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ABSTRACT
This comparative study examines the scores for two theatrical productions
of the play Mister Dolar, the first of which premiered at the Yugoslav Drama
Theatre in 1973, and the restaged production at the Belgrade Drama The-
atre (1997). The two productions are rare examples of an almost identical re-
staging with minor changes (different casts, theatres, and musical authors),
which aimed to re-examine the themes of greed and hypocrisy in this play
by Branislav Nusi¢ (1864-1938) within a new social context. The aim of this
paper is twofold: firstly, to understand the peculiar position of the musical
collaborator in the process of staging the play, and secondly, to examine how
music helps communicate the identity transformation of one of the char-
acters, the waiter Zan/Jovan Todorovi¢. To achieve this, the author applies
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the reconstructive-analytical method to the available documentation on the
aforementioned productions.

Keyworps: Miroslav Belovi¢, theatre music, Branislav Nusi¢, Yugoslav Dra-
ma Theatre, Belgrade Drama Theatre

ATICTPAKT

Y 0B0j KOMIIApaTMBHO]j CTYAMjM pa3MaTpa ce My3MKa y BeMa II030PULIHUM
npojyKuujama npejcrase Mucitiep gonap, xoje je pexxupao Mupocnas be-
nosuh - npemujepa, urpana 1973. roguHe y JyrocioBeHCKOM JpaMCKOM II0-
30pHUILITY ¥ OOHOBJ/bEHA MOCTaBKa 13 1997. roguue y beorpajckoM apam-
ckoM nosopuuitry. Ped je o jefHOM 0Off peTKMX IpyMepa IIOHOBHOT u3Bohema
IIpefcTaBe ¢ MabUM M3MeHaMa (IOIyT APYyror ITyMayKor aHcaM6/1a, 11030-
PMINTA, KA0 ¥ My3MYKOT CapaJHIKa), C HAMEPOM JIa Ce Y HOBOM JIPYLITBEHOM
KOHTEKCTY IPEeNUCIINTajy TeMe IOX/IeNe U JMUIleMepja U3 JFPaMCKOT TeKCTa
Bbpanncnasa Hymmha (1864-1938). [IBa cy 1jusba 0Be CTyAuje: IPBU je pasy-
MeBame CHelIYHOCTI IT03UIIje MY3MYKOT CapajjHKa y IIpoLecy paja
Ha ITPeJICTaBI, a APYTH je MAeHTUDNKOBabe Ha4lHa Ha KOjJ My31Ka Iocpe-
Iyje upeHTUTeTCKOj Tpancdopmanyju kenHepa yKana/Joana Togoposuha.
VctpaxkuBamy je NPUCTYI/bEHO MPUMEHOM PeKOHCTPYKTMBHO-aHa/IUTHY-
KOT METO/IA Ha JJOCTYIIHY JOKYMEHTALM]y O HaBEeHVM PO YKIMjaMa.

Kamy4aHE PEYM: Mupocnas benosuh, mysnka y nosopuiry, bpanucnas Hy-
ih, JyrocnmoBeHcKo IpaMcKo 1o3opuinTe, beorpasicko ipaMcKo Io30puIITe.

INTRODUCTION

The subject of this study is the scores for two Mister Dolar [Mister Dollar]
theatrical productions directed by professor, director, writer, and actor Miroslav
Belovi¢ (1927-2005), the first of which premiered on April 27, 1973, at the Yu-
goslav Drama Theatre (Teatroslov n.d.-c), and the second premiered on Febru-
ary 22, 1997, at the Belgrade Drama Theatre (Teatroslov n.d.-d). With his usu-
al satirical genius, in this play, the playwright, novelist, journalist, and diplomat
Branislav Nusi¢ documents and investigates the behaviors and characteristics of
the patrons of an elite club. The play, which director Belovi¢ brought to the stage,
has lost little of its appeal or relevance with the passage of time.

The aim of this article is twofold. First, it aims to explain the peculiar po-
sition of a musical collaborator working on a play. In the first production, the
composer Vojkan Borisavljevi¢ composed the musical score; in the restaging
(Novakovi¢ 2025, 270) of this play, the musical numbers were selected by the
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sound engineer and music designer Zoran Jerkovi¢, who was guided by the di-
rector’s and former composer’s vision of the soundscape. Secondly, the paper
seeks to trace and identify how music mediates the identity transformation of
the play’s protagonist, the waiter Zan/Jovan Todorovi¢ [Jean].

In my doctoral dissertation, I analyzed the 1997 version of Mister Dollar (No-
vakovi¢ 2025, 269-281). Here, I add some new findings by comparing the more re-
cent version (with minor revisions) with the 1973 version, as these particular the-
atrical productions have never been researched before. Belovi¢’s books Rediteljska
dilema [The Director’s Dilemma] (Belovi¢ 1986), Umetnost pozorisne rezije [The
Art of Theatre Direction] (Belovi¢ 1994) and Kako se stvara predstava [How to
Make a Theatre Play] (Belovi¢ 1997), present the basis of my analysis and are in-
cluded in my reconstructive-analytical method (Novakovi¢ 2025, 30-55). I intro-
duced this method in my doctoral dissertation on incidental music in Belgrade
theatres at the turn of the twenty-first century. It relies on reconstruction as the
foundation for recreating the theatrical context in which music exists and oper-
ates. The method draws on Michel Foucault’s notion of the document, which “was
always treated as the language of a voice since reduced to silence, its fragile, but
possibly decipherable trace” (Foucault 1972, 6). To find and hold on to this deci-
pherable trace, in this case a theatrical production, I reconstruct it using available
documents (audiovisual material, scripts, directorial notes, stage directions, pro-
grams, scores, and other types of archival documentation). Once the reconstruc-
tion is completed (to the extent that it can be completed), auxiliary theories and
concepts, often required by the material itself in the case of incidental music in
theatre, are needed to interpret the corpus of the documents gathered, organized
and selected during this phase. These are necessary if one is to understand the rea-
sons behind particular ways of functionalizing the music in the soundscape of the
theatrical production in the director’s pursuit of a particular result. These theories
and concepts in regards to the case studies in my doctoral dissertation included:

1) musicality dispositive and in particular, intermusicality as a vital part of
this dispositive, as proposed and developed by David Roesner (Roesner 2014);

2) Erika Fisher-Lichte’s history of events/event-ness (Fischer-Lichte 2014,
41-42);

3) classification of didascalia [stage directions] introduced by Sava Andelkov-
i¢ (Andelkovi¢ 2022);

4) Bolter and Grusins remediation (Bolter and Grusin 2000) and Vesna
Miki¢’s musicological view of the concept of remediation (Miki¢ 2014, 28-33)
(more in: Novakovi¢ 2025, 6), included because several composers whose music
I analyzed in the dissertation reused and repurposed musical material that was
once part of the theatrical production in pieces for the concert stage.

To demonstrate the adaptability of my reconstructive-analytical method for
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this particular article, the contents of this methodological “toolbox,” as it were,
are tweaked slightly and include: a) musicality dispositive and intermusicality; b)
history of events/event-ness and classification of didascalie. Furthermore, I utilize
Belovi¢s books (and interviews) as documents that can reveal how he under-
stands Nusi¢ and help reconstruct the theatrical productions from an insider’s
perspective. It is also important to note that Belovi¢ did not devise (nor did he
aspire to develop) a specific theoretical or methodological framework for a deep
understanding of Nusi¢’s Mister Dollar. Rather, he performed an analysis that
would function as a “blueprint,” a collection of profound insights and observa-
tions on the piece that would bring the future staging he has envisioned to life.
Belovic¢’s analysis of Nusi¢’s work and, in particular, the nature of the characters
who inhabit Nugi¢’s world, shows remarkable precision and attention to detail
in preparing the play for the stage. In addition to the director’s notes, this study
draws on his press interviews and reviews by critics who recognized the essen-
tial role of music in Belovi¢’s stagings. When it comes to audiovisual material, I
rely on video recordings of the 1973 (RTS Kulturno-umetnicki program 2017a)
and 1997 (RTS Kuturno-umetnicki program 2017b) performances, both avail-
able online. The analysis takes into account Nusic’s stage directions, in which he
suggested specific dance forms and music genres, as they reveal what the play-
wright considered to be the tastes and preferences of the morally corrupt elite,
simultaneously (intentionally or not) documenting the era’s Zeitgeist. All in-
sights harvested from this corpus of material are then subjected to the recon-
structive-analytical method, enabling an in-depth understanding of the vital
role of music in these theatrical productions.

