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Editors' Note

ycxna,u,y c onpenerberbeM Pefakupje fa ce oBe roguHe y Myavkosoryjy nocebHa
MaXHsa NOCBETU 3BYYHNM M3BOPUMA Y UCTPXKMBAHMMA My3vike, y Temm 6poja 33
Halaze ce (CTyovje Kojuma Ce [OMpUHOCKM MpOyyaBarbhMa  3BYUHWMX W
AYLMO-BU3YEsHNX apX1Ba Yy ETHOMY3WKOJOTWM - Of MpeucnuTvBarba ynore
VCTOPUJCKMX CHUMaKa Yy OPYLITBY M CUCTEMY HeMaTepujasiHOr KynTypHOr Hacneha,
NpeKo NpencTaB/barba MCTOPUJCKOr MOKYyLUAja OCHMBAHba HaLWMOHAIHOM apxvBa,
MOOena yrpaB/batba apXVMBOM PErvoHasIHE HapodHe My3wke, NoTeHUMjana
CaBpeMeHe TexHOMOrUje y YnoTpe6u OWMUTaIHWX KOoMekumja, A0 npepsiora
MaHudecTa MpuUMerseHe  My3MKOMOTWje W MpeacTaB/barba  MEeTofonorvja
ayamo-Bu3yenHe eTHOMy3wkosorvje. OBoM NpuimkoM Takofe obuMHa py6puka Varia
pernpeseHTyje LUMPOK CreKTap TeMa W MpUCTyma WUCTpaXMBarbiMa My3uke W3
MY3MKOJOLLKE M E€THOMY3MKOSOLLKE MEPCMeKTVBE, Kao 1 CasHarbiMa O My3WYKO)
YMETHOCTU W HeHOj YI03M Y KYATYPHO] WUCTOPUjM KPO3 UCTpXMBAtba Koja Cy
NPUMaPHO Be3aHa 3a Apyre aucLmnaunHe. [leo pesynrara MCTpakuBarba 06jaB/beHnx
y 0BOM 6pojy npunagaa npojexty Applied Musicology and Ethnomusicology: Making a
Difference in Contemporary Society (APPMES) My3sykonoukor uHctutyta CAHY.

I n accordance with the Editorial Board's decision to dedicate both 2022 issues of the
journal Musicology to sound sources in music research, the Main theme of No. 33
comprises articles that contribute to the study of sound archives and audio-visual ar-
chives in ethnomusicology. The topics range from the questioning of the role of histori-
cal recordings in society and the system of intangible cultural heritage, through the
presentation of the historical attempt to establish a national archive, the management
model of the regional folk music archive, the possibilities to use advanced modern
technology in digital collections, to the proposal of a manifesto of applied musicology
and the presentation of methodologies in audio-visual ethnomusicology. The Varia
section presents a wide range of topics and musicological and ethnomusicological ap-
proaches to music research, as well as an understanding of the role of music in cultural
history seen through the lens of other disciplines. Part of the research results published
in this issue belongs to the project Applied Musicology and Ethnomusicology: Making
a Difference in Contemporary Society (APPMES), of the Institute of Musicology SASA.
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PEY YPEAHUILIA

Ompepememe Pepakuuje vacomuca Mysukoroiuja Aa ce oceOHA MAKIba OBE TOAMHE
[OCBETH 3ByYHUM H3BOPHUMA y HCTPAKHIBAMIIMA MY3HKe PE3YATHPAAO je HACTOjatbeM
Aa ce 'y 6pojy 33, koju je mpea, YuTaonMMa, Y OKBUPY pyOpuke Tema 6poja mpepcTase
CTyAHje KOje AOIIPHUHOCE IIPOYYaBAMbIMA 3BYIHUX U AYAHO-BU3YEAHUX apXHBa, IIpe
cBera y erHomysukoaoruju. Hanme, Mysuxosomku uacturyr CAHY je 2021. op-
raunsoBao ckyn Sound Heritage in Ethnomusicology: Approaches and Perspectives, Te
Cy OBOM IIPUAUKOM ITyOAMKOBAaHH PAAOBH IIOACTAKHYTH ydelnrheM Ha TOM CKYITY, Kao
U AOTIPHHOCH APYTHX ayTopa uctoj TeMu. CTyAHje HCTpaXkuBada KOjH Cy OATOBOPH-
Au Ha 1o3uB Pepaxiiyje Aajy AOIPHHOC IPOyYaBaABUMA 3BYIHUX U AyAUO-BU3YEAHHX
APXHBA Y €THOMY3HKOAOTH)H — OA IIPEUCIUTUBAKA YAOTe HMCTOPUjCKUX CHUMAKA Y
APYLITBY M CHCTEMy HEMATepPHjaAHOI KYATYPHOTI HacAeha, Ipeko IpeACTaBmarba
HCTOPHjCKOT IIOKyIIaja OCHHUBAba HALMOHAAHOT aPXHBA, MOAEAA YIIPaBbaa APXU-
BOM pernoHaAHe HapOAHE My3HKe, IIOTEHIIIjaAd CaBpeMeHe TeXHOAOTHje Y YIoTpe-
OM AUTHMTaAHHX KOAEKIHja, AO IIPeAAOTa MaHH(eCcTa IpUMeibeHe My3HKOAOTHje H
IPEACTaBb>AA METOAOAOTH]a AYAHO-BU3yeAHe eTHOMY3HKOAOTH]e.

ITeaApo QeAmkc Aaje H3y3eTHO KOPHUCTAH Pap O COICTBEHOM HCKYCTBY Ha
[POjeKTy yMperxxaBara HeMaTePHjaAHOT KYATYPHOT U 3BYIHOT HacAeha Ha mpumepy
nporyraackor ¢gasa. Kpos mpumep ymoTpebe AMIHTAAM30BAHHX CTAPUX 3BYUHHX
CHMMaKa y KACHHjOj MHTEPIIPETALUjH IIOCTaBsda Ce NMUTAIbE YTHIAja M BaXKHOCTH
HCTPXXUBAYA U IMpodecopa IPUAUKOM TEPEHCKUX KOHTAKATAd. Y30PHO OCMHIILbEeH
apxuB (3acHOBaH Ha MOCTaBLU AaTypoBe Mpexe AYACKUX M HEAYACKUX aKTepa)
Hokasyje Kako QyHKIMOHHUIIE AeMOKparmyaH apxuB. Kpurukyjyhu apxuse u
aKkapeMujy Kao ,0paoHumone” 3Hama KOjU YTUIy HAa 3ajeAHMHIIE, IIPOBOKATHBHO
AEMOHCTPHpA Kako OM apxXuB TPeOAAO y HACAAHOM BHAY AQ U3IA€AQ Y CAYKOH
HeMaTepujaAHOT KyATypHor HacAeha. Aparo KyHej Ha 0CHOBY apXUBCKIX AOKyMeHaTa
AOHOCH y30yAmHBY HCTOPHjy HeyCIIeAOT IIOKyIIaja IpBOr HabaBmama ypebaja 3a
CHUMame 3ByKa Ha TepeHy y CAOBEHHjH, OA CTpaHe eHTY3HjaCTHIHOT (PUAOAOTA
Kapeaa Illtpekena. IIpu opcrymajyhu xopak op 6eaexxerma MysHIKOr $pOAKAOpA
3aIIAAHUM HOTHHM IIMCMOM M CTBaparba HOBHUX METOAA M 3BYYHOI apXuBa OHO je
HeAOCErHYT 3060r HepasyMeBama IPO(PECHOHAAHHX MOTpeba M HMHOBAIHja, LITO
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ocraje Kao moyka 3a Oyayhe AOHOCHOIle OAAYKA Y KYATYPHHM IOAUTHKaMA. AGAyAa
Axar u Osrys Appa Hypaa mpeacraBmajy Mucujy M cTparerujy, Kao M M3a3oBe
yIpaBsakba AayAMO-BU3YEAHUM apXMBOM LIpPHOMOPCKe HapOAHE My3HKe, Koju je 2011.
ropute ocHoBaH y Tpa6sony. Ocaamajyhu ce Ha actor/actant reopujy Bpyna Aarypa
Y Ha MAPKeTHHIIKY $OKyC-CTPATerHjy, yCIIOCTaBs»>eHa Cy HadeAa Pajd apXHBa, Y KojeM
je mocebHa maxma nocseheHa purutasHoj mpesepsanuju. Aparana CrojaHoBuh
npeacTaBsa MOryhHocTH ymoTpebe T3B. OA0K4ejH TEXHOAOTHje y APXUBHCTHIIH,
MOCeOHO 3BYYHOj U ayAHO-BHU3yeAHOj. OBO HOBO CPeACTBO 6asHpa ce Ha yTOBOPHMA
usMelyy 3anHTepecoBaHMX CTpaHa M 0TBapa OpOjHA eTHYKA [IUTakba, KOja IPEBACXOAHO
HIIAK MOPAjy OMTH pellleHa Y OKBUPY €THOMY3HKOAONIKIX MCTPAKMBAYKUX APXHUBA.
MBana Mepuh o6jaBayje MaHU(eCT MpUMereHe My3HKOAOTHje U IIPEACTaBAA CBOJ
PaHUjU aHTAXXMAH KOjU je MHCIMPHMCAH MCTOM TeXHOM 32 YTHIIAjeM Y APYIITBY, a
KOjH je CIpOBeAeH HCIIHTHBAMbEM 3ByYHE eKOAOTHje KAPAKTePUCTHYHe Oeorpascke
4eTBPTU. Y OAHOCY Ha PAAMKAAHY IIPOMEHAMBOCT 3BYYHOT aMOUjeHTa, HCTAKHYT je
3HAYaj ayAHO-BU3YEeAHHX CHHMaHa Kao TepeHCKe MeTOAEe KOjOM Ce YyBajy pasAHduTe
BpcTe HacAeha u nupopmanmja 3a 6yayha ncrpaxusama. Mapko Ayiyy AoeMoHCTpHpa
AeTIe3y COIICTBEHMX aKTHBHOCTHU Y ayAMO-BU3YEAHOj eTHOMY3HKoAOruju y Mraauju.
CBoje u apxuBcKe $UAMOBE KOPHCTU y AHAAM3H, 3a MOTpebe AOKYyMEHTApHUX
$uaMOBa, y jaBHOM (APYIITBEHOM) ETHOMY3HKOAOLIKOM aKTHBU3MY U y 06pasoBarby
(0 ueMy cBepoue n 0pAGpaHU IpUMepH KOju Tpate paa,). theros num je Aa ocBetan
YAOTY eTHOMY3UKOAOTa Y CTpaTerujaMa BHM3YeAHOT IIPeACTaBhbaa My3HUKe
CTPYKType U M3BODema, a THMe 3HAYajHO AOIPUHOCH Pa3BOjy eTHOMY3UKOAOIIKUX
METOAOAOTHja.

Kako je u moxenHo, pybpuxa Varia AOHOCH pe3yATaTe HCTPAKHBAHmA My3HKe
U3 PA3AMYUTHUX IEPCHEeKTHBA — MY3HKOAOTd, €THOMY3UKOAOTA, eTHOKOPEOAOTa M
HCTOpHYapa YMEeTHOCTH, T1a je ¥ 3aBUAAH CIIEKTap TeMa Koje Cy pasMaTpaHe OBOM
npuankoM. Pybpuxy orBapa cryauja Msane Becuh, xoja je mpeacTaBmaa A0 capa
MaAO IO3HATY UCTOpHjy omepere y MehyparnHom Deorpapy. OHa je mcTpaxuaa
AparoljeHy apxuBcKy rpah)y i Hamuce y IITaMITH, Te PEKOHCTPYHCAAA [0jaBAUBARA
U TpaHcopMalluje ONepeTCKUX TPyNa M Pap HEKOAMKO OINepCKUX MO30pHImTa. Y
AHAAM3U KOHTEKCTA XKy je IIOCBeTHAA MMUTAkhHMA APXKaBHe KYATYPHE NOAUTHUKE U
KOHKypeHTCKIM cdepama 3abase u kyarype. Cryanja Hemame Copriha ycMepeHa je
Ha KOMITO3UTOPCKO CTBAPAAAlITBO Ha TepuTopHju BojBoarHe, ¢ umeM ¢pyHAUpama
perroHaAHe HCTOPHjCKe CHHTe3e, BapHjaHTHE Yy OAHOCY Ha NpeACTaBhoeHe Y
AOCAAAIIBMM  MY3MYKUM HCTOpuorpadujamMa. Y TOM IIpaBlly OH IIPOAYKIHUjY
KOMITO3HTOpA C OBHX ITPOCTOPA CarAeAABa Y APYIITBEHO-UCTOPHjCKOM M MY3UYKO-
-ucropujckoM KoHTekcTy. Caepu cryarja Muaana Muaojkosuha, koja je mocsehena
IPOAOPY PpadyHapa Y TPOAYKLUjy IIOIyAapHe My3HKe Ha jyTOCAOBEHCKUM
npocropuma. OBaj Iporiec OABHja0 ce TOKOM ApYyTe IOAOBUHE OCaMAECETHX I'OAMHA
HPOLIAOT BeKa, 4 Ay TOP je HAeHTHPUKOBAO KopHuTheHy OIpeMy, yTBPAHO HAUMH Pasd
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PEY YPEAHMILIA

Ha H0j M YKa3a0 Ha pe3yATaTe OCTBApPeHe OApel)eHOM TeXHOAOMIKOM HOBHHOM. Y
HACTaBKy pyOpHKe HaAa3e Ce PaAOBH TOBE3AHH Ca CdepaMa TPAAULOHAAHE My3HKe U
maeca. [Taxssa Anbeae laBpuaosuh ycmepena je Ha prkase KOPAOPOHHUX MY3HIKUX
MHCTpyMeHaTa y clieHu Pyiawa Xpuctiy y CpIICKOj CpeABOBEKOBHOj YMETHOCTH.
Tymaderme HHXOBOT 3HauYeHa OHA 3aCHHMBA HA KOHTEKCTYaAHO] M KOMIIAPAaTHUBHO]
aHAAM3H, TIOCEOHO Y OAHOCY Ha IpHKa3e Ipopoka AaBHAQ, Takohe ¢ KOpAOPOHIM
HMHCTPYMEHTOM y pyKaMa, Te HHTepIIpeTalije TOT MHCTPYMeHTa y AeAUMa IIPKBEHUX
nucarfa cpepmer Beka. Pap Becne Bajuh Crojuskosuh apoHOCH pasmarpame
MeTaXKaHpa CyeHcke HAPOGHe My3uke Y HCTOPH)CKO] IIepCIIeKTUBH, ITOCeOHO U3 ITpaBIia
Kopuinhema TPAAMIIMOHAAHE My3HKe y CLieHCKUM Kopeorpadpckum peanma. Ha
OCHOBY IIpHMepa KOju je IIOHYAUAQ, OHA TOBOPHU O Pa3BOjy ClYeHCKe HAPOGHE My3uKe
IOA YTHIajeM My3HKe 3a UTPY, Kao )KaHpa TPAAHLIMOHAAHE MY3HUKe, aAM U YMETHUYKe
My3HKe MHCITHpHCaHe TPAAMIIMOHAaAHOM My3ukoM. Ha pasmarpame opHOCa My3uke
U Urpe HapoBesyje ce pap Maje Kpacun Maruh, xoja ce TuM 0pAHOCOM 6aBHAa Kpo3
HCTpaXKMBamba yuyerma i namhema kopeorpaduje HapoaHe urpe. CBoj mpHAor oHa je
MOCTaBHAA KA0 MOACTHIAj HHTEPAMCIMIIAMHAPHOCTH Y IIPOy4aBaky My3HKe M Urpe
u adpupMalyjy acreKkaTa KOTHUTUBHUX MCTPaKHBama y OKBUPY CTYAMjCKUX IO
€THOMY3UKOAOTHje U eTHOKOPEOAOTHje.

Y oBomM 6pojy Mysukoroiuje TekcToBu y pybpuuu Hayuna kpuitiuka u iloremuxa
OAHOCE Ce Ha M3Aaba KOja yIIeYaTAHBO HAYCTPY)Y CaBpeMeHe CTYAUje My3HUKe M ITAeca,
Kao IPHAUYHO MAHM CACBUM HOBA — OBOTOAUIIIHA H3AAHHa, A C APYTe CTPaHe, Kao MaXoM
36opHurM paposa Mehynapopnor mpo¢uaa. ITpsu melyy npeacraBmenima je 360pHuK
quja je Tema (pe)nosunuoHupatbe U (Ipe) 06AMKOBabe My3HKe y IIOCTCOLIM]jRAU3MY
y 3eMmaMa 4Hje Cy CAOXeHe APYIITBeHe U KyATypHe TpaHcpopMalimje 3arodese
napom Bepamnckor supa (ayrop npukasa Hukoaaje Teopruma). Caean anaansa
300pHHKA KOjH Ce OAHOCH Ha PaHy AMCKOIPadCKy HHAYCTPHjy KPO3 yKa3HBaEe Ha
aKTepe, IPOCTOPE U MeCTa M3BaH TAABHOT HapaTyBa (O Haj3HAYajHUjIM M3AABAYNMA,
M3BOhaIMMa U CAMYHO), POPMHpPAHOI KPO3 AOCAAQUIBbA UCTPAKHBamha OBE TeMe
(ayrop Mapuja Maraos). HapeaHO NpeACTaBAEHO H3AAEE CBEAOYH y IIPHAOT
3HAYajy CUCTEMATHYHOT UCTPAXHBamba OApeleHHX My3HdYKHX QpeHOMeHa: ped je o
4eTBPTOM H3Aamy y eaunuju European Voices mocseheHoj Buimeraacjy, Koje oBaj
deHOMeH pasMaTpa Ha MpUMepHMa HHCTpyMeHTaAHe Mysuke (mpukas 3opane ['yja
Apaxeta). Kao ,lipBo cyceacTBO” HayKa O My3HIH, y OBOM KOHTEKCTY PEACBAHTHO
je u mspame mocseheHo Jamomy Oyreamjy, mMahapckoMm eTHOKOpeoaory, Koje
CaApPKM TIPBEHCTBEHO TEKCTOBe MCTpaXkmBaua Mafjapckor maeca, aAu M pesyAraTe
MCTPRXXMBamba APYTUX MAecHUX Tpapunyja (ayrop Karapuxa Hukoanh). Ha apyru
HAuMH ,I060YHO peAeBaHTHA 32 HayKe O MYSHIM Cy M3AAA KOja HHCY U3 Iepa
HAy4YHMX MCTPKMBAYa, AAM AOHOCE Pe3yATaTe CTYAHO3HOT OaBmera opapeheHnM
TeMaMa, IIOMyT u3Aama mocsehenor Enpuky Jocudy, KOMIOSHTOPY M CBECTPAHO]
My3H4Koj anaHocTH (npukas Mapuje Toay6osuh).
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OBe ropmHe CpIICKa Hay4HA 3ajeAHMIIA AOKHMBEAA je TEXAK I'yOMTaK OAAACKOM
Ap Ceaene Pakouesul, eTHOMy3HKOAOTa H €THOKOPEOAOTA, KOjOj Y MMe KOAEKTHBA
Mysuxosomkor umucturyra CAHY opaje mouacr cBojum Texcrom Karapuma
Huxkoanh.

Papehu y kopucT Hayke 1 HayuHe 3ajeAHHIe, peAakiuja yacomuca Mysukosoiuja
3axBanyje Ap Mapuju Aymuuh Buaotujesuh 3a anraxosarme Ha mosunuju romhe-
ypeanune 3a pyopuxy Tema 6poja. Y oxBUpy IpHIpeMe PYKOIHCAa CTyAHja 3a
objaBruBame y 00eMa CTAAHHM pPyOpHKaMa JacOIMCa M OBOM IIPHAHKOM CYy OA
H3y3eTHe BAXHOCTH OHAH padyMeBarbe U MMOAPIIKA KOAETA KOjU Cy IIPUXBATAAM YAOTe
pelieH3eHaTa 1 OATOBOPHO Ce 3aAaraAH 3a yHanpelheme CTyanja, Te UM ce CBHMMA jOII
jEAHOM HCKPEHO 3aXBa/oyjeMo.

Y Beorpapy, 12. periembpa 2022. ropuse

Ap Mapuja Aymuuh Buaorujesuh, romha-ypearuma Teme 6poja
Ap Aanka Aajuh Muxajaosuh, raaBHa ¥ OATOBOPHA YpeAHHIIa



EDpI1TORS’ FOREWORD

The decision of the editors of the journal Musicology that this year we should
pay more attention to sound sources in music research has guided the effort to
contribute with the Main Theme to the study of sound and audio-visual archives,
primarily in ethnomusicology. In 2021 the Institute of Musicology SASA organised
the conference Sound Heritage in Ethnomusicology: Approaches and Perspectives. Some
of the articles in this issue originated from the papers presented at the conference,
whereas other authors responded to the invitation of the Editors to contribute their
original research on the same topic. All articles in the Main theme add to the study of
sound and audio-visual archives in ethnomusicology — from the questioning of the
role of historical recordings in society and the system of intangible cultural heritage
(ICH), through the presentation of the historical attempt to establish a national
archive, the management model of the regional folk music archive, the possibilities
to use advanced modern technology in digital collections, to the proposal of a
manifesto of applied musicology and the presentation of methodologies in audio-
visual ethnomusicology.

Pedro Félix has written an extremely useful article about his own experience on
the project of networking intangible cultural and sound heritage, using the exam-
ple of Portuguese fado. His demonstration of the use of digitised old sound record-
ings and their subsequent interpretation raises the question of the influence and
importance of researchers and professors for contacts made during fieldwork. His
exemplary archive (based on Latour’s network of human and non-human actors)
shows how a democratic archive works. Whilst criticising archives and the acade-
my as “defenders” of knowledge that influences communities, Felix provocatively
demonstrates how an archive should ideally serve intangible cultural heritage. Based
on the study of archival documents, Drago Kunej brings an exciting history of the
enthusiastic philologist Karel Strekelj’s first, unsuccessful attempt to acquire a sound
recording device in Slovenia. The first step away from the mere recording of musical
folklore in Western notation towards the establishment of new methods and a sound
archive could not be reached, due to a lack of understanding of professional needs
and innovations. This example serves as a lesson for future decision-makers in cul-
tural policies.
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Abdullah Akat and Ozgiin Arda Nural present the mission and strategy, as well
as the challenges of managing the audiovisual archive of the Black Sea folk music,
founded in Trabzon in 2011. Relying on the actor/actant theory of Bruno Latour
and the marketing focus-strategy, they established the principles of the archive
in which special attention was paid to digital preservation. Dragana Stojanovi¢
presents the possibilities of using the so-called blockchain technology in archival
work, especially in sound archives and audio-visual archives. This new tool is based
on contracts between interested parties and opens up numerous ethical questions,
which must be resolved primarily within ethnomusicological research archives.
Ivana Medi¢ publishes a manifesto of applied musicology and presents her earlier
engagement, which was inspired by the same aspiration for influence in society, and
which was carried out by examining the sound ecology of Savamala, a characteristic
Belgrade neighborhood. She highlights the importance of audio-visual recordings as
a field method for preserving different types of heritage and information for future
research, due to the radical changeability of the sound environment. Marco Lutzu
demonstrates the range of his own activities in audio-visual ethnomusicology in
Italy. He analyses his own and archival films, for the purpose of documentary films,
in public (social) ethnomusicological activism and in education (as evidenced
by the selected examples accompanying the text). His goal is to shed light on the
role of ethnomusicologists in the strategies of visual representation of musical
structure and performance, thereby significantly contributing to the development of
ethnomusicological methodologies.

The section Varia brings the results of music research from different perspec-
tives of musicologists, ethnomusicologists, ethnochoreologists and art historians, so
there is an enviable range of topics discussed on this occasion. The section opens
with Ivana Vesi¢’s study, which presented the hitherto little-known history of oper-
etta in interwar Belgrade. She has researched valuable archival materials and printed
articles and reconstructed the appearances and transformations of operetta compa-
nies and the work of several opera theaters. In the analysis of the context, she paid
attention to issues of state cultural policy and competing spheres of entertainment
and culture. Nemanja Sovtic's study is focused on composers from Vojvodina, with
the aim of establishing regional historical synthesis and offering an alternative to that
presented in previous music historiographies. Furthermore, he looks at the produc-
tion of composers from this geographic area in socio-historical and musical-histori-
cal contexts. This is followed by Milan Milojkovi¢’s study dedicated to the penetra-
tion of computers into the production of popular music in Yugoslavia. This process
took place during the second half of the 1980s. Milojkovi¢ has identified the equip-
ment that was being used and the ways of working with it and highlighted the results
achieved by certain technological innovations. The section Varia continues with
articles related to the spheres of traditional music and dance. Andela Gavrilovic’s
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attention is focused on the representations of chordophone musical instruments in
the scene of the Mocking of Jesus in Serbian medieval art. She bases the interpretation
of their meaning on contextual and comparative analysis, especially in relation to
depictions of the prophet David, also with a chordophone instrument in his hands,
and the interpretation of that instrument in the works of medieval church writers.
Vesna Baji¢ Stojiljkovi¢ discusses the meta genre of stage folk music from a histor-
ical perspective, especially from the direction of using traditional music in staged
choreographic works. Based on the overview presented in the first part, she then
talks about the development of stage folk music under the influence of dance music,
as a genre of traditional music, but also of art music inspired by traditional music.
The consideration of the relationship between music and dance continues with Maja
Krasin Mati¢’s article, which deals with this relationship by focusing on learning and
memorising folk dance choreography. She presents her contribution as an incentive
for interdisciplinarity in the study of music and dance and an affirmation of aspects
of cognitive research within ethnomusicology and ethnochoreology.

In this issue of Musicology, the texts in the section Scientific Reviews and Polemics
refer to publications that remarkably illustrate contemporary studies of music and
dance, including fairly recent or completely new books, published this year, and
in most cases, of a broad international profile. The first among those is Nicolae
Gheorghita’s review of a collection of essays dedicated to the (re)positioning and
(re)shaping of musicin post-socialism in countries whose complexsocial and cultural
transformations began with the fall of the Berlin Wall. Marija Maglov analyses the
collection related to the early record industry by pointing out the actors, spaces and
places outside the main narrative (about the most important publishers, performers,
etc.) established through previous research on this topic. The next presented edition,
reviewed by Zorana Guja Drazeta, testifies to the importance of systematic research
of certain musical phenomena: it is the fourth edition in the European Voices series
dedicated to multipart music, which examines this phenomenon using examples of
instrumental music. Relevant as the “next of kin” to ethnomusicology, the edition
dedicated to Hungarian ethnochoreologist Janos Fiigedi, which primarily contains
texts by researchers of Hungarian dance, but also the results of research into other
dance traditions, is reviewed by Katarina Nikoli¢. Also “tangentially relevant” for
music sciences are editions written not by professional researchers, but which
nevertheless contain the results of studious dealing with certain topics; such is the
edition dedicated to Enriko Josif, a composer and versatile musical personality, here
reviewed by Marija Golubovi¢.

This year, the Serbian scientific community experienced a heavy loss with the
premature passing of Dr Selena Rakoc¢evi¢, ethnomusicologist and ethnochoreologist;
Katarina Nikoli¢ pays tribute to Rakodevi¢, on behalf of the entire faculty of the
Institute of Musicology SASA.



The editorial staff of the journal Musicology thanks Dr Marija Dumni¢ Vilotijevi¢
for accepting the position of guest editor for the Main Theme and working for the
benefit of science and colleagues. During the preparation of the manuscripts for
publicationin both permanent sections of the journal, the understanding and support
of colleagues who accepted the roles of reviewers and responsibly advocated for the
improvement of the articles were extremely important, and we sincerely thank them.

In Belgrade, 12 December 2022,

Dr Marija Dumni¢ Vilotijevi¢, Guest Editor of the Main Theme
Dr Danka Laji¢ Mihajlovi¢, Editor-in-Chief
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ABSTRACT
The impact of academia on cultural heritage is yet to be scrutinised. The intan-
gible cultural heritage (ICH) constitutes a particularly fragile domain because it
is so open to the influence of researchers and bodies of reputation, such as the
experts hired for the production of a diplomatic file such as the UNESCO can-
didacy. In the beginning of the article I offer the institutional overview of ICH
and its Portuguese subsidiary. In the second part of the article I detail the Eu-
ropean project HeritaMus and its underlying conceptual framework, which was
designed to document ICH and tangible cultural assets, creating a simple tool for
cooperative curation involving members of the fado community.

KEYWORDS: cooperative curation, sound archives, intangible cultural heritage, fado.
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Yruaj akapeMcKe 3ajeAHHIle Ha KyATYpHO Hacaebhe Tex 6u Tpebaso aa Oyae
IpeAMeT HAy4HOT MCTpakuBamwa. Hemarepujaano kyarypo Hacaehe (HKH)
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moceOHO je Kpxka obaact, Oyayhum aa je mOAAOXKHA yTHLajUMa KOJH AOAase
OA WMCTPOXHBAYa M YTAGAHHX OpPraHa Kao WITO Cy CTPYYHAlll aHTaKOBAHH
Ha TPOAYKLMjH AUIIAOMATCKHMX AOCHjea IIOMyT KaHAMAAType 3a YHecko. Ha
CaMOM IIOYeTKY YAAHKa u3AdxeM HHCTUTyrmoHaAHM nperaepn HKH u merose
HOPTYTaACKe TIOAPYKHHIlE. Y APYTOM AEAY TeKCTa IPEACTABA>AM €BPOICKH
npojexar HeritaMus u lerose KOHIENITYaAHe OKBHPE, KOjH Cy HACTAAH KaKo OH ce
AokymenToBaar HKH u marepujasna KyaTypHa A06pa, cTBapajyhu jeaHOCTaBHO
opybe 3a koomepaTHBHO KyCTOCTBO KOje YKAyUyje i YAAHOBE PpaA0-3ajeAHHIIe.

K&YYHE PEYH: KOONEPATHBHO KYCTOCTBO, 3BYYHH APXWBU, HEMATEPUjAAHO KYATYPHO
Hacaebhe, dpapo.

INTANGIBLE CULTURAL HERITAGE IN 2022

The twentieth century will be remembered as the time when heritage was invent-
ed;? but, in its last quarter, some countries and communities felt uneasy with the
prevailing notion of heritage that praised material, Western, high-brow, cultivated,
academic, extra-ordinary (the hyphen is the focal point here) assets, with exception-
al worldwide value and meaning, as well as monumental and Artistic objects with
capital “A”. All non-canonical cultural items, from sound recordings of popular songs
to traditional knowledge, were left out of the dominant understanding of “heritage”.
The uneasiness was strongly felt among non-western countries and throughout the
Global South, sacrificed to soaring cultural-economical globalisation.

Promoted by countries such as Japan, Intangible Cultural Heritage (ICH) was
intended to be a sound solution to recognise the heritage status of cultural assets
left out of the canonical framework of cultivated Culture and Arts (both with capital
letters), enlarging the scope of classifications, typologies, and things to be safeguard-
ed. The new concept was clearly intended to enhance practices and skills, festivities
and rituals, traditionally shared and orally transmitted knowledge. The concept was
a call for mutual understanding of different communities on a symmetrical standing,
promoting the values and principles of UNESCO’s Universal Declaration on Human
Rights (1948), the International Covenant on Economic, Social and Cultural Rights
(1966), and the dialogue across communities, cultures, nations, regions, religions,
ways of life, in an intercultural dialogue among equals.

After thirty years of intense debates (commented in strong terms by Munjeri
2004, reported by Smith and Akagawa 2009 and Aikawa-Faure 2009a), the concept
was stabilised in the Convention for the Safeguarding of the Intangible Cultural Heritage
(UNESCO 2003).% The purposes of the Convention are stated in its first article: to

2 Aswell as tourism, but that’s another story, albeit an articulated one.
3 As Miiller analysed, the narratives that determine politics “are often produced, without a master
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safeguard heritage, ensure respect, raise awareness, and create an instrument for in-
ternational cooperation and assistance, valuing heritage and communities. The defi-
nition of ICH is unequivocally elaborated in the second article of the Convention. It
includes practices, representations, expressions, knowledge, skills, as well as the tan-
gible assets associated with the proposed element,* that communities recognise as a
central and decisive element for their identity. Transmitted from generation to gen-
eration, the ICH element has to be alived one, constantly recreated by communities
in response to their natural, social and cultural contexts, providing a dynamic sense
of identity and continuity. In short, ICH has to be a representative® living tradition.®

The Representative list of ICH is one of the three major instruments established
by the Convention. It is mandatory that each enlisting process includes a safeguard-
ing plan that involves a mobilised representative community of practice in a bot-
tom-up approach, triggered by the community itself, on their own terms, making
sure and demonstrating the involvement and mobilisation of the community in all
phases.”

In 2021, a second evaluation of the UNESCO action in the domain of the
Convention took place. The major findings were:

1. the Convention “matured” (UNESCO 2021, v) up until it became “a victim
of its own success”, being unable to adequately respond to all requests;*

2. it became a priority to strengthen capacity building and policy guidance, in
particular among African Nations, which had a positive impact;

3. certain regions are still underrepresented and have a chronic lack of training
finding hard to elaborate proposals;

4. UNESCO has acknowledged that “considerable amounts of knowledge
[were] generated around the Convention” (UNESCO 2021: 111, VI, 46);

5. UNESCO has also acknowledged criticism raised by government officials,
NGOs, academia, and communities in this matter.

plan, from an existing repertoire created in preceding sessions and meetings” (Miiller 2013, 8). Such
debates are meant to tame the draft until it becomes polite, politically speaking. When the gap between
tangible and intangible heritage was bridged, Munjeri (2004) called it a Revolution (p. 17), the
Rubicon (p. 18) and compared it to the fall of the Bastille in terms of heritage politics.

4 Tangible assets that result from, or are used at the ICH element under consideration.

S The community involved has to recognise the practice as being identitary significant and the
ground to a sense of belonging.

6 It is an inherited and transmitted tradition with its own dynamic, not a folkloristic process of
recreation or reconstitution.

7 There are cases in which this does not happen: see Sandroni (2011) on the samba de roda case as
an example of a top-down process.

8 It took only fifteen years for it to reach almost universal adoption. “The national and multinational
proposals to the listing, the requests for international assistance, the calls for meetings and capacity
building programs, keep growing up to the point the Secretariat recognizes to be unable to adequately
respond to all the requests” (UNESCO 2021, vi).
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The political constraints, the burden of tourism, the pressure to monetise ICH
status recognition, the intellectual property issues and the perversion of concepts
and values (namely the notions of heritage and culture) are putting significant pres-
sure on the classification processes. This problematic context is acknowledge by the
communities and, above all, by the researchers, some of them also involved in the
production of candidacies.’ Folkloristic strategies and the crystallisation of practices
have been identified, showing unequivocal signs that some ICH elements have been
performed specifically to meet what agents think are the expectations of UNESCO.

With regard to Portugal, the ICH is under the tutelage of the Directorate General
for Cultural Heritage (DGPC, in Portuguese) of the Ministry of Culture, through its
Division of Immobile, Mobile and Intangible Heritage of the Department of Cultur-
al Assets, whose mission, legally established,' is to enforce the obligations assumed
by the Portuguese State at the time of the ratification of the convention, namely the
legal protection (Article 2, paragraph 2, subparagraph b of Decree-Law 115/2012,
of 25 May) and the creation of procedures to safeguard this heritage, starting with
its registration in the National Inventory of Intangible Cultural Heritage. At the
same time, the DGPC is also responsible for articulating with third-party entities,
whether public or private, providing technical support in the documentation and
safeguarding ICH elements and their associated assets, promoting studies in this
field. The national network of entities related to ICH includes five UNESCO con-
sulting NGOs!! and a UNESCO chair at University of Evora in Intangible Heritage
and Traditional Know-How.

Since 2011, seven elements'* have been registered on UNESCO’s representative
list and two others on the urgent list."”> Two of these proposals were recognized by
UNESCO as reference dossiers (Fado and Polyphonic singing from Alentejo). Only
two of the inscriptions are transnational'* and, in both cases, the inclusion of Portu-
gal occurred after UNESCO registered the elements in its representative list.

Thanks to the huge public impact of the inscription of Fado (2011) and Poly-
phonic singing from Alentejo (2014), the first two candidates for enlisting at the
representative list, during the last decade we have witnessed numerous successive

9 There is an enormous amount of academic reflection on those topics, but Kirshenblatt-Guimblet
(1998) should be highlighted. See also Seitel 2001, Hafstein 2004, Blake 2006, Smith and Akagawa
2009, Aikawa-Faure 2009a, for cultural politics and institutional processes and debates. From the
academic point of view see Baron 2010, Harvey 2001, Bertolotto 2011, and on the overlapping of those
two approaches see Early and Seitel 2002.

10 Decree-Law 139/2009 of 15 June, updated by Decree-Law 149/2015 of 4 August and Decree-
Law 115/2012 of 25 May.

11 Fundagio INATEL, the research center CRIA, Federagdo Portuguesa de Folclore, Memdria Imaterial
Cooperativa Cultural CRL, and International Association of Paremiology — IAP.

12 Fado (2011), Mediterranean diet (2013), polyphonic singing from Alentejo (2014),
craftsmanship of Extremoz clay figurines (2017), winter festivities in Podence (2019), falconry (2021)
and community festivities in Campo Maior (2021).

13 Manufacture of cowbells (2015), Bisalhaes black pottery manufacturing process (2016).

14 Mediterranean diet and falconry.
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and constant announcements of other candidacies. More than a hundred candida-
cies are currently in preparation, with different degrees of maturity and different
levels of sophistication, yet almost always seeking to obtain some of the visibility
gained by the early classifications, making use of this kind of celebratory logic as a
strategy to obtain economic advantages through tourism. All this “excitement” sur-
rounding the ICH led the DGPC to consider of utmost importance the production
of methodological tools for the preparation of good and strong candidacies and for
the adequate documentation of the proposed practices. For that purpose, theoreti-
cal monographs on ICH (AAVV. 2009, AAVV. 2013) and pedagogical material (a
“collector kit” and a paper, see Costa 2014) were published. Since the publication
of the Law on Cultural Heritage (DL 107/2001, of 8 September) which determines
the registration to be mandatory for effective legal protection of any cultural prac-
tice (DL 139/2009, of 15 June, updated by DL 149/2015, of 4 August), the public
interface of the National Inventory of Intangible Cultural Heritage is the MatrizPCI
website and database.'® The inclusion of the manifestation in the National Inventory
is conditional to any eventual candidacy to any of the UNESCO lists.

Of the 105 manifestations (or “elements” in UNESCO terms) already inven-
toried in MatrizPCI database, fifteen are already officially published (at the official
State journal Didrio da Repiblica) and half of them correspond to ritual practices
and festivities. There are no inscriptions of “knowledge and practices concerning na-
ture and the universe”, echoing a worldwide problem. Only seven inventoried man-
ifestations are exclusively musical or correspond to manifestations where music and
musical practices have a central role.

& ritual practices and festivitias
@& tational skills, techniques and pracices

anistic manitestations with periormative character
& oral traditions

Figure 1. The graph on the typologies of manifestations inventoried at MatrizPClI,
of which, some are still waiting for official publication at Didrio da Republica.

1S Available at http://www.matrizpci.dgpc.pt/MatrizPCLWeb/pt-PT/Pages/Home (accessed 20
November 2022). The database gives access to the files of each proposal and allows the monitoring of
the entire procedure and its public consultation. Public participation is welcomed.
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Although the aforementioned legislation recognises the involvement of repre-
sentative communities as a sine qua non condition of any proposal, in practice, the
processes are, almost always, promoted by governing entities (local, particularly at
the municipal level) that seek a posteriori involvement of communities, even if the
inventory answers the desire for visibility and celebration of the people and com-
munities involved. Communities are yearning for an eventual economic advantage
or the perspective of social development based on the prominence obtained from
heritage recognition.

FAaDO AS INTANGIBLE CULTURAL HERITAGE

As previously mentioned, Fado was the first Portuguese manifestation candidate
to UNESCO representative list. Announced in 2008, the work was carried out at
Museu do Fado (Fado Museum)'® for five years, until 2011, the year of submission
and enlisting. The planned safeguard work has been carried on ever since.

The Museu do Fado opened in 1998, first as House of Guitarra Portuguesa and
Fado, then House of Fado and Guitarra Portuguesa, until the adoption of Fado Mu-
seum name. Those changes resulted from the iteration with the Fado community of
practice, reticent to be represented as a museological piece, exhibited in sanitised
glass showcases, arguing that fado was a “living practice” not a museum artefact."”
Working closely with the community, the museum team managed to overcome the
community’ doubts and established itself as a living space and dynamic heritage
institution. Nowadays, it is common to hear community members presenting the
museum as “their living room”.

The Museum holds collections of sound recordings, iconography, musical instru-
ments and other artifacts related to fado and fado performers, mostly donated by
the community members, that are presented in both permanent and temporary ex-
hibitions. The Museum also has a “Fado school’, a workshop for instrument making
that mobilises community members as trainers, and a documentation center. Since
its opening, the museum has run a regular program of concerts, talks, books and
recordings releases, among many other activities.

Even though the Museum and the fado community had already been established
entities in the cultural and heritage scene of the city and the country, the UNES-
CO inscription had an immense impact on the museum and its community. After
the inscription, all the traces of suspicion about the process and the UNESCO list
were soon erased, as the fado community understood the argument underlying the
candidacy.

16 The Museu do Fado is a municipal museum of the municipal company for cultural venues
management and cultural programing (EGEAC-em) of the Lisbon City Council.

17 'This early position of the community echoes Amselles (2004) “fixation muséalisatrice’,
Nas’s (2002) cultural normalization of showcases, or Kirshenblatt-Guimblett’s (2004) “heritage
objectivation”
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In the submitted documentation, Fado was described as a performative genre
incorporating music and poetry, that originally developed in Lisbon as a result of
multicultural synthesis involving Afro-Brazilian sung dances that arrived to Europe,
musical traditions from Portuguese rural areas brought by internal migrants, and
cosmopolitan urban popular songs.'® Thanks to radio and the publication of sound
recordings, fado became a popular music genre throughout the country, up until
the point it was acknowledged by Portuguese communities scattered around the
world as “a living symbol of the city’s [Lisboa] and the Portuguese cultural identity
as a whole” (citation from Fado candidacy file). The object of the application was so
comprehensive and inclusive that even the recent (last thirty years) association with
the international “world music” circuit was mentioned. The comprehensiveness of
the object definition was taken as a strategy to rule out any attempt of crystallization
once enlisted, as well as the risk of establishing any kind of certificate of authentic-
ity that would transform the dynamics of Fado as living practice into a folkloristic
staging of it.

It would be unrealistic and undesirable to establish for Fado a canon of “authenticity”
which would not correspond to any specific stage of its continuous process of inter-
nal change in history and which would be seen as an artificial norm hindering the
natural flow of innovation and creativity in any living artistic genre, as defined by the
communities that practice it. But the preservation of Fado’s historical heritage, which
in many cases is currently at risk, is undoubtedly an urgent task and an important
component of the effort to assure the continuity and reinforcement of its practice,
not as a mere historical record but as a permanent source of awareness of the genre’s
intrinsic nature, of its ability to reflect Portuguese cultural identity as a whole and

of inspiration for new creative approaches to the genre (citation from the candidacy
file)."

Nowhere, in any document, there was a reference to fado as “national song”, nei-
ther “Lisboa song”. Also, in the candidacy documentation, the fado community was
considered as extensive as possible, including singers and composers, poets and in-
strument makers, sound recordings and performance venues, both professional and
amateur, touristic oriented and grass-rooted, from big international stages to small
informal venues like community centers and cultural associations.

The entire process was conceived and developed with the active support and
participation of the fado communities. In order to ensure their involvement in the
definition and implementation of the safeguarding measures proposed, a wide range
of workshops, meetings, and debates took place at Museu do Fado. The candidacy
established the Museu do Fado as the reference entity, responsible for the imple-

18 About Fado, as an urban song and musical genre, see AAVV 1994, Castelo-Branco 1994, Castelo-
Branco e Moreno 2018, or Nery 2004.

19 See https://ich.unesco.org/en/RL/fado-urban-popular-song-of-portugal-00563, accessed 12
September 2022.
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mentation of the safeguard program in close articulation with the community. The
safeguard plan carried by Museu do Fado included the creation of the first Portu-
guese digital sound archive; an integrated database of documentary sources of all
kinds, concerning Fado, under the custody of various third-party public and private
institutions (libraries, archives, museums, associations, private collections, etc.); the
implementation of a multilevel educational program; fieldwork among various fado
communities; and the publication of books and sound recordings.

The historical sound recordings collection and its associated digital repository
were assumed as strategic for the safeguarding, study, research, and fruition of fado;
and the database currently lists more than 15.000 references. The Digital Sound
Archive was the first online resource with full access to digitised historical sound
recordings from the beginning of the twentieth century until circa 1960. Alongside,
research was carried out on sound archiving (metadata, archival management, dig-
ital processing, content transfer, a.0.) and acoustic research on the sound recorded
in historical carriers. All the research projects mobilised a multidisciplinary team
with diverse backgrounds, from history and anthropology to ethnomusicology and
acoustics. The research projects, carried since 2005, strongly involved community
members at their core, people who helped in the identification of sources, actors,
significant repertory and performance practice elements, providing a layer of “local
knowledge” usually forgotten in abstract academic narratives. All that information
was incorporated into the Museum collection and, later on, used by the HeritaMus
project of which Museu do Fado was an Associated Partner.

HERITAMUS FRAMEWORK

Before assuming the coordination of the installation team of the National Sound
Archive of Portugal, I was part of the research team that drew up the Fado propos-
al for UNESCO’s ICH representative list. From 2005 until 2012 I was responsible
for conducting fieldwork and discographic research. Ever since Fado was enlisted in
November 2011 and up until 2018, I coordinated and carried out the digitisation
program of course-grooved discs held by Museu do Fado. By 2018, more than 4.000
items, published between 1904 and 1960, were fully available online. Only very few
of those recordings had been heard by the community, even the recordings that they
knew existed and were referred to in historical reference books, monographs and
papers.

Alongside the archival work, the contact with fado practitioners helped me to
better document each recorded song. The musicians listened to and commented on
each of the recordings, identifying and naming the traditional melodies used in the
recordings and signaling the performative specificities of each musician.

The multiplicity of naming strategies happens because of fado musical practic-
es and repertoire creation processes. Fado repertoire can be organised according to
three typologies: first, there are “fados de estilo” corresponding to three minimal
motivic types of musical accompaniment (“fado Corrido”, “fado Menor” and “fado
Mouraria”) upon which the musicians create the melody; secondly, “fados tradicio-
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nais’, a set of more than three hundred melodies that the fado community of prac-
tice knows and/or recognises and can use as musical support for any poem, as long
as the metric structure of the poem fits the melodic phrase of the fado; and lastly,
“fados-cangao”, a popular song where each lyric has its own specific melody. When
choosing a “fado de estilo” or a “fado tradicional’, the most appreciated performers
are expected to create a new melody based on (but never limited to) the traditional
one, creating a recognisable but different musical accompaniment. My ethnographic
and discographic work focused precisely on those two first typologies: “fados de es-
tilo” and “fados tradicionais”.

In the context of a performance, the singer asks the guitarist to play a certain mel-
ody calling it by the name he or she uses to call it, and, if needed, indicating in which
key he/she wants it to be played. Sometimes the guitarist does not know which mel-
ody the singer is referring to, because he or she calls it by another name. Both can
call it differently, using the title of the lyric of the most known performance, its first
line, or, eventually, the name of the “tradicional” melody. For a number of reasons,
sometimes it is not immediately clear which “fado tradicional” the singer expects
the guitarist to play and vice-versa, and it is not rare that one of them has to hum the
melody.

For instance, the “fado [melody] tradicional” known as “Fado da Meia-Noite”,
composed by Filipe Pinto in the early 1930s, was recorded by Amalia under the title
“Libertagio” (1954, Columbia CP2018); in 1962 it was recorded by Pinto himself
as “Desespero” (2015, Edigdes Valentim de Carvalho 0355-2); four decades la-
ter Camané sung that melody under the title “Escada sem Corrimao” (2000, EMI
5250012); and a couple of years later, Aldina Duarte recorded it as “Deste-me tudo
o que tinhas” (2006, EMI 534872). Another example: “Fado Bacalhau”, composed
and recorded by José Anténio da Silva "Bacalhau” as “Fado Bacalhau” (c. 1945, Ode-
on 0d.136.208), was sung and recorded by many fado singers under different titles:
“A mulher que jé foi tua” and “As Penas” (Amalia Rodrigues, 2014, Edigoes Valentim
de Carvalho 0349-2; 1945, Continental 1.005), “Amor de mae” (Alfredo Marcenei-
ro, 1961, Columbia 33 CSX21), “Maldi¢io” (Fernando Farinha, c. 1965, Parlophone
PMC]J 62), “Sonho desfeito” (Manuel de Almeida, 1966, Marfer M.E.L. 2038), “A
cinza nunca esta morta” (Vicente da Camara, 1970, Alvorada LP-S-04-79-A), “Agua
louca da Ribeira” (Ricardo Ribeiro, 2010, EMI Music Portugal 5 099963 285222),
to name just a few.

For practical reasons, the examples given here are easier to trace; other, not so
well-known melodies are much harder to associate, and even the community some-
times does not fully agree on which melody is being sung. The most knowledgeable
performers, inventive and aware of their physical characteristics, can be so creative
that it is a matter of debate, even among the community’s connoisseurs, which tradi-
tional fado he or she is playing or singing on a particular performance or recording.

Atan archive, a fado recording would be catalogued using the title under which it
was published: “Desespero” by Filipe Pinto, “Escada sem corrimao” by Camané, and
“Deste-me tudo o que tinhas” by Aldina Duarte. No association whatsoever would
be established between the three, even if they were performing the same traditional
fado (a particularly relevant correlation to the fado community of practice).
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The most obvious task of the archivist (to catalog the recording with the title
used for publication) is, in fact, erasing data. In order to retain relevant information
for the community, the archivist should also document the name of the traditional
fado [melody] recorded. If that information is not documented in any way, as time
passes, by blindly following the technical procedure, information will be actively
erased and forgotten. This is particularly relevant after the fado heritisation, when
new emerging singers and instrumentalists have very little to no involvement with
the community of practice, most of them learning their repertoire from published
recordings.

The same problem applies to research and academia. As time on the field went
by, having gained the trust of the members of the fado community, I repeatedly
heard comments denoting that active erasure of memory, as the resigned old gui-
tarist confided to me, in a late afternoon, when discussing the use of a certain “fado
tradicional”: “If the Professor [a published researcher] told you so... who am I to
say otherwise... ?” This rhetoric question was a call to the impact of the asphyxiating
academic narrative. It was not a question of researchers, nor the institution’s engage-
ment with the community of practice. It was about the “elephant in the room”: the
researchers’ use of ethnographic data. Nowadays, the communities of practice are
reading the researchers’ papers and books, they are critically assessing those works,
knowing that they would be the weakest link (powerless and prestigeless compa-
red to the “expert”), and, for that reason, they opt for a silent critique, only shared
among “equals”. To paraphrase Ceribagi¢ (2018, 237), one can find a lot about col-
laborative bottom-up interventions, empowerment and advocacy of communities
and we believe (we want, we need to believe) that it is always the case. But it is not. It
is an unsubstantiated assumption that the research always looks for “a collaborative,
dialogical, and horizontal knowledge production” (Ibid., 239), that researchers are
always neutral and disinterested parties in those processes.

Knowledge was, in fact, being erased by archives, when they selected or highli-
ghted specific items and data; by prestigious academics, when they chose their
research topic to match the most looked-after issue or focus on items that sustain
their argument, ignoring any controversy; by monographs and successful sound re-
cordings, with all the weight that the fact of being published has in an “economy of
prestige” of academic or successful phonographic publications with great public or
academic impact.

That was the framework for HeritaMus,* a three years European project fund-
ed by the Joint Program Initiative for Cultural Heritage (JPI-CH). The research
consortium was composed of three universities (the Portuguese Instituto de Etno-
musicologia from Faculdade de Ciéncias Sociais e Humanas of Universidade Nova de
Lisboa, the Andalusian Universidad de Sevilla, and the French Centre de Recherche
en Ethnomusicologie at the Centre National de la Recherche Scientifique), two associ-
ated partners (Museu do Fado and Centro Andaluz de Documentacién del Flamenco),
a technical partner (the Laboratoire d'Intelligence Artificielle et Sémantique des Don-

20 For more details on HeritaMus project see Félix 2019.
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nées — Paris 8) and an IT company (Epsilon — Alcen), gathered to work on a project
meant to bring democracy into the “archive”, contributing to a democratic access to
information, but especially to the production of the information itself. We believed
that the UNESCO ICH program was one of the most relevant laboratories to ex-
plore practices as intangible heritage (how to play and create music), in articulation
with its tangible assets (the documents that register transient acoustic events), but
also, because of its impact, a privileged framework to consider the consequences of
socio-political processes of “patrimonialization”, “heritisation” and “touristification”

With HeritaMus, by focusing specifically on the relationship between musical
practices and historical sound documents, considering current uses and re-uses of
the community’s history and repertoire, the team carried out a cooperative research
project with the stakeholders and community of Fado in Portugal,*' supported by
the development of a new database and research tool (HeritaMus software). The
project was focused on deepening the intricate relationship between intangible her-
itage (knowledge, memory, and identity), tangible cultural assets (namely, historical
sound recordings), and heritage practices (access to historical recordings), gather-
ing all kinds of actors (human and non-human, intangible and tangible) in complex
networks, exploring the technical possibilities given by new forms of visualization of
complex data. With HeritaMus, we followed the historical commercial recordings in
their path to mold the community’s history. By doing that we could represent and
explore the musical genre’s memory-shaping processes and heritage configuration.

The theoretical framework was designed making use of Latour’s “parliament of
things” (Latour 1999) and applying it to a different set of actors. Like Latour’s call
to recognise the Nature’s ability to act in the same way as other human actors, we
would focus on the mutual agency of human actors (musicians) and non-human
actors (course-groove recordings) in the process of shaping the musical genre and
the community’s history and practice, in a word: Fado’ Intangible Culture Heritage.
At the same time, based on that assumption, we would also overcome the “institutio-
nal diktat” based on arguments of authority (associated with keywords such as “au-
thenticity”, “truth”, “ancient”, “heritage”) materialised on narratives emanated from
academic entities, museums, and archives. Our purpose was not to unlock forgotten
knowledge or reveal old/“traditional” practices. We were not trying to be restorers
nor archeologists. Our aim was to identify actors (human and non-human), register
their narratives (highlighting alliances, controversies, and reasons to act), thus cre-
ating the fado’ “parliament of things”, tracing fluid networks, mapping processes of
identity and community-building.

At HeritaMus, “past” and “heritage” were not adjectives qualifying an actor
or an act, they were themselves impacting non-human actors. The project rest-
ed on the dynamics between “tradition” and “living practice”, the fringes between
“safeguarding” and “creation”, between what is preserved and transmitted and
what has to change to be kept alive; to put it briefly, UNESCO ICH definition

21  The original project envisaged similar fieldwork with the flamenco community in Andalusia. For
multiple reasons this was not possible in due time.
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and major hardship for institutions of memory (museums, archives, academia).
Taking advantage of the moment when the fado community had contact, for the first
time, with an unprecedented number of historical sound recordings, knowing that
the sound recordings would have a significant impact on the historical perception of
the genre and even the community’s identity, we based our research on laboratory
sessions of audio-elicitation, inviting the community members to critically listen to
the historical recordings once digitised, and to freely associate sounds and discs, rep-
ertoire and concepts, musical elements and sonic memories.

The process was kept as simple as possible. Our action was based on the assump-
tion that:

1. any item/actor (being it human or non-human) is defined by its relation-
ships with other items/actors. None of them is an atomistic entity;
2. each relationship is built upon the connections between actors (nodes).

A sound recording was never a closed, fixed, autonomous entity, but a node in a fluid
network of related actors.

The designed software isa HTML based tool for multi-users to register items/ac-
tors they consider relevant for the representation of their universe of practice, their
“parliament”. The process can be represented as:

1. item/actor/node (1) is defined by its -relationship-> with item/actor/node
(2), and so on;

2. in the same way, the -relationship-> is determined by both nodes based on
the typology of association they have;

3. asdataisinputed from different sources (creating “personal” or “topical” gra-
phs), a general graph, much more complex and dense, would be generated.

The tool provided the technical means for effective cooperative interaction be-
tween researchers and stakeholders to curate data. The process was, in fact, very sim-
ple: a computer with the digitized “old fados”, a piece of virtual white paper, and a
virtual pen to draw nodes and relationships. The graph — theoretically informed, but
user-friendly designed — was used for data input, retrieval and visualisation. Queries
were written to support analysis of complex and dense data in a non-hierarchical,
non-compartmented way.
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Figure 2. Segment of HeritaMus graph of “Fado Bacalhau”

Currently, the HeritaMus software source code is published at GitHub** with a
Creative Commons license. The French team has picked up the project and is plan-
ning to use Artificial Intelligence to generate associations, while another team is im-
plementing natural language queries. One member of our IT team is continuously
publishing nice and unexpected queries with a structure he describes as being “ele-
gant”... And I will do all T can to adapt these cooperative curation processes to the
workflow of description and documentation in my vision for the future Portugal
National Sound Archive.

With HeritaMus we wanted to give voice to people usually left out of authority
places such as the “archives” or the “academic papers”, thus empowering the com-
munity to have intellectual control over documentation and autonomy in recording
their knowledge. The community members registered and curated, on their own
terms, their knowledge and assets, in a multivocal narrative that overcame a world
of factual objects separated across Deus ex-machina typologies such as “song”, “melo-
dy”, “tune’, “traditional” and “authentic”, among others.

IMPLEMENTATION OF HERITAMUS

Two decades have passed since the UNESCO Convention on ICH entered into
force. All through those roaring twenties, ICH turned into a household concept for
academia, tourism, cultural politics’ decision makers, governments, NGOs and an
immense pleiad of local and community associations and individual actors. Along-
side the notion of ICH, concepts such as “heritage communities”, “cultural stake-
holders” and “communities of practice” were coined and, apparently, it sounded as if
there was a movement from external bodies to communities. But, in fact, more than

ever before, the diplomats, experts, politicians and politics played such a dramatic

22 https://github.com/HeritaMus/HeritaMus and https://heritamus.fcsh.unl.pt.
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role in the configuration of cultural heritage.”> More than ever, ICH became a polit-
ical arena.

The HeritaMus project was aimed at the fado community members, providing
them with a way to take control of their own voice, reinforcing their ability to act and
document their worldview, register their narratives and their actions. This procedure
had an unequivocal impact on the collected data made available. HeritaMus proved
to be a useful and powerful resource to document the multiple simultaneous reali-
ties, where each mobilized actor is taken as an “equal among equals”. By doing this,
we prevent the fixation of a single general master-narrative, even if disguised with a
bottom-up “flavour” (Salemink 2006).

At HeritaMus there are no “spokespersons”, nor “representatives’, just actors
making their own “parliament”. No one — a musician, a researcher, an “organic intel-
lectual” or a “cultural broker” - is to be considered value-free, nor an objective nar-
rator; no one knows best. All actors are assumed as political actors, negotiating their
own auctoritas, through an individual mobilisation of things. We just designed a tool
to register each actor’s own voices, and see how history, memory and identity are
constructed and negotiated, even if the result would be fragmented or full of contro-
versies. After all, at HeritaMus, we were not looking for an elegant historical picture.

Five years latter, after the end of HeritaMus project, in a time of intense debate
around “decolonising the archive” and “community archivism’, it is the right time to
ask: was HeritaMus enough? And was it the righteous path? I do not have any clear
cut answer to that.** I believe we are all trying our best to mobilise people, com-
munities, friends and foes, to help us to improve our descriptive and documenting
actions. What we know for sure is that the “graph’, the “picture”, the “map”, are much
more detailed than the old catalog registry and that more attractors were identified
than before.

“The Archived”, “the Recorded”, “the Preserved”, “the [UNESCO] Enlisted” are
just multiple faces of “the Valued”. The officers of this new (too powerful) ideology,
“The Experts”, are, in fact, gatekeepers, who have a critical impact on future represen-
tation. The acts of “collecting”, “registering”, “archiving”, “documenting’, “studying”;
the acts of writing, speaking, telling the story, representing, of displaying, have been
the privilege of that cast of officers, manipulating their technical expertise and theo-
retical tools. This fact is assumed (and “published”, which, by the way is yet another
instance of power) by the social sciences since the mid-1980s: the celebrated “poe-
tics” and “politics” of social sciences (see Clifford and Marcus 1986). Still, this tragic
machine of social construction of scientific facts and heritage kept far too many people
away from those power tools. Stakeholders, entire communities and individual prac-

23 See the relevant work of Abélés in this particular topic (2011).

24 From the HeritaMus experience, we can conclude that, first, as simple as a process can be designed,
the heavy weight of an institution will always play a role; secondly, the interface has to be simple and
clear, still, people will take a passive approach to it; but, thirdly, as the first results appear on the screen
we always got a kind of “Ah-Ah moment”, when people understood the process as an emulation of their
way of thinking.
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titioners have been alienated and kept outside the “archive door”. The problem was
even worse with musical sounds. Sound archives deal with tangible assets, of course,
but, in order to document those assets, they have to deal with associated intangible
knowledge. But “assets” and “knowledge” usually follow different paths. “Assets” are
considered archival and/or museological items, while “knowledge” is the subject of
monographs and scientific papers, or remains untreated and, eventually, forgotten.
So, most of the time, they remain unarticulated—or, at best, poorly articulated!

No heritage process can succeed without taking into serious consideration the
widest variety possible of human and non-human actors, focusing on notions such
as “mediation”, “translation”, “cultural brokers”, and “networks”.

HeritaMus was designed to bypass the usual obstacles for knowledge transfer
from the academia to the community and vice-versa, counteracting the “gatekeepers
effect”. Through the implementation of this new resource for the management and
dissemination of historical documents based on a cooperative model of research and
a sustainable strategy for protecting and managing cultural heritage, researching the
uses and re-uses of different kinds of cultural heritage (as living practices), and safe-
guarding tangible cultural heritage (in our current case, historical sound recordings)
as fundamental documents of cultural practices we can, effectively, put into practice
the principles and values underlying the UNESCO Convention for the ICH. Heri-
taMus is a tool for democratic curatorship of heritage by giving the right to curate
sounds and knowledge to all (and in particular to the ones who make them). Be-
cause, in the end, the people, the community, know much more than all libraries in
the world.
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ITepaPO OEAUKC

,IIA... AKO TH JE IPO®ECOP TAKO PEKAO... KO CAM JA AA CE HE CAOXKUM?”
VTHUITA] AKAAEMCKOT CBETA HA 3HAIE 3AJEAHUIIE
U JEAHA CTPATETHJA U3 APXUBA

(PE3UME)

Kaaa cy ycraHOBAaBaAa KOHIIENIT HEMaTePHjaAHOT KYATy pHOT HacAeha, mehyyHapoara
TeAa Kao IITO je YHEeCKO HACTOjaAd Cy A2 AODY A0 HOBOT HMMeHa 32 HEKAHOHCKO U
HecrioMeHIIKo HacAehe, 06e36elyjyhu HoBu pokyc Ha 3ajepHHUIIe UMje Cy IpaKce U
HAEHTHUTETH Ga3HpaHH Ha eAeMEHTHMA C HOBE AUCTE.

Mnax, npernosHaBate cTaryca HacAeh)a 3aBHCHAO je 0A IpUjaBe KAHAMAATYpE OC-
MHUILbEHE OA CTPaHe aKaAeMCKe 3ajeAHuIle U(AK) PeHOMUPAHUX UCTPAKUBAYA OATO-
BOPHUX 33 OpPraHH3ALlKjy 3Hamba U IPOAYKIH)Y 3BAHIYHOI HAPATHBA. 3ajeAHHUIIe CY
Texuae oTyhersy 0 0BUX mponeca (MaKo Cy AUCKYP3UBHO OUA€ Y LIeHTpPY AellaBamba
¥ AOKyMeHaTa).

IMocmaTpajyhu mopTyraacku cAydaj, 1 HApOUUTO KAHAUAATYPY 32 GaA0, 3HAHE O
»TPAAUIIMOHAAHUM ITpaKcaMa’ U ,TPAAUIIOHAAHOM perieproapy” OHAO je 3aCHOBAHO
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Ha HCKPHCTaAuCaHOM Hapartusy. C Apyre cTpaHe, pap0-3ajeAHNMIA OHAQ je IIOBe3aHa
C jeAMHCTBEHOM KOAMMMHOM HMCTOPMjCKUX 3BY4HMX cHUMaKa (06jaBmeHux usmeby
1904. u 1960. roaune). ITpojexar HeritaMus A20 je IpeaAOT 3a CTBapatbe aAaTKe 3a
KOOIIEPATHBHO H AELIEHTPAAN30BAHO KYCTOCTBO OBOT $poHOrpadcKor Hacaeha u pe-
rucTparuje npareher HeMaTepUjaAHOT 3HabA.

HeritaMus 610 je KOOIlepaTHBHHU HCTPAKUBAYKHY [IPOjeKaT C akTepuMa U3 Gapo-
-3ajepnnrie, ycpeacpehyjyhu ce Ha opHoC nsMel)y MysuuKkux IpaKCH M HCTOPUjCKUX
3BYYHHX AOKYMEHATa, IPUTOM y3uMajyhu y o63up TpeHyTHY ymorpeby nucropuje
U perneproapa 3ajepnurie. Lus je 610 mpoaybsuBare 3aleTAAHIX OAHOCA H3Melyy
HematepujaaHor Hacaeha (3Hamba, cehama 1 HAEHTHTETA), MATePUjAAHUX KYATYPHHX
po6apa (MCTOpHjCKMX 3ByYHIX CHUMAKa) U TTpakcy Hacaeha (mpucryma ucropujckum
CHMMIIMA), ¥ TO KPO3 OKYIIAathe PA3AMYUTHX aKTepa (AYACKHX U HEAYACKHX, HeMa-
TepHjaAHHMX U MaTEPHjaAHUX) Y KOMIIAEKCHe Mpexe Koje he ncTpaxupaTy TexHUuKe
MoryhHocTH HOBUX 00ANKA BU3yeAH3aliHje KOMIIACKCHHX II0AATAKA.
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ABSTRACT

The Slovenian philologist and folk song researcher Karel Strekelj (1859-1812) was
one of the first researchers in Slovenia to recognise the importance and usefulness of
a new sound recording method. Based on a detailed study of archival documents and
relevant literature, in this article I examine Strekelj’s contribution to folk music research
using a new technical device and introducing a new method of sound documentation to
field research. By placing his plans and efforts in a broader context of folk song research,
one concludes that Strekelj was more ambitious and forward-thinking than many other
researchers at the time.
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AIICTPAKT

CaoBeHauky GUAOAOT U HCTpaskuBad HapoaHux necama Kapea Ilrpexes (1859
1812) 6uo je jepan op mpsux ucrpaxusaya y CAOBEHHjU KOjH je MPErno3Hao
3HaYaj ¥ KOPHCHOCT HOBHX METOAA CHHMama 3ByKa. 3aCHOBaHA Ha AeTasHOM
IPOYYaBaky Pa3SAMIUTHX ApPXUBCKUX AOKyMEHATa U PeAeBaHTHE AUTepaType, 0Ba
CTyAHMja UMa 3a IMsd A ucnuTa IllTpekeseB AOIPUHOC UCTPaskKUBaky HApOAHE
My3uKe oMohy HOBHX TEXHHUKHX ypel)aja 1 HOBe MeTOA€ 3ByUHe AOKYMEeHTALHje
TepeHCKOr ucTpaxkuBama. ITocraBmajyhu merose maaHoBe U IjunveBe y MIHPU
KOHTEKCT HCTPAXKHBAFbA HAPOAHE IleCMe, MOXKe Ce B3aKAYIUTH Ad je Ouo
aMOUIIMO3HHUjH U HAITPEAHHjH HEr0 MHOTH HCTPAXKUBAYH TOT'a BpeMeHa.

Kay4yHE PEUM: ponorpad, 3syann caumny, Kapea Illrpexes, AOKyMeHTOBame HAPOAHE

MY3HKE, TEPEHCKO NCTPa’KUBabe.

INTRODUCTION

The first sound collections and sound archives with ethnomusicological materials
were created in the late 19th and early 20th centuries with a very explicit goal - to
use the sound recording technology for scientific purposes and to create sound col-
lections consisting of phonograms with folk music for the purposes of comparative
studies in musicology, ethnology, linguistics, anthropology, aesthetics etc. The aim
of archival sound collections was to collect, preserve and pass on the traditions —
mostly the “pure” and “disappearing” ones — to younger generations. Archives were
viewed as “storehouses of tradition” (Seeger 1986, 262), and their importance in
ethnomusicology was compared to the importance of libraries in other scientif-
ic fields (Nettl 1964, 17). When the Folklore Institute (the present-day Institute
of Ethnomusicology ZRC SAZU) was founded in 1934, its head, France Marolt
(1891-1951), as well as his successors, aimed to “compile the most complete collec-
tion of Slovenian musical folklore” (Kumer 2000, 12). A very important part of this
endeavour were sound recordings.

The Slovenian philologist and folk song researcher Karel Strekelj (1859-1912)
was the person who initiated the use of sound recording as part of fieldwork early
on. Strekelj was one of the first researchers in Slovenia to elevate the collection and
publication of folk songs to a scientific level and he broke with the earlier romantic
conception of folk tradition. He also planned extensive and systematic recordings of
folk songs and aimed to create an archival sound collection of recordings on wax cyl-
inders. He even went so far as to prepare instructions on how to use sound record-
ings for documentation and study of folk songs and the processing and archiving of
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sound materials, even though Slovenia did not even own any recording devices at
that time yet.

Although he never used a phonograph for research work himself, he was well
aware of the importance and usefulness of this new method when it came to docu-
menting folk songs, made possible by the invention of a sound recording and repro-
ducing device. He was very well acquainted with the experiences of those (relatively
rare) researchers and folk music collectors who had already used phonography as
part of their work. According to Matija Murko (1861-1951), a researcher and Stre-
kelj’s colleague, who later used phonographs in the field himself, Strekelj relentlessly
“pursued the study of folk songs all over the world [...] and was well aware of the suc-
cesses Ms Lineva had achieved phonographing Russian folk songs as early as 1902”
(Murko 1929, 43).

Karel Strekelj’s versatile and wide-ranging scientific and educational work in
the field of linguistics, Slavic studies and ethnology is relatively well known to the
community of experts and has been the topic of various discussions and several
publications (Murko 1912; Mursi¢ and Ramsak 1995; Kropej 2001 etc.). His ef-
forts and contribution to the acquisition of sound recording devices, as well as his
influence on the introduction of a new approach to collecting and researching folk
music, however, have for the most part been overlooked. This article focuses on Stre-
kelj’s less known endeavours to acquire the first recording devices that would have
allowed Slovenians to record folk songs in the field and adopt a new approach to folk
music research. Based on a detailed study of archival documentation and relevant
literature, I will examine Strekelj’s contribution to folk music research with the help
of anew technical device and the introduction of a new sound documentation meth-
odology into field research. By placing Strekelj’s plans and endeavours in a broader
context of the folk song research conducted at the time, I aim to assess how ambi-
tious, forward-thinking and concrete his ideas about the use of phonographs and
recorded materials were during the early period of the use of sound recordings for
folk song research.

THE BEGINNINGS OF SOUND DOCUMENTATION
IN FoLk Music RESEARCH IN EUROPE

Shortly after sound recording devices had appeared in the market, many re-
searchers recognised their many advantages over manual transcription in the field.
What they appreaciated the most was the objectivity and precision of recordings, as
well as the incredible ability to play the recordings back multiple times, facilitating
more detailed musical notation. Some researchers also saw sound recordings as an
opportunity to create a record of “untranscribable folk music” as well as of the mu-
sic of non-European cultures, for which (Western) musical notation was hopeless-
ly inappropriate. As Carl Stumpf, the founder of the Berlin Phonogramm-Archive,
pointed out: “It was the phonograph that taught us about live music [...]. Without
the help of the phonograph, we would have remained in a museum, where musical
instruments are displayed in utter silence, full of questions and lack of comprehen-
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sion” (Stumpf 1908, 67). Ludvik Kuba was another researcher who repeatedly drew
attention to the improvement that the phonograph brought to documentation of
folk music. According to a paper presented by Kuba at an international music con-
gress in 1909, it was imperative to record “primitive” musical forms with a phono-
graph, as he believed that it was impossible to notate them “with our musical system”
(Kuba 1909, 273).

Many prominent researchers later highlighted the great importance of sound
documentation in the field of ethnomusicology and folklore. For instance, in 1937,
Béla Bartok argued that the level of ethnomusicological development reached by
then was to be attributed to Thomas A. Edison, who had been the first scientist to
construct a sound recording and reproducing device in 1877, and thus presented a
technical tool that was later used for folk music research in the field (Sarosi 1981).
Jaap Kunst, who believed that ethnomusicology would have never become an inde-
pendent scientific discipline, if it had not been for the invention of a sound recording
and reproducing device, expressed a similar opinion a little later (Kunst 1955, 19).

With the advent of sound recordings, many researchers found an answer to one
of the most important questions of folkloristic research at the time, i.e. how to doc-
ument folk music in the field as precisely and accurately as possible. In a report from
1899, Ludvik Kuba provided a picturesque description of the difficulties research-
ers faced in transcribing the songs of gusle players: “There is a horse in front of us,
running unrestrained, and our hearing and our hands are following it like a sluggish
tortoise. [...] This can only be tackled with Edison’s phonograph” (Kuba 1899, 25).
Evgenia E. Lineva believed that sound recordings in particular enabled her to car-
ry out more precise studies of part-singing in Russian folk music. Filaret Kolessa,
a Ukrainian researcher, was likewise convinced that phonographic recordings were
the one thing that allowed him to unravel the rhythmic and melodic structure of
Cossacks’ recitative singing; in fact, he believed that “it was impossible to document
recitative singing in its variable form without a phonograph” (Kolessa 1909, 278).

In his comprehensive paper “The Phonograph at the Service of Ethnography”,
Jit{ Polivka (1906) pointed out that ethnographers and linguists had often discussed
the necessity to preserve the peculiarities of folk music and dialect for posterity,
which was an impossible feat even for the most precise transcriptions and notations.
In addition, there is also quite a bit of subjectiveness in each written document; in
fact, it takes a “machine” to record something in an accurate and objective way. Based
on the experience of researchers who had already been using a phonograph for their
work, he concluded that the new documentation method had become indispensable
in ethnography, and urged for it to be used as often as possible. Later that same year,
Franz Scheirl published a lengthy paper on the merits of phonography in folk music
research titled “The Phonograph at the Service of Ethnography” (Scheirl 1906), in
which he presented the main advantages of phonographic recordings. Moreover, he
described in great detail how musical notation was able to preserve only those ele-
ments that could be written down, while all the individual, subjective characteristics
of individual singers got lost, as opposed to phonographing, which preserves the
latter as well.

Similar findings were made by Leo$ Jana¢ek, a Czech composer and folk music
researcher, who reported that the phonograph had proven to be very useful for the
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collection and research of folk songs. He mentioned that, thanks to recordings, he
and his collaborators had been able to make “many corrections to the songs that had
been written down by hand while listening to them” (Toncrova 1998: 143). From
the very beginning of his folkloristic work, Jand¢ek dealt with the issues of how to
document folk songs in the best possible way. In fact, as a composer he was well
aware of the gap between the actual folk music performances and the possibilities of
musical notation (Prochézkova 1998, 114).

Today, we can largely agree with these researchers from the past on the signif-
icant advantages brought about by sound recording. Thanks to them, musical and
linguistic performances were recorded objectively and accurately, with all the spe-
cial features of a momentary performance; the recordings were preserved for future
generations in an unchanged resonant form as sound, as opposed to a subjective
transformation of what had been heard. However, although recordings contain
much more information than a precise transcription or notation, audio recordings
also have to be viewed as only one of the possible ways to document a performance,
and one should also bear in mind their imperfect nature. In the past, these caveats
were also highlighted by various researchers, some of whom thus objected to the use
of sound recordings in folk music research.

KAREL STREKEL] AND His AMBITIOUS SOUND RECORDING PLANS

Karel Strekelj planned sound recordings of Slovenian folk songs as part of the
activities carried out by the Committee for the Collection of Slovenian Folk Songs,
which was part of a large Austro-Hungarian project titled Folk Songs in Austria (Das
Volkslied in Osterreich). The aim of this project was to collect the folk songs of all Aus-
trian nations and publish them in printed form. Folk song collection took place un-
der the auspices of the Ministry of Education and Religious Affairs, as it would have
been impossible to carry out such an ambitious plan without state aid and financial
support. In November 1904, the first consultation of prominent experts from vari-
ous Austrian lands — one of whom was the Slovenian Karel Strekelj — took place in
Vienna. The Ministry set up a Vienna-based principal committee in charge of the
entire collection campaign, which was chaired by Josef Pommer, an ardent collector
of folk songs from the German Styria region. Shortly after, the Ministry started es-
tablishing regional (working) committees, which were headed by university profes-
sors whenever possible. On 4 May 1905, the Ministry appointed Karel Strekelj as the
chairman of the Slovenian committee, asking him to establish a Slovenian working
committee.

As the chairman, initiator and driving force of the Slovenian committee, which
was called the Committee for the Collection of Slovenian Folk Songs (hereinafter re-
ferred as the OSNP Comnmittee), Strekel planned systematic and extensive sound
recordings from the very beginning. Although the Slovenian committee was not
officially established until late October 1905, Strekelj had started doing the work
related to the committee’s establishment and preparation of its activities as early as
the beginning of 190S. These activities also included plans for the purchase and use
of phonographs for the purposes of the collection of songs in the field. According to
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Strekelj, phonographs would provide the best means of satisfying the basic princi-
ples of collecting and documenting the songs as part of this project (cf. Navodila in
vprasanja 1906, 15) and the commonly emphasised need to record them faithfully
— the songs were supposed to be collected in a “scientific way”, i.e. “the transcrip-
tions and notations are to be absolutely perfect, as faithful and accurate as possible”
(Murko 1929, 23). Moreover, the collected materials were supposed to be as diverse
as possible, and collected from the “mouths of the nation” (Murko 1929, 23).

The archival documents include two letters sent by Karel Strekelj to the future
committee members at the time when the Slovenian committee was being set up,
asking them to be part of it. Both letters are dated 27 May 1905, they have a very
similar content and also include the first mention of the planned purchase of pho-
nographs to be used for recording melodies. One of the two letters reads as follows:
“We hope to be granted two phonographs by the ministry for the purposes of re-
cording melodies. We could sometimes loan one to you and even send someone to
teach you how to use it” ([Strekelj] 1905a). This letter shows that Strekelj had had a
clearidea about collecting and sound recording folk songs even before the Slovenian
committee was established.

Strekelj extensively presented his views of the committee’s activities at its first
meeting on 17 December 1905. The agenda that he prepared for it was very long
([Strekelj] 1905b), listing fourteen items supplemented by numerous annexes. Item
5, Questionnaire and Guidelines for Recording the Material, was supplemented by
Annex C, which contained a draft version of the later publication titled Guidelines
and Questions for Collecting and Transcribing Folk Songs, Folk Music, Folk Dances, and
Related Customs (Navodila in vpraganja 1906 ). In the section on recording melodies,
the use of a phonograph was suggested for easier and more precise documenting
of polyphonic songs (Anlage C2, n.d., 6). The manuscript in Annex C is in Ger-
man and is practically identical to the Guidelines and Questions published in 1906 in
Slovenian:

As it is very unlikely that sufficiently skilled transcribers could be found, it is high-
ly appropriate to capture such polyphonic folk songs on a phonograph, especially
where precious folk songs are sung one after another in very short intervals. Using
phonograms for notation is easier than transcriptions of songs immediately after they
have been sung (from the singer’s mouth) (Navodila in vpraganja 1906, 18).

More detailed information on the use of the phonograph can be found in Annex
H, supplementing Item 12 on the agenda of the first meeting of the OSNP Commit-
tee including the budget and activities planned for 1906. The annex, titled Praelimin-
are (Preliminaries), contained the committee’s budget proposal for the rest of 1905
and for 1906. This annex was later also enclosed with the minutes of the meeting and
sent to the ministry in Vienna. Item 7 in the budget proposal listed two phonographs
and 400 cylinders at a total of 1,320 crowns (Anlage H, n.d., 1). The annex presents
arguments for the expenditure, including extensive arguments for the purchase of
the recording equipment. According to these, the Slovenian committee was in ur-
gent need of at least two phonographs and a sufficient number of cylinders. It is clear
that Strekelj did not only estimate the costs; in fact, he based them on a concrete
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quote. Details of the quote are given in Annex H, in which Strekelj stated that the
phonograph most suitable for purchase was the “American type offered by J. Lorenz
from Chemnitz” (Anlage H, n.d., 2-3).

Even more ambitious plans for sound recordings can be seen from a manuscript,
a draft estimate of the Slovenian committee’s expenditure for planned activities
([Strekelj] n.d.). The document is written in Strekelj’s handwriting and bears no
date, although at some point it is clearly indicated that the (estimated) expenditure
refers to 190S. In the draft, Strekelj defined and evaluated individual activities in ten
items, especially the preparation and publication of the Guidelines and Questions as
well as the cost of fieldwork for song collection. All the costs are rounded off, and
some even corrected, which is why it can be assumed they were merely a rough es-
timate of all the funds required. Item 9 includes as many as three phonographs and
3,000 cylinders. Compared to the expenditure stated in Annex H, the manuscript
included the purchase of three instead of two phonographs and also the number of
planned cylinders was significantly higher. This handwritten document is the only
preserved testimony that mentions such ambitious plans for the purchase of pho-
nographs and cylinders. Since it is not dated, it is difficult to determine when exact-
ly it was created, for what purpose the cost estimates were made and how feasible
the plans were. However, the document does prove that Strekelj had planned some
large-scale recording activities as part of the collection of folk songs from early on,
but due to the high costs he most likely decided to cut them down somewhat in the
official budget for 1906. Nevertheless, the ambitious phonographing plans are clear-
ly evident from the 1906 budget, i.e. in his arguments in favour of the purchase of
phonographs, Strekelj stated that “at least” two phonographs needed to be procured
for the committee.

The great enthusiasm with which Karel Strekelj approached the activities related
to the purchase of phonographs for folk song collection was greatly obstructed by
the ministry in Vienna and its much smaller grant than the committee had needed
and applied for. The ministry did praise the “enviable zeal” with which the committee
set about work, however, it also urged the committee to conduct its activities in the
most economical way possible, since the ministry’s funds were limited ([Strekel;]
1906). Strekelj, who firmly believed in the necessity of phonographing, kept asking
for the funds to purchase phonographs and cylinders for several years, however, his
persistence was to no avail. The ministry in Vienna clearly felt that recording folk
songs with a phonograph was unnecessary, which can be seen from its letter of 22
June 1907 (Anonymous 1907a), calling upon the Slovenian committee to be highly
economical with the approved funds and to discontinue all activities not absolutely
necessary for the collection of folk songs. It explicitly mentioned the purchase of a
phonograph as an example of unnecessary spending.

Despite his many years of remarkable persistence, Strekelj failed to procure a re-
cording device for the Slovenian committee. After 1910, Strekelj, who was the main
driving force behind the purchase of phonographs, started to fall ill. After along and
painful illness, he died on 7 July 1912. It was not until after his death, in 1914, that
the Slovenian committee, with the help of the new chairman, Matija Murko, finally
acquired a phonograph, which was used by Juro Adlesic¢ to make recordings of folk
songs in the Slovenian region of Bela Krajina.
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STREKEL)’S FORWARD-THINKING VIEWS
ON SOUND DOCUMENTATION

Karel Strekelj did not plan extensive sound recordings only for the sake of easi-
er, faster and more accurate documentation of folk songs. Despite certain technical
disadvantages of the phonographs that were in use at the time, he viewed sound
recordings as faithful and objective records of folk music practices. For this reason
he regarded phonography not merely as a technical tool for folk song collection in
the field, but as a new methodological approach to documenting and studying folk
songs.

He was well aware of the negative attitude towards the phonograph on the part of
some collectors, resulting from the technical disadvantages of the device. He had to
face such an attitude already during the first meeting of the Vienna-based principal
committee in November 1904, where the possibilities and needs of sound record-
ings for folk song collection were discussed among other things. The chairman of
the principal committee and head of the entire collection campaign, Josef Pommer,
took an extremely negative stand on the use of sound recordings in folk song collec-
tion. Pommer’s negative attitude remained unchanged for several years, in spite of all
the arguments and evidence presented by those who had had positive experiences
with a phonograph. This presented a major obstacle for the Slovenian committee, as
well as committees in other regions, in trying to obtain a phonograph (cf. Deutsch
and Hois 2004, 52-56).

This is probably why Strekelj’s arguments in favour of purchasing a phonograph
focused on explaining that opposition to the use of phonographs in folk music was
based on incorrect presumptions, which had been successfully proven wrong by the
collectors of Russian folk songs Evgenia Lineva and Aleksander Grigorov. Moreover,
Strekelj argued that the phonograph was an objective device and could therefore be
of great help in folk song collection, in spite of its technical limitations (Anlage H,
n.d.).

In fact, Pommer defended the position that the phonograph, as an “unemotional
device”, could not replace a musically educated transciber, who could also capture
the “singers’ feelings” Strekelj repeatedly disputed this position, as evident from one
of his letters:

The criticism about the device not being able to capture singers’ feelings has also
been expressed in relation to musical notation. However, isn't this so-called feeling
the one thing that is most allusive and changeable about folk songs? Does a folk sing-
er always sing a certain song with the same feeling? Won't the singer have unpleasant,
bored feelings if the transcriber asks him to sing a song four, five or even more times?
And how often does the transcriber bring their own feelings — or lack of it for that
matter — into the song? When it comes to this, an objective device, no matter how
serious its shortcomings, is a welcome aid that is not be overlooked. Recordings of
melodies include no feelings are practically non-existent (Anlage H, n.d., 2-3).
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In the above quote, Strekelj referred to the practice of documenting polyphonic
folk songs that was very common at the time, i.e. singers were asked to sing the same
song several times in a row, while the transcriber focused only on the notation of one
segment of the performance during each repetition, e.g. the melody of one voice in
polyphonic singing. The lyrics were often documented by means of dictation rath-
er than singing. This often resulted in inaccurate trascriptions and deviations from
the actual performance. One of the researchers who reported about such problems
based on her own experience was Evgenia E. Lineva. She had frequently discovered
errors and omissions in older transcriptions because the transcribers were unable
to write down the lyrics accurately while the song was being sung, and so they tran-
scribed it from dictation. This led to much imprecision because the performers were
unable to accurately reproduce the lyrics without singing. Even greater difficulty
arose when transcribing part-song melodies because the transcribers wrote down
each voice in the song separately by having the singers repeat the same song. This led
to errors because in each repetition the singers changed both the main and accom-
panying voices, which then no longer matched in the combined transcription. Only
phonograph recordings made it possible to capture all of the voices at once and also
properly transcribe them by playing back the song several times (Lineva 1909).

Strekelj’s decisive arguments for the purchase of phonographs reflected his strong
belief about the usefulness and necessity of the use of sound recordings for folk song
collection. Furthermore, he was certain that the Slovenian committee would soon
obtain recording equipment because he also planned a detailed register of the col-
lected material, including:

an inventory, including everything that was in the committee’s possession, namely:
a) hand-written collections, b) printed collections, ¢) phonographs and cylinders, d)
publications etc. ([Strekelj] 1907a).

Strekelj elaborated on this in his letter to Matej Hubad in Ljubljana dated 9 Janu-
ary, 1907 ([Strekelj] 1907b), in which he also proposed appointing an archivist that
would be responsible for the committee’s collection:

Each collection, song, and object should be numbered [...] Each cylinder should
therefore be numbered as well; 35.40 (for example] identifies the 40th cylinder in the
group registered with number 3S. Without identification numbers, the transcription
of cylinders will be impossible.

Members of the Slovenian committee were not as convinced about the indis-
pensability of recording folk songs with a phonograph as their chairman Strekelj,
which can be deduced from the explanation as to why the amount of the funds for
the purchase of a phonograph had been lowered, which was included in the minutes
of a meeting held on 30 January 1907 (Anonymous 1907b):

The budget contains only a rough sum for a phonograph in the amount of 900 crowns;
anyway, committee members believe that a sufficient number of qualified men can be
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found to document songs directly, which is why the complex phonograph procedure
would only be resorted to in exceptional cases and in remote areas.

Strekelj obviously had the most forward-thinking ideas about the use of sound
recording of all the members of the Slovenian committee. He was extremely serious
about phonographic recordings, which is further proven by the fact that he viewed
them as more than merely a tool for easier and more accurate notation of melodies
at a later time. His explanation from Annex H includes the instruction to keep the
recorded cylinders as evidence and reference to the notations (Anlage H, n.d., 3),
which would allow later checking the exactness and accuracy of the transcription
with the help of recordings. Due to the objectivity of phonographic recordings,
which Strekelj firmly believed in, such recordings can be used to check the subjectiv-
ity and imperfection of music notations despite their technical shortcomings. This
suggests that the planned phonographs would serve to the Slovenian committee
not only as a tool to be used by collectors with poor musical education, but also as
a more complete, reliable and verifiable means of documenting folk songs. In fact,
Strekelj viewed archived sound recordings as a more complete scientific source than
musical notation, which was a very forward-thinking belief for those times.

CONCLUSION

As part of the Folk Songs in Austria project, Strekelj planned systematic and
extensive sound recording sessions from the very beginning and also planned the
related purchase of at least two recording devices and a large number of cylinders.
From 190S onwards, he repeatedly highlighted the pressing need for the use of
phonographs, especially for easier and more precise documenting of polyphonic
songs. Judging by the available data, the Slovenian committee headed by Strekelj
was one of the most forward-thinking committee in the folk song collection project
in Austria-Hungary in terms of the systematicity and scope of the planned sound
recordings. In addition, he paved the way for a new research methodology by
viewing the phonograph as an objective device that faithfully records and serves as
an excellent aid to western musical notation, and also by viewing the stored cylinders
as evidence and reference to musical notation.

However, due to lack of understanding on the part of the principal committee
in Vienna, his plans did not come to fruition until much later, after his death, when
Juro Adlesi¢ phonographed some folk songs on wax cylinders in the spring of 1914
in the Bela Krajina region of the present-day Slovenia. Despite a modest number
of recordings of the singing from Bela Krajina, these recordings had a tremendous
impact on the understanding of all the manuscript folk song materials, which had
been collected as part of the OSNP Committee’s collection campaign and had
amounted to approximately 13,000 units (see Kunej 2008). In fact, these recordings
have altered the view of folk songs after the very first listening. They raised doubts
in the accuracy of the hitherto collected manuscript materials and suggested the
need to review and evaluate particularly the performances of folk songs. Subsequent
repeated analyses of these sound materials have led to a different understanding of
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the traditional songs of Bela Krajina and presented the recordings in a new light;
together with the documented metadata, the recordings became a new scientific
source with an entirely new sound depiction of the performers and their singing
styles. They confirmed the assumption that, in the past, polyphonic singing — similar
to that in central Slovenia — was also widespread in this peripheral Slovenian region
and thus refuted the stereotype of two-part singing and the exaggerated identification
with the Uskoks tradition (cf. Kunej 2008). Moreover, the recordings also revealed
that, as opposed to what was later assumed, the recorded materials were still very
much alive among people at the time when they were recorded, since the songs were
performed by young singers and not by “the last few remaining old women”, which
was a commonly held belief. Similar findings were made through the analyses of the
recordings from old gramophone records dating back to the pre-WWII period (cf.
Kunej R. 2014).

It turned out that making these recordings was one of the committee’s last
important activities, and without doubt also the first and only recording endeavour
with a phonograph — the reason being World War II, which broke out soon afterwards
and put an end to the committee’s work and the entire folk song collection campaign.
Although a part of the collection of recorded cylinders was eventually destroyed and
lost, the preserved sound materials now represents an exceptional ethnomusicological
document of folk singing in Slovenia.

Strekelj’s ambitious, systematic and extensive plans aimed at sound recordings of
Slovenian folk music during the early beginnings of the use of the new technology and
research approach were thus realised only to a very modest extent. Nevertheless, his
initiative and determined efforts to purchase phonographs bore fruit. As the initiator
and ardent supporter of the new research method, i.e. sound documentation in the
field as part of the Folk Songs in Austria project, his ideas and efforts contributed to
the fact that sound documentation started to be used by other committees involved
in the Austrian project, and later came to be regarded as a very important folk music
research method.
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Apraro KyHE]

3ByuyHU cHUMIU U KAPEA IIITPEKE&:
WHUIIUJATOP HOBOT IIPUCTYIIA UCTPAXKUBAKY
HAPOAHE NECME Y CAOBEHUJU

(PE3UME)

CaoBenaukn Quaoror U ucTpaxkupad HapoaHux mnecama Kapea Irpexesn
(1859-1812) 6uo je jeaan op npsux uctpaxusada y CAOBEHHU)jH KOjH je CaKyIvambe
U 00jaBpUBaGe HAPOAHUX IIeCaMa AOBEO Ha HayYHM HHBO U TAKO PACKHHYO Be3e C
npehammoM, pPOMAaHTHYHOM KOHIIEIINjOM HapoAHe Tpaaunuje. Mako cim Hukapa
HUje KOPUCTHO $OHOrpad [P UCTPAKUBAIGY, OUO je CBeCTaH 3Ha4aja U KOPHCHOCTH
OBOI' HOBOT METOAQ AOKYMEHTOBalha HAPOAHMX IlecaMa, Koju je omoryhwuo
IIpoHaAa3ak ypehaja 3a cHUMame U PeIIpOAYKIIHjy 3ByKa.
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OBaj TexcT ycpeacpebheH je Ha merose Mame IIO3HATe MOAYXBAaTe AA IPHOABH
IpBe HampaBe 3a CHuMame koje 6u CaoBeHriuMa omoryhrae pa CHUMajy HapoAHe
IecMe Ha TepeHy U yCBOje HOB IIPHUCTYII HCTPAXKUBAKY HapOAHE My3Hke. 3aCHOBaHa
Ha ACTASHOM NPOYYaBaKky PasAMYUTHX APXMBCKUX AOKyMEHATa M pPeAeBaHTHe
AUTEpaType, OBa CTYAHja MMa 3a Il Aa uciuTa llITpexeses AOIPUHOC HCTPAXKUBARKY
HApOAHe My3HKe momohy HOBHX TexHHMYKMX ypehaja u HOoBe MeToAe 3ByuHe
AOKyMeHTaI[Hje TepeHCKor ucrpaxusama. [locrasrajyhu IllTpekesese maanose u
IIseBe Y IMPH KOHTEKCT HCTPaKUBakha HAPOAHE IIecMe, OHa IIOKYIIIaBa OATOBOPUTH
Ha IUTambe KOAMKO Cy IheroBe HAeje o Kopuinhewy ¢poHOrpadpa M CHUMADEHHX
Marepujara O¥Ae aMOMIIMO3HE U HAIIPeAHe Y PaHOM IepHOAy KopHinhera 3BYIHHX
CHHMAKa 32 HCTPAXUBae HapOAHE IIecMe.

Irpexes je maaHMpao CHCTeMAaTHYHe M eKCTeH3MBHE CecHje CHHMama 3ByKa
0A camor modeTka npojexta Hapoghe iiecme y Aycitipuju, a Takobe je maanupao u
KyIHOBUHY O0apeM ABajy ypebaja 3a cHuMate, kao 1 Beanku 6poj nuanapapa. Op 190S.
FOAMHe HaOBaMO H3HOBA je YKasuBao Ha ropyhy nmorpeby sa ymorpebom ponorpada,
IIOTOTOBY KaAad je ped O CHHMAlby BHINETAACHHX HapopHux mecama. Cyaehm mo
APXUBCKUM AOKYMEHTHMA, CAOBEHAUKH 0AO0p Koju je IlITpekes mpeaBoano 6uo je
jeAQH oA HajHATIPEAHHJHX 0AOOpa ¥ OKBHPY IIPOjeKTa IIPUKYILoatha HAPOAHUX [IecaMa
y AyCTpOYTrapckoj y TOTAeAy CHCTEMATHMYHOCTH M OIICera IAAHMPAHMX CHHMama
3Byka. [lopep Tora, IllTpekes je yTpo IyT 3a HOBY MCTPAXXKMBAYKY METOAOAOTH)Y
nocMatpajyhu ponorpad kao objexruBHu ypehaj koju BepHO eBHAeHTHpa H
CAY>KH K0 OAAMYAH AOAATAK MY3HMYKOj HOTAILjH, U Takohe cxBarajyhu moxparmeHe
IIMAMHAPE Kao AO0Ka3 U pedepeHIly Ha My3HuKy HoTalujy. Hlako cy merosu maaHosu
PeaAnM3OBaHH y BeOMa CKPOMHOM OOHMY, HeroBe HAeje M TPYA CY AOIPHHEAU
YHIEHHUIIN AQ je 3ByYHA AOKyMEHTAlija yIIAQ y yHOTpeOy B y OCTaAuM OAbOpHMa
ayCTPHjCKOT IPOjeKTa, a KACHH]e je IPU3HATA Ka0 BPAO BaXKaH METOA HCTPAXXHBamkha
HAapOAHE MY3HKe.
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ABSTRACT

KARMA, founded in Trabzon (Tiirkiye) in 2011, brings together audio-visual
archival materials from the Black Sea hinterland. The goal of this article is to pro-
mote the epistemological and institutional background and actions of KARMA
with its short history, objectives, and current applications for digital preservation.
In this context, we will present how KARMA adapts Latour’s actor-network theory,
Deleuze and Guattari’s rhizome, and Akat's focus strategy model. We will also stress
the importance of both micro and macro perspectives in order to understand the
music cultures of the region through historical collections and new connections.
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Keyworps: KARMA, Black Sea, music archiving, focus strategy, digital
preservation.

AIICTPAKT
Apxus KAPMA, ocnosan y Tpa6sony (Typcka) 2011. roaune, objeaumyje
ayAHO-BU3YeAHH apPXUBCKH MaTepHjaA us peruje obase Ipuor mopa. Lus oBor
YAQHKA je AQ Ce IPOMOBHMIIY eIMCTEMOAONIKA M HHCTUTYLMOHAAHA [TO3aAMHA U
aximje apxusa KAPMA TokoM KpaTke MCTOpHje OBe MHCTHUTYILHje, IIUAEBU U
TpeHyTHe IPIMeHe AUTHTAAHE TIpe3epBalyje. Y TOM KOHTEKCTY, IpeacTaBuheMo
kako KAPMA mpuaarobhasa AarypoBy Teopujy akTepa — Mpexe, Aeae3oBe H
l'aTapujeBe pusome m AKarToBy cTparerujy ¢poxyca, Te HCTHUYe 3HA4aj MHKPO
M MaKpoO IepCIIeKTHBa, KaKo Ou ce pasymesa My3HUKa KYATYpa peruje Kpo3

HCTOPHjCKe 30HUpKe 1 HOBa [IOBE3KBaba.

Knyune peum: KAPMA, IlpHOo Mope, apxuBHpame My3HKe, CTpaTerdja ¢okxyca,

AMTHTAAHA ITpe3epBalyja.

