Discography
as a Scientific Source

Pey ypeaHuLe
Editor's Note

y OBOrOAMLLHMM M3fakbyMa Yaconmca Mysukosoruja noce6Ha naxrba uhe
noceeheHa 3BYYHMM WM3BOPWMA Y MY3UKOOTUM 1 ETHOMY3UKOOT MW, @ KPO3
Temy 6poja 32 adpupmuLLe ce pasmaTparbe NPou3Boaa AncKorpadcke MHOyCTpUjE
Kao HayuHWx n3Bopa. LLlecT cTyouja koje YnHe 0By py6pUKY OLHOCK Ce Ha LUIMPOK
CrneKTap TeMa, Of MPBUX KOMepLUjaHUX rpaMopOoHCKMX nnoya Ha 78 obpTaja y
MWHYTV 0O CaBPEMEHUX U3[arba MPUMEHbEHE MO30PULLHE MY3VKE W HAjHOBMjMX
n3nara GOKIOPHE My3MKe, YKIby4yjyfin 1 3aKOHCKY perynauujy ayTopcKux Npasa,
Te MHTepaKUMjy paHe auckorpadcke WMHOYCTpWje v paduja, Kao HOBOT Meauja.
[pvMepu Cy BE3aHM 33 pa3inumuTe HaLMOHAIHE NPOLYKLMje 1 KoHTeKCTe: Byrapcke,
Xpsatcke, JIntanuje u Cpbuje. Py6puka Varia BOHOCH NeT 0pUrHaHmX, TeMaTcky
M METOOOMOWKN PA3HOMMKUX CTyAMja My3MKONOLLKOF, E€THOMY3MKOMOLLKOT,
AHTPOMOMOLIKOr U MHTepAMcUMNAuHapHor npoduna. [eo  ucTpaxmBara
objaBrbeHnx y pybpuuy Tema 6poja npenctaB/ba pesyntare npojekta Applied
Musicology and Ethnomusicology in Serbia: Making a Difference in Contemporary
Society (APPMES) Myswkonowwkor uHcturyta CAHY.

l n this year's edition of the journal Musicology, special attention will be paid to
sound sources in musicology and ethnomusicology and, through the main theme
of issue 32, the consideration of the products of the record industry as scientific
sources is affirmed. The six studies in this section cover a wide range of topics, from
the first commercial 78 rpm records to contemporary editions of incidental music
and the latest releases of folk music, including the legal regulation of copyright and
the interaction of the early record industry and radio as a new medium. The exam-
ples are related to the different national productions and contexts of Bulgaria, Croa-
tia, Lithuania and Serbia. The Varia section presents five original, thematically and
methodologically diverse studies of musicological, ethnomusicological, anthropo-
logical and interdisciplinary profiles. Part of the research published in the Main
theme section presents the results of the project Applied Musicology and Ethnomu-
sicology in Serbia: Making a Difference in Contemporary Society (APPMES) of the
Institute of Musicology SASA.
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PEY YPEAHUILIE

ITparehu nnTepecoBarma HCTPAXKUBAYA Y CABPEMEHIM HayKaMa O My3HIII/ My3HKaMa,
yaaHOBU Pepakije Mysukoioiuje OTIPEAEAMAH CY C€ 32 TO Ad C€ Y OBOTOAMIIEHM
H3AABUMA ITOCe0HA [IAKEA IIOCBETH 3BYYHHM HM3BOpHUMA. Y OpOjy Koju je Ipep
YHUTAOLMMA HaAa3e Ce CTYAHje MCTPaXkKMBada KOjUu Cy OATOBOPUAM Ha IIO3UB AQ AQjY
AOIIPHHOC IIPOYYaBABKMA AMCKOTpadCKe HHAYCTpHUje, yKaydyjyhu maacupame
My3UKe Ha TPXKUIITe y eAeKTPOHCKOM GOpMaTy — ITyTeM MHTepHeTa, Kao $pakTopa
IpeobANKOBAMA My3HdIKe KyAType, Te TPeTMaHA IIPOU3BOAA OBe MHAYCTpHje Kao
Hay4YHUX U3BOPA.

bpoj orBapa cTyanja BenmucaaBa AuMoBa, Koju ce OBOM IIPHUAMKOM IOCBETHO
HCTPa)XUBaky PAaHUX KOMEPIIHjaAHUX IPaMO(OHCKUX IIAOYA Ca CHUMIIMMA My3udapa
u3 byrapcke. [IpeacTaBsene cy koMIaHHje Koje Cy M3AABaAe IIAOYE 32 OBO TPIKHIITE,
My3HYapH — COAMCTH M aHCAMOAH KOjH Cy HX CHIMAAH, PeIlepToap KOjU Ce HAIIao
Ha IIAOYaMa M YKA3aHO je Ha YAOTY KOMEpIIMjaAHHX CHUMAKa y 6yrapckoj KyATypu
y ropaunama mpea Ilpsu cBercku par. Cryauja Aanke Aajuh Muxajaosuh, AaBupa
IToxpajua u Came CmacojeBuha pesyaraT je capaalbe CTPYUHAKa PAa3AMYHTHX
npoduaa y nunsy (pe)koHcTpykuuje Auckorpaduje Mujara Mujatosuha, mosuaror
cpIckor mesada ¢ moderka 20. Beka. YKa3saHO je Ha PasHOBPCHOCT M3BOpa U
AHAAMTHYKHY ITOCTYIIAK, 4 KAO Pe3YATAT MAeHTH(HKOBAHU Cy U3AaBadl, yTBpheHa je
XPOHOAOTHja CHUMAha, KA0 1 CAPAAHHIIM Y U3BOl)ebIIMa, [IOINCAH je 1 aHAAU3HPAH
penepToap, yuMe ce KOMepliMjaAHa H3Aaba My3uKe aQUPMUIITY KaO HAyYHH U3BOPH.
AyTtopxa Mapuja MaraoB moceOHy NaXiy IIOCBETHAA je HMHTEPAKLUjH paHe
AHCKOTpadCKe MHAYCTpHje U papuja kao HoBor Meauja y CpOuju Ha OCHOBY T3B.
KOHIIepaTa IrpaMopOHCKHUX IIA0Ya y OKBUPY nporpama Pasno beorpapa. Ha ocrosy
aHaause cepuje His Master’s Voice koH1epaTa, 0Aa0paHuX 360r 3HaYaja OBe U3AABAYKe
Kyhe y cBeTCKOM 1 AOKAAHOM KOHTEKCTY, IIPEIIO3HATE Cy TPHU KaTeropje KOHIjepaTa
rpamMooHcKkux maoda y to BpeMe. Cryauja Jeake Byxobparosuh mocsehena je
yBOlersy 3aKOHCKe peryAarjyje ay TOpCKUX IIpaBa Ha IIPOCTOPUMA OuBIIIe JyrocAaBuje
Y KOHTEKCTY pa3Boja pooMalie IpousBoAbe [IA0YA 1 KOMEPIIHjAAHUX PAAHO IIPOrpaMa,
Te BeHUM uMnArKanujama. OHa ykasyje Ha TO Ad je OBa BPCTa AETHICAATHBE YTHIJAAA
U Ha [OMMambe ayTopa/ayTopCTBa, LITO Ce ¥ CTYAHjH pasMaTpa Ha IPHMepPy paHe
jyrocaoBeHcKe moImyaapHe Mysuke. Temu auckorpaduje Momnmka Hosakosuh
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IPHUCTYIIA U3 IIePCIeKTHBE OAPXKHUBOCTH IIpUMemeHe mo3opumHe Mmysuke. Cpojy
XUIIOTe3y Aa Cy AUCKorpadcka M3pama AéAa Koja IPHUIAAAJYy OBOM XXKAHPY YCAOB
BUXOBOT AyTOPOYHOT IIpeTpajaBama ayTopKa IpoBepaBa Ha M3AAmHMA OBe BPCTe C
komnosunujama Bojucaasa Bokuja Koctuha, 3opana Epuha, 3opana Cumjanosuha
u Mcupope JKebesan. ITocaeprsu npraor y oBoj pyopuriu yacomnuca je usaHak Erae
T'eaasxuyTe-IIpaneBudnere, Koja MpeACTaBoa H3AAMA C AUTBAHCKOM (POAKAOPHOM
My3HKOM M3 IIEPHOAA OA IIOCAGAHUX IIeT ropuHa. PasMmaTpajy ce pasauduTH
CTBApPAAAUKH TPEHAOBH H IIPOAYKIIHjCKH KOHIIETITH, II0CEOHO Y OAHOCY Ha eKCTPEMHO
HCKYCTBO IIAHAeMHje KoBHAA 19, Koje je 3HauajHO 00EAEKHAO IIOCMATPAHH IIEPHOA,
Py6puxa Varia, cXOAHO CBOM HPOQUAY, AOHOCH TE€MATCKU H METOAOAOIIKH
pasHoauke papose. Cryauja Pactka Bysanuyesnha mocsehena je perMany Mysmdkor
Marepujasa POAKAOPHOT Topekaa y ¢uamosuma Ileapa AamopoBapa — Ileiiy,
Aycu, Bom u gpyie gjesojke ca iomure 1 Aasupuniti citipactiy, KOju ayTop ollemyje
KA0 HEKOHBEHIIMOHAAAH M CyOBep3uBaH. Peu je 0 (OAKAOPHHM eAeMeHTHMA
IIIaHCKe M KaTaAOHCKe My3HMYKe TPaAMIHje KOjU IOAAeXY TpaHCPopMaljaMa
U PEeKOHTeKCTYaAM3alldju y OAHOCY Ha HOBY ADPYIITBEHO-IOAUTHYKY PEeaAHOCT
nocranmcruuke [lInanuje. Caepr pap Bepe MeBopax koja ce 6aBu mpeacTaBmambeM
Xo0AOKayCTa y yMETHHYKOj My3HIIM Ha OCHOBY ABajy mpumepa — aeaa A Survivor From
Warsaw Apnoapa Ilenbepra u Different Trains Crusena Pajma. OHa HacToju Aa
yKa)ke Ha ABOjHY IPUPOAY YMETHUYKE My3HKe Y OAHOCY Ha AOMUHAHTHE AMCKypCe
IPEACTaBb>AIbA M PAa3yMeBamha XOAOKAYCTA, HA IHXOBO pePAEKTOBAbE Y My3UIH /
Ha MY3HKY, aAM ¥ Ha HauMHe [IAPTHUIUIHPaha My3HKe Y BIXOBOM 00pasoBaisy. Pap
Mruoma Mapuukosuha nmocsehen je Hammcuma o mpBoM decTHBaAy caBpeMeHe
My3HKe Y COLHjaAUCTHYKOj JyrocAaBuju — Mysuakom 6ujeHay y 3arpeby, 06jaBseHIM
y 6eorpasckoj AHEBHOj IITaMIIH. YKasyje ce Ha pasanduTe ypehuBauke MOAUTHKE
U ayTOpCKe MNepCHeKTHBE, aAM M Ha YKYNaH 3Hayaj CyKIJeCUBHOTI M3BellTaBama
0 mporpamuMa ¢ecTHBaAad 3a pasyMeBame OBe aBaHIapAHe MaHHQecTalluje O
CTpaHe Tapallllbe KyATypHE jaBHOCTH, YMMe Ce AONMPHHOCH adupMaIiMju TeKCTOBa
O MY3UIIU Yy AHEBHOj IITaMIIM Kao H3BOpa 3a IIpOydaBama MY3HYKe KYATYpe.
Munom Pamuth cBOjy HCTpaKHMBauKy IaXKiy YCMEPHO je Ha aKTHBHOCTH Koje ce
IPeIo3Hajy Kao CTPYYHH Paj y KYATYPU MAM KaoO IIPUMeHeHa eTHOMY3UKOAOTHja.
Ha npumepy mopyuaBaia TPAAUIIMOHAAHOM II€Bakby ¥ CPIICKUM KayboBuMa y Beuy
OH IPeACTaBsa M AHAAM3UPA PA3AMYHUTE ACIeKTe OBe AGAATHOCTH KAO pa3MeHy
KAIUTAaAA PABAMYHUTUX BPCTA — CUMOOAMYKOT U €KOHOMCKOT, Tpercrutyjyhu yaory
nojepuHana y cucremuma. Pybpuky 3akmydyje cryamuja Jyaujane bamruh y xojoj
Ce NpeACTaB&a Teopuja yckaahuBama, BEeHO pedACKTOBAE HA IIOME MY3HKe H
eTHOMY3HKOAOIIKA HCTPAKHBama ycKaahMBama, a CTyAMja CAydaja OAHOCH Ce Ha
yckaahuBame y TaMOypaIikoj mpakcu. AHAAM3a TEPEHCKOT MaTepHjaAd MOTBPAMAQ
je yckaabuBarme TamMOypaiia y pasAUMUTUM AOMEHHMA APYIITBEHOCTH U aCIIeKTHMA
M3BOhauKe mpakce ¥, FeHEPAAHO, CBPCHCXOAHOCT OBE BPCTe HCTPXKUBADA.
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PEY YPEAHMILIE

Ypybpurm Hayuna kpuitiukauiioremuxapoHocumo yetuprTekcra. [Ipeacrabmere
Cy TpH 3Ha4ajHe MOHOTpadHje pa3AHIUTE TeMATHKe, Y PACIIOHY OA CPIICKOT IIeBaYKOT
Hacaeha nenrpasnor aeaa Kocosa m Meroxuje (npuxas Jeaene Josaxosuh), po
AWTUITaAHE TeXHOAOTHje y CPIICKOj yMeTHHYKoj Mysury (mpukas Vsane Meauh),
yKaydyjyhi v KoAeKTHBHY MOHOTPadHjy KOja IIPeACTaBAA MY3UKOAOIIKU AOTIPHHOC
mehyHapoaHoj peadupmanuju kommnosutopa Pysoada Bpyunja (no subewy Bojane
Paposanosuh). ITaxiy je 3aBpeano u 06uMaH 360pHUK PaAOBa HACTAAMX Ha OCHOBY
M3AArama Ha CKyIy YIPHAHYeHOM y 3arpe0y IIOBOAOM CTOropmmmuije ITpsor
CBETCKOT para, Y OKBHPY KOjUX Ce pa3MaTpa YMTaBa ITAAETA TeMa O PEAALUjH OBOT
ncropujckor porahaja u Mysuxe (mpukas Aaexcanppa Bacuha).

Y ume pepaknuje gaconuca MysukoAoiuja Uy cBOje HMe, KaO YPEAHHIIA, JKeAUM
AQ M3PA3HMM CPAAUHY 3aXBAAHOCT CBMM ayTOPHMAa IIPHAOTA Y OBOM OpOjy, a HoCcebHy
3aXBAAHOCT peIleH3eHTHMA, KOjU Cy CTpInuBO M mocBeheno capabuBasm Ha
yHanpebemy cTyamja.

Y Beorpaay, 15.jyna 2022. ropune
Ap Aanka Aajuh Muxajaosuh, raaBHa ¥ OATOBOPHA YpeAHHIIa






EDITOR’S FOREWORD

Following the interest of researchers in contemporary sciences of music/musics, the
editorial board of Musicology decided to pay special attention to sound sources in
this year's editions. In the issue before the readers there are studies by researchers
who responded to the call to contribute to the research of the record industry, in-
cluding placing music on the market in an electronic format — via the Internet, as a
factor in reshaping music culture, and treating products of this industry as scientific
sources.

The issue opens with a study by Ventsislav Dimov, who, on this occasion,
dedicated himself to researching early commercial gramophone records with
recordings of musicians from Bulgaria. The companies that released records for this
market, the musicians - soloists and ensembles, that recorded them, the repertoire
that was on the records and the role of commercial recordings in Bulgarian culture
in the years before the First World War are presented. The study by Danka Laji¢
Mihajlovi¢, David Pokrajac and Sasa Spasojevi¢ is the result of the cooperation
of experts of various profiles in order to (re)construct the discography of Mijat
Mijatovi¢, a famous Serbian singer from the beginning of the 20™ century. The
diversity of sources and analytical procedure were highlighted and, as a result,
the publishers were identified, the chronology of recordings and collaborators in
performances were determined, and the repertoire was listed and analysed, all of
which affirms commercial editions of music as scientific sources. The author Marija
Maglov paid special attention to the interaction of the early record industry and radio
as a new medium in Serbia, on the basis of the so-called concerts of gramophone
records within the programme of Radio Belgrade. Based on the analysis of the series
“His Master's Voice Concerts”, selected due to the importance of this publishing
house in the global and local context, three categories of gramophone record
concerts were identified from that time. Jelka Vukobratovi¢'s study is dedicated to
the introduction of the legal regulation of copyright in the former Yugoslavia, in the
context of the development of the domestic production of records and commercial
radio programmes, and its implications. The author points out that this type of
legislation also influenced the notion of authorship, which is considered in the study
on the example of early Yugoslav popular music. Monika Novakovi¢ approaches the
topic of discography from the perspective of the sustainability of incidental music.
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The author tests her hypothesis that discographic releases of works belonging to
this genre are a condition for its sustainability on the releases of this type from the
composers Vojislav Voki Kosti¢, Zoran Eri¢, Zoran Simjanovi¢ and Isidora Zebeljan.
The last text in this section of the journal is the article Eglé Gelaziaté-Praneviciené,
which presents editions with Lithuanian folk music from the last five years. Various
creative trends and production concepts are considered, especially in relation to
the extreme experience of the Covid-19 pandemic, which significantly marked the
observed period.

The Varia section, according to its profile, brings together thematically and
methodologically diverse works. Rastko Buljanc¢evi¢’s study is dedicated to the
treatment of musical material of folklore origin in the films of Pedro Almodovar,
Pepi, Luci, Bom and other girls on the heap and Labyrinth of Passion, which the
author assesses as unconventional and subversive. These are folklore elements of
the Spanish and Catalan musical tradition that are subject to transformations and
recontextualisation in relation to the new socio-political reality of post-fascist Spain.
Next is the text of Vera Mevorah, who presents the Holocaust in art music based on
two examples — the compositions A Survivor From Warsaw by Arnold Schoenberg
and Different Trains by Steven Reich. It seeks to draw attention to the dual nature of
artistic music in relation to the dominant discourses of Holocaust representation
and understanding, their reflection in music, but also the ways in which music
participates in their formation. Milo§ Marinkovic’s article is dedicated to texts about
the first festival of contemporary music in socialist Yugoslavia — the Music Biennale
in Zagreb, published in the Belgrade daily press of that time. Different editorial
policies and authors’ perspectives are considered, but also the overall importance
of successive reporting on festival programmes for the understanding of this avant-
garde manifestation by the then cultural public, which contributes to the affirmation
of newspaper articles about music as a valid source for studying music culture. Milo$
Ragic¢focused his research attention on activities that are recognised as specialist work
in culture or as applied ethnomusicology. With the example of teaching traditional
singing in Serbian clubs in Vienna, he presents and analyses various aspects of
this activity as an exchange of capital of different kinds — symbolic and economic,
questioning the role of individuals in the systems. The section concludes with a
study by Julijana Basti¢, which presents the theory of entrainment, its reflection on
the field of music and ethnomusicological research of entrainment. The case study
refers to the performing practice of tamburitza ensembles and the analysis confirms
the entrainment of tamburitza players in different domains and aspects of musical
performing practice and, in general, the expediency of this type of research.

In the section Scientific Reviews and Polemics four texts are offered. Three important
monographs on various topics are presented, ranging from the Serbian traditional
singing heritage of central Kosovo and Metohija (review by Jelena Jovanovi¢)
to digital technology in Serbian art music (review by Ivana Medic), including a
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collective monograph presenting a musicological contribution to composer Rudolf
Brudi’s international reaffirmation (according to Bojana Radovanovi¢). Attention
is also paid to the extensive collection of texts based on the presentations at the
conference held in Zagreb on the occasion of the centenary of the First World War,
within which a whole range of topics on the relationship between this historical
event and music is discussed (review by Aleksandar Vasi¢).

On behalf of the editorial board of the journal Musicology and myself, I would
like to express my heartfelt gratitude to all the authors of the texts in this issue, and
special thanks to the peer reviewers, who patiently and dedicatedly cooperated to
improve the studies.

Belgrade, 15 June 2022
Dr Danka Laji¢ Mihajlovi¢, Editor-in-Chief
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ABSTRACT
The earliest surviving sound evidence of music and musicians from Bulgaria is on
commercial gramophone records from the early XX century. Although unique
sources for ethnomusicological and historical research, these commercial record-
ings are little known and almost unexplored. The proposed text sets out to collect
and describe information on the first decade of commercial gramophone record-
ings in Bulgaria. The basis for the research is sound evidence from scholarly and
museum archives and private collections; music company catalogues, labels on
gramophone records, discographies; and supporting information — texts and ad-
vertising images from newspapers, memoirs and memoir literature as primary

* This paper is a result of the projects: “Bulgarian sounds from the spiral of black disks”, supported
by the Institute of Art Studies, BAS (https://artstudies.bg/?p=968); and “Pop Culture, Pop Politics:
The Digital Turnaround. Interdisciplinary Analyses of the Crossroads between Media, Cultures and
Policies”, funded by The Bulgarian National Science Fund (BNSF) — Ministry of Education and
Science (Bulgaria) (No. HSS / 2-15.12.2021).

1 vd.dimov@gmail.com
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and secondary sources. The sought ethnomusicological approach is achieved
through a combination of different research methods: ethnographic, historical,
discographic, cultural, anthropological. The results of the research present the
role of commercial recordings in musical and popular culture in Bulgaria in the
years leading up to the First World War, cultural life, musical history, musicing,
intercultural interactions, the cultural choices of Western and local, Slavic and
Balkan, traditional music in non-traditional modern contexts, art music in popu-
lar contexts, and the role of professional musicians.

KeywoRrDS: Bulgarian gramophone records, record industry, music archives,
ethnomusicology, print/online catalogues and discographies.

AIICTPAKT

Hajpanuju cayysaHu 3By4HM H3BOPHM O MYSHIM UM My3udapuma u3 bByrapcke
HaAase ce Ha KOMepIMjaAHHM I'paMOQOHCKMM IAoYaMa ¢ modeTka 20. Bexa.
Mako cy jeAMHCTBEHM M3BOPU 3a E€THOMY3HKOAONIKA M HCTOpHOTpadcka
HCTPaXXKMBakha, OBU CHUMITH MAAO Cy TO3HATH K TOTOBO HEHCTPa)keHH. TeKcT uma
3a IJi»> AQ IIPUKYIIM U ONHIIe HHPOpPMAIUje O MPBOj AeIleHHju KOMepPIHjaAHUX
rpamModoHCKUX cHUMama y Byrapckoj. OcHOBa 3a 0BO HCTpaKUBambe Cy 3BY4YHH
M3BOPHM U3 HAyYHHX M MY3€jCKMX apXuBa M NPUBATHUX KOAEKIUja; KATaAO3U
MYy3HYKHX KOMIIAaHHja, eTHKeTe Ha rpaMOQOHCKUM MAOYaMa, ACKorpaduje, Kao
u nparehe nHPOpMalHje — TEKCTOBH U PeKAAMHE CAHKE M3 HOBHHA, MEMOAPU U
MeMOapCKa AMTEPATypa, Kao NPHMAPHH U CeKYHAAPHU H3BOPH. CBPCHCXOAAH
eTHOMY3HMKOAOIIKM IIPUCTYII OCTBAapyje Ce KOMOHHAIIMjOM Pa3AMYHTHX
HCTPAXXMBAYKUX METOAA: eTHOTPAapCKUX, MCTOPHjCKUX, AUCKOIpadCKUX,
KYATYPOAOIIKHX, AaHTPOIOAOMKHUX. PesyATaTH wHCTpakuBama IIPEACTaB&Ajy
YAOTYy KOMepPIIMjaAHHX CHMMAaKa y My3H4KO]j M IIOIyAApHOj KyATypH Y Byrapckoj,
y TOAMHAMa Koje Cy mpeTxoarae IIpBoM CBeTCKOM paTy, y KyATYpHOM >KHBOTY,
HCTOPHjU MY3UKe, My3HIIUPaky, HHTEPKYATYPAAHUM HHTePaKI[UjaMa, KYATYPHUM
u3bopuMa 3aIlapAHOT U AOKAAHOT, CAOBEHCKOT M 0GAaAKAHCKOI, TPAAHI[HIOHAAHE
My3HKe Y HeTPAAUIIMOHAAHHM MOAEPHUM KOHTEKCTHUMA, YMETHHYKE MY3UKe Y
MIOITyAAPHUM KOHTEKCTHMA, Te YAOTY IIPOpeCHOHAAHUX My3HYapa.

KmYyYHE PEYM: Gyrapcke rpaMoQoOHCKe IAOYe, IAOYe Ha 78 00pTaja y MUHYTH,
rpaMOpOHCKa HUHAYCTPHja, MY3MYKU apXHBH, €THOMY3HKOAOTHWja, LITAMIIAHH/OHAAjH

KaTaAO3U U AUCKOTpaduje.
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INTRODUCTION: THE “GREAT REMEMBERERS” A CENTURY LATER

Twenty years ago, when I began to study the sound evidence of local musical
culture, commercial gramophone records from the first decades of the twentieth
century were on the periphery of the interests of Bulgarian ethnomusicologists. This
was due to the characteristic limitation of national schools of music and folklore
studies to the so-called “authentic” rural folklore, to the musical traditions of one's
own ethnic group.

The earliest surviving recordings of traditional music from Bulgaria, made for
scientific purposes by Bulgarian scholars (Rayna Katsarova), date from 1938 (Di-
mov 2021). The earliest recorded sound evidence from Bulgaria is on commercial
gramophone records from the beginning of the 20th century, ie they are registra-
tions of local music and musicians made 30 years before the first field recordings
of researchers. Their quality as the earliest and most unique historical sources, little
known and almost unexplored, is just one of the reasons why commercial recordings
from Bulgaria are worthy of scholarly interest today. I have highlighted some aspects
of their scholarly value in previous publications: commercial recordings are early
evidence that can, together with scholarly recordings, give a fuller picture of the tra-
ditional music of the Bulgarians (Dimov 2005). Gramophone recordings are part of
the media music and culture industry and, as a sounding historical “freeze-frame” of
dynamic popular culture, still await their ethnomusicological and anthropological
readings (Dimov 2006; Dumni¢ Vilotijevi¢ 2018: 96). They are sonic testimonies
of intercultural interactions in the recent past, show the role of professional musi-
cians - from ethnic minorities (Gypsies, Turks, Jews), migrants and foreigners — in
the development of Bulgarian musical culture (Dimov 2008); illustrate regional
cross-border contacts and exchanges in Slavic and Balkan contexts (Dimov 2007;
2009; Pennanen 2007); recorded music of Balkan diasporas abroad (Spottswood
1990; Kunej, D. and R. 2017). Commercial gramophone recordings are a screen at
the crossroads of Western and Eastern, foreign and local, urban and rural; they are
signs of the encounters of professional (music-literate) musicians and the bearers of
the oral tradition, and on the other hand, of professional musicians and their local
audiences. These qualities beg the question: why do the “Great Rememberers” (to
use the phrase associated with Alan Lomax's series of fieldwork commercial record-
ings - see Lydon 2012) continue to stand marginalized and forgotten by ethnomusi-
cology? This article does not aspire to provide a definitive answer, but will attempt to
describe the sonic and discographic, musical and verbal evidence for the first decade
of the history of gramophone recordings in this country. Commercial recordings
on 78 rpm shellac discs /at 78 rpm/ as sonic evidence from scholarly and museum
archives and private collections; music company catalogues, gramophone record
labels, discographies; together with accompanying information - synchronous and
asynchronous evidence of functioning and reception, such as texts and promotion-
al images from newspapers, memoirs and memoir literature — are the primary and
secondary sources (Pennanen 2000; 2005) that frame the object. I will seek knowl-
edge about it in the field of ethnomusicology, which includes the cultural, social,
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historical, societal, community and human dimensions of gramophone recordings.
The information is incomplete and fragmentary: sound testimonies are few and do
not correspond to the companies' catalogues, which are largely inaccessible; the lack
of either can be compensated for by close observation of printed periodicals that
contain advertisements for gramophones and recordings; by analytical readings of
participants' recollections of the processes; or by archival documents. The aim is to
achieve as complete a picture as possible of commercial recordings and their func-
tioning in Bulgaria in the years leading up to the First World War, which will in turn
illuminate important aspects of cultural life, musical history, human and community
music-making, cultural choices at the Western and local levels, and the life of tra-
ditional music in non-traditional contexts in a time of late modernity in peripheral
South-Eastern Europe.

The ambitions of this study are to complete the picture of early gramophone
recordings in the Balkans, which have already been the subject of research in
individual countries and cultural zones: Serbia (Aleksandrovi¢ 2008; Laji¢ Mi-
hajlovi¢ and Beli¢ 2016; Dumnié¢ Vilotijevi¢ 2018; 2019: 195-196), Bosnia and
Herzegovina (Pennanen 2003; 2007), Slovenia and Croatia (Kunej , D.2014; Kunej,
D.and R. 2017; Diskograf 2022).

THE RISE OF THE RECORD INDUSTRY AND THE EMERGENCE OF
THE GRAMOPHONE IN THE BALKANS

The rise of the commercial recording industry in the world started at the begin-
ning of the twentieth century. According to Malm, it was mainly based on sales of
“hardware” — gramophones and phonographs — and the accompanying sales of “soft-
ware” — recorded music on cylinders and records. At the outset, the recording indus-
try was concentrated in a few companies, because of the restrictive effect of patents.
In the USA, the dominant companies were the Victor Talking Machine Company,
founded in 1901 and developing the interests of Berliner (later RCA), the Columbia
Phonograph Company (later CBS) and the Edison Company, which mass produced
cylinders. In Europe, the industry was dominated by the British Gramophone Com-
pany, founded in 1898 (later EMI) in England; the German Lindstrom Company
(later Polygram); Deutsche Grammophon, founded in 1898 in Germany; and the
French Pathe Company, founded in France in 1897. There were also smaller con-
cerns operating in Europe a century ago, but most of the modern transnational cor-
porations are direct descendants of these 6 early companies (Gronow 1983: 54-55;
Malm 1992: 350-352). The first Major Record Labels owed much of their success to
technological innovation — they were also manufacturers of entire systems of record-
ing technology. For the customer, they offered both recordings and listening equip-
ment. The music industry includes recording equipment, the mastering process, the
circulation process, advertising and sales. By the 1910s, the Berliner gramophone
record had become dominant; in just 10 years it had taken over the world, and there
was hardly a country where recorded music and musical apparatuses were not sold
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under the Gramophone Company label (Gronow 1983: 55-56). The gramophone
did not require any special handling skills, it could be used by anyone, anywhere, and
as the technique improved and the recorded repertoire expanded, the demand grew
and the price decreased. Record companies soon found that in order to sell gramo-
phones, they also had to produce records aimed at potential customers. In Western
Europe and the United States, the light and art music of the elites, who were the po-
tential customers of the still expensive gramophones and records, were a relatively
homogeneous repertoire of international musical styles (dance music, opera arias).
In other parts of the world, however, the market wants recordings of local music and
companies are working in this field (Malm 1992: 350-352). Where they do not have
branches and offices, companies look for local partners and send agents to seek out
and record prominent local artists to ensure market success.

This is the case with commercial recordings in the Balkans. The Gramophone
Company, founded in 1898 in London, is the local market leader. Records are dis-
tributed in Hanover at the factory of Deutsche Grammophon-Aktiengesellschaft
(DGAG), the company’s German subsidiary. The Balkan countries, as secondary
markets, are run by the Gramophone Co's division in Austro-Hungary (Vienna
and Budapest); in states such as Greece and Bulgaria the company has no office or
branch, it is served by local agents — businessmen who have the task of scouting out
the most popular local artists to be recorded by a team of travelling “experts” — re-
cording engineers (Perkins et al. 1976; Gronow 1981: 251-254; Pennanen 2007).
Recordings are most often made in the major cities of the Balkans (the capital cit-
ies), where the company's experts arrive with the recording equipment and the discs
to be recorded; local artists are usually recorded in a suitable room of a local hotel
or theatre, after which the matrix are pressed in Hanover, where the Gramophone
Company’s largest factory is located.

The Balkans were part of the Gramophone Company's movement to the Orient,
as Pekka Gronow names and describes it: the pioneers were Americans William Sin-
kler Darby and Fred Gaisberg, who travelled to Russia, India and other Asian coun-
tries and made thousands of recordings (Gronow 1981). Fred's brother William and
the German engineers Max and Franz Hampe followed in their footsteps (for more
detailed data on recording sessions from this period see: Perkins et al. 1976: 83-84;
Pennanen 2007: 128-132; Kunej, D. 2014). Observations on advertisements and
newspaper advertisements related to recording sessions and issued gramophone re-
cords in the Balkan countries show the names, occupation and role of some of the
local representatives of major record companies between 1905 and 1913 (see more
in: Pennanen 2007: 112; Kunej, D. 2014: 134; Pavlovi¢ 1909; Pali¢ 1913).
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GRAMOPHONE COMPANY AND THE FIRST RECORDINGS OF
BULGARIAN ARTISTS

The European branches of the Gramophone Company in the first years of the
century opened their partners in Bulgaria. Initially these were merchants, distrib-
utors of gramophones and gramophone records, such as the merchant Max Weber
(Ruse-Sofia), who offered gramophones and records in 1903, not yet of Bulgarian
artists (Vecherna Poshta IV/840, 8. 7. 1903; Mir X/137900, 4. 1. 1904). A year later,
advertisements for records, now “in Bulgarian”, appeared in the press by the same
local representative of Deutsche Gramophon (Ibid. V/1007, 14. 5. 1904; the ad-
vertisement was repeated in the following weeks and months — see no. 1010, 1015,
1020, etc., the addressees now being two different representatives, Veber and Grau-
er). In the same year, advertisements appeared in the Sofia newspapers for Grauer's
newly opened shop in the capital city of Sofia (on the central Alexander Square,
next to the famous “Cherven Rak” locale), which advertised itself as "huge, special
for gramophones and records ... which play music, songs and declamations” of such
quality that “one would think one was in a concert hall and in some first-rate opera
house” (Ibid. V/1035, 12. 7. 1904). In memories of the cultural life of Sofia, this
establishment is described as a “luxurious brewery”, a center of the “highlife”, where
the Guards Orchestra played — one of the first Bulgarian orchestral formations re-
corded by the Gramophone Co.; and Grauer's shop as a catalyst for the mass market
penetration of gramophone records, as prices fell and the quality of needles, records
and recordings rose (Kanazirski-Verin 1947: 95-96; Kostentseva 1979: 283).

Until 1904 there were no newspaper reports or advertisements for gramophone
recordings of Bulgarian performers and repertoire. This circumstantial evidence
of the beginning of Bulgarian recordings in 1904 is confirmed by the information
about the first recordings made of Bulgarian performers with Bulgarian repertoire
contained in archival sources/source groups, generated by record company Gram-
ophone’: reported by recording engineers, index cards, and other record company
files, such as matrix numbers and the recording dates. These data, confirmed by the
Gramophone Company Matrix Numbers survey (Perkins et al. 1976: 79-88), indi-
cate that the company's representative William Sinkler Darby visited Sofia between
January and April 1904 and made the first recordings, followed by Max Hampe (So-
fia recordings — November 1905, Sofia and Varna — October or November 1906),
Charles Scheuplein (Sofia — 1907), Frederick Gaisberg (Sofia — September 1909)
and Franz Hampe (Sofia — August 1910). Male singers recorded in Sofia during this
period included L. Herzfeld,® Tz. Brashlyanov,* D. Tz. Ivanov,® Marko Ivanov,® Naim

2 Towe a debt of gratitude to Risto Pekka Pennanen for his assistance and access.

3 “Bezhanets”, “Macedonia’, “Bashtinia”, “Devoyko mila”

4 “Stoyan mami duma’, “Mama na Stoyan duma’, “Strahil voyvoda”, ” Na drum legnah”.

S “Bulko, Bulko”, “Grozdanka po dvor hodeshe”, “Karanfilke mome”.

6 “Makedonska pesen’, “Pesenta na polkovnik Yankov”, “Pesen na Stoyan voyvoda”, “Zhenil se Petar
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Uziep,” P. Dimitrov,® M. Stoyan — tenor,” Naki Efendi - Bulgarian.'® Female singers
have also been recorded: R. Panayotova,'' Nataliya Dimitrova,'> Ruszha Todorova,"
Sofia Ruzmanova,'* Ivanka Ilieva with "Sofiyski Shop" orchestra,'* Kina Dimitrova —
Leskovetz,'¢ S. Radeva - Leskovetz.!” Soloists — instrumentalists have been recorded
in Sofia: Gyorgi Petrov — tambura solo,'* Vasil Stamenov — Leskovetz, ocarina'®, Ivan
Hristov — Slatina, gaida,*® L. Zvadimirov.*' Some of the recordings register orchestral
formations. I Bulgarsko Tamburashko Drushstvo;** N Tz V. Eskadron;* Orkestra na
Grigor Nikolaev;** Orkestra V. Shvertner.” The records also contain speech — talking
humorous: Vladimir Lukov.?

The names of the first musicians to make recordings appear in the earliest of
our known catalogues of Bulgarian records, Grammophon's, from May-December

» @

voyvoda’, “Pesenta na Toma Davidov”, “Pesenta na Marko voyvoda’”, “Ne plachi, mayko, ne zhali, che

»

stanah azi komita”, “Pesenta na Tsvetko voyvoda”, “Zadade se burya strashna”.

7 “Snoshti minah pokray vas”, “Momiche malak dyavolo”, “Ley se Dunave”.

8 “Ya razturi Tsveto mome”, “Pile pishti, Milke le”, “Delchev Voyvoda”, “Biko, bash bayraktarino’,
“Zarekoh se”, “Ah, Dimitro lyo”, “Shto me machish dusho Yano”, “Chernyu Valkana dumashe”, “Mayka’,
“Ne plachi, ne zhali”

» « »

9 “Zaplakala e vdovitsa’, “Manush voyvoda’, “Dafinka platno pereshe”, “Dimitar Stoyanki dumashe”,
“Mamo, molya ti sa”, “Hayde ne plachi”.

10 “Pomoli se Boga, voyvoda”, “Kak ne ti e zhalno, voyvoda”, “Ot Balkan sleva”, “Petli mi peyat”, “Ne
sedi, Dzhemo”, “Sbogom veche”, “O, zhiv e toy, zhiv e, “Balgarsko pleme” — marsh, “Ne zhali, Maleno
mome”, “Shto mi e milo”, “Otvori, Lenko”, “Militse”, “Daftka”, “Tunan kisi”, “Dinche, Dinche”.

11  “Bulko, bulko”, “De e momiche, mama ti”, “Nani, nani” — L. Karavelov.

12 “Sirache sam, pak nikogo nyamam’, “Pesen za resavkite”.

13 “Tsenkinite ochi”, “Anke dushichke”.

14 “Sadi moma kray more loze”, “Napli sa stariya Asan aga”.

1S “Chakam, chakam tsela nosht”, “Az sam moma anglichanka’, “Trendafila mirishe”, “Az sam moma
idealna”.

16 “Kaval sviri na polyana’, “Ot san sladak koy me budi”.

17  “Otplanina sliza mamo, ovcharche”, ,Ovcharche, mlado pastirche”.

18 “Boryano, Boryanke”, “Nova cheshma se zapravi”.

19  “..horo”, “Tsafnalo e belo kokiche” — horo, “Mari Dimitro le, mlado momiche”.

20 “Slatinsko horo”, “Rachenitsi’, “Zabrazhdaniya”

21 “Horo prez kraka”.

22 “Prosti’, “Kitka”, “Shumensko horo”, “Svishtovsko horo”, “Paydushko horo”, “Shumi Maritsa” -
marsh, “Shumi Maritsa” — natsionalen himn, “Napred, ti, balgarino”.

23 “Yunatsi” — Hohola, “Tsaribrodsko i Paydushko hora”, “Staro balgarsko horo”, “Shumi Maritsa”
— marsh, balgarski natsionalen himn, “Smyana na karaula v Dvoretsa”, “Karanfilke mome” — Kautski,
“Rachenitsi i Dupnishko horo”, “Tarsila mayka sina svoya” — marsh.

24 “Rabotnicheska pesen’, “Otdavna behme dvama naedno”, “Radomirsko horo”, “Rusensko horo”,
“Rachenitsa’, “Sofiysko horo”, “Ey ti, krachmarino”, “Siyka si dvori meteshe”, “Tamara” — ot piesata
“Borislav”, “Az sam roden v nedelya”

25  “Paydushko horo”, “Balgarski motivi’, “Rapsodiya” ot Pipkov, “Konarska kitka” ot Shtros,
“Balgarski pesni” ot Shtros, “Balgarski pesni ot Hohola”, “Balgarski narodni rachenitsi”, “Uchitelski
marsh”.

26  “Evrein moli ministara za sluzhba”, “Evrein prodavach na igli”, “Smeshni razkazi”.
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1908. The catalogue includes a total of 138 records, of which 91 are of “international
repertoire” (English, French, German, Italian, Russian, Serbian, Romanian, Turk-
ish) and 47 records of Bulgarian artists and repertoire. Among the Bulgarian record-
ings there are recordings of military orchestras. The music of the 1st Cavalry of the
N.CV. Regiment with Kapellmeister T. Hadzhiev. Small orchestras with Western
string and wind instruments have been recorded: 12 records of the orchestra of the
band “Shop” with Kapellmeister N. N. Krastev from Sofia. Among the records there
are registrations of choirs: 2 records of the Choir of the Sofia Musical Society “So-
fia-Yuch Bunar”; 4 records of a Serbian orchestra with a choir under the direction of
Mr. Petar Velkov from Sofia. There are more records that have registered male and fe-
male singers — soloists: 3 records of Mrs. M. Dr. Popova from Sofia; 3 records of Mrs.
E. Pancheva from Sofia; 3 with songs by M. K. Dryanovsky, baritone from Ruse; 2
with songs by Mr. Mar. Kasabov, bass from Sofia; 1 to Mr. Iliya Madjarov from Sofia;
3 to Mr. Iv. Yovchev an “independent artist” from Sofia, 2 by Mr. Naum K. Takov,
“the blind” from Sofia, 1 to G. Kitanov, Kyustendil. Duets with and without accom-
paniment were recorded: 2 by the duet Yur. Spirov — Iv. Dimitrov, Sofia; 1 record
with recordings of the duet Yur. Spirov and Iv. Dimitrov from Sofia; 1 with one song
of the duet of Spirov and Dimitrov, and one song of M. Dr. Popova; 3 records with
recordings of a male duet in accordion accompaniment — Iv. Dimitrov, At. Stefanov
and T. Petrov. The Bulgarian part of the catalogue also includes 2 records with funny
stories by the national theatre artist Geno Kirov (Gramophon, 1908).

PATHE, FAVORITE, ODEON... AND MORE EARLY RECORDS
FROM BULGARIA

A few years after the first advertisements for Gramophone Company turntables
and records, advertisements for other competing companies appeared in Sofia news-
papers. “The latest innovation in Paris — the Pathé phonograph, with a sensitive di-
aphragm, without a needle, has 20,000 songs in all languages” was offered to the
Bulgarians from the representative of the company Kr. M. Dilovski from Orkhanie
(today Botevgrad) (Vecherna Poshta VIII/12275, 22. 12. 1907). Pathé's advertise-
ments in the following years testify that, together with the new sapphire-needle
gramophones from representative Kr. M. Dilovsky and Co. (now in Sofia) offered
new records “with the latest registrations in Bulgarian, Turkish, etc.” (Ibid. IX/3221,
04.8.1910 and following). In 1910 Poliphon gramophones were advertised to the
Bulgarian public by the chief representative for Bulgaria and Serbia, Marko Alkalay
(Ibid. IX/3158, 1. 6. 1910 and following). In the same year, the new Euphon fun-
nel-less gramophone began to be advertised in Sofia (Ibid. IX/3192, 4. 8. 1910 and
following).

According to Vergili Atanasov (Atanasov 1967: 140), one of the first Bulgarian
singers whose performances were recorded on a record by a foreign company in one of
the rooms of the Hotel Bulgaria in Sofia in 1904 was Dimitar Popivanov — a graduate of
the Prague Conservatory, at that time a music teacher, later an opera singer, professor,
one of the founders of the Sofia Opera and the Music Academy. Popivanov's name is
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not to be found among the catalogues and archives of the Gramophone Company,
but a popular scholarly book claims that in 1904 Pathé-Marconi sent three assistants
equipped with “the best equipment” who, at the suggestion of their local consultants
— Czech Kapellmeisters — called Popivanov, a music teacher, from Pleven. After some
coaxing and rehearsals, he sang the folk song “Maika Stoyana lulyala” to the metal
bugler. It is said that this was the first Bulgarian song on a gramophone record -
recorded on a wax matrix in Sofia and reproduced in Pathé's factory in Paris (Tsonev
1968: 292). 1 own a record, recorded in Bulgaria in the first decade of the twentieth
century, which shows that educated musicians, bandmasters of military bands, were
recorded by Pathé, which produced discs for the Bulgarian market in France (Pathé,
56979 G.R.No. 16822 / No. 58485 G.R. No. 16823. Paidushko Rusensko — Mus. V1.
regiment. Ruchenitsi - Muz. Brevete Disque s.g.d.g). The record can most probably
be dated to 1907-1908, when the Kapellmeister of the Musik VI. Tarnovo Regiment
stationed in Sofia was Ventseslav Kautsky, popular at the time for his concerts
before large audiences, at which his kits and the choir mentioned were performed
(Kanazirski-Verin 1947: 83-84). It is known that the French company began to seek
markets in the East after 1903, when it made its first recordings in Russia, and in
1907 it built a factory in Moscow that circulated the matrices made in France; Pathé
records and gramophones were favored for their non-replaceable sapphire-tipped
needle (Zheleznyi 1989: 61-62). The Bulgarian record is of the same type (no paper
label, with white incised Cyrillic lettering on the shellac, played inside-out) as those
made for Russia, and the popularity of the Pathé label is indicated by the transfer of
the name from the specific brand to the broader, locally popular name for shellac
disc playing devices in Bulgaria and Russia: pathephones.

Lyubomir Petrov, researcher of the early spread of the gramophone in the
Plovdiv region, comments on some early commercial recordings of Bulgarian
performers made in Bulgaria and reproduced on gramophone records, part of
the collection of the Ethnographic Museum in Plovdiv. One of the first to record
Bulgarian renaissance and folk songs in 1906 was the baritone Alexander Kraev
(Petrov 1974: 122). A series of records with labels in the colors of the national
flag with Bulgarian performers — St. I. Beshkov, the brass band of the 8th Seaside
Regiment, and the Varna City Choir, registered in Varna in 1906 or 1907, are part
of the museum's collection (Ibid. 1974: 122). Memories of the participants in these
recordings confirm facts about early recordings made by Odeon Records: the music
teacher at the Varna Male Gymnasium, Stoyan Beshkov, a singer, choir conductor
and songwriter, sang about 10 songs popular at the time with the Cathedral Choir.””
It is logical that the German company Odeon Records, which after 1904 began to
record performers from Turkey, Asia, South America and Europe (Rust 1980: 77),
should then look for a place on the Bulgarian market with records specially labelled
for it.

27 “Mari Deno’, “Lukovitsky Momi”, “Gaida’, Rubinstein's Russian art songs “Azra” and “Svatba” by
Dargomyzhsky; and conducted the choir, performing two songs from Dobri Hristov's kit “Pusti momi
zheravnenki” — see Polet X11/20, 16. 5.1977.



28

MY3UKOAOTHJA / MUSICOLOGY 32 - 2022

One of the companies associated with Gramophone Co. that distributed records
with Bulgarian repertoire and artists in the first decade of the 20th century was the
American Zonophone Record. In the archives of the Institute for the Study of Arts —
BAS there is a Zonophone record with a green label and recorded by P. Zhivkov from
Vidin, bass, songs “Cherney Goro, Cherney Sestro” and “Fair Song” performed.*®

Bulgarian repertoire recorded in the early twentieth century by the engineers
of the Gramophone Company, with performances by the opera singer Konstantin
Mihailov-Stoyan, the gadulka player Boncho Georgiev and his son Ivan, and the
orchestra of Grigor Nikolaev, also circulated by the Czechoslovak Gramola record
company. It was formed in 1922 in Czechoslovakia, a country newly established
after the collapse of the Austro-Hungarian Empire, as one of the new subsidiar-
ies of the London-based Gramophone Company. Gramola record, a subsidiary of
the Gramophone Company, had offices in Prague and Vienna and a record press-
ing plant in Usti na Lab¢, founded in 1926 (where Supraphon records would lat-
er be made). Together with Electrola, a German company founded in 1925, also a
subsidiary of Gramophone, the two circulated records made by the Gramophone
Company before World War I - records by Enrique Caruso, Leo Slezak, and others
(Friedman [-]). Among the records preserved in the Archives of the Institute for the
Study of Arts - BAS, there are two with the Gramola label with recorded Bulgarian
folk songs by the opera singer Konstantin Mihailov-Stoyan: “Manush Voyvoda” and
“Hayde, ne plachi, mila mome” (Gramola record, Catal. No. 10-12404, Matr. No.
13754 /13755) and “Zaplakala e vdovitsa na Makedonskata granitsa” and “Zaplaka-
la e gorata” (Gramola record, Catal. No. 10-12302, Matr. No. 13752/13753). They
are of the type circulated in the second half of the 1920s in old recordings of the Bul-
garian opera singer made between 1908-1909 (the label identifies the artist as “the
Ist Bulgarian opera singer” — Mihailov-Stoyan was among the founders of the first
Bulgarian Opera Society, which he led until his death in 1914 - see Andreev 1967).

Among the records with the earliest recordings of folk music from Bulgaria are
those with the label Favorit Rekord. The Favorit stock company was founded in Ha-
nover, Germany, in 1905-1906. The Bulgarian series has a black label with small stars
above the inscription. The Favorit records were recorded by: the “Shop” orchestra,
the singers Dorothei Vasilev, Tsonka Vasileva, Milan Sirakov, Sofitsa Kuzmanova,
Maryika Kovacheva, Natalia Dimitrova; the bagpiper Slavi Velev; unknown zurna
and drum players, gypsy bagpipe and zurna players. Favorit Rekord is the only com-
pany from the early twentieth century that inscribes the date and place of the record-
ing on the label of the records. For example, the two records from the Ethnographic
Museum in Plovdiv with recordings of songs sung by Dr. Nedkov, accompanied on
the piano by Angel Bukoreschliev (“Ne plachi, mayko”, “Milkano Mome”, “Moy-
ta bashtinia mila” and “Otdolu idat Seymeni” — Favorit Rekord, Cat. No. 1-105-
524/525), have the date and place recorded on the label: June 10, 1910 in Plovdiv
(Petrov 1974:122).

Lyubomir Petrov, a researcher of the early distribution of the gramophone in
Plovdiv, found a rare example in Bulgaria of a local businessman who did not work

28 Zonophone, No. X-2-102129/102130.
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for any of the major companies recording and issuing records. In addition to the
records found in the archives of the Ethnographic Museum, Petrov substantiates
his discovery with data from the collection Memories of the Musical Life of Plo-
vdiv, where there is information that the first recordings in this city were made in
1908-1909 in front of the equipment of the local trading company Kuyumjian. The
singer P. Malchev, known as a performer of romances and arias, was surprised with
the offer to record folk songs and recorded four of them, which were circulated by
the commercial firm “Sarkiz Kuyumjiyan”, which developed a new activity (the press
advertising at that time presented the firm as an “Anglo-Bulgarian company” with
branches in Sofia, Ruse, Varna and Plovdiv for industrial goods and fashion items
— (Vecherna Poshta X/324S, 29. 9. 1910) because of the great demand for records
with Bulgarian folk music. Instead of the company's label, the labels in black bear the
inscription “An assortment of Bulgarian folk songs”: “Haidut Velko” and “Marinite
ochi’, performed by P. Malchev (baritone), Matr. No. 17018/17019; “Velo mome”
and “Stoyan mami dumashe”, performed by P. Malchev. Malchev (baritone), Matr.
No. 17026/17027 (Petrov 1974: 123-125).

THE BULGARIAN REPERTOIRE

Observation of the repertoire recorded in Bulgaria by Bulgarian artists during
the first decade of commercial recording is largely consistent with the picture of ear-
ly recordings in neighboring Slavic countries. As has become clear, the first sound
recordists were foreigners, emissaries of major Western companies, who made their
recordings in the largest Bulgarian cities, where it was more convenient to travel and
more profitable to find artists who would attract local audiences. In the early years
of the gramophone industry, the main consumers of gramophones and records were
members of the local middle and upper classes, who had the means to purchase
the expensive equipment of the time — before 1910, the price of a simple gramo-
phone was as much as the monthly salary of an elementary school teacher, and by
the 1930s it had fallen to 2-3 daily wages for a worker (Georgiev 1983: 272). Both
Western and Bulgarian audiences were bombarded with advertisements, comparing
the feeling of recorded music as an experience of “first-rate opera” and gramophones
as equating their owners with aristocrats, lords of the world's palaces — a full-page
newspaper advertisement featuring images of “Their Majesties” recommended that
local audiences buy the Gramophone Co's Lord and Monarch gramophones, along
with records by world stars Caruso, Chaliapin, Melba, Adelina Patti ( Vecherna Poshta
V/103S, 12. 7. 1904; ibid. IX/2636, 6. 1. 1909). But the targeting of high artistic
tastes followed the tried-and-tested tactic of companies seeking out local artists and
repertoires that would be popular with the target group of gramophone “hardware”
and “software” in the new territories: since Gramophone Co. catalogues already con-
tained recordings by world stars like Caruso and Chaliapin, local catalogues had no
need to repeat their songs. Bulgarian opera singers were recorded with a local reper-
toire — folk songs (more urban than rural), but arranged and harmonized songs and
dances. The emic-concepts that express the inner musical face of the “first Bulgari-
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an modernity”, according to Lozanka Peycheva, are: “original songs in folk spirit”,
“Kapellmeister's medleys”, “composer's arrangements”; the local repertoire is in fact
not so much folk, traditional music, as a type of folklorism (2008: 47-57; 2019:
73-87; 176-192). Similar tendencies can be observed in early gramophone record-
ings by Slovenian, Croatian, Bosnian, and Serbian artists. “Folk music” was recorded
by opera singers, actors, and chamber vocal ensembles that followed the aesthetics
of Western music, and as a result the recorded repertoire contained more folklorism
and romantic nationalism behind the labels “folk” (Pennanen 2007: 138-141; Ku-
nej 2014: 147-149).

The first recorded voices and repertoires were of famous local singers and cham-
ber formations, representatives of the city intellectuals: opera singers (Konstantin
Mihailov-Stoyan, Alexander Kraev), figures of musical enlightenment — teachers,
composers and conductors (Dimitar Popivanov, Stoyan Beshkov, Angel Bukoresh-
liev), duets of singers, choral formations of probably note-literate amateurs (Choir
of the Sofia Music Society “Sofia Yuch-Bunar”). Some of the songs recorded are folk
songs, but harmonized and sung in piano accompaniment (“Zaplakala e gorata” and
“Manush voyvoda” — the theme of the songs recorded by Konstantin Mihailov-Stoy-
an is haydushka-romantic and ballad-heroic, the opera singer is accompanied on pi-
ano in the recording by his accompanist Vyara Stoyanova; the Dimitrov-Stefanov
duet records popular folk songs with an urban intonation, such as “Momiche malak
dyavolo”, accompanied by accordion). Many of the songs recorded as folk songs are
original, of the “sung poetry” type (“Ya naduy dyado kavala”, recorded by Mrs. Dr.
Popova — based on poems by Hristo Botev; “Nani, nani”, recorded by R. Panayotova
— based on the poems of Lyuben Karavelov; “Ne plachi, mayko” — sung by Dr. Ned-
kov, accompanied on piano by Angel Bukoreshchliev — based on a poem by Hristo
Botev). An example of folk songs recorded by members of the urban intelligentsia
are Elena Pancheva’s performances recorded in 1906 on two Gramophone records
donated by the singer's grandson, the composer Vladimir Panchey, to the Institute
for the Study of the Arts. Elena Pancheva was born in Tulcha, Northern Dobrudzha,
into a wealthy merchant family. From a young age she lived in Sofia, was educated in
the Sofia highlife, then graduated from a boarding school for noble young ladies in
Kyiv, where she studied music. Her heirs know that she was musical and famous as a
singer. Although she neverlived in a village, she loved and performed Bulgarian tradi-
tional village songs. The songs she recorded for Gramophone are “Tamburice, moja
dengubice” and “Dano, Danice” (Gramophone Company — GC 3-13771/13772)
and “Ya, vikni, Slavke, zapey” and “Radke le, konakchiyke le” (Gramophone Com-
pany — GC 4-13030/13031). The impressive musicality of the Panchevi family and
the inherited tradition are a testimony to the attitude of the Bulgarian intelligentsia
of the early twentieth century towards folklore, which will find new expressions in
the next generations (Valchinova-Chendova and Naydenova 2008: 12-13).

Many of the early gramophone recordings are of orchestral formations of profes-
sional, note-literate musicians who found realization by performing art and military
music (Music of the NTSV's Lieb-Guard Squadron with Kapellmeister Alois Mat-
sak, Music of the First Cavalry Regiment with Kapellmeister Todor Hadjiev, Music
of the Sixth Infantry Regiment with Kapellmeister Ventseslav Kautsky). The reper-
toire recorded on gramophone records by the military bands, which is placed under
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the labels “Bulgarian” and “folk”, is eclectic — urban songs of rural origin; medleys
of rural, revival and urban melodies; melodies popular from the practice of mili-
tary bands, etc. (Valchinova-Chendova 2000: 111-112). The discography of early
recordings gives access to the repertoire current in those years with the suggested
titles of “folk tunes”: “Kitka”, “Kitka ot hora i pesni”, “Makedonsko horo”, “Rachenit-
sa’)Selska svatba’, “Boryano, Boryanke”, “Nova cheshma se napravi’, “Tsaribrodsko
i paydushko hora”, “Staro balgarsko horo”, “Shumensko horo”, “Mari Dimitro, le”,
“Slatinsko horo”, “Naroden buket”. The people's favorite dances are not so much the
local village dances as the traditional dances of the whole Balkans, inherited from
the Ottoman past or brought across the Danube: “Kokonsko horo” (Kokoneshte),
“Kasapsko horo” (Kasapiko, hasap avasi), “Svishtovsko horo”. In the memoirs of the
journalist Georgi Kanazirski-Verin, he describes the taste of the audience of the early
twentieth century for military music, marches, medleys, sound pictures: “The peo-
ple of Sofia did not have very refined musical taste. On the small elevated platform
in the City Garden opposite the War Ministry, the military music of the 6th Infantry
Regiment, conducted by Kautsky, was played twice a week. When he knew the brass
band was playing potpourri from Aida or from Traviata, the listeners were not very
attentive, but if any ruchenitsa or horo was played, countless listeners with smiling
faces gathered around the music. And Kautsky was obliged to put two or three hora
or as many ruchenitsi dances in each of his programmes. The Paidushko horo was
especially liked... These musicians patiently, playing folk music, gave us a little West-
ern-European music by the spoonful every hour, and increasing the dose gradually,
got used to where to listen to art music, and even did it quite pretentiously. Today
there is already a real musical audience formed in Sofia” (Kanazirski-Verin 1947:
83-84).

Along with folk and “light” art music, early recordings included then-popular
Western European music, which in the early twentieth century became associated
with modern foreign dances, such as the waltz, polka, Pas d'Espagne, and quadrille,
which audiences loved to hear and play, alternating them with hora and ruchenitsi
dances (Kanazirski-Verin 1947: 98-102). Among such recorded examples are those
included in the repertoire of military bands (Music of the 1st. Cavalry Regiment,
the Music of the Leibgguard of the National Cavalry Regiment), salon orchestras
(Schwertner's Orchestra — a string orchestra led by a Czech musician, then play-
ing in the restaurant-drinking house “Batemberg”, before him there were playing
“Tamburashka Society”, their repertoire was Viennese waltzes, military marches,
folk medleys), folk orchestras of modern Western instruments (Orchestra of the
“Shop” troupe under the direction of the Kapellmeister N. Krastev): “Rozova do-
lina” — waltz, “Tonkinoaz” — march, “Proletno tsvete” — waltz, “Uchitelski marsh”,
etc. A similar mixed repertoire was provided by the then fashionable tamburash or-
chestras, initially formed by Croatian migrants, which were soon made up of Bul-
garian amateur musicians (First Bulgarian Tamburash Society — “Svishtovsko horo”,
“Paidushko horo”, “Shumi Maritsa” — national anthem, “Napred, Balgario” — march).

Among the first recorded instrumentalists there were folk and town singers who
accompanied themselves (Dorothei Vasilev - singer and violinist, part of the orches-
tra “Sofiyski Shop”, later made recordings of urban, revival and humorous songs).
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Although few in number, at the beginning of the twentieth century commercial
gramophone recordings recorded local rural traditional music and instruments: bag-
pipe (Ivan Hristov from Slatina), ocarina (Vasil Stamenov from Leskovets), gypsy
formation of zurna players and bagpipers.

CONCLUSION: WHY 1S IT NECESSARY TO EXAMINE AND COMPARE
EARLY RECORDS?

Why is it necessary to examine and compare early records? Do commercial re-
cordings and discography have a place in ethnomusicological research? This ques-
tion has already been answered by researchers whose texts point to the value of com-
mercial recordings of folk, popular, and more recently art music and the possibilities
they offer for ethnomusicological, interdisciplinary, cultural, historical, and anthro-
pological research (Malm 1992; Gronow 1996; Pennanen 2000).

The proposed article presents the early history of sound recording in Bulgaria,
describing the sound and discographic, musical and verbal evidence for the first
decade of the local history of commercial gramophone recordings. The Bulgarian
case does not differ in principle from the model of entry of the record industry on
the periphery of Europe and the Orient. According to Pekka Gronow, the global
record industry grew from the early twentieth century until the First World War
(2014: 32-33). Local markets are dominated by global companies that, in order
to sell their turntables, through their regional branches and representatives record
and distribute records with local music as a personalized repertoire (Malm1992:
350-352; Gronow 2014: 37). In Bulgaria the first is the British Gramophone Com-
pany, followed by the French Pathé and the German Odeon, Favorit and others.
There is a lack of complete and accurate information on the number of recordings
and circulations of the early 78 rpm Records in Bulgaria, but it can be assumed that
there are several hundred units with recordings of Bulgarian artists and repertoire:
only Gramophone records described in Alan Kelly's On-line Database there are 575
recorded units from Bulgaria in the period 1903-1911 (Kelly 2021). At the begin-
ning of the research on early commercial recordings in Bulgaria I pointed out several
collections, the complex research of which is in progress: the sound archive of the
Institute of Art Studies — BAS, Golden Fund of Bulgarian National Radio, Plovdiv
Regional Ethnographic museum (Dimov 2005). To these scientific, museum and
media collections should be added private collections (one of the richest Collection
of Bulgarian 78 rpm Records is the American collector Larry Weiner, with whom I
collaborate). My research of commercial gramophone records, as my first experience
in Bulgaria, is in a field with many white fields. Although based on a fragmentary and
mosaic base, it provides enough information to outline several features of the Bul-
garian case and comparisons with the sound recordings in related and neighboring
countries. During the first decade of commercial registration, Bulgarian registrations
took place in major cities (Sofia, Plovdiv and Varna). Capitals and cities are the first
places to record in other Balkan countries (Zagreb, Belgrade, Sarajevo, Ljubljana,
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Thessaloniki, etc.). Among the early Bulgarian records there are dozens of registra-
tions of traditional rural music, instruments (bagpipes, bagpipes, ocarina, zurna)
and musicians not only from Sofia (catalogs specify for some musicians that they are
from smaller cities: Kazanlak, Lyaskovets, Orhanie); some of these musicians and
formations (zurnadzhii, bagpipes and zurna) are presented in the catalogs as gypsy
musicians (Kelly 2021).

The observations confirm what has already been noted in ethnomusicological
research of recorded music: the market interest of international companies makes
commercial recordings of local music, fixed sound, albeit outside its natural con-
texts, a valuable object for ethnomusicological research (Ceribasi¢ 2021: 327-328).
The above confirms the view that 78 rpm shellac records are the largest sound ar-
chive in the world (Gronow 2014), which has not yet been collected, described and
analyzed in Bulgaria. Among the nearest perspectives, as the next step in conducting
research on Bulgarian early commercial records, I see the task of analyzing a visible
and preserved in the scientific sound archive of the Institute of Art Studies-BAS col-
lection of sound carriers, which is in the process of digitization. The earliest recorded
sounds will be interpreted in the context of their functioning as part of the music in-
dustry (discography, catalogs, commercials) and through their public images in the
print media. Publications in newspapers and memoirs which contain information
about the reception (spaces and audiences, discourses of power relations, ethnicity,
nationalism, identity, etc.) will also be the subject of research. Along with the sound
and verbal sources, visual testimonies will be interpreted: records on gramophone
records, advertising images, photos. Last but not least — the review will include the
historical characteristics of the collections of records: when, how, by whom the ar-
chive was collected; the peculiarities of private collections and the personal keys to
them in the figure of collectors.

Recordings and their accompanying documents (labels, catalogues, advertise-
ments) are important sources for the study of discography, but not only that. Re-
cordings are part of the music industry — their study will illuminate the local char-
acteristics of the first steps and the development of the global cultural and media
industry. Their functioning as the use of the gramophone and gramophone records
clarifies the practices of musicing in Bulgarian towns and villages in the early twen-
tieth century. Registered artists — singers, pipers and orchestras, professional and
amateur musicians, from town and village — are a personal key to musical life then.
The recorded repertoire and the dynamics of art and folk, of European and oriental
idioms, of styles and genres of the rising world popular music and its local variants
can be interpreted in relation to the transformations of the oral tradition, as well as to
cultural exchanges with the traditions of the region's neighbors and European influ-
ences. Recordings and secondary sources of their functioning (journalistic publica-
tions, memoirs, memoir literature) can provide valuable evidence about the recep-
tion of early media music, its audiences, and the sonic spaces of celebration and ev-
eryday life. I agree with Rebeka and Drago Kunej's observation that old gramophone
records represent only what was popular at the time they were recorded and are not
influenced, unlike field recordings made for research purposes, by the synchronic in-
terest of researchers who record only what they think is important (Kunej, R. 2013;
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Kunej D. 2014). More resources and directions for readings can be added to this
unexpected advantage: such as iconic images, symbolic capital, sources for historical
anthropology, time machines, production of sound spaces, representations, etc.
Digitization processes in sound collections and archives and the philosophy of
open access are a catalyst that can breathe “new life” into old recordings, open new
doors to future research, and change the conservative mindset of the researcher.

ILLUSTRATIONS
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Figure 1. The merchant representative of Gramophone Company Max Weber (Ruse-Sofia) advertises
the turntables with information that he offers records in Bulgarian (Vecherna Poshta 26. 8. 1904).
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Figure 2. The Bulgarian catalog of Gramophone
Company from May-December 1908.

Figure 3. Pathé, 56979 G.R. No. 16822. Paidushko Rusensko

- Mus. VI. regiment, probably 1907-1908 (Private collection
of the author).
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Figure 4. Zonophone, No. X-2-102130. P. Zhivkov from Vidin,
bass, sing "Fair Song"; (Sound archive of the Institute of Art
Studies — BAS).

Figure 5. Gramola record, No. 10-12302. Opera singer Konstantin
Mihailov-Stoyan: "Zaplakala e vdovitsa na Makedonskata granitsa”
(Sound archive of the Institute of Art Studies-BAS).
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BEHITICAAB AYUMOB

[IPATERM LIPHY CIIUPAAY: CTAPY TAACOBU, HOBU KUBOT
(KA ICTOPUJATY PAHUX KOMEPI[UJAAHUX
IPAMO®OHCKHUX ITAOYA ¥ BYTAPCKOY))

(PE3UME)

Hajpanuju cayyBanm 3ByYHH AOKa3 O MY3HIM M My3udapuMa M3 Byrapcke Hasasu
Ce Ha KOMEpILHjaAHUM IpaMOQOHCKMM IAodama c moyerka XX Beka. Mako cy
jeAMHCTBEHH M3BOPH 32 €THOMY3HKOAOIIKA M HCTOPHOrpadCKa UCTPAKUBAKHA, OBU
KOMEpIIHjaAHH CHHMIIU CY MaAO IIO3HATH U TOTOBO HempoydeHH. OBOM IPHAUKOM
MaXKha je yCMepeHa Ha caM IoYeTak, Ha MPBY ACLIEHH]y KOMEPIHjaAHUX CHUMAmba
U ImybAMKOBama rpaModoHCKuX maoda y Byrapckoj. OcHoBa 3a mcTpaxkupame Cy
3BYYHHU U3BOPHU — IAOYE M3 HAYYHUX U My3ejc1<1/1x apXyBa M IIPUBATHUX KOAeKL[I/Ija,
a obyxsaheHu cy 1 KaTaA03M AMCKOTPadCKUX KOMIIAHH], €TUKETe C FPAMOYOHCKUX
IIAOYA, AOCTYIIHe AMCKorpaduje u nparehe HHOpMAIMje — TEKCTOBU M peKAAMHE
CAHMKe M3 HOBHHA, MEMOApH X MeMOapCKa AUTEPaTypa, KA0 IPUMAPHHU H CEKYHAAPHH
u3Bopu. CBPCHCXOAQH eTHOMY3HMKOAOLIKH IIPHCTYI OCTBapeH je KOMOMHAIMjOM
PA3AMYHTHX UCTPAKUBAUYKIX METOAQ: €THOTPAdCKUX, HICTOPHjCKUX, AUCKOTPadCKHUX,
KYATYPOAOIIKHX, AHTPOIIOAOIKMX. HakOH KOHTeKCTyaAn3oBama mopcehamem
Ha YCIIOH AMCKOrpadcke MHAYCTpHje U I0jaBy rpamo¢oHa Ha Baakany, maxma je
yCcMepeHa Ha KOMITAHHje Koje Cy H3AaBaA€ ITAOYe Ca CHUMIJMA OyrapCKHX yMeTHHKA:
The Gramophone Company, a notom u Pathé, Favorite, Odeon. IToMeHyT je BeAnku
0poj My3H4apa KOjH Cy CHIMAAH IIAOYE, YKA3aHO je Ha IIpoLiec IpodecroHaAn3aLyje,
pa3MaTpaH je pereproap KOjH Cy OBEKOBEUHAM OPOJHH COAMCTH M aHCaMbAm. Y
3aK&y4Ky je MCTAaKHyTa Ba)KHOCT NpPOYyYaBama PaHMX KOMEPIMjaAHHX CHHMAKa,
HOCeGHO y OAHOCY Ha PasBoj IOIYAApHe KyAType y Byrapckoj y roaunama xoje cy
nperxopuae [IpBoM cBeTCKOM pary, Ha (MHTep)KyATypaAHe MHTepakuuje, usbope
usMel)y 3amapHMX M AOKAAHHX, CAOBEHCKHX M OAAKAHCKHX eAeMeHATa M KBAAUTETA.
OBa npoAyKqua yTHIaAQ je Y Ha TPAAUIMOHAAHY MY3UKY Y HETPAAUIIMOHAAHUM
MOAEPHHM KOHTEKCTHMA U Ha YMETHHUYIKY MY3UKY Y IIOITYAQpPHUM KOHTEKCTHMaA.
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ABSTRACT

The study of gramophone records is important when acquainting oneself with
Mijat Mijatovié¢ (1887-1937), who strongly impacted so-called folk music in the
Kingdom of Serbs, Croats and Slovenes / Yugoslavia, considering the importance
of the records he released during his career. His opus of commercial recordings is
the largest of the interwar period in the area and, therefore, it is highly indicative
when considering the correlation between the early music industry and ‘local’
culture as a glocal topic. In this study we present numerous sources and a complex
critical analysis that resulted in Mijatovi¢’s discography. Special attention has
been paid to record companies, the chronology of recordings, the repertoire and
collaborating musicians, thus mapping the potential of discography for the study
of recorded music and cultural history.

KeywoRrbDs: Mijat Mijatovi¢, discography, the study of recorded music, shellac records /
78 rpm records, music industry.

ATICTPAKT

INpoy4aBame maoda cprckor mesada Mujata Mujarosuha (1887-1937) oa
3HaYaja je 3a YIO3HABAME AMYHOCTU KOja je CHAXKHO OOeAeXHAA T3B. HAPOAHY
mysuxy y Kpasesunn Cp6a, Xpsara u CaoBenama / Jyrocaasuju. Fberosa
npoaykumja moda Hajseha je y meproay usmely ABajy cBeTckux paToBa Ha OBOM
MIOAPYYjY, Te je BPAO MHAMKATHUBHA 3a CarA€AABame KOpeAaljuje paHe My3HuKe
HMHAYCTPHje U OBAQAIIEE KYATYpe, K0 TAOKaAHe TeMe. Y CTYAUjH Ce IPeACTaBAsajy
OpOjHM U3BOPH M CAOXKEHA KPUTHIKA AaHAAU3A KOja je Boanaa ka MujaTosuhesoj
auckorpapuju. ITocebma maxma mocBeheHa je wM3paBadMMa, XPOHOAOTHjH
CHHMamba, PeIIepToapy U My3HIKIM CAPAAHHIINMA y H3BOleBHMa, KA0 MAIIUPAIsy
MOTeHIIUjaAa AMCKOrpaduje y IpaBlly CTyAMja CHHMA€HEe My3HKe U KyATypHe
ucTopuje.

Knoy9HE PEYU: Mujar Mujarosuh, suckorpaduja, CTyarje CHUMbEHe My3HKe, LIEAAK

naove / maove Ha 78 o6praja y MumyTH (0/M), My3HUKa HHAYCTPH]a.
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1. YBoa*

Mecro puckorpaduja y HayyHMM MCTpaKMBamHMa My3HKe IIOBE3aHO je C
BpPEeAHOBambeM KOMEpIMjaAHHX ayAuO-CHUMaKa My3HKe Kao BpcTe uspopa. HMako cy
AyTO 6uAM Ha MapryHH, HOBHja NCTPa)KHMBaba AAAd Cy UM y6eAA;I/IB AETUTUMMUTET,
nocaepanaHo apupmumyhu u suckorpaduje. Baxxro je UMaTh y BUAY Aa ce HaydHO
peseBaHTHe AMCKOrpaduje pPasAMKyjy OA KaTaAOTa AMCKOTPadCKUX H3AAMbA,
KAKBH y GMOAMOTEUKOM KOHTEKCTY CAyXe Aa 00e3bepe MHPOpManuje O 3ByIHOM
Meanjy u mpareheM MarepujaAy, Kao M OA KaTaAora IIpoHM3BOhada M IpopaBala,
KOju AUCKOTpadCKa U3AAKA MPEACTaBAAjy KAO TPXKHUIIHU AaPTHKAA (Weber 2001).
OmHe cBe Te IOAATKE NPOAKTHUBHO OOjEAMEYjy: H3AAE OICYjy KAO IIPOU3BOA
My3uuKe / KyATypHE MHAYCTPHje, MIUPOKO KOHTEKCTYaAn3yjyhu aHaAm3e MysHKe C
KOMEePIHjaAHUX H3AAEba KA0 MeAHjaAu3oBaHe ymeTHuuKe nopyke. (Pe)koncrpykuuje
TaKBUX AMCKOT'PadHja, HAPOUUTO KAAA je ped O M3AABUMA C II0UeTKa AUcKorpadcke
HMHAYCTpUje, 3aXTeBaH Cy [10CA0, TUM BHIIIE aKO je Ped O MHOHUPCKUM ITOAYXBAaTHMa Te
Bpcre y oppehenoj cpeannn n(am) cdepu mysuxe.

Mako ce pas3Aa0o3u AMCTaHIle My3HKOAOTHjeé M €THOMY3UKOAOTHjE€ Yy OAHOCY
Ha CHHMMKe My3HKe C KOMEpPIMjaAHHX H3pamba Kao rpalie AOHeKAe pasAmKyjy,
CXOAHO CHeIMPUYHUM AUCIHUIIAMHAPHUM €IHMCTEMOAOTHjaMa M AOMHMHAHTHHM
METOAOAOTHjaMa, YHHH Ce Ad CaBpeMeHe CTYAUje CHUMAEHe MY3HKe AOIPHHOCE
6pucamy rpanuna usmeby ,cecrpunckux AucnunamHa’ (Greer 1997), xao u
apupManuju UHTEPAUCLIUIIAMHAPHOCTH y IPOyYaBaly OAHOCA MY3UKe, YOBEeKa M
Apyurrsa. I1ako 0BO Hay9HO IIOA€ YKy Iyje HCTPAKUBAMKA OPOjHIUX TEXHOAONIKUX U
KyATYPOAOIIKHUX aclleKaTa My3HKe CHUMAEHe 3a KOMepIIMjaAHa H3AAkha, OHO AOHEKAE

4 OBacTyaHja pe3yATar je CApaA bt KOje Ce HCIIOCTABAA)Y Y30PHHM, ITa K He3a00MAA3HIM KAAd je Ped 0
Hay4HOM ITpOydaBarsy maoda. Hanme, ocnosuu xopyc rpabe u auteparype o6es6elen je kpos capasmy
KOAEKIIMOHAPA U BAHMHCTUTYIIMOHAAHKX HCTpaskuBada auckorpaduje A. TToxpajia u C. Cracojesuha,
Kao ¥ KPyTa HHXOBHX KOAETa — [I03HABAAAIIA PaHe AMCKOrpaduje, mpe cera Muaana Muaosanosuha,
KOjU HAC je IIPepaHO HAIyCTHO M KoMe mocBehyjemo oBaj paa. IToce6GHa 3aXBaAHOCT 3a capapmwy y
10j dasu npunapa Cruseny Koso6apuhy (Steven Kozobarich) n Hukoan 3exuhy. Cpcucxoatom
CHCTEMATH30Bakby IIOAATAKA, IUXOBOj AHAAM3H I YOOAMYaBaIy CTYAUje KSYIHO je AOIIPUHeAa AP AaHKa
Aajuh Muxajaosuh, ernomysuxoaor. Pap mene mariane HHO ¢unancrpa MuHECTapCTBO IPOCBETe,
HayKe U TeXHOAOMIKOT pasBoja Pemybanke Cpbuje (PC), a ucrpaxusame Auckorpapuje moce6Ho je
noapxaHo kpo3 npojexkar APPMES, ¢unancupan op crpane Qonaa 3a mayky PC.

Pasanuute BpcTe momohy Cy HaM TOKOM MCTpaXKHBamba M yoOAHYaBaba TeKCTa Mpyxuan (asbyqHum
peaom): Mp Becna Anekcaraposuh, Aapa Aukos, 3opan Beasanosuh, mpod. Ap Cemup Bpanuh, ITayansa
Aammanosuh, Ayrmja 3ope, Cama Qennxc Janom, nnr. Besxo Aunosmhak, Mp Maprun Mejsp, Ap
Bumana Muaanosuh, Bumu Hayunu capasuuk, lopan [eaesuh, mpod. op Pucto Ilexa ITenanen (Risto
Pekka Pennanen), op JKenxa Paposunosuh, Ap Harama Pesun, Aruaa Tammaaun (Tasnddy Attila),
Kpucrujan Lsapr (Christian Zwarg), npod. Ap Hauaa Llepu6amuh, 3a kojy ©M 1 0BOM IIpUANKOM
H3PAKABAMO HCKPeHY 3axBaAHOCT. CaXeTOCT 3aXBAaAHMIIE YCAOBAEHA je YKYIIHOM orpaHudeHouthy
TEKCTa, a YIPaBO je y CYIPOTHOCTU C BEAUYMHOM IIOMITOBAKA 33 OCTBapeHe capasme. BepyjeMo aa
Cy mpogecHOHAAHOCT ¥ A0OPOHAMEPHOCT Ha KOjHMA Ce OHE TeMese TapaHIinja PasyMeBarba M 3a OBaj
KOMIIPOMIIC.

Beoma cMO 3aXBaAHH U peljeH3eHTHMA OBOT Paad 32 MocBeheHo KPUTHYIKO YnTarbe H APArolleHe CaBeTe.
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IOTEHIMPA OKOAHOCT AQ je ped O MEAMjaAM3OBAaHO] MysuIiM, cKkpehe maxmsy Ha
CHHMame Kao BPCTY HHTEPBEHIHje U MeAHj Kao MocpeAHHKa. 13 eTHOMy3uKoAomIKe
nepcrekTuBe ce HasuB Aucuunause the study of recorded music (ym. Bayley
2010; Cottrell 2018) — cryanje cHEMMeHe Mysuke, YMHH y oApeheHom cmucay
PeAYHAQHTHHIM 360T y 0BOj HayIM yOOHUYajeHOT OCAaIbatha Ha CHIMKeE — [IPBEHCTBEHO
TepeHCKe, AAU ¥ CHUMKe C peCTHBaAA U OHE HACTaAe ¥ CTYAMjCKMM YCAOBUMA. Y TOM
cMucAy oceha cemoTpe6a3a AOAATHOM OAPEAHHUIIOM O AU epEHTHOM MOTHBY Y OAHOCY
Ha INPUMapHO AOKYyMEHTapHAa CHHMMama — KOMEpIIMjaAHO 3aCHOBAHUM OAHOCHMA
My3H4apa, IPOAYLIeHATa U ITy OAVIKe, ITOIY T CTYAHje KOMEPYUjAAHO CHUMbeHe MY3HKe.
KonauHo, y mpaBIfy Koju Kao CAOXKEHHI]A HA3HA4aBa APYTH, Takohe cpasmepHO
IPUCYTaH TePMHH y aHTAOYOHOM AUCKYpCy phonomusicology — ‘poHoMy3ukororuja’
(yn. Cottrell 2010), xao npakrudas, na 1 MehyHapOAHO MPUXBATAMBHUU YHHH Ce
TEPMUH AHCKOAOTH]ja, U3BeAeH II0 Beh II03HATUM IPHHIIUIIMMA U3 TPUKOT AUCKOC,
a QHAAOTHO OIITENO3HATOr AMCKOrpaduja’® Y OBOM TPEHYTKY MPHKAABAMO Ce
AUMPEKTHOM IPeBOAY IPeIO3HATAUBOT Ha3UBA AUCITHIIAMHE C HACjOM AQ IPUMapHO
3aroBapaMo MHKAY3HBHOCT €THOMY3HUKOAOIIKHX HCTPasKHBaKha 32 CBE BPCTe 3BYJYHHX
AOKyMeHara.®

MaprusaanzoBaHoct xopumhema AHCKOTPadCKHX HM3AAMA Kao H3BOpa
Yy eTHOMY3HKOAOIIKMM HCTPRXHMBABUMAa MY3HKE y Be3H je C METOAOAOIIKOM
AOMHHAIIMjOM TEepPeHCKMX HCTpaXuBama y oBoj Haynu. Ilaxma 3a mocaepure
H3MeIITama POAKAOPA Y AOMEH MAacOBHE, MEAMjCKe U IIOIyAapHe KYAType, KOjy
je QOAKAOPHMCTHKA IMOKAa3aAa joOII CPEAMHOM IPOUIAOT BeKa, Te IIOTOHe IIHpe
INpeUCIHUTHBAKe IOTEHIMjaAa HOBUX MEAHja M OAHOCA Pa3AMYUTHX THUIIOBA
PeKoHTeKCTyaAu3anuje GpOoAKAOpa, Ka0 U IMHOHHMPCKA IIPOyYaBama AMCKOrpaduja
TOjeAMHMX MY3MYKHMX u3pasa (MOmyT pesa), Tek modeTkom 21. Beka A06MAM cy
3HAYAJHUjU OAjeK HA IOAY MPOYYABaHa HAPOAHE My3HKe Y HAjUIMPeM CMHUCAY.
Haposesyjyhu ce na nuonupcke noayxsare ose spcre (momyt Buli¢ 1980), masxma
3a AuCKorpadujy y peruosy jyroumcrouHe EBpome pesyATHpasa je 3HAYajHHjOM
HayyHOM mpopykuujoM.® BaskHocT Amckorpadckux usBopa morsphena je kpos
npoyuaBama peHomena rpapcke (mapoare) mysuke (ym. Dimov 2012; Aymuuh
2013; Aymunh Buaorujesuh 2019), na u xpos ucropuorpadeke cryauje (Iloxpajan
u Ap. 2014). Pactyhe yBaxaBame KOMepIjaAHIX H3AAba KAO H3BOPA TIOACTAKAO je
MHTepecoBatbe 3a OBy BPCTy HcTpaxuBama 1y Cpbuju (Radinovi¢ and Milovanovié

S Hapasno, moppasymeBa ce MeTaGOPHIHOCT OCHOBE AUCKOC, KOja Ce HH Y AMCKOTpaduji’ He OAHOCH
CaMo Ha OKpyTAe HOcade 3ByKa, Beh Ha ayAHO-M3Aaba PA3AMYMTA IO BPCTH/ 0OANKY MeaHja.

6 33.XBanyjeMo Ce jeAHOM OA pelleH3eHaTa Halllel paAd, KOjUu je AeTamsHUM KOMEHTapUCamheM
TEPMHHOAOLIKE TPOOAEMATHKe YTHIA0 Ha KOHAYHEe H300pe y OBOM Pay.

7 Y. Gronow and Englund 2007; Takobe eaunmja Contributions to the History of the Record Industry
/ Beitrége zur Geschichte der Schallplattenindustrie (The Lindstrém Project), auju TomoBH cy mocseheru
PABAMYMTUM TeMaMa Be3aHHM 3d HHAYCTPHUjy IPaMOpOHCKHUX IIAOYA.

