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Med slovenskimi skladateljskimi modernisti je glasbenemu gledaliStu najve¢ pozornosti
namenil Darijan Bozi¢, Obravnavana so njegova glasbenogledaliska dela, pri cemer je Ze iz
zanrskih podnaslovov posameznih del razvidno, da je skladatelj ves cas iskal novo formo
za glasbenogledaliSko delo. Zdi se, da jo je nasel v nekaksnem napol »radijskem« mediju
- nosilno tezo ima po navadi govorjena beseda, ki jo v obliki zvocne opreme spremljajo
redke instrumentalne zvocne intervencije. Te skozi ¢as izgubljajo modernisticno ostrino
(harmonski grozdi) in se s sopostavljanjem raznolikega pribliZzujejo postmodernizmu. Tako
se za Boziteva dela kot znacilna izkaZze dvojna neuravnotezenost - beseda mocno previa-
da nad glasbo, hkrati pa se zdi nenavadna skladateljeva Zelja, da avantgardne gledaliske
postopke skusa uresniciti v institucionalnem opernem gledaliscu.

Kljuéne besede: Darijan Bozic (1933-2018), slovenska opera, glasba 20. stoletja, glasbeno
gledalisce, modernizem, instrumentalno gledaliste, scenske kompozicije
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Glasbenogledaliski opus Darijana Bozica v
kontekstu slovenske glasbenogledaliske
scene - izmik v literarno-dramsko v opreki z
zeljo po institucionalnem

Gregor Pompe
Filozofska fakulteta, Univerza v Ljubljani

Opera in modernizem

Kljub mnogim prevratom in velikim naslovom o prvi in nato tudi drugi smrti opere
(prim. ZiZek in Dolar) opera v prvem Cetrtletju 21. stoletja vendarle uspe$no in polno
Zivi, o Cemer pricajo Stevilne nove inscenacije oper, posnetki na plos¢ah in videopos-
netki ter moznosti medmreznega pretakanja. Opera ni umrla, ima pa drug resen prob-
lem - kot institucija »operno gledaliS¢e vsakodnevne prakse postaja z vsakim letom
bolj muzej«, in kot dodaja muzikolog Heinrich Strobel (1898-1970), »morda je opera
zares mrtva« (130).

Vzrokov, zakaj opera nima prave potrebe po svojem repertoarnem posodabljanju, je
vec - (1) potrebo po »novem« intendanti Ze zagotavljajo s pomocjo obujanja starejsih,
pozabljenih del iz 18. in 19. stoletja, (2) histori¢na izvajalna praksa mece pogosto pov-
sem novo luc na baro¢no opero, poseben okus po sodobnem pa daje tudi (3) gledalisce
reZije (Regietheater), ki je zmozno staro vsebino »preobleci« v sodobno predstavo tako
na vsebinski kot tudi dramatursko-gledaliski ravni. Podobno raznolike moznosti se po-
nujajo tudi ob vprasanju, kdaj je sodobna opera kot institucija prekinila svojo povezavo
s sodobno operno ustvarjalnostjo. Zelezni repertoar se je pricel vzpostavljati v prvi po-
lovici 19. stoletja, predvsem s ponovitvami izredno uspesnih Rossinijevih oper, medtem
ko se konec repertoarne opere enaci z (1) zadnjo, celo nedokoncano Puccinijevo opero
Turandot iz leta 1924 in nato z (2) dokon¢nim prestopom Arnolda Schonberga (1874~
1951) in njegovih ucencev v modernizem, kot mozZna prekretnica pa se ponuja tudi (3)
t. 1. »tocka nic« (prim. Brockmann) po drugi svetovni vojni, svoje pa so k tak$nim odlo-
Citvam gotovo dodale tudi (4) ekonomske zahteve po stalnem dobicku, za katerega se
zdi, da ga je laZje kovati s starimi »uspeSnicami« kot s »tveganimi« krstnimi izvedbami.
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Med omenjenimi moznostmi se zdi gotovo najpomembnejsa tista, povezana s »tocko
ni¢« - nova povojna generacija ni Zelela imeti nobenega opravka s humusom, iz kate-
rega sta lahko zrasli nacisti¢na in fasisti¢na diktatura, in opera kot umetniska forma
in institucija je prav v tem ¢asu dozivela svoj vrhunec zlizanosti z vladajoco ideologijo.
Prav v tem kontekstu odmikanja od predvojnih zgledov je potrebno razumeti zna-
menito misel enega izmed vodilnih povojnih glasbenih modernistov Pierra Bouleza
(1925-2016), ces da so

nove nemske operne hiSe vsekakor videti zelo moderne - od zunaj; toda v notranjo-
sti so ostale izjemno staromodne. Skoraj nemogoce je ustvariti sodobno operno delo
v gledali$cu, v katerem se izvajajo predvsem repertoarna dela. Res je nepredstavljivo.
Najdrazja resitev bi bila razstrelitev opernih his. Toda ali se vam ne zdi, da bi bila to tudi
najbolj elegantna resitev? (Schmidt in Hohmeyer 170)

Boulezova radikalna misel je postala emblem za mlado generacijo, ki se je zapisala
fetiSizmu novega in je verjela v ociS¢evalno moc¢ »tocCke nic«, preostali, konservativni,
Se v preteklost zazrti skladatelji pa so avtomati¢no postali na rob izrinjeni osamelci.
Na najbolj odprta vrata so naleteli prav v operah, kjer so svojo milejSo pot »renova-
cije« tlakovali z operami, ki so se spopadale z anti¢nimi siZeji, nato s formo literarne
opere, ki je prek mocne literarne vrednosti lahko maskirala kompozicijsko konserva-
tivnost, in na koncu Se s komi¢nimi operami, za katere v 19. stoletju, stoletju reper-
toarne opere, ni bilo veliko prostora. Nekoliko so se stvari spremenile v Sestdesetih
letih, ko so nekateri modernisti spoznali, da je mogoce staro formo prenoviti z moc¢no
druzbeno angaziranostjo, kar je mogoce spoznati v operah Hansa Wernerja Henza
(1926-2012), ki je v svojem levi¢arskem zanosu nekaj let Zivel celo na Kubi, in v de-
lih aktivnega Clana italijanske komunisti¢ne partije Luigija Nona (1924-1990), sicer
Schoénbergovega zeta.

Morda so prav Nono, Henze in Luciano Berio (1925-2003), ki je moznosti renovacije
bolj kot v dramaturskem in inscenacijskem iskal v novih uporabah glasu, preostalim
modernistom pokazali, da je mogoce v sodobnem jeziku, materialu in formah ustvar-
jati tudi v operi, le da nihce ve¢ ni govoril o operi. Toda podobno kot Ze nekajkrat
poprej v zgodovini opere je zanikanje opere paradoksalno rodilo njene Stevilne nove
forme - modernisti zdaj ne piSejo oper, temvec glasbenogledalis$ka dela, za katera upo-
rabljajo Stevilna nova Zanrska imena. Muzikologija Se ni uspela najti enotnega krovne-
ga imena za vsa taksSna prizadevanja, toda kot najprimernejsi se ponuja izrazito Sirok
termin glasbeno gledalisce. Slednji izhaja iz tradicije stvaritev tandema Weill /Brecht
(Salzmann in Desi 13), v katerih ni prislo do spojitve posameznih gledalisSkih elemen-
tov, temvec so ti namenoma ostali razloceni. Toda pojem glasbeno gledalisce je seveda
mogoce uporabljati v njegovem najSirSem ali tudi bistveno oZjem pomenu - v Sirokem
pomenu je z njim mogoce zajeti prav vsa glasbenogledaliSka dela vseh obdobij in stil-
nih usmeritev, v bolj ekskluzivni rabi pa oznacuje specificna sodobna prizadevanja.



Prav zaradi te begajoCe dvojnosti SirSega in oZjega pomena se zdi zanimiv predlog
Hermanna Danuserja, ki govori o scenskih kompozicijah (350), seveda v navezavi z
glasbenogledaliskim delom velikega modernista Mauricia Kagla (1931-2008), ki je
tako zanrsko oznacil svoje najvecje delo DrZavno gledalisce (Staatstheater, 1970), ki
se ga je kasneje sicer prejela oznaka antiopera - v svojem delu je Kagel miniral prav
vse konvencije opere kot institucije in opere kot glasbenogledaliske forme, s ¢imer je
dosegel vrhunec modernisticnega negativnega odnosa do opere, a hkrati tudi Ze jasen
obrat k iskanju novih oblik in zvrsti, ki bodo, ustrezno sodobnemu ¢asu, izrabljale
glasbenogledaliski medij.

Nove oblike in zanri glasbenega gledalisca

Prve zametke novih oblik glasbenega gledalis¢a je bilo mogoce razpoznati v tistih
glasbenih delih, v katerih so nenadoma postali izredno zanimivi scenski elementi.
To Se posebej velja za Stevilna dela Johna Cagea (1912-1992). V Cageevi kompoziciji
Living Room Music (Glasba dnevne sobe, 1940) tako tolkalci igrajo na predmete, ki
jih po navadi najdemo v dnevni sobi, odrska uresnicitev pa po navadi prinasa tudi
scenografske elemente, ki ponazarjajo dnevno sobo (kav¢, komoda, klubska mizica
ipd.) V skladbi Water Walk (Vodni sprehod, 1959) izvajalec sproZa najrazli¢nejsa zvo-
¢ila, ki uporabljajo vodo ali pa so postavljena v vodo, zato se na odru znajdejo pre-
cej vsakdanji, neglasbeni elementi (kuhalnik za caj, kopalna kad, mesalnik, cvetli¢ni
loncek, parni lonec, razlicne posode), gledalceva pozornost pa tako ne more veljati
samo nenavadnim zvo¢nostim, temve¢ mestoma tudi precej absurdnemu premikanju
izvajalca med razlicnimi predmeti in vsakdanjimi akcijami, posebno pomenljiva pa je
v tem pogledu tudi skladba 433 (1952), v kateri je prek navidezne tiSine skladatelj
osvobodil prav tiste najbolj zapostavljene zvoke, ki smo jih po navadi v koncertni situ-
aciji popolnoma odmislili. Toda Michael Nyman nas opozarja, da se je v skladbi najbrz
pozornost posluSalcev »preusmerila s posluSanja necesa, ¢esar v resnici ni bilo, na
gledanje necesa, kar je bilo« (72). Cage je preprican, da glasba ni samo tisto, kar sli-
Simo, temvec tudi vse tisto, kar vidimo - gre za celovito izkusnjo dejanja, zato je zanj
vsaka »ustrezna akcija gledaliSka« (Cage, Kirby in Schechner 54). To izhodi$¢no Cage-
evo idejo je kasneje Se radikaliziral Dieter Schnebel (1930-2018) s svojim konceptom
vidne glasbe, katerega tipicen primer predstavlja skladba Nostalgija (1962), napisana
zgolj za solo dirigenta, ki ekspresivno krili po zraku, na odru pa sicer ni glasbenikov,
torej ostajamo brez avralnih drazljajev.

Cage je svojo idejo o gledaliScu, ki da je vse naokoli nas, realiziral tudi v hepeningu, ki
gajeleta 1960 pripravil na kolidZzu Black Mountain - raznolike aktivnosti je s pomocjo
nakljuc¢ja casovno povezal v enotno umetnisko dejanje, ki ga danes lahko razumemo
kot predhodnika performansa (nastopajoci so predstavi posodili svoje realno telo) in
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vecmedijske umetnosti (poleg Cagea in pianista Davida Tudorja so pri predstavi sode-
lovali Se plesalec Merce Cunningham in slikar Robert Rauschenberg itn.)

Podoben korak v mesanje umetnosti, le da manj razprt, je znacilen tudi za instrumen-
talno gledalisce, katerega mojster je bil predvsem Mauricio Kagel. Gre za instrumen-
talne skladbe, v katerih glasbeniki poleg igranja na svoje inStrumente opravljajo tudi
dodatne naloge gledaliske narave. Pricel se je proces postopne apropriacije znacilnos-
ti posameznih umetnosti, o ¢emer prica znameniti ¢lanek Marianne Kesting z dovolj
zgovornim naslovom »Muzikalizacija gledali§¢a. Teatralizacija glasbe«. Kot muzika-
lizacijo gledalisca lahko razumemo Ze Cageev tip hepeninga, saj je skladatelj neglas-
bene akcije uredil po logiki natan¢no dolo¢nega ¢asovnega sosledja, kar je tipi¢no
glasbena operacija. Se jasneje pa nam o tak3nih povezavah pri¢a termin komponirano
gledalisce (Rebstock in Roesner), pri katerem gre za obravnavanje glasu, gest, odr-
skega gibanja, svetlobe, zvoka, vizualnih podob, scenografskih in drugih elementov
gledaliSke produkcije s pomocjo kompozicijskih tehnik oz. glasbenega misljenja.

