Music
Festivals

Pey ypenHuua
Editors' Note

7-eMa 6poja'y Myzukonorvjy 35 [OHOCK HOB], MyNTUAMCUMIIIMHAPHA Carfeaasarba
My3uuKkmx GectuBana. M3 nepcriektse coumonoruje 1 aHTponosoruje Gokyc je Ha
WMpUM ApyLITBEHNM edeKTMa GeCcTBaNa, Of, OHWX BE3aHWX 33 PoOHe OfHOCe, [0
yTvLgja Ha WLOEHTUTET MPOCTOpa M COLMOKYNTYPHE 3ajedHuLe, @ NPeacTaB/beH je u
dopmar T3B. agency decTmBana Koju NOTEHLMPAJy HEMOCPEOHW KOHTAKT U edyKauujy,
MOCe6HO MAAMX aKTepa Y My3MUKOj MHAYCTPUjW. ETHOMY3MKOMOLLKA MCTPaXKMBaHbA
dectmBane noceeheHe TPAOMLMOHAHUM  My3WUKMM  M3pasMMa  OCBET/BYjy Kao
MefvjaTope YTVLAja COHMYHMX 1 CUMBONMUKUX KBAIMTETA KOHKPETHUX MPaKCK, /i v
KYITTYPHUX EKOCMCTEMA Y KojMMa ce eCTviBaM MO3ULMOHMPAjy W MpeTpajasajy.
[Mocnentsw pan y pyépuLyv advpMuLLEe Mpoy4YaBarse yralleHux' GecTviBana u BpenHoCT
VCTOPUjCKe OUCTaHLE y CTyOujaMa OBe BPCTe.

Y py6puvum Varia npea cryouja fetarbHuje npeacrassa npodun borgaHa MynaHkosuha
Kao akTepa y My3suukoM dxuBoty CapajeBa vy kynTypw BocHe v XepuerosuHe y
MeflypaTHOM nepwviody, OOK e y Apyroj cTyavju Ha npumepy Cpemcke MutpoByiLe, y
OKBUPY CMEeHe KyNTypHUX MOOENa Kpo3 coupjanmcTiki nepvop uctopuje Cpbuje
pa3MaTpajy 0AHOCU XAHPOBCKYIX MoAPYYja 036MbHE, HAPOOHE U 3abaBHE My3UKe.

he Main Theme of Issue No. 35 brings new, multidisciplinary perspectives on music

festivals. From the viewpoints of sociology and anthropology, the focus is on the
broader social effects of the festivals, from those related to gender relations, to the
impact on the identity of the space and the sociocultural community, and the format of
the so-called "agency" festival that emphasizes direct contact and education, especial-
ly of young actors in the music industry. Ethnomusicological papers shed light on festi-
vals dedicated to traditional musical expressions as mediators of the influence of sonic
and symbolic qualities of specific practices, but also of cultural ecosystems in which
festivals are positioned and searched. The last article in the section affirms the study of
"defunct" festivals and the value of historical distance in studies of this kind.
In section Varia, the first study presents in great detail Bogdan Milankovic as a protag-
onist of the musical life of Sarajevo and the culture of Bosnia and Herzegovina in the
interwar period. In the second study, within the framework of the change of cultural
models during the socialist period of Serbia's recent history, the relations of genres of
serious, folk and pop music are discussed using the example of Sremska Mitrovica.
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PEY YPEAHUILIE

Ipouemyjyhu pAa Mysuuxu pecTHBAAM He IyOe Ha aTPAKTHBHOCTHU YIIPKOC CPa3MepHO
BEAMKOj HAYYHOj KU KOjy cy Beh 3ap061an, pepakuuja Mysukoioiuje HHALEPaAsd
je IBHMXOBO IIOHOBHO pasMaTpame y OKBUPY Teme 0poja APYTOT M3AAEA YacCOIIHCA
3a Texyhy roauny (6poj 35). Hamme, ycaep AMHAMAYHOCTH APYIITaBa U MY3HYKHX
KyATypa, Moryhe je, I1a i HEOIIXOAHO, M3HOBA Pa3MATPaTH OKOAHOCTH HACTajarba
decTrBaAa, BUXOBUX IPEOOAUKOBAMA M HECTAjalba, Te HUXOBO (YHKIHOHUCAE
KA0 >KMBHX OpraHH3aMa y OKBHPY ekocucreMa. IToce6HO cy oceTmuBe peaaruje ¢
MY3UYKOM, aAW M C TYPUCTUYKOM HHAYCTPHUjOM M KPEaTUBHUM HMHAYCTpHjaMa, ca
HMAEHTUTETCKMM IIOAMTHKAMa, COLIMOKYATYPHMM KOHTEKCTOM M €KOHOMHUjoM. Y
CBETAOCTH FAOGAAHO aKTyEeAHHX AHTKMAHA HA OIyBalby HEMATePHjaAHOT KYATYPHOT
HacAeha peaeBaHTHA Cy U IPOMHUIIMAA YAOTA peCcTHUBAAQ, Te OAHOCA decTHUBaAL
U TPapuIiMja y HajIIMpeM CMHUCAY — YTHIAja Ha KaHOHM3ALH)y IIPAKCH, OAHOCHO Ha
KpEeaTHUBHOCT, HA KOMOAN(UKAIIUjy My3HKe U My3ULIHPamba.

OBako IMOACTaKHYTOM pa3sMaTpamy My3HIKHX PeCTHBAAA OAA3BAAM CY Ce Ay TOPH
PasAMYMUTUX MPOPHUAQ, ITA CY CXOAHO TOME IOTEHIIMPAHU PA3AUYUTH aCIeKTH, IITO
Aaje mocebHy BpeaHocT 0B0j Temu 6poja. Takohe, mpeacTaBseHU CY M AHAAMBHPAHU
$ecTuBaAM Pa3AMYUTH IO My3HYKHMM IIpaKcaMa Ha KOje Ce OAHOCE, AOLJUPaHM y BUIIe
3eMatma Yhje COLMOKYATYPHE OKOAHOCTHU PepAEKTYjy, OPTaHU30BAHH C Pa3AMIMTUM
MOTHMBHMA, HEKHM OA BHUX Cy CaCBUM HOBH, AOK APYTH IIPETPajaBajy AcLleHHjaMa H
Memajy ce mpuaarohasajyhu ce KOHTEKCTY, a 3a HAyYHO MCTPaKHMBAIbe MY3HYKHX
decruBasa cieuPpUIHO Cy MHAUKATUBHH OHU KOjH CY 3a0KPY>KHAH CBOj ,,)KUBOTHH
Bek. Mako je mpucyTaH y CBUM HCKyCTBEMa IpupeluBara, OBOM IIPHAHKOM
je mocebHO m3pasuT ocehaj Aa pepOCAep CTyAMja y PYOpHIM ycMepaBa HHXOBY
PeLIeNIjy KOA YUTAamba 3aPEAOM, AAM je BepOBaTHO Ad he pasamdauTu mpoduan
4pTaAara mpoHahu cBoj Iy T Kpo3 0By PyOpHUKY.

Kapoauna Toaemo je ka0 COLMOAOIIKMEIbA KYAType IpeAcTaBuAa dpecTuBaa Sa-
crum Profanum (Kpakos, [Tomcka), Koju je 3Ha4ajaH He camo Kao IIpoMoryja dpysuje
CaBpeMeHe KAACHYHE MY3HUKe C eAeKTPOHCKHMM 3ByLIUMA, [Ie30M  APYTUM KaHPOBUMA,
Beh 1 Kao BHA IIHper COLMjaAHOT AGAOBAIbA, IOCEOHO Y BE3H C POAHHM OAHOCHMA.
M3 mporpaMa excIepHMeHTaAHOT H3Aama oBor ¢ectmBasa u3 2020. ropuse, y
OKBHPY KOjer Cy, 10 HeHOM MHILAEHY, APYIITBEHE TeMe OAjeKHYA€ jOII JKUBMAE,
H3ABOjHAQ je ABA IIPOjeKTa KOjU OU ce MOTAHU OIEICATU KAO APYLITBEHO aHTA)KOBAHA
My3HKa KOja ce 0aBH JKeHCKUM TeMaMa. PeAariija My3HdKOr $pecTHBaAA M HACHTHTETA
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HCIIOCTABHAA Ce Kao ITocebaH M3a30B U 32 aHTpomoAomKube Mapujy Ajayk, /oybuiry
Mrusocaswesrh u Any Bannh I'py6umuh. ¥V mx0Boj CTyAHjH ped je 0O AOKAAHOM
HMAEHTHUTETY, KOHKPETHO O aCIIeKTy MAeHTUTeTa beorpasa mpexo Bese ¢ AOKaAHOM
11e3 CLIeHOM 3aCTYILo>EHOM, Y OBOM CAYYajy, Ha CpasMepHO HOBOM QeCTHBAAY Jazz in
the Garden, xoju ce oppxasa y Boranmikoj 6amru ,JeBpemosaiy”. Kao nHoBaTuBHH
CEerMEHT Yy OKBHPY II0jeAUHHX (peCcTHBaAa CaBpeMeHe MOITyAapHe My3UKe OPraHu3Yjy
ce u KOHepeHIHje 4YHja je QyHKIMja HeIOCpeAHa pasMeHa MCKYCTaBa, OAHOCHO
IIHpere 3Hamba y Be3U C TOM BPCTOM MYy3HKe, YMMe Ce TOTeHIIMPa BaXKHOCT eAyKalluje,
OCe0HO MAAAUX IPOPecHOHaAAla y MY3HUKOj HHAYCTpuju. Mapuja Maraos je y
CBOjOj CTYAMjU IIPEACTaBHAA OBaj TUII (peCTHBAAQ, 33 KOje KOPUCTH TePMHH agency
decTuBasy u ABa TakBa, BezaHa 3a Cpbujy — Koniniakit u pectusaa Indirekt Showcase.

Y Temu 6poja Hamae cy ce m ABe cTyauje o dectmBaauma mnocsehenum
TPAAMLIOHAAHUM My3HYKHM H3pasuMa, obe obeAekeHe AHMYHMM YUeCHHYKHUM
HCKYCTBUMA ayTopa. Jomko haaeTa ympaBo uctuye aAa je HCTpaXUBaEe IOCACAH:A
¢asa merosor 0aBmyerma T3B. KAAICKUM IleBameM, HakoH ydemha y usBobhauxoj u
CTBApaAayKOj AMMEH3UjU Te Ipakce, 1a ¥ y opraHusanuju ¢pecrubasa. ¥ okycy je
®ecTrBaa paaMaTHHCKHX KAana y Omumry (XpBaTcka), Koju yIedaTsHBO HAYCTPYje
AOTIPMHOC OBe BpCTe MpPEeACTaBoaka IOINYAAPHM3AIMjH M INMpemy IIpakce U Ha
MIOAPYYja Ha KOjUMA HHUje TPAAUIIMOHAAHA, AAM YKa3yje M Ha YTHUIAj pecTHBAAA Ha
‘bopMarupare’ KAAIICKOT [IeBaba, I1a 1 HA BerOBe 3HAYajHHje HCKOPaKe U3 TPAAULIHje.
Ipexo acrexTa mpeTBaparmba My3HUKOT U3Pa3a y CUMOOA HAIIMOHAAHE KYATYPe, Ha OBY
ce cTyaujy HapoBesyje uaanak Mapka Qopuja, xoju mume o porahajy mocsehenom
Tambypamikoj mysunu — The Tamburitza Extravaganza, xoju ce BUIIe OA IIeAeCeT
ropuna oapxasa y CAA. On npeacraBya HCTOpHjaT GecTHBAAA U3 IIEPCIEKTHBE
caobpaskaBama MpaKce KOja je TPAAULIMOHAAHA HA MATHYHUM IIOAPYYjIMa XpBaTCKe
U CPICKe AHUjacIiope, TaMOIIKHOj, aMepUYKOj KYATYPU U aMepUYKOM MY3UYKOM,
KOHKPETHO TaMOYPaIIKOM eKOCHCTEMY.

3aBpimiHa CTyAHja y 0BoM AeAy Mysukosoiuje u3 nepa Muaoma Mapurkosuha
nocsehena je pecTusasy Mysuxa y Cpbuju u HyAH CaraepaBarbe SKMBOTHOT IIMKAYCA
jeaHoT pecTHBaAa, MOTHBA U OKOAHOCTH HeTrOBOT HACTAaHKA M MOAAAUTETA OIICTajamha,
I1a ¥ €KOHOMCKOT ¥ IIOAMTHYKOT KOHTEKCTA KOjH je AOBEO AO HeroBor ramema. OBaj
ecTuBaA ce oppkaBao y nepuopy 1976-1991. roaune u H3pacrao je y jeAUHCTBEHO
MecTo (pe)Baropusalyje HALMOHAAHE yYMETHHYKE My3uKe, a MocebHO je 61O
3HAYajaH 3a MPEACTABAAEE CaBPEMEHOT CTBAapaAaIlTBa KOMIIO3UTOPA M3 Tapalllibe
Conmjasucrmuxe Pery6anke Cp6uje u merux nokpajuna (Kocosa u Bojsoaune).

Ob6umuumjoj pybpuru Tema 6poja 0BOM IPUAUKOM KOPECIIOHAHpA caxeTa Varia.
IIpBa op ABe My3HKOAOIIKE CTYAHUj€ KOje Cy Ce HalllAe Y H0j jecTe AparolieH IIPHAOT
ouorpadpuju Borsama Muaankosuha, 3axBanyjyhu moppo6bHuM HcTpaxuBamuMa
Koja je ciposeaa Paruma Xayuh. Musankosuh je Hajpehu aeo sxuBOTa M roTOBO
4uTaB papHU Bek mposeo y CapajeBy, a y paay ce HM3HOCe AeTacH O HErOBOM
AGAOBaY U AOTIPMHOCY My3H4KOj KYATYPH OBOT I'papd. AOK ce IpBa CTYAUja OAHOCH
Ha MeljypaTHU epHoA, APYTa CTYAHjA Y PYOPHII AOHOCH Pe3yATaTe UCTPAXKUBAHA
My3uuakor xkuBoTa Cpemcke Murposuiie y IepuoAy COLIMjaAUCTHYKe JyrocAaBuje,
KOja 3a MoTpebe AOKTOpCKe AncepTariuje cipoBoal JacHa Tanacujesuh. IToaazehn op
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ToAeAe Ha 030UbHY, HAPOGHY U 30a6HY My3UKY, Y paAy ce caraepanajy (McTopmjckm)
TParoBU M CHHXPOHM YTHIAjU TPAAMIIMOHAAHE My3HKe, IIPOIieC TAOKAAM30BaH:a
HOITyAApHE My3HuUKe KyAType 3amapd, Kao M Crenu$uuaH TPeTMaH 030umHe,
yMeTHHUKe My3HKe, KOja yCAeA TeXHe Ka CMAambHBamy HacAeheHHX AMCTaHIM Huje
eKCIIAUIIUTHO $paBOPH30BaHA.

Y pybpur Hayuna xpuitiuka u fioremuxa OBOM IIPHAHKOM IPEACTAaBAEH je
HEAAQBHO OAPIXKAH 3ajEAHHYKH CKYIl ABejy BEAMKHMX Mel)yHAPOAHHX CTPYKOBHHX
OpraHusalfja, a MOTOM Cy IPEACTaBAbEHA M TPU M3AAa PA3AMYHTUX IMpodHaa —
ayTopcka MoHOrpaduja, 360pHUK pasoBa 1 3By4HO u3pame. Cxynosu Mehynapoare
aconujanuje 3BYYHUMX U ayAuo-BusyeaHux apxusa (IASA) n Mebynapoasor
caBera 3a Tpaaunuje mysuke u maeca (ICTMD), oapskanu cenreMbpa mecena y
Hcranbyay, 61AM Cy IPHAMKA U 32 3APYXKEHO Pa3MaTparbe OUyBamba, AOKYMEHTOBAA
U 3aIITHTE TPAAUIIMOHAAHE My3uKe U naeca. Ha ocHOBY AMYHOTr HCKYyCTBa Ha OBOM
noay u ydemha Ha KOHpepeHIHjH, aHaAu3y porahaja caunnuaa je Mapuja Aymunh
Buaotujesuh. Ilpsu y Hu3y TekcroBa mocBeheHHX M3AABUMA je KPUTHYKU IIPHKA3
kbure JacHe Josuhesuh, mocseheHe moAOXKajy HMHCTPYMEHTAAHCTKHEIbA KOje ce
6aBe 11e30M, u3 nepa Mojiie ITumkop. OBo cacBuM HOBO H3Aal€ OCBETAEHO je Kao
KOMIIAEKCHA CTYAU]ja KOja CBPCHCXOAHHM KOMOMHOBAbeM METOAOAOTHja M KPUTHIKHIX
HepCreKTHBA MPOLINpPYje MOAPYYje HayKa O My3HIH, OCeOHO y HAIMOHAAHHM U
perunonasHum okupuma. ITpuxas Hemamwe Coprrtha opHOCH ce Ha 300pHHK KOjH je
0CTao be3 apeKBaTHe MAXKEbe 300T MyOANKOBamba y BpeMe maHAeMuje. Dopmar ckymosa
Young Musicology apupmuire MAaAe HayqHHKe, @ IPEACTABAEHN 300PHUK Oasupa ce
Ha Tpehoj TakBoj KOH}epeHIIHjH, Ha KOjOj je TEMATH30BAHO MECTO MY3HKOAOTHje H
eTHOMY3HKOAOTHje ¥ CaBpeMeHOM KOHTeKCTy. PyOpuHKy 3akmydyje IpHKa3 3ByIHOT
H3AAFA CA CHHUMIMMA TPAAMIMOHAAHE My3HKe M3 pasamuuTux KpajeBa Cpobuje
u3BeAeHe Ha PPYAH, Ha KOjHU je Mmaxisy ckpeHyaa Maja Papusojesuh. Ped je o aucky
KOjH CAAPIKU CHUMKe M3BODera metopure ppyaanra — oobuTHIKA Harpaae ,Op 3aaTa
jabyxa’, koja ce popemyje Ha Cabopy Pppyaama Cpbuje ,0j, Mopaso” y Ilpucaonunu
Kop Yauxka.

C Beanxom 3axBasHOIIhy 32 ropAuHe papa IpOBeAeHE ITOA KpOBOM My3HKOAOIIKOT
uncruryta CAHY, oBe ropune cMo npocaasuan 9S. poheHAAH yBaxkeHe KOACTHHHUI]E
Ap Hapexxpae MocycoBe, My3HKOAOTa, HAYYHOT CaBeTHHKA y meH3uju. OberesxaBamy
jy6uaeja ce mpuxayuno u op Msaanj Jocuposua 3emuoncku (Usanit Mocuposuy
3eMI0BCKHIT), YTAGAHN ETHOMY3HKOAOT M KOAera M Ipujates Ap Mocycose, unja
cehama Ha BUXOB IpBH cycpeT y Beorpapy u moTome MHTEAeKTyaAHe pa3MeHe
Iy OAHKYjeMO OBOM IIPUAUKOM.

Y ume pepaknuje gacommca Mysukoioiuja 3aXxBasyjeM CBHM CapajHMIIMMA
KOjU Cy AOIIPMHEAU KBAAUTETy OBOT Opoja, IIpe CBera ayTOpHUMa 3a OA3UBE M THMe
H3PaXKEHO TIOIITOBAE 32 YACOIUC U YPEAHHUIITBO, PelleH3eHTnMa 3a mocseheHoCT
yHarnpelery HayIHOT KBAAUTETA CTYAUjA, AGKTOPUMA M THMY 33 TEXHUYIKY IPHUIIPEMy
H3Aa5ba 32 OATOBOPHOCT Ha ITOAHMMA 33 KOja €y HapaexxHu. C 0631MpoM Ha TO Aa OBUM
6pojeM 3aKknyUyjeM CBOje aHTAXKOBAe Ha IIO3UIHjH TAABHE U OATOBOPHE YPEAHHIIe,
3axBasyjeM jou jepHoM romhama-ypeanujama 3a Teme 6pojesay OKBUPY MOT MAHAATA,
PeAaKIIji 1 OCeOHO ceKpeTapKu peaakuuje, Ap bojanu Payosanosuh, koja je 6umaa



BHIIE HEro IoyspaH ocaoHall. Ha TemesuMa oHOra MITO Cy papUAM ITPETXOAHMUIIH,
AAM ¥ Ha OCHOBY HAIlIMX 3aAaraka 3a HCIyHhaBamhe YCAOBA, OBE TOAUHE je IOCTUTHYTO
u yHanpeheme kareropuje gacomuca Mysukoroiuja ooxykoM MHUHHCTapCTBa HayKe,
TEXHOAOIIKOT pasBoja u uHoBanuja Permybauxe Cpbuje, Ha KOje CMO H3y3eTHO
MIOHOCHH.

Y Beorpaay, 12. periembpa 2023. ropuse

Ap Aanka Aajuh MuxajaoBuh, raaBHa 11 OATOBOPHA YpeAHHIIa



EDITOR’S FOREWORD

Estimating that music festivals have not lost their attractiveness as a research topic,
despite the relatively large scientific attention they have already received, the edito-
rial board of the journal Muzikologija-Musicology encouraged their reconsideration
within the Main Theme of the second issue in 2023 (No. 35). Due to the dynamism
of societies and musical cultures, it is possible, and even necessary, to reconsider the
circumstances of the creation of festivals, their transformations and disappearances,
and their functioning as living organisms within the ecosystem. The relations of the
testivals with the music industry, as well as tourist and creative industries, identi-
ty politics, socio-cultural context and economy are particularly sensitive. In light of
current global efforts to preserve intangible cultural heritage, it is also plausible to
consider the role of festivals and the relationship between festivals and traditions in
the broadest sense — the influence on the canonization of practices, i.e. on creativity
and the commodification of music and musicianship.

Scholars of various expertise responded to the invitation to reconsider music fes-
tivals; accordingly, different aspects of festivals were emphasized, which gives a spe-
cial value to this issue. Authors also present and analyze festivals different in terms
of the musical practices they relate to, located in countries whose socio-cultural cir-
cumstances are reflected by them, organized with different motives, some of them
completely new, while others have existed for decades and changed by adapting to
the context. The research on music festivals is specifically indicative of those that
have completed their “lifetime”. Although it is present in all editing experiences, on
this occasion there is a particularly distinct feeling that the order of the studies in the
Main Theme section directs their reception when read consecutively, but different
profiles of readers will likely find their own ways through this section.

As asociologist of culture, Karolina Golemo presented the Sacrum Profanum fes-
tival (Krakow, Poland), which is significant not only as a promotion of the fusion
of contemporary classical music with electronic sounds, jazz and other genres, but
also as a form of wider social action, especially in terms of gender relations. From
the program of the experimental edition of this festival in 2020, during which, in
her opinion, social themes resonated even more vividly, she singled out two projects
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that could be described as “socially engaged music that deals with women’s themes”.
The relationship between a music festival and identity turned out to be a special
challenge for anthropologists Marija Ajduk, Ljubica Milosavljevi¢ and Ana Bani¢
Grubisi¢ as well. Their study is about local identity, specifically, the aspect of ‘Bel-
grade’s identity” connected with the local jazz scene represented, in this case, by the
relatively new Jazz in the Garden festival, which takes place in the “Jevremovac” Bo-
tanical Garden. As an innovative segment within certain festivals of contemporary
popular music, conferences are organized whose function is the direct exchange of
experiences, i.e. the dissemination of knowledge related to that type of music, which
emphasizes the importance of education, especially of young professionals in the
music industry. In her study, Marija Maglov presents this type of event, for which she
uses the term “agency” festival, and discusses two examples of such festivals taking
place in Serbia — the Kontakt and Indirect Showcase festivals.

The Main theme also contains two articles on festivals dedicated to traditional
musical genres, both marked by the author’s personal experiences of participation.
Josko Caleta points out that research is the last phase of his pursuit of the so-called
klapa singing, after participating in the performing and creative dimensions of that
practice, and also in the organization of the festival. The focus is on the Dalmatian
Klapa Festival in Omis (Croatia), which strikingly illustrates the contribution of this
type of presentation to the popularization and spread of the practice to areas where
it is not traditional, but also reveals the impact of the festival on the formatting’ of
klapa singing, including its significant departures from tradition. Through the aspect
of turning a musical expression into a symbol of national culture, this study is fol-
lowed by Mark Forry’s article on an event dedicated to tamburitza music — The Tam-
buritza Extravaganza, which has been held in the USA for more than fifty years. For-
ry presents the history of the festival from the perspective of adapting the practice
that is traditional in the areas of the origin of Croatian and Serbian diasporas, to the
American culture and the American musical (specifically tamburitza) ecosystem.

The closing study of the Main Theme is written by Milo$§ Marinkovi¢ and ded-
icated to the festival Music in Serbia. It offers a survey of the life cycle of a festival,
the motives and circumstances of its creation and modality of survival, as well as the
economic and political contexts that led to its closure. This festival was held in the
period 1976-1991 and grew into a unique place of (re)valorization of national art
music; it was especially important for the presentation of contemporary creativity
of composers from the then Socialist Republic of Serbia and its provinces (Kosovo
and Vojvodina).

Due to the breadth of the Main Theme in this issue, the section Varia is more
concise. The first of the two musicological studies found in it is a valuable contribu-
tion to the biography of Bogdan Milankovi¢, thanks to the comprehensive research
conducted by Fatima Hadzi¢. Milankovi¢ spent most of his life and almost his entire
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career in Sarajevo, and the article presents numerous details about his activity and
contribution to the musical culture of this city. Whereas Hadzi¢’s study refers to the
interwar period, the second study in section Varia presents the results of research
into the musical life of the city of Sremska Mitrovica in the period of socialist Yugo-
slavia, which is carried out by Jasna Tanasijevi¢ for her doctoral dissertation. Starting
from the division into serious, folk and popular music, the article examines the (his-
torical) traces and synchronous influences of traditional music, the process of glo-
calization of the popular music culture of the West, as well as the specific treatment
of art music, which was not explicitly favored, due to the striving to reduce inherited
distances among genres.

The section Scientific Reviews and Polemics presents a recently held joint meeting
of two large international professional organizations, as well as three different publi-
cations — a monograph, a collection of papers and an audio edition. The joint gath-
erings of the International Association of Sound and Audio-Visual Archives (IASA)
and the International Council for Music and Dance Traditions (ICTMD), held in
September in Istanbul, presented an opportunity to discuss the safeguarding, docu-
mentation and protection of traditional music and dance. Marija Dumni¢ Vilotijevi¢
attended and wrote an account of this event, relying on her personal experience in
these fields. The first in a series of reviews dedicated to various publications is Mojca
Pigkor’s review of Jasna Jovic¢evi¢’s monograph dedicated to the position of female
instrumentalists working in jazz. This new book is highlighted as a complex study
that expands the field of music studies, especially in national and regional frame-
works, by purposefully combining different methodologies and critical perspectives.
Nemanja Sovti¢ reviews a collection that did not receive adequate attention due to
being published during the Covid-19 pandemic. The format of the Young Musicology
gatherings affirms young researchers, and the collection is based on the third epony-
mous conference, which thematized the place of musicology and ethnomusicology
in the contemporary context. This section concludes with Maja Radivojevi¢’s review
of a sound edition with recordings of traditional music from different parts of Serbia
performed on the frula (fife). It is a disc that contains recordings of the performance
of five musicians — winners of the prize “Od zlata jabuka” (Golden Apple), which is
awarded at the Gathering of Frula Players from Serbia “Oj, Moravo” in the village of
Prislonica near Cacak.

With gratitude for the years of work spent under the roof of the Institute of Mu-
sicology SASA, this year we celebrated the 95t birthday of our respected colleague
Dr Nadezhda Mosusova, musicologist and retired Principal Research Fellow. Dr
Izaly Tosifovich Zemtsovsky, a distinguished ethnomusicologist, and a colleague
and friend of Dr Mosusova, joined the celebration by sharing memories of their first
meeting in Belgrade and the subsequent intellectual exchanges.
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On behalf of the editorial board of the journal Muzikologija-Musicology, I would
like to thank all who contributed to the quality of this issue, above all the authors for
their responses and thus the expressed respect for the journal and the editors, the re-
viewers for their commitment to improving the scientific quality of the articles, the
proofreaders and the team for the technical preparation of the issue for responsibili-
ty in the fields for which are competent. Considering that with this issue I conclude
my post as Editor-in-Chief, I would like to thank once again the guest editors for the
Main Theme within my mandate, the editorial staff and especially the editorial secre-
tary, Dr Bojana Radovanovi¢, who was more than a reliable support. Based on what
our predecessors did, but also on our efforts to fulfill the requirements, this year the
category of the journal Muzikologija-Musicology was increased by the decision of the
Ministry of Science, Technological Development and Innovation of the Republic of
Serbia, which makes us all very proud.

In Belgrade, 12 December 2023,

Dr Danka Laji¢ Mihajlovi¢, Editor-in-Chief
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ABSTRACT

Sacrum Profanum festival stands as one of the prominent musical events in Kra-
kow. The festival is recognised for its unique fusion of contemporary classical
music with electronic sounds, jazz and other genres. Alongside its artistic and
musical endeavours, the Sacrum Profanum festival remains dedicated to social
issues, meticulously promoting gender balance in its lineup, and constantly con-
tributing to the social debate about gender equality in the cultural sector in Po-
land. The main aim of this article is to analyse the presence of women during
the 2020 edition of the festival, with special focus on the socio-cultural message
conveyed by the female artists (composers and performers) that actively contrib-
uted to that edition.

KeEYwoORDS: Sacrum Profanum, music festivals, Polish contemporary music, female

composers, female artists.
ATICTPAKT

®ecruBaa Sacrum Profanum jepaH je Op MCTaKHYyTHX My3HYKHX Aorabaja y
Kpakosy. OBaj pecTuBas ce ncTude CBOjOM jeAMHCTBEHOM (y3HjoM caBpeMeHe

The analysis is partially based on data originating from field research carried out within the Horizon

2020/HERA funded project “European Music Festivals, Public Spaces, and Cultural Diversity”.

1
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KAACHYHE MY3HKe Ca eAeKTPOHCKMM 3BYKOM, IIe30M M APYTMM >KaHPOBHMA.
ITopep CBOjUX YMETHHMYKUX U MY3HYKHUX AAATHOCTH, pectusaa Sacrum Profa-
num KOHTHHYHPAHO MOCBehyje Makiy APYIITBEHHM IPOOAEMHMA, IIEAAHTHO
npomoBHIyhE pPOAHY pPaBHONIPABHOCT y CBOM Iporpamy u aompuHocehwu
ApPYIITBEHO] AebaTH 0 OBOM IpobAeMy y KyATypHOM cektopy ITomcke. Ifmm
OBOT 4YAAHKA j€ AQ aHAAM3Hpa IPUCYTHOCT >KeHa Ha mporpamy u3 2020.
FOAMHE, C IIOCeOHHM (POKYCOM Ha COIMOKYATYPHeE IOPyKe KOJjHUM Cy yMETHHIIe
(xoMmo3UTOpKe M N3BOhauMLe) aKTHBHO AOTIPHHEAE TOj GeCTHBAACKO] EAULIUjH.

KanyaHE PEUM: Sacrum Profanum, Mysudky $pecTHBAAM, IIOACKA CaBpeMeHA MY3HKA,

KOMITO3UTOPKe, yMETHHIJE.

INTRODUCTION

Sacrum Profanum is one of the flagship musical events of Krakow. Combining the
so-called contemporary classics with electronic music, jazz and other genres, the
festival is known for experimenting, presenting bold arrangements and connecting
classics with the avant-garde. The organizers’ intention to cross borders and explore
alternative forms of musical expression is accompanied by the search for new chan-
nels of communication. The Sacrum Profanum festival has maintained a long-stand-
ing commitment to social causes, consistently striving to maintain gender balance in
its programming. In recent years, the festival’s lineup has explicitly tackled pressing
social issues, including gender equality, recognition of minority voices, the challeng-
es posed by the climate crisis, ecological concerns, and excessive consumerism.

By examining selected concerts and accompanying events featured in the 2020
edition of the festival, I aim to address in this article the following research ques-
tions: which women’s issues are explored through the festival’s content, and how
is the presence of women/female voices at the festival connected to other themes
relevant in the current social discourse? How does the Sacrum Profanum festival
contribute to improving the representation of women in contemporary music? Is
the festival’s gender parity-based programming policy acknowledged and noted by
critics? Can it serve as a model of good practice for other festival organizers and
institutions or public entities?

The methodology applied in the research was based on an analysis of existing
sources (scientific publications, press and magazine articles, reviews of selected
concerts during the 2020 edition of the Sacrum Profanum festival, selected content
from social media) and supported by information obtained during in-depth inter-
views with the festival’s organizers.”

2 The reviews of the Sacrum Profanum festival’s 2020 edition appeared on selected web pages and
online magazines. The sample consisted of 14 online articles published both during the duration of the
festival and immediately after its end, that is in the period of time from November to December 2020.
All articles were selected through purposive sampling method. In this article I refer only to a part of all
gathered materials.
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Music FESTIVALS, SOCIAL CRITIQUE AND GENDER PERSPECTIVE

Music festivals are undoubtedly an increasingly important part of the cultural
sector. They have the potential to foster mutual appreciation among people of vari-
ous ways of life, functioning as spaces of diversity, cultural exchange and transforma-
tion. When analyzing the nature of festivals, Monica Sassatelli and Gerard Delanty
assert that “openness, innovation, hybridity, and change are constitutive and not
derivative of cultural identity or specificity” (Sassatelli and Delanty 2011, 54). This
openness and striving for change is also manifested in the involvement of music fes-
tivals in social debates and taking up currently important topics. On the one hand,
music festivals reflect the changes taking place in society, but on the other hand,
their organizers can determine these changes themselves, notice pressing problems
and respond to current social challenges. The festival organizers’ activity may be per-
ceived as a combination of mutually undergoing given circumstances and initiating
new, often challenging activities, oscillating between structure and agency (Giddens
1979). The specific nature of festivals allows for “a collective representation, a collec-
tive celebration and, in many cases, a collective outpouring of a commonly articulat-
ed form of socio-cultural identity” (Bennett and Woodward 2014, 12).

What seems to be most important in the context of the considerations undertak-
en here is the contribution of music festivals to the social debate and their critical
function. The engagement of music festivals in resistance and social protest has a
long tradition. Per Bakhtin’s (1984) perspective, different forms of collective gather-
ings that existed before the modern-day festivals have historically functioned as are-
nas for discussing and negotiating various aspects of everyday life. Nowadays, music
festivals are also becoming a platform for social debate and the space for “trying out
of non-dominant values and systems within the public” (Caudwell and Rinehart
2014, 1). Already a decade ago Joanne Cummings (2014) stressed the need for more
qualitative research on festivals as sites for raising awareness about social issues and
promoting political consciousness. Apparently, this need still exists. There is a grow-
ing body of new research material available, as contemporary music festivals increas-
ingly delve into social issues, engage in matters of significance to local communities,
advocate for the equal rights of women and minorities, participate in the safeguard-
ing of democracy, and highlight the valuable contributions of ethnic and immigrant
cultures to the evolution of mainstream music culture. This is especially significant
in countries like Poland, which have undergone a socio-political transition from an
authoritarian regime to a democracy (Golemo and Kupis 2022). In recent years,
ecological themes have gained increasing importance, highlighting the tension be-
tween environmental concerns and consumption practices. The concern for social
and ecological issues became particularly evident during the Covid-19 pandemic.
Many festivals, including those in Poland, not only altered their formats (shifting to
online or hybrid events) but also incorporated more discussions on contemporary
social issues into their programmes (Kupis and Golemo 2022).

In the broader context of social engagement, Jelena Gligorijevi¢ (2018) exam-
ines the role of ideology and politics in contemporary music festivals. From her anal-
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ysis, she draws the following conclusion: most of today’s festivals oscillate between
a “consumerist form of cosmopolitanism” and a “seemingly more serious cosmopol-
itan mode of political engagement” (n.p.). According to Gligorijevi¢, the common
aspiration of all these events is to “project a progressive and cosmopolitan image
using discourses of globalization, libertarianism, cultural diversity, sustainable liv-
ing, creativity, and technological progress” (Ibid.), but these discussions may hide
various conflicts related to class, race, gender, and global inequalities that are inher-
ent in capitalism. The Sacrum Profanum Festival would be much closer to the latter
model, but it goes a step further by engaging uncompromisingly in debate on gender
inequalities.

In the context of the considerations presented in this article, it seems relevant
to briefly characterize interconnections between the social role of music festivals
and issues of gender and feminism.> According to Gilmore (1998, 2) gender may
be understood as “the ways in which men and women interact in the social encoun-
ters of everyday life”. It is important to add that these encounters are often imbued
with social expectations based on different cultural patterns. The notion of gender
is directly related to the concept of hegemonic masculinity introduced by Connell
(1982), who pointed out that gender and class are both subject to numerous hi-
erarchical relations. Considering that throughout history, gender stereotyping has
been prevalent at various events (Andrews and Leopold, 2013) it seems important
to investigate how gender differences, prominent in contemporary society, and gen-
der hierarchies are referred to and negotiated within music festival spaces. Various
aspects can be distinguished here: gendered interactions and quotas in the process
of festival production, the presence of women and men in the festival outline and on
stage (as composers, artists, performers), the gender aspects of the festival content
and message (i.e. presence of themes addressing the feminine perspective/women
issues). This analysis regarding the Sacrum Profanum festival in Krakow is an at-
tempt to verify to what extent a music festival can act as a platform for challenging
and defying traditional gender hierarchies (Pielichaty 2015).

In her study dedicated to festival spaces, Hanya Pielichaty (2015) analyses gen-
der-related issues concerning the concepts of liminality and the carnivalesque. She
references not only so-called classical works by Bakhtin and Turner but also the con-
siderations of other authors exploring this area of study. Pielichaty explores the idea
of the festival space’s liminality in the context of challenging the established order.
This involves reversing power dynamics, subverting prevailing norms, and defying
societal expectations related to social roles. These activities, which align with the
Bakhtinian concept of the carnivalesque, can also manifest in a festival site. However,
as emphasized by different authors, this game of meanings, norms and expectations
always takes place according to predetermined rules and is subordinated to the one
who has control. Pielichaty refers to the criticism of the idea of carnivalesque and
social freedom presented, among others, by Umberto Eco, describing the carnival as

3 A detailed discussion of gender and feminism issues is beyond the scope of this text. Therefore, I
limit myself to proposing a very general approach to this problem, without delving into the divisions
and terminological complexities associated with these concepts.
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an “authorized transgression’, during which “status is thought to be inverted, but is
actually hiding under a fagade of social order and discipline” (Pielichaty 2016, 238).
In a contemporary festival site “power can be seen as ‘the rules of the game), which
both enable and constrain action” (Clarke and Jepson 2011, 9). Indeed, when the
festival ends, all existing norms of behaviour are restored (Anderton 2009) and the
structure takes control over agency, spontaneity, and freedom. Analysing the exam-
ple of the Sacrum Profanum festival, I will try to show that this change in gender
hierarchies can not only manifest itself during the festival, but also be consolidated
as a new social norm to go beyond the time and space of the festival.

The aspect of gender stereotypes in the context of festivals also seems interest-
ing. They may at the same time reproduce and counteract conventional/ traditional
gender roles.* In the following parts of the text, I will discuss the expectations related
to the role of women (as well as the position of women in the contemporary music
market in Poland) and how Polish female artists who perform at the Sacrum Profa-
num Festival are trying to break stereotypes.

CONTEMPORARY MUSIC AND SOCIAL ENGAGEMENT:
SoME REFLECTION ABOUT THE CURRENT PoLISH CONTEXT

In this section, I would like to refer to the current debate on Polish contemporary
music and social issues, with particular emphasis on the role played by women in it.
I will refer to selected voices of musicologists and commentators, as well as female
composers. As music critic Jan Topolski observes: “While the tradition of music de-
voted to addressing current issues remains ever vibrant — think of Baroque opera,
Beethoven's overtures, or the politically charged avant-garde — each era endeavours
afresh to discover the apt means of expression for the times” (Topolski 2020).5 Ac-
cording to the critic’s perspective, contemporary Polish artists are not limited to
thinking in musical terms; they also think in journalistic terms. As an effect of their
artistic work, they create a special kind of compositions that can be seen as manifes-
tos for society or “sound essays”. They often refer to theories and publications of oth-
er authors, but employ them in a free, subjective and unsystematic way. In doing so,
they convey their thoughts on specific socially relevant subjects, always within an ar-
tistic and musical framework. Topolski points out that these musical compositions
can at times adopt the sharpness of a column or manifesto, while at other times, they
exude a sense of nostalgic reminiscence. In some instances, they even take on a re-
portage-like form, as the artists incorporate authentic statements or field recordings
into their musical message. It could be even argued that they employ ethnographic
or autoethnographic methods for music creation. According to Topolski, the key

4 For example, in his study on selected music festivals in Calabria, Goffredo Plastino addresses
the stereotypical gender roles attributed to festival female dancers. He analyses the mechanisms of
dominance and control at dance festivals in southern Italy, but also shows the breaking of different
gender-based expectations and empowerment of women through dance (2003).

S Alltranslation from Polish are made by the author of the article.
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feature in these works is “associative structure, juxtaposing quotations and digres-
sions in a loose way, but binding them together with an authorial twist, expressed in
instrumental and electronic parts, sometimes also in performative action” (Topolski
2020). One of the most frequently discussed topics is feminism and emancipation,
which is a response to the current social situation in Poland.

In an interview with Polish female composers of contemporary music, Pawet
Klimczak tries to find answers to questions about why feminism is still a taboo
subject in many areas of Polish art, and who maintains the old, patriarchal order
in the contemporary music community. As noted by Monika Szpyrka, one of Po-
land’s leading composers, female representation at concerts is still not very visible.
The reason for this is that men are usually thought of first and foremost in the pro-
gramme-setting process. As a reason for this, Spyrka cites historically grounded be-
liefs about women composing: “history has contributed to this matter, profoundly
discouraging women from entering the profession, which has resulted in far fewer
women than men (through criticism in the 19th century, the myth of the great com-
poser, masculinism, machismo). The same is true of managerial positions in music
institutions, mainly festivals — they are rarely held by women” (Klimczak 2023).

Spyrka notes that her generation is trying to change this situation, to take care of
the women’s presence both in the creative field — composition, and music criticism.
Some cultural institutions, or organisers of music festivals, are beginning to notice
the problem and look for solutions: “(...) more and more parity concerts are ap-
pearing, compensatory history activities — promoting the forgotten work of female
composers. L hope that, for the most part, this is a sincere action and not the result of
a trend or commercial motives”, says the composer (Ibid.).

Another composer, Zaneta Rydzewska, observes that in recent years, more and
more women have taken up senior positions in cultural institutions, which until re-
cently were exclusively the domain of men. This is evidence that a certain process
of change is beginning, although it is still difficult to speak of a balance (Klimczak
2020). It seems that the imposed gender parity may be a certain “remedy”, which the
Sacrum Profanum festival has been using for years. However, the question remains
whether it meets the criterion of adequate representation. The artistic director of
the Sacrum Profanum festival himself has spoken out about how women-only festi-
vals are not the right solution: “An edition entirely dedicated to women would be a
strong voice, but I feel it would be false. After all, it is not about wading into utopia”
(Smelczyniska 2017, 150). But at the same time, the festival organisers have been
talking openly for several years about the quotas they apply (Gregorczyk 2019).
They take care not only of the presence of female artists/performers or female de-
baters, but above all of the representation of women composers, including those
who are less well-known and niche. Sometimes these strivings for balance lead to
interesting discoveries: the leitmotif of the 2019 edition was the work of Lucia Dlu-
goszewski, the daughter of Polish émigrés and an important representative of the
New York experimentalist community, completely unknown in Poland.

There is still a lot of work to be done regarding the cultural patterns of public life
and work organisation rooted in Polish society. Feminism is still a taboo subject in
Polish contemporary music, especially in academic circles. As Spyrka points out:
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The mentality of the older generations is very hurtful, moralistic, rejecting all oth-
erness, conservative, clinging to the old, patriarchal orders at all costs. The negative
attitude towards feminism of both women and men is probably related to the fear of
losing the stability that the system has shaped over the years, the fear of novelty. What
is forgotten, however, is that feminism is first and foremost about equality, which also
entails fair treatment of men (Klimczak 2020).

Szpyrka, known in musical circles for her social commitment to the fight for
equal rights for women, addressed this theme, for example, in her emancipatory
pieces Useful Statistics for orchestra and Are There Any Hidden Figures? for quartet,
lights and electronics. In the score of the former composition, there are passages to
be performed (in unison) only by female players in the respective ensemble. Thanks
to this, one can see and hear the number of women in the orchestra. As the author
herself says of this composition: “I had to integrate the concept into the sound in
some way, hence the use of a single static pitch in the women’s sections — to accentu-
ate the difference between them and the tutti sections. To convey a specific message
to the listener” (Topolski and Pasternak 2018).

Contemporary Polish composers practice a kind of “musical adventurism”
(Wieczorek 2018, 163) aimed at changing the shape not only of musical life, but
more broadly of social life.® Analysing the socially engaged work of contemporary
Polish artists, Jan Topolski has identified several thematic areas. One of them is
emancipation and feminism, largely undertaken by women composers. These often
intermingle with the issues of queerness, gender and the search for cultural identi-
ty. There are also intersectional “musical statements” combining feminist messages
with, for example, concern for the environment, or topics relating to current poli-
tics (strikes, protests in Poland). The issue of mental and somatic balance appears,
among others, in the work of Monika Dalach. The same composer addresses themes
of climate crisis and anti-consumerism. The multimedia artist, now based in Lon-
don, says:

As an artist, I have all the tools I need to be able to communicate a relevant issue.
Such as environmental litter or the problem of gender inequality. If the project arous-
es emotion in the listeners and maybe even makes them think, I consider it a success.
There is a chance that the audience will become interested in the topic after the con-
cert and, in an optimistic scenario, the project will encourage them to take action
(Topolski 2020).

6 Wieczorek (2018) delves into the intersection of music and social engagement, drawing on the
example of musicians’ protests in the Netherlands during the late 1960s which led to the formation of
the Movement for the Renewal of Musical Practice. This movement stressed that the “social significance
of music is as crucial as the financial well-being of musicians” (165), although its founders rejected the
idea of music conveying specific content. As Wieczorek highlights, their focus was primarily on the
social forms of musical performance rather than its internal content.
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The issues of gender equality and women’s rights are not only addressed in the
aforementioned musical works presented in concert halls. The circles of music crit-
ics and specialist musicological magazines also engage in this debate. It is worth re-
calling that at the beginning of December 2020, i.e. immediately after the pandemic
edition of the Sacrum Profanum festival, the Polish music-education magazine, Ruch
Muzyczny, put forward a proposal to write an article-report on cases of harassment in
the music community, consisting of anonymous confessions of victims. A few years
earlier, during the 2016 edition of the Sacrum Profanum festival, one of the accom-
panying events was a debate on the role of women in Polish contemporary music, an
account of which appeared in the musicological monthly Glissando (Smelczyriska
2017).

THE PANDEMIC EDITION OF THE 2020 SACRUM PROFANUM —
A GENERAL OVERVIEW

The coronavirus pandemic has been a difficult experience for many organisers of
cultural events. Festivals, oscillating between organizational schemes and innovative
ideas, between ritualized repetition and imperviousness, driven by hard-to-grasp
creative energy but dependent on very material factors (i.e. the external environ-
ment or finances), had to redefine themselves in extreme circumstances. Like many
others, the Sacrum Profanum festival had to face unexpected organizational chal-
lenges. The conditions for the celebration of “youth” (theme of the 2020 edition)
were difficult; nevertheless, the organizers saw it as an opportunity to renew and
reinforce their festival (Golemo 2023 ). It can be argued that it was during the exper-
imental pandemic edition that social themes resonated even more vividly in artistic
interpretation. The incorporation of digital technology and multimedia enhance-
ments aimed to underscore the social significance of the message conveyed. Howev-
er, there were dissenting voices raising questions about the necessity of boosting an
already powerful social message with special visual effects.

The descriptions of the festival's main idea referred to youth and its right to ex-
periment. A promotional text authored by the artistic director of the festival con-
tained the organizers’ own definition of youth:

Youth is associated with physical strength, endurance, sport, rebellion, mutiny, bra-
vado, arrogance, mistakes, popular culture, the internet, pop songs, improvisations,
lustfulness, technology, carelessness, fun and oh, so much more! The program re-
flects all these attributes: the 18th festival pays homage to Youth” (Sacrum Profanum
Artistic Director/webpage).

Some aspects of this definition could easily be linked to what is traditionally ste-
reotyped as “masculine” attributes, such as physical strength, endurance, and brava-
do. Considering the festival's strong commitment to gender equality, the selection of
“youth attributes” may be viewed as a kind of deliberate provocation and a challenge
to societal norms. It was during the 2020 edition that the festival prominently show-
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cased women's voices and their powerful energy. The youth theme is commonly as-
sociated with strength, experimentation, exploration, challenging conventions and
norms, and unwavering determination. In this context, the festival artists had ample
room for interpretation. Outwardly, female artists seized this opportunity to engage
in the social discourse on feminism, bridging music and politics through words, vi-
suals, or corporeal expression.

BROADENING THE SPECTRUM OF FEMININITY.
WOMEN’S VOICES AT THE SACRUM PROFANUM 2020

In this part of the article, I would like to refer to two musical projects, which
could be described as socially engaged music concerning women’s issues. These
are the concerts “Female Forms” and “Tova’, created and performed exclusively by
women. Although the idea for them originated much earlier, their appearance at the
Sacrum Profanum 2020 festival coincided with the difficult socio-political situation
in Poland. The national Women’s Strike, taking place on the streets of numerous cit-
ies, lent fresh significance to these projects. The theme of femininity at the festival
was closely linked to the theme of the body in music.” Critics noted the “brilliant
representation and presentation of the women’s music” (Mlodos¢ w formie 2020)
and considered the women’s performances to be among the most interesting and
successful. As one commentator wrote:

The creators of Sacrum Profanum make no secret of the fact that they are trying to
maintain gender parity among female artists. If in previous years anyone had doubts
about the rightness of this decision, they may change their minds after this year’s
edition. The organisers have paid off with all their efforts in programming the rep-
ertoire so that gender ceases to be a measure of the quality of art for good (Jacko-
wicz-Korczyniska 2020).

Tova

The multimedia project “Tova” (Hebrew ‘good, pleasing’), which is dedicated to
the transformation of female identity, is the result of a close collaboration between
flutist Anna Karpowicz and four female composers whom she asked to write pieces
for her. “Tova” premiered on the day of the nationwide Women’s Strike in Poland,
which was a complete coincidence. In this multimedia format of the cyber-recital,

7 The topic of the body interpreted through music from a feminine perspective appeared also in
another composition that is not addressed directly in this analysis. Monika Dalach, in her "Carbon is
a new black” (part of the “Permed Lecture” concert) presented “a musical-visual-performative story
about the textile industry and its contribution to the climate catastrophe in the optics of the global
crisis and individualized perspective, combining the experience of the human body and the body of
the planet” (Lniak 2020).
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they touched on themes of the female experience, seeking answers to universal ques-
tions: what does it mean to be a girl, a woman, an artist, a mother? What expecta-
tions do women face when stepping into these different roles, and how do they carry
social expectations? (Smelczyriska, 2020). These fundamental questions referred
explicitly to the specific context of Central-Eastern Europe. What impact does the
social environment in a country that has experienced a political transformation have
on the situation of young women? Who are the role models of young female artists
from Poland? What does the Judaeo-Christian standard of “female kindness”, ubiq-
uitous in Polish culture, inspire? (Sacrum Profanum, webpage). On a symbolic level,
the artists wanted to disenchant the flute as a simple, pretty, girly instrument and
present its dark, predatory face in the form of harsh, jagged sounds accompanied by
electronics. The sound of the flute “tends to be infantilised and perceived as weak
or even sweet, limiting it to pastoral and children’s music” (Sacrum Profanum, web-
page). Breaking the stereotype of the flute as a delicate instrument that plays “sweet
melodies” is a symbolic contestation of the common image of women: good and
pleasing. Interestingly, the visual layer of the project was prepared by the performer
herself together with the composers: “The whole was thus the result of female col-
laboration and community, proof that the separation of the roles of composer and
performer need not resemble a hierarchical division of labour in which no one but
the former (...) has access to the vision of the whole” (Libera 2012, 42).

Each composer, referring to her own experiences, placed her message in the
broader context of experiences shared by women. Marta Sniady, in 4 Rituals of Wom-
en’s Happiness, reflected on the ubiquitous contemporary cult of the body. The word
“ritual’, which - as noted in the festival’s programme — “has become popular in the
area of spa and wellness” , returned in the piece to its basic meaning and religious
context. The composer also appeared as the protagonist in the video accompanying
the piece, in which recurring motifs “resonated with the titular rituals, like beauty
treatments with unattainable ‘beauty”” (Zochowska 2020). Aleksandra Kaca’s Inner,
on the other hand, is a story about the pressures caused by media-promoted and
hard-to-achieve ideals. The piece can also be seen as a gesture of musical solidarity
with the body-positivity movement (Jackowicz-Korczyniska 2020). According to
the organizers themselves, the author of Inner “turns inward, searching for intima-
cy and closeness through simple sounds. She draws references from documentary
snapshots of the body damaged by pregnancies, finding similar textures in nature
that we perceive as beautiful, harmonious, and valuable” (Sacrum Profanum, web-
page). SCREAM by Teoniki Rozynek, showing different varieties of screams, both
lurid and muffled ones, coincided with heated protests of thousands of Polish wom-
en who took to the streets to fight for their rights in November 2020. The piece
showed that “the spectrum of femininity also includes rebellion and anger stereo-
typically attributed to men” (Jackowicz-Korczyniska 2020). However, there were
also different interpretations:

The cry of the title, however, is not an expression of anger but of impotence. A des-
perate, silent cry. The flute here is merely an extension of the voice, a muffled scream.
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It would be difficult to find a greater synchronicity in the context of what is happen-
ing on the Polish streets (Smelczyriska 2020).

Nina Fukuoka’s Zansei delved into the multifaceted aspects of female identity
and explored what is subjective, enigmatic, and unexplored within it. The festival
program explains that “Zansei translates to ‘last years, and in the piece, it is interpret-
ed as an endeavour to break free from a stifling reality and live the ‘remaining years’
in harmony with one’s true nature” (Sacrum Profanum, webpage).

Combining the perspectives of five female artists and their research on ambig-
uous female identity, corporeality and various forms of oppression, Tova naturally
corresponded with the slogans appearing at protests across the country.

FEMININE FORMS / FORMY ZENSKIE

In another feminist project, Feminine Forms, women — both composers and in-
strumentalists — brought their voices to the discussion on gender inequalities in mu-
sic, contributing to the social debate on the participation of women in the music in-
dustry in Poland. According to some critics, this feminine performance, inspired by
pianist Martyna Zakrzewska, was one of the strongest concerts of 2020 in the field
of contemporary music (Topolski 2020). Feminine Forms is a musical story about
important women's issues and the diversity of female nature created by six female
composers and five instrumentalists.® It is also a form of “musical #metoo” (Jack-
owicz-Korczyniska 2020), best exemplified in the composition by Nina Fukuoka
Sugar, Spice & All Things Nice, combining musique concréte with confessions about
misogyny. As Agnieszka Lniak put it, this song-manifesto “gives an unambiguous
signal: no more transparency (of sounds and patriarchy)” (Lniak 2020). According
to Jan Topolski, Fukuoka “took up the subject of #metoo in Polish classical music in
an almost journalistic spirit, collecting confessions of friends and passing them on
to the seemingly dispassionate recitation to the band’s instrumentalists. Memories
of harassment and discrimination are accompanied at times by a treacherously re-
laxing, and at times disturbing layer of murmurs and looped gestures of musicians”
(Topolski 2020). The electrifying effect of the spoken words against the background
of harmony and rasp, false-sounding idyll, distorted noise and the voice of the crowd
was emphasized (Dabek 2020). Another reviewer noted the courage of the com-
poser, but also of the women who provided “voices” in this composition, in tackling
such an uncomfortable subject. Fukuoka “attempted to account for the discrimina-
tory and sexist aspect of part of the hermetic musical environment. Requiring con-
siderable courage, the quotes/statements recounting the harm suffered while func-
tioning in a highly hierarchical, male-centric reality, provoked further discussion on
this type of abuse in Poland” (Jackowicz-Korczyriska 2020). Feminine Forms, previ-

8 Compositions by Monika Szpyrka, Zaneta Rydzewska, Anna Sowa, Martina Kosecka, Teonika
Rozynek and Nina Fukuoka were performed by Paulina Wo$, Oriana Masternak, Barbara Papierz,
Aleksandra Gotaj, Alena Budzindkova-Palus and Martyna Zakrzewska.



30

MY3UKOAOTHJA / MUSICOLOGY 35 - 2023

ously presented at another Polish festival, Warsaw Autumn (Warsaw Spring), was
performed again during Sacrum Profanum, but with the order of the pieces changed.
This was noted by commentators:

I was puzzled by the effect of rearranging Nina Fukuoka's flagship piece Sugar, Spice
& All Things Nice to start the concert. The examples cited in the composition of dis-
crimination against women and violence based on sex and power sounded more em-
phatically here, like a warning: “This concert is for real! Think about your prejudices
against women’s music” (Suprynowicz 2020).

Other pieces in the concert also carried a concrete emancipatory message and
were an attempt to overcome the fear that overpowers women and replace it with
(musical) anger. Symbolic gestures were abundant, including, for instance, the act
of taping over a loudspeaker, as a form of protest, through which a deluge of male
words was streaming. The potential of Feminine Forms not only as an artistic project
but also as a feminist quasi-collective was highlighted (Lniak 2020). One commen-
tator wrote: “The Feminine Forms concert reinforced my belief that the introduction
of composer quotas at festivals is the beginning of the road to full equality” (Zo-
chowska 2020).

It is worth noting that both the Tova and Feminine Forms concerts generated con-
siderable reactions and comments on the festival’'s Facebook profile. Posts related
to these projects ignited a discourse on feminism in Poland. Traditionalist voices
opposing women’s emancipation and questioning the relevance of feminist themes
in the festival program also emerged. An interesting discussion was triggered by the
Sacrum Profanum director’s post referencing a special issue of Ruch Muzyczny mag-
azine (#22/2020) on gender equality in music, inspired — which was underlined in
the Editor-in-Chief’s introduction — by the Feminine Forms concert at the Warsaw
Autumn festival (Matwiejczuk, 2020). Krzysztof Pietraszewski highlighted the Sa-
crum Profanum festival’s longstanding commitment to gender parity and the festi-
val’s role in advancing the gender equality dialogue in contemporary music. He ex-
pressed surprise that the magazine Ruch Muzyczny did not adequately acknowledge
the Sacrum Profanum festival’s role as a promoter of gender equality :

It is difficult for us not to be surprised that Sacrum Profanum’s efforts to introduce
new topics into the world of contemporary music and our concern for equality issues
(including LGBTQ+ communities, tolerance and openness, racism and the refugee
crisis) have not been such an inspiration so far, yet we cannot say that the editors of
Ruch Muzyczny do not notice Sacrum Profanum - present in the pages of the mag-
azine year after year. However, in the recommended issue, despite raising a flagship
issue for us, we were not asked to comment on it, nor were our activities even men-
tioned (Sacrum Profanum Facebook profile, 21 November 2020).
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CONCLUSIVE REMARKS AND PERSPECTIVES FOR THE FUTURE

Hanya Pielichaty claims that the concept of liminality, understood after Turner
(1969) as a state in which social statuses do not apply, does not relate to the way
gender roles or positions of authority are determined at the festival site. According
to the author, “the power relations between men and women are culturally ingrained
by the social structures apparent in society, and the festival space is just a micro-
cosm of this social world and therefore conforms to these traditional expectations.
Therefore it is difficult to understand to what extent festival spaces can be said to
actively resist and oppose gender norms and expectations” (Pielichaty 2016, 246).
Outwardly, the example of the Sacrum Profanum festival might appear to contradict
this hypothesis. The objective of this analysis was to demonstrate that changes in
power dynamics and gender roles, along with the social norms tied to them, can per-
sist beyond the temporary festival environment. These shifts may not only remain
confined to moments of artistic expression and experimentation, but can extend
into everyday life. They transcend the festival's duration, the confines of the stage,
and the fleeting moments of shared music-based fascination.

Responding to the research questions posed at the outset, it can be assumed that
the Sacrum Profanum festival contributes to a better representation of women in
the cultural sector by taking care of parity in the production process of the event,
giving women a voice in the festival space, both in terms of the choice of repertoire
(above-average participation of female composers, including their compositions
written on commission and presented as world premieres), engaging female artists
and performers to interpret their and others’ works on stage. These efforts are ap-
preciated by critics, praising the artistic director for having “evidently taken to heart
the burning need to balance the masculine with the feminine still relegated to the
background in contemporary music” being aware that “the power of female energy,
wisdom and - by extension — art cannot be ignored” (Szczeciniska 2017).

The organisers also take care to contribute to the social debate on feminist is-
sues: equal rights for women and men, quotas, representation of women in the field
of contemporary music. The festival gets involved in social campaigns and debates
aimed at improving the situation of women in the Polish music market. The cur-
rent artistic director has repeatedly spoken publicly on issues concerning women'’s
status in the cultural-artistic sector. The introduction of quotas or feminine gram-
matical forms (an issue symbolically referred to in the title of one of the concerts
analysed above: Feminine Forms/Formy Zeriskie) has become a good practice in Kra-
kow’s cultural institutions (such as the KBF/Cracow Festival Office) thanks to the
Sacrum Profanum festival. Lastly, female artists, both composers and performers,
actively participate in the Sacrum Profanum festival space, focusing on themes they
consider significant. This extends beyond their personal experiences to encompass
broader issues related to femininity. Their creative works address concerns such as
discrimination in public life, including within the arts sector, various forms of vio-
lence, including subtle forms like being overlooked, silenced, or marginalized. They
also explore societal expectations that limit women's freedom and agency, different
aspects of female identity, various expressions of sensitivity, and the diverse stages of
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a woman’s life cycle, leading to maturity. Thanks to the women-friendly ideology of
the festival, there is a space created for their voices, not only on gender-related and
feminist matters but also on broader topics such as ecology and social equality.

The main objective of this article was a preliminary analysis of the presence of
women (and “feminine issues”) in the programme of the 2020 edition of the Sacrum
Profanum Festival. My intention was to focus primarily on the content (socio-cul-
tural message) conveyed by the female artists, leaving the question of the choice of
means of artistic expression in the background. Exploring the use of artistic tech-
niques for expressing feminist themes, particularly within the dimension of musical
multimedia, is certainly a valuable avenue for further investigation. The themes that
were not elaborated on in this article, but which are worth further in-depth research,
include the presence of women in the production process of the Sacrum Profanum
festival (in areas such as programming, personnel management, technical support
of the festival) and the impact of feminist themes addressed at the festival on the
audience.

Festivals unquestionably have the potential to influence social reality, which is
well reflected in the words of the musicologist Monika Zyta:

If they can reverse our usual daily and weekly schedule to this extent, perhaps they

can also create a temporary new, better world for us? More tolerant, diverse, equal,
open, critical, inclusive? Without division, prejudice, patriarchy, homophobia, ha-
tred? Maybe as such temporarily autonomous zones festivals can and can become
better than what is outside festivals. Maybe there is room in them to test, to try out
new models of coexistence, of sharing. For a radical reorganisation of how we live
and create together as a society. Maybe festivals should become places for critical
interventions, forums for contesting reality and deep analysis of society, able to shake
us out of normativity and passivity (Zyla 2018).

Some argue that the growing commercialization of festivals adds complexity to
their role as platforms for social discourse and catalysts for sociocultural change (see
Sharpe 2008). The example of the Sacrum Profanum festival discussed here shows
that it may be possible to resist commodification and openly express one’s opinion
on socially important issues, without losing the popularity and attractiveness of the
artistic content.
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Karoanna 'oAEMO

VICTPASKUBABE U UCTUILTABE JXEHCKIIX TAACOBA HA
®ECTUBAAY SACRUM PROFANUM Yy KPAKOBY

(PE3UME)

®ecrusaa Sacrum Profanum jepaH je oA MCTaKHYTHX My3HuKux Aorahaja y
Kpakosy. OBaj pecTusaa ce u3pBaja 1o jeAMHCTBEHOj $y3HjU CaBpeMeHe KAACHIHe
My3HKe Ca eAeKTPOHCKUM 3BYKOM, [Ie30M U APYTHM >XaHpoBuMa. MehyTum, mopep
YMETHUYKHX U My3HYKHX ACAATHOCTH, $pecTuBaa Sacrum Profanum xoHTHHynpaso
nocsehyje IaKiy APYNITBEHHM MIPOOAEMHMA, [EAAHTHO IPOMOBHIIYyhH pOAHY
PABHOIPABHOCT y CBOM IIPOTpaMy M AompuHOCehum ApymrBeHOj AebaTu O OBOM
npobaemy y kyarypHoM cekropy Ilomcke. OBa MaHumecrarnuja ce H3ABaja IIO
TOMe IITO MHKAY3UBHOCT IIOCTaBba KAO CBOj MPHOPUTET U HACTOJU AQ IIPOMOBUIIE
IIMPOK CIIEKTAp YMETHUKA. YKAYIHBabe KOMIIO3UTOPKHU 1 H3BOlaunIfa IIpeBasHAA3H
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KAROLINA GOLEMO
EXPLORING AND EMPHASISING WOMEN'’S VOICES AT SACRUM PROFANUM FESTIVAL IN KRAKOW

OKBHUpe IIyKe pelpeseHTalilje; OHO AOHOCH HHUjaHCHpaHe NepCIeKTHBe MY3UYKOT
nejzaxa. ITaxmuBo uspahen mporpam mpeACcTaBAa MUKPOKOCMOC 32 KYATYPHH
CeKTOP U IIOACTHYE LIKpe PAsTOBOpPe O YAO3H JKeHA y yMETHOCTHMA U IOTpebu 3a
jeaHaxyuM npuarkaMa. HexoHBeHIIMOHAAHO CITajake My3UYKHMX CTHAOBA M HAaIlpeAHa
yHoTpeba MyATUMEAMjAAHOCTH AQjy HMPHAMKY 3a CyCpeTe PasAMUHTHX IAACOBA M
NPENCINTUBAbE TPAAUIIMOHAAHUX ObOpasaria.

QecruBascko m3pame u3 2020. ropuHe, Koje je AaHAAM3HPAHO y OBOM YAAHKY,
MPEACTABUAO je ITPOrPaM BPeAAH TTaXKibe He CaMO 300T TOTra IITO CY )KeHe HACTYIIAAe,
Beh u 3aro mTO Cy obamKOoBase dpecTrBarcku Haparus. OBe yMeTHHIIE ITOCAAAE CY
CHa)XHE APYUITBeHe M KyATypHe nmopyke. IbuxoBu HacTymu MOry ce TyMaduTH Kao
HCKa3{ O eBOAYIMjH yAOTe >KeHa y yMeTHOCTHMA, NPeHCIHTHBAY CTePeOTHUIa U
AyOVHHU BUXOBHX YMETHHIKHUX CII0cOOHOCTH. ITpHCyCcTBO skeHa y mporpamy He camo
Aa je 060raTHAO My3HUYKO HCKYCTBO, HETO je AOTIIPUHEAO U IIHPeM PasrOBOPY O POAHO]
pasHonpaBHoCcTH ¥ Ilomckoj. Y yAaHKy ce KOMIIApaTHBHOM AaHAAM3OM MCIUTYjY
nocrojehu usBopu: HayuHe ITyOAMKAIINje, YAQHIIM U3 HOBUHA M YaCOIMCA, IPHKA3H
0AabpaHKX KOHIepaTa OApPXKAHHUX TOKOM ¢ectuBasa 2020. ropuHe, Te cappkaj ca
APYLITBEHUX Mpexa.
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ABSTRACT

Based on the several decades-old tradition of presenting jazz through festivals
firstly in Yugoslavia, and consequently in Serbia, the Jazz in the Garden
manifestation was founded in Belgrade in 2021. The name of the new festival
apostrophises the location of the event — “Jevremovac” Botanical Garden. With
the anthropological analysis of this manifestation, we will strive to demonstrate
how the manifestation in development like this one influences the construction
process of one part of Belgrade’s identity through its connections with the
local jazz scene. We will also consider the influence of the creation of different
perceptions and new meanings of the well-known city space like the Botanical
Garden “Jevremovac” in which the festival is held.

KEYWORDS: festivals, jazz, Belgrade, local identity, anthropology.

ATICTPAKT

Ha Temeny BHIIeaeIIeHHjCKe TpaAMITHje TIPEACTaBAARKA T1e3a MyTeM GecTHBAAR,
Hajmpe y Jyrocaasuju, 3atuM u'y Cp6uju, 2021. roaune y Beorpaay je mokpenyra
MaHugecranuja Jazz in the Garden. Hazus HoBor pecTrBaAa aocTpodrpa MecTo
oApkaBama — Boraruuky 6amry , JeBpemosary’. Kpos aHTPOIIOAOLIKY aHAAN3Y OBe
MaHu$ecranuje HacTojaheMo Aa IOKKeMO Ha Koje CBe HaunHe MaHHecTaryja
Y pasBojy, OIyT OBe, yTHYe Ha IIPOLieC KOHCTPYUCAha JeAHOT AeAd beorpasckor
HAEHTHTETa, KPO3 HeroBy IIOBE3aHOCT Ca AOKAAHOM Ife3 crieHoM. Takohe hemo
Pa3MOTpPUTH YTHIA] Ha KpeWpame ApyTaddje MepIenuje X HOBHX 3HAYeHha
[IO3HATOT IPAACKOT IIPOCTOPa, Kao mTo je BoraHwmuka Gamra ,JeBpemosary, y
K0jOj ce TOMeHYTHU $peCTHBAA OAPIKaBA.

Kay9HE PEYM: dpecTrBaAy, [1e3, beorpap, AOKaAHH HAGHTHTET, aHTPOIIOAOTHja.

YBOA

JyrocaoseHcka MysmuKa creHa OamTuHu 6orary yes Tpasunujy. OHa je BHAsHBa
M )KMBa M Ha CaBPEeMEHOj CPIICKOj MY3HUKOj CLieHH, 3axBasyjyhu, usmehy ocraaor,
U BeAUKOM 0pojy ¢pecruBara. CAEACTBEHO, TO je YTHUIIAAO HA IOCTOjabe 3HAYAjHIX
pasanxa meby 11e3 pecrrBasuMa — 0p IPOrpaMcKe OpHjeHTaIHje, IIPEKO YHeHHUIle
Ad Cy HeKH MelyHapOAHOI, ADYTH AOKAAHOT KapaKTepa, CBe A0 AY)KHHE Tpajarba
U YCIEMHOCTH eTabAMpama KA0 BAKHUX, MPEBACXOAHO TPAACKHX MY3HIKHX
MaHuQecTalyja, 4YMja YAOra YMHOrOMe IIpeBa3HAA3M OKBHpe IOAyIHMpama
U IpoMOBHCama My3udkor skaHpa.! ITocAealsy eramy y CAOKEHOM IIpOLieCy

4 Koju cam no cebu He 3HAYM AA [le3 CIIAAQ y TIOIYAAPHHMje XKAHPOBE, IITO HHje CAydYaj CaMo ca
AaHauIbuoM: Bume y Muaocassesuh u Ianh 2019.
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IPEACTaBAA M yCTaHOB&aBawe dectuBasa Jazz in the Garden 2021. ropune, xao
jeAHOT oA HajMAabux,® 4Mju IMAEBH, jeAHAKO, M3Aa3e M3 OKBHPA HCKAYIUBO
Mmysuukor porabaja, sbor dera je m opabpan 3a aHaamsy. OBe uHmeHHIIE, TAKO,
npyxajy MoryhHocT aAa ce u3Bobeme Ie3 Mysuke M $peCTHBAAM IIOCMATPajy Kao
AeO KYATypHe IIOHYA€ BEAHUKOT Opoja rpajOBa, 1A 1 BUXOBE TYPHUCTHUUKE MOHYAE.
3a pasyMeBame O3HAYEHOT IIPOIleca pa3pacTama M pasrpaHaTe GpecTHBAACKe IIeMe
Ka0 MCXOAHMINTA, Kapa je caBpemera CpbOuja y mUTarmy, HEOIIXOAHO je IOMEHYTH U
HajcTapuju, Beoipagcku yes decitiusan, koju, ¢ MpekraAOM, Tpaje op 1971. ropune u
Takobe ce ocaama Ha mperxoaehy ¢pecTHBaACKY TPAAUIH)Y OA YCIIOCTAB&SAA IPBOT
Jyiocaosenckoi yes Pecitiusara Ha Baepy, koju je yop3o mpepacTao y Mehynapoanu
dectusas u 6uo peaonupan y /oybmany 1967. roanse (Kperuh 2010, 197 ).

