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Affective space reenactment

of the early form of 1952 Invisible
Auto Sacramental sound installation
by José Val del Omar

Abstract. The paper analyzes two modern reenactments—created by media
artists Nifio de Elche and Javier Viver—of the 1952 multichannel sound
installation Invisible Auto Sacramental: The Diaphonic Message of Granada
by Spanish pioneer of media art José Val del Omar (1904-1982). The article
describes his idea of this work and reveals his principle of diaphonic sound,
that has affected the expressive possibilities of the installation. Val del
Omar’s texts allow to determine the aim of diaphony as a technology—
to activate the audience’s individual and collective memory through
the collision of dissonant acoustic streams. The way the younger artists
visually accompanied the space of this sound work in their reenactments
has changed the audience’s perception of it and actualized certain effects
of the diaphonic sound impact, including tactile ones. The creators of the
reenactments not only reconceptualized the way in which mythological
thinking and social utopianism of the Francoist period is reflected in Val del

© Hayka
TenesnaeHa

HAYKA TEJIEBUAEHUNA 20 (4), 2024 47 THE ART AND SCIENCE OF TELEVISION


https://www.webofscience.com/wos/author/record/AAJ-3200-2021
https://orcid.org/0000-0003-2873-3604
mailto:kolotvina@mail.ru
https://elibrary.ru/STQTCW

Omar’s artwork. They also revealed the complex contradictions tangible
in his oeuvre: the diaphonic sound created according to the technology
proposed by Val del Omar can be interpreted, depending on the visual
accompaniment, both as blocking rational thinking and as a disguised
counter-discourse defending the value of critical thinking under the
Francoist suppression of public life. This allows to draw parallels between
the installation by Val del Omar and modern visual art, with its capabilities
in social criticism.

Keywords: sound installation, media technologies, sound art, Spanish
media art, diaphonic sound, tactility of sound, artistic avant-garde, art of
Francoist Spain
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PesHakTMeHT adppekTBHOIo
MNPOCTPAHCTBA PaHHer GopMbl
3BYKOBOW MHCTaNNALNN
«HeBmanMbI AyTo CakpaMeHTa b
(1952) X. Banb Agenb Omapa

AHHOTaUMA. B cTaTbe aHanM3npyroTCa ABa COBPEMEHHbBIX BapnaHTa pes-
HaKTMeHTa MHOFOKaHaNbHOW 3BYKOBOW MHCTaNNAUMM «HeBUANMBIA AyTO
CakpameHTans. [AnadoHmnyeckoe nocnaxmne paHaas» (1952) ncnaHckoro
nvioHepa Meamna-apTa X. Bans gens Omapa (1904-1982), BbINONHEHHbBIX
NCNAaHCKAMK MearaxyaoxXHUKamMu HUHBO ae Inbye 1 XaBbepom BriBepom.
MpencTasnsemas paboTa hoKyCMPYETCs Ha aBTOPCKOM 3aMblC/1e 3TOro Npo-
V3BeneHIs, PacKpbIT paspaboTanHHblv X. Banb Aens OMapomM NpuHumMn ava-
(DOHMHYECKOTO 3BYKa, OKa3aBLWNIA BAVSIHWE Ha BbIPA3WTE/bHbIE BO3MOXHOCTH
NHCTaNNALMK. Ha OCHOBE aHanv3a TEKCTOB XYAOKHMKa OnpefeneHsl OCHOB-
Hble LIenv TEXHONOr K avacdoHWI: MOCPEACTBOM CTONIKHOBEH VIS 1MCCOHAHC-
HbIX aKyCTUYECKVX MOTOKOB aKTVBMPOBAaTb MHAVBMAYANBHYIO 1 KOMIEKTUB-
HYl0 MaMsTb 3puTeneit. NpoaHann3npoBaHo, Kak BbINONHEHHOE aBTopaMu
PE3HAKTMEHTOB BM3yaNbHOE CONPOBOXAEHE MPOCTPAaHCTBA 3BYKOBOIO NPO-
M3BEAEHVS MEHANO €ro BOCNPUATIE 3PUTENAMM U aKTYann3rpoBano Te nin
ViHble 3(DMeKTbl BO3AENCTBIS AMadOHNYECKOrO 3BYKa Ha 3puTenell, B ToM
yricne v TakTunbHble. CoenaH BblBOM, YTO aBTOPbI PE3HAKTMEHTOB HE TONbKO
PEKOHLIENTYaNN31MpoBan OTPaKeH e MUDONOTUHECKOTO MblLLINEHWS 1 COLV-
anbHOro YTOMNM3Ma 3MoxM (bpaHK1M3Ma B 3BYKOBOM Mpou3seaeHnn X. Bans
nenb OMapa, HO 1 PacKpbIY CNOXKHbBIE MPOTUBOPEYNS, NPUCYTCTBYOLNE
B €ro TBOpYeCTBe: AMathOHUYECKMI 3BYK, CO3AaHHbI B COOTBETCTBIMN C Npef-
NOXeHHO! X. Banb aens OMapoM TEXHONOMMEN, MOXET ObITb MPOUHTEpMpe-
TUPOBaH B 3aBUCUMOCTY OT BU3YaNbHOTO COMPOBOXAEHWS 1 Kak ONOKMPY-
oLV paUMOHaNbHOE MbILLINEHNE, W KaK 3aMaCKMPOBaHHbI KOHTPAMCKYPC,
OTCTaWBaIOLINIA LUEHHOCTb KPUTWUHECKOTO MbILLIEHKS B YCNOBMSAX NOAGBNEHNS
00LIECTBEHHOM XI3HM PPaHK1M3MOM. ITO NO3BOASET NPOBECTYV Napannenm
MEXy pacCMaTpMBAEMOW MHCTaNNAUWEN 1 COBPEMEHHbIM BU3YanbHbIM
MCKYCCTBOM C €ro COLManbHO-KPUTUYECKV MY BO3MOXHOCTAMM.

KntouyeBble CoBa: 3BYKOBAs MHCTaNNSALMS, MEANATEXHOMOMMN, CaYH-apT,
Meana-apT Micnanun, AnadoHUYecKniA 3BYK, TAKTUABHOCTb 3BYKa, XyA0Ke-
CTBEHHbI aBaHrapa, NCKyCCTBO PPaHKMCTCKOM cnaHnu
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INTRODUCTION

Light-color-sound artistic experiments were widely spread in the avant-
garde art of the first half of the 20th century, like light-music by A. N. Scriabin,
experiments with color and sound by G.I. Gidoni, optophonic (color music) piano
by V.D. Baranov-Rossine,* etc. Nowadays, due to the increased interest in sound
art, media artists return to the half-forgotten projects of the avant-garde heritage
of the 20th century (some of them can be considered as the forerunners of modern
sound installations) and propose their own interpretations.

This paper is devoted to the analysis of two modern reenactments? of the
1952 sound work Invisible Auto Sacramental: The Diaphonic Message of Granada
(Spanish: Auto Sacramental Invisible: Mensaje Diafénico de Granada) by the Span-
ish experimental cinema director and pioneer of media art José Val del Omar
(1904-1982). The study aims to determine how visual solutions can change the
audience’s perception of the sound space.

While maintaining its socio-critical potential, contemporary art is constantly
expanding its media capabilities, using both new technologies of the digital era
and new modes of perception. At the same time, research reflection, turning to
the art of the past, can no longer separate technological innovations from author’s
ideological and critical position. Modern media theory insists on the ideological,
critical, and reflective content of the media form itself—the general sum of media
action causes an uncritical perception of information. Artistic media innovations,
on the other hand, are most often aimed at strengthening the critical perception
of whatever is represented. Therefore, the study of Val del Omar’s experience is
relevant for combining art theory and media theory in exploring the critical poten-
tial of intermedial art of the 20th and early 21st centuries.

The paper considers and analyzes two reenactments of Val del Omar’s sound
auto sacramental, made by Spanish media artist and flamenco singer Nifio de
Elche® (the temporary exhibition at the Queen Sofia National Museum Art Centre
in Madrid, October 7, 2020-November 29, 2021)* and by Spanish sculptor Javier

! For more information on the works of G.I. Gidoni and V.D. Baranov-Rossine, see: Kolganova,
2021, pp. 33-62.

2 Reenactment is an artistic practice of reproducing, reactivating any event or episode that took
place in reality; an attempt by contemporary artists to legitimize art as a way of collective and
individual participation in history (Kopenkina, 2005).

* Nifio de Elche is the creative pseudonym of a Spanish media artist, and flamenco singer
Francisco Contreras Molina (born in 1985).

* Nifio de Elche. Auto Sacramental Invisible: Una representacion sonora a partir de Val del Omar.
Museo Nacional Centro de Arte Reina Soffa. 7 octubre, 2020 — 29 noviembre, 2021. Retrieved
March 15,2024, from https://www.museoreinasofia.es/exposiciones/nino-elche
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Viver® (the project remained on paper (Viver, 2012)). It also analyzes the original
sound technology of diaphonic sound, invented by Val del Omar, that has become
the core principle of his oeuvre as a sequence of affects,” working with affective
memory,” and normative perception habits.

Numerous Spanish researchers have analyzed the artistic and technical
characteristics of Val del Omar’s sound auto sacramental. Javier Viver studied the
“scenographic and installation aspects” (Viver, 2012, p. 5) of this work in order to
create a reenactment in the form of an installation. Elena Romea Parente (2017;
2022) analyzed and commented on the script text of /nvisible Auto Sacramental,
revealing its mystical-religious nature. Nifio de Elche reviewed Val del Omar’s
sound auto sacramental in the aspect of intermedial synthesis, as “a visual/sound
collage in which we find aesthetic references (...) to the formalizations (...) [such]
as video installation, musical graphics, concrete music, flamenco, electronic remix,
and sound installation, among others” (Nifio de Elche, 2020, p. 5) Lluis Alexandre
Casanovas Blanco (2020) analyzed Invisible Auto Sacramental in the aspect of its
technical characteristics as the culmination of Val del Omar’s experiments in elec-
troacoustics in the 1940s. Manuel Alvarez-Fernandez (2020) studied Val del Omar’s
work in the historical and artistic context of that time and drew parallels between
his work and The Electronic Poem, presented at the 1958 Brussels World’s Fair,
which sounded from 400 loudspeakers and was accompanied by images projected
on the Phillips Pavilion’s inner walls. (The author of the idea and the architect was

° Javier Viver (born in 1971) is a Spanish sculptor, photographer, and designer. Retrieved March
15, 2024, from https://javierviver.com/cvs/en-bio/biografia

¢ In this paper, “affect” is interpreted in accordance with the philosophical version of the
conceptualization of affect proposed by Canadian philosopher Brian Massumi (1995). Based on
the ideas of B. Spinoza, J. Deleuze, F. Guattari, W. James, A. Bergson, and taking into account the
modern physical theory of chaos by I. Prigogine, Massumi understands affect as a concentration
of unstructured intense force resulting from the impact of one body on another one. According
to Massumi’s point of view, affect escapes signification, it is a pre-cognitive, unconscious,
autonomous intensity:

Affect or intensity in the present account is akin to what is called a critical point, or a bifurcation
point, or singular point, in chaos theory and the theory of dissipative structures. This is the
turning point at which a physical system paradoxically embodies multiple and normally mutually
exclusive potentials, only one of which is ‘selected” (Massumi, 1995, p. 93).

AV. Volodina emphasizes that for Massumi, as for Deleuze, the multiplicity, procedurality, and
transformational power of affect, connecting different bodies with their movement, are important.
The Deleuzian project considers affect outside of psychological connotations and invariably
emphasizes the difference between affect and emotion, which is semanticized and individualized
(while affect is born in the pre-linguistic and pre-linguistic field and is divided by one or another
multiplicity) (Volodina, 2019, p. 37).

7 Affective memory, that is, the reverse effect of a woken memory on the interpretation of a
situation, is understood in accordance with the teachings of K.S. Stanislavsky, who borrowed this
term from T. Ribot’s psychological system.
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Le Corbusier). Carmen Pardo Salgado (2022, p. 26) emphasized that Val del Omar’s
auto sacramental continued the tradition of the Golden Age and converted it into
a sound installation. The novelty of this paper is that a comparative study of two
modern reenactments of Val del Omar’s work, with an emphasis on the analysis
of their visual accompaniment, is carried out for the first time.

IS VAL DEL OMAR’S INVISIBLE AUTO SACRAMENTAL AN INSTALLATION
OR A SOUND-VISUAL COLLAGE?

José Val del Omar worked on his Invisible Auto Sacramental from 1949 to
1952 and called it “the first embodiment of lyrical-religious electroacoustic poet-
ics” (Val del Omar, 2010a, p. 181). The term installation in the 1950s had not yet
come into use; as a genre, this type of art emerged in the 1960s in the USA. How-
ever, modern Spanish researchers, based on the fact that Val del Omar’s work is a
multi-channel sound show with a certain scenario and light and aromatic accom-
paniment, believe that it can be seen as the installation. This position is shared by
Elena Romea Parente (2017, p. 156; 2022, p. 60) and Javier Viver, the creator of one
of the reenactments analyzed in this paper (Viver, 2012, pp. 2, 4-5). The latter sug-
gests that “Auto Sacramental was a sound installation that had to be accompanied
by a certain scenography. In this aspect, ‘Auto’is (...) a sound installation of a type
that practically did not exist at that time, but is now a common museum practice”
(Viver, 2012, p. 4).

