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Bojana Radovanovi¢

Ph.D. Candidate, Department of Musicology, Faculty of Music, University of Arts in Belgrade
Research Assistant, Institute of Musicology, SASA, Belgrade

OVERLAPPING PARADIGMS: EXPLORING THE
NOTION OF PERFORMANCE FROM THE VIEWPOINTS
OF MUSICOLOGY AND PERFORMANCE STUDIES”

ABSTRACT: This paper focuses on the notions of performance, or, more precise, the
notion of studying performance in the fields of performance studies and musicology.
Taking into account that different understandings of the apprehension of performance
and performativity among musicologists and performance scholars indicate a different
intellectual project altogether, I will strive to look into possible means of mutual under-
standing and seek to identify places for probable interdisciplinary collaboration of these
two fields of study.

KEY WORDS: performance; musicology; performance studies; interdisciplinarity; pro-
duction of meaning.

By appropriating the exclamation “Perform or else”! from the Forbes cover, John
McKenzie started a new chapter in performance theory, which emerged from
the field of performance studies. Performance is one of the ‘buzzwords’ of our
time, and is prominent in describing the functionality of technological systems,
politics, science, everyday life, workplace (and other kinds of) productivity, and
art. That is why, by asking ourselves the question “what is the nature of the
relationship between musicology and the notion of performance?” we are open-
ing up a rather topical discussion.

" This research was done within the Institute of Musicology, Serbian Academy of
Sciences and Arts, financed by the Ministry of Education, Science, and Technological
Development of the Republic of Serbia (RS-200176).

1 An exclamation which Biljana Lekovi¢, Adriana Sabo, Masa Spai¢ and myself
were free to paraphrase as Study the performance or else... in a name of out panel “Study
the Performance or Else”?: Music(ology)-Performance - Performativity (XIV Internation-
al Conference of the Department of Musicology of the Faculty of Music, University of
Arts in Belgrade, Belgrade, October 24-27, 2018).
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Perform - or else |
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Figure 1. Forbes cover, January 3, 1994.

A glance at the history of the 20t century thought in the social sciences and
humanities reveals that musicology, compared to the field of performance stud-
ies, was quite late — and quite hesitant - in choosing to ‘hop on the performance
train’ There are several reasons for that, some of which will be pointed out and
examined in this paper. One of the leading influencers of noticeable changes in
musicological thought at the turn of the millennia is certainly the field of per-
formance studies, which emerged during the 1960s and 1970s in an Anglo-
Saxon context.

As Alejandro L. Madrid indicated, the different understanding of notions
of performance and performativity among musicologists and performance
scholars implies a “different intellectual project altogether”” Thus, taking into
account the said changes in musicology, the questions being posed today are the
following:

o What is the reach of the notion of performance?

o What is the status of performance in musicology?

o Isit possible to find ways of mutual understanding, influence or interdis-

ciplinary collaboration between musicology and performance theory?

Musicology and Performance Studies as (inter)disciplines

Both musicology and performance studies enjoy a reputation as interdisciplin-
ary fields of knowledge and expertise. With their main focus on music and
performance respectively, the fundamental principles of their paradigms lie in

2 Alejandro L. Madrid, “Why Music and Performance Studies? Why Now?: An
Introduction to the Special Issue”, Trans. Revista Transcultural de Muisica 13 (2009), 1-8,
2.
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the possibility of the correlation and cooperation of different disciplines. As a
field primarily based within the social sciences and humanities, performance
studies today encompasses studying the theory and practice of performance, not
only in the performing arts (theater, music, opera, dance, poetry, and so on), but
also in different forms of social behaviors in everyday life. Performance studies
deals with a variety of rituals, everyday practices, public speaking and other
forms of oral presentation, the performance of race, class, gender, ethnic or
other identities, non-verbal communication, sports, political demonstrations,
electronic civil disobedience, etc.? The performance paradigm, thus, necessitates
and relies on the collaboration of a plethora of disciplines in order to interpret
its object of study.