RE-STAGING, RE-ENACTMENT, DIRECTORIAL RECONSTRUCTION...
RE-SOUNDING?

In any discussion of a restaging or re-enactment of a play, it was important
to include the theoretical insights of the director Patrice Pavis (Pavis 2021, 294)
in the researcher’s methodological toolbox. Pavis distinguishes between a reviv-
al and a reconstruction of a stage production, underlining that a revival is “the
continuation of a mise en scéne after a more or less long interruption, with the
same or different actors. In theatre, a revival is common [...]” (Pavis 2021, 294).
However, he also notes:

The reconstruction of a performance is, given its difficulty, something excep-
tional. Reconstruction arises from very strong motivations: an anniversary or
celebration, the desire to make known to new generations a work that marked
its time, whose aesthetic shaped an entire school, or, on the contrary, one that
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has never been surpassed. This is the case of Einstein on the Beach, Robert
Wilson’s performance, which was created for the Avignon Festival in 1976 and
reconstructed in exactly the same way in 2013, by the same artist, but with
new actors-performers (Pavis 2021, 294).

To emphasize the point he is laboring towards, Pavis also brings the viewer
into this equation as a valuable recipient of this reconstructed performance. The
viewers who had the opportunity to experience the previous staging do have the
ability to judge the reconstructed performance more strictly, accepting or reject-
ing the new version. In his observations on reconstructed performance, Pavis
does not, however, elaborate on one important element that is always subject to
change, irrespective of whether a certain performance was reconstructed to the
highest degree of accuracy or merely offers some preliminary insights: sound in
theatre (Pavis 2021, 362). He explains:

In the theatre, sound is never pure music. [...] In theatre, sound is always im-
bued with precisely what its public manifestation seeks to spirit away: the cor-
poreality of the performers, the unpredictable circumstances of the perfor-
mance, the more or less noisy and physical attention of the listeners. Together
with this sonic apparatus comes the entire visual apparatus: their acting, the
ballet of their moving bodies. This choreography of bodies, shapes, colors and
lines gives sound its color, its identity. It welcomes all sonorities, all noises
(Pavis 2021, 362-363).

The sound in a reconstructed performance is the only element defying con-
stancy and accuracy. In view of this, had Belovi¢ demanded from his musical col-
laborators a verbatim copy of the first staging’s soundscape or managed to find ev-
ery single musical number he once used, he would have still failed to reproduce
the sound of the original staging: he would not have been able to reproduce the
sounds made by the audience, the rustling of the evening gowns worn by the danc-
ing actors, the laughter of the audience and so on. In addition, the sound layer of
the latter 1997 staging of Mister Dollar includes tracks not featured in the original
performance, which were inserted as a modern element to make the play more fa-
miliar to a contemporary audience. Alternatively, these tracks may have been used
as replacements for the musical numbers Jerkovi¢ was unable to find. The insertion
of modern musical elements familiar to a more contemporary audience showcas-
es Belovi€’s intention to reexamine the play from a new angle while still drawing
on the “updated,” refreshed, and more polished world of the previously conceived
staging (Novakovi¢ 2025, 270). This re-enactment (Novakovi¢ 2025, 38) can be un-
derstood as “an interpretative gesture that never produces a real repetition, but al-
ways an opening of meaning, a variation that denies the action of merely copying”
(Sacco 2022, 131-132). With this in mind, we are to conclude that through this
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“variation on a theme,” Belovi€’s restaged performance allowed Nusics text to ad-
dress a new audience in a new cultural and socio-political context. Of course, there
may have been other reasons to restage the play, possibly of an economic or artis-
tic nature, and in particular, the director’s right to revisit a work from his oeuvre
(Hamon-Siréjols 2008, 307) and revise the dramatic flow.

NuUSIC’s MISTER DOLLAR

Branislav Nusi¢ explained in a press interview that his intention with this
play was to ridicule people rather than “to make them laugh. If a scene, situation,
or word does cause laughter, it will not be the same kind of laughter as in Gos-
poda Ministarka [The Cabinet Minister’s Wife]. There is even bitterness in Mister
Dollar...” (D. and Nusi¢ 1932, 7). This bitterness comes from Matkovié, a mem-
ber of the wealthy elite club “Rolls Royce,” who decides to undertake a social ex-
periment to test the hypocrisy of his fellow club members because his marriage
with the President’s daughter was thwarted by a wealthier gentleman. Matkov-
i¢ chooses the waiter Zan (Jean, with the French pronunciation used in the Ser-
bian original) as the guinea pig for this social experiment and fabricates the sto-
ry that Jean inherited a fortune from a cousin in America. To successfully put his
plan in motion, Matkovi¢ provides the naive Jean (oblivious to Matkovic’s ploy)
with the comforts and skills of an affluent gentleman, leading him to believe his
life has changed for the better. The club members start treating Jean as a person
of consequence: the gentlemen rush to get acquainted and befriend him, and the
ladies court him; Jean himself behaves differently, at times overwhelmed by the
sudden privilege. At the last moment, however, Matkovic¢ takes it all away, reveal-
ing Jean’s true net worth and proving his point that greed and hypocrisy know
no bounds and that he himself is part of this hypocritical self-proclaimed elite. In
this dramatic work, there are thirty-seven characters (including minor roles, e.g.,
unnamed guests, journalists, reporters and others [Nusi¢ 1960, 7-8]) who form
various groups, the largest being the group of elite members. As Svetozar Rapaji¢
remarks, none of these characters are individualized, having no unique identities
or biographies and, in many cases, no personal names either (Rapaji¢ 1998, 90).
Of course, this led Belovi¢ to make necessary adjustments, revisions, and cuts
while preparing the play for the stage. The director chose to highlight particular
characters (Matkovi¢, Jean, Advisoress with a Reputation, Marishka...), which
will be addressed in more detail in the following analysis.

This bitterness and “unfailingly satirical undertones” (Belovi¢ 1986, 265) piqued
the director’s interest. During his career, Belovi¢ staged Nusics plays several times
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— Mister Dollar (the two productions under discussion), Gospoda Ministarka," Ujez
(or The Society of Emancipated Women of Yugoslavia),> Vlast [Power],’> and Ne oca-
javajte nikad [Never Despair (Teatroslov, n.d-d].* However, the available sources fail
to mention that Belovi¢ had previously directed OZalos¢ena porodica [The Grieving
Family] in Russia in 1964 at the Mossovet Theatre in Moscow, which the director re-
vealed in an interview for the show Medu nama: Miroslav Belovi¢ [Among us: Miro-
slav Belovi¢] (RTS 3 2017) in 1992 and had previously written about in his book The
Director’s Dilemma (Belovi¢ 1986, 265). With its broad spectrum of interpretations,
Mister Dollar captivated Belovi¢, who noted:

What has drawn and continues to draw me to Mister Dollar is, above all, the feel-
ing that the theme of this comedy is extremely topical, allowing both the actors
and the director to express their sharp observations about the ever-lasting nature
of human greed, stupidity, and crudeness. Sometimes it seems to me that those
ridiculous parvenus from the pre-war Belgrade elite club still play their gro-
tesque games [...] once we get to the essence of the comedic approach, the work
sounds modern even though it harks back to a bygone era (Belovi¢ 1986, 263).

The play draws its lasting relevance from its focus on a persistent human
trait, an unsolvable social problem. In his plays, Nusi¢ “touches upon such prob-
lems, but does not attempt to solve them” (Kulundzi¢ 1965, 201). As playwright,
theorist, and director Josip Kulundzi¢ (1899-1970) noted, Nusi¢’s intention is to
observe a particular problem, ridicule it, and subsequently prompt the audience
to think about it rather than to solve it himself. This is precisely what drew Be-
lovi¢ to restage the play in 1997.

