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PEY YPEJIHUKA

VY caBpemeHo n00a CMEHE MWJIEHHJyMa, Y TOKY j€ JaJbu
pa3Boj XyMaHUCTUYKUX JUCIHIUIMHA, Al M MPEOKPETH y HOIIeny
TEMaTCKUX yCMepema U METOJ0JI0THja MpoydaBama. Panuje 3auetn
MIPaBIH pa3MULIbabha U UCTPAXKUBAa Y HOBOM J100Y c€ IPEoOIINKYjy
U [IOTIPYMajy HOBE CMEpHHIIE, [TapaJieJIHO Ca CaBpEMEHUM I0jaBaMa 1
3HA4YajHUM, a HEKaJ] U KOPEHUTHUM MPOMEHaMa y APYIITBY U KyJATYpH,
HOBUM OONMUIIMMa KOMYHHUKalldjeé M TOCPEICTBOM pPa3IHuUuTUX
Me/I1ja; y3 TO, ¥ UJICOJIOIIKA MOJIA3HIITA CE HEMPECTaHO MPEOOTUKY]Y.
VY Kopak ¢ TUMe, J10J1a3u U A0 HOBHX MCKYCTaBa U JOCTUTHyha U y
XyMaHHUCTHLIH, 8 HayYHH AMCKYPC KOJUM C€ OHa 00yXBaTajy CBE BUILEC
Ce 3aCHMBA HA HCKYCTBUMA HajpasiMIUTHjHX TCOPHJCKHX IPHCTYIIA.
HoBa noJba Ha KojuMa ce 0/1BHjajy MPOLECH Y JOMEHY APYIITBEHUX
U KyATYpHUX CTpyjama, Ka0 W OIIITe pPEHeNIiuje W Mepleniuje,
yCIIOBJbABajy U MPOMEHE BU3ype MocMaTpama oapehenux mporeca
y MY3W4KOj KYJITypH, KOHTEKCTa U3BOhema My3uKe, 1a U CTPYKType
KOHKPETHUX MY3MUKHMX TEKCTOBAa. YCIE/ >KMBOT HHTEPECOBamba 3a
oBe (heHOMEHE, Kao IIaBHA 3a PaJIoBE y OBOM U y HApeIHOM Opojy
My3sukomnoruje onpehena je tema (Etno)mysuxonocuja Ha uperacky
u3 XX y XXI gex. Ona o0yxBata IIUPOK CIIEKTAP aKTYSTHUX TUTAbA Y
001acT yMETHUYKE, LIPKBEHE, TPAIUIIUOHAIIHE U TOMyIapHE MY3HKE,
Kao ¥ y 0o0NacTH BUIIEMEIUjCKOI YMETHUYKOT H3pa3a. Y OKBHPY
€ Cy TPeTHUpPaHE M Pa3INuuTe HayyHE METOJO0JIOTHje, UMaHEHTHE
HOBOM, CaBpEeMEHOM 00y, OMJI0 /1a je ped 0 MpoOJIeMaTHIIA KOjOj Ce
MpUia3u U3 HOBUX acliekara, Omio o crenupuyHuM, CaBpPeMEHUM
TeMama U rpobiaemMuma.

PanoBuy okBHpy Il1aBHE TeMe OcaMHaecTor Opoja Mysukonouje
nocBeheHu cy, mpe cBera, pa3IndyuTUM CaBPEMEHUM METOOJIOIIKUM
npuctynuma. Tako Cy Yy Yacomucy 3acTyIJb€HHU TEKCTOBH: O
METOAOJOTHjaMa TyMauelkha HEYMCKe HOTaldje y MpoydyaBamby
BU3aHTHUJCKE LIPKBEHE MY3UKE, 3aTUM O HOBHUM MpaBlLUMa Yy
npoy4aBamy adekTay cepu eTHOMY3HUKOJIOTH]€ U My3UKOJIOTH]j€, Kao
¥ 0 HOBUM CMEpPHHUIIaMa y TyMauyey OpEeKyIa BUIICTTIACHOT eBaba
y TPaJAMIMjCKOj TMPAKCH KAO KOHCTUTYTHUBHOT Ji€Jla HCTOPH)CKOT
pas3Boja JbYICKOT JpyIITBA. JemaH pan je mocBeheH caBpeMeHUM
MpaBIMMa UCTPaKMBaba MPOIECa KOHCTUTYUCAHA KOJIEKTUBUTETA Y
MOMYJIapPHO] MY3HIIM, a jeJlaH PaJ CIASAH MPaBall HCEHCKUX Cluyouja
Yy YMETHHUYKO] MY3HIIH, CXOJHO HOBUM HJCOJIOMIKUM M TEOPU]CKUM
MOJIA3UIITHMA Y CABPEMEHO] KYJITYpU U HayIIH.

PyOpuka Varia noHocH HEKOIMKO WPUIIOTa Pa3IHYUTHX
TeMarckux ycmeperma. [IpBa je eTHOMy3HKONOLIKA CTyAuja Koja
pasmarpa (eHOMEH OMMY3HKaJIHOCTH y TPaJMLUOHAIHO] CCOCKO]
BOKaJHO] mpakcu jyrouctouHe CpbOuje. Crenu My3HUKOIOUIKH



YIaHaK O MecTy W monoxajy Jleoma Janadeka (LeoS Janacek) m
Curmynna @pojaa (Sigmund Freud) y bedy kao MynTHHALHOHAIHO]
M MYJITHKYITYPHO] CPEAMHH, a 3aTHM paj mocsehieH 10 cajga Majo
UCTPAKMBAHO] TEMU TOBOPHUX XOPOBa Kao ey IO30pPUIIHOT U
KIbIDKEBHO-MY3UYKOT CTBapasialliTBa LieHTpajiHe EBpome y mpBux
Tpusiecet roguHa XX Beka.
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A WORD FROM THE EDITOR

In this current time of transition from one millennium to another,
humanistic disciplines are still being developed, simultaneously
with a turnaround regarding thematic directions and study methods.
Conceived trends in thinking and research are being reshaped and
receive new guidelines, in parallel with contemporary ideas and
significant, sometimes radical, changes in society and culture, with
new forms of communication, using different media. Besides this,
ideological starting points are also continually being reshaped. At
the same time, there are new experiences and achievements in the
humanities, and the discourse methods encompassed are increasingly
based on experiences of the most varying theoretical approaches. The
new fields in which processes are unfolding in the domain of social
and cultural trends, as well as their general reception and perception,
also condition changes in perspective in the observation of certain
processes in musical culture, the context of musical performance, and
even the structures of actual musical texts. The lively interest in these
phenomena has determined the main theme for works in this and the
next edition of Musicology: (Ethno)Musicology at the Turn of the
Millennium. This edition encompasses a wide spectrum of current
questions in the fields of musical, religious, traditional, and popular
music, as well as in the area of multimedia art expression. In this
context we include different methodological approaches, imminent
in the new contemporary age, whether the question is of problems
approached from new perspectives, or of specifically contemporary
themes and problems.

Articles in the context of the main theme of the eighteenth edition
of Musicology are especially dedicated to different contemporary
methodological approaches. So, in this edition of the magazine the
represented texts are: methodologies of interpreting neum notation
in the study of Byzantine church music; new directions in the study
of the affect and sphere of ethnomusicology and musicology; and
new trends in the interpretation of the origins of multi-part singing in
traditional practice as a constitutive part of the historical development
of human society. One article is dedicated to contemporary trends
in researching the process of creating collectivities in popular
music, and one follows the direction of female studies in art music,
in accordance with new ideological and theoretical approaches in
contemporary culture and scientific studies.

The Varia section provides several papers from various thematic
areas. The first is an ethno-musicological study, which considers the
phenomenon of bimusicality in the traditional rural vocal practice of
southeast Serbia. A musicological article follows on the place and

11



position of Leo§ Janacek and Sigmund Freud in the multinational and
multicultural setting of Viena. Finally there is a paper dedicated to the
hitherto little-researched theme of speech choirs within the theatrical
and literary-musical creativity of Central Europe in the first thirty
years of the 20" century.
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MeToa0/10lIKH JUCIIYTH 0 TYMAa4Yely HEyMCKe
Horauuje y XX Beky”

Becna [leno'
Mys3uxonomku uaetutyT CAHY, Beorpan

Ancrpakr

Pan ncrnue Bogehe HayyHUKe, MpOydaBaolle BU3aHTH]CKE HayKe O MYy3HIH KOJH CY,
nocie OpojHHX Jedara W CydeJbeHHX apryMeHara, 3aCiIy>KHH 3a MPEeBa3mIaKeHhe
muctyTa u3Mel)y Tako3BaHHX ,,TpaIWIAOHANICTa 3mwiota” — [pka U ,,MOHyMEH-
THCTA” — 3aMagHOEBPOIICKHX MTPOydaBaiana, Koju Cy CISIMIN KOHIIENT OCHUBada
Monumenta Musicae Byzantinae. Y 4naHKy je moce0aH Harjaacak Ha pa3jIMdUTUM
MPUCTYNUMa WUHTEPIPETAlUjH CPEAHOBU3aHTHjCKE HOTAIMje, MMO3HATUM Takohe
TI0/T HAa3UBOM citlapu meitiod. Pedepupa ce Taxkole Ha nmpodiem XxpoMmarusma y BH-
3aHTHjCKOM TOHAJTHOM CHCTEMY Ipe M Tociie rnaaa KoncrantuHomnospa.

Kibyune peun
Heymcka HoTanuja, Tymaueme — HHTEpIpeTalyja — TPAHCKPUIIIKja, TPUKH U 3a-
1aTHOEBPOIICKU HCTPAKUBAYN, My3H4Ka pehopMa, CTapy U HOBH METOI.

[IpenBoAHUK U jeqaH o yTeMeJbUTesha HOBHj€ TPUKE BU3AHTO-
JoIKOMY3uKoJomike mkoie, ['puropuje Craruc (I'pnyodprog XtéOng),
Hancao je 1972. y unanky Buzauiiujcka mysuxa y 6020Cayicery u
Hayyu, Kako joll yBeK u3Mel)y 3amagHOeBPONCKUX U TPUKUX MPOY-
YaBaJialla BU3aHTH]CKE U MIOCTBU3AHTH]CKE IICATIMOIH]€ MIOCTOjH jaKO
,»ceme pasnopa” (Ztabn 1972a: 432). Ha ymy je npuroM umao Heyca-
IJIalleHe, MITaBUIIEe CYPOTHO OPUjEHTHCAHE PUCTYIE Y TyMauCkwhy
HEyMCKe HOTallWje, Ipe mbeHe nocuenme pegopme ¢ nmoyetka XIX
BEKa.

OO0jexkTuBaH KPUTUYKH PUKA3 PA3IMUUTHX METOI0JIOTHja U Ha
OCHOBY HbHX OCTBAPEHHMX HCTPAKMBAUKUX TOAYXBaTa U JOOUjCHUX
pesyarara, mojipasymeBa BpJio OOMMaH HapaTHB,” y KOju Ou, mopen

* Crynmja je peanusoaHa y oKBUpy mpojexta Mysukonomkor unctutyta CAHY:
Hoenimuiieiiu cpiicke my3uxe 00 JOKAIHUX 00 2N0OAIHUX OK8UpA: paouyuje, upo-
mene, uzazosu (0p. 177004). Ipojekar ¢punancupa MUHHCTApCTBO MPOCBETE, HAYKE U
TeXHOJIOUIKOT pa3Boja Biane Penyonuke CpOuje.

! sara kasiana@gmail.com

2 Ha mpenyior jelHOT Off pelieH3eHAaTa, HATIOMHELEM J1a je OBO MpBa LENOBUTA CTYIH]a
Ha HallleM je3HKy mocBefieHa CIIOPHUM MUTAalkUMa Koja Cy 00eNeXnia BU3AHTOONIKY
MY3HKOJIOTH]y TOKOM Beher jienia mponuior Beka. CyrecTrja peleH3eHTa je U 1a je IpBu
KOjU je Hallloj CPeIUHU CKPEHYO MaXIby J1a C€ y CBETCKOj MY3HUKOj BH3aHTOJIOTHjU
BOJIM pacrpaBa 0 (pyHIAMEHTATHUM MUTAHbUMA Y BE3U C HCTOYHOIPKBEHOM T10jauKOM
TPaMLIjoM OHO OJJIMYaH NO3HaBaIal IPKBEHE My3UKe, TUPUTCHT M MYy3HUYKH ITHCAIl
[erap bunrynar. To je yuuHHO Ha HajMEPOJABHU]EM MECTY, Y 00jEKTHBHO HAIIMCAHOM
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OCBpTa Ha caMe TOYETKE HM3y4aBarma BH3AHTHjCKE TICAIIMOJMjE Ha
3anaay u mehy ['puuma, kama je TOMEHyTO ,,ceme’” mocejaHo, OuiIo
HEOITXOJTHO YKJBYYHTH, U3 aclieKTa CUMUOTpaduje, aHaIu3y IIIaBHUX
MEJIOTIOETCKUX TapaMarepa IpKBeHe My3uke. Kako Ou cBaku ma-
pamerap moHaoco0 Morao OWTH TeMa 3ace0He W OICEXHE CTYAH]e,
nociie yBoaa y kome hy ce ocBpHyTH Ha JiBa TIpaBlia y IPUCTYITY TY-
Madelky HEyMCKEe HOTalje, 3aapkahy ce Ha MHTpUTaHTHOM (eHO-
MEHY ,,00jalImema” WK ,,TyMadema’” (Tp. eENYNOELS), KOjH, MpeMia
KapaKTePHCTHYaH 32 IIOCTBU3AHTH]CKY €IIOXY, IIPE/ICTaBIba JEaH 01
KJby4€Ba 33 Pa3yMeBatbe Pa3Boja HEYMCKOI CUCTEMA Y LIE/INHHU, TOKOM
Cpe/itber BeKa M y HOBHjOj HCTOPHjH. YIIPKOC TOME LITO je, 6e3mao
Ha CBUM MY3HKOJIOIIKMM CKYIIOBHMA Ha KOjUMa Cy TOKOM TIOCJICTEIX
HEKOJIMKO JIeTIeHr]ja ydenrhe y3uMaiu TaKo3BaHU ,,MOHYMEHTUCTH
U ,,TPAIUIIMOHAIIMNCTH — 3WIOTH , €ENYNOELG U3a3uBao colloquium
perpetuum, YUpaBO je OH BPEMEHOM JONPHHEO Jna ce wu3Mmelhy
npezacraBHuKa Vcroka u 3anana y Haynu npesasul)y rpyoe mozene y
MePIENIHjA NCTOYHOXPHUIIThaHCKE MMOjayKe YMETHOCTH.

O osa cyipoiuna upuciiyiia

MehymnpocTop, Koju je TOKOM BHIIE OJ JeIHOTr cTojeha
pas3zBajao, ¢ jelHe CTpaHe, MPOyYaBaolle OKYIJbEHE OKO LIEHTpa 3a
cpenmoBekoBHEe cTynuje y KomenxareHy, Hajupe came OCHHUBaue
Monumenta Musicae Byzantinae, MOTOM W HUXOBE CIIEIOCHUKE
U3 PANIUYUTHX EBPOINCKUX 3eMaba U CjeAumeHUX AMEpPUUKUX
JpxaBa,’ W, ¢ Jpyre CTpaHe, UCTpPaKWBa4e TIPYKOI IIOpEKIa U

4JIAHKY O BU3aHTH]CKOj My3UI1H, 00jaBibeHOM Y Muzickoj enciklopediji JyrocnaBeHnckor
nekcukorpadcekor 3arozaa (1963, 1977). Nako ce u3 merose HanomeHe o E. Benecy u
npoOieMy XpoMaTu3Ma y TOHAJIHOM CHCTEMY LIPKBEHOTI Iojama Haciayhyje cras cpi-
CKHX HAay4HHKa y BE3W C OBOM TEMOM, YHTABO MHTAIE j€ y MOTOHO) CPIICKOj MY3H-
KOJIOTHjH OCTaj0 00aBHjEHO ,,[TTACHOM™ THUIIMHOM. 3aMHTEPECOBAHOM YHMTAOIly OuIia
je yckpaheHna cBaka nHQopMalmja 0 CyITaCTBEHHM pasmiiakemhruMa u3mel)y 3anamHo-
eBPOIICKUX W TPYKHX IpoydyaBayana, a HU MOMEHYTH Hamwuc [lerpa Bunrynmma Huje
HApOYUTO KOMEHTApHCAaH y PaJOBHMa IPETXOJHE IeHepaldje HallhX HCTPaXnuBaya,
MOTOTOBO HE aJIHEja O 0BOj Ba)KHOj 1e0aTH Ha CBETCKOM HHMBOY. YOCTAJIOM, HU MOTJIe-
I 3allaJIHUX Hay4HMKa, CJIel0eHHKa KOIICHXAIIIKE LIKOJIe O K0joj he y paxy Outu peun,
HHCY TIPE/ICTaBJLEHU CPIICKOM U HEKaJIAIIFheM jYTOCIOBEHCKOM ayTUTOPHjyMy. AKO ce
y 003up y3Mme ckopalie myonnkoBamwe jeanor nmucMa XK. b. Tuboa (ITerposuh 2004),
3aIaHA ayTOPX HHUCY HPHCYTHH Y CPIICKO] TIPEBOIHO] MY3HKOJIOTHjH. Y CBOje BpeMe
M3y3€THO 3HAYajHO, TMOHUPCKO /€TI0, Hcitiopuja eusanitujcke my3uxe u XumMHoZpaghuje
E. Beneca Huje npeBe/icHa Ha CPIICKH je3uK. V3BaH Hale oQuIlMjelHe BU3aHTOIOIIKE
MY3HKOJIOTHj€ CBOjEBPEMEHO je MPEeBOJ OAJIOMKa U3 oBe Hciiopuje 00jaBibeH y Oeo-
IpajIckoM KibKeBHOM "acornucy eno (Veles 1985).

3 Brucka capajama, Ha M0Jby My3HuKe Tageorpaduje 1 KOAHKOIOTHje, ONPOGaHUX HC-
TpaxkuBada, XeHpuja [lynujyca Tunujapna (Henry Julius Westenhall Tillyard) u Erona
Beneca (Egon Wellesz), 3arouera 1927, kpyHucaHa je ocHuBamweM Monumenta Musicae
Byzantinae (y nammem texcty: MMB), ronune 1931, nocne xondepennuje y Konenxa-
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Majio0pojHe, HHMa HaKJIOkECHE, CTpaHie,' Ouo je ,»Mpa4HH"
nepuoj TypKkokparuje. Pano (bopanaHH CTEPEOTHII O [ICKaJICHTHO],
0 OPUJCHTAIHMM YTHLAJUMa 3HATHO HM3MCE:CHO] IICAIMOLHJH
noctBu3aHTHjcke enoxe (Bourgault-Ducoudray 1877; Thibaut 1898;
Rebours 1906), y 3Ha4ajHOj MEpH j& JOMPUHEO Ja C€ HHTEPECOBAHE
BehuHe 3amaJHUX MCTpakUBaya OrPaHUYM HA CPEIHOBEKOBHO
pas3nodJbe, 3akiby4HO ¢ magom Lapurpaga noa typeky Biact.’ M mopen
TOTa MTO je Beh moyeTKkoM IefieceTux roinHa, y OoKkBupy came MMB,
noTBpheHo Ja ce KaCHOBM3aHTHjCKa HOTAIlMja HE3HATHO PasJIMKyje
on cpenmwoBuzaHTHjcke (Strunk 1966: 1), ka0 m 1a, HaKHAJIHO
otkpuBeHH, pykonucu u3 XII u XIII Beka caapxe Bpiio pa3BujeHE

TeHy Ha Kojy ux je, y mme @onpmaunje ,,Pack Oepcren” (Rask-Oersted Foundation),
no3Bao Kapcren Xer (Carsten Hoeg). qaHcku KiacudHU (PUITONIOT, METEBHUCTA U MY3H-
kostor. ToOM NPHIIMKOM je HauME-EH IUIaH MIPOoydyaBama BU3AHTUjCKUX PYKOMKca U IMy0-
JIMKaNHja y Be3U C IbHMa, U OJUTy4CHO je Ja Ce 3a TPAHCKPHUIIIVje BU3aHTH]CKUX HalleBa
KOPUCTH YHU(POPMHCAHN METOJ JI0 KOTa CY, He3aBUCHO jeIaH OJ1 Ipyrora, Tomum Benec
u Tunujapa. KpasbeBcka gaHcka akajeMuja cariiaciiia ce ¢ Ipojekrtom ypeanuka MMB
(Anonym 1959; Wellesz 19612 15-20; Wellesz 1971; Velimirovi¢ 1968, 1976). ITocne
HEKOJIMKO TOJIMHA IIPUTIPEMa, TOKOM KOjUX Cy HauMEeHH OpOjHU MUKPO(DUIMOBH BpeI-
HUX TIOjauKuX Kmura, roa. 1935. ycnenuna cy npsa (akCUMHUIIHA H3llambha PYKOIIHCa,
Kao U TEOPHUjCKe CTyAuje, NIPUPYUHHULHU O €K(QOHETCKO] U CPEAbOBU3AHTH]CKOj HOTa-
uuju (Hoeg 1935; Tillyard 1935). Hapense roaune 3amodera je u cepuja Transcripta, y
OKBHUPY KOj€ Cy IITaMIIaHe TPAHCKPHUIIIIH]je 01adpaHnX 300pHMKA BU3aHTH]CKHX HaIeBa
y netonuHujckoM cucremy. O uznamwuma MMB: Raasted 1984 u na Uurepuery: http://
www.igl.ku.dk/MMB.

4 Kpajem XIX u nouetkom XX Beka, y CKJIOIY TaKo3BaHOT ,,My3MUKOT MMHTama”,
MOKPEHYTOT, C jeJJHe CTpaHe, 3apaj O4yBama HAI[OHAIHOT H3pa3a y HOBOjEIHHCKO]
MY3HUYKO] KYJITYPH, 3aCHOBAHO] MTPEBACXOJHO Ha I[PKBEHO] U HAPOJHO] TPAIHUIIH]jH, U,
C Zpyre CTpaHe, yCMEPEHOT MMPOTHB €BPOINEH3aLHje MpeIamCKor H(oca, KOHKPETHO:
yBoh)ema BHIIENIacja y IPKBEHOMY3HYKY IPAKCY, IIPeay3eTa Cy IpBa CHCTEMaTHIHHja
NpoydyaBama UCTOPHje LPKBEeHE rcanmoanje kox I'pka. CBOj JONPUHOC BPIIO pa3inyiu-
THUM TeMaMa, y CKJIOITy OpOjHUX My3HUUKUX YacOINCa, NAJIU Cy ayTOPU Pa3IMUUTUX 00-
Pa30BHUX Ipoduiia, My3UdapH, HCTOPHYApH, (UIIONO3H, MaTeMaTudapy, (Gpu3ndapH,
na u aekapu (Popoavod 1996). Melyy rpukum npoydyaBaoiiuma 13 MpBe MOJ0BUHE MPO-
uuior croneha, Koju Cy NPUBYKIH NMaXky Mel)yHapojHe Hay4dHE jaBHOCTH, U3/1Bajajy
ce 'eopruje [Tananonynoc (I'edpyrog [omaddmovrog), ayTop NpBe OICEKHE UCTOPHUjE
upkBeHe mysuke (1977%), Koncrantun Ilcaxoc (Kwvotavtivog Wyog) — 3BaHuYHM
TBOpal| creHorpadcke Teopuje BusaHtujcke Hotauuje (1917), Tpacusynoc 'eoprua-
e (@pacvPovrog I'ewpyrddng), 3acitykaH 3a IOMMabe PUTMA U UCTULIAE BAXKHOC-
TH TO3HABakha HOBHjE MOjayKe MPAKCe M YCMEHOT MY3HUKOT Ipeaama y BEPOIOCTO]-
HOM pa3yMeBamy BHU3aHTH]CKE M MOCTBU3AHTHjCKE MMojauke ymeTtHocTH (Georgiades
1939) u Cumon Kapac (Zipowv Kapbg), koju je cBOjUM OpUTHHAIHUM METOAaMa y
MIPUCTYITy HEYMCKOM TEKCTY W H3y3€THO OIICEKHUM TEOPHjCKHM KOPITYCOM CBE JIO
JlaHac ocTao HempasasuleHu Teopernuap upkeeHe mysuke (Kapdg 1933; 19902). O
CTpaHLUMa 3a Koje Ou ce Momio pehu 1a cy ApKaiu ,,'puKky cTpaHy’’, BuaeTu Popovov
1996: 156-157.

5V Be3u ¢ MOTOK-OM TpPajHIMjoM Hajuelihe cy ce TOMUAIN HENPUMEPEHO MEIH-
3MaTHYHH HANECBH M XPOMAaTCKH — OPHjCHTAIHU MHTEPBAJIHU, KOJH, KaKO C€ TBPAWIO,
HHUCY MMaJli HUKaKBE Be3e C JMjaTOHCKUM KapakTepoMm apeBHe ncanvosuje (Tillyard
1916-1918; Strunk 1942; Wellesz 1961: 22).
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KOMIIO3HIIH]e, IIITO j& U3MEHUJIO MTPBOOUTHY CIIMKY O BU3aHTH]CKOM
MY3UYKOM pereproapy,® H3 Tpojekara 3amaJHOCBPOICKHX U
aMEpPUYKUX MY3UKOJIOTa HM30CTaj0 j€ CHCTEeMaTHYHH]e OaBJbCHE
nojaukumM Haciehem mocne 1453. ronune.

3anyro ce BaJIMIHUM CMATpao jeAHHO MOMIEA U3 MPOILIOCTH
Ha My3uuke ¢eHomeHe npouutocTty. [lapagokcanHa je unmweHuna aa
BehnHa McTpaxuBaya Ha 3amajay HHUje HHM IOKyIlala Ja ce yIo3Ha
c TeopujoM pedopMucaHe HoTaluje, o3BaHuueHe 1814. romuue,
U HEHUM KOHKPETHUM pe3ylTatumMa Ha , TepeHy’, Koju Ou ce
JTAJIA TIPOBEPUTH y CYCPETy C HOCHOIMMA aKTyelIHE IpUuke IMOojaduKke
npakce (Velimirovi¢c 1964, 1968, 1971; Touliatos-Banker 1978,
1988).7 O oBakBOM MyTy A0 MOTCHIMjAIHUX PEIlCHa MU, MakKap,
M3HATAKEHY NMOMONHUX allaTKH Koje OW TOCIYXHJIE TyMauewy
npoOieMaTUYHUX acleKkara CpelbOBEKOBHE HOTAllMje, Y IMPBOM
peny pUTMHUYKE CTPYKType HamneBa M TEUIKO JOKYyYHMBHX, LIPBEHUM
MacCTHJIOM MCIIMCUBAHUX — XUPOHOMM]CKUX M TAKO3BAHUX ,,BEITHUKUX
3HaKOBa” (TOL PLEYAAQ GMULAOLOL YEPOVOUINGC), HUKO O KOTICHXAIIKHX
MPEIBOIHUKA, HUTH BbUXOBUX HACTaBJbaua, HUje Mucino. Hanpotus,
He Haia3ehu y caBpeMeHOj HCTOYHOLPKBEHO] MY3HIIM CIUYHOCTH C
JATUHCKHUM U, KaKO Cy BEpOBaJIH, JPEBHOBU3AHTU]CKIUM 3BYKOM, OHU
Cy je HalpoCTO MPOINIACUIN HOBOM, JIPYTadyljoM U HEaJeKBaTHOM 3a
yropeHa MmpoyyaBama ca CTapujuM u3Bopuma.®

© Hcmpmas u Kpajmbe 00jeKTHBAH MPUKA3 TEHIEHIH]ja i MpobieMa y BH3aHTOIOIIKO]
My3uKosoruju nocie 1950. ronune, Koja je ToAuHa, ¢ BUILE pa3jiora, O3Ha4Ymia mpe-
KpeTHULY y 0aBJbely BU3aHTHJCKOM IcanmonujoM, Aao je Omusep Crpank (Oliver
Strunk), aMepuyKu My3HKOJIOT Koju je Ha yeny MMB 6uo on 1961. no 1971. rogune
(1967). U3nocehu cTaBoBe KOjH Ce KOCe ¢ MPBOOUTHHM yOeherMa HaydHUKa OKYIIJbe-
HHUX OKO MMB, yKa3ao je Ha HY)XHO HPOIINpeHke KOHTeKcTa Oyayhux mpoy4aBama, y
KOja ce Ipe CBera Mopa yKJbYUUTH ITOCTBU3AHTH]CKHU MTEPUOI.

7 Yak 1 OHM PETKH 3a1aHOEBPOIICKH IPOYYaBAOLHU KOjH CY TTUCAH O aKTYEJIHOj Mojad-
KOj Ipakcu kof I'pka, TO cy UMHMIN Kpajie NPUCTPACHO U C jaKuM npenyOehemuma,
(hopMHpaHUM Ha OCHOBY JIMUHOT' €CTETCKOT JIOKHBJbaja. THOO, KOjU je jeIHO Bpeme
610 wiaH rpukor L{pkBeHOMY3HUKOT yapyXema y KoHcTanTHHONOIBY, pedopMy Tpoju-
I1e KOHCTAHTHHOIIOJECKUX JacKaya Ha3Bao je ,,MacakpoM’ TPaJHI[HOHAIHOT IPKBEHOT
Tojama, a UCTy OLEHy MOHOBHO je M PeOyp y cBOM OCBPTY Ha AEIAaTHOCT IPUKUX MY-
3u4KuX npocserutesba (Morgan 1971: 92-93; Popovov 1996: 141). Xenpu Tunujapn
j© HEKOJTMKO CBOJHX PaHUX PaJioBa HAIMCAO IIPEBACXOIHO Y IIMJbY AUCKPESANTOBAMA TC-
opHje 0 cTeHorpad)cKOM KapakTepy HoTalluje, Kojy je y oHO Bpeme Opanno KoncranTux
Icaxoc, npencrapibajyhu, Ha OCHOBY Kpajibe TUMUTHPAHUX M3BOPA, O] KOjUX je Behu-
Ha TIOTPEIIHO HaBEIEHa, OKOJIHOCTH KOje Cy JO0Belle 10 My3H4Ke pedopMe MOYeTKOM
XIX Beka. YMecTo aa rnpyxu 0ap 0CHOBHE HH(pOpPMaIHje 3araJHAM YUTAOIMA O TIPH-
JIMKaMa Koje je y ATuHM, u30Jin3a, Kao CTUIICHIUCTAa BpuTaHCcke apXeosomKe MIKoJIe,
MMao MPWINKE Ja yro3Ha, THiaHjapa ce, y CBOjCTBY YUCHHKA, Ka eBPOIICKUM MY3H4-
KAM TeHjaeHnujamMa opujeHtucanor Januca Cakemapumuca (Iodvvng Zoakedllapiong),
[IcaxocoBor aBHOT CymapHUKa y BE3H C ,,My3UYKNM MMHUTAHEM, OTBOPEHO YIIyCTHO
y UAEOJOIIKY 00padyH ¢ rpukuMm TpaguuuoHamuctuMma (Tillyard 19115 1921; 1923—
1924; 1924-1925).

8 M npe 1950. kaza je y IpoTadepaTy cKIOMIBbEH CIIOPasyM o capaimbi u3Mely ypenHu-
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Pedopmucana Heymcka HOTalMja HHUje y3eTa y 003Mp 4Yak
HU Kaja je morpeba 3a peBuaupameM, roguue 1931. o3BaHuyeHOT
METOJIa TPAHCKPHIIIH]E CPEIHOBU3AHTH]CKE — ,,0KpYyIIIe” HOTaIlH]je
y METOJIMHUJCKH CUCTEM,’ TIOCTala BUIle Hero ounnienna.'’ Mako cy
j€ jour MHOTO paHHje OWJIM CBECHU CaMM YpEeIHMIM u3nama MMB,
0 demy, uzMel)y ocraior, cBeo4Yn YnmbeHuIa aa je 1936. 3amouera
3aceOHa cepuja o Ha3uBOM Transcripta, npectaia na usnaszu 1958.
rOJIMHE, OBaj METOJI Cy HACTaBWJIU J1a KOPUCTE ,,MOHYMEHTUCTU Uy
HapeIHUM JeleHHjaMa, JTOCJIETHO WM C MalkbUM HHTEpPBEHIMjama,
W3 WJICOJOMIKUX WU MPAKTUYHUX HaydHHX pasziora (AieEdvopov
2010: 28).

[Ipuctyn I'pka y npoMUIIUbay CONCTBEHE MY3HUKE CTapHHE
I10JIa3HO j€ U3 HOBOjCJIIMHCKE — JICBETHACCTOBEKOBHE I10javKe MpaKce,
KOja je 3a OCHOB MMalia pe(OpMHUCAHy — AHAJIMTHYKY HEYMCKY
cumuorpadujy. OHa je mpeacTaBibalia pe3ynrar 3aBpiiHe (ase
mpoleca IMojelHOCTaB/behba HEYMCKOI CHCTEMa M HayuHa Yyderba
nmojama, koju je 3amoueo Beh kpajem XVII croneha. Jlekonupame
CKPUBEHOT cajpXkaja, Kako Cy TPUKH TEOpeTUYapu HCTULAIH,
CUHOUMUYKUX WU ClleHoZpagcKuX KaCHOBU3AHTHUJCKUX HEYMCKHUX
HCIIHCA, ¥ BbUXOBO MUHYIIMO3HH]E OeIeKemhe, OMO je TIIaBHU 3a1aTak
Tpojulie pedopmMaropa U MY3MUKHX MPOCBETUTEIhA, XPHUCAHTA,
notower enuckona Jlpada (Apyemiokomog Xpbvoavbog Tov
Avppayiov), I'puropuja JleBura, nporomncanta npu Benukoj Llpksu
(Ipnyoprog Tlpotoyarine AéPntag) m Xypmysuja, apxuBapa Ha
®danapujy (Xovpuovllog Xaptoporas; IMomadoroviov 1990 198—
230; Morgan 1971; Romanou). IIpeHomnemeM MIaBHUIE MY3UYKOT
pemneproapa ca ,,crape” Ha ,,HOBY CHMHOTpadHjy, mocao Koju cy
OHHM 3aroYelId a HAaCTABWIIM HUXOBU OpOjHHU ydeHHIIH, 00e30eheH je
HEJIBOCMHUCIICH U JIAKO YUTJbUB HOTHU TEKCT.

LllaTeHTUpame” TPUYKOr HAuWHA aHaJIM3€ KaCHOBU3AHTH]CKE
HOTAIWje TPUITaJIa, JaKjie, caMuM pedopmaropuma, KOju Cy, BAXKHO
j€ HarjacuTH, OJUIMYHO TO3HaBalld WeHe 3aKkoHuTOocTu. Takohe, He
CME Ce M30CTaBUTH U3 BUJA YHILEHUIIA a CYy OHU I10jaYKO UCKYCTBO
CTUIIAJIM y3 HajIo3Hatvje mojue u menoae ¢ kpaja XVIII Beka,

ka MMB u npoy4aBajana npu 0eHeJUKTUHCKOM MaHacTupy banuja rpeka (Badia greca
di Grottaferrata), y 1iu/by TeMEJbHHJUX NPOyUYaBamba 3ajeIHUUYKUX KOPEHA U y3ajaMHHUX
Be3a u3Mely BU3aHTHjCKE U JIATHHCKE MCAIIMO/IH] €, Ha KOjUMa j€ HApOYUTO HHCUCTHPAO
Bernec, 3am1afHOCBPOIICKH HAYYHHIIH Cy YECTO C HCTHM IIHJBEM MIPUCTYIIAIN TyMaderby
cpenmoBekoBHe ncTouHoxpuiihancke Mysuke (Thibaut 1901; Tardo 1931a, 1931b;
Wellesz 1947).

9 O 3acebuum nyTteBuma Beneca n Tunmjapsa 1o nemmdpoBama HEyMa U HBHXOBO]
MOTOH0] CHHEPTHJU Y OCMHIILIbABaY MIPaBUIIa TpaHCKpunuje, Buaetn Wellesz 1961:
15-18, ¢ rmaBHOM pedepeHTHOM Oubnuorpadujom.

19 Ha meonxoHocT peBusuje mpasuia Tpanckpurimje MMB npsu je yka3ao y Toro-
BOpY MOHOBJbEHOM U3/aky Tunujapaosor npupyunuka Onusep CtpaHk, rogunae 1970.
(Tillyard 1970).
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[Terpa Ilenonmoneckor (I1étpog IleAomovviclog), [lerpa Buzantunia
(ITétpog Bulavtiog) m Teopruja Kpuhammna (I'edpylog Kpng),
KOjU Cy 3ampaBo, KpajeM aaror crtojeha, Ownmm mocBeheHn Tymaun
TaKO3BaHOT ,,cTapor Metoma” (Xtddn 1971, 1983b)." Tlosnumja
nojauna — akrepa y HojaHuM 6orocny>1<eH>HMa Ha pa3mehu nBa Beka
o0e30emuiia je HUXOBUM HACTaBJbauuMa BAJIMIHE KpPUTEPHUjyMe
3a omabuWp MENOIMjCKUX BapHjaHara OOTrocCHyKOCHUX XHUMHH, Y
OKBUpY pa3IMYUTHX BpCTa HaIleBa, KOje Cy IOCTalle JIe0 HOBOT
CTaHIapIM30BaHOT I[PKBEHOIIOjauKoT pereproapa. '?

OBo je OMO MpUMapHU 3aJI0I MOBEpPEeHa HOBHjE TEHepalyja
IPYKHX TEOpeTHYapa y PYKOIHMCHY 3a0CTaBIITHHY TPOjUIIE JacKa-
J1a, YjeTHO U OCHOB HUXOBOT yOehema /1a y 60rociyx0eH0j UCTou-
HOXpHUIThaHCKO] TICAIMO/IUjH, YIIPKOC JIyTOBEKOBHOM Tpajamy, HU]jE
OwI0 IpacTUYHOT npekuaa. MehyTum, na 6u o6e30eunm aprymeHTe
y onOpaHy, Kako Cy cMaTpaid, HeylHuTHE, Nla UIaKk Mely 3amagHum
poy4YaBaolMa HEeMpHU3HaTe UCTUHE O KOHTHHYUTETY IPKBEHOT Me-
J0ca, y CBOJUM CTyIHjamMa Cy MPUMEHUBAIHA PETPOCIICKTUBHY T1apa-
JIeNM3aM, Y KOjeM j€ TIOJIa3UIITe aHAIMTUYKH 3aruc Menoauje. [Ipema
TOM MOJIEIly CPABE-HBAJIH Cy CTAPHje MCINCE, HAJIIPE OHE BPEMEHCKH
OuiKe — MOCTBU3AHTH]CKE, & IOTOM OHE YAaJbeHH]€ — CPEAOBU3AH-
tujcke. Tymauemwe HoTaluje, 0e3 yBHIa Y Kpajibl Pe3yiTaT HEeHOT
MOCTYITHOT Pa3BOja, CBOjCTBEHO 3alaJIHOCBPOIICKMM HUCTPAXKHUBAYH-
Ma, 3a ['pke je 6mo xpabap U HEOAPKUB IMOKYIIIAj, KOJU j€ YHAIPe
ocyhen Ha norpemrne 3aksbyuke (‘Payov 1978 249).

C ommcaHUM TIpeTIIOCTaBKaMa OJi KOJUX Cy TPUKH W 3allaJHU
UCTPXMBAauM TIONA3WJIM Y CBOje HCTPAKUBAYKE IOyXBare,
jacHO je Ja ce Kpo3 CBEYKYITHH BH3aHTOJIOIIKOMY3HKOJIOIIKA
JMCKYPC TOKOM IPBE TOJIOBMHE MPOIUIOT BeKa MPOBJIAUMIIA CEHKA
cxmme (Hoeg 1956: 121). M3 xomenxamkor 1eHTpa [pruma ce
3aMepajio MPEeBacXOMHO 300T HENMPHUMEPECHOT TPaJUIHMOHAIN3MA U
HEOOjeKTUBHOT TAaTPUOTHU3MA, KOJU Cy WX HaBEJIW Ja MOBEpyjy Ja
j€ TOKOM HEKOJUKO TypOYJICHTHHMX BEKOBa I[PKBEHA IICAIMOIH]ja
MOTIJIa OCTaTH HelpoMemeHa. KoneHxamkuM JuiepuMa U lbUXOBUM
yueHunmMa [pum cy ocropaBaii camy MOTYHHOCT Ja JIONpy 10
Hay4yHO yTEMEJbCHE MCTHHE Y BE3W C I[PKBEHHM II0jambeM, Oyayhu
Ia cy Ha mwera mieganu ex cathedra, He mokuBsbaBajyhu ra kao
CacTaBHU JIe0 MPABOCIIABHOT OOTOCTYKEHa 1 OCBEIITAHOT NIpeama,
4Hjy CYIITHHY, Oyayhu na cy u3BaH, CBE U Jia Cy XTellU, HUCY MOTIIN
na jpokyude. [lopen HaBeqeHUX TIOCTOjallu Cy, HAPAaBHO, U KOHKPETHU

1V My3uKosONIKOj UTEPATypH HA TPUKOM jE3UKY yOOUUAjeHO je Ja ce KACHOBH3aH-
THjCKa HOTAIlMja Ha3WBa ,,CTAPUM METOJOM”, 3a Pa3JIuKy Of pehOpMHCaHOT — aHAJH-
THUYKOT MHCMa KOje je TOOUIIO OAPEIIHUILY ,,HOBH METOJ .

12 VicnipaBHOCT Jena Tpojuile KOHCTAHTUHOMOJBCKIX Jackana, Xpucanra, [puropuja
u XypMy3Hja, caMo Cy PEeTKH TOje[MHIM Mel)y rpukuM MojiuMa JIOBOAMINA Y CYyMEbY
(Popoavod 1996: 47-49).
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MY3HYKOTCOPHJCKH Pasio3n KOJU Cy pacuel YYHHWIA OUMITIETHIM
v Temko mpemoctuBuM. Ca 3amajHe cTpaHe TO je Oumia ,,rpuka’

TeopHja O CTCHOrPaCKOM KapakTepy HEyMCKe HOTaLuje Ipe
nociemke peopme, kao u cama pegopma, To jecT rojauka TpaIuirja
00IMKOBaHA MpeMa HBEeHOM TeopujckoM cuctemy. C UCTOuHE cTpaHe
onry:x0e cy cTu3ale 300r Ha4YMHA TPAHCKPUIILIK]jE, TPUMEHUBAHOT Y
n3namnuma MMB, Koju ce 3aCHUBAO Ha OENIeKEhY y3/1a3HO-CHIIa3HOT
MEJIOIM]CKOT MTOKPEeTa, Ha KOjU Cy YKa3UBaJi UHTEPBAJICKU 3HAKOBH,
Yy CII00O0HOM PUTMY, C HOBPEMEHHUM J0/[aLMa ,,yKPACHHX ~ TOHOBA,
M TO y OKBHPY TEMIICPOBAHOI — JIHjaTOHCKOI' JICCTBUYHOI THII,
CBOJCTBEHOT IICTOJMHU]CKO] HOTauuju. CBEACHOCT Ha IMOMEHYTE
€JIEMEHTE YUYMHUIIA j€ J1a BU3aHTU]CKH HAIIEBH Y 3By4HO] pealln3aluju
1 €CTETCKOM JIOKHMBJhaJy Tozicehajy Ha rperopujaHcke Meoauje, He
1 Ha MeJIocC Koju je [ prrma 6umo 6:113aK U3 akTyeJIHe IPKBEHOIOjauKe
npakce (Are&dvdpov 2010: 26).

Ha wupady upesasunascerna pacyeiia

3HavyajHHUjH IOMAaK y TUCKyCHjamMa MMOBOJIOM KapaKTepa HEyMCKe
HOTallMje ¥ HECHOT MPaBWIHUJET TyMauyema yCIEAHO je TeK HAaKOH
celaMJeceTux rofuHa mpouuior Beka. I[Iperxonusne cy My KydHe
MoJIEMUKE JIBOjHIIE BPJIo MocBeheHux mpoyyasanana, jeIHOT, UCTUHA,
HAa MOYETKY Hay4YHe KapHjepe, aji ¢ BEIMKUM MPAKTUYHUM I10jauKUM
uckycTtBoMm, Ipka ,,TpagunmoHanucTe”, TOMeHyTOr [puropuja
Craruca'® u, y ono Bpeme mel)y Buzanrtonosuma seh yrunajuor Jlania,
»MoHymeHTHcTe” — Juprena Pocrema (Jorgen Raasted).'® Kibyuna
TeMa MOBOJIOM Koje cy, TokoM CtarucoBor O6opaBka y Konenxareny
1968. u 1969. romune, ykpuiramm apryMesre tHuana ce peHoMeHa
eENYNOEIC y MOCTBU3AHTH]CKO]j Tpaauiuju.'> M3 cipeMHoCcTH N1a ce
13

Cratuc je TOKOM CTyauja CHCTeMaTckor Oorociosika y Pumy, y UHcTHTYTYy 32
opujenranne cryauje (Institutum Orientalium Studiorum), yno3xao Onusepa Ctpanka,
y OHO BpeMme aupekTopa MMB, a 3ajeano ¢ msuM u Juprena Poctena. I'ogune 1968. y
Komenxareny je ynmcao pojatHe crynuje Ha Karenapu 3a BusaHTonorujy ®munoszod-
ckor (haKkynTeTa, y OKBUPY KOJUX j€ H3y4aBao My3HUKy naneorpadujy u XuMHorpahujy
(Zt66m 2001: 69-71).

14 Pocren je y To Bpeme 6mo remepannu cekpetap MMB u jonent na Karenpu 3a
CPENBOTPUKY U CPEIHOIaTHHCKY ¢unonorujy Yuusepsutera y Komenxareny. Ta-
Kohe, Mo je 3aciyKaH H 3a IOKpETambe yIIeAHOr Yaconuca nox Hasusom Cahiers de
Institut du Moyen-Age Grec et Latin, Xoju je H3]1a310 O/ MOKPOBUTEILCTBOM MHCTH-
TyTa 3a CPEeIbOTPUKy U cpenmoiaTiaeKy ¢unonornjy (Institut for Graesk og Latinsk
Mittelalter Filologi) Konenxamkor yuusepsurera (Ztddn 1996).

JIUPeKTHO y Be3W C MOMEHYTOM TEMOM OMIIO je NMUTabe JICCTBHYHOT yCTPOjCTBA
BU3aHTH]CKMX HaIleBa, KOHKPETHO, Pro et contra XxpomMarckux uHTepBaia. O mocrojamy
»XpoMarcke” U ,,eHXapMOHCKe” 00je y aHTHUYKO] M BU3aHTHjCKOj MY3HLU FOBOPHUO je
1968. Cumon Kapac, Ha IIpBoM MelyHapoqHOM KOHIPECY BU3aHTHjCKE U UCTOUHE 0O-
rociyxoeHe mysuke (Dragoumis 1968: 238). Ha 0Boj Tem#u je H3BECTaH MOMAaK y Ipa-
BIly peBU3Hje NOTaJallllbUX CXBaTamba 3allaJHOECBPOICKUX HAayYHHKA — O TOME Ja je
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cacilylia CynpoTHa CTpaHa M OTpPIIe€ HAyYHO yTeMEeJbeHE KPHUTHKE,
[pOM3alllie Cy HOBE HAaydyHE MEPCIEeKTHUBE, KOj€ Cy, MCTUHA, TEK
HapeIHUX JeleHHja YCBOJWIM 3alaJHOEBPOICKU TOCIECHUIM Ha
[10JbY BH3AHTH]CKE Icaamouje. '

YrosHaBame C TCH/JCHLHMjaMa y MOCTBU3AHTH]CKO] My3HYKO]
TPaJULUJH U C pe3ynTarnMa peopMe Teoprje i HOTaluje ¢ o4eTKa
XIX Beka, moka3ajgo ce€ KJ/bYYHHM 3a Jpyradydjy THEepLeniujy
,CTape HOTaluje”, U TO CBUX HEHUX 00IMKa mnpe pedopMucaHor
— aHaJUTHYKOr HEeyMckor nucma. Craruc je y kuBUM jebatama u
y HHM3y CBOjuUX cryauja (Xtabn 1971; 1972; 1972abc; 1975; 1979;
1982ab; 1983ab; 1983; 1986; 1987; 1991), 3amagnum Kosierama
YKa3MBao Ha BaXHOCT youaBama U MPABUIHOT BPEAHOBAA TPHUJY
napajielHUX IojaBa y MY3WYKOj MPAKCH ,,TPAaH3ULHUOHOr” MEepro/a,
on apyre nojoBuHe XVII Beka, na 10 crynama ,,HOBOI' METOJa” Ha
cHary. Ped je 0: a) nporunpuBary 1 yielllaBatby Hallesa, TAKO3BaHO)
Kasopounju (KaAopwvic), eBUACHTHO] jour y pykonucuma u3 XIII
u XIV croneha;!” 0) caxxuMary pa3BHjCHHX IPEBHUX KOMIIO3HIIH]a
U TO, Hau3MlIeld, MapaJOKCaTHUM IOCTYNKOM, TakKo IITO C€ Y
HCIIMCHUBaBkhy HOBUX — Kpahux Bep3uja KOPUCTH Behu Opoj HEYMCKHX
3HaKoBa;'® W, Haj3aa, B) mojaBu (CHOMEHA anaiuze, oOjauirberba

BU3aHTH]CKM TOHAJTHH CHCTEM UCKJbYUMBO JHjaTOHCKH — HAYMHUO, ox PoctenoBum u
Crarucoum yruuajem, lanan Kpucrujan Tonoepr (Christian Thodberg), yuenuk Kap-
crena Xera. OH je y pedepary 3a XI KOHrpec 1oka3ao Ja y BU3aHTH]CKHM HalleBHMa
MOCTOj€ JIECTBHYHE TIPOMEHE — MOJTYJIAITH] €, KOje H3UCKY]y pa3IMYUTe TUIIOBE, HE CAMO
JIMjaTOHCKUX MHTepBaia. [Ipeokpery je, MehyTuM, mpuMapHO JONPHHENIO NPOYIaBambhe
I'eopruja Amapjanaxuca (I'empyrog Apopylavéxng), apyror I'pka koju he y Konenxare-
HY MIPOBECTH JIBE TojuHe, o 1973. no 1975. berora qokTopcKa aucepraiyja y Be3u ¢
XPOMATCKUM JIECTBUYHUM YCTPOjCTBOM JIPYTOT ayTeHTHYHOT M APYTOr IIArajiHor Iia-
ca, y IIE/IMHY je 00jaBJbeHa y OKBUpY JIBEjy cBe3aka uaconuca Cahiers de I'Institut du
Moyen-Age Grec et Latin (Amargianakis 1977; uctu 1982). Haj3an, cam Pocren je y
CB0jOj MPHUCTYIHO]j Oecenn 3a WiaHCTBO Y KpasbeBCcKoj TaHCKo] akaieMuju, 21. anpuia
1983, roBopuo Ha Temy ,,Chromaticism in Byzantine and Postbyzantine Chant”, 1 Tom
MIPWIMKOM je yKa3ao Jia HOBa ca3Hama MOTBplyjy Ja je U 3a CpelmhOBEeKOBHY BHU3aH-
THJCKY TICaJIMOJIH]Y, @ HE CaMO 3a HOBOJCJIMHCKY, KapaKTepHCTUYHA ,,XpoMarcka 0oja”
(Raasted 1986; X140n 1996: 542).

16 Pocrenosa nnunujarusa 6una je aa y speme CraTucoBor cryaujckor 6opaska y Ko-
IIeHXareHy MOKpEeHe Teuaj 3a WIaHOBE HCTPAKUBAYKOI THMA KOjU Cy 4nHmIM jou Kap-
cren @nmuaenujyc (Karsten Flidelius), Hana [IIug (Nanna Schiedt) u Bjapue Ilapto
(Bjarne Schartau). Craruc je Tpebaino aa npejacTaBu TyMauckhe HOTaIHje KOje je Y OK-
Bupy Jlesetor melhyHaponHor BuzaHTosomkor kourpeca y Comnyny (1953) usnoxwuo rp-
yku Teoperndap Cumon Kapac (Zipwv Kapdg), a Pocten je apikao npenaBama y BE3H C
AmnacracumarapuonoM [lerpa IMenononeckor (Xta0n 1996: 539; Ayyehomoviog 1998).
170 kanopoHnju 1 MENU3MATUIHOM HAIEBY Y CPEIH0BEKOBHO] MCATMONjH BUIETH:
IMeno 2006: 239-241; 2008: 51-56.

18 TIpeu mpumep ,,ckpahema” Tpuceeilie ilecve 3a cTyk0y oTena CIIPOBEO je jepej u
Homodunaxc banacuje (MroAdoloc), y cBoM aytorpady — pykonucy Manactupa Bu-
pon 1250 (f. 212v) u3 1670. roguxe, a yop30 HOCJIE HBEra UCTU MOCTYHAaK y BE3U C
MEJIOINjOM AJnityja 3a jyTpere IPUMEHHIIH CY, y OHO BpeMe enuckon Kumonuje, Atra-
Hacuje (ABavaciog) u namnanapuje Januc Tpanesynauoc (Imdavvng Tpanelodvdiog),
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WIH  UiyMayersd, TO jeCT UWpancKpuiiyuje TONYNapHUX HareBa
BU3aHTHJCKHX MajCTOpa Mojauke YMETHOCTH, KOHKDETHO, MPETXOAHO
TOMEHYTHX XUPOHOMH]JCKHUX H ,,BEIUKUX 3Ha1<013a ’ ¥ HCOOUYHHUX,
,,Temkux’’ obpasamna (dsvaiféoeig),” mpu yemy,’ TaKOI)e JI0 U3pakaja
fonasu ymorpeba Benukor Opoja MHTepBANCKUX Kapakrepa. Osa
TPH acliekTa, CBaku 3a ceOe W CBU 3ajeqHO, MOTBphyjy YHEEHUILY
Za cy Beh MOCTBU3AHTH]CKM My3M4apy U UCapu OMIIM 3a0KyIJbCHH
uzejoM ynpoihema HeyMCKe HOTaluje, Y KeJbH J1a je MOYETHULMMA
y CaBlafiaBamy II0jauyke BEHITUHE YYHHE INTO JOCTYIHHUjOM U
JaCHH]jOM.

Haume, yueme mmojama Ha OCHOBY HEYMCKOT 3aITica 3aXTeBalio
Jj€ BPJIO yIIOpaH M IyroTpajaH paja Koju ce oiBujao y Tpu ¢asze. [Ippa —
iapanazu (TopoAoyn) moapasyMmeBaa je ucreBaBame MUKpoopmya
3a CBaKM TOH IOHA0Cc00, Ha IbMMa o/iroBapajyhe BUIIeCI0)KHE HA3UBE
(ananec, neanec, nana UTA.). 3ByYHA pean3aiyja Koja IpOUCTHYC U3
OBaKBOT IIPUCTYIa HEYMCKOM TEKCTY jeCTe KOHTUHYHPaHa MEJIO/IHja,
Y y371a3HOM ¥ CUJTa3HOM KpeTamy, Y 3aBUCHOCTH OJ1 3HAKOBa KOjuMa ce
o0erne)xkaBa MmpaBall MEJIOIU]jCKOT TOKa, alli Oe3 MOMITOBamha HHXOBE
npaBe MHTEPBAJICKEe BPEIHOCTH, Oe3 CKOKoBa W MoryhHocTh na ce
MCTH TOH JBa myTa y3actonHo moHosu. Cueneha ¢asa, Ha BuEM
HUBOY Ol Tlapanaruja, ouna je meupogoruja (LETPOQMVIa), y Kojoj
Ce BOJMJIO pauyHa UCKIbYUMBO O [MjaCTEMATCKO] BPEAHOCTH HEyMa,
oe3 YKJbYuHBatba caipkaja IIOMEHYTUX BEIMKHX U XUPOHOMH]CKAX
— ,UpBeHnx” 3HakoBa. Hajsan, Tpeha u Hajcnoxenuja dasa Ouio
je mojame menoca (LEAOG), KOMILICTHOT, U TIOJaBHOT M CKPHBEHOT
3HAYCHa HEYMCKOT TEKCTa, NMPU 4YeMy je Ha3aMEHJbUBY (yHKLHjy
UMall0 YCMEHO Tpeaame, Mpelu3Huje, M0jadkh MaHUp, ca CBHMa

y pykornucy Manactupa CraBponukuta 164 (Stathis 1979: 188). Craruc nokasyje ia
Ccy ,,ckpahema” caMo IIPUBUIHO 0OUMHA y nopehemy ¢ ’BUXOBUM OpUIMHAINMA — Ha-
neBUMa Koju Hucy ckpahenu. Peu je, Haume, 0 HaUUHY KopU(UKalUje CPEIHOBU3aAH-
THjCKE HOTAIlMje, TAaUHHje O AaHAJTMTUYHHU]EM 3aIucy ,,ckpaheHne” — ,,ipoTyMadcHe” Ba-
pHjaHTe, Koja je MpeTXoaHo Oua 3adeneskeHa CHHONTHYHUJUM CPEIb0BU3aHTH]CKUM
T‘ga(bI/I‘IKI/IM HHCMOM.

HazuBe ¥ n3riies BEMKHX — XMPOHOMH]CKHIX 3HAKOBA cabpao je BU3AHTH]CKH KOM-
nozutop CB. JoBan Kyky3esb y jeHOj CB0OjOj KOMIIO3ULIUjH IO Ha3uBOM Benuku ncox
(Méya Ioov), unja je HameHa Ouia mpeBacxonHo nenaromka (Alexandru 1996, 2000).
Ha ocHOBY BH3aHTHjCKUX U TIOCTBHU3AHTH]CKUX TCOPHjCKUX CIHCA B XpHUCAHTOBOT Be-
JIMKOT TCOPETUKOHA MY3UKC, OBUM 3HAIlMMa Cy Ha CTCHOFpa(l)CKI/I Ha4UH NpeACTaBJbaHU
WM YMTaBa MEJIOAW]a WIM PUTMUYKE BPEIHOCTH TOHOBA, WM CC HMMa YKa3UBaJIO Ha
crienin()uvaH MEJIOINjCKU H3pas.

20 Tymaueme oBuX oOpa3alla ONpaBIaBa HUXOB HA3MB, C 0O3MPOM Ha TO Jia X HHje
JIaKo iekoaupary. YuHe nX pa3sHOBPCHE KOMOHMHAIIH]E HEYMCKHX KapakTepa, Mely Koju-
Ma Cy 1 BeTIMKH HITOCTACH, a CTIOKEHOCTH BbUX0BE METIOHjCKE CTPYKTYpe AOMPHHOCE
yecTe MPOMEHE JIECTBUYHOT Kofa. My3nuku nucapi ¢ kpaja XVII u tokom XVIII Bexa
YeCTO Cy UCIHCUBAIIM CITMCKOBE OBHX ,,TEIIKUX oOpazana” (Xtadn 1982).

21 O kpaja XVII n Toxom XVIII Beka BHIITE O TPUIECET THCapa OABHIIO CE TPAHCKPH-
npjaMa mesoauja (Stathis 1979: 187, nanomena 39).
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FCrOBUM CJIEMCHTUMA (yKpacuMa, (ppasuparbeM | CII), KOjH j¢ yUCHHK
yCBajao HEMOCPEITHO O] CBOT yunTesma (Peno 2007). Merpodonuja je,
nakie, obe30ehuBaia ,,ipoOCTOp” — OIICer y OKBUPY Kojer je Tpedaio
Jla ce pealu3yje MeJoC, JOK je Mapajard MpPUIPEeMao IOKpeTe
Menoaujckux aunuja (Kapdg 1933).

3anagHOEBPOINCKA HAYyYHUIM, KOjUMa OIHCaHe eTane Yy
ONMKMCMEHABAY M0jalla U HAaYMHY UCIeBaBamba KaCHOBU3aHTH]CKUX
ucmuca, HUCy Ousie Mo3HaTe, JOTMYHO Cy, Ha OCHOBY yBHUAA Y
MOCTBU3aHTH)CKE MY3UUKE PYKOIIUCE U BUXOBY pasyheHy HoTallujy,
MOBE3MBAJIM C KPaji-e MeM3MaTHYHOM MeJoaukoM. Ho, Ha ocHOBY
IIPETXO/IHO PEUYEHOT yrao nocMaTpama ce OUTHO TPOMEHHUO U TIOCTAJIO
je jaCHO Jia ce paju O JIpyraynjoj HOTHO] IPE3CHTALMJH JSAHOT Te
UCTOT Wi, 0apeM, y BEJIMKO] MEpU CIMYHOT MY3MUYKOT MaTepujaia
y 4MjeM Cy HOTHpaiby, y NMPETXOJHUM BEKOBHMA, (byHKI_[I/IJy uManu
caJia MpOTyMauyeH!u XUPOHOMU]CKU U ,,BEJIMKU 3HALIU, KAO U ,, TEIIKH
obpacuu”. Texma a ce ol CHHONTHYKOT Johe A0 aHAJIMTHYHU]ET
obnmuka cumuorpaduje odenexmna je XVIII Bek, a mocse je, kao
IITO caM Ha MOYETKY MOMEHYIa, OCTBapeHa ¢ peopMoM Tpojulie
KOHCTAHTHUHOIIOJbCKHUX JIacKaja, XpHcaHTa I'puropuja u Xypmysuja.
Onu cy xonuQuKoBa ,,TymMadetsa”, APyruM PEUnMa, 3a0eiIeKHIn
CY Y YCMEHO] IpaKkcu HOCTO_]ehe — PEKOHCTpyHCaHE Harese.
CnoxeHM HauMH y4yera BU3AaHTHJCKUX HAaleBa, KOJU CE y BEIHUKO]
MEpH 3aCHMBAO Ha MEMOpPHCAIy CajJpikaja MEJIOJU]CKUX o0pa3ala,
yKJbYuyjyhu y BrMa decto TPACYTHE BEMKE 3HAKOBE, 3HA4YajHO je
ynpotuheH y ,,HoBoM MeTofy”. MeTpodoHuja je cacBUM YKHHYTa, a
HOBY [1apaJiart, ¢ JeAHOCIOKHIM CUMOOJIMMA, FOTOBO je IIoncToBeheH
C MEJIOIN]CKUM TTOKPETOM — MEJIOCOM (Ayyakonovkog 1998). Manu
Opoj HeyMa 3a/piKao je 3HAYCHE CBOJEBPCHUX yKpaca, IMOKPET pyke
— XMpPOHOMH]a yKa3yje Ha MeTap. CBe oBe NMPOMEHE, Mel)yTUM, HUCY
yrpo3wie TpaJuLIMOHAIIHA HameB, Beh cy MOCITyXKuie HEroBOM
ouyBamy M OpxkeM caBiamaBamy (AleEavopov 2010: 47).