8 C moueTka MOjeAMHAYHO MHTEpecOBame 3a MPOAYKLMjY MAOYA C MY3HKOM C OBOT moApydja (ym.
Pennanen 2003, 2005; 2007; 2016), npepacao je y THMCKe mpojekTe: y /oybmaHu je Takap mpojeKar
peaansosa y nepuoay 2009-2012 (s: Traditiones 2014; Kunej 2014, 2017); y 3arpe6y ce canuan
npojexar ympaso peaausyje (8. IEF 2022), a y Beorpaay je A€0 akTyeAHOT IIMper IPOjeKTa y AOMeHy
IpuMerbeHe Hayke (B. Aane).



45

LAJIC MIHAJLOVIC, POKRAJAC AND SPASOJEVIC
GRAMOPHONE RECORDS OF THE SINGER MIJAT MIJATOVIC

2016; Aajuh Muxajaosuh 2017;2021; Aajuh Muxajaosuh u Hophesuh Beanh 2016).
IIpeAMMHHAPHU PEe3YATaTH MOACTAKAU Cy OCMUIIAABAIbE IIMPEr HCTPaKUBAEA
y oxsupy mpojexra Applied Musicology and Ethnomusicology in Serbia: Making a
Difference in Contemporary Society (2022-2024), kojeM je jeaaH o LjumeBa paa Ha
AHUCKOrpadujaMa My3HYapa OA 3HAYaja 3a CPIICKY KYATYPY KpO3 T3B. CApapHHUKO
uctpaxusamwe (enra. Collaborative research), ka0 1 HayYHO HHTEpIPETUPabe TeMa
KOje OHe OTBapajy.

OBoM IIPUAUKOM Yy LieHTap HaXKe IIO0CTaBaajy ce maoye MujaTa MnjaTOBnha
(Beorpaa, 3. dpebpyap 1887 — Beorpaa, 25. jyr 1937), jeAHOT 0 HajoMyAapHUjHX
nesava y Cp6uju u Kpanesunn Cp6a, Xpsara u Caosenana (CXC) / Jyrocaasuju
y mepuoay a0 Apyror cserckor para (ym. EBP 1928a: 46). 360r obuma cryamje,
AeTanHa MujarosuheBa puckorpaduja mpukasaHa je Tabeaapro (B. pUAOT), AOK
Cy TOK HCTpaXHMBama, ereMeHTH MujaroBuheBe Omorpaduje U APyIH acIeKTH
My3HYKe KapHjepe CBeACHH Ha KOHTEKCTyaAHe pedepenie (BUXOBO eaabopupatbe
caepAu y 3ace6HOj CTyAWjH), y KOPHCT ‘dMTama AMCKOTPAadCKHMX IOAATAKA U3
€THOMY3HKOAOLIKE [IePCIIEKTHBE.

2. MUJAT MUJATOBUR U AUCKOTPAO®CKA UHAYCTPHUJA

2.1. My3U4YKA KAPUJEPA MUJATA MUJATOBURA

Hako ce npodecnoHarHo 6aBHO MpaBoM (Ko AUTIAOMUPAHH IPABHHK PAAUO je
y MunmcTapcTBy IpaBag, a KacHHje Kao aABOKar), 3a Mujara Mujarosuha nesame je
6UAO U3Y3eTHO BakaH Aeo xuBora. HapapeHoct, moce6Ho Bucuna (TeHop) u 6oja
IErOBOT TAACa OTBOPHAM CY MY BpaTa jeAHe OA HAjIIAOAHHUJHMX KapHjepa Kaaa je ped o
neBadnMa mpse moaosute 20. Beka y Cpbuju u peruoy.

Kao meBau passujao ce y rumuasujckoM xopy (ym. Anon. 1927x), a satum y
AxapeMckoM neBaukoM ApymrTsy ,O6uanh” (Majaanar u Papojurth 2005 ), yesajajyhu
eseMenTe 6eakanTo Texuuke. Hacrymajyhu c,O6uavhem” u, Beorpaackum mepauxum
ApymrBoM” Ha 6pojHEM KoHuepTuMa U TypHejama (Typaakos 1994; Musanosuh
2014), wecTo M Kao COAHMCTa, A06HO je TpuAMKY Aa yhe y cBer Amckorpadcke
HHAYCTpHUje BPAO PaHO, y CBOjUM ABapeceTHM rosuHama. Mehyrtum, caepmae cy
temke ropute 3a Cpoujy, Baakarncku parosy, a morom u Ilpsu cBercku pat. Y ITpsom
CBETCKOM paTy y4ecTBOBAO je Kao pe3epBHH OQUIMP CPIICKe BOjCKe, C KOjoM ce
nosykao y [puxy, rae je HacTymao Ha XxymaHutapauM KoHeptuma y Coayny (Vasilje-
vi¢ 2019: 315). C BojckoM ce noTom Hamao u y ®panrryckoj, y [Tapusy, a HakoH para
Bparno ce y Beorpaa. Jeaan oa MujaroBuheBux Hajpenpe3eHTaTHBHUjUX HACTYIIA
610 je y uyBenoM Pojaa Aa6epr Xoay y AorpoHy, 14. mapra 1920. ropuse (Royal Al-
bert Hall 2018). YaecTBoBao je U y AUPEKTHO MPeHOIEeHNM My3HIKHM IIPOTPaMAMA
Papno Beorpapa Pakosuria (r[peMa: Konuh 1985), kacHuje Papno bBeorpaaa, a Bpao
4ecTo Cy ce IIPeKO paauja MOrAe 4y TH merose naode (ym. Anon. 1930d). Hakon ayre
Tay3e, y CBOjUM YeTPAECETHM, Kao 3peo IeBad BPATHO Ce CHUMAIbY ITAOYA M Y TOj eTaITH
capapme C AICKOIpadCKUM KOMIIAHMjaMa HacTaje HajBehu Aeo merose mpoayKimje.
Haxko je cAm 6uo Beanku 60em, Mujarosuh Huje 3BAHMYHO HACTYIAO0 Y KadaHaMa.
ITpoayxiuja maoYa HCIIOCTaBAdA Ce KAYIHOM ChepoM Herose repadke Kapujepe.
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2.2. TIAOYE MUJATA MUJATOBUEA KAO IIPOU3BOAU MY3UYKE UHAYCTPUJE
2.2.1. U3B0oPH 34 (PE)KOHCTPYKLIH]Y MHUJATOBUREBE AMCKOTPAOHJE

HcrpaxuBarme y uay yobandasama Auckorpapuje Mujara Mujarosuha yxay-
4HAO je PasHOBPCHE U H3y3eTo OpojHe u3Bope. Mehy npumapHuM cy maode, koje cy
IpoyYaBaHe HEIIOCPEAHO, 2 KaAA IIPUCTYII MPHMepLuMa Hitje 61o Moryh, kopumthe-
He cy Qororpaduje maova u(an) Hasemnuua/eruxera. AoHekae usHeHabyjyhe,
HCIIOCTAaBHAO C€ Ad Cy MHCTUTYIIMOHAAHU apXMBH OA Mamer 3Hadaja y OAHOCY Ha
npusarHe 36upke. Hanme, y 063up cy ysetu ponaosu Papuno Beorpapa, Hapoanre
6ubanorexe Cpbuje (HBC), Maruue cprcke y Hosom Caay (ABMC), Aururassor
penosutopujyma MHcTHTYTa 32 eTHOAOTHjY 1 dpoakaopuctuky y 3arpeby (DIEF),
xpBarcke Hanpmonaane u ceeyuananimse kwwkuute (NSK), e Bubanorexe Kpanes-
ckor koaeya (Kings College) y Aonaony. Mnax, kaxo je A0 capa yrspheno, Hajseha
36upka MujarouheBnx rmao4va Haaasu ce y mpusaTHoM apxuBy Camre Cracojesuha,
CaMOCTAAHOT HCTpaXkuBada u3 beorpaaa, Te je oHa 61Aa KioydHA 32 OBO HCTPAXKH-
Bame.” CauyBaHo je oko 90% MujaToBuheBrx KOMepIMjaAHUX CHUMAKA, IPETEXHO
oHux u3 MelypaTHor neproaa.

Aparonene ussope 3a Mujatouhesy auckorpadujy npysxuae cy, Takohe, 6ase
noparaka u uHTepHeT cTpanune nocsehene auckorpaduju (yn. CHARM, DAHR,
Discogs, Kelly, SecondHandSongs) n aurntasusosaHe apxuBe u3paBaukux kyha (ym.
LAC, moce6no ¢ponp IToaa Bojra (Paul Voigt), jeator oa raasux umkemepa Edison
Bell xomnanwje). KonauHo, ycIieAn cMo A HCTpakMBarbeM 00yXBaTUMO U CBe Haj3Ha-
YajHUje KaTaaore M3AaBaukux Kyha u aoxaanux pucrpubyrepa (Columbia 1932;
EBP 1928a; EBP 1928b; EBP 1929a; EBP 1930; EBP 1931a; EBP 1931b; EBP
1933; EBP 1935; HMV 1933; HMV-Columbia b.g.; Opeon 1927; Opaeon 1928/9;
Oaeon 1929; Opeon 1939; ITaauh 1911: ITaauh 1913; ITate 1913; [Tasaosuh 6.1.),
Te OrpOMaH OpOj HaIKCa U PeKAAMHHUX OTAACA U3 AHEBHe IITaMmIie Tor BpeMeHa. Ha-
PaBHO, KOMIIAPATHBHO Cy kKopuithenu 1 Beh 06jaBseHN MOAALM PEAEBAHTHH 3 TEMY
(Milovanovié¢ 2009).

Y MeTOAOAOIIKOM CMECAY KAYYHHM Ce UCIOCTABHAO KPHTHYKO YUTAHbe PA3AH-
YUTUX U3BOPA, BPCTA ACTEKTHBCKOT PaAd y KOjeM je KBaAUHKOBambe U XHjepapXu3o-
Bambe II0AATaKa 3aCHOBAHO HA LITO je Moryhe cucTeMaTHYHMjeM KOHTEKCTYaAHOM U
KOMITAPaTHBHOM Pa3MaTpary cBakor o wrx. Hajsehu mpobaem ToxoMm mocrymka yo-
6AnyaBawa Mujarosuhese AucKorpaduje MpeaCTaBASAAM CY HeAOCTajyhu 1 Hemoay-
AQpHHU MaTpHYHH 6pojeBy (MCTHX CHUMAKa) y PA3AMMUTHM [MCAHAM U3BOPHMA, IITO
CMO KO3 0BaKBa HCTPaXHBamba y Hajsehem Opojy cayudajesa ycrean Aa paspemumo. '

9 Behuna oBux moda A06po je ouyBaHa ¥ IPECHUMAEHA, A y KOAGKIHjH je ¥ BEAUKH 6poj Kommja
CHHUMAKa C IIAOYA M3 APYTUX IIPUBATHUX KOAEKIIU)ja.

10 Marpuune 6pojese He 3Hamo 3a maoue EBP Radio (c mpedukcom ,SZ”), koje cy Ham Mo3HaTe caMo
u3 karaaora (aAu He U kao apTedakru), kao u 3a jeay UK Columbia maouy.
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2.2.2. TEXHHYKO-TEXHOAOIIKH ACIIEKTH ITAOYA MHUJATA MHUJATOBHEA

Y auckorpadckoj uHAycTpuju y MujarosuheBo Bpeme ymorpebsaBaHe Cy T3B.
IIeAaK MAOYe — [IAOYE OA IIEAAK CMOA€ Koje Cy pelpoAyKoBaHe 6pauHoM op (mpu-
6AwKHO) 78 06pTaja y MutyTH (0/M) (Bume y: Morton 2004). Mujatosuhesu cHum-
II4 Cy MaXOM Ha ITAOYaMa IpedyHuKa 25 1M, HaKoO UMa U OHuX oA 20 uM u 29 .t
Taxo je Tpajame mybAnkoBanux MujaroBuheBux cHuMaxa Hajuenthe oko 3 MUHYTa,
a kpehe ce y pacriony o HemTo mpeko 2,5 MUHYTa AO IPHUOAMKHO 4 MuHyTa.'> Y
MujarosrheBo BpeMe Iao4e Cy mTaMIIaHe 060CTPAHO, MAXOM jeAAH CHHMAK / jeAHA
My3H4Ka HyMepa Ha cTpaHu. MehyyTuM, y HekuM cAydajeBrMa Ha IAOYaMa Cy KOMOH-
HOBAHM CHHMIIU PAa3AMYHTHX H3BOl)ada, a IOHEKAA Cy HCTH CHUMIH jeAHOT H3BODa-
4a MyOAMKOBAHK HA PA3AMYHTHM EeTOBUM ITAOYAMA, 1A C€ O PAHOj AMCKOrPadCKoj
IPOAYKIIUjHU 4eCTO ToBOpH pedepupajyhu n Ha ,cTpane maoYa” Ka0 MepHe jeAUHHIIE.

Y TeXHOAOMIKOM CMHUCAY Ccy MujaroBuheBr paHH CHUMIM — OHU HACTaAH IIpe
IIpBor ceeTckor para — A€o enoxe aKyCTUYHOT CHHMama, Kapa Cy 3alMCH HAaCTajaAl
MeXaHUYKHM ITyTeM, AOK Cy KaCHHjH 3aII1CH HeTOBOT IeBakha HAYUHeHH eAeKTPHIHO
— y3 kopumheme MUKPOQOHA 1 eAeKTPUYHY KOHBEP3HUjy 3ByYHOT CUTHaAQ (BHIIe O
TEXHOAOTHjaMa CHUMamba Hip. y: Morton 2004)."

2.2.3. MI/I]ATOBI/I’HEBI/I CHHMITH 3A AHUCKOI'PA®CKE KOMITAHHJE

Cunmarma 3a maove Mujara MujaroBrha opraHu3oBaAm Cy pasAMYUTH KOMep-
LIMjaAHY M3AABAYU YMjH Cy Ce HA3WMBH U [IOCAOBHO-OPIaHU3ALIMOHU OAHOCH Merba-
au (Bume y: Gronow and Saunio 1998), a mao4e HOce ceAaM Pa3AUMHTHX €THKETa:
Gramophone Concert Record (mapame: GCR), Pathé, His Masters Voice (mapame:
HMYV), Edison Bell Penkala (napame: EBP), Columbia, Odeon u Homocord."

Tlpema A0 capa MAEHTUPHMKOBAHUM U MCTPALKEHUM HU3BOPHMA, Ha KOMEPLHjaA-
HUM IA04aMa 06jaBaeHo je Bue op 170 caumaka MujarosuheBor meBarma, HajMambe

11 TIaoue o0a 29 1M cy KapakTepuctiyHe 3a Pathé, y oaHocy Ha ,craHpapaHe” maode op 30 M Apyrux
uspasaya (ym. ITare 1913).

12 Tlpenusuparme OBUX IIOAATAKA YCAOBAEHO je AOCTYIHOMINY CBHX IIPECHUMAKA, 2 OA BAXKHOCTH je K
TexHoAomIKA (He)yjeAHaYeHOCT AUTHTAAUBALIH]E.

13 Y nepuopy MexaHHYKOT CHUMAaka FOTOBO CBU M3AABAYM KOPUCTHAU Cy XOPH30HTAAHH P€3, OCHM
kyhe Pathé, auje raode 0AAMKYjy BepTHKAAHH Pe3 U PEIPOAYKIIHja OA LIHTPa IIAOYE KA CIIOAAIIBOCTH.
Crora, maoJe oBor u3paBada Huje 6ua0 moryhe caymaru Ha rpamodomny, Beh camo Ha crenu$uaHOM
amapary — mareoHy.

14 HasuBu n3paBaya Cy Ha HAACITHHUIIAMA [IAOYA 10 IPABHAY IITAMIIAHU y OPUTMHAAHO] rpaduju, ma he
TaKko 6uru HaBoheHu u y oBoM Tekcry. IToparu o usohady u cHuminMa Ha MujarosuheBuM maogama
IITAMIIAHU Cy ¥ NUPUAMYHUM, U AQTHHHYHEM IIHCMOM, I1a M BHXOBHUM [APAAEAHMM KopuurhemeM Ha
jeAHO]j HaACITHHITY, a IIOHEKAA je, Y3 ApyTe IIpOMeHe, Ha HaACITHHIIAMA AOIITAMIIABAHMX THPaXKa MEHaHO
u mcMo. Crora he HasuBu mecama 6ury HaBoheHu hHPHAMIIOM Kao IHCMOM CTyAHje, a ¥ TabeAn y
IPHUAOTY HA3HAYEHA Cy OPHIMHAAHA [IMCMA 32 OBe IIOAATKE Ha HAACTTHUIJAMA KOje Cy HaM OHAe AOCTYIIHE,
C HAIlOMEHOM AQ Cy APYTa M3Adma HCTHX IAo4a Moryhe mmaaa Apyry rpadujy. Kasa ce Ha cHumak
pedepupa 6pojeBuMa MaTpule U 1AOYe, OBH HoAauy he 6ury HaBoheHH cykuecuBHO ca 3HaKoM ,/”

usmeby).
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174."> HajBuine je meroBux cHuUMaka Ha naodama EBP, jeaune HHAyCTpHje rpamo-
donckux moya y Kpasesunu CXC / Jyrocaasuju (sume y: Lipovicak 2014) — 6ap
52 pasauunta caumka. C erukerom HMV o6jaBmeno je 37 caumaka Mujarosuhesor
neBama, caepe Odeon ¢ 26, Homocord c 22, GCR ¢ 16, Columbia c 15 u Pathé ca 6
CHHMaKa.

Taxol)e, U3BECHO je Aa je NCTa MATPHIA OTUCHYTA Ha ABe TA04e (Kao , Ayrankar”),
y jeaHOM cay4ajy xop Columbia maoua u'y ceaam caydajeBa kop EBP.'S Y oxsupy oBe
npo6AeMaTiKe OTPeGHO je IOMEHYTH M MOHOBHO M3AaBatbe T0jeAUHNX (CTapux)
cHuMaka ¢ ipedukcoM ,]S” (jyrocaoBencku cHumim) u HasHakom Made in Jugoslavia
(sic!) (yn. HMV - Columbia 6.1.)."

Oapebenn 6poj oBux cHIMaKa ITy OAMKOBAH je M HA [TAOYAMA 32 AMEPUYKO TPKHILTeE
oa crpane Columbia Records (US), xoja je nspasa 6ap yetnpu Mujarosnhesa cuumka
nacrasa 3a Columbia Gramophone Company Ltd. (UK)" u The Victor Talking Ma-
chine Company, Ha 4ujuM je maovama HajMarse 19 MujarorheBux cCHUMaKa HACTAAUX
sa HMV."

PesumMupajyhu HaBepeHe mopaTke 3akamydyjeMo A2 je Mujar Mujarosuh 06jasio
Ha IIAOYaMa IIPeKO ABeCTa CHHMAKa, Ha CapalllbeM HHUBOY casHama — 205: Ha 174
CY Pa3AMYMTH CHUMIH, 23 CHHUMKA Cy aMepuuKe KOMIIaHHUje TIOHOBHAE HA CBOjUM
[AOYaMa, a 8 CHHMMAKa ITIOHOBAEHO je Ha IAOYaMa MCTOT M3AABaYa y KOMOMHALIM)U
c apyrum cHumuuMa (B. Tabeay 1). O eBeHTyaAHMM AOAQTHHM IAOYAMA C
MujarosuheBuM cHEMITIMA MOXKe Ce M3HETU HEKOAMKO mpermnocTaBki. Kap je ped o
npopykuuju EBP, 3amasa ce HeCHCTEMATHIHOCT CAeAQ MATPUYHUX OpojeBa y Be3H ca
cecrjaMma 3a KOje He [TOCTOje KibHre CHUMAbA, Te Ce He MOXKe HCKiyIUTH MoryhHOCT
Aa cy Ha BuMa popatHH Mujatosuhesu cuumin. Takobhe, mocroju moryhuocr Aa je

15 Y opHOCY Ha AMMUTHPAHOCT IPUMAPHHUX, I1d ¥ CeKyHAAPHUX U3BOPA, MCTHIEMO AQ IIOAATKE O
6pojy CHEMaKa, OAHOCHO IIAOYA, TPeha TPETUPATH KAO AOY IPAHMIly — MOAATAK Koju he ce MoxxAa
KopurosarH (HaBHIIe), KOAUKO Ce IPOHal)y AOAATHH NIOY3AAHH H3BOPH.

16 Ha ocrosy 6poja marpuiie MujaTosuhesor cuumka mecme Amar, nowemaia Ana (2384/SZ1404)
u 6pojesa Marpuria cuumaka ITaje Topoposuha u Hopha Hophesuha 3a Ty kyhy, npernocraBsamo aaje
oBo Mujarosuheso ussolheme cuumaero y nparsu ToaoposrheBor opkecTpa, Te Aa je ped 0 AyIAUKaTy
U3BOlerba, MAU eBEHTYaAHO O AATEPHATHBHOM CHUMKY H3BObera o6jaBseHor Ha maoun SZ1250, koje
HeMa y AOCTYIHHM KoAekuujama. CAMYHO, MOXe Ce TIPeTIOCTABUTHU Ad Cy cHuUMIM IlesHyia Jana Ha
naoyama SZ1246 u SZ1250 3ampaBo MCTH, YeMy y IPUAOT A€ U TIOAYAAPHOCT Ha3HaKa 3a Iy: ,,CaMo
32 HajHHTHMHHje KPYyroBe OAPACAMX , OAHOCHO ,3a HajuHTHMHHje Kpyrose”. Mehyrum, y oBaj 6poj
aynamnkara 3a EBP, xkao BepoBaTHe AyIAMKATe, HHCMO YKAYYHAM CHEMKe C 1maoda Z1241 u SZ1241,
360r HHAMKAIIHje AQ je TOCTOjaAa caMo maoya Z1241 (yn. EBP 19293).

17 Peu je o maoyama c Katasomkum Gpojesuma JSS00, JS501, JSS07 u JS513. Moryhe je aa je To
MOCAEAHIA YCIIOCTaBbatha 3AIITUTHUX LAPHHA Ha yBO3He rpamodorcke maode (ym. Anon. 1931c),
Te yBol)erba HOBOT 3aKOHA O 3ALITUTH AYTOPCKOT [PaBa, peMa KOjeM Cy OA HAKHAAe OMAQ HCKAYUeHa
panmja uspama (8. Ceribasi¢ 2021: 330).

18 Peu je o maouama 1121-F u 1178-F, xoje cy Ha amepuuko Tpxumre naacupane 1929, opHocHo
1932. ropune.

19 Ao capa mosnare maode ¢ Mujarosuhesum cHumuuma Viktor je maacupao 1928. u 1929, a ¢
0631pOM Ha AUCKOHTHHYHTET y HyMepaljiji BEPOBATHO je AQ PeM3AATHX CHUMAKa Ha AOYaMa C OBOM
€THKeTOM HMa jOIIL.
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Mujatosuh nspao 6ap jour jeary maody 3a Homocord, c 0631pom Ha IPeCKOK y HU3Y
6pojeBa IO3HATHX 1AOYA C IeroBUM H3BohemnMa (HepocTaje Se. 4-023, B. Tabeay 1).
Y 0AHOCY Ha IIUTaEbe AOAATHHX CHUMAKa/TIA0YA TPeba UMATH y BUAY U IIOAQTAK AQ Ce
y IIpoipamy ca iiroua Papno Beorpapa sa 11. maj 1937. HaBoau u necma 3opuya (ym.
Anon. 1937), K0jy HHCMO NPOHAIIAM HA HaMa MO3HATUM IPaMOPOHCKAM MAOYAMA.
Konauno, momennmo moryhaoct aa je MujaToBuh yuecTBOBaO y CHUMAakby MAOYA H
Kao 4yaaH kBaprera ,,Crankosuh’, xoju je 1911. caumao 3a Pathé.>

Y opHOCY Ha mnuTame I1IEAOBUTOCTH YIpuAMYeHe Auckorpaduje Mujara
MujaToBrha HEOIIXOAHO je Pa3MOTPHUTH 1 T3B. AATEPHATHBHE CHUMKe/ ifiejko6e,> Koju
Cy 6UAM ‘HYCIIpOU3BOAM TIPOLIEAypPe CHUMaba 32 raode (yr. AHoH. 1929a). Taxo je,
Ha IpUMep, HauubeHO OapeM TPUAECeT AATEPHATUBHUX TjKOBA PA3BANYUTUX HyMepa
¢ Mujarosuhesux cuumama sa HMV (npema: CHARM; Kelly). Huje nosuato a2
AM je HEKH OA OBHX CHHMaKa CauyyBaH A0 Hamer Bpemena. Moryhe je pa ce ympaso
AATEpHATHBHU TejKOBH [10jaBAYjy Ha H3AABKUMA KOja Ce CMATPajy , AyIIAMKATHMA KOA
EBP,*> a 0ATOBOp MOJKe IPY>KUTH CaMO AeTasHa aHaausa ussobemwa. Taxobe, Hexe
EBP naoue y HeCHUMAEHOM AEAY TAO4e — T3B. dead wax npoctopy™ ys 6poj MaTpuIia
Caap)Ke YTHUCHYTe M PasAMYHTE CyQHKCe, CAOBHE MAU HyMepHuKe,”* KOju 6U MOrAu
OHTH M O3HAKe AATEPHATHBHHX TejKOBa.”

2.2.4. AATHPAFE KOMEPITHJAAHUX CHUMAKA MUJATA MHJATOBUEA

360r HEAOCTYITHOCTH KEbHTa CHUMAkhA M APYTUX TOY3AQHUX TOAATAKA O AUHAMUIIA
CHHMMATeACKUX CeCHja peKOHCTPYKIHja XpoHoAsoruje MujaTosuheBrx cHuMama 3a
maoue OHMAA je BeOMa 3aXTeBAaH ACIEKT HCTpaxuBama. Kararosu mspaBaukux kyha
he ce y oBoM AeAy TekcTa TpeTuparH Kao moppasyMesajyha pedeperiia xojy, Aakae,
Tpeba MOBE3aTU C AOAATHHM, KOHKPETHO HaBeAeHHM Hu3BopuMa. [sBecHo je pa cy
HocTojaAe ABe pase: mpBa je 6maa kparka, 1910-1911. ropune, mpekUHyTa paTOBHMA,
AOK je apyra, 1927-1932. ropune, xvyuHa mo 6pojy cuumaxa. MujaTosuhes pap
Ha OBOM IIOA&Y IPeACTaBUNeMO Ipe cBera M3 MEPCIEKTHBE CAPAABHU C IIO0jeAUHHM
M3AaBAYKKX KyhaMa, AOK je YKYIIHY AMHAMHKY CHMMAama Moryhe jacHuje caraepaTn
u3 Ta6eae 1 (B. mpuaor).

20 Peu je o cunmimma Tebe Boia xsaium u Cpiicka xumna (16288, 16289). Tom nmpuankom cy
cunmaau nesadn Ramua Bamuaosuh, Muka Aeauh 1 Mujar Mujarosuh, Te je Mmoryhe aa cy ympaso
OHM CauMIaBaAM 0Baj KBapTeT (y3 jOII jeAHOT, 3a capa HeIIO3HATOT MeBava).

21 AATepHATHBHHM TEjKOBHMMA Ce HA3MBAjy PA3AMYMTH CHHMIIM M3BOlhema HCTe HyMepe OA CTpaHe
ucrux u3Bohaua, HACTAAM Ha UCTOj/jeAHOj CHUMATEACKO] CECHjHU.

22 Hanpuwmep, mecma Ayge, beso gyge poocrysa je na EBP maovama 71127 u 21129, Mupjana tiraitino
besewe Ha aouama Z1128 u 21234, a Ausra cu va 21128 uZ1137.

23 Peuje o Aeay rpamModoHCKe maoue nzMelyy saBpirerTka sxae608a (AeAa ca CHEMKOM) U HAACTIHHLE.
24  Ha npumep, Z196C u Z196D, opnocro Z2076-85 u Z2076-86. [Tonexap je 0BO y KopeAanuju ¢
60joM HaaenHuIle, Kao Kop Z179C uZ179D.

25  Apyra moryhHocrT je pa cy osHaka ,cuna” (stamper), Marpune kopumheHe 3a Ao6Hjame OTHCcaKa
naode (Bume o M3paAM Imeaak maova B. http://early78s.uk/). Konauno, mocroju moryhuocr aa ce
OpojeBu y ImeAaKy OAHOCE Ha IOHOBAEHA M3AAMA MAEHTHYHMX CHHUMAKA, Ha KOjy HAM je yKa3aHo y
PelLieH3HjH, Ha YeMy Ce TOTIAO 3aXBayjeMo.
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IpBe cHuMKe 3a Ao4e Y KapHjepu MujaTosuh je Hampasuo 3a GCR: cBU berosu
CHUMIIM M3AaTH C OBOM €THKeTOM HacTaAu Cy y beorpaay y jeanoj npuaunm, 8. u
10. mapra 1910. (ym. Kelly). IIpBor AaHa HacTaAu Cy CHUMIH Ha MaTpurama 10538
10547, a jom mect, Ha MaTpuriamMa 10557-10562, apyror aana MujaTosuhesor
CHUMama.

Hcre ropune Mujarosuh y Beorpapy crunMa u 3a uspaBauxy xyhy Pathé; peu
je o cHUMIMMa ¢ MarpudHEM 6pojeBuma 16981-16984 (ym. ITaanh 1911; ITare
1913; IMaauh 1913), xoju cy BepoBaTHO Hacrasu jyHa 1910.° C oBuM uspaBayem
capahuBao je u Hapeane, 1911. ropune, Takohe y Beorpaay, kapa cy HaummeHa ABa
canmka (16294 1 16295).%

PaTHe OKOAHOCTH IpeKHHYA€ Cy aHTaxoBame Mysudapa us CpbOuje Ha momy
IPOAYKIIMje IIAOYA, a y MepHOAY IIOCAe PaToOBa, y Pa3OpPeHOj ApKaBH, OIIIITA
arMocdepa M eKOHOMCKe NPUAMKE HHCY HIIAe Y HMPHAOT IPOH3BOABU pobe oBe
Bpcre. OxmuBmaBame AMCKOTrpadcke MHAYCTpHje IOYMIbe IIpellTaMIIaBambeM
NpeAPATHHX CHUMAKa CPIICKUX Mys3udapa koje je Haumumo CGR (1921/1922), a
HOBa cHUMamwa 3anouuty 1924. (Odeon u Columbia) Tj. 1925. ropune (HMV). Y
AOCaAQIIbeM TOKY UCTPaKHBakba HICY IpoHal)eHe mpemTaMiaHe IAo4e ca CTApUM
MujatoBuheBruM CHUMIIMMA, a BerOBa IIPBa IIOpaTHA CHIMAba ycAearuAa cy 1927. 3a
xommanujy HMV.*

Mujarosuh je ormyTosao y Ilpar 12. jyaa (ym. Anon. 19274), a Beh Hapeaor
AaHa 3amodeaa je TpopHeBHa cecuja (13-15. jyaa), BeposatHo y [Top3eMHO]j ABOpaHH
Aoma cunauxara (Odborovy dim; npema: Géssel and Sir 2016: 30). Tom mpuankoM
HACTao je 21 CHUMaK MOTOM ITyOAMKOBAH Ha IAOYaMa U jour 6ap 20 aATepHATHBHUX
TejKk0Ba,”’ Y3 KAABHPCKY IIPaTiy. YCTAHOBUAU CMO AQ je MaKap jeAHa OA MATPHUIA C
AATEpPHATHBHUM TejKOBUMA OA ABEjy 3a Koje ce CMaTpaAo Aa cy caomnere (ym. Kel-
ly), cadysana u uckopumhena 3a naouy.”’ Hapeato cuumame 3sa HMV npeayseto
je y Beorpaay xpajem ucre roaue (5. u 6. periem6bpa 1927). Tapa je HacTaso pecer
00jaBroeHNX CHHMaKa, 0apeM AeBeT aATepHATHBHUX TejKOBA, KA0 M ABa CHHMKA
jeAHe TlecMe Koja MpeMa AOCAAAIIILMM CasHabUMA Huje objaBmena (ym. CHARM:
S.12. 1927).%' Tpehe Mujatosuheso cunmame 32 HMV opranusosaHo je Takobe
y Beorpaay, 9. anpuaa 1929, a pesyarupaso je ca mecT 06jaBAbEHHX CHMMAKa M

26 CHuMIM CPIICKMX I€BaYa HaAa3e Ce MOA KaTaAOWKHM OpojeBuma 16901-16998. Y opnocy Ha
MOAATaK Aa je Mujarosuh ¢ ,Beorpasckum nepaukum apyurrsom” Hactymuo y Capajesy 13. jyaa 1910.
(mpema Tapa Basxehewm, T3B. jyanjanckom xasenpapy) (ym. Pacuka 2014: 174-175), xao u Ha To Aa je
CHUMarbe IOMHIAHO y AHEBHO] IITamnu Tor ucror Aatyma (Maan sxypaaa 191/XVIL: 1), sakaydayjemo
Ad je PeaAM30BaHO jYHA Mecelja IIpeMa CaBPeMeHOM, I'PerOpHjaHCKOM KaACHAADY.

27 'V jeAHOM oraacy u3 cenreMOpa eKCIAHIJUTHO Ce IOMHUIbY HOBE IAOYE CHHMAEHE jyAd Mecelia
(eBeHTyaAHO jyHa, 10 HOBOM KareHAapy) (ym. Anon. 1911b; rakobe ym. ITare 1913; TTaauh 1913).

28 TlpakTuuHo, ped je o kouTHHYUTeTy Mujarosuhese capaawe ¢ The Gramophone Co. Ltd. (UK),
Koja je m3paBaaa maoue ¢ erukerom GCRu HMV.

29 TloHOBmeHO CHUMame CBake HyMepe 6uaa je yobuuajena mpakca (ym. Anon. 1929a).

30 Peu je o marpuama BK22S51-1 u BK2251-2. YTBpAHAM CMO Ha OCHOBY HAaACNHHIE AA TIAOYA
AMS830 cappxu caumak BK2251-1, Aa 3uajew, mope.

31 Peuje o marpurrama BK 2665-1 n BK 2665-2, Bapujanrama mecme Cee ce KyHym.



51

LAJIC MIHAJLOVIC, POKRAJAC AND SPASOJEVIC
GRAMOPHONE RECORDS OF THE SINGER MIJAT MIJATOVIC

Oap jepHnM asrepHarHBHUM TejkoM. CHUMAHO je y Maaoj ABopanu ,Koaa cprckux
cecrapa’ y paHKONaHOBOj, AaHaIH0j PecaBekoj yaunu (ym. Anom. 1929a).

Ocuusame xomnanuje Edison Bell Penkala Ltd. y 3arpe6y (1926) He camo aa
je MHAMKanuja crama KyaType u ekoHomuje y Kpasesunu CXC, Beh u mporene
jY’KHOCAOBEHCKOT TpPXXMIITAa Y IIMpeM KOHTEKCTY eBpOIICKe AHMCKorpadcke
unpycrpuje (Bume y: Ceribasi¢ 2021). Cuumama 3a oBy kyhy peasnsosana cy y
3arpe6y,*> a MujarosuheBr CHUMIM HACTAAU CY Y IIET CeCHja y pasp00ny 1927-1932.

Beh y mpBoj rpynu Mysmuapa Koja je Ha CHUMama Aomaa u3 beorpasa mouerkom
okTo6pa 1927. 6uo je u Mujarosuh. CHEMAO je ABa AQHA ¥ TOM IPUAUKOM HACTAAU
Cy CHHUMIM C MATpHYHHM OpojeBuma Z176-Z718S, Z188-7189, Z195-7196.
Hberoso HapeaHO cHEMame y 3arpeby 61Ao0 je HajsepoBaTHuje Beh AerieMbpa mcre
ropuse.” ToM NPUAMKOM HACTAAU Cy CHHMMIM Ha MaTpHIlaMa y pacroHy Z373-
7391, cBakako 12 norom my6aunkosarux (B. Tabeay), AOK 3a OcTare MaTpule Huje
YCTaHOBAEHO jeCy AU CappiKaAe HerybArKoBaHe MujaToBuheBe CHIMKe MAM CHUMKe
Apyror/apyrux mssohada (u Aa Am cy yommre cBe ynorpebnene). Tpeha cepuja
Mujarosuhesux cunmaka 3a EBP HacTaaa je kpajem 1928. roaune (ym. Aon. 1928r).
Taaa cy HaCTaAM CHUMITM Ha MaTpuniaMa Z726-7735, op KOjuX je 0ocaM Iy OAMKOBAaHO
(B. Tabeay 1), a 3a Z727 u Z732 Huje nosHara ynorpeba. IIpubAmkHO roputy
AaHa KacHuje — kpajeM 1929, Mujatosuh cuuma erspry cepujy 3a EBP (Marpune
7127771286, c HeNIO3HAHMIIOM 32 9ETUPH OA HUX): OCaM CHIMAKA je ITy BANKOBaHO,
a 3a ABa 00jaBAeHA HA PABAMYMTHM ITAOYAMA HUCMO YCTAaHOBHMAM MaTpUdHe Opojese,
aAH je Ha OCHOBY (MCTOT) OpKecTpa KOjH IpaTy CBa Ta u3Bolema BepOBATHO AA CY
HacTaAm ympaso Tom npuaukoM (B. Tabeay 1). Coje mocaepme cuumarbe 3a EBP
— M IIOCAEAME CHUMKe 32 KOMepIjijasHe Iaode yommre — Mujarosuh je HaumHMO
kpajem 1932. ropune (ym. Anon. 1933). Buo je To omer cpasMepHO BEAUKH ITOAYXBaT
Y OKBUPY KOjer je HacTaAo peceT cHuMaka (B. Tabeaa 1).

Mujarosuhesn caumim 3a xkyhy EBP o6jaBsuBanu cy y ABamMa $opMarrma, Ha
maogama oa 20 LM — YHjH Cy KaTAAOIIKY OpOjeBr UMaAu IpeduKc ,SZ7, a mpUmapaAn
CYy eAMLUjH Radio, xao u Ha maoyama op 25 1M (caMo Ca CTaHAAPAHUM ,,Z") , Koje
cy npumapaae epurmjama Record u Electron. CHumim ¢ Apyror, Tpeher u gerspror
CHHUMara 00jaBAHBaHu Cy 'y 06a popmara,* AOK Cy € IIPBOT M ITETOT CaMO Ha IAOYaMa
0A 25 M.

IleBamwe Mujara Mujarosuha my6aukoBano 3a maode kommanuje UK Columbia
CHHMMA€HO je IIPBH ITyT BepoBaTHO 8. HoBeMbpa 1927. y beorpaay, y caau BapujeTea
,Kacuna” (yn.AHOH. 1927r). Aeser canmaxa (H1390-H1399, cTum pa HHje TI03HATO
wra je Ha H1392 man H1393)3 my6anKoBaHo je Ha IeT AOYA TaKo IITO Ce CHAMAK
H1390 namao Ha ABema maodama (ym. Tabeay 1). ABe roaune xacuuje, 17. nan 18.

32 Oryaa,Z” y osnakama (Bume o cucTemy o3Hauasama EB naoua y: Ceribadi¢ 2021: 334 ).

33 CHuMuu Ha MaTpHIlaMa C MPHOAMKHAM 6pojeBrMa (2359, 7360) AATHpPaHH Cy Ha 4. peneMbap
1927. roaune (Lipovééak 2014: 306), na cy MujaropuheBu CHUMIIM HACTAAH BepOBATHO HELITO KACHH]e.
34 M3uerspre cepuje Ha MareM GOpPMATy ITyOAMKOBAHA Cy CAMO ABA CHMMKA Ha PA3AYMTHM [AOYAMA
(SZ 1637 u SZ 1728), Ha xojuma Cy C ApyTe CTpaHe CHUMLU APYTUX U3BOhava.

35 HajeaHOj 0p OBHX MaTpHIIA CBAKAKO je objaBseHa Hymepa Beto Aowe.
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jyHa 1929, 6mao je apyro cuumame Columbia y Beorpaay y xojeM je ydecTBoBao u
Mujatosuh (yn. Anon. 192911). Tom IPUAMKOM KOA€KLHjy CHAMAEHY 3a 0By Kyhy
npomupHo je ca mect HoBux cHumaka (H2160-H2165), noTom my6anKoBaHuX Ha
Tpuma maodama (yi. Tabeay 1).

ITouyerak Mujarosuhese capasme c nspaBasem Odeon Besyje ce 3a 1928. ropuny,
kapa cy y Beorpaay, Beposarno y caan ,CrankoBul’, HaUMEeHH HErOBH IPBU
CHUMIIH 32 TIAOYe C 0BoM erukeroM (AHon. 19281). Meby oko mectcTo cHumaka
HauMmbeHuX Te ropuHe y mpoaehe (Anon. 19284) Hanasu ce u 26 Mujarosrhesnx ns
ABEjy CHUMAaTesCKHX CeCHja, BEpPOBATHO 00e peaAn3OBaHe TOKOM alpHAd Mecelja.
ITpBy xoAeknujy urHM 20 CHIMAKA, 2 [IOTOM jé CHEMAEHO jOII IeCT IecaMa.

ITpBo Mujarosuheso myroBame y Bepaun 3a nmorpebe cuumama 3a Homocord
61A0 je y aeTo 1928. ropuHe, BepOBAaTHO jyAa Meceljd, akO Cy OpoOjeBH YTUCHYTH
Ha CaMOM IIeAAKy HCIIOA HAaAeITHHMIIA AATYMU CHUMama. Hauumeno je 16 cHuMaxa.
Apyra cecuja Takobe je peaansosana y bepauny, y npoaehe Hapepne, 1929. ropuse,
BEpOBaTHO KpajeM MapTa. Taaa je CHUMA@HO IIeCT HaMa IMTO3HATUX HyMepa.

Kaaa ce MujaroBuheBa cHuMarma 3a IIAOYe CATACAA)Y AHjAXPOHHjCKH, A0OHja ce
jaCHA TIPeACTaBa O TOMeE A4 je BPXyHAll eroBe IIPOAYKTHBHOCTH Ha OBOM IIOAY OHO
y nepuopy 1927-1929, kapa ce BpaTHO OBOM IIOCAY HAKOH Ayre mayse.* Te ropune
cHIMAo je 3a Behuny auckorpadcekux kyha ¢ kojuma je TokoM Kapujepe capahusao,
ocum 3a Homocord u Odeon (xoje he To ,napoxnapntn” HapeaHe roaune). Hakon
TOTa IPOAYKIIHja CTarHUpPa, Ad 61 ce maysa usmely mocaeamux cHumama 3a EBP
HCIIOCTAaBUAA HAjaBOM Kpaja OBe BPCTe HeroBUX aKTHUBHOCTH.' Pasaore je Temxo
YTBPAUTH, aAH je CBAaKaKO BEAMKHM YTHIAj KpH3e MHAYCTpHje IPaMOPOHCKUX IAOYA
yCAeA eKCIIaH3Mje PaAHja M OIIITe eKOHOMCKe KpHu3e.

2.2.5. IIAACMAH U ITIPOAAJA ITAOYA MUJATA MUJATOBUBA

3a mpoy4aBame INPOM3BOAMKE ITAOYA KAO AEAA MY3UYKe MHAYCTpHje, IIa U OHe
Mujara MujaroBuha, 0A BaXKHOCTH Cy H ITOAQLIM O AMHAMHIIM II0jaBAHBAMKA TTAOYA
y IIPOAQjH ¥ OAHOCY Ha cHuMama. Cama IPOH3BOAIA [TAOYA je, U3rAeAd, Oraa BeoMa
eKCIIEANTHBHA, TOCEOHO y MEePHOAUMA YKYIIHO Maibe IPOAYKIHje IpaMoPOHCKUX
IIAOY4, 1A Ce, Ha IIpHMep, TAo4e CHuMMbeHe MapTa 1910, ykmyuyjyhu Mujarosuhese,
y HOBMHCKMM OTAACHMA DPEKAAMHpajy jyaa ucte ropuse (ym. Amon. 19106), a

36 Ocum mro je 1927. ropMHA BEAUKHX ITOAYXBAaTa Kaj je Ped O CPICKOj AMCKorpaduju, moryhe
AEAOM U Y Be3d C PAAUO-TIPOrPaMOM eMUTOBAHHM C [IAOYA, KOjU je IOHOBHO 3aKHBeO Te ropute (yIL
Mapxosuh 1979), noce6an noacrunaj 3a Mujarosuha Moraa je 6UTH eMOTUBHA Be3a C U3BECHOM
3opunom (npesume Huje yTBpheHO), MAAAOM SKEHOM Koja he My MOCTaTH KMBOTHA MAPTHEPKA.

37 Hemamo casHama A2 je MujarosuheBo meBambe CHIMAHO Ha ADYTHM HOCAuMMa 3ByKa (AeljeAnTHe
IAOYe, MarHeTOQOHCKe TPake) y KOHTEKCTY capapae ¢ Papno Beorpapom. C apyre crpane, mosHaro
je Aa ce Hamao Melyy meBauMMa UMju Cy CHUMIIM OTHCHYTH M HA HEKOMEPIJMjaAHNM, IIPOIAraHAHIM
maoyama Tokom Apyror cerckor para. Takohe, Muoro xacuuje, MujarosuheBo meBarme Hamao ce Ha
LP naoun Beaukanu itosoputune cyene (2350084, TITTI PTE u Mysej nosopumse ymersoctu 1986),
Ha K0joj je, usmehy ocraaor, 3Byuna canka Hoh y Cxagapauju. Kypuosurer je cHuMax ussohema mecme
Apyiap mu ce rcenu 3abeaesxer Ha ,ronduamy” u3 1933. roaune (Mijatovié i Petrovi¢ 1933).
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OHe cHHMMaHe KpajeM 1932. Ha TpXHuIITY Cy ce mojaBuae Beh ¢ mouerka HapepHe
ropune (ym. Anon. 1933). C Apyre crpaHe, 3amakaMo HEIOAYAQPHOCT AMHAMIUKe
pekAaMupara MMAOYA U3 HCTe cepHje: Moryhe je Aa Cy M3 MapKeTHHIIKHX Pa3Aora
IAOYEe M3 HCTe CepHje NMAACHpaHe CYKIJeCHBHO, Ila Ce TaKO CHUMIM u3 Mapra 1910.
peKAaMupajy jyaa U cenreMbpa MCTe TOAMHE, aAM YaK UM Maja HapeaHe (yI. AHOH.
19106; Anown. 19101; Ason. 1911a). Mnax, To Huje 61A0 npaBuao: Pathé cuumum us
1910. mymTajy ce y mpoMeT IPHOAKHO TPH Mecella [IOCAe CHUMAEhA, H TO IIPAKTHIHO
cBH — oko 80% CHMMakKa M3 Te PHAUKe, yKaydyjyhu u Mujarosuhese (ym. AHom.
1910a; Anon. 19104). Canano, Columbia caumum us Hopem6pa 1927. Ha TpxumITe
usnaze debpyapa 1928. ropuse (ym. Anon. 1928a; Anon. 1928b).

ITaoue Mujata Mujarosuha (kao 1 Apyrux u3Bohada) IpoAaBaAHK Cy 3aCTYIHHULIA
M3AABaYa, AAHM U OPOjHM APYTU TPrOBLH. Y OBOM IIPaBIly UCTPAXKUBAHA CYy BeOMa
KOMIIAEKCHA, M3BOPH MAaAOOpOJHH M 3aXTeBHM 3a KPUTHYKO UHTame. Tako, Ha
IIPHMep, Y OAHOCY Ha TIOAATaK AA Cy CHUMIM ¢ Mujarosuhesum nesamem (pe)us-
AABaHH U Ha [TAOYAMA 32 aMEPUYKO TPIKHUIITE — IPBEHCTBEHO 33 AUjaCIIOPY, y IIOTACAY
OAHOCA eKOHOMCKHX M KYATYPHHX ITOAMTHKA, HHAUKATUBHIM Ce UHHHO IIOAATAK AQ
HYje IPeIo3HAT TPIKHUIIHHU ITOTEHIfHjaA TIA0YA CPIICKUX My3H4apa, ma 1 Mujarosuha,
¢ ob3upoM Ha GpojHOCT cpricke MamuHe y Mabhapckoj, Te meroBux moda Hema
y Karanory 3a mahapcko tpxwumre (ym. EBP 1929b). Mebytum, ucrpaxusama
nocaoBatba EBP mokasasa cy HejacHy yAOry oBe Kyhe Kap je ped o TOM AeAy
npoayxuyje (Bume y Ceribagi¢ 2021: 335), ma u HeyTeMeseHOCT OBE3UBaba MIAOYA
HaBEACHUX Y TOM Karaaory ¢ EBP.

OcumM KaTaAora, O IMAACMaHY [IAOYA CBeAOYe OPOJHU OTAACH U HAIIHCH y AHEBHO]
mrramiy u epropnriu. Ha capammsem HuBoy npoyueroctr maacMasa Mujarosuhesux
[AOYA AeTasHHje je Moryhe roBoputH camo o moApy4jy beorpaaa.

I'pamodoHCKe IAOUe MOTAe CY Ce KYIHTH y IIPOAABHHUI}AMA TeXHHUUKe pobe, y3
rpamMooHe, asu U mucahe MallMHe M CAMYHE IPOH3BOAE. YcMepaBajyhu makisy
npema uspaBaunMa MujarosrheBux mao4a, Haaa3uMo aa cy ce uspama GCR 1910.
IPOAABAAA KAO eKCKAY3HBHA poba y Hekoanmko papmu: Jesre M. ITaaosuha u
xommanuje, Muxajaa Y. O6paposuha, Autonnja Bpasausa (ym. Anon. 19106).%
Crrenjuuune cTaTyce Kao 3aCTYIHHUIM UMaAH €Y ,JeTa M. ITaBaosuh u xommanuja”
3a GCR u HMV (yn. Aunon. 1926; Anon. 1927n), ,Vauh u Aupapejesuh” 3a Ode-
on (Anomn. 19301), a ,ArenTypHO KomucHoHO npeaysehe ‘Motop”™ 3a Homocord
(yn. Anon. 1928e; Anomn. 1928¢; Axon. 1931e), Aok je Pathé ncnpsa 3acTynasa
,Papmonnna Case T. [Monosuha” (ym. Anon. 19116), a xacuuje ,Mysuuka kyha
Xapmonnja” (ym. Anon. 1927a; Ason. 1931a; Anon. 19326). CBoja mpeaAcTaBHAIITBA
y Beorpaay umaau cy Columbia u EBP (yn. Anon. 19276; Anon. 19279).

OcHOBHM IOAAIM 32 MPOLjeHy KoMepriujasHor edekta MujaToBrnheBux nspama
— THPaX Yy KOjeM Cy ITyOAMKOBaHH H IIOAAIM O IIPOAAJH — 33 CaAQ HHCY IpOHaheHu.
Unak, Ha OCHOBY pasAMdMTHX 60ja HasermHuua u(AM) O6AMKA CAOBA 3a MOAATKe
Ha HaAeIHHIJAMA IIAOYA KOje CY CAaAPXKajHO MCTO M3AAmbe, 3aKAYYyjeMO Ad CY
Heke MujaToBuheBe maode AOImTaMIIaBaHe, IITO je MOCPEAHA IIOTBPAA HHXOBOT

38 Y oBOM oraacy Kao IpoAQjHO MECTO HABOAH Ce 1 jeAHa papma Ha Lletumwy y Ilpuoj Topu.
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TPKHIIHOT ycrexa. ITo3HATO je Aa Cy ¥ BpeMe Kaaa je merosa IMPOAYKIHja 6rAa Ha
BPXyHI[y — KpajeM ABAAECETHX M ITOYETKOM TPHAECETHX — IjeHe I'PaMO(OHCKHX
naoya 6use usmely 15 u 65 punapa (yr. Anon. 19286; Anon. 19296; Anon. 1930a;
Anon. 1931; Anon. 1932a; Auon. 1933; AHon. 1934; Aron. 1935). Uspama Ode-
on, Columbia u HMV cy 6uaa sHarHO cKyIwa op EBP,¥ a maoue kaacnyHe Mysuke
(HapounTO MHOCTpaHKX N3BOhada) 6UAE CY CKyILme OA TAOYA C HAPOAHOM My3HKOM.
AKoO ce MMa y BHAY AQ je IpOCeYHA PaAHHMYKA HAAHMIA O1Aa Oko 25 AMHapa, a
MeceuHe TAaTe YNHOBHHKA uaMely ABe u Tpu xumape aunapa (Cazi 1978: 31, 15),
MOXKe Ce 3aKiyIUTH Ad Cy TPAaMOQOHCKe IA0Ue OrAe Cpa3sMepHO CKyIIe. Y OAHOCY Ha
MujarosuheBy Arckorpadujy oBa cazHarma KOHKPETHHje CYTePHILY TO Ad Cy Berope
naoye 6uae mely moBosHMjUMa Ha TpxumTY (HapoAHa My3HKa, HajBHIIE IAOYA
HalMOHAAHe KoMIaHuje — EBP), aA je yKynaH KoMepLMjaAHH eQeKaT 3a bera ANYHO
TEIIKO IIPETIIOCTABUTH, II0CEOHO IITO Ce Y3 THPaXK H CTATHCTHKY IIPOAAje MOpa y3eTH
y 003Hp 1 OACYCTBO peryaaruse IpaBa usBolaua TokoM Beher aeaa Mujarosuhese
kapujepe.*

2.3. TTAOYE MUJATA MUJATOBUBA KAO CBEAOYAHCTBA MY3UYKE KYATYPE
2.3.1. PEHEPTOAP MUJATA MUJATOBU'EA HA KOMEPIJUJAAHUM ITAO9AMA

Ha rpamodonckuM maouama IyOAMKOBAaHO je 86 pAaSAMYHTHX IlecaMa y
usBohewuma Mujata Mujarosuha (. Tabeay 1).' Aakae, cpasmepHO BeAMKH
6poj Mecama CHUMaH je BHIIe ITyTa: Ha IAOYaMa Ce HAIUAO YaK mIecT (pasAMYUTHX)
usBohema mecme Ioweiniara Ana ITeausana, a o net usBohema necama Caipaguhy
wajky, Pasboae ce bero Aone u Kag cym 6ur mopu Bypho.

Mely Bepaujama rcTe mecme 3HavajaH je 6poj ,AybAaeTa” — CHUMAKa UCTe [IeCMe Y3
HCTH OPKeCTap 3a Pa3AMYHTE H3AaBaye, KAO BUAA BUXOBUX KOHKYPEHTCKHX OAHOCA.
WaentudukoBasn cMo 13 TakBUX cAydajeBa, cBe y3 Iparwy opkecTpa Crepurie
Huxkoawnha: mecr je aybaera kop Odeon 1 HMV, mecr 3a Odeon u Columbia n jepan
3a Columbia u HMV.** Axo je Mujarosuha Ha Pathé maoyama nipatuo opkecrap Jose
Japera (Bume y HacTaBKy TeKcTa), AyGAETH Cy joII TPU IecMe, YHMjU CHUMIH CY C
IPUXOBOM IIPaTHoM 0bjaBreHn Ha maogama GCR.

IToMeHUMO y OBOM KOHTEKCTY Kao mpBy cHuMmeHy (1910), u Tapa, u capa
HOIYAApHY mecMy Aa 3Haui Mopu Mome, KaO U IIOINYAApPHE, M Y Pa3AHYUTHM

39 Ocum Behux TpomxoBa y caydajeBrMa CHUMama y HHOCTPAHCTBY, TPAHCIIOPTA, IIA U H3PAAE,
yBO3He IIAOYe Cy LJapHIbeHe, PeMa HeKUM IIOAALINMA YaK AeCETaK AMHAPA II0 MA04Y; yIL. Anon. 19311,
40 TIlocebaH acmeKT OBe MpoOAeMAaTHKe IPEACTaBAA AWYHHM CTaB H3Bohada y  IOraesy
KOMEPLIHjaAN30Baba HIXOBE YMETHIYKE aKTHBHOCTH IIOCPEACTBOM HHAYCTpHje [A0Ya, C 063UpOM Ha
IIpUMepe OAPHIAba YMETHHKA OA HAAOKHAAE 33 CHUMabe; yI. Anon 19291,

41 Ilomucje ynmpuaudeH mpemMa HaBOAMMA Ha3UBA [leCaMa Ha HAACITHHIIAMA, AOK CY AOAATHE HAaIlOMeHe
HaBeAeHe YHUPUINPAHO — H3ABAjabeM ABOTAYKOM.

42 TloyspaHO paTHpare CHHUMAKA YCAOB je 3a AAnbY aHAAU3Y OAHOCA M3AABAYKMX Kyha, a u3 HaydHe
IepcrekTuBe ,AyOAeTH  Cy HM3y3eTaH IIOTEHIMjaA 3a IPOydYaBama H3BODAYKHX, CTBAPAAAUKHX —
ApAHKEPCKUX U IIPOAYKIMjCKHX aCIIeKaTa My3HUKe C IIAOYA.
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usBohemnma cuumnene Kpciti og 3aaitia, Ayro moja (Jecen citiuxce, gyroo moja), Oj
jasope, jasope. C apyre crpane, Mujarosuh je mpBu Ha HAIIMM IIPOCTOPUMA CHUMHO
necmy Bujy seitipu, xao u Cunoh cam iiuo u3 6oxaara (y Toj Bepsuju), a necme Aeinam
6oran, Casuo ce pysmapun u Kag bexpuje us kadare tioh)y oH je jeANHH OBEKOBEUHO Ha
nmaoyama uspatuM pe IIpsor ceeTckor para.

Beoma cy MHAMKAaTHBHU M pe3yATaTH aHAAW3e pelepToapa CHMMAEHOT Ha
LIOCAECABBUM KOMepIjasHuM TAodaMa MujaTa Mujarosrha y cMUCAY eKCKAY3HBHOCTH,
0AHOCHO noryAapHOCTH. Op YKYIIHO AeceT IecaMa CHUMAEHUX Y IIOCACA0j CepHju
(EBP), aeBer ce 110 ipBu MyT NojaByje y MujatoBrheBoM cHumMmenoM orrycy (camo
Aatsy opem, kamen npesphem CHAMAO je y IPeTXOAHOM Iepuopy ). Heke op wux Beh cy
CHHMMHAH APYTH IleBauy, momyT Tewko je vyouiii tiajno, Oj gjesojko, youia iie iiama,
Oj Arune, kragywiko Koiture, Apyiap mu ce scenu. ApyTH CHUMITH UCTIOCTAaBUAHU Cy Ce
Mujarosuhesnm ambaemuma u(an) BpcTom obecxpabpera 3a Apyre IeBade A2 HX
cHuMe, 1ma cy mecMe Kyiu mu majko iwoii u Xajge, cayuiaj kareu, 6pe, Anho monoso
CHHUMMAeHe TeK HaKOH merose cMpTH. CAUYHO, OA A€CeT IecaMa 13 IIOCAeAlbe cepHje,
YaK TPU HUCY BUIlle CHUMAHe 3a Iaode A0 Apyror cBerckor paTa: Koauko tie soum,
He 8oAu tte Huko, Kupuo, 6pe gpinio maiape u Oj gjesojko, hurho moja — Mujarosuhesu
CHHUMIIM OCTaAM Cy YHHMKATHA CBEAOYAHCTBA IHXOBHMX H3BOhema y TOj eIoXi.
Ocum nomenyrux necama, Mujarosuh je jeaurn Mehy cBojum caBpemenunuma 3a
KOMepIlHjaAHe IAOYe CHUMHO M mecMe: bosayuja, Aawy opem, Jegpen ipage, Jeuam
wwera I'pywanka gesojka, Ilesnyra Jana, Ilo mogu cam wiuwke nameciiuaa, Taitixo
Ha majky 36opawe u Illednara cam, mopu, Jamno. C Apyre CTpaHe, HeKe ApyTe IecMe
u3 MujaroBuheBor CHUMMEHOT pellepToapa HAAA3UMO HA IIAOYAMA BEAHMKOT Opoja
IeBava M3 Te eroxe, y Pa3AUYHTOM CACAY — HEeKaAa je PaHMjH BeroB CHUMAK, a HeKapa
Apyror mesada.” CBakako, HECYMIbHBO je Ad Ce PelepToap ,HAPOAHE My3HKe  IIpBe
noAaosuHe 20. BeKa ITpeKo IPOAyKIIHje IpaMoPpOHCKUX IAOYA KPeHpPao HHTePaKIIUjoM
y30pHHX H3BOhaya, mpoAyleHaTa Auckorpadpckux kyha u ayAuTOpujyMa/ TpXKHINTA,
ma u Apyrux ¢axropa. Maxko je u oBa BpcTa KOMIIapaTHBHE aHAAM3€ 3aCHOBaHA Ha
CHCTEeMATHYHOM YBHAY 'y OpOjHe 1 Pa3HOANKE H3BOPE O AUCKOTpadpHju TOT A0Da, AdKAe,
He caMo oHUX 0 MujaToBrheBrM ITAOYaMa, HeroBo IpeLU3Hije MO3UIINOHUpPaEbe Ka0
aKTepa y ,HapOAHOj My3HI[H~ 3aXTeBa OIICEXHA Adba HCTPKHUBAA.

Anaanza MujarosuheBor perieproapa ¢ [1A04a [OKa3yje U3y3eTHY KOMIIAEKCHOCT
TeMa M KapakTepa CHMMMAEHHX IIecaMa, aAd U HUXOBHX MY3HYKO-CTHACKHX
KapaKTepUCTHUKA, IITO Ce MOXKe TI0Be3aTH C HHTepecuMa M3paBava. 3acTyImeHe Cy
TPaAMITMOHAAHE IIeCMe U3 PasAMYUTHUX KpajeBa KpaseBHHe — IIpeTeXXHO OHe Koje
[PHIIaAajy HOBUjUM BpeMeHHMa, Mel)y KojuMa nMa IecaMa 4uju Ce ayTOpH He 3Hajy
(,moHapoAweHnx”), Ka0 U OHUX UHjU Cy ayTOPH MO3HATH, AAH Cy AOKHBAEHE U Y
YCMeHOj IIpeaaju TpeTHpaHe Kao HapoaHe. Beoma cy sacTymmene nmecme u3 Bocue
(nomyT Pasno iiose, #ao mu je na tiie, Buno iiujy, nane, aie Capajruje, Kag Aruja maagu

43 TlopyAapHOCT perepToapa HAAA3UMO Ha M3AAMMa npeko 30 meBava u ancambaaa, mehy xojuma cy
noce6uo ucrakuyti bopa Jamuh, Codxa Huxoarh, Muma Ocrojuh, Muaan Tomuh, Cexa Muxajaosuh,
Jouna Mujarosuh, onepcku mesaunr Bosxupap Murposuh, Cranoje Jankosuh u JKusojun Tomuh,
raymurie-nesaunne Teopopa Apcenosnh n Muanna Bommaxosuh, xao u cacrasu Jome Mummke
Maunnka, CreBana Basnha Tpuae u , [Tunsapuhu’”.
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6ei 6ujawe), aan mOce6HO U3 jyXKHUX CPICKUX KpajeBa, ¢ Kocopa u u3 (Tasamme)
Jyxue Cpbuje (panamme Cesepre Maxeponuje), monyt Ayge, 6ero gyge, Kag cym
6ur mopu, Bypho, Lipkrara majo, dyknara, Ha Ciupyia gyxjan ga umam). Tlopea
OApEAHHIIA ,HAapoAHA IecMa,™ Ha HAOYaMa Ce Ka0 PErHOHAAHO-MAEHTHTETCKE
OAPEAHIHIILIE II0jaBAyjy O3HaKe ,60caHcKa™* U ,MaKeAOHCKA

Y oaHoCy Ha Behu 6poj AMpCKUX, Ay OaBHUX IecaMa, CIIeLUIIAH A0 CHUMADEHOT
TPAAULIMOHAAHOL PeliepToapa YiHe eCMe HapATUBHOT KapaKTepa, UCTOPHjCKe UAM
nceypoucropujcke remaruke ( O, Aaure, kaagywo koiuare, Iowetmiara Anallesusana,
Aau-tiawa na Xepyeiosunu u Jegpen-ipage). OBaxse mecme y AeceTepiuma 6uae cy
Aeo Hacaeha Ha mmpHM, OAAKAHCKMM IIPOCTOPHMA, 3aXBasyjyhu HHTeH3HBHUM
MUTpaIjijaMa CTAHOBHHIITBA, 6e3 0631pa Ha pAorahaje M TOIIOCe HaKOje e HEITOCPEAHO
OAHOCE M AOKAAHE TpapMIiuje U3 KOjUX Cy moTekae. Peaanuja peneproapa koju je
IPEKO [TA0YA YTULIA0 Ha KAHOHHU3ALIHjy HAPOAHE MY3HKe M MACHTHTETCKHX IOAUTHKA
CBAKAKO 3aCAYIKYje OCeOHY IIaXKIbY, AAU je TaKol)e BaXKHA U IPHjeMIHBOCT EHIXOBHX
MEAOPUTMHYKHUX OAAMKA, apeKTUBHOI MOTEHLMjaAd 32 PA3AMYUTE COLUKYATYpHE
CpeAMHe, Te IParMaTHYHOCT COAMCTUYKe H3Bohauke dpopmanuje (HaCYTpoT ceockom
I'pyImHOM HeBaH)y) Y OAHOCY Ha TeXHOAOI'I/IjY CHHUMama.

Meby cHummeHHM Cy u IlecMe KOje Cy IIOCEOHY IIOIyAQPHOCT CTEKAE IIPEKO
Pyxosemu Cresana Ct. MokpamIia (Buswana iraiano 6esewie; Illeiniara cam, mopu,
Jaro / Aman, weitinara cu; Ipoweitiar, majko, geseii z‘oguHu), I1a je Ha HeKUM [TA0YaMa
M Ha3HAYEHO ’eTroBo ayTopcTBO. MujaroBuhy cy oBe mecMe 3acCUTypHO OHAe ITO3HaTe
¥ IIPEKO perepToapa Xoposa c Kojuma je HacTymao (ym. Muaanosuh 2014:213-214).

3uavajan aAeo MujaroBuheBor perneproapa YHHHAE Cy ayTOPCKe IeCMe, ITecMe
CPIICKMX KOMIIO3UTOPA U KOMIIO3UTOPA APYIUX HAL[MOHAAHOCTH KOJU Cy ACAOBAAU
Y jYTOCAOBEHCKOj KYATYPH TOT BpeMeHa, Te IpelleBH CTpaHux mecama. Hajsehu je
6poj ayropckux necama Mapxa Hemmuha (Cunoh cam iiuo us 6oxara — sanpaso Juje
je ono Ayue bero, Kyxypysu eeh ce bepy, Boiaitia cam, umam ceeia; yi. Tomuh 2009:
41), necma Ilerpa Komwosuha ITod nenyepu Tj. Kpadem mu ce y sevepu Hamaa ce Ha
Mujaroprhesum naoyama y Tpuma ussohemuma (Bume o mecmu y: Ceribagi¢ i dr.
2019),aty cyunecme Josana [Tauya (Caipaguhy wajky), Josana ®pajra (Lseitiara mu
pysea, yn. Opajr 6. 1.), Ucupopa Bajuha (Austa cu, yn. Bajuh 6.1.), JoBana [Tonosuha
(Ko @’ fiokuga ca ipaa hepgare,*® yn. Maruh 2018), Boxupapa Joxcumosrha (Ayro
moja), Cranucaasa Bunmaxor (Yiacuyse ouu uapne, Fmam jegry reny), Te Opame
Mahejosckor (Frantisek Mat&jovsky; Koauxo tie cpye moje soae), Japocaasa Kpuuke
(Jaroslav Kii¢ka; Teue 6oga, imeue), Apriaga Banaxa (Balazs Arpad; Pysmapure moj
seaeru) u Huxoae Banona (Kambana 6uje nane, ym. Ballon 1922).

IMTocebHy maXmy y OBOM KOHTEKCTY 3aCAYXyjy IecMe u3 36upke Mujaitioske
Cranncaasa Bunnuxor (6. 1.), koja je ume po06uaa ynpaso no Mujarosuhy (Bypuh-

44 Osa Bpcra Kareropusarpje 3acAy)Xyje MOCeOHy MCTPOKMBAUKY MKy, yKmydyjyhu mopep
perepToapa 1 n3BOHAUKO-CTHAUCTHUKE ACIIEKTE, OBAE II0OCEOHO Y OAHOCY Ha GEAKAHTO TEXHHKY MeBakha
Mujarosuha.

4S5 CemaHTHKA OBe OAPEAHHIIE II0CEOHO NMPUBAAYM MAXEY C OO3MPOM HA TO AA Ce IIOjaBAyje H Y3
necmy Ayge, bero Ayge, Tunmany 3a jyr Cp6uje, moce6HO 3a rpaacKy cpeprHy Bparma.

46 Mopuduxosanu Texcr necme ITog jopiosarom Asexce IllanTuha.
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Kaaju 1981; Ayjosuh 2017: 116-117, 185)." Hajuemhe cy cuumane Kag cym 6us’,
mopu, Bypho u Pasbose ce 6ero Aore — nio nieT myTa, 3aTuM Ilocaara me citiapa majia
— verupu myTa, Ilesuyra Jana u 3awinio, Cuxe, 3awitio — 1o tpu nyta, Luianuuya /
Huianu ce rety — ABa IyTa, AOK je ITowira Banka Ha 60ga CHEMDSEHA CaMO JEAHOM.

Meby cuuMpeHNM ITecMaMa [O3HATHX AyTOPA MMA U OHHX KOje IOTUUY U3 TaAd
HOITyAAPHUX KOMaAQ ¢ meBameM. Ilecmy ITujan ce ckuitiam Mujarosuh je caumuo Beh
3a CBOje IpBe IIAOYE, H TO 3a 00e KOMITAHMje C KOjUMa je Tapa capaliBao — OunuraeAHo
C upejoM 0 meHOj moryaapHocTy. Ha maoun je HasHaueHO Aa je mecMa ,us Ajute’, aan
He M TO Ad je My3HKy 3a Taj koMaa CBerosapa Toposuha nammcao Ierap Kperuh. 3a
ApyTe IecMe 4Hju ce u3bop Takole MOXKe IIOBe3aTH C IOyAapHOLIhY ITO30PHIIHIX
KoMaaa, mocebro ¢ Kowiifianom, oBa BpcTa Ha3HAKe je H30CTaAQ.

Haxko Huje 610 IpOopeCHOHAAHY OIIepCKH IIeBad, Ha MujaroBuheBoM CHIMAEHOM
pelepToapy HaAasu ce W IOIyAapHa apuja Una furtiva lacrima u3 onepe Lelisir
damore TaeTana AoHunernja (Gaetano Donizetti), KOjy je M3BeO Ha MTAAHjaHCKOM
jesuxy. OBy apujy CHUMHO je 3a ABe uspaBauke kyhe — HMV (BK2269-2/AM837)
u EBP (Z189C, u To Ha ABe maoue: Z1115 u Z1136). Kao peneproapcke usyserke
Haaasumo u necMy EaBapaa Ipura Ja itie »y6um (Edvard Grieg, Hjertets melodier Op.
5 No. 3;** HMV BK2257-1/AM 835), e Tauro Aranjuez Xosea ae Aabe (Jose D’Al-
ba), cHEMMeHe C TEKCTOBUMA HEMO3HATHX ayTopa Ha cprickoMm jesuxy (EBP SZ377/
$Z1247). [ToMeHHMO | TO A2 CY Y HeroBoM u3Bolersy ITy6AMKOBaHa M ABA CHUMKA
[IeCMe KOja IPHIAAA IIOITYAAPHOj MY3ULIH y Y5KeM cMUCAY Somewhere a voice is call-
ing (Arthur F. Tate; Eileen Newton; HMV BK2257-1/AM83S; EBP Z195/71136),
y OpUIHHAAy — Ha e€HrAecKoM jesuky. HecyMmHBO je aa je o6pasoBare IIOMOIAO
MujaroBuhy y >KaHPOBCKMM HCKOpPAIiIMa M AOAATHOj aTPAKTHBHOCTH IIeBatbeM Ha
Pa3AMYMTHM je3HIfIIMA K0 BUAY IIPHAArolaBarba O4eKMBAbIMA U3AABAYA.

2.3.2. UHCTPYMEHTAAHA IIPATEhA MUJATOBU'REBOTI [IEBAEbA HA IIAOYAMA

Ypbanusanuja ApyIITaBa, [1a i yCMEPEHOCT IIOAUTHKE AICKOIPadCKe HHAYCTpHje
Ka I'PAACKHM CPEeAMHAMa, Y3 CaMy TeXHOAOTHjy CHHMMama KOA paHe AUCKorpaduje,
YTUIIAAM Cy He CaMO Ha XHjepapXu3alldjy My3HYKHX >XKaHPOBa y CappKajHO-
-QYHKIJMOHAAHOM CMHCAY, HEero M Ha HHXOBY 3BYYHY CAHKY KpO3 Ca3ByduHe
CTPYKType, 60je U YKYIHY eCTeTHKY, Koje Cy obe3behuBane mpBeHCTBeHO IyTeM
npedepenrHux usBohaukux popmanuja. Ocum Tora mro cy Mujarosuhese maode
IPHAOT AOMHHAIIMjU II€Ba4a-COAUCTA Y AMCKOTPadCKoj HHAYCTPHjH TOT A00a,
HETOBU CHUMITH Cy ¥ MHAMKAITHja TPeTMaHA HMHCTPYMEHTAAHUX MApTHja y TaKBUM
usBol)errMa Kapa je ped 0 HApOAHOj MY3HIIH.

Ha caumrmma ¢ maoga Mujarosuh MaxoM eBa y3 mparisy ancambasa/opKecrapa
(138 cuumaka), a Aareko Mame y3 KaaBUpCKy npatiy (35). Huje nponahen nujepan
CHHMAK 3a IIAOYy Ha KojeM Mujarosuh meBa a cappella. Y aparmxMaHCKOM CMECAY

47 Hanaoun HMV AM827 necma Yiachyae ouu wapre Takohe je oznadena kao Mujaitiosxa.
48 Peu je o Bepsuju necme Jeg elsker Dig (mpema: https://secondhandsongs.com/work/166007).
Huje mo3HaTo Ko je IpeBeo/mpenesao TeKCT.


https://secondhandsongs.com/work/166007
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CacBUM je m3y3eTaH cHUMAK necMme Iloweitiara Ana Ileausana (HMV BW2412-1/
AM2109), eKCllepUMEHTAAHO HAYMEeH Tako WITO je CHUMmeHo Mujarosuheso
u3Boheme Te MecMe PeNpOAYKOBAHO C jepHe paHuje mapare maode (BK2262-1/
AMS834) u meroso nesame npareher raaca rom mpuauxoM (8. Canky 1). OBo je jeaan
0A HajCTApHjUX MOKyIIaja HACHMMaBama / HacaojaBama (eHra. overdubbing) Ha csery.

Cnuka 1.

YobaudaBarme ANCKOrpaduje y AeAy 0 OpKecTpHMa Koju Cy nparuau Mujarosuha
OTeXaBaAa je ITpaKca IO0jeAMHIX H3AaBava AQ Ha HAAeTIHUI]aMa IPaMOOHCKHX ITA0YA
He Ha3HAYaBajy OBy BPCTYy mopaTaka. OBO je HCTOBpeMeHO BUCOKOMHAMKATHBHO Y
IIOTAEAY TIOAOKAja OPKeCTApCKHX My3H4Yapa-CBHpPada y OAHOCY Ha IleBada-COAMCTY,
a Hapame ce Xujepapxuja Cyrepuile HMeHOBameM OpKecTpa Ipema Boaehem
uHCTpyMeHTaAuCTH. [lopes HasHake 0 OpKecTpy Ha HAAEITHMITM, KaO IPHUMApPHOM
H3BOPY, IIOY3AAHIM Ce MOXKe CMATPATH HHAMPEKTHA HpeHTHduKanuja oopahamem
BohH OpKecTpa Ha cAMOM CHHMKY, KaKBO IIOCTOjH ¥ HeKOAUKO caydajesa (EBP 2379/
21240; Columbia D8675). C apyre crpane, yrpheHo je aa mopauu o mparehim
OpKecTpHMa M3 KaraAora Hucy cacsuMm mnoyspanu.” Kowauno, mHAMKanuja 3sa
HACHTUQUKALNjY ¥ IIOjeAHUHHM CAy4ajeBHMa OHO je My3HUKH CAAPXKaj CHIMKA,
KapaKTepPUCTUYHU €AeMEHTH IIOITYyT BUCOKOT TOHA IIPEro3HATAUBOT 33 BUOAMHCKY
texuuky CreBana-Cresunje Huxoanha. ¥ Tom mpasuy, y caydajy MujaTosuhesux
maovya wmsparux 3a Homocord 3a mpenTudukaumjy opkecrpa kopumheHo je u
nopeheme ¢ pedpepenTHIM H3BOheHHMA 32 KOje je OpKeCTap IIO3HAT.

49 Ha npumep, 3a maoue A19271S, A192737, A192777 y KaTaAory je HaBEAGHO Aa je IpaTma
opxecrpa Cresune Huxoanha (Odeon 1939: 9), a Ha OCHOBY HaAeTIHUIIA 3HAMO AQ je Ped O OpKecTpy
Munana Tomuha (ym. Discogs: Mijat Mijatovi¢/Singles & EPs); takobe, y karaaory EBP HaBOAH ce TO A2
je Mujarosuha nparno opxecrap ITaje Topoposuha Ha maouama Z1374 u Z1397 (EBP 1929: 29), aaun
CMO Ha OCHOBY HAACITHHIA Ha IIAOYAMA YTBPAUAH Ad je To 6uo opkectap Hopha Hophesuha.
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Yrepheno je, pakae, aa je Mujarosuh 3a morpebe cHumama capahusao ca
Cpa3MepHO BEANKHM OpojeM HHCTPYMEHTAAHHX aHCaMbaAa/ OpKecTapa, pa3sAUIUTHX
0 Opojy My3H4apa, THCTPYMEHTAAHOM CACTABY U CTPYKTYPH GopMalije — CBAKAKO
MaxoM CauMIbEHHM OA TYAQUKHMX M TP3adkuX MHCTpyMeHara. Mujarosuha cy Ha
CHHUMabUMa IIPaTHAU OPKECTPH BUOAUHKCTA JoBaHa-JoBe Bacuha Japera,® CreBana-
-CreBurie Huxoauha, ITaje Topoposuha, CaBe Muakosuha,” TBHophuja-Hopha
Bophesuha, Aymana ITomasa, Musana Tomuha, Mujajaa Mapxosuha Cmyka us
Cmepepesa u Crojana Aumurpujesuha 3ajedapria. Konauno, Ha Mujarosuhesum
caumuuma 3a EBP mojasayje ce u Jazz®®* Band Baaxosuh Schild, xoju je mparuo
usBobeme Tarra Aranjuez. IToce6ro hemo ce 0cBpHYTH Ha Heke OA OBHX CAPAAIBU KAO
HHAMKATOpe pa3AndnTe IpobaemaTuke kojy Mujarosuhesa pnckorpaduja orBapa 3a
Ada HCTPAKUBAIbA PAHe CPIICKE U jyTOCAOBEHCKe / perHOHaAHe AHCKOrpaduje.

HajmaopHujy capaasy kasa je ped o maosama Mujarosuh je ocrBapuo ¢
opxectpom CreBana-Cresune Huxoanha: 6ap 44 cHEMKa HacTaAa Cy y CapaAmbi
c oBuM opkecrpoM. Hukoauhes opxecrap mparmo je MujaroBuha Ha maodama
Columbia, HMV u Odeon, aau, 3aHuMAUBO, HU Ha jeAHoj u3 EBP mpoaykuuje. Huje
[I03HATO KAKO Cy OUPAHM OPKECTPH 3a CHIMAarba, HUTH MM AU Y TOME YTHIIaja CAMOT
neBaya,* aan 06um Mujarosuhese capasmwe ¢ HukoanheBum opkecTpoMje, y3podHo-
-IIOCACAMYHO, 3aA0T KBAAUTETY OBHX CHHMAKA Yy IIOTAEAY CKAAAHOCTH H3BODema H
HOTBPAQ IIeBaYeBOT 32A0BOACTBA OBOM KOMOUHALIHjOM.

Opxecrap JoBe JapeTa jeaaH je 0p HajAyrOBEYHH)IX POMCKHX OPKECTapa y IIePUOAY
npe Apyror cBeTCKOT para, O 4eMy yIIPaBO CBepOde IPaMOQOHCKe IIAOYEe Y dujeM
je cCHHUMamy y4ecTBOBO y mepuoay 1909-1928. roaune. Penome obe3behen nmpexo
ydemha y mpoAyKImju 1mao4a,** Kao M BEAMKO HCKYCTBO y KapaHCKOM MY3HLIUPALLY,
YYUHHAH CY UX jEAHIM OA HAjICTAaKHY THjUX POMCKUX OPKeCTapa peTHOHAAHE My3HIKe
CIjeHe TOT BpeMeHa. 3anaxkaMo Aa je Mujarosuh ¢ oBuM opkecTpoMm capahusao camo
y $a3u aKkyCTUYHOT CHUMAamba.

Kaneaa ITaje Topoposuha Omaa je HajsacTyILbeHHjH POMCKH OPKeCTap Ha
cuumuuma EBP (caumasu cy y mepuoay 1927-1934), BepoBaTHo 3aro 1TO je y TO
BpeMe OBaj BPCHH BHOAMHHCTa xuBeo y 3arpeby (ym. Ceribasi¢ i dr. 2019: 171).
Mujarosrha cy mpaTHAM Ha CHUMawHMa y ABa Haspata (8. Tabeay).

S0 Osaj opkecrap je 1911. cuumao 3a Pathé (ym. ITaanh 1913: 81), ma ce MOsKe IPETIOCTABUTH A CY
oHu nparuau Mujarosuha Ha T0j cecnju.

51 Hamasennuama Mujarosuhesnx maoua nume pa je us Beorpapa, AOK je Ha APyTHM HaAeITHHIIAMA
IPEACTaBAEH Kao ,I]eTpOBYAHMH ITOKapeBadKK, IIPeMa HerOBOM ITOPEKAY.

52 Iles/yas opkecTpuMa Cy Ha OBHM IPOCTOpUMA HasuBaHU (M) OHH KOju Cy uMaau 6y6am ca
uuHeAOM, 6e3 0631pa Ha cacTaB opKecTpa H(AH) BPCTy My3HKe KOjy Cy U3BOAHAH.

53 CamocrasHe CHHMKe 32 ITAOYE OA TIOMEHYTHX 3aCHIyPHO Cy MMaAK KBuHTeT Mujajaa Mapkosuha
Cwmyxka (cHumao 3a Homocord 1928, a nparuau cy u Apyre ussobaue, ocum Mujarosrha) u opkecrap
Crojana Aumurpujesuha 3ajevapua (crumao 3a Homocord 1929. u 1930). C apyre cTpaHe, KBUHTeT
Mujajaa Mapxosuha Cmyxka u kareaa Hopha Hophesuha crumaan cy maode u xao nparma Apyrum
nesaunma ocuM Mujarosuha (sa Homocord, oanocuo 3a EBP).

54 Osaj opkecrap cHEMao je maode 3a Behu 6poj uspasaya, momyt: Pathé, Odeon, GCR, Favorite
Record 1 To 1 ipe ITpBOT CBETCKOT para, 1 IIOCAE Hhera.
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Ocum ¢ mparmoM OpKecTapa, Kao ITO je moMeHyTo, Mujarosuh je cHuMao 3a
[IAOYE U C KAQBUPCKOM mparioM. Ha Taj HaunH cy usBoleHe Hymepe 3a mpoaykuuje
HMYV u EBP. HHuTrepecaHTHO je Aa je u3bop op 14 mecama cHuMmeH 3a 0be Kyhe,
C THM AQ je AOAATHHX CeAAM CHUMbseHO camo 3a HMV (yr[. Tabeay 1). IujanucTu
KOjU Cy y4eCTBOBAAM Ha OBUM CHHMMAFMa HHCY MMEHOBAaHH Ha HaAermHMIlama. Ha
OCHOBY IT0AQTaKa O KOpeIeTHTOpHMa Ha cHuMamnMa 3a HMV y Ilpary 1927. roaune
(mpema: Kelly), Te cHuMaka 3a Koje ce 3Ha HAGHTHTET MHjaHUCTe Kao MOpeAGeHHX,
IPETIIOCTAaBAAMO AQ je Ha IOMeHyTHUM cHUMamuMa Mujarosuha mparuo Llon Toasea
(John Gollwell, poben xao Jan Bortivka, ym. Gossel and Sir 2016: 31). Kapa je peu
o cunmamy 3a EBP, Moxe ce mpermocTaButi Ad je MujaroBuha mpaTtuo nujanucra
Pukapa [lumauex (ym. Anon. 1927e).