BELOVIC’S SOUNDSCAPES AND MUSICAL PHYSIOGNOMY

Other authors and critics have also noted Belovi¢s close and thoughtful ap-
proach to music in plays. His productions were praised for their musical char-
acteristics such as rhythm, spontaneous flow, and harmonious tone. As Mu-
harem Pervi¢ observed, “Miroslav Belovi¢ knew how to strip Nusis text of
didacticism, sentimentality, and verbosity, and frame it in a stage vision that

! Premiered in 1980/1981, Marin Drzi¢ Theatre, Dubrovnik, Croatia (Milinéevi¢ 1995, 109).

2 Premiered in 1982, at Mossovet Theatre [Tearp MoccoBera], Moscow, Russia (Belovi¢ 1994, 259).
* Belovi¢ adapted and directed the play at the Slovenian National Theatre in Trieste (Rapaji¢
1995, 137), which later had another premiere on December 23, 1990, at the “Tosa Jovanovi¢”
National Theatre in Zrenjanin.

* Premiered on April 10, 1992, at the Yugoslav Drama Theatre in Belgrade, followed by another
restaging on October 5, 2008, at the National Theatre in Ni§ (Teatroslov n.d.-a).
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makes Mister Dollar shift towards a musical-revival comedy, spilling into cho-
reographed movement, acting, music, costume, “style,” pose, manner, and the
spirit of the era, which would have been much more difficult to express verbal-
ly” (Pervi¢ 1995, 90). In addition to noting that Belovi¢’s “direction had its own
precise and characteristic musical physiognomy, conceptually well-thought-out
and effectively implemented in the play;” Svetozar Rapaji¢ (Rapaji¢ 1995, 136)
added: “When we consider the play Mister Dollar and its structure, it is quite
possible to find parallels with the structure of the Baroque suite of dances, albe-
it its Balkan variant, which suffused this formal perfection with humor and co-
medic effect” (Rapaji¢ 1995, 137-138). There was good reason to highlight these
qualities, as the director himself wrote and reflected on the directing choices
that were important to him:

[...] Music will play a prominent role. It is dance music from the thirties, but
it also plays during greetings and highlights toasts [...]. It will also accompa-
ny the singing of the schlager in the third act. The first schlager will be sickly
sweet, romantic, both the words and music, really kitschy. The second schlager
will be in honor of the newly minted millionaire, and a choir will accompany
Mrs. Model Patu. The music should also accompany the interlude scene with
the journalists, and at the end of the comedy, when all the decorations fall, to
give a strange intonation to the finale of Nusi¢’s cheerful dance. This music
should Hawaiianize the drooling Argentine tango and give a humorous note to
the choreographic numbers of the foxtrot and English waltz. I would prefer to
have a live orchestra, but after the bitter experience’® with the play How Judas
Betrayed Christ (where I was denied live music for financial reasons), I doubt
that I will be able to get musicians and will be forced to record the score (Be-
lovi¢ 1986, 270-271).

Reflecting the blueprint outlined by the director in this statement, Mister
Dollar’s musical physiognomy is presented here in a comparative table of mu-
sical plans of the two productions, which allows us to consider the score, con-
sisting of original and archival tracks in the first production and solely archival
tracks in the second production (Table 1).

In both productions, the musical soundscape includes musical numbers of
various local and international genres, functionalized here as a materialization of
the identity and ideals of the bourgeoisie, the new elite. Notably, music is signifi-
cantly more present in the first production, which is much richer in choreogra-
phy. It is of no surprise, then, that the viewers and critics recognized a theatrical

® This refers to the director’s failed attempt to record the composer Enriko Josif’s music for Kako
je Juda izdao Hrista [How Judas Betrayed Christ], which premiered on October 13, 1972, at the
Yugoslav Drama Theatre in Belgrade due to financial constraints (Novakovi¢ 2026).
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performance that borders on a musical. Belovi¢’s and Borisavljevi¢’s latter expe-
rience with musicals, such as Ljubavno pismo [The Love Letter] (Terazije Theatre,
1982) and Prica o konju [The Story of a Horse] (Terazije Theatre, 1985) (Borisav-
ljevi¢ 2018, 163), helps explain the director’s insistence on involving choreogra-
phers in his productions to achieve coherence and synergy among all theatrical
elements. Belovi¢ often collaborated with the renowned ballerina and choreogra-
pher Lidija Pilipenko (cf. Jovanovi¢ 1995, 293), suggesting that the director saw
movement as an integral component of theatrical dramaturgy. The choreogra-
pher was particularly important because, in shaping the musical structure of the
production, Belovi¢ was mindful of the dance genres Nusi¢ indicated in his text,
directing the reader to discreet dances and music that would not interfere with
the dialogue between the characters in the foreground (Nusi¢ 1960, 9). Since the
plot takes place in an elite club where its affluent patrons find entertainment in
games, cards, and drinking, Nusi¢ specified the foxtrot (Nusi¢ 1960, 17) and tan-
go (Nusi¢ 1960, 21). These dances were popular in the 1930s and typical of the
bourgeoisie, when Nusi¢’s Mister Dollar premiered on the evening of September
16, 1932, directed by Josip Kulundzi¢ at the National Theatre in Belgrade (Teatro-
slov n.d.-b). Belovi¢ understood that this play required other musical numbers
that could easily be found in the musical repertoire of the period’s popular music.
Aiming to give his staging a lighthearted, comic note, Belovi¢ opted for Charles-
ton, foxtrot, and the Lambeth Walk (Belovi¢ 1997, 93), along with popular Ser-
bian music from the interwar and post-war periods (Schlager; old urban music
as a thread of tradition [Tomasevi¢ 2009; Dumni¢ Vilotijevi¢ 2019]). These songs
are at the forefront of the musical layer of these productions.

One of the significant differences (besides the different cast, which natural-
ly stems from the production being staged in a different theatre) is the presence
of arias from popular opera works, such as the Habanera from Georges Bizet’s
Carmen (1875) and Un bel di’ vedremo from Giacomo Puccini’s Madame Butter-
fly (1904), which is diegetically® performed by the Advisoress with a Reputation
in the 1973 production. There is also the folk song Sojcice, devojcice [Pretty Girl],
which the waiter Jean excitedly hums while doing what he does best — waiting in
Matkovi¢’s apartment, regardless of his newfound wealth and status.”

In the later reading, Belovi¢ highlighted the enduring nature of greed by
the anachronism of the musical numbers and the actors’ costumes, which clash

¢ The term diegetic refers to the numbers that are sung by actors on the stage and occur within the
plot (McMillin 2006, 103), with the sound coming from the stage. These diegetic numbers (McMillin
2006, 103), as Scott McMillin terms them, are relevant for the soundscape of the production.

7 This is an example of a song functionalized as a fleeting musical moment that refers to character’s
brief emotional state of excitement and it is not of greater importance in the case of this particular
dramatic situation, which is confirmed by the fact this song does not reappear in 1997 production.
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with the stage design of the modern club. Belovi¢ did not include this anachro-
nism in his previous version of the play, which is why it has a more potent ef-
fect in this case.

In representing the mentality of this selected group of people, Belovi¢ choos-
es to create a setting characterized by motoric activity for Nusi¢’s play. The simul-
taneous unfolding of several performative layers (dance, speech, laughter, the
entry and exit of dance pairs) results from his decision to make the ensemble
(vividly described as Nusic’s choir [Belovi¢ 1997, 106]), the principal bearer of
dramatic action. This idea stemmed from Belovi¢’s reliance on Josip Kulundzic’s
principle of action groups (Kulundzi¢ 1965, 205). As Kulundzi¢ pointed out, in
Nusi¢’s comedies, the focus is on the social milieu, represented not by one dis-
tinct character, but by an ideologically interconnected ensemble of characters,
who collectively act and behave as one person or hivemind and target a “com-
mon enemy” (Kulundzi¢ 1965, 205). This common enemy, the threat to the sta-
tus quo this ensemble of characters uphold, is “the one from whom something
needs to be stolen” (Rapaji¢ 1998, 90).