[Ipu Tome, BaXKHO je HaIJIaCUTH, ,,TyMadema’ TPOJUIlE KOH-
CTAaHTMHOINOJHCKUX JlacKajia HUCY MeTpu(HUKOBajga MHTEpIpETalnje
npkBeHUX Mmenoauja. OBaj, MCTOPHUJCKOM Tpajamy OOorociyxOeHe
MCcajIMO/IMj€ CBOJCTBEH (DEHOMEH cavyBao je M y OKBUPY aHAJTUTHY-
KOT' CHCTEeMa CTCHOrpageky JIOTHKY HEYMCKOT TICMA. Heywme, npy-
TMM peYnMa, He ,,MKOHM3Y]y” 3ByYHH PEe3yiTar, Beh mojiy npyxajy
YILYTCTBA KaKo Tpeba Jia OTIeBa OAPEleHN INTYPrijCKH TEKCT, Kasyjy
My Kako O na 3amnuc uHTepnperupa. OHe caMe He NpeICTaBIbajy
MEJOAU]Y.

OBy unmEHHUIY YBOXWJIH Cy Hajipe Jupren Pocren, a n3a mwera
M MHOTHU JIpYrd 3amaJHOEBPOIICKM My3uKojio3u. llpeacraBHuim
JIBE IIKOJIE Cycpelu cy ce Ha ,,MocTy’ — wu3Mmely ,.crapor” u
,HOBOT” Merona, y XVIII Beky, koju je, mokazajio ce, KJby4daH 3a
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M3HAJIA)KEHhe EMUCTEMOJIOIIKHA HCIPABHOT METO/AA Y pa3syMeBamby
Pa3IMYUTHX, POOJIEMaTHUHUX acliekaTta HEyMCKe cuMmuorpaduje.’
Ha ,,cnopauM” nutamuMa je Hapo4uTo HHCHCTHpao Pocren u mux je
MPOTEKUPaAo Kao INIaBHE TeMe Ha MehyHapomaHuM KoH(pepeHIjama,
OpraHM30BaHMM TOKOM TOCJENE TpH JeleHrje XX Beka. Hberosa
OTBOPEHOCT 3a TPYKM MNPHUCTYIl JOIUIa je 0 u3paxkaja Beh Ha
Jenanaectom cumnosujymy MelhyHapogHOT My3HKOJIOLIKOT APYIITBA,
y Komenxareny 1972. romuse, rie je IOKpeHyo HOAaTHY AeOary
y Be3u ¢ aHanu3oM Hortauuje. CBOjUM CaOMIUTEHEM O JBa TUIA
NPOMEHA y HEYMCKOM CHCTEMY — MOJCPHH3ALMJH U KOHBEp3aLHMjy,
ymHOTOME je Beh Omo Ha Tpary peBusuje a0 Tanga Baxeher MMB
HaunHa TpaHckpumuuje (Xtdon 1972b; Raasted 1974). V beuy je,
1981. ronune, Ha cKymy mocBeheHOM BU3aHTH]CKO] MY3HIIH, HAYYHUKE
OKyIHO OKO TeMe [lociisuzaniiujcka uojauxka mpaouyuja Kao uzeop
3a tweopujy u upakcy suzanuiujcke iicaimoouje ipe 1453. (Raasted
1982). Tom IpHIMKOM pacmpaBibaio C€ O XPOMATCKUM IJIACOBHUMA,
TyMauewy HOTalllje, METPy U PUTMY y BU3AHTHUJCKHUM HameBUMa
(ZtéOn 1982).% Hajzan, 3a IllecHaecTH BH3aHTOJOIIKH KOHIPEC Y
Bammnarrony, 1986, Ha mpemyior opraHu3andoHor oa0opa, y KojeM
cy Bonehy ynory umanu Pocten u Benumuposuh, ogabpana je Tema
Uniuepupeinayuja suzaniuujckoe menoca. Cam Pocrten 03BaHMYMO
je IpoMeHy Kypca 3alaHOCBPOICKE BH3aHTOJIOLIKOMY3HKOJIOLIKE
HAayKe CBOJUM DPaJMKalHUM CaOILITCHEM IO/ HAcIoBOM ,Mucim
0 PeBH3HJH TPAHCKPUIILHOHUX mnpasuia MMB-a” (Raasted 1986b;
>16n 1986). Cmarpao je ma OM TPAHCKPHUIIIH]E Y TETOJIHHH]CKH
CHCTEM, C JJOZaTHM 3HalluMa Koju yryhyjy Ha IpOMEHe TOHa, puTMa
U METpa, Kao ¥ MEJIOH]jCKe JIeTabe, UCOH U CII. Tpedalio J1a MoCcIyxe
Ipe cBera Kao MOMONHO CPEICTBO Yy MY3HYKO] HHTEPIPETAIU]jU
U HAy4YHOM JHUCKYpPCY, & HE Ka0 aKpUOMYHU OTHUCAK OPUTHHAIHOT

22 Tlopen moapo6HOr omuca 06OCTPaHo IUIOAHUX PasroBopa ¢ Pocrenom, BoleHux
y Konenxareny, Craruc je yka3ao Ja je COpeMHOCT Jia Ce YIO3Ha C I0jeIUHOCTHMA
CTOBUX MCTPAKUBAha Yy BE3H C MOCTBH3AaHTH]CKUM IEPHOJOM I10KA3a0 HPH CBAKOM
3ajeJHIYKOM CYCPETy aMEepUYKH My3HKOJIOT CPIICKOT nopekia Mmtomr Bexnvmuposuh.
U cam Eron Benec, ¢ kojum je Craruc, nocie Buiie 0e3yCrelHuX MOKyIlaja, iMao
npuinke aa pasroBapa y Oxchopay 1970. ronuHe, ykaszao Ja je HOCTBU3aHTHjCKA €I10-
Xa Ol KJbY4HOI' 3Hauaja 3a Oyayha BH3aHTOJIOIIKOMY3MKOJIOLIKA IpOydaBama (X1dn
2001: 69-78).

23 [Iurame XpOMaTCKUX JeCTBHYHUX OCHOBA MOjeIMHKX T1aCOBA OCMOITIAC]a OCTAIO je
HPHCYTHO Meljy ImojeIMHIM 3amaJHOEBPOIICKUM HAyYHHIIMMA, YaK | IIOLITO Cy XpoMa-
TUKY NpuxBaTWin Bogehu uctpaxubaud MMB. CTaTuc MOMHbE J1a je Ha MYy3HKOJIOIII-
KOM CKYITy Y 4acT CTOTE TOAMIIHUIIC pol)erba 1 ABaIeCeT MeTe FOUIIBHIEC YIIOKOjeHha
Erona Beneca, y beuy 1985, Pocten y cBOM H31aramy 03BaHUYUO CAIIaCHOCT € MUILI-
JbEHEM JIa je XpOMAaTHKa TI0CTojajia U y CpebeM BeKy, Te a ¢y nocrojehe TpaHcKpH-
MIHMje XpoMaTckux riacopa MMB, u3 acniekra 3a0efe)keHUX WHTEpBaja, MOTPEeLIHe.
Hcrom mpunukoM, cprcku Mysukonor Jumutpuje CredanoBuh, 3axpyuyje Cratuc,
YIPKOC U3HETUM apryMEHTHMA, M3jaBHo je 1a he OuTH mocieamu Koju he npuxBaTuTu
MOCTOjake XPOMATCKOT JIECTBUYHOT POJia Y BU3aHTH]CKOj My3ulin (Ztadn 2001: 76).
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HEYMCKOT IpeIIoNIKa. ,,ImeamHn” Moen yKJby4ro O1 HCTOBPEMEHO
»HEYTpaJIHy” Bep3Hjy MY3UUKOT TEKCTa — HEYMCKU 3aluc Hu
IETOBO TyMademhe y3 TOMOh ,,CJIOBHE HOTaIMje” — COJIMH3allnje
HMHTEPBAJICKUX 3HAKOBA UCIO Ipukor Tekcra (Raasted 1986b).%

Ho, Pocten je 6mo mocBe cBecTaH Jla ce peBU3Hja MpaBUIIA
TPaHCKPUIILIMje HE MOXE CIPOBECTH IMpe HEero MmTo ce Mehy
Hay4YHMIIMMa He yCIIOCTaBU KOHCEHCY3 Y Be3U € (DEHOMEHOM £ENYNGELS

,»€T3ETeTCKUM HWHTepnperamujama’ (exegetical interpretations)
MpeNa3Hor cTaaujymMa on ,,cTapor’ Ka ,,HOBOM~ HEYMCKOM IHCMY
(1986: 31-32). Hujenan HOBM NpPHPYYHHK IIpemMa KojeM Ou ce
UCTPAKMBAUM YNpaB/balll Yy INPEHOIICHY HEYMCKOI TEKCTa Y
MEeTOJIMHUJCKH CHCTEM He OW MOrao Ja 3a/J0BOJbU Y TIOJjeAHAKO]
Mepu OpaHHOIIe TEOPHje CXOTHO KO0joj OM cTeHorpadcke HEyMCKe
3amrce npe 1814. Tpebano aHamM3WpaTH TaKo Ja PEAHH 3BYYHH
MaTtepujan Ha Kpajy Oyae 3HATHO Pa3BHjCHHUJU OJf OHOT KOjU HYIH
MeTpO(OHUJCKH HUBO TyMauyema, 3a IITa Cy CE 3aJlarajid OMOHEHTH
OBE UCTE TEOpH]e.

VY jemHOM 071 CBOjUX MOCJIEABUX WiaHaka, Pocten je y Besu
C OBUM IpOOJIEMOM H3HEO COICTBEHU status quaestionis. V3mely
3WJIOTCKE ,,[PUKe”’ M HUIITA Mame MOIYCT/bUBE ,,3aMaaHe” OIIIHje,
OTIPENIETINO CE 3a CPEAbH ITYT, KOJU Cy YOCTaJIOM y CBOJUM paJilOBUMa
3actynanu Cumon Kapac u I'puropuje Craruc. [TocpeacTtsom HaneBa
Herpa Ilenonouneckor u Ilerpa BusantuHua, TpaHCKpHOOBaHNX Ha
aHAJIMTUYKO HEYMCKO nuemo, Kapac je, Haume, 101ao 10 3aKby4Ka
Jla Cy y MOCTBHU3aHTH]CKOj TpPaTuLUjU y WMIIMHTaBaby HEYMCKOT
TEKCTa KOEr3uCTUpasa JBa HauMHA: ,,apro”’ — KOjH 3a pe3yiTar uma
MEJIOJIMJCKH Pa3BUJEHU]Y HWHTEPHpETanujy, ¥ ,,CHHIOMO  — KOJH
MoJpa3yMeBa HCIEBaBamb€ HWHTEPBAJICKUX BPEIHOCTH HEYMCKHUX
KapakTepa y3 JO0JaTak HHUXOBOI, Ha3a0eNeXeHOI, HO y YCMEHOM
npenamy NoXpameHor, ekcnpecuBHOT kBanuTera (Kapdg 1976: 26—
31).” Tlpemaa He Tako excrIuuTHO Kao Kapac, u Craruc je jour y
CBOJUM PaHNM PaJIoBMMa [IOCPEIHO YKa3HBAO Ha INJaJCKTHIKY BE3y
u3Mehy Kparkor ¥ pa3sBHjCHOr HAIeBa, U TO Ha IUIAHY CBEYKYIHE
HCTOpHje II0jadKe YMETHOCTH. Hoz[ByKao je YMIBCHHIY Ja ce 'y
Pa3BoOjy BH3aHTHJCKE LPKBEHC MY3HKE JaCHO M3/Bajajy MEPHOAH Y
KOjUMa je NOMHHAHTHA TCHJACHLMja NPOLIMPHBAbA U yKpallaBarba
HareBa, Kao M OHM MEPUOM 3a KOje je KapaKTepUCTUYaH CyNpOTaH
npouec — ckpahewma menoca, Kako OM ce HCIyHWIEe MNpPaKTUYHE

24 Ha Ba)KHOCT YHOCA OPUTMHAIHOT HEYMCKOT MCIICA YKA3aJIM Cy YWIAHOBM yPEIHHY-
kor oxoopa MMB jomr 1958, kazia je IpBU MyT NOKPEHYTO MUTakbE PEBU3UjE IIPaBUIIa
tpanckpurnuuje (Editorial MMB Board 1958: 523; Raasted 1986: 13).

> OpuruHaiHe TPaHCKPHIIIKje, PE CBEra HaleBa 3a Koje Y PYKOMUCHO] TpaauIuji
[I0CTOj€ caMO TyMademwa apo (Kao IUTO je HIP. CTapu CTUXUPAPCKU MEJOC) WiH, Nak,
HE TOCTOje HUKAKBE TPAHCKPHUIIIHjE HA HOBU MeTol (tonyT MpmonoZuje jepeja bana-
cuja), Kapac je n3aBeo mprMEHUBIIN METOZ TyMauemha CUHOOMO.
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notpede Oorociyxkema, TauyHUje MPUIAroauiaa AY)KHWHA I10jama
Tpajamy oapehenux 6orociyxoenux panmu (Xtdon 2001: 590-591;
1991).%

Y wuctoM mpaBiy je pasmMunubao u Pocrtex, crpemHO
npuxBatajyhu MoryhHOCT Aa Cy KpaTKu TpaJWLMOHAIIHU HAaleBU
MOTJIM OUTH IPOLIMPEHH, KaJ TOJI j€ 3a TAKBUM IMOCTYIKOM IIOCTOjana
noTpeda v To CXOAHO HEMMCAHUM MTPABUJIMMAa Ha KOj€ TPayaK CBETIOCTH
Oarajy mocTcpeIl-0BEeKOBHA My3HUKa ,,00jammema’ (Raasted 1996:
81). Ona ,,mehynuHMja” MoOKa3yje ce MEPOAABHOM M Y CaBPEMECHHM
BH3aHTOJIOIIKOMY3HKOJIOIIKUM Mpoy4yaBambuMa, KOjUMa Cy BpEIHE
CTy[Wje Jaly TPYKU UCTPAKUBAYM, OKYIIJBEHH OKO IpojeKaTa 4uju
je ununujatop 6uo I'puropuje Craruc.’’ 3aHUMIBHBO je, MelyTHM,
Jla Cy caMOM MpoOJieMy TyMauera HOTaIM]e Haj3almaKeHH]e TPUIIOTe
JI0 cajia MPpUIIOKMIIA JIBOjUlla UcTpakuBava: ['pk Januc ApBanumuc
(Iodvvng ApPaviong) u Janan Kpuctujan Tpojncrapa (Christian
Troelsgéard). IlpBu je 3acimykaH 3a CHCTEMATCKO TpPOy4YaBambe
BHIILICICIICHU]CKE Ta0y TeMe — PUTMUYKOT YCTPOjCTBA BU3AHTH]CKHX
W TIOCTBU3AHTH]CKMX HareBa, IMOCPEJACTBOM KOj€ je JoImao A0
BpJIO JparoueHux pesyarara. He noBoxehu y nurame MENOAMjCKH
pasBhjeHa Tymauema KOJy Cy OCTaBHMIIa TPOJHLA Y4WTEha W KoOja
Cy OHHM 3aCHTYPHO YCBOJHJIM OJl CBOJUX IPETXOAHMKA, APBAHHJHUC
cMmarpa Jia Hac oBaj ucTopujcku ¢akT He o0aBe3yje /1a BepyjeMo Aa
ce TOKOM YeTHpH, MeT BEKOBa, Ma Makap U y KpaheMm BpEeMEHCKOM
MIepUOy TpEe BHHX, M0jajo UCKJbYYMBO Ha Taj HauuH. BepoBarHuje
j€ Zla ce HoTalMja MOTJIa TYMauuTH, Kao mTo je To mucino Kapac, u
y CKJIaJly Ca HAYMHOM CUHOOMO, 32 IIITa BPJIO JeTHOCTABAH U KPajikhe
00jeKTHBaH pa3JIor Tpyka CaMO YCTPOJCTBO, OMHOCHO Tpajame
Oorociyxema. Y cllydajy Ja Ha CHa3W OCTaHE TEOpHja O TOME Jia
je cBaku cTeHorpadcku 3amuc moapa3yMeBao CKpPUBEHHU, Mambe WU
BUIIIE, aJli HEMHUHOBHO pa3BHjeHH HaIeB, TaJa C€ CyouyaBaMoO C
HEJIOTMYHO JIyTUM BPEMEHCKUM MEPHUOIOM MOTPEOHUM Ja ce OTIeBa

26 Ha muTame J1a T NCTH HEYMCKH 3aIuc MOKEMO MPOTYMAYHTH U HA HAYHH CHHJIOMO
W Ha HauuH apro, Ctaruc oxroeapa aa je To Moryhe y Be3n ¢ UpMOJIOIIKHM MEJI0COM
(Zt66m 1975: 209), n y 3aBUCHOCTH O KOHTEKCTa TO jeé MOTYhHO M KaJa cy Iocpenu
cruxupapcke menonuje (ucro, 209-210). Jlakiie, HauUH apro TyMademwa ce, 300T Bbero-
BE CIIOKEHOCTH U TIOCEOHOT 110jauyKOT TOP)KECTBA CMaTpao IIIABHUM, MEIIOCOM IO ceOu
(1971: 243-244), no xojem je unTaBa My3udka ernoxa, ox cpeaune XIV Beka, nobuia
onpenuuny kanoponuja (1975: 212). V npunor CTaTuCOBOM CTAaHOBUILTY Uy U IPO-
yuaBama MEM3MAaTHYHIX eJIeMeHaTa y CTHXHPAPCKOM HAIleBY O]l CAMHX ITOYETaKa BH-
3aHTH]jCKE HOTaHI/Ije Koja je cripoBenia AHeT JyHr (Anette Jung 1999), kao u ynopeasu
npukas koju je nao Koncrantun ®rnopoc, nprkas nojeMHIX CTHXHPA y 3aIiCHMa Ha
T1aJICOBU3AHTH]CKOM H CPE/IFOBH3AHTH]CKOM HOTHOM IIHCMY, Y CTHXHPAPCKOM CTHILY, U

y jOII MEJIM3MaTHYHU]O] BapHjaHTH, y ctiiry ncantuke (Floros I1: 25).

27 Peu je 0 rpyNH HETJAIIEBUX JOKTOpaHasa kojuMa je Cratuc 6uo MEHTOP TOKOM TI0-
CIICIMIUIOMCKHX cTyauja. tbuxoBe nucepranuje o0jaBibeHe Cy Y OKBUPY HM3nama MH-
CTUTYTa 32 BU3aHTHUjCKy My3uKy y Atunu (I5pupa Bulavtiviig Movcikoroyiog).
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cBaka o aHeBHUX ciyxou (1997, 2003, 2006). C uctux no3uiyja
Ha pa3Boj HeyMCKor nucma miena u PocrenoB yuenuk Kpuctujan
Tpojacrapn. Husy cBoOjux Bpiio BpeOHHX HAyYHUX MPHIIOTA, Y
KOojuMa ce 0aBMO MMAaHEHTHUM 3aKOHUTOCTHMA HOTAIMje, HA OCHOBY
yIeYaT/bUBUX MY3HUYKUX MPHMEpa U KapaKTEPUCTHUYHUX PYKOIHCA,
HEJIaBHO j¢ TPUKIJbYYNO KOHAYHY PEBHU3H]y CUCTEMa TPAHCKPHIIIIN]E
(1997,2006, 2011; Peno 2013), kojy je OCMHUCIINO U 3a11049€0, HO 300T
npepaHe CMPTU HHUje CTHrao Jia OKOHYA, HErOB, 32 BU3aHTOJIONIKY
MY3HKOJIOTH]Y U3y3€THO 3aCIYKHH MPETXOIHHK.

Bpno obumna pykomucHa rpaha, koja je jomr yBek y ¢asu
CUCTeMaTH3allije, KOJUKOJIOIIKe M Taneorpadcke obOpazae, 3aayro
he mpen Hay4YHHKE TOCTABIbATH HOBE UCTPAKUBAUKE U3a30Be. JeIHO
je WMaK W3BECHO, BAJIWIAH MPUCTYI Yy TyMadewmy CTape HOTaluje
jenuHo je Moryh yKoJIuKo ce y JMjaXpOHH]CKO] aHAIM3HU T0JIa3H OJI
AQHAJTMTUYKOT HEYMCKOT CHCTEMa M TEOpHje IPKBEHOT I0jama Koja
je manac Ha cHaszu. OBaj — ,,rpuKH METO y IIpOoyuyaBamy (peHOMEeHA
Tymauema oMoryhasa peneBaHTHO nopel)emne Menonjckux odpasama
Y YMTABUX HAlleBa, eJIEMCHATa JICCTBUYHE CTPYKTYPE U PUTMHUYKOT
napameTpa, KICTOBPEMEHO, YHarpeheme moctojehux u n3HaIaKeHhe
HOBHX, IIOJICCHUJUX TPAHCKPHUIIIMOHUX Hayela, a CBE y IHJbY
Ja ce, Y BEKOBMMa M HEyMama 3alpeTeHH 3BYK II0jaHUX XHMHHU
HajIPUONIMIKHU]E€ PEKOHCTPYHIIE, HE OU JIM M3HOBA MOTA0 Ja J00uje
cBoje MecTo y borocmyxemy (Lingas 2003).
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Vesna Peno

METHODOLOGICAL DISPUTES ABOUT INTERPRETATION
OF NEUM NOTATION IN THE 20™ CENTURY

(Summary)

Until the end of the twentieth century in Byzantine musicological science
there were two diametrically opposite approaches to the interpretation of the

32



Becna Ileno MeTomoIONIKH JUCITyTH O TyMadely HeyMcke HoTaruje y XX BeKy

Byzantine neum notation systems and post-Byzantine music heritage after the
Fall of Constantinople. Western European scholars, ignoring the post-Byzantine
Chant tradition and the last semeography reform from the early nineteenth century,
looked at the problems of the musical past only from the perspective of the Middle
Ages. Greek researchers have shared the belief that the condition of an adequate
understanding of the mid-Byzantine notation, or the so-called old method, is
the knowledge of analytical neum system and theory, the basics of which were
set up by musicians from the end of the seventeenth and during the eighteenth
century, and were finally shaped by Chrisantos, Gregory and Chourmouzios and
officially accepted in the Greek church in 1814. The path to overcoming the issues
relating to the development of neum notation, and finding an adequate manner of
decoding it, led through the understanding of the phenomenon of “interpretation”
and other tendencies that marked the post-Byzantine music practice. Two scientists
—the Danish Jorgen Raasted, a follower of the Western European musicological
methods established by founders of Monumenta Musicae Byzantinae, and Greek
theologist and musicologist Gregory Stathes — are specifically responsible for the
reconciliation of the different methodological approaches. After numerous and
often heated debates, the Danish scientist eventually largely accepted the views
of his Greek counterpart. Moreover, he himself insisted, at the musicological
conferences organized during the 1980s, on reviewing the controversial issues: the
existence of chromatic intervals in the psalmody of the Middle-Ages, the problem
of syllabic and melismatic interpretations of stenographic neum records, and so
on. Concerning the above mentioned issues, the contemporary trends in Byzantine
musicology are presented in the conclusion of the paper. It is worth noting that the
most influential scholars nowadays follow “a middle path”, the distinction between
the once exclusive Western option and the no less “hard” Greek traditional option.
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Abstract

The affective turn, which has already questioned dominant paradigms in many
disciplinary fields including cultural studies, philosophy, political theory,
anthropology, psychology and neuroscience, has started to attract more attention
in the field of ethnomusicology, becoming a particularly vibrant stream of thought.
Drawing on the voices that call for the historicisation of and critical deliberation
on the field of affect studies, the article strives to show how theories of affect
might expand dominant paradigms in ethnomusicology and also points to their
limitations.
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“Everything that occurs without praiseworthy affects [in music]
can be considered nothing, does nothing and means nothing” (Der
vollkommene Capellmeister, Johann Mattheson, 1739).

Music has often been taken as an example of the power of affect.
Its ubiquitously distributive affective potential has become pivotal
in the works of scholars advocating the affective turn.? Spurred by
the poststructuralist orientation towards language, representation,
deconstruction and psychoanalysis, a perspective in which body,
emotions and embodiment have been neglected (see Clough and
Halley 2007), the affective turn shifted the focus to pre-, extra-,
and paralinguistic aspects and introduced a non-discursive, non-
representational approach (see Thrift 2007). Developed mainly in the
2000s and partly inspired by research on the emotions and the body
conducted in feminist and queer studies, affect theory is currently
attracting growing interest in a variety of disciplinary fields. There is
no single, uniform affect theory; affect has multiple and sometimes
even conflicting definitions. The affective turn also cannot be seen as

! hofman.ana@gmail.com

2 1 would like to thank the anonymous reviewer for insightful comments and
suggestions which helped me to present my argument more clearly, to Srdan
Atanasovski for his comments to the earlier versions of the article, and Kate Webster
for the language editing which helped me in shaping the text for publication.
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separated from other “turns”: the sensory turn and the material turn that
have also emerged in scholarly discourses of the last fifteen years and
that have played prominent roles in a new emphasis on embodiment,
material substance and the senses. Drawing on the works of Spinoza,
Bergson, James and particularly Deleuze and Guattari, Massumi,
Chouse, Thrift and Connolly, the main conceptualisation of affect
is that it is a state of relation as well as the passage of vital forces or
intensities beyond emotions (Gregg and Seigworth 2010: 1). Affect
is seen as a potential, a bodily capacity to affect and be affected. It
is embodied in the automatic reaction manifested in the skin, on the
surface of the body and in the heartbeat, but it is still something that
goes beyond the body, a passage from one experiential state of the
body to another (see Massumi’s definition in Deleuze and Guattari
1987: xvi). However, that body is not exclusively human, but can
also be animal or plant, crowd or social body, singing body or the
body of a musical instrument.?

The emphasis on affect as a theoretical and methodological
concept in recent scholarly accounts proves that it is becoming a
particularly vibrant stream of thought in the field of music studies.
Yet has it already become a nuanced analytical category? Or, to quote
Grossberg (2010: 316), has affect become “everything that is non-
representational or non-semantics”, since we have not yet done “the
actual work of parsing out everything that is getting collapsed into
the general notion of affect”? Has affect become a conceptual outlet
for any kind of “sensorial, emotional, visceral” approach to music
that merely reopens/re-actualises old-fashioned binaries between
mind and body, cognitive and somatic?* What is the risk in using
the conceptual tools of affect theories, given the current broader
social, cultural and intellectual climate? Is the usage of affect really
an eplstemologlcal shift that offers a new path for theorizing music
and sound? Is the emphasis on the affectivity of music an ideological
and political statement?

This article explores the potentialities and limitations of the
affective turn in ethnomusicology. Following the view that call for the
historicisation of and critical deliberation on the field of affect studies,
it aims to trace the genealogy of the concept in ethnomusicological
scholarly works. For that purpose, in the first part of the article I
offer a highly condensed view (giving a brief sketch rather than deep
analysis) of the dominant approaches to affect in ethnomusicological
accounts. Unlike the authors who recently theorized the affective turn

3 For theory on the material agency of the nonhuman or the not-quite-human, see
Benett 2010. For this issue within ethnomusicology see Roda 2014.

4 Such a critical appraisal of the affect theories has already been made in other fields of
the humanities, particularly by feminist, queer and postcolonial scholars; see Hemmings
2005.
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in music scholarship in the volume Sound, Music, Affect: Theorizing
Sonic Experience® and reported on the limited amount of studies in
contemporary music scholarship dedicated to sound and music with a
focus on affect (Thompson and Biddle 2013: 18), which presupposes
affect theory as a naturalisation of the epistemological equipment
from “another” field, I would like to claim that the conceptualisation
of affect has long been a ubiquitous part of ethnomusicological
research. As summarised by Charles Seeger, who stressed that
“music is communication of world view as the feeling of reality”
(1977), the special connection between music, on the one hand, and
affect, emotions and feelings, on the other, has remained a hot topic
for generations of scholars. Going beyond affect alone, the affect/
emotion relationship that today appears as one of the most sensitive
questions within the affective turn proves to be the most persistent
paradigm when theorizing music and sound experience. I believe that
this relation should be given particular attention, as it provides access
to some pivotal questions of the affect theory itself. Discussing recent
scholarly accounts on affect in light of the long tradition of thought
about affect and meaning in music is not meant as a revitalisation of
a psychological approach, which appeared to be dominant yet limited
explanatory framework. The goal is to rethink the affective turn as a
radical paradigm shift and to point to important continuities that can
help us to detect the conceptual points where the affective turn has
something new to say in music studies.

This article attempts to show complex epistemological stances
on affect in the ethnomusicological accounts, and particularly
the ways the affective turn has influenced the revitalisation of the
existent paradigm and/or deepened existing deadends. Analysis of the
recent studies suggests that affect is a constant area of investigation
in various overlapping branches of music research (musicology,
ethnomusicology, music theory, sound studies, cultural anthropology
of music, music education etc.). Although I strive to be cautious
in thmkmg about the disciplinary differences within the dominant
conceptualisations of affect® and to take the point of view that seems
to me to be relevant to ethnomusicology, my analysis inevitably
includes accounts from musicology, music education and music
theory, but also sound studies and human geography. This is also due
to the lack of dialog among these disciplinary fields, which, I believe

5 This volume can be seen as a result of the growing interest in affect in the field of music
scholarship in the last several years, as visible in the number of conferences organised
on this topic and in the large number of panels and individual papers dedicated to it at
the international conferences and annual meetings of ethnomusicologists.

6 As Gregg and Seigworth warn about confuting philosophy, psychology, critical race
studies and feminist standpoint theory, among other fields, which all have their own
disciplinary differences when conceptualizing affect (2010: 316).
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should be fostered. Still, such an overview tends to reduce a variety
of parallel voices and paradigms to the dominant stream. From the
wealth of thought about affect, I selected those studies relevant for
my examination. This proved to be even more challenging after 2000,
when scholarly production related to emotions and affect became
particularly vibrant. Influenced by the critiques from the discursive
and linguistic-centred approaches, the rapid blossoming of studies
addressing these topics meant that many of them quickly become out-
dated or neglected. As a result, my literature preview is selective and,
despite my personal wish to focus precisely on these theoretical and
conceptual “leftovers”, this article still focuses on the most resonant
works in the field.

Affect, an Ancient Topic in Music Studies’

Affect in music and musical affect are topics that have
occupied intellectuals and scholars since Antiquity. In his overview
of rhetoric and music, Blake Wilson provides a valuable insight
into the terminological changes and conceptual transformations of
“affect” from Aristotle, Plato and Cicero® to Baroque rhetoric and the
terminology of music theorists in the late 16™, 17" and 18™ centuries,
who all acknowledged the power of music to control and direct
the listener’s “affects” (in this case equated with emotions): “the
association of rhetoric with the concept of the Affects can be found
almost continuously in the history of music from at least the end of
the 15™ century” (Wilson et all. 2012). Wilson further reflects on how
affect was rationalized and understood in perspectives that categorize
and describe types of affect as well as the affective connotations of
scales, dance movements, rhythms, instruments, forms and styles.’
His overview demonstrates that past theorists established no single
“theory” of affect and shows that, since the 15" century, scholars have
faced the same stumbling blocks when approaching this concept. In
that sense, it proves that thinking about affect is nothing radically
new, due to the long legacy of criticizing discursive and linguistic
approaches in music scholarship.

Although his work is not related to ethnomusicology, Wilson’s
overview excellently illustrates the continuous interest in the “music-
affect problem” that later emerged in the works of scholars in the
late 19" century and the first half of the 20" century, mainly within

7 Paraphrasing David J. Elliot, who opens his article with the intention of revisiting the
ancient topic of musical affective experience (2000: 79).

8 For considerations on this topic in Antiquity and in Christian, Jewish and Muslim
religious thought, see Garofalo 2010: 727.

° For more on the understanding of affect, see Wilson 2012.
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the field of musical psychology.!® As early as 1951, Suzanne Langer
warned her readers that language’s discursive nature is less congruent
with musical forms than feelings (Langer 1951). In his seminal work
Emotion and Meaning in Music, Leonard Meyer theorizes musical
affect while arguing for a more nuanced theoretical and analytical
approach to the general claim that musical works and performances
communicate feelings and emotions. The main concerns of the
theorists, he asserts, appear to be the relationship between the affective
stimulus and the affective responses (Meyer 1956: 13), and he notes
the difficulty of sorting out particular musical processes that evoke
affective responses (ibid.). Meyer’s epistemological background
negotiates two rival views of the absolute meaning of music and
the nature and value of the experience involved in the perception
and understanding of the relationships that constitute a musical
work. Therefore, he builds on behaviourism (discussing emotional
and affective behaviour), arguing that, although emotion or affect
is in itself undifferentiated, affective experience is differentiated
because it involves awareness of a stimulus.'" In this sense, the
stimulus itself and awareness of it are equally important in Meyer’s
conceptualisation of musical affect, which will become meaningful
for the further discussion of sonic affect in the second part of this
article. Like Meyer, Malcolm Budd too suggests a tendency to
a succession of both natural and learned automatic responses to a
stimulus (1985: 159).12

Several dominant tendencies marked these early thoughts
about affect. Studies took a subject-centred approach to emotion and
affect, which they used interchangeably. Based on the psychological
theory of emotions, their main field of enquiry was the particular
musical pattern or character that evokes a response and a particu-
lar psychological change in listeners. Affect is thus inseparable from
perception: music’s power to generate emotion lies in the listener
who “understands” the music (Budd 1985: 160). Scholars discussed
music in relation to self-ness, self-growing and self-transformation
as a part of the behaviourist paradigm. On the other hand, Meyer
acknowledges the importance of bodily aspects: “Other aspects of
affective behaviour, such as skeletal and muscular adjustments, have
been said to be automatic, natural concomitants of the affective re-
sponse. These will be called ‘emotional reaction’” (Meyer 1956: 17).
In a similar way to Meyer, Budd also provided theoretical ideas about

19 For more about this early peak, see Juslin and Sloboda 2010: 934.

1 Two instances of emotion are the same kind if and only if they involve an awareness
of the same kind of stimulus situation.

12 However, he criticized the argument that focuses on the tension that music creates
in the listener.
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the body, drawing on Pratt, who discussed the movements both of
and within the body. Budd argues that our body can move about, be-
ing itself a locus of movements, and that some of these movements
are felt by kinaesthesia and organic sensation (1984: 38-39). Howev-
er, these claims remained the “leftovers” within the dominant focus
on cognitive and psychological aspects. Scholars generally favour
the brain and consciousness, maintaining the dichotomy between
body and mind. Most work on the subject seeks to identify positive
emotions and draws on the thesis that the emotional consequences of
experiencing music are that people feel joy in being themselves and
in being in tune with others. Such views also do not reflect on the fact
that what is defined and seen as ‘positive feelings’ might actually be
ambivalent, unsettled and unpredictable emotional state, or in Ngai’s
words, “a meta-feeling in which one feels confused about what one is
feeling” (Ngai 2005: 14). Also, dominant research trajectories main-
tain the dichotomies between the aesthetic and technical characteris-
tic of music and social and historical circumstances, stimulus/biolo-
gy-based and sociological/culturally constructed perspectives and a
generally essentialist approach to emotion and affect. The dominant
hypotheses and proposals presented also resonate in the debates and
disagreements in recent scholarship, as will be examined more close-
ly in the following section.

Theories of Musical Emotion

In the early 1990s, scholarly works were galvanised by an
increasing interest in the field of music and emotion, reviving the
“old” studies of Meyer, Berlyne and Clynes (see Sloboda 1991 and
Le Doux 1996). As Juslin and Sloboda (2010: 935) assert in their
overview of the field, this topic has become an accepted area of
research with a broad range of topics, theories and methods. Although
heterogeneous in their approaches, the majority of works on musical
emotion are situated in music physiology as the central epistemological
framework. The main question that scholars have raised is how
music produces its emotional effects. They pursue the questions of
the very existence/essence of musical emotions; mechanisms through
which music arouses emotion; social processes related to these
emotions and the issue of applied scholarship (particularly in therapy
and healing). In the interpretation of Juslin and Sloboda, the term
“musical emotions” is shorthand for “‘emotions that were somehow
induced by music’, without any further implications about the precise
nature of these emotions” (2010: 10). Many of the studies were based
on experimental work conducted by ethnomusicologists and music
psychologists. Bernard Lortat-Jacob and some other scholars were
interested in the potential existence of musical universals related to
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the expressive meaning of music (Fernando et al. 2014; Lortat-Jacob
1998). Musical meaning, as something that is communicated between
performers and listeners through musical affect, has been the subject
of a continuous line of thought in theorizing the aesthetic experience
of music and sound (see e.g. Shepherd and Wicke 1998; De Nora
2000). In his introduction to the special issue of Ethnomusicology
Forum, Martin Clayton says that the ethnomusicological theory of
musical meaning is “something I consider to have been a pressing but
unfulfilled need for many years” (2001: 2).

Simultaneously, another shift towards biology and neurobiology
is being made, with the idea of combining neurobiology, perception
studies and the psychology of music. The influence of this “affective
neuroscience” appears to be particularly strong: experimental methods
have included various ways of measuring musical responses — self-report
measures, psychological measures, measuring neurological changes
and hormonal activities, as well as behavioural measures of affect
(see Vastfjdll 2010). Another stream of research observes music and
emotions with a focus on technological and new media-based processes
(Becker 2004: 5). In general, the dominant approaches welcome
empirical research and focus on applicability in various fields, such as
music education, music therapy, health, film music and marketing.

While addressing the cognitive and physiological dimensions
of musical emotion phenomena, scholars have shown awareness of
the limitations of this approach: some have argued for the importance
of analysing the musical discourse and behaviours that occur in a
given socio-historical context and the need to combine the cultural
anthropological approach with the cognitive psychological one. As
Judith Becker asserts, some also claim the importance of embodiment
for the cognitive model and propose “embodied cognition” or
“distributed cognition” (2004: 5). Approaches based on biology,
neurology and psychology, in particular, have started theorizing
the body as a structure within which cognition and emotion occur.
Yet many of the works remain ambivalent about the role of music
experience beyond the mind and perception. In line with the subject-
centred approach, scholars give priority to listeners: “the most
common motive for listening to music is to influence emotions”,
often with an accompanying affective reaction of some sort (Juslin
and Sloboda 2010: 3). A focus on listeners also attempts to offer a
more nuanced interpretation of psychoanalytical aspects of music’s
visceral experience, as is suggested by David Schwarz, drawing
on Lacan and Zizek (1997: 2). Many scholars focus on rhythmical
entrainment as an “aesthetic emotion”, drawing on the concept of
entrainment from social psychology.'

13 Due to the limited scope of this article, I am not able to further discuss works that
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Approaching affect from the perspective of practice, David
J. Elliott proposes the concept of multidimensional affect, which is
built on the individual’s cognitive-musical processing abilities and
implies that there are many layers of personal and social meaning
“to ‘locate’, apprehend, construct, and feel emotions about in
musical work” (Elliott 2000: 85). Drawing on Bowman’s ideas of
human audition, he warns of auditory ambiguity, the fact that it is
phenomenally fluid, affecting the listener’s aesthetic experience — for
example, through individual attachments to memories of particular
sound patterns, or appreciations of personal response to the musical
expression of emotions they cognize (ibid.: 86).

In line with the previous works, these studies consider the same
conceptual questions when thinking about the affective in music, an
emotion that is sui generis or specifically musical (Budd 1985: 30). As
I will show later, constructing a viable theory that can be built either
upon the idea of an emotion that is specific to music, or upon the idea
of emotion per se, is still one of the main points of disagreement in
recent thinking about affect.

The Emotion-Affect Relationship Unveiled

In the majority of the presented studies, emotion and affect
appear as parallel and interchangeable concepts. This conceptual
division/relationship has been one of the main stumbling blocks in
recent scholarship, which thus displays many points of contradiction.
In The Affect Theory Reader, Grossberg asserts the continuing
difficulty of theorizing affect and emotion, due in part to the way
the historical trajectory of these terms has been used to dismiss and
trivialise (Grossberg 2010: 316). Music scholars already noted this
complex discursive relationship between emotion, feeling and affect
in the mid-20™ century. Meyer defines this relationship as blurred,
but sees affect as a concept used to mark undifferentiated feelings:
“Much confusion has resulted from the failure to distinguish
between emotion felt (or affect) and mood” (Meyer 1956: 7). For
him, as interpreted by Budd, the character of affect involved in the
different kinds of emotion is always the same and, in itself, affect
is neither pleasant nor unpleasant (1985: 156). Juslin and Sloboda
reflect on the “terminological confusion” in the field of music and
emotion due to the different ways scholars use the words “affect”,
“emotion”, “feeling” and “mood”. They distinguish between these
terms: emotions refer to a quite brief but intense affective reaction;

focus on entrainment. For more about this, see Tia de Nora's pivotal study Music in
Everyday Life (2000) and Clayton's, Sager's and Will's discussion of the concept of
entrainment in ethnomusicology (2005).
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mood is used to denote affective states that are lower in intensity
than emotions, while feeling refers to the subjective experience of
emotions and moods (2010: 10). Juslin and Sloboda define affect (in
music) as the overarching concept that “comprises anything from
music preference, mood, and emotion to aesthetic and even spiritual
experiences” (ibid.: 9). They also express hesitation to use the
term “affect”, since the main journals in the field increasingly use
“emotion” rather than “affect” (ibid.: 10). However, this stance is
difficult to justify, as the scholarly work on affect in other fields of
the humanities provides a detailed analysis of this conceptual duality
based on the core debates among theorists.

Although “affect” and “emotion” are often used as synonyms
(Rice 2008), affect theorists such as Massumi claim that these terms
follow different logics and different orders: feelings are personal
and biographical, emotions are social, while affect is pre-personal
(2002: 28, 40). Grossberg claims that emotions should not simply
be described as affect, even when they are considered configurations
of affect: “I have always held that emotion is the articulation of
affect and ideology. Emotion is the ideological attempt to make
sense of some affective productions” (2010: 316). Such views
draw on Deleuze and Guattari’s distinction between affection as a
relational state of a particular body manifested in feeling, emotion
or perception on the one hand, and affect as an intense force on the
other (see 1987: 281). Emotion thus resides on the side of subjective
affirmation, as a subjective capture of affect (Schrimshaw 2013: 31).
For many scholars in the humanities, affect is seen as a “raw material”
for emotion, while emotion enables the social, political and cultural
articulation of affect.

Nevertheless, some scholars claim that Grossberg’s and
Massumi’s conceptual distinction between affect and emotion cannot
be sustained (Leys 2011: 434). In Leys’ opinion, such approaches
actually reaffirm the false dichotomy between conscious and signifying
(emotional and intellectual), on the one hand, and unconscious and
affective (a process of intensity not tied to signification) on the other.
For Leys, certain strands of theory, especially in the work of scholars
inspired by Deleuze (and Guattari), reinforce the same dualism (the
mind and the body or matter) of the subject that it seeks to criticise
and duplicate an old paradigm (ibid.: 450). Sianne Ngai also argues
that this split actually has methodological roots and originated
in psychoanalysis’ methodology for distinguishing third-person
feelings from those of the first person, where affect serves an observer
perspective, while emotions belong to the analysed ego (2005:
25). Similarly, for Sara Ahmed, the distinction between sensation
and emotion can only be analytic (2004: 6). As I strive to show in
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the following sections, I believe that precisely the fields of music
and sound can be used to show the importance of this conceptual
distinction as an analytical tool, but also its unproductivity when it
comes to theorizing our (music) realities.

Theories of Sonic Materialism

Aftect theory’s most important impact is in proposing affect as
prior to intentions, meanings, reasons and beliefs — as non-cognitive,
corporeal or automatic responses. For the theorists who argue for its
autonomy, affect is an inhuman/trans-human, pre-subjective, non-
signifying, unconscious intensity, disconnected from the subjective
(see Massumi 2002). In other words, humans apprehend the world
on two separate but unequal tracks: intention and affect, meaning and
sense impressions, perception and experience; thus they co-exist but
do not merge or commingle (Clough and Halley 2007: 200, see also
232). According to Clough and Halley, affects are defined in terms of
their “autonomy from conscious perception and language” (ibid.: 209).
So, despite persistent warnings that “affect and cognition are never
fully separable” (Seigworth and Gregg 2010: 2-3), body and sign
nonetheless function and can be analysed on ontologically separate
planes, as a matter of “parallel processing” (Clough and Halley 2007:
198). The difference in kind between affect and meaning, experience
and representation, sense and significance, is a categorical assumption
of affect theory. According to Lawrence Grossberg, affective states
are neither structured narratively nor organized in response to our
interpretations of situations (1992: 81). Theorists also argue that affect
is independent of, and prior to, ideology, “the third state between
activity and passivity, occupying the gap between content and effect”
(Massumi in Thompson and Biddle 2013: 6). However, it is precisely
this “autonomy of affect” that is the main source of debate and
criticism among scholars. Feminist and queer scholars, in particular,
argue that affect cannot be pre-political but is continuously mediated
by social and cultural locations and identities. Others propose that
affect’s relative autonomy is its most important critical and political
value, as asserted by Bryan J. McCann: “It is simultaneously subject
to capture while retaining the potential for complete or partial escape
— if only to be captured once again” (2013: 409).

It is this dual nature (autonomous and entrenched) that also
seems to be a crucial stumbling block when discussing affect in
relation to sound and music. In most of the recent theoretical studies
of the affective potential of sound and music (the works of Kassabian
2001, 2013; Gilbert 2004; Bull and Back 2003; Cusick 2006, 2008;
Goodman 2010; Garcia 2011; Voegelin 2014 and Hofman 2015),

44



Ana Hofman The Affective Turn in Ethnomusicology

the analyses focus on sound as affective vibrational force. These
approaches generally call for “sonic materiality” and focus on sonic
affect as the “nonrepresentational ontology of vibrational force”
(Goodman 2010: xv). These calls follow the ideas of scholars who
have extensively theorized the ontology of sound and the nature of
auditory experience, particularly in the field of sound studies (Nudds
and O’Callaghan 2009: 6). Recent scholarship, moreover, proposes
that sound is vibrational affect that exists above and beyond the ear,
resonating in our bodies (see e.g. Goodman 2010 and Price 2011).
Several scholars have anticipated this shift from the ear alone to the
visceral/somatic experience of sound and have asserted the automatic
bodily responses as the important part of music’s aesthetic experience.

From a different angle, Will Schrimshaw proposes sound
not only as an intentional object of auditory experience, but as a
physical process whose ontological status is neither reducible to,
nor dependent upon its being heard (2013: 40). This means that
vibrational regimes also exist beyond our conscious perception and
that affective aspects in sound not only resonate with parts of the body
other than the ear, but also go unheard (ibid.: 43)."* A good example is
brain-wave music, which has lots of frequencies that our ear cannot
actually detect as “sound”; another is the difference between human
and animal auditory perception.'> Schrimshaw thus challenges the
distinction between quality, experience and affirmation, on the one
hand, and intensity, quantity and autonomy, on the other (2013: 39).
In his opinion, what complicates our experience of sound is that it
exists separately from audition: “non-sound” is filled with inaudible
but affective signals that resonate in bodies. He argues that affects
therefore do not need anthropic, subjective relational extension;
their perceptions are seen as independent of the state of those who
experience them (ibid.: 31). In his conceptualisation of sonic affect,
he draws on Deleuze and Guattari’s claim that art’s affect persists
beyond the experiential; it is a block of sensations independent of the
affected and the affecting, as it is independent of both the creator and
the perceiver (2003: 164).

In attempting to think of the affectivity of music and sound
as facilitating acoustic entry into the affective fields, Schrimshaw
goes even further, claiming that sound itself can be a synonym for
affective autonomy (2013: 40). In the introduction to his approach to
sonic materialism, itself built upon the paradigm of the “autonomy of

14 Sonic intensity that is not manifested in experience yet is nonetheless real vibration
or frequency beyond the range of audition (ibid.: 36).

15 Steven Feld’s study Sound and Sentiment from 1982 not only argues for including both
human and non-human (natural) sounds and musical sounds through an acousticological
approach, but also takes into consideration cultural and social levels, sentiments and
emotions — all as the assemblage that should be addressed in the analytical process.
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affect”, he stresses that the focus is on the “surplus” of sonic matter
beyond its symbolic and subjective affirmation (ibid.: 30). And it is
precisely this issue of the inaudible territory of sound that seems to
have existed alongside the main inquiry in music scholarship, using
a different conceptual vocabulary: although scholars from the field of
cognitive ethnomusicology and those focused on musical emotions
have situated their approaches within an opposite paradigm of music,
as necessarily embedded in subjective affirmation, they recognize
the limited access to the internal processing of sound experience.
They are aware that it is not possible to catch the totality of aesthetic
experience, claiming that “emotion” and “feeling” do not capture
everything relevant to our experience of music. In addition to the
emotions experienced, “flow”, “spirituality”, “altered states” and
“vitality affects”!® constitute a part of the more complex “aesthetic
experience” (Juslin and Sloboda 2010: 940). Some studies go beyond
the subject-centred “perceptual” paradigm, introducing the concept
of “unconscious affect” and “pre-attentive affective behaviour”
(Winkielman and Berridge 2004), which can exist without conscious
experience. They report that it is not possible to capture “all aspects
of affect” and that the subjective experience of affect is only one
component of the “affect chain” (Vastfjall on Carver 2001).

From a different theoretical perspective, Martin Clayton uses
the rasa theory originating in Indian “dramaturgy” to examine the role
of affect in musical meaning. The word rasa, meaning literally ‘juice’
or ‘essence’, suggests something flowing and dynamic (2000: 2) — a
fluidity that Becker calls “aesthetic essence” or “aesthetic emotion”
(2004: 11). In discussing the application of the rasa theory to music
(which “remained underdeveloped”), Clayton asserts the importance
of thinking within “the irreducible domain of sound — something from
which Western musicology could certainly learn” (2000: 13). Despite
his main focus on the “perceiving subject” and musical meaning,
he contends that music experience can occur well before we have
a chance to come to any definite conclusions, even subconsciously,
about the music’s tonality, motivic or formal structure or metrical
regularity (ibid.: 8).

The main challenge related to the experiential aspects of
music and sound has to do with the long-lasting paradigm that affect
(and emotion) engenders in the listener through a direct experience
(performance or listening). For the theory of sonic materialism, in
contrast, the main obstacle appears when the sound is reduced to
the subjective and the real is identified as intentional, as an object
of experience. One of its main aims is to blur the line between the

16 For more about vitality affects, see the Handbook of Music and Emotion (Gabrielsson
and Lindstrom 2010: 367-400).
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experience of sound as intentional, on the one hand, and inescapable
everyday activity, on the other, an aim deriving from the belief that
literally everything vibrates — whether object or ecology, idea, event,
feeling or process.!”

“Experiential Messiness '8

The dialectical subject/object relationship and the dichotomy
between intentional/unintentional appears to be the main focus of
recent scholarly works fostered by the affective turn. Views of sonic
materialism argue for the autonomy of affect as a pre-subjective, pre-
political force and have raised the most important issues regarding the
experience of sound and music. Such stances presuppose objective/
subjective sounds, manifested also in the dichotomy between inaudible
and audible. Maria Thompson and Ian Biddle point out that, in terms
of sound and music, affect theory can be seen as contradictory, in that
it strives to focus on the listening/performing bodies, but at the same
time on what is beyond the audible and the bodily experience: “on the
one hand, it looks for the orders or regimes of feelings (it is something
connected, that is, to the bodily) and yet, on the other, seeks to allow
for nodes of connectivity that sometimes (often) omit or bypass our
bodies” (2013: 13). Such views are based on the assumption that we
are either fully intentional or fully unintentional beings, which is one
of the main points of the critique of the affective turn (see Leys 2011).

Employing the concept of affect need not reduce either the
source or the given abilities of the subject to experience the sound.
Sound is not a result of the interaction between subject and object, as
Voegelin asserts; the very nature of sound exceeds the subject-object
dichotomy: “a formless form that is neither object nor subject but
the action of their materiality formlessly forming as liquid stickiness
that grasps me too but leaves no trace” (Voegelin 2014: 2). The
materiality of sound as mobile and fleeting cannot be captured as
a noun, but only as a verb — as a process of contingent materiality
(ibid.) — or, as proposed by Born, contingent on multiple materialities
(2011: 377). Ethnomusicologically speaking, people experiencing
music and sound invest their own affective dispositions, moods and
emotions, and although they are open to the affective environment,
they are not just empty vessels for impersonal affect (Garcia 2011:
186)." The body’s activities to process sound only partly determine

17" For more about the concept of resonance and sounds as affective vibrations that
resonate, see Gershon 2013.

I8 [ use Sara Ahmed’s expression (2010: 30).

19" The authors working on musical emotions also assert that more work needs to be
done on interpersonality, since music evokes emotions not only at the individual level
but also at the intergroup and interpersonal level — a kind of “collective emotions”,
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how people experience and articulate sonic affect. Schrimshaw also
asserts that we have to consider sonic affect’s conceptual as well as
material existence, which does not require us to abandon relatedness
in favour of objective essentialism: “In thinking affective autonomy
as interior to and in excess of both experience and representation, the
problem of the in-itself attains an exteriority capable of conceiving
alterity beyond the anthropic themes of linguistic and conceptual
correlationism” (2013: 42).

I believe that we should go further and rethink the gap between
representation and affect, since, to cite Elliot, representations
are considered to have their own affects as well (2013). Although
challenging the idea of representation is the very essence of the
affective turn, I argue for moving beyond a reductive binarism
between the representative/discursive and the sensorial/affective
realms. To quote Sara Ahmed, “I do not assume there is something
called affect that stands apart or has autonomy” but rather that it
is something related to the “messiness of the experiential” (2010:
30). In her deliberations on the trans-subjective, unpredictable and
free-floating circulation of affect and its autonomy from subjects,
objects and signifiers, she asserts that although affect flows through
and between, it may also “stick” (2004: 11). For theorizing about
sonic affect as impersonal intensity and force, I agree that auditory
experience is much more than just hearing or the bodily experience
of the sequences of sound. It is multi-layered and marked by extra-
auditory experiences based in the social context of the moment of the
experience. To return to Salomé Voegelin’s point, it is the inaudible
and imperceptible aspects of sound, sounds that remain unheard or
that we cannot or do not want to access, that make us aware of social,
political, cultural, ideological and other prejudices and limitations
(2014: 7). For her, the sound experience is gendered, racialised, and
ethnicised as a framework of everyday life, the sensorial meaning of
our realities. It warns us of the invisible on the socio-political frontline
and talks about the plurality of (music) realities — materialities,
ideologies and subjectivities. Our aesthetic, social and political
realities are embedded in our experience of sound, as experienced
and created though sensory engagement/action.

In that sense, I believe that the affective turn’s productive
potential does not lie in abandoning the semiotic, representational
and discursive paradigms, but in the production of meeting points for
the semantic and affective dimensions/venues at the site of the sound
experience.?’ Recent ethnomusicological works seem to follow this

emotions as a part of the dynamic social system (Juslin and Sloboda 2010: 944).
20 For more about the limitation that affect theory sees in the semiotic model, see
Atanasovski, this issue.
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course, focussing on the affective contours of various music genres
such as fado (Gray 2013), rap (McCann 2013), punk (Tatro 2014),
popular music in general (Gitzen 2013) and partisan songs (Hofman
2015), or focussing on the affective linkage between gender and genre
(Krell 2013). These studies aim to produce new insights into the role
sound plays through affective technologies in the context of current
realities. They also remind us that affective economies of sound
and music are necessarily contextualized and individualized. They
elaborate on music’s affective capacity in constituting collectivities
and its emancipatory potentials in alternative modes of political and
cultural production. Some of the studies also argue for the need for
a critical stance towards affect as a method, recognising not only its
positive or emancipatory aspects, but also its destructive ones, which
have to be grasped to avoid romanticisation. As Steve Goodman
(2010) and Suzanne Cusick (2008) caution in their fundamental
studies, affect is also manipulated as a tool for controlling lives,
by claiming that it offers a “promise” in the neoliberal corporate
world. I would warn of another potentially dangerous aspect of the
romanticisation of affect: the tendency to assign to it an inherent
authenticity — understanding affective economies in music and sound
as inherently authentic and moral, which is at the core of its promise
for (any kind of) potentiality.

Limits of the Theorizable

“Making my own ‘affecting presence’ out of a Kaluli myth
takes me back to Armstrong’s ‘being’, ‘feeling full experience’,
and ‘witnessing’ in the process of discovering how form incarnates
feeling,” wrote Steven Feld in 1982 (2012: 236).This quote vividly
describes the intensity of the emotional investment, sensory
experiences and affective technologies of the fieldwork environment
as a spectre of affects that is derived in a very concrete moment and
particular spatio-temporal context.

Claiming that theory is practice, several scholarly works
propose affect as methodology, as an empirical research practice
(see Coleman and Ringrose 2013; Gershon 2013).2! Aware of the
gaps between theory and practice, they argue for affect as a tool for
detecting potential options and possibilities in understanding our
realities. “The affective relations are fleeting, emergent, contingent,
and sensual apprehensions,” write Waitt, Ryan and Farbotko (2013:
9), acknowledging that we live in a world that we can only partially
understand, where many things are inherently unknowable. As

21 Lawrence Grossberg warns that the modalities and mechanisms of the affective must
be more carefully examined (2010: 328).
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Becker states, trance cannot and need not be explained (2004: 2). Her
statement emphasizes the material aspects of our research realities
that cannot be represented, are missing or are impossible to theorise.
This also points to the important modulations between scholarly
reflections and the reality of everyday life, which, in Claire Bishop’s
words, “rarely provide more than fragmentary evidence, and convey
nothing of the affective dynamic (2012: 5). This becomes even more
challenging if, as Nagel Thrift asserts, “consciousness shows up as
short-term because of the artificiality of the situation demanded by
the researcher” (2007: 7). Moreover, scholarly accounts also have
their own affects. How can we deal with that experience of reality that
goes beyond and works against cultural gravity, constantly escaping
theory? Can affect be the analytical category that enables us to create
a valuable account of the dynamic encounters made through music
and sound?

Since thinking about affect is always writing about it, writing
about affect (in music and sound) calls us to think about “invisible
agency” —invisible mobility, sticky liquidity, actions and engagements,
rather than artefacts, outcomes and visible relationships — and is an
effort to access the invisible, “that which is barely there and yet
influences all there is” (Voegelin 2014: 2). It attempts to catch the
uncatchable — small bodily reactions, whispers and the energy of the
moment; the liveliness of a world in flux, or in constant becoming,
to use the Deleuzian concept. It struggles with the challenge of
articulating a singular narrative about the “onflow” (Pred 2005) of
everyday life, its materiality and reality, catching the moment of
“right here, right now”.

Affect as a methodological tool also shows us how and why
this invisibility deeply influences not only our realities, but also the
production of knowledge about these (music) realities. Voegelin
claims that our engagement with sound as affect goes beyond what
we actually perceive, showing us the possibilities rather than enabling
us to recognise the perceived reality (2014: 4). I also suggest that
affect leads us back to the question of ethical honesty in confronting
the limits of the knowable (in a knowledge-based economy) and the
obligations (or our mutual implication within global capitalism) that
we share and to which we are bound. This appears particularly potent
when affect is employed to gain new capacities to act politically — in
the first place, in its role in the re-evaluation of reason and rationality
in politics, ethics, and aesthetics. This can also be understood as an
ethical act that addresses important questions of agency in the “crisis
of representation for qualitative researchers”, as Gershon warns
us (2013: 259). He asserts that, by providing additional affective,
sensory and other information in ways that text cannot, we may be
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able to remove a layer of authorial translation from a text and provide
the opportunity for others to be heard in their own voices (ibid.).