INTRODUCTION

The Karadeniz Music Archive (KARMA) was founded in 2011 in Trabzon, the
center of the Eastern Black Sea Region of Tiirkiye, with the aim to bring together
audio-visual archival materials from the Black Sea hinterland.’ The starting point
of KARMA was to collect, preserve and sustainably transmit only the music of the
region, in order to fill a gap caused by the lack of sound and audiovisual archiving
institutions. The initial thoughts about the establishment of the institution such as
KARMA revolved primarily around the need to improve audio-visual archival con-
sciousness in the official bodies in Tiirkiye.

Although recording and archiving sound were invaluable contributions to the
field in the last quarter of the 19th century, the first field recordings in the region were
made in 1929 by Turkish scholars from the Istanbul Conservatory (today: Istan-
bul University State Conservatory).* Then, in 1937 and 1943, scholars based at the
Ankara State Conservatory (today: Hacettepe University Ankara State Conserva-
tory) conducted compilation tours and recorded many folk songs from the region.®

3 The Black Sea hinterland or cultural basin can be defined as a very large area that has had contacts
with the Balkan, Crimea, Azov, Caspian, Caucasian, and Anatolian geographies.

4 Tt was the fourth compilation tour conducted by the Istanbul Conservatory and it involved the
Eastern Black Sea Region of Tirkiye. One of the prominent Turkish musicologists Mahmut Ragip
Gazimihal, who took part in this tour, published his observations and field notes in the same year with
important documentation (Gazimihal 1929).

S Muzaffer Saris6zen, who was the Chief of the Folklore Archive of Ankara State Conservatory, was
the leader of these tours. With one of his partners in the field (Halil Bedii Yonetken), he published the
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In 1937, Adnan Saygun carried out independent fieldwork on the eastern Black Sea
coast and near Georgian border, and he published a book in the same year.’ These
were only the pioneering works, and they have been continued with new ones by
dozens of Turkish researchers until the present day. Some foreign scholars such
as Laurence Picken (1952), Kurt Reinhard (1963 and 1968), and Martin Stokes
(1986-1988) also did fieldwork and collected audio-visual recordings in the Eastern
Black Sea Region. However, there were serious problems regarding the archiving
and preservation of the obtained materials.”

In this article, we will discuss KARMA's attempts to sort these problems out and
how it has helped the understanding of the nature of the Black Sea music cultures.
Within this scope, KARMA's institutional background and actions will be discussed
chronologically. Moreover, the epistemological background that shaped the strate-
gies of the archive over the years will be illustrated by specific examples from its col-
lections. In this context, we will present how the work conducted at KARMA adapts
Bruno Latour’s actor-network theory, Gilles Deleuze and Felix Guattari’s rhizome, and
Abdullah Akat’s focus strategy model. We will stress the importance of both micro and
macro perspectives in order to understand the music cultures of the region.

WHAT 1s KARMA?

KARMA was designed as a 2-year project,® supported by the Unit of Karadeniz
Technical University (KTU)’ Scientific Research Projects. The project team consist-
ed of three scholars; Abdullah Akat (the leader), Beyhan Karpuz (an expert librari-
an) and Mustafa Aydin (an expert on the Black Sea folk music and dance). In the first
phase of the project, the physical infrastructure of the archive was constructed and
equipped with essential technical devices and software.'* After hiring two employees
to focus on the digitisation of the materials and digital protection, and systematise
the core collections, the archive officially opened in 2014. The project team also
worked with scholars, collectors, discophiles and others collaboratively, in order to
gather recordings related to the different parts of the region, organise new fieldwork
projects, and digitize and/or copy audio-visual materials from existing historical col-
lections and/or music market records.

notes concerning these fieldworkprojects in the 1940s.

6  Rize, Artvin ve Kars Havalisi Tiirkii, Saz ve Oyunlari Hakkinda Bazi Malumat [Some information on
the folk songs, instruments, and dances of Rize, Artvin, and Kars Regions], 1937.

7  Atthattime, some of these collected recordings were put in the archives in Ankara and Istanbul, but
they were not accessible to scholars, even worse a significant part of them could not be survived and
never be transferred to date, unfortunately.

8 Later, the project support period was increased to three years by the council.

9  Since reorganising of the universities in Tiirkiye in 2018, KARMA has been handled by the Trabzon
University State Conservatory.

10 A working area and a DigiLab within the conservatory and a very useful room in the Central
Library of Karadeniz Technical University were arranged for the researchers working on this project.
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These research activities mostly stemmed from Abdullah Akat’s PhD thesis
(2002-2010), in which he examined the process of change in the music of the
Eastern Black Sea Region within the framework of (net)tachmental thought (Akat
2010). In a way, the 24 areas which were indicated by Akat formed the basis of the
collections in the archive (Akat 2010). These collections start from the Ordu district
in the west and continue to the Georgian border at the coastline in the east. This
type of classification which is caused by cultural features of the region is analysed
in accordance with the valley settlements, but also regional location, demographic
structures, ethnic communities, the natural and geographical conditions'' and, of
course, agencies. While all the old/new materials obtained from different archives
and fieldwork projects were included in the collections according to this model, all
the data collected outside of these areas were first stored in a separate place and then
analysed and grouped using the same theoretical approach. The new groups estab-
lished in this way were subsequently either transformed into a new collection over
time or continued to be used as supplementary sources in associating networks. The
epistemological background of the archive was structured around Bruno Latour’s
idea (which derives from De Tarde) of developing micro approaches to macro struc-
tures (Latour 2002, 9). Latour’s actor-network theory (ANT) is “a very crude method
to learn from the actors without imposing on them an a priori definition of their
world-building capacities” (Latour 1999, 20). It refers to alternating between two
types of equally powerful dissatisfactions of social scientists that can be concentrat-
ed either on the “micro-level” (i.e. face-to-face interactions, local sites, participants,
agency, individual, etc.) or “macro-level” (i.e. society, norms, values, culture, struc-
ture, social context, etc.). The ANT focuses on the movement of change in the sub-
sequent perspectives of social scientists, who have always come to the conclusion
that they missed something between these dissatisfactions (Latour 1999, 16-17).
Therefore, “ANT is simply a way of paying attention to these two dissatisfactions, not
again to overcome them or to solve the problem, but to follow them elsewhere and
to try to explore the very conditions that make these two opposite disappointments
possible” (Latour 1999, 17).

The Black Sea is a region that hosts many different communities in small areas.
For this reason, no matter at what level one looks at the musical cultures of different
communities, it definitely leaks to the other. Some performance styles from KAR-
MA’s Akgaabat-DiizkGy or Magka collections could serve as examples of this. There
are many network clusters with different musical cultures of Rum and Turk com-
munities. Kemenge, davul and zurna are the main instruments that accompany the
dance “horon’, although these instruments can be played in different styles. Howev-
er, all these instrumental, melodic and rhythmic characteristics have been shaped by
numerous actors/actants from different roots or anonymous for hundreds of years.
Therefore, it is much more satisfactory to explain the definition of the nature of these
musical cultures in the region through the agent networks that connect each of these

11  Topography, the weather, flora, and biota of the region can be divided in two parts, namely the
seaside and mountainous region.
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communities and transform them over time, rather than the strained approaches
claimed to originate from uncertain roots. Accepting that each of the communities
that evolved from tribal communities into modern-day societies has a share in the
local culture should be considered as a prerequisite for the survival of that culture.
Since these differences actually ensure our survival, it is necessary to look at each
experience from all angles (Said 2004, 76). Although the analysis of the process does
not require us to focus on the origin, it consists of elements that give life to human
or non-human relationships; hence actions called “change” require more thinking.

In this context, Latour (2005) also explains the type of actors and then defines
non-human agencies and the object participants in the course of action. If we think
ofhis discourse in terms of music studies, the actor can be derived from everyday life
practices; on the other hand, an instrument, an asik, a makam, a ritual, a concert, or
a composer can be defined as an actor (Akat 2010). Even a plateau can become an
important agent, as demonstrated by KARMA collections.'” For instance, Kadirga
Plateau is a decisive influencer and has an actant role in the music and dance cultures
of many communities occupying a vast area. It brings together the Magka and Agasar
valleys of Trabzon, the Harsit valley of Giresun, and the Torul district of Giimiishane
on the back slopes of the mountain range. Kadirga Plateau transformed all of the
aforementioned areas gradually with the tradition of transhumance and plateau fes-
tivals that has been going on for hundreds of years.

On the other hand, the network does not correspond either to the society or
the structure. The concept of “network” refers to transformations such as Deleuze
and Guattari’s rhizome, and it is entirely different from the popular meaning of the
word (transport without deformation, or instantaneous, unmediated access to ev-
ery piece of information) (Latour 1999, 15), It implies relationships that emerge
suddenly from anywhere and establish new networks without any original connec-
tion with the place that they originated from (Deleuze and Guattari 1987). At this
point, KARMA has been focusing on relationships that change through repetition
and imitation rather than the origin, and their reflections in everyday life practices.
So, KARMA'’s mission has been to bring together the resources that will shed light on
the processes of change of the music of the Eastern Black Sea Region and follow the
movement of the “actor” and “network” both separately and together.

Over the two-year span, a significant part of the collections recorded in the field
by institutions and individuals in Tiirkiye had been collected at KARMA, which was
designed to create the first audio-visual archive regarding the music of the Black Sea.
Among them, there were many collections copied from the Radio Archive, Istan-
bul Conservatory, archives and libraries of other universities. In addition, individual
recordings and discographies prepared by dozens of important musicians (or their
family members) from various parts of the region, such as Remzi Bekar, Hasan Séze-
ri, Iberya Ozkan Melagvili, Ali Geng, Sevket Koroglu and Hakk: Biyikly, were also
included in the archive. During the first phase, although KARMA seemed to have

12 See some private collections of KARMA collected by Abdullah Akat, Hakki Yilmaz, Abdurrahman
Erdogdu, Senol Bryikl.
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fulfilled its goals in the region, it was largely lacking in the standard applications in
the world in the field of music archiving. Therefore, it needed to be developed and
expanded in every sense.

EXPANDING NETWORKS AND FIRST PERIPHERAL CONNECTIONS

Justlike Deleuze and Guattari's understanding of rhizome, local cultural products
are characterised by immeasurable richness and unquestionable qualities that emerge
unconditionally in every environment. One of the main purposes of KARMA has
been to collect local cultural products with all of their differences, regardless of how
complex they might appear in terms of analysing cultural interactions and changes.
With this understanding, the differences that actually unite people were emphasised
by tracing numerous created networks. We also ensured the identification and
correlation of differences with one another.

The historical and current audio-visual sources that constituted the archive in-
ventory started to show that the networks formed in the Eastern Black Sea Region
were gradually expanding towards different areas of the Black Sea. For instance, in
2012, the need to explore the relations between Crimea and the Eastern Black Sea
Region arose (for more details, see Akat 2012). Those were followed by the first
peripheral connections towards the Balkans in the same year, and then to Cauca-
sus in 2013. The development of these connections has increased the interest of
researchers working on the KARMA project in historical sources formed since the
early records in these territories. The first ethnographic investigations with audio-
visual recordings on music studies in or around the Black Sea were carried out by
researchers from countries such as Germany, Hungary, and Russia at the very begin-
ning of the twentieth century."® Therefore, it was necessary to visit the phonogram
archives which contained the oldest sound memories of the world and to examine
the records to understand the networks that created environmental impact. We con-
ducted research in these phonoarchives and transferred as much material as possible
to KARMA.

In this process, Abdullah Akat prepared a new project to build relations with
European archives. His proposal was supported by TUBITAK, and he worked in
the Berlin Phonogram-Archive in 2013 and 2014 as a post-doc researcher. In Berlin,
he found lots of audio-visual materials recorded by Kurt Reinhard in the Eastern
Black Sea Region of Tiirkiye in 1963 and 1968. He also worked on many other col-
lections'* from the Black Sea hinterland that had been recorded by scholars since

13 Also, significant historical sources were collected in the Balkan countries in the late Ottoman era
and then generally in the 1950s and 1960s. For instance, from Northeastern Bulgaria and Dobrudja,
there are many recordings housed in the Institute of Art Studies at the Bulgarian Academy of Sciences.
As another example, the Archive of Tbilisi State Conservatory has stored field recordings (the first
recording was in 1907) from different parts of Georgia and the Caucasus.

14 These consist of a total of 63 collections, but Akat focused on 9 collections that can be traced
through the actor/actant network based on KARMA's existing collections during his research (for



59

ABDULLAH AKAT AND OZGUN ARDA NURAL
MANAGING KARADENIZ MUSIC ARCHIVE (KARMA)

1909' (Akat 2015). This work demonstrated that the Eastern Black Sea region of
Tirkiye and the communities living all around the Black Sea and their everyday life
musical practices should be examined in terms of historical, social, and cultural ties,
with an aim to present their formation and transformation. Akat’s work also high-
lighted how the Black Sea is important for its surroundings as an agent and how it
contributes to cultural mobilisation and intercultural interactions. From there, he
also visited some other European archives and tried to establish new relations with
foreign institutions and archives on behalf of KARMA. Consequently the archive
was converted into a proper data provider to discover the links among the different
parts of the Black Sea.

COLLABORATIVE EXPERIENCES

One of the important considerations in the development of archival collections
is a collaborating strategy in the fields of education, technology, research, and man-
agement. Hence KARMA has done numerous collaborative activities with public
and private institutional partners, nongovernmental organisations, and individuals
both in Tiirkiye and abroad.

The first educational cooperation was done with the Berlin Phonogram Archive
in 2013. Beyhan Karpuz, from the KARMA project team, was invited to Berlin to
study the cataloguing of archival materials and preparing tree data structures for
the archive collections. After this collaboration, we reorganised some structural
things in KARMA, such as updating the data input fields, and tabs of the web-based
software.'¢

more details, see Akat 2015).

1S For example, Adolf Dirr (1867-1930) recorded 38 cylinders with a phonograph during his
research activities when he stayed in the Caucasus between 1909-1914. Dirr, who was working in the
Munich Museum of Ethnology during that period, sent 31 of these cylinders to Berlin in 1914. The
records have been obtained from the Abkhas, Laz, Mingrel, Ossetian, Svan, Tatar, Azeri and Turkish
communities since 1909. There are 37 pieces in these 31 cylinders and 15 of these pieces were compiled
from the Tatars, 9 from the Abkhas, S from the Ossetians, 2 from the Svans, 1 from the Turkish people,
1 from the Mingrels and 1 from Laz people. The importance of this collection is that the second
largest settlement of these communities after the Caucasus is Anatolia and most of them have lasting
relations with the Eastern Black Sea Region. The musical culture of these communities who still live
in the Caucasus and have important interactions with the Eastern Black Sea Region, in respect of their
dispersion and immigration areas, is still living or its traces can still be seen.

16 Between 2012 and 2016 KARMA used Midas Digital Archiving System which was developed by
MikroBeta company in Tiirkiye (see Figure 1). The KARMA team also worked on the Midas menu
that it used and developed and revised the system according to its own requirements with the solution
partner.
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Figure 1. KARMA web based digital archiving system, MIDAS.

The Department of Information Technologies (IT) and the Department of
Library Services of KTU cooperated with KARMA in order to build and develop
applications for server networking, system management, climatisation, restoration,
preservation, and recycling. In addition to the project budget, some of the required
facilities and equipment like working rooms, digitisation laboratory, recording stu-
dio, uninterruptible power supplies, etc. were provided with the cooperation of the
State Conservatory and General Directorate for Construction Affairs of KT'U.

After completing the infrastructural issues of the archive, these collaborations
have continued with many joint research activities and projects. The first collabora-
tive memorandum was signed with Thbilisi State Conservatory in 2014. It basically
included sharing archival materials, organising new fieldwork projects, digitisation
works, exchanging experiences, and so on. Within this scope, Turkish and Georgian
research teams did numerous joint fieldworks, academic visits, teaching exchang-
es, traditional music and dance events, workshops, and publications over the 5-year
period.

Apart from the archival work such as collection development, digitisation, pres-
ervation, and exhibitions, since 2014, KARMA has organised other events with a
number of partners — e.g. symposia, panels, workshops, Black Sea Music and Dance
Days, and so on. Thanks to these unique collaborative experiences KARMA not
only gained its foothold, but also has grown steadily and its scope has been greatly
expanded with old and new audio-visual archival materials obtained from different
foreign sources.
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FocusiNnGg oN BrLack SEA Music THROUGH KARMA

The Black Sea is generally defined as a competitive field with many antagonisms
in its history [Aydin 2020, 12], although there have been many historical and cul-
tural layers and some existing common traditions in its hinterlands. Because of this
preconception, it is not an easy task to make collaborations in many fields about
the Black Sea. However, on the one hand, KARMA has been trying to change this
negative conception and attach these related geographies, communities, and local
cultural products like music and dance to each other. So, it can be said that the aim
and epistemological background of the archive has also evolved since it was founded
and we had to rethink Black Sea music again.

On the other hand, in his recent article Re-Thinking Black Sea Music: Micro and
Macro Perspectives, Akat asked: “why have Black Sea music studies not been associ-
ated, studied together, compared, or discussed by the music circles and academics
until today? And, can we define the Black Sea music and mention common charac-
teristics of the music around the Black Sea?” (2021, 230) Akat emphasised the un-
communicative atmosphere of the Black Sea due to politics, incuriousness, econom-
ics, and more importantly existing and frozen conflicts, which is why the political
borders in the region have never been overcome; however, he argued that cultural
boundaries and political boundaries could be defined in quite different ways in the
Black Sea region.

In recent times, many audio-visual materials have been collected from the re-
gion and some pioneering steps have been taken to shed light on this circum mare
culture with new archival projects and publications. For instance, Jim Samson did
fieldwork in various locations around the Black Sea and tried to narrate the music of
the Black Sea hinterlands for the first time in a comprehensive way in his book Black
Sea Sketches (Samson 2021). Some other maverick studies have inspired different
perspectives, e.g. Dogu Karadeniz Bolgesi ile Kirim Arasimdaki Sosyal ve Kiiltiirel Et-
kilesimler [Social and Cultural Interactions Between Eastern Black Sea Region and
Crimea] (Akat 2012); Karadeniz Havzasinda Miizik Calismalar ve Kiiltiirel Isbirligi
Potansiyeli [Music Studies and the Potential of Cultural Cooperation in the Black
Sea Basin] (Akat 2020); Ancient Theatre and Performance Culture Around the Black
Sea (eds. David Braund, Edith Hall and Rosie Wyles 2019). Furthermore, it is im-
portant that new audio-visual projects have been established in the region."”

At this point, it is necessary to describe the role of KARMA in terms of both
being the first project and offering a unique background as a research archive. A new
approach was necessitated by the enlargement of the sizes of the networks examined
and cataloged according to Latour’s approach within KARMA, the transformation

17  Aside from KARMA, we should mention the OLKAS Project: “From the Aegean to the Black
Sea — medieval Ports in the Maritime Routs of the East” (2012-2013), “Polyphony Project — Unknown
Ukraine” (An online archive of musical folklore) (2018), Academy of Music, Theatre and Fine Arts,
Moldova — “The Musical Heritage of the Republic of Moldova (Folklore and Composition): Update,
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of the expanding networks into intersecting clusters, and the lack of studies and data
on these common areas of the intersecting clusters. This need for a new approach
was gradually becoming more and more evident with the collaborative research
activities carried out after 2014. During the same period, Akat designed a module
for undergraduate students at the conservatory titled “Music Archiving”, and some
of these students were also working in the DigiLab of the archive in order to gain
knowledge and get practice on archival issues. He broadened his focus from area
research to the intersectional clusters, and at the same time approached the field
from a micro-perspective, both from historical sources and personal experiences. It
encouraged him to adopt a “focus strategy”'® Akat has adapted this term into eth-
nomusicological research and used the focus strategy model in archiving through
KARMA since 2015. According to his approach,"

The Black Sea and all fields in the world, including water and airspaces, are within the
political competition area of states. These areas of competition appear in different
ways through culture and manifest themselves obviously, especially in the ownership
of local cultural products. Here, what needs to be done is to overshoot the global
and national strategies and focus more on the local. For this, it is necessary to put
off all kinds of dilemmas, contradictions, pessimism, and speculation. Capturing
differences without any hesitation in cultural backgrounds and musical practices
allows us to explore the niche. After that, it is necessary to protect and understand
the niche in the local cultural products and refocus on the field after defining the
correlations of networks. The decisive thing in refocusing is to trace how the
networks expand and where the different networks intersect. Intersecting networks
can be numerous and diverse, as well as symmetrical or asymmetrical. In this case,
similarity and sameness factors should be taken into account as well as differences.
On the other hand, refocusing should not be random; since to focus everywhere
means wasting a lot of time for a researcher, refocusing should be based on purpose
and network analysis and the focus situation should be repeated as necessary (Akat
2015, Lecture Notes).

The first practice in KARMA through Akat's focus strategy model started with
collecting data from the intersection areas of the networks that were determined in
the axis of previous studies. In this context, mutual activities such as organising new

Systematization, Digitisation Project” (2015-2019).

18  The focus strategy, which is a kind of competitive strategy, is a term generally used in marketing;
it is one of Michael Porter’s archetypal three strategies (1980), and it aims to serve the needs of a
specific buyer group better than any other competitor. According to Porter (1980, 294-295), the
protected niche is one of the ways for competing, like a global or national focus: “The focus strategy
always implies some limitations on the overall market share achievable” (Porter 1980, 40), and it refers
to the identification of a niche market and the launching of a unique product or service in that market.
Therefore, if a company uses a focus strategy, it may concentrate on geographic markets or a particular
group of customers.

19 This quotation has been prepared by compiling from Akat’s lecture notes and has not been
published before.
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fieldwork projects and sharing archival data among the partners have been expanded
both in Tirkiye and around the Black Sea. Therefore, the micro perspective — to
focus on the differences, which was the main strategy of the archive at the beginning,
was moved to a different dimension with the focus strategy towards the intersection
areas of the networks. Consequently KARMA started to provide a proper base for
using macro perspectives on specific areas in the Black Sea cultural basin. Thus,
while creating a structure that could be used with micro and macro perspectives® in
Black Sea music studies step by step, the principle of focusing on the relationships
which glorify change has been maintained without any interruption. In this context,
the road to rethinking the Black Sea music through KARMA has been opened, and
a fresh base has been prepared for different new approaches. Because, in the archive
collections, there are various sources that can give us some opinions regarding the
ethnomusicological past of the Black Sea through the melodies that were forgotten
or not used in the same areas today. Also, some of these materials enable analyses
concerning the cultural transformation processes of communities in the past of the
respective regions. Even though there exist numerous special characteristic features
region by region, the archive collections show us that there are also important
similarities regarding instruments played, melodies, motifs, rhythm structures, and
language features in the Black Sea cultural basin. In fact, it can be seen that the same
melodies can be spread with the same and/or different names, sometimes with the
same and/or different subjects and/or contents, in the related geographies.

For instance, a song from Adolf Dirr Caucasus 1909-1914 collection tells the
story of “Hasan”. We can also find the same story with a similar melody in the Prus-
sian Royal Phonographic Commission Prisoner of WWI Recordings 1915-1918
collection, where a Crimean Tatar prisoner sings it with almost identical lyrics. And
finally, we find this song in the Turkish Radio Television (TRT) Archive collection
and TRT Folk Songs Repertoire as “Drama Kopriisiinii Gece mi Gegtin?” [You
Crossed the Drama Bridge at Night?], and registered as a Rumelian®' folk song. The
song is also sung all over Anatolia and people generally know this story with some
variants. This song is just one example of how one can follow the traces of networks
all-around the Black Sea through KARMA. In this context, KARMA gives us an op-
portunity to focus on the Black Sea music from both broad and narrow perspectives.

CURRENT PRACTICES

Walter Benjamin’s cultural-historical method, “takes waste, rubble, and ruins as
its starting points for a multi-layered excavation of the slow emergence of moderni-
ty” as media theorist Jussi Parikka noted in his Media Archaeology (2012, 90). There-
fore, audiovisual archives can be defined as highly valuable media storages and mod-
ern memory institutions that transfer these piles of “waste” that have accumulated

20  According to Akat, micro and macro perspectives should be considered one after the other first,
and then together in Black Sea music studies. For detailed information, see Akat 2021.
21 Itis the name given to the south of the Balkans since the 14th century in the Ottoman Empire.
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over time since the early days of audiovisual recording. In fact, as the monuments of
time, music archives serve as the implicit starting point of many historical studies.
Despite their importance, they have been almost disregarded for along time in many
underdeveloped or developing countries, or they have generally been thrown into
the background by institutions and even ethnomusicologists.

The work of KARMA was interrupted unprecedentedly in 2018. The process
started with intense rumors about the division of the Karadeniz Technical Universi-
ty in the second half of 2016. After some time, the agreement with Midas Digital Ar-
chiving Software was canceled because of budget limitations in 2017. KARMA faced
losing its digital data on the web and had to cut all online database works because it
was not possible to buy a new archiving software. And finally, in May 2018, the Kara-
deniz Technical University was officially divided in two and the State Conservatory
(so the archive as well) was linked to the newly established Trabzon University.

The first months of the new university were plagued by uncertainty. Since the
conservatory and the central library had been located on different campuses in
KTU, and they were linked with different universities after division, not only the be-
longings of the archive but also the working rooms, technical equipment, and even
employees were split between the universities. And at the beginning of 2019, when
the conservatory building was converted into the rectorate of the new university, the
printed collections of the archive were left out due to space problems. In the sum-
mer of 2019, the collections were brought together at the Trabzon University after
reconstructing an idle area.’” Thus, at least the collections of the KARMA survived,
and the physical infrastructure of the archive was made useful again. However, the
attempts were not enough to re-establish a valid digital archival system and trans-
fer the archive’s database. In the last quarter of 2019, Akat left his all positions in
the archive and the conservatory and transferred to the Istanbul University, whereas
Nural took over the responsibility for KARMA.>* At that time, Akat also handed
the future objectives of the archive to Nural. It became their priority to recover lost
digital properties, provide the necessary employees adequately, sustain interrupted
practices, support new fieldwork projects, prepare research projects, take part in new
international collaborative activities, and develop professional relations had the pri-
ority. And these prioritised objectives began to be done within the constraints of
the possibilities provided by the Trabzon University since the second half of 2020.
First of all, we had to create a new and appropriate system to the standards of digital
music archiving known around the world and reconsider the digitisation processes
for different types of material. On the other hand, the need to develop techniques for
storing and digital preservation of converted archival materials emerged.

22 It was done by the leadership of Hasan Karal (the Vice-Rector of the university) and Arda Nural.
After long negotiations between Abdullah Akat (the Director of the State Conservatory at that time)
and the head of the Central Library of KTU, some of the sound equipment, servers, computers,
printers, and furniture such as tables, cabinets, and book and document shelves, remaining in KTU
were moved back to the archive. With the help of some graduate students, the indoor spaces of the
archive were organised and all the materials were put in appropriate places.

23 Akat has continued to work voluntarily for KARMA in collaboration with Nural until today.
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Digital preservation is a set of agreed principles and outcomes. For this reason,
the digital material to be protected must comply with the features of predictability,
comprehensiveness, interoperability, interactivity, and sustainability. And these fea-
tures constantly change the task structures of different institutions that make digital
archiving and their relations with other institutions. Neil Beagrie lists these changes
in the digital domain as such: changing patterns of distribution, changing time hori-
zon for preservation, changes in intellectual property rights and archiving rights, glo-
balisation, the information explosion, publications and records, the cultural record,
and the role of the private collector (2003, 3-4).

American Library Association defines digital preservation in three ways: as
short, medium, and long. The ‘long’ definition presents us with a combination of all
processes:

Digital preservation combines policies, strategies and actions to ensure the accurate
rendering of authenticated content over time, regardless of the challenges of media
failure and technological change. Digital preservation applies to both born digital
and reformatted content. Digital preservation policies document an organization’s
commitment to preserve digital content for future use; specify file formats to be
preserved and the level of preservation to be provided; and ensure compliance with
standards and best practices for responsible stewardship of digital information. Digi-
tal preservation strategies and actions address content creation, integrity and mainte-
nance (American Library Association 2007).

Considering all these views, it can be said that digital preservation actually refers
to the organisational steps both before and after the digitisation process. For this
reason, it is very important to develop archival standards and establish interoperable
archive systems for the good operation of the digital preservation process. At this
point, it will be necessary to apply open, closed, or mixed models according to the
needs of the designed archive and to shape the working system of the archive. Today
it is obvious that digital music archives need systematic steps such as planning and
applying methods, quality management, and following up-to-date studies. How-
ever, music archives often experience various difficulties, especially economic and
managerial problems whilst creating collections and technical infrastructure. On the
other hand, the organisational process is not only limited to preservation, but also
expands with situations such as the exhibiting and sharing of digital materials, which
included ethical issues, copyright, etc., and has gained new dimensions that can cre-
ate conflicts of rights.**

While we were re-shaping the digital application steps and working procedures
of KARMA, we benefited extensively from the guideline for digitisation procedures
prepared by Ya-Ping Wang and Mei-Chih Chen (2010) within the context of the

24 IASA (International Association of Sound and Audiovisual Archives) has made significant
contributions to this field with its regular symposiums and publications. Two of these are “TASA-TC
03", which describes mostly the ethical and strategic aspects of digital preservation, and “IASA-TC 04’
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Taiwan e-Learning and Digital Archives Program and the Taiwan Digital Archives
Expansion Project.

Accordingly, KARMA took as reference the model that Wang and Chen applied,
which consists of four main steps, including preliminary procedures, digitisation
procedures, data preservation and value-added applications (2010, 43). Later, we
transformed this model into separate application forms for born-digital objects and
non-born-digital objects in the audiovisual field (see Figure 2).
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Figure 2. A Part of the Flow Chart for Object Digitization in KARMA.

On the other hand, working procedures prepared for KARMA needed to be
supported with proper software immediately. However, we decided that it would
be more appropriate to take an initiative and develop a specific metadata software
directly for KARMA instead of buying an archive software that is compatible with
the planned application steps and wasting time with its modifications. Accordingly,
in the last quarter of 2020, the content developed by Nural over the metadata tree?
prepared by Akat was presented to the newly created IT service of the Trabzon Uni-
versity and the process was started. Thus, KARMA metadata software was created by
the Trabzon University Digital Transformation and Software Office in 2021 as anew
software with all its components.

a practice handbook on the preservation of digital audio objects.

25 The metadata tree was prepared based on the epistemological background of KARMA, upper
and lower headings were created by referring to cataloging systems such as Dublin Core, Marc, and the
Library of Congress.
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KARMA metadata archive software has been prepared to serve in Turkish and
English. Since it is a new software, the testing phase is carried out simultaneous-
ly with the data entry. To date, approximately 1500 data entries have been made
and many detected errors have been corrected, while efforts to find solutions for the
currently detected errors are continuing. Accessing different versions of an object
through a catalog record, being able to go to the detailed information page through
each data’s own tag, providing the option to reduce the unnecessary data load in the
system by detecting the same versions of a digital data, allowing data to be created
or updated by more than one person simultaneously, and having an open ground for
development are important advantages of the software.”®

KARMA metadata software aims not only to find a solution for recovering the
lost digital properties of the archive but also to make an important contribution to
the field of music archiving, after correcting its deficiencies. And we see it as a step
that can contribute to participating in a federated search system for music archives or
designing the architecture of such a system. Also, KARMA continues to work on its
other objectives, including taking part in new international collaborative activities
and developing professional relations.

We made efforts to hold the 7t Symposium of the ICTM Study Group on Mu-
sic and Dance in Southeastern Europe (SEE) in Trabzon in 2020, to introduce the
archive and to promote KARMA as the basis for focusing on new perspectives in the
Black Sea music. Although the process did not work as planned due to the Covid-19
pandemic and the symposium was held online in 2021, a sub-study group titled
“Music and Dance in the Black Sea Cultural Basin” was established under the roof of
the ICTM Study Group of SEE after this symposium. We expect the archival collec-
tions of KARMA to grow in parallel with the focused work of this sub-study group
in the future.

CONCLUSION

In this article, the processes that KARMA has undergone since its establishment
have been discussed from various perspectives. Although the physical conditions,
technical equipment, employees, and digital infrastructure of the archive have expe-
rienced great changes, the epistemological background and the studies carried out in
this framework and the created collections have always kept the archive alive and rel-
evant. KARMA provides us with an opportunity to reveal the new links for the past

26 Asthe metadata software is planned to serve users both locally and via the internet in the future,
Asp.net infrastructure is used and the database is prepared with MS SQL. Data security is created using
raid § infrastructure. This infrastructure allows a new hard disk to be installed in the system without
losing data, even if any of the hard disks in the system are corrupted. In addition, it creates different user
authorisations on the software in order to prevent data leakage. The software has simple and advanced
search options along with basic tabs on its web interface such as Home, Register, Login, About Us,
Contact, Links, Appointment Form, Visiting, and Working Hours.
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and present-day music of the Black Sea by bringing together audio-visual recordings,
related documents, and every kind of old and new source that can tell us something
of the music of this circum mare culture. Considering the size of the geography, it can
be said that KARMA is still at the very beginning. The collections of KARMA give us
some opinions regarding the period of their acquisition, and melodies that have been
forgotten or not used in the same area today testify to the region’s ethnomusicologi-
cal past. Also, they enable analyses concerning the cultural transformation processes
of communities in the past of the respective regions. To sum up, the archive is trying
to fulfill an important mission today because the previous studies carried out in the
Black Sea cultural basin and related audio-visual materials were rather scattered due
to a variety of reasons: geopolitical, social, and economic.
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AbBAYAA AKAT U O3TYH Arpa Hypaa

VIIPABASAE MY3UYKUM APXUBOM KarapEHU3 (KAPMA):
OCHOBE, IOBOMbIIAKA U TPEHYTHE ITIPUMEHE

(PE3MME)

Mysuuku apxus Kapapenns (KAPMA) ocrosan je y Tpa6sony, nenrpy Mcroume
npaoMopcke peruje Typcke, 2011. ropuHe, ¢ IMAEM AQ IPUKYITH AyAHO-BU3YEAHH
ApXMBCKU MaTepHjaA KOjH je HacTao y Toj peruju. Mnak, naummjasna Tagka nmpojexTa
KAPMA 6uau cy npuKyILbaibe, 1yBaibe U OAPXKUBA TPAHCMUCHjA My3HKe PErHOHA.
Cspxa oBe mucumje 6mAa je AQ Ce HAAOMECTH IIPAasHHHA KOja je HAacTaAsa 360r
HEIOCTOjama 3BYYHHUX U ayAMO-BU3YEAHUX aPXUBCKMX MHCTUTYIIHja, a IPBe UAgje O
uHCTHTYnHOHaAu3anuju apxusa KAPMA HacTase cy mpuMapHO Ad 01 ce ITobomimasa
CBeCT 3BaHMYHUX OopraHa y Typckoj o ayano-BU3yeAHUM apXHBHMa.

Y oBoM wyaamky mnpeucnuryjemo kako je KAPMA HacTojasa aa pemmn
HHCTHTYLIHOHAAHe Ipo0OAeMe apxuBhpama Mysuke y Typckoj, Kao H Kako je
AOTIpHIHEAA pasyMeBamy INpPHpPOAe Mysuuke KyaType Llpmor mopa. Irasumie,
eIICTEMOAOIIKA IIOAAOTA 32 OOAMKOBame CTpaTeruja apXuBa TOKOM TOAMHA cCe
0aBrAa crenudIIHUM IPHMepUMa Y cBOjoj 30upiu. HakoH ommrer mpeacTaBsama
npojexta KAPMA y mpBoM AeAy, XpOHOAOIIKH CMO OTIHCaAM dpa3e Kpo3 Koje je apxuB
IPOIIA0 OA OCHUBAaBKA AO AAHAC. Y OKBHpY TOra, IIPBO CMO Ce 0AaBHAM IIHperbeM
ApXUBCKe 30MpKe IIyTeM Mpexka, y3pOIjMa OBe eKCIIAH3Uje ¥ IPBUM IepHpepHIM
KOHeKIIHjaMa Koje je apXMB YCIOCTaBHO. 3aTHM CMO HArAACHAM 3HA4aj CApaslbu y
Pa3Bojy apXMBCKHX 30MPKH U OOjaCHHMAU KOje BPCTe 3ajeAHHYKHX aKTHBHOCTU CY
CIIpOBeAeHE Y AOMEHY eAyKallHje, TEXHOAOTH]je, ICTPaKHBalba M MEeHAIIMEHTA H3Mehy
apxuBa KAPMA u Apyrux AokasHUX U MehyHapoanux uncrurynuja. Ha xpajy cmo
H3AOXKHAH IpOOAEMe C KOjHMa Ce apXHB CyCpeTao 300r IpoMeHa y KOHeKIHjaMa
C YHHBEP3UTETOM M IIOTeIIKOhe TOKOM OBOI TPAH3UIIUOHOT IIEPHOAA Y IIOTAEAY
MeHarMeHTa. ITpeAcTaBUAM CMO 1 HAUKHE Ha KOje Cy OBU IIPoOAeMH IpeBasul)eHy U
TPeHyTHe IpaKce KOje apXUB CIIPOBOAM.
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Ykparko, 3aksyunan cMo Aa Ham je KAPMA aaAa IpHAMKY A2 OTKpHjeMO HOBe
Bese usMelyy mpommoctu u capammoctu Mysuke Llpror mopa. Mcrakan cmo Aa
APXUB HACTOJU AQ PAAU Y CKAQAY C OBOM BOXKHOM MIECHjOM, jep cy mocrojehe cryauje
6asupaHe Ha KyATypHOM OaceHy LIpHOr Mopa M ayAMO-BH3yeAHOM MaTepHjaAy
KOjU je OMO PAIITPKAH M3 PASAMYUTUX PA3AOTa: TEOMOAUTUYKUX, ADPYIITBEHHUX K
€KOHOMCKHUX.
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ABSTRACT

Following recent technological changes, the archival profession will reach the
moment of surpassing previously dominant mediaspheres, in which sounds and
images were stored in traditionally located archives. This is not to say that tradi-
tional archives are not needed anymore — on the contrary. In this article, I will
try to bring out the possibilities of upgrading traditional archives with the help
of blockchain technology and to analyse the complex navigation between online
market and commodification in the world of contemporary ethnomusicological
contribution to sound heritage archiving.
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ATICTPAKT

Cyaehu mo TexmoAomKMM IpOMeHaMa AO KOjUX je AOIIAO Y CKOpHje BpeMe,
Moxe ce pehu aa he mpodecuje xoje yxaydyjy mocaoBe apxusupama npesazuhu
IPETXOAHO AOMHMHAHTHE MeAaujacepe y KOjuUMa Cy 3BYLH M CAMKEe GHAM dyBaHU
Y TPAAUMIJMOHAAHO OpraHM30BaHMM apxuBama. OBO He 3HAYH A2 TPAAUIIMOHAAHE
apxuBe e Hehe 6uTn noTpebHe — HampoTUB. Y 0BOM TeKcTy hy moxymraru Aa
Marpam MoryhHocTr yHanpehuBara TpaAULIOHAAHNX apXUBa IIyTeM YIIOTpebe
6A0K4ejH TEXHOAOTHj€, Ka0 U AQ AHAAM3MPAM KOMIIAEKCAH HU3 IPOOAEMA BE3aHHX
3a OHAQjH TPXKHILITE K KOMOAUQHKALIH]Y y CBETY CaBPeMEHUX eTHOMY3HKOAOIIKHX
AOTIPMHOCA APXUBHPASY 3ByYHOT HacAeha.

KnYy9HE PEYH: 0A0KHejH, apXUBe, AUTUTH3ALIN]A, 3BYIHO HacAehe.

DIGITISED SOUND HERITAGE AND DIGITAL TOOLS
IN THE NODE OF THEIR COMPLEXITY

Digitisation stands for translating the analogue audio format into an electronic one,
but that explanation does not reveal its true complexity. If we have in mind that digi-
tisation is an outcome of technological translations, then its objects are always al-
ready [technologically] emergent, and neither fixed nor finite (Cameron 2020, 58).
In other words, although a product of technological manipulation, a digitised arte-
fact is more similar to dynamic and semantic process than to a mere product, and its
value lies in its cultural and contextual potential (Suvajdzi¢ et al. 2022, 272). That is
precisely why sound heritage digitisation should not be done only as a technological
or a mechanical task. Instead, due to its complexity, sound digitisation should be
done as an act of an informed decision which is rooted in digital humanity knowl-
edge (Corrado and Sandy 2017, 106).

Before I discuss new technologies and their role in preserving and disseminating
digitised sound heritage, it is important to shed some light on the notions of digital.
What is, exactly, meant by digital in both literature and practical life, and is it really a
part of our everyday reality to an extent that we can already consider it mainstream?

Speaking of the use of digital tools in GLAM institutions,” Lewi, Smith, Cooke
and Vom Lehn argued that in recent years GLAM professions came to a point where
their work cannot be imagined without digital technologies (Lewi et al. 2020, 2).
Nevertheless, Lewi et al. conclude that it still cannot be claimed that digitality has
become a method and language that is spoken fluently (Ibid.).> When compared to
digital literacy, which is characterised by “technical and cognitive skills required to

2 GLAM, as an abbreviation, stands for the institutions that collect, preserve, manage and exhibit
material and immaterial heritage artefacts — galleries, libraries, archives and museums.

3 Similarly, Rodley points to the fact that digital literacy, which might be a standard skill needed for
preserving and disseminating cultural heritage in the 2 1st century, is still not the same as digital fluency,
which is a communicational mode that we are yet to master (Rodley 2020: 88).
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find, understand, evaluate, create, and communicate digital information in a wide
variety of formats” (Rodley 2020, 88), digital fluency would require a specific con-
fidence and developed field of knowledge, which is crucial to a process of heritage
communication in contemporary, fast-paced and networked world, its audiences,
and its consumers. Using digital tools at the level of fluency would bring a profound
transformation and a metacognitive shift to GLAM professions and archiving pro-
cesses. Therefore, digital tools should neither be othered and considered an enemy,
nor praised and fetishised, although both of these radical positions can often be seen
in the GLAM sector (Winesmith 2020, 45). Digital tools should provide profession-
als with the opportunity to transform the archives into visible, accessible, searchable
and interactive databases, reframing the ways of contemplating how we meet, under-
stand, appreciate, and use cultural artefacts of the past.

When speaking about digital archives that work with heritage artefact management,
we should not restrict ourselves to professional conversations about technology and
its usage or efficiency in itself. We should strive to encourage topics and dialogues
that foster the field of digital humanities and then speak about technology from
there. It is important, therefore, to mobilise knowledge from the humanities that
is already present and to make a transdisciplinary leap, so that we can find a way to
integrate technology and use it for a better and more comprehensive approach in
humanities. This might be essential for matters of research, activities and actions that
involve cultural heritage, and for understanding the place of the past in the present
time. Following such an approach, before I present the achievements of blockchain
technology and discuss how it can be used in digitised sound heritage archiving, in
the next few chapters I will concentrate on some issues of the context in which we
find sound heritage as intangible heritage today. This might be important for a deeper
understanding of how blockchain technology can be useful, but also challenging in the
processes of preserving and disseminating digitised sound heritage.

DIGITISED SOUND HERITAGE AND THE QUESTION OF MATERIALITY
IN DIGITAL TIMES

Information can be considered the main unit of materialisation in digital /virtual
space. As McConaghy, McMullen, Parry and Holtzman note, it is the flow of infor-
mation that gives items, individuals and organisations visibility in a digital culture
environment (McConaghy et al. 2017, 461). As it follows, digital space relies on
immateriality that becomes translated to a new kind of materiality — information-
al materiality, given through writings, images, sounds and hyperlinked multimedia
combinations.* What can archives, and, specifically, sound archives do about that,
and how are they related to this state of the art?

4 “Digital objects appear to human users as colourful and visible beings. At the level of programming
they are text files; furher down the operating system they are binary codes; finally, at the level of circuit
boundaries they are nothing but signals generated by the values of voltage and the operation of logic
gates” (Hui 2012, 387).
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The process of digitisation transforms material, or an analogue item, into a digital
one, thus dematerialising its medium and rematerialising it at the same time. Or, more
precisely, it is the process of putting the dematerialised digital item/artefact into a
network-like context or a flow that will rematerialise it in the realm of the Web, or
webs.® This process of making the material/analogue into information rematerialises
the item or an artefact, making it material enough for the digital realm. However,
this process does not come without further questions and issues. For example,
there is still, in a way, a habit or an often-seen attitude that predominantly marks
digital materiality as less material. Speaking of sound archives, they are specific,
since they do not start with the actual, found artefact itself, but with a recording.
Sound archives, thus, do not collect actual field experiences, such as singing per se;
they already collect technological substitutes — recordings that come instead of the
field experience. In other words, in sound heritage archives, the line that divides
material and non-material, or the experiential and technological is already blurred
(Cameron 2020, 56). Moreover, the sound digitising process enhances the issue
of the artificiality of sound heritage recordings because, unlike material archives,
where the field-found item is present together with its marked value — its aura
(Benjamin 1968, 216), sound archives start with the abstract, virtual, technological
copy of the material experience at the field, while being, on the other hand, a
living memory of the humanity (Mkadmi 2021, 58). Hereby, sound archives need
technology, they cannot function without technology, and that marks technology-
related topics, together with digital humanities, as topics of special importance in
ethnomusicological discourses. Namely, of all the different types of archives, sound
or video archives might be the best candidates for technological transformation
and usage of the very new technologies for digitising and networking the digitised
artefacts. This means that the question of technology application in digitised sound
heritage should figure as one of the top priority issues for ethnomusicologists, but
also for information technology professionals and programmers, who should work
together in transdisciplinary teams. As Mkadmi says, “audiovisual documents are
(...) technological media whose contents can only be read and consulted using
technology. (...) As a result, audiovisual archives today represent an essential and
rapidly evolving part of the digital world” (Mkadmi 2021, 59). Nevertheless, it
should not be forgotten that digital archives are not related only to technology, but
also to specific and numerous discursive practices, which makes them part of both
humanist and technological professional discussions (Garcia 2017, 11).

The issue of digitisation is tightly connected to the possibilities of dissemination
of the digitised units, as well as the questions of (mis)using disseminated material,
which can become a point of concern to professionals working in digital archives.
Sound archives are not an exception. In order for the sound archives to function effi-
ciently and to retain their roles to some extent, digital sound heritage archive profes-
sionals think both about digitisation and about digital dissemination management,

S Here Web refers to the Internet, and webs to the other kinds of networks - private, local or
institutional, which are not necessarily connected to the Internet flow.
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as the risk of misuse and abuse of easily accessible artefacts might be significant.
On the one hand, the digital, informational kind of materiality provides visibility,
accessibility, and manageability of data, which is all essential to processes of preser-
vation, revitalisation, and usability of sound files in the case of sound archives, and
it is surely an aspect that can bring benefits in contemporary times. On the other
hand, the possibility of them being copied, altered, and used in different inconsid-
erate ways can pose a real threat to digitised sound heritage. All these perspectives
and problems will be discussed in the next chapters, using blockchain technology as
an example and a possible solution for the aforementioned issues. In order for such
a discussion to be clear, there is yet another topic that should be mentioned: the
audience — users, or contemporary digital-goods consumers.

USER-ORIENTED ARCHIVES AND CONTENT: WHOSE JOURNEY IS IT?

A network might be a network, but in any case, it is approached from the spe-
cific entry points. Or, the other way round, a network might be a multidimensional
communication of informational points and nodes, but it still has its exit points that
actually form another network and give back to the whole networking structure.
These entry and exit points are embodied in the subjects of users. Seen as consumers,
information collectors, researchers, or hobbyists, the users are (providing the Web
2.0 conditions) also content managers and content creators. Thus said, users do not
represent passive entry/exit network ends - they are active, (re)producing nodes,
and what is produced, of course, is information. The information management that
comes from the users imbues the information with the idea of relevance and mean-
ing; it creates a sense of individual or shared identities, and it shapes and reshapes
notions of history and presence, as well as micro or macro communities. In that way,
it is important that there is a discussion about the challenges of digital times, and of
the possible technological solutions to the (fore)seen problems. As much as we may
see sound heritage digitisation as a journey of the professionals, it is as well a part of
the digital journey of present and future archive content users.

The web 2.0 system and the entire digitisation movement has brought about dis-
cussions of the democratisation of knowledge, heritage and art. A significant num-
ber of topics also involve user-related direction of Web material, be it social media
or an archive. These days, users are conceived as autonomous human actors within
a global infosphere (Cameron 2020, 55), and they want to interact with their digital
environment. As much as traditional archives might have been memorialising, con-
servative, limited, and suggestive of a linear history, the new, Web-placed archives
are contemporary collections that work with problem-solving engines, and that are
branching, generative, and non-teleological (Nowviskie 2020, 93). Nancy Proctor
is comparing these archives to distributed networks (Proctor 2020), which is, inter-
estingly enough, exactly the type of a system through which blockchain operates.
Again, making a wise choice towards technology systems and application program-
ming interfaces can help both professionals and users to make heritage digital ar-
chives relevant and interesting in a respectful manner.
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Digital space is quite an unpredictable field; not all users will treat the material
that they might find in the same way. As for a large number of digital sound heritage
archives, the majority of users will still be academics and independent researchers.
Some of the users might also be artists, who look for inspiration for their work, but a
great part of the audience might belong to a miscellaneous group of culture-snackers
that search for ways of connecting with traditional culture in their life (Winesmith
2020, 48); or they could be just passers-by who will search for the opportunity to
share some content through the social networks that they use. Some of the users
might try to download the material and alter it. Some of them might try to copy it
or (re-)sell it. As Andrew Dewdney notes, the main change to the digitisation proj-
ect of online collections has been brought by search engines and sharing platforms
(Dewdney 2020, 74), and that means that we may never know what happened to our
material once we put it on the Web. This can create lots of challenges and problems
with copyright and ownership issues, as well as with constant danger of misusing
and abusing digitised heritage artefacts. Should the archive content, then, be con-
trolled, and how should it be done?® What should be done with all the ethical and
practical questions? Is there a way to protect the posted artefact, together with the
possibility of tracking its usage thoroughly throughout the Web, and if yes, will it
reduce the popularity or visibility of the archive? How can it be ensured that the
artefacts are being used in a respectful manner? In the other words, is there an en-
gine to help professionals do both preservation, revitalisation, and dissemination
of the digitised sound heritage? Blockchain technology might be one of the good
solutions, although it also opens a lot of contradictory questions and conclusions.

BLOCKCHAIN TECHNOLOGY: AJANUS-FACED SOLUTION

Within the world of art and humanities, blockchain technology is often consid-
ered a Janus-faced solution (Jones and Skinner 2017, 9). Blockchain technology was
primarily made for the financial and economic challenges of the present times, which
means that it is dutifully oriented towards transparency, efficiency, technology, mon-
etisation of digital units, payments, and (crypto)capitalist logic. On one hand, it can
be regarded as one of the most secure digital systems of transactions which is highly
praised as a radical ethical solution, and on the other hand, it has been criticised as a
strictly capitalistic, reductionist tool of technological determinism (Jones and Skin-
ner 2017, 17; Zeilinger 2017, 288). Or, if the Web might be defined as the Internet
of information and communication, blockchain can be regarded as the Internet of
money (Catlow 2019, 27).

6 For a sharp critique of the idea(l) of unconditional openness of online archives see Sherrat 2020.
On the other hand, as Sherrat also points out, some benefits of open archives might be quite important:
there are people who would find the archive, and who would never normally come to an archive as
a building; artifacts can be downloadable, which, if controlled, can be of quite a help to researchers;
researchers can choose their path of discovery, and, if the archive is interactive, they can ask questions
on the spot (Sherrat 2020, 116).
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What is, exactly, a blockchain system? It can be presented as numbers of distrib-
uted ledgers, or documentary frameworks that record all the transactions included
in the chain. Here “transactions” can mean financial transactions, but also any action
of transferring a digital unit of any kind. Although first made for cryptocurrency
transactions,” because of its capabilities to ensure a safe environment for buying,
selling, lending, or exchange, it has found its usage as a tool in social sciences and art
(Suvajdzic et al. 2019, 2022). What the blockchain system does is eliminate third
parties, so the one who is offering a digital unit can safely trade with the one(s) who
are buying it or taking it, without further costs or time spent (Chalaemwongwan
and Kurutach 2018, 957). There are no taxes, no providers, and no centralisation. It
is, thus, a decentralised system of communication, and a kind of an archive in which
all the records of what has happened between the parties are written, locked into
the block, and made immutable through hash - a cryptographic suture that “sews”
one block to another and so on. All the records have been timestamped and trans-
ferred from a block to a block, so there is virtually no way of altering the information
that any of the blocks contain. Instead of third-party proof of trust, the blockchain
system offers a cryptographic guarantee of precision, so it could be trustless: both
because it is independent of a trusted source (other than blockchain), and because
it is regarded as proof that nothing can be trusted enough (the verifiers are mul-
tiplied) (Magnhildeen 2017, 313). Although blockchain is a highly technological
system, there are no fewer mediators to the transaction, but more. Instead of one or
a couple of mediators, here all the participants in the blockchain system, as specific
informational nodes, are witnesses to the transaction. Every new recording made is
reflected in all the nodes and verified by them automatically, so it cannot happen that
someone just forges or falsifies any information stored in the blockchain. This makes
the blockchain pretty much of a unique system that a) works with digital units, b)
enables a communicational track that eliminates forging and/or stealing, and c) en-
larges a body of verifiers to the process, with less cost and more efficiency. The longer
the blockchain, the safer it is, which in itself produces a system whose strength is
amplified with more digital units, transactions, and participants involved, and not
vice versa (Myers 2017, 247). Thus, blockchain technology can be regarded as one
of the more revolutionary technological tools for the future (Mkadmi 2021, 137),
and it can be used in a very wide range of professional and practical fields,® including
digital heritage preservation and dissemination.

7 Basic concepts of the blockchain system reach back to Satoshi Nakamoto’s 2008 whitepaper
“Bitcoin: A Peer-to-Peer Electronic Cash System” (Nakamoto 2008). Blockchain itself is developed
exactly for the cryptocurrency market, although its usage is possible and yet to be explored in other
professions and fields.

8 The examples of blockchain-based archives in the fields of art would be the Ascribe platform,
Monegraph, BAE — Blockchain Art Exchange, BigchainDB and many more, which can all be found
online under the same names.
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WHAT CAN BLOCKCHAIN BRING TO DIGITAL ARCHIVES?

As digital sound heritage archives work with digitised recordings, which are
nothing else than digital units that should be accessible, visible, but also protected,
blockchain technology might be an interesting and useful solution. One of the big-
gest problems until blockchain technology emerged was that the digital units, if not
protected adequately, could easily be copied, shared, or altered without permission,
and it might have been discovered late, or it might not be discovered at all. With the
blockchain system, it can never happen — blockchain automatically records all the
changes and writes them into the blocks, so any type of file handling is quite easily
tracked and monitored. Blockchain system, actually, transforms digital goods into
commodities, or tangible goods that can be treated with all their integrity within a
virtual/electronic environment and online world. What blockchain does here can
precisely recall the idea of rematerialisation of the digital; with the blockchain, digi-
tised recordings are not regarded as simple copies of analogue recordings anymore,
or as a mere copy of the traditional archive, but as material, detectable value in itself.

Blockchain systems can also reduce human resources investment. Unlike tradi-
tional archives, where a person — a professional is usually present and in charge of
the task of working with digitised units, with the blockchain the system itself — the
technology - is doing basic work of tracking what is happening with the digitised
files, who is approaching them, who is using which kind of approved action (lis-
tening online, downloading, borrowing, buying, sharing, or altering them for other
purposes) and so on. With the emergence of a new generation of blockchain cryp-
to-communication, there is even an option not to have a human agent present in
the online archive at all — whatever is done with digitised files can be done through
smart contracts, where the technology itself will make a contract with an interested
party and regulate the process.” This kind of intervention eliminates human agency
from the process — if that is what is desired for matters of efficiency or qualitative
improvement of working conditions, and it still enables a safe and controlled trans-
action. Moreover, it affords a “contradictory possibility of ubiquity and scarcity at
the same time” (Sacks et al. 2015, 16), which can prove beneficial for digital sound
heritage archives. Becoming scarce units on their own, digitised sound recordings
would be fully protected, but it would not affect their accessibility and visibility in
the online world. This could help in promoting and disseminating digitised sound
heritage in a safe and predicted way.

There is also an issue with the ease of copying and illegal sharing of a digital
unit. A special problem with digital, or digitised units is their relation to copying
and theft. If we look at the material object cases, to take a material object illegally

9 The concept of a smart contract was first mentioned and explained by Nick Szabo, a computer
scientist in 1993, but it has become available since Ethereum cryptogeneration (Zeilinger 2016, 16;
Seidler et al. 2017, 67). Smart contracts are pre-defined contracts that can be set so that the blockchain
system automatically applies it when the user initiates the desired action. In this way, the terms of an
agreement between buyer and seller are directly written into the chain code, so they automatically
function as binding.
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is clearly considered theft. Once taken illegally, the object is simply not there with
the first owner anymore. If the digital object is at stake, taking it illegally might just
mean copying it perfectly, so the copy is literally the same as the original. It can also
happen that the file is shared without the consent of the owner, but it still does not
take the object from the owner — the owner still has it. In the other words, things
are a bit more complicated with digital objects of value. Speaking about digital art,
McConaghy et al. refer to this problem of copying as to “an elephant of the room in
digital art” (McConaghy et al. 2017, 469). It could be a rather similar situation with
digitised sound heritage: if we opt for using a less specific and sensitive protective
technology, it may happen that the artefact gets illegally taken or used, and that it
cannot be easily caught or tracked, because one exact piece of digital recording is
still there, in the archive, untaken. This can create problems with ownership issues,
in cases where recordings or field findings are protected and should not be shared
without consent or regulations. Because of its excellent tracking capabilities in the
online sphere, blockchain system solves this issue and enables the owners/archive
managers to track the file and find it, together with the person who originally took it
and misused it. This is entirely possible because of the double keys that every block-
chain user has and uses — a public key, which is visible to all and through which ev-
erything related to the transaction can be tracked, and a private key, which is keeping
the anonymity of users, in case where transactions are done in an expected manner.
In the world of art, there are currently a couple of platforms designed to have these
protective functions, like Monegraph, Ascribe, BigchainDB, and many more. Some
of these platforms could be also open, designed, or developed for digital sound ar-
chives in the near future. That could bring a possibility for the sound heritage to
be popularised, opened to new audiences and new usages, but also protected and
preserved in a professional way. Speaking, again, about the world of art, which might
be highly applicable to the world of digitised sound archives, David Serra-Navarro
(2019, 971) points out possible future benefits for the professions and industries
that work with digital or/and digitised objects of value. As Serra-Navarro says, some
of the benefits might be in the new funding models that can emerge; besides that, the
blockchain system, with its automated programs, would lower the costs of organis-
ing and managing the collection, and it would bring new kinds of audiences, patrons
and participants. Most of all, blockchain systems could bring unanticipated futures
for the professional fields that are still not using it (Serra-Navarro 2019, 973). But is
it all good news?

BLOCKCHAIN AND DIGITISED SOUND HERITAGE: MORE QUESTIONS
THAN ANSWERS

As much as it was written about the possible benefits of the blockchain system
to digital units, artefacts and archives, including digital sound archives, practically
the same number of arguments are given to the contrary. That means, first of all, that
blockchain technology is still new and insufficiently explored in different function-
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al areas, and its capacities and possibilities are still to be checked. Also, in order to
successfully apply blockchain technology in the fields of heritage archiving or per-
formance/art, professionals will have to mobilise and renew their knowledge from
humanities-related disciplines they are coming from. Once again, to use technology
for the matters of culture or heritage without engaging the platform of digital hu-
manities would be just irresponsible, or, at best, ignorant. That is why humanities,
and in this case digital humanities, are extremely important in the intensely techno-
logical world to come.

One of the most prominent types of negative arguments towards blockchain
usage in humanities are revolving around the idea of the ultimate financialisation
and commodification of cultural artefacts (Zeilinger 2016, 1; Zeilinger 2019, 288;
O’Dwyer 2019, 30S). As a blockchain system is made for financial assets, it implies
financial value to the object in question. Blockchain is developed to protect this val-
ue, and it works for safe transactions under desired conditions. Can cultural, and,
specifically, traditional artefacts, after all, be discussed in such terms? On the other
hand, would it be wrong if it could? And is then every attempt to define the value of a
digitised sound heritage artefact impossible? But, if the artefact is not openly defined
as an artefact of value and put in the system as such, how can we legally solve the is-
sues of theft, copying, illegal sharing and misuse? Are heritage archives already a part
of the wider market, and if yes, have we properly addressed it? Certainly, blockchain
technology leaves us with more questions than answers at this point, but it brings us
back to the very basic questions of humanities, and consequently digital humanities.
One of them would be defining the type of worth of the cultural artefact in contem-
porary times, which is not an easy topic at all.

One group of authors points to the question of freedom within the digital sphere,
at least when cultural artefacts are at stake (Zeilinger 2016, 1; O’'Dwyer 2018, 30S;
Myers 2020, 239; Sherratt 2020, 116; Caswell and Cifor 2020, 159). Should we
make cultural artefacts fit to a monitored market? Following this dilemma, O'Dwyer
(2018, 15) even asks if this idea of freedom is necessarily antithetical to profit - in
the other words, if we open an artefact, a collection, or an archive to be freely ac-
cessed and used, does it mean also that the artefacts have to be, or should be for free?

Another statement goes towards the still present lack of understanding of the
culture/art heritage market from inside the blockchain technological ecosystem. As
Fernandez et al say, the tech industry assumes that technology needs to help human-
ities and art to protect the digital artefacts, thus “solving the issue” once for good
(Fernandez et al 2019, 3; Zeilinger 2017, 3), wherein humanities and art might ac-
tually need a completely different kind of help, or tools. This could be improved by
encouraging more inter- and transdisciplinary dialogues, meetings, conferences, and
working teams. There is also a worry that in case of such a strong dependence on
technology, the society might be taken over by a small group of technocrats, and that
it would severely influence the current state of academy, humanities, and research,
but also the state of other related professions.

Last but not least, some of the voices of concern go to the notion of energy con-
sumption. Cryptographic mining, which is necessary for producing hashes and lock-
ing the blocks one into another, requires a substantial source of energy. This kind
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of production still cannot be done without heavy machines that consume so much
electricity that it may actually contribute to global warming (Nadal and Andaluz
2019, 73). Of course, in recent years, there have been numerous discussions on this
topic and some solutions have already been found. Still, it may take some time for
this issue to be resolved.

The role of blockchain technology in preserving and disseminating digitised
sound heritage may still leave us with a huge number of questions and a significant
unease. What is important is that these questions have to be asked, from the point of
digital humanities no less. All these disciplines — including ethnomusicology - rely
on digital tools more and more, and the only way to actively make these tools work
for our needs and ideas is to grapple with them and to engage in dialogues with all
the other professionals that deal with similar issues and circumstances. As for the
blockchain and digitised sound heritage archives, it may be worth a try. If nothing
else, as professionals, we may discover how we see the heritage that we work with,
what its role in the present times is, and what it is that we need from technology in
order to retain or revitalise its value.
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AraraHA CTOJAHOBU'R

OUYYBAKE U ANCEMUWHAIIUJA AUTUTHU30BAHOTI 3BYYHOI' HACAEBA'Y
CABPEMEHOM AOBY: IIOTEHITMJAA BAOKYEJH TEXHOAOTH]JE

(PE3UME)

OBaj pap poxycupaH je Ha HCTpAXXUBAIbe IIOTEHIMjAAd OA0KHejH TEXHOAOTHje, Kao
U Ha HeH AONPHHOC OYyBAamy M AHCEMUHAIMju Beh AMTHTH30BaHHX apTedakaTa
Hacaeha cauyBamux y 3ByuHOj u BuAeo popMmu. Ilparehu BaxHe acmekTe Kaxo
TEXHOAOIIKHX, TAKO U eTHOMY3HKOAOLIKHX Ipo0AeMa, KOjU IPOH3Aa3e U3 OBe
TeMe, TeKCT je OPraHM30BaH y IIeCT MamMX IOTIOrAABAdA KOja IIOKPHBAjy MHUTaEa
KOMIIAEKCHOCTH AeQHUHICAkha AWTHTH3AIje 3BYyYHOI HacAeha u eTKy mpumeHe
OA0Kk4ej TexHOAOTHje Ha 3ByuHe apxuBe. Pap ce 06aBH KioyqHHM IIOjJMOBHMA Kao
HITO Cy AMTHTaAHA QAYEHTHOCT M AMTHTAAHA XyMAaHHCTHKA, Te IOKpehe murame
MaTepUjaAHOCTH y AUTHTAAHOM AODY, IIPH YeMy je IIPUMETHO CYLITHHCKO IoBehame
noTpebe 3a U3BECHOM ,MaTEPUjAAU3ALIMjOM , OAHOCHO 32 QUKCHPAheM AUTHTAAHOT
dopMaTa y OIHUILLHBO KyATYPHO A0OPO Koje je Moryhe caayBaTu. ¥ TekcTy ce Takohe
HCIIUTYje KOHLENT apXMBa OKPEHYTOT KOPUCHUIIMMA U aHAAU3HPA OAHOC KOPHUCHHUKA
U Capp)Kaja y BpeMeHHMa MYATHAMPeKIHOHe OHAAajH KoMmyHuKarmje. Hamocaerxky,
PAaA IIPeACTaBAa OA0KHEjH TEXHOAOTH]Y Y CBETAY eeKTUBHOT CHCTeMA OPTaHU30Bamba
AeSEHHX AUTMTH30BAHMX 3BYYHHX apXHBA, HCIHTYjyhH AaTy TeXHOAOTIHjy IryTeM
CaBpeMeHUX eTHYKHX ITUTaka Kao IITO Cy KOMOAM(UKAIIKja, BAACHUIITBO, yAArame y
ANYACKE pecypce, TpOlIerbe eHeprije U UHTeP/ TPAHCAUCIIMIIAMHAPHA CapaAba.



DOI https://doi.org/10.2298/MUZ2233087M
UDC 316.722:78(497.11)
78:061.6(497.11)

APPLIED MUSICOLOGY: A “MANIFESTO’, AND
A CASE STUDY OF A LosT CuLTURAL HUB*

Ivana Medi¢!
Senior Research Associate, Institute of Musicology SASA,
Belgrade, Serbia

ITPUMEBEHA MY3UKOAOTHUJA: ,MAHUOECT U
CTYAUJA CAYYAJA O U3T'YBASEHO] KYATYPHOJ YETBPTU

HBana Meauh
Bumu Hayunu capapnux, Mysukosomku uactutyT CAHY,
Beorpaa, Cpbuja
Received: 15 October 2022
Accepted: 30 November 2022
Original scientific paper
ABSTRACT

In this article I present a “manifesto” of the new discipline of applied musicology,
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ATICTPAKT

Y 0BOM YAQHKY IIpe3eHTYjeM CBOjeBPCTaH ,MaHKeCT” IPUMebeHe My3UKOAOTH]e,
yCKO IoBe3aH ¢ paaoM Ha npojety Applied Musicology and Ethnomusicology in Ser-
bia: Making a Difference in Contemporary Society (APPMES), xoju je puHaHCHjcKH
nopprkao Qomnp 3a Hayky Perrybanke Cpbuje. OBAe IpeacTaBsaM HeKe OA TAABHHX
LMAEeBa U 33AATAKA IIPOjeKTa, KA0 U CaMe HpUMeHeHe MY3HKOAOTHje Ka0 HOBE
Hay4He AMCIUIAMHE. APYyIu Aeo YaaHKa mocBeheH je cTyauju caydaja 6eorpascke
verBpTu CaBaMaAa, A€ CaM CIIPOBEAA TEPEHCKO UCTPAKUBAIbE 1 IPe pOPMYAHCaEa
KOHIIEIITa IIPHMeteHe My3HKOAOTHj€; UITaK, OHO je y MOTIYHOCTH ycKaaheHo ca
LMAEBUMA U CBPXOM OBE HOBE AVCLMIIAMHE ¥ IIOMOTAO MH j€ Ad CBOje HHTYUTHBHE
YBHA€ IPEBEAEM Y 320KPYIKEH TEOPHjCKH KOHIIEIIT.

KaYy4HE PEYM: IpuMemeHa My3ukoAoryja, npojekar APPMES, MysuKOAOIIKH HHCTUTYT
CAHY, CaBamaaa, usry6seHa KyATypHA Y€TBPT.

MANIFESTO

Nowadays researchers working in the humanities are often confronted with the ex-
pectation (coming either from various funding bodies, or university administration,
et al.) to make their findings practically applicable, marketable and “useful”. This is
often incompatible with the humanities’ primary aim of nurturing and developing
critical thinking. Such incompatibility becomes even more challenging in the case of
“hybrid” disciplines such as musicology and ethnomusicology, situated as they are
at the junction of science, culture and art, because their goals, methodologies and
results are measured according to triple standards. This, in turn, urges musicologists
and ethnomusicologists to constantly rethink their goals, as well as their overall role
in society. That was the primary motivation for me and my colleagues from the Insti-
tute of Musicology of the Serbian Academy of Sciences and Arts to design a project
Applied Musicology and Ethnomusicology in Serbia: Making a Difference in Contem-
porary Society, whose importance and timeliness was acknowledged when it won a
three-year grant from the Science Fund of the Republic of Serbia.?

The name of the institution which hosts this project is somewhat misleading, or,
atleast, incomplete. It should actually be called the Institute of Musicology and Eth-
nomusicology because both these disciplines are represented at the Institute, and

2 My project team consists of twelve researchers from the Institute of Musicology SASA: myself,
Biljana Milanovi¢, Danka Laji¢ Mihajlovi¢, Jelena Jovanovi¢, Marija Dumni¢ Vilotijevi¢, Katarina
Tomagevi¢, Nataga Marjanovi¢, Bojana Radovanovi¢, Marija Maglov, Marija Golubovi¢ (replacing
Vanja Grbovi¢), Milo§ Bralovi¢ and Milo§ Marinkovi¢, as well as one former researcher from the
Institute, now retired (Melita Milin), and one researcher from the diaspora (Jelena Novak).
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neither is subordinated to the other one. But while musicologists and ethnomusi-
cologists have worked side by side for decades, there was little actual collaboration
between them. The main reason for this division is the fact that the system of music
education in Serbia (and in many other countries) firmly separates their realms of
research — art music and traditional music respectively. Wishing to overcome this di-
vision, I realised that one of the key meeting points between these disciplines could
be the shared field of applied research. However, the concepts that have already seen
a wide application in ethnomusicology over the past two decades, such as “engaged
ethnomusicology”, “activist ethnomusicology”, “public sector ethnomusicology”,
“action ethnomusicology”, “developmental ethnomusicology”, “advocacy ethnomu-
sicology”, or “medical ethnomusicology”, have largely remained outside the realm
and scope of musicology (except for musicotherapy, which is sometimes called
“medical musicology”).

I became aware of the necessity to flex my research muscles towards applied mu-
sicology through my own work in the media (Radio Belgrade 3, Serbian Broadcast-
ing Corporation) and in other realms outside of academia, not to mention my dual
career as a musicologist-performer (cf. Jankovi¢-Begu$ 2016).% This long-standing
multifacetedness of my professional persona has prompted me toward a “hybrid”
approach to research. Migko Suvakovi¢ has defined hybrid theory as stepping outside
of one’s primary field of competence, having more than one origin of knowledge
and being ready to tackle interventional material social practices (Suvakovi¢ 2006,
7-8). In this sense, applied musicology can certainly be understood as a “hybrid”
discipline, not least because of its aforementioned situatedness at the crosspoint of
science, culture and art.

So, the question is: can musicology become “engaged”, “activist”, “developmen-
tal”? And, if yes, how?

Taking cues from ethnomusicology, the main way for musicology to become “ap-
plied” is to use its knowledge of various types of music to influence social interaction
and direct the course of cultural change beyond typical academic contexts. Far from
being “hermetic” theoretical conjecture, applied musicology should strive to preser-
ve and promote musical heritage both in local and international contexts through
performing practices, safeguarding initiatives, curatorial activities, creation of digi-
tal archives, concert programming with guided listening, and other forms of public
dissemination of research results. Its main goal and purpose should be a fulfillment
of political or ethical ideals or programmes, and overt opposition to the autonomy
of discipline. Its attunement to contemporary discourses should be visible in its ap-

3 When describing my work as a performer (pianist), Jelena Jankovié¢-Begus has observed: “It is
sufficient to see her list of published articles and reviews to understand that her concert programmes
are designed to complement her present musicological work. (...) Her concert performances have
gained her a following of people who do not belong to narrow scholarly circles and do not read
specialised musicological magazines. The appreciation of her concert performances contributes to the
feeling of self-worth and to the promotion of a musicological practice that is no longer seen as a dead
letter on a piece of paper but as something alive and breathing and, would you believe it, interesting”
(Jankovi¢-Begus 2016, 66).
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plication of relativistic observing, bottom-up approach in acting, lack of selectivity
and exclusivity in choosing the musical objects to be studied, a tendency towards
intervention, openness, interdisciplinarity and criticism of academism. Applied mu-
sicology can encompass a range of activities that contribute to the preservation of
musical heritage, including fieldwork, participant observation, archiving, teaching,
popularisation of various traditions, and other strategies “borrowed” from applied
ethnomusicology and anthropology (Cf. Sheehy 1992; Fenn and Titon 2003; Pettan
2008; Harrison and Pettan 2010; Dumni¢ 2010, 2012).

According to Slovenian ethnomusicologist Svanibor Pettan (2008), an ethno-
musicologist can be seen as a power holder, whereas “ethnomusicological knowl-
edge and understanding is a potential agent of social change and it is its application
that activates this potential” (Pettan 2008: 91). Pettan’s observations can apply to
musicology, albeit with one main difference — namely, the music which is the focus
of musicological research is not literally created in communities and, in most cases,
its creators are not anonymous. Nevertheless, all music, including the sole-authored
art music, arises from certain social and educational circles and cultural strata, and
as such, it is inseparable from the context from which it has emerged. Bearing this
in mind, Pettan’s four main goals of applied ethnomusicology (after Daniel Sheehy
(1992)), defined as: (1) developing new frameworks for musical performances; (2)
feeding back musical models to the communities that created them; (3) providing
community members access to strategic models and conservation techniques, and
(4) developing broad, structural solutions to structural problems (Pettan 2008, 90)
— can well serve as models for applied musicology, albeit with a modified under-
standing of the term ‘community’. Pettan’s argument that the ultimate goal of these
activities is to merge the pragmatism of acting and ethics of research with a pledge
for responsible, productive and sustainable engagement is universally applicable to
all types of music research.

The list below (which is certainly not exhaustive) outlines many areas that can
be covered by applied musicology. While not all of the following involve activism in
the literal sense of the word, they still steer musicology away from its discoursive /
reflective self-sufficiency towards more direct types of social engagement:

I Media and New Technologies

o Theoretical and practical work in the media

«  Creation of specialised programmes for certain social groups

« Involvement in the creation and implementation of new technologies and
tools related to music

o DPublicrelations

IT Organisation of Events

«  Work in concert agencies and festivals (as producers, managers, programme
creators, artistic directors, etc.)

«  Work in other music-related companies (e.g. philharmonics, associations of
composers, publishing houses, etc.)
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III Artistic-theoretical work

Reflection on new music as an integral part of the society that it originates
from

Theoretical foundation of new artistic directions with specific goals

Music criticism and other types of writing on music publicly available to all,
via blogs, vlogs, open-access portals etc.

IV Archival and curatorial work

Processing, promotion and public availability of archival materials
Processing, promotion and public availability of discography and archival
recordings

Curatorial work at museums and similar institutions

Heritagisation (dealing with heritage as a concept); establishing procedures
and institutions for heritage preservation

V Cultural Policies and Activism

Creation and implementation of cultural policies compliant with local or in-
ternational cultural values and standards

Project management, international cooperation

Professional associations

Amateur associations

Preservation and revitalisation of tradition, the culture of memory

Design of cultural programs for vulnerable groups, meant to improve their
quality of life and foster integration

Other types of activism

VI Educational Activities

A functional history of music focusing not on composers and their works,
but on the contexts that they emerged from, tracing the development of the
institutions, policies and legislations that made them possible

Pedagogical work at all levels of education for children and adults

Lectures before concerts and other mass events, lecture-recitals

Writing critical, popular science, etc. essays for activist magazines

Writing popular science texts for various popular-educational magazines
Festivals — expert work, lectures, juries, program management, writing pro-
gram texts

When conceiving the project APPMES, I structured it into four work packages
that would offer complementary theoretical, thematic and practical perspectives of
applicability. The first work package, Interweaving Academic and Applied Ethno/Mu-
sicology: From Historical Narratives to Functional Models of Knowledge considers sci-
entific research in historical contexts, incorporating our earlier (albeit scattered and
nonsystematic) contributions. Aside from theoretical considerations of applied mu-
sicology as an emerging concept, it offers a platform for articulating contemporary
problems which encompass: reflections on the application of scientific research in a
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diachronic perspective; considerations of previous contributions to applied science
(including published critical editions of sheet music scores, CDs, documentaries,
epistolary and other archival material); music criticism as an applied science; pub-
lic lectures and forums as a way of popularising scientific knowledge; etc. Since the
notion of the curator in music is quite new, we will provide the basis for theorising
curatorial strategies within musicology (and ethnomusicology). We will also study
how the age of the Internet and digital technologies has influenced conventional
concepts such as composing, performing, listening to, and understanding music and
transformed traditional hierarchies between the concepts of institutions, composers
and performers, thanks to new possibilities of distribution, documentation, creation
and presentation of sound content.

Our second work package Safeguarding Music as Cultural Heritage: Aspects of Insti-
tutionalisation and Technologisation deals with cultural heritage as a mediator, a trans-
lator between specific cultural discourses of various local communities on the one
hand, and the administrative-political units on the other. The starting point revolves
around scientific discourses on the institutional preservation of Intangible Cultural
Heritage (ICH), which diverts social attention from artifacts to cultural practices.
This in turn has opened the question of the role of experts as mediators, “translators”
between specific cultural discourses of local communities and the officials in charge
of the institutional preservation of the ICH. Music is certainly an extremely import-
ant domain of the ICH, which is confirmed by the number of elements of musical
traditions registered on the UNESCO lists. Although folklore practices dominate,
which is why this area is closer to applied ethnomusicology than musicology, the ba-
sic idea of preserving cultural expressions important for the identity of their bearers
certainly applies to other musical practices as well (from urban music practices to
creative and performing traditions related to art music). The epistemological turns
in the social sciences and humanities played a significant role in shifting the focus
from music as art to its production and performance, but also from performance
to consumption (Elliot 1991); hence the results of researching music as a means of
communication — including performance studies, as well as anthropology, sociology
and psychology of music — provide an important basis for protection programs.

Closely related to this is a new concept of the scientific-creative industry, implying
that neither culture nor science should be regarded as elite categories intended for
a narrow circle of professionals and connoisseurs. We believe that today humanistic
scientific disciplines can be regarded as a dynamic category with great potential for
positive change in society and relations within it; they can be viewed as part of the
knowledge economy, which is defined as “production and services based on knowl-
edge-intensive activities that contribute to an accelerated pace of technical and sci-
entific advance” (Powell and Snellman 2014, 199). The term knowledge-based econo-
my is also often used to describe the growing importance of using knowledge-based
technologies to create economic and other benefits. In order to expand the influence
of musicologists and ethnomusicologists in society, we must draft new cultural po-
licies and effective incentive instruments, which would provide a necessary starting
point for the development and exploitation of the potential of applied musicology
and ethnomusicology within the knowledge economy.
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Another innovative concept is the merger of humanities with social entrepreneur-
ship (Thompson 2002), aimed at solving problems of socially vulnerable groups or
the implementation of activities that have a wider social significance. The character-
istic of social entrepreneurship is that it is focused on various aspects of social life;
its primary goals are social, which means that those who conduct this type of work
do not distribute profit on the basis of ownership or invested capital, but invest it in
expanding their activities, for the benefit of the society.

The third work package Teaching Autochthonous Performing Music Practices in Ser-
bia deals with musical experience and human communication as embodied through
performances and their reception. Since nowadays the forms of traditional life are
mostly abandoned, the once-natural intergenerational transmission of the skill of
performing traditional music is disappearing; hence the processes of transmission,
teaching and absorption of e.g. folk or church music traditions are, for the most part,
delegated to experts, musicologists and ethnomusicologists-practitioners. This is
another type of musical activism, not least because it has been observed and docu-
mented in our team members’ own artistic and pedagogic practices that this type of
activity can act as a source of well-being (both in individual and group experiences)
— thus having a great potential for application in the field of musicotherapy. Further-
more, when teaching traditional performing skills, the teacher also raises awareness
of traditional musical patterns as cultural codes. Since contemporary learners, per-
formers and consumers of traditional music are of different genders, ages, education-
allevels and social affiliations, one of the goals of our research is to identify and study
the formal and informal communities of which they are members.

Our fourth work package Should I Write or Should I Act is inspired by the need
for ethnomusicological and musicological engagement in the society of fluctuating
cultures, identities and music practices, taking into consideration the notion of a
deep and sustained engagement of ethnomusicologists and musicologists with the
communities that they study. In this way, the project will provide the basis for a
wide-ranging intercultural dialogue in Serbia. The music of immigrants from Asian
and African countries will be documented and researched for the first time in Ser-
bia. Currently, due to its liminality with the EU, Serbia is one of the most important
stops for migrants from the Middle East and Africa; this topic has been of great sig-
nificance in Europe since the onset of the migrant crisis in 2015 (cf. Sweers 2015).
Theoretically, this work package is grounded in applied ethnomusicology, with
the aim to socially engage researchers to foster the identity expression of migrants,
which can contribute to their connections with their homeland and better integra-
tion into the new society.

Since applied musicology is a new discipline, its significance and full outreach
will be determined in due time. Our task now is to go beyond the narrow academic
concepts and to lay foundations for a comprehensive new discipline at the cross-
roads of sociological, anthropological, psychological, educational and therapeutic
research, based on the analysis of numerous real-life examples of musical engage-
ment and interaction. The explication of practical experiences and studies of engage-
ment of researchers as public intellectuals will enable us to redefine scientific poli-
cies in terms of recognising activism as a legitimate form of scientific work — which is
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very important in countries such as Serbia, where the dissemination and evaluation
of scientific work are conservative, and mainly expected to be presented in written
form, i.e. as published texts. Ultimately, our goal is to merge the pragmatism of acting
and ethics of research with a pledge for responsible, productive and sustainable en-
gagement in musicology and ethnomusicology in Serbia; at the same time, Serbian
music culture in its full diversity should be affirmed as a significant and recognisable
value on the cultural map of Europe.

CASE STUuDY — THE R1SE AND FALL OF SAVAMALA

In the second part of this article, I will present a case study that steered me to-
ward understanding the value of applied research and its broader impact.

An important meeting point between (both theoretical and applied) musicology
and ethnomusicology is the area of sound studies, which has been interdisciplinary
since its inception, encompassing the work of musicologists and ethnomusicolo-
gists, as well as sound artists, ethnologists, anthropologists, geographers, architects,
sociologists, psychologists, linguists, etc. The common goal of all these researchers
is to understand global cultures through their relationship to sound, in order to
emphasise the contexts and active participation. Thus, the focus is on “ambient” as
something that we move in and interact with, instead of a detached, external “sound-
scape’, and also on the awareness of human agency and the listeners’ personal aural
histories (Medi¢ 2021: 262). French sociologist Jean-Paul Thibaud asserts that the
term soundscape refers to “extracting from the sonic environment what is perceived
as an aesthetic unity”, auditory environment to “sound being a part of our surround-
ings, or our in situ experience”, while ambient sound “concerns the pervasive noises
of living in a society and forms of social and emotional life” (Thibaud 2019, 226).

Between 2014 and 2016 I made about a hundred field recordings in Savama-
la, a central Belgrade quarter on the right bank of the river Sava, one of Belgrade’s
two major rivers (the other one being the Danube).* As a complete novice in the
area of sound studies, I focused on the ways in which various sound manifestations
produced social relations and the cultural dimensions of listening; in the process, I
trained myself to pay attention to hitherto neglected sensations and to think about
the ways how both pleasant and unpleasant sound environments are created and
maintained. Having had no prior experience with ethnographic work, field record-
ing, activism, an engaged approach to community, or quantitative surveys, I had to
master all these methodologies and rethink my entire “ivory tower” musicological
education up to that point, in order to determine how to best proceed from there,
armed with the new insights, experiences and values.

4 The research was conducted for the international (trilateral) project, directly related to the field
sound studies: City Sonic Ecology — Urban Soundscapes of Bern, Ljubljana and Belgrade, financed by the
Swiss National Science Foundation (2014-2017). The results of the project were published in two
issues of the journals Musicological Annual in Ljubljana (No. LII/2, 2016, edited by Svanibor Pettan)
and Muzikologija-Musicology in Belgrade (No. 22,2017, edited by me).
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The period when I made the majority of my recording roughly matches the “rise
and fall” of Savamala — with this I refer to various changes and challenges that af-
fected that part of Belgrade over a relatively short time span. The beginning of the
observed period saw some successful attempts to revitalise and transform Savamala,
a previously neglected and derelict part of the city, by developing the private sector
and encouraging local residents and visitors to the area to reclaim this urban zone
by means of cultural and artistic practices (Medi¢ 2016; 2017). At the beginning of
the new millennium, after the democratic changes in the country and the onset of
the economic transition toward neoliberal capitalism, the centrality and value of the
Sava ampbhitheatre attracted public authorities and private investors to act on new
urban development (Zekovi¢, Mari¢i¢ and Vujosevi¢ 2018). The early 2010s saw
some successful attempts to revitalise and transform this derelict quarter by means
of certain cultural and artistic practices, which fostered a utopian vision of Savamala
as a leisurely, artistic, carefree, yet socially engaged part of Belgrade. These included
the projects such as Magacin, Grad [City] — European Center for Culture and De-
bate, Urban Incubator, Mikser House and Mikser Festival; their success encouraged
many other entrepreneurs to open nightclubs, cafes, fast food parlours, beer pubs
and such in Savamala. Thus, in the short span of a few years, the entire subculture
and a creative district formed in the heart of Savamala, “a city quarter with strong
social life and specific identity, aesthetically characterized with murals and graffiti on
the old facades, and warehouses on the Sava riverbank that were transformed into
bars, creative workspaces or exhibition places” (Krsmanovié¢ 2020, 144). In 2015,
Savamala was internationally recognised by The Business Insider as one of “the 12
coolest neighborhoods in Europe” (Avakian 2015), and British paper The Guardian
highlighted that “creativity is blossoming in Belgrade, where a riverside cultural hub
has sprung up in the derelict mansions and warehouses, led by free thinkers looking
to the city’s future” (Coldwell 2015).

Over the duration of the project City Sonic Ecology, my methodology was primar-
ily based on fieldwork, i.e. ethnographic documentation on the sound topography of
Savamala. Aside from recording day- and nightlife in Savamala, I recorded two festi-
vals that took place in this area: Mikser Festival of Contemporary Creativity (three
editions: 2014, 2015 and 2016) and Belgrade Summer Festival (BELEF), which oc-
casionally also featured events in Savamala.’ Given that the sound of a festival taking
place in Belgrade was the subject of a thorough investigation for the first time, I had
to devise a research strategy on my own. I opted for a hybrid methodology; the type
of information that I gathered consisted of the following: (1) quantitative research
and structured interviews with residents and visitors of Savamala; (2) extensive au-
dio recording conducted during the festival editions; (3) soundwalks in Savamala;
(4) video documentation; (S) participant observation. While I could not fully pur-
sue participant observation, due to the fact that the “community” of festival goers

S Our goal was to have all audio and video documentation related to the project City Sonic Ecology
collected and scored in an online audiovisual archive; but, for various reasons, this plan never
materialised. Hence, all recordings are now stored on my personal computer and external hard drives.
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only formed during a few days each summer, over the course of multiple editions
of the festival I did play the dual roles of an ordinary reveller and a researcher. In
the case of Mikser Festival, the alteration of Savamala’s soundscape and the entire
ambiance occurred because this area was “occupied” by the festival, featuring out-
door concerts and cinema, the arts and crafts open-air market, exhibitions, musicals,
other theatrical productions, etc. (Medi¢ 2017, 44).

Mikser Festival was transferred from lower Doréol (on the south bank of the
Danube) to Savamala in 2012, and its main theme was the revitalisation of Savama-
la. The first Savamala edition of the festival featured projects encompassing various
types of contemporary art, including design, architecture, urbanism, visual arts,
music, new media, education and environmental protection, with interventions in
public space, exhibitions, workshops, talks, roundtables and performances (Medi¢
2017). This effort coincided with the general festivalisation of Belgrade — a spectrum
of changes in musical life conditioned by the increase in the number and importance
of festivals, meant to cater to various needs and, to paraphrase Zygmunt Bauman, to
make maximum impact in the shortest possible time (Bauman 1996, 25). Two other
important concepts related to the festivalisation of Savamala, which I borrow from
Oliver Féraud (2019, 24) are noising and soundciability, which refer to the lifestyle of
the people in the Balkans accompanied by jubilant noise, and an intentional appro-
priation of public space and sound on various festive occasions.

The fact that the efforts to transform Savamala paid off in a relatively short time
span garnered lots of publicity and received very good press, both domestically and
internationally. However, the success of this thriving hub did not last, because it was
soon confronted with two major challenges. The first one was the European migrant
crisis in the summer of 20185, which resulted in an influx of immigrants from Syria,
Afghanistan, Iraq, Libya and other Asian and African countries, with Serbia serving
as a transit country. The refugees found shelter in the area of Savamala, due to its im-
mediate vicinity to the main railway and the intercity bus stations. While one would
expect that the owners of clubs and venues in Savamala would complain about the
presence of migrants nearby, they actually became actively involved in helping the
refugees. The extension of Mikser House at Mostarska street, called Miksalite, be-
came the central point of this self-organised effort. Opened in January 2015 as an ice
rink and an open-air concert venue, Miksalite transformed into Refugee Aid Ser-
bia’s main center for collecting and distributing aid, providing medical help, work-
shops for children, toilets, shower points and washing machines, points for charging
mobile phones, and other amenities and services. “The very same energy and drive,
the collective affect that used to form in Savamala with respect to its cultural and en-
tertainment offer, was channeled into this local activism, and the residents and vis-
itors of Savamala were encouraged to sympathize with the migrants’ plight and to
volunteer to help” (Medi¢ 2016, 11). As a researcher, I did my best to capture this
collective affect by recording the soundscape of the refugee aid centre and the neigh-
bouring area, including the occasional cultural events for the refugees organised by
various NGOs active in the area, and other actions aimed at improving their quality
oflife. My aim was to go beyond the role of researcher-observer and actually become
involved with the organisation of concerts and other music-related events for the
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migrants; however, this was not possible because of constant changes in the setup of
Miksaliste. A comprehensive study by Teodora Jovanovié, one of the volunteers at
the Refugee Aid centre at that time, describes in great detail how Miksali$te under-
went three phases of existence:

1. voluntarism — when the refugee center was operated by volunteers and

NGO organisations, and unfortunately vulnerable to political dictates “from

above”, changes of law regarding the provision of help, and the constant

threat of relocation and demolition;

professionalisation — when volunteers became paid professionals; and

3. re-statisation — when Miksali$te was reappropriated by the Serbian govern-
mental structures and incorporated into the system of state-controlled pro-
vision of assistance for the refugees (Jovanovi¢ 2020, 126 et passim).

N

While the residents and entrepreneurs of Savamala quickly adapted to the influx
of refugees, and thus reinforced the image of Savamala as an inclusive and welcom-
ing place, the second challenge proved to be fatal. It was a grandiose construction
project Belgrade Waterfront, headed by the Serbian government in partnership with
the Eagle Hill Group from Abu Dhabi (UAE), intended to turn the right bank of
Sava into a major residential and business hub for the Western Balkans. Although,
according to all previous urbanistic plans, the Sava amphitheatre was intended for
public cultural and educational institutions, sprawling parks and a public transport
system, these plans were discarded when Belgrade Waterfront, a project that fa-
voured commercial and real-estate business interests, was put forward. In my 2016
and 2017 articles I correctly predicted that Savamala as an independent cultural oa-
sis would soon disintegrate; nevertheless, I was shocked to witness how quickly the
protagonists of the bottom-up reculturalisation effort, i.e. the independent cultural
entrepreneurs who revived and rebranded Savamala, were purged out of the area. As
discussed by Ksenija Krsmanovi¢, “The BW project represents the power of a na-
tional authority that is still the main actor of the urban development in Serbia. Being
aesthetically out of the existing architectural context (...), it will contribute to the
creation of the city’s new identity formed by global trends for market competitive-
ness. In that sense, this identity is no-identity, or rather a multi-identity shared and
seen in the numerous cities around the world” (Krsmanovi¢ 2020, 150).

In order to start developing Belgrade Waterfront, the city officials’ first endeavor
was to forcefully resettle the poor who lived in rundown or makeshift objects at the
riverbank; as observed by Jovanovi¢, “the dominant motive behind the demolition
of these informal settlements of migrants in the Belgrade city center was (...) the
construction of luxury buildings as part of the Belgrade Waterfront project” (Jova-
novi¢ 2020, 138). The second step was to house the model of the Belgrade Water-
front project in the newly-renovated, imposing building known as the Geozavod,
right next to Mikser House. The protagonists of the entrepreneurial subculture that
had become synonymous with the reculturalisation of Savamala rightfully feared
that they would be displaced by the flashy new development; and their fears were
confirmed in September 2015 when some of the cafes and pubs in Savamala were
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demolished without prior notice, in order to clear land for construction work. Oth-
ers were destroyed on 24 April 2016, while the volunteers in Miksaliste received a
notice that the Refugee Aid Centre would be demolished within 48 hours — and it
was indeed flattened on 26 April 2016, nominally because it did not have official
permits. The Mikser team then relocated the refugee aid center to a nearby address,
at Gavrila Principa Street, but that one did not last either.

Mikser Festival was held for the fifth and final time in Savamala in June 2016,
under the slogan “Sensitive society”. Even at that point, both the festival organisers
and the audiences were unaware that this edition of the festival would be the last
one in Savamala, and there was still optimism as regards the future of the festival
and the refugee aid center (Medi¢ 2017, 48). Then, in June 2017, as described by
Teodora Jovanovi¢, “the Mikser House cultural center and the club in Karadordeva
street, which founded Old Miksali$te and continued to be the coordinating body of
Miksaliste 2.0, was closed (... ) The closure was important for the way the Miksaliste
center operated because, up until June 2017, most of the costs (monthly bills and
rent) of Miksaliste were covered by the Mikser House owners and modest financial
aid from some other NGOs” (Jovanovi¢ 2020, 138). The provision of refugee aid
was soon professionalised and then transferred to the state-controlled institutions,
and the remaining protagonists of the bottom-up reculturalisation effort in Savamala
were purged out of the area, whilst Savamala and the entire Sava Amphiteatre were
transformed into an enormous construction site. As the Belgrade Waterfront project
continued to spread, the main railway station in Belgrade, built in 1884, was perma-
nently closed on 1 July 2018, and designated to be converted into a museum. Yet,
four years onwards, this has not happened yet, and the abandoned railway station
has instead become an unregulated solid waste landfill and a health hazard - right
next to the sprawling new buildings and shopping malls.

To sum up, the idea to turn Savamala into a permanent fixture on the map of Bel-
grade nightlife and a tourist hotspot only materialised for a few years, before it was
halted by top-down business interests. The main issue with Belgrade Waterfront, as
observed by Nikola Joci¢, is that it “dominated urban development without trying to
establish a coexistence with the cultural quarter” (Joci¢ 2020, 14) — in fact, the cul-
tural quarter became a “nuisance” that had to be destroyed. Yet another problem, as
I concluded previously, was that “Mikser Festival and other independent initiatives,
in spite of their good intentions, visionary ideas, regional networking and private
and international support, could not survive without support or backing from Ser-
bian officialdom [ ... ] because they were exposed to political whims and competing
business interests” (Medi¢ 2017, 54). Or, as Biljana Arandelovi¢ highlighted in her
comprehensive study of the development of Savamala: in comparison to Belgrade
Waterfront and other highly profitable neoliberal projects “art and culture initiatives
look utopian” (Arandelovi¢ 2020, 220).
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CONCLUSION

My research in Savamala has taught me about the importance of making and pre-
serving audio-visual documents as artifacts that testify to the often precarious exis-
tence of certain communities, developments and initiatives. Such testimonies are
precious in rapidly changing societies, such as present-day Serbia — a country stuck
between the permanently-incomplete transition towards liberal capitalism and an
equally uncertain EU future. The successful bottom-up effort of independent entre-
preneurs to rebrand, reculturalise and remusicalise Savamala (Medi¢ 2016; 2017)
unfortunately attracted unwanted attention from the officialdom and directly led to
the gentrification of this part of Belgrade, destroying in the process almost every-
thing that these independent cultural protagonists had previously accomplished;
this situation has highlighted the problem of sustainability of independent initia-
tives. Yet, even if these initiatives did not last long, they certainly added to the in-
tricate tapestry of life in postsocialist Serbia. My audio and video recordings of the
cultural events and vivid nightlife in Savamala in the 2010s, as well as the question-
naires of the quantitative research that I conducted with the festival goers and other
revellers in Savamala, now serve as rare testimonies that once there existed an alter-
native urban cultural quarter at the right riverbank of Sava, whose creators attempted
“to respect the rich, urban and social heritage of the neighbourhood, as well as the
local community” (Jocié¢ 2020, 14).