3. 3ABPIIIHA PABMATPAIbA

Auckorpagcka npoayximja Mujara Mujarosuha mprBAadiaa je H3y3eTHY Kby
jaBHOCTH y Bpeme Kaaa je Hacrajara (ym. Anon. 1929a; Anon. 19316), aau cHuMIM
IeTOBOT IIeBatba CY 1 AAHAC U3y3€THO aTPAKTHBHH, IOCeOHO 3a syOUTese U [T03HA-
Baolle HApOAHE My3HKe IIpBe moAoBuHe 20. BeKa, O YeMy CBEAOYH Cpa3MepHa Opoj-
HOCT IPeCAyIIaBamka BEeroBUX CHUMaKa Ha MHTepHeTY. CAUYHO Cyrepuile M BeAUKa
3acryuweHoct MujaTouheBux mao4a y mpuBaTHUM KoAekrinjama. HecymmuBo je pAa
TAaKBa AMYHOCT 3aCAY’KYyje IHPY, MyATHAMCIUIIANHAPHY XXy HCTpakuBada. OBoM
IIPUAUKOM IPEACTaBAo>EHHM Pe3YATaTH eTHOMY3HKOAOIIKUX IpOydYaBama AUCKOTpa-
¢uje neBasa Mujara Mujarosuha ncrocraBaajy ce aupMaTUBHUM U IPOAKTUBHIM
3a CTyAUje KyATypHe HUCTOpHje U MCTOPHOrpadCKu OpHUjeHTHCAaHA UCTPAXKMBakba U3
HepCIIeKTHBA APYTUX AucuuianHA. IToBpx Tora, oTBapajy ce OpojHe moryhnocTn
3a UMTamka AUCKOTpadHja Kao IIPUAOTa CABPEMEHUM CTYAMjaMa MeAMja, MOOHMAHO-
CTH, POAHUX OAHOCA. ¥ OAHOCY Ha CaApPXKaj IMAOYA, BUXOBO UCTPAXHUBAKE Y IIPABITy
CTyAMja CHUM/»>€HE MY3HKe IPMMapPHO aApecyje Ha €THOMY3HKOAOTH]Y, 32 KOjy IpeA-
CTaB»>a CBEAOYAHCTBO IIPOMEHA TPAAUIIMja U3BOl)erba II0A YTHIIAjeM MeAHja, Y30paK
AEAVIKATHOT IIeEPHOAA AudepeHNHjalije YAOTa CTBapaAalla U M3Bohada, Te mporieca
mpodecroHaAM3aIlHje My3HiKe AGAATHOCTH U jom MHoro tora. Konayso, oBu us-
BOPHU Cy OA M3Y3eTHOT 3Hayaja 3a IpOydYaBama UAEHTUTETCKMX IOAMTHUKA, Te dase
YCIOCTaBAbAMha OAHOCA KYATYPHHUX, eKOHOMCKHX U jABHUX TOAUTHKA KOjU CY IIOCTAAU
PeAALMOHU MOAEAU aKTYEeAHHU U AQHAC.

Oa cBera MoMeHyTOT, Kao BPCTY HHAMKAIIHje 33 Aada HCTPaKHBamba, H3ABAjaMo
OBOM IIPHAHKOM CIEQUIIYHY BPCTY YTHIJaja KOMEPLHjaAHOT acIleKTa Ha u3bop
MujaroBuheBor peneproapa 3a IA04e, KOja ce MOKe IIPEMIO3HATH Ha OCHOBY CHIMKA
O3HAYEHOT Ka0 ,CaMO 33 HajHHTUMHUje KpyroBe opApacaux’.>> To mro cy oBakBe Ha-
IOMeHe mTamnane y kataaosuma (y3 necmy Ilesnyra Jana), 9uHu X aM6UBaACHTHUM
CHIHAAMMA YII030PeHha U aTPAKTUBHOCTH, PEAAHO BUIIle MAPKeTHHIOM TPaHCTpecuje
IIPOKAAMOBAHOT MOPaAa U ,3BaHu4He” yMeTHOCTH. [T03HATO je pa ¢y ayropureTd y

5SS  OsakBe Cy HyMepe paHuje O3HAYaBaHe Kao ,[IMKAHTHU CHIMI, @ CHUMAAH Cy UX U APyTH (TleBad
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TaAAIIBOj KYATYPHO]j MOAUTHIIM KPUTHKOBAAY PEIIePTOAp KM eAeMeHTe M3DPa3a IT0A-
pebene koMepuujaaHOM ycIexy u3Bolera KOjH Cy Ha IITETY eCTETCKE U IIPOCBETU-
TenCKe BPEAHOCTH yMeTHOCTH (TpeMa BUXOBUM KpuTepujymuma). Tako je y oaHoCy
Ha porpam HapoaHe Mysuke Papno Beorpapa ucrumaso aa , [ posnxnumjcku npu-
MAIIIH TTOAEIIIABAjy Pedr A2 OM M3MaMIAM HOBALI, [1a Ce He yCTPydaBajy Ad YHeECY He-
IPHCTOjHe, baHaAHe U Ipybe pedr Koje He OATOBapajy OPUTMHAAHOj IIECMH,  jOII
Mabe Ayxy Hamer Hapoaa” (yI. AHoH. 1939).Y opHOCY Ha TO, II0jaBa OBaKBHX ITecama
Ha TIAOYaMa jeAHOT OA HAyTAGAHHjUX IIeBada TOT BpeMeHa CyTepHIle Aasda UCTPAXKHU-
Bamba IIPOjeKIfHja PA3AMYHTHX OOANKA TPAHCTPECHja Ka0 BUAQ ATPAKTHBHOCTU Y AO-
MeHy My3IIKe HHAYCTpPHje 1 HHAYCTpHje 3a0aBe.

CAOXEHOCTH COLHIOKYATYPHE CAHKe KOjy pempeseHryje Mujarouhesa
AUCKOTpaduja AOIIPUHOCH, C APyTe CTpPaHe, IIOTBPAA Ad jé CHUMAO CaMO C MyIIKUM
OpKeCTpPHMa, HaKO Cy y TO BpeMe IIOCTOjaAM U YIPABO OHAM BeOMa aTPaKTHBHH
sKeHCKH opkecTpu. IIpema HamuM yBuAUMA, y AUCKorpaduju ussobhada uz Cpbuje
HeMa XeHCKHX opkecrapa (,AameH kareaa”). C 0631MpOM Ha TO A2 Cy Y AUCKOTPadcKoj
HMHAYCTPHjU €KOHOMCKU OAHOCH 6uAn YTHUIQJHUJH OA APXKABHUX jaBHMX ITOAMTHKA
(y mopehemwy c ApyruM cdepama Mysuuke KyAType), MOXe Ce 3aKAYIUTH AQ
MujaroBuheBa mpopykimja MMa MApPaAMTMATCKA KBAaAHTET: OHa pedaexTyje u
CHMOOAMIIIE APYIITBEHO IIOUMAEhe CBHParba Ka0 MYIIKe IIPAKCe ¥ , HAPOAHOj My3HULIK
(KOpECTIOHAGHTHO AOMHMHALMjH MaCKYAHHOCTH Y MHCTPYMEHTAAHOM MY3ULIUpatsy
Y TPaAMLMOHAAHO]j CPIICKOj KYATYpH). A\OAATHO, y CBETAOCTH 6uOrpadcKux
eAseMeHara koju Mujarosuha npeacTaBaajy Kao ,KadpaHCKOr J0BeKa', 6oeMa, mherosa
IPOAYKIIMjA HUMa KOHOTALHjy ,yMepeHe’, ,[PUXBaTiMBE MOAEPHHU3ALUje, BHAU
ce Kao BpCTa KOMIPOMHCA INATPHjapXaAHOT AyXa M MOAEPHOT MeAHMja, pe3yATar
nprAarohaBama KYATYPHOj IIOAUTHULIM CHAXKHO YCMEPEeHOj eKOHOMCKUM KOHIIEIITOM
AUCKOTpadCcKe MHAYCTpHje. AKO Ce, AOAATHO, NMa Y BHAY KPHUTEPHjyM KBaAHUTETa
JKEHCKOT MY3UIIMpamka, OHAQ Ce jOII jaCHMje CarAepaBa MOACTHI] AMCKOrpaduje 3a
Aama MCTpakuBama. Hanme, mpuryx0a Ha HeIpOPeCHOHAAHY, HEIIPHHIUIIMjEAHY
KOHKYPEHTHOCT MY3U4YapKH pedepHpaia je yIpaBo Ha BHXOBY HEKOMIIETEHTHOCT
(yn. Tpyjuh 1931, npema Aymuuh 2013: 84-85), pook 60p6a 3a mpasa My3HYapKu
Ha paa CyTepHIle A Ce M3a TOTeHIMPamha HeKBAAUTETA KeHCKOT My3UITHpamba KpUjy
U AyOOKO yKOpemeHe IaTpUjapXaAHe APYIITBEHE YAOTe, YKmydyjyhu u muxose
exoHoMcke acriekre (suie y: Becuh u ITeno 2017: 164-170). 13 oBe nepcrnekruse
YHHI Ce AQ je OIpeAeser-eM 32 peHOMHUpaHe MylIKe opKecTpe Kao Mujarosuhesy
IPaTIsy Ha CHIMAIbUMA 32 [TAOYE CyrepHCaHa CAMKA 'Y30pHOT My3HYapa.

Ha moryhsoct 1 morpeby aamux ucrpaxusama ymyhyje u moaarak aa cy meby
My3HdapuMa Koju cy mparuau MujatoBuha Ha CHEMamuMa AOMHHHpasn PoMm.
Mosxe ce IIPETIIOCTABUTH A2 je Ha3HAYaBambe HAGHTHTETA My3udapa (,LIUraHCKH Op-
KecTap / Kareaa”) BHA ,er30TH3alHje” CaAPIKaja Kao jOILI jeAHO MAPKETUHIIIKO CPeA-
crBo. IToce6Ha mepcrekTHBa ¥ 0BOj, COLIMOMY3HUKOAOIIKOj IIPOOAEMATHUIIN OTBApa Ce
TOBE3MBAbEM COLMjaAHOT CTaTyca MeBava-coAucTe — Mujarosuha (MHTeAeKTyaAL,

Anexcanpap Bummaxy, komuuap Jypaj Aesuh). Mujarosuhes cuumak o xojeM je ped Huje 610 AOCTyTIAH
3a moTpebe OBOT HCTPAKMUBAHA, T€ j€ TeIIKO IPOLJEHATH ACAUKATHOCT TEKCTA.
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,yraearu rpahanus’, mpumapnuk sehunckor Hapopa) u ,mparehux” mysudapa. Y uu-
Tambe PeAalyja Ha OBOM HIBOY CBAKAKO 61 TPe6aAO yKAYIUTH U CHUMbDEHA OCAOBAA-
Bama IeBada U POMCKOT cBupada: ,Aobpo Beue, roce Mujare!”, ,3ppaso, Creso!”
(yn. UK Columbia H1399/D867S; ussop: Mujatosrh 1 Huxoauh 1927), noce6no
Y CBETAOCTH M30CTaHKA BepOAAHOT KOMYHULIUPAmha, IIa X HKaKBe Ha3HAKe CyOopau-
HHPAHOCTH NPaTHe Ha CHUMKY HCTe TlecMe y capaAmH ¢ ujanuctoM (ym. EBP 2178/
71125, ussop: Mujarosuh 1927).

Y 0BOM KOHTeKCTy Moryhe je caMo Ha3HAUMTU AOAQTHH IIPaBall UCTPaKHUBAIbA
KOje TIOMEHYTO OCAOB»ABAKE CYTepHIIE, A TO je IPOAYKIIH]CKA HAEja O MEAMjaLHjH
ambujenta xusor ussobhema (y kadpann). Llun je Aa ce myTem cHuMKa 06e3bear pe-
KOHTEKCTYaAM3aIHja , Ay TEHTHIHOI IIepPOPMAHCA, CIIOHTAHOCT M YKYIAH 3ByYHU
AOXKUBMaj ka0 yxuBo” (yr. Scales 2012: 265, mpema: Ceribagi¢ 2021: 326).

HapaoBesyjyhu ce Ha 0Baj eAeMeHT KOHIIEIITa paHe AMCKOrpadcKe HHAYCTpH)e,
[OMEHNMO U ACIIeKT M3060pa IeBada C peHOMEOM Y KYATYPHUM CpPeAMHAMa KOjIMa
Cy MPUIIAAAAH, U TO3HATOT M aTPAKTUBHOT peliepToapa Kao rapaHTe MpoMolLuje Ho-
BOT MeArja (U Heros KOMepIMjaAHH ycrex), mTo Mujarosuhes cAydaj 0AAMYHO HAY-
cTpyje, Aok he ce paspaljenn MexaHM3MU My3HUKe HHAYCTPHje Y APyToj moAoBuHu 20.
BeKa KOPUCTUTH y 06PHYTOM MPaBLyy — Aa IpousBeay Mysuuke 38esae (ym. Tschmuck
2012: 123). U3 Takse cTpaTeruje n3paBada npsux naoua npoucrehu he u ponpunoc
KAHOHHU3AIUjU HAPOAHE MY3HKe, II0CeOHO pelepTOapCKoj, AAU U eCTETCKOj, Ha KOjy
he xacHuje pedpepuparu mpoayxiimja xoja ce zecTo oapelyyje kao ,HOBOKOMIIOHOBaHA
HapOAHa My3uka'. Yipaso Ha MujaTosuha ce yxasyje kao Ha ,prvog vaznog pjevaca
novog trenda” (Imamovi¢ 2016: 80).

IMoTenrujaan  auckorpaduja 3a  CTyAmje U3BOhera M TeKCTOAOIIKA
eTHOMY3MKOAOIIKA HCTPRKMBAha T[EHEPAAHO je AUMHMTHpaH, mpe csera (He)
pocrynHomhy MA0Ya, OAHOCHO CHHMaka (a OTOM U HUXOBUM KBaAuTeTOM). Mako
je y cayuajy Mujatouha cpasmepno Beauku 6poj (Tipe)cHHUMaKa AOCTYmNaH Ha
HMHTEPHETY, TO je TEK A€O YBHAQ Y PaHy ACKOrpadujy uMje je MUHYIIMO3HO IPOyYaBame
OA 3HAuaja 3a KOMIIAEKCHHjy CIIO3HAjy eCTeTHKEe IOIyAapPHE HApOAHE MY3UKe M
CrenuUIHOCTH MEAMjAAM30BAHOI KOMYHHIIIPamha My3HKOM, YKaydyjyhu merose
NICHXOAONLIKE KOHCeKBeHIle. YumeHuIa pa ce 3HaYajax 6poj AOYa U3 MnjaTOBnheBor
OIlyCa HAAa3W CaMO y IPUBATHMM KOAEKIIMjaMa AMCKOAOUIKA MCTPa’KHBama YMHU
MOCeOHO AGAUKATHUM. Y TOM IIPaBIly, OBaj paa MMa 32 LA M IOACTHIIAj AOIIPHHOCA
ynormymasawsy MujaroBuheBe AuCKOrpaduje ayAHO-eAEMEHTOM — AUTHTAAHHM
KOIIjaMa CHMMAKa, [[d M pelpe3eHTATUBHUM, CTPYYHO IpupeleHHM H3AambHMa
3BYYHUX 3aIIMCA (eTOBOT [IeBarba K0 KYATYpPHOT HacAeha.

Ha Baxnoct auckorpaduje Mujata MujaroBuha yrme4aTsuBo ykasyje moparak
AQ je TAAaBHMHA HerOBMX KOMEPLIUjaAHUX CHMMaKa HACTaAd y MIEPUOAY OA CaMO TpH
ropuHe, 1927-1929, xapa cy myOaukoBaHa 142 CHHMKa, IITO je y IPOCEKY CKOPO
nepecer ropuime. Koanko je To 61aa HHTEH3HUBHA IIPOAYKIHja CBeAOuH mopeljerse
c amepuuxoM nesauuiom Buau Xoanaej (Billie Holiday), xoja ce mesamem 6aBuaa
NpOJeCHOHAAHO, 2 TOKOM TPHU HAjIPOAYKTHBHUje TopuHe y ,merak-epu’ (1937-
1939), my6anKoBaAa je OKO AEBEAECET CHHMAKa, Tj. OKO TPUAECET ropumimbe (YL
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Nicholson 1994; Novaes 2017).¢ 3anummuso je, Takohe, HaBecTH M MapaseAHe
HoAATKe 3a IteBava 1 xapmoHukama u3 Cpouje Bopucaasa Bopy Jamuha [Mamyanuna,
KOjH je TOKOM Hajbome TPH TOAUHE Y CBOjOj KapHjepH Kap je Ped O H3AABAby IIAOYA
(1934-1936) uspao 86 cuumaka.” Konauno, Mujarosuh je u no yxymuom 6pojy
maoua Mely HajmpopykTuBHHjuM yMmerHunuMa Kpasesurme CXC / Jyrocaasuje,
yKaydyjyhu v raymije-koMudape KOji Cy CHUMAAH [TAOYE.

Peaamsanyja MamupaHUX HCTPAKHUBAA OU HECYMIBUBO OMAA AOIIPUHOC HAIIMO-
HAAHHM, AAV ¥ PETHOHAAHUM U TPAHCHAITMOHAAHNM CTYAHjaMa MY3HKe, KaKBe AMCKO-
rpaduje cymruncku apupmunry. Tpetupamem Mujarosuhesux nmaoda ve (camo) kao
36upke mpeamera, Beh (M) Kao My3HYKOT ,AMCKYP3UBHOT 3Hama’, Ad YIOTPe6UMO
u3pas Besan 3a apxuse (Garcia 2017), moryhe je moMepuTu rpaHuIle eAeMeHTapHOT
porpuHOca (HanMOHAAHOj) eTHOMYy3HKoAorHjH. Takas 1 3axTeBa usrpaheny ceecr
o (camo)pedaeKcHBHOCTH papa Ha AUCKOTpadHjaMa, Ko U KPUTUIKU OAHOC IpeMa
HAeOAOTHjaMa OPOJHUX M Pa3HOBPCHX AKTEPA Y IPOAYKIHH IIAOYA, IUXOBHX €CTeT-
CKHX, eKOHOMCKHX U IIOAUTHYKHUX ITpedepeHIfija u HHTepeca.

Beanunny ambunmje aa ce peKoHCTpyHiIe ypaso Mujarosuhesa pAnckorpaduja,
OCeOHO Kao MHMOHMPCKU MOAYXBAT Te Bpcre y Cpbuju, mparmaa je u cpasMepHa
CBECT O 3aXTEBHOCTH, IIa ¥ AUMHUTHMA TaKBOT moayxBaTa. Hapamo ce aa he purura-
Amsanuja 6MOAMOTEUKNX M aPXUBCKUX POHAOBA OMOIYNHTH HCTpaKHBaEe AAAEKO
Behux KoAeKIIHja H3BOPA, O YeMY Ce YBEAUKO IOBOPH KA0 O IIOTEHI[HjAAHOM eIl Te-
Moao1IKoM 06pTy y ucTpaxusamuma mysuke (Cottrell 2018), Te aa he poectu po
YIIOTIyHaBamka IOAATAKa, TTa U A0 KOPUTOBaka €BEHTYAAHHX HETaYHOCTH Y OBOM
paay. Apupmanuja rpaMopOHCKHX IIAOYA KAO KYATYPHO-UCTOPH)jCKHX H3BOPA BaXKaH
je Aeo Mmaxbe 3a KyATYpHO HacAehe U HY>XHU KOPEKTUB HCTPAKHBAUKUX U KYATYp-
HOTIOAMTHYKHX CTPATETHja y KOjMa Cy allCOAyTHU NPHOPHTET Y (pe)KOHCTpyHCatsy
HAIIMOHAAHNX/ ,HAPOAHUX MY3HKA MMAAU ,[AACOBH  3a0eAeXKeHH IIPU TePeHCKUM
ucTpaxuBambuMa. [paMoPOHCKe IAOUe CY, CACBUM je H3BECHO, peclieKTabHuAHA pe-
depeHIIa KOASKTHBHOT ITaMhersa U peAeBaHTAH TPAr AYAU U BpeMeHa Koje Cy OHe H
00AMKOBaA€, U CaTyBaAe.

56 HapasHo, ped je o pasauautuM AerieHnjama 20. BeKa, IITO je BaXHO M3 IIePCIeKTHBE HCTOPHUjaTa
AUCKOTpadCKe MHAYCTpHje M CTaryca papmja kao Mepmja. C Apyre cTpaHe, BeAWKa je pasAuKa y
COIMOEKOHOMCKHM OKOAHOCTHMMA — KalaI[UTeTHMa jyTOCAOBEHCKOT M AMEPUYKOT TPKHIITA.

57 Ilpema npeAMMMHAPHHM Pe3yATATHMA HAIIHX AKTYEAHHMX HCTPAXKUBAKbA.
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Danka LAji¢ MIHAJLOVIC, DAVID POKRAJAC AND SASA SPASOJEVIC

GRAMOPHONE RECORDS OF THE SINGER MIJAT MIJATOVIC:
FROM (RE)CONSTRUCTION OF DISCOGRAPHY TO THE STUDY OF RECORDED MUSIC

(SumMMARY)

The study begins with an overview of the status of gramophone records as sources for
the academic research of music, followed by a discussion of the prevalent term “the
study of recorded music”, given usual usage of field recordings in ethnomusicology,
and the lack of any indication of commercial purpose of such acquired records as
opposed to the documentary value of the recordings. The central part of the work is
dedicated to a segment of Mijat Mijatovi¢'s musical career related to his participation
in the music industry. The almost complete discography was reconstructed and
presented in the attached table.

It is determined that Mijatovi¢ participated in gramophone recording sessions
between 1910 and 1932 and that he recorded for as many as seven European labels:
Gramophone Concert Record, Pathé, His Master’s Voice, Edison Bell Penkala,
UK Columbia, Odeon and Homocord. The records were also issued in US (under
US Columbia and The Victor Talking Machine Company labels). More than 170
distinct recordings on gramophone records (sides) were identified (174), and
when also accounting for recordings repeatedly published on different records
(and labels), comprises over 200 (at least 205) recordings. Recording sessions were
dated and located and the matrix and record catalogue numbers were determined
by the cross-analysis of data. Also, the collaborating musicians and orchestras
accompanying Mijatovi¢ on the recordings are identified. On top of the discography
reconstruction, the study presents the results of the analysis of Mijatovi¢'s recorded
repertoire and its broader contextualisation, includes the analysis of orchestral
accompaniment, and considers particular marketing aspects pertaining to his
gramophone records. Also, it was pointed out that Mijatovi¢ took part in one of the
first instances of overdubbing in the history of the music industry. The intensity of
production is also emphasised: in his three most productive years, Mijat recorded,
on average, SO recordings (sides) annually, in spite of not being a professional singer.
The mentioned aspects of Mijatovi¢'s discography helped to map further research
and indicate its potential for music and media studies, research into the economics
of music activities, identity policies and cultural history.
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ABSTRACT
A significant part of the Radio Belgrade programme, especially in the years before
the establishment of instrumental and choral ensembles within this institution,
was comprised of music recordings. Although gramophone record concerts were
presented within the programme announcements, they were not considered in
more detail in existing studies of music on Radio Belgrade. One of the reasons
for this could be limited access to the data on the gramophone record concerts.

* OBa cTyaHja je pe3yATaT HCTPaXKHBAKba CIIPOBEAHOT Y okBHpPYy Mysukosomkor nucruryra CAHY,
xor ¢uHaHCHpa MHUHHCTapCTBO MpOCBeTe, HayKe M TexHoaomkor passoja (PC-200176), kao u
npojekra Applied Musicology and Ethnomusicology in Serbia: Making a Difference in Contemporary
Society (APPMES; 6p. 7750287), dunarncupanor oa crpane Qonaa sa Hayky PC. 3axsanyjem ce Ap
Aasku Aajnh MnxajAOBnh Ha MaXKA>MBOM YHMTAlbY M CyTeCTHjaMa KOje Cy MM IIOMOTAE AA OBaj PaA 3HaTHO
YHAIIPpEAUM Y OAHOCY Ha HerOBY IIPBY BepP3Hjy.

1 marijamaglov@gmail.com
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Thus, for the first analysis of this segment of the music programme, the author
has focused on the first year in which weekly radio programme announcements
were printed in Radio Beograd: nedeljni ilustrovani ¢asopis. The announcements
contained data about music numbers, recordings companies, and serial numbers
of the records played. More precisely, the series of His Master’s Voice concerts,
named after the label of records exclusively broadcast in the programme, were ex-
amined in the period from October 1930 to October 1931. This particular series
was chosen because of the importance of the label in both the global and local mu-
sic industry and the continual broadcasted of His Master’s Voice records on Radio
Belgrade. Furthermore, the diversity of programme conceptions of concerts with-
in the series indicates the particular ways in which gramophone record concerts
were designed. Based on the series of His Master’s Voice concerts, three methods of
categorising gramophone record concerts are suggested. In addition, the paper of-
fers little known archival data on gramophone record distributors who borrowed
records to Radio Belgrade for marketing purposes.

KEYWORDS: gramophone records, concerts, Radio Belgrade, His Master’s Voice, music pro-

gramme, Jevta M. Pavlovi¢, Ili¢ and Andrejevi¢, Music house ,Harmonija’, discography.

ATICTPAKT

Mysuka eMHTOBaHa C TPaMOPOHCKUX IIAOYA YHHHUAA je 3HAYajaH A€o Iporpama
Papno Beorpaaa, moce6Ho y roarHaMa rpe $opMuparma aHCaMbaAa y OKBUPY OBe
uHCTHTYNHje. Mako cy KoHIlepTH rpaMO$OHCKUX [IA0UA OUAU YeCTO 3aCTyILbeHH
y HajaBaMa IIporpama, HHCY AO CaAd OHMAM IIpeAMeT OIMIKpHHUje pacIpase.
Jeaan o pasaora je cBakako orpaHHYeHa AOCTYITHOCT ITOAATaKa O KOHIePTHMA
rpaMo$OHCKHUX IA0YA. 360T TOra je y 003HUp y3eTa IIpBa TOAUHA Y KOjOj Cy IIOAALIH
0 HyMepaMa, U3AaBaunMa U 6pojy maoda mrammnanu y gaconucy Paguo Beoipag:
HegemHu uryciposanu vacoiuc (oxrobap 1930 — oxrobap 1931). Ilpenusnuje,
opabpana je cepuja takossanux His Master’s Voice xoHnepara, ¢ 063upoM Ha
3Ha4aj OBe M3AABaUKe Kyhe y CBETCKOM M AOKAAHOM KOHTEKCTY, 3aCTYILSEHOCT
maova Ha Papno Beorpaay, aAu 1 pasHOAMKOCT IporpamMa NOMeHYTHX KOHITepaTa
KOjH yKa3yjy Ha HAYMH OOAMKOBaA IIPOrpaMa KOHIepara rpaMo$OHCKHX IIAOYA
yommTe. Ha ocHOBY oBe cepmje mpeaAoskeHa Cy TPH HauMHA KaTeropusaruje
KOHIlepaTa TpaMOOHCKMX TAoda. Ilopea Tora, y papy cy mpeacTaBmeHU
MAAO MO3HATH APXMBCKHU MOAALM O IMPOAABLIMMA IPaMOPOHCKHUX IAOYA KOjU CY
capabhuBaau c Papno Beorpasom.

Kany4HE PEYM: rpamodoHcke maoue, koHLepTH, Papno Beorpaa, His Master’s Voice,
My3uuky porpam, Jesra M. ITaBaosuh, Manh u Auppejesuh, Mysuuxa kyha , Xapmonuja’,
auckorpaduja.
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Op mouerka emuToBama mporpam Papro Beorpasa unHMAe Cy rOBOpHE eMucHje U
My3HKa, eMHTOBAaHA YKMBO M C rpaMOOHCKHX maoda. Beh mpuamkom mpobmux
emMuToBama 1924. ropuHe, mopep papuo-KOHIepaTa yaaHoBa Beorpapcke omepe,
nporpam je 610 ,cacTaBmen op rpamodorckux maoda” (Markovié 1979: 13). Oa
1929. ropune> mporpam eMHTOBaH YXXHBO HM3BOAMAM Cy roctyjyhu mssobhaun u
aHcamban momyT Beorpaacke ¢uaxapmonuje u Omepe Hapopnor mosopmmra y
Beorpaay, a IOTOM ¥ PAAMjCKH AaHCAMOAM KOjU Cy IIOCTENEHO OCHHBAHU Y OKBHUPY
Papno Beorpaaa. ITopea Tora, yobudajenu cy 6uan nmpeHocu u3Bolerma KoHIjepara
U ONepCKMX IPEeACTaBa Ca CIleHa y 3eMdHM M MHOCTPAHCTBY, KaO M KOHIlepara M3
Oeorpapckux KadaHa. Y AOCAAAIIBUM CTyAHjaMa MOCBeheHMM y IleAMHHM HAM Y
AeaoBuMa Mysunu Ha Paamo Beorpaay y mehyparHoM mepropy maxkma je MaxoM
OrAa ycMepeHa Ka My3HYKHM aHCAaMOAMMAa OCHMBAHHM IIPH OBOj MHCTHUTYLHjH,
IPeHOCHMa MY3HKe M KOHIeNIIMjH My3HYKOT IIpOrpamMa, a rpaMoOHCKe IAoYe Cy
nomenyte ysrpea (Koci¢ i Miljkovi¢ 1979; Simi¢ Mitrovi¢ 1988; Simovi¢ 1989;
Pejovi¢ 2004; Sreckovi¢ 2007; Vesi¢ 2015; Dumni¢ Vilotijevi¢ 2019; Karan
2019). OBe cTyaHje Cy 3Ha4ajaH NPHAOT KAKO MCTPAKUBAbUMA ACAATHOCTH Papno
beorpapa, Tako u mpoyyaBamuMa AaKTHBHOCTH My3HM4Yapa M, YOIIITe, MY3UYKe
KyAType Mehyparnor mepuopa y Beorpasy u Kpamesunu CXC - KpaseBunu
Jyrocaasuju. Maxko ce y mojeAMHHM U3BOpPHMa UCTHYE AQ je MY3UKA C TPaMOPOHCKUX
nao4a 6uAa ,TAABHO TIporpaMcko ynopumre” Ha Papno Beorpaay (Simovi¢ 1989:
3S; ymop. Sreckovi¢ 2007: 123), oHa A0 capa HHje OHAQ TIPEAMET OTICEXHMjHX
HCTPaXKMBama, Te MPEeACTaBoA MAAO TIO3HAT CeTMEHT MY3HYKe M MeAMjCKe KYAType
MehyparHor mepropa. Y TOM CMECAY, TpeAMeT OBOT Paja jecTe Mysuka Ha Papuo
beorpaay emurosana ¢ rpamoonckux maoya. Ilopea Tora mro yBup y mporpame
TAaKO3BAHHX ,KOHIIepaTa rpaMOOHCKHX IAOYA~ Adje IOTITYHHU]y CAUKY O My3HIIH Ha
Papuo beorpaay, o 3acTynmseHOM periepToapy U HAYHHY HerOBOT IPe3eHTOBaba, 0Ba
Tema Takole mopcTHe pasmarpatbe (MCTOpHjcKe) CIpere AUCKOrpadCcKe HHAYCTpHje
U HHAYCTPHje PaAUja y OKBUPY My3HYKe HHAYCTPHje y AOKAAHUM OKBHUPHMA.>

Pap je 3acHOBaH IpBeHCTBeHO Ha mporpamuma Papro Beorpaaa, my6ankoBanuM
y wacomucy Paguo Beoipag: wegewnu uayciposanu uacoiuc (DNBS 2022).*
WMupukanuja pa Cy ODporpaMu MMAaAM M MapKeTHHIIKY AMMEH3Mjy 32 AOKaAHe
IPOAQABIIE OAH. AUCTPHOyTEpe AMCKOrPadCKUX H3AAMA MTOACTAKAQ je HCTPAXKUBAEbE
APXMBCKHMX M3BOPa O HUMA M BUXOBOM nocaosawy (IAB 2474-1489, IAB 2474—
7071, IAB 2474-22194, IAB 509).

2 PepoBHO emuroBame nporpama Papno Beorpapa samouero je y Mmapty 1929. roprHe, HakoH mTO
je axumonapcko Apymrso Paguo (aame: Paguo A. A.) Ao6uao xoHmecHjy op MurHCTapcTBa MOMTa
u Teaerpadpa Ha 1S roamna (Pustisek 1979: 259). Behuncku Baacuuk kanurasa Paguo A. A. 6uaa je
xommanuja ,Mapxoun” (Marconiphone Company Ltd.) ns Aonpona (mpema Markovi¢ 1979: 14). Hcre
ropute Kpasesuna Cp6a, Xpsara u CaoBeHanja npenMeHoBaHa je y Kpasesuny Jyrocaasujy u yBeaeHa
je lecrojanyapcka pukraTypa. Bume o mouerinma paaa Papuo Beorpapa y: Mcro: 11-21.

3 C o63upoM Ha yCMepeHOCT MCTPAKMBAMKA KA ACIEKTHMA My3HYKe HHAYCTPHje, Y IUTamy Cy
KOMepIifjaAHe TpaMOpOHCKe IAOYe.

4 Yacommuc je u3aasno oa 1929. po 1940. ropune (ymop. DNBS 2022).



86

MY3UKOAOTHJA / MUSICOLOGY 32 - 2022

Op mouerka pepOBHOTr eMHuTOBama mporpama Pasmo Beorpasa HajaBsuBanu
cy ,Komnepru rpamodonckux moua” (8. Radio Beograd 1, 1929: 10). Mehyrtum,
cBe A0 OkTOOpa 1930. ropMHe YMTAOLMMA M CAYIIAOIMMA HUCY OuAe IpepodeHe
HOjeAMHAYHe HyMepe eMHTOBaHe Ha pellepToapy OBHX KOHIlepaTa. Taaa ce mojaBayjy
AeTasHHje HajaBe IPOrpaMa, C MOAAIMMA O HyMmepama koje he 6uTu emuTOBaHe,
03HaKoM M3paBauke Kyhe u katasomxor 6poja naode (Radio Beograd 39, 1930: 17).
OBa mpakca HacTaB&eHa je, y3 Mambe H3MeHe, A0 Kpaja 1933. ropune (Radio Beograd
52,1933: 16). Ha ocHOBy Tora Kao y30pak 3a HCTPaXKHBAIbe y3eTa je IIPBa TOAUHA Y
K0jOj Cy IIpOrpaMu KOHIJUITMPAHH Ha 0Baj HauuH (okrobap 1930 — oxrobap 1931).
Tex ¢ mpoMeHOM KOHIIeTIIMje IITAMIAHUX IPOrpaMa Koja je yBeaeHa y OKTOOpy
1930. ropune Moryhe je yTBpAUTH KaKO Cy 3aUCTa KPEHPaHU pellepTOapy KOHIjepaTa
rpamMo$oHckux mao4a. ITomro oBy NpoMeHy MpaTH joll jeAHa HOBHHA — HaBoleme
TPrOBHMHA y KOjUMa Ce MOTy KYIHTH Mapke opapeleHe maoue Ha NpBOj CTpaHUIHU
HajaBe — IPOrpaMy M3 HA3HAYEHOT NEePHOAA jeCy KaKo M3BOP aHAAU3E KOHIIEIIIHje
KOHIlepaTa TpaMOQOHCKHUX IIAOYA, TAKO M TPXKHIITEM Tj. HHAYCTPUjOM YCAOB&EHE
capapme nsmely paamja u mpoaasana maoda (Buire 0 TOMe y AameM TOKy paaa). Y
nepropy okTobap 1930 — okTobap 1931 emurosane cy maode: His Master’s Voice, Ode-
on, Columbia, Pathé, Polydor u Brunswick. Op 1932. roaune y nporpamy npeosaalyyjy
naoue Mapke His Master’s Voice, a poopatak cy maode Kristal (Radio Beograd 52,1932),
a 0 1934. roprHe IpeIu3HIje OAPEAHHUITE O H3AABAYMMA U IIPOAABIIMMA eMUTOBAHMX
nao4a 6uae cy cse pehe. Mysuka c rpaMoOHCKUX IIAOYa eMHUTOBAHA je 6ap jeAHOM, a
Hajuernthe HEKOAMKO ITyTa y TOKY AQHA, H, C PETKUM H3y3eI[Ma, OHAA je Ha pOorpamy
cBakor paHa.’ ITaoue His Master’s Voice 6uae cy Hajuemthe 3acTyIuseHe Ha IpOrpamy 1
obyxBatase cy cBe xaHpoBe (036UmHY, HAPOAHY, ,AaKy 1 My3uKy 3a urpy). C maoda
Columbia emuTOBaHa je IPETEXHO AAKA K HAPOAHA My3HKA U, HENITO Matbe, 0301oHa,
a ca Odeon maoua Hajuemhe HapopHa Mysuka. Odeon je Takobe Amckorpapceka
kyha Ha unjuM u3paBUMa je 3acTymmeHa Mysuka aomahux xommosuropa. Kapa cy
y nurawsy Pathé u Polydor, ansu ce aa cy obyxsahenu taxolhe cBu sxaHpoBH, nako
ce oBe mnaoue pehe emuryjy y momenyrom nepuoay. [Taoue Brunswick emuroBane cy
najpehe (ymop. DNBS 2022).¢

C 063upoM Ha ydecTarocT rpaMOpOHCKUX KOHIjepaTa y Imepruoay okrobap 1930
— oktobap 1931, aHaamsa je cyxxeHa Ha TakosBaHe His Master’s Voice xoHuepre,’
OAHOCHO, TIpOrpaMe CacTaBbeHe HCKAYIHBO 0 HyMepa ca His Master’s Voice raoda,
eMUTOBaHe jEeAHOM HEeAeAHO y BedepmuM TepmuHMMA (0ko 21 car mam KacHuje).
Osu xoHepTH MehycOOHO ce pasAMKYjy IO pelepTOapHMa, TIOBPEeMEHO Mpelji3HHje
oppelyeHHX MHAMKATHBHMM HACAOBUMA, IIOIYT ,YTaKMHUI[A YyBEHHX TEHOPA M AD.
Tlopep Tora, KOHIIEPTU HHCY OHMAM >KAHPOBCKH OTpaHHMYEHM: AOK Cy Hajuemthe y

S ¥ paay mumreMm 0 IpOrpaMHMa C HAGjOM A CY eMUTOBAHH Y CKAAAY C HajaBOM.

6 HaraamasaM Aa je y OMTamy yBHA y IIAOYE eMHTOBaHE y OIPAHMYEHOM BPEMEHCKOM IePHOAY Ha
Papuo Beorpapy, a He 3aKkaydak 0 OAHOCY 3aCTYILSEHUX My3UYKUX )KAaHPOBA Y IJEAOKYIIHO]j P OAYKIIHH
0jeAMHUX AMCKorpadckux Kyha.

7 Y uacomucy Papno Beorpap ynorpebaeno je caepehe oprorpapeko pemerse: ,His Master’s Voice-
xonnepr” (DNBS 2022), xoje je nsocrasmeHo paau yckaahusarba ¢ IMeHOBameM AHCKorpadcke kyhe
(y xypauBy) y ocrarky Tekcra.
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TOKY jeAHe BedepH 6uan mmocBeheHu 036MAHOj HAY ,AAKO0]” MY3HIfH, IOBPEMEHO CY
y OKBHPY jeAHe MPOrpaMcKe KOHIlemIuje Ouan oOyxBaheHH pasAMumTH XXaHPOBU
(BHIE O TOME y TAABHOM A€AY TEKCTa).

Y ToM cMuCcAy OBa cepHja je AOBOASHO OTpPaHMYEHA IIEAMHA Ad OBOM IIPHAMKOM
Moxke 6uTH obyxBaheHa aHAAM30M, a HCTOBpeMEHO AOBOAHO PAa3HOBPCHA AQ yKaXKe
Ha TOTOBO CBe HAYMHE IIPOrPAMCKOT yOoOAMYaBakha My3HKe C IPaMOPOHCKHX MMAOYA
Ha Papmo Beorpapy. Ilocroju jom Hekoanko pasaora samro cy ymnpaso His Mas-
ter’s Voice IIAO4e y CPEAMINTY pasMaTpamsa. Y IHUTAlY je jeAHa op HajBehux cBeTckux
auckorpapckux kyha,® umje cy maode 6Gmae emmroBaHe Ha Papno Beorpapy y
PAa3AMYUTOM MHTEH3HUTETY, aAH y KOHTHUHYHUTETY, TOKOM TpuAeceTux ropusa 20.
BeKa, KaKo y OKBUPY cepuje HepesHux His Master’s Voice kOHIlepara, Tako U BaH
we (ymop. DNBS 2022). Cumnromarnyso je To pa cy cerment , Kemve Hammx
CAymIaAara’, eMUTOBAH jeAHOM HeAesHO, KOHTHHyHpaHo unHuae His Master's Voice
naoue. Brao Aa cy caymaoriu 3ancra OMAM MCKAYIUBU Y CBOM H300py, 61A0 Aa je
TaKaB CAAPKAj OMO PE3YATAT ypeAHHUKe OAAYKE, OBAj MOAATAK IIOACTHYE OAAYKY Ad
ce $poxyc ycMmepu ymnpaso ka His Master’s Voice mpopykuumju. Hajsaa, aocrymHoct
M AETAMHOCT MOAATaKa O1AM Cy Mel)y raaBHHM pasao3nMa oIpepesersa 3a YIIPABO
OBY CepHjy Kao pelpe3eHTaTHBAH y30paK Ha OCHOBY KOjer je GpOPMHpPAH IIPEAAOT
THIIOAOTHje KOHIlepaTa rpaMopoHCcKHX maoda Ha Papuo Beorpaay. Iomro cryauje
0 KOHIIePTHMA IPaMOQOHCKHUX MMAOYA AO CaAd HUCY OMAe MpeAMeT MCTPKHBAMA,
0AAQBUp IIPUCTYTIAYHOT, CAAPYKAJHOT . (BpeMEHCKH 1 110 06uMy mopaTka) omeheHor
MaTepyjasa YHMHHO Ce IpPaKTHYHHM 3a pa3BHjame IIPEAAOTa KaTeropu3alfyja
KOHIjepaTa Koje 01 Morae A OyAy KOpHCHe M y pa3MaTpamy My3HKe eMHTOBaHe C
rpaMo(OHCKHUX ITAOYA APYTHX H3AABaYa.

KraTka (HPEA)I/ICTOPI/I_]A KOHIDEPATA TPAMO®OHCKHX ITAOYA

Ipaxca cAymrama rpaMOQOHCKUX IIAOYA H, IIOTOM, Paprja y KyhHHM ycAOBHMa,
HAAOBe3aAa Ce Ha IIPAKCY HErOBaba My3HKe Y CAAOHHMMA Ipal)aHCKUX AOMOBA, HAKO Cy
OBa ABa HauMHa KyhHOTr MysuIupara 6ruaa GUTHO APYTadnja yTOAUKO IITO, C II0jaBOM
HOBHUX MeAMja, BHILe HHje 6MAO IOTPeOHO A HEKO 0A yKyhaHa yMe Aa CBHpa HAU
neBa Aa 6u ce yxwuBano y mysuru (ymop. Svarc 1931: 84-86). Y Tom cmucay, ,coba
Ce IpeTBapaAd y MMaruHapHy KOHLIEPTHY CaAy, ¥ KOjoOj Cy ce MOrAa 4yTu usBolema
nosHaTux ymeTHuKa u ancambaaa” (Kokanovi¢ Markovié 2014: 226).

8  His Master's Voice - HMV — 6uaa je etukera 6purancke xommanuje Gramophone Co. (ocHoBane
1898. roaune) Emuaa Bepaunepa (Emile Berliner) u amepuuxe xommanuje Consolidated Talking
Machine Co. Eappuya Lloncona (Eldridge Johnson) oa 1900. roaune. CrnajarseM Bepannepose ¢
Llonconosom kommanujom 1901. ropnne Hacraaa je xommanuja Victor Talking Machine (Holmes
2006: 154), xoja je 0p TaAa KOPUCTHAR IOMeHyTy eTukeTy. Gramophone Co. je Ha MHTepHALMOHAAHOM
TPKHUIITY 61O IO3HAT 1I0A MMeHoM etukeTte His Master’s Voice (upor. Tschmuck 2012: 56). Y xonrekcry
Papano Beorpapa BaxHo je ucrahu Aa je oBa KOMIIaHHMja KyIuAa AOHAOHCKY dupmy Marconiphone 1929.
ropunte (Mcro: 58). Eruxera je 61aa Aparonea s6or ,moseperba 1 opaHocty kynana” (Holmes 2006:
32S; ymop. ucro: 26-27,212-213, 322-327).
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I'pamModonm U rpaMoPOHCKe MAOYE CY KAO HOBH M3YMU M CPEACTBA 3a 3a0aBy’
0p3o ocBojuan aybureme Mysuxe y Beorpaay, cyaehum mo moaarky aa je mpsu
KOHIIEPT ¢ TPaMOPOHCKHX IIAOYA OAPXAH y mpocropujama CpIickor HOBUHAPCKOT
yApyxema 13. maja 1900. ropuse (Jovanovi¢ 1968: 6). Ilpema HaBoAUMa U3 AMCTA
Maae Hosure, uraH YAPyKeHa, KEbHDKEeBHUK M HHCIIEKTOP IONITAHCKO-TeAerpadckor
oaensema Munucrapcersa npuspeae Aparomup bpsak, koju je mocepoBao rpamo¢oH,
,OApXao [je] mpepaBame y3 pempoAyKoBame TIAACOBA, My3HMKE K IeBamba M3
rpamodona. IIpepaBame je 61A0 BaHpepHO A0Opo moceheHO, Kako 0p UAaHOBA
YApy>kema U BUXOBHX IOPOAHIIR, TAKO U OA roctujy...” (mpema Jovanovi¢ 1968: 6).
Maxo ce u3 HaBepeHOT omuca Aorahaja He MOXKe CAaCBUM IIOY3AQHO 3aKAYUUTH Ad
A je 3aKCTa y MUTalby OMO KOHIIEPT, MAU TeK IIpeseHTanuja ypehaja, unmenmuria je
Ad Ce, Ka0 OATOBOP Ha TO MHTEpecOBame, y BehuM TproBrHaMa OTBapajy OAesera
3a PoARjy rpaModoHCKHX amapara U naoda (B. Pavlovi¢ 1909, Pali¢ 1913). Aa cy
y npBuM AenjeHujama 20. Beka IOHeKap IpupeluBaHN KOHLEPTH Ha KOjuUMa Cy
My3HYKa A€AA CAYIIAHA Ha TPaMOPOHCKHM IA04YaMa moMumbe 1 Pokcanpa Ilejosuh,
KoMeHTapumyhu MysHKy y cAy»OH oMacoBmaBama KyaType y Beorpaay usmehy
ABajy parosa (Pejovi¢ 2004: 189). Taxohe, mosHato je Aa je koaekumonap ITasae
Besancku npupehusao koHIjepTe eMUTOBabeM CHHMaKa C ITAOYA U3 CBOje 30HpKe.
3a noTpebe OBHX KOHIjepaTa OPIKASHBO je TPUIPEMAOo IIPOrpaM, a CBEAOYAHCTBA
yKa3yjy Ha TO Aa Cy KOHIIepTH IpaheHH y KOHTEeMIIAATHBHO] TULIHHH, TIOIYT OHE Y
KOHIepTHOj ABopanH (mpema Jaksi¢ Subi¢ 2020: 11; npema Prodanov 2020: 18-22).

Konnepru rpaMoQoHCKMX IIAOYQ €MHTOBAHH ITyTeM paAHja HHUCY, AAKAe,
IIPeACTaBAAAM TIOTIYHY HOBHHY KaAa Cy Ce ITO0jaBUAM TOKOM ABajeceTHx roausa 20.
BeKa, KAKO ¥ OAHOCY Ha GopMHUpare porpaMa Ha OCHOBY HH3a HyMepa OAQOpaHHX
C TAOYA, TAKO HM Y OAHOCY Ha IPAKCy IPHCYCTBOBala KOHLEPTY Y HeUHjeM AOMY,
ucnpep ypebhaja 3a npenoc 3Byka. Kao mTo je momenyro, rpaModoHCKe IAOYE CY
0A MOYeTaKa eMHTOBaMha PAAUJCKOT IIPOrPaMa UTPaAe BaXKHY YAOTY Y UCITYHaBaky
EEeroBOr' CAAPXKaja, a Ha HajaBy ,Kownuepra rpamodonckux maoya” Hansasumo Beh
y mpBoM 6pojy gaconuca Paguo Beoipag (Radio Beograd 1, 1929: 10). Yrosopom
usmehy ¢upme Paguo A. A. m Munucrapcrsa momra u Teaerpada 6uao je
npeABUDeHO Aa CTAHHIIA eMUTYje BECTH, KA0 U AA MUHUMAAHO 150 MUHyTa AHEBHO
6yae mocBeheHO eMHUTOBaRY My3HKe Y3 YCAOB ,AQ MOPa OUTH HajMare 60 MUHYTa 3a
ymerHmuke koHnepre” (Markovi¢ 1979: 15). Mako je 6uao npeasubeno aa mporpam
Tpaje TPH caTa, OH je Tpajao IecT caTH, a BUKeHAOM H A0 AeceT (Mcro: 17; Simovié
1989: 35). O npommpersy NporpaMa BUllle Cy BOAMAM PadyHa KOHI|eCHOHApH, ,H3
AndHEX uHTepeca’, Hero Apxkasa (Markovi¢ 1979: 17), a mysunu je nocsehnsana
HocebHa MaXKha, C 003UPOM Ha TO AA je OHA HajBHINE IIPUBAAYMAQA MPETIAATHHKE
(Simi¢ Mitrovi¢ 1988: 16; Simovi¢ 1989: 35). Y pBoj rOAMHH eMUTOBatba AUPUIEHT
AoBpo Maraurh 01O je KOHCYATAHT 32 My3HYKH IIPOTpaM, a y mepuoay 1930-1937.
My3u4Kd pedpepenTr 6uau cy kommosurtop Ilerap Kpcruh u Baapumup Caatus, y
csojcrBy Kpcruhesor momohuuxa. Hako cy melyy caBpemeHuImMa ypaBo My3HaKu
pedepeHTH CMaTpaHH OArOBOPHHMA 3a cappxkaj mporpama (Vesi¢ 2015: 21),
IPOrpaMcKa KOHIJEMIHja je 3ampaBo ¢popMupana usMelyy HacTojama pedepeHara Aa

9  Emua Bepaunep usymeo je rpamodon 1887. ropune.
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yBeAy CTpydHe IapaMeTpe ¥ 0Aa0Mp My3HKe M YeAHHKA PaAHja KOjU Cy OPUHYAH O
3aXTeBHMMa CAyIIAAalla, OA YMje IpeTIAaTe je 3aBUCHO KOMeplujaaHH ycrex Paauo
Beorpaaa (Mcro: 26-27). EMuroBatbe rpaMo$pOHCKHX [TAOYA CBAKAKO je 610 jeAaH O
Ha4MHA AQ ce 06e30eAH BHUIIe My3HUKOT CAAPIKaja y TOAMHAMA Ipe OCHUBAmba Behux
paaujckux ancam6aaa.'® Melyrum, Papno Beorpaa Huje ©Mao cBOjy AMCKOTEKy AO
1937. ropuse.' TIao4e Koje Cy eMHTOBAHE y IIPOrpaMy Cy, CTOTa, II03ajMioHBAHE OA
CAYIIIAAQITa, 13 BUXOBUX IIPUBATHUX AICKOTEKA, KA0 U OA TPTOBAIja KOjU Cy Ce OaBHAM
IPOAQjOM MAOYR, rpamModoHa U papuo-anapara (ymop. Simovié 1989: 35).

CAPAAIbA YIIPABE U YPEAHUIIITBA PAANIO BEOTPAAA
C BEOTPAACKHM IIPOAABIIJMMA TPAMO®POHCKUX ITAOYA

TTopea peAOBHHX peKAaMa CBOjUX PaAU U KOMIIAHHjA KOje Cy 00jaBAHUBAAU Y
CIIeIMjaAM30BAaHIM MY3HYKHM YacOIUCHMA U Y Yaconucy Paduo Beozpad, nojeantu
TProBIIM PeKAAMUPAAH CY IAOYE U3 CBOje MOHYAE TaKO IITO Cy MX I03ajMASHBAAM
32 eMHTOBaWe HAa PaAMO-TIporpamy, moTBphyjyhu mebysasucnocr amckorpapceke
HHAYCTpPHje U HHAYCTPHje PAAUO-TEXHOAOTHje KaKBa je OMAa eBHACHTHA y CBETCKOM
koHTekcTy. Hamme, kapa je papmo-TexHoaoruja aBapeceTux ropmHa 20. Beka,
3axBasyjyhn QUHAHCHjCKHM yAaramuMa y Mpexe papuno-cTanuia y CjeprmeHnM
AmepuykuM ApkaBaMa, Kao M Pa3BOjy TEXHOAOTHja MMKPOPOHA M 3BYYHHKA
TokoM IIpBor ceerckor para, mpepacaa y MacOBHH MeAH], TOCTaAa je KOHKYpPeHT
AMCKOTPadCKOj HHAYCTPHjH, KOja je mocTojasa Beh Bute op ABe petiennje (Tschmuck
2012: 62). Papuo ce m0Ka3ao Kao CyNAPHUYKI MEAU] M3 BHIIIE PAa3AOTa: TEXHOAOTHja
IpeHOCa 3ByKa OMAA je eAeKTPOHCKA M Pe3yATHPAAA je OOSHM KBAAMTETOM 3BYKa
OA MEXaHMYKOT CHHMama Ha Koje Cy ce, A0 1925. ropune, jom yBek ocaamase
Auckorpapcke kommanuje. ITyOAaunim je paaro mpyxao MoryhHocT cayimama 3HaTHO
IIKUpeT peIepToapa, C 063MPOM Ha TO Ad CBAKO IIPOLINPErhe AUUHE AUCKOTEKe 3aXTeBa
HOBa (QHHAHCHjCKA yAarama, a IMAOYe Cy OuAe AOMMSHBE M MMaAe Cy OrpaHHYeHe
MoryhHOCTH penpoayKiHje, ¢ 063UpOM Ha TO AQ je IHXOB KBAAHTET ONAAAO IITO
cy semhe ymorpe6nasane."” Hajsap, HOBU MeaHj je y IPBU MAQH HCTAKAO M MY3UKY
KOja je AO Tapa OMAa Marme 3aCTyILbeHA Ha MTAOYAMA: 32 PA3AUKY OA AUCKOTPadCKHX
KOMIIAHH]a KOje Cy OKAEBAA€ Ad YAOIKe HOBAI] Y CHUMAbe U AUCTPHOYIINjY I1e3a, PAAHO
je IIPUTPAMO OBaj XKAHP U THMe IPUAODOHO MOKAOHHUKE OAH. IpeTHaaTHuUKe. M mopen,
TOra, KOHTUHYMPAHO eMHTOBak-e INporpaMa HHjeé MOTAO Ad Ceé OCAAmba HCKAYIHUBO
Ha npeHoce (61A0 U3 CTyAMja, GMAO M3 KOHLIEPTHHX M ONEPCKUX ABOPaHa), Te je 3a
HCITyIhaBambe IPOrpama paarja GuAO KyIHO eMHTOBambe My3HKe ¢ mao4a (Mcro: 53—
54; 235). 3a Auckorpadcke KoMImaHuje paguo ce Takohe ybpso Mokasao Kao HyXaH

10 O ancambanma Papno Beorpapa Buaeru y: Simi¢ Mitrovi¢ 1988.

11 Te ropure mysuuxo BohcTBo mpeysumajy Muxamao Bykaparosuh u Bojucaas Byuxosuh, xoju
dopmupajy Auckorexy u Hororeky kao cexynpapue mporpamcke cayxbe (Koci¢ i Miljkovi¢ 1979:
111).

12 Ao 1938. roaune Papno Beorpaa moceposao je ,mpexo 3000 nao4a, xoje ce mocae cera 10-20
eMHCHja MOpajy 3aMembuBaTH HOBIMA jep ce moksape...” (Simié Mitrovi¢ 1988: 36).
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»CaBe3HUK Ha TPIXKHUIITY, jep je IOCTa0 AOMHHAHTAH MEAHj ¥ OAHOCY Ha IIAOYe. 3a
HMHAYCTPHjy HOCa4a 3BYKa PAAHO je IIOCTA0 IPOCTOP 32 PEKAAMY, jep je eMHTOBame
IIAOYA Y IIPOTrpaMy 3HAYHMAO IPHBAAUEHe IIAXKHE CAYIIAAAlld, IIPOMOLHUjY H3AAEA
¥, [IOTEHLUjaAHO, BHXOBY IIOTPaXKILY, IIa Ce 3aKmydyje Aa Cy ,IAaode [cy] mocrase
OCHOBa IIPOTpPaMHpara Pajhja, a PAAMO je IOCTA0 OCHOBHM IIOKpeTad IIPOoAdje
maova” (Todorovié 2009: 246).

Osaxsa Mel)ysaBuCHOCT papuja 1 IpoaaBala MAOYA €BUACHTHA je U Y CAY4Yajy
Paauo Beorpaaa u pomaher uspasaua Eancon Bea Ilenkana (Edison Bell Penkala), '
OAHOCHO, 6€0IPaACKUX TPrOBala Tj. AUCTPHOYTepa, KA0 3aCTYIIHHKA ACKOIPadCKUX
xommanuja. Ha mpumep, 3abeaexkeHO je Aa Cy ueAHMIM KOMIaHHje mpBe AoMahe
Auckorpapcke kyhe AMCKyTOBaAM O IOTpebM Ad Ce IAOUE eMHTY)y Ha PaAHjy U3
MApKeTHHIIKAX Pas3AOra, y3 UCTAaKHYT MOAATaK o mpoussobady (mpema Ceribasié
2021: 344). Hexoanko Mecenu HakoH mokperama Pasno Beorpapa osa maeja je
peaansosana (Radio Beograd 16,1929: 9), npu yemy cy maoue Eaucon Bea ITenxasa
3aMeHHAe AOTaAalbe maode us dpupme , Xapmonuja” (Radio Beograd 1, 1929: 10),
TAQBHOT 3acTyNHUKa pAuckorpadcke xyhe Pathé (Buan pexaamy y Radio Beograd 2,
1929)."* MebyTum, 0 caMmoM cappKajy OBUX KOHIjepaTa MOXeMO caMo Aa Harahamo,
umajyhu y Bupy pocTymse noaatke o npopykuuju Eancon Bea ITenxasa naoua (IEF
2022).

O xpempamy u MuKpoypehuBamy cerMeHaTa 3aCHOBAHHMX Ha I'PaMO(OHCKHM
maouamMa A0 okTobpa 1930. roprHe MOXEMO CaMO Ad MPETIOCTaBA>AMO HA OCHOBY
rpyIHcama HyMepa y IpOrpaMcKiM OAOKOBUMA, KOje YKasyje Ha HAejy U3a Kpeuparmba
pereproapa oppehenor xonuepra rpamodonckux naoya (Hmp. ,Uysenu nesaun’,
Radio Beograd 2, 1929: 12, ,®panrycku yac”, Radio Beograd 3, 1929: 13, ,Baarnep’,
Radio Beograd 4,1929: 16). Y Toxy 1929. n 1930. roAuHe y Iporpamy HanAasuMO
Ha PasAMYMTe MHAMKAlMje My3HMKe eMHTOBaHe ¢ Hocada (Hmp. ,Maau KoHiepar
rpamodoHckux mao4a’, Radio Beograd 5, 1929: 12,'* ,Mysuka 3a urpy’, Radio Beo-
grad 39, 1929: 13, ,ITas-mysuxa’, Radio Beograd 4, 1930: 1S, , AyxoBHa My3uxa Ha
rpam.[oporckum] maouama’, Radio Beograd 15, 1930: 14, ,Hapoana cBupka Ha rpam.
[oponckum] maouama’, Radio Beograd 31, 1930: 14)."° Unak, nopehemem oBux
HAaCcAOBa C OHMMA M3 KacHujer mepuoaa ysubajy ce oppehere camunoctu (Bume o
ToMe y nayhem oaemky). Kako je ucTakHyTO y yBOAY, A€TamHHUjH CappiKaj IpOrpamMa
IITaMITaH je 0p okToOpa 1930. ropnHe, Kapa je AooTapalma capaptsa usmelhy Papuo
Beorpapa u pupme Eancon Bea IleHkasa eBUA€HTHO IpecTasa.

HoBa xoHIlemmuja HajaBa ykasyje Ha yCIOCTaBmaime uBpiihe Bese H3Mehy
(HOBHMX) mpoaaBana M ypeaHMmTBa Tj. yrpase Papno Beorpasa. Axo cy panmje

13 ®upma Epucon Bea ITenxasa ocnoBana je 1927. ropuse kao mpsa auckorpapcka kyha ma
tepuropuju Jyrocaasuje. Bume na: MIEQ 2022. Moryhuocr 3a KymoBuHY eMHTOBAaHHX IAOYA
CyrepucaHa je 4uTaoLMa/ CAyIIaonuMa Ha pekaamuuM crpanunama (Radio Beograd 10, 1939: s. n).
14 Tlopep momeHyTHX, ToKOM 1929. rOAHHE jeAHOM Cy IIPUAMKOM eMHuTOBaHe maode Tpu-Eprox
(Radio Beograd 12,1929:9).

1S ,Maau KOHIepT rPaMOQOHCKHUX ITA04” eMUTOBaH je cBakoaHeBHO (yrop. Radio Beograd 29, 1929: 14).
16 Y muramy cy mporpamu cacTaBseHH 0p maoda Epmcon Bea Ilenkasa, Kako je HasHAYeHO HCIIOA
CBAKOT OA AAQTHX HACAOBA y HajaBH.
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eMHTOBaHe ITAOYe MOTAE Ad IIOACTAKHY 3aMHTEPeCOBaHe CAYIIAOIe Ad HX IOTPaXe y
MPOAABHHITAMA, IITAMITARbE AeTa/SHUX HajaBa MPOrpaMa MPeACTaBs»a KOPaK OAIDKe Ka
MOTEHIUjaAHUM KyTIuMa, Hyaehu nM 3Havajan 6poj moparaka o oppeheHoj Mysuiu
(HasuB HyMepe, MMe KOMIIO3UTOPA, U3AABaY, 6POj IAOYe).

Vcnop camor HacaoBa py6puke Beorpaacku nporpam (uspBojene op nporpama
eBPOIICKAX, OAHOCHO, MHOCTPaHHX CTaHMI}A) OWAe Cy MCTAaKHyTe HAllOMeHe O
NPOAABHHIIAMA ¥ KOjUMa ce MOry KymuTH opapehene maoue. Y wacomucy Paguo
Beoipag (Radio Beograd 39, 1930: 17) npBu IyT HAaMARSMMO HA HCTAKHYTY
HAIIOMeHy Ha IIPBOj CTPAHMIIN IPOrpaMa b6eorpapcke CTaHHIE, y KOjOj ce HCTHYE Ad
ce naoue Mapke His Master’s Voice mory xymutu y papmu Jesre M. ITaBaosuha u
Komn. (Kues Muxauaosa 41), a naoue mapke Columbia y ncronMeHoj IpoAaBHHALH
(Knes MuxanaoBa 32, yaas us Yuxa /oybune). Vcra Haromena he, y3 nospemene
U3MeHe, OCTaTH y YaCOMHUCY A0 Kpaja 1931. ropnHe, OAHOCHO, TOKOM IIEPHOAQ KOjH
ce obpabyyje y oBoj cryauju. IIpBa porryHa oAHOCH ce Ha OHYAY IAo4a Mapke OgeoH
op 1. AerteMOpa HCTe FOAMHE, KaAd je Y3 IPETXOAHO HABEACHH TEKCT AOAATO AQ Ce OBe
nao4e Mory Habasuth y paatu Manh n Auppejesuh (M. Apamxosuha/Cpemcka/7)
(Radio Beograd 48,1930: 14). Oa 3. anpuaa 1931. roause y HajaBu porpama Haaase
ce u aoue mapke Pathé (Radio Beograd 13, 1931: 24), aa 61 Beh y caeaehem 6pojy
HAaIlOMeHa O PeNPOAYKOBAHMM IIAOYaMa OMAA AOITyHeHAa TeKCTOM O Moryhuoctu
KyIoBUHe TA04a ¢ eTuketama Pathé, Polydor u Apyrux cBeTckux Mapku y Mysudkoj
xyhu ,Xapmonnja” (Ilpecroaonacaepnnkos tpr 9) (Radio Beograd 14, 1931: 11).
IToueBum op oBor 6poja y HamoMmeHH je musocraBmeHa mpopasHuna Columbia, a
IIAOYEe C OBOM €THKETOM HAAa3MMO IOHOBO Ha Imporpamy Tek 9. jyaa 1931. ropune
(Radio Beograd 27, 1931: 21). C 063upom Ha TO Aa ce Hapane TMAOYE C ETHKETOM
Columbia rpyrnmcane y nporpamy ¢ maodama Pathé, Polydor i Brunswick, moxe ce
IPETIOCTABUTH AA Cy Ce U OHe MOTA€ KYIIHTH Y My3iikoj kyhu , Xapmonuja™'” ¥ Tom
CMICAY, [IOMEHYTe , ADyTe CBETCKe Mapke~ OAHOCe ce Ha H3pama ¢ erukeroM Colum-
bia, xao u Ha maoue Brunswick,'® Ha koje y mporpamy HaraasuMo HelITo paHuje, oA 1.
maja (Radio Beograd 17,1931: 22).

O npopasHMIIaMA KOje Cy peKAaMUpaAe IOHYAY TPaMOQOHCKHX IIAOYA ITyTeM
emMuTOBama Ha mporpamy Papno Beorpapa umHM ce A2 HeMa MHOTO AOCTYIIHHX
MI0AATaKa, a MHTEPECAHTHO je TO Ad Cy OHe O KojuMa je 6mao Moryhe mpomahu

17 HaxaAocCT, Huje O3HATO AQ AM CY IIOCTOJAAM ¥ AQ AU Cy CadyBaHU KaTaAO3HM IIAOYA My3muKke Kyhe
»XapMoHuja’, Koju 611 GUAH jeANHA IOY3AAHA TOTBPAA O TAOYAMA KOje Cy Ce 3aiCTa MOTA€ KYIIHTH Y OBOj
TPTOBHHH.

18 Y mporpamy nospemeno Hasohere kao Brunswicke u Brunswiche.

19  Ilpoaasruia Iaasuu rpamodoncku pero (Radio Beograd 1, 1929: 16) Taxobe je pexaamupasa
CBOjy TIOHYAY Ha PEKAAMHMM CTPAHHIJAMA YaCOIIMCA, AAM HHUje HA3HAYEHO AA Cy IIAOYE M3 OBe Papme
nosajMaKBaHe 32 eMuToBame. Mysuuka kyha ,Kyarypa” us ITanuesa mosajmuaa je His Master’s Voice
TAOde 32 eMHTOBame jeAHoM mpuankom (Radio Beograd S1, 1931: 21). Y ThaHOM rpamModoHCKOM
aerioy (Kues Muxamaosa 18) 6uae cy socrymnue maode His Master’s Voice, Columbia, Polydor u Decca.
Y npopasuunama Eancon Bea ITenxaaa y Beorpaay, 3arpe6y u Cxonay nmpopaBase Cy H IAOYe APYTHX
nspasaqa (Ceribasi¢ 2021: 331). HcrakuyTe jyroca0BeHCKe IPOAABHULE IPAMOPOHCKIX TIA0YA GHAe
cy u one Aa6epra Bpejepa (Albert Breyer) y 3arpe6y u Anrona Pac6eprepa y /oy6sann (Milojkovié
2020: 28).
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apxuBcKe MHPOpMALUje y OBOM TPEHYTKY HMaAe oppeleHe mocaoBHe ,mexoBe” Kapa
cy y nuramy rpaMmooHcke maode. ITocaosame Baagumupa H. Pajkosuha, BaacHuKa
paame Jera M. ITaBaosuh n Komm.” reHepaAHO je OLieleHO Kao IPOCEUHO, a C
003MpOM Ha BeAHKe AYToBe IIPOAABI]A HAKyILbeHe, uaMel)y ocrasor, y mepuoay
KaAa je IpoAaBao rpaMooHe Ha pare, TELIKO je AOOHjao MpemopyKe 3a 0A0bpeme
kpeauta (IAB 2474-22194). V cayuajy mpoaasmmuye Mamh n Amnapejemh?
casHajeMo Aa cy MeDy pasaosuma ,pasopradema’ ABOjUIle IIOCAOBHHX IIapTHepa
Omae Aolre MOCAOBHE 0pAAyKe AHApejeBrha, OOjallbeHe YMIHEHNUIIOM AQ IIO CTPYLIH
Huje 6HO Tprosall, a HAYCTpOBaHe IPUMEpPOM HabaBKe IPeKOMEpPHOr Opoja maoda
(80.000) xoje cy ocTaae Ha aarepy. Ocum TOTa, MPOHGAEM je GUAO U TO IUTO Cy BEAHKU
Aeo 6odanpane pobe Ha Aarepy YMHMAE YIIPABO HEHCIIPaBHE IPaMOQOHCKe IAOYe
(IAB 2474-7071). Hajsaa, y cay4ajy Mysuuxke xyhe , Xapmonnja” Hcaka Apmuanja
HMHAMKATUBHO je AA je 0Ba IIPOAABHUIIA, ¥ KOjOj Cy Ce MOTAe KyNUTH IpaMOPOHCKe
maode, Oraa mop credajeM Ao 1940. ropune, AOK je ,XapMOHHja, TPrOBHHA KAABHpa
n Hota” AnekcaHppa [oapAMaHa, Koja je HCKAYIMBO IPOAABAAA HHCTPYMEHTE U HOTE,
nocaosasa c ycrexom (IAB 2474-1489).22 Hamehe ce Anaema: a2 AM Cy IOCAOBHE
IPUAVIKE HA3HAYEHHX IIPOAABAIA OUAE CAYYAJHOCT HAM Cy IIOBE3aHE C HHXOBHM
u360poM Aa ce 6aBe IIPOAAjOM IIAOYUQ, Y UHjy HAOABKY je TPeGAAO YAOKUTH 3HATHA
cpeAcTBa U NpuByhH MaXkisy Kymara KOju Cy MOTAH AQ TIPHYIITE KYIOBHHY IAOYA H
rpamodona? Hako je pexaamuparme MA0o4a IyTeM pasrja OMAQ yCTAaHOBsSEHA IPAKCA,
KOja je MOXKAQ 3aKCTa IIPUBAAYHAA KYTIIle, HCTOBPEMEHO je KYIIOBHMHY ITAOYAa MOTAQ Ad
YYMHH CACBHM CYBHIIHOM, THM IIp€ IITO Cy [AOYE CTUX H3AABaYa MOTAE AQ Ce KyIIe
My APYTHM IIPOAABHHIIAMA, A He CAMO KOA FeHePaAHMX 3aCTYIHHKA. A0 cripoBohersa
HEONIXOAHOT OOHMHHUjer HCTPAXKUBAKA O AI/ICTPI/IGYTepI/IMa U IPOAABIIMMA
rpaMmo¢$oHckux nmaoda Ha Tepuropuju Kpasesune CXC - Jyrocaasuje, oBaj cermeHT
MeAMjCKe, My3HUKe, aAH M [IPUBPEAHE HCTOPHje ocTahe TeK ACAUMUYIHO OCBETAEH.
Ilpema AOCTYIIHOj AMTepaTypH, CAymaAauky IyOauky Pasmo Beorpapa,”
OAHOCHO, KOHIlepaTa IpaMOJOHCKUX IIAOYA M KYIIje HOCA4a 3BYKA UHHUAHM Cy

20 Papma Jesra M. ITaBaosuh u Komnanuja (IAB 2474-22194) ocroBana je 1863. ropuse u pAo6uAa
je 1Me 1o cBoM ocHHBawy 1 mpBoM BaacHHKy. O 1931. roanne BaacHuxk je 6uo Baasa (Baapmvup) H.
Pajkosuh (1885~ ?). Oxo 1931. roautte Pajkosrhesa dpupma mocrasa je sacrymuuua dupme His Master's
Voice 3a mpopajy rpamodona n rpamodonckux amapara (IAB 2474-22194). OBo 3acTymHUIITBO
3aro4eno je BeposarHo Beh y Apyroj noaosunu 1930. roause (ymop. pexaame ¢pupme y Radio Beograd
39,1930: 17).

21  ®upma Manh u AHppejeBuh, eAeKTPOTEXHIYKO M MAIIMHCKO CTOBAPHUILTE, OCHOBaHa je 0Ko 1921.
ropuHe 1o uveHom Mapxosuh, Mauh & Anppejesuh, a 1933. ropune npenmerosana je y Manh u
Anppejesuh (IAB 2474-7071). Auapejesuh je ncrymuo us dupme 1934, a ka0 jeAUHH BAACHUK OCTa0
je Muaan Manh (cca. 1889-2).

22 AOK ce y CIeIHjaAM30BAHMM My3MYKMM YAaCOMMCHMA YECTO HAHAA3M HA PeKAaMe IPOAABHHIIE
yXapMoHuja', 3a KOjy ce ucTude Aa je 6uaa ,HajBeha u HajsHauajHMja MysMYKa TProBHHCKA Kyha
Ha ToApy4jy Beorpaaa” xpajem aBapecerux ropmna 20. Beka (ymop. Tomasevi¢ 2009: 126-127),
0 AeTasKMa II0CAOBAKA OBe KOMIIAHHMje He 3Ha ce MHOro. UHHH ce, Tak, Aa ¢y y caeaehoj aerienuju
mocaoBase ABe Kyhe mop mmeHoM ,XapMoHuWja’, HACTaAe HAKOH Pa3Aasa IOCAOBHHX IIAPTHepa
Anexcarppa Toapmana (Goldmann) u Mcaxa Apmuauja (. IAB 2474-1489).

23 IIpema IlycTumexky, ,KOHIIECHOHO TIOAPYYje, TO jecT MOAPYYje ¢ Kojer je Papmo Beorpap umao
PaBO AA AGAHU IIPeTIAATy ¢ MUHICTapCTBOM IOWITA U TeAerpada, obyxsaruao je paHammy Cpboujy ¢
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,TIpUnaaHuny rpahanckor caoja, Hemro obpasosanuju u umyhuuju syan” (Nikolié
2006: 71),** mTo ce MOXe 3aKAYIUTH 110 LleHAMA PAAMO-ANlapaTa, PAAMO-TIPETIIAATE,
rpamo¢onckux ypehaja u rpamoponckux maoda. [Tokperame pepOBHOT mporpama
Papno Beorpapa cBakako ce AOTOAMAO y MEpPHOAY Kaad je eAeKTpuHKaluja 3eMae
joir yBek 61Aa cAaba, a 3eMma y TEIIKOj eKOHOMCKOj CUTYALUjH, Y OAHOCY Ha KOjy Cy
IleHe PaAMO-anapaTa U papuo-mpernaara 6uae Beoma sucoke (Markovié 1979: 16—
17). Hajje¢prunuju pasuo-amapar Komrao je oko 2750 AMHApa, HITO je OATOBapaAO
usHOCy ABe mpoceune maare (Tomagevi¢ 2009: 69), a mopea merose HabaBke
npujaBe GHMAO je HY>XHO IPHjaBAUBAE AETEKTOPA, 3a Koje ce maahasa HapOKHaAQ
(Markovi¢ 1979: 20). Llena rpamodona 6uaa je Takobhe Bpao BHCOKa, uMajyhu y
BHIAY AQ Cy, KaKo je paHHje IIOMEeHYTO, IpOoAaBaHu Ha paTe. Kako cy mpoaaBIm HypAuAn
1 MoryhHOCT KymoBHHe rpaMOOHCKMX IIAOYA Ha paTe,” MOXKe Ce 3aKmyduTH Ad
HU oHe HHCy 6uae je¢prune (ymop. Tomasevi¢ 2009: 127). Untepecantnu cy
pesyaTaTH aHkeTe cripoBepeHe 1934. roaune (paxae, HakoH mTo je Papno Beorpap
Beh mer ropnHa 610 A€o MeaHjcke KyAType Jyrocaasuje) npuankom Paano-nsaox6e
opaprkaHe Ha Beorpaackom cajmy, koju ykasyjy Ha To Aa Meby caymaormuma moce6Hy
MOITYAAPHOCT MMajy ,CaAPXKajHu Ca [TAOYA, AAKAe YMETHHYKA MY3UKa, i TO HHOCTpaHe
npoussopme” (Nikoli¢ 2006: 73).2° CaraepaBajyhu oBe mopaTke, YnHU Ce, AAKAE, A2 CY
IAOY€e YMETHHYKe My3HKe IIPHUBAAIHAE CAYLIAOL[E, AAH M AA je IAaaTesxHa Moh rpahana
6rAa TaKBa AQ HUje OXpabpHBaAa yaarame y Auckorpadcke koaexiuje. ITocmarpas Ha
Taj HAYMH, aparkMaH usMel)y ypearumrsa u ynpase Papro beorpapa u 6eorpapckux
TProBalja Koju Cy II03ajMAs>HBAAM ITAOYE 32 EMUTOBAbE 3aPaj PeKAaMe, HINAO je BUIlle
y mpuaor Papuo Beorpaay.

ofema IoKpajiHama, AaHaiwy Maxepaonujy, Lipry Topy, Bocny u Xepuerosuny u Caasonujy” (Pustisek
1979: 260). Konnecnja je opysera 1939. ropune, Kapa je U3BpIIEHO mopapxKaBseme Papno Beorpapa
(ynop. ucro). Bpoj mpeTrnaaTHUKa y OAHOCY Ha TIepHOA Pa3MaTpaH y OBOM paay je caepehm: 1929:
19.270; 1930: 27.770; 1931: 31.500 (ymop. Anon. 1979: 293). Ao 1934. ropuse, za 300 cTaHOBHHKA
AOAQ3HO je jeaaH perucrposan papuo-amapar (Nikoli¢ 2006: 70). Vimajyhu y Buay Aa cupoMamsuju
CTAaHOBHMIH 3eMMbe HIICY Hy)XHO IIOCEAOBAAM arapar, Beh cy ra caMut KOHCTPYHCAAM M CAMUM THM HUCY
TIpHjaBSUBAAY CAyIIAEbE IPOrpaMa, 6poj caymaaara morao je 6uru sehu (Mcro: 71).

24 Kaxo HaBoAM Teopermyapka Meauja Mupjama Hukoawmh, crpykrypy mpermaarHuka y 1932.
FOAMHH YMHUAU Cy IPUBATHH YNHOBHULY, TPTOBLH, 3aHATAUje 1 Ap>kaBHH uuHoBHULH (yrop. Nikoli¢
2006: 71).

25  Buau, nanpuwmep, pekaame Eancon BeaTlenxana (Paguo Beoipag 10,1930) uTaasHu rpaModoHcku
aeto (Radio Beograd 27, 1930: 16).

26 Wnax, cyaehu mo pesyararmma amkera o6jaBsuBanuM y dacomucy Paguo Beoipag y HapeaHuM
TOAMHAMA, HHTEPEeCOBakbe 32 030MMHY My3HKY je OITAAAAO, A CAYNIAOLM Cy 3axTeBaAn Behy sacTymmenocr
HapoaHe Mmysuke (Sreckovi¢ 2007: 119).
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KATETOPHUBAILIUJA KOHIIEPATA TPAMO®OHCKHX IIAOYA HA
PAaaYiO BEOTPAAY HA TPUMEPY HIS MASTER'S VOICE KOHIIEPATA

OmnucaHoM mpoduAy M CTPYKTYpHU IybOAuKe je y IepHoAy okrobap 1930 —
oktobap 1931. ropuHe moHyheH HH3 MySMYKHMX IIPOrpaMCKUX OAOKOBA Y BHAY
KOHIjepaTa rpaMOQOHCKUX mAoda. Mysuaku mporpam je, yommre, 610 MmaOAOHCKH
KOHITMITHPAH, IOAPA3yMeBao je YCMEePEHOCT Ka PA3AMIUTHM APYIITBEHHM IpyTiaMa
U 3aA0BOMSEIE PA3BANIUTUX My3HUIKUX YKYCa, Kao 1 OaraHcupame usMel)y morpebe
3a eAyKaLMjoM KpO3 0361AHY MY3HKY M PEAAKCALjOM KPO3 ,AaKy  MysuKy (mpema
Srec¢kovi¢ 2007: 119). Cpakako, KOHIEPTH IPaMOPOHCKHX MAOYA GHAM Cy A€O
OBOT IA0AOHA, a € [IAOYA je TOKOM TPHAECETHX ropAuHa 20. BeKa eMUTOBaHA My3HKa
KOja je 6MAQ 3aCTyIbEHA U Y OKBHPY IPEHOCA: HAPOAHA/TPAAULFIOHAAHA MY3HKQ,
MY3HKa 3a UTPY, IIAArepH, OTiepe, oriepeTe (OAHOCHO, OAAOMIIH U3 OTIepa 1 OTIepeTa),
HHCTPYMEHTaAHe M BOKAAHO-MHCTPYMEHTaAHe MUHHjaType, KaMepHa MY3HKa,
cuMOHHjCKA MY3HKa, XOPCKA MY3HKa, BOjHA My3HKa.”

®oxycupamem Ha opabpanu ysopak His Master's Voice konnepara (s. Ta6eay 1)
mory ce crehu oppelenu yBuau y To xaKo je crposol)eHa opraHusanmja mporpama
U KaKO je 3aA0BOMABAHA IIOTpeba 3a SKAHPOBCKOM PasHOBpCHOIINY y cAydajy
eMUTOBaKka MY3UKe C IpaMO(OHCKUX TIAOYA. Y CBpXY cCaraepaBama KOHIlepaTa
rpaMoOHCKUX MTAOYA, 3 HA OCHOBY HACAOBa (1)AU cappsKaja HaBeAGHHX Y POTpaMy,
IIPEAAKY Ce TPH HAuMHA HUXOBE KaTeropH3aliuje, y OAHOCY Ha: 1) pasamkoBame
JaHPOBa / PaAMOPOHCKUX KaTeropuja emutoBaHe Mysuke (npema Kocié i Miljkovié
1979: 104); 2) pasauxoBame H3BOhaya MAM cappsKaja Kao HOCHAALA MPOrpama; 3)
Pa3AMKOBame IMPOTPaMCKOT KOHIJEINTa KOHIIepaTa.

Y mpBoj KaTeropusalyju KOHIEPTH rPaMOP OHCKHX ITAOYA PA3MaTPajy Ce Y OAHOCY
Ha TOMEeHYTe YeTUPU PapMOPOHCKe KaTeropuje sacTymmeHe Ha Papno Beorpaay.
IpumeTHO je Aa 'y opabpanom y3opky His Master’s Voice koHuepara® Hema HapopHe
My3HUKe, Maad je OHa OMAQ PeAOBHO 3acTyILveHa Ha mporpamy Papmo Beorpasa
Ban ose cepuje (ymop. DNBS 2022). Mehy IIPEOCTaAMM TPHMA KaTeropujama
npeoBAapaBa 036MmHa Mysuka (HIp. ,Aera 3a cumpoHHjckH opkectap’, ,Aeaa
Pumcxor-Kopcakosa’, ,Opxecrapcka aeaa Puxapaa Barmepa’, ,Yysenu pycku
ymerHuuy’, 6. H. 9. 8. 1931). Kareropuju aake Mysuke (npeMa Konuh u Musxkosuh
1979: 108) mpumapase cy, u3Mely ocrasor, KoMmosuIyje AOIaASUBUX MEAOAHjA U
PUTMOBA, UTPe ¥ CTUAU3OBAHH POAKAOP, MUHUjaType, HOTIYPHja, TPAHCKPHUIIIIHje
1 opromiy u3 Behux peaa momyr omnepa u onepera (unp. ,IlInancke urpe’, ,Beuxu
Baanepu’, ,Omnepercka Mysuka’, ,Buno, skena, mecma’, 6. 1. 1. 10. 1930). Mysukom 3a
urpy (Mcro: 109) cmMaTpanu Cy MeBaHM M CBUPAHH IIAArePH y PHTMOBHMA TIA€COBA
HOIIYT TaHT4, BaAllepa, POKCTPOTA, pyMbe U APYTHX, KOjU CY IIOITAAPHOCT 4€CTO
CTHULIAAM KRO My3H4Ke Hymepe U3 ToH-GuamoBa (urp. 113 nosHaTHX TOHPHAMOBR')
,I10 xenu caymaana”).

27  Bume o My3smakoM nporpamy y Mehyparaom nepropay y: Kocié i Miljkovi¢ 1979: 103-112, Karan
2019: 35-50.
28 Cappixaj KOHIJEPTA M AATYM eMHTOBakba BUAETH y Tabean 6p. 1.



95

MARIJA MAGLOV
ASPECTS OF INTERACTION BETWEEN RADIO AND RECORDING INDUSTRY

Apyra xareporusanuja omoryhaBa pasMmaTpame KOHIlEpaTa y OAHOCY Ha
IPOTPaMcKy KOHIIENIHjy TpemMa Kojoj je ,Hocuaal’ mporpama uau ussohau (Hmp.
yIgnace Padarewski izvodi Chopina”, ,Maruja Barucrusu nesa’, , Konnepr Amelite
Galli-Kurci”) nan oppehena komnosumja, 0OAHOCHO, KOMIIO3HLHje OARGPAHOT ayTOpa
(,beroBen: Cumponuja om. 67, 6p. 5", ,Yajkoscku: Cumponuja 6p. S, om. 64”). OBaj
KPHUTEPHjyM IIOAEAE YBOAU C€ Y CBPXY Pa3MaTpaiba MOCTeIleHe ,TPeBAACTH ,3BE3AA
y My3uukoj uaaycrpuju 20. Bexa.” VcroBpemeHo, kako mojeautu His Master’s Voice
KoHIepTH (Ia 1 KOHI}epTH IpaMoPOHCKUX IIAOYA BaH OBe Cepuje) 00yXBaTajy Bulle
JKAHpPOBA, OBAa KaTeropusarnuja omoryhaBa pasMaTpame KOHIjepaTa II0jeAHHHX
usBobhaua 6es moTpebe pa ce MpuUIoje jeAHO] 0 KaTeropuja us mpse rpyre (HIp.
,Lawrence Tibbett i Joseph Hislopp Hexap u capa”).

