
ers. Those discourses were parallel, and at least until now they almost never overlapped. That was
caused by scarce artistic exchange among the communist countries. Each of them was rather reluc-
tant to take part in such exchange, which was dictated by the subconscious resistance to the official
propaganda of some specific identity of the Eastern bloc as a whole, and a claustrophobic complex
of isolation of that part of the continent from the "true” sources of culture, that is, the West. I am not
saying that there was no exchange whatsoevet, yet it was always more or less accidental and, first of
all, so sporadic that it could not create conditions for common art history. Hence, in Eastern Europe
we have a number of particular or, more precisely, national art histories and canons which are often
incompatible and unexchangeable. There is no single historico-artistic narrative, but many national

discourses; no single "second voice" of art history, but many "second voices" which most likely will
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be negotiated, however, with a result that may not necessarily come out as a uniform canon. Using a
geometrical metaphor, I would say, taking the risk of oversimplification, that while the "first voice"
has a vertical and hierarchical form, the “second" one, due to its plurality, takes a form which is hori-

zontal, non-hierarchical, and polycentric.

Another fundamental concept of the Western art history is style. In fact, Eastern Europe has
never simply reflected the stylistic narrative of art in the West, and in its artistic practice never ac-
cepted the paradigmatic stylistics of specific trends of modern art. The model of the history of mod-
ernism defined in stylistic terms has always been translated into heterogeneous mutations, both at
the beginning of the 20th century and later. The relevant examples are the Russian cubo-futurism
(in this case the very label is heretogeneous) the Hungarian activism, the Polish formism, and the
Central European surrealism (except for its Czech variant). Also after World War II the situation did
not change, regardless of the changing political circumstances whose influence on the culture of the
region cannot be overrated. The Eastern European artists and the art critics and historians who fol-
lowed them used the Western labels of particular trends (e.g. informel, neo-constructivsm, new ex-
pression or neo-expressionism) yet quite often they understood them slightly differently from their
Western partners. Let me emphasize one example, that is, conceptual art which was very popular all
over Eastern Europe, but its Eastern European understanding proved much wider and much more
heterogeneous. In general, the specific character of that kind of art can be defined, referring once
again to Hans Belting, as "practical necessity"” approached in existential rather than linguistic terms,
more ontological, if not outright metaphysical, than epistemological or analytical. In other words, as

Laszlo Beke has put it:

In comparison to this Western notion of conceptual art, the Eastern European variant was nev-
er so rigorous. Rather, it was flexible and elastic, ironic, humorous, nonprofessional, communicable,
always ready to become a social activity of a group of young people or even an alternative move-
ment. [...] On the other hand, the "immaterial” nature of conceptualist works, and the "poorness” of
the media employed - "just an idea,” words and concepts, paper and pencil, typewriter, postcards, a
telephone call, ephemeral actions ~ made communication easier and censorship more difficult. This

is why conceptual art had to be invented in Eastern Europe, and its function as a strategy for evad-




ing authority should be considered a feature specific to its development in the region.[+27]

By the way, it was not like that everywhere. The conceptual art in Poland was very different
from conceptualism in Hungary. It was much less subversive and politically committed, which only

proves that the model of the historico-artistic narrative of the region is much more pluralistic.

Now we must ask a question about the reasons for such heterogeneity of art in Eastern Europe.
An answer comes from political history which not only differentiated the circumstances of the func-
tioning of art (then and now) in the West and the East, but also the significance of artistic creation
in particular countries of Eastern Europe. Of course, the political history of the West does not pres-
ent 2 homogeneous picture, either, but even if the situation there varied from country to country in
Western Europe (France, Germany, Italy, the UK, etc.), not to mention the other side of the Atlan-
tic (the USA and Canada), still, Western societies always had certain constant and negotiable points
of historical reference. For instance, 1968, a key date in the history of Western culture, means more
or less the same everywhere. Yet in Eastern Europe, contrary to current opinions in the West, even
though the communist regimes were in power everywhere, too, and culture could not avoid its de-
cisive impact, the situation was (and again, still is) very complex. To give a few examples, the year
1948 seems to have been the beginning of the Stalinist cultural policy all over East-Central Europe,
except, however, for Yugoslavia in which the same date marked the outset of cultural liberalization
to bring results already in 1951. The year 1956 in some countries of the region, particularly in Po-
land and the USSR means a cultural "thaw,"” while in other countries (e.g. Bulgaria and Romania)
it means nothing. In some countries the years 1968-1970 mark the beginning of the so-called nor-
malization, that is the end of liberal cultural policies or even opression (in Romania, but primarily
in Czechoslovakia after the suppression of the Prague Spring), while in others (e.g. in Poland) the
year 1970 marked the begining of limited artistic liberties. Similar differentiation may have been ob-
served in the early 1980s: in Poland it was the period of matrial law, while in Hungary the years of

the so-called "goulash socialism," that is, a consumerist model of the communist state, openness to

27

Conceptualism: Points of Origins, 1950s-1980s. New York: Queens Museum of Art, 1999, 42.
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the West, and siginificant liberalization of the cultural policy. Still, there are dates which meant more
or less the same all over the region: 1945, the beginning of the Soviet domination in East-Central
Europe (with different specific results), and 1989 and the symbolic fall of the Berlin Wall the con-
sequences of which also varied from country to country. The post-communist condition has taken
various forms in specific countries which are not developing according to a single schema. Quite on
the contrary, because of different national traditions, social structures, and economic solutions, the
development of these countries, including also the functioning of culture, yields a much diversified
picture of the post-communist Europe. For instance, post-communist Poland with its strong Ro-
man Catholicism respected by all social groups and political parties (including the post-communists
themselves) only little resembles the Czech Republic, while Russia is very different from the former
GDR, just like Slovenia from Serbia, even though both countries used to belong to Yugoslavia, or

Lithuania from Belarus, even though both used to be Soviet republics.

Is there anything, then, that all the countries of the region had in common in 1945-1989, or
have had since then? The first question can be answered fairly easily: the common element of all the
local cultures and modes of artistic production (their common frame) was the power system which,
although somewhat varied, had many common features, and one very basic: no democracy and the
control of the communist party over the public sphere. That pertained to Romania and Yugosla-
via, Russia or the USSR, and Poland alike. It is more difficult to answer the second question, if only
for the lack of distance in time allowing both the historians of politics and those of art to grasp re-
ality more precisely. Nonetheless, one may notice a cetrain common frame of reference, too. Next
to the lack of a common historico-artistic discourse and a sense of metodological loss haunting art
criticism, particularly the more popular one published in the daily press, apart from the scarcity of
the art infrastructure and both subjective and objective domination of Western culture (one might
say, the culture of the winners, fortunately, since the West has won the Cold War), the most obvi-
ous frame of the contemporary artistic culture of Eastern Europe is the history of short duration
(the memory of communism) and its influence on society both in high politics and in everyday life.
Problems with the functioning of democracy which may be observed with varying intensity in dif-
ferent countries of the region influence in various ways the public functioning of art. This makes the

Eastern part of the continent distinctly different from the West, where culture has been function-
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ing within much more stable systemic, legal, social, educational, and political frames, very different

from those characteristic of the United States, which is a separate issue in its own right.