Considering the interdisciplinary nature of musicology, the Serbian science
of music frequently highlights the model of interdisciplinary musicological inter-
pretation and competence brought about by Mirjana Veselinovi¢-Hofman. To be
specific, on many occasions, Veselinovi¢-Hofman pointed out that musicology
is, at its core, an interdisciplinary field of studies, and as such central to under-
standing this model as an instrument for research in the inter-relations of musi-
cology and other disciplines is the weaving of an, in essence, musicological text.
The author also believes that the ‘meta-musicological’ question of cooperation
between musicology and other disciplines is more topical than merely a “regis-
tering of the networked disciplines” and “more-or-less positivistic efforts to
define and explain them”* As with performance studies — which is also depen-
dent on the object of the study and the context of examination — what becomes
relevant are the modes in which the disciplines are intertwined.

Given that music is “the art of time’, that is, a series of sound events hap-
pening during the course of a certain timeframe, it would be a logical assump-
tion that performance is one of the keywords for both musicology and perfor-
mance studies. However, the fact that music must be performed in order to exist
has not been reflected in that manner in musicological thought throughout
history. Moreover, the predominant current in Western philosophy and the aes-
thetics of music deems possible the existence of music before and after the
sound.”> This particular current aligns with the prevalent thought of the key
importance of the composer (who can, in some cases, also be the only listener
to a given musical work through inner hearing — which renders both performers

3 Cf. Aneta Stojni¢, Teorija izvodenja u digitalnoj umetnosti: ka novom politickom
performansu (Beograd: Fakultet za medije i komunikacije i Orion art, 2015), 13.

4 Mupjana Becenunosnh-Xodwman, Ipeg myzuuxum genom. Oinegu o mehycoSuum
ipojexyujama eciieitiuxe, oettiuxe u ciiunucimiuxe mysuxe XX sexa: jegna mysuxonoumxa
susypa (beorpaz: 3aBox 3a yudenuke, 2007), 47.

5 For more on this subject, see: Tijana Popovi¢-Mladenovi¢, Muzicko pismo. Muzic-
ko pismo i svest o muzickom jeziku sa posebnim osvrtom na avangardnu muziku druge
polovine XX veka (Beograd: Fakultet muzi¢ke umetnosti, 2015), chapter “Written text as
a mode of music”.
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and listeners, other than the composer themselves, useless), and perpetuates the
favoritism of mind/thought/logos/philosophy over the ‘ephemeral’ nature of
body/voice/speech/performance. Further in this paper I will delve into some
peculiarities of the history of performance in musicology.

Performance Theory and Performance

According to John McKenzie and his study “Perform or Else: From Discipline
to Performance,” the present moment displays that the demand for performance
has become a fairly common social phenomenon. “Today,” McKenzie writes, “as
we navigate the crack of millennia, work, play, sex, and even resistance—it’s all
performance to us”°

With that in mind, McKenzie presents a challenge for himself - “to rehearse
a general theory of performance” The title of his book is taken not from a
scholarly text, but from Forbes, a business magazine, and the incompleteness of
its first part of the sentence invites a satisfactory ending, but, at the same time,
leaves a space for different interpretations, depending on our point of view. In
McKenzie’s own words “the play between stage and business crafts produces a
stunning headshot and a punning headline®

Here, he discerns three types of performance: (1) organizational, (2) cul-
tural, and (3) technological performance. Organizational performance, also
understood as institutional performance, introduces the performative dimen-
sion to managerial strategies in contemporary companies; in this type of perfor-
mance, the ending to the phrase could be - Perform, or else: you're fired!” Cultural
performance is the basis for the appearance of performance studies, and it
includes studying all of the manifestations of performance and performative
behavior in culture.!® This mode of performance is “by no means” limited to
scholars only; it is also evident that it is of great importance to social and artis-
tic activism, and, in that case, the saying could be — Perform, or else: you’ll be
socially normalized.!! The third type, technological performance, came about in
the USA, with the technological frenzy during the Cold War, and today it has
peaked globally, in a world where we are all dependent on machines in all aspects
of our lives.'? So, what performs in technological performance?, McKenzie asks
and immediately gives an answer - “Air fresheners, roofing insulation, bicycles,
carpets and rugs, powerboats, wallcoverings, drain panels, cleansing towels, car-

¢ John McKenzie, Perform or Else: From Discipline to Performance (London: Rout-
ledge, 2001), 3.