I have acknowledged from the start that this discussion
demonstrates that it cannot fulfil the goal of being all-inclusive, even
if it pretends to. Rather, it demonstrates the plurality of the origins
of thought on affect and affectivity in music and sound, neither as an
epistemology nor an ontology, but as many parallel and competing
lines of inquiry. It points to the importance of opening more in-
depth discussions about affect within current ethnomusicological
scholarship and offers some of the possible directions for these
discussions.
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Ana Xogpman

3AOKPET KA [TPOYYABABY A®EKTA Y
ETHOMY3UKOJIOI' NI

(Pesume)

Crynuje adexra, koje cy Beh goBene y murame JOMHHAHTHE Hapagurme y
XYMaHUCTHYKAM TUCHHIUIMHAMA, YKIbYyUyjyhu cryamje Kyntype, Quio3odujy,
MOJUTHYKY TEOPH]Y, TICUXOJIOTH]Y WJIH aHTPOTIONOTH]Y, MMOCTEIIEHO NO0Hjajy cBe
Belly maxmy y 00JacTH €THOMY3HKOJIOTH]je Kao M3y3€THO BHOPAHTHO MOApYdje
MPOMUIIIbaa. [lONCTAKHYT MPEIOMUHALINJOM TOCTCTPYKTYpPATUCTHUKOT TIPH-
CTyna ¥ HarjamaBamba AMCKYP3UBHOT M PENpe3eHTalyje Kpo3 JEKOHCTPYKILHjY
U TICHXOAHAJIM3Y y KOjHUMa Cy 3aHEMapeH! TEeJIECHO, EMOLMOHAIHO U CEH30PHUYHO
(Bunmetu Clough and Halley 2007), Teopujcku 3a0kpeT ka adekTy ycMepana Gpokyc
Ha Mpe-IUCKYP3UBHO, NPE-ITMHIBUCTHYKO KPO3 HEe-AUCKYpP3UBHH, He-pelpe3eHTa-
tuBHM nipuctyn (Buxetu Thrift 2007).

Unanak UCTpakyje MOTEHIHjalie yBoljema Teopuje adekTa y MoApydje eTHO-
Mmy3ukonoruje. Ocnamajyhu ce Ha TPUCTyIe KOjU 1O03MBajy Ha UCTOPHU3ALU]Y U
KOHTEKCTyaJIM3alujy Teoprja adeKkra U lbUXOBY KPUTHUYKY paclpaBy, WiaHak Mpa-
TH T€HeaNornjy KoHuenTa agekra y nmocrojehuM HaydHUM AUCKypcuMa. Y Ty CBp-
Xy Y IPBOM JIeJTy WIaHAK HyIH MOTIe]] Ha JOMHHAHTHE MIPUCTYIIE Y TEOPETU3ALM]H
KOHLeraTa a)eKTa 1 eMoLuje y CTHOMY3HKOJIOIIKMM Hay4YHUM HapatuBuma. TIpe-
Ma MOM MUIIUBbEHY, CTaBJbabe HOBUX CTYIH]a O a(peKTy Y MY3HUIH U 3BYKY Y ITHPH
UCTOPH]CKU U JWCIUTLTHHAPHH OKBHD roceOHo je BaxHO jep 1) adekT u emonuje
NIPE/ICTaBJbajy [BE Haj3HA4YajHHU]e KOET3MCTEHTHE IapajurMe Kaja cy Hocpean
S€THOMY3HKOJIOTHja ¥ CPOIHE JUCIHUILUINHE 2) Y Teoprjama apeKkTa ogHOC m3Mehy
KOHIIeTaTa a)eKTa 1 eMOIIHje TI0jaBJbyje Ce Kao jeaH OJ HajOCeTJbUBHjUX MHTAmka
U IVIaBHHU NIPEAMET Hay4yHe Jebare.

Unanak uMa 3a I[UJb OCBPT Ha KOMILICKCHE €ITUCTEMOJIOIIKEe MpPEXKe Koje 00-
JIMKYjy yBoleme KoHIenTa adekra y €THOMY3HMKOJIOTH]y W IOCeOHO HaunHEe Ha
KOje TO yTHUE Ha PeBHTAIN3AIN]y 1TOCTOjehrX MmapagurMu WIN/|U MpoxyOJbuBambe
NOCTOjehnX KOHIENTyalrHHX hopcokaka. AHaM3a JOMHHAHTHHX IPHCTYyNa IO-
TBphyje na je adeKkT KOHCTAaHTHH MpenMeT 3aHNMama JUCIUIUINHA Koje Cy cpo-
KyCHpaHe Ha MCTPaKHMBAFa My3HKE H 3ByKa (My3HKOJIOTHj€, €THOMY3HKOJIOTHje,
Teopuje My3HKE, KyITypHE AHTPOIIOJIOTH]€ MYy3HKe, My3UUKOT' 00pa30Bama, 3By4-
HUX cTynuja u ci1.). Crora ce y ujaHKy a)eKTHBHH 3a0KpET HEe TPEeTHpa Kao HaTy-
pani3anuja enMcTeMOIIONIKOT anapara U3 ,,Apyror’” Hay4qHoT 10Jba U He MPOIHTY]Y
ce HaYMHU Ha Koje ocTojeha nerpakuBama OroBapajy Ha mwera. YnaHak 3amnpaBo
YKEJTH J1a TTOKaXKe J1a je a)eKT CacTaBHU €0 CTHOMY3HUKOJIOIIKAX eIHCTEMOIIOTHja
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Abstract

In this paper I explore the challenges of the “affective turn” and map new avenues
of music research in this direction. I discuss four paths of enquiry, in deviation
from the semiotic models: the discovery of the non-signified materiality and its
potentiality to generate affects, the potentiality of affect to de-signify, the ability
of sign machines to catalyse the production of intensities and, finally, the power
of social machines to overcode the produced affect through non-discursive
mechanisms. I argue that the affective turn in musicology can provide a different
structuring of a view from without and a view from within, calling both for finely
tuned “close reading” and for the ability of the researcher to grasp the performative
context.

Key words
Music and sound studies, affective turn, critique of semiotics, Henri Lefebvre,
Gilles Deleuze, Félix Guattari

Introduction

For more than a decade the “affective turn” has been a common
phrase in the social sciences and humanities.”? However, in spite of
its wide popularity, we still lack the answers which could help us
both to navigate through this extensive and variegated field and to
learn to apply its lessons to the research of social practices: what the
affective turn opposes in the current scholarship, what its basic tenets
are and what it strives to achieve. Moreover, from the perspective
of music and sound studies, there is no clear vision regarding the
following issues: when dealing with affect theory, what kind of
questions concerning music and sound can this theory help us with,

* The paper was written as a part of the project Serbian Musical Identities within Local
and Global Frameworks: Traditions, Changes, Challenges (no. 177004 /2011-2014/)
funded by the Ministry of Education and Science of the Republic of Serbia.

I srdjanatanasovski@yahoo.co.uk

2 Seminal collections which have helped establish and shape the field are Clough and
Halley 2007 and Gregg and Seigworth 2010. For an introduction to affect theory in
music cf. Thompson and Biddle 2013a and Hofman 2015b, 2015c.
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and with what kind of objective? In this article I will try to answer
these questions and to map the consequences of the affective turn for
research on music and sound practices. My starting claim is that the
most productive way to interpret the rise of the “affective turn” is to
construe it as directly opposed to what I would call the classical (or
transcendental) “semiotic model”. I will argue that this model has
openly or tacitly become a doxa of cultural and music studies, turning
into contemporary researchers’ comfort zone.* I intend to show that
looking at affect theory through the lens of its disagreement with
semiotics or, even more generally, with representational theories, can
be very fruitful in sharpening the argument of this novel approach
and grasping its full potential and consequences.*

In order to underpin the critique of the semiotic model in accord
with the affective turn, as well as showing how deeply ingrained this
discord between transcendental semiotics and affect theory is, I will
firstly go back to the writings of theoreticians active in the 1970s.
Indicatively, these theoreticians, some of whom are now seen as the
harbingers of affect theory, were highly critical of simplified versions
of semiotics when it was starting to gain a footing in the realm of
social and critical theory. I will argue that one of the sources of
vexation these authors had towards semiotics was their proclivity to
view the socius in terms of (radical) immanence, which later proved
to be one of the cornerstones of affect theory (and which was, again,
germane in its parting with semiotics). I find it important to introduce
the name of the French Marxist, philosopher and sociologist Henri
Lefebvre amongst the authors to whom I refer in order to explain
the rise of affect theory. Although he is not often seen as a leading
advocate of this doctrine, I will show how his writings, particularly

3 In this regard, I find that this model is employed not only in studies which openly
adhere to semiotics as their method, but more generally in the researcher’s omnipresent
quest to locate the “meaning” in musical work, even when the semiotic terminology is
not being used in the strict sense.

4 Affect theory as such has remained strangely tacit concerning its battles. In the
wider picture, probably an even more controversial challenge posed by affect theory
to academic doxas is the questioning of the model of homo oeconomicus which
dominates social sciences (cf. Douglas and Ney 1998), namely, the idea that human
individuals are, in the end, able to rationally assess their position in society and to
make judgments in their interest. As much as postmodern and particularly Foucauldian
discourse analysis and governmentality studies have, in fact, questioned the prevalence
of individuals’ rational judgment, adopting these approaches doesnot have to mean the
ultimate forsaking of one’s ability to step aside and wittingly assess the vicissitudes
of her or his position. However, affect theory does precisely this — it teaches us how
irreparably visceral our cognitive facilities are, even to the point of questioning the
very physical and mental integrity of an individual as a separate part of the human
community (cf. Brennan 2004; Blackman 2008). This uneasiness with such broad
consequences of affect theory is visible in often well-articulated critical reviews of the
field (cf. Leys 2011).
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the studies on “production of space” and “rhythm analysis”, provide
a truly radical espousal of immanence and put him at the forefront of
efforts to think outside the representational models.

Mapping the appearance of affect theory, I will point to the
controversies, the critiques and even the inconsistencies it has brought
forth. Finally, I will debate the new vistas for music and sound
research, abandoning the standard semiotic model and adopting some
of the ideas stemming from affect theory. Namely, I will discuss
the discovery of non-signified materiality in music and sound and
its potentiality to generate affects, the argued potentiality of the
excessive sonic affect to de-signify, or to interfere, distort or destroy
meaning, the ability of the materiality of the signifier to catalyse
affect production and, finally, the potentiality of social machines to
capture (“overcode”) the produced sonic affect through mechanisms
which are neither linguistic nor representational. In this regard, I will
point to the music and sound research which has already benefited
from asking these questions in recent years, both research which has
openly adopted the affective turn and that which has sought other
ways to theorise its approach.

Challenging the Semiotic Models

Therise of semiotics as such was hard to halter precisely because
it provided researchers within fields such as music studies a comfort
zone with a simple precept as to what their research should be about.
The ever-haunting question of “how is (social) meaning produced?”
could be simply translated to the question “how are signs produced
(in society)?” From the point of view of the fields of research which
were dominated by the positivistic paradigm for the better part of the
twentieth century, such as musicology and music theory, the latter
question was far easier to handle, as one could study the formal aspects
of sign production (that is, how, why and when certain parameters of
music text act as a signifier), conveniently deciding when and to what
extent one is to include the relevant context of the music practice in
question (cf. Tarasti 1994; Hatten 2006). Moreover, this approach
to applying semiotics in music studies did not destabilise the firm
ontological status of musical work and musical text which it had
acquired in musicology and music theory (cf. Goehr 1992). Needless
to say, this avenue of research is in sharp disharmony with the initial
impetus of structuralist semiotics, as a study of sing production in the
culture itself, with an astute understanding of the societal context, as
advocated by, for example, Roland Barthes and Claude Lévi-Strauss.
The crux of semiotics as the study of meaning-making has been
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the discovery that language and communication are ordered by the
system of sign production, whereas the relation between the signifier
and the signified is at least to a certain extent arbitrary and socially
produced. It is precisely this unfathomable and changing arbitrariness
which the simplified model of semiotics, applied in music studies and
honouring musical work, was not able to grasp.

However, if we go back to the 1970s, when semiotics was
still an underused concept in musicological discourse, disquieting
voices can be traced amongst the leading French theoreticians which
prophetically foresaw the vicissitudes of the wide and simplified
application of this approach. They questioned the limits of the
linguistic turn in cultural studies, warned of the irreducibility of life
itself to “text” and pointed to the importance of desire, pleasure and
enjoyment, and to the role of lived intensities placed into a concrete
physical context. Furthermore, these voices came from both within
and beyond the circles of semiotics. Among the semioticians, Roland
Barthes in his late oeuvre endeavoured to open avenues of research
which would destabilise the discursive production of signs as the
focus of art criticism. In his study “Le grain de la voix” (”The grain
of the voice”, 1972), he questioned the capacity of “language”, which
was, purportedly, “the only semiotic system capable of interpreting
another semiotic system”, to interpret music (Barthes 1977). Barthes
introduces the concept of the “grain” in order to theorise the bare
materiality of the singing body which is produced in-between the
language and the music:

Listen to a Russian bass (a church bass — opera is a genre in which the
voice has gone over in its entirety to dramatic expressivity, a voice with
a grain which little signifies): something is there, manifest and stubborn
(one hears only that), beyond (or before) the meaning of the words, their
form (the litany), the melisma, and even the style of execution: something
which is directly the cantor’s body, brought to your ears in one and the same
movement from deep down in the cavities, the muscles, the membranes, the
cartilages, and from deep down in the Slavonic language, as though a single
skin lined the inner flesh of the performer and the music he sings (Barthes
1977: 181-182).

Barthes does not apply this kind of reasoning solely to music: in
one of his last oeuvres, La Chambre claire (1980) Barthes discussed
the effects of photography on the spectator by developing the twin
concepts of studium and punctum: while studium encapsulates the
effects which can be construed through semiotic methods, the cultural,
linguistic, and political message of the photography, punctum stands
for the direct relationship which occurs between the object and the
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beholder which cannot be grasped linguistically (Barthes 1981).
Furthermore, Barthes portrays this encounter as deeply visceral,
describing punctum almost as a physical wounding of the spectator.

However, while Barthes tried to find words to speak of this
carnal leftover, these phenomena which cannot be encapsulated by
semiotic methods, the other theoreticians whose arguments I intend
to illustrate — Henri Lefebvre, Gilles Deleuze and Félix Guattari —
were more openly critical about the rise of semiotics itself. The
foothold of their critique of semiotics was a result of their allegiance
to the thought of radical immanence, whereas they viewed semiotics
as another social machine, or a field of social production, which
aims to govern our lived experience and to misrepresent it through
introducing the field of transcendence. In the Foucauldian sense,
semiosis, the production of the sign itself, was thereby seen as a social
apparatus of power, and semiotics as a part of a mechanism which
produces the power-knowledge used to govern individuals. In the first
book of their project on Capitalism and Schizophrenia, Anti-Oedipus
(1972), Deleuze and Guattari introduced the concept of a “body
without organs” in order to conceptualise the locus of desire which is
in its essence non-signified, the deterritorialised schizoid flow which
“knows nothing of the law, lack, and the signifier”, which exists as
such on the plain of immanence prior to being ushered into the sign-
producing social machines (Deleuze and Guattari 1983). As Michel
Foucault observed, semiologists (together with psychoanalysts) are
openly targeted as authors’ adversaries and marked as “the poor
technicians of desire [...] who would subjugate the multiplicity of
desire to the twofold law of structure and lack” (Foucault 1983: xii—
xii1). Discussing the ways in which signification is produced as a
way of interpreting desire, Deleuze and Guattari speak of it as an
another “Oedipalisation” technique, which is always retrospective,
describing not what is produced but what is a posteriori perceived as
meaning and escaping the moment of the flow of the desire itself (cf.
Deleuze and Guattari 1983: 66).

Henri Lefebvre, perhaps more strongly and adamantly than any
other modern philosopher, strives to bring the notions of discursive
and symbolic order back into the material reality and to show how
they operate at the level of the lived experience. In this regard, his
most important work remains the study on “production of space”
(La production de [’espace, 1974), where he develops a specific
spatial dialectic which teaches that lived space is reached through
an affective and laborious process in the materiality of everyday
life. Even more openly than in the case of Deleuze and Guattari,
Lefebvre outspokenly develops a critique of semiotics, insisting
from the opening pages of his study that the experience of space
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cannot be reduced to encoded information, and that semiotics as
a study of the sign relying on linguistic models cannot answer the
question of the social totality of a space. According to Lefebvre, by
“means of deciphering”, semiotics would have social space reduced
to the “status of a message, and the inhabiting of it to the status of
a reading” (Lefebvre 1991: 7). Although Lefebvre does not reject
the concept of sign, he insists that symbols and metaphors are
realised through space as physical objects and that their “meaning”
is inseparable from their appearance — in other words, they cannot
be reduced to the level of information. Therefore, he introduces the
concept of monumentality, arguing that the codlfymg approach of
semiology, which seeks to classify representations, impressions and
evocations [...] is quite unable to cover the facets of the monumental”
and “it does not even come close, for it is the residual, the irreducible
— whatever cannot be classified or codified [...] which is, here as
always, the most precious and the most essential” (Lefebvre 1991:
220). Furthermore, “meaning”, a term that Lefebvre identifies with
the lived social reality, is not produced by the mere decoding of the
signs present in a space, but is the result of the direct production
of the space, which is conditioned by social contradictions and as
such always represents an ambivalent process of uncertain outcome
(cf. Lefebvre 1991). In his last major work, dealing with “rhythm
analysis” and pubhshed in 1992 (Eléments de rythme analyse: Intro-
duction a la connaissance de rythmes), Letebvre also explicitly deals
with music. The key question Lefebvre poses is whether musical
time coincides with “lived time”, that is, whether musical time is
inextricably sociospatial. Answering affirmatively and renouncing
the possibility of the existence of imaginary time that exists outside
of the social space, Lefebvre actually waives the possibility of the
existence of “meaning” as transcendental in relation to the material
rhythm of the body (Lefebvre 2004).

Affect Theory and Music Studies

Affect theory finds its inspiration in these pioneering efforts
to expand critical theory in order to theorise phenomena which are
ineffable, or which remain irreducible to techniques of discursive
analysis. Affect theory took shape as a specific branch of critical
theory during the first decade of the twenty-first century, directly
linking itself to the feminist literature which spoke of the body, as
well as to queer theory which introduced the discourse on emotions
in cultural studies (Hardt 2007) — the fields of knowledge which had
already destabilised cultural studies from the inside, questioning its
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basic model, which had essentially remained structuralist, and asking
questions about the resistance that our bodies and emotions provide to
a seemingly orchestrated processes of labelling. From its onset, affect
theory was positioned as a deeply heterogeneous field, conjoined by
an overall questioning of the notion of the Cartesian duality of “spirit”
and “body” and, in this respect, the paradigm of homo oeconomicus
(see fn. 2). Two broad branches developed, one inspired by the
psychological tradition and writings of Silvan S. Tomkins, where
affects were interpreted as specific biologically based pre-emotional
states, phenomena which precede emotions or which are not articulated
as emotions (cf. Tomkins 1995), and the second, inaugurated by Brian
Massumi and shaped by the strong influence of ontology developed
by Gilles Deleuze (and Félix Guattari). In its short history, affect
theory tried to find its position by resisting a relapse into psychology
or queer/feminist cultural studies, becoming more than philosophical
reflection, escaping post-Heideggerian phenomenology and, finally,
openly flirting with or adopting cognitivism. In my research I choose
to follow the second current of affect theory, launched by Brian
Masumi when he identified affect with intensity, understood in terms
of Deleuzian ontology (Massumi 2002).° This means that there is an
ontological as well as a disciplinary gap between affect and emotion:
affect cannot be named as emotion-like, or a pre-emotional state, as it
stands completely outside the discursive realm, presenting as the pure
unsignified defaced intensity which is produced on the edges of the
actual and the virtual.® This philosophical interpretation of affect is
perplexing as it gives few answers, but it is also deeply significant as
it opens new avenues of research. Understood as such, affect theory
transforms into the study of materiality which is dehumanised and
deindividualised (cf. Brennan 2004, Thrift 2008; Seyfert 2012).
What are the consequences of this deeply ontological
thesis on the ways we answer the seemingly simple question of
“how social meaning is produced” and what is the role of music
practices in this process? Should we delve so deeply into these
questions when doing ostensibly straightforward research in the
well-defined purview of our disciplinary borders and, if so, to

5 One of the benefits of grounding affect theory in Deleuzian ontology is the opportunity
to get involved with the legacy of the Deleuzian philosophical lineage in theorising
affect, most famously with Baruch Spinoza, but also with Friedrich Nietzsche, Henri
Bergson, etc.

6 This, of course, presupposes that we accept that emotions are on some level also
socially and discursively constructed. My aim is to radicalise this perspective and
to claim that, for example, we cannot speak of affect of fear, or affect of affection.
The question of the singularity of affect (in other words, what is an affect) should
be answered solely based on Deleuzian ontology, as an intensity produced in a single
transformation of the reality of the virtual into the actuality of the real.
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what extent should we discuss these issues? In order to answer
these challenging questions, I will refer to a simple diagram (see
illustration 1). My argument is that even seemingly unproblematic
research, well and narrowly defined in disciplinary terms, is on
some level, at least in the humanities, inevitably conditioned by
a certain ontological understanding of the world, either of our
own, or the one that percolates the dominant paradigm of our
d1sc1p11ne and which we uncritically adopt. Semiotic models of
music research are based on a fallacious equivocation, where the
question “how is meaning produced?” is simply translated to the
question “how are signs produced?” This has to occur with the
(tacit or articulated) presupposition of transcendence, as in order
to reduce meaning to signs we have to neglect the materiality
of the signifier and the embodied resistance to the processes of
semiosis, to observe the signs as transcendent codes and to ignore
the physical resistance of the bodies and the socius in the process
of inscribing the meaning they purport. In Platonic words, the
material world remains the world of shadows, easily shaped by
the play happening in the “real” world, the world of “ideas™. If we,
however, accept that affect is in the being, we also claim that the
process of meaning-production occurs on the plain of immanence,
in which both the materiality of the signifiers and the flows of
affect operate. Instead of asking one straightforward question,
we then have to ask three related, albeit different and sometimes
divergent questions — not only how sings are produced (taking into
account their materiality), but also how affects are produced and,
finally, how affects contribute to the production of meaning in situ,
that is, in the lived spatiotemporally situated experience. These
additional questions lead us to new avenues of research which
open new vistas for investigating music practices: the discovery of
the non-signified materiality and its potentiality to generate affects,
the potentiality of the excessive affect to de-signify, the ability of
sign machines in their full materiality to catalyse the production
of intensities and, finally, the potentiality of social machines to
capture (“overcode”) the produced affect through mechanisms
which are neither linguistic nor representational.
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SEMIOTICS AFFECT THEORY

How is meaning produced?

How are
affects

How are signs produced? produced?

How do affects contribute
to the production of
meaningin situ?

Diagram 1.

The Discovery of Non-Signified Materiality

The semiotic model of music research has led scholars to focus
on the bits of a musical text that we can recognise as signifiers that
provide reference to the signified which lies outside the text itself.
Unravelling a musical text (or even a musical event) as a repository
of references which interconnect with other musical and social texts,
our analysis becomes essentially biased as it reduces itself to the
“hunt for codes” and fails to comprehend the musical/sound event
in its full materiality. The questions remains, what is left of a music
event when it is divested of all the bits that can be subjected to
deciphering, and what is the function of this “leftover”? The answer
brought forward by the affective turn is that it is precisely the non-
signified materiality of the sonic event which shapes its potentiality,
as a “vibrational body” to generate affect. Understanding affect as the
intensity unleashed through the collisions of bodies, its production
is fundamentally based on the intrinsic capacities of bodies to affect
their surrounding bodies.” Understanding the features of the sonic
event which are not encapsulated by semiotic models, and which in
terms of customary musicological analysis might seem dangerously
superficial (such as volume, timbre, texture, etc.) we can understand

7 Baruch Spinoza defines affect as “affections of the body by which the body’s power
of acting is increased or diminished, aided or restrained, and at the same time, the ideas
of these affections” (Spinoza 1994: 154).
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its power to affect the individuals who engage in music practices.
Thus, studying the non-signified materiality of music does not
entail giving up music analysis itself, but it does entail a change of
perspective and a consistent reconsideration of the existing models of
analysis when they prove inadequate to grasp the germane features
of the sonic event.

Proving that this kind of analysis has merit for the traditional
repertoire of ‘“classical music”, Lawrence Kramer has recently
tackled the analysis of the non-signified layers of musical text in
some of the canonical works of Western music engaging with Jacques
Lacan’s concept of sinthome (Kramer 2004, 2009). Lacan introduced
the concept in his seminars on psychoanalysis in 1975 in order to
“conceptualize what of the symptom cannot be reduced to structural
determination — that is, to a determination ‘of language’” (Brousse
2007: 83). Sinthome thus represents the layer of materiality which
seeks no interpretation but appears as a pure jouissance without
reference. Discussing the finale of Beethoven’s String Quartet in E
minor, op. 59, no. 2, Kramer describes what he calls the “craziness”
of “probably the most transcendentally buffoonish movement that
Beethoven ever wrote™:

When it begins with a theme on two left feet, a lurching dotted figure in
what seems to be the wrong key, we know we are in for a wild ride — and
sure enough the harmony lurches as well as the tune. This key-switching is
a travesty of the first movement’s mode-switching. It makes neither formal
nor dramatic sense, nor is it supposed to. Instead it represents a Lacanian
“sinthome,” an action full of “idiotic pleasure,” in Slavoj Zizek’s phrase, a
pleasure embraced precisely because it is mindless, meaningless, heedless
(Kramer 2009: 72-73).

Inhis earlier study, Kramer provides an in-depth analysis of the texture
and harmony of the first movement of Beethoven’s Piano Sonata in
G Major, op. 31 no. 1, in order to show how this “idiotic pleasure”
not only does not refer to something outside of musical enjoyment,
but how it can also influence the underlying tonal structure of the
movement (Kramer 2004: 303-306). Kramer’s succinct analysis
proves that, in order to understand how music functions as a sonic
event, there is a need to approach the non-discursive “leftover”,
even in the pieces of Western art music where one would think that
nothing had escaped the purview of both traditional and semiotic
analysis.®

8 The Lacanian concept of sinthome and its application in music analysis is further
explored in Michael L. Klein’s forthcoming book Music and the Crises of the Modern
Subject (Klein 2015; cf. Klein 2012).
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The sonic event discussed by Steve Goodman in his study on
“sonic warfare” is of a completely different kind, but testifies to the
kindred dissatisfaction with the idea of sonic media which merely
communicate meaning and to the effort to escape the “linguistic
imperialism that subordinates the sonic to semiotic registers” (Goodman
2010, 82). The object of Goodman’s analysis is sonic warfare, the “use
of force, both seductive and violent, abstract and physical, via a range
of acoustic machines” which aims to “modulate the physical, affective,
and libidinal dynamics of populations, of bodies, of crowds” (Goodman
2010: 10). In order to explore how the sonic functions as an instrument
of war, Goodman is thus not interested in sound as a transmitter of the
message, but in its capacity to affect, even hurt the listener in a visceral,
physical way which often relies on the vibrational/timbral qualities
of the sound and its sheer intensity, also reminding us of Barthes’s
concept of punctum. Kramer and Goodman represent two distant
poles, even in disciplinary terms (whereas Kramer remains firmly in
the purview of musicology, Goodman’s work could be described both
as an essay in affect theory and sound studies), but both prove that, in
order to understand asound event and its capacity to affect, we have
to pay attention to the non-signified materiality of the sound event and
listen to the layers which lie outside the web of codes.

The Potentiality of Affect to De-Signify

Once we have discovered the potential of the non-signified
materiality in music to generate affect, the question we have to pose
is how this affect interferes with the purported meaning of the music.
One of the possible answers is to argue that excessive affect can distort,
deconstruct, or even destroy the meaning. In Deleuzoguattarian
terms, one can argue that the affect produced on the surface of the
socius can destabilise and break the linkage between the social
machine and the body without organs, revealing the pure autonomy
of the affective. In the 2012 documentary film The Pervert’s Guide
to ldeology, directed by Sophie Fiennes, Slavoj Zizek, presenting his
own screenplay, makes a similar claim in connection to the German
metal band Rammstein, and particularly their live_performance of
the song Reise, Reise, originally released in 2004.° Zizek denounces
criticism of Rammestein as sympathisers of Nazism, based on their
use of performative elements of the Nazi Party in live performances,
claiming that the band actually corrupts this ideological text:

9 Zizek has not (yet) treated this example in published work. His argument has been
addressed by some of the online critical reviews that this film received (Brody 2012;
Costa 2013; EDA Collective 2014).
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Watch them closely and it should become clear that Rammstein, rather
than promoting it, has actually found the key to undermining Nazism. By
clearing fascist propaganda of all its content and presenting only the empty
frame — the gestures without precise ideological meaning — Rammstein is
able to denude fascism, emptying it of its power as a solution for social
ills. By fighting Nazism like this in its pre-ideological state, music fans can
enjoy the meaningless collective gestures while the band critiques fascism
from within (Brody 2012).

Rammstein thus allows the enjoyment of the physical enactment
of the performative elements connected to Nazism “in their pre-
ideological state” (Costa 2013), destroying the code which would
otherwise unequivocally convert the physicality of the performed
signifier into the ideologised signified of Nazism. It is important
to emphasise that this destruction of the code is not performed by
discursive means — it is not in any linguistic way explicated to the
audience. This intensity of affectation also fails to recognise the
boundaries between the senses: the affect of the live performance
of Reise, Reise is at the same time sonic, performative, visual and
gestural, and the purviews of our particular sensual faculties combine
in the univocity of the lived situated experience. It is brought forward
by excessive affect, by the overemphasised enactment of the gestures
accompanied with the intense sound layer, which in a certain way
“overload” the capacity of the desiring-machine to overcode the
affectations of the body and destroy its link with the physicality of
the signifier. It is as if the “volume” — understood as the intensity
of the transmission of the code — has been increased to such a level
that the message of the transmitted code becomes incomprehensible
to the receiver, the level where the “noise” overwhelms the code.
Crucially, it then becomes the domain of the receiver themself, the
capacities of their own body, to destroy the code by diving into the
field of unsignified pure enjoyment in the intensity, or even to produce
a new code in order to comprehend the materiality they encounter.'
It is through these instances that we find the autonomous agency of
affectation itself offering avenues of freedom from the Oedipalising
structures of the discursive apparatuses.'!

10" Similarly, Ana Hofman discusses how the Partisan songs have been reused in the
current political setting of Slovenia through their partial resignification, insisting on the
role of affects of the performances (and rehearsal) as a key mechanism in this process
(Hofman 2015).

II' “For indeed, no one has yet determined what the body can do, that is, experience
has not yet taught anyone what the body can do from the laws of Nature alone, insofar
as Nature is only considered to be corporeal, and what the body can do only if it is
determined by the mind” (Spinoza 1994: 155).
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The Discursive Apparatus as a Catalyser of Intensities

If affect is produced at the encounter of bodies, discursive
apparatuses can only be capable of engaging in this production
through the materiality of the signifier itself, the physical body of
the apparatus, understood not only as a “discourse” but as a web of
physical objects which embody the discourse as a social machine (cf.
Agamben 2009). In other words, discourse as such cannot produce,
generate affects ex nihilo, without the proxy of an embodied
apparatus. However, it can engage in catalysing the affects which
are produced at the meeting point of the bodies, as a catalyser which
remains outside the production itself, but multiplies its speed and
intensity. In other words, encountering a body which is a signifier
produces greater intensities than encountering a “mere” body. How
we understand, theorise and explore this role of discourse as catalyser
of intensities and still remain faithful to radical immanence is a key
question. I propose three points by which these inquiries can differ
from the stereotyped critical discourse analysis: the understanding
of the full materiality of the discursive apparatus, doing research in
situ and reconceptualization of the ways in which discourse operates
through the concept of embodied memory. As examples of this
approach I cite two studies which explore distinct social practices
in the contemporary post-Yugoslav space: Ana Petrov’s study on
Tereza Kesovija’s recent concerts in Belgrade (Petrov 2015) and
my study of Serbian pilgrimages to Kosovo (Atanasovski 2015).
Petrov focuses on the ways in which the discourses of Yugonostalgia
are actualised in Kesovija’s live performance by scrutinising the
interplay of the performed songs themselves, Kesovija’s rhetoric
and the affective ecology produced at the event. In my study, I dealt
with the soundtrack of the pilgrimage route, showing how certain
pieces of music (both a contemporary revived Byzantine chant and
Serbian patriotic folk songs from the late 1980s) act as mnemonic
palimpsests, hybridising the physical experience of the pilgrimage
with the apparatus of Serbian religious nationalism. In both cases,
Petrov and I start off with our own situated physical experience of the
music event, using participant observation as the primary method of
research. The situatedness of the observed individuals, their physical,
embodied presence at the concert or pilgrimage, the sense of “being
there”, is seen as a key factor in both producing and catalysing the
intensities. Furthermore, we analyse the physical materiality of the
music objects which affect the individuals who are the subjects of
the studies. In this regard, the analyses are deeply situated in the
time and place where the observations took place and neither author
makes attempts to generalise their conclusions beyond the scope of
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the studied events. Finally, in order to explain how the discourse of
Yugonostalgia or Serbian nationalism is embedded in music artefacts,
we deal with the mechanisms of embodied memory, which is situated
in the bodies of the individuals who participate in a practice, and not
in the discourse understood as other to the immanent materiality. In
other words, this mode of analysis follows Guattari’s precept that
“the signifying structure does not transcend the libido” (Guattari
2013: 24), exploring how it is embedded directly within the flows of
intensities.

Overcoding the Affect

It is important to note that in the previous examples it was the
co-situatedness of the discursive apparatus and of the bodies engaged
in the production of affect which gave meaning to the lived experience
of the individuals taking part in the particular social practice. In other
words, the production of situated social meaning in its essence did
not occur through a discursive mechanism, but through the physical
agency of the apparatus. In explaining how desiring-machines operate
on the body of the socius, Deleuze and Guattari described these
processes by coining the term “overcoding”: the machinic production
of desire is reterritorialized through the presence of the social machine
which striates the smooth surface of the body without organs,
capturing its affect and subjugating its flows (Deleuze and Guattari
1983, 1987). Overcoding is thus a process through which affects and
flows produced through an initial encounter of bodies and codes are
rigidified, re-inscribed in a symbolic, imagined transcendent plane.
This overcoding is never complete, as the fullness of the rhizomatic
body is unsusceptible to its mechanisms. However, the question
remains, how do the mechanisms of overcoding operate outside the
discourse itself, and how can the sonic affect be captured by these
mechanisms? In their opening discussion on the 2010—11 riots which
broke out in the UK in response to public spending cuts and increased
tuition fees, Marie Thompson and Ian Biddle emphasised the role of
popular music in mobilising the protesters in spite of the fact that
it “had no overt political content”. As they report, protesters were
“dancing, marching and chanting along to a variety of soundtracks”,
and the music helped “to instill a sense of collectivity” in the protesting
community (Thompson and Biddle 2013b: 2-3). Not only did the
music not carry any message related to this political intervention, but
it can also be seen as another commodity of the post-industrial age
which is part of “the exploitative practices of the culture industry and
mainstream musical production” and thus an active part of the system
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that protesters were rioting against. The soundtrack of the riot was
“not transgressive, subcultural or radical” as one would expect it to
be in order to express the ideas of the protest:

In short, this music is entirely incompatible with traditional or normative
understandings of politically conscious or politicized music: it resists nothing.
And yet, in spite of its semantic content and its modes of production, this
chart pop music was made to facilitate resistance. [...] Instead of providing
a message of opposition for people to rally around and to identify with,
music mobilized bodies through affective transmission. Sound was used to
create a particular ambience or atmosphere, via the induction, modulation
and circulation of moods, feelings and intensities, which were felt but, at
the same time, belonged to nobody in particular (Thompson and Biddle
2013b: 4-5).

Thompson and Biddle’s case study offers a window onto
some important questions: how can a situated musical event take
part in creating affective ecologies and producing social meanings
which are not in any discursive manner connected with the content
of the music itself, or even go against its ostensive signification? In
other words, how does sonic affect become overcoded in a concrete
spatiotemporally situated experience, creating a social reality in
seemingly unexpected ways? Again, in order to provide an answer
the analysis has to be finely tuned in order to grasp the circumstances
of the given sonic event.

Conclusion

The cited examples of contemporary sound and music studies
prove the complexity and variegation of the challenge which
affective turn presents to our disciplines. The questions that we are
impelled to pose when stepping outside the semiotic model are both
divergent amongst themselves and asking for a different kind of
analysis compared to what we are used to — different methods and
competences through which we truly enter into the postdisciplinary
age. Importantly, the affective turn challenges us to restructure and
extend both the view from without and the view from within the
music itself:

» Listening from within, in order to understand how the music
or sound event creates intensities in the lived experience, we
need even closer reading/listening to the sound itself. We
need to truly understand the properties of the sound event, as
a vibrational body, which empowers it to interact and affect
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other bodies. This analysis may look superficial, even shallow,
but this is precisely because it orients towards the surface of
the event, the layer which most poignantly affects/wounds
the body of the listener. And in situations where existing
modes of analysis prove inadequate to address the questions
of volume, timbre or texture, we need to find innovative ways
of grasping and theorising these aspects of sound.

* Observing from without, our understanding of the context
in which a certain sound appears has to be highly tuned to
a concrete the spatiotemporal position and the exigencies
of the event with its multi-layered web of meaning. Beyond
understanding what object a certain signifier in a musical text
refers to, we need to explore the sound event as a palimpsest,
where different layers of meaning can trigger different
embodied memories through the participatory practices
and music artefacts. Ideally, this kind of analysis asks for
participation on behalf of the researcher themself, who would
— much in terms of the Lefebvrian “rhythmanalyst” — expose
their own body in order to capture the rhythm of the lived time,
to understand the mechanisms of catalysing and overcoding
of the affects which occur in situ.
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Cphan Atuanacoscku

INOCIIEAULE ,,3A0OKPETA KA AOEKTY”: UICTPA’KUBAIGE
MVY3UUYKHUX ITPAKCH U3HYTPA U CITOJbA

(Pe3ume)

Y 0BOM pagy HCTpaxkyjeM H3a30Be KOje TaKO3BaHU ,,3a0KpeT Ka adexry’’ y
KyJITypallHAM CTyJHjaMa [0CTaBJba IpeA nocrojehe Moaene HCTpakuBamba My3nd-
KHX TIPaKcy M ManupaM MOryhHOCTH HeroBe puMeHe y My3ukojioruju. [1pu Tome
TI0JIa3UM OJI CTaHOBHINTA JIa C€ ,,320KPeT Ka aeKTy” MOXKe TYyMauuTH y OINO3H-
IIUjH TIpeMa OHOME IITO Ce MOXKe O3HAUUTH Kao CTaHAApHM (WJIM TPaHCIEHJICH-
TaJHH) ,,CCMHOTUIKH MOJIEN, a KOJH je, OTBOPEHO Wi npehyTHo, mpuxBaheH xao
OTIIITE MICHE Y CPEepH CTYIHja My3HUKe U KyATYPaTHUX CTYIHja YOIIITE U KOJH ce
mpeodpasno y CBOjEBPCHY ,,30HY KoM(dopa” caBpeMeHHX UcTpakuBada. Kako Oux
(bopMynucao KpUTHKY CEMUOTHUYKUX MOJIeIIa HCTPaKMBaba, TI03UBAM CE Ha CIHCe
TeopeTHyapa Koju cy OWIn akTUBHHM TOKOM Ce/lamMJieceTuX rojuHa XX Beka — AH-
puja Jlepenpa (Henri Lefebvre), XKuna Jlenesa (Gilles Deleuze) n ®@enukca 'ara-
puja (Félix Guattari) a koju cy OWIN U3paXCHO KPUTHYHU ITpeMa CeMHUOTHIN Beh
Y BEHOj KOHCTHTYTHBHO] (hazu. CarnenaBajyhu mosbe ctynnja agexra ykasyjem Ha
MIPEIHOCTH OHE I'PaHe OBUX CTy/H]ja Koje aeKT BUie Ka0 HEO3HAUCHH HHTEH3UTET,
MIOCTaBJbCH y KOOpAMHATaMa OHToJoLIKor cuctema JKuma [Jlenesa. OBo Hac Boxu
K pasyMeBamy IIpolieca Ipou3Bolema 3HaueHma Kao MPOLEeCy KOjU ce oiBaja Ha
Pa3sWHU MMaHEHIH]e, Y KOjOj ONEepHIy KaKo MaTepHjaTHOCTH 03HAYNTEIbA, TAKO
ToKOBH adekra. Kako moreHmmjamHe mocieaniie Teopyje apexra 4ecto ocTajy He-
pasjammene, Bepyj eM 1a Ou OmITo mMoceOHO TUTOTHO Pa3MOTPHTH YETHPH yCMEPeHa
HCTpaXUBamba Koja ce HOME OTBapajy, a Koja OICTyTajy OZf CTaHZAPAHOT MoJeNa
CEMHMOTHYKUX aHaiu3a: oTkpuhe Heo3HaueHe MaTephjaHOCTH M HCHOT IMOTEH-
Lyjaja Ja reuepuiie aexre, MoTeHIUjal TPEKOMEpHOT a(beKaTa Jia pa3o3HavaBa,
CIOCOOHOCT 3HAKOBHMX JPYIITBEHHX MAIIMHA Ja Y CBOjO]j ITyHO] MaTepHjaaIHOCTH
Jeyjy Kao KaTalu3atop y NMpPOW3BOIEM WHTCH3MTETA, M, KOHAYHO, ITOTCHIHjaIl
JPYIITBEHUX MaIlMHA J1a HATKOANPA]y TPOU3BEACHE aeKTe KPo3 MeXaHu3Me KOju
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HHCY HU JIMHIBUCTHYKU HU PeNpe3eHTalnoHl. Ha 0CHOBY 0BOTra H3BOJMM TBPIELY
J1a 320KpeT Ka aeKTy y CTyaujaMa My3uKe MOKe MIPY>KATH APYTadrje MOICINPAHE
KaKo IIoIvIeia U3HyTpa, Tako U romiesa crnosjba. Hanme, na 6u ce cpoBena HaBeze-
Ha UCTPaKMBAUKa MMUTaba, C jeJIHE CTPAaHE Cy HEOIXOAHU crennpruHo paspahenn
MOJIEINH ,,OIMCKOT YNTama” My3UUYKOI' M 3BY4HOT jgorahaja, a ¢ 1pyre pasymeBame
muper nepGpopMaTUBHOT U APYIITBEHOT KOHTEKCTA.
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Abstract

The article discusses a new model of the origins of choral singing in the context
of human evolutionary history. Hominid interaction with predators is seen as a
crucial force in the evolution of human morphology and behaviour. Group singing
and dancing, with body painting and the use of masks, are perceived as critical
elements of the strategy to deter predators and to put hominids into an altered state
of consciousness. In this state, humans do not feel fear and pain and are ready
to sacrifice their lives for the common goal. This psychological condition is still
important to many human group activities, particularly in religion and the military.
The mosaic distribution of polyphonic traditions is discussed in the context of the
origins of language and articulated speech.
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Introduction: The Problem of the Origins of Polyphony at the Turn
of the Millennium

The origin of polyphony is one of the biggest problems
in musicology. The ability of human groups to sing in complexly
organised musical texture has captivated the attention of musicians and
cultural historians for centuries. Apart from the scholarly importance,
this phenomenon has also acquired a wider ideological dimension.
Polyphony was considered a hallmark of European high musical
culture. As for the problem of the origins of this phenomenon, it was
widely believed to be a cultural invention by medieval European
Christian monks. This belief remained unshaken for centuries despite
the occasional appearance of contradicting facts.?

I josephjordania@yahoo.com.au

2 Among these facts, for example, was the discovery of polyphony among Polyne-
sians during their first meetings with Europeans in the 1770s (see Burney 1975: 84;
Beaglehole 1967: 944). Such facts, which were uncomfortable for the dominating
paradigm, were declared untrustworthy and were neglected as a result (see Kaep-
pler et al. 1998: 14).
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The paradigm of the medieval Christian invention of polyphony
continued well into the 20" century, until the newly developed field
of comparative musicology proposed a different model for the birth
of polyphony. Due to the presence of evidence of polyphony among
non-European peoples, the representatives of the great Berlin school
of comparative musicology came to the conclusion that polyphony
was not invented in the 9" century by Christian monks, but rather
was born earlier in traditional music and later spread to the European
professional music (see Schneider 1934-1935). Proposing a new
paradigm has never been a safe issue; this was particularly the case
in Nazi Germany, and Schneider’s book was publicly burned, along
with other banned literature that contradicted the idea of white
European supremacy.

In regards to the origins of European professional polyphony
the new paradigm allowed two possibilities. According to the first,
polyphony was born somewhere outside of Europe, and reached
Europe later via cultural contacts (the popular research trend of the
time was the model of “cultural circles”). The main proponent of
this idea was Marius Schneider, who considered polyphony to have
been born in South—East Asia (Schneider 1934-35). According to
another point of view, the main source for the European professional
polyphony was the archaic polyphonic traditions of local, European
peoples (Collaer 1960). In terms of the birthplace and age of
polyphonic singing, there were various suggestions. Victor Lederer
proposed that polyphony was born in Northern Europe (1906), Vasil
Stoin suggested that polyphony was born in the mountainous regions
of Bulgaria and later spread to other countries of the Balkan Peninsula
and the rest of Europe (1925). Dimitri Araqishvili did not claim that
polyphony spread to the rest of the world from Georgia, but was sure
that it was a local pre—Christian invention (1925).

During the comparative period of development in our discipline
(1880-1950), the dominant interest lay in “big themes”. It was
not only the origins of polyphony that comparative musicologists
were researching. Works on the classification of scales and musical
instruments, or the origins of music itself, together with other
theoretical and historical themes, were published in this period.
However, most of the works from this period had serious problems.
There was an insufficient number of high quality regional studies of
world musical cultures, so the new global theories were mostly based
on a mixture of inferior facts and second- and third-hand incomplete
information.> Even worse, comparative studies often made ambitious

3 For example, the representatives of comparative musicology, Siegfried Nadel and
Marius Schneider, who wrote extensively about the possible interactions between
Georgian folk and European professional polyphony (Nadel 1933; Schneider 1940,
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classifications of various musical cultures from the “lowest” to the
“highest” forms, and the adjective “primitive” was routinely used
in reference to many non-European cultures. This trend became
particularly untenable after the events of the Second World War.

From 1950 onwards the situation changed drastically. A
revolutionary new paradigm, based on the methodology of cultural
anthropology, tipped the balance to the opposite end. Even the name
of the scholarly field changed, from “comparative musicology” to
“ethnomusicology” (see Merriam 1960). The existing works that
were dedicated to the big theoretical and historical themes and
based on comparative methodology were severely criticised. Wide
(“horizontal”) comparative works were replaced by deep, “vertical”
regional studies of a single culture, based on the long-term participant
observation model of fieldwork (see: Merriam 1977; Hood 1960,
1971; Nettl 2005).

The new studies were written by experts who, as a rule, were
proficient not only in the musical traditions, but in the language,
history, cuisine, psychology and many other intimate parameters of
the studied culture. The comparative method was discredited and
mostly rejected along with the majority of the comparative studies
of pre-war Germany. The problem of the origins of polyphony, very
much like the other “big problems” of musicology, disappeared from
the mainstream publications. Even during the explosion of interest
in the origins of music (the first decade of the 21 century), despite
the obvious relevance of an ethnomusicological perspective on this
problem, mainstream ethnomusicology remained at a “safe distance”
from this “big” topic (although see Grauer 2006, 2007; Jordania
2006, 2011). The most ambitious research project of this era, Alan
Lomax’s “Cantometrics”, was created outside of academia and was
mostly criticized by professional ethnomusicologists.

By the end of the 20™ century the situation started to get more
complicated. Some ethnomusicologists started voicing concerns
about the absence of “big themes” in the discipline and started
questioning the total rejection of comparative methodology from
mainstream publications. One of them was Tim Rice, the head of the
biggest ethnomusicological department in the USA, UCLA. During
the 2001 ICTM Conference in Rio de Janeiro, Tim Rice characterized
the rejection of comparative methodology after 1950 with the phrase
“the baby was thrown out together with the bath water” (personal
communication on July 9%, 2001). The 2001 ICTM World conference
in Rio de Janeiro itself hosted the first theme about the possible
comeback of the comparative methodology, which received a less-

1951, 1961, 1969), never visited Georgia, let alone attempted such arduous endeavours
as learning the Georgian language or organising fieldwork in Georgia.
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-than—enthusiastic response from mainstream ethnomusicologists.
This concern was well defined in a polemical article by Tim Rice
himself, published almost a decade later in the central journal of
the field, Ethnomusicology: “Disciplining Ethnomusicology: A Call
for a New Approach” (Rice 2010). Sympathy towards comparative
methodology is quite evident in the works of another prominent
American ethnomusicologist, Bruno Nettl (Nettl 2005: 60—73). Nettl
noted the returning sympathies towards the comparative method
among some scholars in the 1970s, although we cannot by any
means talk about the acceptance of comparative methodology in the
mainstream ethnomusicology of that time.

Today we are possibly on the verge of the third period of
development of our discipline. The return of the comparative
perspective seems a logical step after the long period of extensive
regional studies. Nettl notes of the comparative method that, by
the year 2000, “it is clearly here again, though without an explicit
methodology and usually without being named” (Nettl 2005: 63).
Some ethnomusicologists and musicologists (among them Steven
Brown, Michael Tenzer, Pat Savage), active supporters of the official
return of comparative methodology, have tried to bring it back to life
during recent years, seeking closer contacts with a broader circle
of scholars from several fields. The first meeting of the supporters
of the revival of the comparative method was held in Vancouver,
Canada, at the conference Analytical Approaches to World Music in
May 2012.

Of course, if we are to compare regional (“vertical”) and
comparative (“horizontal”) methods, we have to acknowledge
that deep regional studies are the “backbone” of ethnomusicology,
because regional studies can certainly exist without comparative
studies, whereas comparative studies depend totally on the number
and quality of regional studies (Hood 1960: 233). The selection of
methodology for any research project should naturally depend on
the research aims of the project. A decent research project on topics
with a broader perspective, such as the phenomenon of the drone,
the distribution of string instruments or the origins of round dances,
is impossible to conduct without a wide comparative approach.
Research into the origins of polyphony is one of the obvious cases
where the comparative method is absolutely necessary.

Furthermore, during my research I came to the firm conclusion
that, for understanding the processes that led to the origins of
polyphony as we know it, the comparative method alone is not
enough. Studying the amazing variety of vocal polyphonic traditions
throughout the world and creating stylistic parameters for their
comparison is in itself a formidable task, but it is only the first step of
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the research. In order to gain an idea of the historical forces that led to
the existing picture of the distribution of polyphonic styles, I had to
go much further. I gradually entered the realm of cross—disciplinary
and interdisciplinary research, including such widely ranging spheres
as physical anthropology, speech pathology, primatology, and even
military psychology.

The conclusion that I reached during over 30 years of research
proposed a complete change in my understanding of the roots of
choral polyphony. According to my new model, the phenomenon of
vocal polyphony is not a late cultural invention, but an important
part of the hominid* survival strategy. This strategy was developed
by the forces of natural selection. The tradition of vocal polyphony,
according to my model, was an integral part of the wider defence
system from predators, with extremely ancient origins. Ever since,
the development of articulated speech polyphony has been gradually
disappearing throughout the world>. My research resulted in a
number of unexpected proposals and bold predictions, not only in
ethnomusicology but in several other disciplines as well, from the
origins of human intelligence, language and speech to the distribution
of stuttering and dyslexia.

Now, after the short introduction to the history of research on
the origins of polyphony, let us discuss the main characteristics of the
new possible solution to this problem. As I will be trying to present
the results of a very wide circle of problems, it is inevitable that
some important ideas will not be mentioned, some will be presented
very briefly (with due references to other publications where the
full accounts can be found), and some topics will be granted a more
detailed account.

Comparative Study of the Origins of Polyphony and Beyond

A comparative study of the variety of polyphonic traditions in
the world was the starting point of my research. As I soon found
out, apart from two editions of the book History of Polyphony by
Marius Schneider (1934-35 and 1969), no other major work was

4 The term “hominid” is traditionally used by evolutionists to define a variety of
ancestral forms of Homo sapiens. In recent years some scholars have started using
this term to define a wider circle of species, including extant and extinct apes. They
suggested the term “hominin” to be used to denote human ancestral forms. In this
article the author uses the term “hominid” in the traditional understanding, designating
all forms ancestral to Homo sapiens.

5 Russian-Jewish scholar Miron Kharlap was first to propose the idea of the initial
wider distribution of archaic forms of polyphony and their subsequent loss (Kharlap
1972). But for Kharlap music and polyphony were not very old phenomena, as he
believed music was born out of human speech.
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available where the information about various polyphonic cultures
was gathered. When Schneider re-published his 1934-35 book with
a newly added chapter in 1969, for some reason he did not include
many of the polyphonic traditions that were known by that time. I
used a variety of strategies to fill the gaps in my knowledge of the
polyphonic traditions in various regions of the world. Organising
special conferences (from 1984 onwards) on traditional polyphony
provided a much needed breakthrough, as I was able to gain
knowledge not only from the papers presented at the conferences but
also from direct contact with the experts from various cultures. I have
to say that the process of gathering the information about various
polyphonic traditions is still ongoing, and I am sure will continue
while [ am alive.

It was an important methodological breakthrough for me when
I classified various elements of musical traditions according to their
potentially stable or mobile character (Jordania 2006: 189—196, 2011:
47-50). Based on the analyses of several examples of intercultural
exchanges (involving Georgian, Middle Eastern, African and
Polynesian musical examples), I came to the conclusion that some
elements of traditional musical culture can be extremely fluid and
mobile (for example, melodies and instruments). On the other hand,
I proposed that some elements were extremely stable. Two of the
most stable elements were the type of polyphony (drone, ostinato
and parallel polyphony), and the intervals that were predominantly
used as the “harmonic ethno—ideal of polyphonic culture” (dissonant
seconds or sevenths, or consonant thirds and sixths) in these cultures.

The first major breakthrough in understanding the reasons
behind the mysterious stratigraphy of monophonic and polyphonic
cultures was the understanding of the correlation between the
distribution of vocal polyphony and the physical anthropology data
(Jordania 1988, 1989).° It was nothing short of a shock when I first read
in the publications of the prominent Russian physical anthropologist
Valeri Alekseyev that populations of the Caucasian Mountains and
the Dinaric Mountains in the Balkans were extremely close in their
craniological parameters. Many other such correlations followed
over the next several years, to the point that I was able to predict
the presence of polyphony according to the physical anthropology
data (for example, this happened in the case of North Japanese
Ainus, and the mountain populations of North and Central Vietnam).

6 Marius Schneider was the first to notice that the distribution of choral polyphony
and the physical anthropology data were coinciding (Schneider 1934-35, 1951, 1969).
For a scholar interested in the worldwide distribution of polyphony, this is virtually
impossible not to notice. On the other hand, Schneider believed in the late cultural
origins of polyphony and, in my opinion, he did not go deep enough to reach the
primary causes of the human tradition of group polyphonic singing.
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My meeting with the Georgian physical anthropologist Malkhaz
Abdushelishvili and Russian anthropologist Valeri Alekseyev in 1985
was the first serious cross—disciplinary contact in my search for the
origins of human choral singing. Valeri Alekseyev’s untimely death
in 1991 cut short our plans for interdisciplinary collaborative work.
My 2006 book Who Asked the First Question? Origins of Human
Choral Singing, Intelligence, Language and Speech is dedicated to
the memory of Valeri Alekseyev and Malkhaz Abdushelishvili.

I cannot elaborate here on the correlation between the
distribution of vocal polyphony and related physical anthropological
types. This is a huge sphere in itself and those who are interested
might find a couple of examples of this correlation in my English
language books (Jordania, 2006, 2011, 2015). For those who want
to read the whole story, I would suggest my Russian language article
in the Soviet journal Soviet Ethnography, written at Valeri’s request,
or my first book, also published in Russian (Jordania, 1988,7 1989).

In 1995 I arrived in Australia. At about the same time a new
communication tool, email, began to revolutionize the interaction
between scholars. By the time my second book came out (Jordania,
2006) my knowledge of world polyphonic traditions was much wider
than in 1989.

Is Polyphony Appearing or Disappearing?

For the development of the current model of the origins of
polyphony the crucial moment came when I started compiling
the facts for two contradicting tendencies: (1) the disappearance
of polyphonic traditions, and (2) the appearance of polyphonic
traditions. I soon realized that there was actually only one historical
tendency: the disappearance of polyphony. I was able to find plenty
of examples of the disappearance of polyphonic traditions all over
the world?®, but I could not find a single example of the appearance

7 This article from Soviet Ethnography was soon translated and published in Bulgarian,
in the journal Muzikalni Horizonti (Jordania 1989a)

8 Here are a few facts on the disappearance of polyphonic traditions: In Italy,
Lombardy, singing in seconds was documented in the 15* century, but later disappeared
(see Ferand 1939). In Lithuania, the unique vocal polyphonic style sutartines, based
on the almost constant use of secondal dissonances, has disappeared over the last two
centuries (Rachiunaite-Viciniene 2002). In Latvia, the tradition of three-part drone
singing, recorded by A. Yurian at the end of the 19* century, has disappeared (Yurian
1907). In Estonia, a tradition of drone polyphony was recorded by Tampere at the
beginning of the 20* century, but disappeared later (Tampere 1938). In northern Russia,
a unique tradition of duet and trio singing with independent melodies was recorded by
E. Gippius in the 1920s, and was never heard again (Zemtsovsky 2000: 758). On Sicily,
according to the archive recordings, the western region was as polyphonic as the rest of
the Mediterranean island, but after the 1968 earthquake the tradition seems to have been
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of vocal polyphony in a previously monophonic traditional singing
culture. So it became clear to me that the historic link between
monophony and polyphony was working in the opposite direction
from what had been believed for centuries: the initial musical culture
of humanity was most likely based on polyphonic singing, and for
some reason it gradually disappeared over centuries and possibly
millennia. This was a complete change from the widely accepted idea
of the relatively late cultural origins of polyphony from the natural
development of monophony.

Before we start discussing the reasons for the gradual and mosaic
disappearance of choral singing in various regions of the world, we
firstly need to discuss the evolutionary forces that prompted our
ancestors to start singing in harmony. This problem is very close to
the problem of the origins of music, since the evolutionary forces that
prompted our distant ancestors to start singing in harmony were very
close to the forces that prompted our ancestors to start singing at all.

To be brief, I will go straight to the core points:

I was the first to pay attention to the fact that most of the
singing species on our planet live in trees (Jordania 2006: 303—-306). I
suggested that this was due to the fact that singing on the ground is an
extremely costly activity, as singing attracts predators. Furthermore,
when the singing species, which spend most of their time in the trees
and can fly away from danger, go down to the ground for a short visit,
they become silent (Jordania 2006: 305).

I proposed that our human ancestors were most likely already
a singing species when they came down from the trees (this
happened, as we know today, between 4 and 7 million years ago).
Amazingly, humans are the only ground-dwelling species that sing
(another neglected fact). On the other hand, there are thousands of
singing species, including singing primates that live in the trees

lost (Macchiarella 2008: 142). In Macedonia, according to local ethnomusicologists,
the tradition of Macedonian singing in dissonant seconds disappeared between the
1950s and 1980s (Bicevski 1986). In California, USA, according to historical sources
and archival recordings, interesting forms of vocal counterpoint that were present
among South Californian Indians also disappeared (Keeling 2001: 418). In Taiwan,
according to the archive recordings, the small mountain tribe Saisat had a tradition
of singing in parallel fourths that disappeared within the first few decades of the 20"
century (Tsang-houei 2002: 525). In Indonesia, according to Dana Rappoport, part of
the traditions of vocal polyphony in Central Sulawessi have disappeared over recent
decades (Rappoport 2004). In Polynesia, according to A. Kaeppler, the tradition of six-
part polyphony on Tonga was eventually lost, and partly replaced by late European
three-part singing (Kaeppler 1990). In Africa, according to Simha Arom, the tradition
of vocal and instrumental polyphony has been declining among pygmies from the
1970s (personal communication, letter from 7* August, 2007). In Georgia, cases of
the loss of the traditions of vocal polyphony are documented in Meskheti and Saingilo
Magradze 1986; Jordania 2000: 827. For more detailed information and more cases see
Jordania 2006, 2015.

84



Joseph Jordania A New Interdisciplinary Approach to the Study...

(for example, gibbons sing, even in family duets and groups. See
Geissmann 2000).

As we know, apart from human ancestors, the ancestors of other
big apes also came down from the trees. Even if they were singing
species at the moment of transition, it is very likely that, following
the life-saving strategy of tree dwellers that visit the ground, they
would become silent. So the crucial question for us to answer is not
why the ancestors of our closest living relatives stopped singing (this
is clear — for survival), but why our ancestors did not stop singing.
To answer this question, we will look to another sphere, the sphere of
defence strategies against predators in the animal kingdom.

Vocal Polyphony and Human Defence Strategies

Contrary to popular belief, not all animal species try to conceal
themselves in order to avoid predators. Some species do the opposite:
they try to be very visible, noisy, and even smelly. For this purpose
they develop bright, colourful or striped bodies, they try to look big,
they make hissing, growling, and clicking sounds, and they develop
an unpleasant and constant bodily smell. With their easily noticeable
appearance, noisy behaviour and smell, they try to communicate to
would-be predators that they are not afraid of them, and predators
would be better to leave them alone. For this purpose they even
developed specific style of locomotion — an awkward, sluggish
walking style, and fearless behaviour (as a rule they do not run away
from predators). Such animal species are known as ‘“aposematic
species” (Ruxton et al. 2004).

Examples of aposematic species are brightly coloured snakes
and spiders. They often make hissing, rattling or clicking sounds to
warn others to leave them alone. Aposematism among mammals is
not very well studied (although see, for example, Caro 2009), but the
skunk provides a good and widely known example. Not many people
know that, before using its deadly spray, the skunk goes through the
routine of aposematic display: feet stomping, waving its big and highly
visible bushy tail, standing on two legs to look taller, and making
growling sounds. Apart from these display features, the skunk is
constantly accompanied by a musky smell. In terms of behaviour, as
with other aposematic animals, skunk moves slowly and does not try
to run away from predators. All these are the elements of aposematic
display aimed at intimidating the predator.