Sodobno glasbeno gledalisce, v katerega se zlivajo scenske kompozicije, instrumen-
talno gledalisce, hepening, performans, veCmedijski projekti, komponirano, totalno
in eksperimentalno gledalisce, se napaja pri gledaliskih novostih, ki so jih v svoje
predstave/projekte v 20. stoletju uvedli Gordon Craig, Vsevolod Mejerhold, Antonin
Artaud, Laszl6 Moholy-Nagy in gledaliS¢e absurda, od svoje predhodnice opere pa
se ne razlikuje zgolj v Sirini svoje Zanrske pahljace in z njo povezane terminoloske
nedorecenosti, temve¢ predvsem v kopici dramaturskih premikov. Tako sodobnega
glasbenega gledalisca ni ve¢ mogoce razumeti v funkciji reprezentacije literature. Po-
gosto ostajamo brez jasnega sizeja, linearna diskurzivnost je prekinjena v prid frag-
mentu, jezik redkeje opravlja diskurzivno funkcijo, tudi sama gledaliska dejanja pa
niso nujno narativna. Akcija na sceni se zdi predvsem metafora in ne ve¢ simulacija
realnosti, glas, okoli katerega se je vrtela opera vec kot treh stoletij, naenkrat ni vec
nujen predpogoj. V srediS¢e se pomakne fizi¢nost izvajalca/akterja, ki ni ve¢ pravi
gledaliski subjekt. Glasbeni elementi niso ve¢ v ospredju, ampak so enakopravni gle-
daliskim elementom, pogosto je zdruzevanje razlicnih umetnosti, pri ¢emer nimamo
vec¢ opravka z Wagnerjevo logiko celostne umetnine, pri kateri so se umetnosti zdru-
Zevale v enoten amalgam.

Darijan Bozic v kontekstu slovenskega glasbenega modernizma

Kljub tem premikom v svetovni produkciji glasbenega gledalis¢a, ki so zaznamova-
li drugo polovico 20. stoletja, je potrebno glasbenogledaliski opus Darijana Bozica
(1933-2018), ki predstavlja sredisCe nase razprave, najprej motriti znotraj kontek-
sta slovenske glasbene kulture. Tudi tu pomembno prekretnico pomeni konec druge



svetovne vojne, ki bi ga ponovno lahko razumeli kot »tocko nic«, le da ne gre toliko za
distanciranje od rezima, ki je povzrocil vojno kataklizmo, kot za vzpostavitev novega
politicnega sistema in z njim nove ideologije, ki je po sovjetskih zgledih sprva poizku-
Sala nadzorovati vse druzbene podsisteme, tudi umetnost. Toda v tem pogledu nova
politika vsaj v glasbi kot znacilno abstraktni, torej v ideoloSkem pogledu precej ambi-
valentni umetnosti - po eni strani je tezko diskurzivna, po drugi strani pa je prav zato
nanjo mogoce prilepiti prakticno karkoli - ni bila prevec dosledna (prim. Pompe, »Slo-
venian«). Tako je postal takoj po letu 1945 vodilna glasbeniska oseba Lucijan Marija
Skerjanc (1900-1973), ki se je le malo pred tem v Ljubljani udinjal italijanski oblasti
z njej posveceno Tretjo simfonijo, hkrati pa je njegov glasbeni slog temeljil globoko v
emocionalni obarvanosti salona 19. stoletja, torej bi ga lahko imeli za burZoaznega
par excellence, podobno sliko pa kaze tudi operno Zzivljenje takoj po vojni, saj se zdi,
da je bila v repertoarnem pogledu jasno nadzirana predvsem prva sezona, nato pa je
operno kolesje teklo enak tek kot pred vojno ali na evropskem zahodu, le da je politika
opero, s katero ocitno ni vedela, kaj poceti videoloskem pogledu, postopoma finan¢no
osibila in s tem tudi dokon¢no zamajala njen druzbeni status (Pompe, »Na obrobju«
75), posledice Cesar so ocitne Se danes.

Darijan Bozi¢ pripada generaciji, ki je Ze usla najmocnejSim agitpropovskim parolam.
Na Akademiji za glasbo se je zatekel k skupini skladateljev, ki si je Zelela sprva izbo-
riti prostor za lastne izvedbe, nato pa tudi prestopiti estetske horizonte akademijskih
profesorjev, ki so po Skerjancevski logiki, ta pa oCitno ni bila v opreki z doktrino socia-
listicnega realizma, leZali globoko v 19. stoletju. Podobna hotenja so mlade skladatelje,
ki so se priceli zasebno zdruzevati ze leta 1961, povezala v skupino Pro musica viva, v
kateri je poleg Iva Petri¢a, Alojza Srebotnjaka, Jakoba JeZa, Kruna Cipcija, Igorja Stuheca,
Milana Stibilja in Lojzeta Lebica deloval tudi Darijan BoZi¢ (prim. Barbo, Pro musica).
Bozicevo kriti¢no drzo do prevladujocih vzorcev institucij je v njegovem zgodnjem opu-
su v drugi polovici petdesetih let mogoce ugledati v zgledovanju pri jazzu, ki pri ob-
lastnikih sprva ni bil prevec v ¢asteh. Toda takoj na zacCetku petdesetih se je premaknil
proti objektivnosti nove stvarnosti, kmalu zatem pa pridejo odlocilni impulzi, ki so jih
slovenski skladatelji prinesli z obiska festivala sodobne glasbe VarSavska jesen. Tam so
se spoznali z drugim valom povojnega modernizma, ki je z vklju¢evanjem nadzorovane-
ga nakljudja Ze presegal radikalnosti prve, serialne faze. Tudi BoZzic¢eva pisava se kmalu
spremeni, znacilno zanjo pa postane Crpanje iz treh navidezno precej razli¢nih napa-
jalis¢: Se vedno ga mocno privlaci (1) jazzovski idiom, ki mu doda tudi (2) lastno har-
monsko teorijo, t. i. vertikalne strukture (Bozic, »Vertikalne«), ki marsikaj dolgujejo novi
stvarnosti Paula Hindemitha in njegovemu ucbeniku Unterweisung im Tonsatz (1937),
k temu pa prikljuci Se (3) logiko kolaznega sopostavljanja. Matjaz Barbo govori v zvezi
s temi tremi elementi kot o »vecCslojni zvo¢ni lepljenki slojevito povezanih raznorodnih
prvin. Njegov kompozicijski jezik tako morda najbolje oznacuje izraz collage sonore, ki
ga sam pogosto uporablja v naslovih svojih skladb« (Barbo, »BoZic¢«).
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Nove forme in zanri glasbenega gledalisca pri Bozicu

Prav za tehniko kolaza se zdi, da predstavlja BoZicu izhodisce za glasbenogledalisko
delo, ki ga je sicer mikalo, Se preden se je zavezal modernizmu. Tako je v letih 1958
in 1960 ustvaril dve Kklasi¢ni operni deli, ki sicer vse do danes nista doziveli svojih
izvedb. Najprej je napisal opero La Boheme 57 (prvotni naslov je bil Ljubezen na Mon-
tmartru), ki jo je zasnoval po noveli Quand on aime Rolanda Dorgeélesa (1885-1973).
Opera je domisljena Se tonalno, razpoznati je jasne glasbene motive, ki se ponavljajo,
nekateri segmenti glasbenega toka se osamosvojijo Se tudi v jasne pevske tocke, pov-
sem razvidna pa je tudi skladateljeva motivacija za izbiro siZeja, saj imamo opravka
z nekoliko posodobljeno verzijo ljubezenskih intrig v umetniskem okolju, kakrsne so
zaznamovale znamenito Puccinijevo opero La Bohéme. Francoska literatura je Bozica
navdihnila tudi za drugo opero, enodejanko Spostovanja vredna viacuga, ki je nasta-
la po istoimenski drami Jean-Paula Sartra (1905-1980). Snovno se je skladatelj pre-
maknil iz melanholi¢nih ljubezenskih spletk k izraziti druzbeni kriti¢nosti, saj drama
odpira vprasSanja rasizma, odnosa med moskim in Zensko ter relevantnosti poStenja,
saj se na koncu prostitutka izkaZe za vrednej$o osebo od uglednih mes¢anov. Ceprav
gre v formalnem pogledu Se vedno za opero, pa je jasen premik zaznati v glasbenem
stavku - kot nekaksen predokus kasnejSega kolaza namrec BoZi¢ sopostavlja cool jazz
s serialno tehniko. Glavne osebe (Lizzie, Fred in Crnec) so oznacene vsaka s svojim
vodilnim motivom, pri ¢emer nosi motiv Crnca znadilne jazzovske poteze, motiv Freda
je oblikovan kot dvanajsttonska vrsta, skladatelj pa uporablja tudi ritmi¢no vrsto, kar
kaze na Zeljo po premiku iz dodekafonije proti serialnosti, ceprav slednja ni uresni-
Cena s popolnim zaupanjem strukturalni avtomatiki, kot je bilo to v petdesetih letih
znacilno za vodilne evropske serialiste. Zdi se, da BoZi¢ piSe svojo Zeitoper, kakrine
so nastajale v dvajsetih in tridesetih letih 20. stoletja v casu nove stvarnosti - v operi
skus$a obravnavati sedanjost, zato vanjo vkljucuje tudi zvoke sedanjosti, za kar skrbijo
jazzovski obrazci pa tudi plesna glasba, predvajana z radia.

Ze v teh zgodnjih opernih delih BoZi¢a zanima sopostavljanje, mesanje, kolaZiranje,
zato ne ¢udi, da je Sel njegov nadaljnji razvoj prav v to smer. Kot nekakSno vajo za
vecja glasbenogledaliska dela lahko razumemo dve v Zanrskem pogledu izmikajoci
se deli. V komorni skladbi Collage sonore (1966) smo prica druzenju zvocnega in gle-
daliSkega, pri cemer imata v slednjem pomenu osrednjo vlogo recitatorja, ki bereta
iz pesniske zbirke Somrak Svetlane Makarovi¢, v glasbenem pogledu pa stoji Bozi¢
razpet med jazzovske impulze, dvanajsttonsko tehniko in nekaj manjsih aleatoric-
nih izmikov. Se dodaten nov element doda skladatelj v skladbo Trije dnevi Ane Frank
(1963), ki poleg recitatorja in komorne zasedbe vkljucuje tudi magnetofonski trak
in dva generatorja elektronskega zvoka. Zdi se, da je v srediscu skladateljevega zani-
manja besedilo, ki ga skuSa ozvocCevati, in da imamo tako opravka skoraj z nekaksno
glasbeno opremo radijske oddaje.



Vse to kaze, da je BoziC iskal in grebel predvsem na preseciscu literarnega, gledaliske-
ga in glasbenega, spodbude za svoje delo pa je iskal tudi izven glasbe, Se najbolj v gle-
daliScu, kar kazejo njegova pogosta sodelovanja z gledaliSkimi reziserji, za katere je
ustvaril scensko glasbo. V tem pogledu je bilo gotovo prelomno Bozic¢evo sodelovanje
z reZiserjem Miletom Korunom pri znameniti predstavi Oresteja v ljubljanski Drami
leta 1968, o kateri imamo na sreco dovolj dokumentarnega gradiva in tudi ohranjen
notni zapis (prim. Oresteja). BoZiceva partitura za to scensko delo vsebuje vokalne
parte in parte za nekaj priro¢nih glasbil (impozantno je moralo biti predvsem ne-
prekinjeno ritmicno utripanje z zvoki kamnov), celota pa je pogosto ujeta v znacilne
enostavne aleatori¢ne obrazce, ponavljanje drobnih materialnih drobcev, ki so tokrat
urejeni arhai¢no modalno, da bi sugerirali nekakSen zgodovinsko oddaljen, torej an-
ticni prostor, in simulacije »realne« glasbe (javkanje, cviljenje, Skrebljanje peska na
pokopaliscu). Prav v sodelovanju s Korunom je Bozic najbrz spoznal, da se mora rezi-
ser »v standardnem opernem repertoarju podrejati partituri in prilagoditi dirigentu
kot prvemu interpretu partiture. [...] V sodobnem gledaliScu [...] pa se primarnost
vodenja vaje med dirigentom in reZiserjem izmenjuje« (AZman 3). Po lastnih besedah
se je prelevil v pristasa

Korunovega neliterarnega gledalisc¢a, kar ni Ze dolgo nobena posebnost, ne v likovni
umetnosti, kot tudi ne v sodobni glasbi. [...] Nisem Zelel ustvariti operne partiture, ki bi Ze
sama po sebi zvenela, ampak scenarij (kot pri filmu), po katerem bi ustvarjalci predstave
ustvarili dokon¢no podobo dela. Glasba ne sme posiljevati odrskega dogajanja, ga omeje-
vati, ampak mora nuditi ustvarjalcem ¢im $irSe moZnosti. Opera ni zame glasba, ampak
gledaliS¢e v polnem pomenu besede. (Niko Gorsic¢: »Zdaj in nikoli ve¢?«; nav. po Strgar 35)

Se pred sodelovanjem s Korunom je BoZi¢ ustvaril glasbenogledalisko delo Polineikes
(1966), ki ga je zanrsko poimenoval collage du drame, muzikolog Andrej Rijavec pa
opozarija, da stoji delo, ukrojeno po drami Antigona Dominika Smoleta, »med radijsko
dramo in koncertno melodramo« (Rijavec 120). Glasba v delu predvsem podpira be-
sedilo in skoraj ne moremo govoriti o njeni avtonomnosti, pa ¢eprav uporablja sklada-
telj poenoteno logiko dvanajsttonskih vrst, razdeljenih v manjse enote, ki se obnasajo
kot submotivi in nimajo svoje strukturalne vloge. Glasba se zdi kot nekak$no ozadje
branemu tekstu, ki stopa v ospredje in je nosilec dramati¢nega in vsebinskega, glasba
pa je umaknjena v atmosfericno.