To conclude: if the identity of the European art history is supposed, according to Belting, to
imply the "the coexistence of very different and sometimes contradictory narratives’, it seems desir-
able not only to maintain, but to stress and (re)construct the cultural differences; to emphasize the
historico-artistic variation and uniqueness of historical experience. The "relational geography,” with
its cumulative, non-hierarchical, heterogeneous, and critical manner of thinking, rejecting both the
essentialism of the traditional Kunstgeographie and the orientalizing tactics of the Western art criti-
cism discussed in some detail above, seems to be a convenient method of writing the "second voice"
of art history, which respects both the historical and spatial aspects of our discipline; a geography

and a history of a unique kind - as Thomas DaCosta Kaufmann would say, a "geohistory."[28]

fig.3 East Art Map, Group IRWIN,
=8 ® Ljubljana, 2002.
. i
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[Piotr Piotrowski, Adam Mickiewicz University, Poznan]

28 Thomas DaCosta Kaufmann, Toward a Geography of Art. Chicago and London: The University of Chicago Press, 2004;
Thomas DaCosta Kaufmann, "Time and Place: Essays in the Geohistory of Art. An Introduction,” in Thomas DaCosta

Kaufmann and Elizabeth Philiod, eds. Time and Place: Essays in the Geohistory of Art. London: Ashgate (in press).
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The Problem of Modernism: Art Practice under the Gaze of Art History

Anna Brzyski

The accuracy of a description of any historic event depends on whether or not the perspective
of the narrator corresponds with that of his audience. What is historically accurate and therefore ob-
jective for some may not be for others, since no single account can encompass divergent and poten-
tially competing points of view. Similarly, any attempt to generalize necessarily obscures exceptions
and departures from what is accepted as the norm, especially when the norm identifies not the most
common experience, but the dominant perspective. These are practical limitations of historic dis-
course and few historians have been unaware of their existence. And yet, the tendency to narrativize
or produce “a discourse that feigns to make the world speak itself and speak itself as a story” [*1] is
arguably as prevalent today as it was a century ago.

This has been particularly true in art history, a field which combines two incompatible im-
pulses: a desire for objective presentation of historic facts and a necessarily evaluative approach.[+2]
Since its inception, first as a form of discourse practiced by a wide variety of agents and only later
as a distinct discipline dominated by academically trained professionals, art history has embraced a
set of interrelated assumptions concerning its subject and its own function. Foremost among those
has been a commitment to a foundational idea that art is, by definition, a historic phenomenon. This
basic belief in historic continuity has been such an integral part of the Western conceptualization
of “art” that it has been rarely noted, much less questioned, even when the problem of definition of

“what is art” has come under intense scrutiny. Since this proposition links the meaning and signifi-

Hyden White, The Content of the Form. Narrative Discourse and Historic Representation (Baltimore: The John Hopkins Uni-
versity Press, 1987), 2 [p.2]

For definition of fact as a concept see Ludwig Wittgenstein, Tractatus Logico-Philosophicus, trans. D.E. Pears and B.E Mc-
Guinness (London and New York: Routledge, 1974), 5-14; also Bruno Latour and Steve Woolgar, Laboratory Life. The Con-

struction of Scientific Facts (Princeton: Princeton University Press, 1986).
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cance of any work, artist, location, institution or event to its place in history and, therefore, deter-
mines value relationally as a function of that position, the existence and persistence of such a “blind
spot” suggest that this is not simply a matter of an oversight.[+3] .

The presumption of art’s historicity has had a profound impact on the development of art his-
tory as a discipline. Because art is assumed a priori to have a history and therefore always to func-
tion as a tradition, that history is perceived as an empirical given available for investigation and in-
terpretation.[+4] The assumption of the empiricity of art’s history remains in place even when there
is an explicit acknowledgement that all historic statements have interpretive character and that the
ideal of full recovery of any historic context is, in fact, impossible. An art historic interpretation may
be understood as a statement operating within the discursive economy of a particular field. It may
be considered rhetorical, intertextual, contingent, or downright wrong from a particular perspective,
but the acknowledgement of the limits of interpretation does not diminish the faith in the presumed
factuality of the referent.[*5] Art’s presumed historicity functions in this context as a privileged text,
which in its non-transparency creates the need for the discourse and the discipline of art history. Its
status as the domain of art-in-itself makes not only possible but necessary the proliferation of ex-
egesis that does not as much provide stable explanations as guarantees that a meaning and therefore
value exist.

The third foundational assumption of art history rests on the other two. It informs how art his-
tory perceives and ultimately negates what Robert Jensen refers to as professional practice of art.[+6]

If classical art history defines art diachronically as a distinct and coherent cultural tradition, the defi-

See Donald Preziosi, “The Question of Art History,” in In the Aftermath of Art. Ethics, Aesthetics, Politics, Critical Voices in
Art, Theory and Culture (London and New York: Routledge, 2006), 29-54; and Rethinking Art History. Meditations on g Coy
Science (New Haven, CT: Yale University Press, 1989).

Empirization of art’s historicity must be distinguished here from interpretation and engagement with the historic record.
The former functions ahistorically by granting “factual” status to an a priori assumption of the continuity of art, the latter
bases analysis and claims on examination of the information embedded in the historic record. The latter approach treats the
art-belief-system, which includes the idea of empirical reality of art’s history, as part of that record, and therefore as histori-
cally specific and culturally contingent cultural framework.

See for instance Keith Moxey, The Practice of Persuasion. Paradox and Power in Art History (Ithaca: Cornell University
Press, 2001).

Robert Jensen’s definition of art practice comes from his forthcoming book Painters’ Trade. I am indebted to the author,

who is also my colleague at the University of Kentucky, for his generosity and willingness to share his ideas.
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nition of art as a form of professional and cultural practice calls for a radically different approach.[+7]
It requi'res a synchronic and diachronic mapping, which acknowledges that the belief system on
which the Western conceptual category of art is based and the reality of professional art practice do
not necessarily coincide. Jensen defines art practice as the entire spectrum of activities and behav-
iors, including but not limited to art making, in which individuals who identify themselves and are
recognized as professional artists engage in at any given time and place. This definition fundamen-
tally shifts the focus from the art objects to the social environment (not just context) of their produc-
tion.[x8] Although it does not negate the importance of the final product, in particular with regard to
its discursive and institutional afterlife, it acknowledges that the making of art objects is an integral
part of artists’ professional life and identity, something that they are trained and expected to do and
rewarded for doing well. An artwork made by an artist is therefore no different in principle from an
essay or a novel published by a professional writer, or an article or a book written by an academic au-
thor. It is subject to the same constraints, pressures, and demands that determine professional status
and establish what receives recognition and support as a valuable contribution to the field.

Although classical art history recognizes and considers the existence of the institutional, cul-
tural and social context within which the production of art takes place, it treats it largely as back-
ground information for interpretation of art objects. Instead of considering artworks as contingent
outcomes of professional activities, it accords them special status as privileged forms of cultural evi-
dence and, as Donald Preziosi has noted, devotes itself “to the restoration of the circumstances that
surrounded (and therefore are presumed to have led in some however extended and indirect sense
to) the work’s production.” [+9] It is important to note that this approach does not conceive the work
as an evidence of the mechanics of visual discourse, particular market conditions or other aspects of
professional art practice, but of general cultural trends, ideological investments, or developments as-
sumed to be internal to art itself. In other words, the circumstances cited by Preziosi are not the cir-
cumstances of the professional field, but of culture as such.

This relationship not only establishes the need for art history as a field of cultural analysis, it in

7——— For a definition and discussion of classical art history see author’s “Introduction: Canons and Art History,” in Partisan

Canons (Durham: Duke University Press, 2007).

8~————— A similar approach, applied to science as a professional field has been taken by Latour and Woolgar in Laboratory Life.

9—————— Preziosi, “The Question of Art History,” 38.
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effect conceives it as if it were external to the art system, or as if artists, art practice, and art institu-
tions were not affected by the very fact of its existence. The implicit model here is that of classical
sciences and social sciences, which adopt a view that natural, social, and economic phenomena can
be studied without being fundamentally affected by the processes of abservation, examination and
analysis. That may be true in certain fields and under certain conditions, but in art history, a disci-
pline for which the present of art practice becomes the art historic past at an ever accelerating rate,
this assumption is highly problematic, if not entirely counterintuitive. Although one could argue
that art history or rather historic thinking about art had only limited impact on Western art prac-
tice before the mid 18" century, that claim could not be made for the period since. The desire of the
Enlightenment to arrive at total and objective knowledge, which drove development of classification
systems encompassing diverse natural and cultural phenomena, prepared the ground for radical his-
torization of art.[¥10] By the mid 19™ century, art past and present was conceived, understood, inter-
preted, and evaluated from a comparative historic perspective. Contemporary artists were not only
keenly aware of this framework, they received both formal and informal instruction in art history
and were expected by their peers, critics, and the public to play a role in its on-going creation.[*11]
Within the logic of that system, contemporary art was always perceived as part of the historic con-
tinuum, insofar as it could claim a potential for future historic relevance on a national, continental
or global level. Perhaps not every artist could aspire to become the next great master in the universal
history of art, but many leading artists could and did expect to receive recognition as key figures in

the evolving narratives of national schools, and, by the beginning of the 20" century, of national art.