This research has also convinced me that it is impossible for musicologists to stay
locked in their academic “ivory tower” and continue to focus on art music and its
creators (academically trained composers) when there are so many more interesting
and important things to be studied. While music analysis and other standard musi-
cological procedures are not entirely redundant and passé nowadays, they are cer-
tainly insufficient. Faced as we are with issues such as the migrant crisis, forceful gen-
trification and the destruction of Belgrade’s visual and cultural identity, suppression
of independent cultural initiatives in favour of top-down megaprojects and so on,
staying “deaf” to this and doing research that can only communicate with a narrow
circle of experts is a waste of musicologists” skills and talents. I am fully convinced
that musicologists, just like their ethnomusicological brethren, must go out among
people, study what is happening in the world around them, what sounds are created
in various communities, how they affect everyday life in both positive and negative
ways, what is the social function of various (not just traditional) types of music, and
last by not least, how we can make the world a better place by studying sounds that
surround us — and, if necessary, taking action to preserve and safeguard them.
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BAHA MEAUR

I[TPUMEWEHA MY3UKOAOTHU]JA:
»MAHHU®OECT” Y CTYAUJA CAYYAJA O U3TYBASEHOJ KYATYPHOJ YETBPTU

(PE3UME)

Y aaHalme BpeMe MCTPAXHBAYU KOjH Pase y XyMaHHMCTHYKAM HAyKaMa 4ecTo
ce cyouaBajy ¢ odyekmBamuma (koja Hamehy pasHM (OHAOBH, YHHBEpPSHTETCKa
AAMHHHCTpALMja 1 AP.) A2 yYHHE CBOja UCTPaKMBatba IPAKTUYHO TPUMEHAHBAM
u koMepuujaaHuM. MehyTuM, TO je 4ecTo y HeckAaAy C TAABHOM CBPXOM
XYMaHHCTHYKUX AMCLIMIIAMHA — A2 Heryjy KPUTHYKO Mulineme. OBa GasudHa
HEKOMITATHOUAHOCT jOII je U3PaXKeHHja ¥ CAYYajy ,XUOPUAHUX AUCIIUIIAMHA IOITYT
My3HKOAOTHje ¥ eTHOMY3HKOAOTHje, Koje Cy MO3ULHOHUpaHe Ha TpoMehu Hayke,
KYATYpe U YMETHOCTH, YCAEA 4era Ce HBUXOBU LIUAEBU, METOAOAOTH]E M PE3YATATH
Mepe TPOCTPYKUM apUIMHMMA — LITO, 1K, HABOAM MY3HKOAOTE U €THOMY3HKOAOTe
A2 KOHCTAaHTHO IIPEUCIHUTYjy CBOja mocTurHyha u ykymHy yaory y Apymrsy. To je,
YjeAHO, OHO IIPUMApPHI MOTHB 32 MEHe U MOje KoAere 13 MysHKOAONIKOT HHCTUTYTa
CAHY aa ocmucaumo npojexar Applied Musicology and Ethnomusicology in Ser-
bia: Making a Difference in Contemporary Society (APPMES), 4mju cy 3Hauaj u
IPaBOBPEMEHOCT IIOTBpheHN Kaaa je 0pabpaH Aa A0OUje TPOrOAHILILY GUHAHCHCKY
noapmky ®oHaa 3a Hayky Perry6anke Cp6uje (2022-2024).
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Y OBOM UAAHKYy IIpe3eHTyjeM CBOjeBPCTaH ,MaHudecT”  MpUMeHeHe
MY3HKOAOTHje, Te IPEACTaBAbaM HeKe Op TAABHHX IfMseBa M 3apaTaka IIPOjekTa
APPMES, xao u caMe IpUMembeHe MY3HKOAOTHje Ka0 HOBe HaydHe AMCIIUIIAWHE.
Apyru Aeo 4aaHka mocBeheH je CTyAMju CAydaja — KOHKPETHO, MOM TEPEHCKOM
HCTpaXXuBamy y Oeorpaackoj uerspTu CaBamasa. ITpemaa caM 0BO HCTpakuBarbe
crpoBeAa mpe QopMyAHcama KOHIJENTa IpHUMelmeHe MYy3HKOAOTHje, OHO je y
HOTIIYHOCTH ycKAal)eHO ¢ IjipbeBUMa U CBPXOM OBe AUCIIUIIAMHE — IITABHIIE, YIIPABO
MU je BUIIETOAMIIEE IPOyYaBambe 3BYy4HHX Ilej3aka CaBaMase IIOMOTAO AQ YBHAMM
3Hayaj MPHMeHheHUX UCTPaKHBaka U Ad TIOTOM CBOje MHTYUTUBHE YBUAE IIPeBeAeM
Y 3a0Kpy>KeH TeOPHjCKM KOHIIENT. YCTAaHOBHMAA CaM Ad MY3HMKOAO3H, IIO YTAeAy Ha
€THOMY3HKOAOTe, MOpajy Aa u3aljy U3 CBOje akapeMCKe ,KyAe OA CAOHOBade', A ce
aKTHBHO YKAy4de y CBET KOjH MX OKPYXYje U Ad OCAYLIKYjy 3ByKOBe KOjU HACTajy y
Pa3AMYHTHUM 33jeAHHIIAMA.
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ABSTRACT

In recent decades, audiovisual media has been increasingly used in ethnomu-
sicological research. If we consider how scholars use them, four main areas of
application can be identified: 1) data analysis, 2) documentary films, 3) public
ethnomusicology, 4) educational use.

This article presents some audiovisual products on traditional instrumental and
vocal music as well as improvised sung poetry in Sardinia (Italy) on which I have
worked over the last few years - including the visual representation of musical
and poetic forms, and also audiovisual products for exhibitions, museums and
multimedia encyclopaedias. My aim is to discuss the role played by ethnomusi-
cologist in conceiving new strategies for the visual representation of the music of
oral tradition in different productive contexts and audiovisual outputs.

KEYWORDS: audiovisual ethnomusicology, Sardinian music, public ethnomusicology,
multimedia, sound heritage.

ATICTPAKT

Y mocaepmuM AelieHMjaMa ayAHMO-BU3YyeAHHM MeEAMjU Ce CBe BMIIe KOPHCTe
y ETHOMY3HKOAOIIKMM HCTPAKUBabKMa. AKO y3MeMO y 003Mp HauMH Ha

marco.lutzu@unica.it
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KOjU MX HCTPa’KMBAUYH KOPHCTE, MOXEMO HACHTHUPUKOBATH YEeTHUPU TAABHE
obaacTu mpuMeHe: 1) aHaAM3a MOAATaka, 2) AOKYMeHTapHH uAM, 3) jaBHa
eTHOMY3UKOAOTH]a, 4) o6pasoBabe.

OBaj uYAaHAK IIpeACTaBdA HeKe ayAMO-BU3YeAHe CHHMKE TPaAHIMOHAAHE
HMHCTPYMEHTAaAHe M BOKAAHE My3HKe, Ka0 M UMIIPOBU30BaHY IIeBaHy MOe3Hjy Ha
Cappaunnju (Mrasnja), Ha KojuMa caM papHo MpoTeKAMX ropuHa. KonkperHo,
pPaAMo caM Ha BHAEO-TpUMepuMa IMOCBeheHMM BU3YeAHOM IPEACTABAAILY
My3UYKHUX U IOETCKUX GOPMH, KAO U AYAUO-BU3YEAHIM IIPOU3BOANMA 32 U3A0XKOE,
My3eje 1 MyATHMeAMjaAHe eHITuKAoTepnje. Lls M je pAa AOTIpHHeceM AMCKYCHjU
0 YAO3HU KOjy €THOMY3HKOAO3H MMajy Y HACTAHKY HOBUX CTPATeryja 3a BU3yeAHY
pelnpeseHTalldjy My3HMKe yCMeHe TPaAMIjUje Y PasAUYHTHUM ITPOAYKTHBHHM
KOHTEKCTHMA U ayAO-BU3yeAHUM OCTBaperHMa.

Kroy4HE PEYM:  ayAMO-BH3yeAHA eTHOMy3uKoaormja, Mysuka CappuHmje, jaBHa

€THOMY3HUKOAOTHja, MyATHMEAU]A, 3By4HO HacAehe.

In recent decades, audiovisual media has been increasingly used in ethno-
musicological research. According to historians of the discipline, the late 19th-
century invention of the first device for the sound recording, the Edison phonograph,
was a precondition for the birth of ethnomusicology (Kunst 1955; Magrini 1992).
But ever since technological development allowed images as well as sounds to be
captured, film and video cameras have become even more common devices in the
toolkits of many ethnomusicologists.

As Steven Feld noted in 1976, “the use of film as a medium of presentation and
research in ethnomusicology is an area marked by considerable recent interest,
though hardly without some confusion” (Feld 1976, 293). The confusion was due
to the difficulty in finding just how a social scientist should deal with audiovisual
media. Over time, a theoretical reflection on the use of audiovisual media in the
study of musical cultures flourished.” In recent years, audiovisual ethnomusicology
has become a structured area of the discipline, as proven by the establishment of a
thematic study group within the International Council for Traditional Music,’ the

2 Inaddition to Zemp 1976, see for example Dauer 1969; Carpitella 1981; Baily 1988; Zemp 1988,
1990; Titon 1992a, Cdmara De Landa et al. 2016, and the thematic issues on “Film and Video in
Ethnomusicology” of The World of Music journal (Vol. 31, N. 3, 1989), on “Screened Music: Global
Perspectives” of Ethnomusicology Forum journal (Vol. 18, N. 1, 2009). For a general overview see
D’Amico 2020.

3 The ICTM Study Group on Audiovisual Ethnomusicology was established in 2016; see http://
ictmusic.org/group/audiovisual-ethnomusicology.
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foundation of new scientific journals,* the proliferation of university courses,® and
specific projects.®

The versatility of audiovisual media allows scholars to employ them for a wide
range of activities. At the MusiCam Symposium held at the University of Valladolid
(Spain) in 2014, scholars from different countries shared their experiences in using
fieldwork footage and audiovisual media for TV documentaries, analytical and edu-
cational purposes (Camara De Landa et al. 2016). Anthony Seeger and other schol-
ars reflected on the future of audiovisual archives from a global perspective (Seeger
and Chaudhuri 2004).

Considering how ethnomusicologists have used films and videos to date, four
main areas can be identified. They should not be regarded as distinctly separate, be-
cause the same audiovisual product may fall into one or the other category depend-
ing on its use. However, I argue that these areas cover most of the uses ethnomusi-
cologists make of audiovisual media.

1. Audiovisual data analysis. Videos recorded in the field can be used to facil-
itate musical transcription (Kubik 1965, 1972) and to carry out analyses and
measurements of different aspects of the musical performance such as em-
bodiment (Clayton, Dueck and Leante 2013), the interaction between mu-
sic and dance (Adamo 2010), performer and audience behaviour (Burck-
hardt Qureshi 1987; Leante 2016), and so on. In recent years, the develop-
ment of digital technologies has significantly developed this field of research
(see Clayton, Leante and Tarsitani 2021).

2. Documentaries of ethnomusicological interest. The documentary film
can be considered the most common outcome in audiovisual ethnomusi-
cology. The history of this film genre can be traced by identifying different
styles, approaches, techniques, and protagonists (see D’Amico 2020).

3. Public ethnomusicology projects. Audiovisual media are widely em-
ployed in public and applied ethnomusicology projects (Titon 1992b; Pet-
tan and Titon 2019). Different types of products such as websites, web-doc-
umentaries, apps, exhibitions, and museums have been designed to dissemi-

4 The SEM Journal of Audiovisual Ethnomusicology, a newly established streaming journal sponsored
by the Society for Ethnomusicology; see https://www.ethnomusicology.org/news/585935/SEM-
Journal-of-Audiovisual-Ethnomusicology--Call-for-Submissions.htm.

S Starting from the academic year 2022/2023 I will be teaching a new course in Audiovisual
Ethnomusicology for the Master’s degree in Multimedia Production at the University of Cagliari.

6 In 2018 the Intercultural Institute of Comparative Music Studies (IISMC) of the Giorgio
Cini Foundation in Venice (Italy) developed “Eyes on Music’, an initiative focused on audiovisual
ethnomusicology, coordinated by Giovanni Giuriati, Marco Lutzu, and Simone Tarsitani. The initiative
is articulated in three distinct but complementary parts: 1) an annual research scholarship of 5000
EUR in memory of Diego Carpitella; 2) a workshop in the field of visual ethnomusicology; 3) a short
festival of audiovisual products in the field of ethnomusicology. More info can be found at https://
www.cini.it/en/institutes-and-centres/ cornparative—music—studies / eyes—on-music-projects—on—visual—
ethnomusicology.


https://www.ethnomusicology.org/news/585935/SEM-Journal-of-Audiovisual-Ethnomusicology--Call-for-Submissions.htm
https://www.ethnomusicology.org/news/585935/SEM-Journal-of-Audiovisual-Ethnomusicology--Call-for-Submissions.htm
https://www.cini.it/en/institutes-and-centres/comparative-music-studies/eyes-on-music-projects-on-visual-ethnomusicology
https://www.cini.it/en/institutes-and-centres/comparative-music-studies/eyes-on-music-projects-on-visual-ethnomusicology
https://www.cini.it/en/institutes-and-centres/comparative-music-studies/eyes-on-music-projects-on-visual-ethnomusicology
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nate the results of ethnomusicological research within “activities undertaken
primarily outside of universities and directed toward the public” (Seeger
2008, 287).

4. Educational purposes. Audiovisual media are widely used as training and
education tools in ethnomusicology (see Adamo 2010).

This article presents some audiovisual products on traditional instrumental and
vocal music as well as improvised sung poetry in Sardinia (Italy) on which I have
worked over the last few years. In particular, I will provide five examples related to
the last two categories mentioned above. My aim is to discuss the role played by
the ethnomusicologist in conceiving new strategies for the visual representation of
the music of oral tradition in different productive contexts and audiovisual outputs.
The five examples focus on various genres of poetry and music and are intended
for different target audiences. In some cases, I shoot and edit the footage myself; in
other cases, they are the result of teamwork involving professionals in the fields of
audio and video production, graphic design and information technology. Some are
short independent clips; others are part of larger multimedia projects such as ency-
clopaedias or multimedia exhibitions.” Both new footage (shot ad hoc) and archival
material were used to produce the videos. One video aimed to analyse some specific
musical aspects that are conceived as short “concept-films” inspired, in terms of their
objectives, by the IWF-style of Gottingen and the MIV series (Musica Identita Vid-
eo) produced by Diego Carpitella (see D’Amico 2020).

Two of the videos are attached to publications intended for a non-specialist
audience (a book on improvised poetry edited by a local poet and scholar and the
Encyclopaedia of Sardinian Music). Others are short clips I made for educational pur-
poses, intended for the students of my course on Ethnomusicology of Sardinia at
the University of Cagliari. Some audiovisual products that are part of museums or
multimedia exhibitions on Sardinian music are also presented.

MUTETU LONGU: POETIC FORM
IN SOUTH SARDINIA’'S IMPROVISED POETRY

In 2008 an Italian publishing house asked the poet and scholar Paclo Zedda to
edit a book on improvised poetry in southern Sardinia (Zedda 2008). The volume
was to be included in a new series on improvised poetry traditions of the world.
Paolo asked me to edit the CD that would be attached to the book. At that time, one

7 Other examples of audiovisual products specifically designed for museums or exhibitions
of ethnomusicological interest are those at the Cité de la Musique in Paris (https://pad.
philharmoniedeparis.fr/genre-musiques-du-monde.aspx) and the more recent documentary Veus de
la Mediterrania, designed by Jaume Ayats and Joagiom Rabaseda for the homonymous exhibition on
vocal music in the Mediterranean (www.museudelamediterrania.cat/pujades/files/MdM _cataleg

veus.pdf).


https://pad.philharmoniedeparis.fr/genre-musiques-du-monde.aspx
https://pad.philharmoniedeparis.fr/genre-musiques-du-monde.aspx
http://www.museudelamediterrania.cat/pujades/files/MdM_cataleg_veus.pdf
http://www.museudelamediterrania.cat/pujades/files/MdM_cataleg_veus.pdf
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of the most common media for conveying multimedia content was the CD-Extra, a
standard that combined audio and data tracks on the same disc for use in both Com-
pact Disc and CD-ROM players.

Since digital files could be included in the data track, I asked Paolo to make a video
to describe the poetic form used by the poets called mutetu longu. The knowledge of
the structure of this complex poetic form and the ways how the poets perform it are
essential to understand how improvised poetry works in southern Sardinia.?

Poetry contests are usually held during religious festivals. Four poets take several
turns on stage, each singing one improvised mutetu longu. This poetic form is divided
into two sections, called sterrina and cubertanza respectively. The former consists
of at least eight verses and the latter of two verses. The meaning of the mutetu longu
lies in the cubertanza, while the sterrina deliberately deals with a different subject.
The two sections are connected through rhyme, as the verses of the sterrina rhyme
with all the words in the cubertanza. While performing, the poet must repeat and
interweave the verses of the first and second sections according to a defined set of
rules. In doing so, the poet employs a technique known as arretroga, which consists
of changing the internal word order to generate new rhymes.

The video (QR Code_01) aims to show how the verses of the mutetu longu are
combined during a performance. To make the video I chose a mutetu longu sung by
Paolo Zedda during a public contest. In the cubertanza he mentions some mysteri-
ous “ancient observers", the hidden theme of the contest. The sterrina, on the other
hand, discusses how the relationship between God and man has changed over time.

I divided the screen into two parts while editing. In the upper part, we can see
the poet’s face (on the left) and the text of the mutetu lungu in its basic form (on
the right). I framed the poet in profile so that he was looking in the direction of the
verses that were being composed. The lower part shows the verses as they were sung
by the poet.

Below is the text of the mutetu longu in its basic form both in Sardinian and trans-
lated into English. The video is available by scanning the QR code 01.

sterrina | Oi sumundu s’est depiu doli Today the world grieves
E in genugu ddi rendit onoris and on its knees honours Him
Perou prima dd’iant postuin cruxi | But first they put Him on the cross
Candu totu ddi fiant nemigus when they were His enemies
Imoi devotu narat cuntempli Today, devotees, they recite prayers
E d’apellant su Rei de is giustus And call Him the King of the righteous
Ca s’d0mini sempri si separat Men have different opinions
Candu su supremu est in giogu regarding the Supreme
cuber- [ S'ogu de custus antigus castiadoris | The eye of this ancient observer
tantza | S’incarat sempri a sa luxi ‘e su soli is always turned towards the sunlight

8 For a more detailed description of the mutetu longu and an overview of the improvised poetry
tradition in southern Sardinia, see Zedda 2009.
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QR code 1.

BOGHE ‘E NOTE: MUSICAL FORM AND LYRICS IN CANTU A TENORE

Over time ethnomusicologists have developed original systems to describe mu-
sical form through graphic representation (see Lutzu 2016). Moving rather than
static images can be used to show how musical forms take shape during the per-
formance. Analysing the interaction between musical form and lyrics is particularly
interesting in cantu a tenore, a multipart singing practice widespread in central and
northern Sardinia. As an expression of the shepherd culture of these lands, cantu a
tenore was inscribed in 2008 on the UNESCO Representative List of the Intangible
Cultural Heritage of Humanity.’

Cantu a tenore is performed by four male singers on informal occasions, festivals,
or public onstage events. One of the singers, called boghe, is in charge of singing the
lyrics, while the others accompany him by singing nonsense syllables. The boghe is
the leader of the quartet. He defines the pitch and tempo, shapes the musical form
by leading the transition from one section of the song to another, and chooses the
words of the song.

The repertoire of cantu a tenore does not consist of fixed songs, that is, songs
where the lyrics are associated with a specific melody. Rather, we can identify a cer-
tain number of shared models understood as an orally transmitted set of rules that
define standardised forms and the thematic material. Since each model matches a
certain poetic form, the boghe is free to choose the lyrics he wishes to sing from all
the poems in the Sardinian language that respect that form.

Part of my course on Ethnomusicology of Sardinia at the University of Cagliari
focuses on cantu a tenore. To explain to my students how musical form and text are
interconnected, I produced a video focusing on one of the most significant genres
known as boghe ‘e note (literally: night song). The video employs footage from the
archive of the Sotziu Tenore Sardigna, the cultural association made up of a tenore
singers that came into being after the UNESCO proclamation. Public events organ-
ised by the association are usually audio and video recorded.'® According to a recip-
rocally oriented approach to archiving and the development of community collabo-

9  Cantu a tenore singing was originally proclaimed in 2005 as a Masterpiece of the Oral and Intangible
Heritage of Humanity.
10 Some excerpts can be found at www.tenores.org and on the YouTube channel Sotziu Tenores

Sardigna.


http://www.tenores.org
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ration projects (Vallier 2017), I made a request to use the recording of a boghe ‘¢ note
performed by the group Tenore Sarborinu from Orune on the occasion of an event
organised by the association, in which I took part in 2014."

Lyrics in hendecasyllabic verse must be used to sing a boghe ‘e note. On that occa-
sion, the soloist of the Tenore S’Arborinu, Antonio Tolu, selected the pair of quatrains
from the sonnet Addio a Nuoro (Farewell to Nuoro) composed in 1893 by Peppino
Mereu, one of the most influential Sardinian poets. In terms of musical structure,
the boghe e note can be divided into two sections. The first, called isterrida, has a free
rhythm and the soloist (boghe) alternates with the accompanying voices (tenore).
The second part, called zirada, has a more defined pulse, and the soloist and the
tenore may alternate or overlap. The structure of the song is not predefined. It is up
to the boghe to decide when to switch from one section to another (or from one ele-
ment to another of the zirada) and to inform the other singers by means of musical
signals. The aim of the video is to show how the musical form is shaped during the
performance and to highlight the relationship between the music and the lyrics. The
video is available by scanning the QR code 02.

QR code 2.

ISOLATING VOICES IN MULTIPART SINGING

For some time now, I have had the chance to work as a scientific supervisor for
various museums and multimedia exhibitions on Sardinian poetry and music of oral
tradition. This type of project requires teamwork in which the expertise of the ethno-
musicologist must converse with that of architects, installation designers, computer
scientists, software developers, graphic designers, filmmakers, and sound engineers.
Three of these museums focus on different local traditions of multipart singing.

During the design process, I suggested creating an installation that would allow
individual voices to be isolated. In this way, users would be able to appreciate the
timbre of the voices and their individual melodic paths, and understand how they
are joined together to form the chords. As a team, we worked hard to face two main
challenges. The first concerned data capture: we needed multi-track audio and vid-
eo recordings, while the singers are used to singing in a circle and standing in close

11 The event was called Atobiu Limba e Tenore; the recording I chose can be found at https://youtu.
be/HdpJzuvCti8.


https://youtu.be/HdpJzuvCti8
https://youtu.be/HdpJzuvCti8
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contact with each other. After several attempts and a few compromises, we found
a solution that met our needs without making the singers too uncomfortable. We
asked them to stand one metre apart and used a directional headset microphone for
each voice. This setting allowed the singers to hear each other while singing (despite
being further apart than usual) and the sound engineer to collect adequately isolated
tracks. The distance between the singers also allowed us to film each of them in a
single vertical shot (see Figure 1).

Figure 1.

Once separate audio and video tracks had been obtained, the second challenge
for the IT engineers was to develop a hardware-software system capable of keeping
the audiovisual streams synchronised during playback.

We adopted this technology to create three different installations on multipart
music in Sardinia. One of these is in the MEOC Museum in Aggius, a village in
northern Sardinia with a well-established multipart singing tradition known as cantu
a tasgia. In this case, we adapted the installation to this local tradition, which is char-
acterised by the presence of a high fifth voice in addition to the usual four.

The installation consists of a touch controller and a large, curved monitor. The
controller allows the user to choose between different groups and songs. When the
selected song is played, the singers appear on the monitor. By touching the image
of one of them on the controller, the user can mute him. When muted, the singer
becomes smaller on the monitor as if he were taking a step backwards. By touching
the image once more, the singer starts singing again. A video showing how the instal-
lation works is available by scanning the QR code 03.

QR code 3.
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In 2019 we developed a similar installation for the Multimedia Museum of Cantu
a Tenore in Bitti. I used some recordings of the individual voices to edit two simple
videos for my students. The first of these shows a dance accompaniment song in
which the four voices can be heard one by one and then singing together. The second
video focuses on the lowest voice, called bassu, which uses a throat singing technique.
Four bassos are compared to appreciate how the timbre can change from one village
to another. Both videos are available by scanning the QR codes 04 and 05.
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THE ENCYCLOPAEDIA OF SARDINIAN MUSIC

In 2012, L'Unione Sarda, the most important Sardinian daily newspaper, pub-
lished the Enciclopedia della Musica Sarda (Encyclopaedia of Sardinian Music). The
work consists of 16 volumes with a DVD or a CD attached, which were sold weekly
together with the newspaper. Each volume is dedicated to a different genre of Sar-
dinian music or improvised poetry traditions. I was involved in this publishing proj-
ect as co-editor with Francesco Casu and as a scientific supervisor (Casu and Lutzu
2012).

The Encyclopaedia of Sardinian Music can be considered the largest project of
public ethnomusicology ever undertaken in Sardinia. Hundreds of musicians were
involved, and dozens of hours of audio and video content were produced. Each vol-
ume was edited by established scholars in the various fields of Sardinian music and
poetry. In addition, professionals in different domains such as filmmakers, editors,
sound engineers, graphic designers, and photographers contributed to realising the
work.

The aim of the Encyclopaedia is to present Sardinian music and poetry to a gener-
al audience by providing information on the history, describing the occasions, con-
texts, and functions within the society, and also focusing on how these have changed
over time. Much space was given to musicians of the past and present.

In planning the work, one of the most intriguing challenges was to find a way to
describe how Sardinian music works to an audience mostly lacking specific musical
skills. To achieve this result, we conceived the Encyclopaedia as a multimedia work
in which texts and images interact with the audio and video tracks. All the songs and
instrumental pieces on the CDs and DVDs are described and analysed in the vol-
umes. Depending on the musical genre, different strategies were adopted. In the case
of vocal music, particular attention was paid to the lyrics, which were transcribed,
translated into Italian and analysed in terms of both content and poetic form. In the
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case of instrumental music, more attention was paid to the musical form and, for
dance accompaniment, to the relationship between the music and the dance steps.
For each piece, a graphic representation of the waveform is shown at the bottom of
the page. A series of time markers invite the reader to focus on significant aspects of
the performance which are described and analysed in detail.

In addition to texts and images, the videos also contribute to describing the theo-
ry and grammar of Sardinian music, although the overly technical language is avoid-
ed. All DVDs contain videos showing the performances of the musicians involved
in the project. In addition, a special content section is included. One of the videos in
this section aims to introduce the grammar of the music presented in the volume to
which the DVD is attached.

Here I'would like to present the video focusing on the launeddas dance accompa-
niment music. Launeddas is the name of a triple clarinet that is widespread in south-
ern Sardinia. It consists of one drone and two chanters of different lengths made of
cane. Launeddas are not a single instrument, but more than ten different types of
instruments (or cuntzertus) exist, each of which is identified by a specific name such
as mediana, fiorassiu, puntu ‘e drganu, ispinellu and more. The two chanters of every
cuntzertu have a different melodic ambitus, set in all the instruments by a fragment
of a major scale with the drone tone as finalis. Launeddas are played with circular
breathing, a technique that allows musicians to produce uninterrupted sound for
several tens of minutes. Launeddas players have been semi-professional male musi-
cians since the 18" century, hired to accompany religious processions, mostly during
patron saint festivals, and traditional dances.

Dance accompaniment is the most complex and fascinating part of the launed-
das repertoire. It consists of a sequence of musical units called nodas that are first
played in their basic form and then varied according to a set of orally transmitted
rules (Bentzon 1969; Lutzu 2012 ). The aim of the video is to describe the set of rules
governing the launeddas dance music accompaniment to a non-specialist audience
with the aid of graphic elements. My task in the production of the video was to write
the script and the voice-over text, choose the music, suggest which footage to use
and how to realise the graphic animation. The result is a 6-minute video conceived as
alistening guide that describes the complex musical theory behind launeddas music.
The video is available by scanning the QR code 06.

(=] [=]

QR code 6.
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ESPERIENZE SONORE: VIRTUAL TOUR INTO
A MUSICAL INSTRUMENT COLLECTION

In 2017, the Sardinian regional administration funded several projects aimed at
enhancing cultural heritage through new technologies. One of the companies that
received funding appointed me as the scientific supervisor of a project named Espe-
rienze Sonore (Sonic Experiences). My first task was to identify the cultural heritage
to be enhanced, so my proposal was to work on the collection of musical instru-
ments kept in the “Museo del Costume” in Nuoro, the most important Sardinian
cultural heritage museum, managed by the Regional Ethnographic Institute (ISRE).

Apart from my interest in ethno-organology, two reasons led me to make this
choice. The first of these is the value of that specific collection, since it contains
more than two hundred musical instruments from different regions of the island.
The second is the fact that musical instruments are a typology of objects that partic-
ularly suffer when displayed in a museum. According to Febo Guizzi (2002), this is
because of the special status that distinguishes this type of object from other arte-
facts. As objects, musical instruments belong to a tangible culture. However, they are
made by humans with the main purpose of producing something intangible which
is music. When placed in a museum display case, we can appreciate their materiali-
ty but not their sound. Another common problem in many museum exhibitions of
musical instruments is the lack of information about the people who have to do with
them (players, makers, etc.) as well as their function in social life.

The main objective of the Esperienze Sonore project was to employ new technol-
ogies to bring out the intangible dimension of musical instruments and to underline
their role in the Sardinian culture. One of the outcomes was a travelling multimedia
exhibition focusing on Sardinian musical instruments. The exhibition, inaugurated
in May 2022, consists of four installations based on different technologies such as
immersive VR, virtual tours and a virtual game connected to a launeddas-shaped
controller.

Here Iwould like to focus on the virtual tour, an installation designed for collec-
tive use. It consists of a touch controller placed in the centre of the room connected
to a large monitor. Through the interactive viewing of a panoramic photograph, the
user can virtually visit the room of the “Museo del Costume” where the musical
instruments are displayed. By clicking on a musical instrument, a tab containing
multimedia content such as text, audio, photos, and videos appears. All musical in-
struments are described through the following contents:

1. the most common name in the Sardinian language;

2. avideo showing the instrument rotating 360° around the vertical axis;

3. awritten description containing information on the instrument’s history, or-

ganological characteristics, uses, and repertoire;

4. otherlocal names in the Sardinian language;

a list of the materials used to make it;
a quotation from a historical source about the presence of the instrument in
Sardinia;

S
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7. a classification according to the Hornbostel-Sachs classification system as
recently revised by Febo Guizzi;'?

8. a non-contextual video showing the performance of a well-recognised
maestro;

9. avideo showing the process of making the instrument;

10. avideo showing the main contexts in which the instrument is usually played

The virtual tour is available by scanning the QR code 07.
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QR code 7.

CONCLUSIONS

The examples presented here are part of my work in the field of audiovisual eth-
nomusicology. For some years now, audiovisual media have been increasingly used
in ethnomusicological research, also thanks to the development and democratisa-
tion of digital technologies. During fieldwork, the camera has been considered par-
ticularly suited for capturing the fragmentary and multisensory nature of the experi-
ence (Ferrarini and Scaldaferri 2020). Besides documenting the fieldwork, different
types of audiovisual products can be realised to present the results of ethnomusico-
logical research depending on the aims, the characteristics of the music presented,
and the target audience.

To produce simple videos, the ethnomusicologist should possess the necessary
equipment and acquire the theoretical knowledge and technical skills to follow the
entire production process on their own, that is from planning the video to shooting
and editing. When audiovisual products are part of a larger multimedia project, the
task of the ethnomusicologist is to conceive the script and supervise the work of
various professionals such as filmmakers, editors, sound engineers, graphic design-
ers, photographers, IT engineers, and so on. In both cases, the ethnomusicologist is
the professional figure best qualified to conceive new strategies for the visual repre-
sentation of the music of oral tradition. Building on their research experience and
deepening their knowledge of the potential offered by audiovisual media, they will
be able to develop projects to safeguard and enhance the sound heritage of local
communities.

12 See Ghirardini 2020.
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Marko Aviy

AYAO-BU3YEAHO Y JABHOJ ETHOMY3UKOAOTH]JU 11 OBPA3OBAILY:
JEAHO NCKYCTBO CA CAPAI/IHI/IJE

(PE3UME)

Y mocaepAmMM TropMHaMa, ayAMO-BH3YeAHa eTHOMY3HMKOAOTHja Kao AMCLIUIIAMHA
IOCTaAd je CTPYKTYpHUCaHa 00AacT. BepcaTHAHOCT ayAHO-BU3YeAHHX MeAHja
AO3BO/~ABA HAYYHMITMMA AA UX KOPUCTeE Y ITMPOKOM PACIIOHY aKTUBHOCTH, Y OKBUPY
KOjUX Ce MOTy Ipello3HAaTH YeTHPH TAaBHe obaacT: 1) aHaAM3a Mmoparaka, 2)
AOKyMeHTapHH QUAMOBH, 3) jaBHA My3UKOAOTHja, 4) o6pasoBarbe.

OBaj uyaaHak mpeaCTaBbA HEKe aAyAMO-BH3yeAHe CHUMKE TPAAUIMOHAAHE
HMHCTPYMEHTaAHe M BOKAAHE MYy3HKe, Ka0 M HMIIPOBU3OBaHy IleBaHy II0e3Mjy Ha
Capananju (Mrasnja), Ha KojuMa caM PapHo IPOTEKAMX ropMHA. KOHKpeTHo,
npepcTaBuhy IeT mpuMepa KOjH ce MOTY CBPCTATH Y IIOCAGAE ABE OA YeTHPHU
HaBepeHe Kareropuje. Ilum Mu je pAa AOIpHHECeM AMCKYCHjH O YAO3H KOjy
€THOMY3UKOAO3H UMajy Y HACTAaHKY HOBUX CTpaTeryja 3a BUSYeAHY perpe3eHTalHjy
My3HKe yCMeHe TPaAMIiHje ¥ PasAMYUTUM IIPOAYKTHBHHM KOHTEKCTHMA M ayAHO-
-BH3yeAHUM OCTBapemHMa.

Ilet mpumepa AOAQ3H U3 PAa3AUYUTHX KAHPOBA [TOE3HUje U My3HKe 1 HAMEeHheHHU Cy
Pa3AMYKTO] BPCTH ITyOAMKe. Y HEKUM CAy4ajeBHMa CHIMAO CaM M MOHTHPAO CHUMKe
CAM, AOK CY'y APYTUM OHM OUAU Pe3YATAT THMCKOT PaAd BHIIE POdeCHOHAAALI Y TOAY
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ayAMO U BHAEO IIPOAYKIIMje, TpadUUKOr AM33jHA U MHPOPMAIIMOHHX TEXHOAOTH]A.
Hexu op BHX Cy CaMOCTaAHM KAUIIOBH; APYTH CY A€O Behux MYATHMEAMjAAHUX
IIPOjeKaTa Kao IITO Cy €HIMKAOIEAMj€ U MyATHMEAUjaAHEe usroxbe. Cas MaTepHjaA
cHUMAeH je ad hoc MeToAOM, a apXUBHpPAHM MaTepHjaA YIOTpeOmaBaH je y
IIPOAYKIIUjH BHA€A.

IlpBa ABa BHA€O CHHMMKA IOcBeheHa Cy BU3yeAHO] pelpe3eHTALHjH MOEeTCKHX
(mutetu longu) n mysumaxux dopmu (boghe ‘e note). Ilpeoctasa Tpu Hacrasa cy
3a HOTpe6e MYATI/IMeAI/IjaAHI/IX I/ISAO)K6I/I O BHIIETAACHOM II€Balby HMAM MY3HYKHMM
HMHCTPYMEHTHMA, Kao Aeo Exnuxaoneanje mysuke CapauHmuje.

T OBopehH O IIUPOKOM OIICETY MOI‘YhHOCTI/I AYAHO-BU3YEAHHUX MeAI/Ij a, CMaTpam Aa
je eTHOMY3HKOAOT OHA IIpodecHoHAAHA PUrypa KOja MMa HajOOse KBAAPUKALIHje Ad
OCMICAM HOBe CTpaTeryje 3a BU3yeAHy pelpe3eHTallljy yCMeHe My3uuKe TpasuLuje.
3acuuBajyhu cBoje ncTpaxkuBarbse Ha 3HAISY O IOTEHIINjaAY AyAUO-BU3YEAHIX MEA)a,
eTHOMY3HKOoA03U he Mohu Aa pasBujajy mpojexTe 3a OYyBambe U HOOOMIIAbE 3BYIHOT
HacAeha AOKaAHIX 3ajeAHHII.
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ABSTRACT

In this paper, I will focus on the reconstruction of the history of operetta
companies established in interwar Belgrade. I gave priority to those ensembles
that held regular performances for a longer period of time in the late 1920s
and late 1930s. Aside from making a detailed overview of several more stable
operetta theatres in Belgrade at the time, including their repertoire and leading
artists, the attention will also be paid to uncovering the broader context of their
work. The issues of state cultural policy and the rise of competitiveness inside the
local spheres of culture and entertainment will also be discussed.

KEYWORDS: operetta, operetta companies, repertoire, artists, Belgrade, interwar period,
cultural policy, popular culture.
AIICTPAKT

Y oBoM papy doxycupahy ce Ha pexkoHCTpymcame HCTOpPHje OIEpPETCKUX
Tpyma Koje cy ¢popmupane y mehyparHom Beorpaay. IlpeaHoct je pata oHuM
aHcaMOAMMA KOju Cy QYHKIJMOHHCAAU Y Ay’KEM BPEMEHCKOM PACIIOHY TOKOM
kacHux 20-ux u 30-ux ropuHa mpomaor Beka. Ilopea aeTamHOT yBHAQ Y Paj
HEKOAMKO OIIepeTCKUX Io30puuIta y beorpapy y Tom mepuopy, ykaydyjyhu u
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IbHXOB perepToap u Bopehe ymeTHuKe, maxia he 6uru ycMepeHa u Ha mupu
KOHTEKCT IbIXOBOT AeAarsa. C THM y Besn, 6uhe Takohe ArckyTOBaHO 0 IuTamuMa
Ap>KaBHE KYATypHe IIOAUTHKE U IIOPACTY KOMIETUTUBHOCTH Y OKBUPY AOKAAHHX
cepa 3abaBe U KyAType.

KnYYHE PEYH: omepera, OIlepeTcKe TPyIle, perepToap, yMeTHuUIM, Beorpay, mehyparsu
HIepHOA, KyATYPHA TIOAMTHKA, TIOITYAAPHA KYATYPa.

The end of the Great War brought many novelties to the cultural life of Belgrade.
As the capital city of a much larger, multinational, multi-confessional and culturally
diverse state, the Kingdom of Serbs, Croats and Slovenes, established in 1918 (since
1929 renamed the Kingdom of Yugoslavia), Belgrade had to compete for its primacy
in different spheres with many other prosperous urban centers from the country’s
western and northern regions for the first time in its modern history. In many of
these spheres, the process of fighting for prestige coupled with regional (intrana-
tional) and international exchange and collaboration has sometimes led to fruitful
results, but in other cases, the idea of following and maintaining the pre-war tradi-
tions and the “state-of-affairs” prevailed. This was noticeable in certain segments of
the cultural sphere where new political and social circumstances did not bring about
aneed to redefine or modify previous practices and policies. Typical in this context
was the functioning of the National Theatre in Belgrade, the most renowned and
influential cultural institution of the Kingdom of Serbia, whose managements were
decisive not to substantially contradict the pre-war approach to repertoire-making —
in particular, to the staging of operetta (Cf. Turlakov 2005). The idea that this genre
is incompatible with the mission and objectives of the Serbian National Theatre, that
it is characterised by questionable aesthetical values and a potential to put at risk
national musical heritage as well as to corrupt audience’s taste, which was loudly ad-
vocated by the most acclaimed musicians, literary critics and the Theatre’s officials in
the early 1900s (see more in Vesi¢ forthcoming; Milanovi¢ 2019; Markovi¢ 2021),
served as a starting point for the post-WWI Theatre’s managements and, since 1920,
strongly affected the repertoire policy (Markovi¢ 2021; Vesi¢ 2022, 216-217). De-
spite certain exceptions, the decision not to open Belgrade’s biggest and most heavi-
ly subsidised theatre to the “light”, entertaining and popular works such as operettas
was consistently upheld throughout the interwar period and, undoubtedly, it strong-
ly determined the fate of operetta performances in the Yugoslav capital.

As will be discussed in the following sections, it was not until the Ministry of
Education with its specialised bodies came to the conclusion that it was necessary
to cut the budget for regional theatres and to dissolve their operetta ensembles, that
Belgrade was given a chance to host a relatively permanent operetta company with
regular performances and respectable repertoire. Owing to the misfortune of op-
eretta artists primarily from Osijek’s Theatre, and to a lesser extent to the National
Theatre of Novi Sad, which all became redundant by 1 April 1927, an unexpected
opportunity suddenly appeared for the Belgrade inhabitants — to have their own op-
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eretta company after a two-decades-long break.? The fateful series of events during
the spring of 1927 marked the beginning of a new era for operetta staging in this part
of the Kingdom of Serbs, Croats and Slovenes (SCS) with numerous challenges as
well as the more-or-less favourable periods. In general, it is possible to discern three
phases in the history of operetta staging in Belgrade before World War Two. The
most prosperous were the first few years of a newly established company, followed
in 1929 by a gathering of similar ensembles, and, after 1930, with marked instability.
Between 1931 and 1935 the original ensemble and its “derivatives” were no longer
active, but several other groups of operetta artists held occasional performances. Fi-
nally, from 1936 to late 1937 the revival of this segment of the cultural sphere was
quite noticeable, owing to the appearance of some very ambitious and diligent com-
panies. From 1938 until the outbreak of WWII in the Kingdom of Yugoslavia, oper-
etta performances in Belgrade were not taking place regularly and were the result of
the work of smaller ensembles.

The staging of the operetta in interwar Belgrade will be presented taking into
consideration not only the aforementioned phases, but also other important factors
that influenced this process. In the first place, it is necessary to point to the cultural
policy of the Ministry of Education which was under great influence of the manage-
ment of Belgrade National Theatre and its financial, artistic and social objectives at
the time. Another important phenomenon was the development of entertainment
and mass media spheres in the Kingdom of SCS/Yugoslavia that offered the Yugo-
slav audience new possibilities to enjoy operetta pieces and operetta music. The re-
construction of the presence of this genre in interwar Belgrade and the numerous
obstacles that it faced is based on the data collected from archival material and press
and periodicals published in Belgrade, Zagreb and Novi Sad.

THE (RE)BIRTH OF OPERETTA PERFORMANCES IN BELGRADE
AFTER THE GREAT WAR:
FROM OCCASSIONAL EXPERIMENTS TO STEADIER EFFORTS

As the horror and traumas of the Great War that had struck a large part of the
population of the newly established Kingdom of Serbs, Croats and Slovenes slowly
evaporated from both the individual and collective consciousness, a strong desire to
redeem the unimaginable personal, physical, emotional, material and national losses
became manifest, particularly in the swift rise of the sphere of entertainment. Just a
few years after the truce was signed between the Kingdom of SCS and its neighbour-
ing countries, there was a sudden upsurge of places where popular music, dance and
silent movies could be enjoyed, particularly in urban areas. This was most character-
istic of the biggest Yugoslav urban centers including Belgrade, which was the only
one among them that was strongly affected by wartime horrors. The rapid growth

2 This topic will be discussed in detail in the following section. On staging of operetta before WWI in
Belgrade National Theatre see Vesi¢ forthcoming; Milanovi¢ 2019; Markovi¢ 2021.
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of its entertainment sector can be traced through press reports, announcements and
advertisements, but also via occasionally published statistical records. According to
one of the earliest records, dating from 1923, the visiting of cinemas, concerts and
variety bars and cabarets doubled in comparison to 1922; furthermore, the most
favoured pastime of Belgraders was watching silent movies and going to the vari-
ety bars and cabarets, whereas theatrical performances were less popular (Anony-
mous 1923b). Football matches were also widely popular. Similar trends could be
observed throughout the 1920s, including the primacy of cinemas, but also the pop-
ularity of various other venues that offered dancing and live music — from traditional
folk music to modern dance and schlager tunes.?

Despite favourable circumstances in Belgrade’s entertainment sphere in the early
1920s and onwards, more continuous performances of operettas appeared for the
first time in 1925. Owing to the efforts of Vojislav Turinski, a longstanding actor and
lyric tenor of the Belgrade National Theatre, who was approaching his retirement,
the private theatre Slobodno pozoriste [Free Theatre] was founded in January that
year and officially opened in February with a repertoire consisting mostly of “com-
edies and light music” (Anonymous 1925a). Turinski thought that it was necessary
to complement the programming of state-supported theatres, which was “too strict-
ly defined”, and to introduce the audience to different, more entertaining types of
theatre plays. Turinski’s theatre revived Mamzelle Nitouche, a vaudeville-operetta,
that had previously been staged in Belgrade’s National Theatre during the season
1908/1909, and prepared Emmerich Kélmén’s Ein Herbstmanéver (1909) (Anony-
mous 1925b; 1925¢). After many repeated performances of these works from Feb-
ruary to April 1925, the theatre was suddenly closed and another operetta company,
led by operetta artists Vera Burago Balaban and Ivan Dinulovi¢, tried to follow in
their footsteps. The new Belgrade Operetta company (Beogradska Opereta) gave its
first performances in June 1925 in the same location as Turinski’s company - the
hall of cinema Uranija. The repertoire that was prepared encompassed six operettas,*
but only one was performed in front of the Belgrade audience. Probably the dispute
between the owner of the building in which Uranija cinema hall was placed and its
unnamed tenant that culminated at the time Burago Balaban’s and Dinulovi¢’s com-
pany started their work resulted in the cancelling of performances.

It was not before early 1927 that the lovers of popular musical Theatre were given
the opportunity to regularly enjoy operetta plays once again. This time, it was ow-
ing to the guest performance of the operetta company of Osijek National Theatre in
early February, as well as in late March and early April 1927. The first and second
encounters of the Osijek company with the Belgrade audience were very succes-
sful, as comments from the press suggested. Notwithstanding the very modest fi-

3 This topic is partially discussed in Babovi¢ 2018 and Vesi¢ 2022.

4 The list of works that were planned to be staged was made known to the authorities of the Arts
Department of the Ministry of Education in the plea of Belgrade Operetta proprietors. See AY, 66-599-
995, 6 June 1925.

S Cf. Anonymous 1925d.
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nances, equipment and scenery, this company showed great discipline and “taught
alesson to our disheveled and disorderly opera community” (S[tanislav].V[inaver].
1927). Its performances of Oscar Nedbal’s Polenblut (1913), Offenbach’s La belle
Helene (1864) and Oscar Strauss’ Die Teresina (1925), as well as Granichstaedten’s
Der Orlow (1925), Kédlméan's Grifin Mariza (1924), Ralph Benatzky’s Adieu Mimi
(1926) and others were warmly welcomed and applauded by the thrilled audience
of the crowded Manjez and Luksor halls. Probably none of the present spectators
could have predicted that this ensemble, or at least its larger part, would soon be
transformed into a permanent, Belgrade-based operetta company. But, as soon as
the news of the dissolvement of all operetta companies of the regional state-subsi-
dised Theatres in the Kingdom of SCS reached the Yugoslav capital,® the manage-
ment of the former Osijek operetta ensemble decided to ask for permission to create
a private operetta theatre in Belgrade. The decision of the Arts Department of the
Ministry of Education was positive, and a company from Osijek was able to perform
throughout May and June 1927 at the Kleridz [Claridges] terrace. At first it seemed
that two important problems were finally solved — to create a stable operetta ensem-
ble in Belgrade, and to alleviate the socioeconomic burden of the dismissed Osijek
artists; but after only two weeks, an unforeseen difficulty emerged. The management
of the National Theatre in Belgrade filed a complaint to the Ministry of Education
expressing worries about the negative effects of operetta performances on the profits
and cultural mission of the National Theatre. As Ranko Mladenovi¢, a secretary of
the National Theatre in Belgrade, disclosed to the journalist of the daily Pravda, the
officials of the state theatre felt the need to point to the possible “lowering of the
quality of repertoire” and their duty to “save the audience from the frivolous music”
(M. R. 1927). The managers of the Belgrade operetta company were appalled by
such a move, stating that their company “cannot represent a threat of any kind to the
National Theatre, since even if the owner of Claridges decided to screen the films,
the same audience would come — without great artistic expectations, who loves to
sit by their tables and have a dinner, either in the hall or at the terrace, just as it did
with Brana’s Theatre [Brana Cvetkovi¢’s popular Theatre, 1. V.] whose work was not
banned despite larger attendance” (Ibid). They also reminded of the possibility to
open both private and state theatres in the towns with more than 100,000 inhabi-
tants, which was granted by Article 144 of the Regulation on the National Theatre.
The reasonable request of the operetta officials not to leave more than fifty artists
unemployed and to offer a repertoire that is not performed in any other Belgrade
theatre was opposed by the set of very unpersuasive arguments, deeply grounded in

6  The problem of supporting regional theatres was discussed by the Ministry of Education for several
years. It started in 1923 when several solutions for reforming these theatres were presented to the
public. This topic was revived again in 1926, but this time the focus was on the necessity to suppress
operetta performances in regional theatres as they were aesthetically inadequate, particularly those of
composers from Vienna and Budapest. Finally, in 1927 a decision was made to dissolve all operetta
companies in regional theatres, and it was to be put into effect on 1 April 1927. See Anonymous 1923a;
AY, 66-619-1029.
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the two-decades-long anti-operetta narrative.” Finding himself “between the ham-
mer and the anvil”, Milan Dimovi¢, Minister of Education, in cooperation with the
Arts Department, opted for a compromise — to let the operetta company perform a
month less than it was originally permitted (by 1 June 1927), and to return to Bel-
grade in July after a tour in the provinces (Anonymous 1927a).

It seems that the operetta company continued to perform on Belgrade’s Claridg-
es terrace throughout June, but also in July and August 1927, presenting a number
of mostly modern operetta works.® Before the opening of a new season 1927/1928,
the management of the company announced many novelties in the Belgrade press.
First of all, the performances were to be held in the Luksor Hall with a reconstruct-
ed stage and improved electric installations; the ensemble and choir were enlarged
and singers, actors and actresses for diverse leading roles were hired (Anonymous
1927b; 1927c). Moreover, Radoslav Vesni¢, the former director of Osijek operetta
took over the position of the manager instead of Vladimir Majheni¢, a very talented
tenor, who decided to leave the company. For the first time it was announced under
the title Beogradska Opereta [Belgrade Operetta] in the magazine Ilustrovani list and
it seemed that a new era in the history of operetta performing in Belgrade was about
to begin.’

THE “GOLDEN AGE” OF OPERETTA IN INTERWAR BELGRADE
(1927-1931)

Despite the fact that since the autumn of 1927 Belgrade audiences had regular
operetta performances after a long break and that Yugoslav capital hosted a perma-
nent professional operetta ensemble for the first time in its theatrical and cultural
life, there were many challenges ahead of the newly established private company.
From the very beginning there was a problem with finding a proper venue with the
adequate number of seats for winter and summer performances that could bring
sufficient profits. Apart from that, the ensemble was often burdened with internal
conflicts and frequent changes of personnel and there was a need for occasional large
investments in the renewal of scenery and costumes. Although it was not discussed
in the Belgrade press, two important members of the ensemble — Evka Mikuli¢ (one

7 This narrative started to develop in the beginning of the 20th century and was revived after the
Great War. See more in Vesi¢ 2018, 202-206, 244-259, 280-289; Vesi¢ forthcoming.

8 The list of performed works can be found in Appendix, Table 1.

9 Among the leading artists of this ensemble were: Evka Mikuli¢, Matilda Kralj, Paulina Jesi¢
(sopranos), Ivka Berkovi¢, Elza Radomska, Ms. Ostoji¢ (soubrettes), Puka Trbuhovi¢ (tenor and
director), Ivan Gorski, Franjo Kloko¢ki (tenors), Klemens Klemen¢i¢ (comedian dancer, director and
ballet choreographer), Mr. Radomski (comedian dancer), Stevan Dobri¢ (comedian and director),
Milan Odzi¢ (comedian), Mr. Sedlacek (conductor), Radoslav Vesni¢ (director). See Anonymous
1927c. See also Figure 1. On the biographies of aforementioned artists and others that will be
mentioned in the following sections see the electronic database Teatroslov of the Museum of Theatrical
Arts of Serbia: http://teatroslov.mpus.org.rs/teatroslov.php.
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Figure 1. The photographs of members of Belgrade Operetta, lustrovani list 29 (1927): 8.
Source: Digitalna NBS,
https://digitalna.nb.rs/view/URN:NB:RS:SD_77A524AED6CE4DEFDSS66E639C-
CA40C7-1927-B029.
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of the leading sopranos) and Stevan Dobri¢ (one of the leading actors) — became en-
gaged in Skopje National Theatre early in the season 1927/1928 and this, according
to their claims, led to a “decline of quality and revenues of the Belgrade Operetta”
(AY, 66-617-1023, March S, 1928). To prevent its further deterioration, Mikuli¢ de-
cided to return to Belgrade as a guest performer in December and January 1927 (Cf.
Anonymous 1927¢). At the same time, in order to try to provide more elaborate
costumes for the ensemble, its manager Radoslav Vesni¢ asked the Arts Department
of the Ministry of Education to allow him to buy part of the inventory of former
Osijek operetta with a 25 percent discount, but it is not known whether authorities
agreed or not.

That the atmosphere inside the operetta ensemble was far from harmonic was
proved at the beginning of the next year. In February 1928 information appeared
in Pravda about the initiative to open a new operetta theatre in Belgrade by several
former members of Osijek operetta which was declined by the Arts Department of
the Ministry of Education, and in March that year Stevan Dobri¢ and Evka Mikuli¢
sent another plea to this governing body. Soon after, Dobri¢ acquired permission to
open Veselo pozoriste [ The Jolly Theatre] in the hall of the Hotel Slavija, with the
repertoire based on comedies and popular plays (Cf. Anonymous 1928a), while Mi-
kuli¢ decided to leave Belgrade Operetta.'

Despite numerous difficulties, in the period between September 1927 and Sep-
tember 1928, the Belgrade Operetta ensemble presented 26 operettas, including 7
works by Franz Lehar, S works of Emmerich Kélman, 3 works of Leo Fall and Jean
Gilbert, and 2 works of Oscar Strauss, as well as 4 plays from the genres of comedy,
vaudeville or farce. The repertoire also encompassed 19*-century classical operet-
tas: Johann Strauss’ Die Fledermaus (1874) and Sidney Jones’ The Geisha (1896), as
well as one domestic operetta — Josif Rajheni¢ Raha’s Verenica njegovog velicanstva
(1925). Except in February and June 1928, the operetta ensemble performed ten
to sixteen operetta works per month, usually every day, and often in afternoon and
evening slots. Aside from the quantity and diversity of its repertoire, Belgrade oper-
etta was slowly but steadily gaining a good reputation among a number of Belgrade
theatregoers, along with the press and mass media. It was manifested in frequent re-
porting on its activities, and particularly the short tour that took place in April 1928.
In Zagreb-based Kulisa magazine, it was emphasized that there was “an unusually
great interest” in the performances of this company in Zemun and Novi Sad and that
it “achieved outstanding success” (Anonymous 1928b). Even the very critically in-
toned observations on the work of Belgrade Operetta such as those of the influential
Serbian composer and musicologist Miloje Milojevi¢, who belonged to the group
of intellectuals and artists that bitterly opposed operetta, indicated its “anchoring”

10 The news appeared in the magazine Kulisa with the following remarks: “The Belgrade Operetta
is undergoing a terrible blow. Ms. Evka Mikuli¢, its leading lady, left the ensemble due to certain
misunderstandings with the management. The Belgrade Operettalost one of its irreplaceable members,
with great musical and acting capabilities, who was highly esteemed by the audience” (Anonymous
1928¢).
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in the local cultural and theatrical life and the entertainment sphere. Discussing the
half-empty hall of the Belgrade National Theatre during the performances, Milo-
jevi¢, among other things, noted that: “it is kept silent that in the recent past there
were neither Operetta in Belgrade, nor Brana’s Theatre, two very popular institutions
among the young and inexperienced audience. Brana’s Theatre is a creation of its
own, it has its supporters and a right to exist. But that does not refer to Operetta
because it is taking away the musical audience and intoxicating them.” (Anonymous
19274).

After the very productive and dynamic 1927/1928 season, Belgrade Operetta’s
manager Radoslav Vesni¢ announced alot of innovations and fresh ideas for the next
season, particularly regarding the repertoire. They planned to stage the latest oper-
ettas of Fall, Kilman and Lehar — Die spanische Nachtigall (1920), Der Zarewitsch
(1927), Die Herzogin von Chicago (1928) — as well as the works of French and Yu-
goslav composers (see K. T. 1928). Moreover, the choir and ballet ensemble was
expanded and a new soloist, Marica Lubejeva, a former Maribor Operetta company
member “with exceptional vocal qualities” was hired (Ibid). As the performances of
part of the repertoire took place in September and early October there were signs of
problems “behind the scenes”, but after the farewell concert of Belgrade Operetta’s
longstanding soloists, Matilda Kralj and Ivan Gorski, on 12 October 1928 (Anon-
ymous 1928d), the crisis in this institution became quite pronounced. Suddenly,
there were no announcements of performances in the Belgrade press, and after 25
October 1928, names of new operetta companies started to appear without any spe-
cific references to the Belgrade Operetta, nor the explanation on its possible restruc-
turing. Only several months later, in an article published in daily Vreme, there was a
passing remark on the unexpected dismissal of Radoslav Vesni¢’s Operetta after his
“two years of honorable struggle with numerous difficulties” and the subdivision of
former ensemble into two competing companies (see N. 1929). It seems that part
of the original company led by Evka Mikuli¢ that rejoined Belgrade Operetta en-
semble in the summer of 1928, continued with performances between late October
and late November 1928 under the name “Operetta at Luksor Palace”. This company
also staged short operettas, sketches and varieties at the Claridges Hall (Anonymous
1928e; 1928f). By 19 November 1928, Belgrade Operetta (Operetta at Luksor Pal-
ace) was finally dissolved.

In the meantime, Mikuli¢, together with Stevan Dobri¢ and Aleksej Orlov asked
for permission to open Vodvilj-opereta [Vaudeville-operetta] (AY, 66-617-1023,
November 3, 1928), and, according to published announcements in Pravda, this
company started to perform in late November in the Claridges Hall naming itself
Operetta at Claridges.'' Shortly after, a former conductor of the National Theatre in
Belgrade, Jovan Srbulj, took the position of its musical director, and, later, a manager
(Anonymous 1928j; N. 1929). At the same time, the other group of artists from
the former Belgrade Operetta including Puka Trbuhovi¢, Marica Lubejeva, Elza
Radomska and others led by conductor and composer Josif Rajheni¢ Raha started

11 Itbecame advertised as Belgrade Operetta at Claridges since January 1929.
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to work on establishing a new company at the Luksor Hall. In early December they
published a call for children interested to take part in the performing of Kdlman’s
Die Herzogin von Chicago (1928) as well as ballet ensemble (Anonymous 1928g,
1928h). Only a few days later, a large and elegant advertisement appeared in the
most widely distributed daily in Belgrade — Politika, inviting the audience to attend
the opening of a new Modern Operetta at the Luksor Palace and enjoy the premiere
of the mentioned Kélmén’s work (Anonymous 1928i). On the basis of press reports,
the foundation of Modern Operetta was ambitiously planned and realised owing to
the efforts of Mika Risti¢, a former member of the National Theatre in Belgrade, who
decided to resign from his position in this state-subsidised institution and to focus
thoroughly on creating a stable and respectable private operetta company in the ca-
pital city of Yugoslavia (Anonymous 1928k). Risti¢ believed that Belgrade deserved
a serious private theatre, in particular an operetta theatre which would respect the
audience’s taste and serve as a basis for cultivating a domestic operetta production
— something he did not observe in the work of previous Belgrade Operetta. Relying
on the guidance of Branislav Nusi¢ and Stanislav Bini¢ki and the gathering of a group
of artists from the former Belgrade Operetta, the manager of Modern Operetta was
confident that this theatre would transform Belgrade’s entertainment and theatre
spheres.'

Only two months after the crisis inside Belgrade Operetta started to manifest
itself and its long-term manager Radoslav Vesni¢ resigned from his post, the Bel-
grade audience was given a chance to attend operetta productions by two permanent
companies, and to contribute to their effort to attract mass support and gain public
respect. Both companies were trying to offer lavish premieres of popular operetta
works, classical or modern, and to introduce the works of Yugoslav composers. Be-
tween late December 1928 and late January 1930, six new works were prepared.'?

The competition between the two companies ended abruptly by the end of Jan-
uary 1929 as Modern Operetta ceased to offer programmes after 22 January. Their
rival company, the Belgrade Operetta at Claridges, continued with performances un-
til the end of the winter and summer seasons (May and August 1929). Aside from
presenting some of the most popular works from the repertoire of its predecessor'
— the Belgrade Operetta — as well as its newly introduced pieces, this company also
prepared several premieres.”® It is noticeable that post-WWI operetta production

12 Cf. AY, 66-617-1023,26 November 1928.

13 Among them were Walter Pollo’s Olly-Polly (1925) (Modern Operetta, 24 December 1928),
Oscar Strauss’ Ein Waltzertraum (1907) (Belgrade Operetta at Claridges, 27 December 1928), Hervé’s
[Louis-August Florimond Ronger] Mam’zelle Nitouche (1883) (Modern Operetta, 4 January 1929),
Radoslav Kosmajac’s Igumanov greh (1928) (Belgrade Operetta at Claridges, early January 1929),
Haremska no¢ (Modern Operetta, 12 January 1929), and Leo Fall's Die Dollarprinzessin (1907)
(Belgrade Operetta at Claridges, 25 January 1929).

14 Among the performed operettas were Grfin Mariza, Die Teresina, Die Bajadere, Die Csdrddsfiirstin,
Der Orlow, Ein Herbstmanéver, Die Frau im Hermelin and Adieu Mimi.

1S These were Sre¢ko Albini’s Baron Trenck (1908) (27 February 1929), Maurice Yvaine’s Pas sur la
bouche (1925) (26 March 1929), Johann Strauss’ Der Zigeunerbaron (1885) (24 April 1929), Albert
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dominated the repertoire, but important steps were made to introduce more works
from the classical, 19"-century era, as well as the works of Yugoslav composers (al-
though very occasionally).

Considering a large number of performed operettas from the end of 1928 until
the beginning of the next 1929/1930 season, together with the representation of
newly-introduced works, often staged in Belgrade less than a year apart from their
world premieres, the Belgrade Operetta at Claridges was showing the signs of vital-
ity, ambition and determination to surpass the results of its predecessor. One of the
important novelties that was to contribute to the rise of public appreciation of this
company was the appearance of the first operetta reviews published in the daily Vre-
me.'¢ Although written more in the fashion of advertisements than standard reviews,
full of praise for both the composers of premiered operettas and the whole ensemble
of the Belgrade Operetta at Claridges, these texts opened the door for a more elabo-
rate and less-prejudiced understanding of this genre.

The functioning of Belgrade Operetta at Claridges between September 1929
and September 1930 continued on the dynamic established in the previous peri-
od: new works, either classical or latest hits, were appearing every month together
with those that were already performed by this company or its predecessor.'” At first,
only operetta works were being premiered,'® but since July 1930, when the compa-
ny settled at the terrace of Hotel Slavija, many comedies by German and Yugoslav
authors were also included in the repertoire.'” The ensemble was “refreshed” with
another female actress and singer, a Russian émigré Iraida Komarevska,* in August
1929 and during September there were guest performances of Vladimir Majheni¢
and Vienna-based singer Marina Obetkova (Anonymous 1929a). A very import-
ant moment in the history of this company, and the Belgrade operetta ensembles in
general, was the first large-scale tour that encompassed part of the “Serbian south”
and the Adriatic Coast. The tour started in October 1929 and lasted one month. It
included performances in Leskovac, Ni§, Dubrovnik, Sibenik and Susak with the
suport of King’s Guard Orchestra. Press report published in Vreme emphasized the

Szirmai’s Alexandra (1925) (9 May 1929), Oscar Strauss’ Hochzeit in Hollywood (1928) (4 June 1929),
Carl Zoeller’s Der Vogelhéndler (21 June 1929), Paul Abraham et al. Zenebona (1928) (10 July 1929),
Edmond Audran’s La mascotte (1880) (18 July 1929) and Henri Christiné’s Phi-Phi (1918) (2 August
1929).

16  The reviews were written by certain “Macready”and the first text of that kind appeared after the
premiere of Alexandra (see Macready 1929).

17 The works that were revived from the period of Belgrade Operetta were the following: Die
spanische Nachtigall, Frasquita, Die Zirkusprinzessin, Das Hollandweibchen, Der Graf von Luxemburg and
Die keusche Susanne.

18 Themostimportant was the introducing of Maurice Yvain's Bouche d Bouche (1925) (10 September
1929), Robert Stolz’s Prinzessin Ti-Ti-Pa (1928) (27 September 1929), Franz Lehér’s Paganini (1925)
(1S January 1930) and Der Zarewitsch (1927) (4 February 1930).

19  Between July and September 1930 several comedies and revues were prepared: Vojislav Turinski’s
Soni boj (1930?), Franz Arnold and Ernst Bach’s Die spanische Fliege (1913 ), Kurt Getz's Hokus Pokus, etc.
20 'Theartist’s surname was sometimes written as Komarovska both in the local press at the time and
in the Museum of Theatrical Arts database.
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compliments that were given to conductors Jovan Srbulj and Jaroslav Pleciti as well
as to leading singers, actors and actresses: Evka Mikuli¢, Iraida Komarevska, Paulina
Jesi¢, Ivka Berkovi¢, Duka Trbuhovi¢, Stevan Dobri¢, Milan Odzi¢, Ivan Gorski, and,
above all, to a dancer Lola Dragnjevi¢. As the journalist of Vreme stated: “Operetta
did not have much success inside the borders of Serbia because people were not in-
formed about its guest performing. By contrast, success was immense in the south,
in Dubrovnik, Split, Sibenik and Susak, where artists decided to stay longer than it
was originally planned.” (Anonymous 1929b)

After this first larger tour and following months of diligent work in the renovated
and adapted Claridges Hall, the ensemble of Belgrade Operetta was preparing for
another series of performances outside Belgrade — this time in the towns of Vojvodi-
na and Slavonija (Anonymous 1930a). Unlike the previous undertaking, there were
no reports on the reception of this ensemble in “northern” urban centers that were,
similarly to Dalmatian towns, familiar with operetta repertoire and had a long his-
tory of hosting operetta companies. Also, no explanations were given regarding the
sudden relocation of the Belgrade Operetta — first, from Claridges to Luksor Hall,
and then to the Hotel Slavija’s terrace. Despite the relatively smooth unfolding of
the summer season and some reinforcement of the ensemble,* a plea that Jovan Sr-
bulj wrote to the Minister of Education in August 1930 pointed to serious material
problems that burdened the performances of Belgrade Operetta and prevented its
development. As he stated:

I was obsessed with the idea to preserve and develop this type of entertaining art,
necessary in every town, in order not to allow our Belgrade, the capital of the great
Yugoslavia, to lag behind other urban centres. I went even further by supporting our
domestic artists, writers and composers and giving them a chance to present their
original work on my stage.

Mr. Minister, the personal finances that I used to cover the expenses of Operetta are
not available anymore, and the revenues from performances are only sufficient to
make up for the salaries of artists and other costs. As a private company, the Belgrade
Operetta does not enjoy any privileges of the subsidised theatres, and, consequently,
I am obliged to pay all the levies such as taxes on tickets, communal, district and
regional fees, state tax, police etc. I have invested all my capital into the scenery, cos-
tumes and musical scores. Therefore, I feel free to ask you Mr. Minister to give me
the possibility to continue with my work by awarding [my Operetta] a subsidy that
is available to many our theatres in the province. After you consider all the details, I
would kindly request a monthly subsidy in order to let me keep my operetta company
in the future. Otherwise, its further functioning will be put at risk. (AY, 66-359-599,
13 August 1930)

21 Among the new artists that were engaged in Belgrade Operetta in the summer of 1930 important
place belonged to the young and talented conductor Alfred Pordes as well as the young ballet dancer
Kaca Dej. See Anonymous 1930b.



133

IVANA VESIC
UNDER POLITICAL AND MARKET PRESSURES: THE STAGING OF OPERETTA IN INTERWAR BELGRADE

Without a positive response from the Minister, the Belgrade Operetta was slow-
ly dissolving and was finally closed in the second half of January 1931. There were
attempts to postpone this process and to give this company a financial impetus to
continue to perform primarily via a long tour across towns of Vojvodina that lasted
from October to December 1930 (Anonymous 1930c; 1930d), but, obviously, with-
out success. After a short-term establishment of a permanent operetta ensemble in
October 1931, the Belgrade audience had to wait for another four years to be able
to attend regular operetta performances again.

OCCASIONAL STAGINGS OF OPERETTAS IN BELGRADE (1931-1935)

Although no permanent operetta company was established for years in Yugoslav
capital, its inhabitants were given the possibility to enjoy quality operetta shows and
to witness the staging of some of the most recent operetta works mainly through
guest performances of Yugoslav and foreign companies. Among them, the most
prestigious were the ensembles of the famous Austrian Theater an der Wien, as well
as the Operetta of the National Theatre in Zagreb (Zagreb Operetta) that visited Bel-
grade several times between 1930 and 1933, mostly during the summer season (July
and August). Theater an der Wien first encounter with the Belgrade audience took
place in July and August 1930 (24 July — 1 August), when the Belgrade Operetta was
still actively participating in the local cultural life. This was a chance to present some
less-known operetta works such as Egon Neumann’s Viermal Ehe (1930), Franz Le-
hér’s Friihlingsmddel (1928) and Willy Engel-Berg’s Die dumme Liebe (1920) as well
as to display stage skills of Theater an der Wien ensemble, in particular its leading
lady Margarete Slezak. Under the impression of this visit, Slezak, together with the
composer and conductor Egon Neumann and part of this theatre’s company decided
to return to Belgrade in the summer of 1931 (Anonymous 1931b). This time they
prepared a special surprise for the audience — an operetta work that contained tunes
by a Yugoslav composer (Stanislav Bini¢ki) and whose action takes place in Dalma-
tia”® — and they were giving performances between 15 and 23 August.

Part of the Zagreb operetta ensemble decided to spend their summer vacation by
presenting operettas, comedies and variety programmes in Belgrade in August 1931

22 Theannouncement of the re-establishment of the permanent operetta theatre appeared in October
1931 on the basis of the initiative of Stevan Dobri¢, a former member of Belgrade Operetta ensembles,
who was also a founder of operetta company Miniatura [ The Miniature] that gave performances during
February and March 1931. Dobri¢ gathered a group of artists including Ivka Berkovi¢, Irena Astrova,
Ms. Ackova, Franjo Klokocki and Klemens Klemenci¢ and started with preparations for Ralf Erwin’s
Ich betriig” Dich nur aus Liebe (1929) that was already premiered in Belgrade by a group of artists from
Theater an der Wien led by Margarete Slezak. The opening was scheduled for 17 October 1931, at the
Claridges Hall. Despite a very affirmative response to the efforts of Stevan Dobri¢ and his company
and a strong belief that the Belgrade audience will finally be able to listen to plays it appreciates the
most in nicely staged performances, after two months of regular performances, this operetta theatre
was dissolved in December 1931. See Anonymous 1931¢; K. J. 1931.

23 Mondnacht in Dalmatien (1931).
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at the time when this urban center experienced an almost six-months long interrup-
tion in operetta performances. Their eleven days stay (1-11 August) was announced
in the local press with a lot of enthusiasm and expressions of admiration towards the
leading artists — Margareta and Dejan Dubaji¢ — who were called “the best inter-
preters of modern operetta works and popular schlagers”. Another Zagreb operetta
“star”, Vlaho Paljetak was described as “one of those singers that can seduce masses.
Songs that he performs spread on the streets immediately and become popular in all
categories of consumers” (Anonymous 1931a). Among the various types of plays
and evening shows they prepared, there was also Robert Stolz’s operetta. Next year,
the same group of artists presented their repertoire at Kolarac terrace (4 - 16 July
1932). The journalist of the magazine Kulisa observed that this guest performing
came “at the right time, because something new and interesting was necessary. The
Belgrade audience is eager to watch operetta performances. They appreciate this
type of art that does not have interpreters in their own town. The National Theatre
without an operetta ensemble such as the Belgrade Theatre created a great gap in the
local artistic life. Zagreb artists were given a warm-hearted welcome. Particularly the
well-known Paljetak, Cili¢ and Dubaji¢” ([Cvetkovi¢] 1932).

Unlike the first two times, the third guest performance of Zagreb Operetta was
conceived much more ambitiously and meticulously. As a result, the whole ensem-
ble was engaged in Belgrade from 8 to 17 July 1933, and many operetta pieces from
their standard repertoire were planned to be performed. Most of them had never
been staged in Belgrade before.* Because of the great interest of the audience and
many pressures on the management of the National Theatre in Belgrade, Zagreb
artists were given the opportunity to perform on the main stage of this Theatre,*
and to prolong their stay for another seven days (Anonymous 1933a). One of the
most important moments was, irrefutably, the long-awaited premiere of Ivo Tijar-
dovi¢’s popular Mala Floramye (1926) on 23 July 1933 with Marica Lubejeva and
Milan Sepec in the leading roles. This work whose performance was planned and
announced several years earlier by the management of Belgrade Operetta at Clar-
idges/Slavija (July 1930) was received with “much appreciation” in the crowded
hall of the National Theatre and some schlagers and ballet numbers “were repeated”
(Anonymous 1933b).

That a two-week long stay of Zagreb Operetta left a deep mark in Belgrade’s cul-
tural life, mesmerizing the audience and infatuating them with many schlagers and
tunes they had a chance to hear was evidenced by a Belgrade journalist who gave a
witty insight into this guest performance from the perspective of the local history of
operetta staging:

The initiative [for regular operetta staging] germinated several times, sometimes in
the larger forms that gave hard times to the proponents of the so-called ‘art of the

24  Among them were Bernhard Griin's Bshmische Musikanten (1930), Paul Abraham’s Viktoria und
ihr Husar (1930), Ralph Benatzky’s Die drei Musketiere (1929) and Im weissen Rdss! (1930), and Lehdr’s
Das Land des Lichelns.

25 Their performances before 17 July were taking place at the Guard’s House in Top¢ider.
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higher rank’ - to people who usually did not watch plays of either higher or lower
quality (except maybe their own works). Their concerns were groundless. Without
the possibility to fully blossom, the operetta flowers faded. But these days they grow
pompously in Belgrade owing to the guest performing of the Zagreb Operetta. The
Belgrade audience likes operettas, and schlagers are sung incessantly. One comes and
leaves the operetta by humming the tunes — if this is not interrupted by the wor-
ry about public transportation. And this humming continues in crowded trams and
buses after the evening performances in the theatre hall of the Guard’s House. ‘Once
again give me your hand for forgiveness’ This aria from Viktoria und ihr Husar is sung
so many times [ ... ]. It is pleasant to hum arias that can be easily memorized. Nobody
sings anything from Wagner’s Parsifal. But from Im weissen Réssl...Oh, always! (H.
1933).

Another interesting aspect regarding Zagreb Operetta’s groundbreaking perfor-
mances in Belgrade was the fact that the management of National Theatre in Belgrade
let the company use its main stage instead of the stage at the “periphery” (Vracar)
which cultivated a “lighter” repertoire. This unusual move was not discussed in
public, but it was, in a certain way, prompted by certain controversial decisions of
this theatre’s officials made a year before. Namely, after years of anti-operetta cam-
paigning by its leading personnel, the news of the premiere of Johann Strauss’ most
popular work, Die Fledermaus, on the main stage of the Theatre in December 1932,
left Belgrade audiences stupefied.”® The most vocal in expressing their dissatisfac-
tion were the influential music critics and policy-makers that were unable to find any
justification for such a broadening of repertoire.” Breaking with the decades-long
tradition of not staging operetta works was heavily criticised even though Strauss’
work belonged to the classical period of this genre and stood in sharp contrast with
modern, schlager and revue operettas. Explanations of Theatre’s officials on this in-
stitution’s serious financial problems and accumulated debt were not accepted by
the offended anti-operetta proponents. Still, it is obvious that the exception that was
created with Die Fledermaus prepared the ground for the Zagreb company’s perfor-
mances on the main stage of the National Theatre and made them less problematic
than they would have looked like just a year before.

26 Before Die Fledermaus was premiered and repeated on the National Theatre’s main stage, the so-
called “stage by the monument”, another classical, 19*-century operetta, Hervé's Mamzelle Nitouche,
was also performed but only several times (March 1931). Soon after, it was transposed to the Vracar
stage.

27  See Vesi¢ 2018, 284. The most important in this respect was a heated debate between composer,
music critic, and at that time music referee of the Arts Department, Petar Krsti¢, with Milan Predié¢,
manager of the National Theatre in Belgrade, via a series of writings published in the daily Pravda in
December 1932. The debate showed the double standards of the management of the National Theatre
when it comes to operetta performances — namely, despite the longstanding harsh criticism of this
genre, when the material status of this institution started to deteriorate, aesthetical (and political)
reasons suddenly lost their validity. At the same time, it was clear that Petar Krsti¢, who was among the
creators of anti-operetta narrative in the early 20" century, had not changed his views for a millimetre.
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While inserting classical operetta on the repertoire of National Theatre could
hardly compensate for the lack of permanent theatre company in Yugoslav capital,
many new modes of consuming operetta works and their musical parts became avail-
able to the audience since 1929 and 1930. Among the most important was the open-
ing of Radio Belgrade which aired a number of shows with “light and operetta” mu-
sic either via live performances or by reproduction of gramophone records. At first,
Radio Quartet was regularly playing instrumental excerpts from popular operettas,
but then, in July 1929, Radio Orchestra took over the presenting of numbers from
works of Lehér, Millocker, Suppé, Kalmdn, Johann Strauss, Oscar Strauss, Robert
Stolz, Bruno Granichstaedten and many others. Radio management also introduced
regular live performances of operetta arias that were, by the autumn of 1930, mostly
realized by the members of Belgrade Operetta and Belgrade Operetta at Claridg-
es/Slavija such as Paulina Jesi¢, Evgenije Gabajev, Zlata and Puka Trbuhovi¢, Iraida
Komarevska, Ivan Gorski, Milan Odzi¢, and Jaroslav Pleciti.*® An interesting novelty
was introduced in 1934, 1936, 1937 and 1940 programming with live performances
of complete operetta works such as Die Teresina, Das Hollandweibchen, Die Bajadere,
Die Polenblut, Der Vogelhdndler, Baron Trenck with Jovan Srbulj conducting.

Another fruitful source for apprehending the operetta productions were sound
movies which since 1930 became dominant in Belgrade cinemas. Already in the ear-
liest stages of the development of this new type of media, operetta works from the
past were a great inspiration and a cornerstone for film creations, which was also
characteristic of the silent movie era. Particularly German film companies were very
keen on creating adaptations of popular operettas of pre-WWI and post-WWI time
and, as a result, dozens of films were released during the 1930s that were grounded
on operetta works. Most of them were screened in Belgrade cinema halls with sev-
eral months or more of delay.”” Given the fact that the majority of these adaptations
were released in 1934 and 1935 — when Belgrade was left without regular operetta
performances even during the summer season — this could serve as compensation.

ATTEMPTS TO (RE)ESTABLISH A STABLE OPERETTA COMPANY
(1936-1938)

After a series of unsuccessful projects aiming at establishing regular operetta per-
formances that took place in 1934*° and 1935, there was finally a sign of changing

28 These shows appeared under the title “Operetski ¢as” [Operetta Hour] or “Operetsko vece”
[Operetta Evening].

29 See Table 2 in Appendix.

30 For the 1934 summer season, a director Emil Nadvornik, founded an operetta company that gave
performances at Kolarac terrace. The company included mostly Slovenian artists such as Ksenija Maja,
Sonja Florjanc¢i¢, Erna Moharjeva, Belizar Sancin, Anton Harastovi¢ and others and was active between
the end of June and the beginning of September 1934. Their repertoire was based on only one work —
Otmar Hofer’s Ljubavni gas [ The Love’s Energy]. See AY, 66-359-599, 1934.

31 During May 1935 a Russian drama company led by Julija Rakitina with artists such as Ksenija
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circumstances in the autumn of 1936. According to archival documents, the former
manager and conductor of the Belgrade Operetta at Claridges/Slavija decided to
give another try to the idea of creating a permanent operetta company. As early as
in August 193S Srbulj wrote to the Arts Department of the Ministry of Education
asking for permission to found an operetta theatre in Belgrade on the basis of the
Law on Tax Exemption (AY, 66-359-599, 9 August 1935). He was willing to engage
only Yugoslav artists and believed that his own artistic results including his work as
an opera conductor in the National Theatre, as well as a conductor at Radio Belgrade
and the Obili¢ Academic Choral Society, could serve as a guarantee of the quality of
performances of the future Belgrade Operetta. Although the response from the Min-
istry was positive together with the opinion of managers of National Theatre who
admitted for the first time since the post-WWI years they did not have jurisdiction
to approve or dissaprove the foundation of other theatres in Yugoslav capital,** there
are no data on the functioning of Srbulj’s operetta company in this period. A similar
plea was sent to the same institution a year later, in October 1936, this time with a
request for acquiring a status of a privileged theatre company (povlaséeno pozoriste)
which was approved (AY, 66-359-599, 1 October 1936). Only several days later an
announcement appeared in Belgrade press regarding the ceremonial opening of the
Belgrade Operetta with a popular Hervé’s work Mam’zelle Nitouche on the reper-
toire and a guest performance of a famous soprano Mimi Balkanska in the hall of
the Russian House [Ruski dom] (Anonymous 1936¢). Balkanska also participated
in the premiere of Kalman’s Silva (1915) on 25 October 1936 by the newly-found-
ed ensemble. Aside from the news on premieres and performed works along with
company’s touring and guest performances, there were occasional overviews of its
artistic quality that were mostly not affirmative. Konstantin Atanasijevi¢, a critic of
the daily Vreme who followed the opening performances of a new company was dis-
appointed with its artistic results, finding the male choir “undisciplined”, the female
choir “unprepared” and the ballet group so modest “it could not perform on the pro-
vincial stage”. Atanasijevi¢ did not predict a bright future for this company, finding
Jovan Srbulj’s attempt to be “imbued with dilettantism” and, as such, destined to fail
(Atanasijevi¢ 1936).

Sibirjakova, Nataga Strahova (compére), Evgenije Marijasec and Nikola Vasiljev’s jazz orchestra started
with performances of revue-operetta Koracaj kroz Zivot. The ensemble continued with their work later
that year and during January 1936 they premiered classical Offenbach’s La Périchole (1868) translated
into Serbian with Evka Mikuli¢ in the leading female role at Luksor Hall. See Anonymous 1935; 1936a.
32 'The regular practice of the Arts’ Department particularly during 1920s and early 1930s was to
ask the management of National Theatre in Belgrade for the opinion regarding giving permissions for
all types of private theatres. This step was completely unnecessary and was not in compliance with
local regulations. The Arts Department was the only body inside the Ministry of Education that was
responsible for defining and applying theatrical policies in the country including its capital city and no
other intermediaries were required. The involvement of the management of Belgrade National Theatre
in the process of granting permissions for private, mostly popular theatres, was significant and often
resulted in withholding them a right to work and gain profits.
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The most important moments in the first months of the revived Belgrade Oper-
etta included a tour to Subotica (November 1936), a guest performance of the fa-
mous Yugoslav film diva Rakel Davido (December 1936, Der Orlow) and a premiere
of a domestic operetta Bosanska ljubav [Bosnian Love] composed by Alfred Pordes
and written by Blanka Chudoba (22 December 1936).3* After a relatively promis-
ing start, the company made a break in January and February 1937 and the reason
was the problem with the hall of the Russian House that was not available all the
time, neither for performances nor for rehearsals (Anonymous 1937a). Srbulj and
his company had to wait for the transfer to Luksor Hall that had better conditions
for operetta staging. Finally, the season could be continued in March 1937, and for
that purpose the management decided to bring more spectacular works on stage and
to engage acclaimed Yugoslav artists. The grand re-opening was initiated with the
premiere of Paul Abraham’s Ball im Savoy (1932) (1 March 1937) that included the
guest performance of Zagreb Opera member Slobodan Zivojinovi¢. This time the
critic of Vreme, in addition to some minor complaints, concluded that “the evening
before, it was evident that Belgrade has an excellent basis, excellent actors and en-
semble that someone selected really skillfully”**

The promising start was solidified in the following weeks and months owing
to introducing of some of the most important Yugoslav operetta works such as Ivo
Tijardovi¢’s Mala Floramye (10 April 1937), as well as the earlier and latest oper-
etta “breakthroughs”?s Besides, the ensemble was reinforced with a director Ferdo
Delak, “one of our best modernist operetta directors” who was also known for his
work on documentary films (Anonymous 1937b). In June 1937 the complete re-
organisation of Belgrade Operetta took place and as a result one of its leading sing-
ers, Iraida Komarevska, became “the first female Theatre manager in our country”
(B. F. 1937). Komarevska announced the opening of the summer season on 1 July
1937 at the Claridges terrace, underlying that, although the ensemble could already
start giving performances, they decided they should not “present to the audience
some mediocre plays” (Ibid). Along with Ferdo Delak who was engaged as a director
and Jovan Srbulj who was responsible for the quality of musical performance, there
were also artists that entertained the spectators in the previous months.** The new
works were planned to be introduced into the repertoire aside from those that were

33 'The artists that took part in the performance of this work were: Ivka Berkovi¢, Tatjana Hitrina,
Ms. Vuli¢evié, Dino Ljubisi¢, Dragutin Levak, Josip Bakoti¢, Milan Odzi¢, etc. See Anonymous 1936e.
34  Aside from Zivojinovi¢, there were also Iraida Komarevska, Tatjana Hitrina, Ivan Durdevi¢, Josip
Bakoti¢, Milan Odzi¢, and a step dancer Mr. Moreno. See Atansijevi¢ 1937.

35 Among the new operetta works were Lehar’s Die lustige Witwe (190S) (premiered on 24 March
1937), Michael (Mihaly) Eisenmann’s Ein Kuss und sonst gar nichts (1933) (premiered on 17 April
1937), Oscar Strauss’ Die Teresina (1925) (9 May 1937; this work was on the repertoire of the first
Belgrade Operetta), Nikola Vasiljev’s (Russian émigré composer settled in Belgrade) Pesma Tahitija
[Songs of Tahiti] (1937?) (15 May 1937; see Lj. B. 1937).

36 Among them were Komarevska, Tatjana Hitrina, Dino Ljubisi¢, Bozidar Vranicki, Ivan Purdevi¢,
Josip Bakoti¢, Milan Odzi¢, but also Ivka Berkovi¢ and Rakela Ferari.
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regularly performed before June 1937.%” Despite the plans, the company postponed
the opening of the season to 31 July 1937 and changed its name to Kooperativna
beogradska opereta [Cooperative Belgrade Operetta]. This step was announced in
the plea of the theatre’s management Iraida Komarevska, Ivan Purdevi¢ and Bozidar
Vranicki to the Arts” Department which was approved and, as a result, their theatre
was given a status of a priviledged theatre (AY, 66-359-599).

The grand opening included the premiere of Jara Benes’ Der heilige Antonius (31
July) for which the ensemble took serious preparations. It is not clear whether Jo-
van Srbulj remained in the ensemble, since only the names of Nikola Vasiljev and
Jaroslav Pleciti appeared in the press announcements as resident conductors. The
impressions of the performance were positive, particularly regarding the work of
Ferdo Delak and a guest dancer — Rod Riffler (Rudolf Ungar) (Anonymous 1937d).
It was expected that this company would be “a great entertainment for Belgrade in-
habitants” (Ibid). Still, after several weeks of work in the Claridges terrace whose
rental was, according to testimonies of the company’s leading artists Ivan Durdevi¢
and Tatjana Hitrina (Anonymous 1937e, 1937f), very costly and represented a great
burden to the functioning of Cooperative Belgrade Operetta, along with rainy Au-
gust evenings that discouraged the audience, and after the opening of the winter
season in the Russian House, in October 1937, this theatre was dissolved. Although
no notices on its closure were published in Belgrade press, it can be assumed that
the main reason was the accumulated debt during the summer season, which also
resulted in the miserable incomes of artists. As one of them claimed: “everything else
ought to be paid, and when it comes to our salaries — only if anything is left. Often it
is nothing, but we are cheerful. The only hope is that warm summer nights will make
our costly terrace crowded. Aside from all our troubles, it is not rare that the owner
complains about the low consumption of coffee during performances. He tells that
to us. What can we say. Who should complain to whom. It should be better for us
and for him...”. (Anonymous 1937¢)

CONCLUDING REMARKS

In the years preceding the outbreak of the WWII in the Kingdom of Yugoslavia
(April 1941), there were numerous small-scale undertakings regarding operetta per-
formance, but none of them lasted more than a few months. Therefore, the long-last-
ing struggle to create a stable operetta theatre in Belgrade actually ended with the
dissolvement of the Cooperative Belgrade Operetta. Given the available data, there
are certain phenomena that ought to be outlined concerning a failure to firmly em-
bed operetta in Belgrade’s cultural and entertainment spheres. To begin with, it is
evident that the costs of production of operetta works were too high throughout
the interwar period and particularly before the mid-1930s due to heavy taxation of

37 The following works were planned to be premiered: Jara Bene§” Der heilige Antonius (1934), Paul
Abraham’s Die Blume von Hawaii (1931) and others, while the repertoire would also include Ball im
Savoy, Mala Floramye, Pesma Tahitija, Die lustige Witwe, Silva, etc. See Anonymous 1937c.
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the commercial segment of the cultural sphere. This problem was emphasised many
times by Jovan Srbulj in his pleas to the Arts Department and it undoubtedly repre-
sented a great obstacle to maintaining a quality ensemble and regularity of perfor-
mances. Taxation “methodology” was under the considerable influence of the Min-
istry of Education’s cultural policy and its approach to popular production, including
theatrical production. The idea that such products should be suppressed and not giv-
en a possibility to thrive was crucial to representatives of the Arts Department, most
of whom belonged to the Serbian cultural elite and who openly expressed resistance
to “commercial strivings” in cultural life. In this process, their most reliable allies
were managers of the National Theatre in Belgrade and its various departments, who
used every chance to point to the “low artistic quality” of many popular theatres
that emerged every now and then in the Yugoslav capital. Although cultural-policy
makers’ hostile attitude towards this part of the cultural sphere did not discourage
popular theatre companies to initiate performances, it surely had negative effects on
their profits. As a consequence, such companies were under great pressure to find
adequate performance space and to satisfy the audience’s expectations not only in
terms of repertoire but also regarding engaged artists, scenery, costumes, etc.

Another important factor that indisputably left a deep mark on the whole com-
mercial segment of the cultural sphere including the operetta performing was the
rapid rise of silent and then sound film consumption as well as the number of cine-
mas. According to some of the rare statistics on daily attendance of Belgrade cinemas
from 1924, approximately 3,000 people watched movies every day (Anonymous
1924). This number gradually grew despite economic crisis in the early 1930s. For
instance, in 1935 almost 2,640.000 cinema tickets were sold in Belgrade — on average
7,232 tickets per day (Anonymous 1936d). At the same time, Belgrade had 7 cine-
mas in 1925, but a decade later, in 1937, their number doubled (see M. A. N. 1937).
Aside from the constant rise of a number of cinemagoers and cinema visits as well
as the share of film consumers from the lower classes, other segments of Belgrade
entertainment sphere also underwent great expansion in the decade preceding the
WWIL. This was particularly characteristic for the domain of popular theatre, whose
very diverse embodiments were spreading rapidly in Belgrade’s central and periph-
eral districts.*®

The fierce competition in the commercial part of the cultural sphere, especially
during the second half of the 1930s, between the large number of small-scale pop-
ular theatres with cheap tickets and cinemas that were focused on the reruns of al-

38 Areport of the Viemejournalist from 1936 illustrates this phenomenon very compellingly: “While
press is commenting on the crisis in theatre, meanwhile in the number of Belgrade taverns there are
small theatres with their regular audience and rich ‘artistic repertoire’. Many former actors that cannot
find engagement, jobless sales assistants, would-be writers and other ‘socially unstable elements’ and
coffee-shop owners on the verge of collapse are trying to attract as many spectators as possible and
apart from the culinary delicacies and local beverages, offer entertainment in the form of popular
theatrical plays, farces, vaudevilles, comic operettas and other ‘artistic numbers. Such small theatres
exist in numerous Belgrade taverns and they give performances every night. You can find them both
at the periphery, and at the centre where a more wealthy audience is coming”. (Anonymous 1936b)
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ready premiered films at very affordable prices, probably contributed a lot to creat-
ing unfavourable conditions for the establishment of permanent operetta theatre in
Belgrade. Experiences from Belgrade at the time, as well as the majority of urban
centres in the Kingdom of Yugoslavia, show that it was not easy to maintain more
elaborate theatrical performances, whether commercial or not, without the state
support of a different kind - via tax exemptions, regular subsidies or both. Although
the rigid approach of the state cultural policy-makers to operetta performance that
was typical in the 1920s softened in the next decade, without continual financial or
infrastructural support operetta companies could not overcome many challenges in
the expanding entertainment sector. This was hardly possible even for the most pres-
tigious state-supported national theatres in Belgrade, Zagreb and Ljubljana which
would probably end up in bankruptcy had not the so-called “theatre-tax” (1934)
been introduced.

Although many commentators on Belgrade cultural life pointed to the “bad luck”
of Belgrade operetta companies, as they could barely function for a longer time, it
was actually the result of generally adverse circumstances. At the time when the first,
more stable operetta company appeared in Belgrade in 1927 global spread of “me-
chanical music” (gramophone records, radio shows), and later sound film, brought
profound changes into the spheres of culture and entertainment, and the countries
at the periphery such as the Kingdom of SCS/Yugoslavia were not spared. Besides
the attractiveness of Belgrade cinemas, another powerful actor in this field became
Radio Belgrade. Although in its first years the number of radio subscribers was ap-
proximately less than 5% of Belgrade population, this station regularly aired music
from operettas in various formats — via live performances of instrumental or vocal
numbers, of whole operetta works and via excerpts from gramophone records. Add-
ing to all of that the lack of even “moral” support of state cultural policy-makers,
moreover, their anti-operetta stance throughout 1920s, the expectations of enthusi-
asts such as Radoslav Vesnic¢, Jovan Srbulj or Iraida Komarevska turned out to be too
optimistic and unrealistic. Still, their efforts were not insignificant. As the historical
reconstruction of work of several operetta companies in interwar Belgrade shows
the operetta scene was occasionally very dynamic, refreshing and it enriched local
entartainment and cultural spheres to a certain degree. It also contributed to the
artistic development of groups of singers, actors and dancers that played important
role in the spread of popular theatre throughout Yugoslavia before and after WWIL¥

39  On the Yugoslav interwar operetta scene see more in Weiss (ed.) 2021; on the development of
interwar operetta production and performing in various parts of the world see Belina and Scott (eds.)
2020.
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BAHA BECUR

ITop IPUTUCKOM MOAUTUKE U TPXKUIITA:
HU3BOBEILE OIIEPETE Y MEFYPATHOM Breorrapy

(PE3UME)

HcropujaT nocrasku onepera y beorpaay nHuje Besan 3a unctuTynmjy Hapoanor
MIO30PUIITA, TAAQ jEAHOT OA TPHjY IIeHTPAAHHX ITIO30PUIITA Ca 3HAYajHOM APXKABHOM
cybBennujoM. HeratusHu CTaBOBH KOje Cy IpeMa OBOM JKAaHPY jaCHO H3PaKaBAAH
MO30PHIIHY 3BAaHMYHUIM, aAM U BehuHa MysuYapa M My3HYKHMX CTPy4EaKa jOLI
noyeTkoM 20. BeKa y 6e0rpaACKoj CPEAMHH, OAPXKAAU Cy ce M HakOoH BeAukor para,
CTOra Cy KAYYHM HOCHIM HeroBe IIONMyAapu3aliuje OrAe IpHBaTHe IIO30pHIIHE
Tpyme u mozopuinta. Hajsaxxuuju sorahaj xoju je unuupao ¢popmupame TpajHuje
omepeTcke MHCTUTYyIMje y DBeorpapy 6maa je opsayka MuHucTapcTBa ImpocBeTe
Kpamesure CXC o pacopmupamy onepeTcKux TpyIa y 00AACHUM IIO30PHINTHMA,
crpoBepeHa TOKOM 1927. ropuue. 3axBamyjyhu TakBUM OKOAHOCTHMA, BEAMKH
A0 YMETHMKA M3 HeKAaAAIIBMX HapopHuX nosopumra y Ocujexy u Hosom Caay
IPOHAIIAO je yTouumTe y nmpecroHuy KpaseBuHe 1 AOHEO OAAYKY Ad Ty HACTaBH
Aa HacTyma oA Maja 1927. ropune. M3 Tor jesrpa Hacrasa je beorpapcka omepera,
IpBa 0A HEKOAMKO TPyIa Koje Cy 6uae akTuBHe y Meh)ypaTHoM meproay. Op jecenn
1927. ma cBe A0 jecenm 1930. ropune y Beorpaay cy, saxsamyjyhu papay osor
TO30pUIITA U KaCHHUje U3 hera Mponsamanx Hosux Tpyna (Beorpascka onepera ko,
Kaepuiza/ Caasuje, MoaepHa onepeTa), peAOBHO H3Bol)eHa AeAa MAXoM CaBpeMeHHX
aycTpujckux M MahapcKux OIepeTcKMX KOMIIO3UTOPA Y3 IIOBPEMEHH AOAATAK
CTapujuX, KAACHYHHX OllepeTa, Te KOMeAHja, pesuja u papcu. Mnak, ynpkoc Texmsu
Ad OAP>KaBajy KOHTHHYHPAHOCT TIPEACTABA, Ad YeCTO YBOAE HOBA, HensBoleHa Aeaa,
a eBEeHTYAAHO U AQ AHTaXKY]jy IOITyAAapHEe YMeTHUKE U3 PeTHOHA, HaBeAeHa OIlepeTcKa
MO30PHUIITA HUCY YCIIeBaAa Ad Ce U300pe C BEAMKHM MATePUjaAHHM TPOIIKOBHMA
KOjH Cy, OCUM 32 H3HAjMiMBae MPOCTOPA, HAOABKYy HOTHOT MATepHjaAd, M3PaAy
KOCTMMAa M CIleHorpaduje M HAAOKHAAe YMETHMIMMA, IIPOMCTUIIAAM M U3
MHOTOGPOjHHX NOTPAKUBatha APKaBe U PasHUX APXKABHUX MHCTAHIM (OMIITHHA,
Cpes, IOAMLMjCKa yTIpaBa, uTA.). Mako ce cuTyanuja y Be3H C APXKaBHHM TaKcama
3HAYajHO MOIPABHAA TOKOM 30-HX FOAMHA IIPOLIAOT BeKa yBOlerheM OAAKIIHIIA, MITAK
HH TO HHje OHAO AOBOKSHO AQ Ce HOBOCTBOPEHE OIlePeTCKe TPYIIe Y APYTOj IIOAOBUHHU
OBe AelleHHje OApXKe Yy Ay’KeM BpeMeHCKOM Ilepuopy. Tome je, mpermocTaBsaMo,
3HAYajHO AOTIPHHEAA BUCOKA KOHKYPeTHOCT KOja Ce PasBHAA YHyTap cdepa KyAType
U 3a0aBe ycAep eKCIlaH3Hje 6110cKomna, Te OpojHUX 6apoBa 1 KadaHa, KOjH Cy HyAUAH
U Pa3sHOBPCTaH MY3UYKO-CIIEHCKU IporpaM. AOAATHY HelOBOAHOCT YUHHAO je M
ocHuBame Papuo Beorpapa y mapry 1929. ropune, 4uja je ympasa y roAMHaMma IIpe
Apyru CBeTCKM paT 3Ha4ajHY MaKky OKAAKAAQ YIIPABO MOITYAAPU30Baky My3HKe U3
omnepera. Mimajyhny Bupy 60orar usbop kyATypHO-3a06aBHHX CappiKaja, 0COOUTO TOKOM
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30-ux ropMHa IPOINAOT BeKa, BUXOBY MIPOCTOPHY M MaT€PHjaAHY IPUCTYIIAYHOCT,
AAM U IIOCTOjalbe PA3AMYMTHX MOTYNHOCTH 3a y)KHBame y OIIePETCKOj My3HIfH,
He caMo y HO30puIIHNM ycaoBuma, Beh u xop kyhe (paamjcku mporpam) mam y
6uockory (aAanTanuje MOMyAAPHUX OIIEPETa), jacHO je Aa je 6e3 Heke BpCTe ApXKaBHe
IOTIIOpe y BHAY CybOBeHIja UAU 0be3beleHe caae 3a usBohere, cTBaparme CTaAHOT
omepeTckor mosopumra y Beorpaay 6mso ocyheno Ha Heycrmex. CBakako, Heka
BpPCTa AHTHOIIEPETCKOT HApaTUBA, KOja je AOMHUHMpasa Melyy HOcHoIMa KyATypHe
MIOAMTHUKE 3eMoe, KA0 U HheHe IIPeCTOHHIle, AOAATHO je KOMIIAMKOBAAA MHAYe TeNIKy
CHUTYaLHjy.
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ABSTRACT

In this paper, the territorial frameworks are set with the aim of forming a regional histor-
ical synthesis dedicated to the creation of art music in Vojvodina, a synthesis that differs
from those offered in previous music historiographies. It can be said that the composers
who greatly contributed to the development of the musical life of the Vojvodina commu-
nities in the interwar period have made modest contributions to the “local type” musical
modernism. In the second half of the 20th century, they were involved in determining the
place of “new music” within modernism and realism in the Cold War period. The Serbian
National Theatre, the Association of Composers of Vojvodina and the Academy of Arts
in Novi Sad gave support to compositional practice in Vojvodina after the Second World
War.