7 Ibid., 4.

8 Ibid., 7.

9 Ibid., 5.

10 Cf. Aneta Stojni¢, Teorija izvodenja..., op. cit., 26.

11 John McKenzie, Perform or Else..., op. cit., 9.

12 Aneta Stojni¢, Teorija izvodenja..., op. cit., 26.
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stereo equipment, bakeware, aquarium filters, tires, fabric, window film, and so
on and so forth, and, “the most profound enactments of technological perfor-
mance” that are built by the computer, electronics, and telecommunication
industries.!® The trends dictated by the industry of technology modify the orig-
inal expression into the following: Perform—or else: you’re outmoded, underedu-
cated, in other words, you're a dummy! To these three performance paradigms,
McKenzie adds two more - the performance of knowledge and the performance
of power.

As T have already mentioned, performance studies emerged during the
1960s and 1970s. In 1966, Richard Schechner, one of the founders of Performance
Studies, coined the term the performance activities of man, thus anticipating the
announcement of a future interdiscursive collaboration with the anthropologist
Victor Turner. The dialogue between anthropology and theater studies during
the 1970s gave birth to a new discipline, one ready to delve into the interpreta-
tion of changes happening in the artistic and intellectual circles of the second
half of the 20t century.

According to Schechner - and this is something McKenzie also heavily
drew upon - the notion of performance goes beyond art, and becomes a social
paradigm of a kind, encompassing areas like rituals, games, sport, popular ways
of having fun, performance arts (theater, dance, and music) and everyday per-
formances, as well as the performance of social, professional, gender, racial and
class roles, and representations in media and on the internet.!

Leaning on McKenzie’s theorization, Aneta Stojni¢ predicts that the future
and the efficiency of the field of Performance Studies will be directly correlated
with its ability and readiness to “adequately answer to the new global phenom-
enon of the performative paradigm”!® That being said, she agrees with McKenzie
that it is vital to formulate a new theory of performance which will also encom-
pass those performances that are not understood as liminal; a theory that would
reconceptualize and redefine liminality as one of the crucial point of Performance
Studies rather than abandoning it completely.'®

As a result of the readiness for new challenges in thinking, theorizing and
interpreting new forms of art and social behaviors, Performance Studies has
been apt to answer the emerging questions that arose from the social, cultural,
and artistic changes happening during the 1950s and 1960s. Furthermore, its
interdisciplinary approach, together with the development of performance art,
strongly influenced even the most traditionally inclined scientific and artistic
disciplines during the decades which followed. The ensuing development of this

postdiscipline will continue to tackle performance as a new paradigm of social
13 John McKenzie, Perform or Else..., op. cit., 11.

Misko Suvakovi¢, Pojmovnik teorije umetnosti (Beograd: Orion art, 2011), 532.

Aneta Stojnié, Teorija izvodenja, op. cit., 25.

Idem.

14
15
16
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behavior, as well as performance in relation to digital technology and non-
human performers.
So, how is this imperative of performance mirrored in musicology?

Musicology and Performance

In the words of Carolyn Abbate, “the history of classical music”, that is, musicol-
ogy, “has been more a history of composers and compositions, and less a his-
tory of singers, instrumentalists, or the cultural contexts of performance”!”
Nicholas Cook said something similar - “Most so-called histories of music are
really histories of composition, or even the compositional innovation.”!® That is
not to say, as he immediately points out, that musicology was utterly uninter-
ested in performance, a charge that is often attributed to scholars of music.!’ It
just means that musicology had a peculiar political program from its begin-
nings, which required a specific kind of musical object.