After learning about the behaviour of aposematic animals, |
proposed that, following their descent from the trees, humans started
using the aposematic strategy of survival (Jordania 2011: 182—-196).
This was another completely new proposition, as humans had never
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been seen in the light of aposematic behaviour. Apart from behaviour,
the aposematic strategy gradually changes an animal’s morphology.
The aposematic nature of our ancestor’s behaviour is able to explain
plenty of human morphological and behavioural peculiarities: human
bipedalism, long hair on the top of our heads, long legs, or the use
of high military helmets could have developed in hominid/early
human evolution to create the appearance of being taller (Jordania
2011: 104-105). The use of body painting, clothes and masks can be
explained as efforts to look more intimidating (Jordania 2011: 106—
107). The human instinct to freeze in the most critical situations is
also very characteristic of the defence strategy of aposematic animals
(Jordania 2014: 179-182). Besides, humans are also known for a
strong bodily smell, which does not exist among the cryptic species
(for example, cats. Jordania 2014: 170-173). And of course, singing
in a group, accompanied by stomping, clapping, and synchronized
body movements, makes a highly effective intimidation tool (think
of something like a Maori Haka, traditionally performed in order to
intimidate the opponent before a battle).

I want to mention, without going into details, another topic
that is extremely important for evolutionary theory — interaction
between the aposematic strategy and the strategy of sexual selection.
Most human morphological and behavioural characteristics were
explained by Darwin with the help of sexual selection (Darwin
1871). According to his theory, most of the colourful and oversized
additions to animal bodies, as well as singing and dance—like body
movements, were developed in the animal kingdom in order to
attract the attention of the female. But evolutionists must remember
that aposematic display is based on exactly the same principles:
the display of colours, oversized additions to the body, singing
and dancing. So proponents of sexual selection theory have to
take into account the possible aposematic nature of such displays.
When looked with an unbiased eye, it is possible to see that, even
in the case of the peacock, the classic symbol of the power of
sexual selection, the magnificent tail (known as the “train’) was
not developed by the forces of sexual selection. A seven—year—long
study of the behaviour of peacocks in Japan came to the conclusion
that peahens do not pay any attention to the male display of the
tail (Takahashi 2008). Readers can see a detailed account of this
fascinating topic in my other works (Jordania 2011: 192-196,
2014: 86-92). It is interesting that in aposematic species females
are often cryptically coloured because they have to stay with the
young. Symptomatically, in the species where males take care of
the young, females are usually more conspicuous and males are
cryptic (Ruxton et al. 2004)
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Let us return to the loud rhythmic group singing of our distant
ancestors and discuss a feature that brings us to the sphere of military
psychology. Loud group singing, apart from the intimidation of
predators and competitors, had another, possibly even more important
function: it put our ancestors in an altered state of consciousness. In
this state, hominids forgot about their individual interests and were
totally dedicated to the interests of the group. This specific state,
which I call the “Battle Trance” (Jordania 2011: 98—102) might occur
both in men and women, and can occur instantly (for example, when
a child is attacked by a predator and a parent goes into all-out fight
without any thought for self-survival), or can be induced by various
means, most importantly by loud rhythmic collective drumming-
singing-dancing sessions. Such sessions are very well known to
ethnographers from an array of traditional societies as preparation
for military activities. Even in contemporary armies, the exhaustively
long rhythmic marches are the primary force that turns new recruits
into killers who are ready to follow any order (McNeil 1995). In the
state of the battle trance, soldiers do not feel fear and pain; they can
do extremely altruistic things (for example, sacrifice their life for
others), but they can also do extremely violent things (for example,
participate in the mass killing of civilians. See Jordania 2014: 184—
189). Another characteristic feature of this state is that if combatants
are in a deep trance they might have partial or full amnesia of
critical events. This extremely important and powerful psychological
phenomenon has been studied to a surprisingly insufficient extent.

American ethnomusicologist Jonathan Pieslak studied the use
of music among American combat forces positioned in Iraq, and came
to the conclusion that music plays an extremely important role in the
military (Pieslak 2009). Apart from the use of music for relaxation and
socializing, which comes to mind first when thinking of music in the
military, soldiers use music for much more practical purposes. Very
much like in traditional societies, contemporary military forces also
often use group dancing before commencing their combat missions.
Taking advantage of the existing technology, contemporary military
forces tend to listen to loud recordings of rock songs. Impressed
by the importance of music in soldiers’ lives, American actor and
soap—opera writer Tom Wiggin started a campaign to distribute
personal MP3 players to all soldiers stationed in Iraq and Afghanistan
(Villarreal 2010).

We do not have the space here to discuss the evolutionary
importance of loud rhythmic music in the origins of such human
institutions and sentiments as religion and patriotism (see Jordania
2011: 102-103). One factor seems obvious: all such group activities
that use communal singing have deep connections to the ancient
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evolutionary role of music. Music is a powerful medium to connect
individual humans via changes in brain chemistry (Benzon 2001: 23),
leading them to experience a certain exhilaration when the feeling of
individuality dissolves into a common Collective Identity.

Sounds of Primordial Polyphony

Now I would like to devote a couple of pages to the discussion
of the musical side of my model. In several books I proposed that the
initial loud and precisely rhythmically organised music was based
on very specific dissonant intervals (Jordania 2011: 110-111, 2014:
162-165).

Singing in harmony makes the overall sound more robust,
creating the impression of a larger and more imposing group, which
was the exact aim of singing for our hominid ancestors. Professional
musicians know that there are several different ways of singing in
harmony. You can sing in parallel thirds and parallel sixths, and this
will lead to a nice relaxing harmony, prevalently used in classical
and contemporary pop music. Parallel fourths and fifths make a
very different sound — rough and somehow hollow — early Christian
liturgical music and rock music are ardent users of this harmonic
element. Singing in dissonant intervals, particularly seconds, creates
the most startling, the most robust, and the most impressive overall
sound. These characteristics make singing in seconds the best possible
option for creating a loud, attention-grabbing and intimidating sound’.
Dissonant sounds would have been perfect in order for our ancestors
to intimidate predators.

In my 2011 book I suggested that singing in dissonant seconds
was created by the forces of natural selection, and that the tradition
of singing in seconds was taken by our distant ancestors from
their African “cradle” to the different regions of the world. Most
importantly, I also suggested that the remnants of this primordial
singing style still exist in the most isolated regions of the world
(Jordania 2011: 111-112). Many of my colleagues probably reject
this possibility ofthand because of the sheer amount of time involved
in this model. I suggest checking the existing facts before rejecting
this idea.

To test this possibility, we need to search for a specific
polyphonic style with a loud and piercing sound and very sharp
dissonances. And most importantly, if this singing style is an ancient
survival technique, examples of this style must be scattered in the

9 It is no accident that car horns are often tuned so that they create the most dissonant
sound, often the interval of a second, as sharp dissonances are able to grab attention
more quickly.
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geographically most isolated places (like mountain ranges, islands,
large forested regions, continental fringes), and must be present
among totally unrelated cultures.

Now, if we look at the stratification of singing styles all over
the world (see Jordania 2006: 30—176; or, to hear sound examples,
see Jordania 2015), a very specific polyphonic style comes to our
attention. This is a piercingly loud singing style, based on the maxi-
mally dissonant acoustic interval of the second. Even more precisely,
this interval is often between the major and minor seconds, measur-
ing 14—16 hertz. This is “the most dissonant dissonance” — the neutral
second, known in ethnomusicology under the German term “Schwe-
bungsdiaphonie” (lit.: “rough sound,” “rough harmony”; Messner
1988, 2013).

Another extremely important fact is that singing in this style
tends to be distributed in the most geographically isolated and distant
regions of the world — in Tibet, the mountain ranges of the Hindu—
Kush, the Caucasian and Balkan mountain ranges, the North Viet-
namese and Taiwanese mountains, South-West China’s forest-cov-
ered mountains, the hard to reach mountain regions of Central Papua
New Guinea, some of the islands of Indonesia and Melanesia, the
swampy forests of East European Polesie, the fringes of Europe in
the Baltic region, in isolated pockets of Africa, and among the North
Japanese aboriginal Ainu people, inter alia (Jordania 2011: 110-111).
The amazing similarity between the polyphonic styles of such geo-
graphically and culturally isolated regions strongly suggests that
these scattered traditions of dissonant polyphony might be remnants
of a common ancestral singing tradition of humanity. The develop-
ment as a simple coincidence of such a specific polyphonic style in-
dependently, by so many differing cultures, is virtually impossible to
imagine.

We know that the striking resemblance between Balkan and
Indonesian traditions of polyphony left the brilliant Dutch ethnomu-
sicologist Jaap Kunst totally astonished.!® He published a book in
1954 on this subject, in which he tried to substantiate a farfetched
hypothesis of a major prehistoric transcontinental migration from the
Balkans to Indonesia. From my point of view, the central problem
with Kunst’s hypothesis is that the mentioned parallel between the

10 The similarity of the stylistic elements and sounds between these traditions is
amazing. When, in the 1980s, Austrian-Australian comparative musicologist Florian
Messner, following in Kunst’s footsteps, played a recording from Bulgaria to Indonesian
villagers, the Indonesians were sure that this was a recording made in a neighbouring
village, and the reaction of Bulgarian villagers was exactly the same upon hearing
a recording of the Indonesians’ polyphony. I can also say that, although I have been
studying these polyphonic styles for years, I still struggle to distinguish some of them
from the others.
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Balkans and Indonesia is only one of many such parallels: the same
style of dissonant-based harsh singing is present in many geographi-
cally isolated places. Scholars universally agree that the phenomena
that are predominantly present in geographically isolated regions are
most likely to be the most ancient (Nettl 2005: 320-338; Sachs 1940:
62). A wide continuous geographic distribution, on the other hand,
often points to the late distribution of a phenomenon — see the exam-
ples of the distribution of contemporary phenomena, such as pianos,
guitars, mobile phones, or cars. The distribution of a similar phe-
nomenon in a few isolated village communities in Tibet, Papua New
Guinea or Central Africa is a much more potent indicator of ancient
beginnings than the widest possible distribution of a phenomenon.

When Kuba wrote about the possibility of the Balkan dissonant
style of singing being very old, scholars thought in terms of cen-
turies, and possibly millennia (Kuba 1909). Victor Grauer famous-
ly declared that the Bushmen/Pygmy style of polyphony could be
a survival of the earliest singing style of humanity, stretching back
for the last 100 000 years (Grauer 2006, 2007). In his reconstruc-
tions Grauer relies on the “Recent African” model (known also as
the “Total Replacement” hypothesis). My research and polyphonic
data support the “Multiregional model”, also known as the “Network
model”, where the count for the age of humanity starts at least two
million years ago (Wolpoff 1999).

If we believe that such a long survival of a singing style is
simply impossible, then we face the even more difficult task of ex-
plaining the presence of amazingly similar and very specific disso-
nant singing traditions in very specific intervals in such wildly dif-
ferent and geographically isolated parts of the world. I suggest that
we should not discount the simple and elegant possibility that these
dissonant-based loud singing traditions are all remnants of the oldest
human singing style, the style that helped our ancestors get into the
battle trance and obtain collective identity in order to fight together,
as a unit, for their common survival.

It is widely known that many cultural inventions that make
our life safer, more convenient and more meaningful, were initially
invented for reasons of national security and military capability. The
four-wheel drive, the microwave, GPS and computers are among
such primarily military inventions. I am proposing that human choral
polyphony has similar origins. It was designed not by a human
inventor, but by the genius of natural selection through the battle
for survival. Music most likely became the sphere of culture much
later, after it lost its initial leading role in human communication to
human speech and human life became much safer. We will discuss
this important issue in the next section of the article.
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Proto-Polyphony and the Origins of Speech

We have logically arrived at the point where we need to discuss
the forces that brought the initial universal distribution of vocal
polyphony to the mosaic distribution of polyphony that we observe
today. This is a crucial question for the presented model: if we accept
that all human populations took with them from Africa similar singing
traditions, based on polyphony, then why is polyphony distributed
only in some regions of the world?

Here, before discussing the main argument, I must note that
musical materials support the historical picture presented by the
multiregional hypothesis of human evolution (see Wolpoff 1999). 1
agree with the proponent of this hypothesis that archaic Homo sapiens
had all the necessary cognitive abilities that are present in modern
Homo sapiens. In explaining their archaic facial details I proposed
that the only feature that differentiated archaic Homo sapiens from
anatomically modern Homo sapiens was articulated speech.

It is important to remember that, by the time of the dispersal of
humans from Africa (about 1.8 million years ago), human intelligence
and language was present, although the language was not based on an
articulated medium, but most likely on pitch-based communication.
The difference between language (the cognitive ability to create and
manipulate ideas) and speech (one of the mediums of language) is
crucially important in linguistics. Language existed much earlier
than speech (see, for example, the review by Hewes, 1977. See
also Krantz 1980, 1994). Grover Krantz famously proposed that the
change of archaic facial features into contemporary facial features
was connected to the acquisition of articulated speech (Krantz 1980,
1994).

Let us now return to the story of the initial dissonant polyphony
that was taken from the common African cradle. What happened after
this? I proposed that various human populations, who reached their
places of habitat without articulated speech, shifted to articulated
speech in different epochs. What is the logic behind such an unusual
proposal?

After the advent of articulated speech, musical (pitch based)
language lost its initial survival value. Articulated speech gradually
became the main communication medium in human societies. Musical
communication and the group singing tradition were marginalized and
gradually started to disappear. The key point of my proposal is that
the shift to articulated speech happened in very different epochs,
some earlier and some later. If we assume that various groups of
peoples reached their areas of habitation without speech, it is most
likely that the shift to speech would happen at different times. From
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this point onwards the logic is quite straightforward: in the regions
where the shift to speech happened earlier, the primordial tradition of
vocal polyphony must have already disappeared. On the other hand,
in the regions where the shift to articulated speech happened later, the
slow and gradual process of decline of the polyphonic traditions must
still be ongoing.

As a result of this asynchronous decline of ancient singing
traditions, in some regions the tradition of vocal polyphony is
completely lost (in East Asia, Australia, and among most of the Native
Americans). East Asia is arguably the most monophonic region of the
world today. According to my proposal, it must have been among the
ancestors of East Asian populations that the shift to speech occurred
first. The second most monophonic region of the world is probably
Australia, so I proposed that the ancestors of the native Australians
were the next to shift to articulated speech.

On the other hand, polyphony is still strongly present in
European and particularly in sub-Saharan African populations.
Therefore I proposed that, after East Asians and Australian aboriginal
populations, European and finally African populations also shifted to
articulated speech.

I cannot go into detail on the wide range of supportive evidence
for this idea (see Jordania 2006: 347-375), but I will briefly mention
several fields that support the idea of the asynchronous shift to
articulated speech:

Paleoanthropology. Contemporary human facial details
were most likely formed by the emergence of speech (Krantz 1980,
1994). Most importantly for us, facial details in the contemporary
populations appeared in various regions at different times: the earliest
shift happened in East Asia, and the latest in sub-Saharan African
populations. The differences in time range are huge, from about 350
000 years for East Asian, to about 11 000 years for sub—Saharan
populations (Wolpoff 1999).

Epidemiology of stuttering. Stuttering is a genetic disorder,
connected to the late acquisition of speech in human evolutionary
history.!"!' Despite the belief of most speech pathologists that the
epidemiology of stuttering is the same everywhere in the world
(Bloodstain 1995), certain publications indicate that there are in fact
big differences between different regions. Stuttering is much more
prevalent in sub—Saharan African populations, and extremely rare
among East Asian and Native American populations (Bloodstein

1" The onset of stuttering was linked to our evolutionary past almost a century ago.
According to Robert West, “human speech is a function overlaid on ancient systems for
eating and respiration [and I would add “and singing”; J.J.], and because speech is one
of the latest abilities we acquired, it is one of the most readily lost or impaired” (see
Bloodstein 1993: 179). This idea is widely shared by speech pathologists.
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1995: 136; Cooper & Cooper 1993: 194-196; Finn & Cordes 1997:
222. See also Reece & Jordania 2001).

Epidemiology of dyslexia. Like stuttering, the epidemiology
of dyslexia shows an increased prevalence of the condition among
sub-Saharan African populations and extreme rarity in East Asian
populations (Makita 1968; Spaeth 2003; see also Jordania 2006:
373-375; 2015: 476-480).

Acquisition of phonology in children. According to the
available information, there is a significant difference in the age of
acquisition of the phonologic system between European and East
Asian populations. Children in East Asia acquire the same system
much earlier (from the age of 1 to 3 years) than children of European
descent (from the age of 2.5 to 6 years) (Menyuk 1968: 140-141;
Nakazima 1962; So and Dodd 1995; see also Jordania 2006: 374—-376).

Therefore, (1) scholars should not exclude the possibility that
speech origins might have different timelines in various regions of
the world, and (2) different populations might have differences in
genetic predilection towards stuttering and dyslexia. For research on
the origins of polyphony this line of research is important as it offers
a solid explanation for the uneven distribution of polyphony around
the world.

Very Brief Conclusions

We are approaching the end of our discussion of the new model
ofthe origins of polyphony. Probably the most important conclusion of
the research is obvious: such big problems as the origins of polyphony
are impossible to investigate within musicology and ethnomusicology
without wide cross-disciplinary and multidisciplinary approaches. It
is to be hoped that works based on comparative methodology will
begin to make more than occasional appearances on the pages of
mainstream publications.'?

In regards to the origins of polyphony, ethnomusicologists
have to admit that the existing facts do not support the old idea of
choral singing being a late cultural invention. The facts suggest
that polyphony is gradually disappearing all over the world. It is
becoming increasingly clear that the origins of human choral singing
are intimately connected to the various aspects of our historical past,
and should be studied in the broadest context of human evolutionary
history.

12 An interesting fact: research on polyphony seems to be of interest primarily to
European ethnomusicologists. Out of 25 special conferences dedicated to the research
of polyphony from the 1970s onwards, none were held in the USA, one was organised
in Asia, and 24 in Europe.
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The previous conclusion provides us with a potentially very
important methodological tool: if we accept the idea that after the
appearance of articulated speech, polyphony — and, more generally,
human musical traditions — lost their initial survival importance
and started to decline, then our general view on the development of
human musical history will be greatly affected.!

And finally, if we are ready to accept the previous two
fundamental propositions, then research on the origins of polyphony
has a rich potential to make serious contributions to the wider circle
of issues of human evolution.
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Lozeqh Llopoanuja

HOBU MHTEPJUCHUIVIMHAPHU ITPUCTVII V
NCTPAXNBABY IIOPEKJIA TPAJJUIITMOHAJIHE
I[TOJINOOHUIJE

(Pesume)

VY uynmaHKy je AaT mpeuior HOBOT MOJENA MOpEKJia BOKAJIHE MOIH(OHUjE Y
IIMpeM KOHTEKCTY paHe JbYACKEe eBONyLuje. Y yBOMy ce pa3marpa Besa m3Mely
IPOMEHJBUBHUX METONOJIOTHja Y €THOMY3HKOJIOTHjH U NMPOMEHJBHBHUX IIOIVIE A HA
nopekio nonuponuje. YKka3aHo je Aa oOpasail JUCTPHOYIMje BHIIErIacja y reo-
rpad)cky 1M €KOJIONIKM Haju30J0BaHUjUM perujama cBera (Kao MITO Cy MJIaHUHCKU
BEHIIM, OCTPBA, BEJIMKU IIYMCKH PEIMOHU U KOHTUHEHTAJIHU PYOOBH), CyrepuIie
MoryhHoct 12 monmudonnja HUje MO3HUJU KyATypHH M3yM. Hamporus, ona mopa
OuTH BeoMma IpeBHU (heHOMEH, KOjH Y HajU30JI0BaHUjIUM KpajeBUMa CBETa H J1aJhe
npexuBibaBa. buhe Harmamena morpeda 3a ymopenHUM, YKPIIATjHOTUCHIIAILIN-
HapHUM M MYITHIUCHUIDIMHAPHUM CTyIWjaMa Yy HCTPaKUBAUMa TOpPEKIa BH-
nreracja. Y 1morpasu 3a opekyioM XOPCKOT IeBamka YOBEYAHCTBA ayTOp Mpeyaxe
OCBPT Ha HajpaHuje (aze HCTOpHje eBONyLHje JbyAcKor poga. CympoTHO HpeT-
nocrasun Yapica Jlapeuna (Charles Darwin), koju je MUCIIHO J1a Cy ce ITPBHU JbYAN
pa3BHjany y OKpyXemy 0e3 Ipemaropa, OBIE je TOKa3aHO Jia je MHTepakKlHja C
npegaTopuMa Omiia KJbYYHH (DakTop KOju je 0OIMKOBAO JBYACKY MOP(OIOTH]Y U
noHarame. CyreprcaHo je 1a je TPYITHO MEBabE U UTPAE, 33j€AHO C [PTAHEM 110
Tely U Mackama, kopuiiheHo y ciyxou (1) ogBpaharma npenaropa u (2) craBibama
XOMUHUJIa Y U3MEHEHO CTamke CBECTH, ,,00pOCHU TpaHC”. Y OBOM CTamy, HEYpO-
JIOIIKE aKTUBHOCTH YUECHHUKA C€ pa/INKaIHO MEHbajy, OHHU 3a/1001jajy 3ajeTHIUKH,
KOJICKTHBHU UACHTHUTET, He ocehajy cTpax miw 001 U CIIpeMHHU Cy J1a ’KPTBY]jY CBOje
’KHUBOTE 32 3ajeIHHYKHU IJb. Y WIAHKY CE IIOTOM JAUCKYTYje O YIIOTPEeOU My3HUKIX
puTyana ¢ pUTMHYKOM OCHOBOM Ka0 CHa)KHHMX CPEJCTaBa 3a MHAYKOBAIE CTarba
OopOeHOr TpaHca y CaBPEeMEHOM JPYIITBY, MOCEOHO y cepama Kao MITO Cy pe-
JUTHjCKa M BOjHA. Y OBOM CTamy yMa, JbyAH I'yOe yoOuuajeHu ,,37paB” pasyM H
JIOTHYKO pacyhuBame, yKkibydyjyhu 1 HHCTHHKT 3a IIPEKUBJbaBambe. Pe3yarar Tora
jecre aa Jbynu y OBOM CTamy MOTY Ja ypaje M eKCTPEMHO alTPYHCTHYKE U eKc-
TPEMHO HACHJIHE CTBapH. Y IOCIEIHEM Jelly WIAHKa y IPBU IUIaH je CTaBJbeHa
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XHIIOTe3a aCHHXPOHOT HACTaHKa TOBOPa Y Pa3IMuUTUM HOIyJIalHjamMa Kako Ou ce
objacHmIa TpeHyTHA MO3aMdHa PACIpPOCTPA-EHOCT BUIIerIacja Mel)y KyaTypama
csera. [loapiuka uzueju acCHHXpOHE IIPOMEHE Y apTHKYJINCAHH T'OBOP LPHH CE U3
BUIIIC HAYYHUX M0JbaA, O] MaJICOAHTPOIIONOIIKUX 0Ka3a U IHIEMHOJIONIKOX CTY-
JIja 0 MyLamby | JIUCIIEKCHJU Y PA3IMYUTUM KYJITypama, 10 (POHOJIOMIKUX CTY/H]ja
0 oOpacuyma aKBU3ULMje Mehy Ae1oM y pa3iIMuUTUM perrjama.
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Abstract

In this paper I deal with the ways in which the audience functions as a means of
producing collectivities. I define audience as a material body that is a carrier of
affective potential in a certain time and space. Taking Yugoslav popular music as
an example, i.e. the concerts of performers from the territory of former Yugoslavia,
I analyse two crucial issues: the audience at popular music concerts in Belgrade
in the period after the dissolution of Yugoslavia, and the audience that is created
virtually through social networks.

Key words
Audience, Yugoslav popular music, collectivities, contemporary musicology

Introduction

The last two decades of the 20™ century, as well as the very
beginning of the 21% century, were marked by numerous changes
in the humanities and social science discourses. The transformation
of musicology was caused mostly by interdisciplinary connections
between the musicological and other discourses, which have inevitably
led to an expansion of the potential themes in musicology. Music has
been linked to a wide range of social phenomena, meaning that the
topics have sometimes broadened the very object of musicological
research, including the analysis of music practices in relation to
politics, ideology, identity, and social groups (Petrov 2009). Within
new perspectives in music research, popular music studies have
always conducted a dialogue with mu51cology As Richard Middleton
points out, “the musicological side of this conversation has more
often than not been marked by insult, incomprehension or silence;
and popular music scholars for their part have tended to concentrate
on musicology’s deficiencies” (Middleton 1993: 177).

However, within numerous new approaches in contemporary
musicology, as well as in the sociology of music, audience research
appears to be a rather neglected issue, especially in the post-Yugoslav

I anapetrov82@gmail.com
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scholarly discourses. In dealing with the reception of Yugoslav popular
music in contemporary Serbian society, I have come to realise how
crucial this aspect of the musicological research could be, especially
when dealing with the issue of producing collectivities through music.
In investigating the audience in contemporary Serbia, I draw on the
studies of new materialism, the body, and affect theory. This article also
takes into account Bruno Latour’s discussions on the material world
and social structuring (Latour 1993), and Alfred Gell’s understanding of
mediation as a construal of music’s social, technological and temporal
dimensions (Gell 1998). Additionally it draws on Georgina Born’s
analysis of music’s mediations taking a number of historical forms,
which cohere into assemblages defined as a particular combination of
mediations which can be sonic, visual, temporal, discursive, artefactual,
technological, or social (Born 2005).2

I apply the mentioned approaches to the case study of the
reception of Yugoslav popular music in contemporary Serbia. I will
firstly explicate my theoretical approach by defining the entity of
audience, according to the mentioned theoretical background. Next,
I will analyse the concerts of performers from the territory of the
former Yugoslavia, by singling out two crucial issues: the actual
(physical, material) audience in the popular music concert spaces
in Belgrade in the 2000s, and the audience that is created virtually
through social networking. In conclusion, I will suggest a perspective
for construing the audience as a means of reconnecting collectives
through the sharing of common cultural memories.?

Audience as a Body and Music as a Mediator

This article puts forward the thesis that audience experience is
a relevant and appropriate part of certain musical events.* It draws

2 Theories of mediation have been central to the development of both critical musicology
and the cultural study of music. The issue was set out initially by Theodor Adorno.
The claim of later writers on mediation has been that it is only through empirical and
historical research that it is possible to analyse both how music and its meanings are
constructed by wider discursive and social formations, and how in turn music — and its
emotive, symbolic, corporeal and material properties — become a resource “for semiotic
activity”, i.e. for “doing, being and naming” social reality (DeNora 2000: 44).

3 The process of remembering that unfolds in a certain community, one defined as
having a history, is constituted by the community’s past, and for this reason we can
speak of a real community as a “community of memory”, one that does not forget its
past. In order not to forget that past, a community is involved in retelling its story, its
constitutive narrative. Finally, a community is involved in mnemonic battles — battles
over the correct way to interpret the past (Olick and Robbins 1998: 112).

4 In dealing with the musical event I draw on this concept as defined in Tia DeNora’s
approach — as an event that is equivalent to the concept of the social event in social
theory (DeNora 2003).
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on research that shows how the perception of the audience’s role has
changed. Instead of the understanding of the audience’s role as being
mostly passive, recent research has acknowledged that the audience
also contributes to the production of the atmosphere’ and the meaning
of a certain event.® Drawing on studies of new materialism, the body,
and affect theory, I define audience as a material body that is a carrier
of affective potential in a certain time and space.” As such, the body
of the audience needs to be analysed as an entity for producing
supposedly intimate feelings and making them common and public.
In this regard, I follow Sara Ahmed’s approach to the analysis
of emotions. She sees emotions as a capacity to work in order to
secure collectives, through the way in which they read the bodies
of others. Thus, emotions that are carried through the body work to
align subjects with some others and against other others, playing a
crucial role in surpassing the boundaries between the individual and
collective bodies. With this in mind, emotions are not considered
to be a “private matter”, but rather, as Ahmed puts it, they “define
the contours of the multiple worlds that are inhabited by different
subjects” (Ahmed 2004: 25).

When the audience is not understood as a passive mass but
rather as a vibrant body that helps to produce collective feelings, it is
possible to deal with an individual’s experience of place, which arises
in part out of the capacities of his/her body to produce and sense the

5 Drawing on Teresa Brennan’s concept of “affective atmosphere”, I also want to
point to the ways of networking in the discourses on certain music, and the affective
atmospheres produced through this networking (Brennan 2004). For more on the
issue of affective atmosphere in the context of neo-Marxist theoretical framework, see
Anderson 2009.

6 The relevance of the audience has also been recognized in the research of performative
arts, where the audience used to be understood as a completely passive entity. However,
it has been shown that it can contribute to, and even have a creative role in, the
whole artistic process of performance. Thus, for instance, theatre can be defined as
“the communicative intersection between the performer’s actions and the spectator’s
reactions” (Sauter 2000: 53). On the research of audience in performative arts, see also
Radbourne, Johanson, Glow and White 2009. Audience research is also relevant in
media studies, such as in the investigation of the audience’s taste, as well as the ways in
which it can be controlled and modified (Born 2000).

7 1 deal with affect defined as “feelings of actors in situations” (Redlawsk 2006: 1)
and I apply the concept in order to point out how these feelings are produced because
of and through concerts, which brings into question the intertwining of the issues of
identity, control, action, and meaning. Bruno Latour has linked the problem of affect
to a reformulation of bodies as processes rather than entities, and invites us to consider
not “What is a body?”, which implies that the body is reified as a thing or an entity, but
rather “What can a body do?” (Latour 2004: 205). Following this approach, I deal here
with the question of how bodies are entangled processes, and importantly defined by
their capacities to affect and be affected (Blackman and Venn 2010). These capacities are
mediated and afforded by practices and technologies which modulate and augment the
body’s potential for mediation (Wegenstein 2006).

101



My3ukonoruja 18 -2015 Musicology

atmosphere around it through the music that is performed. Underlying
this kind of analysis (in which concerts as sites serve to shape the
collective feelings through one collective body) is, on the one hand,
an understanding of the capacity of the body to sense, and, on the
other, the capacity of all bodies to affect others through gestures,
bodily movements and voice.® Since we are moved by the “proximity
of others” and “we feel with and for others” (Ahmed 2008: 10), it is
relevant to pose the question — if emotions are sociable, what is the
role of music in the process of being sociable in a concert space?

In order to analyse an audience in the way I have described, the
concept of music needs to be redefined. Music seems to be a powerful
mediator. The research on music that is embedded in mediation
studies approaches music as an entity that takes myriad social forms
and embodies divergent orders of social mediation. It produces its
own varied social relations — in performance, in musical associations
and ensembles, and in the musical division of labour. In the recent
discussions on music and mediation, mostly in the discourses
of the sociology of music, the analysis of music’s mediation has
been linked to the attempts to theorize music’s changing ontology.
Even though a significant number of theoreticians have raised the
question of using an approach that incorporates understandings of
the social, technological and temporal dimensions of music, such an
approach is offered by theories of mediation, in which, according to
Born, three related arguments that build on this perspective can be
outlined. The first concerns music’s social and temporal mediation
and its nature as a distributed object. In this approach music is
revealed as a medium that destabilizes some of our most cherished
dualisms concerning the separation not only of subject from object,
but present from past, individual from collectivity, the authentic from
the artificial, and production from reception. The second argument is
that music’s mediations have taken a number of forms, cohering into
what we might term assemblages, which themselves endure and take
particular historical shapes. The third is that this approach has a value
in highlighting shifts in the dominant historical forms of musical
assemblage (Born 2005: 8).° In the following text I deal with the

8 For similar approach in the analysis of the audience in festival spaces see: Duffy,
Waitt, Gorman-Murray and Gibson 2011.

9 More specifically, some authors track how musicians are engaging with digital
technologies to generate new models and new practices of difference and interrelation
in music (Born 2005). DeNora argues that music is active within social life: just as
music’s meanings may be constructed in relation to things outside it, so, too, things
outside music may be constructed in relation to music. Her emphasis is on agency,
interaction and world-building — on how those who listen to music make connections,
in their everyday consumption practices, between musical and non-musical domains.
Mediation in this sense refers to what DeNora calls the “co-productive” or two-way
interrelations between music and social life (DeNora 2002). In these sorts of music
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question of how music mediates affects and memories in a concrete
space through the audience body.

The Audience at a Concert

This article sets out to prove the above-mentioned thesis
about the relevance of the audience experience through participant
observation at popular music concerts in Serbia. In this case, I analyse
the ways in which the collectivities are made in a concrete space, at a
certain time, as a result of listening to the same music. The gist of my
dealing with the issue can be recognized in the following question:
what kind of “broker of social situations” (DeNora 2002: 176) is
certain music in a given context? Furthermore, I want to probe how
the body of the audience is shaped through the music and what kind
of collective feelings are being produced during concerts.

Regarding the role of the audience, it is relevant to bear in mind
the following pieces of information related to the organization of popular
music concerts in the post-war Yugoslav space. Starting from the late
1990s, several musicians from the territory of the former Yugoslavia
gradually embarked on a project of giving concerts in Belgrade, the
capital of the former country. Among them, many had been rather popular
in Serbia and they continued to perform there regularly quite soon after
the end of the Yugoslav wars; among them were Kemal Monteno, Boris
Novkovi¢, Goran Karan, Massimo Savi¢, Josipa Lisac, and groups such
as Crvena Jabuka, Hari Mata Hari, and Magazin. In fact, a few of them
regularly put on concerts after 2000. Hari Mata Hari gave seven concerts
in a row in Sava Centar as early as 1999. Alka Vuica performed soon
after, as well as the punk group KUD Idijoti and then others followed,
although not all of them were actually well-known before the 1990s.
Other famous musicians, on the contrary, adamantly refused to perform
in Serbia after the wars, the most well-known of them being Oliver
Dragojevi¢, Tereza Kesovija and Dino Merlin. Their statements about
refusing to perform in Belgrade ever again were often commented on
in the Serbian press, which led to creating a negative attitude towards
these musicians. However, when some of them changed their mind and
eventually came back to perform in Serbia, it provoked new reactions.'

research, the music “itself” is understood as a musical object that is repeatedly relayed
and transformed across time, space and persons. Throughout, key motifs are mediation,
creativity, and the negotiation of difference (Born 2005: 7).

10" Tereza Kesovija and Dino Merlin decided to give concerts in Belgrade in 2011,
thus provoking new reactions, especially in the nationalistic discourse, which was
particularly (but not only) evident in the case of the supporters of Serbian extremist
groups (Nasi, Dveri and 1389). The reactions against those particular musicians were
provoked by the fact that both of them supposedly promoted the discourse of hate
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My research was extensive, including most of the concerts of
former Yugoslav performers in Belgrade from the late 1990s to the
present day. Although the research included the analysis of data in
the press, Internet forums, fan pages and similar Internet sources,
the very informative official sites of the performers, and the official
sites of extremist groups, I also paid special attention to the part of
the research that included participant observation. The discourse
produced by the performers on the concerts themselves was also one
of the crucial parts of the analysis, since this discourse helped produce
the specific atmosphere in the concert spaces, actually affecting the
ways in which the members of the audience reacted.! I also analysed
the bodily responses both of the performers and the audience during
the events.

Since there is a large body of material illustrating how certain
concert-goers appear to be an entity that can be recognized as one
collective body, I chose to single out a few of them, but also to make
a comparative overview of the examples of the issue in question.
Some of the first come-back concerts provoked more emotional
reactions, such as in the cases of the above-mentioned Dino Merlin
and Tereza Kesovija concerts, unlike the later ones which provoked
mild but still visible reactions, most commonly of a nostalgic and
Yugo-nostalgic nature. There were also a few concerts that included
a significant number of performers and produced a moderate, but
clearly expressed (Yugo)nostalgic atmosphere.'?

Two bodies were produced in the concerts — the bodies of
the performers and the collective body of the audience. Performing
specific “body images” which often included physically expressed
emotions (such as crying, sighing, staying speechless), the musicians
provoked the audience to react in the same fashion.'® The most explicit
example was Tereza Kesovija, who spent a significant amount of
time during her first concert in Belgrade in 2011 talking and clearly
verbally expressing her emotional state, which was accompanied
with tears and sighs. The crucial consequence can be recognized in
the audience imitation of her overwhelmed emotions. In fact, in this
case, the performer’s body and the audience body were being made

towards the Serbs during the war, since they were both directly affected by the war.
Tereza’s house in Dubrovnik was ruined during the bombing of the city by the Yugoslav
people’s army, while Dino was an active participant in the war in Sarajevo.

1" In addition, since I was a part of the researched target group — the audience — I did
not hesitate to incorporate some of my own personal remembrance of the reactions of
the events. Also, my own reactions during these concerts stimulated me to talk with
other people in the audience.

I2° For more on these concerts see Petrov, forthcoming. On the concept of Yugo-
nostalgia see, for instance, Vol¢i¢ 2007.

13 Body image is a mental image of the body as it appears to others (Featherstone 2010:
193).
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simultaneously due to the occurrence of “carnal encounters” between
them (Atanasovski, Petrov 2015). In addition to the reactions that
were provoked before and during the events due to the discourse
that was being produced, I argue that the very body of the audience
was shaped on the spot in the process of interaction between the
people in the audience, as well as between the collective body of the
audience and the performers. Since “power works in the depths and
on the surfaces of the body, and not just in the disembodied realm
of ‘representation’ or ‘discourse’” (Shaviro 1993, viii), the concert
spaces can be seen as territories in which the avenues of carnal
encounters were opened up between the body on the stage and the
body of the audience. Thus, the political potential of the concerts is
recognized in the affective ideology which is “immediately inscribed
in/on the body and not exclusively in the spheres of representations
and discourses” (Atanasovski, Petrov 2015: 22). In fact, feeling
and performing feelings that were supposed to be intimate were
transformed in the concert spaces. The concert spaces seem to offer
channels for “emotions to work™ (Ahmed 2004), securing collectives
via the process of reading the bodies of others. I am here referring to
the ideology of love that was inscribed in the body of the audience
and was addressed to other people in the audience, to the performer
and the music, as well as the former country. The following two
examples will explicate this thesis. I will continuously discuss both
the bodies of the performers and the body of the audience, since they
were being shaped mutually. Once the affective ideology of love was
being inscribed in one’s body it was simultaneously present in the
others and vice versa.

From the moment the public learned of Tereza Kesovija’s
come-back concert in 2011, the first (slightly reserved and moderate)
reactions to its announcement escalated and burst into something
that I here call a “collective feeling” (Ahmed 2004: 25) of love and
nostalgia. Namely, unlike their opponents, Kesovija’s fans (as well
as most of the official discourse about her concert) propagated the
idea of love (which was clearly verbally expressed by both Kesovija
and the members of the audience during the concert); that love could
be a love towards the music, as well as towards the Yugoslav past
and their past in general, i.e. the youth that the people remembered
though the music. This love should be felt and performed through
music both in relation to Kesovija and to the memory of the former
country. From this perspective, nostalgia meant the following:
loving the songs was often equal to a love for Yugoslavia (which
was explicitly stated during the concert by both the performer and
the audience), which, furthermore, included the renarrativisation of
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the past (sometimes even that connected to the Yugoslav wars).'
The characteristics of the audience’s collective body during this
concrete evening were the following: crying and sighing together,
highlighting pain (thus showing how moving the atmosphere was),
as well as chatting about the past that was obviously remembered
by the music, so that certain songs were triggers for emotional talk
among the people. The majority of the audience reacted to Kesovija’s
performance emotionally, showing their support by applauding
and singing, as well as feeling overwhelmed by the atmosphere —
a nostalgic, emotional, touching atmosphere — atmosphere being
defined as the environment, or the transmission of the other’s feelings
(Brennan 2004: 1). The atmosphere and the process of producing the
collectivity of the audience can be described in the following way:
people were commenting a lot before, after and during the concert;
they were rarely reserved but rather open in sharing what they were
thinking about; they also sang enthusiastically; additionally, as I
mentioned, they cried and showed explicitly that the whole event
was an emotional experience for them. The audience’s reactions were
mostly visible in bodily changes (the sighs, the crying, the applauding,
the singing, and the shouting), pointing to the fact that our emotions
are not our own, but, instead, collectively and mutually produced.
Both for the singer whose music they love, and for themselves, the
people in the audience thus found reassurance on their own views
and feelings about the shared (Yugoslav) past.

The second example I want to single out is a concert that was
given in Belgrade in November 2014 in homage to famous Yugoslav
composer Dorde Novkovi¢, bringing together the most famous
names of the Yugoslav popular music scene. Including Yugoslav
stars such as Boris Novkovi¢, Kaliope, Gabi Novak, Tereza Kesovija,
Zeljko Bebek, Vlado Kalember Goran Karan, Kemal Monteno,
Neda Ukraden and Hari Mata Harl the concert was easily labelled
as being connected to the Yugoslav past, which certainly influenced
the way the audience perceived it. Thus, the dominant ideology of
love was the one towards Yugoslavia, i.e. Yugo-nostalgia, which
was channelled through loving Yugoslav music. Through suitable
songs, the love towards the former country helped produce love as
a supposedly neutral and universal category between people. Unlike
some concerts, including those given by Kesovija, which were
discursively marked as politically problematic, this one was “just”
a homage to Yugoslav popular music, allegedly without directly

14 Kesovija, for instance, did not avoid talking about the “cruel times” of the past,
thus giving the love narrative a forgiving potential — she wanted to stress that she
had felt loss, but was willing to forgive, forget and love again (Petrov forthcoming).
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referring to the past. However, the concert space again appeared to be
adequate for producing collective feelings, leading to the construction
of one collective body of the audience joined though the affective
atmosphere transmitted through the music.

The Yugo-nostalgic atmosphere could be located in the
statements of both the performers and the people in the audience
who expressed their regret for the “better past times” in which
everything, including the music, was superior. As such, the
collective feeling of love and nostalgia was channelled in a specific
way that no other concerts had — through the cult of personality.
As a sort of embodiment of his own late father, Boris Novkovi¢’s
body truly became a transmitter of the affects in the concert space.
He talked and sang about his father, marking him as a symbol of
the “better past times”, acting emotionally and thus inscribing his
emotional state into the body of audience. He was not alone in the
process of connecting the past, the audience and the music with a
musician who could not be physically present but who was certainly
affectively present though the music that provoked reactions — other
performers also connected these elements in the same fashion, thus
constructing a mythical figure of the Yugoslav “musical giant” who
is being transmitted by his son, as Kesovija stated, “visually, through
his appearance, and auditorily, through the songs”. Having been a
Yugoslav song writer who truly marked the sound that has become
recognisable as Yugoslav, Novkovi¢ posthumously became a symbol
of past times. Similarly to the period of the war, when performers of
different ethnic origins underwent a process of recontextualization in
the context of the ethno-political conflict (Baker 2012), in the post-
Yugoslav era there has been a revitalisation of the ‘great’ names of
Yugoslav popular music history. An especially touching moment
was the performance of the song 4 gdje si ti (“And where are you”),
which Boris Novkovi¢ composed for his father. It was announced
by the performer as “very emotional” and “an unusual dialogue
between a father and a son”, because “certain things had to be said”.
This scene is relevant because it triggered the creation of other
personal remembrances in the audience that were correlated to the
remembrance of the late composer.

The aforementioned cult of personality, which was performed
due to the presence of the composer’s son as a channel of the
remembering process and a means for blurring the boundaries
between the public and private feelings present that evening, was
further empowered by another symptomatic moment — a scene in
which all the present singers invited, in their own words, “a legend
of Yugoslav popular music” Porde Marjanovi¢."> Helping the singer

I5° Kemal Monteno even made a lapsus during his performance, talking about Dorde
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to come up on stage, the participants of the event almost stopped
the whole concert, focussing on this single emotional moment. This
moment was dedicated to a cult of personality — from the present
Boris, through the implicitly present Porde Novkovi¢, to Marjanovic,
who served as a unique bond of all the present discourses and
affects produced on the stage and in the audience that evening. The
atmosphere in the audience was not overly emotional — a certain
level of emotion was usual at these sorts of events, as already pointed
out. However, the choice of the songs was conducive to the creation
of a warm nostalgic atmosphere, as well as commenting after the
concerts. The escalation of the emotional reactions of the audience
was obvious during the mentioned scene with Marjanovi¢, as well as
at the end of the concert, when the song Nek Zivi ljubav (Let love live)
was performed. The combination of the channelling of the emotions
through the cult of personality, and singing a song that is a prayer
for peace, finally created a platform for further strengthening of the
collective. Leaving the concert hall, people talked about the past, the
music that helped them feel better, as well as the last song they heard.
Let love live was a sort of refrain in the conversations between the
audience members after the concert.

The Audience in the Virtual Space

While the body of the audience was produced during the
concerts as the result of common reactions, there have been other
ways of listeners networking before and especially after concerts.'
Using media, new virtual communities have been created, thus
marking the groups of fans and opponents of certain music. I will
explicate this in terms of the two examples mentioned above.

When the news about Tereza Kesovija’s first concert appeared
in the Serbian public sphere, there was a public discussion about it,
as well as a heated discussion on media forums among the supporters
and opponents of her persona and her music. Since some concerts,
including the one mentioned, provoked negative reactions and even
an opposition towards Kesovija’s concert, it seemed that the public
sphere must be divided. Musicians, journalists and the people who
planned to attend the concert appeared among her supporters —
especially those who self-declared as “nationalists”.!” Apart from the

Marjanovi¢ instead of Porde Novkovi¢.

16 Unlike common sociological approaches to the analysis of audience, I do not pay
special attention to the issues of age, gender and social background of the audience.
Understanding it in the Latourian fashion — as the vibrant potential of the body — it
is the capacities and actions of the body that are relevant here, rather than its social
structuring.

17 The most well-known of these was Serbian rock star Bora Dordevié. The gist of the
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comments and certain vague proclamations that protests would be
organized on the same day as the concert, no actual protests took
place. Still, the tense atmosphere before the concert and the warm
one during it influenced the people’s reactions before and after the
event. A few of my interviewees confirmed to me that they had
doubts about their own security if they decide to attend Kesovija’s
concert in January 2011. This atmosphere of fear was even more
emphasized before Dino Merlin’s concert in November of the same
year. Additionally, in the case of most of the concerts of musicians
from the territory of the former Yugoslavia, even when there was
no fear involved, certain groups were always created — the groups
of “us” and “them” (which has generally been a common feature in
post-Yugoslav musical practices, see Baker 2006).

The formation of the audience as a collectivity in the period
after the actual event had finished took place virtually and was shaped
discursively. The triggers for the production of this collectivity
were usually headlines in the press dedicated to certain concerts.
The concerts were regularly described in detail and commented on
in newspapers in the days following the event, while the forums
discussing the concert provided further insights into the reception
of the event, most of them pointing to the supposed universality and
transnational values of music in general and this kind of music in
particular (Petrov forthcoming).'®

Regarding my second case study, the headlines in the press
also helped in connecting the past, the emotions and the music;
these could be formulated either explicitly or implicitly, but were
most certainly present. One typical symptomatic example was the
title: “Emotional Musical Time Machine”, which talked of how

opposition against the very idea of giving the concert was most poignantly expressed in
an article entitled “Serbian singers: boycott Tereza!” published in the Serbian newspaper
Kurir about a month prior to the concert (Kati¢ 2012). The article not only expresses a
negative attitude against the concert, but also propagates an actual invitation to boycott
the singer’s concert. Directly referring to the war in which Kesovija was labelled as
“anti-Serb”, the singers (Zorica Markovi¢, Maja Nikoli¢, Nada TopCagi¢ and Bora
DPordevi¢ [Corba]) appealed to the “moral feeling” of those who were considering
attending the concert.

I8 Such as: “Music for All Tastes”, “Evergreen Love Songs”, “Music that Cannot be
Forgotten”, “Songs for Old Friends”. The comments included an invitation to forgive
and forget: “Who cares what someone said a long time ago. Love and sing and forget
everything that is bad in the Balkans”; “So what if Tereza said some bad things in
affect, she was only nervous because her house was destroyed”; “She came! That is
the only thing we need to know!”; “The Balkan People, they have always been like
that...We hate each other and then we love each other, that’s normal for us”. A different
group of posts contain comments that do not refer to the past connected to the war, but
rather the distant ‘happy’ past, including the music that was listened to at that time. All
mentioned comments are found after the text of the review of Kesovija’s concert in the
newspaper Politika (“Tereza Kesovija u punom Centru ‘Sava’ 2011).
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the “biggest Stars of Yugoslavia” were singing in honour of Porde
Novkovi¢. Furthermore, the articles in Serbian newspapers regularly
commented on the repertoire, referring to the songs that are “timeless”
and that “marked the Yugoslav era”. The concert was also marked
as “a treat for the Yugo-nostalgic people”." It is important to stress
that there was a change in the discursive reactions of the audience.
The first concerts of the former Yugoslav musicians were obviously
extremely emotional events. The recent ones show a moderate, but
still clearly expressed nostalgic love narrative. Thus, the comments
on this concert mostly included expressions of gratitude, first of all
for the good performance and good music, often including labels
such as “legends” of Yugoslav music, which referred both to the
performers on the actual stage and those in whose honour the concert
was organized. However, there were emotional reactions, rather
similar to those discussed earlier, as some people wrote about crying
together with their partners and feeling emotional because of “going
back in time” and “remembering their youth” thanks to the music.?

Conclusion: Concerts as Mediators of Memories and Audience as
Affect Transmitters

To return to the question I posed earlier — if we are moved by
the “proximity of others” and “we feel with and for others” (Ahmed
2008: 10), i.e. if emotions are sociable, what is the role of music in
the process of being sociable in a concert space? As my research
shows, this music played a crucial role in the multifarious processes
related to the remembrance of the past. It seems that the conception
of love and forgiveness influenced the audience and the reception of
the concert, forming an imaginary framework for dealing with the
traumatic past through “affective sociality”, which helped form the
social relations (Raffles 2002: 325) that took place in the virtual post-
concert space. The atmosphere in both presented concerts in Belgrade
offered examples of the “collective transformation” (Hardt and Negri
2004: 43) of a specific kind of collective body — the unique body of
the audience that was made solely as a result of these concerts.

Inthisarticle [ wanted to point to one of the aspects of contemporary
popular music analysis — the audience. Trying to connect and apply
the discourses of musicology, sociology of music and body studies, I
located the ways this issue can be addressed. In both perspectives of
dealing with the audience — the audience as a concrete material body

19 The article is available on the link: http://www.svet.rs/najnovije-vesti/emotivni-

muzicki-vremeplov-odrzan-koncert-dordu-novkovicu-u-cast (accessed 20* No-
vember, 2014).

20 All the comments are available after the article on the link given above.
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and the audience as a virtual community — [ wanted to emphasize how
the entity of the audience as an affective community is formed as a
result of the choice of attending a concert or enjoying a certain kind of
music. Finally, having in mind the potential of music to be engaged in
memory production, I located the mechanisms that can explicate the
extent to which the mentioned concerts have become specific affective
sites of memories, pointing to the role of contemporary musical
practices in the construction of the discourses on historical past and
the ways the discourses help to create divergent (historical, musical,
emotional) remembrance of the past. By analysing the discourses
and their emotional concomitants related to two case studies — Tereza
Kesovija’s concert and the concert dedicated to Porde Novkovi¢ — 1
discussed the process of remembering the past and the mechanisms that
enable music events to function as platforms for constructing divergent
historical narratives, as well as channels for provoking dissimilar
affective reactions, some of them being directly expressed verbally and
others being evident in expressions during the event.

On a more general level, I wanted to address the question of the
potentials music can have, detecting its ability to influence people’s
behaviour in the sphere of discourses (both “public” and “intimate”),
media, affects and bodies. Finally, I want to point to the further
potential of the issue, arguing that Yugoslav popular music appears
to be one of the tightest bonds between the people who used to live
in Yugoslavia and who have since been living in changeable post-
Yugoslav societies. Additionally, it is important to underline the fact
that dealing with questions related to audience research is a relevant
issue in contemporary musicological investigations.

LIST OF REFERENCES

Ahmed, S. (2004) “Collective Feelings: Or, the Impressions Left by Others,” Theory,
Culture & Society 21 (2): 25-42.

Ahmed, S. (2008) “Sociable Happiness”, Emotion, Space and Society 1: 10-13.

Anderson, B. (2009) “Affective Atmospheres”, Emotion, Space and Society 2: 77-81.

Atanasovski, S., Petrov, A. (2015) “Carnal Encounters and Producing Socialist Yugoslavia:
Voluntary Youth Labour Actions on the Newsreel Screen”, Studies in Eastern European
Cinema 6 (1): 21-32.

Baker, C. (2006) “The Politics of Performance: Transnationalism and its Limits in Former
Yugoslav Popular Music, 1999-2004”, Ethnopolitics 5 (3): 275-293.

Baker, C. (2012) “The Afterlife of Neda Ukraden: Negotiating Space and Memory Through
Popular Music After the Fall of Yugoslavia”, In S. Fast and K. Pegley (eds.) Music,
Politics and Violence, Middletown, CT: Wesleyan University Press, 60-82.

Blackman, L. and Venn, C. (2010) “Affect”, Body & Society 16 (1): 7-28.

Born, G. (2000) “Inside Television: Television Studies and the Sociology of Culture”,
Screen 41 (4): 404-424.

111



My3ukonoruja 18 -2015 Musicology

Born, G. (2005) “On Musical Mediation: Ontology, Technology and Creativity”, Tiventieth-
century Music 2: 7-36.

Brennan, T. (2004) Transmission of Affect, New York: Cornel University Press.

DeNora, T. (2000) Music in Everyday Life, Cambridge: Cambridge University Press.

DeNora, T. (2002) “The Role of Music in Intimate Culture: A Case Study”, Feminism &
Psychology 12 (2): 176-181.

DeNora, T. (2003) After Adorno. Rethinking Music Sociology, Cambridge: Cambridge
University Press.

Duffy, M., Waitt, G., Gorman-Murray A., Gibson, C. (2011) “Bodily rhythms: Corporeal
capacities to engage with festival spaces”, Emotion, Space and Society 4. 17-24.

Featherstone, M. (2010) “Body, Image and Affect in Consumer Culture,” Body & Society
16 (1): 193-221.

Gell, A. (1998) Art and Agency, Oxford: Oxford University Press.

Hardt, M. and Negri, A. (2004) Multitude. War and Democracy in the Age of Empire, New
York: Penguin Press.

Latour, B. (1993) We Have Never Been Modern, London: Harvester Wheatsheaf.

Latour, B. (2004) “How to Talk About the Body? The Normative Dimensions of Science
Studies”, Body & Society 10 (2&3): 205-230.

Kramer, L. (2003) “Musicology and Meaning”, The Musical Times 144 (1883): 6—12.

Middleton, R. (2003) “Music Studies and The Idea of Culture”, In M. Clayton, T. Herbert
and R. Middleton (eds.) The Cultural Study of Music, New York—London: Routledge,
1-18.

Olick, J. K. and Robbins, J. (1998) “Social Memory Studies: From ‘Collective Memory’
to the Historical Sociology of Mnemonic Practices”, Annual Review of Sociology 24:
105-140.

Petrov, A. (2009) “(Re)konstruisanje muzikologije: diskurs o muzici izmedu muzikologije i
sociologije muzike”, In J. Talam (ed.) Muzika u drustvu, Sarajevo: Muzikolosko drustvo
FBiH i Muzicka akademija u Sarajevu, 34—44.

Petrov, A. (forthcoming) “Songs We Love to Sing and the History We Like to Remember:
Tereza Kesovija’s Come Back in Serbia”, Southeastern Europe.

Radbourne, J., Johanson K., Glow, H. and White, T. (2009) “The Audience Experience:
Measuring Quality in the Performative Arts”, International Journal of Arts Management
11 (3): 16-84.

Raffles, H. (2002) “Intimate Knowledge,” International Social Science Journal 54 (3):
325-335.

Redlawsk, D. P. (2006) Feeling Politics, New York: Palgrave Macmillan.

Sauter, W. (2000) The Theatrical Event: Dynamics of Performance and Perception, lowa
City: University of Iowa Press.

Shaviro, S. (1993) The Cinematic Bodies, Minneapolis: University of Minnesota Press.

Vol¢i¢, Z. (2007) “Yugonostalgia: Cultural Memory and Media in the Former Yugoslavia,”
Critical Studies in Media Communication 24 (1): 21-38.

Wegenstein, B. (2006) Getting Under the Skin: The Body and Media Theory, Cambridge,
MA —London: MIT Press.

112



Ana Petrov Popular Music and Producing Collectivities: the Challenges...

Ana lletupos

[NOIIYJIAPHA MVY3UKA U ITPOU3BOBEBE
KOJIEKTUBUTETA: U3A30BU UCTPAXKMNBABA ITYBJIUKE
Y CABPEMEHOJ MY3UKOJIOT'UJN

(Pe3ume)

VY oBoM pajy 6aBUM Ce KapaKTepUCTHUKaMa, yIOrOM M 3HauajeM MyOIlhKe y caB-
PEMEHHM MY3UKOJIOLIKAM HCTpaKMBabHMa IIOMyJIapHE MY3HMKE, a TI0CeOHO Havu-
HHMMa Ha Koje IyOinKa (yHKIMOHMIIE Kao CPEJCTBO NPOoM3Bolemha KOIESKTUBUTETA.
Hanosesyjyhu ce Ha cTyauje HOBOT MaTepujain3Ma, CTyAuje Tena, Kao U Ha TEOPHjY
adekra, myonuKy ozapeljyjeM kKao MaTepHjaIHO TENo Koje MocTaje Hocuial adeKTuB-
HOT MOTEHINjaja y AaTOM IPOCTOPY ¥ BPEMEHY. Y3€BIIN Ka0 MPUMEP JyTOCIOBEHCKY
MOIyJIapHy MY3HKY, OJIHOCHO KOHIIEpTe H3Bolada ¢ TepuTopHje HeKaaalme Jyroca-
BHje, aHAIIM3MpaJla caM JiBa KJby4yHa mpobiema: myOnuKy Ha KOHIEpTHMa IoIyiap-
He My3uke y beorpany y mepuony mocne pacnazia JyrocnaBuje u myOnmMKy Koja ce
(opMupa BUPTYETHO Y LEJIOM IMOCTjyTOCIOBEHCKOM ITIPOCTOpPY. Y TIPBOM CITy4ajy,
aHaJIM3Mpaa caM HauMHE Ha KOje Ce CTBapajy KOJCKTUBUTETH Y KOHKPETHOM IIPO-
CTOpy y onpel)eHOM TpeHyTKy MyTeM CIyIIamka HCTE€ MY3HKe, a Y APYroM je Omio
peYd 0 HauMHMMa yMpeKaBara CIyllajaa IyTeM HOBUX Meuja, Te O CTBapamy
BUPTYCJHUX 3ajeHKIA 000KaBaiana U MpoTUBHUKA ofpeljeHe my3uke. Y oba ciy-
Yaja, MoKa3ajia caM Kako ce (opMHpa SHTUTET MyOIuKe Kao aQeKTHBHE 3ajeIHHIEC
nomohy u300pa o oyIacky Ha ofpel)eH! KOHIEPT, Kao U y)KUBamba y ofipel)enoj Bpetn
my3suke. [lo3BaBmmm ce Ha KoHIENT ,,adexkTrBHE atMochepe” Tepese bpenan (Teresa
Brennan), xenena cam, Takole, 1a yKkaxeM Ha Ha4HHE yMpeKaBamba JUCKypca 0 1aToj
My3HIH U adeKTHBHUX arMocdepa npousoheHux nyrem ucre. Konauno, umajyhu y
BUJy TIOTEHIMjaJl My3HKe Jla YUeCTByje Y NPOU3BO/IY cehama, ykasana caM Ha Ha-
YHHE Ha KOj€ Cy TIOMEHYTH KOHLIEPTH OCTAJIN CBOjeBpCcHa adhekTBHA MecTa cehama.
JluckyToBana caM 0 TOME Kako CaJIalllibeé My3HUKe MPAKCe YUECTBY]y Y TPOTYKIHjH
JIMCKypca O MCTOPHjCKOj MPOIUIOCTH M KaKo OBU JUCKypcH oMoryhaBajy cTBaparme
Pa3IIUYUTHX (MCTOPH)CKIX, My3HYKIX, EMOTHBHEX) cehama MpOIIIOCTH.
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Abstract

This paper brings together several theoretical issues relevant both to the fields of
musicology/ethnomusicology and feminist/gender studies — above all, the issue
of the status of the voice within the complexity of a body-textuality tension,
and the issue of mapping the strategies of feminine writing in the contemporary
vocal performance. Through the analysis of chosen case studies it highlights the
possibility of making an alteration, transformation and re-signification of a firm
structural linguistic/social order in the field of sound, thus creating a space for a
feminine body to be heard.

Key words
Feminine writing, performance, vocal expression

1. Introduction: The Turn of the Century
and the Revision of the Theoretical Approaches
in the Fields of Art, Sound and Performance

Following the extreme complexity of methodological and in-
terpretative approaches in the fields of theory of art and performance,
in the continual line of the multiplication of viewpoints in theoret-
ical and analytical discourse, the turn of the 20™ and 21 centuries
brought a new issue into focus: instead of striving to find some kind
of new, original interpretation technique (which marked a lot of the
modern and even postmodern theoretical approaches of the last cen-
tury), the contemporary views on the fields of art, performance and
media tend to contain a more reflexive approach. This does not mean
that there was a reversion to the known discourses, to be used again
in their original formula — on the contrary, they are being reinves-
tigated, reinterpreted, their dynamics revisited and revised, leading
to the new reception and new strategies of their use for the contem-
porary times. The disciplinary approach, turning into multidiscipli-
narity and interdisciplinarity by the end of the 20" century, shifted
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to a need for transdisciplinary analysis at the beginning of the 21%
century, creating a wide potential for both the revision of previously
developed theoretical and analytic discourses and the application of
such renewed (trans)positions in the field of the theory of art, as well
as sound and performance.