DecrrBascKH KOPIIYC, Kapa je ped o Pemy6bui Cpbuju, unHe MaHudecTalmje
mehyHapopHor ¥ HanumoHaAaHor mpoduaa.’® PasHOBpcHa IOHyAa M TpPapMIHja
decTHBAACKHX H3AaH-A MOXKE Ce AOBOAUTH Y Be3y M Ca BHIIEACLIeHHjCKHUM IIPOLieCoM
MHCTUTyLMOHAaAM3alMje ye3a (Bume y Mmuaocasmesuh 2020), mTo cBe 3ajeAHO
WA€ y TIPUAOT TBPAWBH O 6uiidirociuy,’ axo He (6am) M O MOIYAQPHOCTU AATOT
My3HYKOT H3paxkaja y Aoomahum oxBupmMa. AOMHHAHTHe HapaTHBe O HEAOBOMSHO]
3aCTYILSEHOCTH, HepadyMeBakby 1 HeITOIyAAQpPHOCTH 1e3a IAACHPAjy, MaXoM, AoMahu
ne3 mysuyapu® (Bume y Muaocassesuh u Vanh 2019), Aok ce Kao KOHTpacT y
MeAMjUMa jaBoa YIPABO HCTUIARbe YNbeHUIIe A IIOCTOjU 6e3MaAO ABAAECET AKTHBHHX
tes dpecruBara.” HecymmHBO je pa ce y mOcAeAre BpeMe OeAeXH YKpyImbaBambe
{ecTHUBAACKE IIOHYAE KOja, y CKAAAY C TUM, IMa OApel)eHe MMIIAMKALIMje M HA AeAATHHKE
y 11e3y Koju AOOHUjajy IPUANKY AQ HACTYIIAjy Y BUIIE FPAAOBA IIPeMa yCTaseHOj IIeMU
Koja moxpuBa Behu peo ropune. ' Mictuiarme oBe YMbeHHUIIE H BEHO AOBODerbe y Besy

S Haxon mera ycranoBseHH Cy u: ies pecrusas Bazzum y Yaxuiry 2022. ropune, Aok je 2023. roaune
Beorpaa ao6uo0 jour jeaar — Solar Jazz pectuBas, Koju je IpeMHujepHO H3Aame uMao 13. u 14. jyHa y
Dor¢ol Platz-y, a xoju je ycMepeH Ka ayTOPCKOj 11e3 My3HIjH KOja HacTaje y caBpeMeHoj Cp6uju u Koju je
Kkao Takas crnonsopucao COKOJ.

6 Mely Kojima ce ka0 Haj3HAYAJHIH H MEAHJCKU HAj3ACTYILSEHHH Y IPOTEKAUM TOAMHAMA M3ABAjajy
MebyHapoanu yes pecrusaan: Hosocageku yes deciiusas, Nisville Jazz Festival na Humkoj TBphasu,
IManuesauxu yes geciiusas, Jazzik pecrusan Cy6orua, Jazzfest Kparyjesaw, Hosa deciiusar ITardeso,
Karsuoca yes ecinusan, http:/ /www.cepom.org/festivali-jazz.html.

7 Kao jepan op cryboBa OBe BHTAAHOCTHM Bama HCTahM MHCTHUTYIMOHAAM3aIHjy oOpasoBama
I1e3 Mysudapa, yBohemeM y APXKABHH CHCTEM MY3HYKOI 00pasoBama — CBe AO HajBHINEr CTelleHa
daxyarerckor obpasosama (Bumte y Murocasaesuh 2020).

8 IIITo ce HajBHIIe PETHCTpYje Y KAYIICKOj IOHYAU I'PAAOBA Tj. IPHAMIIU AQ C€ CBUPA U XXUBHU OA TOTA.
9 https://www.telegraf.rs/pop-i-kultura/muzika/3516387-dzez-se-ne-slusa-u-srbiji-pa-ovog-leta-
dobijamo-16-dzez-festival-i-izvodjaci-su-vrhunski.

10 Maxo eTHorpadcko ucrpaxkusame criposeaeHo 2017. ropuse mebyy 11es mysnuapuma y Beorpaay,
KOje y CpeAUIITe HayYHe MaXHe I0CTaBoa CTPATErtje AGAOBakba I1e3 My3HYapa U BbUXOBY OPHjeHTaIHjy
Ka CBHPAlby APYTHX )KaHPOBA KAaKO OM HAAOMECTHAHM M30CTaHAK MOryhHOCTH Aa XuBe 0p u3Bohema,
ykasyje Ha TO Aa He 6u Tpebaso momcroBehmBary $pecTuBaACKy cIieHy y Behmm rpapoBuma, A06po
MapKeTHHIIIKU MIOAYTIPTY, Ca CTalbeM Be3aHNM 3a KAy6OBe 1 CBUpalbe [le3 My3uKe, OIIITe y3eB (BHIIe y
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CaImocAeAuIiaMa [IAHAEMHje BUPYCa KOBHA 19 0TBapa joln jeAHO BaKHO IUTambe Koje ce
THYe IPeBaCXOAHO eKOHOMCKOT CTaTyca caMMx My3udapa. Ilojapa HoBUX dpecTHBaA],
TaKO, Ca jeAHe CTpaHe YIOTIylyje KyATYPHY M TYPUCTHUYKY IIOHYAY I'PasOBa, AOK
ca Apyre cTpaHe mpysa MoryhHocT usBohaunma Aa mobomIajy jour HemoBOsHHje
YCAOBe y KOjUMa CBUPAjy M CTBapajy, OBOTa Iy Ta 3a0paHOM KOHIJepTHUX AKTUBHOCTH
Y 3aTBOPEHOM IPOCTOPY, I1a U paaa KAy6oBa y KojuMa ce H3BOAK Mysuka. CaspaBare
decruasa Jazz in the Garden, ynpaBo, y OBUM OKOAHOCTHMA, jOIII jeAHA je IperopyKa
34 IBErOBO UCTPAXXKUBAbe. aTe HATIOMeHe TPebaAo je A IPyKe MIHPY MepPCIeKTHBY
3apaa bomer pasymeBarma GpyHKIHja GecTHBara KOA Kojux he HajBeha makiba, y AameM
TOKy papa, butu nmocseheHa aHAAM3H Ipe3eHTaIMje U IPOMOILIHje caMor peCcTHBAAA
Y AOKAAHOM KOHTEKCTY.

HcrpaxuBame IpeseHTanuje OBe MaHuQecTalluje 3acHOBaAe€ CMO Ha
KBAAMTATHBHOj AaHAAM3U OHAQjH CappiKaja o gpecTuBaay. Y mpBoj pasu HCTpaKKBamba,
Iope 3BaHMYHe BeO-cTpanuIle pecTrBaAa,'' peraepane cy cBe objase MOCTaByeHE
Ha 3BaHMuHy {ecTuBaacKy Facebook crpanmipy,'” modeBmM 0p HEHOT OTBaparba
(11.jym 2021.), xao u o6jase Ha sBaHM4HOM Instagram Haory dpecrusasa.'> Apyra
¢asa mcrpaxkuBama OAHOCHAA Ce Ha aHaAu3y ¢poTorpaduja Koje Ha UAYCTPATHBAH
HAYMH IIPEACTaBAajy oBaj ¢ectuBas. Ha ocHOBY HapaTuBa Koju je MoBe3aH ca
HajaBOM (ecTHBaAa ITyTeM TEKCTOBA, cAoraHa u ¢dororpaduja koje je moryhe
npoHahy Ha 3BaHHYHMM CTpaHMI]AMa $eCTHBAAA IIOMEHYTHX APYIITBEHHX Mpexa,
KAa0 U MHTEPHEeT YAAHAKA, HACTOjaAe CMO AQ YTBPAHMO Yy KOjoj MepH je Jazz in the
Garden npe3eHTOBaH KaO AOKAAHH MY3HYKH GEHOMEH, Te KOjU Cy HerOBH KAYIHU
HMAEHTUTETCKM eAeMEHTHU KOjH Ia YMHe ayTeHTHYHHUM M AOKAAHMM (peHOMEeHOM. Y
TOM CMHUCAY TOBOPHMO O ,,AOKAAM3ALjH JIe3 My3HKe KpO3 IpHMep OBOT $peCcTHBAAA.
C Apyre cTpaHe, OCTOjame OBAKBOT (peCTHBAAA U Heros byayhu passoj orBapajy
BpaTa Kpeupay jeAHOT HOBOT AOKAAHOT 3HAUeHa KYATHOT 0eOorpasCKor IpocTopa,
kao wro je boranumuka Oamra ,JeBpemoBar. Iluas Ham je OHO Aa ImyTeM aHaAu3e
HaBEeAEHOT MaTepHjasa yTBPAUMO Ha KOjU HAYHH 0Baj GpecTHBAA IOMEHYTH IIPOCTOP
KOHCTpyHIlle y3 moMoh My3HKe, IIPU YeMy My3HKa GUIypHpa KaO AKTUBHH YHHHAAL]
Koju Tpeba Aa o3Haun oppeheno mecro.'

OsBaj dpecTnBas m3abpase CMO KaO IpeAMET HCTPKMBamKAa M 3060r TOra mTo
je 3a peAaTHBHO KPaTKO BpeMe IIOCTA0 M3Y3eTHO IoceheH u moIryaapaH, Te HAC je
3aHUMAAO KaKBO je TO ITOCeOHO GeCTHBAACKO HCKYCTBO KOje OH HyAU — YKpIITabeM

Mruaocassesuh u Manh 2019, 21).

11  https://jazzinthegarden.rs/.

12 https://www.facebook.com/jazz.botanic.garden.

13 https://www.instagram.com/jazz.botanic.garden.

14 Mecra MysHUKHX IIPAKCH [TOAPa3yMeBajy GHAO KOjH A€O IPAACKOT IIPOCTOPA KOjU Y AUPEKTHOj
[OBE3AHOCTH Ca My3HKOM AOOMja CBOja HOBa 1 pepeduHICcaHa 3Hauera. Kopeaarmja namely mysuxe u
MecTa y AoMahoj aHTPOIOAOTHjH AHAAMBHPAHA je ¥ HA IPUMEPY jeAHOT POK My3HUdapa M TPra KOjH je 1o
mbeMy A06no ume y: Pucrusojesih 2013.
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MysuKe, MecTa (IpHpoAe) M HewsaudepeHnupaHe mybamke. BpeaHa je momeHa
YHIEHHUIA AQ je PEeCTHBAA IIOCAE CAMO jeAHE TOAMHE OAPYKaBaFa AOOMO IpU3Hame
— Harpapy ,3Be3pa Beorpapa” y obaactu Typusma, kojy aoaenmyje I'pap Beorpap.'s

My3U4KU GECTUBAAU — AHTPOIIOAOIIIKA IIEPCITEKTUBA

AHTPONOAOIIKY TIPUCTYI (ecTHBAAUMA IIOAPa3yMeBa HUXOBO CarAepaBame
KA0 KOMIAEKCHHX M AMHAMMYHUX KYATYyPHHX M ApymTBeHux ¢eHomena (Frost
2015, 569). Y KOAOKBHjaAHOM TOBOPY, aAU M y Hay9HOM AMCKYPCY, $pecTHBaAUMa
Ce Ha3WBAjy pAa3AMUMTH TUIOBU Aorabaja, oapHocHOo Manudecranmja. Ilupe
MOCMaTpaHo, PecTUBAAU TIPEACTaB&ajy ,TeMarcke, jaBHe mpocaase” (Getz 2010).
Kao 6amxe oppeanune (Mysnuxux) gectusasa [n6con u Konea HaBope oppixaBarme
Ha TOAUIIeM HMBOY M QOKYC je Ha ADYIITBEHMM, IIpe HEro Ha eKOHOMCKHM HAM
MOAUTHYKHM AaCIeKTHMA: ,MOjEAMHI[ Ce OKyIbajy 3apaj 3abaBe, yKHBama U
aesenor ocehaja sajeannmrsa” (Gibson and Connell 2012, 4). ITopep Tora, Behusa
decTuBasa crBapa Bpeme (M IIPOCTOP) MPOCAABE, CBOjeBPCHO MECTO OABOjEHO OA
CBaKOAHEBHUX PyTHHA, HCKycTaBa 1 3Havema (Ibid., 4). XpBarcke anTponosomkume
Ilerpa Keaemen u Hepena IlIkp6uh Asemnujesuh pepuunmy pectusase xao:

(j)aBHa porabama xoja HMajy BpeMeHCKH, IPOCTOPHY H MPOTPAMCKH OKBUP. JABHOCT
¢ecruBanaymyhyje Aa cy OHI Y CBOjOj CP3KU IIPEACTABAAUKH M AQ CBOJUM 3aMHIILSEHUM
OKBHPOM 3XeAe Ad ymyTe oppeleHy mopyky. Y mBHXOBO OpraHHM30Bame YIHMCAHA je
CBpXa IPOCAABe, CAABMA OApeleHOr eaeMeHTa KyAType. Y decTHBaAe ce yKaoyUyjy
TPH CKyIIMHE aKTepa: OPraHMU3aTOpH, u3Bohaun u myOAuKa. YHyTap $pecTHBAACKOT
OKBHPA CMEIITEH! Cy MOTHBH, CBPXe H H3BepDe CBUX YKAYYEHHX yIeCHHKA. AKTEpH
decruBara omoryhyjy Aa ce OH AOTOAM Te Ce YHYTAp 3aMUILSEHOT IPOCTOPHO-
BPEMEHCKOT OKBHpA TyTeM HHUXOBUX Tpakch dpectuan ussope (Kelemen i Skrbi¢
Alempijevi¢ 2012, 47).

Hajuemthu mpocropu Ha KojuMma ce (eCTUBAAM OAPXKABAjy Cy KYATYpHO-
ncropujcke rpahesute (TBphase, ABOPLHM, LIpKBe, aPXEOAOIIKA HAAASHINTA), jaBHH,
CBaKOAHEBHHU IPOCTOPH Kao IITO Cy TPrOBH, TIelllauKe 30He MAU IPOMETHe YAHIle,
HaIlylITeHe 3rpape HMAM (abprke, Ka0 M PASAMYUTU IPOCTOPH HA OTBOPEHOM,
y npupopu (Klai¢ 2014, 75-76). Kako sanaxa Aparan Kaanh, opranusanujom
¢decTrBaAa HaBeACHH IPOCTOPU IOCTAjy Li€HTAp jaBHOT M KYATYPHOT XMBOTA, MeCTa
yMeTHHMYKOT u3pakaBama 1 ApymrseHoctu (Ibid., 76). Opranusanuja $pecrusasa
HEPeTKO MPEACTaBbdA IMSAHM HAYUH OpEeHAHpama, APYLIITBEHOT M KyATYpPHOT
Iperopoaa oppeleHIX MecTa Te IIXOBO OAP)KABaEbe MMa BaKHY YAOTY y IIPOMEHH
KapakTepa AokarHux ekoHomuja (Gibson and Connell 2012, 6). Y pasBojy AokaaHHX

15  https://www.blic.rs/kultura/vesti/festival-jazz-in-the-garden-dobitnik-nagrade-zvezda-
beograda/tOyjcpw.


https://www.blic.rs/kultura/vesti/festival-jazz-in-the-garden-dobitnik-nagrade-zvezda-beograda/t0yjcpw
https://www.blic.rs/kultura/vesti/festival-jazz-in-the-garden-dobitnik-nagrade-zvezda-beograda/t0yjcpw
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KYATYPHHX ITOAUTHKA, 300T CBOje aTPaKTHBHOCTU U €KOHOMCKOT aCIeKTa, peCTUBAAU
Cy BepOBaTHO HajOUTHHjH A€O ,0peHANpPaba” MECTa UAU OAAYKE AQ Ce TIOAPYKH HeKa
decTuBascka ymerHudka manudecranmja (Stefanovi¢ 2018, 183).

AHTPONOAOIIKH TIPHCTYH NpoOydaBamy ¢ecTHBaAa, IIOpep eTHOrpadCKor
HCTPaXXMBaka Kao IIPUMapHe MCTPaXUBAadkKe METOAOAOTHje, KapaKTepHile
KPHTHYKO PasMaTparbe IIMPer APYIITBEHOT M IOAMTHYKOI KOHTeKCTa aorabaja
(Frost 2015, 570), 6yayhn Aa Ha decTuBare HEOCIIOPHO yTUYy M yMHOTOME HX
00AMKYjy He CaMO OpTaHHM3aTOPH, U3BOI)auH, CIOH30PH, IOAUTHYAPH U ITyOAMKa, Beh
U eKOHOMCKA HHPPACTPYKTYPa, MEAUjH, AOKAAHA KYATYPa U reorpadcko okpyxeme
(Cudny 2016, 20). C TuM y Be3H, y aHTPOIIOAOIIKO] MEPCIEKTUBH $ECTHBAAH Ce
CXBaTajy Kao ,KOHCTPYHCAHA, CAOXKeHa Aorabama ca BpeMeHCKHM U IIPOCTOPHUM
OKBUPOM, KOja Cy YBPCTUM HMTHMA IIOBE3aHa Ca KOHTEKCTOM y KOjeM Ce OCTBapyjy
(Kelemen i Skrbi¢ Alempijevi¢ 2012, 11). To cy ,MecTa cTBapama KyAType, MecTa
usBeabe, MecTa Kpenpama 1 nperosapama sHavema’ (Ibid.). Keaemen u Ilkp6uh
Anemmmjesnh (2012, 14) o6jammaBajy Aa KyATypHAa IOAUTHKA IPEACTaBAa
KOHTEKCT Y KojeM (ecTuBaA HacTaje, HOMe je APYIITBEHO YCAOBMEH M Y Hera je
yIIHCaHa 3aMMIILbeHa cBpxa. [Ipema oBuM ayTOpkaMa, aHaAM3a KYATYPHE ITOAUTHKE
decTHBaAa y KOHTEKCTY TypU3Ma 00yXBaTa HauMHe Ha Koje ce oppehenu dpecTusas
KOPHCTH Y MO3UITMOHUPAKY AOKAAHE CPeAMHe, THTamha AA AU ce GpecTHBAA KOPHCTH
Ka0 OpeHA, Ka0 3HAK KOjUM Ce SKeAU OOAMKOBATH UMHIL, AQ AM je $eCcTHBAA TOBe3aH
ca Apyrum porabhajuma y mupy, paspaheny crparerujy u ca. M1y Apyrum pesoBuma
CBeTa I1e3 My3HKa Ce YCIIeITHO KOPUCTHU Y IPOMOIIUjH MeCTa, TO jeCT, KAKO HallOMHIbe
Pebexa Kypruc, cumbuosa 3Byka 11e3a 1 GU3HIKOT MeCTa IPEACTABsSA BaKaH GaKTOp
ycmexa ¢pecTuBasa:

...(11)e3 dpecTuBaAM Cy OCTAAM FOTOBO YKOpeteHU y IPOMOLujy oapehenor Mecra...
Ha MpUMeP KPO3 eKCIAUIUTHO MOBe3NBambhe 3BYKA [1€3a U CLIEHUYHUX MTPeAeAd, Kao
IITO je '[e3 y ACAMHM HAH ‘11e3 Ha GpapMu, IIPaKca KOja je AOIIPHHEAA OIAKAY TAKBUX
MeCTa KaO eAMTHHX NpOCTopa. PypasHa MaAa MecTa Cy HCKOPUCTHAA CBOje TIAAHHHE
M IIyMe, TIADXKE M AWTHIfE, BHHOTPaAe U CHp, Ad KOHCTpymimy ocehaj moce6HOCTH
U AA TIIPUBYKY IIyOAMKY Ha Te AOKAIlMje AQ HCKycCe IIe3 My3HKy M ApPyre KyATypHe
akTuBHOCTH. (...) Lles je mocTao HaumH Ha KOjH ce MeCTa ‘CTaB»ajy Ha Marty’, Ha KOjH ce
OHa TPaHCPOPMHILY U TOOOALIABAJY CBOj HMUIL M UACHTUDHKY]y Kao 3HaYajHA MeCTa
kyarypuux aktussocru (Curtis 2011, 281).

Kapaje ped o anaausu poomahux pecTiBaray OKBUPY eTHOAOTHje/ AHTPOIIOAOTHj€,
MmaXiba je y BehuHu cayyajeBa ycMepaBaHa Ha HCTpaKMBambe MAcCOBHO mocehennx
manudecranuja kao mro cy Eizuii uan Cabop Tpybasa y I'yun (Cumuh 2006;
Kperuh 2012; Ayxuh Kpcramosuh 2003; Ayxwh Kpcramosuh 2009; Ayxuh
Kpcranosuh 2010). Takobe, BaxHo je ucrahu pa cy erHorpadcka ucTpakuparma
AoMahuX My3HUKHX CIjeHa y MambeM OIICeTy yKiydrBaAa U npumasajyhe pecrusase
(8. Banuh I'py6ummh u Kyaenosuh 2019; Pucrusojesuh 2014a, 2014b).
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PEHPEBEHTAL[I/IJA MAHUOECTAITHU]JE ]AZZ IN THE GARDEN

Jazz in the Garden npeacTaBsa, IpeMa pevrMa OPraHU3aTOPA, IPBH 6OrPaACKH
11e3 $eCTUBAA HA OTBOPEHOM — C4 UMM je [IOBE3aHO U IPBOOUTHO MMe $pecTHBAA —
Open Air Jazz Festival. ®ecTrBaAY 1 KOHIIEPTH HA OTBOPEHOM HAPOYHTO CY AOOHAY Ha
3HAYajy TOKOM ITAHAEMHje KOBHAQ, KaAd 3aTBOPEHH IPOCTOPH HUCY GYHKIJHOHHCAAN
y myHoM KamanuTeTy. OecTuBaA Koju je 6HO IpeAMeT aHAAU3e IPEACTABAA YIIPABO
TaKaB IIPHMeP, jep je YCTaHOBAeH TOKOM IaHAeMuje KoBuAa, 2021. ropune, ca MecToM
OAp’KaBamba y CIeNU(IIHOM OTBOPeHOM IIpocTopy. Boranmdka bamra , JeBpemosary,
Koja mocToju npexo 130 ropuna,'é mpeAcTaBsa HAYYHOMCTPAXKUBAYKY U KYATYPHO-
-00pa3oBHY YCTaHOBY OA BeAwkor 3Hadaja. Ca MHcTHTyTOM 3a GOTaHHKY YHHE
HACTaBHY jeAuHUIy Brosomkor ¢axyarera Yausepsurera y Beorpaay. Ilpeacrabsa
criomMeHHK mpupoae oa 199S. roaune, a 2007. ropuHe mporaamieHa je 3a ClIOMeHHK
KyAType rpapa Beorpapa. ¥ nmporekanx HeKOAMKO TOAMHA IOCTaje BeOMa 3HavajaH
TPAACKH IIPOCTOP 3a OPraHM3ALNjy PasHOBPCHUX jaBHHX Aorahaja Ha oTBOpeHOM
— u3AOKOM M MapkeTa xpaHe ¥ mmha, MeCTO OApXKaBara KOHIlepaTa, pUAMCKUX
IpOjeKIfja M MO30pHUIIHUX IIPEACTaBa, IPOCTOPA 32 OPraHHU3AIMjy eAyKaTHBHUX
AKTHBHOCTH U PaAMOHHIA.'” AO HHTEH3UBUPAma PA3AUIUTUX AellaBarba KOja HHCY
Y Be3U ca OCHOBHOM AeAarHomrhy 60TaHIYKe GalliTe AOAA3H Y IPOTEKAUX HEKOAMKO
ropusa. IpBu Takas aorabhaj 6uo je Wine Garden' 2019. ropune, manudecranuja
KOja je MOpeA AerycTanyje BUHA YyKAYIMBAAA M KYATypHe cappkaje (KoHuepre) u
pasamuuTe 3a6aBHe aKTUBHOCTU."” Y BHAY CBOjeBpCHe OpraHHM3aIlMOHe IIpeTeye, 0Ba
MaHH(eCTaIlHja TPACcHpaAa je IyT YCIeNIHOM IIOKPeTalky U OAp)KaBamy $pecTHBaAd
Jazz in the Garden, aan u 6pojuM ApyruM sorahajuma KOju Cy KacHHje yCACAUAN

16  Ocuosana je 1874. ropune Ha npeasor Ap Jocuda ITanunha, npopecopa 6orannke Bearke mkoae
(Josamosuh 1998, 72). C nppoburHe Aokanuje Ha AophoAy, HAKOH BeAlKe MOIAaBe, peMeITeHa
je Ha paHammy Aokarujy, 1889. roaune. Hasus ,JeBpeMoBar;” HOCH y CIOMeH Ha rocropapa JeBpema
O6penosuha (Josanosuh 1998, 72).

17 Tlopea manudecranuje Wine Garden u $ectusasa Jazz in the Garden, ka0 npuMepu peleHTHe
HOITyAQPHOCTH OOTaHMYKe GalnTe MOTy Ce HABECTH M3y3eTHO moceheHH KOHIIePTH KAACHYHE My3HKe
opxecrpa Muzikon Nature Make Sense (2020) u Yajanxa (Muzikon u Credan Muaenkosuh), cepuja
KoHiepara pomMahux u uHOCTpamux mysuuapa Garden Sessions (2021; 2022; 2023), decrusan
eseprpun Mysuke Evergreen Fest (2023), nsaox6a ayroxronnx cupesa Balkan Cheese Festival (2023),
racrpomysuuka Manudecraryja ITuxnuk y 6awmu, opnocto 24Kitchen muxnux (2021; 2022; 2023) u
APYTH.

18  https://winegarden.rs/.

19 Tlpema 3BaHW4HOj HajaBu, ,Wine Garden poHocu y cpue Beorpasa kapHeBaAcKH Ayx maauhkor
BuHcKor MapaToHa, KOHIlEPTe, BpXYHCKA BHHA, IPOOpPaHe CUpeBe, BHHCKE PAAHOHHIIE, TPKE Y KOTPAAEsY
Oypapu u jom mperpiT Aobpe 3abaBe y3 My3HKy M racTPOHOMCKe crenpjasutere” B. https://www.
danubeogradu.rs/2019/04/prvi-wine-garden-u-botanickoj-basti/.


https://winegarden.rs/
https://www.danubeogradu.rs/2019/04/prvi-wine-garden-u-botanickoj-basti/
https://www.danubeogradu.rs/2019/04/prvi-wine-garden-u-botanickoj-basti/
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Ha OBOM IIpocTOpy. lIHTepecaHTHO je Aa Ha 3BAaHHYHOj CTPAHHIM OOTAHMYKe
Gamrre®® He IOCTOjH TPar y BUAY BECTU HAM PEIIOPTAXE O OAPKaBary QecTHBaAa
Jazz in the Garden. Bectu Ha cajTy ce yrAaBHOM OAHOCe Ha MHpOpMalHje Koje ce
KOHKPETHO THJy OOTaHHYKe OalllTe MAM HAa aKTUBHOCTH KOje Ce OAPXKABAjy ¥ HOj
IIOBOAOM O0eAexaBama PasAMIUTUX AaTyMa.”' BecTn nau Hajaa Koje cy mocsehene
»U3BAHOOTAaHUIKUM MaHH(eCTaI[IjaMa M BeOMa MAAO, AOK Ce OAMDKe HHpopMariuje
o ¢ecruBaay Jazz in the Garden Haaase, IOpea 3BaHHYHe CTpaHHIle PpeCTUBAA], HA
APYIITBEHUM MpeXaMa.

AHaau3y mpeseHTanuje caMor ¢QecTuBasa 3amoyese CMO HA HeroBoM
odunujeaHoM Beb-cajry.” IpesenTanyja Koja je aHAAM3HPaHA OAHOCHU Ce Ha IIEPUOA
op 2021. po 2023. ropume. Cama cTpaHuIja cappxxu Buine pybpuka: IToveifiax,
O ¢ecinusary, Hseohauu, Ilpoipam, Tarepuja, Ilapiunepu n Kownimaxin. Opemax
O ¢ecitiusary mpeacTaBda TEKCTYyaAHY pelpe3eHTallljy oBe MaHudecTanuje y
OKBHPY Koje je moryhe mponahu Heke op o3HaunTesma camor porabaja xoje ra Beh
»hoKaansyjy” vy oapehenoj mepu. Ilporec Aokaausaryje oABHja ce 0A Hajyxe AO
HAjIIMpe OAPEAHHMIle, Te Ce TaKO O MCTOM (ecTHBAAy TOBOPH KpO3 HeEroBy YXYy,
0e0rpaaCKy AOKAAHOCT: ,ICTHHCKE My3HYKH [IPA3HUK y HAJACIIIIO]j 3eA€HO] 0a3H Y
nentpy beorpapa’, aAu 1 Kpo3 HeroBy IIHPY AOKAAUBAIN]Y Yy KOHTEKCTY UHTABOT
(bakaHCKOr) pernoHa: ,jeAMHCTBEHH My3uWdKu dpecTHBaA y pernony’. decrupaa,
TaKo, AOOHja yCAOXKIbeHY HACHTHPUKALIH)Y, jep je MaHu(peCTaIHja Koja Ce OAP3KaBa ,y
nentpy Beorpaaa’, aAu ca cBeTCKUM U perHOHAAHEM e3 MysudapumMa. Hapearn HuBoO
UAeHTHPHKAIIHje Ce OAHOCH Ha Be3y CaMOT ¢pecTHBaAd M MeCTa FheTOBOT OAP)KaBakha —
Boranuuxke 6amrTe , JeBpemosary. Opabup MecTa OAp)KaBakba MaHH(eCTAIlHje IOITyT
ose ymyhyje Ha aconujanuje Koje ce 4eCTO Be3yjy 3a ¢pecTHBaAE HA OTBOPEHOM, Kao
IITO CY ,IIPUPOAHH aMOUjeHT ) ,[IPOCTPAHCTBO, ,AHEBHU U ,BeYepHH AOKHBAA],
Te ,TIPOAY’KEHU YXKUTAK , YKOAUKO QeCTHBAA Tpaje Ay’XKe OA jeAHOT AAHA, Kao IITO
je To obmuno caydaj. Omuc MaHHecTaluje KOjU IPEACTaBAAjy OPraHH3ATOPU
Ca’KMMa MPETXOAHO pedeHo: ,Bukeny y 6ajkoBurom ambujenty boTammuke Oamre
"JeBpeMoBaly HCIyHeH My3HKOM BPXYHCKUX [je3 My3udapa’.”

Aoxaauzanuja osor pecTuBaia ce, Kao IITO je IOMEHYTO, pepAeKTYyje Kpo3 caMo
MeCTO OAP’KaBaiba, AAU jEAHHM AEAOM U KpO3 0pabup ydecHuka. Haume, oBo je
MaHH(eCTaIrja Koja OKyILba eTabAHpaHe [1e3 Mysudape, Kako poMalhe, Tako u oHe
KOjH AOAA3€ M3 PErHOHa, AAU U CBETCKUX MYy3MUKHMX CIleHa kao mro cy Ppanycka,
IMopryraanja, Beanka Bpuranuja. C 0631poM Ha TO A2 TEXHOAOMIKH PasBoj, Kao U
rA00AAHO KYATYPHO U reorpadCcko ,yMpexxaBame ASYAU KOHTHHYHPAHO IIOMEpajy
TpaHHUIle, YeCT je IPHMep HMHTEPHAIIMOHAAHHX capasmi Meby Mysmuapuma, Te

20 https://jevremovac.bio.bg.ac.rs/.

21 Kao mro cy AaH 3amrTuTe KMUBOTHe Cpeante, AaH dacuuHaimje OrrKama.
22 https://jazzinthegarden.rs/.

23 https://jazzinthegarden.rs/.


https://jevremovac.bio.bg.ac.rs/
https://jazzinthegarden.rs/
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jé MecTo opaKkAe OHHM AOAA3e Y TOM CMHCAY CBe Mambe peAeBaHTHO. Tako u Heku
0A Mysudapa Koju cy ce Hamau Mehy usBohaunma noruuy us Cpbuje, aan decTo
HACTYIIajy BaH HeHNX rpaxura.”

Instagram mpo¢ua aHaamsupaHor ¢ecTuBasa Ipy’Ka Ha3HAuUeHe YBHAE, jep je
HapaTHB BeoMa CAMYaH. AHaAu3y Instagram mpoduaa 3acHOBaAe CMO HAa aHAAM3H
Ipe3eHTallHje IMPBOT H3AAKA (eCTHBAAd, OAHOCHO IpeMa o0jaBaMa HAYHEeHHUM
2021. ropune. Pazaor 3a oBakaB OpQOHp BHAEAE CMO Y TOMe INTO Cy HajaBa H
[pe3eHTalija Heder HOBOT yBeK HajOoraTuje 3HaYeHhCKUM CappKajuMa, Oyayhu aa je
HEOIIXOAHO Kperparti opapeheHy canky kojoM 611 ce oBa MaHMeCTaIIHja IPEACTABUAL
noTeHnujasHoj mybaunm. Tako, HajaBa decTuBaAa IOYMIbE HCTUIIAEM HErobe
AyTEHTHYHOCTH Y OAHOCY Ha MHOToOpojHe ¢pectuBase y Cpouju:

ITpsu Open Air Jazz Festival y Beorpaay oapxxahe ce noa nasusom Jazz in the Gar-
den Ha Bume 6uHa y Boranmukoj 6amrtu ‘Jespemosary 3. u 4. jyaa 2021. roause. Y
jEAMHCTBEHOM aMOHjeHTy 3eAeHe Oase y LIEHTPY IPaAd, y IIpaBoj (ecTHUBAACKO]
arMocdepu mpep mybanky he msahu Hajbosu yes mysmuapu Cpbuje HeKOAHKO
renepanuja, npepsohenn Bur Benp PTC opkecrpom koju he Hactymuru ca
crenujasaHoM romhom meBaumiioM AsekcaHApoM Bujeanh m cBewaHo 3arBOpHTH
MaHuecTanujy y Hepeny 4. jyaa.”

M3 najaBe came MaHumdecranuje Moryhe je 3akmydHTH AQ OPraHM3aTOPH Ko
cnenudurym camor porabaja Haraamasajy A2 je ped o mpBom yes pectusany (y
Beorpaay) uuje ce cBUpKe OApKaBajy ,l0A BeApuM He6OM’, Tj. BaH yobudajeHux
KOHIIepTHHX cara. HapeAHH HAEHTHTETCKU 3HAYEHCKU HUBO Moryhe je mperosHaru
y IPOCTOPY KOjH je OAAOPAH Kao HeOOUUaH, jep IPEACTaBAA ,3eAHY 0a3y Y LIEHTPY
rpapa”. Cama mosunuja 6amrTe je BHIe HeTO IOBOAHA, OYAyhi A2 je A0 LeHTpa rpapa
moryhe aako pohu us pasanuntux peaoBa Beorpaaa, Te je camum TuM OYeKHBaHA
Beha mocehenoct. Takobe, kypuosureT caM IO ceOM IpEACTaBAA IOCTOjaEbe
y3eAeHe 0ase” y [IeHTPY IPapd, Koja Adje IIPHBHA M3MENITEHOCTH OA TPAACKe BpeBe
u caobpahaja, Te mpyxa peaakcupajyhu aMOuMjeHT KOjU je UCIyH€eH I1e3 My3HKOM.
CrierndaHOCT IIPBOT U3AAMA PpecTUBaAA OTAeAd ce Uy u300py usBohaua. Haume,
OKOCHHIly TIporpama 4nHe poomahu m3Bolaun, cTpaHuX roToBO M A2 HeMa,™ jep je
(ecTHBAA IIOKPEHYT ycpea MAHAEMHje KOPOHE, Te je IIOKPeTAUBOCT OHAA Ha CBOM

24 Kaxo ¢oKyc 0BOI HCTpaXHMBAHa HHje HA [ie3 My3HIIM Kao TakBoj, Beh Ha mporecuma y3 momoh
KOjHX OHA IOCTaje AOKasHH deHOMeH, Hehe MOAPOOHMje GHTH PasMATPAaHO KO je CBE OA My3HYapa
HACTYTIA0 Ha $peCTHBAAY.

25 Instagram npodua: jazz.botanic.garden.

26 Crpanana je, mehyrum, morao 6utu y mybauum, 6yayhu aa je Permybanka Cpbuja nmasa mame
CTpoTe NPOTUBIIAHAEMHUjCKE MEPe Y OAHOCY Ha ApyTe eBPOIICKe 3eMe, Y IEPHOAUMA KOjU Cy AOAASHAM
HAKOH YKHMAQHa BAHPEAHOTr cTama Maja 2020. ropuHe, IITO je MMAAO YTHIIAja U Ha chepy TypU3Ma y
AATHM OKBHpHMA. AoGHjame moMenyTe Harpase ,3Be3pa Beorpapa” crora Moxke GuTH caraepaBaHa u 'y
OBOM KOHTEKCTY. 3APaBCTBeHe UMIAMKAIIUje HUCY TPeAMET OBOT PaAa.
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MUHHMYMY 300T IMOCTOjaba CTPOTHX MPABHAA KA0 PE3YATATA PeCTPHKTUBHHX Mepa
IPOTHUB IMpemha BUPYyca IIMPOM CBeTa.

ITaxwy HaM je mpuByKAa U 06jaBa y KOjoj ce HCTHYe MPOCTOP OApIKaBamba
$ecTuBasa Kpo3 IojallmbaBamke HALje KOja je Y IerOBOj OCHOBH:

OcuosHa naeja pecruBaaa Jazz in the Garden je aa ce oBa BpcTa My3HKe, KOja UM AYTY
u 6orary Tpaaunujy y Cp6ouju, IpubAMKH MUpeM KPYTy CAyLIaAaljd y He06aBe3Hoj,
OIymTeHOj GecTHBAACKO] aTMOCPepH KOHIjepaTa Ha OTBOpeHOM, TAe he cBako Mohu
AQ Ce OIIPEeAEAH IITa XKEAU AQ CAYIIA U KOAMKO, Oyayhu aa he ce xoHuepT opBujaTu
[IapaAeAHO Ha ABe GuHe yHyTap Boranuuxe 6amre.”’

Tlopep Tora mTo mpyxa MOryhHOCT cAymrama 13 KOHIlepaTa Ha OTBOPEHOM
LPOCTOPY, 0Baj $eCTHBAA je IPEACTaBAEH Kao porahaj koju cBojy mybAuKy ycMepaBa
Ka Y)KHMBalby y IPUPOAHOM aMOujeHTy. IIpupoAHM aMOMjeHT M 3€ACHHMAO CBaKAKO
IPeACTaBAajy OIYIITEHHjU IIPOCTOP U HyA€ HOBHM AOXKHBAAQ] 11€33, 33 PA3AMKY OA
KAACUYHUX KOHIIEPTHHX IIPOCTOPA, Te Cé Yy TOMe MOXe IperosHaTH 3Hadaj oBe
»ysuje”, koja je AOIIpUHEAa Kperparby HOBe MOryhHOCTH Neprjeniyje [1e3 pecTrBaa
¥ IIPy>Kama HOTIYHO APyTauujer UCKycTBa (HIIp. HOPOAMYHA AUMEH3H]a, Tj. AOAAZAK
Ha pecTuBan ca peiom). [Topea Apyraunjer AOKMBA2ja [1e3a, 0Baj GecTHBAA yTUIIAO
je M Ha IpOMeHy y KOHIJeII1j1 caMe OOTaHMYKe Oaurre, Ipu demy je Moryhe younTu
xopeaanujy usmelyy mysuke (xpos yes pecrusaa) u Mecta (6oTaHnuKa bamra):

Koncrpymcame npeacraBa 0 HeKOM IPOCTOPY HAU KYATYPHO] CPEAMHH KPO3 MY3HIKe
IpaKce yKa3yje Ha MOh KOjy My3HKa [OCeAyje M KOjOM yTU4e Ha HAIy CBAKOAHEBHIY
HeIIPeKHAHO M3HOBA KOHCTPYHUIyhH MAeHTHTeTe, 6MAO AQ Cy OHM HHAHBHAYAAHH,
rpynHy, Aokasny, eTnudku (Puctusojesuh 2014a, 45).

Facebook crpanua pecruBasa BehusoM ce cacToju op Ty pux, UHGOPMATHBHUX
HajaBa — y TEKCTYaAHOM OOAMKY My GOpMU IpaduuKy jeAHOCTABHUX IIAAKATa 3
nojepnHauHe usBohade, pororpaduja ca $pecTHBasa U [IOCTABAHABHA AMHKOBA Ha
BECTH ¥ PelIOPTaXe Koje Cy 0bjaBmeHe y Meaujuma. CTpaHUIy KapaKTepuile HU3aK
CTelleH HHTepaKIije, KOMEHTapa [OCETHAALIA HCIIOA 00jaBa FOTOBO U AQ HEMA — OCHM
OpTraHU3ALMOHUX IUTAA Y Be3H C KYIIOBUHOM YAQ3HHI}A MAY KOHIIEPTHOM CATHULIOM
U TeK IIOHeKOT KPAaTKOT YTHCKA O OAPXKAHOM (ecTuBaAy. PeTku KoMeHTapu objaBa
CY YTAQBHOM ITO3UTUBHHU: ,0HAO je IPEAUBHO’, ,AUBHO MECTO 32 KOHI|epT , ,Haj0osa
CBHpPKa y I'pasy’, ,AMBHA MHULHMjaTHBA, ,AOTahaj 3a OuM, yIIM, CTOMaK M AyIIy
OBy MaAOOPOjHH OCBPTH ITYOAUKE, MAKO KpPajibe CBEACHH U AUILIEHH AETasHYjer
0bpasaoKera, IOKA3yjy A2 AOXKHBAAjU decTuBara HUCY jeaHOOOpasHu, Beh aAa
je mybAuKa Ta Koja YIHCYje BpeAHOCHA 3Haderma Aorabajy u xao BakHe opabmpa
oppebene acmexTe cxopHO AMYHUM IpedepeHjama. 3a jeAaH A€O IIOCETHAALIA CAMO

27 Instagram npodua: jazz.botanic.garden.
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MeCTO/IPOCTOP OAPXKABaba je CYUITHHCKU KBAAUTET PECTHBAAA U IPECYAHO yTHYe
Ha AOXHBAQj, AOK je 33 ApyTe My3HUKH CAAP)KAj Haj3HAYAjHUJH acleKT $pecTHUBAAA.
HapasHo, 6es crmpoBobema OIcexHHjer eTHOTPadpCKOT UCTPAXKUBAMKA IyOAMKe Y
PeaAHOM BpeMeHy He MOXKe Ce Ca CUI'ypHoInhy rOBOPUTH O MOTHBAIIMjAMA, yTUCIIMA,
HCKYCTBMMA M BpeAHOCTMMa ¢ecTuBascke mmybamke. Kapa je peu o HeraTuBHHM
KOMEHTApHMa, OHHM Ce YrAaBHOM TH4Yy IpobaseMa ¢ecTHBAACKe Oyke M HHX Cy
HAITHCAAM CTAHAPH OKOAHUX 3IPAaAA HAH AYOUTE AU SKUBOTHEGA, HA IIPUMED ,[IAQIIHITE
AU U yOujaTe AU NTHIIE, KOje HHUCY KpUBe INTO Cy >KHBe, BaIIMM AMCOHAHIIAMA U
IIPeKOMEepPHUM KBapTaMma?? 3aIITO TO papuTe? 360r mapa? 360r ceOUIHOT caMosyOna,
HAM MMaTe Heku Tpehu pasaor?” HasepeHM IpHMep AeIO HAYCTpPYje jeAHY TOTOBO
IIApaAOKCAAHY CHTYAIIH]y — C jeAHe CTPaHe eKOAOIIKO HACTOjarbe ,IOBPATKA IIPUPOAH
OpraHu3arujoM $pecTrBaa y crenu$puIHOM aMbujeHTy 60TaHMUKe bamTe, a ¢ ApyTe
HCTOBpPEMEHO IepIunupame pecTuBasa Kao Oyke, TO jecT sarahjuBaua >xMBOTHe
CpeAMHe Y pe3HAEHIIUjaAHOM ACAY IPaAd.

HPE3EHTAI_[I/IJA OECTHUBAAA KPO3 OOTOT'PAOU]JE

Y oBoM papy $poTorpaduja*® je kopumheHa Kao AOIYHCKM MATePUjaA HA OCHOBY
Kojer je Moryhe ymoTIyHHTH IIPeACTaBY aHAAMBHPAHOT $peCTUBAAA. 3a OBY AOITYHY
CMO Ce OIlpepeAuAe 300T eHe HepacKUAMBE Bede Ca APYLITBEHHM MpeXaMa Kao
mrro cy Facebook u Instagram. Haume, pororpaduje cy Aeo KOMyHUKAI[Hje y OKBUDPY
IIOMEHYTUX APYIITBEHHX MpeXxa,” HAPOYUTO IIOTOHE, T€ Cy CBe MPOMOTUBHE
aKTUBHOCTH InpaheHe BH3yeAHMM MOMEHTOM, WITO FOBOPH O BAXHOCTH H OBe
BpCTe IIPEACTaBAAMA, KOje Ce CMaTpa PEeAeBAHTHHMM IIPEAMETOM aHTPOIOAOIIKMX
ncrpaxusama (8. Bpyjuh 2017, 141).

Ilpsu xopmyc aHasusupaHux ¢ororpaduja obyxBaTa OHe KoOje Cy A€o
IPOMOTHBHOI MaTepHjara ¢ecTHBaAa, a Hasase ce Ha BeO-cTpaHMIHM OBe
manudecrarmje. Qororpaduje ce Hanase y pybpunu Iatepuja u mopemeHe cy
XPOHOAOIIKH, OAHOCHO Tipate mpsy (2021) u apyry (2022) roauny oppasarmba
¢ectuBasa.’® Yiyman 6poj mpepctaByeHux ¢ororpaduja je 68. Ilpesenrarnmja
myteM doTorpaduja usmely ABajy oApKaHHX pecTHBAAA BEOMA je CAMYHA, Te HUCY
IpUMeTHe PasAMKe BpeaHe IIOMeHa Y KOHIIEIITYaAHOM CMHUCAY. JeAHa OA pa3AnKa Koja
61 ce mMoraa ucrahu jecre mocrojame Buure $pororpaduja caMux Mysudapa, Kao U
6ume us 2021. roause (15), cook ux u3 2022. uma Mame (9). To 6u ce MOXAA MOTAO

28 ®otrorpaduja oBAe He IPEACTaBAA OCHOBHH IIPEAMET IPOyUaBaba, Beh caMo AOIyHCKH MaTepHjaA
33 AHAAM3Y KOJU TPETHPAMO K0 OOAHK TEKCTA, Te CAEACTBEHO TOME, PaA He CAAPIKH TEOPHjCKe OCBPTE U3
YTAQ BU3yeAHE aHTPOIIOAOTH]e.

29 O 3Hauajy BU3yeAHOT Y AUTHTAAHOj KOMyHHKanuju B. Banuh [py6nmh 2023, 34-36.

30 Ilocaeamwe m3pame ¢ecruBasa Koje je oapkaHo 2023. ropuHe HHUje IIPEACTABAEHO ITyTeM

dororpaduja.
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IIPUIIMCATH U YUE-eHHUIH Ad je u3 2021. ropnHe mocraBseHO Buile GpoTorpaduja
(38). Ha ocraaum dororpadujama (us obejy ropusa) sacryrmeHu cy ambujeHt
camor ¢ecTHBaAa y OaITH, Ka0 U IIyOAKKa. AMOUjeHT $peCcTHBAAA pellpe3eHTOBaH
je Kpo3 PU30Pe AeTOT CYHYaHOT AaHA (aKIjeHAT je Ha AHEBHUM CBHPKaMa, HaKo Cy
IIpPHMKa3aHe U Beuepibe, aAM y 3HATHO MambeM 06uMmy), apseha Koje mpasu npupopan
XAQA, TPABHATOT IIPOCTOPA KOJH CAYYKH 3 CeACIbE, AXKarbe HAY ITAK cTajarbe. [TyOAnka
je IpHMKa3aHa KPO3 MHTEPAKLHjy ca My3uyapuma (BHUXOBa OKPeHYTOCT Ka GMHH HAK
MeCTy OAQKAe My3HYapH CBUPajy), aAu U Kpo3 MelyycobHy unrepaxuujy (mpujaresu
y Ipynama, HOPOAHIIA Ha OKYITy  CA.). MOTHBH Koju 61 Ce MOTAU U3ABOJHTH Kao
AOMHUHAHTHH y 00a aHAAMBHpAHA U3AAA Cy IIPUPOAQ, AAH, AYAH Y TPyIlaMa KOju
cepe Ha Tpasy, nujy muhe, hackajy. Ha ¢pororpadujama koje cy cadyBase AOXKUBASA]
¢ecruBasra u3 2021. ropune moryhe je BHAETH B CBOjeBPCHY ,[TUKHUK 30HY  KOja je
HAIIPaBAEHA Y CAPAAIBU Ca TEAEBH3HjCKUM KaHAAOM IOCBehieHUM XPaHH II0A HA3UBOM
»24 Kitchen’, mro oBoM My3ndkoM $pecTHBAAY IIPHAOAAje FACTPOHOMCKY AUMEHSH]Y.
Osa ¢ororpaduja mocebHO je MHTepecaHTHA jep Y POKYC CTaBma IYOAMKY KoOja
CeAM y KPYTy CBOjux mpujatesa (2-3 rpyme cy mpHKasaHe), Kao M OLjd Ca MaAUM
AETETOM Y Hapy4jy, AOK je y II03aAuHH TabAa Ha Kojoj mure ,24Kitchen piknik zona”
Cam mpusop 3aucTa mopceha Ha IHKHYK Y IPUPOAM, AAU HCTO TaKO He yKasyje Ha
TO Ad Ce Taj MUKHUK OABHja ¥ OKBHpY MaHuecranuje Jazz in the garden. Taxobye,
mybAnKa je opujeHTHCaHA Mel)ycoOHO, a He Ka OHHI, INTO je KAPaKTePHCTHIHO 3
KOHIlepTHY Iybauky. Ha ocrasum $pororpadujama moceTHOLH CeAe HAH CTOje, AQH
je CyHdaH, ITO 1 Huje HeobuuHO, 6yayhu Aa ce pecTHBaA OAPIKABA IIPBUX AQHA jyAQ.
ITpumeTHO je 3eaeHHAO OamrTe, MHOITBO ApBeha, mTo unraB amOujeHT Aorabaja
uunu npujarHuM (YKOAUKO ce y O63Hp y3Me AeTHe BpeMme OApXaBama). Behuna
dororpaduja IpeHOCH AHEBHU AOXKMBAKAj OBe MaHM(ecTaluje, Mako ce CBHpKe
OAPKaBajy 1 y BedepiuM dacoBuma. Ha nojeansnm pororpadujama (sehu 6poj je
u3 2022. roAuHe) IPUMETHO je U IIPUCYCTBO MaAe Aelie ca POAUTEAHMA, IITO OBOj
MaHU(EeCTALMjU AOAAjE jOIII jeAaH O3HAUYUTEACKU €AEMEHT, A TO j€ IOPOAUYHM AoraI)aj.
Byayhu pa ce ecTnBaa oapskaBa TokoMm BuKeHAR (INTO je MPENO3HATO KAO Bpeme
3a IOPOAHLY U OAMOp), Huje HEOOUYHO LITO je u oBa aAuMeHsHja 3acTymmeHa. Op
3HaYaja 3a AaHAAM3Y je U jeaHa Ppororpaduja ca pectrBasa oppxanor 2022. ropune,
KOja y IPBU IIAQH CTaBsa My3HYape KOjU He HACTYIAjy Ha CaMoj GMHH, KAo INTO
OUCMO TO MOTAM OYeKMBaTH, Beh Ha TpaBH, OKPY>KEHM I'yCTUM Kpolimbama ApBeha,
Kao ¥ camuM noceTnonumMa. PecTHBAACKO MCKYCTBO je, CXOAHO TOME, YMHOTOMe
oppeheno mpupopnnM okpyxemem. Ha Taj HaumH M caM IPOCTOP OAp)KaBamba
decTrBasa A061ja Ha BaXKHOCTH ¥ IIOCTaje pABHOPABHH YMHUAAL (Y3 My3HKY) KOjH
KOHCTPYHIIIE U YCIIOCTaBsa IPEACTABY jeAHe oBakBe MaHU(ecTanuje. Tome MoxkeMo
AOAATH U BaXKHOCT APYIITBEHOI KOHTEKCTa APYXKeHa, 3ajeAHHIITBA, I1a CaMUM
THM U CrienuuyHe BpCTe PeCcTUBAACKOT KoaekTuBHTeTa. [IyTeM oapkaBama oBOT
decTuBasa ¥ KErOBOT IOHABAAKA, My3HKa YTHCKYje U IPOLIKpY]je 3HaYermha Koja OBaj
npocrop uMa Ha HayuH Ha koju [Ton Korea u Kpuc I'nbcon onucyjy:
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(M)ysuKa mpeacTaBma KyATYpPHHU pecypc Koju IoBesyje Kako ce oppebena mecra
omaxajy u mpomosmiry. IIpema oBUM ayTOpuMa, My3HKa IIPEACTaBAA HAUMH HA
KOjU MeCTa MOT'Y AQ Ce PeIIpe3eHTyjy ¥ IIMPUM MEAUjCKUM Iej3axuMa, obAuKyjyhu
AOKAAHE HAM PerHOHAAHE HACHTUTeTe M CaMHM THUM My3MKa yTHYe Ha IPEACTaBy
arpaktusHor Typuctrukor mecra (Connel and Gibson 2002, 221).

Apyru xopryc ¢ororpaduja purapa 3BaHMIHOj CTPAHULIU Y OKBUPY APYIITBEHe
mpexxe Instagram. Byayhu aa ce KoHIlenT oBe Mpexe 3acHHMBAa Ha BH3YEAHOM
[PYKA3UBAIGY U KOMYHHIUPAIY IyTeM poTOrpaduja, Halra OueKuBarmba cy 61aa Beha
y HOTAeAy HHXOBe KOAUYUHE M PAa3HOBPCHOCTH, MeljyTHM, BU3yeAHa IIpe3eHTaIHja
oBe ManuecTanyje IpoU3BOA je pororpaduja ca camux porabhaja, aau u ImyreMm
HAaMEHCKH IPaBo>EeHNX [IAAKATa KOjU CaAPKe OCHOBHE IIOAATKE O CAMOM (eCTHBAAY.
Crpanuna cappxu pororpaduje (yxymHo 133), aAu 1 BUACO-CHUMKe ca KOHIIEpara,
KOjU TPEeACTaBAajy jOIl MOTIYHMjH YTHCAK o camoj armocdepu. Dortorpaduje,
IOIIYT OHUX Ca Be6-CajTa, ACAOM IIPEACTABAAjY ATMOCPEePY caMor $peCTHBAA], 3eACHU
aMmbujeHT OOTaHMUKe OAIITe, AAM U [IAAKATE, Kao U poTorpaduje Mysudapa y CKAOITY
npomonyje. FIHTepecaHTHO je Aa ce y CKAOITY OBe CTpaHuIje Moxe Hahu 1 pekaama 3a
Hacryn Papera Ilepbenuje u 6eraa 3amapHu KOAOABOP 13 jyaa 2021. ropute, Takohe
y OKBUpY 60OTaHMUKe OaIlTe, AU BAH MPOrpaMa caMor $pecTHBaAA.

Y OKBHPY aHTPOIOAOIIKOI IPHCTYIA CIEKTAKA je HepeTKO (HIypHpao Kao
LEHTPaAHM IIpeAMeT MpoydaBamba ¢ecrmara (B. Beeman 1993; Handelman
1998; Addo 2009; Ayxuh Kpcramosuh 2003; Aykuh Kpcramosuh 2009; Ayxuh
Kpcranosuh 2010). Mehyrum, oBaj pecrusaa Huje 3aMummeH y ToM cetay. Hamme,
OCHOBHU O3HAYUTEACKY €AeMEHTH (eCTHBAACKOT My3HYKOT CIIEKTAKAA Cy Maca Koja
IAeIlle, PasyAapeHo ce 3abaBada, M3PAKEHU CBETAOCHU e(eKTH, $peCTHBAACKA TeAd
cpebena 3a usaasax. Hacympor tome, mpumep dectusana Jazz in the garden nam
FOBOPH O jeAHOM ApyTaudjeM MOMMAry My3HUKOT $pecTHBaAd, KPo3 CHUMbOAe Kao
IITO Cy IPHPOAQ, MAAU T'PAACKU peCcTUBAA, OIYIITEHA TeAd KOja AeXKe HAM CeAe Ha
TpPaBH, IOPOAMYHO IIOIIOAHE, XpaHa, muhe. Mysuka jecTe IIOBOA 32 OBakBY BPCTY
OKYILMbAIbA, AAU Y CAAE]jCTBY Ca MECTOM HeHOT H3BOlerba, Te HAUMHOM Ha KOjH Ce OHA
Ipe3eHTyje MyOANIIY, IPEACTABAA CAMO jeAQH OA eAeMEHATa KOHCTPYHCAA [IpHIe
0 OBOM ¢ecTHBaAy. ApPyrH A0, MOXAQ YaK U LeHTPAAHH, jecTe OOTaHMYKA OamITa
Ka0 IPOCTOP OA BEAMKe BaXXHOCTHU 3a caM rpas Beorpaa, aau u mpocTop xoju aaje
»0ajKkoBUTOCT” MaHUPecTalHjaMa [OIYT OBe. FIHTepecaHTHO je IOCTABUTH [UTAmbe
AQ AH je y OBaKBOM aMbujeHTy Moryhe H3BOAUTH OHAO KOjy BPCTY MY3HKE, aAH CaM
OATOBOP je Moryhe MIIMHTATH U U3 YMEEHHUIIe A je GOTAHMYKA OAIITA Y IOCAEATHX
Iap TOAMHA MECTO OAPIKaBarsa OPOJHIX CBUPKY M KOHIjepaTa KOjU HUCY HCKAYIUBO
IJe3 opujeHTanyje, Beh cy 3acTyImeHe U POK, Ko M IO My3uKa. Aobap oajex u
HeOYeKHBAHA IIOCETA ,lje3ad y OamTu’ HeCHOPHO Cy 3HAYAjHO YTHIIAAM HA AANY
¢ecruBasnzanyjy Boranumdke Gamre — pasBoj ¢pecTHBAAA U IHEIOB YTHIAj HA AyAE
u ipocrop (8. Cudny 2016, 11), opHOCHO decTHBaAM3aLMja KAO MPOLEC CTBAPAbA
decTrBara 03HAYABA CLIEHMYIHOCT, CEAEKIN]y KYATYPHUX €A€MEHATa U CTaBoAme Y
xonTekcT pecrupara (Kelemen i Skrbi¢ Alempijevi¢ 2012, 51).
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3AKASYIAK

Hako je oayBek Bakmaa 3a MecCTO Ha KojeM ce cycpehe pasamunra my6Oavka,
Borannuka 6Oamra ,JeBpeMoBan” (ecTUBAACKOM YIOTPeOHOM IpeHaMeHOM A0Ouja
[OCBe HOBe QyHKIHje — IIOCTaje MeCTO 3a0aBe U AOKOAHIE, MECTO HOPOAMYHOT
YXKUBama M CycpeTa PasAMYHTHX TeHepauuja. Ilpumep yesa y bawifiu UAycTpyje
3HaYajHy ,yAOr'y (ecTHBaAa Kao reHeparopa CaBpeMeHHX KyATYpHHUX Ipolieca H
Ka0 areHca Koju moceayjy Moh aa Tpanchopmuury MecTa y KOjUMa Ce OAPXKaBajy”
(Kelemen u Skrbi¢ Alempijevi¢ 2012, 21). Ha ocHoBy usaoxeHor mpumepa moryhe
je YBHAETH KOjHM 3HAYEIbCKUM eAeMEHTHMA je Moryhe KOHCTPyHCATH ayTeHTHIHY
pelpeseHTaljy caMor (ecTHBaAa KAaO AOKAAHOT Aorabjaja, aam um jeaHOr HOBOT
AOXHBAQja IIPOCTOpa GOTaHMUKe OAIITe Y KOjU Cy YTHCHYTa HOBa 3Havera. Harnwme,
HMAEHTUTETCKY eAeMEeHTH KOjH Cy KPeUPAAU Ay TEHTUYHY IIPEACTaBY CaMOT pecTHBaA
Cy ,ile3 My3HUKa Ha OTBOPEHOM, ,lle3 Y IPHPOAW, ,IIPHPOAQ Y LEHTPY Ipapd’,
»PEAAKCUPAHO CAyIIame My3uke’, ,(IOPOAMYHO) ApyXKembe’.

C apyre crpane, Moryhe je Tpacuparu mporjec KOHCTpyHCaba MeCTa y3 IIOMoh
My3HUKe Kao KaydHor eaeMenTa. Haume, pectusan Jazz in the garden cBojum je capa
seh PEAOBHHM TOAUIIIUM OAPXKABamkbeM y BEAMKO] MEPH HM3MEHHO IepLeILHjy
npocropa Boranmuke 6amre. OBa ,3eAeHa 0a3a y LEHTPY Ipapd’ IOCTAAQ je MeCTO
APYHITBEHUX I/IHTepaKHI/Ija HpahEHHX MYy3HUKOM (1,1e3, AAM M ADYTUM BpCTaMa) ny
TOM CMHCAY IIOCTaAQ je MPHjeMYHBUjUM M BUASUBUJUM MECTOM 34 ITHPY ITOITYAALH]Y.
IMocernoru BoraHmake 6amTe capa MOT'y 06yXBaTaTU U OHe KOjH ITpe OBOT peCcTHUBaAL
HICY HAKAAQ AOLIAM AQ j€ ITOCeTe U YIIO3HAjy Ce ca GIAHUM CBETOM KOji je Ty Moryhe
nporahu. CaeacTBeHO TOMe 61 ce Morao pehu Aa je 6GoTaHuuKa GamrTa AaHAC AOOMAL
CBOj€ IPOUIMPEHO 3HAYEHe, KA0 MECTO y OKBHPY KOjer Ce OABMjajy YMETHHYKA U
COLIMjaAHA AeIaBamba Y CMHCAY Y KojeM To HaBoau Kaauh (2014, 76).

HcrpaxuBame OBOT ¢ecTuBara y KopeAanuju ca mpocropoM boranuuke
OamTe CBaKaKo je IPY)KHAO PAasAUYUTE YBHAE U OTBOPHAO HOBA IMTama 3a Oyayha
HCTPaXKUBabha, OA KOjUX hemo HaBecTH caMo Heka. JeAHO OA TaKBHX je erHOrpadcko
HCTPaXUBAIbe HCKYCTBA Iy OAVKe IIyTeM CTPYKTYPHPAHIX HHTEPBjya, IOTEHI[jaAHN
MeAATONIKY 3Hayaj GeCTUBAAA Y TIOAM3AkbY CBECTH O 3aIITUTU IPUPOAE U IIPOMOLIMjU
HA€ja OAP>KHBOT pa3Boja, Kao M yTUIAj pecTUBAAA HA TYPUCTHUKY ITOHYAY Ipapa
Beorpaaa; mpu deMy 61 1 HCTpaXXUBAIbe CTABOBA H3BOhaua, IIpeBacXOAHO AoMahux,
OMAO 3HAYAjHO 3a AHAAM3Y, HAPOYHTO KAaAd Ce MMa y BHAY HBHXOBAa HECHTYPHA
COIJMOEGKOHOMCKA IMO3MIUja, AAU M AOXKHBAAj MPUIAAABA €AUTHOM Y AOMETHMA
YMETHOCTH U KYATYP€, HACYIIPOT aoCTPOUPAHOj KOHIENIUjU GpecTUBAAA.
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Music FESTIVALS AS A SPACE FOR CONSTRUCTION OF
LocAL IDENTITIES ON THE EXAMPLE OF
THE MANIFESTATION JAZZ IN THE GARDEN

(SumMMARY)

The research conducted in this article is based on the analysis of the representation
and promotion of the Jazz in the Garden Festival, which has been held for the past
three years inside the space of the “Jevremovac” Botanical Garden in Belgrade. The
basic idea of the research referred to the study of the process of the localization of
one such festival and its presentation by highlighting the authentic elements that
distinguish it from similar events that already exist. To perceive the insertion of new
meanings of the botanical garden space, which gains a redefined role in everyday
city life through organizing festival events and correlation with (jazz) music, was
equally important. The research combines different methodological approaches that
can most briefly be described as the (in-depth) ethnographic reading of the presen-
tation of festivals in online media — official websites, the Facebook and Instagram
social networks. In the first phase of the research, the posts displayed by organizers
on social networks, as well as the descriptions of the festival on the website, were an-
alyzed. The second phase of the research referred to the analysis of the photographs
that illustratively presented this festival. The research has led to several conclusions,
namely that the localization of the festival is visible through identity elements such
as “jazz music in the open air,” “jazz in nature,”
tening to music relaxedly,” “(family)socializing.” On the other hand, the “musical-
ization” of the space, the redefining of the role the botanical garden had had until
then, is also noticeable. The conversion of the “Jevremovac” Botanical Garden to a
festival-hosting space has generated quite novel functions for the Botanical Garden
itself — it has become a place of fun and leisure, a place where families enjoy and
generations of different ages meet.

nature in the very city center,” “lis-
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ABSTRACT

The text is intended as an introduction to the research of the agency festivals
in Serbia. The term agency festival is explained with examples of international
equivalents and an overview of local and regional networks of agency festivals is
provided. The most prevalent topics tackled at the agency festivals and, following
their content, their significance for contemporary (popular) music beyond music
industry goals are presented. The focus is on Kontakt konferencija and Indirekt
Showcase festival in Belgrade.
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¢pecruBasa. IlpepcTaBreHe Cy AOMUHAHTHE TeMe O KOjHMa Ce AMCKYTOBAAO
Ha agency $pecTHBAAMMA, KAO U IIOTeHIIMjaAHM 3HA4aj OBUX MaHHdecTaluja 3a
CaBpeMeHy IIOITyAQpHY MY3HKy IIPeKO OCHOBHHX MHTepeca akKTepa My3HuKe
uHpycTpuje. Y okycy mperaepa cy beorpapcku agency decrusasu Kouthiaxii
xongepenyuja u Indirekt Showcase.

K»YYHE PEYU: agency decTuBas, Mysudka koupepennuja, ecrusaa Indirekt Showcase,

Koninaxii xongepenyuja, exocucrem.

Dedicated to the memory of Dejan Boskovi,
the founder of Indirekt Showcase Festival (1970-2021)

In this article I introduce and map Serbian agency festivals as a research topic related
to the culture of music festivals in general. I use the term agency festival introduced
by Carsten Winter (Winter and Schwarte 2018, Winter 2023 )? and position both the
overall concept of agency festivals and, more narrowly, Serbian agency festivals, in
the broader theoretical discussion on festival cultures,® cultural and creative ecosys-
tems (de Bernard, Comunian and Gross 2021). The goal of the present paper is not
to give definitive theoretical or historical explanation of agency festivals. Rather, my
aim here is to consider the concept of agency festivals within a broader discourse on
testivals and ecosystems, and to analyze two main Serbian agency festivals, Kontakt
konferencija (Kontakt, n.d.) and Indirekt Showcase Festival (Indirekt 2018, n.d., In-
direkt n.d.), with additional information on the Belgrade edition of Runda Digital
Day (Runda, n.d.).* While it could be argued that other festivals in Serbia include

2 AsWinter’s research on agency festivals started fairly recently, most of the references I am using are
related to presentations of ongoing research. It can be noticed that the main concept was articulated
differently throughout this period, and thus agency festivals were referred to as “open networked
participatory music development” festivals (Winter and Schwarte 2018) before the term agency
festivals was employed by Winter (2023).

3 In recent years, there have been several projects of different scales on the topic of music festivals,
as well as numerous conferences and publications. See, for the international example, the website of
the Dutch Poplive project, specifically the list of publications available (Poplive, n.d.). The conference
Vienna Music Business Research Days in 2018 was dedicated to the topic of live music, with several
presentations and panels including discussions on festivals (Tschmuck 2018). Relating to Serbian
local and international festivals, see the Center for Popular Music Research project (CEPOM, n.d.,
Radovanovi¢ 2020). For individual studies on popular music festivals in Serbia, see, for example, Medi¢
2017, Radovanovi¢ 2018. As to other types of festivals in Serbia, e.g. of traditional or contemporary art
music, see: Zaki¢ and Laji¢ Mihajlovi¢ 2012, Dumni¢ 2014, Marinkovi¢ 2019, 2022, Jankovi¢ Begus$
and Medi¢ 2020.

4 For convenience, throughout the text, they will be referred to in abbreviated forms as Kontakt,
Indirekt and Runda respectively.
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conferences or discussions as part of the side program, to my knowledge, Kontakt,
Indirekt and Runda are currently the only examples of agency festivals as defined by
Winter. In this context, the term agency denotes the power and ability one has to act.
Participants of agency festivals attend either with the goal of informing themselves
and gaining knowledge on topics relevant to their professional activities, or to net-
work and thus establish business connections. Agency festivals in that sense present
an open institutional structure for the activities of their participants.

Agency festivals are similar to showcase festivals with conference segments. The
program of showcase festivals is usually built around short concerts by unestablished
musicians who perform for the music industry’s scouts and other professionals (for
more, see Thorkildsen and Rykkja 2022). These types of events are often paired
with conference segments, covering various topics in the music industry. Winter
suggests the term agency festival to indicate the emphasis on the conference parts
of the showcase festivals and, more specifically, to signal those festival organizations
that enabled more opportunities for visitors and participants to network, educate
themselves and connect with their peers. The goal is to enable participants to meet
in person, since the prevailing characteristic of the sector in the 215t century is work
in the digital environment (Winter 2023). Winter asserts that agency festivals are
becoming increasingly structurally important for the music ecosystem in general,
since they emphasize education, especially of young professionals, in the networked
reality of the digital music culture economy (Winter 2023).

Methodologically, the study is based foremost on participant observation at
the aforementioned Serbian agency festivals where my participation encompassed
being part of the audience and mingling with other festival goers, but also direct
involvement in the form of giving presentations (at both Kontakt and Indirekt fes-
tivals in 2019) and moderating talks and panels (at Indirekt in 2019).° Second, but
not less importantly, the study is informed by semi-structured qualitative interviews
with several actors in this field: members of both Kontakt and Indirekt organization
teams, as well as panelists and visitors. The organizers of these festivals were inter-
viewed on a range of topics regarding the incentive for starting this type of festivals
in Belgrade, in the context of Belgrade music scene and the music industry in Serbia.
However, as the present study is not intended to be deeper insight into the analysis
of agency festivals, but simply their overview, interviews are used as information
sources. Belgrade agency festivals are certainly not original phenomena, but the part
of a larger trend emerging since the mid-2000s. Accordingly, some broader notions
of the significance of these types of festivals will be highlighted in the text.

Agency festivals provide ample material for discussions on broad networks of
actors that comprise music ecosystems. In their review of theories and methods ap-
plied on cultural and creative ecosystems, de Bernard, Comunian and Gross (2021)
notice connections between previously dominant frameworks of the creative and
cultural ‘economy’ and creative and cultural ‘industries’ and newly dominant usage
of ‘ecological language’ It seems that the ecosystem framework of thinking helps in

S Inaddition, keynote lecture at Hanover’s Hype&Friends festival (2023) as well as visits to Berlin’s
Most Wanted: Music (2018) and Belgrade edition of Runda Digital Day (2019) can be added.
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overcoming some of the criticisms of the previous frameworks, such as “their restric-
tive nature — for example, for giving priority to neo-liberal growth-oriented accounts
of culture and creativity compared to not-for-profit or community-driven ones (Co-
munian et al. 2020)”, as well as their “top-down policy-led framing” (Ibid.).¢ The rea-
son why the concept of an ecosystem could work in the study of agency festivals is
precisely because it allows thinking beyond the limitations of profit-led industry and
thus reflects the state of the ‘field” in which there is room for non-profit initiatives
and the educative potential for artists, which in turn reflects the interconnectedness
of wider music ecosystem.