Considering the realm of historical musicology and its relationship with
performance, it appears that there are numerous issues and a vast pool of modes
of enquiry to investigate. Musical performance, from the historical perspective,
can be studied from sources such as surviving musical instruments, iconograph-
ical material, literary sources, historical archives, practical and theoretical trea-
tises, instruction books, musical manuscripts, recordings, and so on.20 All of
these can contain many information about historical practices, forms of nota-
tion and performance, particular matters of interpretation, as well as the “condi-
tions and practices” of performance throughout history, such as the economic
and professional conditions in which performers worked, patronage, teaching
institutions, music and other forms of publishing, performance in private
spheres, issues of gender and sexuality, and the relations between ‘popular’ and
‘artistic’ music.?! Likewise, Colin Lawson explored performing through history,
coming to the conclusion that “[t]Joday’s overwhelming authority of the score,
demanding fidelity and accuracy at all costs is not at all characteristic of the
history of performance as a whole”??

In his book Beyond the Score: Music as Performance, Nicholas Cook dives
into the history of musicology, and, going back to the 19* century, examines the

17 Carolyn Abbate, In Search of Opera (Princeton: Princeton University Press,
2001), x.

18 Nicholas Cook, Beyond the Score. Music as Performance (Oxford: Oxford Univer-
sity Press, 2013), 3.

19 Tbid., 23.

20 John Rink, “In respect of performance: the view from musicology’, Psychology of
Music 31/3 (2003), 303-323, 306.

21 Tbid., 306-307.

22 Colin Lawson, “Performing through history”, in: Musical Performance. A Guide to
Understanding by John Rink (Cambridge: Cambridge Universitry Press, 2002), 3-16, 4.
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reasons for placing the musical text, that is, the notion of music as writing at the
center of musicological attention. The specific context, from which “the modern
discipline of musicology” emerged, reveals the nature of its initial program of
“documenting - or inventing — national origins through culture” “The retrieval,
editing, and criticism of national literary canons lay at the heart of this project”
he adds, and so it was logical and “natural that the nascent musicology should
model itself on philology;?* with a strong concentration on the text. I would also
like to add that the musical text, unlike the performance, provided material
evidence of music and music making, a trace on the basis of which a scientific
challenge and a need for research could be justified.

Consequently, performance as a paradigm of meaning production has a
significant counterpoint, or, rather, a serious and burdening opponent in the
paradigm of reproduction. Reproduction was — and still is — viewed through the
prism of “reproducing the work, or the structures embodied in the work, or the
conditions of its early performances, or the intentions of its composer”*

This kind of attitude towards performance and performers/interpreters in
general, went as far as Adorno, Schoenberg, Schenker, and many others, who
dreamed of the possibility of excluding the “middleman interpreter”, and trans-
mitting the music directly into a recording medium.?> That indicated that the
music substance was equal to what is written, and that the music was the “true
product of the mind,” thus eliminating the social dimensions from the under-
standing the music, while simultaneously disrespecting and disparaging its per-
formers.?¢ It is widely known that Stravinsky followed the same line of thinking:
“Music should be transmitted and not interpreted, because interpretation reveals
the personality of the interpreter rather than that of the author, and who can
guarantee that such an executant will reflect the author’s vision without
distortion?”?” From the perspective of the composers of the 19" and 20t cen-
turies, the search for an “objective” performer, who would bring out the creators
intentions flawlessly, was both tedious and never-ending.

Such a commitment to the musical text was highly influential over an
extended period, shaping performance in order to best suit the representation
of the composer’s ideas. This type of conditioning also leads to the complete
neglect and sidelining of a performer’s bodily, emotional, or creative input.

Remembering the famous sentence from one of the crucial essays in post-
modern thought that ought to influence musicology as well as other disciplines
of humanities — “the birth of the reader must be at the cost of the death of the

Nicholas Cook, Beyond the Score..., op. cit., 16.