At the same time, Spanish media artist Nifio de Elche, who created the other
reenactment in question, is more cautious with definitions. He called his project
Invisible Auto Sacramental: A Sonic Representation from Val del Omar (Spanish:
Una representacion sonora) and described Val del Omar’s work as a “sound-visual
collage” (Nifio de Elche, 2020, p. 5).

The members of the Elche’s team—sculptor and architect Lluis Alexandre
Casanovas Blanco (2020), the author of the reenactment’s scenography, and
Manuel Alvarez-Fernandez (2020), responsible for the sound design—also did not
call this Val del Omar’s work an “installation” and used this term only in relation
to the reenactment by de Elche. However, all the above-mentioned researchers
emphasized that the hybrid audiovisual form of Val del Omar’s work had proved
innovative for the time and allowed to demonstrate essentially new orders of art
production as a medium for working with affective memory.
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VAL DEL OMAR’S DIAPHONIC SOUND TECHNOLOGY

José Val del Omar (1904-1982) was one of the brightest Spanish experimen-
tal film directors of the Francoist period (1939-1975). He was also known as a pio-
neer of media art and an inventor engineer in the field of audiovisual technologies.
In 1944, Val del Omar patented the Photoelectric Two-Track Sound Reproductor®
for his technology of diaphonic sound, or diaphony (Spanish: sonido diafénico,
diafonia)® and registered a trademark, Di&fono, for this sound device. In the
1940s, he worked as a technician at the National Radio of Spain and founded the
Laboratory of Experimental Electroacoustics in 1948 (Ortiz-Echagiie, Val del Omar,
2010, p. 329) to study the possibility of modifying recorded sound using echo or
reverberation in order to give the sound spatial characteristics.

In the 1940s and 50s, Val del Omar’s diaphonic sound technology was quite
innovative for Spain, since the means of electroacoustic expressiveness available
at that time in the technical arsenal of the national sound and film industry did not
allow creating a tactile sound effect or using subjective sound as a separate agent
of narration. Spain’s technological backwardness in the first decade after World
War Il was caused by the international political and economic isolation of Spain
in 1945 to 1955. The economic blockade led to an acute shortage of equipment
and technologies in the national industry.**

Val del Omar’s diaphonic sound technology was an electroacoustic cross-
talk system consisting of at least two sound sources. The audience had to be at
the center of the intersection of two (or more) heterogeneous sound streams. One
of the speakers (located in front of the audience) broadcast an audio track with
the main narration (during film projection, this audio track accompanied what
was happening on the screen). A second or more speakers were located behind/
under/above the audience; at certain moments—most often without any causal
relationship—it, or they, produced sounds of sighs, rustles, echo effects, and rever-
berations of the main sound.

& vdO. Aparato reproductor fotoeléctrico de dos bandas sonoras. Espafia, Madrid, patente de
invencion no 168.256, 1944 (Viver, 2010, p. 79).

° Diaphony (Greek: dladwvia—discord, discordance) in ancient Greek music means dissonance
(as opposed to “symphony”—consonance) // Academic. (n.d.). Retrieved March 15, 2024, from
https://dic.academic.ru/dic.nsf/brokgauz_efron/243/Diaphonia

10 Trademark registration certificates for Didfono and Fonema Hispéanico sound players in the
Industrial Property Registry (1944). https://ladigitaldelreina.museoreinasofia.es/search/item/3811-
diafono-y-fonema-hispanico-certificados-de-registro-de-marca?offset=12)15.03.2024)

' During World War Il (1939-1945), Spain remained neutral, but its pro-German position and
Francisco Franco’s dictatorial regime led to the international isolation of the country, which lasted
from 1945 to 1955. After the signing of the Pact of Madrid between the United States and Spain in
1953 (in exchange for economic support, the US received the right to deploy its military bases in
Spain), Spain was admitted to the UN in 1955, ending its isolation.
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As Val del Omar explained,

My system does not aim to recreate a portrait or the physical relief of sound
(...) the second sound should be a counterpoint to the screen action; it can
create an atmosphere through music or unconscious noises (....) It can act
as the subconscious of the audience (.. ..) (Val del Omar, 2015, pp. 93-94)

Thus, the sound channels located behind/under/above the audience broad-
cast a subjective sound that awakened the subconscious perception of visual
effects and allowed to build new orders of impressions inside themselves:

Diaphonic sound aims to replace the collective reactions of the audience,
shaped by previous experiences (...) with the echo of spontaneous cries
boiling in our blood, with our historical memory, and with the voices of our
ancestors claiming a role in our encounter with [contemporary—O.K.] events.
(Val del Omar, 1959)

Val del Omar gave temporal characteristics to dissonant sound fields: “the
future” (sounds of the main audio channel accompanying the action on the screen)
and “the past” (sounds of the secondary audio channel behind/under/above the
audience). He used many suggestive metaphors to indicate the technical features
of this unusual perception:

We exist at the confluence of two slopes. Our present has two sources that
nourish it: the past with its echoes, with the voices of blood that irrigate and
move our hearts, and the future, which urges and attracts us. We are like
a cradle between the beginning and the end. Our life is a pulsation. God
holds us between two sources (....) “Diaphony” is the acoustic plasma of the
heartbeat of life. (Val del Omar, 2010b, p. 112)

The diaphonic acoustic atmosphere overflowed the listeners’ sound percep-
tion, facilitating the activation of subconscious perception and associative thinking:

It is important to move from monologue to dialogue, from one sound
channel to two. The first channel should represent the acoustic manifestation
of the visual image on the screen, and the second should reflect the reaction
of the blood and consciousness of the viewer to the spectacle on the screen.
(Val del Omar, 2010b, p. 112)

According to his idea, this sound architecture should lead to a dialogue
between what was presented to vision and hearing frontally and the individual and/
or group reactions of the audience.

Val del Omar called this acoustics “tactile and luminous” (Spanish: acustica
luminosa y tactil) (Val del Omar, 2015, p. 95). He even wrote it on the logo of his
sound system (Fig. 1).
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Fig. 1. Logo of Val del Omar’s diaphonic sound system*?

By using the echo and reverberation effects, Val del Omar acoustically mate-
rialized tactile characteristics of sound and created a complex three-dimensional
sound space. Diaphonic acoustic counterpoint, combined with reverberations
of the sound, created a plastic vibration that seemed to touch the skin of the lis-
teners and caused various tactile effects. For example, a sound coming from the
speaker in front of listeners was reproduced slightly quieter (or slightly modified) a
split second later from the speaker behind their backs, creating a feeling of sound
passing through their body.

Thus, the sound technology of Val del Omar’s diaphonic sound generated
effects that were experienced by viewers as psychophysiological. Individual’s
body, including its somatic memory, was also the medium of impact. Such effect
implied the actualization of memory in the form of associations and the transition
of associative thinking into the mode of ecstatic experience.

Diaphonic sound technology was conceived by Val del Omar as a cinematic
technology: he first applied diaphony in his 1955 film Water-Mirror of Granada
(Aguaespejo granadino).* But the very first test of this innovative sound system
was his 1952 sound work Invisible Auto Sacramental: The Diaphonic Message of

2 See the image source: http://www.valdelomar.com/labo2.php?lang=es&menu_act=4&labol
cod=6&labo2_codi=10 (15.03.2024).

¥ For more information on the diaphonic sound system in Water-Mirror of Granada, see: Kolotvina,
2021, pp. 51-T71.
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Granada. It was performed at the Institute of Spanish Culture** in Madrid. It was
showcased in a cinema hall; no photographs of this event or reviews from con-
temporaries have been preserved.

JOSE VAL DEL OMAR’S
INVISIBLE AUTO SACRAMENTAL (1952)

The auto sacramental genre was revived in Spain in the 1920s and 1930s
after more than a century and a half of oblivion. Auto sacramental (translated
from Spanish as “sacred action”) is an allegorical religious play, a genre of Span-
ish theater. In the 16th and 17th centuries (before being banned in 1765%), auto
sacramentals were staged on the Spanish city squares during the Catholic Feast of
Solemnity of the Most Holy Body and Blood of Christ (Latin: Corpus Christi—the
Body of Christ”). Originally, the central theme of auto sacramentals was the sac-
rament of the Eucharist, that is, the transubstantiation of bread and wine into the
Body and Blood of Christ. As the genre developed, stories from the Bible, the lives
of saints, mythological plots, and references to contemporary events could also
be included in the plays. Religious and philosophical dramas of Pedro Calderén
de la Barca (1600-1681) became the culmination of this genre in the Spanish
drama of the 17th century. Calderdn transformed the characters of his plays into
multilevel allegorical figures, embodying the theological and philosophical ideas
of Catholic doctrines.

In 1927, Antonio Gallego Burin staged Calderén’s auto sacramental The
Great Theater of the World (Calderdn, 1999) in Granada. Five years later, in 1932,
Federico Garcia Lorca presented another of Calderdn’s sacramentals, Life is a
Dream (Calderén, 2021), at his theater, La Barraca. Throughout the 1930s, Span-
ish writers contributed to this genre with works such as Azorin’s Angelita (Azorin,
1930) and Rafael Alberti’s The Uninhabited Man (Alberti, 1931). The Franco regime
also promoted to the revival of this theatrical art form, appealing to the heritage

“Institute of Hispanic Culture (Spanish: Instituto de Cultura Hispdnica) was found in 1945 and
was based on the idea of Hispanidad—the unity of the Spanish-speaking peoples. The Institute’s
activities were aimed at international cooperation of Spanish-speaking countries under the
spiritual leadership of Spain. Since 1988, it has been known as The Spanish Agency for International
Development Cooperation (Spanish: Agencia Espafiola de Cooperacién Internacional para el
Desarrollo (AECID)).

1 By his royal decree of 1765, Charles Ill of Spain declared the presentation and performance of
autos sacramentales prohibited as a relic of grassroots religiosity.
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of Spanish culture as a means of strengthening the foundations of the imperial
political system (Kasten, 2012).

Therefore, Val del Omar worked within the framework of a stable cultural
tradition that was typical both for the period of the Golden Age of Spain and the
contemporary art. However, auto sacramentals have always been intended to be
stage works, while Val del Omar used sound as the main material and turned his
art project from a radio play or a theatrical action into a radically new media form.
The modern audience knows it as a sound installation.

Val del Omar’s masterpiece is a one-act allegorical religious play without a
clear plot. It consists of dialogues of two actors (a man and a woman). The main
theme is human sins and redemption. The play begins with the episode of the
Fall of Adam and Eve and ends with scenes of bloody war and the death of the
protagonist. The dialogues alternate with musical compositions (there are no
indications of what kind of music is played in this work) and various noises, such
as the sounds of gunshots.

In the archive of Val del Omar there are four versions of the typewritten
script. The numbers of the audio channels, broadcasting dialogues, music, and
noises, are indicated to the right of the text (Val del Omar, 1951).

The duration of the composition is about an hour. It is looped (after the
death of the protagonist the story begin again from the episode of the Fall of Adam
and Eve). According to the author’s idea, his sound auto sacramental was to be
accompanied by smells and projections of flame and light beams on the walls.

MODERN REENACTMENTS OF INVISIBLE AUTO SACRAMENTAL
Nifo de Elche’s Version (2020)

Based on four versions of the script (Val del Omar, 1951) and other docu-
ments preserved in the archive of Val del Omar, modern Spanish media artists
create their own reenactments of his sound work.

By emphasizing religious and historical mythologies with the help of visual
accompaniment to the sound work, the authors of the modern reenactments gen-
erate heterogeneous aesthetic events that claim conceptual integrity and affect
the perception of sound.

Let us first analyze a reenactment set up by the Spanish media artist and fla-
menco singer Nifio de Elche. It was presented at the exhibition Auto Sacramental
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Invisible: Una representacion sonora a partir de Val del Omar at the Queen Sofia
National Museum Art Centre in Madrid (October 7, 2020-November 29, 2021).1

Nifio de Elche placed the installation in a hall decorated with 15 loudspeak-
ers in the form of balloon lamps hanging from the ceiling, reminiscent of altar
lamps, since the original script contains references to “votive lamps” (Val del
Omar, 1951). In religious practice, votive (Latin: votivus—“dedicated to the gods,”
votum—"“vow, desire”) are objects that are brought to God as a gift of gratitude or
a sacrifice. Sometimes among these offerings were altar lamps or candles, since
their light symbolizes ardent prayer and Divine light. Thanks to this detail in the
design, the artistic space of Val del Omar’s sound work acquired a sacred status.

The images of the installation’s lamps also resembled the lights at the fairs
in post-war Spain. The brightness and color of lights (red, green, blue, orange, bur-
gundy, etc.) changed during the performance, thereby creating the illusion of the
night city’s illumination (Fig. 2, 3).

Fig. 2, 3. Nifio de Elche’s reenactment (2020) of Invisible Auto Sacramental
by José Val del Omar?’

While aspiring to create an authentic version, Nifio de Elche noted, however,
that Val del Omar’s poetic metaphors are impossible to bring turn into reality,
which is why he has made a free interpretation (Museo Nacional Centro de Arte
Reina Soffa, 2020, p. 3). For example, he chose music for the installation at his own
discretion, including modern pop melodies, and designed the curtain.