10 See Michel Foucault, The Order of Things: An Archaeology of the Human Sciences (New York: Vintage Books, A Division of
Random House, Inc., 1994).
11 It is interesting to note that in France, a country that had the most complex and sophisticated art system in Europe, art his-

tory first became an academic discipline in the context of an art school, rather than a university. The first professorship of
art history in France was established in 1863 at the Ecole des Beaux Arts. The first chair in art history at the Ecole was held
by Emmanuel Viollet-le-Duc (November 1863 through spring of 1864). He was succeeded by Hippolyte Taine, who held
the position from October 1864 through 1888. See Mary G. Morton, “Art History on the Academic Fringe Taine’s Philosophy
of Art,” and Philip Hotchkiss Walsh, “Violet-Le-Duc and Taine at the Ecole Des Beaux-Arts: On the First Professorship of Art
History in France,” in Art History and Its Institutions. Foundations of a Discipline, ed. Elizabeth Mansfield (New York: Rout-
ledge, 2002), 85-99 and 215-228.
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1890s: the problem of modernism

Given those expectations, how likely is it that historicism, which in the 19" century began to
function as the dominant paradigm for considering all forms of cultural production, would affect
only the interpretation of visual arts while leaving their production untouched? Here the coinci-
dence between fundamental shifts in the dominant forms of cultural production and the dominant
forms of cultural interpretation is far too great to be ignored. The entrenchment of historicism co-
incided not just with the development of modernism, but also with its rapid spread and eventual
monopoly over determination of what counted as significant art of the present and the past. In this
context, the problem of cause and effect is largely irrelevant; it does not matter whether historicism
validated modernism or whether modernism offered a ready proof for the validity of historicist
claims. What is significant is that their temporal coincidence appears to have affected the outcome.
It made the idea of “modern art” — understood as the art of the here and now - not only possible,
but logically necessary.

Approached from this perspective, the history of modern art, which in the course of the first
decades of the 20™ century becomes synonymous with history of art in the modern period, emerges
as a potential problem, rather than a simple historic fact. At question is not whether the spread of
modernism in Europe in the final decades of the 19" century deserves special historic recognition,
but whether the current ways of dealing with that history account for and agree with the historic re-
cord. Despite considerable methodological shifts in the practice of art history, the general outlines
of the normative narrative of the development of modern art has changed remarkably little since its
introduction in the first decade of the 20™ century by such authors as Julius Meier Graefe.[+12] Cer-
tainly, there has been some expansion in the cast of characters brought about by revisionism and
even an acknowledgement of the possible multiple paths to modernity. Yet, the general narrative of

the crucial early period has remained largely a story of a gradual, one could even say organic, pro-

12

Beitrag Zu Einer Neuen Aesthetik, 3 vols. (Stuttgart: . Hoffmann, 1904), and Modern Art: Being a Contribution to a New

System of Aesthetics, 2 vols. (London: William Heinemann, 1908).
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cess that took between 40 and 80 years (depending on how one identified its starting point) and
that proceeded in a more or less orderly fashion through a series of formal and conceptual innova-
tions, each responding to and/or building on the earlier ones. The resulting chronological timeline
of modern isms - romanticism, naturalism, realism, impressionism in the first part of the sequence,
then rather less clearly sequential, or some would say more rapid succession of neo-impressionism,
post-impressionism, symbolism, with art nouveau and jugendstil thrown in to accommodate the ex-
pansion of the modern category into design - has focused on the moments and sites of innovation
and has been, with only a few exceptions, the story of art in France, or, more precisely, the story of
artists working in and around Paris, a uniquely constituted focal point of the European 19" century
art system.

It is not my intention to dispute the special status of Paris. In this respect, I defer to the histor-
ic record which clearly indicates a period consensus regarding the role of Paris as a major art cen-
ter and of France as a point of origin in the development of what has come to be known as modern
art. In fact, when modern art was criticized and opposed outside of France, one of the most fre-
quent charges leveled against it was that it was a French import. It is useful, however, to distinguish
between the status and function of Paris within the 19" century European art system, and its status
and function within the metanarrative of the Western art history, which in the period since the end
of World War II has been dominated (quantitatively and qualitatively) by an Anglo-American per-
spective.[¥13]

When viewed from an alternative vantage point, for instance that of Central Europe, the his-
tory of modern art appears much less as a story of steady and gradual evolution, and much more of
a punctuated equilibrium.[*14] In this respect, Paris, a uniquely configured environment, stands out
as a radical exception and a departure from what appears to be a continental norm. While in France

we can speak of gradual development, which in many respects continued rather than interrupted the

13 On the shift in art historic discourse from German and French to English in the post war period see author’s “Centers and
Peripheries: Language Barriers and Cultural Geography of European Modern Art,” in Local Strategies-International Ambitions.
Modern Art and Central Europe, 1918-1968 (Prague: Czech Academy of Sciences, 2006).

14 Steven Jay Gould, and N. Eldredge, Punctuated Equilibria: the Tempo and Mode of Evolution Reconsidered. Paleobiology 3,

1977 pp. 115-151. See also, F. Heylighen, C. Joslyn & V. Turchin, eds., The Quantum of Evolution. Toward a Theory of Meta-

system Transitions (New York: Gordon and Breach Science Publishers, 1995).
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theoretical-aesthetic framework first developed within the academic context, outside of France one
encounters a very different pattern. Throughout Central and Eastern Europe there is a time lag of
approximately fifteen years between the first press reports of the new artistic tendencies and their lo-
cal adoption. That interval is followed by a period of rapid assimilation and mainstreaming. In many
instances, once it is initiated, the entire process from the introduction and recognition of “modern
art” as a distinct form of local art practice to its ascendancy into the dominant position within the
local art environment takes no more than a decade.

The example of Polish art is in many ways typical of this pattern. Impressionism, which was chris-
tened and identified as a new stylistic tendency in France in 1874 and adopted as a group name by the
French artists in 1877 on the occasion of their third group show, was recognized by critics as a Polish
art phenomenon in early 1890s, despite the fact that Polish artists and commentators were aware of
the French movement virtually since its inception.(#15] I choose impressionism as a convenient start-
ing point, because it was widely perceived as the first self-consciously modern style, and because it
functioned in the 1880s and 1890s throughout Europe as an umbrella term for “new;” “advanced” or
“modern” art. It is also important to distinguish between discourse and stylistic morphology. In ref-
erencing impressionism, I am not necessarily identifying the first instances of stylistic changes in Pol-
ish painting that could be identified as impressionist or proto-impressionist, but rather the recognition
and identification of a particular art practice by critics as well as artists as “impressionist” [+16]

By the mid 1890s, less than five years after the debut of the first Polish impressionists, the self-

identified moderns - artists working in the naturalist, impressionist, symbolist, and proto-expres-

15 For the history of the group’s name see Stephen Eisenman, “The Intransigent Artist or How the Impressionists Got Their
Name?” in The New Painting: Impressionism, 1874-1886 (San Francisco: Fine Arts Museum, 1986). For the history of the
Polish critics and commentators’ early engagement with French impressionism see author’s “Modern Art and Nationalism
in Fin De Siécle Poland” (University of Chicago, 1999), 70-126.