24 Ibid., 3.

% Ibid., 17.

26 Tbid., 17-18.

Peter Walls, “Historical performance and the modern performer’, in: Musical
Performance..., op. cit., 17-34, 17.
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author” — we mark the time when the accent was firstly put on interpretation
rather than creation. For music and musicology, the climate of the performative
turn - the intervention of the broader cultural postmodern context - in various
social and humanistic disciplines such as phenomenology, semiotics, Lacanian
psychoanalysis, deconstructionism, and feminism, gave a decisive push towards
studying performance. Nevertheless, the (neo)avant-garde and experimental
practices in post-Second World War Europe, and especially in the USA, have
already encompassed performance into their usual way of thinking about art,
expressing artistic intentions, and creating meaning.

The new, critical in its nature, way of performing musicology in the late 20t
century, was, in such a way, a result of the critique of musicological modernism
and the turning away from a factographic (analytical or historical) way of think-
ing about music to studying the meaning behind the music.?® Looking behind
music, or beyond the score, takes musicology in the direction of examining the
context in which music is written. But, does it take performance into account
and does it change the musical object that is studied?

In most cases concerning the “established musicological discourses,” it, in
fact, does not. The struggle for the place of performance in a musicological
context continues. Several practices - like the “modern turn” of the historically
informed performance movement, and the music-theoretical approach that
works “from page to stage” to name only a few, which are apparently interested
in performance, still hold on to the ‘old problems’ with authority located outside
of the performers’ realm of creativity and practice.

Having adopted CooK’s stance on the importance of studying music as per-
formance, and not music and performance, as well as the idea of seeing perfor-
mance as the production of meaning itself instead of viewing it as the interpre-
tation of a composer’s authority, be that historical or otherwise, I believe that it
is possible for musicology to address the performance imperative more adequate-
ly. Beyond the composers, the composition, and the text, the issues to be
addressed are those concerning performance (as a complete product) and per-
forming (as an action/process), the identities of human and non-human per-
formers, the performance context, and modern technology in performance.

Though some might fear for the future of musicology in the age of expand-
ing transdisciplinary and postdisciplinary modes of performing scientific
research, it may be more useful to follow the optimistic stance of the philoso-
pher and feminist theoretician Rosi Braidotti, who sees the intertwining of the
disciplines in recent decades as potentially dangerous but also as a sign of new
opportunities that indicate not a crisis in the humanities, but rather its vitality.?
Opening up to influences coming from very timely and self-updating fields such

28 Mupjana Becenmuosuh- Xodmau, ITpeg mysuukum genom..., op. cit., 18.
29 Rosi Brajdoti, Posthumano, prev. Mirjana Stosi¢ (Beograd: Fakultet za medije i
komunikacije, 2016), 192.
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as performance studies may not only shine the light on musical and musico-
logical performance in a contemporary performance/performative-driven con-
text, but also demonstrate the genuine interdisciplinary nature of musicology, as
well as reveal its immense potential to produce knowledge about contemporary
practices.

SUMMARY

Performance is one of the ‘buzzwords’ of our time, in everyday life, work, technology,
politics, science, and art. That is why, by asking ourselves the question “what is the
nature of the relationship between musicology and the notion of performance?” we are
opening up a rather heated subject.

A glance on the history of 20® century thought in social sciences and the humani-
ties reveals that musicology, compared to the field of performance studies, was quite late
- and quite hesitant - in deciding to ‘hop on the performance train’ One of the leading
influences on the noticeable changes in musicological thought at the turn of the millen-
nia is certainly the field of performance studies, emerged during the 1960s and 1970s in
an Anglo-Saxon context. However, as Alejandro L. Madrid indicated, the different
understandings of the notions of performance and performativity among musicologists
and performance scholars imply a “different intellectual project altogether” Thus, tak-
ing into account the said changes in musicology, the questions I posed in this paper are
ones concerning the studying of performance within the realms of performance studies
and musicology.