One of the goals intended through the introduction of agency festivals is to use
them as a starting point of discussion on the importance of exploring various as-
pects of the music ecosystem. Presenting the network of people who work at various
aspects of music ecosystems, their gathering spaces and places, and specifically top-
ics around which they gather, could be one step in that direction. The focus of this
study is to explain the framework of the agency festivals as a way of emphasizing the
structure that music industry professionals, as well as musicians, use to network and
gain knowledge on the production, distribution and reception of music in the 21st
century.

AGENCY FESTIVALS: EMERGENCE AND INTERNATIONAL EXAMPLES

As Milo$ Marinkovi¢ emphasizes, “it is not possible to speak about one unique
definition of the festival’, since the disciplines that study festivals are varied, as
are the festivals themselves, with their cultural, artistic and social dimensions (cf.
Marinkovi¢ 2022, 30). According to Marinkovi¢’s classification of traditional,” pop-
ular, and art music festivals (Ibid., 32), Kontakt konferencija and Indirekt Showcase
festival belong to the second category, not only because of the main music program,
usually based on rock and indie-alternative musical acts, but because of the long rela-
tionship between popular music and the music industry (cf. Negus 1999, Tschmuck
2012). However, while agency festivals could be seen as popular music festivals,
their complexity in terms of topics and people gathered, pushes beyond the classifi-
cations based solely on music genres.®

6 The authors propose several ways in which those criticisms can be overcome: “Firstly, CCEE seems
to better acknowledge — using one single concept — the deeply interrelated modalities and value(s) of
cultural and creative production and consumption (Potts et al. 2008) which have traditionally been
considered separately. Secondly, it questions the primacy given to narrow economic imperatives of
previous research frameworks (creative city, clusters of economy) by making visible relations between
many different kinds of cultural and creative actors, often operating with distinctive (even divergent)
value frameworks and value-generating processes. Finally, a CCEE perspective challenges the linear
model on which governance and management of the cultural and creative sectors have typically been
based” (de Bernard, Comunian and Gross).

7 As Holt notes, ,,ethnomusicologists began exploring festivals in the 1980s form the perspectives of
tourism and cultural preservation“ (Holt 2020, 181).

8 T have pointed out Marinkovi¢’s classification since it is the same approach I took initially in this
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The proliferation of new digital media was crucial for music in several aspects.
The impact of the digital music revolution was mostly felt in the recording industry
because of the decline in sales of physical sound carriers (CDs) in favor of digital
downloads (Tschmuck 2017, 28-35). However, “live music prospered” and started
to dominate the music industry, leading to the fact that “in the age of digital music
it is now the musicians who have become the main revenue source for the industry”
(Ibid., 34).° Another significant change in the structure of festivals was the gradu-
al rise of international corporations that own and lead the live music industry sec-
tor and influence global music culture (Ibid., 128; Holt 2020, 173). In the context
of agency festivals, both the role of new media and changes in industry structures
were important impulses for music professionals to address the challenges. As more
professionals work in the digital environment new media provide an opportunity
to work in seemingly borderless and wider space (Winter 2023). However, Winter
points out that in terms of managing contacts and professional opportunities, plac-
es where industry actors can meet in person are of immense value, especially if the
actors are young, unestablished professionals. After the digital revolution and re-
structuring of the music industry towards the live music sector, one could observe a
remarkable turn towards the reestablishment of social situations and structures that
nurture possibilities of social interactions. According to Winter, by providing struc-
ture for a physical gathering of those actors that would otherwise meet mostly in
the digital environment, and providing programs and formats designed to push the
conversations and introduce individuals to one another (panels, keynote lectures,
match sessions, debates, speed dating, workshops, master classes, round tables, etc),
agency festivals answer to structural challenges existing in the contemporary music
industry (Winter 2023). Beyond opportunities to meet, panels and lectures orga-
nized at agency festivals enabled participants to discuss challenges and opportuni-
ties presented by the ‘digital revolution. The model was the SXSW conference in the
United States (Ibid., SXSW, n.d).

In the 215t century, several agency festivals were established that have now be-
come part of the regular schedule of meeting points for industry actors (see the list in
Appendix 1)." These events differ among themselves in scopes, orientation towards
certain regions and focus on specific genres. For example, the Inferno Music Con-
ference is part of the Inferno Metal Festival and thus dedicated to this genre, while
the Amsterdam Dance Event centers on electronic dance music. Hype&Friends and

research. Agency festivals, however, proved Holt’s insight that the festivals demand approach that goes
beyond genre towards more general view of music festival culture and broader discourse of music
festival studies (Holt 2020, 159).

9  For more detailed account on the structure of live music, see Tschmuck 2017: 119-133.

10 The list is not exhaustive. Note that agency festivals will still be found under the “conference”
designation, which confirms that the term conference is still the one most of the actors would use
when referring to these types of events. They are promoted and included in lists of conferences (agency
festivals) that should be worth visiting (cf. Rouffaud 2023). The other used term is “convention’, as
seen with c¢/o Pop in Cologne and MaMA in France. Still, for conceptual and academic reasons, it is
important to emphasize the specificities of events where the significance is given to professionals to
present their work and establish connections.
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New Skool Rules decidedly put focus on young professionals, but also on closer col-
laboration with artists. Examples of agency festivals covering different regions can
be found in Germany. While ¢/o Pop and Most Wanted: Music are primarily aimed
at professionals working in North Rhine-Westphalia or Berlin and nearby regions,
respectively, the Reeperbahn Festival became both a German and international plat-
form and networking space.

Festivals in the Balkans, Central and East Europe are of particular importance to
music industry professionals working in Serbia. There are close ties between orga-
nizers and representatives from Ment and PIN conference and Belgrade-based con-
ferences, since they are regular guests and participants at each others’ events. Anoth-
er networking point is added with the introduction of the Ship Festival, launched
in Sibenik, Croatia in September 2023 (Ship, n.d). Going beyond former Yugoslav
countries, Mastering the Music Business in Bucharest and So Alive Music Confer-
ence in Sofia can be added to the list of Balkan region’s conferences. Vienna’s Waves
conference has a specific place at the crossroads between East and West Europe,
which was addressed in the main topic of the latest conference edition. The con-
ference Balkan: Most was organized in cooperation with WOMEX as a concluding
event of the eponymous project, marking the award of the title of European Culture
Capital 2023 to Hungarian city of Veszprém. However, focusing on a specific geo-
graphic (and thus economic and touristic) region does not come only within a given
region or the conference solely dedicated to the region. It is common within agency
festivals’ programs to have a spotlight on specific countries or regions."

AGENCY FESTIVALS IN SERBIA:
EMERGENCE, NETWORKS AND TorICs

As of 2023, among the three aforementioned Serbian agency festivals, only
Kontakt is a continuously active one. Runda is a ‘nomadic’ conference that travels
between different Balkan countries (often in the same year), organized by Runda -
Regional Association of Independent Discographers in the Balkans (Runda, n.d.),
whose representatives are also regularly included in programs of other agency festi-
vals in regions. The latest edition of Runda (in 2022) was held in Skopje and Zagreb.
In 2020, the second edition of Runda Digital Day was organized in partnership with
Indirekt. As for the Indirekt, organizers opted for one panel on the music industry
(out of three in total) in 2021 (Indirekt, n.d.), leaving out the conference format
completely from the 2022 edition. In addition to the consolidation period since the
establishment of these festivals, 2020 was a crucial year for the music industry sector
in general, because of the impact of the COVID-19 global pandemic which was par-
ticularly felt in the live music sector across many regions (see Woodward et al. 2023).
Having in mind this break in the continuity of live gatherings and the impact it had
on actors working in the sector, we could speak of the pre- and post-COVID-19

11 For a broader analysis of the Central and Eastern European music industry, see Antal 2020.
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periods even in this very short history of Serbian agency festivals. COVID-19 halted
physical gatherings and thus limited the number of people who could network in
real time-space, or otherwise moved agency festivals into the online realm.

The agency festivals in Belgrade were still young at the beginning of this research
in 2018. Indirekt started in 2015 with occasional panels and lectures, developing
into the full conference by 2017 (Maglov 2018a). Kontakt conference was estab-
lished in 2017 (Maglov 2018b) and Runda Digital Day in 2019. The last five years
were thus the period of development and establishing their profiles. Runda Digital
Day is not fully comparable to Kontakt and Indirekt because it is organized by the
regional association of discographers, while Kontakt and Indirekt were established
by local indie labels and promoters. All three events, comparable to the described
origins of agency festivals in general, came to being because of organizers’ pressing
issues related to various challenges in their sector. In the case of Runda, the name
of the association and the full name of the event indicate that the main, overarching
topic of the event addresses the challenges of the digital era.

Indirekt was initiated by the late Dejan Boskovi¢, who was the founder of the
Ammonite records label. Boskovi¢’s idea for the festival oriented towards present-
ing new indie bands came after visiting the Croatian, Umag-based Indirekt festival,
establishing friendly relations with organizers and a cooperation in terms of sug-
gesting performers to each other. However, despite sharing the name, festivals were
not connected in an organizational or legal sense (Maglov 2018a). Croatian Indirekt
exists as a music and art festival, but not as a showcase event, which was of primary
interest for Bogkovi¢, in addition to the conference part, in terms of its educational
and networking potentials (Ibid.). Indirekt was run by a small team, affiliated to var-
ious institutions. Among them was Nikola Jovanovi¢ who joined the team in 2018
as a coorganizer mostly dedicated to the conference part. Jovanovi¢ was a prominent
figure in all three agency festivals, taking part in talks and panel moderations. Since
2021, Indirekt changed the organizational team, which coincided with the cessation
of the conference part of the festival.

The Kontakt was founded by Odli¢an hréak (record label and concert agency),
Marsh Creative Production (production and organization company) and Ki$obran
Kolektiv (label, promotion group), with Marsh creative production leaving after the
2021 edition of the festival. These actors individually experienced difficulties in their
regular activities, such as not getting support from city officials, facing troubles with
collecting societies, and a generally low interest by the media (radio, television and
newspapers with national outreach), which are regarded as necessary factors for get-
ting visibility for their particular businesses and launching musicians’ careers. Their
solution was to join forces and “gather all the public, see how to come to some con-
clusions and [see] what can we do without relying on anybody” (Maglov 2018b).
The name (“kontakt” is the Serbian word for contact) came from this initial idea of
gathering in real time-space, by allowing communication between various profes-
sionals from the music industry, media, public organizations, and others involved
with the topics considered. However, more specific goals were set from the very start
of the conference, referring to the promotion of the actual festival offer from the re-
gion, connecting promoters, local communities and tourist organizations, present-
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ing the successful music projects and supporting ideas of making regional connec-
tions beyond borders. Since the main locations where the conference and concerts
were taking place were the venues in Cetinjska Street (such as Anti Shop Elektropi-
onir, Zaokret, Sprat, and Marsh open space until 2021), Kontakt was branded by the
organizers as the festival of Belgrade’s Art'n'Music district.

The difference between Kontakt and Indirekt in their first years was in the mar-
ket orientation, panel topics and performers’ profile. Kontakt mostly engaged with
bands that are already established at the music scene, whether they are veterans or
young bands that gained some popularity recently. The music program at the In-
direkt was oriented towards presenting new, unknown bands in accordance with
Boskovi¢’s wish to establish a showcase festival in the first place. Since Kontakt was
built around the idea of connecting festivals in the region of former Yugoslavia (of
all types), promoting regional connections and markets, as well as music tourism,
its panels predominantly dealt with corresponding themes, with speakers invited
to share the examples of good practices or present their work. Discussions around
self-management, the media presence of musicians, or music journalism were also
organized. Indirekt also covered some of these themes, but in the broader context
of the contemporary music industry and its European and global trends. Thus, In-
direkt’s organizers’ main goal seemed to be a discussion on topics such as copyright
issues, digital distribution, digital marketing etc, in accordance with their predomi-
nant interest in the European market.

Some topics and panelists overlapped between Kontakt and Indirekt, yet the dif-
ference in their main orientation made them complementary events and gathering
points for music industry professionals in Belgrade. However, it was questionable
whether two agency festivals, even with differing interests, were needed in the same
city, given the proximity (both in geographical and temporal terms) of surrounding
agency festivals in the region and Europe.

It could be said that the benefits of agency festivals are mostly evident in their ed-
ucative potential. Given that Serbian music schools up to the HE level traditionally
focus on developing performance skills and musicianship, musicians do not neces-
sarily know how and where to present their art and how to reach the audience. More-
over, professionalization of the music is questioned when the discourse surrounding
music-making directs it more toward practicing a hobby and not towards making a
living (Maglov 2018c¢). The educative potential of agency festivals is confirmed with
the inclusion of practically intoned lectures (e.g. “Do you need a booking agent?”,
Indirekt 2019), but even more so with workshops (e.g. “How to shoot the music
video? — Workshop”, Kontakt 2018).'2 Both Kontakt and Indirekt allowed free en-
trance to the conference, which is not generally the expected practice, thus enabling
anyone interested to gain practical knowledge and learn more about possibilities of
professionalization in music.

12 Program of the conferences is mostly in Serbian. English language program mostly indicates that
lecturer or the panelists is international guest. For the purposes of this paper, every conference part
originally announced in Serbian was translated in English by the author.
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Generally, the topics discussed in Serbian agency festivals could be provisional-
ly grouped in the following way: festivals and manifestations, live music (touring,
venues), music export, musicians’ rights and copyright, digital media, artists and
middlemen, discography, radio, genre, gender, workshops. As mentioned, festivals
discussion was important for the Kontakt conference from the start. Thus, already
in 2017, the topics discussed were “Festivals as city promoters”, “Festivals as desti-
nations” and “Festivals — from idea to realization”. In the following years, there were,
among others, topics of “Festivals’ self-preservation” (with further subtopics) (Kon-
takt 2018), “How to make a successful festival — biggest challenges” (Kontakt 2019),
“How festivals survive?” (Kontakt 2022), “Importance of showcase festivals for the
region” (Kontakt 2023). In the year of the pandemic, the topic was “Season without
festivals”. Music export and exploring possibilities for local artists to develop careers
abroad were discussed on several occasions: “Music export — efficient platform for
international networking” (Indirekt 2017), “So close no matter how far - Middle
and East Europe music market now” (Indirekt 2018), “Challenges entering foreign
markets” (Indirekt 2019), “Music Export” (Kontakt 2022, 2023). Among the pre-
sentations and panels on copyright and artists’ rights were the following: “Know
your rights — how to protect your work” (Indirekt 2017), “Author rights for musi-
cians” (Indirekt 2019), “Copyright in the digital era” (Runda 2019). As was stated
previously, the specific significance of agency festivals is in their educative potential.
Some of the workshops organized in the last five years were, for example: “How to
write a project?” (Indirekt 2019), “PR for musicians — how to write a biography and
press statement” (Ibid.), “Workshop for audio producers” (Kontakt 2022). Genre
issues were strikingly less present in the program, with only one panel: “All that jazz
— how does jazz music of club scene slowly conquer the big scene? Why are vari-
ous musical hybrids labeled as jazz today?” (Kontakt 2023 ). Finally, addressing the
gender gap in the music industry became an important topic for discussion, in re-
cent years, especially with the international Keychange initiative that works towards
equality (Keychange, n.d). Related topics at Belgrade’s agency festivals were: “Why
music business is not just male business?” (Indirekt 2019), “Women in Music Indus-
try” (Runda 2019), and “Runda: female rhythm” (Kontakt 2023).

CONCLUSION

Since my starting research point is that of musicology and critical humanities, the
main challenge when dealing with my interlocutors coming from the music indus-
try was related to our differing perspectives on working in music, not least because
academic musicological training does not involve any of the more practical (con-
sumerist, capitalistic) matters of the music business.' Later, I discovered that other

13 According to Holt, festivals blossomed in the bourgeois public sphere and culture markets during
the 19th century (cf. Holt, 167). This was especially evident in Germany, which saw a major growth
spiral and commercial institutionalization (Ibid., 173). Holt draws a detailed account of the history of
the cultural worldview of music festivals (Ibid., 164-182) and popular music festivals’ history in global
anglophone culture (Ibid., 183-218).
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researchers of music festivals have experienced similar tensions. While commenting
that “festivals are generally absent in discourse on musicology and the interdisciplin-
ary field of music studies”,'* Fabian Holt stresses that one of the reasons is a “growing
power of commerce and consumption” that has “discouraged scholars with critical
humanist knowledge interests and generated a somewhat uncritical literature” (Holt
2020, 159). Coincidentally, the main fields of academic research on festival consum-
er culture were the event management and cultural industry studies (Ibid., 160). As
accurately observed by Holt, this perspective is more empirical, and not focused “on
broader humanist knowledge interests or conceptual issues” (Ibid.). From the mu-
sic-centric perspective, however, Holt finds lack of research on festivals justifiable
“since festivals have had limited direct influence on the development of styles and
genres” (Ibid., 159).

Several valid points can be drawn from Holt’s study, albeit with some diversions.
There is a shared concern for a broader look, beyond the music-centric perspective,
that would encompass the music festival culture. However, in my view, the key un-
derstanding of the importance of music festivals (in their varied forms) should stem
from the idea of the interconnected network of actors. Together, they comprise the
broader music ecosystem. This concept allows for a more holistic approach to the
actors coming from music management, music business and humanities and call for
a negotiation in understanding that these different profiles establish varied relations
that ultimately shape our understanding of and interactions with music culture.
It seems that the introduction of the concepts of cultural and creative ecosystems
could help in achieving the desired holistic approach. In a way, agency festivals rep-
resent the materialization of the ecosystem networks in a nutshell. When summa-
rizing their characteristics and main points of interest, one could observe their po-
tential on several instances: firstly, as places where professional relationships could
be initiated, developed, and strenghtened; secondly, as platforms for nurturing rela-
tionships between actors of different backgrounds and professional goals. They also
have the potential to educate their attendees; to enhance careers; to foster new social
contexts for developing music in the broadest sense; to ensure diversity with respect
to gender, age, geographies, nationalities/languages, race, income, and music genres
presented. Since agency festivals are examples of a broader context with a direct im-
pact on the music community (not only the musicians, but all professionals working
in the music ecosystem), they can serve as fieldwork for applied musicology (Medi¢
2022). All of the aforementioned offer a good insight into the challenges that are
considered the most pressing both in local and regional music ecosystems. On the
other hand, after this first overview of topics across the years, a more thorough anal-
ysis can be made concerning the actual consequences of the talks given at agency
festivals, such as: whether they result in initiatives for changes in formal organiza-
tions, strategies, policies; whether they influence the establishment of new networks
and partnerships; finally, whether they influence the ways that musicians create and
present their music to the audiences. The answers would demand more data in order
to observe the long-term impact of the discourses initiated by the agency festivals.

14 Holt’s perspective seems particularly valid in those occasions where the festivals in question have
commercial and industry-oriented focus.
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APPENDIX 1: THE LIST OF EUROPEAN AGENCY FESTIVALS

January: Eurosonic (Norway)
February: Ment (Slovenia)
March; Inferno Music Conference (Norway)
April: ¢/o Pop (Germany)
May: Tallinn Music Week (Estonia)
New Skool Rules (Netherlands)
Hype&Friends (Germany)
September: Reeperbahn Festival (Germany)
Waves (Austria)
Mastering the Music Business (Romania)
October: So Alive Music Conference (Bulgaria)
WOMEX (organized in various countries)
MaMa (France)
Amsterdam Dance Event (Netherlands)
BIME (Spain and Colombia) in October and May respectively,
November: Linecheck (Italy)
PIN conference (North Macedonia)
December: Most Wanted: Music (Germany)

Maruja MATAOB
AGENCY ®ECTUBAAN Y CPBUJU: YBOA

(PE3UME)

Texcr je mocsehen ucrpaxusamy agency ¢pectuara y Cpbuju. Tepmum agen-
cy ¢ecTuBaA yBepeH je Ha OCHOBY WCTPRXMBalka H KOHIIENTyaAH3aluje
Kapcrena Bunrepa (Carsten Winter), koju 1o muM oapasymeBa pecTusase c
KOH{epeHIjujaMa, OPTaHH30BaHe IIPEBACXOAHO Y CBPXY OKYyILAbAa U YMPeXKaBarba
npodecuoHaAana y Mysunu. Agency ce y OBOj TEPMHHOAOIIKOj KOHCTPYKIHjH
OAHOCH Ha MOh AeAOBama M IIpeAy3HMama akijije, a KaKo HHUCMO IPOHAIIAH
oaAroBapajyhu mpeBoa popMyaaluje Ha CPIICKH je3UK, OAAYIHAK CMO Ce 32 TPEHYTHO
peleme Hapolema KoHIlenTa. Fako cy MHUIMjaAHO HAMEeHH TeMaMa 13 My3HUIKe
HHAYCTpH]je, IIPUMETHO je A Ce, KAKO y IIporpame MelyyHapoAHHX Tako u mporpame
AOKAAHUX M PerHOHAAHMX (ecTHBAAa OBOI THIIA, CBe BHUIIE YKoyUyjy aKTePH M3
APYIHX O0AACTH: BAQAMHHMX U HEBAAAMHHX CEKTOPa, eAyKalluje U aKaAeMCKOT
UCTPAXUBAHA, My3HUYAPH PABAMYUTHX KAHPOBCKUX OIIPEAESEEHA UTA,. Y TOM CMHCAY,
agency $ecTHBAAM IIPEACTaB;Ajy MHTEPECAHTAH IpHMep MY3HYKHX eKOCHCTeMa
»¥ MAAOM’, Te THMe H o€ HCTPaXKHBama 3a Mysukosore. C 063upoM Ha TO aa cy



66

MY3UKOAOTHJA / MUSICOLOGY 35 - 2023

agency gecruBasu peaatnsHO HoBa nojasa (y Cpbuju ce mojasayjy 2017. roaune),
Te A4, Y3 II0jeAHe H3y3eTKe, TOTOBO AQ HHCY TeMa aKaAeMCKHMX HCTPaskKHBaka, Lo
OBOT TEKCTA je Ad Ce TIpe CBera IPY>KU YBOA Y AATy TEMY U Ad Ce CKpeHe IaXiba Ha
MOTEHIHjaAHO KOPHCHE TEOPHjCKe M METOAOAOMIKE IPHCTYyIe. Y IIeHTPY Iperaeaa
cy 6eorpaacku pecruBasn (Ipema ayTOPKMHHM AOCAAAIIIMM YBUAMMA, j€AMHH
agency decruaau’y Cp6ujn) Koniniaxin kondepenyuja u pecrusaa Indirekt Showcase.
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ABSTRACT

The term ‘folk music’ in Croatia is closely related to the history of its performance
at festivals and other related public events. Festivals (smotre) were an appropri-
ate field of application in the place of canonization of traditional music. Through
their existence and activity, various musical genres, styles, and performers were
profiled. All of the above will be defined and analyzed through the example that is
the focus of this research — the Festival of Dalmatian klapa in Omis, a festival that
formatted, institutionalized, and popularized klapa singing.
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(cMotpe) 6man cy oaroBapajyhe mose npuMeHe 1 KAHOHM3ALMje TPAANLILOHAAHE
Mmysuke. Kpo3 mHX0BO mocTojame B AGAOBaEe IIPOPUANCAAM Cy Ce PA3AUIHTH
My3HMYKH JKaHPOBH, CTHAOBU H m3Bohaunm. Cse HaBepeHo 6Guhe amaamsmpamo
HAa IIpUMepy KOjH je y PpOKyCy OBOT MCTpakuBama — PecTHBaA AAAMATHHCKUX
Kaama y Owmuimry, KOju je CBOjUM IIOCTOjarbeM U AeAOBameM (OPMaTHpPAo,
MHCTUTYLMOHAAU30BAO U IIOIYAAPH30BA0 KAATICKO TeBambe.

Kioy9HE PEYM: QecTuBaAmsanuja, (ecTUBAAH, XPBATCKA TPAAMIIMOHAAHA BOKAAHA
My3HKa, KAAIICKO IeBarbe, PecTrBaA AAAMATHHCKUX KAana y OMHuIIy.

FESTIVALS AND FESTIVALIZATION VS.
FOLKLORE AND FOLKLORIZATION

This article aims to present the process of changes in the relationship to traditional
music in the 20th century, which is, to the greatest extent, manifested through the
appearance and existence of the process of festivalization. This process is based on
a network of public events collectively called festivals, events that are determined in
time and space. In our time, discussion about traditional (vocal) music through the
prism of idyllic village life where everything works perfectly and the music is con-
textually present through the performances of various archaic genres and styles, is
simply an impossible mission. Like many cultural processes established in the past,
in times of different social, economic, and social circumstances, traditional idioms
(music, dance costumes...) are subject to changes through which they find new
ways of survival in the present time. All the mentioned circumstances influenced
the development of musical life, especially the vocal (polyphonic) tradition in small
towns and rural areas, whose traditional musical life continues in the context of var-
ious traditional customs, secular and sacred, as well as through various vocal, instru-
mental, and dance forms.

The ways of preserving and transmitting traditions left their mark on the wider
European area and were clearly reflected in the situation in our region. The second
half of the last century of European traditional music was marked by the processes
of “festivalization, orientation towards public performance, professionalization, in-
ternationalization, institutionalization, and mediation” (Lundberg, Ronstrém, and
Malm 2000, 149); among them, the processes of festivalization and related institu-
tionalization of the bearers of traditional music occupy the most prominent place
in Croatian traditional music.> Festivalization and institutionalization represent the
most important fields of application of ethnomusicological, ethnochoreological,
folkloristic, and ethnological knowledge. Festivals, as a great product of the afore-
mentioned processes, have a wisely selected presentation theme as well as the pur-
pose of existence. They also have a network of prominent individuals or organized

2 This processes in Croatia started much earlier — in the period between the two world wars (see
more in Ceribasi¢ 2003).
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groups as leaders in the realization of the theme/idea of the festival. These events
represent an important part of social life for different local regional, national, and
international communities.

Among the vast selection of festival divisions, the one that attracts attention is by
Migeti¢ and Saboti¢ (2004, 1-4), who divide festivals into three types: cultural festi-
vals (classical music, theater, and film), festivals that focus on tradition, and political
festivals. The category of interest is the second category which focuses on festivals
that thematize tradition. Due to their number, quality, and continuity of events, such
festivals deserve the special attention of researchers.

The first problem we encounter when presenting the terminology of traditional
festivals in another (English) speaking area lies in the fact that the most common
term for traditional public events and performances (smotra) has no relevant trans-
lation.> Among the numerous interpretations of the term festival in Croatian dic-
tionaries, we single out the Croatian lexicon, which brings the terms festival and
smotra, while distinguishing their features: “Festivals mainly have an electoral role
and a competitive nature... and ‘smotre’ are predominantly non-competitive events”
(Vuji¢ 1996, 343).

During the 20th century, festivals (smotre)* were an appropriate field of applica-
tion in the place of canonization of traditional music. Through their existence and
activity, various musical genres, styles, and performers were profiled. Their perfor-
mances brought up generations of audiences and attracted new generations of future
prominent performers. Countless experts gained the status of recognized connois-
seurs of tradition by actively participating in the aforementioned processes. Their
recommendations and judgments were trusted throughout the 20t century and
even today, especially during the year-long preparations for performances at festi-
vals, which emphasize the dimension of preservation necessary for the quality and
survival of traditional culture.

The emergence of the two prominent terms that have been discussed so far, fes-
tival and festivalization in the context of traditional culture, could be compared to
the processes of change in Croatian traditional culture in the 20t century. According
to Naila Ceribasi¢, the changes occurred “through the interweaving of high and low
culture, state regulations, institutionalized culture bearers and experts as connois-
seurs of tradition and, of course, the festival presentation and renewal of traditions™
(2009, 244). Their role stood out in the canonization of traditional music, especially
the profiling of genres and styles that, by putting them on stage, stood out in contrast
to those that were not. Ceribasi¢ bases her statements on the theoretical assump-
tions of the relationship between the terms folklore and folklorism presented in the

3 According to Kelemen and Skrbi¢ Alempijevi¢ (2012), the lack of theoretical consideration of
nomenclature related to festivals is brought by Alessandro Falassi (1987), pointing out that throughout
history very little explicit theory has been devoted to nomenclature or the definition of the term itself
taken from everyday language, where it generally covers a collection of terms for diverse events, sacred
and profane, private and public... (2012, 25-26).

4 Using specific examples, we will try to explain the difference and indicate specifically where it is a
smotra and where it is a festival.

S About festivals and the festivalization of Croatian traditional culture see Ceribasi¢ 2003.
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work of Maja Boskovi¢-Stulli (1971), who understands folklore as an art that devel-
ops freely and independently in local rural areas, while folklorism arises at the mo-
ment of general interest in folklore, an interest that supports the transfer of folklore
beyond the local and regional framework. The processes that occur during this event
— cultivation, stylization, free artistic transformation — give the basic folklore tem-
plate a new, presentational life that distances it from its basic contextual peculiarities.

Festivalization knows no such dichotomy; its basic quality is performativeness
instead of the routine assumed by everyday life. It supports the variability and het-
erogeneity of the cultural experience within the local community as well as the vari-
ety of identities that are crystallized in these processes. Festivalization is a historical
process that began in Croatia in the 19t century and took strong root in the 20t
century, but at the same time, it implies an irreversible transformation of expressive
culture.®

In ethnomusicology, the concept of festivalization as a process of change in tradi-
tional culture was first introduced by Mark Forry in his report from 1986, based on
the analysis of changes in the traditional tamburitza music of Vojvodina. Analyzing
the process that he calls festivalization, Forry tries to show festivals in the contem-
porary context of traditional music, which have their own rules that influence the de-
velopment of the content placed in them, legitimize musical traditions and become
institutions of social control (1986, 2). Forry identifies several components of the
festivalization process (Ibid., 6-13), through the revaluation of traditions and the
bearers of traditions through the action of key external actors: expert institutions,
cultural organizations, commissions at state and local government bodies, and the
media. During the process of festivalization, external actors model the criteria of
excellence, encourage competition and promote the winners, support the orienta-
tion towards public performance, and format it according to the spatial, temporal,
communication, and value requirements of a specific performance context. With
this act, traditional music and dance become the property of folklore groups, the
official bearers of the traditions of the local communities that they represent with
their performances.

All of the above, we will try to establish and analyze through the example that is
the focus of this research — the Festival of Dalmatian klapa in Omis, a festival that,
with its existence and active activity, formatted, institutionalized, and popularized
the hitherto informal genre of urban traditional singing — klapa singing. Along with
archival research, my personal experience greatly helped me reach a better under-
standing of the role of the Omis festival in the process of creating the model of klapa
singing as we know it today. Namely, I have been an active member of the klapa
movement for 45 years. I started my activity as a singer of one of the most prominent

6 Barbara Kirshenblatt-Gimblett points out that something understood as folklore is no longer
habitus, custom or tradition, but is ready for heritage production, tourist use, or any other kind of
transformation. These transformations are performative and not mimetic, i.e. what was once taken for
granted, adopted for no particular reason as the routine of everyday life becomes, through conscious
action, the object of ideological transformation. What seemed simple before is now performed (2001,
215).
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klapas, the Trogir klapa, and continued as a klapa leader, arranger, composer, and
festival organizer. The research of klapa singing is the last phase of my involvement
in the klapa singing phenomena. The results presented in this article are the outcome
of many years of participation, observation, and examination of the phenomenon of
klapa singing, for which the Omis festival is the starting point.

KraprA SINGING

If one could select a single music-making phenomenon as being the most repre-
sentative idiom of the Mediterranean as far as Croats are concerned, it would defi-
nitely be the phenomenon of klapa singing — “a combination of the urban, traditional
and the popular with a positive tendency of spreading outside the imagined borders
of the Mediterranean” (Caleta 1999, 193).” A recognizable style of singing was creat-
ed under the influence of the organized musical activity of the revival period during
the second part of the 19th century.® At the time, the first organized sacral and secular
choirs were founded, as well as the various brass bands (a legacy of Napoleon’s time)
and tamburitza ensembles and orchestras. All of the mentioned musical phenomena
directly influenced the creation and popularization of traditional multipart urban
singing, known today under the common denominator — klapa singing. Unlike sim-
ilar singing groups from the Croatian Littoral, Istria, or neighboring northern Italy,
which stuck to an informal form of socializing, singing groups in Dalmatia managed
to build a reputation based on a special repertoire and recognizable (formal) per-
formance (Caleta 2013, 276). The notion of the Mediterranean has an absolutely
positive connotation in Croatia that makes klapa singing an excellent promoter of
goodwill and positive attitude in the region (the rest of Croatia) and neighboring
countries (Slovenia, Bosnia and Herzegovina, Serbia, Montenegro, Macedonia).
This is one of the reasons for the present-day popularity of klapa, especially among
the younger generation, and a sign of the future of klapa.

Considering all the musical and social circumstances, several phases of the histor-
ical expansion of klapa singing can be recognized — traditional klapa, festival klapa,
and modern klapa (Caleta 2003, 248). Klapa’s popularity began in the 1960s as the
popularity and the growing interest in this type of singing led to the establishment
of the first festivals of klapa singing, the network of the various klapa festivals and
performing activities, and the establishment of the new klapa model - festival klapa.

7  The phenomenon of klapa singing has captured the attention of a large number of (mostly
Croatian) ethnomusicologists. Nikola Buble wrote the most about klapa singing as a traditional
musical phenomenon (1992; 2009). Information about authors and ethnomusicological, folkloristic
and ethnological works important for the knowledge of the phenomenon of klapa singing see in Caleta
1997, 2008).

8 From a musical point of view, it is a style of traditional a cappella homophonic singing that has
developed from typical traditional singing (klapa song) and existence (klapa group) to expertly
arranged, organized singing, which nowadays, due to its way of presentation, is more popular than
traditional music (Caleta 2013,278).



72

MY3UKOAOTHJA / MUSICOLOGY 35 - 2023

The crucial incentive for the development of klapa singing in the 20th century
was given by the first Festival of Dalmatian klapa, which has been held in Omis every
summer since 1967 (further: the Omis Festival). After almost 60 years of existence,
the Omis Festival is still “the Olimp of klapa singing” (Grgi¢ 2006,13) and the ul-
timate goal of every klapa singer. The competitive environment of the festival has
led to the creation of various rules, definitions of the terminology, and standards of
performances and “stage behavior”.

We will follow the development of the festival through the prism of the perfor-
mance, but also through the factors that have participated in the creation, modeling,
and continuous growth of this event from the very beginning: the reasons for its cre-
ation, the place of its creation, its initiators and organizers, the relationship between
the organizers, performers and the audience.

FESTIVAL OF DALMATIAN KL.APA IN OMIS§®

The first Omi$ festival was held in the period from July 19 to August 19, 1967.
The organization led by the members of the first voluntary organizing committee
was signed by the Dalmacijaturist, a tourist agency from Omi$ (Ganza 2017, 22).
Its leader at the time recognized the importance of such events and supported it or-
ganizationally and financially.’® Organizationally, three qualifying evenings and one
final were held in various city locations (city squares, terrace of a local hotel), which
have become a recognizable toponymal of the festival to this day."" Financially, it was
amodest budget that was compensated by the great sacrifice of numerous individual
volunteers as well as work groups who were happy to help the newly founded event
(Ibid., 25).

The beginning of the festival left a positive attitude in Dalmatia, the region where
the klapa singing as it is known today originated. There is no written record or oral
tradition from the early decades of the festival’s existence which would give the im-
pression that any community or organization in Dalmatia strongly resisted the fes-
tival’s efforts. The launch of the Omi$ Festival also encouraged the organization of
numerous gatherings (smotre) and similar festivals in other places with the primary
aim of promoting klapa singing. According to Miljenko Grgi¢, there was more order
and respect in earlier times, mutual agreement about the date of the event, where the
other organizers always respected the authority of the Omis festival (Grgi¢ 2006, 17).

9 Thanks to the fact that the festival has continuously cooperated with the media while achieving
an enviable publishing activity, numerous verified sources are available that testify to the origin and
development of this festival. The most relevant chronicles were created during the celebrations of the
40th (Grgi¢ 2006) and 50tk (Ganza 2017) editions of the Omis Festival.

10  From the very beginning, a positive political connotation towards the festival marked the festival's
efforts that enabled easy solving of the basic financial requirements which were increasing year by year.
11  Asreported by the weekly Studio (August 26, 1967), due to a lack of funds, the festival was held
in a different setting every night: the management of numerous socialist workers’ resorts in the Omi$§
municipality agreed to lend chairs to the organizer free of charge thanks to the unexpectedly large
turnout of “klapa” Thanks to this, from the very beginning, the festival met the expectations of always
full audiences (Ganza 2017, 25).
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According to the archival and written sources (Ibid.; Ganza 2017), all those who
participated in the preparation, organization, and performance of the first Omis
Festivals agree that everything would probably have remained an informal gather-
ing of singing groups or possibly at the level of a local singing competition if, from
the very beginning, Ljubo Stipi$i¢ Delmata had not been involved in the creation of
the program ideas. Stipisi¢ ‘shaped’ the festival by determining the initial guidelines
for the future festival. Male singing groups, without or with instrument accompani-
ment, Dalmatian repertoire presented in the “klapa singing manner” were the basic
propositions for entering the festival. During the first five years of the Omis festival,
Ljubo Stipisi¢ Delmata devotedly worked as an expert presenter and a member of
the expert jury for the evaluation of klapa performances and the selection of new
compositions. His role also was a selector at the auditions of klapa that will partici-
pate in the festival as well as an organizer of professional gatherings. Stipisi¢ vision,
which grew into a recognizable formal festival, was transformed in a later period into
a series of different manifestations of traditional musical heritage (smotre, festivals)
in other places through Croatian coast (Ibid., 20).

Along with the artistic director of the Omis Festival, organizational and man-
agement structures played an extremely important role. Initially, they failed to keep
up with the sudden development and popularity of the festival. It was only in the
third year of its existence that it got a firmer organization and with it, a management
structure. In 1969 the Festival of Dalmatian Klapa Society was created in Omis. The
society had its assembly headed by the president, who had to be a prominent local
businessman or a suitable socio-political representative. The structure of the festi-
val's management was elected every four years. The executive body of the society
was the Festival Board headed by the president, and since 1982 there has also been
the function of vice president of the Festival Board. The board regularly includes dis-
tinguished intellectuals, professionals, and prominent political representatives of the
local community. Their number varied, but mostly there were 8 committee members
who performed their duties voluntarily, enjoying only minor privileges during the
festival events (Grgi¢ 2006,27).

In the 1990s, the festival lost its independence, becoming a part of the Cultural
Center of Omis, only to become an independent organization again in 1998. Inci-
dentally, that was the year the Omi§ Festival acquired the title and attributions of
an institution of national interest (Ibid., 30). From that time, the Festival has been
managed by a director whose main collaborator is the artistic director of the festival
(official position since the 1990s). Since then, their professional functions have been
chosen by the administration of the city of Omis through a public tender and con-
firmed by the Minister of Culture and Media of the Republic of Croatia. Their man-
date lasts for four years and includes the organization and management of all festival
activities and artistic programs, the selection of klapa that perform at festival events,
the selection of expert associates, and expert commissions, and the implementation
of all festival programs. Over time, the organizational and artistic functions became
professional, although the festival reached its peak with the exceptional enthusiasm
and voluntarism that has accompanied it since its very beginnings.

In addition to the most prominent leaders of the Omis festival, there was a whole
series of ordinary people who contributed their voluntary work to the progress and
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improvement of the manifestation. Some of them worked with personal and polit-
ical authority to acquire much-needed funds for the smooth running of the Omis
festival. The rest performed individual organizational tasks that, as a rule, required
exceptional personal engagement. The hospitality and accommodation of the klapa
during the duration of the festival used to depend on the goodwill of many Omi§
residents who gave up their accommodation capacity without expecting any reward
for it. After a thorough change in the management system of the Omis festival, this
part of the organization became professional, and today specialized agencies take
care of it. Volunteers also helped organize and decorate the performing space. With
their help, the Omis squares were transformed into a concert stage in a short time.
In the beginning, chairs for this occasion were borrowed from local schools and
workers’ tourist resorts. Over time, the Omis Festival formed its own logistics. At
the beginning of the 215t century, movable telescopic bleachers were built, so that
present-time auditoriums look completely different and more comfortable. Due to
its concert venues, the Omis Festival could hold the title of the ambient festival.

Since its beginnings, the Omis Festival has been well-covered by the media. Thus,
in one of the first mentions of the festival, the local newspaper Slobodna Dalmacija
on August 22, 1967, published an article by Zeljko Rapani¢'? entitled “Justified ama-
teurism”'? Rapani¢ states that in the flood of fabricated pseudo-folklore and folk mu-
sic performances on radio, television, and various entertainment shows, the Omis
Festival has its own deep meaning due to nurturing the original Dalmatian songs as
a traditional musical expression of specific ethnic features. Rapani¢ had complaints
about the organization, which was not satisfactory in all elements. Therefore, he sug-
gested greater seriousness, expertise, and precision while organizing the next festival
(Rapani¢ in Ganza 2017, 27).

In addition to journalists who reported their observations through local and re-
gional newspapers and magazines, a major role in the promotion of the festival was
played by the formerly republic, and now state-owned public television (Televizija
Zagreb, Hrvatska radio televizija). Since the second festival (1968) Televizija Zagreb
filmed the final festival event and broadcast it live in Saturday’s prime time slot. Nu-
merous radio shows and broadcasts of festival programs have also helped to spread
the word about the Omis Festival to the present day, thus diffusing the positive spirit
of the musical tradition, that from a form of informal traditional music becomes an
exemplary model of formally organized urban traditional singing.

From the earliest days, systematic care was taken to create a festival identity
through posters, program flyers, brochures, and catalogs. The first brochures (Bul-
letins of the Omi$ festival) printed in the period from 1970 to 1988 brought rele-
vant information to festival participants and media followers as well as discussions
about basic undefined questions from the conferences (savjetovanje) organized by
the festival."*

12 Zeljko Rapani¢, art historian and respected music critic, since the beginning for a long time has
been a professional associate of the Omi§ Festival.

13 The article was published in Omis Festival monography (Ganza 2017, 27).

14 An interesting assertion from the early bulletins: “There are absolutely no precise criteria that
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From 1973 until today, each festival year has been accompanied by a quality-de-
signed catalog that represents the participants of the event as well as the sponsors of
the festival, without whom it would be impossible to qualitatively manage this event.
Since the fifth Omis$ Festival (1971), this method of communication, along with kla-
pa singing, has been a recognizable symbol of the Omis festival. The same happened
with the creation of the festival paraphernalia, souvenirs (T-shirts, pens, mugs... ) as
well as the awards that are traditionally given to the best participants according to
the evaluations of the expert jury (Golden shield with the historical coat of arms of
the city of Omis) and the audience (Golden nave).

Significant promotion was also played by numerous recordings (vinyl singles and
LPs, cassettes and CDs) that the Omi§ Festival cultivated from the first days. In the
same way, attention was paid to sheet music editions. Thus, the festival, in addition
to three basic anthologies," printed numerous original compositions and musi-
cal arrangements performed at the Omi§ Festivals as an incentive for the klapas to
choose the repertoire they would present at the festival. Likewise, the Omi$ Festival
was the initiator of the first South Croatian ethnomusicological journal (Bas¢inski
glasi), which, among other things, published numerous articles and studies on klapa
singing.

The previously mentioned first artistic director Ljubo Stipisi¢ Delmata was the
first in a series of prominent musicians who left a significant mark with their partic-
ipation in the creation and implementation of the festival. The fact that at the first
festivals, the term klapa rarely appeared in the titles of performing groups shows the
role of the profession in the development of the festival as well as in the recognition
of klapa singing as a musical phenomenon. Controversies about the rules for the
number of performers, the repertoire that would be performed at the festival, and
the methods of performance (vocal, vocal-instrumental) were also a part of the fi-
ery discussions among specialists and singers.'* Thus, at the first festivals, klapa per-
formed in different formations. Instrumental accompaniment'” was allowed while
exclusively male singing groups performed. Already next year, a concert dedicated
to the new compositions was organized, which encouraged authors to create in
the spirit of Dalmatian, urban, later called, klapa songs. That evening event, which
continues to this day, presented a large number of new songs, only a small num-
ber of which became part of the standard klapa repertoire.'® The second conference

would determine what is and what is not an original Dalmatian song. The festival is aimed at the process
of creating folklore, not closing it in musicological schemes and closing it in museums” (Bombardelli
1971, 4).

15 For more information, see Zbornik dalmatinskih klapskih pjesama izvedenih na festivalima u Omisu
1,11, I11.

16 From 1970 Omi§ festival organized several conferences where composers, leaders and
ethnomusicologists, discussed basic rules, terminology, and other important issues.

17 Mali mediteranski orkestar (Small Mediterranean Orchestra) was a term that Ljubo Stipisi¢
Delmata used for describing the string instrumental ensemble of two mandolins, mandola, guitar and
double bass at the first conference on klapa singing organized in December of 1970 by Omis festival
(Stipigi¢ 1970).

18 More about new compositions on Omis festival see in Milin Curin 1990.
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(savjetovanje) organized by the Omi$ Festival (Ruskamen 1971) brought together
prominent music experts and previous professional collaborators of the festival,
who on that occasion determined the terminology (klapa, klapa singing) and the
number of performers (4-8 singers), emphasizing the a capella performing manners
of this traditional vocal genre, without instrumental accompaniment. These conclu-
sions became the basic rules for the organization of the Omis Festivals that followed.
Thanks to them and the festival activity, a performing model of the klapa, which I
call the festival klapa, was profiled.

FESTIVAL KLAPA

The term festival klapa is directly connected with the beginning of Omi$ Festi-
val where amateur singing ensembles had a chance to officially demonstrate singing
skills in front of an eager audience. The Omi$ Festival initiated the creation of many
klapas: from about 15 organized klapas in the 1960s to more than 200 registered
klapas at the end of the 1980s and more than 400 klapas at the end of the century.
Most klapa singers and presenters in that period measured their results by success at
the Omi festival.

The festival klapa, a bond between amateurs singing and scholars directing, is a
formally organized group of amateur singers, with clear aims and intentions, who
share the joy of making music together in a quality performance for the public per-
formance (Caleta 1997a, 130). All the songs of the klapa repertoire are sung in the
local ¢akavian dialect. The singers started performing in uniformed stylized national
costumes, white shirts with characteristic parts of national costumes (linen belts,
hats) that symbolize the region they come from, or in sailor T-shirts. With the help
of the Omi$ Festival and the media, the klapas have felt the charms of singing on
stage, which then becomes an almost exclusive place for performing. Microphones,
stage lights, and TV broadcasts become an integral part of the klapa singing ritual
while klapa singers become better stage performers. Besides performing on stage,
they continue singing on informal occasions in the manner of traditional klapa.”
Festival klapa ensemble can sing using a combination of singing styles depending
upon their musical preferences as well as the selection of repertories from different
regions of Dalmatia.*® The main aim of the singers is to achieve the best possible
blend of chords. This is of primary importance to the prestige of klapas, in their com-
petition to win audience support. Over the years, klapas, singers, leaders, compos-
ers, and repertoire have become increasingly well-known not only among Dalmatian
population but also outside of the borders of the local and regional communities. At
the same time, klapa ensembles started to accompany the singers of zabavna glazba
(pop entertainment music) during their festivals and started to sing the arrange-
ments of their successful songs.”’

19 Itis not always possible to draw a clear dividing line between the klapa models mentioned above.
20  Klapski bazeni (klapa pools) is the term that describes different regions where interpretative klapa
styles have similar characteristic. More about this see Caleta, Boskovi¢ (2011).

21 The most important festivals of popular music (zabavna glazba), modeled on the famous San



77

JOSKO CALETA
THE FESTIVAL OF DALMATIAN KLAPA IN OMIS

Unlike traditional klapa, the members of the festival klapa are not brought to-
gether by common work and friendship but by love for music interest in performing
on stage, interest for competing and in newer times for economic reasons. The pur-
suit of beautiful and cultivated singing and the desire for performances that validate
themselves in their own environment are common reasons for singing in the klapa.
While the traditional klapa performances relied heavily on the musical creativity
of the singers, leaving them to a certain extent the possibility of freedom and im-
provisation in interpreting the traditional template, the festival klapa performances
rest on carefully rehearsed notations of traditional song arrangements, with all the
details and nuances of the performance worked out beforehand. Possible age and
professional differences, including those regarding the musical taste of individual
members, are bridged by the leader of the klapa, who selects and often processes
the tunes and trains the klapa singers. Omi$ Festival established the role of the first
tenor as the most appreciated of all klapa singers’ voices* and fixed both the num-
ber of singers (4-8) and number of voices (four-part singing). Over the years, the
Omis Festival introduced the various repertoires of traditional and newly composed
klapa songs, promoted leaders of klapa groups, created well-known composers and
arrangers for the klapa group singing, and launched prominent singers. All in all,
the establishment of the competitive klapa festival had a significant impact on the
history of klapa singing. The high technical quality of the performance characterizes
most of the klapas that the judging panels of experts choose for the performance and
competition at the Omi$ festival.

However, only a small number of those who, thanks primarily to the musical tal-
ent and individuality of their music leaders, but also of individual singers (especial-
ly the first tenors), developed their own, distinctive style of interpretation, which
earned them not only the affection of the audience, but also a special reputation
among other klapas.

All of this can be realized with the help of a professional leader who, in most cas-
es, selects both the singers and the repertoire by regularly practicing with the klapa
(rehearsals). One of the novelties that Omi§ Festival brought to the festival klapa
is the role of an expert klapa leader. Their importance and reputation grew parallel
with the affirmation of the Omi$ festival. Klapa singers on time realized that spon-
taneous gatherings and unorganized singing could hardly satisfy the serious crite-
ria and requirements of the festival. In the beginning, it was an almost impossible
mission. Although the rapid expansion of organized singing groups outside the city
centers increased the need for their involvement, a few existing experts mostly lived

Remo festival of Italian canzone (1951) — Zagreb festival (1954), Opatija (1958) and Melodije Jadrana
Split (1960), started few years prior to the Omis festival. One could say that popularity of dalmatinske
pjesme (Dalmatian songs), repertoire of dalmatian urban songs featured at the festivals, were one of the
reasons for the beginning of the Omi$ festival.

22 The names of leading voices (first tenor): Vinko Coce (klapa Trogir), Josko Priji¢ (klapa DC),
Spiro Juri¢ (klapa Cambi), Ton¢i Milati¢ (klapa Osjak), Ante Krolo (klapa Nostalgija), Radovan
Baricevi¢ (klapa Vincace), Stjepan Franetovi¢ (klapa Jelsa)... are known among the klapa singers
and followers of the klapa singing. At the same time, the names of numerous other singers stayed
anonymous as is the case in most of the traditional singing genres.
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in the cities. The practice that the same leader leads several klapas was common at
that time. Furthermore, terminology for the newly invented position was worded.
Their leader’s position was named “mestri o klapa” (klapa masters), while the sing-
ers when addressed directly called them “maestro” (Grgi¢ 2006, 93). The music
leaders took on the complex and responsible task of putting together a clear har-
mony. Since there was not enough klapa literature in the beginning, a large number
of skillful musicians tried their hand at harmonizing and arranging existing, well-
known tunes. Many of them also became melographers because there was a danger
that many common melodies would be forgotten. Thanks to the successes at the
Omis festival, a certain number of prominent klapa leaders made a profile through
recognizable performance styles as well as through the number of awards won at
the festival. The names of prominent klapa leaders, arrangers and composers Dinko
Fio, Dusko Tambaca, Kresimir Magdi¢, Ljubo Stipisi¢ Delmata, Rajmir Kraljevi¢,
Mojmir Cacija have become part of the lexicon of the klapa world, and their musical
works have become standard musical examples that every reputable klapa has in its
repertoire.

From the beginning of its organized existence, the festival klapa has been a fa-
vorite to the politics of the system it has existed in. The amateur festival klapas have
mainly been organized as part of the local KUDs (Cultural Artistic Society), and
actively participated in all local cultural programs. That was one more reason why
the Croatian Ministry of Culture recognized and sponsored the Omis Festival as an
event of regional significance (Marogevi¢ 1988, 86). This situation is explained by
Jure Beni¢, singer of one of the best klapas of that time — Oktet DC, Solin. In the doc-
umentary series on the history of the Klapa movement (Varo$anec 2017, 1), Beni¢
made a statement that could describe that time:

We didn't even earn money to buy the shoes, we did it all for nothing!
Whoever called us, we went and sang and that was our real pleasure! We never asked
anyone to pay for it! If they honored us, we were happy!

(Jure Beni¢, klapa singer 2017)

KrAPA GATHERINGS (SMOTRA) VS. KLAPA FESTIVALS

The Omis$ Festival was not the only place where klapa could perform. From the
very beginnings of the festival klapa, various events where several klapas performed
(smotre) were equally important. The experience that klapas gain through this mod-
el of public performance is invaluable for their development - noticing the qualities
and virtues of other klapas, they find a motive for work and progress. Parallel with the
development of the Omi$ Festival, a whole network of local gatherings was created,
developed and disappeared. For centers with developed tourism, such an evening is
an ideal combination of entertainment, presentation of indigenous traditional cul-
tural heritage and enrichment of the cultural offer in the place. As a rule, the klape at

23 Inearly festival writings, the role of leader is recorded in several versions: musical leader, expert or
artistic leader of the klapa, accompanist, klapa conductor (Bulletins of the Omis Festival).
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the smotra perform free of charge, while for the concert of a well-known klapa, the
organizer, depending on its reputation, must provide a considerable fee. Continuity
and recognition are features of most known smotre — Bibinje, Skradin, Klis.** Most
of the klapas are privileged by invitation to perform at these events. The gathering
of klapas on such an event always finished with a great feast where, while consuming
the food and drinks, singers share the joy of singing in spontaneous performances.”

It is clear that it would be impossible to list all klapa manifestations and events
(smotre).?® From Pula (Puna mi Pula), via the small Istrian village Trviz or St. Peter
in Forest, Kostanje near Omis or Donje Selo on the island of Solta, where the whole
place turns into a big stage on which the sound of klapas resounds until dawn. Beside
Zagreb and its klapa manifestations, there are Sisak, Samobor, or Daruvar events
(smotre) organized by local klapas. Going south through the hinterland, there are
klapa events in Imotski, Sinj, and Vrgorac, and all to the far south -~ Dubrovnik (Ak-
lapela) and Cavtat.

In addition to the Omi$ Festival, there are several events that bear the name of
the klapa festival. The competitive character is the same among all festivals; every
klapa festival has a determined set of rules and propositions according to which they
shape their primary activity. Some festivals are innovative or experimental, the oth-
ers feature klapa singing with instrumental accompaniment besides regional festi-
vals. The main goal of the regional festivals is to raise the level of performance quality
and competitive spirit among the klapas in the area. Thanks to these festivals, klapas
from other regions equally win prizes at the Omis festival. In the last several decades
the new regions of klapa singing have been having klapa festivals. The best examples
are festivals in Perast (Montenegro) and Posusje (Bosnia and Herzegovina).

If we analyze the activities of these festivals, we will notice interesting moves by
the organizers. The evaluation, counseling, and encouragement system, cash prizes,
and winter seminars aroused great interest among the participants. The aforemen-
tioned leads us to think that the great burden of responsibility lies both on the capa-
ble organizer and on the artistic director of the festival and his ability to shape and
steer the festival in the right direction. It is not just about financial resources, but the
ability to come up with a concept and develop and realize all the planned plans and
goals. That is the main reason for the variety of organizers of klapa festivals; organiz-
ers of Makarska and Opatija festivals (with instrumental accompaniment) are local
tourist organizations that find their immediate interest in organizing such events.
Local Amateur Artistic Society (KUD) is the organizer of the festival in Kastel Kam-
belovac (VDP Kastela) featuring klapas interpretation of popular music expanding
boundaries and possibilities of the newly adapted repertoires. Experimental (VDP
Kastela) and specialist festivals (Opatija, Makarska, Sinj — Klape Gospi Sinjskoj) pro-
mote the diversity of approaches to the klapa musical phenomenon. They develop as

24 More about klapa singing events in Caleta and Bogkovi¢ (2011).

25 New generations of the klapa singers have term for this event. They simply call this ,after”. After is
a klapa term for informal music by klapa singers after official, protocol performances (festivals, shows,
concerts). More about after parties in Caleta 2020.

26 All mentioned festivals and smotre are listed in bibliography.
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aresult of efforts to incorporate new styles and genres into “new clothes”, acceptable
to performers and their consumers — the audience. Their task is even more complex,
especially the organizational one. It is organizational problems that force certain fes-
tivals to change or, in the worst cases, to disappear.

The development of the event in Senj was interesting. The klapa festival in Senj
began as its original name suggested — in the form of a revue event (Smotra kla-
pa Senj). After more than a decade of activity, circumstances enabled the festival to
grow into the North Adriatic Klapa Festival, which, thanks to unfavorable circum-
stances this time, was returning to its original form, a revue event (smotra). As one of
the reasons for switching to the revue model, in our conversations with the organiz-
ers it was mentioned the frequent indignation and dissatisfaction of the klapas with
the evaluation system (inadequate members of the jury) which started to turn them
away from Senj. For them, the smotra model represents the pleasure of singing, while
the festival implies that high singing skills that are rewarded. Pleasure vs. honor, on
the scales of a klapa singer, does not seem like an easy choice.

Speaking of honor, it should be mentioned that the biggest klapa festival, the
one in Omi$, does not always look indifferently at its competitive events that have
the noun festival in the title. He perceives them as competitive and accordingly tries
to reduce their importance by starting evenings of the same or similar thematic eve-
nings or by taking an uncompromising attitude in changing the dates of performanc-
es. One of the controversial relations was precisely the one towards the experimental
testival - VDP-Kastela. The biggest losers, in this case, were the klapa singers, some
of whom furiously drove 40 kilometers between cities to be able to perform in both
places on the same evening. A similar relationship, rivalry, can be observed between
the two specialist festivals in Opatija and Makarska. There isn't really room for both
in this small space, so in this case, too, time will tell which festival was more per-
sistent, more organized, more economically and media supported and which sur-
vived on the market because of these values.

MODERN KLAPA AND OMIS FESTIVAL

A great number of social, cultural, and political changes that occurred in Croatia
at the beginning of the 1990s have provoked some changes in the movement of the
klapa singing, a new type of klapa was modeled — the modern klapa. The modern
klapa had different aims from the previous model - preserving itself by accepting
and implicating various foreign styles and genres of traditional, classical, and espe-
cially popular music (Dalmatian pop songs, rock or even rap performers). This klapa
model represents the time of popularization of the klapa movement to the widening
of the circle of interest of audiences of all ages outside their local and regional limits
(Caleta 2003, 232). Omi§ Festival still plays an important role in, the now, klapa
movement that consists of several hundred organized groups spread in and outside
of the Dalmatian borders.

Due to the new circumstances, the center is no longer Dalmatia where this par-
ticular vocal style originated. Urban centers such as Zagreb and Rijeka are now sites
of the recent klapa singing activity. Although most of the singers in the new klapa
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centers are not of Dalmatian origins, many of the klapas outside Dalmatia are named
“Dalmatian” klapa singing groups. In most of the media, Dalmatia is still referred to
as a main area of klapa activity. During the same time, an increasing number of klapas
are being formed in the Croatian diaspora — among Croatian emigrants (in Australia,
New Zealand, Canada, U.S.A., Argentina, South Africa, Germany, Sweden, Switzer-
land), but also among people fond of multipart singing. For years, the state organi-
zation Hrvatska Matica iseljenika (Croatian Heritage Foundation) promoted and
supported folklore groups and tamburica music. The growing popularity of klapa
singing among Croatians outside the country provoked changes in the cultural pol-
itics towards them.”” At the same time, the Croatian Ministry of Culture recognized
klapa singing as an important “Croatian cultural product” and started, with the Min-
istry of Tourism, an official promotion. Thanks to the UNESCO inscription on the
Representative List of the Intangible Cultural Heritage of Humanity (2012) the
importance of klapa was “officially” confirmed and mentioning of the inscription
became the usual way of describing the status of klapa singing. Omi$ Festival played
an important role in the process of preparing applications for the inscription and
proudly emphasizing that fact.

While in the 1980s most klapa leaders and singers measured their work based
on their success at the Omis Festival, in the 1990s, media exposure was increasingly
becoming an important measure of success. Until the 1990s, the number of female
singers and female klapas was marginal. In the 1970s female singers started to join
some of the male groups as a leading voice. During the same time, several mixed
klapas as well as female klapas were founded. The first female klapas modeled after
male (festival) klapas were established in the Dalmatian cities of Split and Zadar
(Stermsek 1994, 198). The number of female klapas increased in the 1990s and the
growing popularity of female klapas has forced the organizers of Omis Festival to
respond to these changes — the Omis§ Festival in 1991 dedicated one festival night ex-
clusively to female klapas. The rapid increase in the number of female klapas result-
ed in the formation of the female klapa festival as a part of the Omis festival (from
1994), where they compete according to the same rules as male klapas. This is the
most significant influence that the Omis Festival had on the klapas in the 1990s.

Changes have also occurred in the formal organization of the klapas themselves.
Although the leader of the klapa (a role established during the festival klapa period)
is still very crucial for the quality of performance and accomplishments, there are an
increasing number of klapas without a permanent leader. There are many successful
klapaleaders who share their knowledge and experience with several klapas through
various short-term programs that result in festival performances, studio recordings,

27 The best example was “First Encounter of Klapas from Diaspora” (26 June — 3 July 2006)
where nine klapas from outside Croatia (U.S.A., Argentina, New Zealand, South Africa, Switzerland,
Germany, Hungary, Montenegro) were invited to promote their singing to Croatian and, at the same
time, to encourage klapa singing among Croatians emigrants (on klapa singing in diaspora see Caleta
(1997b). Omis festival organized the final concert as a grand finale of the tour satisfying their hopes to
perform at the “Olimp” of klapa singing! (Grgi¢ 2006, 13)

28 https://ich.unesco.org/en/RL/klapa-multipart-singing-of-dalmatia-southern-croatia-00746.
Accessed on 4.10. 2023.
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or individual concerts. What causes a change in the relationship between the leader
and the klapa? Most singers of the festival klapa type have had direct contact with
the tradition of klapa singing.

In modern klapa, the singers are young, educated people who have acquired
their experience through listening to the performances of certain klapas and mostly
to numerous recordings of various klapas. The singers of a modern klapa are more
aware that dedicated and serious rehearsals are a certain way to success, as well as the
choice of the repertoire and the singing style. The modern life of the new generation
of singers has led to new ways of communication. Over the last few decades, most
of the klapas organized personal websites with information about the singers, future
and past performances, recorded albums, and individual and group aspirations. The
purpose of the website is to be in contact with the world, especially with the people
who sing (and not exclusively klapa singing).

* ok %

Omis Festival is trying to follow the same trends and rules with less success than
individual klapas. Despite all the changes and extremely fast progress, the perfor-
mance at the Omis Festival, as well as the recognition received, remains the ultimate
reach of every klapa. What started as a spontaneous manifestation in the last century,
has managed to preserve its importance until today, to the great satisfaction of all
those who participate in the organization, and festival performances, as well as the
audience that has faithfully followed the events in Omis festival for all these years.
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Jomko ‘RAAETA

OECTUBAA AAAMATUHCKUX KAATIA Y OMUIITY
KAO ITPUMEP ®ECTHUBAAM3ALIU]JE
XPBATCKE TPAAMITMOHAAHE MY3HUKE

(PE3UME)

ITojam HapoaHe My3HKe y XPBAaTCKOj YCKO je TOBe3aH ca HCTOPUjOM HeHOT H3Boherba
Ha (ecTMBAAMMA M APYTHM CPOAHHM jaBHEM Aorabajuma. Cmorpe $oakaopa u
CAMYHe jaBHe MaHH]eCTaIHje Ha KOjiMa Ce IIPeACTaBAA TPAAUIIMOHAAHA KYATYpa Cy
BeKOBHa TpaauIiuja y Xpsarckoj. Kpos muxoBo mocrojame 1 AeAoBarbe IpOPUANCAAK
Cy Ce Pa3AMYHMTH MY3HMYKH SKaHPOBH, CTHAOBU U M3BODauH, a YIPaBo Cy $pecTHBAAK
(cmoTpe) Toxom 20. Beka 6uAu oprosapajyhe mome mpuMmeHe M KaHOHH3aljje
TPaAMIIMOHAAHE My3HKe. JaBHA usBohema Ha GeCTHBAAMMA U CMOTPAMA OATOjHAR CY
reHepariuje mybAMKe ¥ IPUBYKAA HOBe reHeparuje 6yayhux ncrakHyTrx usohada.
Hebpojenu crpyumaly, eTHOMY3HUKOAO3H, €THOAO3H, €THOKOPEOAO3H, CTEKAU
Cy CTaTyC NPHM3HATHX IIO3HABAAAIIA TPAAHIMje aKTHBHUM ydemheM y HaBeAeHHM
nporecuMa. IbuxosuM mpemopykaMa u mporieHaMa Bepyje ce Tokom Iieaor 20.
BeKa, T1a M AAHAC, TOCEOHO TOKOM IIPUITPeMa 32 HACTyIIe Ha CMOTPaMa IIPeKO YHUTaBe
FOAMHE, YMMe Ce HCTHUYe AUMEH3Hja OuyBama HEOIIXOAHA 3a KBAAUTET M MOTITYHU
OIICTAaHAK TPAAUIIOHAAHE KYATYDeE.

OcHuBameM pernoHaAHux cMOTpH i MehyHapoAHe cMoTpe poakaopa y 3arpeby
3aI104€0 je IIPOIIeC KOjH Ce OTAEAA U Y TEMEeASHOM HayYHOM AUCKYPCY KPO3 ,Suvremeno
propitivanje folklora i folklorizma, izvornosti i stilizacije, estetike prezentacije,
odnosa tradicijskih i suvremenih vrijednosti, slobode kreativnog izrazavanja, odnosa
izmedu stru¢njaka (...)” (Ceribasi¢ 2003, 405 ). BaxxHo je HaOMeHyTH AQ je Uy TUM
IPOIIeCHMA OAHOC IIPpeMa BOKAAHO] MY3HIIU U jABHOM IIPEACTABoARY BOKAAHE My3HKe
MMAO BEAMKH YTHIIAj Ha pa3Boj KacHUje GpecTUBAAM3AIIje TPAAHIIH]e.

Cse HaBepeHO YTBpheHO je M aHAAMBHMPAHO KPO3 IpHMep KOju je ¥ $oKycy
oBor ucTpaxkuBama — PecTrBaA pAAAMATHHCKHX KAama y OMumry, Koju je cBOjuM
IOCTOjabeM U AeAOBameM GOPMATHPAO, HHCTUTYLHOHAAN30BAO H IOIyAAPH30BAO
Kaamcko mesawe. CIIOHTAaHA, HeOpraHM3OBaHAa ypbOaHa BOKAAHA TpaAMIIHja
OCHHBameM PeCcTHBAAA ITOCTAje OPraHM30BaHA, (peCTUBAACKA TBOPEBHHA KOja CBOj
AasH HCTOPHjCKH TOK 3aCHIBA HA KAHOHUMA Koje je PecTrBaA AAAMATHHCKUX KAAIIA
y OMHIIY yCIIOCTaBHO U IIPOMOBHCA0 CBOjUM BUIIETOAUIIBMM AeAoBaeM. Kaarcko
HeBabe OA AOKAAHE ypOaHe BOKAAHE TPAAHMIIMje TAKO MOCTAje HAIMOHAAHH, Ta U
HHTePHAIHOHAAHY OPTaHH30BAHH BOKAAHH My3HUKH GeHOMEH.
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ABSTRACT

The Tamburitza Extravaganza, a musical event in the United States organized by
the Tamburitza Association of America (TAA), has presented tambura-based
ensembles for over S0 years. At the event, American stylistic variants of Croatian
and Serbian music are performed to exuberant diaspora audiences, and musicians
are honored for sustaining tamburitza music. Drawing on the author’s experience
as an Extravaganza performer, interviews with TAA members, published TAA
documents, and published tamburitza sources, the Tamburitza Extravaganza is
analyzed as a sui generis music festival using the musical ecosystem model.

Keyworps: Tamburitza (ensembles), Croatian diaspora in North America, Serbian di-
aspora in North America, musical ecosystem, sustainability.

ATICTPAKT
The Tamburitza Extravaganza [Tam0ypamka excTpaBaraHia, My3Hdka
Manudecranja vy CjepumennM AmepwykuM Ap)KaBaMa KOjy OpraHusyje
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Morovich. Nikola Kré¢adinac also shared his experiences as a dance instructor and attendee. I would
like to express my sincere gratitude for their assistance and friendship.
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Tambypamka acoumjarmja Amepuke (TAA), Beh Bume op Tepecer roauna
IpeACTaBs>a TAMOypaliKe cacTaBe. 3a 3aMHTEPECOBAHY AMJjACIIOPY Ce Y OKBHPY
MaHudecranyje U3BOAe CTHAM30BaHE aMepUdKe BapHjaHTe XpBaTCKe M CpIICKe
My3HKe, a My3HYapHMa Ce Oadje IOYACT 3a OouyBame TaMmbOypamke Mysuxe. Ha
OCHOBY HCKYCTBa ayTopa Kao u3Bohaya Koju je HACTYmao Ha OBOM (eCTHUBAAY,
UHTepBjya ca yaaHoBuMa TAA u 06jaBseHHX AOKYMeHara OBe acoLujaluje, Kao
U APYTHX 0bjaByeHHX TaMbypamkux usBopa, The Tamburitza Extravaganza ce y
OBOM TEKCTy aHAAM3HPA KO sui generis My3mdku QecTrBaA y3 rmomoh KoOHIlenTa
MY3HYKOT eKOCHCTeMa.

KnydHE PEYM: TamOypuiia, TamMOypamky aHcaMOAHM, XpBaTcKa Aujacriopa y CeBepHoj
Awmepuriy, cpricka pujactiopa y CeBepHOj AMepHUITH, My3HIKH eKOCUCTEM, OAPKUBOCT.

INTRODUCTION

The Tamburitza* Extravaganza, a musical event organized by the Tamburitza Asso-
ciation of America (TAA) - a nonprofit, community-based organization — has pre-
sented performances of tambura-based ensembles® for over 50 years. “Ganza” (as it
is affectionately known by attendees) is unique in several dimensions; as a specific
performance occasion for tambura-based ensembles, as a socio-cultural event for
Croatians, Serbians, and non-Slavic guests in North America; as a musical event or-
ganized by musicians and carried out in the context of diaspora social life but outside
the American musical industry; and as an expression of trans-generational values in
contemporary diaspora communities. Although it resembles a music festival in its
presentation of performing musicians, the term festival’ appears nowhere in TAA
documents nor in promotional information about this sui generis event.

Using the model of musical ecosystems, this study considers Ganzas and the
TAA from a historical perspective, seeking to understand the motivations and guid-
ing principles for their establishment, the impact of these principles over the last 50
years, and their prospects for the future. Special consideration is given to the TAA
mission for the sustainability of American tamburitza music.

2 ‘Tamburitza’ is the conventional American spelling (it has been included in North American
dictionaries for at least 30 years) of the Croatian and Serbian term ‘tamburica) the diminutive form of
‘tambura’ Croatian and Serbian Americans have altered the spelling of common Croatian and Serbian
words to make them easier to pronounce by English speakers. Thus, it is common in tamburitza settings
to see ‘tamburash’ for ‘tambura$’ (a tamburitza musician, plural ‘tamburashi’) and ‘brach’ for ‘bra¢’ (the
tenor melody instrument).