Since Val del Omar demonstrated his work in the cinema hall, Nifio de Elche
placed two rows of seats along the wall. However, he expected that visitors would

 Nifio de Elche. Auto Sacramental Invisible: Una representacion sonora a partir de Val del Omar.
Museo Nacional Centro de Arte Reina Soffa. 7 octubre, 2020 — 29 noviembre, 2021. Retrieved
March 15, 2024, from https://www.museoreinasofia.es/exposiciones/nino-elche

"See the image sources: https://lluisalexandrecasanovas.com/invisible-auto-sacramental-
museo-nacional-centro-de-arte-reina-sofia-2020 (05.12.2024).
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walk around the hall. Indeed, visitors usually wandered around the hall and looked
up at the loudspeaker lamps, from which voices and music were heard.

At the entrance to the exhibition hall and around the perimeter of the instal-
lation, the artist placed a curtain made of thick fabric, similar to tapestries and thick
curtains typical for pompous official interiors of the Francoist period. In combina-
tion with the lighting design of the installation, which resembled the lights at the
fairs in post-war Spain, the audience perceived and contextualized the sound within
the space of historical memory.

The pattern on the curtain proposed by Nifio de Elche illustrated life and
death as an antinomy of religious consciousness, which the work tells about.
On the lower part of the curtain there were symbolic images of flowers and
birds-of-paradise from the Alhambra Gardens. Nifio de Elche was guided by the
fact that Val del Omar used images of Alhambra in his three films about Granada:
1935 Vibrations of Granada (Vibracion de Granada), 1955 Water-Mirror of Granada
(Aguaespejo granadino), and 1968/74 Granada (Granada). The top of the curtain
depicted abstract images of a nuclear explosion in the New Mexico desert (USA). In
July 1945, USA conducted the first nuclear test there, and a month later dropped
nuclear bombs on Hiroshima and Nagasaki. Thus, the patterns on the curtain
showed two extreme points in the history of mankind—the Garden of Eden and
the Apocalypse (Fig. 4, 5).

Fig. 4, 5. Patterns on the curtain in the reenactment by Nifio de Elche (2020)**

8 See the image source: https://lluisalexandrecasanovas.com/invisible-auto-sacramental-
museo-nacional-centro-de-arte-reina-sofia-2020 (05.12.2024).
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Religious and secular connotations were intertwined in this reenactment, and
time layers were also mixed. The audience simultaneously perceived the rhythms
of modernity, visual references to the Francoist dictatorship period, and the bibli-
cal narrative.

Javier Viver’s Version (2012)

In 2012, Spanish sculptor and designer Javier Viver proposed his version of
reenactment. In 2010, he defended the doctoral thesis The Laboratory of Val Del
Omar: A Contextualization of His Work Based on the Textual, Graphic, and Sound
Sources Found in the Family Archive (Viver, 2010). Based on the materials he stud-
ied during the preparation of his dissertation and in cooperation with The Maria
José Val del Omar & Gonzalo Séenz de Buruaga Archive and with the partic-
ipation of art historian Javier Ortiz-Echagiie, Viver developed Invisible Auto
Sacramental: The Diaphonic Message of Granada—An Unpublished Work by José
Val del Omar (Viver, 2012). This reenactment exists only as a project that has not
yet been realized.

Viver designed the installation in the form of an eye ball. The audience were
supposed to sit inside the sphere and look up at the “iris” as at the screen to see
the multi-colored lightnings projected on it, with sound coming out from 14 speak-
ers located at different points of the eye ball (Fig. 6, 7).

Fig. 6. Amodel of Javier Viver’s reenactment (2012) of Invisible Auto Sacramental
by José Val del Omar. External design of the installation?®

¥ Archivo Marfa José Val del Omar & Gonzalo Séenz de Buruaga is the family archive of Val del Omar
established by his daughter Maria José Val del Omar and her husband Gonzalo Saenz de Buruaga.

0 See the image source: https://javierviver.com/wp-content/uploads/2018/04/Val-del-Omar-
Autol.pdf (15.03.2024).
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Fig. 7. Amodel of Javier Viver’s reenactment (2012) of Invisible
Auto Sacramental by José Val del Omar. Internal design®

In this design, Viver visualized Val del Omar’s idea that the cinematic screen
is a large retina of the collective eye (Val del Omar, 2010b, p. 111).

Such a visual design of the art space was intended to create a zone of inter-
pretation that would not associate with any historical context and would be sup-
posed to create a sense of unity among the viewers—not only as a result of their
proximity within the sphere, but also due to the association of the installation’s
iris screen with the collective eye.

COMPARATIVE ANALYSIS OF THE TWO REENACTMENTS

Nifio de Elche’s reenactment can be described as a historical reconstruction.
Javier Viver’s project—as a meditative representation. A question arises, how these
different versions of formal organization of images and sounds could influence the
audience’s perception of the diaphonic sound field.

Nifio de Elche in his reenactment manipulated chronology, mixing biblical
history with the present day: the audience saw simultaneous references to Paradise,
the Francoist period, the Apocalypse, and modernity. This strategy was supported
by Val del Omar’s script, where temporal layers were also mixed, awakening the

' See the image source: https://javierviver.com/wp-content/uploads/2018/04/Val-del-Omar-
Autol.pdf (15.03.2024).
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historical memory of viewers and complementing it with both mythological and
historical connotations, as well as with the references to our time.

Carmen Pardo Salgado, Professor at the University of Girona, commented
on the strategy of connecting time layers in Nifio de Elche’s reenactment: “A sound,
social, aesthetic, and political space is condensed here that calls upon our collec-
tive memory,” allowing us “to feel the power of past sounds in order to understand
and articulate the present” and “to listen to our own time through Val del Omar’s”
(Pardo Salgado, 2022, p. 28).

Indeed, while Val del Omar combined two ages in his installation—the
mythological time and his modernity (the Francoist period, 1939-1975), Nifio de
Elche added the third epoch—our present, thereby continuing the process of time
rethinking, initiated by Val del Omar with the help of diaphonic acoustics.

In this version of the reenactment, not only the range of interpretation
increased by mixing of three layers of time, but the viewer’s bodily practices also
gained greater freedom. Although there were two rows of seats along the wall in
the exhibition hall, the audience themselves decided what to do: whether wander
around the hall, or stand, or sit. The viewers could also choose their own viewing
point.

In Viver’s reenactment, there were no references to specific historical events,
which would have to promote to a greater concentration of the audience’s atten-
tion on tactile effects of diaphony. Due to the reverberation effects, that would be
clearly felt in the space of the spherical installation, viewers could feel the sound

“enveloping” their bodies or “burning” their skin.

According to Viver’s idea, each viewer was to occupy a distinct seat inside
the sphere. It would limit the possibility of bodily reaction and would allow the
viewers to focus on their sensations generated by the sound streams. This orga-
nization of space, combined with the light impulses within the installation, was
intended to blur the boundaries of individuality, to enhance the hypnotic effect of
sound, and to prevent viewers from adopting a critical rational stance.

The comparison of the two reenactments of Val del Omar’s sound auto sac-
ramental revealed that both of them are based on historical and religious-cultural
mythologemes, which are constructive for the consciousness of the viewers. Dif-
ferent versions of the visual accompaniment of the sound work radicalize some
of the mythologemes, leading to a diametrically different impact on the viewers
and effects on their subjective reaction.

For instance, the version by Viver reflects the totalitarian connotations
(restrictions, fixation, closed space, collectivism, etc.), permeating the Francoist
period as well (and partly Val del Omar’s work). The technology of diaphonic
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sound can be interpreted in this case as completely immersive, blocking rational
thinking. Immersion in the unconscious is identified here with dissolution in col-
lective sound as the simplest space of totalitarian universal jubilation.

Nifio de Elche’s reenactment provided viewers the freedom of movement,
the opportunity to perceive the art space of the installation as secular or sacred (for
example, the design of the lamps was reminiscent of both altar lamps and fairground
lights), thereby representing liberal connotations of the work by Val del Omar.

Diaphonic sound in his version functions as an initial request for dialogue
and a disguised counter-discourse, since objective, documentary sound, placed in
a diaphonic space with mixed time layers and the ability of viewers to freely react
to what is happening, is evidently dissonant with subjective sound. Dialogism no
longer simply recodes individual images and symbols; it enables an image or a
symbol to have different encodings and decodings in a specially organized space,
provoking critical thinking in the audience. In this case, the work is no longer
immersive—on the contrary, it brings the viewer’s unconscious to the realm of con-
sciousness, in which the meanings for each object should be selected.

CONCLUSION

Two reenactments of Val del Omar’s sound work demonstrate that his artis-
tic legacy cannot be categorized as an illustration of any ideology. As Casanovas
Blanco emphasized, “the ambiguous figure of Val del Omar should not fall victim
to a simplistic approach” (Casanovas Blanco, 2021). Val del Omar’s works reflected
both the mythological thinking and social utopianism of the Francoist period, as
well as the desire to express a special complex code of Spanish culture. This code
turns out to be alive, with space and sound supporting its metamorphosis. In the
affective space reenactments of the early form of Val del Omar’s sound installation,
these metamorphoses are quite convincingly interpreted both as an immersion
into the depths of the unconscious and as a request for dialogue.

The results of this research are productive both for the analysis of contem-
porary sound installations and the disclosure of the critical potential of contem-
porary art in its various forms, as well as for studying the sound art and media art
formation in Spain in the context of national history and artistic tradition. The syn-
thesis of arts in the modern era, which foreshadowed the emergence of media art
in the second half of the 20th century, was revealed with the help of the intuitive
construction of new forms of expression by Spanish pioneer of media art José Val
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del Omar and was formalized by him in the form of the theatrical genre known
as auto sacramental as a possible ideal form for such a synthesis. The interpene-
tration of cultural traditions and innovation, which is inevitable in such projects,
requires special scientific research.

BBEJAEHWUE

CBETO-LBETO-3BYKOBbIE XYAOXKECTBEHHbIE SKCMEPUMEHTbI MONYYMUAN WINPO-
KOoe pacnpocTpaHeHyie B aBaHrapaHOM VMCKYCCTBE NepBOI MONOBMHbI XX BeKa
(cBeTOMy3bIKa A. CKpsibUHa, 3KCMeprMeHThI C UBETOM 1 3BYKOM [V, TMAOHM,
«onTotoHMYecKoe» (UBETOMY3bIKanbHoe) NaHKHO B.[. bapaHosa-PoccuHe!
1 ap.). B nocnegHee Bpems B CBS3W C BO3POCWINM MHTEPECOM K CayHA-apTy Mean-
AXYLOXKHVKM BO3BPALLAIOTCS K XYAOKECTBEHHOMY HACNEAMIO aBaHrapaa XX Bexa
(oTaenbHble NpoM3BeAeHNs aBaHrapia MOXHO paccMaTpMBaTb Kak npeareyn
COBPEMEHHbIX 3BYKOBbIX MHCTaNAALUMI) U NpeanaratoT CBOM BapUaHTbl MHTEP-
npeTauyn nony3abbiTbix MPOEKTOB.

[aHHas cTaTbs NOCBALLEHa aHaNM3y BYX COBPEMEHHbIX BAPVAHTOB pes-
HaKTMeHTa’ 3BYKOBOW paboThl MCMaHCKOro pexmnccepa 3KCNepUMeHTanbHoro
KuHemaTorpada 1 nroHepa Meana-apTa X. Bans aenb Omapa (1904-1982) «<Hew-
anMblii Ayto CakpameHTans. [radoHunyeckoe nocnanve MpaHaash (Auto Sacra-
mental Invisible. El mensaje diafénico de Granada). Lienb viccnenoBaHuis — onpe-
AENNTb, KaK BM3yanbHble pelleHns MOryT U3MEeHUTb BOCNPUATME 3BYKOBOMO
NPOCTPAHCTBA 3PUTENAMU.

CoBpeMeHHOe UCKYCCTBO, COXPaHssa CBOW COLMaNbHO-KPUTUYECKMI NOTEH-
LMasn, NOCTOSHHO PacLUMPSET CBOU MeANIiHbIE BO3MOXHOCTW, MCNONb3YS KaK HOBbIe
TEXHONOM MW UMMPOBOW 3pbl, TaK Y OOHOBAEHHbIE peXMbl BOCApUSTHS. OfHO-
BPEeMeHHO 1ccneaoBaTenscKas pednekcus, 0bpallasce K MCKYCCTBY MPOLUOTo,
YHKe He MOXET OTAeNNTb TEXHONOrUYecKme MHHOBaLWW OT MAENHO-KPUTUYECKOW
nosnuny astopa. CoBpeMeHHas Teopus Mena HacTansaeT Ha MAEONOrMYECKOM,
KPUTNYECKOM 1 pedNeKT1BHOM COAEPXaHun camoit MeanitHo opmel — COBO-
KYMHOCTb Meavia MOXET NPUBOAWTE K HEKPUTUYECKOMY BOCTPUSTUIO MHAOPMAaLMK,

! bonee nogpobHo o TBopyecTBe /. magoHu 1 B.[. bapaHosa-PoccrHe cm. cTatsio O. Konra-
HOBOW (2021, c. 33-62).