2. The Body in the Field of Sound: Understanding the
Voice Within the Performing Context

The relations between the sound phenomenon and performance
are close and complex, intersecting through the performing body.
Both being an embodied experience, the sound and the performance
effectively shift the focus onto the body (Case 2001). Secondly, a
performance is almost always a sonorous experience; it is almost
impossible to perform without making a sound, without making the
happening of a /iving thing — whether or not the voice is included.
Following Slavoj Zizek’s thesis (Zizek 1996), absolute soundlessness
is not quite possible, since absolute silence is something that would
mark the suspension of life (ibid.: 93) — thus the performance can be
defined as a living thing because of its sonority, because of the body
that sounds. Having all this in mind, the performance is always a little
bit more than just a textuality presented, read and comprehended.

So the movement, the breathing body, and especially the speak-
ing and the singing body stands in the place of an immedium, being a
symptom of a presence and proximity (Silverman 1988; Fisher 2010),
of the practically physical, bodily contact of the performer and the
audience without even a touch or the /ive context of a performance.?
According to Mladen Dolar (Dolar 2006), the voice — vocal expres-
sion — is an especially challenging category because of the specificity
of the phenomenon of voice. As Dolar stresses, the voice is some-
thing that, being produced by the body and through the body, always
contains the /iving traces of the body which are, simultaneously, and
paradoxically, torn from the body and frozen into a readable textuali-
ty, into the voice of the Other (ibid.). So, basically, the voice is and is
not mine. Tearing from my body, being produced by the very breath
and muscles of my carnality, the voice refers to my body’s inevitabil-

2 In other words, the sound transcends the boundaries of time-space contextuality,
preserving the physical contact of a vibration and a body that listens to it, even in a
situation of mediated performance (a performance emitted through a recording and
even watched later, in another space from the one in which it actually took place
originally). Or, to put it another way, the sound, whenever heard (recorded or live),
produces that strange loop that, as Dolar says, binds together time and space (Dolar
2011: 119): “The sound implies a missing link of time and space at the point of
their overlapping. This is the point from which it sounds” (ibid.: 131).
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ity,? but still loses it by solidifying into a text — a readable textuality
pronounced by the Other — by the Law of the Symbolic order which
introduces the cultural comprehension code (ibid.). My voice is, so
it seems, always-already the voice of the Other. Since the Other (the
Law) doesn’t have a body but still uses bodies to enact and exercise
its power (to inscribe the signifier into their raw substance, to domes-
ticate to civilize it), my body is lost in the process of solidification of
the textual meaning. Or, as Roland Barthes puts it, “what is lost in the
transcription is quite simply the body” (Barthes 1977: 183).
Following this thesis, it would seem that the bodily — sonorous
and textual — semantic dimensions of the voice expression are mu-
tually exclusive (Dolar 2006: 3). But is this completely true? Is the
carnal sonority of the voice completely shut out once a concentration
on the meaning takes precedence, once the signifier penetrates into
the sonorous body? According to Roland Barthes (Barthes 1977), the
“grain of the voice” is something that cannot be completely erased,
completely ignored by the signifying process (Barthes 1977). It is the
carnal quality of the voice — a crack, the air inhaled or exhaled while
talking or singing, the effect of the granulated materiality of the vocal
cords, mucus and the oral and nasal cavity vibration — that becomes
audible in the very process of differing from the perfectly clean tex-
tual meaning, from the perfectly blunt cut of the signifier that signs it-
self into a body. It is this signifier that results in turning the body into
a pure textuality, a platform — a carrier of intelligibility, of the legit-
imacy within/of the Law. So what happens with this carnality of the
voice within the performance context? If the performance is going to
be understandable only at the point of being representable by a text
(within a certain discourse), only if its content is being interpellated
by the Other (to which the audience should respond by recognising
it in/by the signifier network), cleaned of all of its debts to nature
(Creed 1999), then the bodily element — the carnality of the voice, the
sonorous body — is perceived precisely by being a difference, a ten-
sion within a seemingly smooth text (Douglas 2007: 4). This tension
draws attention, making the body audible and visible within the per-
ception field (making the body intrude into the text, creating a trans-
gressive in-break), turning the performance effect into a performative
intervention. Since the voice is so close to the body — it is in fact an
effect of the sonorous body — the vocality can be seen as a very much
performative dimension of the sound expression (Fisher 2010). The
term performative here refers to the specific act that enacts something

3 “A voice means this: there is a living person, throat, chest, feelings, who sends
into the air this voice, different from all other voices. The voice is always the voice
of someone” (Cavarero 2005: 207).
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(else) by its ongoing (Austin 1976, Suvakovi¢ 2005: 454).4 In other
words, the quality of the utterance is performative when it makes a
change into an existing order, when it relocates the existing point of
perception and/or understanding. Having this in mind, what follows
is that the intrusion of the bodily element into a (musical/sonorous)
text is a symptom of performativity, which inevitably changes or at
least destabilises (even for a moment!) the firm structure of a(n im-
agination of) purely textual-Symbolic order (Lacan 2006); and if the
Symbolic order is destabilised and thus provoked to re-establish it-
self, the intervention (of the body) proves itself to be the transforma-
tive potential of the order (and discourse and meaning), allowing the
possibility of the entrance of alternation, re-signification and change,
which can be of immense importance when it comes to the redefining
of the dominant discourse and social structure and, consequently, the
subjectal position in everyday living.

The question of the performative quality of vocal writing
(which basically consists of an inscription of the sonorous body into
a text, weaving the textuality in a new way, challenging the existing
meanings and producing a dislocated, re-signified, renewed Symbol-
ic order)’ is especially important when it is written from a margin-
alised or less easily grasped subjectal position. The position of not
being so easily grasped by a signifier (and the Symbolic order) stems
from a situation of not having a place within the Symbolic order, of
having been described by the words, but not being able to express a
particular position with the words, and that is precisely the position
of the feminine subject in the phallogocentric Symbolic order.®

4 In Austin (1976), the term performative is specifically tied to the spoken language
which performatively changes a certain element of the social order; thus, saying
something actually becomes doing something (an often cited example is the answer
“yes” which establishes the legal contract of marriage). However, I find Austin’s
concept highly potent in the broad field of utterances made either with one’s voice or
one’s body/behaviour (see Butler 1990), where a simple act or a vocal performative is
not only an act, but actually enacts something in the social/cultural discourse, changing
or establishing the status of the subject.

5 The term vocal writing would designate the particular way of making an expression
in the field of vocal performance (musical or other). It also stresses the way in which
a performer imprints his/her body onto the discursive text, creating a specific way of
weaving the vocal textuality from the dialogue of the performer’s body and the vocal
text (the written or imagined score/performance platform) within a certain discourse.

6 The term phallogocentric is used to denote such an order that privileges the phallic
and logocentric mode. Both being oriented around the presence (of the phallus or of the
spoken word) as a privileged quality (in contrast to absence), they put into mutual play
the privilege of the patriarchal order guided by a Word — in fact, the sociocultural Law
(the Symbolic!) — which functions as a standard, the code of understanding the culture
that makes us recognise ourselves as interpellated subjects and respond to our given
(already assigned) positions (Irigaray 1985; Shiach 2002).

118



Dragana Stojanovié¢ The Inscription of the Feminine Body in the Field of Sound...

3. Feminine Writing in the Field of Sound and Vocal
Expression: A(n) (Im)Possibility?

Being at the same time both inside and outside of the lan-
guage/Symbolic order/Law, trapped within the prescribed forms of
description, yet not being able to use that same language to express
her specific position of an absence, of a difference,” the feminine
subject shares the paradoxical position of the voice within a Sym-
bolic order, which is not the consequence of her being essentially
such-and-such, or being essentially different from the male subject.
On the contrary, her difference is not a cause, but an effect of a
previously existing Symbolic order that assigns a place for the sub-
ject before he/she recognises himself/herself within the language
(Grosz 1989: 19). In other words, we are not the owners of the dis-
course — we are produced as subjects within the already existing and
prescribed network of positions and relations within the discourse,
or the Symbolic order (Grosz 1989: 19). Since that order is phal-
logocentrically structured, the relation of the masculine and femi-
nine subject is mirrored not in the formula A:B — as being equally
different, but as A:-A — as being caught into a difference, where a
masculine subject occupies the position of a presence, of a standard,
and a feminine subject serves as a negativity, as a raw, almost outer
cultural element (Irigaray 1985).

The same theses related to the feminine subject position are
found in the field of theory of the sound and voice. As Mladen Dolar
confirms (Dolar 2006), the voice, being in a state of difference to
the textuality, has always been lined with femininity and seen as a
potentially senseless play of sensuality which, in its meaningless-
ness, possesses a threat to the predictive, neat, meaningful order of
intelligibility (ibid.: 43; Fisher 2010: 87). The feminine paradoxical
position (being inside and outside of the structure) is reflected both
in language as an order, and in the field of the sound or vocal expres-
sion within which she is in a permanent state of inability to speak
intelligibly:

“...the stereotype according to which (...) the woman appears first of all as
a body and as an inarticulate voice. She must be beautiful, but she must
not speak. What she can do, however, is emit pleasing sounds, asemantic
vocalizations, moans of pleasure. (...) The division of logos into a purely
feminine phone and purely masculine semantikon, finally, accomplishes
and confirms the system” (Cavarero 2005: 107).

7 Speaking about the difference via the existing linguistic models would only produce
that same — phallogocentric — language that shuts her out (Irigaray 1985).
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Anyway, what is more frightening than being seen as an im-
possibility in terms of access to writing and expressing ourselves as
women (from the feminine position, inscribing the difference that rubs
against the phallogocentric order, thus making the difference speak)
is the actual thought of the impossibility of expression caused by the
outcast position of the feminine subject within the phallogocentric
order. To put it simply, being (also) irreparably outside the language,
lined with the semiotic, irrational, monstrous, abject (Kristeva 1982;
Grosz 1989; Creed 2001) the real question is how a feminine subJect
could ever intervene into the language and its meanings, how could
she ever express herself if her voice is deemed to be an impossibility
in regard to its intelligibility and its power of utterance?

But she is also within the language, included in language itself
and, more importantly, she is audible in her difference: “If I had such
a voice, I would not write, I would laugh. And no need of quills so
more body. I would not fear being out of breath. I would not come to
my aid enlarging myself with a text. Fort! (...) If I had such a voice, I
would not write, I would fight” (Cixous 2000, 49-51). What Héleéne
Cixous suggests is a model of feminine writing (écriture féminine)
— a writing that involves (and neither ignores nor excludes) a femi-
nine position in a text, and does so by the inscription of the female
body (as the site of a difference) into a language/sound/visual or other
text. In the field of sound, feminine writing would include working
with an alternative (differential) techniques of a sonorous expres-
sion — especially within vocal writing, or vocal expression — since
feminine writing revolves around the inscription of the body into the
text, and the body is, as already explained, deeply intertwined in the
problem of the voice, voice production and voice reception. In other
words, using the voice as a tool that will enhance the performative
quality of feminine writing basically includes finding the alternative,
dialogical ways of a vocal expression (in contrast to the dominant,
phallogocentric, One/Same [Irigaray 1985] hard writing of an intelli-
gible letter). This means finding the path of asking the questions that
would disturb the machinery of expected vocality, being subversive,
transgressive, shifting, resignifying and altering the existing order
that manifests itself as much in the field of vocal expression as in
verbal or visual expression and elsewhere (Kristeva 1980: 179, 181;
Turner 1999). It would not be another language, another writing; it
would be a kind of creation of a differential writing which weaves
itself into the existing order, provoking it to change. So it is not the
writing against the writing (as in the highly problematic idea of fem-
inine against masculine) — it is about recognising and exercising a
dimension already present within a language, within a range of vocal
abilities. Or, as Mladen Dolar says: “The secret may be that they [the
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logos and the materiality of the voice] are both the same; that there
are not two voices, but only the object voice which cleaves and bars
the other in an ineradicable ‘extimacy’” (Dolar 2006: 56).

3. 1. Differential Vocal Writing: the Voice as an Agent of the
Performative Quality of Feminine Writing

The struggle to find a vocality performative enough to contain
and bring out the difference from and within the usual, prescribed
and expected vocal writing norms has been a constant feature in the
recent history of composing and vocal performing.® Since the end of
the 19" century the avant-garde movement has enhanced the interest
in widening the concept of vocal expression, focusing on differential
forms of vocal writing” which would challenge the existing bounda-
ries of what was perceived as an intelligible vocal expression — be it
singing, reciting poetry or performing in any other way that includ-
ed vocality (Mabry 2002; Austin Crump 2008). As such, the dada
movement explored the field of avant-garde vocal expression, trying
to challenge and cause the breakdown of the institutionally construct-
ed discourses of art and artistic expression; futurism worked with
the experimental sound techniques inspired by rapidly changing and
mechanising societies; and avant-garde vocal expression techniques
were also closely tied to cubistic and surrealistic ideas, working with-
in the fascination of a dehumanised perspective (cubism) and dream-
like dissipating of the accepted and expected social and discursive
norms (surrealism) (Austin Crump 2008). This interest in exploring
the differential forms of vocal writing continued well into the 20®
century and even continuing at the beginning of the 21* century, cre-
ating a continual line of using extended vocal techniques to express a
possibility of a different (differential) vocal writing, of the inscribing
of a certain difference, writing a different vocal letter, trying to make
the silent or not yet explored positions speak, to make them write, to
make them intervene into an existing discourse of expression.!'”

8 More about the history of experimental, extended and avant-garde vocal
techniques applied in classical music repertoires and also in the performing arts
can be read in Mabry 2002 and Austin Crump 2008.

9 Differential here refers to: 1) that which is conceived and brought from the point
of difference; 2) that which refers to the difference; 3) that which constitutes
the difference, or 4) that which functions differently or in regard to difference.
Differential can also refer to something which produces an effect by the very
difference it achieves, that which focuses the difference, or that which is dependent
on it (related to it in any way).

10 Of course, there always remains a question over whether the full interventional
potential of a differential writing by the means of extended vocal techniques can
be achieved. In other words, is the interventional potential actually weakened by
extending the field of vocal expression, making that extended part a regular piece
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Since feminine writing also aims at making differences heard,
extended vocal techniques/extended vocal practices' and the herit-
age of avant-garde vocal expression techniques have been particular-
ly used and explored as a tool in enhancing the performative quality
of feminine writing in the field of sound. Working with such different
(and differential') techniques as shouting, whispering, crying, laugh-
ing, screaming, glissandi, altered or eliminated vibrato, inhalation,
exhalation, vowel morphing, amplified or electronically generated
vocal alterations, nonsense syllables or phonemes, humming, tongue
clicks or tongue trills, whistling etc. essentially calls for a serious re-
thinking of the dominant discourse of expression in the field of sound
and, more precisely, vocality, opening a space for different feminine
bodies (and their individual positions and subjectal placements) to be
heard, thus also opening the issue of exploring the voice as an agent
of the performative quality of feminine writing.

3. 2. Case Studies: Exploring Feminine Writing in the Field of Sound

In searching for case studies relevant to the issue of the per-
formativity of feminine writing in the field of vocal sound I concen-
trated on contemporary performance and experimental vocal praxis
within the past 15 years, covering the period of the turn of the century.
As there are many female artists and performers present in the con-
temporary context of vocal performance who explore the field of ex-
tended vocal techniques, | tried to focus on those especially connected
to the differential strategies of feminine writing. In other words, what
drew my attention was not the challenge to the vocal limits of the hu-
man body, but the actual effect that it has on both the performer’s and
listener’s perceptions of a vocal writing and its intelligibility.

In the vast range of important strategies of feminine writing in
challenging the constructed — and expected — discursive and textual
order in the field of sound, three of them seem especially prominent:
1) working with the dissipation of a verbal textuality, but keeping the
musical discourse intact; 2) working with the dissipation of a musical

of a vocal expression range? Or is it just the opposite — that the extensions keep
reminding the listener of the constructed nature of the boundaries of a regular
vocal discourse? Where is the actual borderline between regular and extended
vocal expression and does it change with the longer exposure of a listener to it
(see also Austin Crump 2008)? Is the cut made by the effect of an extended vocal
technique only temporary, given that it can only be exercised in a performance
context which makes clear the demarcation line between the actual living and art
(and does it always do so)? These are certainly important questions that should
be investigated further, but to do so here would be to exceed the given length of
the paper. However, these topics surely draw attention to the complexity of the
theoretical problem of differential writing in art, and in general.

11 Both terms are used in Austin Crump 2008.
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textuality, but keeping the verbal discourse intact; and 3) working
with the dissipation of both verbal and musical textualities/discours-
es or using some other, hybrid technique of working with these plat-
forms.

This actually draws attention to the fact that the verbal text and
musical-sound platform are still mostly seen as the main, distinguish-
able elements of a vocal performance. It is almost as if the necessity
of a spoken/sung language still cannot be escaped, for there is still a
clear need to work with the verbal language, as if it is a symptom of a
firm Symbolic order that needs to be reworked, revised and subverted
by the feminine writing potential (Pellegrini 2001).

It is precisely this context that is seen in the strategy of working
with the verbal component of a vocal performance in order to pro-
duced feminine writing. In other words, what happens in these cases
is a kind of dissipating of the verbal-intelligible linguistic component
in the vocal expression, while keeping the musical discursive intel-
ligibility intact. Examples of these strategies can be found in Anna
Homler’s (1948) sound and visual installations Pharmacia Poetica
(1987)'? and Ele’Luku (1995)," and also in Catherine Jauniaux’s
(1955) The Dancers Under the Hill"* and Kebadaya from her solo
album Fluvial (1983)."> They demonstrate working with imagined
language'® or with illogically structured syllables, sometimes paired
with unconventional techniques of vocal expression, such as sharply
formed vocals, different references to singing techniques taken from
the traditional music repertoire,'” multi-layered voices, and so on.
But although this strategy can be seen as revolutionary, subversive,
transformative, as a kind of poetic language that sets the listener’s
perception free from the conventions of a language order and its re-
pressions (Butler 1989),'® there remains the issue of the potential to

12° More can be found at http://annahomler.com/portfolio/pharmacia-poetica/,
accessed 19 January, 2015.

13 Full audio can be found at https://www.youtube.com/watch?v=eq194e4BnMY,
accessed 19 January, 2015.

14 Audio can be found at hitps://www.youtube.com/watch?v=KnUkCyByZIM,
accessed 19» January, 2015.

15 Full audio at https://www.youtube.com/watch?v=D5Y3SH5_QIk, accessed 19*
January, 2015.

16 In a text published in LA Weekly, John Payne says: “Anna Homler (...) sings,
in an invented language that ‘nobody knows but everyone understands’...” (Payne
1996).

17 “In all of her work, Homler creates a persona who expresses herself in a newly
invented language that appears to be rife with tradition, ritual, ceremony, and culture
of its own. The language is couched in lyrical and somewhat exotic melodies sung
with a pure vocal style sans vibrato, which gives the work an ambience of authentic
folk tradition” (Suzuki 1993).

18 Compare the theses explained in Julia Kristeva’s Revolution in Poetic Language
(Kristeva 1982).
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slip into a fantasy of drowning in some encircled, separate linguistics
which would, in the end, affirm its disconnection from the dominant
phallogocentric linguistic order, instead of making an intervention
into it, instead of finding a way to open up a dialogue with the firm
order of its relations, which would provoke a necessary destabilisa-
tion by offering something else from within, not from outside such
an established language. In other words, the transformative, altering,
performative quality of feminine writing that can enable a feminine
subject and body to be heard would be hard to attain if feminine writ-
ing has accepted its already assigned position' — of a place which
is silent (unable to intelligibly, actively, visibly and audibly express
itself within the language), of a place which is lined with irration-
ality (incomprehensibility in speaking/singing), monstrosity (the
indistinguishable flow of a body and a rhythm in speaking/singing)
and weakness. In that sense, Homler and Jauniax’s vocal writing can
also be called a utopian feminine writing or even a semiotic feminine
writing®® which certainly offers, if their essentialist interpretation is
avoided, an appealing and rather present strategy of feminine writing.
For this strategy see also performances of Shelley Hirsch (1952), who
explores similar possibilities of the dissipation of a verbal language.?!

A different kind of strategy of verbal language/discourse dissi-
pation in a vocal performance is found in the work of Meredith Monk
(1942). Differing from the utopian and semiotic strategies previous-
ly explained, Monk puts a calculated, prepared idea of a linguistic
dissipation in motion, deconstructing both the intelligible linguistic
platform and the lining of feminine writing to a kind of irrational,
spontaneous, flowing-in-its-way writing; this is also an important
strategy in the project of deconstructing the idea that to speak from
the feminine position is to be close to irrationality and inability to
express that position in language. By actually working with the lan-
guage, referring to it and not escaping from it, deconstructing it in the
exact process of a vocal performance, Monk points out the possibility
of feminine writing acting from a post-linguistic position, offering a
way of shedding light on its own transformability, on its own evolu-
tion to a differential writing which is certainly close to the feminine
position of speech (Cixous 1976, 1991; Irigaray 1985; Lacan 1999).

19 Assigned by the phallogocentrically structured language/Symbolic (Irigaray
1985).

20 See Kristeva’s concept of semiotic, which refers to the intrusion of a bodily,
carnal flow of rhythms, pulsations and inconsistencies that are incompatible
with the symbolic dimension of a language, but that are at the same time vital
for renewing, subverting, altering and transforming the overall linguistic system
(Kristeva 1982, 1984).

21 An example is the video entitled Shelley Hirsch sings which can be found at
https://www.youtube.com/watch?v=zPAezNFXOOA, accessed 19* January, 2015.
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This form of feminine writing could be called deconstructive femi-
nine writing, with an example such as Impermanence Part I (2008).%

The other kind of feminine writing, in which the strategy is
to work with the dissipation of intelligibility of a musical material
(at the same time retaining the linguistic meaning), usually uses the
full range of human vocal possibilities, relying heavily on extended
vocal techniques. It almost plays with the concept of the monstrous
feminine (Creed 2001), at some moments mocking it, inverting the
stereotype of the madwoman by fully preserving the linguistic mean-
ing, thus enabling the differential writing performed from a femi-
nine position (thus becoming feminine writing) to mix, to interfere
with(in) the intelligible (phallogocentric!) language. Faced with the
constant announcement of a collapse that nonetheless never happens
(because of the firm structure of the linguistic referential points), it
places the linguistic order (and all its relations) into a constant ten-
sion, a continual intervention that is hard to endure, leaving a perma-
nent mark on what was thought to be an intactible structure, and at
the same time redefining the notion of the impossibility of a feminine
body to be heard. Here this body screams, breathes, howls, moans,
yells, shouts, whispers, but in a way that allows it to be understood,
which is the crucial point that refers to its interventional potential.
Excellent examples of this intense feminine writing are the works and
performances of Romina Daniele (1985) and Diamanda Galas (1955)
(Jarman-Ivens 2011).%3

There are also many strategies of feminine writing in the field
of sound and vocal expression that can fall into the category of hybrid
feminine writing, that either work with the destabilization of both
the linguistic and musical platforms of an expression (Yoko Ono
[1933],%* Ami Yoshida [1976]*) or with the cyborgization of one’s
own feminine voice (La Barbara [1947]).2¢ These strategies under-
line the idea of the general crisis of the subject (and consequently, a
crisis of the phallogocentric linguistic system as a whole) (Haraway
1991; Kember 2003); there are also a vast number of other strategies
of feminine writing that point to the relevance of this kind of writing

22 The audio can be heard at https://www.youtube.com/watch?v=9kjJle NmRs,
accessed 19 January, 2015.

23 The examples are https://www.youtube.com/watch?v=CG2tDoEQAMQ,
accessed 19» January, 2015 (Romina Daniele’s performance in Banska Bystrica,
Slovakia, 2008) and https://www.youtube.com/watch?v=Cchf2QH63bl, accessed
19» January, 2015 (Diamanda Galas, O Death).

24 See, for example, one of her performances here: https://www.youtube.com/
watch?v=HdZ9weP5i68, accessed 19+ January, 2015.

2> The whole audio of her album Tiger Thrush (2003) is available here: https://
www.youtube.com/watch?v=bF4QszdBvl0, accessed 19» January, 2015.

26 The example of this kind of voice cyborgization can be found at https:/www.
youtube.com/watch?v=opfTWzP3HPU, accessed 21+ January, 2015.
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in the field of sound, vocality and performance. This feminine vocal
writing also stresses the continual need for reworking, reinterpreting,
re-signifying and reinventing the discursive and linguistic structure
from the feminine subjectal position, creating a space for a feminine
subject to be differentially heard.

4. Instead of a Conclusion: She Can Do It

In her interpretation of Dick Higgins’ Danger Music No. 17,
Maja Solveig Kjelstrup Ratkje (1973)*" offers a rather unusual tactic:
instead of performing it live, she comes onto the stage on which there
is only a chair and a table with a music player on it; she sits on the
chair and plays the audio recording of her performance of Higgins’
fluxus piece, all the time remaining quiet and still. When the record-
ing is over, she stops the tape, grabs the music player and goes off
stage.

Although the performance is probably open to different inter-
pretations, what she presents here can be read as the representation
of the exact position of a feminine subject within the phallogocentri-
cally structured language. The seemingly powerless and motionless
body is exhibited, unheard and mute, screaming from inside, not hav-
ing control over it, not able to express herself without just repeating
the words of an already existing order, without just going back into
the closed circle of fulfilling the assigned position of a woman as it
should function within the mentioned order. We see her, seeing what
we have already been told about her. She sits there, being nothing
else than what she has been taught to be. The language, the expres-
sion betrays her. Being let down, she is in a state of floating (Barthes
1998: 20).

But is she so powerless? Is such a reading just the effect of a
phallogocentrically structured language, of a known Symbolic order
(Lacan 2006)? Or is there something else, something more (Lacan
1999: 74)?

By figuring out the position that is assigned to her in the present
linguistic/Symbolic order, by working with it (neither denying it nor
reconciling with it) through developing specific and new — differ-
ential — ways of writing (from) her feminine position, the feminine
subject is able to start a dialogue, both with the other subjects within
the order and with the order itself. Paradoxically, she can have con-
trol over her position precisely by knowing that position well and by

27 This performance took place at the Henie Onstad Art Centre in Hovikodden,
Norway, in October 2010. The full video can be seen here: https://www.youtube.
com/watch?v=15YaAgjXiYo, accessed 15 January, 2015.

126



Dragana Stojanovié¢ The Inscription of the Feminine Body in the Field of Sound...

using its specificities to make a movement, an alteration, a transfor-
mation. She can produce her own writing by interweaving her voice
— her specific position — into the present discourse (Cixous 1976;
Irigaray 1985).

Just as Maja Ratkje did in her performance, she can think it
over, go onto the stage, and make a difference with her own body.
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Jpazana Ciuojanosuh

YIINC )KEHCKOI" TEJIA V I1IOJBE 3BYKA: ITJIAC KAO
OPY'BE JKEHCKOI' ITHCMA

(Pe3ume)

Ha npenasy u3 aBazneceTor y IBajieceT MPBU BEK MOAPYYja MY3HUKOJIOTHjE H
crymdja mepdopmanca cycpelly ce ¢ HOBUM TCOPHjCKHM IOCTYIIIMMa HUCTPaXK-
Barba, KOHIICHTPUCAHUM IIPE CBEra Ha CTpaTeruje PeuHTEpIpEeTallije U PEBU3HjC
MIPETXOHO pa3BHjaHUX IHMCKypca YHyTap Jarux aucuuruinHa. llltaBume, mo-
CKOpAIlbH AUCHHUIUIMHAPHN TPUCTYH TPAHC(POPMHUIIE C€ HAjIIpe y MYJITHIUCIH-
IUTMHAPHHM, @ TIOTOM M Y MHTEpIUCLMIUIMHAPHM, OTBapajyhin Hajasbe MyT TpaH-
CAMCIUIUTMHAPHAM TEOPHjCKUM TIepClieKTHBaMa. Takole, pa3BHjeHE MeToae
JIMCKYP3UBHHX M TEKCTyaIHUX aHAJIN3a 3ByKa JIOBEJIC Cy /IO MHTCH3UBHHX pacrpa-
Ba Ha TeMY KOHIIEIITA fiicMa Kao crieln(pUUHOT HAaUuMHA YIIMCUBabha HHANBUIyaTHE
no3uIyje n3Bohavkor cyOjexTa y My3HIKO-TEKCTYallHH TUCKypC. Y TOApYdYjy BO-
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KaJTHOT U3BONaIITBA U BOKAJIHE EKCIPecHje MoceOHy Maxmy NpuBIaun (peHoMeH
I1aca, KOju M3BUpPE U3 TCH3MOHOT Mpeceka TelecHe (KapHallHO, 38)yuefie TENO) U
TEKCTyaJlHe TUMeH3H]je (ConuauduKaimja riaca y ilekciti OTBOPEH TUCKYP3UBHOM
HI/ITaH)y) Waxo ce yMHM 1a ce TeleCHa U TeKCTyallHa KOMIIOHEHTa BOKaJIHE eKCIpe-
cuje Me‘t')yco6Ho UCKJbY4Y]y, KOHCTAHTHO NPUCYTaH MaTepI/I_]aJ'IHH ocrarak Tena 'y
IJ1acy KOjH Ce Tape O IMCKYP3HBHU/KYJITYpaJIHH TEKCT yKa3yje Ha OHY TauKy M3 Koje
[J1aC TOBOPU PA3IUKOM.

BaxxHocT 0Be Te3e moceOHO ce yKasyje y MOapydjy TEOPH]jCKOT HCTPaKIBAbha
roBOpAa pasiuKe Koje je YCKO MOBE3aHO C MUTAkEeM TEOPETU3ALIN]E HCEHCKOZ TUCMA.
[Tojam orcercro tucmo OTHOCH C€ Ha BUJ OughepeHyujanno iucma Koje uCTpaxyje
Ha4YMHE YIHCa )KEHCKOT Tella y ToJpyyje n3paxanama. Mako je yBek-eh ynucana
y npenBsuljeHo, HEMO MecTO yHyTap JucKypca (anoroueHTpudHor CUMOOINYKOT,
JKeHA UIaK 2060pu (yrmcyje Ce Y TeKCT), IIITO je MOCEOHO MHTEPECAHTHO MPATHTH
YHYTap 10Jba 3BYKa, WIH, jOII KOHKPETHHU]E, Y KOHTEKCTY BOKAIHO-SKCITPECUBHUX
cTpareruja y IoOMeHy YMETHHYIKO-3By4HOT niepdopmanca. Kopucrehu pecurandu-
KaIlUjCKU MMOTCHIIN]aJl HCeHCKOZ HuCcMa BOKAIHU eppopMaHc ce TpaHCHOPMHUIIIE Y
nep(popMaruB, a pa3InuMTe CTYIHU]jE Cydaja CaBpeMEHHX yMETHHIA IiepdopMaHca
W3HETe y pajly yKasyjy Ha IIMPOK MHTEPBEHTHH IIOTEHIIM]jalI U3BOemba U IpUMeHe
CTpareruja HceHCKoZ tucma y moJby 3ByKa.
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Abstract

This paper deals with two different styles of rural folk singing in Southeastern Serbia
which coexisted in the repertoire of a particular folk group. It is interesting that
folk singing in the area of Svrljig can be followed through the ethnomusicological
publications with music transcriptions from 1931 up to 2011 and it is vital even
today. The characteristics of the older two-part singing style typical for this region
are explored, as well as those of the newer two-part singing widespread after World
War Two. These styles are chronologically compared and specifically presented
through the analysis of (personal) field recordings of the group “Prekonoga” who
carried both traditions. This characteristic of the group is considered in relation to
the concept of bimusicality.

Keywords
Older two-part folk singing, newer two-part folk singing, rural tradition,
bimusicality, Southeastern Serbia, female singing group “Prekonoga”

The Svrljig Area in Ethnomusicological Research

Svrljig, today a municipality in the city of Nis, is considered part
of an amethanastasical area (an area without larger migrations from
and out of it) — Sopluk, and is located in the region commonly labelled
in local ethnomusicology as Southeastern Serbia (also defined in 3a-
kuh /Zaki¢/ 2009: 2). The area of Svrljig is divided into “eastern”
and “western” cultural zones, with the village that is considered here,
Prekonoga, belonging to the former (IlerpoBuh /Petrovi¢/ 1992:
372). Folk music (i.e. rural folk music, in accordance with particular
research politics and conditions in the field) from the Svrljig area has
been the subject of several ethnomusicological studies, so nowadays

*The paper was written as part of the project Serbian Musical Identities within Local
and Global Frameworks: Traditions, Changes, Challenges (ON 177004), funded by
the Ministry of Education, Science and Technological Development of the Republic of
Serbia. I am especially grateful for precious discussions about the first version of this
paper to my supervisor at the Faculty of Music of the University of Arts (Serbia), Prof.
Mirjana Zakic.

! marijadumnic@yahoo.com
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there exist several publications with fundamental ethnomusicological
material (i.e. field recordings and music transcriptions) from the end
of the nineteenth century, unfortunately published no earlier than the
beginning of the 1930s (Bophesuh /Pordevi¢/ 1931), from the period
of the 1960s (Petrovi¢ and Ilijin 1963—1965), from the end of the
1980s (in eBuh /Devi¢/1992, there are transcriptions of his material
collected in the 1960s and the end of the 1980s, and later one part
of his sound recordings is published in Golemovi¢ 2013), from the
end of the century (CreBanoBuh /Stevanovi¢/ 1999, Muxawmnosuh
/Mihailovi¢/ 2000), and finally from the beginning of this century
(Iymuuh /Dumnié/ 2006, partly published in J{ymuauh /Dumnic/
2011). During these research processes, vocal, instrumental and dance
forms, as well as ethnographic data about rituals and customs were
collected. Ethnomusicological research from DPordevi¢’s notations
up until 2006 proved a continuation of the existence of very similar
melopoetic forms, which is highly valuable for research on Southeast
Serbian folk music. Inspired by a rethinking of the tradition of rural
singing in Southeastern Serbia, this study is mostly based upon
personal field research from December 2006 and a video recording
of the group’s public performance in 2000.

Today, the most representative carriers of the Svrljig traditional
music practice are the older members of the Amateur Cultural-Artistic
Society “Prekonoga” (Serbian: Amatersko kulturno-umetnicko drustvo
—AKUD) from the village of the same name.? It is very important to say
that the rituals the singers spoke about are not in practice any more in
this region and that the recorded samples they performed out of a basic
context, as part of their stage repertoire. This corresponds with their
existence as a group — they testified that they performed all songs in
an authentic context when they were young, but it is obvious that they
have been institutionalized as a “folk group” by integrating into the
local cultural-artistic society later on (in 2000). In practice, this means
that as a “folk group” they are widely considered to be the preservers
of the authentic Serbian folklore, but their staged performance actually
enters into the domain of folklorism (they even participated recently
at “Sljivik”, TV show at Radio Television of Serbia, dedicated to the
preservation of folk music and dance in form of competition for the
best performer). Here, this term means placing folk heritage out of
its primary context (which is why the function and communication
between participants is altered), while the creations of folk “art” mostly
remain unchanged. In this context, the fact that the singers recorded

2 In December 2006 four female singers and dancers (alphabetically: Drenovka
Dordevi¢ /born 1942/, Malina Milojkovi¢ /b. 1943/, Malina Miljkovi¢ /b. 1940/,
Vladanka Petrovi¢ /b. 1937/) were recorded. The group manager (Ana Jovanovic) and
bagpipe player (Nenad Jovanovi¢) were also valuable informants about the musical
folklore of the village. I am thankful to them for performing their heritage for my
research.
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their repertoire,® mentioned their television appearances, and have also
written some songs, can be noted. The latter shows that the singers have
firm aesthetic criteria for the style and musical-poetical dimensions
of their singing. These criteria are conditioned by the demands of
the wider auditory, as well as the more professional one — they are
established in relation to other singing groups (Rankovi¢ 1999), but
also through lasting cooperation with eminent ethnomusicologists
who have helped them to become recognisable and to cherish their
repertoire as the most representative of Svrljig folklore. Their presence
and performance as an amateur singing group can be characterized as
a means of involving the local population in politically correct social
and culture activities which preserve tradition, identity etc. (Colov1c
2006: 124) and as an institution of spontaneous collective expression
(more in Hofman 2010: 37).

Two-Part Singing Styles in the “Prekonoga’ Repertoire

Given the fact that two-part singing is emphasised within
this group, from the aspect of the researcher and the performers
themselves, two-part singing is the main focus of this paper, so the
main characteristics of two-part folk singing in Serbia, and in the
narrower region of Svrljig, will be briefly presented. In the Serbian
rural tradition, two-part singing is the dominant manner of vocal
expression. Different manifestations of two-part singing texture
show different chronological layers in the Serbian music tradition:
the older and newer rural manners of vocal performance. In contrast
to the older singing form, which is considered to be archaic, the newer
form of two-part singing, with supposed Western European origin,
appeared in the Serbian tradition around the middle of the twentieth
century and has been transmitted and popularised by the mass media.
It became especially popular as a part of partisan folklore after World
War Two (see more about the incorporation of partisan songs in rural
folklore in Hercigonja 1972). On the other hand, there is the opinion
that two-part singing is related to the archaic instrument of the area,
the bagpipe (gajde) — the older style corresponds with the drone
texture of the two-pipe instrument, while the characteristic ending
fifth of the newer two-part singing style may have its origin in the
cadenza motif performed on the three-pipe instrument typical of
the Svrljig region (Devi¢ 1978: 187; for the connection between the
newer two-part singing and the bagpipe see also Golemovi¢ 1981: 9
and Jlajuh MuxajnoBuh /Laji¢ Mihajlovi¢/ 2000: 136-140).

3 They made permanent recordings for Radio Belgrade in September 2006. I am
thankful to ethnomusicologist Mirjana Drobac, music editor at Radio Television of
Serbia, for this information.
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Generally, older and newer rural diaphonies in Serbia vary
in numerous parameters: vertical sonority structure, level of sound
temperation, ambit of parts, melo-strophe form, metro-rhythmic
base, timbre, ornamentation, and often in the number of participants
and in the terminology of performers. Therefore, the older style is
characterized by the following features: heterophone and/or drone
texture, emphasized second in the vertical sonority in a nontempered
and narrow sound system and a specific ornamentation manner.
The characteristics of the newer style are: homophone texture with
a consonant harmony, wider pitch frame, more developed form of
melo-strophe, a tendency towards clearly organized metro-rhythmical
pulsation and the possibility of a larger number of participants. Rural
folk singing in the Svrljig region belongs to the Shopluk diaphony
style (as opposed to Dinaric — another older two-part singing style
present in Serbia; Jlesuh /Devi¢/ 2002: 36); it will be described later.
The above-mentioned researchers note two-part singing samples
from the region of Svrljig, but Pordevi¢ notes from the beginning,
and those of Devi¢, Petrovi¢ and Ilijin from the middle of the
twentieth century, show dominant illustrations of the older singing
style. Nevertheless, among Devi¢’s examples there are also several
songs interpreted in the newer style, but performed by singers from
other villages who are mostly male (transcriptions in Devi¢ 1992 and
sound samples in Golemovi¢ 2013).

The group’s repertoire consisted of songs that belong to both
the older and newer singing styles. Even though the coexistence of
these different singing styles is present among groups from other parts
of Serbia, the phenomenon of bimusicality is rather marginalised in
the existing Serbian ethnomusicological literature (the first of very
few mentions in Serbian ethnomusicology was in Devi¢ 1997: 135,
136). The attention of researchers was mostly directed towards the
differences between certain songs and ways of singing, so these styles
have been studied separately or in parallel (cf. e.g. Jleuh /Devic/
1986). Even when they are related, the styles have been observed at
the level of their mutual influences (which do not necessarily exist):
in such cases, it is usually said that the newer singing style threatens
to quash or contaminate the older one (Golemovi¢ 1981: 6; Devi¢
1997). Moreover, the older singing style has elements strongly rooted
in the Serbian tradition (e.g. the intentional presence of the second
in the vertical sonority within a cadence), which continue to exist in
the newer musical system (Golemovi¢ 1981: 35). Interestingly, some
regions of Southeastern Serbia have still not accepted the newer style
of singing because of their geographic isolation, which contributed to
the stronger perseverance of the older singing style.

A music group is considered to be a group of at least two people
who share the same concepts of performing, consuming, distribution
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and evaluation of music (Baumann 1989: 41). The fixed and most
well-known members of the group “Prekonoga” at the time of the
field research (2006) were four female singers and one male bagpipe-
player, between seventy five and eighty one years old. All of them
were from the village formerly mentioned, except one woman who
had come from the near-by village for marriage and who claims that
the ritual-custom practice differs among villages. The singers had
no musical education and learned how to sing by listening to the
older women — they even participated as singers in the rituals they
were talking about. Apart from being performers, they also provided
important information on the rituals and customs of this region, such as
wedding (svadba), harvest (Zetva), Saint George’s day (Purdevdan),
Lazarus Saturday (Lazareva subota), the rainmakers’ procession
(dodole), vineyard picking (branje grozda) etc. When we met, they
were not able to recall all of the songs sung in the former rituals; they
also performed some of the non-ritual songs, with lyrical themes and
using another musical system. They were also representatives of the
local folk dance practice with archaic instrumental accompaniment,
which shows their familiarity with the older strata of rural folklore.

In analysing the songs performed by the “Prekonoga” group,
different invariant structures (models), results in concrete melodies,
were noted. These formulas were named as aria (arije) by the
interviewed singers, for both diaphonical styles. It is most likely
that this term is of recent origin, although the singers themselves
said nothing about that directly. In addition to this stands the fact
that, in this village in prior decades, Devi¢ registered the use of the
term “voice” (lit. glas) (Devi¢ 1992). The term glas, common in the
Serbian tradition, is characterised by researchers as an intonative and
melodic type (pattern) which consists of the elements that dominate
in a large number of similar melodic profiles (PanuroBuh /Radinovic/
2001: 41; JoBanoBuh /Jovanovi¢/ 2014).

The singers’ perception of the coexistence and interpretation of
different singing styles, bimusicality, is illustrated though the different
comprehensions of “arias” (melodical models) as female (or the older
musical model) and male (or the newer musical model). At the same
time, this is also a gender classification that indicates the “female”
preservation of the old tradition (including rituals and customs) and
the “male” or rather “male-female” preservation of the newer vocal
expression. It is interesting to note that these singers speak of the
“male aria” as an old tradition even while later saying that one song
performed in that particular style is their product as authors. Since this
is certainly a newer tradition, a question can arise as to whether the
singers introduced changes in their repertoire based on their aesthetic
preferences, while continuing to present the songs as archaic. These
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singers nevertheless long to stay “talented anonymous individuals”
and in that manner to contribute to the opulent folk art in the domain
of reproduction production.

The older two-part singing is organized in such a way that one
singer “leads” (vodi) and the other “follows” (prati), as they say.
When talking about the older style, it can be noted that singers are
gathered in two two-member groups and sing alternately — the second
group sings the strophe that follows without canonic treatment of the
strophes. The most highly emphasized characteristic of this style is
the texture, which is predominantly in the form of a rhythmic drone.
The second is dominant in the vertical sonority; non-temperation and
occasional intonative instability are common, as is a narrow melodic
range. At the beginning of each strophe there is a dull exclamation
syllable “(h)e” with the conveying character which is of a longer
length and by upward glissando accomplishes the axis-sound g’.
The typical ornamentation of this singing style is clucking sounds.
In some ritual genres there may be the sound “i!”, downward in
glissando from (approximately) /° at the end of the melo-strophe. It
is interesting that the performed examples are in parlando rubato
metro-rhythm with the occasional tendency towards distribution
in the refrain. The metrics of the verse may be septosyllabic (4, 3),
symmetrical octosyllabic (4, 4) or asymmetrical decasyllabic (4, 6).
In the formal aspect it is notable that the lengths of lyrical and musical
phrase often do not overlap. Some songs have a framing verse. The
older singing can be illustrated with the song Cornel Is Flowering in
the Green Mountain (Drenak cveta u goru zelenu, Example 1) which
is usually sung on Lazarus Saturday. It is interesting that a song of
this genre, even of this melodical type, was also noted in 1987 (Devi¢
1992:464-467), so it is important to note its vitality during the second
half of the twentieth century. Furthermore, this tune is present in
different genres and its characteristics (such as X /4, 6/, frame verse,
outcry) can also be recognized in wedding songs (Devi¢ 1992: 432).
This demonstrates a coherence between the genres of the rural ritual
singing calendar (Dumni¢ 2006: 16), also present in neighbouring
areas and interpreted as part of the magical connection of the whole
annual cycle of customs for the fertility, health and prosperity of
the local community (PaguroBuh /Radinovi¢/ 1992: 122). Such a
melodical and contextual basis certainly led to the stability of the
older two-part singing style in the repertoire of those singers.

The main characteristic of their newer singing style is of one
soloist standing out in front of a group of an unlimited number of
performers. It is interesting that this “male aria” can be performed by
both men and women, even combined, probably because this way of
singing has no sacred contextual basis, as is the case with the older
style. It has to be mentioned that a singer who had not formerly been
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exposed in such a context “led” only one song of this kind. The newer
singing differs from the older in almost every aspect: apart from the
striking homophonic texture, the more tempered note relations in the
leading melody, the wider ambit, the tendency towards establishing
a precise metro-rhythmic base, the different manner of ornamenting
(e.g. vibrato), the different timbre with clear lyrical articulation,
and the strophic form of rhymed couplets are present. In the formal
aspect the accordance of the music’s length with the lyrical phrase is
obvious. The group’s newer singing style represents their self-written
song Hey, Svrljig, City in the Valleys (Oj, Svrijigu, grade u doline,
Example 2). This song demonstrates several interesting aspects of
rural singing in this area. Namely, it is sung to one of the typical
tunes of newer two-part singing and it became very popular as part
of partisan folklore in Yugoslavia during World War Two (Golemovi¢
1981: 12, 44-45). Apart from being commonly considered as “folk”,
it actually has a composer and title — Oskar Danon, Ide Tito preko
Romanije. He composed it in 1942 on the basis of the musical folklore
of the Romanija region, Eastern Bosnia (Danon 1982). In relation to
the heritage of the Svrljig region, it is important to mention that this
song was recorded in 1966 in the village of Burdimo, and that the
performers were men who sang it intonatively correctly (Devi¢ 1992:
505-506; ct. Golemovi¢ 2013). Moreover, this song is interesting in
terms of the aforementioned idea that two-part singing might have
emerged from the sound made by the bagpipe. The very song Ide Tito
preko Romanije was given to a player of the local bagpipe variant
(erske gajde), but he was unable to perform it correctly because
of a different musical thinking (Vukosavljevi¢ 1981: 51), which
corresponds to the older folklore. Finally, the “Prekonoga” group
took this music and wrote other lyrics based on the theme of love,
using local motifs, the local dialect and poetic interventions in order
to fill the decasyllabic verse (adding the syllable “-ulj” in two lines).
This kind of adjustment is typical of creations in the newer two-part
singing style (Golemovi¢ 1981: 10, 33).

In spite of the idea that the vertical sonority result would be
two-part singing, in the case of a large number of performers there
maybe the presence of additional notes which are accidental, or
wrong. The impression is that, while performing, the voices are rather
relaxed, and singers do not pay as much attention to vertical sonority
perfection as was the case with the older singing style, which was
sung correctly. Given this fact, it is easy to notice that the older style
is rooted in group’s music heritage and that is why they have trouble
in adjusting to the newer style.
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’

Bimusicality and the Repertoire of Singing Group “Prekonoga’

The ability of these singers to cherish two interpretative styles
allows the study of the level of bimusicality. It is widely known in
ethnomusicology that the term “bimusicality” has several meanings.
This term is common in literature nowadays and very useful in applied
ethnomusicology (cf. e.g. Solis 2004). It was introduced by Mantle
Hood in the middle of the last century (although the phenomena he
discussed existed even earlier), implicating the practical mastery of
students of ethnomusicology in foreign, “exotic” music, for which he
provides methodological instructions (Hood 1960: 55-59). After that,
the question arose among professionals of whether the performers
themselves (whose music is studied) can be bimusical. Bruno Nettl
said that there are many people belonging to different cultures who are
originally bimusical (or even polymusical) and who behave in the same
manner as bilinguals (or even polylinguals). Moreover, it is possible
that some folk music performers are familiar with e.g. classical music
(Nettl 1983: 50), or that some musicians in urban settings are performing
diverse music styles and genres (Cottrell 2007). Timothy Rice offered a
retrospective view in reviewing Hood’s concept, outlining the original
ideas of bimusicality and its methodological operativeness (Rice 1994:
332-333). Also, Stephen Cottrell gave an overview of the existing
literature related to this concept (Cottrell 2007).

Ruza Bonifa¢i¢ made an important contribution to this issue
in a region of the former Socialist Federal Republic of Yugoslavia.
While studying Hood’s conception of “bi-musicality”” and Blacking’s
conception of musicality (Blacking 1973), she differentiates between
the broader and narrower meanings of bimusicality. The term “broader
bi-musicality” represents “the ability of the individual to listen, accept,
to like and understand two different musical styles in the performance
of which he may, but need not, participate” (Bonifac¢i¢ 1997: 37).
The term “narrower bi-musicality” is closely related to Hood’s
opinion and therefore implies “competent mastery of two different
musical styles” (Bonifac¢i¢ 1997: 50). She studies the bimusicality
of certain singers from the island of Krk (Croatia) based upon the
following parameters: participation in a music performance (with
consideration of the repertoire, age of the performers and the area in
which they perform), the conditions in which the music performance
is given, and the manner, style and quality of the interpretation. Of
great importance is the factor of which style the new music forms are
created in, as well as society’s opinion on the examinee’s competence
in both styles (Bonifaci¢ 1997: 52-58). In addition, she introduced
the categories of active and passive bimusicality, the latter implying
performing badly, but with a high level of interest in various kinds of
music (Bonifaci¢ 1997: 58).
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Finally, the activity and performance of “Prekonoga”
group can be observed comparatively in the manner suggested by
Bonifaci¢. The previously debated two-part singing is the most
important common parameter within which their bimusicality can be
regarded. It is noticeable that the older songs predominate in their
repertoire, probably because of the requests of ethnomusicologists
with whom the group have collaborated. As formerly mentioned, in
their performances the older two-part singing type prevails, which is
seen in quality of the vertical sonority component. While performing
the newer songs they are not aware of the fact that they are less
successful than while performing the older ones, because of their
relaxed voices, the larger number of performers and their conformity
to the older style. Their strong and enduring adjustment to the older
music style can be explained by their exposure to that folklore in
their youth. Although it is more difficult for them to adapt to the
newer style, they create the new songs in this very manner, probably
because of the applicability of its melodic patterns, but also because
of the need to accommodate themselves within the growth of present
trends — for example, singing in larger groups, ability to communicate
with a wider audience in Serbia, and adjustment to groups from other
regions of the country, mostly of Dinaric origin (even the possibility
of comparison with those groups). The lack of creativeness in the
older style can be interpreted as a preservation of the older songs
which are considered as unchangeable things (even as taboo in the
original ritual context), given their ritual origin and long tradition.
This shows their tendency towards the preservation of the folklore of
supposed archaic origin.

The bimusicality of “Prekonoga” is recognisable in the fact
that they were very active and prominent performers who knew
and used two different music styles. Nevertheless, they showed a
stronger tendency towards one: the dominance of the older over the
newer style is clear in the manner presented above — this is easily
understood given their age, and requests for the older folklore styles
by the organisers of public performances; it can also be said that
their reputation among audiences has been accomplished with this
particular singing style. According to everything discussed, they can
be considered as representative performers of the older singing style,
which is strongly confirmed by their community. The newer two-
part singing of the “Prekonoga” group is of weak quality, but they
nonetheless express a keen interest in this singing form and tend to
cherish it in the domain of their musical habits and customs. Their
bimusicality is “broader”, in Bonifaci¢’s terms.

The concept of bimusicality in its originally established meaning
shows that more than one musical practice can be accomplished and
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that it has good results in terms of ethnomusicological methodology.
Furthermore, it provides the possibility to observe different types
of musical thinking in the repertoires of various musicians. In other
words, this concept can be useful in musical cognition research,
but also in policies of the sustainability or development of musical
cultures. The example analysed here is interesting as a contribution
to the application of the bimusicality concept because it is rare
illustration of the process of creation in the newer style (i.e. one level
of that style) and at the same time as a case of the maintenance of
older rural musicality in contemporary Serbia.

EXAMPLES:

E, drenak cveta u goru zelenu, i! E,thecornelis flowering in the greenmountain,
i!

Drenak cveta u goru zelenu, The cornel is flowering in the green mountain,

zdravac raste pod velemu stenu. the geranium is growing under the big rock.

Zdravée, vence, beru te devojke?  Geranium, wreath, are girls picking you?

K’d te beru, uz obraz te nose! When they pick you, they wear you near their
cheek!

Example 1: “Drenak cveta u goru zelenu”

g

0j, Svrljigu, grade u doline, grade  Hey, Svrljig, city in the valleys, city,

u doline in the valleys,
oko teb’ su Svrljiske planine, you’re surrounded by the Svrljig
Svrljiske planine! Mountains, the Svrljig Mountains!
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0j, Svrljigu, grade u doline,
oko teb’ su Svrljiske planine!

S leve strane — planina Devica,
u Devicu lepa ¢obanica.

A sa desne — Visokulj planina,
u planinu do dva ¢obanina.

A ispodulj dobra reka tece,
procepa su, medenice zvece.
Iznad reku ¢obani planjuju,
¢obanicu pesmom dovikuju.
,,Cobanice s planine Device,
dod’ kod mene da ti ljubim lice,
da te vodim u Ravnu pecinu,
da pokazem svu moju vestinu!”
Cobanin me poljubi, pa ode,
ostavi me k’o ribu bez vode

u pecini da tugujem tugu.

Ode coban da miluje drugu...

Hey, Svrljig, city in the valleys,

you’re surrounded by the Svrljig Mountains!
On the left — Devica Mountain,

in Devica is a pretty shepherdess.

And on the right — Visok Mountain,

in the mountain there are two shepherds.
And belowis flowing a good river,
fissuring and clinking.

Shepherds are lazing above the river
and calling the shepherdess with a song.
“Shepherdess from Devica Mountain,
come to me to kiss your face,

to take you into Ravna Cave,

to show you all my skills!”

The shepherd kissed me and went,

left me like a fish without water

in the cave to grieve.

The shepherd went to kiss another one...

Example 2: “0j, Svrljigu, grade u doline”
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Mapuja J[ymuuh

KOEI'3UCTEHIMJA CTAPUJET 1 HOBUJEI
JABOIJIACHOI' HAPOJIHOI [IEBABA
Y CEJIY [IPEKOHOTA (JYTOUCTOYHA CPBUJA)
KAO ITPUMEP BUMVY3UKAJIHOCTHU

(Pe3ume)

Y 0BOM pajly TOBOpH C€ O IIeBamky CTAPHUjUX IeBa4nIa AMAaTEPCKOT KYITyp-
HO-yMETHHYKOT IpymTBa ,,IIpexoHora” u3 ucronmeHor cena kox CBpJpura, Koje
npunaga My3udkoM aujanexkry Jyrouctoune CpbOuje. [Ipema yBakaBamwy mojerne
CEOCKOT' JIBOIIACHOT IeBama y CpOuju Ha cTapHje ¥ HOBHje, Kao U IOJeJe CTa-
pHjer Ha TMHAPCKO U HIOTICKO, PypasTHO HApOIHO JIBOIVIACHO MEBAE 3aCTYIIJLEHO Y
CBpJpuTy MOXKE OUTH CcTapHje — IMIOTNCKo, 1 HoBHje. CTapuju TUII IBOTIIAC]ja Y OBOj
o0macTi MOYKe KOHTHHYHPAHO J1a Ce MIPaTH y €THOMY3HKOJIOIIKIM TyOHKamjaMma
on 1931. mo 2011. rogune. Ca npyre cTpane, mocie J[pyror cBeTCKoOr para eKcraH-
3Mja JIBOTVIACHOT ICBaka HOBHjC TPAIUIIM]jE YTHUIIANA je Y oxpel)eHoj MepH U Ha Ha-
ciehe y oBoM Kkpajy. HakoH mpezacraBibama KapaKTepUCTHKA JIBOIVIAC]a CBPJBHIII-
KOT' Kpaja, y CTyIWjH Cy aHAIN3UpAaHHW (JIMYHU) TEPEHCKHM CHUMIM Ha KOjUMa je
3aCTYIUBCHO TIeBamke 00e BPCTE — TPaJULHOHAIHO CTapHje CEOCKO JIBOIIACHO TIe-
Bame U ,,ayTOPCKO” HOBHjeT cTiina. KonauHo, oBakaB pereproap (GoikiIopHe Tpyme
u3 [IpexoHore nocmarpat je u3 acrekra OUMy3UKaTHOCTH, OJJHOCHO CIIOCOOHOCTH
HErOBama JIBa pa3iMuuTa My3ndka Haciieha. 3ak/byueHoO je Ja je y IeBamy cra-
pujux nesaunna AKY]L ,IIpexonora” mpeno3HarjbuBa ,,lupa OMMY3HKAIHOCT,
Oynyhu na je JOMMHAHTaH CTHII CEOCKOT JIBOIVIACHOT IEBamba KOjH UMa JIyXKy Tpa-
TTUTIH}Y.
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Abstract

The common denominator in the careers of two contemporaries and great men,
citizens of Austria-Hungary — Leo$ Janacek and Sigmund Freud — was that, in spite
of their status as outsiders, they managed to achieve well-deserved recognition.
Both non-Germans, they had to surmount a number of obstacles in order to attain
their professional goals. The Slavophile Janacek dreamed for a long time of success
in Prague, which came at last in 1916, two years before a triumph in Vienna. Freud
had serious difficulties in his academic career because of the strengthening of racial
prejudices and national hatred which were especially marked at the end of the
19" century. After the dissolution of the Empire things changed for the better for
the composer, whose works got an excellent reception in Austria and Germany,
whereas the psychiatrist had to leave Vienna after the Anschluss.

Key words
Leos Janacek, Jenufa, Sigmund Freud, Austria-Hungary 1878-1918.

At first sight, it seems strange to draw connections between
the biographies of two men exercising very different professions
— a composer and a psychiatrist — who moreover had no personal
relationship and made no particular observations about each other.
Some common traits noticed in the courses of their careers, however,
were provocative enough for me to try to establish some parallels
between them that could provide us with a little more insight into
the position of non-German creative men in the Austro-Hungarian
Empire during the last decades of its existence. The stability of the
complex multinational “Double monarchy” was illusory and its
slogan Ruhe und Ordnung (Peace and Order) was more a dream than
reality. However, Vienna’s unique university and art traditions and

*This article was written as part of the project Serbian Musical Identities within Local
and Global Frameworks: Traditions, Changes, Challenges (On 177004), funded by the
Ministry of Education and Science of the Republic of Serbia. An earlier version of the
article was presented at International Conference A Tale of Three Cities, Janacek's Brno
Between Vienna and Prague, University of London, 22-24, October 1999.

! melita_milin@yahoo.com
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the whole cultural environment still had a strong appeal for people
inclined towards creative work, be it in the fields of science, the arts
or philosophy. The works of outstanding individuals in all those
areas proved to be of immense importance for future developments
on a global level: suffice to mention the physicist Ernst Mach, the
philosopher Ludwig Wittgenstein, the psychiatrist Sigmund Freud
and the composers Gustav Mahler and Arnold Schoenberg.

Both Freud and Janacek were born in Moravia (the psychiatrist-
to-be two years after the composer-to-be, 1854 /1856), but whereas
Freud lived almost all his life in Vienna, Janacek stayed in the deep
province of what was Brno at that time, although only 100 km away
from Vienna and 180 km from Prague. Both of them had many
obstacles to overcome on the way to full recognition of their original
ideas. Freud dreamed of his work being accepted in the city where he
lived, but for Janacek it was most important to be applauded in the
Czech capital, Prague. When he was eventually recognised in Vienna,
this seemed to be of much less importance to him than a triumph in
Prague, which came earlier.

Confronted by the mixture of cultures and the ‘“awakening
of nations” in Austria-Hungary, the Austrian population found its
supremacy threatened, which resulted in more or less pronounced
nationalistic attitudes. The activities of the anti-Semite Pan-German
union further damaged the already tense relationship between the
Austrian / German people and the others in the Empire — Jewish,
Slav and Hungarian peoples. In his Autobiography, Freud wrote that
when he was a student he was “affected by the expectation of his
environment to feel less worthy and not equal to them [i.e. to the
Germans] because [he] was a Jew”. “I renounced”, he added, “without
much sorrow to belonging to that people [...] and very early I got to
know the fate of a man who is in the opposition and is excluded from
a compact majority” (Frojd 1979: 9). Leos Janacek was also a non-
German inhabitant of the Monarchy, but living on historically Czech
territory. Like Freud, he certainly wished to be treated as equal with
the Germans, but contrary to him, Jana¢ek would surely never have
wished to be regarded as belonging to the German people. There
are many records of his hostile feelings towards the Germans, the
earliest of which probably being a letter to his uncle accompanied
by a poem of his when he was only 15 (Knaus 1985: 53-4). The
explanation can be found in the young Janacek having been strongly
impressed by two important events taking place that year: the
celebration of the 1000™ anniversary of the death of St. Cyril who,
with his brother St. Method, introduced Christianity to the Slavs, and
the Memorial to their contemporary, Prince Svatopluk, the founder
of the kingdom of Great Moravia. There are many testimonies to
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Janacek’s nationalistic, anti-German attitudes evident also in his later
years, such as not taking trams in Brno as they were owned by the
Germans and not going to the German concert house (Gojowy 1991:
27). His marked inclination towards Russian culture is well-known,
as were his activities in the Russian club in Brno which he founded
in 1897.2 On the other hand, it was his own decision — though taken
only after not receiving an answer to his inquiries about studying in
St. Petersburg — to continue his music studies after Prague in German
cities, Leipzig and Vienna. He was highly critical of his professors’
pedagogical and compositional work, which caused several conflicts
between them, but it can be claimed with certainty that those were
not political (nationalistic) clashes, but strictly musical ones (Helfert
1939: 121-175).