3 Tambura refers to a family of a Balkan long-necked lutes; see Vukosavljev (1990), Leopold (1995),
Feri¢ (2011), Forry (2011), MacMillen (2012), and March (2013).
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As defined by Schippers and Grant (2016, 333), musical ecosystems* permit us
to approach “music cultures as ecosystems ... [ providing ] dynamic model for under-
standing and supporting sustainability”’ In their “Ecosystems of music” illustration
(341), the factors or forces active in a musical ecosystem comprise a template for
all such elements that must be considered in a holistic view of musical cultures. I
interpret ‘musical ecosystem’ as the sum of interrelated processes that enable a given
musical practice and the musical expressions to which they give rise: all expressions
of musicking,’ such as melodies, rhythms, repertoire, instruments, musical style,
modes of listening and learning, and occasions for music and dance.

We can consider musical ecosystems on multiple levels. On a national or regional
level, a musical ecosystem could represent all the processes and products that com-
prise multiple musical practices in North America. On the level of a specific genre or
musical practice, a musical ecosystem could represent all the processes and products
that comprise American tamburitza musicking.

This study concerns the related musical ecosystems of North America at large
and American tamburitza practice, with a special emphasis on the infrastructural
processes that support musical organizations. In Schippers and Grant’s five-domain
framework (Ibid.), the “Regulations and infrastructure” domain identifies several
factors or “forces” that can affect the sustainability of a music practice, including
“Music institutions and organizations”, “Places to perform and create”, and “Grants,
awards, sponsorship and subsidies”. These three factors, as expressed by the TAA in
the Extravaganza, are the focus of this study. The technical musical dimensions of
tamburitza musicking — in particular, of the distinctive American tamburitza style
and the song and dance repertoire in which it is manifested — are summarized for
contextual understanding, but a detailed musicological analysis is beyond the scope
of this study.”

This study is based on the author’s experiences with the Extravaganza since 1977
as a performer and TAA member, on interviews with TAA members, and on pub-
lished TAA documents, as well as on other published tamburitza sources. My per-
spective is hence at once an outsider’s and an insider’s: as an outsider, I came to tam-
buritza music as a non-Slav engaged in ethnomusicological research; as an insider, I
have performed as a tamburash at community events for over 40 years.

4 This study draws on the work of Schippers and Grant (2016) to elucidate a framework for the
analysis and support of traditional music practice. Other contemporary efforts, such as the Center
for Music Ecosystems (2023 ), seek to identify and strengthen factors that promote social change and
foster sustainable development locally, nationally, and globally. The use of the ecosystem analogy in
applied ethnomusicology has been present since the early 1970s (Titon 2009).

S Grant (2018) defines “music sustainability” as “the ability of a music genre to endure, without
implications of either a static tradition or a preservationist bearing”.

6 For the purposes of this study, the term ‘musical practice’ covers all the activities that would be
subsumed in Small’s (1978) notion of “musicking”

7 The five-domain framework provides a rich model for understanding all aspects of a musical
practice. While factors of all domains are present in American tamburitza practice, only infrastructural
aspects are analyzed in this study.
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CROATIANS AND SERBIANS IN NORTH AMERICA

Croatian and Serbian immigrants were present in North America by the early
19th century, but it was the mass migration period of 1870 until 1924 that led to
the establishment of Croatian and Serbian communities that remain active.® Most
were from Austro-Hungarian territories: principally from the Dalmatian coast and
Dinaric hinterlands, with smaller numbers from Slavonia, Vojvodina, and Bosnia.

Over time, first-generation immigrants formed community institutions to
help new arrivals and foster mutual aid. Serbian Orthodox and Croatian Catholic
churches were established, as were mutual aid societies such as the Croatian Fraternal
Union (CFU) and the Serbian National Federation (SNF). In addition, numerous
private enterprises, in the form of saloons and boarding houses, provided practical
assistance and formed the basis for the new communities.

The original cultures of first-generation immigrants were transformed in North
America. Although basic national and confessional allegiances remained — Croatian
national identity and Catholic faith, Serbian national identity and Serbian Orthodox
faith — regional cultural affiliations became weaker over time.

In the period between the two World Wars, the second diaspora generation
maintained and strengthened community organizations. Although the rate of
immigration dropped dramatically, communication with the homeland areas was
improved. Croatian and Serbian communities became close during this period,
due to a common language and cultural values, and to the common experience in
densely populated immigrant neighborhoods of the mining and industrial areas of
the American Midwest.” There were generally warm relations between Croatians
and Serbians, intermarriage was common. It is still common to hear people who
grew up in this environment speak of “our people” or “our Slavic people”, meaning
mostly Croatians and Serbians.

New Croatian and Serbian immigrants after World War II arrived without this
sensibility and often with an active antipathy. Their arrival caused changes in some
communities, which tried to accommodate the new arrivals while keeping the earlier
sense of goodwill. In some cases, the new arrivals formed their own communities
or instigated a reorientation of existing ones. New immigrants continue to arrive,
joining existing communities and in some cases finding marital partners from the
existing communities. Changes in immigration notwithstanding, the common social
and cultural experience of Croatian- and Serbian-Americans of the second and third
generations in North America has led to the sense of a shared Slavic culture. This
sensibility has given rise to a distinct North American tamburitza practice.

8 For more information about Croatians and Serbians in North America, see Bodnar 1985,
Govorchin 1961, Kisslinger 1990, Luki¢-Krstanovi¢ and Pavlovi¢ 2018, and Prpi¢ 1971.

9 The principal cities, with their surrounding areas, were Pittsburgh, Chicago, Detroit, Milwaukee,
Cleveland, St. Louis, and Toronto.
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TAMBURITZA IN NORTH AMERICA

In the mass migration period, most Croatian and Serbian immigrants came from
homeland regions where tamburitza was popular (March 2013, 85). The evidence
of tamburitza ensembles’® from the late 19t century is sparse, but it shows that
tamburitza ensembles were already present in North America, playing instruments
that had been manufactured both in Europe and in the United States. By World
War I, two trends in tamburitza ensembles were evident in North America, just
as in Europe: 1) larger ensembles (roughly 6 or more) of amateur players, often
organized by community institutions, playing from notated scores, and 2) smaller
ensembles (S or fewer, often known as ‘combos’ or ‘bands™!) of professional or
semi-professional players, self-organized, often playing by ear. These trends are still
visible today, and they are not mutually exclusive; many tamburashi play in both
types of ensembles. Smaller groups were able to travel and perform on tour, reaching
Croatian and Serbian communities in remote areas.

After WWI, tamburashi also had increasing opportunities to perform on
the radio and to make commercial recordings. Both European and “Yugoslav-
American” recordings were available to tamburashi and listeners, the first American
recordings being made by the Columbia and Victor companies in their “ethnic”
series (Spottswood 1990); a few musicians recorded and distributed their records
privately. After WWII, with the advent of 33 RPM records, Slavic American firms
and individuals began recording and distributing their products on a larger scale.

STYLISTIC DIFFERENTIATION IN AMERICAN TAMBURITZA PRACTICE

Bythe 1940s, Croatianand Serbianimmigrantshad adapted certain infrastructural
aspects from the “American musical ecosystem” — especially the business practices
and institutions of music performance venues, instrument manufacture and sale,
and media production and distribution — to support musicians, systems of cultural
transmission, and the values underlying the emerging American tamburitza musical
practice. As Richard March deftly put it, “the tamburitza tradition took on American
ways” (2013, 111). TAA members and TAA documents refer to this as “our

tamburitza culture”!?

10 The history of tamburitza ensembles in North America is summarized from Kolar (1975), Forry
(1981, 2000), Opacich (2005), MacMillen (2011), and March (2013). It can be assumed that early
immigrants brought or made soloistic tambura in America, but soloistic tambura playing has not been
a sustained tradition.

11  Immigrant musicians have been involved with American vernacular music since the early 20t
century, and the vocabulary of jazz, country, and rock music has crept into the speech of Croatian-
and Serbian-American musicians. For example, ‘combo’ or ‘band’ (small ensemble), ‘gig’ (paid
engagement), ‘sit in’ (play at someone else’s gig), and jam session’ (play together informally).

12 For example, Ray Ranic (b.1952) — a tamburash and TAA Hall of Fame member since 2010 -
referred to one of his mentors as “the epitome of preserving our Tamburitza culture” (Ranic 2019). The
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The American tamburitza practice displayed distinctive musical characteristics,
which I call the “American tamburitza style”; this style remains popular. Nonetheless,
two other stylistic variants are now present as well, which I call the “European
tamburitza style” and “hybrid electric tamburitza style”. All are accepted in Croatian
and Serbian communities, and at the Extravaganza.

The American tamburitza style” can be distinguished from its European
counterpart regarding instruments, repertoire, and performance practice. These
characteristics are most prominent in combo settings although they are also present
in orchestral settings, particularly instrument tuning and technique. Musicians in
the American style play instruments that were made in North America by American-
born and American-trained luthiers. As with their European counterparts,
American tamburitza instruments are now uniformly Sremski system: chromatic
frets, 4 courses of strings tuned in fourths. However, American melody instruments
are usually tuned a whole step lower than their European counterparts, and their
structural design is more like that of guitars and mandolins. A significant distinction
between American and European instrumental techniques resides in plectrum
usage. The American style uses mass-produced nylon or plastic guitar picks, while
the European style uses custom-made picks of horn, bone, or hard plastic in oblong
form.

The combination of instrument construction, lower string tension, and plastic
picks gives American-style ensembles a different overall sound, a tone color that
is generally more rounded and somewhat softer than the European instruments.
Many of the large American orchestras have collections of these instruments, so that
young musicians in the junior tamburitza groups still begin to play on American
instruments. However, no one is making new American-style instruments, and
anyone wanting a new tambura usually turns to current makers in Croatia and Serbia.

The increasing availability of recordings by modern European small ensembles
in the 1970s proved to be a turning point for American tamburitza practice. One
American musician in particular — Jerry Greevich (b. 1951), a Croatian-American
tamburash from Pittsburgh — mastered the Romani style of the Janika Balaz (1925~
1988) orchestra, and through his recordings, teaching and personal appearances,
helped make current European styles available to American tamburashi and listeners.

The hybrid electric tamburitza style emerged in the early 1970s when several
groups began to incorporate amplified tamburitza instruments into bands with
electric guitars, electric bass, keyboards, and drums."* A number of contemporary
Croatian-American bands play in this style as well.'*

promotion and preservation of “our tambura culture” is a criterium in the “Tamburitza Hall of Fame
Nomination Form” (TAA 2023b).

13 See also Forry (1981,2000) and March (2013).

14 Trubaduri of Pittsburgh was one of these bands; they remain popular. https://trubaduri.com.

1S Hybrid electric tamburitza bands are also increasingly popular with Croatians in Europe, and
their music is popular and influential with younger Croatian Americans. One popular hybrid Croatian
band is Gazde, who was sponsored for a North American tour in 2023 by the CFU. https://cfu.org/
event/gazde-live/.
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Accordions are frequently encountered in tamburitza bands of all three styles.
Although the accordion has become central to traditional and popular folk music
in all South Slavic areas, the popularity of the accordion among Slavic-Americans
was influenced by immigrant American polka traditions.'® Later generations of
accordionists in tamburitza bands have been influenced by several other national
styles, especially those of Serbia, Bosnia, Macedonia, and Bulgaria.

OCCASIONS FOR TAMBURITZA MUSIC IN NORTH AMERICA

As in those parts of Croatia and Serbia where tambura music is popular, in
America there are family and community events where tamburitza is played as an
ancillary component of the activities, but there are also events for broader social
groups where tamburitza is the featured activity.

Weddings continue to be an event where tamburitza music is an important part
of the proceedings. In North America, tamburitza is most often heard in wedding
receptions, sometimes in rotation with other music (such as pop/rock bands or
DJs). In earlier times, when the shared Slavic culture was stronger, it was common
for tamburashi to play for other family events, such as slavas (family saint’s day
celebrations), baptisms, high school or college graduation parties, anniversary
parties, and occasionally for memorial services. Tamburitza music at these events is
much less common now.

Community events where tamburashi were customary, if not obligatory, were
organized by fraternal organizations, churches, and private businesses such as bars
and restaurants. They included New Year’s parties (both Croatian and Serbian),
church picnics, fundraising events, national holidays, and many others. Many are a
variant of “SerbFest” or “CroatiaFest”, although most are open to non-community
members as well. A particularly American occasion for tamburitza continues to
be community sporting events organized by fraternal organizations; for example,
bowling and golf tournaments, and winter skiing excursions.

The most significant tamburitza events in North America are the Tamburitza
Extravaganza organized by the TAA, and the Junior and Adult Tamburitza Festivals
organized by the CFU, both active on a nationwide basis since the late 1960s.
The CFU Junior Fest and Adult Fest are annual events that showcase tamburitza
orchestras;'” 16-40 members in the adult orchestras, and in some cases over 100
in the junior orchestras. In both cases, combos might be invited to play for after-
parties, and participants are encouraged to get together for informal jam sessions.
Nonetheless, the focus of the events is tamburitza in an orchestral setting. Each
year, the Junior Fest invites a prominent tamburash to direct the joint performance,
which can include over 500 participants. These directors are often directors of local
ensembles and in some cases are also prominent combo musicians and members of
the TAA Hall of Fame.

16  Slovenian-style polka style, as popularized by Frank Yankovich (1915-1998) after World War 11
was particularly influential. See Greene (1992), Keil et al. (1992), and March and Blau (2015).
17  https://cfu.org/about-cfu/history/. See also March (2013).
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Several regional tamburitza festivals have appeared over the years, but none
have had the longevity of the Ganza and CFU festivals. Tamburashi are also invited
to non-Slavic regional and national festivals of traditional music. For example, the
Smithsonian Folklife Festival in Washington D.C."® has featured American and
European ensembles on several occasions.

THE TAMBURITZA EXTRAVAGANZA AS THE PRINCIPAL EVENT OF
THE TAMBURITZA ASSOCIATION OF AMERICA

The Tamburitza Extravaganza was first held under that name in St. Louis Mis-
souri in 1972. It was organized by a group of friends who later constituted them-
selves as “The Tamburitza Association of America” (TAA). The TAA exists mainly
to organize Ganzas and the associated activities, especially awards and recognitions,
associated with them. Over the years, there have been a few publishing projects (for
example, Brankov 1998 and The Tamburitza Times, TAA 2012); however, the TAA
leadership has consistently decided to focus on Ganzas.

The TAA is structured as a non-profit corporation. Its governing body, the
TAA Board of Directors, is composed mainly of musicians who are elected by TAA
members at the annual TAA membership meeting (held during Ganzas). Most
Board members have organizational experience, for example, as employees or
owners of businesses, civil servants, or teachers. All Board members volunteer their
time, in addition to their regular employment (unless they are retired).

Membership in the TAA is offered without restriction for a minimal annual
charge. Most of the members are Croatian and Serbian Americans, but there are a
few members from outside the Croatian and Serbian communities, mostly those
who were introduced to tamburitza through recreational folk dancing and Balkan
music seminars (cf. Lausevi¢ 2007). TAA membership is required to perform as a
musician at a Ganza, but it is not required to attend.

Although its members and attendees mostly come from Croatian- and Serbian-
American communities, the TAA and the Ganzas are not ethnic events per se. The
TAA Board has made explicit decisions to maintain the Ganza program and goals
without reference to politics or nationality questions. The “Credo of the TAA” (from
an issue of the Tamburitza Times'?) states:

Our unique organization ... has no ethnic boundaries for its membership, knows no
prejudices, does not involve itself or its members in matters of foreign or domestic
policy, and does not practice religious discrimination of any kind. (TAA 2012, 2)

18  https://festival.si.edu/about-us/mission-and-history/smithsonian.
19 The Tamburitza Times newsletter is a bi-annual publication of the TAA since 1986. It is available
to TAA members in print and online formats.
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The first Ganzas took place in a single evening, but they are now S-day events
with multiple activities, held in a different city every year. To accommodate large
numbers of out-of-town visitors, concerts, and banquets, the Ganzas are held in large
hotels. They tend to be held in cities with large Croatian or Serbian communities;
it is often community members who actively plan and carry out individual Ganzas,
with advice and oversight from the TAA Board.

The TAA Board and the local committees are responsible for creating a budget for
each Ganza. Expenses are financed from three sources: 1) ticket sales to the events,
2) sponsorship, and 3) advertisements in a program booklet. Attendees usually
purchase a “package” that allows them to attend all activities, although they could
purchase tickets for individual activities instead.” In recent years, different levels
of sponsorship have been offered, both to attendees and non-attendees. Because
the TAA is a non-profit organization, all donations are tax-deductible; many TAA
members donate regularly. The TAA also solicits sponsorship through corporate
grants; for example, many American businesses have programs for tax-deductible
contributions to cultural organizations.*'

A “program booklet” is distributed each year to Ganza attendees. In addition to
a listing of activities and awards, it is a major source of sponsorship revenue. Local
businesses are solicited for advertisements; they are often owned by Croatians and
Serbians with connections to the tamburitza community, and it is an opportunity
for them to show their ongoing support. Each participating combo is required
to purchase a full-page ad; they usually consist of band pictures and messages of
congratulations to award winners. However, many attendees also purchase ads;
congratulating award winners, announcing upcoming events, and remembering
deceased musicians and friends. The program booklet is a valuable souvenir for
Ganza attendees.

The participating groups are combos of 3-7 members playing in diverse styles. All
are amateur or semi-professional; opportunities for full professional employment as
atamburitza musician are rare in America. There are occasionallylarger groups (10 or
more) but the focus of the Ganza is small groups, as opposed to the CFU tamburitza
festivals, which feature orchestras of adults and children. Until recently, musicians
were not paid for performing at Ganzas, although the TAA Board is usually able
to reimburse expenses for travel and accommodations. However, depending on the
band’s style of interaction with attendees, bands can earn hundreds of dollars in tips.

The main Ganza events continue to be 1) “break-out rooms” or “becar suites” in
hospitality suites, 2) dance parties, 3) the TAA “Hall of Fame” and awards banquet,
4) the Extravaganza concert, and S) other scheduled and spontaneous musicking.

One of the most distinctive features of Ganzas is the “breakout room” venue,
which is held in the “hospitality suites” offered by most hotels for business or
social meetings. On Friday and Saturday nights, 4-6 of these hospitality suites are
organized as breakout rooms, in which rotating rosters of bands play in blocks of

20  For the 2023 Ganza, the standard package costs $1435. https://www.tamburitza.org/2023-ganza-
registration.
21 https://www.tamburitza.org/2023-extravaganza-details.
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45-75 minutes, often until the early morning hours. Breakout rooms are also called
“becar suites”,? a reference to the raucous party atmosphere that prevails. As one
musician and attendee said on social media, “it is here that spectators can get ‘up
close & personal’ with their favorite groups, as they can stroll from room to room,
listening to the various orchestras”* For many musicians and attendees, the break-
out rooms are the high point of the Extravaganza.

The vocal repertoire is mostly songs in Croatian and Serbian, but it is quite
diverse, including older songs of rural origin, older urban songs (starogradske pesme,
see Dumni¢ Vilotijevi¢ 2019), “newly composed folk songs” (novokomponovane
narodne pesme, see Vidi¢-Rasmussen 2002) from the last S0 years, and newer songs
from singers whose recordings feature tamburashi. Some tamburashi and attendees
will emphasize regional songs; for example, from Dalmatia, Lika, Hrvatsko Zagorje,
Slavonia, Bosnia and Herzegovina, and Vojvodina. Some groups will also sing pop
songs in other languages, for example, classic country and rock songs, Italian pop
songs, and urban Macedonian songs.

Hall of Fame membership and other awards are given during the Extravaganza at
the Hall of Fame and Awards banquet. In addition to Ganza musicians and attendees,
family members and friends may also attend the formal banquet. Recipients are
introduced by TAA Board members and are expected to give an acceptance speech.
The speeches are often prepared in advance and the delivery is emotional, expressing
their gratitude to family and friends who supported their tamburitza career, and
their humility in being honored in the context of American tamburitza tradition.

The TAA defines and presents annually the following awards (TAA 2023c):
the Hall of Fame, which “commemorates those persons who have distinguished
themselves as being extraordinary musicians and/or ambassadors of the Tamburitza”
and exemplifies highly regarded musicianship and respect for the tradition; the
Founders Award, which recognizes achievements of young tamburashi under the age
of 30 and thereby provides an incentive to young people to maintain the tradition;
the President’s Award, which recognizes contributions to the organization, such as
work by local committee members, and thereby provides an incentive to participate
in TAA activities; the 50- and 75-Year Anniversary awards, which honors and
encourages longevity of commitment to tamburitza music; and the Memorial Scroll
of Honor, which recognizes tamburashi who have passed away in the last year and
emphasizes multi-generational continuity of the tradition.

Tamburitza music is essential to the Ganza dance activities, which feature “kolo
dancing”; Croatian and Serbian circle and round dances based on rural models that
have evolved separately in North America.** In addition to a repertoire of about 30
dances known by Croatian and Serbian immigrants of the mass migration generation

22 Often translated as ‘reveler’, ‘playboy’, or ‘wild and crazy’ guy, ‘bec¢ar’ (‘becar’ in North American
usage) is often used to refer to people and gatherings, emphasizing loud singing, alcohol consumption,
and (mostly male) comradery. See Simi¢ (1969), Forry (1981), and March (2013, 176-78).

23 http://www.forum.tambura.com.hr/showthread.php?p=19367

24 See also Dunin (1979) concerning the dance culture of South Slavs and Laugevi¢ (2007)
concerning the recreational folk-dance movement.
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(Crum 1993), attendees have also learned homeland and other international dances
in their community cultural organizations and at non-Slavic recreational folk dance
gatherings. A ballroom is usually set aside at Ganzas that is dedicated to dancing,
but dancing can also take place in the breakout rooms and spontaneous gatherings.

Ganza concerts afford bands the opportunity to play a focused set of 15-20
minutes, often of pieces that they would not play in the break-out rooms or
dance parties. The concerts take place in a large hotel banquet hall that has been
reconfigured as a concert venue, with a stage, sound system, lighting and video
systems, and rows of chairs. Unlike conventional festivals where concerts are the
central event, the Ganza concert is one of several events, and for many musicians and
attendees, not the most important one.

Ganza organizers aim to have tamburitza music playing throughout the day and
night, not just at the principal events. To accomplish this, bands are scheduled to
play in the hotel lobby and hotel bars and restaurants, in addition to their other
appearances. However, spontaneous jam sessions can also take place at any public
venue in the hotel.

Attendees have a diverse set of experiences with tamburitza music. Because
many Croatian and Serbian Americans played in junior tamburitza groups as
children or continue to play as adults, many Ganza attendees are current or former
tamburashi. Most attendees are active participants, singing along with their favorite
songs, dancing their favorite dances, and in some cases, participating in the raucous
“becar” activities.

The music presented at Ganzas thus has, in terms articulated by Thomas Turino
(2008, 23-27), aspects of both “participatory and presentational performance”.
While the participatory activities tend to be more popular and generate more
excitement — in interactions between musicians and attendees in becar suites, dance
spaces, and informal music making — the presentational activity represented in the
concerts is also popular and well attended.

THE “M1SSION” OF THE TAA AS EXPRESSED
IN TAMBURITZA EXTRAVAGANZAS

In the Ganza’s predecessor events, there was a general desire for musicians and
audience members to revel in tamburitza music, with much music making in a
short period. This exuberance is still present at the Extravaganza, and it is captured
in the TAA Mission Statement as “to provide a fun, educational, and entertaining
experience to the people of the world”*

Nonetheless, there was also a sense at the early events that tamburitza represented
something valuable that should be preserved. Lou Cavic (1916-1985), the founder

of the Extravaganza and the TAA, “hoped the organization would serve as a catalyst

25  “The people of the world” accords with the TAA Credo. It also reflects the founders’ initial
aspirations to attract non-Slavs to future events.
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for the preservation and promotion of the Slavic culture and tradition”?® Thus when
Cavic and his associates created the TAA in 1974 to manage Ganzas into the future,
this language was enshrined in the TAA Bylaws as its objective:

The object of this association is to promote the growth of said association through
the preservation and promotion of our tamburitza music [and] our Slavic culture,
past, present, and future... (TAA 2023b).

The TAA also publishes a Mission Statement on its website, which (in addition to
“funand entertaining”) includes the objective: “We exist to promote the preservation
& evolution of tamburitza music..." (TAA 2023a). The notion of “mission” is
especially appropriate for tamburitza music. In its sense of “an organized effort [ ... ]
for the enlightenment of a community” (Online Etymological Dictionary 2023), it
recalls the efforts of Pajo Kolari¢ and Franjo Kuha¢, 19th-century cultural evangelists
who promoted tamburitza as the musical symbol of Illyrian national awakening
(Bezi¢ 2001, 98; Forry 2011, 59-63, 142-44; March 2013, 50-5S). An earlier
version of the Mission Statement referred to “preservation and elevation”; in its sense
of “raising something to a higher position”, “elevation” also captures the 19th-century
Romantic impulse among South Slavs to exalt narodna umotvorina (“folk creation”
or “folk-lore”).?”” Younger Board members, with their current experience in dynamic
business environments, called for “elevation” to be replaced by “evolution” in their
desire that the TAA should adapt to remain effective. The mission of the TAA has
thus been expressed using the following terms: promotion, elevation, preservation, and
evolution. Taken together, these formulations of TAA’s purpose — especially the more
recent term “evolution” — display the TAA’s ongoing concern for the sustainability
of American tamburitza practice, as well as the sustainability of their organization.
In the American tamburitza musical ecosystem, the terms articulate approaches
to tradition and change, important underlying values of the American tamburitza
practice, and embody these values in the corporate infrastructure of the TAA
musical organization. In turn, the Extravaganza, sustained by the TAA, provides a
dynamic musical occasion in which the evolving American tamburitza practice can
be expressed. The Tamburitza Extravaganza is thus both a significant cultural event
and a means for achieving the objectives identified by the TAA.

How THE TAA FULFILLS ITS M1SSION THROUGH
THE TAMBURITZA EXTRAVAGANZA

What is not defined in the Mission Statement or Bylaws is “tamburitza music”
itself. That is, what aspects of tamburitza music are to be promoted and preserved?

26 TAA history is excerpted from the TAA website (https:/ /www.tamburitza.org/ aboutus) and
supplemented by the recollections of long-time TAA Board member and historian Richard Krilich
(personal communication, August 2023).

27  'This was the term used by Vuk Stefanovi¢ Karadzi¢, the most important reformer of the modern
Serbian language and folklorist, according to Boskovi¢ (1984, 320).
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What actions are to be taken? The decisions of the TAA Board over the years have
focused TAA efforts on these themes: presenting tamburitza music in a combo (small
group) setting, honoring established and emerging tamburashi, and presenting only
American tamburitza music.

Tamburitza combos are selected based on an application process that is overseen
by the TAA Board (TAA 2023d). It aims to achieve a balance of styles, experience,
and location; for example, new groups composed of younger musicians are given
preference, and an effort is made to include groups from throughout North America.

Combos who played at the first Ganzas all played in the American tamburitza
style. Beginning in the early 1980s - particularly through the performing and
teaching efforts of Jerry Grcevich — European tamburitza style was heard more
frequently. Many of the prominent younger Croatian musicians now play European
style. For the last 10 years, about one-third of the bands appearing at Ganzas have
been European-style bands, and there is usually at least one hybrid electric band.

Over the years, a few TAA members have lodged complaints that accordions,
violins, and other instruments are not tamburitzas and should not be permitted at
Ganzas. The TAA Board and other members have dismissed these complaints in
favor of an inclusive definition of “tamburitza music”.

Beginning with the earliest events, Lou Cavic was resolved to honor exceptionally
accomplished tamburitza musicians who had served as teachers and models for
younger tamburashi by recognizing them in the TAA “Hall of Fame”, which honors
“those persons who have distinguished themselves as being extraordinary musicians
and/orambassadors of the Tamburitza” (TAA 2023c). Candidates can be nominated
by any member of the TAA and are evaluated on the extent of the candidate’s
popularity, experience, and influence, especially as a recording artist, composer, or
teacher. While a deliberate effort has been made to recognize musicians of the older
generations who played in American tamburitza style, younger musicians who play
in European and hybrid electric styles are also being recognized.

The Lou Cavic Founder’s Award honors “young people who have demonstrated
an outstanding devotion to the preservation of tambura music and Slavic culture”
(TAA 2023b). Most of the past Founders Award winners remain active in the TAA.
In 2012, one of the first Founders awardees, Joe Kirin Jr. (b.1963), was inducted into
the Hall of Fame; since then, many of the new Hall of Fame inductees are former
Founders Award winners. Whenever possible, Founders Award recipients are given
an opportunity to play at Ganza events.

Tamburitza enthusiasts in North America have increasing access to tambura
music in the home countries, and some of the music performed at recent Ganzas
has also been performed in European festivals by American tamburashi. However,
European artists have only rarely been invited to play at Ganzas, as opposed to
tambura festivals organized by the CFU, which has organized travel and performances
by Croatian groups from Europe.

Similarly, Hall of Fame awards have been limited to tamburashi who have been
active in North America; this includes a small number of musicians who were born
in Croatia or Serbia but later immigrated to and were active in North America. The
only exception in the Hall of Fame is the celebrated Romani musician Janika Balaz,
who was recognized for his exceptional influence among American tamburashi.
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As the American tamburitza musical ecosystem evolved over the years, the
Ganza became one of the most prominent occasions for music in a tamburash’s or
tamburitza fan’s world. Music produced and supported on this occasion was also
valued in other community events, and the honor and prestige afforded by Hall of
Fame membership was recognized in Croatian- and Serbian-American communities
and beyond.

Nonetheless, the place of the Ganza in this evolving musical ecosystem has
shifted. This is most visible in Ganza attendance, which has dropped off in recent
years on the part of both tamburashi and attendees.

For musicians, the Ganza is now just one of many occasions for tamburashi to
play. With increasing economic pressure — both for musicians’ fees and expenses
associated with engagements — many musicians have become more selective about
the gigs (engagements) they take. Even the notion that the Ganza is a gig represents
a change. For many musicians, past and present, Ganza was in a special, privileged
category; except in unusual circumstances, a musician would always seek to attend
the Ganza, and while some remuneration could be expected — especially from
tipping in the “becar suites” — financial considerations were not foremost. In recent
Ganzas, the TAA Board has made efforts to pay musicians in addition to covering
expenses, in an effort to continue attracting the best bands. In effect, the status of the
Ganza has fallen somewhat in the comparative context of the American tamburitza
musical ecosystem, although it remains important. Similar social forces are at work
among attendees. Despite efforts to attract younger Ganza attendees, the median
age of audience members has been rising. Not only are the older attendees more
sensitive to rising travel costs (although the TAA makes every effort to keep hotel
prices low), but many are also no longer able to travel. In addition, a general decline
in levels of volunteerism has made it difficult to support community activities of all
kinds (Beaty et al. 2023).

The nature of the Croatian and Serbian diaspora communities has also changed.
“Our Slavic culture’, originating in the years before World War II, has become
diluted as community members in increasing numbers have moved out of the core
diaspora communities, and found new social relationships and families outside the
communities.

And as in society at large, the COVID-19 pandemic was disruptive in 2020, and
post-pandemic recovery has been slow. Nonetheless, interest was such that the TAA
produced a “virtual Extravaganza” in 2020; many bands contributed videos and it
enjoyed widespread audience support.”®

Musical tastes are also evolving in Croatian and Serbian diaspora communities.
The American tamburitza style, which still forms the core musical offering at Ganzas,
isnow one of several styles available at community events. At contemporary Croatian-
American events, European tamburitza and hybrid electric styles are increasingly

28 2020 Virtual Tamburitza Extravaganza. https://www:youtube.com/watch?v=TAjsrle4QDE.
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heard, and in recent years, tamburashi have sometimes been supplanted by DJs or
by musicians playing only modern instruments. At contemporary Serbian-American
community events, the musical component can consist of some combination of
American-style tamburitza, contemporary Serbian folk and popular music played on
modern instruments, and recorded music to accompany folk dance performances.
However, to recent Serbian immigrants who have become involved with Serbian-
American communities, as well as to some fourth—generation Serbian-Americans,
tamburitza “is not our music”, as some believe that it is exclusively Croatian music.

CONCLUDING REMARKS

For over S0 years, Ganzas have occupied a unique and privileged place in the
American tamburitza scene, with their emphasis on small ensembles, the shared
musical style of Croatians and Serbians in North America, and recognition for the
individuals who created and maintained this style. In so doing, they have contributed
to the sustainability of American tamburitza practice by providing a stable annual
venue for performances in the style, honoring the leading artists in the style, and
promoting tamburitza for future generations. The TAA is the de facto institutional
patron of American tamburitza practice for combos.

However, the musical landscape of Croatians and Serbians in America, as well as
the broader American musical landscape, has evolved over the years. Consequently,
the TAA Board continues to ask itself: Are the activities of the TAA — especially the
Extravaganza, the Hall of Fame, and the Founders Awards — sufficient to fulfill its
Mission Statement to “promote the preservation & evolution of tamburitza music”?
Should the TAA engage in activities apart from those taking place once peryear at the
Extravaganza? Could the TAA cooperate with other institutions to encourage young
people — musicians, dancers, and other community members — to attend Ganzas
and take part in Ganza activities? What else could be done to sustain tamburitza
music? Is the TAA in its current configuration aligned with contemporary social and
cultural institutions and processes?

Schippers’” and Grant’s characterization of a musical ecosystem highlights the
forces in the ecosystem that are amendable to appropriate intervention. This concern
is shared with other approaches to musical ecosystems in applied ethnomusicology;
how to overcome the challenges of promoting traditional musical practice in the
modern world? In the Extravaganza, the TAA has created and maintained a vehicle
to promote American tamburitza music as a sustainable living tradition. Given
the successful activities of the past 50 years and institutional awareness of current
challenges, we can be guardedly optimistic that the TAA will continue its mission,
and that the Extravaganza will continue to celebrate the cultural and musical value
of tamburitza music in America.
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Mark ®oru

OECcTUBAA THE TAMBURITZA EXTRAVAGANZA U FTbETOBA ,EBOAYIIUJA” Y
MY3UYKOM CUCTEMY AMEPUYKE TAMBYPUIIE

(PE3UME)

The Tamburitza Extravaganza [Tambypamka eKcTpaBaraHua), Mysumdka
Manudecranuja y CjeaumennM AMepuukuM ApkaBaMa KOjy OpraHmsyje
Tambypamka acouujauuja Amepuxe (The Tamburitza Association of America —
TAA), Beh Buime op mepeceT ropAMHa OpraHusyje HacTyIle TaMOYPAIIKHX CACTaBa 32
3aUHTepeCcOBaHy XPBATCKy U CpPICKY amjactopy. Kopucrehu mysmake exocucreme
Ka0 MOAEA 32 OITHCHBAEe YCAOBA KOjH CTBAPAjy M OAP)KABajy MY3HUKY IIPAKCy, OBa
CTyaHja ce 6aBU CPOAHHM My3HukuM exocucTemuma CeBepHe AMepuke yomTe
U aMepHuKe TaMOypallke IIPaKce, C MOCEOHMM HATAACKOM Ha MHQPACTPYKTypHE
Imporiece KOjU TMOAPXaBajy My3HWUKe OpraHmsanuje. 3acHOBAaHA je Ha HCKYCTBY
ayTopa Kao u3Bohaua koju je HacTymao Ha ¢pecrusany The Tamburitza Extravaganza,
MHTepBjyuMa ca uraHoBuma TAA n o6j aBA>EHUM AOKYMEHTHMA OB€ acOLUjalltje, Kao
U APYTEM 006jaBAbeHHM TaMOypamkuM u3BopuMa. TamOypamka Mysmdka Impakca y
CeBepHOj AMepHUITH HACTaAA je Y XPBATCKOM U CPIICKOM MMHTPAHTCKOM UCKYCTBY, Ca
ocehajeM 3ajeaHITUKe KYATYpe KOjH je CTBOPHO jeAUHCTBEH, aMePUIKY TaMOY LK
crua. Heke o mpuanka 3a u3Boheme tambypauike Mysuke y CeBepHoj AMepunu
3ajepHHYKe Cy ca TPHAMKAMA Y AOMOBHHAMA, AAH j& HEKOAMKO HOBHX IIPOHMCTEKAO U3
HCKYCTBa AUjacIIope, 0A KOjux je jeaHa yrpaso The Tamburitza Extravaganza. Caxe
roauHe oA 1974. TAA opranusyje oBy MaHU(ECTAIIH)y Y APYTOM aMePHUIKOM TPAAY.
OsBu Aorabajn Ce OABHjajy Y BEAUKUM XOT€AUMa KOju OMoryhaBajy MapaAeAHU TOK
BHIIe aKTHBHOCTH, YKoydyjyhu ¢popmarHe n HepopMaAHe HACTYIIE, LiePEMOHU)Y
Aopeae Harpapa TAA ,Tasepuja caaBHEX® M IPU3HAIA MAAAUM My3HYapUMA.
Iusesn u 3apanu TAA cy cappxanu y ,Mucuju opranusanuje’, Koja mpeLnusupa
Aa TAA tpeba Aa ,JIpOMOBHIIE OUyBae U PasdBoj TaMOypalike My3HuKe” H ,IPyXXU
BeceAo, 06pa3OBHO U 320ABHO UCKYCTBO .

®ecrusas The Tamburitza Extravaganza je HACTa0 HA OCHOBY yTeMedeHHX
IpoIieca aMepHUIKOT MY3HIKOT eKocrcTeMa. ExocrcTeMu HacTaBsajy Aa €BOAYHPAjY,
Te ce M IIO3MIMja OBOI (eCTHBAAA Y AMEPHIKOM TaMOYPAIIKOM My3HIKOM
eKOCHCTeMY Melba, I1a OTYAQ JKena Maahux opranusaTopa oBux porahaja oa Haraace
»EBOAYLIHY~ Kao0 jepaH oA IusveBa TAA.
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ABSTRACT
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AIICTPAKT

®ecruBaa Mysuka y Cpbuju (MYC) oppxasao ce y Beorpapy u apyrum
rpaposuma Cpbuje, y mepuoay oa 1976. oo 1991. ropune. ITpeacrasajyhn
CaBpeMeHO CTBAPAAANITBO KOMIIO3MTOpa u3 Tapamme ColujasucTidke
Penry6auke Cp6uje n mernx nokpajuna (CAIT Kocoso u CAII Bojsopuna),
aAM M KOMIIO3MIMje CpPIICKMX ayTopa CTapUjux reHepanuja, MYC je
ersUCTUPAO Ka0 jeANHCTBEHO MeCTO BaAOpH3aldje U peBaropusanuje poomahe
ymerHHYKe My3uke. Kpos aHaAM3y IporpaMcKo-opraHH3aIlMOHMX CTPATeruja,
$UMHAHCHjCKMX acIeKaTa, pemepToapcKke IIOAMTHKE M BHAOBA AMCEMMHAIIM)je
u npomornuje MYC-a, y paay ce ykasyje Ha yMeTHHYKe AOMeTe, aAM U Ha
APYIITBEHO-TIOANTHYKE HUMIIAUKAIje OBOT peCTHBAAA.

KnyaHE PEUU: Mysukay Cp6uju (MYC), My3ndku pecTuBas, cCaBpeMeHa yMETHHIKA
mysuka, Mysuka Conujasucruuke Penybanke Cpouje, KyATypa coljujaAusma.

OPrAHU3AITUOHU U3A30BU OECTUBAAA MY3UKA Y CPBI/I]I/I

®QecruBasmsanmja mysuke y Depeparusroj Hapoanoj / ConmjaancTudkoj
DepeparuBHOj Perrybannu JyrocaaBuju paHo je mpermosHaTa Kao BaXKHA CTpaTeryja
Y OKBHPY KYATYPHeE ITIOAHTHKE, IIa je, Y CKAAAY € THM, TokoM 50-ux u 60-ux ropuHa
IIPOIIAOT BeKa YCIIOCTaBoeHa YHTaBa MpeXKa peCTHBAAA YMETHUUKE, TPAAUIIOHAAHE
U IIOIyAApHe My3HKe, yKnydyjyhu u oHe mocseheHe MysuukoMm amaTepusmy. Y3
KYATypHe MaHudecTalyje qnja je mporpaMcka KoHuenmnuja y sehoj uau mawoj Mmepu
Pe30HHpaAa C KyATYPHOM ITOAUTHKOM CaBe3HHIITBA jyTOCAOBEHCKHX HApOAQ, 0 70-
UX Ce y MOjeAMHHM jyTOCAOBEHCKUM IIeHTPUMA I10jaBaoyjy (eCcTHBAAU YMETHHYKe
My3HKe perryOAndkor kapakrepa. Mehy muma ce, Hajupe, usaajajy Dani hrvatske
glazbe (1970), notom maxeponcka Cmpywixa mysuuxa ecen (1975), Slovenski glasbeni
dnevi (1986), xao n manudecranuja Mysuxa y Cpbuju (MYC), ocHosana y Beorpaay
1976. ropusne.

Qopmupame 1mpBOr pemyOAMUYKOr  pecTHBAAA YMETHHUKE My3HKe Y
Conmjasuctiakoj Pemy6annu CpOuju 0ABHjaAO ce Y CIIelUUIHUM APYIITBEHO-
-IOAMTUYKMM KOHCTeAanujama. Haumme, mo mporaamemy HOBOT jyroCAOBEHCKOT
ycraBa 1974. ropvHe, KOju je OAPasyMeBao Kpajiy ACLIEHTPAANU3AIH)Y IOAUTHIKE
MohH K IIPeBAACT perrybAMYKIX CIIPaM CaBe3HUX HHTePeHIja,” yHy Tpalimbe ypeheme
Cormjasuctuuke Pepeparusre Permybanke Jyrocaasuje cBe je Bullle HAAHKOBAAO

KoH(pepepanuju.’  VcToBpeMeHO, C jayameM APXKABHOCTH  jyTOCAOBEHCKHX

2 Tlpomecu AelleHTpaAM3aIHje TIOAUTHIKOr CHCTeMa y JyrocaaBHju Mory ce mparuti Beh op SO-ux
TOAMHA, 2 O BUXOBUM Pe3yATaTHMA y KyATypH, usMely ocraamx, mucaaa je ayropxa Bpanka Aoxxnh
(2013).

3 Yxwusu Jugoslavija: drzava koja je odumtla..., moantrkoaor Aejan Josuh HaBOAH AQ je jyrocAOBeHCKa
eAMTa ACLIEHTPAAM30BAAA M 0CAAOHMAA YHKIIHje APXKABE AO Te Mepe Ad je APXKaBa II0CTaAa HeMohHa aa
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perrybAnka, yctaBHe peopMe 6uae Cy ycMepeHe M Ha OCHAKUBAbhe CAMOYIIPABsSAba,
Ka0 jeAMHCTBEHOT MOAEAQ JyrOCAOBEHCKOT conjaanama. Kako 611 ce papHHUIKOj KaacH
omoryhuao ,[...] da neposredno ostvaruje svoje politicke i privredne interese, i sa-
mostalno odlucuje o sredstvima i rezultatima svog rada” (Pirjevec 2013, 350), HoBu
jyroCcAOBEeHCKH YCTaB MHUIJPAO je OCHHBAe CAMOYIIPABHUX HHTEPECHUX 3aje AHHIIA
(CU3) y pasamuntuM cdepama APYIITBEHOT XKHBOTA, T1a M Y KYATYPHU. Y CKAQAY C
THM, 0 cpeauHe 70-HX IpaBa Cy PAAHMKA 32 YIIPABAAMEM CPEACTBHUMA APYIITBEHEe
PenpoAyKIje y KYyATYPH U A€AQ AOXOTKA KOjH M3ABAjajy 3a MCITYHhEmhe KyATYDHHUX
notpeba (Anon. 1975) peryaucana y oxsupy CH3-0Ba KyaType, KOju Cy, Kao WTO
hemo y HacTaBky OBOr pasa BHAETH, NMAAM 3HAYAjHY YAOTY U 33 PYHKIJMOHHCAHE
decruBara Mysuxa y Cpbuju.

Vaeje 3a opraHusanujy perrybArIKor ¢pecTuBara yMETHIYKE My3HKe TOAMHAMA CY
ce, 1o cBeMy cyaehn, ‘ocehase y Bazayxy’* 3amucao je moTekaa op My3HKOAOLIKHEbE
Mupjane Beceaunosnh (pamac Beceaunosmh-Xodman),® koja je Tapa, kao
acucTenTKHmba Ha PaxyaTeTy Mysuuke ymeTHOCTH ¥ Beorpaay, cBoj mpeaaor Hajipe
npeaounaa uaaHosuma Kareppe 3a Mysukoaorujy u erHomysukororujy. Kareapa
je, IpeMa HeHOM CBeAOUelbY, MPEAAOT O OCHMBAY (GeCTHBAAA MOAPXKAAQ, AAH Ce,
360r HepOCTaTKa QHHAHCHjCKUX CPEACTABa, y OPraHUBALH]Y YKAYIUAO YAPYXKEHe
xomnosutopa Cp6uje (YKC), unju je YmpaBuum op60p® jeAHOrAacHo ycBojuo
IIPEAAOT U TIPEY3e0 Aame KOPaKe 3a merosy peaausanujy (Beceaunosuh-Xodpman
2023). O6pasaaxyhu norpeby 3a IpeAAOKEHOM My3HIKOM MAaHU(ECTALI]OM, IeHe
nuseBe U 3aparke, Beceannosuh-Xodman je ucraxaa:

Cinjenica da je srpska muzika bogata umetni¢ki vrednim ostvarenjima, da se njihov
broj iz dana u dan povecava, a da mnoga od tih dela ne zive kontinuirano i intenzivno
na na$im koncertnim podijumima, te da samim tim ne postizu ni odgovarajuc¢u drust-
venu primenu, navela je Upravni odbor Udruzenja kompozitora Srbije na inicijativu o
ustanovljenju festivala ’Muzika u Srbiji’ ¢iji je cilj sistematsko prikazivanje, izvodenje
vrhunskih dela nageg muzitkog stvarala$tva. U tom smislu, Festival je zamisljen kao
permanentna drugtvena obaveza muzi¢kih radnika u nas ([Veselinovi¢] 1976a, 1).

Y mepuopy op 15. a0 19. HoBeM6pa 1976. ropune yrpuande je npBu GpecTHBAA
Mysuka y Cpbuju, y OKBUPY KOjer je mpupeheHO IeT KOHLepTHHX BedepH y
CryaeHTckoM KyaTypHOM IeHTpy M Koaapueoj SaAy)KGI/IHI/I (y ITpusrory A

Ce OAyTIpe YHYTPAIIIM U CIIOAHHM M3a30BUMA, IITO je, n3Mel)y 0cTaAor, 1 AOBEAO A0 HeHOT pacmapa
90-ux ropuna (Jovié 2003).

4 Y Ussemrajy Yapyskema xommosuropa Cp6uje (1975/76) ucrude ce KaKo je HOBOHACTaAa KAUMA
omoryhwuaa ,[...] Upravnom odboru da pokrene i ove godine ideju, koja je dugo ¢ekala da ugleda svetlost
danai dajedan broj dela ¢lanova naseg Udruzenja plasira u okviru Fesitvala [...]” (Anon. 1976, 3).

S OsBuM myTeM HM3pakaBaM BEAHKY 3aXBaAHOCT Ipod. Ap Mupjanu Beceamnosuh-Xopman ma
KOHCTPYKTHBHOM U MHCIIMPATHBHOM pasrosopy o ¢ecrusasy Mysuka y Cpbuju. Takohe, 3axBamyjem
My3uKoAomKubY Muaenu ITemmh, koja Mu je MOKAOHHAA KOHIJepTHE POrpame OBOT PpeCcTHBAAA.

6 Ympasuu op6op YKC-a 1976. ropune unnuau cy: Buromup Tpudynosuh (npeaceanux), 3opan
Epuh u Bpanko Kapakam (cexperapu), Te usanosu Hukoaa Xepuuroma, Mupjana Beceaunosuh, Aejan
Aecnuh, Ayman Paauh, Borosy6 Cpe6puh, 3sorumup Ckepa u Baactumup ITepuunh (Anon. 1977).
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Bupetu maakar mpsor MYC-a). Vapyxkeme xommosutopa Cpbuje op camora
je TMOYeTKa IPeIO3HAAO HMHCTHTYIIMOHAAHO IIAPTHEPCTBO KAO OITHMAAHY
CTparerujy OAp>XMBOCTH oBe ManHu¢ecranuje. ITopep CTyAeHTCKOr KyATypHOT
nenrpa u Koaapuese 3apyx6une, Tokom ucropujara MYC-a 6pojue uacTurynuje
YKAYYHBAA€ Cy Ce KAO OPraHM3ALMOHH MapTHepH (O 4eMy CBeAOue NPOrpaMCKe
KibwKALe $pecThBasa), a Mehy muma u Qakyarer mysmuke ymernocty, Cpricka
aKapeMHja Hayka M yMeTHocTH, Mysuxosomku wuecTuTyT CAHY, Hapopno
nosopumTe, bured Tearap, Aom omaapuHe Beorpapa, YMeTHHUKH IaBHASOH
ylBujera 3ysopuh” m apyre. Mmax, capapa YKC-a ¢ YApyxemeM My3HYKHX
ymerruka Cp6uje (YMYC), Te ¢ MOKPajHHCKMM KOMIIO3HTOPCKHM YAPYKeHHMa,
Apymrsom kommnosuropa Kocosa (AKK) u Yapyskemem kommosuropa Bojsopune
(YKB), 6maa je cymTHHCKa 32 HAejHY peasnsauujy dpectusasa Mysuxa y Cpbuju.
Haume, uspacaa us mpBo6uTHUX cekruja kommosuropa y Ipmmruan n Hosom Capy
(ycnocrasvennx npu YKC-y 1969. roause), komnosutopcka Yapysxkema Kocosa
u BojBoAMHE caMOCTaAHOCT Cy CTeKAa HeKOAMKO roanHa Kacuuje (AKK 1972, a
YKB 1973), a y armocepu npunpeme Hosor Ycrasa (1974), koju je, mpakTH4HO,
MOAPA3yMeBao U3jeAHAYaBae CTATyCa COLMjAAMCTUYKMX ayTOHOMHHUX ITOKPAjuHa
u perry6anka. VicroBpemeHo, TakBa (KyATypHa) IIOAMTHKA y3pOKOBaAa je cBe Behy
3aTBOPEHOCT jyTOCAOBEHCKHX PeITyOANKA U IIOKPAjHHA ¥ COIICTBEHE OKBUPE, O YeMy
nmocpeaHo uuTamo U 'y Masemrajy YKC-a ua 1976. roaune. Ilomro je y kxpyrosuma
OBOT YAPYXKeHa TOAMHY AAHA Ipe oAp)kaBama mpsor MYC-a mckaszana morpeba
33 YCIOCTaBAaAKbeM IITO TENIHHX KOHTAKATA C IMOKpajuHckuM Apymrsuma Kocosa
u Bojsoaune’ (Anon. 1976), yrememere MYC-a morao 6u ce, usmehy ocraaor,
CMaTpaTH ¥ MOTEHIMjAAHIM CPEACTBOM 32 IIpeBasHAQKe e TAKBUX Oapujepa.’

Capapma TpHujy KOMIIOBUTOPCKUX YAPYKEHa Y OPTaHM3aIUju OBOT $ecTHBaAA
3arroyera je y okBupy MYC-a 1977, roauny paHa npe noTnucusama CaMOyTIpaBHOT
CIIOpa3yMa O CApaAmK PeIyOAMYKHX M ITOKPAJUHCKHX 3ajeAHHIIA KYATYpe, KOjU je,
KaKO je y BheMy HaBeAeHO, 00aBe3MBA0 Ha AOTOBApambe O 3ajeAHHUKHM IIPOrpaMHUMa
u akupmjama (Doki¢ i Liht 1984, 241). Unak, 3aatHo Ao6a oBe capapme Ha MYC-y
Geaexu ce op 80-UX FOAMHA, KaAd AOAA3H M AO 3HATHOT IIPOLIMPEha KAMAIUTETA OBe
Mmanugecranuje. Hauwme, decrusas Mysuka y Cpbuju mpBux je roausa npupehusan
camo yBeorpaay, Aa 6umogerkom 80-1x Ha CBOjeBpCTaH HAUKH OHO ACLIeHTPAAU3OBaH,
IITO je y IPAaKCH MoApasyMeBaro caepaehe: HakoH mro 6u ce MYC, y Tpajamy op
HEKOAMKO AQHA, OAPXKAO y TAABHOM Tpapy peryOAMKe, IOjeAMHH (eCTUBAACKH
KOHIIEPTH IOTOM 61 6HAM OPTaHM30BAaHH U y IOKpajuHckuM npecrorumama (Hosom
Capy n HPI/IH.ITI/IHPI) , T€ Y OCTAAUM, MabUM IrpasoBuMa eHTpasHe CpOuje U HeHUX
nokpajusa.’

7 Beceannosuh-XodMaH je y pasroBopy HCTaKAQ KaKO Cy TAAAUIBH aKTEPU KyATYPHOT XUBOTa (Mebhy
KOjUMa 1 OHA caMa) HCTOBPEMEHO UMaAH BEOMA U3PAsKEHY CBECT, KAKO O Ay TOHOMHjU OKPAjUHA, TAKO
U O IPUIMAAHOCTH jEAHO] APXKABH (BeceAMHOBMh—Xo(bMaH 2023).

8 OsBaxBa KOHIJeNIMja 3aMHIIMEHA je OA TOYETKA, aAK cBe A0 1982. ropnHe oHa Huje 036MMmHMje
peasusoBana. Haume, auct IToauiliuka je Hakon mpsor MYC-a M3BeCTHO Aa ce IAAHMpA penpusa
{ecTHBAACKMX KOHIlepaTa 1o MHOrUM rpapouma Cpbuje (Beceannosuh 1976b), aan ce y Ussemrajy
VKC-anaBopu kaxo je Aeaumuuty penpusy’ MYC poxuseo jeanno na Hosom Beorpaay ny Cmepepesy
(Anon. 1977). HMeja o opranusanuju kosnepara MYC-a Huje 3axuBeAa HU HeKOAMKO TOAUHA KaCHIje,
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O oBuMm, koHNENmUjckuM HckopademnMa MYC-a moverkom 80-ux mucasa je u
TaAalllba IITAMIIA, KOja je 3abeaexnaa Aa cy ,|[y]HakpcHo porahame mpupeabu y
IPaAOBHMA Y YHYTPAIIKOCTH Uy beorpaay, kao u ycIielHa capapma ¢ IOKPajuHCKUM
yApyxemnma Kocosa m Bojsopmne HarosecTwanm [..] jeAHY HOBY ApyKuujy
dusnonomujy ose mysuuke manudecranyje” (ITemuh 1983a, 7). Pesyarar HoBe
KOHIjemIuje 01O je Taj Aa je, Ha mpumep, 1982. roaure, y3 ocam konrepara MYC-a
y Beorpaay, oapxano u peBer koHLepara y rpaposuma yxe Cpb6uje (ITosxapesar,
Hum, Yasax, Turoso Ysuue, Kparyjesan) u menux noxpajuna (IIpumruma,
Hosu Caj, 3pe}baHnH) (H[emnh] 1983b). TaxBa KOHIIEpTHA AelLleHTPaAH3aIHja
ecruBara KyamuHHpasa je 1984. roaune, xapa je MYC ymao y, pexan 6ucmo,
excriepuMeHTaAHy $pasy. Haume, nporpam MYC-a je, moa HacaoBoM Muzika u Srbiji:
ciklus koncerata, npupehuBan TokoM YnTaBe KOHIlEpPTHE ce30He y Beorpaay u Apyrum
rpapoBuMa,’ ynMe je 0Baj porabaj U3ry61o KOHBEHIOHAAQH GEeCTHBAACKH OKBHD Y
Tpajamy OA HEKOAUKO AAQHA.

IIpeo6AnkoBaH 3 Texme ,[..] za zivljim prisustvom domadeg stvaralastva
u koncertnoj praksi, ne samo u okvirima jedne vremenski ograni¢ene smotre”
(Petrovi¢ 1984, 3), HoBu koHuenT pecTuBasa noppxao je CH3 xyarype Beorpaaa,
KOjH je cpeacTBa 3a opranusanujy MYC-a 1984/85. mosehao ca sorapamsix 70.000
Ha 270.000 aunapa (Ibid.). Maxo ce ncrippa unnmAO A2 je peaausaruja MYC-a Tokom
Tpajama KOHIIEPTHE Ce30He pelrAa GpHHAHCHjCKY HeM3BeCHOCT dpecTuBasa, 6yayhu
Ad je y okBHpe (peCcTUBAACKOT IIPOrpaMa yAA3HO BEAUKHU Opoj i MHade mpeABul)eHHx
xonrepara, YKC seh kpajem 1986. mume pery6amakom CH3-y kyaType moBoaoM
BEAMKHX (UHAHCHjCKUX IOTelkoha (Bupak 1986). Kao mto cmo Beh mcTakay,
MYC ce opraHu3oBao IpeKko CaMOYIPABHUX MHTePEeCHUX 3ajeAHHIIa, IlyTeM KOjUX
j€, YMECTO AOTaAAIIEET APXKABHOTL, TPe6AAO YCIIOCTABUTH HE3aBHUCHH MaPaAPXKABHU
MOA€A YTIpaBAalha PasBojeM APYIITBEHHX AAATHOCTH, Ma Tako U kyarype (Byxuh
2010). Byayhu aa cy ce xonnepru MYC-a oapxasaau u y Beorpaay u y ocrarky
Cpbuje, opranmsaTopu ¢ecTuBara (UHAHCHJCKY Cy IOAPIIKY IOTPAKHBAAM
He camo op Georpaackor, Beh um op pemy6amuxor, Te moxpajunckux CI3-osa
KyAType. MelhyTumM, pesyaTaT Cy IIOKa3HBaAU AQ je OAAYUMBaEe O IPHOPUTETHMA
KYATYPHOT Pa3Boja, yIpKOC Hausraep Aeeraruzosanum CLI3-oBuma, u pame 6uao
CTPOrO LIEHTPAAH30BAHO M PYKOBODEHO TPXKHIIHUM HPOPUTOM. Y IIOjeAHHHM
ropnHama momoh 6eorpaackor CH3-a 4ak je y MOTIYHOCTH H30CTajaAa, Ia Cy
OpraHusaTopu QecTuBara C aHCAMOAMIMA CKAAQIIAAH YTOBOpe KOju CY, y3 maaheHu
xoHOpap 3a koHuepre MYC-a o Cp6uju (punancupanux us perybanaxor CH3-a),
noppasymeBaau obasesy u3Bohaua Aa mpupeae 1 konrept y Beorpaay (Kambaskovi¢
1982). O pacryhum npo6aemuma opranusanyuje MYC-a 1 HeAOBOAHO] TOAPIIIIH
Cl3-0Ba m3BeITaBaAd je M XPOHHMKA OEOrPAACKOT MY3HYKOI KHBOTA, KOja je,
cpeanoM 80-ux, uamel)y ocrasor, 3abesexxnaa:

0 deMy IIOHOBO casHajemo u3 IToauniuke: ,Op rpapoBa y Cpbuju oueknBaro ce pa obesbepe care u
cA. Ha TaxaB, nucMeHu mpeaaor, paszacaar us YApyxerma KommosuTopa Cpbuje HHje CTHrao HHjeAaH
OATOBOD, HH U3 jEAHOT TPapa” (K[yATypHa} p[eAaKquaJ 1980, 15).

9 Tlpema HaBOoAMMA My3uKoAouKue Meaure Baarojesuh (AaHac MMAMH), op okrobpa 1984. po
debpyapa 198S. oppkaHO je ABapeceT KOHIIEPaTa, AOK Ce A0 Kpaja ce30He IMAAHUPAAO jOII YeTPHAECT
(Blagojevi¢ 1985).
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IIro ce ¢uHancupawa tiye Mysuka y CpOuju’ AeAU CYAOUMHY OCTaAMX HAIIUX
dectuBanra. Yapyxemwe kommosuropa CpOuje, OpraHM3aTrop OBe CMOTpe, O
Penrybanuke 3ajeparune xyarype u CH3-a xyarype Beorpapa ao6mja HameHcka
CpeACTBa [...] Koja HH M3paA€Ka HUCY AOBOMHA 32 jeAQH OBakaB (pecTHBAA KOjUu UM
HaMepy A NPUKaXKe CaBpeMeHH TPeHyTak Haier Mysuykor xxusora (Ormaxosnh
1986, 10).

Ounraepso pa je oasujame MYC-a TOKOM uMTaBe KOHIIEPTHE Ce30HE
IpeACTaBA~aAO0 peamburmosan moayxsar YKC-a, ysumajyhu y 063up dnmeHHITy Ad
Cy pecTUBAACKM KOHIIEPTH Y YHYTPAIIbOCTH NPHYMIHbABAAK BEAHKH H3ATaK (360r
AHEBHHIIR, My THUX TPOIIKOBA, IIPeBO3a MHCTPyMeHaTa uTA). Tako je, y jeAHOM op
soxymenara YKC-a u3 1987, y xoMe cy amocTpodupaHa MHHHMAAHA CPEACTBA
Aobujena sa oprarusanujy MYC-a, saksydeno pa 6uy 6yayhuocru ,[...] bez odgo-
varaju¢e pomo¢i bilo dovedeno u pitanje odrzavanje ove muzicke manifestacije,
jedine koja popularise i predstavlja javnosti isklju¢ivo dela domac¢ih autora” (Anon.
1987a, 1). Kaxko je momoh perry6amaxor CH3-a nsocraaa, man YKC-a aa 'y 1987.
roauu ,[...] ciklus Muzika u Srbiji traje do maja meseca, do kada je planirano da
se odrzi 10 koncerata u Srbiji” (Ibid.), auje 6mo ocTBapus. Aok ce y Yapyxkemy
PAacIIpaBo>aAO O €BEHTYAAHOM IpellyInTamy opranusanuje MYC-a , Jyrokonnepry”
— JyrocAOBeHCKOj KOHLIEPTHOj areHUHMju 3a My3WHKO-CIeHCKy aAeaarHoct (Mil-
jkovi¢ 1988), Ha mocaeauIle OPraHM3ALMOHMX IIPOMEHA YKA3HBaAA je M My3HdKa
KPUTHKA, THMe Aa ,[..] caM HasuB QecTuBara BUIE He OATOBapa CappXKajy
IporpaMa KOHIIePATa, jep HHUTH HMa HjeAHOI BaHOEOIPAACKOT KOMIIO3HTOPA
uutu ce poraha mrae Ban Beorpapa” (Paposuh 1989, 9). CeecHo o36usHOCTH
curyanuje, pykoBopcTBo YKC-a mogeTkom 90-uX 06paTHAO Ce IPAACKMM BAACTHMA,
HaraamaBajyhu aa 6u rameme MYC-a mpeACTaBAAAO ATAK HA MY3HUKY KyATYPY
namte cpepune (Muxajaosuh 1990, 1).

Axo cy pecruBasu porahaju op KOjUX ce OdeKyje A3, Y3 CTHMYAHCambe pasBoja
yMeTHOCTH y oapehjeHOj cpeanHH, moAcTHYy u pasBoj aokasHe exoHomuje (Kla-
ic 2014), ounraepHo Aa je moanTmukuM eamtama y CpOuju OBaj ApPyTH acrexT
IPEACTaBASA0 OAAYYYjyhu (akTop y mpoleHM 3Hauaja KyATypHe MaHHecTaluje
kakas je 6uo MYC. Crora, oBaj pecTuBaa ce, 360r Aome PUHAHCHjCKE CHTYaIHje,
Beh 1987. roaune 'BpaTHO’ TPAAHIJMOHAAHO] GECTHBAACKO] KOHIEIHH Y TPAjarby
OA HEKOAMKO AQHA, a TIOTIIYHO je obycTaBseHa u capapma YKC-a ¢ moxpajuHcKuM
YapyxemuMa KOMIIO3HTOpPA, INTO je PEe3yATHPAAO IOHOBHOM KOHII@HTDALjOM
Behune pecruBasckux koHrepara y Beorpaay.'” Ha To je cBakaxo yTuijasa u pacryha
mehyernmuka kpusa y CAIT Kocoso, koja je, moce6HO op Apyre mososune 80-ux,
IIOCTaAd €BUACHTHA M y KyATYypHOj cdepy, a 1989. ropune poBesa A0 MOTITYHOT
IpeKHAd KyATYpHe, HayuHe 1 NpocBeTHe capapmwe usMehy Beorpasa u Ipumrune

10 Mapa ce y jeanom pomucy YKC-a pemy6amakom CH3-y KyaType roBOpH O 3ajeAHHYKHM
KOHI]ePTHMA TPHjy KOMIIO3UTOPCKUX yApykemba (1987/88), y sBaHNYHIM IporpamMuma GecTHBaAa THX
xoHrepara Hema (Muxajaosuh 1988).
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(Imami 2017)." Vlako Mysuka y Cpbuju Huje ycrieaa A2 U3pacTe y MaHHQECTALU]Y
KOja 61 QyHKIMOHHMCAaAA KAO CPEACTBO 3a CTBApamhe HOBUX APYUITBEHHX Be3a H
H3Aedere APYIITBEHHX paHa, Kako ¢pectuase Bupu Pesp A Apcuje (Faivre d’Ar-
cier 2014), MYC je Toxom cBoje kpusHe paze (1987-1991) p06m0 moTIyHO HOBY
usnonomujy, mpopuammyhu ce kao PpecTrBaA C jacHUM TeMaTcKuM oppehemem, o
demy he BuIe peun OUTH y AaseM TOKY CTYAHjE.

HakoH KOHTHHYHMpaHOT OApXKaBama y IepHoAy oA 1976. po 1989. ropune,
nocaepasn MYC je mpupelen ca roauHoM paHa 3axammera, Maja 1991, mro je
AOAATHO YKa3MBAAO HA IIPOOAEMe AyTOPOYHOT [IAAHHUPAha AKTUBHOCTH Y YAPYKeIby
xomnosutopa Cpbuje.'> AuBepcuukanuja UHAHCHjCKUX pecypca U 3HAYajHUje
¢okycupare Ha MApKeTHHIIKe aKTUBHOCTH, ka0 Moryhe crpareruje mpeBasiaaxerma
HETIOBOASHOT EKOHOMCKOT TPeHyTKa y pecTuBasckoM MeHayMenTy ( Jankovié 2006),
HIIAK CY, y IOAUTHYKUM KOHCTeAALIMjaMa Pacliaa COLHjaAUCTHYKe JyrocaaBuje, Omae
IpeBEANKH M3a30B 32 pyKOBOACTBO Mysuke y Cpbuju.

PEIMEPTOAPCKU OKBUPU OECTUBAAA MY3UKA Y CPBUJU

Bohenn npejom npuxasusama passoja ,|...] srpske solisticke i kamerne muzike
od njenih pocetaka do ostvarenja mlade generacije nasih savremenih kompozitora
[...]” ([Veselinovi¢] 1976a, 1), decTnBascKu OpraHM3aTOpH Cy Ha IIPOTPaMy IPBOT
MYC-a ‘oxymuan’ TpHAECETaK My3HUKHMX CTBAPAAAIIA, POl)eHNX y PacIoHy roToBO
jeaHor Beka — 0a Jocudpa Mapunxosuha (1851-1931) po Pajka Makcumosuha (p.
1935). Tako je, c jeAHE CTpaHe, porpam $pecTHBasa 06YXBaTA0 COAO TeCMe CPIICKHIX
poMaHTHYapa (MapI/IHKOBI/Ih, Moxpamar, Bunuuku) u ayTopa IOTOWUX IeHepariyja
(Komoswuh, Xpucruh, Byuxosuh), Aok cy, ¢ Apyre cTpaHe, My6AMLM IPeACTaBbEHA
MCTaKHyTa OCTBapema caBpeMeHe KamepHe auteparype (Crosubjersa Enpuxa
Jocuda, Caucax Aymana Papuha, Stringent 3a 1S Tyaasa Baapana Paposanosuha,
Muxpoconaitie 6p. 1 Anexcanapa Obpasosuha, Ausepiniumeninio Ilerpa Osrujama,
Iapiuuina xonvepiianiie 3a BUOAMHY W TyAade Pajka Makcumosuha), xoja cy
pedaekToBaAra 6OraTcTBO CTHACKMX U KOMIIO3HLMOHO-TEXHUYKHX TEHACHIUja
cpricke mocaepatHe mysuke. Ocaamajyhu ce Ha penepToapcKy IOAUTHKY IIPBOT
MYC-a, ka0 HCTOPHjCKO-My3UIKOT IIpeceka, KPUTHKA je TOCeOHO HCTAKAA CEASKIIH)Y
KAAQBHPCKHX OCTBaperha, 0 YeMy je y yacomucy Zvuk 3abeexeHo:

11 Ha npobaeme y opocuma Perry6amukor yapyskema ¢ IToxpajunckum (y oBoM cayuajy YKB) Ha
oppeben HaunH cBepOuH jepan 3amuc ca ceprnne YKB-a us 1988. roaune: ,S obzirom da UK Srbije nije
prihvatilo angazovanje Tamburaskog orkestra Radio N. Sada za izvodenje dela ¢lanova UK Srbije na
zajedni¢kim koncertima u okviru Festivala’Muzika u Srbiji’ zaklju¢eno je da se ne angazuje orkestar ni
za izvodenje vojvodanskih autora zbog kratke minutaze do 30” (Deze 1988, 1).

12 TIaanom papa YKC-a 3a 1992. ropuny 6uaa je mpepsubena opraHusanyja et KOHIIepaTa y OKBUPY
decrmsara Mysuka y Cpbuju (Mihajlovi¢ 1991), mebyruwm, oBaj maan Huje peasmsosan. Pasaor je
BEpOBATHO IpeopujeHTanuja 1 Gpokycupame yaanosa YKC-a Ha mokperame Mehynapoaue Tpubume
KOMITO3UTOpa, MaHHeCTaIje CaBpeMeHe My3HKe, OCHOBaHe 1992. ropuHe.
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[AJko je ovaj festival nameravao da nam pruzi i sliku razvoja i kvaliteta pojedinih
zanrova, onda je slika klavirske literature svakako bila najbolja i najpotpunija: ¢uli
smo Sonatinu Predraga MiloSevica, Sedam balkanskih igara Marka Tajéeviéa, Ritmicke
grimase Miloja Milogevi¢a [Milojeviéa — prim. M. M.], Pet improvizacija Milutina Ra-
denkovica, Tri psalma Enrika Josifa i Odjeke Vasilija Mokranjca (Nikolajevi¢ 1976,
106).

M3zBemraBajyhu aduUpMAaTHBHO O COAMCTHYKOM U KaMEPHOM CTBAPAAAIITBY
cprckux ayTopa ¢ MYC-a 1976, kpuruka je HaroBecTuaa Aa he y 6yayhnocru oBaj
decTnBaA MMATH BEANKH 3Ha4aj , [ ... ] tim pre $to postoji jos niz podruéja — horsko pre
svega — dela i stvaralaca koji treba da dobiju mesto u njegovom programu” (Ibid.).
Ympaso je koHIepTOM AKaAeMCKOT KaMepHOT xopa ,Koaerujym Mysukym” ormoseo
MYC 1977, xoju ce, y OAHOCY Ha COAMCTHYKO-KAMEPHU OKBHP IPBOT $eCTHBAAA,
>KAaHPOBCKH IPONIMPHUO HA XOPCKY, aAl M HAa OPKeCTapCKy M CIJeHCKYy MY3HKY,
yKayayjyhu v jeaan KoHIIEPT KOju Cy mpupeAuAn je3 Mysudapu. Op Tapa, ma cpe
Ao cpeamne 80-ux, pereproapcka nmoauTnka MYC-a, 3acHOBaHa Ha IIpe3eHTaIUjH
HAjpa3sAMYUTHUJUX CTUACKMX M KOMIIO3MIIMOHO-TEXHUYKHUX TEHACHIUja y AOMahOj
My3HLH, HEje peaBrbasa Gpoxycupame Ha oApel)eHr My3HdKu xKaHp.