These simultaneous stage actions required a strong cohesive principle to
avoid fragmentation. This coherence was provided by the musical layer of the
production, which provided a stable structural framework against the constant
shifts and movements in the stage action. Belovi¢ found an ally for this endeavor
in the composer Vojkan Borisavljevi¢, with whom he collaborated in most of his
plays, a collaboration that, by the composer’s own admission, “left a profound
mark on [his] theatrical career” (Borisavljevi¢ 2018, 51).® The 1973 production
includes notable pieces, such as fanfares announcing important figures, ceremo-
nial marches, Charleston numbers, waltzes, and other numbers that Borisavlje-
vi¢ wrote and arranged for the performance. As there is no material evidence
(e.g., musical notation, scores, or manuscript drafts) to allow deeper, more de-
tailed observations on the original musical numbers of the 1973 production, we
must content ourselves with the pieces available in the video recording.

In the 1997 production at the Belgrade Drama Theatre, although credited
only as the sound editor - the person responsible for selecting the music, the
music designer and sound engineer Zoran Jerkovi¢ had little leeway, as he was
working with a predetermined selection of musical numbers. Jerkovi¢ sees his
role quite modestly, saying that the choice was more the director’s than his, with
his role reduced to assessing the quality of the sound in the theatre and creating
an appropriate, high-quality spatial distribution of the recorded music, adding

8 Borisavljevi¢ further elaborated this collaboration in his autobiography: “for the plays I wrote
either the accompanying music, which was played from a tape, or the songs that the actors sang,
and sometimes I had a live orchestra. In 1973 and 1974, I did six plays. It was an extraordinarily
fruitful period” (Borisavljevi¢ 2018, 55).
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that there is a big difference between listening to a track on a home speaker and
listening to a track on theatre speakers that cover the entire auditorium (Jerko-
vi¢, 2022). He admitted that finding the tracks Belovi¢ wanted was no easy feat:

I was trying to find what I had saved, because I was struggling to find all the mu-
sic that Professor Belovi¢ wanted. I first looked in the record library (at Radio
Belgrade - M. N.). [...] When I had exhausted the library, I continued my search
at Radio Studio B. Whatever I found, I took it to the Professor, having retaped it
onto cassettes for him to listen. The tango La Cumparsita was the most difficult
to trace. The Professor asked me to find a performance of La Cumparsita with
mariachis. I think I could not find that version (Jerkovi¢ 2022).

Part of my conversation with Jerkovi¢ focused on Belovi¢’s decision to “re-
peat” the performance to see whether the director had any specific expectations
from Jerkovi¢. He shared that he had watched the 1973 production of Mister
Dollar, for which Borisavljevi¢ composed the score and did the arrangements:

I do not know how much of the score Vojkan composed. He did compose
some pieces, and there was some of the music from that time that the Profes-
sor was looking for. Then he could put two trumpets in the arrangement for
his small orchestra [...] to make it sound like mariachis (Jerkovié 2022).

This arrangement is absent from the recorded version of the 1973 produc-
tion, suggesting that Belovi¢ may have given up on the idea. In the interview,
Jerkovi¢ said that his duties as a sound engineer included separating or editing
individual parts of the tracks — such as splicing instrumental choruses - in scenes
where the musical track could overlap with or drown out the actors’ dialogues.
“At that time, our theatres were poorly equipped with sound systems” (Jerkovi¢
2022), he lamented, which is why it was necessary to establish and maintain good
sound quality. Therefore, for the 1997 performance, the director Belovi¢ assumed
the role of the music supervisor, and Jerkovi¢, in accordance with his vocation
and in agreement with the director, shaped the sound. This is another example
of their collaboration, reflecting the inherent need of theatrical productions for
close cooperation between the director and the sound designer.

The result of Belovi¢’s and Jerkovi¢s conversations and findings is a
soundtrack that reflects the transformation of Jean’s identity from a waiter to a
millionaire, organized in three phases: 1) the events at the “Rolls Royce” club; 2)
training and acquiring the necessary skills in Matkovi¢’s apartment; 3) return to
the club and unmasking of Jean’s identity. These three phases include three sets
or groups of musical numbers that contribute to and communicate this transfor-
mation, making it easier for the viewer to follow Jean’s character development:

1) foreign tracks (taking place in the “Rolls Royce” club) that communicate
the modernization of society;
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2) local tracks supplemented by individual foreign pieces of different genres
(Matkovi¢’s apartment, Jean finding out about his new identity);

3) foreign tracks (“Rolls Royce” club and the discovery of Jean’s true identi-
ty, although he manages to blend into this new elite).

Thus, the score functions as a stage text that connotes the characteristics of
the elite that Matkovi¢ wants to humiliate, using Jean as a guinea pig in his so-
cial experiment. In this sense, music can be affirmative (dancing in the club,
connoting an elite position), but it can also have a critical edge or an ironic slant
(a match-maker businesswoman sings old-fashioned songs to mock the obso-
lete ideal of love, indicating that money now runs the world and that the dollar
is the new currency of love).

Additionally, the music evokes the setting, that is, the era in which this club ex-
ists and the values of the club patrons and their worldviews. Therefore, the original
score in the first and the selection of music in the second production reflect the taste
of this parvenu elite, intermusically alluding to the practices that affirm the status of
the elite class. That is evident from the fact that the “Rolls Royce” club’s repertoire is
dominated by songs from foreign popular music, not only because of their genuine
popularity during the roaring 1920s and the 1930s, but also because the members
of the petty bourgeoise imagine themselves capable of achieving this by simulating
the tastes and behaviors of the elite, including the musical repertoire popular among
the elite. The process of Americanization that was underway during those decades
emerges plainly enough. As musicologist Vesna Miki¢ pointed out:

The performance and recording of traditional/folk music and patriotic songs
promoted national (Serbian, Croatian, Slovenian) and Yugoslav values [...]J;
domestic production was influenced by Russian, Italian, German, Span-
ish, and American film and music, as well as popular dance genres. Hence,
some songs resembled Russian romances, while others were categorized as
schlagers, canzones, or chansons, but modeled, for example, on a slow fox/
foxtrot, tango, etc. Also, a very strong influence of the ‘Hawaiian’ style is ap-
parent, thanks to the sound of the Hawaiian guitar, which appeared in the
1930s (Miki¢ 2020, 110).

Moreover, as Marija Golubovi¢ notes in her recent study on the magazine
Svijet Jazza (1941), in interwar popular culture (Golubovi¢ 2025, 217-237), “ac-
cording to reports in the period press, jazz performance and listening practice
in interwar Yugoslavia dates back to the early 1920s, often referred to by hybrid
spellings such as Zaz, jaz, dZzaz and dzez [...]; although no reliable documenta-
tion exists about the precise circumstances of its arrival, sources from that pe-
riod suggest that its earliest impulses also came from American soldier-musi-
cians who remained in Europe after the World War I” (Golubovi¢ 2025, 219).
However, even though it was considered a marker of modern lifestyle and



231

MONIKA NOVAKOVIC
MUSIC AS AMEDIATOR OF IDENTITY TRANSFORMATION OF DRAMATIC CHARACTERS
IN THE DIRECTORIAL WORKS OF MIROSLAV BELOVIC

cosmopolitan identity, many intellectuals in Yugoslavia, as Golubovi¢ explains,
viewed jazz as “a symptom of moral decline and cultural decadence” (Golubovi¢
2025, 220), and foxtrot, Argentine tango, and other popular genres might have
suffered from the same perception (Vesi¢ 2023). How does Belovi¢, then, cap-
ture this wild spirit of these decades? Does Nusi¢’s use of these musical forms in
his satirical comedy indicate that he saw them as vehicles of decadence?

The play opens with the tango La Cumparsita by José Basso, providing a
background for the introduction of the cast standing in line, with Matkovi¢
providing off-stage details about the rumors, scandals, or affairs that concern
the person being introduced. The events in the first act are accompanied by
tango. In his stage directions, Nusi¢ wrote “dzaz’ begins to play tango, part-
ner dance” (Nusi¢ 1960, 21), and the director consistently applied the play-
wright’s instructions in the staging. The reception of an ethics professor as
an honorary member of the elite club is accompanied by fanfares announ-
cing a person of consequence and dignity, followed by an honorary march.
These fanfares will later be intended for Jean once the members push the pro-
fessor away, embracing the newly minted millionaire. The festive sphere also
includes the song Mnogaja ljeta [Many Years], which the choir of sycophants
sings to Jean after he acquires the said status. Interestingly, the ensemble of
millionaires begins to address Jean by his Christian name, Jovan Todorovi¢,
as if they are just now acknowledging his very identity and his existence the
moment they learn of his supposed wealth. The usual practice of writing
down dramatic personae aside, Nusi¢ continues to address Jean as Zan, not
Zan/Jovan Todorovi¢ or simply Jovan Todorovié, implying that he sees him
as an unchanged character, or rather views him from Matkovi¢’s perspective,
who has known what Jean is all along.