‘When Milan Kundera compared Max Brod’s fight for Janacek
with Emile Zola’s for Alfred Dreyfus (Kundera 1994:224), he probably
overestimated the composer’s problems in gaining recognition in
Prague. It is nevertheless quite true that Janacek faced obstacles that
are difficult to understand today. It is interesting, be it said in passing,
that Brod served the causes of two of the most outstanding artists the
Czech lands have given to the world — Janacek and Kafka.?

Janacek’s position — like Freud’s — is to be observed against the
background of the complicated multiculturality of the Double monar-
chy. Germanisation was something greatly feared by all the non-Ger-
mans in the country. The opinion of Heinrich von Srba, the great
Austrian historian of Czech origin, was typical — he thought that only
German blood was the cement of civilisation, of the Kulturnation in
Central Europe. Members of other nations could rise to the heights
of culture, but only by becoming Germanized, becoming German in
fact. The alternative was to stay at the level of their own ethnic origin
— that is, at a lower level, respected but subordinate (Magris 1990:
32).The conflict between Germans on one side and Czechs and oth-
er non-Germans on the other manifested itself principally through
the questions of autonomy and language. Perhaps it was the gener-
al obsession with native languages that was the source of Janacek’s
marked interest in rendering the melodic-rhythmic inflections of the
spoken language in his music. The Czech language bearing very dis-
tinct features, the wish to transpose them into music could be in-

2 1t is interesting that Freud joined the Jewish community “B’nai B’rith” in Vienna the
same year (1897).

3 Kundera 1994: 290. Kundera believes that they are the two greatest artists to have
lived in his country. He also writes that living in Prague was an enormous handicap for
Kafka, since as such he was separated from the literary world of his (German) language
and from the German publishers, which proved fatal for him. Kundera observes Prague
as only a provincial town for the Germans, just as Brno was for the Czechs, from which
it could be concluded that both Janacek and Kafka were provincials (ibid.: 290, 291).
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terpreted as an effort — conscious or subconscious — to assert and
emphasize the differences in relation to the German-type music. Of
course, Janacek aimed primarily to suggest all the psychological sub-
tleties contained in speech, but it is possible that his method also
had the meaning of demonstratively proving the worth of a principle
derived from the characteristics of the Czech language, viewed as
representing the true identity of the people using it. He conceived this
principle comparatively late in his career and the same could be said
of the maturation of his attitude towards folk music. Like Bartok, he
had not been brought up in a rural environment amidst a living and
rich folk tradition; they both discovered authentic folk music later in
their lives through field work, which constituted a decisive moment
in their development as composers. Having had rather conservative
attitudes in their youths, they gradually started producing original,
individually conceived works. The common denominator of their
compositions could be found in anti-romanticism, but their overall
artistic results differed a great deal. It is mainly this anti-romantic at-
titude that divided Janacek from the creative world of Bedfich Smet-
ana, so it is to be expected that of all the leading Czech musicians,
Janacek felt most alien to Smetana (Jiranek 1985: 36). On the other
hand, it is likely — as has been posited by Jifi Fuka¢ — that Janacek
had a complex of the father-founder of Czech national music. Since
he was aware that Smetana was that figure in reality, he tried to sur-
pass him and gain his position (Fukac¢ 1970: 58).Why would Janacek
wish that? Maybe the answer could be found in his deliberately opt-
ing for an Eastern orientation in music, whereas he most probably
viewed Smetana’s aesthetic position as too Western. Such a division
in the frame of so-called national schools is not exceptional — in fact,
it could easily be observed as a rule. It was to be expected, since the
first manifestations of national ideas in the music of Eastern Europe
appeared at the time of Romanticism, that the spirit of those works
would bear features of “romanticisation”, which Walter Wiora wrote
about.* The next generation, to which Janacek belonged, was active

4 Wiora was probably the first to use that term in that context in his book Europdiische
Volksmusik und abendldindische Tonkunst, Kassel, 1957. In the chapter “Romantisierung
und Realismus” we find the following sentences: “Im Ubergang vom Weltalter der
Glocke zu dem Fabriksirene kimpfte sie (i.e.die bisherige Volks- und Hochkultur) gegen
die begonnene Verniichterung, Entzauberung, Entgotterung der Welt und beschwor
die entgegengesetzten Sphéiren zu neuem Leben: das Poetische, das Romaneske, das
Wunderbare. Indem Romantiker diese Sphéren auch und besonders in Volkstradition
suchten, haben sie Schones und Kdstliches entdeckt, das vorher verborgen war. Aber
wie der Liebende zwar tiefer erkennt als der Niichterne, doch zugleich umschwérmt
und verklért, so haben sie das Lied des Volkes ‘romantisiert’. Sie umhiillten es mit einer
poetischen Aura, sie liessen es wunderbar schimmern und leuchten; sie gaben, gemass
dem Begriff der Romantisierung bei Novalis, gemeinen hohen Sinn und Gewo6hnlichem
geheimnisvolles Ansehen” (146-147).
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at the time of the anti-romantic reaction and had more profound and
scientific relations with folk music, which brought a marked appre-
ciation of realism. Such an outlook led to the stressing of specific
musical characteristics that differed essentially from those present in
the Western tradition. By implementing this new aesthetics, Janacek
showed his abandonment of Smetana’s tradition, thus creating dis-
continuity in Czech music. On the other hand, Janacek is closer to
Smetana than to the younger generation of Czech composers who
made their appearance after the First World War. Seen from that point
of view, his output marks the end of an evolution.

Czech musicologists have already dealt with this aspect of
Janacek’s creative personality (Jiranek 1997: 24; Fukac 1970: 58-9),
but it is noteworthy that, as early as 1938, the great Serbian composer
Petar Konjovi¢ wrote about Janacek as being an important exponent
of the Eastern orientation in Slavonic music (Konjovi¢ 1947:
127-32). Konjovi¢ also wrote that together with Mussorgsky® and
Borodin, Janacek represented this Eastern orientation in that, among
other features, his works showed that he had a feeling for primitive/
archaic qualities in music, that he sought simplicity and directness
of expression, that the formal processes in his compositions were
more evolutionary than constructed and that he was especially
attracted to transposing the real world by musical means (ibid.:
126). It can be added that Konjovi¢ felt closer to those composers
of Eastern orientation and that their influence can be noticed in his
own compositions — thus, for instance, he paid special attention
to the inflections of speech in his vocal music. When Konjovié¢’s
masterpiece, the opera Kostana, was successfully staged in Brno
(1932) and Prague (1935), critics such as Jan Racek, Ludvik Kundera
and Otakar Sourek noticed analogies between that work and Jeniifa
(Mosusova 1973: 259). Konjovi¢, however, didn’t know of Janacek
before the end of the First World War, although he had studied at
the Prague Conservatory from 1904-06 and this is no wonder, since
Janacek was almost unknown in the Czech capital before Jeniifa’s
premiere there in 1916.

When he finally saw the realisation of his dream — the staging
of Jeniifa in Prague — Janacek was already 62, older by more
than a decade than Freud when he was finally elected professor
extraordinarius. The story about the reluctance of Karel Kovatrovic
to allow Jenuifa to be performed in Prague is well known. In Jeniifa,
Kovatrovic mostly resented what he described as “inartistic” and
“naturalistic”, even the word “dilettantism” was used. Both former

5 Mussorgsky and Janagek have so much in common that it is strange indeed that
Janacek never acknowledged any debt to the Russian composer and is generally taken
as “underivative” (See Jiranek 1996: 43).

151



My3ukonoruja 18 -2015 Musicology

qualifications being related to Janacek’s speech-melodies, it must
have been strange for the composer that the special attention he paid
to speech, that is to the Czech language, met with such obstacles in
the Czech capital; he probably would not have been surprised that
something like that would happen in a non-Czech town, but it was
painful that it was so in Prague.

The writer Milan Kundera called Jeniifa’s triumphant premiere
in Prague “a humiliating victory” because it was performed by a man
who for 12 years had shown only disdain for the work, had staged it
only on the condition that he would be allowed to make “corrections”
to the opera, and Janacek was obliged to be grateful to him after
all this (Kundera 1994: 226). The composer obviously thought that
such a concession was worth the reward of being performed in the
National Theatre of his dreams. This can be seen as another common
point between Janacek’s and Freud’s careers, since the psychiatrist
(as mentioned earlier) also accepted help from influential people
to reach an important personal goal. For both men those were their
first really significant successes that gave powerful impetus to their
future creative work. There was, of course, still much resistance to be
overcome, but from then on their positions were steadily improving.

The success in Prague cleared the way for Jenufa in Vienna,
where it had its premiere in February 1918, only a few months before
the collapse of the Empire. The opera was staged by special order
of the Emperor — against the interpellation of a German nationalist
deputy in the parliament (Gojowy 1991: 27) — and continued to be
performed afterwards, in the newly-formed Austrian republic and
across Europe. Janacek must have been especially hurt by the Prague
music circles trying to underestimate his successes even after Jenuifa’s
triumph abroad, as for him the most important thing was to be seen
not only as the most outstanding Czech composer of his time, but
also as the father-founder of Czech national music. At the height of
his fame, two years before his death, he had to deal with being called
a Moravian, not a Czech composer, by his Prague colleagues.®

Janacek’s fame grew continuously as the opera and his other
works found their way to many European stages and concert halls. Did
this turn of events soften Janacek’s anti-German feelings? It certainly
did, the more so as his beloved country finally won its independence
at the end of the war. Here are his words: “One day I saw a miraculous
change in the town [Brno]. My antagonism to the gloomy town hall
[=the symbol of the Austrian rule — M.M.] vanished... Over the town
the light of freedom blazed, the rebirth of October 28", 1918...”.” Both

6 Jana¢ek wrote to a German musicologist: “I am a Czech composer, not a Moravian
one as people in Prague want to designate me” (Muller 1930: 85).
7 From Janagek’s feuilleton “My town”, quoted in: Fuka¢ 1988: 150.
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as a composer and in his private life Janacek experienced a specific
rebirth in the last decade of his life. However, not all his undertakings
were successful. For several years he worked on The Danube, a large
orchestral work which was probably intended to rival Smetana’s
Vitava, but eventually he was unsatisfied with the result and left the
work unfinished. Maybe Janacek would have been able to finish the
work to his own satisfaction, had he made his continually—postponed
journey from Bratislava down the Danube. This, the largest European
river that connects the centre of the continent with its Eastern border
had for many centuries been the symbol of the Austrian Empire and
as such not very attractive for Janacek to compose a work about. Now
that there seemed to be no dangers threatening the new Czechoslovak
Republic, Janacek perhaps felt free to compose the work, purely to
celebrate the beauty of the landscapes surrounding the Danube on its
flow to the Black Sea. Maybe he wished at the same time to consolidate
his new international career by choosing a subject that would not be
labelled as national since it related to the Danube’s literal crossing of
the borders, of its linking several countries. It is however difficult for
composers coming from so-called peripheral areas of Europe, even
for outstanding composers like Janacek, to escape the designation
of exterritoriality. We can take the example of Theodor W. Adorno
who, although estimating Janacek’s overall achievement as valuable,
saw JanaCek and Bartok alike as exterritorial composers who, thanks
to their living in agrarian areas of South-Eastern Europe in which
the developments of Western music were not fully accepted, did not
need to be ashamed of using tonal material (Adorno 1968: 63, fn 3).
Such ideologically distorted views mostly belong to the past and both
composers are today rightly seen as authors whose ways of solving
the crisis of late Romanticism — through a novel approach to folk
music — were as legitimate as those of Schoenberg or Berg (Danuser
1983: 48 passim).

It is interesting that JanaCek was not only regarded as
exterritorial from the Western point of view, but also as somebody
extrinsic even to a provincial town like Brno (Fuka¢ 1988: 150).
In this light, his magnificent ascent from a Moravian provincial
composer to an outstanding figure of early 20" century music seems
almost a miracle. He would not have reached this position without
his perseverance in wanting to have one of his works, Jeniifa, staged
in Prague. The novelty of the work would certainly have been much
more highly appreciated had it been performed at the right time, after
the Brno premiere, not having to depend on the good will of one
conductor and waiting 12 years for its chance.

In the analyses of some of his own dreams, which he published
in The Interpretation of Dreams in 1900, Sigmund Freud has left
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most valuable accounts of his painstaking professional ascent.
As Carl Schorske has pointed out in his remarkable book on Fin-
de-siécle Vienna (Schorske 1980), the 1890s had been especially
hard for Freud. He failed to obtain a professorship, as the academic
promotions of Jews in the Medical Faculty became more difficult
in the crisis years after 1895. It was in that year that Karl Lueger’s
German nationalists and anti-Semites won the elections in Vienna,
causing the strengthening of racial prejudice and national hatred.
Freud’s position on the social ladder sank and he became an ordinary
doctor, since he was not able to continue his scientific endeavours.
The death of his father in 1896 aggravated his personal crisis. All
these painful events Freud found in disguised form in his dreams.
Freud’s basic analytic principle, that “a dream is a disguised
fulfilment of a suppressed wish” was effectively applied by himself on
his own four “Rome dreams”. Five times he travelled to Italy between
1895 and 1898, without ever reaching Rome. Some inhibitions held
him back. At the same time, Rome became, literally, the city of his
dreams (Schorske 1980: 190). In one of those dreams Rome appears
as “the promised land seen from afar”, implying Freud’s relation to
Rome to be the same as that of Moses to Israel. Schorske is probably
pointing in the right direction when he sees there an expression of a
forbidden wish: a longing for an assimilation to the gentile world that
his strong waking conscience would deny him (Ibid.: 190). In another
dream he identifies Rome with Carlsbad (Karlovy Vary), Bohemia’s
renowned spa, a city of pleasure and recreation (re-creation) — of
resurrection. In fact, Rome was perceived ambivalently by Freud —
not only as an object of desire, but also of hate — for in some of
his dreams Rome figured also as a symbol of the Catholic Church,
the oppressor whom he wished to defeat. Further evidence for such
an interpretation of his dreams is given by Freud himself, who
explained that Hannibal — the Semitic general who fought against
the Romans and whose lifelong wish was to enter Rome — had been a
favourite hero of his childhood. As a child, Freud was deeply affected
by an event demonstrating his father’s “unheroic behaviour” when
humiliated by a Christian. These two facts combined lead to the
conclusion that Freud subconsciously viewed himself as a “Hannibal”
who would avenge his feeble father against Rome, which symbolised
the organisation of the Catholic Church and the Habsburg regime
that supported it (Ibid.: 191). Hannibal’s personality awoke in Freud
one more association: “Like him”, he writes in The Interpretation of
Dreams, “I had been fated not to see Rome” (Freud 1956-74: 121).
Freud actually visited Rome in 1901, one year after the
publication of his important book. The next year, in 1902, he was
promoted to professor, but, as was observed by Schorske, at high
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moral costs: “For, against his conscience, Freud had recourse to what
was known in Austria as ‘protection’ — the help of socially influential
individuals to secure personal preferment” (Schorske 1980: 203).

Freud knew that he needed to be far above his rivals if he wished
to be accepted as an equal in the Viennese society. In analysing his
Rome dreams he had to confront himself with the symbolically
transmitted evidence of his conspicuous ambition. He asked himself
if his “longing towards greatness” had its source in his knowledge
of an old woman’s foreseeing at his birth that he would be a great
man when he grew up (Frojd 1970: 196). Freud also recalled how
impressed he had been at the age of 11 or 12 when an unknown man
in Prater declared that it was quite possible that he would be a minister
one day (ibid.: 197). Another event, this time very unpleasant, was
deeply engraved into his memory: after a minor incident, his father
remarked that nothing would ever become of the boy (then aged 7)
(ibid.: 220).The sphere of Freud’s academic success was obviously
narrowly connected with his relationship to his father. It is clear that
public (professional) and private (personal) aspects of Freud’s path to
success and glory intermingle to present a vivid image of the status
of a non-German, an outsider in the Austrian society of the Fin-de-
siecle. That his revolutionary ideas had received a largely positive
reception speaks of the prevailing civilized standards in the Empire
that was drawing towards its final years.

Both Janacek and Freud belong to the personalities that left
lasting impressions on the domains of art and science in the 20™
century, the former marking the end of an evolution, while the
latter stood at the beginning of another. They fought persistently for
recognition and their efforts were crowned with great success. With
the passing of time, Janacek slowly made peace with the German
political and cultural pressure, which was helped by the favourable
result of the war and the founding of the Czechoslovak Republic.
He could not but be happy to see that the successful conquest of the
world stages and concert halls passed through German opera houses.
JanacCek died before noticing the signs of the future catastrophe of
the Second World War. Freud, on the other hand, endured the misery
of having to leave his country in his old age, seriously ill, after the
Anschluss. He died in London in September 1939, a few days after
the beginning of the war.
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Menuiia Munun

JAHAYEKOB U ®POJ/I0B BEY: /IBA BEJIMKA
CABPEMEHUKA V¥V BOPBU 3A ITPU3HAIBE

(Pe3ume)

3ajeqHMYKH MMEHWIAIl KapHjepa NBOJHIIC BEIHKHX JbYIH, CABPEMECHHKA U
rpahana Ayctpoyrapcke — Jleoma Janadeka (Leo$ Jandcek) n Curmynmga @pojaa
(Sigmund Freud) — morke ce Hahu y YHECHUIH [1a CY, YIIPKOC CTATyCy ayTcajaepa,
TocJIe JI0CTa Haropa YCIeH Jla 0CTBape JKeJbEHO 3aciyKeHO npusHame. bynyhn
Ja Hucy o Hemim, Mopaiu cy i1a caBiajajy pasHe Ipernpeke Ja Ou peain3oBa-
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T cBoje npodecnoHatne nuibese. CroBeHO(UI JaHaveK je Tyro camao 0 ycuexy
cBoje omepe Jenygha y Ilpary, ocTBapeHOM TEK TOCJIE BHIIETOANIILCT oarahama,
1916. rogune, a 1o Tpujymdba y beuy monuto je aBe roauue kacuuje. @poja je
nMao 030MJBHHX Telikohia y CBOjoOj akaaeMcKoj Kapujepu 300r jayama pacHe
HETPIIEJbUBOCTH M HALMOHAJIHE MPXKIbE Y JIPYKaBH, HAPOUNUTO M3PAKEHUX KpajeM
XIX Bexka. ITocie pacmaga Aycrpoyrapcke CTBapu Cy ce IpOMEHWIE HaboJbe 3a
KOMITIO3UTOPA, Yuja Cy Jiea JOXKHBella H3BaHPEAAH MPUjeM yIpaBo y AyCcTpHju U
Hewmauxoj, 10K je OCHHBaY IICHXOaHAIN3e MOpao Ada HammycTu bed mocne AHmnTyca.

®pojr je y cBOjo] Aywmiobuopaghuju Hammcao na je joIl Kao CTYIOCHT
JIO)KMBJHABA0 J1a Ce O Ihera ouekyje jaa ce oceha Mame BpeIHUM M MCKIbYYCHUM
u3 KoMmakTHe BehuHe 300r Tora mto je 6wo JeBpejun. OmaycTao je of Kesbe na
npunaja BiaaajyhemM, Behunckom Hapoay, 10K JaHauek, 3a0KyIJbEH OCTBApEHEM
CBOjHUX WI€ja O YEIIKOj MY3HWIH, TOME HHKaga HHje HU Texno. Cykod m3mehy
Hemana ¢ jemHe crpaHe W NpHnajHHKa APYTHX Haluja, ¢ Apyre, y Ap’KaBU ce
WCII0JhaBA0 MPBEHCTBEHO KPO3 MHUTama ayTOHOMHjE M je3nka. Moxaa je TOTOBO
OIIIITa OTICECHja je3MKOM OnIla U3BOp JaHAYEeKOBOT HAINIAIIEHOT HHTEPECOBaba 3a
MIPEHOIICHE MEJIOJIN]CKO-PUTMUYKUX (JIEKCHja TOBOPHOT YEILIKOT jE3UKa Y HeTOBY
MY3HKY.

Ipmmepn npodecnonannor ycnona Jleoma Janaueka u Curmynna ®pojna
u Temkoha koje cy Ha TOM ITyTy MOpajii Ja mpeBasul)y mpykajy yBUA y jemaH
MajJHd CEIMEHT JpPYIITBEHOI M KyITYpHOI aMOWjeHTa AyCTpOyrapcke TOKOM
MOCIEABUX JeleHHja IBeHOT TI0CTOjamka, ¥ TO HAPOYHUTO Ha IUIaHy OJIHOCA IpemMa
HeHeMIMMa. YumeHnoM 1a cy Janauek 1 Ppoja, mocie yrnopHOr cTBapaiaqykor
AQHra)KOBamba 1 JI0Ka3MBaba JI0XKHUBEIIN YCIIEX, HE MOXKE CE OCIIOPUTH J1a je CIOKEeHa
CpPeIbOCBPOIICKa UMITepHja TPHBUIICTOBAa HEMayko CTAHOBHHUINTBO Ha PadyyH
JPYTUX eTHUYKHX TPyIia M J1a je HeyCIleX y MOCTH3aby PaBHOIIPABHOCTH Ha IIUPEM
JIP’)KaBHOM TUIaHy CyA0OHOCHO YTHIIA0 HAa leHY UCTOPH]Y.
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Abstract

Speech choirs emerged as an offshoot of the choral gatherings of a wider youth
musical and singing movement in the first half of the 20™ century. The occasionally
expressed opinion that choral speaking was cultivated primarily by the Hitler
Youth and pressed into service on behalf of Nazi nationalist and racist propaganda
is, historically, only partially accurate. The primary forces of choral speaking in
Germany were, from 1919, the Social Democratic workers’ and cultural movement
and the Catholic youth groups, in addition to elementary and secondary schools.
The popularity of speech choirs around 1930 was also echoed in the music of
the time. Compositions for musical speech choirs were produced by composers
like Heinz Thiessen, Arnold Schonberg, Ernst Toch, Carl Orff, Vladimir Vogel,
Luigi Nono, Helmut Lachenmann and Wolfgang Rihm. Moving forward from the
Schonberg School, the post-1945 new music thereby opens up the spectrum of
vocal expressions of sound beyond that of the singing voice. It does so not only for
solo voices but for the choir as well.

Keywords
Speech Choir, spoken-word-movement, contemporary music, Luigi Nono, Helmut
Lachenmann.

1. The Speech Choir after the First World War

If one disregards the choirs of ancient Greek theatre and the
Catholic liturgy, as well as individual reminiscences in the dramas of
German Classicism (for example Schiller’s Die Braut von Messina®
and Goethe’s Faust), the speech choir emerged only in the first half
of the 20™ century as an offshoot of the choral gatherings of a wider
youth musical and singing movement. They experienced a brief and
turbulent ascendancy in the years immediately following the First
World War, as calls for camaraderie, for the “spiritual work of the
individual within a community” (Heinrichs 1928: 25; Bethge 1926:

I rmk@wiko-berlin.de

2 On the performance of Schiller’s tragedy in July 1803 in Berlin’s Konigliches
Nationaltheater with choirs, see Carl Friedrich Zelter’s letter to Goethe from July 9,
1803 (Goethe 1998: 38—41).
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6),’ were being heard everywhere. The agent of this movement was
a generation of Expressionists who, in their creed, parted company
with the individualism of the liberal bourgeois age to seek collec-
tive expression for all humanity. The spoken-word choir appeared to
be the ideal medium for this expression. Theatre directors including
Max Reinhardt and Erwin Piscator experimented with choral speech
in their productions of ancient tragedies and modern political dramas.
That spark, in turn, inspired choral speech movements independ-
ent of the theatre, supported by the Social Democratic Party on the
one hand and the youth groups of the Catholic Church on the other.
Alongside musical choirs, choral speaking was used for the purpos-
es of strengthening communities and asserting political-ideological
views. Meanwhile, the spoken-word choir flourished in elementary
and secondary schools as a means of training speech and declamation
(see Drach 1929: 182).

The speech choir represents an idiosyncratic hybrid, a cross
between the choral singing movement and the theatre, mass specta-
cle and rituals of political or religious avowal, of art and instruction.
Neither theatre studies nor musical history have yet fully embraced
the phenomenon. Even for scholarly cultural and historical studies it
remains a largely unexplored field, with the exception of a handful
of works on the choral speaking movement of the German and Rus-
sian proletariats (see Will and Burns 1982; Clark 1984; Brang 2007—
2008; Bendel 2004). Its history remains essentially unwritten; those
seeking to do so must commit to a time-consuming search through
widely scattered source material.* Within it, aesthetic intent interacts
in a complex manner with the objectives of both speech training and
political and religious ideology. The choir is a group phenomenon
that requires the coordination of individual voices into a chorus of
equals (Heinrichs 1928: 10). There can be no spoken-word choir
without community action and spirit — unless it is restricted to purely
declamatory goals. It is the “given means of declaring matters of the

3 “Speech choir work had its inception in the new social ideal of community co-
operation which followed on the World War.” Those are the words of an American
observer of German speech choirs, Sophie W. Downs (1936: 669).

The most useful source texts are from the practitioners of the choral speaking
movement, especially from educators and elocution trainers, of whom the following
provide the basis for the present study: Johannesson 1929; Roedemeyer 1926;
Heinrichs 1928: 25; Bethge 1926: 6; Hahn 1928: 9; Drach 1929; Simon 1927; Tiirk
1933; Monckeberg-Kollmar 1925: 30; Peuler 1932a: 750-756; 1932b; Leyhausen
1934a; 1934b; Downs 1936: 669; Binder 1931: 53-57; Banke 1937; Weller 1957:
218. The work by Roedemeyer (1926), a lecturer of elocution and public speaking at
the Universtity of Frankfurt, unfortunately fails to deliver anything its title suggests.
The author obsessively evaluates and judges the choral speaking initiatives of his
time without elucidating his own concept. Its disclosure is in any case obscured by a
confusing train of thought, an associative writing style and boastful gestures.
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community as a community,” as Ernst Heinrich Bethge, a leading
practitioner in the choral speech movement in the 1920s, put it: “One
stands together. One turns one’s eyes and mind to something com-
munal. Word rings in word, gesture reaches into gesture. The self be-
comes a cogwheel that moves another cogwheel” (1926: 7; see also
Bethge s.a.). Even the audience that this “modern liturgy” addresses
must likewise be “attuned” as one. Barriers between stage and seat-
ing are supposed to fall as performers and audience merge into a
single collective sense and “community of conviction” (Heinrichs
1928: 10). The moment this mutual resonance is no longer ensured,
the choir loses its grounds for existence. “The speech choir is a new
means toward communality, an instrument for expressing clearly and
ardently that which the individual is incapable of saying,” as Bethge
portrayed it (1926: 8).

To attain this communal effect, the choir cannot be merely a
“multiplied individual expression” (Hahn 1928: 9) of texts that could
also be enunciated by individual speakers. The only suitable texts are
those that bring a “sense of religious, ethical or national community”
to expression (Drach 1929: 181).° This, of course, touches upon the
sore point that has made choral speaking suspect since 1930, and
especially today: the mass psychological identification of the individ-
ual with a loud collective that constantly refers to “us” and refuses to
accept the individual’s deviations — all elevated to an art form. This
also includes the disciplining of the individual by the group in a qua-
si-liturgical or -military manner.®

This kind of art, performed by communities and aimed at fur-
thering community, stayed vibrant as long as the spiritual shocks and
ideological resonances of the First World War continued to echo and
resound, like the motifs of the youth movement. The occasionally
expressed opinion that choral speaking was cultivated primarily by
the Hitler Youth and pressed into service on behalf of Nazi nationalist
and racist propaganda’ is, historically, only partially accurate. The

5 As Drach rightly stresses, every speech choir must be founded on “communal feeling
and wanting”: “A true mass of people must laugh, celebrate, fear, be horrified” (Ibid).
6 “[...] because our time is a time of mass liberation and simultaneously of mass
disciplining. What would then be more appropriate to not only sing songs together,
but to enunciate our common thoughts together in verse? Again it was the youth that
appropriated the new means of expression, and used the choir in public celebrations
and confessional ceremonies” (Bethge 1926: 25). Himself a writer of speech choir
verse, Bethge helped expand the repertoire of the choirs. His publications included
some “speech choir scenes” such as Flammen-Requiem, Prometheus and Schmiede am
Feuer (Ibid, 72-77).

7 Similar opinions among theatre critics could be heard in the 1980s and 1990s when
Einar Schleef reintroduced the choir to the stage (see Behrens 2003: 175). Even an
expert on elocution such as Victor Klemperer thought that the speech choir had been
introduced to the stage by Max Reinhardt but penetrated “into general consciousness”
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primary forces of choral speaking in Germany were, from 1919, the
Social Democratic workers’ and cultural movement and the Catho-
lic youth groups, in addition to elementary and secondary schools.
As early as the second half of the 1920s, as social and economic
conditions temporarily stabilized in Germany, choirs began losing
their significance, only to be briefly revived by the National Socialist
youth and Thingspiel movements after 1933. It was precisely in the
years in which the Hitler regime became firmly established, i.e. after
1936, that choirs were declared undesirable by the Nazi authorities
and survived only as an instructional aid in schools.

A historian of speech training, Maximilian Weller, wrote in ret-
rospect in 1956 “that the ‘choral speech movement’ from approximate-
ly 1920 onwards was one of those fashions about whose rise and fall
and deeper causes sociologists continue to be in the dark. When, from
about 1935, speech choirs began melting away like snow in sunlight, it
was mainly due to the recognition that gradually dawned on people of
the absurdity and stylistic inconsistencies that the artistic ambitions of
choral speaking actually embodied... The result was the non-viable hy-
brid product of chanting or even droning that acoustically flattened the
modulations, blocks of words and semantic accents that distinguish the
German language” (Weller 1957: 218). Christian Winkler, West Ger-
many’s preeminent specialist in the study of speech, took the same line
as Weller when he wrote with satisfaction that: “the spoken-word choir,
which was so cultivated in the 1920s and 30s... is now, thank God, in
its dying breaths” (1969: 522). The choir was unjustifiable, both artis-
tically and for speech training, Winkler wrote: “Even when there is no
shouting, the vaunted mass psychological effects that prop up those
weaker in expression seem to me rather questionable in their education-
al value” (ibid.). As a medium for expressing lyric recitations, the choir
was utterly out of the question, according to Winkler. Poetry, he wrote,
must be rendered solely by the voice of one individual. The subjectivity
of the lyric self cannot tolerate collective embodiment, he argued (Win-
kler 1969: 522). Of course, his argument contrasted with those of other
speech academics and educators (Heinrichs, online source: 34).

After 1949, in the early years of the Federal Republic, spo-
ken-word choirs were mistrusted as a medium of mass psychological
identification because, through their manipulation by the political left
and right in the Weimar Republic, they had once and for all lost their
innocence and become regarded as standard-bearers of political col-
lectivism.® The choir was especially opposed by those practitioners of

only “once the National Socialists had put it at the service of their street propaganda”
(Klemperer 1989: 580).

8 Cultural critics such as Adorno expanded this suspicion to singing choirs as well
(1984: 813-814).
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elocution training who had joined the Nazi camp with flying colours
in 1933 (including Maximilian Weller and Christian Winkler). Their
formally aesthetic verdicts were, however, blind toward the peculiar
vitality of this genre of communal declamation, which should not be
prematurely declared extinct. “The speech choir has become popu-
lar. What would the Six Days Races be without a speech choir! What
would a wild gathering be without a calming or boisterous speech
choir!” wrote Bruno Schonlank (cited in Clark 1984: 182), a prominent
advocate of the workers’ choral speech movement as early as 1930.
Today too, choirs can be heard every weekend during church services,
at soccer matches and other sporting events when fans want to fire up
their teams and mock the opposition — at political street demonstra-
tions including the Monday demonstrations in Leipzig in 1989 (“Wir
sind das Volk!”), on Cairo’s Tahrir Square in 2011, during the Occupy
Movement’s “Rose Parade” in New York in 2012 — and, increasingly,
being used once again for artistic purposes on theatre stages.

Examining the uses and differing justifications for the speech
choir in the first third of the 20™ century, one should brace for some
surprising insights. To begin with, the sheer diversity of the phenom-
enon is startling. By 1933, what we summarily aggregate under the
term Sprechchor (speech choir) had already branched out into var-
ious sub-genres (according to Tiirk 1933: 10; Peuler 1932b: XIV):

a) Outright mass speech, in which a collective recites certain
political slogans in unison for agitational purposes on the street and
in arenas;

b) Speech choirs divided into an individual speaker and sub-
choirs, as was the rule for choral speaking training with classical po-
etry in schools, as well as what was required by most compositions
in the Social Democratic choral speaking movement, by Kurt Eisner,
Ernst Toller and Bruno Schonlank. The formal role models were the
antiphonies of classical Greek drama and the Catholic liturgy;

c¢) Speech choirs that integrate passages of both choral Spre-
chgesang and singing into their repertoire, in the sense of a “unified
duality (Zweieinigkeit) of the speech and musical choir”, as Schon-
lank postulated at proletarian ceremonies during the Weimar Repub-
lic (cited in Roedemeyer 1926: 74);°

d) Speech choirs augmented primarily by percussion and, in
isolated cases, wind instruments or instrumental preludes and in-
termezzos with which symphonies of choral speaking could be per-
formed;'"

9 Incidentally, the workers’ singing choirs were both organisationally and artistically
independent of the workers’ speech choirs, even if individual artists such as Hermann
Scherchen were active in both fields. See Noltenius (ed.) 1992: 29.

10 These included the scoring of Schonlank’s Frithlingsmysterium through Heinz
Thiessen’s Kantate fiir Sprechchor, Gesangschor und Orchester op.36 (Johanesson

163



My3ukonoruja 18 -2015 Musicology

¢) Combinations of speech- and movement choirs'!, as had been
cultivated from the second half of the 1920s and used e.g. in Bruno
Schonlank’s Der gespaltene Mensch (Will and Burns 1982: 198; see
photographs of the performance in Hamburg’s Stadtpark in 1929 in
Clark 1984: 128) or in performances of The Persians by the Berlin
University Speech Choir under Wilhelm Leyhausen at mass events;

f) The speech choir play or “choral melodrama” (Johannesson
1929: 57) in which the speech- and movement choir used theatrical
means of expression (Bethge 1926: 28) along with musical ones;

g) The speech choral opera, the idea of which emerged in the
1920s and came to fruition e.g. in the “antiquity operas” of Carl Orff
after 1945;

h) Speech choir revues, which were used toward the end of the
1920s, primarily for political and agitational purposes.'?

This diversity of manifestations and adaptability spanning var-
ious media gives a hint of the aesthetic potential that speech choirs
could unfold when combined with other means of artistic expression.
There were essentially four societal contexts in which they appeared
in public, beginning in 1901: in circles of the workers’ movement and
leftist political parties from 1919, especially the USPD and SPD, the
Catholic youth movement, schools and universities, and finally on
theatre stages and literary-musical settings. In this paper, the atten-
tion will be focussed on speech choirs in theatre and in literary-mu-
sical projects. The aforementioned, no less relevant and important
aspects of the usage of speech choirs have not yet been studied and
would require much more space.

1. Speech Choirs as a Medium of Artistic Expression in the Literary
and Musical Avant-Garde

In the heyday of the workers’ choral speech movement
around 1925, the Social Democratic bard of choral speaking,
Bruno Schonlank, claimed that bourgeois speech choirs ailed from
the fact “that they were not carried by feelings and emotions that
forced spectators to experience things as a community, and therefore
remained merely artistic” (cited in Clark 1984: 180). Schonlank’s
dismissal of the exclusively artistic aspect was only partially justified.
He disregarded the vibrant choral speaking movements in Catholic
youth groups as well as in schools. Finally, he failed to recognize

1927: 39).

11" A definition of the movement choir has been given by Rudolf von Laban: “numbers
of people joined in using choreographed movement together, with varying degrees of
personal expression”; see Green, internet source (Note of the Editor).

12 Fragments of various works for speech choir were assembled, with music, singing,
quasi-cabaret dialogues and filmic background projections (see Johannesson 1929: 68).
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that speech choirs possessed a peculiar vitality precisely when they
primarily pursued aesthetic goals. Their genesis in the 20th century
took place under artistic auspices.

Beginning around the year 1900, the first impulses for reviving
speech choirs as a medium of artistic expression came from the world
of academia, especially philologists and classic studies scholars. Ul-
rich von Wilamowitz-Moellendorff, a Hellenist scholar at the Uni-
versity of Berlin, called for performances of classical dramas with a
contemporary, not ancient, character. This would include a modern
use of the chorus (Flashar 1989: 655). A production of Sophocles’
Oedipus the King in a new translation by Wilamowitz by the Aca-
demic Club for Art and Literature in the Berliner Theatre found great
acclaim. The choir was partly recruited from Wilamowitz’s students;
professional actors and theatre professionals occupied the main roles,
including Max Reinhardt as Teiresias. By popular demand the per-
formance was repeated twice. The “unison speaking of the choir,” as
Wilamowitz had called for, “achieved a great effect by balancing the
male voices in a tenor and basso section each” (ibid.: 657).

Director Max Reinhardt (1873-1943) absorbed such impulses
on a grand scale. He was seeking new forms of expression to be able
to transcend the Naturalism cultivated at the Deutsches Theatre by
Otto Brahm (Baur 1999). In 1900 he directed the classical dramas
Antigone and the Oresteia, energizing the action onstage through a
combination of mass- and individual movement, lighting and sound,
and stage design and costumes. For the choral segments of the Orest-
eia, “choral speech in unison was used according to the requirements
of Wilamowitz and, through the instrumental music of (Max) Schil-
ling, rose up to a new artform of choral melodrama” (Flashar 1989:
662). Two choral leaders who stepped out of the choral collective re-
cited some of the partially spoken and partially sung choral passages
(Flashar 1989: 666).

The encounter with Hugo von Hofmannsthal only reinforced
Reinhardt’s preoccupation with classical tragedy and choral speak-
ing. He directed “Oedipus the King in 1910 (in Hofmansthal’s trans-
lation), first in Munich’s Musikfesthalle and then in Zirkus Schumann
in Berlin (with 30 performances) with triumphant success” (Flashar
1989: 679). The former venue in Munich held 3,000 spectators; the
Zirkus Schumann on Berlin’s Schiftbauerdamm even a maximum
of 5,000. This would also be the venue for Reinhardt’s Oresteia by
Aeschylus in 1911. Alongside the 27-man choir of Theban elders the
stage was also occupied by a 500-strong “crowd”. “The choir, as an
endless mass of humanity, remained moaning and lamenting, and ac-
companied by optical and acoustic effects... throughout the entire
performance onstage. In the age of incipient mass behavior, the entire
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crowd belonged onstage to vividly convey the entire nation’s trage-
dy” (Flashar 1989: 682).

With seating for nearly 6,000, the renovated Grosses Schaus-
pielhaus on Schiffbauerdamm, which emerged from Zirkus Schu-
mann, was reopened for Reinhardt’s 1919 production of the Orest-
eia, with Alexander Moissi playing Orestes (Will and Burns 1982:
170). The theatre’s stage was practically custom-made for speech
choirs. An additional enclosure and a stage that stretched out into
the audience seating made it possible, unlike in the more standard,
box-shaped theatre design, to “establish a community of participat-
ing citizens and compatriots who both carry and are carried away
by” the performance (Baron 1919: 1). Reinhardt also combined the
speech- and movement choir. “The gradations of volume in the uni-
son speaking, the beginning of a movement in the front choir rows
that would then seize the entire choir (of up to 500 members!) and
then the audience, the beginnings of the speech, its rise and echo all
belonged to the practices of facial and vocal expression that Rein-
hardt set a standard for in his production of Sophocles’ Oedipus the
King” (Will and Burns 1982: 189). The Oresteia had a run of no less
than 74 performances (Flashar 1989: 683)."

After 1920 Reinhardt no longer produced classical dramas with
choral speaking for the stage. Yet echoes of the spectacles he created
could be found in the political theatre of Erwin Piscator (see Bendel
2004, online edition: 9), as well as in Expressionist dramas where
speech choirs were occasionally used, such as the plays of Ernst Tol-
ler or Alfred Wolfenstein’s Die Nackten (1st version 1917, 2nd ver-
sion 1923).'* In Expressionist theatre however, the choir lost its status
as a protagonist and became only a secondary participant.

The speech choir was also given central importance in Bertolt
Brecht’s theatrical works in 1929 and 1930, such as in his Badener
Lehrstiick vom Einverstdndnis (1929) with a “studied choir” and four
pilots with speaking roles in chorus, in the two “school operas™ Der
Jasager and Der Neinsager (1929/39) with a large choir that recited
a well-known passage, Wichtig zu lernen vor allem ist Einverstind-
nis, in Der Brotladen (1929/30) and finally the “educational play”
Die Mafsnahme (1929/30), in which four agitators speaking in choir
face a “control choir” or party tribunal (see Baur 1999: 49-74). It is

13 Reinhardt wanted to bring viewers, as Flashar writes, “through a kind of esthetic
hedonism [...] to another level and to convey theatre to them not as a moral institution
but as a space for experiences of festive excess, including neural sensations” (1989:
685). See the essays published in a volume on the occasion of the theatre’s grand
opening (Das grofie Schauspielhaus 1920).

14 Wolfenstein’s work has “a ‘Choir of the Party of the Standing’ (i.e. landowners), a
‘Choir of the Stepping’ (bankers), a ‘Chorus of the Running’ (Socialists) and a ‘Choir
of the Poor’” (see Will and Burns 1982: 189).
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no coincidence that these dramas culminate in Brecht’s programmat-
ic anti-individualism and move toward Leninist party doctrines in
which, on the other hand, he rigorously explores the dogmas of dis-
tanced theatre (Verfremdung) and “destroys” individual figures with
their individual psychologies."

Brecht returned to the subject while in Danish exile in summer
1936, after reading in the newspaper that Reich Youth Leader Baldur
von Schirach had banned the speech choir in the Hitler Youth because
of its “unyouthful form.” According to these reports, von Schirach
wanted to prevent “people who might otherwise be industrious
compatriots from forcing so-called ‘poetry’ upon the populace, even
though nature had denied them any kind of artistic ability” (Schirach
1936; cited in Brecht 1993: 626). Brecht then wrote a sonnet originally
titled Vorschlag, Formen fiir Sprechchore vorzubereiten but which he
finally named Als Hitler den Sprechchor verbot:

Vom Feinde mufl man sich belehren lassen!

Genossen, wenn ihr heut das Blatt aufschlagt

Lest ihr: er hat den Sprechchor untersagt.

Da heif}t’s, sich mit dem Sprechchor jetzt
befassen.

Er scheint ihn nicht zu lieben, also vor!

Ubt euch im Sprechchor! Da er ihn doch haft!

Fiir uns ist passend grad, was ihm nicht pafit.

Er will nicht Sprechchor? Also sprecht im
Chor.

Das muB nicht einstudiert sein und braucht
nicht Musik!

Das muB nicht lang sein, es gentigt ein Wort.

Verfafit und eingeiibt in einem Augenblick!

Es fangen wenige an und viele fahren fort!
S’ist schlecht fiir ihn, wenn ihr im Sprechchor

sprecht
Und gut fiir euch, Genossen: er hat recht.

Now one’s being instructed by the foe!
Comrades, when you open the paper today
You’ll read: he banned the speech choir.
That means: let us consider the speech choir.

He seems not to like it, so let’s go!

Rehearse in your choir, because he hates it!

If it doesn’t suit him, it certainly suits us.

He doesn’t want a speech choir? Then speak
in a choir.

It needs no study and needs no music!
It need not be long, one word is enough.
Composed and rehearsed in one moment!

Few begin it, and many continue!
It’s bad for him when you speak in a choir
And good for you, comrades: he’s right.

(Translation by Nicolas Kumanoff/Berlin;
Brecht 1993a: 327).

15 In a later note by Brecht (1940) the stance is much more differentiated: “Prin-
cipally, different characters in a play assemble into a choir when certain com-
mon interests (including perceived ones) are to be given expression. One
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This formally constructed sonnet is like a song in the darkness
to raise the spirits of the listener or reader. Where could there still
have been groups within the organized labour movement in Germany
that could have publicly expressed their demands with the help of
a choir? Where were the few to begin it and the many to continue?
Where were the listeners who could have been persuaded by the
mass speech in unison? Brecht’s poem was illusionary and out of
season because it postulates certain means of influence and effect for
political verse and collective speaking that had long since vanished.
The social and political underpinnings of the workers’ choral speech
movement of the Weimar Republic had been demolished, making this
sonnet seem like an act of desperate hope despite better knowledge.

The popularity of speech choirs around 1930 was not limited
to theatre; it was also echoed in the music of the time. Compositions
for musical speech choirs were produced, e.g. Heinz Thiessen’s
Cantata for Speech Choir, Choir and Orchestra Op. 36 to the text
of Bruno Schonlank’s Friihlingsmysterium (Johannesson 1927: 39).
One musical curiosity was Ernst Toch’s Fuge aus der Geographie fiir
Sprechchor (1930), which was performed as part of Berlin’s Festival
of Contemporary Music and recorded (now unfortunately lost) on
gramophone record. The piece is composed as a fugue for a four-
part speech choir, reciting rhythmic geographical names into a fugue
theme: Ratibor! / Und der Fluss Missisippi und die Stadt Honolulu
und der See Titicaca, / der Popocatepetl liegt nicht in Kanada,
sondern in Mexiko, Mexiko, Mexiko.

The mostly dactylic and anapaestic meter is rhythmically
interrupted in “Popocatepetl” by Sprechgesang in triplets. The
piece is composed along the strict principles of the art of the fugue
and demands a substantial level of rhythmic coordination when
performed. Since its premiere, Toch’s spoken fugue has enjoyed
undiminished popularity around the world — as shown by a glance at
YouTube, where, as of the end of 2014, multiple videos of the piece
had been viewed more than 200,000 times in total.

The work of the German-Russian composer Wladimir Vogel
(1896-1984), a pupil of Ferruccio Busoni, also gave prominent place
to the musical speech choir. He used a polyphonous choir in 1930 in
his oratorio Wagadus Untergang durch die Eitelkeit. Dramma-Ora-
torio, which was based on a Kabyle story. During the 1930s Vogel
collaborated closely with a Brussels speech choir under the direction
of Madeleine Thevenot. In works from his later Swiss exile he also

individual can stand in very different choirs, i.e. with always-changing groups of
people. [...] Choirs should not be rigid. There should not be two rigid groups: One that
instructs from the beginning and another that is instructed all the way to the end. Choirs
should be able to grow and shrink and change” (Brecht 1993a: 675).
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used choirs together with orchestras, solo and choral singers, such as
in Thyl Claes (1941/42) or the drama-oratorio Flucht with texts by
Robert Walser and Soma Morgenstern (Oesch 1967). From 1951 in
Zurich he had a chamber speech choir directed by Ellen Widmann
at his disposal, consisting of amateurs and actors, which took part
in theatre and opera performances and developed “communal choral
speaking that, instead of exhausting itself in uniformly chanted mo-
notony, should sound free-flowing and with natural emphasis™ (Jaus-
lin, internet source).'

These aesthetic innovations of a musically composed speech
choir found resonance in the spoken operas of Carl Orff (1895-1982).
In many respects these represent the late apotheosis of the idea of the
speech choir opera, which had already been formulated in the 1920s.
Foremost among these is his opera Antigone (1946), which he begun
working on in the early 1940s based on Friedrich Holderlin’s trans-
lation of Sophocles. Orff uses Holderlin’s often-erratic translation to
make audible the archaic and foreign aspects of Sophocles’ language,
as many 20th century philosophers and artists considered Holderlin
the ideal interpreter for the archaic side of ancient Greek poetry. Orft
has the translated verse of Holderlin’s Antigone chanted stiffly and
mask-like in a thoroughly rhythmic Sprechgesang against “the dark
sounds of xylophones, metallophones, cymbals, drums and tympani
in the background”. The word groups are “independent of the rhyth-
mic structure of the music ordered according to beat. Syncopation
confirms this rigid structure [...] the emotional element is subdued”
(Komma 1955-1956: 214). Orff strives for an overlap of word, sound
and movement onstage, as he is convinced that Holderlin succeeded
in “realizing the musiké unity of Greek words and verse fixed ac-
cording to long and short in the medium of the German language”
(Thomas 1955). Here a “Greek tragedy transposed into German” was
supposed to be “reawakened from the spirit of the music” (Komma
1955-1956: 217).

Unmistakably, however, the melodic clichés applied to the
lines of Sprechgesang and the isolated expressive breakouts from
it borrow much from the singing style of Richard Strauss’ Elektra
and Salome. Orff’s Antigone is aesthetically less homogeneous than
its concealed models, Igor Stravinsky’s Les Noces and Oedipus Rex
(1928), which did not use speech choirs. While here the masked
element is kept up all the way into the piece’s melodic character
and, through the selection of a dead language, i.e. Latin, the story

16" Founded in 1951, the Kammersprechchor Ziirich was originally intended for the
stage (see Brang 2007-2008: 124). Up until very recently, this choir was making its
reputation with richly diverse productions. Its performed texts stretch from Gottfried
Keller and Conrad Ferdinand Meyer to Christian Morgenstern, Franz Kafka and Ernst
Jandl.
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of Oedipus takes on an impenetrable foreignness, Orft’s Antigone
yields an ultimately unsatisfactory hybrid of the archaic and the
modern. It unwittingly demonstrates that in the modern world there
can be no return to ancient Greek musiké, not least because only at
the price of monotonous reciting can the German language allow
listeners to forget that it possesses an accentuative rhythm, not a
quantitative one.!”

Arnold Schonberg also used a speech choir in his opera Moses
und Aron (1929—-1934). Choral speaking voices arise here together
with six singing solo voices to embody the voice from the burning
bush in the opening scene. The all-powerful voice of God could not
be represented more effectively than through this acoustic montage
of spatial sound. Schonberg even considered broadcasting these
voices through telephones and loudspeakers from the backstage area
into the auditorium (Schonberg 1984: X). Since 1945, following the
example of Moses und Aron, speech choirs have become an estab-
lished element in contemporary music, used whenever a pronounced
sense of political or religious community requires prominence, for
example in Luigi Nono’s oratorio Epitaffio per Federico Garcia Lor-
ca (1951-53), which takes references from the political choirs of the
1920s. Consisting of episodes from the Spanish Civil War, with slo-
gans recited sometimes in unison, sometimes in various choral parts,
it sets a strong activist political stance,'® much like the vibrant street
scenes of his opera Intolleranza (1961), with its traits of political and
social protest or, in a completely different vein, in the opera of his
pupil Helmut Lachenmann, Das Mddchen mit den Schwefelhélzern
(1997). In Lachenmann’s opera, a political text — Gudrun Ensslin’s
letter from prison to the RAF’s sympathizers — is recited from a col-
lective first-person perspective, but by a polyphonous whispering
choir that emphasizes not the “what” of the statement, but the “how”

17" Carl Orff composed the opera in exchange with his friend, the Greek-German
musicologist Thrasybulos Georgiades. In an essay, the latter argued that Orff’s Antigone
opera was “‘only’ artistically and interpretationally worthwhile” if a “relationship
to the ancient work is assumed”. Its value comes from being an interpretation of a
Greek tragedy from the horizon of the present, mediated by Holderlin, he wrote (see
Georgiades 1977: 231).

I8 Nono used mixed choirs that were sometimes directed in counterpoint in the 2nd
part of Epitaffio per Federico Garcia Lorca Nr.1 (Espana en el corazon) on a text by
Pablo Neruda (La Guerra, 1936), as well as in Epitaffio per Federico Garcia Lorca Nr.
3 (Memento. Romanze de la Guardia civil espanola) on a text by Lorca. It cannot be
ruled out that his teacher Hermann Scherchen, who during the 1920s himself directed
speech choirs at workers’ events, turned Nono’s attention to this medium of expression.
Later, Nono incorporated political, trade union choirs with workers from steelmaker
Italsider in Genoa into his composition for 4-channel audiotape and soprano, La
fabbrica illuminata (1964). It is not by coincidence that comparable works are absent
from his later works, even if his Prometeo (1981-84), his magnum opus, repeatedly
includes individual speaking voices alongside choral singing voices.
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of its material presentation, like a final echo of the political har-
nessing of choral speaking in the history of leftist liberation move-
ments."?

Here, as in other examples, the vocal and lingual sound of
choral speaking is used both as a textual interpretation that conveys
meaning, and to expand the spectrum of vocal expression, compel-
ling the listener to reflect not only on what but also how something is
being said. Moreover, in this way vocal sounds are incorporated into
an instrumental environment and subjected to similar principles of
composition. Moving forward from the Schonberg School, the post-
1945 new music thereby opens up the spectrum of vocal expressions
of sound beyond that of the singing voice. It does so not only for solo
voices but for the choir as well.?°

In the past two decades, an unexpected and sensational revival
of the speech choir has taken place on German theatre stages. The
driving force behind its rebirth was the author and playwright Einar
Schleef (1944-2001; see Schmidt 2010: 9-33; Behrens 2003). After
experimenting with choirs in his productions at Frankfurt’s Schaus-
pielhaus theatre (1985-1990), Schleef radicalized his ideas of a com-
prehensive theatre of the speaking choir in his later works, includ-
ing Ein Sportstiick (Vienna 1998), Der Golem in Bayreuth (Vienna
1999) and Verratenes Volk (Berlin 2000). All the while he remained
unmoved by accusations fired off by critics and fellow writers that
this was an anachronism reminiscent of Nazi mass rituals (Behrens
1973: 175). In his long, autobiographical essay Droge Faust Parsifal
(1997), Schleef described working with choirs as a cornerstone of
theatre’s revitalisation. In opposition to the individualistic form of
theatre derived from Shakespeare and Goethe, it was time to revive
the dimension of tragedy as a collective fate by using the choir, he
wrote (Schleef 1997: 13).

19 Lachenmann’s whispering choir (Nr. 15: Litanei) recites a text by RAF terrorist
Gudrun Ensslin, “Der kriminelle, der wahnsinnige, der selbstmoérder...” Lachenmann
finds an innovative form for the monstrosity of this text. Instead of a linear choral
recitation, he composes a phonetic articulation, divided into various individual voices,
of the text’s component sounds. The listener’s perception then pieces these together
into a unified linguistic message. It creates the impression of a ghostly inner voice
accompanying the text’s rhythm that dissolves into a multitude of inner voices, as in
an episode of paranoia: “Ihr tod ist ausdruck der rebellion der zertriimmerten subjekte
gegen ihre zertrimmerung” (the quotations in German language have been given
without capitalisation of nouns, according to the text in its original version; Note of
the Editor). The political effect that Ensslin intended in her letter is deconstructed by
Lachenmann, partly in regard to its materiality.

20 These works include Wolfgang Rihm’s Départ for mixed choir, speech choir
and 22 players (1988) on a text by Arthur Rimbeaud. While the mixed choir sings
vocalisations, the speech choir belts out its rejection of traditional culture in a virtually
ecstatic manner.
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Other German-language theatre directors including Nicolas
Steman and Volker Losch have also used choirs recently. Losch, for
example, has assembled collectives of the socially disadvantaged —
prostitutes, the homeless and welfare recipients — who articulate their
political and social needs onstage. Beyond the realm of theatre, Losch
has appeared at political demonstrations — such as those opposing the
demolition of Stuttgart’s Main Station in 2011 — with amateur choirs
that, under his direction, shouted their demands at political leaders
and the public to substantial effect. In general, spoken-word choirs
are limited to acting in the first person plural. They are “we” speakers
and are suitable anywhere that a group seeks to make itself heard
through collective slogans and protest.
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Pajuxapiu Mejep-Kankyc

I'OBOPHU XOPOBHU V IIO30PULLITUMA
N KIbMXXEBHOMY3UUKUM JEJIMMA LHEHTPAJIHE EBPOIIE
Y ITIPBOJ TPERMHHN XX BEKA

(Pe3ume)

T'OBOpHHM XOPOBH MOjaBHIIH Cy CE Ka0 U3/IaHaK XOPCKUX OKYIIbamha IIUPET OM-
JIATMHCKOT MY3WYKOT U TIEBAYKOT ITIOKpeTa y NpBoj nosoBuHU XX Beka. Ta mpaxca
JIO)KMBJbaBa CBOj KpaTKW M YCKOBUTIIAHH YCIIOH Y IIPBUM roanHama rocie [Ipsor
CBETCKOT paTa, JI0OK c€ HAIIMPOKO YyO MO3UB Ha ,,TyXOBHHU aHT@)XMaH I0je/INHIA Y
OKBHpY 33jerHuie”’. [TaBHM akTep Tora HoKpeTra OMo je HapamTaj eKCIpecHOHNCTa
KOJH CY, Y CKJIaJly ca CBOjHUM yBEpPEHUMA, PACKUHY/IHN C HHAUBHUYaIN3MOM ETI0XEe
nmubepanHor rpahancTsa, cTpemehn, Kako ce y MHCaHO] PeYr OHOTa BpEeMEHa Ha-
BOJIH, ,,KOJIGKTUBHOM M3pasy 1enokynHor yoBedyanctsa” (P. M. K.). ToBopHu xop
YHHU C€ WICATHUM CPEACTBOM Tora u3pasa. [lozopunian peanresbu, yKbydyjyhn
Makca Pajxapaa (Max Reinhardt), Epuna [Tnckaropa (Erwin Piscator) u beproin-
na bpexra (Bertolt Brecht), ekcriepuMeHTHCaN CY ¢ TOBOPHUM XOPOBHMA Y CBOjUM
npOﬂyKquaMa AQHTUYKMX TpareJuja W MOAEPHUX MOIUTHUYKUX Jpama. 3ay3Bpart,
Ta MCKpa je MOJCTaK/Ia He3aBUCHOCT TOBOPHOXOPCKHUX TIOKPETa O/ TIO30PHINITA, 3
noapuky CorujanucTuike 1eMOKpaTcke napTuje, ¢ jeJJHe CTpaHe, U OMJIaJUHCKUX
rpyna noj okpuibem Karonuuxke 1pkse, ¢ apyre. [lopen My3HuKux XopoBa, roBOp-
HU XOp YIOoTpeOJbaBaH je y IHIby jadara 3ajeIHUIA 1 adupMaliyje ITOJTUTHIKO-H-
JICOJIOIIKKX CTaBoBa. Y MeljyBpeMeHy, TOBOPHH XOPOBH JI0KHNBJbABAjy MPOIBAT Y
OKBHPY OCHOBHHX U CPEIFbHX IIKONA, KA0 CPEICTBA O0YKE Y TOBOPY M PELIUTOBAIbY.

[ToBpemeHO U3pa’keHO MHUIBEH:E A jé TOBOPHE XOPOBE IMPEBACXOTHO HETO-
Bana Xuitiieposa omaadouna U a ¢y OWIU TYpHYTH Yy CIyOy HAI[UCTHYKUX Ha-
LIMOHAJIMCTA U PACUCTHYKE TpOIaraHje, MICTOPHUjCKU ITOCMAaTpaHo Ta4yHO je caMo
JIeMTIMIYHO. [TTaBHM HOCHOIIM TOBOPHUX XopoBa y Hemaukoj Omimm cy, ox 1919.
TOJIMHE, PaJTHIYKH COIMjaJIIEMOKPATCKH TMTOKPET U KyJITYpPHHU HOKPET TPpyTa Karo-
JIMYKE OMJIQINHE, KA0 U OCHOBHHX M CPEIHHX IIKOJIA.

IomynapHocT ToBOpHHX X0poBa oko 1930. Huje 6mio0 orpaHHYeHa caMo Ha
no3opuiTa, Beh je umana oajeka n 'y My3uiu Tora Bpemena. Komnosuiuje 3a ro-
BOpHE XOpOBE Mucaiy cy komrosuropu nomnyt XajHua Tucena (Heinz Thiessen),
Apnonna llen6epra (Arnold Schonberg), Epuacra Toxa (Ernst Toch), Kapma Opda
(Carl Orff), Bmagmmupa ®orena (Wladimir Vogel/Bnagnmup Pynomnsdosma ®Do-
rens), Jlynhuja Hona (Luigi Nono), XenmyTta Jlaxeamana (Helmut Lachenmann)
n Bongranra Puma (Wolfgang Rihm). Mnyhu kopak nasse on lllenbeprose mikose,
HOBa My3WKa U3 BpeMeHa nocie 1945. Ha Taj HauUMH OTBapa YNUTaB CIIEKTap 3BY4-
HUX BOKAJHUX U3pa3a Koju rpeBasuiiaze cepy rneBavykor riaca — Kako COIUCTHY-
KOT, TAaKO ¥ XOPCKOT' IIeBaba.
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Hanexna Mocycoa
CPIICKU MY3UYKH TEA TAP HCTOPUJCKHU
DOPAI'MEHTH
beorpan: My3ukonomku uactutyt CAHY, 2013.