Ao cpeaure 80-ux cripoBoljeHa je M pemepToapcKa CTpATerHja IPeACTABAAbA
CaBpeMeHOI CTBAPAAALITBA y KOMOMHALH C OIlyCHMa K3 My3H4Ke IIPOLIAOCTIL
Hexe o0a Kxaacumka cprcke Mysuke MelypaTHor mepuoaa, Koje je mybanka MYC-a
MOTAQ Aa 9yje, jecy rypauku kBapreTn Jocuma Caaserckor, Couaiiuna Ilpeppara
Munomesuha, Aysauku xeunitieri /oybune Mapuh, aAM M OAAOMIM H3 CPIICKe
omepcke Auteparype tora aoba. Mcropujckoj aumensuju MYC-a cBojeBpeMeHO
je AOIIpHHeO U 3alaxkeH pecuras nujanucre Aymana Tp6ojeBuha moa HacaoBOM
Anitioroiuja krasupcxe mysuxe y Cpbuju (MYC 1981), y oksupy Kojer je mybaurm
IIPeACTaBAEH Pa3sBOJHU ITYT CPIICKe KAABHPCKe Mysuke, oA BpemeHa Kopreawja
Cranxosuha u Pobepra Toansrepa A0 Baactumupa Tpajkosuha u MBana Jepruha.
Ocum Tora, moceban KypuosureT 0BOM (eCTHBAAY IPHIHIABAAO je U U3BODeme
HEKHX TOTOBO 3a00paBAEHHX OCTBapema M3 CPIICKe My3HdKe HUCTOPHje, Kao ILITO
cy, Ha ipumep, ryaauke @Oyie Cresana Moxpamua (MYC 1983) man kommosunuje
Jocuga laesunrepa (MYC 1984/8S).

C Apyre cTpaHe, YKOAUKO Ce OAHOC CAAAIIEbOCTH M IIPOIIAOCTH Ha IPOrpaMuMa
MYC-a caraepa KBAaHTHTaTHBHO, MOXKe Ce IIPUMETHTH Ad ce OBaj pecTmBaA Beh op
CBOT APYTOT H3AAba 3HAYajHUje POKYCHPAO Ha CaBpeMeHY MY3HKY, OApaxaBajyhu
HEOKAACHYHA M ABAHTAPAHA, a OHAQ M IIOCTMOAEPHHCTHYKA HacTojama AoMahux
ayropa. Tako cy, mpumepa paau, usyseB MoxkpamueBe Auiliypiuje, ocTBapema
Kpcruha u CrojanoBuha, Te xopckux xommosunuja Komosuha, Muaojesuha u
Tajuesuha, cBa ocrasa oeaa c MYC-a 1977 (xojux je 61a0 mpeko meaeceT) MpUIaAaAa
IOCAEPATHUM OIyCHMa CPIICKUX KOMITO3UTOPa (HeKa op iux Cy Yedispitia cumponuja
Bacmanja Moxpamua, Konyepinianiina mysuxa Jocuma Kaaunha, Exaoia Ayamuse
Opajr, Yemupu noxiiypra Baacrumupa Tpajrosuha, 3a Hpeny Vane Credanosuh,
I'ygauxu xeapineis bepucaasa ITonosuha, kao u npemujepHo usepenn Huilieipaiu
Buromupa Tpudynosuha, Topso Pacrucaasa Kambackosuha, Aamenitioso Muaana
Muxajaosuha). Takohe, roaune 1978, xonuepr Memosutor xopa PTB Beorpaa,
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KOHIJUIIMPAH KA0 CBOjeBPCHA XPOHOAOTHja CPIICKE XOPCKe MY3HKe, OHO je jeAnHH
Aorabaj e Bpcre y ckaomy Tpeher MYC-a. Ha Apyrum KoHIlepTHMa, KA0, YOCTAAOM,
u Ha Behem aeay mporpama ¢ MYC-a 1979, npeacTaBseHO je caBpeMeHO MY3HYKO
CTBApAAAIITBO ayTopa cpeatbe u Maahe reHepanuje, momyr /pybume Mapuh,
Cranojaa Pajuunha, Hukoae Xeprurome, Enpuxka Jocuda, Asekcanapa Obpasosuha,
KoncranTuna Babuha, ITerpa Osrujara, Mupjane JKuskosuh, Pajka Makcumosuha,
Cpbana Xo¢mana, Baacrumupa Tpajkosuha, Isane Credanosuh, 3opana Epuha,
JKapxa Mupxosuha, Muaosana Quannosnha, Bepe Munankosuh, Jyrocaasa
Bommaxa, Aparosy6a Mauha.

Opranusanyja cTyaeHTCKUX KoHLepata (ormoyera Ha MYC-y 1977) Ttakobe je
AOTIPHHOCHAA CBE U3PAXKajHHjoj IporpamMckoj opujeHTanuju MYC-a xa caBpeMeHoj,
OAHOCHO HOBHjOj Mysunu. Hajmaahu xommosuropcku Hapamraju Beh cy mpsom
I10jaBOM Ha OBOM ()eCTHBAAY MCITYHUAHU CTyIIle My3HdKe KPHTHKe, I1a Ce, IpUMepa
PaAH, MOTAO IIPOYMTATH KakKo je ,[pJosebno obelezje drugog MUS-a predstavlja-
lo [...] uklju¢ivanje najmlade generacije srpskih kompozitora (Ivan Jevti¢, Milan
Mihajlovi¢, Vlastimir Trajkovi¢, Ivana Stefanovi¢), koja nas je svojim zrelim, za-
okruzenim, nadahnutim ostvarenjima, svojim talentom, uverila u $iroke mogu¢nosti
daljeg razvoja domace muzike” (Trigi¢ 1977, 72). IlpoMoBucamem cTBapasaInTBa
Heapupmucanux ayropa, MYC je, y HepocTaTKy MaHHeCTaIMja KakBe IO3HajeMo
panac (unp. Konepru Maapux ayropa — KOMA), 610 u3yseTHO BaxkHa IAaTGopMa
3a adupManmjy CTyAeHaTa Kommosuruje, kao Oyayhux xpearopa mysuuxo-
CTBAPAAAIKKX 30HBAHA Y 3€MMbU.

ITopea cryaeHaTa M, HapaBHO, YAAHOBAa YApyXema Kommosuropa Cpowuje,
OKOCHHIly CaBpeMEHOr CTBapaAallTBa Ha peneproapy MYC-a umHMAZ cy H
ocTBapema MokpajuHckux komnosuropa, ud CAIT Kocosa u CAIT Bojsopune. Ta
capapma je oTIoYera yKayduBamweM Apymrrsa kommnosuropa Kocosay MYC 1977,
a HaCTaBieHa je Kpo3 yuemhe Yapysxemna koMmmnosuropa Bojsoaune 1978. 1 1982, aa
Ou HajUHTeH3UBHUje O1AA PeaAn3OBaHa y IIepHoAy oA 1983. a0 1986. roaune, Kapa
Cy 00a IOKpajUHCKA YAPYXKeHba 3ajeAHO AOIPHHOCHAA IPOrPAMCKOM MOAEAOBAISY
¢pecruBara Mysuka y Cpbuju. Mnade, peneproapcku oxsup MYC-a, TeMemeH Ha
CTBApPAAAIITBY KOMIIO3UTOpa u3 IeHTpasHe CpOuje M meHUX MOKpajuHa, Beh je
0 3aBpIIETKY IIPBOr pecTHBaAa aHTHIMINpPAo KommosuTop Koncranrun Babuh,
Kapa je y AHeBHOM AuCTy Iloaustiuka, usmelyy ocrasor, koncrarosao: ,[Y] us6opy
KOMIIO3HIKja HIIAO ce mpemmnpoxo. Cam HacaoB $pecruBasa, ‘Mysuka y Cpouju, To
AOIIYILTA, AAM OHAQ OH Ce MOTAQ OOYXBATUTH M My3HKa KOMIIO3UTOPA U3 IIOKpajHHa”
(Babuh 1976, 18).

Tako ce, Ka0 IITO CMO HAIIOMEHYAHW, IpeMujepHO ydemhe IOKPAjHHCKUX,
OAHOCHO KOCOBCKHX KOMIIO3UTOpa, opMrpaso y oksupy MVYC-a 1977, xapa je
npupel)eH KOHIIEPT COAMCTHYKHX U KaMepHHX Aeaa Mapka Kaunnapuja, Burhenna
Bunuja, Oaxpuja behupnja, Axuaa Korwja, Ecara Pussanoanja, 3ehupje Baaarte,
Paypa Aomuja, Papera Pyanja u Bamxuma Illexya. Mcruuyhu aa xommosunuje
CaBpeMeHHMX KOCOBCKHX ayTOpa ,yKadyjy Ha pa3BOj ayTOXTOHE My3HMYKe KYAType

13 Hcre ropuse 6uo je maanupan u konuept HoBocapckor KaMepHOT OpKecTpa ca AeAHMa YAAHOBA
YKB-a, aAr je BUXOB HACTYTI 6MO OTKA3aH.
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Kocosa”, xpurmyapka Msana Tpummh je xao mocebHO 3amakeHa OCTBapema C
¢decTrBasa m3pBojura Kommjes Qenomenarnu krapuneiti, Hunujese Bapujayuje 3a
xrasup u Pyaujese Meguimiayuje 3a ¢aayiny (Trisi¢ 1977, 72). Taxobe, rosopehu o
»yCIIOHY cTBapaAamTsa Ha KocoBy”, kputmyap i kommosuTop Muaytus Paperkosuh
je IOABYKao Aa Cy A€Aa KOCOBCKHX ayTOPa ,[...] y IMPOKOM CTHACKOM AHjaria3soHy
IOYeB Op POMAHTH3MA WIYMAHOBCKOI THMA [..] AO ABaHIAPAHO OOeAeKEHHX
TeHAEHIMja, HEPeTKO $POAKAOPHO obojeHa |...] cBepoumaa [..] o osbumHOCTH ca
KOjoM ce Mysuwu npucTymna y Kyarypu Kocosa” (Papenxosuh 1977, 13). Iosurushe
peaxknMje KpUTHKE H3a3BaA0 je M INPEeMHjepHO IPEACTaBbAe CTBAPAAAINTBA
JAQHOBA YAPYKema KomiosuTopa Bojsopune, y oxsupy MYC-a 1978. ropune. O
HacTyrry HoBocaackor kamepHOT opkecTpa, KOjuM je Aupurosao Muoppar Janocky,
y daconucy Zvuk 6uao je sabeaexeno: ,[I]mali smo prilike da ¢ujemo duhovito
‘sro¢enu’” kompoziciju Serenada bucolica I[vana] Kovada, zatim ciklus N[ikole] Pe-
tina Covek i brijeg sa solistom Dusanom Popovi¢em, Refleksije br. 6 E[rnea] Kiralja i
znala¢ki napisan Koncert za klarinet i kamerni orkestar R[udolfa] Brucija, u nadahnu-
toj interpretaciji Mihaila Kelblija” (Veselinovi¢ 1978, 75).

Tpeba HarAacUTH AQ Cy OIyCH IIOKPQjHHCKMX KOMIIO3UTOPA HA KOHIIEPTHMA
MYC-a uckmydnBo 6uAM Be3aHHM 3a HOBHje AaryMe. To je, pasyme ce, Oumaa
IOCAEAMIIA APYIITBEHO HCTOPHjCKMX OKOAHOCTH pasBoja (MysWuke) KyAType,
npBeHcTBeHO Ha KOCOBY, IAe je TeK y IOCAepaTHOM MEPUOAY AOLIAO AO CTACABAEHA
Aomahux KoMnosuTopcKkux cHara (IpBa My3HuKa IIKOAQ Y TOj IIOKPAjUHI OCHUBA Ce
y Ilpuspeny 1948, a Mysuuku opcek Ha YMeTHHYKOj akapeMmuju y Ilpumruay Tex
1975. ropune). VHade, y3 HacTyme KOCOBCKHMX U BOjBohaHCKMX M3BOhada, koju cy
my6anu MYC-a mpeaCTaBs»aAd CTBAPAAAIITBO ayTopa U3 CBOjUX cpeAuHa (HIIp.
Hosocapcku xamepru opkectap /MYC 1978/, Memosuru xop PTB Ilpmmrune
/MYC 1983/, 6pojHM HPUIITHHCKE COAUCTH Yy OKBHUPY KOHILepTa Beue coro
iiecama ayinopa ca Kocosa /MYC 1984/85/) y nepuoay oa 1983. Ao 1986. ropune
CTBAPAAAIITBO MTOKPAJUHCKUX KOMIIO3UTOPA OHAO je MPEACTaBAEHO U Ha TAKO3BAHUM
3ajeannykuM KoHnepTuMa YKC-a, YKB-a u AKK-a, koju cy moce6Ho nmpuBAaunau
naxiy mybauxe (Bupaetu Ilpuaor B). CBy mOMeHYTy penepToapcKy XeTeporeHoCT
ecruBara Mysuka y CpOuju, a HCTOBpeMeHO 1 GOTATCTBO TEHAEHIIHja y CPIICKO]
My3HLH, MOXAQ je Hajoose cymupasa Kpurudapka Bparka Paposuh, koja je moBopoM
MYVYC-a 1986. ropune (naxon uera he oBaj ¢pecrusaa yhu y mormyno Hosy dasy), 3a
gacoruc Pro musica KOHCTaTOBaAA:

O6yxBarajyhu pacrion op BeAukaHa cprcke Mysuke — Jocudpa Mapuukosuha u
CreBana Xpucruha, A0 xoHuepara crysenara OMY, op ‘KaacHYHHX OCTBapema
AoajeHa cpricke mysuke B. Moxpamwia, M. Pucrtuha, B. Byukosuha, E. Jocuga, a0
‘Apyre HoBe Mysuke MuHHMaAucTa Ilacxya, Tomwuha, IlIujanera, Casuha, MYC je
HCITyHHO CBOje OCHHBAuKe pasaore nocrojama (Pasosuh 1987, 20).

Beh napeane roamne MYC yaasu y saspmHO paspobme (1987-1991), xoje
KapakTepuIle BUAHO APYKYHja PermepTOapCcKa CAMKA y OAHOCY Ha IIPeTXOAHH,
AenteHnjcku mepuop decrusasa. Haume, MYC je, op Mysmukor ¢pecTuBasa Koju
je KaKo KBAAMTATUBHO TAKO M KBAHTHTATHBHO TEXHO AA IIPHKaXKe CBe HOraTcTBo
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>KaHPOBCKHUX, CTHACKHMX Y KOMITO3UIL]MOHO-TEXHUYKIX TEHACHIIUja Y CPIICKOj MY3HUIH,
[IpepacTao y TeMaTCKU AudepeHnupaHy MaHU(eCTALH)Y OKPEHYTY TOCeOHOM XKaHPY
U IPEeBACXOAHO caBpeMeHOj Mysunu.'* HapaBHO, M paHHjuX rOAMHA je Iporpam
MYC-a ykay4HMBaO TeMaTCKu OGAMKOBaHe KOHIepTe (HIp. KAQBUPCKH PECHTAAH,
KOHIIepTH KaMepHe My3uKe, KoHLepT Musica nocturna, Beue conara, Beue mysuxke 3a
4eM6aA0), HO, 0p 1987. roanHe pernepToap oBOr GpecTuBaAa y LIeANHH je MOACAOBAH
mpeMa opabpaHoj TeMmarunu. Aa je pereproapcka CeAeKIjuja CBakor ¢ecTHBaAd
HEMHMHOBHO BoheHa MHTepecuMa, aQUHUTeTHMA U MHTYHUIIHjaMa CeAeKTOpa (Klaic
20 14), HOTBpAHhe U TEMATCKA U3Aaba YeTHPH mocaeprba MYC-a.

Decitiusar mysuxe 3a KAABUjAILYpHe UHCIIPYMeHiTie, KAKO je CTajaAo Y TIOAHACAOBY
MYC-a 1987, okymuo je HajeMuHeHTHUje AooMahe IjaHKCTe,  CEAeKTOP $peCTHBAAR,
KOMITO3UTOp 30paH Epyxh, HMHCIHpPALHjy je IPOHAIIA0 Y YUIEHUIM AQ Y CPIICKO]
MYS3HIU BAAAQ TIHjaHUCTHYKH 6yM), 0AHOCHO ,[0]bilje visoko vrednih umetnic¢kih os-
tvarenja za ovaj instrument, kao i po svemu izuzetna situacija u izvodackom segmen-
tu [...]” (Eri¢ 1987, 1). Hosy temarcky npoduancanoct MYC-a, unju je peneproap
00yXBaTao XPOHOAOIIKH PACIOH 0A omyca Jocuma CAaBEHCKOT A0 OCTBapema TaAd
HajMaahux cprickux ayTopa, ABaseceroropuuimse Harame Borojesuh, mosapasuaa je
Y My3HYKa KPUTHKA, KOja je TOM IIPHAMKOM 3a0eAe)KHAA:

Iupox mpecex KPo3 UCTOPHUjy KAABUjaTypPHOT 3ByKa XX Beka Ipykao je moryhxoct
AQ Ce CarAeAa He CaMo CBa PasHOBPCHOCT CTUACKHX OPHjeHTaluja, u3Bol)auxkux 3axTeBa
[...] Beh 1 pa ce ca BpeMeHcKe AMCTaHITE jOII jeAHOM POBEpPe KBAaAMTETH HCTOPHjCKH
3HAYAJHUX OCTBAPeRa, KA0 U AQ Ce HA CBETAOCT AAHA M3BYKy joll HemsBoleHa Aeaa
(Mepauh, IMemuh 1 Hukoaajesuh 1987, 11).

OBakBa mporpaMcka ITOAUTHKA HacTaBmeHa je m Ha MYC-y 1988. roaune.
Mysuxoromkuma Mupjana Beceannosuh, ceaexropka ¢pecTrBasa, ompepeansa ce
33 HCTOPHjCKH TIPeCeK CPIICKOT COAMCTHYKOT U KAMEPHOT CTBAPAAAIITBA OA KAACHKA
CaBpeMeHe My3HKe A0 HajHOBHjHUX OITyCa CPIICKHX KomrosuTopa. Conamia peauiuosa
32 BHOAMHY U opryse uuju je ayrop CaaBencku, Musomesuhesa Conamliuna 3a
kaaBup, Papuhes Ciucak, Jocudposa Crosubjersa 3a gpaayry, xapdy u kaasup, Cpebpru
3eyyu Ayamuae Opajt, Moxpamuesu Ogjeyu 3a kaasup, Epuhes Cartoon 3a 13 rypaua
uueMbano, s inimune iiojarse foybune Mapuh, camo cy Heka oa octBapema ca MYC-a
1988, koja paHAC YUCTHHY IPEACTaBAAjy KAACHYHY BPEAHOCT cpricke Mysuke 20.
croaeha. ITpupehen mop HasusoMm Acitexiniu uniniepiperiayuje, MYC 1988. opBujao
ce y 'papHOj aTMOcdepH), a ITO je, IIPeMa PedrMa CeAEKTOPKe, IOAPA3yMeBaAO Ad
TOjeAMHA AeAd OYAy M3BeAeHA IO HEeKOAMKO ITyTa O CTPAaHe PA3AHMYMTHX H3BODada.
OBaj ‘excriepuMeHT’ AOOHO je IpU3HAME My3HYKe KPUTHKE, THME LITO je II0Ka3ao
Aa cy oppebena peaa mpuBaauHa 3a usBol)aue pasHuX reHepanyja, KOju Cy, Kako je
KOHCTAaTOBAHO, | ...| TEKMAN OTKpUBaIby Pa3HOAUKHX M CKPHBEHHX CAOjEBa H ACTasa
[...]” (Hukoaajesuh 1988, 11).

14 Cawnuma xoHmenuuja 61Aa je jeAuHO crpoBepeHa Ha mpBoM MYC-y, koju je mpHKasao pasBoj
CPIICKE KaMepHe M COAUCTHYKE My3HKe.
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Iporpamcky oxocuuiy MYC-a 1989. Takobe je unmHMAa KaMepHa My3HKa, aAU
HCK&oydMBO 32 Typauke cacraBe. Y3 Hactyn Ksaprera ,Moxpaman’, usBohauxu
noreHnujaAn npermocaearer MYC-a  ocHaxeHum cy ydemheMm HCTaKHyTOT
Beorpapckor xamepHOr opkectpa ,Ayman CkoBpaH', MOA YIPaBOM BHOAHHKCTE
Anekcanppa Iarosuha, yjeano u ceaexropa dpectusana. [lpyxajyhu ,|...] priliku
izvodac¢ima da predstave publici kompozicije sa kojima su uspeli da ostvare najzivlji
umetni¢ki kontakt” (Anon. 1989, 1), IlaBroBuh je akueHar craBuo Ha omyce
cprnckux ayropa u3 70-ux u 80-ux ropuHa, AeKaae Koje Cy MapKHpaAe XpOHOAOIIKO-
pemnepToapcku okBUp U HapeaHor MYC-a.

Oap>xan rop, HasusoM Qeciniusar Mysuxa y Cpbuju 1990/91: Eaexiipoaxyciiuuka
mysuxa, mocaearn MYC je mmpeacTaBHO pasBoj eAeKTpOaKycTiuke Mysuke y Cpouju
(oa yremenema Enexrpomckor cryauja Papmo Beorpapa 1972), xoja je Taaa,
IpeMa pedrMa CeAeKTOpa, KommosuTopa Baapana Paposanosuha, pedaexroBasa
CBe OHO IITO Ce M MHaye Be3yje 32 Pa3AMYUTe KOMIO3UTOPCKE TEHACHIUje Y IIOsY
eaekrpoHckor Mepwja (Radovanovié 1991). Va3 ocTBapema NHOHHMpa CpIICKe
eaekTpoaxycruuke Mysuke (Ayammae Opajr u Jocunma Kaaunha), xoHkperne
My3HKe U YUCTe eAeKTPOHUKE, HajBUIIIe je OMAO AeAd Y KOMOMHAIIM]H eAeKTPOHHUKeE
C Pa3sAMYMTUM 3BYKOBHMMA, EMUTOBAHUM Ca TPake AU usBoheHMM yxuBo (ayTopa
Caobopana Aranankosuha, Cphama Xo¢pmana, Hsane Crepanosuh, 3opana
Epuha, Mupocaasa Casuha, Karapure Musxosuh, Bopuca Aecrora, Harame
Borojesuh). Mspemrasajyhu uuraone aa je va MYC-y 1991. ,[...] mpeacrasmena
IIMpPHHA [peceka HAIMHA PaAd Y AOMEHY eAeKTPOAKyCTHYKe My3UKe KOA Hac [..] u
noTBpl)eHa MOAYAAPHOCT HeHOT AMKA CA OHMM KOj! KapaKTepHIIIe CBETCKA 30HBamba y
osoMm xaupy” (JKwxuh 1991, 12), y aneBHOM Aucty Ilosuiliuka 0AQTO je NpU3HAE
3HAAQUKH OCMHIILSEHO]j KOHIemuju nocaepwer MYC-a, porabajy koju je mmao
U MCTOPHjCKM 3HAYaj, KA0 IpBa MAaHM(eCTalllja eAeKTPOAKYCTHUKe HPOAYKIfHje
CPIICKMX MY3UYKHX CTBapaAalia.

[IPATEBM CAAPXKAJU U AMCEMHUHAITMJA PECTUBAAA
My3uka y Cpuju

Y HepocTaTKy mpodecroHaAHOT MEHAIIMEHTA, a C IePMAHEHTHUM PHHAHCHjCKUM
noremkohama, pecrusaa Mysuka y Cpbuju Huje IMAO KalalUTeTe AQ UCIIPATH CBe
mapamMeTpe 'HAeaAHe OpPraHM3aIJMOHO-TIPOTPAMCKe CTPYKType ¢$ecTHBaAa, Koja
61 Tpeb6aro Aa 0OyXBaTH: rAQBHU (EeCTHBAACKM IPOTPaM; CIIOPEAHH (peCTHBAACKH
nporpam; KoH(epeHIHje 3a HOBMHApe, TPHOUHe, PasroBOpe; HAyYHO (CTPYdHO)
caBeTOBame; mparehu mporpam: usaox6e, mpoMonuje; mocebaH MPorpaM, caMmo 3a
yuecnuke — 6e3 mybanke (Dragicevi¢-Sesi¢ i Stojkovi¢ 2003). Mnak, opranusaropu
MYC-a HacTojaAM Cy Aa TAaBHY HpPOTPaMcKy (KOHLEpTHy) AMHHjy o6orare
PAa3AMMUTUM CaApIKajuUMa, KOjU Cy HEPeTKO MMAAM IPUIOAHH KapakTep. JeaHa op
TAaKBUX IIPaKCH, IOKpeHyTa Beh IpBe QecTHBaACKe TOAHHE, IIOApasyMeBaAa je
obeaesKaBatbe jybraeja CPIICKUX KOMIIO3UTOpa (ropuimbuie polerma, CMPTH U cA).

OpujenTrcan Ha COAMCTHYKY U KaMepHy Mysuky, npsu MYC je, 3ampaso,
M3AA3MO0 M3 CBOjHX KAHPOBCKHX okBupa. Hanmme, dpectuBasckuM mporpamom 61o
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je obyxsahen u xonnepr Memosuror xopa u Cumponujckor opkecrpa pooma JHA,
Ha KOMe Cy u3BeAeHe Jyiociosencka uaptuusancka paiicoguja Josana bBanaypa u
Yermupu barkancke uipe Jocuna CAaBeHCKOT, y 3HaKy 00eAeXaBarba ABAAECET TOAMHA
op Banpypose cmpru 1 ocampeceroropmmmsuie pohema Caasenckor. ITporpamu
OBOr (eCcTUBAAA M HAPEAHHX Cy TOAMHA OborahMBaHM KOHIIEPTHHM OMaXKMMa
HEKOAMIIMHH CPIICKHX KOMIIO3UTOpPA," aAM M KOHIJEPTHUM AelIaBABHMa Koja CY,
uckopadyjyhu us peneproapckor oksupa MYC-a kao ¢pecTrBara yMeTHIIKE My3HKe,
IpeACTaBs>aAa Heky Bpery mpareher mporpama. Hanme, ped je o KoHIepTHMA [1€3
TaKo3BaHe 3a0aBHe My3HKe, KOjU Cy ce yarpeAHo npupehusaau op 1977. a0 cpeaune
80-ux. ropuHa.'é Mako cy, mope 1e3 u 3a6aBHe My3uKe, y IPOIpaM OBOT $pecTUBAAA
MOjeAMHHMX TOAMHA YKAYYMBAHU U KOHIIEPTH A€YHje, AyXOBHE M TPAAMIIHOHAAHE
mysuke,'” MYC je y 0CHOBH 0CTa0 $peCTHBAA YMETHIHIKOT My3HYKOT CTBAPAAAIITBA.

Ynpxoc 6pojHIM pobAeMUMa AOTHCTUIKO-GHHAHCHjCKe IPUPOAE, EHTY3Hja3aM
Aa ce MYC oapxu Huje jemasao Mehy uaamosuma YKC-a, HM y pepoBHMa
KOMIIO3UTOPA, 2 HU My3HKOAOTa. [OAMHY AaHA HAaKOH IITO je y jeAHOM OA MHTEpBjya
My3HKOAOIIKHIba Mupjana Beceamnosuh mcrakaa kxako ce BpeaHoct MYC-a
OTAEAAAA Y 3ajEAHHIITBY KOMIIO3HUTOPCKE, M3BODauKe M My3HKOAOIIKE Kpearje,
npu gemy ,|...] je upravo ova poslednja zasluzna za fizionomiju programa Festiva-
la” (Veselinovi¢ 1978, 74), My3UKOAOIIKH AOIPUHOC MOCTAO je CBE BHAMUBUH Y
nporpamuma Mysuke y Cp6uju (1979). C jeane crpane, nporpamu MYC-a ouean cy
FOTOBO PEAOBHO AQ Ce YIIOTIyHaBajy KpahuM dpopMama My3HKOAOIIKHX H3AATamba, ¥
BHAY PasTOBOPA U AMCKYCHja O HOBUM U Harpal)eHHM KOMIIO3HIMjaMa AU pedepaTa
IIOBOAOM HEKOT 04 jybuaeja. C Apyre cTpaHe, y CKAOITY OBOT $peCTHBAAA Y HEKOAUKO
HaBpaTa OPraHU30BAHH Cy U IPONpATHH Aorahaju Koju cy 1mo obuMy u Kapakrepy
OArOBapaAM MpaBUM HAYYHHMM CKyIoBHMa. Tako je, y capaamu ¢ My3HKOAOIIKUM
uncruryroM CAHY, y oxsupy MYC-a 1979, npupehena Mysukosomxa Tpubusa
Ha K0joj Cy cBOje pedepare O pasAMYMTUM aCIeKTHMA CPICKe My3HYKe MCTOpHje
u Mysmukor crapasamrsa (op Kopueawja Cramkosnha ao /oybune Mapuh),
U3AOXKHMAM MCTaKHYTH CPICKHM MYy3HKOAO3HM Pa3AMYMTHX TreHepanuja: Ilerap
Bunryaan, Hapexxaa Mocycosa, Poxcanaa Ilejosuh, Aanuna ITerposuh, Mupjara
Beceaunosuh, Meanra Baarojesuh.

1S Hexu op mux cy: 100 ropnna op pohema u 20 ropmna op cmpru Ilerpa Kpcruha u Tlerpa
Crojanosuha (MYC 1977), 25 ropuna op cmptu Jocuma Caasenckor, 130 roausa op pobhema u S0
ropuHa op cMpru Jocuda Mapurkosuha (MYC 1981), 100 roansa o pohema Muaoja Musojesuha
(MYC 1984/85) u Cresana Xpuctuha (MYC 1986) uta.

16 Ha npsom nes kouuepry (MYC 1977) nacrymuo je 1les opxecrap PTB Beorpap (aupurent
Bojucaas Cumuh), xoju je nsseo xommnosuuuje caepehux ayropa: Bojucaas Cumuh, Po6epr Xay6ep,
Opama Jeny, 3sonumup Ckepa, Bopucaas Poxosuh, I'eopru Ammurponcki. Ocum momeHyTOr
OpKecTpa, Ha KOHI|ePTHMA [ie3 M 3a06aBHe My3HKe HACTYIAAM Cy M MAmbH CACTaBH, OA KOjUX Cy ce
usaBojuan xonueptu Cekcrera Mapxosuh Iyt (MYC 1982; 1984/85) u Manaor sa6asHor ancambaa
PTB Beorpaa (MYC 1983).

17 Hsasajamo xoHuepre Aeujer xopa PTB Beorpaa (MYC 1983; MYC 198S), yuemhe Cryaujckor
xopa Mysuxosomkor uncruryra CAHY (MYC 1984/8S) u KoHIepTe TpapHLHOHAAHe My3HKe
Ha KOjUMa Cy HACTyIHAe IeBauke rpyme us ceaa Ilapex xop Kpymesna (MYC 1984/85) u u3 ceaa
Cecaaar xop, Coxobame (MYC 1986).
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HapeaHuX roauHa, My3HKOAOLIKH CKyIIOBH y OkBUpy MYC-a 6uau cy mocsehenu
CPIICKMM MY3MYKMM cTBapaouuma, u To: Jocurmy Caasenckom (1980), Ilerpy
Komosuhy (1983) u Munaojy Muaojesuhy (1984/8S). Y3 mysuxoaore us Cpbuje,
Ha cKyrry o CAaBeHCKOM y4ecTBOBaAA je U 3arpebauka mysuxosomkuma Esa Cepak,
ayTOpKa AO AAHAC HajeMMHEHTHHje ABOTOMHe MoHOrpaduje o Mehumypckom
xomnosutopy. Kako je kputrka y ancry Pro musica 3abeaexuaa, oBa ,[M]ysukoaomxa
TpHOMHA OHAQ je BeOMa yCIleAd, a M3Y3eTHY IAXKIy MAAOOPOJHOT ayAUTOpHjyMa
MOOYAMAM Cy IOAALM O TeK HeAaBHO mpoHahenum pykommcnma Caaserckor”
(Paaosuh 1981, 8). Op HaBepeHUX, HajobuMHUjH je 6MO HaydHM cKyn nocsehen
KOMIIO3UTOPY ¥ IIPBOM AOKTOPY Mysukoaoruje y Cpbuju, Muaojy Muaojesuhy.
Taj ABOAHEBHH CHUMIIO3UjyM y OKBHPY MY3UYKOT $eCTHBAAQ, KOjU CY YAPYXKeHUM
cuarama opranuszoBaan YKC, Mysukosomxu uacruryr CAHY u QakyareT Mmysuuke
YMETHOCTH, OKYIIHO je 4aK meTHaect ydecHuka us Cpouje u Xpsarcke.'® TTocaepsu
My3HKOAOIIKH AonprHOC MY C-y 6eaesxu ce 1988. roplHe, Kapd je M yAOTa CEAGKTOPA
decTuBasa poopeseHa MysHuKoAomKHbE Mupjanu Beceannosuh. Tapa je, kao nmparehu
nporpam MYC-a 1988, xoju ce opBujao mop MoTOM Acilekitiu unitieplipeiiiayuje,
OPraHM30BAH OIICEXAH HAYYHHU CKYII y CKAAAY C TeMaTCKuUM oppehemem dpecTuBasa.

Kapa je peu o pncemunanumju u npomonuju Mysuke y Cpbuju, opraHusaropu cy
Beh mIpBe ropvHe CIIPOBeAM aKTHBHOCTH Y IjHAY APYLITBEHE IIPEIO3HATAUBOCTH
jeaHor TakBor KyarypHor aorabaja. O Tome cBepoun Mssemraj YKC-a, y Kojem
je, u3sMehy ocrasor, 3abesexxeHO KaKO Cy UAAHOBH YAPYXeHa TOKOM (ecTuBaAa
IPEAAHO PAAMAHM HA OCTBapHBAamy ITyHe aQuUpMaliyje M3BODEHHX AeAd, KaKo Kpos3
06jaBmHBabe YAAHAKA Y AHEBHO] LITAMIIM, TAKO M ITyTeM IOCTOBAMA ¥ PAAM)CKHM
emucujama (Anon. 1977, 17). V3 to, opranusaropu cy 6uau nocsehenn u uspasu
IPOMAaraHAHOT MaTepHjara, ma je ¢ecTmBascka Kmipkuia mpsor MYC-a, mopea
IporpamMa M pacrmopepa KOHIjepara, ofOyxBaraaa Ouorpaduje KOMIIOSHTOpA H
KOMeHTape o AeanMa ¢ pecruBasckor peneproapa (Peri¢i¢ 1976)."° To je moce6uo
0MAO 3HAYAJHO y CAydajy IpeMujepa, jep Cy KOMeHTapu u3 Kiwikuna MYC-a
KaTKaAQ [IPEACTAaBASAAM TIPBe IHCAaHe TparoBe o oppeheHnM ocTBapemiMa cpricke
MysHike AuTepaType. Mnak, ycnemHsocT nponaraipHe KOMIIOHEHTe OBOT ¢pecTHBaAA
OCIIMAMPAAAQ je U3 TOAMHE Y TOAMHY, CXOAHO UHAHCHjCKuUM pacrmosaramuma YKC-a.
Taxo je, 3a pasAuKy 0A, Ha IpuMep, TIpBa TP U3AAKHA GecTUBaA], Y peaAu3alluju
MYC-a 1980. n30cTao 1 HajeAeMeHTAPHUjU MEXaHH3aM aHUMHPakha jaBHOCTH, I1a Ce,
KaKoO je KPUTHKa IpeHeAa, ,[A]o npea cam nouerax decrusasa Huje [...] 3HAAO Kapa
OH Ta4yHO Mouube, rae he ce oppxasaTy, mTa je Ha perieproapy [...]” (Tpumuh 1980,
31).

Y3 Bunitiene YKC-a, y kojuMa Cy ce CyMapHO IPeHOCHAE CBE FOAUIIIbE aKTHBHOCTH
Yapyxema, Ia Tako M KpaTK{ M3BemTaju o opraHusanuju MYC-a, jaBHOCT je o
AelllaBa}Ma C OBOT $pecTHBaAA HHPOPMHCaHA TIOCPEACTBOM Pa3AUYHTE IITaMIle TOTa

18  Pesyatar oBor ckyma je 36opauk paposa Miloje Milojevi¢: kompozitor i muzikolog (yp. Haaexaa
Mocycosa u Apyru, 1986).

19 CaapskajeM 1 06MMOM, H3ABAjajy ce IIporpamcke Kibikure MYC-a U3 I10jeAHHX FOAHHA TOKOM
70-ux u noyerxom 80-ux (Peri¢i¢ 1976; Bebaep 1977; Baarojesuh 1978; Anon. 1981; Anon. 1982a;
Anon. 1983).
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Ao6a. O MYC-y ce HajpepOBHHU]je U3BEIITABAAO Y My3HIKOM AUCTY Pro musica, unju
je mspasau 6uo YMYC, unaue, jeaan op cyopranusaropa MYC-a. Buao kpos cBoje
PeAOBHe HMAM KPO3 CIlenjujaAHe OpojeBe mocBehene mysmukuM MaHHdecTarmjama
y Leaoj Jyrocaasuju, Pro musica je y xoHTHHYnTeTy mpatusa MYC o mouerxa
(1976), ma sakay4Ho ca 1988. roansom. Kpurnaapu oBor AucTa 6MAH Cy HCTAaKHYTH
My3HKOAO03H, Mel)y kojuma ce, o 6pojy nmpukaza MYC-a, usaajajy Muaena Iemmuh,
Bpanka Paposuh, Cresxana Hukoaajesuh u Ana Korescka. C Apyre crpane, y Zvuku,
HAjyTUIIAjHHjeM My3UYKOM AUCTY y COIMjaAuCTHUKOj Jyrocaasuju, MYC je, aa au
300r CBOT PerybAMYKOT, a He caBe3HOT IpoduaAa, npahen cacBum cropaaudHo. 3a
IIeTHAECT TOAUHA OABHjara OBOT pecTHBaAl, 00jaBAbeHA Cy CAMO YeTHPHU IIPHKA3a,
u3 mepa beorpapckux Mysuxoromkuma CHexane Hukoaajesuh, Vane Tpummuh,
Mupijane Beceannosuh u Meaute Baarojesuh (Nikolajevi¢ 1976; Trigi¢ 1977; Ve-
selinovi¢ 1978; Blagojevi¢ 1985). Iopea crpyune mysuuke mepuopuxe, MYC je
CBOje MECTO HAIla0 U Yy APYTOj IITAMIIH TOTa A0Ga — OA UCTAKHYTHX GeOrpaACKux
YacOIIMCa 33 KYATYypPHA M APYIITBeHa IuTama, nomyT Krwicesnux nosuna u Treceg
programa, AO KyATYyPHUX pyOpUKa AHEBHHX AUCTOBA, Kao 1o cy Iloutiuka, Bopba,
Toauitiuka excnpec. Y TUM AMCTOBUMA CY, TIOPeA MOMEHYTHX MY3UKOAOIIKHMX UMEHa,
npukaze MYC-a 06jaBsUBAAM M MCTAKHYTH CPIICKM KOMIIO3UTOpPU — Muxanao
Byxaparosuh, Muaytun Papenxosuh, Enpuxo Jocud, Koncranrun Babuh.

Ynpxoc 6pojHIM HEIIOBOASHIM OKOAHOCTHMA, opranusaropu MYC-a yaaraau cy
HaTope y IpOMOLjy PecTHBaAa U ITyTeM eAeKTPOHCKUX MeaHja (HapouuTto op 80-
ux). foaune 1983. yeannuy pecrrusasa ysean cy yuemhe y emucujama PTB Beorpaa,
Cryanja B, Muaexca 202, o 4emy je y $peCTHBAACKOM U3BEILITajy 3aberexeHO: ,Svi
pomenuti programi Radija i Televizije bili su veoma kvalitetni i pravi pogodak pred-
stavljalaje zamisao Televizije da [...] pripremi raznovrsnuivrlo uspelu emisiju kao na-
javu festivalskih dogadaja” (Veselinovi¢, Radovi¢ u Popovi¢ 1983, 1). Teaeusujcku
popmar npomonuje MYC-a HacTaBseH je M HAPEAHHX TOAMHA, 3 Ha jeAHOj OA CeAHHIIA
YKC-a u3HerT je 1 IpeaAOT O eMUTOBAmY HMOjeAMHUX PeCTUBAACKUX KOHIIepaTa Ha
CBHM TEeA€BU3UjCKUM LIEHTPUMA TaAALllIbe JyroCcAOBEHCKe pasHo-TeaeBusuje (Anon.
1987b).

Aeriennjy oa ocuusarma MYC je poo6u0 npusHame 6eorpapckor CH3-a kyatype
3a Haj60sy My3MuKy MaHHQecTaLujy y IpoTekaoj roausn (Anon. 1987b), Maaa je
0Baj pecTrBaA, O cBeMy CyAehH, 3HATHO paHHje CTEKAO PEIyTaLHjy Y KyATyPHHM
KpyroBuMa npectoHurie. To pokasyje pasroBop o MYC-y us maja 1978. ropune y
opranusauuju Kyarypro-npocserne sajeanune Beorpapa (Ilemwuh 1979), y oxsupy
KOT je uspeueHo aa je Mysuxa y Cp6uju, kao npakca ,[...] 6eorpaackux Mysudapa pa
jeAHOM Y TOKY TOAMHE Ha 3TYCHYTOM IPOCTOPY IIPHKaXYy cBOje AoMeTe [...| oo6maa
BEAMKO MPHU3HAMe U APYIITBeHy MoApuIKY |...]” (Korescka 1978, 25).

3ABPIITHA PASMATPAA

Osnavena xao HajBeha aknuja Yapykema kommosuropa CpOuje Ha maaHy
npomoryje cprcke Mysuke (Pesi¢ 1992), Mysuka y Cpbuju, mpsa u jeauHa
MaHuecTaluja yMeTHHYKe (M He caMO yMeTHHYKe) My3HKe TocBeheHa ncKmydnBo
My3HIKOM cTBapasamTBy oHAamnmbe CP Cpbuje, mMaaa je, cTOra, M HCTOPH)jCKH 3HAYA]
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3a AOMahy MY3HUKY KYATYDPY, KaKO y KYATYPHOM, TaKO H Yy IIHPEM, APYIITBEHOM
KOHTEKCTY.

Amaamsa MYC-a y mormynoctu notsphyje Tesy mo xojoj decruBasm
IPEeACTaBAAjy CAOXKEHE ACKYP3UBHE OKBHPE, CATKaHe Op YMETHHYKIX, KyATYPHHX,
APYUITBEHHX M eKOHOMCKHX acIekata koju ce Mehyco6no nperanhy (Klaic 2014).
AKko je peljeHTpaAM3aLHja OFAA jeAHA OA IPHUMAPHUX CTPATeruja pasBoja LeAOKYIIHOT
MOAUTHYKOL CHCTeMA Y JyrocAaBHjH, Io4eB oA SO-HX, Te IIPOAyOAUBAHA YCTABHUM
pedpopmama u3 1963. u 1974. ropune, oHaQ je opraHusanmja koHrepara MYC-a
(msBan Beorpapa) mo MamuM IpapOBEMa peIybAHKe IPEACTABAAAA U3Y3€THO
BaXXaH AOIPHHOC ACIIEHTPAAMCTUYKUM TEHASHIIMjaMa, AAM U A€MeTPOIIOAU3ALIM)H
KyATYPHOTI, OAHOCHO My3HYKOT >XuBoTa. HapasHO, To He yMamyje AOIpPHHOC
decruBara Mysukay Cpbuju pasBojy KyATYpHUX aKTUBHOCTH U CaMe [IPECTOHHUIIE, U3
Koje je MaHuecTal1ja MOTeKAA.

Basupana Ha capapamu YApyxema Kommosuropa Cpbuje ¢ ApymrBoM
xommosuropa Kocosa n YApyxemem kommnosuropa Bojsopnne, peasnsanuja MYC-a
KOpEeCIIOHAHMPaAa je U C IOAUTUKOM 3aj CAHHMIITBA PA3AMIUTHUX ITIOAUTHYKHX EHTHUTETA
y Hekaaammoj apxxasu. C pApyre crpate, obycrasa capasthe YKC-a ¢ moxpajusckum
YApyxemrMa TOKOM Apyre mososune 80-HX, OApaXkaBaAa je cBe Behe moamrHuxe
Tensyje (110ce6HO y jyXKHOj MOKPajuHM), aAu 1 pacTyhy eKOHOMCKY KPHU3Y Y 3eMAH.
OuHaHCHjCKH IPOOAEMH C KOjHMA CY Ce CyOuaBAAM OPTaHM3ATOPH OBOT $pecTHBaAd
HOTITYHO Cy AeMackupasr mopea CH3-a, kao Hamsraep He3aBHCHOT, A ¥ CYIITHHH
CHHEKypPaAHOT OPIaHa y CHCTEMY jyTOCAOBEHCKOT CAMOYIIpaBaama (y KyATypH).

Hako 6e3 mpodecHOHAAHOr MeHA[IMEHTa, OpPraHM30BaMme M KOHIIEIIIIHjCKO
moaenroBame MYC-a (ysumajyhu y 063up raasum u npatehu pecruBascku nporpam,
QHTXXOBame BPXYHCKHX M3Boh)aua M My3MUKUX CTPY4IbaKa, MEAHjCKO OTAAIIABAIbe)
Yy 3HATHOj je MepH OAFOBOPHAO KpPHUTEPHjyMHUMa CaBPEMEHOT YIIpPaBiakba
¢ecruBasckum porahajuma. Aa je kpo3 opraHusanujy MYC-a uMmIiaeMeHTHpaHa U
jEAHA OA HAjBAXHHUJHX MEHAIIEPCKHX CTpaTerwja — MPOrpaMCKO IPEeOCMHILAbABADE
MaHHdecTaruja, Kako 6K Cce OMPABAAAO U OCHIYPAAO HHXOBO Adne IOCTOjame
(Jankovi¢ 2006), roBopu eBoAyTHBHA ITyTama OBOT (eCTHBAAQ, KOja je BOAUAA OA
AHTOAOTH]jCKe KOHIIeIIHje AO XKaHpOBCcKe mpoduaucanoctr MYC-a, kao pecTusasa
caBpemene Mysuke. Tume je Mysuka y Cp6uju 0TBOpHAA M HEKe HOBE IePCIIeKTHBe.

Hanwme, y Bpeme ramema MYC-a (Bupetn dycHory 6p. 12), mop oxpumem
YKC-a ocHoBana je Melhynapoana TpubOmHa KOMIIO3UTOpa, Ka0 IOCAEAMIIA
HECTaHKA AOTaAQIIlbe JyToCAOBeHCKe Mysuuke Tpubuse y Onarmju (1964-1990),
Ha K0joj cy xommosutopu u3 Cpbuje u 0CTaAMX AeAOBA JyrocAaBHje KOHTHHYHPAHO
IPEACTaBbAAM CBOja HajHOBHja ocTBapewma. Iako ce Mehynapoana Tpubuma
KOMITO3UTOPA, Kao ‘popyM HajHOBUjUX OCTBApeHa CaBpeMeHe YMEeTHHUYKE MY3HUKe,
Y UA€JHOM M KOHLEIIIjCKOM CMICAY HapOBe3MBaAa Ha jyrocaoBeHcKy Tpubuny y
Onaruju (Mapuskosuh 2018), Hema cymmbe Aa je HoBa ‘cpricka’ Tpu6una usrpahena
Ha TeMensy MHPPACTPYKType Kojy je 3a cobom y YKC-y ocrasno MYC, a koju je
IIOCACAUX TOAMHA U CAM CBe BUIIIe 61O (l)OKyCPIp&H Ha CaBpeMeHy MY3HKY.

ITope Tora mTo je OTBOPHO MepCIeKTHBe pah)ary HOBOT $pecTHBaAA CaBpeMeHe
mysuke y Cpouju, MYC je pa0 u apyre pesyaTare. AKO je y KyATYPHHM KPyroBHMA
Beorpapa Beh moueTkom 80-MX KOHCTATOBAHO Ad My3HUKH XXHBOT IPAaAd OAAUKYje
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»[ -] znatno poveéanje broja domacih dela i broja koncerata sa domaéim delima,
¢emu su pre svega doprineli koncerti u okviru MUS-a, kao i nova orijentacija Be-
musa” (Anon. 1982b, 199-200), osaa Hema cymibe A2 je MYC, uHUIIpaH A2 IPYKH
»[---] nove podsticaje izvodac¢kim ansamblima da muziku domacih stvaralaca trajno
neguju na svojim repertoarima” ([P]esi¢, n. d., 6), ucrynuo jeaa oa cBojux yucrusy
HajBaXHMjHX 3apaTaka. OcuM Ha My3HIKo-penpopykTusHOM, MYC je cTiMyAaTHBHO
AEAOBAO M HA MY3HYKO CTBAPAAAYKOM IIOAY, HAPOUMTO Mely ayropuma HajMaabhmx
reHepanuja, 3a Koje je oBaj ecTHMBAA HMMAO M BAXKHY EAYKATHUBHY QYHKIIM)Y.
INpeseHTanjoM CaBpeMEHOT My3HMYKOI CTBAPAAANITBA y3 HPEMHjepHA H3BODema
HOBHX OITyCa MAQAMX KOMIIO3UTOPA, AAH H IIPEACTABAAMEM KAACHIHIX BPEAHOCTH
U3 CpIICKe My3HM4Ke OamTHHe, yKaydyjyhu u Mame mosHate xommosunuje Aomahux
ayTopa CTapujux reHepanyja, Aetenujy u mo (1976-1991) Mysuka y Cpbuju
€r3MCTUPAAA j€ KAO jeAMHCTBEHO MECTO BaAOPH3allMje, OAHOCHO peBaAOpH3allHje
‘mysuke y Cpbuju.

IIruaor A

Iaaxar npsor $pectusara Mysuka y Cp6uju (1976)%

20 TIlaakar npumasa ¢poray Hapopne 6ubanorexe Cp6uje: https://plus.cobiss.net/cobiss/sr/sr/
bib/nbs/106245900.


https://plus.cobiss.net/cobiss/sr/sr/bib/nbs/106245900
https://plus.cobiss.net/cobiss/sr/sr/bib/nbs/106245900
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IIruaor b

IIporpam sajepnmukor xommepra Apymrsa kxommosuropa Kocosa, Yapyxema
KomrosuTopa BojBopute u YaApykema kommosuropa Cpbuje Ha ¢pecruBasy Mysuxa
y Cpbuju (1983).

15.%11 1983. u 20 u.

YueTHUuky nasupoH "'Ueswjeta Syaopuh”

i Bnactrumun Nepwunh:
IAJELHMUKM KOHUEPT APYWTBA KOMMOSHTOPA. Fyaauky eKnapTeT -
i lLento ma non troppo = A egra
KOCOBA, YAPYHE®A KOMNOSUTOPA B0JBOAHHE Andante cantebile e con moto
W YOPYMEWA KOMNO3WTOPA CPBMJE Presto
' Cppchy rypauxku kpapTeT ''Moxkpa-
Fahri Beqiri: may'' g
CoMaTa 3a KNapwHeET MW KNasup (MunyTun Kocaxceuh, Fuacjwrh
Q. Bobaj, . Eenumupceuh, MNatap MeaWosweh,
L. Pula knaesmp Maan Neonapuh) :
Zegirja Ballata:
Bilbili

Hanelore Prante=Dervishi, &nayTa
Z. Ballata,xnaswp

Bashkim Shehu:
Reflektions |1
Hanelore Prante-Dervishi,hnayra
Q. Bobaj, xnapuHer
L. Pula, xnagunp

Netap Kewosuh:
flog .neHyepH
Changon
Bepa Kopau Bwrtxaw, conpau
CpBocnaesa Bykcan JlonywaHckw,
KNaBup
Bywau Pagwuh:
Npenyaunjym Bene mucnu

Ernd Kiraly:
Wa anSyma

Tpuwo Hoso

(3epa Komau Butwau-conpaH,
Huxona Cpanfi-knapuuer, Cpbo-
cnaea Bywkecad nonymaucuu-wnaehp}

Hupocnas WtaTtkuh:

PerTtalim 5
Hukona CpAawuy, kKnapuHerT
CpBocnasa BywkcaH-llonywaHcKkhK,
Knaswup

AWICTA PEOEPEHIIU

Anon. 1975. Osnovne funkcije samoupravne interesne zajednice kulture republike u razdoblju 1976-1980.
godine. Beograd: Zavod za proucavanje kulturnog razvitka.

Anon. 1976. Udruzenje kompozitora Srbije. Godisnja skupstina. Izvestaj o radu 1975-76. Arhiv Udruzenja
kompozitora Srbije.

Anon. 1977. Udruzenje kompozitora Srbije. Godisnja skupstina. Izvestaj o radu 1976-77. Arhiv Udruzenja
kompozitora Srbije.

Anon. 1981. Muzika u Srbiji [programska knjizica] / Anon. 1981. Mysuxa y Cp6uju [mporpamcka
KEIbIDKHLA].



123

MILOS MARINKOVIC
THE MUSIC IN SERBIA FESTIVAL AS A “PERMANENT SOCIAL OBLIGATION OF MUSIC WORKERS”

Anon. 1982a. Muzika u Srbiji [ programska knjizica] / Anon. 1982a. Mysuxa y Cpbuju [nporpamcka
KHUDKUIA |.

Anon. 1982b. ,Informacije o koncertima u Beogradu” U Muzitko stvaralastvo i kritika, urednik
Slobodan Stefanovi¢, 197-200. Beograd: Marksisti¢ki centar Organizacije SK u Beogradu.

Anon. 1983. Muzika u Srbiji [programska knjizica] / Anon. 1983. Mysuxa y Cp6uju [mporpamcka
KEBVDKUIA |.

Anon. 1987a. Udruzenje kompozitora Srbije. Finansijski plan za 1987. godinu. Arhiv UdruZenja
kompozitora Srbije.

Anon. 1987b. Izvestaj o radu UdruZenja kompozitora Srbije za 1987. godinu. Arhiv UdruZenja
kompozitora Srbije.

Anon. Muzika u Srbiji ‘89. Arhiv Udruzenja kompozitora Srbije.

Babi¢, Konstantin. 1976. ,Koga je festival zaobisao (Otvoreno pismo Udruzenju kompozitora Srbije)”.
Politika 23. 11. 1976: 18. / Babuh, Koncranrtun. 1976. ,Kora je dpecrusas saobumao (Orsopeno
nucmo Yapyskersy komnosutopa Cpbuje)”. Ioauiiuka 23. 11. 1976: 18.

Bebler, Neda. ur. 1977. Muzika u Srbiji [ programska knjizica]. Beograd: UdruZzenje kompozitora Srbije.
/ Bebaep, Hepa. yp. 1977. Mysuxa y Cp6uju [mporpamcka kimwkuna]. Beorpaa: Yapysxerse komro-
suropa Cpbuje.

Blagojevi¢, Melita. ur. 1978. Muzika u Srbiji [ programska knjizica]. Beograd: UdruZenje kompozitora
Srbije. / Baarojesuh, Meawnra. yp. 1978. Mysuka y Cp6uju [mporpamcka kiwxkuna]. Beorpaa: Yapy-
xerbe komnosuropa Cpbuje.

Blagojevi¢, Melita. 1985. ,Manifestacija "Muzika u Srbiji’ 1984/85 (Kroz $tampu i dogadaje)”. Zvuk:
jugoslovenski muzicki casopis 2: 92-93.

Deze, Vinko. 1988. Zapisnik XIX sednice Predsednistva Udruzenja kompozitora Vojvodine, odrZane 23.
februara 1988. sa pocetkom u 18 ¢asova, u poslovnoj prostoriji UKV. Arhiv Udruzenja kompozitora
Vojvodine.

Dokni¢ Branka. 2013. Kulturna politika Jugoslavije 1946-1963. Beograd: Sluzbeni glasnik. / Aoxuuh
Bpanxka. 2013. Kyattiypna iiosustiuxa Jyiocaasuje 1946-1963. Beorpap: CAysk6eHu raacHuK.

Dragi¢evi¢-Sesi¢, Milena i Stojkovi¢, Branimir. 2003. Kultura — menadzment, animacija, marketing.
Beograd: Clio.

DPoki¢, dr Radoslav i Liht, mr Sonja. 1984. Kulturna saradnja Socijalisticke Republike Srbije sa
socijalistickim republikama i pokrajinama. Beograd: Zavod za proudavanje kulturnog razvitka.

Duki¢, Vesna. 2010. DrZava i kultura. Studije savremene kulturne politike. Beograd: Institut za pozoriste,
film, radio i televiziju: Fakultet dramskih umetnosti. / Bykwuh, Becna. 2010. Apwasa u kyaiypa.
Citiyguje caspemene kyAittypHe iioauiiuke. Beorpaa: IHCTUTYT 32 HO30pHIITE, UAM, PAAHO H TeAe-
Busnjy: PakyATeT APAMCKHX YMETHOCTH.

Eri¢, Zoran. 1987. MUS '87 /Muzika u Srbiji/. Arhiv Udruzenja kompozitora Srbije.

Faivre d’Arcier, Bernard. 2014. ,The Future of European Festivals”. In Festivals in Focus, edited by Dragan
Klaic, 109-120. Budapest: The Budapest Observatory.

Imami, Petrit. 2017. Srbi i Albanci kroz vekove. Srpsko-albanske kulturne veze i drugi prilozi. Treci tom.
Beograd: Samizdat B92.

Jankovi¢, Jelena. 2006. ,Place of the Classical Music Festivals in a Transitional Society”. Master thesis.
University of Arts in Belgrade, http://www.culturalmanagement.ac.rs/uploads/research_file_1/9
tbed963c40f8208b18acb3dc08c6b0bcfa65305.pdf

Jovi¢, Dejan. 2003. Jugoslavija: drzava koja je odumrla. Uspon, kriza i pad Kardeljeve Jugoslavije (1974
1990). Zagreb: Prometej.

Kambaskovi¢, Rastislav. 1982.. ,Za celishodnije organizovanje”. U Muzicko stvaralastvo i kritika, urednik
Slobodan Stefanovi¢, 132-134. Beograd: Marksisticki centar Organizacije SK u Beogradu.

Klaic, Dragan, ed. 2014. Festivals in Focus. Budapest: The Budapest Observatory.

Kotevska, Ana. 1978.,,0d Josifa Marinkovi¢a do Ingeborg Bugarinovi¢. Muzika u Srbiji (III) (12-24.
maja 1978)”. Pro musica 94: 25. / Korescka, Ana. 1978. ,0p Jocupa Mapurkosuha Ao Mxre6opr
Byrapunosuh. Mysuxa y Cp6uju (IIT) (12-24. maja 1978)”. Pro musica 94: 25.



124

MY3UKOAOTHJA / MUSICOLOGY 35 - 2023

Marinkovi¢, Milos. 2018. ,Nove kulturalno-festivalske perspektive u Hrvatskoj i Srbiji kao rezultat
drustveno-politicke transformacije muzickog festivala u SFR]J”. U Wunderkammer / Their
Masters’s Voice. Zbornik master radova studenata muzikologije, urednice Vesna Miki¢ i Dragana
Stojanovi¢-Novicié, 795-887. Beograd: Fakultet muzitke umetnosti. https://dais.sanu.ac.rs/
handle/123456789/4111. / Mapunxosuh, Muaour. 2018. ,HoBe kyATypasHO-decTHBAACKE Iep-
crextuBe y XpBarckoj u CpOHju Kao pesyATaT APYIITBEHO HOAMTHYKE TPaHCHOpMaLHje My3Hd-
xor pecrusara' y COPJ”. Y Wunderkammer/ Their Masters’s Voice. Zbornik master radova studenata
muzikologije, ypeanuire Becua Muxuh u Aparana Crojanosuh-Hosuuuh, 795-887. Beorpaa: ®a-
KyATeT My3uuKe ymMeTHOCTH. https://dais.sanu.ac.rs/handle/123456789/4111.

Medi¢, Hristina, Pesi¢, Milena i Nikolajevi¢, Snezana. 1987. ,Muzika u Srbiji. Profesionalno i kreativno”.
Politika 21. 3. 1987: 11. / Meauh, Xpucruna, IMemnh, Muaena u Huxoaajesuh, Crexxana. 1987.
»Mysuka y Cpbuju. [Tpodecronasno u xpearusHo”. [Toauiiuka 21. 3. 1987: 11.

Mihajlovi¢, Milan. 1988. Udruzenje kompozitora Srbije. Republicki SIZ kulture. Arhiv Udruzenja
kompozitora Srbije. / Muxajaosuh, Munaan. 1988. Ygpysere xomiosuitiopa Cpbuje. Peitybauuiu
CH3 kyattiype. ApxuB YApyxemba koMmnosuropa Cpouje.

Mihajlovi¢, Milan. 1990. Udruzenje kompozitora Srbije Gradskom fondu za finansiranje kulture, 12. 7.
1990. Arhiv Udruzenja kompozitora Srbije. / Muxajaosuh, Muaan. 1990. Ygpyscerse komitosuitio-
pa Cpbuje T'pagckom Pougy 3a punancuparee kysitype, 12. 7. 1990. Apxus YApyskerma KOMIO3UTOPA
Cpbuje.

Mihajlovi¢, Milan. 1991. Plan rada UKS za 1992. godinu, 30. 12. 1991. Arhiv UdruZzenja kompozitora
Srbije.

Miljkovi¢, Katarina. 1988. Zapisnik sa konferencije 19. 05. 88. Arhiv Udruzenja kompozitora Srbije.

Nikolajevi¢, Snezana. 1976. ,Muzika u Srbiji’ (1S. do 19. novembra 1976.)". Zvuk: jugoslovenska
muzicka revija 3: 104-109.

Nikolajevi¢, Snezana. 1988. ,Koncentri¢ni krugovi festivala. Dometi festivala ’Muzika u Srbiji”. Politika
5.5.1988: 11. / Hukoaajesuh, Crexxana. 1988. ,Kouuenrpuanu kpyrosu dpecrusasa. Aomeru de-
cruBasa ’Mysuxa y Cpbuju’”. Iloauitiuka S. 5. 1988: 11.

Ognjanovi¢, M[irjana]. 1986. ,Sutra u Beogradu pocinje festival 'Muzika u Srbiji”. Politika 16. 1. 1986:
10. / Ormwanosuh, M[upjana]. 1986. ,Cyrpa y Beorpasy nounme dpecrusas "Mysuka y Cpbuju”.
Ioauiuka 16. 1. 1986: 10.

Perici¢, Vlastimir. ur. 1976. Udruzenje kompozitora Srbije. Muzika u Srbiji [programska knjizica].
Beograd: UdruZenje kompozitora Srbije.

Petrovi¢, Radomir, ur. 1984. Udruzenje kompozitora Srbije. Bilten 2. Arhiv Udruzenja kompozitora
Srbije.

Pesi¢, M[ilena]. 1979. ,Razgovor o festivalu "Muzika u Srbiji’ u KPZ Beograda”. Pro musica 97: 27. /
TMewmnh, M[uaena]. 1979. ,Pasrosop o pecrusasy 'Mysuka y Cpbuju’y KIT3 Beorpapa”. Pro musica
97:27.

Pesi¢, Milena. 1983a. ,Muzika u Srbiji”. Pro musica festivali 1982: 7-9. / Ilemuh, Muaena. 1983a. ,My-
suka y Cpbuju”. Pro musica decrusasn 1982: 7-9.

P[esi¢], M[ilena]. 1983b. ,Vesti iz zemlje: Beograd”. Pro musica 116: 26. / I1[emuh], M[uaena]. 1983b.
yBectu us semme: Beorpaa”. Pro musica 116: 26.

Pesi¢, Milena. 1992. ,Muzika srpskih autora u koncertnom Zzivotu poslednje decenije”. Referat sa
Okruglog stola (24. maj 1992, Matica Srpska, Novi Sad), Tribina kompozitora Sremski Karlovci
— Novi Sad.

[Plesi¢, [M]ilena.n.d.,FestivalMuzikau Srbiji” https://composers.rs/wp-content/uploads/2011/07/
Istorijat-festivala-Muzika-u-Srbiji.pdf.

Pirjevec, Joze. 2013. Tito i drugovi. IT deo. Beograd: Laguna.

Radenkovi¢, [M]ilutin. 1977. Iz koncertnih dvorana. Uverljiv nastup mladih”. Politika S.12.1977: 13.
/ Papenkosuh, [M]uaytus. 1977. M8 KOHLepTHUX ABOpaHa. YBepAHB HAcTyn Maaaux . [Tosuitiuka
S.12.1977:13.

Radovanovi¢, Vladan. 1991. Elektroakusticka muzika u Srbiji, Bitef teatar: 23, 24.i 25. maj 1991. Festival


https://dais.sanu.ac.rs/handle/123456789/4111
https://composers.rs/wp-content/uploads/2011/07/Istorijat-festivala-Muzika-u-Srbiji.pdf
https://composers.rs/wp-content/uploads/2011/07/Istorijat-festivala-Muzika-u-Srbiji.pdf

125

MILOS MARINKOVIC
THE MUSIC IN SERBIA FESTIVAL AS A “PERMANENT SOCIAL OBLIGATION OF MUSIC WORKERS”

Muzika u Srbiji 1990/91: Elektroakusticka muzika. Arhiv Udruzenja kompozitora Srbije.

Radovi¢, Branka. 1981. ,Festival 'Muzika u Srbiji’ (8—17. decembar 1980)”. Pro musica festivali 1980:
7-9. / Paposuh, Bpanxa. 1981. ,Decrusas ’Mysuxa y Cpbuju’ (8-17. seriembap 1980)”. Pro musica
decruBarn 1980: 7-9.

Radovi¢, Branka. 1987. ,Beograd: Festival "Muzika u Srbiji’ 1986”. Pro musica 134: 30. / Paposuh,
Bpanxka. 1987. ,Beorpap: ®ecrusaa "Mysuxa y Cp6uju’ 1986”. Pro musica 134: 30.

Radovi¢, Branka. 1989. ,Neobic¢na selekcija. Prvi od tri koncerta ovogodisnjeg festivala "Muzika u
Srbiji’.” Borba 1. 12.1989: 9. / Paposuh, Bpanxka. 1989. ,Heobuuna ceaexumja. IIpu op Tpu KOH-
Iiepra oBoroauusser pecrusasa 'Mysuxa y Cpbuju’..”. Bopba 1. 12.1989: 9.

Klulturna] r[edakcija]. 1980. ,U Zagrebu i Beogradu, ovih dana. Muzi¢ke priredbe "Dani hrvatske
glazbe’ i "Muzika u Srbiji””. Politika S. 12. 1980: 15. / K[yarypna] p[eaaxumja]. 1980.,Y 3arpe6y u
Beorpapy, oBux pana. Mysuuke npupea6e Aanu xpBarcke raasbe’ u 'Mysuka y Cp6uju’. Ioauitiuka
S.12.1980: 1S.

Trisi¢, Ivana. 1977. ,Drugi festival 'Muzika u Srbiji’ '77”. Zvuk: jugoslovenska muzicka revija 4: 71-72.

Trii¢, Ivana. 1980. ,Znacajan festival. Festival "Muzika u Srbiji" otvorio prostor domacoj muzici...".
Knjizevne novine: list za knjiZevnost, umetnost i drustvena pitanja 25. 12.1980: 31. / Tpuuuh, Fsana.
1980. ,3Hauajan pecrusas. Pecrusas "Mysuka y Cpbuju’ oTBopro npocrop somahoj mysumm...”
Krousrcesre Hosure: AUCTT 3a KHUNEBHOCIT, yMETUHOCTE U gpywitisena iuitiarea 25. 12. 1980: 31.

[Veselinovi¢, Mirjana]. 1976a. ,Udruzenje kompozitora Srbije. Muzika u Srbiji” U UdruZenje
kompozitora Srbije. Muzika u Srbiji [ programska knjiZica], urednik Vlastimir Peri¢i¢, 1. Beograd:
Udruzenje kompozitora Srbije.

Veselinovi¢, Mirjana. 1976b. ,Posle festivala 'Muzika u Srbiji. Dru$tveno i umetnicki opravdan
poduhvat”. Politika 23. 11. 1976: 14. / Beceaunosuh, Mupjana. 1976. ,ITocae ¢pecrusasa "Mysuka
y Cpbujir. ApyImTBeHO 1 yMETHIYKH OIpaBaaH moayxsar’. IToautiuka 23. 11. 1976: 14.

Veselinovi¢, Mirjana. 1978. ,Muzika u Srbiji”. Zvuk: jugoslovenski muzicki casopis 4: 74-75.

Veselinovi¢, dr Mirjana, Radovi¢, Branka i Popovi¢, Berislav. 1983. Izvestaj Programske komisije VIII
festivala Muzika u Srbiji 1983. Arhiv UdruZzenja kompozitora Srbije.

Veselinovi¢-Hofman, Mirjana. 2023. Razgovor sa autorom rada. / Beceannosuh-Xodpman, Mupjana.
2023. PasroBop ca ayTopoM paaa.

Vidak, Dragan. 1986. Udruzenje Kompozitora Srbije Republitkoj zajednici kulture, Beograd, 11. decembar,
1986. Arhiv Udruzenja kompozitora Srbije. / Bupak, Aparan. 1986. Ygpysnere komitosuitiopa Cp-
6uje Peitybauuicoj sajegruyu kyaiiype, Beoipag, 11. geyembap, 1986. Apxus YApyKerma KOMIO3UTOPa
Cpéuje.

Zi%i¢, Bojana. 1991. ,Posle festivala "Muzika u Srbiji: Stvaralacka provokacija”. Politika 3. 6. 1991: 12. /
JKwxuh, Bojana. 1991. ,ITocae pecrusara 'Mysuka y Cp6uju’. Crapasauxa nposokaruja”. ITou-
inuka 3.6.1991: 12.



126

MY3UKOAOTHJA / MUSICOLOGY 35 - 2023

MiLo$§ MARINKOVIC

THE MuUsIC IN SERBIA FESTIVAL AS
A “PERMANENT SOCIAL OBLIGATION OF MUSIC WORKERS”

(SuMMARY)

Under the patronage of the Composers’ Association of Serbia, the Music in Serbia
festival (Muzika u Srbiji — MUS) was held in Belgrade and other cities of the Social-
ist Republic of Serbia, as well as in its provinces (Socialist Autonomous Province
of Kosovo and Socialist Autonomous Province of Vojvodina), in the period from
1976 to 1991. Presenting contemporary domestic creativity, including first perfor-
mances of new works by young composers, as well as works by composers from the
Serbian musical past, MUS existed for years as an important place of valorization
and revalorization of domestic art music. As a cultural event of artistic value, MUS
reflected some of the main ideas of the (cultural) politics of Yugoslavia at the time,
but also numerous changes in the system of socialist self-management. The festi-
val contributed to the decentralization of cultural life and the unity of the Yugoslav
people (through the cooperation of the federal Association of Composers with the
provincial Association of Composers in the organization of this festival), reflecting
at the same time the economic and political crisis in the country during the 1980s.
Through the analysis of program and organizational strategies, financial aspects, rep-
ertoire policy, and forms of dissemination and promotion, this study points not only
to the artistic scope but also to the socio-political implications of the Music in Serbia
festival.
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ABSTRACT

Dr Bogdan Milankovi¢ was one of the key figures in the musical life of Sarajevo
between two world wars. A doctor of Romance philology who spent his working
life as a high school teacher, Milankovi¢ also served as director and teacher of
the District School of Music, president of the Sarajevo Philharmonic, music
writer, and violin maker. The article is a contribution to the biography of Bogdan
Milankovi¢ based on archival sources and historical press, while trying to
determine his influence to the development of musical culture in Sarajevo in the
interwar period.

Keyworbps: Bogdan Milankovi¢, Sarajevo, Bosnia and Herzegovina, interwar period,

musical culture.

AIICTPAKT
Ap Borpaan Musankosuh jeaHa je 0OA KAYIHMX AMYHOCTH MY3HUKOT SKHBOTA
CapajeBa usmelyy ABajy cBjeTckux paToBa. AOKTOp POMAHCKe PUAOAOTHje, KOJH
je paAHM BHjeK IIPOBeO Ka0 TMMHA3HjCKu podecop, Muaarkosuh je AjeaoBao u

fatima.hadzic@mas.unsa.ba.
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Kao aupekTop u HacTaBHUK ObAacHe Mysmuke IIKOAe, IIpeacjearnk CapajeBcke
$uaxapMoHUje, My3HUKH MUCAL] U TPapuTes BUOAMHA. Pap mpepcraBsa mpuaor
6uorpapuju Boraana Muaaukosrha Ha TeMe sy APXUBCKUX H3BOPA H OHOBPEMeHe
IITaMIIe IPU YeMy Ce HAcCTOju YTBPAUTH HEroB AOMPHHOC Pa3BOjy My3HYKe
kyAType CapajeBa usmelyy ABajy cBjeTCKUX paToBa.