Naslednje delo, Jago (1968), za osem izvajalcev in magnetofonski trak, zasnovano
po Shakespearovi drami Othello in romanu Gottes zweite Garnitur Willija Heinricha
(1920-2005), je skladatelj poimenoval kot happening, pri Cemer je v partituri sam
zacrtal, kam meri s to Zanrsko oznako:

Happening naj se izvaja kot ritual ali kot otroska igra, to je predstava, pri kateri je zapo-
redje besed, gibov in premikov v naprej doloceno in znano in dovoljuje le nekaj variacije
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predpisane sheme. Vendar mora biti intenzivnost igre maksimalna tako kot pri ritualu,
oziroma pri otroskih igrah, kjer igralci (sveceniki oziroma otroci) in gledalci (verniki
oziroma otroci) sodelujejo s polno zavzetostjo. (Bozic, Jago)

V delu, ki ponovno obravnava vprasanja rasizma, imamo opravka s tremi dogajalnimi
ravnmi: (1) misli, Zelje in hotenja glavnih oseb se izrazajo z govorjeno besedo (Desde-
mona in Othello, Jago kot naslovni junak sploh ne nastopa, kar se zdi jasen vpliv An-
tigone Dominika Smoleta), (2) zvok, ki se izvaja v Zivo ali je posnet na magnetofonski
trak, medtem ko (3) po trije igralci in igralke s premikanjem stolov ustvarjajo scensko
ozadje in tako dopolnjujejo dogajanje. Oznako happening moramo v zvezi z Jagom
razumeti kot skladateljevo Zeljo po vecmedijskosti, saj notira tako tekst kot tudi zivi
zvok, posneti zvok, zvocno kuliso in kombinacije luc-gib-premik, kar pa seveda ni
popolnoma v skladu z Zanrsko idejo hepeninga, kakr$nega je realiziral Cage in ka-
terega srediscni poudarek je lezal v nedolocenem, prostorsko-situacijskem, realnem
»Zivem« dogajanju in ne zgolj v sopostavljanju razli¢nih dogajalnih in umetnostnih
ravni. Petje ni ve¢ v ospredju, saj glavna junaka govorita, podobno pa je skop tudi
glasbeni material, ki se ponavlja in je precej heterogen (diatonika, bluzovska lestvica,
harmonski grozdi, akordi, zgrajeni po logiki vertikalnih struktur, posneti, konkretni
zvoki), skladatelj pa govori celo o »organizirani improvizaciji« (Slamberger 6).

Se bolj sirokopotezen je bil skladatelj ¢ez dve leti v glasbenoscenski drami po anti¢nih mo-
tivih Ares-Eros oz. Lizistrata praznih rok (1970), za katero je besedilo sestavil sam v obliki
montaze Aristofanovih komedij Lizistrata in Mir. V deluy, Ki je bilo izvedeno v okviru zag-
rebskega Bienala leta 1971 (ansamblu Opere in baleta SNG Ljubljana je dirigiral skladatelj
sam, rezijo pa je podpisal Mile Korun), a ni bilo deleznih naklonjenih kritik, je skladatelj
ocitno zdruzil svoje ideje, ki jih je razvil kot avtor scenske glasbe, robnih primerov instru-
mentalne glasbe, povezane z govorjeno besedo, in novih glasbenogledaliSkih poskusov.
Partitura se naslanja na idejo nadzorovanega nakljucja, pri Cemer so posamezni enostavni
melodicni obrazci ujeti med kromatiko dodekafonije in modalnost antike, harmonija pa
se naslanja na vertikalne strukture. Pretezno zelo razredcene orkestrske teksture seka
govorjena beseda, zato glasba ponovno bolj nakazuje vzdusja, kot da bi pletla svojo lo-
giko. To ne preseneca, saj je dogajanje zaradi zgoSCenosti precej zapleteno, naprej pa ga
poganjajo predvsem recitacije, medtem ko se zdi preostalo dogajanje precej ritualizirano,
kar postane Se posebej ocitno v zadnjem dejanju, domisljenem v obliki nekak$nih dionizij.

Naslednje delo, opero-farso Lizistrata,75, ki svojo snov ponovno Crpa iz iste Aristofanove
komedije, a jo je tokrat v posodobljen libreto, v katerem vojno med Atenci in Spartanci
zamenja nogometna strast moskih obeh mest, priredil Smiljan Samec, je Bozic kljub po-
novno novi Zanrski oznaki domislil v istih dramaturski potezah kot svoja predhodna glas-
benogledaliska dela. Pri tem se mu je v intervjuju zdelo smiselno poudariti, »da to ni opera
niti drama, temvec gledaliska predstava nekje v sredi med tema dvema zvrstema. Delana
je namerno tako, ker se v sodobnem teatru ti dve zvrsti vedno bolj zblizujeta« (Mracsek 4).



Reziserju obeh postavitev opere (leta 1980 je bila izvedena v mariborski Operi in kasneje
leta 1997 tudi v ljubljanski Operi) Juriju Soucku so se zdeli prav tako osrednjega pomena
zanrski razmisleki in je Sel celo tako dale¢, da je delo oznacil kot antiopero. Spraseval se
je, ali »naj o Lizistrati '75 Darijana BoZica premisljujem kot o operi-farsi ali antioperi, ali
komediji z glasbeno spremljavo, kar ni ne to ne ono« (Soucek 8), nato pa je zapisal Se, da
pripravlja premiero »farsicne neopere« (prav tam 9). Toda kljub tak§nemu zanrskemu
pozicioniranju, ki je ocitno Zelelo loviti stik z modernisti¢cnimi snovanji drugod po Evropi,
a so bila sicer ob koncu sedemdesetih in na zac¢etku osemdesetih let Ze mo¢no upehana, je
Boziceva logika spet podobna prejsnjim delom. Prevladuje razredcena - kritika je pisala
celo o tem, da je skladatelj postavil predvsem glasbena locila (Uc¢akar, »Umetniski«) - mo-
dernisti¢na zvocnost, ki izhaja iz dolgih zadrzanih akordov, pogosto oblikovanih v obliki
zvocnih grozdov ali »vertikalnih struktur, aleatori¢nih sosledij in ponovne Zelje po kolaz-
nem sopostavljanju, Ki se najjasneje kaze v prepevanju klubskih himen, ki jih podpira pi-
halni orkester na odru, in otroske pesmice v izvedbi otroskega zbora - bliZje kot antioperi
se zdi v takSnem trku izrazito modernisticnega (clustri) in tonalnega, celo popularnega
(klubska himna), prvim znakom postmodernizma.

Toda v iskanju »novega« zZanra se Bozi¢ ni ustavil, na kar dajejo slutiti venomer nove
zanrske oznake novonastajajocih glasbenogledaliskih del. Tako je Se v letu nastanka
Lizistrate '75 zasnoval tudi koncertantno dramo Slovenske pesmi, ki je po svojih glav-
nih potezah precej sorodna Bozicevemu sicer$njemu ustvarjanju za gledaliske deske.
Oznaka »koncertantna drama« meri v svoji dvojnosti najbrz na to, da gre za dela, ki v
osnovni niso namenjena gledaliski, odrski, ampak koncertni izvedbi, a po drugi strani
jih v dramaturskem pogledu poganja prav dramska ali literarna vsebinskost. V Slo-
venskih pesmih tako ne nastopajo dramski junaki, mezzosopranistka ni nosilka vloge,
teziSce pripovedi nosita napovedovalca in recitatorja, ki razgrinjata tipi¢ne slovenske
tematike, kot so izseljenstvo, druga svetovna vojna, odtujenost, kar pomeni, da imamo
opravka s kritiko sveta s slovenskega gledisca. Toda avtor se ne odpoveduje niti os-
novni mizanscenskosti - tako partitura predpisuje dolo¢ene odrske kretnje izvajalcev
(na zacetku stavka »Kmecka« skladatelj v partituro zapise navodilo: »recitator sedi,
pevka stoji - nekoliko sta obrnjena stran eden od drugega«). Ce vse to poveZemo z
glasbeno podobo, ki je ponovno precej redka (izhodiSce predstavlja material »Pre-
ludija«, ki se veckrat vraca, sestoji pa iz harmonskega grozda, poltonskih menjav in
kratkega intervalnega niza) in podobna prej nastalim, »bolj« odrskim delom, se kljub
novi oznaki/formi/Zanru Bozi¢ev osnovni ustvarjalni raster v resnici ni spremenil.

Da je v naslednjem desetletju ustvaril Se Stiri podobne koncertantne drame - v Beli
krizantemi (1976) skladatelj v tekstovnem »scenariju«, kakor ga sam imenuje, montira
tekste iz Cankarjevih del Martin Kacur, Hlapec Jernej in Bela krizantema, da bi pred nas
postavil Cankarjevo usodno figuro v odnosu do slovenskega naroda, podobna razpetost
med javno in zasebno zaznamuje nato tudi Maximillena Robespierra (1978), koncer-
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tantno dramo, zasnovano po biografskem romanu Rudolfa Harmsa (1901-1984) Ro-
bespierre, medtem ko je v sredi$¢u Stirinajste (1980) zgodba o XIV. partizanski diviziji,
pri ¢emer postanejo Stirje recitatorji tudi nosilci vlog (prvi predstavlja politicnega ko-
misarja divizije, Matevza Haceta, drugi je komandant, tretji nekaj Casa borec, nato tudi
zdravnik in Cetrti pesnik Karel Destovnik Kajuh), delo pa je bilo napisano za festival
Revolucija in glasba, v Slovenski visoki pesmi (1983) pa je skladatelj organiziral pesmi
Mateja Bora in Dragotina Ketteja kot dialog med ljubimcema, soroden biblijski Visoki
pesmi, pri Cemer se zdi zaradi piclosti glasbe delo kot nekaksna zvo¢na oprema branja
poezije - gre najbrz povezovati s konservativnostjo domacih opernih institucij, ki kljub
Bozi¢evemu uspehu z Lizistrato '75 v Mariboru niso Zelele tvegati z modernisticnimi
poizkusi s formo, materialom, vsebino in dramaturgijo. Pogled po repertoarju ljubljan-
ske operne hiSe namrec pokaze, da so bila od sedemdesetih let naprej vrata za opere,
nastale v 20. stoletju, skorajda neprodusno zaprta (Pompe, »Repertoarna«).