Ipen cam kpaj 2013. ronuse, y x0joj je mpodpecop ap Hanexna
MocycoBa, 10ajeH CPIICKE My3HKOJIOIHjE M HAlll HECYMIbUBO HajOOJbH
T03HABAJIALl UCTOPHje M TCHACHUMja pa3Boja Jomaher h CBETCKOr
MY3HYKOI' Tearpa, [POCIaBHiia CBO] OCaMJeceT meTH poheHnaH, y
n3nawy Mysuxkonomkor nactutyta CAHY o6jaBibeHa je 3HauajHa
30upKa BeHUX 0fa0paHuX, perpe3eHTaTUBHUX TEKCTOBA.

[Topen ayTopke, 3a HacTaHak M MpUIIPEMY OBe Oorare u cajp-
KajHe Kmure y Hajpehoj Mepu je 3acimyxHa ypenHuna, ap Menura
MunuH, BeH HeKalallby MOCTAUIIIOMAl] U TyTOTOAMIIIbA CapaIHuU-
na. byayhu y no3unuju na u3 HenocpeaHuX, KUBUX U JUHAMUYHUX
KOHTakaTta ¢ MocycoBOM KOHTMHYHMpAHO MpaTu HaArpaamy Beh pa-
HUje MOCTYJIMPaHKX, aju U pal)ambe HOBUX TEMAaTCKUX U UJEJHUX KPY-
roBa HEHUX HHTEPECOBamba, CTUUyhH BpEeMEHOM, Takohe, cyBepeH
YBUJ y MHTETpallaH, 00MMaH MY3HKOJIOLIKH OIyc aytopke, Meinra
Munun je npupehuBameM oBe 30upKe yunHUIa A0cTojan hommage
TpUAecTIeToroauimeM aonpunocy Hanexxne Mocycose pany Un-
ctutryTa. O0jaBJbeHa Ha 3aJ0BOJHCTBO U PAJOCT MHOTOOPOJHUX KO-
Jera — ayTOPKMHUX IMOIITOBAJIalla U3 MO30PUIIHUX, OIEPCKUX U Oa-
JIETCKUX KPYToBa, ajli U HE Mambe OPOJHUX MY3HKOJIOTa, Mel)y Kojuma
Cy M HeKajallibu cTyAeHTH npopecopke Mocycose (Ha Pakyirery
My3H4Ke YMETHOCTH Npe/iaBajla je MyHHX LICCHAeCT TropuHal), oBa
OpMKJBMBO O/ladpaHa KOJEKIHMja paioBa JIOHOCH KaKO €JIEMEHTE 3a
LEJIOBUTU MY3UKOJIOIIKH MOPTPET ayTOPKE, TAKO U, Y HACJIOBY KIbU-
re MUCTaKHyTe, KJby4uHe (pparMeHTe 3a carieiaBarkbe MEeaHIpUpaHUX
TOKOBA MCTOPHj€ CPIICKOT MY3HUKOT Te€aTpa Ol lerOBHUX MOYETaKa y
XIX BeKy, I1a CBe 10 Ca/Ialllkher TPEHYTKA.

Hecrannap/iHo 3a jkaHp IpuKasa, Hajupe hy ce ocBpHyTH Ha
BEOMa 3HayajHEe JOMYHCKE Mpuiore oBoM uzaamy. llopen caxere
ouorpaduje Hanexxne MocycoBe, Ha CPIICKOM U €HIVIECKOM jE3UKY
(ctp. 137-138), xoja Hac, usmelhy ocrasor, mojaceha Ha YHHCHUILY
J1a jy je y CBET MY3UKOJIOTH]€, HEKOJIIMKO TOIMHA TOCIIe 3aBPIICHUX
cTynuja kommno3unuje y kiaacu [Ipenpara Munomesuha (1953), yBeo
ocuuBad MuctutyTa — 3Hamenutu [lerap KowoBuh, noceOny naxmy
npuBIadu n300p u3 oudmuorpaduje ayTOpKMHUX pasoBa MocBeheHMX
My3nukoj creHu (139-144). OOyxBarajyhm  mpeko 1mieszecer
Oounbmorpad)cKuX jeIuHUIA — YilaHaka 00jaB/bEHUX Y MPECTHKHUM
4aconmucuMa, TEeMaTcKuM M 300pHMIIMMA C HAayYyHUX CKyIOBa
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U KoH(pepeHIuja, Te JeKcuKorpadckux oxapeaHuna y Boachum
nomMahvM M MHOCTpaHUM €HITMKIIONEANjaMa, 0Baj APAroleHH TOTHC
1o ceOu PeuynuTo rOBOPU O AyTOPKUHOM E€KCIIEPTCKOM YBHY, alld U O
Jby0OaBH, CHTY3Wja3My M 3HATIKEJbU C KOJUMa j€ TOKOM IOCIEIHIX
MeT JACleHHja MPEeAaHo U MOCBEheHO HCTpaKuBaja BPJO IIMPOKO
M0Jb€ HALMOHAIHOT U CJIOBEHCKOT MY3MYKOI TeaTpa y HETOBUM
€BPOICKUM U CBETCKHM OKBUpHUMA. AKO OU C€ aHAIIUTUYKHU MOTIIEAN
Ha npolsieMe U CrenuUIHOCTH CPICKOT U CIIOBEHCKOI MY3WYKOT
HallMOHAJIM3Ma carjiefadd Kao 3ajeHHuYka cdepa IMox YHjUM CY
CBOJIOBHMA HacCTajalu (PyHJIaMEHTaIHH, HEPETKO M MUOHHPCKU
nornpuHocu MocycoBe poy4daBamy U BpeAHOBaY KOMIIO3UTOPCKUX
MY3WYKOCLIEHCKUX OCTBapema JoMahux cTBapaiana — CHOMEHHUMO
oBzie camo panoBe noceehene onycuma Ilerpa Kowosuha, CteBana
Xpucrtuha, Cranojna Pajuunha, Jocuna CnaBeHckor m MuxoBuia
Jlorapa — o mupUHU paaujyca ayTOPKUHUX TIOIIENa CBEOoYe U
MIPUJIO3W UCTOPHJHU JYTOCIOBEHCKE MYy3HMUKe CIieHE (HIp. CTyauja o
onepu Majxa Jyzosuha Mupka Ilonnya), n3ydaBamy pernepToapckor
MIPUCYCTBA U peleMniiyje onepa u 6anera pycCKUX KOMIO3UTOpa (HIIp.
UYajkosckor u Pumckor Kopcakosa) Ha ciienu 6eorpaackor Hapomnor
MMO30PHINTA, KA0 W 3Ha4ajaH KOPITyC TEKCTOBa M3 MCTOpHje Oanera
u OaJieTCKe Urpe, OKPEeHYT HUXOBUM HCTAKHYTHM MPOTArOHUCTHMA
(ctynuje m umanuu o XpuctuheBoj Oxpuockoj nelenou, Maru
MaraszunoBuh, JoBanku bjerojesuh, Kypty Jocy, Jleonapay
Mjacuny, bopucy Kwasesy, XKopxy banammny). W3 crnomenyre
Oubnrorpaduje KpUCTaNKIIE Ce U JOLI HEKOIMKO APYTHX, 3padchux
0a3a ayTOPKUMHHUX TPajHUX MpPEOoKyMalMja: Helpecaxyio HagaxHyhe
MocycoBa npoHajnasu y paCKOIIHOM CBETY PyCKe OIllepe U YMETHHYKH
pPEBONIYLIMOHAPHUM JocTUTHYhuMa Pyckux 6aneia JljarnibeBa, Kao
IITO W CEPUJOM TEKCTOBA O PYCKO] MY3WYKO] EMUTPAILMjH UCKa3yje
CBOj€ JyOOKO TOIITOBAKE U AUBJbCHE NMPEMa YMETHUIIUMA YH]UM CY
pazioM OUITM IOCTABJ/LEHHU TEMEJbU JYTOCIOBEHCKE HAIMOHAITHE OTIepe
u 0ajeTa M KOju Cy, 3axBajbyjyhu CBOM BUCOKOM NMPOhECHOHATIU3MY
U IMIMPOKUM BUAMIIMMA, OMOTYhHIIN 1 JaX caBpeMEHUX TEeHICHIIH]a
EBporie oGenexu u cacBUM Miajie TOJUHE OEOrpajiCKOr MYy3UUKOT
Tearpa.

Henyjyhn kao Haupr 3a jeAHy HCLPIHY, CBOOyXBaTHy u
MHTEPIUCIUIUIMHAPHY aHTOJIOTH]Y pajJoBa O CBUM Haj3HA4YajHUJUM
CTBapajaykuM M U3BOHAYKUM  acCleKTUMa MY3MYKOCIIEHCKOT
nmozpydyja, monuc o0jaBbeHUX TekcTtoBa Hanexne Mocycose
OTKpHBa Takole W pasrpaHary mamy HBEHUX OCTBAPEHUX MyTOBamba,
OuJI0 y cama CpeuIlTa MOJEPHOT TeaTapCKOT U3pasa Yuje aKkTyelHe
TEHJICHIIH]€ C HECMambeHOM OyTHOIITNY U TaHac Ipatu, Ouio y Boache
MY3UKOJIOIIKE M TEaTpOJOUIKe IeHTpe, rae ce y MelhyHapoaHum
KpYroBHUMa CTpy4ylaka BpeMeHOM adupmucaia Kao CBOJEBPCHU
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ambacaZiop YMETHHYKMX M HM3BOHaYyKMX JOCTUTHyha H3HEApEeHHX
Ha HameM Ti1y. OmncekaH MHACKC MMEHa KOJjUM je TyOnuKaiuja
3aokpyxeHa (147-152), mpencraBba 1m0 ceOM  MMIPECHBHO
CBE/I0YAHCTBO O BEJIMKO] EPYAULII]U ayTOPKE U FbeHOM MUHYLIHO3HOM
YBUY KaKo y TOMUHAHTHA KpETama, TAKO U Y He Marbe IPOBOKATHBHE
U IMHAMUYHE TOKOBE pa3Boja My3UUKe ClIEHE Ha EBPOIICKUM PYOHUM
MoJIpyYjuMa.

Bbynyhu HenpekuaHoO y MOKpEeTy, )KUBOT U PaJO3HAIHOT AyXa,
OTBOPEHA U YBEK CIPEMHA 32 HOBE T€ME M MCTpPaXKMBaYKe M3a30BE,
Hanexxna MocycoBa mpykuia je 3Ha4ajHy MOAPIIKY W IMOMOh
YPEIHUIM KIbUTE J1a c€ U3 00Msba OBJEe Beh CIIOMEHYTHX TEKCTOBA
n3abepy ympaBo OHHM KOju he HajBepOIOCTOjHHU]JE 3acTylaTH HEH
KUBOTHH U TipodecruoHaiHn My3ukosionku credo. M360p je mao Ha
celaM HOBHjUX, OOMMHUX CTy/AH]a, MUCAaHUX U BehMHOM 00jaBJbeHHUX
y TOCHEABUX ABAJECET rOANHA, HA CPIICKOM, €HITIECKOM M PYCKOM
jesuky. CBHX cemaM TeKcToBa mponpaheHu cy pe3uMenMa Ha
aJTepHATUBHOM, EHITIECKOM, OTHOCHO CPIICKOM J€3HUKY, JOK ITOCEOHY
JMIOKyMEHTapHY M WIYCTpaTUBHY BpeAHOCT myOnukaiuje ooezoehyje
OJI0OK o1 YKYIHO mecHaecT ¢oTtorpaduja u3z Apxua MHcTtuTyTa M
JUYHE apXUBE ayTOPKeE.

[IpBu, HAJOOMMHM]U TEKCT y KbU3HU — Cpiicka My3uuKa cyeHa
(125 2oouna Hapoono? wozopuwitia y beozpaoy), crp. 11-37, npsu
myT o0jaBJbeH TIpe ABE ACICHH]e, 10 IaHac je Mehy ucrtpaxuBaunma
CTEKAaO0 CTaTyC CTY/IM]j€ aHTOJIOTHjCKe BpeaHOoCTH. Ped je o BUpTyo3HO,
y HIMPOKOM JIYKY HAIMCaHOM Iperiieay y KojeM ayTopka mapajiesiHo
mpaTv pa3BoOj M YCIOH CTBapasamiTaBa M HM3BohamTBa y oOiacTtu
CIICHCKE MY3HUKe O] lbUXOBUX MIPBUX, CKPOMHUX MOKYIIIaja TTOYETKOM
XIX Beka, 10 BPXyHCKHX HPO(QECHOHAIHMX M YMETHHYKHX
ocTBapera Jpyre mojoBuHe mpouwior croiaeha. Y oBoj Goraro
JIOKYMEHTOBAHOj, CUHTETHYKO] CTYIUJU KOJy KpacHu IWHAMUYaH U
IUIaCTUYaH pUTaM Kas3HBama, MOCTYIHO ce (GopMmupa LENOKyIHA
CJIMKA KaKO O CTHJICKOM Ipeo0pakajy My3UIKOCLIEHCKUX OCTBapeha,
Tako W O MPOMEHHU CTaTyca MO30PHILIHE MPOAYKIMje U IMpakce y
3aBHCHOCTH OJ1 KYJITypHE MOJIUTUKE, CTPYYHE KPUTHKE U pEeLEniiyje
nyOnuke. CBOj €KCNEPTCKU YBHUJ Y HPOIUIOCT CPIICKOT MY3WYKOT
Tearpa MocycoBa 3a0KpyKyje JIyLHJHUM HHTYHTUBHUM HOIICIOM y
oynyhHnocr : ,,(...) Moxaa he MylITUMeIMjalIHA TOTAIHH Teatap OUTH
Ha Tearap OymyhHOCTH Wiy OJIMCKE CalalllibOCTh .

Y napyroj crymuju, y (OKycy ayTOpKHHE Taxmke Cy
HjarusseBibeBu Pycku Oaneiiu v OaneT Ha bankaHy U y Jpyrum
€BPOIICKUM 3eMJbaMa, y iepuoay of 1920. no 1944. rogune (TEKcT je
Ha EHIVIECKOM je3uKy; 39—54). OBae MocycoBa TeMEJbHO UCTPaXKYyje
W Tpe3eHTyje pax OaneTckux urpada, kopeorpada u creHorpada
U3 3HAMEHUTE pPYCKE Tpyne Ha OalKaHCKOM, CKaHAMHABCKOM H
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OantnukoM TmipocTopy. Ilpema mWeHMM Hanasuma, 3axBasbyjyhu
M3BaHpeaHUM ymeTHulMMa nonyt Jenene [losbakoBe, AJiekcanpa
®oprynara, Hune Kupcanose, Anaronuja JKyKOBCKOT M JPYTHX,
beorpan ce y jenHom mepuomy — TokoMm Tpehe nerneHuje XX Beka
— Y OAHOCY Ha JApyre eBporicke ,nepudepuje” adupmucao Kao
jemaH oj 3HaYajHUX IIeHTapa Oanercke ymeTHocTd y EBpomm.
[Ipencraripajyhu ucrakHyTH, MehyHApOAHO 3HAYajHU JOMPUHOC
carjieiaBamby paajyca 3pavyema J[jarnsbeB/beBUX YMETHHKA, OBAj
paja AoHOCH U ueTupu BaxkHa npuiora: 1. [Tonuc urpaua/kopeorpada
IjarueBa u [1aBoBe Ha eBporckoj ,,iepudepuju’ (1917-1944); 2.
[Tonuc Ganera Ha peneproapy Oeorpaackor HapogHor mozopurira
(1923-1944); 3. [Tonuc 6anerckor peneproapa XpBaTCKOT HAPOIHOT
kazanuimra y 3arpeOy u 4. [lommc 6anerckor perneproapa JInTBaHckor
HapoaHOT no3opuinTta y Puru (1922—-1940).

U tpehu tekct y kwuzu — Mysuuku wieaiiap Jypuja Jbeosuua
Pakuiiuna (55-82), onaje ayTOpkuHY MacHOHUPAHY 3a0KYMJBEHOCT
YMETHHUYKUM CyJOMHaMa JapOBUTUX PYyCKUX eMHurpaHara. PesbedHo
ocBeTJbaBajyhu y30ynseuBy ouorpadujy penuresba J. Jb. Pakutuna,
MpeacTaB/bajyhn ra Kao JyXOBHO Oorary W WHTEJIEKTYajHO BpJIO
MHTEPECAHTHY JMYHOCT, Ka0 €PYIUTY M MY3UKATHOI, CHHTETUYKOT
yMeTHHKa, MocycoBa YuTaolly pa30TKpuBa O0orar crekrap rnojaaraka
0 peuenenuju HEroBUX PEXHUJCKUX OCTBapema IMPUKA3aHUX Y
beorpany u HoBom Cany (cegam ormepa, jeiHa TaHTOMUMA, BEJTUKH
Opoj komama ¢ my3ukoM). Mcrtuuyhu na je ,,meroB pam u3mely
nBa pata Hocuo mnedar CraHuclIaBckor U Mejepxospaa”, Te aa je y
JyrocnaBujy npeHeo ,,uuTaBy jeqHy ONHMCTaBy MO30PHILIHY €HOXy
ayTopKa apryMEHTOBaHO cTaje y oaOpaHy OHMX PakuTHHOBHUX
MOJICPHUX KOHILCIIHja ONMCKUX EKCICPUMEHTAIHOM Tearpy Koje
CBOJEBPEMCHO HHCY HAWIIC HA PasyMeBame OCOrpajicKe CTpy4He
kputuke. [loceOHO cy 3aHMMIJBMBHU MMacaXu KOjU C€ OJHOCE Ha
MuojeBuheBy Kpajimhe HeraTUBHY peleniyjy nanromume /ljepeiuun
6eo Aprypa llIauipiepa, npukaszane ¢ my3ukoM Epaecra JloxHamuja
y Hapognom mozopumry 1927. ronune (67—73). I'ycto mpotkany
W3BOJIMMA W3 KpUTHKa, Omorpadcke rpahe m mmpoko 3axBaheHe
JUTEepaType, OBy HCLUPIHY M KOMIUIEKCHY CTYIH]y AOKYMEHTAapHO
JIONyBY]y TpU Tabele ¢ TMONUCHUMa M JaTyMHMa THpeMHjepa
PakuTHHOBUX PEXHUJCKUX OCTBapema y Oeorpazckom HapomgHom u
HOBOCa/IckoM CpIICKOM HapOJHOM IO30PHUILITY.

Cneneha nBa wumanka, npBu mocBehen Kowiuanu Ilerpa
KomoBuha, u Hapeanu, 0 KopeorpaCkuM HHTEpreTanujama
Oxpudcke nezende Crepana Xpucruha, 3acTyIajy OHe HCTPXKHBAIKE
obnactu y kojuma je MocycoBa ocTBapuiia cBoje MOX/a HajayOsbe,
HajHAJAXHYTH]€ U Haj3HAYaJHHje MY3HKOJIOIIKE TOMPUHOCE. YIIPaBO
300r ynmenulie Aa uurerpainu onyc Ilerpa Komosuha, ¢ akiientom
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Ha OMEpPCKOM CTBapamy, 3allpaBO HHUKAJ HUJ€ HU U3JIa3H0 U3 HEHE
MaXHkHEe TOKOM HH3a JCIeHH]a, T j€ O HheMy IyOJHMKOBajda BEIUK
Opoj panoBa, 3auyhyjyhu Cy M BpeIHU HMBJHCHa WHOBATUBHOCT
KOHIICTILIMje, CIOHTAHOCT U CBEKMHA Ka3uBamba KOJOM OJHUIIIE
OBaj, 3a Ccaja MOCIeAmbHN ayTOPKUH TeKCT 0 Kowilanu, micaH mpe
caMO MeT TOAHMHA, Yy MOBOAY OCaMECETOTOAMIIILUIIE TPOCTPYKE
jyrocnoBeHcke mpemujepe. OBae he ce uyumranan 00aBECTHUTH O
y30y/UBMBUM JIeTaJbUMa KOJU Cy TPAaTWUIM HACTaHaK HajycCIeluje
KomoBuheBe My3uuke 1pame, go3Hahe papuTeTHE IMOJATKE O
KPUTHYKO] PEUENIHjH JeJIa y 3eMJbU U UHOCTPAHCTBY, ajli he HY>KHO
3acTaTy U HaJ HU30M IUTama Koje ayTopKa CYreCTHMBHO MoOkpehe.
C o03upom Ha TO J1a je MPOLLIO MeleceT TouHa OTKako Kowiiane
HeMa Ha mo30pHHUIM, MocycoBa he pe3WrHHpaHO KOHCTATOBAaTH:
/1 OBOM TNpHIMKOM TMOTBphyjeMO &1a je MCTopHuja CpIICKE MY3HUKe,
HCTOpH]ja HEU3BEICHHUX WM Hem3BoheHux aena” (83). Y nmpomykeTky
he ucrahu u yBepeme: ,,J1a je Ha peneproapy, Kao mTo ou Tpedao aa
Oyze, ’eHo MecTo Ou Tpebdasto aa Oyae Melhy My3HuKOM KITacCHKOM XX
Beka, Mehy nenmuma Mropa CrpaBunackor win Kapomna [IIumanoBCKoT,
ca kojuma Komosuh JICIH acT y n300py 3a wiana Yemike akagemuje
Hayka 1938. roqune” (94). OtBOpeHo KpuTHKYjyhn 0IHOC 3BaHHYHE
KyATYpHE IOJIMTUKE MpeMa HajBPEIHUJUM CETMEHTHMA MY3WYKOT
Hacieha, MocycoBa y caMOM 3aKJby4Ky yIo3opaBa ia jOLI camo OHa
ManobpojHa, cropanudHa ussohewa Cum@onujckod wpuiiiuxona
cupeuaBajy aa Kowinana, xao Ha_]peHepe3eHTaTI/IBHI/I]e OCTBapeme
,,KACHOPOMaHTHYAPCKE Moz[epHe (18), caceuM moToHe y 3a00pas.

Llpra ayTOpKUHE OUTy4YHOCTH @ CTaHe Ha OPaHNUK YMETHHYKE
TpaJuLyje, NPeIO3HATI/BIBA € H Y Pajly Y KOJeM paclpaBiba O HCTO-
pujary u Kopeorpadckum qoMeTuMa ClIeHCKHUX MOCTaBku Xpuctuhe-
BOI' 3HaMeHUTOr Oanera. Y3umajyhu y o03up OOMMHY JIUTEparypy
u yka3yjyhu Ha 3Ha4yaj HeoOjaBsbeHOr cmmca AHe PamomeBuh O
cyenckum ussohervuma Oxpudcke necenoe (llpunoz uciiopucpaghuju
cpiicke baneiucke cyene), MocycoBa Hajpe, Ha OCHOBY Tabena ¢
MoJIalliMa O XPOHOJIOTHjH TIPEMHUjepa y JYTOCIOBEHCKUM TI'PaIOBH-
ma (1947-1985) u kopeorpaduma, CTaTHCTHYKH IPEHU3HO popMupa
CIIMKY O UCTOpHjaTy u3Bohema Jlecende, na OW y CBOj TMHAMHYHU
HApaTUB MIOTOM YT'paJinia U CONICTBEHE, HEMOCPEIHE YTUCKE Kao Iiie-
Jlaolla — CBEJIOKa BUIIIE PA3IMUYUTUX MMOCTABKH OBOT aHTOJOTH)CKOT
ocTBapema. 3akibyuyjyhu na cy peHomenn npubnkaBama 1 yjiajba-
Bama o7 (OKIOpa y MPOLUIOCTH OWIIM JIBE OCHOBHE Kopeorpadcke
TEHJICHIIMj€, Y 3aBPIIHUIM TeKcTa he y IeauHu on0aluTH HOBH]E
nocraBke ([Tapmmh, 1966; [Tumunenko 2000): n3HEBEpUBIIH APTH-
Typy M TeK NMPOH3BOILHO tymauehu cuxe, one cy, npema Mocyco-
BOj, ,,o0ecmuciuie” XpuctuheBy MU3BOPHY MY3UUKO-IpaMaTypIIKy
3amucao (105).

181



My3ukonoruja 18 -2015 Musicology

[Tocmarpana wu3 Bu3ype wucropuje ¢GOIKIOpHOT Oanera,
Oxpudcka nezenoa je, 3ajeqHO C KpPEaTUBHHM KopeorpadCKum
JOTPUHOCHMA PYCKMX YyMeTHHMKa — Maprapute ®Opoman u
Anekcanapa QopryHaTa, IpeAMET ayTOpPKUHE Maxbe U y cienehem
wiaHky ([la mu cy ¢poaxnopnu 6aneiuu oanac anaxponu?; 107-117),
rae MocycoBa, mo3uBajyhu ce Ha WHTEpHAIMOHAIHM ycIiex Oarera
I'px 3opba ¢ my3ukom Mukuca Teomopakuca, 3acTyna MHUILBEHE
npema kojeM (GoJKIOpHH OaJIeTH HE CaMO J1a HUCY MpeBa3ul)eH KaHp,
Beh mpencTaBibajy HOCHOIE BEIMKOT TMOTCHIMjaJia 32 OYyBamke U
peBUTANM3AIM]y KaKo Tpagullije HapOAHE, TaKO U CTHIM30BaHE
OaJleTCKe Wrpe, ¥ TO Y BPEMEHHMMa y KOjUMa HJICOJIOTH]a HOBOT
CBETCKOI' TIOPETKa MPETH Ja OCIOPU U MOHMILITH CMHCA0 U JIETOTY
HAI[MOHAJIHUX PA3HOJIUKOCTH.

,,KOMyHUCTHYKH PEXKUM y JyrocnaBuju 61O je HelpHjaTe/bCKH
npema CpIICKO] HUCTOPHUjH, MHTOBHMA W DEIMIHjU. Y JaHAIIBEM
100aJTHOM MOPETKY ONET HeMa MeCTa 3a TPOLIOCT, 32 HCTOpH]yY, 3a
HCTHHY, WX 32 BeHO oTKpoBewme” (125). [lyx oBux Te3a Ouo je 3a
MocycoBy nokperad aa 2001. ronune, y JepeBany (JepMmeHnuja), Ha
Hay4YHOM CKYIIY ,,I paJuIlMOHaIHO U JYXOBHO Haciehe yoBeuaHncTna”
W310kKU pan o Viuenoswery Kocosckol eia y cpickum ouepama
u oaneiuuma XX eexa. OBUM, MOCIEIHUM NPUIOTOM Y KHbH3H,
00jaBsbeHHUM Ha pyckoM je3uky (119-125), MocycoBa ocTBapyje join
jelaH aHTra)KOBaH M MHCIHMPHUCAH, U3 YIVIa paclpaBa O UICHTUTETY
CpIICKE My3HKe CaMOCBOjaH JIOIPUHOC NIPOyUYaBamy UCTOPH]E CPIICKE
My3H4YKe ClieHe Jipyre nosoBuHe XX Beka. HbeHa nmaxma ycmepeHa
je Ha JIBe orepe KoMIoHoBaHe npema apamu Cupiu majke Jyeosuha
NBe Bojuosuha — Qiuauoumny Ilerpa KowoBuha (1960; npemujepa
1983) u octBapewe ymana Paguha (mog BojaoBuheBuM HacioBoM;
1988), motom u Ha kopeoapamy Kocoska desojka (1989) Butomupa
TpucdynoBuha. ¥V uyumeHHIM Ja MOCIEIma JiBa Jeia, HacTaua y
MOBONly O0eJekaBama mecte croroguiimuiie KocoBcke OUTKe, joIr
YBEK HHUCY JIO’KHBEJa CIIEHCKAa U3BOhema, ayTopKa Hala3u caMo jOul
JeIHy, YBEpJbUBY MOTBPAY JUYHHUX YBEpEH:a Jla c€ HeMap 3BaHUYHE
KyJATYpHE MOJUTHKE MpeMa CTBapajaykKuM HaropuMa peHOMHPAHUX
MY3UYKUX CTBapajala MO)Ke TYMauuTd U Y KJbYdy OJICYCTBa CBECTH
0 3Ha4ajy My3W4YKOT Hacieha y JeTMKaTHUM MpolLecHMa O4yBamba
HAI[MOHAJTHOT WICHTUTETA Ha IMpelia3y JiBa MUJICHH]yMa.

[Tapadpasupajyhu oBne omaxkama Menute MuiuH, mpema
KojuMa je Kibura Cpiicku My3uuKu ieatiap. UCiopujcKu (ppacmeriuu
Oorara momanmuMa 10 KOJUX HHJE YBEK JIaKO JIOhM, Ja je mucaHa
JTUHAMUYHUAM U 3aHUMJBUBUM CTHJIOM, /1A j€ TPOXKETa aHT'aKOBAHOM
KPUTHYKOM HOTOM ayTOPKE U H-CHUM YMECHO IUIACHPAHUM JINYHUM
orcepBaljaMa, MOKEMO CaMO [ MOTBPAUMO YBEPCHE YPEIHULE
na he oBa nmparorneHa 30Mpka TeKCToBa Op30 Hahw CBOj MyT 10
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IIMPOKOT Kpyra IOMITOBalala ONepcke M OajeTcke YMETHOCTH.
HcroBpemeno, He cymmaMmo na he Oyayha HaydyHa — Tearposionika
1 MY3HUKOJIOIIIKAa MpOy4YaBamka MY3HMYKOCIICHCKOT Iozpyyja, Koja he
OBY PEIPEe3eHTAaTUBHY 30MPKY TEKCTOBAa HEMHHOBHO IPETIO3HATH HE
caMmo Kao IMOy3/aH OCJIOHAI], Beh U Kao CUTYpaH IyTOKa3 Ka HOBUM
UHTEPIPETATUBHUM  XOPH30OHTHUMA, HEIBOMHCICHO TOTBPIAUTH
CYHITUHCKY YTHIIQjJHOCT OCOOCHHMX MY3HKOJOIIKUX JOMPHHOCA
Hanex e MocycoBe Ha TOKOBE CaBpEMEHE MHUCIU O MY3HIIH.

Kaiuapuna Tomawesuh
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Hparana CrojanoBuh-HoBuunh
BUHKO I'JTOBOKAP:
MY3UYKA OJUCEJA JEJJHOI' EMUIT'PAHTA

beorpan: dakynrer Mmy3uduke yMeTHOCTH, Karenpa 3a My3HKOIIOTH)Y,
enuuyja ,,My3HUKOIIOIIKe CTynuje — MoHorpaduje”’, ceecka 18, 2013.

Ilpen Hama je npBa MOHOrpauja Ha CpICKOM je3uKy nocsehena
crBapanaity Burka [T1o0okapa, jeAHOr 0/ Haj3HAYaJHHJUX MPOTATO-
HHCTAa eBPOIICKE aBaHTapje mnocie J[pyror cBETCKOr para, yjeIHo U jel-
HOT O/ PETKHUX CTBapaslala ¢ HallnX MPOCTopa KojH je yBPLITCH y Boaehe
CHLMKIIONE/M]je, YIOCHHUKE U Tperiiesie caBpeMeHe Mysuke. Kao wiro je
Beh HACJIOBOM KEbHI'€ CyTepHCaHo, Butko I'1oGokap je npasu ,,cBETCKH
YOBEK”, ail M BednTH eMurpant: CiioeHa poher y OpaHilyckoj, CBoje
aJIOJIECLICHTCKE TOJMHE NIPOBEO je y MOCIepaTHo] JyrociaBuju, 3aTuM
ce Bparno y Opaniycky paau cryauja Ha Ilapuckom KOH3epBaT0pI/I_]y-
My, fa 6u HajBehu 1o CBOje JKMBOTHE M INpodecroHanHe ,onuceje”
peanu3oBao Ha penauuju Ppaniycka—Hemauka—IlIBajuapcka. My3u-
konomkuma Jlparana CrojanoBuh-HoBuumh mpuxsatmia ce HUMaio
JETHOCTABHOT 3ajJaTKa J1a YuTaoluMa IpHOIMKH 1 IPOTyMadn pasyhen
OITyC OBOT' HEMHUPHOT' M HECITyTaHOT CTBapaolia, KOju ce y MO/jeIHAKO]
Mepu 6aBHO YMETHHYKOM MY3HKOM U [1€30M, KOMIIOHOBam-eM U ephop-
MATHBHUM IPAaKCaMma, HCABEM My3HKE, U3 My3HKe U o My3uuu. Mo-
Horpaguja obuma 231 cTpaHule MU0 je ayTOPKUHOT BUIIETOUIIHET
npoyudaBama [71000KapoBOr CTBapaiallTBa, a HEeH MocedaH KBAJIUTET
npecTaB/ba YMHHEHHULIA 12 j€ ayTOpKa UCTpaxuBame o0aBuna y PoHna-
muju ,ITayn 3axep” (Paul Sacher Stiftung) y baseny, IlIBajuapcka, rae
ce, y okupy Kosnekuuje Bunko [loGokap (Sammlung Vinko Globokar)
4yBajy HBErOBE IUTAMIIAHE IAPTUTYPE, PYKOIICH, 3aTUM IIHCAHA, Ay/IHO
U BUJICO JIOKyMeHTauja. MoHorpaduja je 1omymeHa H300poM U3 Ji-
teparype (97 onpenHuia), MHAEKCOM MMEHA, CaXKETKOM Ha EHIVIECKOM
jesuky, ororpadujom ayTopke, CIIUCKOM 3HayajHuX [ 1000KapoBUX nena
Pa3BpPCTaHUM I10 )KaHPOBHUMa, U300pPOM U3 AUCKOTpaduje, Kao U eKCKITy-
suBHUM (otorpaujama. [lopen HenocpeHOr poyYaBara MPUMapHIX
M3BOpA, AyTOPKa je MMaja M NPUBHICTHJY Ja Y BHLIC HABpara pasro-
Bapa ¢ [mobokapom. [Ipemaa 4nTaBo MeTo MoriaBbe OBE CTyAMj€ Ha-
CIIOBJbEHO EMucpaniicka cegdanunka VCTyHhaBajy TPAHCKPHUIITH 01a0-
paHMX JeN0Ba THUX Pa3roBOpa, Yy OCTAIUM, aHAJUTHYKUM IOIVIaB/bUMA
ayTopKa BEIITO M30eraBa 3aMKy Ja jOj KOMIIO3UTOP, MO3HAT I10 BEOMa
M3PAXKCHO]j Ay TOPEICKCHJH U JOMUHAHTHOM JUCKYPCY, ,, AUKTHpA” 1ITa
6u Tpebaso Ja nuie. YIpKoC yCrocTaBibeHoj OIMCKO) NpodecnoHa-
HOj capajby, Koja joj je omoryhuo na [mobokapa ymoszHa HE caMo Kao
cTBapaona Beh M kao 4oBeka, Te Ja MOjelMHa 3amakama BEpUPHKY]je
13 mpBe pyke”, [lparana CrojanoBuh-HoBuumh npuivkoMm BpeaHO-
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Bamba HErOBUX YMETHUUKUX PE3y/ITaTa 3a/ip>KaBa HEOMXOHY KPUTUUKY
JVCTaHILY, 1a YMECTO TTAaHETHPHKA MPE3CHTYje OAMEpPEeHEe, 00jeKTUBHE U
apryMeHTOBaHE BPEHOCHE CYHOBE.

Momnorpaduja ce cactoju oa yBOAa W TET MOIVIaBiba: 1pom-
oon, yes...; Jlajoosuy, bepuo u Keju (yiuupare cnosa), Jluuna ciuaza
(cuiyouje o xpabpocuu), IIpowupusarea... (cuiyouje o KOHYeuilu-
ma), Mano euwe aydocuiu! (cidyouje ciyuaja), 10K je IETO MOIIABIbE,
Kako je Beh cromeHyto, aujanouwko. Haparmja He Tede yBeK JiH-
HeapHO, Beh je mocTaBibeHa MPOOIEMCKH: ayTOpKa IOCTENEeHO Oc-
BETJbABa PA3NMUMUTE acrekre [71000KapoBOI YMETHUUKOT JAEI0Bamba,
MOYEBIIN O] HETOBOI PAHOI MY3HUYKOI IIKOJIOBamba, YIO3HABaMa
U ancopOoBama yTHUIAja KOJU Cy ra MPEIOAPEANIA 32 YMETHHYKO-
-UCTPAKUBAYKU PaJl, MPEBACXOAHO 3aCHOBAH HA MMIIPOBHU3ALM]U U Ha
CTaJTHOM TPEUCHHUTUBAKY U PYIICHY I'paHUIA MY3UYKEe YMETHOCTH
y TpaBlly MYJITUMEIUjATHOCTH M KoHmenTtyanaHoctd. CrtojaHoBuh-
-HoBuuuh uctuye na [mobokap HUKaga HUje MpoHaIa3uo cede y pera-
Balby YMCTO MY3MUKOTEXHHYKHX Tpobiema, Beh 1a y meroBom cTa-
paJalTBy ,,COIMjaTHA MOTHBH 3aMemY]y ‘KoMIo3uiuoHe’” (43), a Mmy-
3UYKO JIENI0 OJJHOCHO TIephOpPMaHC MOCTaje ,,CPEICTBO 3a MOO0IBIIAKE
Jbyzckor nosoxaja” (47). IlonmyTt npyrux aBanrapaucra Tora q06a, Io-
Ooxkap je oxymuo ancamb6n New Phonic Art, ¢ KojuM je eKcriepuMeHTH-
cao y JOMEHy TeaTpaiu3aluje 3Byka, KopHihema HHCTpyMeHaTa Kao
COIICTBEHE MPOAYKEHE pyKe, T€ TPYMHOT My3UIMpama Kao ,,IpyIITBe-
HOT OIIITEeHA . Y TOM CMHCIY, ayTOpKa 3acTyma Te3y na je Hemoryhe
npouesUBaTh [71060KapoB OIyC HCKIbYIUBO ,,3aHATCKUM~ apIIMHIMA,
Beh J1a Tpeba BpeAHOBATH LENOKYNaH KOHLCNT, KOjU ayTopKa Ie(uHH-
e Kao ,,MOpaJHO JI¢]CTBOBAkE aKTepa M HUXOBA CI00OIHA pa3MeHa
Mmy3uukux napopmanmja” (113). Ynopeno ¢ Tum Crojanosuh-HoBuunh
aHanmu3upa 1 Tymadu [71000KapoBy ayTONOETHKY KOja je, y CBUM eTara-
Ma HEeroBOT CTBapalalliTBa, paTuia, 00jallmbaBala U I0MybhaBaia bhe-
rOBY KOMIIO3UTOPCKO-M3BONauKy JeIaTHOCT. Y YEeTBPTOM, aHATUTHYKOM
MIOTVIaBJbY, AyTOpKa OMpa JBa KapaktepucTuyHa aena, Cri des Alpes 3a
COJIO AJICKU POT U K010 32 MEIIOBUTH XOP, TPOMOOH U €JIEKTPOHUKY, Y
KOjMa je OCTBApEHO JKEJHEHO JEeMHCTBO MYy3HKe, (1apa)Tearpa M cBa-
KOJIHEBHOT >KUBOTA.

Momnorpadwuja [Iparane CrojanoBuh-HoBuunh nmocsehena Bunky
['moGokapy y30pHa je y CBaKOM CMUCIY, T€ MpeACcTaB/ba UCLPIIaH, MU-
HYIIMO3HO UCTpa)KeH, 00rato JTOKyMEHTOBAaH M yOeq/bUBO apryMeHTO-
BaH OCBPT Ha BUILECIIOJHY U BUILE3HAYHY JIENATHOCT OBOT 3HAYajHOT
IPOTAaroHUCTE €BPOIICKE aBaHTap/e.

Uesana Meouh
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Janxka Jlajuh Muxajimosuh

CPIICKO TPA/[UIIMOHAJIHO HEBA[?SE V3TVCIIE:
T'YCJIAPCKA IIPAKCA
KAO KOMYHUKALIMOHU I[IPOLIEC
beorpan: Mysukonomku naectutyt CAHY, 2014.

Kwura Cpiicko tpaduyuonanno itegarve y3 cycie. 2yciapcka
upakca kao komyrnukayuoru upoyec Jlanke Jlajuh Muxajnosuh yo-
HOCH IIPE CBETa M3y3eTHO 3HAYajHY, YBPCTO yTEMEJbCHY, KOMIUICKCHY
1 00umHy cryaujy (372 crp.), mocseheny Hajuerthem oOmHKy H3-
BODeHba CNCKHX Ilecama y CpIckoj Tpaauuuju. Cinka Tpaguumje me-
Barba y3 ryciie 00JIMKOBaHa j© Ha OCHOBY PENPE3CHTATUBHOT KOpITyca
3By4HE Tpalje 1 OpojHUX MUCAaHUX U3BOPA, 10K je CaBpeMeHy Tyciap-
CKy TpaKcy ayTopka HEMOCpPeIHO UCTPaKMBaja BUIIIE O] JBE Jelle-
Huje. OcuM TOra, NoceOHy BPEAHOCT KIbUTE YMHE MPUITIOKEHE OpH-
THHAITHE TPAHCKPHUIIIM]e HHTErPATHHUX eTICKUX NIecaMa, JeTUHCTBeHA
30upka 3amuca oBe BpcTe (375-418), K0joj je MPUKIbYUYEH H 3aIHC
Banrepa Bunima (Walther Wiinsch) vaunsen bekunrosom (Gustav
Becking) HoTamujoM, OCMUIIIJBEHOM YIIPaBO 32 HOTHUPAHE KapakTe-
PUCTHYHE CTPYKTYpe MeBama y3 rycie (419-438), no caga Hemo3Hat
JoMahiM €THOMY3HKOJIOIIKUM KPYrOBUMA.

Crynuja Cpiicko iupaduyuonanno iesarve y3 2ycie: cyciapcka
ipakca Kao KOMyHUKaAyuoHu ipoyec Caap>ku YeTUPH BEITUKE IeINHE
C BUIIIE MTOTIIOIIABIbA.

VY npBoMm nornasiby, KomyHuyuparee kao Kwbyd meiio0onocuje
ipoyuasarva eiiuxe (25-53), ayTopka pasmarpa npobiaemMaTuky y Be3u
ca: ne(MHUCakEeM U Pa3BPCTABABEM CMHKE U3 KIIKEBHE U My3HUY-
K€ TIEPCIIEKTHUBE; KOMYHUIIUPAakHeM Kao 0a3uuHOM (PyHKIIMOHATHOM
OJIPETHUIIOM ETIKOT MeBamba y3 ryciie; KOMyHUKOJIOIIKIM KOHIIETITOM
Y €THOMY3HKOJIOIIKUM MPOYYaBAHEM E€THUKE; KOMYHHKOIOMIKUM I10j-
MOBHO-KaTEropyjaJHUM OJpeHUIIaMa U MOJAeNruMa 3Ha4ajHUM 3a
poyyaBame I'yciapcke encke npakce. Jledunucame u pa3BpcTaBame
eMHKe je U JaHac aKTyelaH nmpolieM TeopHje pola U BPCTE y HAylH
0 KIbM)KEBHOCTH, a U3 €THOMY3HKOJIOIIKE MMEPCIEKTUBE CE ,,My3HUU-
KU eroc’’ TyMayH Ka0 MOHOJIUTAH, MOJIUETHUYKU (PEHOMEH, OTHOCHO
K0 JKaHp € [PENO3HAT/BUBMM M YHUBCP3aIHUJUM OIMKAMa, TC 110~
KyIlIaju ycariaiaBamba KibKEeBHUX U My3UYKUX KPUTEPHjyMa HHCY
T 3a710BOJbaBajyha pemiema. 3aTo ayTopka OJPETHUILY ,,eTICKO”
KOPUCTH MPBEHCTBEHO y CKIAAY C KIbMKEBHHUM KPUTEPUjyMHUMA, a
CyOHMBO JOMHUHAHTHO A€(QHUHHILE MPeMa My3UUYKUM KapaKTepUCTH-
KaMa (13BohaukoM amapaTy/HauuHy U3Bolema), onpenesbyjyhu ce 3a
poy4yaBamke U3BOherha HEPUMOBAHUX JECETePauKHX Mecama y3 jes-
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HOCTpYHE TI'ycjie Kao KJbYYHOT MECTa y ’KaHPOBCKOM CHUCTEMY CPIICKE
€TICKe TPaJHIIH]e.

3a Qokycupame Ha KOMYHUIUpPaWkE Kao MpoLec KOju Mpea-
CTaBJba OCHOBHY HJEJy TIyCIapCKe IpaKce ayTopKa ce OIyduia
CXOIHO TyMauemHUMa (QyHKIIM]ja MHUKe Kao COIMjaJHO-HUCTOPU]CKOT
namhewma eTHoca. TakaB, HHOBaTHBaH KOHLIENIT Yy JIOMEHY Ipoyya-
Bama ENCKHUX IecaMma Yy CPIICKO] €THOMY3HMKOJIONIKO) HaylH, MOJI-
pa3yMeBa UCTPAKUBAKE MY3HKE Kao 00jeKTa M IPOLEeCyaIHOCTH
My3HUKe, OJHOCHO KOMIUIETHOT YMHA HEHOI' CTBapama, u3Bohema U
penenuuje. KomOnHanmMja KOMYHHKOJIOIMIKMX HEja ¢ UCKYCTBUMA
npoyyaBama My3HMuKe KOMyHHUKallMje Cyreprcaia je omnpenesbemne 3a
MOJIEJT OMILTEr CUCTEMA, KOJH JbYJCKO APYIITBO MPE/ICTaBIba Kao -
HAMUYaH CUCTEM MHTEPIIEPCOHATHUX M UHTPAIEPCOHATHUX MpoIe-
ca, a y OKBUPY KOjer ce MOTEHIINPajy MOjeIMHU CIICIM(PUIHH acTICK-
TH, TIONYT Huaeje yoehuBama, BAXKHOCTH GUI0CKA, TUHAMAYHOCTH U
BapHjaOMITHOCTH TepIeIInje, YTHIaja ,,[10Jba UCKYCTBa, KOHTPOJIC
uHpopMalyja, penanuje yMETHUYKE CTPYKType U APYILITBEHO-KYJI-
TYpHOT KOHTEKCTA.

Hpyro mnornasiee, Cybjexiiu komyruyuparea (55-141), mo-
cBeheHo je Zycrapy Kao: MOIIUIbAOIY MOPYKE; aKTepy y MY3HUKO-
(boJIKIIOPHO] TPAMLK)H; HAPOJHOM YMETHHKY; HApPOIHOM My3Wd4a-
PY-COJIMCTH; NHINBHUAYH, JIMYHOCTH Y TPAJULK]H; CBUPady KOju (1)
1IeBa U, C Ipyre CTpaHe, i1y 01uyu Kao peuujeHTy eICKUX rnecama y3
ryciie; IpoMeHu npoduia ,,encke myomke” o1 TO3HOT aTpujapxai-
Hor apymTBa 10 X XI Beka; ,,ercKoj myoauin’” Kao opa3y COIMOKYII-
TYpHOT KOHTEKCTa. AyTOpKa caryie/laBa KOMyHUKAIIMOHY KOMIIETEHT-
HOCT I10jeIMHIIA — I'ycliapa, BaXKHOCT I'yClIapa Kao KyJITypHOT aKrepa
¥ Kao JIMYHOCTH YHjH CTHII je Y 0ApelheHOj penanujyu ¢ TpauLujoM.
Ha ocHoBy mapamerapa Koju OCBETJ/baBajy HAapOYHMTO BAXKHE pella-
nyje: ,,JMYHOCTH U CTaBa MpeMa TpaJulluju, o0pa3oBama ryciapa u
ErOBOI MY3MUKOT M3pa3a, My3UYKUX CIOCOOHOCTH, OJHOCHO IO-
ceOHe HaJapEeHOCTH U T'yCcIapCKOT MIMOJIEKTa, COLUjaHOI cTaTyca
(mpodecronanuzanyje) 1 HHAUBUAYATHOCTH, ayTOPUTETA U TPAJIU-
1IMje, ayTOPUTETAa U ClIeA0CHUKA, TPAIUIN]e, MHCTUTYIHja ¥ CJI.” (CTP.
86), M3JIOKEHH Cy JKUBOTOIHMCH OHUX Tycliapa KOjU NPEICTaBIbajy
cnenuduyHe TMapaaurmarcke BpeaHocTu. Ped je o Oumorpadujama
rycnapa: Tanacuja Byhuha (TpaauiioHaIuCTUYKH OPHjEHTHUCAHOT),
[Terpa IlepynoBuha Ilepyna (CHa)KHMX MHOBAaTOPCKUX CKIIOHOCTH U
xapu3zme), 3atuM [[ymrana JloOpudanuHa (MpokiiaMaTopa WHIWBH-
IyaJTHOCTH, aJi U Tpanunuje), bpanka [lepouha (jexnor ox HajyTH-
[IaJHUJUX CaBPEMEHMX Tycjapa, KOju je MOTEHIIUPAO0 OPUTHHAIHOCT
n3Bohema), morom 3opana Camapyuha (Kao mpeIcTaBHUKA H3TPATHHE
COIICTBEHOT MY3WYKOT M3pa3a y OJJHOCY Ha MPENno3HaTJbUBE eJIeMEH-
Te y30pa), 10 Hajmimahux — MupocnaBa TanoBuha, Panomupa Jlake-
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tuha u bojane IlekoBuh (My3uuku enykoBaHUX rycliapa, Koju cy Beh
321001 aQUPMHUCAHOCT U BPEITHOBAE IIMPE jaBHOCTH). [lakmba je
noceBeheHna mpoMeHamMa MOTHBAIIM]e, TTO3UIIM]jE Tycllapa y 3ajeIHUILIH,
HauMHa KEroBe WICHTHU(UKAIM]E C PEAIUTETOM [eCMe, UICHTUTETY
ryciapa, CHaKHO 00eJIe)KeHOM CUMOOJIMKOM caMOT MHCTPYMEHTA.

[Tybnuka, kao HeomxojaH CyOjeKT KOMYHHIIMpPama C yJIO0TOM
pe3oHaropa, ykasyje Ha IPUIIaJHOCT erCcKe MpaKce MOAENTY pUTyal-
HOT MacoBHOT komyHwumupama (/1. Maksejn/Denis McQuail), koju
HHUje YCMEpeH caMO Ha HIMpere MopykKa y mpocTopy, Beh u Ha wu-
XOBO OUYBAtbe Y BPEMEHY (127). IIpomene npoduna ,,ercke myoum-

” IIPETIIOCTaBIbajy Pa3Boj OJf PBOOUTHE BUILECTPYKE yIIore, Koja
yKJLyqyJe U KOMIIETEHIM]y camor u3Bohada-ryciapa, rnpexko aude-
pEeHIMpaHe JIeIaTHOCTH CTBapaola, u3Bohaya M ciyliaona ca T3B.
,,OTIITOM” | ,,CTICIIHja]THOM™~ €TICKOM CPEIMHOM, T€ OMAaCOBJhaBamkba
myOJIMKe ca M3J1acKoM M3Bol)ema U3 MPUBATHOT Y JaBHU MPOCTOP, 110
moceOHOT BUIA caBpeMeHe MyOIrKe KOjer YWHE CIYIIAoIy eMCKUX
recaMa ¢ Hocaua 3ByKa.

Tpehe normasibe, Komynuxayuowu uun u KOMyHUKAWUOHA
cutnyayuja (143— 178) oOyxBara JMHAMUYKE AacleKTe KOMY-
HHUKAllMOHOT 4WHa, 4uje Cy (ase: m3dop nHpopmanmja (koju ce
OCTBapyje y cajJiejCTBY NCUXOJOIIKHUX U KyITYPHHUX IpoIeca yHyTap
u3Bohaua W jgare cuTyalmje), €HKOAUpame Mopyke (y CKIaay ca
CKyIIOM IpaBujia BepOATHOT U MY3WYKOI CHCTEMa, Kao U C JPYyrUM
(hopmama KOMyHHUMpaEa, HOIYT KUHE3WYKHX W HPOKCEMHYKHX),
MHTCPAKIH]CKE TPAHCMHUCH]E IIOPYKE (Ca 3HAYajHOM YJIOroM Meluja),
npujeM Mopyke, Koju oOyxBaTa UyJaHY IMEpleNniujy MOpyKe Hu
pearoBame Ha HHPOpMaIH]y (caracHO OCHOBHUM I'€IITAITUCTUIKIM
HaueluMMa W cucremMuma mnamhema, Koje ayTopka pa3Marpa Ha
OCHOBY Ca3Hama KOTHUTHBHE IICHXOJIOTHje MY3UKe). AyTopka
yKazyje Ha HYKHOCT pa3Marpama erlcke IecMe y HCTOPH]jCKO-
KyJATYPHOM KOHTEKCTY M y OJIHOCY Ha KOHKPETHY CUTYalll]y HEHOT
n3Bohemwa (koja TmoapasymeBa crenuPUKyM pasHUX CHCTEMA,
TEMITOPAJTHOT, IOKATUBHOT. .., KA0 U MEHTAJIHO-IICUXUYKE U OHOJIOIIKE
ocobeHoCcTH cy0jekara KOMYHHIIMPama, Te 00JIMKe KOMyHHUIIMPaba;
MHTEPIIEPCOHATHOT, HHTPAIEPCOHATHOT, N1CEYA0KOMYHHUINPAha WIH
KOMYHHULIHPatha C UCTPAXUBAYCM-HAYYHUKOM). Y 3aBUCHOCTH O
MHTCPAKIK]je CyOjeKara KOMyHULMPaba, ayIuTOpHjymMa, aMOHjeHTa,
TEXHUYKHUX YCJIOBA U TPajamba, UICTUYE CE HEKOJIMKO TUIIOBA CUTYyallHja:
TpaaulIMjCcKa, OpraHu30BaHa ,,npnpez[6a , CITyIlIabe CHUMaKa eTCKUX
rnecaMa IMPEeKO ayJIuo-BH3YEIHHMX MeAHja, TpPAaHCMHUCHja TOpyKa
MOCPEICTBOM I7100aTHE KOMIT)YTEPCKE MPEXKE.

YetrBpTO, HEHTpaJHO TOmaBibe Eiicka ilecma Kao UopyKa
(179-351), 6aBu ce MOPYKOM Kao €JIEMEHTOM KOMYHHKAI[MOHOT
rpolieca, HOETUKOM YCMEHOT eTCKOT TECHUILTBA, My3UYKOM KOMIIO-
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HEHTOM €eIICKe NeCMe M OJJHOCHMA MOETCKE U My3HUKEe KOMIIOHEHTE
y ernckuM rnecmama. M3 nqomena teopuje uHdopmalyje, CEMHUOTHKE
W KOMYHHUKOJIOTH]jE pa3Marpajy ce MuTama npupoje uHbopmaimja
U PeAyHIAHTHOT cajjpKaja y erCKUM MopyKama, IIITO ce ONepalno-
HaJU3yje Kpo3 MpoyyaBama MEeXaHHW3aMa MHBEHIM]JE, Y KOHTEKCTY
JINjaxpOHU)CKOT TIOTJIe[]a Ha KOJIOBE, KPO3 MpOyyaBamke MHEMOTEX-
HUYKE ¥ JUJAKTHYKE BPEIHOCTH 3HAKOBHHMX cucTema u ci. (185).
VY okBupy mpomeHe Ipoduiia ryciapa, oJ KOMILUIETHOT CTBapaolia
erncke necMe (MecHUKa-u-My3udapa) Ka My3udapy UHTEpIpETaTopy
3alHMCaHMX Tecama, ayTopka 3akjbyuyje Ja je ,,y OJHOCY Ha HeKa-
Jalllby BUCOKY HH(OPMATHBHOCT M IIOSTCKOT M MY3HYKOT CafpKaja,
MOCTCKa UMeH3Hja (...) mocTalna PE/lyH/IAHTHH JI€0, 10K je My3uuKa
ocTajay 3HauajHo] MepH eHTponmyHa” (210). Y ogHOCY Ha 3HaYajHY
yTBpheHoct Mopdosoruje Tekcra — KIUIIETUPAHE KOHCTPYKTHUBHE
rpaHulie, IPEIBUIUBOCT CHKea MPEKO MOCEOHUX YBOAHUX (hOpMy-
Ja, YBPCTY METPHUUKY CTPYKTYpy JeceTeplia U Cll. pa3MarpaHa je
My3UYKa KOMIOHEHTa — (PyHKIMOHUCAKHE UHCTPYMEHTAIHUX YBO-
Jla ¥ KoJa, CMEHAa BOKAJIHOMHCTPYMEHTAIHHUX CerMeHara (IeBaHUuX
cTHX0Ba) M KpahuX, yHYTpaIllbUX HHCTPYMEHTAIHNX JenoBa (MH-
TepIIyaujyMa), CEeMaHTHUKa MEJIO/Mja MOYETHUX CTUXOBA, CTPYKTypa
neBaHux ctuxoBa. CBe TO BOJU yOouaBamwy CajejcTBa Bep6aJ'IHOF u
MY3UYKOT cajipKaja y erncKoj IecCMU Kao CHHKPETUYHOM u3pa3zy. Ha-
noBe3yjyhu ce Ha 3anakama U aHAUIMTHYKE Pe3yJITare paHUjUX HC-
TpaxuBaba, npe ceera Maruje Mypka, I'ycraa bekunra n Banrepa
BuHia, Koju Cy CIICKO IIeBatbe MPOyYaBalln y NPBOj MoaoBuHl XX
BEKa, ayTopka ce rnocsehyje MUHYIHO3HO] YIIOPEIHO] aHAJIU3HU H3-
BoljeH,a ryciapa Momuwmna Jlytoena u bomka Byjaunha, a motom u
Tanacuja Byhuha, unme cy mopendeHo moBe3aHu KapaKTepUCTUUHU
MPEICTAaBHUILIM T3B. TPAAUIMOHATIHOT CTUIA. Y LMJbY CIIO3HABaHba
My3UYKe MPOLECYyaJIHOCTH, MNPUMEHEHH aHaJUTHYKU TOCTyIaK
KJbYYHO C€ OCJIalhba Ha UCKYCTBa ICUXOJIOTHj€ MYy3UKE, a 3aCHOBaH
j€ Ha MepLEeNIju UCTPaKMBada U OMXEBHOPATHUM ITOKa3aTe/buMa
Yy BE3H C TEpIENINUjoM ayauTopujyma. JJoMHHaHTHA OpHjeHTaIrja
Ha EKCIIEPUMEHTATHO yTBph)eHe MOCTylaTe ICUXOJIOTHU]E MY3HKe
CYLUTHHCKHU IudepeHpa NIpuMemheH aHATUTHYKU IPUCTYT O] J10-
cagammux npeornalyjyhux (cy0jeKTUBHHMX) MeTO/Ia yoOIMYaBama
MEJIOIM]CKUX MOJEJa Y Halllo] €THOMY3UKOJIOTHju. Ha TakaB HauuH
U3/IBOj€HU CYy PUTMUYKU U MHTOHALIMOHU MOJIEIH, KA0 HOCHOIH Ce-
MaHTHYKE ¥ €CTeTHYKE HH(OopMaIirje, a cajejCTBO THX KOMITIOHEHATa
carjie/laBaHo j€ U Y HaulHY HUXOBOTI MOXpambUBamba y OlepaTuBHO]
U ayrotpajHoj memopuju. Ox moceOHe HayyHE BaXKHOCTH j& TyMa-
4yerme yTBpheHux Mojiena npema BpcTu HHPOPMATUBHOCTH Y OJTHOCY
Ha JHMjaXpOHHU]JCKY TEPCHEKTHUBY, OMHOCHO Je(hUHHUCAE MPOMEHA
My3UYKe TIPOLECYyaTIHOCTH KPO3 UCTOPH]Y.
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OnHocu ToOeTCKe M My3MYKe KOMIIOHEHTE cariieiaBajy ce
KpO3: KOMIIO3UIIM]y €ICKE MecMe Kao IMOETCKO-MY3HUKe IMOpYKE,
crnenu@uuHe OOJMKOTBOPHE NPUHLHUIIE HCIOJBEHE Yy IEBamy C
LIE3ypOM TIpe MOCIHEIHEr CIora CTUXa U HeapTUKYJIMCAHOT MeBamba
MOCJIEIbeT CJIOTa CTHXa, KOJU C€ TymMade Kao PENIMKTH Marujcke
dbyHKIH]je ,,CTAPUHCKOT CTUJIA IeBamba y3 ryciie, Kao U Kpo3 OAHOC
pUTMa U MHTOHAIM]€ Ka3UBAHUX U IIEBaHUX CTHUXOBA.

PazBujena 3aspwmna pazmaiupara (353-372) mnotupraBajy
3HAYCHE€ U TPETMaH TEMIIOpaJIHE U MPOCTOPHE MY3UYKE CTPYKTYpE
y BpeMeHy, 3Hayaj CMEHe eroxe ryciapa-lecHUKa-u-My3ndapa erno-
XOM Tyciapa-uHTepIpeTaTopa 3aliMCcaHuX TeKCTOBA, T CA0AHOIICHA
,,Tpa,I[PIL[I/Ije I/IH,Z[I/IBI/II[yaJ'II/ISMa” M PEAKLHOHE CTPYje ,,peTPaIULIHO-
HaJM3anuje”, YMMe Ce Malupajy UCTOPHjCKa M CeMAHTHYKA IMMCH-
3Mja emuKe. V oBom JIeNly PE3UMUPAHO je TUCKYTOBAE UJICHTUTET-
CKUX peJialldja ¥ yYKa3aHO Ha MOTpedy LIUpPEr KOHTEKCTyaln30Bambha
Te mpobieMaTuke, HoceOHO y Be3u C MOJIUTHKAaMa O4yBama Hemare-
pHjaIHOT KyJITypHOT Haclieha.