16 Once impressionism received recognition as a synonym for modern or advanced art (rather than a term of derision), and

was applied to local (rather than French) art, it was a common practice to natjonalize the style by finding local genealogies
for its development. In the case of Poland, critics frequently identified naturalists such as brothers Maximilian and Alex-
ander Gierymski and Jézef Chetmoniski as native precursors of Polish impressionism. In Germany, that role fell to Adolph
Menzel. See Frangoise Forster-Hahn, “Constructing New Histories: Nationalism and Modernity in the Display of Art,” in
Imagining Modern German Culture: 1889-1910, ed. Francoise Forster-Hahn, Studies in the History of Art 53, Center for Ad-
vanced Study in the Visual Arts, Symposium Papers xxxi (Washington: National Gallery of Art, 1996), 85-86.
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sionist modes, often switching between modes and arriving at hybrid stylistic solutions — were not
only routinely exhibiting at mainstream venues, competing successfully for important commissions,
and selling works, but were frequently identified as the best and the brightest by the Polish press. In
1895, the Krakow School of Fine Arts under leadership of a new director, Julian Fafat, underwent
a reorganization, which led to the appointments of several of those artists as faculty members. In
1897, the School's modernist faculty members, including its director and several other likeminded
artists, formed an exhibition society, the Association of Polish Artists “Sztuka.” Although Sztuka was
ostensibly dedicated to the promotion and exhibition at home and abroad of the best Polish contem-
porary art, in practice it became a preserve of various forms of modernism. Within less than three
years of its founding, the society succeeded in establishing a de facto monopoly on exhibition of
Polish contemporary art outside the territories of former Poland, making Polish contemporary art
synonymous with modern art for the external observers. In 1900, the Austrian government con-
ferred on the Krakow School of Fine Arts the rank of an art academy in recognition of the faculty’s
achievements. In 1903, Sztuka’s leading members were identified as the foremost masters of Polish
painting in a remarkable illustrated album entitled Polish Art. The only contemporary artists fea-
tured in the album were Sztuka members and, therefore, by default, the album identified modern
art as the only form of Polish contemporary art deserving art historic recognition.[*17] This entire
process from the self-conscious debut of Polish impressionism in 1890 to legitimization of modern-
ism as a mainstream academic practice in 1895-96 and finally to production of a narrative history of
Polish art, which culminated in modernism and which identified the leading artists of Sztuka as the
foremost masters of Polish painting, took barely 13 years - less than a single generation.

The story of modern art in Poland is by no means unique; analogous trajectories can be
mapped elsewhere in Europe. The dates may vary slightly, but the basic configuration remains the
same. After an initial delay, there is a rapid process of absorption and mainstreaming that by the sec-
ond decade of the 20 century allows modernism to become the dominant, and increasingly hege-
monic, form of contemporary art. This process appears to have a starting point in the 1890s, when

“modern” became a synonym for “advanced” among key actors and agents not only in the major art

17

Anna Brzyski, “Constructing the Canon: The Album Polish Art and the Writing of the Modernist Art History Polish 19th-
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centers, but in the minor ones as well. From Paris, London, and Berlin to Munich, Dresden, Brus-
sels, Glasgow, Prague, Krakow, and Oslo, the idea of modern art was not merely embraced by art-
ists and critics associated with the artistic avant-garde; by 1900 stylistically modern art began to
displace traditional, academically based works within mainstream art institutions. By the second de-
cade of the 20™ century, the distinction between academic and modern was no longer relevant, since
in many places modern art, though not necessarily avant-gardism, was by then becoming an aca-
demic phenomenon. [+18]

The classical accounts of modernism, which focus on the moments of innovation and present
the history of modern art as a stage of the ongoing history of art, do not question why modernism
became the dominant art phenomenon in the closing decade of the 19" century. They simply report
that it did. It is generally taken for granted that modern art’s inherent superiority accounts for both
its dissemination and endurance and that Frances function as the main center of innovation fully
explains the delay. In this respect the Anglo-American art history has been particularly consistent
in promoting the center-periphery model, according to which the provincial character of Central
Europe, in fact of the entire European continent outside of Paris, accounts fully for the difference in
the rate of artistic innovation and adoption. Yet, when one considers that in the second half of the
19" century information traveled with an unprecedented speed to the furthest reaches of the conti-
nent, that Parisian art and cultural trends were keenly watched and reported on not only in Europe
but increasingly throughout the world, that major French newspapers and periodicals were read-
ily available from Moscow to Madrid, and that the city was a major travel destination and a site of
extensive expatriate art colonies, it is difficult to imagine that this explanation exhausts all possible

explanations.

18

School of Fine Arts, after 1900 Krakow Academy of Fine Arts. In 1895, the school’s new director Julian Fafat, began re-
placing retiring faculty members with younger artists associated with modernist tendencies. Within a few years, the school
was de facto teaching modern art as part of academic studio practice. Elsewhere in Central Europe, artists associated with
the first wave of modernism begin to occupy temporary teaching posts and permanent academic faculty positions by the

1900s. For instance, in 1897, a year before he led the formation of the Berlin Secession, Max Liebermann was nominated

for professorship at the Royal Academy of Arts in Berlin.
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Cultural competition

What then accounts for the temporal gap? Why did artists working outside of France wait a
full decade to become “modern,” and what exactly prompted them to change their minds, in histor-
ic terms virtually overnight, in the 1890s? If we assume that the spread and rapid mainstreaming of
modernism in Europe and beyond in the 1890s was not inevitable, what were the factors that pre-
cipitated what could be only described as a tectonic shift in attitudes that assured modern art’s future
as the dominant form of Western visual discourse?

To a large extent the answer to those questions lies in the character of the European art system. In
the nineteenth century, that system consisted of local and regional artworlds organized along national
lines.[*19] This was true not only on the level of discourse, with the concepts of national schools, and
later national art, functioning as key terms of art history and art criticism, but also on the level of art
practice, art markets, and art institutions, in particular museums.(*20] In short, the issue of national
identity of culture, and consequently of the national identity of art and artists, was of paramount im-
portance for everyone involved in the production, reception, interpretation, and promotion of art.

Although we tend to assume that the 19™ century international competition among European
nation-states was mainly economic and political in character, we should not forget that by the sec-
ond half of the 19" century it firmly encompassed the sphere of cultural production. In this era of

intensifying ethnic nationalism, a nation was defined as a legitimate member of an international

19 The center-periphery model assumes the existence of a unified territory with a center or centers from which innovation
disperses outwards. It envisions Europe as a single artworld dominated by Paris and other lesser art centers, such as Lon-
don, Munich or Vienna. The idea of an art system is based on a very different metaphoric regime. Instead of treating art as
a world unto itself, one which in effect disregards actual national and state boundaries, it acknowledges that for the period
under consideration, namely the second half of the 19" century, Europe consisted of a complex system of competing art-
worlds. In other words, instead of being a whole subdivided into regions, European art environment was an amalgam of
discrete units. Its presumed cohesion, which warrants the label of a system, comes from the competition (a field of interac-
tion) among the units and Europeans’ shared perception of a common cultural heritage, rather than from actual hierarchy
of internal organization. For more on center-periphery as a metaphoric image scheme see Mark Johnson, The Body in the
Mind: The Bodily Basis of Meaning, Imagination, and Reason. (Chicago: University of Chicago Press, 1987).
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community of nations in a large part on the basis of its culture. In order to be considered significant,
that culture had to be both unique and appropriately advanced. Although those attributes were cer-
tainly claimed for their respective cultures by French, German, English, or Polish commentators,
they could only be tested and validated through international competition, which gave not only
internal but also external commentators the opportunity to see and evaluate the merit of the indi-
vidual national schools. The inter-national cultural rivairy became most visible in the context of the
international expositions or World Fairs, which showcased not only the latest technology and con-
sumer goods, but also works of decorative and fine arts. The first of those, the London Exhibition of
1851, referred to as the Crystal Palace Exposition, set the precedent for the later shows. It inaugurat-
ed a period in which major international expositions occurred initjally every ten to twelve years and
in the decades surrounding the end of the 19" century, every four to five years. Just to mention the
major ones, Paris was the host to a series of Universal Expositions, which took place in 1855, 1867,
1878, 1889, and 1900; the Columbian Exposition took place in Chicago in 1893; and the Louisiana
Purchase Exhibition in St. Louis in 1904.