Tudi od tod najbrz Se nova, pomenljiva Zanrska oznaka ob Bozicevem novem prispevku
za opero - leta 1985 je koncal »glasbenoscenski projekt« Kralj Lear, ki je bil naslednje leto
izveden v Operi SNG Maribor. A ponovno je kljub novi Zanrski oznaki BoZi¢ ostal pri svoji
ustaljeni praksi, kijo je v grobem zacrtal Ze leta 1966 s Polineikesom. Tako je besedilo zopet
lepljenka iz Shakespearove drame Kralj Lear, dramatikovih sonetov in starih angleskih
pesmi, medtem ko je kolazno tokrat s pomocjo Ze obstojecega materiala zasnovana tudi
glasbena podoba, za katero si je skladatelj songe sposodil iz Gayeve znamenite Beraske
opere (1728), orkestralno glasbo pa v nekaj primerih iz svojih lastnih del Audiospectrum
(1972) in Audiostrukturae (1973). Najvec izvirnosti je tako skladatelj v resnici namenil
zgodbi, v kateri je naslovni junak ocitno duSevno zmeden Ze od samega zacetka, kar ga
vodi v Stevilne krvolocnosti. Celotna dramaturgija dela se plete okoli Stevilnih dvojnosti:
Zivi glasbi se »zoperstavlja« zvok posnetega orkestra, govorjenemu besedilu peta beseda,
svetu modernisti¢ne glasbe srednjeveske pesmi, vertikalne strukture harmonskim groz-
dom, kar najbrz vse ponazarja trk realnega in imaginarnega sveta.

Zelo podobno strategijo je Bozic ubral tudi ob snovanju svojega najobseznejSega dela
Telmah (1989), za katero je poiskal spet novo zanrsko oznako »glasbenogledalisko
dogajanje v gledaliS¢u - popoldne, zvecer in v pozni noci«, v katerem lahko ugledamo
sintezo Stevilnih zgledov. »Dogajanje v gledaliS¢u« jasno navaja na glasbeno gledalis-
Ce Kagla, Se posebej njegov veliki projekt DrZavno gledalisce, v katerem so bili obis-
kovalci prica najrazlicnejsim akcijam, ki so se odvijale po celem poslopju gledalisca,
kar pomeni, da je Bozic Zelel, da bi postal celoten obred obiska gledali$¢a predstava,!
1V tem pogledu je zanimivo brati navodila, ki jih je skladatelj namenil za ¢as odmora: »Odmor naj ne bo obicajna gledaliska
pavza, temvec rezirano dogajanje. Na nek nacin del predstave. Zdruzeno naj bo s kaks$no tipi¢no slovensko kulturno
prireditvijo, kot so na primer 'Knjizni sejem’, pomembnejSa obletnica kak$ne zveze (umetniska fotografija, razlicna
drustva glasbenikov) itd. Lahko pa se za to priliko pripravi tudi posebna prireditev: razstava o Zivljenju in delu Mirka
Poli¢a, pa Hinka Leskovska ali Nika Stritofa. MoZno je vkljuciti - kot je bilo v elizabetinskih ¢asih navada - nastope manjsih
gledaliskih ali glasbenih skupin (komorni ansambli, solisti). Odnos publike do gledaliskega dogajanja 'Telmah' naj bo tak,

kot je odnos - v igri - dvorjanov do 'Mi$nice'. Vse to dogajanje sluzi obiskovalcem za sprostitev in pripravo na pogostitev.
Sledi vecerja. Kot bi bil gostitelj Klavdij ali Telmah - seveda ne dobesedno. Tako presledek med dvema dejanjema traja



porazdeljenost na tri dneve dela pa sugerira na trilogijo, modelirano po zgledu Wag-
nerjeve tetralogije Nibelungov prstan, ki naj bi se odvila v Stirih zaporednih dnevih,
ali Stockhausnove heptalogije Lu¢, v kateri je vsaka enota namenjena enemu dnevu
v tednu in nosi tudi taksno ime. BoziC je ponovno sam sestavil besedilo s pomocjo
montaZe tekstov iz razli¢nih Shakespearovih dram (Hamlet, Rihard IIl., Macbeth, Ro-
meo in Julija, Othello, Ljubezni trud zaman, Henrik VIIL, Sen kresne noci, Vihar, Kralj
Lear), dramatikovih sonetov in igre Roberta Bolta (1924-1995) Clovek za vse Case,
medtem ko uporablja zelo malo originalnega glasbenega materiala in se tokrat za-
teka k orkestracijam motetov iz Gallusove zbirke Opus musicum, s ¢imer se seveda
glasbeno prestavlja v Shakespearov ¢as. Obsezna partitura doloca tudi uporabo video
in avdio posnetkov, kar kaze na Zeljo po $ir$i multimedialnosti, podobnemu kopicen-
ju pa je namenjeno tudi eklekti¢no sopostavljanje in kolaziranje renesancne glasbe z
modernisticnimi harmonskimi grozdi, dvanajsttonsko tehniko, jazzovskimi vdori in
vertikalnimi strukturami, zato se delo pribliZuje slogovni odvisnosti od postmoder-
nizma. Bozi¢ tako kot Leara tudi Hamleta travestira in se sprasuje, kaj bi se zgodilo,
Ce bi glavni junak vendarle postal danski kralj, pri cemer je njegov odgovor povezan
z vpeljavo drugih Shakespearovih dram, kar pomeni, da sklepa, da bi prevzel poteze
Macbetha, Henrika VIII. in drugih - Bozic je preprican, da se s tak$nim predrugacen-
jem priblizuje gledaliScu rezije (Menart 48). Kot v Kralju Learu mu je kot osnovno
dramatursko vodilo sluzilo kontrastiranje raznolikih elementov:

Vsa igra je grajena na zdruZevanju »po-dva« gledaliskih elementov. Najprej dram-
sko-glasbenih. Dramski so sestavljeni iz prizorov, glasbeni pa iz stavkov. Nadalje sestav-
ljata predstavo dva dela: prvi s teziS¢em na tekstu in dramski zasnovi gradnje in drugi
s teziS¢em na glasbi z operno zasnovo uprizoritve. [...] Dvojno je obravnavanje besede:
govorjena - peta beseda. Dvojnost slike: Ziva igra na odru - filmski posnetek in TV spot.
Na dva nacina se izvaja glasba: Zivo petje in igranje (reprodukcija posnetkov). Nadalje
zdruZevanje zapisane glasbe (tradicija) in improvizacije (free-jazz).?

Delo je tako zasnovano v tradicionalni obliki Stevilcne opere (gl. tabelo 1), torej iz po-
sameznih, zakljucenih enot, ki jim osnovo pogosto predstavljajo renesancni plesi (al-
main, corant, sarabande, jig), medtem ko je skladatelj preprican, da je formo taksnih
Stevilk domislil simfoni¢no.? Zanimivo je, da je kritika opazila zvezo s postmoderniz-
mom, saj je Tone Partlji¢ zapisal, da gre za »postmodernisti¢no prepesnitev« (Hostnik
Setinc), ¢eprav je sam skladatelj sprva postmodernizem odklonil kot oznako, pod ka-
tero »se skusSa marsikaj uveljaviti: od neznanja tehnik strogega stavka, nepoznavanja
dvanajsttonskega sistema do ‘computer music' in sploh kakrsnihkoli sistemov. 1z tega
nastaja nekaks$na zmeSnjava« (Sajovic 4), kasneje, v ¢asu ustvarjanja Telmaha, pa ga

dalj ¢asa in pomaga, da se obicajna dveurna predstava izpremeni v gledali$ko dogajanje, ki druzi ob shakespearjanskih
zgodbah nastopajoce in obiskovalce vec¢ji del dneva: od popoldneva preko vecera do pozno v noc«.

2 Skladateljska mapa Darijana BoZi¢a z naslovom »Operag, hrani Nacionalna in univerzitetna knjizZnica v Ljubljani.
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244 je vendarle razumel kot »oddih, pri katerem lahko uporabis katerokoli glasbeno teh-
niko«, ¢emur smo res pri¢a v tem »glasbenogledalikem dogajanju« (Hostnik Setinc).

Tabela 1: Razporeditev tock v BoZicevem Telmahu (povzeto po skladateljevem kazalu v partituri)

Tocka | Naslov Tocka | Naslov
1 uvoD 40 Agnus Dei / kronanje Ofelije
2 Prvi del: INFANS - INTRADA 41 Sanctus / kronanje Telmaha
3 PRVA SLIKA 42 Gloria
4 DRUGA SLIKA: almain 43 XV. SLIKA: almain
5 DIALOG 44 Corant
6 CORANT 45 Dialog
7 DRAMSKI PRIZOR 46 Srabande
8 SARABANDE 47 Dialog
9 DIALOG 48 Jig
10 JIG 49 XVI. SLIKA: Telmah - tretji monolog
11 TRET]JA SLIKA: dialog 50 Ljubevzvenska scena, Horatia peljejo na
morisSce - arija
12 CETRTA SLIKA: napitnica lordov 51 MEDIGRA
13 Dramska scena 52 XVII. SLIKA: tabor, zbor vojakov
14 Telmah - prvi monolog 53 Telmahove prikazni
15 Scena pred predstavo 54 Boj
16 MISNICA 55 Erinije
17 Telmah - drugi monolog 56 XVIIL SLIKA: zabava pri Ofeliji
18 Kralj Klavdij: scena in arija 57 Fanfare
19 PETA SLIKA: recitativ 58 Telmah - Cetrti monolog
20 MEDIGRA 59 Telmah in More
21 SESTA SLIKA: Polonijev pogreb 60 Telmah z Erinijami
22 Ofelija - monolog 61 XIX. SLIKA: More in vecerja pri kralju
23 SEDMA SLIKA: scena na stolpu 62 Scena in arija Yorskega Skoga
24 OSMA SLIKA: scena in arija Duha 63 XX. SLIKA: almain
25 Volkodlak 64 Corant
26 DEVETA SLIKA: ljubezenska 65 Sarabande
scena
27 DESETA SLIKA: dvoboj 66 Jig
28 Dramska scena in recitativ 67 XXI. SLIKA: Telmah ubije Ofelijo
29 PRVI FINALE 68 Po uboju
30 ODMOR 69 XXII. SLIKA: scena in arija kraljice
31 Zunanji uvod v drugi del 70 XXIII. SLIKA: no¢ na stolpu




32 Notranji uvod v drugi del 71 TV-spot: Birnamski gozd
33 Drugi del: REX MORTIFER 72 Telmah ob mrtvi materi
34 DVANAJSTA SLIKA 73 XXIV. SLIKA: ples vej in nozev
35 Fugatto 74 Telmah proti Malcolmu
36 Nastop glumacev 75 APOTEOZA
37 Hastingsa vodijo 76 Zakljucek - IN
38 Ofelija se ureja za poroko, Has- 77 Zakljucek - OFF
tingsa ubijejo
39 XIV. SLIKA: TE DEUM - Kyrie/
poroka

Omeniti velja Se dve »poznejSi« deli, v katerih se zdi, da je Bozi¢ vendarle dodatno
gledalisko eksperimentiral, pri Cemer pa vsaj z izvedbo Provokativnih variacij (1986)
ni bil prevec zadovoljen, zato najbrz ni vec stopal po podobni poti. Delo nosi namrec
v Zanrskem podnaslovu oznako »kontrolirana improvizacija umetniSkega srecanja.
Skladatelj je ponovno montiral razlicne tekste (verze PreSerna, StrniSe, Zlobca,
Minattija, Petanove aforizme in intervju z igralcem Radkom PoliCem iz revije Start),
nato pa delo poteka v pogovoru med glasbenikom in igralcem, ki odpirata razli¢ne
teme, pri cemer citirata razli¢ne pisatelje, nato pa igralec v komunikacijo vkljuci tudi
obcinstvo oz. ga razgreva s provokativnimi vprasanji, kot je na primer, kaj mislijo o
seksu brez ljubezni. Toda paradoksalno, kljub temu da partitura pus¢a sorazmerno
veliko svobode tako igralcu kot tudi glasbenikom, skladatelj ni bil zadovoljen z
izvedbo, Se posebej z igralskim delezem Radka Polica,* ki je sicer sijajno nastopil v
drugih BoZicevih glasbenogledaliskih delih, kar vendarle kazZe na to, da je bil Bozi¢
kljub jasni zavezanosti sodobnemu, odprtemu, eksperimentalnemu nekje globoko v
svoji sredici vendarle bolj konservativen in odvisen od vnaprej danih form in resitev.

Morda je tudi zato s svojim zadnjim delom, ki bi ga lahko obravnavali v kontekstu glas-
benega gledalisca, stopil Se proti drugi moznosti iskanja novih resitev. Tako je Samo-
roga (1992) domislil kot »multimedialni projekt«. Zasnovan je bil za odprtje razstave
zivalskih kipov Janeza Boljke (1931-2013) v Vol¢jem Potoku. Zdi se, da se skladatelj
podobno kot Ze v Kralju Learu in Telmahu vse bolj umika iz aktivne kompozicije in vse
bolj postaja le nekaksen »reziser« veCmedijskega dogajanja, da torej idejo kolaziranja
iz glasbe same prenasa na kombiniranje razli¢cnih umetnosti. Tako uporablja besedilo
Gregorja StrniSe in spet citate iz Gallusa, toda veliko pomembnejsi se zdita ta prostorska
razporeditev glasbenega »dogajanja« (projekt se je odvijal na prostem), ki skusa upos-
tevati znacilnosti lokacije (gl. slika 1), in spektakularna obravnava pirotehni¢nih sred-
stev. Samoroga kot zadnjo Bozicevo glasbenogledalisko izjavo je tako mogoce razumeti
le Se kot dodatno umikanje glasbe in popolno izenacevanje z drugimi umetnostmi, po-
stopek, Ki je sicer znacilen Ze za skladateljeva prva modernisti¢cna spopadanja z odrom.