? PeaHaKTMeHT (aHm. re-enactment — PeKOHCTPYKLMS COObITYIS) — XyAOWECTBEHHAS NMPaKTIKa
BOCMPOVI3BEAEHVIS, PEAKTVBMPOBAHNMS Nt06Or0 CObbITUS, 3MM304a, MMEBLLETO MECTO B peans-
HOCTU; «MOMbITKA COBPEMEHHbIX XYAOKHUKOB NETUTUMIPOBATH UCKYCCTBO KaK CMOcob KomeK-
TUBHOTO W MHAVBWAYANBHOIO y4acTus B UCTOpUM» (KonexkiHa, 2005).

HAYKA TEJIEBUAEHUA 20 (4), 2024 64 THE ART AND SCIENCE OF TELEVISION



HO Xy[AOXeCTBeHHble MeauiHble HOBALMM Yalle BCero Hamnpas/eHbl Ha ycuneHue
KPUTMYECKOTO OTHOWEHWS K penpe3eHTnpyeMomy. [o3ToMy 1M3ydeHne onbiTa
X. Banb nens Omapa akTyanbHO A/ 06benHeH Vs TeopuY MCKYCCTBa U Teopin
Meaua B MCCNefOBaHNM KPUTUHECKOTO NOTeHUMana MHTepMeananbsHoro UCKyCcCTsa
XX v Ha4ana XXI seka.

B cTaTbe pacCMOTPEHbl M NPOaHaNM3nMPOBaHbl PE3HAKTMEHThI 3BYKO-
BOIO ayTo cakpameHTana X. Bans genb Omapa, oCyulecTBeHHble CNaHCKIM
MeanaxyaOKHKOM, MeBLOM dnamMeHKo H1Hbo fie 3nbye’ (BpemMeHHas BbICTaBKa
B HauvoHansbHoM My3see LieHTp vckyccTe Koponessl Cobun B Magpuae, 7 oxTs-
6ps 2020 — 29 Hoabps 2021)* 1 MCNAHCKUM CKYNbNTOPOM XaBbepoM Brsepom®
(npoekT 2012 rofa, ocTaslwuics Ha bymare (Viver, 2012)). Tatoke npoaHanu3npo-
BaHa OpUrHanbHas 3ByKoBas TexHONorus avadoHMYecKoro 3ByKa X. Banb aenb
Omapa, CTaslias CTepKHEBLIM NPUHLMNOM OpraHv3aluy ero Npon3BeeHus Kak
nocnegoBatensHocTU achhexTos’, paboTatox ¢ adhdeKTUBHOM NaMsTbio" 1 HOp-
MaTMBHbIMU NPUBBIYKEMI BOCMIPUATUS.

* HuHbo ge 3nbye (Nifio de Elche) — TBOpYeCKMIA NCEBAOHMM MCMAHCKOrO MeAnaxyfoxHIKa,
nesla chnamerko ®paHcrcko KoHTpepaca MonuHa (Francisco Contreras Molina, pog. 1985).

* Nifio de Elche. Auto Sacramental Invisible: Una representacion sonora a partir de Val del Omar.
Museo Nacional Centro de Arte Reina Soffa. 7 octubre, 2020 — 29 noviembre, 2021 // URL: https://
www.museoreinasofia.es/exposiciones/nino-elche (15.03.2024).

° BuBep, XaBbep (Viver, Javier, poa. 1971) — ncnaHckuia ckynsnTop, hoTorpad, Au3aiinep. URL:
https://javierviver.com (15.03.2024).

° B faHHoI cTaTbe TepMuH «addeKT» TpakTyeTcs B COOTBETCTBUM C DUNOCODCKON Bepcuel
KOHLEeNTyanu3aynn addeKTa, NpeanoxeHHol KaHaacknm dunocodom b. Maccymm (Maccymu,
2020). b. Maccymu, onnpascs Ha naen b. Cnuro3ssl, XX. [enesa, ®. [BatTapy, Y. xelivca, A. bepr-
COHa, a TaKke MpYHMMas BO BHIMaHKe COBPEMEHHYI0 (ur3mnyeckyto Teopuio xaoca W. lMpuro-
KIMHa, NOHMMaET athdeKT KaK KOHLEHTPaLWio HECTPYKTYPUPOBAHHOW WHTEHCVBHOW CUMbI,
BO3HMKatoWlell B pe3ynsraTe BO3AeVICTBIM OQHOIO Tena Ha Apyroe. COrnacHo ToYKe 3peHns
b. Maccymn, addeKT ycKonb3aeT OT CUTHUMbUKALMI, 3TO AOKOTHWUTVIBHAS, beccosHaTenbHas,
aBTOHOMHas, He 3aBMCUMas OT 03HA4YMBAHMS UHTEHCUBHOCT: «ADDEKT MAN MHTEHCKBHOCTb
B HallemM U3MOMEHMI HaNOMVIHaeT TaK Ha3biBaeMyto KPUTUYECKYHO TOYKY UV TOYKY BudypKa-
LW, VAN TOYKY CUHMYASPHOCTU 13 TEOPMM Xaoca 1 TEOPUM ANCCUMATUBHbIX CTPYKTYP. Tak obo-
3Ha4atoT MOBOPOTHbI MOMEHT, Korfa dr3v4eckas c1ucTeMa napafokcansHelM 06pa3om 3akio-
4aeT B cebe MHOXECTBO B3aMMOVICKIIO4IOLLMX MOTEHLMAN0B, U3 KOTOPbIX CcTeMa “BbibvpaeT”
TONbKO oaMH» (Maccymu, 2020, c. 119). A.B. BonognHa nog4epKkmnBaeT, YTo «ans Maccymu, kak
1 ans [lenesa, BaXkHa MHOXECTBEHHOCTb, MPOLECCYanbHOCTL M TpaHCchopMaLioHHas ciia ad-
heKTa, coefyHsAIOWEro CBOUM [BWKEHVEM pa3nyyHble Tena. B enesnarHckom npoekte ahdekt
paccMaTpUBaeTCs BHE NCHMXONOMNYECKX KOHHOTALMIA, I HEM3MEHHO NOAYEPKUBAETCS OTAVYME
addexTa OT 3MOLMM, KOTOpas CeMaHTV3MpOBaHa 1 MHAVBMAYanV3MpoBaHa (8 TO BpeMs KaK
apderT poxaaeTcs B AOSA3LIKOBOM 1 LO3HAKOBOM MOME 1 Pa3aenseTcs Tov Unn UHOWM MHOXKe-
CTBEHHOCTLI0)» (BonognHa, 2019, ¢. 37).

" AdderTrBHas namaTh, T. e. 00paTHOe BO3felCTBYE NPODYKAEHHOTO BOCMOMUHAHWS Ha VK-
TeprpeTauvio CUTyalyn, MOHKMMaETCs B COOTBETCTBIM € ydeHnem K.C. CTaHncnaBCKoro, KoTo-
pbIi 3aMMCTBOBAN 3TOT TEPMUH U3 MCUXONOTMYECKO cncTems! T. Prbo.

HAYKA TEJIEBUAEHUNA 20 (4), 2024 65 THE ART AND SCIENCE OF TELEVISION



0630p XyAOKECTBEHHbIX U TEXHUYECKMX OCODEHHOCTE 3BYKOBOMO Mpomn3-
BegeHus X. Banb fens Omapa npoefieH B paboTax NCNaHCKUX UcCnegoBaTenel.
X. BrBep 13y4un «cueHorpadmnyeckme 1 nHCTanasumMoHHsle acnexTsi» (Viver, 2012,
p. 5) Npovi3BefeHNs C LUeblo CO3AaHus pesHakTMeHTa B BUAE UHCTanNsaumm;
E. Pomea NapeHTe NpOKOMMEHTMPOBANa TEKCT CUeHapus «HeBranmMoro AyTo
CaKpameHTans», BbIiBMB €70 MVUCTUKO-PeNTMO3HbIN XapakTep (Romea Parente,
2017; 2022); HHBO fie dnbye paccmoTpen npovsseneryie X. Banb gens Omapa
B aCneKTe MHTepMeaVansHOroO CUHTE3a Kak «BU3YanbHO-3BYKOBOW KOMNaX, B KOTO-
POM Mbl HaxOAMM 3CTETUYECKIE OTCHINKM K... COBPEMEHHDBIM XYLOKECTBEHHbIM
NPaKTViKaM (BMAEO ¥ 3BYKOBas MHCTaNNALMS, My3blKkanbHas rpacduka, KOHKpeT-
Has My3blKa, 3NeKTpoHHbI pemukc...)» (Nifio de Elche, 2020, p. 5); /1. KacaHo-
Bac bnaHko npoaHannsvposan «Hesuanmblin Ayto CakpameHTanb» B acrekTe
€ro TEXHWHYECKMX XapaKTEPUCTVK KaK KyNbMUHaLMIO NPOBOAMMbIX X. Banb genb
OmMapoM Ha npoTsxeHnr 1940-x rog0oB 3KCMNEPUMEHTOB B 061aCTV 3M1eKTpoaKy-
ctkn (Casanovas Blanco, 2020). M. AnbBapec-depHaHaec nccnefosan TBOPHECTBO
X. Banb gens OMapa B UCTOPVIKO-XYAOKECTBEHHOM KOHTEKCTE TOTO BPeMeH! 1 Mpo-
Be/ napannenv Mexay ero npovi3BefeHnem 1 NpeacTaBneHHol Ha BceMnpHoit
BbicTaBke B bptoccene (1958) B MaBnnboHe GPUAAMNC (apxMTEKTOp 1 aBTOP 1aew
Jle Kop6to3be) «3neKTPOHHOM MO3MO», 3By4aBluei 13 400 rpOMKOroBOpUTENei
1 COMPOBOXAABLIENCS MPOeKUVen N300paxeHnii Ha BHYTPEeHH e CTeHbl [1aBu-
nboHa (Alvarez-Fernandez, 2020); K. Mapgo Canbrago obpatvina BHYMaHe Ha To,
4YTO «ayTO CakpameHTans Banb aens Omapa npogomkmna Tpagmumio 3010Toro Beka
1 TpaHchopMypoBan ee B 3ByKOBYIO MHCTansumnto» (Pardo Salgado, 2022, p. 26).

CpaBHeHVe ABYX COBPEMEHHbIX BapyaHTOB pe3HaKTMeHTa 3TOM paboTsl
X. Bane genb OMapa ¢ akUeHTOM Ha aHanm3 BM3YanbHOro nx CONMPOBOXAEHNS
NPOBOAMTCA BNEPBbIE, YTO 1 COCTaBNAET HOBU3HY NPEANPUHATOrO Hamu 1ccne-
[OBaHNS.

«HEBUANMbIA AYTO CAKPAMEHTA/1b» X. BA/lb [JE/Ib OMAPA —
WHCTANNALMA UKW 3BYKO-BU3YAJIbHBIA KOMAXK?

X. Banb nens OMap Ha3Ban CBoe 3ByKOBOE Npon3seaeHvie «<HeBUaANMBIN
AyTo CakpameHTans. [rahorr4eckoe nocnanve MpaHaasl», Haf KoTopbiM pabo-
Tan ¢ 1949 r. no 1952 r., «nepBbiM BOMOLLEHNEM NVPUKO-PENUTNO3HOW 31eKTPO-
aKkycTuyeckor noaturm» (Val del Omar, 2010a, p. 181). TepMuH «<MHCTaNNgLUmMs»
B 1950-¢e ellje He BOWeN B ynoTpebnerue, Kak aHp 3TOT BWA UCKYCCTBa NOSBUNCS
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B 1960-e B CLUA. Ho coBpemeHHble MCMaHCKne nccnefosaTenn, OCHOBbIBAACH
Ha ToM, 4TO nMpousseaeHue X. Banb aens OMapa npefctasnseT coboit MHOro-
KaHasnbHYIO 3BYKOBYIO paboTy C OMpeAeneHHbsIM CLieHap1eM 1 CBETOBLIM 1 060-
HATENbHbIM COMPOBOXAEHWNEM, CHUTAIOT AOMYCTUMBIM Ha3bIBaTb €0 «MHCTas-
naumneit». Takon no3nymny NpuaepxmnBatoTCcs, HanpviMep, ncciefoeaTtensHULa
TBOpYecTBa X. Banb nens Omapa E. Pomea lNapeHTe (Romea Parente, 2017, p. 156;
2022, p. 60) 1 aBTOp OAHOIO V3 aHaNU3MpyeMblx B AaHHON CTaTbe PEIHAKTMEHTOB
X. Busep (Viver, 2012, pp. 2, 4-5). X. Buep nonaraet, 470 «“AyTo CakpameHTans’
ObI 3BYKOBOW MHCTaNASUMEN, KOTOpas A0/MKHa DOblna CONpOBOXAATHCS Ornpeae-
NEHHOM cleHorpaduelt. B aTom acnexTe “AyTo” MpeacTaBnseT CObOM. .. 3ByKOBYO
MHCTaNNALMIO TOTO T1Ma, KOTOPOro B TO BPEMSA NPAKTUYECKU He CYLeCcTBOBanNo,
HO celi4ac 3To obblYHas My3eliHas npaxTukar (Viver, 2012, p. 4).