As Jean enters the story as a wealthy man, we can hear tracks from the lo-
cal popular music practice. Thus, in the second act, Jean diegetically sings the
song Mansarda, mali stan [A Little Flat in the Attic] (vinyldaewo 2019) by Sergei
Strakhov (Ili¢ 2010, 41), with occasional backing vocals from Matkovi¢, as he
prepares for meetings with various bankers, societies that appoint him an hon-
orary member, and finally, with the Advisoress with a Reputation. This song is
one of the symbols of “the modernization of love [...] there is no despair over
the breakup, but rather the urban milieu and fascination with the metropolis”
(Miki¢ 2020, 110). Jean’s diegetic performance of this song underlines his excite-
ment and fascination with easy living.

Structurally, the scenes in the second act that take place in Matkovic’s apart-
ment focus on Jean’s transformation. The apartment is framed as a transformative

° DzZaz refers here to a band, not the musical genre. Nusi¢ also spells jazz as dZaz in his script.
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space where Jean will acquire the necessary skills, behaviors, and worldviews
that will allow him to secure and affirm his place in high society. The music dis-
tinguishes between the identity Jean is giving up and the identity he needs to ac-
quire or is in the process of acquiring. Since his transformation has just begun,
Jean does what he does best — he serves himself and Matkovi¢, refusing the but-
ler’s service. In the 1973 production, while performing this action, which comes
so naturally to Jean, he diegetically sings the folk song Sojcice, devojcice, shaki-
ly and hurriedly, unable to hide his excitement and fear of his new duties. This
song, however, does not occur in the 1997 production.

Part of Jean’s millionaire “training” also involves learning the most popular
dance forms, and so a lesson in Charleston ensues, to the accompaniment of the
musical number The Charleston by Claude Luter and Orchestra (cf. audio exam-
ple: Sidney Bechet — Topic 2018a). This song, as well as the dance that marked
the roaring twenties, was created by composer James P. Johnson and lyricist Cecil
Mack, who wrote the song for the Broadway musical Runnin’ Wild in 1923 (Raw-
lins 2004, 1). The characteristic steps of this dance are associated with the culture
of dockworkers in Charleston, South Carolina (Rawlins 2004, 1). However, once
it gained popularity, the dance spread to the higher classes. In this sense, the in-
clusion of Charleston in Mister Dollar, a performance featuring songs that marked
the decades when these forms of entertainment were dominant in Anglo-Amer-
ican popular culture, speaks in favor of the ongoing process of Americanization.

After the romantic meeting, Jean and the Advisoress diegetically perform
the short song Ulicama kruzim [I Circle the Streets] (cf. audio example: Dusan
Dancuo - Topic 2024; cf. prescribed music scores: Ili¢ 2010, 40). In the previ-
ous 1973 production, the same song was sung by the journalist to Matkovi¢ to
announce his arrival at his apartment and the reason for his visit - to obtain ex-
clusive information about Jean’s current life. This brief performance of the song
shows Jean and the Advisoress’ enjoyment of this fleeting and short-lived amo-
rous encounter.

Notably, the Advisoress with a Reputation received a more fleshed-out char-
acterization in the 1973 production than in the 1997 version. This is confirmed
by the inclusion of two operatic numbers dedicated solely to her, such as the aria
Habanera from Carmen and the aria Un bel di’ vedremo from Madame Butterfly.
Belovi¢ described the Advisoress’ character as follows:

Thanks to her husband’s title, as well as her social pretensions and her distinct
penchant for intrigue and quick contacts with many gentlemen, she is, without
a doubt, the leading lady in the club, with the most extensive experience and the
sharpest reflexes and cunning. She manipulates her husband as she pleases. She is
incredibly communicative, eloquent, and proud of being the only member of the
club to become Jean’s mistress (Belovi¢ 1997, 144).
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The Habanera plays as the Advisoress leaves Jean’s room. After telling Mat-
kovi¢ not to be surprised if she returns, she exits singing, identifying herself with
Carmen as a seductive, conquering female figure. The aria thus functions as a
form of musical self-characterization. At the same moment, her husband, the
Advisor without a Reputation, comes out of his hiding place behind the screen
room divider, hearing his wife and bursting into tears. To console the man, Mat-
kovi¢ swears an oath of discretion. The second aria, Un bel di’ vedremo, is per-
formed in the club scene. The Advisoress with a Reputation, somewhat jealous
of the attention that her rival, Mrs. Model Patu, is getting with her splendid per-
formance of the songs Ta nasa no¢ [That Night of Ours]," starts singing Un bel
di’ vedremo, emphasizing that she once aspired to be an opera singer, to which
one of the guests tauntingly asks: “Why didn’t you become one, then?” mock-
ing her slightly off-key singing. In view of the original dramatic context of Puc-
cini’s aria, we could suppose that the Advisoress secretly yearns for reconcilia-
tion with her husband. Their marriage is presented as strained by her incessant
material needs that her husband cannot meet, but despite this yearning, she de-
cides to pursue Jean as a man who can fulfill those desires.

After Matkovi¢ swears an oath of discretion, he sees the Advisor without a
Reputation out of his apartment. Very quickly, a match-making businesswom-
an who sells reputation arrives with a marriage proposal for Jean, because, as
she explains, everything has become business, and “the time of love from lyres
and songbooks is long gone,” a point she illustrates with the songs Kradem ti
se u veceri [I Sneak to You by Night]"' and Sto se bore misli moje [So Restlessly,
why Do I Dwell], accompanying the last track with the words gone, gone, gone!
These numbers suggest that these are the symbols of the old-fashioned and
outdated notion of love. People are reduced to their net worth, with the mu-
sic emphasizing this point. After hearing her marriage proposal, Matkovi¢ ap-
proaches the gramophone and plays the La Cumparsita tango, trying to sub-
tly let her know she has overstayed her welcome. The music, however, has the
opposite effect: the lady is delighted with this tango (“it is tango, Cumparsita,
tango of tangos!”) and stays on, continuing to insist that Jean needs to mar-
ry. The second act ends, and the tango bridges the second and third acts. Ad-
ditionally, another tango was used in the first staging, but the poor audio re-
cording of the track prevented identification. This unknown tango was used
to accentuate Ella’s elegance and sensuality in the scene where the ladies com-
pete for Jean’s attention and love.

1 Originally composed for the piano and the accordion, though the lyrics are not fully intelligible
due to the poor audio of the video recording of the performance.

' This is a love song by the composer Petar Konjovi¢, who wrote it under the pseudonym P. K.
Bozinski (Dumni¢ Vilotijevi¢ 2019, 295).
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In the third act, we are back at the “Rolls Royce” club, and the repertoire re-
turns to foreign popular songs. The opening march announces the arrival of Jean
and his ceremonious reception as a new member of the club before the ball be-
gins. First, the ensemble dances to The Lambeth Walk, a popular song from the
1939 film Me and My Girl (directed by Albert de Courville; cf. audio example:
watkinblog 2010), arranged for Belovi¢’s 1973 production. In the 1997 produc-
tion, this song was one of the selected archival numbers, with the original ver-
sion performed by the actors, who sang the lyrics in Serbian (1:16:23-1:17:44)."2
In the 1973 production, this song found a place at the very end of the play, not
only in the scene before Jean’s identity is revealed. In this scene, the ensemble,
led by Mrs. Model Patu, dances and sings to entertain Jean, performing for him
the originally composed schlager Oh, Mister Dollar to lyrics revealing a superfi-
cial knowledge of foreign languages that were en vogue at the time, such as En-
glish, German and French, representing important status symbols: “Oh, mister
dollar! Oh, yes, yes, yes! Oh, mister dollar! Jawohl, jawohl, hawohl! Oh, mister
dollar! Oui, oui, oui! Oh, mister dollar! O, da, da, da, da, da!” (Belovi¢ 1997, 239).