KanyyaHE PEUM: Borpan Munankosuh, Capajeso, Bocra u Xeprerosusa, mepuop usmelyy
ABajy CBjeTCKUX PaTOBa, My3H4Ka KyATypa.

buorrAeCcka CKuIjA

Boraan Musanxosuh poben je y Aamy kop Ocujexa (Xpsarcka) 12. jaryapa 188S.
roaune (Canka 1).2 Oppacrao je y 6oraroj u yraeaHoj nopopautu. Majka Jeauncasera
Myauesuh 61aa je moTOMaK Mo3HaTe OCHjeuKe OPOAHILE, a oTar] MuAaH, IO CTPyLH
eKOHOMHUCTA, MMyhHM 3eMmOIOCjeAHMK M Tprosay. Mnaankosuhu cy umaau
ceaMopo pjerte: MuayTtun,’ Musena (MuayTunoBa 6An3ankuma), oybuma, Baapan,
Bojucaas, Bupocasa u najmaabu Boraan (Muaankosuh 2009, 76). Hakon cMpTH oja
Munaana, 1886. roaune, o pAjenu ce y3 Majky 6punyo yjak Baca Myagesuh.*

Cmuka 1. bBorgan Muwunaukosuh.
ITpuBarau apxus Maje Vinmuh, yHyke
Bormana MwunankoBnha, Amcrepaam,
Xonmanauja.

2V mojepnnum nzsopuma AaryM Muaankosrhesor pohera HaBOAM ce peMa CTapoM KaAeHAapy, 31.
AenieM6pa 1884. ropune (Anon. 1964, 411).

3 Axapemux Muaytun Munankosuh (1879-1958), reodusuuap, KAHMATOAOT, aCTPOHOM,
HajII03HATHjH je moToMak nopoaure Muaankosuh. Buo je ocansay Kareppe 3a Hebecky MexaHnky Ha
Yuusepaurery y Beorpaay u csjercku npusHar Hayunux (Biografija.org, 2023; SANU 2023).

4 Tpojuna 6pahe, /foybuma, Baapan u Bojucaa ympau cy jom y AjeTHCTBY 0p TyGepKyaose
(Golubovi¢ 2015, 182).
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Ocuosry mkoay Muaankosuh je saBpmmo y Aany (1891/92-1894/95). Ilo
saspmerky [umuasuje y Ocujexy (renepanuja 1895/96-1902/03)° onpeaunjeano ce
3a cryauje pomanuctuke y Beay.® Op yxkymnHo ocam cemecrapa, y Beuy je moxahao
urect, ay [Tapusy ABa cemecrpa.” Ha Yausepaurery y Bedy mpomoBsucat je 3a Aookropa
durosoduje (moppydje pomancke puaoaoruje) 25. jyna 1909. ropune.® Ha Beuxom
YHUBEP3UTETY ITOAOXKHUO je TIPOPeCOPCKH APSKABHH HCITHT 32 PPAHITYCKH jesuk 2.
jaryapa 1910. u 3a ntaaujancku jesuk 8. jyna 1910. ropune.’

MysuKy je yIHO 0p PaHOT AjeTHICTBA. Y Aamy je yIHo BHOAMHY, a 3a BpHjeMe
ruMHasujckor obpasosama y Ocujexy moxalao je dacoBe BHOAHMHE KOA BOJHOT
KameAHWKa JoxaHa JKumke u KkaaBupa Kop JepocaaBa XopxkuHe, 060juia
ancoasenTu Ilpamkor xoH3epBaropujyma. 3a BpujeMe cryauja y Ilapusy moxahao
je gacoBe KaaBupa Kop Apama Apomaesmda.'® Mysmaky Teopujy yuro je kop ITerpa
Crojanosuha y Beay (Anonymous 1968, 148).

ITo 3aBpIIETKY CTYAMja 3alIOCAMO Ce KAO TMMHA3HjcKH npodecop (MTaAnjaHCKoT
u ¢panmyckor jesuxa)."! IIppo Hamjemreme po6uo je y 3emyny (1909-1910),
mehyTum, Bpao 6p3o mpewmjemren je y Capajeso (1910) raje je, usyses BpemeHa
cayx6e y Bawoj Ay (1917-1919), mpoBeo 1jeAOKyTIaH paAHH U KMBOTHH BHjek.'>
Toaune 1917."% oxenno ce Capajkom Jycrunom Aenacu (Giusta Lenassi, Bycra),' ¢
KOjoM je umao ABuje khepu — Jeancasery u Y6asky."

S Hcnur speaocTr moaoxuo je 25. jyna 1903. roaune (Sluzbenicki list n. d.).

6 Munankosuh ce MOBMHOBAO JKEAH POAUTENA M YMjECTO My3HKe H3a6apao CTYAMj POMAHMCTHKe
(Anonymous 1968, 147).

7 Y HapogHoj enyukAoiiequju HaBOAU Ce AQ je yHHBep3uTeTCKe cTyauje noxahao y Beuy, ITapusy u
OQupennu (A. D. [Dobroni¢, Antun] [1926]). Muaytun Musaskosuh HaBoaH A2 je meros 6par Boraan
y Beuy 6opasuo ¢ mpexupnma, jep je mocauje ITapusa orumao Ha crypuje y Pupemiy, a mKoAacke
pacrycre nposoaro y Aasy (Milankovi¢ 2009, 374).

8 AoxTopcka Tesa u3 pomanuctuke raacuaa je ,Ueber Alfred de Mussets Gedichte” (O mjecmama
Aadpeaa ae Mycera) (Universitit Wien — Universititsarchiv 2023).

9  Munsankosuh je ToBOPHO GPAHI[YCKH, HTAAMjAHCKH, HEMAYKU U [IACHBHO EHIACCKH je3HK. TAaBHK
HpeAMeTH CTPyKe OHAM Cy QpPAaHIyCKH M MTAAMjaHCKH, A HACTABHH je3HK CPIICKH HAM XPBATCKH
(Sluzbenitki list n. d.).

10 ApomaeBud, amcoaseHT BapiraBckor KoHaepsaropujyma, 6uo je yuenux Qepyua Bysonuja
(Ferruccio Busoni, 1866-1924) u Aeonoasa Toposckor (Leopold Godowsky, 1870-1938), uyseror
aMepUYKOT MIUjaHKICTe U KOMIIO3HTOPA MOASCKOT Topujexaa (Anonymous 1964, 411).

11 Kperame y cAy>61 PeKOHCTPYHCAHO je IIPeMa OAALUMA y CAY>KOEHMYKOM AHCTY KOjH je CAcTaBHH
AMO TIEPCOHAAHOT AocHjea cAysK6enuka Boraana Muaankosuha (Sluzbenicki list n. d.).

TTopanu o MuaaukoBrheBoM KpeTamy y CAy»KOH IHMMHA3HjCKOT Tpodecopa pasaukyjy ce. Y HapoaHoj
EHIIMKAOIICAH)U HABOAK e A je 1910. 610 sanmocaeH y Peaaroj rumuasuju y 3eMyHy, oajecenu 1910. oo
1912.y Capajesy, op 1912. 40 1919. y Bamoj Aynu 1 Tex 0 1919. nonoso y Capajesy (A. D. [Dobronié,
Antun] [1926]).

12 /oerHu oaMop Muaankosuh je ¢ TOPOAHIIOM IPOBOAUO ¥ PoAHOj Kyhu y Aasy (Muaanxosuh
2009, 541), a sumcku Ha xpBarckoM npumopjy (Milankovi¢ 1963c).

13 Aarymskenuabe je 11.jyr 1917. roaune (Sluzbenicki listn. d.).

14 Jyctuna AeHacu 6uAa je BpAO akTHBHA y KyATypHOM xuBory Capajesa. Fmasa je amjern raac u
CBHPaAa je KAQBHUP, Te je Kao yYeHHIa 4eCTO HACTyTaAa Ha aukum koHuepruma (Anonymous 1916).
Braa je akTHBHA YAQHHIA, OAOOPHHIA 1 TIOTIPEACjeAHHIIA YAPYXewa ,LIBjera 3ysopuh” y Capajesy
(Anon. 1927a; Anon. 1928b; Anon. 1929b; Anon. 1930b).

15 Jeaucasera Muaanxosuh-Vanh (1918-2003) 6uaa je mpodecuoHarHa ¢pHAMCKa IIMHHKepKa,
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Y paspobry usmely aBajy paroBa MuaankoBuh je AjeA0OBaO Kao yIpaBHHK
u HacTaBHUK OOAacHe MysHUKe IIKOAE, jeAQH OA OCHMBAYad U IPBH MPEACjeAHHK
CapajeBcke prAXapMOHMje, My3UUKH IIHCal] ¥ IpapuTes BuoanHa.'® Toaune 1946.
usabpan je 3a mpodecopa Ha HOBOOCHOBaHOj Bumoj meparomkoj mxoan (Aanac
ITeparomxu paxyarer Yuusepsuteray CapajeBy), aau je Beh HapeaHe, 1947. ropuse,
nensuonucan (Golubovi¢ 2015, 183). HakoH meH3HOHHCama MHTEH3HBHUje ce
6aBro mucamem y obaactu pomanuctuxe (Milankovié 1952b; 1952¢; 1954), a
TOKOM 1948. KPaTKO je paAHo Kao CyACKH TyMad 32 UTaAMjaHCKH jesuk (Anonymous
1984b). Ilpupeano je u Hekoanko emucuja 3a Papno Capajeso (Betoven-simfonicar,
1953; Mozartova instrumentalna djela, 1956) (Anonymous 1964, 412).

Muankosuh ce ybpaja y 3HauajHe AMYHOCTH KyATypHOr >uBoTa Capajesa,
Bocue u Xeprerosute u Hekapamme Jyrocaasuje.'” Kao rumuasujcku npodecop
oparkoBaH je Opaenom Cs. Case IV peaa Yrasom Iber. Bea. Kpana 6p. 893 oa 15.
asrycra 1929. roaune (Sluzbenicki list n. d.)."* Hakon Apyror cBjeTckor paTa IpUMHUO
je BHIlle IpH3HAKA M Harpapd 3a HaydHH pap. XOHOPAapHHM HAYYHHMM CapapAHUKOM
Mysuxkoaomkor uHcTUTyTa CpIicke akapeMuje Hayka y beorpapy uMmeHnosas je 1949.
U3a6pan je 3a poomucHor yaana Cpricke akapemuje Hayka v ymeTHocTH (1958), yaana
Hayunor apymrsa Bocte n Xepuerosune (1961) n Akapemuje HayKa 1 yMjeTHOCTH
Bocne u Xepyerosune (1966) (Anonymous 1984b). Ao6utHuk je Harpaae Casesa
KOMITO3UTOPA M My3UKOAOTa Jyrocaasyje 3a KiUry OcHosu dujanucitiutie ymeiHocitiu
(1953) u ABasecerceamojyacke Harpape Vsspmror sujeha Hapoane Pery6anke
bocue u Xeprierosuse 3a AOIIPHHOC HaylM 3a KBUTY Buoiuna, wena uciiopuja u
xonciupyxyuja (1962)." Capabhusao je Ha Apyrom msaamy Mysuuxe enyuxioiieguje,
2 u 3, Jyrocaasenckor aekcukorpadckor 3asoaa (Kovacevié 1974; 1977). Buo je
jeAAH 0p OCHHBAYa M AYTOTOAMIIEU HOTIPEACJEAHHK YAPY)KeHha KOMIIO3UTOpa U
mysukoaora Bocue u Xepuerosune (Golubovié¢ 2015, 182-184).

aAM je KpaTKO PapMAd y CTPYIH (Ilic’ 2023). CaoBuaa jesa Ao6por MO3HaBaolla rpabaHCKHx TpaAUIHja
nopoautie Muaankosrh 1 MpHIIOBjepaya 0 BUXOBOj AAAOj TOCTOjOMHK (Lemajié 2009).

Y6asxa Muaankosuh-Jamwuh (Capajeso, 1922-1995) 6uaa je 6asepura, 6areTHU IIEAATOT U KOPeorpad.
IIIkosoBaaa ce y CapajeBy u MHOCTpAaHCTBY. 3aBpIunAa je Teuaj GaseTHe meparoruje kop Muaopapa
Josanosuhay Beorpaay. Op 1946.y CapajeBy je paariaa kao 6aaeTcKu I1eAaror, op 1952. Kao COAUCTKHbA,
oa 1962. kao e Baaerckor ancambaa Hapoaror nosopuimra. Kao yremesusad 6aseTcke ymMjeTHOCTH
y CapajeBy, AOGHTHHIIA je MHOTO6POjHUX pellyGANUKHX 1 caBe3HHX Harpaaa (Anonymous 1984a).

16 OcuM y CTpyLM M KyATYpPHO-MY3HYKOM XXHBOTY, Musankosuh je 6HO BPAO armaaH ApyIITBEHH
paanuk. Bro je samjenmk opbopHuka I'\aBHe cKymimTuHe ApYIITBA CPEAHOLIKOACKUX Hpodecopa
y Bocuu u Xepuerosunu (Anonymous 1911; Anonymous 1912), mpeacjeAnnx 6upasumra Ha
H36opuma (Anonymous 1927b) , YAQH XXMPHja 32 My3UIKY CEKIIUjy 32 AOAjeAUBAIbE Harpapa U3 donpa
6aaxenonod. Buremkor Kpama Aaexcanppa I Yjeaunuresa (Anonymous 1939), yak 1 4aaH XKUpHja 32
usbop ,Miss Sarajevo” y opranusanuju yapyskema ,Lisujera 3ysopuh” (Anonymous 1929a).

17  Muaanxosuh je cBpcTa y 3HauajHe AnuHOCTH y Jyrocaasuju. Y my6anxarmju Ko je ko u Jugoslaviji
HaBOAH ce kao nipodecop ITpse rumuasuje, Aupexrop ObaacHe Mysuuke mroae 1 Mysudap (Anonymous
1928a), ay Narodnoj enciklopediji II xao mpogecop u mysuuap (A. D. [Dobroni¢, Antun] [1926]).

18 CseuaHa mpepaja OpAeHa OAAMKOBaHMM mpodecopuma oapxkana je y IIpBoj rumHasuju
(Anonymous 1930a).

19 Hosuana Harpapa Casesa xommosuropa 3a Kiwury OcHosu GujaHucitiuuke ymeiiHOCIiY H3HOCHAA
je 100.000 aunapa. 3a kwury Violina, njena istorija i konstrukcija roanse 1962. narpaben je HoByanOM
Harpapom Msspmror sujeha HP BuX y usnocy o 300.000 AuHapa (Milankovi¢ 1963b).
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»Skroman i jednostavan, neumoran pregalac i radnik, Milankovi¢ je uzivao
nepodijeljene simpatije, osobito medu svojim kolegama i onima koji su ga dobro
poznavali“ (Kucukali¢ 1966, 488). Ympo je y Capajesy 10. jyaa 1966. roause.

FI/IMHASI/IJCKI/I IIPOO®ECOP

Ilpso sanocaeme Mmuaankosuh je A06MO kao cymaeHT (HACTaBHUYKH
npunpasHuK) y KpaseBckoj peaAHoj TMMHA3H] U € BOM CTI0jeH0j Buioj Tprosaukoj
mKoAu y 3eMyHy, Tae je cAyx60Bao op 29. periembpa 1909. po mpemjemTaja y
Capajeso 19. centembpa 1910. ropune. ¥ capajeBckoj BeArkoj peaAru mpoirao
je 3Barba cymaeHT, npasu yautes (op 1. anpuaa 1911) u pepuuuTUHBHE IpOdecop
(oa 1. ampuaa 1914). Hekoauxo mjeceny TokoM mroacke 1915/1916. paauo je xao
samjercku ipodecop y Bamwoj Aynu (0a 29. cenrembpa 1915. a0 22. mapra 1916),
HAKOH 4Yera ce BpaTho y cAyk0y y Beaxoj peaanu. Illkoacke 1916/1917. papuo je y
Tprosaukoj akapemuju y CapajeBy, HAKOH 4era je npemjemTeH y bawy Ayky. Tamo
je y BeAnkoj peaaHoj rumMHasHju paaro ABHje mKoAcke ropute (op 12. cenrem6bpa
1917. po 9. cenTembpa 1919). Op mxoacke 1919/1920. nouoso je y Capajesy, y
Beauxoj rumuasuju (Cauxa 2).2° 3pame crasnor npopecopa poo6uo je 1. okTobpa
1923. ropune (Sluzbenicki list n. d.).

O paay Mwuaankosuha Kao rMMHasHjcKOr Ipodecopa CBjepOue PEAOBHH
M3BjeIlITajH IKOACKUX HAA3OPHHKA U AUpeKTopa ruMHasuje. Tyromup Aaaymosuh,”
HAA30PHHK 32 CPeAlbe IIKOAe, HCTHYe CIeluuyHe KapakTepHe — ,miran, marljiv i
tacan”, u QpusMUKe KapaKTepUCTHKe HacTaBHUKA — ,vrlo njezne tjelesne konstitucije
fali mu Zivahnost u predavanju i potrebita energija, no unato¢ tome znade uzdrzavati
red u 8koli i postizava prili¢an uspjeh. Prema dacima je pravedan i objektivan a prema
kolegama vrlo koncilijantan i uljudan” (Alaupovi¢ 1914).

Orjene weropor NpodecopcKor aHraKMaHa HeKOAMKO ropuHa kacuuje (1920. u
1921) Apyraduje Cy nHTOHHpaHe. AyTOp M3BjelllTaja, AUPEKTOp IMMHasHje MuaaH
Ryxosuh (1876 - ?), ncruae Muaankosuhes npucTyn 6e3 mpeTjepaHor 3aAarama:
»Slazem se sa prija$njim opisima, samo bih dodao ovo: sebi ne zadaje mnogo truda,
Stedi sebe makar i na $tetu dackog napretka; radi samo ono $to ba§ mora i vise od

20 IIpsa mMymka ruMHasuja, OCHOBaHa je Kao Beanka rumuasuja y CapajeBy 1879. ropune, op 1922.
AjeaoBara je mop HasusoM IIpsa rumuasuja y CapajeBy, a HakoH ocHuBama [IpBe XkeHCKe rMMHasHje
1923/1924. xao Ilpsa mymka rumuasuja (Pejanovi¢ 1953, 218).

21 Tyromup Aaaynosuh (Aoaan xpaj Tpasuuka, 1870 — 3arpe6, 1958), KIbHKEBHIK U IOAUTHYAP,
CTYAMPAO je CAABHUCTUKY U KAACHYHY praosoryjy y 3arpeby u Beuy, raje je 1894. pooxropupao. Papno
je xao mpodecop y Capajesy (1904-1910), aupexrop Beauxe rumuasuje y Tysaun (1910), casjernux
Y OAjeAy 3a IIKOACTBO M HAA3OPHMK cpeptbux mkoaa y BuX (1913-1915). 36or jyrocaasencke
OpujeHTalMje MPUCHAHO je MeH3uoHMCaH 1916. YuecTBOBaO je y MOKpeTamy MHOIMX XPBAaTCKUX
opranusanuja y BuX. Op 1917. po xpaja ITpBor cBjerckor para 6uo je rajuuk Maruie xpBarcke y
3arpeby. Haxon para o6aBaao je nua gpynkyuja: yaan Hapopnora sujeha Apxase CXC y Capajesy
(1918), munucrap Bjepa y mpsoj Baaau Kpasesune CXC y Beorpapy, med Ilosjepenmmrsa 3a
npocsjery y 3arpe0y, MOTIPeACjeAHHK APXKABHOTA CaBjeTa, OCHUBAY 0AOOpa AEeMOKpaTCKe CTpaHKe.
O, 1931. sxuBHo je y 3arpeby. Kao kibrkeBHHK HCTHYE Ce KA0 MHCAL] eTICKKX IjecaMa. Brure Bupjern y:
Hrvatska enciklopedija, enexTpoHcko uspare, 2021.
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toga, makar to i malenkost bila, nerado ¢e uciniti. Inace je u ophodenju vrlo otmen
i korektan” (Cukovi¢ 1920). 1 HapepHe ropuse: ,Nedostatak mu je, $to govori
prebrzo i dosta tiho. Mislim, da ¢e od njegove nastave imati koristi samo dobri
i marljivi uenici. Njezna je sastava, pa sam kaze, da se ne smije trogiti” (Cukovi¢
1921).

Lo

Canka 2. Koaextus u yuennnu IIpse mymrke rumuasuje y Capajesy (Muaankosuh cjeam,
Apyr caujeBa. Muaan Ryxosuh, Aupextop cjear, 4eTBpTH C anjesa). [ Ipusarau apxus Maje
Wauh, yayxe Borparna Muaankosuha, AMcrepaam, XosaHauja.

C 0631pom Ha TO Aa je y mKoAckoj 1920/21. Muaankosuh npeyseo pykosoheme
O6AacHOM MY3HYKOM IIKOAOM, BPAO je BjepOBATHO Ad Cy MHOrobpojHe obaBese
YIPaBHHUKA IIKOAE Y OApel)eHOj Mjepu HeraTHBHO yTjeljaAe Ha HACTABY Y THMHA3HjH.
IlraBue, y HapepAHUM ropuHama Musankosuh je Tpaxxno cMamere 6poja gacosa y
THMHA3MjU KaKo OU ce MOTrao MOCBETHTH ITOCAOBUMA Be3aHUM 3a OOAACHY My3HIKY
IIKOAY:

G. Milankovi¢ sa mnogo uspeha deluje na ¢elu Muzicke $kole u Sarajevu i podigao je
tu ustanovu na zavidnu visinu. Prema izjavi direktora gimnazije ne bi nastava trpela
$to bi se moliocu odredio broj nastavnih ¢asova sa 12. Interesi muzicke nastave u
Sarajevu zahtjevaju da se ovom umesnom predlogu izade u susret.””

22 Oacjex 3a yMjeTHOCT U KEIDKeBHOCT Munucrapcrsa npocsere Kpasesune Jyrocaasuje ymyrio
je Onjememy 3a cpeay HacTaBy Musankosuhesy moa6y (6p. 44436/31 op 21. cerrrembpa 1931) ¢
TIpenopykoM Aa My ce usube y cycper u cMamh 6poj yacosa y rumuasuju (Milankovi¢ 1931).
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Ha yEAy OBAACHE MY3UYKE IIKOAE U
CAPA_]EBCKE OHMAXAPMOHMU]JE

YecTe aAMHUHHCTpAaTHBHE IIPOMjeHe U €KOHOMCKH IIPOOAEMH YCIOPHAH Cy
IIPHjeKO HOTpe6Hy HMHCTHTYIMOHAAU3AIN]y My3HIKOT XXHUBOTa y okBUPY Kpasesune
CXC/Jyrocaasuje.” HeloBoAHH APYLITBEHO-IIOAUTHIKY M €KOHOMCKO-COLIUjaAHH
yBjeTn HUCY 00eCXpaOpHAN HEKOAWIIMHY KyATYPHHX PapAHHKA KOju Cy BoleHu
HUCKPEHHM €HTY3Mja3MOM HEYMOPHO papMAM Ha Pa3Bojy (yHAAMEHTAAHUX
MHCTUTYLIMja My3uuke KyaType y Bocuu u Xepuerosunu. Jeaan op BuX je Boraan
Munaasxosuh. HajnoTenTHMje roprHe CBOT PaAHOT BUjeka MI/IAaHKOBI/Ihje IIPOBEO Ha
geay O6aacHe My3smake mkoAe u CapajeBcke GHAXapMOHMje, My3HIKIX HHCTUTYIIHja
KOje Cy Ce M3AUTAe AAAEKO M3HaA Ipocjeka My3udkor skuBoTa CapajeBa, 3a mTa je y
IIPBOM pPeAy 3aCAy>KaH yrpaBo Muaankosuh.

O6aacHa My3HYKa IIKOAQ, IIPBA AJEAUMIYHO CYOBEHIIMOHUPAHA My3HMUKA IIKOAA
y Bocnu u Xepuerosunmu, ocHosasa je 1. okro6pa 1920. roaune (Statut za Oblasnu
muzicku Skolu u Sarajevu 1920). Muaaukosuh je msabpan y npsu cacras (ysxer)
Papnor op6opa npsor Craparescrsa (Statut Oblasne muzicke skole 1924) na unjem
deAy je 6uo mpsu ympasHuK mKoae, Jocun Xaasex-Boxumcxu (Josip Chladek
Bohinjski).* CraparescTBo HOBOOCHOBaHe mKoAe 6uparo je MmuHHCTapcTBO
npocsjere, a yuHUAU Cy ra IIpeacjeaHnk u PapHE 0AGOD Y y)KeM U IIMpeM CacTasy.
3a yAaHOBe Cy GUpaHH HCTAKHYTHU IIOjeAUHIN APYIITBeHOTr XxuBoTa Capajesa, T3B.
»IOYAUL OA HOoncaja”, KOjH Cy MOTAHM YTjeljaTH Ha AOHOIIEHE OAAYKA 3HAYajHUX 3a
AjeAoBarbe IIKOAe.”

Hakon opsacka Xaapexa-Boxumckor 1922. roanHe, MjecTo yrpaBHHUKA Ipey3eo
je Muaaukosuh koju je Ha Toj mosuLmju 0cTao A0 Maja 1941. roaune (Anonymous
1964, 411). Ay>xsocTu YipaBauka 6uae cy 6pojHe, a OAHOCHAE Cy Ce Ha IjeAOKYTIaH
PaA IIKoAe, 3a mTa je YIPaBHUK AMPEKTHO oAroBapao Craparemctsy mkoae (Statut
za Oblasnu muzicku skolu u Sarajevu 1920). Y3 6pojue o6asese, Muaanxosuh je umao
¥ 0CaM CaTh CEAMHYHO y HACTABU (KAABUP U TEOPHja MY3HUKE).

TokOM TOTOBO ABapeceT TOAMHA Ha MO3ULUjU ympaBHHKA OOAacHe MysuuKe
mxoAe Mraarkosuh je yaarao Beauxu Harop y 60pOu 3a tbeH MaTepHjaAHU OIICTAHAK
u oudyBame CTaTyToM LIKOAE 3aL[PTAaHHX LHAeBa AjeroBama.’® ObaacHa Mysnuka

23 Y kyarypHoj noantunu Kpasesure CXC/Jyrocaasuje youasa ce HEKOAHKO $pasa Koje Cy y Be3U ¢
IpoMjeHaMa Y IOAUTHYKOM XUBOTY: 1918-1928, Hema ocMumiseHe KyATypHe oAuTuke, 1929-1934,
PEXUM AHKTaType OKUBOTBOPHO HAEOAOTHjy jyTOCAOBEHCKOT HAlMOHaAM3Ma, 1935-1939, moaunrmka
Brape Muaana CrojapuHoBrha obnmeskeHa HAIYIITAmEM APKABHOT MOAEAA KYATYPHE IOAHTHKE
u 1939-1941, HayuoHaaHO Tpeypehe Ap)KaBe M Ae3MHTerpanmja KyATypHE IIOAUTHKE KO HheHa
nocseamia (Dimié 2000, 321).

24 Jocun Xaapex-Boxumcexu (Kpamcka, Caosennja, 1879 — Mapubop, 1940), BOJHM KalleAHHK,
xoposoha 1 Mysuuxu neaaror (8. Hadzi¢ 2018a, 96).

25 Bume o yHyTpammoj opranusanuju [lIkoae Bupjern y: Hadzi¢ 2018a, 116-123.

26 Munankosuh je ¢ mosunuje yImpaBHHKA LIKOAE YIIyTHO AeCETHHE H3BjellTaja, MOAOU M APYTHX
AOIINICA HAAASKHHMM MHCTHTYIMjaMa C muneM obesbjehema 6omux ycaosa 3a pap mxose. B. Qonp
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IIKOA2, Ka0 M cBe Apyre ymjerHmuke mkose y Kpamesunn CXC/Jyrocaasuju,
AjeAOBaAa je Kao IPMBATHI 3aBOA Y3 APXKaBHY CyOBeHLYjY, aAr 6e3 pjelnerba KojuM 6u
Ce IIPU3HAAO NPaBO jaBHOCTH. MuaanKoBuh je HEKOAMKO IyTa, y OKBUPY PEAOBHUX
H3BjellTaja 0 paAy mKoAe yiyheHuM MUHHUCTApCTBY, MOAMO AQ Ce IIKOAH AOAUjEAH
CTAaTyC LIKOA€ C IPABOM jaBHOCTH, YuMe OU Ce TPajHO PHjelIHO MATepHjaAHH H
MPABHU CTATYC HACTABHUKA U ydeHnKa. MehyTum, HepocTaTak 3aKOHCKHX pjelersa
3a yMjeTHHUKe IIKOAe OHeMOT'yhHAO je pjemaBare OBOT MUTamba.”’

O6aacHa My3H4Ka IIKOAQA Y IIPBOj ACLIEHH)H PaAd YTAABHOM je paprAa 6e3 Behux
uHaHCHjcKuX mpobaema. MehyTum, TpraeceTHx ropuHa, a ycmep omhe cpjercke
€KOHOMCKe Kpu3e M HeNOBOMHUX NMOAMTHYKMX YBjeTa y JyrocAaBHjH, M3a3BaHMX
IIeCTOjaHyapCKOM AUKTaTyPOM, CyOBeHIHje Cy KACHHAE, Te Ce Y HEKOAHUKO HaBpaTa U
yMaibyjy, IITO je n3a3BaAo mpobaeme y papy Illkoae.>

ToxoM ABuje AelieHHje AjeaoBama Kpo3 OOAACHY MySHYKy LIKOAY HPOIIAO je
HEKOAMKO CTOTHMHA y4eHHKa, Meljy KOjiMa M HEKOAHMIIMHA 3HAYQjHUX AOKAAHUX H
perroHaAHHX Mysudkux nMeHa.”” IITkoaa je BpIMAa BaKHy 0OpasoBaHy yAOTy Y
CPEeAMHH KOjOj je HeAOCTajaA0 My3HUKOT Kappa. ¥3 obpasophy, IlIkoaa je mmasa
U APYT'y QYHKIMjy — jaBHY KOHIIePTHY AjeaaTHocT. Beh y Apyroj roannu paaa, op
mkoAcke 1921/1922. ropure, ObaacHa My3HdKa IIKOAQ 3aII0YEAQ je OPTraHU3ALHjy
KOHIjepaTa HacTaBHHMKAa M Hajbosux ydenmka. Op 1921/1922. po 1939/1940.
OpraHM30BaHO je 39 KOHIepara Ha KojuMa je HacTynuAo 189 yuenuka.*® Konmepraa

Munuciiapcitiso iipocseitie. Obaacua mysuuica uikora, 1925-40, Arhiv Bosne i Hercegovine. Qomp je
xonuja Aujeaa Gponaa Munucrapcersa npocsere Kpasesune Jyrocaasuje (66-392-637) koju ce Harasu
y ApxuBy Jyrocaasuje, a Koju je soopujesen Apxusy bocue u Xepiierosuse kao AMO Ipolieca CykiecHje
HaxoH pacnapa Conpjaancruuxe Qepeparusre Perrybarike Jyrocaasuje.

27  CraparescTBo mKoae je moHOBO, 1935. ropune, sarpaxxuao pa ce O6AACHOj My3HUKO]j IIKOAK
AOAUjeAU TIPAaBO jaBHOCTH. YCAMjEAUO je HeraTHBaH OArOBOp MuHHCTapcTBa IpoCBjeTe Kpanesune
Jyrocaasuje y Beorpaay ¢ mpenopykoM Aa ce caueka 3aKoH O ymjeTHHYKuM mkoaama (8. Hadzi¢ 2018a,
122-123).

28 Topuue 1933. mocmeamiie eKOHOMCKe Kpu3e OHAe Cy 3HATHe, a OApasHAe Cy ce Ha Moryhmocr
ucriaate maaha HacrasunmMa (koje Cy yMareHe), NOKpUBabe TpOIIKOBa, usMely ocraor u
HajaMHHHe 32 IIPOCTOpHje MKoAe. Mamak GpHHAHCHjCKHMX CPeACTaBa YIIPaBa je HaCTOjaAd HAAOKHAAUTH
cyOBeHIMjaMa OA APYTHX HHCTHTYLHja. Buie o HacTaBu, MaTepHjaAHUM PeCcypCHMa, MaTePHjaAHOM K
IpaBHOM oAOKajy HacTaBHuKA ITTkoae Buam y: Hadzi¢ 2018a, 123-129 1 150.

29 YV O6AacHOj My3HUKOj LIKOAM LIKOAOBAAM Cy Ce AMpHreHT M Kommosurop Aappep ITopaec
(CapajeBo, 1907 — Jacenosany 1941. uau 1942), xomnosurop Bpanxo I'pxosuh (Mocrap, 1920 -
Capajeso, 1982), xommosutop Emua Muao Ifunpa (Bapem, 1906 - 3arpe6, 1985), Buoaunuct
®pamo Apabex (Cepautte, Baarna, 1903 — Capajeso, 1985), supurent u xomnosurop Usan Aemerep
(3Bopuuxk, 1906 — Capajeso, 1990), aupurent Tuxomup Mupuh (Byrojuo, 1910 — Capajeso, 1989),
6asepuna Y6aska Munankopuh-Jamuh (Capajeso, 1922-1995), Buoannucra /oyaesur Ao6pomu
(Bjarka, Pycuja, 1917 — 2, 1989) u ¢parorucra Cyaejman Memuh (Capajeso, 1909 — ?) (B. nomuc
yuenuka IITkoae y: HadZi¢ 2018a, 219-223).

30 DBpoj koHIepaTa U yYeHHKA KOjU Cy HACTYIIMAU H3BEACH je IpeMa IIOAAIIUMA Y CIIOMEHHIIY IIKOAe
(Spomenica (drugi izvjestaj) Oblasne muzicke skole u Sarajevu 1940, 10-18) u ussjemrajuma Ilkoae
HappeheHnM mHCTHTYIMjaMa Koju ce Haaaze y poHAY Munuciiapciiso dpocseinie. Obracua mysuuka
wikoaa, 1925-40. y Apxusy Bocue u Xepuerosure. B. Popis koncerata ucenika Oblasne muzicke Skole y:
Hadzi¢ 2018a, 224-241.
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ajeaatHocr IIkoae cMaTpa ce IPBUM CUCTEMATCKU IIPUITPEMaHHM K OPTaHU30BaHUM
KOHIlepTUMa capajeBckux ymjerrnka (Kucukali¢ 1966, 487). Illtapume, noHyKaHa
yCIjecHMa KOHIjepaTa ydYeHHMKa M IOCeOHO KOHIjepaTa HacTaBHMKa, O6AacHa
My3HUKa IIKOAA HHHIIPAAA je OCHHBame Apyre BakHe mHcTHTyIHje — CapajeBcke
¢uaxapmoHmuje.

Y roauHH Koja je mperxopnaa ocHuBamy Capajecke ¢puaxapmonuje, ObaacHa
My3HYKa IIKOAA OPTaHM3HMPAAQ je 0CaM M3y3eTHO YCIIjellHUX KOHIIepPTHUX MaTHHeja.
HacraBHuny cy HacTymaAuM Ha KOHIJePTHMA KOjU Cy y IiTammu mpompaheHu kao
xoHIeptn ,dusxapmonujckor yapyxema ObsacHe Mysuuke mIKOAe. YApYyXKembe,
Koje je KOHIIepTHY AjeAATHOCT 3aro4eAo U IpHje 3BaHHUYHOT modeTka paaa Illkoae
(Spomenica (drugi izvjestaj) Oblasne muzicke $kole u Sarajevu 1940, 7) oxymmaso
je HacraBHuKe M uaaHOBe CrapaTescTBa IIKOAE, KOjU Cy, OBUCHO O peleproapy
KOHIlepaTa, HACTYIAAM y Pa3sHHM CacTaBHMa. 3a ABHje IIOCAHEAme MaTHHeje
$opmupaH je u OpKecTap, MTO je IOKPEHYAO UAEjY O OCHUBAKY APyTre MHCTUTYILUje
K0joj 61 ce mpemycTrAa 6pUra o OpKecTpy U opranusanuju Kouepara.’ ITpujaresn
My3HuKe, OAHOCHO IIpuBpeMeHHM OAOOp M OCHHMBAYM HA YeAy ca IPHBPEMEHHM
npeacjeaHnkoM Muankosuhem, 26. jyma 1923. nopumjean cy IToamnmjckoj
aupexuuju y CapajeBy Moaby ¢ mpujepsorom npasuaa CapajeBcke puaxapMOHHje
Ha opobpeme (Munankosuh u ap. 1923). Ha mjecry npeacjeatuxa Muaankosuh
je mpoBeo ABHje cesore (1923/24. n 1924/25), a HapeaHe ABHje Kao 94AQH IIHpPer
opbopa. Op 1928/29. moHoBHO je Ha mosuLHju IpeacjeAHnka. 1o saBpiueTky ce3oHe
1926/27. CapajeBcka GpuAXapMOHHja 3aIMaAa je y KPH3y Y3POKOBAHY HEAOCTATKOM
QHHAHCHjCKUX CPEACTABa M HECYTAACHIIAMA Y paAy opbopa. Muaankosuh ce Ha geao
ympase Bparuo 1928/29, cipoBeo peopraHusalujy Apymrsa 1 oMmoryhuo Hacrasax
pasa (Hadzi¢ 2014, 48-54).

Opxecrap CapajeBcke QpuAXapMOHMje IO CBOM CAaCTaBy M HAYHHY AjeAOBarba
610 je amaTepcKu aHCaMOA, y uHjeM Cy paay y3 oppehenn 6poj mpodecnonasHnx
My3Hdapa y4eCTBOBAAM YTAABHOM My3HYapH aMaTepH, Mehy kojuma je 6uao
npodecopa, meKapa, Tpropala U CTyseHaTa. IIpBu cacTaB umHMAM cy mocrojehu
ancam6a Ouaxapmonmukor Apymrsa O6aacHe Mysuuke mKoAe (ydeHHMIM H
My3HM4Yapy-aMaTepy), YAAHOBU BOjHOT opkecTpa Bocancke auBusmjcke obaactu u
XoHOpupanu npodecronasnu Mysuyapu (Hadzi¢ 2018a, 162).

TraBHu 06auk AjesoBamba CapajeBcke ¢uaxapMoHMje OMAQ je KOHIjepTHA
AjEAATHOCT, OAHOCHO OpTraHM3alitja CUM{(OHMUjCKUX KOHI[epaTa BAACTUTOT OPKeCTpa,
KAMEPHHX M COAMCTHYKHMX KOHIjepaTa AOMahMX PpernpOAYKTHBHHMX yMjeTHHKA
U YMjeTHHMKa M3 ApPYTHX KpajeBa KpameBnHe, KaO M rOCTOBama MHOCTPAHUX
ymjernuka. CamocTasso u y3 Opkecrap CapajeBcke pUAXapMOHMje HACTYIIAAH CY
6pojun pomahu u mHOCTpanu Mysmdapu. OpKecTap je 6HO YecT rocT mpUpeAdH y
OpTraHM3aLUjU APYTHX KYATYpHHX ApymTaBa y Capajesy, ook cy uaaHoBu OpkecTpa
capahusaan u ¢ ITosopumnnm u Bojuum oprectpom (Canka 3).3 Y ocamuaect
ropHa papa, op 1923. a0 1941, Ha 4eAy opkecTpa m3MjeHHAA Cy Ce METOPHIjA
aupurenara: Aaexcanpep Aykunmy (Alexandr Lukini¢, 1875-1942), Epo Kpenex

31 Bume o konuneprauM akTuBHOCTHMA ObAacHe My3smuke mxoae B. Hadzi¢ 2018b.
32 Bume o konuepTHuM akTHBHOCTHMA y: HadZi¢ 2018a, 178-203.
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(Eduard Edo Kftenek, 1895-1960), Beaym Jyuruh (1892-1968), Makc Yurep
(Max Unger, 1888-1962) n Ockap Aanon (1913-2009). V3 cTaaHO aHraxoBaHe
AUPHIEHTe, PaA APYIITBA IOMAraAl Cy KalleAHHI[M BOjHe My3HKe CTAallHOHUpAHEe Y
Capajesy, Joced Posxhasoscku (Josef Rozdalovsky, 2 ~1931) u Jocun Majep (1888
1965) (Hadzi¢ 2018a, 169).
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Camka 3. Opxkecrap CapajeBcke puaxapmonuje, aupurent Eayapps Epo Kpenexk,
usmely 1924. u 1927. IIpusaruu apxus Maje Hauh, yayke Boraana Muaankosuha,
AmcrepaaM, XoraHAHja.

KoHnneprau pemeproap KpeupaH je y CKAAAy C YMjeTHHYKHMM TeHACHIjaMa
AMPHTEHTA U yIIpaBe, MATEPUjaAHIM, OAHOCHO U3BohaukuM pecypcuma, pykoopehn
Ce MCKAYYMBO YyMjeTHHYKAM KPHTEPHjHMA KAAQd je y MHUTamby 0pabup pereproapa.
bupana cy ajeaa mpoBjepeHuMX yMjeTHMYKUX KBAAMTETa, AOK Cy eBeHTyaAHe
MaEbKaBOCTH perepToapa buae mpuje pesyATaT CKydeHHX uaBohaukux Moryhuocru
Hero , Kene 32 jepTrauM yemjexom” koa mybauke (Buji¢ 1973, 295).

OcnuBame CapajeBcke puaxapmonuje porabhaj je op IpBOpaspeAHOr 3Havaja
3a pasBOj My3HWuke KyAType. buao je To ApymTBO KOje ce CBOjUM yMjeTHHYKUM
KBAAUTETHMA H3ABOJUAO AAAGKO H3HAA Ipocjeka KoHueprHor >xuBoTa Capajesa
AaTor mepropa. MelyTuM, rpas u APyIITBO y LjjeAUHH HUCY TIPENO3HAAH IOTpeby
AjeAoBama MHCTUTYIIMje OBOT THIIA, HUTH Cy aAeKBaTHO MOAPXAAM HeH pap. Ao
1941, xapa Puaxapmonuja npecTaje ¢ papoM, ynpasa CapajeBcke $pHAXapMOHHje Ha
veny c Muaankosrhem Bopuaa je HempekupHy 60p6y 3a oncranak Apymrsa (Hadzi¢
2014).

IIpBo pasaobme ajeaaTHocTr CapajeBcke pUAXapMOHHje OKOHYAHO je IIOYeTKOM
Apyror cBjerckor para.” ITocmepmr KOHIIEPT OApKaH je 26. ¢pebpyapa 1941. y

33 Apyro paspobme samounme IOHOBHUM ocHuBameM CapajeBcke praxapMonuje 1948. ropuue.
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Hapoanom nosopuinry (Danon 2008, 505). Konrnepr moBosoM 150-ropummurie
cvptr B. A. Monapra (W. A. Mozart), HajaBaen 3a 9. anpua 1941, Huje oppska:
yPlakati za taj neodrzani koncert su na zidovima sarajevskih ulica do¢ekali formiranje
Nezavisne drzave Hrvatske i ulazak njemacke vojske” (Danon 1976, 38).

I'PAAUTEN BUOAMHA

Heobuune cy okoAHOCTH mop KojuMa ce Mwuaankosuh MMoyeo 3aHHMATH 3a
U3paAy BUOAMHA, YeMy je IIOCBETHO HEINTO BHIIE OA ABHje AelieHHje YIIOPHOT
pasa. Topune 1929, y Hamjepu mucama KHHIe O BHOAUHH, HEHO] XMCTOPHjH,
KOHCTPYKIIHjH, TEXHUIM ¥ eCTETUIIU CBUPakha, CyCPeo ce C HeAOCTAaTKOM apeKBaTHe
auteparype. Crora je HAKOH TEOPHjCKOT MCTPAXXHMBama O TOME KAKO Cy CTapu
MajcTopu u3palyBaAK BHOAMHE, a C IIWbeM IIPOBjepe CONCTBEHUX U3PadyHa, I0Ye0
BHOAUHe uspahuBatu cam, mro je motpajaso ropunama (Lasi¢ [1957]). aparky je
IPHCTYIMO C LMApeM pjelraBama mpobaeMa — ,odnos izmedu debljine violinskih
plo¢a” (Sarenac [1961]). TIpakTiasu pas pe3yATHPAO je HI30M TEOPHjCKUX PAAOBa,
AAM U TIPAaKTUYHUX pjelemna.

Kao mormyHM AaMK y CTOAQPCKHM MOCAOBMMA, Muaankosuh je mpBOOUTHO
MOpao CaBAapaTH MHOTOGpOjHE cToAapcke M AayTepcke Bjemrmme: ,Covek koji
dotad nikad nije ima u rukama strug, rende, ¢eki¢, morao je postati u prvom redu
stolarski virtuoz”. Tako, Ha IpuMjep, Aa 61 UCIUTAO CAMO YETHPHU OCjeTAHHBA MjecTa
TOpHe AACKe BHOAUHE, MOpao je u3spmmt 24 oraeaa (Sarenac [1961]). 3a rpasmy je
YTAQBHOM KOPHCTHO APBO jaBOpa ,u3 OyrojaHcKor Kpaja’, T3B. [edep-jaBop HAM jaBOp
C IIAAMEHOBMMA, Kao 1 oMopuKy ¢ Pare I1aanune xop Kopana, Hapomax Capajesa.
ApBo je HamjepaBao HabaBmatu u u3 Tupoaa, Pymynuje u Yexe, y uemy ra je omeo
pat. Hajsehy moTemkohy npeactaBaao je aak. IIpBe BuoAnHe mpemMasuBao je AakoM
npema ,$paHITyCKOM pellenTy’, AA 61 HAKOH TOTa MCIIMTA0 ABAAECETaK peljeraTa
UTaAMjaHCKOT U HeMAdyKor IOpHjeKAd, KojuMa Huje 6uo 3apoBoma. Ha kpajy je
IPOHAIIA0 COIICTBEHY KOMIIO3MIIMjy AaKa, KOjU je Ad0 3apoBomaBajyhe pesyarare
y IorAeay TOHa, aAu U 60je U cjaja, Aok he TpajHOCT, KaKo je roBopuo, ,BpHjeMe
nokasaru” (Lasi¢ [1957]).

IIpBy BuoamHy saBpmmo je y Aamy 1932. roaune. IIpBu, ka0 u HapepAHHX
CeAAMHAeCT MHCTPYMEHATa, UMao je KoHType CTpapuBapHjyCOBUX BHOAMHA. 3aTHM
je mogeo ¢ uapapom BaacTuTHX MopeAa (aeser BroanHa) (Cauxe 4 u S). C uspapom
je mpecTao 1951. ropuHe, Kapa je CyMHpAo CBe pe3yATaTe MPaKTUYHUX UCITUTUBAA
¥ OTII0Ye0 Pap Ha PYKOIUCY O XUCTOPHUjH U KoHCTpykuju Buoaune (Lasi¢ [1957]).
3a 22 ropuHe U3paAKo je 47 BHOAMHA U ABHje BHOAe.™

Maxo cy Hacrase y ,HaydHe CBpXe, Te UM IPBOOMTHa HaMmjeHa HHje OuaAa
MPAKTHYHA, BUOAMHE Cy Ce [I0Ka3aAe KBaAUTeTHHMA, a Muaankosuh ce apupmucao
Ko ,jepan op Bopehux rpagurena uoaunnay Jyrocaasuju” (Kucukali¢ 1966,488). Ha
MuaankorheBnM BUOANHaMa CBUPaAK Cy BAOAMHHCTH /oyaeBut Aobpomu (Ludwig

34 YV Bpujeme HacraHka MHTepBjya 3a AHeBHH aucT Ociroboherse (Capajeso) y Muaankosuhesom
nocjepy 6uae cy 23 Buoaune (Lasi¢ [1957]).
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Dobrony),* nexapammu yuennk O6aacte mysuaxe mkoae, @pun [Turro® u ITerap
Crojanosuh (1877-1957), KOMIOSHTOP M BUOAMHHCTA. JeAQH OA HAj3HA4ajHUjUX
BHOAMHHMCTA TipBe moroBuHe 20. cTomeha, Bama ITmmxopa (Vasa Piihoda, 1900-
1960), 020 je AacKaBa MpU3HAA IpasuTescKkoM ymujehy Muaankosuha, a Buoanse
cy cBoj myT Hamae oo CAA, Aycrpuje, Urtasnje u Typcke (Lasi¢ [1957]).

Canka 4 m S. Muaankosuhese Buoanne. Ilpusaran apxus Maje Mauh, yHyxe
Borpana Muaankosuha, Awmcreppam, XoraHAHTja.

Muaankosuh ce cBpcTaBa y 3HauajHe IpapuTese BHOAMHA. Y wacomucy Sveta
Cecilija maBopu ce aa je Ap Jocun Toapbepr, mpoecop Teodusuuxor 3aBopa y
3arpe0y, BAACHUK BUOAKHE ca curHaTypoM ,Dr. Bogdan Milankovi¢, Sarajevo 1933
»G. D. Goldberg ¢e valjda jedini u Zagreb imati Milankoviceve gusle. Gradene su
pravilno, ton im je jak, tek $to je boja laka odvise svijetla” (Dockal 1940, 45-46).

35 /oyaesur Aobpomu (Bjarka, Pycuja, 1917 — 2, 1989), Buoannucra. Cryaupao je Ha Mysnukoj
akapemuju y 3arpeby y kaacu Baraasa Xymaa. Yeaspmasao ce y Beuy. AjeAoBao je ka0 KOHI[epT-MajcTOp
Omnepror opxecrpa XpBaTcKOTr HAPOAHOT KA3AAMIITA, KOHI[EPT-MajCTOp beuxe Ap)kaBHe olepe, mpBa
BHOAMHA 3arpe6aukor KOMOpHOTr opkectpa u 3arpebauxor ksaprera. Op 1950. ropuse sxuBHO je u
paano y Beay. Korneprupao je y ®pannyckoj, Ilsajiapckoj n Hbemauxoj (B. Hadzi¢ 2018a, 199).

36 Hema nOy3pQHHX OAQTAKA O MjecTy U ToAHHH polyersa [Tunra (Opuy / Fritz Pinto). Y capajeBckoj
IITAMITH TOMHEbE Ce Kao ,cyrpahannn’, Capajauja. 3aBpIuno je CTyaHje BHOAMHE Ha KOH3ePBATOPHjyMy y
Bpuceay, raje je kao Haj6osU yIeHHK OCBOjUO 1 HekoAnKo npsux Harpaaa (Hadzi¢ i Pa¢uka 2020, 235).
Topune 193S. ITunto je Ha MuaaHkoBuheBOj BHOAUHH H3BEO ILjjeAOBedeprU KoHIepT y HaposHom
nosopumTy: ,I. TTuHTO je cBMpao Ha ’3ByYHOj BHOAMHH, M3yMy AMpeKTOpa Mysuuke IIKOAe I. AP
Boraama Muaankosrha, xoja je HCIyHHAQ H BPAO ONITHMUCTHYHA odekuBama” (Anonymous [1935]).
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MunankoBuheBe BuoAMHe 6uAe Cy ¥ yIOTpebH 1 HAKOH APYror CBjeTCKOT paTa.
Pujeuxu Buoannucra Bunko Bummuh cBupao je mHa MuaankoBuheBoj BHOAMHU 13
1942.ropue: ,Ve¢ nekoliko godina sviram na Vagoj violini (rad iz 1942/2). Odlikuje
se punozvuénim i ugodnim tonom; izrada je pomna, a izbor drveta primjeran” (Visi¢
1963).”

Muaankosuhesa Buoanta uspabena 1934. roante A1O je KOAeKIfHje HOBOCAACKOT
koaekiimoHapa Tuxomupa Tamasure. TamaBuma jy je xymmo op Jeaucasere
Munaankosuh Vauh, crapuje Muaaukosuhese xhepu, y3 obehame pa je nehe
poAaTu 1 Aa he GUTH IIeHTPAAHU AMIO BbeTOBe KOAEKIIHje.

Ne samo $to je pravi raritet, nego je i njena umetnicka vrednost neprocenjiva, jer je
profesor Bogdan dugo menjao modele dok nije dosao do odgovarajuce teorije i laka,
kako bi zvuk bio $to meksi, a oblik pristupa¢niji. (... ) imaju izvanrednu boju tona,
vlastiti oblik i originalne nacrte ’f’ otvora. Tajna njegove teorije, potonjim generacija-
ma je jo$ uvek nepoznata (Lemaji¢ 2009).

Y mocjeay MuaankosuheBe BHOAHHE je 0GOCAHCKOXepIIETOBAYKH BHOAMHUCTA
u xommosurop Maahe remepanuje, Bewamun Pubuh (Travnik, 2000). Buoaumny
C 03HaKOM Ha AOK0j maoun — ,B. Milankovié, Sarajevo, 1941 2” — Pubuh je xymmo
ITyTeM OrAaca Ha MHTEPHeTY oA poaasiia u3 Bujesune (Ribi¢ 2023).

MY3UKOAOIIKA AJEAATHOCT

Y pasaobmy usmeby ABajy cBjerckux paroBa y Bocuu u Xeprerosuuu Hema
CTPYYHHX MY3HYKHX 9ACOINCA HUTU OOPa3OBAHUX MY3HIKHMX KPUTHYApA M IHCALA.
CBojeBpCHHU TIOMAIIH BUASHBH CY ¥ IIOAPYYjy My3HUKe ITyOAULIUCTHKE, C 003UpOM
HA TIOPACT HAIKCa O MY3MIM Y KIbIDKEBHHM YaCOIMCHMA M AHEBHHM AMCTOBHMA
YHjH Cy ayTOPH YIAQBHOM KIGIDKEBHHIM M I0o30opumHu kpurmdapu.® IToceban
AompHuHOC Aa0 je Borpan MmaankoBuh kao ayTop mIyOAMIMCTHYKMX HAIIHCA,
OCBPTa U IPHKA33, HEPUjeTKO 1 KpuTuiku obojenux. Mehyrum, Musankosuhesa
My3HKOAOIIIKA AjeAATHOCT MHOTO je IIHpa. Y3 MyOAULUCTHIKe Hanrce, MuaaHkosuh
objaBiyje HU3 pasOBa y MOAPYYjy U3BODAIITBA ¥ jyrOCAOBEHCKUM MY3HKOAOLIKHIM

37 Bumko Bummh obparno ce Muaankosuhy 3a momoh u casjere y Besu ¢ TEOPHjCKHM PapOM O
BUOAVHH. 3aHUMAHBA KOPECIIOHAEHIIH]a CAAPXKH MHOTO TTOAATaKa i 0 MuAaHkoBiheBOM paay y HCTOM
noapyyjy (B. Korespodencija izmedu Vinka Visi¢a i Dr Bogdana Milankovica iz Sarajeva 1963).

38 Tlpuje npopasuya u3 Bujemune, BuoanHa je 6uaa y mocjeay mopoauue y Kucemaky Bume op
TpupeceT ropuHa. Vicipsa je 6rAa Ha TaBaHy, a KaCHHje je CAY>XMAAQ KAO YKPAc HA CTAAQXH, AOK je
HaBopHO ¥ Kucemak pocmjeaa 3a Bpujeme Apyror CBjeTCKOT paTa, Kad je Heka jeBpejcKa MOPOAMIIA U3
Capajesa, 6jexxehu U3 rpapa Ipema yHyTpalIbOCTH, BUOARHY ocTaBHAa Y Kucesaky, rpasuhy Hapomak
Capajesa (Ribi¢ 2023).

39 3HauajHa 3amaxcara o My3HUKOj KyATYpH Aaau cy Josan ITaaasectpa (Moctap, 1893 — Capajeso,
1959), KibMDKeBHHK, ITyOAULMCTA, KIIKeBHU 1 NO30pHUIIHI KpuTHdap, Bopusoje Jesruh (Capajeso,
1894-1959) kibIKeBHUK, peAuTes U Apamarypr u Josan Kph (Capajeso, 1898-1941) kiukeBHHK,
Ty 6AMIHCTA, KibIDKeBHH U rTogopumty kputudap (B. Hadzi¢ 2018a, 35-37).



142

MY3UKOAOTHJA / MUSICOLOGY 35 - 2023

JacONUCHMA, YUMe Ce CBPCTaBa y peA MPBUX MY3UKOAOTA KOjH Cy AjeaoBaau y Bocuu
u Xepuerosunu.*

Toaune 1923. MuaankoBuheBa Kiura o HpoOAeMHMa KAAQBUPCKE TEXHHKeE
u unTepnpetauuje, Die Grundlagen der modernen pianistischen Kunst [OcHose
caBpeMeHe [MjaHuCTHYKe yMeTHOCTH ], o6jaBseHa je y Aajnnury (Leipzigu) y usaamy
peHomupane memauke uspasauke kyhe K. @. Kanr (Christian Friedrich Kahnt,
1823-1897). HesjepoBaTHMM MOAYXBAaTOM 4MHH Ce OBaj ycIjeX MojeAuHIa 6es
HHCTUTYIIMOHAAHOT My3H4KOT 00pasoBama, 1 6es Beher npakrianor nckycrsa.*' ¥3
OIMC MeXaHUYKHUX U GU3HOAOLIKMX 3aXTjeBa IujaHucTudkor ymujeha, Muaankosuh
peBuAMpa nocrojehe mujaHuCcTHYKe TeopHje M YCIOCTaBAA HOBY KOja 60jy TOHa
HOAPa3yMHjeBa Kao HajBaXKHHjH ITapaMeTap. Y MPBOM AUjeAy obpasaake eAeMeHeTe
TEXHHUKe, 2 Y APYTOM AHjeAy KibHre PacIpaBsa 0 HHTeprpeTarmju.

MunaankosuheBa kmura Huje mpomaa Hesamaxeno. Ayasur Auta (Ludwig
Dietl), npodecop xaaBupa Ha Beukom xonsepsaropujymy, y mucmy Muaankosuhy
3axBasyje Ha MOMMUALY (KIHH3H) Y3 PHjedr XBaAe:

Knjigu sam odmah pro¢itao; sve, svaka re¢ je jasna, providna sama od sebe razumljiva
- zajednog moderno nastrojenog pijanistu. Vage nazore mora da potpise svaki svira¢
na klaviru. Poznajem poprili¢no sva sli¢na dela, temeljito ih proucio, ali prvo mesto
dajem Vasem opusu; ukratko, lako razumljivo, sve temeljito promisljeno. Ne pada mi
tesko da preporucujem Vasu knjigu u svom krugu.®

40 Tlouerm My3MKOAONIKMX AKTUBHOCTH ¥ BocHM 1 XeprieroBuHu HaAaze ce y HAIMCHMA yTAABHOM
AHOHMMHIX IHCALA y BpUjeMe aycTpoyrapcke yrnpase (1878-1918), sanucnma 60caHckoxeprierosaike
TpaAULMjCKe My3HKe M PapOBUMA CTPaHHX HCTpaxuBada. OcHuBame 3eMamckor Myseja (1888)
MOACTAKAO je 036MmHMja MCTpaxHuBama y obaactu erHoMysukosormje (Cavlovié 2011, 227-228).
Y paspobmy usMelyy ABajy cBjerckmx paroBa IIOjaBAYjy Ce IPBU IIKOAOBAHH €THOMY3HMKOAO3H, dpa
Bpanko Mapujuh (Mapuh) (Bpau, Mocrap, 1896 — Llupux, 1974), pookropupao y Bedy Ha temy Die
Volksmusik Bosniens und der Herzegovina [Hapoana mysuxa Bocue u Xepuerosune] (Talam 2016) u
Lisjerko Puxtman (Pujexa, 1902 — Capajeso, 1989), jeaat 0a MMOHMpa MHCTHTYLMOHAAHOT PasBoja
GocaHCKoXepIeroBauke eTHOMy3uKoAoTHje uza Apyror csjerckor para (Rihtman Sotri¢ 1986, 21-
26). MebyTum, cucTeMaTcku pasBoj Hayke 0 My3HLM y BocHH 1 XepIleroBUHH 3aI04Hbe OCHUBAbeM
Mysuuxe akapemuje y Capajey 195S. ropune, Te, 32 My3HKOAOTHjy IIOCEOHO BaXKHOM, MEAATOIIKOM
Ajeaarnomhy Mysukoaora Ap 3uje Kyaykaaunha (Capajeso, 1929 — Amcreppam, 2020) koju ce cmarpa
ocHuBaveM 6ocanckoxeprerosauke mysukosormje (Cavlovié 2011, 227-228).

41 Kao moryhu pasaor sa o6jaBsuBame xibure y Hbemaukoj, a me Jyrocaasuju, Toay6osuh HaBoan
He3aHHTEPEeCHPaHOCT cpepune 3a oBy obaact (Golubovi¢, 185). Kwura je aoxusjesa u Apyro,
AOIIYH€HO M3Aarbe, TOTOBO TPUAECET TOAMHA KacHHje y u3pamy Mysukosomkor uHcTuTyTa Cpricke
akapemuje Hayka (Milankovi¢ 1952a).

42 TpupeceT TOAMHA HAKOH HEMAYKOT H3AAKA KIBUIA je 00jaBoeHa KA0 AOMYHEHO H3AAmbE
Mysuxoaomxor uxcruryta Cpricke akapemuje Hayka y Beorpaay (Milankovi¢ 1952). O xmusy,
caapxajy u 3Hadajy sume y: Golubovi¢ 2015, 185-187.

43 ,Das Buch bereits durchgelesen; alles, jedes Wort Klar, dursichtig, selbstverstindlich — fiir einen
modern denkenden Pianisten. Thre Anschaung muss ein jeder Clavierspieler unterschreiben. Ich
kenne so zielmlich alle dhnlichen Werke, sie griindlich durchdacht. Ich werde nicht miide, das Buch in
meinem Kreise zu empfehlen” (Dietl 1923). ITpenuc u npeBoa nucMa Haaase ce y IPHBATHOj aPXHBH
Maje Mauh, yryxe Borpara Musaankosuha.
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MunankoBuheBy KIHIY IOMHEEe U UyBEHH OEUKM MY3HYKHM KPUTHYAp JyAHjyc
Koparoaa (Julius Leopold Korngold, 1860-1945) (8. Antonicek 1967). Y xputuuu
KOHIlepTa BHOAMHUCTe Bamre ITmmxope, mumjanmucre Mruara @pumamana (Ignaz
Friedman, 1882-1948) u gsupurenta Bpyna Baarepa (Bruno Walter, 1876-1962) 3a
Oeuxu aneBHu AuCT Neue Freie Presse Koprroaa nure:

Kao virtuoz velikog stila predstavio se Ignac Fridman. Tesko moZzemo zamisliti glat-
kiju i do posljednje potankosti ugla¢aniju tehniku od njegove. Ta savr$ena lakoéa
pokreta prstiju i ruénog zgloba, koja, uskladena s tezinom ruke, dopusta najvecu iz-
jednacenost, prozirnost, neusiljenost i — brzinu, potsecala nas je sve vreme na tehni-
ku Godovskog. Bogdan Milankovi¢ u nedavno objavljenoj zanimljivoj knjizi (K. F.
Kant, Lajpcig) ‘Osnovi moderne pijanisticke umetnosti’ stavlja tu vrstu tehnike na
prvo mesto.*

O xmwu3u cy nucaau u y Jyrocaasuju. Rupua Auuap (1894-1957) y waconucy
Sveta Cecilija, y3 KpaTKu OIIHC CaAPIKaja KEbHTe H TOXBAAE Ay TOPY Ha OAAUYHO]j KIbU3H,
HCTHYe 3HAYaj HAKAAAE ¥ KOjOj je AjeAo objaBreHo:

Radujemo se, $to je to djelo nadeg zemljaka izaslo u nakladi, u kojoj su izasla ve¢
mnoga odli¢na djela napose o klaviru (Ph. Em. Bach, R. M. Breithaupt, E. Kiihn,
L. P. Dunn, A. Kullak, T. Matthay, W. Niemann, P. Ramul, P. Stoye). Pisac primio je
ve¢ od vise stranih kapaciteta pohvalu za svoje djelo, pa ne sumnjamo da ¢e si njime,
jer je osnovano na mnogogodi$njem iskustvu i prakticnom znanju, ste¢i priznanje u
$irokom glazbenom svijetu (C. L. 1924).

MelyyTum, MusankosrheBo AjeAo je IHPUM CTPYYHUM KPYTOBUMA [IHjaHHCTA U
MY3HYKHX TIEAArOTa OCTAAO HEIIO3HATO:

Ova knjiga naseg stru¢njaka, izdana na nemackom jeziku, sluzi nam na ¢ast u izvan-
jem svetu gde je primljena s velikim interesom. Medutim bi nam izvanredno dobro
dosla na nagem jeziku, sluze¢i kao vad mecum na$im pijanistima i svima onima koji s
razumevanjem prate muziku, da svoje shvatanje jo§ doteraju poznavanjem svega $to
pianist mora da zna i ume (Makanec 1925,313-314).

Iucana pujed o Mysuny npati MuaaskosuheB paa 1 Ka0 My3HYKOT [IEAATOTa, AU
M MCTPXMBAYa / TPAAMTE N BUOAMHA. 32 jyTOCAOBEHCKE CTPYYHE MY3UUKe YaCOIIUCe
Zvuk, Muzika, Muzicki glasnik n apyre 4acommce mmcao je 0 eCTeTCKHM IPUHIUMIMA

44, Als Klaviervirtuose groflen Stils stellte sich Ignaz Friedmann vor. Eine Technik, reibungsloser,
bis ins letzte Detail geschliffener als die seine, laf3t sich kaum denken. Wiederholt erinnerte diese
vollkommene Geldstheit von Finger — und Handgelenk, deren Entente mit dem Armgewicht grofite
Egalitit, Durchsichtigkeit, Legeretit und — Raschheit gestattet an die Technik Godowskys. Bogdan
Milankovi¢ stellt in einem eben erschienenen interessanten Buch 'Die Grundlagen der modernen
pianistischen Kunst’ (C. F. Kahnt, Leipzig), diese Art Technik zu oberst” (J. K. 1923). IIpesoa Aujeaa
KPHTHKE Y KOjeM ce romumbe Muaankosrh Haaasu ce y nmpusarHoj apxusu Maje Hanh, yHyke Boraana
Munankosuha.
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usBohamrsa (Milankovi¢ 1920; 1928a; 1928b), o xoncrpykuuju u oapehenum
TexHUYKMM npobaemuma y Buoannuamy (Milankovi¢ 1934; 1935; 1940). AyTop je
IPBOT IIPETAEAHOT PaAa O pa3Bojy Mysuukor skusota Capajesa (Milankovié¢ 1939), ¢
$OKyCcOM Ha OCHHBabe U AJeAATHOCT ITjeBaukux ApyiTaa, O6AacHe My3HUKe IIKOAE,
Capajescke puaxapMoHHje 1 rocToBama y HapopnoM nosopumry.

Y AOKAaAHHM CapajeBCKHM AHCTOBHUMA OO0jaBAMBAO je IpUKase KOHIlepaTa,
HepHjeTKo KpUTUIKH 060jeHe. 3ABajajy ce Hammcu o6jaBsenu y Pregledu, casopisu
za politicki i kulturni Zivot,* 3a xoju je 0p 1927. poo 1934. 06jaBro ABaeceTaK YAaHAKA
NOTNHCAHMX MHULMjaAnMa (CaMo jeAaH MyHMM MMEHOM M IPEe3HMEHOM) H IIOA
nceysonumom Eyse6uje (Anonymous 1964, 411).%

MuaankosuheB My3HKOAOIIKH pap IyHH 3aMax he AOXHBjeTH y paspobmy
u3a Apyror CBjeTCKOT paTa, y CBOjCTBY CapapHHMKa MY3HKOAOIIKOT HHCTHTYTA
Cprcke akapeMuje HayKa, KaCHHje M AOIMCHOT YAAQHA, Te YaaHA AKapeMuje Hayke
u ymjetHocti Bocne u Xeprerosune. Y oBOM paspobsy objaBmeHe Cy ABHje
xibure (Milankovi¢ 1952a; 1956) n Hu3 YAaHAKa O UCTOPHjH, TEXHHULY U eCTETULI
usBobhamrsa (Milankovi¢ 1958; 1961a; 1961b; 1963a)."

3AKASYIYAK

Ap Borpan Musankosuh jepHa je 0Op KAYYHMX AMYHOCTH MY3HYKOT SKMBOTA
CapajeBa IOCEOHO 3aCAYKHHX 3a MHCTUTYIIMOHAAHH Pa3BOj My3HuKe KYAType Y
Bocuu u Xeprjerounu y paspo6sy usmely ABajy CBjeTCKUX paToBa. Y3 IpHMapHH
II03UB ITMMHA3HjCKOT IIPOodecopa UTAAMjAHCKOT U PppaHIfycKor jesnka, MusaHkosuh
je ABHje AeLieHHje CBOT HajIIAOAHHUjeT CTBAPAAAUKOT Pa3pA00na yaoxkro y pap ObaacHe
Mmysuuke mkoAe u CapajeBcke ¢uaxapmonmje. Ha TemesHMa OBMX MHCTHTYIHja
ocHOBaHe cy ApxaBHa Mysuuka mkoaa (1945, capammba Cpeaba My3ndKa IIKOAQ)
n CapajeBcka ¢puaxapmonnja (1948), xoje cy A0 AaHAc PyHAAMEHTaAHe My3HuKe
uHCTUTYIHje y Bochu u Xeprieropunu.

Y3 usHMMHE OpraHM3aTOpPCKe aKTHBHOCTU KOje Cy M3HeApHAe ABHUje
pyHAAMEHTaAHe HHCTHUTYIIHje My3HdKe KyAType, MuaankoBuhes HHTepeC 3a My3HKy
00yxBara U My3HUKY IIyOAHIJUCTHKY M My3UKOAOTH]Y, T, IUTO je MOCeOHO HeOOMIHO,
uspapy BuosnHa. CBoje Teopuje O KOHCTPYKIMjH, TeXHUIM U €CTeTUIM CBHpPAIba
TeMesHO jeé Ha BAACTUTHUM eMIMPHjCKMM HCTPAXXMBAbUMa KOja Cy pesyATHpaAa
AeceTHHaMa MHCTpyMeHaTa NP OM3aIlALX U3 lerOBe PAAMOHHIIE, Te HU30M BPHjeAHNX
CTYAMja O PasHHUM IpobAeMHMa y 00AACTH M3BONAIITBA, HAYMHHUBIIM [THOHUPCKE

4S  Yacomuc Ilpeiteg TIOKPEHYAH Cy YTAGAHH M KOMIIETEHTHH HHTeAeKTyaAln Maabhe remepanmje.
Yacomnuc je u3aazuo je 0p 1910. o0 1912, Te 0p 1927. o0 1941. ropune (Bibliografija 'Pregleda’ 1967).
46 MuaankoBrheBy IPUKA3K Cy yTAABHOM O KOHIlepTHMA y opraHusanuji CapajeBcke pHAXapMOHH]e.
Bupau: M. 1927; Milankovi¢ 1927; B. M. 1928a; B. M. 1928b; M. 1928a; M. 1928b; M. 1929a; M.
1929b; M. 1929¢; M. 1929d; M. 1929¢; M. 1930a; M. 1930b; Euzebije 1932a; Euzebije 1932b;
Euzebije 1932¢; Euzebije 1932d; Euzebije 1932¢; Euzebije 1932f; Euzebije 1933; M. 1934.

47 'V 6ubanorpapuju Muaanosuhesux paposa objasmenoj y Toguwmaky Cpiicke akagemuje Hayka u
YMETHOCITIY HABOAE Ce, u3Mel)y OCTAAMX, M HerOBH IIMCAHM PAAOBU HACTAAM HAKOH APYror CBjeTckor
para (v. Anonymous 1964; Anonymous 1965).
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KOpake y 06AaCTH My3HMKOAOIIKMX MCTpakuBawa y bocun u Xeprerosunu. Haxo
HacTaAse y HayyHe cBpxXe, MuaaHkosuheBe BHOAMHE HAIlAe Cy CBOje MjecTO Ha
KOHIIEPTHHUM II030pHHIIaMa, unMe je Muaankosuh 3ayseo mjecto mely sHauajuum
rpapuMTesHMa BUOAMHA Y HEKAAAIIH0j JyrocAaBuj1, Kao NpBH Ha TepuTopuju bocune
u Xepljeropuse.

