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atklati un godigi pasludinatu karu naturalismam maksla, tad mums tam vajadzétu
but dzivam marim, Ro tragedija apjoz sev apkart, lai pilniba noslégtos no realas
pasaules un nosargatu savu idealo pamatu un poétisko brivibu.” !

No gridapaksas nak skana. Divpadsmit skanas Rolonnas veido kori, kas parvietojas
telpa. Si telpa lidzings vietai, ko antikaja teatri sauca ‘orhestra’. Pamatskana
atgadina nazu trisanu. Dzidri skanoSie sprakski ir lidzigi tiem, Rurus sava darba
“(oncret PH” izmantoja Jannis Ksenakis. Konkréta mizika? J3, Si skana atgadina ari
to. Tad atskan dobja elsoSana - smagi, no divpadsmit mutém aukstuma izgrosti
elpas potieni. Skanas ir nekoordinétas un neieklaujas kRopiga ritma, ko rada vazas
kalti katordznieki, lai pastiprindtu savu izturibu. Skiet, Sis Roris ir bezcerigi zudis -
varbit ari tapec, ka tas ir pilniba neredzams, jo Evelina Deicmane to paslépusi zem
sRatuves gridas.

Grida ir ka Pitagora prieRSkars. ApmeRlétdji, ienakot telpd, atrodas Saipus
prieRSkara - tapat ka pirmssokratiska laikmeta filosofu skolnieki, kas $adi, vizualo
Rairinataju netraucéti, varéja sekot priekSlasijumiem. Vinus sauca par
arRusmatikiem - Rlausitajiem. Pitagora macibas turpindt3ju vidi akusmatiki
(at3kiriba no matematiski zinatniska pasaules redzéjuma piekritéjiem) bija tie, kas,
atsaucoties uz skolotaja atklasmem, izvélgjas religiski filosofisko celu.

Ja rungjam par akusmatiku, ir jamin vél kads priekSkars - tas, Ras slépj skanas
izcelsmes avotu un paradas, Rad sakotnéja skana tiek tehniski atveidota, ierakstita
skanu neséja un apstradata. 53 akusmatikas veida (Ras mizikas zinatnes
konteksta ir Ronkrétas mizikas talaka attistiba) pamatideja ir izolét dzirdamo no
redzama. Evelinas Deicmanes darba gadijuma tas nozime, Ra zem gridas atrodas
nevis Roris, bet gan atskanotdjs, kas vairak vai mazak atbilstosi originalam atskano
cilveku smagas elsas.

Skanas izoléSana no redzama izcelsmes avota un tas tehniska saglabasana sniedz
neskaitamas atveides iespejas. Mainot skalumu, skanas atrumu vai augstumu,
izmantojot efektus, ‘pavairojot” skanu ar daudzcelinu ierakstu un citdm metodém,
var radit noteiktu skanas télu. Evelina Deimane - k3 daudzbalsiga kompozicija -
pastiprina divpadsmitkartigi veidoto Ropskanu, Ro rada sniega gurkstésana un
elsas, un 5adi panak to, ka apmeklétajam, t. i., Rlausitajam, rodas sajita, “it ka visu
vina Rermeni parnemtu liels aukstums'. 2

Runa i tiesi par So dramu un to, Ra vispirms bija jaatnem Rorim sakotnéja skana, lai
drama varétu norisinaties. Seit japatur prata, ka Sillers Rora ieviesanu pamatoja ar
kara pasludinasanu naturalismam maksla. Un kada ietekme ir skanas materiala
apstradei, pieméram, samplésanai vai sacilposanai? Kad Sillers raksta, ka Rorim ka
dzivam marim jaapjoZ tragédija, tas ir analogijas - daudzbalsiba un miira uzbive,
mozikas cilpa un mora aplis.
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Sadi apla vido drama norisinds visa sava poétiskaja briviba. Runa ir par dramas
dzivosanu skanas Rora ieskauta telpa. Apmeklétajam, dzivojot So dramu, paveras
divi skatpunkti, it ka vins skatitos pa diviem logiem. Pa vienu redzams sniegputenis,
pa otru - sniega Rlajums, no kura ara régojas iestigusu cilvéku galvas. Tas, ko
redzam, ir vizudls, no sakotnéja skanas notikuma atdalits elements. Nezinamas
izcelsmes skanas ieskauta telpa redzami mémi atteli. To izkartojums lidzings abam
par parodu sauktam antika teatra ieejam, kuras atradas iepretim skatitaju tribiném
un pa kuram koris devas uz orhestru. Saja sakariba rodas vél citas asociacijas, proti,
ar Roristu skaitu (aika perioda pirms Sofokla koristu skaits bija 12), ka ari
tragedijas kora garajiem baltajiem térpiem, Ras atsedza tikai koristu galvas.