Hajsap, Tpehn mpepsor kareropusanmje KOHIjepaTa AO3BOAABA PasMaTparbe
KPeaTUBHHMX HAYMHA HA KOje CY YPeAHMIM OCMHIILSABAAM IIPOrpaMe KOHIjEpaTa,
xopuctehn HyMepe pasAMMMTHX >KaHPOBa M PasHUX M3Bohada (YKOAMKO MMeHa
u3BOhaya HHCY HABeAGHA, TO Ce CBAKAKO 3aKmydyje HA OCHOBY 3aCTYILbeHHX
usBohaukux cacrasa). Ha npumep, Aok BehnHa MOMEHYTHX KOHIlEpaTa OYUTAEAHO
ykasyje Ha yjeaumyjyhy mur msmely opabpanux Hymepa y Amky wusBobhada/
KOMIIO3UTOPa, oApeler 6poj HacAOBa MHAMKATHBaH je Ha Apyre HaunHe. Hexu op
IpUX yIIyhyjy Ha KOMIIO3UIIMje YHjH ay TOPH IIPHIIAAQ]y UCTO] 3eMdH HAU reorpadcko-
-MCTOPHjCKOM OAPYYjy y mupeM cmucay (,[Imancke urpe’, ,Caasencka mysuka” ).’
IlojeauHn KoHUepTH TeMatmyjy oapehena pacroaoxema (,Tparmdna Mysuxa’,
,Cyse u cmex”), ropummsa po6a (,[Iposetmu casern”), skusotuscku cset (,1llerma
Kpo3 300a0mKy 6amry”, , [Ttuie u pube”)®! uan ynorpeby oppehenor uncrpymenta
y Mysunu pasamuntux skaHposa (,Pasme yaore cakcopoma”). MurepecanTHy
BapHUjaljijy Ha IPOTpaMe CACTaBieHe OA M3BODema PasAMYUTHX yMETHHMKA YHHE
OHM KOjU Cy HAaCAOBMEHH Kao ,yTakmune” nsmely msohaua (,Yrakmuna aysenux
TeHopa”).

29 Crparernja pAuckorpadckux Kyha Ha caMoM roueTKy BeKa OAHOCHAQ Ce Ha CHHMakbe PerepToapa 1
IOITyAQPHOCT HA AOKAAHMM TP)KHIITHMA, IIPH YeMy Cy MMeHa 3Bolada 4ecTo CMaTPaHa CeKyHAAPHUM.
360r Tora, Hip. y nperaepy His Master’s Voice koHIepaTa Ha nMeHa n3Bolaya HAKOH HaBeAeHE HyMepe
HAHAA3HMO CaMO OHAR Kapa Cy y MuTamby nosHaru ussohaun (ump. ,IInancke urpe’, 6. u. 11. 7. 1931,
6.1.7.10. 1931). Kaaa cy cHumane naode opabpaHux ussohaua, pasaor opabupa Aexao je y bUXoBoj
Beh crevenoj momyaaprocTn. Hanme, ook cy ,3Be3ae” mpse mososuHe 20. Beka OUAN yMETHHII KOjH Cy
Beh cTexAM ITOIyAapHOCT Ha KOHIIEPTHUM IOAHjYMUMA, ,3Be3Ae” ApyTe mosoBrHe 20. Beka Cy usBohaun
KOju Cy uMaan MOTyhHOCT A2 M3rpape Kapujepe IPBeHCTBEHO CHUMameM mao4a (ynop. Tschmuck 2012:
123). C apyre cTpaHe, pOKycHpame Ha PENepToap 3HAYKMAO je MAU IOTeHLUpambe KAHOHCKHX, AO6PO
IO3HATHX KOMITO3UIIHja KOje Cy MMaA€ CHI'yPHY, KOHCTAHTHY IOTPAXIbY, HAH IIpomuperbe nmocrojeher
pereproapa GpoKycupameM Ha AeAd KOja UMajy CBOje MeCTO y MCTOPHjU My3HKe, AAU HUCY OHAA 4eCTO
3aCTyIAEHA HA KOHIIEPTHOM pelepToapy.

30 Y oxsupy His Master’s Voice KOHIlepaTa CPIICKH/jyrOCAOBEHCKU KOMIIO3UTOPHU 3aCTYILSEHHU CY Y
maaoj mepu. Aeaa Cresana Crojanosuha Mokpasiia u Jocupa Mapunakosuha eMHTOBaHA Cy Y OKBHPY
koHIrepTa ,CAABEHCKA My3HKa M HEHACAOBASEHOT KOHIJePTA CPIICKHX, PYCKUX U YeIIKMX KOMIIO3HTOPA
(6.1.16.8.1931), HaKkojuma ce iporpam Melyyco6HO Beoma Maao pasauxyje (8. Tabeay 1). Komnosuuuje
Hsana 3ajia 6uae cy Ha mporpamy KoHIepTa ,BumHo, xeHa, mecma’.

31 Caapxaj oBUX ABajy KOHIepaTa FOTOBO je HACHTHYAH, a CaMO je HacAOB uaMetbet (Buan Tabeay 1).
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Y oxkBHpY OBe KaTeropusaiuje MOCeOHO OM Ce MOTAM H3ABOJUTH KOHIIEPTH
KOjH Cy, Y PA3AHYUTOM CMHCAY, YCMEPEHH KA AMPEKTHO] ,KOMYHHKALHjH ca
CAYIIAOIMMa: IPOTPaM CACTaBieH HA OCHOBY HyMepa Koje Cy OMpaAM CAyLIAOLH
(,ITo skemu caymasana”), KOHIIEPTH yMETHHKA KOjU Cy FOcTOBaAu A he rocrosaru
y Beorpaay (,Konuepr Tura Py¢o, xora hemo 23. o. m. uytn y Beorpaay”, ,Onn,
Koje cMo y Beorpaay uyau u Bupean”), Te KOHIIEPTH y OKBUPY KOjUX je IOTeHLMpaH
HOBHTET H3AAIA, IITO Ce MOXKE Pa3yMeTH K0 AOAATHO Kopuilherme MapKeTHHIIKOT
NOTeHNHjaAa eMUTOBaba Maoda myTem pasuja (,HajHoBuje rpamodoncke maode,
Koje cy capa crurae’, ,Hajuosuju caumim”).

EBUAEHTHO je Aa ce TpU KaTeropusariuje He HCKaydyjy MehycobHo, Beh pa ce Ha
OCHOBY BUXOBE IIPUMEHE MOT'Y Pa3MaTPATH PA3AMYUTH ACIIEKTH My3HIKe HHAYCTpHje
(3acTymmeHOCT pasAMMHUTHX KAHPOBA, 3aCTYILAEHOCT My3UHUKHX , 3B€3A2 ) IOHABAAIHE
perieproapa y HOBOM OOAMKY, PAa3AMMUTH MAPKETHHIIKH ACIEKTU IPEACTABAAHA
TIOHYA€ TIPOAABALA TIAOYA HTA). Y TOM CMHUCAY, AOK je orpaHmdeH ysopak His Mas-
ter’s Voice KOHIlepaTa MOCAYXHO 32 AEMOHCTPALIUjy IIPEAAOXKEHHX KaTeropH3aliyja,
AasH pap 6U TIOApasyMeBao OAAOHP jeAHE OA HHX U KOHCEKBEHTHY IIPUMEHY KPo3
oaabpany rpaby (Hmp. KoHUepTe rPaMOQOHCKUX NAOYA Y jEAHOM BPeMEHCKOM
HIepPHOAY, KOHIIepTe [IAOYA jeAHOT M3AaBaya, KoHIlepTe mocseheHe Mysunu poomahux
KOMII03UTOpa/n3Bohaya UTA. ).

3AKHSYIAK

Komnmepru rpaMmodonckux naoda eMurosanu Ha Pasuo Beorpaay npysxajy obune
MaTepHjaAa 3a AHAAU3Y 3aCTYILbeHe My3HKe, KOHIeNIije Iporpama, IIaoda Koje cy
IIPOAABLIM CMAaTPAAM 3aHUMAUBUM 32 OBAAIIIbe Kyme (1AH, 6ap, Koje cy UM caMuMa
6uAe AOCTYTIHE 32 HabaBKy), 2 IOTOM U yPeAHHLIH 32 CAYIIAOLe My3HYKOT IPOTpama.
Topanu o KoHIlepTHMA rPaMO$OHCKHUX IAOYA TaKOl)e MOTY Ad IOCAYKe Ka0 ITOYeTHe
uHPOpMAIIHje 33 AAsa UCTPAXKUBAKHA O M3BODAUMMA 3aCTYILSEHUM HA CHHUMIMMA,
BHUXOBOM PeIlepToapy, CTUAY u3Bohema, Te O AMCKOrpadCcKMM KOMIIAHHjaMa H
AOKAaAHHMM IPOAABHHI[AMA KOje Cy HX 3acTymase Ha pomahem tpxumry. Kaxo je
y IUTamy A0 capa peTko obpahusana Tema, poxycupawem Ha His Master’s Voice
KOHIIepTe IOKYIIaAd CaM Aa M3BeAeM TPHU IIPEAAOTa KaTeropusaljfje KOHIjepara
rpamo¢onckux maoda. C 063upom Ha MehycoOHy pasHOAMKOCT KpHUTEPHjyMa KOjU
CY AAQTH KaO OCHOB 3a KaTeropusaluje, CMaTpaM Aa CBaKa OA TPHjy KaTeropusanuja
HPEACTaBb>A AOOPY II0AA3HY TAUKY 32 0AA0KP M OPTaHU3AIH]Y TIOAATAKA O IPOrpaMIMa
KOHIlepaTa rpaMOQOHCKHX [TAOYA, A TUME M HBUXOBY aHaAM3y. PasMaTpame Mysuke
¢ rpamodoHcKux nmaoya Ha Papno Beorpapy Ha oBaj HaumH AOIpUHOCH He CaMo
MeTOAOAOTHjU TIOMONY Koje 6K Ce NPUCTYNHAO MOAALEMA O KOHIlepTHMa, Beh u
AeTasHUjEeM CarAepaBamy HauMHA IIpe3eHTalldje M MapKeTHHIa IPaMOPOHCKUX
IIAOYA KOjU je MPUMEeUB Ha ITporpaMe KOHIjepaTa IpaMOQOHCKUX MAOYA YOIIIITE,
BaH aHAAM3UPAHOT y30pka. OCuUM IITO yKasyje Ha IPHCTYyIe My3HYKHX yPEAHHKA
Papno Beorpapa nmporpamckoj KOHIeNIMji KOHI[epaTa, yCMepeHe Ka CAyIIaoluMa,
caraepaBaie IIOMEHYTHX KOHIjepaTa yryhyje Ha Aada HCTPaXKHBamkba O IPOAABIIMMA
U AUCTpHOyTepruMa rpaMOPOHCKUX IAOYA KOjU Cy CBOjOM aKTHBHOIINY 3HA4ajHO
YTHILJAAU Ha MY3HUKy B MeaujcKy Kyarypy Kpasesune CXC - Jyrocaasuje y npsoj
moAoBHHH 20. Bexa.
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MARIJA MAGLOV

ASPECTS OF THE INTERACTION BETWEEN RADIO AND THE RECORDING
INDUSTRY: EXAMPLE OF THE HIS MASTER'S VOICE CONCERTS ON
THE RADIO BELGRADE PROGRAMME

(SuMMARY)

A rarely discussed topic regarding early local discography as well as the radio in-
dustry concerns the so called “concerts of gramophone records” While commercial
editions of recorded music made up a large part of Radio Belgrade’s programme, es-
pecially in first years of its broadcasting and before the formation of all its ensembles,
it was never the subject of broader research (at least, in the present paper’s author’s
knowledge). The content of those concerts could be found in the journal Radio Beo-
grad: nedeljni ilustrovani asopis, which was the basis for their analysis. More precise-
ly, the paper is based on the detailed analysis of the programme announcements be-
tween October 1930 and October 1931, since it encompasses the first year in Radio
Belgrade’s early period in which the detailed content of the broadcasted records is
printed. The focus in the paper was put on His Master’s Voice concerts, whose variety
of concepts also offers an insight into the conception of other broadcasted concerts
of gramophone records. The detailed content of His Master’s Voice concerts is given
in the Appendix. In addition to giving a more detailed account of the music that the
audience of Radio Belgrade could listen to in the researched period, “concerts of
gramophone records” also led to some valuable insights on the offer of Belgrade’s
gramophone record sellers, who were lending their records to be broadcast on radio,
thus ensuring the advertisement of their offer, albeit with questionable economic
success. This local example of early connections between the industries of radio
broadcasting and record business within the music industry was also rarely subject-
ed to research. For that reason, the businesses of Jevta M. Pavlovi¢, Ili¢ i Andrejevi¢
and Muzicka kuc¢a “Harmonija” was presented based on the archive documentation.
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ABSTRACT

The article investigates the connection between the early record industry and
the development of copyright legislation in Croatia and the former Yugoslavia
between 1929 and the 1960s. Special attention is given to the topic of the imple-
mentation of copyright and the related rights within domestic record production
in the selected period. The concept of the author, partly constructed through the
implementation of copyright, is then reconsidered in the example of early Yugo-
slavian popular music.
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ATICTPAKT

Yaanak ucrpaxyje Besy msMely paHe amckorpadcke HHAYCTpHje M PasBoja
3aKOHOAABCTBA/AETHCAATHBE O AYTOPCKUM IIpaBMMa y XPBATCKOj M OHBIIO]
Jyrocaasuju nameby 1929. u 1960-ux ropuna. IToce6Ha masxma mocseheHa je
TeMU MMIIA€MEHTAIHje ayTOPCKOT U CPOAHMX IpaBa y AoMahoj rpaModoHCKoj
HPOAYKIIjH ¥ opabpaHoM mepuopy. KoHient ayTopa, AeAOM KOHCTPYHCaH
KpO3 MMIIAGMEHTAI[jy ayTOPCKUX IIpaBa, IPEeHCIHTYyje ce Ha IIpUMepy paHe
jyTOCAOBEHCKe IOIyAAPHE My3HKe.

KAYYHE PEYM: ayTopcka mpaBa, AMCKOrpadcka MHAyCTpHja, XpBarcka, Jyrocaasmja,
TIOTTyAApHA My3HUKa.

INTRODUCTION

This article reconstructs the struggles involved in the beginnings of the implementa-
tion of music copyright and the related rights on the territory of the former Yugosla-
via between 1929 and the 1960s.> Drawing from archival materials,’ the journals of
the professional musicians’ association (Jugoslavenski) Muzicar (1923-1941), and
composers’ associations Jugoslavenski autor (1929-1937) and Zvuk (1955-1990),
as well as previous research, this paper will highlight the role of composers and mu-
sicians in the regulation of copyright in the selected period. It will also take account
of the broader context of the emerging music industry which, through the usage of
new recording media, influenced the introduction of copyright, and later prompted
the consideration of mechanical and performers’ rights. As for the socio-political sit-
uation, the material I have consulted relates mostly to the territory of Croatia, which
belonged in this period to the historically disruptive entities of the Kingdom of Yu-
goslavia (1929-1941, within which the Banovina Hrvatska functioned from 1939
to 1941, partly autonomously), the so-called Independent State of Croatia (1941~
1945) and the Federal People’s Republic of Yugoslavia (1945-1963). Additionally,
this article will rely on literature that calls for a reconsideration of understanding
music, especially popular music, primarily through the lens of authorship, and some
of the issues of the early Yugoslavian popular music will be contextualized within the
larger discourse of copyright and creative usage of popular music genres.

2 The material presented in this paper is a part of results gathered through the work within the
research project “The Record Industry in Croatia from 1927 to the End of the 1950s”, dedicated to
the early record production and beginnings of the record industry in Croatia, financed by the Croatian
Science Foundation. The project focuses on the 78 rpm shellac period gramophone records which
were produced in Zagreb by three successive record companies: Edison Bell Penkala (1927-1937),
Elektroton (1937-1945) and Jugoton (1947-1991).

3 The consulted sources are from the Archives of Yugoslavia in Belgrade (AY), the Croatian State
Archives (HDA) and Croatian State Archives in Zagreb (DAZG).
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THE BEGINNINGS OF COPYRIGHT REGULATION IN YUGOSLAVIA AND
THE ROLE OF COMPOSERS

The first copyright law on the territory of the former Yugoslavia was declared
on 27" December 1929,* apparently following a long period of preparation by the
Ministry of Education. Before the emergence of this law, copyright was differently
regulated in the states of the Kingdom, following traditions of former monarchies.
The Kingdom of Serbia had no copyright laws, whereas the Austrian-Hungarian
monarchy did, which left the country formed after the First World War with incon-
sistencies (Vukovi¢ 1931: 1-2). In fact, it seems that the copyright law was one of
only a few within the Kingdom to be universally implemented throughout the whole
state, following international initiatives (Hamersak 2013: [79]). In that sense, an
important impetus for the final regulation of copyright in the Kingdom were the
revisions of the international convention of copyright, the so-called “Berne conven-
tion”, in 1928.

Even though copyright laws and agencies for the protection of copyright relate
to works of dramatic and visual arts equally as to music, the involvement of the mu-
sic authors seems to have been more intense than the involvement of all the other
interested groups from the very beginning. In 1931, the journal Jugoslavenski autor
(Yugoslavian Author) went into publication as a professional monthly paper of The
Association of Yugoslavian Music Authors (Udruzenje jugoslavenskih muzickih auto-
ra — UJMA), and the Autor-centrala agency. It regularly informed authors about their
rights and the modes of fee collection, focusing primarily on composers and issues
relating to music rights. The Association of Yugoslavian Music Authors (UJMA) was
founded on October 27" 1929, with an inaugural session at the Zagreb Music Acad-
emy, where Kresimir Baranovi¢ was elected as its first president (AY Fond 66, folder
371).5 The registration of UIMA only a couple of months prior to the declaration
of copyright law indicates a recognition of the approaching legislation and the need
for professional assistance in its implementation. At the time UJMA was formed, a
privately owned agency for the protection of international rights, the so-called Autor
centrala, already existed. It seems that the main initiator of this earlier agency was the
composer and conductor Sre¢ko Albini, whose role in propagating copyright pro-
tection is often apostrophised by his biographers (see Kovacevi¢ 1966, Jurki¢ Sviben
2016: 31). Apparently, Albini “dedicated the last years of his life® to organising and
finding a practical solution to the question of copyright for which purpose he found-
ed Autor centrala, which represented many domestic and foreign composers as well

4 The Law was published in two sequels in the Muzicar journal in 1930, 3/8: 3—4 and 4/8: 2-3.

S Neimarevi¢ and Stevanovi¢ place the beginning of UMA in 1937, but the association constituted
in Zagreb in 1929, already aimed at gathering composers of the whole of Yugoslavia (see more
Neimarevi¢ and Stevanovi¢ 2021: 12).

6 Hediedin 1931.



112

MY3UKOAOTHJA / MUSICOLOGY 32 - 2022

as playwrights” (Kovacevi¢ 1966: 401). Albini’s Autor-centrala agency should not be
confused with the publishing institution and copyright representative Albini, regis-
tered in 1934 by Maja and Julio Albini, Sre¢ko’s nephew and his wife (Stani¢ 2006:
31). Sre¢ko Albini’s role in the initiation of copyright in Yugoslavia still remains to
be investigated,” while in all of the editions of the Jugoslavenski autor journal from
1931 and 1932, merchant Silvestar Bakar¢i¢ appears as the president of the Autor
centrala agency.

Aside from the Berne convention, it is also difficult not to connect the compos-
ers’ interests and motivation for copyright legislation with the appearance of com-
mercial radio broadcasts, the domestic record industry, and the emergence of sound
movies. The first commercial radio station on the territory of the Kingdom, Radio
Zagreb, started broadcasting in 1926. The first domestic record production, with-
in the Zagreb-based Edison Bell Penkala record company, started in 1927, while
the first sound movies in Yugoslavia appeared before the end of the same decade.
The editorial article in the first edition of the music authors’ journal Jugoslavenski
autor explained the history of the formation of copyright legislatives highlighting
as a key moment when “many mechanical instruments were invented, which al-
lowed the gross capital exploitation of music” (Vukovi¢ 1931: 1-2). The journal
logo on the front page highlights sheet music and a gramophone record, illustrating
the strengthening role of music media and distributers. The journal was published
regularly during 1931 and 1932, then paused for four years, and was re-started in
1937. Among the publishers of the journal in 1937, UJMA is no longer mentioned,
but two other agencies for the implementation of copyright law appeared,® which
hints at a long period of struggle by different claimants for the right of distribution
of copyright fees.

COLLECTING AGENCIES AND THEIR AGENDAS

At first, UJMA authorised Autor centrala for the service of the collection and dis-
tribution of royalties. However, since the Law did not define which institution should
be in charge of the distribution, during the 1930s, a number of different, competing
agencies appeared, causing not just confusion, but serious financial problems to all
of the involved users: organizers (bar and restaurant proprietors), music performers
and composers. It also seems that the ownership of the Autor centrala agency went
“from an expert, musician, and a member of UJMA, to the hands of a wood monger”,
with whom UJMA had disagreements (AY Fond 66, folder 371).° Vesi¢ and Peno
revealed further conflicts and lawsuits between UJMA and various cooperatives for

7 At the time of the research for this article, Albini’s legacy, kept in the archive of the Institute for
the History of Croatian theatre HAZU was completely unavailable because of the post-earthquake
building reconstruction.

8 Namely: Centralna zadruga Jugoslovenskih autora (Central Cooperative of Yugoslavian Authors)
and Autor centrala za autorska prava (Author Centre for Copyright).

9  Aletter from UJMA to the Ministry of Internal Affairs.
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the protection of copyright (Vesi¢ and Peno 2017: 113-114, 137). Aside from the
Zagreb-based Autor centrala, in the early 1930s, the competing Autor agency from
Belgrade represented a section of the Yugoslavian composers, which caused com-
plications for the users, since “it was completely impossible for the organizer to use
the repertoire only from one or the other agency” (V.GV. 1932: 1). The implemen-
tation of copyright caused multiple power struggles among the professional musi-
cians’ associations, the most notorious example of which was the formation of the
“Sklad” agency by Hrvatsko pjevacko drustvo (Croatian Singers’ Association) in 1931.
This agency began as a form of boycott of all the composers who were members of
UJMA, offering an alternative agency to all the “free music authors” (V.GV. 1931:
4-6). Aside from the power struggles, the main stumbling block in the implementa-
tion of the copyright law lay in the fact that the collective distribution of copyright
fees had a potential for (considerable) profit.

The state was slow in recognising the possibility of the third-party profiting from
copyright collection and subsequently attempted to regulate the situation. The first
instance of regulation was the introduction of obligatory state-issued authorisations
to the collecting agencies in 1932 (Anon. 1932a), and later through the defining
of collection agencies as non-profit organisations. According to Vesi¢ and Peno, in
1937, UJMA was awarded the exclusive right to represent Yugoslavian music authors
in collecting and redistributing copyright fees (Vesi¢ and Peno 2017: 138).

In 1940, the Banovina Hrvatska administration declared the Policy for copyright
collection agencies, which stated that the collecting agencies should be formed by
authors’ association and their members, and that the agencies themselves must be
non-profit, re-distributing the collected finances to the authors, or covering oper-
ating expenses (HR-HDA Fond 66, folder 3279). The organs of state control over
the work of copyright agencies were established, as the documents indicate that the
agencies were responsible for the expenses of the regular inspection of a government
representative. During the Second World War in Croatia, copyright repatriation was
further centralised through the formation of the state agency Croatian Author’s As-
sociation (Hrvatsko autorsko drustvo, HAD). Within this period, non-authorial folk
art works also became subject to the copyright implementation. While part of the
fees collected from folk music and literature performance were used to cover oper-
ating expenses, the ethnographer (zapisiva¢) was also recognised and compensat-
ed, whenever possible. There is no doubt that the ethnomusicologist and composer
Vinko Zganec, the director of HAD, had a significant role in this recognition.' Zgan—
ec’s involvement also indicates the leading role that the composers again carried in
regulation of copyright within the new socio-political context.

Finally, the socio-political context changed again after the Second World War.
During the late 1940s and early 1950s, the law was frequently changed and adapted.
Just like the revisions of the international Berne convention in the 1920s, so too the

10 The legal status of ethnographic music transcriptions continued to be a topic of interest for
Zganec after the War, while he acted as the director of the Institute of Folk Art in Zagreb and tried
to raise awareness about the legal inconclusiveness of music ethnographers’ work (see Zganec 1958).
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revisions from 1948 caused the need to adapt the copyright law in socialist Yugosla-
via (AY Fond 317, folder 3). In the first version of the law, the State was the copy-
right holder for “all types of folk artwork”, but the draft of the new law from 1951
announced a change to this paragraph (Ibid). The State also formed a centralised
Institute for the Protection of Copyright (Zavod za zastitu autorskih prava). In 1952,
the Institute for the Protection of Copyright was transferred into the hands of the
authors’ associations (AY Fond 317, folder 58). Documentation on the process of
copyright regulation bears witness once again to the predominant involvement of
the composers and their associations. A letter attached to the “Solution” transferring
the Institute to the authors’ agencies explains that before 1952, the body in charge
of the Institute was the Alliance of the Composers of Yugoslavia (Savez kompozitora
Jugoslavije). The letter explains that this situation developed “spontaneously”, since
“the other alliances and associations did not even take an interest in the protection of
copyright, although the Institute protected their rights, too” (Ibid). In 1955, another
agency was introduced, Zavod za zastitu autorskih malih prava - ZAMP (Institute
for the Protection of Small Rights), which was again “an organ of the Alliance of
the Composers of Yugoslavia”, in charge of the collection and distribution of the so-
called small rights"! of different types of authors, not just composers (Anon. 1955).
The involvement of composers’ societies in the agencies for the protection and dis-
tribution of copyright seems to highlight the fact that Yugoslavian composers were
quick to recognise that the emerging music industry was “a rights industry” (Frith
2000: 388) and that in that context they would become just one of the many actors.

COPYRIGHT AND THE RELATED RIGHTS WITHIN
THE RECORD INDUSTRY

The first copyright law in Yugoslavia stated that the author had the exclusive
right of “transmitting his work through the instruments for mechanical performance
of voices, particularly records, cylinders, tapes and similar, and the right to allow
the public reproduction of the recorded works through these instruments” (Anon.
1930b: 3). In that regard, the agencies for the collective repatriation of these so-
called “mechanical rights”'* were also established. The Yugoslavian authors’ journal
reported in 1931 that “the question of mechanical rights has finally been resolved”
through cooperation with international agencies for the mechanical rights" and the
establishment of another local agency, “IDAP” (Anon. 1931a and Anon. 1931b).
From the journal and the archival documents relating to the agency’s registration
(HR-HDA Fond 93, folder 163), we know that IDAP was established as a joint-

11  The rights relating to “non-dramatic rights of public performance” (Kleiner et al. 2001).

12 The specific “right to reproduce musical works on sound carriers such as discs and tapes, which is
the part of the reproduction right”, is commonly called “mechanical right” (Kleiner et al. 2001).

13 Thejournal reports that those international agencies were “EDIFO” (Société Générale International
de'Edition Phonographique et Cinématographique), based in Paris and “AMMRE” Anstalt fiir mechanisch-
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stock company with private stock holders, but there is very little information about
the actual functioning of this agency. In addition, the bankruptcy documents of the
Edison Bell Penkala company, from the period between 1936 and 1939, mention
two other agencies for distribution of mechanical rights, Albini and UJMA, as well
as the international agency BIEM.

In the interwar period, copyright within the record industry was realised through
the system of stickers. The discographer had to buy a sticker with the abbreviation of
an agency’s name (most often UIMA or BIEM) for every sold record and the posting
of the sticker onto a record label was a sign that the copyright fee had been paid for
that particular record through a collective agreement. This was a very simple meth-
od that was also used for control. For example, the absence of copyright stickers on
Edison Bell Penkala records produced after the company’s bankruptcy was a signal
to UJMA in 1939 that copyright for those records had not been paid (HR-DAZG
Fond 93, folder $8).

Two letters from the same archival fond relating to the company’s bankruptcy
reveal that the established copyright fee for the record sales amounted to 7.5% of
the price of the records over a two year period.'* However, one of the letters also
indicates that instead of following the established fee and a long-term royalty dis-
tribution, the composers and performers might have agreed on a fixed fee. One of
Edison Bell Penkala’s early stars, the singer-songwriter Vlaho Paljetak, wrote in 1937
that he had never received his 7.5% from the sold records and that both he and his
colleagues Dejan Dubaji¢ and Milan Sepec received a lumped sum of 1,500 dinars
per month, for which they had to perform unlimitedly for 2 years and renounce their
royalties. It was probably difficult to recognise from Paljetak’s, Dubaji¢’s and Sepec’s
perspective how long their records would remain popular and stay on the market. In
retrospect, the lump sum agreement was probably made to their disadvantage, given
that their records were further sold and re-issued by subsequent record factories.

The regulation of mechanical rights in the first decades of socialist Yugoslavia
was an important topic for the composers’ association, which closely followed the
changing policies. For example, composers reacted against the regulation of the
amount of the copyright fee in film music in 1949. They argued that a composer of
film music should not be financially compensated through a one-time fee, and asked
for a royalty payment for every reproduction of a film, emulating the previously ex-
isting rule for radio recordings and gramophone records (AY Fond 317, folder $8).
The definition of mechanical and performers’ rights as the “rights related to copy-
right” was introduced in the revisions of the copyright law from 1965 (AY Fond 475,
folder 34 and HR-HDA Fond 1948, folder 154). The same revisions considered the
rights of the record manufacturers and introduced the term phonogram (fonogram)
as the key term to which their rights relate. In the meantime, the journal of the Yu-

musikalische Rechte, based in Berlin. However, the next issue of the journal reported that IDAP
cooperatedinternationally with BIEM (Bureau International de I'Edition Mécanique) (Anon. 1932b).
14 The fond contains a letter from the Elektroton record factory to Edison Bell Pekala’s liquidation
board in 1943 and Vlaho Paljetak’s hand-written record (zapisnik).
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goslavian Composers Alliance, Zvuk, in a detailed report from the world conference
of Confédération Internationale des Sociétés d’Auteurs et Compositeurs (CISAC) held
in 1956, highlighted that the main issue with the performers’ rights and the right of
phonogram manufacturers was that they could not undermine the pre-established
rights of the authors (Radojkovi¢ 1957: 436). In this context, the performers started
their own struggle for inclusion into the copyright legislative.

THE SLOW EMERGENCE OF PERFORMERS’ RIGHTS

During the whole period of the Kingdom of Yugoslavia, the question of the rights
of performing musicians remained largely unrecognised. Paradoxically, regardless of
the fact that a performer can be much more easily identifiable than an author, the
concept of performers’ rights within the record industry, and in general, developed
much slower. With the regulation of copyright, the joint struggles of the previous-
ly established musicians unions, which gathered professional musicians of all types
(see Vesi¢ and Peno 2017: 72-73), became partly conflicted. The journal of the Alli-
ance of musicians in the Kingdom, Muzicar/Jugoslavenski muzicar (Yugoslavian Mu-
sician), reported the problems that the performing musicians suffered because of the
implementation of the copyright law. For example, an article about the introduction
of copyright for live music performed in bars implied that “the proprietors will take
advantage of paying of the fees ( ... ) in a way to aggravate work and payment condi-
tions of the salon musicians”, because “such is the old unwritten law” (8k** 1930a: 3).
The research of Vesi¢ and Peno proved this pessimistic prediction to be right (Vesi¢
and Peno 2017: 137-139).

At the same time, the developing record industry, with the possibility of divorc-
ing the sound of performance from a musician’s body, brought about a new situation
in which the musicians could no longer be paid “on the spot” of every performance
context. Instead of recognising the potential of earning money from royalties of me-
chanical reproduction from records and radio broadcasts, professional musicians in
the interwar period seemed to be much more concerned with prohibiting, slowing
down or introducing fines for the public usage of gramophones and radios. For ex-
ample, an article in Muzic¢ar from 1930 advocates the introduction of taxation for the
bars and restaurants that used mechanical music and the distribution of those taxes
to musicians ($k 1930b). A letter from the orchestral members of the Yugoslavian
musicians’ union sent to the Ministry of Education in 1938, asked for the subvention
of their work through taxation of radio broadcasts, because these broadcasts caused
“a false overload among the music audience” reducing their attendance at live music
events. In return, the members of the three capital philharmonic orchestras (Bel-
grade, Ljubljana, and Zagreb) offered regular recordings for the main radio stations
in their cities, which would improve the quality of the radio programme. Obviously,
they had been largely underrepresented on the radio, which is why the possibility of
profiting from the distribution of royalties was yet to be established.

15 The author of the article is signed with only initial letters, written in a lowercase form.
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The issue of the performers’ rights had not been approached seriously until long
after the Second World War. Archival documents from the late 1940s and 1950 tes-
tify to the agreed fees that the musicians received for recordings made for the radio
stations and Jugoton, the only existing record factory in Yugoslavia at that time (AY
Fond 475, folder 34). Aside from the fees, the royalty payment is not mentioned.
Kept in the same archival fond, proceedings from a conference organised in 1965
for revisions of copyright law reveal information about different initiatives for the
regulation of the performers’ rights in the 1950s and 1960s. In 1953, the Alliance
of the Yugoslavian Music Artists (Savez muzickih umetnika Jugoslavije) attempted to
resolve the issue by allowing the Institute for the Protection of Copyright (Zavod za
zastitu autorskih prava) to collect fees for the reproduction of their performances.
The Alliance tried to negotiate the collective rights, taking into consideration that it
was harder for individuals to negotiate their rights. A document from the same fond
relating to the 1965 conference shows concern about the fact that the radio stations
were centralised in socialist Yugoslavia, which is why the performers had to nego-
tiate “not with one radio station, but with the whole Yugoslavian radio-diffusion
consortium” (Ibid). The document witnesses a serious union struggle described
dramatically as “100 days of fight”, which was resolved through the establishment
of the percentages of royalty payments for every recording. On every pre-agreed fee,
another 50% would be paid for the process of recording, 20% on the next S broad-
casts, and 5% on every broadcast thereafter. However, according to the author of the
document, Vladimir Markovi¢, this agreement was never respected (Ibid).

Finally, I was able to find an explanation for this surprisingly long delay in solv-
ing the issue of performers’ rights in a report written by Zvonimir Urem (HR-HDA
Fond 1948, folder 154). Urem’s report, summarising the copyright regulation be-
tween 1953 and 1965 and preparing the draft of a new law, explains the performers’
rights as a “capitalist concept”, which is apparently irreconcilable with the Yugoslavi-
an constitution and the socialist idea of work and work obligation. Urem argues that
in capitalist societies the artists had to fight against the exploitation of their work,
whereas in socialist societies their work was paid within their work obligation, equal
to the work of other Yugoslavian workers, which is why the royalty payment, in his
opinion, “would give the performers more than an equivalent of their work” (Ibid).
Interestingly, although the same documents recognise copyright itself as a “capitalist
concept”, the implementation of copyright was never considered as opposing the
socialist economy in the same way as performers’ rights seemed to be.

QUESTIONING THE CONCEPT OF AUTHORSHIP THROUGH THE
PERSPECTIVE OF EARLY YUGOSLAVIAN POPULAR MUSIC

Not just in socialist Yugoslavia, but in academic approaches too, the introduction
of copyright has been understood as a result of capitalist economy seeking to control
cultural knowledge, limiting its free use for the purpose of profit (see Brown 1998,
Coombe 1999). It is also a legal concretisation of the neo-romantic construction
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of the “author” as a solitary figure of genius. Although scholars have offered differ-
ent models of thought about artistic works, not necessarily as an enterprise of an
individual, but as a network of people (Becker 2008), the art-world hierarchy with
the “author” on top still prevails in legal models, scholarly approaches and every-
day discourses (Barthes 1977, Negus 2011). The construction of the author figure is
mostly connected with elite art where individuality, which “posits the musical work
as a mirror of the composer” (Macarthur 2010: 52), is of the highest importance,
because the “musical masterwork is imagined, from Adorno and others, to exist in a
realm that is beyond the cliché-ridden music of popular culture” (Ibid: 54).

As for the popular music domain, even though the industry’s production of
stardom, fixation on a song’s author and disputes over plagiarism, in the mean-
time, prevailed (Negus 2011: 607-608), the question of authorship was not always
as important. In fact, in the Yugoslavian context, the beginnings of popular music
production were more concerned with the question of popular music’s lower sta-
tus, which resulted in the usage of pseudonyms by many of the early popular mu-
sic composers (see Buhin 2016: 143-144). However, with the development of the
music industry, popular music showed a fast dissemination and potential for profit,
to which domestic composers reacted. In an article in the Jugoslavenski autor jour-
nal, Pavao Markovac states that many of the folk songs, performed commonly by
“Gypsy ensembles”, have, since the advent of mechanical reproduction, been prov-
en to be authorial works (Markovac 1931). Milivoj Kern noticed that within the
developing popular music scene, relying on smaller salon orchestras performing in
bars and recording the best-sold gramophone records, the Yugoslavian composers
were largely under-represented, because they wrote for bigger orchestras, complete-
ly disregarding the public taste for popular music forms. In a context where most of
the salon orchestras performed foreign schlagers, “the only remaining interpreters of
Yugoslavian music are the Gypsy sevdalinka performers, tambura players and other
naturalists who by luck need no sheet music anyhow”, and who are, Kern ironically
pointed out, “willy-nilly the saviours of the situation and of the repartition quota
of UIMA” (Kern 1931: 7). Aside from occasional authorship re-claims within the
tambura and sevdalinka repertoire, UIMA tried to actively urge composers to take
part in popular music production. In a letter to the Ministry of Education from 1933,
UJMA claimed that the presence of foreign schlagers on Yugoslavian territory result-
ed in “sums reaching a million” pouring outside of the country’s borders (AY Fond
66, folder 371). Part of the problem was the lack of domestic light music literature,
which UJMA resolved through commissioning the publication of new salon pieces
by national composers and requesting the Ministry to financially participate in this
publication, with the assumption that the investment would be returned through
copyright fees (Ibid).

Also, the appearance of copyright discourse bore witness to the modes of pop-
ular music’s use prior to copyright implementation and the subsequent changes it
caused. Pavao Markovac explained that, although the law forbids interventions into
the authorial work, the performers of urban folk music approach them as only a
framework, “a skeleton to be ornamented, enhanced, adapted, moreover complete-
ly reworked in a way that the original composition almost completely disappears”
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(Markovac 1931: 3). As a result of this approach, versions of a song significantly
diverse from the composer’s can appear on commercial recordings. Since such mu-
sicians do not know about the concept of personal ownership in music, they do not
violate the law on purpose, and Markovac calls for the composers’ understanding.
Here too, one of the main arguments in Markovac’s paper is that the compositions
in question have “no artistic pretentions”, but the rise in interest toward them clearly
pointed to the combining potential of copyright and the recording technology. An
analysis of one of the most popular sevdalinka songs “Kradem ti se u veceri” in an
article by Naila Ceribasi¢ et al,, illustrates one such example, where a song with an
identifiable author, Petar Konjovi¢, lived through numerous diverse performances
and improvisations, and it was even used as a template for other authorial compo-
sitions (Ceribasi¢ et al. 2019: 179-186). The existing recordings of the song testify
to this wealth of approaches and versions, which came out of the understanding of
the song as a folk song. Regardless of the fact that, in this case, the author of the song
could have been established with a high degree of certainty, Ceribasi¢ et al. noticed
that some of the recorded performances relied very vaguely on Konjovi¢’s original
edition of the song.

This raises the question of the level of creativity necessary for a song to be under-
stood as a new creation and the underestimated role of performers within a copyright
framework. The fact that a composer and a lyricist are, within the music industry, the
legal owners of a song, “regardless of how little resemblance there is” between the
“original” composition and later improvised and re-worked performances, remains
one of the main issues in popular music legal disputes (see Negus 2011: 609). Also,
musical collaborations do not go in only one direction. A composer could have been
inspired for a song by the performance styles of various musicians who were, after
the recognition of the author, excluded from the “right to music”. The idea that music
can originate from one person and that this person should have a right to own that
music did not emerge neutrally, but was a sign of the prevalence of the longstand-
ing imposition of the authorship concept. This imposition was so strong that even
in the context of a socialist economy it could not have been questioned, and only
with the attempt of the inclusion of performers into the copyright concept was a line
drawn. Even though the economic position of professional performing musicians,
such as those gathered in the Alliance of the Yugoslavian Music Artists, might have
been generally positive in socialist Yugoslavia, the reluctance to acknowledge the
performers’ rights strengthened the hierarchy with the composers on top and the
performing musicians at the bottom in a moral sense, and further reduced the role of
performers to only a reproduction of copyrighted music material.
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CONCLUSION

The involvement of music authors and musicians in the copyright legislation has
always been intense, and it seems that this intensity regularly co-occurred with de-
velopments in the music industry. The fact that recording technology shaped music
into an internationally profitable business prompted firstly composers and then oth-
er musicians to educate themselves about their legal rights, and become actively in-
volved in the processes of the adoption of the new legislation. With the introduction
of copyright after 1929, the professional musicians’ unions in Yugoslavia, in some
measure, parted ways. The Yugoslavian composers formed their own union in the
year of copyright legislation and continued to zealously maintain their position in
the music world and industry. The struggle of performing musicians for recognition
of rights within the industry lasted much longer, whereas the development in the ear-
ly socialist period, somewhat paradoxically, further complicated their legal position
and highlighted the privileges of composers in relation to other music professions.

In the case of early Yugoslavian popular music, the concept of the authorship
proved to be complicated and highly contested. On the one hand, urban folk music,
which arguably belongs to the popular music domain (see Dumni¢ Vilotijevi¢ 2019:
13-14), often proves to be of dubious authorial background (Ibid: 180; Ceribasi¢
2019: 179). The described creative processes from which the urban folk repertoire
stemmed and was re-interpreted through numerous modifications might be seen as
an example of the Deleuzian concept of assemblage, which understands a work of
art not as a newly conceived creative product but a collection of previously exist-
ing artistic artefacts and recontextualised signifiers (Macarthur 2010: 59-61). The
application of authorship in this context in combination with the recording tech-
nology led to a gradual standardisation of the repertoire (see also Vesi¢ 2015; Dum-
ni¢ Vilotijevi¢ 2019: 153-154). The period between the two world wars brought
about some of the most important building elements for the formation of popular
music as a global phenomenon, such as the appearance of commercial radio, devel-
opments in record production or sound movies. However, the copyright regulation
was an equally integral and important part of that process. With this final ingredient
in place, the copyrighted songs, attributed to its creators and fixated via recordings
became profitable through various modes of its reproduction.
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JEAKA BYKOBPATOBUR

YBOBEWE AYTOPCKOT IIPABA Y PAHOJ MY3UYKOJ UHAYCTPUJU U
HMIIAUKAITUJE AYTOPCTBA 3A IIOIIYAAPHY MY3UKY Y XPBATCKO]
U3MEFY 1929. u 1960-11x

(PE3UME)

Osaj yaaHaK OMMCYje IIoYeTKe Ay TOPCKOMIPAaBHE AETHCAATHBE Ha IOAPYYjy XpBaTcke
u 6usie Jyrocaasuje usmelyy 1929. u cpepune 1960-1x roAHHa, C TOCEOHUM OCBPTOM
Ha ITOCAEAHIL]e heHe IMITAeMeHTaIHje Y My3HIKOM KMBOTY U HacTajyhoj HHAyCTpHjH.
ITpoBoheme ayTopckor mpaBa M CPOAHHX IIPaBa Ha IIOAPYYjy My3HUIKOT XKHUBOTA
IPOYYaBaHO je Ha OCHOBY apXHBCKe rpalje, CTPyKOBHUX YaCOIKCA U AOCAAQIIEBHX
ucTpaxuBama. [IpBH 3aKOH 0 ayTOPCKOM IIpaBy Ha MPOCTOPY OmBIIe JyrocaaBuje
AoHeceH je 1929. ropuue. Kako 3axoH Huje AedHHECAO KOja OM HHCTHTYLHjQ
Tpebaro Aa Oyae 3aayKeHa 3a AUCTPHOYIINjy ayTOPCKOIPABHUX TaHTHjeMa, TOKOM
1930-ux nojaBro ce HU3 KOHKYPEHTCKUX areHIHja, a Y peryAuCcary UMIIAeMeHTaIlHje
ayTOPCKOT ITpaBa, Kako Ipe ApPYror CBeTCKOT paTa TaKo M HAKOH Hera, UCTHYe
Ce yAOra jyroCAOBEHCKHX KOMIIO3UTOPa M HBHXOBUX yApyXema. Heayro Hakon
AOHOIIIeHa ITPBOT 3aKOHA O AyTOPCKOM IIPaBY, IIOA YTHIIAjeM pa3Boja HOBUX MeAHja
34 CHHMambe U AUCTPUOYHpatbe My3HUKe, IOACTUYE Ce Pa3MaTparbe T3B. MEXAaHUIKUX
IIpaBa U CIIeljjaAM30BaHHUX areHIHja 38 BUXOBY HMIIAGMEeHTAIIH]y.

3a pasAMKy OA TOra, TOKOM IjeAor paspobma Kpamesune Jyrocaasuje murame
u3BONAYKHX IIpaBa OCTAAO je yraaBHOM Heappecupano. IllTaumre, ypxoc 60p6u
CTPYKOBHHX OpraHH3aIija u3Bohaua, pacIipasa y3 IIpUIIpeMy HOBOT 3aKoHa u3 196S.
TyMauu IpaBa H3BOhada Kao ,KAIIUTAANCTUYKU KOHIIENT , HABOAHO HEIIOMHP/oHB
C jyTOCAOBEHCKMM YCTaBOM. THMe ce, HeXOTHIle, AOAATHO YYBPCTHO IIOAOXKQj
KOMIIO3HTOpA Y BPXy My3Huuke xujepapxuje. KoHauno, 32 pa3poj nomyaapHae Mysuxe
opabpaHu meproa Takohe je 61O OA BeArKe BaXKHOCTHU 3060T [0jaBe KOMEPIIHjaAHOT
PaaHja, IpOAYKIIHje AOYA M 3BYYHUX PHAMOBA, a ayTOPCKO ITPABO ITOKA3AA0 Ce Kao
jOII jeAQH KAyUHU eAeMEHT KOjH je omoryhuo koMeprijaano kopuiherme My3uxe.
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ABSTRACT

Starting with the idea that sustainability as a concept can (and should) be applied
in the field of incidental music, thus, ensuring the continuation of its life after the
curtain falls, we argue that discography is one of the main ways in which incidental
music (like any other type of music) can be preserved and later studied. We argue
that discography (as a sustainability tool) equals the survival (survivability) of in-
cidental music and test this hypothesis on four case studies — compact discs and
releases of incidental music of four composers: Vojislav Voki Kosti¢, Zoran Eri¢,
Zoran Simjanovi¢ and Isidora Zebeljan.

KEeYwoORDS: incidental music, sustainability, music sustainability, discography, theatre.
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ATICTPAKT

ITosasehu op MAeje A2 OAPKMBOCT Kao KOHLenT Moxke 6uth (4 Tpebaro 6u A2
6yAe) aIAMIMpPaHa y Oy HPUMebeHe My3HKe y TO30PHIITY, TuMe oMoryhasajyhu
HACTaBaK HeHOT JKMBOTA HAKOH CITYLITaka 3aBece, TBPAUMO A je AucKorpaduja
jeAQH OA TAQBHMX HAYMHA Ha KOjU IIPUMerbheHa My3uKa (Kao M CBaka ApyTa) Mose
6UTH OYyBaHa U KacHuje poy4aBaHa. Auckorpaduja (kao CpeACTBO OAPKMBOCTH)
jeAHaKa je MpeXXUBLABAGY IPHMeIeHe My3HKe IPBEHCTBEHO y YCAOBHMA TAe He
[IOCTOjU HOTHH 32IIHC, T Ce OBa XUIIOTe3a UCIIUTYje Ha YETHPU CTYAUje CAyYaja
— KOMITAKT-AMICKOBHMA U H3AAEbHMA [IpHMereHe My3HKe YeTBOPO KOMIIO3UTOpa:
Bojucaasa Bokuja Kocruha, 3opana Epuha, 3opana Cumjanosuha u Hcuaope
Kebeman.

KaAYYHE PEYM: IpuMemeHa My3HKA Y MO30PHIITY, OAPSKMBOCT, OAPXKHBOCT MY3HKE,
Auckorpaduja, HO30pHIITE.

The sustainability of incidental music in recent years has become a question of great
importance. A great number of composers in Serbia create or created extensively in
the field of incidental music, whether due to practical and/or existential reasons. It
is important to bear in mind that working on incidental music most certainly guar-
antees a constant influx of commissions for the composer, thus, ensuring his or her
position and relevance in the cultural life in this day and age where commissions for
“non-incidental” pieces are getting fewer in number.

Incidental music has long been considered “less worthy” than “serious music”
and regarded as a mere thread in the theatrical tapestry. However, such an attitude
has been refuted by both composers and other theatrical practitioners (primarily
theatre directors) and, time and again, it has been proven to be an obsolete perspec-
tive. Music, as well as the artwork (theatre plays, film, etc.) it is incidental to, is pre-
served primarily by composers 1) who use musical material that originated in the
music incidental to a play in their “serious” works such as concerts, symphonies,
chamber music and the like, thus developing the potential for the thematic material
that they would not otherwise be able to do, or 2) they arrange, edit and create their
own compilations for later publishing and discographic release, simultaneously doc-
umenting and preserving their work and ensuring it can reach a broader audience
outside the confines of a theatre. The latter point will be addressed in this article in
detail.

In theatre especially, we are inclined to ask ourselves whether or not it is possible
to preserve such music, simultaneously showing respect for the theatrical context
in which it was placed before being recorded and published on a separate compact
disc or published online on various internet platforms (such as YouTube, Spotify,
SoundCloud, Deezer, Amazon Music, Bandcamp and many more). What can ensure
the continuation, the survival of incidental music? In what way can it continue its life
off stage? Why are these questions important and (why) do we dare utter the word
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sustainability in the context of incidental music? To our knowledge, the concept of
sustainability has not been reviewed with regard to incidental music. The use of the
word sustainability is justified in the case of this genre due to the fact that incidental
music — at least in the present day — does not depend on the score. It is, in most cases,
preserved (“sustained”) as an audio recording.

What does sustainability mean for and in music? How can sustainability be ap-
plied and thought of in incidental music — or more precisely — what can it mean for
the preservation of incidental music in Serbia? We are encouraged to take on this
task, since, to our knowledge, there are no sources that specifically make connec-
tions between incidental music and sustainability or sustainable development. In
order to provide answers to the previously asked questions, first we must address the
core idea of sustainability, and then address the very nature of incidental music, as
well as the problems that are inherent to this genre.

One article that prompted the thoughts of incidental music in relation to sus-
tainability is Yosef Jabareen’s A new conceptual framework for sustainable development
(2008), in which he aimed to “theoretically synthesize the interdisciplinary literature
on sustainable development” (Ibid.: 179). The author points out the vagueness with
which the concept of sustainability (and sustainable development) is being utilised,
lamenting the fact that there is no general consensus on the way in which this con-
cept should be applied in practice (Ibid.: 180). We could presume that the problem
lies in the non-differentiation of the terms ‘sustainability” and ‘sustainable develop-
ment’. One need only look up the definitions UNESCO provide: sustainability is the
end goal or, rather, a long-term goal, as UNESCO defined it, while “sustainable de-
velopment refers to many processes and pathways to achieve it” (UNESCO?). With
that in mind, discography is a means to an end. Sustainability as a concept can, and
should, be applied to incidental music, though it should be thought of in terms of
the sustainable development of discography of incidental music, or rather, in terms
of the processes that would ensure that incidental music is sustained and preserved.
Catherine Grant, music researcher and educator in the domains of ethnomusicology
and music education, defines “music sustainability as the ability of a music genre to
endure” (2013: 1) How does, in that sense, any genre of incidental music endure
(and continue to endure)? Incidental music in the previous centuries was closely
tied to the notion of musical score. With the advent of computer technologies, cre-
ators of contemporary music more often than not forego paper. This statement is
not to be understood as definite, as there are composers who still make sketches
and still rely on pen and paper, while at the same time use available technology with
ease. Continuing on from the previous statement, the score is digitally written in
a computer and at the same time preserved in various formats. Depending on the
software used for committing the score to the digital ‘paper’, this score can later on
be exported and printed, making a physical copy instantly available for performers.

A musicologist that researches and studies incidental music is bound to ask the
following questions: What happens in the cases where performers are not required

2 https://enunesco.org/themes/education-sustainable-development/what-is-esd/sd (ac. 1.5.2022).
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for the reproduction of the music in theatre? A set of well-placed speakers and sound
system will suffice if the director of the play wills it to be so (whether due to his ar-
tistic view of the play he is producing or personal preference and, more often, due
to the cost-effective ways of using music in a theatrical production). Also, what hap-
pens when we do not have sketches, scores — even plain notes — that will reveal to
us what music was used in the theatrical production and what purpose was given to
it? What if there is no opportunity to speak to the author directly about the music?
On the other side, what if we only have recordings of theatrical plays or are just left
with published incidental music that was extracted and divorced from the theatrical
play? This is where discography comes into play, as well as the concept of sustain-
ability and sustainable development, used here primarily to understand discography
as an extension and survival tool of incidental music. Thus, in the case of incidental
music, sustainability would mean turning something as intangible and fleeting as the
inherent nature of incidental music into something tangible (and, at the same time,
commercially consumable if we are to speak in a discographic way), tapping into
its potential as a resource for research that cannot be depleted. Having a tangible
document, an object of research, we are able to approach it anew every time without
worrying about it depleting and perishing. Not only is it a resource, but it is a biocul-
tural resource — as ethnomusicologist Jeff Todd Titon identified it — further clarifying
that it is “a product of human life; further, it is a renewable resource” (Titon, 2009:
S). It is, therefore, encouraging to think of sustainability® in relation to the genre of
incidental music. It is, however, not without problems.

Namely, the problem with committing incidental music to a compact disc or re-
pository on an online platform is, as we have previously pointed out, the fact that
incidental music is being extracted from the final product that is a theatrical pro-
duction. On the other hand, the problems that arise from the failure to ensure the
survival of incidental music (excluding written documentation on the basic infor-
mation regarding the person or persons who wrote the original music, or perhaps
chose the music numbers that would be used in the production, etc.) include but are
not limited to: lack of information on who wrote the music for a certain play; lack
of information on who performed the music (if live performance was included)*;
lack of information on the genre of music being used in the theatrical production;
lack of information on the ways in which the music was being used in the theatrical
production (whether it be themes tied to the form of the play, specific characters,

3 It is important to note that Huib Schippers established a framework of five key domains - the
main forces impacting sustainability in music according to his findings and experience. These key
domains are the following: 1) systems of learning music; 2) musicians and communities; 3) contexts
and constructs; 4) regulations and infrastructure; and $) media and music industry (Schippers and
Bendrups 2015: 5-6.). The last one concerns us the most as the discography is, according to authors,
one of the most crucial features of this fifth domain.

4 In the cases where we do not possess any information on who the performers were, we are, at
least, able to recognise which instruments were used and what type of ensemble was included, claim
Buzarovski, Purkovi¢-Panteli¢ and Jordanoska (Buzarovski et al. 2020: 79). Then, we should further
interview any available contemporaries that perhaps remember other participants (Ibid).
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musical cues...), etc. Luckily, nowadays, we need not worry about the complete loss
of material, as we are often left with video recordings and audio files. There are oth-
er challenges to tackle and perhaps it is not of great consequence to mention the
financial aspect that often stands in the way of the digitalisation and preservation of
music, especially of the one genre we have been discussing here. Remedies for this
impediment will not be further entertained, for they deserve a separate study on
the problems and solutions regarding such situations. Continuing onwards from this
brief digression, we will entirely concentrate on case studies.

The works of four Serbian composers, three of whom are no longer alive — Vo-
jislav. Voki Kosti¢ (1931-2010), Zoran Simjanovi¢ (1946-2021), Zoran Erié
(1950) and Isidora Zebeljan (1967-2020) — have been selected here, because we
wanted to gain an insight into compilations of incidental music written for several
theatre plays by these composers. Our intention to review and understand what is
considered the best of incidental music of a particular composer meant putting aside
compact discs that contain only incidental music for a single play — examples being
a compact disc with Zebeljan’s incidental music for Mileva Ajnitajn’ — a play staged
in the National Theatre in Belgrade, in 2002, or a compact disc with Irena Popovi¢
Dragovi¢’s incidental music for the play Otac na sluzbenom putu [When Father Was
Away on Business], staged in Atelje 212, in 2011. Compact discs were issued by the
theatres where the plays were staged. Our four case studies were also chosen for their
visual identity, in an attempt to decide if the choices made in designing these four
compilations were justified. Do they serve their purpose and, if so, to what extent?
Finally, these four composers were chosen due to the fact that they are among the
main ‘protagonists’ of my doctoral dissertation,® in which I researched incidental
music in Serbia during the 1990s and early 2000s.

DI1SCOGRAPHY AND INCIDENTAL MUSIC IN SERBIA. CASE STUDIES

In this article, as previously stated, the focus will be solely on a small sample
of discography production in Serbia — discography of selected composers that have
compiled and made their incidental music available — whether it be a carefully cu-
rated compilation of selected numbers from specific theatrical productions or a full
discography of their works in the field of incidental music (and other applied music).
The focus will be on dramatic theatre, with only brief mentions of musicals, if any.
We will rely on the definition of the word discography provided by Elena Alessandri
in her paper “The discography, or what analysts of recordings do before analysing’, where
she establishes that:

S Insight into this compact disc from the private archive of the composer was kindly provided by
Borislav Citovacki.

6 The dissertation (in Serbian) bears the title Primenjena muzika u beogradskim pozoristima na
prelasku iz 20. u 21. vek [Incidental music in Belgrade theaters at the threshold of the 20th and 21st century)
— under the supervision of mentor, dr Biljana Lekovi¢ and co-mentor, dr Sanela Nikoli¢ at the Faculty
of Music, University of Arts in Belgrade.
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Discography is the systematic gathering and notating of data pertaining to all sound
recordings of a specific category specially defined for the inquiry at hand. Generic
categories of this kind might include all recordings of a particular musical work, of
compositions by a single composer, of music performed by an individual artist or
instrumental group, of music published by a certain label, or of music belonging to a
chosen historical period, etc (2011: 111-112).

Alessandri concludes that “the value of a discography is linked to two main fac-
tors: the nature of the information in itself, for most of the data gathered is not easily
obtained, and the very fact of being a systematic compilation of information where
the significance of the whole is greater in value than that of the sum of the individual
parts” (Ibid.: 121).

Following up on the question of the importance of discography that Alessandri
raised, in this paper we will discuss the importance of discography for incidental
music, music history and theatrical history in Serbia, starting with these hypotheses:

1. Sustainability as a concept can and should be applied to incidental music.

2. Sustainability ensures the extended life of incidental music outside the
theatrical stage, simultaneously ensuring and building up from its pros-
pect of survival (survivability). The purpose of discography application
in the field of incidental music is/could be twofold: a) intent of preserva-
tion of the theatrical trace and b) the conversion of incidental music into
music for listening. Both are manifestations of incidental music in its new
life, but a necessary one, which is important both for music history and
history of the theatre.

Although it seems quite contradictory to extract incidental music, “divorce” it from
the theatrical play for which it was written and disseminate it independently, it is
crucial for preserving it. We must bear in mind that, of course, incidental music be-
comes (solely) music the moment it is extracted from its theatrical context. It trans-
forms from incidental music into music for listening, like any other genre of music,
however, its original purpose it rarely forgotten. Film music is also extracted from
the film as a final product and presented in various compilations. That does not pre-
vent us, as viewers/listeners, from reliving the memories and emotions we felt in the
cinema watching a particular scene. Oftentimes, in our minds we associate with the
specific scene we committed to memory after watching a film. A similar situation
happens in the case of theatre, for the theatregoers that saw a specific play. It is likely
they would be reminded of a particular scene, an uttered line, of a certain actor that
performed a musical number in a pivotal moment of the play and so on (Hosaxosuh
2020a: 127). Seconding the statement of Leah Broad, we must stress the fact that
recordings do hold an important place especially with the application of reconstruc-
tive methodology, as they allow us to get the sense of, as Broad states, the (role and
function of ) music in question (2017: 33-34).

Similar to film music, there is a need for and interest in incidental music after
its use in theatre. We are strictly focusing on original music for the theatrical pro-
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duction, not on pre-existing music or the choice of songs from popular music that
will appeal to an audience and which that audience can fully access online today.
Many composers actively sought to and made compilations of their incidental mu-
sic, including my four chosen authors (Kosti¢ Simjanovi¢, Eri¢, and Zebeljan). Al-
though it will not be possible to include them all on this occasion, they should be
acknowledged in a brief overview. Incidental music in Serbia is a field occupied by
many academically trained composers, as well as composers coming from the sphere
of popular music,” music producers, sound engineers, and theatre directors.® As we
have stated earlier, composers and music practitioners do it for practical, economical
as well as artistic reasons. A great number of authors of various generations contrib-
uted to incidental music to varying degrees — whether it be their primary or second-
ary creative direction or genre in which they created. Besides those that we have
already mentioned, the most notable names of Serbian composers (many, but not
all, of them academically trained) who greatly contributed to the genre of inciden-
tal music include: Kresimir Baranovi¢ (1894-1975), Mihovil Logar (1902-1998),
Vasilije Mokranjac (1923-1984), Dragutin Gostuski (1923-1998), Enriko Josif
(1924-2003), Dugan Radi¢ (1929-2010), Zoran Hristi¢ (1938-2019), Predrag
Vranesevi¢ (1946-2022), Vojkan Borisavljevi¢ (1947-2021), Mladen Vranesevi¢
(1947-2006), Ivana Stefanovi¢ (1948), Radivoje Rade Radivojevi¢ (1949), Ga-
bor Lendel (1951), Ksenija Zecevi¢ (1956-2006), Dragana S. Jovanovi¢ (1963),
Igor Gostuski (1966), Aleksandra Anja Pordevi¢ (1970), Irena Popovi¢ Dragovi¢
(1974), Bozidar Obradinovi¢ (1974), Vladimir Pejkovi¢ (1976), Srdan Khan Mar-
kovi¢ (1984), and others.

Contemporary incidental music is not a substitute of, but rather a supplement to
contemporary music in Serbia, although we will argue that commissions are more
often made by theatre practitioners (and not to forget — tv and film producers) for
new stagings of plays or other theatre projects. Therefore, a composer would be very
inclined to accept work in the field of incidental music, because this is an excellent
opportunity for his or her work to be showcased to a broader public, disseminated
and heard. Of course, bearing in mind the nature of the theatre and theatre plays, the
composer’s incidental music lives as long as the theatre play lives. Thus, we need to
“extend the life” of incidental music — the extension that sustainability can provide
in the form of discography.

The four compact discs we chose to present here and discuss range from compi-
lations of selected musical numbers from various plays (Isidora Zebeljan), selected
musical numbers from particular plays directed by one director (Zoran Eri¢), and
compilations of incidental music where the composer preserved or managed to

7  For example, Srdan Gile Gojkovi¢ (a member of the iconic new wave group Elektricni orgazam)
released a three-part digipack of his applied music (also available online: https://youtu.be/10_
zemDI8eo [ac. 4.5.2022]) (Gojkovi¢, 2021).

8 Theatre critics rarely pay attention or minimally write about incidental music in their critiques of
theatre plays. They do mention the name of the author; often making one-sentenced comments on
the purpose or some other quality of music, refraining from making statements about the music. It is
unclear why is it so in reviews.
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gather and form a retrospective overview of his most representative and most rele-
vant work for theatre (Vojislav Voki Kosti¢, Zoran Simjanovi¢). These commercially
available discs are presented here in chronological order (from 1999 to 2013).

These composers (aside from Kosti¢, who was an independent, freelance artist
— a status he was proud of) were professors of composition, orchestration and
sound production, esteemed musicians who greatly valued their work in the field
of incidental music (also film music, television music, etc.) and were often inspired
and encouraged to base many of their non-incidental works on the thematic material
that originated in the theatre. That was often the case with Zoran Eri¢ and Isidora
Zebeljan in particular — whether due to the desire to further develop the potential of
musical material used in incidental music for theatre plays (Eri¢) or simply because
of the satisfaction with their work in the theatre or the adoration of certain musical
numbers that would later develop into concert suites, solo pieces, etc., with as little
as possible or no intervention at all (Zebeljan) (Ci¢ovacki and Novakovi¢, 1. 12.
2021). In fact, in the 1990s, when still a young and upcoming composer, Zebeljan
spoke of the relevance of incidental music for her, both as a person and as a creator —
not only because she was able to surround herself with creative spirits like herself (a
sentiment that Eri¢ shares when speaking of his experience in theatre [see Novakovi¢
2020a]), but also because it enabled her to further develop her practice through
writing music for acoustic instrumental ensembles (Zebeljan and Jovanovi¢ 2021:
84). Both Eri¢ and Zebeljan dedicated their attention to this genre during the 1990s
and continued to nurture it later in their careers (even moving on to conquests of
the operatic genre, which Zebeljan did with enormous success, completing a total
of five operas during her short life) — often using remediation as a way to further
elaborate on what originated as a piece of incidental music. In a way, that in itself is
an effort to provide sustainability and endurance to one’s work. On the flipside of
remediation is most likely the desire to present one’s music in a more acceptable
context via translation of incidental music into more ‘valued’ non-incidental genres
(concertos, suites, works for various instruments, etc.), so that the music may reach
broader concert audiences that did not have the chance to hear it in its previous
incarnation as a part of a theatre play. Regarding the other two composers selected
for analysis in this article — Kosti¢ and Simjanovi¢ dedicated their compositional
efforts to incidental music from the very beginnings of their composing careers,
although Simjanovi¢ based himself mostly in film music, for which he is mainly
known.

Vojislav Kosti¢'s® Filmska, Televizijska, Pozori$na muzika [ Music for Film, Televi-
sion, Theatre] released by PGP RTS in 1999 is, as we can conclude from the title, a
compilation of Kosti¢’s music written for twenty-one films, twenty television shows
and twenty-nine theatre plays. The box (see Figure 1 in the Appendices) contains
three compact discs, each dedicated to the aforementioned areas of his work, as well

9 Vojislav Voki Kosti¢ (1931-2010) was a Serbian composer born in Belgrade. Although primarily
dedicated to so-called applied music (he authored music for over 300 theatre plays, 20 television series,
27 television dramas, 20 radio dramas, over 40 films, etc.), he also wrote vocal, orchestral and choral
music, as well as songs and various ballads. According to composer’s own statistics, he worked with 77
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as a list of the musical numbers and their respective titles. The box also contains a
booklet of information on numbers listed on the compact discs, a short biographical
note by the composer personally, as well as his commentary on the content of this
compilation, anecdotal accounts and memories, lyrics to the songs in the compila-
tion as well as a complementary text by director Boro Dragkovi¢, Kostid’s associate
and close friend (Kosti¢ 1999, booklet). This information and collection of short
texts are translated in English in the second part of the booklet, which shows the
composer’s intention to make his music more broadly available, not only to the na-
tional, but an international audience as well. Compact disc number three contains
the music for theatre, namely, 30 numbers from various theatre plays. Some of these
will already be familiar to listeners: for example, musical numbers no 29. Gubiliste
[Scaffold] and no 30. Izgnanstvo [Exile] (Kosti¢, 1999, CD3), which are from two
plays: Marija Stjuart [Mary Stuart, Atelje 212, 1994, dir. Ljubomir Muci Dragki¢]
and Bekstvo [Atelje 212, 1998, dir. Ljubomir Muci Dragki¢]."* The cover of the CD
is minimalistically designed and features Kosti¢’s profile, his name written in gold
letters and the title of the compilation, suggesting the content of the discs. The cover
does not disclose information on performers of the musical numbers or precise dates
of recordings, as everything is revealed in the aforementioned booklet. This edition
gave the composer the opportunity to confide in us the details of his relationship
with incidental music as he reveals that “devoting myself primarily to this performing
music, I never had any doubts. I never had the feeling of following a wrong path in
the art of music” (Kosti¢, 1999: 69). Although this boxset is truly a small extract of
Kosti¢’s immense opus of applied music, it fulfils its intended purpose: namely, it

theatre directors, 26 TV directors, 8 radio programme directors and 39 film directors (Kosti¢ 1995:
31S.). Hereceived over 32 awards and gold medals for his music across various mediums (Ibid.), among
others, the Stevan Mokranjac award for his 1965 choral piece Gypsy's story ( Ciganska priéa), two Sterijino
pozorje awards for incidental music awarded at the Sterijino pozorje festival (in 1969 for incidental music
for Electra staged by Atelje 212; in 1988 for incidental music for the play Spitting the Nation in Two
Parts [Ruzenje naroda u dva dela], staged by the Yugoslav Drama Theatre), several Joakim Vuji¢ awards
for incidental music, awarded at the encounter of professional theatres (in 1976 for incidental music
for the play Servants [Sluge] staged in the National Theatre in Sabac; in 1980 for incidental music for
the plays Impure Blood [Netista krv] staged at the National Theatre in Ni§ and Beaten path [Brisani
put], staged at the National Theatre in Leskovac; in 1983 for incidental music for the play White devil
[Beli davo] staged at the National Theatre in UZice; in 1984 for incidental music for Kolubarska bitka,
staged at the National Theatre in Nig) (Kosti¢ 1995: 279-280). Kosti¢ was at the head of the Serbian
music copyright agency SOKOJ, the Organisation of Music Authors of Serbia (previously known as
the Union of Composers of Yugoslavia), during which time he made a great contribution to the field of
copyright. The composer was also an avid gourmet and wrote several cookbooks.

10  Aprevious viewing experience changes the way in which we listen to any disc containing incidental
music. Having listened to this compact disc and having had an opportunity to watch video recordings
of plays for the purpose of researching and writing my dissertation, my experience is enriched, and I
am able to make connections and compensate for the potential lack of certain information on the disc
itself. Were it not for the video recordings that the Museum of Theatrical Arts in Serbia kindly gave to
me, I would not have been able to draw conclusions about the plays based on the music only. I thank
them for their kindness and readiness to assist researchers.
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presents the listener with Kosti¢’s work in the aforementioned genre, reveals his at-
titude towards incidental (and more broadly, applied) music, discloses information
on participants and people who worked with him in creating and performing this
music and reveals to us the need to internationalize his work and make it available.

Peace of dream is the title'" of the compact disc of Zoran Eri¢’s'* incidental music
for three plays staged in Theatre City, Budva (Montenegro): Banovi¢ Strahinja, San
letnje noc¢i [A Midsummer Night's Dream] and Karolina Nojber. The creative design
of the cover (see Image 2 in the Appendices) and the casing of the compact disc
(as well as the complementary booklet) imply the composer’s understanding of in-
cidental music, or rather, serve as a creative metaphor for the role and function of
incidental music in theatre plays. The piece of the puzzle on the cover refers to inci-
dental music as the equal of the other elements in the play it is a part of. The musi-
cal numbers from the three plays were performed and recorded in the studio of the
Faculty of Music, in Belgrade (University of Arts, Belgrade) and produced by Zoran
Eri¢. We also learn about the performers: Isztvan Varga (cello), Ljubisa Jovanovié
(flute), Zoran Eri¢ (piano, harpsichord, sampler), Ana Sofrenovi¢ (vocals), Dragan
Petrovi¢ (bass clarinet). The complementary booklet to this compact disc contains
the composer’s biography, a short commentary on the three theatre plays and, as
Milosavljevi¢ says, “three musics” (Milosavljevi¢, 2001). Even though these three
plays were all directed by the same director, Nikita Milivojevi¢, the booklet contains
no written commentary from Milivojevi¢ himself,'* which would have been a nice
addition to this publication as a whole.

The box set of Zoran Simjanovi¢s' incidental music (see Image 3 in the Ap-
pendices) released in 2009 under the title Moje drage [My Dears] by Multimedia
Records in Belgrade represents the composer’s efforts to preserve and, at the same
time, record and reminisce about his time and work in theatre. As Simjanovi¢ ex-
plains in the accompanying booklet to this box set:

11 An explanation is required regarding this disc’s title. Having had an opportunity to interview Eri¢
during my previous work on his incidental music (Hosaxosuh 2020a; Hosaxosuh 2020b) on several
occasions, the composer explained to me that the title, indeed, should have carried the title Piece of
Dream, and due to this error, Peace of Dream remained as the title (Hosaxosuh, 2020a: 116).

12 Zoran Eri¢ is a Serbian composer born in Belgrade in 1950. Eri¢ studied composition at
the Academy of Music (now the Faculty of Music in Belgrade) with Stanojlo Raji¢i¢. He teaches
composition, orchestration, theatre and film music at the faculty. Besides his impressive opus of
electronic, orchestral and chamber music, Eri¢ is one of the most prolific composers of incidental
and film music. He received, among others, the Sterijino pozorje award for the best music in the play
Smrtonosna motoristika in 2000, as well as the Sterijino pozorje award for the best original music in the
play Oedipus Rex (2008), the Bora Mihajlovi¢ Prize in 2008 awarded at the Krugevac Theatre for his
outstanding contribution to the theatre life of Krusevac and Serbia (Eri¢, http://www.arts.bg.ac.rs/
wp-content/uploads/2015/04/Zoran-Eric-biography.pdf, ac. 29.4.2022).

13 Except for the commentary on A Midsummer Night's Dream, staged at the National Theatre in
Belgrade and the result of the collaboration between the National Theatre in Belgrade and Budva City
Theatre. Whether the commentary was written for this particular publication or for some previous
occasion, is unknown.

14 Zoran Simjanovi¢ (1946-2021) was a Serbian composer, born in Belgrade, where he graduated


http://www.arts.bg.ac.rs/wp-content/uploads/2015/04/Zoran-Eric-biography.pdf
http://www.arts.bg.ac.rs/wp-content/uploads/2015/04/Zoran-Eric-biography.pdf
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(...) rarely does incidental music live as film music. Why? Simply because when a play
is not performed, it is forgotten (...) even directors were against recording theatre
plays (Simjanovi¢ 2009: 2).

Music, being one of the basic elements of theatre (Simjanovi¢ 2009: 1), disap-
pears if it is not preserved either via video or via audio recording (as is the case of
film music). Therefore, Simjanovi¢ decided to make a comprehensive overview of
his work in the field of incidental music (which he also did in the case of his own
film music'®). The end result is five compact discs, each containing over 25 musical
numbers from various theatre plays Simjanovi¢ had an opportunity to work on. It is
important to note that, similarly to the previously mentioned case of Zoran Eri¢, the
back of each disc contains a list of titles of the plays from which the music originated,
which is very helpful not only for the researchers seeking particular music, but music
lovers that appreciate Simjanovi¢’s opus or are curious about his (other) music as
well, bearing in mind he is best known for his film scores. One fact of consequence
related to this box set that should be mentioned are the short texts written by Paolo
Madeli (1947) (Muzika i pozoriste [Music and Theater]), Goran Markovié¢ (1946)
(Pozorisna muzika Zorana Simjanoviéa [Zoran Simjanovic's incidental music]) and
Vida Ognjenovi¢ (1941) (Mo scenske muzike [ Power of incidental music]) — directors
with whom Zoran Simjanovi¢ worked (Simjanovié¢ 2009: 25-28, 32-34, 36-38).
The inclusion of directors that he has worked with reflects the notion that music
and theatre were always interdependent and involved with each other, and that the
connection is being increasingly recognised and acknowledged, which makes this
box set unique and truly an example of one of the ways that incidental music can
be preserved and thought of in a sustainable way, preventing it from falling into
oblivion. Moreover, it is, at the same time, a valuable document on the fruitful col-
laboration between composers and directors and the artistic views of both parties.
Paolo Madeli explains that “music is one of the protagonists of my plays. Actor free
as air, capable to suggest images you haven't thought of (...) With music you succeed
to find the unknown within yourself” (Simjanovi¢ 2009: 28). Goran Markovi¢, on

from the Academy of Music (now the Faculty of Music in Belgrade). He is mostly known for his rich
opus of film music and incidental music. He was a professor of film and theatre music at the Faculty of
Music and the Faculty of Dramatic Arts in Serbia as well as professor at the Faculty of Drama in Cetinje,
Montenegro. Simjanovi¢ was also a member of the Belgradian based rock 'n' roll groups Siluete (The
Silhouettes) and Elipse (The Ellipse), in the 1960s. Simjanovi¢’s iconic musical themes grace 61 films,
over 50 television films and series, over 50 cartoons and short films and over 500 commercials, news
jingles and introductory music for various broadcasts. He was awarded multiple times for his film music
and contributions to film, at prestigious film festivals in Cannes, Venice, Montreal, Monte Carlo and
Istanbul (Radovi¢, 2007: 309).

1S Simjanovié, Zoran (2018) Druge teme. Beograd: Multimedia music; Ibid. (2006) Pesme iz filmova.
Pop & Rock 1. Beograd: MASCOM,; Ibid. (2006) Pesme iz filmova. Pop & Rock 2. Beograd: MASCOM,;
Ibid. (2006) Pesme iz filmova. Etno. Beograd: MASCOM,; Ibid. (2006) Pesme iz filmova. Jazz obrade i
aranzmani. Beograd: MASCOM,; Ibid. (2002) Jedna tema jedan film. Beograd: PGP RTS.
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the other hand, stresses the importance of incidental music being unheard during
the play. This ‘stealth’ of incidental music implies an excellent integration into the
play, a perfect blend with the other elements of the play (Simjanovi¢ 2009: 32-33).
Vida Ognjenovi¢ concludes that “the musical component of the theatrical work is
its finest, vibrant connective tissue, without which the play would not be artistically
complete” (Simjanovi¢ 2009: 36-37).°

Isidora Zebeljan’s'” Iluminacije [Illuminations]'® released by Mascom Records
(both as a physical copy and online) in 2013, is a selection of the composer’s most
relevant incidental music for sixteen plays (see Image 4 in the Appendices)."” Simi-
larly to Eri¢’s and Simjanovic¢’s releases, Iluminacije comes with a booklet listing the
plays and their respective musical numbers, as well as the dates the plays premiered
and the respective theatres they were staged at (a quality this release shares with
Simjanovi¢’s Moje drage). Isidora Zebeljan is also the producer of this compact disc.
Similarly to the case of Eri¢’s compact disc, the performers are listed and credited
as follows: Isidora Zebeljan, Vladimir Stojni¢ (piano), Aneta Ili¢, Branislava Pod-
rumac, Mirjana Negkovi¢, Isidora Zebeljan, Nebojsa Ignjatovi¢ (voice), Nebojia
Ignjatovi¢ (flute), Borislav Ci¢ovacki, Gordan Petrovi¢ (oboe), Borislav Ci¢ovacki
(English horn), Veljko Klenkovski, Milo§ Dragi¢ (clarinet), Zorz Gruji¢ (zurna, bag-
pipes, pipe), Vladimir Krneti¢ (trumpet), Nenad Petrovi¢ (saxophone), Jelica Stoil-
jkovi¢, Bojana Pantovié, Gordana Matijevi¢ Nedeljkovi¢, Mirjana Neskovi¢, Milo§
Petrovi¢ (violin), Aleksandra Damjanovié, Bojana Pantovi¢ (viola), Aleksandar Lat-
kovi¢, Srdan Sretenovi¢ (cello), Nebojsa Ignjatovi¢ (double bass), Sinisa Jovi¢, Vel-
jko Nikoli¢, Isidora Zebeljan (percussion), Dejan Haseci¢ (electric guitar), Isidora

16 The written word of theatre directors and their testimonies on the collaborations with composers
and other musicians are valuable and very important for the history of theatre, as it provides us with
another perspective on the connection of theatre and music. One such example is the book Umetnost
pozorisne reZije, written by theatre director, writer, actor and professor, Miroslav Belovi¢ (1927-2005)
and published in 1994, in which he dedicated a chapter to his fruitful collaborations with various
composers and musicians (1994: 54-63).

17 Isidora Zebeljan (1967-2020) was an internationally acclaimed Serbian composer, esteemed
academician of the Serbian Academy of Sciences and Arts, and professor of composition at the Faculty
of Music in Belgrade. She studied composition with Vlastimir Trajkovi¢ at the Faculty of Music in
Belgrade. Her work spans from orchestral and chamber music, through piano music and orchestral
music with soloists to incidental and film music, as well as operatic works. Incidental music made up
most of her opus during the 1990s. Zebeljan received numerous awards for her music, notably, Sterija’s
Award for incidental music in 1998, 2001, and 2006 as well as the YUSTAT Award of the Biennale
of Theatre Design for the best original theatre score 1996, 1998, 2000, and 2002, to name but a few
(https://isidorazebeljan.info/biography/, ac. 29.4.2022)

18 Also available online on the label’s official YouTube channel: https://wwwyoutube.com/
playlist?list=PLgMHngIyhj3YL8PIp2rsp7WJdhWrOBS-W.

19 Besides Iluminacije, other published discs of Zebeljan's work, both by the publishing house
MASCOM as well as other publishing houses abroad are presented extensively by Mirko Jeremi¢
(Jeremi¢, 2022; https://www.serbiancomposers.org/sr/mpojextu/6a0r-ped-je-o-Mysuty,/mpuxasu/
AWMTHTaAHA-H3AABba-My3uKe-ucupope-kebe/ 2 fbclid=IwAR3VMOkkSWOjbXfe0 8gAVtvZIXALp2mlx
XFH3ontPiJpYc]q ynqFnqTXo, ac. 24.4.2022)


https://isidorazebeljan.info/biography/
https://www.youtube.com/playlist?list=PLgMHngIyhj3YL8PIp2rsp7WJdhWr0BS-W
https://www.youtube.com/playlist?list=PLgMHngIyhj3YL8PIp2rsp7WJdhWr0BS-W
https://www.serbiancomposers.org/sr/%25D0%25BF%25D1%2580%25D0%25BE%25D1%2598%25D0%25B5%25D0%25BA%25D1%2582%25D0%25B8/%25D0%25B1%25D0%25BB%25D0%25BE%25D0%25B3-%25D1%2580%25D0%25B5%25D1%2587-%25D1%2598%25D0%25B5-%25D0%25BE-%25D0%25BC%25D1%2583%25D0%25B7%25D0%25B8%25D1%2586%25D0%25B8/%25D0%25BF%25D1%2580%25D0%25B8%25D0%25BA%25D0%25B0%25D0%25B7%25D0%25B8/%25D0%25B4%25D0%25B8%25D0%25B3%25D0%25B8%25D1%2582%25D0%25B0%25D0%25BB%25D0%25BD%25D0%25B0-%25D0%25B8%25D0%25B7%25D0%25B4%25D0%25B0%25D1%259A%25D0%25B0-%25D0%25BC%25D1%2583%25D0%25B7%25D0%25B8%25D0%25BA%25D0%25B5-%25D0%25B8%25D1%2581%25D0%25B8%25D0%25B4%25D0%25BE%25D1%2580%25D0%25B5-%25D0%25B6%25D0%25B5%25D0%25B1%25D0%25B5/?fbclid=IwAR3VM0kk5W0jbXfe0_8gAVtvZ9XALp2mIxXFH3ontPiJpYcJq_ynqFnqTXo
https://www.serbiancomposers.org/sr/%25D0%25BF%25D1%2580%25D0%25BE%25D1%2598%25D0%25B5%25D0%25BA%25D1%2582%25D0%25B8/%25D0%25B1%25D0%25BB%25D0%25BE%25D0%25B3-%25D1%2580%25D0%25B5%25D1%2587-%25D1%2598%25D0%25B5-%25D0%25BE-%25D0%25BC%25D1%2583%25D0%25B7%25D0%25B8%25D1%2586%25D0%25B8/%25D0%25BF%25D1%2580%25D0%25B8%25D0%25BA%25D0%25B0%25D0%25B7%25D0%25B8/%25D0%25B4%25D0%25B8%25D0%25B3%25D0%25B8%25D1%2582%25D0%25B0%25D0%25BB%25D0%25BD%25D0%25B0-%25D0%25B8%25D0%25B7%25D0%25B4%25D0%25B0%25D1%259A%25D0%25B0-%25D0%25BC%25D1%2583%25D0%25B7%25D0%25B8%25D0%25BA%25D0%25B5-%25D0%25B8%25D1%2581%25D0%25B8%25D0%25B4%25D0%25BE%25D1%2580%25D0%25B5-%25D0%25B6%25D0%25B5%25D0%25B1%25D0%25B5/?fbclid=IwAR3VM0kk5W0jbXfe0_8gAVtvZ9XALp2mIxXFH3ontPiJpYcJq_ynqFnqTXo
https://www.serbiancomposers.org/sr/%25D0%25BF%25D1%2580%25D0%25BE%25D1%2598%25D0%25B5%25D0%25BA%25D1%2582%25D0%25B8/%25D0%25B1%25D0%25BB%25D0%25BE%25D0%25B3-%25D1%2580%25D0%25B5%25D1%2587-%25D1%2598%25D0%25B5-%25D0%25BE-%25D0%25BC%25D1%2583%25D0%25B7%25D0%25B8%25D1%2586%25D0%25B8/%25D0%25BF%25D1%2580%25D0%25B8%25D0%25BA%25D0%25B0%25D0%25B7%25D0%25B8/%25D0%25B4%25D0%25B8%25D0%25B3%25D0%25B8%25D1%2582%25D0%25B0%25D0%25BB%25D0%25BD%25D0%25B0-%25D0%25B8%25D0%25B7%25D0%25B4%25D0%25B0%25D1%259A%25D0%25B0-%25D0%25BC%25D1%2583%25D0%25B7%25D0%25B8%25D0%25BA%25D0%25B5-%25D0%25B8%25D1%2581%25D0%25B8%25D0%25B4%25D0%25BE%25D1%2580%25D0%25B5-%25D0%25B6%25D0%25B5%25D0%25B1%25D0%25B5/?fbclid=IwAR3VM0kk5W0jbXfe0_8gAVtvZ9XALp2mIxXFH3ontPiJpYcJq_ynqFnqTXo
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Zebeljan (electronics) (Zebeljan 2013: 11). Sound-wise, the stellar list of perform-
ers itself may give us an idea of what to expect. What made these reviewed compact
discs unique is that, with time, we see discography getting richer and more infor-
mative in its presentation. Before pressing the ‘play’ button we can make some pre-
sumptions on what the music will sound like (provided we have not witnessed the
theatre play beforehand and are not familiar with the music). Uninitiated listeners,
with no previous involvement with plays that these composers worked on, approach
this music simply as listening music (a notion we previously touched upon briefly.)
However, these releases are so much more, as we have clarified earlier, particularly
those that include a ‘view’ from the theatre (as in the case of Kosti¢ and Simjanovi¢).
Such a view is valuable both for the music and the theatre, further establishing and
confirming the idea of the everlasting bond that music and theatre share. This does
not mean the editions not containing words from the theatre directors are lacking.
Quite the opposite, their value is undoubted and the inclusion of theatre practi-
tioners would just make the edition an extended project — in a sense — of the original
theatre collaboration.