HesjepoBarHa AAAEKOBHAOCT Kaaa Cy y IUTaky nmotpebe 1 MoryhHoCTH pasBoja
KyATypHOrkuBoTta Capajesa, HCTHHCKY eHTY3Hja3aM U IT0CBeheHOCT, aAN U pe3yATaTH
HHErOBUX CBECTPAHHMX AKTHBHOCTH, CBpCTaBajy Ap Borpama Muaankosuha mehy
3HayajHe ANKOBE y HCTOPHjU MY3HKe, YHjH je pas 0OAMKOBAO MY3HYKY IIPOLIAOCT KOja
IPeACTaBAa TEMese My3HdKe KyAType BocHe u Xeprieropuse Koja >KUBM U AQHAC.
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Fatima Hapzi¢

BoGDAN MILANKOVIC'S CONTRIBUTION TO THE DEVELOPMENT
OF MusICAL CULTURE IN SARAJEVO BETWEEN WORLD WARS

(SuMMARY)

Bogdan Milankovi¢ (1885-1966) was one of the several prominent figures of the
musical life of interwar Sarajevo, especially creditable for the institutional develop-
ment of musical culture. Based on archival sources and daily press, this article des-
cribes Milankovic’s activities and valorizes his contribution to the development of
Sarajevo’s musical culture between two world wars.

Milankovi¢ acted as director of the District School of Music, the first partia-
lly subsidized music school in Bosnia and Herzegovina, for two decades. The first
domestic musicians as well as several notable names in the Yugoslav music scene
emerged from this school. The school also initiated the establishment of the Sarajevo
Philharmonic, a society that, in terms of the quality of concerts by local, regional,
and European musicians, has risen far above the average concert life in Sarajevo. As
to the foundations of these institutions, The State School of Music (1945, now the
High School of Music) and the Sarajevo Philharmonic (1948) were both founded
after World War Two.

Milankovi¢’s interest in music also encompassed music journalism, musicology
and violin making. His theories on the violin construction were verified by empiri-
cal research that resulted in dozens of instruments from his workshop, and valuable
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studies in the field of performance as pioneering steps in the field of musicological
research in Bosnia and Herzegovina. Although they were created for scientific pur-
poses, Milankovi¢’s violins found their place on concert stages, which made him one
of the most important violin makers in the former Yugoslavia, and the first one in the
territory of Bosnia and Herzegovina.

Milankovi¢’s incredible foresight when it comes to the needs and possibilities of
the development of the cultural life of Sarajevo, true enthusiasm and commitment,
but also the results of his versatile activities, classify him among the few important
figures in the history of music in Bosnia and Herzegovina whose work shaped the
musical past on whose foundations the musical culture of Bosnia and Herzegovina
lies even today.
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ATIICTPAKT

Myswaku xuBot Cpemcke MuTpoBuIle y mepHOAY COIMjaAUCTHYKe JyrocAaBHje
CarAeAQH je y CBETAY TPHIIAPTUTHE IIOAEAe Ha 030UbHY, HAPOGHY U 3a0a6HY My3HKY.
Y oxBHpY OBe IOA€A€, PASBHOBPCHOCT My3HUKHUX Aoraljaja oapehena je Hacaehem
KyATypHE AUCTaHIle H3Mel)y PpasAMMHTHX APYIITBEHHX CAOjeBa, aAM Huje
eKCIIAMI[ITHO OOeAexKeHa OAHOCOM u3Melyy yMeTHHUKe My3HKe 1 APYTUX KAHPOBA
KOjU He AOCEXy IbeH eCTeTCKH paHI. Ilopep 036umHe My3HKe, MaruCTPaAHO
MOAPYYje MHUTPOBAYKOI MY3HYKOI >XMBOTA Yy jYTOCAOBEHCKOM COIIMjaAU3MY
4HHEe HAPOAHA MY3HKA, y BHAYy YpOAaHM30BaHe, HMHCTUTYIIMOHAAM30BAHE MU
ecTrBaAn30BaHe POAKAOPHE TPAAHUIHje, KO M 3a0aBHA My3HKa 3aCHOBAHA Ha
AOMeCTHPUKALIjI TA0OAAHe MACOBHE My3HUKe KYAType.

KaryaHE PEYM: Cpemcka Mutposuia, 036mmHa My3HKa, HAPOAHA My3HKa, 3abaBHa
MY3HUKa, COIJHjaANCTHYKA JyTOCAaBHja.

YBOA: HNCTOPHUJCKA 1 METOAOAOIIIKA ITHMTAIBA

HurepecoBame 3a My3uuky xuBoT CpeMcke MuTpoBuUIle y IePHOAY OA HACTaHKA
AO DaCIiapa COLMjAAMCTHYKE JyrocAaBuje’ AeO0 je IIMper HCTOPHOrpadcKor,
HMHTePAMCIIUIAMHAPHO ITOCTABAEHOT HCTPAXKHBAkba MUTPOBAYKOT MY3UYKOT KHUBOTA
y BPEMEHCKOM PAacIIOHy OA Apyre moaoBuHe 19. Beka a0 aanac.’ IToaasehu op
IPeTHOCTaBKe Ad My3uuku XuBoT Cpemcke MUTpOBHUIIE Y IIOCMATPAHOM IIEPHOAY
YUHM BapHjaHTHY II0jaBHOCT Y OAHOCY Ha KyATYpPHH >KHMBOT TPajOBa y IIMpeM
APYLITBEHO-HCTOPHjCKOM KOHTEKCTY, KaO CTYAU]ja CAydaja aHAAK3a My3HIKOT )XHBOTA
OBe CPeAHHE MOKe AOIIPHHETH 0OYXBATHHjHM ITOTAAUMA HA Pa3BOj My3HUKe KyATYpe
y HAIMOHAAHUM U PETMOHAAHMM OKBHPHMA, Te MPOBepH/pasMmarpamy Baxehux
mapapurMu. Aocapanima HaydHa Maxmba 3a Mysuky y Cpemckoj Murposunu® 6raa
je M3 APYTHX AMCLMIIAMHADHHX NepCcrieKTuBa (MCTOpHja, COLMOAOTH]), & jEAMHU
My3HKOAONIKH pap 610 je ycMmepeH camo Ha pap CpIICKOT LIPKBEHOT IT€BAYKOT
ApywTBa 1 Berosor xoposoly [Terpa Kpanuesuha (Hosaxosuh 2016).

Cpemcka Murposuna je persoHasHu nentap u Hajsehu rpap y Cpemy. Oso,
HeKaAa IMOTPaHMYHO MeCTO AYCTPHjCKOT LJapCTBa IPeTeXHO HACesEeHO CPIICKUM M

2 AyTopka ce Ompepesyje 3a TepMHH ,COLMJAAMCTHYKA JyrOCAaBHja  CXOAHO HeroBOj yrmoTpebu
y auteparypu u3 obaacru (moautmuke) ucropuje (ym. [lerpanosuh 1977 ; Yaauh 2013) nako meHo
conujaAncTHIKO ypeheme patupa Tek op 1963. ropune.

3 OBo ucrpaxuBame A0 je OOMMHHje PEeKOHCTPYKIIMje My3IIKe HCTOPHje OBOT I'Paja 3a morpebe
AOKTOpPCKe AMCepTarmje Kojy ayropka mspabyje ma Axapemuju ymernoctn y Hosom Capy mop
menTopcreom pod. op Hemame Cosruha.

4 O mysunu u Mysmaapuma y Cpemckoj Murposuriu Buire y: Yaurxu 1994; Bajuh 1998; Hophesuh
2001; Apesruh 2007; Hosakosuh 2016; Muxaaex 2018; Mocrapauh 2018.
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XPBATCKUM JKHBAEM, YKnydeHO je y Kpasesury Cpba, Xpsara u CaoBenama 1918.
ropure. Tokom Apyror cerckor para Cpemcka Murposuna je 6maa y cacrasy
Hesasucue ApxaBe XpBarcke, Aa 6u HakoH 1945. ropune, ca ynrasum CpeMmow,
ymaa y cacraB AytoHomHe IToxpajune Bojpoanne y oksupy ®eaeparusne Hapoanre
Permry6auxke Jyrocaasuje. Cpemcka Murposua je y Toj, Apyroj, Jyrocaasuju mpomaa
KpO3 KOpEHHTe APYIITBeHe, €KOHOMCKe M KyATypHe mpomeHe. Kako HaBoam
ucroprmyap Tpusyn Muaankosul, OHe Cy ce oABHjase y ABeMa pasama. Y IEPHOAY
oA 1944. a0 195S. ropuse maxma je 6uaa mocseheHa canupamy mocaeauna Apyror
CBETCKOT paTa, a HaKOH 1955, roauHe rpap AOXKUBAABA YOP3aHU IPUBPEAHH Pa3Boj H
cBecTpanu npeobpaxaj (Musankosuh 1969, 213).

Ako ce y3Me y 003Mp IMHpPH KYATYPHH U APYIITBEHO-IOAUTHYKH KOHTEKCT,
OCHOBAHO je MpeTIIOCTaBUTU Ad Y MysumdkoM >kuBoTy Cpemcke Mutposurie
TOKOM OBOT ,,CBeCTpaHOI Ipeobpaxaja’ ipahancku moges KyAillype® yCTyIa MeCTO
coyujarucimiuuxom.® Y OKBUPY COLIMjAAUCTHIKOT MOAEAA KYATYpe, LITO je XUIIOTe3a
Koja he 6uTH mcIuTaHA y OBOM paAy, AOAQ3H AO IPENAUTAIbA U KOMIIATHOHAHOT
YOAHOIIIABatba JKAHPOBCKHX IIOAPYYja 0301pHe, HAPOAHE U 3a0aBHe My3HKe.! YHyTap
OBe 1opeAe,” pasHOAMKOCT My3HIKHX Aorahaja 1 pAane pedaexryje Hacaehe kyaTypHe
AUCTaHIle usMel)y pasAMYHTHX APYIITBEHHX CAOjeBa, aAHM HHje eKCIIAHI[UITHO
obeAexxeHa OAHOCOM H3Mel)y yMeTHHUKe My3HKe 1 My3HKe Ca APYTHX SKaHPOBCKHX
HOAPYYja UHjH Ce HCTOPHjCKH Pa3Boj HUje KPeTao y IPaBLYy 3aA00Hjamba ecTeTcke
ayTOHOMUjE.

MetoporOTHja MCTpaXkKMBama 3aCHOBAaHA jeé HA AHAAMTUYKOj IPHMEHHU
KaTerOpHMjaAHOT arapara, MOCTaBAEHOT HAa TPUIAPTUTHY OCHOBY, TAe IIOjaM
030mmHe MysHKe HapoApelyje ImojaM yMeTHHUKe My3HKe, a IIOjJMOBH HapOAHE H
3abaBHe My3uKe 3aA00Hjajy 3HaUera ypOAHM30BAaHe, HHCTHTYLIMOHAAU3OBAHE H
ecTrBaAn30BaHe (OAKAOPHE TPAAHIIHje, OAHOCHO AOMeCTHQHKAIMje TA0baAHe
MacoBHe My3uuKke KyaType. Xumoresy Haraamje Marype o pa3Bojy My3uduKkor
JKMBOTA Y CKAQAY Ca COLMjAaAMCTHYKHM KYATYpHUM moauTukama (2006, 19-25) u

S Ipahaucku mogeA KyAiliype TOAPasyMeBa HAJMOHAAHO-eMAHIJUIIATOP CKA MOAEA KYATY PHE IIOAUTHKE,
KakBa je 6MAa Ha CHa3u 3a BpeMe BAapaBuHe auHactuja Obpenosuh u Kapahophesnh, kapa je Cpbuja
HOCTaAa pasHa u ycrasHo ypebena apxasa (Byxuh 2010).

6  Coyujaruciuuyuku moges KyAllype IOAPa3yMeBa KYATYPHY IIOAUTHKY ApyTe JyrocAaBHje: arHTIIpOII,
AEMOKPaTU3aLHjy KyAType U camoynpassate y kyarypu (Byxuh 2010).

7 Tlopeaa Ha 036MsHY, HAPOAHY ¥ 3a0aBHY MY3HKy HHHUIMPAHA je CTPYKTYPOM PAAMjCKHX PeAAKIfHja
y conujaAuCcTHIKOM Iepropy. OHa ce MOXe NMPHXBAaTUTH y OKBUPY HPEAMMHUHAPHHX HCTPAXKUBAmba
My3udkor sxuBoTa CpeMcke MUTpOBHIle KaO ampPOKCHMATHBHH eKCIIAAHATOPHH MoAeA. Ilopeay mHa
0301oHY, HAPOAHY U 3a6aBHY MysuKy pasmarpa Mapuja Kapa y cB0joj AOKTOPCKOj AMCepTanuju
»My3iuKka KOHIIENIMja PaAMjCKOT AMCKYpPCa Versus ayAUTOPHjyM — BHAOBH TpaHCcpopManuja
Mehyco6Hux pesarmja caraepaHMX y MHTEPAUCIMIIAMHAPHOM IIOAY TEOPHje MeAMja’, IpelusHuje y
noTnoraasasy ,Mysuuku skaHposu Ha Papno Beorpapy y apyroj moaosunu 20. sexa” (Kapan 2019,
88-97). Crpyxrypa u cacras pasujckux peaaxuuja Paauo Beorpasa u Papno Hosor Caaa npukasana
je y aucry Anesnux (sume y: Kapan 2019; Maraos 2016; Mapxosuh 2013; Apuayrosuh 2012).

8 IlpxBena My3uka 3a BpeMe COIMjAAMCTHYKe Jyrocaasuje OHMAA je 3aII0CTABAAHA M TEK Ca ITAAOM
KOMyHH3Ma 06HOBneH je 1pkenn xusor (Yayp 2019). Tarac Aecekyaapusanuje AOBEO je AO Tora
Aa KOMITO3UTOPHU ApyTe moaoBuHe 20. BeKa IUITY PEAMTHjCKY MY3HKy 3a KOHIIEPTHE ABOpaHe, a He
peAurujcKy Mysuxy 3a norpebe npxsene cayx6e (ITposanos Kpajumuk 2008).
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TI0jaBHHM ,AMIIMMA~ COLMjaAM3Ma’ IIOTPEOHO je UCIIUTATH Yy CYCPeTy C KOHKPETHHM
CBEAOYAHCTBHMA O MUTPOBAYKOM MY3UYKOM >KHBOTY, IITO AOCAA HHUje YHIbeHO. Y Ty
CBPXY, Y OBOM TeKCTy aHaAu3npaheMo YAaHKe M3 CPEMCKOMHUTPOBAUKE IITAMIIE 3
COIIMjAaAMCTHYKOT TIepHoAa: AHesHUK y OKBUPY Kojer je op 1953. ropuse mramman
u noaancrak Cpemckomuitiposauxu gresrux (Cpemcku gHesHuk), Kao U U3 AUCTOBA
Cpemcke nosume, Mutiposauxu omraguncku auciti, Deciuusarcke wnosuwe, Inrac
Mapinunaya.'

Ilpema Mapuju Kapan, mopesa Ha 030MAHY, HApoAHY'' ¥ 3a6aBHY'’> MysuKy
jecTe creMPMIHOCT COLMjAAUCTHYKOT KyATYpHOT Mopera (2019), aau u usBau
HBera HaAasu oarosapajyhe yremeseme y BapujaHTHOM 00AuKy. IIpumepa paaw,
Cysea Pajau cayxu ce crieriu¢puiHOM AMepeHIHjal[ijoM HHTEIPAAHOT ITOAPYYja
(cBeTOBHE) My3uKe, AAKA€, OHOM BPCTOM My3UKe YHjH Ce APYIITBEHH HPEeCTIK y
CaBpeMeHMM KalUTAAUCTHYKHM APYIITBEHO-eKOHOMCKHUM OAHOCHMA OCTBapyje
KPO3 MHCTHTYIJHOHAAHY IIOAPLIKY ADPKQBHUM OPKeCTpPHUMa, OIepcKuM Kyhama,
KOH3epBaTopHjymMuMa u cA. HapoaHa My3uka Koja ykasydyje TpaAHLIHOHAAHE CeOCKe
U IPapCKe My3H4Ke IPaKce apTHKYAMCAHa je, IpeMa OBOj ayTOPKM, HIDKUM KAACHUM
HOAOXKajeM IpuIapajyhux joj Apymrsenux cy6jexara. Ha mecto Tpeher uaana Pajan
CTaBAa IOITyAAPHY My3HKY, KOja je CBEIIPUCYTHA 1y AOMahiM OKBHPHMa, Ka0 346aBHOj
MYSHIL{ KOHKYpPEHTaH TepMUH, TPeMAA Ca IIMPUM 3HAYermheM H IIMPHM CIEeKTPOM
APYILITBEHHX CBPXa y OAHOCY Ha IT0jaM My3HKe 3a 3a6aBy."? TA00aAHO-KOCMOIIOAUTCKH
KapakTep TIIOIyAApHE MY3HKe, YCAOBAEH MPOAYKIIMOHHMM OAHOCHMA MY3HYKe
HHAYCTPHje, Pa3ABaja je OA HAPOAHE, AAH je He IIPUOAKABA AOBOSHO 030UAHOJ, Tj.
YMETHHMYKOj My3HUILIH, K TO yCA€A HEAOCTATKa ,ecTeTcke coductuuupanocru” (Rei-
ly n. d., 3). 3HauajHO je M3ABOjUTH 3aKmydaK OBe ayTOPKe y KOjeM HABOAH ,AQ CY,
ca pa3BojeM TexHOAOTHje, (...) KaacHe pasamke (...) CMarbeHe, a IPUCTYII IUPOKOM

9 Haraanja Manypa pasAuKyje HEKOAMKO KYATYPHMX IIOAMTHKAa Apyre JyrocaaBuje: aruTIpOI
(LeAOKYTTHUM MOAMTHYKUM, KyATYPHHM 1 IPOCBETHIM XXUBOTOM yIIpaBsa [TapTHja), AeMOKpaTH3aLujy
kyAType (eAUTHy KyATYpY YYMHHTH AOCTYIHOM CBHM CAOjeBUMA) M CAMOYIpaBmate y KyATYypH
(camoymnpaBHO OAAyuHBatbe U APYIITBEHO AOTOBapame kpo3 CaMOyIpaBHe HHTepecHe 3ajeAHHLIe), Ko
¥ IpeTpaH3HIuOHH Nepuop (leprop 6aokupane Tpansunmje) (2006, 20-23).

10 IIpumeprm oBux HOBHHA yyBajy ce y McTopujckom apxusy Cpem y Cpemckoj Murposuru.

11 O snauemy nojma HapogHa mysuxa rmcaaa je Mapuja Aymunh Buaorujesuh, ocaamajyhu ce na
ucrpaxusama Puanna Boamana (Philip Bohlmman). Haume, Hapoana My3uKa ce ocAaba Ha KOHIENT
AyTEHTHYHOCTH, CTApMHE U HeMOHOBAMBOCTH. CaM II0jaM HHje AMINEH OpeMeHa BHIIE3HAYHOCTH K
KOMITAGKCHOCTH TEPMHHOAOTH]€, Te Ce 32 Pa3AMYUTe [0jaBHOCTH 00yxBaheHe 10jMOM HapOAHe My3HKe
Be3yjy M TepMUHH TOIYT ,TPAAHLMOHAAHA ) ,U3BOPHA’, ,apXalyHa’, ,HAPOACK’, ,BepHaKyaapHa” (2019,
12-13).

12 Tepmun 3abasna mysuxa pobeH je jom y 19. Bexy, y 6HaepMajepcKOj KAMMH M IIOAPA3yMeBaO
je MysuKy 3a urpy u onepery. Kacuuje, mpoaasehu xpos mporec xomepuujasusanyje, OHa yAasH y
CBAKOAHEBHH JXMBOT rpabaHa M CeocKOr CTAHOBHHMIITBA, YMMe IIOCTAje H3PA3 ,MACOBHE IICHXO3€’.
CaBpemeHa 3a6aBHa MY3HKa , TeXXH IIPHOAKABAIY My3HdKe 3a0aBe yMETHIUKO]j MY3HIIH, KOja KeAH Ad
Ce AOMAAHE My3HYKM 0OPa3OBAHMjHM APYLITBEHHM CAOjeBHMMA, PAdyHA Ca IPEPOraTHBMMA CEPHO3HE
YMETHOCTH ¥ AMIIABA Ce HEKHMX IPEAHOCTH KOje y MAaTepUjaAHOM IIOTAeAy MMa 3a0aBmad Maca Hap
*ymeTHHKOM Kora He cxBarajy’” (T1aasma 1969, 46-81).

13 Tepmun foflyrapHa my3uka O3HAYABA AHTAOAMEPUYKH MAU 3AIIAAHU CTHA, AOK Ce TePMUH 3a0a6HA
My3uka OAHOCH Ha jyrocaoBencky exsusasent (Beard and Rasmussen 2020).
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CIIeKTPY My3HYKHX yHUBep3yMa capa Moryh 3a ce Behu 6poj syan”.* TIpernocraBka
0 KYATYpPHOj HUBEAALHjH IIOAPYYja 0301pHe, HAPOAHE U 3a0aBHE My3HKe HMA, AAKAE,
YIIOpHUIITE HE CaMO y IPOKAAMOBAHHM BPEAHOCTHMA COIIMjAAHCTHYKE KYATYpe,
OKpeHyTe Ka AeMOKPATU3ALIUjU 030sHE My3HKe M KYATUBHCAEY HApOAHE U 3a0aBHe
My3HuKe, Beh 1 y AyropodYHMM HCTOPHjCKHM IIPOLIeCHMA KOjU 3aXBaTajy MOAEpHa
HHAYCTPHjCKa/TIOCTHHAYCTPHjCKA APYIITBA OA CpeArHe 19. Beka A0 AaHAC.

Ha ocHOBy Hamux panujux ucrpakusama (Tanacujesnh 2021) MosKe ce TBPAHTH
Aa je myswaku xuBoT Cpemcke Murposuie y mepuopy A0 Apyror cBeTCKOT para
610 oapeheH Kako AOKAAHEM CIIEIUPHIHOCTHIMA jeAHE OTPAHIYHE MyATHETHHUIKE
CpepAMHe TaKO M IIHPUM APYIITBEHO-HMCTOPHjCKHM M My3HYKO-HCTOPHjCKUM
IPOLIeCUMA KOjU Cy OOAUKOBAAU IeH Pa3Boj. AIICTpaxoBabeM HheHHX HajBKHIJHX
acrekara, cAuka Mysudxor xusora Cpemcke Murposure y poo6a ycriona rpahascrsa
CBOje TAABHEe KOHTYpe AOOHja ¥ A€AOBAIY OPOJHUX CPIICKUX M XPBATCKHUX IT€BAYKHX
APYLITaBa, AMPHIEHTCKOM M KoMIosuTopckoM papy Ilerpa Kpawuesmha,“ kao
U pa3Bojy TamOyparuke Mysmike mpakce. Imak, oBa canka Takohe u pedaexryje
APYLITBEHU aMOMjeHT MCIIyeH eTHHYKUM, HALIMOHAAHHMM, KYATYPHHM M KAQCHHUM
AucTannama. Boraruje rpahancrBo okymmaao ce Ha 6aA0OBHMA My CAAOHHMA, TA€ CY Ce
UTPAAH U CAYIIAAU HHTEPHAIIMOHAAHH TIAECOBH KOjH Cy IIPUITAAAAN KOCMOITOAUTCKO]
CPeAeeBPOIICKOj KYATYPH, aAM M HapOAHA U rpalaHcka KoAa ¢ HAIIMOHAAHHM
npepsHakoM. CHTHOOYPXKOACKH JKHBas MYSHKY je jaBHO CAYIIA0 Ha IpupeAbama
U y3 KaQaHCKa Becesa, HAU Ce MY3HKOM 0AaBHO Yy OKBHPY II€BAYKHMX APYIITaBa Ca
moautrsoBanuM” ymeTHHIKHM iporpamoM (Kokanosuh Mapkosuh 2014).

Y >XaHpOBCKOM CMHCAY, CPEMCKOMHTPOBAUYKH MY3HYKH >XHBOT A0 Apyror
CBETCKOT paTa IPaTH AHHHje ITOAeAe Ha KOHI[epPTHO-YMETHHUKY, CIIeHCKY, IIPKBeHy
U HApOAHY MY3HUKY. AKO y3MeMO Y 003Hp PaAHjCKy IIPOAYKIIU]y U3 TOT IIEPHUOAA KO
HMHAMKAIIU]y OPTaHU3AIIMOHOT MOAEAA MY3HUKOT KHBOTA, 2 HA OCHOBY HCTPa’KHBamba
Mapuje Maraos, KaHAHAYje Ce XKAaHPOBCKA IIOA€AQ HA O30IoHY, HAPOAHY, AAKY U
mysuky 3a urpy (2022, 94). Maeoromku acrekTu My3wukor xuBota CpeMmcke
Mutposurie y MehyparHoM mepuopy THIIAAM Cy Ce IPBEHCTBEHO IIpOjeKIjvja
CPIICKHMX M XPBATCKUX HAlMOHAAHUX HAeja y owy mysuke (Tanacujesnh 2021a), aaun
cy Takole pedaeKTOBAAM U AMOUBAAEHIIHjy IIpeMa 3aIIAAHOEBPOIICKOM KYATYPHOM
MOA€AY KOja je 6uaa kapakrepucruyta 3a Kpasesury CXC/Jyrocaasujy y neannu.'®

14 HapopHa MysuKa ce uyje Ha CIjeHH, CHMMA U IIPOAAje Ka0 po6a; XUTOBH IIOIyAApPHE My3HKe MOTy
Ce 3ajeAHHYKH IIeBATH OKO AOTOPCKe BaTpe y3 IIPAaTHy aKyCTHYHEe THTApe Ha HauMH Koju moaceha Ha
usBohere HApOAHE My3HKe; 3Be3A¢ YMETHIHUKe My3HKe HACTYIIAjy Ha HA4MH HA KOjH HACTYIIAjy 3BE3Ae
IO MAM POK MY3HKe, Koje 3aXTeBajy jeAHaxo sucoke HakHaae (Reilyn.d., 1).

1S Tlerap Kpanuesuh (1869-1919) pobet je y ITaueBy, 610 je KOMIOSUTOP AYXOBHHX U CBETOBHIX
KoMIo3unuja 1 AupureHT CpIICKOT IIPKBEHOT IIeBavkor ApymTsa y Cpemckoj Murposurm op 1904.
ropuse A0 moderka IIpsor cerckor para. CBojom aeaarHomhy ocTaBHO je 3HAYajaH AOTPUHOC Y
HCTOPUjH CPIICKe MY3HKe, Kao U 'y My3udkoM xusory Cpemcke Murposurie (Hosakosuh 2016).

16 Iisama Becuh uspBaja HeKOAMKO pakiyja y OAHOCY Ha IHTamba yCBajarma 3aIlldAHOEBPOIICKOT
KyAaTypHOT Mopeaa y Kpasesunn CXC/Jyrocaasuju: anbepassa $ppaxijpja Koja MMa CKEITHIAH OAHOC
IpeMa yCBajaky KYATYPHOT U APYIITBEHOT 3aIlaAHOEBPOIICKOT Pa3Boja, AeBUYAPCKA, KOja MpPUXBaTa
U3BeCHe eAeMEHTe, HIIP. TEXHOAONIKH Pa3BOj, KOH3ePBATUBHA, KOja IOTIIYHO oabalyje HOBe HAeje U
HMHAMBHAYAAUCTHYKA, YHje TPUCTAAUIIe MMajy adUPMATHBAaH CTaB IpeMa Tpapunuju 3amapHe Epporme
(2018,293-298).
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KAPAKTEPUCTHUYKE MY3UYKOT )KUBOTA Y ITEPHOAY
COLINJAAUCTHNYKE JYI‘O CAABHU]JE

HaxoH 3aBpmreTka ApYror CBEeTCKOT para AOKTPHHA COLIMjAAMCTHYKOT
peaamsma mpeysera u3 CCCP peadupmmcasa je MACOAOTH30BAHO APYIITBEHO-
QYHKIIMOHAAHO CTBapaAAIITBO U IIOKPEHYAA IPOLIEC PEAHCTPHOYLIUje eCTeTCKOr
KAIIMTaAa AKyMYAHPAHOT y KYATYPHOM IIOCEAY apUCTOKpaTHje u boraror rpahancrsa
(Muaun 1998). Y jyrocAoBeHCKHM OKBUPHMA, COLIUjAAUCTHYKY €CTETH3AM je, Y3 CBe
ycrymke rpahanckoj yMeTHOCTH, 6P30 CMEHHO COLIMjAAMCTHYKI PEAAN3aM Ca MecTa
BAapajyhe ecTeTcKe HACOAOTHj€E, AU je AUXOTOMHA [IOA€AQ HA ,,eAUTHY , YMETHHIKY
My3UKy U ,CBAaKOAHEBHY , ,HEYMETHIYKYy MY3HKY, TPAjHO AEKOHCTPYHCAHA KpO3
AUCKYP3HBHY IIPAKCY HCKA3aHy OPraHM3ALHOHOM CTPYKTYPOM PAAH)CKIX PEAAKIITja
u puckorpadcxom naaycrpujom (Ibid.).

Y COLMjaAMCTUYKOM IIEPHOAY AOAA3U AO PeapTHUKyAAIHje OAHOCa H3Meby
pasAmunTHX My3mukux mpakci.'” Os0mmHA, HapopAHa u  3abaBHa MysuKa
COLIMjAANICTUYKE JyroCAaBUje er3UCTHpaAd je Ha ,3ajeAHHIKOM TAy —HAeje O
€CTeTCKOM, HHCTUTYLIHOHAAHOM, POOHO KOMEPLIHjAAHOM U HAECOAOLIKO-BACIIMTHOM
Y3AHU3aIby LIEAOKYIIHE My3HUKe KyAType.

ITop mapoAoM ,AeMOKparm3anuje’ KyAType, IPey3eTOM U3 IOCAepaTHe
Opannycke,'® y JyrocaaBuju je AeeKCKAY3UBHUPAH HEKAAAUIIGE APHCTOKPATCKO-
rpabaHcku mocep ,eAauTHe” KyATYpe U HMOHyleH LEAOKYIIHOM ,PaAHOM Hapoay Y
LYY KYATYPHOT y3pu3ama. [IpeoBaasaBame OBaKBUX HAEja AOBEAO je AO eKCIIaH3uje
OCHHBAIbA YCTAHOBA KYATYpPe, KyATYPHHUX I[JeHTapa, AOMOBA KYATYpe, PAAHITIKHX H
HAPOAHUX YHHBEP3UTETa, AOMOBA OMAAAMHE M CAMYHUX CBECTPAHHX KYATYPHHX U
00pa3oBaHKX YCTAHOBA, YHjH je Ik OHO Ad Kpo3 ydenthe Bearkor 6poja aMaTepCKux
AKTHBHOCTH IIPOOyAe HHTEpecoBatbe 3a KYATYpy Koa o Beher O6poja rpabana, xaxo
OH ce KO BUX CTEKAE KYATYPHe HaBHKe 3a Ipaliere mporpama ,eAUTHUX YCTaHOBA
KyAType.

ITapareAHO ca AEMOKPATH3ALUjOM YMETHHYKE My3HKe TeKao je IIpolec
ypbaHu3ariuje, HHCTUTYLUOHAAU3ALMje U pecTHBAAM3ALje HAPOAHE/POAKAOPHE
Mysuuke Kyarype. OBaj mpomec Huje Moryhe pasymern H3BaH AMCKypca O
MOAEPHH3ALII U TEXHOAOIIKOM HAIPETKY, IpelusHuje oapeheHor kao AMCKypc
ceAekuyje, yHampehema u CTHAM3aIMje HAPOAHOI MEAOCA y CKAAAY ca ypOaHuM

17  TIo ToM muTarsy OCe6HO je 3HAYAJHO MUIILSEEbE YTULAJHOT HOBOCAACKOT KOMIIO3UTOPA, My3HIKOT
IIeAarora ¥ OpraHM3aTopa KyATypHor skxuBoTa Pypoada Bpyunja: ,Mysuxa 6e3 063upa Ha TO 0 KAaKBOM
Ce XKaHPY PaAH, MOpa IIpe CBera Aa PAAM Ha MPOLIECY AeMOKDPATU3AIHje, HA OAPYLITBAEHY My3HUKe
KyAType. Mopa Aa je XyMaHO aHTa)XoBaHa K XyMaHH3upajyha, Tako pa AoonpuHocH myHohu myackor 6uha
U AYACKe AMYHOCTH, OAYTMpyhH ce THMe pasopHUM M AexyMaHH3upajyhum renpennmjama” (Jesruh
1979, 246).

18  TBOpaI} i 3aCTYIIHHK HAEje O ASMOKPATH3ALHjH KYATYPE je IPBU MHHUCTAP KYATYPe y IOCAEPATHOj
®paniyckoj Anape Maapo (André Malraux), xoju je BepoBao Aa je IOTPeGHO CTBOPUTH ycAOBe Ad
eANTHA KyATypa 6yae AOCTyTIHa cBuM rpahanuma (Bume y: Byxuh 2010, 66).
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HA4YMHOM JKMBOTA U NOTPEOOM 33 CTAHAAPAM3OBAHHM KBAAHUTETOM PAAMjCKOT H
TeAeBH3HjcKoT mporpama.'’ TTpeaasak y HHAYCTPHjCKO APYILITBO LI€3A€CETUX FTOAUHA
20. Bexa yCcAOBHAO je BpeMe HajBehux MuUrpaljija CTAHOBHUIUITBA U3 CeAd Y I'Paa,
Koje je ca co6oM MOHEAO U CBOjy My3nuKy KyaTypy (Mmaomesuh 2017, 327-356).
Y a06a corpjaauaMa ceocka My3HUKa KyATYpa YKioydHBaHA je y KOHIIENT Halperka
u mopepHu3anyje. Ilpema peunma Ane XodmaH, HOBe KOHIJeNITyaAH3aIlHje IojMa
HapOAHE KYAType — ,HOBOKOMIIOHOBAHU MOAGA KYATYpe” OHA€ Cy AeO IIHPeT IPOjeKTa
MOAepHHU3alIHje, KAPAKTePUCTHYHOT 32 COLMjaAncTaKa Apymrsa yonmre (Hofman
2012). O6uuaju, My3uKa 1 AECOBU CMATPaHHU Cy 326aBOM U OGAMKOM Pa3oHOAE, a
0HAO je MOTPeOHO AQ ,yMETHHYKA TPAHCIIO3UIHja HAPOAHOT CTBAPAAAIITBA BOAU
Ka yHanpelemy TpasunuoHasHe Kyarype u aApymrsa y neannn (Ibid.). MsBohauxa
IpaKca 3aCHOBAaHA Ha My3HIU HapOAHe/ pOAKAOPHE TpasuImje y cBe je Behoj Mepu
peaansoBaHa y $opmu KoHIepTHUX porahjaja. 3axamyjyhu, usmely ocrasor, u cse
BeheM 6pojy 06pazoBaHuX MPOPeCHOHAAHIX My3H4apa KOjU CY y TOMe y4eCTBOBAAH,
HapOAHA My3HKa Kao KyATypa )XUBEAQ je Kpo3 HHCTUTyLje U Ha pecTuBasuma (yIL
Aajuh Muxajaosuh 2019).

Y ckaapy ca onmTuUM HMCTOPHUjCKUM mpuAMKama 20. BeKa Ha MY3UYKM >KHBOT
YTHIA0 je ¥ TAOGAAHU YCIIOH IOITyAAPHE My3HKe Ka0 MACOBHE My3HUKe KYATYpe.
JyrocaoBeHcKM COIMjAAUCTHYKH KYATYPHH MOAEA HHTETPHCAO je, AOMeCTHPUKOBAO
U HEroBao IOITYyAAPHY MY3HKY €MaHIIMIIOBAHY OA MHOTIEHHBAYKOr CTaBa KOjH je
KapaKTepucao OAHOC IIpeMa MACOBHOj KYATYPH Y APYIITBEHO] TEOPHUjU AeBHIle Ca
3amapa (mpsencrseno ®pankdypreke mroae).”’ [TocpeAcTBOM paamja, TeaeBH3Hje
U rpaMO$OHCKHUX IIA0Y4, 3a6aBHA My3HKa Ce IIMPUAA Mel)y CTAaHOBHHIITBOM Koje je
Y’KUBaAO OAATOAETH TEXHOAOUIKOT HAIIPeTKA M MACOBHUX Meauja. Mehy Teopujcxum
MIOTAGAVIMA Ha MACOBHY KYATYYPY y OKBUPY KOjUX Ce jaBsa M IOjaM 3abaBHe My3HKe
Bpear ucrahu Bubeme Muaene Aparnyesuh Ilemuh o Tpuma MopeAnMa MacoBHe
KYAType: CilaHgapgHu KyAilypHU MOgeA OAAKKYje TeXHba Ka PeAACKY Y ,eKCKAY3UBHH
CTHA U ,eAUTHY  KYyATYPY, @ IPUMepH Cy 3a0aBHA My3HKa U CTAPOTPAACKe IIeCMe,
HACYNPOT KOJUX CTOje HOBOKOMUOHOBAHU KYATUYPHU MOgeA, Yije Cy KapaKTepUCTUKe

19 Tlpema peunma Mapuje Aymunh Buaorwmjesuh, ,rpapcka HapopAHA My3HKA y IIHPeM CMHCAY
A€O je pernoHaAHe HapOAHE MY3HKe, a IIOA HOM Ce II0APasyMeBa MYy3MKAa KOja CUHTETHIIE AOKAAHE
My3H4Ke JKaHpPOBe, KOja je MMpPOKO mpuxBaheHa, IPaKTUKOBAaHA U IIPEHONIEHA YHYTAP PErMOHAAHUX
IINPHX APYUITBEHHX CAOjeBa, a CIelU(HIHA je y OAHOCY Ha TAOGAAHY NOITYAAPHY MY3HUKY KYATYpPY
QHTAOAMEPHUKOT MOPEeKAR. (...) Y y>keM CMHCAY ITOA TPRACKOM HAPOAHOM MY3HKOM OBAE Ce IOApasyMeBa
nornyaapHa (He-pOAKAOpHA) HAPOAHA MY3HKa Pa3sAMIUTOT OPEKAA y TeOrpadCKOM M HHAHUBHAYAAHOM
IIOTAAY,  KOja je BOKAAHO ¥/HAM HHCTPYMEHTAAHO U3BOleHa Ipe Apyror CBeTCKOT para y KOHTEKCTY
KapaHCKOT My3HIMpParkha, IPEHOIIeHa YCMEHUM U MEAHMjCKHIM ITyTeBHMa, 2 MY3HYKO-TIOCTCKH — OHa je
AOKAAHA aAANTALMja 3aMapAHOEBPOIICKMX M OCMAHCKHX yTHIIAja y mupeM cmucay. Ha wy pedepmme
CTapOrpapcka MYy3HKa, KOja je caBpeMeHa HOCTAAIMYHA PerMOHAAHA IOITyAApHA IPAKCa, 3aCHOBaHa
Ha CTHAY IOMEHYTe IPaACKe HAPOAHE MY3MKe M KOHIJeNTYaAHOM KOHTPACTHPAmy APYTOM SKaHPY —
HOBOKOMIIOHOBaHOj HapoAHoj Mysuuu” (2019, 15-16).

20 Y moraeay TeopujcKor yreMenerma 3a6aBHe My3HKe Ka0 AOMeCTHUKOBAHE rA0GarHe/MacoBHe/
[OITyAQpHE My3HMYKe KyAType KOPHCTHAM CMO HCTpaXkKuBama ayropa nomyt Mupjane Credanosuh
(1957), Teoaopa Apopua (1998), Auute Byxun (2016), Bojucaasa Cumuha (1999), Becue Muxuh
(2012;2017; 2020) u pp.
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3a6aBa, ITIAaCUBHOCT U I/IMI/ITaLlI/Ija, Kao u pOK xy/tmypa, KaO MaCOBHa KYATypa MAQAHUX
(1994, 12-15).

My3u4KHU >)XUBOT CPEMCKE MUTPOBUIIE Y IIEPHOAY
COLIMJAAVICTUYKE JYTOCAABUJE

PeaprukyAanyja 1 peopraHu3alyja MUTPOBAYKOT My3HUYKOT SKHBOTA y IIEPHOAY
COLIMjAANCTHYKe JyrOCAaBHje OCTBAPEHA je IPBEHCTBEHO 3aXBasyjyhy TEXHOAOIIKOM
HCKOpaKy y chepu MaCOBHHX KOMyHHUKanuja. CTPyKTypa paAHjCKOT M TEAeBU3HjCKOT
IporpamMa yTHUIIAAQA je Ha IPOPUAHCAEE My3UYKOT KMBOTA Y CKAAAY €A IIOACAOM Ha
030HoHY, HAPOAHY U 3a0aBHY My3HUKY. YBHA Y PyOprKe U3 ArCTa AHesHUK Y KOjIMA Ce
HajaBayjy mporpamu u3 Pasuo Beorpaaa u Paparo Hosor Capa cBeAOwH 0 IPHOAIDKHO
jeAHAKOj 3aCTYILSeHOCTH Pa3AUYUTHX BPCTA My3HKe, IITO TOBOPH Y IPUAOT XHIIOTE3H
O KYATHBALIMjH M HHUBEAAUUjU KYATYPOAOIIKHM AMCIAPTHHX MY3HYKHX >KaHpPOBA,
HACIIpaM 3aKny4Ka JeaeHe ApHayToBHD AQ Ce ,TEXHAO Ka adUPMHUCARBY O30HsHE
My3HKe YIIPKOC BeHOj uapaxeHoj Henpodurabuanocru” (2012, 52). Vckasu Hexknx
OA HajeMUHEHTHHjHX jyTOCAOBEHCKHIX MY3HIKHX YMETHHKA TaKol)e CBeAOUe O TeXEbI
Ka CMambHBamy HacAeheHOr KyATYpoAOLIKOr jasa u3Mel)y pasAMYHTHX SKAaHPOBCKHX
noapydja. Ilpumepa paau, nmpocaassenn omepcku mesad Mupocaas Janrasosuh,
KOjU je Topep OpOjHHX CLIEHCKHX YAOTa Y 3eMSH U HHOCTPAHCTBY IIPHUPEAHO H
BHIIIe CTOTHHA KOHIIEPAaTa y MAIM MeCTHMA JyrocAaBuje, CxBaTajyhu ux Kao CBOjy
ympocserHy Mucujy” (mpema: Cosrrh 2021), caonmrasa A2 61 ,paao (...) mesao u
Halte A0Ope maarepe’, jep ,My3HKy He AeAUMO Ha 0301nHY U 3a6aBHY, Beh Ha AOOPY
u roury” (Ko6am 1975).

O creneny paBHOIpaBHE 3aCTYILAEHOCTH 030MpHE, HAPOAHE U 3a0aBHE My3HKe
He MOJXKe Ce IIPeIf3HO TOBOPHUTH ¥ OACYCTBY CTATHCTHUYKU obOpaleHnx mosaraka Ha
PEeAEBaHTHOM Y30PKY, AAH [IOCTOje IIPUMEepPH NAPAASAHOT er3UCTHPAmba OBHX TPHjY
BPCTa My3HKe y IporpaMuMa KOHIlepaTa Koju cy opp»xaHu y Cpemckoj Mutposuriu.
Mysuka 3a Aelly jepHa je op cdepa My3HMUKOT XKHMBOTA Y KOjOj je HCTHIjaHA
KOMIIATHOMAHOCT 030H5oHe, HapOAHe U 3abaBHe Mysuke. Ha mpumep, mporpam mop
HasuBoM ,,C I1eCMOM U MTPOM OKO CBeTa’, KOjH Cy IIPUPEAUAHN YUIeHHIM THIMHA3Hje
»¥IBo Aoaa Pubap” 1962. roprte, KOHIUIIMPAH je TAKO AQ YKiydyje My3HKY JamaHa,
Wupwuje, Xasaja, Erunra u Apyrux Aasekux 3eMaa’’ 3ajeAHO Ca YEIIKUM IIOAKAMA,
6euxum BaariepuMa u GpoakaopoM us Jyrocaasuje (Muprosuh 1962 ).

KBaauTeT Kao ,MerakpurepujyM’ KOjU IIpeKOpadyje >KAHPOBCKe Oapujepe
IPOMOBHCaH je y papy Mysuuxe omaapuHe. ITocToje HOBUHCKM YAQHIIU KOjU FOBOpe
O TOMe A2 je pas OBe OpraHu3anyje 6HO ycMepeH Ka HeroBaiy KBAAUTETHE MY3HKe,
IIpU YeMy je caM II0jaM KBaAuTeTa Hajuemhe 6MO TpeTHpaH Kao CaMOpas3yMaus.””

21 Ha ocHOBY cayyBaHHX II0AATaKa HE MOXKe Ce YTBPAUTHU KaHPOBCKA IPUITAAHOCT MY3HUKHIX A€AQ U3
OBUX KYATYPa, aAU je HajBepOBATHHjE PeY O CTHAU30BAHOj HAPOAHO]/ TPAAUIIMOHAAHO] My3HIIH.

22 ,OCHOBHH 3apAaTaK HAM je HeroBame KBaAHTeTHe Mysuke. Bopehu pauyma o yxycmma maape
myOANKe, MMAAM CMO TNPHMAMKE AQ Y HAIIOj CPEAMHHM BHAMMO ruTapucty 3opaHa Muaomesuha,
IMuonupcku omepcku cryano u3 Ilamdesa, Kameprn ancam6ba Mysuuke omaapune us Hosor Capa,
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Ha ocHoBy kpuTepujymMa KBaAHTeTa BPIIEH je K 0AAOHp pereproapa Ha CMOTpaMa
Mysmdkux ApymTasa Cpema. Ha TuM cMoTpama OKymmasu Cy ce XOpOBH KOjH
Cy IpPBEHCTBEHO HETOBAAM YMETHHYKY, Tj. O30MAHY MYSHKY, aAM M TaMOypariku
OpPKeCTpH, Kao 1 pOAKAOPHHU CACTaBU.>

Cse A0 Kpaja COILMjaAMCTHYKOT IIEPHOAA Y MHUTPOBAYKOM MY3HUIKOM >KHBOTY
OICTajara je IPHUBPKEHOCT ,KBAAUTETHOM ycKAahUBamy, YOAHONIABAKY U
IOBE3UBAIbY JXAHPOBCKU XETEPOTEHHX MY3HYKHX (EHOMEHa, O 4YeMy CBEeAOYH
pelepToap MHUTPOBA4KOr rpasckor xopa Ha ®ecrusaay y Pymu 1989. ropume.
Komauto, y TOM mpaBIly CBeAOYM IIpaKCca AAHAC TAOOAAHO adHPMHCAHOT
nepkycroHucre u kommosuropa Hebojure Josama JKuskosuha, mopexaoM us
Cpemcke Murposuiie, KOju je y TO BpeMe TAOPHPMKOBAH KO CIOj POAKAOPHE
OamTHHe, caBpeMeHe IIOITyAAPHE My3HKe H IIOCTMOAEPHHCTHYKHX TeHAEHIHja
036mnHe/ymerHruke Mysuke (Cnacojesuh 1986).

Herosame o036mmHe Mmysuxe y Cpemckoj Murposumu 6uao je yckaabheno
Ca jyrOCAOBEHCKOM KYATYPHOM IIOAHTHKOM ,IpocBehuBama’ M IIpoOKAaMOBaHe
AeMOKpaTHu3alyje ,eAuTHe My3udke KyaType.” ITomyaapusariuja yMeTHIIKE My3HKe
Ka0 030MnHE My3HKe, yCMepeHa Ka CeAeKIUjU ,pellpe3eHTATUBHUX AeAd” KAACHIHE
mysuke (Maraos2016,65), ocTBapuBaHa je HOCPEACTBOM PAAH] CKHX M TEAEBUBHCKIX
IpOorpaMa AOCTYIIHHX 3a CAyIIame U raeparbe y CpeMckoj Murposuny, aau Takobe u
KPO3 A€AOBaEbe YCTAHOBA KYATYpe 1 06pa3oBama.

ITopep MeaMjcKOT acIeKTa, IOIyAApU3alMja yMeTHHYKe MY3HKe MMaAd je U
[POCBETHO-IIEAATOIIKH ACIEKT, APTHKYAHUCAH IIOjMOM ,MY3HMUKOI BacluTama’. Y
IAQHKY U3 AUCTA AHeBHUK TI0OA HACAOBOM ,My3HIKO BaCIIUTatbe — ADYIITBEHO IUTAtbE~
obpaheHn cy pasAnduTH CErMeHTH My3HUKOT XXUBOTA, OA HHCTHTYLIHOHAAH30BAHOT
00AMKA OKyILbAIba M IOBE3HBAMA My3Hdapa 1 soyOuTesa My3HKe, IIPEKO MTaMIIAba
My3HKaAHja M Apyre AUTeparype, 3aTHM, OpraHu3aluje KypceBa, adupMaryje
MY3HMYKOT aMaTepH3Ma, OPraHH3AIMOHHMX YCAOBA 33 OKyILbame UIMper Kpyra
MY3HYKHX PAAHUKA — KOMIIO3UTOPA, PEIIPOAYKTHBHUX yMeTHHKa 1 neparora (Baxuh
1956). AMCKyp3uBHHM OKBHP y KojeM je QOpMyAucaHa HAeja ,Harperka’ TOKOM

3aTHM HAIJOHAAHH IAecHM aHcaMOA u3 Tynuca. FIMaAn cMo ABe TPHOHHE rae Cy Ce BOAMAU PAa3TOBOPH O
TAaKO3BAHOM HOBOM BAAY U O TEKCTOBHMA y POK-My3HIfi. OAAA3HAM CMO HA MHOTOOPOjHE POK KOHI[EPTe,
aAm ¥ omepcke TpeacTase. Bruan cmo y 3arpe6y Ha koHnepry 'Xesu Meraaa, Ha konuepry IToa Kokepay
Beorpapy, aau cMo raepaan u 6aser Aabygoso jesepo — pexaa Ham je Papnja AnTuh, 4AaH mpeaCeAHUIITBA
Mysuuxe omaagure y Cpemckoj Murposuuu” (Cracojesuh 1982, 7).

23 ,Cansa Ieparomxe akapeMuje IIpe U MOIIOAHE OHAQ je IIPerryHa FAeAAAALa KOjU Cy IOKA3AAH A CY
Ke/SHH HCTHHCKOT M YMETHHYKOT CTBapasamTsa. OCHM KBaAMTETa MPHKA3AHO je YHTABO OOraTcTBO M
mapeHHA0 GpOAKAOPA U H3BaHPeAHOT TaMbypamkor mysunupama” (Tepsuh 1982).

24 Ha nporpamMy OCMHIIASEHOM U U3BEACHOM IIOA YMETHHYKUM PyKOBOACTBOM Maapena Yeaebuha
HaIIAa Cy ce peaa 'y pacrioy op Hesen kora Mapxa Hemmha, npexo Moxpamuese Apyie pykosetiu, AO
Berosenose Oge pagocitiu (3. 1989).

25 O opsocy wusmely mpOKAaMOBAHOr M PEAAHOT APYIITBA COLJMjAAHCTHUKE JyrocAaBwje,
Kocra Huxoanh masoanm caepehe: ,IIpoxsamoBane smbepasnsanyje HHCYy 3HAYHAE CYIITHHCKY
AeMOKpaTH3aIMjy ApPymTBa, Beh camo anbepaary pacapy, jep ce pesxum Bpahao onpobannm MeTopama
"aBpcTe pyKe’ Kap FOA 6U 0CeTHO Aa OH MOTAU A2 GYAY YIPOSKEHH AU MOAYASAHU TEMEASH IMaPTHjCKOT
MOHOIIOAQ Ha BAACT U ‘TeKOBHHe pesoayruje’” (2012, 118).
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[IeACCeTHX U LIe3AeCeTHX ToAUHA 6110 je oppehen auxoromujom usmelyy amaTeprusma
U IpodeCHOHAAM3MA, AULIEHOM IlejOpaTHBHE KOHOTAIIMje 13 IPETXOAHUX BpeMeHa,
jep je HeroBame 030H/oHE, AAM M HAPOAHE U 3a0aBHE MY3HKe IIOACTHIIAHO y chepu
My3HYKOT aMaTepu3Ma KOAHMKO U mpodecroHasmsma. Texmwa Ka IPHOADKaBamby
»PRAHOT Hapoaa” KyATYpH AOOHAQ je 0AroBapajyhu MHCTHTYLHMOHAAHH OOGAMK
»MYSHIKOT BacmuTama' y cdpepu ,KyATHBHCAHOI aMaTepu3Ma' OCHHBameM /Aoma
omaapure y Cpemckoj Mutposuriu 1971. ropuse. Buran nckopak Ka CTaOHAHO]
PerpoAYKIIHjU My3HUUIKOT IIPOpECHOHAAU3MA Y MY3HUIKOM KMBOTY I'PAaAd HAIIPaBs>eH
je ocuuBamem Mysuuxe mkoae ,Ilerap Kpanuesuh” (1962), xoja u panac 3aysuma
LIEHTPAAHO MeCTO Y KYATYPHO-YMETHHYKOM Pa3BOjy IPaAd.

TocroBama peHOMHMpPAaHMX MY3MYKHX YMETHHKA, KOHLIEPTHH HACTYIIH y4eHHKA
OBe IIKOA€, BUXOBH HACTYIIM IT0A OKprseM AoMa oMAasuHe, pectuBas Muitiposayko
Aefio u mpocaase jybuaeja Creana CrojaHoBuha Moxkparbiia, HajsHAYAjHHH CY
KOHIJepTHU MY3HIKH AoTal)aji OpraHU30BaHU ¥ CKAAAY Ca HA€JOM O IIOITYAQPU3ALILjH
YyMeTHHYKe My3HKe Kao 030mmHe Mysuke. Hammcn us Cpemckux HosuHa cBepode
0 maxmu ¢ kojom cy ucnpahenn konmnepru numjanucre Aymana Tp6ojesuha,
BuoauHHCTa JoBaHa Koaynmmje m Tpunma CuMoHyTHja, oIepckor IeBava
MupocaaBa Yanraaosuha, rutapucra Joana Josmunha u Aymrana Boraanosuha,
BHOAOHYeANcTe Baarepa Aemmana, nepkycuonucre Hebojme JoBana JKuskosuha,
xapmonuxama Eprecra Cebactujana u AaekcaHapa Mepenure, Tpuja ,Abpakcac”
(Kanapa), Mymikor npkseHor xopa us Mockse , ApeBmepycku Hares’, Bojsohancke
pUAXapMOHHje U APYTHX HCTAKHYTHX COAMCTA U aHCaMbaAa.

ITopea 036mmHe, 3HAYAjaH cerMeHT My3uukor xxusota Cpemcke Murposuie y
IIEPHOAY jyTOCAOBEHCKOT COLIMjaAM3Ma YMHMAQA je U HAPOAHA MY3HKa. Y yCAOBHMA
yOps3aHe ¥ CBeOIITe MOAEPHM3AIMje, HAPOAHA MY3HKA er3HCTHPaAd je Kpo3
obeAexxaBaibe, aKTyeAH30Bae U Ipe3eHTOBame (OAKAOpHe Mysuuke rpabe.
ITocTajara je AOCTYIHA IIMPUM ADPYIITBEHHM CAOjeBHMa IIOCPEACTBOM paAHja
U TeAeBH3Wje, HOTHHX 3allCa M KPO3 ILIKOACKE IIPOrpaMe, a CBAKAKO M ITyTeM
KOHIIePTHE AEAATHOCTH KYATYpPHO-YMEeTHHIKHX ApymTasa. Y Cpemckoj Mutposuim
je HapoAHa My3HMKa HeroBaHa mop okpumem Hapopamor yuusepsurera (B. 1953,
11), Ha cMOTpama KyATypHOT papa y Murposaukom cpesy (A. 1953, S), y oxsupy
MUTpoBadkux Manudecranuja rmoaera, urpe u maapocru (B. 1959, 1), Gecrusasa
My3Hukux Apymrasa Bojsopune (B. 1978), CMoTpH MysuwdKOI CTBapaAamTBa
Cpema (C. 1988, 7) u, yommTeHo, Ha KOHLEPTHHM HOAMjyMHMA, KadaHama H
urpankama (ITormos 1972, 3). O6papama HApOAHMX Tecama u urapa 6aBHAH Cy ce
HapOAHHU U TaMbypamku opkecTpu. Tam6ypammxu opkecrap Muaenka bo6uha, xoju
je OKyIlbao amMaTepe U AyOHTede MY3HKe, AAU H 0OpasoBaHe Mysudape — yIeHUKe
Mysmake mkoae ,ITerap Kpanuesuh” — 6uo je Hapouuro mormyaapas y CpeMckoj
Murtposunu. Kako ncrude me¢ oBor opkectpa, erHosor bobuh, momyaapHocT oBor
cacTaBa OCTBApHBAHA je YIIPABO 3aXBasyjyhu pasHOANKOM periepToapy Koju obyxBara
,»AOKAAHH MEAOC, MEAOC U3 APYTHX KpajeBa U KoHLepTHe niporpame. (...) Bpoj oa 15
4AQHOBA M MOIyhHOCTH HHCTpYMeHAaTa AO3BOAABAjY AQ CBUPAMO M KOMIIAMKOBAHUj]e,
o36usuuje kommnosunuje” (Hakosuh 1978, 7).

Kagancka mecma 61aa je cBenpuCyTHH OOAHK HAPOAHE My3HKE Y MUTPOBAYKOM
MysuukoM >kuBoTy. Hacrajasa je u passujasra ce, usmel)y ocrasor, mop yrumajem
MHUTIPAIFja CeOCKOT CTAHOBHHINTBA KOje je y IPaA AOHOCHAO CBOj My3uuKkH MeAoc. [To
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IOITyAAPHOCTH Cy ce Melhyy xadarckum mecmama ucruraan 6ehapiu u craporpaacke
IecMe, OA KOJHX Cy OBHM ApyruM mocBehusamu u A06po mocehenu koHmepru y
Asopaun ,ITunku”. ¥ Cpemckoj Murtposuriy HaucrakHyTHju ussohau 6ehapra —
AMPCKe IIapHUBe ITeBAHe MEAOAHje Y3 MHCTPYMEHTAAHY IIPATHy — OHO je AAeKcaHAap
Aejarosuh, mosHatuju xao ,unka Ana’. FIMe oBOr BOKAAHOT COAMCTe Be3yje ce 3a
BOjBol)aHCKe, HAPOUMTO CpeMCKe IIeCMe, KOje je MHTePIIPeTUPAO KAKO Ha KOHIIEPTHUM
Aorabajuma Tako 1y 6pojHUM pasujckuM eMucujaMa. [Tosnare panckorpadceke kyhe
u3 Beorpapa, 3arpe6a u Capajesa (I1I'TI PTB, Jyroron u AUCKOTOH) CHEMHAE CY
merosa u3Bohema y3 mpariy Tambypamkux opkecrapa Papno Beorpapa u Papuo
Hosor Capa.’® AeaoBame Tambypamkux opkecrapa y Cpemckoj Murposunu
HoTBphyje Te3y 0 KOMIATHOMAHOCTH PaSAMMUTHX MY3HYKHX XKAHPOBA OIOjMAeHHX
Kpo3 Kareropuje 030mmHe, HapOoAHe u 3abaBHe Mysuke. Kao mpumep ce moxe
HABECTHU KOHIIepT TaMbypamkor opkectpa ,Cpem’, oapxanor 1983. roause (suie y:
®opu 2011), Ha 4mjem Cy ce IpOrpamy HamIAe HAPOAHE [IECME U UT'Pe, KOMIIO3HULIHje
KAACHYHE yMETHUYKe My3HKe 1 06paAe IOIyAApHIX CTPAHUX ITecama.””’

3abaBHA MY3HMKA y COIIMjaAMCTHYKOj Jyrocaasuju, ma Tako H CpeMckoj
MurpoBuny, MOXKe Ce CMATPaTH KYATYPHOM pedAeKcHjoM rAobaAHe MacOBHe
My3HuKe KyAType. Bam xao m HapoAHa MysuKa, ¥ 3a0aBHA je OHAQ yKmvydeHa
y KOHIENT yCaBpIIABAKA, KYATUBHCAIA, IPEBASHAKEHA CYIPOTHOCTH.
[ToTpoIayko APYIITBO jYTOCAOBEHCKOI ,KOKa-KOAQ COLMjaAM3Ma’,” y3 pasBoj
MAaCOBHHX MeAHja, OHAO je IOTOAHO TA€ 3 LIMperbe IIOITyAApHe MACOBHE KYATYE, a
Tako u 3abaBHe Mysuke. Y Cpemckoj Murposunu je sabaBHa My3HKa HeroBaHa Ha
PaAHjY, aAU B Y OKBHPY aMaTePCKOT My3UIIUpama U KOHIjepTHUX Aorabaja. [TocebHO
Ce y TOM CMMCAY UCTHYY eBepIpHH My3HUKe BeuepH Ha AeTH0j Tepacu CrnopTckor
nenrpa ,Ilunku” u rocrosama u3Bohaua 3abaBHe Mysuke. MHTepec MuTpoOBauke
jABHOCTH 3a 3a0aBHY My3HKy HHje Ce 3aA0BOSABA0 CaMO MHOPMUCAIbEM, I je TAKO
1958. roauHe y ABa HEIOTIIMCAHA YAAQHKA IOA HacAoBuMa ,IIpobaeMu ApymTBeHO-
-3a6asHor xusora” (C. 1958) u ,Moxe Au 3a6aBHM XMBOT 6UTH PasHOBpCHUjU”

26 TlosHare cy maode: ITecmom u uipom kpos Bojeoguny; Jesena Kenep Aejanosuh u Asexcangap
Aejanosuh - 25 ioguna iiesarsa; Jow u cag ce Jaciupebay seaenu (1962); Hapogre diecme us Bojsogune
(1963); Bpanxosasxcewa (1964 ); Ciirei ciiapux sojeoharckux ilecama (1966); Ceharve na citioioguutousyy
Bparxose cupinu (1969); Y itiem Cobmopy / Qujaxepuciti (1972); Iecme us Cpbuje; Iesaj, Jeao, seceso
(1967).

27  Op HapOAHHX IleCaMa U Mrapa H3BeAEHO je 8eAuxo 6auko koro, saruM necme lupox Aynas pasan
Cpem, Anuuye iirasquye, Ceocka cam roaa, Ipeqg insojom cam eso kyhom, Cegu Mapa Ha xameH citygenyy,
AoGpo Jjytapo, moj 6e1cpujo; Aare — Mabapcxn YapAAIH, CEBAAAMHKE Ijaypico muaa, Aesojka coxory 3ysym
yuunuaa, Ilizia 6u 6ura bySC/L by/La; 0A KaacuHYX AeAd, Konuepitiuno areipo Visana I1. 3ajua, Bapkapoaa,
Xogpmanose tipuse XKaxa Openbaxa, Typcku mapuw Boadranra Amapeyca Mouapra, Cse gok je iwisoia
6aaioi oxa Vicupopa Bajuha; a op mHOCTpaHnX, pycke, HTaAHjaHCKe, IPUKe M MEKCHYKE IIeCMe.

28 Ilpema peunma Becme Muxkuh, ,cuHrarmMy ‘3ab6aBHa Mysuka Tpeba yIpaBO IIOCMATpaTH Kao
CHMIITOM TeXHe Ad Cé OCTBAPU HAAHAIMOHAAHH OCOOEHO jyrOCAOBEHCKM My3HUKM METAXKAHP, KOjUM
61 61 ‘cakpuBeHn’ TParoBH (3aMAAHMX) MOIMYAAPHUX MY3HYKHX TPAKCH, U 6UAA TIOCTBapeHa’ HAeja
COLIMjAANCTHYKOT jyrocaoBeHcTBa.” Hapame ayTopka mcrmue aa he oBaj Tepmun ,3a0aBHa My3uxa’,
YIIPaBO y OBOM IIePHOAY, ,CTIOHTAHO  3aMEHHTHU TEPMUHE ,AaKa’, TIa U ,TioryaapHa” mysuka (2020, 123).
29 Tlojam o3HavaBa aMepPUKAHM3ALM)Y jyTOCAOBEHCKE IIOIYAAPHE KYAType Ime3peceTux roausa 20.
Bexa (sume y: Byuernh 2012).
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(Anonymous 1958) moBepeHa pacmpaBa O KyATYPHO-yMETHHYKHM IpHpeAbama,
(QHAMCKOM U IIO30PHIIHOM PeliepToapy, KOHIIePTHMA H, OIITeHo, MoryhHocTrMa
AKTHBHOT YKAYYHBAMbA ,PAAHUX AYAH Y AOHOLIEIE OAAYKA O 3a0aBH U PAa3OHOAM.
C apyre crpane, ayTop uaanka ,Kako ce 3abaByamo” (Bujyk 1960) y npsu maan
CTaB&a BAaCIIUTHY AMMEH3H)y KBAAUTETHUX OOAHKA 3a6aBe M KPUTHKY OIPaHMYaBakba
3a0aBHe My3HKe Ha OMOCKOIIe, HTPaHKe U KadaHe.

HucrurynuoHasusanyja 3abasHe Mysuke y Cpemckoj MurposBunu 6uaa
je TOAjeAHAKO MIHTEH3HMBHA KAO M y CAyYajeBHMa O30MAHE U HAPOAHE MY3HKe.
AoM oMaapuHe 6HO je KapHIITe OMAAAMHCKE KYAType M 3abaBHe My3HKe y CBHM
meHnM obaunuma. ITpu AoMy oMaaanHe AeA0Bao je 1 IpaaCKu MeIOBHUTH XOP, ca
AupurenToM AparaHoMm Mujajusosuhenm, koju je obpahusao u msBopno aomahe
u cTpane momyaapHe mecme. PecTuBascka MoHyAa 3a6aBHe My3HKe O3BaHHYEHA je
OApIKaBareM KOHIlepTHe MaHHecTaIHje 3a6aBHe My3uKe oA HasuBoM [uiliapujaga
(JoBanosuh 1974), Ha k0joj cy npaso yuemha umasu cactasu ¢ noapydja Cpema, y3
JecTa peBujasHa yuemha mosHaTux ussohaua 3abasre Mysuke y COPTCKOM ILIEHTPY
yITuHKn, Mehy kojuma cy 6uan u Bopuc Hoskosuh, Mepaus, Jy rpyra, [aanja, Xapu
Mara Xapu u MHOTH APYTH.

Cpemcka MurposuIa je, KaO U APYTH TPAAOBH Y A00a YCIIOHA POK KyATYpe,
MMaAa CBOje IpyIle U cacTaBe KOjH Cy CTBAPAAH M U3BOAMAHM CBOjy ayTOPCKY MY3HKY,
aan u obpape HajBehux cBerckux xmroBa. AokasHa rpyma Po6oc® mybamim
Ce PeAOBHO IpeACTaBdaAa CBUPAjyhum pok, OAys, IOI, COyA U pere My3HKY Y
HOIyAQPHOM MHTpPOBadkoM pecropany ,Ilaaxa”. CBOjUM cAyLIaOIMMA ITOAAPHAH
cy ase ATl maoue: Ha wikoackoj kayiu / Ilyityjem us 1977. u Teoja mama bpanu ga
itie soAum ja / Aowiao cam fo wewup 1978. ropune. MIHPpacTpyKTypHY Mpexy 3a
IIOIyAAPU3AIHjy Y AOMEHHMMA NPOAYKIHje M AUCTpUOyIHje OBa IpyIa IpasHAd
je y3 momoh TeaeBusmjckor Meauja, Hacrynajyhu Ha TB Beorpaa, TB 3arpe6, TB
Hosu Cap, Papno Beorpapy, Papnio Beorpaay 202, Cryanjy b, Papno Bujesunn.
Y koHTeKcTy decTHBaAM3anuje 3a6aBHe My3HKe HCTHYEe Ce HACTYII OBe IpyIle Ha
mybmarckoM pectusasy non mysuke BOOM, o yemy Becna Muxuh rosopu xao o
TPaH3HLMjH jyrocAOBEHCKe 3a6aBHe My3HKe y IOl My3uKy (Bume y: Muxuh 2020).

3HayajaH Tpar y MHTPOBaYKOM My3MYKOM JKMBOTY OCTaBHMAA je M IpyIa
Abpaxapabpa, ayTopcku 6eHa [IOII opujeHTanuje, 0 k0joj cy Cpemcke HosuHe, uamely
OCTAaAOT, IIUCAAE TIOA HACAOBOM ,AGpakapabpa cryma Ha crieHy. MAaAK MUTPOBAYKH
mysuaapy caumuau npBy Al maody”*! Iaoua mop Hasusom Aa siasum gan (1988)
CHUMAeHa je y OeorpaackoM cTyaujy ,Hosa mama’, y Tupaxy op 2000 npumepaxa,
LIITO TOBOPH Y IIPHAOT TOME Ad je 3a6aBHA MUTPOBAYKA MY3HUKa CIjeHa HIIAA Y KOPAK
C BpeMEeHOM eKCIIaH3Hje IIOIyAapHe KYAType.

30 Tlerap Kosauh ITena ®oboc — rurapa u Bokaa, Bpanko Busymosuh Bpra — 6ac rutapa, Crokuh
Caasxo ITane — kaaBujarype, Ayae Aasnh Aaboma — 6y6mesH, kao nocraska u3 1974. roaune (A.
1981).

31 Peuje o ABOjuL HepasABOjHUX ApyroBa, Aparany Hebpuruhy n Cao6opany Bo6u ITerposuhy, n
BIX0BOM arbymy Aa siasum gan. OcTase YAAHOBe IPyIIe YHHUAH Cy KAaBujaTypucTta Muaan Ipoxor,
coro rurapucta Muaan AaBuposuh, a rAaBHHM XKEHCKM BOKaA — mosHara raymura Prassa Kappuh

(Cnacojesuh 1988).
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Pa3Boj 11e3* crjene y mysmakoM xuBoTy Cpemcke MUTpOBHIlE Y TOCMATPAHOM
[epuoAy 610 je KOHTHHYHPAH, O YeMy CBeAOYe ITAAKATHU 3a KOHIepTe u3 1953, 1958,
1960. n 1970. roauHe, aAH, HAKAAOCT, CBEAEH Ha MaAu 6poj Mysuuapa.®® Hajsaxuujy
yAOTy y mpoMoBHcamy I1e3a y Cpemckoj Murposunu umao je ie3 ksaprer Oepopa
Mapunkosuha (xaaBup), y ujeM cy cacTasy, mopea camor Mapuskosuha, 6uan u
Hophe Mapunkosuh (esexTpudHa ruTapa, KAApUHET, TeHOP cakcodoH), Mupocaas
Bykmuposuh (6y6am) u Wsam JKuskuh (xomrtpabac) (Mapunxosuh 2002).
Mapunosuhes kBaprer npupehusao je koHuepTe y AOMy CHHAUKATA, GAIITH XOTeAd
Jeauncrso, 3aBudajHoM KAy6y cTyaeHata, caan Amarepckor nosopumra (Ibid.). ¥
jABHOCTH je MOCeOHO OAjeKHYO KOHIepT i3 1958. ropune 360r capapme ca MiaaHoM
Kotauhem, mosHaTiM aparxepoM, KOMIIO3UTOPOM i TpoMboHKcTOM. HajrosHaruju
MHUTPOBAUKH IJe3 CACTaB HACTYIIAO je 1 Ha Peguju 3abasne u yes mysuxe 1960. ropune,
kao 1 Ha Cmorpama opxecrapa Cpema, Ha K0joj je m3BoAHO [epmBHHOBY My3uKy
(Ibid.). Yrpaso oBaj crioj nMnpoBusoBaHe usBohadke My3HKe IPAKce ca IPAKCOM
My3HIHPaba Ha KOHI[EPTHUM MOAUjyMHMA YHHH ,MUTPOBAYKH Ije3” KO IPeAasHy
npaxcy usmely 3abaBHe u 036MnHe MysHKe, 3a KOju ce Takohe orBapa mpocrop
TyMavema y KOHTeKCTUMA MHCTUTYIIMOHAAM3AIHje U GpecTHBaAU3aIHje.