B TO »e Bpems MCNaHCKUA MeanaxyaoKHUK HUHBO Ae 3nb4ye, caenaslwmnii
BTOPOW aHanM3npyemblin B JaHHOM TEKCTe pe3HaKTMeHT paboTsl X. Banb aens
Owmapa, ocTopoxHee B onpegeneHnsx. OH Ha3Ban CBOM NpoeKT «HeBMAVMBbIN
AyTo CakpameHTanb: 3ByKOBOE NpeAcTasnerue [UCn. una representacion sonora. —
0. K] oT Banb genb OMapar, OH TakKe oxapaktepr3sosan 3Ty paboTy X. Banb aens
Omapa Kak «3ByKo-BM3yanbHbI konnax» (Nifio de Elche, 2020, p. 5). CoTpya-
HVIKM KOMaH{bl HYHBO Ae 3nb4e — aBTOP CLeHOorpadnyeckoro NpoeKTa pesHak-
TMEHTa, CKyNbNTOP W apx1TekTop /1. Kacanosac bnaHko (Casanovas Blanco, 2020)
1 OTBETCTBEHHbIN 3a 3ByKOBOE OhopMAeHMe BbiCTaBKM M. AnbBapec-PepHaHaec
(Alvarez-Fernandez, 2020) — B CBOMX CTaTbAX, PA3MELICHHbBIX B CONPOBOANUTES b-
HOV Bpoltope K BbICTaBKe, TakKe He Ha3biBatoT Npoun3seaeryve X. Banb gens
OMapa «MHCTanAsumen», ynoTpebnsis 3TOT TEPMUH TOMbKO B OTHOLIEH MY DEIHAKT-
MeHTa, BbIMOAHEHHOTO HIHBO fe 3nb4e. Ho BCe ynoMsHyThIe Bbille 1cCnefoBa-
TNV akUEHTUPYIOT BHVIMaHWe Ha TOM, YTO rbpuaHas ayanosmsyansHas hopma
npovi3sefeHus, cosnaHHas X. Banb gens OMapoMm, okasanack HOBATOPCKOM AN
CBOEro BPeMeHU 1 N03BOAMAa MPOAEMOHCTPYPOBATH, MO CYTU, HOBbIE MOPSAKM
NPOV3BOACTRA MCKYCCTBA Kak Mefyma paboTsl C ahMeKTHBHOW NaMsaThIO.

TEXHONOIM'NA « ANA®OHUYECKOIO 3BYKA»

X. BA/1b IE/Tb OMAPA

X. Banb aens Omap (1904-1982) — 0iliH 13 CaMblX SPKUX UCMIAHCKNX PEXIC-
CepoB IKCNEePUMEHTaNbHOMo KuHeMaTorpada anoxn dpaHkmama (1939-1975), oH
TaKKe M3BECTEH KaK MMOHEP Meava-apTa v MHXeHep-13obpeTaTens B 0bnacTy
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ayaMoBU3yansHbIX TexHonornii. B 1944 rogy X. Banb gens OMap 3anaTeHToBan
paspaboTaHHoe 1M «POTO3NEKTPUYHECKOE YCTPOICTBO BOCMPOV3BEAEHUS C ABYMS
3BYKOBBIMU AOPOXKAMI»® NS N300PETEHHOW UM TEXHONOT MM «AMatOHUYECKOTO
3ByKa» 1K «aradoHunm» (1cn. sonido diafénico, diafonia)®, a Tawke 3aperucTpu-
poBan B PeecTpe NpoOMbIWNEHHON COBCTBEHHOCTH TOBapHbIN 3HaK «/[radoHo»
(Digfono)*® nns ceoero 38yKOBOro annapaTta. Bo BTopoi nonosuHe 1940-x oH pabo-
Tan TeXHNYECKUM CneumanvcTom Ha HaunoHansHoM pagno Vicnannw, B 1948 rogy
OCHOBaB TaM JlabopaTopuio 3KCMepuMeHTanbHoM anekTpoarycTnku (Ortiz-Echa-
gle, Val del Omar, 2010, p. 329) Ans “ccnefoBaHKs BO3MOXHOCTY V3MEHEH WS
3amnyICaHHOro 3ByKa C NOMOLLbIO 3Xa UK peBepbepaLmn C LeNbIo MPUAaHNS 3BYKY
NPOCTPAHCTBEHHbIX XaPaKTEPUCTHIK.

PaspaboTaHHas X. Bans gens OMapoM 3ByKOBas TeEXHONOTrMS AvadoHNY
Oblna nHHoBaUMoHHOW Ana Micnarum 8 1940-1950-x, T. K. UMEBLWMECS Ha TOT
MOMEHT B TEXHWYECKOM apceHane HalyoHanbHOW 3BYKOBOW 1 KMHOUHAYCTPUM
CPefCTBa 3N1eKTPOAKYCTUYECKOW BbIDAa3UTENbHOCTY He MO3BONSNM CO3[aBaTh
3 dEKT TAKTUABHOTO 3BYKa MM 3aAEMCTBOBATL B Xy/A0XKECTBEHHOM MPOM3BEaE-
HVW CyOBEKTMBHBIN 3BYK B Ka4eCTBe OTAENbHOMO areHTa NoBeCTBOBAHMS. TeXHO-
noruyeckas oTCTanocTs Vicnanyvin B nepsoe fecsTuneTre nocne Bropo MMpoBoOi
BOWHbI OblNa 06yCNoBAEHa MEXAYHAPOAHOW MNOANTUYECKOW 1 SIKOHOMUYECKOM
n3onsument ctpansl B 1945-1955 rofax. IKoHoMKMYecKas bnokaaa McnaHum npu-
Bena K ocTpomy AedurumTy 060pyaOBaHNS U TEXHONOTWIA B HALMOHaNBbHOM Npo-
MbILWIEHHOCTH M,

PaccMOTPUM TEXHONOTMIO AMaOHUYECKOrO 3BYKa Honee NoapobHO.
[AvadoHns npeacTasnsna cobol aNeKTPOaKyCTUYECKYI0 CUCTEMY NMepeKpecT-
HbIX TOMEX, COCTOSILYIO KaK MUHVIMYM V3 [BYX VCTOYHUKOB 3ByKa. CaywaTenn
AOMKHbI Dbl HAXOAMTHCS B LIEHTPE NepecedeHns AByx (1nn bonee) pasHopos-
HbIX 3BYKOBbIX MOTOKOB. OfMH AVHAMUK (DaCNONOKEHHbIN Nepes CaylaTensmm)

& vdO. Aparato reproductor fotoeléctrico de dos bandas sonoras. Espafia, Madrid, patente de
invencion Ne 168.256, 1944 (Viver, 2010, p. 79).

° [natoHus (ap.-rped. dladwvia — pasHornacue, pasHo3Byyme) — rPedecKmii My3blkanbHbIN
TepMUH Ans 0003HaYeHNs AMCCOHaHCa B NPOTUBOMONOKHOCTL «CUMMOHNM» — KOHCOHAHCY.
URL: https://dic.academic.ru/dic.nsf/brokgauz_efron/243/Diaphonia (15.03.2024).

10 (Diafono y Fonema Hispénico: certificados de registro de marca, 1944) // Archivo José Val del
Omar. Arch. VDO 355, ID Ne registro C00217323c. URL: https://ladigitaldelreina.museoreinasofia.
es/search/item/3811-diafono-y-fonema-hispanico-certificados-de-registro-de-marca?offset=12
(15.03.2024).

1 Bo Bpemst Bropolt MMpoBO#i BOViHbI (1939-1945) Vicnawns coxpaHana HelTpanuTeT, HO ee
nporepMaHcKasi No3nums 1 AUKTAaTOPCKIIA pexim ®. DpaHKo NpUBenn K MexayHapoaHO 130-
NAUMM CTPaHbl B OTMEYEHHbIN Boille nepunoa 1945-1955 ropos. MNocne noanucanns B 1953-m Ma-
ApUACKUX cornatwennin mexay CLUA v Mcnanwveit (CLUA nony4unnv npaso pasMellaTb CBOV BOEH-
Hble 6a3bl Ha TEpPUTOPKK VicnaHiu B 0BMeH Ha IKOHOMMYECKYH MOMOLLb) VicnaHus B 1955 roay
6bina npursTa 8 OOH, 1 ee 130K 3aKOHYMNACh.
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TPaHCAMPOBaN ayAMOAOPOXKKY C OCHOBHbIM NOBECTBOBAHMEM (MPU KUHOMPOEK-
UMM 3Ta ayAMOLOPOXKKA CONPOBOXAANA MPOUCXOASLLEE HA KMHOIKPaHe), a BTO-
POM VAV HECKONBKO AMHAMMKOB HaX0AWAVCh 3a/N0A/HaA CnylwaTensMy 1 npons-
BOAVNM B ONPeAeNneHHble MOMEHTI (Halle BCero BHe NpUYUHHO-CEACTBEHHON
CBSI3M) 3BYKY B3[0XOB, WOPOXOB, M deKThI 3xa 1 pesepbepaLinii 0OCHOBHOTO 3BYKa.

X. Banb genb Omap nodcHan: «Mog cncrema He CTpemmnTcs BoCCO3aaThb
NOPTPET UK GU3MYecKnii pefibed 3BYKa. .. BTOPOI 3BYK AOMKEH ObiTb KOHTPa-
MYHKTOM 3KPaHHOrO AENCTBYS, OH MOXET co3faraTb aTMOCdepy C MOMOLULbIO
MY3bIKM MAW BeccozHaTenbHbIx WYMOB... OH MOXET AelCTBOBaTb KaK NoACO-
3HaHKe nybnukn.. » (Val del Omar, 2015, pp. 93-94). Takum 06pa3omM, 3BYKOBbIE
KaHanbl, HaxoaMBLIMecs 3a/noa/Han caywaTensMmn TpaHCAMPOBani CyobeKTyB-
HbIli 3BYK, NPOOYKAABLIMIA NOACO3HATENBHOE BOCMPUSATIE BH3YalbHbIX 3DMEKTOB
1 MO3BONSBLUNI ayAMTOPYVIN BEICTPOUTL BHYTPY Cebs HOBble MOPSAKM BReYaT-
neHur: «InadoHnYecKuii 3ByK HalleneH Ha To, 4TOObl 3aMEeHNUTL KONNEKTUBHbIE
peakunn ayauTopummn, 00yC0BAEHHble MpeablayLLMM OMBITOM. .. Ha 3XO KMMSLLMX
B Hallell KpOBM CMOHTaHHbBIX KPMKOB, Ha Hally MCTOPUYECKYIO NaMsTh, Ha ronoca
HallViX MPeaKoB, KOTOpble NPeTeHAYIOT Ha y4acTyie B Halel BCTpeYe C [coBpemer-
HblMK — O.K.] cobbitusamm» (Val del Omar, 1959).

[1ByM AMCCOHAHCHbIM 3BYKOBbIM NONaM X. Banb fgens OMap gan remnopans-
HblE XapaKTepuCTVKN: «byayLee» (3ByKM OCHOBHOTO KaHasa, CONpoBOXaatolime
[eiCTBME Ha 3KpaHe) 1 «MpOoLNoe» (3ByKM BTOPOro KaHana 3a/noa/Haa ciywa-
Tenamu). OH ynoTpedbmn MHOXECTBO HaBOASLLMX MeTadop, YTODbI C 1X MOMOLLbI0
0603HaYNTb TEXHWUYECKYHD CNeUndUKY TaKoro HeobblYHOrO BOCNPUATHS: «Mbl
CyLIeCTBYEM Ha CAMSHMM ABYX CKNOHOB. Halle HacTosee MMEET [1Ba UCTOYHMKA,
nvTatoLme ero: NPOLWNOe C ero OTroN0CKaMK, C FoNocamut KpOBU, KOTOPbIe OpO-
WatoT 1 ABMratoT Halle cepALe. byayliee, KOTopoe NobyKaaeT 1 NPUTArBaeT Hac.
Mbl CTOBHO Ha KOMbIGENN MEX/Y HaYaNoM 1 KOHLOM. Halla »M13Hb — 3TO NynbCa-
LS. Bor gepxmnT Hac Mexy ABYMst MICTOYHUKaMK. .. “AnadoHms” — akycTrmyeckas
nnasma cepauedbnenus xumsnm» (Val del Omar, 2010b, p. 112).

OnadoHryeckas akycTuyeckas aTMocdepa nepenonHsana 38YKoBoe BOC-
npusTVie CRywaTenei, cnocobcTBoBana akTMBaL My NoACO3HaTeNbHOro BOCNpy-
ATNS 1 aCCOLUMATMBHOMO MblUNEHMS: «Ba)KHO NepenTy OT MOHONOra K avanory, —
noscHsn X. Banb gens Omap, — OT OHOrO 3BYKOBOIrO KaHana K AByM. [1epBblil
KaHan Jo/mkeH NpeacTaBNaTh COBOI aKkyCTUYeCKoe NPposBAEHNE BM3yanbHOMO
obpasa 3KpaHa, BTOpOoi — OTpaxaTb peakUmio KPOBM 1 CO3HaHMs 3puTens Ha 3pe-
nvie Ha akpaxe» (Val del Omar, 2010b, p. 112). I1o 3amMbicny X. Banb aens Omapa
Takasi 3ByKOBas apxX1TEKTYPa A0/MKHa Oblfla NPUBECTU TAKKE U K BO3HUKHOBEH IO
Avianora Mexy Tem, 4To (DpOHTaNbHO NPEACTaBNEHO 3PEHMIO U CYXY, U UHAMBU-
AyanbHbIMK 1/WAV FPYINOBBIMK DeaKUMAMY ayAUTOPUK.
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AKYCTVIKY, BO3HMKaIOLLYIO NPV MPUMEHEH VN TeXxHOoNorum auadoHmu, X. Banb
pens OMap Has3Ban «TakTUAbHOW U cBeTalencs» (vcn. acustica luminosa y tactil
(Val del Omar, 2015, p. 95)), — 3Ty HagnN1Cb OH CAeNan Ha NoroT1Ne CBOeN 3BYKO-
BOW cucTeMsl (puc. 1).