4 Glasbena zbirka v NUK-u hrani avtorjevo pismo igralcu, v katerem prvi drugemu v krepkem jeziku ocita, da je »pljunil«
na njegovo umetnost.
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Slika 1: Zamisli, povezane s specifi¢no lokacijo v Bozi¢evem Samorogu

Zakljucek: Dvojna neuravnotezenost

Razgled po Bozicevem glasbenogledaliSkem opusu daje jasen vtis, da je celotno ka-
riero - od leta 1958, ko je napisal prvo, Se klasicno operno delo, do leta 1992, ko je
glasbenogledaliSko snovanje zakljucil s Samorogom (ohranjeno je sicer Se skladatel-
jevo lastno besedilo za »multimedialni projekt po Zivljenju skladatelja Jakoba Handla
Gallusa »Ecce, Carniolus!«) - iskal svoj idealni Zanr in formo, ki bi seveda bila v kar
najtesnejSem soglasju s sodobnostjo, pri cemer so nanj v skoraj enakovredni meri
vplivale zahodnoevropske modernisticne glasbene spodbude kot tudi dobro pozna-
vanje slovenske gledaliske scene. Taks$no iskanje in tipanje ter zavezanost vsemu so-
dobnemu, morda celo »naprednemu« dokazuje Ze samo pregled Zanrskih oznak Bo-



v

zi¢evih del:

Tabela 2: Boziceva glasbenogledaliska dela

Naslov Letnica nastanka | Zanrska oznaka

Boheme ’57 (Ljubezen na Montmartru) 1958 liri¢no-komic¢na opera
Spostovanja vredna vlacuga 1960 operna enodejanka
Polineikes 1966 collage du drame

Jago 1968 happening

Ares-Eros (Lizistrata praznih rok) 1970 glasbenoscenska drama
Lizistrata '75 1975 opera-farsa

Bela krizantema 1976 koncertantna drama
Maximillen Robespierre 1978 koncertantna drama
Stirinajsta 1980 koncertantna drama
Slovenska visoka pesem 1983 koncertantna drama

Kralj Lear 1985 glasbenoscenski projekt
Hamlet 1985 glasbenoscenski projekt
Provokativne meditacije 1986 ﬁ?':e;[:r?ilg(aezz ;T&?;Zadja
Telmah 1989 g}zzl;tleir;gfledaliéko dogajanje v
»Ecce, Carniolus!« (nedokoncano) (1992) multimedialni projekt
Samorog 1992 multimedialni projekt

Ce izvzamemo oznako koncertantna drama, torej Zanr, ki je mejen, saj stoji med gle-
dalis¢em in standardno koncertno obliko, je skladatelj prakticno za vsak nov glasbe-
nogledaliski projekt izbral novo oznako, edina resna sprememba pa vodi od rednega
vklju¢evanja dostavka »drama« k oznaki »projekt«, kar kaze na premik iz podrejanja
glasbe dramskemu k vse vecjemu vkljucevanju multimedialnosti. Toda natancnejsi
pregled del pokaZe, da so si le-ta kljub razli¢nim Zanrskim oznakam v svoji dramatur-
$ki in glasbeni logiki nenavadno podobna in da je osnovna vodila BoZi¢ nastavil Ze v
Polineikesu, torej svojem prvem modernisti¢nem glasbenogledaliskem delu. Ze tu je
vzpostavil posebno razmerje med literarnim, glasbenim in dramskim. Glasba se vse
bolj umika v ozadje, vsebinski nosilec postaja beseda - najveckrat govorjena: njej se
atmosfersko prilagaja glasba, iz besedila pa izhajajo dramski poudarki. Ze muzikolog
Andrej Rijavec je spoznal, da BoZic¢eva dela svojo izpovedno teZo dolgujejo predvsem
tekstovnemu izboru in manj glasbenemu delezu (Rijavec 123) - paradoksalno tako
Boziceva dela stojijo ali padejo z dramskimi igralci ali recitatorji, pri cemer je vsaj v
koncertantnih dramah Bela krizantema in Maximillien Robespierre velika teZa slonela

247



%8

na odli¢nih izvedbah Radka Polica, ki se je sicer skladatelju v njegovih eksperimentih,
ki so prestopali meje literarnega, izneveril.

Toda Bozicevo delo je zasidrano Se v enem paradoksu. Kljub temu da se glasbeni delez
mocno umika, da na prvo mesto postavlja literarno besedo, tej pa Se pred glasbo sledi
dramska akcija, je skusal svoja dela uresniciti v institucionalnih opernih gledalis¢ih.
Slednja pane domanedrugod po svetu (pomembnoizjemo je vtem pogledu predstavljala
Hamburska drzavna opera med letoma 1959 in 1973, ko jo je vodil Rolf Liebermann
(1910-1999), ki je v tem casu narocil kar 24 novih del) niso imela posluha za sodobno
glasbo ali sodobnejse gledaliske prijeme. Pa vendar Bozi¢ ni pomislil na moZnosti
alternativnih izvedb, na komorni medij, na specializirane ansamble za sodobno glasbo,
kar kaZe na nenavadno kriZanje institucionalnega in neinstitucionalnega - ali Se drugace:
vodilni slovenski predstavniki glasbenega modernizma, nabrani v skupini Pro musica
viva, so po obdobju, ko so se morali boriti za svoje priznanje in so obenem podirali
tradicionalno dediscino svojih profesorjev, zasedli prav ista institucionalna mesta, s
katerih so prej pridigali njihovi oponenti (Darijan BoZi¢ je na primer postal umetniski
vodja in upravnik Slovenske filharmonije (1970-1974) in nato tudi direktor ljubljanske
Opere (1995-1998)). Institucionalno odklanjanje novih glasbenogledaliskih reSitev
je verjetno Bozica prisililo k iznajdbi mejnega Zanra koncertantne drame, s katero je
operno institucionalnost zamenjal s klasi¢nim koncertnim odrom - simfoni¢ni orkestri
so vendarle pokazali ve¢ odprtosti za sodobni eksperiment, zato je v tem mediju Bozic¢
lahko udejanjil svojo idejo zbliZevanja literature, drame in glasbe. Tako je mogoce ob
koncu trditi, da se ob poizkusu kontekstualiziranja BoziCevega glasbenogledaliskega
dela izkaZe, da gre za dvojno neuravnotezenost - v svojih glasbenogledaliskih delih je v
celoti dajal prednost literarno-dramskemu in je glasbo ohranjal na ravni zvocne opreme,
zato je njegova glasbenogledaliska dela mestoma tezko razlocevati od scenske glasbe ali
glasbene opreme za radijsko igro, po drugi strani pa iskanje novih glasbenogledaliskih
zanrov kaze na premike izven tradicionalne operne institucije, ki pa jih je skladatelj
vendarle Zelel uresniciti v operi, kar se je koncalo s skladateljevo glasbenogledalisko
resignacijo in premikom v multimedialno, ki bi mu kasneje najbrz logi¢no sledilo tudi
umikanje v digitalno in virtualno. BoziCevo ustvarjanje tako ni le produkt avtorjeve
osebnosti in ¢asa, temvec v veliki meri tudi prostora.
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Among Slovenian modernist composers, Darijan Bozi¢ dedicated the largest part of his
work to musical theatre. The genre classifications of his works show that the composer
constantly searched for a new form of musical theatre. It would appear that he finally
settled on a medium that could almost be designated as a “radio play”, with an emphasis
usually on the spoken word, accompanied by occasional interventions of instrumental music.
Over time, these interventions appeared to lose their modernist edge (harmonic clusters)
and approach postmodernism by juxtaposing diverse elements. Thus, a characteristic of
BoZic's works is their double imbalance: the language strongly dominates the music, while
at the same time, the composer's desire to implement avant-garde theatrical procedures
in an institutional opera house seems unusual,
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modernism, instrumental theatre, stage compositions
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Darijan Bozi¢'s Musical Theatre Opus in =
the Context of the Slovenian Musical

Theatre Scene: An Escape into the Literary-
Dramatic in Opposition to the Desire for

the Institutional
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Opera and Modernism

Despite numerous upheavals and great discussions about the first and also the second
death of opera (cf. Zizek and Dolar) in the first quarter of the 21t century, opera is alive
and well, as evidenced by the many new stagings of operas, audio and video recordings,
and the endless possibilities for online streaming. Opera is not dead. It is, however,
facing a serious problem: as an institution, “with each passing year, the opera theatre
of everyday practice is becoming more like a museum”, as noted by the musicologist
Heinrich Strobel (1898-1970), who also adds, “perhaps opera really is dead” (130).

There are several reasons why there is no real need for the opera to update its
repertoire: (1) Operaintendants take care of the need for “innovation” by reviving older,
forgotten works from the 18" and 19" centuries. (2) Historical staging practice often
casts a completely new light on baroque opera. (3) The so-called director’s theatre,
Regietheater, which “recasts” old content into a contemporary performance, provides
a contemporary feeling in terms of both content and dramaturgy. Equally diverse
reasons can answer why contemporary opera as an institution broke its connection
to contemporary operatic creativity. The iron repertoire emerged in the first half
of the 19" century, mainly through the reprisals of Rossini’s incredibly successful
operas. In contrast, the end of repertory opera could be linked to (1) Puccini’s last,
even unfinished opera Turandot in 1924 and (2) Arnold Schonberg’s (1874-1951)
and his pupils’ definitive transition to modernism. Additionally, potential turning
points might also be found in (3) the “zero hour” (cf. Brockmann) after World War
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Il and (4) the economic demands for a sustainable flow of profits, which appears to
be more readily achievable by relying on old “hits” rather than taking up “risky” first-
time stagings, which most certainly influenced such repertory decisions.

Among the abovementioned possibilities, the most relevant one seems to be the one
related to the “zero hour”: the new post-war generation wanted nothing to do with the
foundations from which the Nazi and Fascist dictatorships grew. At this very time, opera
as an art form and an institution reached its peak by supporting the ruling ideology. It
is precisely in the context of moving away from pre-war models that one of the leading
post-war musical modernists, Pierre Boulez (1925-2016), famously noted:

Germany’s new opera houses certainly appear very modern - from the outside. On the
inside, however, they remain extremely old-fashioned. It is almost impossible to create
a modern opera in a theatre where mainly repertoire works are performed. It is quite
unfathomable. Blowing up the opera houses would appear to be the most expensive
solution. But do you not think that that would also be the most elegant solution?
(Schmidt and Hohmeyer 170)

Boulez’s radical opinions became an emblem for a young generation that subscribed
to the fetishism of the new and believed in the purifying power of the “zero hour”,
while the remaining conservative composers, still looking to the past, automatically
became marginalised loners. The only door open to them was the opera house, where
they paved their softer “renovation” with operas dealing with plots from antiquity,
with a form of literary opera that was able to disguise its conservative composition
with strong literary value, and finally with the comic opera, which was given very little
space in the 19 century of repertory opera. This changed to a point in the 1960s,
when some modernists realised that the older forms could be renewed by appealing
to a strong social engagement, as we can see in the operas of Hans Werner Henze
(1926-2012), who even moved to Cuba for a couple of years due to his left-wing
enthusiasm, and in the works of Luigi Nono (1924-1990), an active member of the
[talian Communist Party, who also happened to be Schénberg’s son-in-law.

It was probably Nono, Henze and Luciano Berio (1925-2003) who started exploring
new approaches to using the voice as a potential way of renovation, rather than drama
and staging possibilities, and thus showed other modernists that it was possible to
create opera also in contemporary language, material and forms. There was, however,
no longer any talk about opera at all. Nevertheless, just like several other times
in its history, the denial of opera paradoxically brought forth several new forms -
modernists started composing new musical theatre works that were no longer called
operas. Instead, they used many new genre names. Musicology has not yet found a
single umbrella term for all such endeavours. However, the name that appears to be
most appropriate is the distinctly general term musical theatre. The latter goes back



to the tradition of the works by the tandem Weill /Brecht (Salzmann and Desi 13), in
which individual theatrical elements did not merge but were deliberately kept apart.
The term musical theatre, however, can be used broadly or narrowly - in the broadest
sense, it can encompass all musical theatre works from all periods and styles. In a
more exclusive sense, it designates quite specific contemporary endeavours. It is
precisely due to this confusing duality of the broader and narrower meanings that
Hermann Danuser’s suggestion of the term stage compositions (350) seems interesting
in relation to the musical theatre work of the great modernist Mauricio Kagel (1931-
2008), who bestowed this genre label onto his greatest work, Staatstheater (State
Theatre, 1970). It was later renamed as anti-opera. In his work, Kagel deconstructed
all institutional opera conventions and opera as a musical theatre form, thus reaching
the peak of the negative modernist attitude towards opera. At the same time, his
approach also marks a clear turn towards searching for new forms and genres that
would use the musical theatre medium more appropriately for the modern age.