Whilst everyone enjoys the ongoing celebration, Matkovi¢ prepares to “direct”
the end of his social experiment and joins the dance of the club members during
the last stanza. In the meantime, the offended Advisoress is left alone with the club
president’s daughter, Ella, who confides to her the ideals she once believed in but
now sees only the hopelessness of her pursuit of Jean’s love. Having found a com-
mon language, the two women diegetically sing together the refrain of the song
Tri palme [Three Palms]. The music further emphasizes the generational shift in
the scene of the grand celebration in honor of the new member, where the older
members of the elite sing an old-fashioned toast Oj, Jovane, Beogradanine [Hey,

12 The plot of this film, based on the musical Me and My Girl by composer Noel Gay and lyricists
Louis Arthur Rose and Douglas Furber, has much in common with Nusi¢s play. Bill Snibson
(the protagonist, paralleling Jean) learns that he has inherited an earldom, but he must shed his
uncouth ways and learn gentlemanly manners before he can inherit. Bill fails in these efforts and
refuses to give up Sally, his sweetheart from Lambeth, the London street that gave the dance its
name (or in Nusic¢’s case, Marishka, who is puzzled by Jean’s sudden change in behavior and status).
Furthermore, in the climax of the musical and the latter film, much like in the climax of Belovi¢’s
play, the revelation of Jean’s fraudulent millionaire identity is preceded by a scene in which Bill
demonstrates the Lambeth Walk to the members of the elite. The Lambeth Walk spawned a dance
mania that swept Britain in the 1930s (Abra 2017, 178). Its popularity stemmed from the adoption
of this dance as a quintessentially British dance routine, as it was created by British dancers for the
needs of the British theatrical production of the musical and performed to the music of British
composers (Abra 2017, 179). It was also associated with the working classes (Abra 2017, 179),
which is why it was given such a prominent place in the climax, not only in the musical and the
subsequent film adaptation, but also in Belovi¢’s staging of Nusi¢’s play. Additionally, as World War
IT was raging during this mania, the Lambeth Walk could be understood as a harbinger of a new
era, which brought a reshuffling and partial dismantling of the old hierarchy.
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Jovan the Belgrader] in the 1973 staging from 1973 and Oj, Jovane, jabuko sa grane
[Hey, Jovan, Apple from the Tree] (to the melody of the song Moj Milane, jabuko sa
grane [My Milan, Apple from the Tree]) in the 1997 staging.

The song I'm Looking over a Four Leaf Clover (cf. audio example: Sidney Bechet
— Topic 2018b) by Sidney Bechet and Claude Luter also found its place in this musi-
cal mosaic of the play, as one of the most popular songs of the 1920s, to which char-
acters dance at the celebration. Soon after, Matkovi¢ reveals his ploy, and the club
members, shocked by Jean’s real status and financial situation (a paltry inheritance
of a hundred dollars), promptly reject him, realizing there were never any millions
for him to inherit. Jean leaves the club with Marishka, and the curtain falls. Predict-
ably, the goal was never to transform or improve Jean's lot in life. He was nothing but
a pawn for Matkovi¢ to unmask and take revenge on the club’s members, underlin-
ing the point that anyone can gain or lose a fortune overnight, with their identity and
existence inextricably tied to their net worth. During his millionaire phase, Jean was
happy to embrace the perks and privileges that come with such a status. As the direc-
tor himself pointed out, “at Matkovi¢’s apartment [...] Jean finds himself as if in some
fantastic world and demonstrates what unfortunately always lurks in person: a read-
iness to get used to wealth and abundance and make use of it” (Belovi¢ 1986, 269).
However, Jean seems unscathed by the loss of this abundance of perks; moreover, it
seems that, having escaped the silken shackles of wealth, he finds genuine happiness
with his Marishka, the true unsuspecting Mrs. Dollar.

CONCLUSION

This article examines the peculiar role of a musical collaborator in a theatri-
cal production, especially when working on a repeated performance, as seen in
the two productions of Mister Dollar directed by Miroslav Belovi¢. For the 1973
production, Vojkan Borisavljevi¢ composed the original songs and made the ar-
rangements of musical numbers for the performance; in 1997, Zoran Jerkovi¢
brought tolife the concept of both the director and the composer within the frame-
work of his primary vocation. The analysis demonstrates how the soundtracks of
both productions mediated the identity transformation of the waiter Jean. As
Jean gradually enters the world of the social elite, he simultaneously adopts its

3 Also, in the first staging, the members of the society Echo that came to visit their benefactor
Jean, sang to him the toast Ne boj nam se, sivi ticu, mi smo s tobom, Jovane Todorovi¢u [Do Not
Be Afraid, Gray Bird, We Are with You, Jovan Todorovi¢] - lyrics to the melody of the Hymn to
Svetozar Mileti¢ — while in the second staging, only the members of the club diegetically perform
the toast, finishing it with the proclamation Ziveo nam sivi ticu, Jovane Todorovicu [Long Live
Our Gray Bird, Jovan Todorovi(]!
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musical codes, dances, and performance modes. His transformation is therefore
communicated not only through costume and behavior, but also through mu-
sic, which becomes a marker of acquired class identity and social aspiration. At
the same time, the productions expose the instability and performative artifi-
ciality of this newly constructed identity. The musical soundscape of both Mis-
ter Dollar productions includes musical numbers from various local and foreign
genres, reflecting the setting where a given scene takes place (Matkovi¢’s apart-
ment; the “Rolls Royce” club), where Jean learns about the tastes and skills of the
new elite class. Furthermore, in these productions, music functions as a stage text
that connotes the characteristics of the elite that Jean aspires to join and Matko-
vi¢ wants to humiliate. The music is also affirmative, critical, or ironic, and in the
broader sense, it is indicative of the type of lens through which the club mem-
bers view the world, society, and relationships. In these stagings, Belovi¢ relied
not only on popular songs that are chronologically appropriate for the period of
Nusics play, but also on the dance forms that significantly marked the 1920s and
the 1930s, having played a large part in the affirmation of class, economic, and
social identities, thereby giving the music a prominent role. The paper also con-
siders the concept of restaging or directorial reconstruction while taking into ac-
count the statements of the director who, on several occasions, explained what
inspired him to stage Nusi¢’s play. The restaging indicated that, generally, the
themes of greed, jealousy, and the human propensity to change once a person ac-
quires wealth had lost little of their relevance. Although he retained the original
ideas that underpinned the first production, Belovi¢ failed to replicate its power
and appeal in the second version. Neither Belovi¢ nor Nusi¢ offers a solution. The
director, much like Matkovi¢, devised a social experiment to show that, whatever
suit or the evening gown one might don, vice remains vice. In this sense, Belovi¢’s
vision did not evolve. Rather, it merely changed its guise, confirming the endur-
ance of greed in society and offering the audience a mirror for critical self-reflec-
tion and an attempt to find a solution.
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Table 1. The comparative table of musical plans of the two productions of
Mister Dollar directed by Miroslav Belovi¢.

Mister Dollar (1973) Mister Dollar (1997)
(director M. Belovi¢; music: V. Borisavljevic) (director M. Belovi¢; sound design: Z. Jerkovi¢)
Number and Number and
Time the type of Dramatic situation Time the type of Dramatic situation
number' number
00:00-
00:00- La Cumparsita; Intro; the characters | 11:40; | La Cumparsita; | Intro; the characters
02:17; archival (b > introduce them- 15:00- archival (au- introduce them-
02:46- , y selves; dance and 19:00; thor: José selves; dance and
13:43; José Basso) conversation. 25:57- Basso) conversation.
27:50
The president of the
March; elite club welcomes
archival (Valen- | the ethics professor,
12:21- R .
12:49 t1no'Product10n who has recently re-
Music, Marches, | turned from Russia;
Vol. 81,1996) | she' is delighted by
Members of the club the grand reception.
welcome the .ethlcs The professor and the
professor; delighted, president dance; the
15:03— Fanfares; the professor starts a 1159%%7 Unknown tango | rest of the ensemble
15:19 original lecture, but the mem- 25.'53: for accordion; joins them;
bers leave at the first . archival Jean spills the drinks;
notes of the upcom- | 27:38 Matkovi¢ comes up
ing charleston. with the plan.
Mansarda, mali
stan;
4411'%568_ archival (au-
’ thor: Sergei
Strakhov)
Jean receives his first
lessons on the man-
In the chaos of the ners and duties of a
party, waiter Jean high society member;
spills the drinks on Charleston; he performs the
16:52— Charleston; | °1€ of the ladif:s, who 45:25- archival (author | schlager diegetically.
2351 original hasa scr.eamlgg‘ﬁt; 4627 and performers:
Matkovi¢, noticing Claude Luter
Jean’s humiliation, and Orchester]
devises a plan with
the journalist.