During the same period, an increasing number of exhibitions showcasing works by an interna-
tional array of contemporary artists were being organized at the major European art centers. By the
1880s, there was at least one major international art show hosted in Europe every year in addition to
the Paris Salon, which by the 1880s functioned as the premier international contemporary art show-
case. Although at first glance those events may appear as opportunities for individual artists to com-
pete for attention and rewards on an international art stage, they were perceived by various commenta-
tors, including the artists themselves, as the arenas of inter-national competition. Whenever appearing
outside of their native countries or in a context of international art shows, the artists, like the modern
day athletes, were always treated first and foremost as representatives of their countries. They may have
received individual recognition, but their achievements were always viewed collectively through the
lens of the intercultural competition. Writing about the second Vienna Secession exhibition in 1898,
in which a number of Polish artists participated, Kazimierz Tetmajer, a Polish poet, author and critic,
noted that “they [the Polish artists] kept their place among the front-runners and with the exception of

a few internationally famous masters, did not allow any other nationality to overshadow them?”[+21]

21 Kazimierz Tetmajer, “Secesya Wiedesiska,” Czas, 17 April 1898: 1.
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Tetmajer was by no means alone in using terminology of competition, which brings to mind
analogies with sport, to discuss art. By mid 1890s, the period in which international sport competi-
tions and races increasingly served to displace and sublimate growing political, economic and ter-
ritorial tensions and rivalries, this was a common trope shared widely by contemporary commenta-
tors. In this context, it seems hardly a coincidence that the first Venice Biennale held in 1895, the
oldest continuous international exhibition of contemporary art explicitly conceived as a competition
among national teams of artists, preceded by only a few months the first modern Olympic Games
held in Athens in the spring of 1896.

If the international art exhibitions functioned as regular tests of the national cultural rankings,
the national art museums kept the competition alive for the home audiences and for the foreign
visitors during the rest of the year. They served both as constant remainders of the nation’s ongoing
participation in cultural competition, which was framed by the museum in art historic terms and
therefore extended diachronically from the present to the remote past, and as repositories of inter-
nationally acclaimed works. In virtually all instances when national art museums engaged in the col-
lecting of contemporary art, the works they purchased were produced by the nation’s leading artists.
This was certainly true in German countries, Austria, and England before 1880s. Only in France,
beginning in the 1860s, the government engaged in limited buying of contemporary foreign works
from the Salon, which were distributed among provincial museums and the Luxembourg Museum.
In 1890s, under the initiative of Léonce Bénédite, the museum’s chief curator, this practice evolved
into a more systematic endeavor to acquire representative selections from the “Foreign Schools” for
the Luxembourg in order to reveal the influence of French School on Western art.[x22] Elsewhere,
the practice of purchasing contemporary works by foreign artists for the national art collections did
not begin on a larger scale until the early twentieth century, and when it eventually happened, it
was greeted with a great deal of controversy. In many instances, there were explicit restrictions on
the use of state funds for purchase of works by contemporary foreign artists. In order to make ac-

quisitions of foreign contemporary art, museum directors such as Hugo von Tschudi, who acquired
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In 1900, Bénédite was able to secured 25,000 franks from the French government to a purchase twenty five foreign works
from the Universal Exposition. For the history of foreign art at the Luxembourg see Léonce Bénédite, The Luxembourg Mu-
seum. Its Paintings, Pastels, Aquarelles and Drawings. Foreign Schools (Paris: H. Laurens, 1924). Also, Léonce Bénédite, The
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French modernist works for the National Gallery in Berlin in the 1890s and Neue Pinakothek in
Munich in the first decade of the 20® century, had to rely on private funds or donations.[¥23]

The national art museums not only collected contemporary national art, they produced historic
narratives of the national artistic tradition by showcasing particular works and arranging them in a
chronological order. They also established the links between the development of the local traditions
and the general history of art by subdividing their collections by period and by producing educa-
tional materials, such as catalogues and museum guides, that provided art historic explanations and
contextual links. They operated, therefore, with an implicit understanding that there were in fact two
factors that determined status of national art within general art history and international cultural
competition. Those were historic longevity of the indigenous tradition and its current vitality, de-
fined largely as its competitiveness on the international art scene.

In order to be competitive within the art (historic) Olympics, a nation had to demonstrate that
its national art had an independent history that extended from the remote past to the present and
that its national school led or at least kept pace with what was perceived to be the general develop-
ment of art. Since fine art was widely regarded as the highest form of cultural expression produced
only by the most advanced cultures and denied to those lingering at the lower stages of develop-
ment, the ability to demonstrate not only the existence of contemporary national art but also of a
long historic tradition of fine art production gave a cultural group high ranking on both the dia-
chronic and the synchronic scales of cultural development. The main assumption behind the syn-
chronic developmental scale was that Europe and its cultural diaspora constituted at present the
only genuinely active and therefore advanced area. According to this view, the majority of the non-
Western areas of the world did not produce fine art, only ethnographic artifacts. Alternatively, some
non-Western regions, in particular Asian societies, may have produced art, but their artworks were
perceived as anachronisms fixed at an earlier developmental stage. Because those cultures were seen
as static and therefore incapable of self-generated further development, or modernization, they were
effectively excluded from the cultural competition. By corollary, within the West, the ranking of na-

tions, understood as unique cultural entities, was implicitly based on cultural refinement, which in
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effect meant production of advanced contemporary art. According to this logic, the most advanced
nations were not those that were the most productive from an economic standpoint or the most
powerful from a military or political standpoint, but the most advanced and refined from the cultur-
al, and in particular, artistic standpoint.

Although in the second half of the 19™ century France was widely regarded as a European
leader within the field of contemporary art, its status was not necessarily permanently assured nor
was it universally affirmed. While some saw French contemporary art as the most advanced in Eu-
rope, others viewed it as the most decadent. Commentators in countries with long standing politi-
cal and economic rivalries with France, in particular Germany and England, vigorously contested
the perception that Paris led European art or that it provided an example worthy of external emula-
tion. Moreover, within the logic of the system of international art competition, there was always a
possibility that whatever the current ranking was, it could change in the future. In fact, art history
virtually guaranteed that this would be the case, since the art of each epoch seemed to have a differ-
ent geographic center. The story of ancient art focused on Greece and Rome, that of the Renaissance
primarily on Italy, and of the 18" and early 19" centuries on France. In theory, any school could
emerge as a leader in the present, provided it possessed sufficient innate talent and produces what
others would considered historically significant art.

Irrespective of one’s perspective on modernism, the French school and therefore French con-
temporary art could not be ignored. Its visibility and prominence was guaranteed by the unique sta-
tus of Paris within the European system of local and regional artworlds, a status that was similar to
that occupied by Rome a century earlier. There was, however, an important difference. Rome func-
tioned as an art center largely before the era of historicism and ethnic nationalism. It was a place to
which artists from all parts of Europe migrated and which had little in the way of distinct local art
tradition that could be linked to the idea of nation art and culture. More importantly, the idea of na-
tional art did not yet assume the significance that it had in the 19" century.

By the time Paris emerged as the new artistic mecca, both historicism and nationalism, which
underpinned the discourse on national art, were in place. If in 18" century Rome, Italian art meant
art of the Italian Renaissance, in 19" century Paris, French art meant not only French 17" and 18"
century art, but also French contemporary art, or, in other words, the entire history and art historic

significance of the French School. The issue of French contemporary art and of the French percep-
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tion of French art as the leading European school simply could not be avoided. Moreover, Paris may
have had the largest and most sophisticated art market in Europe, but it was an insular artworld that
was neither particularly transparent nor welcoming to outsiders. European artists flocked there, but
for most, their physical presence in the art capital of Europe did not translate into an understanding
of or membership in the Parisian art networks. With the exceptions of few artists — Paul Gauguin,
Vincent Van Gogh, and later Pablo Picasso, for example — who were not only interested in enter-
ing the Parisian artworld and assimilating, but also uniquely equipped to map and take advantage
of its social networks, most foreigners remained perpetual outsiders. The majority stayed firmly at-
tached to the national expatiate colonies and eventually returned home. Their sojourn in Paris was
an expected right of passage and not an indicator of their interest or ability to become successful
Paris-based artists. In this context, success at the Paris Salon, an annual exhibition open to French
and foreign artists during the second half of the nineteenth century, may not have been relevant for
the foreign artists’ status in Paris, but was extremely important from the perspective of their situ-
ation and recognition at home. The external validation, especially when occurring within a con-
text of such a major and prestigious venue, was the most effective way of building a reputation at
home which for many translated directly into enhanced professional status and increased earning
potential. [+24]

Viewed from the perspective of those priorities, it is not surprising that the spread of impres-
sionism and therefore of modernism was delayed. With the exception of Belgian artists, who had
a unique understanding of rankings within the Parisian avant-garde, facilitated to a large extent by
physical proximity and language, and who therefore began adopting new approaches within years,
rather than decades of their appearance in France, other foreign artists had a much longer learn-
ing curve. They may have been aware of impressionism in the 1870s and 1880s, but in general they
were not aware of its significance until late 1880s. Simply put, prior to the 1890s, impressionism did
not have a wide recognition as a new significant phase of art’s development outside of France. By
the 1890s, that recognition was increasingly there among artists and critics who were paying atten-

tion to general trends and who were expecting and actively seeking the next major development. We
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must keep in mind that the term “impressionism” was often used by commentators, especially those
outside of France, as a blanket designation identifying all advanced, that is modern art, rather than
as a label identifying a particular style.