3AKASYYAK

Hcropujcku usBopu o MysuukoM >xuBoTy Cpemcke MuTpOBHIlE y TIEPHOAY U
APYLITBEHOM KOHTEKCTY COLMjAAMCTHYKE JyTOCAaBHje CBeAOYE O KOMITATHOHMAHOCTH
JKAHPOBCKUX MOAPYYja 0361mHe, HAPOAHE U 3abaBHe Mysuke. Takolhe, onu rosope
M O OCIJMAOBAY AOMHHAHTHOT KYATYPHOT MOAeAd H3Mely Texme 3a ,My3HUKHUM
BaCIUTameM’, C jeAHe CTpaHe, M TeXHe 3a arpakTuHomhy u wucnaarusomhy
KOMOAMUKOBaHUX porabaja, apTedaxara u mpakcu.

Y npsum nocaeparHum ropuHama Opememe 3a KyATypy ATHTIIPOIA AABAAO je
cMepHHIle 32 pasBoj kyarype (Bume y: Byxuh 2010) y ckaapy ¢ kojuma Cy Ha TOAPYYjy
Cpemcke Mutposuiie popMHUpaHe KyATypHe HHCTUTYIIHje Y dnje Cy AeAOBarbe O1ae
yKiydeHe HAeje OpaTCTBa M jeAMHCTBA, CAOBEHCKE COAMAAPHOCTH M MApKCH3MA.
TToueTKOM ITEAECETHX TOAMHA MOAEA ,IIAPTHjCKe AUHHje Y KYATYPHU IOCTEIIeHO
je MOIIyIITao IPUTHCAK HA JyTOCAOBEHCKY KYyATYpHy creHy, Bopehu y Cpemckoj
MutpoBuny Ka ypaBHOTEXEHHjUM IIOTAEAMMA Ha OAHOC H3Mely amaTepckor u
IpoQecHOHAAHOT AEAOBaK:A Y KYATYPH U YMETHOCTH. Byjame amaTepckor kyATypHO-
-yMETHHYKOT IIpOorpama OHMAO je YaK U KPUTHKOBAHO 300T HHCKOT YMETHHYKOT
KBAAMTETa, HEAOCTAaTKAa CAaBPEeMEHOT CTBAapaAalTBA M TPETMAHA PEeAAUCTHIHUX
tema (Xo¢man 2012, 78). Apyra moaoBuHa nepeceTux 6uaa je obeaexeHa, usmehy

32  Ayman TlaaBuma je3 MysuKy KapakTepuile Kao XHOPHAHY CepPHO3HO-3a0aBHY $OpPMY MyBHKe.
Aaxae, oH 11e3 BUAK Kao MOCT u3Mel)y 3a6aBHe 1 036MmHE MY3HKe, Tj. KAO ACTe eroxe AeMOKPATH30BaHe
TOHAAHE My3HUKe YMEeTHOCTH, IAe0ejCKOT, a He apHCTOKPATCKOT mopekaa. OHO IITO, MpeMa MULLAEHY
OBOT ayTOPa, I1e3 My3UKy IPHOAMIKABA HAPOAHO], jecTe IIPAKCa AHAAOTHE MMIIPOBH3AIIHje, @ OHO IITO je
Hpu6AIKaBa yMETHHYKO] jeCTe yAa3ak [jesa y KoHnepTHe pAsopane (1969, 74).

33 Tlaakaru cy mpepctaBmenn y tekcry ®epopa Mapunkosuha ,ITouern yes mysurmpama y
Murposuny’, y waconucy Cynuanu caiti (2002).



166

MY3UKOAOTHJA / MUSICOLOGY 35 - 2023

OCTaAOT, yCITOHOM MAaCOBHE KYATYpe U HACTOjabHMAa AQ Ce IIpeBasule eHa HaIlleToCT
Yy OAHOCY Ha ,BHUCOKYy KYATYpy. TOKOM IIe3peceTHX TOAMHA MY3HYKH JXUBOT
Cpemcke MuTpOBHIle ITOAA€XKE MPOIECHMA IIEHTPAAM3AIMje M OHPOKpaTH3aIMje
IPOM3AIIAMM M3 ACAOBAaIA CAMOYIPABHHX OPraHa y KyATYpH. PasAmduTy capeTH
1 GOHAOBHU 3a KYATYDPY YCTAHOBHAM Cy $pecTHBaAe M CMOTpe** Kao ImapapurMaTcke
00AMKe OpPraHM30BaFAd U MPEACTABAAMA MY3HYKOI CTBAPAAAIITBA M M3BOhaIITBA.
YjeaHo, TO je 610 1 IIepHOA yOp3aHe HHAYCTPHjaAU3aI[Hje, C MACOBHUM MUTPALijaMa
U3 CeAd y Ipap, Te MOCAEAMYHO U cBe BehMM HHTepecoBameM 3a AAANTALMjYy H
pecruBasm3anyjy ceocke Mysuuke Tpapunuje. CepampeceTe U ocaMaeceTe, TOAMHE
Ae3HHTErpaIjyje jyrOCAOBEHCKOT COILMjAAMCTHYKOT ADYIITBA, AOHeAe Cy, usMely
OCTAAOI, OOHOBY ETHHMYKM CEH3HOUAMCAHOT KyATYPHOT U MY3HYKOT AEAOBaIba,
6anr ka0 1 AudepeHInjaIMjy MACOBHE My3HYKe KYATYpe Ha OMAAAMHCKY POKEHPOA
KYATYPY Y APYWITBEHOM IPOTHBCTaBy M HHCTUTYIIMOHAAHO IIOAP)KaBaHy cdepy
3abaBHe My3HKe.

Ha ocHOBY 1moAasHe XumoTese pasa 0 KOMIIATHOMAHOCTH SKaHPOBCKHX MOAPYYja
030HAHE, HAPOAHE U 3a0aBHE My3HKe y BPEMEHY COLIMjAAMCTHYKE JyroCAaBHje,
HACYNpPOT jaCHOM >KAaHPOBCKOM pasrpaHMYely HAa ayTOHOMHO-YMETHUYKY M
APYIITBEHO-QYHKIIMOHAAHY ~MY3HMKy TIpahaHCKOTr ApyIITBA Yy MHTPOBAYKOM
MY3HYKOM >KHBOTY COIIMjAAMCTHYKe JyrocAaBuje, MOXe Ce CarAeAATH paBHOMEpHa
3aCTYIAEHOCT U MCIPEIACTAHOCT OBe My3HuKe mopeAe. FI3Bohauke mpaxce oBux
TPHjy BpCTa My3HKe II0Ka3yjy A HAPOAHY U 3a0aBHY My3HKY H3BOAE TPOECHOHAAHI
00pa3oBaHU My3HYapH, AOK Ca APyTe CTPaHe AMaTePU U3BOAE KAACHUHY YMETHHUKY
MysuKy. TokoM ueTHpu AelieHuje AMHAMHYHOT jyTOCAOBEHCKOT COIIMjaAUu3Ma, Y KOojeM
Cy ce CMeBMBAaAe PA3AMYUTE KYATypHE ITOAUTHKE, AOMUHAHTHH MY3UYKH XXaHPOBU
030MAHA, HAPOAHA U 3a0aBHA MY3HKA IIPEACTABAAAU Cy CPEACTBO 3a CIIpoBoherse
JKeHEHMX KYATYPHUX MOAEAQ, AAU M OAPa3 APYIITBEHO-MCTOPHUjCKUX ITPUAMKA TOTa
AoDa.

34 ®ecruaa omaapmne Cpema (1956), ®ecruBaa mysuukux mxoaa Cp6uje (1957), ®ectusan
MysuuKuX Apymrasa Bojsoaune (1964), Cmorpa mysuukux Apymrasa Cpema (1964).
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This article examines the socialist Yugoslavia era of music life in Sremska Mitrovica
in the light of the tripartite division of music into serious, folk and popular music.
The music scene of Sremska Mitrovica in the period of Yugoslav socialism can be
classified into occurrences from the world of serious, folk and popular music, if the
concept of serious music is treated as convergent with the concept of art music, the
term folk music identifies with elements of urbanized, institutionalized and festival-
ized folklore and urban folk music, and the concept of popular music is based on the
semantic familiarity with the concept of light music. The analyzed and interpreted
historical evidence from the socialist period supports the conclusion that the mu-
sical life of Sremska Mitrovica during this period was diverse and aligned with the
main frameworks of socialist musical culture.
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Having in mind their numerous intersecting interests, it is surprising that, until
September 2023, the International Association of Sound and Audiovisual Archives
(IASA) and the International Council for Traditions of Music and Dance (ICT-
MD) did not have any joint meetings during the previous seven decades of their
existence. The IASA is a professional association concerned with the care, accessi-
bility and long-term preservation of the world’s sound and moving image heritage.
Its membership spans seventy countries representing a broad palette of audiovisual
archives and personal interests, which are distinguished by their focus on partic-
ular subjects and areas, e.g. archives for all sorts of musical recordings, historical,
literary, folkloric and ethnological sound documents, theatre productions and oral
history interviews, bio-acoustics, environmental and medical sounds, linguistic and
dialect recordings, as well as recordings for forensic purposes. On the other hand,
the ICTMD is a scholarly organization that aims to further the study, practice, doc-
umentation, preservation, and dissemination of music and dance of all countries; it
connects different cultures and thus fosters the peace of humankind. Many topics of
these organizations are shared, concerning archival processing and archival sources
about music and dance. This event was performed in a format that combined the
onsite and online presentations of around 300 participants; it was organized by the
Istanbul University, in the historical, but modernly equipped halls of its Rectorate.

As stated in the call for presentations, especially for the joint day titled “Col-
laborating to Preserve, Document, and Safeguard Traditional Music and Dance”,
the topics included: “Digital preservation in sound and audiovisual archives: new
collaborative tools and strategies”; “Metadata and curation”; “Migration and sound
and audiovisual archives”; “Collaborative ideas to protect sound and audiovisual
heritage at risk”; “Research and dissemination”; “Diversity, accessibility, and inclu-
sivity in archives”; “The past and future of archival studies and audiovisual archives
in Tirkiye and the Turkic World”. The program comprised papers and panels, poster
session, film screening session, workshops, professional visits and open meetings of
the IASA committees and sections. The opening concert, organized by ethnomusi-
cologist Abdullah Akat, provided us with a unique opportunity to listen to extraor-
dinary skillful performances of Turkish and Turkic folk music.

The opening ceremony was enriched by the keynote lecture “Archival Collabora-
tions Are Not Always Simple: Challenging Relationships, Structural Impediments,
and Ontological Impasses in Efforts to Safeguard and Preserve AV and Related Her-
itage”, delivered by Anthony Seeger, a distinguished ethnomusicologist, Professor
Emeritus of the University of California Los Angeles and the founder and curator of
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Smithsonian Folkways Recordings, who served as the President and Secretary Gen-
eral of ICTMD and one of the founders of the IASA Research Archives Section. He
pointed to several collaborations (and challenges) that emerged at the junction of
these societies’ activities and expertizes — among ethnomusicologists (i.e. research-
ers), archivists and performing communities.

My curiosity was sparked by presentations of historical sound recordings curat-
ed by ethnomusiologists in general, and this was a unique opportunity to see the
holdings and digitization results from Tiirkiye and Central Asia: from the Turkic
world (contributed by Fatima Nurlybaeva); Kyrgystan (Kanykei Mukhtarova et al.),
Turkmenistan (Djamilya Kourbanova), Kazakshtan (Valeriya Nedlina), Azerbaijan
(Sanubar Baghirova), Iraq (Farah Zahra), from the collections of Sri Lankan eth-
nomusicologist C. de S. Kulatillake (Kamani Samarasinghe), Ghanian ethnomusi-
cologist Joseph Hanson Kwabena-Nketia (Judith Opoku Boateng), the Kyev Eth-
nomusicological Laboratory (Anastasiia Mazurenko, Okeksandr Kropyvnyi), the
Thilisi State Conservatory (Crystal Sanchez et al.), the Istanbul Technical Universty
(Giines Cetinkaya Serik), the Orient-Institute (Will Sumits), the Haceteppe Uni-
versity Ankara State Conservatory (Cenk Giiray et al.), the Ege Univesity (Mehmet
Ocal Ozbilgin), some fascinating results in Czech phonograph cylinders digitiza-
tion (Filip Sir), the Audiovisual Media Preservation Initiative of the Smithsonian
Libraries and Archives (Dan Hockstein, Walter Forsberg), but also larger personal
archives, such as ethnomusicological fieldwork of Turkic recordings (Jénos Sipos)
and private Balkan music-niche record company (Bernard Kleikamp). Several nota-
ble papers have shed new light on Harvard’s Arab music recording collections (Peter
Laurence), Turkish folk music sound archive in the Hungarian context made by Béla
Bartok (Ferenc Janos Szabd) and 78 rpm Greek discography of Turkish music (Mil-
tiadis Pappas), as well as on music of Ottoman Jewish migrants (Simone Salmon).

Furthermore, there were presentations that problematized of various music and
dance sound and audiovisual archiving: from the Archive Challenge as a model of
engagement in the performance of archived traditional music from the American
Folklife Center (Stephen Winick, Jennifer Cutting), over the proposal for use of
blockchain technology in archiving and curating of Southeastern European folk mu-
sic (Hilal Baktas, Belma Ogul), to the consideration of musical archives in cultural
sustainability (Olcay Muslu, Huib Schippers). In the spirit of the proclaimed focus
on collaboration, several papers dealt with private archiving initiatives and possi-
bilities with their networking with official institutions. Except for the research of
Bulgarian diaspora collections (Dilyana Kurdova, Danieva Ivanova Nyberg) and
a virtual archive of the Croatian minority in Austria (Marko Kélbl), there was the
example of collaboration of academia with the private sector in the digitization of
Uruguayan popular music (Marita Fornaro Bordolli). The intersection of the ICT-
MD and the IASA interests was also proposed based on the example of Croatian
discography of electrically recorded 78 rpm gramophone records and the premises
that the global archive of these sources should be collaboratively researched (Naila
Ceribasi¢). Especially important was a panel dedicated to the use of historical sound
collections in applied ethnomusicological work with indigenous and local commu-
nities (Marcia Ostashewski et al.).
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Besides my talk “Challenges and Perspectives of Archiving Music and Dance of
Migrant Communities in Serbia” where I presented current archiving of material
collected from fieldwork with asylum seekers (funded by the APPMES project con-
ducted within the Institute of Musicology SASA and funded by the Serbian Science
Fund), I participated as the current Chair of IASA Research Archives Section. At our
Open Meeting, we were delighted to listen to Shubha Chaudhuri’s invited lecture
“Community Archiving”. Another paper from Serbia was from the Faculty of Music
of the University of Arts, presenting a collection of Dragoslav Devi¢’s traditional folk
music annual concerts at BEMUS from the 1970s (Ana Petrovi¢).

Sound archiving was researched with materials beyond musical - from digi-
tal-born broadcasting archiving in Africa (Lynn Johnson), objects such as audio
letters in Austria (Eva Hallama), to sound archives important for natural sciences,
such as recordings of grasshoppers and crickets 1960s—1990s from localities world-
wide (Toby Seay). Also, there were very useful considerations about parameters of
film digitization (George Blood), emerging Artificial Intelligence issues in archiving
(Rasa Bocyte, Johan Oomen), the South African Copyright Act (Ilse Assmann), and
a very thought-provoking presentation about the translation of technical sound and
audiovisual archiving standards to the challenging circumstances of Global South
context, specifically in Brazil (Cadu Marconi, Marco Dreer).

Professional visits were the opportunity for guided tours through the Ottoman
Archive (the primary repository for state archival documents in Tiirkiye related to
the Ottoman Empire, with a highly systematic approach to paper restoration and
digitization), the Istanbul Technical University Turkish Music State Conservatory
Archive and Documentation Centre “Prof. Erciimend Berker and Prof. S. Sehvar
Besiroglu” (where personal archives donated by Turkish musicians and music aca-
demicians, as well as historical sound materials about Turkish music, are deposited
and systematically archived, with open access possibility) and Orient-Institut Istan-
bul (where the exhibition of sound and audio-visual materials from the Berlin Pho-
nogrammarchive and private archives was held). Except for that, there were practical
workshops on community archiving, methods for sharing knowledge in sound and
audiovisual archives, processing digital video, a Rapid Assessment Model in digital
preservation, Open Editor for automatic transcription of AV materials. The presence
of NOA and Aviary as gold sponsors was also noticeable to visitors.

The closing discussion led by presidents of these sister organizations, Tre Berney
and Svanibor Pettan, emphasized the importance of this collaboration, with the hope
that it will be the start of plentiful networking. For me as a member of both societies,
with an interest in archival sources and processes in ethnomusicology and expertise
in Balkan music, this event demonstrated the fruitfulness of collaboration, especially
in terms of regional diversities of various experts. I hope that this will continue and
expand, especially at the crossroads of sound/audiovisual archiving with popular
music research, as well as of ethnomusicology with sound/audiovisual recording.

Marija Dumni¢ Vilotijevié






JasNA JoviCEvIC

DOBRO JUTRO, DZEZERKE:
POLOZAJ INSTRUMENTALISTKINJA U DRUSTVENIM
PRAKSAMA DZEZA

Orion Art Books, 2023.
ISBN 978-86-6136-002-2

Knjiga Jasne Jovicevi¢ Dobro jutro dzezerke: poloZaj instrumentalistkinja u drustvenim
praksama dZeza sveobuhvatna je i viSeslojna studija koja odabirom istrazivatkog
fokusa, $irinom pristupa, raznorodno$éu uvida i istrazivackih metodologija te
viSestruko$¢u u njoj afirmiranih kritickih perspektiva u velikoj mjeri obogacuje
i prodiruje heterogeno podru¢je postjugoslavenskih znanosti o glazbi. Premda
su u znanstvenim disciplinama koje oblikuju to podru¢je kriti¢ka ¢itanja, analize
i interpretacije glazbenih fenomena iz o¢ista osnazenih teorijskim ishodistima
feministickih i rodnih studija ve¢ desetlje¢ima dijelom ovjerenih istrazivackih i
interpretativnih okvira, ¢ini se kako se do danas onajos uvijek nisu uspjela odmaknuti
od pozicije svojevrsne ,permanentne margine".

Bez obzira na svoju rubnost upravo je ta postojeca literatura dio zalihe pisanog
znanja na koje autorica ove studije viestruko oslanja u poku$aju detektiranja
perpetuiraju¢ih mehanizama isklju¢ivanja, stereotipizacije i diskriminacije s
kojima se kontinuirano suoc¢ava sredi$nji subjekt njezina istrazivanja epitomiziran
u viSestruko marginaliziranoj figuri instrumentalistice u kompleksnoj umjetnickoj
i drustvenoj praksi jazza. Drugi sloj pisanog znanja koje obogacuje autoric¢inu
analititku perspektivu sacinjen je od u posljednjim desetlje¢ima sve bogatije i
brojnije strane znanstvene literature, koja afirmira vi$edimenzionalne pristupe
jazz historiografiji i etnografiji Zenskih iskustava produkcije i participacije -
kako u povijesti, tako i u suvremenim praksama jazza. Vaino je pritom istaknuti
kako autorica uspje$no odolijeva zamci jednostavnog ,preslikavanja“ postojecih
interpretativnih obrazaca na podrudje vlastita istrazivanja. Svjesna heterogenosti
ysidrenja“ jazza u razli¢itim glazbenim i dru$tvenim sredinama ona vjesto i precizno
detektira specifi¢nosti prostora Jugoisto¢ne Europe, koji je njezinim istrazivackim
lokusom, u kojem se rodne dinamike svojstvene jazzu dodatno usloznjavaju
$irim obrascima patrijarhalne matrice i praksi marginalizacije i isklju¢ivanja zena
karakteristi¢nih za drustvo u cjelini. Rezultat je takvog pristupa studija koja nudi $ire
kriticko ¢itanje perpetuiraju¢ih obrazaca marginalizacije Zena u ,globalnoj“ povijesti,
kulturi i praksama jazza, dok istodobno uspijeva mapirati klju¢ne neuralgi¢ne
tocke regionalne jazz scene, koje nedvosmisleno oblikuju izazove, iskustva i Zivote
glazbenica koje na toj sceni djeluju.
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Posebnost ove knjige lezi povrh svega u autori¢inu umijecu suceljavanja
kritickog ¢itanja postojecih pisanih izvora, uvida stecenih vlastitim umjetnickim
i znanstvenim istrazivanjem i refleksija na osobna iskustva aktivnog participiranja
u fenomenu koji ovom studijom nastoji kriticki i analiti¢ki obuhvatiti. Rije¢ je,
naime, o autorici koja u podruéje znanstvenog istrazivanja ulazi nakon gotovo dva
desetljeca kontinuiranog usavrsavanja i umjetnitkog rada na sceni jazz glazbe te
niza regionalnih i internacionalnih umjetnickih projekata kojima pridonosi $irenju
podruéja umjetnickog istrazivanja. Slojevitost njezina pristupa ogleda se stoga i u
specifi¢tnom sjedinjavanju metodologija znanstvenog i — u regionalnoj umjetnic¢koj
zajednici jo§ uvijek relativno novog podrudja — umjetnickog istrazivanja, koje
se pak dodatno prosiruje osobnim i utjelovljenim iskustvima umjetni¢kog rada
ispresijecana ¢itava studija. Preslojavanjem ovih metodoloskih postupaka autorica
uspostavlja odrziv meduodnos insajderskih i autsajderskih perspektiva, koje kroz
kontinuiran dijalog postaju nekom vrstom uzajamnih korektiva. Apostrofirana se
dvojnost autorske pozicije tako na zanimljiv na¢in zrcali i u dvojnosti istrazivatkog
pristupa koji uspijeva uspostaviti reciproéno osnazujuci i obogacujuéi suodnos
pristupa i metodologija znanstvenog i umjetnickog istrazivanja. Mogli bismo stoga
zakljuciti kako je rije¢ o studiji koja upravo kombinirajuéi istrazivanje o glazbi i
istrazivanje kroz glazbu pridonosi nijansiranijem i dubljem razumijevanju polozaja,
uloga i percepcija instrumentalistica u dru$tvenim praksama jazza.

Osobito mi se vaznim ¢ini istaknuti onaj dio studije u kojem nakon slojevitih
analiza i viSestrukih kriti¢kih interpretacija dominantnih diskursa i praksi jazza,
autorica otvara prostor teksta pripustaju¢i u njega glasove onih koje su fokusom
samog istrazivanja. Svjesnim odabirom razli¢itih perspektiva i osobnih tumacenja,
napose onih koja predstavljaju sasvim razlic¢ite poglede od onih afirmiranih kroz
prethodna poglavlja studije, autorica uspijeva apostrofirati heterogenost Zenskih
iskustava, neuniformnost razumijevanja i partikularnih tumacenja rodne dinamike,
ali i raznolikost osobnih strategija, mehanizama i taktika suo¢avanja sa strukturnim,
duboko ukorijenjenim i naoko nepromjenjivim oblicima marginalizacije i
isklju¢ivanja Zena. Pored razumijevanja jazza kao diskursa i (umjetnicke i drustvene)
prakse, umijeca razotkrivanja mehanizama hijerarhizacije, hegemonijskog polja
modi, ,skrivenih kurikuluma“ koji oblikuju kontinuirano orodnjavanje jazza kroz
procese njegove institucionalizacije i umjestanja u formalne obrazovne procese, kao
i kanoniziranih diskursa koji kontinuirano proizvode ideju zena kao supstancijalno
nepripadaju¢ih (,jedna; ,jedina“) dok istodobno efikasno pridonose njihovu
invizibiliziranju, prepoznavanje je i priznavanje heterogenosti iskustava jazz
glazbenica, ¢ini se, jednom od klju¢nih polazi$nih tocaka za pokusaj zajednickog
angaziranog koraka ka dokidanju svih onih dimenzija perpetuirajuceg sistema
isklju¢ivanja na koje upozorava ova studija.

Kriticke perspektive koje afirmira studija Jasne Jovicevi¢ predstavljaju neku vrst
ostrih rezova kojima autorica duboko i precizno zasijeca u okostalo tkivo linearnih
narativa povijesti jazza, koji (na globalnoj i lokalnoj razini) sustavno kanoniziraju
muske figure i tako neminovno supstancijalno doprinose marginalizaciji jazz
glazbenica u suvremenim izvedbenim praksama. Premda ova knjiga zasigurno



181

JASNA ]OVIC'}EVIC'
DOBRO JUTRO, DZEZERKE:
POLOZAJ INSTRUMENTALISTKINJA U DRUSTVENIM PRAKSAMA DZEZA

predstavlja vazno uporiste za ire razumijevanje mjesta, uloga i (samo)percepcije
zena u dru$tvenoj i umjetnickoj praksi jazza, kao i dragocjeni poticaj za buduce
akademske i $ire drustvene diskusije o ovoj temi, u njoj otvorena pitanja i markirane
potencijalne putanje ka ,osvajanju prostora slobode” ne bi trebalo ¢itati tek kao
ypoticaj za daljnja istrazivanja“, ve¢ — mozda i vaznije — kao poticaj na djelovanje.

Ova studija, naime, ne pocinje, niti zavrsava s idejom pukog mapiranja trenutnog
yStanja na terenu® S njezinih stranica, kao i izmedu redaka, lako je i$¢itati kako se
autorica ne zadovoljava viseslojno$cu interpretativnih razina do kojih je dovode
vlastito zivljeno iskustvo i procesi analize, ve¢ kontinuirano traga za moguénoséu
i prostorom za promjenu. ,Dobro jutro, dzezerke“ iz naslova ove knjige stoga,
barem u mojem ¢itanju, nije tek (ironijsko?) poigravanje naslovom pjesme koja je
dijelom popkulturne zalihe prostora koji je lokusom njezina istrazivanja, ve¢ jasan
i nedvosmislen poziv na djelovanje i promjenu statusa quo (pre)dugog trajanja,
odnosno svojevrstan apel na otpor zaglavljenosti pred staklenim stropom koji
tvrdoglavo nadsvoduje iskustvo brojnih generacija jazz glazbenica. Ova je knjiga
nedvojbeno vazan i dragocjen doprinos domadim znanostima o glazbi, ali je
istodobnoineka vrst osobne feministicke ,pocetnice”za sadasnje ibuduce generacije
jazz glazbenica, koja otvara mogu¢nost i zagovara nuznu, mozda ve¢ zakasnjelu, ali
neminovnu promjenu.

Mojca Piskor
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Meby cxopujum uspamuma Mysukoaormkor uucruryra CAHY Harasu ce u 360pHUK
paaosa Shaping the Present through the Future: Musicology, Ethnomusicology and Con-
temporaneity, mpousaiao us HayuHe KoH$epenruje Young Musicology Belgrade 2020:
Shaping the Present by the Future: Ethno/Musicology and Contemporaneity. 36opaux
CaAPIKH YBOA, Y€TPHAECT PAAOBA IPYIIUCAHKX Y TPH [IOTAABAA U OHOrpaduje ayTopa.
M3 yBopa xoju mormnucyjy Bojama Pasosanosuh, Muaom Bpasosuh u Maja
Papusojesuh cazmajemo aaje s Tpehe o peay xoudepennuje Young Musicology 6uo
IIPONUTHBAKE MECTAa My3HUKOAOTHje U €THOMY3UKOAOTHj€ ¥ CABpeMeHOM KOHTEKCTY,
mocMarpaHo u3 yraa maabhe remepanuje ucrpaxusada. ObjaBsuBameM 300pHHKA
Taj LUA jé OCTBAPEH, YEMY jeé AOIPHHOC, OCHMM MY3HMKOAOTa UM €THOMY3HKOAOIa
Maabe reHepariyje, AAAO U ABOje HCTAKHYTHX HCTPAKHBAYA CA BHIIEACIIEHH)jCKUM
HICKYCTBOM paAa y Tosy HayKa o Mysunu — Aejsup Bupa (David Beard) u Cenena
Paxouesuh, unje cTyauje drHe IPBH OAeHbAK 300PHIKA KOjHI HOCH HACAOB Musicology
and Ethnomusicology Today: Perspectives of Illustrious Scholars. Y paay ,Musicology’s
Crises of Identity” Bupa roBopu o moAapH30BaHIM O3UIUjaMa § My3HKOAOTH)H H
HACTOjabMa AQ Ce II0AeAe IpeBasub)y. Y3poke ,KpU3e HAGHTHTETA MY3HUKOAOTHje
Bupa aonupa y epo3uju My3HIKOTr 00pa3oBaba M OTEXAHOj KOMyHUKALUjU usMelyy
MY3UKOAOUIKHX MOAAMCIMITAMHA YCA€A FPaHaba U YCAOXKHbaBamkha CIIELUjaAuCTUIKOT
3Hama. Bupa aHaAM3upa U ,CrosHe IPUTHCKe” Ha My3HKOAOTH)Y, KAO H OATOBOpE
Ha IUX y BHAY ,lIpUMerbeHe’, ,KOAOHHjaAHE K ,HMACOAONIKe  My3HKOAOTHje.
Ilpumemena My3HKOAOTHja OpHjeHTHCAHAa je Ka IIPeHCIIUTHBAIY IIOAOXKAja
KAACHYHE My3HKe y APYIITBY, BUASHMBUjeM IIPUCYCTBY My3HKOAOTHje Y jaBHOj cdepy,
MAACUPaKy UCTPAKMBAYKUX PE3yATaTa M3BAH aKAAEMCKOT KOHTEKCTa U yTeMerermy
CTPY4HOT je3MKa 3a apTUKYAALIUjy My3HIKOT eHTy3Hja3Ma. AeKOAOHM3aTOpCKa IPaHa
My3HKOAOTHje $OKYCHpPAHA je HA aHAAU3Y ,CTPYKTYpa pacu3Ma’ y HayKaMa y My3HUIIHL.
Kpurnka npeosoruje y My3UKOAOTHjU YKAYUYje ACTEKIIHjY M KPUTHKY KOAOHHjaAHOT
Hacaeha, aAu je moceOHO 3aMHTepecOBaHA 3a AHTArOHH3Me H3Mel)y KammTaam3ma
U AeMOKpaTHje, C IIOTAEAOM Ha YAOTY M 3Hayaj My3UKe y OCBeTdaBamy (peHOMeHa
KOMOAH(UKAIIHje, eKCIIAOATALINje i OTPAHIYaBatbe CA0DOAe TOBOPA.
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IToceban 3Ha4aj 300pHHKA OTAEAQ CE Y TOME IITO je Y HheMy 00jaBAeH jepaH OA
nocaepnx papoBa Ceaene PakodeBuh, ca cyMapHHUM IIOTA€AOM Ha AUCLUIIAMHE
KOjUMa je IIOCBETHAA CBOjy IIAOAHY Hay4uHy Kapujepy. ¥ cBoM paay ,Challenges of
Ethnomusicological and Ethnochoreological Research within the Ever Changing
World: A View of a Scholar form Serbia” ayropka paje caxxeT ucropumjcku mperaea
pasBoja eTHOMY3HKOAOTHje U eTHOKOPEOAOTHje, CarAeAaBajyhu Ipakcy OBHX
AVCIMTIAMHA M3 yTAQ TeOPHjCKHMX KOHUemara ApyyHa Amapypaja (Arjun Appadu-
rai), Konpapa IToaa Aucmana (Konrad Paul Liessmann) u Tomaca Kyna (Thom-
as Kuhn). Ycnon purnrasne eTHorpauje ayTopka ¢ HpaBoM TPeTHPA Kao jeAaH
op mpekperHux porahjaja/mporieca y ckopammmeMm pasBOjy eTHOMY3HKOAOTHje M
eTHOKOpeoAoruje. PakoueBuh Takohe ckpehe maxmy Ha eKOHOMCKY HEH3BECHOCT
U CMambUBabhe CPEACTaBA 32 €THOMY3HUKOAOLIKA M €THOKOPEOAOIIKA HCTPAKHUBAbA,
Kao u OFPaHI/I‘IaBaH)e M06I/IAHOCTI/I oyAlL'y YCAOBI/IMa HOja‘IaHe KOHTPOAG I'paHI/ILIa 48
jadarba HAIJMOHAAHOT MAPTHKYAAPU3MA KAO ITOAA3HINTA 3d PA3MEHY HAEja, CTABOBA
U 3aKiy4yaKa. YTHIA] KpU3e jaBHOT 3APaBaa, TEXHOAONIKMX MHOBALIUja M OjauyaHUX
rpaHHHa aYTOPKa TyMadn y PeFI/ICTpY HOTeHLII/IjaAHe HpOMeHe Hay4HEe HapaAI/IFMe
eTHOMy3I/IKOAOFI/Ije nu eTHOKOPeOAOI‘Hje) Kao n APYFHX XyMaHI/ICTI/I‘IKI/IX HayKa.

Y ApyroMm moraaBay 30opHHKa Iop HacaoBoM Musicology and Ethnomusicol-
ogy Today: Questions concerning Literature and Methodology obpabena cy Heka
METOAOAOLIKA IHUTamka C Kojuma ce Maahu mcrpakusaun cycpehy y Toxy cBojux
AOKTOPCKHUX CTYAMja M HEIIOCPEAHO HAKOH HBUXOBOI 3aBpumerka. ¥ paay ,Teach-
ing Between the Lines: Approaches to Interdisciplinarity and Intertextuality in
the UK Higher Education System” Puuapp Aywn Imams (Richard Louis Gillies)
[OAA3H OA YBHAQ AQ j€ MHTEPAUCLHMIIAMHAPHOCT, IPEMAQ LIMPOKO 3aCTyILbEHA Y
MY3HUKOAOIIIKHM aKaAE€MCKHUM I/ICTpa)KI/IBaH)I/IMa, jOH.I YBEK HEAOBOASHO I/IHTeI'pI/ICB,Ha
y YHHBCP3HT€TCKY HaCTaBHY HPaKCy. HpeMa FI/IAI/IBY, I/IHTQPAHCLIHHAI/IHapHa HacCTaBa
U3 HCTOpHje My3HKe MOpaAd OM Ad Ce OCAamba HA YPABHOTEKEHY 3aCTYIAEHOCT
AHAAUTHYKE, XePMEHEYTUIKE U KOHTEKCTYaAHE METOAOAOTHje, KA0 U Ad CAAPKH
»IIAHOPAMCKU IIOTA€A” HA €CTETCKH AMjasor usMely Mysuke, KEIDKEBHOCTH U
BU3YeAHHUX YMETHOCTH. [MAM3 ucTHYe A2 OM OcaBpeMermaBaly HACTaBe HCTOPHje
My3UKe 3HAYajHO AOIPMHEO CHHXOPHHjCKH IIPUCTYI HCTOPHjU C (POKYCOM Ha
KOHTEKCTYaAHOM HOBe3I/IBaH)y MY3HU9IKHUX 1 ApyH.ITBeHHX HOjaBa. TakBo mmoBesuBame
HensbexHo je Y pEeMHHUCTUYKOj MY3UKOAOTHUjH, YHjUM Ce€ MACJHUM U BPEAHOCHUM
npermocTaBkama 6aBu Appmana Cabo y paay ,Connestions Between Feminist
Musicology, Liberalism and Postfeminism” Ocaamajyhu ce Ha KpUTHUIKy aHAAU3Y
nocrgemunucrmyke Kyarype Posaansa I'ma (Rosalind Gill), Ca6o usBopu concrseny
KPHUTHKY AMOEpaAHHX KOHI[e[laTa Ka0 OCHOBE 3a TyMadele MY3HYKHX II0jaBa M3
poAHe mepcriekTiBe. MeTOAOAOLIKUM OKBUPHMA MY3HMKOAOLIKE IIpaKce GaBU ce U
Bojana PapoBanoBuh, aAu y KOHTEKCTY CTyAHja MeTaA MysuKke. Y paay ,Debunking
"Potentially Monolithic Perceptions of Musicology’: The Role of Musicology in
Metal Music Studies” oHa caraepaBa ,ynuc” My3HKOAOTHj€ Y CTYAUje METaA My3HKe
KPO3 YHOC HUCTOPHOTPaPCKUX, GOPMAAMCTHIKUX, My3HIKO-TEOPHjCKUX, €CTETCKHUX,
$11A030CKUX, ETHOMY3UKOAOMIKHX U eTHOTpadCKUX ereMeHaTa. 113 paaa casHajemo
A2 je poduAHCaEe CTyAMja MeTaA My3HKe Kao XUOpHAHE Mysukoaomke (mop)-
AMCIUIIAMHE BOAMAO IIPEKO MojaBe yTeMesUTEeSCKUX CTYAUjA Ca CHAKHUM GaKTOPOM
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yTHIlaja, ocHuBama MelyHapoAHOr ApymITBa 3a IpoyyaBame MeTaA My3HKe
(ISMMS), peAOBHOT OAp)KaBarba HayYHHX CKYIIOBA M OCHUBAMA CIELMjaAU30BaHOT
gaconuca Metal Music Studies. ITocTelleHOj MHCTUTYIIMOHAAM3ALIMH CTYAMjA METAA
My3HKe KOMHAeMeHTapHI/I cy AI/I(PY3HI/I HpHCTyHH paAI/IO(l)OHCKOj YMETHOCTH.
PasBujajyhu moaeMuuxn oAHOC IpeMa MOAEAVIMA HCTPAKHBAMA Y OKBHUPY KOjHX
ce papOdOHCKA OCTBAPEHA TPETHPAjy KAO 3a0KPYKeHa My3HuKka Aeaa, Mapwuja
Maraos y rekcry ,Radio Art in Musicology: Challenges and Possible Methodolo-
gies” pa3marpa IoAeCHHje HaduMHe 33 MPOyYaBarbe OBe eKCIIePHMEeHTAAHe 3ByKOBHE
mpaxce. CBOj METOAOAOIIKH ITPHUCT YT paAno(OHUj1 MaraoB rpaAl Ha TeMesy TeopHje
akrepa-mpexxe Benyamuna ITukera (Benjamin Piekut), mpema xojoj ce ayropcka
HO3UIINja ¥ APYIITBY He HCKa3yje Kpo3 peAanujy u3Mel)y OHTOAOIIKY $UKCHpaHIX
KaTeropuja ,CTBapasadke AMYHOCTH U ,AeAd’, Beh y caojeBuma mocpeayjyhux u
YMpeXeHHX MATepPHjaAHOCTH Ka0 YBOPHUINTA CBOjeBPCHE ,HUCTOPHjCKe eKOAOTHje’.
TeMm6py, Kao jeAHOM 0A acIleKaTa MaTepUjaAHOCTH 3ByKa, AHa ITerposuh npucryma
U3 eTHOMY3UKOAOIIKe IepcrekTuse. ITorasehu op Aepunnnmje TeMbpa Kao ckyma
CIIEKTPAAHUX, TEMIIOPAAHUX U CIIEKTPAAHO-TEMIIOPAAHUX eAeMEeHATa 3BYKa, Ay TOPKa
y paay ,Ethnomusicology Echoing Sound: Researching the Timbre Component
of Musical Articulation in the Case Study of the Serbian Singing from Pester”
aHAAM3MpA 3By4YHe 3aIKce ABejy mecama ca Ilemrrepa crieKTpaAHOM aHAAM30M Koja
je omoryhuaa pacaojaBare I'ycTO HACAOjeHHX eAeMeHaTa aKyCTHIKOT CUrHaaa. Mako
j€ eTHOMY3HMKOAOTHja OA CBOjUX ITOYETKA OPHjEeHTHCaHA Ka CI/ITyaI.II/IOHO-AOI'abajHOM
HAUMHY I[IOCTOjara My3HKe, YIOTpeba caBpeMeHHX TEXOHOAOTHja oMoryhmaa je
PeapTUKyAALVjy HeHOT IpeAMeTa HCTPAXKUBAba Ka0 CKYIA aKyCTHIKU cxBaheHux
mapamerapa 3Byka. O Tome cBepoun u pap Boprcaasa Muskosuha ,Application of
an Action Research Model in Ethnomusicology” y xojeM je cIipoBeAeHO aKIIMOHO
HCTpaKUBae 10 y30py Ha eKcrepumeHTaaHy npakcy Kypra Aesuxa (Kurt Lew-
in). MumkoBuheBa mpuMeHa aKLUMOHOT OGAMKA MCTpaXHMBaba 3aCHMBA Ce HA
cyodaBamy xuTema loanje ca 3BydHMM 3amMcuMa IeBama U3 ose peruje. Hexe je
3anuce Munkosuh MOAUQPHKOBAO 3apap MACHTH(UKALUje KioyYHUX HeplieNTUBHUX
KpuTepyjyMa ucnuranuka. Mely sHauajHUjIM yBHANMA AO KOJUX je ayTOp AOLIAO
H3ABaja Ce OHAj O YOUYaBAWy YaK M CYNTHAHHX MOAMQHKAIMja TeMOPAAHHX HAH
APTHKYAALMOHHMX KapaKTepUCTHKA HameBa. Y paay ,Qualitative Exploration of
a Contemporary String Quartet Phenomenon: a Methodological Minefield”
Llenudep Aucapu (Jennifer Ansari) o6pasaaxe cBoje MeToAOAOIIKe H360pe BesaHe
3a PICTPa)KI/IBaH)e AI/ICTPI/I6YI/IPB.H€ eraTI/IBHOCTI/I u HHTepaKTI/IBHOCTI/I y peaAHOM
BpeMeHy Kao CerMeHTa caBpeMeHe u3Bobauke mpakce. Tu usbopu mpahenu cy
PasAMYUTUM HEAOYMHIIAMA U TAXKASHBUM ,JIOAeIIaBambeM” MEeTOAOAOIIKOT amapara
KOjI/I YKA)Y‘IY]C METOAE KBAaAHUTATHUBHOT I/ICTpa)KI/IBaH)a, I/IHTepAI/ICLII/IHAI/IHaPHe
MY3HKOAOTHje H eTHOMy3uKoAorHuje. OBe MeToAe 06j eanmeHe cy konnenToMm JEDUF
(sjust enough design up front”) xoju 06e36ehyje OKBUPHO yTeMemerbe HCTPAKUBAA
Yy CTOXEPHHM ,IPUOPUTETUMA, Y3 IPHAATOAAUBO YIPABAAME eMepPreHTHUM
ACIeKTHMA HCTPAXKUBAKHA TOKOM KpeTama u3Mel)y Tux ,ipuopurera’.

Tpehe moraasme 36opuuxa, Musicology and Ethnomusicolgy Today: Case Stud-
ies and Filedwork, nmocseheno je yxe mpoduarcaHnM IpeAMeTHMA UCTPOKUBABA Y
MY3HKOAOTHjH U eTHOMy3uKoAoruju. ¥ texcry ,From Emulation to a Great Mas-
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terpiece. Two Serbian Composers of the 1950s” Muaom Bparosuh crpososn
yIOpeAHy aHaAusy kommosunuja Suita giocosa Muaama Pucruha u ITacakasa 3a
opkecrap /oybure Mapuh. OBa aABa pomaha opkecTapcka Aeaa MmOCMarpaHa Cy
M3 YrAa KOMIIOSMIJMOHHX TEXHHKA ITOTEKAHX H3 ,,CTBaPaAa‘IKI/IX PaAHOHHHa” u
Teopujckux paposa ITayaa Xunpemura (Paul Hintemith) u Aproaaa [llen6epra (Ar-
nold Schoenberg). Bpasosuh c TuM y Besu 3akmydyje Aa Cy CPIICKU KOMIIO3UTOPH
arcTpaxoBaAu XMHAEMHUTOBY T€XHHKY IIOCTaBAAmba TOHCKOT caora u Illenbeproso
Pa3BOjHO BApUPabe, Te AQ BEAUKAHU eBPOIICKe My3HKe OCTajy IPUKPUBEHH Y30PHU Y
AeanMa Muaana Pucruha u oy6urie Mapuh. Bara Criacuh y paay ,Creating the Rep-
ertoire of the Opera of the National Theatre in Belgrade (1970-1990)” cnposoau
HHTEePAMCIIMIIAMHAPHO HCTpaxuBame pereproapa Omepe Hapopsor mosopumra
y Beorpapy. IlpuxymmameMm apxuBcke rpale, MHTepBjyHcameM HCIMTAaHHKA U
AHAAM30M CaAPXKaja, ayTOpPKa 3aCHMBA CBOjy MCTPAXKUBAYKY IO3UIHU]y Ha IPECEKY
My3HKOAOTHje, COLIMOAOTHje My3HUKe U cTyAHja KyaType. CxBarajyhu pemeproap kao
y3aneheny canxy” peneproapcke moantuke, Cracuh aHaAu3Hpa IbeHe pasAMIMTe
acIiexTe, moyes oA GUHAHCH)CKOT, IIPEKO MHCTHTYIOHAAHOT, I1a CBE AO PeIieTIIiNjCKOT
Y KPUTHYKOT. Y3ajaMHY CIIPery AeAOBakba Pa3AMIUTUX paKTOpa ayTOpKa TPeTHpa Kao
KAYUHY 32 padyMeBame IPolleca KpeHpama OIIePCKOT PelepToapa, aAU M APYIITBEHe
CpeAUHe y K0joj Ce OIlepcKa IIOAMTHKA pOPMHUPA Ka0 OATOBOP HA KYATYpHe IIoTpebe
3ajeprnre. Musan Muaojkosuh y paay ,(Not) just Blips and Blops: Music for Ear-
ly Home Computers (1974-1979)” roBopu 0 AOKyMEHTOBAHMM U CHMYAMPAHUM
My3HYKHM IIpaKcaMa KOPHCHHKA paHux KyhHux padymapa. CBoj mpeamer
HCTPOXUBAIba AYTOP OTPAHIYABA HA IIEPHOA OA II0jaBe MPBUX KyhHHX padyHapa
U3 CPEAMHE CEAAMAECETHX FOAMHA IIPOIIAOT BeKa AO II0jaBe IIPBUX KOMEPIMjaAHUX
kyhuux pauynapa xpajem oBe pentenuje. C 003MpPOM HAa HEAOCTATaK CHUMAEHOT
MaTepHjaAa M3 Pa3MATPAHOr HepHoAa, Munojkosuh je pempoaykosao oppeherne
padyHapcKe KOMIIO3UIHje Y3 IOMON eMyAaTopa MAM pecTaypHpaHHX OPHTHHAAHHMX
mamuHa. AHa Bophesuh y papy ,Artless Singing in Post-Yugoslav War Cinema”
aHAAM3Hpa HeM3BOhauke HavmHe IeBama y paTHHM ¢puamouMa Kako je doueo pain
Ha mom oitioky Burka Bpemana, Aeiia ceaa aeiio fope Cphara Aparojesuha, ITogsembe
Emupa Kycrupune u Hebecka yguya /oybume Camapyuha. Ha nesame y HaBepeHHM
duamoBnMa npuMerbeH je mojam artless singing Kaayauje Topbman (Claudia Gorb-
man) 3apap AOLIMparba APaMaTypIIKe, HApATUBHE K CTPYKTypaAHe QyHKIUje IeBatba
y M3rpaAbH KapakTepa GUAMCKUX AMKOBA. 3aKsydaK Ad TeCMa HHje caMo IecMa, Beh
CUMO0A, O3HAKA U YBHA Y HCTOPHJCKH KOHTEKCT KOMIIAMKOBAHIX PATHHIX KOHPAUKATA
Ha MPOCTOPY buBIIIe JyrocAaBHje ay TOpKa AOHOCH Y3 ITOMOD HHTePAUCIIUIIAHHAPHOT
METOAOAOIIKOT arapaTa H3BEACHOT U3 COIIMOAOTHje, MCTOopuorpaduje, CTyaHja
¢uama, IcHxOAOTHje U CTyAMja TpayMe. Ha Kpajy oBor moraasma u 300pHHKa y
ueanny, Banupa ®epapa (Gianira Ferrara) y paay ,An Audiovisual Ethnography of
Timbila in Mozambique: Collaboration, Reciprocity and Preservation” ussemrana
O Pe3yATaTHMa CBOT ABOTOAHIIIET TEPEHCKOT PaAd CIIPOBEACHOT Y MO3aMOMYKOj
obaacTu 3aBaaa. M3 meHOT papa ca3HajeMo 0 My3HYKO-IIAECHO] ITpakck Hapoaa Jorw,
[03HATO] Kao timbila, aAu 1 0 METOAOAOLIKMM OKBUPIIMA CaBPEeMEHOT eTHOIPadCKOT
HCTPOXUBAIbA KOje HACTOjU HM30erHyTH IpeMHCe U3 KOAOHHjaAHE IPOIIAOCTH
aucnunanae. OApeKaBIIy ce MO3KIKje HeyTPAAHOT TOCMATPada, Kako OH 3ap00mAa
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HOBepere UCIIUTAHUKA, AyTOPKA CBOje ayAUO-BU3YEAHO AOKYMEHTOBAE CIIPOBOAM
yKaydyjyhu ucnuTaHuke y mpolec cHUMama U oOpape Marepujasa u rpapehwm
MO3ULHjy CEH30PHE UHTePCY(jeKTHBHOCTH.

36opHux paposa Shaping the Present through the Future: Musicology, Ethnomusico-
logy and Contemporaneity 3ajeAHUUKH je AOIIPHHOC MY3HKOAOTA M €THOMY3HUKOAOTA
PABAMYUTHX T€HEPALMjCKHIX, UCTPAKUBAYKIX M AKAAEMCKUX MO3HIUjA U IPOPHAQ.
YIpKOC TOj pasAMMUTOCTH OCTBapeH je PeAeBAHTaH M KOMIIAEMEHTApaH IIOTAEA Ha
capamme u 6yayhe n3asose Hayka o My3unu.

Hemarsa Cositiuh






OA 3AATA JABYKA - CBUUPAAAY
MY3UYKOJ] TPAAULIVJU CPEUJE. /
GOLDEN APPLE - FRULA IN
THE SERBIAN MUSICAL TRADITION

YPEAHUIIE: CBETAAHA A3ABAIT U APATAHA MAPUHKOBUR

Beorpaa: IIITI PTC, 2022.
ISBN 978-86-6079-352-4

Ayamo-M3Aama TPAAULOHAAHE HAPOAHE HHCTpyMeHTaAHe Mysuke y Cpouju
cpazMepHO cy peha 0p BOKAAHHX U BOKAAHO-MHCTPyMeHTAaAHHUX. [Taxiy moce6HO
3aCAYXKYjy OHa IIoCcBeheHa jeAHOM HHCTPYMEHTY, Kao IITO je TO cAy4aj ca arckoM Og
3Aainia jabyka — ceupaia y mysuuxoj wpaguyuju Cpouje y uspamy III'TI PTC-a, xoju
CY ypeAuAe U IPOAYLMpaAe eTHOMy3HKoAomKHibe CBeraaHa Asamar um AparaHa
Mapusxosuh.

Y TpaAUIIIOHAAHO] CPIICKOj KYATYPH CBPaAa je T03HATa U II0A Ha3UBUMA CBUpaAte,
gygyKu gygyHe, a paHac ce Hajuerthe cpehe HasuB PpyAa. JeaaH je OA Haj3ACTyILbEHUUX
TPAAULHIOHAAHUX HAPOAHUX HHCTPYMEHATa y aKTYeAHOj cBUpadukoj npaxcu Cpouje
U HajpaclpoCTpameHyju je aepOPOHN MHCTPYyMEHAT y Hallloj 3eMaU. Y jaBHOCTH je
HAIIIPOKO mpuxBaheHa Kao jeAQH oA CUMOOAQ HAIJMOHAAHOT HAEHTUTETA, a IIPaKca
CBHpama Ha OBOM MHCTPYMeHTy ymucaHa je 2012. ropune Ha AMcTy eaemeHaTa
HeMarepujaAHOT KyArypHOr Hacaeha Pemy6amke Cpbuje. Ocum mTo $pyaamxa
IIpaKca OICTaje KPO3 IeHepalijCKU IPEHOC ,,C KOAeHA Ha KOAEHO , YCMEHHUM IIyTeM,
CTHIJake CBUPAYKHX BEIITHHA HA OBOM HHCTPYMEHTY je U HHCTUTYIIMOHAAU30BAHO y
OKBHPY BHIIIe AP>KABHHUX MY3HIKIX MKOAa y CpOuju, Ha HUBOY OCHOBHOT U CpeAHber
My3u4Kor obpasoBama. Takole, cBupame ¢ppyse yuu ce Ha OCHOBHHM aKAAEMCKUM
CTyAMjaMa eTHOMYy3HKoAorHje Ha DakyaTeTy Mysmuke ymeTHOCTH y Beorpaay. Ocum
TOTa, 3aCTYILbEHU Cy U APYTH, Mambe POPMAAHHM BHUAOBH MY3HYKOT OOpasoBarba
¢$pyaanra, Kao MTO Cy MpHUBAaTHE IIKOAE U T3B. PAAUOHHIIE 32 CBHpame Ha ¢ppyau. Cu
OBM HAYMHM €AyKalluje AOIPUHOCE KOHTHHYUTETY M OAPXKMBOCTHU IIPaKCe CBHpabha

¢pyae y Cpbuju.'

1 AompuHOC OApXMBOCTH cBupama Ha ¢pyan aaje u Cabop ¢pyaama ,0Oj, Mopaso”. 3opan
Pajuunh, jeaan o opraHmsaTopa oBOr cabopa, CBEAOUH O TOME Ad je IPBA eAyKATHBHA PAAMOHHIIA
oppxana Ha Cabopy 1994. — ,crapemmuna” Te mKose 6uo je Muoapar Asamarl, TAABHH ,yqHTes
Bopa Ayruh, a Momuuso Aparojesuh - ,aemoncrparop”  (https://www.facebook.com/
photo/?tbid=2714964032158917 &set=a.1507606962894636, mpucrymnmeHo: 17. 8.2023). Ty mxoay


https://www.facebook.com/photo/?fbid=2714964032158917&set=a.1507606962894636
https://www.facebook.com/photo/?fbid=2714964032158917&set=a.1507606962894636
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ErHOMYy3HKOAOIIKA HCTPaXKMBama CBEAOUE O AYTOj TPAAHLIMjH MY3UIMparma Ha
CBHpaAM, a caMa KOHCTPYKIIMja HHCTPYMEHTA, KaO U HAYMH HU3PaAE, AOXKHBEAU Cy
oapebene nnoBanyje. Mmax, y akryearoj My3udkoj mpaxcu Cpouje HajsacTymmeHuja
je ITIMOBaHa BapHjaHTa ca IEeCT PYIIHUIIA C IPEAEe U jeAHOM Ca 3aAHhe CTPaHe, AOK
KOA BAQIIKOT CTAHOBHUINTBA IIPEOBAAAABA BApUjaHTa 0e3 pyIuile Ha 3aABbOj CTPAHU
— TO CY yjeAHO M BapHjaHTe ¢ppyAa Ha KOjuMa Cy M3BeAeHe HyMmepe Ha AucKy Og
3raina jabyxa. Came MopndUKalije HHCTPYyMEHATa Cy MaTepPUjaAHH HHAUKATOPU
IIPOMEHA y TPAAMIIMjH, KOje Ce ACIIaBajy U Ha HUBOY pelepToapa U CTHAA CBUPamba,
Te OBaj AMCK CBEAOUH O TPEHYTHOM CTamy ¢pyaamke mpakce. KonkpeTHo, peu
je O MHCTPYMEHTAaAHOj IpaKcH IpeAcTaByeHoj Ha Cabopy ¢pyaama Cpbuje ,0j,
Mopaso’”, xoju ce cBake ropuHe oapxxasa y IIpucaornnu xop Yauxa. Opranusaropu
OBOT cabopa Cy yCTAHOBUAU U KATETOPH)y [OA HA3UBOM U3BOPHO CBUPAtbE, Y OKBUPY
koje Apyru nporpam Pasno Beorpaaa op 2016. rosune popenyje Harpapy ,Oa 3aara
jabyxa”. Harpasa HOCH Ha3uB IO HMCTOMMEHOj eMHCHjH UHja je ypeaHHIa AparaHa
Mapunkosuh — jeAHa Op KOypeAHHIIA OBOT ayAMO-H3AQIba U YAAHHI[A CTPYIHOT
XKupHja 3a 0By KaTeropujy. Ileropuma AOOUTHMKA IOMeHyTe HArpape y MEPUOAY
oa 2016. a0 2021. ropune,” KOjH Cy U3BEAH MEAOAM)j€ Ha OBOM ayAHO-U3AALY, jeCy:
Aaaubop Topoposuh (1987) us Pamke, Ayman Arruh (1999) us [Tupora, Credan
Paposanosuh (1992) us MeToBHHIE KOA Bopa, Besxo ITerponnjesuh (2000) us3
Hosor ITazapa u Munan Toxosuh (1974) u3 Perxornepa xop Measebe.?

Ha uspawy Og srattia jabyxa — ceupara y mysuuxoj ipaguyuju Cpbuje Haraze
ce YKymHO 62 TpapUIMOHAAHE MEAOAHje OACBHpPaHe HAa CBHUPAAAMa PABAMYHTHX
AI/IMeH3I/Ij q, Tj. Y PAa3AMYMTHM TOHAAUTETHMA, A CBE Cy U3BEACHE COAMCTUYKH 1 MaXOM
Cy U3 KpajeBa U3 KOjux morudy ussobauu. IIpuMepu mpHIapajy sKaHPOBHUMA KOAQ
W HAapOAHHX II€CaMa, a Ha3WBU Cy HallMCaHH ABOjeSI/I'-IHO, OCHM Y Cquajy BAQIIKHUX
MEAOAH]ja, 3a KOje CY, IMOpeA CPIICKOT M €HIACKOT HACAOBA, AATH U OPUTHHAAHH
HasMBU Ha BAamKoM je3uky. Hymepe je y cryaujy XIII Papuo Beorpapa cuumao
Cpban Crojuskosuh 0p 2017. o0 2022. roaune, AOK je oMol y peaAnsaruju n3pama
IPY>XXHAQ M €THOMY3HKOAOIKIba Bojarna Hukoauh Ierpraxosuh.

KaAa TOBOPHMMO O KBAaHTHUTETY OACBHPAaHUX IIPUMEPa, Tpe6a TIPUMETHUTH Aa HUCY
CBH QpyAAIIN H3BEAN jeAHAK Opoj Meaoanja. Aaanbop Tosoposuh oacBupao je wax
tpehuny, 1j. 21 npumep, Te je A0OuO HajBehu ,pocTop” Ha nspamy. OBO He IyAU AKO
ce y 003Hp y3Me UHIbEHHIIA A OH FOAMHAMA UCTPAXyje TPAAULMOHAAHO HAPOAHO
HacAehe cBor popHOT Kpaja, 11a je 3a6eAeXHO U MHOTO My3HUKOT MaTepHjaAa,* a 61o

CMaTpa IpeTedoM AaHaumbe Akapemuje ¢ppyse y Paum, koja okymma BeAuKH 6poj MAAAMX ppyAara.
CAndHe 1mKOAe 3aCTyImeHe Cy U Mel)y BAamkuM cTaHOBHMIITBOM, Kao mTo cy ,Dayjep” y Ocanmmm
(Xomone) u I1Ikoaa $ppyae Llentpa sa kyarypy rpasa Bopa, y kojoj je npepasau Crepan Paposanosuh,
jeAAH O YIeCHHKA OBOT ayAHO-H3Aama. [ToApIIKy 0uyBamy TpapuIHje cBUpamba ppyse Aaro je u Cpricko
€THOMY3HMKOAOLIKO ADYIITBO y BHAY CTPYYHHX IIPEAABAbA M eAyKATHBHIX PAAMOHHIIA 32 CBHpParbe Ha
$pyAH, OPraHU30BAHKX Y OKBHPY HEKOAHMKO IPOjeKara Koje je GpuHaHcHpaso MUHHCTAPCTBO KYATYpe K
undopmucama Perrybanxe Cpbuje.

2 Topmne 2020. Cabop dpyaama Cpbuje ,0j, Mopaso” Huje OApIKaH 360T MaHAeMHje BUpyca KOBUA 19.
3 Hszsohaun Ha M3AAMGY IPEACTABAEHH CY XPOHOAOIIKHM CAGAOM KOjUM Cy OCBOjUAM HArpapy ,OA
3AaTa jabyxa’.

4 Kaxo je naBepero y Topoposuhesoj 6uorpaduju, y nuramy je TepeHCKO HCTPAKHBAbE CIIPOBEACHO
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je u jeannu pobuTHHK ,MajcTopckor nmucma’ Mehy oBux mer ussobaua y TpeHyTKy
mybAnKoBama Aucka. Ha oBoropmmmeM TaxMudersy ¢pyaama y Ilpucaonunu oBo
3Bame A0610 je u Crepan PapoBanosuh, a MoAATaK Ad CY 9aK ABOjHIIAa M3BOhada Ha
AHCKY ¥ 3BAHUYHO ,MajCTOPH CBOT 3aHATa AOAQTHO IOTBPhyje KBaAUTeT CHUMMDEHE
CBHIPKe.

AyAVIO-AUCK IIPAaTH U KIBIDKULIA CA CTPYYHUM TeKCTOBHMMA IOCBeheHUM cBUpaAn
U KapaKTepUCTUKaMa CBUPKe Ha 10j. AyTOp TeKCTOBa Koju Hoce HacaoBe ,dpyaamu
— poburHuny Harpape Papno Beorpasa 2 ’Op 3aara jabyka” u ,Kapakrepucrixe
cBupke” je eTHOMY3HKOAOT Ipod. Ap Aumurpuje Tosemosuh. IIpeacraBsere cy u
6uorpa¢uje u3Bohaua, a y3 To Cy mpHAOKeHe U BuxoBe pororpapuje. CBH TEKCTOBH
HAIIUCAHU Cy ABOje3MYHO, Ha CPIICKOM M EHTAECKOM je3HKy, IITO H3AAIbe UMHU
HPI/ICTYHa'-IHI/IM u CTpaHLII/IMa.

Cam pereproap U My3HUKe KapaKTePUCTHUKE OACBUPAHNX IIPUMEPA OAPAKABAJY
mrapoAukocT ppyaamke mpakce Cpbuje. Mory ce, Tako, 4yTH MeAOAUje HAPOAHUX
KOAQ 1 [IecaMa Koje Cy METPUUKH jacHO oapelieHe, OMAO Aa ce PaAl O AUCTPUOYTHUBHO]
HAU XeMHOAHO] MeTpunu. Kaaa je ped o cprckuM HApOAHHM KOAUMA, MOTY Ce IyTH
KOAO y WpU W KOAO Y WieCtld, 4auak KpyuHu W Cuiliiu, tleulauka, Kouauka, ocmopxa,
3aspsrama, pysmapu, hyphesxa Uta., a Heka O X jaBaajy ce y BHILIe BapHjaHATA.
Ocum Tora, AMCK onysaTa u 11 mpumepa KOju TPHUIAAQ]y BAAIKOM My3HYKOM
nacaeby (mop pearnm 6pojesuma 29-39). M360poM HyMmepa CBUpadH Cy IIOKA3aAH 1
CBOje TeXHITIKe CIIOCOOHOCTH, HAPOUUTO KOA IIPUMepa KOje KapaKkTepuile usBol)erme
y 6p3om temmy. C apyre cTpaHe, My3HKaAHOCT OBHX CjajHUX QpyAalia AOLIAQ je AO
U3paxaja y pybaro mpuMepuMa, Kao U 'y OHUM KOje OAAHKYje criopuje ussobeme. To
je Aero nAycTpoBaHO HyMepama 6p. 8 ,2Keau cprie, sxean aymra’, 6p. 26 ,3amaaxasa je
Crapa maanuna” u 6p. 33 ,Topo, cectpo, ropo’.

3Byunu samucu Ha uspawy Og 3Aaifia jabyka — ceupard y my3uuxoj wpaguyuju
Cpbuje obHAYjy M pPasAMMUTHM TeXHMKAMA CBHpama Ha (QPYyAH U HauMHUMA
yKkpairasatsa. To cy, y IpBOM peAy, CTAHAAPAHH YKPACH Y BHAY IIPEAYAAPa, IIOCTYAAPA,
MOPAEHTA, TPUAEPa, IPAATPHAepa, BHOpaTa UTA. IToce6HO je 3aHMMAUBA YKEHUIIA
Aa ce Y IT0jeAMHHM IIPHMEPHMA I0jaBoyje U AATEHTHO BHIIETAAC)E, Ao61/1j €HO YeCTUM
BpahameM Ha jeAaH HCTH TOH TOKOM MEAOAU)CKOT TOKA. ABOTAACHO 3ByUarbe jaBpa ce
y HpI/IMepI/IMa 1 Ha ApyraquH HAQYMH: HOBpeMeHI/IM HCTOBpeMeHI/IM 3By4JameM jeAHOI'
TOHA Y OCHOBHOM U IIPEAYBAHOM PETUCTPY. JeAQH OA BHAOBa 3By4HOr obOorahema
TUINYHUX 34 MY3HIUpame HA CBUPAAM, KOjH Ce Ha AUCKY MOXe JyTH, jecTe T3B.
»TYTYPAAHO CBUpaArbe’, OAHOCHO 3ap3asatbe, Tykatbe, 3ymbopetse — 3ByIHO oboraheme
CBHIPKe rAacoM cBHpava. IIpemMa HApOAHUM IIPABHAMMA, OBa Ce TeXHUKA IIPUMEsyje
KOA CBHMpaAa pehux AVIMEH3Hja, a2 AOAATHO 3By4Yame KOje HacTaje TOM NPUAMKOM
MOXe 6I/ITI/I KOHTI/IHYI/IpaHO AN pI/ITMI/I3OBaH0) H3BEACHO Ha jeAHOM TOHY HAH
yABajameM MeAOAHje Y AybseM peructpy. JOII jeAaH oA BHAOBa 3ByYHOr oborahema
KOjH je 3aCTyILbeH Ha AHCKY AOOHja ce IIOKpUBarbeM OTBOpa ca OPHAOM Ha CBUpPAAU
(,mposopuera’, ,BeTprAa”) AOHOM YCHOM CBHpAua.

y nepuopy oa 2007. poo 2017. roause Ha reorpadckoM IPOCTOPY OKPY>KeHOM NAaHuHama [oaujom,
Komaonuxom u Porosuom.
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AaHac, Kapa Cy BeoMa IIOITyAQpHe pasHe oOpaae U CTHAM3AIHje TPAAHIIMOHAAHE
HapOAHE MY3HUKe, I10jaBa OBAKBOT H3AAHa HEABOCMUCACHO Ce M3ABaja OA CAUYHUX.
Auck morsphyje Aa ¢y TpapAUIIMOHAAHY PPYAALIKY MY3HKY YCBOjUAE H IIPEHOCE je
Aame u HoBe, Maahe rexeparuje ¢pyaama, u To Bpao ycmemHo. C apyre cTpawe,
CBaKM OA OBMX YMETHHKA HACTOjH AQ Ha TeMesHMA TPAAMIIHje Heryje U AMIHHU CTHA.
Caupame y KojeM ce IHONITYjy My3UIKK KOAGKCH IIOCTAaBASEHH Y HAPOAY — IIO3HABAbE
HeKapamme QYHKIUje, PeAATUBHO AOCAGAHO MHTepPIPeTHPamhe OCHOBHOT MY3UYKOT
cappxaja (TeKcTa) 1 OATOBOPHOCT IIpeMa yKyIIHOM eTOCy — A06pa je IIpaKca odyBatba
TPaAULIMOHAAHE HApOAHE My3HKe, IIITO Cy yPeAHHIe OBOT H3Aaha M ITpero3HaAe. Auck
IIPeACTaBAbA OAAMYAH HAYMH AQ Ce CKpeHe MaXKHha Ha jeAaH Op eAeMeHATa MYy3UYKOT
Hacaeha Cpbuje, Koju, yIpKOC HOBHM MYy3HYKUM TPEHAOBHMA, YCIIELIHO OIICTaje
Beh remepanujama. 3aTo je 0BO ayAMO-H3AAE 32 IPEIOPYKY KAKO myOHTesHMA
TPaAULIMOHAAHE HApOAHEe My3UKe U CBUpPama Ha QPyAM, TaKO M CTPydmalluMa KOju
PaAe Ha pOy4aBaky U OUyBamy Halle Mysmuke bamrtune. HapounTo je morosas sa
MAaAe CBHpaue KOjH JKeAe Ad Haporpape mocrojehe sHame u oborare cBOj pyHAyC
$pyAalIKux HAPOAHUX MEAOAH]A.

Maja Pagusojesuh



JYBUAEJY /JUBILEES






ASTREMEMBER NOW...

In May 1967, that is 56 years ago, I traveled abroad for the first time. My first foreign
country was Serbia (then part of the SFR Yugoslavia). The first foreign institute that
I visited was the Institute of Musicology of the Serbian Academy of Sciences and
Arts. And since that distant spring day, everything Serbian, like first love, became
dear and unforgettable for me.

As 1 remember now: Nadezhda (Nadezda) Mosusova came out to meet me.
She was holding the piano reduction of Nikolai Rimsky-Korsakov’s opera The Snow
Maiden. “I am very glad that you have come”, she said in her excellent Russian lan-
guage. “You do not know yet, but my dear colleague Radmila Petrovi¢, with whom
you are in correspondence, has asked me to translate your messages to her from Rus-
sian into Serbian.” Nadezhda continued: “I am interested in those specific melodies
of Russian folk songs the composer used in this opera. I have no one here to consult
with on such, to put it bluntly, special matter,” she added, delicately apologizing for
her request. Understandably, I could not but agree. We sat down with the piano re-
duction in our hands, opened it and, step by step, went through its pages. Allow me
to confess that Professor Mosusova turned out to be a meticulous examiner! After
a while, I even humorously exclaimed: “If I had known that I would be given such a
serious examination in the history of Russian music here, I would not have come to
Serbia!” It is clear that behind this joke was my admiration for the professional depth
of the respected musicologist Nadezhda Mosusova.

This was our first of many dialogues, each of which turned out to be a kind of cel-
ebration of collegial friendship, a meeting of congenial souls. They took place both at
the dinner table and at the work table, in Belgrade, in St. Petersburg, and elsewhere.

In May 2017, I decided to remind Nadezhda of that distant meeting. Our corre-
spondence I still keep to this day. Here is a fragment of it:

Dear Nadezhda,

If 'm not mistaken, today is the SOth anniversary of our first meeting! Let us at least
mentally raise our glasses and remember this memorable for us — already historical
— date. I wanted so much to celebrate this date at your home, the four of us... alas, we
did not have to. Well, let’s live long enough to celebrate the next anniversary together!
Alma and I love you very much indeed. Be well.

Always yours,

Izaly

17.05.17
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And here is Nadezhda’s immediate reply:

Really? I can’t remember what I was doing exactly with Rimsky-Korsakov’s The Snow
Maiden back then! Thank you, Izaly, for your memories. They deeply touched me.
Izaly and Alma are very much loved by Nadezhda. May you be well too!

Among many work-related and friendly meetings with Nadezhda, I tenderly
remember one when Radmila Petrovi¢ invited Nadezhda and me to her place for
dinner. I will never forget the basket full of apples on her table: they all had more or
less obvious wormholes. Seeing our surprised eyes, Radmila with her usual charm-
ing smile said: “It is no accident, this is how I choose the most delicious apples at
the market — I trust the worms’ preference: they don’t eat bad fruits.” “That’s how a
real ethnomusicologist thinks!” I exclaimed then. “The genuine professional always
favors the authentic” After such a cheerful introduction it was possible to move on
to the dinner itself — to the expertly prepared meal.

AsIremember now...

Izaly Iosifovich Zemtsovsky



AVICTA PEITEH3EHATA v 2023. TOAMHU

Ap Mo Bpaaosuh, nayunu capassuk, Mysukosomxu uacruryr CAHY, Beorpaa,
Cpbuja

Ap Joproc Baacroc, HezaBucHM ncTpakusad, AtuHa, [puka
ap Ilerpoc Bysapuc, Banpearu npodecop, Makeponcku yHuBep3uteT, CoayH, I'puka

Ap Mapuja Aymunh Braorujesuh, Bumn Hayanu capapAHUK, My3HKOAOLIKY HHCTHTYT
CAHY, Beorpaa, Cpbuja

Ap Ana Hophesuh, Hesasucuu ncrpaxusay, Kopk, Mpcka

AP Jeaena Josanosuh, pommcuu uyaan Cpricke akapeMuje HayKa M YMETHOCTH,
Beorpap, Cpbuja

Ap Mapujana Koxanosuh Mapxosuh, BaHpeaHu mpodecop, AkapeMuja yMEeTHOCTH,
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