TekcT je HACTAO KAO A0 UCTPAXKUBAYKOT TIpojekTa Marwuiie cpricke Y cpequuitily uncitiuitlyyuja, Ha

MapiuHama KanoHa: caspemenu Komitosuitiopu y Bojeogunu.
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AIICTPAKT

Y 0BOM paAy TepUTOpPHjaAHH OKBHPH IIOCTaBAEHH Cy C ImbeM OOAMKOBamba
peruoHaAHe HCTOPHjCKe CHHTe3e [IocBelieHe CTBAPAAAIITBY YMETHUIKE My3HKe Y
BojBoaAMHY, cCHHTe3e KOja je BAPHjaHTHA y OAHOCY Ha OHe IIOHyleHe Y A0CaAIIBUIM
MY3HYKUM HCTOpHOTpadujaMa. 3a KOMIIO3UTOPE KOjU CY AAAU HCTAKHY T AOTIPHHOC
PasBojy MySHUKOr >KHBOTA BojBohaHCKMX cpeamHa y MelhypaTHOM mepropy
Moxe ce pehr Aa Cy OCTBapHAM CKPOMHE AOIPHHOCE My3HIKOM MOAEPHH3MY
pAoKaaHOr THma. Y Apyroj mosoBuHu 20. Beka BOjBODAHCKM KOMIIO3UTOPH
yKayUyjy ce y oppeluBame MecTa ,HOBe My3HKe” Y eBPOIICKUM MOAEPHU3MUMA
U peaansMuMa oko XaapHor para. [ToACTHIIaj KOMIIO3BUTOPCKOM CTBAapaAAIITBY
y BojBoauHn HakoH Apyror cBeTcKor para Aajy CpIICKO HApOAHO MO3O0pPHINTE,
Yapyxeme komnosuropa Bojsopune u Axasemuja ymernoctu Hosu Cap,.

KayyHE PEYM: BojBoAMHA, KOMIIOSUTOPCKO CTBApAAAIITBO, APYIITBEHO-HCTOPHjCKH
KOHTEKCT, My3H4KO-UCTOPHjCKH KOHTEKCT, KOMITO3UTOPCKA IeHepariyja.

Y BUAOKPYI'Yy HMapTHKyAQDHHX HCTOPHjCKUX IepCIeKTHBA HaAade ce (peHOMEeHH
KOjU AEAOM CTabuAM3Yjy, a AEAOM IIOAPUBAjy HcTOpHjcKe cuHTese. Ilperaep
KOMITO3UTOPCKOT CTBapaAaiuTBa y BojBoauHM 3axTeBa yIpaBoO TaKBY Ie€PCIEKTHBY.
Ibene andepenrmjasHe AMHHje y OAHOCY Ha CycepHe M mpecenajyhe Haparuse
YK&ydyjy IMTakba O CAOXKEHOM KYATYPHOM U TIOAUTHYKOM HAeHTUTeTy BojBoanne,
My3HYKO-HCTOPHMjCKUM  IpOIleCMMa  KOjH  KOHCTUTYMITYy  KOMIIO3UTOPCKO
CTBAPAAAIITBO KAO AMCKYPC ,yMETHHUYKe My3HKe , KA U IIHTake O OAHOCY u3Mely
PasBOja KOMIIOBUTOPCKOT CTBapaAamTBa y Bojsopunnu u ocrarky Cpbuje y Apyroj
norosuHu 20. Bexa.

»YMETHHYKA My3HKa Ha TepHTOpHju BojBopuMHe cTBapaHa je u Hu3BObeHa
3HATHO IIpe YCIIOCTaBsaba BojBoAnHE Kao apMHUHHCTpaTHBHe obaacty. Mmak, 3a
pedeprpare Ha TePUTOPUjAAHU/TEOKYATYPHH KPUTEPUjyM, OBaj TEPMHH YHMHH Ce
HAjIPAaKTHYHMjUM, M TO KaO Ha3HB pernoHa y Hajsehem aey merose (KyaTypHe)
ucropuje. My3H4KM CTBApaoIy KOjH Cy OMAM IPUCYTHH y MY3HYKOM >KHBOTY
BojBopuHe y 3Ha4ajHOj MepH, HAM Cy TO jOUI yBeK, yCAOBHO Mory 6uru cxsahenu (u)
Ka0 80j80haHcKu KOMIOUITOPU, Y3 HATIOMEHY AA Ta OAPEAHHUI]A He TOAPA3yMeBa OHAO
KaKBe TMIOAUTHYKe IPeCKpUIIIUje MAU acKpunnuje. TepuToprjasHu OKBUPH ,My3UKe
y BojBopunm” cappike cBOjy reorpadcky ¥ UCTOPHjCKY KOMIIOHEHTY, aAH KAO TaKBU
He CAy)e 32 KOHKYPEHTHO pasrpaHHyYaBarbe My3HYKO-HCTOPHUjCKHUX IojaBa, Beh 3a
3aCHMBam€e BapUjaHTHE UCTOPHjCKe CHHTE3€ Y OAHOCY Ha OHY KOjy HYAH AOCaAallkha
My3H4Ka HCTOpHOTpaduja.

Mysuky Hacraay Ha Tepuropuju BojBopure nocrojehu ncropujcku mperaeau
CpIICKe My3UKe TPeTHpajy Kao CBOj MHTerpaAHu Aeo. BojBoauHa jecTe HacTasa Kao
U3Pa3 TeXHe CPIICKOT HApOAA 32 KyATYPHOM U MTOAUTUYKOM ay TOHOMMjOM Y OKBHPY
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Xa636ypuike MOHapxje,” aAH je MPHCAjeAUIberbe HEHUX TEPUTOPHja 3ajeAHUUKO]
ApxaBu Jyxaux CaoBeHa® peaedpuHucaro mojam ,Bojsohancke ayroHOMHje” Tako
Aa ce ona y 20. u 21. Bexy He ucronasa (caMo) Kpo3 HApTHLHMIHPAE Y CPIICKOM
HAI[MOHAAHOM TIoKperty, Beh (1) Kpo3 mpe6uBame y TPAAULIMjU CPEAHOEBPOIICKOT
MyaTuKyATypasusMa.t OTyaa ce ucropuja Mysuke y BojBoautm Moxe mocMaTparu
Ka0 MHTETPAAHH A€O HCTOpHUje CPIICKe My3HKe CBe AOK je Haeja ,BojBobamcke
ayroHoMuje” KOHBEpPreHTHA C IIOKPEeTOM KYATYypHE U IOAUTHYKE eMAaHI[HIIAIije
Cpb6a y Xa636ypmkoj moxapxuju. Op TpeHyTKa y KOjeM OHa AMBEPIHpa y OAHOCY
Ha eTAaTHCTUYKE TEXIhe 32 XOMOTeHU3AIMjOM CPIICKOT KYATYPHOT M IIOAMTHUYKOT
IPOCTOPA, HCTOPHjCKA CAUKA O My3HUIH y BojBoannu pobuja 3aceban oKBup.

KOMIIO3HUTOPCKO CTBAPAAAIITBO Y BOJBOAVHU
IIPE [ IPBOT CBETCKOT PATA

Kao xaburyc ymerHumuke Mysuke, rpahaHCKM My3HYKH >XHBOT Y jyXKHO]
Yrapckoj pa3Bujao ce y Tpu OCHOBHa IpaBiia TokoM 18. Bexa. ITaemcTBO 1 60raTuje
rpabaHcTBO yCBajaao je ,rasaHTHY” My3HUKy KyATypy u3 Bewa u ITapusa, a ¢ mom
U eAeMeHTe My3HUKe [IMCMEHOCTHU. Y IPKBaMa Cy HeroBaHe OOroCAy>KOeHe My3HdKe
npaxce. Cpeatse ¥ CUTHO rpal)aHCTBO JKHBEAO je Y3 IPAACKe HAPOAHE IIECMe U UIpe,’
a moce6Hno Mecto Mehyy Cpbuma y Cpemy 3ay3HMaAO je I'yCAAPCKO IIeBarbe.

IpBe BojBOhaHCKe KOMIIO3UTOpE, KOjIMA je My3uKa OrAa mpodecuja, uCcropuja
Oeaexxn y 19. Beky, Kapa AOAA3H AO CBe Tellber II0Be3UBarba My3HUUIKOT JKUBOTA Y
Bojsopunrn u Cpbuju. 3a mera ¢y OMAU 3aCAYXKHH [I0jeAUHIM ¥ HHCTUTYLIHje KOjU
Cy ACAOBAAM y BpeMe H3Ipaplbe CPIICKe HAIMOHAAHE APXKABe, yTeMeserha HeHUX
MOAUTHYKUX HHCTUTYLHjA, ypOaHH3alLHje, HHAYCTPHjAAN3aLlje 1 TEPUTOPHjAAHE
eKCIIaH3Uje, Te CY Y CKAAQAY C ,AyXOM BpeMeHa YCBAjaAH IIOAUTUUKY KYATYPY
ocaobohema u yjeaumerma. CUMOOANIKOM IpOM3BOhery HalMOHAAHE TepuTOpHje’
KpO3 y3ajaMHO AOIyHaBame My3HdKOr xuBoTa ¢ obe crpane Case u AyHasa
sHavajHo Cy aompunean Jocud Illaesunrep (1794-1870), Huxoaa Bypxosuh

2V moauTHukoM cMHCAy BaxHH Aorabaju y umcropuju Bojsosmme jecy mporaameme Cpricke
Bojsopure 1848, a morom ocuuBame Bojsoacrsa Cpbuje 1 Tamumkor Banara ka0 aAMHHHCTPaTHBHO-
-TepPUTOpUjaAHE jeAUHHULe Y ayCTPUJjCKOj APYKABH, HAKOH YHjer YKHAAha OKOCHHITY IOAUTHYKe Gopbe
BojBohanckux Cpba ,IIpeuana” unHu ayTOHOMHja OBe 0OAACTH U HeHO yjeaumeme ca Cpoujom. Ao
yjeaumera he poohu naxon IIpsor csectckor para (popmaano 1921).

3 ¥V Kpanesunu Cp6a, Xpsara u CaoBeHana / Jyrocaasuju IpocTop AaHaimbe BojBoprHe uspemeH
je Ha BHIIe AAMHHHCTPATHBHHX 00AACTH, a OCAe APYTor CBETCKOT para Aobmja CTaTyc ayTOHOMHe
nokpajuse y Cpbuju, npu demy je Hajsehu crenen ayronomuje Bojsoprma nmasa op 1974. poo 1990.
ropuse, kao ¢pepaepasnu cybjexr COP Jyrocaasuje ¢ eAeMeHTHMA APXKABHOCTH.

4 O 3Hayajy HaI[MOHAAM3MA M MyATUKYATYPAaAM3Ma y KOHCTUTYHCamy mojMa Cpeame EBpore Bume y
Opea2012.

S O craporpapckoj HApOAHOj My3HIM U3 OBOr Ilepuopa Bume y: Aymumh Buaormjesuh 2019;
Mapjanosuh 2019. O rycaapckoj envmu Brmre y: Aajuh Muxajaosuh 2014.

6 O cuMb0AMIKOM MATIHPARSY H IIPOU3BON ety HALIMOHAAHE TePUTOPHje My3HIKHUM CPEACTBUMA BHIIIE
y: Muaanosuh 2014, 211-226; Aranacoscku 2014, 259-275.
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(1812-1875), Muaan Munosyk (1825-1883) u Aaojs Kanays (2 — ?), aau maso
ko nomnyT Kopreanja Cranxosuha (1831-1865), yTeMemnresa CpICKOT My3HIKOT
POMaHTH3MAa KaO MarkCTPaAHOT MpaBlja Pa3Boja KOMIO3UTOPCKOT CTBAPAAANITBA OA
Apyre moaosuHe 19. Bexa ao IIpsor cseTckor para.

Kopueanje CrankoBuh yKaydro je eseMeHTe LJPKBEHOT IIOjara M CBETOBHHX
HAPOAHMX HareBa y OKBupe rpaljancke Mysuuke KyAType U ,yMETHHYKE My3HKe .
Ymernmuko 3pewe Kopreanja Crankouha 0ABHjaro ce y 3HAKy pOMAaHTHYApCKe
morpare 3a ayTeHTHYHOWNY CpICKe My3HKe KaO YCAOBA 33 eMAHIIUIALH)Y,
XOMOTeHM3allljy U MHCTUTYIIMOHAAM3AIIMjy HALJHOHAAHE KYAType. Y TOM je CMUCAY
OBaj My3HYKH IIPeraAalj, KaKko je U ciM cMaTpao, AeAao Ha Tpary Byka Kaparmha, aan
je, 32 pasauKy op Byxa, HAKAOHOCT UCITOAABAO ITPeMa KOH3€PBaTUBHO-KAEPHKAAHO]
npe Hero A6epasHo-rpah)aHCcKoj CTPyju CpIICKe KibIDKEBHE, HHTEACKTYaAHe U IIOAH-
THYKe CIIeHe Y jy>KHOj YTapcKoj.

YuTaB Bek HAKOH MPBUX MY3UYKHX IIOCAGHUKA KOjU Cy Ha TAY BojBopuHe cTuIjaAn
My3H4KO 06pa3oBarbe, a IOTOM OAAA3HAH Ha CAYXKOY jy»kHO 0p CaBe i AyHaBa, Tpajase
Cy Murpanmje Mysudapa Ca CAOBEHCKHX CPEARBOEBPOICKHX IpocTtopa y Cpowmjy.
Ycaep yOp3aHOT KyATYPHOT pasBoja CpIICKe MPECTOHMUIlE Y OCAeARmOj Tpehuuu 19.
BeKa TO BHIIIe HUCY OMAM IIPEAACIH U3 PA3BHjeHUjUX CPEANHA Y HePasBHjeHUjy, Aa Ou
y ocsur IIpBor cBeTckor para Beh 6uaa yobArmdeHa mepujemnijyja o mpOBHUHIMjAAHOM
KapakTepy BojBohjaHcke KyATypHe u Mysuuke criene.” Kacuuje yobauden mperaep
mysuke y Bojpopunn Crane Typuh Kaaju cBoau ce Ha cekBeHIle O ,pa3BUjeHOM
ayxoBaom xuBory” Cpemckux Kapaosana u Hosor Capa (Bypuh Kaaju 1971,
91),° MHCTUTYLMOHAAHOM CHaXewy rpahaHcke My3HYKe KyAType y HeHOM
npeayMeTHHYKOM M HeyMeTHHuKoM 06amky (Ibid., 91-92),° Te HuckoM oneHoM

7 O usBopuMa Koju cBepOde O yobamdaBamy osakse meprenuuje suure y: Cosruh u Muaojkosih
2014, 31-46; Cosruh 2014, 71-83; 2019, 7-22.

8 ,Aox Kapaosuu Geaexe uzsoheme mpse mosopuiHe npeacrase 1736. n ocCHUBaEbe IIpBe CPIICKe
rumHasuje 1791. yotae Hosu Cap ¢ IyHO onpaBaama HOCH, TOKOM IPOLIAOT BeKa 4eCTO HaBoheH, erurer
‘cpricka AtuHa’; Ty ce 0 1837. pajy mozopuinne mpeacTase, mro 1861. ooBoan a0 crBapama Cprickor
HaPOAHOT ITO30PHINTA, 0BaMO ce 1864. cean u Matuna cprcka us Ilemre, Yjepumena omaaauna 1866.
OAp>aBa CBOjy NpBy cKymmTHHY, a 1867. cean ce (omer us ITemre) ypeanumrso ‘3acrase) Bopeher
IIOAUTHYKOT AHEBHIIKA, Y KOME CY Ce UCIIOAABAAE AHTUPEAKIIOHAPHE, ANOEePAAUCTHYKE TEXXEbE CPIICKUX
rpabanckux poposy6a” (Ibid., 91).

9 ,IleBauka ApymITBa, KaO Ba’KHH My3WYKHM YMHMOLM NOCTOje U pasMHOXaBajy ce (..) op 1838.
TOAVIHE, AAM YIIOPEAO C BHMA [AOAAH PACAAHMK My3HuKe KYAType y TOKy cToaeha u cBe A0 mpBOr
cBeTcKor para 6uaa je HoBocapcka Cpricka BeArKa ruMHasuja, ocHosana 1810. Y Toj mkoan, koja je
mehy cBoje HacraBHuKe ybpajasa, mopep ocraaux, ITaaa Mlapapuxa, Musosara Bupaxosuha, Aasy
Kocruha, a unju cy yuenurm 6muau MHOTe II0OTOM 3HaYajHe AMYHOCTH Y HCTOPH)H CPIICKE KYATYPE, BeOMa
Ce IOAAraAo0 Ha My3mIKo obpasoBame haka. Buie 3asarameM 1 OXPTBOBabeM [OjEAHUX IIpodecopa
(JoBama I'purha, Bace ITymu6pxa, Tuxomupa Ocrojuha, Ucupopa Bajuha 1 Ap.) u crionTanoM sy6assy
haka mpema MysuI Hero peAOBHOM MY3HYKOM HACTaBOM, OBa IMMHA3Mja je 3aAyro OMAa 3ameHa 3a
My3HYKy IIKOAY, QUAXapPMOHH)Y HAK OIIEPY y TOM rpapy. PesyATar THX My3HUKHMX HACTOjama OuAe Cy
yyBeHe CBAKOTOAMIIIbE ‘CBETOCABCKA becepe) KOje Cy 3HATHO NMpeMAllMBaAe HUBO M CAAPIKAj OOUIHMX
haukux nmpupeabu; jep Ty Cy ce, y3 COAUCTHYKE U XOPCKe TauKe, U3BOAUAE YaK M IIOjeAHHI|e OIlepe, Ty
Cy Ce IpBHU IIyT CAyIIaAd MHOTA AeAd CMAaTpaHa OA KOH3EePBATHBHUX CAOjeBa K0 CyBHIIE MOACPHA M
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KOMIIO3UTOPCKOT cTBapasamTBa AaekcaHapa Mopéupuca-Hucuca, AxcenTnja
Maxcumosuha, Josana ITauya, Mute Tomaaosuha u Mcupopa Bajuha, nsysumajyhn
nperxopnnke Kopueanja Cranxosuha u Kopreamja camor, a saTum u yelke u
Haj3HayajHUje CPIICKe KOMIIO3UTOpe poheHe Ha Tepuropuju BojBopune.'® Hejacan
je, mehyrum, xpurepujym mo xojeM cy Mopduanc-Hucnc, Maxcumosuh, ITauy,
Tonasosuh u Bajuh cspcranu y rpymy ,Bojsohanckux mysuyapa 19. sexa” (Ibid.,
91-94), jep HUTH Cy CBH GMAM TeHepaLUjCKU CPOAHH, HUTH je HHXOBa aKTUBHOCT
0rAa Be3aHa 3a UCTY CpeArHy.' Y IOrAeAy IIOeTHYKHX, €CTETHYKHIX M CTHAMCTHIKAX
OAAMIKA MY3HYKOI CTBApAAAlITBA OHM Ce He DPasAMKYjy 3HauajHo op Kopmeawja
Cranxosuha, Po6epra Toannrepa (1859-1911) man panor Jocupa Mapunkosuha
(1851-1931). Aaxae, Behuny nmo6pojanux ayropa Besyje BOjBOHAHCKO MOPEKAO,
AUCKYpC TaTPUOTH3Ma, POMAHTUYAPCKU APYIITBEHO-YMETHHYKM KOHTEKCT M
IpeAPOMAHTHYAPCKO-OHuAepMajepcku My3udKH cTHA. Takole je HejacHO 360r yera y
OBy rpyIy Huje yKaydeH [lerap Kpanuesnh (1869-1919), xoju je Toxom unTasor
CcBOT BeKa XuBeo 1 papro y ITarnueny 1 Cpemckoj MuTpoBuIfH, Halll Kao i HU3 YeIIKUX
xomnosuTopa,'? nomyt Po6epra Toaunrepa, Barjaasa Xopejmexa (1839-1874), Xyra
Aoybexa (1852-1897), Tyne OcBaapa (1864-1936), Aparypura Baaxexa (1847

HeNPUXBATAUBA, HAj3aA Ty Cy CTHIJAAM CBOja IIPBA M3BODauka MCKyCTBA MHOTHM OMAAAMHIIM, KOjH Cy
[OTOM IIOCTAjAAU OAYIIEBAEHH AyOHTESH U IIPOIAraTOPH My3HIKe KYATYPEe HAH MK IIPO$eCHOHAAHN
mysuaapu” (Ibid., 91-92).

10 O xommosuropckom crBapasamTsy Mopuauca-Hucuca y Hciiopujciom passojy mysusuice KyAiiype
y Cp6uju Crane Bypuh Kaaju croju pevennna aa je ,koMIoHoBao (...) y cTHAY 6usepmajepa, HO Te
KOMITO3HIIMje HHCY HapXKHBeAe CBOra ayTopa. MakcuMosuheB KOMIIO3UTOPCKH Paj ,HHje H3AA3HO U3
OKBHpa AMAETaHTH3MA  HAKO je ,Mo obaapeHocty, muoro Harosemrasao” (Bypuh Kaaju 1971, 92).
Josan ITauy je ,3a (...) 5xuBOTa 1 3aAyTo Mocae cMpTH” y6pajaH y ,HajsHavajHuje CPIICKe KOMIIOSUTOPE,
aau ,Bpemeje (...) cyaose o6opuao” (Ibid., 93). Tonarosuh y cBojuM KoMmo3HLHjaMa, ,yTIPKOC H3BECHO]
cruAckoj yraahenocru, Hema Hu MapuakosrheBy XapMOHIjCKY HHBEHTHBHOCT M CMHCA0 33 ACKAAMALIH)Y
TekcTa, H1 Mokpamyes adunurer npema poaxaopy” (Ibid.), ook 6u , Bajuheso cTBaparauko pero 61a0
(...) cBaKaKo Ha BUIIEM YMETHHYKOM CTYTIHY (...) Ad Ce MOTA0 BHIIE YCPEACPEAUTH Ha KOMIIOZHLIU]Y M A
je Morao u pocrieo (...) Aa ycaspuu cBoj corncrsenn ymernuuku ykyc” (Ibid., 95).

11 Mopduauc-Hucuc (Hum, 1803 — Hosu Cap, 1878) y Hosu Cap aponasu 1838. ropune, rae
PaAM Ka0 HACTABHHK HOTAAHOT IeBama ¥ Kao xoposoha y Cprickoj rumuasuju. Topure 1841. ocHoBao
je y Hosom Capy npusarHy Mysuuky mkoay. Makcumosuh (Aoaoso, 1844 — ITpar 1873) na Mecro
KkareaHnka CpIICKOT HapOAHOT IT030pHIITa A0Aa3U 1865. roaune. Ha Toj mosummju ocraje a0 1871, kapa
Kkao crumenpncTa Cpricke nesauke 3ajepnniie u3 ITanueBa A06uja puanky Aa y Ilpary cryanpa Mysuxy
Ha OprymalIkoj mxoAu. ITpe 3aBpireTka cTyauja IpeMuHyo je oA Tybepkyaose. [Tady (ArekcaHApoBo
xop Cy6orue, 1847 — 3arpe6, 1902) je cryaupao meaunusy y Ilemru u Ipary, Aa 61 ce HakoH Tora
nacranuo y Kuxunan u Combopy (1873-1886), morom y Capajesy (1886-1892), Hosom Capy
(1892-1894) u 3arpe6y (1894-1902). Kao mujaHucTa PeAOBHO je HACTYNAO y MHOTMM MeCTHMA
Tapamme Aycrpoyrapcke, Cp6uje, ma u mupe. Tomasosuh (ITamueso, 1849 — Tlamueso, 1912) je
3aBpuro KoH3epBaTopujyM y Beuy u Opryncky mxoay y Ipary npe Hero mro ce 1872. ropuse BpaTno
y IMandeso. [TaHueBauKo IjPKBEHO IEBAYKO APYIITBO BOAHO je 04 1874. roaune oo cmpru. Bajuh (KyAa,
1878 — Hosu Cap, 1915) je HakoH Mysuukor mKoAoBaa y BysumremTu papnu Bek mposeo y Hosom
Caay (1901-1915) xao yuuTes neBama K 1ojama y BeAnkoj cpIickoj IpaBocAaBHOj ITMMHASH)H.

12 O 3Hauajy Yemkux My3udapa y KOHTEKCTy CpIICKe Mysuke Bumre y: Tajuh 2011, 149-1SS;
Tomasevi¢ 2006, 127-137.
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1922), Bojrexa XaaBaua (1849-1911), Xajupuxa Xaptaa (1856-1900) u Asojsuja
Muauusnckor (1847-1903), koju Cy y OBOM IepPHOAY ACAOBAAM HA TEPHTOPHjH
Bojsopnre (Bophesuh 1950). Yaora Yemkux KOMIOBUTOpA y IOAM3alby HHBOA
My3HUKe KYAType Y CPIICKUM CpearHaMma ¢ obe cTpane Case u AyHaBa nperusHuje
je ocBeTAeHa y HOBHUjOj My3UKOAONIKOj AUTEPATyPH, I Ce ICTOPHOTPadpCKU HAPATUB
Crane Bypuh Kaajs Moxxe cMaTpaTi AOHEKAE PEBUAMPAHHM.

CraB cpricke MysukoAoruje npema Mysuiu y Bojsoaunu npe Ilpsor cerckor
paTa AOCAGAHO Ce pa3BHja y PACIIOHY OA IIOTpare 3a MOPEKAOM CPIICKE YMeTHHYKe
My3HKe, IPeKO KyATYpHe ampoIpujaiuje BojBohaHCKe Mys3uuKe CIleHe, I1a CBE AO
IbeHe UCTOPHUjCKe M KPHTHYKe peBaAyanyje U peadpupMarimje. JepaH op passora 3a
HOTLEHUBAYKY OAHOC CTapHje CPIICKe My3HuKe HCTOpuOorpaduje mpema My3ULH Y
Bojsoauny, xakas ce cpehe xop Crane BHypuh Kaajx, Beposaro je u To mro y Kac-
HUjeM IIepUOAY, T3B. ,kpaTkoM  20. BeKy, CPIICKa yMeTHHYKA My3HKa mpeosaabyjyhe
Hacraje y Beorpapy. C mpoMeHOM AP>KaBHHX I'PAaHHMIIA M HACOAOIIKUM 3a0KPETOM Ka
MHTEIPAAHOM jyTOCAOBEHCTBY, CPEAMIIIA AMHHjA KYATYpPHE pa3MeHe IIOMepHAQ ce
¢ oce Beorpap-Hosu Cap Ha ocy Beorpaa-3arpe6. MHOro6pojHu cpIcKy KOMIIO-
3uTopH HakoH ITpBOr CBETCKOT paTa CBOje CAyXXbe HacTaBAdaAH Cy Yy 3arpeby, momyTt
ITerpa Komwosuha (1883-1970), Mapka Tajuesuha (1900-1984) u Cseroanka
IMamhana Kojanosa (1892-1971), ok cy Kpemmnmup Bapanosuh (1894-1875),
Jocun Caasencku (1896-1955), Puxapa IlIsapy (1897-1941) u Apyru xpBarcku
My3H4YapH IIPUCTU3aAN Y Beorpap. Tex HakoH Apyror CBeTCKOr paTa HOYHIbE Ad Ce
dopmupa pernoHasHH AMK BojBOAMHE Ha II0APYjY KOMIIO3UTOPCKOT CTBAPAAAIITBA.

KOMITO3UTOPCKO CTBAPAAAIIITBY Y BOJBOAI/IHI/I
Y MEBYPATHOM ITEPHUOAY

Y nopehemy ¢ Bopehum mysmukum cTBapaonuma MehypaTHor meprmopa Koju
cy aeaoBaau y Beorpapay u 3arpeby — Komosuhem, Muaojesuhem (1884-1946),
Xpuctuhewm (1885-1958), Tajuesuhem, Caasenckum, Ao6ponuhem (1858-1955),
Aotkom (1883-1962), Bapanosuhem u Torosuem (1895-1982) — BojBohancku
KOMIIO3HTOPH OBOI BpeMeHa, kao mro cy Cseroamk ITamhan Kojanos, Kapea
Hanpasuuk (1882-1968), ®pan Ilredanosuh (1879-1924) u Kapao Kpombxoarn
(1905-1991), ocTBapyjy CKpOMHH]je AOTIPUHOCE MY3HIKOM MOAEPHU3MY ,, AOKAAHOT
tuna”"® Msyserak je camo Cranucaas Ilpenpek (1900-1982). Mako HajnosHatuju
[0 MY3HIM 33 A€Lly M HeODApPOKHUM AEAMMA IIHCAHHM ITOCA€ APYror CBETCKOT
pata, Ilpempex ce Moxe cMaTpaTy HHOHHUPOM ,HOBe Mysuke  y BojsoauHm.
HaxoH eaeMeHTapHe IIOAyKe O MY3HIIM KOjy je AOOHO Y YUHTEACKOj IIKOAHM Y
IleTpumy, HaCTaBHO je A Ce yCaBpIIaBa, Ad IPATH CaBpeMeHe eBPOICKe TOKOBE M
OcaBpeMemyje COICTBEeHHU CTBapasauky cTuA. Hakon Exeiuune u Pomanitiuune moeme
3a BUOAOHYEAO ¥ KaaBHp u3 1918/1919. ropune, Ipenpex je KOMIIOHOBAO MOTETE

13 O MoaepHHM3MY U aBaHTAPAH ,AOKAAHOT THITA® y CPIICKOj Mysuuu Bume y: Veselinovi¢ Hofman
1983.
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Ha AATUHCKOM je3HKY M KAABHPCKY IMPOTPAMCKy My3UKY y cTHAy Awmcrta, I'pura u
Aebucuja (Meguiniayuje, Exaote, Urycitipayuje). I1oa yTuiajem cTpydHe AuTeparype
— CBaKAKO Ipe Hero HEIIOCPEAHOT OKpyXera'* — 0Baj FOTOBO CAMOYKH KOMIIO3HTOP
OKpEHYO Ce MMIIPeCHOHHMCTUYKOM M eKCIIPeCHOHMCTUYKOM CTHUAY KOMIIOHOBama.
IToArMeTpuUjoM, CYCIIEH3HjOM TaKTa, KOAOPHCTHYKOM YIOTPeOOM TOHAAUTETA,
MHKCTYPHHM IIapaA€AM3MOM U CeKYHAHO-KBaPTHMM XapMOHCKHM CKAONOBHMA
Ipenpex ce cAyxuo y aeauMa 3a kaasup, Mehy xojuma ce usaBajajy Couaiia 6p.
1, Hmiiposusayuje, Eduiadu 3a Kasumupa n Ceuitia no Kasumuposum ciukama.
Y cTuackoM moraeay He OACTYIIAjy HM COAO IecMe, KamMepHa Mysuka u Cum$onuja
6p. 1. 3a pasauky o Behune caBpeMeHMKa U3 OKPYy)KeHa KOjU Cy OUAM OKpeHyTH
doaxaopuctuukoM MoaepHusMy, [Ipenpek Huje KOPHUCTHO HapoAHe Hamese. buo je
CKAOHHUjH MY3MYKOM €r30TH3MY, Tj. 3ByYHOM eBOIMpamy Aasekor ucroka. Haxon
1945. roaune Ilpemnpek je cBoM 60raToM CTBapaAsaukoM OITYCY AOAAO M 3aHATCKU
ycIleAe apar>KMaHe APTU3AHCKHX IIECaMA, Ad OH Ce Y TIOCACAIIM AeIleHHjaMa XXHBOTA
BpAaTHO MPOIIMPEHOj TOHAAHOCTH M HEOOAPOKHHM TOKATAMA, IIPEAYAHMjyMHMA,
¢$yrama, kaHIIOHaMa 1 paHTa3HjaMa.

IpernpexoBoj reHepanuju pUIAAjy ABa 3HaYajHA BOjBOhaHCKa KOMIIO3UTOpA —
Kapao Kpom6xoan u Ayman Cryaap (1901-1991) - o xojux je npsu Ha Bojsoban-
CKOj My3H4KOj CIleHH MPHCYTaH y MelyypaTHOM M IIOCAEPATHOM IIEPHOAY, AOK APY-
I'M TO MOCTaje TeK y MOTOMe, OAHOCHO IIOCAEPATHO A0ba. Y muTamy je mpsa (1po)
MOAEPHUCTUYKA FeHeparuja BOjBOhaHCKMX My3HYKHMX CTBapaAar. ¥ mopehemy c
Ipenpexom, Kpombxoary u CTyaap MMaAu Cy KOH3epBAaTOPHjyMCKO obOpas3oBambe,
HCTAaKHyTHje IIO3HIHje y AoMahuM ycTaHOBaMa KyAType H BHIIIE AOAMPA C My3HYKOM
CLIEHOM CPeAH0eBPOIICKHX METPOIIOA], AAM U KOH3ePBaTHBHHUjU MY3UYKH YKYC, Te,
MIOCAGAMYHO, M Mame TOACTHIIAjHe cTBaparauke omyce. Hapouuro je Kpom6xoarr,
Kao IHjaHMCTa MKOAOBAaH y Bedy, MMao mpuanke Aa OCTBapH YBUA Y aKTyeAHa My-
3MYKa CTpeMAeHa CBOje reHepaluje, aAu je, 3a pasauky op Ilpempeka, osaj Cy6o-
THYaHMH TOKOM IpBe noAoBHHe 20. BeKka 0CTao BepaH BUPTYO3HOM ITHjaHUCTUYKOM
CTHAY AMCTOBOT THIIA U CTHACKO-KOMIIO3UIIHOHOM UAMOMY IIO3HOT POMaHTHU3Ma. Y
FeTOBHM KOMIIAEKCHUJUM AeAMMA M3 Mel)ypaTHOr meprnopa IpHCYTHA je AO3HpaHa
yHnoTpeba HMITPeCHOHHCTUYKUX eAeMeHaTa. TakaB je, MpUMepa PaAH, IIUKAYC KAa-
BUPCKHX eTHAd Mysuuku fopitipeitiy, qujy ,ITyMaHOBCKY IPOTPaMCKy pedepeHIry
YMHe KOMIIOBUTOPHU U u3Bohaun Tex Munyaor po6a (Prodanov Krajisnik 2009, 34).
Hajnosuarujom u HajusBolherujom KpoM6X0AI;0BOM KOMIIOSHIIN]OM, YHjH je HACAOB
Toccata diatonica — Sur les touches blanches, y XapMOHCKO-KOAOPHUCTHIKOM CMUCAY

14 Y roaunama 3aKsydyera KOHTHHYHUPAHOT Pa3Boja KAACHYHO-POMAHTUYAPCKE TPAAUILIHje, HO3UIIHja
CTBApaAauKor cybjexra nsMel)y pomymrreHor mpocTopa 3a HHOBALMjy M MHOBALHje CaMe IIPe je 3aBHCHAL
OA MHAMBHAYAAHOT OIIpeAedeHha My3MYKHX ayTopa HEro OA HHMXOBOI GOPMAAHOT 06pasoBama M
uHcTuTynroHasHe nosunuje. O TTpenpekoBom onpepesersy AOBOSHO je pehn Aa ce, HAKOH 3aBpuIeTKa
yuHTeACKe IIKOAE, TAC je IO HACTABHOM IIAAHY ABE IOAMHE YYHO KAABUP, a ABe TOAUHE OpIyne,
npernaaruo Ha 6euxu yaconuc Musik-blatter des Anbruch, nocsehen caBpemenoj mysunu. C TuM y Besu,
Tpenpexos 6uorpad Xpanncaas Hypuh nHaBoar aa ce ,[Tasxmnso cryanpajyhu cBaku 6poj kao 1 HOTHe
npuaore Tora qaconuca, IIpenpex (...) ynossao ca pasom Baproka, Crpasunckor, [llen6epra, Bepra,
Beb6epHa, Xonerepa, Aeanjyca, IlIpexepa, Xabe, Xayepa u ap.” (Bypuh 1977, 8).
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AOMHHHpPA MHKCTYPHH IIaPaA€AH3aM KA0 MMIIPECHOHHCTHYKO CTHACKO ObeAexje.
Aox cy Ilpenpex m Crysap MOAEpHHCTHYKE HCKOpaKe OCTBApHUBAAH Y PaHOj
CTBapaAauKoj pasu, AoTAe ux je KpoMOXOAI] yBOANO ITOCTEIeHO 1 KOHTUHYHPAHO CBe
Ao xommosunuje Cassexha y k0joj ce OIpPeASANO 32 IyHKTYaAUCTUYKO-KAACTEPCKY
my3uuky rpaby. Haxon Apyror ceerckor pata Kpom6xoan ce us Cyborurie mpecearo
y Hosu Cap 1 kpeHyo 6apTOKOBCKHM ITyTeM (pOAKAOPHOT MOAEPHU3MA, OKPEHYBIIN
Cce yMEeTHUYKO]j TPAHCIIO3HLIUjU BOjBohaHCKor MeAoca.'

Ayman Cryaap y cBojum ce Mehyparnum aeanma komnonosanum y Tpery (360r
Yera oBa AeAa He IPUITAARjy KOPITYCY ,BOjBohaHCKe My3uke” ) HAAA3HO Ha OHOj AMHHjU
yMepeHOT MOAEPHHU3MA KOja je MHCIUPAILKjy HAAA3HAA Y MOITYAAPHOj My3HI[H CBOT
BpeMeHa, a KOjy Cy Ha TAPAAMTMATCKY HAYUH YOOAMIMAY KOMIIO3UTOPH $PAHIFyCKOT
M MTaAMjaHCKOT Heoxaacuumsma.'s Cryaapesa Iles cum@onuja y ToM cMHCAY je
HajyCIleArje AGAO, HICTOPH)jCKH PasyMAUBO Kao pedaexcrja Mysuke Aapujyca Mujoa
uIlopya I'epmBuna. ITo mpeaacky y Hosu Cap, 194S. ropune, Cryaap ce ycmepro xa
II030PHINTY ¥ I0CTA0 Haj3HAYAjHUjH BOjBOI)aHCKHI KOMITO3UTOP IpUMereHe My3uke '
po nojase IIpeapara Bpanemesuha (1946-2022) u 3opana Byaarosuha (1964).

KOMITO3UTOPCKO CTBAPAAAIIITBO Y BOJBOAMHU
IIOCAE APYIOT CBETCKOT PATA

Kao mysunuxo-ucropujcka enoxa, 20. Bek Ha Tepuropuju BojBopuHe oTrnounme
TEeK y HeroBOj APYroj IIOAOBHHH, KaAd Ce KOMIIO3MTOpPCKa reHepanuja Pypoada
Bpyunja (1917-2002), Eprea Kupana (1917-2002) u Huxose ITernna (1919-
2004), 3ajepto c ABe Aenennuje Maahum MBanom Kosauem (1932-1992), ykamyuyje y
oapehuBame MecTa ,HOBe My3uKe” y MOAEPHH3MUMA H peaAU3MIMa OKO XAQAHOT para.
CBojy mpUBpP)XeHOCT APYIITBEHOM IOPETKy COIfMjaAMCTHuYKe Jyrocaasuje Bpyun,
Kupan, ITetun u KoBay u3pakaBaAu Cy COLJpeaAUCTHIKHM U COLIMOAEPHHCTUYKIM
KOHIIENIMjaMa My3HYKHX A€Ad,'® IpHXBaTameM PYKOBOAMAQUKHX IIO3HIMja Y

15 My3suuko-cuMOOANYKO Marupame BojBohaHckor Taa KpombxoAn je ocrBapuo y AeAmMa:
Bojeoharcka mahapcka paiicoguja (1953); Yeimupu 38yune cauke — Gausarcke u caasomcke mahapcke
napogne iiecme (1953); Tpu mahapcxe napogre fiecme us Bauxe (1953); Hipe us Boiojesa (Tombouuice uipe)
(1953); Banaiticke cauxe (ceutiia y ueiiupu cinasa) (1957); Yemiupu manre ipue — mahapcke napogre
itecme us Caasonuje (1957); Cruye — geceili masux komiio3uyuja 3a krasup, mahapcxe Hapogre iiecme u3
Bojsogue u Caasonuje (1958).

16 O HeoxAacHIU3MY KaO yMepPEHOM MOAEPHH3MY Y €BPOIICKOj U CPIICKOj My3umu Buure y: Miki¢
2009 u Medi¢ 2008, 195-204.

17 Cryaap je KOMIIOHOBAO MY3HKY 3a BUIIE A€CETHHA APAMCKHX IIpeACTaBa usBepeHHX y Cprickom
HAPOAHOM ITO30PHUIITY TOKOM IIEAeCeTHX H IIe3AeCeTUX TOAUHA IIPOIIAOT BEKa, & OA TOTA CauyyBaH je
Marepujaa 3a ABapeceT U jeaHy: Aoiahaj y meciny Toiu; Qygbaacka yimaxmuya; Xacanaiunuya; Xohetiie ga
ce uipamo; Kpojyeposa conainia; Kpsasa ceagba; Aex 3axene; Hebecku ogpeg; Oumtiumuciivuxa iipaiequja;
Ocspu ce y becy; Iokongupena inuxea; Ilonwwenu u yspehenu; ITyi oxo ceetia; Pogosyiyu; Illapena
roiiitia; Crengepbei; Coermiuonuk; Tuwuna wiyme; Ynuwioena 6osecHuya.

18 Bpyun u [leTrH KOHTHHYHUPAHO CY PAAMAU HA YMETHIYKO] TPAHCIIO3UIHjH ,TAPTU3AHCKe My3HKE.
ITrcaAu Cy cOLpeaACTIYKe MACOBHE IIeCMe U KAHTATCKO-OPATOPHjyMCKa A€Ad, Oalll Kao U IPOTPaMCcKy
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yCTaHOBaMa KyAType U obpasoBarma,'’ Te mucameM CTPYYHHX PapoBa U pedepara
BE3aHMX 32 Pa3BOj MY3HUKe KYAType y CaMOYIPAaBHOM COLjasuaMy. Pasamduro
pearyjyhu Ha ,ABOCTpykM mHpHTHCAK CaBPEMEHOCTH, OA KOjUX je IIPUTHCAK
HCTOpUje HaAarao MOAEPHH3aM, a IIPUTHCAK APYIITBA Oer oA ,apa y oryheme”,” oBa
YeTHPH KOMIIOZHTOPA PEIIPOAYKOBAAH Cy FAODAAHY IAYPAAMCTHUKY CAHKY BIHCOKE
My3HUYKe KyAType IoCAe APYror CBeTCKOI paTa y AOKAAHOM KOHTeKcTy. Bpyuu je
3ayseo mpocTop usMelyy ymepeHor 1 pasuKkasHOT MoAepHH3Ma, Kupas ce oxperyo
ABAHTAPAHOM HCTPAKHUBAIGY M eKCIIepUMEeHTHCamy, AOK ¢y Iletun u Kosau ocrasn
IPUBPXKEHH YMEPEHO MOAEPHUCTHYKOM H TPAAULMOHAAMCTHYKOM CTBAPAAAYKOM
npucrymy.>!

Komrmonyjyhu mpexo cToTuny My3H4KO-CLIeHCKUX, BOKAAHO-UHCTPYMEHTAAHIX,
OpKeCTapCKHUX M KAMEPHUX AeAd, Bpyun je yremento kaHOH BojBohaHcKor My3udKor
MoaepHHM3Ma. Ha cBMM >KaHPOBCKMM IIOAPYYjHMa Ha KOjHMA je AEAOBAO IIOCTABHO
je cTaHpAapAe YMeTHHYKOT H3pas3a, OAH. KOHCTpykuuje. Iberosa omepa Iusiameuw,
6aner Kamiapuna Usmaurosa, Cumponnja 6p. 2 (Sinfonia lesta), xanrara Yosex
je sugux 6es xpaja, KoHnepr 3a xaapuHeT u ryzauku opkectap, Meitiamopgose Be-
A-Ile- -Xa, T'ysauxu kBapret 6p. 5, CuMdpoHHjeTa 32 OpKecTap XaPMOHHKA, IIUKAYC
necama Buguk usa ckroiioeHux o4ujy U ApyTa AeAa OMAM Cy BPXYHIIM AOTAAQALIIbET
pasBoja KOMIIOBUTOPCKOT CTBapasamTBa y Bojsoaumm. IlpemujepHa mssobema
CBAKOT OA OBHX AeAa OuAu cy ,porabaju cesone’, kako y Hosom Capy, rae je Bpyun
OHO U HAJIIPUCYTHUJU Y TIEPHOAY OA IIEACCETHX AO AeBeAeceTHX ropnHa 20. BeKa, TaKo
U Ha AoMahyM U MHOCTpaHUM IIO30PHUIIAMA, KOHIIEPTHHUM CaAaMa M $peCTHBAANMA
caBpeMeHe My3HKe. AO YKAY4YHMBaEba AACATOPHKE, KAACTEPCKE COHOPUCTHKE H

cUMOHHjCKY My3HKY O PAaTHHM CTpapamuMa i xepojcrBy Hapopno-ocaobopmaauke 6opbe. Bpyun je
cBOja Hajbosa ,aHraXKOBaHA  A€AA OCTBAPUO Y XKAHPY KaHTare, Tae ce uctuay Ouu Cytijecke u Josex
je sugux 6e3 kpaja, Aok ce TIeTHH y TOM CMHCAY H3ABOjHO OPKECTapCKOM KoMIosuuujoM Symphonia
brevis (1958), nocsehenom ,Cauma koju cy maau y 60p6u 3a cA060Ay 1 He3aBUCHOCT ) U CUMOHH]CKO-
-BokaAHOM noemoM Tpuasa ueitipgeceini ipse (1962). Kupam je mammcao aBe kaurare, Xepojcka
iiecma (Hdsi ének) u Ionohnu pongo, 3a koje ce caMO Moke IPETIOCTABUTH A IPHIIAAAjy KOPITYCy
COLIPeaACTHYKE / COLIMOACPHHUCTUYKE YMETHOCTH, jep HUCy cauyBaHe. KoBaueBo HajsHauajHuje
COLIPEAAVICTHYKO AEAO je ,oparopujyMcka ppecka’ Ailoitieosa 41.

19 Bpyuu je, uamely ocrasor, 6mo aupexrop Omepe Cprickor HapoaHOr mosopuurra, Mysuuke
mxoae ,Mcupop Bajuh” n pexan Axapemumje ymernoctun y Hosom Capy. Kupas je 6mo ypeanuk
mahapcxke pepaxumje 3a HapoAHy Mysuky Ha Papgrro Hosom Capy i pyxoBoaraary My3HKOAOIIKOT OACeKa
Bojsohanckor myseja. ITeTun je 610 HaCTABHHMK TEOPETCKHX mpeaMeTa y Mysmukoj mxoan ,Fcupop
Bajuh” 1 Ha HOBOCApCKOM opememy Georpapcke Mysuuke akapemuje, kao ¥ npodecop Ha Broj
IeAaromKoj mKoAn y 3pemannny. Kosad je 610 ypeannk Pepaxiimje 3a 036mmny Mysuxy y Pagrro Hosom
Capy, aupexrop Mysmuke mxoae ,Mcupop Bajuh” n pexan Akapemuje ymernocrn y Hosom Capy.

20 O, ABOCTPYKOM IPUTHCKY  CaBPEMEHOCTH y KOHTEKCTY IMOAOXKAja KOMIIO3HTOPA Y CAMOYIIPABHOM
conmjasusmy sumre y Cosrith 2017.

21  Baacrumup Ieprranh je y jeaurnim o Huxoan Ileruny y sexcukony Mysuuxu ciisapaoyu y Cpouju
HaBeo Aa je Ilerun, ,ITomaBmy 0p NO3HOPOMAHTHYAPCKOT CTHAR, (...) €BOAYHPAO Ka CaBpeMeHHjUM
XapPMOHCKMM KOHIJeIIHjaMa Koje ce — JeCTO yCAOBbeHe MOANGOHOM PpakTypoM — kpehy y obaacru
[POIIMPEHOT TOHAAUTETA M MECTUMHYHO AOAMPYjy ToamToHasHOCT M atoHasHoct” (Perici¢ 1969,

383-384).
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MUKPOIOAHQOHHUje Y TIAAeTy CBOJUX KOMIIO3UIIMOHO-TEXHUYKUX CPEACTaBa,
BpyunjeBo KOMIIO3UTOPCKO CTBAPAAANITBO HMAAO je OAAHMKE HEOKAACHIM3MA C
eAeMeHTHMa HeOOapPOKHOT M HEOEKCIIPECHOHICTUIKOT YCMEPEha, Te Ce Y CTUACKOM
MOTACAy TIOpeAH ¢ Mysuukum jesunuma Aparyruna Yoamha (1907-1987),
Munana Puctuha (1908-1982), Hukoae Ileruna, Bacuanja Moxpamia (1923
1984), Aymana Kocruha (1925-2005), Pajka Makcumosuha (1935) u Mupjane
JKuskosuh (1935-2020) (ym. Beceaunosuh Xodman 2007, 114). Y kontekcry
HOBHje UCTOpUje cpIicKe My3uke,”> Bpyun ce Takole cMarpa mpumapHUKOM ApyTe OA
4eTHpU reHeparyje Koje Cy OrAe cTBapaAauKy aKTHBHE KaAQ je 3a[l04e0 T3B. ,APYTH
yaap” cpricke Mysuuke aBanrapae (ITonosrh Maahenosuh 2007, 224).

Asanrapana arpubynuja BpyuujeBor crBapasamrsa Moryha je, mak, camo ako
Ce I10jaM aBaHTAPAE U3jeAHAYH C II0JMOM papuKasHOT MopepHu3Ma. Byayhu aa cy 3a
OBOI' KOMITO3UTOPa AOAeKadOHHMja U ceprjaan3aM 6HAM cuMboAU xurepTpodupaHe
My3HYKe PalHOHAAHOCTH, HACYHIPOT KOjUX CY KAACTepPCKe IIAOXe, HeTeMIlepOBaHe
MEAOAMJCKE AVHYje U aA€ATOPUUKE TEKCTYype HYAMAH MOIyhHOCT 06HOBE MY3HYKOT
uspasa 1o Mopeay ITomcke mkoae, bpyunjeBo ycBajambe My3HUYKHX aBaHTapAH3aMa
Tpeba padyMeTd Kao peAEKCH]y jyrOMapKCHCTHYKOr CTaBa O HapoapehuBarmy
AEXYMaHH30BAaHOT KOHCTPYKTHBU3Ma aBanrappne ymersoctu (Cosruh 2017).
Jeaunu Hemoxoae6mUBH aBaHrapaucTa Mely BOjBOhaHCKHUM KOMIIO3HTOpHMA CTOTA
je 6uo Epue Kupan.?

Kupamesa yaora y uCTOpuju KOMIIO3UTOPCKOT CTBAPAAAINTBA HA TEPUTOPHjU
BojBoaune ynmopeausa je ¢ bpyunjeBoM. Y paHOM IepHOAy CBOT yMETHHUYKOTL pa3Boja
Kupan ce ocaamao Ha mahapcku ¢poaxaop 1 BapTOKOBY KOMITO3HIHOHO-TEXHUUKY
METOAOAOTHjY. APXandHO M MOAEPHO HACTaBHAM Cy Aa ce mpernauhy y Kupasesoj
My3HuIHU 1 Kapa je oBaj CyboTH4aHUH ITecMe U urpe Bojsohanckux Mahapa cseo Ha
aICTPaKTHe eAeMeHTe OKO KOjHX je IPAaAHO CBOjy HOBO3BYKOBHY IoeTHKY. CKAOHOCT
Ka YMETHHYKOM HCTPAXXMBAIY U eKCIIEPUMEHTY BOAMAA Id je Ka IPOIIHPUBALY
moppydja Mysudke rpabe, BHIIEMEAHjCKOj YMETHOCTH, ,OTBOPEHOM A€AY

22 U mpe Hero mro ce MPUAPYXKHO TOM ,YAAPY , HAJUCTAKHYTHjH BOjBONAHCKH KOMITO3UTOD ApyTe
noaoBuHe 20. BeKa 3ay3e0 je U3y3eTHO MECTO y MCTOPHjH CPIICKE, jyTOCAOBEHCKE H €BPOIICKe My3HKe,
U TO ocBajameM Harpape Grand Prix Ha MHTepPHAIMOHAAHOM My3HYKOM KOHKYPCY GeArHjcKe Kpasurie
Eauza6ere 1968S. ropune.

23 Baacrumup Ilepuunh je melyy npsuma creapasamrso Eprea Kupana oapearo xao ,aBaHrappAHO’,
ucTrayhu Aa ce y BeroBUM A€AMMA , 13 PA3HHUX 06AACTH (...) OTAeAQ EBOAYLMja OA YMEPEHO U3PAKajHHX
CpeacTaBa AO aBaHrapAMCTHYKHMX ekcriepuMenara’ (Peri¢i¢ 1969, 168). Mupjana Beceamnosuh
Xo¢maH je Bapujabuanoct Kupanese mosumuje y KOopAMHaTAMA TPAAUIIHjE, MOACPHM3MA H ABAHTapAE
IPEACTABHAA KAO IPOMEHY CTaTyCa KOMITO3UTOPOBHX ABAHTAPAHHX IIOCTYIIAKA OA eKCIJeCHUX CHTYaIjHja
A0 cruackor Haveaa. Ha oppehene xomsepsariBHe Hasope, KOju He IIPHITAAQjy HCTPAXKHBAYKO-
-eKCIIepHMEHTAAHO], Beh TPaAHITMOHAAHO]j CTBAPAAAUKO] TAPAAKTMH, OBA AyTOPKA YKa3aAa je uctudyhu
Aa ,uu Kupas uu rpyna ALTE3AHTEC (...) Hucy (...) crpemuan (...) IpeMMeHOBamy CAymaoLa y
usBolaya /MAU ayTOPA, HUTU aMaTepa y IpodecuoHaAla. 3arpaso, Hepo$eCHOHAAHOCT HUCY HUKAAR
HH TOAEPHCAAM HH HA jeAHOj TAuKH BepTUKaAe ayTop-usBobad (...). Y OCHOBU Cy yBeK MOIITOBAAH
uncruTynujy mysuka (Institution Kunst), y BuprepoBoM cMuCAy pedd, INTO 3HAYM M HHCTYTYLHUjy
KOHIIEPTHOT HACTYTA, Ka0 U yobuuajeHe KoMmmeTeHIuje ayTopa, ussohaua u mybauxe” (Beceannosuh
Xo¢mar 2000, 120-121).
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nep$OpMaHCy U HEHAMOMATCKOj uMmrposusaruju. Omncer 3Byune rpahe y Kupamesoj
My3HIH IIPOLIKPEH je TAKO A 0OYXBaTa PaBHOIIPABHOCT TOHA M LIIyMa, IPOIIUpeHe
TeXHHKe CBUPAbhd KAACHYHUX MYy3HYKHX HHCTPYMEHATa, YIOTPeOy eAeKTPOHCKOT
3ByKa U ynorpeby T3B. ready-made objekara xao u3Bopa 3Byka. Hexu op mpumepa
Kupamesor nocesama 3a aATepHATHBHHMM 3BYYHHM HM3BOPHMA Cy Ilelambe XapTuje
(Asicypgna iipuua), xynamwe Ha mucahoj Mamuun (Cuiliyayuje), AyBame y CAAMKY
(Hamiiuc na 6arony) u TpeT™an rosopa xao 3syuse rpabe (Vocalizzazioni, Tauxe u
aunuje u Cuttiyayuje). CBOjeBPCHIM eKCIIepUMEHTHMA MOTY Ceé CMAaTpPaTH LUTPadoH
U TabAadoH, HHCTpyMeHTH Koje je Kupas koncTpyncao. TabradoH yjeaussyje 3Byk
U CAMKY, Te IIPHMIIaAQa OHOj BPCTH €KCIIEPMMEHTAAHE YMETHOCTH KOja CTpPeMH Ka
MYATHUIIAUKOBAEY MeAMjCKHX paBHU. Y KupaseBuM BHIIEMEAHjCKUM AGAMIMA MY3HKa
3aAprKaBa MO3ULIMjy AOMUHAHTHOT MeAja (Aﬂcypgna ipuua, Aamentiio, Haititiuc na
6arony), nau je paBHOTpaBHa y opHocy Ha Apyre meauje (Ciupas). Ocaobabame
0A ecTeTcKor ToTaauTeTa Kupas cmpoBoaM Kpo3 IOMepame TeXHIITa paja ca
3aBpieHOr Aeaa Ha mporec. Pakropu mponecyasnocTu Kupasesux ,0TBOpeHHX
AeAd” YKioydyjy aAeaTOPUUKY HeAeTePMUHHCATHOCT U UMITPOBHU3ALINjy Ha IPaQUUKy
HoTanyjy. HoTupameM recTOBHUX akIjpja yMeCTO YHYTPAIIBUX My3HYKHX OAHOCA,
0Baj MY3MYKHU CTBapaAal] KICKOPaYMo je y IpaBIly neppOopMaHCa 1 XeIIeHUHTa, TAe je
Haj3HavYajHUje Pe3yATaTe IOCTHIA0 Y CAPAAH C Mal)apCKOM ITeCHUKUEOM, TAYMUIIOM
u Bu3yeAHOM yMeTHuIoM Karaaun Aapuk.*

CABPEMEHO KOMIIO3UTOPCKO CTBAPAAAIIITBO ¥ BO]BOAI/IHI/I

Kayunu mopcTrIraj KOMIIO3UTOpCKOM CTBapaAalITBy y BojBoarHy Hakon Apyror
CBeTCKOT paTa Aajy Tpu uHcTUTYIHje: Cpricko HapoaHo nosopumre (CHIT, ocHoBaHOo
1861), Yapyxemwe kommosuropa Bojsoaune (1971) m Axapemuja yMeTHOCTH y
Hosom Capy (1974). Onepa u Baaer CHII-a Hyauau cy ehem 6pojy somahux
KOMIIO3UTOpA IIPUAMKY 3a CTBapame H H3BOherme My3HUKO-CIIeHCKHX aAeAd. Meby
BHHMA je U HU3 KoMriosuropa us Bojsoaune: Pyaoad Bpyun,* Epue Kupam,? Tubop
Xaprur (1934-2006),” Eyren I'sospanosuh (1933-2005),% Cserosap Kosauesunh

24 O ymernnuxoj capapmu usmely Eprnea Kupasa u Karaann Aapuk sumre y: Muaojkosuh 2019;
Sabo 2021; Radovanovi¢ 2021.

25 Baaeru: Aemon 3rainia, npemujepa 16. 6. 1963; Ilacuon, 12. 12. 1969; Poherve Aiiorona, 11 unn
npeacrase Kopeoipadexku konyepin, 23. 12. 1971; Hoh na ipysu, 16. 6. 1970; Kaitiapuna Hamaurosa,
20. 5. 2017; Omepa: Tutamew, 2. 11. 1986. CBu paTyMH y HallOMEHaMa O MY3HYKO-CIIEHCKUM AGAMMA
BojBOhaHCcKux KoMITo3uTOpa Ha perreproapy CHIT-a opHOCe ce Ha mpemujepHa usBohema.

26 Aeanja onepa ITposcgpwusko (A telhetetlen ggmbic), 14. 9. 1985.

27  DBaner Lpsenxaiia, 26. 11. 1976.

28 Baaer Kapuesan, 11 unn omuubyc 6asera Kopeoipadcku konyepit, mpemujepHo uszBepeHor 23. 12.
1974; Crencka moema Tamo ige je 6uAo cpye, ganac citioju cymye ( Haapujeg), 23.5.1977.
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(1950-2022), Mupocaas Ilrarkuh (1951),* Ta6op Aenbea (1951),* Crepan
Awusjaxosuh (1953),*> Bopuc Kosaa (1955),* 3opan Myauh (1957),* Murap
Cy6oruh (1961-1999)% u Anexcanppa Bpe6asos (1970). Ocum cnpemnocTn
CHII-a Aa cBOj pemeproap NpowWHpH AOMahUM My3HUYKO-CLEHCKHAM AEAVIMA,
BO)XHY IOAPLIKY BOjBODAHCKOj My3HYKOj CLieHM TOKOM IIeT AelleHHja IIOCTOjarba
IPYXXHAO je YApyKele KOMIIO3UTOpa BojBoanHe cBOjoM M3AAQBAaYKOM AeAaTHOMIhy.
OBo penpe3eHTaTUBHO YMETHHYKO-CTPYKOBHO YAPYXXeHe CaMOCTAAHO je, MAH Y
CapaABH C APYTHM H3AABAYKUM KyhaMa, 06jaBHAO IPEKO AeBeaeceT HOTHHX H3AAA
BOjBODaHCKMX My3HUKHX CTBapaAar, kao 1 Behu 6poj ayAHo-13AAba Ha PAa3AUYHTHM
HOCAuMMa 3ByKa.

Hajcuaxxuuju ,Betap y Aeha” KOMIIO3UTOPCKOM cTBapaAamTsy y BojBoAuHU A2A0
je ocHuBame Axapemuje ymerHoctu y Hosom Caay. Ha tepuropuju Bojsoaune,
OA CpeAHMHe CeAAMAECeTHX TOAMHA AO AAHAC, KOMIIO3HIIHMja Kao HPOpeCHOHAAHA
AGAATHOCT M YMETHMYKA IIPAKCa Be3aHa je 3a YMEeTHHYKO-TIEAArOUIKY AEAATHOCT
Kareppe 3a xomnosuimjy u Mysmako-teopercke mpepamere AYHC. Axapemuja je
0¥AQ MECTO CycpeTa TpH reHepaluje CaBPeMEHHX BOjBONAHCKHX KOMIIO3UTOPA.
Hajcrapujoj cy npumapaau Bpyun, Ilerun u Kosay, xoju cy 6man npodecopu Ha
cryaujckom nporpamy Kommosunuja. Hacaepraa ux je rpyma My3HYKHX CTBapaAara
pobeHnx TOKOM IepeceTHX U Ie3AeceTHX FOAMHA, Mel)y KojuMa cy HajucTakHyTHjH
Cserosap Cama Kosauesuh, Mupocaas Illrarkuh, Crean Awusjaxosuh, CaaBko
IMykaap (1952), 3opan Myanh, Jacmuna Mutpymuh Bepuh (1964) u Hunera
Aspamosuh (1967).” Hajmaaha renepanmja pobeHa je TOkOM ceAaMA€CeTHX TOANHA
u kacuuje. [lpunapajy joj Cmumana Baajuh (1971), Aaexcamppa Cremanosuh
(1975), Moy6omup Hukoanh (1976), Musan Aaexcuh (1978), Bophe Mapxosuh
(1978), Cranucaasa Tajuh (1980), Cserosap Hemuh (1982), Aoporea Bejuosuh
(1986) n Apyru. IToce6Hy rpyIry 4nHe OHM KOMIIO3UTOPHU KOjH Cy GHAU M OCTaAM
HOBe3aHU ¢ AKaAGMHjOM YMETHOCTH, aAM Cy CBOjy YMETHHUKY KapHUjepy IPaAHAM
[IAPAAEAHO y HHOCTPAHCTBY M Ha My3HMuKoj clieHu BojBoanne. Hajsaxuuju meby

29 Tlaecna nymepa Moauinisa (Ase Mapuja), Aeo omuubyc 6arera Kopeoipadcke unciiupayuje, 6. 3.
1999.

30 Baaer Opuon, 12.4.1988.

31 Baaer Yioinpasu 3a usiybrenum spemerom, 21. 10. 1989; Baser Sh'ma (CAymaj), 26.4.1990.

32 Baner Aaitiym curenyujym, 20. 12. 1989; Baser Ilpegcmpitina 1ybasna iiecma, ApYTH A0 OMHHOYC
6aseta Iloema wybasu (3ajearo ¢ ITpyxcu mu pyxy Tepiicuxopa I1. Banreanca), 10. 4. 1996; Baser
2Kptiisa, neo omumbyc 6asera Kopeoipagcre unciupayuje, 6. 3. 1999; Onepa Baagucaas u Kocapa, 18. 3.
2017. (xonyeprHo ussobheme) / 22.3.2022. (cuencko npaussobeme).

33 Baaercka munwujarypa Tanio anoxkauiiiiuko, us npeacrase Yeiiupu baseiticke munujaitype Popyma
3a HOBH T1Aec, 7. 3. 2003.

34 Baaer Beuuinu maagowera, 14. 12. 1986; Baser Hsbupauuya, 12. 4. 1997. Myauheso
KOMITO3UTOPCKO CTBAPAAAIITBO ¥ OOAMKY apamKMaHa IPUCYTHO je y oneperu Kog Qeme na 6asry, na
mysuky Hukoae Bypxosuha, Mure Opemkosuha, Joxana IlItpayca, @panra dpou Cymea u E. Xaxaa.
35 Baaer 3emwa, 20. 12. 1989; 6aser Cmpisi Cmauuar-aie Yeniuha, 3. 3. 1990.

36 Omepa Musesa, 21.10.2011.

37  Awsjaxosuh, Murpymuh-Hepuh u Aspamosuh-Aonyap 6uan cy cryaents, Mupocaas Ilrarkih
u Caasxo Hlyxaap — npodecopu, a 3opan Myanh u cryaent, u mpodecop.



165

NEMAN]JA SOVTIC
ARTI MUSICES PANNONIARUM - THE COMPOSITIONAL PRACTICE IN VOJVODINA

muMa cy Aaekcanapa Bpe6aaos, He6ojma Josan JKuskosuh (1962) u Cresan Kosau
Tuxmajep (1963). HajpaxHuje ABe AMMHOCTH KOje HHCY IOBE3aHE C ACAOKPYTOM
jeAMHe yMeTHIYKe BUCOKOIIKOACKE ycTaHOBe Y BojBoAMHM, a 3HAaUajHe Cy 3a mperaep,
Pa3Boja caBpeMeHOT KOMITIO3UTOPCKOT CTBAPAAAIITBA Y CeBEPHO]j CPIICKOj HOKPajHHH,
jecy Bopuc Kosau u Cuaapa Meseu (1974).

T'eneparuja BOjBolaHCKHX KOMITO3HTOPA POl)eHa TOKOM IEAECETHX U Ie3AECETHX
FOAMHA y CBOM KOMIIO3UTOPCKOM CTBAPAAQIITBY OCILIHAYje u3Mel)y MopepHUCTHYKe
U TPAAMITMOHAAMCTIYKe caBpeMeHOCTH. Pearyjyhu Ha ,Beanko opbujame” eBporcke
My3HuKe aBaHTapAe, Ta TeHepalyja Tpara 3a 0OHOBOM ,KOMYHHKATHBHE AMHHje
¢ mybamkoM, Haaazehu ymopuinTe y HAIMOHAAHMM M HCTOPHjCKHM TeMaMa,
Ka0 U AYXOBHOj Mysunu.”® Y CTHACKO-KOMmosuumoHOM cmucAy Illrarkuhesa,
Ausjakosuhesa u MyanheBa AeAa 3ay3uMajy IPOCTOp OA MOETCKEe apXausaluje u
HOBE jeAHOCTaBHOCTH,® IpPEKO yMepeHOT (POAKAOPUCTHUKOT (IOCT)MOAEPHH3MR,
AO HEOKAACHYHOI ¥ HeopoMaHTHYapckor akapemusma. IIrarkwh u Iykaap
PaAO IOCeXy 32 eAeKTPOHCKMM 3BYKOM M HOBHUM MeAMjuMa,*’ Te ce jeAHHM AeAOM
CBOTa CTBAPAAAIITBA IPHKAYYIYjy BPOICKOM M aMEPUYKOM TAAACy HeMOaepHe
aBanrappe. HeopomanTtuyapcku mosuu omyc Ausjakosuha m Myawha passuja ce
y HpaBIly eKAeKTHYHOT HAIJMOHAAHOT aHTHMOAEPHHM3MA, UHjU Cy HCTAKHYTHjU
npumepu Myauhesa Auitiypiuja Csetiioi Josana 3ratiioyciiioi u Ausjakosuhesa omepa
Baagumup u Kocapa. 3ajeano ca Jacmunom Mutpymmuh BHepuh, umja xaaBupcka
cBuTa MHcexiiapujym MpeACTaBAA JEAMHCTBEHH BHIIEAELIeHHjCKH work in progres,
OBH CaBpPeMeHH BOjBODAHCKM KOMIIO3UTOPH ,CPeAlbe” TeHepaliije IPHIAAAjy KPYTy
MOCTMOAEPHHUCTA y CpIICKOj My3uu. Taj kpyry cprickoj mysuru unHe Cphan Xodpman
(1944-2021), Muaan Muxajaosuh (1945), 3opan Epuh (1950), Byx Kyaenosuh
(1946-2017), Muaom Ierposuh (1952-2010) 1 Apyri KOMIIO3UTOPH KOjH y CBOja
AeAa YKAYUyjy LUTaTe M My3UdKe aAy3Huje, OAHOCHO CAy>Ke Ce MHHMMAAMCTHYKHM
TeXHUKaMa KOMIIOHOBama (peaykuuonnsam u penerutusHoct).* IlpenosHarsusa
pervoHaAHa IJPTa ¥ CTBAPAAAIITBY HAOPOjaHMX BOjBODAHCKHX ayTOpa OTrAeAd ce y
HeTOBakby yMETHHYKe My3HKe 3a TaMOypIIaKe OpPKeCTpe, TA€ Ce y PaAy € aHCaMbAMMa
osor tuna u3 Hosor Casa u Cy6orune HapouuTo ncrakao 3opan Myanh. Ocobena
CTBapaAayka AMYHOCT M3 oBe reHeparuje jecre Cperosap Camra Kopauesuh, unje
je KOH3HCTEHTHO HEOOAPOKHO IHMCMO CBOj HAjKOMIIAGKCHHjH H3Pa3 MPOHAILIAO Y
MoHyMeHTarHoj Exymerckoj mucu (Missa Oecumenica).

38 Pasuospcran omyc Mupocaasa Illrarkuha BepoBaTHO HajBepHHje pelpeseHTyje TEHAECHIHjY Ka
HAIJOHAAHO-MCTOPUjCKHM TeMaMa 1 mupe cxsahenom pyxosromhy. Apyra cumdonnja Aiioc, peha
cumponmja Ceobe, mecra cumdonnja Tecaa, onepa Boj na Kocosy u 6aset Teogopa.

39 Bojau Josanosuh y monorpaduju o Mupocaasy Illrarkuhy naBoau 3a peao Ocitiunaiio 3a 3BOHa,
Opryne, XOp U I'yAauKd opKecTap u3 1983. roaute Aa je ,Ped (...) BEpOBaTHO O MPBOj KOMIOZHLUjH
HACTAAOj M3 Ilepa BOjBODAHCKOr ayTOpa y Tapa MOIAAQPHOM MAHHPY ‘HOBE jEAHOCTABHOCTH .
(Joarosuh 2013,27)

40 O eaexrpoakycTHukoj My3ur y Bojsoprsu umre y: Muaojkosuh 2017, 147-162.

41 O mocrMopepHH y CpIICKOj My3uiy Buaers Buuie y: Veselinovi¢ Hofman 1997. O Munnmaausmy
e y: Masnikosa 1998.
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Mysmuko crBapasamTo Aaexcanape Bpe6asos, Hebojie JoBana J)Kuskosuha u
Crepana Kosaua Tuxmajepa Ha IIpBHU IIOTA€A MAAO IITA IOBE3yje OCHM YHUHEHHIIE AQ
Cy y IUTaky eKCTePUTOPUjAAHH, T1a HIIAK M BOjBONaHCKHU ,rAACOBH U3 AHjacrope’.*
Bpeb6asos u JKuskosuh HeynmuTHO Cy Haj3amakeHUjH BOjBONaHCKU KOMIIO3HUTOPH Y
uHocTpanuM oksupuma. JKuskosuh je sHauajHO 06OraTHO pereproap 3a yaapauke
uHCTpyMeHTe,* AOK je ayTopKa omepe Musesa 1 ABOCTpyKa A0OuTHHIIA MOKparieBe
narpape (2010. u 2012. ropuHe) mupy adUpMALHjy CTEeKAA BUIIETOAMIIEHOM
capapmoM ¢ ancambaom Kronos Quartet.** JKuskosrheB KOMIIO3UTOPCKH My3HIKH
jesux je ymepeHo (MOCT)MOAEPHHMCTHYKH, 3aCHOBaH Ha HEOEKCIPECHOHUCTHUKO]
CTHAM3ALMjH MY3HMYKOT $OAKAOPA, AOK je My3HUKH CTHA AAekcaHape Bpebaros
BHIIECAOjaH, y KOMIIO3HIIMOHO-TEXHHYKOM CMHUCAY IIPOTETHYT OA AaAeaTOpHKe
6asupane Ha rpagUuKoj HOTALMjH AO HEOPOMAHTHYAPCKE eBOKALIMje UMATMHAPHOT
¢oaxaopa. CBojum crBaparamrBoM Bpebasos u JKuskosuh rpape mmaruHaHu
npocrop bBaskama® Kkao M3BOp IIPemnO3HATAUBOT 3ByKa. Y A00a yMHOXEHHX
MAeHTHTeTa, ,ocHaxkeHe” (eHrA. empowered) sxeHcke cy6jekTuBHOCTH M T3B. back-
lash peakumja Ha Iy, OBO ABOje yMETHHKA IIPYXXajy AHOEPaAHO-GEMHUHHCTHIKU U
KOH3€PBATUBHO-MACKYAUHHUCTUYKY OATOBOD Ha IHUTame O OAHOCY usMely ernuxe,
€CTeTHYKe U APYIITBEHO-OATOBOPHE AMMEH3HUje My3UIKOT CTBAPAAAIITBA.

Crepan Kosau Tukxmajep jom op paHHMX OCaMAECETHX IOAMHA, OA KaAd AATHpa
merosa capaagma ¢ Bopucom Kosauem y amcambay Ritual Nova, mpepano ce
0aBU CTPYKTYpPHOM HMIIPOBH3AIMjOM KA0 ,HMAEAAHOM TauKOM Cycpera musMmely
KOMIIOHOBAkA U H3BOhema. 113 jeAMHCTBEHOT MPOCTOpa YMETHUUKE aKIfHje Y KOjHU Cy
MHTErPHCAHK CIIOHTAHO-MMIIPOBHU3AIMjCKH U PAIIMOHAAHO-OPTaHM3AIMOHH HaYUH
My3HYKOT MUIINeHa M3BUPY THKMajepoBH IporjecyasHn Mysudku porahaju. Osaj
YMETHHK MOXe Ce CMaTpaTH HacTaBmadeM Kako Kupasese excrpeTuMeHTaTOpCKe
»AuHHje” y BOjBODAHCKOj My3HIIH, TAKO U IbeHe free jazz HaArpapme Kojy obesbehyje
yruiaj mabapckor xommosutopa u mujanucre Hepha Cabapoma (1939-2011).
Tuxmajepy ce y ToM cMucay mpupapyxyje u Cuaapp Mesen, U3 unje KOMIIOHOBaHe
My3uKe U pasrpaHare us3Bobauxe mpakce ,3paun’ Cabapomesa ,aypa’. Meseujesa
MY3HYKa AeAd Y KOjUMa Ce jeAHOTAACHE M XeTepO(OHEe MeAOAMje CYIPOTCTaBbAjy
TEeKCTYPHOM M aA€ATOPHYKOM yoOAMYaBamy (aKTypHHX CAOjeBa OasupaHa Cy Ha
CIIOjy MOACPHHCTHYKHX KOMIIO3HIJMOHO-TEXHHYKUX CPEACTaBa M apXaH3oOBaHe
Mysuuke rpabe.*

42 Aaexcanppa Bpeb6asos je ymernuuky adpupmanyjy crekaa y CAA, Hebojua Josan JKuskosuh y
Hemaukoj, a Crean Kosau Tuxmajep y ®paniryckoj.

43 JKusxosuhese xommnosurmje Haujac, Yamumariym u Trio per uno anHe CTAaHAAPAHH A€O PerepToapa
3a yaapauxe uHCTpyMeHTe. HacTaHak mojeAMHIX KOMIIO3HIMja KA0 IITO Cy AyiAu KoHYepti 3a ygapaske
u seauku opxecinap ,Oiicecuje”, Tpuo Ypazan Cendu, xomap 3a mapum6y Homo Balcanicus u xBaprer
Credo in Unim Deum MHAIMPaH je HOPYHOMHAMA YBasKEHUX COANCTA, aHCAMGAAA U YCTaHOBA KYATYpe.
44 3aoBaj peHoMupanu aHcaM6A A. Bpe6aaoB je Harcaaa Aeaa ...hold me, neighbor, in this storm..., The
Spell No. 4, Babylon, Our Own.

4S O nojmy ,umaruaapuu baaxan” Bumre y: Todorova 1999.

46  Ym. Sovti¢ 2021.
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Ha xpajy oBor mperaeaa BaxHO je yKa3aTH ¥ Ha TO AQ je, YIPKOC HAy4YHOj HaXXibU
ykasaHoj crBapaAamtBy Ilpempexa, Kpombxoarna, Bpyunja u Kupama, ykymHO
MY3HKOAOIIKO MHTEpPeCOBame 3a HOBHjy, I1a U CaBpeMeHy My3uKy y BojsopuHu jomr
yBek caabo. IbeHoM HCTpaXkuBamwy U TyMauery uaaHoBH KaTeApe 3a My3HKOAOTH)y U
eTHOMy3uKoAorHjy Akapemuje ymernocty Hoom Capy AaAu Cy He3aHeMapAHB, AAH
jour yBex He i AOBObaH ponpuHOC.?” OcTBapHBambe aHAAUTHYIKOT, HCTOPHOTPadCKOT
U MHTENPeTaTHBHOT YBHAA Y OITyce CaBpeMeHUX KOMIo3uTopa y Bojsopunu crora ce
He CMe BUIIIe OAAATATH.

47  Vm. Ilpopanos Kpajumnunk 1998; Koxanosuh Mapxosuh 2014; Muaojkosuh 2019; Sovti¢ 2021;
Milojkovi¢, 2021; Basti¢, 2021; IIpojexru Matune cpricke: Exexilipoaxycitiuuka mysuxa y Bojsogunu
(2017-2021, pyxoBopnaar; Muaan Munojkosuh); Y dpociiopy usmely xomiosuyuje, umilposusayuje
u 38y4noi excilepumeninia: caspemena mysuxa y Bojeogumu (2021-202S, pyxosopmaan Muaan
Mmojxosnh) 5 Y cpequiuity unciuuiyyuja, Ha Mapiunama KanoHa: caspemenu Komiosuiopu y Bojeogunu
(2021-2025, pyxoBoauaay Hemama Cosruh).
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ARTI MUSICES PANNONIARUM — THE COMPOSITIONAL PRACTICE IN VOJVODINA
IN THE SOCIAL-HISTORICAL AND MUSICO-HISTORICAL CONTEXT

(SuMMARY)

The attitude of Serbian musicology towards the music in Vojvodina has developed
from the search for the origin of Serbian art music, through the cultural appropria-
tion of the Vojvodina music scene, all the way to its historical and critical revaluation
and reaffirmation. Stanislav Preprek, Karlo Krombholc and Dusan Stular, as lead-
ing Vojvodina composers in the interwar period, made modest contributions to the
“local type” musical modernism. The 20tk century as a musico-historical epoch in
Vojvodina began in the second half of the century, when Rudolf Bru¢i, Erne Kiralj,
Nikola Petin and Ivan Kova¢ were involved in determining the place of “new music”
in modernism and realism in the Cold War period. The Serbian National Theatre,
the Association of Composers of Vojvodina and the Academy of Arts in Novi Sad
gave key support to compositional practice in Vojvodina after the Second World
War. From the mid-1970s until today, composing as a professional activity and high
artistic practice in Vojvodina is linked to the artistic and pedagogical activity of the
Department of Composition and Music Theory of the Novi Sad Academy of Arts,
which was the meeting place of three generations of contemporary composers from
Vojvodina. The oldest generation included Brudi, Petin and Kova¢, who were pro-
fessors of composition. They were succeeded by a group of composers born in the
1950s and 1960s. The youngest generation was born in the 1970s and later. A special
group consists of those composers who were and remain connected to the Academy
of Arts, but have built their artistic career abroad.
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OIIITe HaMeHe y My3MYKy IPOAYKIHjy — KaO OPUTMHAAHUX M3BOPA 3BYKa MAU
3aMeHe 33 aKyCTUYHe MHCTPYMEHTe, Ka0 M IOeTHYKUX MeTadopa M eseMeHaTa
rpadUIKOT AM3ajHA HA OMOTHMA M3Aamba. 3ACHOBAH HA AOCTYIIHMM IIOAAITHIMA O
CaMKM aAOYMHMa U IIPUCYCTBY HEKOT AUTUTAAHOT XapABepa ¥ 3BYKy, HHTePBjyHMa
C MysHU4YapHrMa/IPOAYIIEHTHMA M CAYIIAAAYKOM HCKYCTBY, OBaj YAaHak obpahyje
HAjUCTAKHYTHje IIpHMepe IIOMeHY TUX IIPAKCH.

KAYYHE PEYM: IOITYAAPHA MY3HKA, OCAMAECETe TOAMHE IIPOIIAOT BeKa, KOMIjyTepu/
PpadyHapu, AMTUTaAHA TeXHOAOTH]a, JyrocaaByja.

Y oBoMm paay hy ce 6aBuTH HaYMHHUMA jaBAARA U YHOTpebe AUTHTAHE TEXHOAOTHjE
y IOITyAAPHOj MY3UIM Y JyrOCAaBHUjH, y MEPHOAY OA CPEAMHE OCAMAECEeTHX FOAUHA,
KaAa Ce TOYHIbY jaBAATH OBAKBH ypeljaju y mommcnMa HHCTpyMeHATa Ha OMOTHMA
aAbyMa, AO TTOYeTKA AEBEAECETHX TOAMHA IIPOIIAOT Beka. [opma rpaHuia mepropa
obyxBaheHor oBUM paAOM HaMeTHYAQ Ce TIpe CBera U3 MOAUTHYKHX PAa3AOra, Tj. 30T
pacmasaseMmse KOjH je 3HAYajHO y THL[A0 HA AAAH Pa3BOj y CBUM 00AACTHMA, YKoy dyjyhu
U TIomyAapHy My3HKYy. To je, pasyMe ce, OCTaBUAO Tpara i Ha MoryhxocTu npahema
TeXHOAOIIKOT Hamperka, 6yayhu aa je CPJ 6maa mop MehyHapopHuM caHKImjama.
MelyyTuM, I04eTKOM A€BEAECETHX AOAA3H AO IIPOMEHE U y CBETY PadyHapa, Kao
AHMTHTAAHHX My3HYKHX MHCTPYMEHATa, KOjU Ce IIOCTEeNeHO OA IT0jeANHaYHuX ypehaja
VHTETPHILY y jeAHy copTBepcKy paaHy cranuiy kojy nokpehe PC (Digital Audio
Workstation), Tako Aa TOCeGHOCT KOjy Cy UMaAU padyHapy y MPETXOAHOj ACLieHUjH
MOCTeIIeHO HeCTaje U OHM IOCTajy IOAPasyMeBaHO CPEACTBO 3a Paj ¥ TOTOBO CBUM
MSYACKHM AeAaTHOCTHMA. TuMe mpecTaje moTpeba Aa 6yAy HApOUHTO HCTAKHYTH KAO
AAaT KOjUM je peaAn3OBaH HeKH My3HUKH CaAPXKaj, Oyayhu Aa je mocTaso yobudajeHo
Aa ce BehrHa TPOAYKIHjCKHX 3apaTaKa 00aBAA AUTHTAAHO.

LTun pasa he, Tako, OuTH caraepaBarbe HAYMHA HA KOje Cy PAadyHAPH YAAQSHAU Y
Hallly MOITyAAPHY My3HUKy IPOAYKIH)Y, KOje Cy TO BPCTe pauyyHapa Omae, C KOjUM
LIUAEM Cy Ce KOPUCTHAM, Te KaKO je AOIIAO AO CUTyallHje y KOjOj je TOTOBO CBaKH
aAbyM 61O Makap y HEKOM CerMeHTY PeaAM30BaH Y3 OMON AMTMTAAHUX MY3HYKUX
ypebaja. Ao oBako mocraBseHOT LA AOIIAO CaM, Ipe CBEra, MACHTHPHUKAIIMjOM
mrro Beher Opoja M3pama Koja Cy CHHMMbEHA MOMONY Heke BpcTe KOMIGjyTepa,
Te CaM, Ha OCHOBY THX IIOAATaKd, OAPEAHO OOMM y KojeM cy oBu ypehaju Ouau
IOPUCYTHHU y HAlIOj My3UIM. Aask TOK Papd YCMEpPEH je Ka CarAepaBamy AeTama y
Be3H C BPCTOM KopHuheHOr XapABepa, HeroBux MoryhHOCTH M HauMHA Ha KOjH je
ynorpebsyasaH. IleHTpaAHH cerMeHT TeKcTa MOcBeheH je aHAAM3H IMOjeAMHAYHHX
KapaKTepUCTUYHUX IpHMepa KOjH HAYCTDPYjy OBe TeXHOAOLIKe IIPOMeHe U yKasyjy
Ha AadU TOK TpaHCPOpMaIMje My3uuKe IIPOAYKIIMje Y CMepy AUTHTaAM3aluje
YHTABOT HpoIieca cTBapama. IIpuMepn cy opabpaHu mpe cBera Ha OCHOBY 3HA4aja
U PacIpOCTPameHOCTH yrnoTpebseHnx ypehaja, Te je Tako Hajpehm peo mpocropa
nocsehen paay Aase Pucrosckor u Kopreanja Kosaua (y Hemto Mamoj Mepu Parka
Ayjmuha) Koju cy CBoje BelTHHe BAaAQEba My3HYKMM PaTyHapUMa IPEHEAU Y BEAUKH
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0pOj >KAHPOBCKM PA3AMYUTUX MY3UYKHX OCTBAPEHHA, 3aTUM Cy CATACAAHH PAAOBH
cacTaBa Koju Cy AUTHTaAHe ypelaje KOPHCTHAM y CKAOITY CTUACKOT ycMeperba (CHHT-
-TI0T1/ eAEKTPO-TIOI ¥ CA. ), 2 IOMEHYTa Cy U H3Aaiba Ha KOjUMa Cy padyHapH IIPHCY THH
Ka0 eAeMEHT BU3YEAHOT MAH II0eTCKOT U3pasa.

TEPMHUHOAOIIIKA OAPEBEIHA

Y Texcry he ce mop TepmuHHMMA ,padyHapu’/,KOMIjyTepu” H ,AMTHTAAHA
TEXHOAOTHja  IIOAPa3yMeBaTH IIpe CBera T3B. My3HUYKH PAuyHApH, Tj. AMTHTAAHH
ypebaju crenujasusoBanu 3a obaBmame oppel)eHOr MySHUKOr IIOCAQ, KAO INTO
Cy CHHTeTH3epH, CeKBeHIepH, (AUTMTaAHe) pUTaM-MalIWHE, a TIOpPeA TOTa, OBUM
oppeanuniama he 6utu obyxsahenu u ,xyhuu’, ,cronn” nau ,nepconaanu’ ypehaju,
Tj. KOMePILMjaAHH MHKPOpadyHapu reHepasHe Hamene.” Ha oBom Mecty 6uao 6u
A06pO ocBpHYTH ce Ha kopuutheHy ,Iporpamepcky” TepMHHOAOTH]Y, 6yayhu Aa ce
KOA HAC TEPMHUHHU COPTBEP K MpOrpam Hajueirhe KOPHCTe Ka0 CHHOHHMMH, IIITO Y OBOM
cay4ajy He 61 6nao0 cacsum ucnipasto (Dobrian 1988; Lazzarini 2013). ITporpam Ha
pUTaM-MaIIMHU OHO je CErMeHT HBeHOT PaAd y KojeM ce 04eKHBaAo Aa he xopucHuK
HAIPaBUTH CBOjy PUTMHYKY MAaTPHI, 32jeAHO C ,IIpeAasuMa’ U ,QHAOBHMA’, Te je
IPOrpaMHUparbe 3aIIpaBo HHAO YHOC TOAATAKA HA HAYHH KOjH je IPou3Bol)ad opApeAro
(Brett 2016). Haxo cy y Hajuemhe xopumheHNM AUTMTAAHMM PHUTaM-MalIMHAMA
Kop Hac, kao mro ¢y Linn Drum u Oberheim DMX, npoussohaun xopucHnuxe
MHCTPYKIjHje HasuBaAu ,marepuuma’ uau ,Marpunama’ (Linn Drum 1982), 6es
MIOMHUIAlba TAATOAA ,[IPOTPAMHUpaIbe’,” YIIPABO Cé OH YCTAAMO 33 ONKMC Pajd Ha
osuM ypehajuma. Melytum, ,mporpamupame” puTaM-MalIrHe HUje Ce OAHOCHAO Ha
HCTHU IIOCTYTIAK K0 Y CAyYajy MHCama cOPTBEPA Y HEKOM OA IPOTPAMCKHX je3HKa.
CAMYHO je OMAO My CAy4ajy CeKBEHIIepa, KOjU Cy HYAHAM BHIIe GAKCHOUAHOCTH Y
paay (c 063upom Ha TO A2 HUCY KOHTPOAMCAAM CAMO PUTaM), AAH CE U A€ FBHXOBO
xopumhere 3acHHBaAO Ha coTBepy koju ce Beh Harasno y mammnu ($upmeepy),
AOK je IPOrpaMHUparse 3HAYMAO CAMO HETOBY YIIOTPeOY, He U MeHbalbe HAU IIPABoerhe
HOBOT HAYMHA PaAd, Kao IITO 0K TO 61O CAydaj KOA T3B. KyhHux pauyHapa. C tum y
Be3H, 0Baj ,My3HIKHU [IPOrpamep’, KOjU Ce y PASAHYIHTHM BUAOBUMA cpehe Ha oMoTHMA
aAbyMa, yraaBHOM HHje OHO ITAHAQH TPOrpaMepy y yoOudajeHoM cMUCAY peun, Beh ce
HAa3MB OAHOCHO Ha MY3HMYapa KOjH CBHPA MAU IPHIIPEMa CerMeHTe KOMITO3HIfHje Ha
My3HYKOM padyHapy, Tj. ypehajy crenujasusoBane HaMeHe Ha KOjeM Cy KOPUCHUYKH
CaApKaju OGMAM OPraHM3OBaHH Y ,lIPOrpaMe’, OAHOCHO CA€AOBe 3BYYHHX Aorabaja
ApAHKHPAHMX Ha BPEMEHCKOj OCH.

2 Mako HHCy CBM AMIMTAAHH ypehaju HyXHO yjeAHO M pauyHapH y IPaBOM CMHCAY PedH, CBU
ypebaju xoju ce y TexcTy moMuisy 3aCHOBaHH Cy Ha MHKPOKOHTPOAEPCKOj HAM MHKPOIPOLIECOPCKO]
KOHQUIYPALHjHU, T€ CY YjEAHO H , AATHTAAHN , U ,, pATyHAPH .

3 Y cBOM AeTaAASHOM HCTOPHjCKOM IIPErAeAy pa3Boja puraM-mamuHa, Tomac Bper He mpo6aemarusyje
oceOHO TEPMHH ,[IPOrpaMUpare” y OBOM KOHTEKCTY, AAH I'd yOOHIajeHO KOPUCTH 3a HAYHH KPenpama
natepHa (eHrA. pattern programming), a ucta opMyAaLjuja youasa ce My LIUTATUMA APYTHX My3HYapa
(Brett 2016).
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Kpajem aenenuje, PC u Apyru mMopean 16/32-6uTHux padyHapa, Kao IITO
je Atari ST, mouumy Aa 3ay3MMajy LIEHTPAAHO MECTO y My3MYKHM CTYAHMjHMA,
Te Ce y IOjeAMHUM CAy4YajeBUMa ITpOrpaMHpame HaBeAeHO Ha OMOTHMA IIAOYA
3aHMCTa OAHOCH Ha pap ¢ padyHapoM (ommre HameHe). Mebyrum, ympaso c
HHTeTpHCameM BUIlle CTyAujckux ypebhaja y jeary pauynapcky xoHuUryparmjy
T3B. MyATHMeAHjasHOT PC-ja, IocTeneHO npecTaje yrmoTpeba moceOHIX TepMIHa U
OAPEAHHIIA 33 OBY BPCTY aKTUBHOCTH, Te OHAO KaKBO UCTHIAMbE AQ je HEKH PAdyHap
0HO A0 CTBApAAAYKOI IPOIleCa MOYETKOM AEBEAECETHX TOAMHA IIOCTaje CBe
pebe y momucuma yuecHuxa Ha aabymy. Takohe, mporpaMupame Ha CaBpeMeHHUM
MallMHaMa He OYeKyje ce 0p KOpHCHHKA, Beh mocraje yobmuajeHo pa ce pap Ha
pauyHapy oaBuja y3 momoh KoMepIiMjasHOT codTBepa, BUPTYEAHOT CTYAHja, 3a
4Hjy ymoTpeby HUje HEOIIXOAHO IIO3HABATH HAYMHe HA KOje je HAaIpaBmseH, LITO
je jOLI jeAaH pasAor 300T KOjer TePMUH ,IIpOrpaMUpare’, Ka0 M HA3HBU MOAEAR
kopumhenux ypehaja, mpecrajy aa ce HCTHUY y Be3H C My3HYKOM IPOAYKIIHjOM.

H3Boru

Melyy moparma Koju Cy AQHAC AOCTYIIHH, Hajuemrhe HaBeAGHHMM Ha OMOTHMA
aAbyma y IOmHMCy yd4eCHHMKA M OIIpeMe, MOXe ce Hamhy Ha BeOMa PAa3AMYUTA M
4eCcTO HeNOTIyHa oppehema Koja ce opHOce Ha ymoTpefy padyHapa, a Koja cy,
OIleT, CBOjCTBEHA IMMOHHMPCKUM HACTOjarbMMa y OBOj 00OAACTH y KOjoj Huje 6HAO
Heyer CAMYHOTI y MPOIIAOCTU HA INTAa OM Ce ayTOPU MOTAM OCAOHHMTH y CBOjOj
TepMuHOAOTHjH. CaMO y M3Y3eTHHM CHTYyalldjaMa OHAO je HABeAEHO IIPEIU3HO
KOjH je pauyHap ymoTpebmseH U y KOjy CBPXY, AOK je MHOro demhe camo y3 uMe
My3HM4apa HaBeAeH MOAEA HHCTPYMEHT], HAH je HalMCaHO caMo ,KoMrjyTep” u(an)
»IPOTpaMHpambe’, TAKO Ad Ce HA OCHOBY TOT IIOAATKa He Moxke cTehu peraman
yBHA y KopuimheHy ompeMy M HauuH keHe ymorpebe. C Apyre crpaHe, Iopep
[porpaMupama puTaM-MallliHA Koje je, KaKo je MOMeHyTo, bnao Hajuemha mojasa,
TOHEeKaA ce KOPHCTHAA M OAPeAHHIA ,Kaasujarype u kommjyrep” (Kosau 1989;
Casuh 1988), mto je morao ymyhusaru Ha xopumhere padyHapa Kao cemmaepa
VAU 32 CeKBeHLHpame y HekoM op DAW-oBa koje ce (Tapa) 06mdaHO 06aBmaA0 Y3
nomoh kaasujarypror MIDI-konTposepa (Mapkosuh 1989). 3aHumanso je A2 je Ha
aabymy Byphuue Bapaosuh mop HasuBoMm Aa ogmopum gyuiy HaBeaeHO Aa je AaBop
YyBaao ,iporpamupao kommjyTepe u 3Bykose” (Bapaosuh 1988), mro je oapeherme
Koje Moxe yryhuBaTu Ha mopeAy usMmel)y ymorpebe pauyHapa kao cekseHiiepa Beh
CHUMAEHHMX MAM CHHTeTH30BaHMX 3BYKOBAa U KaO CeMIIAepa, Tj. MHCTPYMeHTa KOju
CBOj 3ByK reHepHIIle Ha OCHOBY y30pKa.

TTopep omoTa maoya i parehe AOKyMeHTaIHje 3ByYHUX U3AAIHA, JeAQH OA TAABHHX
M3BOPA 32 IIOAATKE O YIOTPebAHEHOM XapABepy je ,cam’ CHUMAeHH Marepujaa.’
MehyTuM, ocuM y H3y3eTHHM CAydYajeBHMa jaBbaba CHHTETH30BAHHMX 3BYKOBA
KapaKTepUCTHYHNUX 3a Heknu ypehaj (3Byxosu FM cuntese ypebaja us cepuje Yamaha
DX, Ha ipuMep), Ha OCHOBY COHOPHOT MaTepHjaAa U3 CeMIIAePa HAM HAYMHA Ha KOjU

4 Bume 0 aHaAM3H eAeKTPOHCKe My3uke y Simoni 2017; Butler 2006.



177

MILAN MILOJKOVIC
THE PRESENCE OF COMPUTERS IN YUGOSLAV POPULAR MUSIC OF THE SECOND HALF OF THE 1980S

HeKa CeKBEHI]A MAM APAHXKMaH 3Byde, HHje AAKO OAPEAHTH KOjU je TadHO XapABep
kopumheH MPUANKOM peaAusanyje, yIpaBo 300r ,MUMHKPHjCKUX CIIOCOGHOCTH
osux ypehaja koje cy um omoryhaBase a2 3Byde Ka0O HEKHM APYTH MHCTPYMEHT HAM
arcaMOA. Maxo je y kapakTepy 3ByKa pUTaM-MaIIKHE HAH CEMIIA€PA yTAAQBHOM Moryhe
pasabparu pa je ped o xapaBepy (a He O aKyCTMMHOM MHCTPYMEHTY) Ha OCHOBY
PUTHAHOCTH ITyACALje X HCTOBETHOCTH CBAKOT YAAPIIA HHje yBEK AAKO IPEO3HATH
Ta4aH MoAeA yroTpebaeror ypehaja, 36or Tora mTo je ¢ Buure Bux 6uso moryhe
nocTuhy IPUOAMDKHO MCTH 3BYYHH Pe3yATar.” 360r TOra Cy y OBOM HCTPAXHBAIbY,
y3 TIOAAQTKE C OMOTA U CAYLIHY aHAAHM3Y, KOpHIINeHH U MOCPEeAHH M3BOPH IIOIYT
HHTEpBjya, TEAeBU3UjCKIX U aMaTePCKUX CHUMAKA, Te CIIOPAAMYHUX M3jaBa My3HYapa
U TIPOAYIIEHATa, KaKO OH Ce AOIIAO AO IITO IIOTITYHHjHX Ca3HAKHA O BPCTH HAYMHY
ynorpebe oBux HOBUX ypehaja.