Several factors contributed to this shift. As noted by Robert Jensen, by the 1890s French im-
pressionism was increasingly exhibited in Central Europe.[*25] The prices for impressionist paint-
ings were escalating and, ironically, impressionism was beginning to get a reputation as a Salon phe-
nomenon. Already in the 1880s, key members of the impressionist circle, Pierre-Auguste Renoir and
Claude Monet, were exhibiting at the Salon. By the 1890s, there was a second generation of Salon
based artists, who were identified as impressionists or even as the leaders of the impressionist school
by foreign correspondents. Although artists such as Jules Bastien-Lapage or Alfred Roll had little in
common with the impressionists proper, their association with the Salon and therefore identification
or more accurately misidentification of impressionism as a Salon trend was extremely significant for
the movement’s reputation. In the 1890s, the Paris Salon was still considered by many, especially
those outside of France, as the most important and prestigious event of the art season.[26]

The inscription of impressionism into the emerging art historic discourse on contemporary
art was also an important factor. As noted by Martha Ward, by the 1880s impressionism was being
strategically historicized in France (though not yet elsewhere) by commentators such as Felix Fé-
néon, who championed neo-impressionism and other subsequent modernist development. Ward
notes that “to use the prefix [neo] in relation to a movement that was just beginning to gain recog-
nition such as impressionism was to archaize the present - to send it shuttling back in history, over-
night”” [+27] This historicization of impressionism not only established neo-impressionism’s claim
to be the next step, but also gave unimpeachable credentials to its predecessor. Whatever the status
of the subsequent, ever proliferating “neo-isms” was going to be, the fate of impressionism, at least
within the evolving modernist view of French art’s history, was now assured. It functioned as the

source and a point of origin for a historic trajectory that determined interpretation and ranking of

25 See Robert Jensen, Marketing Modernism in Fin De Siécle Europe (Princeton: Princeton University Press, 1994), 201-234.

26 On the continuing, though diminished importance of the Salon after 1874 see Galenson and Jensen, “Careers and Canvas-
es: The Rise of the Market for Modern Art in the Nineteenth Century,” National Bureau of Economic Research Working Paper
No. 9123, September 2002.

27 Martha Ward, Pissarro, Neo-Impressionism and the Spaces of the Avant-Garde (Chicago: University of Chicago Press, 1996), 58.
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subsequent developments.

Let us return briefly to the example of Polish modernism. There is a fairly unambiguous ac-
count of the events that led the two young Polish painters, J6zef Pankiewicz and Wiadystaw
Podkowifiski, to adopt a self-consciously impressionist style. They arrived in Paris in the spring of
1889. According to Pankiewicz’s biographer, Jozef Czapski, the artist’s first encounter with the style
happened on an occasion of their visit to the gallery of Adolphe Goupil.[+28] While attempting to
place some of Podkowiriski’s canvases with the dealer, they saw several paintings by Monet which
Goupil had in his possession. A few months later, in June, they visited the Universal Exposition,
where they saw a major retrospective of Manet’s works, as well as paintings by Cézanne, Monet and
Pissarro. They also saw the exhibition of Impressionists and Synthetists organized by Gauguin at the
Café Volpin.

They were most impressed, however, by a show of Monet’s works, which opened on June 21,
1889, at the gallery of Georges Petit and included 145 of the artist’s canvases. [*29] The exhibit, which
was conceived as a major retrospective aimed at securing the artist’s reputation as the leading im-
pressionist painter, was timed to coincide with the Universal Exposition. This was a strategic similar
to that of Courbet’s and Manet's staging of their own pavilions for the 1867 Exposition. Those in turn
must be considered in relation to the precedent of the major retrospectives of Ingres, who was identi-
fied as the head of the classical school, and Delacroix, who was identified as the head of the Roman-
tic school, which were organized by the French government for the 1855 Exposition. In 1867, there
was still some doubt as to whether Courbet or Manet was going to emerge as the undisputed leader
of the new school. Courbet’s publication of the Realist Manifesto, which gave the school a name and
a clearly defined identity, was a preemptive move. It all but assured Courbets place in history. The
fact that the realist school was shortly thereafter recognized by critics as the new school, and that
Courbet, rather than Manet, was identified as its leader, testifies to the effectiveness of his strategy.

Manet had to wait until the 1970s to be identified as a leader of a school. In an ironic twist of

fate, despite the fact that he never exhibited with the impressionists, Manet was frequently identi-
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fied as the founder of the “impressionist school” by both French and foreign commentators. This left
Monet, an artist who surely deserved such recognition, in a secondary position, that of a follower,
rather than a major innovator. It is likely, given how important status and recognition was within the
Parisian artworld, that Monet’s retrospective at the Petit Gallery was motivated by a desire to redress
this situation. Although it did not necessarily have the intended effect immediately, it confirmed
Monet’s reputation as a major innovator and it certainly identified the artist to the Polish visitors as
a major figure of a movement that was already familiar to them through hearsay. Most significant-
ly, the collection of works, which included Monets key impressionist canvases produced during the
1874-1886 period, provided the Polish painters with an exemplary practical demonstration of what
it meant to paint like an impressionist. Instead of vague descriptions, they were able to see for them-
selves concrete examples of impressionist painting, which provided them with a set of appropriate
subjects and a technique that could be analyzed, learned and applied. Their theoretical knowledge
was transformed into practical knowledge; they knew on the level of practice what an impressionist
painting looked like, what it was about, and therefore what it took to make one.

The show’s size and prominence aiso send an unmistakable message. It confirmed what the
young Poles already knew, namely that impressionism was the next significant art movement. If they
had any ambition to be counted among historically significant artists, not just at home but on the
world stage, they simply had no choice but to become “modern,” and that meant painting in an im-
pressionist style. Although from the perspective of the Parisian avant-garde insiders by this time im-
pressionism was old news, superseded by other movements, for the Polish artists, who were not part
of the Parisian art circles and who did not view contemporary art from an avant-gardist perspective,
impressionism was significant (much more so than any other current “ism” ) precisely because it ap-
peared to be both widely accepted and praised, yet at the same time radically up to date and there-
fore modern. Their main concern, shared by sympathetic critics, was how to how to make Polish art
competitive on the international art scene, and that scene was defined not by the small, private ex-
hibitions put on by ephemeral groups, but by major art shows held at the most significant European
art venues, both public and private. Monet’s exhibition held at one of the most famous and presti-
gious commercially art galleries of Europe send an unmistakable message. Impressionism and there-
fore modern art was not merely held in high regard by progressive artists and critics, it was commer-

cially viable.
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The quest for historic significance

Pankiewicz’s and Podkowiriski’s decision to reinvent themselves as “modern artists” by adopt-
ing an unmistakably “modern” working style was a professional decision, one that took into account
the relationship between competitiveness and historicism. Although in the mid 1890s traditional
methods of painting and sculpting continued to be taught, and conventionally academic works con-
tinued to be made, exhibited, sold, and collected, they were increasingly seen by a broad array of key
players — the artists themselves, as well as sympathetic writers, critics, government officials, museum
professionals, dealers, collectors, and, last but not least, professional art historians — as being simply
irrelevant. For those individuals and for entities they represented - art schools, museums, govern-
ment ministries and agencies, newspapers, journals and publishers, exhibition societies and venues,
commercial galleries — art and in particular contemporary art was increasingly defined not by specif-
ic form or content, but by something much more elusive, a potential for historic significance, which
many felt was the exclusive domain of the modern.