Ha kpajy je HOTPeOHO HAlOMCHYTH [a KbUIa CaupKu
MONKUC JIUTEPAType, PErucTpe MMCHA M I0JMOBA, Ka0 M pe3nme
Ha EHIVIECKOM je3WKy, a HEeJOCTaTak JHCKa, Ha KoMe OM ce OcUM
3By4YHHUX Mpumepa morie Hahu u Bujeo-miycrtanuje onpehenux
KOMYHHKAITMOHUX CUTYaIlHja, Y OBOM JIITy j€ KOMIIEH30BaH H300poM
BHCOKOWIYCTpaTUBHUX (Gororpaduja. Tako, CXOIHO CBEMY pEUCHOM,
KibUTra CpiicKo UpaouyuoHaIHo iesarbe y3 2ycie: 2ycaapcka upaxkca
Kao KOMYHUKAYUOHU Uipoyec TPEACTaB/bA H3y3eTaH NONPUHOC
HAI[MOHAJIHO] ETHOMY3UKOJIOTHjU, HECyMIHBO je 3HayajHa 3a
peruoHalHa UCTPaKMBama IEBamba y3 Tyclie M eMHUKe y IIUPUM
pa3Mepama, a CBPCUCXO/IHO MHTEPAUCUUIIMHAPHU IPUCTYTI YUHU j€
KOPUCHOM U 32 IPyre XyMaHUCTHUKE U JAPYIITBEHE HAYKE.

Mupjana 3axuh
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IMAGING DANCE.
VISUAL REPRESENTATIONS OF DANCERS AND
DANCING
Barbara Sparti & Judy Van Zile (eds.)
with Elsie Ivancich Dunin, Nancy G. Heller
& Adrienne L. Kaeppler
Hildesheim-Ziirich-New York: Georg Olms Verlag, 2011.

Busyenne (pe)npeseHraiyje rmieca Cy OAyBEK MpPUBIAYUIIC
Naxmwy OpOjHUX HAayYHHKa U3 MHOTUX AucuuiuiHa. OHe cy, melhy-
TUM, Hajuethe Omiie MpeMeT aHATUTUYKOT TyMadyeha UCTOpHYapa
YMETHOCTH, MY3HKOJIOTa, €THOMY3UKoJora u, pehe, donkmopucra,
UCTpakMBada KOjU TOTOBO I10 MPaBUITy HUCY OMIH Tuiecauu. JIMkoB-
HE TIPeJICTaBe Iieca Cy CTora y Hay4HOj JIUTeparypu Ouie reHepar-
HO MHTENPETHPaHE U3 aCMEKTa UCTOPUjCKE M BU3YEIHO-yMETHHUKE
KOHTEKCTyall3alfje IUIeCHE CTPYKTYpe, a CaCBUM PETKO, TOTOBO
HUKaJa, U3 acleKTa UHCajIepCcKe UHTEePIIPETaIHje Tesa Koje TUIele
u mecHor npoueca. bynyhu na y ¢okyc mocrasiba aHanu3sy riec-
HOT TIOKpEeTa MHTEPIPETUPAHY O] TNIECHUX UCTPaXKHBa4a, TEMATCKU
300pHUK 3amuuimarse ilieca. Buzyenne peiipeseniuayuje iliecaya u
i1ecarba NPejICTaBiba 3Ha4ajaH JONPUHOC MKOHOTPa(HjH Kao HHTEP-
AMCLUIUIMHAPHOM [10JbY UACHTU(DHKALM]E, ONKCA M MHTEPIIPETalHje
Pa3sHOBPCHUX CaJipikaja MPUKA3aHUX Y JIMKOBHUM YMETHUYKHUM Jie-
muMa. Mako je mUxoBa HayyHa M aKaJeMCKa aKTMBHOCT Be3aHa 3a
pasMuuTe JUCUHUIUIMHE (MCTOPH]Y YMETHOCTH, CTyAHMje U3BOhea,
MCTOPH]y IUIECa, CTHOJIOTH]Y, ETHOKOPEOIOTH]y M aHTPOIOJIOTH]Y),
3ajeIHHYKO CBUM ayTOprMa y OBOM 300pHUKY jecTe Jia Cy y MJIajo-
CTH ¥ caMy OMJIM IUIeCayd W/WIIN Cy TOKOM JIyTOTOJIUINLUX UCTpa-
KUBAYKUX Kapujepa OWIM yCMEepeHH Ha OJITOHETAmhe U pa3yMeBambe
riecHor u3Bolema. 300r Tora ¢y y oBOM 300pHHUKY ILIEC, OHOCHO
IUIeCa4yd M TUIECARhE JIMKOBHO IPEJICTaB/bEHU HAa BeoMa Pa3HOBpPC-
HUM MeIMjyMUMa (CIMKAapCKUM IJIaTHUMA, Tpadukama, KibUrama,
HaArpoOHUM CIOMEHHIIMMA, poTorpadujama) vy pa3IuuyUTHUM HCTO-
PHjCKUM NEPUOJMMA, aHATU3UPAHH U3 JBOCTPYKE MEPCIEKTHBE UC-
Tpa’kuBaya U u3Bohaua.

Eceju cy y rpynucanu y yetupu temarcke nenuse. [Ipsa tema
Ymetinukose konyeuyuje ineca u iokpeuia pacrupabiba O CyIITHH-
CKUM IHUTambUMa IiecHe UKoHorpaduje. Pasmarpajyhu nosnare cimke
Anpuja Maruca (Henri Matisse) (Padociu ocuswersa, Inec I v 1lnec
1I) w3 pBe neuenunje XX Beka, Herncu Xemnep (Nancy G. Heller) no-
clie MUHYITHO3HE eTHOFpa(bCKe U BH3YyEJHE aHaIW3e 3aKJbydyje Ja,
CYIpOTHO omtenpuxBaheHoj TBpImbH a MpecTaBIba MPUKa3e MaH-
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CKHUX IUIeCOBa capoaHa u ¢papardona, miec Ha MaTucoBuUM MmiaTHUMA
JEIHOCTABHO OTENIOBJbYje YHUBEP3AIHY (H3HUUKY U JYXOBHY CKCTa3y.
Ananusupajyhu Hexonuko Buzyenusanuja mieca y Kopeju u3 Beoma
pa3nuYUTUX U3BOpa (0 MpuKaza Ha HAATPOOHUM CIIOMEHUIIMMA W3
VI Beka 10 OHMX M3 MUCAHUX YMYTCTaBa 3a JBOPCKE LEPEMOHUjE U3
VIII Beka), [Iynu Ban 3ajn (Judy Van Zile) y apyrom yBogHOM ecejy
MOCHTHUPA J1a KBAIUTET WHAMBUIYAIHOT TUieca WM atmocdepe Ho-
rahaja MOTy UMaTH NpuUMarT y yMETHHUYKUM (HOKycHUMa CIUKapa Haj
MOKYyIIajuMa Jla ce BEpHO MpHUKa)ke M30JI0BaHU TIECHH MokpeT. OBa
JIBa €ceja, KaKo TO YPEAHUI Y YBOJHOM IOIVIaBJbY UCTUYY, AaHAIUTHY-
KUM HapaTMBUMa U MHTEPIPETATUBHUM MOCTAaBKaMa MapaJurMaTcKu
u3pa’kaBajy OCHOBHA Hayella caBpeMeHe MKOHorpaduje mieca: ycpe-
cpeheme Ha pazmarpame ofHOca U3Mel)y yMEeTHUKOBOT TOKHBIbaja U
ETOBHUX CTBapallaukuXx HaMepa U ,,CTBAPHOCTH, OTHOCHO UCTOPH]-
CKU KOPEKTHOT TyMauea MPUKa3aHoT [IECHOT U3Bolema.

Hpyru neo 300pHUKa HOCH HAcloB [lpukasu ineca Kao uc-
wopujcku uzeopu. OH o0yxBara MeT CTyauja. Y MPBOM pajy U3 OBE
rpyne, Excu Uanunh /{ynun (Elsie Ivancich Dunin) akryenusyje
aTpaKTHBHY TeMy IpHKa3a Iuiecada Ha crehuuma y JlyGposaukom 3a-
neby. Tlokymasajyhu na ycrocraBu JMHHJY KOHTHHYHTETA IUICCHE
TpajJulIije Ha OBOM IO/IPYYjy HAa OCHOBY JYTOTOAMIIHET JTUYHOT UC-
TPaXKMBAYKOT UCKYCTBa, /lyHUH yTBpl)yje HECYMIbUBY KOHCTAHTHOCT
CTHJIA )KMBOTA CEOCKOT CTAHOBHHUIIITBA, @ C [Pyre CTPaHe KOHCTAaTyje
MIPOMEHE y TuIeCHUM (popmarjama: 3a pa3uky of (hopmaruja Koja
4Hje BU3yeJHE NPEACTaBe JOMUHUPAjy Ha cTehiuMa, y Tpajuiuo-
HAJIHO] CEOCKOj MpaKCHU HOBUjEr IepHoja JOMHHUPA MApOBHO ILIE-
came. Ap3y O3rypkmen (Arzu Ozturkmen) aHanmsmpa mpekpacHe
MHHHjaType y MPOTOKOJIMMA ABOPCKHX Ipocnasa (imperial festival
books) xoju cy mponucuBaiy U OMUCUBAIH IEPEMOHHU]ATHY ABOPCKY
npakcy OTOMaHCKOT IIapcTBa, KOHCTaryjyhu oapeheH KOHTUHYUTET
Tpaauije u3Bohemwa TpOymHor mwieca (bellydance). ®okycupajyhu
ce Ha MpHUKa3e MOKpeTa PyKy MOJUHE3U]CKUX IJIecaya y CiauKapujama
eBporickux ucrpaxkubada XVIII Beka, Anpujen Kemnep (Adrianne
Kaeppler) MeTonama cTpyKTypasiHe aHainse yCIOCTaBlba KOHIEMT
MHTEpIPETAallije BU3yalu3H3allije MICCHOr MOKpeTa ,,Kpo3 Bpeme”,
3a PasNUKy Off npeOBnaljyjthx TyMauea Koja MOKPET [oCMaTpajy
M30JI0BaHO, y ,,3aMp3HyT0M TPEHYTKY, JaKiie, IpeMa OBOj TEPMHU-
HOJIOTH]jH, ,,y BpeMeHy . AHanu3upajyhu riecHe ayTornopTpeTe ame-
pUYKOT TiIyMIla, nmucia u ciukapa [lona [lapanra (John Durang) u
HAYMH Ha KOjH je MPUKAa3UBa0 CONCTBEHO TeJ0 U MoKpeT, JIun Matnak
bpyxkc (Lynn Matluck Brooks) pasmarpa ocHOBHA Havesa IpyIITBe-
HOT ’KMBOTA U €CTETCKHUX Hauelia paHe aMepUyKe MO30pHUIITHE U IJIec-
He Tpaauiyje. Ha oBaj TEKCT ce TeMaTCKu JIOTHYHO HaJI0BE3Yje mpe-
bumeHa 1 MUHYIIMO3HA aHaiu3a uprexa OanepuHa Exrapa Jleraa
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(Edgar Degas), xojy je naunnuna Cannpa Hon Xamonn (Sandra Noll
Hammond), y k0joj ce KoHCTaTyje Ja ce Mopel HECyMEbUBE ayTOPCKE
KpPEaTUBHOCTH, Ha OBUM IIPTEKUMA MOTY TIPEIIU3HO UIIIUTATH PETY-
naruBe Oanercke TexHuke no3xHor XIX Beka.

Tpehu Temarcku kpyr 300pHUKa TOA HazuBOM [lonuiuuxa,
K1aca u Opywineo y iecHum tpuxasuma ycpeacpehen je Ha umam-
TaBambe MOJIUTUYKHX MMIUIMKAIUja TPUKa3uBama Iuieca y CIHKap-
CTBy. Y NMPBOM TEKCTy U3 OBOT cermeHTa, bapbapa Cnapru (Barbara
Sparti) pazmarpa conyjajgHe KOHOTallMje BU3YeTHUX MpHKa3a 1ieca
Ha 1pTexxuma bysenea Mapuje Mutenuja (Giuseppe Maria Mitelli),
PEKOHCTPYHUIIYhH yCIOCTaBbamkhe IeHEPAIHUX JPYIITBEHUX pelia-
1Mja y OKBHpY Miaaor Oypskoackor rmopetka y Mramuju XVII Beka.
Haxo pa3matpajy pazinuuTe H3BOPE Y KOHTEKCTY HAIIMOHATHHX T10-
kpera y Mahapckoj u I'puxoj, Jlacmo ®@endenau (Laszlo Felfoldi) n
Upena Jlynaku (Irene Loutzaki) 3akipydyjy Aa cy mpHKasun MOTHBA
Liecama ca ¢uamom’ y T3B. buxewujeeom anoymy (Bikkesy Album)
¢ noyetka XIX Beka (Pendenan) U MUTCKA TIpUYa O KOJICKTHBHOM
CaMOyOHCTBY JK€Ha Koje cy ce rmiemyhu Oammne ¢ nutuie 3anoH-
roc He xenehu ma mocrany 3apoOJbeHHUIIE OTOMAHCKHX 3aBOjeBaua
(JIymaku), 3anpaBo BU3yeIHU CUMOOJIM HACTAIU Y IIUJbY KOHCTPYH-
cama HaIlMOHAJIIHMX HJeHTUTeTa y Mahapckoj u I'pukoj. TekcroBu
Enepu ®ou (Ellery Foutch) u Illenu Byn Kopaynak (Shelley Wood
Cordulack) pasmarpajy npukase mieca u3 panor XX seka. Jlok ®ou
pasmarpa pajose ciukapa [lopya Jlykea (George Luks) koju je npo-
(dbecroHaHO M )KUBOTHO OMO Be3aH 3a bbyjopk, Kopaynak je ycpen-
cpeheHa Ha ciMKapcKe MHBEHIIMje HeMadykor aytopa EpHcra Jlyasura
Kupxnepa (Ernst Ludwig Kirchner).

[Tocnenme noraBsbe CaapKu camo jenan paa. Y memy MeTjy
Puzan (Matthew Reason) y oqmindHOM T€OpHjCKOM TEKCTY mocBehe-
HOM CIHCTEMOJIOIIKUM acriekTuma (ororpadcke yMETHOCTH, peKa-
IUTY/IaTUBHO M 30MPHO MOCHTHPA JIa IUIECHH NPUKA3 MOXE pernpe-
3€HTOBaTH KOHKPETHY IJIECHY ()OPMY H TUIECHO U3BOleHbe, aju Ja je
110 PABHILy OH yBEK CyOinuMalija oapeheHe BaHIUIECHE Ueje IOHN-
KJIe Y OKBHPY OAPehEeHOr HCTOPHCKOT KOHTEKCTa, KOja je 00IMKoBa-
Ha yMETHMYKOM MMarnHALM]jOM CTBapaola. Y OBOM MHCIMPATHBHOM
ecejy nmokpehy ce MHOra Teopujcka nmuTama Mel)y kojuMa cy mpupoza
onHoca u3Mmel)y ,,opuruHana” (MIeCHO U3BOHEHE y PEaTHOM BpeMe-
HY) U ,,komnrje” (TUIeC y IMKOBHOM MEHjyMY ), BpEMEHCKE TUMEH3H]e
TUIECHUX TOKPETa U HHXOBOT ,,3aMP3HYTOI”’, OMHOCHO CETMEHTHOT
BU3YEITHOT MPUKAa3UBaba, UCTOPH)CKE KOMYHHUKATUBHOCTH BU3YEITHO
penpoAyUpaHUX TUIECHUX MTOKPETa, CIIy3UBHOCTH BU3YEITHOT IIJIeC-
HOT MCKYCTBa M ayTCHTUYHOCTH HETOBE ayTOPCKE HHTEPIIPETALNjE Y
JTUKOBHUM Menujuma. [llupruHOM M 1yOMHOM MOCTaB/LCHUX MUTAHA
TekcT Pu3aHa mpezcraBiba 3HaUajaH ONPHUHOC HE CaMO MKOHOTpa-
¢uju, Beh u TeOpUju YMETHOCTH YOTIIIITE.
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[Topen Tora mTo AOHOCH JIBAHAECT IOjeANHAYHIX MUHYIIMO3-
HUX aHaJIN3a MPEKPACHUX CIMKAPCKUX MPHKa3a Tiecaya u Iuiecama
13 UCTOPHU]CKH U Teorpad)CKku BeoMa YAaIbCHHX Tpagauija, 300pHUK
3amuwmaree ineca: eusyenne peiipezeniuayuje iiecava u iiecara
OTBapa HOBO TOIVIaBJbE Y MKOHOTpadUjH TUIECHUX MOKpPETa U Mpel-
CTaBJba HECYMIHHB JIOTIPHHOC MHOTUM XYMaHHCTHYKHM JIHCIUTLIN-
HaMma. YxxuBajyhu y npedumeHuM 1 00yXBaTHUM aHATUTHYKUM Ha-
paTUBMMa HayYHHKA U3 Pa3TUIUTHX 00J1acTH, a Oyayhu n1a je 300pHuK
W3BPCHO OMPEMEJbEH U OOraTro MIIyCTPOBaH y3 YaK YeTpIeceT TpU
KOJIOP Y TPErpIIT PHOOEINX WITYCTpallija y3 CBAKU TEKCT, YATAIAIl
MOX€ YMHOTOME MPOUIMPUTH 3Hamba O ofpeheHUM KynTypHUM Tpa-
JMIIMjaMa Koje Cy OBOra IyTa OCBETJbeHE KPO3 ycpencpeheme Ha ou-
OJIONIIKHM W KYJATYPaJHO M3y3€THO BHTAJaH, & y XyMaHUCTUIN YECTO
MapriUHaJIN30BaH CErMEHT KPEaTUBHOT JbYIICKOT U3paXKaBamba — IUIecC.

Cenena Paxkouesuh
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TRAPPED IN FOLKLORE? STUDIES IN MUSIC AND
DANCE TRADITION AND THEIR CONTEMPORARY
TRANSFORMATIONS
Drago Kunej, UrSa Sivic (eds.)

Ziirich — Miinster: LIT Verlag, 2013.

Following previous works of Zmaga Kumer, the notable
Slovenian ethnomusicologist and expert on musical heritage —namely
her research published under the same title (1975) and the subsequent
symposium in her honour — the edited collection entitled Trapped in
Folklore? represents a contiguous rereading of different phenomena
connected to folk music. This publication provides versatile insight
into what ethnomusicology and ethnochoreology recognize and
understand as time, places, roles and meanings around traditional
music and folklore, positioningthe transformations and influences of
social and cultural changes to folk music development.

The collection of ten studies opens with a discussion between
the editors, aiming to clarify the general hypothesis of being “trapped
in folklore”. In their quest to represent such a compound concept
as “trapped in folklore”, they question whether it can be understood
as a certain musical “phenomenon” unlocked through tradition and
folklore in the “fossilized form of tradition, folklore and folklorism,
and as such museum-like image isolated from contemporary
cultural life, or whether we are looking at active events, changes
and adjustments within contemporary society” (7). Although this
introductory study reveals the main focus of this edited volume, it is,
on closer inspection, congruent to the issues previously specified by
Nettl, who used the term “museumizing” to underline and objectify
musical folklore in relation to its traditional backgrounds, which
resisted the influences of western culture due to isolation.!

In the first case study of trapped folklore, Zoltdn Szabd and K.
Juhasz argue aspects of the Hungarian bagpipe revival, situating this
musical tradition as marginalized within the wider social structure.
They define the tanchaz (dance-house) approach in music pedagogy,
which combines traditional knowledge and practice with academic
and conventional methods and learning procedures within the art
school system in Hungary. This study also stresses the importance
of instrument-building, craftwork, dividing music stakeholders, and
classifying traditional “actors” (the authors’ term) under three main

I' See more in: Nettl, Bruno (1992) Recent Directions in Ethnomusicology. Ethnomu-
sicology. An Introduction, Helen Myers (ed.), New York — London, W. W. Norton &
Company: 382.
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categories: “doers, knowers and makers” (16). The research is mainly
conducted and defined according to the main ethnomusicological
inquiry methods, such as interviews, making recordings and archive
materials, and institutionalization of the educational practice (folk
music schools in Hungary), which could also be perceived as
applied ethnomusicology. As the authors stress, “music history and
ethnomusicology research in Hungary have paid relatively little
attention to bagpipe playing” (28). Therefore, this study also aims to
outline some of the basic research sources focussed on the bagpipe
and its revival, hence mentioning some of the most important
ethnomusicological scholars in the field and their approach to this
problem.? Following academic processing of the bagpipe tradition in
Hungary, the authors return to their fieldwork and examine the bagpipe
manufacture process in a historical sense, trying to recapture and
relearn the methods of musical instrument production. This logically
leads to the contemporary observations of the same process and to
concluding remarks in which the question of learning is raised again,
comparing it with similar linguistic categories (language and “mother
tongue”), and at the same time qualifying the bagpipe tradition in
Europe as a unique subculture that deserves our attention.

Observing performance events among Primoz villagers, David
Verbu¢€ presents refreshing, striking and very up-to-date research on
performance, (inter)textual and contextual capacities and relations,
cultural values and meanings formed in this specific Slovenian rural
music tradition. In comparison to the other studies in this volume, it
is at the same time a turn towards the aesthetics and anthropology of
music in a new key, which gravitates towards current performance
studies. Tracing the relationships between the formed tradition and its
current transfigurations, Verbu¢ moves freely through materials and
interpretations, taking a unique approach to the deeper “sequencing”
of performance events in Primoz — music and dance, participants and
performers, not only as a plethora of performance types and genres,
but as their social significance and cultural positioning. Moreover,
balancing the views of Geertz, Lévi-Strauss, Turner, ZiZzek, historical
and current ethnomusmologlcal research, Verbu¢ also aims to reach
an interpretation of this particular event 'in Slovenian culture, so as
to make a substantial breakthrough and critique of the theoretical

2 The highly valuable issues discussed in this study mainly coincide and revolve
arround my personal ethnomusicological findings in two recent research studies
of bagpipe music and the instrument-making process. See: Jakovljevi¢, Rastko
(2012) Marginality and Cultural Identities: Locating the Bagpipe Music of
Serbia, Doctoral Thesis, University of Durham (http://etheses.dur.ac.uk/3544/),
and “Master’s Work: Constructing a Music Instrument as a Material, Cultural and
Social Object” (2013) In: Studia Instrumentorum Musicae Popularis, Vol. III (New
Series), Gisa Jahnichen (ed.), Miinster: MV Wissenschaft, 155-166.
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approach within ethnomusicology, which defines this research as
disciplinarily significant as well.

The paper on Serbian Brass Bands in Slovenia by UrSa
Sivic examines the popularity of adopted music, performance
aspects and imaging of the Slovenian brass bands ‘and their role
in the creation of a particular, perhaps even nostalgic image. In
her view, such bands represent not only a form of acculturation,
but also a longing for identification with the former Yugoslavia,
the Balkans, and the popular music of brass bands in Serbia and
their cultural representations (Guca trumpet festival, Kusturica’s
movies, etc.). Sivic argues for a positioning of certain aspects of the
music repertoires, ensemble formations, and functions of Slovenian
brass bands and their music in a wider context, giving the notion
that such activities could be understood as an “echo” of the Guca
festival in Serbia and its Slovenian counterpart, a (pre)competition
in Dravograd (71-73).

The return to issues of revival and folklorisms is addressed
in the study by Liz Mellish and Nick Green on traditional dance
performances — the Romanian calus and English morris. The main
focus of this rather intriguing comparison is what should be done
about folklore?, understanding that features of music and dance such
as contemporary performance, and views of those forms on local and
national levels, raise the question of what might be the consequences
or future images of such forms. In following historical determinants
and their contemporary performances, the authors are of the view
that, while the Romanian and English cases maybe differentiated by
economic and political placement (English socialist and Romanian
ex-communist), they are at the same time both influenced by
creativity, and by external factors determined by the original location
of the folklore.

A different angle on trapped folklore is presented in
the writings of Alma Bejtullahu and her exploration of how
modernization affected women’s vocal and instrumental music in
Kosovo and Slovenia. The intriguing title and topic of women’s
musical practice and empowerment, and the content itself, do not
clearly demonstrate that the author’s focus is in fact on one particular
tradition — the Albanian — whereas it might seem to readers that
the musics of “other” ethnic groups in multiethnic, multicultural
and multiconfessional settings such as Kosovo and Metohija, could
also be a matter for this analysis. However, in this brief journey,
Bejtullahu outlines some of the important aspects of previous
research on musical traditions in Kosovo and Slovenia, although
mostly without providing supporting literature and sources, and
reasons for chosen comparisons.
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In general, this paper tackles only some of the possibilities
and angles of research on women’s musical practices.® In such an
illumination of “entrapped” women practice, the author also tries to
merge several aspects of local traditions, combining details of past
and present, transgressions of female musicians in the public sphere,
and economical potentials of their music, and in such a way brings the
cases of ¢ifteli in Kosovo and polka ensembles in Slovenia to the fore.

A different angle, but similar in the nature of the analysed case
— concentration on another women’s tradition — is sought by Selena
Rakocevi¢ in her analysis of revena, a specific women’s carnival
celebration in Taras (a province of Vojvodina, Serbia), and offers an
interpretation of collected ethnographic and ethnomusicological data.

A switch in focus is introduced by a study on the dichotomies
of folklore and folklorism in Zlata Marjanovi¢’s paper on the
dialogue between those two categories. The existence of the same or
a congruent melodic type, a folk tune, dating from the 19" century
in several South Slav countries, is further connected by Marjanovi¢
with national revival movements, giving a unique interpretation of
manifold meanings of this tune in her historical context. At the same
time, this study examines the visible and more subtle nuances of
folklorism and folklore, providing a number of significant musical
findings (transcriptions) with different textual contents in one place,
which distinguishes this research both in disciplinary and comparative
terms.

An intrinsic view of neglected research in regional
ethnomusicologies is framed and exposed in the discussion of the
overlooked resources of old gramophone records by Rebeka Kune;.
Arguing the status and achievements of ethnochoreology in Slovenia,
the author gives an overview of folk dance research in Slovenia,
focussing on the old gramophone recordings of dance music.
Narrowing these findings, the author concentrates on Slovenian
emigrant ensembles in the USA, and presents the case study of the
Hoyer Trio as an epitome of homeland nostalgia among Slovenians
abroad in the first three decades of the 20" century. Progressing from
this point, R. Kunej remarkably connects the previous findings with
Z. Kumer’s research, offering a unique interpretation of fieldwork

3 1t is also important to add that there is no clear evidence that some of the main
ethnomusicological contributions were consulted in this research. Perhaps it is essential
to add that the traditional vocal and (to a lesser extent) instrumental music in Kosovo,
and also a particular interest in women’s role and position, was the subject of previous
research within the discipline, among the others works of Serbian and Albanian
ethnomusicologists, M. Vasiljevi¢, M. Ilijin, D. Devi¢, and also very informative and
important collections of papers from the SUFJ Congresses (Federation of Associations
of Folklorists of Yugoslavia) — especially valuable was issue XIV from the congress
held in Prizren (held in 1967 and published in 1974).
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recordings in Slovenia in the *60s.

A completely diverse view of the collection topics is provided by
Drago Kunej, who finds sense in explaining how ethnomusicologists
have positioned and approached “trapped” early recordings, and how
we understand their sound nature and research capacities. Giving
details of the digitization process of early carriers, in his paper
on digitised early sound recordings, Kunej explores the marginal
spaces between ethnomusicology and technical sciences, resulting in
reasonable interdisciplinary interpretations. In such a way, the author
perceives the common space of understanding recordings as archival
and research (ethnomusicological) objects.

The collection of papers is rounded off with Susanne Ziegler’s
study “What to do With Historical Recordings? Experiences From
the Berlin Phonogrammarchiv”. Drawing further from the previous
paper, Ziegler questions the importance of sound archival materials
in ethnomusicology and makes a detailed investigation of wax
cylinder recordings from the legendary Berlin Fonogrammarchiv
collections. What is special in this approach is that Ziegler tries to
open a new perspective on recorded materials, arguing the complex
issues on the ethics of their preservation, identification, and aspects
of manipulation, hence their access and publication.

Rastko Jakovljevic¢
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Vladimir Tosi¢
VOKALNI KONTRAPUNKT RENESANSE

Beograd: Fakultet muzi¢ke umetnosti, 2014.

Komnera Bragumup Tommh, kao gyroroguiimu HACTAaBHUK KOH-
TpamyHKTa, HajIIpe Ha CPEAOIIKOICKOM HUBOY (y mikoiaama ,,CtaH-
koBuh” u ,,Mokpamai’), a OTOM, CBe 10 JaHac, Ha DakynTeTy
MY3HUYKE YMETHOCTH, HAKYITHO j€ BUIIIE HETO JOBOJHHO MPAKTHYHO-TIE-
JarOIITKUX UCKyCTaBa M3 T€ 00JIaCTH J1a OM C€ 0CETHO KOMITETEHTHUM
— a ¥ mpoeCHUOHAHO AY)KHUM — JIa UX U Y THCMEHOM OOJIMKY TIpera
CBOjUM U ocTaBu Oyayhum crynentuma. M3 Te Hamepe HacTao je oBaj
uzy3etHo obuMaH (370 crpanuua, ¢ 520 HOTHUX npuMepa!) yIOeHUK
BOKAJTHOT KOHTPAITyHKTa pEHECaHCe — Y MIKOJICKO] TIpaKkcH BehnHoOM
Ha3WBaH caMO Boxaninu KOHWpaiyHKi — a TIPUPOAHO ycpencpehen
Ha oxaropapajyhy emoxy cBora mpouBarta W Biagajyher mysuwdxor
MUIbEHa Y CTBApAJAlITBy HeHUX HajBehux mpencraBHUKa. Tpeda
onMax pehu, Kao OMIITY OIEHY, Ja je Taj YIIOSHUK HAYUE-E€H HE CaMO
BEOMa HMCIIPITHO M CBEOOYXBATHO, HETO Y TOME U BPJIO MPOMHIIJEEHO
¥ CHCTEMAaTHYHO; TOJIHMKO Ja C€ Y ’heMy TEIIIKO — aKO YOITIITE — MOXKe
Hahu HemocTaTak OWJIO KOjer acmekTa, KOMITO3MIIMOHO-TEXHUYKOT
HIIM Pa3BOJHO-HCTOPH]CKOT, y 00pa)eHOM IPOCTOpY, BPEMEHY U CTH-
ny. To ce carnesiaBa Beh U3 cajpxkaja, Koju je, y OKBUPY TPH BPJIO OII-
CEeXHa TOI7IaBJba: O PaHOM Pa3Bojy MoMQoHH]je, 0 TOTUDOHUJU pe-
HECAHCE U O CBUM HEHUM OOJIMIIMMA — pallujiamkeH Ha BEJIMKU Opoj
oJieJbaka, Kako OW ce CBaKH I0jaM, 10jaBa U MOCTyIaK 3ace0HO €BHU-
JEHTUPAIH, 00jaCHIIH ¥ TTPHUKA3aJi, IO/ OATroBapajyhnuM HacI0BOM,
IITO OJIaKIIaBa BMXOBO HaJaxkewme. Ha qpyru HaunH y TOMe oMake
WHJIEKC UMEHa M I0JMOBa, Ka0 yoOW4ajeH PerucTapCcKu J0JaTak, a y3
Wera uje u 3HaTHa oubmmorpaduja (33 Hacnona).

OcHoBHa M OWTHA BPJIMHA OBOT YIIOEHWKA y TOME j€ IITO j€
CBaka 1ojaBa 0 K0joj TOBOPH MIPHKA3aHA U Y peaiHoM BUAY IIUTHPA-
HOM o/iroBapajyhum nmpuMepom nu3 My3udke JUTeparype — yrIIaBHOM
u3 aena [lanectpune (Palestrina), kao BpXyHCKOT U HajMEepOJaBHU)Er
MajcTopa Bucoke peHecance. C jeqHe cTpaHe, IpeTIOCTaBKa 3a TakK-
BY, CBOJ€BPCHY XPECTOMATH]y KOja CE Mpy’Ka Ha YBUJI CTYJICHTY, jeCTe
TomumheBo TeMesbHO MO3HABaKE U Npedupame [lanecTpuHuHor omy-
ca 1a Ou ce y lbeMy NPOHAIIUIH HajjaCHUJU U HaJIIOIECHU]U TIPUMEPH.
Tume ce ycrienHo n3beraBa NpUMeHa arncTpakTHUX, KOHCTPYHUCAHUX
prUMepa, KOju Cy ylaJbeHH O] PEaTHOT MY3WYKOT KOHTEKCTa — Kao
CIIeKYyJIaTUBHE, CYBOIIApHE JbYLITYpe HEKUX (parmeHara Moryhse
My3HKe. MHOTH OJ1 Hac Cy ¢€ TOKOM CTaHJIapIHOT, TPaIUIIHOHAITHOT
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IIKOJIOBAKa CPENIH C TAKBUM TyMaY€HhEM U MPUKA3UBAKHEM BOKATHOT
KOHTPAITYHKTa, TOCEOHO OHMM KpO3 TeXHUKY T3B. DykcoBux (Johann
Joseph Fux) xoHTpanmyHkTckux ,,Bpcta’! Hapano, y TommheBom
YUOCHUKY HU TO HE M30CTaje, alu Kao nHpopmalyja, J0K je CBe oc-
TaJO 3aCHOBAHO Ha IMPUMEpPUMa U3 OKBHpA peallHe MY3HUKE, Y CBEM
HEHOM OOraTCTBY M pa3HOBPCHOCTH, IITO he CBakako JONPUHETH Aa
Ty MY3UKY CTYJIEHT JIaKIlle IPUXBATH Kao TPaJUBO MpeameTa, OmKe
MOMMamy HEKOTa KO 32 COOOM MMa, T1a U MPETEeKHO CIIyllia U poyya-
Ba U 0apoK, KJIACHKY, POMaHTU3aM U CBE JI0 My3HKe CBOra BpemeHa!

Jlo koje mepe Tommh HacToju 1@ y yOGHUK YKJbY4Yd CBE WH-
dbopmanuje U MoTpedHe NMpaKTUYHE ,,amapare’” 3a 00pay IpajauBa,
TOKasyje TO WITO ce y HeMy Mory Hahu 4ak crpaHuie nocsehieHe
M3TOBOPY JIATHHCKOT Je3HKa, YKIbY4yJyhu 1 CHIla0H4Ky HOAEIY U aK-
LICHTALH]y TEKCTOBA, KA0 U OCHOBHH JIATHHCKH JIMTYPIUJCKH U IpyTe
TEKCTOBE Y LIEJINHH, € oxrosapajyhum npesogom! Tume je craBibeHa
Ha pacroliarasme BepOaiHa rpaha Ha kojoj ce MoxKe BexOarTn u3paja
MOTEeTa U Apyrux oONMKa Te My3UKe y KOjuMa JOMUHHUPA]y nosiudo-
HU TOCTYTIIIH.

PazymsbpnBo, [lanectpuna Huje jenuHu ayTop Ha Kojer ce To-
mwh nosusa! [To motpebu, OH HABOAM W MPUMEPE JPYTHX UCTAKHY-
TUX CTBapaalla, 11 4aK, Ha Kpajy yHOCHNKa, 1aje 1 OCHOBHE II0JaTKe
0 OCTaJIUM KOjU o6ene>1<aBaJy ernoxy, Hajmupe y3ery. Ty cy u I'ujom
Hudaj (Guillaume Dufay), Joxanec Oxerem (Johannes Ocheghem),
Kocken ae IIpe (Josquin des Prés), Opnanmo nu Jlaco (Orlando di
Lasso) u ‘Besyanno na Benosa (Gesualdo da Venosa), cBaku y3 nurar
0JIyIOMaKa 13 HhUXOBHX JeNa.

Hanosesyjyhu ce, y ”3BeCHOM CMHCITY, Ha KalTMTalaH, a jeTHAKO
obuman u ucupnan ynoenuk Biaactumupa [lepuunha Instrumentalni
i vokalno-instrumentalni kontrapunkt, npBu nyt o0jaBibeH 1987.
(u3mame YHUBEp3UTETa YMETHOCTH) M MOHOBO 1998. (M3maBaum:
CTyneHTCKH KyJITypHH LIGHTAp U YHUBEP3UTET YMETHOCTH), oBaj To-
murheB KOMILIEMEHTAPHO ,,JIOKpUBA™ EJI0 OTPOMHO MOApYYje Mpo-
OremMarvke KOHTPAyHKTa, OUTHOT YMHHUOIA MY3UUYKOT CTBapaJlallT-
Ba, KA0 KOMITO3ULIMOHE TEXHUKE U OOIMKOBabA.

lejan Jleciiuh
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FOURTH SYMPOSIUM OF THE INTERNATIONAL
COUNCIL FOR TRADITIONAL MUSIC (ICTM)
STUDY GROUP ON MUSIC AND DANCE
IN SOUTHEASTERN EUROPE
Belgrade and Petnica, Serbia, September 24™ — October 1* 2014

The Fourth Symposium of the ICTM Study Group on Music
and Dance in Southeastern Europe was held between September 24%
and October 1% 2014 at the Faculty of Music, University of Arts in
Belgrade and the Petnica Science Center near Valjevo, Serbia.

Itwasthefirsttime thatthe ICTM Symposiumhad been organised
in Serbia. It was dedicated to the work of sisters Ljubica and Danica
Jankovi¢ — pioneers in dance, as well as in ethnomusicological and
ethnological research in Serbia — which also corresponds thematically
to the subjects and aims of this particular ICTM Study Group. The
Jankovi¢ sisters prepared a total of eight volumes of the edition Folk
dances (Narodne igre) from 1934 to 1964, and 2014 was the year
of their multiple anniversaries.! In line with this, part of the Legacy
of Ljubica and Danica Jankovi¢, stored in the National Library of
Serbia, was presented to the participants of the Symposium.

The Opening ceremony of the Symposium was held at
the Faculty of Music in Belgrade. Attendees were addressed by
Dimitrije Golemovi¢, Head of the Department of Ethnomusicology
of the Faculty of Music and Vice Rector of the University of Arts
in Belgrade, and Velika Stojkova Serafimovska, Chair of the Study
Group on Music and Dance in Southeastern Europe. Mr. Svanibor
Pettan, General Secretary of the ICTM, gave the opening speech.
A concert of traditional music and dance was prepared by students
and professors from the Department of Ethnomusicology (Faculty
of Music in Belgrade) whose moderator was Sanja Rankovi¢. On
the same evening, before the official start of the Symposium, special
guest of honour Olivera Vasi¢ was announced at the Petnica Science
Centre. Over forty years of her dedicated ethnochoreological work
On the path of the Jankovi¢ sisters were presented at the beginning
of the Symposium by the moderator, Selena Rakocevic.

The ICTM Study Group for Music and Dance in Southeastern
Europe is of great scientific and social importance for the whole region.
Social, cultural and political transitions faced by all the countries in

I Selena Rakocevi¢ (2014) “Contribution of Ljubica and Danica Jankovi¢ to
Establishment of Ethnochoreology in Serbia as an Academic Scholarly Discipline”,
Musicology 17: 220.
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the region are also reflected in traditional and popular music and
dance. In accordance with those facts, as well as the progressive trends
and ideas in ethnomusicology and ethnochoreology, the topics for
this Symposium were carefully selected: 1) Improvisation in music
and dance in Southeastern Europe, 2) Professionalization of music
and dance in Southeastern Europe and 3) Inter/postdisciplinarity in
ethnomusicology and ethnochoreology.

All three topics were addressed and elaborated by sixty-
three participants from fifteen countries (Albania, Bulgaria, Croatia,
Germany, Greece, Hungary, Macedonia, Norway, Serbia, Slovenia,
Spain, Romania, Turkey, the United Kingdom and the United States
of America). During the seven-day symposium, ethnomusicologists
and ethnochoreologists exchanged experiences, thoughts, ideas and
opinions on specific issues which require further ethnomusicological
and ethnochoreological action and elaboration. It seems that all
three topics were equally interesting to the participants of the
Symposium. The panels and individual presentations on each
topic caused fruitful discussions and created possibilities for
new, broader insights and more creative interpretations of the
different characteristics of traditional music and dance in this part
of Europe and beyond. An additional value of this Symposium
was the noticeable participation of young researchers, which was
highly supported by the Program and Organization Committee
as well as by the participants of the Symposium, the members
of the Study Group. Young researchers (mostly PhD students of
ethnomusicology and ethonochoreology) were encouraged to give
their opinions, thoughts and impressions, to discuss actively and to
contribute to the definition of future topics.

The sessions were organized to create a good balance between
the three diverse topics and to detect and discuss connections
between them. Interesting questions arose especially in defining
improvisation and professionalism in the performance (and other
aspects) of traditional music and dance. The influence of the
commercial music market, and the skills required for someone to
be able to call him/herself a professional (singer, dancer, player,
choreographer, teacher...) were overlapping areas between these two
concepts. On the other hand, to define either of the first two concepts,
an interdisciplinary approach to research and a scientifically flexible
approach to traditional music and dance is necessary. All this is
possible through the re-modelling and development of the fieldwork
approach, re-defining existing theoretical approaches, the adoption
and domestication of the theoretical trends formulated and imported
from other scientific fields and overcoming the boundaries inherited
with traditional scholarly and disciplinary knowledge.
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Eighteen papers in the Symposium were dedicated to
improvisation in music and dance in Southeastern Europe in all its
forms. The concept of improvisation was elaborated and examined
in different ways and from several different perspectives depending
of the medium through which it is shown — dance, singing and
playing as an expression of the creative potential of the musician
or as an emic/etic discursive label, and its linkage with cultural and/
or identity politics (Lozanka Peycheva, Carol Silverman, Alexander
Markovich). Improvisation was observed as the basis for self-learning
or as a tool for competition (Elsie Dunin, Daniela Ivanova-Nyberg),
as well as a way of transmitting traditional dance or music or its forms
of manifestation between individuals or groups of performers (Nick
Green, Ferruh Ozdinger, Merve Eken-Kiiciikaksoy), and even as a
composmonal principle (Ahmed Tohumcu). Speranta Radulescu’s
paper about the determinants of improvisation initiated an interesting
discussion.

The greatest number of presented papers (twenty-five) was
dedicated to the concept of the professionalization of traditional music
and dance as a growing phenomenon in the region of Southeastern
Europe. Panels on this topic were especially interesting, as were the
papers presented by young colleagues who are involved in certain
aspects of professional dealing with traditional music and/or dance.

What does it mean to be a professional dancer/singer/player in
certain environments? What are the criteria and formal/informal
training methods which make someone a professional, both in
traditional dance environments and formally established ensembles
(Mehmet Ocal Ozbilgin, Liz Mellish)? An important question about
the economic aspects of professionalization was raised in relation to
professionalization in the sphere of heritage music and among young
musicians (Naila Ceribasi¢, Margaret H. Bessinger). The process of
professionalization in the context of urbanization, identity and “urban
folklore” as a pan-Balkan phenomenon, and the introduction of new
genres through music making and ensemble performances, as well as
gender issues, occupied the attention of several young researchers (Ali
Keles, Oznur Dogan, Serkan Sener, Burcu Yildiz, Marija Dumni¢,
Hande Devrim Kii¢iikebe). Educational and pedagogical aspects of
professionalization, the institutionalization of music and dance, and
their impact on young musicians were explored in terms of both formal
and informal education (Muzaffer Stimbiil, Omer Arslantas, Baris
Bektas). The personal experiences of the researchers also influenced
the debates, especially on the issue of whether standardization in
formal education is necessary (Sanja Rankovi¢); likewise in aiming
to distinguish the aspects which make professionals in the field, with
a focus on the concerts of traditional music and dance as collision
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points of two aesthetic concepts — choreographic stage presentations
and “pure” traditional music idioms (Jelena Jovanovic).

A panel of young researchers led a very interesting discussion on
how professionalization should be considered in the broader sense
of acquiring knowledge and professionalism as a paradigm, in terms
of dealing with dual relation professionals (Vesna Baji¢ Stojiljkovi¢,
Maja Krasin and Bojana Nikoli¢). Another panel discussion was
inspired by the role of the educated professionals in the national
folk ensembles of Croatia and Macedonia, reflecting the general
tendencies in the folk ensembles of the former Yugoslavia (Josko
Caleta, Iva Nijemci¢, Ivona Opetcheska Tatarchevska).

In light of new approaches and tendencies in ethnomusicology
and ethnochoreology, researchers who chose the topic of Inter/
postdisciplinarity in ethnomusicology and ethnochoreology presented
various interesting points of view dealing with specific music and
dancing heritage and traditions. Debates were initiated about the
boundaries between ethnomusicology and ethnochoreology, as well
as other humanities and social sciences. Participants addressed the
new approaches in fieldwork, the emergence of meta-discourses
formulated within ethnomusicology and ethnochoreology, and
the domestication of theoretical trends formulated elsewhere, the
remodelling of ethnomusicology/ethnochoreology in the global post-
disciplinary trend. Fourteen individual papers were dedicated to
this topic, some of which dealt with definitions and determinations,
conceptual and methodological issues, considering the relevance
of building a unique disciplinary foundation or introducing new
theoretical approaches, and the elaboration of their usefulness in
ethnomusicological analysis and comparison (Selena Rakocevi¢,
Ana Ziv¢i€). Interesting approaches were given by Dunja Njaradi
and Maria Hnaraki, who considered the narrative in relation to the
affective in the study of dance (or movement in general) and following
the trend of the body and bio politics.

Meanwhile, the analysis of discourses and mechanisms for
determinate identity and ethnic structures, or the role of personal
experience in constructing a sense of belonging, captured the attention
of other researchers (Sara Revilla Gutiez, Gonca Girgin Tohumcu).
Closely connected with the latter was Jane Sugarman’s elaboration
of the concept of “Musical cultivation” on the basis of European
intellectual trends — is the local really only a local product and can it
“escape” from context and heritage layers?

The intersections of theory and practice in the path of
understanding traditional music and dance, and even tradition as a
whole, were debated in Belma Kurtisoglu’s paper. The focus of some
of the early career researchers was residues of the past and nostalgia,
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as well as cultural identity in the work of amateur popular music
bands in the former Yugoslavia, and the examination of expressions
of urbanity in popular music (Jelka Vukobratovi¢ and Jana Zori¢)

The authors of the only panel presentation related to this topic —
Ana Hofman, Mirjana Zaki¢ and Iva Neni¢ — initiated a very fruitful
discussion by arguing for the formulation of potential new practical
and theoretical alternatives to the status quo. Pointing to broader socio-
political and ideological changes, the authors each dealt with a specific
“turn” which has been important to contemporary ethnomusicology
— the theories of affect, semiotics and ethnomusicology, as well as the
knowledge produced and used in practice.

Through the numerous discussions and useful exchanges
of opinions and experiences, the general impression was that
this Symposium made a significant contribution to the discipline
by following new developments and trends. Besides theoretical
knowledge, participants shared their practical understanding and
skills through singing and dancing workshops, as well as the concerts
of traditional music from the region of Valjevo and the organisation
of a one-day excursion to present the natural and cultural sights of
this region of Western Serbia. All these activities contributed to the
creation of a positive atmosphere and pleasant working conditions.

The next Symposium of the Study Group on Music and Dance
in Southeastern Europe will be held in Blagoevgrad, Bulgaria in
2016.

Ana Zivcic
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UMATHHAPHU MY3EJ MOKPAIbYEBUX J[EJIA:
CHUMIIH CBETOBHE XOPCKE MY3UKE
JIBOCTpyKH KOMIAKT-IUCK
Menura Munus (yp.), busbana Munanosuh (nipup.)
beorpan: Mysukonomku uacturyt CAHY - Paauo beorpan,
Enumyja ,,[IpoGyhenn apxus”, 2014.

, ] IpoOyhenu apxuB”, 3ajenHuuka quckorpadceka equmnmja My-
3UKOJIOMIKOT WHCTHTyTa CpIICKEe akajeMuje HayKa W YMETHOCTH,
Pamno beorpana m 3aBona 3a yiiOeHHKE, MOKPEHYTA je Tpe IIEeCT
ronuHa. Hocuonm oBor mpojexra ouinu cy qouu Ha cpehHy momm-
cao na ce nomahoj U MHOCTPAHO] MY3HUYKO] U KYJATYPHO] jaBHOCTH
NpeACcTaBe 3HauajHa Jieyia CPIICKUX KOMITO3UTOpa M U3y3€THE Kpea-
mje nromahux u3Bohava, ¥ TO MPEKO CHUMAaKa CauyBaHHUX y OOratoMm
apxuBy ®onoteke Panno beorpana. Ceaku o 0Ba TpH H3/1aBada nMa
CBOJy yJory y 0BoM noayxsary. Paguo beorpax oGesbelyje u aurn-
Tanusyje 3ByuHe 3amuce, My3uxonomku nHCTUTYT CAHY Ha pac-
roJjiarame CTaBJba CBOj€ CTPYUhaKe Kao npupehuBade oBUX n3nama,
JIOK ce 3aBoj 3a YIIOCHUKE CTapa O TEXHWYKO] CTPAaHH M IITAMIIAmbY.
On npouwte roguHe uznasaun cy Mysuxonomku HHCTUTYT CAHY u
Panno beorpan.

Ho cama cy y okBupy ,,IlpoOGyhenor apxupa” wu3amnuia Ba
nBocTpyka andyma. Hajmpe je, 2011. ronune, o6jaBipena onepa Cu-
monuda v uknyc Ha Jluiiapy Cranojna Pajuauha. To uzname, xoje
je npupenuina Karapuaa TomamieBuh, 00jaB/bE€HO je MTOBOIOM CTOTE
TOIUIITEHHUIIC KOMITO3UTOPOBOT pohema. ['oquHy maHa kacHuje u3a-
120 je omeT MBOCTPYKH anOyM, cana ¢ onepama Ilerpa Komosuha.
Peu je o ommomuuma u3 Kowosuhese npse onepe /Kenuoboa Muno-
wesa (Bunun seo) u o onepu Cemayu (AHTETpATHU CHUMAK). Taj ai-
OyM je npupenuna Menura MI/IJ‘II/IH O06a u3nama g00ua cy Harpamxy
Arenuuje ,,My3nka Kiacuka”, kao Haj60sba LUCKOrpadcKa u3iama y
roguHaMa y KojuMa cy ce 1oj ABUITa.

Kpajem mpomute ronuHe n3amao je IBOCTPYKH KOMIAKT-IHUCK
1oJ| HaclaoBoM Mmacunapnu mysej Mokparouesux oena. OH caapxu
CHUMKE cBeTOBHE My3uke CteBana Mokpam1ia. [ToBou oBoM u3namy
OniM cy CTOTa TOAUIIBbHIa MoKpamueBe CMPTH U JICBET JICIICHU]a O]
ocHuBama Panmo beorpana. M3name je mpupenmna brusbana Mumnano-
Buh, uctpaxusay-capagnuk Mysukonomkor nuactutyta CAHY.

OBo m3mMame caapiku aBazeceT MOKpamYeBUX KOMIIO3UIH]ja:
CBHUX IIETHAECT PYKOBeTH, [Ipumopcke naujese, Kozapa, /[ée na-
pooHe iiecme uz XVI eexa, Mexam v komnosuunjy Ocpejana meceuu-
na. Cee xomno3unyje n3Boau Xop Panno-renesusuje beorpan (na-
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Hac Xop PTC-a), Haj3HayajHuju TpodEeCHOHAITHA XOPCKH aHCaMOI y
Hamioj 3eMsb. Ha oBUM auckoBUMa XOpoM UPUTY]y OCBEIOYCHH,
HMCTaHYaHHU TymMauyu MokpamueBe My3uke — Muxawmno Byknparosuh,
Munan bajmancku, bopusoje Cumuh, 3natan Bayna u Mnanen Ja-
TYWT. Y3 BUX HACTYNAjy U eMUHEHTHU BOKaJIHU cOiMCTH: Jlymian
LBejuh, Jlazap MBkoB, Hukona Mutuh. CHumim notuay u3 1958,
1959, 1960, 1962, 1963, 1968. u 1981. ronune. IToce6Ho je 3Hauaj-
HO mTO ce mpupehuBad HajBehuM Je0M onpeneno 3a cTapuje, u3y-
3€THO BpPEIHE CHUMKE / MHTEpPIIpETaIje, Kako OU ce€ OHU OTPTHYIIH
of 3abopaBa u nponaaama. OBU IUCKOBU JIOHOCE JeIUHE CadyBaHE
3ance MokpavymeBHX Jiesia y TyMadewuMa Byknparosuha, bajiran-
ckor u Bayne. JlonpuHoc je u y obpahamwy cTapujuM U Mame J10C-
TynauM caumiuMa b. Cumuha. Kaxko je ucrakna b. Munanosuh, M.
Jarymr je jenrHM MMao MPHUIMKE J1a CHUMHU CBE BakHMje MOKpam-
YeBe KOMITO3UIIHM]€ M TH CY 3aIMCH MyOJIMKOBaHU Ha TpaMO()OHCKUM
IIo4aMa ¥ KOMIAKT-AMCKOBMMA. JaryliT je OBIE 3aCTYIUbCH ca
CHUMLMMA 4YeTupu pykoseTu. [Ipen Hama Cy pefioM aHTOIOrHjcKe
MHTEpIpeTalyje, a IuruTaan3aiuja je pesyJiTupaina OIJIUYHUM KBa-
JUTETOM 3BYyKa.

Bpennoct oBor u3znama npencraBiba u ooumua (127 crpaHu-
11a), tHGOpMaTUBHA U caJipXKajHa porpaMcKa Kikuia. by orBapa
YBOJHO CJIOBO ypeanuie Menute MuiuH, nupekropke My3ukosoni-
KOT MHCTUTYTA, y KOjeM Cy UCTaKHYTH ITUJbEBH eauiuje ,,[Ipodyhe-
HU apxuB” u 3Hada] ®oHoteke Pamno beorpana xao HajBehe 30upke
3BYYHUX CHUMaKa y PETHOHY, Y3 OCBPT Ha paHH]j€ HACIOBE 00jaBJbe-
HEe y OKBHUDY ,,IIpoOyhenor apxusa”.

JenHo on nBa HEHTpaliHA MeCTa Yy KIbMKHIM 3ay3uMa TEKCT
npupehuBaya busbane MunanoBuh, mox HacaoBoM Mmacunaphu my-
3ej Mokparuesux dena: apxuscku cHumyu ceeiiosne mysuxe Ciile-
sana Ciuojanosuha Moxparya y uzeohery Xopa Paouo Tenesusuje
beozpao u oupuenaiua Muxauna Byxopazosuha, Munrana bajwan-
ckoe, bopusoja Cumuha, 3nawiana Bayoe u Mnaoena Jazywiua. Y
TOM TekcTy buibane MwunaHoBuh je caommTuia 3HauajHE TOJATKE,
nmonyT oHora na je y @onorenu Pagmo beorpanma cauyBaHO mpeko
YeTUpHU CTOTMHE CHUMaka MokpamueBux jena. M3Hena je Hayena u
KpUTEpHjyMe TIpeMa KOjuMa je HaduHuIa ogabup CHUMaKa, OHOCHO
n3Bohema. Kako je crame caayBaHMX MarHeToOHCKHUX Tpaka g00po,
TO C€ MOIJIO MohU y cycpeT MHTEepHpeTaTUBHUM JIOMETHMa Kao OcC-
HOBHOM KpHTEpHjyMy H300pa. Y HacTaBKy H3jarama, bubana Mu-
naHoBWh ce OCBpHYJIA Ha TpaAuIHjy n3Bohema MokpadmeBe My3UKe
koja je de facto oTmoyera KOMITO3UTOPOBUM MHTEpIIPETallMjaMa ¢ Ha-
1M XOpPOBHMA Y 3eMJbU U HHOCTpaHCTBY. [loTOM ce 3aycraBuiia Koj
CBaKOT O]] 3aCTYIJbCHUX TUPUIreHaTa U lUXOBOT IyTa 10 Mokpamye-
BE MYy3HUKE U OJIJIUKA IbUXOBUX TyMauera.
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OBo u3name caapku U Apyre BpeaHe TekcTyaine npusore. Ha
ctp. 39—48 Haa3u ce 3HaIaYKu OCBPT NMpuUpehrBada Ha KOMITO3HITH]E
3aCTyIJbeHE Ha OBUM JIMCKOBUMA, U TO je JAPYyro Of JiBa IJIaBHA Me-
cTa y Kibrxuiy. Hanmomene ykipyuyjy ocBpT Ha MokpamueB n300p
U TpeTMaH HApOJHUX IecaMa, OJJIMKE XapMOHCKOT je3MKa OJHOCHO
MOJQIIHOCTH, 3aTHM TakTa U PUTMa, (haKkType, nurama noanpoHuje,
HaYeJIo BApHUParba Y XapMOHHU3ALH]H M XOPCKOM CIIOTY, Y3 JaCHA BPE/i-
HoBama. [lojauy o 3acTyrubeHMM KOMIIO3HIMjaMa 00yXBarajy: ro-
JIMHY HacCTaHKa WU MPEeMHUjepHOT U3Bohemwa, n3Bohauku cacras, Opoj
HApOJIHUX IlecaMa Koje ce Hajla3e y OKBUPY OAHOCHE KOMIIO3UIIH]E,
KOMEHTape 0 YMETHHUYKOM IMOCTYIIKY H JIp.

[Tporpamcka KmbMXKHIAa Y 3aCEOHOM JIeNTy JIOHOCH HajBa)KHU]E
6uorpadcke nogarke o CreBany MokparbIly, Ka0 U O CBUM JUPUTCH-
THMa 3aCTYIJbEHUM Y OBOM M3/1amky U 0 Xopy Panno-tenesusuje be-
orpa.

Yuraomy he 6utn ynoOHo mto he y kibmxui Hahu urepapHe
MIPEJJIONIKE CBUX OBJIE€ MPE3CHTUPAHUX MY3UUKHUX JIeda. A U3y3eTHO
j€ 3HauajHO TO IITO C€ MHCIWJIO Ha MHOCTPAHOT YMUTAOIA U CIyIla-
ona. Haume, ynTaBa mporpamcka KiHWXKHUIA J1aTa je U Y SHIJIECKOM
npeBoy (TO Ha4eo Bpeau 3a enunwjy ,,IIlpodyhenn apxus” y nemnmu-
Hu). [IpeBox je neno Anexcanape Kankar, y3 nekrypy [ejpuna Kan-
kara (David Calcutt). TekcToBu u mpeBOIM Tecama IpemMa KojuMma
je KoMrnoHoBao Mokpamall, Ipey3eTH Cy U3 MPBOT U JPYror Toma
Beropux cabpanux nena (My3uuko-u3gaBauko npenysehe ,,Hora” —
3aBoj 3a yuOeHUKEe U HaCTaBHA cpeAcTBa, beorpan 1992. u 1994).

N oBom mpunmkoM Tpeba mcrahu monpuHoc 3opaHa Mapun-
koBWha, 1rU3ajHepa 3ByKa, ITO3HATOT U IIEHEHOT CTPYYHhaKa y Toj 00-
nactu. OBaj, Tpehu HacioB y okBUpY ,,IIpoOyhenor apxupa” mpu-
Byhu he maxmy u ca cBoje rpaduKo-JIMKOBHE CTpaHe, TUHAMHUYHOT
W aTpaKTUBHOT W3pasa (nu3ajH kopuna Asekcanapa Jlomosuh). M3-
namwe noHocu u necet dotorpaduja C. Mokpamia, M. Byknaparo-
Buha, M. bajmanckor, 3. Bayne, M. Jarymra, b. Cumuha u Xopa Pa-
nuo-tenesusnje Cpouje.

OBo u3name NpeAcTaBiba pe3yiaTar paja Ha Mpojekry My3uko-
nomkor uactutyta CAHY, Hoenuiueiiu cpiicke my3uke 00 10Kau-
HUX 00 2100aIHUX OK8Upa: tupaouyuje, upomere, u3azosu, Koju hu-
HaHCHUpa MHHUCTAPCTBO MPOCBETE, HAYKE W TEXHOJIOMIKOI Pa3Boja
Bnane Peny6muke Cpouje. [Ipunpemy n3nama GuHAHCH]CKH CY TI0-
MorT MUHHCTApCTBO KyAType U nHpopmucama Penyomuke Cpouje,
Cexperapujar 3a Kyntypy rpanga beorpaga u COKOJ — Oprannsa-
1yja My3uukux aytopa Cpouje.

[Ipen ciymaonuma ¥ YMTAOLMMA Hajla3u c€ PErpe3eHTATUBHO
u3name cBeToBHe My3uke CteBaHa Mokpamwia. [lorBphenu ecrer-
CKH KPUTEPHJYM Y HaJIAKEHY AaHTOJIOTHjCKHX H3Mel)y cadyBaHHMX
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CHMMAKa, HajBUILH JIOMETH HHTEPIPETATOPa, CTPYYHA U [PErHAaHTHA
oOpana peanuja y mparehem TEKCTy, CBe TO yKasyje Jia cy npupehu-
Bau U CBHM CapaJIHUIM OBOM ITOJyXBaTy IMPHILIA HE CaAMO C IIYHOM
KOMIIETeHITjoM, Beh u ¢ macujoM. OBUM H3JIalbeM C€ Ha HajOOJbU
HA4YMH IMOMyHkaBa Mpa3HUHA KOja Tpaje MPEeKo AeceT roauHa. ToIuKo
je, Haume, MoKkpamueBa CBETOBHA My3HKa OJICYTHA C TIOJIHIIA HAIITHX
MPOJIaBHUIIA KOMITAKT-TUCKOBA.

Arenmyja ,,My3uka Ki1acuka’ Harpajuia jé OBO H3Iamke Kao
Haj0ospu andym y 2014. roguHu.

Anexcanoap Bacuh
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