KoHTEKCT JABMSAIBA AUTUTAAHUX MY3UNYKHUX YPEHAJA KOA HAC

TeHEpaAHO TAEAAHO, Y jyTOCAOBEHCKO] IOITyAAPHO] MY3HIH Cy, y oppebherom
BHUAY, (QRHAAOTHH) €AEKTPOHCKH MHCTPYMEHTH GMAM NPUCYTHH jOII OA IE3AECETHX
ropnHa. IToueB OA €AGKTPMYHMX THTApa M €AeKTPUYHHX Opryma Koje cy 6p3o
IIOCTaA€ CACTABHH A0 TOTOBO CBAKOT AHCAMOAQ, TOCTETIEHO CY OA KPaja OBe AelleHHje
AHAAOTHHU CHHTETH3EPHU M PUTAM MAIIKHE YAA3HAH Y IIMPOKY yHOTpely, yknydyjyhu
rOTOBO CBe XAHPOBe MOITyAapHE My3uke (OCHM CTapOrpaAcke My3HKE M CPOAHHX
JKQaHpOBA 32 KOj€ je KapaKTepUCTUYHA yIoTpeba aKyCTHYHIX HHCTpyMeHara). Y ToM
CMHCAY, AUTHTAAHH My3HYKH ypel)aju HICY HaHIIAY Ha HelIpUIIpeMAeH ,Teper’, Beh
Ce HHXOBa PaCIPOCTPalkEHOCT MOXKe AOHEKAe Pa3yMeTH U Kao eBOAYIIHja Y pa3Bojy
yrorpebe eAeKTPOHCKHMX My3HYKHMX HHCTPyMEeHaTa Ko Hac, 6yayhu aa cy mHorm
KOPUCHHUIIM PadyyHapa IPEeTXOAHO OMAHM 3aMHTEPECOBAHM 33 AHAAOTHY €AeKTPOHCKY
orpemy.

IIpuxsarame payyHapa Kao aAaTa KOjH ce KOPUCTHU IIPU CTBAPAy MY3UYKHMX A€Ad
Y jyTOCAOBEHCKOj YMETHIYKO] My3HLjH, HaKo He 6e3 6pojuux noremkoha, nMaao je
3HAYajHY MOAPIIKY Y HHCTHTYLHjH EAeKTpOoHCKOr CTYAHja, Kao 1 MoryhHOCTHMA Ad
HAIIM KOMIIO3UTOPH CBOja A€AA PEaAU3yjy HaXapABepy y nHocrpancTBy (Muaojkosuh
2020).” Tako je u TIpe AUTHTAAHOT Gyma C TIOYETKA OCAMAECETHX TOAUHA PETKHM
eHTy3ujacTiMa U yrryheHnMa 61Aa MO3HATa MOTYhHOCT KOMITjyTepCKOT TeHepHCarmha

S Kako ucrmye Cumonn: ,Hama croco6HOCT Ad IPOM3BOAMMO IPHBAAYHE TeMOpOBe Ce 3HATHO
yBehaaa 110jaBoM TeXHOAOTHja KAO IITO Cy CHHTETH3ep U padyHap, uuMe je oppeherme nrra koHCTHTYHIIE
My3HYKH HHCTPYMEHT IOCTaA0 oTBopeHo. O60a je MysHIKH MHCTPYMEHT, Ha IPHMep, AU TO MOKe OHTH
U PAANO-TIPHjEMHHUK HAM eAeKTPOHCKA CHpeHa. PadyHapcKa TEXHOAOTH)a je ITOCTaAd HajGAEKCHOMAHM)H
My3HMYKH HHCTPYMEHT CBUX BpeMeHa. 3aWCTa, Halle padyMmeBarme TeMOpa ce apamarimdro mosehaso
nojasoM padynapa” (Simoni 2017).

6 3nauajan je mpumep aabyma xapmorunkama Arne Cremuha, xoju je cBHpao moce6HO HampaByeHy
Dallape enexrponcky xapmonuxy (Cremwh 1980). BapujanTa 0BOr MHCTpPYMEHTa MOA HA3HBOM
eaexTpo-6ajaH 6uaa je momyaapua y CCCP-y.

7 IlpBa jyrocaoBeHCKa KOMIIO3MI[Mja peaAM3oBaHa Ha pauyHapy, Kowmijyiopuja Baapana
PapoBanoBuha, HacTasa je y Yrpexry 1976. roaune Ha paaynapy PDP-15/20.
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My3HUKOT CapApkaja. [lako oBaj cTyAro Huje 61O HaMemeH CTBAPAOIMMA MOITyAApHE
My3HKe, HIIAK Cy TI0jeAUHU KOMIIO3UTOPH KOjU Cy PAAMAH Y BbeMy, IIPEHOCHAH CBOja
3Harba 1 BENITHHE M Yy 0BO Iose. Kao 3HavyajHU mpuMepu MOT'y Ce HaBeCTH aKTHBHOCTHU
jEAHOT 0a IIOAQ3HMKA KypceBa 3a 00yKy 3a paa Ha Synthi-jy 100 Mutpa Cy6otuha,
KacHHje mosHaror mop nceyponumom Rex Ilusivii (Pasamantu ayropu 1983), xoju
je Kao mpoAyLieHT u Kommosurop capahusao ¢ rpymom Bukitiopuja (Buxropuja
1988), I'pusa (I'pusa 1988) u Aa Cinpaga (Aa Crpapa 1987) mopea ocrasux, kao
u IToaa IMumwona (Paul Pignon), jeasor op ocuusada Eaexrponckor cryauja Papno
Beorpaaa, koju je 610 anraxosan Ha aA6ymuma rpyma 3ana (3ana 1981), Y wikpuiiyy
(Y mxpunuy 1983), Llakapiia (Jakarta 1983), Bujeso gyime (Bujeao ayrme 1980)
U APYTHMa, TA€ je MOpeA CBHpama CakcopoHa OHO 3aAy>KeH U 33 CHHTETH30BaHe
3BYKOBE 1 CEeKBEHI[Hpambe.

Y 0BOM TeKCTy MM HHje OMAQ HaMepa AQ Ce GABUM CTUACKHM IIOA€AAMA YHYTap
nomyaapHe Mysuke y Jyrocaasuju. Mmak, o4MraepAHo je pAa cy y KaHpOBUMA IIOIYT
CHHT-TIONA, €AeKTPO-IIONA, AMCKO M AGHC My3HKe pauyyHapH HHHUIMjAAHO OHAM
3aCTYILbEHUjH HETO Y OCTAAUM, HAKO je A0 Kpaja AelieHHje Ta pasAMKa OmBasa
CBe Mama, Kao wWTo je momenyTo.* Yak M y HaBeAeHHUM >XaHPOBHMMA HHje Moryhe
AepUHMCATH TIPElM3HO Ha INTa Ce OBE OAPEAHHIIE OAHOCE CaMO Ha OCHOBY
ynorpebseHe TexHoAoruje, Oyayhn Aa je HEONXOAHO y3eTH y 003Mp MHOTO IHpe
peaanuje koje oppeleHa MysnKa yCIiocTaBsa, IITO 61 OHAQ OBAj PaA OABEAO Y ADYTOM
IpaBIly. Y TOM CMHCAY, ¥ A€M TOKy CTyaHje hy ce 6aBuTH Ipe cBera mpuMepuma 3a
KOje CMaTpaM Ad BEPHO HMAYCTPYjy AelllaBaka Y OBOM IOAY KpajeM OCaMAECeTUX M
MIOYETKOM AEBEAECETHX TOAMHA, IITO, PasyMe Ce, He 3HA4HM Aa he pap 6utu karasor
CBHX ayTOpa KOjH Cy KopucTuau padyHap, seh he y pasmarparme 6uru ysere camo oxe
T0jaBe 3a KOje CaM CMAaTpPao A YIOTIIYYjy 3Hake O IIPOAOPY OBe BPCTe TeXHOAOTHje
Y jyTOCAOBEHCKY MY3HKY.

ITouerkoM AeBete Aerjenuje 20. Beka KyhHH padyHapH, aAM M MaAd padyHapu
CIlellMjaAM30BaHe HaMeHe Kao INTO Cy pHUTaM-MalluHe, CeMIIAePH, CeKBeHIepU U
AMTUTaAHU CUHTETH3epH, IIOCTajaAH Cy CBe AOCTYIIHMjH U aTPAaKTUBHUjH 32 ayTope
KAaKO YMeTHHYKe, TAKO U IIOIyAapHe My3HKe, Mel)y KojuMa cy OHAM M OHH KOjU MHAYe
HICY MMaAM MHTEepecoBama 3a My3HMYKe eKCIIePUMeHTe C HOBHM TeXHOAOTHjaMa.
Takobye, y Tom meproay kyhuu pauyHapu u y cBeTy, U KOA HAC, IIOUHIbY Ad OUBajy
A€O CBaKOAHEBHIle, BUACO-UTPe MOCTAjy CBEIPHCYTHE, A ,KOMITjyTepCKH OUIIOBU U
CHHTeTH30BaHH M CEMIIAOBAHM 3BYKOBHU PAa3AMYUTHX KapaKTePUCTHKA OCTAjy jeAHU
o Hajuemhux MOTHBA eAEKTPOHCKe My3HKe Tor BpeMeHa.” Aoaye, Behnna kyhanx
pauyHapa 6uAa je mpeBHuIle CKPOMHHX My3HYKHMX MOIyhHOCTH M peTKo je mMMaAa

8 Ha 0BOM MeCTy 3Ha4ajHO je OCBPHYTH Ce Ha IIPOGAEM C T3B. HOBOKOMIIOHOBAHOM HAPOAHOM
My3UKOM, Tj. Typ60o-poakom. Fako ce y papy moMutsy M ayTOPH KOjH Cy ce GaBHAM OBOM MY3HUKOM,
nomyT Aase PUCTOBCKOT, IIPEIU3HO SKaHPOBCKO AePUHHCAIbE OBOT peHOMeHa HHje 61A0 Y doKkycy, Te
[pUMepHU OBaKBe My3HKe KOjH Ce IIOMHIbY y PaAy HHCY pasMaTpaHu 360T CTHACKHX OAAHKa, Beh 360r
TOra IITO je IIPHAUKOM HHXOBE peaAusaluje KopuiheH payyHap HAM HEKH AUTUTAAHU ypelaj.

9 V oBoM mepuoay kyhuum padyHapu HHCY GMAM CPeACTBO 3 PEIPOAYKIH)Y CHHMAEHE My3HKe,
IOjEAUHHU Cy MOTAH PEIIPOAYKOBATH CEMIIAOBE UAH YIIPABAATH [ACjEPHMA, AAH Y AAHAIIEHEM CMHCAY TO
Huje 6uA0 TexHIIKY Moryhe.
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3HAYAjHUjy YAOTY y CTBAPAIY, OCHM y M3Y3€THHM CAydajeBMMa O KojuMa he Ouru
BHIIE PeYH.

Haaux Ha pasBoj aorahaja y ApyruM eBpoICKUM 3eMaaMa, U Y JyrOCAABHjH je
Y3 IOIyAApU3aLUjy padyHapa pacAa M MeAHMjCKa CIleHa Koja je ITpaTHAa pa3Boj OBOT
0»a, AOMMHAHTHO ITyTeM ITamaHux my6ankanuja (Canke 1a, 16), aau ys sHadajHa
HCTyIIamba y My3HdKe MeArje kojuMa he kacuuje 6utu nocsehero sume maxse. HMako
ce MOXKe TIPETIOCTAaBUTH AQ je padyHapCcKa KyATYpa y JyTOCAABHjH HajIipe MPOHAIIAA
AOAMPHHUX TayaKa C IIOIyAAPHUM MY3HMYKHM >XaHPOBMMA Be3aHMM 3a II0jaBe Kao
IITO Cy HOBH TaAacC, €AeKTPO-TION, CHHT-TION, 3aIIpaBO Ce MTOKA3aA0 AA CY pavyyHapH
KopwuiheH! He CaMO U3 ,CTHACKHX Pa3Aora, Beh ce II0CTeeHO jaBsajy y pa3AUdUTHM
yyAoramMa” y TOTOBO CBHM >KAHPOBHMA IOITyAApHE My3HKe, IITO he AeBeaeceTHX
TOAMHA AOBECTH AO TOTA AA PadyHap IIOCTaHe IIOAPa3yMeBaHO CPEACTBO 3a Paj, YhMe
he npaxTHYHO CBa My3HYKa IIPOAYKIIMjA IOCTATH PAYyHAPCKA, Tj. H3BEAEHA Y3 IToMoh

pavyHapa.

2/90

Cona 15 dinara

N e : =64, Spectrum e .
Camka la (aeBo). Hacaosna crpana yacomuca Ceeili komiljyitiepa 6p. 10 us
1985, Ha xojoj ce Harazu PpoTorpaduja Aaze Pucrosckor ¢ pauynapom PPG
Waveterm B.

Camka 16 (pecno). Hacaosra crpana waconuca Ceeili komijyitiepa 6p. 2 u3
1990, Ha xojoj ce Hasasu Baapa AuBman c pauyHapom Atari ST u cemmaepom
Emax. O6a ypehaja ce nojasmyjy u'y ¢uamy Kaxko je fipoiiao pokerpos, 3a Koju je
OBaj KOMIIO3UTOP OHO jeAaH OA ayTOpa My3HKe.
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MelyyTum, y BpeMe Kapa Cy padyHapH OYHIAAN CBOj IPOOOj HA My3HUKY CIjeHY,
TaKaB PasBoj aorahaja YMHUO ce MAAO BepOBATHHM, XapABED je OHO 3HATHO CAAOHjHX
neppOPMAHCH, @ PETKH KOjU Cy Ce OIIPEAEAHAM AA Ce BbUMe OaBe OYMTO Cy CMATPAAH
Ad je To mHPOpPMAIHja OA 3HAYAja 32 pellelliHjy IBUXOBUX HAIlOpPa A CBOj My3HYKH
u3pas peaamsyjy y3 momoh aurutasHe TexsHoaormje. IlocTereHo, moMumame
padyHapa MAM KOMIGyTepa, 3ajeAHO C HCTHIABEM A Ce HEKM YAAH CacTaBa 6aBHO
IPOTPaMHUpAIbeM, OA CPEAHHE OCAMAECETHX IOAMHA IIOCT3je CBe MPHUCYTHHje Ha
omorrMa aAbyma u3 JyrocaaBuje, unMe ce ymyhyje Ha TO AQ, I10jeAHOCTaBAEHO
pedeHo, padyHapH ,I0CTajy’ MHCTPYMEHTH, a IpOrpaMepu Mysudyapu. unu ce
A4 je y OBOM IIepHOAYy 6MAO HAPOYMTO 3HAYajHO MCTahu OBe HOBHHE Y MOITYAAPHO]
My3HIIY, Te Cy HeKe IpyIle OHAe y IIOTIyHOCTH ocBeheHe HCTpaXKuBakby yrnoTpebe
eAeKTPOHCKHUX My3nakux ypehaja (Master Scratch Band, Borghesia, Denis & Denis,
Jolly Jocker utp.), koA IOjeanHuX je TO 610 cruacku Manup (Pesonarca, Bujero gyime,
Y wikpuiiyy, 3ana uta.), AOK je BehrHa ToMe NPUCTyNaAa U3 MPaKTHYHAX, Hajuemhe
eKOHOMCKHX Pa3AOra, Kao HauMHy edukacHHje u jedTuHHje mposykuuje (3apaBko
Yoanh, Macumo Casuh, Mepu Lletnnnh utp.). Y aAamem texcry he 6urn Bume peun
YIIPABO O A€TASHUMA Y BE3H C OBUM Pa3AUYUTHM IIPHCYCTBUMA €AeMEHATa PadyHapCKOT
CBeTa y MOITyAAPHOj MY3HIIH, ¥ TO KA0 BU3YEAHHX UAHU ITOETCKUX CUMOOAQ, My3HIKUX
HHCTPYMEHATa, CPEACTBA 32 KOMIIOHOBAe HAH ,3aMeHe” 3a oppeheHor ussohaua.

Y HMHOCTpaHO] AMCKOTpaduju TPeHA HCTHIjAEAa MOAEAA AMTHTAAHHX ypebaja
Ha HOCA4MMa 3BYKa 3aII0¥e0 je HEWITO paHHhje HEro IITO je TO KOA Hac OHO CAydaj,
HAPOYUTO KaA2 je ped o ymerHuukoj mpoaykuuju (Fine 2008). Ilpoussohaum
ayAMOQUACKHX POHOIpaMa HEPETKO Cy C IIOHOCOM HCTHIJAAM Ad je HeKH aAbyM
3a0eAeXeH AUTHTAAHIM CHEMAYeM HAU AQ je CHIMAK AUTHTAAHO MAaCTePH30BaH, IITO
je Tpe6aso Aa OyAe rapaHT KBAAMTETA M CYIIEPHOPHOCTH HOBOT HAYMHA CHIMAEha HAA
aHAAOTHMM MEAUjHMA Kao LITO Cy MarHeTHe Tpake nan Butnaze aode (Ibid). Aoxexae
je CAMYHO OMAO M C IIOIyAAPHOM MY3HKOM, C TOM PasAHKOM IITO y OBOM CAYYajy
akijeHaT Hajuemhe Huje OO HA KBAAMTETY AMTHTAAHO IIPOHM3BEACHOT POHOTrpaMa,
Beh Ha My3HYKHM 0COOEHOCTHMA KOje AUTMTAAHU MYy3HYKH HHCTPYMEHTH YHOCE y
IOMyAQPHHU My3udKH u3pas.'’ [pyre koje ce cMaTpajy poAOHAYEAHHUIIMMA CHHT-IOTA
HAM €AeKTPO-TIONA, AETASHO Cy TIOMUCHBAAE MOAEAE OIpeMe KOjy Cy KOPHCTHAE, a
IpuUMeTHe Cy buae U IIpoMeHe y IepcoHaAy, byayhu aa ce jaBmajy cacTaBu op ABOje
YAQHOBA, BOKAAHOT COAKCTE M IPOAYLieHTa KOjH je y3 momoh HoBux ypehaja morao
A2 ,3amenn” uutaB GeHp (#Ha npumep Denis & Denis). OcuM ecTeTCKUX MPOMeHa,
OBa HOBHHA 3HAYHAQ je M M3MEHY CTATyCa )XMBHX HACTYIIA IIONMyAAPHUX H3BOhava,
Ka0 U MPOMEHY AOTAAAIIbET HAYMHA KOMIIOHOBAaba 1 IPOAYKIUje, Te He H3HeHabyje
mITo je kopumheHH XapABep TAKO AETAAHO MCTHIIAH Ha IIAOYAaMa OBHMX YMETHHKA.
HacynpoT Tome, MoaeAr rurapa, 6yOmeBa U APYTHX HHCTPYMEHATA YeCTO HHCY
OMAM HA3HAYMBAHH Y CIIUCKY y4eCHHKA Ha aAbyMy, IITO je pasymauBo, byayhu aa je
IpOMeHa y HAaYMHY Paaa HeKOT aHcaMOAa Moraa 6uru Muoro Beha s6or ysohema Hose

10 Jeaa op m3yseraka ce Moxe npoHahu Ha aabymy rpymne Auswe jaioge (AuBse jarope 1982) Ha
KOjeM je HABEAEHO ,CHUMADEHO M MHKCAHO Ha 32-0 KaHaAHOj koMmjyTep Texuuy Music Park Studios
Bad Hamburg Frankfurt op 3-23. jyna 1982”.
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pUTaM-MAIIKHe FAY padyHapa, Hero 300r IpOMeHe MOAeAa THTape, Ha puMep. Tako
Cy Ce Ha OMOTHMA I1A0Ya y3 oppelema ,rurapucta’, ,6y6map” Uan ,IieBad’, IIOYeAe
jaBAATH M OAPEAHMIIE ,[IPOTPAMUpatbe’, ,,CeKBEHIUpabe .

IIporpamep uAu Mysudap y3 4dje UMe CTOjU HA3UB HEKOT padyHapa MAHM APYIor
AUTHTAAHOT MY3MYKOT HMHCTPYMEHTA, KAO YAAH AHCAMOAQ HAU IIPOAYKIIHjCKOT
THMa U3AAA [IOIyAApHEe My3Ke, [IOUYMIe Ad ce CBe delnhe jaBda ¥ jyroCAOBEHCKO]
AUCKOIpaduju y NIpBOj IIOAOBHHH OCaMAECETHX TOAMHA, Ad 61 AO Kpaja AelieHHje
[OCTa0 yobUYajeHn AeO EPCOHAA, HAPOUUTO KaAA je ped O MPOjeKTHMA BOKAAHHX
COAVICTA MAM HHCTPYMEHTAAHCTa, TAe je mparehu ancamOA 61O y APYroM IAaHy.
Osaxsa ,TuTyAa” ce y ONUCHMA H3BOhaua HajIIpe IPUINCUBAAA YAAHY CACTABA KOjH
je CBHpao joll HEKH OA MHCTpyMeHara, Oyayhu aa ce y TUM cAydajeBUMa OOMYHO
OAHOCHAQ Ha IPOTpaMHpare PUTaM-MALIMHE, IIPBOI My3HUYKOI padyHapa KOjH je
MOCTa0 IIMPOKO 3acTymmeH y aomahoj mpoaykumju (360r pacmpocrpameHocTH
HeroBOI' aHAAOTHOT TPETXOAHHKA), OAHOCHO (HemTo KacHHje) cemmaepa, ypebaja
koju he, uamely ocrasor, 3Ha4ajHO MPOWMPHUTH CIIEKTap 3BYKOBA KOjU Ce MOTY
9yTH y HyMepaMa IIOIyAQPHMX IeBada U cacraBa. VI3 paHamme BU3ype, YHHHU Ce,
HUje CacBHM PasyMAUBO LITA Cy OBaKBa oapehema moapasymeBaaa, Oyayhu aa cy ce
padyHapH, aAU M BUXOB CTATYC Y APYIITBY BEOMA M3MEHHUAH Y IIOCACAIBIX TPUAECET
FOAVHA, Te 61 OMAO 3HAYajHO AeTasHHje Pa3MOTPUTH OBe IHOHUPCKE MOAyXBaTe
KOjH Cy HETIOCPEAHO TIPETXOAMAU TapaAUrMu (TIOCT) AUTUTAAHOT CBETA Y KOjeM CaAd
SKUBHMO.

IIPOTPAMUPA]J ME...

Kao mro je mOMEHYTO, cCeMIAepH Cy, TOpeA pPHUTAM-MAllMHA, OMAM
Haj3aCTYILoeHUjH AUTUTAAHN My3HYKHM MHCTPYMEHTH Y HAlloj IIOI AUCKOrpaduju,
mro je, uaMely ocrasor, oppas mpucycTBa OBUX ypehaja Ha cBeTckoj cieHw,
IPEBACXOAHO 300I, KAaKO je MOMeHyTo, MOryhHOCTH Aa ,CHMyAHpajy” 3ByKOBe
HMHCTPYMeHATa KOje aHCaMOA KOjU MX KOPHCTH HeMa Ha pacrioaaramy. [Topep cucrema
PPG Waveterm B Aase Pucrosckor, unju he HaumH papa, Kao M 3Ha4aj 3a HauIy
My3HKY OHTH ITOCeOHO ONHCaHK KacHHje, Moxe ce pehu aa cy Akai cemmaepu 6uan
HajpacIpoCTpameHujH, 300T CBOjUX MIHPOKMX MOTYhHOCTH, jeAHOCTaBHe yIIOTpebe
u peaarusHo mpuctynayne nere (Shill 2016, Lee 2020). Illto ce puram-mMammuna
THYe, jeAaH 0 Hajuemnhe kopumhennx ypehaja 6uo je Linn Drum 2, moxke ce pehu us
HCTOT Pa3A0Ta Ko Uy CAyYajy ceMIlAepa. 3aHUMAHUBO je Ad CY CeMIIAepPH YTAABHOM
TPeTHPAHU KA0 MHCTPYMEHTH Y IOIMCHMA OIpeMe, 6e3 moTpebe 3a HCTULJAbEM Ad
PaA Ha BHMa MOAPA3yMeBa NPOrPaMHUpabe, PeKAO OH Ce, Y KICTOM BUAY Kao LITO je
TO cAy4aj ¢ puTaM-MamuHOM. MelyTim, unHu ce Aa je oBAe Ha AeAy OHAa Apyraunja
soruxa. Cemmaep je yobudajero 6uo ypebaj xoju ce cBHpao Ipeko KaaBHjaType y
peasHom Bpemeny (Ha mpumep Emax), naxo je 6mao cacsum Moryhe ympasmaru
wume 1 nomohy MIDI-cexsenne (Mapkosuh 1989). Mnak, wemhe cy Ha memy
CerMeHTH 3aUCTa OHAY U3BOY)eHH Y)KUBO, 32j€AHO C OCTAAUM 3ByKOBUMA KOje YAQHOBH
aHcaM0aa pousBoAe. Puram-MammHa je, c Apyre crpaHe, 6uaa ypehaj mprarkom duje
je ymorpebe mporpaMupame MPeTXOAMAO CBUPALbLY, T€ je CTBapare MAaTPHUIIA 3aKUCTa
610 HemTo mTo he ce Tek Aoroaut TokoMm kKommosurje. ITopea Tora, y puram-
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-MaIlIUHY Cy Ce YeCTO YHOCHAM IIOAAIM KOjH OAPaKaBajy CTPYKTYPY YHMTaBe IIecMe,
Y3 KOjy Cy KacHHje CHIMaHU APYTH HHCTPYMEHTH, TaKO Ad je PacIopep pUTMUYKUX
CerMeHaTa 3aIpaBo OHO IPOrpaM UHje U3BPIIABAbE PE3YATUPA ACOHUIIOM IIEPKYCH]a.

Mosxe ce nponahu Hemaam 6poj mpumepa ymoTpebe Akai ceMiaepa y Hamioj
momn Mysuii.'' 3aHUMAUBO je AQ YIIPaBO Ha aAOYMHMA My3HYapa KOjH Cy KOPUCTHAH
00e BpCTe OBHX AUTHTAAHHX HHCTPYMEHATA, KAO IITO je CAy4aj ¢ aabymom Sampled
Moonlight (Kosaa 1986) Kopreanja Kosada, Ha KojeM, Hako je O4MTO M3 CIHCKA
ompeMe Aa je Kop MHOTHX ypehaja 6uaa morpe6Ha Heka BPCTa IIPOrpaMHUparba, OHO
Ka0 IMOCTYIaK HUTAE HHUje II0CeOHO HarAaIIeHo.

Kao mTo je momMeHyTO Ha IIOYeTKy, pauyyHape Kao CPEACTBO 3a CTBaparmbe
HOIyAApHE MY3MKe HajIpe Cy yCBOjHAM KoMmosuropu momyT Koada, Koju cy u
Ipe AOAACKA AMTHTAAHE TEXHOAOTHje MMAAM BEAMKY INPOAYKIHy y3 yHOTpeby
€AeKTPOHCKHX MYy3H4YKHX HHCTpyMeHaTa. Y cTBapaAamTBy Aase Pucrosckor u Pajka
Ayjmuha Ha IpuMep, CHHTeTH3epH 3ByKa OMAHU Cy y yIIOTpeOH Ipe cBera 360r CBOjUx
3BYUHUX KBAAHTETA, AU M K0 AOOpA pellerha 3a ONTUMH3AIIH]Y U PAIfMOHAAM3ALH)Y
CTBAPAAAYKOT TIPOIjeca, y KojeM Cy oBe MammHe oMoryhasaae pa ce y oppehenum
OKOAHOCTHMMA >KMBU CBUpayu 3ameHe cunTernykuM ( Jankosuh 1987, Rocuh 1989).
To ce HajIpe OAHOCHAO HA pUTaM-MalivHe U mparehe 3ByKoBe y KOMIIO3HIHjaMa,
KOjH Cy Y KOHTEKCTY OBe MYy3HKe OHAM y APYTOM IIAQHY ¥ OAHOCY Ha IleBada, Te
BHUXOBe HECABPIIEHOCTH HHCY AOAasuAe A0 wu3paxaja.'’ Kosau m Pucroscku
Hajuemhe Cy KOPHCTHAM CIIELHjaAM30BaHE pPavyyHAPe TOKOM KOMIIO3HIIHOHOT
Ipolieca, YTAABHOM 3a CEKBEHIIMpame U CeMIIAOBame, Te CHHXPOHHU3AIIHjy CHCTeMa
cauusbeHor op MIDI xommaru6buanux ypehaja. Pucroscku ce ucrmde xao ayTop
BEAMKOT Opoja CHHMaKa PasAMUHTHX KaHPOBA KOje je PeaAM30BA0 CAMOCTAAHO
ynpasaajyhu cucremom nenTpupanum oko PPG Waveterm,'> mysudkor padyHapa

11 Akai cemmaep ce, mopep OCTaAuX, TOMHEe Ha arOymuMa caepehux rpyma u ussohaua: Lorenzo &
Marcony (1986); Cmax (1986); Louis (1987); Apaiana u /oyiie iaipuuuye (1986); Kopreauje Kosau
(1986).

12 Kaxo ucriae Ayjmuh: , Aymao 6pxe ce pagu ako ce ucrporpamupa ko kyhe. He ce, aau 6asy
[OCTaBUMO. Y CTYAUjy ce He mporpamupa, ckymo je. Ce je xop kyhe ucnporpamupano. By6am, 6ac u
OCTaAe HeKe HHCTPYMEHTe 3a KOje 3HAMO Ad MOPajy OHTH, uciporpaMupamo kop Kyhe Ha Atari-jy, a oHpaa
OBAE Y CTYAUjy CHUMHMO BOKaAe Koje He MoxkeMo koA Kyhe paauru” (Rocuh 1989).

13 Kaxo Pucroscku ucrude: ,PPG ce uura ITe-Tle-Te u ckpahenmria je op Palm Product Germany.
Baacuuia Te dpabprke je Miss Palm, koja je 3amocArAa HEKOAMKO TIOBUTHBHHX AYAAKA, €HTY3HjacTa,
KOJH CBAaKOT AAHA CMUIILAQjy HEITO HOBO. E, cBe Te mHXOBe u3yMe ja caM yrpapuBao y CBOj CUCTeM, TaKO
Aa paHAc uMam cBe kommoHeHnTe PPG-a, ca HajHOBUjUM cOo$TBep mporpaMuma. Y jeAHOM KOMIIjyTepy je
CMeIlTeH IIeCHAECTOKAHAAHH, 4 Y APYTOM OCMOKAHAAHH AMTMTAAHH MarHeToQoH, Koju Mu oMmoryhyjy
A4 dyjeM CBe OHO IITO MH je oTpeOHO opjepaniryT. Capa xopuctum yernpu PPG xommonenre — PPG
Wave 2.3, PPG Expansion Voice Unit, PPG Processor Keyboard Floppy Disc u PPG Waveterm B. Cse
¢ynxuuonumre myrem MIDI cucrema, Koju je IIOCTAO CBETCKH CTaHAApA. Processor Keyboard MHOTH
HasuBajy Master Keyboard-om 1 Mother Koyboard-om, 3aTo mTo KoHTpOAMIIE HeKe CIIONHE CrpaBe
kao mro cy Roland Super JX-MKS-70 u Roland-oB exo Tj. Roland-oB aururaanu nponecop DEP-
S. IIpexo MIDI xonBepTopa mosesane cy crape crpase Mini Moog, Oberheim u ca. Mucaum aa je
Haj60spa CTBAP IITO Ce CBU MOAALM KOje YHOCHM, YyBajy Ha GAOIHM AMCKOBUMA - PaHHje Ce TO PAAHAO
IyTeM KaceTa, I1a caM 4ecTo uMao mpobaema ca crpyjom. Ceham ce pa cam ca rpymom Maau npuHiy
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KOju je y cebu objapumaBao moMmeHyTe ¢yHKuuje. Peu je o cucremy xoju je
omoryhaBao $pAeKCHOMAHY MAaHUITYAALIHjy CEMIIAOBUMA, KAO U CEKBEHIUPAIbE, Te
je, kaxo PrucToBCKH HaBOAH, YecTO KopHinheH 3a peaAH3alfHjy KOMIAETHOT 3BY4HOT
cappxaja (ocum raaca). ITopea aabyma eAeKTPOHCKe My3HuKe Koje je peaAusoBao ca
cBojuM Koaerama kao mro cy Oiiepa (1986) c Henapom Jeanhem u Haoc (1994) xoju
je CHUMneH y capapmu ¢ AsekcaHApoM AokHepoM, PrucToBcku je kao ceupay PPG
cucTeMa 610 HaBepeH U Ha maodama rpyna Quam (1989), Aeb u cor (1984), Xaagua
6paha (1987), Amura (198S), Aepogpom (1986), 3ana (1987) u Bujero gyime
(1984), xao u arbymy Xaaupa Mycanmosuha (1986) naxo ce mosxe ca curypromhy
TBpaUTH (Ha OCHOBY CAyIIama U CBeAOYEHa KOMIIOSHTOPA) Ad je IIPUCYCTBO OBOT
HHCTPYMEHTA y HAIllOj My3uLH 6uA0 MHOro Behe. 3aHUMAUBO je Aa je Ha CBOM
anbymy Bojruuxu ganu (1984) PucToBCKU HaBeAeH Kao ayTOp CBUX 3ByKOBa KOjH ce
HaAa3e HA MAOYH, AAH je Topep Tora HaBepeHO u uMe Hermapa I]BeTxoBuha y3 xoje
CTOjU M pe¥ ,KOMIIjyTep , YUMe Ce MMIIAMIJHPA AA Ce 0Baj IOAATAK BEPOBATHO OAHOCH
Ha padyaHpCKy 06pasy OMOTa TIAOYe, KOjH CAAPXKU OCMOOUTHH GOHT, Kao u 6oje u3
maAere Tapammbux padyHapa. Kopreanje Kosau u Aasap Pucroscku cy Ha aabymy
3apaska Yoanha Tu cumuy kpsu (1985) HaBeAeHH KAO OIlepaTepy pasANHUTHX BPCTa
padyHapa, aAM y OBOM CAy4ajy 6e3 ymorpebe TepMHHA IIPOTpaMUpaEbe, HAKO je OHO
HY>KHO 61A0 mpucyTHO. PucroBcku je kopucrtuo coj PPG Wave cuctem 3a o6paay u
reHepHCambe CHHTEeTU30BaHHX 3ByKOBA Ha OCHOBY CEMITAOBA, AOK j€ 32 CeKBeHIHpabe
u nporpamupatse Linn Drum puram-Mammse 6uo sapyxen Kosau.

PucroBcku Huje 0HO jeAuHu y Jyrocaasuju koju je xopuctuo PPG cucreme.
ITope mera, ypehaje osor Tuma kopucruau cy u Aymxo Mauauh (Maiasun 1986;
Hosu ¢ocuru 1987; Aucay 1987; Crojaxosuh 1987; ITaasu opxeciniap 1989), Pajko
Ayjmuh (TyTuh, 1984, 1985), Ante Llerunuh (Llerunnh 1983) u apyru.

TTopea oBHX BeoMa aKTMBHMX ayTOPa, TOKOM OCaMAECeTHX Cy U APYTH CTBapaoIu
[OYeAU AQ YKAYUYjy PadyHAp y CBOje CTYAMjCKe IOCTaBKe, a cBe Behu 6poj mux
HCTHUIIA0 je Ha OMOTHMA aAOyMa YaK U AeTase O AUTUTAAHMM CHHMAuMMa MY3HKe,
IITO Ce MOX€ PasyMeTH U KAaO HarAalaBame TEXHOAOIIKM HaIpepHe IPOAyKIHje,
CAMYHO K0 IITO je OHMAO paHHje IIOMEHYTO Y Be3U C yMETHUYKOM MpPOAyKIjoM. C
APYTe CTpaHe, KOA HeKux Mysudapa (Hajumhe pox aHpa) NOCTOjao je oTrop npema
padyHapuMa, TOHeKaA 300 3ByYHHX KBAAMTETA, aAU Yelnhe 300r TOTa IITO IPYXajy
MoryhHOCT Aa ce My3HYapH 3aMeHe CEMIIAOBHMA, IITO je 3HAYMAO Marbe IIOCAA 3a
cryaujcke csupade (ITerkosuh 1995).

Moybrancku cactaB Borghesia Ha Buile cBOjUX aAOyMa HCTHUIAO je AA CY HACTAAK
y3 ynotpeby pauynapa Atari 1040 ST, mTo je cAMYaH MOAEA padyyHapa Kakas je 6uo
y EaexrponckoM cryanjy Papuo Beorpapa (Borghesia 1986, 1988). Pasaosu 3a
ynoTpeby oBOT XapABepa 6KAM Cy cpopHHU Kao koA PPG cucrema, nako Atari Huje
010 My3HYKU padyHap y yobudajeHoM cMuCAy peun. MebyTum, oBaj Moaea moctao
je ayBer mo ToMe wro cy MIDI noproBu Ha ieMy 6ran $pabpuuka omnuuja, Te Huje
OHAO ITOTPEOHO AOAATHO yAaratH y meprudepuje Kako 61 ce pauyHap HHTETPHCAO y

PAAMO ITyHa ABA AQHA U TAMaH Kapd CaM XTeo Aa Ipebalium IporpaM Ha KaceTy, HeCTaAO je CTpyje H CBe
ce uzbpucano!” (Jaukosuh 1987).
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MY3HYKH chcTeM (Kao mTo je To 610 caydaj ca IBM PC-jem (u ¢ ,kommatubuanmma”).
Camum TuM, Atari je y HOITyAQPHOj MY3HUIH APYT€ IOAOBHHE 0CAMAECeTUX oMOoryhno
U 6EHAOBIMA 3 Marbe KOMEPIIHjaAHNX XKaHPOBA AQ KOPHCTE PAauyHap IIPH CTBAPALY,
Ha HUBOY KOjH Ce MOKe IIOPEAUTH C OHUM Y BUCOKOOyIIeTHIM IIpoAykimjama. ' Camum
THM, PasAMKe y yHoOTpebH oBor xapABepa usMelyy ump. rpyne Borghesia u merose
yaore y Eaexrponckom ctyaujy Paprio Georpapa 6uae cy camo Ha HUBOY My3HUKOT
cTrAa (KaHpa), AOK je CTBapaAadKy IPOLeC y 3HA4ajHOj MepH 6uo moayaapas. Ha
OBOM padyHapy YAAHOBH IPyIIe HABOAE Ad Cy KOpucTuau codrsep Steinberg 24 pro
KOJjH ra je mpakTu4HO ,mnperBapao’ y MIDI cexsenuep. Takohe je HaBepeHO aa je u
AM33jH OMOTa IIAOYE HarpaBaeH y3 nomoh oBor padyHapa (8. Canxy 2).
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Cauka 2. Omor maoue Fbuxosu 3akoHu, Hawu
susotiu rpyme Borghesia peaansoBan Ha pauyHapy
Atari ST 1040.

C aApyre crpaHe, 6e0orpaACKu Mysudapu OKymmeHu oko Master Scratch Band-a,
rpyne Data n Boxaanor tpuja Ilusuke, 3opan Bpasesuh u 3opan Jedruh,
KOPHCTHAU Cy padyHape Ha CPOAAH HAYMH OHOME KOjU je IIPeTXOAHO HaBeAeH, C
THM IITO je BUXOB 300D XapABepa 61O CriernjaAn30BaHN My3HIKH padyHap Roland
MC 4B Microcomposer (MSB 1984, Data 1984) xoju je uMao 3HadajHe pasauke y
OAHOCY Ha paHmje IoMumbaHe cucTeMe. Ilpe cpera, ped je o CV (enra. control volt-
age) ceKBeHIlepy WIMPOKOT crekrpa moryhxoctn, mMehy kojuma mmax He mocroju
OIIIMja 32 PaA C HEKMM IPOTPAMCKHUM je3UKOM, Te je KOPHCHHK yrryheH Ha yrorpeby
npepeUHUCAHKX MapaMeTapa y3 Maso MoryhHocTu 3a nHpuBHAyaAsusanmjy. OBaj

14 TIpumepu ynorpebe OBOr padyHapa y HHOCTPAHOj MY3ULIM BeOMa Cy GPOjHH, AOK je KOA HAC IIopea,
nomeHyTHX aAGyma rpyme Borghesia, 6uo kopumrhen Ha aa6ymuma rpyna EKB (1991), Baaae Ausnana
(1989), u na ume aa6yma rpyne Hosu gocuau (suau m. 8).
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ypebaj cexBeHImpao je caepoBe yrpaBs>AUKKX HAMOHA, KOjH Cy OMAM KopuitheHu 3a
KOHTPOAY MOAYAQ QHAAOTHHX CHHTETH3epa, 2 oMoryhasao je cAuyaH Ha4MH papa Kao
u ¢ MIDI cexBeHIlaMa, ¢ TUM IITO je popMaT MOpyke Koja ce cAard HHCTPYMEHTY
0O ApYTauuju — yMeCTO AUTUTAAHMX CePHjCKHX HHPOPMAIINja, FeHEPHCAAU CY Ce
aHaAOrHM HaroHCKH HuBOH. OcuM Tora, ypehaj je 610 onmpeMmeH TacTepuMa 3a yHOC
HOTHHUX U PUTMHYKHX BPEAHOCTH, Y3 KOMAHAE 32 UyBarbe M PeIp OAYKIIH)Y.

I'pyna Max & Intro, unHu ce, OTHIIAA je KOPaK Adse, Te je, MOpeA AeTamHOT
criucka onpeme (padynapu PPG Waveterm u Roland MC 4) u jacHor ncrunasma
IpPOrpaMHpama Kao BPCTe Papd y My3HUKOj TpymH, opaabpara M IpHMepeHe
nceypOHHMe 32 cBoje uaanose (Max & Intro 1985). Mysnaapu normmcanu kao Intro
Logic u Intro Johnnie cBojuM UMeHHMa aCOLMPAjy HA YBOAHH CETMEHT PAadyHAPCKOT
Aemo-tiporpama (VIHTPO), 9eCTOr Ha TAAAIIIbOj XaKEPCKOj/KPEKepCKOj CLieHH Kao
MaHHQecTaluje HAPEAHOr HMBOA Mporpamepckux BemTuHa. Mako he xacuuje
TOKOM OCAMAECeTHX HACTAaTH BeoMa IIOIIyAAPaH MY3HYKH IIPOrpaMcKH jesuk Max,
Kako raacu u ,ume” Tpeher yaana 6eHAQ, 0Baj aAOyM rpyIe objaBseH je mpe Tora,
TaKo Aa ce He Moxe pehu Aa je To 6uo yTuifaj. Mnak, U3 AaHALIMEr YIAa TEIIKO je
IpeHeOPeHTYTH YTHCAK AA H 0Baj IICEYAOHHMM IPHIIAAA PAUYHAPCKOM CACHTY.

Yaanosu Buie poomahux cacraBa Takohe cy Kao HHCTPYMeHT KOPUCTHAU U KyhHn
paaynap Commodore 64, xoju je 36or 3Byanor unma SID (enra. Sound Interface De-
vice 6581/8580) nponamao oppehery ynorpeby y xomepumjassoj mysunu. OBaj
pauyHap je Kao CBOj CACTaBHU ACO MMAO AUTHTAAHO KOHTPOAMCAHM TPOKAaHAAHH
AHAAOTHM CHHTETH3ep, C PUATEPOM, MUKCepoM U MoryhHourhy mpousBoAmbe pUHT-
-MOAyAAlfje U CHHK-eeKTa, YnMe Ce 3HATHO M3ABAjao U3 yobudajeHe OHyAE 32 TY
KAACy padyaHpa, npubAmkasajyhu ce mpodecronasrum ypehajuma. 3axsamyjyhu
HUCKOj LJeHH U BEAMKOj PacIpOCTPamheHOCTH, HheroBa ynoTpeba y CBpXy My3HUKOT
pauyHapa HHje H3UCKMBAAA BEAUKE IIPOrpaMepcKe Halope, a ¥ COPTBEPCKa IIOAPIIKA
je 6maa Beha Hero xop Apyrux cpoanux cucrtema.’ Tako je oBaj pauyHap Hamao
npuMeHy Ha aabymuma rpyna Denis & Denis (1984), Data (1984; Hasus rpyme
Takobe je Tepmun us pauyHapckor caenra), Jolly Jocker (1985), mopea momenyTor
Master Scratch Band-a.

ITojeanHu cacTaBy Cy, OCUM HaBol)era KopHiTheHNX HHCTPYMeHATa HA OMOTHMA
aabyma, padyHape M OCTaAM AMTHUTAAHM HMHCTPYMEHTAPHjyM HHTETPUCAAUM H Y
TEKCTOBE CBOjHX IecaMa, a MOT'y ce Hahu U IpUMepH Tae je pauyHap yHoTpebseH U
K20 BU3YeAHHU eAeMeHT rpaduukor Ausajaa omota (B. Canxe 3an 36).

1S TlomyaapHOCT OBOT pauyHapa y CBETY M KOA HAC AOBEAA je AO I0jaBe ITOCeOHOT My3HYKOT XKaHpa
Ha3BaHOT CHATjYHC (enra. sidtunes).
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Camuxka 3a. OMor cunraa Heka ifiu ce gece iipase ciisapu rpyne Data(1984);
Camuxka 36. Omor aabyma rpyme Jolly Jocker (1985).

Kaaa je ped o TekcToBHMa, IOHOBO Cy 4AaHoBH Master Scratch Band-a, unnu
Ce, OTHIIAM Hajadse y HCTULABY CBOje ITOCBeheHOCTH eAeKTPOHCKUM MY3HUKHM
HHCTpyMeHTHMa, nocsehyjyhu um mopeas MysHUKHX M CBOja ITOeTCKA HACTOjarba
y HyMepu Kojy cy Hampasuau 3a rpymy Iusuke moa Hasusom Don’t stop. Texcr
mecMme, Moxke ce pehw, AaMYKK OIHKCyje IPOLIeC MPOAYKIIHje eAeKTPOHCKEe My3HKe
CTHXOBHMa: ,,CBe je ITyHO 3BYKOBA, TajTaHa M XMIHIIA, Iyjy Ce M TAACOBH, He 3HaM KaKo
ycreBa’, A2 O ce KacHHUje HACTABUAO C: ,TA€AQ TEAEBH30Pe, U Y BbUMA KPUBYoe, MEHe
He npumehyje jep Hucam op maacruke. Cjaje pose AamImIle, 0ACjaj IIpeko obpasa,
pyKa My ce oMepa Ka moaysu op ueanka’ (Illusuke 1984). OBu cTUXOBH, HaKO He
AOAa3e OA AAUKA, 3AIIPABO AAEKBATHO OIIICY]y 30YHEeHOCT AyOHTeHa My3HKE II0jaABOM
eAeKTPOHCKHX MY3UYKMX MHCTPYMEHATa, Te je Ha OCHOBY TOTa AaKIIe pasyMeTu
QaCIHMHIPAHOCT, aAU K 0AOOJHOCT IIpeMa OBOM THIIy OIpeMe KOja je Takohe 6Omaa
IPUCYTHA ITAPAACAHO C H-eHUM YCIIOHOM.

ToBopehu o TekcTOBHMA ITecaMa, 3HAYAJHO je TOMeHyTH U HyMepy IIpoipam itieol
xomiijyitiepa rpyme Denis & Denis, y k0joj je padyHapCKu IIPOrpaM yIorpebmseH Kao
syb6asHa/eporcka Meradopa (Denis & Denis 1984). Y necmu rpyme Pesonanca
nop HasuBoM IIpoipamupaj me (1985) y, 3a mom MysHKy, yoOUdajeHH KOHTEKCT
sybaBHe AMpHKe, Takol)e je HHTerpHcaHa padyHapCKa TeMATHKA, HAKO je Y TEKCTY
HCTAKHYTO ,TBOje CplIje je KO AUTHTPOH, TaKO CPAdyHATO XAAAHO, Adj IIPOrpaMHUpaj
u Mene...” (Pesonanca 1985) mro je, Kapa ce AOCAOBHO pasyMe, HOHCeHc, 6yayhu
Ad HHjepaH MOAEA jyTOCAOBEHCKOT IIeIHOT KaAKyAaTopa Auiuitipon Huje Morao
Aa ce mporpamupa.'® MehyruM, moyerkoMm ocampeceTHX, IApaA€AHO C II0jaBOM
KyhHHX padyHapa mocTojao je u TpeHa ymoTpebe IPEHOCHHX HAM T3B. IIEIHHX
IpOrpaMaOHAHMX pauyHApa KOjU Cy USTAEAOM Ioacehaanm Ha decTe KaAKyaaTope

16  ®abpuxa Auiuiipon u3 Byja je mopea [eIHIX, IPOU3BOANAA BEAUKHU K OPOj PA3AHUHTHX padyHapa
CIIeIjIjaAN30BaHe HAMEHe, KOjH Cy padyMe e, OMAM IPOrpaMabHAHK y yOOHYajeHOM CMUCAY PedH, aAK
je Masa BepoBaTHOhA AQ Ce guUiUilipoH U3 IIeCMe OAHOCH Ha HHX.
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3a KOje ce KOA HAC YCTAAMO TeHePUUKU TePMHUH Juiullipor, Hako Cy TO OGHAK OHTHO
Apyraunju ypehaju. Aoayie, onu cy 3aucra Hajuemnthe kopumhenu 3a MaTeMaTH4Ka
M3padyHaBama, Te je Moryhe pa ce y mecmu ITpoipamupaj me 3apaBo paau o MeTadpopu
TAE Ce TIOA AUTHTPOHOM ITOApPasyMeBa OBaKaB MOAEA PadyHapa. AasH TeKCT HITaK
HMITAMIIIPA Ad je Ped O pauyHAPCKOM CHCTeMY CTHXOBHMA ,KOjy KApTHILY Ad yOarum,
Ha KOAMKO BOATH PaAHIL, KAaKBa TH je MEMOPH]ja, Tae ce maau, arae racum” (Pesonanca
1985). Mysuka Koja IpaTu OBaj TeKCT je, pasyMe Ce, eAEKTPOHCKA M HeMa HeKHX
CrerupHUIHOCTH KaAd Ce YIIOPeAU C APYTHM OCTBapemhHMa UCTOT XaHpa. MehyTuy,
KOMIIjyTepcKa ,aTMocdepa” KOMIIO3HIIHje AOAATHO je MOTLpTaHA ybaruBameM
KpaTKMX cerMeHara Koju mopcehajy Ha 3BykoBe BHAeO-Mrapa y3 AOMHHAHTHe
IpaBOyraoHe TaAACHe OOAMIKe y AcOHHITM 6aca 1 Bopehe HHCTpyMeHTaAHe MeAOAHje,
Koja ymyhyje Ha ckpoMHe 3ByuHe MOryhHOCTH CTapHjHX MOAEAA padyHapa.

3HayajHO je y 0BOM KOHTEKCTY IIOMEHYTH U IIpuMepe kao mTo je Komnjymep xoro
objaBmeno Ha aabymy Parka Bypuha moa masusom Hajyuzanckuja xora (1992),
TA€ je 3BYyKOM XapMOHHKe OIOHAIIaH ,3BYK padyHapa’, Tj. IPUCYTHO je OILITpHje
PUTMHMYKO HATAAIIaBaibe, C BPAO CTPUKTHOM ITyACALIjOM Y3 Opse pemeruriuje
TOHOBA U MTACAXKe KOjU 61 TPebaAO AQ CTBAPAjy YTHCAK AUTUTAAHE , HETIPUPOAHOCTH
IPHAMKOM CeKBEHILJHpama. Y HMPBOM cerMeHTy oMmHHOyc duama Kako je nponao
poxerpor (1989) xoju je pexupao 3opan Ileso, a nop Hasusom OO ussopa dea
nymuha, koju ce 6aBu poral)ajuma Ha jyrocAOBEHCKO] IIOIl MY3HYKO] CLIEHU Y IIEPHOAY
Ipea Paciiaj 3eMae, IIopea OpojHIX My3Hdapa KOjH ce I0jaBayjy y ¢ruamy, Moryhe je
HPUMETUTH U AUTHTAAHE eAeKTPOHCKe HHCTPYMEHTe KOjH Cy TaAd OUAM 3aCTYILAEHHL
Y cermenty guama Koju je y cayHATpeky Hassan Komnjyiiep monitiawca (Ausan
1989), npukasaH je mporec pasa y cTyaujy ¢ pagynapom (Atari ST u nporpaum 3a
yHOC HOTa), cemnaepoM (Emax) u puram-mamusom (Linn Drum).

3AKASYIAK

3a pasauky op Ayjmuha, Pucrosckor n Kosaya koju cy pauyHap Hajyemthe
HCTUIIAAU CaMO KA0 CPEACTBO 32 PaA HE3aBHCHO OA SKaHPa My3HKe KOjy CTBapajy,
Borghesia, Master Scratch Band, Denis & Denis 1 Apyru CPOAHH YMETHHIL
CTBapaAM Cy My3HKy KOja je OMAA y OKBHMpPY HCTOI CTHACKOT KOMIIAGKCA, a KOjH
je y IOIyAapHOj MYSHIIM IIOAPa3yMeBaO Ad Ce pauyyHAp, OCUM KaO aAaT, KOPCTH
U KaO0 3BYYHM U BuU3yAeHH cuMO0A. HamMe, >KaHPOBH KOjHMa, y HajIIMPeM CMHCAY,
IPHIAAA CTBAPAAALITBO OBHX AyTOPA, CHHT-IOI M EAEKTPO-IIOI, IIOAPA3yMeBajy
HCTHIIalbe YIIPaBO CBOjCTBA PAuyHAPa Ad 3BYYM CHHTETHYKM M 3HATHO Apyraumje
OA AKYCTUYHHX HAM €AeKTPOAKYCTHYKUX HHCTPyMeHaTa. TakaB COHOPHM KBAaAMTET
Huje OHO o0OeAexje ACAATHOCTH KOMIIO3UTOPA KOjH Cy padyHap KOPHCTHUAH y POAK
MY3HULIU U APYTHM ,HEeAeKTPOHKCUM JKaHPOBUMA, TA€ je Hajuemrhe OHAO IOTpebHO
Ad pauyHap IITO BEPHH]je ,OATAYMU HEKU OA HHCTPYMEHATa, 3a IITa CY Ce CeMIIAePU
U PUTaM- -MalIHHe [T0KAa3aAH K0 HajaAeKBATHHjH.

Kako ce yBubha M3 IpeTXOAHO pasMaTpaHMX HpUMepa, padyHapu (MyswdKu
u kyhHu) cy op MammMHa Koje Cy OuAe AOCTYIHe M pasyMmuBe CaMO PETKUM
MO3HABAOIMMA, 33 CAMO HEKOAMKO TOAMHA AOLIAM AO CTATyCa HKOHE IIOII KyAType
KOja ce IojaBayje y GMAMOBHMMA, CIIOTOBMMA M HA OMOTHMA IIAOYA, KA0 HHCTPYMEHT
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u xao rpaduuku pAetas. Fbuxosa ymorpeba je y 0BOM ImepuoAy 3HATHO H3MEHHAQ
3BYYHH I1€j3aK jyTOCAOBEHCKOT IOIIA, yTHIyhy Ha HauMHe CHUMAmba U MPOAYKIHje,
IepIeNIHjy My3HIKU MOXKeSHHUX 3BYKOBA, TOAEAY TIOCAOBA U OPOj YAAHOBA yHyTap
OeHAQ HAM IIPOAYKIMCKOT THMA, KA0 M Ha MeTOAE M3BOl)erba HUBHX HACTYIA. ¥3 TO,
MOXXe Ce YOUMTH Ad Cy pauyyHapu YTHILAAU M Ha BU3YEAHY pelpe3eHTalujy Ipyna 1
usBobava, mocrajyhu cuM60A ¢ KOjuUM ce HACHTHUKYjy MPUIAAHULIN OoApehermx
MY3HYKHX JKaHPOBa, KOjU Cy IIOBPEMEHO M KPO3 TEKCTOBE CBOjHX IIeCaMa YBOAUAM
IOjMOBe U3 cdpepe AUTUTAAHE TEXHOAOTHUj€e Y CBAKOAHEBHH XMBOT CBOjUX CAyIIAAaIia.
YunnM ce A2 Cy OBOM IepHOAY MCTOPHje Hallle IIOIMyAapHe My3HMKe MHOTH aKTepU Ha
creHu 6uAn oppel)eHu IpeMa 0BOM IIPOAOPY padyHapa y KpeaTHBHHU IIPOLieC, OUAO Ad
Cy My AaBaAM CBOj AOTIPHHOC, OHAO AQ Cy Ce M3jallibaBaAK IPOTUB mera. Ha ocHoBy
Tora ce Moxxe pehu Aa ce ycBajame KoMIjyTepa Kao Mysudkor ypebaja opBujaso
MIOCTEIIEHO M He y CBAKOM JXaHPY MCTOM AMHAMHUKOM, aAM A je UIIaK YKAYYHBAAO
rOTOBO CBe HajpacIpOCTpambeHHtje My3HiKe BPCTe TOT BpeMeHa — OA MPOTPeCHBHOT
POKa, TPeKO Pa3HHUX MOABPCTA IOl MY3HKE, CBEé AO HOBOKOMIIOHOBaHE HapOAHE
My3HKe U HApOAHMX KoAa. IlapapoKcaAHO MAM MOXXAQ MIIAK OYEKMBAHO, KaKO Cy
Ce OCBOjeHe IIO3HIIMje HAAAbE CAMO AOAATHO yuBpmhuBaAe ¥ IIMPHAE, TaKO Cy
padyHapH PeCTajaAr AQ OYAy MHTePECAHTHH KAO IPEAMET BU3YEAHOT IIPEACTABAAbA
My3HMYKHX H3BODaya M TEKCTOBA I1eCaMa, a IIOCTENEHO Cy HEeCTAjaAd U M3 CIIMCKOBA
HHCTpyMeHaTa u kopuimhene onpeme. Ibuxosa ymorpe6ba je, mehyrum, 6maa cse
pacmpocTpameH#ja, 300r yera Buile HHje 61A0 IoTpebe A2 Oyae Haraamrena. Moxke
Ce jOII IPUMETHUTH U AQ CY YIPABO 300T MHTEH3UTETA AEIIABAA Y OBOM PAaHOM
IIEPHOAY Pa3BOja ANTUTAAHE My3UYKe TEXHOAOTH)€ U BerOBOT 3Ha4aja 3a AdoU Pa3BOj
OBOT TI0/a, CaBPEeMEHU PeTPO INPaBIM Yy MY3UIM YECTO OKPEHYTH CHMYAUPamy
My3HYKUX ¥ BU3YEAHHX 00pasalla yIpaBo M3 Iepruoaa kojeM je mocseheH oBaj paa,
YHMe Ce yKasyje Ha HeroB CaBPEeMEeHH CTaTyC ,KAACHYHOI” y30pa U3 MPOIIAOCTH.
Fberosa ayano-Bu3yeAHa oOeAexja AQHAC Ce IIPEMO3Hajy Kao TeMesH Ha KOjIMa ce
usrpalyyjy akryeAHu >kaHpOBH IOITY T synthwave-a, yugowave-a ¥ CPOAHUX yCMeperba,
K0 1 caBpeMeHa KyATypa Mumosa (Jykuh 2019), unme ce moacTHde HHTepecoBambe
U 32 HAyYHA UCTPAXXMBAha U3 PASAUYMTHUX ACTIEKATa KOjU OCBETAY)Y AeTasbe Y BE3H C
OpPOjHIM ITOCAEAHIIAMA [IPOIIeCA MHTETPAIINje AUTHTAAHE TeXHOAOTHje y CaBpeMeHe
My3HYKe U3pase.
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THE PRESENCE OF COMPUTERS IN YUGOSLAV POPULAR MUSIC
OF THE SECOND HALF OF THE 1980s

(SuMMARY)

This article is dedicated to understanding the ways in which digital technology was
present in Yugoslav popular music during the second half of the 1980s. The goal
is to provide insights into the specificities of the computers’ “breakthrough” into
local popular music production, as well as to understand which types of comput-
ers were used, with what purpose, and how the contemporary situation, in which
almost every album is, made through use of digital musical devices, came to be. Be-
ginning from the assumption that computers, in various forms, became a tool used
more often than not in the process of music creation during the 1980s, the paper
initially presents information about the presence of digital musical instruments and
other computers in local discography. It then proceeds to identify separate models
of equipment and to determine the ways in which the equipment used, while simul-
taneously marking the results achieved through certain technological innovations.
The article encompasses musical releases whose covers state, or hint at the presence
of some kind of digital hardware in the sound. Such a choice was made since sam-
plers, sequencers and rhythm machines, as well as general-purpose computers of
the time, were mainly constructed to imitate other instruments, and it is not always
possible to determine which device was used. In addition, interviews with the artists
of the pop music scene of the time were used as a sort of signpost through the web
of technology employed in the making of music, given that they offered important
insights into the details of how computers were used in music, details which mainly
remained hidden from the audience. Finally, the article offers an overview of the
presence of the elements of computer argot in lyrics of the local bands, also empha-
sising the visual aspects of the record covers inspired by digital technology.
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ABSTRACT

This article examines the sacral meaning of the chordophone musical instru-
ments in the scenes of the Mocking of Christ in Serbian medieval art (1166~
1459), preserved only in two monumental ensembles — in the church of Christ
Pantokrator in De¢ani Monastery (1338-1339) and in the church of the Holy
Archangels Gabriel and Michael in Lesnovo (1346-1347). The instruments in
question are one cithara (Byzantine lyre) and one psaltery. Selected examples of
the comparative material, as well as the written sources, prove that these musical
instruments symbolically point to Christ’s suffering.
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ATICTPAKT

Y paay ce pasMarpa CakpaAsHO 3Haueme KOPAOPOHHX MY3UUKHX MHCTPyMeHaTa
y xommosunju Pyiawa Xpucitiy y CpPICKOj CpPeABOBEKOBHOj YMETHOCTH
(1166/1168-1459) ouyBaHMM y CBera ABeMa CIOMEHHYKMM LEAUHAMA — Y
upksu Xpucra [Tantoxparopa y Aevanmma (1338-1339) u y upxsu CseTnx
Apxanread Iaspuaa 1 Muxamaa y Aecnosy (1346/47). Y nuramy cy jeana
xurapa (BU3aHTHjCKa AUpA) U jeAaH TcaaTeproH. Opa6paHy IpHMepH yIopeAHe
ocHOBHe rpale y3 caMe mpuMapHe AuTepapHe U3BOpe CBEAOYE O TOME A OBU
HHCTPYMEeHTH CUMOOAMYHO yKa3yjy Ha XpUCTOBa CTPaAamba.

Kny4uHE PEUM: Pyiawe Xpuciliy, KOpAOPOHU My3UYKH MHCTPYMEHTH, AedyaHu,
AecHoBo.

YBoOA

IIpeacTaBe My3HUKMX MHCTpyMeHATa MPUCYTHe Cy y OpPOjHIM ClieHaMa Oubamjcke
TeMaTHKe y IIpKBeHOj yMeTHOCTH BusanTHje, 3eMasa HeHOT AyXOBHOT U KYATYPHOT
KpyTa, Kao u 3amapHe Espore. [lojepune crene us nukayca XpHCTOBHUX CTPaAamkha, a
nocebHo creHa Pyiawa Xpucitiy, BpAO Cy 3aHHUMMUBE, jep CY Y BHMa MPUKA3UBAHU
OpOjHM i, BPAO 4€CTO, BEOMA Pa3HOBP CHU MHCTPYMEHTH, 0P OjHUjU HETO Y UCTOBETHIM
ClleHaMa y 3amapHoj yMeTHOCTH. Kapa je ped o My3suukuM MHCTpyMeHTHMA Y CIIeHH
Pyiarwa Xpucitiy y cprickoj cpeamoBekosHoj ymetHocTu (1166/1168-1459) noce6uo
Ce HCTUYy HUCTOMMEHe KOMIIO3HIjje Y ABAMa CAMKAHHMM aHCAMOAMMA — Y IIPKBH
Xpucra Ilantoxaropa y Aevanmma (1339-1340; cankxa 1), 3aayx6uHH CcpricKor
kpasa Crepana Ypoma III Aewanckor (1321/1332-1331; B. Ilejosuh 1984, 54,
canka 11) ny upxsu Cerux Apxanreaa Muxanaa u [apuaa y Aecrosy (1346/47;
cAMKa 2), 3aAy>KOMHU CeBaCTOKPATOpa 1 oToM pectiora Josara Oausepa (oxo 1310
— HaKoH 1356). Y obema npksama y cuenn Pyiawa Xpuciliy y3 mUpOK pereproap
My3HYKHX HHCTPYMEHATa M300paXkeH je M IO jepaH KOPAOQHU HHCTPYMEHT: Y
Aevanuma rypauxu — xurapa (Ilejouh 1984, S4; Pejovi¢ 2005, 92), a y AecHosy
jeaaH Tpsarauku MHCTpyMeHT — mcaatepuon (Pejovi¢ 200S, 96).> Ilpucycrso
KOPAOQOHMX MHCTpyMeHaTa y cueHama Pyiawa Xpucily y oBUM CIOMEHMIIMMA
IPEACTaBAA jEAUHCTBEHY II0jaBy ¥ CPIICKOj,  MOXAQ H ¥ HCTOUYHOXpUIINAHCKOj U
sarmapHoxpumhanckoj ymersoctu (Pejovié 2005, 255-260). Ocum Tora, pedaHcKa

2V papy ce HA3uBH ,BU3AHTHjCKA AMPA, ,puAyAQ” M ,KHTapa’, y CKAAAY Ca CPEAHOBEKOBHOM
TEPMUHOAOTUjOM, KOja yTHYE M Ha UCTOPHjy YMETHOCTH, IIOCMATPAjy KaO CHHOHHMMH, a 33 ACYAHCKH
HHCTPYMEHT ce KOpHcTH u3pas ,kurapa’ (B. Ilejopuh 1984, 104-107; Sachs 19857 115-117; Braun
2001; DeVale 2001; Taspuaosuh 2019, 288-289).
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$uAyAa jeAUHM je IPeACTAaBHUK I'yAQUKUX MHCTPYMEHATa Y CPIICKOj YMETHOCTH AO
Bpemena 16. Bexa (Pejovic 2005, 92).

CuMmb0AMKa My3HUKHX MHCTpyMeHaTa y cueHama Pyiawa Xpucitiy y cpIcKoj
CPeABOBEKOBHOj, BU3aHTHUJCKOj M 3allaAHOEBPOIICKOj YMETHOCTH BHINE je ITyTa
IPEACTaBSAAA TIPEAMET ITXKEbe MCTPAKMBAYA y CPICKoj U MelhyHapoaHOj Hayrm,
0 YeMy Cy M3HeTa pasAMduTa Muimema. Cerosdap Papojunh ompasaao je mojasy
MY3UYKUX MHCTpyMeHaTa y cueHu Pyiawa Xpuciiy y CpPICKOj CpeAmhOBEKOBHO]
YMETHOCTH YTHIaQjeM MHMHUYKHX KOMapa M IIApPOAHUja BU3AHTHjCKOT ABOPCKOT
IlepeMOHHjaAa, YKa3yjyhu y TOM CMUCAY U HA TIOjeAMHe IIpUMepe Ka3HEeHOT Myderha
pas6ojuuxa npea cvpt (Radojci¢ 1939). Pokcanaa ITejosuh cacraBuaa je oparones
TAKCaTHBHM CIIMCAK CIIOMEHMKA y 4YMjH je CacTaB yAasHaa creHa Pyiawa Xpuciiy c
npeacTaBama Mysuukux uHcrpymenara (Ilejosuh 1993; Pejovié 2005, 255-260).
Haposesyjyhu ce Ha ucrpaxupama Papojunha, oHa je HaBeAa HEKOAMKO XHIIOTE3a
0 Pa3A03MMa II0jaBe My3UYKHUX HHCTPYMEHATA y CIIeHH, KOje Ce CBOAC Ha Pa3AMIMTe
aCIIeKTe yTHIlaja CBAKOAHEBHOT KHBOTa Ha yMeTHOCT (VcTo). AoLHuju HCTpaxuBadn
ocaamajy ce Ha pesyatate Papojunhesunx ucrpaxusama (ym. mnp. Kecuh Pucruh
1995, 124-125; Ta6eanh 1998, 85-88; Paayjko 2006, 198-200, ua. 9, upt. XIV).

Kaaa je y nuramy BU3aHTHjCKa U HCTOYHOXpUIINAHCKA YMETHOCT, HATIOMUEEMO
Aa HaM kmwura Hukoca Maaujapaca o BM3aHTHUjCKUM My3MYKUM HHCTPYMEHTHMA,
HAXaAOCT, Huje 6uaa poctymnHa (Mahidpag 2008 ), Kao u A je IPUCYCTBO My3U¥apa
y cuenu Pyiara Xpucitiy y crapujoj u Maahoj HayuHOj npoaykuuju cxsaheHo xao
PEe3yATaT yTHIIaja CBAKOAHEBHOT XXMBOTA IJapCKOT ABOPA Ha I[PKBEHY YMETHOCT YCACA
HHTEPEeCOBaka ,3d PEAAMCTUYHO IPUKA3HBAbE PUTYAAA M3 CBAKOAHEBHOT XXUBOTA
(Grabar 1936, 66, n. 2, pl. XI; KéMuag 1991, 243-261, moc. 244-250; Maguire 2013;
2021, 131-136, moc. 136). ApyruM pednma, MPUCYCTBO My3HYKMX MHCTPYMeHATa
y ucToyHOXpHITNAaHCKO] YMETHOCTH, KaO0 M Yy HAIMOHAAHOj HCTOpHOrpadujy,
OIPaBAAHO je yTHUIlajeM aHTHYKe NMO30pHIHe papce (MMMa) M Ipybor ucMeBarma
BU3AHTHUjCKOT ~ABOPCKOT IlepeMOHMjara Ha yMeTHOCT. IlojaBa Mysmukux
HHCTPYMEHATa y HCTOYHOXpHUIINAHCKOj YMETHOCTH ¥ cLjeHu Pylawa caraepaHa je u
Ca COITMOAOIIKO-HCTOPHjCKOT aCIIeKTa, IPH YeMy Cy My3HYapH CBPCTAHH Y IUBUAHH
CAOj APYIITBA U KOHPPOHTHUPAHH C BOjHHYKMM €AEMEHTOM Yy CLIeHH (Zarras 2010,
194-195).

Kaaa je peu o 3amapHOEBPOIICKOj YMETHOCTH, IIpeMa HauieM yBHAY y rpaby,
IPUCYCTBO KOPAOPOHUX MHCTpyMeHaTa y ciieHama Pyiarea Xpucitty Huje 3abeaesxeHo,
Beh ce y B0j jaBaajy aepoponn, MembpanooHN 1 HANOPOHN HHCTPYMeHTH. ITojaBa
APYTHX BpCTa MHCTpyMeHara y cueHH Pyiawa Xpuciiy mpoTyMadeHa je Kao CAMKA
rpybor ncMeBama M OMAAOBAXABAMma XPHCTA (Marrow 1979, 153-161, noc. 154,
155-156; Derbes 1998, 94-107, noc. 105-107, c Aa6»0M AUTEpaTypoM).

Kaxo Mo>xeMO BHAETH M3 H3AOXKEHOT, AOCAAAIIILY Pe3YATATH IIPOYYaBakha 3HAUYCHHA
MY3UYKUX MHCTPpyMeHaTa y KoMnosunuju Pyiawa Xpucitiy y cprickoj cpepAmb0BEeKOBHO],
BU3AHTHjCKOj U 3alapAHOXpUITNAHCKO] YMETHOCTH Cy IoAyAapHU. MehyTnM, xapa je
pedo I/ICTO‘{HOXPI/IHIhaHCKOj YMETHOCTH aHAaAM3a 3HAYE€HhA MYy3UIKUX HHCTPYMEHaTa
y KOHTEKCTY CaKpaAHOCTH caapkaja xomnosunuje Pyiawa Xpuciiy je msocrasa.
Crora ce paHHjH 3aKAYUIM He AOTHYY CYLITHHE IIPOobAEMa, I1a KOHAYaH OATOBOP Ha
IHTaFe Pa3AOra I0jaBe, 3HAUeHha M KOHTEKCTa MY3MYKHX MHCTPyMEHATa y CIieHH
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Pyiarwa Xpucitiy poo sanac Huje moHyhen. Hu 3Hauerme MmojeAMHHMX HHCTpYMeHATa y
crienu Takohe Huje pasmarpano. C 063MPOM Ha YHIbEHHITY Ad IPHCYCTBO MY3HYKUX
HHCTpyMeHaTay ciieHu Pyiara Xpucitiy Huje moTpheno jeBanbesckum cBepouenMa,
ocBpHyheMo ce Ha carAepaBare OBOT My3HYKOT HHCTPYMEHTA U3 BU3YPe YMETHOCTH
Tj. Y KOHTEKCTY II0jaBe KHTape U ICAATEpUOHA y MIHPeM pernepToapy KOMIIO3UIUja
y L[PKBEHOj YMETHOCTH, a IIOTOM M Ha TyMayeka 3Ha4era OBHX MHCTPYyMEHATa Op
CTpaHe IPKBEHHX MM CaLja.

M KOHOTPA®CKA Y OPTAHOTPA®CKA AHAAM3A IIPUKA3A
KOPAO®OHUX MY3UYKUX UHCTPYMEHATA
Y AEYAHUMA U AECHOBY

Kommnosunuja Pyiarwe Xpucitiy je y KAaTOAUKOHY MaHACTHpa AeJaHH NPUKa3aHa Ha
3amapHoj ¥ jyxkHO]j cTpanu cepepoucrouror crymma (Iletkosuh 1941, 35, T. CCX],
CCXII; ITejosuh 1984, 54; Pejovi¢ 2005, 92, 129-131, 192; Kecuh Pucruh 1995,
124-125; Toauh u Yanax Meauh 2005, 387, Han. 173, caukxa 380-381). Kaxko je
HACAMKAHA Ha HEOOMYHOM MeCTy, Ha CTYIILy, KOMIIO3UI[HIOHO je MOAeseHA HAa ABA
AeAa: Ha jeAHOM Aeay (jykHo) je Beha rpyma Mysudapa 3ajeAHO C KUTApHCTOM, AOK je
Ha ApPyroj cTpanu crymia (3anapno) Xpucroc (Toauh u Yanak Meanh 20085, canxa
380-381). Hap XpuctoM je Mysudap y HpoduAy KOjU yAApa y TacOBe Y TPEHYTKY
Kapa My jeAaH BOjHHUK CTaBsa Ha FAABY TPHOB BEHall, 2 TPOjHIla BOjHHMKA My Ce pyTajy
HCHPY>XeHHX PYKY M KAAameM. Y APYTOM AGAY CIIeHe Ha jy)KHOj CTPaHH CTymIa Cy
KHTApUCTA Y IIPATHU 10 jeAHOr OycuHapa, OyOmapa 1 TaAaMOacHCTe, a y TOM ACAY
KOMIIO3HIjHje Ce jOII ABOjHIa BOJHUKA KAamajy Xpucry (canka 1). Mysudapu ussoae
MY3HKy U TOrAepuMa (M3yseB GycCHHApa KOjH IA€Ad Y NOCMATpada), CTAaBOBHMA U
recToBuMa Cy ycmeperu pema Ebemy. Kurapa (¢puayaa) je kpymxacror, rp6ymacror
TeAa, koje je mmuuacto 3aspireno (ITamhan-Kojanos 1956, 69; ITejosuh 1984, 54;
Pejovi¢ 2008, 92, 129-131, 192; Kecuh Puctuh 1995, 124-125; Toauh n Yarmax
Meawuh 2005, 387, nan. 173, cauxa 380-381). Hhen koprryc nMa ABa OAYKpy>KHA
Pe30HATOpPCKA OTBOPA MOpeA KOOMAHIlE, C H3ABOjeHHM BPATOM H FAABOM 3a YMBHje
y opmu aucka (ITejopuh 1984, 54, 104, 10S). Bpoj sxuua ce He pasasHaje, a
My3HYap APXH CBOj HHCTPYMEHT TeAOM OKpeHyT HapoAe. AeBoM pykoM ckpahyje
JKUIIE, & ACCHOM IPEBAAYU BEAMKHM T'yAAAOM KOj€ jé HAarAalleHO AYy9HO ITOBH])EHO.
Mma 3a6pHHyT M3pa3 AWIIA M O4YMjy, HarAallleH IIOrAeA, KOjU OTKPHBA IOTIIYHY
ycpeacpeberocr Ha Xpucra.

Y AeCHOBCKOM KaTOAMKOHY Pyiarse Xpucitiy IpUKa3aHO je Ha 3aIIaAHOM 3UAY HA0Ca,
HAPAaTHBHO, ¥ OPAOBUTOM IIej3aKy, Y ABeMa ceKBeHIjaMa UcTor porabaja, koje caepe
jeaHa 3a apyrom (Ta6eanh 1998). V3 mpumepe y Crapom Haropuauny u Aedannma,
AAM U APYT€, ACCHOBCKY APYTY cuieHy Pyiata Xpucitiy Taxole 0OAAMKYjy Pa3HOBPCHH
My3HMYKH HHCTPYMEHTH Koju o6orahyjy nkoHorpadujy crene u meH cMucao (camka
2; Tlejosuh 1984, 53; Ta6eanh 1998, 85-86, T. XIII; ua. 28; Pejovié 2005, 95-96).
Xpucroc je y LeHTpy ClieHe, U3MEIITeH YAeBO, 00C, y IyHOj QUIypH y IpBEHOj
OAEXAH, BE3aHHX, IPEKPIITEHHX PYKY, C TPHOBUM BEHIIEM Ha TAABH M KPCTacTHM
HUMOOM, CITyIITeHe TAaBe U ITOTAeAQ. AOK IpyIia My3mdapa upe npea Fbum, Bojuuk I'a
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yAapa IT0 paMeHy U IIPHXBaTa 3a PYKY, a 32 ABa CTapIla HOCe MepACBUHE U KOTaPHITy
C eKcepuMa. Y cacTaBy ApyTe emm3ope IpBor Pyiawa Xpucily aHOHUMHHM YMeTHHK
je y3 Apyre My3HuKe MHCTPYMEHTE M300pa3HO M jeAdH TPAIe30MAHH IICAATEPHOH
Y PyKaMa IICAaATHPHCTe y KpajibeM AeCHOM AeAy Kommosunwje (canka 2). OH mma
ABaAeCeT M TPH JKHIje KOje CIIajajy apaseAHe CTpaHe HHCTpyMeHTa. I13Bohau apxu
HHCTPYMEHT BEOMA BEAUKUX AUMEH3Hja C AOKbe CTPaHe, CBUPAjyhu ra A6CHOM PyKOM,
HCTOBPEMEHO AOAMPYjyhu Buime >kuija. ¥3 NMCAATHPUCTY Cy NMPHKA3AHU II0 jeAAH
OyOmap, 6ycuHap 1 CBHpad y por.

KOHTEKCTYAAHA Y KOMITAPATUBHA AHAAU3A IIPUKA3A
KOPAO®OHUX MY3UYKUX UHCTPYMEHATA
Y AEYAHUMA U AECHOBY

HojaBa KHATape€ M IICAATEPHOHA, Ka0 MU APYIHX MY3HYKHMX HHCTpyME€HaTa Yy
AedanuMa ¥ AeCHOBY, yKAala ce y OIIITEe TOKOBE Pa3BOja BU3AHTHjCKe U CPIICKe
CpeABOBEKOBHE YMETHOCTH. My3HYKM HHCTPYMEHTHU Y BH3aHTHjCKOj YMETHOCTH Y
cuenama Pyiarwa Xpucitty oAHocHO XPpHCTOBUX CTPaAamba IOYHILY Ce jaBA>ATH C Kpaja
XI u noyerkom XII Beka (Zarras 2010, 194; Keiko 2006), Aok ce y Bpeme AMHACTHje
ITareosora, pakae, y BpeMe OCAMKaBama AedaHa, CACBUM YCTasyjy KaO CTAaHAAPAHH
Aeo meHe nkoHorpaduje (Zarras 2010, 194; Keiko 2006). Y cprickoj cpeAmoBeKOBHO]
YMETHOCTH MY3WYKM HMHCTPYMEHTH C€ Yy HMCTUM KOMIIO3UIIMjaMa jaBAcajy OA
BpeMeHa Kpasa MuayTuHa (1282—1321), KaAd AOAA3HM AO HarAallleHe TeXHhe 3a
napartusHomhy y cAuKapcTBy (BHIIe O CAMKapCTBY y BpeMe Kpasa Muayruna: Toaunh
1998; Todi¢ 1999). Byayhu pa y sxusonucy AedyaHa, HijMOHyMEHTaAHHjeT CPIICKOT
CPeAOBEKOBHOT CIIOMEHHKA, TEHACHIIM] 32 HAPATHBHOIINY Y CAUKAPCTBY AOCTHKE
BpXyHall, CAUKaIbe Pa3HOBPCHUX MY3HYKIX HHCTPyMeHara, i Mel)y muMa i KuTape,
He u3HeHalyyje, a CpOAHE TeXXIbe PHCYTHE Cy 1 'y /AeCHOBY.

C opranorpadcke Tauke rAeAUIITa, HAjCPOAHHja AHAAOTH]a KUTapH (BU3aHTHjCKOj
Aupwm) y cuenn Pyiarwa Xpuciiy y Aedanuma jaBma ce y CAUKApCTBY TpIesapuje
maHactupa Cseror Josana Borocaosa ma Ilarmocy y cuenn Cmpiti tipasegruka c
nouerka XIII sexa (Tomuh 1995, 87, canka 12; T'aBpuaosuh 2019, 279-280, ca. 1).
3ancaAaTepuoH u3 AecHOBCKOT Pyiata Xpuciiiy 6pojHuje Cy aHAAOTHje — TParie30HAHH
ICaATepHOH Tpopoka Aasnaa us cuene 150. ncaama (1349; ITejosuh 1984, canxa
14; Pejovi¢ 20085, canka S), 3aTUM UCTH HHCTPYMEHT Y HCTOMMEHO] cLieHH y LIpksu
Cseror Craca y Kyuesnmry (Ilejosuh 1984, canka 20, 20a) u XpesuHoj Kyau y
manactupy Puan (Pejovié 2005, canka 7), Kao U CTH HHCTPYMEHT y KOMIIO3HLIHjU
Anekcanppose rosbe y pykonucy Cprcke Aaexcanapuae (kpaj XIV Beka; [lejosuh
1984: 72, canxa 87). HajcpoaHuju AecHOBCKOM je KydeBumky nHcTpymeHT (Pejovié
2008, 96). IcarTeprOHHU Ce YTAABHOM CAMKajy y MPHKA3UMa MOCACABUX TICAAAMA,
a BEroBo IPHUCYCTBO Y crieHu Pyiawa Xpuciiy je jeaurcreno. Kao n y Aedanuma,
HHEroBa ce I0jaBa y 3aAy)KOMHM CeBaCTOKPATOpa M MOTOM AecrioTa Josana Oamsepa
CacBHIM yKAAIla y HapaTHBAaH KApPaKTep CAUKAPCTBA, Tj. ¥ TeXIbY YMETHHKA AQ CBOje
Jpecke oboraTH ca IITO BUIIE ACTASA.



198

MY3UKOAOTHJA / MUSICOLOGY 33 - 2022

C acnekra moaoxaja ¢pecke Pyiawa Xpuciliy y cAMKaHOM Iporpamy xpama,
ppecko-ancamMbAn y AedaHnmMa i /AeCHOBY ITOKA3yjy 3ajeAHHUKe OAAHKe, Y AedaHrMa
¢pecka caepmn 3a xommosunmjoM Iluratiiosoi uspuyara cmpiine tipecyge Xpucity,
IITO y3 CaMy MKOHOrpadujy ClleHe yKasyje Aa je ped O M3PYTHBaiby Koje Cy Hap
Xpucrowm criposeau pumcku Bojuunu (8. Derbes 1998, 95). Pumaanu cy ra o6ykau
Y BAAAAPCKe OAEXAE M CTaBUAU My U TPHOB BeHAI] Ha TAaBy, LITO je IPUKA3aHO HA
aedanckoj dpecuu. Ilporpamcku manpas crienu Pyiarwa je Xpucitios ityin Ha Toalottiy
(Kecuh Puctuh 1995, 124-125).

W aHOHMMHM AeCHOBCKM YMETHHK IIpuKas3ao je Pyiawe Xpucitiy op crpane
puMckux BojHuka. ClieHy je IPHKa3ao Ha 3allAAHOM 3UAY Haoca, a TeMy Pyiata
n0ce6HO HarAacuo Kako yABojeHuM npukazoM (ucror) sorabaja (Fa6eanh 1998, 85—
86), TaKo, Ka0 U ACYAHCKU CAUKAP, IPUCYCTBOM MY3HYKHX HHCTpyMeHara. Hajsaa, y3
CBe HaBeAEHO, Y 00a crioMeHuKa, 1y AedanumMa u 'y AecHoBY, Pyiare u enmmaor Pyiara
— Iyiu na Toaiointy cToje y HerocpeaHoj (MaejHo- )nporpamckoj Besu (Fabeanh 1998,
52-53/108, 109, 112, 86), mTo mpeaCTaBs>a HAjy>kH KOHTEKCT y KOjeM ce CLeHe
jaBaajy, U IITO je OA 3HaYaja 32 OBO HCTPAKUBAIbE.

3HAYAJ MY3UYKUX UHCTPYMEHATA Y PYKAMA IIPOPOKA AABHAA
3A UCTIUTUBAKE 3HAYEHA MY3UYKUX UHCTPYMEHATA
Y CLIEHU PyramA Xpucry y AEHMAHUMA U AECHOBY

Taxole, oa 3Hawaja 3a HCTpaXXUBame Cy H IOjeAUHE CIIeHe C AHKOM IIPOPOKa
AaBHAA C My3HYKMM HMHCTPYMEHTOM y PyKaMa, KOje CBOjUM HKOHOIpadCKUM H
APYTHM 0COOEHOCTHMA IPYKajy MOIyhHOCTH HCTPaXKUBatha KOPAOPOHUX MYBHIKHIX
MHCTpyMeHaTa Ha ¢peckama Pyiawa Xpucitiy y Aevanuma u Aecrosy. Kako ce
My3HYKH MHCTPYMEHTH He IIOMHUIbY y jeBanhesuMa, y ucrpaxusamuMa hemo ce
OKpeHYTHU CIleHaMa C AMKOM IpOpoka AaBHAA KOje C aclieKTa opraHorpauje u
HAEJHOT KOHTEKCTa MY3HYKMX HHCTPyMEHATa OATrOBApajy IpeACTaBaMa My3HYKUX
HMHCTpyMeHara y komnosunuju Pyiawa Xpucitiy y AevanumMa u AecHoBY.

CpeamoBeKOBHe, peHeCaHCHe U II03HHje IPeACTaBe ipopoka Aasuga koju ceupa
kuitiapy Cayry uMajy mMoceOHy BaXKHOCT 3a OBO HCTpaxkuBarmbe, Oyayhu aa oHe 1o
[UTaly 3HAYEHhd My3UIKOI HHCTPYMEHTA IPEACTABAA]Y ,IIAHAAHE Tj. ,CHHOHHME
AEYAHCKOj M AECHOBCKOj KOMIO3HMIMjU. APYrUM pednma, KOpPAOQOHM My3UUKH
HMHCTPYMEHTH Y OBHUM CLieHAMa HOCe MCTOBETHO 3Haueme. Y3 OBe KOMIIO3IHje, Koje
YUHe TeXHMIITe HAIIHX HCTPAKUBAMA, IPEACTaBe IPOpPOKa AABHAA C KUTAPOM Y3
auk Mpinsoi Xpuciuia (Jurkowlaniec 2004, 87-89, fig. 1; Mazo Karras 2021, 145),
y3 Paciiehe Xpucitioso u y3 cpoane cyete Feiosux Citipagarea yonmre (canxa 3; Ri-
chardson 2014, 311-313, fig. 15, 16), Takohe ce Mory y6pojaru y aHaAOTHje CPIICKUM
kommnosunujama Pyiawa Xpucitiy mo muramy cUMOOANKe AABHAOBOT MY3HYKOT
HMHCTPYMEHTA.
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Kommosuiinja AABUA CBUPA KUTAPY CAYAY U
TIIPOBAEM UMEHOBAIA MY3UYKOT UHCTPYMEHTA
Y PYKAMA ITIPOPOKA AABUAA

Kommnosunuja Aasug csupa xuitiapy Cayay, y cprckom npepoay Citiapoi saseilia
‘Bype Aaununha, mosunaTuja mop HasusoM Aasug ygapay iycae CayAy, HOCH KOHOTALIH]y
XpHUCTOBUX CTpapama M KPCTA, O YeMy Hac 00aBeIITaBajy BU3AHTHjCKH M 3aIIaAHH
npxsenu mucnu.’ Ha oBoM MecTy Tpeba ykasaTu Ha TO A Cy My3HYKU HHCTPYMEHTH
Kuliapa ¥ iycAe C acreKkTa opraHorpaduje, HKOHoOrpaduje, ma U MPeTIOCTaBSEHOT
nopexaa cacBuM pasamauti (ym. Aajuh Muxajaosuh 2006, 123-136; Byposuh
2016,74-7S; Segerman 1999, 77-107; Sachs 1985% 115-117), aAu Cy K20 TepMUHH
y OBOM HA€JHOM KOHTEKCTY CHHOHUMH, 6yayhu Aa 06a TepMiHA 03HAYABajy MY3HIKH
uHCTpyMeHT nomeHyT y I1pBoj kwusu Camynaosoj (1 Cam 16, 15-18; Ibid., 23).
Takolye, BaXKHO je TOACETUTH A2 CY [ycAe Y CPEAEM BeKY IIPEACTABo>AAE OIIIITH HA3HB
3a xopao¢one nncrpymente (Byposuh 2016, 43, 71). VY KOHKpETHMM CTHXOBUMA
(Ibid., 15-18; Ibid., 23), Tepmun iycae y mpesoay Citiapoi 3aseimia Bype Aarmauha
eKBUBAAEHT je AATMHCKO] peun kuitiapa (aar. cithara; B. Tymadema AOA€) OAHOCHO
rpukoj peun kunup (rpd. KOVIp; B. A0Ae),* @ OBU CTHXOBH OIUCYjy POpoKa AaBHAR
Koju cBupa rycae napy Cayay aa ymupH ,3a0r ayxay memy” (Ibid., 15-18; Ibid., 23).
OBag, Aakae, HUIje ped O CPIICKUM IycAama, Beh o kuTapm.

IleHnTpaAHa TeMa CTapO3aBeTHE EIIM30AE U3 XUBOTA popoka Aasuaauitapa Cayaa
IpeMa IPKBEHHM TyMadelhUMa U jecTe AaBHAOB My3HYKH MHCTPYMeEHT. TpeHyTak
U3 AABHUAOBOT )KHBOTA KOJU je y3 HeroB CAMOCTAAAH AMK HajBHIIe M300pakaBaH
Yy YMETHOCTH jecTe OHAj KOjU IpHKasyje AaBuAa Kako u3BOAM Mysuky Cayay
npebupajyhu no sxurjama xuTape, omucan y mecHaectoj raasu Ilpse Camynaose
xiure (1 Cam 16: 23). Haume, cayre napa Cayaa onasuae cy aa Cayaa ,ysHemupyje
3am Ayx Boxxju” u yrmyTHAe Ta A2 u3AQ Hapehere cAyrama Aa ,[IOTpaske YOBjeKa KOjH
3HA YAQPATH y IyCAe, T1a KaA Te HallaAHe 3AU AyX BOXxju, Heka yaapa pyKOM CBOjOM, H
oaakmahe tu” (Ibid., 16). [Tpema 6ubaujckom Tekcry, Caya je HAAOKHO CAyTama A2
IOTpaXke ,90BjeKa Koju 3Ha A06po yaaparu y rycae” (Ibid., 17), mopyunsmu um pa
Ay K Jecejy mo merosor cuna Aasupa (Ibid., 18).

Kurapa je y oBoj 6mOAMjCKOj CAMLIM AOBODheHa y UBPCTY U XPOHOAOLIKH
KOHCTaHTHY Be3y C KPCTOM U XPHCTOBUM CTPAAABUMA, IITO MOKA3Yjy YMETHOCT
U TyMauera HaBeAeHHX 61bamjckux pepaosa us Ilpse xmure Camynaose. Ta criena
NPHMKA3UBaHA je Ha ABa HaunHa. FbeHa nkoHorpaduja Baprpasa je y moraeAy HaurHa Ha
KOjH Cy H3006pakaBaHH IPOTATOHUCTH ClleHe. AOK je AaBHA IO TPaBHAY IIPUKA3HBAH
KAaKO M3BOAU MY3HUKY Ha CBOM MHCTpyMeHTY, CayA je MPHKa3aH KAaKO HEMHPHO CeAU

3 Y paay je xopumhen npesoa Citiapoi sasjeitia Bype Aanmauha [Ceeitio fiucmo Ciiapoia u Hosol
sasjeinia: Bubauja / Ceemio ducmo Citiapoia 3asjeiia, mpeseo Bypa Aauuuunh, Ceeitio iucmo Hosoi
sagjeitia, npesos Komucuje Ceeror apxujepejckor cunopa CpIicke mpaBocaaBHe LipKBe], - 4. U3patbe,
Beorpap: Cseru apxujepejcku cunop Cpricke mpaBocaasHe rjpkse, 2018.

4 Tpuxu texcr Citiapoi saseinia npema: Alfred Rahlfs (hrsg.), Septuaginta, id est Vetus Testamentum
graece iuxta LXX interpretes. Stuttgart: Wiirttembergische Bibelgesellschaft, 1962 (2 Vols).
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Ha TPOHY II0A YTHUIIAjeM 3A0T AyXa H300PaXeHOT y BUAY AEMOHA, 3aTHM KaKO IIOA
yTHILIajeM 3A0T AyXa KorveM raha Aasupa y Hamepu Aa ra y6uje (Wyss 1954, 1093,
Abb. 7; Mazo Karras 2021, fig. 12; 3a jom npumepa B. Wyss 1954) nan, nax, kako
cnasa Ha 0Apy (o uxonorpaduju Cayaa yormre, B. Paul and Busch 1972, 50-54).

Cuene Koje uAycTpyjy nurupane macyce us Ciiiapoi 3asetlia  IpopokoM AaBHAOM
KOj¥ H3BOAM My3HKY Ha KHTapH O1Ae Cy BeOMa MOIyAApHE i OMIAbEHE Y YMETHOCTH,
Oyayhu aa je mpopok AaBuA CBOjOM II0jaBOM CHMOOAMYHO aAyAMpao Ha XpHUCTa, a
Beroba KuTapa Ha Xpucros Kpct u Iberosa cTpapama, mro noTsphyjy Tymauema
OBHIX I1aCyca OA CTpaHe LpKBeHHUX mucana (B. pasve).

TYMAYEIE 3HAYEHA KUTAPE Y CLIEHU
AABUA CBHPA KUTAPY CAyAY Y KEBUXKEBHOCTHU
1 IbEHE KOMITO3UIIHU]JE — IIAHAAHN Y YMETHOCTH

Y CpeAmOBeKOBHHM TyMadyemhHMa CTapO3aBETHOI HApPATHBA 3BYK My3HKe KOjy
AaBup TIPOM3BOAM Ha CBOM My3MYKOM HHCTPYMEHTY H meH epexar Ha Cayaa
MONMPHMHUAN Cy HAPOYMTU AYXOBHM 3Hadaj. Ilpema Tymavemmma xpumhasHckux
nmcaria Moh M3roHa 3A0T AyXa KOja eMaHHpa U3 KUTape [OTH4Ye U3 KpcHe GpopMe oBOr
MHCTPYMeHTa, 0 4eMy objammasajy npksenu mucnu (mpema: Van Schaik 2021, 42).

IpBu 1pKBEHH IMHCAL] KOjU HCTHYE AQ KHTAPA CHMOOAMYHO aAyAMpa Ha XPHCTOB
kpct, Hukura Pemesujancky, enuckon ppesre Pemesnjane (oko 335 — 414), HaBoau
AQ Ce Y APBETY U 3aTeTHYTHM >XMIJAMa OTKpHBa (opMa KPCTa, OAHOCHO AQ KHIle
HauMmbeHe OA LpeBa CUMOOANMHO 03Ha4aBajy cMpT Teaa (B. Aane). O ucruye: ,Huje
3aIIpaBO AMpa IOCeAOBaAa Heke Mohu, Beh je oHa ca cBOjuUM ApBEHHM OKBHPOM M
NONpPeKO 3aTerHyTHM >kunama (crpyHama) 6maa cumboa Xpucrosor kpcra. O
cTpapamuMa XPHCTOBUM je OHA MeBaAa, M OBO je IOTIMHHAO AyX mpoTusHuka’ (PL
68: 371D; Niceta 1949, 4.13; 65-76). Ucro Tymaueme usHoce u Ceru Eyxepuje
u3 Opaeanca (687-743; PL 50: 1068D), Xpa6an Maspyc (780-856), Anceam u3
Aaona (apyra noaosusa XI eka — 1117; PL 162: 1520D; PL 184: 655C) u Hemauku
cxoaactuaap Xyro op Cseror Bukropa (1078 nam 1096 — 1141; PL 175: 692A; PL
109: SOD-51A), xoju Takohe y ApBeTy My3U4KOT HHCTPYMEHTA H HeroBOM O6AHKY
TajaHCTBEHO IPEMNO3Hajy XPHCTOB KPCT, AOK XpabaH MaBpyc MOBOAOM HEKOAUKO
6UOAMjCKUX CTHXOBA HCTHYE U AQ KATapa ,cBHUpa o crpasamuma’ (B. rope).