CONCLUSION

It has been shown that discography is a sustainable way to ensure that the “life”
ofincidental music can be extended even after it leaves the stage. Discography allows
for the preservation and later study of incidental music. Starting with the definition
of sustainability and sustainable development, relying on the most relevant authors
(Grant, Titon, Schippers, Bendrups) that made great contributions to defining mu-
sic sustainability and acknowledging music as a biocultural resource (Titon), we
turned to the question of the utilisation of this concept in the domain of incidental
music (and other closely related genres that belong to the group of applied music).
Incidental music, as practice shows, is a very relevant genre in Serbia and is produced
by authors from various cultural spheres. In choosing four compact discs of four
notable names (Kosti¢, Simjanovi¢, Eri¢ and Zebeljan) and reviewing them, we have
acquired an idea of what a good compilation of incidental music should contain,
spanning from valuable information such as dates when the incidental music was
created/theatre play premiered, number and names of performers and ensembles,
information on studios where music was produced and recorded, to the director’s
commentary and accounts of the work processes, etc. These are important as the
listener is able to presume what kind of sound he or she is going to hear once they
press the play button. Discography connected to incidental music (as we have seen
with these four examples) allows for creativity beyond the ‘confines’ of production:
the composers’ understanding of incidental music can, via creative solutions when
it comes to design, be implied and/or referenced to the listener via the cover design
or the design of the compact disc's accompanying booklet and, more importantly,
by the inclusion of words penned by directors and other people from the theatre the
composer worked closely with. This inclusion of the directors’ written word gives us
a precious perspective on the relationship between the theatre and the music: we are
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able to learn and understand what music means to a certain director. Either by his
account or through some anecdotal stories, we can learn of the ways in which direc-
tors utilise music in their works. Naturally, four parts do not present the sum of the
discography related to incidental music in Serbia, although they are sufficient to pro-
vide us with an idea of how we should approach the preservation of music and what
key conditions we should have in mind and meet when attempting the preservation
of (incidental) music for later research and study purposes, and, more importantly,
documenting the creative meetings of two worlds — those of music and the theatre.
It is safe to say that there is an audience for this genre of music and, therefore, these
compilations serve to preserve and ensure the survival of a composer’s incidental
music. The musical numbers within these compilations are mostly well-known. The
audience is most familiar with the musical numbers authored by Zoran Simjano-
vi¢ (who was primarily a film music composer) and Isidora Zebeljan. We could not
claim with any certainty that a casual listener would be familiar, on the other hand,
with the incidental music of Kosti¢, as he is primarily known for his iconic themes
for Bolji Zivot and other popular TV series. Still, these compact discs are invaluable,
not just as the composers’ method to preserve, sustain and promote their music, but
also as a historical document. Though their primary function is that of documents
and, as such, are of great interest to researchers and academia in general, these com-
pact discs are meant not only to cater to the most avid connoisseurs of the work of
these four composers, but to a wider audience as well, thus ensuring this music lives
on long after the curtain falls.
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APPENDICES
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Figure 1. Vojislav Voki Kosti¢, Filmska, televizijska, pozorisSna muzika, Belgrade: PGP RTS.
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Figure 2. Zoran Eri¢, Peace of Dream, Budva Grad Teatar.
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Figure 3. Zoran Simjanovi¢, Moje drage, Belgrade: Multimedia Records.
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Monuka HoBAKOBUR
HAKOH CIIYIITAEA 3ABECE: OAP’XKMBOCT IIPUMEWHEHE MY3UKE
(PE3UME)

Y oBOM paay mocTaBma ce IMHUTame A AW je KOHITENT OAPKMBOCTH aACKBAaTaH 3a
IpUMeHY y AOMeHY IIpuMemeHe My3uke y mosopmmTy. [Toaasu ce oa ABejy BaXHUX
XUrmoTesa, A2: 1) OAPKMBOCT Kao KOHIENT Moxe 6utu u Tpebaro 6u aa Gyae
alAMOUpPaH M Ha IPUMeleHy My3uKy U 2) oApXuBocT obesbebyje mpoayxerax
JKMBOTAa IpHMeHeHe MYy3UKe HaKOH INTO OHA HAIyCTH IIO30pUIIHY CIeHy,
ucToBpeMeHo 0be30elyjyhu usraese menor mpexusnasama. CBpxa pAuckorpaduje
y OBOM KOHTEKCTY jecTe ABOjaka: a) HaMepa Aa Ce OBaj jeAMHCTBEHH MO30PHIIHU
Tpar cadyBa M A2 Ce IIpHMembeHa My3HKa 6) KOHBepTYje Y My3HKy 3a caymate. OBoM
IIPUAMKOM Pa3MOTpPEHa Cy YeTUPU KOMIIAKT-AMCK U3Aaka C IPUMEHEHOM My3HUKOM
BojucaaBa Bokmja Kocrunha, 3opana Epuha, 3opana Cumjanosuha u Hcupope
JKebenaH, c HAEjOM AQ Ce carAeAd Ha KOjU HAYHH Ce MOXKe IPHUCTYIIUTU IPUMeeHOj
MY3UIM HAKOH HEeHOT IT030PHUIIHOT XKHUBOTA, IITA je TO MITO jeAHO KOMITAKT-U3AAMe
IpHMereHe My3HKe Tpeba Aa CAAPXKH U AQ AM je HEKMM HA9HMHOM AAYAMPAHO Ha
IIPETXOAHU MO30PHUIIHH KUBOT OBe My3uKe (6MAO ITyTeM AM3ajHA HACAOBHHIIE HAH
LIeAOKYIIHOT H3Aatba, OyKAeTa, HHTePBjya U KPATKHIX TEKCTOBA PEAUTENSA H OAUCKIX
CapapHHKa U3 [O30PHUIIHOT CBeTa UTA.). [lopea MOTBpAEe XHIIOTe3a YOUEHO je TO Aa
AMCKOorpaduja IpUMemeHe My3UKe y IIO30PHIITY AO3BO/aBa BEAUKY KPeaTHBHOCT
BaH OKBHpa MPOAYKIMje: KOMIIO3UTOPOBO pasyMeBame MpHMeHeHe My3HKe MOXe
OHTH U3PAXKEHO M 'y CAMOM AH32jHY HACAOBHHIIE KOMIIAKT-M3AAbA, HAH, [IAK, OyKAeTa
KOjH je MPUAOXKeH KOMIIAKT U3AAKY KaO UMIIAUKALIUje UAU pedepeHlie, U HajBaXkHuje,
[MCAHHUX IIPUAOTA PEANTeHdA U OAMCKHMX CApasHMKA U3 IO30PHUINTA C KOjHMA je
KOMIIO3UTOp MMAao IpHAuKe Aa capabyje. Uermpu momenyre cryamje caydaja,
HAapaBHO, He IPEACTaB&ajy CyMy AUCKOTpaduje Be3aHe 3a IMPHMelmeHy MY3HKy Y
Cp6uju, HO, AOBOSHE CY Ad HAM AQjy HA€jy O HAUMHIMA OUyBaiba OBe My3HKe, Te Koje
OH ycAOBe AUCKOTPAdCKO H3AAbe TPEOAAO UCIYHHUTH.
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ABSTRACT

The article reviews the tendencies of contemporary musical folklore releases in
Lithuania, focusing on the last five years. Based on scientific and journalistic lit-
erature, music, and conversations with authors and label owners, the experiential
aspect is explored through different ways of creating and releasing music. The
period overlaps with the extreme experience of the COVID-19 pandemic, which
had impact on some of the tendencies. The article discusses the musical works
that best reveal the mentioned aspects and their scope, while using phenomeno-
logical-anthropological and musicological approaches.

KeYwoORDS: contemporary folklore, traditional music, Covid-19 pandemic, physical and
digital music releases, popular music studies.

ATICTPAKT
Y uaaHKy ce pasMaTpajy TeHAEHLUje CaBPeMEeHUX MY3UYKO-POAKAOPHUX H3AAHA
y AuTBanuju ¢ POKycOM Ha IOCAGAUX IeT ropuHa. Ha ocHoBy Hayunux u
IyOAUIIMCTHYKIX HAIIKCA, My3HKe M PasroBOpa C ayTOpPUMA M BAACHHIIMMA
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M3AABAYKMX Kyha, MCKYCTBEHH acIIeKT ce HCTPaxyje KPO3 PA3AMYHTE HAUMHe
CTBapama U Iy bAuKoBama My3uKke. [ Ieprop ce mpekaarna c eKCTpeMHUM HCKYCTBOM
ImaHpaeMuje KoBuAa 19 koje je yTHIIAAO Ha HeKe OA TeHAEHIHja. Y YAAHKy ce
pasMaTpajy Mys3uuKa AeAa Koja Hajbose OTKpUBAjy IIOMEHyTe acllekTe U BUXOB
AOMeT, y3 Kopuirheme ¢(eHOMEHOAONIKO-aHTPOIOAOMKNX M MY3HKOAOLIKIX
IIPUCTYIIA.

KEYWORDS: caBpeMeHu ¢OAKAOD, TPAAHIIMOHAAHA MY3HKa, TAHAEMHU]ja KoBHAA 19, pusmdxa

" AUTHTAaAHA M3Aalba MY3HKE, CTYAI/Ije TIOITyAapHE MYy3HKeE.

L1THUANIAN CONTEMPORARY FOLKLORE: THE CONTEXT

Lithuanian contemporary folklore appears in different forms and genres. The tradi-
tional material is combined with different music styles and creates a continuity, new
ways of existing for Lithuanian folklore tradition. The tendency to revive Lithuanian
folklore was clear when Lithuania was still a part of the Soviet Union, however, after
the Restoration of Independence in 1990, it burst into various forms. From then
until now we have witnessed the multiplicity and continuous growth of the genre
that can be divided into different subgenres based on the contemporary music styles
with which they are contextualised, varying from academic music to popular, to al-
ternative, unconventional music. At first, as a conscious choice to revive a tradition,
it could be perceived as a part of Modernism, but today it appears as a necessity and
a way to practice one’s identity while allowing the coexistence of the cultures of dif-
ferent nature — local, global, popular or academic, from different periods or regions
— making it possible to understand it as an expression of postmodern society (or,
even more, reactions to it).

In this last decade, on average, from 20 to 30 different Lithuanian tradition-ori-
ented full-length music albums have been released per year* (not to mention the
number of singles). The artistic approaches vary from reconstructing the archa-
ic ways of singing and representing them as authentic as possible, to freely fusing
them with popular or alternative music genres. Based on articles from the author’s
previous and ongoing research of contemporary Lithuanian musical folklore (Cf.
Gelazitité-Praneviciené 2019a, 2019b, 2021), it is clear that these contemporary
forms do not “damage” the folklore tradition itself, but are a new method with which
its live existence is possible through practice. Due to the broadness of the field, in
this article, the focus will be on the contemporary folklore music released in Lithua-
nia during the last five years. It is also necessary to say that it covers the field of music

2 To better understand the context of Lithuanian contemporary
musical ~ folklore,  please  check  these  continuously = updated  music  links:
https://www.pakartot.lt/genre/S; https://dangus-pro.bandcamp.com; https://www.mic.lt/1t/baze/
folk-world-country/irasu-leidiniai/.


https://www.pakartot.lt/genre/5
https://dangus-pro.bandcamp.com
https://www.mic.lt/lt/baze/folk-world-country/irasu-leidiniai/
https://www.mic.lt/lt/baze/folk-world-country/irasu-leidiniai/
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that stylistically (and in the widest sense) is a synthesis of traditional and popular
music, thus the releases of unconventional music and purely “authentic” folklore will
not be considered this time, since they require separate attention.

It is important to say that since the quarantine, caused by COVID-19, had a huge
impact on the usual live activities of musicians and music authors, various Lithua-
nian cultural institutions have paid much attention to relieving it by organising dif-
ferent funding opportunities, providing grants for individual or communal artistic
projects, including physical and digital music releases, in an attempt to maintain the
creative continuity.

In this article, while using a phenomenological-anthropological and musicolog-
ical approach, material such as interviews with music authors and representatives
of record labels, the research of scholars and the music releases themselves will be
studied to try to reveal the tendencies of Lithuanian contemporary musical folklore
releases during the last five years (concerning both form and content). Did the over-
lapping pandemic situation change the music industry and music practice? What
music releasing formats were the most popular, how do they differ and how might
this change the experiences of the listener? What are the main goals or messages of
the artists and how are they expressed through music releases? These and related
questions will be discussed through the theme of Lithuanian contemporary musi-
cal folklore releases, which has only appeared occasionally in other scholarly works
(mostly as a context but not as a subject in itself), and so it is still very sparsely
researched.

THE INFLUENCE OF PANDEMIC EXPERIENCES ON THE MUSIC
INDUSTRY AND MUSIC PRACTICE

The experience of unexpected and liminal circumstances such as a global pan-
demic unavoidably changes one’s self-consciousness, while inducing one to rethink
the relationships with the environment, culture, and oneself. Even though some-
times we try to talk about things without reflection on the impact these challenging
experiences create, the change is already made and has to be taken into consideration
together with various social or cultural phenomena. Today, it is no longer possible to
talk about the music of recent years without mentioning COVID-19, which changed
relationships at different levels: socio-economic, cultural, personal, etc.

As the result of the pandemic, many people fundamentally rethought their cre-
ative activities — authors, unable to perform as they did before, tend now to work
much more in recording studios, looking for ways to keep listeners interested, which
is important both practically and psychologically. When discussing the impact of
the pandemic and isolation, researchers from different organisations have identified
such experiences as a “significant extrinsic shock to the normal operation of musical
interaction, community-building, and collaboration that could only be surmounted
by relying on the emerging technology for music production, the pandemic can be
treated as a natural experiment” (Fram et all 2021). Here, also, appear some cru-
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cial findings: “although most participants indicated they had felt negative emotions
during the pandemic, especially high-arousal negative emotions such as desperation,
existential anxiety, and panic, participants showed a preference for discussing pos-
itive changes or silver linings of their pandemic experience. These ranged from re-
alisations about their preferred creative and collaborative process to excitement at
embracing new techniques and technological innovations for producing and sharing
musical content” (Ibid.). So how does this bilateral experience appear in the cre-
ation of music, not only in Lithuania but also worldwide?

First of all, the authors sought to release this increased amount of music in a
physical and especially valued LP format. Although the tendency to choose vinyl
was felt even before the pandemic, the latter strengthened the process. According
to the BBC, “For the first time since the late 80s, the value of record sales in 2021 is
expected to surpass that of CDs - although it still lags way behind digital streaming
and downloads” (Donnison 2021). Shaks Ahmed, head of a UK record store, notes
another crucial shift: “It used to only be older people who bought records, but now
we also have a whole new generation of younger digital consumers who are hungry
for physical copies, just not CDs” (Shehadi and Hamaoui 2021). As young people
become active users of this format, its place in the market is changing from a niche
to one of the most popular.

Since this is an ambiguous process, paradoxically, in the long run, such massive
popularity of the LP format became an obstacle for developers and smaller labels:
“Before Covid, we used to wait a few months to get our records pressed. Now, inde-
pendent labels are facing six-to-eight-month lead times — and after paying large sums
upfront . . says Dominic Williams, label manager at UK-based record label Acid
Jazz. . .. A band might not even be together by then or the scene could have moved
on completely” (Ibid.). This is where the danger appears - it becomes difficult for
independent labels, non-mainstream music authors and bands (to this field belong
the artists we will further discuss) to survive. The authors also note another short-
coming caused by this intensification of production - the shortage of skills in the
vinyl production area - which often results in production defects that cause further
delays and additional costs, making it even harder for the artists to maintain the con-
sistency. As there are no vinyl record printing houses in Lithuania, and CDs are also
mostly printed abroad, the market of physical Lithuanian music releasing is directly
dependent on the movements of the global market.

Meanwhile, Ugnius Liogé, the founder of the unconventional Lithuanian mu-
sic label Dangus,* which is mainly inspired by the Baltic culture and often releases
LPs, highlights the value not only of vinyl but also of the CD format: “I think it is
still a great way available for alternative music” (Jonaitis 2021). He also notes that,
compared to the pre-pandemic period, the number of releases planned per year has

3 Itisalso important to note that there was a fire in early 2020 in California’s Apollo Masters facility,
which was responsible for 70-85% of the industry’s lacquers (Shehadi and Hamaoui 2021).

4 Those who are interested in knowing this genre better might be interested in the collection Dangus
Samplers or “Note Lithuania” albums that usually appear every couple of years.


https://www.rollingstone.com/pro/news/vinyl-industry-apollo-masters-fire-951903/
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increased significantly (Ibid.). It is relevant to say that the representatives of uncon-
ventional alternative music in Lithuania often tend to choose the even rarer cassette
format, which denotes a fundamentally different type of listener and extremely close
communality.®

Undoubtedly, the need/desire to release is directly related to the even greater
need/desire to acquire a physical format during the pandemic. Why during the
pandemic? Danny Ryan, managing director of music distribution company Ku-
dos Records, explains this phenomenon thus: “I think buying records provided a
much-needed endorphin hit to those customers who could work from home, and
who saved money on commuting and socialising” (Shehadi and Hamaoui 2021). So,
on the one hand, there are more financial opportunities for it, and on the other hand,
people are looking for ways to improve their well-being. Bodner and Gilboa think
that “during times of personal or collective crisis — such as a global pandemic - it is
common for people to turn to music, due to its connective and unifying purposes”
(Bodnerand Gilboa 2009). So, music creators, while at the same time being listeners
themselves, are equally experiencing a pandemic crisis and are looking for ways to
survive it themselves and to ease the situation for the listeners, creating some added
value. After assessing the related worldwide situation let us move to the actual works
of the Lithuanian musical folklore.

THE ELASTICITY OF THE DIGITAL FORMAT

While it is clear that the physical format, and especially the LP format, has be-
come a certain dimension of value, digital releasing is an undeniably significant phe-
nomenon of our time. The volume of digital releases and the scope of their content
are not finite, they are released both independently and as accompanying material
of a physical release. It must be acknowledged that the digital format is much more
flexible and can comprise additional works. With the immensity of the amount of
the digital releases the “separation of formats is constantly deepening”, but “propo-
nents of physical media do not shy away from the opportunities provided by digital
technologies: the physical format represents the value-ideological level of the re-
lease, and the online version creates a dissemination and contact base” (Vaitkevi¢ius
2016). Ugnius Liogg, the head of the already mentioned Baltic music label Dangus,
thinks that “when people release only a digital album and put it on the internet, there
is no tangible feeling that you really make that album. The news disappears from
social networks, and if you don’t keep reminding of it, it’s like the album is as it is
and doesn’t exist at all” (Jonaitis 2021). Here it can be understood the continuous
pseudo-duty of unremitting marketing that the creators of this non-commercial mu-

S Due to the volume of this article, this type of music, which, although not directly using Lithuanian
or Baltic culture, uses its signs and sound atmospheres, turns to nature and archaic culture, will not be
discussed here because it requires a much closer analysis. It is worth taking an interest in the works of
the cultural researchers Jurijus Dobriakovas and Povilas Vaitkevi¢ius.
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sic are essentially forced to do, however, it redirects them towards some secondary
activity. Most of these non-mainstream creators advertise themselves in the same
informational fields as the commercial ones, so their content often disappears or is
inexpediently displayed to potential listeners. And yet, this is also valid while con-
sidering the physical formats too, since they basically do not exist without the virtual
spaces, so it is an acute problem in general.

Digital music releases are especially useful for observing audiences and exper-
imenting stylistically, without committing to a long-term album. For the listeners,
this is a great way to choose diverse music styles, easily accessing a wide variety of
genres and concepts (e.g., different stylistic and conceptual projects of the same art-
ists, such as Agota Zdanavi¢iaté, Laurita Peleniaté, Donatas Bielkauskas, Evaldas
Azbukauskas, Modestas Kapustinskas and many others). While the physical format
certainly provides an additional level of experience, music can exist in a digital for-
mat alone. Such publishing is much faster, maintaining a creative pace that lasts from
the idea to its implementation and release (unlike vinyl records - see the insights of
the first chapter). What also matters is the digital space itself — a constant commu-
nication with the listeners on various social media channels helps to identify more
attractive styles or forms that can easily be alternated and suggested to the listeners
with the digital format (not to forget the importance of digital media for the visibil-
ity of physical formats too).

The “elasticity” of the digital format is perfectly illustrated by one of the most ac-
tive creators of post-folklore electronic music, Evaldas Azbukauskas (Giriy Dvasios,
meaning Spirits of the Forests). In the last three years alone, his label Cold Tear Re-
cords has released as many as 10 music albums, ranging from dub techno to ambient.
By very smoothly merging dub and a traditional Lithuanian polyphonic song genre
Sutartinés (that is also included in the UNESCO list), the author says that such a cre-
ative movement is important to him because “it is the consolidation of his national
identity, unification with the history of his nation, self-knowledge, the desire to find
some spiritual tradition that is more appropriate for Lithuanian . . . mentality. T know
from the feedback from listeners that a lot of them experience a similar process while
listening to those works, and that makes me happy. Currently, I use folk music only
when I work with other performers who are engaged in folk music, and I also touch
folk music of other nations” (Azbukauskas 2021).

A memorable album “Linai” (2021), was released by Lina Zilinskaité in digital
format alone. Here, solid atmospheric sounds are transmitted through different in-
struments (Kantele, Zither, Kalimba, Glass), each of which is allowed to evolve and
be heard. Traditional folk (or folk-inspired) songs, performed by the author herself,
are enveloped in a bright, wavy atmosphere, with the voice becoming another instru-
ment that blends into the overall coherence rather than the main accent, as is typical
of, for example, commercial culture. The author has also released several singles that
have not been included in the album, allowing herself to maintain her creative flow
and impulse (rather than a dependence on the time of the physical release).

The fact that it is not necessary to compile a full-length album is an important
aspect of digital releasing. Singles or EPs not only maintain creative momentum
but also introduce the multidisciplinary nature of this music, with both listener
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and creator experiencing and verifying this diversity. The EDM works of Modestas
Kapustinskas (Modestyno) illustrate this very well. In his works of contemporary
musical folklore (which is not the only direction of his work) sometimes the author
sings himself, sometimes he uses modern performers or old field recordings with
an old person singing a Lithuanian folk song (such as “Kas man supa”). Modestas
says: “I wanted to resurrect what was lesser-known, compare lesser-known songs
with popular ones to make them noticeable, to prove to myself and others that they
can sound equally good to lovers of different styles of music. I especially wanted to
attract young people to take an interest in our roots . ..” (Kapustinskas 2022).

While creative abundance might sometimes become a reason for random acci-
dentalities in the music pieces where the structures or content start to repeat too
much (e.g., commercial electronic dance music), in the hands of conscious authors
it becomes a power to create distinctive and inclusive albums that sometimes even
convey certain spiritual experiences, in these cases inspired by traditional Lithuani-
an culture.

MATERIA IN MUSIC: EXPANDING THE EXPERIENCE OF LISTENERS

It is important to note that although today there are almost no exclusively physi-
cally released albums, it is still possible to experience both forms separately. One can
listen only to the physical album, read the information in the booklet, explore the
cover, visuality per se, to feel the properties of the paper, the weight of the vinyl re-
cord, the texture of the paper and ink, the smell of the ink. Digital media researchers
Thomas Hess and Thomas M. Wagner exactly highlight the tactility of the physical
format as a value indicator: “Vinyl records and CDs have a physical presence. They
can be stored in a cabinet, can be seen, and touched at any time, and offer added
values such as sleeve art and booklets. . . listening to physical music is a rich tactile
experience compared to listening to digital music, thus resulting in physical music
having a higher value” (Wagner and Hess 2013: 2).

The material format here appears as an additional measure, expanding experi-
ential opportunities. The form of vinyl record marks another trend - to choose the
most durable medium possible, not only in practical terms but also in terms of sus-
tainability. The Dutch printing company Deep Grooves, which presses LPs, CDs,
and MCs, uses only green energy, most of their materials are recycled and/or recy-
clable. One can choose to print vinyl from different colours of vinyl waste, the fin-
ished products are delivered in sustainable packaging using carbon-neutral shipping,
etc. This appears to be a sign of awareness that is noticeable in other vinyl-pressing
companies as well. Culturologist and music creator Povilas Vaitkevicius highlights
the following valuable aspects of the physical format: “I would say that the most
important “inner” reason would be to create a product that would be pleasant to
have for yourself, especially when it takes so much time, energy, and finances to be
made. At the same time, it is a pursuit of a goal and evidence of responsibility to
your music . . . The other cases might be derived from DIY (do-it-yourself), when a
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release is designed and presented without following the standard canons of “official
releasing” (Vaitkevi¢ius 2016). For example, the above-mentioned zither player and
singer A. Zdanaviciaté, who is co-creating with the bands Sen Svaja and Laiminguo,
has just released her debut album “Kur giria uzéjo” (“Where the Forest Came”, 2021,
Dangus). The essential sources here are the tales of the famous Lithuanian herbalist,
ethnographer, and scientist Eugenija Simkiinaité. “As trees in those tales reveal their
powers — their healing properties — so do I want to encourage the listener to have
a dialogue with the tree, the plant, or the whole forest” (Zdanavi¢iate 2022). The
pursuit to explore and experience the environment, the naturalness, the texts, and to
speak about these experiences to the others is beautifully revealed here by the fact
that Agota herself recorded the sounds of nature which, as she says herself, helped
her to live through the difficult quarantine times later expressed in the music. A very
important part here is that to each physical copy Agota adds a different dried herb,
providing the listener with additional experiential possibilities.

An unexpected approach was taken by the multi-instrumentalist Donatas
Bielkauskas-DONIS with his 2 CD album “Mirstantis. Miestas. Gyvenimui” (“Dying.
City. To Life”, 2021). His multifaceted project DONIS includes post-folk electronic
music, heavily enriched with live instruments whose multi-layered power creates
historical, archaic, even combatant feelings. He incorporates percussive sounds from
other cultures, such as a combination of world and house music - the tribal genre. In
general, his works are rich in different live instruments, experiments with folklore,
tribal motifs, and field recording. Extensive knowledge of instruments, rhythms, and
styles of music allows him to create enchanting and undoubtedly high-valued artistic
projects, which include various other performers, while embracing both electronic
music and pure ambient soundscapes. It is “a conceptual album exploring ecologic
connections of an industrial seaport city and the natural environment of its habi-
tants” (M.M.G. 2021) that is released on two CDs: “One is presenting recordings of
Klaipéda’s industrial area, dark electronic, and other flows in brighter ethno ambient
soundscapes” (Ibid.). The listener is surprised by an unexpected experiential turn - a
link to a digital source is provided that allows both parts to be combined and listened
to together as one piece! This highlights the current interaction between the indus-
trial and natural environments and the potential for their coherence. In concerts the
“viewers were able to walk around choosing what they wanted to hear more: wheth-
er positive calm atmospheric music or destructive industry . .. The main idea. . . was
to provoke dialogue by artistic means. To talk about ecology, about the importance
of the Giruliai forest, about cleaner air, about hard particles and noise in the city in
general, which for some reason is not included in the ecological indicators, although
sound pollution is as important as all other pollution” (Petronyté 2021). Another
mention-worthy release of D. Bielkauskas is his LP “Svilpiai” (2021), representing
unique instruments, the “$vilpiai” which are clay whistles created by the sculptor An-
tanas Moncys. In this case, through one material or media the other is represented
— authentic instruments through vinyl. Another interesting aspect is that the titles of
the pieces are not written in words but printed as an excerpt of the sound spectrum,
prompting one to “see the sound”.

A very distinctive, intelligent musical humour creator is Lukas Sidlauskas (stage
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name Sventinis Bankuchenas), presenting a very fresh view of folklore material. In
addition to well-managed multi-styled musical and linguistic improvisations on var-
ious social situations, he creates the only such project in the field of Lithuanian con-
temporary musical folklore “Nykstancios lietuviy liaudies dainos” (“Endangered
Lithuanian Folk Songs”, 2021), released on digital, CD and LP formats (the latter
has just been snatched ). It impresses with its consistency, attention to detail, and
various forms of conceptual fulfilment. While masterfully improvising with the sty-
listics and traditional poetics of different folk music genres, the author performs his
own lyrics that satirise various aspects of contemporary life (even though themati-
cally they do not have anything in common with the real traditional folk songs, e.g.,
a song about cryptocurrencies). At this point, it is very important to note that even
though his work is well received by folklorists or representatives of traditional folk-
lore, some of them overlook a very important aspect suggesting that the object of
the irony is the folklore itself, while it is, in fact, completely the opposite! Folklore is
used ironically but not as a target of the irony — here it appears as an extremely open
form of improvisation, as a rich folk art, which is perfect for conveying the living
culture - the life of modern “folk”, current events, highlighting the absurd, often un-
verifiable things, habits, forced hobbies, and prevailing stereotypes. When it seems
that it is impossible to add anything more and that you are sufficiently fascinated by
the lyrics and visuality (without an understanding of which a foreigner can easily
take it as true folklore!), the author makes another extremely unexpected move and
releases a “Songbook of Endangered Lithuanian Folksongs” with lyrics and notes, as
an allusion to the Lithuanian folklore songbooks. Every new, experience-widening
decision like this, if not overshadowed by commercial culture, can open the gates in
other creators’ minds.

INTERCULTURALITY: TO KNOW YOURSELF THROUGH THE OTHER

Looking at the albums of recent years, the tendency to create together with oth-
ers, exchanging styles, symbols, and cultural content, is evident, but not necessarily
induced by the pandemic. Unusual, evocative, and inviting one to rethink the con-
cept of the instrumentality is the album of the project “Honeypaw” entitled “Ninth
Tree Standing”, by the Lithuanian interdisciplinary artist Jurgita Zvinklyté and the
Finnish craftsman of string instruments Matti Palonen. “This album was recorded
on hollow trees strung with steel and horsehair strings in the forest near Georgian
Bay in Ontario, Canada. It contains traditional chants from the Lithuanian sutartiné
tradition, and runos from Karelia and Ingria” (Honeypaw Bandcamp). The authors
themselves emphasise the reciprocal relationship between the symbolisms of two
cultures: “The album name “Ninth Tree Standing” refers to the symbols found in the
songs of both cultures, where land is cleared for agriculture, but one tree/branch is
left standing for the cuckoo’s perch. We have investigated the connection musically
by using the harmonies from the Lithuanian sutartiné tradition, including close sec-
onds and sharp microtones in the Finnic songs, and the Finnic tradition of heteroph-
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ony, or mutually improvised melody, in the Lithuanian songs” (Honeypaw website).
Not only does a new aspect of the instrument per se open up here, expanding the
concept of the zither in general, but also the already mentioned aspiration to expe-
rience the environment and naturalness that was conveyed in the above-mentioned
A. Zdanavi¢iuté’s album reappears.

If in Honeypaw’s album the bodily aspect of zithers is being rethought, then in
another album “Klajojancios kanklés” (“Wandering Zithers”, 2021) curated by the
same A. Zdanavi¢iaté, attention shifts to the content that could be conveyed with
traditional zithers, revealing different microcultures. The album contains 11 diverse
works by various zither performers, in which their distinctive relationships with this
instrument and the possibilities of its presence in today’s culture appear in a wide va-
riety of expressions. Stylistically diverse pieces accommodate traditional Lithuanian
folk songs, allowing the listener to feel the folklore sung by contemporary perform-
ers and notice the characteristics of different voices. The atmospheres created by
zithers are gently overlayed not only with voices but also with other instruments and
field recordings. The unequal relationship with traditional culture and its interaction
with the global context can be felt from the different use of intervals and harmonies
that, in some cases, are closer to modern culture and in others to traditional with
clashes of seconds and darker sounds in general. “I have noticed that the vast major-
ity associate zithers with meditation and spirituality. . . . I believe that playing this in-
strument deepens the connection with the ancestors. After all, in my work, I do not
spiritualise this process. It is an instrument that I can play well and I am interested
in experimenting, exploring, discovering new ways of playing, challenging myself,
and so on. It works as therapy in personal space but in the creative field it is an in-
strument for creative possibilities” (Zdanavi¢iaté 2022). Here emerges a significant
aspect - the necessity to perceive the spiritual impact created by instruments and the
playing itself, while at the same time acknowledging its material and practical aspect,
e.g., it is important to know how to technically master the instrument (and those are
both experiential levels too).

In this whole massif of music releases with the ability to amaze the consciousness
thatis blunt from the continuous abundance, shine the works of Saulius Labanauskas
(Saulius Spindi). The album “Vai tu girala” (“Oh you, the Forest”, 2017) is inscribed
in the memory of Lithuanian non-commercial music and includes as many as 11
authentic recordings of a well-known Lithuanian region Dzikija folk singer, Petras
Zalanskas (1900-1980). It is very significant that the author seeks to preserve and
convey to the listener as intact the qualities and timbre of the older singer’s voice as
possible, not changing the voice according to modern tuning, but, on the contrary,
adjusting the instruments. This makes it possible to keep and communicate the way
of singing that has still not been affected by global culture. The instrumental part is
spacious, the darker sounds are not avoided, using the styles of synthpop, urban and
sad dance that appear to go very well with P. Zalanskas’ songs, his timbre, his way
of singing, neither obscuring nor in any way dissolving them. In the later album of
electronic, indie, and folk music dedicated to the birthday of P. Zalanskas, released
in 2020, the voices of contemporary Lithuanian performers are already heard, the
uniqueness of which becomes the leading creative line, according to which the sur-
rounding instrumentals develop. The instrumentals in this album are multi-layered.
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Progressive electronic music is enriched with live instruments (from indie rock-style
guitars to atmospheric wind instruments), which are modified with various sound
effects. Interestingly, some folk songs are the same as on the first album, as if offering
to compare the perception of the voice and singing of different generations and cul-
tural environments, experiencing the flow of old and young human voices.

These are the different types of otherness that lets one rethink the whole creative
content and process, while the constant interaction with the other is crucial: differ-
ent cultures, same culture — different backgrounds, even same culture — different
times. In general, the pandemic seems to have allowed this cooperative process to be
assessed differently, in many cases shifting normal social relationships to the digital
space, which, however, did not completely obscure the possibility of communicating
and creating together, but just encouraged new creative remote connections. Here,
co-creation emerges not only as a way to expand the audience, especially common
in the pre-pandemic spread of creativity, but also as a way to maintain or create new
active social relationships, exchanging creative networks, getting to know others,
communicating tradition and rethinking one’s own culture.

LITHUANIAN CULTURE IN CONTEMPORARY SONG LYRICS

Another substantial part of Lithuanian contemporary music is conveyed with
original, non-folklore texts, in which traditional culture is no longer expressed di-
rectly through folk songs or traditional instruments, but by drawing attention to
other layers of significance. For example, last year, the band Raguvos, having already
existed for seven years, released their debut album “Pulsacija’, which combines elec-
tronic music, Celtic harp, cello, trombone, Ingula Rinkevic¢iené’s singing and lyrics
by women poets. Culturologist Domantas Razauskas writes about this music en-
thusiastically: “It is not easy to give a name to the music of Ingula. It would be pos-
sible to label it as experimental post-industrial or shamanic electronic music, or to
call it “psychedelic tribal folklore” or something similar, but these might simply be
only indicative signs in the musical journey of Raguvos that is full of adventures”
(Razauskas 2021). In addition to the tribal nature (“I stretch the bow and arrow”),
and perhaps the desire to belong to it (“bore the stone, memory, thought”), there is
the constant connection with nature (lightning, using the local word, recognisable
celestial bodies, perfectly planted garden, warm mist, the holy lake where the mother
of the Grass Snake floats; lyrics by Jurgita Jasponyte).

Another artist that must be mentioned here is Rokas Kaséta who reveals an even
more diverse approach to traditional culture. He not only chooses the Lithuanian
language, but the dialect of Dzukija! Even in the social channels, Rokas constantly
writes almost exclusively in the Dzukija dialect, reflecting on the culture itself. The
title of the album “Dzikodelika” (CD, MC, 2022) is made from a playful combina-
tion of psychedelics and Dzakija culture. Moreover, Rokas, together with his wife
Eglé, actively participates in Dzikija cultural events, lives in a Dzukija village hut
full of traditional household items and carries out traditional field research — this
is how the pursuit to convey what is self-experienced and self-verified in both con-
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sciousness and bodily aspects is repeated in the works of other creators. The creator
himself expresses the importance of different cultures and experiences in general
for himself, saying that during his three-year long travels in Latin America he was
so fascinated by archaic culture and tribes that he started to wonder about his own
roots (LRT 2020). Thus, the search for one’s roots is stimulated by other cultures
and leads to a coherent study of one’s own culture, its layers, and oneself in it. In or-
der to become acquainted with Rokas” work, it is worth listening to the piece “Tokj
ryty’, the text of which, written by the poet Romas Sadauskas, is almost a mantric
coincidence with nature: “While the sun is shining / through the branches / to stand
/ under the apple tree / and to listen / how the apples ripen / to stand / hold your
breath / because you ripen yourself / of this goodness” (Kaséta Bandcamp 2022).
The compact disk and the cassette releases are complemented with tastefully colour-
ful tradition and nature infused pictures produced by Ada Abromaityteé.

The very aspect of the performance - singing — should not be forgotten either.
In the author of this article’s musical work (Tamsaulé “Tavo miestas”, LP, 2021), the
singing is often defined as folkloric, regardless of whether a folk or contemporary
song is performed. What does such singing mean and what distinguishes it from the
popular way of singing? The author has worked with diverse singing techniques for
many years, teaching others and learning them herself, understanding singing both
as a technique and as a way to experience. Having started with a conscious refusal of
the embellishments common to commercial music, deepening the voice, opening a
much wider massif of vocal expression, and rethinking the pronunciation, she now
does it out of intuition. When a skill is formed, the consciousness is no longer the
main condition, because the author freely mixes vocal techniques and stylistic fields
from both traditional and global cultures.

Thus, the glance to contemporary Lithuanian musical folklore with the original
texts has highlighted more ways in which traditional culture exists and can be expe-
rienced today: networks of symbols, linguistic aspects (local words, dialect), world-
view (closeness to nature), manner of singing, and qualities of voice.

CONCLUSIONS

The reviewed contemporary Lithuanian musical folklore material reveals that the
tendencies of music releases respond in one way or another to the extreme expe-
riences overlapping with the period in question. It turned out that the rethinking
of creative approaches during the pandemic intensified the cooperation of develop-
ers, both locally and internationally. As the number of concerts decreased, authors
devoted much more time to the creative process, increasing the need for releasing
music, which eventually became a kind of obstacle due to the heavy workloads in
the vinyl pressing houses. The cultural field, which has been shaken by the pandem-
ic and has been dry for some time, seems to have grown in new forms, with some
pre-pandemic trends intensifying or new ways of communicating emerging.

There is an intense incentive of the creators of contemporary Lithuanian musical
folklore to find a way to expand the experiential possibilities of the listeners, no mat-
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ter what format the music appears on. The digital format seems to be resilient, sup-
porting creative movement, constant interaction with listeners (energy exchange) ,
and allowing experimentation stylistically and thematically, to release individual
pieces. The physical format has become a sign of value and an additional experiential
expression with supplementary forms of tactility, visuality, smells, etc.

Authors tend to collaborate with other creators, exploring the properties of their
own and other cultures’ ‘instruments and voice, their interactions, and rethinking
common concepts of instrument or voice. Traditional culture is used in various
ways: by including authentic sound recordings, by singing folk songs by contempo-
rary authors, by using traditional instruments, especially zithers, and in the original
lyrics — by using a dialect, by improvising with traditional poetics, by conveying the
Baltic worldview and vocals.

Conversations with the authors highlight the importance of traditional culture
in the contemporary context: exploring one’s own culture, its layers, and self, search-
ing for a close spiritual culture and practice, one’s source of worldview and nature,
promoting dialogue between man and nature, the interaction of nature and indus-
try, a critique of social stereotypes, the exploration of singing and voice properties,
perceiving performance as a spiritual experience and meditation. Assessing the re-
searches of other authors and the conversations with music creators, it seems that
social isolation caused by COVID-19, while being a shocking psychological experi-
ence, did not, however, have a negative impact on the creativity expressed through
music releases, it rather induced it, activated rethinking and planning of new projects
(that had to do both with a search for new ways of remaining an active musician
without live concerts and with the increased institutional funding as assistance for
the artists). It is important to say that all the above-researched tendencies could be
felt in this genre before, while the pandemic seems to have strengthened and high-

lighted them.
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ErAE 'EAAKUYTE-TIPAHEBUYHEHE
CABPEMEHA AUTBAHCKA MY3UYKO®OAKAOPHA U3AAMA: ITUPEIHE UCKYCTABA

(PE3UME)

Kopucrehn (eHOMEHOAOIIKO-aHTPOMOAOMIKK ¥ MY3HKOAOUIKH —IPHCTYII, Y
YAQHKY Ce pa3MaTpajy TeHAEHI[HMje CaBpeMeHOr My3HYKor ¢oakaopa y AuTBaHuUjH,
okycupajyhu ce Ha mspama y mocaepmux mer ropmHa. Ha ocHoBy Hayune u
IyOAHMIIMCTHYKE AHTEpaType OTKPHBAjy Ce PasrOBOPHM C ayTOPUMA, PA3AMIUTH
KpeaTUBHU NpaBIM, MCKYCTBeHU acmekTH. Ilepuop ce mpekaama C IaHAEMHUjOM
koBHAA 19 Koja je, IMHMU Ce, 0Ojadasa HEKe OA TEHAEHIH]a.

OceTHa je MOTHBAIHja CTBAPAAAIA ¥ OOAACTH AUTBAHCKOT MY3HYKOT (OAKAODA
y TOTpa3H 32 HAYMHMMA eKCIIAH3Hje HCKYCTBeHMX MOryhHOCTH caymaAana Ges
063upa Ha GOPMAT MY3HUKOT M3AAA. AUTHTAAHH GOPMAT Ce UHHH eAACTUIHH)HM,
Kao AA TOAPKaBa TEMIIO KPEaTUBHOCTH M CTAAHY MHTEPAKIIMjy Ca CAyIIAOIMMA,
AO3BO&ABAjyhM CTMAMCTHYKE M TeMATCKe eKCIIePUMEHTe C AOAATHHUM ¢opMama
TaKTHAHOCTH, BU3YaAHOCTH, MUPHCA U ADYTHX YyAQ.

AyTopu capabyyjy ¢ aApyrum xpearopuma, HCTpaKyjyhu opAMKe CONCTBEHHX M
Tyhux KyATypa, HHCTpyMeHaTa U raacoBa. TPaAUIIOHAAHA KYATYpa Ce KOPHCTH Ha
Pa3AMYHTE HAYMHe: YKAYdyjy Ce ay TEHTUYHU 3BYYHU CHUMIIM, CABPEMEHH YMeTHHII
IeBajy HapOAHE IlecMe, KOPHCTe Ceé TPAAMIIMOHAAHM HMHCTPYMEHTH, Y IOTAEAY
OPUTMHAAHUX TEKCTOBA — KOPUCTH Ce AMjaAEKT, UMIIPOBHU3Yje Ce Ca TPAAUIIMOHAAHOM
MOETHKOM, AOUAPABa Ce GAATHUKH ITOTACA HA CBET, KA0 M BOKAAH.

Pasrosopu c ayTopuma yKasyjy Ha 3Ha4aj TPAaAMIIMOHAAHE KYATYPe Y CAaBpeMeHOM
KOHTEKCTY: HCTPaKyjyhu COIICTBEeHY KYATYDY, IeHe CAOjeBe M COICTBO, Tpaxehu
OAMCKY CIIUPHTYAAHY KYATYPY H IIPAKCy, TOTAEAQ HA CBET U IIPUPOAY, IpoMoBuinyhu
Amjasor usMelyy 4oBeka ¥ IIpHUpOAE, HHTEPAKIH]Y IIPUPOAE U MHAYCTpPHje, KPHTHKY
APYLITBEHHX CTePEOTHIIA, HCTPAKUBAIbe IIeBaha M OCOOMHA raaca, usBohema Kao
CIIUPUTYAAHOT HCKYCTBa, MeAUTaIIHje.
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ABSTRACT

The subject of this paper is the unconventional and highly subversive treatment
of musical material of folkloric origin in the films of Pedro Almodévar: Pepi,
Luci, Bom and Other Girls on the Heap (Pepi, Luci, Bom y otras chicas del montén,
1980) and Labyrinth of Passion (Laberinto de pasiones, 1982). These films are
representative examples of the director’s experimental artistic poetics based on
the interweaving of local and global cultural features. The focus is, therefore, on
the folkloric elements of the Spanish and Catalan musical tradition and their
transformation and recontextualisation in relation to the socio-political reality
of post-fascist Spain. Consequently, well-known theatrical musical pieces and
dances such as the pasodoble, zarzuela and sardana acquire transgressive qualities
through an unusual play with traditional and postmodern signifiers, aimed at
overthrowing conservative patriarchal authority under the Francoist regime.

KeYwoRrDS: Pedro Almoddvar, film music, musical folklore, Pepi, Luci, Bom and Other
Girls on the Heap, Labyrinth of Passion.
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ATICTPAKT

IIpeamer ucrpaxkuBama y OBOM paAy jecTe HEKOHBEHIIMOHAAHU M Kpajmbe
CyOBepsMBaH TpeTMaH MY3HMYKOI MaTepHjasa (OAKAOpDHe IPOBEHHjeHIuje Y
¢uamoBuma Ileppa Aamoposapa — Ileiiu, Aycu, Bom u gpyie gjesojke ca iomunre
(Pepi, Luci, Bom y otras chicas del montén, 1980) u Aasupunin ciupaciuu (Laberin-
to de pasiones, 1982). Pujed je, Aakae, 0 OHUM GPUAMOBUMA KOjHU Ce MOTY CMATpaTH
penpe3eHTaTUBHUM MPUMjepOM peAlTeseBe eKCIepHMeHTAAHe yMjeTHUYKe
[OeTHKe, 3aCHOBaHe HA Mel)yCOOHOM IIpeNAMTaEy AOKAAHMX U TAOGAAHHX
obumexja kyarype. Haraacak je, mpurom, Ha (OAKAOPHHM eAeMEHTHMA
IIIaHCKe U KaTaAOHCKe My3MYKe TpaAUlluje, M HUXO0BOj TpaHCPOpMaLuju
U PEeKOHTeKCTYaAM3alluju y OAHOCYy Ha APYIITBEHO-TIOAMTHYKY PEaAHOCT
nocrdamucridke Ilmanuje. Tako M mpeno3HaTAMBU My3HYKO-CIIEHCKH U
IAeCHH OOAMITM IOIYT Iacap00Aa, 3apayeAe M CappaHe, KPO3 HECBAKHAAIIY
UTPYy TPAAMIIMOHAAHMX M IIOCTMOAEPHHCTHYKUX O3HAYMTeAdd, IONPUMAjy
TPaHCIpeCUBHA CBOjCTBa KOjUM Ce y 3Ha4ajHOj MjepH IIOHHUIITaBa KOH3ePBaTHBHU
HATPUjapXaAHH AyTOPUTET y A0Oa ppaHKU3Ma.

KayaHe pEun: ITeapo AaMopoBap, PpuaMcKa Mysuka, Mysudku ¢poaxaop, Ileiu, Aycu,
Bom u gpyie gjesojke ca tomure, Aasupuniti ciupaciiu.

Pedro Almodévar began his career as a director by producing his first short films in
the 1970s, during the final moments of General Francisco Franco’s police, military
and cultural repression. Franco’s Spain was politically and culturally isolated from
other European countries, with a firmly established fascist regime that abolished
political pluralism, ethnic equality and public freedom of expression. Shortly after
the end of Francoism, Spanish civil society began to open up and take an interest
in the contemporary art of marginalised artists. However, the revolutionary subcul-
tural and countercultural movements of the time, such as nueva ola (“new wave”)
and movida madrilefia (“Madrilenian scene”), offered a more open attitude towards
intangible cultural and folkloric heritage. Thus, the newly emerged Spanish collec-
tive preserved its own cultural and national identity, despite the strong influences of
transculturalism, commercialisation, global politics, multiculturalism, identity poli-
tics and other globalisation trends.

Under the strong impact of Franco’s political and cultural hegemony, Spanish
directors such as Floridn Rey, Benito Perojo, Juan de Orduna, Luis Lucia, Basilio
Martin Patino, Carlos Saura and many others often employed material from folk
culture. During this period, indigenous music and dance were used as a strategic
and tactical artistic tool to build and affirm a strong Spanish national and cultural
identity, which classifies it as politically engaged art.” In the wake of the Movimiento

2 Among many other authors, José Antonio Muniz-Veldzquez and Joaquin Pifeiro Blanca have
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nacional (National Movement) - the main governing institution of Francoist Spain -
both classical and popular music of folkloric origin were included in several Spanish
films, albeit carefully purged of national controversy. However, this was not an
egalitarian model of musical nationalism, but a more traditional one used to support
the increasingly homogeneous Spanish culture.® Does this mean that Spanish folk
music provided a consistent reflection of the politico-ideological and cultural
landscape of Francoist Spain?

Although Carl Dahlhaus explicitly states that folklore is “the clearest expression
of musical nationalism”, he contradicts the exaggerated claim that folk music is nec-
essarily the music of a nation (Dahlhaus 1980: 92). By equating the function of ex-
oticism, folkloristic elements and historicism (ibid.: 99),* it is quite possible that
Dahlhaus wanted to point out that what makes folk music special in comparison
to European art music is actually its exoticism or another form of sonic Otherness.
Therefore, the artistic transposition of musical folklore should not necessarily be in-
terpreted as a politico-ideological strategy to consolidate nationalism, while expres-
sive, folk oriented melodies were obviously used by well-known nationalist com-
posers such as Francisco Asenjo Barbieri (1823-1894), Felipe Pedrell (1841-1922)
and Manuel de Falla (1876-1946).5 This also raises the question of whether the folk
elements in Almodévar’s films are really vehicles of national and cultural associa-
tions or if they were used to present a rich palette of tonal colours and the inner dy-
namic potential of the Spanish musical tradition.

Pedro Almodévar broke almost completely with earlier Spanish film traditions
(D’Lugo 1991: 48), but without resorting to a radical artistic move to eliminate
distinct national topics. Although this controversial director categorically refused
to leave even a memory or shadow of Francoism in his films (Strauss 2001: 30),°
it was precisely the inclusion of traditional Spanish musical references (along with
many visual features of the narrative) that made it impossible to completely negate

written extensively about music as an ideological and political propaganda tool in the Franco era (see
Muiiiz Veldzquez 1998; and Pifieiro Blanca 2013).

3 In this particular context, it is important to emphasise that General Franco presented the Spanish
cultural heritage as dominant, superior and authoritative over other minority cultures in Spain.

4 Dahlhaus argues that 19th-century exoticism was a stronger emotional force than “the craving for
the exotic” (Dahlhaus 1980: 100), because “the process of collecting heterogeneous material from
exotic sources and incorporating it into the here and now in art is aesthetically and technically exactly
the same, regardless of whether the remoteness of the sources is regional, social or historical” (Ibid.).
Although Dahlhaus discussed historicism and exoticism primarily in 19" century music, his discourse
has strongly influenced a postmodern view. This is worth considering, as exoticism remains an essential
category of musical Otherness in Almodovarian postmodern style.

S These composers also had a major impact on the promotion of Spanish music, i.e., the Spanish
national identity beyond its territorial borders.

6 Following the thought of Noél Valis, Marvin D’Lugo also emphasises that the underlying cultural
logic of Almodévar’s first two films is “the refusal and inability to come to terms with the past” (D’Lugo
2006: 23; see also Valis 2002: 282). In his later films, however, especially in his last feature Parallel
Mothers (2022), Almodévar explicitly dealt with a very sensitive historical memory: the Spanish Civil
War (1936-39).
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the remnants of Franco’s regime. This cineaste, as Alejandro Yarza argues, paro-
died central elements of traditional Spanish iconography by subverting the Fran-
coist ideological codes that sought to define national identity (Yarza 1999: 17). By
maintaining recourse to the traditional folkloric past, Almodévar adapted it to his
work, which became a mirror of the liberal civil society of post-fascist Spain. This
also explains why he did not apply contemporary Spanish musical themes in the
conventional way that, for example, artists interpellated by conservative ideologies
did. Rather, the popular folklorist-tinged audio-visual fragments Almodévar used in
his early films are almost completely stripped of artistic elitism, passionate patriar-
chal nationalism and marginal stereotyping of human Otherness.” Thus, in the spirit
of Bakhtin’s carnivalisation, he destabilised normative principles and authoritative
worldviews, constructing a new “(g)local” sound that belonged to all ethnic, cul-
tural, sexual and other minorities, but also to non-conservative civilians who valued
Spain’s intangible cultural heritage. Almodévar, however, did not resist the roman-
tically obsolete notion of Spain as an “exotic” country that was also portrayed in the
post-Franco era.® Instead, he ambivalently chose not to eliminate this feature of es-
sentialised exoticism, at least not completely. Since Spain, in the early 1980s, had an
extremely rich and diverse musical tradition, from which flamenco stood out as an
expressive autochthonous dance, Almoddvar attempted to essentialise various exot-
ic folkloric elements and present the audience with historical, multi-ethnic, multi-
cultural and multinational features of Spanish music.

It is, therefore, fair to say that the post-Franco Spanish identity in the first au-
thor’s films succeeded thanks to the unity of conventional models of classical and
folk music (traditional Spanish melodies and Spanish cultural and national sym-
bols) and avant-garde and commercial artistic values contained in Anglo-Saxon,’
Spanish'® and Latin American'' popular music. The connection between “tradition-
al” and “new” forms of artistic expression is particularly evident in the intertextual
and intermedial interweaving of their poetics, as the composite score of Almodévar’s
films from the 1980s is based on the collaboration of punk ideology, art music, pop

7 It is important to point out that it was not exclusively men who spread traditional values in the
Franco era. For example, women in the “Female Section”, which was part of the fascist right-wing party
“Falange”, actively promoted features of the Spanish folklore tradition (see, for example, Atero Burgos
1990: 31).

8 As Alejandro Yarza writes, even Franco’s Spain drew on the image of Andalusia as an exotic space
modelled on European romanticism (Yarza 1999: 16).

9  Por example, Anglo-Saxon pop songs from the 1950s (Sail Along Silvery Moon) and garage punk-
rock songs from the 1960s (Going all the Way) and 1970s (Going Away Baby and The Young Ones) are
incorporated in Almodévar’s first feature film.

10 In addition to traditional Spanish melodies, his first feature film also includes alternative Spanish
pop and punk-rock songs with a highly subversive quality, such as Muy cerca de ti, Tu loca juventud and
Murciana marrana.

11 The musical reference played during the last film scene and the end credits of the film Pepi, Luci,
Bom and Other Girls on the Heap is the song Estaba escrito. This is merengue, a popular Latin American
dance sung by Monna Bell.
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art, camp aesthetics and Spanish or Latin American popular folklore. His first fea-
ture-length projects, however, consist largely of pre-existing music imbued with a
transgressive aura, for it was not until his fourth feature film—What Have I Done to
Deserve This? (1984)—that Almodévar (temporarily) consolidated his professional
relationship with Spanish film composer and musician, Bernardo Bonezzi."? Follow-
ing Claudia Gorbman’s concepts, one could say that the director from La Mancha
presents himself here as an “auteur director” and “méloman”"* Pedro Almodévar is
indeed the complete auteur of his film projects. He was involved in the script, in
the production and occasionally even as an actor and musical performer. Above
all, it was he who eclectically assembled an inherently postmodern musical collage
of different genres and styles that form a crucial aspect of his initial cinematic lan-
guage. Over time, the director’s attitude towards traditions and folkloric-tinged mu-
sical references became less subversive, especially in the mid-1990s when he began
a successful collaboration with composer Alberto Iglesias. However, despite more
sublime aesthetics, his films from the 1990s and 2000s retain a recognisable carni-
valesque artistic style that makes his “Almodramas” special. This article, however,
focuses on classical and popular music inspired by Spanish or Catalan folklore, with
an emphasis on the transgressive potential of folkloric expression in its applied form.

TREATMENT OF TRADITIONAL AND FOLKLORIC MUSIC IN ALMODO-
VAR'S EARLY POSTMODERN FILMS

The melodico-thematic structures and the rhythmic backbone of folk music
themes were subjected to various subversive artistic practices in postmodernism,
which differed markedly from the contemplative aesthetic regulative of modernism.
Sometimes, the processing of folklore quotations obscured the original musical text
to such an extent that their sonic representation resulted in complete sensory un-
recognisability.'* It is fairly certain that Almodédvar’s feature film projects from the
1980s and 1990s were strongly influenced by the postmodern worldview when he
used folkloric material to retroactively sound urban and rural landscapes of Spain

12 Tt is important to note, however, that Bernardo Bonezzi composed two highly subversive songs,
Suck it to me and Gran Ganga, for Almodé6var’s film Labyrinth of Passion. These songs were featured on
Pedro Almodévar and Fabio McNamara’s album jCémo estd el servicio... de sefioras! (1982-3) shortly
afterwards.

13 According to Claudia Gorbman, music is a platform for the idiosyncratic expression of many
filmmakers’ tastes and, thus, conveys meaning not only in terms of plot and theme, but also meaning
as a signature of the author himself (Gorbman 2007: 151). For this reason, Almodévar could be called
a “méloman’, because he reuses the fragments of pre-existing music (and in his later films the original
music as well) according to his own ideas and models. In this way, he succeeds in giving the necessary
depth of expression to the visual environment in which his exaggerated characters with torn identities
reside.

14 This trend was almost paradigmatic in the postmodern era.
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and bring them closer to global spectators. However, the unusual visual represen-
tation of folkloric content, steeped in kitsch, camp, irony and travesty, inevitably al-
tered traditional musical logic and took on the idiosyncrasies of anachronistic and
eclectic postmodern aesthetics. It is quite possible that the director from La Mancha
saw in the folkloric references a commercial potential, accessible above all to a mass
audience outside the Spanish-speaking world who, like many Romantic artists, were
fascinated by its exoticism."

In Pedro Almodévar’s films from the 1980s, one can perceive musical examples
with dominant and residual elements of the folklore tradition, which can be classi-
fied into four categories:

« literal or slightly altered quotations of traditional Spanish melodies:

1. Capriccio Espagnol and the symphonic suite Scheherazade by Nikolai
Rimsky-Korsakov (Women on the Verge of a Nervous Breakdown, 1988)

2. Catholic religious chants: Duefio de mi vida (Dark Habits, 1983) and
Oh, Virgen mds pura (Law of Desire, 1987)"°

o traditional and popular Spanish and Catalan musical folklore:

1. excerpts from the Andalusian Funeral March,'” the zarzuela La revoltosa
and the pasodoble Espaia cafii (Pepi, Luci, Bom and Other Girls on the
Heap)

2. sardana Dolces caricies (Labyrinth of Passion)

3. copla La bien pagd (What Have I Done to Deserve This?)

« sounds of imaginary folklore and their stylistic innovations:

1. original melodies by Bernardo Bonezzi composed in the spirit of Span-
ish and Cuban folklore (Matador, 1986 and Women on the Verge of a
Nervous Breakdown)'®

2. Bonezzi’s pseudo-folkloristic sonic painting of the Eastern Orient

(funk-pop song Gran Ganga (Labyrinth of Passion)

15 Indeed, Manuel Garcia Matos and Carmen Garcia-Matos Alonso have pointed out that even 19th
century Russian composers (such as Mikhail Glinka or Nikolai Rimsky-Korsakov) partly consolidated
their own nationalism thanks to the heritage of traditional Spanish music (Garcia Matos and Garcia-
Matos Alonso 2012: 531), i.e., its exotic quality.

16 The religious ambience in Almodévar’s films, characterised by camped sacred melodies,
spiritual instrumental music and popular songs with provocative textual content, will be given special
consideration in some of the author’s later works.

17 This is a musical fragment from the Italian opera Jone, or The Last Days of Pompeii, which,
especially in this Madrilenian comedy, does not have an exclusively religious function. However, it has
an extremely transgressive quality that requires separate study.

18  Formore details on Bernardo Bonezzi’s musical language in Pedro Almodévar’s feature films from
the 1980s, see Buljancevi¢ 2022.
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« popular Latin American songs with folklore material:

1. merengue Estaba escrito (Pepi, Luci, Bom and Other Girls on the Heap)
. salsa Sali porque sali (Dark Habits)
3. boleros Lo dudo (Law of Desire) and Puro teatro
(Women on the Verge of a Nervous Breakdown)
4. ranchera ballad Soy infeliz (Women on the Verge of a Nervous Breakdown)

By choosing fragments from the zarzuela,"” the sardana and the pasodoble as
folkloric signifiers of the collective musical identity of the Spanish nation, the direc-
tor from La Mancha has clearly recognised the broad potential of folk music texts,
whose cinematic adaptation is worth considering from a musicological perspective.

FOLKLORIC COLOUR OF THE SPANISH PASODOBLE AND ZARZUELA IN
THE FILM PEPI, Lucl, BoM AND OTHER GIRLS ON THE HEAP

In Almodévar’s first feature-length film, elements of musical folklore are mixed
with an experimental and avant-garde aesthetic that incorporates musical references
from traditional, artistic and popular music alike. The fragments of classical music,
on the other hand, were composed under the strong influence of traditional Spanish
and Gypsy chants and military marches. It can, therefore, be said that academic
music is an important Spanish national and cultural asset, thanks to genres such as
the zarzuela, the jota and the stylised pasodoble. In a way, Spanish art music in Pedro
Almoddvar’s first films is also traditional, in contrast to genres such as Andalusian
copla,® which, despite its stylised elements, belongs primarily to the sphere of
popular (folk) music. One should keep in mind Stuart Hall’s perspective that no
form of culture is completely static or (clearly) defined, when even high culture
can eventually become part of popular culture (Hol 2012: 317).2! In a way, this

19 Asatraditional musico-scenic work depicting the folklife and customs of the Spanish population,
zarzuela (especially the costumbrista) can be considered an example of authentic Spanish folklore,
whether or not it contains quotations from folkloric melodies. Moreover, in such a context, even non-
folkloric musical references take on folkloric cultural traits.

20 The coplaisatraditional Spanish song of folkloric origin that is especially widespread in Andalusia.
Interestingly, Pedro Almodévar himself was involved in the filming of coplas such as La bien pagd (a
playback performance in the film What Have I Done to Deserve This?) and Tetuaje.

21  The blurred line between popular and cultivated music could also be explained by the semiotic
approach. In quotations from folk music, for example, Eero Tarasti notes an attempt to anchor iconic
signs in music (Tarasti 2012: 40). National iconicity, Tarasti writes, became a very important category
of signs in music, which, among other things, made it possible to establish connections between folk
and art music (ibid.). This connection is particularly evident in the examples of classical music with
highly stylised folkloric elements that Almodévar carefully selected for his 1980s feature films such as
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confirms the reason for the “Almodovaresque” transfer of musical references from
traditional and classical music into the sphere of popular and mass culture, with the
unconventional treatment of the pasodoble and zarzuela being particularly salient.””

Although the pasodoble was created under the influence of artistic and tradition-
al music, it is generally assumed that, as a product of the Spanish musical tradition, it
belongs more to the realm of popular Spanish folklore.” It is usually associated with
the dance performed at the cruel manifestations of bullfighting, which is still con-
sidered a “traditional cultural asset” of Spain in radical right-wing political circles,
despite numerous petitions and activism. However, this lively and theatrical gypsy
dance was performed as a traditional military march in the 18" and 19" centuries,
confirming how different kinds of knowledge about the structures of disciplinary
and institutional power are woven into its folkloric melody. It can be recognised by
its very energetic, dignified and lively music in duple time, the sound characteristics
of which have been preserved to some extent to this day.

Pedro Almodévar first used the sound of the pasodoble in his short film Salomé
(1978),** while a fragment of the popular pasodoble Espafia cafii appears in the film
Pepi, Luci, Bom and Other Girls on the Heap. It is an instrumental composition com-
posed by Pascual Marquina Narro and performed by an unknown orchestral ensem-
ble. There are various arrangements of this musical work, often enriched with casta-
nets—a representative Spanish folk instrument that had been part of the repertoire
of art music since the end of the 17 century.*® Furthermore, the folkloric material of
this dance was adapted in such a way that the original thematic gesture was subjected
to different rhythmic patterns.

Pepi, Luci, Bom and Other Girls on the Heap and Women on the Verge of a Nervous Breakdown.

22 A conventional treatment of these forms can be found in Francoist cinema.

23 Of course, this does not mean that pasodoble cannot also belong to the repertoire of art music in
a stylised form, like stylised dances from the baroque suite. The pasodoble, for example, is often danced
to music from Bizet’s Habanera from the French opera Carmen, enriched with the sounds of castanets.
This should not be considered an unusual artistic procedure, considering that the opera is set in Seville
and one of the main male roles is assigned to the bullfighter. After all, Carlos Saura made the film
Carmen (1983) based on the novel of the same name by Mérimée, as well as a ballet performance with
the famous Spanish choreographer and flamenco dancer Antonio Gades, in which the choreography of
the pasodoble is clearly recognisable.

24  Thisisa pasodoble that originally appears in the three-part opera El gato montés (The Wild Cat) by
the Spanish composer Manuel Penella Moreno. In the film Salomé, a woman dances the pasodoble in
a grotesque and parodic manner (de la Torre Espinosa 2020: 16), which, in combination with biblical
elements, reinforces the transgressive treatment of religious and traditional signifiers.

25 The Spanish baroque guitarist and composer Santiago de Murcia, for example, composed for
castanets.
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Figure 1. Proposal for two methods of rhythmising the basic thematic gesture from the paso-
doble Espana cani

The above treatment of the pasodoble points to the principle of improvisation with-
in a clearly structured formal conception and a continuous musical logic. Models
of stylisation of a particular segment of Spanish folklore can be discerned in the
aestheticised, functional and colouristic means of expression of the trichord of the
Phrygian scale, with which Almodévar successfully releases the exoticism of the
Spanish sound.” One of the popular variants of the pasodoble Espafia caiii has a
generated textual content, although Almodévar uses an instrumental version in the
film. This choice could be interpreted as fidelity to traditional cultural assets, but not
necessarily to the conventions upheld by the dominant social institutions.

Although there is no direct allusion to Spanish bullfighting in Almodévar’s first
teature film, the sensual musicality of the nationalised pasodoble latently refers to its
manifesto and to the cultural and ethnic identity of Spanish Gypsies. In this context,
Juan Silva Berdus argues that the Spanish dancer and choreographer Encarnacién
Lopez Julvez, better known by her stage name “La Argentinita’, is responsible for
the title—Esparia caii (Berdtis 2008: 97). Berdus explains it further by quoting the
following words of this esteemed artist:

«Maestro..., mi querido y admirado don Pascual, tiene usted que cambiarle el titulo a su
precioso pasodoble. Compréndalo usted. Con ese titulo de El patronista cafii, los america-
nos no me dejan salir al escenario. ;Por qué no lo titula usted Espana cani? Se me antoja
que con tan gitano titulo, el pasodoble se nos ofrece mds espariol..., mds nuestro... y adquiere
un cierto matiz de gitaneria, resultando, incluso, mds torero... porque su pasodoble, mae-
stro, desprende un aroma de toreria como pocos.» [Maestro..,, my dear and admired
Don Pascual, you must change the title of your precious pasodoble. You must under-
stand this. The Americans will not let me go on stage with this El patronista cafii title.
Why don't you call it Espasia Canii? It seems to me that the pasodoble with such a
gypsy title is more Spanish..., more ours... and acquires a certain nuance of gypsyism,
resulting in even more Toreadorian... because this pasodoble, maestro, exudes an aro-
ma of bullfighting like few others.] (2008: 97; author’s translation).

26  The Spanish Phrygian (or Gypsy) scale is often used in flamenco music, various traditional Spanish
songs and even classical music. It is stereotypically seen by Western listeners as exotic and sensual. Even
Marcos Ortiz Casas argues that Western culture ascribes to the Phrygian mode the connotations of
mystery, exoticism and sensuality (2014: 268).
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On the one hand, the traditional sound of the pasodoble essentialises the collective
self and the marginal Otherness of the Roma nation; on the other hand, it evokes
the folkloric “dance of death” as a paradigm of the anthropocentric distribution of
power. What artistic practices emerge from Almodévar’s humorous realisation of
the pasodoble with a highly provocative and controversial filmic imaginary?

We should bear in mind that the traditional sound of this folk dance in this film
has an idiosyncratic imprint, coloured visually by travesty, mockery and ironic paro-
dy. The visual elements of camp®” and kitsch are particularly striking, deepening the
comic didascalia in the form of a photo novel.

N

Figure 2. Still frame from the film Pepi, Luci, Bom and Other Girls on
the Heap © VIDEO MERCURY FILMS, S.A.U.

Rather than glorifying Spanish national identity through the dramatic quality of
the pasodoble, Almoddvar humorously undermines the police officer’s deviant be-
haviour, i.e., his unsuccessful act of vengeance.” Indeed, Espaia caii appears as a
musical response to the policeman’s ridiculous outburst before and after he has been
outwitted by a female subject. While the sound of the pasodoble is introduced in
the non-diegetic background of the audio-visual field, the policeman watches Pepi
from his flat through binoculars as she waters a plastic pot, mistakenly believing it to
be real marijuana. The emphasis on the decorative use of folklore transgresses tradi-
tional musical logic, while the mockery of the repressive police state apparatus bold-
ly violates institutional taboos. Even more, Almodévar’s adaptation of Espafia cafii
retains characteristic folkloric themes that conceptually point to an associative link
between the (defeated) bullfighter and the body of a policeman. Thus, the patholog-
ical phenomenon of the explicit manifestation of violence is revealed through visual
and auditory cinematographic means. While the traditional sound of the pasodoble

27 Nevertheless, Alejandro Yarza points out that, in contrast to the film Labyrinth of Passion, the
camp component is more latent in Almodévar’s first feature film (1999: 41; 44).

28 The elaboration of Pepi’s (Carmen Maura) revenge plan at the beginning of the film, on the other
hand, was set to music with the Tango Tzigane by Jacob Gade, immediately after she was raped.
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at bullfights emotionally and sensually supports (mimics) the acute victimisation of
the animals, in this comedy it reveals, in an ideologically veiled yet obvious enough
way, the systemic forms of violence of a fascist-interpellated Madrilenian policeman,
especially his sadism, sexism and nationalism.”” However, the director reveals an
even more fascinating rebellion against the police institution by choosing a fragment
from zarzuela as a representative genre of Spanish music, i.e. a Spanish musical iden-
tity based on the folkloric characteristics of romantic Spain.

The duet of Mari-Pepa and Felipe ;Por qué de mis ojos... ?, which, according to
Michael Christoforidis and Elizabeth Kertesz, is reminiscent of Bizet’s opera Carmen
(Christoforidis and Kertesz 2019: 215), belongs to the one-act zarzuela La revolto-
sa.¥* The zarzuela (though not the part Almodévar used in the film) contains a guajira
dance in which elements of Andalusian folklore appear as an ingredient of strong aes-
thetic appeal (Barce 1995: 220). In Almodévar’s film version of a clichéd love duet,
folkloric traits are expressed through both musical and visual means, with witty cos-
tumbrist elements of folk tradition. The folkloric Spanish exoticism, adapted to the
spirit of the waltz, is first recognised aurally in the melismatic wave of the Phrygian
tetrachord as an exemplary model of Spanish national folklore, defined by Derek B.
Scott as a “favo[u]rite ‘Spanish’ signifier” (Scott 1998: 319; or Scott 2003: 166).

T
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Figure 3. Duet“;Por qué de mis ojos...?" from the zarzuela La revoltosa, Bars 42-9.

In this way, the Phrygian tetrachord, with its attenuated functional tonality, essen-
tialises the folkloric Otherness of Spanish urban spaces. However, the appearance of
Phrygian harmony in the tragicomic, ridiculous and bizarre film scene has achieved
an unexpected result: the paradoxical simultaneity of affirmation and negation of
traditional folkloric pathos. This is partly due to the generally ambivalent nature of
the film medium, i.e., the discrepant audio-visual structure of the scene based on the
interplay between authentic sounds of Spanish music and the visual decontextuali-
sation of folkloric features of Spanish culture. In other words, Almodévar transgress-
es the authoritarian boundaries of traditional folkloric practices through unusually
conceived visual narratives, while sonically validating them through the aesthetic
beauty of folkloric musical expression.

29  The sadistic behaviour of the policeman towards his wife Luci (Eva Siva) is particularly evident at
the end of the film, when her sadomasochistic pleasure is all the more intriguing.

30 This zarzuela was composed by Ruperto Chapi, while the libretto was written by José Lopez Silva
and Carlos Fernandez Shaw. It is also known as a lyrical sainete, because a zarzuela in one act (defined
as género chico) is often equated with a sainete.
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The musical component of the revenge scene, which operates as a folk based nar-
rative agent, takes on transgressive features, especially when it emphasises female
sexuality, subversive sadistic pleasure and enjoyment of physical aggression, tem-
pered by sardonic humour. Indeed, Almodévar uses Romantic music to depict the
poorly executed vengeance plot with a comedic element of body doubles that takes
place in the deserted streets of Madrid in the late evening hours.

Figure 4. Still frame from the film Pepi, Luci, Bom and Other Girls on the
Heap © VIDEO MERCURY FILMS, S.A.U.

Pepi, one of the film’s main characters, observes with great satisfaction from around
the corner the physical altercation between her friends from a punk rock band and
the twin brother of a drunken policeman. Dressed in traditional Spanish costumes,*'
which resemble the look of chulos/chulapos and majas/manolas from Tomés Bretén’s
zarzuela La verbena de la Paloma, the masked actors gradually approach the body of
the false subject they do not even know. Perhaps the visual allusion to La verbena de
la Paloma led film theorists Isolina Ballestros and Mark Allinson to hastily assume
that the members of the fictional group Bomitoni sing an excerpt from this género
chico (cf. Balestros 2009: 72; Allinson 2001: 197). On the other hand, Antonio Hol-
guin, Alvaro Yebra Garcia and Mario de la Torre Espinosa identified this theme as
part of the zarzuela La del manojo de rosas (Holguin 2006: 208; Yebra Garcia 2007:
683; and de la Torre Espinosa 2020: 201), possibly because the name was taken
from the work of Pablo Sorozébal from the stanza of Chapi’s love duet.*?

31 Accordingto Ernesto R. Acevedo-Muiioz, however, Pepi wears a kind of flamenco outfit consisting
of a long, wide skirt, a polka-dotted blouse and a white silk stole (2007: 11).

32 Felipe: La de los claveles dobles,

la del manojo de rosas,

la de la falda de céfiro,

y el panuelo de crespén;

la que irfa ala verbena

cogidita de mi brazo...
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This audio-visual example, as Alejandro Yarza points out, reflects the iconoclastic
use of figures from traditional Spanish life, which is one of the representative ex-
amples of the ironic reconfiguration of traditional iconography (Yarza 1999: 40).
Moreover, the entire sequence is highly stylised to emphasise the theatricality of the
action (Ibid.: 41). In this way, through the theatrical performativity of music, Pedro
Almodévar succeeded in subverting the Francoist aesthetic by using its most im-
portant instrument: Spanish tradition. According to the Spanish composer Sergio
Camacho Fernandez, the parodic image of an obsolete Spain then comes to the fore
(2017: 496),® or, in other words, the peculiar distortion of traditional Spanish cul-
tural symbols.

The disguised characters sing the lyrics of a love duet from the zarzuela in play-
back, while the voices of a professional male and female singer are heard in their
place. Elements of distortion and ambivalence are inscribed in the narrative density
of the scene itself, further undermining the visual and auditory folkloric features of
this musical fragment. The clarity of the diegesis is also obscured to a certain extent
and placed in a liminal (in-between) narrative.’* As Ménica Tovar Vicente argues,
the diegetic sounds of this duet do not exactly match what is seen in the moving
image, as the scene contains additional voices that likely originate from the envi-
ronment of the filming (2016: 332). The transgressive feature of traditional folk-
lore is reinforced by the narrative musico-dramaturgical devices of false diegesis,
capricious disregard for traditional conventions, gendered inversion of patriarchal
behavioural models and audio-visual discontinuity, with the breathing sounds of the
attackers and the victim interrupting the continuity of the musical flow. By inverting

jEres tul... jporque te quiero,

chula de mi corazén! [La revoltosa: Duet “;Por qué de mis o0jos...?”]

33 'Thisis Camacho’s conclusion from the text La zarzuela no es cosa de Franco: consideraciones sociales
e identitarias en la difusién de la zarzuela en el siglo XX, in which the author tries to defend zarzuela
from prejudices that exclusively link it to the archetype of Spanish nationalist identity being core to
Francoism. Cultural or historical particularism is the opposite of evolutionary theories, which exclude
from critical consideration elements of discontinuity or interruption in the development of a culture.
On this occasion, Sergio Camacho Fernandez mentions cultural particularism in the Spanish socio-
historical context, which had a decisive influence on the fate of the zarzuela (2017: 496-98) Indeed,
the composer notes that the new institutions that emerged after the political redistribution of the
1978 Constitution caused the shift of the tabula rasa to the recent past and the propaganda of Spanish
nationalism, which affected the future of the zarzuela by suddenly labelling it as an old and decadent
genre (Ibid.).

34 In this particular case, audio-visual liminality could be explained by the concept of false diegesis.
According to Spanish film theorist Conrado Xalabarder, false diegesis strategically leads the spectator
to the (wrong) conclusion that the characters in the film are listening to music that they objectively
cannot hear (2013: 39). This is to be distinguished from a fluid meta-diegetic level defined by Claudia
Gorbman (see Gorbman 1987: 22-3), for although the scene manifests a clash of different narrative
musical spaces in the film, it does not resemble an internalised saturated sound that belongs exclusively
to a particular character and the film audience. The use of this pre-existing musical fragment also differs
from Robynn J. Stilwell’s “fantastical gap between diegetic and non-diegetic” (see Stilwell 2007), as the
music (before it was narratively dislocated in Pepi’s flat, leaving the possible sound sources open) was
heard as diegetic all along. Exceptionally, perhaps, the cinematic adaptation of this zarzuela could be
classified as ambi-diegetic music—a term coined by Morris B. Holbrook (2004).
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patriarchal behavioural patterns, Almodévar transfers the power from the male to
the female subject. According to Mora Diez, this is a mechanism of radical change in
the national popular imaginary (2015: para. 11).

It is clear that the provocative and frivolous use of folkloric material, especially
traditional costumes, will not be accepted by conservative thinkers who favour patri-
archal thinking, whereas these spectators are not Almodévar’s target audience. The
Ukrainian folklorist Oksana Mikitenko claims that imitation of folklore, i.e., pseu-
do-folklore, leads to alienation because it degrades the artistic and aesthetic crite-
ria of folklore work (1997: 213). Mikitenko is not alluding here to the class-based
Marxist concept of alienation, but to alienation as the cultural and spiritual distance
between man and his original folklore tradition. Although the love duet ;Por qué
de mis ojos... ? is closer to imaginary folklore than the stylisation or adaptation of a
recognisable traditional song, it should not be considered a trivial imitation of folk
tradition, like Bonezzi’s pop-funk song Gran Ganga, based on a hybrid sound simula-
tion of Eastern exoticism and its Oriental folkloric Otherness. However, the original
stylistic coordinates of the zarzuela fragment are compromised in that the overem-
phasised elements of trivialisation, camp and kitsch inevitably require an alienation
from traditional cultural heritage. This does not mean that Almodévar’s grotesquely
seditious, even vulgar, narrative mechanisms are directed against Spanish tradition,
regardless of the fact that they are based on the visual-aesthetic and ideologically
crude-comic undermining of the late Romantic folklore idiom.

If one were to interpret this creator’s first feature film as symbolic revenge against
the dictator (Mora Diez 2015: para. 11), then the director’s ideological deviation
from the national and folkloric homogenisation of culture and other universalist
norms of evaluation is undeniable. However, as Alberto Jiménez Arévalo points out,
even the ideology of Franco’s totalitarian regime was not (completely) homoge-
neous, as the Spanish dictator pursued national and international policies depend-
ing on the circumstances most favourable to him in order to ensure his survival on
a purely adaptive level (2020: 443). Considering the socio-cultural circumstances
of post-fascist Spain, which was still transiting to democracy in the early 1980s, and
bearing in mind that Almodévar’s film Pepi, Luci, Bom... is a humorous and parodic
reflection of this newly emerging democracy, then Almodévar’s unconventional atti-
tude towards the folkloric heritage is not fundamentally nihilistic, but rather whim-
sical. It is precisely through the humourisation of violence and the carnivalesque
transposition of traditional cultural traits that Pedro Almodévar has perceptibly
strengthened the parameters of gender and social emancipation. This is a form of
emancipation that could not be consistently realised in Franco’s humanist totality.
The director’s resistance to this political regime is also evident in his choice of music
for the opening credits of the second feature film: the Catalan dance sardana.
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UNTRADITIONAL SOUNDS OF SARDANA IN THE SCREWBALL COMEDY
LABYRINTH OF PASSION

Although the film Labyrinth of Passion is designed according to the established con-
ventions of the Madrilenian scene—based on elements of an eccentric postmod-
ern aesthetic and the irony of bad taste—it subtly, almost imperceptibly, expresses
elements of traditional Spanish folklore. Besides the unique costume of one of the
members of the fictional female group Las Ex, which is an ambivalent mixture of
punk aesthetics and folklore (Mora Diez 2015: para. 12), a musical fragment from
Pere Masats i Vilata’s Dolces caricies stands out in particular. It is a composition with
a festive character, composed in 1942 and based, to some extent, on popular folk
dances such as the Italian forlana and the Spanish pasodoble.*

The practise of sardana, often played by the cobla (a traditional musical ensem-
ble of Catalonia), was banned in Spain by the cultural policies enforced by Gen-
eral Franco.* In the early 1980s, however, Almodévar managed to defy the fascist
canons of prohibition and revive the multicultural Spanish tradition through the
postmodern use of the sardana. This marginalised fragment of musical folklore is
not, however, an example of the essentialisation of exotic elements of the folkloric
tradition of the autonomous region of Catalonia or a stereotypical representation of
its Otherness, although its folkloric specificity is inscribed in the ontological level of
the score. Moreover, the Brazilian composer Guilherme Maia notes in this dramatic
orchestral composition scale constructions and oriental imagery that are extremely
characteristic of Spanish music (Maia 2010: 8), even though it cannot be said that
all these features of the musical language describe only (part of ) Spanish or Catalan
musical folklore.
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Figure 5. Initial melodico-rhythmic patterns from the sardana Dolces caricies, Bars 1-14.%7

35 The connection between the pasodoble and this sardana was also noted by Jose Enrique Mora
Diez (2015: para. 12).

36 Itis also claimed that General Franco did not censor the performance of this dance, as the ban
on the performance of the sardana was supposedly only for a relatively short period of time (see, for
example, Ortigosa Martin 2018: 286). However, given the contradictory historical accounts on the
subject, this will not be considered in this article.

37 This fragment of the sardana has been transcribed by the author to match the pitch from the
film Labyrinth of Passion and, therefore, differs from the original manuscript. My special thanks go
to the musicologist Anna Costal i Fornells, who made it possible for me to consult the parts of this
instrumental work.
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While the traditional sardana, as a harmoniously organised dance, is ideologically
and symbolically linked to the idea of Catalan togetherness and collectivity, in the
film Labyrinth of Passion it reinforces the atmosphere of chaotic urbanisation.*® To
convey the unique musicality of this instrumental work, the cineaste used the visual
background of a Madrilenian flea market El Rastro. If sardana is a folk dance of a
homogeneous group, as Antonio Holguin claims, then the flea market would cor-
respond to the spirit of this folkloric, rhythmic and mimetic scene (Holguin 2006:
209).

Folkloric elements of the sardana, deprived of the pastoral landscape of Catalo-
nia, are perceptually blurred by provocative close-ups of the male groin and certain
fashionable details and objects such as conspicuous sunglasses.” It is introduced as
a musical background for the busy streets of Madrid through which Almodévar’s
intriguing protagonists walk: Sexilia (Cecilia Roth) and Riza Niro (Imanol Arias).
Sexilia is a nymphomaniac band singer who has frequent sexual relations with a vari-
ety of men, while Riza, an escaped Iranian prince, turns to homosexual romance due
to unresolved childhood emotional conflicts and constant sexual harassment from
his stepmother. Nevertheless, it seems that the popularised folkloric sound of Dolces
caricies sensually amplifies rather than conceptually reconstructs the transgressive
potential of their personal Otherness. Their subversive bodies manage to find a com-
mon path despite all trivial-humorous obstacles, but not through the sounds of this
sardana, but through Riza’s unexpected playback stage performance of a kitschy and
highly subversive pseudo-folkloric song Gran Ganga.