Puc. 1. Banb genb Omap X. Jlorotun cuctembl gnacdoHMYECKOro 3ByKa'2.

MNpumMeHnB addeKTbl 3xa 1 pesepbepauun, X. Banb genb Omap axkycTunye-
CKW MaTepuan13oBan TakTUAbHbIE XapaKTepVCTUKIM 3BYKa, CO3AaB 0bbeMHoe
3BYKOBOE MPOCTPAHCTBO CAOKHOW KOHMUIYypauun. [nadoHnyeckmin akycTmye-
CKUIM KOHTPaNyHKT B COMeTaHUM C peBepbepaunsMm 3Byka NPOM3BOAMA NAa-
CTUYeCKyto BMOpauuio, KoTopas OyATO Kacanack KOXM caywatenei, nopoxaas
pasnuyHble TaKkTVAbHbIE SPMEKTbI. HanprMep, 3ByK, pa3nasWwmniics U3 AnHamuiKa,
PaCMONOXEHHOIO Nepes 3puTenem, ClycTs 40U CeKyHAbl 3BYYan YyTb Tule (Mm
B HECKO/IBKO VI3MEHEHHOM BIAE) 3a €0 CMUHOW 113 APYTOro AMHAMYKA, 4TO BbI3bl-
Basoy peunnveHTa addeKTa oLy LieHE MPOXOXKAEHWS 3BYKa CKBO3b TENO.

TaknM 06pa3oM, aHann3 38yKOBOW TEXHONOMMN «AMathOHUYECKOrO 3BYKa»
X. Banb nens OMapa nokasan, 4To oHa nopoxaana adhekTbl, nepexnsasLunecs
Kak ncrxodr3nonormyeckre. MeanymMomM BO3AeCTBIS OKa3biBaNoCh B TOM Yuic/e
1 TeNo YenoseKa, BKoYatoLLee COMaTUYECKyI0 NaMsaTh. Takoe BO3AENCTBIE Noa-
pasymeBano axKTyanM3aumio naMmsTyv B BUAE acCoUmaLnii v Nepexod accouyaTa-
HOMO MBILNEHNS B PEXMM IKCTATUHECKOTO NepeXrBanys.

2 VcTouHuk n3obpawenuns cm.. URL: http://www.valdelomar.com/labo2.php?lang=es&menu_
act=4&labol_cod=6&labo2_codi=10 (15.03.2024).
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TexHonorvs avaboHYecKoro 3ByKka bbina 3agymaHa X. Bans gens Omapom
KaK KHemaTorpaduyeckas, 1 B hunsme «[paHaia B 3epkane Boabl» (Aguaespejo
granadino, 1955) oH BMepBble NCMNONb30BaN AnadoHWIO B KMHeMaTorpader.
Ho camas nepeas anpobauus MHHOBaLVOHHOK 3BYKOBOW CLCTEMbI Obina caenaHa
VIM B 3ByKOBOM Npovi3BeaeHn «Hesuavmbiin Ayto CakpamerTans. [radoHunyeckoe
nocnanue IpaHadbl» B 1952 rofy B IHCTUTYTe MCNaHCKoW KynsTypsl (Instituto de
Cultura Hispénica)* B Magpwvge. [leMoHCTpalyvs Npon3BeaeHys OCyLlecTBAsSNaCL
B NpefHa3Ha4YeHHOM A5t NPOCMOTpa KMHOMUABMOB 3ane, doTorpaduii 3Toro
MeponpUATMS 11 OT3bIBOB COBPEMEHHIIKOB He COXPaHMOCh.

«HEBUAUMbI AYTO CAKPAMEHTA/Tb. IMAGOHUYECKOE
MOC/IAHUE MPAHA[bI» (1952) X. BA/Ib IE/Ib OMAPA

)KaHp ayTo cakpameHTansg sospoxgaerca B Vicnanum B 20-30-x rofgax
XX Beka nocne bonee 4yem noayTopa CToneTuin 3abseHns. AyTo cakpaMeHTanb
(ncn. auto sacramental — cBsLEHHOe OeiCTBO) — anneropmnyeckas pennrmnos-
Has nbeca, XaHp 1cnaHckoro Teatpa. B Mcnanum B XVI-XVIII Bekax (go 3anpeTa
B 1765-M%) ayTO cakpameHTanu CTaBUNUCh Ha TOPOACKMX NOWaAsx BO Bpems
KaTonuyeckoro Mpa3anvika Tena v Kposn Xpuctossix (nat. Corpus Christi — Teno
XpucToBO). [lepBOHaYanbHO TeMOI ayTo cakpameHTanei Obi10 TauHCTBO EBxapu-
CTUM (NpecywecTsneHns xneba 1 BUHa 8 Teno 1 KpoBb XpUCTOBY), MO Mepe pas-
BUTVS KaHPa NbeChl UAMOCTPUPOBANM NCTOPUM 13 CBALLEHHOTO [M1CaHna, 1T
CBSTHIX, MUDONOTNYECKME CIOXKETDI, B MbECY MOV ObITb BKAOYEHbI 1 OTChINKK
K COBPEMeHHbIM CODbITVSM. KynbMUHaLMel 3TOro aHpa B MCNaHCKoM apamartyp-
rn XVII B. cTanv penurno3no-hunocodekre apambl-npuTym MNeapo KanbaepoHa
ae na bapka (1600-1681), npeBpaTUBLIErO repOeB CBOMX MbeC B MHOMOYpPOBHEBbLIE
anneropuyeckne burypsl, BOmOWaBLWMe KNo4eBble Uaen AOKTPHHbI KaTonuye-
CKOTO BEpOyYeHU4.

 bonee NnoapobHo 0 crcTeme arnadoHn4ecKoro 3syKa 8 hunbme X. Bans gens Omapa «IpaHaga
B 3epKase BOAbl» CM. CTaTbto: (KonoTtsuHa, 2021, ¢. 51-71).

¥ VIHCTUTYT ucnaHcKkoi Kynbtypel (Instituto de Cultura Hispanica, ocHosaH B 1945 rogy) —
y4YpexaeHune, B OCHOBE KOTOPOro nexana uges «/cnaHuaap» (eAnHCTBa UCNaHOroBOPSILLMX
HapopoB). [esaTensHocTb VIHCTUTYTa bbiNa HanpaBneHa Ha MeXayHapogHoe COTPYAHMYECTBO
MCNAHOA3bIYHbIX rOCYAaPCTB NOf AYXOBHbIM PYKOBOACTBOM Mcnarum. C 1988-ro 310 y4perxae-
HVEe Ha3blBaeTCA «/ICMaHCKOe areHTCTBO MeXayHapOJHOro COTPY/AHNYECTBa B LIeNAX Pa3BuTrs»
(Agencia Espariola de Cooperacion Internacional para el Desarrollo (AECID)).

5 UcnaHckuit koponb Kapn Il 8 1765 rofy CBOMM YKa30M 3anpeTua NOCTaHOBKY ayTo CakpameH-
Tanew Kak NepeXXTOK HK30BOV PEANTMO3HOCTH.
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B 1927 rofy B 'paHage nof pyKOBOACTBOM [annbero bypuHa coctosnach
MOCTaHOBKa ayTo cakpameHTans 1. KanbaepoHa «Benunkuin TeaTp Mupa» (Kane-
aepoH ae na bapka, 1999). B 1932-m &. [apcua J/lopka NocTaBwa B CBOEM TeaTpe
«/Jla bappaka» ayTo cakpameHTans ©K13Hb eCTb COH» 1. KanbaepoHa (Kanbae-
poH fe na bapka, 2021). B 1930-e ncnaHcKme nucaTtenu co3fatoT Npon3BeaeHns
B AlaHHOM XaHpe: ACOpVH Hamnwvcan «AHxennTa. Ayto CakpamerTans» (Azorin, 1930),
Padaanb AnbbepTn — «HeobrTaembiin yenosek» (Alberti, 1931). Pexunm &. dpaHko,
anennvpyoLMiA K Hacneamio ICMaHCKOM KyNbTYPbl Kak K CPEACTBY, LieMeHTVpyto-
LjeMy OCHOBbI MIMMEPCKOTO MOANTHHYECKOrO CTPOS, TaKke CnocobCcTBOBaN BO3PO-
XKOEHWIO 3TON TeaTpanbHOM XyAoXKeCTBEHHOM MopMbl (Kasten, 2012).

TaknmM obpasom, X. Banb aens OMap paboTtan B pamKkax yCTOMYMBOM KyNb-
TYPHOW TPaanUmMK, XapakTepHOW v Ans 3noxy 3010TOro BeKa Mcnanmu, u ans
COBPEMEHHOr0 eMy MCKyCCTBa. Ho ayTo cakpameHTanu Bcerfia Co3AaBanmch Kak
cueHnYeckne npowv3eeeHus, a X. Bans aens OMap 1cnonb3oBas 3ByK B KadecTse
OCHOBHOTO MaTepuarna 1 caenan npovseeaeHe He B hopMe pafnocneKTakns Unw
TeaTpasnbHOro IENCTBIS, a B paaviKaibHO HOBOV [1/1s TOTO BpeMeHn Meanadopme,
M3BECTHOM COBPEMEHHOMY 3PUTENIO KaK 3BYKOBAs MHCTANNALMS.

MpousseneHmne X. Banb genb OMapa npeactasaseT coboi OAHOaKTHYIO
annNeropuyecKyto pennrio3Hyio Nbecy 6e3 YeTKOro CloxeTa, COCTOSLLYIO 13 ava-
NOTOB [BYX AENCTBYIOLLMX NUL (MYyXHUHbI W XeHLLMHbI). OCHOBHas Tema — 4eno-
BeYeCKMe rpexn 1 nckynnenune. Npor3sefeHne Ha4HaeTcs C 3n13o04a rpexo-
nafgeHns Afama 1 EBbl 1 3akaH4MBaeTCs ClieHamy KpOBOMPONUTHOW BOVHbI
1 CMEPTbIO M1aBHOMO repos. [uanory repoes YepenyTcsa C MYy3blIKaabHbIMY
KOMMO3MLMAMI (YKa3aHMsa Ha TO, Kakas My3blKa 3By4ana B 3TOM Npov3BefeHnn,
OTCYTCTBYIOT), C PAa3HOro pofa WymMami, Hanprmep, co 3ByKamu BbICTPENOB.

B apxmee X. Banb gens Omapa CoxpaHmnnoch YeTbipe BepCuv MallvHOMMC-
HOrO CLeHapus; Cnpaga OT TeKCTa yKa3aHbl HoMepa ayAroKaHanoB, Mo KOTOPbIM
TPaHCAPYeTCs MOBECTBOBaHNE (Avanoru, My3sika, Wymsl) (Val del Omar, 1951).

MPOAOMKNUTENBHOCTL KOMMO3WLMM OKOMO Yaca, OHa 3aluKneHa (nocne
CMEepTV MaBHOrO reposi NOBECTBOBAHME HaYMHAeTCs CHOBa C 3NK307a [ pexo-
nageHns Anama 1 Eebl). Mo 3ambicny X. Bans aens Omapa 3BYKOBOM ayTo cakpa-
MeHTalb AO/KeH Obif CONMPOBOXAATLCA 3anaxaMi, NPpOeKUMAMIM NnamMeHn 1 Cee-
TOBbIX ﬂyqem Ha CTeHbl NMOMeLLleHns, TpaHCCbOpMI/IpOBaHHOFO NMEHHO 4154 3T0ro
npov3sBefeHna.
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COBPEMEHHbIE PESHAKTMEHTbI <HEBNAUMOIO AYTO
CAKPAMEHTANSA» X. BAJ1b IE/Tb OMAPA

BapuaHT pesaHaKTMeHTa, Npepa/ioXeHHbI HUHbO ge 3nbye (2020)

CoBpemMeHHbIe MCNaHCKIe MeavaxyaoKHIKK, OCHOBBIBASICh Ha 4-X BEPCYSX
cueHapus (Val del Omar, 1951) 1 apyrvx AOKYMEHTaX, COXPaHUBLIMUXCS B apx1Be
X. Banb fiens Omapa, NpeacTasniv CBOW BapUaHThl PE3HAKTMEHTA ero 3BYKOBOIO
npovi3seaeHus.

AKLL@HTMDOBaB C NOMOLUbBIO BM3YalbHOTO COMPOBOXAEHWA 3ByKOBOM
pa6ow PENnNrno3Hblie 1 MCTOpKHeCcKne MI/I(bOﬂOFeMb\, OHW CreHeprpoBasn
Pa3HOPOAHbIE 3CTEeTNHeCKMe CO6b\TMﬂ, nperteHayouwmne Ha KoHUenTyaabHyro
Ue/TOCTHOCTb M BMAtOUIMe Ha BOCNPUATIME 3BYKa.