Y3 HaBepeHe IUTAaTe U PEAOBE, 32 OBO HCTPAKMBAme Cy MOCeOHO 3HAYajHA
TyMmadema KuTape Teosora Pypuua Axsujeackor (340/345 - 411), Kacuopopa
Kana6pujcxor (490-585) u Csetor Aypeamja Asrycruna (354-430), emmckomna
rpasa Xumona y Ceseproj A¢ppurm. Ilo muMa 3Byk kuTape o3HauaBa XpHCTOBa
crpapama. Ilpema Pyduny AxsuaejckoM ,3ByK KuTape je raap, xel), GuueBame,
ybujame u norpe6” (PL 21: 872B), a jom AeTansHHje y UcTOM mpasLy objammbasa
cumboamsam kurape u 56 (57) mcasam (56.9 [Ilc. 57.9]), Csetn Asrycrus, Koju
xaxe: ,Hexa ce ayje 3Byk kutape, Heka OH (sc. XpucToc) raapan 6yae, HeKa sKepQH
OyAe, Heka CItaBa, Heka OyAe Ap)KaH, OMueBaH, MCMejaH, pasameT Ha KPCT, morpeben”
(PL 36: 672). CeBepHoadpuuku nucar, Takohe, 3a ucTh MHCTpyMeHT HaBopu: ,Kao
IITO 3ByK KUTape AOAA3U OAO3AO (sc. HAcTaje OA AOA€, Y PE3OHATOPCKOj KyTH]H,
BU6pHpa) TaKo Cy U XPHUCTOBA CTPaAaiba MMaAa CBOje IOPEKAO H AOAA3HAA OAO3AD,
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ca semne” (PL 36: 672). 3a mera, kao u 3a Pypuna AKBHAjCKOT, KUTapa, AAKAE,
cumboansyje , XpHCTOBO myAcko Teao koje crpasa’ (HMcro). Kao pomyna cpemy
peuenomM, kaaabpujcku Monax Kacnopop (490-585) aoaaje aa ,kurapa o3HauaBa
caaBHa Crpapama” M Ad je OHa ,MIOIYT AYyXOBHE MeAOAMje Tpoussoauaa Hberosy
TropKy IlecMy HallperHyTUM TeTHBaMa H npebpojarnm koctuma” (Richardson 2014,
313). Y Apyru LpKBEeHH NHUCHM y KMTapH CHMOOAMYHO MpENo3Hajy XpHUCTOBa
Crpapama, mpenusHyje — TeA0 Koje cTpasa, Mehy kojuma u Iletap Aombapamjcku
(oxo 1096 — 1160; PL 191: 531D-532A), AOK BH3AHTHjCKH MHCLH IO IPABUAY
A3jy KOHIJM3HMja Objalberba y KUTapy Mpemno3Hajyhu ,reao’, xao Hip. EBceBuje us
Llesapeje (260/265 — 339; PG 23: 513B) nau Jesrumuje 3uraben (? — Hakon 1118;
yn. PG 128: 597B).

JoIm jeAHO TyMauere KHTape je BpPeAHO MaXKibe, Ima heMo ra UTHpaTH — C jeAHe
cTpaHe 300r HauyMHA HCTHIABA XpuctoBux CTpapama, a ¢ Apyre CTpaHe, yCAea
HauynHa uHTepnperanuje Mohu kpcra. O6jammsasajyhu crux Ilpse Camynaose
kwure (1 Cam 16: 23), Arreaom u3 Aykceja (ympo 895) xaske: , AaBup je 6uo BpcHH
nosHaBaAar, Mysuke, a I'ocroa Mcyc Xpucroc op3Bama y pasAMYUTUM Ca3BydjuMa
jeauHcTBa LIpkBe y cBakopHeBHOM msAaramy Caeror ITrncma 1 caarkohoM TajuncTBa
yAapa puram; cBupajyhu xutapy AaBUA OATOHHM 3AOT AyXa, @ XPHCTOC BPAUHOM CBOT
KpPCTa [OTYHIaBa ACMOHe U U3 cpua Bepyjyhux ux oaronu” (PL 115: 309). Hctu
ayTop Takol)e rOBOpH Aa OBa KMTapa MHUCTHYHO CBHPA O XPHCTOBUM CTPaAABUMA
(Ibid), n 9ak, WTO je y KOHTeKCTy papa BakHO, HcTHYe opederbe Aa je AaBua nMao
puby xocy, a pa o Xpucry mpopoxk Mcauja xasyje aa je 6uo ,u3 Epoma’, Tj. npBen,

kpsas (Ibid., 63; Ibid).

KA TYMAYERY 3HAYEHA KOPOAODOHUX UHCTPYMEHATA
Y CUEHAMA PyramA XPUcCry
Y CPIICKOJ CPEAIbOBEKOBHOJ YMETHOCTHU

HaxoH u3HeTux 6MOAMjCKMX TyMmadema, KUTapa C AedaHCKe ¢pecke Pyiawa
Xpuciiy mocmarpa ce U3 Apyradmjer yraa, a IeHO ,03Byderme’ AOIPHUHOCH
pasyMeBamy CaAp)Kaja CljeHe U OCBETAaBa je Ha HOB HAYMH — ,ayAUTHUBHU edekar”
pecke 3ampaBo AOAATHO IocBepodaBa XpucroBa Crpapama U ykasyje Ha BUX. Y
OBOM CMUCAY B)KHO je YKa3aTH ¥ Ha MaHHP Ha KOjU je CAMKAp IIPHKA3a0 HAYMH HA
KOJH My3H4ap AP>XH KUTapy y pyKama. OH 1y cBUpa ,Ha AOAe” Tj. ,Ha HUCKO ) IITO 61
Takol)e TOTBPAHO YKa3MBAAO HA TO AA Cy TyMadersa Pydrra AKBrAejCKOT, OAQKEHOT
Asrycruna, Kacopopa 1 cpopHa cxBarama yTHIIAAQ HA UKOHOIpadujy oBe dpecke
U Ha 3HaYere My3HUUYKOT MHCTPYMeHTA ¥ 10j. OUHIAeAHO je Aa CY Ha II0jaBy KHUTape,
Kao ¥ [ICAATepHOHA y cuieHama Pylara Xpucitiy y AedannMa u AeCHOBY yTHIJaAA OB
U CpPOAHA OOjalImberha paHUX XPUITNAHCKIUX IHCALA, OAHOCHO AQ je KUTapa YIIPaBo
IyTeM TyMaderba [ICAAAMa AOCIIEAQ Y JKHBOIIAC, @ Ad CY OBa TyMadera OMAQ CHAXKHO
IPOXKeTa CXBaTameM KUTape Kao CHMOOAUYHE CAMKe KPCTa, HAPOYUTO Y KOHTEKCTY
Aorabaja u3 sxuBoTa IpOpoKa AaBHAQ, a KOje Cy U reHepanujaMa KacHuje Ha 3amaay
[PEHOCUAU OPOjHHU IUCLIHL.



202

MY3UKOAOTHJA / MUSICOLOGY 33 - 2022

AoAajMO M jeAHO 3aKmYYHO TyMaueme KHMTape Koje je 3aHHMAHMBO M BaXKHO
y KOHTEKCTy CIIeKTpa 3Hauyera OBOI MY3HMYKOI HMHCTPYMeHTa y oObjallmemnMa
CPeAOBEKOBHUX IIMCAIIA, a KOje MOCPEAHO YjeAHO yKasyje Ha MoryhHOCT aa je
U TICAATHUP MOTa0 OMTH TyMadeH Ha MCTH HAauMH Kao u kuTapa. Kap cMo moMenyan
BPAMHY KPCTa, IPUCETHMO Ce Ha TPeHyTaK CUMOoAM3Ma kuTape y crenu Cmpil
iipasegruka, Koja CaMHM CBOjHM Ha3HBOM IOAYAAPHO OATOBapa 3Hauyemwy KuUTape
npema Tymadersy Camynaose kiure. Y criern Cspm npagednuxa \aBHAOBa KUTapa
O3HAYaBa BPAMHE IIOCTUTHYTEe YMPTBACHEM TeAd, IpeMa HaBopy Cseror JosaHa
3aaroycror xoju objamrvaBa CUMOOAMKY KUTape: ,OHH KOjU NpHU3UBAjy AaBHAR,
npusuBajy Xpucra’ u: ,Ako 61 0Bo mocea0Bao (sc. Tpe3BeHOyMHy Ayiy, cTpaxehu
YM, HCTIPO62AAHO Cplie, YBPCT pasyM, Ipodnmhery caBecT), ymao 61 y cBeTH 605Kuju
XOP, AA CTOJHIII AO CAMOT AABHAQ... TH OH OA CaMOT cebe HAYMHIO KUTAPY, YMPTBUBIIH
TeAO, 1 TeA0 6u ca Aymom yckaaano. Kaaa Teao He sxean mporus ayxa (Faa. S: 17),
Hero IpecraHe Aa Hapehyje, 1 A0Beae ra y HajOOAH XKUBOT KOjH j€ AOCTOjaH AUBAEHA,
Tapa 61 IpousBoAKO AyxoBHy Meaoanjy” (PG SS: 158; Tappuaosuh 2019, 291).

Hajsap, xapa cMO yKkasaau Ha TO A2 KuTapa y pykama Ipopoka Aasuaa
CcUMOOAM3Yje YMPTBAEHE TeAd U BpAMHY y ciieHn Cwmpili fipasegHuxd, OCBPHEMO
ce jom jeAHOM Ha TepMUHe KOjUMa je O3HadaBaH AABHUAOB HMHCTPYMEHT KOjUM
je cBupao Cayay — kuHup, Kao U Ha HeroBe Pa3AUYHTE YAOTe Y KMBOTY APEBHHX
Jespeja. Kunup je 61o xopaOPOHH HHCTPYMEHT CBUPAH y HajpasAUYHTHje CBpXe:
npuankoM papsocuux npasuuka (ITocr 31.27), y Tyxuum tpenynuma (Jos 30.31),
y cBpXy caaBmema Bora (ITc 42.4), a moMumbe ce 1y Be3u ca IyAeCHUM HCLesebIMA
(1 Cam 16.16) u npopomrsuma (1 Cam 10.5; Braun 2001). 3na4ajHo je u TO A2
ce 0Baj MY3MYKH MHCTPYMEHT OCHM IIOA pedjy kunup y CenTyaruHTH jaBsa U II0A
PaBAMIUTHUM APYTHM UMEHUMA — OPIAHOH, KUHUPA, Kulllapa, Ucartiup, ITO CBEAOIH
O CAOXXEHOCTHU TePMHHA KOjH Cy ce KOPHCTHAHM AA O3Haye jeAaH MCTH MHCTPYMEHT
(Braun 2001). 3a Hac je 0BAe 0 TTOCEOHE BAXKHOCTH YHEbEHHUIA AA CY IIOA AaBUAOBUM
HMHCTPYMEHTOM KuHUpom Koju cBupa Cayay MOTAQ TIOAJEAHAKO OMTH MOApa3yMeBaHa
ABa MHCTPYMEHTA — U KUIHLAPA U fiCAATTUp, ITO OH FOBOPUAO Y IIPUAOT IPETIIOCTABIIU
O 3ajeAHHYKOM, jeAMHCTBEHOM 3Hauely INPHAABAaHOM OBOj BPCTU HMHCTPYMEHTa
YIPKOC 3HATHHM DPasAMKaMa y HHXOBOM usraeay. Kao mormopa jeaHOOGpasHor
HAEJHOT TyMadema AeYaHCKe KHTape M AeCHOBCKOT IICAATEPHOHA IOCAYXXUAO 61 H
nopeheme pasAMYMTUX MHCTPYMeHATa y pykama mpopoka Aasuaa y cuenu Cmpii
ipasegruxa. Harme, Mako je y IpOpOKOBMM pyKaMa y HCTOj CLieHHM HMpPUKAa3HBaH
PasAMMUT My3WYKH HMHCTpPyMeHT (QuAyAa, NcaaTup, ko03a MAM HEKH APYTH),
CUMOOAMKA CBAaKOT OA OBHMX MHCTPYMEHATa je HCTa, jep MX O0jeAHIbyje AMYHOCT
npopoxa AaBHAQ, 3ajeAHUYKU OKBHPH CIieHe U YMEeHHIIA Ad OHH COOOM O3HaYaBajy
uctu uHcTpyMeHT. Ha canvan Haums Hamehe ce 3akmydak a2 OM M MHCTPYMEHTH
Ha ¢peckama Pyiawa Xpuciy y AedaHnma u AecHOBY, IONTYT OHUX y cueHn Cmpii
ipasegruKa, MOTAU TTIOCAYXXUTH jeAHO] QYHKIIUjH ¥ CLIeHU ¥ HOCHTHU MCTO 3Haueme.
OBH HHCTPYMEHTH, KaKO KHTapa, TAKO U IICAATHP, CBAKAKO HYAE B Aase MoryhHOCTH
HCTPaXXKMBama, aAM OHe IpeBastAase OKBHpe OBOT Pajd. Y CBAKOM CAY4ajy, BUXOBA
T0jaBa CBEAOYH O HATAAIIEHOj YYeHOCTH yMEeTHHKA KOj1 Cy U3BOAUAU Pppecke OBa ABa
CpIICKa CITOMEHHKA U BUX0BUX opyduona. Hajsap, onu noxasyjy pa HujepaH MOTHB
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Tj. A€Tas YMETHUKOBOT AeAa HHUje CAyYajaH, Kao ¥ Ad My3UYKH HHCTPYMEHTH AOAATHO
objambaBajy ClieHy M CBOjOM II0jaBOM YBOAE IIOCMATpaia y AYXOBHH IIPOCTOP

Ppecke.’
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Camnxa 1. Pyiawe Xpucitty, ManacTup AedaHu, A€o CIleHe C KUTapHCTOM,
1338-1339.

S Tlopekao naycrparmja: 1) gororpaduja y jasxoj ymorpe6bu; 2) V. M. Hophesuh; 3) Richardson
2014, fig. 18.
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Canka 2. Pyiare Xpuciiiy, MaHacTHp AeCHOBO, ApyTa
cuena, 1346-1347.
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Canxa 3. Lap Aasup yA}:lpa y kurapy u Pacniehe XprucroBo, caepbennk JKana ITyceaa,
¢pancuLKaHCKU Mucas, 14. Bex.
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ANDPELA GAVRILOVIC

ON THE MEANING OF THE CHORDOPHONE MUSICAL INSTRUMENTS IN
THE SCENES OF THE MOCKING OF CHRIST IN SERBIAN MEDIEVAL ART

(SuMMARY)

This article deals with the symbolism of chordophone musical instruments, namely
of cithara (Byzantine lyre) and psaltery in the scenes of the Mocking of Christ in Ser-
bian medieval art (1166/1168-1459) preserved in two monuments — in the Church
of Christ Pantokrator in the De¢ani monastery (1338-1339) and in the Church of
Holy Archangels in the Lesnovo monastery (1346/47). Selected visual material pre-
sented in the paper, as well as written sources, show that these instruments and their
music symbolically refer to Christ's Passion.

The attention is given to different representations of the prophet David with
cithara (Byzantine lyre) or psaltery, given the fact that they can provide a basis for
interpreting the meaning of these instruments in the scenes of the Mocking of Christ.
Several significant conclusions have been made concerning the meaning of the
stringed instruments in the aforementioned scenes in Dec¢ani and Lesnovo based on
these representations. The results of this investigation show that the same musical
instrument can bear different meanings in different scenes. Therefore, the focus of
this paper is on the context in which these instruments are found. The symbolism
of musical instruments in relevant scenes is directly conditioned by the narrowest
context of each individual scene, a work of art, or a monument. Thus, musical in-
struments can have polyvalent symbolism in the same scene, which testifies to the
richness and nuances of the meaning of musical instruments in scenes. One of the
main conclusions in this article is that the aforementioned musical instruments are
by no means accidental decorations of the composition, nor are they present in the
scenes by the artist’s free will, as a pure influence of medieval everyday life and the
everyday reality. The meaning of one instrument in a certain scene can be explained
by the meaning of the other instrument — thus, one musical instrument can serve as
a “semantic” and “visual” synonym for another musical instrument.
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ABSTRACT

Understanding the historical processes in the shaping of stage folk music raises an
important question about the application of traditional music in stage choreo-
graphic works. Since the 1930s in Serbia, the history of music and dance was cre-
ated by prominent individuals, musicians and composers, initiated by the work
of choreographers such as Maga Magazinovi¢, Russian artists, and later by many
domestic performing artists gathered around cultural and artistic societies and
the National ensemble “Kolo”. In this article, all available data relevant for the
consideration of stage folk music as a specific genre will be presented along with
the stage folk dance, precisely through the form of folk dance choreography (FDC),
whose developmental path was hinted at since the end of the 19t century. Defin-
ing and understanding dance music, that is, music for FDC, opens new horizons in
re-examining the process of forming stage folk music in our region.

* OBa cTyauja ce 6a3npa Ha HCTPAKHMBAKBIMA KOja Cy ACAOM IpeACTaBseHa Ha MelyHapoarom HayuHOM
ckymy The Future of Music History (Bygyhnociti ucitiopuje mysuxe) Mysuxoaomxkor uncruryra CAHY u
Openema anxosHe u Mysuuke ymernocr CAHY y Beorpaay, cenrrem6pa 2017. ropuse, mos Ha3HBOM
yFolk Dance Choreography as a Representative of Music History in Serbia”

1 vesnaetno@gmail.com
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ATICTPAKT

PasymeBame HMCTOPHjCKHX IpOIjeca y OOAMKOBAMY CUeHCKe HAPOGHe My3uke
nokpehe BaXHO muTame O NPUMEHM TPAAMIMOHAAHE My3HKE Y CIJeHCKUM
KopeorpadpckuM Aeanma. Mysuuky HCTOpHjy oA TpupeceTux ropusa 20. Beka
y Cpbuju cTBapaAn Cy MCTAKHYTH IIOjEAMHIIM, My3HYapH M KOMIIO3UTODH,
HHHUIMPAHH papoM Kopeorpada momyr Mare Marasunosuh, pyckux
YMETHHKa, a KaCHI/Ije U MHOTHX AOMahI/IX CIEHCKHX YMETHHKA OKYIIASEHHX OKO
KYATYpPHO-yMeTHHYKUX ApyliTaBa i Hanmonaanor ancam6aa ,Koao” Y oBom papy
Ouhe 06jeAMIbEHN M IPEACTABAEHI AOCTYIIHY [TOAQLIY, 3HAYAJHU 32 pa3MaTparbe
CYyeHcKke HAPOgHe My3uKe Kao CIIeITUPUIHOT XKAHPA ¥ CAACJCTBY Ca XKAHPOM CyeHCKe
HapogHe uipe, moce6HO kopeoipaduje napogre uipe (KHI) unju je paspojuu myT
HAroBeIITaBaH jour c Kpaja 19. Bexa. AeprHncarme 1 pasyMeBarbe ‘My3HKe 33 UTPY
opHOcHO ‘Mysuke 3a KHI oTBapa HOBe XOPH30HTe y IIPEHCIMTUBAY POLieca
00AMKOBamA CYeHCKe HAPOGHE MY3UKe Ha HAIIUM IIPOCTOPHMA.

Kany9HE PEYM: ClleHCKa HapOAHAa My3MKA, CIIEHCKAa HApOAHA Hrpa, Kopeorpaduja
HAapOAHE UI'Pe, My3HKa 3a UTPY, My3HKa 32 KOpeorpadujy HapoAHe urpe.

YBOA

Kopeoipaduja napogne uipe (KHU) npeacTaBra GpeHOMEH yMETHHYKOT H3paXkaBarba
y KOjeM Cy y CHHKPETHIKOM jEeAHHCTBY 00jeAUI-eHU IIOKPeT U 3BYK, KOHKpeTHUje
HApOAHA UI'Pa M My3HKa 3a HTPY, aAH U APYTH, 3a Apamarypmku morennujas KHHN
Takohe 6uTHU eaemeHTH (MOIMYT KOCTHMA, ADAMCKHMX AMjaAOra, IeBaHUX HyMepa,
cuenorpaduje u Ap.). [lojam kopeoipaduja mpoucrekao je U3 maAeCHe yMETHOCTH H
HaymTp6 ynorpebu oBor TepMHHA y APYyrHM cdepama (Ha mpuMep, yMETHHUKUM
CIOPTOBMMaA, APYIITBEHHM M XyMaHHCTHYKUM HAyKaMa), OCTao je AOMHHAHTHO
BEe3aH 3a IIAeC. YMpeXXaBameM Pa3AUYHTUX H3BOPA, COICTBEHHMX HCTPAXHBAKHA Y
0BOj obAacTH, Te cTpaHe (ETHO)KOPEOAOIIKe AUTEpaType MPEAAOKEH je KOHLeNT
xopeoipaduja napogre uzpe (KHV) Kao yMETHOCT KOMIIOHOBama, CTBapama H
00jeAnbaBatba HAPOAHUX UIapa y3 MY3HKY Y CKAAAHY yMETHHUKY IeAnHy. CMucao,
3Ha4Y€Hhe U BPEAHOCT OBOT KOHIIENTa OCTBAPYjy Ce y MHTePTeKCTYyaAHOM OAHOCY
TEKCTOBA PA3AMYUTE MPHPOAE: UTPAYKOT, My3HUKOT, CLIEHCKOT U ApamMcKor (Bue y
Bajuh Crojuskosuh 2019, 147-158).

OcBpTOM Ha yIIOTpeOy OBOT I10jMa Y ETHOKOPEOAOIIKIM 3aIIUCHMA 1 OeAelIKaMa
MOjeAMHUX KOpeoTpada AOAA3H Ce A0 Ca3Hama Ad je yTOKy XX BeKaIiojaM kopeoipaduja
kopumhen 6e3 nmpenusHUje OApeAHHIIe MAECHOT KaHpa (HapoaHe urpe). CxopHO
TOMe, Huje OHUAO II0CeOHOT TePMUHOAOIIKOT OApel)era 3a MysHKy Koja ce U3BOAHAR
y okBHpY Kopeorpadujd HapoaHe urpe. ITaxxiwa mocsehera penomeny kopeoipaduja
HApOgHe uipe y HALJMOHAAHO] ¥ HHOCTPAaHOj eTHOKOPEOAOTHjHU jaCHHU]je jé OCBETAUAA



211

VESNA BAJIC STOJILJKOVIC
THE PROCESS OF SHAPING STAGE FOLK MUSIC

norpeby mpoydaBarma My3HKe y IIOCTABKAMA HAPOAHUX Hrapa Ha CLjeHH, yKmydyjyhu
U Kopeorpaduje, a TOCACANIHO 1 0OYXBATHOT (peHOMEeHa CIIeHCKe HAPOAHE My3HKe.

Kopeoipaduja napogne uipe, mo Maoro uemy crerpudsa kopeorpadcka ¢popma,
MOXe OMTH IIOCMAaTpaHa KPO3 >KAHPOBCKH CHCTEM KOjH IPOAYKYje APYLITBEHO U
BpPEeMEeHCKH YCAOBASEHY XKAaHPOBCKY XHjePapXHjy Y KOjOj Ce Ha HajHIDKUM CTPYKTYPHHM
jeanHMIAMa Harase Tpu >kaHpoBcke kareropuje KHU (cmaer, aApamarnsaumja u
BapyjaLyja) ¢ MOAXKAHPOBHMMA, 2 Ha HAjBMIIMM HMX YOKBHPYje METaXKaHp CyeHcKa
napogra uipa (Bajuh Crojusxosuh 2019, 159-173). Y HenpeknaHOM capejcTBy ¢
My3H4YKOM KOMIIOHEHTOM, KOja je, AaKAe, HMAaHEHTHA CBaKOM KOPeorpadcKoM AeAy,
ClYeHcKa HAPOgHA Uipa KOHOTHPA C APYTHM, BeOMa OAMCKUM METaXaHPOM, CYEHCKOM
HAPOGHOM MY3UKOM, KOja Ce pa3BUja ITIOA YTHUIAjeM, C jeAHe CTpaHe, YMeTHHYKe
My3HKe MHCIHPHCaHe TPAAMIIMOHAAHOM MY3HKOM, a C APYTe, C TPAaAMIIMOHAAHOM
BOKAAHOM U MHCTPYMEHTAAHOM MY3HKOM, ¥ OKBHPY KOje ce 0OAHKYje YIIPaBO My3uka
3a uipy. IToBesyjyhu unHmAar nsmelyy momeHyTa ABa MeTaXkaHpa, KOjUM Ce YjeAHO
IPONIMPY]jy IPaHUIIE jeAHOT M APYTOT ¥ BUAY BHXOBOT CyCpeTama U CaAejCTBa, jecTe,
Aaxae, (Hap )xaHp Kopeoipaguja HapogHe uipe.

Pasymesame ucropujckux mporeca y passojy KHU y Cpbuju, aan u Apyrum
3eMaaMa perroHa, mokpehe BaHO MuTabe 0 0OANKOBAIY TPAAUIIOHAAHE HAPOAHE
My3HKe IIpUMeruBaHe y oppehennm xopeorpadckum popmama. C 063upom Ha TO
Aa je y mEOrHM 3eMnama KHU Besana 3a ouyBame M PeKOHCTPYKIHjy eAeMeHaTa
U3 TPAAMILIMOHAAHE CEOCKe CPEeAMHE, KaO HOCHAAIL] HAllMOHAAHE My3H4Ke HCTOpHje,
MHOTH MCTOPHjCKH IIOAALIU (AOKyMeHTH, BHAECO U AYAUO CHHMuH) op 1930-ux
rOAMHA Hapame, CBeAOYe O KOHTHHYHMPAHOM IIPENAMTaly PA3AMYMTUX My3HUKUX
crpykrypa. Kpos crBapasamTBo Be3aHoO 3a IAeCHY yMeTHOCT — baaet, asu u KHU,
BpeAHE AOTIIPHHOCE UCTOPHjU CPIICKe My3HKe AAAM Cy KOMIIO3UTOPH — CapaAHMIM
kopeorpada mormyt Mare MarasuHoBuh U PyCKHX YMETHHKA KOjU Cy ce oOpeAn y
Cp6uju Hakor OxTobapcke peBoAyIinje. Y IpaBIfy MpeoOANKOBAHbA TPAAULIMOHAAHE
HapOAHE My3HKe BeAUKH yTHullaj uMao je u Papuo Beorpaa. Ha oBaj nauun yremesena
je cyeHcka HapogHa My3uKa Ha HAIIMM IIPOCTOPUMA y TpBUM ropuHama XX Beka, YMju
Ce KOHTHHYUTET MOXXe IIPAaTUTHU CBe AO AAHAC.

Hakon Apyror cBeTckor para, OCHHMBaKbe€M MHOTUX KYATYPHO-YMETHHYKMX
apymraBa (KYA-oBa) y Beorpapy m apyrum rpasosuma Cpbuje, kao u
npodecuoHasHor aHcambaa ,Koao” y DBeorpapy, 3HauajaH AOIPHUHOC MY3HYKOM
CTBAPAAAIITBY Ha MAAHY OPKeCTApCKe My3HKe AAAHM Cy MHOTH AoMahu cTBapaorim.
Op 1990-ux ropuHa 3amoyumbe HOBH TaAAC Y PEKOHCTPYHCAhy MHOTHX CerMeHaTa
TPAAULHOHAAHE KYATYPe, YKoYdyjyhu 1 CIIeHCKO MPUKA3KBatbe HAPOAHUX Urapa U
My3HKe Kao cacTaBHOT Aeaa KHIA.

Papu 6omer pasymesama oapehernx mojmosa, 6yayhu aa murame Mysuke 3a
KHU, meHO 00AMKOBame M yAOra y KOPeorpadcKoM AeAy HHCY OMAHM IIpesMeT
3HAYajHUjer 0aBsera eTHOMY3HKOAOTA M €THOKOPEOAOTa, Y AddeM TeKcTy Ouhe
HajIpe KOHIIENITYyaAU30BAH I10jaM CYEHCKA HAPOGHA My3uKad, a 3aTuM he ce Kpo3 ieros
kpahu ncropujcku mpukas npeacrasuru yaora xojy je KHI nmaaa, a xojy u paHac
UMa, Y KpeHpamy CaBpeMeHe My3Hdke HCTopuorpaduje Koja HacTaje y pasAMdYUuTUM
KYATypHHUM cpeanHama y CpOuju, pernoHy U CpIICKOj AUjaCIIOpH.
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KOHLIEI'ITYAAI/ISAL[I/I]A ITIOJMA CIHEHCKE HAPOAHE MY3HKE

MMeHoBame U AeQUHMCAEme KOHIICITA CYeHCKe HAPOGHE My3uKe TIPOHCTEKAO je
M3 ayTOPKHHOT 0aBrema U AeQHHMCAma KOHLeENTa cyetcke Hapogre uzpe (Bajuh
Crojuskosrh 201 9), Te he,360r CAMYHIX 0CO6EHOCTH Kao 1 APYIITBEHUX OKOAHOCTH
y KojuMa Cy 06a gpeHOMeHa HACTajaAd, KOHIETITYAAU3AIHja CYeHCKe HAPOgHe My3uKe
nohu o, ucTHx oppehera: mojma cyerckol U ojMa WPAGUYUOHALHE HAPOGHE MY3UKE, Y
KOP@AQALUH CA {paAGUUUOHAAHOM HAPOGHOM UIPOM.

Y OKBHpY pa3MaTparma OAPEAHHMIIE CYeHCKO Y Be3U C HAPOAHOM UTPOM/MY3HKOM,
YMpEeXXeHH Cy MHOTU TEaTPOAOINIKH, €THOKOPEOAONIKH H eTHOMY3HUKOAOIIKH
naparusu (Bajuh Crojumkosuh 2019, 24-52). CA0KeHOCT OBOT MOjMa UMITAUIUPA
CacBUM HOBY NIePCIEKTHBY KOja, [IPe CBEra, yKiydyje MpUKasusatbe (IpeseHToBatbe)
Kao0 LA CLeHCKor padd. Iojam cyenckoi obyxBaheH je kpo3 yeTHpu KpuTepujyma:
IPOCTOPHY AVMEH3Hjy, U3BO)auKH 1 CTBAPAAAUKHI IIPOIIEC (Kojnymyqyje IEAATOIIKH
paa) u uuH npukasusama (Ibid., S0-51). CxoaHo ToMe, nsBoheme HapoaHe My3suke
HAU WTPe Ha CLeHH KOHOTHpA IIpPeBa3HAKeIbe IPaHHlle PH3HUUKe IPOCTOPHOCTH
(cueHe Kao MO3OpHMIlE) M YAA3U Y CAOKEHE TIPOLieCce CTBAPAAAYKOT, MEAATOIIKOT
U M3BODAUKOr papa UHjH KpajbM HCXOA IOAPA3yMeBA CYEHCKO NpuKa3usarbe
(Bume y: Ibid., 45-50). Ynpaso uuH mpukasusama kojuM je omoryhena pasmena
uHPOpMaIiYja Ha HUBOY UI'PAYKOT, My3H4KOT, APAMCKOT U CLIEHCKOT TeKCTa Y OKBHPY
AUXOTOMIje M3BOhaun—ITy6ANKa, YHKI[IOHAAHO je OApel)eH HacTaHKOM CIjeHCKOT
AeAa KOjH je TIPUMApPHO Be3aH 3a IPAACKY CPeAHHY, Te Ce TPeTMaH Wrpe/Mysuke
300r TOra pasAmKyje y OAHOCY Ha TPAAMLIMOHAAHY CEOCKY IPAKCy. Y CKAAAY C THM,
eTHOKOpeoaor Auapyj Haxauescku (Andriy Nahachewsky) yBoar ABa koHIenTa
y KOjuMa Wrpa 3ay3uMa pasAM4uTe TIO3ULHje: uipd y K0joj yuecinsyjemo (eHra. par-
ticipatory dance) w uipa koja ce ipukasyje, iipesenitiyje (eHra. presentational dance);
y IIPBOM Ce Haraamasa Ipomec, a y Apyrom npoaykt (Nahachewsky 1995, 1). Ose
KOHIJEIITyaAHe KaTeropHje ayTop He IOCTaBod KA0 CTPUKTHO pasrpaHmdeHe, Beh
je CymTHHa BHXOBOI AMdepeHIHpama — QYHKIMja. Y TPEHYTKy Kapa IpeoBAapa
IPHKA3MBAYKA KOMIIOHEHTA Y OKBHPY CAOXKEHe OAPEAHHMIIe CleHCKol, IpHMapHa
yHKIMja yIecTBOBarba OUBA IIOTHCHYTA, OAHOCHO, IIOMePA Ce HA CeKyHAAPHU HUBO
usBolerba Koju MOAPa3yMeBa CBECHO yuerbe U amherbe, Te CLieHCKY HHTePIIpeTaLujy
[IA€CHOT ITOKpeTa.

CuHTarMe HpaguyuoHaiHa HAPOGHA Uipa ¥ MpaduyuoHarna HAPOGHA MY3UKa
3a uipy’ mOApasyMeBajy UIPy U MY3HKY KOje IPHIIAAQjy AOMEHY IIPOIIAOCTH, U TO
YTAQBHOM CEOCKOj IIPAKCH. Y IpOLeCcy OOAUKOBamba CLIEHCKOT KOPeorpadCcKor Aeaa
KOPHUCTe Ce eAeMeHTH IIPUCYTHU Y TPAAULUOHAAHOj MIPH, KaO IITO Cy oOpacuu

2 O yuemwy u namhemy kopeorpaduje Hapopte urpe sume y Kpacus Maruh 2022.

3 Maxo He3HATHO MOAMHUKOBAH, IIOjaM My3uKa y3 uipy yBoau'y erHokopeosorujy Ceaena Pakouesuh
1 AeUHMIIe Ta KAO My3UKY KOja Ce M3BOAM y TOKy M3Bobema nojeauxause urpe (Paxouesuh 2004,
112-113).Y oBoM paay 3appxahemo yrnorpe6y mojma mysuxa 3a uipy uMnaunupajyhu Ha Mysuky koja
ce cTBapa 3a oTpe6e (CLieHCKe) HApOAHE HTpe.
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KOpPaKa U HUXOBH €AeMEHTH, U TPAAMIMOHAAHOj MY3HIHM, Hajyemhe MeAOAMjCKA
KOMIIOHeHTa My3uke ussoheHe ys urpy (nHcrpymeHTaAHe nau BokaaHe). O6paae Ha
IAQHY HI'Pe, OAHOCHO MY3HKe, HMIIAMIIIPAjy HoBe ClieHCKe popme, kao mro cy KH,
OAHOCHO MY3HMYKM apaH)KMAHH, KOjU ¥ AASUM IPOIIeCHMA OOAMKOBAA MIPOAYKY)Y
pasamuure creHcke Gopme yHyTap cyercke HapogHe uipe (CHI), opHocHO, cyercke
napogre mysuxe (CHM) xao xposHux oapehema (Tabeaa 1).

Ta6eaa 1. IIpukas KOHI[eNAaTa Yy TPAAHIMOHAAHOj H CIIEHCKOj IIPAKCH.

TpapMIMOHAAHA IPaKca CIeHCKa mpaKca

Haganp MeULaNcanp
TpaaunuoHasHa HApOAHA Kopeorpaduja mHapopne Criencka HapoAHa UTpa
urpa urpe (KHU) (CHM)
TpaaunnoHaAHa HApOAHA Mysuxa 3a KHU — mysuuku | CrjeHcka HapopHa My3HKa
MYy3HKa 32 UTPy apamXMaH (CHM)

AHAAOTHO OAPEAHHIN CleHcke HApogHe uipe, KOja je AepUHMCAHA KO MeTaXKaHp
U KOja 06yXBaTa PasAMYHTE IIAECHE KAaHPOBE Y 00AACTH HAPOAHE UTpe AeHHICaHe
BpeMEHOM U IIPOCTOPOM, IIOjaM ClYeHCKe HApogHe My3uke OAHOCH ce Takobe Ha
PasAMYUTe BHAOBE HCIIONHABAA HAPOAHE MY3HKEe Y CLIEHCKOM KOHTEKCTY, Ipe
CBera Kpo3 My3HYKe SKaHpOBe KOjH YKoy4dyjy CBY KOHILIEPTAHTHY HAPOAHY MY3HKY
KOMITOHOBAHY I10 YTA€AY Ha TPAAHIIHOHAAHY HAPOAHY MY3HUKY, IIPEACTaBAEHY KPO3
Pa3AMYUTe BOKAAHO-MHCTPYMEHTAAHe M MHCTPYyMEHTaAHe My3ndke popMe; APYTHM
pedrnMa, OA apamKMaHA TPAAHIMOHAAHUX IlecaMa M My3HKe 3a Hrpy ussoleme
Y3 OpKeCTapcKy MHpaTiy, A0 (HOBO)KOMIIOHOBaHe HApOAHE My3uke, yKwydyjyhu
U MY3HKy KOja Ce H3BOAM y OKBHPY Pa3AMYHTHX KOPeOrpadCKHX >KaHpOBA —
Kopeorpaduje HapoOAHe UIpe, CLIEHCKUX MPHKA3a U CLieHCKO-My3Hukux Aeaa (Bajuh
Crojusxosuh 2019, 171-172).

IIutame mysmuxe komnonenTe y KHI, xao 3HauajHOT CTPYyKTypHOT CerMeHTa
CBAKOT KOPeorpadCKOr AeAd, KAYYHO je 3a pasyMeBame pasBoja KOopeorpadpckor
crBapasamTBa y Cpbuju. CaraepaBamwem Mysuke y KHH y aujaxpommjckoj u
CHHXPOHH]jCKOj IIEPCIIEKTUBH, aAH U YHyTap u3ABojeHa Tpu >xaHpa KHU, oTBapajy
ce 6pOjHA MUTAA O YAO3H MY3HKE y KOPEOrpadCKOM AeAy, BeHOj HACHTUPUKALH)H
Kao TIpaTie UIPH, O peAarnyjama usMel)y Mysuke U Hrpe, My3uKe 1 HapaTHBa, Kao
M O OAHOCY MY3HMYKOT CapapHHMKa (My3HYKOT apamkepa) u Kopeorpada y mpotecy
HacTajaa KHU y pazamauTom BpeMeHCKOM IepHOAY.
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I/ICTOPI/I]CKI/I ITPETAEA OBAMKOBAILA CHEHCKE HAPOAHE MY3HKE

Ha ocHOBY AOCTYymHHX ImOApaTaka ITOYEIfH pas3Boja CIeHCKe HApOAHE MY3HKe
Be3yjy ce 3a pa3Boj y TPAACKOj CPEANHH, IPHMEHOM TPAAULIMOHAAHE My3HKe Y HOBOM,
CIIeHCKOM KOHTeKCTy. ITpeMa 3HayajHUM APYIITBEHO-UCTOPHjCKUM 30MBaruMa HA
HAIIIUM IIPOCTOPHMA IIPEAAOXKEHA je TepHOAH3aLiHja Kpo3 caepeha yeTupu mepropa:
IPBU, OA ApyTe oAOBHHE 19. Beka A0 Kpaja ITpBor cBeTckor para, Apyry, Mehyparau
nepuoa (1918-1941), rpehu, op Apyror cerckor para a0 pacmaga COPJ (1941~
1991) u yerspTH, 0p pacmasa COPJ a0 paHac.

IIPBYM ITEPUOA: CIITEHCKA HAPOAHA MY3HKA
OA APYTE IIOAOBHUHE 19. BEKA AO KPAJA IIPBOT CBETCKOT PATA

Y apyroj moaosuru 19. u npBoj peuenuju 20. BeKa, CYeHCKY HAPOOHY MY3UKY
HOCTYIIHO yTeMesyjy PpasAMdHTe APYIITBeHe U OOpasOBHE AEAQTHOCTH. Y
rpaposuma Cp6uje 6uae cy akryesHe 6aacke (CarOHCKe) Kao M GOAKAOpHE UIpe,
K20 A0 OmIITer 06pa3oBamba y MojeAMHNM cpeambnM mKoaama (Mocycosa 2012, 8)
usBol)eHe y3 My3HUKY IIpaTiy jeAHOT MAU ABajy HHCTPYMeHTa, Hajuerrhe BHOAUHE
uan kaasupa (Magazinovi¢ 2000, 119). Cam aorabaj mporpamcku je mpunpemas
u360poM oaroBapajyhux urapa oAH. My3HKe H pUTMa CMEBUBarba UTAPa OAH. My3HKe
PA3AMYHTOr >XaHpa, YUMeE je aKTHBHpAaHa KOMIIOHEHTAa CTBapama y OKBHpPY paHHje
objammenor mojMa cyerckoi. IIpema 6GpojHUM H3BOpHUMA, UTpe CY IIOAyYaBaHE H
I/I3BOI)6H6 Ha IPUBAaTHOM M jaBHOM MeECTy y3 jeAHOCTaBHY MY3HUKY IIPaTiby BUOATHE
HAU KAQBHPA, AAU AETASH O M3BODAYMMa KOjU Cy Y TO BpeMe H3BOAUAU CYEHCKY
HAPOOHY MY3UKY AO Capd HUCY IpoHaleHm.

3HauajHO je ncTahu Aa Cy Ha IpeAOMy BeKOBA I€BAYKA APYLITBA OMAQ H3Y3ETHO
TIOITyAApHa. OKOCHI/ILIY MY3HYKOI' JKMBOTAa YHMHHAE CYy IIO30PHIIHE IPEACTABE M
KOHIJEPTH KOjH IIOCTajy CBe PAa3HOBPCHUjU Y IIOTAeAy M3Bobhaukux ¢opmaruja, a
oborahyje ce i xaHpoBCKa maseTa u3BoheHHX AeAa.

IloMenyTu acmeKkTH KyATYpHOT >KMBOTA Y TPAaACKUM CpepMHaMa joIl KpajeM
19. Beka ykasyjy Ha KAMIle OHOT IITO he ce PasBUTH KaO CYEHCKA HAPOGHA MY3UKA.
3HavajaH AeO TaAAIIEbE CIIeHCKe HapOAHE My3HKe YMHHAAQ je My3HKa 3a UTPY, Y3 HIpe,
MeD)y kojuma 1 HapoaHe, U TO y H3BOherUMa Koja Cy OHAQ APTHUIMIATOPHA AAM C
pacryhum dakropom ocmumvaBama porahaja / usBohema urpe nau Husa wrapa.
3a My3HYKy KOMIIOHEHTY OHMAM Cy 3aAy’KeHU IOjeAMHIIM O KOjHIMa MAAO 3HAMO,
MTHjAaHUCTH UAM BHOAMHMCTH, MAaXOM ITPUITAAHHIA rpaf)aHCKe KAace.

APYTU TIEPUOA: CIIEHCKA HAPOAHA MY3HUKA
Y MEBYPATHOM ITEPUOAY (1918-1941)

Y mepuopy usmelyy cBeTCKHMX paToBa PasAMYHTH BHAOBH CLieHAa Ha KOjuMa ce
M3BOAMAA MY3MKa IOCTOjaAM Cy MAaXOM Y I'PaAOBHMA: OPraHM30BaHA OKYILAamba,
kadane, nozopuinra. [Touerkom 30-uxX roAuHa, OpraHM30BaHa HEACAHA TIONIOAHEBHA
OKyILMarsa, T3B. KyhHe ceaenke, mpupelhusase cy cectpe oybuna u Aanuna Jankosuh.
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Braa cy To oTBOpeHa OKyILbarba M 3a LIUPY, TOCEOHO CTPYYHY jaBHOCT, HA KOjHMA
Cy MCTPaXMBAa4M HAPOAHMX Mrapa, aAM U HapoAHM urpaun/csupaun us Cpouje u
MakeAOHHje IPEACTABAAAU CBOja CasHamba MpakTHaHuM ussohemeM (MaapeHosrh
1974, 245), wro je 6MO BHA NpUKasuBama U ydema. 110APOOHMjUX MOAATaKa O
CBHMpAYMMa 1 BUXOBOM H3BOl)ersy y TOM cAydajy Hema. ITo3Hara je ummeHHIA AQ je
CPIICKO TPAAHIJMOHAAHO My3H4KO HacAehe M3Bol)eHO MpeBacXoAHO HA COAMCTHYKHMM
HHCTPYMEHTHMa, Kao 1 y GOpMH Mamux cactaBa. MehyTum, y rpasckoj cpeaunu,
nocebHO y KadaHaMma, pasBUja Ce HOBM, OPKECTAPCKH OOAMK My3HIJHpamba, KOjU
MOXe OUTH ITOCMATpaH Ka0 HAjpaHMju OOAMK ClyeHCKe HAPOgHe MY3lKe HA HAIIUM
IPOCTOpHMA.

Ka¢ane, HapounTo 6eorpapcke, 6rse Cy MecTa rae Cy jOII IIOYETKOM ABAAECETOT
BeKa HM3BOI)eHM aATEPHATHBHH IIO30PMIIHU IPOrpaMu, npupehuBaHu KOHIjepTH
XOpOBa, KA0 U KOHIIEPTH yMeTHHYKe MY3HKe, a HepeTKO ce y KagaHaMa U UTPaAO
(Aymurh 2013, 80, 86). Aakae, croj yMeTHHYKe My3HKe M HAPOAHE My3HKe/HIpe
0MAQ je 3HA4YajHA OAAMKA APYIITBEHOT KMBOTa y muMa. Hapouuro cy kadame y
Cp6uju 3HauajHe y Pa3BOjy cyeHcKe HAPOGHe My3uKe KPO3 MOIYAAPH3ALH)y IPAACKe
HapOAHE TIecCMe, YeMy Cy AOTIPUHEAH U Y>KuBO mpeHocu Papuo Beorpasa us maorux
Georpaackux kadpaHa, XOTeAa U PECTOPAHa, TA€ je 0Ba BpcTa Mysuke nsBohena (Ibid.,
81).* BaxxHo je ucrahu Aa je opkecTapcko MysuLupame Ha IOMEHYTHM MeCTHUMA,
KOje IOCMaTpaMO Kao CIJeHCKM IIPOCTOpP, CACBMM HOBA MYy3HYKa IIpaKca Koja je
3aXTeBaAa He CAMO y4eCTBOBakbe My3Hdapa y meMy, Beh i 6aBrere OpKecTapCKUM
My3HILHpabeM, MOCeOHO OpPKEeCTPAIMjoM, PaAOM C IIeBauyMMA, KOMIIOHOBAEEM,
yBexOaBameM IOjeAUHHX ACOHMIIA, NPUIIPEMOM IIPOrpaMa, OAAOHPOM MeAOAMja
3a oppehenn aorabhaj u ca. TIpBa Mysuka cAylIaHa Ha PaAHO-TAAACHMA, ITOYEBIIH
op 1929. ropmne, Tpacupasa je KOHI[EPTHY HapDOAHY MY3HKy Kao JKaHP CueHcke
HapogHe my3uke 1 AOTIPUHEAA Pa3BOjy OpKeCTapcKe My3HKe IOce6HO 3axBamyjyhu
TYAQUKOM OPKeCTPY Koju je opOpMmeH 3a PAAMjCKO eMHTOBaEe IO BOhCTBOM
BroanHucre Baacrumupa ITaBaosuha Lapesra (1895-1965; IMapesan 1997, 33)3
Hapoanu u Tambypamku papro-opkecTpy $OpMHpaHHU CY 0 Y30Py Ha OpKecTpe
KOju Cy MysuuupaAn y KadaHama (IIPeBacXOAHO ,LMFAHCKH OpKecTpu’) U Y
HHCTUTYIIMOHAAM30BAHOM OOAMKY HACTABHAM Cy C 3BOl)ereM MOITyAapHe HapOAHe
My3HKe Koja je n3Bohena y kapanama (Aymunh 2013, 85-86).

PaAujcKu opKecTap H3BOAHO je 06paje TPaAMLMOHAAHUX (CEOCKHX U IPAACKHX)
recaMa M Mrapa, aAu ¥ KOMIIOHOBaHUX, a Ilapesal] u ;eropu caBpeMeHHII HEPEeTKO
CYy ¥ caMH KOMIIOHOBAAM MEAOAHje TleCaMa U OHe MI'PavKor KapakTepa, KOHILepTHa
KOAQ y HapOAHOM Ayxy. CTBapaAaImTBo, Ka0 OMTHA OAAMKA CYeHCKe HAPOgHE MY3UKe,
IIOCTaje Y OBOM IIEPHOAY TOCEOHO M3PA3UTO.

4 O mysuuxom nporpamy Pasuo Beorpapa usmelyy ABajy cBeTckux parosa sumre y Becuh 1995, 15-29.
S ¥ Besu c opkecrpanujom y LlapeBueBoM opKecTpy, 3HaYajHO je yka3aTH Ha GOPMUPAEe KAACHIHOT
pacropeaa 3By4HOCTH Mebyy 3acTymeHuM HHCTpyMeHTHMA (BUOAMHA, BUOA], BLOAOHYEAO, KOHTpabac),
IpU YeMy je AOMUHAHTHA YAOTA IIPHMIIAAA BHOAMHH, KacHHje, y oapeheHuM peonmmama daaytu/
KAAQPHHETY MAM XapMOHHIM. 3HadajaH je, Takohe, 6asanc m3mely coancrmukor u tufti cBupama, npu
JeMy je MIIAK AOMUHHMPAAO COAMCTUYKO, BHOAMHCKO.
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Besa crjeHcKe HapOAHe My3HKe U MTPe 3HauajHa je y papay Mare Marasunosuh.
Oa 1920. ropune, mopep peAOBHOT IIPOrpaMa CaBpeMeHe UTpe ¥ U3BOhemy meHuX
yUeHHIIa, OBa YMETHHIA YBOAU M CPIICKe HAPOAHE UIpe, Kao IITO Cy cpbujanka,
sparsanka, hyphesxa, xoxowewinie, Hega ipusny, 3aiireill, Wpojanay U MHOTEe ApyTe
Koje cy nsBoheHe y3 jeAHOCTaBHY MEAOAHjCKY AUHUjy KAQBHpa HAM BuoanHe (Maga-
zinovi¢ 2000, 369-371). 3a pasBoj cyercke HapogHe my3uKe TTOCEOHO je peAeBaHTaH
XKaHp T3B. Porkropra cyena. To cy kopeorpadcka peaa y xoje je Marasunosuhesa
yKayuuBasa obpal)eHe Meaoanje HAPOAHMX IleCaMa M MOTHBE HAPOAHHX Urapa, Kao
LITO je IO3HATa TpHAOIHja Jeaucaska, majka Obuiuha nmpemujepHo usBepeHa 1926.
ropuHe. CTHAH30BaHe HAPOAHE UIPe Y OKBUPY IOMEHYTHX U3BeAOH OuAe Cy ,[IpBU
IIyT AQ Ce CPIICKHM POAKAOp MOjaBuo kao koHuepTHa urpa’ (Mocycosa 2012, 14).
O My3unu Kojy je mpuMemHBaAa y IIOMeHyTOj kopeorpaduju, Mara Marazunosuh
Kaxe: ,Ja sam motive redala citativno, jer onda nisam imala mogu¢nosti da hon-
oriSem koga muzi¢ara da motive obradi i nanize s melodiskim i harmonskim prelaz-
ima. Te se desilo da posle bosanskog motiva ‘Izvor voda) u finoj harmonizaciji
Koste Manojlovi¢a, poredaju se srpska kola sa primitivnom harmonizacijom iz al-
buma J. Frajta” (Magazinovi¢ 2000, 391). Koncraranuja Marasunosuhese y Besu
¢ IpodecHjoM My3Hdapa, OAHOCHO KOMIIO3HTOpa rOBOpHU O msrpaleHoj cecT o
Ipo$eCHOHAAUBAINU MY3HUKOT CTBAPAAAIITBA U MY3HUKOT H3BobhamTBa. YTHIj
Kopeorpada Ha cTBapame XXaHpa CyeHcke HAPOGHe My3uke TTOCEOHO je 3HAYAjaH Y
IpUMeHH XapMOHH3aIlMje Ha jeAHOTAACHE MEAOAHje U3 Hallle My3H4Ke TPAAHLYje.

HMako pamac HemMamo MoryhHocTH Aa caraepamo Kopeorpadcka ocrBapera Mare
Marasuxosuh, mpeMa KpUTHKAMA U BeHUM O0jalllberbMa MOXKe Ce IIPeTIOCTABUTH
Aa HYje OHAQ CaMO HHCIIMPUCAHA TPAAHIIMOHAAHOM HapOAHOM HTpoM, Beh je, cyaehu
IpeMa pasAMYUTUM HA3MBHMMA, KOPUCTHAA KAPAKTEPUCTHYHE UIPayKe MOTHBE, aKO
He obpacije KOpaka y moTImyHOCTH. MeAoarje HapopAHuX urapa ussobeHe cy, 1o
cBeMy cypehu, Kako cy u 3abeaerxxeHe, C OCHOBHOM MEAOAHjCKOM AHHHjOM Y3 AOAATY
XapMOHCKO-PUTMUYKY IIpaTHy IIpey3eTy M3 KaacuuHe Mysuke. Ilowenu cyencke
HAapogHe my3uke y BeHOM PaAy CBAKaKO Ce OAHOCE Ha IIPHMeHy HapOAHHMX MEAOAMja
3abeAeKeHNX HA TepeHy HAM Y TAAAUIBMM 3allMCHMa, Kao u Ha oborahmsame
XapMOHCKOM KOMIIOHEHTOM.

3HayajHy MOAPIIKY IPOQecuju My3H4apa KOjH Cy M3BOAMAM CUEHCKY HAPOGHY
MY3UKY AAAO je YApYKetbe My3HKaHaTa, TAMOypallla, XapMOHHKAIIIA, CBUPaya, IleBava
U TTeBayMIfa, OCHOBaHO 1929. roanse y Tapammoj Kpasesunu Jyrocaasuju, a kacHuje
My ce nmpuapyxuo 1 CaBe3 HApOAHUX My3HKaHaTa 1 IeBada o6a moaa (Aymuuh 2013,
83). O6a yapy>kema H3AaBaAa Cy KOHIIECHj€ 32 PaA M AOBBOAE 32 HACTYII My3HYapUMa
(cBMpaunMa u KameAHuImMa — Bohama Ipyna) Ha OCHOBY NOAOKEHOT CTPY4HOT
HCIIUTA, YMMe Ce KPO3 MHCTUTYIIMOHAAHH OOAMK IIOAPXKABAAO BHXOBO CTBAPAAAIITBO
U U3BOheme, aAl U CBOjeBpCcHO oOpasoBame. IIpema moparuma u3 1931. ropuse, Ha
tepuropuju Kpasesure Jyrocaasuje 6uao je usmelyy rpuaecer u ueTpaecer xumapa
My3HM4apa ,KOjH OA CBOT 3aHATa M3APXaBajy cebe u cpoje nopoaune” (Ibid., 84) Te
Ce IIOMEHYTa YAPYKeHha y CMUCAY IIPOpeCHOHAAU3AIIHje Y 00AACTH cyeHcke HApOgHe
My3UKe MOTY CMAaTpPaTH APYLITBEHO KOPUCHHM, AAM U 3HAYajHHM 33 AASH PA3BOj OBOT
>KaHpa Kop Hac.’

6 O aeaarHOCTH yApyKema Mysmdapa y Kpasesunun CXC/Jyrocaasuju Bume y Becuh 1 ITeno 2017.
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Ilopep opraHM30BaHOT OPKECTapCKOT MY3MIIMpama M CapapmH MysHdapa C
Kopeorpaduma y rpasckoj CpeAUHH, CEOCKU UIPAuH H CBHPAYU TaKohe Cy AOTIPUHEAN
PasBOjy XaHpa CIjeHCKe HapOAHe urpe/Mysuke. FIMeHOBaHe Kao ‘ceocke rpyIie), oHe
Cy H3BOAMA€ M IIPHIPEMaAe IporpaM 3a oppehene HameHe, MocebHO 3a dpecTHBAAE
HAM CMOTpE CEOCKOT CTBAPAAAILITBA Y CEAUMA U y rpapoBuMa. Fbuxos mporpam 6uo je
CacTaBseH OA TPAAMITMOHAAHUX HAPOAHHX UI'apa M My3HKe U3 AOKAAHOT pereproapa,
npupehennx 3a crieHcko u3Bolerme, U y TOM IIEPHOAY Cy AOCTH3AAe H3Y3€THY
NOMyAApHOCT Ha QecTnBasuMa y 3emmu u uHocrpaHcrsy (Bajuh Crojuskosuh
2019, 76-78). IIpema 3a6eaexkeHMM H3BOPHUMA, 'PAACKa ITyOANKa H3BOherbe CeoCKHX
rpylia NPUXBAaTaAa je C BEAUKHM opymeBsemeM (Jankosuh 1939, 302).” Cmarpa
ce Aa je 3axBamyjyhu akTUBHOCTHMA CEOCKHX IPyIla TPHUAeceTHX ropuHa 20. Beka
YCTaHOBM&EH MOgeA 32 CLIEHCKO IpUKasuBatbe ceocke urpe u Mysuke (Ivanéi¢ Dunin i
Visinski 1995, 6) mro noppasymesa ussolere BaH MATHYHOT APYIITBEHOT KOHTEKCTA,
¢ QYHKIIMjOM IIPUKA3UBAaFa CBOI MIPAvKOr M My3mukor HacAeha y muny sabase
my6Aunke u epykaruje. OpraHU30BaHOCT, IPUIIPEMAEHOCT 3a CLieHy U H3Bol)ere BaH
HPBOOUTHOT KOHTEKCTA, IIPEBACXOAHO 3a 3a0aBy Hexoi gpyiol, 03HAYaBajy 3aueTak
T3B. GOAKAOPHOT aMaTepH3Ma, y KojeM he ce TpaAHIIMOHAAHA My3HKA IIOCTEIIEHO
NpeobOANKOBATH Y HOBH XKAHD ClyeHCKe HApogHe my3uke — ‘Mysuka 3a KHIT

HMako XeTepOreH: 1 4eCTO IIOCPEAHH ITOAALIH O MY3HUKMM IIpaKcama y MehyparHoM
nepuoay Moryhe je Ipemo3HaTH 3HAYajaH IOMAK HA IOsY M3BODhema M CIIEHCKOT
IPUKa3KMBakba HApOAHE MIPe U MY3HKe, KaO U HHMXOBe NMpodecrHoHaAusanmje. Asa
pacryha ¢peHoMeHa y mOmy CIIeHCKe YMETHOCTH, CYEHCKA HAPOGHA MY3UKA U CYEHCKA
HApogHa uipa, MPHOAIDKABAjy Ce KPO3 aKTHBHE U 3HAYAjHE ACAATHOCTH II0jeAUHAIIa,
HaroBelITaBajyhu mIX0Ba HHTEH3UBHHUjA CYCPeTakha 1 CBE CHAXXHHU]Y CIIPETy Y HOosY
Cl]eHCKe YMeTHOCTH HaKOH A PYyror CBeTCKOT para.

TPEBU ITEPUOA: CIIEHCKA HAPOAHA MY3HUKA Y TIEPHOAY
OA APYI'OT CBETCKOT PATA AO PACIIAAA COPJ (1941-1991)

CrjeHCKO PHKA3HBabe TPAAULIOHAAHE HTPE ¥ MY3HUKe 3a UIPY Y IEPHOAY HAKOH
Apyror CBeTCKOT paTa je CBe IIPUCYTHHU]je y APYIITBY, yCAEA OCHHBAHA BEAUKOT Opoja
YAPYKeHba, KyATYPHO-yMETHUYKHX APYIITaBa, KA0 U AP)KABHOT AHCaMOAA HAPOAHHX
necama u urapa ,Koao” (Ancamba ,Koao”). OBe uHCTHTYIHje TIOCTajy HOCHOLH

7 Pa3Boj dpectuBasusanuje y rapammoj Kpasesunn CXC samoumme cpepuHoM 1930-mx ropusa.
Y Cpbuju je 1938. ropune y Beorpapy oAp>KaH H3y3eTHO 3amakeH ABOHeAensHH ITIpBu Georpascki
HapoAHM GeCcTHBaA, KOjH je MO, TpeMa pednMa cecrapa Jankosuh, ,MCTOPHjCKH 3HAYAj 32 POIIATAHAY
HeCTHAM30BaHe HapoaHe urpe’, 6yayhu aa cy Ha meMy H3BOheHN HCKAYIHBO CAAPIKAjU H3BOPHHUX IPyIIa
(urpava, neBaya u cBUpaua) M3 Pa3sAMUMTHX KpajeBa TaAalllibe JyrocAaBHje, Kao U MamuHa ( Jankosuh
1949, 298-303). C o63upom Ha ABOHepesHH mporpam [Ipsor 6eorpapckor GpecTuBara U ACTAAHOT
nporpama 3a0eAeXeHOr OA CTpaHe cectapa JaHkoBuh, MOXe GHTH pedeHO Ad je CeoCKHX rpyma GHAO
Aocra. Taxohye je 3HaUajHO HATIOMEHYTH A CY CEOCKe IPyIie OMAe CACTABASEHE OA YIECHHKA PASAMIUTHX
yapacra, Mely kojuma cy yecto momumanu Maaauhu u pesojke (Ibid.).
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KOpeorpadcKor CTBApaAAIITBa, U3BOhema CLIEHCKe HAPOAHE UIPe U My3HKe, Kao U
eAyKanmje.

TToceOHO 3HAYAjHY TEKUHY AOOUja OApeAHUIIA yMeiHuuKy. CBe A0 AQHAIIHET AQHA
TePMHH yMelHU4KY TIPATH PaA OBUX YAPYKelba y HACTOjay Ad BUXOBO H3Bolheme
OyAe ‘YMETHHYKO, Apyraumje oA HAPOAHOT/CeOCKOr HAauMHA IIPUKA3HUBAA UIPe U
mysuke (Bajuh Crojuskosuh 2019, 78).* Kayune cexuuje y KYA-oBuma 6uae cy T38.
QOAKAOpPHE — UIPAYKH AHCAMOAU PA3AMYUTHUX Y3PACTa, A Y3 BUX HAPOAHH OPKECTpPH,
a YKAYYHBAAY CY U IIeBaYe COAUCTE HAM IPYIIe [leBada. AHIAXKOBAtbheM ,PYKOBOAUAALIA
cexnyja’ IIPETEHAOBAAO Ce Ha KBAAWTET, AAH U Ha BIXOBY MelycOOHY capaamby, ITo
je MIMaAO 3a LA Pa3BOj MELIOBHTOT CLIEHCKOT IIPOrpaMa, ¥ KojeM je IoceGHO MecTo
yBeK IMaAO U3BOherbe Urpe i My3HKe. Y OKBHPY AePHHIIHje ClyeHckol BOXHO je uctahu
ABe KaTeropuje Koje Cy y OBOM IIepHOAY IoCeOHO akTHBHpaHe, mopep Beh mocrojehe
IpHUKaduBauke QYHKIMje Koja je y IPEeTXOAHOM IIEPHOAY KAYYHO PasABOjUAA
TPAAMIIMOHAAHO/ TAPTHIJMIIATOPHO H CIIEHCKO/IIPe3eHTALOHO u3Boheme, a TO Cy:
1. u3pasuTta/06UMHA IPOAYKII¥ja HOBUX CLIEHCKHX KOPeOrpadCKUX M APAHXKMAHCKHIX
A€Aa, Tj. cTBapame (KOMIIOHOBame, Kopeorpaducame), OAHOCHO, oborahusame
perneproapa npogecHOHAAHHX U aMATEPCKUX aHCaMbaAa, duje je CLIeHCKO U3Bohembe,
Hapame, MOAPa3yMeBAaAO 2. TeMesHy MPHIPEMy MUrpada M My3HYapa, METOAUKY
pasa ¢ QOAKAOPHMM aHCAMOAMMa U OPKECTPOM, Te yBexxOaBame KPO3 PeAOBHE
npobe. Aakae, CTBAPAAALITBO Y IIPABLYy IPOAYKOBAHbA HOBHX KOPEOrPadpCKUX A€Ad
Ha OCHOBaMa HapOAHE UTPe M MY3HKe IIOCTaje jeAHa OA BAXXKHUjUX aKTHBHOCTH
Kopeorpaga M KOMIIO3MTOpa KOju Cy Omam aHraxxosanu yHyrap KVYA-oBa u
Amncambaa ,Koao” Baxxso je, Takole, ncrahu aa ce aMmaTepcku cBeT CHAXXHO YIA€AQO
Ha Ap>kaBHE AHcam64A , KoA0”, Te cy MHOIM Hrpadn Kao KOpeorpadyu HAM yMeTHUIKI
PYKOBOAMOLIM OMAM QHTQ)XOBAaHH y aMaTepcKUM (OAKAOPHHM aHCAMOAMMA, AOK
Cy IIKOAOBaHH My3I/I‘IapI/I 6I/IAI/I AHTa’)XOBaHHU 3a HPHHPGMY MY3UIKHUX apaH)KMaHa,
Bol)eme opKecTapa U CBUpame y BUMA.

IpBu pupexrop u kopeorpad Amncambaa ,Koao”, Oara Cxospan, BpaO je
CTYAMO3HO pasMHUIIAAAA O KOpeorpadpcKuM IOCTYNUMMA, a CBeCHa IoceGHe
B)XHOCTH U OATOBOPHOCTHU MY3HUYKOT apAHXXepa 32 yCIieX KOPeorpadCKor AeAd, OHA
je 3a cBOje Kopeorpaduje Gupasa HajIIO3HATHje My3HYKe CTBAPAOLie H KOMIIO3HTOPe.
Meby KOMHO3I/ITOPI/IMa KOjI/I cy pa3AI/I‘II/ITI/IM KOMIIO3UIJMOHUM ITOCTYIIIHMa
obpabBasu HapopHe MeAOAWje U KOMIIOHOBAAM MEAOAUje 32 HIPY Y HApOAHOM
AyXy 3a IoTpebe oBOr aHcaMOAa y mepuoay A0 196S. roaune cy: Cresan Xpucruh,
Munenko JKuskosuh, Aparyrun Yoaumh, /foybomup Bommaxosuh, Boxwuaap
Tpyauh, Jocun Caasercku, Muxamao Bykaparosuh, Cranojao Pajiraunh, Muxosua

8 Y oxBupHMa TeK OCHOBAHOT Ap)KaBHOT AHcambAa HapopHHX urapa u mecama ,Koao” y Beorpaay,
npBa Kopeorpadcka paeaa koja cy y Cpbuju cTBOpeHa 0A CTpaHe IPBHX KOpeorpada M yMeTHHYKHX
pyxoBopmAara momeryTor ancambaa, Oare Cxospan u Ao6pusoja ITyTHiKa, GHAK Cy IPBH MOKYIIajH
[peHOIIeHa HAPOAHE UI'Pe F My3HKe Ha CLjeHy C HOBUM M ADYTadijiM YMETHHYKIM AOXKHBAjEM HAPOAHE
Urpe, AMMHHM HMCKYCTBOM H 3aAarameM, C MHOTO eKCIIepUMEHTHCamba. FbuxoBa AeAa mpeacTaBmasa
Cy Apyraudju HauyMH MHTepIpeTalije HAPOAHE UIPe M MY3HKe Y OAHOCY Ha IMPETXOAHM MEPHOA 360T
HaYMHA M3BOherba HAPOAHKX Hrapa U My3H4Ke OCHOBe (asvpaHe HA CHMPOHH3HPAHOM 3BYKY, IUTO Ce
xacuyje Harymraao (Cxospan 1968, 443; Bajuh Crojusxosuh 2019, 90).
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Aorap, Huxoaa Xepuuroma, Hophe Kapaxaajuh, Bopa Mauh, ITepo Torosar, Bopa
Jankosuh, Ayman Cxospan, Kpemnmup Bapanosuh, Lsjerko PuxrMan, CeToAnK
IMauthan, ITetap Jocumosuh u opyru (Cxospan 1965, 443; Bypuh 2021, 189-195).

Hexu OA IIOMEHYTHUX KOMH03I/ITOpa paAI/IAI/I cyny APYI'I/IM 3Ha‘lajHHjI/IM MY3H9KHUM
I/IHCTI/ITYLII/IjaMa nu 6I/IAI/I Cy Ha pa3AI/I'-II/ITe HaYMHE Yy KOHTAaKTYy Ca TpaAI/ILH/IOHaAHOM nu
CLIEHCKOM HapOAHOM My3uKkoM (Ha mpuMep, Huxoaa Xepuuroma 61o je HacTaBHUK
Ha Opemersy 3a HCTOPUjy My3HKe U My3HYKH GpOAKAOP Ha Oeorpapckoj Mysndxoj
akapemuju (Kainegpa 1997, 3), Muxauro Byxaparosuh u Hophe Kapaxaajuh
6uam cy Besanu 3a Papno Beorpap (Muaenxosuh 2000, 70; Aymuuh 2013, 81).
3HavyajHa AMYHOCT Y OOAMKOBaIby My3HKe 3a Kopeorpaduje oA IIe3AeCeTHX TOAUHA
610 je xommosurop Iletap Jocumosuh (1923-1992), xoju je y Ancambay ,Koao”
IPOBeO YeTBPT BeKa. Jocumosuh je capahuBao y HacTajamy MysuKe 3a OKO ABapeceT
xopeorpadckux Aeaa (Bypuh 2021, 195).

Oa ocuuBama Ancambaa ,Koao” kopeorpaduje cy usoleHe y3 MysHuKy LpaTsy
opkectpa Beorpaacke omepe mop pykosoacrsoM aupurenTa XKusojura 3ppaskosuha
u TaM6ypa1m<or opkecrpa Papno Beorpasa moa pykosoactBom Makce ITomosa.
Opxkecrap Ancambaa ,Koao” ¢popmupaH je Tex cpeaunoMm 1949. rosune, kapa ce
dopmupa u xop (Kainaroi 2008, 7). JeAaH 0A YMETHHYKHX PyKOBOAHAALIA OPKECTPa
Ancambaa ,Koao” 610 je u mosnaru Bruoaunnucra JKapko Muaanosuh, xoju je, ocum
c opkecTpoM, paaro u ¢ nesadnma (Milanovi¢ 2005; Hukoanh 20185, 44). TTopea
ryAQuKor Kopiryca (HpBe 1 ApyTe BHOAHE, BUOAE M KOHTPabaca), OCMOYAAHH CacTaB
OpKecTpa YMHUAM Cy PpAAyTa, KAAPUHET, U YAAPAYKU UHCTPYMEHTH (Beamku 6ybam u
Aampe). Op Kpaja mepeceTrx ropnsa ysuba ce mpomeHa yBohemeM XapMOHHKe, KaAa
ce ycIocTaBaya Moded 3a CACTaB OpKecTpa, popMupaH 1o y3opy Ha Hapoaru opkecrap
PTB-a, xoju he ce 3aapixar cBe A0 AaHAC U YKiydyje caepehe nncTpymente: daayry,
060}7, KAapI/IHeT, HPBY u APYI'Y XapMOHI/IKY) BHOAMHY, BHOAY, BHOAOHYEAO 1 KOHTpa6aC
(Kpacun u Bajuh Crojusxosuh 2014, 40-42; Kuesxesuh 2015, 60-63).

Moxxe ce pehu aa je Mysmuka ecTeruxa y Aucam6ay ,Koao” popmupana mpema
3HAIY M HMCKYCTBY IIO3HATHUX CPIICKHX KOMIIO3HTOpA UHjd A€AQ Y JKAHPY ClyeHcKe
HapodHe My3uke KOPECIIOHAMPAjy ¢ KOMIosunmjama Kaacuare mysuke (Kuexesuh
2015, 123). Y ®HXOBUM A€AMMA HpPHCYTHAa Cy ,CMeAMja’ XapMOHCKA pellerba,
boraTuja je ,TOHaAHA® CAMKA M CAODOOAHHMjA je ymOTpeba MOAAPHHX TOHAAMTeTa’
(Ibid.). 360p uHCTpyMeHTapHjymMa B OPKeCTpaLyja OCAOHEHH CY, AAKAE, C jeAHe
CTpaHe, Ha KOMIIO3HUITUOHE HPHHHI/IHC N3 YMETHHIKE MY3HKE, a C Apyre Ha aKTyCAHY
[IPaKCy OpKeCTapCKOT My3HIUparba jaBHe Meanjcke kyhe.

ObAnkoBame MysHuKe eCTeTHKe y OKBUPY papmjckor opkecrpa — Hapoamor
opxectpa PTB-a, yrumaao je y Beaukoj Mepu Ha obAukoBame Mysuke 3a KHH y
IPaBLy CTAHAAPAM3ALIMje MEAOAUjCKE U XaPMOHCKEe OCHOBe. YCTaseHa XapMOHCKA
CAWIKA Y KOjOj AOMUHHUPAjy Be3e aKOpaAd TAABHHX CTYIbEBA, CYIPOTCTABAAE
6anckux ToHaauteta (Kuexxesnh 2015, 123), aAu u npupaBame BeAMKe BaKHOCTH

9 ToHaAuTeTH ypameHHM 3a IpeKoMepHY KBapTy. IloAapHE 0OAHOC Y XapMOHHjH H3a3KBa CBOjeBPCHHU
CyKOD y My3HYKOM TEMATH3MY,  (bHX0BA yIOTPeba y KAACHIHOj My3HIIU Bedyje Ce Ha CPEAIbH H 3PEAR
mepuoa pomantusma. Brme y: Aaexcnh 2021, 281.
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CTHACKHM OCOOEHOCTHMA y H3BOlelsy, Y3 MOIITOBabe MY3MYKHUX KAPAKTEPHUCHUTKA
oppebeHor pernona, purma ¥ TeMIa, Te IIPHAABaIbe BEAUKE BOXHOCTH BOKAAHO]
HHTepIIpeTALUjU HAPOAHNX/ TPAAULINOHAAHIX ITeCaMa.

Oa Apyror cserckor pata Hapopnum opxecrpom PTDB-a pykoBoamam cy
BuoaunucTd Baactumup IlaBaosuh Llapesan, a motom Pape Jamapesuh (a0 1976),
saruMKaapunetrcra Boxxuaap Boxn Musomesuh (40 1980),204 1981. pykoBoacTBO
Ipey3uMa BPCHU YMETHHK Ha xapMoHunu /pyoOuma ITaBkosuh. 3HauajHuja yaora
XapMOHMKE M YAQ3aK APYTHX MHCTpyMeHata (kaapumera, daayre) y Hapopanu
opKecTap PTb-a, AOIPHMHEAHU Cy 3HAYAjHMjUM IIPOMEHAMA Y OPKeCTPaLtjH, LITO je
YTHUIIAAO M Ha 320KPeT Y MPOTrPaMCKOj OPHjeHTalllj:u OBOT OPKeCTpa (MHAeHKOBHh
2000, 136; Aprayrosuh 2010, 425; Bajuh Crojusxosuh 2019, 108-109).

ITapaseAHO ¢ pa3BojeM OpKecTapcKe My3HKe Y jaBHOj MEAH)CKOj Kyhu AOAa3HAO
je m A0 mpoMeHa y cacTaBy opkecTapa KYA-oBa M HmpHCTYITy M3papH My3HUKHX
apamxmana 3a KHI, mro ce nmperrymraso 3Hamy 1 HCKYCTBY BHXOBUX PYKOBOAHAAIIA
KOjH Cy CBe Mame AOAA3HAU U3 PEAOBA IIKOAOBAHUX MY3HYapa U KOMIIO3UTOPa, Beh
cy To 6uan Mysudapu ,u3 mpakce”'® TToxymaju nprOAKaBamba TPAAULIMOHAAHOM
3BYKY, C jeAHE CTpaHe, a C APYTe, OAP)KaBae OPKECTAPCKOT MY3UIMpParha Y MambUM
CacTaBUMa, Y3 jeAHOCTaBHE MY3HUKe apamXKMaHe, ITO3MIJHOHHPAAO je YAOTY
XapMOHUKe Ha AOMHHAHTHO MECTO Y OpKeCTpy."'

MckycrBa mpodecuOHaAHMX MYy3MYKHMX CTBAapaAalja — KOMIIO3UTOpA KOjU CY
obankoBaan Mysuky 3a KHH y mpBum ropmsama Axcambaa ,Koao” mmara cy
TIOBPATHH YTHIIAj M HA Pa3Boj KOpeorpadCKHX XKaHPOBA Y OKBUPY CYeHCKe HAPOgHe
uipe. Beh y paay Oare Cxospan ysuba ce npucyraoct KHU pasamaurux opmu y
OKBHPY JKaHpPOBA CIIA€TA, ApaMaTH3allyje U BapHjauuje, WTO IOTBPhyjy U aHaAu3e
meHNxX Kopeorpadckux peaa.'” Byayhu aa xopeorpadu Hucy 6uAM IIKOAOBaHHU 3a
OBaj ITO3MB, 3HaKkA U UCKYCTBA KOMIIO3UTOPA MPUMEHHBA CY U Ha CYEHCKY HAPOGHY
uipy, aonpunocehn Behoj caobopu kopeorpada y HHUXOBOM CTBapamy, WITO je

10 Byayhu pa y obaactu cTapama u ussohema ClieHCKe HapopHe Mysuke Huje 6mAo (a Hema HH
AaHac) popmasHor 06pasoBama, My3HIKH capapHuiu mpu KYA-oBHMa Cy ce ocAambaAH Ha aKkTyeAHe
y30pe U3 IpaKce. JeAHHCTBEH MaTepHjaA 32 paA C HAPOAHUM OPKeCTPHMA U BOKAAHO-HHCTPYMEHTAAHIM
COAMCTHMA y aMaTePCKUM APYIITBUMA IpeACTaBaa npupyusnk JKapka Muaanosuha (1983) y xojem
ayTOp Adje TMPAKTHYHA YITYTCTBA O OPKeCTPAIHjH, IPEL3HHUje, O APAHKUPalby HApOAHUX MEAOAHja 33
HapoaHe opkecrpe u mepade y KYA-oBuMa, A0THYe ce M360pa My3HUYKOT IIPOrpaMa U MaTepHjaAa, Te
KpO3 H3ABajarbe OCHOBHUX MY3HUYKHX TapameTapa (MeAoAHje, XapMOHUje, PUTMA, TeMIIa, ApTUKYAALHje
U AMHaMuKe) yryhyje Ha OCHOBHe MpPHHIUIIE Y H3TPAAU MY3HUKe KoMrosunuje sehux ¢opmu, kao
IITO Cy CTIACTOBH HapOAHUX MeaopaHja (Muaanosuh 1983, 21-46).

11 Ha xapMOHMIHM Ka0 HHCTPYMEHTy IIMPOKHX M3PAKAjHUX U TeXHMYKHX Moryhnocru moxe ce
AOYApaTH 3BYK APYTHX HHCTPYMEHATa, Ha IIPUMep, TajAl, PpyAe, ABOJHMIA, IIITO je YeCTO IPUMEeHHBAaHO
Yy OpKeCTpHMa y HEAOCTaTKy TPAAMIIHOHAAHUX HHCTPYMEHATa, Kao CHerudHyaH KOMIIO3HITHOHO-
-u3Bohauku nocrymnak. Bume y Bajuh 2004; Laji¢ Mihajlovi¢ 2022.

12 TIpumep xopeorpaduje y skaupy criaeta je kopeorpaduja Hipe us Cpbuje (Hactasa 1948. ropume)
3a KOjy je My3uKy npunpemuo /oy6omup Bommakosuh; kopeorpaduja y xxaHpy ApamaTusanuje je moa
HasuBoM Pycaiuje (1954), umjy mysuxy xommonyje Jocun CaaBeHCKH; aHpPy BapHjaLuje MPUIAAQ
xopeorpaduja ITawona unjy Meroaujy je opkecrapcku o6papuo Hophe Kapaxaajuh (sume y Bajuh
Crojuskosuh 2019, 253-280; 414-420).
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HApOYUTO BUAMUBO Y KOPEOrpadCKOM CTBAPAAAUITBY UCTAKHYTOI Kopeorpada
Bpanka Mapxosuha, qnje ce AeoBame opHOCH Ha pap y Akapemckom KYA-y , Bparko
Kpcmanosuh” y Beorpaay (Kpacun Maruh u Bajuh Crojuskosuh 2017).

OcuMm yTHuIaja KOMIIO3UTOpa Ha CTBAPAAAYKM pas3Boj Kopeorpada, YTHIA]
Kopeorpada Takohe je 610 3HaUAjaH 32 pa ¥ Pa3BOj KOMIIOBUTOPCKOT PAAd Y IIPABIFY
pasBoja pasAnauTUX POPMIE CYeHCKe HAPOgHE MY3uKe C ,ATPAIKUM Kapakrepom,'
AAH U Pa3BOj TEMATCKe My3HKe Y LIIAY Ad My3HKOM IIPEACTaBe CIIeLpUIHe APAMCKe
YAOTe Y CIIpe3H ¢ KOpeorpadpcKoM HAEjOM, 3aTHM, KPO3 Pa3AMYHUTE KOMIIO3ULIUOHE
IpHHIHIIE, KaKo Ou oMoryhuau yckaahuBame My3HUKIX 1 UTpauKkuX $ppasa U AAOBa
yHyTap Kopeorpadcke KOMIIO3HUIHje, ycKaaliBarbe Tpajarba IOjeANHATHIX ACAOBA,
CMUCAEHO 3a0KPY)XHBame CerMeHaTa KOpeorpadckor Toka, yBolheme HmperasHHX
CerMeHaTa Hu CA. HOMeHYTI/IM KOMITO3UIITNOHUM PaAOM KOMH03I/ITOPPI, KaCHI/Ije
My3UYKH apPaKepU / PYKOBOAMOLY OPKeCTapa, PasBUjaAHU Cy COIICTBEHE BELITHHE ¥
unsy npahema 1 pasyMeBama IPOCTOpPHE M KHHETHYKE KOMIIOHEHTe Kopeorpaduje
KaKo OU ce My3HKa U UI'pa IITO KOMIIAKTHIje [I0Be3aAe Y LIEAOBUTO CLIEHCKO AEAO.

YETBPTU ITEPUOA: CLIEHCKA HAPOAHA MY3HKA OA 1990-u1x

Oxperame Ka MPOMIAOCTH, TPAAMLUJH U OXHBAABAMY CEOCKUX OOAMKA
UTpe U My3HKe, aAH U IHHXOBO OCaBPEMEHUBAIbe, TAABHE CY OAAHKE IEPHOAA OA
1990-ux ropuHa, mTO je YTHUIIAAO HA IPOMEeHe M Ha CTBAPAAAIITBO y OKBHPHMA
cuencke HapopHe urpe u mysuke (Bajuh Crojusxosuh 2019, 134). Osaj nponec
[IAPAAEAHO je 3aXBaTHO U APYyre CeIMeHTe CPIICKe My3HuKe/IIACHE YMETHOCTH
KOjU ce OAHOCE Ha cpepy OpraHU3aIMOHe CTPYKe Y OBUM 00AACTHMA, IIpe CBera Ha
HMHCTHTYIJHOHAAU3AIH]Y, Pa3Boj MpopecHoHaAu3Ma B GOpMUpare KalaljuTeTa 3a
CPEAOLIKOACKO M aKaAEMCKO 06pa3oBarbe y AOMeHy My3HIKOT/IIAeCHOT U3Bolema.
YAOra eTHOMY3HMKOAOTA y OOAACTHMA CLIEHCKe HApOAHE My3HKe W MIpe IIOCTaje Y
0BOM Iepropy cBe 3Hauajuuja (Baji¢ Stojiljkovi¢ 2016, 218-225).

He 6um Tpe6aAo 3a6OpaBHTH UHIBEHHUIy AQ Ce OXHBAABAIbE TPAAHLHje Y
CpOuju u AeBepeceTHX TOAVMHA HUje pasBHjar0 u3oroBaHo. Oapebhenn mmmyacu
FEeTOBOM Pa3BHUTKY AOAA3HAH CYy M Ca 3aIIaAd, AW, KAAd je Ped O TPAAUITMOHAAHUM
MHCTPYMEHTHMA 1 BbUXOBOM YKAYIHBAIby Y OPKECTPE, YTHIIR] je, Tpe CBera, AOAA3HO
C jyra, Ha IpUMep, C MAKEAOHCKMM COAMCTUMA U opkecTpuma ( JoBanosmh 2012, 11),
AAM M HCTOKA — Y MY3HYKO-IIACCHHUM y30pHMa U3 Gyrapcke Ipaxce, y KOjuMa Cy H
HAaKOH APYTOT CBETCKOT paTa 3aAP>KaHM TPAAMITMOHAAHU MHCTPYMEHTH Y CaCTaBy
KAQCHYHUX OPKECTapa, a TaKBy NPAKCY HACTABHAU Cy U AO AAHAIIBUX AAHA. YCAEA

13 Ha oBom MecTy He MOXe ce 3a061hu H3y3eTHa IPOAYKIHMja HHCTPYMEHTAAHHX HyMepa, KOAQ, Koja
Cy HACTajaAa yIpaBo U3 MOTpebe 3a UIPOM/UrpameM M CTBapaHa Cy C HAMEHOM AQ ayAMTHBHO, KPO3
MEAOAHjCKH TOK, TIpe CBeTra, AOYapajy Urpauky KapakTep. Flako je y ceockoj TpapHIIMOHAAHOj MPaKCH
Be3a My3HUKe U UTpe KpOo3 HapOAHA KOAQ OAABHO IIPHCYTHA, OHA je y CABPEMEHOM CTBAaPAAAIITBY, y chepu
CyeHcke HAPOGHe My3uKe, MHTEH3UBUpPAHa, Oyayhu A2 kao HHCTpyMeHTaAHA HyMepa y K0joj ce u3Bohaum
M TEXHHYKH AOKA3Yjy, KOPEOCIIOHAMPA ¥ C MIPaunMa y u3BOhemy TPaAMIIMOHAAHOT 0Opacija Kopaka
koAay iwipu. O cTBapamy KoAa 3a ,lIAecHe HaMmeHe™ Buine y Panmncassesih 2022, 257.
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IpHMeHe 33jeAHHYKHX TPAAMIIMOHAAHMX HHCTPYMEHATa C IPOCTOPA LieHTPAAHOT
baaxana u muxoBe akTyeAM3alyje y TOKY A€BEAECETHX T'OAMHA, KAO LITO je CAyYaj C
KaBaAOM, Y OBOM Ce IIePHOAY, BUIIIE HETO HKAA AO CaAQ, MOYKe FOBOPHTH O KOHIeIITUMA
HHTEPKYATYpaAHe pasMeHe U TpaHCKyATypasnocTH (Zaki¢ 2014, 269-278).

YoMmepeme Ka TPapAMIIMOHAAOM 3BYKYy AAQAO jeé CHaXXaH MMIIYAC PpasBojy
MHOTHX CeKTOpa Ha [IAQHY Pa3BOja My3HKe, OA KOjHX Cy BOXHHH cAepehu: pasBoj
TPaAMLMOHAAHOT TeBamba y OKBUPy meBaukux rpyma y KYA-osuma (Josanosmh
2012, 2), OXUBAABAEE HAH paKTyeAu3anyja’ TPAAMIUOHAAHMX HMHCTpyMeHaTa
(Ibid.), ysoheme TpasuumoHarHMX MHCTpymeHaTa y opkectpe KYA-oBa, passoj
06pa3oBama Ha IIOAPYYjy TPAAULIFIOHAAHOT [1eBakba U CBUParba Ha TPAAULINOHAAHIM
HHCprMeHTHMa y OKBI/IPY €THOMY3HUKOAOIIKHUX OACEKa Yy MY3HYKHM IIKOAaMa
y Cpbuju, xao u HepopmasHO obpazoBame y OkBHpy cemuHapa LleHTpa 3a
npoydaBare HapopHux urapa CpoOuje (Bume o ToMme Bajuh Crojusxosuh 2019,
139). IToacTHuaj yBoherwy TPAaAUIIMOHAAHUX HHCTPYMeHATa ¥ OPKecTpe MOTeKao je
U OA CTpaHe A0MahUX IIAeCHHX HCTPAXKUBAYA KOJH CY KO YMETHUUIKU PYKOBOAUOLIU
u Kopeorpadu aesoBasn y KYA-osuma u noxahaau ropumme CeMHHAape HapOAHHUX
Urapa Ha KOjHMa Cy Ce, Hopes HapOAHHUX Mrapa, IlecaMa U HOIIbe, IIPE3eHTOBAAN U
TPaAHHI/IOHaAHPI I/IHCTPyMeHTI/I.

ITopea Beh prcyTHe dpyae, 3ByK OpKecTpa AOIyHHAE CY CBUPAA€ APYTHX THIIOBA,
Ha IPHMeEP AYAYK, ABOJHMIIE, KaBaA, AU U TAjAE, TaM6ype u pr6e. CBupauu Ha OBUM
HMHCTPYMEeHTHMA IIOCTAAU Cy aKTHBHHU YAQHOBH OpKeCTapa, 3HaYajHO ydecTByjyhu y
obankoBamy 3Byka ‘Mysuxe 3a KHIT, Te ce unTaBU CerMEeHTH MEAOAMjCKOT TOKa ¥
MYy3HIKOM apaH)KMaHY HOBepaBajy TpaAI/IHI/IOHaAHI/IM HHCprMeHTHMa Y IBHXOBOM
COAUCTHUYKOM I/I3B0beH)y. Hbuxosa YAOTa HI/Ije BHIIIC KOAOPI/ICTI/I'-IKa WA MMHUTAaTHBHA
KA0 Y PaHHUjIM IOAMHAMA, Beh CYIITHHCKY BaXKHA 32 OCAMKABAEbE MY3HIKOT HAMOMA
oppebenor reorpadckor moppydja. Bpao dwecTo cBHpauM Ha TPaAMIIMOHAAHHM
HMHCTPYMEHTHMA II0CTajy aKTePHU U y CLIeHCKOM IPOCTOPY, K TO Ha HAYUH A H3Aa3e
u3 mpocropa mpepsubeHor 3a opkecrap (koju je Hajuemhe MO3MUMOHMpaH Ha
MaprUHaMa CLeHCKOT IIPOCTOpA — Ca CTPaHe MAM y IO3AAMHH), C oppel)eHoM yaorom
y KOMyHUKALUjU C UrpadnMa GOAKAOPHOT aHCaMbAa Y OKBHPY oApeheHor crjeHCcKOr
npukasa (Bajuh Crojuskosuh 2019, 140).

IlpucycTBO TPaAHIIMOHAAHHX HHCTPYMEHaTa y OpPKeCTPHMa H3HUCKHBAAO je
APYTa4HjHi IPUCTYII My3HIKOM APAHKMAHY, C 003UPOM Ha TO Ad je 6HAO OTpebHO
HPI/IAaI‘OAI/ITI/I MHOre MY3H4Ke HapaMeTpe MOI'thOCTI/IMa TpaAHHI/IOHaAHOI'
HHCTPYMEHTa, HeroBOM IITHMy, a mocebHo 6oju. Ca aApyre crpaHe, yAacKOM y
sehe MHCTPYMeHTaAHe {QopMalnyje, HeKapalllba (YHKIHMja TPaAUITMOHAAHUX
HHCTPYMEHATa, KOja je IOApPa3yMeBaAd BbUXOBO COAMCTUYKO U3BOherbe, IpOoMemeHa
je (Zaki¢ 2014, 273). Taunuje, y Besu C HUXOBOM IOSULUjOM Y OPKECTPY, MOXKEMO
pehu a2 uM je moBepena u pane Bopeha Meroamja, Te CBOjy COAMCTHYKY QYHKIHjY
OHM Ha M3BECTAaH HAYMH U 3aAPXKABAjy — AAH CAAA Y APYTUM OKOAHOCTHMA. YBOAE Ce
nocebHe A€OHHIle IIOBEpeHe TPAAUIIMOHAAHUM HHCTPYMEHTHMA, BUX0OBA 3BYIHOCT
cemoBesyje c oApel)eHHM yaorama Ha CIjeHH, CTBAPajy Ce II0CeOHMU ITPeAA3HH CerMEeHTH
Yy MYBHILIM M WIPH, YBOAE Ce€ TPAAUIMOHAAHE IeCMe npaheHe TPaAMLIMOHAAHUM
HHCprMeHTHMa, ITO CBEYKYIIHO yTH4Y€ Ha HpOMeHe y CTPyKTypI/I KHI/I, a TUME U Ha
CAOXKeHOCT My3uuke popme. [TocTaBImy HHTErPAAHH A0 OpKecTpa U MoryhHocTH
MHCTpyMeHaTa (M CaMHX CBUpada) BpEMEHOM Cy ce IPOIIMPUBaAe U Haporpahusaae.
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Y moraeay papa Ha oOpasd HApPOAHHMX MEAOAHja U XapMOHMUBALWjH, Y30p je
CBAKAKO IIPeACTaBA»a0 Beamku Hapopru opkecrap Paamo-TeaeBusuje CpOuje mop
yupasoMm /oy6ume ITaBkosuha, 6e3 063upa Ha TO WITO y BbeMy OCHM ppyse APYTH
TpaAHHI/IOHaAHI/I I/IHCprMeHTI/I HHUCY 6I/IAI/I 3aCTYILS>EHH.

Apamxupame HAPOAHHX MEAOAMja 3a IOTpeOe CLIEHCKOT IIPUKA3HBambha
TPAAMIIMOHAAHE HI'Pe M MY3HKe 3a HI'PY ITIOCTAAO je Y HMEepPHOAY OA AeBeAeCeTHX
FOAVIHA 030MAAH IPEAMET paAad PyKoBoaHAarna opkectapa. HapounT mpo6aem xoju
MoxKe OuTH IprMeheH jecTe, IOpeA 0CTAANX MY3UYKUX KAPAKTEPUCTUKA H CTHACKOT
usBolerba, HEAOBOAHA ycKAal)eHOCT My3HYKOTr apamXMaHa U KOPeorpadCKor pasa
(06pase OCHOBHHX HrpadyKUX 06pa3alia v MPOCTOPHE KOMIIO3UIIUje) YCAEA HEAOBOSHE
capapmbe My3HUIKOT apaHsKepa H Kopeorpada, aAH U YUEeHHUIIe AQ My3HIKH aparmKepu
Hajuemhe HHCY OOydYeHH CIIEHCKOj HAPOAHOj HIPH, aAU M OOPHYTO, Kopeorpadpu
HICY My3HYKH OOpa3oBaHIL

Y moraeay morryaapusanuje TpapAUIIMOHAAHEe HapOAHE My3HKe, Papno-TeAeBHsnja
beorpap u pammpena papno-AndysHa Mpeska AOKAAHHX PaAMja y OBOM IIEPUOAY H
Ad/oe MMajy 3HaYajHY YAOTY 3aAPKABIIHM KOHIIEIIH]y CBUX IPETXOAHMX TOAMHA, HAH,
Moxe ce pehn, Jak A2 Cy ce BUIle OKpEHYAU eMUTOBAY TPAAULOHAAHE HApOAHE
My3HKe Yy OApebeHI/IM HpOI‘paMI/IMa.

Y mowmy epyxanyje, y HOBOQOPMHPAHUM OACELIMMAa 332 €THOMY3HKOAOTHjY Y
HIDKEM H CPEAUM My3HdYKUM IIKOAAMA, KACHHje M Ha OAceliMa/KarepApama 3a
eTHOMY3HKOAOTHjy Ha ¢akyaTeTrMa y beorpapy m HoBom Capy, Tpapurmorassa
My3HKa — TpaAI/ILH/IOHaAHO IIeBame U CBI/IpaHJe Ha TpaAI/ILH/IOHaAHI/IM I/IHCprMeHTI/IMa
— Y4M Ce TIpeMa CHHMIIUMA C TePeHA, C HACjOM AOCAOBHOT PErPOAYKOBamba, YIemha
U ycaBpIIaBalka BOKAAHE M CBHpAyKe TEXHHKe, IIpeMa HAayYHUM Ca3HamBHUMa O
(byHKuI/IjaMa M 33 BHX BE3aHy CTHAMCTUKY C IPHMApPHOM YAOTOM €AyKallHje H
HAYYHOT MCTPAKUBalbha, a CEKYHAADHOM YAOTOM CLEHCKOI NpHKasuBamba (Ipema
ayTopy, IpBH HUBO cTHAM3anmje).'* Bakan TpeHyTak IpeACTaBAa OCHUBAEbE OACEKA
CrieHcka HapoAHa Urpa U Mysuka Ha MHCTHTYTY 3a yMeTHHUKy UTPY Y Beorpaay
mxoAacke 2018/2019. roaune, rae ce Beh y HasuBy Opceka MMIAMIMpA HA CACBUM
APYTauMju IPUCTYII eAyKaLIUjH KOjU MOAPa3yMeBa CTBAPaAAlITBO — Kopeorpadujy u
yHanpeleme My3mike — BOKaAHe U HHCTPYMeHTaAHe U3Bohauke mpaxce.'s

3AKAYIAK

Y mpemaery OpojHHX KyATYPHHX YHHHAQIR, APYIUITBEHO-HMCTOPUjCKUX MU
MIOAUTHYKMX OKOAHOCTU Y KOJUMA je CUeHCKa HAPOGHA My3uKd, Kao crenupudaH
CIIEHCKM JKaHp GasHpaH Ha TPAAMIIMOHAAHOj My3HI¥, HACTajao M Pas3BHjao ce y
Cp6njn, 0A BOXXHOCTH je Pa3ABOjUTH ABe CYLITUHCKU BaXKHE OAPEAHHMIIE. JeaHa ce
OAHOCH Ha IIOCTOjarse M OOAUKOBAIbe PA3AMMHUTHX MY3HYKHX (OPMH YHYTAp Ibera,
KOje IOAPa3yMeBajy BOKAAHY M MHCTPYMEHTAAHY, OAHOCHO, OPKEeCTapCKy MY3HUKY.
Apyra oApeAHHUIIa OAHOCH Ce Ha CaAejCTBO C APYTUM CLIEHCKUM JKaHPOM — CYEHCKOM

14 O nojmy u HEBOMMa cTHAM3anyje Bume y Bajuh Crojuskosuh 2019, 239-243.
1S Bumre o Opcexy y Baji¢ Stojiljkovic¢ 2021.
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HAPOGHOM Uipom, y OKBHPY KOje (HaA)xcaHp kopeoipaduja HapogHe uipe (KHN)
3ay3MMa AOMUHAHTHY ITO3ULIH)Y.

OCHOBHO MOAA3HMINTEe y pasyMeBarmy Ipoljeca OOAMKOBAMWA CYeHCKe HApogHe
My3uKe TPOMCTEKAO je U3 AeQUHMCAba MOjMa CYeHCK02 KOjU He TTOApasyMeBa CaMo
IPOCTOPHY AMMEH3Hjy y CMHCAY IIO30pHHMIle/CljeHe Kao CIIeUupUIHOTr Mecila
usBobema, Beh 1 AuMeH3Hje cTBapaAamTBa, M3BOhea, eAyKalyje U IPUKA3HBALbA.
ITomenyTo je y papy mpaheHo Kpo3 AHjaxpOHHjCKy HepcreKTHBy, Oyayhu Aa mporec
obAnKoBama cyencke Hapogre mysuxe y Cpouju AaTupa jom op Apyre mososuse 19.
BeKka. Y paAy je MOCeOHO MCTAKHYT EPHOA PasBoja OpKeCTapa y IIPBUM AeLieHHjaMa
20. Bexa i 0OAMKOBarbe HEroBe 3ByIHOCTU Y PA3AMYUTIM KOHTEKCTUMA CYEHCKOT — Y
Papno Beorpaay, Ancambay ,Koao”, KYA-oBuMa, 06pa3oBHUM HHCTHTYILIHjaMa, AAH
Uy APYTHM eKCTePHUM IPOCTOPUMA KA0 IITO CY IIOIyAAPHU 6€OTPAACKU PECTOPAHU
u KadaHe.