Abi videodarbi ir vizuali “preparati”, kas, tapat ka skana, tapusi tehniska procesa.
Péc sakotneja dzirdama un redzama notikuma videoierakstiSanas materials tika
apstradats - montéts un sacilpots. AtSkiriba no skanas un sajitu tisas sinestézes
instalacijas vizualajam elementam ir cita nozime. Tas darbojas paraléli, bet
neatRarigi un akcenté atsvesinatibu, Ras apzinati jau radita, tehniski saskaldot
sakotnéjo dzirdamo vai redzamo notikumu.

Saja atsvesinatiba dramas protagonisti, proti - apmeRIétaji, var pilniba iedzilinaties
sevi, t. i, vini var eRsistenciali piedzivot to, Ra zaudéjusi siltumu, tuvibu un
harmoniju. Ta ir Evelinas Deicmanes dramas galvena ideja, jo Seit nav nepartrauktas
darbibas un logiska notikuma. Tas ir situdciju tedtris, kas galvenokart piedava
nodoties pardomam un $adi lidzinas absurda teatrim. Ari Seit, tapat ka absurda
teatri, netieR ievérots laika, telpas un darbibas vienotibas princips. Pat dramas
saikne ar ‘Seit un tagad” Skiet trausla, jo ierakstito skanu un uznemto attélu tacu
var parvietot Iaika un telpa ka mainigus lielumus.

Aukstuma, posta un grituma pamatsajita dominé ari otraja Evelinas Deicmanes
darba dala - absurdi liela, no vairakiem zobratiem veidota konstrukcija, kas darbina
skanuplasu atskanotdju un Ram pakartots videodarbs. Izkartojums paver celu
apmeRletajam, tacu Sim celam nav nedz sakuma, nedz gala. Nemitiga nonem3anas
ar sniega bumbas velSanu, lidz bumba Rluvusi tik liela, ka vairs nav izkustinama pat
ar vislielako piepdli, Skiet veltiga un skaidri norada uz mitu par Sisifu.

Kas tas par mocibam, postu un cieSanam? Kadeé| Sis gritibas? Kada tam jéga? K3
atbildi uz to izmantosim citatu no Albéra Kami esejas “Mits par Sisifu": "‘Absurdam ir
Jéga vienigi tad, ja tam nepiekrit.” 3

*Schiller, Friedrich v. Uber den Gebrauch des Chors in der Tragodie. In: Die Braut von Messina
Munchen, 1966, S. 474.

* (it. no Evelinas Deimanes darba skices “SoundSnow” (Riga, 2009).

*Kami, Albérs. Mits par Sisifu. No francu val. tulk. Skaidrite Jaunardja. Riga: Jumava, 2008, 42. Ipp.
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Contemplations about Evelina Deicmanes work “Season Sorrow”

“The introduction of the chorus would be the last, the crowning step; and if it
only served to openly and honestly declare war upon naturalism in art, to us it
should be a living wall which tragedy draws around itself in order to close itself
off completely from the real world, and to maintain for itself its ideal ground, its
poetic freedom.” !

Sound comes from beneath the floor. Twelve sound columns form a chorus which
1s moving around the room. The room resembles a place that was called orches-
tra in the Antique Theatre. Key tone is formed by a sound akin to whetting the
rnives. Clear crackling noise is similar to sound used by lannis Xenakis in his
worR “Concret PH". "Musique concréte”? Yes, that sound reminds of it, as well.
Then one can hear hollow wheezing, as if coming from twelve mouths whilst
breathing out in cold. The sounds are uncoordinated and fail to form a united
rhythm that is intoned by a chain gang in order to maintain their perseverance.
This chorus seems to be irredeemably lost, possibly due to being completely
invisible, as Evelina Deicmane has hidden it underneath the stage floor.

Floor is like the curtain of Pythagoras. Visitors find themselves to be on this side
of the curtain after entering the room, just like students of pre-Socratic philoso-
phy who thus were able to follow the lectures without being distracted by visual
stimuli. They were called acousmatics - listeners. Among those who tried to
continue pursuing the tradition established by Pythagoras, acousmatics were
the ones to abide by the teachers revelations and choose a religiously
philosophical path, as opposed to followers of a scientifically mathematical world
outlook.