New Forms and Genres of Musical Theatre

The earliest attempts at new forms of musical theatre can be discerned in the musical
works in which scenic elements suddenly became extremely interesting. This approach is
particularly characteristic of several works composed by John Cage (1912-1992). In his
Living Room Music (1940), percussionists use objects that could be found in a typical living
room to produce music. Stagings of this work usually include scenographic elements that
represent a living room environment (sofa, chest of drawers, club table, etc.). In Cage’s
Water Walk (1959) composition, the performer sets off a variety of sound sources that
either contain water or are placed in it so that rather mundane, non-musical elements (e.g.,
ateakettle, bathtub, blender, flowerpot, steaming pot, various other vessels) find their way
onto the stage thus drawing the spectator’s attention not only to more familiar sounds but
also, at times, to the rather absurd movements of the performer among various objects
and everyday actions. Particularly significant in this respect is the piece 433" (1952),
in which, through apparent silence, the composer liberates the most neglected sounds,
usually completely ignored in a concert situation. Michael Nyman, however, reminds us
thatin this piece, the listeners’ attention perhaps “shifted from listening to something that
wasn'’t really there, to watching something that was” (72). Cage believes that music is not
only what we hear but also all that we can see (Cage et al. 50) - it is a holistic experience
of action, and thus for him, any “relevant action is theatrical” (Cage 14). Cage’s initial idea
was later further radicalised by Dieter Schnebel (1930-2018) with his concept of visible
music, a typical example of which is the composition Nostalgia (1962), written exclusively
for a solo conductor who expressively waves their hands through the air, while there are
no musicians on stage so that we are bereft of any aural stimuli.
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Cage also fulfilled his idea of a theatre that is everywhere around us in a happening
that he staged at Black Mountain College in 1960. There he randomly linked different
activities into a unified artistic action, which can be interpreted today as a precursor
to both performance art (the performers lent their real bodies to the performance)
and multimedia art (besides Cage and pianist David Tudor, other performers included
dancer Merce Cunningham, painter Robert Rauschenberg and others).

A similar step towards merging the arts, albeit less open, is also characteristic of
instrumental theatre, of which the most renowned representative is Mauricio Kagel.
His works include instrumental pieces in which, besides playing their instruments,
musicians perform additional tasks of a more theatrical nature. This is how the
gradual appropriation of the characteristics of individual arts began, as noted in
Marianne Kesting’s famous article, with the telling title “Musicalisation of Theatre.
Theatricalisation of Music”. Cage’s happening can already be understood as the
musicalisation of theatre since a composer arranged non-musical actions according
to the logic of a precise temporal sequence, which is typically a musical operation.
However, the term composed theatre (Rebstock and Roesner) is even more articulated.
It deals with the treatment of voice, gesture, stage movement, light, sound, visual
imagery, stage design and other elements of theatre production through composition
techniques, i.e., musical thinking.

Contemporary musical theatre, which merges stage compositions, instrumental
theatre, happenings, performance, multimedia projects, composed, total and
experimental theatre, draws on theatrical innovations that Gordon Craig, Vsevolod
Meyerhold, Antonin Artaud, Laszlé6 Moholy-Nagy and absurdist theatre introduced
into performances/projects in the 20" century. It differs from its predecessor opera
not only in the sheer breadth of its genre range and the associated terminological
ambiguity but,aboveall, inaseries of dramaturgical shifts. Thus, contemporary musical
theatre can no longer be understood as a representation of literature: we are often
left without a clear plot; linear discursivity is disrupted in favour of fragmentation;
language rarely performs its discursive function; and the theatre action itself is not
necessarily narrative. Further, the stage action appears to be a metaphor rather than a
simulation of reality, and the voice, which has represented the focal point of opera for
over three centuries, is no longer a necessary prerequisite. The central focus becomes
the physical presence of the performer/actor, who no longer functions as a real
theatrical subject. Musical elements are no longer in the foreground, but instead, they
are on par with theatrical elements. While this often leads to the merging of different
kinds of arts, it is no longer according to Richard Wagner’s logic of Gesamtkunstwerk,
or total work of art, where all the arts are combined into a single amalgamation.



Darijan Bozic in the Context of Modernism in Music in Slovenia

Despite major shifts in the global production of musical theatre that were happening
in the second half of the 20™ century, the musical theatre oeuvre of Darijan BoZi¢
(1933-2018), which is the focus of our discussion, must first be observed within the
context of Slovenian musical culture. Here, the end of World War II also represents
a significant turning point. It could again be understood as a kind of “zero point”,
but not so much in the sense of opposing the regime that triggered the cataclysm
of the war. Instead, the “zero point” signifies the establishment of a new political
system and a new ideology, which, following the Soviet example, initially attempted
to control all social subsystems, including the arts. In this respect, however, the new
politics were not very consistent, at least as far as music was concerned, which is a
characteristically abstract type of art and thus ideologically rather ambivalent - on
the one hand, it is hard to make it discursive, while on the other hand, for that very
same reason, it is easy to stamp it with virtually any label (cf. Pompe, “Slovenian”).
Thus, immediately after 1945, Lucijan Marija Skerjanc (1900-1973) became a leading
figure in Slovenian music, despite dedicating his Symphony No. 3 (1941) to the Fascist
[talian authorities in Ljubljana only a short time before that and basing his musical
style deep in the emotional colouring of the 19"-century Salon style, making him the
epitome of bourgeois sensibilities. A similar situation occurred in opera immediately
after the war, as it appears that the first post-war season, in particular, was ostensibly
monitored in terms of the repertoire, which meant that the opera gears continued to
grind the same as before the war or in Western Europe. The only difference here was
that the socialist politics apparently had no idea what to make of opera ideologically
and gradually deprived it of financing, which led to the undermining of its social status
(Pompe, “Na obrobju” 75), the consequences of which can still be felt to this day.

Darijan Bozi¢’s generation was lucky to escape the times of the most rigid agitprop.
At the Academy of Music in Ljubljana, he found friends in a group of composers who
strived first to carve out a space for their own pieces and then to go beyond the
aesthetic horizons of their professors at the academy, who, following Skerjanc’s logic
(which apparently did not clash with the doctrine of socialist realism) were still deeply
rooted in the 19" century. Similar aspirations brought together young composers, who
as early as 1961 had begun to associate privately, to form the group Pro musica viva,
in which Darijan Bozi¢ worked alongside Ivo Petri¢, Alojz Srebotnjak, Jakob Jez, Kruno
Cipci, Igor Stuhec, Milan Stibilj and Lojze Lebi¢ (cf. Barbo, Pro musica). In his early
work in the late 1950s, BoZi¢’s critical attitude towards prevailing institutional models
is apparent from the inspiration he took from jazz music, which was initially not very
popular with the authorities. But then, at the very beginning of the 1960s, he moved
towards the objectivity of the Neue Sachlichkeit (New Objectivity) movement, which
was soon followed by the decisive impulses that Slovenian composers got from their
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visit to the Warsaw Autumn Festival of Contemporary Music. There, they got wind of
the second wave of post-war modernism, which had already surpassed the radicality
of the first serial phase by incorporating controlled aleatorics. BoZi¢’s compositions
soon start to reflect this, and he characteristically draws on three seemingly different
sources of inspiration. He is still strongly attracted by (1) the language of jazz, which
he supplements with (2) his own harmonic theory, the so-called vertical structures
(Bozi¢, “Vertikalne”), for which he is indebted to the New Objectivity of Paul
Hindemith and his textbook Unterweisung im Tonsatz (1937), adding to these also
(3) the logic of collaged juxtaposition. Matjaz Barbo mentions these three elements as
“a multilayered sonic collage of layered heterogeneous elements. His compositional
language could thus perhaps best be characterised by the term collage sonore, which
he often uses in the titles of his compositions” (Barbo, “Bozi¢”).

New Forms and Genres of Musical Theatre in Bozic's Work

The collage technique seems to have been the starting point for the musical theatre
work that appealed to him even before he committed himself to modernism. In 1958
and 1960, he thus created two classical operas, which still have not yet been staged.
First, he wrote La Boheme 57 (originally entitled Ljubezen na Montmartru [Love
in Montmartre]), based on the novella Quand on aime by Roland Dorgeles (1885-
1973). This opera was still conceived tonally, comprising clearly discernible musical
motifs, repeated several times; some segments of the musical flow even develop
into clear “numbers”. The composer’s motivation for choosing the plot is also quite
evident, as it deals with a slightly modernised version of amorous intrigues in an
artistic environment similar to the one that characterised Puccini’s famous opera
La Boheme. Bozi¢’s second work, the one-act opera Spostovanja vredna viacuga (The
Respectable Prostitute), was also inspired by French literature, specifically Jean-Paul
Sartre’s (1905-1980) play of the same name. Here we can see a shift in the theme
from melancholic amorous intrigues towards explicit social criticism, as the play
raises issues of racism, the relationship between men and women, and the relevance
of honesty, as the prostitute turns out to be much more worthy than the presumably
respectable townspeople. Although still formally an opera, there is a clear shift in
the musical phrasing - here, as a kind of prelude to the later collage sonore, Bozic
juxtaposes cool jazz with the serial technique. The main characters (Lizzie, Fred and
The Black Man) are identified by their respective leitmotif, with The Black Man’s motif
including characteristic jazzy traits, Fred’s motif is structured as a twelve-tone series,
and the composer also uses a duration series, indicating a desire to move away from
dodecaphony towards serialism. However, the latter is not fully realised by completely
relying on the structural automatism characteristic of leading European serialists



in the 1950s. It appears as if Bozic, in the time of New Objectivity, was writing his
Zeitoper modelled on works from the 1920s and 1930s - in his opera, he tries to deal
with the present, and that is why he also includes the sound of the present, which is
represented by jazz forms as well as by the dance music broadcasted from a radio.

It was already in these early operas that Bozic’s interest in juxtaposing, mixing
and collaging became obvious, so it is not surprising that he later developed this
line further. Two genre-defying works of his could be seen as an exercise for larger
musical theatre works. In the chamber piece Collage sonore (1966), we encounter
a combination of the auditory and the theatrical. The latter part was performed by
two reciters reading from Svetlana Makarovi¢’s book of poems Somrak (Twilight). In
musical terms, Bozic is split between jazz impulses, the twelve-tone method and a few
minor aleatoric evasions. The composer introduces an additional element in the piece
Trije dnevi Ane Frank (Three Days in the Life of Ana Frank, 1963), which, in addition to
a reciter and a chamber ensemble, also includes a tape recorder and two electronic
sound generators. The central focus of the composer’s attention appears to be the
text, which he tries to soundtrack, which means that we are almost dealing with a
kind of musical accompaniment for a radio show.