CHavana npoaHanusvpyeMm BapUaHT PEIHAKTMEHTA, BbINOMHEHHbIN
MCNaHCKNM MEAMaxyAOKHUKOM 1 MeBLOM draMerko HuHbo ae 3nbye (Nifio de
Elche) — «HeBuanmebii Ayto CakpameHTans: 3ByKoBOe NpefcTaBneHve oT Banb
nene Omapa» (Auto Sacramental Invisible: Una representacion sonora a partir de
Val del Omar). OH bbin NpeAcTaBneH 3pUTensm Ha OHOMMEHHOW BbICTaBKe, KOTO-
pasi npoxoaunna ¢ 7 oktabps 2020 1. N0 29 Hos6ps 2021 1. B HauMoHanbHoOM My3ee
LleHTp nckyccTs Koponesbl Codun B Magpuae'.

HiHbO e nbye pasmMecTvin HCTanAAUMIo B 3ane, 0hOPMIEHHOM NATHA/-
LaTbio AMHAMMKaMK B BUAE CBUCAIOLIMX C MOTONKA NaMn, HAaNOMVIHAIOLLMX Liep-
KOBHblE CBETUNbHUKM-NaMMaabl, T. K. B OPUTUHANBHOM CLLEHAPKM eCTb yKazaHs
Ha «BOTUBHble namnbl» (Val del Omar, 1951). «BoTuBHbIMU» (NaT. Votivus — NocBs-
WeHHbI boram, votum — obeT, xenaHue) B penurio3Hoin NpakTrke Has3biBatoT
NpeaMeThI, KOTOPbIE NPUHOCAT B Aap BOry B Ka4eCTBE KepTBbI, MOAHOWEHNUS K
6narogapHOCTH, B T. Y. 3a%OKEHHbIE 1aMMNafbl 1 CBEYM. VX CBET CUMBONM3VIDYET
nAaMeHHy0 MONWTBY U BOXECTBEHHBbIN CBET. bnarofaps Takoi aeTanu B 0ochopmM-
NEHUN XYAOKECTBEHHOE MPOCTPaHCTBO 3BYKOBOTO NPOW3BeaeHns X. Banb Aens
Omapa nprobpeTano cakpanbHbI CTaTyC.

OBpa3sbl namn Takke HanoMyHany CBETOBOK AM3aliH SpMapoYHbIX NAo-
waael B MocneBoeHHoM icnannn. ApKoCTb U LBETHOCTb OCBeLLEHWS (KpacHoe,
3e/1eHoe, cuHee, opaHxeBoe, bOpPAOBOE U T. fl.) MEHSIUCh B TeYeH e NpeacTase-
HIS, CO3/1aBas TeM CaMbiM U030 UATIOMUHALMK HOYHOTO ropoja (puc. 2, 3).

** Nifio de Elche. Auto Sacramental Invisible: Una representacion sonora a partir de Val del
Omar. Museo Nacional Centro de Arte Reina Soffa. 7 octubre, 2020 — 29 noviembre, 2021 // URL:
https://www.museoreinasofia.es/exposiciones/nino-elche (15.03.2024).
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Puc. 2, 3. UHcTannauus «Hesmpumblii Ayto CakpameHTanb» X. Banb genb Omapa.
Mopenb pesHaKTMeHTa, BbinosHeHHas HUHbo ae Anbye (2020)Y

HinHbO e Jnbye, CTpeMsich CO3AaTh ayTEHTUYHYIO BEPCUIO, TEM HE MeHee
oTMeYas, Y4To «noaTuyeckne Metadopsl [X. Banb aens Omapa. — O. K.] HeBO3-
MOXHO BOMNOTUTH B PeanbHOCTb, MO3TOMY § CAenan CBoOOAHYIO NHTeprpe-
Taumo» (Museo Nacional Centro de Arte Reina Soffa, 2020, p. 3). Hanpumep, oH
BK/IOYMI B UHCTANALMIO MY3bIKY MO CBOEMY YCMOTPEHWIO, B T. Y. 1 COBPEMEHHbIe
3CTpagHble Menoamn, a Takke oopMumn AM3aliH 3aHaBeca.

MockonbKy X. Banb gens OMap AeMOHCTPUPOBan CBOI0 paboTy B 3a/1e K1HO-
TeaTpa, HVHbBO fie 3nb4e NOCTaBMA OKONO OAHOM CTeHbl 4Ba psiaa Kpecen. Ho oH
paccyuTbIBan, 4TO noceTuTenu byayT XoAnTb Mo 3any. [oceTuTenu AencTau-
TeNbHO 00bIYHO hnaHMpoBanyi No 3any 1 CMOTPENU HaBepX, Ha AVHAMMUKU-IO-
CTPbl, OTKyAa pasfasaniCb ronoca v My3blka.

[1py BXOAE B 32/ 1 NO NEpUMETPY NoMelleHns HiHbo ae 3nb4e pacno-
NOXWN 3aHaBecC 13 NA0THOW TKaHK, MOXOXel Ha robeneHsl, 1 TOACTbIe WTOPbI,
XapaKTepHble /15 MOMNE3HbIX 0ULManbHbIX MHTEPbEPOB 3noxu ®. dpaHKo.
B coveTaHuyM CO CBETOBbLIM AM3aMHOM UHCTaNNSUMK, HANOMMHEIOWMM OrHY
ApMapoYHbIX NaoWaaen NocNeBoeHHoM Vicnannm, BOCNpUATYE 3BYKa KOHTeK-
CTYanv3mpoBanoch v OCYLLECTBASNOCL 3pUTENSIMU B MPOCTPAHCTBE UCTOPUYe-
CKOW NamsaTu.

MpeanoxeHHbli HUHBO ae 3nb4e pUCYyHOK 3aHaBeca UANCTPUPOBan
XKN3Hb U CMEPTb KaK aHTUHOMUIO PENMTMO3HOIO CO3HaHMS, O KOTOPOW NoBe-
CTBYeT npowv3ssefeHme. HKHSAS YacTb 3aHaBeca Obia NMOKpbiTa CUMBONMYe-
CKUMM M30DPaXKEHNAMM LBETOB W PaCKMX NTUL, CaJ0BO-NMapKOBOro aHcambns
Anbrambpsl. Mpun BbibOpe Takoro yaopa HuHbo ae 3nbye ncxoamn 13 daxta
4acToro nucnonb3oBanua X. Banb fens OmMapoM 06pa3oB cafjoB Anbramopsl
B CBOMX unbMax. Pexuccep cHA Tpu bunbMa 0 pogHoOM ropofe: «Bubpaumn

T YicTouHuK - m30bpaxernin oM. URL:  https://lluisalexandrecasanovas.com/invisible-auto-
sacramental-museo-nacional-centro-de-arte-reina-sofia-2020 (05.12.2024).
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lpaHaabl» (Vibracién de Granada, 1935), «paHana B 3eprarne Bofbl» (Aguaespejo
granadino, 1955), «[paHapa» (Granada, 1968/74). B BepxHel YacTu 3aHaBeca
HbInK pasmelleHbl abCTpaKTHbIe N300paxeHns SAepHOrO B3pbiBa B MyCTbiHE
Hbto-Mekcuko (CLUA). B vione 1945 roga Tam 6611 MpoBeaeHbl NepBbie SaepHble
ncbiTanvs, a yepes mecsl CLIA noaseprv sgepHor boMbaparposke XMpocumy
v Haracaxu. TakiM 06pa3oM, pYCYHOK 3aHaBeca NoKasbiBan Be KpaliHyvie TOHKM
B CTOPWM YenoBeyecTBa — Palickunii cag u Anokanuncnc (puc. 4, 5).

Puc. 4, 5. PUCyHOK 3aHaBeca B pe3HaKTMeHTe MHCTannauumn
«HeBugumbii Ayto CakpameHTanb» X. Banb genb Omapa, BbINnoSIHEHHOM
HuHbO Ae Inbye (2020)

Pennriostsle 1 CBETCKME KOHHOTaLVM B 3TOM PE3HAKTMEeHTe nepernseTa-
NIVICb, TAKKe CMELIVBANNCH U BPEMEHHBIe M1acTbl. 3pUTent OHOBPEMEHHO BOC-
NPUHUMANU PUTMbI COBPEMEHHOCTY, BU3YarbHble OTChIIKK K 3noxe ®. dpaHKo
1 brbneinckoe NOBECTBOBaHME.

BapuaHT peaHaKTMeHTa, NpeaoXeHHbI X. Busepom (2012)

VicnaHcKkuii ckynbnTop 1 An3aliHep Xasbep Buep (Javier Viver) npepnoxmn
CBOVI BapMaHT pedHakTMeHTa. B 2010 roay OH 3aLuT1A OKTOPCKYIO AMcCcepTaLio
«/labopaTtopuis X. Banb nens OMapa: KOHTeKCTyan13auys ero paboTsl Ha OCHOBE
TEKCTOBBbIX, FPaMUYECKIIX, 3BYKOBBIX MCTOYHUKOB, HaliAEHHbIX B CEMEIHOM apx1Be»
(Viver,2010). B 2012-M Ha OCHOBE 13y4eHHbIX NPy NMOArOTOBKE AVCCEPTaLMM MaTe-
pranos X. ByvBep, Npu y4acTuv NCTOPMKa MCKYCCTBa XaBbepa OpTuca J4arya
(Javier Ortiz-Echagle) 1 coBmecTHO ¢ ApxnBoM Mapun Xoce Banb gens Omap

B ctouHuk  m3obpaxeHns oM. URL:  https://lluisalexandrecasanovas.com/invisible-auto-
sacramental-museo-nacional-centro-de-arte-reina-sofia-2020 (05.12.2024).
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n lorHcano CaeHc fie bypyaral’, pazpaboTtan BapnaHT pe3aHaKTMeHTa, Mony4uB-
Wi HazBaHKe «HesuanmMbln AyTo CakpamerTans. [nadoHryeckoe nocnaHme
[paHanbl. HenssecTtHoe npourssenerue X. Banb gens Omapa (1949-1952)» (Viver,
2012). 3TOT BapMaHT CyLLEeCTBYET TOMNBKO KaK MPOEKT, OH ellle He BOM/IOLLEH B el-
CTBUTENBHOCTb.

X. Brusep oopmMun nHCTannsumio B suae cepsl masHoro sénoka. 3pu-
TeNu AOMKHbI ObINM Pa3MellaTsCs Ha CUeHbsAX BHYTPU chepsl 1 CMOTpeTb
BBEPX Ha 30HY PaY)KKU MHCTANNAUMU-TNa3a Kak Ha IKpaH, Ha KOTOpbIN npoe-
LMPOBaNCh PA3HOLIBETHbBIE CBETOBbIE MOJIHMM; @ 3BYKOBbIE NOTOKW [IOHOCKINCH
V3 YeTblpHaaUaT AUHaMUKOB, PACMONOKEHHbBIX B Pa3HbIX TOUKaX 3TOTO Ma3HOro
sbnoka (puc. 6, 7).

Puc. 6. UHcTannsauusa «<HeBugumbivi Ayto CakpameHTanb» X. Banb genb Omapa.
Mopenb pe3sHaKTMeHTa, BbinonHeHHas X. Busepom (2012).
BHewWwHMI an3aiiH HCcTanaauun®®

¥ Archivo Maria José Val del Omar & Gonzalo Séenz de Buruaga — cemeiiHblii apxug X. Banb
fens OMapa, opraHv3oBaHHbIV ero fo4epbio Maprieit Xoce Banb gens Omap 1 ee MyxeM [OHca-
no Caenc ge bypyara.

2 YicTouHMK n306paxerns cm.. URL: https://javierviver.com/wp-content/uploads/2018/04/Val-
del-Omar-Autol.pdf (15.03.2024).
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Puc. 7. UHcTannsaumsa «<HeBugumbiii Ayto CakpameHTanb» X. Banb genb Omapa.
Mopenb pesHaKTMeHTa, BbinosiHeHHas X. Buepom (2012).
BHYTpeHHWIA gu3aliH UHCTanAauun®

X. BBep B KOHCTPYKLMW CBOEW BEPCUY PEIHEKTMEHTa BI13yann3nposan
npepctasnenHvie X. Banb aens OMapa 0 TOM, YTO «KMHeMaTorpadu4ecKuii akpaH —
370 60ofbllas ceTyaTKa KoNnekTMBHoro masa» (Val del Omar, 2010b, p. 111).

Takoe B13yansHoe othopMaeHME XyA0KECTBEHHOIO NPOCTPaHCTBa VHCTaN-
nsuUMM No3BoNKUNO X. BuBepy co3faTh He NPUBA3aHHYIO K UCTOPUYECKOMY KOH-
TEKCTY 30HY VIHTEPNPEeTaLMM NPOU3BEAEHNS 1 AOMKHO BbINO NOMOYb BbI3BaTh
YYBCTBO €AVHEHNS Y 3pUTENEN He TONbKO BCAEACTBIE 1X BNM3KOrO Pacnonoxe-
HUS BHYTPW cepsbl, HO 1 Bnarofapst accoumaumnm y 3puTeneit akpaHa-paayKKm
VHCTaNNSLUMN C KOMNEKTUBHbBIM [a30M.