C mocebHHM OCBPTOM Ha OOAMKOBame KOPeorpadCKor >KaHpa Kopeoipaduje
napogre uipe (KHU), y paay ce mpeucnuryjy peraunje usmeby sxanpa cyemcke
HapogHe my3uKe U CYeHCKe HAPOgHE uipe, PUXOBO Y3ajaMHO CaA€jCTBO YHyTap MCTHX
APYLITBEHHX OKOAHOCTH, a TOCeOHO capapma u3Melyy mojeArHara — KOMIIO3UTOPA
u xopeorpada — kao ayropa KHI. PazHOBpcHU IpoLiecH y OOAUKOBAISY CyeHCKe
HapogHe my3uKe y BEAUKOj MEPH Cy IOAYAAPHH C TPOIleCHMa Pa3Boja CyeHcKe HapogHe
uipe, Te je HEMHHOBHO AOAQZHAO (M AOAQ3H) AO BHXOBOI CyCpeTarba, IPelAUTatba
U pa3MeHe, [IOACTHIIAja U CTBAPamba, 3aXBasyjyhu mojeAMHIIMMA M MHCTHTYLHjaMa
YHyTap KOjux ce 0Ba Ipaxca obaukyje u yun. Kopeoipaduja napogHe uipe nma sHa9ajHY
YAOT'Y y KpeHpamy My3H4Ke HCTOPHje KOja Ce U AAHAC CTBapa y KyATYPHUM CpeAHaMa
y Cpbuju, pernony u cprckoj aujaciopu. F3secno jecre aa he oBaj penomen yrunaru
U Ha ApyTe CIieHCKe My3mike ¢popMe U Aa he, AeljeHHjaMa yCAOBAEH M ITOBE3aH Ca
CIIeHCKHM CTBApAAAIITBOM — IIOCEOHO CYEHCKOM HAPOGHOM UIPOM, USHEADHTH U
HOBe CIIeHCKe My3mike popMe Koje he, y cBOjeBpPCHOM CHHKPETHIKOM jeAUHCTBY,
060raTUTH CaBpeMeHy CLIEHCKY YMETHOCT Ha HAIIMM IIPOCTOPHMA.
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THE PROCESS OF SHAPING STAGE FoLk Music
THROUGH THE PRISM OF THE DEVELOPMENT OF FOLK DANCE CHOREOGRAPHY

(SuMMARY)

Folk dance choreography (shortly FDC) is a unique phenomenon of artistic expres-
sion that has dance and music as its primary structural elements. Understanding the
historical processes in the development of FDC in a particular place and time raises
an important question about the history of stage folk music. Considering the fact that
in many countries FDC is connected with the preservation and reconstruction of el-
ements from traditional village settings, as a bearer of national music histories, much
historical data (documents, video and audio recordings) from the 1950s onwards
provide information on the continuous intertwining of different dance and musical
elements that arise from shared cultural substrata.

In the case of Serbia, FDC also has a significant role in music historiography.
As the act of performing and creation, it appeared in the 1930s, in the urban envi-
ronment of old Belgrade with the first creations of Maga Magazinovi¢, a represen-
tative choreographer of the modern dance genre, who used folk melodies for some
of her choreographies. After the Second World War, with the establishment of many
cultural-artistic societies (KUDs) in Belgrade and other towns in Serbia, as well as
the professional ensemble “Kolo” in Belgrade, the attitude towards stage folk music
in FDC has changed. Concerning its usage, performance and orchestration, music
played a crucial role, which was promoted on Radio Belgrade. Nowadays, the music
in FDC shows many differences compared to previous decades. In this article I con-
ceptualise the term stage folk music and discuss its historical development through
the development of FDC in the period specified. The research is based on the avail-
able data, with the reference to the musical analysis of particular, well-known FDC,
which were created by different authors during the period of almost seventy years.
I discuss the significant role that FDC has in creating present music history which
arises in modern cultural environments in Serbia, the Serbian diaspora and the Bal-
kans, influencing the development of other stage music and dance forms.






1

DOI https://doi.org/10.2298/MUZ2233231K
UDC 394.3:793.31(497.11)"19"
394.3:061.2(497.11)

(RE)EXAMINING THE RELATIONSHIP BETWEEN MUSIC
AND DANCE FROM THE PERSPECTIVE OF LEARNING AND
MEMORIZING FOLK DANCE CHOREOGRAPHY

Maja Krasin Mati¢'
Lecturer, Belgrade Dance Institute, Belgrade, Serbia

(TIPE)MCIIUTUBAE OAHOCA MY3UKE H UTPE
U3 MEPCIEKTHBE YYEIbA U IAMBERA
KOPEOTPA®UJE HAPOAHE UTPE

Maja Kpacun Maruh

ITpeaaBay, MucTHTYT 32 yMeTHHUKY HTPY, Beorpaa, Cpbuja

Received: 6 October 2021
Accepted: 15 October 2022
Original scientific paper

ABSTRACT

This article contributes to the study of the relationship between music and dance
through the elaboration of questions such as: how music and dance coexist in the
perception of the performer; whether dance is always inseparable from music or
it becomes independent from it in formal learning conditions; whether music
influences learning and memorising the choreography of the folk dance. Incor-
porating aspects of cognitive research into the study fields of ethnomusicology
and ethnochoreology creates fertile ground for (re)examining previous opinions
about the relationship between music and dance, as well as the need for future
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AIICTPAKT

OBaj pap mpeacTaBsa IPHAOT IIPOYYABAEY OAHOCA My3HKE M HIPe Kpo3
eraboparyjy muTama Kao INTO Cy: KAaKO My3HKA M HMIPa KOEr3HCTHPAjy ¥
HepIeIji u3Bohaua, Aa AN je HIpa yBeK HEOABOJHBA OA My3HKE HAH Y
$OPMAAHMM YCAOBMMA ydera MMa HE3aBHCAH OAHOC, A AM My3HKa yTH4e Ha
yueme u mamheme kopeorpaduje napopne urpe (KHU). Mukopnopupate
acreKara KOTHUTHBHHUX MCTPKHUBabha ¥ 00AACT CTYAMjCKOT IO/ HCTPAXKUBARA
eTHOMY3HKOAOTHje M EeTHOKOPEOAOTHje CTBapa NAOAOHOCHO TA0 3a (Tipe)
HCIIUTHBAMbE AOCAAAIBHX MHUILSEEHA O OAHOCY My3HKe H UI'Pe, Kao U IIoTpedy 3a
OyAyhyuM HHTEPACHIMIAMHAPHUM HCTPAKUBAbIIMA IIpoljeca yuema U mamherma
Kopeorpaduje Kao yMeTHHUKe popMe.

KAYYHE PEYM: meplennuja, ydeme Kopeorpaduje, MeMOpHja HIrpada, KHUHETHKA,
Ancamb6a ,Koao”.

YBOA

HcrpaxkuBame Ha HaCAOBASEHY TeMy MOTHMBMCAHO je AMYHHM M IPOQeCHOHAAHUM
pasaosuma. JKema 3a ncTpaxkupameM Kopeorpadcke HapoAHe ITpaKce HacTaAa je jep
CaM AYTH HU3 FOAMHA O1AQ YAQH OPOjHUX KYATYPHO-YMEeTHHIKUX ApymTaBa y Cpouju
U AMjACIIOpH, IITO je Pe3yATHPAAO HMAEjOM Ad CBOje MCTpaXKMBambe yCMepHM Ka
KOpeorpad)ckoj mpakcu y chepr HApOAHUX HTapa, OAHOCHO, MOAEAY Yerha, Bex0arba,
MeMopHCcama jeAHOT Kopeorpadckor aeaa. C Apyre cTpaHe, TOKOM CBOjUX CTYAHja Ha
Kareppu 3a erHomysukosorujy Ha QaxyaTeTy Mysudke yMmeTHOCTH y Beorpaay, Ha
IIpeAMeTY eTHOKOPEOAOTHja YYHAA CaM Ad jeé My3HKa HEOABOjUB €AeMEHT CPIICKUX
HApOAHMX UTapa.

YmpesxaBajyhu MCKyCTBO CTe4eHO IMPAKCOM M TEOPHjCKMM CAa3HABAHEM TOKOM
CTYAMja, CMaTPaAa CaM Ad je HEOTIXOAHO IIOCTaBUTH HOBA ITUTakha Y BE3H C AUjaAOrOM
My3HKa-TIOKpeT, OAHOCHO Y OBOM CAy4ajy kopeorpadcka HapOAHA MIpa, a Koja ce
OAHOCE Ha y3ajaMHY Be3y My3HuKe i Kopeorpaduje HapoAHe UTpe Ha HUBOY MeMopHje.

Iaec/urpa® u Mysuka aeae OpOjHE 3ajeAHIUKe KApaKTEPUCTHUKe, KOje Ce Hajipe
UITYMTABAjy y aKIeHTY, Tpajamy, MeTpy, TeMIy M PUTMY; OBe KapaKTepUCTHKe
IpeIIo3HaTe Cy jOIl y IIepHOAY aHTHYKe [puke, Kapa Cy A€AMAe UCTH HA3UB, mousike,
Koju je ymryhuBao Ha leBabe, IAeCarbe, CBUparbe Had HHCTPYMEHTHMA M Ha PEIIUTOBakbe

2 3a morpebe 0BOr papd, yCMepPEHOT Ha TEPEHCKU Pa, Ha MCKasde CBOjUX CATOBOPHHKA Y KOjHUMA Ce
KOPHCTH MCK/5ydMBO TEPMHUH U2pa 3a u3Boheme kopeorpaduje HAPOAHKX HIrapa, Moja yrmoTpeba oBUX
tepmuHa 6uhe ABojaxa. Tepmun uipa, uipauu, Hapogua uipa, Kopeoipaduja Hapoghe uzpe, kopuctuhy
KaAa yryhyjem Ha TepeHCKH pap, MCKa3e CarOBOPHHKA, juTaTe AOMahHX ayTOpa KOji KOPUCTe TePMUH
uzpa 3a TIOKPET y3 My3HKY, KaO U 3a TEOPETCKO-IIPAKTUIHO MOAPYYje ¥ KOjeM Ce OCAambaM Ha TePMUH
xopeoipaguja napogne uipe (KHI) ernoxopeoaora Ap Becue Bajuh Crojuskosuh (2019).
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noesyje. 3axBanyjyhu HaBepeHHM 0COOHMHAMA, KOje IIOCMATPAMO KA0 TEMIIOpPAAHE,
IIAEC ¥ My3HKa Cy ce KPO3 HCTOPH]y pasBHjase 3ajeAHO U y3ajamHo. Mmak, mojeanHn
npuMepu y (TPaAULIMOHAAHMM) MAECHUM IHPAKCaMa AAjy YBHA ¥ TO Aa TIAEC MOKe
ersucTUpary 1 6e3 Mys3nuke KOMIIOHEHTe, Kao IITO Ceé TO OABHjaAO modeToM 20.
BeKa y IIPaBLy MOAEGPHOT IIA€CA U TAAAIIBHX Kopeorpada H I1eparora MOAEPHOT
naeca (Pyaoad don Aaban /Rudolf von Laban/, Aopuc Xamdppu /Doris Hum-
phrey/, Mepu Burman /Mary Wigman/ u ap.). tbuxosa Tenaennuja 6uaa je pa maec
Ka0 YMETHOCT OCAOGOAE TEXHHUKe KAACHYHOT TAeca (6aseTa), aAu M NOTIMHEHOCTH
mysunu. Mehytum, anaausupajyhu passoj naeca op Micupope Aankan (Angela Isado-
ra Duncan) poo Mapka Mopuca (Mark Morris), mojeAHH# ayTOPH OCTajy Py OIIIITO]
TBPAH AQ Ce TIAeC Hajuemrhe H3BOAHM Y3 MY3HKY, 4aK AQ Ce IIPUAUKOM OAabHpa 3a
Kopeorpadujy oapeheHor maecHor mpasiia HajBUIIe aXie HocBehyje cTpyKTypH,
$opwmu u kBauTery Mysuuke kommonente (Carroll and Moore 2008, 414).

Y 0AHOCY Ha TPAAMIIMOHAAHY IIAGCHY IIPAKCY YBPEXEHO je MHILbere Ad ce
My3HKa 32 IIAeC MOXKe M3BOAUTH CaMOCTAAHO, 0e3 IAecama, AOK je caM Iporec
TAecama ¥ AMPEeKTHOM, M TO 3aBHCHOM opHocy ¢ mysukoM (Giurchescu and Torp
1995, 143), umMe ce HaraamaBa CXBaTame AQ je TPaAMIMOHAAHU CTBAPAAAYKH
IPHUHIMI YBEK AABAO HMPEAHOCT BPeMEHCKOj pOpMHU Hap IMPOCTOPHOM. Y OBAaKBHM
U CAUYHHM TeOpHjaMa, II0jeAMHH ayTOPH MCTHYY Ad Ce He MUCAH IIPBEHCTBEHO Ha
MEeAOAH)jCKY KOMITOHEHTY, Beh Ha KOpeCIIOHAEHIINjy Y PATMITIKIM IIeMaMa My3HKe
naeca (Mcro). Hajsap, y mojeAMHIM KyATypama MA€C HCKa3yje CBOjy AUPEKTHY Be3y
C My3HKOM TaKO IITO OCAMKABA reoMeTpHjcke QUIype, OAHOCHO My3HuKe obpacie
(Vatsyayan 1963, 33), nau je mpomeHa y My3HUKUM CeKBeHI|ama BoleHa poMeHOM
durypa y maecy (Barreto and Ordéfiez Flores 2008, 20) u candHo.

C ob3upoM Ha TO A2 je My3HKa OA HECYMHIbHBOI 3HA4aja y H3BODemy
TPaAMLIMOHAAHOT TIAECA, 2 CAMUM TUM U Kopeorpaduje (koja Moxe IpeACTaBAATH U
TPaAMLIMOHAAHY TIPAKCy Ha CLieHH), Y OBOM paay hy MOKymIaTH A2 IpUKaKeM jeAaH
APYTa4HjH U CaBpeMeHHjH IIOTAeA Ha 3HAYaj My3HKe Y3 IAec, pokycupajyhu ce Ha
MUTake Ha KOjU HAYHH je My3HKa 3HaYajHa 32 yuerbe KOMIIOHOBAHHX/KOpPeorpadCKux
o6paszana noxkpera/Kopaka’® u 3a BUxoBo amheme. Y 06AacTnMa KOTHUTUBHE HayKe
U HeypOHayKe Koje Y IIOCAeAbe ABe AelleHHje UCLIPTaBajy HOBU ITyT HCTPAXKUBAA Y
TEeOPHUjUIIAECa, IUTAFA KAO ITO CY KAKO Ce YU, BeXXOa H TAMTH IIAEC, CBe CY AKTyeAHM]ja
(Betteridge, Stevens and Bailes 2014; Palmer and Krumhansl, 1990; u ap.). Byayhu
AQ CAMIYHA [IMTama AO CaAd HHCY OHAa TeMesHHje obpahuBaHa y obaacTiMa cpricke
€THOKOPEOAOTHje, eTHOMY3HUKOAOTHje, IIa HH AHTPOIIOAOTHje IAeca,’ Ium OBOT
PaAa je Aa yKaxke Ha MOMEHYTY IPOOAEMATHKY ¥ KOHTEKCTY IIPOIleca CaBAAAABAIbA
- y4ema, a IOTOM U yBexxbaBama kopeorpadcke HaposHe urpe. sbop ympaso ose

3 CuHrarma ,KOMIIOHOBaHH 06pas3all IIOKpeTa/Kopaka” MMEeHOBaHa je U AepHHICaHa y MOHOrpaduju
Becne Bajuh Crojuskosuh (2019, 179) ka0 kopeorpadcko-KOMIOZHIMOHA LIEANHA KOja Ce OCTBapyje
KpO3 T3B. MOTUBCKH paa 1 Hajuemhe kpos ueTBoporakrHe (pele ocmorakTHe) dpase, koje Cy noayaapHe
¢ MysuukM ¢pasama, a Kapakrepuure ux Beha MOTHBCKAa PasHOBPCHOCT M CAOXEHOCT Y OAHOCY Ha
obpacrje Kopaka 3abeAesKeHe y Ce0CKOj PAKCH.

4 Kao mMOHMPCKM pe3yATaT HCTPAXHBaKka OBe BPCTE HA IIOAY HAIIMOHAAHE eTHOMY3HKOAOTHje —
IIpOydYaBarma MEMOPHCaa Y IycAapcKoj mpakcy, B. Laji¢ Mihajlovi¢ 2012.
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TeMe jecTe Y YHIeHHUII AQ KOpeorpaduja HApOAHe UIpe Kao peHOMeH objeputsyje, ¢
jeAHE CTpaHe, METOAOAOTH]y y4ema Ipeysery (AeAOM) U3 Kopeorpaduje yMeTHUUKe
UTpe 1, C APyTe CTPaHe, UTPaYKy MOTHBALIM)Y X pOpMe M3 TPAAMITHOHAAHHX ITAECOBA.

Y LeHTpuMa IIMPOM CBeTa KOjU Cy OKPEeHYTH KOTHUTHBHHM HMCTPAKUBABHMa
YMeTHHYKe Urpe pOopMHUpao ce HayYHH KPYT KOjU yuele yMeTHHYKe UIpe C TeOPHjcKe
U MIPAKTHYHE CTPaHe He IIOCMATPa CaMO Kao OApa3 UBHUKe CIOCOOHOCTU Mrpaya,
Beh 1 ka0 MHUPOKO MOAPYYje KOTHUTUBHUX BELITHHA KOje Ce OAHOCE Ha KOHTPOAY
TeAa y QU3MYKMM CpeAMHaMa. Y OBOM HaydHOM HOAPYYjy (Kpos cybaucHumAmHe
Kao WTo cy /eHra./ neurocognition of dance, cognition of dance) goxyc npoydasama
je Ha OAHOCY My3HKe U yMeTHHUKe urpe. Boaehu ayropu y oBoj obaactu cy Kerpun
Crusenc (Catherine Stevens), Tomac IIlak (Thomas Schack), Emuau Kpoc (Emily
Cross), Llyaut Aun Xana (Judith Lynn Hanna) u opyru. Aocaaamima ucTpaxusama
pesyATHpaAa cy 6pojHHM MOHOTrpadujaMa, HAYIHUM CTYAHjaMa, OTBaparbeM IjeHTapa
IIMPOM CBeTa KOju ce 6aBe 0BOM obaarhy, aAn A0 Capa jOII YBeK HICY OOjeArbeHa y
OKBHPY 3BAHUYHO IIPETIO3HaTe I eTAOAMpPaHe AMCIJUIIAMHE, KA0 ITO Cy KOTHUTHBHA
AHTPOIIOAOTHja MAY KOTHUTHBHA IICHXOAOTH]a.

Xpabpu HCKOpPAK y TOM CMHCAY YMHU KpajeM XX Bexa Mahapcku eTHOKOpeoAor
Janom ®yrean (Janos Fiigedi), xoju ce 6aBu yTuiajeM KOTHUTHBHHX $aKTopa Ha
HOKpeT, IITO My IIOMaXke AQ aHAAU3Y AYACKOT IIOKpeTa OAIDKe objacHH y3 momoh
IAeCHOT IIMCMa — AabaHoTanuje. Pyrean ce y 06pasaoiKersy OBe3HBatba KOTHUTHBHE
IICHXOAOTHje 1 eTHOKOPEOAOTHje II03KBa Ha CTaBOBe IIMOHKPA aMepuuke prao3opuje
u ncuxonoruje Buanjama Llejmca (William James) y Besu ¢ yuemeM mokpera, Te
y3MMa KO PEeAeBAaHTHO HEeroBO MHIIMEHE Ad ,Kapd Ce CeKBeHIje IIOKpeTa yde y
no4eTHOj $pasy, TO je NcKmydnBo KorHutusHY yrunaj” (Fiigedi 1999).

Mertope u TexHHUKe KOje Cy Orae kopuutheHe y OBOM HCTPaXXUBAY jecy caepehe:
OIICepBaIfHja Y PeaAHOM ITPOLIeCY PaAd AaHCAMOAA, OAHOCHO Y4eCHUYKO-IIOCMATPAYKa
MeTOAQ KOja je MOCe6HO KOPHCHA Kao AOITYHA CTAaHAAPAHHX Ipoleaypa (MHTepBjya,
TECTOBa), ¥ TO y $OPMAAMZOBAHMM YCAOBUMA; HHAMBHAYAAHH [IOAYCTPYKTYpPHUCAHH
MHTEPBjY; aHAAM3a IICHXOAOIIKHX U KOPeorpadCKUX acIieKara MCKa3a KOA YIeCHHUKA,
Te IHIXOBO KOPEAATHBHO Pa3MaTpame; aHAAM3a KOHTEKCTA, OAHOCHO IIPaKce yJera
U OKOAHOCTH y KOjUMa Ce y4eCHUIIH Harase; mopelerma Bepbasmsarija cxpaTama U
pasyMeBarma KOHIIEITa MEMOPHje, OAHOCHO mamherba Kop HCIIUTAHNKA, C TEOPUjCKUM
YIOPHIITHMA.

Hasasu xoju he OuTu usHeTH y OBOM paAy 3acHHMBAjy Ce Ha TEPEHCKOM
HCTPaKHMBAlky KOje CaM yCMepHAa Ha IIpolleC $OPMAAHOT yuyewa Kopeorpaduje
napoate urpe (y pamem rtexcry: KHHM) op crpaHe mpodecHOHaAHOT MIpaukor
aHcamb6Aa — y IuTamy je AHCaM6A HapoaHuX urapa i recama ,Koao” (y Aamem Tekcry:
Ancam6a ,Koao”), y meropum nmpocropujama 3a sesxbame, y Beorpaay. Peu je, paxae,
o0 aHaAmnsu HauuHa yuera KHM op crpane aHcamM6aa, y $OpPMaAM30BaHUM YCAOBUMA,
Y HAMEHCKHMM IIPOCTOPHjaMa y KOjHMa ce IPOIjecC yuerha OABHja KAo IpOodeCHOHAAHU
3aparak. McrpaxuBame je METOAOAONIKM KOHIMITMPAHO TaKo A2 $oKyc Oyae Ha
3Ha4ajy MysHKe y npouecy ydema (Hose) KHU, aan u Ha meHOj yA03U y mporiecy
namhema xopeorpadckor aeaa. Y IHsy HCTPAKHBama 00aBAEHU CY MHTEPBjyH C
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npaxkrudapuMa y AucambAy,® mTO je 00e36eAHAO AparoljeHe IOAATKE O HHXOBOM
HermoCPeAHOM MCKYCTBY y Be3H Ca 3aAaTOM TeMOM. 3HayajHO je TO IITO Ce aHaAHM3a
nporieca yuerma u Bexxbara KHI nmoxasasa kao cBojeBpcHa ,lIpoBepa” TEOPHjCKHX
YIOPHIITA U3 Pa3AMYUTHX HAyYHUX 0OAACTH Koje ce OaBe pasaMa yuera i BexxOama
naeca (HIIp. TeOpHja U METOAUKA TIAECA).

AOAATHM apTyMeHT KOjH OHX HCKOPHCTHAA KA0 HHTepeCOoBakbe 32 OBY TeMy jecTe
YHIbEHHUI]A AQ je METOAOAOTHja pasa y AucambAy ,Koao” moaea 3a yueme KHU y
KYATYPHO-YMeTHHYKUM APymTBUMA y Beorpaay, Cpbuju, a BpAO 4eCTO U y CPIICKO]
AMjacIiopH, IpeKo IpoPpeCHOHAAHUX UTPada, KOjH 3ay3UMajy IO3UITHje IIeAAroTa; Taj
BuA yuera KHH paHacje y ApymTBHMa CBe BUIIE IPUCYTaH jOII U YCAEA KOHCTAHTHOT
[OPACTA BHXOBOT 6P0ja, AU 1 BUASHBHjE CLIeHCKe, HHCTHTYLHOHAAN30BaHe [IPaKce
npesenToBara KHI y opHOCY Ha TpaAMIIMOHAAHY AP THLIMIIATHBHY IPAKCY.

YAOTA MY3UKE Y IIPOITECY YYEHKA
KOPEOTPA®CKOTI OBPACITA ITOKPETA

ITop yuemeM, yommTeHo rosopehmu, moppasymeBa ce KOTHMTHBHH IIPOLjeC
ImyTeM KOjera ce CTHYy 3HAmba, BEIITHHE, HABHKEe, OAHOCHO pasdHa MCKyCTBA
BO)KHA 3a IpuAarohasame u orcraHak. Kpos ucropujy, ucTpakupama y obaacTu
AHAAKTHKE, IIEAATOIIKe AMCIIUIIANHE KOja ce 6aBH IPOOAEMOM HACTaBe y HajuInpeM
CMUCAY, BeAMKA IaXkia ce mocBehmBasa mpobaemaTunu oOydaBama, MeTOAAMA H
IPHUHIMIMMA OA KOJUX 61 Tpebaao mohu U Kojux ce Tpeda IPUAPIKABATH y OHAO KOM
nporecy, oAHOcHO dasu obyuasama (Anocrososuh 2012). To je u pasaor Beaukor
6poja TeopHja U IOCTABKH KOJHMA Ce KEAEAO IIOCTABUTH YHHBEP3AAHO [IPABHAO HAH
ylleMa’, TIo K0joj 61 ce mpoIriec 06ydaBarmba OABH)A0 0A CBOT IOYETKA AO KPaja, aAH Cy
cBY Hariopu octasu 6e3 Behux pesyarara (Joruh 2009, 157).

MBHor# ayTOpU Koju ce 6aBe METOAOAOTHjOM yuerha [IAeCa IIPHAA3e 0OUMHO U jacHO
y LIy objanimerba Kako HayunTu naec. BehuHa nspama kojy nMamo y BHAY ycMepeHa
je Ha cTOIaAa M KOpaKe M TeXH Ce IOCTABIIY IITA je MCIIPABHO A IITa OIPENIHo y
MeTOAOAOTHjU yuema maeca (B. mmp. Nilsson 1991, 282). ¥V erHOKOpeoromKum
HAy4YHUM jeAHHHIIaMa, TocBehennm npobaematunu yuewa KHU yxasyje ce Ha TO
AQ ydeme U Iepllellljyja TaKBOI MACA IPEACTaBAAjy CeT 3HAa, OAHOCHO MIPAYKO
3Habe, a Taj Ce CeT AOBOAU Y TAPAAEAHy Be3y C [IAeCHUM PeYHUKOM M jeaukom (Mel-
lish 2013), a on ce cTude c roanHama uckyctsa. Takobe, BaxHy yaory y yuewy KHU
HMa U eKCIIepTH3a U3BOohaua, Tj. HIPauKo 3Hambe KOje Ce aKyMyAUpPA TOKOM ydera, a
THMe U CTeYeHO HCKYCTBO, AU F MEHTAaAHA IIpeACTaBa oppeheHor urpaukor obpaciia
3HaYajHOT y TpeHyTKy yuema ucror (Figedi 1999; Felfoldi 2002), xao n nosHasame
U IIperIo3HaBambe CTPYKType AATOT obpacria.

S Hcrpaxusame je CHPOBEAEHO y IEPHOAY OA MapTa Ao jyaa 2018. ropune.
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Yaewe u yBexbaBame urpaukor obpacua® y kopeorpaduju HaposHe HIpe
y TIPETXOAHO ONHMCaHMM ycaoBuMa (6all Kao M NMPUAMKOM ycBajama obpacua y
Kopeorpaduji HeKOI APYTOT IAECHOT XaHpa) 3axTeBa KOHLJEHTpPALHjy Mrpada Ha
IpeIM3HO O3UI[MOHUPabe TeAd, KOOpPAUHAIH)y, ocehaj3akopeorpadcko dppasupare
M IIOKPeT, LIITO 3aXTeBa i pU3UIKY U KOTHUTUBHY Harop. Hajnperusuuje objammerse
yuema U BeXOarba TPAAUIIOHAAHOT [TA€CA [TOCTABHO je AABHO MAECHU TeopeTHdap
Emua Per (Emil Rath) koju je onmTy MeTop0AOTHjy y4era TPaAUIIMOHAAHOT MAeCa
M3Be0 Ha OCHOBY IIpOyYaBaka y4ermha TPAAUITMOHAAHOT 1aeca doike. CBOjy HacTaBHY
TexHUKY PeT objaiimaBa BpAO A€TASHO U IIPEAAKE AQ Ce CBe TIAeCHE BellTHHE ydue
y Tpu erame: 1) objaimbeme U AeMOHCTpanHja, 2) MOKYIIj U HCHOMABARbE U 3)
Bex6ame (Rath, 1943 [1939], 13-14). OBe eTane Aane ce MOy KaTeTOPH30BATH Y
TPU TEXHUKE yUeba: 8U3yeind ipeqgciiasa, umutiayuja v peietiuyuja (Joumh 2009).

Dopmuparee susyee iipegciliase jecTe IPBa eTAIA y HPOLieCy yUerba IAeca, y KOjoj
Ce IIOCMATpa AEMOHCTPHpare KOMIIOHOBAHOT 00paciia ITOKPeTa, a Y3 TO Ce YCBajajy
BepbasHe mHpOpMaIHje O mAecy/KOpeorpaduju: IIOAALM O HErOBOM HA3MBY, O
IpynH KMHETHYKUX eAeMeHaTa YKOAMKO Cy IPYNMCAaHH y MOTHBE HAU Ppase, Kao U
HeKHU IIPOCTOPHO-BpeMeHCKHU Mopany. Ha Taj HauuH cTHde ce MpoIleAypaAHO 3Hambe
(3Hame 0 mpoueAypy, IPaBHAMMA KOja je TOTPeOHO MCIOITOBATH Ad 61 Ce AOIIAO
AO KeAEHOT HCXOAQ) UM AEKAAPATHBHO 3Hame (UMIeHMYHO 3HAbE O MOjMOBUMA
u uHpOpMaLHje pasauuuTe BPCTE), Koje obesbehyje pame dysame undpopmaruja
y Ayropounoj memopuju (Koctuh 2014). Koanko he 6pso mrpas ¢popmuparu
CBOjy MEHTaAHY IIPEACTaBY IIOKA3aHOI UIPAYKOr OOpaclja 3aBHCH OA HABEACHHX
BEIITHHA caMmor u3Bohaua. 3HayajHy YAOI'Y y KpeHpamy MeHTAAHHX IPeACTaBa
IPUAMKOM Y4ema KHHeTHYKe AMMEeHsHje Y IAecy U Kopeorpaduju HapopHe urpe
HMa CIocoOHOCT u3Bohaua Aa rpymuine nHPOpMAIHje Y LeARHY KOja IPeACTaBAra
XMjepapXHjCKU IIOPeAAK/IPOLIeC M Y OBOM KOHTEKCTY OAHOCH Ce Ha IIO3HaBarbe
CTPYKType TPaAULHMOHAAHKX IAecoBa.’” HakoH ITO ce M3rpapM CBECT O LIEAMHH Y
usBohauesoM yMmy, on he aako mohu A2 Memopuine u pasyme aeao (Mapujan 2011,
98)," a motom u Aa y 6yayhem paay myTeM aHaAOTHe IIPEACTaBe OAAKIIA KpeHparbe

6 U rpauxu obpasar je mpema cecrpama /oy6umnm 1 AaHunu JaHKoOBHh CTPYKTypaAHa IleAMHA KOja
CAAPKH OCHOBHE KOpaKe HApOAHE UIPe U TAABHe IPaBlie KpeTama y HajKpymHUjuM noTesuma ( Jankosrh
1934, 10). Tlpeyser oa cecrapa Jarkosuh, nojam uipasxu obpacyu y ernoxopeororuju y Cpbuju 6uo
je mupe ymorpe6masan (mpema Bacuh 1997, 266), a Ta je cuHTarMa y HOBUjeM HayIHOM AUCKYPCY
MoAUHKOBaHA y TepMHH o6pacyu flokpetiia/xopaxa (mpema Rakocevi¢ 2011, 37).

7 HauuH Ha KOjU AYACKH MO3AK CTBApa IepIieNTUBHE IPyIie MOCAeAHUIIa je 6pojuux dakropa. Hexn
dakropu rpymucama oppehenn cy ocobmnama caMux IIpepMeTa — BUXOB 00AMK, 60ja, CHMETPUIHOCT,
KOHTPACT M IPUHIUIN KOjH Ce THIy KOHTHHYHTETA HHMXOBMX AMHHja M HMBHI. Apyru ¢axropu
IPyIHCaba y LIeAMHy Cy IICHXOAOWIKH, Tj. IOTHYy 13 Hamer yma (Levitin 2011, 93).

8 Maja Mapujas H3HOCH Pe3yATaTe MCTPAKMBAMKA KOTHUTUBHO-IICHXOMOTOPHOT MOAEAA Y HACTABH
KAaBupa: ,youaBajyhu u ymopebyjyhu eaemenre aeaa mebyco6mo, msBohau he wmsrpapuru jacmy
IIPEACTaBY O LIeAMHHU AeAd y CBOM MeHTaAHOM mpocropy” (Mapmjan 2011, 98). Mnak, myT Ao uaeje
IleAMHe HHje IPABOAMHH)CKH, Beh je moTpe6HO MMaTH CBeCT O CBUM eAeMEHTHMA M IapaMeTpHUMa
IleAMHe M IPYIHCATH UX y 3acebHe cTpykType. Tako, Ha IpHMep, Pap CaMO HA TEXHUYKOM aCIEKTy
Aeaa obpasosahe jeAHy cTpyKTYpY Koja he cappskaTi camo eaeMeHTe U [OjMOBe Be3aHe 3a Taj ACIEKT.
VA, ykasuBameM CaMO HAa eCKIPECHBHH aCIIeKT AeAd, buhe opopMmeHa CTPYKTypa eKCIpeCHBHUX
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MeHTaAHe ITPEACTaBe KHHeTHIKe AMEH3H]je ITAeCa, IITO Ce Hapabe MOXKe TPeTHPATH
Ka0 eKcIepTH3a usBohaua.

Hmuitiayuja ce xao Apyra IO peay TeXHHKA y IPOILieCy ydera Iaeca Hajuemrhe
cpehe y popmarnom 06AuKy yuema, koju ce peaausyje y caau (Mellish 2013). Mnax,
CBeCHH Ca3Hamha AA Ce KPO3 AYTH IIEPHOA HCTOPH]je YyBaha TPAAULMOHAAHHX ITAECHUX
KYATYpa, KaO M TPAAUI[IOHAAHE My3UuKe OAITHHE U IIpeHOIIehe My3HIKUX 3HAba
U BEIITHHA, BPIIMAO UCKAYINBO YCMEHUM ITyTeM — ,,C KOACHA Ha KOAEHO OAHOCHO
— MMUTALINjOM, CBECHH CMO A2 je HMHUTAIHja TEXHIKA Y4erha Koja ce oOpasyje mpeMa
omaskamy/oncepBanuju Tyher noHamarma, oAHOCHO Tora mTa Apyru pase (Cross
2010, 185).° To MOXe NOAPasyMeBaTH y4Yele IO MOAEAY, Tj. MOAPAXKaBarbe HAH
HOHaBrame Tyher moHamama, U HAeHTUHKAIHjy, moucToBehuBame ¢ ocobuHAMa
u(au) c yHyTpammum crameM ocobe koja je ysop (Kosti¢ 2001; Downey 200S;
Jouuh 2009; Hanna 2015; Vukadinovi¢ 2019). V cdepu yuema kopeorpaduje
HAPOAHUX Hrapa, TaKBO Ce yuere OOHYHO OCTBapyje KpPO3 YAOIY PYKOBOAHOIIA
urpada / yMeTHHMYKOT PYKOBOAHOLa / Kopeorpada KOjH MOAyd4aBa aHCAMOA H
Hap3Upe KBaAuTeT m3Bohema kopeorpaduje.'” ITopes OBUX AMYHOCTH, YyrAABHOM
QUBMIKY OUITMOHUPAHKX HCIIPeA aHCaMOAQ, 0cobe MOTOAHE 3a UMHUTALIH]Y, TIpeMa
HCKa3HMa MOjUX caroBopHuKka y Aucambay ,Koao”, jecy u oHe Koje Cy y KOAEKTUBY
CMaTpaHe AOOPUM UIpavrMa, mma cy TuMme y3op Maahum yaanosuma. Kpurepujym 3a
OAAYUMBalbe KO je A0Dap Urpad BapHpa 0p 0cobe A0 0cobe 1 3aBHCH 0 PABAUYUTUX
¢akropa.

Caepeha TexHuKa Koja ce IpuMemsyje y IPOLeCy yuema [Aeca jecTe penemuyuja.
Omna noppasymeBa IoHaBsake CBAKOT TIOKPeTa M CeKBeHIle MOKpeTa OHOAMKO ITyTa
KOAHKO je OTpe6HO Aa (y nAeaAHOj BapHjaHTH) OCTaHy Ae0 U3BOhadeBe HecBecHe
memopuje (Mellish 2013, 135), oAHOCHO Kapa Urpad BHIIe He pa3MHILba O TIOKPETY.
Ped je o aytiomaitiuayuju KOMIIOHEHTH MOTOpHE BelTHHe. To 3Ha4u A2 BpeMeHOM
KOHTPOAA IIOKPETA, y3 aHI)KOBabhe YyAd BHAA U APYTHX eKCTepOpelienTopa, HoCcTaje
roToBO HemoTpebHA. ¥ 0BOj $pasu 0p BEAMKOT 3HAuaja je CAMOKOHTPOAa H3Bohaua,
jep, mpemMa MUIILveRy coBjeTckor Heypodusnosora Hukoaaja Bepumrajua (Nicho-
lai Bernstein), moxper Huxaa Huje upaeasHo perpoaykosan (Bernstein 1996, 176).
CXOAHO TOMe, peleTHIHja je HEOMXOAHA A OM Ce CTeKAO peAeBaHTHO HUCKYCTBO Yy
cBUM MoOryhuMm M3MeHaMa 3aAaTKa, IPBEHCTBEHO y CBUM 3AMUCAMMA KOje A€Xe Y
CEH30pHOM KOPHIOBamy IOKpETa; y CYINpPOTHOM, IOCTYMaK peneTHIIHje MOoCTaje

mapameTapa aeAd. Aakae, reHepHCame CTPYKType IIeAHHe CAOXKEH je IPOIieC yAPYKUBAba CTPYKTypa
CBHX ITapaMeTapa rnaeca/komnosunuje (mpema: Mapujan 2012, 135).

9 Mepaun Aonaap (Merlin Donald), xaHapcku mcuxoaor, nosusajyhu ce Ha ocHOBHa Haveaa
ApHCTOTEAOBHX TBPAIH AQ SYACKY BPCTY O HIDKHX 6uha M3ABaja yIpaBo yuerme [0 MOAeAY UMUTALIHje,
CMarpa A2 je UMHTALIH]a jeAHO OA HajOCHOBHHjUX MOKasarema syacke unTeanrennuje (Donald 1991).
10 ¥V mpakck aMaTepCKUX KyATYPHO-YMeTHHUKHX ApymrraBa y CpOuju u aujacropw, decto ce med
(urpauxor) ancambaa n(AM) yMETHHUKH pyKOBOAMAQL} IOABOAE IIOA UMe ,Kopeorpad’, Hako OBaj
TEPMHH y CYIITHHH MMa IIOTIIYHO APYTO 3Hademe. A0 OBaKBe TePMUHOAOIIKE IPEIIKe AOLIAO je 36or
33AATAKA PABAMYKTE MPHPOAE KOje jeAHa 0coba MOpa Ad CIIPOBEAe Y aHCAMOAY, Op TOTa A ,yUrpaBa’
aHCcaMbA, OAAYUYyje O YMETHHYKOM IIPOTpaMy M pellepToapy, MAu ,mopemasa’ Beh mocrojehy KHU
HACIIPAM TeXHUYKHX CIIOCOOHOCTH AATOT M3BODHAUKOr aHCaMObAQ.
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3amapajyhu 3a urpada, KOHTPAIPOAYKTHBAH 33 yuele U MOYMEbe Ce MOHABAATH
MeXaHHYKH.

MV3UKA V ITPOLIECY VUYEHA KHU: YYEWRE ,HA BPOJAKLE” U
»
,Y3 MY3UYKY IIPATHY /,HA MY3UKY~

Hcrpaxuame yaera HoBe KHU peaansosano y Ancamb6ay ,Koao”, moxasaao je
Aa momeHnyTa Teoprja EmMuaa Pera o mocTymHOM yuelsy 1aeca HAAa3U CBOjy IPUMEHY
y TIpakcu OoBOT aHcambAa, OAHOCHO, A2 CBe HaBeAeHe TeXHHKe ydema (BU3yeaHa
IIpeACTaBa, IMUTALUja 1 PereTHIINja) NMajy CBOjy allAMKATUBHY BPEAHOCT y CaAH 32
BexxOame. Y HapeAHOM CerMeHTY paAa okyrahy Aa 06jacHHM Kako ce OHe OCTBAPYjY
Y CaA€jCTBY C My3HKOM U KOAHMKO je My3HMKAa y HABEACHUM TeXHHMKaMa 3HadajHa M
IPHCYTHA.

3ajeAHMYKO HABEACHHUM TEXHHKAMA jecTe TO IITO ce OHe Y GOPMAAHHIM YCAOBHMA
yuema Kpenpanux obpasana nokpera 3a KHU (3acHOBaHUX Ha TPaAMLIMOHAAHHM
Wrpama) CIIpOBOAE Y BUAY ABEjy METOAR, KOje ce CIPOBOAe Ha ABa HAYMHA KOju 61 ce
MOTAH OAPEAUTH K20 ,Ha Opojamse” — Koja [IoApasyMeBa H3Bol)ere Hrpadkux oOpasara
kpenpannx 3a KHI Ha MeTpO-pUTMUUKY IIOAAOTY — U ,,y3 My3HUKY IPATHy  — IITO Ce
OAHOCH Ha yBol)erbe HHTOHAIIMOHE KOMIIOHEHTE, KOja AOHOCH HOBH HUBO ACOPHPalbha,
OAH. ycMepaBama Iaecada/urpada.’’ Koja he ce op oBux Meropa ydema urpauxor
obpacIia CIIpOBECTH 3aBHCH IIpe CBera oA 0cobe Koja MOKasyje IOKpeTe M Koja yuu
aHcaMOA, Kao U 0p Kopeorpada, i OA BUXOBUX OIIPeAe/SEeHha: AA A yUeHhe UIPAuKUX
obpasaria caBAaAABajy HA OCHOBY PUTMHUUKe CTPYKType obpacua — Tj. Aa AM Opoje
HOKpeTe, MAM UTPAvky 00pasal] MOKa3yjy y3 My3HUKY IIpaTiy, C BepOaAH30BAHUM
6pojamem mokpera. Takohe, kojoj he ce MeTOAM IPUKAOHHUTH yuUHTeSU 3ABUCH H OA
CTPYKType aHCcaMbAa 1 BUXOBHX H3rpal)eHnX IpaBHAa B HAaBHKA y3 MOMOh Kojux ce
IPHAA3H yUely HOBOT KOpeorpadcKOr MaTepujaAa.

IlpeMa OCHOBHMM eTHOKOPDEOAONIKHM TeHAeLMjaMa K AepUHHIHjaMa Y
CPIICKOj TPAAMIIMOHAAHOj IIPAKCH, peaAn3OBaibe HIPAuKux obpasarja OAHOCH ce
IIPBEHCTBEHO HA KMHETHUKO AeAOBame AOomer Kopmyca Teaa (Pakouweswh 2011,
Bajuh Crojuskosuh 2019), ma ce meTopa Ha 6pojarbe y CYIITMHH OAPaXaBa Kao
oxycuparme Ha CTPYKTYPaAHO PUTMHYKO pasAarame Urpadkor obpacra. OBa MeTopa
IIMPOKO je PaCIpOCTparbeHa U BeoOMa IPHUCYTHA U Y APYTUM IIPABIIUMA YMETHHUKe
urpe (KracudHa Wrpa, capemeHa urpa). IIpema IoOjeAMHMM TeOopeTHYapuMa U3
KOTHUTHBHHUX HAayKa, PUTMUYKO padbpajarbe Kao METOAQ yueba IAeca, 6e3 003upa Ha
TO A2 AH Ce OHA OCTBapyje CaMO KPO3 PUTMHYKY IIyACAILIHjy UIPAYKOT 0Opaciia HAK
Y3 PUTMUUKY IIOAAOTY KOja AOAA3H OA MY3HUKe IIPaTHbe, IPEACTaBoa BEOMA YCIIeIIHY
aaarky y mpouecy y4ema naeca (Large and Jones 1999; Leman 2008; Bolger, Coull
and Schon 2014).

11 TlomenyTe MeTope 3a Capa HHCY HMaAe CBOje TEOPHjCKO ymopumTe y Aomahoj Hayumoj
€THOKOPEOAOIIKO] i €THOMY3HKOAOINIKOj AUTEPATyPH; OHe Cy U3BeAeHE M3 IPAKCe M M3 MOje aHaAHM3e
CUTYallHje U OKOAHOCTH Ha KOje Cy YKa3UBaAU MOjU CarOBOPHHMITH.
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Ha ocHOBy cBOr AyrOroAMIIIer HCKYCTBA KAO YAAQHA PASAHUHUTHX KYATYPHO-
-yMeTHHUYKUX ApymTaBa y DBeorpapy, Cpbuju um Amjacmopd, aAM ¥ Ha OCHOBY
CONCTBEHHX TEPeHCKUX HCTPAXKHBAKBA y HPOPECHOHAAHOM aHCAMOAy, MOIy
IOCBEAOYUTH TOME A y IIPBOj U APYTOj eTamy ydema (BU3yeAHa HpeACTaBa U
MMUTALja), YAAHOBHU aHCaMbAa 6e3 063Mpa Ha y3pacT, aAu U ocoba Koja MoKasyje
HOB KOpeorpadpCKu MaTepHjas, YIOTpebmaBajy TeXHUKY Ha Opojarse, IHjuM Ce
HA3MBOM CAy>Ke M YMETHHUUYKU PYKOBOAHOLIM M MEAATO3H Y KYATYPHO-YMETHUIKUM
APYUITBEMA U IpOdecnoHaAHOM aHCaMOAy. MImak, pUTMUUKH ACIIeKT HHje CaMO IyKU
BHA CHHXPOHH3alHje y u3Bol)ery KopeorpadcKux AeAd, HUTH OCHOBHA KOMIIOHEHTa
3a ynopehusame naeca u mysuke (MaKo je To jeAHa OA HETOBUX BaXKHHjUX YAOTa).
ITopea HayYHHX U CTPYYHUX CTABOBA AQ je TPAAUIIMOHAAHA HapoAHa urpa y Cpouju
HeopBojuBa op Mysuke (Rakocevi¢ 2011; Bajuh Crojuskosuh 2019; Aonuh 2018),
ma camMuM TuM, ucto Tako, 1 KHU, sHauajHa 3ajeAHHYKA KOMITIOHEHTA Koja OArDKe
objammaBa 0AHOC My3HKe U (CLieHCKe) HAPOAHE UT'pPe je yIpaBo puram. Putam, Kao
Hocehu MysuuKy mapaMeTap, IMa BeOMa 3HAYajHY YAOT'Y IPUAUKOM yuerba, BexKOara U
namhera KHI 1 komnonoBaHor o6paciia noxpera. OH ce He MOpa CBECHO OIIAXATH,
Beh meroBa peryaaproct noxpehe yckaahuame koMImoHOBaHOT 0b6paciia Hokpera y
CBECTH MTpava C PUTMOM My3HUKe ITpaTie. 3Hayaj Be3UBatba HAPOAHE UIPe 33 PUTAM
IPHAMKOM y4era OAH3aK je M TPaAMIHjaMa y OAUCKOM reorpadCKoM OKpYXKemy, ¥
KOjHMa je BOXKHO AQ Ce TPAAMIIMOHAAHA HTPa Koja ce OOAHKYyje 3a IIPHKA3UBambe Ha
creHH pOpMHpa IIPeMa PHTMY U A2 ce H3BOAU puTMudky yjearauero (Mellish 2013,
127).

Jomr jeana, Mmorao 61 ce pehu, mpepHOCT yuerma KOMIIOHOBAHOT 00OpacIia OKpeTa
Ha bpojarse jecTe y TOMe IITO IIOTLPTABAbEe PUTMA TOKOM ydeka HIPaukux obpasara
obesbelyyje cHa)XHO TOXpamHBame Y MEMOPHjH KOA YYeHHKA, UHja Ce IPEAHOCT
OTAeAd ¥ KaCHHUjeM ,IIPU3HBay KUHETHYKHX eAeMeHaTa; O TOMe je IIHCAAd IpyIa
Hay4HHKa Koja ce 6aBu nportecoM mamhersa raeca. MicTy HayIHHUITM AOIIAK CY AO OBOT
3akwyuka ynopehyjyhu ucroBerHe ycaoBe TecTupama: yueme IIOKpeTa y 6aseTy Ha
putam, Ha 6pojarse 1 y3 mysuxy (Betteridge, Stevens and Bailes 2014, 765).

Aajeyueme obpacia / kopeorpadckor AeAaHa bpojarbe MOXKAA M HAJIIPOAYKTUBHH)A
MeTOAA yuera CBepOuH caepehu mckas maabhe carosopHuie, uaanune AHcaMbAa
,Koaro”:

Kaaa yaum, pBo 6pojim, Ia TeK OHAA TaMTHM KOMOMHALIHje Ha My3uKy [KypsHB ayTo-
pa]. MysuKa TeK TocAe H3BeCHOT BpeMeHa yAa3H Y MO3aK M TeAo. Y TOUeTKy HAKaAa He
CAyIIaM My3uuke ¢ppase. AOK yurM IIOKPeT He MOT'y Ad OCeTHM HUKAKBe BUOparjyje Aa
61X Ce U IIPEITyCTHAA My3ULIH K A2 Ce OCAOHUM Ha My3uuke npeaase (M. A.).

Mysuka 1 TIpelyuITame beHNM ,BiOpanijaMa’, IpeMa peynMa OBe CaroBOpPHU-
Ile, AOAA3e OUHIACAHO TeK Y KacHHjoj pasu yuema KOpeorpadpCKor AeAd, Kapa ce y
namhery cTabuAN3yje KMHETHYKA U IIPOCTOPHA AMEH3Hja KOMIIOHOBAaHOT obpaciia
IOKpPeTa 1 YUTABOT AeAd, Te KaAA HACTYIIA IOCACARA €TAIla yUelha, a TO je pereTHIIHja.

Ha oBaxsy Be3y je mpe Tpu AelieHuje yKa3ao aAOAHCKH eTHOMY3HUKOAOT PaMazaH
Boaranu, npema koMme y ¢poKyc Urpaya IpBO AOAA3U PUTMUYKA KOMIIOHEHTA, a TeK
KACHHje IleCMa 1 MHCTPYMEHTAAHA IIPATHba, KOjU jeAHAKO IIOMAXKY Y CUMOHO31 My3HKe
u urpe (Bodgani 1991, 327). Pasaor Takse 1ojaBe Moxe ce 06jaCHUTU KPO3 TaXKiby
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Wrpada v yquresa Koja je y IpBOj eTanu yuema (BU3yeAHA IPEACTaBa) yCMepeHa Ha
KHHETHYKe TOKPeTe, OAHOCHO HA MIPAvKM 06pasall Kao Ha OCHOBHY KOMIIOHEHTY H
Cpk Kopeorpadckor peaa. Y HapeAHO] eTanu yuema (MMUTALWja), TaKiba ycMepeHa
Ha KMHETHYKe eAeMeHTe U BUXOBO Op30 caBAapaBame Hrpadnma omoryhasa jacHy
IPeACTaBy Ha KOjU HAYMH, M KyAa ce Kpehy y AQTOM KOpeorpadcKoM A€y, AOK
IPUCYTHOCTH 3BYKa My3HKe, [IPELU3HIje PeYeHO — MEAOAHjCKOT acleKTa, FOTOBO
Ad M HHCY CBeCHH. Y KOTHUTHBHOj IICHXOAOTHjH TO ce objammaBa criocoOHomthy
KOTHHTHBHOT CUCTEMA AQ CEAEKTYje Ae0 HHPOPMALIHja 3aAPXKAH Y YYAHO] MEMOPHjH
Ka0 A0 KPaTKOTpajHe MeMopHje, i Koju ce mpocaehyje pame y obpapy, y pasHy
memopujy (Kocruh 2014, 83).

Vudopmanuje Koje ce IpuUMajy MPHAMKOM CTBaparba BH3YEAHe IIPEACTABE U Y
TOKY HapeAHe eTalle y yuelby, Tj. IMHUTALMje HIPAdKor obpaciia, 3aApKaBajy ce CBe-
ra HEKOAMKO CeKYHAH y CeH30pHOj (UyAHOj) MeMOpHjH Urpada, IITO je y CKAAAY ca
3AAATKOM KOjH UIpadu Tpeba A PempoAyKyjy, ,duarpupajy” u npocaehyjy aane y
paany Memopujy.'* Aakae, Maskia Urpada IPUAUKOM y4era UIPAYKor obpacria y Ko-
peorpaduju mpeACTaBsa yCMepaBatbe MEHTAAHe aKTHBHOCTH Ha oppeleHu cappikaj
U 3aHEMApUBAIbe OCTAAUX CAAPIKAja KOje PerucTpyjy dyaa urpada. To 3Ha4u A2 Urpa-
4y Hajuemhe HecBecHO Bplie ceAeKuHjy MHGOPMALMja y IPBOM MOMEHTY, YYAHO]
MEeMOPH]jH, KaKo He 01 OHMAM 3arayleHH HHGOpMaLMjaMa Koje Cy 3a BHX Ha CAMOM
HoueTKy ydera 6e3 Beher sHadaja, To ce 06jalnbaBa U KA0 €KOAOLIKH Pa3AOT CEAEK-
TuBHe naxbe. Takole, y mpBuM pazama yuera CTBapajy ce BU3yeAHe IPEACTABE; KAO
U [IPY MIMHUTALMH M PENIeTHLIH)H, UIpad je y MOryhHOCTH A Mrpadku 06pasary usBese
Ha bpojarse, 6e3 My3HUKe ITOTIIOPe HAH C HOM. TO 3HAUM, Ha OCHOBY OIICEPBHpaHe
CHTYyalyje Ha TepeHy, Ad Ce IIPOLIeC YuUerha UIPAYKor obpacia y Kopeorpaduju Moxe
OABHjaTH y IPBUM eTamaMa y4ema (BU3yeAHa IIPEACTaBa, IMUTALMja) U 6e3 My3uuKe
HOTIIOPE, IITO CBAKAKO HABOAU Ha Adve IIPEUCIIUTHBAbE Y3ajaMHe Y3POUHO-TIOCAE-
AMYHE Be3e UIPe 1 My3HKe.

Y 3aBHCHOCTH 0A KOPeorpadCKOT AeAd KOJU Ce YU U BexkDa 3a CIIeHCKO H3Boherbe,
Y METOAOAOTHjHU PaAd My3HKa Ha IIPBUM IPO6HaMa MOXKe OUTH K IOTIIYHO U30CTaBAe-
Ha. ITopep THIIa KOpeorpadcKor Aeaa Koje ce Y4, TO 3aBHCU U OA YMETHIYKOT PYKO-
BoAHOLa / KOpeorpada 1 jeroBor METOAOAOIIKOT yCMepPetba i HCKYCTBA. YKOAHKO ce
Y41 KOpeorpadCcKo AEAO KOje Ce U3BOAU 6e3 My3UUKe IIPaTbe, Kao IITO Cy TO, Ha IIpH-
Mep, HeMa, 24y8a KoAa (3acTymmeHa y urpadkoj Tpapunmju Bocue u Xepuerosuse, a
BeOMa YeCTO IPHCYTHA Ha H3BOHaYKOM perepToapy CPICKUX KyATYPHO-YMETHHIKHAX
ApymTaBa u AHcambaa ,Koao”), urpadn cy GokycHpaHy Ha pUTMHYKY jEAUHHULTY KOjy
uM 06e3belyyje yaap Horama o 3emny. OBakBe Kopeorpaduje UMajy T3B. YHY TPAIIBU
pHTaM KOju TIOCTaje A€O UCIOmABamba AyXOBHOT Mrpadesor csera (Bodgani 1991,
327) U npeACTaBsajy CBOjeBPCHO MHTEPHAAM30BAHO oTeaoTBOpese Mysuke (Foley
2008).

Mertop y4ema KOMIIOHOBaHHX ofpasala OKpeTa y3 my3uxy (TepMHUH KOjum ce
CAY>Ke YMETHUYKHU PyKOBOAHMOLIU U [IEAATO3U Y KYATYPHO-YMETHHIKUM APYIITBAMA

12 Ao OBAaKBHX TBPAMH AOIIAA CAM HA OCHOBY KOHTHHYHPAHOT ONCEPBHPAha MPODOA y CaAH, HCKa3a
MOjHX CarOBOPHMKA M KOMEHTapa YMETHHIKHX PYKOBOAMAAIIA Koju mokasyjy marepujaa KHH xoju je
HOTPebHO HAYJHTH.
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npo¢ecrnoHasHoM aHcambAy ,Koao”, a koju A0 casa, ka0 Hu TepMUH Ha Opojarse, Huje
obpabeH y HayYHMM eTHOKOPEOAOLIKUM M ETHOMY3HKOAOLIKAM PAAOBUMA KOA HAC),
uMa Takohe cBoje mpeanocru. Hajmpe ce, saxBamyjyhu %0j, ycmocraBsa ocHoBHa
3ajeAHHYKA TeMIIOpaAHA KOMIIOHEHTa MY3HKe M IIA€CA, A Iy YMHE PUTAM, MeTap,
TAaKT U TeMIIO. Y MHOTHM IIA€CHHM IIPaKCcaMa IIMPOM CBETa, TOKOM IIpolieca yJera
[A€CAYM BU3YeAHO, KMHECTEeTHUYKO, TAKTHAHO, BepOAAHO M CAYIIHO IIpaTe CBaKU
HoKpeT yuutena/seMoHcTparopa. To je jacaH mpuMep T3B. MyATUMOAAAHE MAXKIBE,
KaAQ ITAeCAYH ITAPAACAHO CAYIIAjy My3HKY, TA€AQjy HOBH IIOKPET 1 IIOYHIbY Ce KpeTaTH
y putmy (Matlin 2002). Yueme naeca Kpos TeMIIOpaAHe eAeMeHTe My3HKe U TIAECa,
y mopehemsy ca yuemem y3 MysuKy, OAH. Y3 ,IyHY Mysuky“ (enra. full music, xako
TO TOjeAMHM ayCTPAAUjCKU TEOPETHYAPH ACTEPMHHHIIY) MOXKe HMATH TIPeAHOCTH
KOA HOBHX TAaecaua (Stevens et al. 2014). Kao mpBo, mpaBuAHM yAQPU U PUTMUYKO
HarAamasame oMoryhasajy maecady Aa M3BOAU [TOKPET YaK M Ha HEITOZHATY MY3HUKY,
jep yAap M3asuBa NPUKPHBEHy YHYTPAllly CHHXPOHH3AIIMjy, HAKOH 4era ce KOA
TAecaya ycrocraBsa BpemeHcka oppeanuna (Large and Jones 1999; Leman 2008;
Bolger, Coull and Schén 2014). Kao Apyro, papHa MeMopHja KOjOM Ce CAY>KH TAecay
y IIpOLiecy y4era IOKpeTa BHIIE je OTpaHIdeHa y oOpahuBaisy HOBOT 1 HEITO3HATOT
3BYYHOI eAeMeHTa y OAHOCy Ha mpepsubene Bpemencke eaemenre (Thompson
2009), Kao U Ha KOMIIAEKCHOCT ITYHOT My3HMYKOT 3ByKa KOja Ce KOA HOBHX Mrpada
yecTo mcromasa kao 36ymenoct (Poon and Rodgers 2000; Pollatou et al. 2003;
Himberg and Thompson 2011).

Yderbe Urpaukor obpacia IMOKpeTa Ha MY3uky — AAKAe, yieme HApOAHE HIpe Yy
y2KeM CMHUCAY, CLIeHCKUX KpeTHHU y kopeorpaduju renepasno, na u'y KHH - macryma
KaAd UI'pad CTeKHe CUI'YPHOCT y KHHETHYKY AMMEH3HUjy Kopeorpaduje U Kapa Io4YHe
npuMehuBaTH M CAyIIaTH MYSHKY; Tapa OH IOUMEbE AQ U3BOAM HAjIpe HIPauKu
obpazan na mysuxy (Martin 1985, $8), mTo ce kacHHje IpecArKaBa U Ha U3Boheme
eAor Kopeorpadckor peaa. Mysuxa aHcambAy u u3Bohaurnma paje ocehaj 3a moxper
U IIPEACTaBY O HAejU Kopeorpaduje, CBOjeBPCTAH IIOACTPeK 3a CBakH caepehum
nokper. Y Toj ¢asu ydema Urpadkor obpacia y xopeorpaduju, koju Beh HakoH
HEKOAUKO IIOKYIIaja pelleTHIHje MpeAasu y $pasy BexxOama KOPeorpadcKor Aeaa,
UT'Pavy MOYHIbY AQ U3BOAE KOPeOorpadHjy Ha my3uky, Ad ce IPeIyLTajy ,My3uIKHM
BuOpanujaMa” U Ad Be3yjy KOMIIOHOBAHU 00pasary IIOKpeTa 3a My3HKY, 32 PAa3AHKY OA
Ipoleca yyema Y3 My3uKy, OAHOCHO HheHy PUTMHYKY KOMIIOHEHTY, KOja ce OABHjaAa
y TIPBUM MOMEHTHMMa y4era KOMIIOHOBaHOT obpacia mokpeta (Kpos UMHUTaLHjy U
pererunyjy).

Y kacHHjOj $asu yuema, y IpoLeCy BexbOama KOpeorpadCKOr AeAd, Kapd Cy
UI'pady IOTIYHO pacTepeheHy makise ycMepeHe Ha KUHETUIKU MaTePHjaA M KaAd Cy
Beh curypHu y mpocTopHy AMMeH3ujy kopeorpaduje (0AH. Kako u kypa ce kpehy o
IIPOCTOPY), My3UKa AOBOAH MIpade y MOCe6HO eMOLMOHAAHO CTatbe. MysuKa Tako
A0OHja 1 CBOje ITyHO MeCTO Y BUXOBOj CBeCTH U mamhelsy, Te Taaa MOXKEMO TOBOPUTH
o usBolemwy Kopeorpadckor urpadxor obpacua, tj. KHU na mysuxy.

ITpema CBOM AyTOTOAMIIE,EM AUMHOM MPAaKTHYHOM (MTPaYKoM) HCKYCTBY, IpeMa
Ppe3yATaTHMa HCTpaXkuBamba y aHcambay ,Koao” 1, Hajsaa, mpema ncKa3iMa yaecHHKa
y 00aBAS>eHIM HHTEPBjyHMA, IIOKA3Yje Ce A je OA BEAUKOT 3HA4aja 3a yUerbe, a IOTOM
3a Bexxbare KopeorpadpCKOT AeAd HA MY3UKY — IIPUCYCTBO My3HUdapa, OAHOCHO, XHBOT
3ByKa y CAAH 3a yuerbe i Bexkbame. MelyTum, yuere u Bexxoare kopeorpadckor seaa
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y HeIlpo$eCHOHAAHIM KYATYPHO-YMETHUIKUAM APYIITBEMA OABHja ce Hajuemhe 6e3
IPHUCYCTBA IYHOT CAacTaBa OPKECTPa, CaMO Y3 CapaAly KOpemeTuropa, Hajuemrhe
CBHpaYa Ha XapPMOHHIM KOjH He MOXKe IIPY)KHTH MIPAYUMa KOMIIACTHY IIPEACTaBY
0 My3HYKOj AUMeH3Uju AeAd/kopeorpaduje. M3Bohaun HeMajy mpeAcTaBy 0 TOMe
KOjU HHCTPYMEHT U3 MELIOBUTOT OPKECTPa CAYLIAjy U IIpaTe, Kapa Tpeba HaCTyIUTH
Heka Kopeorpadcka IIPOMeHa, KOjU UM HMHCTPYMEHT Adje MEAOAH)Y, OAHOCHO
»IAACTHKY IIOKPeETa, a KOjH MM Adje OCHOBY 3a CTPYKTYpy IIOKpeTa — puraM. Takobye,
caM KOPEIIeTUTOP MOXe, a U He MOpa 6UTH 4aaH u3Bohaukor opkecTpa. Y mporecy
usBolera KOpeorpadckor Aeaa Ha CIjeHH, TO UI'PA BeOMAa BKHY YAOIY; HauMe,
KOPEIeTUTOP TOKOM HMHTE3MBHOI Papa ¢ aHCaMOAOM TOKOM yuerma U BexOama
Kopeorpaduje yCIocTaBsa 3ajeAHO C BUMA U TeMIIa Ha Koja ce u3BoAu oppebeno
KOpeorpadcKo AeAO, a OH MOXKe AQ OYTH pasAMdIUT oA $UHAAHOT TeMita usBohema. O
ToMe cBepour caepehm nckas yaana Arcam6baa ,Koao™:

Beanku je mpo6aem mITo ce Bex6a CaMo y3 KOPENeTUTOPA KOjH CTOjH HACIIPAM HAC
u npatu Hac. OH He CBHpa IIPAaBM TEMIIO, a U Kap CBH 3alleBaMO M 3aHIPaMO HeKy
CHA)KHUjy UTPY HEroBa XapMOHHMKA Ce TPOCTO He Yyje U OH MOPa Ad IPaTH Mrpaye
xreo 10, MAM He. OHAQ Kapa HA TeHepaAHy Ipoby aobe M opkecTap, IOTIyHO je
ApyTrauuja Ipu4a, IIodeB oA Temma urpe. OHU CBUpajy CBOj TeMIIO, MH HI'PaMO HaIl
KOjH CMO BeXO6aAM U MAAO BpeMeHa HMaMo Aa ce yckaapumo (A. K.).

M3 oBux pasaora, cMarmeH 6poj 3aje AHIYKHX IIPO6a 1 OTYAQ HEAOBOAHO usrpabye-
Ha CapaAmba ITAecaya U My3H4apa Koju yuecTByjy y ussohemwy KHI Hecymm1BO MOXe
YTHILIATH Ha Kpajibu KBaAuTeT crjeHckor ussohema KHH Ha crienn. Jomr jeaHa oTe-
kaBajyha OKOAHOCT y IIOCTH3aIby 3ajeAHHIITBA My3HKe U UIPe OABHjA Ce IPHAMKOM
caMe peaAM3aliuje Ha CII€HH, YCAEA TOTA IITO Cy My3HYapH YeCTO MO3HIIUOHMPAHH Y
YTAY CIieHe, 2 HEKAA U HCIIOA 1be, TAKO Ad je KOMyHHIpame u3Melyy urpada u Mysuda-
pa normyHo onemoryhero."

Ha ocnosy Behune cBepouera uaanoBa Aucambaa ,Koao” koju yue KOMIIOHOBAH
ob6pasary OKpeTa [0 METOAU Ha Opojarbe, OHU OM HAKOH IIpBe Ipobe, OAHOCHO, Beh
IPBOT PAAHOr AaHA, 6uam y MoryhaocTn aa ,,0a0poje” man ,pa3dpoje” pUTMUUKY
MIOAEAY AQTOT 0Opacla. Y3pOK TOMe ce BEPOBATHO MOXe IPOHahH y UMmeHnIH Ad
My3HKa KOja je Ae0 Kopeorpaduje MpeACTaBAA CAOKEHY, CTPYKTYPUPaHy 3BYYHY
xomnosunyjy. C TuM y Besn, Mahapcku etHokopeoaor Aacao Peapeapn (Laszld
Felf5ldi) xoncTaryje A2 MeAOAMjCKU PaKTOPH OMYT aMOUTYCa, MEAOAUjCKE AMHUjE,
XapMOHH]je U A. UMajy Marbe 3HAYajHY YAOT'Y y [IPATEH [IAECA OA PUTMUYKHX GAKTOPA,
KOjU HECYMIbHBO yTUYY U Ha KBAAMTET M MHTe3UTeT Bese Mysuke u maeca (Felfoldi

13 Osakpa mpaxca IIpUCYTHA je TOTOBO y CBUM IIPHKA3HMa TPAAMIIMOHAAHMX Hrapa y ¢$opMu
xopeorpaduje (Yxpajuma, Byrapcka, Pymynuja, Makeaonuja, Ipuxa, Typcka u Ap.) Kao H y CPIICKO]
TPAAMLIMOHAAHO] Kopeorpadckoj mpakcu. Illtasumre, xopeorpad Bpanko Mapkosuh mnonekap je
npuberaBao U OABajamy My3HYapa OA UIpava IOCTaBbameM GeAe IPOBUAHE 3aBece HCIIPe) OpKecTpa
(ako je Ay6uHa crjeHe TO AO3BOMABAAQ) U HA Taj HAYHH je TACAAOLy TIPY’KA0 PBEHCTBEHO BH3YEAHO-
KUHEeTHYKY, 2 IOTOM U ayAHTHBHO-KHHecTeTHuKy censanujy (Kpacun Maruh u Bajuh Crojuskosuh
2017).
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1994, 192). To jom jeaHom noTBphyje naejy Aa je puTaMm Kao OCHOBHA 3ajeAHMYKA
KOMITOHEHTa My3HUKe U [TAeCa Haj3sHAYajHUj1 Y MOMEHTY y4erha HOBOT KOpeorpadckor
MaTepHjaaa, AOK Ce MEeAOAMja U XapMOHCKa pellleha Kopeorpadcke My3Hke CMeIITajy
Y CBECTH y KacHHjoj pasu — pasu BexxOama, OAHOCHO (a3h Kapd MIPadd UIPauKy
obpasar y Kopeorpaduju IOUHIBY Ad BE3yjy 3a My3HKY H TaKO Ia KA0 I[eAHHY Adbe
mamre U 06e36elyyjy ;eroBo gyBarme y AyroTpajHOj MEMOPHjHL.

YAOTA MY3UKE Y IIPOIIECY IIAMBEA
KOPEOTPA®CKOTI OFPACITA ITOKPETA

Bumeropuime MCKyCTBO Hajlipe Kao My3HYapa M TeOpeTHyapa y obaacTu
€THOKOPEOAOTHje M eTHOMY3UKOAOTHje, a IIOTOM U Kao AaKTHBHE 4YAaHHIle
$OAKAOPHHUX CeKIlHja 6eOrpaACKHX KYATYPHO-YMETHHYKUX APYLITABa, IOMOTAO MU
je Aa $opMHpaM CBOj AMYHU METOAOAOLIKH AlapaT KOju YKmydyje, KaKo je peyeHo,
YYEeCHUYKO-IOCMATPAauKy MeTOAYy Yy HCTpaxkuBamuMa. Tum myreM, ¢opmupan
je CTaB Aa ce y y3pOYHO-TIOCAEAMMHO]j Be3H My3HKe U (CLEHCKe) HapOAHE UIpe
KpHjy MHOTa IHUTama Koja OM MOraa OuTH moaasumTa 3a Oyayha mcrpakuBama u
IPENCIMTUBABA OApPel)eHNX eTHOKOPEOAONIKMX M eTHOMY3HMKOAOIIKHX AOTMH.
Y 06MMHOj eTHOKOpPEOAOIIKOj AUTEPATYpH HPHMETHO je TeHEePAAHO OACYCTBO
TEKCTOBA O OAHOCY m3Melyy Mysuke um memopwuje mrpada.'* TlocraBmameM yaore
My3HuKe Y $OKYC MCTPKMBakha MUTAkha HA KOjH HAYMH Ce IAMTU UIPauku obpasar y
kopeorpaduju, Kao ¥ UCITUTUBAmbEM Y3POUHO-IIOCAEAUYHE Be3e IIOKpeTa U My3HUKe,
IPEeIIO3HAT je Op CTpaHe TeopeTHdapa U3 APYTMX CPOAHUX U HECPOAHMX HaydHHX
00AACTH €THOKOPEOAOTHjH M eTHOMY3HKOAOTHjH, YMjUM Ce HHKOPIIOPHPABEM Y
Hayke O IIAeCY U My3HIM MOXKe MOACTahu AamK pasBoj.

Kapa je y muramy HCTpaxuBame yTHIAja Mysuke Ha Hamheme Iaeca, mpsa
HAy4yHO peAeBaHTHA HCTPAKHBAA Cy O1AA Y 00AACTH KOTHUTHBHE HayKe U OIIITEer
yTHIaja Mysuke Ha mamherme. Pe3yATaTn Cy IOKAa3aAM AQ My3HKa UMa AUPEKTHOT
YTHIaja Ha MOXAAQHe TaAace U AQ MODOOMIIABA FHHXOBY CHHXPOHH3AIHjy, YMMe Ce
nocnemyje npouec namhema (ITasapns, Murposuh 2012, 183). AejcrBom Mysuke
Ha IIeHTPAAHHM HepPBHM CHCTeM CAMMX HIpada MOOOmIIaBa Ce IMPKYAAIIMja, HITO
omoryhaBa 605y MCXpameHOCT MOXAAQHOT TKHBA, & TO je OA BEAHKOr 3HaYaja 3a
nosehare npara namhesa.

IpoyuaBamy yTHIlaja My3HKe Ha poriec mamhema y 06AACTH IIA€CA TEXUAO Ce Ky
eKCIIepHMeHTAAHUM HCTpakuBamuMa. [IpeMa HeKMM pe3yATaTHMa, My3UKa MOHEeKaA
MOXXe MMATH 3HA4ajHY YAOTY KOA IOjeAHHMX HMrpada 3a mopcehame Ha urpauke

14 Y pomahoj ernokopeosomxoj cpeanrn Ceaena Paxouesuh je a0 capa 6uaa jepuHa xoja je
[IOCBETHAA NIAXHY OBOj TeMH y TeKcTy ,Mysuka, maec u mamheme: Ka NPEVCIHTUBAKY METOAA
TepeHcKOr HcTpaxuBama naeca” (2015). AyTopka eKCIAHIUTHO HABOAU A HAKOH Ay>KeT' BPEMEHCKOT
nieproaa (4 ropHHe) TepeHCKOT HCTPAKHUBAIba, Y KOjeM je i cama y3eaa y4emmhe y IA€CY ¢ HCITUTAHUIIMA
(uctpaxyjyhu maecuy mpaxcy Cp6a y ceay Cpunmna y PymyHuju), meHo Teao Huje 6HAO y CTamy
Aa mpousBepe IOKper 6e3 oapehere 3Byume koMIOHeHTe. APYrHMM pedynMa, M30CTAHAK My3HUKe
KOMIIOHEHTE YTHUIIA0 je Ha BeHO 3a60paBaame TeaecHHX mokpera (Pakouesuh 2015, 59).
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obpaciie i POCTOPHe KOMIIO3HIHje, HO, He MOPA Ad 3HAUH AQ OHA TO CBOjCTBO UMa M
KOA Mame UCKycHux urpada (Betteridge, Stevens and Bailes 2014, 765). Ha npumep,
KOA HIpada KOjH Ce AY>KM BPeMeHCKH Iepuop 6aBe msBobemeM kopeorpaduja u
koju Beh mmajy msrpaleHo mrpauko 3Hame, OAHOCHO eKCIIepPTH3Y, IOjaBmyje ce
MHoro Beha, edukacHuja ymorpeba My3HYKMX acIeKaTa HEro KOA HOBUX YAQHOBA
arcam6aa. MickycHu usBohaun ynorpebaaBajy AMHAMEKY, BpeMe 1 $ppasuparbe, KOju
Ce ITOIYT 3HAKOBA HAaAA3e y MY3HIIH Y BHAY MEMOPH]jCKUX ,[TOACeTHHKA . [ToBesuBame
U yMpeXaBame WMIPauyKux obpasalla Ha HIIP. BUCOKE HAM HHCKe 3ByKOBe, 0Ojy
nncTpyMeHara u putaM (Poon and Rodgers 2000), nmajy BeArKy 3Hauaj y U3TPaABU
MeMOopHje KOA UCKYCHHjUX MIPaya, MAM KOA UTPaya KOjH Cy HEKaAd AABHO M3BOAUAM
HCTU MAM CAMYAH KOMIIOHOBaHH obOpasar; moxpera. To ce aAelmaBa ycAep HHXOBOT
Op3or MeHTaAHOT obpahuBama maecHux kopeorpaduja. C Apyre cTpaHe, KOA HOBUX
Urpaya, UCTPAKMBAA Cy MOKA3aAd Ad Cy IPHAMKOM yuera HIPaukux obpasaria y
Kopeorpaduji, opea TOra ITO y4e HOBe MOTOPHE BeIITHHE, onTepehieH: 1 HOBUM,
YTAQBHOM HETO3HaTUM My3HdkuM cappkajem (Ibid).

YnpaBo jeAHOM TakBOM IpHUMepy y4uerma, OAHOCHO noacehama Ha paxmje
Hay4eHO Kopeorpadcko Aeao, 6maa cam cBepOK y Ancambay ,Koao” Haxo Bume
OA AeceT TOAMHA, Ha pemeproap ce Bpaharo/MOCTaBAAAO KOPeOrpadcko AEAO
KOje Cy U3BOAMAE CaMO CTapuje 4AaHuIle AHCaMOAa, KOjUX je Y M3abpaHOj eKHIIH
3a usBoheme OMAO CBera TPH MAM YeTHPH, AOK Cy OCTAAUX ABaHaecT Omae Maabhe
YyAaHHIE, Koje Kopeorpadujy HUKAA HUCY M3BOAMAE. AOK je CTapHjHUM YAAHHIIAMA
My3HYKa [IOAPIIKA MHOTO IIOMOTAQ AQ Ce IPUCeTe CBUX KOMOMHAIIMjA ¥ BapHjaLjHja,
KAaKO KHHETHUYKHX, TAKO M IIPOCTOPHHX, MAal)M YaaHMIjaMa OHa HUje OHAA 0A 3HATHE
nomohu jep cy 6uae onrepehene yuermeM Hajpe KHHETHYKE AUMEH3Hje, OAHOCHO
yuemeM Hrpaukux obpasaria.

Oarosope Ha IUTaka HA KOjU Ce HAYKH IpoIiec moacehama 0ABHjao KOA cTapHjux
YAQHHMIIA AaHCAMOAQ, KAKO Ce MTPAYKH 0Opasal] Beyje 3a My3HUKH MaTePHjaA M KaKo
Kao TaKaB OCTaje y AyTOTPajHOj MEMOPHjH, TPRKUMO Y PAAOBHMA TeOpeTUYapa U3
00AAaCTH KOTHUTHBHE HAyKe. JeAQH OA KAYUHMX MOMEHATa YAPYKHBAHA MY3HKe H
naeca y nponec namhema jecre KoHUenT ipyiucara u $pasupara (Betteridge, Ste-
vens and Bailes 2014, 765). Ipyiiucare je BpcTa XujepapXHjcKor ,caxeTKa KoOju
ce jaBsa Kapa je MOTpeOHO AemHpOBare CeKBeHIle MASCHHX 0Opasalja, OAHOCHO
MO3HABAe CTPYKTYPe IACCHUX 00pasaria, O IACCHUX eAeMeHATa AO IIACHHX $ppasa.
ITosHaBame CTPYKType IAeCHHX obpasalja M HHXOBO IpylHcame omoryhasa u
CKAapuInTere BehrX KBaHTUTATUBHUX 3Hakba U Behe 1 epuxacuuje mopcehare, dnme
IAecad Kpenpa CBOje IPOLieAyPAAHO 3HAkbe U MaMherbe, KA0 1 Ha KOjH HAYMH Ce U 110
KOjUM ITpaBUANMA OApel)eHu raecHH eaeMeHTH rpynuimy y reauny. C Apyre cTpaHe,
MYy3HYKH 3ByKOBH M MOTUBM Cy IPYIMCaHH y Pppase, pase y cekBeHIle, a CEKBEHIle y
IJeAOKYTIHO ACAO (Palmer and Krumbhansl, 1990). To 3HauM Aa aKo ce IAeC ITOCMaTpa
Kao KOPeorpaCcKo CAOXKEHO CTPYKTYPHUCAHO AEAO KOje OAroBapa U IOAYAAPHO je
Qpasupamy My3HUKOT AeAd, My3HKa 6U TpebaAo Aa Ce aKTHBHpPA KaO HEOABOjHUB,
KOHTUHYHMPaHU 3HAaK Koju npusuBa y cehame xopeorpadcke maecue ppase (Bet-
teridge, Stevens and Bailes 2014, 765). ApyruM peunma, MeroAHja Hmo6ommaBa
MeMOpHCarbe CaAPKaja BHIIE OA CAMOT PUTMa, jep omoryhasa rpynucame MaTepujasa
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y ¢pase (Wallace 1994),'S aam, pa 61 A0 OBOT CTapHjyMa y IPETXOAHOM NPUMEPY
HOBHU IIA€CAYH AOIIAH, TIOTPeOHO je aa ce ocaobope dase yuema Kopeorpadpckor
urpauxor obpacia u Aa npehy Ha pasy Besxbarma KOpeorpadckor Aeaa Ha My3uKy.

AHaAOrHja ¢ My3UKOM U ITA€COM Ce MOXKe YCIIOCTAaBUTH M Ha OCHOBY MCTPa’KHBakha
y 06AACTH IICUXOAOTHje My3HUKe, TA€ Cy TeOpeTHYapH HCTPOKUBAAK Iamherse ABejy
HAHM3IA€A OABOjEHMX KOMIIOHEHTH IecMme — Meaopuje u Texcra (Purnell-Webb and
Speelman 2008). ITpema ayTopuma, CBaKa 0A OBUX KOMIIOHEHTH MOKE C€ HAyYUTH 1
YIIAMTHTH HE3aBHCHO jeAHA OA ApyTe; MelyTiM, Kapa ce Hayde 3ajeAHO, KAO IIeCMa,
YUHM Ce AA Ce ¥ CBeCTH pepAeKTYjy ApyTaunje Hero Kapa ce yde opsojeHo. To pame
MO>Xe 3HAUMTH A C€ MEAOAHja M TEKCT IIeCMe, OAHOCHO Y OBOM CAYYajy KOMIIOHOBaH
obpasarj IIOKpeTa Kao TEKCT KOpeorpadckor Aeaa, obpalyyjy kao uHTerpucana
eanHa, GopMupajyhu Tako MHTErpuCcaH NMPHKA3 Hajlpe y PaAHO], a IOTOM H y
AyroTpajaoj MeMopuju. CBepOUerba MOjUX CarOBOPHHKA HA CAUKOBHUT HAYMH rOBOpe
0 TOMe AQ Ce OHH Op3Ke ceTe KaKo ce M3Boae Kopeorpadcke ¢ppase i UIpauku obpaciu
KaAQ 4yjy MY3HKY, jep Cy Ha Taj MEAOAUjCKU 0bpasar) yuuau u Bexx6aau oppehenn
Urpauky 00pasall, a IIOTOM ra KA0 MHTEIPUCAHY I[EAMHY M AYTOTPAjHO ITAMTHAM.
JeaHo 0p 6pojHEX CcBepoUerba C TepeHa Koja HOTBphYyjy OBy TeOpHjy jecTe HCKa3 MOT
CTapujer CaroBOpHHUKa:

Mysuka je mHMIMjaAHa Kamucaa mpu Bpaharmy HaydeHOr y peasHo Bpeme. Moxaa
My3MKa 3HAaYM U BUIIe Hero mrto MucAuMo. Kapa dyjem pepocaep MeAOAMja, Tla 9aK
1 Y JEAHOj UTPH, TO je AOBOSAH MOACTHIIAj A Ce YOBEK CETH PEAOCAEAA KOPaKa, U He
Tpeba Aa My ce mpuya mmTa npe Aane. Kapa 3Ham pa otmeBaM kopeorpadujy y raaBu
TIpep CliaBatbe, TaAd 3HAM U A2 je opurpam (M. B.).

CAMYHO je cMaTpao ¥ yraeaHU OaseTcku kopeorpad u meparor Pypoad Aabas;
IO BEerOBHMM PeurMa, AOK HUCMO y CTaky Ad ¥ cebu oTIeBamo kopeorpaduje, HICMO
pasjacuuan cebu muxos puram (Laban 1960).

Yruiaj Mysuke Ha nporjec mamhera KOMIIOHOBAHOT 06pacIia IIOKPeTa U HheroBo
Ay>Ke OIICTajambe y MeMOPHjU U3Bohada pedAeKTyje ce U 'y TOMe IITO M3BOhadH KOjH
Cy caBAaAAAM KOpeorpadujy, y IpUCYCTBY My3UKe BUIIe He Pa3MHUIILAA]y O HIPAUKHUM
o6paciyMa U eBeHTyaAHNM KHHETHMKUM U (AM) IPOCTOPHUM IpelIKamMa Koje MOTy
HACTAaTH yCAeA MTAAQ KOHIleTpallije HAM HecurypHocTH, Beh, kako xaxe Baranmms,
CAeAe MHCao: ,He pasMuiimaj, camo urpaj” (yutupano y: Hanna 20185, 9). To je
CTaAMjyM Kapd YM H TeAO BHUIIEe He Pa3MHIILMAjy O MOKpery, Beh HOce Kpeanujy u
AOXXHUBSAj YMETHOCTH Ha CIIEHH, OCTBapeHe KPO3 jeAMHCTBO My3uKe 1 IIaeca. Mysuka
Tapd MMa YAOTY ,TPaMBajCKHX IIMHA, KAKO je TO CAMKOBHTO oOjacHHAa Aebopa
Bupunr (Deborah Wearing), mysukoaor (Saks 2007, 196). Ilpema oBoM Bubhemy,
My3HKa 0besbelyje TOk camo y jeAHOM IpaBIty i n3Bohad TAYHO 3HA TAE je, 3aTO IITO

1S Vrumaj rpynmcama Ha MEAOAM)CKO dpasuparbe IIPeACTaBAA AOKA3e A Cy MEAOAHje TPyIHCaHe
y MEMODHjU Ha UCTH HaYMH KaO M HIIP. OCTAAU BepOAAHM MaTepHjaAl, OAHOCHO AQ Ce IIOjeAUHAYHH
IHOAQLM CAKYILAajy MEPLENTUBHO K KOTHUTHBHO y Behe unTerprcase neante. To nosehasa kananurer
KOAMpatba KPAaTKOTPajHe MeMopHuje K II060/,IIaBa IPOLiece CKAAAUINTERA U [IPEY3HUMatba U3 AyTOPOYHe
memopuje (Miller 1956).
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je y cBaKoj ¢pasu KOHTEKCT MMIAMLUPAH PUTMOM, TOHAAUTeTOM, MeaopnjoM (Saks
2007, 196), xoju cy rpynucameM HaydeHH U yBeskb6aHH Kao neanHa. CAMKOBATO
objammere MPETXOAHO H3AOXKEHOT Adjy cAepehn mckasy MOjUX CaroBOpHHMKA Ha
TepeHy:

Mysuka ME MHOTO IIOMaXke A M KOpak ocTaHe y Mojoj Memopuju. Ona Me mopceha
mra Tpeba Aa UrpaM M Kako. AKO GM MH HEKO II0Ka3a0 KOpak 6e3 My3uKe, MOXKXAQ
OM MU H3IA€AQAO IIO3HATO, aAM Kapd OU MysuKa KpeHyAa, cBe 6U MU OHMAO jacHO.
Kopeorpa¢uje xoje urpamo 3Hasa Oux A2 OAMTpaM 0e3 MysHKe, aAU OUX je CUI'ypHO
nesymmaa y ce6u (B. O).

Kopanu u mysuka Hekako octajy y cehamy. Kapa me maahu ruTajy 3a Hexn xopak
KOjH AYyTO HHMCAaM UIPao, 3AMOAMM MX AQ MU OTIEBajy MeAoAHUjy. MeMopuja Be3aHa 3a
My3HKY je [I0 MEHH HajTauHMja IITO MOXe AQ IIOCTOjH, jep aKO BeXel CBe IITO Tpeba
A oAMrpant Ha My3uKy, TH hem ce caahwu y cBakoj curyarmju (A. 4.).

CAMYHO 0BOj MOCAEAHOj IIUTHPAHOj M3jaBU FOBOPHO je U HAjIPU3HATH)H CTeIl
naecas Buan @pejzep (Willie Fraser), xoju je cMaTpao Aa maecad, ako He MOXe AQ
OTIeBa MEAOAH]jy, He MOXe HU A2 OAMTPA IIOKpeT Be3aH 3a wy (Melin 2008, 123).16

Ha xpajy, Mysuka y mocaears0j $pasu Bexxbama KopeorpadpCKOT AeAd ¥ CaAH, ¥
$asu Koja ce OABHja HEITOCPEAHO TIPeA jaBHO M3BODerbe, II0CTaje 3aMeHa 3a TAACOBHA
YIIyTCTBa PyKOBOAMOIIA aHCaMbAa 1 moaceha 1rTa je cBe OTpe6HO OAMIPATH H KAKO,
y oapehenom takry (Martin 1985, 58). Mysuky urpadu He IepLuUIHUpajy CBECHO,
K40 IITO TO paje y IpOIieCy yuera KOMIIOHOBAHOT OOpaciia IOKpeTa. YcBajambe
My3HYKe KOMIIOHEHTe OABHja ce HajBehMM A€AOM Ha HMIIAMIIUTHOM, OAHOCHO
HecBecHoM nponecy mamhema (Kocruh 2014), He Moxe ce Bep6aamnsoBary, mocraje
ayTOMAaTH30BAaHO M MMAHEHTHO je CaMO eMCKOM, OAHOCHO AHYHOM AOXHBAQJjY,
ayTobuorpadckom cehamy urpada, Kao AeAy AyroTpajHe MeMOpHje, Koje Ce 3aCHHBa
Ha AUYHOM UCKYCTBY.

3ABPIITHA PASMATPAA

Ilpoyu4aBame ONCEXHOr mporeca y (Ipe)UCIUTHBAY OAHOCA MY3HKE H UIPe
OTKpHBa HaM Aa KOMIIOHOBAH 06pasar] TOKpeTa y IpBoj pasu yuerma — KpO3 BUSYEAHY
IPeACTaBY, MMUTALMjy U PpeIeTHIHjy, He Iperno3Haje BeAHKM 3Ha4aj My3UuKe
KOMITOHEHTe y CMHCAY OIlaXKarha MeAOAHje U XxapMoHuje. OTypa ce y papy skKeaeao
PACBETAUTH U PAITYAAHUTHU TO KOjH Cy aCIIeKTH My3HKe OMTHH 3a UTpaue y IPOIlecy
ydea, a Koju y mporiecy nmamhersa ClieHCKe HapOAHe Urpe.

Toxom yuemwa HOBOr Kopeorpadckor MmaTepujasa, $OKyC Haxie HIrpada je
Hajlipe Ha KMHETHYKOM EAEMEHTY M PHTMHYKO] CTPYKTYPU HIPauKkor obpaciia
(KOjy puTMHYKa OCHOBA y MY3HYKO]j IPATHU MOXKE, AAH U He MOPa A2 YIIOTIyIyje).

16 OsBaj Haaa3 je ympaBO aHAAOTaH MCKYCTBMMA y €THOMY3HKOAOTHjH: Ka3MBayH, HauMe, AAKIIe
€er1po, jy TEKCTOBe IecaMa TOKOM IIeBakba, HEro aKO HACTOje A MIX Ce CeTe MUMO MY3HYKe AUMeH3Hje.
)
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Pasaor TOMe je Taj IITO ce y CeH30PHOj, IyAHOj MEMOPHjU H3BOlaua BPIIK CeAeKIiHja
uHPOpMAIIHja KOje CTIXY AO BeTOBOT KOTHUTUBHOT cucTeMa. Ha oppehenn nauus,
TO MPEACTaB&>A YCIIOCTABAAMBE ,IPHOPUTETA” IPUAUKOM yUera CIjeHCKe HapOAHe
urpe. ApyruM pednMa, y IpBUM eTallaMa yuera KOMIIOHOBAHOT oOpaciia IOoKpeTa
BU3yeAHA NPEACTaBA U MMHUTAlja) yCMepele UIpada je Ha KMHEeTHYKH arapar
(Aanexo jaun 0p ayAUTHBHOT ), KaO U Ha CaBAAAABaIbe U OBAAAABAIbE IIPOCTOPHOM U
BpeMeHCKOM ( PUTMUMKOM) AMMEH3HjoM Urpadkor obpacta. To 3HauM Aa ce yueme
CIIeHCKe HapOAHE MIPe y eTarmaMa ydera, PeaAn3oBaHe KPO3 TeXHUKy Ha Opojatve,
MOJXe OABHjaTH 6e3 My3HKe, IITO je OTBPH)eHO y IPaKCH.

C apyre cTpaHe, HaKo je UrpadeBa KA CEACKTOBAHA, yUermhe KOMIIOHOBAHOT
obpacIia MOKpeTa y3 My3utKy fipaility OAAKIIABa UTPAYMMA eTaIle yuema y MpoLecy
KOjH Ce OAHOCH Ha peleTHIHjy 1 Bexbamwe Kopeorpaduje Hapopne urpe. Hakon
M3BECHOT BpeMeHa 1 KOHTHHYUPAHOT IIPOljeca BeXOarba, UrPadH IIOYHIbY Ad IIAMTe
CIIEHCKY HApOAHY HIPY HA My3uKky, TpelU3HHUje peueHo, HA MEeAOAHjCKe obpacre.
Tapa A0Aa3M AO CHHTe3e KMHETUYKOT M My3MYKOT MaTepHjaa M Ta ABa eAeMeHTa
MIOCTajy jeAHO y CMUCAY CAYIIHE ¥ KMHEeCTeTHYKe MeMOpHje, TaKO IITO Ce TPYTIUILY Y
¢pase 1 KaO HEPA3ABOJHU EAGMEHTH ,IIyTYjy~ y AyTOTpajHy MeMopHjy. Kapa crexmy
CUT'YPHOCT Yy CBOj KMHETHYKH aIlapaT, ¥ AOCTUTHY y $asu IpyIHcama MEHTaAHY
IPEACTaBy O LJeAMHU HIPAYKOr 00paclja, MOYKiy KOMIIOHOBAHU 00pasar IIOKpeTa
Aa Be3yjy U CAyIIajy Ha My3HYKHU TOK, KOjU Ce Adse TTAMTH KaO HEOABOjHBA IleAMHA
My3uKe 1 Kopeorpauje HapopHe urpe. Cako xacHuje npucehame Ha oppeheny
HapoaHy urpy u3 Heke KHI 3axTeBa MCTOBpeMeHO M MAGHTHYHO IIOjaBAUBAKE C
My3HYKOM IIPATHOM, KAKO OH Ce 0OABHjaAd ¥ ,PEAAHOM BpPeMeHY , OAHOCHO Kako 6u
6maa Bpahena y paaHy MeMopujy urpava.

Ha xpajy oBor pasa KOHCTaTyje ce A2 IIOCTOju IOTpeba 3a AeTaAHUjUM
HCTPAXXUBAbeM U eAabOpUpaeM CTaBa A je HAPOAHA UIPa HEOABOjUBA OA My3HKe,
Ka0 U OTpeba 3a HCTPAXKUBAMEM II0jeAMHUX My3HUKHX [TAPAMeTapa ¥ yCIOCTABAbALY
mehyco6Hor opHOCa n3mely Mysuke u (cLieHCKe) HapoAHE HTpe.



248

MY3UKOAOTHJA / MUSICOLOGY 33 - 2022

AVICTA PEGEPEHIIU

Baji¢ Stojiljkovi¢, Vesna. 2019. Scenska narodna igra i muzika. Beograd: Muzikologki Institut SANU. /
Bajuh Crojuskosuh, Becna. 2019. Cyencka napogua uipa u mysuixa. Beorpas: My3HKOAOIIKE HH-
crurytr CAHY.

Barreto, Sofia and Eva Ordénez Flores. 2008. ,Music, Language and Dance: The Articulation of
Structures and Systems” The World of Music S0 (1): 17 - 31.

Bernstein, Nicholai A. 1996. ,On Dexterity and Development”. Translated by Mark L.Latesh. In
Dexterity and Its Development. Edited by Mark L.Latash and Michael T.Turvey. Mahwah, NJ:
Lawrence Erlbaum Associates, 1 — 244.

Betteridge, L. Gabirelle, Stevens, J. Catherine and Freya A. Bailes. 2014. ,Beat It! Music Overloads
Novice Dancers', Applied Cognitive Psychology, Appl. Cognit. Psychol. 28: 765-771.

Bodgani, Ramazan. 1991. ,Albanian Folk Dances Accompanied with Music”. Studia Musicologica
Academiae Scientiarum Hungaricae 33: 327-333.

Bolger, Deidre, Coull, Jennifer T. and Daniele Schon. 2014. ,Metrical rhythm implicitly orients
attention in time as indexed by improved target detection and left interior parietal activation”
Journal of Cognitive Neuroscience 26: 593-605.

Vasi¢, Olivera. 1997. ,(Ne)promenljivost igratkog obrasca u zavisnosti od njegovih nosilaca, prilika u
kojima se izvodi i muzi¢ke pratnje”. Izuzetnost i sapostojanje, V. medunarodni simpozijum Folklor
- muzika - delo. Beograd: Fakultet muzitke umetnosti, 266 — 274. / Bacuh, Oausepa. 1997. ,(He)
HPOMEHAHBOCT HI'PAYKOr 06paCIia y 3aBUCHOCTH OA BeTOBUX HOCHAAI, IPUAKKA Y KOJHMA Ce H3BO-
AML ¥ My3HuKe npatise’. H3yseiinocitl u catiocitiojarse, V. mehynapogru cumiiosujym Qorkop — mysuxa
— geao. Beorpap: Gakyarer Mysuuke yMeTHOCTH, 266 — 274.

Vatsyayan, Kapila. 1963. ,Notes on the Relationship of Music and Dance in India”. Ethnomusicology 7
(1),33-38.

Vukadinovi¢, Maja. 2019. Psihologija plesa i umetnicke igre. Sombor: Pedagoski fakultet.

Giurchescu, Anca and Torp, Lisbet. 1995. ,Dance-music relationships: an introduction” In Dance, Ritu-
al and Music, edited by Grazyna Dabrowska and Ludwik Bielawski, 143-148. Warszawa: Polish
Society for Ethnochoreology, Institute of Art and Polish Academy of Sciences.

Damsholt, Inger. 1999. “Choreomusicological Discourse: The Relationship between Dance and
Music”. PhD diss., University of Copenhagen.

Donald, Merlin. 1991. Origins of the Modern Mind: Three Stages in the Evolution of Culture and Cognition.
Cambridge, MA: Harvard university Press.

Downey, Greg. 2005. Learning Capoeira. Oxford University Press.

Joci¢, Dragan. 2009. Teorija i metodika plesa. Beograd: Fakultet sporta i fizitkog vaspitanja. / Jouuh,
Aparas, 2009. Teopuja u meitioguka iireca. Beorpaa: ®axyarer criopra i PH3HIKOT BACIHTAA.
Karin, Vesna. 2014. ,Plesna praksa Dinaraca u Vojvodini”. Doktorska disertacija, Beograd: Univerzitet
umetnosti. / Kapun, Becna. 2014. ,ITaecHa npaxca Ausaparia y Bojsoaunn”. AokTopcka pucepra-

nja, Beorpaa: YauBepsurer yMmerHocTH.

Kosti¢, Aleksandar. 2014. Kognitivna psihologija. Beograd: Zavod za udzbenike. / Kocruh, Aaexcanpap.
2014. Koinustiusna ticuxoroiuja. Beorpaa: 3aBo 3a yrbenuxe.

Kosti¢, Radmila. 2001. Ples — teorija i praksa, Ni§: Grafika Galeb.

Krasin Mati¢, Maja i Baji¢ Stojiljkovi¢, Vesna. 2017. Maestro Branko Markovic. Beograd: Agencija
Koreos. / Kpacun Maruh, Maja u Bajuh Crojuskosuh, Becha. 2017. Maecitipo Bpanko Mapkosuh.
Beorpaa: Arenmmja Kopeoc.

Laban, Rudolf. 1960. Mastery of Movement. London: Macdonald & Evans.

Laji¢-Mihajlovi¢, Danka. 2012. , Ethnomusicological research of the guslars’ memory: a pilot study”.
In Musical practices in the Balkans: Ethnomusicological perspectives, 67-85. Beograd: Muzikologki
institut SANU.