As regards acousmatics, another curtain is present here. This curtain hides the
source of the sound’s origin. This happens when the original sound is technically
reproduced, recorded on tape and processed. This form of acousmatics, which is
a further development of “‘musique concréte” in the context of music science, is
based on the separation of image and sound. With regard to Evelina Deicmane’s
work, it means that, instead of a chorus, there is record player underneath the
floor which reproduces the heavy breathing of the people more or less like the
original.

Separation of sound from its visible source of origin and technical storage
thereof provides countless possibilities in reproduction. It is possible to create
certain sound images by means of adjusting the volume, speed and tone pitch of
the sound, using effects, varying the sound through multitrack recording and
other methods. Using a polyphonic composition, Evelina Deicmane reinforces the
Interplay of the sounds of crunching snow and breathing, created by effort of the
twelve, thus attaining that the visitor, i.e., listener is taken over by the feeling
‘as if severe cold takes over his body". 2
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This particular drama is being addressed here, along with the necessity to deprive
the chorus of its initial sound before the drama can commence. It must be noted
that Schiller substantiated introduction of chorus with the necessity to declare war
upon naturalism in art. And what influence does processing of the sound material
have, for instance, sampling and loop? When Schiller says that the chorus should be
a living wall which tragedy draws around itself, he speaks of analogies, namely,
polyphony and a wall-type structure, loop and a circle wall.

Thus, in the middle of the circle, overwhelmed by its poetic freedom, the drama
goes on. It is about living the drama while being surrounded by the sound
chorus. Two viewpoints are revealed to a visitor who lives that dtama. It is as if
looking through two windows. Snowstorm can be seen through one window, the
other one shows a snow plain with human heads sticking out of it. One sees a
visual element separated from the initial sound event:The room surrounded by
sound of unknown origin hosts silent images. Their arrangement resembles both
entrances in Antique Theatre, called “parodos’, which were situated in front of
the auditorium and used by the chorus to enter the “orchestra”. Other associa-
tions arise in this regard, namely, the count of chorus members (it was twelve
during the period before Sophocles) and long, white robes of tragedy chorus
members that uncover only their heads.

Both videos are visual compounds that, along with sound, are the outcome of
technical processes. After recording the initially audible and visible event on
video, the processing steps were taken - cutting and looping. In contrast to
synesthesia of sound and feelings, the visual element of the installation bears a
different significance. It exists in parallel, although on its own, and accentuates
the issue of “alienation” that has been provoked intentionally by means of
technical fragmentation of the initially audible and visible event.

Protagonists of the drama, namely, visitors can fully withdraw into themselves,
le., they can have an existential apprehension about the loss of warmth,
intimacy and harmony. It underlies Evelinas Deicmane’s drama because there is
Neither a continuous plot nor a logical event. It is a theatre of the situation, and
it provides reflections, therefore it is like the Absurd Theatre. The classic catego-
ries of drama - time, space and plot uniformity - are not observed here, just like
in the Absurd Theatre. Even the dramds connection with Here and Now seems to
be fragile, since the image and sound records can be relocated in time and space
as variables. |

Basic feeling of cold, distress and hardship is also a dominant feature in the
second part of Evelinas Deicmane’s work - an absurdly large gearwheel mecha-
fism made of multiple parts which drives a vinyl record player, the latter being
-arranged in parallel with multiple video projections. The arrangement clears the
‘way for the visitor, but this route has neither beginning nor end. In the endless
recurrences of rolling the snowball until it is so big that, despite the biggest
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effort, it cannot be moved, lies the futility which clearly refers to the myth of
Sisyphus.

What is this menace, distress and ordeal? Why is there this hardship? What
sense does it make? The answer can be found in the essay by Albert Camus “The
Myth of Sisyphus™: “The absurd has meaning only in so far it is not agreed to.” *

* Friedrich Schiller On the Employment of the Chorus in Tragedy, from “The Bride of Messina’, translated by
George Gregory, FIDELIO Magazine, Vol Il, No. 1 Spring 1993.

* Evelina Deicmane, quotation from the project outline SoundSnow, Riga, 2009.

* Albert Camus The Myth of Sisyphus, translated by Justin O'Brien, published by Vintage International,
USA, 1991, p. 31.

Eckernfdrde, April 2009.