CPABHUTE/IbHbIA AHANN3 [1BYX BAPUAHTOB PESHAKTMEHTA

MpoeKT H1HbO A€ INbYE MOXKHO OXapakTeprn3oBaTb Kak MCTOPUYECKYIO
PEKOHCTPYKLMIO, MPOeKT X. BuBepa — Kak MeAnTaTUBHYIO penpeseHTaumnto. Bos-
HMKAET BONPOC, KakM 06pa3oM 3TH pa3Hble BapuaHTsl hopManbHOM opraHmn3a-
LMW M30DPaXEHNI 11 3BYKOB MOIIW BAVSTH Ha BOCIpUSTUE 3puTensaMu anado-
HMYeCKOro 3B8yKOBOMO N0a7

' YicTouHMK n306paerns cm.: URL: https://javierviver.com/wp-content/uploads/2018/04/Val-
del-Omar-Autol.pdf (15.03.2024).
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HiHb0 fe nbye B CBOEM BapyviaHTe pe3HaKTMeHTa MaHnyMpoBan XPOHO-
norvieit, cMelwas 6UBENCKYIO UCTOPUIO C CETOAHAWHMM AHEM: 3pUTenu B1aenn
OAHOBPEMEHHbIE OTChINKN K Pato, anoxe @. PpaHKo, ANOKanMncucy v cospe-
MEHHOCTY. Takaa cTpaTerna noagaep1sanacs cueHapvem X. Bans gens Omapa,
B KOTOPOM Tatoke CMellaHbl BpeMEHHbIe MNacThbl, ¥ CNOCcoOCTBOBaNa Npobyxae-
HVIIO UCTOPUYECKOW NMaMsaTh Yy 3puTenen, AoNoHss ee Kak MUMoNornyecknmm
1 UCTOPUHECKVMY KOHHOTaLMAMM, TaK 11 OTChIIKaMU K Halllemy BpeMeH .

MNpodeccop YHmeepcuTeTa Xuporsl K. Mapao Canbrago, KOMMeHTUpPYs
CTpaTeruio coefiHeHns BPEeMEHHbIX MOTOKOB B Pe3IHAKTMEHTe, CO3[aHHOM
HVHBO ae 3nbYe, OTMETUNA, YTO «3[eCh CKOHUEHTPVPOBAHO 3BYKOBOE, COLM-
anbHOe, 3CTETUYECKOE M MONNUTNYECKOe MPOCTPAHCTBO, KOTOPOE BPOCaeT BbI30B
Halel NaMsTV Ha KONNEeKTMBHOM YPOBHE 1 (...) 3acTaBnseT caylwaTs HacTosllee
13 NPOLWAOTO (...) CAywaThk Hawe Bpems U3 BpeMenn Banb aens Omapa» (Pardo
Salgado, 2022, p. 28).

[NencteuTensHo, ecnv X. Bans Aens OMap coeinHm f1Ba BpeMEH B CBOEM
npou3sseneHiv — MUMONOrMYecKoe 1 BpeMst CBOEM COBPEMEHHOCTH (Nepurof
bpaHkmM3mMa, 1939-1975), To HUHBO fe INbye 106aBuUN TPEThE BPEMS — BPEMS
Halel COBPEMEHHOCTH, TeM CambIM NMPOAOMKNB 3CTadeTy NEPEOCMbICEH NS
BPEMEH, MHMLMMPOBaHHYI0 X. Banb fens OMapoM € MoMOLLbO AnadoHUYecKo
AKYCTUIKIA.

B TakoM BapviaHTe peaHaKkTMeHTa He TOMbKO YBENUYWACS A1anas3oH UHTep-
NpeTaunm 3a CHeT CMEeLleHs TPexX C/I0EB BPEMEHU, HO ¥ TeNeCHble NPaKTUKK
3puTens nony4unu bonblyto ceoboay. HecMOTps Ha TO, HTO B 3a/e Yy CTeHb|
CTOSM iBa psifia CTYNbeB, 3pUTENV CaMi pelany, 4To UM aenats: 6poanTb
no 3any, CTosTb UM CUAETb; 3PUTENN TAKKe MOMK CaMOCTOSTENBHO BbIOPaTh
TOYKy 0b630pa.

BapuaHT pesHaKTMeHTa, NpeanoXeHHblin X. BUBEPOM, NMNLWEH OTCLINOK
K KOHKPETHbBIM VCTOPUYECKUM CODBITUSM, YTO JO/MKHO ObINO CNOCODCTBOBATHL
HonblIEN KOHLEHTPaUMV BHYMaHWS 3pUTeNei Ha TakTuabHbIx 3chderTax ana-
oHnn. bnarogaps adextam pesepbepaLiny, KOTOpbIE OTHETAVBO OLLYLLAITCS
B NPOCTPaHCTBe CHEPUYECKON MHCTANAAUMM, 3pUTENU MOTIM Obl MOYYBCTBOBATb,
KakK 3BYK «OKyTbIBaeT» VX TeNa UAn «OOKUTaeT» VX KOXY.

Pa3mMelleHne 3puTenell Ha onpeaeneHHbiX MecTax BHYTPU MHCTaNAS UMM
(no 3ambicny X. BrBepa, Kaxkablii 3pMTeNs 3aHMMan KOHKPETHOe MEeCTO BHY-
Tpu cdepsl) NprBeno bbl K OrpaHUYeHIio BOIMOXKHOCTY TENEeCHOWN peakumm
¥ NO3BOAMNO Bbl 3pUTENAM COCPEAOTOHMTHCS Ha CBOVIX OUYLLEHWSX, TEHEPHPY-
eMblX 3BYKOBbIMYM NoTOKamK. MofobHas opraHmsaliis NpocTpaHCTBa B coveTa-
HUW CO CBETOBBIMM MMMYABCAMY BHYTPY MHCTANNSUMM AOMKHa Obina NprBeCTy
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K Pa3MbIBaHMIO MPaHWL, MHAVBYAYANbHOCTU, K YCUAEHMIO TMIHOTUYECKOTO
BO30€eVCTBMA 3BYKa, MOMELIAB 3pUTENSM 3aHATb KPUTUYECKYIO PaLMOHaNbHYo
no3nLMio.

* k %

B pesynbraTte NpoBeAeHHOro CPaBHNTENIbHOro aHan3a AByX BapaHTOB
PEe3HaKTMeHTa 3BYKOBOIO MpounssefeHns X. Banb pnens OMapa BbIABNEHO, 4TO
B OCHOBE X TeXaT NCTOPUYECKME 1N PETNTO3HO-KYbTYPHbIE MMd)OﬂOI'eMb\, KOTO-
pble CTaHOBATCA ANd CO3HaHKA 3pweﬂe% KOHCTPYKTUBHbBIMI. Pa3Hble BapnaHTbl
COMPOBOXAEHVA 3BYKOBOIO Mpov3BedeHna padnKanmn3yroT Kake-To 13 MMdDOﬂO-
reM, 4To NpUBOANT K AaMeTpasibHO pasHoMy BO3/:I‘€VICTBM%O Ha 3p|/|Teﬂe|7| N BNN-
A€T Ha Cy6’beKTVIBHy+O X peaKuwto.

Tak, B Mofenn X. Brepa oTpaxeHbl NPOHM3bIBatOWME (DPaHKMCTCKYIO
anoxy (1 oT4acTn TBOpYecTBo X. Banb aenb OMapa) ToTanuTapHble KOHHOTaLUy
(orpaHunyeHmns, hrKkcalus, 3aKpsITOe NPOCTPAHCTBO, KOMNEKTUBKAM 1 T. ). Tex-
HOMOrNst ANaMOHNYECKOTO 3BYKa MOXET ObITb MPOUHTEPNPETNPOBaHA B AAHHOM
CNyYae Kak Bceleno MMMepcrBHas, ONoKMpytoLlas pauuoHansHoe MbllneHue.
MorpyxeHre B 6ecco3HaTenbHoe 3eCh OTOXAECTBASETCS C PaCTBOPEHMEM
B KO/INIEKTMBHOM 3BYyKE Kak CaMOM MPOCTOM NMPOCTPaHCTBE TOTANNTapHOro BCe-
00ULEro NMKOBAHWS.

Mopens HUHbO Ae dnbye npeaocTasnsana 3putensM ceoboay nepemelle-
HMS, BO3MOXHOCTb BOCMPUHMMATb apT-NPOCTPAHCTBO MHCTaNNILUMM KaK CBeT-
CKOE WV KaK CakpanbHoe (Hanpumep, An3alid namn HanoMuHan v LepKoBHbIe
CBETUNBHVIKN U OTHW SPMapPOYHON NAoLaawn), TeM CaMmbiM PENPE3eHTUPOBaNNCh
nunbepansHble KOHHOTaLMK TBOPYeCTBa X. Banb aens Omapa.

[viadoHnYecknii 3ByK B TaKoW MOAeNM CpabaTbiBaeT Kak NepBrvHas 3asBka
Ha Avanor 1 3aMacKMpOBaHHBbIA KOHTPAVICKYPC. 3TO MPOUCXOANT NOTOMY, YTO O6b-
EKTVBHBIN, JOKyMEHTabHbI 3BYK B A41MachOHNYECKOM MPOCTPaHCTBE CO CMellaH-
HbIMI BPEMEHHBIMU MACTaMu 1 BO3MOXHOCTbIO 3puTeneli CBOBOAHO pearnposaTh
Ha npouncxoasiilee bonee SBCTBEHHO AUCCOHMPYET C CyObeKTVBHbIM 3BYKOM. [l1a-
NIOMVI3M \PKe He MPOCTO NMepekoAnpyeT OTaebHble 06pasbl 1 CYMBOIbI, HO U faeT
BO3MOXHOCTb MMETb B 0COOO OPraHi30BaHHOM MNPOCTPAHCTBE PasHble VX KOAU-
POBKM 1 AEKOAMPOBKY, MPOBOUMPYS KPUTUYHOCTL 3puTeneli. /1 B TakoM cryyae
Npou3BefeHIe yxe He MMMEPCHBHO, Ha0OOPOT, OHO BbIBOANT HeCcco3HaTeNbHOe
3pUTenNs K MUPY CO3HaHWS, rae NPOV3BOANTCS BIOOP 3HAYEHMS KaXaoro obbexTa.
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3AK/TIOYEHME

[1Ba Bap1aHTa pesHaKTMeHTa 3BYKOBOIo npounssefeHua X. Banb gens
OMapa NOoKasbIBaIoT, HYTO ero XyAOXKeCTBEHHOe Hacnene He NoAA3ETCa KaTero-
PUYHON MHTEpMpeTaLymn B Ka4eCTBE UAMNOCTPaLMM Kakol-n1bo naeonorun. Kak
noayepkryn /1. Kacanosac bnanko: «<HeoaHo3HavHas durypa X. Bans gens Omapa
He NOMKHa CTaTb epTBOW ynpolleHHoro noaxoaa» (Casanovas Blanco, 2021).
B TBOp4ecTBe X. Banb gent OMapa 0Tpasnanch kak MMMOoNornyeckoe MblluneHmne
1 COLManbHbIN YyTOMM3M 3Mnoxu (hpaHKK3Ma, Tak v CTpeMIEHINE BblpasuTs 0CODbIN
CNOXHBIN KO KYABTYPbI VICMaHnm. 3TOT KOf OKa3blBaeTCs KMBbIM, NPOCTPAHCTBO
1 3BYK NOAAEPKMBAIOT ero MeTamMopdo3bl. B peaHakTMeHTax addeKTBHOMO nNpo-
CTPaHCTBa paHHei MOpMbI 3BYKOBOW MHCTanAsuMu X. Banb gens OMapa MeTamop-
(b03bI 3TV BNONHE yOeanTenbHO MHTEPNPETVIPYIOTCS U KaK NOrPY)KEHNE B INYOUHbI
HeccosHaTeNbHOrO, V1 KaK 3asBKa Ha AManor.

MosyderHble HaMu pesynbTaTsl MPOAYKTUBHbI KaK /s aHann3a cospe-
MEHHbIX 3BYKOBbIX UHCTANSLUMIA U PACKPLITVIS KDUTUYECKOrO NMOTeHUMana pas-
NIV4HBIX HOPM COBPEMEHHOTO VICKYCCTBA, TaK 1 A5 U3y4eHns heHoMeHa CTa-
HOBMEHWs CayHA-apTa v Mena-apTa B MICnanumn B KOHTEKCTe HaUMOHaNbHOM
VICTOPUW U XY[OKECTBEHHON TPAANLIMA. VIHTEDMEAVANbHbI CUHTE3 MCKYCCTB
3N0XM MOAepHa, NpeaBeLaBLnii BO3HVMKHOBEHWE Meava-apTa BO BTOPO NO/O-
BriHE XX BEKa, Obl/ BbISIBIIEH C MOMOLLIBK UHTYUTYBHOMO KOHCTPYVIDOBAHMS HOBbIX
(hOpM BbIpaXEHMS UCMAHCKKUM NMMOHEPOM Meavia-apTa X. Banb aens Omapom
1 0(OPMIIEH B BIfle TEATPANBHOMO XaHPa ayTo CaKPaMeHTaNs Kak BO3MOXHOM
VAeansbHoV opMbl TaKOTO CLHTE3a. B3arMONPOHVIKHOBEHME KyNBTYDHbBIX TPaan-
UMV U HOBATOPCTBa, HeM3bexHoe B NOA0OHbIX NpoeKTax, TpebyeT cneuyviansHblx
VICCNeN0BaHIIA, MEIOLLMX 3HAUNMYHO TEOPETUYECKYIO NePCrexTIBY.
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