249

MAJA KRASIN MATIC
(RE)EXAMINING THE RELATIONSHIP BETWEEN MUSIC AND DANCE

Large, EdwardW. and Mari Riess Jones. 1999. ,The dynamics of attending: How people track time-
varying events”. Psychological Review 106: 119-159.

Levitin, Danijel Dz. 2011. Muzika i mozak — zasto volimo muziku, Beograd: Psihopolis.

Leman, Marc. 2008. Embodied music cognition and music mediation technology. Cambridge, MA: MIT
Press.

Loni¢, Milorad. 2018. Koreografija — tradicionalna igra na sceni. Novi Sad: Matica srpska. / Aonuh, Mu-
Aopap. 2018. Kopeoipaduja — itipaguyuonana uipa ua cyenu. Hopu Cap: Maruna cprcxka.

Marijan, Maja. 2011. ,Igra prstiju i intelekta — evaluacija kognitivno-psihomotornog modela
primenjenog u nastavi klavira”. Zbornik trinaestog pedagoskog foruma scenskih umetnosti, Fakultet
muzi¢ke umetnosti, Beograd, 90 — 10S.

Marijan, Maja. 2012. ,Igra prstijuiintelekta: kognitivno-strukturalni aspekt kognitivno-psihomotornog
modela nastave klavira”. Zbornik cetrnaestog pedagoskog foruma scenskih umetnosti, Beograd: Fakultet
muzicke umetnosti, 134-140. / Mapwujan, Maja. 2011. ,MIrpa npcrujy 1 HHTeAeKTa — eBaAyaruja
KOTHHTHBHO-TICHXOMOTOPHOT MOAE€AQ IIPUMEIEHOT y HACTABH KAABHUPA . 300pHUK ilipuHaectiol ile-
gaiowkol opyma cyencicux ymetinocitiu, beorpap: @axyarer Mysiuke ymerHocty, 134-140.

Martin, Randy. 1985. ,Dance as a Social Movement*. Social Text 12, Duke University Press, 54 -70.

Matlin, Margaret. 2002. Cognition. Harcourt College Publishers, Sth Edition, Florida.

Melin, Mats. 2008. ,Observations of Communication between Dancer and Musician in the Cape
Breton Community”. Proceedings od 2nd International Conference on Dance Research Forum Ireland.
Limerick: University of Limerick, 119-125.

Mellish, Liz. 2013. Dancing through the city beyond: Lives, movements and performances in a
Romanian urban folk ensemble. PhD Diss. University College London (UCL), School of Slavonic
and East European Studies.

Miller, George Armitage. 1956. ,The magical number seven, plus or minus two: Some limits on our
capacity for processing information”. Psychological Review 63: 81-97.

Nahachewsky, Andriy. 2012. Ukrainian Dance, A cross-cultural approach. Jefterson, North Carolina &
London: McFarland &Company.

Nilsson, Mats. 1991. ,Dance Transmission, a Question of Learning or Teaching?”. Studia Musicologica
Academiae Scientiarum Hungaricae, T. 33, Fasc. 1/4): 279-284.

Paladin, Aleksandra i Predrag Mitrovi¢. 2012. ,Muzika i pokret — umetnost ili lek?”. Zbornik cetrnaestog
pedagoskog foruma scenskih umetnosti, Igraj, igraj, igraj. Beograd: Fakultet muzicke umetnosti, 183
187. / Ilarapus, Anexcanppa u Ipeapar MMTPOBHh. 2012. ,Mys3uka U MOKpeT — YMETHOCT HAU
Aek?”. 360prux ueiipraeciiiol egaioukoi popyma cyerckux ymeinnociiu, Hipaj, uipaj, uipaj. Beorpaa:
DaxyareT My3uuke ymerHocr, 183-187.

Palmer, Caroline, Krumhansl, L. Carol. 1990. ,Mental Representations for Musical Meter®, Journal of
Experimental Psychology: Human Perception and Performance 16, (4): 728-741.

Pollatou, Elisana, Vassilia Hatzitaki and Kostandina Karadimou. 2003. ,Rhythm or music? Contrasting
two types of auditory stimuli in the performance of a dancing routine”. Perceptual and Motor Skills,
97:99-106.

Poon, P. P. L. and Rodgers, W. M. 2000. , Learning and remembering strategies of novice and advanced
jazz dancers for skill level appropriate dance routines”. Research Quarterly for Exercise and Sport 71:
135-144.

Purnell-Webb, Patricia and Craig P. Speelman. 2008. ,Efects of Music on Memory for text”. Petceptual
and Motor Skzll 106: 927-957.

Rakocevi¢, Selena. 2011. Igre plesnih struktura. Tradicionalna igra i muzika za igru Srba u Banatu u svetlu
uzajamnih uticaja. Beograd: Fakultet muzicke umetnosti.

Rakocevi¢, Selena. 201S. ,Muzika, ples i pamcenje: ka preispitivanju metoda terenskog istrazivanja
plesa.“ Muzikologija 19: 51-64. https://doi.org/10.2298/MUZ1519051R. / Pakouesuh, Ceaena.
2015. ,Mys3uka, niaec u mamherse: Ka IPENCIMTHBAY METOAQ TEPEHCKOT HCTPaXKUBarba raeca’. My-
uxoroiuja 19, 51-64. https://doi.org/10.2298/MUZ1519051R.



250

MY3UKOAOTHJA / MUSICOLOGY 33 - 2022

Rath, Emil. 1939. The Folk Dance in Education. Minneapolis: Burgess.

Saks, Oliver. 2007. Muzikofilija — price o muzici i mozgu. Beograd: Clio.

Thompson, W.E. 2009. Music, Thought and Feeling: Understanding the Psychology of Music. New York:
Oxford University Press.

Felfoldi, Laszlo. 1994. ,The Connection of Dance and Dance Music: Over or Under-Estimation of
Their Significance”. In Proceedings of the 18th Symposium of the Study Group Ethnochoreology, The
International Council for Traditional Music: Dance, Ritual and Music, 189-187.

Felfoldi, Lasz16. 2002. ,Dance Knowledge: To Cognitive Approach in Folk Dance Research”. In Dance
Knowledge — Dansekunnskap. International Conference on Cognitive Aspects of Dance. Proceedings 6th
NOFOD Conference, edited by Egil Bakka. Trondheim: Univeristy of Science and Technology.

Foley, Catherine. 2008. ,An Exploration of Percussive Dance at Trath na Geos, 2002”. In Close to the
Floor: Irish Dance from the Boreen to Broadway, edited by Maloney, Mick Morisson — J'aime —
Quigley, Collin, 47-56. Madison: University of Wisconsin, Macater Press.

Figedi, Janos. 1999. ,The Effect of Cognitive Factors to Human Movement”. In Proceedings of the 21th
Biennal Conference of the International Council of Kinetography Laban, 149-153.

Hanna, Judith Lynn. 201S. Dancing to Learn: The Brains Cognition, Emotion, and Movement. Lanham,
Maryland: Rowman & Littlefield.

Hahn, Tomie. 2001. ,Singing a Dance: Navigate the Musical Soundscape in ,Nihon Buyo”. Asian Music
33(1): 61-74.

Himberg, Tommi and Marc R. Thompson. 2011. ,Learning and Synchronising Dance Movements
in South African Songs Cross-cultural Motion-capture Study”. Dance Research: The Journal of the
Society for Dance Research 29: 305-328.

Caroll, Noél and Margaret Moore. 2008. ,Feeling movement: Music and Dance®. Revue Internationale
de Philosophie 62: 413 — 435.

Cross, Emily. 2010. ,Building a dance in the human brain: Insights from expert and novice dancers®
The Neurocognition of Dance — Mind, Movement and Motor Skills. New York: Psychology Press,
Taylor & Francis e-Library, 177-203.

Quigley, Colin. 2016. ,Locating the Choreomusical: The Case of European and American Dance Fid-
dling“. Cesky lid. 103 (4): 515-536.

Wallace, Wanda T. 1994. ,Memory for music: Effects of melody on recall of text". Journal of Experimental
Psychology: Learning, Memory, and Cognition 20, 1471-148S.

NHTEPBjYU

AnHcaMbA HapoAHuX urapa u necama ,Koao®
o Aaayuh, Aparan, maj 2018.

o baukyma, Muaan - jyn 2018.

«  Bupaxosuh, Tamapa — maj 2018.

«  Byaeruh, Munopap — jyr 2018.

«  Byaosuh, Muaom - jyn 2018.

o TIpunh, Tujana — maj 2018.

o Aumurpujesuh, Bojan — anpua 2018.
«  Jesruh, Mapko — maj 2018.

o Jepxosuh, Kpcro - maj 2018.

. Kapaxaajuh, Auppuja — anpua 2018.
. Kapaxaajuh, Bamsa — Maj 2018.

o A.Maja-maj2018.

«  Mupxosuh, Ana — anpua 2018.



251

MAJA KRASIN MATIC
(RE)EXAMINING THE RELATIONSHIP BETWEEN MUSIC AND DANCE

o Murposuh, Topau — anpua 2018.

«  Murposuh, 3opana — maj 2018.

o O6paposuh, Busana - Maj 2018.

o Ilerposuh, Auheaxa — anpua 2018.
«  Paposanosuh, Bojana — jyx 2018.

«  PapoBanosuh, Muaan — maj 2018.

«  Panunh, Besxo - jyrn 2018.

«  Crankosuh, VBa — Maj 2018.

o Croxosuh, Baapumup — maj 2018.

o Yybpuao, Aejau — maj 2018.

Kopeorpadu 1 yMEeTHHYKH PYKOBOAMOLH

.  Kapaxaajuh, Auppuja — maj 2018.

e Aorynos, Baapumup — maj 2017.

e Murposuh, Topan - maj 2018.

. O6paposuh-/oybunkosuh, Bepa — maj 2018.
o IThexuh, Mapuja— perrem6ap 2021.

Maja KraSIN MATIC

(RE)EXAMINING THE RELATIONSHIP BETWEEN MusIC AND DANCE
FROM THE PERSPECTIVE OF LEARNING AND MEMORISING
ForLk DANCE CHOREOGRAPHY

(SuMMARY)

This article aims to (re)examine previous opinions and theses about the relation-
ship between music and dance in Serbian ethnomusicology and ethnochoreology.
This research contributes to the study of the relationship between music and dance
through the elaboration of questions such as: how music and dance coexist in the
perception of the performer; whether dance is always inseparable from music or it
becomes independent from it in formal learning conditions; whether music influ-
ences learning and memorising the choreography of the folk dance.

Since similar issues have not been thoroughly addressed in Serbian ethnochore-
ology, ethnomusicology, and dance anthropology, the aim of this article is to point
out the aforementioned problem in the context of the processes of mastering—learn-
ing and then practicing choreographed folk dance. The choice of this topic is due to
the fact that folk dance choreography as a phenomenon combines, on the one hand,
learning methodology taken (partly) from artistic dance choreography and, on the
other hand, dance motivation and forms from traditional dances.

The study of the extensive process in the (re)examination of the relationship
between music and dance reveals to us that the composed movement pattern in
the first stage of learning — through visual representation, imitation and repetition



252

MY3UKOAOTHJA / MUSICOLOGY 33 - 2022

— does not recognise the great importance of the musical component in terms of
perceiving melody and harmony. Therefore, the aim of this stidy is to clarify which
aspects of music are important for the dancers in the learning process, and which in
the process of memorising the stage folk dance.

The findings presented in this paper are based on field research that focused on
the process of formal learning of folk dance choreography by members of the Folk
Dance and Song Ensemble “Kolo”, in its practice rooms in Belgrade.
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MUSIC IN POSTSOCIALISM:
THREE DECADES IN RETROSPECT

ED1TORS: BILJANA MILANOVIC, MELITA MILIN
AND DANKA LAj1¢ MIHAJLOVIC

Belgrade: Institute of Musicology of SASA, 2020.
ISBN 978-86-80639-60-4

More than three decades after the fall of the Berlin Wall and the dissolution of the
Soviet bloc, an international team of contemporary musicologists has produced a
long-awaited analysis of the complex transformations that have affected (and con-
tinue to affect) the soundscape of the European countries (and beyond) that es-
caped the communist regime in the 1990s and have now entered the new Europe-
an socio-economic, cultural-artistic, political and geographical framework created
after that date. It is to the credit of a remarkable team of editors made up of three
renowned scholars from Serbia—Biljana Milanovi¢, Melita Milin and Danka Laji¢
Mihajlovi¢—who have managed to bring together another seventeen scholars from
thirteen countries. They produced sixteen studies collected in the volume entitled
Music in Postsocialism: Three Decades in Retrospect, published in 2020 by the Institute
of Musicology of the Serbian Academy of Sciences and Arts.

The joining, integration or/and reintegration after 1990 of the former commu-
nist bloc states into the European democratic space requires a clear analysis of the
scholarly approach and of what the editors consider the work to be: namely, a major
contribution to “transitional/post-socialist studies in music” (p. 3). The key terms
of the discussion in this volume capture, in the finest nuances, the phenomenon of
the profound transformations that have taken place in these states throughout more
than 30 years since their incorporation into the new circumstances of a free Europe.
These are the terms “post-socialism” and “post-communism” (see the discussion on
p- 2), with the editors finally opting for a title that includes the concept of “post-so-
cialism”, while also accepting the arguments of their contributors to decide on any
term that they feel is appropriate to the context under examination (p. 2). As a re-
sult, we are dealing with a large-scale, tripartite project with contributions from re-
nowned specialists. The editors’s Introduction (Music in Postsocialism — Looking Back
at the First Three Decades) offers a synthetic approach and a meaningful insight into
the main political and cultural issues related to the main theme.
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The first part of the volume (“Rethinking the Past, Shaping the Present: Tra-
dition, Memory and New Music”) includes six studies mapping and contextualis-
ing—with a diverse methodological apparatus and a keen critical eye—music and
contexts belonging to the Slovenian, Lithuanian, Ukrainian, Serbian, East German/
GDR and even Georgian musical past (the last one in the former-Soviet context). In
his study “Postsocialism and Other -isms in Slovene Music Since 1991: Post/Moder-
nity, Post-Histori/ci/sm (Post-Classicism), Post-Nationalism, and Glocalism”, Leon
Stefanija (Ljubljana) investigates, on five levels, the post-socialist music production
in Slovenia, its reshaping after 1990, the place of nationalism in the making of a new
musical arena (including the role of ethnic minorities in this context). It seems to me
that the attempt to define a nation-wide strategy to protect national musical creativ-
ity by setting up a broadcasting system for local music (including popular music),
as opposed to imported music, is wholeheartedly encouraged. Lithuanian post-so-
cialist art music scene of the last three decades is meticulously analysed through a
selection of representative works in the chapter by Grazina Daunoravi¢iené (Vilni-
us), entitled “Reflections on Lithuanian Postsocialist Music in the Framework of the
Genotype Institution”. Diacronically, the author identifies four categories of musical
‘genotype’ in Lithuanian works, their “genetic identity”, and how these are reflected
in contemporary Lithuanian music creation. In the study “Rethinking the Soviet-Era
Georgian Music”, Rusudan Tsurtsumia (Tbilisi) diachronically examines Georgian
musical culture, with an emphasis on the moment of Soviet oppression imposed by
“radical socialist realism” (p. 72) and the pursuit of the goal of “identifying ideology
with art” during the Stalinist period. Tsurtsumia informs us that—as in other com-
munist states—there were Georgian composers during this era who were producing
valuable and ideologically unsubservient music with a certain personal identity, a
situation that would improve after Khrushchev. The post-socialist period, in the spe-
cialists’s opinion, has been turbulent in political and socioeconomic terms; however,
this has not prevented the emergence of a generation of composers of certain value.

The next two chapters examine religious / sacred music in Ukraine and Serbia,
one of the areas of musical composition that was intensely and constantly censored,
marginalised and persecuted by the communist regime—a phenomenon that
was observable in all countries under Soviet influence. The first study by Lyubov
Kyyanovska (Lviv), entitled “National and General Signs of the Ukrainian Church
Music of the Present”, proposes a detailed radiography of a rich material, some of
it unpublished, divided into two categories, “religious music” and “sacred music”,
and further divided into several subgroups. The investigative view not only of Or-
thodox practices and the compositional production inspired by this ethos, but also
of the musical phenomenon manifested in the Catholic Church in the western part
of the country, sometimes with reference also to the Protestantism, is welcome. At
the same time, the author probes in depth the themes and genres that emerged with
the post-1990 revival of sacred music due to the interest of a generation of young
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people. Starting from the nationalism of the 1980s and the “strong national project”
culminating in the “renaissance of Serbian culture” (p. 110) at the end of the afore-
mentioned period, the study “Serbian Orthodox Choral Music: Its Revival Over
the Three Last Decades” by Bogdan Pakovi¢ (Novi Sad) focuses on religious mu-
sic productions, concentrating on the works of four important Serbian composers
after 1990. It is significant in this context that the analyses of the works of the four
composers are supplemented with extensive interviews on various topics (theolog-
ical, dogmatic, technical-compositional, aesthetic, etc.), which increases the under-
standing of these composers' visions of the musical phenomenon manifested in the
liturgical context. Written by Dalibor Davidovi¢ (Zagreb), the sixth and concluding
study of Part I of the volume (“After the End of the World. On Music in Hans Jiirgen
Syberberg’s Café Zilm”), is surprising in that its author, although Croatian, writes
about a German topic. The focus of his research is the work of an artist who is not a
composer but a film director, namely Hans Jiirgen Syberberg. The horrors that took
place in his home village during World War IT become Syberberg’s lifelong obsessive
theme. Returning to the place ofhis birth after the fall of the Berlin Wall, the German
artist sets up his life project, “The Nosendorf Project”, with Café Zilm as part of it,
along with complex installations, projections and happenings. Davidovi¢ immerses
himselfin the music used in Café Zilm, music that comes from the German tradition,
as the author attempts to decipher its role in Syberberg’s art.

The second part of the volume bears the title “Festivals and Institutions: Strate-
gies of Existence and Survival” and includes five studies dedicated to the dynamics
of music and arts institutions and festivals in Serbia, Bosnia-Herzegovina, Roma-
nia, Hungary and post-socialist Russia. Knowing that not all communist states were
the same, just as not all of communist political systems functioned in the same way
in each and every country, it is more than obvious that political, economic and so-
cio-cultural contexts and factors are crucial in the post-socialist countries that aim to
redefine their musical lives. The first chapter is by Jelena Jankovi¢-Begus and Ivana
Medi¢ (“On Missed Opportunities: The International Review of Composers in Bel-
grade and the 'Postsocialist Condition™) and focuses on the well-known and lon-
gest-running festival of contemporary music in Serbia, founded in 1992. In addition
to the intense effort of systematising a vast amount of material (1992-2020) and
discussing the events and situations that the festival has gone through in the turbu-
lent political and economic contexts that Serbia has experienced during these three
decades, the remarkable analysis carried out by the two scholars also has the excep-
tional merit of being grounded in their own expertise, from the inside, as they were
involved in the running of various editions of the event. According to the authors
of the study, the International Review has always been a festival of “academic com-
posers” (p. 142), and the period mentioned above has been segmented into three
stages: (1) the ““war years’ (1992-2000)" (2) the “transition’ phase (2001-2006)”
and (3) the “stagnant’ phase (2007 to present)”.
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In her study Festival/isation of Art Music — the Collapse or Recreation of Sarajevo
Concert Life, Fatima Hadzi¢ (Sarajevo) deals with music festivals of the last three
decades in Sarajevo, the capital of Bosnia and Herzegovina. It is more than obvious
that such events are dynamic and function as an economic, cultural and beneficial
engine for the cultural scene nationwide. The author also emphasises that festivals
become an instrument for legitimising the political power that supports such initia-
tives and plays a crucial role in the distribution of financial resources, the majority of
which come from public funds. The chapter by Valentina Sandu-Dediu (Bucharest),
“Socialist and Postsocialist Histories Reflected in the Recent Past of the Bucharest
Philharmonic”, investigates the changes undergone by one of the most important
concert institutions in Romania, the Bucharest Philharmonic. Founded in 1868 and
predominantly state-funded, it is understandable that cultural and artistic policies
were dictated to an overwhelming extent, especially during the socialist period, by
the official politics of the time in Romania. The author examines in detail all these
changes and political interferences that caused the Philharmonic to become exclu-
sively state-owned (after 1945), which was reflected in the strongly ideologised con-
tent of the repertoires and concert engagements of the Philharmonic in Romania
and abroad. The period of the last three decades is one of transition dominated by
moments of crisis, including financial, but also by the persistence of a minimal re-
sistance through the promotion of repertoires for a wide audience, and, with some
exceptions, without a real concern for the promotion of new works and premieres.

Starting from a letter written in 1992 by a group of four composers born after
1947 to another group, also of four composers but “modernists”, oriented towards
Western models, who nevertheless had held leading positions in Hungarian cultural
life, the study by Anna Dalos (Budapest), “Critical Years: Debates in the Field of
Hungarian Music (1988-1992)” discusses in depth the most turbulent and polit-
ically difficult transitional period in Hungarian musical life (1988-1992) through
the lens of three of the country’s major musical institutions: the Hungarian Com-
posers' Association, the National Philharmonic and the Hungarian Music Society.
The situation is strikingly similar in terms of reactions, atmosphere and results to
what happened in Romania after 1989: tribulations and accusations between com-
posers from different generations, acid discussions about the privileges enjoyed by
some politically subservient members, protests, withdrawals from office, etc.—all
of these reactions were aimed at the preservation and promotion of contemporary
music, cultural-artistic policies in line with pan-European free market guidelines and
musical institutions of all kinds. The study by Lidia Ader and Konstantin Belousov
(Saint Petersburg), “Music and Business in Postsocialist Russia’, provides a detailed
account of the economic challenges faced by Russian opera and ballet companies,
orchestras and musical institutions in general after 1989. The two scholars identify
the new financial mechanisms governing the current market economy of musical
life in the major Russian metropolises (especially St Petersburg and Moscow), high-
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lighting the decreasing role of the state in exclusively managing the music industry
and its attempt to indirectly support the phenomenon by including private and cor-
porate sponsors.

The final part of the volume, “Changing Landscapes of Traditional and Popular
Musics”, begins with two studies that investigate traditional music in Romania and
Kazakhstan. In her chapter “Folklore in the Communist Period and Its Later Exten-
sions: The Romanian Case”, Speranta Radulescu [+ 2022] (Bucharest) explores the
drastic transformations that traditional music in Romania underwent between 1945
and 2019, their dynamics and the (mostly destructive) role that the media played in
promoting rural music. Gulzada N. Omarova’s (Almaty) study, “Postsocialism and
the Culture of Kazakhstan: National Music in the Era of Global Changes”, analy-
ses diachronically and with a critical eye, the phenomenon of traditional music cul-
ture before and after 1991, the year of Kazakhstan's independence from the Soviet
Union, partly from its educational and artistic models. In Omarova's view, during the
communist era, the state played a central role in controlling folk music and, in par-
allel with the infusion of Western sound (generally exotic for Central Asian states),
encouraged the popularisation of traditional musical genres of questionable value.
After 1991, the state, through a nationwide strategy and special programme (both
cultural-artistic and educational), attempted to recover this sound heritage. Claire
Levy's study “Euphoria and Creativity: Bulgarian Music in the Time of Transition”
presents a dynamic radiography of the musical phenomenon in Bulgaria, focusing
mainly on the study of the years 1980-1990. The balance between the Eastern and
the Western sound, the diversity of music and the musical practices of the various
communities and minorities in this country, gave birth to fusion and underground
music, with lyrics whose messages are direct, using an informal, uncensored, ironic
language. All this sonic melange reveals the complexity of the music that individual-
izes and personalizes Bulgarian music in the European context and whose common
element seems to be the ethno component. The last study in the volume, “The Phe-
nomenon of Slavic Metal. The Case of Poland” by Anna G. Piotrowska, examines the
history of the penetration of metal music in her country and the role that Scandina-
vian metal bands played in promoting it in Poland. Piotrowska observes how, during
the socialist period, Slavic mythology became part of the religion in a predominantly
Catholic country, becoming an essential component in the bands’ message. More-
over, major figures of Slavic paganism became central themes and anti-communist
dissident symbols.

In conclusion, we are in the presence of one of the most profound and consis-
tent musicological contributions produced in recent years on the dynamics of the
post-socialist musical phenomena in Europe and Asia. The richness of the meth-
odologies used in investigating the research topics, the diversity of analytical per-
spectives, the expertise of the specialists—a majority of whom are natives of the
countries they have studied, and who have lived and worked in the systems that they
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analysed—are additional indicators of the outstanding value of this volume. I be-
lieve that the studies in this book not only show the turmoils and difficulties that
the musical arts experienced with the transition from socialism to post-socialism,
but also constitute a well-founded theoretical reference that will help us to better re-
define the future and the objectives of musical-artistic and educational institutions,
each with its own specificities and character, in the entire post-socialist space.

Nicolae Gheorghitd



PHONOGRAPHIC ENCOUNTERS:
MAPPING TRANSNATIONAL CULTURES OF SOUND,
1890-1945!
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Abingdon and New York: Routledge, 2022.
ISBN: 978-0-367-43921-7 (hbk); ISBN: 978-1-032-05711-8 (pbk);
ISBN: 978-1-003-00649-7 (ebk); DOI: 10.4324/9781003006497

The book Phonographic Encounters: Mapping Transnational Cultures of Sound, 1890
1945 contains 12 chapters (framed by an introduction and a conclusion penned by
editors Roy and Moreda Rodriguez respectively) dedicated to the exploration of
protagonists, spaces and places beyond the main narrative on the major inventors,
labels and performers explored in the histories of early recording industry thus far.
The contributions were originally presented at the conference Early Sound Recording
Technologies: Transnational Practices, History and Heritage, held at the University of
Glasgow in June 2018 (Moreda Rodriguez, p. 262). The collection does not follow
any obvious unifying or universal aims or narrative linearity. The result of such an
approachisan exploration of waysin which phonography and the musicindustry took
root in social, cultural and political contexts as diverse as: the turn of the 20th century
China, tzarist Russia, World War II Germany or the Little Italy in Philadelphia, US in
the first decades of the 20th century. These circumstances brought forward, among
others, the roles of record engineers, record retailers, window dressers, founders
and members of record clubs. Here, phonography is understood as “a dynamic and
multivalent socio-material practice of recording, collecting, retrieving and passing
on sound - involving a vast variety of intermediaries, materials, machines and
localities” (Roy, p. 1).

1 Writing of this review was supported by the Science Fund of the Republic of Serbia, Grant no.
7750287, project Applied Musicology and Ethnomusicology in Serbia: Making a Difference in Contemporary
Society — APPMES. The monograph to be reviewed was chosen due to being aligned with the aims
of the work package 2 “Safeguarding of Music as Cultural Heritage: Aspects of Institutionalisation
and Technologisation”. This work package deals with discography in Serbia as lasting proof of a
technological influence on musical heritage. Both the team behind the book Phonographic Encounters
and the team working on the project APPMES focus on the mediation between local music practices
and recording technologies, on the basis of extensive archival research and fruitful cooperation with
amateur record collectors. The first results of the project APPMES were published in the issue no. 32
(2022) of the journal Musicology, edited by Dr Danka Laji¢ Mihajlovi¢, who is also the coordinator of
the aforementioned work package.
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With such a diversity in topics and approaches, the contributors also came from
various disciplines such as musicology, history, sociology of music, popular music
studies, sound studies, theory of culture and sound and material culture theory.
Even so, the editors and authors operate within common coordinates, resulting in
underlying connections between otherwise diverse chapters. Many of them are
based on extensive archival research of sound recordings, magazine illustrations,
maps, trade journals etc., including nonstandard and informal archives, such as flea
markets or second-hand shops. The mere fact of bringing forward such material
challenges the dominant, “big” narratives of phonography coming mainly from
the Anglo-American, German and French-speaking worlds, while provoking
discussions on interrelations between imperialism and colonialism on the one hand,
and recording technologies and practices on the other. The meticulous style that
authors share emphasizes the focus on microhistories of “phonographic encounters”
in a specific time and place, as another way of expanding the top-down narratives
inevitably present in the earlier histories of recorded music. Importantly, theoretical
concepts that the authors develop by means of their individual studies are always
rooted in traces of their subjects’ socio-material practices.

The book is divided in four parts. In the introductory chapter, sound and material
culture theorist Elodie A. Roy outlines the main concepts, topics, sources and
methods presented in the monograph. Transnational phonography and relational
practices of encounters, negotiations and embodied knowledge are given due
attention as concepts emphasized in the title of the book.

The first part, “Negotiating geographical and cultural boundaries: Intermediaries,
traders and operators” consists of chapters by musicologist Sergio Ospina Romero,
sinologist Andreas Steenand historian HenryReese. OspinaRomero offersanarrative
oftouringrecordingscoutsand engineers, describingin detail their working processes
in the beginning of the 20th century. By offering a bottom-up analysis of the work of
recording scouts—i.e. actual people making decisions that eventually contributed to
what we know as catalogues of early companies—the author provides a persuasive
alternative to the customary accounts on ‘dehumanised’ major labels. In the chapter
dealing with the beginnings of the recording industry and phonographic practices
in China, Andreas Steen highlights the role of the middleman or Chinese manager,
comprador, who served as a mediator between foreign company’s recording scouts
and local artists and their traditional practices. Since the scouts lacked knowledge
of the Chinese language and culture, Steen notices that middlemen had significant
space for agency. The author of the last chapter in this part, Henry Reese, explores
the ways in which the phonograph and phonograph demonstrations were used
to create distinct settler colonial soundscapes, at the expense of marginalized and
silenced indigenous sounds, thus problematizing imperial and colonial undertones
of the dawn of the recording industry.

Listening practices are at the core of the second part of the book (“Repertoires,
auditory practicesand the shaping of newlistening identities”) and examined by three
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musicologists. First, Jodo Silva takes us to Portugal while exploring constellations
of different musical commodities and the ways they interacted with and influenced
each other (e.g. librettos, sheet music, discs). Silva carefully chooses theoretical
concepts appropriate for the researched materials and focuses on the concept of
intermediality. Eva Moreda Rodriguez focuses on the record club Discofils active in
Spain in the 1930s, including its repertoire politics and positioning towards Catalan
nationalism. She also comments on the rare occurrence of a substantial archive
being preserved, because the lack of material is often the reason why certain topics
from recorded music history remain undisclosed. Ulrik Volgsten analyses press
coverage of various types to follow transformations of listening to recorded music
in Sweden, offering their classification in three phases. Volgsten achieves a balancing
act between the notion of the mediatisation of music as well as the musicalisation of
everyday life, as inextricable, multi-way processes.

In the part titled “Phonography as ideology: The reordering of knowledge and
sensibilities”, the authors tackle the various questions regarding the production of
acoustic knowledge and discourses around recorded sound and the music industry.
Musicologist Karina Zybina traces the beginnings of the Russian music recording
business and its development up to the revolutionary year of 1917, based on printed
sources. Repertoire politics has also been scrutinised, with interesting insights into
the Russification of foreign compositions. Musicologist Benedetta Zucconi inspects
a somewhat unexpected pairing of the discourse of Neo-idealistic philosophy
prevalent among Italian composers and intellectuals, on the one hand, and the
juridical, copyright-related discourse that led to changes in the reception of recorded
music in Italy in the 1930s, on the other hand. The author explains the development
of ‘phonographic awareness’ by means of detailed analyses of these discourses. The
chapter written by historian and theoretician of culture Britta Lange deals with
the national-socialist ideology of World War II Germany and the concept of “das
Volk” through the construction of forms of political acoustic knowledge. The author
closely examines the recordings of Volhynian Germans made in the early 1940s for
research purposes and proves their compatibility with the propagandistic goals of
the Nazi state.

The commercial aspects of record sales and their entanglement with everyday
sensibilities and identity formations are examined in the fourth part of the book
(“The social geographies of record-shopping”). Historian J. Martin Vest draws on
the inherently multimedia character of phonography by investigating the pioneering
activity of window dresser Ellis Hansen. Several aspects are deliberated in this essay:
synesthetic aspects of “the aesthetic of arrest”, early engagement of the phonograph
industry and its advertisement sector with designs aimed at controlling and
constructing the consumers’s sensing habits, as well as standardisation, centralisation
and mass production of window displays of the Victor Talking Machine that mirrored
production of sound recordings. Musicologist Siel Agugliaro questions the ways in
which the phonograph defined the transnational identity of the Italian immigrant
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community in Philadelphia in the first two decades of the 20t century. Exploring
the profiles of record sellers, repertoires of Italian recordings and activities in which
owners of record shops and artists were entangled, the author sees the phonograph
as a tool for the creation of a transnational space in which ties with the homeland
exist in a specific capacity. In the last paper, historian and sociologist Thomas
Henry draws a geohistorical map of Parisian record retailers and dealers, stating
that transformations in commercial practices reflect the status of sound carriers
through time, in order to reconstruct this often-neglected aspect of the history of
phonography. Henry’s study is directly connected to the online mapping project
Disquaires de Paris, which introduces the idea of multimedia presentation of research
and visualisation of knowledge on phonography.

In the conclusion, Moreda Rodriguez reviews the promising potential of digital
mapping in future research on phonography and creative engagement with (sound)
artefacts of material history. Here, the additional possible threads and areas of early
recording history are attended to, serving as a reminder both of the versatility of
phonography as a research field, and the extensive archive-oriented approach
resulting in context-sensitive microhistories. Certainly, the authors of individual
studies gave numerous cues to future researchers on how to tackle similar topics,
while staying highly sensitive to local and regional social and material ecologies.
While being limited by the context covered, due to its focus and avoidance of global
and universal conclusions, the book Phonographic Encounters still opens the door for
local specificities to be examined in detail and shows how such endeavours could be
successfully achieved.

Marija Maglov



PLAYING MULTIPART MUSIC:
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Wien-Koln: Bohlau Verlag, 2022.
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YerBpTo u3pame y yraeaHoj eaurmju European Voices: Playing Multipart Music: Solo
and Ensemble Traditions in Europe mocseheHO je BHIIETAACHOj HHCTPYMEHTAAHO]
MY3HILIU 1 TO OHOj KOja Ce U3BOAU Ha II0jeAMHAYHUM HHCTPYMEHTHMA, Kao K OHOj KOoja
je pesyATaT MysuLMpama aHCaMbaAd. YPEAHHIIM H3Aakba, eTHOMY3UKOAO3H YAPHX
Moprenmrepn (Ulrich Morgenstern) u Apanjan Axmepaja (Ardian Ahmedaja),
OKYIIMAM Cy 4eTPHAecTOpO ayTopa M3 4YaK jepaHaect semama (Cpbuja, Mahapcka,
Wraauja, AutBanuja, Pymynuja, Iloncka, Pycuja, Aycrpuja, Yemxa, Hbemauka,
CaoBauka), uuMme je, Tpuje cBera, obesbujeheH yBuA y pasaudmuTe TpapuLmje
BUmeraacHor csupama. OBaj obumuu 36opuuk (319 crTpana) cappxu, Kako
ITIOAHACAOB U CyTepHIIIE, ABHje LIjeAHe, OA KOjUX Ce Y jeAHO] HAllIAO YeTHPH, a Y APYTOj
mect cryauja. LleHTpaaHOM AMjeAy 300pHMKA MPETXOAE YBOAHE PHjeuM ypeAHHKA
(cTp. 9-21), TekCT HAmMCaH y YacT HEAABHO NPEMHHYAOT KOAeTe, ayCTPHjCKOT
erHoMysukoaora Pysoada Ilnua (Rudolf Pietsch), (cTp. 23-25), a Ha kpajy ce
HaAase CIHCAK ayAuo-Bu3yeAHHX npumjepa (crp. 287), 6unemke o capapHULUIMA,
ayropuma papoBa (cTp. 295-298), uHAexkc mMeHa u mojmosa (crp. 299-319) u
KOMITAKT-AUCK C ayAHO M BUAEO IPHMjepHuMa KOjH HAYCTPYjy ITyOAUKOBAaHe CTyAHje
Kao IIPUAOT YKYTIHOM H3AABY.

YpeAHUUKH TEeKCT AOHOCH mmoAcjehare Ha IPETXOAHA M3AABA Y OBOj €AULIHjH
U pazao3uMa GOKyCHparma Ha MHCTPYMEHTAAHY BHIIETAACHY MY3HKy KOja je, OBOM
IPHAMKOM, IIPENO3HATa Ka0 00AACT 32 Ay0sa HCTPAXKUBAKHA Y OKBHPY PASHOAMKHX
HAPOAHMX MY3UYKHX peHOMeHa. Y Be3U C THM, IIPeAOdYeHa Cy pasAMYUTa TyMadera
I0jeAMHUX GUTHHX U 4€CTO KOPUIITEHNX TepMUHa NomyT polyphonic (moaudono) u
multipart (BuieraacHo), o2 6u ce aomao Ao uspasa multipart music (Bumeraacua
MY3HKa), 3aTUM Cy HPEACTABAEHH PasAMYUTU MCTOPHjCKU M3BOPU O COAUCTUHYKO]
BHIIETAAQCHO] HHCTPYMEHTAAHO] IPAKCH jOII OA HeHHX NpBuX momeHa (2450. r. .
H. €.) U TyMaueme ,AOMHHaLHje” IAQIKUX, OAHOCHO KacHHje AyBadKUX aHcambaAa
y TIPaKcH, a Ha3HAUYeH je U 00KMM AOCAAAIIBIX IeHUX MPOyYaBatba. YPEAHUIH CY ce
Takohe OCBPHYAM Ha CaApKaj M KBaAuTeTe 300pHHMKA, KAO M HA IOCeOHe pasAore
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nocsehuBama oBor 36opHuKa Pyaoady ITuay. Ha oBaj acrekT yBopHHKA HapOBe3yje
ce cjehame Ha [Tuya us nepa koaere u npujaresa Beprapaa lapaja (Bernard Garaj),
KOjHU je TIOACjeTHO Ha 3aCAyTe OBOT YBa’KEHOTI eTHOMY3MKOAOTa M MCTaKao Heros
AOIIPMHOC ayCTPHjCKOj U €BPOIICKOj €THOMY3UKOAOTH]jH.

M3yseTHy 4acT CPIICKOj €THOMY3HKOAOTHjH YMHH OAAYKA YPEAHHKA AQ 300PHUK
orBopH cTyArja Aarke Aajuh Muxajaosuh, koja ce 0BOM IPUANKOM OaBHAA YTULAjeM
BHUIIETAACHHX MHCTPYMeHaTa Ha TPaHCPOPMAIIH)y TEKCType CPIICKe MHCTPYMeHTaAHe
TpapUIIMOHAAHE My3HKe, Te jé CTYAUjY HaCAOBHMAQ pHUjedrMa jeAHOT rajpalla — CBOT
TepeHcKor capapHuka — ,Every village had bagpipes... and than the accordions arrived.
The Influence of Multipart Instruments on Textural Transformations of Serbian
Traditional Instrumental Music”, (ctp. 29-56). MsyseTHO 3axTjeBHO caraepaBarbe
My3H4Ke TEKCType Yy AMjaXpOHMjH, KOHKPETHO OAHOCA TPaAMI[MOHAAHE MY3HUKe
peaAusoBaHe Ha TPOTAACHUM TajaaMa, a TIOTOM Ha XapMOHHMKaMa, YKaydyje U
KOMIIapallijy HHCTPYMeHTa Kao KOHCTPYKIUja U IIOTeHI[HjaAd, Te MHCTPyMeHTaAHe
My3HKe KA0 PEe3yATaTa MY3HYKOT MHIINEHA Y OAPel)eHHM KyATYpHO-HCTOPH)jCKIM
OKOAHOCTHMMA, AAKAe, MAGHTHQUKAIMjY PA3AUYMTUX PaKTOpa KOjU CY AOBEAM AO
oppehennx mpomjena.

Tajae cy, ka0 MHCTPYMEHT YMja KOHCTPYKIIUja IOAPasyMeBa BULIETAACHY MYy3HKY,
y OBOM 300pHHKy 3ay3eAe MOCEOHO MjecTo, Te Cy OHMAe TeMa jOII ABHjy CTyAHja.
I1psy nornucyjy Anaop Ber (Andor Végh) u XKom6op Xopsar (Zsombor Horvat),
HacTojehn A2 aHAAMBHPAjy OIICTAHAK M TPAHCOPMALIN]y COAUCTUYKHIX BUIIETAACHHX
MHCTpyMeHaTa U HHCTpyMeHTaAHuX aHcam6asa y Ilanonmju (,The Survival and
Transformation of Solo Multipart Instruments and Instrumental Ensemble
Music in Panonia”), (ctp. 57-70). OBaj pap nMa 32 Ijus Aa IPUKAKEe BAMIECTPYKe
AMHaMUYHe IIpoliece IPOMjeHa y OKBUPY MHCTPYMeHTaAHe ITpaKce MAHOHCKE peruje
y Mabapckoj, Cpbuju u XpBarckoj Kpo3 CBUPKy Ha rajaaMa OA ABAAECETUX FOAUHA
IIPOIIAOT BHjeKa, I1a AO CABPEMEHOT NePUOAQ.

Huxoaa Cxanpadepu (Nicola Scaldaferri) 6aBu ce rajaama us naanuscke permje
IMoauHo y jysxHoj Mraauju, a erosa cryauja Hocu Hasus , The Bagpipes in the Mount
Pollino Area (Southern Italy), Monographology and Musical Repertoires” (ctp.
71-93). AyTOp rOBOpH O ABaMa pasAMMUTHM TUIOBUMA rajaut (surdulina zampogna u
a chiave), KOMITapaTUBHO aHaAM3UpPajyhy BUXOBE eproAoIIKe 0OCOOEHOCTH, CHCTeMe
My3HYKOI MHUIIAbEHhA H3BODaya, HauMHe ydyerma M IPEHOIIeHA 3HAMA U BjelITHHA
BE3aHHX 32 HHMX YCMEHHM IIyTeM, a AOTaKao Ce M BAXXHOT IHTama pereproapa H
CaBpeMeHOT KOHTEKCTa CBUPamba Ha OBUM HHCTPYMEHTHMA.

Tajaa Kupaujere (Gaila Kirdiené) y 360pHuKy je mpeacTaBraa pesyaTaTe cBOjUX
IpOYy4YaBamba AUTBAHCKUX HAPOAHMX I'AQYKMX MHCTPYMEHATa M CBHpPama Ha HHMa
(,Eastern Lithuanian Drone Fiddling, Solo, with Voice or Other Instruments” (cTp.
95-129)). IloBesyjyhn ncxope KBaAMTaTHBHOT HMCTPRXHBaba U CTPYKTypaAHe
aHAAM3e My3HKe, ayTOPKA je AAAQ NPUKA3 BHOAMHCKOT (COAMCTHYKOT) CBHparba
y3 TjeBame U Y PA3SAUYUTUM MHCTPYMEHTAAHUM AHCAMOAMMA, TEXHHMKA M CTHAOBA
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M3BOherba, 3aTUM 3Ha4aja, IIepIjerijyja U IPOLjeHa My3udapa U HIXOBUX 3ajeAHUIA
y OAHOCY Ha OBy CIelUpH4Hy TEXHUKY CBUpatba H(AH) BOKAAHO-HHCTPYMEHTAAHOT
00AMKa HCKA3aHOT KPO3 OOPAYH.

Apyru ano 360pHHKa, KOju AOHOCH PaAOBe O TPaAHILHjaMa CBUpamba y (Mamim)
cacraBuma, orBapa Tekct Crepanne Paayaecky (Speranta Ridulescu) ,A Peculiar
Form of Multipart Music in Romania and the Notation Issues it Entails” (cTp. 133~
155). Y nutamy je pap o cnienuuaHIM H3Bol)erUMa, IpUje CBera MHCTPYMEHTAAHUM,
3aTMM M HEKOAMKO BOKAAHO-MHCTPYMEHTAAHHMX aHCAM0aAa, 4uje je BHIIETAACHO
MysHIL{palbe aHAAMBUPAHO HAa OCHOBY AMPCKMX mjecama. IIpoyyaBanu cacTasu
AjeAyjy y mojeaunum perujama Pymynuje (Mapamypem, Moapasuja, Banar), Te cy
IO IUTAakY CTPYKType U3abpaHK Kao MpHMjepH HeobuHe, cA0b0AHHje popMe Koje
Kopucre parlando rubato puram, 6orary OpHaMEHTHKY, 2 OIIMCAHH CY ¥ KOHTEKCT
usBoherma, m3BohaukyM NPUCTYID M ,KOBAaHHUIF KOja je MPOHM3AIIAA U3 TAKBOT
MYySHILUPamba — XellepoPoHuja ¢ XapmoHCKOM Upattitom, TO je AOAATHO YKAYIHAO
MPOMHUIIAAE O 3HAYAJHOM ITHTAlbY HOTAIjHje YIIPABO TAKBUX H3BOhema.

PasAuynTH acmeKkTH TPYNHOT MySHIMpama Ha NpHMjepuMa U3 ILeHTPAAHO-
ncroure Espomne 6uan cy Tema o kojoj je mucao ITjorp Aaaur (Piotr Dahlig) y
uranky ,Creative Teamwork among Musicians as an Introduction to Multipart
Playing Examples from Central-Eastern Europe” (ctp. 157-177). Aytop je
HCTAKao, C jeAHe CTpaHe, APYIITBeHy QYHKILUjy, My3HUYKUd HHTEIPUTET, TeXHUYKe
MoryhHOCTH MHCTpyMeHaTa M IIpoljece CTBapama My3H4Ke CTPYKType, a C Apyre
MY3HYKO ITOHAIlaFkhe UCTPYMEHTAAUCTA Y CKAAAY C HHXOBUM IICHXUYKMM, OAHOCHO
KMHETHYKUM aKTUBHOCTHMA, 32 KOje je IOHYAUO K OCHOBY THIIOAOTHje.

O ¢enomeny TpapMIMOHAAHe KOMIIO3MIIUje, HeHe CTPYKType, peasusanyje,
(ycMeHoOr) mpeHOmea, BpcTaMa TIYLATCKMX MHCTPYMEHTAaAHMX CacTaBa MU
MY3HYKMX >XQHpOBa roBopu Bukropuja Marmjescka (Victoria Macijewska) y
paay HacaoBmeHoM ,Specifics of Compositional Structuring in the Traditional
Instrumental Ensemle Music of Hutsuls” (ctp. 179-212). AkueHar ucrpaxusarma
je Ha CBUpamy y aHCAMOAMMA M CAOXKEHHM OOAHIIMA HCIIOAEHUM KPO3 BHIIETAAC]e
TOKOM HacTyma (Kpo3 Tpy QpyHKIMOHAAHA HUBOA CBUPatba), AHAAM3U TAPTUTYPA, Tj.
TPAHCKPUIILIH TYIyATCKE HHCTPYMEHTAaAHe TPaAHIuje U AeduHuCamby oppehernx
MY3HYKHX TePMHHA Ka0 IITO je UMAiuHapHa uaptauiiypa.

,Instrumental Folk Music in Tyrol since the 19* Century” (crp. 213-247) jecre
HacA0B papa ayTopa Tomaca Hyc6aymepa (Thomas Nussbaumer), xoju caraepasa
HMHCTPYMEHTAAHY HaPOAHY MY3UKY TUpPOAA y OKBUPY mIUpeT moapydja Aama. AyTop
jé TaKko IPHKa3a0 M MY3HYKe TPasMIldje, HHCTPYMEHTApHjyM Yy IIOMEHYTOj pPeruju
noues o 19. Bujeka, y3 pedepuparme Ha IpeTX0AHEe H3BOpe U HCTpaxkuBama. Ceocku
I'YAQUH 1 BMXOBA YAOTA Y My3HUKOM XHMBOTY, Y3 AyBaue KOjU Cy Ha TIOAPYYjY AaHalllibe
Yemxe Perry6anke (Tapamme Boxemuje) mpucytau 6ap o 1811. ropune, Takobe cy
AHAAM3MPAHU Y CMHCAY MY3UYKOT pelepToapa, HOTHUX 3allkca, PacCIpOCTambeHOCTH
MHCTPyMEeHATa ¥ Ha4YMHA M3BOl)erma, OAHOCHO CBHpama Ha muMa. IIpukasanu cy u
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PASAMYUTH My3UUYKU CACTABH 3aK/AyYHO C IPOMjeHaMa y HHCTPYMEHTAAHOj HAPOAHO]
Mmysuru Tupoaa kpajeM POMIAOT BHjeKa.

Y unanky o Jupxujy XapTay, yauresy us cjesepHe Boxemuje (aamac Perry6anka
Yemka), ,Jiti Hartl (1781-1849), a Teacher from Northern Bohemia: The Dance
Repertoire of his Band in the Light of his Manuscript Heritage” (ctp. 249-268),
aytop 3pemex Bejsoaa (Zdenék Vejvoda) mpeacraBma sammce MHCTpyMeHTaAHe
MysHuke ¢ Kpaja 19. u modeTxa 20. Bujeka Koje je XapTA cakynuoO Kao CBECTPaHU
nperaaar y KyArypu. Bejsoaa aaje yBup y XapTAOB XKHBOT, HeroB MY3HYKH CacTaB
U IIOMeHyTe PYKOIINCe, MpobAeMaTu3yjyhu ayTOpCTBO HaA IMOjEAHHMM 3aIHCHUMA.
YaaHak y IHpeM CMHCAY OCBjeTAyje YAOTY YUHTedA Y CTBAPABY U OOAMKOBAMY
HAITMOHAAHE My3HUKe KYAType.

360pHUK 3aKmydyje pap ¥ KOjeM Ce Tpara 3a OATOBOPOM Ha AMAEMY AQ AH je
CTPYKTypa AYBauKHX cCacTaBa y AMTBaHHUjU AMO TPAaAMIMje HAU IPAKTHYHHUX,
NpPUMjeHASHBHX, MCIAATHBHX IPAKCH Yy Capamimuiu. Pujed je o uaamky Pyre
XKapcxujene (Rita Zarskiené) ,The Structure of Brass Ensembles in Lithuania:
Tradition or Pragmatism?” (ctp. 269-285), Kkoja je Kpo3 HCTOPHjcKH pasBoj
aHcaMbaAa OBOT THUIIA, BHXOBY CTPYKTYpPy KpajeM 19. nmoueTkoM 20. BUjexa 1 IIPHKa3
Pa3HOPOAHHX IIPOMjeHa, AAAd AOIIPHHOC CBEOOYXBATHOM pPa3yMHjeBary HHXOBOT
QYHKIMOHMCAka, OAHOCHO MOAMHKAIMjaMa Yy HAPOAHO] MY3MYKO] TPaAHITHjH
AvTBaHalQ, ITO Ce MOXKe IPUMHjEHUTH 1 Ha APYTe CPOAHE TPaAHIIHje.

Aoaarna ocoburoct 36opuuka European Voices IV oraepa ce u y mOIITOBAbY
BOXHOCTH IIPHAOTA CTYAHja, AATUX y OBOM CAyYajy Ha KOMIIAKT-AUCKY, C 003UpOM
Ha BPCTY IIPUMAapHHUX H3BOPA — ayAUO U BUAeO npumjepa. Ha taj Haunn omoryheno
je cKaamarme OOyXBaTHHje CAMKe O My3HYKUM PpeHOMEHHMA KojuMa Cy mocBehene
CTyAHje Y OBOM 300PHHKY.

Haxo HHje eKCKAY3HBHOCT eBPOICKHX MY3HYKO-(QOAKAOPHHX TPAAHIIHj, jecTe
EbHXOB BXKAH KBAAUTET U YIIPABO IIPOyYaBarbe 00AMKA Faje Ce II0jaBiyje BUIIErAaCHa
MY3HKa, 3aTHM pelieproapa KOjH Ce THM ITyTeM H3BOAH, APEAAHHX CHeITMPUIHOCTH
Yy TOM CMHCAY M CAMYHO, IITO CBAaKAKO NPEACTaBA>A BEAMKH AOIPHHOC CBjeTCKOj
€THOMY3UKOAOTHjH. 32 PA3AUKY OA CPa3MEPHO BEAUKE [TAKEbE 3a BOKAAHY BUIIETAACHY
My3HUKy, UCTPAKHBAkha MHCTPYMEHTAAHHX OOAMKA Y OKBHPY €THOMY3HKOAOLIKHX
IpOyYaBamka TPAAMIIMOHAAHE HADOAHE MY3HKe, T1a U ITyOAHKaIHja Koje ce 6asupajy
Ha HHMXOBUM PE3YATATHMA, AAAEKO je Maibe, IITO je 3HATHO yHampujeheno oBum
300PHHKOM KA0 PE3YATATOM BUIIETOAHIIEBET PAAd eMHHEHTHHX € THOMY3HUKOAOTA —
ayTOpa CTYAMja U YPEAHHKA H3AAmba.

I'paba 3a oBe cTyamje, opabpaHa M3 PASAMYHTHX HAIMOHAAHUX/ETHHYKHX
TPapMIMja M IIPeACTaBAbEHA KPO3 TeMe Y KOjuMa ce (OKYCHpPajy PasHOBPCHH
(peHOMeHH 13 AOMEeHa BUIIIETAACHE MHCTPYMEeHTAAHE My3HKe, Te IIAACTA IPUM] et eHHIX
HCTa)XUBAYKUX METOAOAOTHjA, TEOPUjCKHX YIOPHINTA U AHAAMTHYKHUX IIPUCTYIIA,
Yy KOHAYHMIIM AQjy IIMPOK YBHA Y MHCTPYMEHTaAHE M BOKAAHO-MHCTPYMEHTaAHe
obAMKe yKmydyjyhm M HHXOB CTHA, pelepToap, NOHallame usBohada mpu
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HHTepIPeTAIUj! U HAYMHe MY3HUKOT MUIILbEHha, KA0 ICTOBPEMEHO 0a3UYHO CPOAHE
M AOKAAHO KapakTepuctuyHe. Ha Taj Haunn mopcTudy ce 6yayha apeasna, perronassa
HCTPaXXMBakha UHCTPYMEHTAAHE MY3HKe, aAH M MaXKHa yCMjepeHa Ka AHjaXpOHUjH,
HCTOPHOTpadCKUM MPOYYaBAKHUMA, KAO U HHTEPECOBakha 32 BAHMY3UYKe eAeMeHTe
KOjU yTHYy Ha My3HYKO CXBaTame M omxoheme usBohaua U 3ajeAHHIIA, BE3AHO
3a MHCTPYMEHTaAHy MY3HKYy. 3axBasyjyhum IpepaHOM apXMBCKOM, a IOCeOHO
TEPeHCKOM PajAy ayToOpa CTYAMja, HUXOBOj HECIIOPEAHOj Capapmd C HOCHOIMMA
HCTPOKMBAHHUX TPAAULIUjA KOja je Y TeMeny 300pHUKA, OBO H3AAMbe je HAMUjerheHO
He CaMO eTHOMY3HKOAO3KMa, Hero M H3Bohaumma, GamTuHApuMa K AyOHTesHMA
HMHCTPYMEHTAAHHMX TPAAHMIIUjA, KA0 M MCTPAXKMBAYUMA Y APYTMM XyMaHHCTHYKUM
HayKaMa YMja MHTEpecoBama MOTY YKAYYUTH HAapOAHE MY3HYKe MHCTPYyMEHTe M
TPAAULIMOHAAHY MY3HKY Y ITHPEM CMHICAY.

3opana I'yja Apasceina






THE MYSTERY OF MOVEMENT.
STUDIES IN HONOR OF JANOS FUGEDI /
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TANULMANYOK FUGEDI JANOS TISZTELETERE

EpiToRS: DORA PAL-KOVACS AND VIVIEN SZONYI

Budapest: L' Harmattan, 2020.
ISBN 978-963-414-680-3

The meaning of the provoking title of this book, The Mystery of Movement is multi-lay-
ered and evokes a similarity with the title of the book The Mastery of Movement by
Rudolf Laban, who was a significant dancer, choreographer and the founder of the
dance notation system. The new bilingual volume The Mystery of Movement is pub-
lished in honour of the present-day dance notator Janos Figedi to acknowledge his
rich academic career, which explains the aforementioned analogy. Fiigedi is one of
the most significant contemporary ethnochoreologists and movement theoreticians,
who has developed the initial ideas of Rudolf Laban through the notation system
known as Labanotation. The book The Mystery of Movement, edited by Déra Pél-
Kovécs and Vivien Szényi, is a collection of twenty-two chapters related to dance
research, whose authors are associated with Jdnos Fiigedi as his colleagues, precur-
sors, students and friends.

The book begins with the three warm tributes by Fugedi’s colleagues Ann
Hutchinson, Laszl6 Felfoldi and Péter Lévai (“Janos Fiigedi — A Tribute”, “Fiigedi
Janos koszontése/Greetings to Janos Fiigedi”, “Kolléga vagy barat?/Colleague or
friend?”), who highlighted the importance of Fiigedi’s work as a teacher, researcher
and archivist. They emphasized the contribution of his integral oeuvre, with specific
concern for dance notation, dance analysis and learning-teaching model in dance
pedagogy, thus amicably introducing the multifaceted scope of Janos Fiigedi’s pro-
tessional background to the reader.

The book consists of four parts. The first three parts comprise chapters mainly
written by Hungarian researchers (and one Romanian) about Hungarian dances in
Hungary and Romania. The last part encompasses international contributors (Hun-
gary, Norway, Uganda, Romania, Serbia and Mexico) enriching this publication
with the topics and ethnographic examples from various cultures. Thus, the larg-
est portion of The Mystery of Movement is dedicated to the rich field of Hungarian
dance research to which Janos Fiigedi made a significant contribution. Moreover,
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the publication acknowledges Figedi’s widespread influence and professional con-
nections with the researchers passionate about the mystery of the movement all over
the world.

The first part, “Historical approach to dance”, comprises chapters that illustrate
and interpret historical documents about dance in specific historical periods (e.g.
manuscripts, collections of photographs, published articles of various genres, media
representations etc.). The contributions by Agnes Eitler, Zsuzsanna Hanusz, Maté
Kavecsanszki and Iosif Corina include critical analyses of multiple topics related to
the national/regional identification, the impact of political ideologies on the rep-
resentations of the tradition and the society dynamics in a specific time and space.
Thus, the first part offers a broad analysis of historical material with a critical under-
standing of the roles of certain dances in various contexts.

The second part, “The Anthropological Approach to Dance”, includes five arti-
cles in Hungarian (by Lészl6 Kiirti, Déra P4l-Kovacs, Anna Székely, Vivien Szényi
and Sandor Varga). The first four articles cover various topics (based on archival or
ethnographic examples), such as the semantics of the kinetic movement (clapping
hands) in diverse cultural settings, gender roles and their proxemics’ rules in couple
dances and the adaptation of dance culture in a specific community. The last article
critically illustrates the need for the anthropological method in dance research in
Hungary. Namely, Sindor Varga points out the necessity of economic, social and
political analyses within the scope of the Hungarian school of dance research. The
authors, however, demonstrate the awareness of the issue articulated by Varga by
showing multiple directions that the Hungarian dance studies may follow in the
future.

The third part, “Practical approach to folklore”, moves us to a different conceptu-
al object of research — folklore. The chapters by Hungarian authors (Gabor Bolvari-
Takacs, Métyas Bolya, Lujza Ratké and Ildiké Séndor) are related to folk dance en-
sembles, folk music, folk dance education and folk games respectively. Two of four
chapters in this part of the book report on the digitalisation of music and dance ma-
terial complemented by the establishment of databases. Moreover, specific articula-
tion is on the role of databases in pedagogy and their practical usage, which explains
the “practical approach”. The following chapter presents two archival documents and
their original content regarding the methodologies of transmitting dance knowledge
in prominent Hungarian institutions. It has a practical outline related to the topic of
dance pedagogy, but it also corresponds to the first chapter defined by the historical
approach to dance. Another chapter deals with a sensitive and always intriguing top-
ic of authenticity. The author’s goal to show what is (not) authentic by comparing
performances requires a wider bibliographic approach and more examples in order
to achieve a more substantial interpretation.

The last and lengthiest part of the book, “Theoretical approach to movement in
dance”, consists of the nine articles closely related to Jinos Fiigedi’s main areas of
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interest. All authors examine the dance notation and/or the strategies of the move-
ment analysis. The chapters are concerned with the scope of the ethnochoreolog-
ical approach and analysis of the movement. The authors illustrate their individu-
al perspectives and the range of methodologies based on their own ethnographic
examples. The chapters deal with the notating solutions for specific body parts in
the Labanotation (Misi Géabor), the ontological discussions about the movement
analysis and the role of notation during that process (Henrik Kovécs, Csilla Kénc-
zei). Furthermore, the authors offer various methodologies of analyses such as the
“svikt analysis” of the vertical movement of the body (Egil Bakka and Siri Mland)
and a comparative structural analysis of dance and music (Selena Rakocevi¢). The
contributors present the cross-cultural applicability of dance notation and dance
analysis by analysing various dances either of their own or the other nations” dance
cultures (Zoltin Karacsony, Ronald Kibirige, Raymundo Ruiz, Judy Van Zile). Thus,
the last part of the book reflects on the professional path that Jinos Figedi outlined
within the dance studies.

The book is supplemented by Fiigedi’s selected bibliography. This very last part
circles the idea of the dedication to Jénos Fiigedi by illustrating his rich academic
path and connecting his work directly to the broad reading audience.

The Mystery of Movement illustrates the multitude of possible methods, approach-
es, analyses, results and discussions unified by the same goal — to reveal and under-
stand the ‘enigmatic’ features of certain dance forms. It reminds us that dance re-
searchers must be creative and willing to constantly modify their approaches, guided
by a burning passion for revealing the mystery of human movement. Having had the
honour of being Jinos Fiigedi’s student, even if only for a short time, I am certain
that he would wholeheartedly agree with my last observation.

Katarina Nikoli¢
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Yrpkoc cap seh 3HAYajHOj MY3HKOAOIIKO]j ITPOAYKIIUJH KOja C€ OAHOCH Ha HALINOHAAHY
MY3HKY, IIOCTOj€ 3Ha4ajHH KOMIIO3UTOPH KOjHMa HUje nocsehena apexBaTHa maxkma.
Meby muma je n Enpuko Jocup (1924-2003), cpIcku KOMIOBHTOP jeBpejckor
nopexaa, yraepsu npodecop dakyarera Mysuuke ymeTHoCTH y Beorpaay (a0 1973.
Mysuuka akapemuja), My3WdKH THcal U akapeMuk Cpricke akapeMmuje Hayka u
ymerHocTH. Hayunu paposu HOCBeheHI/IJOCI/Iq)y Cy M AQHAC, TOTOBO ABAaAECeT TOAMHA
HAKOH IbeTOBe CMPTH, CACBUM MAAOOPOjHH, IIPEMAA je IeTOBO MMe He3a00HAA3HO
IPHCYTHO KaKO Y AMTepaTypH IOcBeheHoj meproAy y KojeM je CTBapao, TAKO U Y
My3HYKUM eHIIMKAOIIEAVjaMa M AeKCHKOHIMA.' Y3uMajyhu cBe To y 063up, HEAABHO
mybankoBana kibura mocsehena Enpuxy Jocugy, o x0joj je oBae ped, nma moceban
3HaYaj MaKO HHUje IIOTEKAA U3 ITePa My3UKOAOTa.

AyTopu xmure Enpuko Jocud: suberva u cnosubera cy OpadHM U CIIEICATesSCKH
map Mupjara Beanh Kopoukun AaBuposuh, HOBHHAD M ypeAHUK AHEBHOL AHCTA
Ioaumuxa y nensuju u Papusoje AaBUAOBUN, AyTOTOAMIIIBH HCTPKHUBAY HCTOPU]je
U KYAType jeBpejckor Hapoaa. OHM Cy 00jaBHAM HHU3 KIBUIA O jeBPEjCKOj KYATYpPHU
u wenuM nocaennnuma (Bopa Bapyx, 1988; Eyien Bepbep, irymay, iipesoguray,
jygauciia..., 2014; Majmonugec — cehawe na weia wpajahe 3aysex, 2018). 3a
pyxormce xwura Og Aasuua go Yeaebonosuha — Yauye beoipagckux Jespeja (2010),

1 BepoBaTHO jeAMHM Hay4YHHU pap mocBeheH HCKAYInMBO JocupOBOM AeAy IOTeKao je u3 nepa Harame
Mapjauosuh (,Xamiedi — Maro mosHato Aeao Empmka Jocupa — msmely kmrsxeBHO-TeopHjckmx,
$MA030CKIX M My3HKOAOIIKHX rTOTACAR”, Mysukosoiuja 11 (2011): 251-266). Ona ce Taxobe u'y csom
AMITAOMCKOM papy 6aBraa Jocudposum crBapasamtsom (Harama Caaaj, Tpaiosu lekciiuposol iiucma y
geauma Enpuka Jocuga — Xamaer u Cmpr Credana Aeuanckor, aumaomcku paa (Beorpaa: axyarer
Mysmuke ymeTHOCTH, KaTeapa 3a Mysuxoaorujy u eTHoMmysukoaorujy, 2009). ITopea Tora, moaanu o
KOMIIO3HTOPOBOM >KHBOTY U CTBAPAAAIITBY Mory ce Hahu y caepehum xmurama (u36op): Vlastimir
Periti¢, Muzicki stvaraoci u Srbiji (Beograd: Prosveta, 1969); Mirjana Veselinovi¢, Stvaralacka prisutnost
evropske avangarde u nas (Beograd: Univerzitet umetnosti, 1983); Meanta Muaun, Tpaguyuonaino u
H080 y cpiickoj mysuyu docae Apyioi ceeilickoi paitia (1945-1965) (Beorpaa: My3HKOAOIIKY HHCTATYT
Cpricke akapemuje Hayka i yMeTHOCTH, 1998).
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Jespejcka wuiiaonuya y Beoipagy 1929-1941 (2016) u Qarawu — ograsax y Obeharny
semwy (2021) Papusoje Aasuposuh narpaben je Ha xomkypcy Casesa jeBpejckux
ommrua Cpbuje. Konauno, 3a Monorpadujy nocseherny Enpruky Jocudy ayropuma
je Ha 6S. xoHKypcy CaBesa jeBpejckux ommtuHa Cpbuje AOAemeHa IMpBa HAarpapd
,Kenu Aebn”.

Kssura Enpuko Jocud: subersa u cHosuheroa modnBa Ha TeMeASHOM HCTPXKUBAYKOM
PaAy, @ OCMHIILAEHA je M HAMMCAHA 110 TeMATCKO-XPOHOAOIIKOM IIPHUHIUITY, IITO je
omoryhmnao pa cappkaj Oyae mperaepaH. Y Kojoj MepH OHA MPEACTABsA APArolleH
AOTIPMHOC MY3HMKOAOTHjH M CPIICKOj KYATYPHOj MCTOPMjU YOIIIITe IIOKAa3yjy CaM
CaApIKaj KIbUTe, TePCIIeKTHBE Koje Cy loMe 00yxBaheHe, Kao U yIIoTpebseHH H3BOPHL.

IMucamwe ncropuorpapckux b6uorpaduja ca coboM HOCH PH3HK Ad Ce ayTOPH
mpesunie $OKyCHpajy Ha AMYHOCT O KOjoOj MHUIITY U AQ je MCTPrHy U3 KOHTEKCTa
BpeMeHa U IIPOCTOpA y KOjeM je KuBeAa U pasuaa. To Huje 610 cAydaj ¢ ayTopuMa
MoHorpaduje o Expuxy Jocudy s6or crysnosHor mpucryma temu Koju ce Beh Ha
IIPBY [OTA€A OAMYABA y CIMCKy KopumheHMX M3BOpa Ha kpajy kmure (,M3Bopw’,
306-307 u ,CenexrusHa 6ubanorpapuja’, 308-327). Tlopes mpuMapHUX U3BOpa
— apxuBcke rpabe, AOKyMeHaTa, pyKoOIHca, IITAMIIE U UHTEPBjya, TY je 1 OOHMMHA
aureparypa. Kpos mperaepan cappkaj KbHre M HCIPIHY 00pasy pasHOBPCHHX
U3BOPA U AUTEpaType, AayTOPH Cy YCIEIIHO CarAeAAAN FeHe3y CTBapaAayKe AMYHOCTH
Enpuxa Jocuda u pouapasu npodua AUYHOCTH U CTBAPAAAUKHU MTOTEHIIHjaA: OH je
610 6AAr, HAAAXHYT U PEUUT YOBEK, AAU M MHOBATHBAH KOMIIO3UTOP OPHIMHAAHHX
MEeAOAHMjCKHUX pelllerha U TOHCKUX KoAopuTa. Kibura cappku BeAHKH 6pOj moraaBma
Koja ce Mory rpymucaru y detupu Behe neamme: ,JKuBoT M cTBapasamrso’,
yY13abpanu pasrosopu ca Exnpuxom Jocudpom u cehama caBpemenuka’, ,TekcroBu
u3 nepa Enpuka Jocuda”, u ,[Tpuaosu” (crucak BayKHUjUX A€AQ, HATPAAR, AUCKOBA
rpaMOOHCKUX [TAOYA C HETOBUM CTBAPAARIITBOM).

AyTopu Kibure cy y mpBuM TpuMa moraassuma (,Pajcko peTumcTBo”, 10-12;
,Patie ropune”, 13-18; ,Hosu mnouerak’, 19-29) NUTOpecKHO U cappKajHO
IPeACTaBHAU JOCU(OB KHBOT OA HajpaHHjeT AeTHUHECTBA AO IO3HHMX TOAMHA, IITO
HUIIOIITO HHje OHO jeAHOCTaBaH 3aAaTaK Kapd MMAaMO y BHUAY KOAMKO je MAAO AO
AAQHAC O KOMIIO3UTOPY HAIMCAHO. Y TEKCTY je IaKikha HeHaMeTAUBO mocBehena
OAHOCY KOMITIO3UTOPOBOT eTHHYKOT ¥ HAIJMOHAAHOT MAEHTHTETA, TO jecT jeBpejcKoM
MOPEKAY U CPIICTBY KOjH Cy OHAM UCIIPETIAeTaHU Y JOCH(OBOj AUIHOCTH.

Y KipH3H Cy Ce I0CeOHO BAXKHUM IIOKA3AAH IPHKA3U F HATIUCH O JOCHPOBHM ACAUMA
KOju Cy oMoryhuau ayTopnma A2 KOMITO3HIIHjaMa IPUCTYIIE KPO3 OAjeK BpeMeHa y
KxojeM je crBapao (,Mysmaxo crapasamTso’, 30~111). Onu cy ucropuorpadckum
HPHCTYIIOM, aAK 6e3 0CcobKTe KPUTHUKE aHAAU3E, H3HEAH IIOAATKE O IPeMHjepHUM
u3BODemIMa M MHIIMeA Tapallibe CTpydHe KpuTuke. Byayhum aa camm mo
CTPYLM HHUCY MY3UKOAO3H, ayTOpH JocupOBHM AEAMMA HUCY IPUCTYNUAM M KPO3
MY3HKOAOIIKE aHAAM3e, aAH jecy YKPaTKO MPeACTaBHAU OCHOBHE KapaKTepUCTHUKe
KOMIIo3unja o kojuma cy nucasu. Kommosunuje Enpuxa Jocuga nmpeacraBsene cy
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MUPJAHA BEAU'R KOPOYKHH AABUAOBUR 1 PAAUBOJE AABUAOBU'R
EHPUKO JOCH®: BUBEbA 1 CHOBUBHEKHA

IO PeAOCAeAY HACTAaHKA, a TEKCT je HAYCTPOBAH HOTHHM IIPHUMepPUMA, KOHIIEPTHIM H
PUAMCKUM IIAAKATHMA, IPOrpaMUMa ¥ HCEUITMa M3 IITaMIIe.

Haxon npeacraByama JocupoBOT SKMBOTA M BOKHHJHX My3HYKHX OCTBAapema,
FerOBIIOPTPET AOIIYEbeH je ABeMa 3HAYajHUM IeAUHAMA,  TO CY ITOrAaBsa ,O MysuIm”
(112-124) u ,Peu capemenuxa’ (125-159). YspmTeHa cy Tpu pasrosopa Koje cy
o My3unu ¢ EBpuKoM JocudpoM BOAMAHM CPIICKH U jeBPejCKM KIBHPKeBHUK M HOBUHAD
Maxc Epenpajx (Makcummnaunjan Epenpajx Ocrojuh), Baagucaas Aumurpujesuh
u Mysukoaor JacmuHa 3en. Pasrosop c¢ Epenpajxom objameH je ¢pebpyapa 1966.
oA HasuBoM ,Mysuriu cMpT He mpeacroju’ y aucty HHMH u 3HadajaH je o ToMe
mro ce Beh y npBoj Jocnposoj peuenuim oraepa $pra030dcka CTpaHa HErOBOT
crBapasamTsa: ,JKusor, Pusozoduja, YMerHoct, Mysuxa. JeaAHO Cy pasBojHO 11eA0”.
Y Jocugposom pasroBopy ¢ AumurpujeBuheM, objaBseHoM MapTa 1971. ropuse y
aucty Krouoneste HosuHe, eKCIIAULUTHO Ce OTKPHBA Pa3AOT 300T KOjer KOMIIO3UTOP
HHUje BOAEO AA Adje U HHje AaBao CBOje NMAPTHType HM3BohauMMa M My3HKOAO3HMA,
IITO je roToBo OHeMoryhmao msBoheme, aAM M HAyYHO CArA€AABAEbe HHETOBOT
crBapasaukor omyca. OH je, HAUMe, CMaTPAO AA HAEJHO H eCTETCKO ObyxBaTarme M
Ipoy4YaBame CTBAPAAALITBA Tpeba Aa Oyae ,HAKHAAHO Kapd OHO ITOCTaHe CBOjUHA
noTomuX reHepanuja’. ITocaepamr 0p TpHjy TeKCTOBA OTKpHBA JocudpoBO yBepeme
Aa je TIpe cBaKe peuu OUAO IeBambe, Tj. ,lIpaneBame” U3 KOjer je ,CTBOPEeHa YyAeCHa
Aerora, Henspenusa TajHa, crBoperu cy IIPMPOAA, EURE u YOBEK”. AyTtopu
KIbUIe HAYMHHAM Cy HM300p OA TPU TeKCTa KPO3 KOje ce CIIO3Hajy 0COOeHOCTH
Jocudose myacke nmpupoae u pruro3oduja HEroBOr CTBAPAAAIITBA.

IToraaBse ,Peu caBpeMeHHKA™ MpPEACTaB&>A NPABH APAarys OBe MOHOrpadwuje,
Oyayhu aa y Hamoj ucropuorpaduju Huje 4eCT CAydaj A O YMETHHIMMA IIOCTOje
OpOjHH 3alMCH CBEAOKA BpeMeHa. Y OBOM CAy4ajy, TO Cy HeTOBH IIPHjaTe/H,
CTyAeHTH, capapHuny u koaere — Icax Acwues, WBana Credanosuh, Crojan
Crojkos, /oy6uma JoBanosuh, Bopucaas Ynuosauku, Boxxuaap Mauauh, Baasera
Jeporuh, Oausepa Byphesuh, Casa Babuh, Aejan Aecruh, Bparucaas Bypuh,
Topaana Byphesuh, Mupocaas IlTrarkuh, Poxcaraa ITejosuh u Baapumup Ajaaunh.
Ilpema peunma mojepuHux op Bux, Enpuxo Jocud 6mo je ,oaudeme 6ubamjcke
aobpore” (Acuen), ,momroBanu u aparu npopecop” (Crojkos), ymerHuk ,6yjHO
epynrusHor Temnepamenta’ (Aecrmh), ,HajpomanTwunmju crapasay’ (Bypuh),
,HAAAXHYT 1 pednt YoBek” (Ajaaanh) — Aa cioMeHeMo 6apeM HeKe 0A euTeTa Koju
Cy ynoTpeOsreHn.

Tpehy BeAnxy ueauHy Kibure 4YMHe TEKCTOBM M KasuBama camor Enpuxa
Jocuda, rpymucanu y deTupu moraasma: ,TekcToBu u Kasusawa EHpuxa Jocudpa”
(160-214), ,Beceae” (215-227), ,O Cpbuju” (228-253), ,JeBpejcka peaurnja
u mucruka’ (254-272). AyTopu KibHre HAYMHUAM Cy BEAUKH HAIlOp AQ HCTPaXe U
IPHKYyIIe H3y3eTHO OOMMAH U SKMBOIIMCAH KOPIIYC TeKCTOBA y KOjeM Ce KOMIIO3UTOP
06pahao HajpasAMUUTHIM TeMaMa — OA MOCAEPATHOT MY3HYKOI CTBAPAAALITBA Y
Jyrocaasuju, mpexo npukasa KoHIjepaTa, aAU U TEKCTOBA O KOMIIO3UTOPUMA JOXaHY
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Cebacrujany Baxy u Teopry ®puapuxy Xenpay, Ayasury Ban Beroseny, Opaniry
ly6epry, Mropy Crpasurckom, Bacuaujy Moxpasmity, I'ycrasy Maaepy, ApTypy
Xouerepy, Bean Baproxy, Beorpaackoj ¢uaxapmonnju, ITaBay Credpanosuhy
u Apyruma (34 Tekcra), Ao 6ecepa (4 Tekcra), Haruca o Cp6uju (13 Tekcrosa) u
draro3odckux Hamuca o jeBpejckoj peaurnju u Muctuny (2 Texcra). [Ipsa u Hajseha
rpyIa TEeKCTOBA IPEACTaBsa BaXKHO CBEAOYAHCTBO KOHIIEPTHOT, U YOIIIITe My3UYKOT
JKMBOTA jeAHOT BpeMeHa, KOju YMHH pacnoH op 1957. ao 2000. ropune. Texcrosu y
OKBHUPY CIIOMEHYTHX IIeAMHA IPYIIHCAHU CY 110 XPOHOAONIKOM PEAY.

TTocaeary BEANKY IIEAMHY MOTAM OMCMO O3HAYHMTH KAO HU3 IIPHAOTA Y KOjUMA Cy
HAYHEeHH AParolleHy CIIMCKOBH U ITOTIUCHU Be3aHH 33 JoCuOBO CTBAPAAANITBO, KA0 U
IpH3HaKa Koja je AOOHO 3a CBOj yMeTHHUKH pap. To cy moraasaa: ,Crircak BasKHHjUX
aeaa” (273-278), ,Harpase Enpuxa Jocupa” (279-282), ,Mysuka 3a ¢puamose,
TB cepuje u mysmuke emucmje” (283), ,Mysuxa 3a mosopumre” (284-285),
yKomnosuruje Exprika Jocuda Ha rpaMo$pOHCKIM mmaodama’ (286-289), ,Aera Ha
xoMIakT-pAuckoBumMa” (290-294). CBaKo 0p OBHX IOTAABAA GOTATO je HAYCTPOBAHO,
mTo yuTaolry omMoryhasa aa mocrojano oceha ayx u ecretuxy Jocudosor BpemeHa,
OA TpadHUKOr AM3ajHA MAAKETA — MPH3HAKBA KOje je AOOHO 3a CBOje CTBApAAALITBO,
Ipeko IpHO-Oeanx ¢oTorpaduja M3 IMO3OPHIIHUX MPEACTaBA M AH3ajHA OMOTA
KOMITaKT-AMCKOBA U IPaMOQOHCKHX MAOYA. AYTOPHU Cy KIbUTY 3aKmyIUAH TEKCTOM
,EHpuKo y Bpeme capammbe 2003-2021" (299-305) y KojeM Cy IIPeACTaBHAN OAHOC
MysHdapa, MeAMja U HHCTUTYIHja TpeMa XUBOTY U AeAy Enpuka Jocuda y mepuopy
HAKOH HeTroBe CMPTHU AO TPEHYTKA KaAa Cy 3aBPIIHAH IHCAbe KIbUTe.

MHomTBO HmepCreKkTHBa Koje Cy KoMOMHOBaHe y MoHorpaduju Enpuko Jocug:
subersa u cHosuljersa UMHE OBO U3AAME JEAHOM OA MCLPITHHjHX KOMIIO3UTOPCKUX
6uorpaduja 06jaBoEHNX Y HAIIO] CPEAHHH MOCACABHX AelleHHja. Mako kmura He
IpeTeHAyje Ha CTaTyC HayyHe MOHOTpaduje, OHa je HeCYMIUBO peA€BAHTHA 3a
HayKy 360r ucrpmHe rpahe Koja je KOHCyATOBAaHA M APArOLjeHHX ITOAATAKA KOjU CY Y
1B0j npuKywenn. Crora je Kmwura cnucaresckor mapa Mupjane Beanh Kopoukun
Aasuposuh un Papusoja AaBuposuha 3HayajaH TeMes 33 IO3HABAE U IIPOYYABAEbE
>KUBOTHOT M yMeTHHYKOT ITyTa Expuka Jocuda.

Mapuja Tory6osuh
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CEAEHA PAKOYEBUR
(BEOTrPAA, 26. OKTOBAP 1971 — BEOrPAA, 18. MAJ 2022)

C ryrom cmo npumuan BecT Aa je 18. maja 2022. ropuHe ycAep KpaTke U OKpyTHE
6oaectu nmpemunyaa Ap Ceaera Paxouesuh, Banpearu npodecop Ernoxopeoaoruje
Ha Qaxyatery Mysuaxe ymersoctn (PMY) y Beorpaay. I'yburak cTyanosHor eTHO-
MY3HKOAOTa M eTHOKOPEOAOTa PAsKAAOCTHAA je UPOKY HaydHY 3ajeAHHUITY, CTYACHTe
U M3BOhaue TPaAUI[IIOHAAHE My3HKe U IIAeCa Y OKBUPY U BaH rpanura Cpbuje.

Ceaena Paxouesuh (pob. Autsunosuh) pobena je 26. oxro6pa 1971. roaune
y Beorpapy. Oapacaa je y ITanuesy, rae je moxahasa ocHoBHY u cpearsy Mysuuxy
IIKOAY ,JoBaH BaHAYp”, a IIapaAeAHO C THM CTHIAAQ je OCHOBHO H CPEAHOIIKOACKO
obpasosame y ['mmuasuju ,Ypour ITpeauh’. CBecTpaHOCT B papO3HAAOCT HErOBaAd
je Kpo3 ormTe 06pa3oBarbe, CBUpatbe KAABHPA, YUetbe CTPAHNX je3HKa, IIeBarbe IOl
U [1e3 MY3HKe, Kao H KPO3 HCTPKHBabe TPAAUIINOHAAHe My3uKe U maeca. Beh raaa,
TOKOM PaHOT 06pa30Bamba, IOKA3UBAAA je YIIOPHOCT, HCTPAJHOCT U 3HATIDKEAY, T€ je,
Y CKAQAY Ca THM, MapAHBO PAAMAQ HA CBOjUM TAaA€HTHMA.

IMouerax cTyauja Ceaere Paxoueuh oppearo je A2 pOKyC BEHOT AyTOTOAUIIIIbET
aKaAEMCKOT 1 IIPO¢$eCHOHAAHOT XKUBOTA OYAY € THOMY3HKOAOTHja X eTHOKOPEOAOTHja.
CBoje cTpyYHO ycMepeme rpapHAa je CTYAUPAEkeM OBUX ABEjY HayYHUX AMCIUIIANHA
Ha CBUM HuBOuMa cTyauja Ha OMY y beorpaay oa 1991. po 2009. roause.
FbeHO IJEAOKYIIHO WIKOAOBame M NPOQECHOHAAHO yCaBpIIABaIme OOEAEKHAO je
HCTpaXXKHBambe My3HUKe U IIAeCHE TpapHIFje Ha mpocTopy banara. PesyaraTe cor
0OoraTror TepeHCKOT paAd 3a0KPY)KHAA je AMIAOMCKUM PasOM Koju je mocsehen
MY3HUYKUM KapaKTepHCTHKaMa y ceanMa oko ITardgeBa 199S. roanne. Hakon rora je
IPONIMPHAA aPeaA CBOjUX MCTPaXKMBamba Ha IIEAOKYITHY BOKAAHY TPAAHIH)y Aomer
banarta, ynje pesyarare je mpepounaa y ¢opmu Maructapcke tese 2001. ropuse.
AokTopcke cTypmje je moToM 3aspiiraa 2009. roauHe, OAOPAHUBIIK AUCEPTALH)Y
noa HasuBoM ,TpasunmonasHa urpa u Mysuka 3a urpy Cpba y Bamary y ceray
y3ajaMHHX yTHI[aja” y OKBHUPY KOje Ce IOCBETHAA KOMIIAPATHBHOM CATAEAABAILY
CaA€jcTBa My3HUKUX U KUHETHIKUX, OAHOCHO IaecHuX Tpaaunuja Cpba y Bamary.

Ceaena Pakouesuh, mocBehennm meparor m wmcrpakusay, cBoje mpodecuje
pasBHjaAa je MapaseAHO ca CTypaupameM. Hajmpe je paamaa xao HacTaBHHK Y
Mysmukoj mxoan ,JoBan Bamayp” y IlanueBy, a saTuM je OmAa aHTaxxoBaHA y
Hactasu Ha Qaxyarery mysmuke ymerHoctu y Beorpapy: xao acucrent (1998-
2010), motom porent (2010-2016), Te kao BaHAPeAHH TPOdecop 3a YKy HaydHy
obaact Ernoxopeosormja (2016-2022). Csojy Kapujepy rpapuaa je U Kao
npodecop Ha CTyaHjckoM mporpamy ETHOMysukosoruje Ha AKapeMHjU YMETHOCTH
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y Hosom Caay op 2010. ropuse u kao rocryjyhu npepaBad Ha ApyruM o6pasoBHUM
uHcTutyrujama y Perry6auim Cp6uju. ITpeHoimersy 3Hamba 1 IPe3eHTOBAkY CPIICKe
€THOKOPEOAOIIKe IIKOAe, KaKO jy jé OHA MMEHOBAAQ, TIOCAEAUX Ce TOAMHA 3HATHO
nocsetnaa u y MehyHapopnum okxsupmma. Kao mpepaBau 6uaa je aHrakoBaHa y
deTHpHU Mel)yHapoAHe BHCOKOOOPa3OBHe HHCTHTYLHje: My3HduKi KOH3epBaTOPHjyM
y Bury (IlImanuja, 2018), CBeTcka akapeMuja My3HKe ¥ [IA€CA TIPU YHUBEP3UTETY
y Aumepuxy (Mpcka, 2018. u 2020. ropune), Mysuuku koHsepsaropujym y Lle
‘Bjaury (Kuna, 2019) n mehynapoann macrepceku nporpam ,Kopeomynayc” (onaaju
IPeAABabad y OKBUPY MHTE3UBHOT Kypca mocBeheHOr HeMaTepHjaAHOM KYATYPHOM
nacaehy, 2021. ropune). CBu HabpojaHH AeAPTMAHM, YHUBEP3UTETH U 3eMie
rOBOpE O PaCIpPOCTPABEHOCTH HEHOT AebEHha 3HAKhA O UCTPAKUBAKY MY3UKe M
TIA€CA, [IMCAY PAAOBA, [IAECAIbY, AAOAHOTAIM)H, AAU U CyOYaBalby C U3a30BHMA KOje
XXHMBOT AOHOCH. 3Hame O TePEHCKOM PaAy HEIIOCPEAHO je IPEeHOCHAA Tako IITO je
yBeK HaCTOjaAa AA TIOBeAe CTYAEHTe Ha CBOja TePeHCKA UCTPAXKUBamba U TIOKaXe UM
MeTOAOAOTH]jy BOhera MHTEpBjya, Kao U Ipoliece CTBapama AOOPOT BUAEO-CHHMKA
HAM IIPETAEAHOT apXMBCKOT KapToHa. IbeHa mpuBpe)xeHOCT IeAaromkoM MO3UBY
3aCHMBAAA Ce Ha HCKPEHOj MOCBeheHOCTH CTYAeHTHUMA 1 OHA IIPEACTABAY CIIOHY CBUX
00pa3oBHUX HHCTHTYLH]jA y KojuMa je Ceaena Pakouesuh 61aa aHraxkosaHa.

Bpoj mybauxanuja Ceaene Pakouesrh roBopu 0 lbeHOM IAOAOHOCHOM UCTPaXKHU-
Balby TPAAULHOHAAHe Mysuke 1 maeca. CermenTe uMmosanTHe rpabe xojy je mpu-
KyIHAQ TIPUKA3HMBAAQA je HA OPOjHHM HAYYHHM CKYIIOBHMMA, d 3aTHUM M 00jaBAHBAAL
y pasamauruM popmama. Objasuaa je wernpu CD u DVD uspama nocsehenux so-
KAAHMM, MHCTPYMEHTaAHUM U IIAeCHUM $popMama Ha pocropy Bawara (y Cp6wuju u
Pymynuju). O6jaBuaa je mect kwura: Bokaina ipaguyuja 6anaitickux Cpba okorute
Ianuesa (1999), Boxaina wpaguyuja Cpba y Aowem Banaiuy (2002), Hipe iirectusx
ciupyxinypa (2011), Tpaguyuonarnu iirecosu Cpba y Banainy (2012), Qeciniusar kao
cinpaitieiuja gujaroia (2014), Irec, iiobe UCTparcusarsa u uHIepKyALypaHe iepciiex-
wiuse yckpursux obusaja y cery Ceunuya (enra. Dance, Field Research, and Intercultural
Perspectives: The Easter customs in the village of Svinita) (2015) n 6uaa ypesHHK 13-
Aama Tpaguyuonarnu tirec y Cpouju 2020. XI1I Qecitiusan srainnux ancambara Cpbuje
u Ceeiticku gau cpiickoz KoAq (2020).

Hajo6uMHuMju cerMeHT HeHOT HAyYHO-aKAAEMCKOT CTBAPAAAIITBA IIPEACTABAA]Y
objaBreHe HayuHe cTyauje. [IprKkasasa je AUjaxpoHHjy pasBoja HCTPaXKKMBarba IAECA
y Cp6uju adpupmunryhu sHadaj cBOjuX IPETXOAHHKA TaKO IITO ce mocBeheHo 6aBuaa
BHX0BOM 3aocraBmruHOM. Ca ynopumreM y papy Tuxomupa Hophesuha, Aanure
u /oyburne Jankosuh, Muaune Vanjus, Oausepe Maapenosuh, Caobosana 3eve-
Buha u mene npodecopke Oausepe Bacuh, Ceaena Pakouesuh passujasa je cpricky
eTHOKOpeoAOrHjy mparehu cBeTCKe TOKOBe Pa3BUTKA OBe HaydHE AUCIIHIIAMHE.
ITpoMunsbasa je O Pa3AMYUTUM KAYYHHM KOHIJEIITHMA eTHOKopeoaoruje y Cpbuju
MOITYT KOHI[eIITA [IAeCA, PUTYAAQ, IIAeCHUX IIPHUAMKA, TPAAMITMOHAAHOCTHU UTA. McTH-
I1aAa je 3Ha4aj CaAejCTBa MY3UYKMX M KMHETHYKHX CTPYKTYpa, CTOra U YCIOCTaBUAQ
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MeToAe HBHXOBOT aHAAM3Mpama U pasyMeBama. CaraepaBasa je ¥ METOAOAOTHjY HC-
TPa)KUBaka IIAECA Y OAHOCY Ha COIICTBEHHU eTHOIPadCKH PaA U MpeAAaraAa TeXHUKe
AOKYMEHTOBaha eMITHPHjCKOT 3Hamba.

3Hauajan cerMeHT AeaaTHOCTH CeaeHe Pakoueuh npeAcTaBAa0 je BpAO aKTHBAH
PaA y OKBUPY BHIIe HAIIMOHAAHHUX U Mel)yHApOAHMX OpraHM3ariuja, yApyXema U
dectuBara. buaa je uaan ympaBHOT opbopa Lleniipa 3a uctiparcusarse u o4ysarse
wpaguyuonarnux uiapa Cpbuje (LJHOTHC) u waau Ygpyxerwa ¢orkiopuciia
Cpbuje, y unjum je myOAnKanujamMa 00jaBAHUBAAA AO TIOCAEAUX AQHA CBOT JKHMBOTA.
IbeHo aHraxxoBame OHMAO je IOAjeAHAKO M y MHOCTPAHCTBY, Oyayhm aa je Omaa
4AaH MelyHApOAHMX OpraHM3aIyja 3a TPAAMIJMOHAAHY MY3HKY M KHHeTOrpadujy
(enra. International Council for Traditional Music — ICTM u International Council
for Kinetography Laban - ICKL). Hben enrysujasam noce6Ho je 6MO BHAMHUB y
aesarsoctuma ICTM-a y aBema cryaujckuM rpynaMa: Cryaujcka rpyma 3a My3uKy
u naec Jyroucroude Espome u Cryamjcka rpyma 3a eTHOKOPEOAOTH]jY, Y OKBHPY
KOjHUX je 3aIl049eAd MHOTe IIPOjeKTe, OHMAA YAAH IIPOrPAMCKHX KOMHTETA M PEAOBHO
ydecTBoBaAa Ha KoHdepennmjama. Kao mpepcepHMK IporpaMckor KOMHUTeTa
Cryamjcke rpyme 3a erHokopeosorwjy ICTM-a opraHu3oBasa je C IOAPIIKOM
OMY-a u3 Beorpapa u npBu CKymI OBe TpyIle KOjH Ce OAPXAO IIyTeM MHTepHeTa
2020. ropune. Taxobe Tpeba ncrahu Aa je 3ajeaHO ¢ KoAerama u3 My3HKOAOMIKOT
uncturyra CAHY ocnosaaa Hanponaanu komurer ICTM-a 3a Cpbujy y kojem je
BpmuAa GYHKIHjy HOTIPEACEAHHKA.

CBOjy cTpacT mpema H3BOlermy TpaAMIIMOHAAHE My3HKe M IIA€Ca HEroBaAa je
KpO3 aKTUBHOCTH Ha dpecruBasuma. OcHoBaa je Qeciliusar iwipaguyuonaine mysuxe
ETHNO.COM vy TlanueBy 2003. roAuHe U AY>KHM HH3 TOAMHA OHAQ je YMETHHYKU
AupexTop oBor ¢ecrtuBasa. JKupupasa je Ha Pa3sAMYUTHM CMOTpPaMa y AHMjacIIOpH
U pernoHy mnparehn >XHBOT TPAAMI[IOHAAHOT IAeca Ha cieHu. Fbeno mcrpajuo
0aBserbe CTpaTertjaMa OAPKUBOCTH CPIICKOT IIAECHOT HacAeha AOTIpuHeAO je yrmcy
eaemenTa Koio — tipaguyuonaina napogua uipa Ha YHecKoBy PempeseHTaTHBHY
Aucry HemarepujasHor KyarypHor Hacaeha (HKH) wosewancrsa (2017) u ymucy
Ma.roi koray Haumonaanu peructap HKH Peny6auke Cp6uje (2021). ITpomonuju
Koaa xao eaemenra HKH ponpunesa je u opranusammjom Manudecranuje Ceseiti-
CKU gau cpiickof KoAd, Kao ¥ peaAu3aliijaMa PasAMIUTHX PAAMOHMIIA U ITAECHHX AO-
rajahaja mocehennx cprickom maecroM Hacaely y capaamy ca $OAKAOPHHUM aHCaM-
6a0M ,Bruaa” uz Hosor Capa.

Kpacuae cy je KoAeTHjaAHOCT ¥ OTBOPEHOCT 3a CapaAky K0joj je yBeK IPUCTYIaAd
KOHCTPYKTUBHO Ca MHOBATUBHIM HA€jaMa, aAU H ca cripeMHOuIhy AQ CaCAyIIa M y4u
y cBaxoj npuamm. Fako cam Kao eTHOKOpPeOAOr, y3 cpaaudy npenopyky Cesene
Paxouesuh, anrasxosana y Mysuxoaomxom uacruryTy CAHY mpe cBera map mMecery,
uckopucrrhy OBy IPUAHKY Ad jOj Ce y UMe OBe HHCTUTYIjHje 3aXBAAMM Ha CBECPAHO]
capaplmM KOjy je peaAM3oBasa ca capapHunuMa MHCTHTyTa TOKOM IPeTXOAHHX
Aettenrja. PasHOBpCHA capapma yKmydnMBaAd je meHO ydyemhe Ha HaydHHM
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CKyIIOBHMA Koje je FIHCTHTYT OpPraHH30Bao, I[yOAUKOBAE CTYAMja Y HHCTUTYTCKIM
M3AABKMA, 3djeAHMYKA TePEHCKA MCTpaXKMBaka M Pa3AMYUTE CTpaTerdje mpuMeHe
HAy4HOT 3HAIa Yy KyATypH. IloceGHO ce 3anarara A eTHOKOPEOAOTHja KAo HaydHa
AWCITUIIAMHA TTIOHOBO 3akuBu y okBupuMa CAHY, crora je 3ajeAHO ¢ xoaerama u3
My3HKOAOIIKOT HHCTUTYTa OPTaHU30BaAd OKPYTAH CTO ITOcBeheH MMOHMpIMa CpIIcKe
eTHOKOpeoAorHje, /oy6unu Jankosuh (koja je 6uaa akapemux) u Aanunu Jankosuh,
2014. ropune. MehycoOHo momroBame 6HAO je HCKa3aHO U ydelrheM Ha HAyIHOM
ckymry Obaukosare cagawrociiu Oygyhuowhy — mysuxoAoiuja, eiliHOMy3uKoAOTUja
U CABPEMEHOCIL Y YAO3H jEAHOT OA YBOAHUX ITpepaBaya (2020). Tapa je yxasasa Ha
MepCIIeKTHBe eTHOMY3UKOAOTHje U eTHOKOPEOAOTHje 1 IIOHOBO AAAQ YITyTe MAAAUM
HCTPaXXKMBAYKMMa O TOTEHI[jaAHNM HAYMHUMA AeAOBamba. L[eAOKyITHMM aHTaXKOBambeM
je AOIIPHHEAQ A2 €THOKOPEOAOTHja Ka0 HAyYHA AWCLIUIIAMHA OyAe IPHCYTHA Y
Mysuxosomkom nactuTyTy CAHY y neproay kapa MIHCTUTYT HEje MIMao 3aIl0cAeHOT
€THOKOPEOAOTa, 3 HEITOCPEAHO IIPe CBOT OAAACKA Ce [TOCTAPAAA AA CE Taj KOHTUHYUTET
OAp>KaBa.

AeaoBame Ceaene PakodeBuh 0CTaBHAO je HEIIPOLIEHUB AOIIPUHOC APYIITBEHO-
-XyMaHHCTHYKO] Hay4HOj 0OAacTu. HbeHr papoBU M MEICAU Cy OKOCHHIIA CaBpeMeHe
eTHOKOpeoAomke HayuHe mapapurme y Cpbuju. Fben eHTysujasaMm u BeApuHa cy y
cehamuma cBux meHnx koaera. Fbeno sHame U pedn oxpabpema Cy y epy 1 HOKpeTy
CBHX HeHHX CTyAeHara. EbeHa GPIKHOCT M CHAra Cy y CpLUMa HeHe IIOPOAHULE K
npujaresa. Ha Hama, mpuBIAEroBaHMMA A2 HAC BeH OCMeX, Ped I Cplie 06rpae, ocTaje
Ad yKa3yjeMo Ha 3Ha4aj CBera OHOTA IITO je OMAA K IITO CaAQ jecTe.

Kamapuna Huxoauh
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