Modern art was quite simply the art of the modern era; contemporary art that was not mod-
ern was an anachronism. The supporters of the new tendencies believed that instead of pursuing
the historic demands of art, art that was not modern pandered instead to the demands of the phi-
listine public. It was, therefore, no more than a commodity, designed and intended for sale, no dif-
ferent in principle from a myriad of goods lining the store shelves. It was increasingly described
not just as “bad art,” because that designation implied merely a failure of imagination or skill, but
also as “pseudo-art,” a practice that adopted the appearance of fine art without pursuing its ulti-
mate aims. [*30]

Those views were fully consistent with the logic of historicism, according to which history was
defined not in terms of a historic record (the full spectrum of all events), but in terms of a selec-
tive narration of historically significant episodes. In art history produced under the impact of his-
toricism, these episodes were identified as contributions made to the general development of art

by individual artists. Kant, in the Critigue of Judgmeni, provided key ingredients and a conceptual

30 Clive Bell, Art, 5th ed. (New York: Frederick A. Stokes Company, 1910), 3-37.
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framework for narrating art’s history in an “objective” or positive way, even though he did not fully
articulate the historicist view of art. Kantian “truths” — that genius cannot be learned; that an artist
cannot will oneself to be great but must be born as such; that great artists are above all original; and
that true originality (unlike original nonsense) must be exemplary and must serve as a model for
emulation by others — became the basic tenants of the 19" century art history and, ultimately, pro-
vided a compelling rationale for the legitimacy of modern art.

Although it is more common to trace the origins of the historic consciousness to Hegel rather
than Kant, it is important to note that Kant’s notion of exemplary originality was used by the 19"
century authors, including Hegel, to argue that art had temporal continuity — namely, that it func-
tioned as an unbroken tradition. Since exemplary work was defined as a work worthy of emulation,
the designation of genius depended not only on the intrinsic character of the artist’s oeuvre, but also
on the artist’s influence on others and, ultimately, his impact on the subsequent development of art.
The implicit logic behind this argument was used not only to explain the rise of schools and styles,
two basic taxonomic categories of the 19" century art history, but also to argue that innovation was
not merely valid, but in fact superior, to emulation.

The implied temporal succession of great masters, each born rather than made, each giving rise
to a school of followers, each giving therefore a new impetus to art, served to create a historic nar-
rative of change, if not necessarily of progress. In Hegel's conception of art’s history, the historic de-
velopment in art is not posited as progress towards a particular goal, but as evolution, understood as
accommodation of art practice to ever changing conditions. According to Hegel, the historic evolu-
tion of art followed a deterministic process of the Spirit's quest for self-consciousness. Although art
evolved through time because of its association with the evolving consciousness of the Spirit, it did
not necessarily progress in a qualitative way. Rather, it changed in form and content in keeping with
the Zeitgeist of the age that produced it. [+31]

For Hegel, the 17™ and the 18" centuries, in particular the development of the type of natural-
g 1% P: typ

G.W.E Hegel, Aesthetics: Lectures on Art, trans. T.M. Knox, 2 vols. (Oxford: Clarendon Press, 1975). Hegels views on the
history of art as articulated in his Aesthetic Lectures, far from being uniquely original, should be seen as part of a broader
discourse that also encompassed discussions of biological evolution in natural sciences and of linguistic evolution in philol-
ogy. See Edward W, Said, Orientalism, Vintage Books Edition, 1979 ed. (New York: Vintage Books, a division of Random
House, Inc., 1979).
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ism epitomized by Dutch genre painting, represented dissolution of the tenuous union of form and
spiritual content that still existed in Romantic art, defined by Hegel as post-classical, Christian art.
From that point on, art ceased to evolve or to reflect the Zeitgeist. Released from the demands of the
evolving Spirit, art became autonomous. Hegel wrote that “From this point onward it is from him-
self that the artist receives his content” Because art practice was freed from its subordination to spir-
itual concerns and because artists increasingly came to question the inevitability of particular forms,
art in the present, that is, in the 19" century, became “a free instrument which [was] qualified to ex-
ercise itself relatively to every content, no matter what kind it may be, agreeably to the principles or
criteria of the artist's own peculiar craftsmanship” [+32] Art, in other words, became concerned pri-
marily with itself and the history of art became the history of changes in art practice.

With Kant's concept of exemplary originality and Hegel’s historic cultural framework, art histo-
1y as a discourse assumed its familiar shape. By the mid 19" century, it was widely accepted that art
was a historic phenomenon - a continuous and autonomous tradition defined by canonical figures
and schools and connected to the changing historic circumstances through the concepts of Zeit-
geist and style. These basic assumptions were shared by both the opponents and the proponents of
modern art. Baudelaire, for instance, described the history of art in “The Painter of Modern Life” in
terms of smooth transitions and continuity between various styles. Comparing artistic development
to biological evolution, he implied both an element of inevitability and a necessary historic depen-
dence between the various stages.[*33] A few years earlier, writing about Delacroix in his review of
the 1846 Salon, Baudelaire noted that without the artist “the great chain of history [would break], [it
would fall] to the ground.” [+34] The notion of a chain of history, which recalls the metaphor of “the
chain of being” familiar from natural history and the discourse that surrounded contemporaneous

debates on evolution, suggests that even at this early date Baudelaire distinguished between historic

32

been made in recent years in reference to Alois Riegel and the Vienna school of art history, whose practitioners have been
credijted with severing the causal link between artistic development and Zeitgeist. Although Riegel certainly pushed back

the autonomy of artistic development to a much earlier period, the basic assumption behind his notion of Kunstwollen are

not dissimilar form those discussed by Hegel.
33
34

Baudelaire, Selected Writings, 75.
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Hegel, Aesthetics, 605. In view of those statement, it may be worth reconsidering the claim of radical innovation that has

Charles Baudelaire, Selected Writings on Art and Literature, trans. PE. Charvet (New York: Penguin USA, 1993), 392.
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continuity and progress. He addressed this issue explicitly in his review of the 1855 Universal Ex-
position, when he noted that the concept of progress was borrowed from the technological sphere
and had been misapplied to culture. Echoing both Kant and Hegel, he wrote that, unlike technol-
ogy, wherein each successive invention derives from knowledge accumulated in previous discov-
eries, “in the realm of poetry and art, the great discoverers rarely have precursors. Every flowering
is spontaneous, individual...The artist owes nothing to anyone but himself. To future ages he holds
out no promises but his own works. He is a guarantor for no one but himself. He dies without off-
spring?” [*35] In other words, every great or to use our terms historically significant artist had to cre-
ate a new beginning, a new set of rules. Only invention offered a key to art historic immortality and
only second rate artists could afford to be followers.

Baudelaire’s comparison of the great work to a “spontaneous flowering” and his insistence that
an artist “holds out no promises but his own works” to future generations recalls Kant’s definition
of genius; his explicit references to tradition and to “the chain of history” locates all his assertions
within Hegelian historic framework. For Baudelaire, arts past, present and future were linked not
through dependence or influence of one artist on another, but through mechanics of chronology.
The old master, the contemporary artist who still awaits that designation, and the future masters not
yet born all existed in the diachronic space of art historic time. Their position within that space and
consequently within the implied hierarchy depended on their original contribution, or on their ex-
emplary innovation, the evaluation of which was made relationally with reference to past and pres-
ent production. The artist’s visibility within that space was posited as the ultimate proof of signifi-

cance and was the basis of canonical designation.

Art practice and art history

Baudelaire’s interpretation of what constituted an exemplary innovation was no doubt highly

partisan, but his understanding of the basic conceptual framework of artistic evaluation was not. By

the final decade of the 19 century, the idea that the value of artworks and status of artists was both
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Baudelaire, Selected Writings, 122.
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determined and evinced by their potential or apparent historic significance was widely accepted.
Specific value judgments and pronouncements made in the context of art criticism, pedagogy, or
practice were made less and less in reference to absolute standards (which was the dominant prac-
tice in the 18" century and before), and more and more to historic process. The historicist ideolo-
gy of innovation reinforced by the art market and art institutions, such as international exhibitions,
museums, and journals, left little room for Kant’s original scheme of the rare, lone genius surround-
ed by a multitude of followers. To make it as a professional, an artist had to demonstrate that his
work had a potential for historic significance. In this context, the question of how to produce histor-
ically significant and therefore innovative work become not just a matter of concern for the artistic
elites, but for virtually all professional artists interested in receiving symbolic and economic rewards
for their work, or to put it simply, making a living as artists.