According to John McKenzie and his study “Perform or Else: From Discipline to
Performance,” the present moment demonstrates that the demand for performance has
become a fairly common social phenomenon. The emergence of performance studies
during the second half of the 20% century has undoubtedly influenced - among other
fields — musicology and its initial grounding in a musical work/musical score as a pri-
mary research object. Together with the critical approach of new musicology, there
started to appear musicological studies that placed the performer, performance and
sound (rather than composer, composition and score) at the center of their research.
Considering the interdisciplinary nature of musicology to begin with, the author of the
text believes that it is possible to answer the contemporary performance imperative even
more adequately as we head into the 2020s and beyond.



403

CONTRIBUTORS

Thomas Betzwieser, Ph.D., is a Professor at Goethe-Universitat Frankfurt am Main.
After completing his studies in Heidelberg with a dissertation on exoticism in French
18% century music (published 1993) he held an Assistant Professorship at Freie
Universitit Berlin (1990-1995), followed by other fellowships in preparation to the
Habilitation (2000, published as Sprechen und Singen: Asthetik und Erscheinungsformen
der Dialogoper, Stuttgart/Weimar: Metzler 2002). From 1999-2001 he was Lecturer in
music at the University of Southampton. Prior to his actual position as chair of histori-
cal musicology at Goethe-Universitit Frankfurt am Main, he was Professor of musicol-
ogy at Bayreuth University (2001-2012). He mainly published on 18 and 19% century
opera, e.g. in Cambridge Opera Journal and Oxford Handbook of Opera (2014). Between
2012 and 2018, he was President of RISM Germany. Since 2014, he is a member of the
Mozart Academy (Mozarteum Salzburg), and since 2015 — member of the Akademie der
Wissenschaften und der Literatur, Mainz.

Maria Borghesi graduated in piano and in musicology at Pavia University (Cremona)
and she defended a PhD dissertation titled Italian Reception of J. S. Bach (1950-2000):
Words, Sounds, and Ideas, whose publication is forthcoming. From 2020, she is Postdoc
researched at the Hochschule fiir Musik di Dresda, where she works with the ESF-
Project Klang der Staatskapelle Dresden. Since many years she collaborates with the
Societa Italiana di Musicologia e the Bach Network, and she is co-founder (together with
Dr. Chiara Bertoglio) of JSBach.it (www.jsbach.it). She published essays about textual
bibliography, reception theory (i.e. about Bach) and she deals with musicology and cul-
tural history.

Milo$ Bralovi¢ completed undergraduate and graduate studies of musicology at the
Department of Musicology, Faculty of Music in Belgrade. Currently, he is enrolled in
Ph.D. studies at the same institution. He is currently employed in Institute of Musicology,
SASA, Belgrade. Fields of interest include problems connected to modernism in music
before and in the first decades after the Second World War. In his doctoral dissertation,
he researches the oeuvres of the Prague group of composers by analysing their foreign
role models. During the seasons 2015/16 and 2016/17, he collaborated with the Belgrade
Philharmonics, in writing the blog titled Metronome and the programme notes. He is a
member of Serbian Musicological Society and also a member and one of the founders
of Association for Preservation, Research and Promotion of Music “Serbian Composers”



408 Contextuality of Musicology

Tijana Popovi¢ Mladjenovi¢, Ph.D., is a full-time Professor and Head of the Department
of Musicology at the Faculty of Music, University of Arts in Belgrade. Her main research
interests include the European music of the fin de siécle, contemporary music (she spe-
cialized in contemporary French music at the University of Paris IV Sorbonne), aesthet-
ics and philosophy of music, and issues concerning thinking in music. She has been a
visiting professor at the Jerusalem Academy of Music and Dance, the University in
Ljubljana, the Lithuanian Academy of Music and Theatre, the University in Sarajevo. She
is author of six books and numerous scientific studies. Editor of a number of interna-
tional monographs, member of several conference committees, peer reviewer of the
scientific journals. Member of the International Musicological Society, the Serbian
Musicological Society, the Board of the Composers’ Association of Serbia, the Board of
the Matica Srpska Department of Stage Art and Music.