" Original - composed for the production by Vojkan Borisavljevi¢; archival - pre-existing
composition/song/arrangement used in the staging.

1> Belovi¢ opted to gender-bend the character, casting actress Irina Kovacevi¢ to play the professor
of ethics, a male role in Nusi¢s text. While he did not elaborate on this directorial decision,
Kovacevi¢ delivered a charming performance, giving the character a refreshing quirkiness, a dash
of silliness, and liveliness.
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The ensemble pushes
away the professor,

eagerly embracing zi;c:;nna Mrs. Advisoress
Jean and forgiving . ’ with a Reputation
27:59— Fanfares; . . 1:00:00- | archival (au- ..
L him for his past . visits Jean; the two
28:07 original «i > - 1:00:16 thor: Miro- Lo
sins”; Matkovi¢ . diegetically perform
slav Minja
breaks the news ., a schlager duet.
; Arandelovic)
to Jean: he is now
wealthy!
Mogaja ljetas; Kmiiz rtii~se “ | Match-making busi-
32:16- archival; Ensemble toasts their |01:05:40— archival (’au— nesswoman ?(plams
32:34 diegetically new member. 01:05:52 to Matkovic that
thor: Petar | ove, such as it was in
performed L >
Konjovi¢) the old songbooks, is
Ulicama dead and gone, di-
32:50— kruzim; The journalist sings | | - o5 Sto se bore misli | egetically performing
32'.55 archival; on his way to Mat- i'Oé’Ol moje; popular old melodies
’ diegetically kovi¢’s apartment. e archival to illustrate her
performed point.
The Butler brings
42:14- Soicice. devo- breakfast and coffee,
42:25; ] ‘Ei’ce' but Jean refuses his Matkovic tries and
42:32— fol]k 30;1 . assistance, choosing | 1:08:12— | La Cumparsita; fails to get rid of
42:39; O songs to help himself to the | 1:18:16 archival the Matchmaker by
: diegetically . .
43:24- erformed refreshments; playing a record.
43:35 P Match-making busi-
nesswoman arrives.
The Matchmaker
explains that the love
from the old song-
books is dead and
Kradem tiseu | 8" '© illustrate her The grand reception;
. point, she aggres- Unknown
45:38- veceri, sively and hurriedl 1:11:52- march: Jean becomes an
45:43 archival (by Svey Y| 112:23 S honorary member of
.7\ | sings an old love song archival .
Petar Konjovi¢) i s . the elite club.
as if it is a nuisance
to her, as these songs
are dead to her since
her days of singing in
a choir.
Matkovi¢ and the
Matchmaker resume Lambeth Walk;
their discussion about archival (from
Nina, a potential the motion pic-
bride for Jean; both ture Me and My The ensemble per-
o . . forms the number,
start flirting and Girl [directed by . L
48:11- . . dancing and singing;
T dancing amidst the | . . Albert de Cour- : .
>1:14; La Cumparsita; | talk; the Matchmaker 1:16:23- ville], 1939) the lyrics are sung in
56:11- P ’ ’ 1:17:44 ’ the Serbian language.

57:17

archival

leaves;
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Mrs. Advisoress with
a Reputation visits
Jean; Matkovi¢ plays
the record on the
gramophone to hide
his laughter; Marish-
ka, Jean’s sweetheart,
shows up suddenly,
and Matkovic tries
to make her leave;
the Advisor without
a Reputation arrives;
Matkovic¢ gets rid
of him to hide that
his wife is having an
affair with Jean.

Habanera from

Mrs. Advisoress with
a Reputation leaves
Jean, coquettishly

telling Matkovi¢ not

to be surprised if she
returns a few more

Mrs. Advisoress is
left alone with the
club president’s

the opera Car- times; the Advisor Tri palme;
1:03:18- men; without a Reputation | 1:29:31- | archival (au- i?laufiﬁtrfcli Elclzf;\c;;l
1:03:33 archival (by | comes out of his hid- | 1:29:47 thor: Korni lin vage. the two
Georges Bizet) | ing place behind the Group) suage, the 1
screen room divider, women diegetically
hearing his wife an(i sing the refrain of the
bursting into tears. song.
To console him, Mat-
kovi¢ swears an oath
of discretion.
The ensemble per-
Ne boj nam se, Members of the Oj, Jovane, ja- forms the melody
diegetically to their
1:07:31- | sivi ticu, mi singing society Echo buko sa grane; honorable new mem-
1:07:56; | smo s tobom, | visit their benefactor | 1:38:48- | archival (to the ber
1:08:03- | Jovane Todor- | Jean and singa toast | 1:39:00 | melody of Moj Thev finish .the toast
1:08:22 ovicus to him. Milane, jabuko ey o L
archival sa grane) with Ziveo nam sivi
ti¢u, Jovane Todor-
ovicu.
Ta nasa noc¢ ofzer;l Iggﬁfﬁfzf The party continues;
[That Night of Mrs. Model Patu Clover the patrons are jolly
1:08:30- Ours]; sings the number, | 1:40:32- archival (author and celebrate with
1:10:05 original; di- entertaining the 1:41:35 X Jean;
; Sidney Bechet o2 g
egetically per- | patrons of the club. and Claude Matkovi¢ decides to

formed

Luter)

dispel the illusion.
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Mrs. Advisoress with

Un bel di’ ve-
dremo from the

a Reputation, jeal-
ous of the attention
Mrs. Model Patu is

The members of the
elite club learn the
truth; they are furi-

1:10:39- | °Pere Madam receiving with her ous and offended by
Butterfly; 2
1:10:59 . splendid singing, the ploy; Jean shows
archival (by . ;
- breaks into an aria, no concern and
Giaccomo . .
Puccini) later revealing she leaves with Mar-
dreamed of being an ishka.
opera singer.
Jean arrives; he is
introduced as Mr.
Fanfares: Dollar; the ladies are
L13:38- | L al (e;(— excited and begin to
1:14:16 tendgd version) court him; will there
be a Mrs. Dollar by
the end of the eve-
ning?
Ella approaches Jean,
1:15:07— sensually moving to
1'.15'.40 Unknown tango | the tango and push-

ing away “the compe-
tition.”

1:16:10- | Lambeth Walk;

The ensemble dances.

1:18:15 archival
OPB(])\;Z;?W The ensemble, led
1:18:55- . Y. by Mrs. Model Patu,
1:19:40 or1g1nal; di- sings this song to
g g
egetically per- Jean
formed ’
The ensemble leaves
the scene dancing;
1:22:00- Waltz; Matkovic is left alone
1:24:50 original with his old flame,
Nina, and the two
waltz.
Mrs. Advisoress is
left alone with the
club president’s
daughter Ella. Hav-
ing found a common
language, the two
1:30:40 Three palms women diegetically
1:30:45 Archival (by the | sing the refrain of

Korni Group)

the song; jaded, Mrs.
Advisoress exclaims
that Jean prefers
maids, having seen
Jean talk to Marish-
ka; she tells Ella to
summon Marishka.
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1:34:26-
1:35:00

Awarding of a
medal;
original, march

The Gentleman with
Good Connections
brings the medal of

St. Laura that the
imaginary Repub-
lic of Tautland has

supposedly awarded
to Jean.

1:36:05-
1:36:50

Kolo [Round
dance] for
accordion;

original

The ensemble dances
a kolo, celebrating
Jean; unused to giv-
ing formal speeches,
Jean tells a funny
story.

1:38:28-
1:38:40

Oy, Jovane,
Beogradanine

The members sing
this song to Jean.

Matkovi¢ exposes
Jean’s real net worth
(just 100 dollars!);
the members of
the elite club are
scandalized by this
revelation and reject
Jean promptly before
leaving.