One could compare the historicist framework to a stage on which contemporary art practice
played the role of Art in the unfolding drama of art’s history. Historicism provided a frame for in-
terpreting and evaluating contemporary art and therefore shaped expectations, which drove com-
petition not just among individual artists, but among nations. Most importantly, it created an envi-
ronment in which everyone, including the artists, was looking for new schools and new key artists.
Novelty was expected, recognized when it happened, and increasingly rewarded. One could say that
after 1900, the market, and here by “market” I mean not only the market for artworks, but also the
market of ideas, was speculating on the potential for historic significance. Within the logic created
by historicism, that potential could only be realized by modern artists.

By the first decade of the 20™ century, explicitly art historic, rather than critical, texts were
weighing in, identifying the key modern masters, movements, and suggesting future trajectories.
Julius Meier-Graefe’s Developmental History of Modern Art of 1904, translated into English as Mod-
ern Art in 1908, stands out as one of the earliest and most important efforts of this type. In situat-
ing modernism in the context of general history of Western art, Meier-Graefe set an important prec-

edent for narrating that history as a development culminating in modernism.[*36] In his account,

36

available in English translation, it became extremely influential for the evolving Anglo-linguistic art historic discourse. For

this argument, its importance rests not on its originality, but on its long term impact.

I =¥z xs o RRROEE - WL

Meier Graefe’s book was not necessarily the first in advancing this claim, but it was the most widely read and because it was
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the author gave no indication that modernism co-existed with other non-modern forms of contem-
porary art. Neither was he particularly concerned with producing a nuanced and historically accu-
rate image of the period and of art practice. Instead, he assumed the existence of a particular devel-
opmental trajectory and he focused exclusively on those artists and formal innovations that made,
what he considered to be, significant contributions to the historic process that that culminated in
most current forms of modern art.

'The resulting account, which presented development of modern art as a natural ontcome of
historic processes of art was not only highly partisan but entirely ahistorical.(+37] It produced an un-
impeachable genealogy for modern art by linking the accomplishments of the Modern Masters with
those of the Old Masters through the idea of individual genius (refigured as the capacity for signifi-
cant innovation) and inevitability of historic change. In identifying formal innovation as the most
important criterion of historic significance, Meier-Graefe also constructed a hierarchy, within which
certain artists were acknowledged as key innovators, while others were relegated to subordinate po-
sitions. For the modern period he gave French artists — Courbet, Manet, Cezanne, Degas, Renoir,
Monet, Gauguin, and Seurat — recognition as leaders who set the course for the general development
of art. German modernists Menzel, Leibl, and Liebermann were given credit for the current devel-
opment of art on the national level while others, often subsumed within general national or genera-
tional categories, were simply identified as participants and followers. According to the logic of Mei-
er-Graefe’s narrative, the major innovators were the most significant and therefore most deserving of
attention because they, in effect, produced the history of art. The minor figures, implicitly identified
as their followers, were important for the understanding of the local development, but since they
played no role in the general history, their art historical significance was clearly diminished. They
would be of interest primarily to those concerned with the national histories. Needless to say, those
figures that did not play any role in the developmental narrative either on the global or the local lev-
el were of no interest at all. They simply did not exist as far as modernist art history was concerned.

The subsequent accounts of the 19" and the early 20" centuries, especially those produced
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See Patricia Berman, “The Invention of History: Julius Meier-Graefe, German Modernism, and the Genealogy of Genius” in
Imagining Modern German Culture: 1889-1910, ed. by Frangoise Forster-Hahn, Studies in the History of Art 53, Center for
Advanced Study in the Visual Arts, Symposium Papers xxxi (Washington: National Gallery of Art, 1996).
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from 1920s through 1970s, followed with surprising consistency the logic established by Meier-
Graefe and other early modernist art historians. They portrayed modern art not as one of many
forms of contemporary art practice, but as the only form, the only historically relevant type of art
produced during this period. In other words, the late 19" century and early 20™ century art was
modern art. The coexistence of diverse types of art practice was acknowledged, but explained in
terms of a struggle between the old and the new, a struggle in which modernism prevailed becoming
the bearer of the baton in the historic rally. The ascendancy of modernism to a dominant position
was never questioned or examined; it was simply stated as a historic fact. No reasons beyond the ap-
parent superiority of modern work were necessary.

What is also interesting is that postmodernism, which began affecting Western art history
in the early 1980s, did little to dislodge this paradigm. Despite the arrival of revisionism, despite
growing suspicion of grand narratives and totalizing histories, despite new methodologies that
shifted our focus from the works and artists to the context of their production and reception, and
despite the fact that art historians were now able to work on topics that not too long ago were con-
sidered taboo for serious art history, the basic logic for determining historic significance and there-
fore the main focus of art history as an academic discipline has remained largely intact. We may
be freer to work on the institutions of the artworld, its discourses, or on the so-called peripheral
areas (those not playing the central role in the art historic metanarrative) but these areas are still
marked as marginal and therefore have remained of marginal interest to the field at large. Despite
our growing self-consciousness, which palpably manifests itself on the level of discourse, our main-
stream practice has remained firmly focused on the “historically significant art”. The publication in
2005 of Art Since 1900, a textbook jointly co-authored by Hal Foster, Rosalind Krauss, Yves-Alain
Bois, and Benjamin Buchloh, the leading figures of the contemporary Anglo-American art history
and associated with the journal October, which in the 1980s played a pivotal role in introducing
postmodern theory into art history, is just one example of the compatibility of classic art history
with postmodernism.[¥38] According to the booK’s publisher, Thames and Hudson, Art Since 1900

is a definitive survey of the 20" and the 21% century art. It explores “All the turning points and

38
ruism, 2 vols. (New York: Thames & Hudson, 2005).
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breakthroughs of modernism and postmodernism as well as frequent and sustained antimodernist
reactions. It is illustrating with 600 of the most important works of the century, most reproduced
in full color” [%39]

Although this description, which in effect claims for the book the status of an empirically based
canon, was likely produced by the publisher to market the book as a college textbook, it should not
be dismissed out of hand. It may have overstated what the co-authors intended, but it reflects accu-
rately the general tenor of the text, which uses the format of a chronological time line to narrativ-
ize the history of the 20" and the 21% century art. The time line format — a seemingly neutral device
for presenting factual information - obscures the presence of a narrative, but does not remove it; it
merely eliminates the connective tissue of narration, while leaving key elements intact. The structure
of this implied narrative is remarkably similar to that put forth by Meier-Graefe a century earlier. It
is focused on key innovators and their contributions, traces lists of followers, gives special consider-
ation to artists working in the author’s own cultural “backyard” (even if it does not refer explicitly to
American art) and notes the existence of general trends. In other words, not much has changed in
how the history of art is conceptualized. The cast of characters may be slightly different, but the plot
is essentially the same. The history of art is still a story of innovations and their impact, a story from
which art practice and art history’s impact on that practice are entirely absent.

The specifics of the rhetoric are not as important as the implications of this and similar texts,
as well as other manifestation of classic art historic paradigm on definition, interpretation, and mar-
ket status of past and contemporary art practice. Since the system and the logic that created the con-
ditions for the spread and dominance of modernism are still with us, should we not consider their
impact on such phenomena as the spread and dominance of postmodernism, or the current redefi-
nitions of art practice under the heading of globalism? In the recent years, many commentators, in-
cluding key theorists of postmodernism, such as Frederic Jameson, have voiced serious doubts con-
cerning postmodernism’s assumed break with modernism.[+40] I would like to take this opportunity
to propose an alternative reading of the problem. It is not necessarily that modernism and postmod-

ernism are manifestations of the same phenomenon. Clearly on the level of art practice and ideol-
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See Frederic Jameson, A Singular Modernity: Essay on the Ontology of the Present (London: Verso, 2002).

Pessarcit ivities 21




ogy, they are not. However, I would argue that they are products of the same system and the same
logic that have been in place since the second half of the 19" century, and that have been affecting

interpretation, evaluation, as well as production of artworks ever since.
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[Anna Brzyski, University of Kentucky]
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