Bojana Radovanovi¢ is a Ph.D. candidate at the Department of Musicology, Faculty of
Music in Belgrade, and a Research Assistant at the Institute of Musicology, SASA,
Belgrade, with master degrees in musicology, and theory of art and media. Her research
interests include contemporary music and art, voice theory, popular music, metal music.
Among other scholarly publications, in 2018 she published her first book Experimental
Voice - Contemporary Theory and Practice, and e-book Science as Art: Interdisciplinarity
in Dragutin Gostuskis Scientific Works. She is a member of Association “Serbian
Composers”, Centre for Popular Music Research, Serbian Musicological Society,
International Society for Metal Music Studies, International Association for the Study of
Popular Music. She is also Representative of the Transdisciplinary Research in Art
Section of the INSAM Institute (Sarajevo, FBiH), and a cofounder and Editor-in-Chief
of the INSAM Journal of Contemporary Music, Art and Technology.

Adriana Sabo is a Ph.D. candidate at the Department of Musicology, Faculty of Music in
Belgrade and a Junior Researcher at the same Department, with master degrees in musi-
cology (2012) and gender studies (2015). She is a recipient of the scholarship given by
the Ministry of Education, Science and Technological Development of the Republic of
Serbia, member of the Serbian Musicological Society, International Association for the
Study of Popular Music, The International Council for Traditional Music (Study group
on Music, Gender, and Sexuality), and a contributor for the Centre for Popular Music
Research (Belgrade). Her research mainly focuses on the issues of gender and music,
popular music, otherness and connections between music and politics.

Nico Schiiler, Ph.D., is University Distinguished Professor of Music Theory and
Musicology at Texas State University and the immdediate past-president of the American
Musicological Society Southwest Chapter. His main research interests are interdisciplin-
ary aspects of 19%/20% century (world) musics, methodology of music research, com-
puter applications in music research, music theory pedagogy, and music historiography.
He is the editor of the international research book series Methodology of Music Research,
the author and / or editor of 21 books, and the author of more than 120 articles. Among
his most recent books are Musical Listening Habits of College Students (2010) and
Computer-Assisted Music Analysis (2014).



CONTEXTUALITY OF MUSICOLOGY
What, How, Why and Because

Editors

Prof. Dr. Tijana Popovi¢ Mladjenovié¢
Prof. Dr. Ana Stefanovi¢
Dr. Rados$ Mitrovi¢

[ Prof. Dr. Vesna Miki¢]|

Publisher
Faculty of Music in Belgrade

For Publisher
Prof. Ljiljana Nestorovska, M.Mus.
Dean of the Faculty of Music in Belgrade

Prepress
Dusan Casi¢
Dejan Tasi¢

Printed by
Ton Plus

Circulation
300



CIP - Karanorusarnuja y mydmmKarmju
Hapogna dudmuotexa Cpduje, beorpap

78(082)
781(082)

CONTEXTUALITY OF MUSICOLOGY : what, how, why and because /
editors Tijana Popovi¢ Mladjenovi¢ ... [et al.]. - Belgrade : Faculty of Music,
2020 (Belgrade : Ton plus). - 410 str. ; 24 cm. - (Musicological studies / [Faculty
of Music]. Monographs)

Tiraz 300. — Str. 9-11: Foreword / editorial board. — Contributors: str. 403-410. -
Napomene i bibliografske reference uz tekst.

ISBN 978-86-81340-25-7

1. Popovi¢ Mladenovi¢, Tijana, 1962- [ypenuuk] a) Mysuka — 36opuuun d)
Mysuxonoruja — 360pHuIM

COBISS.SR-ID 19848713