Outro [the actors in
the video recording
return to perform
this number for the
audience].

1:48:32-
1.49:14

Lambeth Walk;
archival
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MoHuukaA HOBAKOBUR

MY3HKA KAO IIOCPEAHUK UAEHTHUTETCKE TPAHCOOPMAIIM]JE
APAMCKHX AMKOBA Y PEXKHJCKHM OCTBAPEIBMIMA MuPrPOCAABA BEAOBUERA

(Pe3ume)

Y 0BOj cTymuju pasMarpana je MysuKa 3a [jBa usBobema mpencraBe Mucitiep
gonap — ipemujepy, urpany 27. anpuna 1973. ropyse y JyrocJIoBeHCKOM JIpaMCKOM
HO30PHILTY, Te IIOHOB/bEHY PNy, peanusoBany 22. pedpyapa 1997. ropune y be-
OTpajiCKOM PaMCKOM II030PMIITY, ICTOT pefnterba, Mupocnasa benosuha (1927-
2005). Iberoo moce3ame 3a jeHIM Off 3HAYAjHNUX IPAMCKIIX TeKCToBa bpaHnmca-
Ba Hymmnha (1864-1938), Mucitiep gonap, jefiaH je of peTKUX IpyMepa TeMe/bHOT
TIOHOBHOT ITOCTaB/batba MIPEeCTaBe C MAbUM M3MeHaMa (aKo Cy y IUTaby APYTu
IJTyMadKy aHCaMOJ1, TO30PUILITe, Kao M My3UYKY CapaJiHIK), C HAMEPOM fia ce y HO-
BOM JPYIITBEHOM KOHTEKCTY IPEUCIINTAjy BayKHe TeMe. [[Ba Cy 1/ba OBe CTyguje:
objanImene CrenuIIHOCTI NO3MIMje My3MIKOr CapaJHIKa Ha pajy Ha Ipef-
CTaBU, Ko M Tpacypame I MIeHTNNKOBabe HA4lHA Ha KOjiI My3UKa Iocpenyje
UJEHTUTETCKOj TpaHchopManyju kenHepa YKana/Josana Togoposnha.

3ByuHM nej3ak 00ejy npopykuuja Mucitiep gonapa cacToju ce off My3UUKIX
HyMepa pa3IuuTIX )KaHPOBa 13 JIOKATHE U MHOCTPaHe My3ndke cdepe, Besa-
HUX Hajrpe 3a nokanyjy (Markosuhes cran; kny6 ,,Ponc Pojc”) y kojoj JKan
CTIYe VIV IIPAKTHKYje CTeUeHO 3Habe O YKyCHMa I BellTNHAMa ennte. Mysu-
Ka je QYHKIVOHA/IN30BaHA YHYTap OBUX IPOAYKIMja ITIOMONY CLIEHCKOT TeKCTa
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KOjJ KOHOTMPa KapaKTePUCTUKE OBe e/IUTe, KOjy JKaH Kemnu [ja focerne, a Mar-
koBuh fja moHmnsu. Mysuka je Takohe apupmaruBHa, KPUTHYKA VWIN UPOHIYHA
¥y IMpeM CMICITY OTKPMBa IOITIE]] e/IUTe Ha CBET, IPYITBO 1 Mebhympyncke oi-
HOCE Y KOHTEKCTY MaTepMjaHoOT CTaTyca.

ITpuMeHOM peKOHCTPYKTMBHO-aHAIUTUYKOT METOfla Ha KOPIIyC HOCTYII-
He UCTpaKuBauke rpabhe y Bupy Bumeo-cHuMaKa o6ejy IpopyKumja, MIMcaHnx
1ICKa3a pefinTe/ba U3JI0KEHNX Y Kiburama Peguitierocka gunema (Belovi¢ 1986),
Ymeinnocin wozopuwine pexcuje (benosuh, 1994) u Kaxo ce citisapa upegcitiasa
(Benosuh 1997), kao 1 MHTepBjya y IepUORULY U Ha TeIeBU3WjU, U Ha KPajy,
IpuKasa KpUTn4apa, ouno je Moryhe ocTBapuTy aHa/IUTUYKe YBUJE U caryefa-
TV 3BYYHH I1€j3aK y KOjeM ce ofiBUja TpaHchOopMaluja HaBeeHoOT JIMKa.

Y oBoM pajgy Takobe je carnenaHa crieuMYHOCT IO3MIMje MY3MIKOTL Ca-
pafHMKa y pajy Ha IO30PUIIHOj IPEACTaBy, IOTOTOBO KaJla jé ped O IIOHOB/be-
HOj pexxuju. Bojkan bopucaspeBnh peannsosao je opurnHanHe Hymepe, Kao 1
apaH)KMaHe MY3MUKIX HyMepa 3a IIpefCTaBY, oK je KacHuje, 1997. rogune, 30-
paH JepkoBuh crpoBeo 3amimcao pefnTesba M KOMIIO3UTOPA y OKBUPMMA CBOje
OCHOBHe BoKanje. IIpefcrap/beH je HAUMH Ha KOjI MY3WYKM IUIAHOBU 00ejy
MHCIeHallMja TOCpeNlyjy UAeHTUTeTCKOj TpaHchopManuju kenHepa XKana/Jo-
BaHa Tomoposuha. Kako mocreneso ynasu y ceT fipymrseHe enute, KaH yc-
Baja IeHe My3IIKe KOJIoBe, I7iecHe opMe 11 Mojiesie TOHAIIaka, Te Ce HheroBa
TpaHcopMaIja He OfIBMja CaMO Ha BM3YETHOM U ApyIITBeHOM Beh 1 Ha My-
3MYKOM IIJIaHy. MysuKa Tako IOCTaje BayKaH YMHUIALL Y KOHCTPYMCAbY Hero-
BOT K/IACHOT MJIEHTUTETA, A Yje[lHO U OTKPVBA HErOBY HeCTAOWMIHY NIPUPOLY.
Benosuh ce y peanmisanmju oBux MHCIIEHAIMja OC/IOHNO He CAMO Ha TIOITy/Iap-
He HyMepe Koje Cy XpPOHOJIOLIKY JIOTMYHE 3a BpeMe HacTaHKa JPaMCKOT Jie/a,
Beh 1 Ha OHe My3uuKe IJIecHe (hOpMe KOje Cy 3HaYajHO oOemexuie BajieceTe
VI TpUfieceTe TOAIHE IBajIeCeTOr BeKa, Te Cy MMaJie BeMKN yaeo y abupManyjn
KJIaCHUX, €EKOHOMCKUX U APYHWITBEHUX UACHTUTETA, YMME CYy MY3MLU fajie€ pe-
JIeBAaHTHY Y/I0Ty. PasMOTpeH je 1 KOHLIENT peXUjcKe peKOHCTPYKIMje KOju je y
OBOM CITy4ajy 6110 CIIpOBeJieH, y3 yBaKaBambe JICKa3a peyuTesba, KOju je Y BUILIe
npuanKa o6pasnoxno nocesame 3a Hynmmhesum nenom. IloHoBmeHa pexxuja
Mupocnasa benosnha ykasana je Ha To Ja Cy y ONIITEM CMUCITY TeMe IOXJIe-
1e, /byOOMOpe 1 JTaKO IIPOMeH/bMBE IPUPOJe /byAN Kajia ce 60raTcTBO yBene
y Ipu4y — yBeK aKTye/nHe. VIako je y pe>kjcKoM CMMCTY 3afipKao OpUTVHAI-
He 1jeje, jacHo je ma Bemosuh Huje ycrieo ga ofp>ku CHary mpeTXofiHe MHCIie-
Hanuje. Hu Benosuh, kao uu cam Hymnh, Huje nonyano pereme. Peguress je,
Hanuk Markosuhy, ykasao Ha To fja, 6e3 063upa Ha onehy, opok ocTaje 1o-
pok. ¥ Tom cmucny, benosnhesa Busmja Huje eBonynpana Beh je mpomenmia
PYyXo U MOTBPAiM/IA ONICTAHAK MOXJIETIe Y IPYITBY, HyAehn my6mmmm ornenano
y KOjeM je ToTpeOHO Jja ce KpMTUYKY OI7Iefia ¥ MOKYIIa Jia MpoHahe pemneme.