The instrumental sounds of sardana revive the geographical spaces that territo-
rially pertain to Spain but conceptually retain their own cultural and national char-
acteristics of Catalan culture. One might think, then, that with this very peculiar
combination of Catalan musical folklore and the bold civil liberties of Madrid’s
youth subculture, Almodévar was able to symbolically consolidate the rich cultural
diversity of the Catalonia region and figuratively relocate it to the centre of Spain.
Since the film audience is presented with only a brief fragment of Catalan tradition,
the retroactively exhibited musical past of the sardana loses its original inherent val-
ue of affirming Catalan cultural and national identity. There is, thus, no subliminal
consolidation of a democratic peripheral nationalism that demands the recognition
of Catalans as a nation within Spain, to which they belong. Marsha Kinder, on the
other hand, recognises in this sardana a reminiscence of bullfighting that “under-
scores the Spanish bravado of this sexy location” along with its blatant crusading

38 Asaformofnon-verbal communication, the traditional interplay of music and body movement can
potentially strengthen collective national identities. Since sardana is a well-known Catalan group dance
for a large number of performers, the fascist dictator saw in this circle dance the danger of reinforcing
the ideologies of the Catalan separatists. It should not be forgotten that Franco’s discrimination against
Catalans and stigmatisation of other national identities on Spanish territory went so far as to ban the
use of the Catalan language both for official purposes and in public.

39 These sunglasses were not inserted into the initial narrative sequence by chance, for they signify
Sexilia’s particular kind of visual impairment: the fear of exposing oneself to the sun with the naked eye.
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rites (2013: 287). This association, unusual at first glance, is not entirely unexpected,
as bullfights in certain Spanish regions occasionally featured a once-banned patriotic
sardana—La santa espina—* performed to the applause of aficionados.* However,
these cruel and extremely violent practices do not appear in this “Almodovaresque”
screwball comedy and have been banned in Catalonia since 2011. If we consider the
sardana Dolces caricies as a cinematic camp adaptation, it serves, above all, to sensu-
ally depict the richness of the regional diversity of Spanish folklore and to reinforce
the transgressive aesthetics of the Madrilenian scene.

The discrepancy between the music and the visual environment resonates in the
archaeological camp* that the director used to conceptualise the memory of the
established canon of prohibition. In this ambivalent kind of camp, the patterns of
clashing power relations oscillate between the musical Catalan cultural heritage (the
sardana) and the transgressive aspects of humour that preserves the unique sensibil-
ity of Almoddvar’s early film poetics, characterised by trivialisation, ironic value and
exaggerated visual narratives. This highly unusual combination of kitsch, archaeo-
logical camp and folkloric tradition is no exception in his films, where an almost
paradoxical dichotomy between traditional cultural values and the irony of bad taste
can be explicitly observed. Even more, the cultural identity markers of Catalonia are
visually deprived of the creative corporal expression that was originally inscribed in
the core of this folkloric dance. The absence of a visual dramaturgy or a dance func-
tionality of music is rather replaced by a subversive musicalisation, strongly imbued
with a trivial erotic charge.

* ok %

In addition to a variety of classical musical material and popular songs, the com-
posite score of Almoddvar’s feature films Pepi, Luci, Bom and Other Girls on the Heap
and Labyrinth of Passion consists of representative national tunes used in a highly
arbitrary manner. The director’s penchant for camp artificiality, simplification and
derisive exaggeration has, thus, captured musical references from classical, tradition-
al and popular music. These authentic Spanish sounds, combined with an explicit vi-
sual environment, operate as a subversive folkloric signifier and take on a whole new
associative meaning through cinematic listening. As a matter of fact, the excessive
elements of subversion, kitsch, camp and trivial aesthetics do not correspond to the
poetico-aesthetic and stylistic principles of high or folk art. Without delving into the

40 Sardana La santa espina is part of the zarzuela with the same title. Angel Guimerd wrote the
libretto, while Enric Morera i Viura composed the music.

41 This musical reference is usually played before the departure of the last bull (cf. Garcia 2010: para.
2; and Martinez 2019: para. 12).

42 The term archaeological camp comes from Joseba Gabilondo, which the Spanish historian uses
to describe, among other things, the fetishistic memory of Francoism in Marxist and Freudian terms
(2005: 295). This unusual form of camp, thus, represents a sentimental memory of Francoism, albeit
not the memory that secretly desires or affirms it, but an audio-visual postmodern and camp realisation
of memory through the remnants of the archived past.
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intellectual depth of folkloric material, Pedro Almodévar adapted popular folk mu-
sic to a heterogeneous audience that recognises the affective and sensory potential
of traditional, sometimes even ethnic, musical patterns. This was made possible by
the eclectic postmodern aesthetics during the democratic transition in Spain, a pe-
riod strongly influenced by a pluralistic subcultural environment. In conclusion, the
“Almodovaresque” bold break with cinematic taboos made his experimental poetics
so provocatively unique: ambiguously situated between tradition and subversion.
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PAacTxo BysAHYEBUR

I/IBMET)‘Y TPAAUITUJE 1 CYBBEP3U]JE. TPETMAH ®OAKAOPU3OBAHUX MY3UYKHX
PE®EPEHI[H Y PAHUM AYTOMETPAYXKHUM OUAMOBUMA [TEAPA AAMOAOBAPA

(PE3UME)

Tepop AMKTaTOpcKe IIOAMTHKe U KyATypHe XereMoHuje Opannumcka Opanka y
BEAMKOj MjepH Cy YTHULIAAU Ha Pa3Boj IIIaHCKe KuHeMaTorpaduje. Melytum, Beanxa
IIPEKPETHHUIIA Y UCTOPHUjH HINAHCKOT PHAMA AOTOAMAA C€ CPEAMHOM CEAAMAECETHX
ropuHa 20. BHjeka, Kapa ce KOHTPOBEP3HU PeAuTes U crieHapucTa u3 Aa Mamye
IPHAPYKHO MAAPUACKO] CYTIKYATYpHO] crienn. Caysxehu ce MeTopoM mperjepuBama
U Kpajibe HeKOHBEHIMOHAAHHM XymopoM, Ileapo AamopoBap je y dmamoBmMa
Ieiiu, Aycu, Bom u gpyie gjesojke ca iomure U Aasupuniii citipactiy HEOUYEKHBAHO
IIOCETHYO 3a MY3MYKMM MaTepHjaAoM (POAKAOPHe IpoBeHHjeHIUje. Pujeu je,
AaKAe, O OHMM (HUAMOBHMA KOjH HAa jEAMHCTBEH HAYMH OAPAXKaBajy CTBApHOCT
nocrammucruiake Imanuje. Kpmehu 6pojae Tabye 1 eTabarpane MopasHe KOAEKCE,
AAMOAOBap je aHaXpOHe My3HUKe PpparMeHTe M3 3ap3yeAe, IMacapobaa U capaaHe
00AMKOBAO YIIEYaTAHUBHM, Y€CTO BYATAPHHM eAeMEHTHMA TPHBHjAAM3AIiMje, KeMIIa
u kuda. MelyTuM, BusyeannM oHeobHn4aBameM POAKAOPHOT My3HIKOT MaTepHjaAd
AAMOAOBAp HHje TIOKYIIAO0 AETPAAHpaTH  yMjeTHHYKe KBAAUTeTe IIITAHCKe
poakaopHe pusHuIle, Beh je Ha AyXOBHT, TParMKOMUYAH U Kpajibe OU3apaH HAUMH
TPajHO PaCKUHYO C KOH3epBaTHBHUM KMHeMaTorpadpckuM npakcama. Maeosomxum
IoMjepameM TaAANIBUX I'PaHMIA XYyMAHUTETAa IIPEIO3HAaTAUBE (POAKAOPU3OBAHE
My3HuKe TeMe IpecTajy 00aBmdaTH QYHKIHY Ppelpe3eHTATHBHOI O3HAYHTENHA
HaTpujapxara. YMjecTo Tora, TPaAULIHOHAAHNM O0Moe)KjHMA IIITAHCKOT GOAKAOPHOT
MEAOCa TIOABAQYU C€ BH3YEeAHHM UAEHTUTET APYIITBEHO MaprHHAAM30BaHMX IPYIIa,
Ka0 U IHHXOBE HECBAKUAAIIEE AKTHBHOCTH M PASAHYUTH OOAHMIIM HEHOPMATHBHOT
MOHAIIamba.
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ABSTRACT

The paper discusses the approaches of different media to Holocaust (re)pre-
sentation, with special reference to art music in the 20th century. Following the
classification proposed by Michael Rothberg on two possible perspectives for
representing the Holocaust: realistic and anti-realist (2000), we analyse two
compositions: Arnold Schoenberg’s A Survivor From Warsaw (1947) and Steve
Reich’s Different Trains (1988). The aim of the paper is to point out how artistic
music reflects and participates in the dominant historical and contemporary dis-
courses of Holocaust representation, especially the discourses of “heroism” and
“non-representability”.

KeywoRrps: Holocaust, Arnold Schoenberg, Steve Reich, art music, politics of memory.
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ATICTPAKT

Y paay ce pasMaTpajy IpUCTYIIH Pa3AMYUTHX MEAHja IIPEACTaBA>AY XOAOKAYCTa,
C MOCeOHUM OCBPTOM Ha yMETHHYKY My3uKy y 20. Beky. [Iparehu moaeay xojy
Majxa Por6epr (Michael Rothberg) npeasasxe Ha ABa raepumTa Ha MoryhaocTu
npeAcTaBbamba  XOAOKAyCTa: PEaAMCTHYKO M aHTHpeaauctHuko (2000),
anaausupamo peaa A Survivor From Warsaw (1947) Apuoaaa Illen6epra u Dif-
ferent Trains (1988) Crusa Pajma. ITis papa je Aa ykadke Ha TO KaKO yMeTHUYKA
My3HKa pe(AeKTYje U IAPTULUIIHPA Y AOMUHAHTHUM UCTOPHUjCKHM U CaBpeMeHHM
AHCKYpCHMa IIPeACTAaBAAMma M pasyMeBama XOAOKAyCTa, IIOCEOHO AMCKypca
»XepojcTBa’ U , HEM3PELUBOCTH .

KayyaHE PEYM: XoaokaycT, ApHoap Illen6epr, Crus Pajur, yMeTHHYKa My3HKa, TOAHTHKE
cehama.

YBOA: XOAOKAYCT U MEAUJU

DBpojuu TekcTOBM KOji TOBOpe 0 HcTopHjH, cehamy nan mpeacTaBsamy XoAoKaycTa
0p 194S. roanHe A0 AQHAC OTBapajy BeAUKA M KOMIIAEKCHA IINTamkba 0 MoryhHocTHMa,
AYTEHTHYHOCTH M eTHYHOCTH IIPEACTaBAama TAKBOI Aorabaja, xao m mpobaeme
C KOjIMa Ce CyodaBaMoO y pa3Bojy KyaType cehama. Aa AM je OIIPaBAAHO TOBOPHUTH
Ha MCTH HauuH O $poTorpaduju rera MAM AOropa, CBEAOYAHCTBHMA ITPEXKHUBEAUX
HAM MY3HIJM CTBAPAHOj U M3BONEHOj Y AOTOPUMA U y TOAMHAMA KOje Cy YCACAHAE,
KA0 PpABHOIPABHHUM AOKyMeHTHMa XOAOKaycTa? Aa AM TOCTOjU ,HCIIpaBaH’
HAYMH U IIPaBU MEeAMj 3a TIpeACTaBsambe XOAOKAYCTa, M Ha KPajy, 3aIITo je yOoIluTe
HpeACTaBbatbe XOAOKAYCTa TOAUKO BAXKHO H CYKOOAEHO MUTatbe?

Bepea Aanr (Berel Lang) ciomume XoaokaycT y Besu ¢ mojmMom xanpa. Hery
peu xopuctu u Ben Apnoas (Ben Arnold) xapa roBopu 0 yMeTHMYKOj My3HIH
KOja HacTaje y AelleHnjaMa HakoH Xoaokaycra (1991). Hako ce naeja nosesusama
KOHIIENITa JKaHpa Kao BpcTe MAM cThAa oppehenor (ymernmukor) crBapama c
X0AOKayCTOM MOXKe YMHHUTH IPOOAEMATUYHOM, OBa MapaAeAa HCTUdYe mpobaeMe
c kojuma ce cyouasamo c (pe)mpesentanujama Illoe. Po6epr Mracron (Robert
Eaglston) anaansupajyhu nucana csepodancrsa o Xoaokaycry npumehyje Aa Bux
YHUTaMO Ha MCTH HayMH HA KOjH YMTAMO KIbIDKeBHA AeAa. Mako mpeasaxke yuTame
yKIBIDKEBHOCTH XOAOKAyCTa  KAo IIOTIYHO HOBH JKAHP, HETOB Pap HaM yKasyje Ha
PasAMYKTe HAYHHE Ha KOje TyMaulMO IIPOLIAOCT M IPOOAEMATHYHY IIPHPOAY MEAHja
KpO3 KOje CaoIuITaBaMo cBoja nckycrsa. Kako ncrude, mpobaeM ca xkaHpoBHMa jecTe
y TOMe IITO >KaHP He IPEeACTaBba CAMO HAuHMH IHCama, Beh Takohe u HaunH unTama
(Eaglston 2004: 6).

Des 063upa Ha TO AQ AML TOBOPHMO O MEMOAPY, ICTOPUjCKOM 3AIIUCY, CTPHUITY HAH
My3HYKOM KOMapy, XOAOKAyCT HAC CyodyaBa Ca 3aAATKOM OIMCHBAaa CBeTa y KojeM,
Kako AAOPHO Kaxke, ,[TAAIIUTU Ce CMPTH, 3HAYM IAAIIMTH Ce Heder AAAeKO roper
oa emptr” (uurupano y Listoe 2006: 52), ceta xoju je Aasua Pyce (David Rous-
set) c mpaBoM HasBao yHuBep3ymoM 3a cebe (lunivers concentrationnaire) (Rousset
1951). Tlpo6aemaTiyHa IPUPOAQ IPEACTABAAIHA TEHOLMAR HaA jeBPEjCKM HAPOAOM
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IIPBEHCTBEHO Ce CIIOMUE>E 1 HarAallaBa KaAa FOBOPHMO O ITOITyAAPHUM OCTBapemhIMa
kao mro je Iungaeposa auciia Crusena Crmmabepra (Steven Spielberg).
ITomyAaapHa KyATypa HeCyMEbHBO IPHOAIDKABA IIMPO]j ITOAULM BaXKHE HCTOPHjCKe
JHIbeHHIle, AAH TaKOhe OaHaAm3Yje 1 yMarsyje TexXuHy 3aounHa. OBakBa OCTBapema
IIPU3NBAjy KPUTHKE HATYPAAUTAIIHje 1 KOMOADHKAIIHje CTPAAAmba U Pa3BOAABaA
TexxuHe Aorabhaja Kpo3 OKBUp YHUBEpP3aAHOT U KocMomnoautckor cehama (Rosenfield
1995). TomyaapHa KyATypa je jeAaH 0A MHOTHX BUAOBA IPEACTaBbaHba XOAOKAYCTR,
aAH, Kao mTo heMo BUAETH, HCTOPHja, CBEAOYAHCTBA F MEMOPHjaAHe IIPaKce HOCe Y
Ce0H COIICTBeHEe CAMYHE IIPOOAEMATHKE U ITHTAbA.

Paya Xua6epr (Raul Hilberg), ayTop nipBe BeArKe CTyAUje HALIMCTUYKUX 3A04HHA,
CMaTpa Aa UCTOPHjy He MOKEMO CXBAaTaTH KaO HEIPHCTPACHO IpeHomeme (akaTa
us3 npomaocrti. Vicropudap je Taj koju 6upa koje he napopmanuje craBuTH HCIIpes
APYTHX, Ka0 M KOHTEKCT y koju he Te nupopmanuje mocTaBuri. Xuabepr ucTmde
OBy HEMHHOBHOCT IIHCAba HCTOPHje Ha COIICTBEHOM papy, objammasajyhu dpopmy
cBor peaa. OH HABOAH AQ je CPEANIITIHH OACEK CBOje KIbUTe IIOCBETHO BHAY U HAUHHY
TPaHCIOPTAIHje KPTaBa y AOTOpe, U3 Yera MOXXeMO HMIITYHTATH Ad Y CBOjOj aHAAM3H
HAIIUCTUYKAX 3AOYMHA IIPBEHCTBO Adje CHCTEMATHYHOCTH M OHPOKPATHIHOCTU
maaHa o HCTpebnersy JeBpeja. Mcropuja MOXAQ jecTe HAjAOMHHAHTHHUJU , KaHp
XoAoKaycTa, OHaj KOjeM HajAAKIIIe IOBEPABAMO IIPEACTaBbAlbe OBAKBOT Aorahaja, aan
TO He 3HAYH AQ je HCTOPHUja U3y3eTa 0A IPOOAEMATHKE KOja IIPATH APYyTe AUCKYPCe.
Kako kaxce Xuabepr: ,Peun koje cy Tako HalucaHe 3ay3HMajy MeCTO IPOLIAOCTH;
OBe peun, mpe Hero cama npomaoct he 6ury sanamhene” (Hilberg 1996: 83).

Anppea Pajrep (Andrea Reiter) kpurukyje mpuMar Koju je CTaBoeH Ha
uHpOpMALHje AOOHjeHe U3 MeMOapa M APYTUX IIHCAHHX CBEAOYAHCTABa, KOjH Ce Y3
HCTOpHOTpadHjy CMATpPajy Haj3sHAYajHUM AOKyMeHTHMMa XoaokaycTa. CaM jesmk
[OjaBAYyje ce Kao Ipelpeka y ommcuBamy Tor cBerTa. CraOMAHA 3HAUea pedn Ha
KOjHMa ITOYMBA APYIITBO II0Ka3yjy ce Kao HEeAOBOMNHA, HEIIPUKAAAHA 32 OIHCHBAbe
y’Kaca KOHIJEHTPALIOHUX AOropa. Peunm A00ujajy HOBa 3Haduera, IIO3HATA CAMO
Hexoaunuuy. Kako xaxe Pajrep: ,¥Y Behunm cBepouaHCTaBa KOHBEHIJOHAAHO
xopumheme je3nka NMpPeTH A2 3aMyTH HeoOwdHy Hpupopy osux porabaja” (Re-
iter 2005: 227). Jom jepan op mpobaeMa ¢ KOJUM Ce Cyo4aBaMoO y CBEAOYEHUMA O
XOAOKayCTy HCTAKAO je jeAaH O pexuBeanx aoropama, IIpumo Aesu (Primo Levi):

Mu, mpexxuBeAH, He CaMO A2 CMO y Hes3HaTHOM 6pojy, Beh Takohe aHOoMaAwmjcka
MambHHa: MH CMO TH KOjU Cy YCIIEAU CBOjUM IIpe€BapaMa, MAU CIIOCOOHOCTHMA, AU
cpehom pa He poTaxHeMO AHO. OHU KOjH jecy, OHU KOju Cy BHAeAr ToproHy, Hucy ce
BPATUAH AA TIPUYAjy O TOME, HAU CY Ce BPATHAU HEMH, AU OHH CY TH KOjH Cy YPOHeHH,
IOTIIyHU CBEAOLH, Ynje OM CBEAOYAHCTBO UMAAO 3HaYaja. OHHU Cy [IPABUAO,  MH CMO
usyserak (Levi 1986).

AOMMHAHTHM MeAHj 3a MpeACTaBrame XOAOKAyCTa INOCAGABUX A€lieHHuja je
Busyeann. Mako je pookymeHnTapHa $poTorpaduja nMasa 3HAIAjHY YAOT'Y y AOBODemsy
IpeA MPABAY 3AOYHMHALIA MAU IOIMCHBAIE JKPTaBa U PEKOHCTPYKLHjy Aorabaja,
CAMKa Ce TIOKa3aAa Kao Beoma BapyHBH cBepoK. Kako HaBoau Bap6u 3eansep (Barbie
Zelizer): ,Busyasusanuje Xoaokaycra 6uae Cy pejuKaupaHe, IOHOBO MpHCBajaHe 1
IpeobOAHKOBAHE A2 OATOBAPAjy KOAOBIMA U KOHBEHI[IjaMa AATOT MOAEAA BH3YEAHOT
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npeacraBsama’ (2001: 3). Takobe, AoOKyMeHaTapHU PUAM, KOjU je TEXUO TOMe Al
OTKAOHHM IIpo6OAeMe KOMyHHKaIHje XOAOKAyCTa ITyTeM KOHBEHIIHOHAAHOT je3HKa, He
Moxke mobehu op mpupoae BoajepusMa Koja je KapaKTepUCTHYHA 32 GHAMCKE MEAY].
Pexucepka Opau Japun (Orly Yadin) amaausupajyhu snauaj anumupanor dpuama
y IpeACTaBmaiy XOAOKAyCTa HABOAU KAaKO CY ,CBe PopMe AOKYMEeHTapIla caMo
IpeACTaBe PEAAHOCTH, U AA Y TOM CMHUCAY, aHUMHUPaHH QUAM HHje HUIITA APyTaduju
oA Apyrux guamckux cruaosa’ (gutupano y Copley 2010). 3amapHo ApymTBO jecre
IPBEHCTBEHO BU3YEAHO APYINTBO, aAM, Kako Hac moaceha 3eaumsep, ,ca ‘Bubemem)
Y3eTHM 32 OCHOBY 3Hama y 3allAAHOj MUCAM, BHAETH je Y MHOTO CAydajeBa IIOCTAAA
meTadopa 3a nepcrekTusy kao raksy” (Zelizer 2001: 1).

Iupau Tuabepr (Shirli Gilbert) je Behu aeo cBoje kapujepe mocsermaa
Aokasyjyhu aa XoaoxaycT He MOpaMO caMo ,raepaTH’, Beh mmyHo Tora MoxkeMo casHaTH
aKo cAymamo. Y CBOjoj ONIIMPHO] CTYAMjH ObjalimaBa HaM HA KoOje je CBe HAauMHe
My3HKa OMAQ IPHCYTHA Y KOHIIEHTPALIMOHIM AOTOPUMA U IITA HAM CBe Moxke pehu
0 XKHBOTY XXpTaBa Hanusma. HaBoau Aa je cBaku Behw reTo MMao aKTHBHE OpKeCTpe,
XOpOBe U ApyTe aHCaMOA€ KOjH Cy GYHKI[IOHICAAM AY)XKH HU3 ToAUHA. [TeBambe je 6uo
HajpacIpOCTpabeHUjU BUA MY3HIKe ACAATHOCTH, jep je OMAO AOCTYIIHO CBUMA, HUje
3aXTeBAAO MHCTPYMEHTE, MOTAO Ce M3BOAUTH Ha OMAO KOjOj AOKAIMjU ¥ 6UAO ra je
aaxo cakpuru (Gilbert 2005: 119). ITecma je 3a 3saTBopeHuKe 6HAQ jeAQH O HAIMHA
Ad HICKQXY CBOje eMOIjyje ¥ IIOKYIIajy Ad Ce Cyode ca CBOjOM CTPAIIHOM CYAOHMHOM.
Jeaan op mosHatux npumepa je necma Dahaulied (Aaxay), Hacrara 1938. ropuse y
KOHIIeHTpaLoHoM Aoropy Aaxay y Hemauxkoj.”

I'mabGepT objammbaBa Kako je jeAaH Op LMAeBa IPEXHUBEANX JeBpeja HAKOH
ocaoboherma Aoropa 6mo cakymmarme oBakBux necama. Josedp QPurenbaym (Josef

2 Aeno je aBojurie mpujaresa nopexaoM us Beua. Jypa Cojdep (Jura Soyfer) mucao je Texcrose
3a Kabape mpeacTaBe Tpe Apyror cpeTckor para, Aok je Xep6epr 3umep (Herbert Zipper) 6uo
KOMITO3UTOP U AMPUTEHT C IEAPUTPEOM, KAKO MOPOANYHUM, TAKO U My3HYKUAM. YIHO je kop Mopuca
Paseaa u Puxapaa IllTpayca. IToa BeAOM TajHOCTH Cy ABOjHIIA ITPUjaTesa OCMHCAMAQA TEKCT ITeCMe Kao
HPOHHMYAH OArOBOP HA HALMCTHYKU cAoraH ,Pap ocaobaha’, a 3urep je y raaBu ocMHCAHO ¥ My3HKY 32
necmy. Op MaAe rpyIie npujaresa KOju Cy HAYYHAH [IECMY OHA Ce IIPEHOCHAQA M yCKOPO je O¥Aa Io3Hara
IIMPOM AOTOpa:

,»DOASHKABA JKMITA, ITyHA CMPTH

PasBydeHa je OKO Halller cBeTa

M3Hap — HeO0 6e3 MUAOCTH

IIase MPa3 U OTIeKOTHHE.,

Aaaexo cy op Hac CBe PapAOCTH,

AAAEKO Hallla AOMOBHHA, AAACKO HaIlle JKeHe,

Kapa MapIIMpPaMo Ha OCA0 Y THIIMHH,

HAaC XMAaAe Y LUK 30pe.

AAu, HAyYMAM CMO IITa je penreme Aaxaya

U TIIOCTAAM TBPAY KAO YEAHUK:

Byau uosex, Apysxe,

ocraHu SYACKO Ouhe, Apyxe,

Ppaau A06po 1ocao, ajae, APyKe,

jep paa, paa ocaobaha!” [mpesoa ayTopxke].
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Feigenbaum), jepan 0a caxymmada, caepehum je pednma 6paHmo 3Ha4aj OBaKBHX
AoxymeHaTta XoaokaycTa: ,CBH AOKYMEHTH KOjH Cy CAaKyILbeHH IIOKa3yjy caMo
¢parmeHT Hamre Tparepuje. ITokasyjy camo Kako Cy ce ybuile moHalraAe mpema Hama,
KAKO Cy HAC TPETHPAAH U IITA Cy HAM PAAMAM. Ad AH Cy Ce HAIIlM SKUBOTH Y TOj HOhHO]
Mopu cacTojaau camo op THX pparmenara?” (Gilbert 2008: 118). @urenbaym rosopu
0 HeMOryhHOCTH jeAHe BpCTe H3BOPA, jeAHOT MeAHja, AA OCBETAHU U OITHIIe XOAOKAYCT
Y 1eroBOj IIeAMHH.

Kapa roBopuMo o mpobseMuMa C KOjUMa Ce CyO4aBaMO y IPEACTABoAEbIMA
XoaoKaycTa KpO3 PasAMYMTE MeAHUje, HHUX je MOXAA HAjCAMKOBUTHje OIMCAo ApT
IImureaman (Art Spiegelman) xpos ayronoprper cBor jyHaka us crpuma, Mayca.
Maxo je kpurukoBaH 360r kopumhema xymopa 1 $opMe CTPUIIA 32 PEACTABAABE
XonoxkaycTa, IlInureAMaHoBO OCTBapere HaM IPEACTaBA»a XOAOKAYCT YIIPAaBO KAo
paAMKasHM mpobaeM pasyMeBara. AyTomopTper Mayca, cAMKa Koja ce IPBH IyT
nojasuaa y vacorucy Tikkun 1992. ropnse ys ayTOpoB TEKCT IIOA HA3HBOM ,Say-
ing Goodbye to Maus”, nmpukasyje HarjpraHor Mayca, koju 06eMa pyKama APXH
PeAAUCTHYHO HAIPTAHOT IPABOT MHINA, AOK M3a Hera BUAUMO IIOCTep Ha KojeM
CToju TMO3HaTO AMIle ¢ AmsHujeBor Aoroa — Muxu Mayc. Kako HaBoam Majka
Pot6epr: ,0Ba canxa je aseropuja 3a KOHTPAAUKTOPHY IO3HIH)Y IOCTXOAOKAYCT
YMETHHKA — OHOT KOjU IIPOU3BOAU €KCIIEPUMEHTAAHO AEAO O TEHOLHAY, 32 HACMEjaHO
ABOAUMEH3MOHAAHO AMIle HHAYCTpHje 3a0aBe, aAl Ce CBYTAE CyOYaBa C KPXOTHHAMA
peaanor” (Rothberg 2000: 2). Auaema c kojom ce Illnuraeman cyo4asa Huje MHOTO
ApyTaddja oA OHe C KOjOM Ce Cyod4aBajy MCTOPHYApU HMAM IPEXHBEAH, jep, KaKo
uctude PoTbepr, ,y cyodaBamy ca TaKBOM HMCTOPHjOM, CBHMA HaM je 3ajeAHMYKA
norpeba pa Hal)eMO apeKBaTaH HAYKH IIPUITOBEAARHA U PA3yMEBaba TOT U3BAHPEAHOT
Toka porahaja” (Ibid.: 7).

Por6epr mpeaaarke IIOAEAY HA ABA TAEAMIITA Y Be3k ¢ Moryhuouthy mpeacTaBaarba
XoaoKaycTa: peaAuCTUYKO U AaHTHPEeaANCTHIKO. PeaAncTuyka mosuiimja noapasymena
10 Aa je XoaokaycT Moryhe crmosHaTu M 06jacHMTH MeAHjHUMA KOjH Cy HaM Ha
pacroAaramy, AOK aHTUPEAAMCTUYKA IPETHOCTaBsda AA je XOAOKAYCT jeAUHCTBEH
Aorab)aj Koju HaIIM je3ULH HUCY CIIOCOGHU Aa omuy. AHaAu3Kpajyhu sHavema Koja
MoxkeMo umrantary us Illen6eprosor (Arnold Schoenberg) mysmuxor aeaa A Sur-
vivor From Warsaw (1947), ucrahu hemo npo6aeme ¢ maarpopmom xojy Por6epr
HasMBa ,PEaAUCTHIKOM , a Koja ce jacHo oumTaBa y Illenbeprosom aeay. Hapane,
npencnutyjyhu auxrym Teopopa Apopua (Theodor Adorno) o ,Bapsapusmy
noe3uje HaKOH AyIIBHUIJA", KAO K APYTe CAUYHE HAeje O ,HeU3PeIIMBOCTH XOAOKAyCTa,
aHaAnsupaheMo HaYKMHE Ha KOje MOXEMO ,aHTUPEAAUCTUYKY IMO3HIIUjy UIIYUTATH
u3 peaa Crusa Pajma (Steve Reich) Different Trains (1988), Te 3amTo 062 ocTBapema
MOXeMO 9UTaTU Kao BpCcTe MUCTHPHKaIHja XOAOKAYCTa.

XOAOKAYCT U IIOAUTUKE CERAIbA: A SURVIVOR FROM WARSAW

Beanxu 6poj AeAa yMeTHHUKe My3HKe HACTaje KAo peakijja Ha XOAOKAyCT.
KomnosuTopu cy Hajuemhe OMAM MAM M CaMH SKpTBe HAIMCTHYKUX 3AOUMHA, HAH
MOpOAUIIe U TIpHjaTesH MOTMHYANX M HecTaAuX. ben ApHoaa, Koju je ayTop jepHOT
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OA TIPBHX IIONKCA® YMETHHYKE My3HKe HACTaA€ Y TOAMHAMA HAKOH XOAOKAyCTa,
HAllOMMEe A CYy AeTasbHA UCTPaXKMBama My3uKe XOAOKAyCTa HYXKHA, ITOTOTOBO
aKO JKEAMMO A IOKYIIAMO OAOBOPMTH HA NHUTaHe KAaKO epeKTHBHO My3HKa MOXKe
obpabhusaru Temy oBe Beanunte (Arnold 1991: 343). Eberos cTas Huje HuImITa Matbe
OIIPaBAAH ABaAeCeT FOAMHA KacHHje.

Komnosunuja Aprospa Illenbepra HammcaHa je caMO ABe TOAMHE HAKOH
ocaobahama aoropa, 1947, u jeaHa je oA IPBHX KOMIIO3MI[Hja OBOT , KaHpa.! A
Survivor From Warsaw mucas je 3a npumoBepada, Xop u opkecrap. Ilpemujepso je
usBepeHa 1948. ropuse o crpane Kypra @pepepuka (Kurt Frederick) n amarepcxor
Albuquerque Civic Orchestra. Illen6eproBy mecTOMUHYTHY KOMIIO3HIHjy HAPydHAQ
je Koussevitzky Music Foundation, nako je ”HHIJMjaAHA MHCIIMPALIHja 32 AEAO IIOTEKA
oa Kopun Youem (Corinne Chochem) 1947. roaune.’ Illen6eprosa kommosonuja
AAQAEKO je BHIlle TTXKIbe AHAAMTHYAPA M KPUTHUYAPA MIPUBAAYMAA 300T HCTOPHjCKOT
U TIOAMYKOT KOHTEKCTA AEAA — HAPATHBHE AMMEH3Hje KOMIIO3HIjHje — Hero 360r
MysHuKe crienuduaHOCTH 1 cTpyKType (Strasser 1995: 58). Tekcr xoju Lllen6epros
HapaTop H3roBapa IIpeyseT je M3 BuuIe u3Bopa, Mely Kojuma je u cBepOdaHCTBO
JOBeKa KOjH je uaberao us Bapurackor reta:

He Mory pa ce cerum cBera, Mopa Aa HucaM 6uo 1pu cBectu Behuny Bpemena; ceham
Ce CaMO TPAaHAMO3HOT MOMEHTA KaAa Cy CBM IOYEAU AA TNIeBajy CTapy MOAHUTBY. AaH
je moueo yobudajeHo. 3ByK TpyOe ce 4yo AOK je jomr 6HO Mpak — OKYIHAH Cy Hac
u OpyTasaHo Hac TpeTHpaAu. /oyau cy runyan. HapepsHHK je BHKao Aa ce MPTBH
MOpajy IpebpojaTn, Kako 0¥ 3HA0 KOAMKO HHX Tpeba Aa HCIIOPYYH Y racHe KOMOpe.
IIpebpojaBame je mOYeAO MOAAKO, Ia je cTaro. OHAQ je IIOYEAO TIOHOBO: jeAdH, ABA,
TpH, T1a CBe OpsKe 1 GpsKe, TAKO AA je ¥ jeAHOM MOMEHTY 3ByJaA0 KO CTAMITEAO AMBASUX
KO3, ¥ — OAJEAHOM — IouHHsy A2 reBajy [lIma Mcpaea (untupano y Reich 1971:222).

Kommosunuja y ¢opmMu KaHTaTe CappKM ABa OAeAKA: IIPBH, y KOjeM HAapaTop
usHOCH porahaje Koju Boae Ao meBamba ,I1Ima Mcpaea”, u ApyrH, KojH je y HOTITyHOCTH
nocsehen ussohemwy ose moautse. Majka Crpacep (Michael Strasser) y cBojoj
AHAAM3HU MCTHYE OIITAP KOHTPACT H3Mel)y IPBOT HAPATHBHOT A€Aa KOjU CKOPO YOIIIITe
He CaAPXKU MEAOAHjCKE eAeMEHTe U APYTOT AeAa Y KOjeM je IPUCYTHA KOHTHHYHpaHa
Menoamjcka AuHHja (1995: 62). Yak U y CTPYKTypaAHOM My3HUKOM CMHCAY, TAE
ITen6epr KOPHUCTH CBOj IMO3HATH ABAHAECTOTOHAAHU CepHjaAM3aM, MOCTaBsajyhu
Meaoanjy moanTse ,I1TMa FicpaeA” ka0 OCHOBY YHTABOT AeAQ, IPHAAje TOcebaH 3HaYaj

3 KoMmaeTHy AMCTy yMeTHITYKe My3HKe 0 XOAOKAyCTy Kojy je Ben ApHoaa cacTaBuo a0 1991. ropuse
BupeTH y: Arnold 1991.

4 ApHOAA HCTHYE AQ yMETHIYKA My3HKa O XOAOKYCTY IOUHIbEe PEAOBHO AA C€ KOMIIOHYje ¥ U3BOAM
Tex op 1959. roanme (Arnold 1991: 336). Vcre ropune xapa je usBepeno Ilen6eproBo AeA0 U3BeAeHe
Cy camo jom ABe Kommosunuje: Yizkor (In Memoriam) Epena ITaproma (Odén Pértos) u Suite in
Memoriam Vnaxa Eaeaa (Yitzhak Edel) (Ibid.).

S Oa capapmwe Ha Behem npojexy Kopun Youem Illenbepr je oaycrao 36or memoryhuoctu Yeuem
Aa raaTy XoHopap koju je Illen6epr Tpaskno 3a KOMIIOHOBAKbE AeAd, ONpaBAaBajyhu To GpuHaHCHjcKIM
temxohama (Strasser 1995: 52).



189

VERAMEVORAH
TWO FACES OF MYSTIFICATION: THE REPRESENTATION OF THE HOLOCAUST IN ARNOLD
SCHOENBERG'S A SURVIVOR FROM WARSAW AND STEVE REICH'S DIFFERENT TRAINS

oBoj MoamTBU. KyaMuHanuja peaa ympaso je mocraBseHa y MOMEHTY Kapd ce XOp
IPBU U [IOCACABU YT [10jaBayje U mounmbe Aa mesa ,I1Ima Mcpaea® OBo je jeaHa op
Haj3HAYajHUjUX MOAUTBH y jeBpejckoj Bepu. OHa je cumb0A adupManuje jeBpjeckor
UASHTHTETA ¥ Bepe y jeAHor 6ora. Aajyhu 0Boj MOAMTBH LIEHTPAAHO MECTO Y CBOjOj
xomnosunuju, Illenbepr Hac MO3HBA AQ YUTAMO HETOBY IIPEACTABY XOAOKAyCTa KPO3
npusMy peadpupMalnuje XMBOTA, CAMKY Hape M OIOpaBKa jeBpejckor Hapoaa. He
CaMO IITO y CBOM A€AY Ha IOCebaH HAuMH yKa3yje Ha IOHOC CONICTBEHUM jeBPejCKHIM
HMAEHTHTETOM — YHILEHHI]A AQ j€ YTPAAUO CBOjy CEpHjaAHY TeXHUKY Y OCHOBY YUTaBOT
A€Aa TOBOPH O K€T0BOj OTPeOH Ad CBOj CAABHHU AOTIPHHOC MY3HIH OAy3Me HeMAUKOj
TpaAULHju.S JeAHOM IPUANKOM H3jaBHO je Aa he BeroBa ABaHaeCTOTOHAAHA TEXHHKA
,OCUT'YPaTH XeTeMOHHjy HeMaiKe My3uKe 33 HApeAHHX CTO ropguHa’ (LUTHpaHO y
Wlodarski 2007: 606).

IlpBux ropumHa HakoH XOAOKAyCTa IIOCTOjaAd je CHAXHa moTpeba 3a
apupmucameM jeBpejckor npenturera. Hakon ocao6abama roropa HacraBma aa ce
IIMPH MAEja IIMOHKU3MA, TIOTpebe 1 kene JeBpeja 3a cOIICTBEeHOM Ap>kaBoMm. ITosHaTo
je Aa je Illenbepr 6xo MOOOPHUK OBAKBUX LIIOHMCTUYKUX MAEja M AQ je CMATpao
A4 je HeONXOAHO McTah¥ yjeAU€HOCT M CHATy jeBPejCKOTr HapOoAd y TParH4HHM
oxoaHocTHMa. CaMO TOAVMHY AQHA IIpe OCHHBama Apxkase Mspaea, Maja 1948. ropune,
[Ten6eprosa xoMmo3unuja 61Aa je A€o MIKpPET CTPEMbdEHA jeBPEjCKHX 3ajeAHULIA AQ
ce y3pUTHy HakoH Tparepuje Xoaokaycra. On y mucmy Kypry Aucry (Kurt List)
1948. ropuse o6jammasa 3HaYaj CBOT AeAa caepehmm peunma:

yITa TekcT Survivor-a MeHM 3HAYM: KaO IIPBO, IPEACTaBAA YIIO30pPeme CBHM
JeBpejuma, HEKaAa A2 He 3a00paBe IITa Cy HAM YPaAHAM, HUKAA Ad He 3a60paBe Aa
9aK HM OHM KOjH HHCY AMYHO 3AOUMHE YMHHAM CAAraAM Cy ce ca muma. OBo HHKapa
He CMeMO 3a00pPaBUTH YaK HU aKO ACIIABAMbad HHCY OMAAQ TAYHO OHAKO KAKBA HX ja
onwcyjem y Survivor-y. To Huje 6uTHO. TAaBHa CTBap je A2 caM yCIIeO Aa CBe TO BUAUM
y cBojoj mamtu” (yuTHpano y: Ibid.).

3a Illenbepra oBAe HUje MUTAEmE AQ AM MOXKEMO IPEACTABUTU XOAOKAYCT U AQ AH
MeAHj My3HKe MOXe Ad IIpeHece TeXHHY OBaKBOT Aoraljaja, Beh Ha xoju hemo ce Haunn
ceharu. ITupau ['mabepT HaM y CBOM MCTPAXXHBalby OTKPUBA AQ j€ My3HKA OA CaMOT
noverka 6uAa KyydHH HOcHAAn cehama Ha Xoaokayct. IIpBu cakymmaun Imecama
HACTaAMX TOKOM XOAOKAyCTa HHCHCTUPAAN HA TOME AQ OBe IIeCMe MOT'Y AATU AyOsu
YBHUA Y 3ajeAHHUIIe 3aTBOPEHHKA M OTKPUTH CYNTUAHE HHjaHCe HUXOBUX AOKHBAA]ja.
Omaykasyje Ha TO A je KOA HajpaHHUjUX KOMeMOpalinja ,My3uKa Hajuelrhe kopuirhena
A4 IPOMOBHIIIe HAPATHBE XePOM3MA M OTIIOPA, HArAAIIABajyhut MAM AyXOBHHU OTIIOP,
HAY Opy>KaHy 00pOy IPOTUB HALIM3MA M XPaOPOCT OHUX KOJH CY OAAYIHAH Ad ce 6ope”
(Gilbert 2008: 109). Mysudka KyATypa y AOTOPUMA 1 TeTUMa yIIPaBo je TyMadeHa
Kao0 BHA ,AyXOBHOT OTIIOpPA’, IOTBPAA Ad JeBpeju HHCY IOTHYTe TAABe YeKAAU CBOjY

6 Tlpe 1933. ropuse Illen6epr je cBOj HeMAauKM MAEHTHTET AAAEKO BHIIE HUCTHIAO OA jeBPEjCKOT.
Hakon n3aacka IpBUX HALMCTIYKUX ypeaOu, 1933. ropune, koje Tapretupajy Jespeje, Illen6epr 6usa
OTITyIITEH Ca CBOjHX YHHBE3UTETCKHX IMO3HIIMja M eMUPrpHpa y AMepUKY.
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cMpT, Beh Aa Cy OAPIKABAAH CBOjY KYATYPY U AYACKOCT. HaskaaoCT, KOAHKO TOA AQ je
mecMa omoryhaBasa HeKH eMOTHBHH BEHTHA, HCTHHA je OHAa AAAEKO OA CAMKE KOjy
ITen6epr sxean pa crBopu. CTAHOBHUII AOTOPA CBAKAKO jeCy 6uan syacka O6uha, aau
1eCTO CBeAEHA HA ,IyKu >kuBOT . ITecMma je Omaa mpusmaeroBaHa AeaarHocT. Meby
3aTBOPEHMIINMA MHOTO je OHUX KOji Cy OMAU CBEACHH HA HAjJHIDKH CTEIIeH XUBLEHhA,
Ha HUBO My3eAMaHa, Kojer Aramben (Giorgio Agamben) pepunume:

My3eAMaH je HAIITa APYTO AO [...] IPOCTOP MpasaH AyAUMA Y LIeHTPY AOTOPA, KOjH,
opBajajyhu cas sKMBOT 0 cebe obeaesxaBa TpeHyTaK y KojeM rpahaHun mocraje "Sta-
atsangehoringe” HeapmjeBCKOI IOpeksa, HeapHjeBall [IOCTaje JeBpejuH, JeBpejuH
II0CTaje ACIIOPTOBAHMU, 1 KOHAYHO ACTIOPTOBAHH JeBpejUH ce mpeTBapa y MyseamaHa,
¥ IyKH, HEOAPeASUBU U HeHcKycTBeHn xusoT (nurupano y Bagelstone 2004: 321).

Y cBeTy y KojeM Cy CBa IIPaBHAA M 3aKOHU ASYACKOT OIIXOl)erba HeCTaAa, IecMa je
OHAQ CaMOo jeAQH IIPEMeP KYATYPHOT HacAel)a Koju cy 3aTBOpeHHIE AOHEAU ca coboM
U KOPHCTHAU Kao opybe 3a cyoduaBame ca CBeTOM OKO cefe Kaad Cy 3a TO MMAaAU
cuare 1 Moryhaocru. Kako kaxe I'na6epT, AUCKYpCH AyXOBHOT OTIIOPA M XePOjCTBa
»HAKO UMajy 3a Lo AQ OAQjY IIOYACT U y3BHCe ceharbe Ha XPTBe, MMajy TEHACHIIU]Y
Ad AEKOHTeKCTyaAusyjy u Muctudukyjy Ta cehama, samemyjyhu xommaexche
HCTOpHjcKe MHPOpPMALHje O peakiujaMa syAH, yTemHuM objammemuma’ (Gilbert
2008: 122). Illen6eproso ocTBaperme HAC MO3KMBA AA MIPEHCIUTAMO OMACHOCTH TI0
cehare Ha cTBapHe crpaxore X0oAOKayCTa KOja HeKa [IPEACTaBoARA MOI'Y UMATH, a
Takohe HaC HABOAH ¥ Ha TO A2 casHaMmo, kako Hac 1 Coduja Mapmman (Sofia Marsh-
man) Mo3uBa A2 Ce 3aIHTaMO, ,He TPAKHMO AU MOXKAA ‘CHIypaH IOTAeA Ha yKace
~ jepan mopHomsuBK Xoaokaycr?” (Marshman 2000).

HeEu3rELIMBOCT XOAOKAYCTA: DIFFERENT TRAINS

Mapujana Xupm (Marianne Hirsch) ocmumsa repmun nocmeehatse y noxymajy
Aa objacHHU IpobAeM ¢ KOjUM ce CyodaBa ApyTa reHepanuja nIpexxuBeAnx y cehamy Ha
Xoaoxaycr. Kako xasxe, ,ocrcehame je Beoma crieruduyan Tun cehama, 3ato mro
je merosa Besa ¢ U3BOPOM HAM 0bjekToM cehama mocpepaoBaHa, He myTeM namhersa,
Beh Kpo3 mmarnHanyjy u crsapame” (uutupano y: Eagelstone 2004: 80). Apyra
reHepallfja HAIIAQ Ce ¥ CHTYAIUjU AA HOCH TepeT KOAeKTHBHOr mamherba, Kao U y
ob6aBesn Aa To ceharbe Ha HEKH HAYMH OAPIKABA Y XKUBOTY.

Crus Pajur xpo3 cBoje aeao Takole roBopu 0 mpobAeMHMa € KOjUMa Ce CyOodaBa
jeAQH IPEACTAaBHUK ApYyTe reHepaluje IpexxuBeAnx u3 Xoaokaycra, y cehamy Ha
HEIITO IITO HUje AMYHO MCcKycHo. Pajmosa komnosunyja Different Trains (Apyraduju
BO30BM) KOMIIOHOBaHa je 1988. roauHe 3a I'yAQuKu KBapTeT M ayAuo-Tpaky. Pajim
CTPYKTYpHpa CBOje A€AO KAO SKHMBO H3BOl)ere I'yAAdKOT KBAPTETa IIPEKO Kojer ce
IYIITajy CHUIIMH ayAHO-TPaKe KOjH CappiKe TPH IPHAOAATA 3BYIHA CAOja M3BODema
I'YAQUKOT KBapTeTa M Pa3AMIUTE 3ByKOBE BO3a, CHPEHa, 3BOHA M KpaTKe H3BOAE FOBOPA.
Kommnosurja Different Trains obeaexuaa je moderak PajuroBor nnTepecoBarma 3a
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HOBe TeXHOAOTHje, 0p 1988. ropnte npucyTHe y mwerosum paposuma (Potter 2002:
152).

Kpos tpu crasa: ,I America — Before the War”, ,II Europe — During the War” u
H11I After the War”, Pajmr onncyje cehame Ha mytoBama Bosom u3 Ebyjopka a0 Aoc
Anbeseca 1939-1942. ropune. Kaxo kaxe: ,, Aok cy MH y TO BpeMe OBa IIyTOBamba
OHAQ pOMAHTHYHA, Capd KaAd IIOTAEAAM YHA3aA M IIOMHCAUM Ad CaM Tapa OHO y
EBpomnu, BO3HO 6UX ce TIOTIYHO ApyradujuM Bo3osuma” (uTupaso y: Stier 2005). Y
IIPBOM AEAY KOMITO3uITHje Pajur KoprcTH 0AAOMKe HHTEPBjya Ca CBOjOM I'yBepPHAHTOM
Bupymnujom Mugea (Virginia Mitchell) xoja ra je mparuaa y merosum myrosamuma
usmely Ibyjopka u Aoc Anbeaeca, Tae Cy KUBEAU IeTOBU Pa3BEACHH POAHUTENH,
Ka0 ¥ C NeH3HOHHCaHUM KoHAyKTepoM Aopencom Aejsucom (Lowrence Davis),
omnucyjyhu, kako u cAM HacAOB CTaBa TOBOPH, AMEPHKY IIpe para. Y APYIOM AeAy
HaM AOHOCH CBEAOYAHCTBA Tpoje NpexuBeAnx Jeppeja, Paxeae, Pejuea u Ioaa, rae ce
3BYK CHpeHe U3 IIPBOT AeAd IIPeTBapa y CUpeHy 3a y30yHy, Te y KOjeM OIIHICYje CBET
Jespeja y EBporu 3a Bpeme Xoaokaycra. Tpehu peo HOCH HasuB ,,AMepuKa HAKOH
para’, y kojem HaM Paji, koprcrehu oAAOMKe 13 HHTepBjya Ca CBUX IIeT HHAUBHAYA 1
rAe My3MYKH CTIaja eAeMeHTe U3 IIPBOT M APYTOT CTaBa, NPUKa3yje KOMIIAGKCHH CBeT
HAaKOH XOAOKAYCTa.

3axBamyjyhu cagyBaHUM CKHIJAMA M AOKYMEHTHMA KOjH OIIHCYJy IPOIleC paAa Ha
KOMITIO3HUIIHjH Dlﬁ‘erent Trains® Mo>xeMO BUAETH AQ je Pajm cBoje pAea0 KOMIOHOBaO
noaasehu oA TeKCTyaAHOTr MaTepHjasa Ha OCHOBY KOjerT je Adbe OPTaHU30BA0 POpMy
A€AA H AOARBAO APyTE 3BY4He eAeMeHTe U My3HKy 3a r'yaauky kBaprer (Beirens mpema
Gopinath and Ap Sién 2019: 79). OBu TeKcTyaAHH eAEMEHTH CacToje Ce OA KPATKHX
¢pasa, Tj. KoAAKa pparMeHaTa NCKA3a U3 UHTEePBjya Koje je Pajm Boaro. YiymHo je 46
TaKBUX Ppasa TEMATCKH 0A20pa0 3a CBAKM OA CTaBOBa KoMIiiosuuuje. MoxeMo 1yTu
raac Buprimnuje Mudea koja usrosapa ,Op Yuxara a0 Ibyjopxa’, ,1939. ropuse’,
uau raacose Paxeae, Pejuea u ITosa y opyrom crasy: ,Pekao je ‘Hemoj aa ammmerr”™
(Paxena), ,Hewma ume mkoae” (Pejuea).’ Mako y oBom peay Pajir HacToju A2 oTBOpU
AWCKYP3UBHY AMMEH3Hjy KOMIIO3UIIHje, OH CHUM/’»>eHe TAACOBE TPeTHpa Ha MY3UUYKH
HA4YMH, KOMIIOHYjyhH Kako TOKOM CHHMama HHTepBjya, TAKO M TOKOM KpeHpama
dopMe peaa Op3HMHY U TOHAAMTET U3TOBOpPeHHX ¢pasa. Pajur je oBakas IpUCTYII
KOMIIOHOBalby Ha3UBa0 , AOKyMeHTapHO My3uuko nosopumre”'® (Ibid.: 75). 3a wera
je Texcryaana anmensuja Different Trains 3ampaBo OTeAOTBOpeHe c8egokd 4uje je
HCKYCTBO U CBEAOUYEHe AOKYyMEHTapHH H3BOp ucTopujckor porahaja.'' Tosopehu o

7 'V 0Boj xommo3uuju Pajin mpBu ImyT KOPUCTH AUTUTAAHH CeMITAep KOju My je omoryhmo sasexo
mupy naety 3Bykosa (Beirens mpema Gopinath Pwyll ap Sion 2019: 75).

8 ®donpaumja Paul Saher us Baseaa xoja yyBa apxusy Crusa Pajiia moceayje TeKCTyaAHH AOKYyMEHT
o HazuBoM , Kronos Piece Notes” , koju capp>ku AHEBHHUKe 3aIIvce U CKHMIje Ipoljeca Pajmrosor papa
Ha oBoM aeay (Ibid.: 79).

9  3axommaerHy AucTy Koprmhenux ppasa uperi: Fox 1990.

10 Apyra Aeaa y KojuMa KOPHCTH TEKCTyaAHe CHUMKe Kao 3ByuHy ocHoBy cy The Cave, City Life
(1995) u Three Tales (2002).

11 Different Trains je mpsa op Tpujy Kommosunuja y kojuma Pajir obpabyje Beamke apymrsene
u ucropyjcke Hapatuse, mopep The Cave (1993), xoja obpabyje 6mbanjcky Temy marpmjapxa
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HPHCTYIy TeMaMa Kao mTo je XoAoakycT HakoH 11. cenremMbpa HaBOAH: ,JeAMHHU
HAYMH AA Ce N300pPHMO C OBaKBUM Aoraljajuma [0 MOM MHUIILbEHY... je Aa AoheM A0
AOKYMEHTapHOUX H3BOPA KOjU Cy y4eCTBOBAAH y Aorabajy.. TOH raaca, Meaoamja
roBOpa, CaapiKe y cebu uciliuncky HHTeH3UTeT aoral)aja, He 1eroBy ApaMaTH3AIH]y,
He MalTame 0 ToMe, Beh IpernpuyaBame mpude op CTpaHe cBepoKa” (LMTHpPaHO y
Casey npema Gopinath and Ap Sién 2019: 160).

KommosuTtopu cy ayro cebu mocraBmaAu IHTame Ha KOjU HaduH je moryhe
AAEKBaTHO TMpeACTaBuTH Xoaokaycr MysukoMm. leopr Kauep (Georg Katzer)
objamraBa mpobAeM KOjU je MMao CMHIIbajyhu HaumH Aa mpepcTaBu XOAOKAyCT
y cBojoj xommosunuju Aide Memoire (1983): ,[...] Hucam morao aa Hahem Hauun
Aa Hemoryhe yunanM moryhum. Ha kpajy cam cxBaTHO Aa je jeAMHH HadHH AQ T4j
[IePUOA HCTOPHje IPEACTABUM KaO CTPAIIHK caH. 3Hauu: 6e3 xpoHoaoruje porabaja,
0e3 mokymaja objammersa — Beh ka0 MOHCTPYO3HH KOAK $pasa, CAOraHa, My3HKe
u maava” (uurupano y Arnold 1991: 341). Puuapa Tapyckun (Richard Taruskin)
cmarpa Aa je Different Trains Crusa Pajura jeAuHu apeKBaTaH My3HYKUA OATOBOP U
jeAaH OA PeTKMX aAeKBAaTHHMX YMETHHYKHX OATOBOpa Ha Xoaokaycr. Kako kaxe:
»He nocroje Heratusuu 1 xepoju. Hema ceHTHMeHTaAHe cAaBe Koja Ou Te yTemmmaa
3ByLuMa TpyOe KOju HajaBayjy TpujymMdp smyackor ayxa. Ilocroju camo yBup y
TO A2 AOK Ce OBO AELIABAAO OBAE, OHO Ce€ AENIABAAO TaMO, M HEYMOMDUB IIO3HB Ha
pasmummame” (1997).

HMaxo je cam Pajin BepoBao Aa je CBOjIM AOKYMEHTAPHHUM My3UYKUM O30 PUIITEM
IPOHAIIA0 HAYMH Ad HaM IIPEACTaBH CBOje TyMadere HCTHHe XOAOKAyCTa — IAACOM
ucropujckux cBepoka, Aun Baopapcku (Lynn Wlodarski) ymosopasa aa je Pajm
3aHeMapHo IMOTeHIHjaAHe IpobAeMe Koje AOHOCH TpayMmarudHo cehamse. Baopapcku
uctude Aa ,PajiioB HeycIex HacTaje 300r HeroBe CAelle OAAHOCTU HUCTUHHTOCTH
CBEAOYAHCTBA [ ... ). UHMHI Ce A HHje CBECTAH Ad je CBEAOUYEHy HHXEPEHTHO TO AA IIPEAA3H
rpanuy usmely ecrerckor u ucruuTOr [...]. C THM Y Besn, TapyckuHOBa TBpAHA je
BasaHa y cMucAy Tora Aa Different Trains ooHOCH TIpeAcTaBy He caMo Temkohe AaBarba
raaca TpayMarudHoM cehamy — IpaHHIfAMa HCTOPHjCKOT CBEAOUYEHhA M IIPEHOLIeHha
cehama — Beh u BpxyHITy Kpuse penpesentasuje” (2010: 137).

Mehyrum, axo je Xoaokaycr camo jomr jepaH TparmdaH Aorahaj y ayackoj
HCTOPHUjH, AQ AU OHAQ MOXXEMO T'OBOPUTH O HeMy Kao O HedeMy IITO HMCKyIIaBa
rpanune penpesentanyje? Mcropuyap Illayan ®pupsanpep (Saul Friedlinder)
HAC IIOYETKOM A€BeAECETHX IOAMHA IIPOLIAOT Beka obaBelTaBa Ad je ,XOAOKAayCT
usBaH MmoryhnocTu mnpeactaBmama” (nurupano y Zelizer 2001: 2); mam, kako
xaxe Capa Xoposuy (Sara Horowitz), ,nipo6aem (mpeacTaBsarma) He A€XH caMo
y HeCIIOCOOHOCTH IIPEKHMBEAUX AQ KXy HeHMspeLuBo, Beh Takohe aexu u y Hamoj
HECIIOCOGHOCTH A2 3aMHCcANMO Hesamucauso” (uurtupano y Eagelstone 2004: 54).
Aanujea Aucto (Daniel Listoe), anaausupajyhu AansmanoBo $puAMCKO OCTBapeme
Shoah (1985) , HABOAY A2 HaM AQaH3MAaHOBO AeAO, POKYCHPAHO Ha CBEAOYAHCTBA U3
XoAOKaycTa, AOHOCH CIelMUUHY IIpeACcTaBy XOAOKAyCTa KOja IIPHKa3yje UCTHHY

MoHoTencTHukux peaurnja u WTC 9/11 (2011), koja je nocehena TepopucTiukom Hamapy Ha
Csercku TProBUHCKH IeHTap y Ebyjopxy.
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O HMUINTABHAY, O CYIITHHH HeusperuBocT Xoaokaycra. Kako xaxe: ,MpTBu HHCY
npucyTHi. OHO IITO OCTaje jecy KOMIAEKCHH AeTasH Huxosor yaumTema” (Ibid.:
60).

Kaaa je ApopHOo Hammcao cBojy caaBHy peuenmrly ,Ilucarm moesujy HakoH
AymBura je BapBapcku’,'> TOBOPHUO je O CBeTy HAKOH AyIIBHIIA, Y KOjeM ,He IIOCTOjU
HUjeAHA ped M3rOBOPeHa C BUCHHE, YaK HU TEOAOIIKA, a AQ MMa MKAKBA IIPABa, aKO
HUje mpomaa kpo3 Tpancpopmanujy” (Adorno 1966: 367). 3a mera je Aymsui
O3HAYABAO HE CAMO CTPAXOTY KOja je 3apecraa JeBpeje 3a BpeMe Apyror cBeTCKOT
para, Beh BapBapmsam umTaBe 3amapgHe KyAType, KOjH je HakoH XOAOKaycTa
[IOCTA0 OYUTAEAAH M YATHMATHBHO Ia Ipoy3pokoBao. Op objaBruBama AAOpHOBe
Heiainusne gujarexiniuxe 1966. ropune muaeja ,HeMOryhHOCTH mmcama Ioesuje
nocae AymBuna’ IIOCTaAd je CHHOHHM 33 HA€jy ,HeH3peruBOCTH XOAOKaycra
HPHCYTHY y KIbIDKEBHOCTH, YMETHOCTH, KA0 U IIOAHTHYKOM FOBOPY H AMCKYPCY
cehara Ha Xoaokayct. Majka PorOepr HaBoaH A2 MOXKEMO Pa3AMKOBATU ABA OOAMKA
HHTepIIpeTanuje AAOPHOBe peueHHIIle, jeAHAH Y KojeM je oHa cxBaheHa AOCAOBHO, Te
APYTH KOjH je y31Ma Kao II0AA3HY TauKy 33, KaKO OH Kaxke, ,Behe TBpame”. OH, Takobye,
HABOAH Aa je BehrHa KpUTHIapa KOjU Cy AOCAOBHO CXBATHAM AAOPHOBY TBPAISY UCTY
oamax u opbuaa (Rothberg 2000: 30).

Llejmc Jaur (James Young), mpeaceaaBajyhu koMuTeTa Koju je 610 OATOBOpaH 3a
opAydMBambe O crioMeHHKy y Hemaukoj jeBpejckum skprBaMa y XOAOKAYCTY, HABOAH
Aa muTame koMeMopanuje >xprasa Illoe Mopa ocratu orBopeHo: ,Temkoha came
AebaTe OKO TOra Ha KOjU HAYHH TPeba OAATH IIOIITOBAbE XXPTBAMA je HEIITO HajOArDKe
aAeKBATHOM crioMeHy TuM >XprBaMa. Kako ce 6ome cehaTu sayBek oHHX KOju Cy
HECTaAM, HETO BeYUTO He3aBPIIeHNM, KOHCTAHTHO HecTajyhum ciomenuxom” (2000:
131). 3a Teopopa ApopHa ,ucripaBal” 0ATOBOP Ha XOAOKAYCT jeCTe yMETHOCT KOja
mucan XOAOKAyCT, a He TIOKyIIaBa Ad ra ectetusyje. Ha Bpao canvan HauwH je u cAM
Pajim mpucrymmmo crBapasy cBoje kommosunuje. Kako xaxe: ,Moj Ha4uH A2 ce HOCHM
C OBHM CTBapHMA jecTe — AQ OCTaHeM IITO OAIDKE AOKYMEHTAPHOj CTBAPHOCTH. AKO
Different Trains, uau The Cave, uau Three Tales, uan City Life umajy 6uao xaxsy
AETUTUMHOCT, TO je 3aTO IITO CaM MOT20 Ad Ce APXXHUM Te pearHoCTH” (LJUTHpaHO y
Casey npema Gopinath and Ap Sién 2019: 161).

Y nocaepmnm munyTiMa komnosunuje Different Trains cnomumse ce mecma. Kako
nasopu Llejmc IlImut (James Schmidt): ,To je cehame Ha nepaunity u mweHy my6AuKy:
bBraa je jeaHa AeBOjKa KOja je MMaAa IIPEACII TAAC M OHU CY BOAGAH AQ j€ CAYIIAjy KaKo
neBa, Hemriy, i kapa 61 pecTasa, OHU 61 BUKaAH 'JolL, jour’ H OHAQ 61 allAayANpaAH.
HaxoH oBux peun PajmoBa MysHKa II0AAKO HeCTaje U AOAA3H BpeMe AQ CAYIIAOLIH
y CaAd AQjy amaay3 m3Bobhaumma, Koju 61 O3HAYHMO HACTYI KAO HACTYII M BPATHO
Ty6AUIM cAOGOAY A2 HAITYCTH CBET KOjH je poeao cTBoprao” (2010: 472). Onacxoct

12 Ileo opaomax raacu: ,KyaTypHa KkpuTHKa CyodaBa ce ca IIOCAEAHOM (pa3oM AMjaAeKTHKe KYAType
u BapBapuaMa. [Tucaru noesujy HakoH AyIIBUIIA je BAPBAPCKH. A TO HArPH3a CaMO 3HAIbE O TOMe 3aIITO
je mocraao Hemoryhe nucaru noesujy panac. [Kulturkritik findet sich der letzten Stufe der Dialektik
von Kultur und Barbarei gegeniiber: nach Auschwitz ein Gedicht zu schreiben, ist barbarisch, und das
frifit auch die Erkenntnis an, die ausspricht, warum es unmoglich ward, heute Gedichte zu schreiben]”
(Adorno 1977: 30).



194

MY3UKOAOTHJA / MUSICOLOGY 32 - 2022

C MAEjOM ,Hen3peuBOCTH XOAOKAYCTa AeKH Y MOIyhHOCTH AQ, 6HAO AQ Y CTpaxy
AQ U3TOBOPHMO OHO IITO 3a IITa He II0CTOje PedH, HAU IPOCTO Al Ce, KaKO AAOPHO
IpeAAarKe, ,IIOBYIeMO U3 CBETa’, jeAHOM 3arcTa 3abopasumo. Teopop AAOpPHO ce y
nocAeaeM moraassy Heiliusne gujasexiiuke, ecejy ,Meautarnuje o MeTadpusuuy”
(Adorno 1966) nocaeamn myT Bpaha nuramy XoAokaycra, rae HABOAH A2 j& MOXAR
610 norpemHo pehu Aa He Tpeba mICcaTH MOe3Ujy HAKOH AyIIBHI, Mo3uBajyhu Ha
HY>HOCT AaBama raaca InaTmu. AAOPHO U OBAE TIOCTamba AUjarHO3Y CBeTa y KojeM je
BapBapCKU IIMCATH IIO€3HjY, AAM Y KOjeM je jOII BUIle BApBapCKU — He IHCATH je.

3AKASYIYAK

Aa au cy PycHotiie uwitia marse apsapcke?
(Hilberg 1996: 138)

KonrnenT MucTrduKanuje Koju y 0BOM pasy KOPUCTUMO KO OITHC ABAjy U3PA3UTO
Pa3AMYMTHX HAYMHA FOBOpa 0 XOAOKAYCTY — C jeAHe CTpaHe XepOjCKHUX HapaTHBa O
OTIIOPY, a C APYTe — MAgje O HeU3PEIMBOCTH XOAOKAYCTa, MIMA 34 LM/ A YKaXKe YIIPABO
Ha KOHTPAAMKTOPHY IPHPOAY Ha4MHA Ha Koju ce cehamo XoAokaycTa 1 Ha KOju ra
pasymeMo, KOju IIpe CBera ropope 0 IpobAeMHMa C KOjiMa ce ApymTBa cycpehy y
IOKyIIajy Aa ce Cyode ¢ TpayMaTHIHUM Aorabajuma. Jexyaa Bayep (Yehuda Bauer)
mucruukanuje Xoaokaycra 0bajimaBa ympaBo Kao IOCAeAHMI)y HemoryhuocTu
IPUXBATaha U IIOTITYHOT pasyMeBara Aorahaja Bearranse Xoaokaycra. Kako HaBoam:
»3aTO IIOCTOjH IIPUPOAHA TEHACHIIH]A AA Ce O Fhera OexH, Ad Ce CMAmbU Ha OOAMKe U
BEAMYHHE C KOjUMA MOXEMO A Ce HOCHMO, OCAambajyhu ce Ha COIICTBEHO UCKYCTBO"
(1989: 98). Bayep, kao ucropudap, ©3Aa3 13 OBOT MPOHAEMA IPOHAAA3H Y TPE3BEHO]
AHAAM3U MCTOPHjCKUX 4MmbeHHIA. Fmak, kapa je ped o yMeTHHUKUM U APYTUM
(pe)npesenTanujama XoAoOKaycTa, OKBUP AeAama HHCY HCTOPHjCKE UHEbEHMIE,
Beh emoTMBHM AOXMBMSAju M KyATypa cehama koja je mehyurpa capammocTn u
npomaoctu (Erll and Niinning 2008: 3).

Kommosunuje A Survivor from Warsaw u Different Trains mpeAcTaByajy yjeAHO
CIIOMEHHK XXPTBaMa M CTpakuBarbe MoryhHocTn n Haunta cehama, u (ymeTHIIKOT
HpeACTaBbarba XoAoKaycTa. To mTo 06a ayTopa KOPHCTE HCKa3e CBEAOKA Y CBOJUM
AeAMMa yKasyje Ha OCAAmbame Ha ,ayTEeHTHYHOCT MCTOPHjCKUX AOKA3a M HY>KHOCT
CyoOdYaBama C HEAOCTIKHOM peaAHomhy XoAaokaycra Ha Kojy Bayep ymyhyje. Kako
Apr IIInureamas AOGPO HAYCTpYje ¥ CBOM IpadpUIKOM POMAHY, , KPXOTHHE PEaAHOr”
KOje ce KOHIINTYaAu3yjy Kao ,THIINHA’, ,[IPEKHA’ U ,IIPasHUHA’, OOAUKYjy HAU
3aMemyjy APyTa, HAIAUCTOPHjCKA — Y OBOM CAYYajy eKCTpaMy3HyKa 3Hauera. Kornenr
,THIIMHE” y AucKypcuMa XOAOKAyCTa He MOXKEMO OABOJUTH OA IIHper NUTarmkba
yHeusperBocT X0A0OKaycTa” M HAYMHA HA KOje je OHA MCKA3MBAHA Y YMETHUYKUM
U KiIKeBHUM AeauMa. C Apyre CTpaHe, OHH KOjU Cy IpeXHMBeAU XOAOKAYCT U
EeTOBH CaBPEeMeHHIH, AAU H ITOCTXOAOKAYCT IeHepaIiyja, kojoj npumapa Crus Paj,
CMaTpaAm Cy cBojoM obaBe3oM Aa peHoce cehama cBepoka u mpuay 0 XoAOKaycTy 1
TaKaB IOBOP 3aIIPaBO HUKAAQ HHje OHO MOTUCKUBAH.
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Majka Porbepr oBe KOMIIAEKCHE M 4eCTO KOHTPAAMKTOPHE OAHOCe uaMely
PABAMYUTHX AMCKypca o XoAokaycTy ymopehyje ¢ peaansmMoM, MOAEPHH3MOM
M IOCTMOAEPHH3MOM Kao ,AOCAEAHHM OATOBOpMMa Ha 3axreBe mcropmje” (Ro-
thberg 2000: 9). Iurame KOju je HAaYMH, MEAUj MAHM LMo NPEACTABAAHA HPABU
HAM 0OAH OTBApA Adve TIUTAEE — Y KOje CBe 3aMKe MOXXeMO yhu IpHBHAeroBameM
jEAHOT je3HKa y OAHOCY Ha ADYTH, OAHOCHO AaBambeM IPEAHOCTH jEAHOM OOAHMKY
pasymeBamba aorahaja. OBa muTama Cy OMTHA He CAMO 3aTO IITO TOBOPHUMO O jeAHOM
OA HAajMOHCTPYO3HHjHX Aoral)aja y MOAEpHOj HCTOPHUjU YOBedaHCTBa, Beh 3aTo mTo
HAC MOCTaBbakbe UTAkA AOBOAU OAIDKE pasyMeBary Halllel COICTBEHOT CXBaTamba
Xoaokaycra. Kapa rosopu o myswukum oarosopuma Ha Iloy, Apmoap ucrTmue
Ad IMb THX AeAd HHje OHO Aa mpepcTaBe XoaokaycT, Beh mokyuraj cyouasama ca
CBETOM Yy KOjeM ce Tako HemTo Morao Aoroputs (Arnold 1991: 335). Beanku 6poj
MYSHYKHX U APYTHX TEKCTOBa 0 XOAOKAyCTy Cy CaMO IOKasaTes Ad He IOCTOjH
MamaK CIIPeMHOCTH 3a CyodaBame C OBUM AeAoM HcTopuje. To cyouaBame Hac yuu He
CaMo NIPUXBATakby M IPOMHIILLSAGY KOMIIAMKOBAHE IIPOIIAOCTH, Beh KOMIIAeKCHOM 1
4eCTO KOHTPAAUKTOPHOM OAHOCY u3Melyy apredakara Koje cTBapaMo U MMeHa Koje
OAAYYYjeMO AQ MM AaMo. Jep, kako Kaxe Mracron: ,Xoaoxaycr je Beh mocrao peo
HaIler MAeHTHTEeTa, KaO M AeO Hallle HHTeAKTYaAHe U KYATYpaAHe apXUTeKType:
OAAyuMBame 0 ToMe Kako hemo o6jacHuTr Xoaokaycr (ykwydyjyhu y To 1 opayky
AQ TaKO HEIITO He TOKYIIaBaMO) jecTe OAAyYMBabe O TOMe Kako hemo o6jacHuTH
cebe, 11 y OKyIIajy A2 00jacCHUMO cebe He MOXeMO, a Ad He ITOKYIIAMO Ad 06jacHUMO
Xoaokaycr” (Eagelstone 2004: 305).
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VERA MEVORAH

Two FACES OF MYSTIFICATION:
THE REPRESENTATION OF THE HOLOCAUST IN ARNOLD SCHOENBERG'S
A SURVIVOR FROM WARSAW AND STEVE REICH'S DIFFERENT TRAINS

(SuMMARY)

The paper discusses the approaches of different media to Holocaust (re)presenta-
tion with special reference to art music in the 20th century through studies by Shir-
ley Gilbert (2005) and Ben Arnold (1991). Following the classification proposed
by Michael Rothberg on two possible perspectives for representing the Holocaust:
realistic and anti-realist (Rothberg 2000), we analyse two compositions: Arnold
Schoenberg’s A Survivor from Warsaw (1947) and Steve Reich’s Different Trains
(1988). We focus on the issue of Holocaust mystification (Bauer 1989) and the pol-
itics of Holocaust remembrance in the “realistic” approach to the representation in
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Schoenberg’s work. On the other side, we examine Theodor Adorno’s dictum on the
“barbarism of poetry after Auschwitz” and other similar ideas about the “non-repre-
sentability” of the Holocaust and analyse ways in which we can read the “anti-realist”
position in Steve Reich’s work. The aim of the paper is to point out how art music
reflects and participates in the dominant historical and contemporary discourses of
Holocaust representation and understanding of the Holocaust, especially the dis-
course of “heroism” in Arnold Schoenberg’s Survivor and “non-representability” in
Steven Reich’s piece. The main questions that arise are whether it is justified to speak
in the same way about photographs of ghettos or camps, testimonies of survivors or
music created and performed in camps and in the years after about documents of
the Holocaust? Is there a “right” way and right medium to represent the Holocaust?
Additionally, what challenges does the creative field face in dealing with the topic of
the genocide of European Jews in the 20th and 215t centuries?
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ABSTRACT

As the first festival of contemporary music in socialist Yugoslavia, the Music Bi-
ennale Zagreb (founded in 1961) attracted a lot of domestic and foreign media
attention. This study discusses the reception of the first Music Biennale in the
Belgradian daily newspapers, Politika [Politics], Borba [Struggle] and Vecernje
Novosti [Evening News], with reference to the characteristics of the editorial
policies of these three newspapers. The timely and active reporting of the daily
press in Belgrade indicates that the first Music Biennale Zagreb was promptly
recognised as an important modernist musical festival for the then cultural life of
the whole of Yugoslavia.
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criticism, Yugoslavia.

* OBaj pap HACTAo je y OKBUPY Hay4HOHCTpaskuBauke opranusanuje (HO) MysHKOAOIKY HHCTHTYT
CAHY, xojy ¢punancupa MUHHCTApCTBO IPOCBETE, HayKe U TEXHOAOUIKOT pasBoja Baaae Pemybauxe
Cpbuje, Te mpojexra Applied Musicology and Ethnomusicology in Serbia: Making a Difference in
Contemporary Society (APPMES; 6p. 7750287), xoju dunancupa Ponp sa nayxy PC.

1 marinkovic92milos@gmail.com


mailto:marinkovic92milos@gmail.com

200

MY3UKOAOTHJA / MUSICOLOGY 32 - 2022

ATICTPAKT

OcnuoBsan 1961. ropune, Mysuuku 6ujenase 3arpe6, mpBu PpecTUBAA CaBpeMeHe
MY3HKe Y COIJMjaAUCTHIKO]j JyTOCAABHjH, OA ITOYETKA je IPHUBAAYHO BEAUKY HMAXKELY
Aomahe u MHOCTpaHe jaBHOCTH. Y paAy ce aHAAM3HPA OAjeK mpBor Mysudkor
OujeHaAa y 6eorpapcKkuM AHeBHUM HoBuHaMa, IToauitiuyu, Bopbu n Beuepromum
HOBOCITIUMA, TIPH YEMY Ce yKa3yje U Ha KAPaKTEePHCTHKe ypehHBauKUX MOAUTHKA
OBHUX TpHjy AMCTOBA. IIpaBOBpeMeHO M aKTHBHO H3BeIITaBame Oeorpascke
AHEBHe INTaMIle O IIpBOM 3arpebaukoM DujeHary cBepOuM O HPOMIITHO
IpPero3HaTOM 3HAyajy OBe aBaHTapAHe MaHH(eCTalluje 3a TAAANIBM KYATYPHH
XKMBOT IJeAOKYIIHE Jyrocaasuje.

KanyyHE PEYM: Mysuukn GujeHase 3arpe0, decTrBas, caBpeMeHa MY3HKA, AHEBHA
LITaMIIA, My3HdKa KPUTHKA, JyrOCAaBHja.

3HAYAJ MY3UYKOT BUJEHAAA 3A PA3BOJ
ITOCAEPATHE JYTOCAOBEHCKE MY3UKE

MoaepHucTuyka crpyjama M3 AapMINTaTa, eKCepUMEHTAAHa MCTPaKHBama Yy
eAeKTPOHCKHM CTYAUjuMa, Hajupe y Keany u ITapusy, Te aBaHrapaHe KOMIIO3UIIMOHE
texnuke [lomcke mKoAe Heke Cy OA TAQBHUX KOMIIOHEHATa MY3UYKe KAMME Yy
nocaeparsoj Epory, y okBupy koje je op 17. A0 24. Maja 1961. ropuse npupehen u
Mysuaxu 6ujenane 3arpe6 (Muzicki biennale Zagreb), npsu mehynapoau pecrusaa
caBpemeHe Mysuke y Oepepatusroj Hapoproj Pemybamiu Jyrocaasuju. Buo je To
IIePHOA APYLITBEHO-TIOAMTUYKOT OTBAPakha JyTOCAABHje 3a 3aIIaAHe BPEAHOCTH, A0
PACKPIITaha Ca COL}PEAANCTUYKOM eCTETHKOM H CBe Behix cA060AA Y KEbIDKEBHOCTH,
YMETHOCTH U KyATypH Ha Aomahem Tay (Markovi¢ 2007; Dokni¢ 2013; Ilepumuh
2013). C Tum y Be3H, 0A IleAeCETUX FOAMHA IPOIIAOT BEKA U jyTOCAOBEHCKO My3HUKO
crBapasamTBo oborahyjy AeAa Koja Cy OAMCAAQ HCTHHCKHI MOAEPHUCTUYKUM H3PA3oM,
nocebHo u3 nepa Maahux ayropa, momyr Aymana Pasuha, Baapsara PasoBanosuha,
MBa Masena, Muaka Keaemena. ITocaeprmr op HaBep€HHX KOMITO3UTOPA (MaAa
He U jeauHu) umao je cpehy Aa ce Tokom mecte Aenenuje 20. Beka ycaBpumiaBa y
nnocrpanctsy (Opannycka, Urasnja, Hemauxa), unme je cTekao AMPEKTaH YBHA Y
AKTyeAHe 3aITAAHOEBPOIICKE MOAEPHUCTHYKE TeHAeHIuje. Ympaso je moryhnocT
KOMITapallyje CTamba jyOCAOBEHCKE U eBPOIICKe My3HKe IoacTakaa Muaka Keaemena
Ha IpeysuMarme MHUIMjaTHBe 32 OCHUBAMbe Mysudkor 6ujeHasa, Kao mpoCTopa y
OKBHPY KOjer 6u ce jyrocAOBEHCKA jaBHOCT YIIO3HAAA C eBPOIICKUM AOCTHrHyhnma
y CaBpPeMEeHOj MY3HIH, AaAU M KA0 MeCTa Koje 61 jyrOCAOBEHCKHM KOMIIO3UTOPHMA
omoryhunao apupmariujy y Mmehynapopnnm oxsupuma.

Apyrum peunma, Mysuuku 6ujeHase BubeH je Kao aAeKBaTHO CPEACTBO KOJUM
01 ce cysbmo ecTeTcKM packopak usMel)y eBpoICKe M jyrOCAOBEHCKe My3HKe,
IPOY3POKOBAaH IIMpEHmeM eCTeTHKe COIIMjAAMCTHYKOT peasu3Ma y JyrocAaBujH,
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HOCeOHO y MPBUM TOAMHAMa mocae Apyror cserckor para. Tako je apupmarimja
HOCAePATHUX CTUACKHX M KOMIIO3UIIMOHO-TeXHUYKMX TeHAeHIHuja y EBpony, asu u
peadupMalija MOAEPHUCTUYKIX OCTBapera MelypaTHOr IIleproAQ, IPOKAAMOBAHA
Kao HMAgja BOAMSA TIpOrpaMcKe Gpu3HOHOMHje oBOT dpecTuBad. bujenase je Taksom
KOHIlenujoM, u3Mely ocTaAor, Tpe6aAro AQ IIOMOTHE U TPACHPamby CONCTBEHHX
CTBapaAQuKuX ITyTeBa Tapamlmbe jyrocaosencke mysuke (Kelemen, Reiching, Sto-
janovi¢ i Vuljevi¢ 1963: 1). Ocum Tora, Huje CBAKAaKO 3aHEMApAHUBO HH TO AR je
Bujenane, y3 Hemro panuje ocHoBaH dpectusas Bapmascka jecen y ITomckoj (1956),
0p 1961. ropuHe IOCTAO joIl jeAHO eBPOIICKO MEeCTO Ha KOjeM Cy ce y IepHOAY
XAapHOT paTa CycpeTaAr My3udapH ¢ 0bejy crpana ['BosaeHe 3aBece.

Y3 HEKOAMKO MPOIPATHUX IPHUPeAADa, ¥ BUAY TIPEAABAbA, AUCKYCHja U H3AOKOH,
nporpam npsor bujerHasa 06yxBaTao je ocaMHaeCT KOHI[ePTHUX U MY3HYKO-CL]eHCKHX
usBoherma. Op HHOCTPAHNUX KOMIIO3UTOPA HA IIPBOM OMjeHAACKOM PeIiepToapy HallIAd
cy ce Aeaa xomnosuropa u3 Opanrycke,” Uraanje,* Hemauxe,* IToscke,® Aycrpuje,®
Mabapcxe,” Beauke Bpurannje,® CAA,’ Pycuje, opnocro Cosjerckor Casesa'® u
AprenTune,'' AOK Cy 0A jyTOCAOBEHCKHX ayTOPA CBOJUM ACAMMA OUAHM 3aCTyILbEHU
®pan Aotka (Fran Lhotka), Caasko Ocrepu, Jocun Caaserncku, Muxosua Aorap,
Bopuc IManauaomyao, Muao Iunpa, Kpemumup ®puber, foydbuna Mapuh, Jocun
Kasuuh, Harxo Aesuuh, Crjeman Illyaex, Bpanumup Caxay, ITpumosx Pamosu,
Muako Keaemen, MBo Maaen, Ayman Papuh u Aaojs Cpebormax.'?

ITosasehn op ecTeTcKMX KapaKTEPHCTHKA OBUX IEAECETAK HHOCTPAHHX U
AoMahMX KOMITOBHTOPCKHMX MMeHA, HHUje TEIIKO 3aKAYYHTH Ad CY CTHACKHM H

2 Aebucu (Claude Debussy), Pycea (Albert Roussel), Papea (Maurice Ravel), Xonerep (Arthur
Honegger), XKoause (André Jolivet), Maprune (Jean-Louis Martinet), Mecujaun (Olivier Messiaen),
Byaes (Pierre Boulez).

3  Bysouu (Ferruccio Busoni), Maaunjepo (Gian Francesco Malipiero), Kaszeaa (Alfredo Casella),
Tepunn (Giorgio Federico Ghedini), Aaranmkoaa (Luigi Dallapiccola), ITerpacu (Goffredo Petrassi),
Mapepua (Bruno Maderna).

4 Xunpemur (Paul Hindemith), Ajuepr (Herbert Eimert), Ex (Werner Egk), ®oprrep (Wolfgang
Fortner), Kennx (Gottfried Michael Koenig), IlItoxxaysen (Karlheinz Stockhausen).

S Maasascku (Artur Malawski), Tpaxuna Bauesun (Grazyna Bacewicz), Ayrocaascku (Witold
Lutostawski), Ile¢pep (Bogustaw Schaeffer).