These examples show that BoZi¢ was searching and digging for inspiration primarily
at the intersection of the literary, theatrical and musical, most notably in the theatre,
as seen by his frequent collaborations with theatre directors for whom he composed
stage music. A significant turning point in this respect was BoZi¢’s collaboration
with the director Mile Korun on the famous performance of Oresteja (Oresteia) at the
Slovenian National Theatre Drama Ljubljana in 1968, which fortunately is sufficiently
documented along with a preserved notation of the musical score (cf. Oresteia). BoZi¢’s
score for this stage work includes vocal parts and several parts for a few easy-to-handle
instruments (the continuous rhythmic pulsation of sounds made by stones must
have been particularly impressive). As a whole, however, the score often resorts to
characteristically simple aleatoric formulas, the repetition of tiny material fragments,
arranged here in an archaic modal way to suggest some historically distant, i.e., ancient,
space, and to simulations of “real” music (whining, whimpering, grating sand in the
cemetery). It was probably his collaboration with Korun that made Bozi¢ realise that in
the standard operatic repertoire, “the director must yield to the score and adapt to the
conductor as the foremost interpreter of the score. [...] While in contemporary theatre
[...] the primacy of rehearsal management alternates between the conductor and the
director” (AZman 3). In his own words, he became an adherent of

Korun’s non-literary theatre, which is no longer particularly special, neither in the
visual arts nor in contemporary music. [...] I didn’t want to create an opera score that
would be sufficiently sonorous in itself but rather a script (just like in a film) from which
the performance creators would create the final image of the work. The music must
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not dictate or limit the stage action. Instead, it must offer the widest possibilities to the
creators. To me, opera is not about music but about theatre in the proper meaning of the

Vv

word. (Niko Gorsi¢: “Zdaj in nikoli ve¢?”; qtd. in Strgar 35)

Even before he started collaborating with Korun, Bozi¢ had created the musical theatre
work Polineikes (Polyneices, 1966), to which he attached the genre label collage drama.
As musicologist Andrej Rijavec points out, this work was based on Dominik Smole’s play
Antigona (Antigone, 1960) and “could be situated between a radio drama and a concert
melodrama” (120). The music mainly supports the text, and one could hardly speak of its
autonomy, even though the composer uses a unified logic of twelve-tone series divided into
smaller units that function like submotifs and have no structural role. The music functions
as a kind of backdrop to the recited text, which comes to the fore and is the vehicle of the
dramatic and the thematic, while the music is relegated to the ambient background.

His next work, Iago (1968), for eight performers and magnetic tape, based on
Shakespeare’s play Othello and the novel Gottes zweite Garnitur by Willi Heinrich
(1920-2005), was labelled as a happening. In the score, the composer himself outlined
what he was aiming for this genre label:

The happening should be performed as a ritual or as a children’s play, i.e., a performance
in which the sequence of words, movements and motions is predetermined and known
in advance, allowing only a few variations on the prescribed scheme. However, the
intensity of the play should be maximised just like in the case of a ritual or in the case
of children’s play, in which the actors (be it priests or children) and the spectators (the

faithful or children) participate with full commitment. (Bozic, lago)

In this piece which revisits the issue of racism, Bozi¢ deals with three levels of action:
(1) the thoughts, wishes and desires of the main characters that are expressed through
the spoken word (Desdemona and Othello, Iago as the title character does not appear
atall, a clear influence of Smole’s Antigone); (2) sound, be it performed live or recorded
on tape; while (3) three actors and actresses each create a scenic backdrop by moving
around chairs, thus complementing the action. The label happening as applying to
lago ought to be understood as the composer’s desire for multimedia, as he scores
both the text and the live sound, recorded sound, soundscape and light-gesture-
movement combinations, which of course, does not exactly resonate with the genre
notion of happening as envisaged by Cage, for whom the central focal point was the
undefined, spatial-situational, real “live” action, rather than the mere juxtaposition
of different levels of action and art. Singing is no longer in the forefront, as the main
characters instead choose to speak. The musical material is similarly sparse, repetitive
and rather heterogeneous (diatonic and blues scales, harmonic clusters, chords built
following the logic of vertical structures, recorded, concrete sounds). The composer
even mentions “organised improvisation” (Slamberger 6).



Two years later, the composer produced his most ambitious project till then, entitled
Ares-Eros oz. Lizistrata praznih rok (Ares-Eros or Lysistrata of the Empty Hands, 1970),
a musical-scenic play based on ancient Greek motifs, for which he wrote the text
himself in the form of a montage of Aristophanes’ comedies Lysistrata and Peace. This
work premiered at the Music Biennale Zagreb in 1971 (the composer conducted the
orchestra of the Slovenian National Theatre Opera and Ballet Ljubljana, while Mile
Korun was the director) but did not receive favourable reviews. Here, the composer
apparently combined all of the ideas he had developed as a composer of stage music,
marginal examples of instrumental music connected to spoken parts, and new musical
theatre experiments. The score is based on the idea of controlled chance operations,
with individual simple melodic formulas in-between chromatic dodecaphony and
the modality of antiquity, while the harmony relies on vertical structures. The mostly
very diluted orchestral textures are interrupted by spoken parts so that the music
again serves more to suggest the atmospheres rather than weave its own logic. This
quality is not surprising, as the action is quite complex due to its density and is driven
forward mainly by the recitatives. In contrast, the rest of the action seems rather
ritual, particularly in the last act, conceived as a kind of Dionysia.

His subsequent work, the opera-farce Lizistrata 75 (Lysistrata 75), again draws on the
same comedy by Aristophanes. However, this time it was adapted by Smiljan Samec
into an updated libretto in which the war between the Athenians and the Spartans
is replaced by the football passion of the citizens of the two cities. Despite the new
genre label, Bozi¢ conceived it according to the same dramaturgical strokes as his
previous musical theatre works. In this regard, he found it important to emphasise
in an interview that “this is neither an opera nor a drama, but a theatre performance
somewhere halfway between these two genres. It is deliberately done this way, since
in contemporary theatre, these two genres are increasingly converging” (Bozi¢ qtd.
in Mracsek 4). The director of both productions of the opera (it was first staged at
the Maribor Opera House in 1980 and later in 1997 at the Ljubljana Opera House),
Jurij Soucek, also felt that genre considerations were of central importance and even
went so far as to describe the work as an anti-opera. He wondered whether “I should
think of Darijan Bozi¢’s Lysistrata 75 as an opera-farce or as an anti-opera, or even a
comedy with musical accompaniment, which is neither of the two” (Soucek 8) and
then went on to write that he was preparing a premiére of a “farcical non-opera”
(9). Despite this genre positioning, an apparent attempt to catch up with modernist
conceptions elsewhere in Europe, which, however, appeared rather stale in the late
1970s and the beginning of the 1980s, the logic of BoziC’s piece is again similar to
that of his earlier works. A diluted - critics even noted that the composer used music
primarily as punctuation (Ucakar, “Umetniski”) - modernist sound prevails, stemming
from long restrained chords, often shaped in the form of sound clusters or “vertical
structures”, aleatoric sequences and a renewed desire for collaged juxtaposition, most
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clearly manifested in the singing of football club anthems, backed by a brass band
playing live on stage, and children’s songs performed by a children’s choir. Due to such
a collision of the distinctly modernist (clusters) and the tonal and even pop culture
(club anthem), this work appears to signal the first traces of postmodernism rather
than being an anti-opera.

Bozic did not stop searching for a “new” genre, as the ever-new genre labels of his
newly produced musical theatre works suggest. Thus, in the same year as Lysistrata
75, he also conceived the concert drama Slovenske pesmi (Slovenian Songs), which is
quite similar to Bozic's other work for theatre in general features. The label “concert
drama”, in its duality, probably refers to the fact that these works are not primarily
intended for a theatre stage but rather for a concert performance. On the other hand,
in terms of dramaturgy, it is their dramatic or literary content that actually drives
them forward. Thus, there are no dramatic characters in Slovenian Songs; the mezzo-
soprano is not a role-bearer. The two announcers and reciters provide the narrative
focus and develop typically Slovenian themes such as emigration, World War II and
alienation, which also means that we are dealing with a critique of the world from a
Slovenian point of view. The composer does not give up basic mise-en-scene elements
- the score prescribes certain stage gestures for the performers (at the beginning of
the “Peasant” movement, the composer adds the following instruction into the score:
“the reciter sits, the singer stands - they are facing slightly away from each other”).
In connection to the musical image, which is again quite sparse (the starting point is
the material of the “Prelude”, which reappears on several occasions, consisting of a
harmonic cluster, semitone shifts and a short interval series) and similar to the earlier,
“more” stage works, we can see that, despite the new label/form/genre, BoZic’s basic
creative register has not really changed.

In the following decade, BoZi¢ created four other quite similar concert dramas. In
Bela krizantema (The White Chrysanthemum, 1976), the composer assembles texts
from Ivan Cankar’s works Martin Kacur, Hlapec Jernej and Bela krizantema into a
textual “script”, as he calls it, in order to present to us the fateful figure of Cankar in
relation to the Slovenian nation. A similar split between the public and the private
also characterises his piece Maximilien Robespierre (1978), a concert drama based
on the biographical novel Robespierre by Rudolf Harms (1901-1984), while at
the centre of Stirinajsta (The Fourteenth, 1980) lies the story of the 14th Partisan
Division. Here, the four reciters also become role-players (the first one represents the
political commissar of the division, Matevz Hace, the second one is the commander,
the third one first acts as one of the soldiers, but later a doctor, while the fourth one
is the poet Karel Destovnik Kajuh). The work was written for the Revolution and
Music Festival. Finally, in Slovenski visoki pesmi (Slovenian Song of Songs, 1983),
the composer arranged the poems written by Matej Bor and Dragotin Kette into a



dialogue between two lovers, akin to the biblical Song of Songs, where the sparseness
of the music makes the work appear like a kind of background to a poetry reading.
This was probably due to the conservatism of domestic opera institutions, which,
despite BoziC’s success with Lysistrata 75 in Maribor, were reluctant to take risks with
modernist experiments in form, material, content and dramaturgy. A glance at the
repertoire of the Ljubljana Opera House shows that from the 1970s on, it virtually
stopped staging operas written in the 20" century (Pompe, “Repertoarna”).

This was, perhaps, also the reason why Bozi¢ used a new, quite telling genre label for
his next contribution to opera. In 1985 he completed a “music-scene project”, King
Lear, which premiéred the following year at the Opera and Ballet of Slovene National
Theatre Maribor. But again, despite the new genre label, Bozic stuck to his established
practice, which he had roughly outlined as early as 1966 with his Polyneices. The text is
once again a collage of excerpts from Shakespeare’s play King Lear, his sonnets and old
English poems. This time the musical image itself was likewise designed in the manner
of a collage, using pre-existing material, for which the composer borrowed songs from
John Gay’s (1685-1732) famous work The Beggar’s Opera (1728), while BoZi¢ derived
the orchestral music in some cases from his previous works Audiospectrum (1972)
and Audiostrukturae (1973). Thus the composer devoted most of his originality to
the story, in which the titular character is obviously mentally disturbed from the
very beginning, which leads him to commit several heinous and bloody deeds. The
entire dramaturgy of the work is woven around a number of dualities: live music is
“countered” by the sound of an orchestral recording, spoken text by singing, the world
of modernist music by medieval songs, vertical structures by harmonic clusters, all of
which probably represent the clash of the real and the imaginary world.

Bozi¢ adopted a very similar strategy when conceiving his most comprehensive work
Telmah (1989), for which he again invented a new genre label: musical-theatre happening
in the theatre - afternoon, evening and late-night, in which we can find a synthesis of
several models. “Happening in the theatre” clearly refers to Kagel’s flagship project
State Theatre, in which visitors witnessed all kinds of actions taking place throughout
the theatre building. Likewise, BoZi¢ aspired to make the entire ritual of coming to the
theatre part of the performance.! The division into three parts of the day suggests a

1Inthisrespect, itis interesting to read the composer’s instructions for the interval: “The interval should not be an ordinary
theatrical break between two acts, but a directed action. In a certain sense, it makes part of the performance. It should
be combined with some typical Slovenian cultural event, such as a ‘book fair, a major anniversary of some association
(artistic photography, various musicians’ associations), etc. A special event could also be organised for the occasion: e.g,,
an exhibition about the life and work of Mirko Poli¢, Hinko Leskovsek or Niko Stritof. It is also possible to include - as was
the custom in Elizabethan times - performances by smaller theatre or musical groups (chamber ensembles, soloists). The
audience’s attitude to the theatrical happening of ‘Telmah’ should be like that of the courtiers to the ‘Mousetrap’ in the play.
Everything that is going on serves to relax the audience and prepare them for the banquet. After this comes dinner as if the
host were Claudius or Telmah - not literally, of course. Thus, the interval between the two acts can last for a longer time. It
helps to transform a conventional two-hour performance into a theatrical happening that in the context of Shakespeare’s
stories brings together both the performers and the visitors for the better part of the day: from the afternoon through the
evening and late into the night”.
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trilogy modelled on the example of Wagner’s tetralogy Der Ring des Nibelungen (The
Ring of the Nibelung), which was conceived to take place over four consecutive days,
or perhaps even Stockhausen'’s heptalogy Licht (Light), in which each unit is dedicated
to one day of the week and accordingly bears its name. Bozi¢ again composed the text
himself, using a montage of texts from various Shakespeare’s plays (Hamlet, Richard I,
Macbeth, Romeo and Juliet, Othello, Love’s Labour Lost, Henry VIII, A Midsummer Night's
Dream, The Tempest, King Lear), his sonnets, and Robert Bolt’s (1924-1995) play A
Man for All Seasons while using very little original musical material, this time resorting
to the orchestrations of the motets from Jacobus Gallus’s (1550-1591) Opus musicum
collection, which of course evokes the music from Shakespeare’s times. The extensive
score also includes video and audio recordings - suggesting a desire for a broader
multimedia approach - and the eclectic juxtaposition and collage of Renaissance music
with modernist harmonic clusters, the twelve-tone method, jazz interventions and
vertical structures. Thus this piece is closely dependent on postmodernism in style.
Besides King Lear, BoZi¢ here also travesties Hamlet, wondering what would happen if
the titular character did become King of Denmark after all. His answer is linked to the
introduction of other Shakespeare’s plays, which shows that he assumes that Hamlet
would take on the traits of Macbeth, Henry VIII and others if this were the case. Bozi¢
is confident that he is approaching the model of director’s theatre (Menart 48). Just
like in King Lear, the opposition of disparate elements served BoZi¢ as a basis for his
dramaturgical approach:

The whole play is built on combining theatrical elements “by two”, first of all, drama and
music. The dramatic elements consist of scenes and the musical ones of movements.
Furthermore, the play is structured into two parts: the first one focuses on the text
and its dramatic build, while the second one focuses on the music with an operatic
conception of staging. [..] The language is likewise subjected to a double treatment:
spoken lines vs singing. The duality of the image: live action on stage vs film and TV
clips. There are two ways in which the music is performed: live singing vs playing
(reproduction of recordings). Furthermore, combining scored music (tradition) vs

improvisation (free-jazz).2

The work is thus conceived in the traditional form of a number opera (see Table 1),
i.e., consisting of individual, completed units, often based on Renaissance dances
(almain, corant, sarabande, jig). At the same time, the composer is convinced that
he has established the form of these parts symphonically.? Interestingly, the critics
acknowledged the connection to postmodernism, with Tone Partlji¢ noting that the
play is a “postmodernist reproduction” (Hostnik Setinc). However, the composer
initially dismissed postmodernism as a label given to “many a thing that is trying

2 The folder with the compositions of Darijan Bozi¢ entitled “Opera” is kept in the National and University Library in
Ljubljana.

3 Bozi¢ writes that this is according to the logic “based on the construction of a symphony”. Cf. the score.



to establish itself: from ignorance of the techniques of strict phrasing to the lack
of knowledge about the twelve-tone system, to ‘computer music’ and any systems
whatsoever. It is becoming rather messy” (Sajovic 4). But later, during the creation
of Telmah, he nevertheless accepted it as “a relief where you can use any musical
technique”, which is, in fact, what we can notice in this “musical theatre development”
(Hostnik Setinc).

Table 1: The distribution of numbers in Bozi¢’s Telmah (taken from the composer’s table of

contents in the score).

Act | Title Act | Title

1 INTRODUCTION 40 Agnus Dei / Coronation of Ophelia

2 Part One: INFANS - INTRADA 41 Sanctus / Coronation of Telmah

3 PICTURE 1 42 Gloria

4 SECOND IMAGE: almain 43 PICTURE XV: almain

5 DIALOG 44 Corant

6 CORANT 45 Dialogue

7 DRAMATIC SCENE 46 Sarabande

8 SARABANDE 47 Dialogue

9 DIALOGUE 48 Jig

10 JIG 49 PICTURE XVI: Telmah - third
monologue

11 PICTURE III: dialogue 50 Love scene, Horatio is led to the
execution - aria

12 FOURTH IMAGE: the Lords’ tipple 51 INTERLUDE

13 Dramatic scene 52 PICTURE XVII: Camp, soldiers’ choir

14 Telmah - first monologue 53 Telmah'’s phantoms

15 The scene before the performance 54 Battle

16 THE MOUSETRAP 55 Erinyes

17 Telmah - second monologue 56 PICTURE XVIII: party at Ophelia’s

18 King Claudius: scene and aria 57 Fanfare

19 PICTURE V: recitative 58 Telmah - fourth monologue

20 INTERLUDE 59 Telmah and More

21 PICTURE VI: Polonius’ funeral 60 Telmah with the Erinyes

22 Ophelia - monologue 61 PICTURE XIX: The Sea and the King’s
Dinner

23 PICTURE VII: scene on the tower 62 Scene and aria of the Bishop of York

24 PICTURE VIII: scene and aria of the Ghost 63 PICTURE XX: almain

25 The Werewolf 64 Corant

26 PICTURE IX: love scene 65 Sarabande

27 PICTURE X: duel 66 Jig
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28 Dramatic scene and recitative 67 PICTURE XXI: Telmah kills Ophelia

29 FIRST FINALE 68 After the murder

30 INTERVAL 69 PICTURE XXII: scene and aria of the
Queen

31 External introduction to Part II 70 PICTURE XXIII: a night on the tower

32 Internal introduction to Part I 71 TV clip: the Birnam Wood

33 Part Two: REX MORTIFER 72 Telmah with the dead mother

34 PICTURE XII 73 PICTURE XXIV: the dance of
branches and knives

35 Fugatto 74 Telmah vs Malcolm

36 Performance by the actors 75 APOTHEOSIS

37 Hastings is being led 76 Conclusion - IN

38 Ophelia arranges to marry; Hastings is 77 Conclusion - OFF

killed

39 PICTURE XIV: TE DEUM - Kyrie/ wedding

There are two more “later” works worth mentioning, which apparently show that
Bozic did venture to do some additional theatrical experiments. He was, however, not
overly satisfied, at least with the performance of Provokativne variacije (Provocative
Variations, 1986), which is probably why he did not continue along this path. In fact,
the work features the genre label “controlled improvisation of an artistic encounter”.
The composer again edited various texts (poems by France PreSeren, Gregor Strnisa,
Ciril Zlobec, Ivan Minatti, aphorisms by Zarko Petan and an interview with the actor
Radko Poli¢ from Start magazine). The work unfolds as a conversation between the
musician and the actor, who raise various topics and quote various writers. Later,
the actor also involves the audience in the communication by provoking them with
questions, such as what they think about having sex without love. Paradoxically,
although the score allows both the actor and the musicians to act relatively freely,
the composer was not satisfied with the performance, especially with Radko Poli¢’s
acting,* even though Poli¢ had performed brilliantly in BoZi¢’s previous musical theatre
works. This shows that deep down in his essence, Bozi¢, despite his commitment to
all things contemporary, open and experimental, nevertheless remained conservative
and dependent on pre-established forms and solutions.

Perhaps this is why in his last work, which could still be considered in the context
of musical theatre, he moved towards another possibility for finding innovative
solutions. Thus, he conceived Samorog (The Unicorn, 1992) as a “multimedia project”.
He wrote it for the opening of an exhibition of animal sculptures by Janez Boljka
(1931-2013) in the Arboretum Vol¢ji Potok. It seems that, just like in King Lear and

4 The National and University Library Music Collection holds a letter from the author to the actor, in which he explicitly
accuses the latter of “spitting” on his art.



Telmah, the composer is moving away from active composition and becoming more
and more a kind of “director” of multimedia happening, i.e., he is transposing the
idea of music collage to combining diverse kinds of arts. Thus he uses the text by
playwright Gregor StrniSa and once again also quotations from Gallus. However, what
seems to be most important to him here is the spatial arrangement of the musical
“happening” (the project took place outdoors), which attempts to take into account
the characteristics of the location (see Figure 1), and the spectacular treatment of
pyrotechnics. As Bozi¢’s final contribution to musical theatre, The Unicorn can thus
only be understood as further withdrawal from music and its complete assimilation
to other arts, which is a process that was evident already in the composer’s earliest
modernist encounters with the stage.

Figure 1: Ideas related to a specific location in Bozi¢’s The Unicorn.
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Conclusion: double imbalance

The overview of Bozi¢’s musical theatre opus leaves us with a clear impression
that the composer spent his entire career - from 1958, when he wrote his first, still
classical opera, to 1992, when he completed his work in musical theatre with The
Unicorn (although there is one more work that has been preserved, the composer’s
own text for “a multimedia project based on the life of composer Jacobus Gallus,
Ecce, Carniolus!”) - looking for the ideal genre and form, which would, of course,
resonate as closely as possible with modernity, influenced in almost equal parts by
Western European modernist musical impulses as well as his knowledge about the
Slovenian theatre scene. Such searching and probing and commitment to all things
contemporary, perhaps even “progressive”, is evidenced by a mere examination of the
genre labels of BoZi¢’s works:

Table 2: BoZi¢’s musical theatre works.

Title Year of creation | Genre label

Boheme ’57 (Love in Montmartre) 1958 lyrical-comic opera

A Respectable Prostitute 1960 one-act opera

Polyneices 1966 collage drama

lago 1968 happening

Ares-Eros (Lysistrata of the Empty Hands) 1970 musical-scenic drama

Lysistrata 75 1975 opera-farce

The White Chrysanthemum 1976 concert drama

Maximilien Robespierre 1978 concert drama

Fourteenth 1980 concert drama

Slovenian Song of Songs 1983 concert drama

King Lear 1985 musical-scenic project

Hamlet 1985 musical-scenic project

Provocative Meditations 1986 cor?trf)lled improvisation of an
artistic encounter

Telmah 1989 musical-theatrical happening in the
theatre

“Ecce, Carniolus!” (unfinished) (1992) multimedia project

The Unicorn 1992 multimedia project

Except for the label concert drama, which is a borderline genre, as it is positioned
in-between theatre and the standard concert form, the composer has chosen a new
label for virtually every new musical theatre project, while the only real change



led from regularly including the term “drama” to replace it with the label “project”,
which indicates a shift from subordinating music to drama to increasingly including
multimedia. However, a closer inspection of the works indicates that they are unusually
similar in their dramaturgical and musical logic, despite the different genre labels
and that Bozi¢ outlined the basic features already in Polyneices, his first modernist
musical theatre work. It was there that he established a special relationship between
the literary, the musical and the dramatic. The music increasingly recedes into the
background. The content focus shifts to the text, which is usually spoken: the music
is atmospherically adapted to the text, and all the dramatic accents also derive from
it. The musicologist Andrej Rijavec already first noted that the expressive gravitas of
Bozi¢’s works is more dependent on the selection of text rather than on the musical
parts (123). Paradoxically, Bozi¢’s works, thus, rely heavily on the performances of
dramatic actors or reciters, particularly, at least in the concert dramas The White
Chrysanthemum and Maximilien Robespierre, on the excellent performances by Radko
Poli¢, even though he later failed the composer in his experiments that reached
beyond the boundaries of the literary.

There is, however, another paradox characteristic of Bozi¢’s work. Although he
downplayed the musical part and gave the literary textand dramatic action precedence
over the music, he nevertheless constantly tried to realise his works in institutional
opera theatres. The institutions, however, turned a deaf ear to contemporary music
and modern theatrical approaches, be it at home or abroad (an important exception
in this respect being the Hamburg State Opera between 1959 and 1973, when Rolf
Liebermann (1910-1999) was its artistic director, who commissioned no fewer than
24 new works during that period). However, Bozi never considered the possibilities
of alternative venues, of a more intimate chamber music approach, of specialised
ensembles for contemporary music, which indicates a curious cross-fertilisation
of the institutional and the non-institutional. In other words: after a period during
which they had to fight for recognition while at the same time deconstructing the
traditional heritage of their professors, the leading Slovenian representatives of
musical modernism gathered in the Pro musica viva group took over the very same
institutional positions that were previously held by their opponents (Darijan Bozic,
for example, became the artistic director and general manager of the Slovenian
Philharmonic Orchestra (1970-1974) and later general manager of the Slovenian
National Theatre Opera and Ballet Ljubljana (1995-1998)). Probably this refusal
on the part of institutions to accept new musical theatre solutions forced Bozi¢ to
invent the borderline genre of concert drama, exchanging the institution of opera
for the classical concert stage - as symphony orchestras proved to be more open to
contemporary experimentation. In this medium, Bozi¢ was able to realise his idea
of the convergence of literature, drama and music. Thus, in the end, one could argue
that the attempt to contextualise BoZi¢’s musical theatre work indicates a double
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imbalance. In his musical theatre works, he fully prioritised the literary-dramatic
elements, keeping the music at the level of accompaniment so that his musical
theatre works are sometimes difficult to distinguish from stage music or musical
accompaniment to a radio play. On the other hand, his search for new musical theatre
genres indicates that he moved beyond the traditional opera institutions, which the
composer nevertheless endeavoured to realise in those institutions. This resulted in
his resignation and him giving up musical theatre and moving towards multimedia,
which would later probably be followed by the next logical step, i.e., a retreat into the
digital and the virtual. Thus, Bozi¢’s work was not only a product of his character and
time but also, to a large extent, of space.
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