6 Ilen6epr (Arnold Schonberg), Be6epn (Anton Webern).

7  Baprok (Béla Bartok), Aurern (Gydrgy Ligeti).

8 Bpurn (Benjamin Britten), Kapajy (Cornelius Cardew).

9  Keju (John Cage).

10 TIpoxodjes (Cepreit IIpokodnes).

11  Karea (Mauricio Kagel).

12 Konnepre na mpsom Bujenasy oppykaan cy 3arpebauxa pruaxapmonuja, CuMmpoHujcKr opKecTap i
Xop Papno-TeaeBusuje Beorpap, Cumdonujcku opxecrap Irasujancke papuo-resesusuje us Muaana,
3arpebauxu coaucr, 3arpebauku ksaprer, Ancamba 3a Hosy mysuky ns Keana, Ksaprer ITapenns,
nujanucrukuma MBon Aopuo (Yvonne Loriod, xaaBupcku pecuras), AOK Cy My3HYKO-CLIEHCKe
npeacrase npupearan Onepa u Baser XpBarckor HapoAHOT KazaauinTa u3 3arpe6a, Omepa CaoBeHckor
HApPOAHOT TAepaAmiTda us /oybsane u Onepa Hapopnor mosopumra us Capajesa. AetasHe moparke o
H3BEACHHM AEAUMA CBUX IIOMEHYTHX KOMIIO3UTODA, K20 U O U3BOI)aYKHM TEAHMA U COAMCTHMA KOJH Cy
HACTYTIMAH, BUAETH y KaTAAOIIKOj MybAnKauju noBoaom 40 ropnna Bujenasa (Krpan 2000).
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KOMIIO3UIIMOHO-TeXHUYKU OKBUPH perepToapa mpsor bujeHasa 6HAM AOCTa IMHUPOKHL.
Kako cy oprammsaropu ¢ecTuBasa HACTOjaAM AA IIPHKAXY CBY PasHOBPCHOCT
My3HYKHX CTpeMmerba TokoM 20. Beka, Ha OHMjeHaACKMM KOHIJepTHMa HalllAd Cy ce
AeAa Koja cy pegAeKTOBaAd HEOKAACHYHE, HEOPOMaHTUYHE, POAKAOPHE TeHACHIIUje,
AAM M eKCITPeCHMOHMCTHUYKA, CepHjaAHa, Te eAeKTPOAKYCTHYKAa OCTBAapema, Koja Cy
y TOM TPeHyTKy OHAAQ HeCBAaKMAQAUIBHOCT Ha AooMahum mosopuurama. Mmajyhu cse
OBO y BHAY, HeMa CyMibe Aa je 3arpebauku BujeHase, cBojoM poxycupanourhy Ha
CaBpeMeHy My3HKY, OAjeKHYO Kao ITpaBa aBaHTapAHA 10jaBa HA jyTOCAOBEHCKOM TAY.
C TuM y Be3H, IOTITYHO je GUAO OYeKHMBAHO Ad 0Baj Aoral)aj H3a30Be BEAUKY MEAUjCKY
HaXIbY, O YeMy CBEAOYH YMHIEHHMIIA Ad CY BECTH O yTeMeseHy U OAPXKABaky IIPBOT
jyrocaoBeHCKOT ¢pecTUBAAA CABPeMeHe My3HKe HallIAe MECTO Y CBAKOBPCHOj AooMahoj,
AAM ¥ HHOCTPAHOj IITaMIIH.

Kapa je ped o opjexy npsor Mysmuxor 6ujeHasa 3arpe6 y 6eorpasckoj CpeauHy,
OCHM y CTPY4HO]j My3udKoj nepuoaunu (Zvuk: jugoslovenska muzicka revija),”* oBaj
decTBaa Hammao je MeCTO U y KibikeBHUM daconcuma (KnjiZevne novine),'* npexo
HEeAEMHHKA 32 APYWITBeHa M KyaTypHa mutama (HHH: Hegewte unopmaitivene
Hosune),"S Ao AHeBHUX HOBHHA ([ToAutliuka, Bopba, Beueptoe HoBoCiiL). NOK Ce, KaKo
je To u yobudajeHo, BehuHa mTammaHux raacuaa npsoM BujeHaay ,oayxuaa” Kpos
Mame MAM BHIIe IIeAOBUTE ITPHKa3e II0 3aBpIIeTKy MaHudecTaluje, AOTAE je AHeBHa
IITAMIIA, He CAMO IIPATHAA OCMOAHeBHU BrjeHase 13 paHa y AaH, Beh je oBaj porabaj
YHAIIpeA HajaBsbUBaAa KPO3 pasAndKTe pOopMe HOBUHAPCKOT OTAAlIaBakba.

C o63upom Ha To Aa je rpap Mysuukor 6ujeHasa 6uo 3arpe6, pasyMmsuso je TO
Aa Cy KYATypHe pyOpHKe XpBaTCKe IITaMIIe IPEHOCHAE HAjUCIPITHHUje HHGOpMalHje
0 oBOM ecTHBAAy. YBUAOM y 3arpebauke AHeBHe HOBHMHE My3HKOAOT Aynuja
MapxyAuH HCTPaXKHAA je Ad je, Ha ipumMep, y Vecernjem listu y mepuoay oa 10. anpuaa
A0 2. jyna 1961. ropune o6jaBseno 20, a y Vjesniku, y mepuoay op 3. mapra Ao 4.
jyHa Imy6AMKOBaHO Yak 28 YAaHaKa MOBOAOM IpBor Bujenasa.' Beorpaacka AHeBHa
IITAMIIA je ¥ OAHOCY Ha 3arpe0auKy, O4eKMBaHO, Mame Maxie mocsehnBasa oBom
Aorabajy, aan Hu oajex Bujenasa Ha crpaHuilaMa 6€0rpasCKHX AHEBHHX AMCTOBA
Huje 6MO 3aHEeMapsHB, HAPOYUTO AKO Y3MEMO y OO3Mp UMHIEHHMIIYy Ad je ped o

13V Zvuku, HajyTunjajHAjeM My3HYKOM YACOIKCY y JyTOCAABHjH, KOjH je Y TPEHYTKy OAP)KaBarba
npsor Bujenaaa usaasuo y Beorpapy, o6jaBneH je HajremesHuju TekcT o Bujenaay, 1961. ropuse.
YaaHaK 0p TPHAECETAK CTPAHUIIA, TIOA HACAOBOM Prvi muzicki biennale u Zagrebu. Pogledi i utisci, OKyIIHO
je eMHHEHTHe jyrOCAOBEHCKE KOMIIO3UTOpE, MY3UKOAOTe M My3HUKe IIHCIle, & MHHYIHO3He aHAAU3e
{ecTHBAACKOT IPOrpaMa MPYXKHAK CY ¥ TAAAIIIHH AKTEPH 6€0rPaACKOT My3HUKOT KUBOTA PA3AUYUTHX
reneparmja: Muaenko JKuskosuh, Ilpeapar Mmsomesuh, Crana TBypuh-Kaaju, Aaexcanpap
O6paposuh, Ilerap Bepramo, Bepucaas ITomosuh, Baapan Paposanosuh, Pajko Maxcumosrh u
Mapuja Kopen (Bepramo) (Urednistvo ,Zvuka” 1961).

14 Yaanak noa Hacaosom U korak sa novim zvuénim strukturama (Na Medunarodnom bijenalu
savremene muzike u Zagrebu) o6jasuo je ITaBae Crepanosuh (Stefanovié 1961: 2).

1S AyTop uaaHKa rop HacaoBoMm Mysuka: Hsmely ‘suwe ne’ u jows ne’ je Ayman INaapma (1961: 8).
16 13 oBor papa casHajeMO Aa Cy TEKCTOBe O IPBOM DBujeHaAy o6jaBuAM ¥ OPOjHHM peHOMHpAHH
MHOCTpaHU AMCTOBH, Kao mrto cy New York Times, Musical America, Melos, Die Welt (Markulin 2005:
82-89).



203

MILOS MARINKOVIC
REACTIONS TO THE FIRST MUSIC BIENNALE ZAGREB (1961) IN BELGRADIAN DAILY NEWSPAPERS

My3HIKOM Aoraljajy koju ce HHje OAMIPABAO y TPAHUYHMM OKBHPUMA TAAQIIEE
Hapoaue Peny6anke Cpb6uje. To Beh cimo o cebu Ha oppelyenn Haumn rosopu
0 NMPOMIITHOM IIPeNO3HABaky 3Hauaja Koju je Mysuuku OujeHase y TOM TPeHYTKY
MMao 3a IIeAOKYTIHY MY3HYKy U KyATYypHy cpeauHy Jyrocaasmje. Haume, aABa Tapa
HajyTUIjajHAja AHeBHa AricTa y Beorpaay, [Toautiuka u Bopba, npatehu oBaj pecrras
U3 AQHA Y AQH TOKOM eTrOBOT TPajakba, IPAKTHIHO CY Ce YTPKHBAAA Y 00jaBoUBAGY
My3uukux uHpOpManmja M u3BemTaja w3 3arpeba. MaaoOpojHUjH, aAM BpeAHH
MaXKibe, jeCy M HAMCcH O 0BOM decTHBaAy y Beuepwum nosoctiuma, kao tpehem
AHEBHOM AMCTY y TAABHOM I'PaAy TaARUIEbe JyTocaaBrje (BUAETH IPUAOT).

My3u4ku BUJEHAAE HA CTPAHUIJAMA ITOAUTHKE

OcnoBana jour 1904. roaune y Beorpaay, Ilosuttiuka ce, y3 IpeKuae y H3ADKEY 3a
Bpeme IIpBor 1 Apyror cBeTcKOr para, A0 Apyre moaosuHe 20. Beka eTabAMpasa Kao
Hajy THITAjHUjH AHeBHH AUCT Ha OBUM npocTopuMa. O CHUBAYH, H3AABAYH U AKITMOHAPH
IoAuitiuke IOCTABUAM Cy TeMese MOACPHOT HOBUHAPCTBA, T€ YIMHUAU AA OHA ,[...]
IOCTaHe jEeAMHCTBEHA MHCTHTYIMja KyAType U rpahaHcKe MHCAM y HAIIOj 3eMsH
(AHoH. s. ab). ¥ noraeay kyarype, ocuM CTaAHHX KyATYpHHX py6puxa, Iloiuitiuka
nocebaH uckopak unHKA 1957. ropune. Op Tapa ce, jeAHOM HEAEHSHO, Y3 OBAj AMCT
IITAMIIA0 MOCeOaH KYATYPHH AOAATAaK Mop HacaoBoM Kyailiypa—ymeitinociti—nayxa,
umMe je npahere aKTUBHOCTH aKapeMCKe, HayuHe, KyATyPHe U yMETHHUKE 3ajeAHHIle
3Ha4ajHO oboraheHo.

Penjeripja Mysmakor 6ujenasa 3arpe6 y AneBHoM aucty IToaumuka, y OKBUpy
pyopuke Kyailiypuu #ueoili, AOMHHAHTHO je BpIIEHA KPO3 BeCTU M H3BEIITaje,
Kao CaxeTe U KOHIJM3He HOBHHCKe popme. Aakae, ped je o TeKCTOBUMA U3 cdepe
My3HYKOT HOBHHAPCTBA, KOje, IpeMa TyMmadery VBana Yasaosuha, Mory mucaru u
HOBUHApH 6e3 Mysmukor obpasosama (Cavlovi¢ 1999: 13). Op 1S IMoauinuxunux
npuaora mnocsehennx BujeHasy camo je jepaH 4AaHAK M3 Iepa KOMIIO3HTOPA,
bpanumupa Caxada, a u3y3eB jeAHOT TEKCTa YHjH ayTOP HHUje MOTIHCAH, IPeOCTaAUX
13 my6AmKoBao je 3arpebauxu KyATypHH papHuk 1 kpuTudap Creso Ocrojuh.'”

ITomen sarpe6aukor Bujenaa Ha crpanunnama IToauiiuke cpehe ce Mecer panampe
noveTka MaHHeCTaIHje, KaAd Cy Y OKBUPY 3aipedaukux iiema INTAOIM ObaBelITeH
Aa cy 3a mpeacrojehu Bujenase, sernpu Hepeme yHampep, Beh pacmpopare cse
yaasuuie. Ocum tora, kputudap Creso Ocrojuh je, HaBopehn HekoAnIMHY HMeHa
YTAEAHHX AMYHOCTH M3 MHOCTPAHCTBA, Kao Oyayhux rocrujy Ha jyrocaoBeHCKOM

17 Creso Ocrojuh, my6anmmcTa 1 HOBUHAP. Y4eCTBOBAO je y $OpMHUpalsy IIPBOT YAPYKerha PHAMCKHUX
KPUTHYApa, UCTAKAO Ce KO TPEACEAHUK YApyskema puamckux mybaunucra Xpsarcke (1955-1959), a
1957. moxpenyo je waconuc Filmska kultura, auju je 6uo ypearuk (Anonim. s. a.c). ITopea ¢puamcke
ymernocry, Ocrojuh je mparno m ocrase cdepe 3arpebadxor KyATYpHOTI JKHBOTA, YKaydyjyhu u
MY3HYKe Aorabaje. OAa6paHe TeKCTOBE U HHTEPBjye, KOje je y IEPHOAUITH AeIleHHjaMa 06jaBAzI/[BaO, OBaj
ayTOp KacHHje je IyOAMKOBAO Yy [OCEOHMM H3AABUMA, OA KOJHX Ce HAPOUMTO M3ABAjajy Razgovori v Javni
dnevnik. Zagrebacki kulturni i drustveni horizonti 1952-1980 (Ostoji¢ 1975; 1981).
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decrusasy (momyt waanosa MehynapoaHor Beha 3a MysuKy mpu YHecKy), ykasao
YMTAOLMMA Ha TO A2 je Ped 0 MaHUueCTaLj1 BpeAHO] BearKe maxkibe (1961a: 12).

Ilpe mouerxa Bujenasa aucr IToaumliuka 06jaBHo je ABa YAaHKA, KOja Cy Ha
CBOjeBPCTAaH HAYMH HAjaBHAA 0Baj My3uuku aorahaj. [IpBu OA BUX THIIA0 Ce TOCTOBAbA
Kamepror opkecrpa Kpakoscke dpuaxapmonuje y Jyrocaasuju (ABe Hepene mpe
noverka BujeHara), o 4eMy je 0Baj 6€OrpPapCKHM AWCT CBOje YMTaolle M3BECTHO
HacAoBOM Aobap 3uak youu Bujenara caspemene mysuxe y 3aipe6y... Mely ussepennm
AeAVMa Ha TOM KOHIIepPTy OMAa Cy M aBaHTapAHA ocTBapema — Beueyujancke uipe
Buroapa Ayrocaasckor u Qonipam Kxumrodpa Ilenpepenkor (Krzysztof Penderec-
ki) — koja cy ce u Hamaa y $poxycy kpurnyapa Bpanumupa Cakaua (Cakau 1961:
8). 3annmmuso je ucrahu aa he Ha mpsom Bujenaay ynpaso npunapuunm ITomcke
IIIKOAE M3a3BATH [PABO OAYIIEBAEHbE jyTOCAOBEHCKIX KOMIIO3UTOpPa. '

ITopea OBOT YAQHKa, U3BelITaje O TeaeBu3HjckuM usBohemuma (y Opaniyckoj
u Bearnju) 6asera Xepoj u weios geojuux Muaka KeaemeHa, 0 1eroBoj capapmu ¢
berosenosom pBopanoMm y Bomny, xao u o Tome aa pesomupanu Opxecrap Papuo
Xam6ypra npunpema ussohemwe TpancPuiypayuja 3a KAa6up u opKectiiap, OCTBaperma
U3 omyca ocHuBada Bujenara (Anon. 1961c: 15), rakohe cmarpamo cBojeBpcHOM
IPUIIPEeMOM YHUTaAar 3a npeacrojehn ¢pecrusaa. Kapakrepucruaso je u o Aa je,
IPaKTHYHO, y jeKy 6ujeHaackux koHuepara (21. maja), cermenrt [lopilipeili y OKBUPY
Toauitiukunoi Kyarypraor asopatka ynpaso 6uo nocseher Muaky Keaemeny. Caxero
yIo3HaBame yuTasana ¢ KeaeMeHOBHM >KHBOTOM M AOTAAAIIBUM OITyCOM, KOjU
je ayrop uaanka Creso Ocrojuh Mapkupao kpos Tpu dase (1961dz: S), 6uso je y
CAY>XOM IOTIPTaBamba 3HAYaja OBOT KOMIIO3UTOPA 32 Pa3BOj IIOCAEPATHOT MY3HUYKOT
CTBApPAAAINTBA, AAM M IETOBUX 3aCAyra 3a yTeMeserme INpBor MelyHapopasor
decTrBaAa caBpeMeHe My3HUKe Y JyTOCAABHjH.

W3 ucropujcke mepcreKkTHBe, KAY9aH U HAjBAXKHHjU TEKCT O IpBoM bujeHasy
y Ioaumiuyu, jecre, 3anpaso, unrepsjy Crese Ocrojuha ¢ Muakom Keaemenowm,
o6jaBryeH Ha AaH oTBapatba MaHudecranyje (17. Maja), a U3 KOjer Cy YMTAOLH MOTAH
Aa ce ”HPOPMHIITY O aMOMIIHjaMa, HAEjaMa U IfHseBUMA OHjeHAACKHX OPraHM3aTopa.
Yxasyjyhu Ha OproksuBe 1 Ayre IpHUIpeMe, KA0 M HA BEAUKO HHTEPECOBAbE 32 OBY
MaHudecTarujy Koje BAaaa y uHOCTpaHcTBY, OcTojuh Ha caMOM IOYeTKy OABAXKHO
yBepasapahe Bujenane | ... ] 6urujeana op HajsHauajHujux mpupeabu [sic!] Moaepre
Mysuke oBe roaute y Esporm” (1961b: 10). Ocum mro 61, peMa peunma OCHUBaYa
BujeHasa, 0Baj pecTrBaA TPeOAAO AQ IPYKU YBHA AoMahiM Mysudaprma y akTyeAHe
My3H4YKe TeHACHIIHje Y CBETY, @ HHOCTPAHy jaBHOCT YIIO3HA C TAAQ PEAATUBHO CAA0O
apUPMICAHNM jYTOCAOBEHCKMM MY3HYKHM CTBapasamTBoM, Mmko Keaemen
yKasyje Ha To Aa he ce Ha npsom Bujenaay (y ckaapy ¢ meroBuM HmporpaMcKuM
ocHoBama), Hahu npeacTaBHuIm nocaeparte asanrapae (Illroxxaysen u Illeep),
npu deMmy myOauka Hehe 6urm yckpahena Hu 3a ,Kaacuke” caBpeMeHe My3HKe
(Baprox, Ilpoxodjes, Xunaemur). Y CBOjUM eKCIAMKALHjaMa O IIPOTPaMcKoj
xoHnermmmju bujenasa, KeaeMeH je MMIAMIIMpAO M IIOAMTHYKE acIleKTe OBe

18  Jeaan op mux 610 je Pajko Makcumosuh, koju je cBoj ocBpT Ha npBu Bujenaae Hacaosuo Trijumf
poljske muzicke avangarde (Maksimovi¢ 1961: 492-493).
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MaHudecTaryje, 3aknyunsmn caeaehe: ,Bepyjemo aa 6amr y Hatroj seMmH, ¢ 063upom
Ha HheH BAHOAOKOBCKM ITOAOXKAj U IOAMTHKY KOEI3HCTEHIIHje, TOCTOje CBU YCAOBH
3a TakaB jepaH MehyHapoaHH GOpyM, Ha KOMe 6U Ce paBHOIIPABHO U 6e3 IITeTHUX
npeapacypa cacraau npeacrapauny u Mcroka u 3anapa” (Ibid.). Keaemenose usjase,
HHTOHUPAHE Y AyXY jyTOCAOBEHCKE ,0TBOPEHOCTH 32 0be CTpaHe XAAAHOPATOBCKUX
Cyko0a, a MPUTOM HM3HETE y jeAHHM OA HAjuHTAHHjHX AHEBHHMX HOBUHA, CaMO Cy
AOAATHO MOTA€ AQ KpeHpajy AernTumureT BujeHasa, y yemy 6m aomaha jaBHOCT
Tpe6aA0 A IPEIIO3HA U IIHMPH APYIITBEHU 3Ha4aj OBe My3HIKe MaHHecTaIjHje.

Haxon npBor $ectuBasckor pana y Iloauitiuyu ce oTrounme ¢ 06jaBrUBabEM
Husa tekcToBa Crese Ocrojuha, Koju je, ka0 YOBeK M3BAH MY3HKOAOLIKE CTPYKE,
YTAQBHOM IIPEHOCHO OIIITe HHPOPMAIL[Hje, PETHCTPOBAO B KOHCTaTOBao oppehena
30HMBama, Te HAjaBAMBAO IpeAcTojehe OmMjeHaACKe KOHIlEpTe M IPOIPATHE
¢ecruBascke npupepbe.’’ Taxobe, npumerro je pa je Ocrojuh maxmy Heperxo
MOKAAKBAO peakljijaMa IyOAMKe, KaO H 3HAYAjHUM AHYHOCTHMA, KOje Cy Ha
M3BECTAH HAYMH yBeAndase BehuHy (eCTHBAACKHX AENIABAFbA, IIOMYT TAAALIMEr
rpapoHadeAHnka 3arpe6a, BehecaaBa XomeBua, xoju je u cBedaHO OTBOPHO
manudecranyjy (1961¢: 10).

Konneprau aeo npsor bujenasa samoueo je 17. maja yBeue Te 1961. ropusne,
napaseasuM HacTynoM Cumormjckor opkecrpa MTasmjaHcke papro-TeAeBU3Mje U3
Munana (y ABopaunu Hcidipa), nop yIpaBoM HCTakHYTOT Aupurenta Mapuja Pocuja
(Mario Rossi), u onepckom npeactasom Benuarse y manacitiupy Cepreja ITpokodjesa
(y XpBarckoM HApOAHOM Ka3aAMIITY), TOA AMPUIEHTCKOM MaAMLoM aomaher
AMpHTeHTa 1 KoMrosutopa bopuca ITamanpomyaa. MebyTum, ymecto yrnosHaBama
gnTaAana c u3bopom pereproapa, Ocrojuh je poKyc cBOr TeKCTa yCMepPHO Ka jeAHOM
recTy, y OKBUPY KOjer je M3BecHa ,|...] 3arpemdanka npeaasa pupurenty Pocujy u
IpBOM BHOAMHUCTH A0BOpoB BeHar u nsehe” (Ibid.), xao mspas saxsaanoctn
IIeAOKYTIHOT ayAUTOPHjyMa 33 YMETHUYKH Y>KHTAaK KOjH Cy UTAAHjaHCKH MY3UYapH
npupearan jyrocaosenckoj mybaunu (Ibid.). Ocum nmena kommosuropa 4uja cy ce
OCTBapema HallAa Ha 0BoM KoHUepTy (Aasanmkoaa, Kaseaa, Maaunjepo, Teannn
u Bysonnu), ns OcrojuheBor 4aaHka He casHajeMO HHMIITA O CAMOM peINepTOApy
KOHIIepTa, I1a YaK HU TO KOja Cy KOHKPETHO AeAd IIOMEHYTUX ayTOPa U3BEAEHA.

Aocaepan cBoM HauMHY u3BemTaBama, Ocrojuh ocTaje U y KPUTHIM APYTOT AQHA
OMjeHaACKHX KOHIIepaTa, KAl je M3BeAeH 3HATaH OPOj OCTBapera jyroCAOBEHCKUX
xommosuropa — Ckepyo 3a iygaue Ppana Aotxe, Cumponuja o mpiisom 60jHUKY
bpanmmupa Caxaua, Konyepitiantiine umiiposusayuje 3a iygase Muska Kesemena
u Baiaga o meceyy ayinasuyu Aymana Papuha. He yaasehn y moapo6Hujy aHaausy
peneproapa, Ocrojuh je caommuTHo A2 Cy CBa M3BOl)erba H3a3BaAA [IO3UTHBHE PEaKIje

19 TIlparehem mporpamy Bujenasa mTamma HHje IIOCBETHAA MHOTO IIAXKHhe, AAM Ce HA OCHOBY
Ocrojuhesorusanxay IToAurliuyu casHaje pa je mpsu My3siraxu 61jeHaAe, 3aIpaBo, OTIIOYEO IIPOIPATHAM
npupeabama. Haume, nako je pecruBas 3BaHUMHO OTBOpeH BevepmuM KoHLepruma (17. Maja), panuje
HCTOT AaHa, KomrosuTop Muao Lumpa oppskao je y HapopHOM CBeyYHAHMIITY IpepaBarbe O CABpEMEHOj
jyTOCAOBEHCKOj My3uIH, Kao Aeo ¢ecrupasckor mporpama. Ocum Tora, Ocrojuh m3BemrTaBa Aa
O¥jeHaACKH IIPOTrPaM OA IIPBOT AAHA YIIOTITYEYjy H3A0KOe AooMahux u crpaHnx mybAmKaIuja caBpeMere
MY3HKe, K0 U U3A0k6a 0 caBpeMeHoj onepu u caspemenom 6asery (O[crojuh] 1961c: 10).
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my0OAMKe, IITO je HA3HAYMO M y IIOAHACAOBY CBOTa TekcTa, Ilpujaminu goxcusiaju
(O[crojuh] 1961¢: 10). Candan NpUCTYI KPUTHYAp je MMAO M IOBOAOM KOHIiepTa
3arpebauke ¢praxapMOHHje, HA KOjeM Cy Ce HAlIAQ AeAd IIETOPHIlEe jYTOCAOBEHCKUX
ayropa (Ilananpomyaa, Llunpe, Illyaexa, Masena u Cpe6oTmaka).

Y3 3arpebauxy $HAXapMOHHUjY jeAQH OA HAj3aIla’KeHHjUX KOHIIEpaTa y OKBHPY
npsor bujenasa 6uo je Hactyn Cumdonujckor opkecrpa u Xopa Papuo-teseBusuje
Beorpay, kojuM je ynpassao supurent Bopusoje Cumuh. ToM IpHANKOM H3BEACHH
cy Cumponujcku ciias Caaska Ocreprja, kaurata Aanu y wamu Jocuma Kasumha
u Ilecme dipocimopa loybune Mapuh. Haxaaoct, uuraouu IToauttiuke 6uam cy
yckpahenu 3a mpukase peaa poomaher MysHYKOr CTBapaAallTBa, a Taj HEAOCTATAK
MOCEOHO AOAA3H AO M3PaXKaja y CAydajy CpIICKe KOMIIO3UTOpKe /pyburje Mapuh.
HMaxo cy mene Ilecme fipocitiopa CAOBHAE 33 jeAHO OA Haj3alaKeHMjUX A€Ad Ha
1leAOKyTIHOM 1pBoM Bujenany, y IToauiliuyu je Tex 6HAO MeCTa Ad ce 3a0eAeXH KaKo
je 0BO ,[...] opaTopujcko Aeao, nHave mpBU MyT n3BeAeHO y 3arpebdy, Ay6oko |...]
MMIIPECHOHMPAAO HapouuTo crpane nocmarpade” (O[crojuh] 1961f: 10).

TemenHnja aHasmsa aomaher Mysuukor CTBapasamTBa C IpBOr DujeHasa
YCTYINAQ je MeCTO M3BellITaBamKUMa O HacTymuma AHcambaa 3a Hosy mysuky us
Keana, npupehennx 20. maja y Konuepraom cryaujy Asopane Hcitipa u 22. Maja
y XpBarckoMm raasbexHom saBopy. Kpuruuap Creso Octojuh Beh je y usBemrajy
o ycnemHoM usBohewy ExoBor Pesusopa u o MOMEHyTOM KOHIepTy 3arpebauxe
duaxapmoHuje ¢ peanma jyrocaoserckux aytopa (Tpehu xonyepii 3a kaasup u
opkecitiap Tlanmanpomnyaa, Tpu cycpeiia Iunpe, Ilpsu kracuunu xonyepiu Illyaexa,
Iokpeiiuy 6oju Manenau Cumdonujeitia in due tempi Cpe60oTibaka), HajaBUO KEAHCKH
aHCaMOA, ICTAKABIIH AA Taj HACTYII T0Oyhyje HajBehy maxsy mybArke, c 063HMpoM Ha
10 , [ ...] A2 he 0Bo 61TH jeAHA OA IPBHX jABHUX ACMOHCTPALIMja EAEKTPOHCKE My3HKe
y Hamoj semmu” (O[crojuh] 1961d: 8). MssemTaju ¢ 0BuX KoHLLepTHUX Aorabarma,
OA KOjUX je jeAAH HACAOB&eH A#lAdy3u u 36Wigyyu, PasAMKyjy ce OA OCTAAMX IO
TOMeE IITO CY, IPAKTUYHO, jEAHH U3 KOjHX je YHTAAAUKA IyOAMKA MOTAA AQ AO3HA AQ
npsu Mysuuku 6ujeHaAe HHje IPOTHIA0 Y AIICOAYTHOj aTMOC(epH OAYIIeBsSEHha U
oaobpasama mupe, a Hu crpyyse jasaoctu (O[crojuh] 1961d: 6).

Y3 KareaoBy eaexrpoHcky komnosunujy Tpausuyuja I, Ha mpBoM HacTyIy oBOT
ancambaa u3 Keana HajBute je peaxnuje usassao Konyepini 3a kaasup Llona Kejia y
usBohemwy amepuukor nujanucre Aejsupa Tjyaopa (David Tudor). MebhyTuwm, ono
uITo je BakHO ucrahy, a mTo casHajeMo mocpeacTBoM AucTa IToAuifiuka, jecte Aa
je OBakBa BPCTa ,er3MOUIMOHUCTHYKUX KOHIlepaTa Ha BujeHaay, ynpkoc oTmopy
AeAa jaBHOCTH, 6uaa, 3anpaso, Hajnocehenmja (O[crojuh] 1961e: 11). O Tome
CBEAOYH APYTH HACTYII KEAHCKOT aHCaMOAa, Ha KojeM je mpupeleHo ussoheme peaa
Ajmepra, Auretnja, Kennxa u IllToxxayseHa, a HOBOAOM Kojer je IToAuitiuka auTaore
M3BECTHAQ KaKO je ,[...] ABopana XpBarckor raazbeHor saBoaa 6uaa [...] ncrymena
AO TIOCAEAIeT MeCTa, a ‘1)adykoj rasepuju’ Huje ce BHIIE MOTAO HU IPHCTYIUTH
(Ibid.). AxueHar je, HapaBHO, cTaBnyeH Ha u3Bohema IlITOKXay3eHOBHX OCTBapema,
Huxayc 3a ygaparxe n Kowiakitiu, mpu 4emy je oBaj HeMauyku KOMIIO3UTOp, 3a
anje je mpepaBame ABopaHa HapoaHOr cBeyumammra 6uaa ,[..] ncysme masa pa
npumu cBe sHatmwkesHe caymaone” (O[crojuh] 1961f), unraonmma IToaudsiuke
IPEACTaBA>EH KA0 HajOPHIHHAAHU]A AUMHOCT ,HOBe My3HKe”. BeAnKo HHTepecoBame
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33 eAGKTPOAKYCTHUKHM CerMeHT DujeHaAa, Kkoju je 00yXBaTao M IpeACTaBoarbe
Aocrurayha KoHkperHe Mysuke y oksupy ITapuckor cryauja, moa Bohcrsom Iljepa
Ilepepa (O[crojuh] 1961g: 12), n3assaHo je TMMe WITO je jyTOCAOBEHCKa ITyb6ANKa,
saxBasyjyhu oBom pectusany, npsu myt (He padyHajyhu pasujcka ussobema) 6uaa
y HPHAMIIM A YKHBO Ha poMmaheM TAy IpHCYCTByje u3BOlemy OBHX OCTBapema.
CryanOo3HMjUM H3BEIITaBabeM O OBMM HACTYIIMMA, Y OAHOCY Ha OCTaAe OHMjeHaACKe
koHnepre, Iloiutiuka je Ha CBOjeBPCTaH HAYMH IIOTIPTAAA aBaHTAPAHOCT OBe
MaHHecTaltje y IleAHHH.

Muaue, Boha xearckor ancamb6aa Maypucuo Karea o csemy cyaehu je, Toxom
bujenaaa, ckaommo capaamwy ¢ komnosutopoM bparmmupom Caxadem, op Kojer je
U TIOPY4YHO AeAO 3a Oyayhe mporpame cBor excrmepumenTasHor ancambaa. Taxo
je jaBHocT w3 IToAumtiukunoi xparkor obasemrrewa, Haw xomiiosuitiop iuuwie 3a
exciiepumenitiasnu cinyguo y Keany (O[crojuh] 1961i: 10), o6jaBreHOr HEKOAMKO
AaHa 10 3aBpmieTKy DujeHasa, Moraa pa oBaj MehyHapopHu aHraskman bpanumupa
Cakaya mpoTyMauH KAo jeAaH OA MPBUX pesyaTara Mysuukor 6HjeHaAa y mOraesy
mehyHapoare apupmarmje poomahux komIrosuropa.

Tlopep mpyskama CTATUCTHYKHMX MOAATAKA, IIOMYT OHMX A je HA 3arpebauxom
dectuBaAy yuectBoBaso 955 n3Bohaua, a Aa je cBEM IpupeAbaMa IPHCYCcTBOBAAO 14
570 mocernaana, kpurmdap Creso Ocrojuh je mo 3aBpmerky BujeHasa, ¢ ounrom
HHTEHI[HjOM Ka YCIIOCTaBAakby ITO Beher kpepanOuanTeTa 0Be MaHHU(ecTarmje KOA
YuTaAAuKe My6AKKe, aKIEHTOBAO KaKo ce ,[M]HOTrH yraepAHN ocMaTpadn OBe HOBe U
3HauajHe KyATypHe MaHUeCTallHje HAjIoXBaAHH]e [ ... | ©3pakaBajy Kako O yCrenHoM
ocTBapemy caMe 3amucan Bujenaaa, Tako u o werosoj opranuzanyju [ ... |7 (1961h:
11). VHade, TapammuM YuTaonuMa 6eorpapcke AHeBHe IITaMIle, HCXOA Bujenasa
TPAHCIIAPEHTHO je anocTpoupan Beh caMmum HACAOBOM YAaHKA, KojuM je IToAuttiuka
3A0KPY’KHAQ U3BEIITABabE O IIPBOM MelyHApOAHOM $peCcTHBAAY CaBpeMeHe My3UKe y
Jyrocaasuju, Busanc Mysuuxoi 6ujenara y 3aipeby — Beauxu yciiex.

My3u4dku BHUJEHAAE HA CTPAHUIIAMA BboPBE

Bopba je xao raacmao Komyrucruuke mapruje JyrocaaBuje ocHoBaHa 1922.
ropute y 3arpeby. Y melyyparHom nepropy Aucr je 6uo 3abpamusan, 1929. roaune
AePMHUTUBHO YKMHYT, a 3aTHM OOHOBAEH TOKOM Apyror ceerckor para. ITocae
ocaobohema (1944) ypeannmrso Bopbe Hajnpe ce Haaasuao y Beorpaay, oa 1948.
MOHOBO y 3arpeby, He 6u Au ce 1954. ropune Bparuao y Beorpaa, kasa oBaj AucT
U cayK6eHo nocTaje raacuao COIMjaANCTHYKOT CaBe3a PaAHOT HApoAa JyrocaaBuje
(AmHoHR. s. a.a). Tako ce Bop6a npoduancasa Kao 3Ha4ajaH PEKUMCKH MEAHM], LITO
jy je cBpcTaso meby HajyTuIajHUje jyrocaoBeHCKe AHeBHe HOBHHe. Kapa je ped o
KYATYPH, YMETHOCTH M Hay1]{, OBaj AUCT CBAKOAHEBHO je IIPEeHOCHO KOHIH3HE BeCTH
U3 IIOMEHYTUX 0OAACTH, AOK je HeAEAHO H3AAE CAAPKAAO KYATYPHY PyOPHKY BUAHO
IIMPHX OIICera.

Y oanocy Ha ITosutiuky, auct Bopba 06jaBHO je jeAaH TEKCT BHIIE O IIPBOM
MysuukoM b1jeHaAy, AaKAe, YKYIHO 16 TekcToBa. OCHM TOTa, 32 Pa3AHKY OA CTApHUjer
AVICTa, YAQHIM Y Bop6u pasHOBPCHHUjU CY KAKO y IIOTAeAy pOPME, TAKO U Y IOTACAY
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npodeCHOHAAHHMX OpPHjeHTaljja OHUX IIOA YMjUM MMeHHMMa Cy objaBmuBanu. Iler
TeKCTOBa IyOAnKoBao je kpurudap M. Tommanosuh, YeTHpH TeKCTa KOMIIO3UTOP
Aparyrun Yoauh, aBa cy Tekcra us mepa mysukosora Kpemmmupa Kosagesuha,
jeAAQH YAAHAK MOTIHCYje HOBUHAP ¥ mosopuimHu kpurndap Peanxc ITamuh,” jeaan
My3HKOAOT ¥ KpuTndap Aparomup Ilamapomoaoc,”' a Tpu Cy TeKCTa aHOHMMHHUX
ayTopa. YnmeHHIla Ad Ce, Y3 HCTaKHYTOT KoMrosuropa Aparyruna Yoaunha, mehy
AOTMCHHIIMMA OBOT AncTa Hamao u Kpemmmup Kosauesuh, Tapa Beoma yTunajan
MY3HKOAOI, IOTEHIMjaAHO FOBOpHU 0 Hamepama Bop6unux ypeannka aa (3a pasauxy
0a ,koaera” y Iloaumliuyu) CTyAMO3HHje NPUCTYIE MPEACTaBAAY (PeCTUBAACKOT
Aorabaja.

Omno mrro Bopby Takohe craBma y CymepuOpHUjU MMOAOXKA) Y OAHOCY Ha OCTaAe
Oeorpapcke AHeBHe AMCTOBE, jeCTe YMIbEHHIIA A je KpaTKy BecT o mpepcTojehem
Dujenaay o6jaBuaa jour 3. MapTa, AAKA€, ABA 1 ITO MeCelja ITpe IoYeTKa MaHupecTalHje
(Anon. 1961a: 7). Haxon mro je Mysuuku 6ujeHase ,yBeaeH” y KyATYpHY py6puKy
Bopbe, aomucuuk osor aucta, M. Tommanosuh, 06jaBHoO je, HEIITO BHIIE OA Mecer]
AdHA IIpe TOYeTKa (eCTHUBAAA, IPHAOT IMOBOAOM AePUHHUTHBHOL YTBphuBama
OujeHaACKOr mporpama. ¥ 0BOM HHGOPMATUBHO OOraTroM TeKCTy O MpOrpamy
decTrBara yuTAOIM CY, H3Meljy OCTaAOT, MOTAM AQ Ce MHPOPMHUIITY O TOME AQ je Lo
Mysuukor 6ujeHasa ,|...] Aa Ipomarnpa caBpemMeHy My3HYKy MUCao H AocTurHyha
MOAEPHHX jyTOCAOBEHCKHMX M MHOCTpanux kommnosuropa’ (Tommanosuh 1961a,
7). Axuenryjyhu mmpn ApymrtBeHM 3Hadaj Bujenasa, xoju ce opranusyje mop
nokposuTesctBoM Hapopnor opbopa rpapa 3arpeba, ypeaunmtso Bopbe y
HACTaBKy MPEHOCH M PeuH IOADIIKe OBOM (eCTHBAAY, KOje je YIyTHO 3arpebadku
rpaponavesnuk Behecaas Xomesar (Ibid.).

Hakon mayse op Mecer; AaHa, Bopba Ha ciM AaH OTBapama M IPBOT AAHA
pectuBara objaBmyje ABa TommaHoBuheBa TeKcTa y CBOjCTBY HajaBe IIPBUX
OujeHaACKuX KoHIlepara — Aawnac douurse I mysuuku Oujenare ipaga 3aipeba... u
Oinisopen 3aipebauku Mysuuku 6ujenasre. Kaxo he ce Ha decruasckom mporpamy
Hahu ,[...] roTOBO CBU mO3HATHM My3WdKH, omepcku U GaAeTcKH aHCaMOAM Hamle
semne” (Tommanosuh 1961b: 6), ayTop je unraolie ynosHao ¢ UMEHNMA OjeAMHHX
OMjeHaACKHX TOCTHjy, MHOCTpaHMX wu3Bohasa u kommosuropa. ITopep Tora,
3aHUMMSHBO je Aa ¢y ce y TommanosuheBoM GpoKycy HalllAa MeHa TOCTHjy U3 PeAOBa
Msppuror Beha Xpsarcke, Te CaBera 3a KyATypy XpBaTcKe, KaO U AQ je IIOHOBO
anocrpodupan rosop Behecaasa Xonesia, xoju je, usmely ocrasor, Ha oTBapamy
MaHuecTanuje usjasuo ,|...] Aa he jyrocaoBencku mysnuxy xuBoT y 3arpe6auxom
GujeHaAy caBpeMeHe My3HKe NMaTH CTaAQH OAPa3 HajHOBHjux pocturayha [...] kao n
Aa he dpecTrBaA cBakako OUTH IAOAAH MOACTHUIAj MHTEH3UBHUjeM PasBojy aomaher

20 Tlopep HOBHMHApCcKe Kapujepe y mrrammanum MepujuMa, ®eankc ITamuh papuo je u va Papnjy u
Teaesusuju Beorpap. Y Bopbu je mespeceTnx roaAuHa 00jaBAMBAO cepuje pasroBOpa ca CaBpeMeHHM
nHCLUMa, 61O je yKimydeH y paa BHlle IO30PUIIHMX GecTUBAAR, a ayTop je u Aecerak kmwura (Rudi¢
2010).

21  Tlo saBpueTKy CTyAUja HCTOpHje My3HKe Ha 6eorpaackoj Mysuukoj akapemuju (1952), Aparomup
TTamapomoaoc paauo je y Mysuukoj mxoan ,Crankosuh’, rakohye Ha Papnjy Beorpap, a 610 je anraxxosan
¥ K20 KpuTHuap y Hekoanko vacormca (Kovacevi¢ 1984b: 141).
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mysmukor crsapasamtsa’ (T[ommanosuh] 1961c: 7). Cse je 0BO, HapaBHO, UIIAO
y HPHUAOT IONyAApH3ALMjH U adHpMallUjH, Te AETMTUMHU3AIMjU HOBOOCHOBaHe
My3HYKe MaHH(eCTaIHje, Ka0 3HaYajHe 3a YHAmpeleme jyrocAOBEHCKOT KYATYpHOT
JKMBOTA, HAPOUHUTO Y IIOTAEAY OTBOPEHOCTH 32 HOBE MOAEPHUCTHYKE TEHAEHIIHje.

3a pa3AMKy OA OBMX TeKCTOBA, KAO H M3BellTaja, y KojeM Tommanosuh u3HOCH
HEKOAMKO CTATUCTUYKHX I0AATAKA, HAAMK CAMYHOM mpuaory y Ilosumtiuyu,”
Haj3HAYajHUjU YAQHAK OBOT ayTOpa y AUCTY Bop6a 3ampaBo je cBOjeBpCHU HHTEPBJY,
peaausoBaH ¢ roctuma Mysuukor OujeHasa, aupurenToM Mapuom Pocujem u
xomnosuropuMa Buroapom Ayrtocaasckum n Kapenom Xawarypjanom (Kapam
Xagarypsn). Ha Taj HaunH 6e0rpaackoj unTaAadKoj my6ANLH IPeHeTa Cy 3anaKama
HMHOCTpaHe CTPy4He jaBHOCTH O HOBOOCHOBAHOM jyrOCAOBEHCKOM (eCTUBAAY, KOjU
je UTaAMjaHCKU AUPHUreHT yropepno ¢ bujenasoM y Benermju. Haraamasajyhu aa
je HajBeha sacayra opranusaropa To mTo ,[3]arpe6adxkum 6ujeHaAOM HOBa My3HKa
CTWYe HOBU M BaxkHH neHTap mupema (Tommanosuh 1961¢&: 9), HeobuuHo je A2
AyTocaaBcku Huje y cBOoM obpahamy HMCTaKao, MAM Makap CIOMeHyo (ecTHBaA
Bapmascka jecen, xoju je, xako ce Beh Tapa HaBOAMAO, AO OocHuBama Bujenasa
IPEACTAaBAA0  jeAMHy MaHudecTanujy caBpeMeHe (aBaHrapAHe) Mysuke y
COLIMjAAMCTHYIKOM OAOKY eBpOIICKOT KoHTHHeHTa. HacynpoT mosckom xoMmosuropy,
KOjH je TIOBOAOM KOHKpeTHe U eAeKTPOHCKe My3HKe M3jaBUO Aa je ,HOBAa yMETHOCT
pobeHa mpep HammM oYMMa’, COBjeTCKM KOMITO3UTOP XayaTypjaH oBe je IojaBe Ha
BujeHaAy HeraTHBHO IPOKOMEHTAPHUCAO, UCIIOAABAjyhy, pekao OH ce, OYEKHBAHO,
KoH3epBaTuBHHje ecTeTcke Hasope (Ibid.).

Ypehusauku mocrymak aucra Bopba, xoju je unraormma 06e3b6epno yBuA Y
€CTeTHYKH [I0AAPH30BAHA CXBATAlha CaBpeMeHe My3uke usMelyy npumapuuka [Toscke
mkoae (jeAHE 0A MPeABOAHHIA IOCAEpaTHe aBaHrapae) u ayropa us CoBjerckor
Casesa (y KojeM je cOLpeaAnCTHIKa AOKTPHHA 6HAQ H3Y3€THO CHAKHA), Ha 3aHUMASUB
Ha4YMH KOMHIMAMPA C TAAALIIHOM (KyATYpPHOM) OAUTUKOM JyTOCAQBHje, OTBOPEHE U
3a Hcrok, u 3a 3amaa.

3a pasauxy op texcra y Iloaumliuyu, y OKBUpPY Kojer Cy (Kao IITO CMO BHAEAM)
CaMoO CIIOMeHyTa MMeHa ayTopa 4YHja Cy Ce AeAd HalllAd Ha Iporpamy KOHIlepTa
Cumdonujcxor opkectpa HTasnjaHcke papno-TeaeBusuje, y Aucty Bopba o oBom
KOHIIepTy 06jaBasyje ce HemTo AeTasHUjU TekcT. Kpemumup Kosauesuh, Mysuuxu
IHCal] M MCTaKHYTH AEKCHKOrpad, YPEAHUK BHIIE jyrOCAOBEHCKHX My3HYKUX
myOAMKaIHja, CBOJUM je MY3HKOAOLIKMM IlepoM uHuTaonuma Bopbe mpeacraBro
perneproap MOMEHYTOr KOHIIepTa KA0 MAKAHMBO H3a0paHH IMpeceK HTAAMjaHCKe
Mys3HKe npBe moaosuHe 20. Beka, 360T dera je, IpeMa HEroBUM pednuma, 6o ,|...]

22 KommapaTHBHHMM caraepaBameM oBux usBemrajay bop6uu IToaumuyu, mpBa OMjeHaACKa CTATHCTHKA
Haraeaasa je osako: IToaumuka IPeHOCH BECT Aa Cy yKYIHO H3BeaeHa 53 aeaa (ykaydyjyhu omepcka,
6aseTcka, cMMPOHMjCKa, KaMEPHA, eKCIIepUMeHTaAHa), AOK Bop6a roBopH o TOMe Aa je YIpHAMYEHO
18 mpupepaba, o vera cy 11 npupeauan pomahw, S crpann, a 3 ,memosutn” usBohaun. Oba Aucra
npeHoce HHPOPMALIKje O TOME Ad je OAPXKAHO 9 IpeAaBamba, K0 U Ad je PeCcTHBAAY IPUCYCTBOBAAO
15 000 moceruaana, npu yemy IToaumuia HaBOAK HelToO AeTasHHUje Opojke op 14 750 mocerraana 1
9SS nsBobava. ¥3 T, 0Baj anct noaceha Ha To A je OujeHascka my6anka Moraa pa obube u S usaox6w,
npupehennx y ckaomy pecrusasa. Bupern y: (T[omaanosuh] 1961¢: 7) u (O[crojuh] 1961h).
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3aHMMAUB U 32 Mambe aBAHTAPAMCTHUKH PACIIOAOXKEHY IIyOAMKY, a ACAUMUYHO YaK
M 32 poMaHTUYapcku HacTpojene caymaone’ (Kosauesnh 1961a: S). MebyTum,
Kosauesuh y nHacrtaBky Tekcra Hiliaiujancku tipoipam umiipecuoHupao, moxasyje
U CBOjeBPCHY KOHTPAAMKTOPHOCT. YIPKOC TOMe IITO je IPeTXOAHO HArAacHo Ad
Cy IIOjeAMHA AeAd C OBOT KOHIJepTa MOTAA AQ IIPHAOOH)Y MAXKEY M POMAHTHIAPCKH
HACTPOjeHHX CAyIIAAaljd, ayTOp O HTAAMjaHCKHM KOMIIO3UTOPHMA, IIOTOM,
3akwyuyje: ,IIpoxkeTH »emOM Ad Ce CYNpOTCTaBe POMAHTHYHOM HacAehy, onu
Cy, CBaKH Ha CBOj CHeIMPUYAH HAYMH, IPUAOHEAHM AA MTAAHjaHCKA MY3HKa KpeHe
nosum mytesuma’ (Ibid.). OBo je, unaue, jeaaH 0p He TaKO YeCTUX CAydajeBa, y
KOjeM Cy YHTAOLY AHEBHHX HOBHHA MOTAM AA Ce CYCPeTHY C MaKap MUHUMAAHOM
BaAopH3arujoM OujeHasckor pemeproapa. Mcro Baxu u 3a Kosauesuhes mprkas
omepckor ocTBapema Pesusop, Hemaukor kommosuropa Bepuepa Exa. IToacehajyhu
Ha 3Ha4aj Toronesor (Hukoaait [oroas) apamckor aeaa, Kosasesrh ncruye aa je Ex
CIIPETHOM 2AANTALHjOM AMOpeTa ,[...] 3HA0 KaKo A2 UCTaKHe CBe TAQBHE MOMEHTE,
oTkpuBajyhu BaHpepan Aap 3a Tpetupatbe ancambaa” (1961b: 6). Y3 ocept Ha ExoB
My3HMYKH je3HK, OBaj IIPHKA3 AOHOCH M IIO3HTHBHO OljeleHe HacTyre u3Bohaua
Omnepe Caosenckor HapopHor raepaammrda. Crora cy Kosauesuhesu TexcroBu
3aKCTa PETKU IPUMEPH Al je OeOorpapCcKa AHeBHA IITAMITA, y OBOM cAy4ajy Bopba,
CBOjUM YUTAOIMMA IIOHYAMAQ, HCTHHA, KPATKe, AAU CTPYYHE KPUTHYKO-aHAAUTHIKE
IpHKa3e KOHIlepara npBor Mysudkor 6ujeHasa.

Kao mro cmo Bupean, Ilosuttiuka je y CBOjUM H3BEIITABABHMA BEAUKY MAXKHY
ycMeprAa Ka HacTymuMa AHcam6aa 3a HoBy Mysuxy u3 KeaHa, a cAudaH TpeTMaH 0Baj
MY3HYKH CaCcTaB, KA0 HECYMIbHBO HajaBaHTApPAHH]ja 110jaBa MPBOT bujeHasa, nMao je u
y Bopbu. 3a pazauxy op texcra y Ioauitiuyy, y K0joj Cy UNTAOIM MHPOPMICAHH CAMO O
HMeHHMa ayTopa AeAd, IPUAOT y Bopbu AoHOCH AeTasHe HHPOPMALIHje O PerepToapy.
Taxohe, npucrynBopbunoixpuridapa, Mysukosora AparomupalTamapomnosoca, Aasexo
je IpeBa3yAa3Mo IyKy perucrpauujy aorabaja, jep je oBaj ayTop eAeKTPOAKYCTHUKe
eKCIIepUMeHTe IIPEACTABHO KaO IIAOA AAPMIITATCKO-aBAHTAPAHIX AYXOBHHX CTPY]jarba,
Y KOjuMa, KaKo je HaBeo ,[...] uMa eaemeHara, koju he 6uTn cBakako TpajHOT yTHIAja
Ha 6yayhe TokoBe My3uke”.>* MHaue, 0Baj TeKCT, y OpMHU IIPHKa3a/KOMEHTAPa, IPABH
je TIpHMep KaKo ITyOAMITUCTIYKY HAIMC MOXe A usal)e M3 HasHAYeHMX OKBHPA, Kapd
oapeheno MysuuKo Aemasatbe nocTae [ ... ] povod za razmigljanje o nekom paralelnom
umjetnickom, esteti¢kom ili drustvenom problemu [...]” (Cavlovi¢ 1999). Tako ce
ITarmap0ImoA0C 0CBpHYO Ha HCTOPH)jy My3UUKe aBaHIapAe, Ha UHjy Ce HCTOPHjCKY AUHE)Y
y U3BECHOj MepH OCAAbAAA U CaMa IIpOrpaMcka KoHrenuja Bujenaaa. ITocraBaajyhu
IUTAIbe AQ AU je TOHAAHHU CHCTeM ,0AXKHBeO CBOj Bek , ITarmapomoaoc je untaorie Bopbe
YIIO3HAO C HEKUM O CYIITHHCKHUX MOAEPHHCTHUYKHX I0jaBa y Mysuuu 20. croaeha,
TIOIIYT ABAHAECTTOHCKE My3HKe, ITyHKTYaAU3Ma, TEHASHIIHja y AapMIITaTy, ppaHIfycKe
aBanrape u [Tomcxke mxoae (1961).

23  TlamapomoAoc je IOA THM, Tpe CBera, IOAPasyMeBao yAOry eaekrponmuke (1961:9).
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Kao mro cmo panmje ucrakan, Aparyrus Yoanh> je y Bopbu o6jaBuo ykymHo
YeTHPH TEeKCTa O MpBoM BujeHaAy. Y3 mpukase koHijepara aHcambasa 3arpebauxu
coactd u 3arpebayky KBApTET, KAO M KAABUPCKOI pecuTasa (paHIrycke
nujaHucTKUbe VIBOH AOpHO, CBOjUM CappKajeM M ayTOPOBOM IIPOHHIIsHBOIIhY
HajBHIIIe Ce M3ABAja TEKCT KOjH Ha M3BECTaH HAYMH CyMHUpa cBa porabhama c BujeHaaa,
IpU YeMy OBaj CPIICKH KOMIO3UTOP Y YAO3HM MY3MYKOT IUCI]A HACTYIA H3Pa3HTO
KPUTHYKH.

Yoauh je cBoje yrmcke ¢ KOHIjepaTa KOHLUIIMPAO Y CBOjeBPCHOj dopmu
KOMEHTapa — MyOAMIMCTUYKOT YAAHKA y KOjeM ayTOp M3HOCH UHAMBHUAYAAAQH M
AMYHHM cTaB pema MysuukoM porabajy (Cavlovié 1999). Vs ucrumame aa je Boba
3arpe6aukyux COAMCTa,” BUOAOHYEAMCTA AHTOHHO JaHUTPO, ,[..] ymeo ca mctum
pasyMeBameM U OAyIIeBoeHeM Ca KOjUM IIPHAAsSH A€AMMa MajcTopa MpPOIIAMX
ernoxa Aa mpube u caBpeMeHOM cTBapaAamTsy [...|” (1961a: 7), Yoauh xpuruaxu
pasMaTpa pemepToap OBOT aHCaMOAa, MPH YeMy AEAMMA KOja Cy pedaeKTOBaAd
mopepHucTuke TeHAeHuHje (Bebeprosux Iledi citiagosa 3a tygauku opxectuap,
Te Kenemenose Kowyepiianiine umiiposusayuje),”® eKCIAMIIUTHO CYNPOTCTaBbdA
HeOpOMaHTHYapcKa ocTBapema (nomyt Pyceaose Cumdonujeitie, Aotkunor Ckepya
3a iygaue, e BputHOBe Jegrociniasre cumPonuje). TuMe Cy 1 KpUTEPUjyMH CeAeKLuje
OBOT (eCTHBaAQ, KOjU je 6O OpHUjeHTHCAH Ka IIPEACTABAAlbY caBpeMeHe (MopepHe)
MY3HKe, AOBeAHH y nuTame. Ha camyan HaumH, ¢ POKycOM Ha IpepOdaBamy
eCTeTHYKO-CTHACKE XeTepOTeHOCTH pereporapa, Joauh moctyma u y cay4ajy
koHepTa VIBoH Aopuo, koja je usBeaa xommosunuje Aebucuja, PaBeaa, BeGepHa,
Mecwujana u Byaesa (1961b: 7).

Peneproap 6ujeHaACKOT KOHIIPTAa KOjH je IpHpeano 3arpebauku KBapTeT Y3
HACTYII HH3a COAHMCTA, 0OYXBaTao je, y3 jeAHO AeAo Aprypa XoHerepa, HpPEeTEXHO
ocTBapema nonckux ([paxuna Banesud, Ayrtocaascku, Maaascku, lledep) u
jyrocaoBenckux komnosuropa (Caasencku, @puben, Caxay u Pamosm). Y3 kpartak
IPHKA3 CTBAPAAAIITBA IOACKUX ayTOPa, ¥ $okycy kputudapa Aparyruna Joanha
HamAm cy ce (pekao 6u ce), cacBuUM OdeKMBaHO, AOMahu MySMYKM CTBapaoL.
Mspasur apunnrer Joauh mokasyje npema xommnosuropy Kpemmmupy ®pubery,
npeacraBpajyhu ra umraonmma Bopbe kao 6eCKOMIIPOMUCHOT aBaHTApAUCTY H
npomnararopa ,HoBor” (Yoawnh 1961c: 7). Mmak, Hema cymve A2 je Jocun CaaBeHcky,
YMETHHUK CTapHje TeHepaluje U IPOCAABASEHO KOMIIO3UTOPCKO UMeE Y 3eMAU U Y
MHOCTPAHCTBY, YuTaonuMa Bopbe, Ka0 YMTAAAUKO] jABHOCTU KOja HHje CTPYdHA y
0BOj 06AacTH, 6MO AAAEKO MO3HATH)U OA OCTAAMX (jyTOCAOBEHCKHX) CaBpPeMeHHX
ayTOopa, YHja Cy Ce AeAd HalllAa Ha peneproapy npsor bujenasa. Kpurnaap Aparyrun

24 Kommosurop Aparyrun Yoauh 610 je 1 nHAYe AKTHBAH KA0 MY3UUKH ITHCAL] X CAPAAHHK HEKOAMKO
vaconuca u HopuHa (Zvuk, Mysuuxu iracnuk, Caasencka mysuxa, JKueoiti u pag, Knjizevne novine,
Mysuxa, ITpasga, Irac, Bop6a).

25 Ocnosan 1953. roaune, ancam6ba 3arpe6auxu coancru Beh je Ha npsom BujeHaay HacTymnuo kao
cBeTckH mo3HaTH KamepHu cacras (Krpan 2003).

26 3aocrBapeme Muaka Keaemena Yoanh y cBojoj kpuruny, usmehy ocrasor, 6eaesxn: , JIusenrusas,
CaBpeMeH y 3ByKy MOAMOHH CTaB, IlyH CBEXXHHE 1 HHTEH3UTETA YHHU OBO AEAO jeAHHM OA 3HAYAjHUjHX
Aocrurayha Hamer caBpemenor mysuakor crsapasamrsa’ (Ibid.).
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Yoauh je Apyiu iygauxu keapiieiti CAABEHCKOT CBPCTAO y Pelpe3eHTaTHBHA AeAd
xamepHe auteparype (Ibid.), aau je 3aT0 BpAO HEOOUUHO IITO je y CBOM H3BEIITAjy
usocraBuo Tpu cunitietticke fioeme bparnmupa Cakaya, Koje AAHAC MMajy UCTOPHjCKH
3HA4Yaj y Pa3BoOjy jyTOCAOBEHCKE MY3HKe, KaO IPBO €AeKTPOAKyCTHYKO OCTBapeme
pabero Ha oBum npocropuma. HecxBatauso je oa vu Bopba, a uu Ilosutiuka HUCY
IpeHeAe BECT O jeAUHOM eAeKTPOAKYCTUYKOM OCTBApeHY jeAHOr jyrOCAOBEHCKOT
KOMIIO3UTOpa ¢ HpBor DujeHasa, Mako Cy o6a AHeBHA AMCTa OMAQ HPHAMYHO
HAKAOHEHA M3BelITaBalby O eAeKTPOHCKHM OCTBapemHMMa MHOCTPAHMX ayTopa, y
usBolhemy keaHckor Ancambaa 3a Hosy my3uky.

Axo je pasroBop ¢ Muakom Keaemerowm, mybauxosa y IToAuifiuyy IpHUARKOM
oTBapama bujeHaaa, jeaaH 0p KpylMjaAHHX TEKCTOBA HAa OCHOBY KOjer Cy YMTaoIU
Oeorpaacke AHeBHe INTaMIle TeMesHHje MOTAM Ad Ce YIIO3HAjy ca CBPXOM OBOT
decTHBaAa, Y TOM je CMHCAY IIOAjeAHAKO BakaH M TekcT AparytuHa Yoanha,
Manudgecinayuja goctiiuinyha y paseojy naue mysuuxe KyAiype..., objaBser y Bopou
HEKOAMKO AQHA IO 3aBPIIETKY OBOT My3wukor porabaja (1961¢&: 7). Va3 Heynury
KOHCTaTayujy Aa DBujenase, ,[..] mocBehen caBpemeHOM aBaHIapAMCTHYKOM
CTBapaAAUITBY KOA HAC ¥ y CBETY, IPEACTABAA [...| IPEKPeTHUIy y pasBojy Haile
mysuuke kyarype” (Ibid.), Yoauh, morowm, ckpehe naxmy u Ha usBecHe npobaeme c
KOjHMa Ce CyOuMAA OPTaHM3aIiMja OBOT $eCcTHBAA, A CYIITHHCKY MpUMeAdy ymyhyje
Ha padyyH perepToapcke ceaeknuje.”’ Ako mmoheMo 0p TOra pa Cy ce OpraHH3aTOpPH
Apkaau Hadeaa Aa je Dujenase decruBaa caBpemeHe MysHKe MOAEPHOI M3pas3a,
KOja ce oca0b0arAa HeopoMaHTHYapcKe b6aracty, Yoanh oHAQ yucTHHy ¢ IpaBoM
MMIIAMIIYPA YMEEHHIY AA TIOjeAMHa Aeaa, momyT, Ckepya 3a iygave Opana Aotke,
Tpehei kaasupckoi konyepina Bopuca ITananponyaa nau ITpsoi kaacuunol konyepina
Crjenana IITyaeka, HUKAaKO HHCY MOTAQ AA HCIyHe HaBeaeHe kpuTepujyme.”® C Tum
y Be3H, ayTOp y 3aKAY4Ky OBOT TeKCTa ymyhyje M NPHAUYHO OTBOPEHY KPHTHKY
CeAEKIIMOHOj KOMHUCHjH, Y3 IIpUMeADy Aa 61 yOyayhe my MOpao Aa YMHM 3HATHHjU
6poj ,[..] AmuHOCTH KoOje MMajy pasymeBame M aQUHHTET IpeMa CaBpPEMEHOM
crBapanamrsy” (Ibid.).

ITopes KOHIIEPTHHX KPHTHKA MOCeOHO Cy 3aHMMAMBU usBemTaju Bopbe o
opjexy Mysuukor 6ujenasa y mehyynapoaroj jaaoctu. ITocaepmer pana dpecrrBasa
(24. maja) oBaj AMCT mpeHeo je KpaTKo ofaBelTeme A2 je 0 BujeHaay o6jaBmen
YAQHAK y AOHAOHCKUM AHeBHHM HoBuHama Tajmc (The Times). Vs Tor uspemrtaja,
CUMOOAMYHOT HACAOBA Y KOpaK ca caspemeHum Clipemiersuma y ceelily, eHrAecka
jABHOCT MOTAQ je A2 IIPOYHTA KaKO ,[...| 3arpe6adku ecTnBaA caBpeMeHe MysHKe
AOKasyje Ad jyTOCAOBEHCKU YMETHHUIIU M Ha IOy My3HKe HAY Y KOPAK Ca CaBpeMeHUM
CTpeMmerlMa Ha Mosy yMeTHOCTH y cBeTy” (AnoH. 1961d: 7). [Topea oBor, TokoM

27 Usmeby ocrasor, Hoauh y cBoM Tekcty 3akmyuyje u caepehe: ,Aa 6u ycmex 6yayher Bujenasa
6uo motnynuju Opbop PpecTnBasa, KOju 6U MOXAA TPEOAAO HMPOMIMPHTH U AUYHOCTHMA M3 APYTHX
pery6amuka, cBakako he kopucTuTu oBoropumma crevena uckycrsa’. (Ibid.).

28 Kao mpumep jyrocAOBEHCKOT OCTBapema KOje Ce HHje HAlIAO Ha pemeproapy sarpebadxe
MaHH$ecTalyje, a KOje je, Y OAHOCY Ha HaBeA€HA AEAd, Y TOM TPEHYTKYy MHOIO BHIIE OATOBAPAAO
HPOrpaMcKUM KpuTeprjymMuMa pecTuBaAa caBpeMene Mysrke, Yoauh Haoau Tpehty cumporujy Muaana
Pucruha, HacTaAy y TOAMHH OApYKaBarba IPBOT BujeHana.
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jyHa Mecena Bopba je objaBuaa joir ABa TekcTa o BujeHay y KojuMa ce rOBOpHU O
HMHTEPHAIIMOHAAHOM OAjeKy oBe MaHM(ecTaluje. AKO je AOrOBOP O OApPXKaBamy
cenrrembapcke Kondepenriuje HecBpcTaHux seMasa y beorpapy mocturayT 9. jyHa
1961. ropune y Kaupy (o uemy cy cBu 6e0rpascKu AHEBHU AMCTOBH H3BEIITABAAN),
3aHMMAMBO je 3aIla3HTH A Ce Y TeKCTy o BujeHaay cBera HeKoAHKO AaHa KacHHje (14.
jyHa), HABOAH KaKo ,[H]uje HCKaydeHO Aa ce y okBUpY caepeher pecTrBara oppxku u
jeAQH KOHIIePT yMeTHHYKE My3HKe appPUIKUX U a3HjCKUX HAPOAR [ ...|” ([Tamuh 1961:
7). IToTBpay ycnexa oBoj Marugecrarmju Bop6a AOHOCH 1 KpO3 M3BeITaj 0A 22. jyHa,
a pey je 0 pellenuju jyTOCAOBEHCKOT $peCTHBAAA Y 3allaAHOHEMAyKHM AMCTOBUMA,
Opanxgypinep Pynguay (Frankfurter Rundschau) w Au Beai (Die Welt). Tum
MIOBOAOM OEOrPaACKH AHEBHH AKCT IIPeHeo je, u3Mehy ocTaaor, samaskama HeMauKor
kputmyapa Pypoada Auxa (Rudolf Liick), xoju je Muaka Keaemena u /oy6uiy
Mapuh 13AB0jHO K20 ABe HajMAPKAHTHHje KOMIIOBUTOPCKe Gurype y Jyrocaasuju,
AOK je Kao jeAHy OA TAAQBHHUX 3aCAyTa OoBe MaHM(ecTalluje INPUIKCA0 ToOMe LITO je
omoryhuaa aa ce octBape ,|...] Aparonenu cycpern usmelyy npeacrasruka Mcroka u
3anapa, koju he umaru yrunaj Ha o6e crpane” (Anon. 1961dz: 7).

My3u4uku BUJEHAAE HA CTPAHUIIAMA BEYEPHUX HOBOCTHU

3a pasauky op Ioauttiuxe u bopbe, Beueptve Hogocititt OCHOBaHe Cy Y IIOCAEPATHO]
Jyrocaasuju, 1953. ropune y Beorpaay. Kako ucruay capapHHIIM OBOT AMCTa, HAgja
je 6uaa pa ce, opea, ,rpahancke” Ioauiniuke u ,maptujcke” Bople, aacupajy AHeBHe
HOBHHE KOje OH y IOIIOAHEeBHMM CaTUMa AOHOCHAE CBEXe U KPaTKe BEeCTH C AOCTa
dotorpaduja u kpymuux Hacaosa (Talovi¢ i Lovri¢ 2011). Tako je u KyaTypHa
pybpuka Beueproux nogocitiu 611Aa AOCTA KOHIM3HHjA Y OAHOCY Ha APYTa ABA AHEBHA
AWICTA, 1A je U y HELITO Mamkoj Mepu 00jaBoHBAAA BECTH O 30MBABHMA Y OCTAAUM
jyrocaoBeHckuM permybOankama. Ilopep Tora, OHa Ce OAAMKOBAaAd H3PA3HTH)jOM
koMeprmjasHomhy crpam Ioauttiukune 1 Bopbune KyaTypHe pybpuke, 0 deMmy, Ha
IpHMep, CBEAOUH UMI-eHUIIA Ad Cy H3BeITaju O Aorahajuma u3 cpepe yMmeTHHUKe
My3HKe HEPETKO YCTYIIAAM MECTO OAEAKY MOA HAaCAOBOM 3abasHa mysuka. Vmajyhu
0BO y BHAY, He usHeHabyje mTo cy Beuepwe HO80CIIU, § OAHOCY Ha ApPyra ABa
AWICTA, 3HATHO Mambe IIaXKibe IOCBeTHAe 3arpebaukoM BujeHasy. Ykymuo S myrTa,
U TO y Hajkpahoj GopMH, YHTAOIM OBUX HOBHMHA MOTAM Cy Ce CYyCPeCTH C BeCTHMA
o mpBoM MelyHapoaHOM ecTHBaAy caBpeMeHe Mysuke y Jyrocaasuju. Aakae, Ha
crpanunama Beyeproux Hosocitiy Huje GMAO MeCTa HHU 32 KaKBe aHaAH3e GpeCTUBAACKOT
IIpOrpama, pernepToapa, KOHIepTHUX 1 ollepcKux usBohema, Beh cy Texkcrosu (nHaue
CBH HEIOTIIMCAHN OCHM jeAHOT, M3 Iepa u3BecHOr pommcHuka M. Ifunpapuha)
KOHLUNHUpaHH y Hajkpahum dpakrorpadcxkum popmama.

MehyTtum, oHo mTo Beueproe Ho80CTIY He YUHY 3aHEMAPASHBIM ACTOM Y IIOTACAY
6AaroBpeMeHOr U epUKACHOT HHPOPMHUCAKA O MIPBOM BHjeHaAy, TO je IITO Cy BeCT
0 HEroBOM OAPIKaBakby, y3 HarAacak Aa he To 6urw ,[...] mpsa mpupea6a oBe Bpcre
[MyCAM ce Ha caBpeMeHy My3HKy — IPHUM. ayT.] y Hamoj semsn” (AHoH. 1961b: 7),
npeHeae jorn 14. anpuaa, aakae, BHIIE 0A Mecel] AAHa IIpe II0YeTKa MaHu(ecTalyje.
AeceTak AaHa KacHHje, a OIIeT 3HATHO PaHHU]je Y OAHOCY Ha IloueTak bujenaaa, Beueptoe
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HOB0CIMI CBOJUM YUTAOIIMMA AOHOCE M ADYTH IIPHAOT O OBOM peCcTHBAAY, yKasyjyhu Ha
TO A2 je TOCpeAH jeaHa , [ ...] oa HajBehux oBoropMm®BUX MaHUECTaLMja CaBpeMeHe
mysuke y Esponn” (Llunpapuh 1961: 7). ITosoa je, canuno xao y Bop6u (aBa Aana
panyje), 61O 3BaHUMHO PUHAAMBUPAIbE PECTUBAACKOT IPOTPaMa, I1a je U BeCT MOA
HacaoBoM Cmotlipa caspemete espoiicke my3uke, TIpeHeTa y3 HAAHACAOB Yiisphen
ipoepam mehynapogroi Mysuuxoi 6ujenaray 3aipe6y (Ibid.). Kpurnaap je unraonmma
CaMO MapKHMPAO HEKOAHIJMHY KOMIIO3UTOPA, AUPHUIeHATa, H3BOHAUKMX TeAd, COAMCTA
W TpepaBaua, ¢ Kojuma he ce cycpectn 6ujenHascka my6amka (c Haraackom Ha
rocroBama AooMahux i Mysndapa us Mraanje: Cumdonnjcku opxecrap HMrasujancke
paano-teaeBusnje; Opaniycke: Keaprer Ilapennn u Meon Aopuo; AprenTuHe:
Maypucuo Karea; u 3amaane Hemauke: Ancam6a 3a Hoy My3uky), aAu y3 0ACycTBO
6mA0 kaxBe aHaause Oyayher mporpama.

Haxon oBor TexcTa Beuepre H080Ciit HUCY ce OTAalllaBaAe HOBOAOM bujenasa cae
AO AaHa modeTka Manudecranuje (17. Maja), Kapa Cy YMUTAOLHM YKPATKO 06aBelTeH
a2 ,[y] 3arpeby aamac moumme npsu Mysuuku 6ujeHase Ha kome he Ao 24. Maja
6uTH M3BeAeHA AeAa deTpaeceTopue [sic/] Aoomahux u MHOCTpaHMX KOMIOZHTOpA
caBpemene Mysuke” (AHOH. 1961¢&: 7), xao m pa he 3a Bpeme decrmBara Gurm
y[-] OPraHM30BAaHO N HEKOAMKO NPUTOAHHX M3AOXKOU U AMCKyCHja O mpobaeMuMa
caBpemene mysuke” (Ibid.). V3 jom jeAHO KpaTko 0baBemTerbe, y KojeM ce HCTHYE Ad
he nporpam Bujenasa noce6Ho yBeandarn 3arpe6adku COAUCTH, KOjH [ ... ] ¢ IpaBoM
HOCe MMe HAIMX Hajoosux aMbacapopa KaMepHe My3uKe y HHOCTPAHCTBY  (AHOH.
1961¢: 8), unHu ce A2 je Haj3AaHUMAUBH]U OUjEHAACKHI IPUAOT y Beueptoum nosocitiuma,
3aIpaBo, U3BelITaj O pelleNiUji jyTOCAOBEHCKOT $eCcTHBAAA Y 3aIAAHOHEMAUYKUM
HoBuHama. Hanme, ped je o ckpahenoj Bep3uju Texcra objaBsenor y Bop6u ncror
Aana (22. jyna), camo mop Apyrum HacaosoM (Cilipana witiamiia o 3aipebauxom
Bujenany. > Jow nuje subero na 3aiiagy...). Tako cy u untaouu Beueproux Hosocmu
6uan yrmyhenu y To pa cy mpukasu BujeHasa ,0CBaHYAM™ y HEKOAMKO HEMAUKHX
AWCTOBR, YMjH AyTOPU YTAABHOM ,|...] HCTHYy Aa 3arpe6adky gpecTuBaA MpeACTaBsda
jeAMHCTBeHY MaHH(ECTALHjy y eBPOIICKOM MY3HIKOM XHBOTY U yKa3yjy Ha MOTpeby
Aa ce oBe pupeabe u yoyayhe oppxasajy peaosro” (Anon. 1961d: 7).

MoxxkeMO 3aKAYIUTH A2 CY, ¥ 0aHOCY Ha IToauiniuky u Bop6y, Beueptve Hosociiu
HeCYMIBUBO MMaAe MAmbll 3Hauaj 3a pelemnnujy BujeHasa y 6eorpasckoj cpeausy,
6yAth/I A CBOJUM YUTAOLIMA HUCY IPY>KUAE HUTH jeAAH IIPUKa3 KOju 6u KPUTHYKU
pasMoTpuo OHAO KOju acmeKT HOBOOCHOBaHOr ¢ectmBasa. C Apyre crpawe,
yrocTdecTym” HM3BelITaBame O OAjeKy Mysudkor OGmjeHara, TOTOBO Mecel] AaHa
OA 3aBpIIeTKAa MaHM]ECTAIHje, MOXe Ce TYMAUUTH y KOHTEKCTY PeAeBaHTHOCTH
KyATYPHOT ypeAHuImTBa Beueproux Hosocitiu, Kao pepakiiyje Koja je HeABOCMUCACHO
Ipero3HaAa 3Ha4aj IpBOT GeCTUBAAA CaBpPeMeHe MY3HKe Y JyTOCAaBUjU.

3AKAYYHA PASMATPAHA

ToBopehu o penemuuju mpBor ¢ecrrBasa caBpeMeHe My3HKe y JyrocAaBuju
HeMoryhe je He OCBpPHYTH Ce Ha IOjeAMHe KapaKTepPUCTHKe OHAAUIBbE (AHEBHE)
mysmuke kputuke. Maxo ce y Leksikonu jugoslavenske muzike (1984) naBoau kako
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,[0]d 1945. gotovo svi dnevni listovi, pa i poneki ¢asopisi, ustupaju svoje rubrike
muzickoj kritici [...]” (Kovacevi¢ 1984a: 479), To He 3Ha4M Aa je cTame My3HuKe
KpUTHKe OHAO CacBUM 3aA0BosaBajyhe. Heke op Hajuemhux samepxu koje cy
ynyhuBaHe ypeAHHMIIIMA KYATYPHUX PyOpHKa y AHEBHO]j IITAMIIM OAHOCHAE CYy Ce
Ha MPAKCY aHTAKOBAba KPUTHYAPA KOjH HHCY U3 PEAOBA My3HUKe M MY3HKOAOLIKE
CTpyKe,” a IITO je pe3yATHPAAO 00jaBsHBaEeM My3HIKIX KPUTHKA 6e3 IIOApOOHUjer
yAQKema y IpeaMeT aHaAu3e.* Y3 T, 4eCTO MMIIAULIPAH pobAeM 6HO je U Taj Aa ce
32 XPOHHKY MY3HYKOT KMBOTA Y AHEBHOj IITAMIIN U3ABAja0 MIUHMMAaAAH IpOCTOp.®!
Kaaa je peu o opjeky Mysuukor GujeHasa 3arpeb y 6eorpapckuM AHEBHUM
HOBHWHaMa, I/I3B€Il[Taje yI/ICTI/IHy jecy AOMHHAHTHO HpeHOCI/IAI/I KPI/ITI/I‘{aPI/I 663
dopmasHor Mysmukor obpazosama (koHkperHo, y Iloauiuyu u Bopbu to cy
sarpebauku pomuchunu Ocrojuh u Tommanosuh).> Tlopes Tora, HepocTarak y
H3BEIITaBay 6€OrPaACKIX AHEBHUX AMCTOBA MOTA0 O Ce IIPUITMCATH HEAOBOASHOM
IOITyAApHCalby CPIICKHX 3Bohada (moce6Ho 3anaxenor HacTymna Opkecrpa u Xopa
Papno-reaesusuje beorpap, ¢ pupurenTom Bopusojem CumuheM u coamcTom
AymanoM Jaukosuhem) u xommosutopa us Cp6uje, unja cy ce Aeaa Hamaa Ha
peneproapy npsor Bujenana (Apyiu iygauku keapinieii Jocura CaaBeHCKOT, omepa
Yertipgeceiniiipea Muxosuaa Aorapa u KaHTara Aauu y famu 3a 6apuition coAo,
mewosuitiu xop u opkeciiiap Jocuna Kaaunha, Te ITecme fipocitiopa 3a meuiosuiiiu xop u
opkeciniap /oyburie Mapuh u 6aser Baiaga o meceyy syiniaruyu Aymana Papuha, xao
BeoMa 3aIla’KeHHX OCTBapera ¢ mpsor Bujenasa). MelyyTum, To mro je Ha crpanunama
Oeorpaacke AHeBHe IITaMIIe IIPEOBAAAABAAO PAKTOTPaPCKO HHPOPMUCAE jABHOCTH
0 npBoM MysuukoM OHjeHaAy — y BUAY My3HdKe XPOHHUKe, ITyTeM BECTH M H3BEIITaja,
0e3 mOHMpama y AyOsy aHAAM3Y eCTETHYKMX, CTHAMCTHYKHAX M KOMIIO3UI[OHO-
TEXHIYKHX aclleKara O1jeHaACKOT pelepToapa — He Tpeba cMarpary kao ocyjehenoct

29 Kommosurop Muxosua Aorap 1957. roprHe HCTaKao je Aa peAAKIIUje AHeBHUX ACTOBA AQjy BEAUKY
CAOBOAY CBOjUM CapapAHHLMMA, B TO ,|...] zbog sopstvenog odsustva razumevanja i snalazenja u opétoj
muzic¢ko-kulturnoj problematici” (Logar 1958: 319). Kpuruaap Crasko JKermh mespecernx roausa
TPOIIAOT BeKa YKA3U3UBAO je Ha ,yHuBep3aHe” Kputudape, ,[...] kojisjednakom samouvijerenoséu pisu
i o filozofiji i 0 muzici i o literaturi i o filmu” (Zepi¢ 1968: 309-310), a ecrerraap [TaBae Credanosuh
1968. roAMHe HarAacuo je Aa O CaBpPeMeHOj My3UIM KPUTHYAPU Y AHEBHOj WTamnd ,[...] nema[jy] ni
stru¢nog znanja ni subjektivne predispozicije i intuicije [...]” (Stefanovi¢ 1986: 360).

30 IlepeceTHx ropMHa IPOMIAOT Beka KommosuTop Hukoaa Xepuuroma mcrakao je aa somahom
AHEBHOM My3M4KOM KPUTHKOM AOMHHUPajy ,cTepeoTuiHe dopmyae 1 ppase” (Hercigonja 1954: 16),
AOK ce 3a Aymana [TaaBury Mysuuka KpUTHKA Y AHEBHOj M HeA€ SHOj IITAMITH HEPETKO CBOAMAA Ha, KaKO
je opmyaucao, ,ppaseosorujy u ommre dpopmyaanyje koje He ropope mumra” (Plavia 1959: 8).

31 Hcrpaxusame mop HacaoBoM CpeacTsa jaHor mudopmucama (1970) mokasaro je Aa je, y
OAHOCY Ha KEHKEBHOCT, TIO30PHIITE, CAUKAPCTBO, PHAM U IOITAAPHY MY3HKY, YMETHHYKO]j My3HIIH
AOAESUBAHO HajMambe IpOcTopa y AHeBHOj mrammy (Jakmmh 1970: 3S). Ykasyjyhu Ha nctu npobaew,
kpurrdap Bunko Ilase je xyaTypHe A0AaTKe Georpapcke IITamie CHMOOAMYHO HA3BAO ,KHHIDKEBHHUM
mosurama” (Sale 1982: 180).

32 CrtuM Yy BesH, CIOMEHHMO H3BeCHe OMAIIKe IIPU OeAeXKery HOCTPAHNX KOMIIO3UTOPCKUX NMeHa,
Ha mpumep, Cedep ymecro Illedep, IMlembepr ymecro Illenbepr, Teaumu ymecto I'epmru, Byconn
ymecro Bysonn. Ocraje ymuTHO je AM OBO Pe3yATaT IITAMIIAPCKUX IPeIlaka, MAM 3aUCTa IIOCACAMIIA
HeAOBOSHE 00aBEIITeHOCTH II0jEAMHIX HOBUHAPA Y YAOTAMa MY3HIKUX KPUTHYAPA.
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perneriuje oBor pecTuBasckor sorabhaja. Harme, n3pasuto oMacoBmerme mramire y
COIMjaAMCTHUYKO]j JyrOCAABHjU HABOAM HAa TyMaueme Ad je, 3aIIpaBo, aKljeHaT AHEeBHHX
AMICTOBA OHO HA IPaBOBPeMEHOM MHOPMHUCARY UMTAAAIIA, AOK CY C€ MEepPOAABHE
OljeHe IpeITylTaAe CTPYYHHM TAACHAMMA. Y3 TO, Kapa Ce TOBOPH O HEAOBONHOM
HPOCTOPY 3a MY3HMUKY KPUTHKY Y AHEBHOj IITaMIIM, He Moxke ce pehu aa unTaonu
6eorpapCKuX AHeBHUX HOBHHA HUCY OMAM BasbaHO HHPOPMUCAHH O aKTyeAHOCTHMA
y Be3H C IPBHM jyTOCAOBEHCKUM (ecTHBAAOM caBpeMeHe Mysuke. Tome cepoue
YHIbeHHUIIe AA Cy ce BeCTH 0 Mysuukom OujeHaAy, ynpuandeHoM oa 17. oo 24. maja,
Ha CTpaHHIJAMA AHAAMBHMPAHE AHEBHE INTamIe Morae Hahu jomr moueTrkoM MapTa
(Bop6a), a IMOTOM M AO IIOCAEABHX AQHA Mecelia jyHa Te 1961. ropune (BeuepH;e
nosocimiu). Ocnm Tora, 6poj Hammca U3 Georpapcke AHeBHe IITaMmIle HUKAKO Huje
3aHEeMapsUB, @ IIOCEOHO YKOAMKO Ce y3Me Y 003Hp TO Ad e $peCTHBAaA OAPXKABAO ¥
TAQBHOM I'Paay ApyTe jyrocaoBeHcke pemybanke (Tasamme HP Xpsarcke). ITocpean
je Buure op 30 06jaByeHHX MPHAOTA, a 0p Tora 16 y Bopbu, 1S y Iosumiuyu u S 'y
Beueproum nosociiuma.

Aaxae, aHaausa opjexa npsor Mysuukor 6ujeHasa 3arpe6 y Tpuma 6eorpasckuM
AHEBHHM AMCTOBHMA ITOKa3aAa je AQ Cy Ce YMTAOLU YIMO3HAAM C UMIPECHBHUM
6pojeM, a 3a BehuHy BHX, Tapd MAAO ITO3HATHX KOMIIO3UTOPCKUX HMEHA, 3aTHM, C
HEKOAMIJIHOM H3BODAUKMX TeAa, IMOCeOHO OHUM (OKYCHPAHHM Ha IIPOMOLH)Y
caBpeMeHe My3HKe, Te C [OAjeAHAKO BeAUKUM OpojeM IIOTIIyHO HOBHX OCTBAPEHa,
Koja Cy pedAeKTOBaAa aBaHTapAHE TeHAEHIWje, y TO BpeMe He HaIIMPOKO
pacrpocTpamene Mel)y jyrocAOBeHCKMM My3HYKMM CTBapaoluMa. Beorpaacka je
AHEBHA IITaMIIa y KOHTEeKCTy DujeHasa mMsBecTHAa M O M3BODAYKHM AOMETHMA, O
OIpevHUM PeaKIiujaMa jyrOCAOBEHCKe MyOArKe Ha aBaHTapAHE My3HUKe II0jaBe, AAH
U 0 3aMaXKamHMa CTPAHHX IToceTHAala ¢pecTHBaA], Te O peleniyju bujenasa uspan
rparune Jyrocaasuje. Ocum Tora, bujeHase je, kao aBaHrapAHa I10jaBa, y AUCKypPCY
6eorpapCKuX AHEBHHX AMCTOBA MHUIJMPAO MOjallberhe OPraHU3aIjoOHe CTPYKType
OBOT eCTHBAA], HEerOBUX L[UApeBa U KPUTEPHUjyMa pelepToapcke CeAeKijuje, aAu U
HaBOAe A2 0Baj aorahaj ca coboM HOCH He caMO My3HYKH, Beh ¥ mHUpH ApyIITBeHH
3Hauaj. C THM y BesH, TO IITO ce IpBOM 3arpebaukoM BujeHaay, jeAHOj, IOHABASAMO,
ABAHTAPAHOj TOjaBU Ha AOMaheM TAy, NPUCTYNHAO KA0 H3Y3€THO BAXKHO] TeMH
XPOHHKe My3HYKOI >KMBOTA IIAOKYIIHe 3eMae, Ha oppeleH HauumH rosopu u o
APYLITBEHO-KYATYPHO]j aTMOCepH y JyTOCAABHjH C TOYETKA Me3AeCeTUX TOAMHA.

CurypHo A2 je OBako pasrpaHaT M AOMHUHAHTHO IO3HTHBAH MEAHjCKH OAjeK
IpBe jyrOCAOBEHCKe MaHM(ecTalluje caBpeMeHe My3HKe AGAOBAO MOACTHUIIAJHO Ha
OpPTraHU3aTOPe, IIPH YeMY KX je HCTOBPeMeHO 00aBe3HBAO0 U Ha BEAMKY OATOBOPHOCT
3a byayhuoct oBor dectuBasa. HepaBHUM obesesxaBameM LIe3ACETOrOAHIIIBUIIE
(1961-2021) Mysuuxu 6ujenase 3arpe6 cBOjy je BUCOKY yMETHHUUKY U APYLITBEHY
peryTanujy (CTedeHy, IPaKTHYHO, OHAQ KaAd je 1O IPBH MyT M yIPHAMYeH) 6e3
CYMEbe IOTBPAKO ¥ OIIPaBAQO.
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ITruaor
XPOHOAOIIKHU HOMMUC TEKCTOBA O TIPBOM MY3HUYKOM BUJEHAAY
3ATPEB (1961) Y BEOTPAACKMM AHEBHUM AMCTOBUMA

3. mapr (Bopba), ,VcrakuyT crpanu ymernunu Ha [IpBoM jyrocaosenckoM GujeHany
caBpemene mysuke” (AHOHUM.)

12. anpua (Bop6a), ,Mauudecranuja caBpemeHe Mysuke. YTBpheH mporpam mpBor
Mysuukor 6ujenasa rpaaa 3arpe6a” (M. Tomaanosuh)

14. anpua (Beuepre nosocitiu), ,Mebhynapoato 6ujenase y 3arpe6y” (AHOHHM. )

20. anpua (IToautniuka), ,3arpebauke Teme. ¥ 3HaKy auckycuja u — mysuke” (Creso
Ocrojuh)

24. anpua (Beuepre nosoctuiu), ,Yrephen mporpam mehynapoaror Mysudxor 6ujerasa y
3arpe6y. CmoTpa caspemene esporncke mysuke” (V. Lunaapuh)

3. Maj (IToaustiuka), , Aobap sHax youu Bujenasa caBpemene mysuxe y 3arpe6y. Beanxu
ycrex mysuuke asanrappe” (Bparumup Caxay)

14. Maj (IToautuuka), ,KenemeHoB GaseT Ha paHIycKoj U 6GeArmjckoj TeaeBusuju’
(Anonmm.)

17. maj (IToaustiuka), ,Aasac ce y 3arpefy orsapa mpsu Mysuuku Bujenase. CmoTpa
caBpeMeHe My3uke. Pasrosop ca npeaceatnxom Muakom Keaemenom” (Creso Ocrojuh)

17. maj (Bopb6a), ,Aanac nounme I mysuuxu 6ujenase rpasa 3arpeba” (M. Tommanosuh)

17. maj (Beuepfbe Hosociuu), ,Cmorpa pomahe u crpane caBpemeHe Mysuke. AaHac
nounme Bujenase y 3arpe6y” (Anonum.)

18. maj (IToaudtiuka), ,Mysmaxu 6ujerase y 3arpeby. [Touese npse mpupeabe” (Creso
Ocrojuh)

18. maj (Bopba), ,OrBopen sarpe6auxu Mysuuxu 6ujenase” (M. Tommanosuh)
18. maj (Beueptoe nosociiu), ,Toctu — ko kyhe” (AHOHMM. )

19. maj (Ioauitiuka), ,Mebhynapoasn Mysudku 6ujenase y 3arpe6y. Beanxa pecrusascka
manudecranuja. Konnepr Cumdorujckor opkectpa HMraanjancke papuo-teaeBusuje”
(Creso Ocrojuh)

19. maj (Bopba), ,Ilpsu Mmysuwuxu Gujenase rpapa 3arpeba. MraaujaHcku mporpam
umnpecuonupao” (Kpemumnp Kosauesuh)

20. maj (IMoaustiuka), ,Melynapoanu mysuaxu Bujenase y 3arpe6y. [IpujaTau AOKUBbajH.
Beue ‘3arpe6aukux coancra’ — Hosu roctu us unocrpancrsa’ (Creso Ocrojuh)

20. maj (Bopba), ,3arpebauxn Bujenase cappemene mysuxe. CyrecTuBan caBpemeHH
uspas” (Aparyrun Yoauh)

21. maj (IToautmuxa), ,IToprper — Muaxo Keaemer” (Creso Ocrojuh)
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21. maj (Moauitiuka), ,Mysuaxu 6ujenase y 3arpeby. ‘Pesusop’ — kao caBpemena omepa”
(Creso Ocrojuh)

21. maj (Bop6a), ,3arpebauxu Mysuuku 6ujenase. ViHocTpanu roctu o $pectupasy u
mysuru” (W. Tommanosuh)

22. maj (Ioauitiuka), ,Mysuuxu 6ujenase y 3arpe6y. Anaaysu u spwxaynu. Heobuuna
aTMocdepa Ha pupea6H HajekcTpemuuje Mysuke” (Creso Ocrojuh)

22. maj (Bopba), ,3arpebauxu 6ujeHase caBpemeHe My3HKe. AyXOBHTA TIpOTECKA.
‘Pesusop’ Bepuepa Exa y ussohemy /oybaancke onepe” (Kpemmmup Kosauesuh)

23. maj (IToausmiuka), ,Mysnuxu 6ujerase y 3arpeby. [Ty6auxa 5XUBHYAQ KAO PETKO KaAQ.
Cunoh je Hactymuo Cum¢onujcku opkecrap u Xop Paauo-Tesesusuje BeorpaA” (CTeBo
Ocrojuh)

23. maj (Bop6a), ,3arpe6auxu Bujenase caspemene Mysuke. PapusoBano Mysunupame
Usone [sic!] Aopuo” (Aparyrun Yoauh)

24. maj (Ioauiniuxa), ,Mysuaxu 6ujenase y 3arpe6y. Asopane cy nocrase tecue” (Creso
Ocrojuh)

24.maj (Bop6a), ,3arpebauxu Bujenase caBpemene mysuxe. [llapoank xkavepau nporpam”
(Aparyrtun Yoauh)

24. maj (Bop6a), ,Y xopak ca caBpeMeHHM CTpeMmebuMa y cBeTy. AoHaoHckH ‘Tajmc’ o
jyrocaoBeHckoM dpecTuBasy caBpemere Mysuke y 3arpeby” (AHoHuM. )

25. maj (Ioauinuxa), ,Tlocaepmu pan Mysmuxor 6ujenasa y 3arpeby. Ha xpajy:
xonkperna mysuka” (Creso Ocrojuh)

25. maj (Bop6a), ,3arpebauxu Bujenase cappemene mysuke. EkcrieprMeHTH HAM My3HKa
6yayhaoctn” (Aparomup ITanapomoaoc)

26. maj (IToauitiuka), ,Bruranc Mysuukor 6ujenasa y 3arpe6y. Beauxu ycrex” (Creso
Ocrojuh)

26. maj (Bopba), ,3aspmen Ilpsn Mysuuku 6GujeHase rpapa 3arpeba. Bujemasckum
npupeabama MpUCycTBoBaao je oko 15.000 moceruaana” (M. Tomsanosuh)

30. maj (Bopba), ,Manudecrayuja pocturtyha y passojy Haumle Mysudke KyAType.
IMaxopama sarpe6aukor Bujenasa caspemene mysuxe” (Aparytun Yoaunh)

L. jyr (IToaustiuka), ,Ham xoMmo3uTOp mmime 3a eKCIepUMeHTaAHU cTyAHO ¥ Keany”
(Creso Ocrojuh)

14. jyu (Bopb6a), ,ITocae 1 Mysmukor 6ujeHasa rpasa 3arpeba. Ycmeaa maHopama
caBpemene mysuke” (Oeanxc [Tammuh)

22. jyn (Bopba), ,JeAuHCTBeHa MaHMQeECTaNMja y My3WdKOM S>KMBOTY EBpore.
3amapHOHEeMauKu AUCTOBH O 3arpebauxom Bujenany cappemene mysuke” (AHOHUM. )

22.jyn (Beueprbe HOBOCTTU), »CrpaHa mramma o sarpebaukom BujeHaay. Jom nuje Bubeno
Ha 3amaay...” (AHOHUM. )
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MIiLoS MARINKOVIC

REACTIONS TO THE FIRST MUSIC BIENNALE ZAGREB (1961)
IN BELGRADIAN DAILY NEWSPAPERS

(SuMMARY)

The first festival of contemporary music in Yugoslavia was the Music Biennale
Zagreb, founded in 1961. One of the main goals of this festival was the affirmation
of post-war musical tendencies in Europe, as well as the reaffirmation of modernist
achievements of the interwar period. With its focus on contemporary music, the
Music Biennale resonated as a true avant-garde phenomenon in Yugoslavia and
attracted a lot of domestic and foreign media attention.

This study discusses the reception of the first Music Biennale in the Belgradian
daily newspapers, Politika [Politics], Borba [Struggle] and Vecernje Novosti [Evening
News)], with reference to the characteristics of the editorial policies of these three
newspapers. Politics and Struggle, two of the most influential dailies at the time, were
closely following the festival from day to day, practically competing in publishing
information from Zagreb. The Evening New published fewer articles about the
Music Biennale, but they are no less noteworthy. There were more than 30 published
texts, of which 16 appeared in Struggle, 15 in Politics, and S in Evening News.

Despite the lack of musicological articles in the daily press, writings on the first
Music Biennale in three Belgradian dailies are of great importance for understanding
the musical and social circumstances surrounding this festival. Readers of Belgradian
newspapers were introduced to an impressive number of composers, performers
and works of contemporary music, which reflected avant-garde tendencies not
widespread among Yugoslav musicians at the time. In addition, the focus of the
Belgradian press was on explaining the organisational policies, goals, and criteria for
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the repertoire selection of this avant-garde festival. Finally, the newspapers in the
capital of Yugoslavia introduced the readers to the reception of the Yugoslav festival
in foreign media, as well as to the wider social significance of the establishment of
the Music Biennale.

The timely and active reporting of the Belgradian daily press indicates that the
first Music Biennale Zagreb was promptly recognised as an important modernist
musical festival for the cultural life of the whole of Yugoslavia.
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ABSTRACT
Serbian clubs in Vienna are cultural, artistic, and sports organisations formed
in the 1970s by Yugoslav guest workers, then called Yugoslav clubs. Since the
1990s, due to significant socio-political changes in the home country, the work
policies of clubs in Vienna have changed, and they have become Serbian clubs.
To learn traditional singing within the folklore sections of the mentioned clubs,
the leaders hire pedagogues from Serbia — ethnomusicologists or individuals
with completed secondary music schools in the departments of traditional sing-
ing. This paper aims to present and analyse several aspects of learning traditional
singing in these institutions, focusing on the exchange of different forms of capi-
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tal - from economic to symbolic and vice versa and reviewing the role of individ-
uals in these systems.

KEYwoRDS: traditional singing, education, Serbian clubs in Vienna, economic capital,
amateurism, professionalism.

ATICTPAKT

Cprcku xay6oBu y Beay cy kyATypHO-yMeTHHUKe U CIHOPTCKE OpraHH3anyje,
opopmmene cepampeceTx ropuHa XX Beka, Op CTpaHe jyTOCAOBEHCKHUX
racrapbajrepa, Tapa II0A Ha3sUBOM jyrOCAOBeHCKH KayOoBH. Op AeBepeceTHx
roprHa XX BeKa, yCAeA CHOKHHX APYIITBEHO-NOAMTHYKHX IMPOMEHA Y 3eMAU
MAaTHIIM, Meajy ce U IOAUTHKe paja Kaybosa y Beuy, Te oHHU ormcTajy cprcku
KAyOOBH. 3a moTpebe ydema TPAAULHOHAAHOT [eBalka ¥ OKBHPY POAKAOPHUX
CeKIyja ITOMEHYTUX KAy0OBa, PyKOBOAMOLM aHIaXyjy Heparore us Cpbuje —
€THOMY3UKOAOTE HAU ITOjeAHHIIe Ca 3aBPIIEHHM CPEAHM My3HYKHMM IIKOAAMa
Ha OACeIIMMa 33 TPAAMIIMOHAAHO IeBame. Llua oBOT pasa je Aa IpeacTaBu u
AHAAM3MPA HEKOAMKO PA3AMYUTHX ACIIeKaTa yuema TPAAUIMOHAAHOT IIeBamka y
[OMEHYTUM HHCTUTyLHjaMa, $OKycHpajyhu ce Ha pasMeHy PasAMYHTHX OOAMKa
KaIIMTaAd — OA eKOHOMCKOT ¥ CUMOOAMYKY U OOPHYTO, Te Ipeucnuryjyhu yaory
IOjeAMHAIla Y OBHM CHCTEMMMa.

K/oyIHE PEYU: TPAAULIMOHAAHO II€Bakbe, eAyKaLlHja, CPIICKH Kay60BH y Bedy, ekoHOMCKH
KaluTaA, aMaTepH3aM, TpopecOHAAN3AM.

YBOA

Y oBoMm papy moHyauheMo aHaAM3y capaple Koja ce ocrBapyje uaMely meparora
TPAAMLIMOHAAHOT IIeBaka M CPICKUX Kayb6oBa y Beuy’ ITomeHyrn kay6oBu
MIPEACTaBAAJy KYATYPHO-YMETHMYKE M CIOPTCKE OpraHM3alMje Koje IOCTOoje joI
oA cepampeceTnx roprHa XX Beka, Kapd Cy jyrOCAOBEHCKH racrapbajrepu y Beuy
dopmupasnu jyrocaosencke kay6ose (8. Pamuh 2017). Y xayboBuMa AOMUHUpajy
T3B. OAKAOpHE CeKijHje,’ 360 yera je yueme TPAAHIIMOHAAHOT II€Barba jEAAH OA
Ba)KHHjUX aclleKaTa BHXOBOT Paja.

2 3a morpebe 0BOr paja 0AA6PaAM CMO TPAAMILIMOHAAHO IeBame, Gyayhu Aa je acmexr exoHOMHje
(u xopeorpaduje) Tpasunmonasnux maecosa seh obpaben (8. Rasi¢ 2022), AOK 0AHOC cTpyumaKa 3
06AacTH HapOAHE HOMLIEE M AMjaCIIOpe OCTaje 3a HeKy HapeAHy Auckycujy. Ca Tpu acriekra Moryhe je u
3ajeAHO IIOCMATPATH, aAU 61 Y TOM CAy4ajy 61O HEOIIXOAQH 3HATHO OOMMHU)H PaA, Koju ¥ IpeBasuInao
OKBHpE jeAHOT HayJHOT TeKCTa.

3 DOAKAOD IpeACTaBA>A BHATHO LIMPe IT0&€ F MOKE Ce OAHOCHTH Ha HAyKy, aAl U rpal)y 3a poy4asarse,
IPU YeMy HMA AYTy TPAAMLHjy MCTPaXKHBAFa y OKBUPY PAa3AHMYMTHX OOAACTH — aHTPOIIOAOTHje H
eTHOAOTH]je, KIbIDKeBHOCTH, My3UKoAOTHje HTA. (BHIIe 0 POAKAODPY M POAKAOPHCTHIHM B. Antonijevié
2010). Mmak, y AOMeHy amaTepcKe YMETHOCTH IOA (OAKAOPOM Ce TOAPA3yMeBajy HCKAYIHBO
TPAAUI[IOHAAHH TIAGCOBH, MY3HKa U HAPOAHA HOIIEA. APYTHM peYnMa, OHU Cy 3HATHO CY3HAH AQTH
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IlpeMaa y moueTKy papa KAyOoBa yuere IeBarma HUje OMAO Pa3BUjeHO AO TOT
HHBOA Ad OM Ce aHIaXKOBAAM CTPYYHH IIOjEAMHIIM, Beh Cy TO yrAQBHOM papHAH
pykoBoproI $OAKAOPHMX aHCaMbasa, op popmupama EBpormcke cmorpe, a cBe
HHTe3UBHHje y IPOTEKAUX AECETAK TOAMHA, BehiHa KAy 0Ba IIMPOM 3aI1aAHOEBPOIICKe
AHMjacIiope YIIOILbaBa IIeAAroTe TPAAHIIMOHAAHOL IeBaka. 3a moTpebe eayKaiuje
pyxoBopmonu kaybosa y Beuy najuemhe anraxyjy mojeaunue us Cpbuje, xoju
Y BUXOBE MHCTUTYLNj€ AOAA3e CIIOPAAMYHO M Ca YAAHOBHMA paAe Ha MOAyYaBarby
TPAAMIIMOHAAHUM IleCMaMa Koje Cy UM morpebHe 3a usBolheme y Beh mocrojehum
KopeorpadujamMa TPAAUIIMOHAAHOT TIA€CA MAM 32 APYTa COAMCTHYKA u3Bohema. Iaxo
KOPUCTHMO TEPMUH egaiosu paguyuoHaiHoi iesara y HeAOCTaTKy apAeKBaTHHUjer
I0jMa, HCTUYEMO AQ Cy TH ITEAATO3U MAN ETHOMY3UKOAO3H, KOjH Cy CBOj€ IMKOAOBame
3aBpIIMAM Ha AKPEAUTOBAHUM PaKYATETHMA, AU ITOj@AMHIIM Ca 3aBPIIEHHM CPEAHUM
My3HYKHMM IIKOAAMa, Ha OACElIMMa 3a TPAAMIIMOHAAHO IeBame. BaxkHo je mpaBuTn
pasauky mely oBuM mojepuHIMa, OyAyhu Aa, CXOAHO 3Hay M HHBOY 00pa3oBama,
IbUXOBE KOMIIETEHIINje, MOPAAHH ¥ €TUYKU OAHOCH IIPeMa CTPYLIM U acIeKTy papa
KOjHM ce 6aBe He MOTY OHTH Ha HCTOM HHBOY.

Marepujas 3a OBy CTyAMjy HPHUKYILSEH je aHTPOIOAONIIKHMM KBAaAMTaTUBHUM
HCTPAXKUBAbEM — AYOHMHCKHM, IOAYCTPYKTYPUPAHUM HHTEPBjyHMa, HepOpMaAHUM
KOHBep3allujaMa M omcepBarujoM. 3a MoTpebe MCTPaXHBamka HHTEPBjye CMO
00aBHAHM Ca YAQAHOBHMA CPIICKUX Kay6oBa y Beuy,* kao u ca pasAnduTiM meparosuma
TPAAMIIMOHAAHOT [IeBakba KOjH C iMa capalyyjy.

O exOHOMUjHH TPAAMITMOHAAHOj MY 3HIM HEMa MHOTO HAYYHUX PAAOBA, HAPOUHTOY
Aomahum oxBupHMa. Jepar 0 petkux jecte pap Hanae Iepu6ammuh, y xojem ayTopka
Adje HEKOAMKO Pa3A0ra 300T Jera ce TPAAMIIMOHAAHA MY3HKA PETKO CIIaja C HOBIjeM
(Ceribasi¢ 2013). IlpBu pasaor cy yBpeXXeHO MHIInNEHEe M KOHIENTyaAu3aruja
TPAAMIIMOHAAHE MY3UKe KaO MAECHTHTETCKOT IIMTalha, HECIIOjHBOT Ca 3apPaAOM.
IToToM caepr upgja O TIOsY YXKHTKA Y KOje Ce My3HKa YeCTO CBPCTaBa, OrpaHUYeHa
Ha TI0se CAOOOAHOT BpeMeHa, HCTO TaKO HECIOjHBa C OCTBapemeM mpuxopd. Ty je
U YMTAB HU3 APYTHX IPAKCH M MHILbEHa KOjHMA Ce MY3HMKA M3AIDKE OA ,00muHe”
marepujaare crBapHocTH (Ibid.: $4-55). OBum pasaosuma moryhe je popatn u
CTEPEOTHIIHO MOCMATpambe POAKAOPHUX aHCAMOAAA, HAPOUMTO OHMX Y AUjaCIIOPH,
KA0 MAEHTHTETCKMX MeCTa Koja Cy 0asmpaHa Ha aMaTepCKOM M CaMOBOAHOM
YKoy qHBalby, YMMe Ce aCIIeKT 3apaAe Takohe yBek 3aHeMapyje.

Aeayje aa ce y cpIickoj HayIi O OBOj TeMH HUje IHcaAo, Oyayhu aa cy ayropu
BHIIIe OMAM OKPEHYTH II0BE3UBAY TPAAULIMOHAAHE MY3HKe U FbeHHX MACHTHUTETCKHX
cBojcTaBa. VaeHTuTeTcka IpeBUpama y 3eMMsH, HApPOYMTO M3paXKeHa TOKOM

I0jaM, Te ce oA POAKAOPHHM yBeK IIOAPA3yMeBajy OHe CEKIjuje y OKBUPY KOjJUX Ce yue TPAAULMOHAAHH
[IAECOBH M TPAAMLIMOHAAHA MY3HKA, 3aPaA CLIEHCKOT U3BOljemba.

4 Y Beuy TpeHyTHO $yHKLMOHHIIE IIECT PASAMYUTHX KAY6OBa, IPU YeMy Cy HajaKTHBHUjH KAY6OBH
KCA ,Bbambu”; CKIJ ,Cresan Moxkpamary” u KCA ,JeAnrcTBo”, AOK mpeocrasa Tpu kayba — KYA
yKapahophe”; KVA ,Bpanko Papuaesuh” u KYA ,Koao” pape criopapndHo 1 ca 3HaTHO MambiM 6pojem
4aaHOBa. TOKOM MCTpaXkKBarba YCIIOCTABAEHA je CapaAmba C PBA TPU MOMEHyTa KAy6a, peMAa Cy H
OCTaA¥ KAYGOBH GHMAM Y $OKYCYy TOKOM OICEpBalije PasAMYMTHX MaHHecTalyja Koje OpraHusyje
Cases cprickux kAy6oBa y AycTpuju.
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AeBeaeceTux ropuHa XX Beka, Te YyBeHU UACHTUTETCKH comeback (Colovic’ 2014)
CHI'YPHO Cy AOIIPUHEAM TOMe AQ Ce IaKia y Behoj Mepu ycMepu Ka aHaAU3H Bese
usMmely Tpapunponasne Mysuke u upenTutera. byayhu aa cMo a0 capa mpountasu
MHOre papoBe KoOju cy mocBehenm moMeHyToj BakHOj Temu, capa je moryhe
YCTPEMUTH Ce U Ha APyTe — HCTO TaKO BaXKHe acIieKTe.’ APyTHM pedrma, Kao IITO paA
y Homy eayKanuje y chepy TpapUIHOHAAHE My3HKe Y AUjacIIOpH He Tpeba cBecTH
HCK/5y9MBO Ha eKOHOMCKH KAIIUTaA, TAKO HU Ty cdepy He OM TpeOaAO MCKAYIUBO
CBeCTHU Ha AOMeHe O4yBama TPAAUIIUje U UAEHTHTETA.

Ono mTO je curypHO — mHHCame papd OBOT THIIA, y KOjeM Ce TeMarusyje
3apapd y OHMM aclleKTUMA KOjU Cy IPero3HaTH KAo MeCTa 4yBama MAEHTHTETa U
TpapullFje, a y KOjUMa YAOTY Y3MMajy M aKaAeMCKU PAAHMIIM — HUje HUMAAO AAKO.
TakBo craHoBumTe M3HOCH U Ilepubamuhesa, HaBoaehu: ,I sama sam se najprije
skanjivala bih li se uopce poduzela pisanja ovog ¢lanka, a zatim, viestruko sa
sobom provjerala do koje je razine primjereno i pristojno govoriti o pojedinostima
nov¢anih transakcija” (Ceribagi¢ 2013: 54). CxoAHO IPeTXOAHO HaBEAEHO] CTPENbY,
IIOMeHYTa ayTopKa pap ¢opMupa Kao reHepaAu3oBaHy Hapanujy. Mmak, BaxHo je
usahu 13 reHepaAM30BaHKX HapallHja ¥ TO3a0aBUTU Ce KOHKPETHUM IpHMepuMa, be3
HHTeHIIMje IPUKA3HBakha OBe TeMe y OOAMKY H3BemTaja XyTe mramie. Hamporus,
TeMa IIOITyT OBe IPEACTAaBAA BAXKAH ACIIEKT OApel)eHHX COIMOKYATYPHHX CHCTeMA H
I0jeAVHHUX aCIIeKaTa aKaAeMCKOT Paaa, 300T Uera je aliCOAYTHO AeTHTHMHO 3aII09eTH
aHaAM3e U TIOKPEHYTH Pa3AUYMTA IUTaka C THM Y BE3H.

KpraTAK HNCTOPHUJCKHU OCBPT HA MUT'PATOPHE IIPOITECE

Tpenp opaacka jyrOCAOBEHCKHMX papHHKA HAa NPUBPEMEHU pap OTIIOYEO je
HermoCpeAHO HaKOH ApPYror CBeTCKOT paTa, Kapa Cy 3allaAHOEBPOIICKe 3eMse UMaAe
norpeby 3a HHOCTPAHOM PAAHOM CHAarom, Koja he momararu y o6HoBama 3eMana
IOCA€ PATHHX Pasapamba, aAH U IIPU MOKPEeTamy PasAMYUTHX GabpuKa y mporecy
HMHAYCTPHjaAM3allkje TOMEeHYTHX AP>KaBa.

Hcropujcku TAeAQHO, jYTOCAOBEHCKM APYKAaBHHM BPX MeHAO je CBOje IOAMTHKE
eMurpanuje, y CKAAAy C OIIIITHM APYIITBEHO-OAUTUYKHM OKOAHOCTHMA. Ha camom
MOYeTKy, TOKOM IlepeceTHX ropuHa 20. Beka, CTaB Ap)KaBe HHje OHO OAArOHAKAOH
IpeMa OHMMa KOjH Cy OAAA3HMAM Ha paj y Apyre semme. Haume, pApxaBHU BpX ce
npubojaBao Aa he ce y MHOCTPaHCTBY CTBOPHTH HEraTMBHA CAMKA O JyTOCAABHjH
Ka0 3eMMSH UHjH PAAHUIM MOPajy Ad IIPOHAAa3e OAATOCTarbe BaH COICTBEHE APKaBe
(8. Dobrivojevi¢ 2007: 91; Markovi¢ 2009: 8). Ha paa y HHOCTPaHCTBO IIPETeXHO
Cy OAAAQ3HAM HEKBAAMPUKOBAHH MAU HHUCKOKBAAM(HKOBAHM PAAHMIM — OpaBapH,

S O ApyrHM acreKTHMa PaAa y TPAAMLIMOHAAHOM IleBatby MOr'yhe je mHpOpMUCATH Ce Y BeoMa 3HAYajHOM
AOTIPUHOCY KOjH je AaAa Jeaena Josanosuh, ropopehu o neBauKkuM mpakcama y KyATYPHO-yMETHUMKOM
APYIITBY, KopucTehu ce 1 COTCTBEHUM HCKYCTBUMA AYTOTOAHIIIHET BOKAAHOT TIEAATOTa Y AHAAMSHPAHOM
ancambay (Jovanovié 2016).
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crpyrapy, modepu uta. (Ivanovi¢ 2012: S1). YV nouerxy mehyapxasHu yrosopu
HHCY IIOCTOjaAM, Te je M CTaTyC jyTOCAOBEHCKUX PapHMKA y 3amapHoj EBporm 6mo
sHarHO Aommju (Antonijevi¢ 2013: 31). BpemeHoM, Kako ce MemaAa jyTOCAOBEHCKA
MOAMTUKA eMUTpallvje, AOHONIEHM CY Pa3AMYMTU 3aKOHH, IPABHAHHIM, AAU H
YIIyTCTBa, KOjUMA je jyTOCAOBEHCKA BAACT TeXHAA Ad PeryAullle OAAACKE CBOjUX
AP’KaBAAHA y MHOCTPAHCTBO, MAKO HHKAaAd HHje AO Kpaja yceaa y crposobemy
crpore konrpoae (8. Ivanovi¢ 2012: 57; Dobrivojevi¢ 2007: 92). C apyre crpane,
3aIIAAHOEBPOIICKE 3eMne Takohe Cy y IIOjeAMHHM TpeHyIMMa IOKYIIaBaAe Ad
3aycTaBe IIPUAMB MHOCTPaHe papHe cHare, 6yayhu Aa je 1 camo TpKuIITe ITOCTAAO
3acuheHo, aAM M 360r TOra IITO je PasBOj MHAYCTPHjCKE TEXHOAOTHje CMAUO
notpeby 3a HuCKokBaauduKkoBaHuM papnunuma (Schierup 1985: 21). Iojeaunu
HCTPAXXMBAYH YaK M HaQTHY Kpu3y u3 1973. ropuHe, Koja je CHaXHO y3ppMaAa
CBETCKY eKOHOMHjy, TyMade Kao M3roBOpP 3a 00YCTaBy 3aIlONLbaBakba MHOCTPAHUX
paannka (Ibid.: 21-27).

Ympxoc cBuM THM ITpOMeHaMa, KaKo IMOAUTHKA eMHTpalyje y JyTOCAaBHjH, TaKO
U [IOAUTHKA UMHUTPaLfje y AyCTpHjH, JyrOCAOBEHH Cy ¥ BEAUKOM OpPOjy OAAQZHAH Y
AycTpujy u mupom 3amapHe Epore, popMupajyhu concrBeHr KOHTEKCT y KojeM
he nacraBuTH Aame Aa xuBe. Ipyma OBHMX papHMKA Ha IPHBPEMEHOM paAy, KOjy
Ha3uBaMoO ractapbajrepuma,’ usysumajyhu u3 Tor mojma 6uA0 KakBa IejopaTHBHa,
a 3apprkaBajyhu cBa oHa cMMOOAMYKA 3HAYeHa KOja TOMEHYTH TEPMHUH y cebu HoCH,
odopMHAa je CBOj KYATYPHH CUCTeM y KOjeM U AQHAC XXMBHU U OATaja HOBe reHepanyje
cprckux murpanara — y Bedy, koHkperHO, casa Beh mocToje mere reHeparje
cprckux ractapbajrepa.’ Y oBOM papy IOCeOHO Ce BaXKHOM HCIIOCTaBbA Te3a
Aparane AuronujeBrh — Aa racTap6ajrepy NMajy 3acebaH KyATY PHH HACHTHTET, KOjH
HCIIOAABAjy KPO3 PA3AHYUTE OOAMKE SKMBOTHOT CTHAQ, IOTPOIIKE H MATEPHjaAHO-
CHMOOAMMKHX IpHKasuBatba craryca (Antonijevi¢ 2011: 1015).

O CPIICKUM KAYBOBUMA Y BEUY

Haxo AaHac rOBOPHMO O CPIICKUM Kay6oBuMa y Beuy, BaxkHa je HarloMmeHa Aa ¢y
OHU IIPOUCTEKAU U IPEACTaBsajy KOHTHHYHUTET PaAd HEKAAANIBUX jyTOCAOBEHCKHX
KAy0OBa KOje Cy TOKOM CepaMAeceTuX ropuHa XX Beka, IMPOM 3aIaAHOEBPOIICKHX
3eMasna, YOPMHUPAAH jyrOCAOBEHCKH PaAHHI Ha IpUBpeMeHoM paay. Kako cy y Tom
IepHOAY JyrOCAOBEHH CXBaTHAU A BHXOB paj Hehe 6uru mpuspemen, Beh pa he
ce y AycTpuju 3apAp>KaTH AO IIeH3Hje MAM YaK AO Kpaja )KHBOTA, jaBHAA Ce MOTpeba
3a orBapameM oppeheHnx mecra Ha xojuma he ce mohm okymmaru ca cBojum

6 Bume o camom TepmuHy racrapbajrep Bupern y: Vuksanovi¢ 1997; Ivanovi¢ 2012; Antonijevié
2013.

7 HaycTpanmje papd, HCTUYEMO YHMIEHHUIY A AAQHAC Y AYCTPHjH SYAH C MUTPAHTCKUM HMOPEKAOM
yuHe BuIe oA 20% ykynHe nomyaanuje. Y bedy cy AyAr ¢ MUTpaHTCKUM HOPEKAOM jOII M3PAXKEeHUjU 1
CTATHCTHKA yKa3dyje Ad OHH 4iHe 40% yKyIIHe IIOIIyAALiHje Y TOM IPaAy, IIpH 4eMy je Hajsehu 6poj mwrx
13 GUBIINX jyrOCcAOBeHCKHX perty6auka u Typcke (Rupnow 2017: 40).
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cynapoprunumMa. Crora, y beuy je mpsu xay6 ocHosan 1970. roaute, oa HasuBOM
»YIHTepHaIMOHAAHK KAY 6 MAaaux JyrocaoBeHa”. HakoH mera, icTe ropuse popMupan
je M AAHAC aKTyeAHH KAY 0 ,, JeAMHCTBO , HajCTapUjU KAYO MHOCTpaHHX papHHUKa y Beuy.
CaMOMHHMIIMjaTHBHO M CaMOOpraHu3yjyhu ce, papHUIU Cy $OPMHUPAAH TIOMEHYTe
uHcruTynyje. Fbuxosa HaMepa 611Aa je Aa ce jaue OBEXKY Ca CBOjUM CYHAPOAHHIIMMA,
Aa TIOMOTHY HOBMM MHUI'PAaHTHMA KOjH Ce joII HHMCY CHamAM y Beuy, aau u aa kpo3
PaA CIOPTCKUX M KYATYPHO-YMETHUYKHX CEKIIHja UCKA3Yjy CBOjy IPUIIAAHOCT 3eMAU
marunu (Aparumuh 2010: 136; Pamuh 2017: 692). Kay6osu panac nmajy craryc
HEBAAAMHUX OPTaHM3AIINj, KAKO CY U 3aBEACHHU Y 6€UKOj AAMUHUCTPaIfHjH.

Cse A0 ocampeceTnx ropmHa XX Beka KAYOOBM Cy AEAOBAAM Ko
jyrocaoBeHckH, pykoBoaehu ce maeoAOTHjoM OpaTCTBa-jeAMHCTBA, IPH YeMy Cy ce
A€lIaBatba y 3eMAH MaTULM yBEK jaCHO OACAMKABaAa M Ha papKay6oBa (8. Pamnh 2017).
Hanme, y kAy60BMMa Cy y4eCTBOBAAU CTAHOBHHIIM CBUX OHMBIIMX jyTOCAOBEHCKHX
peny0bArKa, CBH HAPOAM U CBE HAPOAHOCTH. Y PAAY Ce HEroBao T3B. ,jyTOCAOBEHCKH
$OAKAOD, TIOA KOJHM Ce TIOAPA3yMeBAAO MPEACTaBsAe Kopeorpaduja y Kojuma cy
3aCTYILSEHH TPAAUIJMOHAAHHU TIAECOBH U MY3MKA CBHX jYTOCAOBEHCKHUX PeITyOAMKa,
AOK Cy MaHM}ecTalllje OAp)KaBaHe TOKOM BaXKHMX APXKABHUX jyrOCAOBEHCKHUX
npasHuKa — 25. Maj, 29. HoBeMOap HTA.

Y couujaarcTHukoj JyrocaaBuju amaTepusaM je HMMao BaXKHO MeCTO Y
Ipe3eHTAlMjH HAPOAHE KyAType M HAPOAHOI CTBapaAaliTBa, HpHAarobhasajyhu
IIOMEHYTe acleKTe CIIeHH KPO3 Paj Pa3sAMIHMTHX aMaTePCKUX CeKIUja — GOAKAOPHHX,
MY3HYKUX, ApamMcKux utA. ( Bykanosuh 2012: 12). Maeja je 6uaa o2 amarepusam 6yae
MecTo Ha kojeM he yoBek MOhM KYATYPHO-yMEeTHHYKHU Ad Ce U3PasH, a He Aa 3apabyje
sa xuBoT (Supek 1974: 8). [ojeannn ayTopu cMatpajy aa cy KYA-oBu oncraau 6am
300r TOra IITO Ce BEPOBAAO AA Y EbHIMA ,HECTajy KAACHe pasAnke Mel)y amarepuma,
rpanuie usMel)y Harmja ce 6puiy, u pasarke usMel)y QU3HIKOT U HHTEAEKTYaAHOT
paaa ce yxuaajy” (Dedi¢ 1981: 127). QoakaopHe ceKuyje UMase Cy AOMHHALH]Y
OA CaMoOr MoYeTKa y aMaTepCKMM MHCTuTynMjama. IloauTrke papa oBux cexnuja
KPHMCTAaAMIIy Ce BPEMEHOM, a Ha BUX Cy YTHIJAAe YKyIHe OKOAHOCTH Y ADYKaBH.
ArpapHOM peQOpMOM M HHAYCTPHUjAAU3ALMjOM 3eMAe MeHa Ce AeMorpadcka u
APYUITBEHA CAMKA JyrocaaBuje. JeAHa op IMpOMeHA OMAQ je M Ta AQ CEOCKHU TACAYU
nocrajy aeo rpapckux KYA-osa. Kako To mojeaunn ayTopu Tymade, OHH Cy CBOj
,CEOCKH Ha4MH NAecatba” 3aMeHuAn ,ypbanuym” (Aguilar 2005: 157). Mako nomenyTa
I0AEAQ ACAYje POTODOATHO, II0A HOM Ce [IOAPA3yMeBa Ad je Y OBOM IIPOLECY AOLIAO AO
H3rpaAlbe HOBE TeXHHUKe [IAECAkba, KOja je KOMOMHOBaAA AOKAAHE CTHAOBE [AECAbA C
6aserckom maactukoM. Kapa je y muramy camo usBohamrso, cBe OAKAOpHE CeKIfuje
HMaAe Cy 00aBe3y Aa IPE3EHTYjy IAeCOBE CBUX jyTOCAOBEHCKHX PeIryOAHKa, LITO
MOjeAMHH ay TOPH TyMade Kao TeXXHY HOAMTUYKOT BpXa A JyTOCAABHjy IIPEACTaBU Kao
MeCTO BAAAABHHE IPaBAe U ApyTBeHe jepHakoctu (Aguilar 2005: 181), a Apyru cy
CKAOHHjHU TyMauery Ad je OBa IIOAMTHKA AOTIPHHOCHAA ,CTBapamy ocehaja jeAnHcTBa
¥ HE[IOCPEeAHOT HcKycTBa MyATukyaTypasnoctn” (Hofman 2012: 76). Kopeorpau
Cy UMAAM KAYYHY YAOTY Y IIPe3eHTAIHjU ,HAPOAHOT CTBAPAAALITBA  HA CL]eHH, OHH
Cy OMpaAM [IA€CHU MaTepHjaA, TPAHCPOPMICAAK Id U PEKOHCTPYUCAAU Y ,pOPMAAHO
M3MUILNEHY TPAAULHMjy Ha osopHunu” (Maners 1995: 141). OBakBuM NOAMTHKAMA
PaAa TOjeAMHH CIIA€TOBH IIA€COBA IIOCTAjy MKOHHMYKH Pelpe3eHTH oppeheHux
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JyTOCAOBEHCKMX KpajeBa — HIIp. criaeToM maecosa us Illymaauje penpesenToBasa ce
Cpbuja, AOK je ,HeMO koa0” 6uao cienuduann npukas Bocue (Maners 2007: 88). Ha
0Baj HauMH usrpaleHa je HOBa yMeTHOCT — Kopeorpaduja TPAAMIIMOHAAHOT IIAECA,
KOja IOCTaje perpeseHT GOAKAOPHUX CeKIHja M, KA0 TAKBA, Y IIEAUHH Ce IPEHOCH
cpricke KayboBe y anjacriopu. JKuBOT oMeHyTe yMETHOCTH y AHjaCIIOPH IIPATHO je
TOK M Pa3BOj KOjHU je HCTa yMETHOCT AOKHMBASABAAA Y MATHIIA.

Mmnak, kpajeM 0caMAeCeTHX TOAMHA, 2 HAPOUHTO TOKOM AeBeAeceTHX roprHa XX
BEKa, APYIITBEHO-TIOAUTHYKA PEAAHOCT JyTOCAaBHUje U Pa3ABajarbe IeHHX PeIryOAnKa
CHAXHO Cy YTHIIAAM HA PaA jyTOCAOBEHCKHX Kayb6oBa y Aujacropu. OHM TTOUHEBY
Ad Ce AeAe TTpeMa HAIHOHAAHO] OCHOBH, YCA€A Uera HacTajy HaIJOHAAHO-eTHUYKU
KAy60BHU (CPIICKH, MAKEAOHCKH, GOIIIbadK, XPBATCKH UTA. ), @ IOAUTHKE PaAa ce CBe
BHIIIE OTAEAQjy Y MCKA3HBalby HAIMOHAAHUX HACHTUTETA, HAITyITajyhur cBe OHO mTO
aconupa Ha jyrocaoBeHcTBo u Jyrocaasujy (Rasi¢ 2016: 697-700).

Aanac, cpricku kay6oBu y Bedy Hucy npoMeHHAH CBOje MOAUTHKE paaa, Beh u
Aame QYHKIMOHHMIIY IIpeMa CHAOXHHM HAIIMOHAAHHM HMACOAOTHjaMa, Boaehm ce
HA€jaMa O ,UyBamy TpaAuIiuje” U ,dyBamy HAGHTHUTETa. YIPKOC UMEEHHIU Ad Y
KayboBHMa YaaHOBH HECY camo Cpbu, Beh cy To y Beanxom 6pojy, npe cBux, Baacu,
noToM Pomu, aAu 1 APYTH eTHHIJUTETH U HAIIMOHAAHOCTH, PYKOBOAHOILIM KAy6OBa
U IbMXOBY 3BAHMYHHU HAPATHBU FOBOPE O TEXIAMA 3d OUyBabeM CPIICKe TPaAULHje,
CPIICKOT MAGHTHTETA, CPIICKe OAIITHHE UTA., IIITO je BUASHMBO Y HEKHM OA HapeAHHX
HCKa3a:

M. P. (72), M.: , ApyILUTBO 32 Lib UM2 AQ HETyje KyATYPHY GallTHHy Haller HapoAa 1
TAaKO CavyyBa CBOj HAIMOHAAHU UAEHTHTET. Mu AeAyjeMo Kao jeaHa BeAuKa IIOpPOAUIIA
0A 300 akTMBHHX YAaHOBA. BeAMKy Makiby IIOKAQBAMO AEIHM, KaKO O HAyYHAH U
OYYBAaAH KYATYpPHY GALITHHY CBOT HAPOAR .

B.H. (70), m.: ,Hama najseha AupexTusa je A2 OKyIsaMo CPIICKY OMAQAMHY H ACLy Y
Beuy 1 Aa y9MMO CPIICKY TPAAULIUjy KPO3 IECMY U UIPY -

»Kulturno-umetni¢ko drustvo *Stevan Mokranjac’ iz Be¢a osnovano je 1998. godine,
sa ciljem da neguje kulturnu bastinu svog naroda i time doprinese o¢uvanju svog na-
cionalnog identiteta i time okupi svoj narod u rasejanju”?

Y xayb6oBHuMa IIPeOBAAAABAjY POAKAOPHE CEeKIIHje, TAe Ce HajBUIIIe HeTyje CPIICKH
$oAKAOp, MCKA3aH NPBEHCTBEHO KPO3 TPAAHLMOHAAHM IIAEC M TPAAUIMOHAAHY
My3uky. Kay6oBu yuecTByjy Ha pasAMuMTHM MaHU(eCTaL[HjaMa KOje II0Be3yjy CpIIcKe
KAyOOBe Y AMjacIIOpH, a jeAHA OA KAyYHHX je cBakako EBporicka cMoTpa cprickor
doakaopa Cpba y aujacriopu u peruony (s. Rasi¢ 2016). IlItapumte, MHOTH KAY6OBH
$YHKIIMOHMITY CaMO TOKOM IIpHUIIpeMa 3a IIOMEHYTY CMOTPY, HAKOH 4Yera IpecTajy
C PaAOM M YeKajy HapeAHM ITUKAYC TAKMUYeHa Kao ITOBOA 33 TOHOBHO aKTHBHpPame.

8 TIlpeysero c: http://kudstevanmokranjac.com/ (mocaeamu myT npucrynmeno 18. 2. 2022).
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»,OdyBame Tpapunuje’ U ,04yBare HAEHTHTETa IIOCTABAAM CBECHO IIOA
HaBOAHUKe. L1aKo ITojeArHY PyKOBOAMOLIM, AAH ¥ MHOTH CAPAAHHUIIY M3 MATHIIE HMajy
HCTHHCKE XXebe AQ AOTIPUHECY PABAMYMTHM OOAMIIMMA OUYBakbha, HCTPAKHBAMA Y
OBOM AOMeHY IIOKa3Yyjy Ada, Makap Kaaa je beu y muramy, Tu Hamopu HHCY AO Kpaja
YCIIeNTHY, HUTH y MOTITYHOCTH npuxBaheHH oA cTpaHe uaaHOBa kaybosa. Hamume,
ucrpaxyjyhu mely tpehum u 4deTBpTHM reHeparjama CpHCKuX racrapbajrepa
y beuy, rae cMo crpoBeAn ABa BeAMKa IIpOjeKTa O IUTAky UHTETpallHje U CTeleHy
I03HABaba eAeMeHaTa HeMATepPHjaAHOT KYATYPHOT HacAeha, AOOHAM CMO He TOAHKO
apupmaruBHe pesyarare.” Omaapsuna y Beuy Hajumre mosHaje oHe eAaeMeHTe
KyATypHOT HacAeha c kojuma ce cycpehe y concTBeHOj IOPOAUIIY 1 Ty HajBHUILE 3HAjY
O IIPUNIPEMHU PA3AMYUTHX TPAAUIMOHAAHKX j€Ad HAH [I0jeAUHHX Iha, IIOIyT paKuje
(Antonijevi¢, Bani¢ Grubisi¢ i Rasi¢ 2020: 1053). Ha nutama 0 TpaAMLMOHAAHIM
IIAECOBMMA M MY3HIIM, HAaKO Ce C HHMa cycpehy Beoma yecto Ha (GOAKAOPHHM
CeKIIMjaMa, 3HAAH Cy 3adyhyjyhe MaAo, Yak U O OHMM OIIITHM CTBapHMA IOITYT KOAA
y Tpu usu pymerke. C aApyre cTpaHe, AOAATHO je YCTAaHOBASEHO Ad ocuM moxabama
($OAKAOPHHUX CeKIHjad, OHU TOTOBO YOIIIITe He YIOTpebsraBajy Apyre BaXKHe MapKepe
KOjUMa Ce KOHCTPYHMIIY HAIIHOHAAHH HAEHTHTETH — He Iocehyjy moszopumTa, He
9UTajy CPIICKY AUTepPaTypy, 0 ucropuju Cpbuje He 3Hajy MHOTO TOTQ, & CPIICKHU je3UK
Mame-BHIIe YCIeIIHO IOBOPE, aAM IPETEXHO 3HAjy Ad Ce KOPHCTe AATHHHYHHUM
IHUCMOM, AOK hupuauify camo uuTajy uaM, y BehuHu caydajesa, yommTe He 3Hajy
(Ragi¢ 2020: 189 - 233; Antonijevi¢, Bani¢ Grubisi¢ i Rasi¢ 2021).1° CxoaHo ToMme,
HAje U TeXIbe Ka OUyBamy HACHTUTETA U TPAAULHje, Y OBOM KOHKPETHOM CAY4ajy,
IPEACTaBAAjy 030IbHE HATOPE PYKOBOAKOLIA M CIIOASHHX CAPAAHHKA, AAU YAAHOBH,
KOju 0¥ Tpebaro Aa MPHXBATAjy U AAde OAPXKABA)Y LIEAOKYITHO HacAelye, HITak UMajy
CaMO CBeACHA 3HAHa O TPAAUIIMOHAAHUM ITAECOBHMA M MY3HUIIM — 9eCTO 3Hajy CaMO Ad
HX PETIPOAYKYJy, 6e3 Apyrux nadpopManuja o caMuM GpeHoOMeHHMA. APYTUM pedrma,
YaK M KAaAd YAAHOBH HCTHYY AQ UyBajy CPIICKM MAEHTHTET, OHM HUCY Y CTamy Ad
[peno3Hajy U Habpoje HajBaXKHHje aCIeKTe TOT UAEHTUTETA, Te CBOje UCKa3e CBOAE
Ha TAyTOAOIIKE MCKA3€e O TOME KAKO Cy IBHXOB HACHTUTET ,UI'Pa, ecMa 1 06udaju” —
0 KOj1IMa, KaKO CMO Ca3HAAM KPO3 AyDioe HHTEPB]jye, 3Hajy BeoMa MaAo.

9 IlpojexTu o xojuma roopumo cy: Hcitipaxcusaroe lo3Hasara u 04y6arba Hematiepujarsnoi KyAiyproi
Hacaeha kog omaagune y Cpbuju u gujaciiopu, 2019. roause u Aciiexitiu unitieipayuje iipehe u ueinispitie
fenepayuje cpickux muipanatia y Aycitipuju, 2020. ropuHe, ob6a mmpojexra IOA IOKPOBHTEASCTBOM
MHHHUCTAapCTBA CIIOAHUX II0CAOBA — YIIpaBe 3a Capamy ¢ aujacropom u CpbuMa y pertoxy.

10  Oaaacuu y mosopwirTa, YHTamhe AUTeparype, npaheme mTaMIe, y4ecTBOBabe Ha APYIITBEHHM
MpeskaMa BeOMa Cy BaXKHU KOHCTPYKTOPU HAGHTUTETA y CAaBPeMeHUM HAIJMOHAAHHM ApXKaBama. Amapypaj
CMaTpa AA Cy MOAEPHH HAIMOHAAM3MHU BHUIle MHCITHPHUCAHM TEKCTOBHMMA, IIOMYT KIMra, mamdaera,
6AOTOBA U APYTUX CAUMHHUX CRAPYKaja, HETO 3ajeAHMMKIM UCKyCcTBOM 6auckoctu (Apaduraj 2011: 239).
3ampaBo, OBM CaAPXKajH IPEACTABAAjy KOAGKTUBHA HCKYCTBA KOja IojeAuHIMMa omoryhasajy Aa cebe
AOXIBE KaO YAAHOBE HAIIMOHAAHMX APYIITaBa HAM MAmbUX KYATYPHMX Ipyma. ApyIuM pedynMa, CBe je
BO)XKHHja yroTpeba KyATYpPHHX IIPOU3BOAQ, AOK Ce Ha ,[IPUPOAHE UHEbeHHUIle ) [IOIYT je3HKa, KPBH, TAA
UTA., CBe Mame obpaha maxma (Ibid.: 239).
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O MHCTUTYILIMOHAAHOJ CTPYKTYPU, CAPAAHUITMMA 1 MPEXKAMA
OAHOCA

HHCTUTYLMOHAAHY CTPYKTYPY CPIICKUX KAYOOBa y Beuy dnte nmpeaceAHUK Kay6a,
YIIpaBa, yMETHUYKH PYKOBOAUAAL, POAKAOPHE IPyIle UAM PYKOBOAMOLM APYIHX
CeKIIUja, YAQHOBH KAY6a M Pa3AMYHUTH CIIOASHH CAPAAHHLIA.

CnosHHE capapHUITM Cy TIOjeAMHIM U3 Cp61/1je, YCIIEIIHH Y CBOM AOMEHY
AeAOBaEba, GMAO AQ je ped O IOAYYaBay TPAAMLIMOHAAHOM II€Balby, IIOAYYABAEY
TPaAHHI/IOHaAHOM TIIA€CY HAH HEroBOM HpﬂpebI/IBaH)y 3a CLEny, apaH}KHpaH)y u
I/I3B0beH)y MYy3HKeE 3a I/IFPY, H3paAH HapOAHI/IXHOH.[H)H AN APyI'I/IM CerMeHTHMa KOjI/I cy
PEAeBaHTHH 32 IPOrpaMcKe aKTUBHOCTH KAy6oBa. Kaaa je y muramy TpagunnoHasHo
IeBame, KA0 IIEAATO3H C€ YTAABHOM aHT'aXKY]y €eTHOMY3UKOAO3U HAY II0j € AUHIM KOJU CY
3aBPIIMAY CPEAE My3HUKe MIKOAE Ha OACELIMA 32 TPAAULIMOHAAHO reBarbe. CXOAHO
TOMe, BaXKHO je cTahu A2 eTHOMY3HKOAO3H, AAKA€, IIOjEAMHIIM KOJH CY PaKyATETCKH
06pa3oBaHu, HUCY jeAHAKU C ADYTUM I1EAArO3KMA [IeBatha KOjH Cy 3aBPLINAH CPEAIbE
LIKOA€ — PA3AMKYjy Ce y HUBOY 3HAHa, AAH U y IIOTAEAY OATOBOPHOCTH U €THYKX
[pHHIII, O YeMy he Buie peun 6uTH KacHUje.

Aa 61 HeKO [OCTA0 CIIOAHU CAPAAHHK, OH MOpa OCTBapuTH oApelene pesyarare
y 3eMiH MATHIIY, 32 KOje PyKOBOAMOLIM KAYOOBa CMaTpajy Aa Cy BOXHH: OHpajy ce
HCKAYYUBO OHU CTPYdBHALM KOjU Cy y aMaTepcKOM (POAKAOPY IMPENO3HATH Kao
AyTOPUTETH y CBOM IIOCAY, KOjH IIP€AAjy Ha OApel)eHIM ceMUHApUMAa 32 PyKOBOAMOLIE
(QOAKAOPHUX Ipyma MAM UMjH Cy QHCAMOAM OCBAjaAM HAjBUINA IIPH3HAMA HA
TaKMHUYIAPCKUM cMOTpama $poakaopa y Cpoumju.'!

CapapHuKe — BOKaAHE Ieparore Hajuemhe mpepAaske YMETHUYKU PYyKOBOAHAALL
KAy6a, Boaehu ce IPEeTXOAHO HABEACHHM KPUTEPUjyMHUMA, 2 OAAYKY O QHTQXKOBAEbY
AOHOCe IIpeACEAHHK U yIpaBa. Maao je kayboBa KOjH CBOje CapapHIIKe aHTKYjy Ad
PaAe PEAOBHO, TOKOM LieA€ Ce30He; OHH Ce IIPETEXHO YIONIAABAjy 3apaj IpHIpeMe
3a TakMuYerse Ha EBporckoj cMoTpu.'> AHraxxmMaH opAQOpaHIX CapaAHUKa 32 IIeBakbe
HOApa3yMeBa IIXOBe OOPABKe I paj C aHCAMOAMMA Y TPajarby 0A HEKOAUKO AaHA. 3a
Taj II0Ca0 OHU AOOHjajy yroBOpeHe XOHOpape, a Takohe um ce 06e3belyyjy rpomkosu
myTa 1 6opaBKa.

11 CemuHapu 3a pykoBoauOILle (OAKAOPHHX aHCaM0aAa IIpeACTaBAAjy 3acebHy TeMy Kojoj je
HEOIIXOAHO IOCBETHTH IIEAOKYIIHO HCTPAXHMBame U aHaAu3y. IIpeMpa uMmajy Ayry ucropujy —
OAPYKABAAHM Cy Ce jouI y JyroCAaBHjH, II0A PyKOBOACTBOM Ap MBana MBanuana — y Cpbuju cBoj 3amax
AobHjajy 0p 1990. ropmue, kapa mpod. Ap Oansepa Bacuh, erHoKOpeoAomKHIba, TOUMIbE AQ OPTAHH3Yje
»CeMUHApe 3a ydeme HAPOAHHX Hrapa’, y oksupy LleHrpa 3a ucrpaxusarme HapopHuX urapa Cpbuje
(aanac TUOTHC). Bume o cemunapuma u HepopMarHHM eAyKanujama Buaeru y: Rakocevié 2013.
12 Espomcka cmotpa cprckor ¢poaksopa Cpba y AMjacriopy M pervoH KAyOOBUMA y AMjACIIOPH
[PEACTaBAA M3Y3€THO BAKHY MaHH(ecTarujy, mpH deMy Iobepa Ha OBOM Takmuuemy obesbelyje
3HATaH CTaTycHH cuM60A Kay6y (y. Ragi¢ 2016: 1014-1023).
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EKOHOMUJA CAPAABE

ExoHOMHUjy OBAe He AeQHHHIIEMO y CMHUCAY ,4ucTe ekOHoMwje, Beh joj
IIPUCTYTIaMO C KYATYPHOT aCIIeKTa, OAHOCHO, kako To Haope Iloa Ay Tej (Paul
du Gay) u Muuea Ilpajk (Michael Prayke), oxpehemo ce xyarypm (2001: 1).
ITomeHyTH ayTOpH CMaTpajy Ad CKYIIOBe IIpoLjeca Koje CMO AOHEAABHO IIOCMATPAAH
K40 eKOHOMU]y BHIIIe He MOXKEMO Y3HMATH 3APaBO 32 TOTOBO. YMECTO TOIa, BaXKHO
je y 063up y3eTH KyATYpPY KOja je 0OA KAYYHOT 3HAUaja 3a pasyMeBarbe IpoIieca y
CaBpeMeHOj eKOHOMHjH — APYTHM pedrMa, eKOHOMHjad je KyATYPHO YCAOBA€HaA
(Ibid.). YcayskHe, aau 1 cBe ApyTe BpCTe IIOCAOBA BHIIE He MOXKEMO IIOCMATPATH y
KOHTEKCTy OMHAPHUX OIIO3ULMja H3Mel)y ,,ekoHOMHje”, C jeAHe CTpaHe, U ,KYAType’,
C ApYyTe CTaHe, jep MOCAOBH HHKAAQ HHCY MCKAYIUBO €KOHOMCKH HAHM MCKAYIHUBO
KYATYPHH, OHH Cy CKYII KYATYPHO YCAOBAS@HHX IIPAKCH, H3rpal)eHHx 0a AeAOBA KOjU
cy exoHOMckH 1 HeekoHoMckH (Ibid.: 4). CranoBumTe camyHO 0BoM uMajy 1 CkoT
Aem (Scot Lash) u Llon Ypu (John Urry), koju cmarpajy Aa cy:

ExoHOMHja U CUMOGOAMYKI IPOLIECH AQHAC CY BUINE HEIO HKAAA MCIPENACTAHH H
MeljycoGHO apTUKYAMCAHH; TO jeCT... eKOHOMH]A je CBe BHIe KYATYPHO YCAOBAEHA...
AAM je M KyATYpa CBe BHILe eKOHOMCKH YCAOB&eHa. Tako, rpanuiie Mel)y sima mocrajy
Mabe jacHe, 2 eKOHOMH]ja U KYATYpa BHIIIe He GYHKIIMOHHIIY y OAHOCY jeAHa Ha APYTY,
Kao cucreM u okpyskeme (1994: 64).

HuaycTpuja mupoxo AepUHHCAHA KAO ,KYATYPHA AQHAC je HHTe3HBHHja HEro
paHHje M 9ecTO IMPEeACTaBha jeAaH OA jadMX CeKTOpa 3a eKOHOMCKH pacT. C apyre
cTpaHe, y cBe BeheM TpKHIITY ce y pasAMYMTe IPOU3BOAE CBECHO YIIUCYjy MOCebHa
3HaUera TOKOM IIPOU3BOAIbE, He OH AM Ce KYATYPOM H3a3BaAd XKe,d 33 HHUXOBOM
kynosuHoM. OHHU Koju ce 6aBe POOOM M YCAyTaMa TeXe Ad HX IIOBEXKY C OCeOHUM
KYATypPHHM 3HauemuMa, yiryhyjyhu ux Ha Taj HaUMH Ka IIOTEHLjAAHUM KyIIL[HMa
(Ibid.: 222).

Camyro ToMe QYHKIIMOHHITY U YCAyTe BOKAAHUX ITIEAATOTa KOjH Paae Ca CPIICKUM
KAyOOBHMa y anjacriopu. Harme, oHE yuerbe TPaAUIIMOHAAHHX IIeCaMa KOHCTPYHUIIY
U IPUKa3yjy Kao ,[lAKeT UACHTUTETCKHX Mapkepa’'’ APyrHM pednMa, II€AAro3u
y HajBeheM 6pojy cAyuajeBa CPIICKO TPaAMIIMOHAAHO IIeBarbe IPEACTABAAJY Kao

13 Tlop MapkepHMa HAEHTHTETa IIOAPasyMeBajy ce TBOpeBHHe OAapeheHe erHHuKe/HalMOHAaAHe
3ajeAHHIIe HAM TPyIle APYTOT THIIA, KOjH MOry OMTH CHMOOAMYKH, OAHOCHO HEMAaTepPHjaAHH U
marepujasnu ¢penomenn (JKuxuh 2011: 19). OHo wTO je 3ajeAHMYKO CBHM Mapkepuma, 6uA0 Aa cy
y IHTalby MaTePHjaAHHM MAM HeMaTepHjaAHH (eHOMeHH, jecTe TO mITO Cy OHH yBek Beh ycramema,
obankosana u npuxsaheHa sHavema KyarypHuX cumboaa (Ibid.: 10). C TuM y Besn, mocmarpamo ux
Kao KyATYPHO CBOjCTBO 3ajeAHHMIIe, KOja IIOCPEACTBOM BUX HCKa3yje COIICTBeHH UAeHTUTeT. Mapkeprma
rpylie HarAallaBajy CBOje 3ajeAHHINTBO, aAHM YjeAHO YCIIOCTaBAdajy AMCTHHKIHU]Y C APYTHM Tpyma
(Ibid.: 20). Mnax, ka0 MapKep HAGHTUTeTa He MOXKE CAY>KHTH GUAO KOjH peHOMeH, TO cy peHOMeHU
KOju Cy yBeK Beh IIPHCYTHHU y AQTOj TPYIIH, OKO KOjUX Cy KyATYPHO u3rpal)eHa sHaderba, II03HATA CBUM
uaanoBuMa parte rpye (ITpeanh 2008; Kpea 2014). Mnax, OHU cy U IPOMeHAUBe KaTerOpHje, 3aBUCHe
OA KYATYPHOT, TeMIIOPAAHOT U cuTyanuoHor kontexcra (IIpeanh 2008).
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BOXAH ACO TPAAULYjEe U KioyIHU MApKep eTHHYKOT MAM HAIIMOHAAHOT HACHTUTETA,
KOjH je HEOIIXOAHO OYYBaTH. Y TOM CMICAY, 00yKe TPaAULIMOHAAHOT IIeBarba IIOCTajy
pasMemuBa ,poba’ y mpecTanijamMa Koje HUCY YMCTO eKOHOMCKe, Beh moppasymeBajy
pa3MeHe PA3AMYHTHX BHAOBA KAIIUTAAQ — IIOpPeA €KOHOMCKOL, y UIPHU Cy joul M
CHMOOAMYKY, T1a X HACHTUTETCKHU KarmuTaAr. MUIpaHTH Cy 3a pa3MeHe OBOT THIIA, TA€
ce pobUja ,lTaKeT HACHTHTETCKHIX MapKepa', YBeK 3aHHTEPECOBAHH, CXOAHO IHXOBHM
aMOMBAaACHTHUM HACHTHTETHMA, U ocehajy HeyKopemeHOCTH y ABaMa CHCTEMHMA
u aBeMa Kyarypama (B. Antonijevi¢ 2011). [TomeHyTH MapKepu cAyXe UM Ko
CPeACTBA 33, MaKap IPHBHAHO, OCTBApUBaIbe CIIOHE Ca CBOjOM MAM C AOMOBHHOM
cBojux mpepaka. OCHOBHA AOTHIKA OBHX pa3MeHA ACKH y TeXHaMa 3a ,0dyBameM
HAEHTHTeTa U Tpapumuje”.'*

NcKkyCTBA Y ITPECTAITJAMA

VIAeaATHIICKY TTPEACTaBASEHH TIPOIECH aHTaXKOBamkha BOKAAHMX IeAArora HHCY
TOAUKO IIEMAaTH30BaHM, Beh Bapupajy y 3aBUCHOCTH OA CapapHHKA. YHajMA€HU
CapaAHMIIM 9eCTO CBOja aHIaXKOBamba IIPOAYXKABAjy, OCTBApyjyhu Tako Ayropodxy
capaAmy ca cpIickuM kay6osuma y Beay. ITocToju HeKOAMKO pazaora 360r KOjHX ce TO
AelllaBa, & HajBAXKHUJU Cy IIOACTHIIAbe AaHCaMbaAa Ha Paa M OAPYKaBarbe [IOCTAaBA>EHOT
Iporpama:

I. P. (73), x.: ,Huje ncro poohu u nocrasury, To Heko Tpeba M A2 OAPXKABA... CaA,
KOAKO Cy OHH OCIOCOOAEHH 32 TO... KAKO OHH AOAase Ha mpobe... Tpeba aa Gyaem
jeAQH AOGAp U IICHXOAOT U [IEAArOT U IIPOCTO AA TU BPUIIL Ty CEAEKLH)Y U 0A6Up U
AQ X IIOACTHYEN Ha PaA.

Ocum moMeHyTOT, BaXKHAa je U IleHa ycayra. Hanme, meparosn TpapMIMOHAAHOT
[IeBalba, Y AOTOBOPY C PYKOBOAHOLIMMA KAYOOBa OCTBAPYjy U AYyTOPOYHE Capaaibe,
KOje Cy OOMYHO IIOBe3aHe C HIDKMM XOHOpapUMa:

O. M. (91), m.: »Hehy aa Aymam, HrcaM ja mperoBapao ca BbOM, aAU 3HAM AQ CY HIIAK
Ha AyTe CTa3e U Ad Cy 300T AyTHX CTa3a AOTOBOPHAHU AQ He OCTAHE Ta MHUL[MjAAHA IIeHa.

Iojeanrn ayTopu mpumehyjy Aa je 3a IOCAOBE y KYATYPHU BPAO BaXKHO IIOCTOjarbe
KpeaTUBHMX BeIITHHA KOje Ce IOBedyjy ¢ mpodurabmaHomhy, a caMEM THM
YCAOB&ABajy OYAyhHOCT TaKO3BAaHHUX ,HOBUX KYATYPAAU3OBAHUX eKOHOMHja — OBAE
Ipero3HaBatbe ecTeThKe 1 adeKTHBHUje popMe 3Hama noctajy ocHoBa (Allen 2001,
13). Capaprnnm 06e36ehyjy Ayropodry capaassy ¢ KAy60BUMA TAKO LITO OATOBapajy
CBUM 3aAALMA [OCTaBAEHUM IIPEA BUX M CAMOCTAAHO IIPOLEHyjy MOTEeHIHjaAe

14 Camo murame OYyBama HAGHTHTETA U TPAAMIIUje IO CeOH je KOMIIAEKCHO ¥ HeroBa aHaAM3a Ou
3axTeBaAa 3aceOHy aHaAm3y, 6yayhn Ad je yBex OTBOPEHO ImHUTarbe KO KOHCTPYHUIIE MAEHTHUTETE K KAKO TO
YMHH, KOjH eAeMEeHTH Ce OHPajy y TAKBUM IPOI}eCHMA, KA0 M O KOjUM MACHTHUTETHMA je ped.
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aHcaMbAa C KOjUM paAe, Kako OM X HCKOPHUCTHAU Ha Haj0OMU HAYHH, IOCEOHO
YKOAUKO ce IpHIpeMajy 3a oppeheHa TaxMudersa. CaroBOpHUIA je TO CAUKOBHTO
ommcaaa Ha caepaehn Haunn:

M. B. (76), x.: ,To je Kop BUX MaAO 0BaKo MPo6AeM, INTO OHU TO TaKo xohe HHCTAHT
AQ X HeKO Hay4H IeBary. [10IITO Cy TO yrAaBHOM aHCAMOAH KOjH ce CIIpeMajy 3a Te
cMoTpe. 3HauH, TH CU OIPeAesSEH [MAAHO OAll AQ UX HAyYHII Te ABE-TPU IIeCMHLIE
U A2 BHAMII KOje Cy HUXOBe MOIyhNHOCTH, AQ BHAMII A2 A OHH MOIY A II€Bajy
jeAHOTAAC, ABOTAAC, IPYIIHO, C My3HKOM, 6e3 My3HKe, C IIPaTHhoM, U Tako... OHAA cam
AOOHAQ 3aAQTAK AQ TAMO OCHYyjeM IpYIIy IleBada, MyLIKy H XeHCKY. [Ae cMO MU OHaKO
Ha 6p3aKa 0BaKO M3ABOJHAM MYIIKe M SKEHCKe IIeBade M I1eBada COAUCTY ¥ IIeBAYHILY
COAVICTKHIbY, Ad HACTYIIE HCTO TOBOAOM TaKMHUUeHha — AyCTPHjCKa CMOTPa POAKAOPA’.

OctBapeHa capaptba pyHKUMOHHIIIE 10 IPHHIJAITY PAAHOT OAHOCA — IIPEACEAHULIH
KAy6OBa yXKHBajy (QYHKLUHUjy [IOCAOAABLA, AOK II€AArO3U U3BPIIABAjy MIOCAOBE Yy
AOMeHY KYATYPHHX A€AATHOCTH. VIcIyherbe CBIX 3aAaTHX KPUTEPHjyMa — AQ AHCAMOA
»IIpOIIeBa’, OCTBApHU AOOAp MAACMAH HA TAKMHYEIsY HTA. — TAAQ [TOCTAje MMIIEPaTHB.
Hnax, y cBOjUM MCKa3¥Ma [eAAT03U TPAAULIMOHAAHOT II€Bakha OBAKBE CAPAAIHE YECTO
KapaKTepHIIy HEAATOAHHUM, Topeaeh 1x ca, CTepeoTHIIHO OKapaKTepPUCAHUM, ,3AMM
[PUBATHHUIINMA :

B. M. (79), m.: ,Kop mux je cBe KpO3 HOBAIl, 3HAYH TAeAQjy Kpo3 Hosarl. M, onaa,
HapaBHO, OYeKYjy 32 HOBAL| KOJH CY AAAU AQ MM C€ TO UCIIAATH .

B. M. (79), m.: ,,Onn CY MAAO TaKO CKAOHM, AQjy TH Ilape, U OHAQ MMajy IIPaBo CBE Ad
TH pape: U A ce Aepy Ha Tebe, i Aa Te Bpebajy... Biay — 'ja Te maaham’ — ma To mMu Tek
y )KHBOTY He Tpeba”

ITomenyTa ,0axara IIOHALIAKA, ,3AU IPUBATHULM U LIEAOKYIIAH CHCTEM CAPaAIbe
U y4ema TPAAULFOHAAHOL II€Bakha, Y OBOM CAy4ajy, OOjallBbKBU Cy KOHIIEIITOM
kanurasa Iljepa Bypaujea (Pierre Bourdieu). Konment cuM60AMYKOT KaIUTaAa
Bypauje mocrabsa y omosunujy c eKOHOMCKMM KAITUTAAOM, HaMepaBajyhn Aa TIOHYAU
KPUTHUKY MAPKCHCTUIKUM BHl)ebMa eKOHOMCKHUX KAIIUTaAd KAO OCHOBaMa APYIITBA.
BypanjeTexxuToMe AapesedHHUNIE M PasBHje COICTBeHy TeopHjyMohu, mocTaBrajyhu
[UTamke Ad AM MOh y APYIITBY [OYMBA MCKAYIUBO HA €KOHOMCKOM KAIIHTAAY, KAKO
je To mpeTnocTaBAA0 KaacuuHM Mapkcusam (Ivanovié 2010: 34). 3a pasauky op
KAAQCHYHOT MapKcu3Ma, Boaehu ce mprMepuMa M3 TaKO3BAaHHUX ,TPAAMIIMOHAAHHIX
Apyurrasa’, Bypauje Aokasyje A2 eKOHOMCKH KaIllUTaA HUje IIPECYAQH ¥ TOM CMICAY,
Beh pa Moh u cTaryc y ApymTBy HepeTKo 3aBuce 0p cuMboandkor Karmmtasa (Burdi-
je 1999: 205-220). CuM60ANMKH KaITUTaA MOXKEMO YKPATKO OAPEAHTH Kao CHCTEM
BPEAHOCTH KOjU TPyIa CMaTpa 3Ha4ajaHUM U HEOIIXOAHMM 3a COIICTBEHM OIICTaHaK
(Ivanovi¢ 2010: 34). U ynpaso je 3a 0By aHaAM3y BakHO BypanjeoBo Tymademe y
KOjeM IOKa3yje Aa MHOTe IIPAaKCe KOje HUCY €KOHOMCKe MMajy €eKOHOMCKY BPEAHOCT,
Te AQ Ce Adbe MOTY IPeTBapaTH y eKOHOMCKe obauke kanutasa (Burdije 1999: 214).
ApyruM pedynMa, y TI0jeAUHUM APYIITBHMA Cy HEeKOHOMCKe ITPaKce MHOTO BpeAHHje
OA €KOHOMCKOT KaIlNTaAa, mto Bypauje onucyje Ha caepehu Haunn: ,Tako, kao $to
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vidimo, simboli¢ki kapital koji, kao prestiz i ugled vezani za jednu porodicu i za jed-
no ime [...] predstavljaju mozda najdragoceniji oblik akumulacije u jednom drustvu
[...]” (Ibid.: 214). Ono wToO je jom 3Ha4ajHO HcTahy 32 MOMeEHyTe KaNUTaAe jecTe TO
AQ ce MATepPHjaAHU HAU eKOHOMCKI KAIIUTAA YBEK MOXKe IIPEHHAYUTH § CHMOOANIKI
HAHM KyATYPHH KallUTaA, AOK TIpoLjec Moxke 6utu u obparan (Ibid.: 215).

Y cprckum xayboBuma y Bedy yaarame LjeAOKYIIHOT YAQHCTBA, aAU IOCeOHO
yIpaBe U IPEACEAHHKA y CHMOOAMYKH KAIUTAA [IPEACTABAA jEAHY OA BOKHIHX
exoHomuja. C jeaHe crpaHe, Ha Taj HaumH obe3belyje ce omcraHak u Tpajame
oppebene ernmuke rpyme — Cp6a y Beuy, unju cy HauMHU [Ipe3eHTALIHje KYATYPHOT
HAEHTHTeTa OOAMKOBAHH YIIPABO U30OpUMa PYKOBOAMOLIA CeKILHja O ToMe IuTa he
Ce MPHMKA3aTU KA0 TPAAULIMja M HACHTHTET AATe 33jeAHMIIE M Ha KOjH HaYUH he ce To
yaurutn. C Apyre CTpaHe, HCTa Ta IPyIa OCTBapyje CTATYCHH CUMOOA YKOAHKO Ce
A06po maacupa Ha oppel)eHUM TakMUYeIMa CPIICKUX IPYIIA Y AMjACIIOPH — HE CAMO
Aa pobuja oapeheny Harpaay, Beh rocryje y pasanuntum emucujama nosehasajyhu
COIICTBEHY BHAMSHUBOCT Yy CHUCTEMY; ACA€ C€ YAAHIM U IIOXBAA€ IIO APYIHTBeHI/IM
MpeXKaMa; BPAO 9eCTO, YKOAUKO HICY jeAMHA TPYIa y TPaAy, Aelid U3 APYTHX IPyIa
IpeAase y BHUXOBe aHCAMOAe KaKO OM PAAMAH C ,[IO0EAHMINMA’, X TOME CAUYHO.
Ha nomenyTuMm TakmuyemHMa jeAaH OA MCTAKHYTHX acIekaTa KOju ce ollemyje
jecTe U TpapuIoHaAHO IeBame. CXOAHO ToMe, Gyayhu aa je mpeacTaBseHO Kao
HASHTUTETCKU MapKep, aAU U KaO CTaBKa 3a OLeHUBabe, YAAHOBU CPIICKUX KAyOOBa
y Bedy Texxe 0BAapaBamy TeXHHMKAMa TPAAMIMOHAAHOL IIEBamba. Y TOM CMICAY,
TPAAULFIOHAAHA MY3MKa — CHMOOAMYKH KAallUTaA — M XOHOPApU KOje IIeAaro3u
AOOHjajy 3a CBOj pap — eKOHOMCKM KanuTaA — yHKiuoHuury npema Bypaujeosoj
AoTHIH ABOCTPyKHX noayokpeta (enra. double half-rotation). Ty, Hanme, AOA3H AO
[penHaYerha KAlUTaAd — IPBEHCTBEHO U3 eKOHOMCKOT Y CUMOOAMYKU — YAO)XKEH
je eKOHOMCKHM KAIIUTAaA y BUAY XOHOpapa 3a IIeAArora, KOju ce yIpasu Kay0Oa Bpaha
[penHaYeH Y CUMOOAYKY KAlIUTaA — CABAAAAHE TeXHUKe IIeBarba, A0OAp MAACMaH Ha
TaKMHYEIsY, UTA.

Mebhyrum, pAa 6u ce AOIIAO AO MOMEHYTOI CHMOOAMYKOr KAIIMTAaAd KOjU je
IIOTOAQH U 33 TPajHHje aKyMYAHpPame, HEONXOAAH j€ paA KOjH 3aXTeBa MaTepHjaAHa
U cumboAamdKa yaarama. OHO IITO Ce jOuI yAaxe y IIOMEHYTH Paj jecTe BpeMe —
AparoneHu pecypc. O BeroBoj BaKHOCTH CBEAOYM U UHIbEHHIA AQ CUMOOAMIKOM
paAy Huje Moryhe OApeAHTH BpeAHOCT HE3aBHCHO OA BpeMeHa Koje je y mera
YTPOILIEHO — ,[IOKAQIbalbe BPEMEHA HAU TPOLIeHe BPpeMeHa [PEACTABAA]Y jEAAH OA
Hajckynonenujux paposa” (Ibid.: 215).

ITomeHyTe AOTHKe Y3HMajy ce y 063Up U Kaaa je y IUTamy oapehuBame xoHOpapa
3a Ieparore TpapMIIMOHAAHOr IHeBama. He mocroje ¢uxcHM XOHOpapu, HUTH Cy
Pa3AMYNTH IIEAATO3H YCATAACHAY CBOja TOTPAXKUBaIha, Beh OHa BApHpajy y 3aBUCHOCTH
OA TOTa C KOjHM IIeAaroroM KAy6oBH capal)yjy 1 kakBe 3axTeBe [IOCTaB&ajy IIPeA BUX.
ITeparosu TpapMIIMOHAAHOT II€Bak-a APYTauHje Cy O3ULMOHUPAHH Y XUjePapXHjCKOM

1S Ospe je Baxxno ncrahm a2 Kay6oBH A0OHjajy Gome cTaTyce caMo y OKBHPHUMA CPIICKE 3ajeAHHIe.
TbuxoB craryc u3 mepcrekTHBe AyCTpHjaHAIlA OCTaje HempoMemeH. Y Hajsehem 6pojy cayuajesa
Aycrpujanim He mocehyjy mrxoBe npupeabe u MaHudecTariuje, AOK AOKAAHH IOANTHYAPH AOAA3E CAMO
KaAa Cy Ipean3bopHe KaMIlarbe y 3aMaxy.
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CHUCTEMY, IITO HPETEXHO 3aBHCH OA BUAMHUBOCTH M IIPEINO3HATSHUBOCTH IHBUXOBOT
paAa y 3emmu Marumny. Pap OBHX Ileparora BaAOPHU3Yjy PYKOBOAHOLIM KAyboBa U, y
TOM IIPOLIECY, PETKO y 00631p y3uMajy GOpMarHe aclieKTe I KOMITETeHIHje ITeAarora
— HIIP. AA AU je Taj IeAAror 3aBpuuo GaKyATeT, Ad AM je 3aIIOCACH Y HeKOj HayYyHO-
HCTPa’KUBAYKOj MHCTUTYLMjU U MMa aQHAHUjaliHjy, CBe Cy TO Maie BaKHE CTBapH 3a
mux. Ibrma je 6MTHO A OHM HMajy OCTBapeHe pe3yATaTe Ha CMOTPaMa pOAKAOPHUX
ancamb6ara (M)AM A2 Cy MpepaBady HA CEMHHAPHMA 33 PYKOBOAUOLE POAKAOPHHX
aHcambaaa.

PasroBapajyhu ¢ HEKOAUKO Pa3AMYHTHX II€AArOTa TPAAULFOHAAHOT IIeBatba KOjU
decTo capabyjy ca cprckuM KAy6OBHMa IIMPOM AHjacIIope YBHAEO caM oppelere
MeXaHH3Me KOjUMA BPEAHYjY COIICTBEHH PaA, IITO jeé HAPOIHUTO BHASHBO Y HAPEAHNM
HCKA3KMa:

[ P.(73), x.: ,Ja ce, PELIMO, CaAd AOTOBAPAM II0 caTy. AKO PaAUM AeceT caT, ysehy
TOAHKO. Jep ja He MepuM IIpoby Ha CaT U 110 HAH AB2, ja PAAMM Taj AQH AOK CY y CHasW .

B. M. (79), m.: ,Boramu, My3H4apu AOOHjajy CTO eBpa IO TAABH, 33 AGCET MHHYTA.
Hexo ysuma mepecer eBpa, Heko cTo. E, cap, ’ase ce myAH, He MOTY AQ UCOHHAHCUPA)Y
t0 wo... IlIBajijapuu cy, Kao, OHK MMajy CTaHAAPA... [IpocTo He Mory Aa mpare”

M. B. (76), x.: ,Ia, ja cam mpBu myT kap cam orumaa y MoHTpe, ja cam Heko
[peA3HAe MMAAd, PELEMO Ad Ce IMOCTaBKa Kopeorpaduje xpehe op mecrcro,
CEAAMCTO AO XHAAAY €Bpa, €, Caj, 3a TO IIeBame Ce U3ABaja, HapaBHO, Mame. OHu cy
MeHH AaAH, Yy MoHTpey TpucTa $ppaHaka, To TH Aobe Kao TpucTa eBpa. Aaau cy Mu
Te Iape 3aTO IITO CaM ja OHAA KOA HHX HEAEAY AAQHA, C THM IITO ja HE PAAMM CBaKH
aal. Hexko je y dasony pa popmupa IieHy Aa AU ja paAuM IIO CaTy, HEKO je y $pas3oHy
AQ ja paAUM KOAUKO e(eKTHBHO PaAMM, ITa OHAQ, PEILIIMO, CBe OCTAAO je MEHHU HIIAO
AOrOBOp Ipeko M., mpeko 3., Aa A’ Ce Ty cap HEKO yrpaAH, MEHe Ty HHKO He 3aHUMa,
AW, PeLMO, ja caM Tamo mAaheHa, ja He BOAUM A2 PAAUM IO CATy, jep He BOANM AQ
MU HEKO IITOIyje BpeMe, jep ja xohy Aa Ao00ujeM pe3yATar. Ja TaMO He paAMM CBaKy
AQH, HEKH ITyT OAEM Ha BHKEHA, HEKU IIyT OAEM Ha IIeT AaHA, HEKU ITyT PAAUM CBAaKU
Aan. EBo, petmo, y Moxpanmity (Bed) cam papnaa u ABe rpyrie nesada, U Ae4jy rpyIy,
U aHCaMOA, U COAMCTA IeBay, U COAUCTKHUIbA MEBAYUIA, U CBE CaM TO PAAMAA 3 ABA
AaHa 1 AOOHIAQ CaM HICTe ITape Kao HeAeny AaHa Y MOHTpey IITO caM PaAHAa ABA AdHA
e}exTUBHO, a OCTaAe AQHE CaM Ce IIeTaAd, TAKO ABECTA eBpa, TPHUCTA eBpa, 3aBUCH
mTa. ETo, Tako ¢popmupajy meHy. Ja AMMHO He AO3BOASABAM A MU TY HEKO AMKTHpA
KaKo KO, KaKo KO IeBa, HUKO MeHe He, HIKO MH HHje 3aMepHO aKO Ta IPyIIa IeBaya He
y3Me HeKO MeCTO. Jep, OHU BHAe edeKat, OHH BUAE IIOMAK, Uyjy A2 AeLja [ieBajy 6ome”

Anreaa Mex Pobu (Angela McRobbie) aaje oapeaHuiy ,TpajHO IpeAasHux
OCAOBA” KOjU Ce OAHOCE Ha IIOjeAMHe IOCAOBE y KYATYPH, a KOje KapaKTepHIIy
Heoppeheno samocaeme, cro6opa n Hedpopmaanoct (2001: 98). Aamac je maean
eKCIIPECHBHOI IIOCAA IIOCPEAOBAH HOBUM PETOPUKAMA MOOUAHOCTH, Y CMHCAY
Ad Cy YMETHHI[ MOOHMAHH 3a HeIIpeCTaHa IyTOBamba M PaA HA APYTUM MECTHUMA; U
yCIlexy, Aa BHXOB pap yBek 6yae ycreman u samaxen (Ibid.: 101). Taksa subema y
IOTITYHOCTH Ce IIOKAQIIAjy ¢ oppeherima papa criosHuX capapHuka kay6osa. Hanme,
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Aa 61 BOKaAHH ITeAaror 61O MOTOAAH 32 CAPAAIY, OH IIpe CBera Mopa GUTH CIpeMaH
AQ AOAQ3H Y TPaAOBe KAy60Ba KOjU ra TOM IPHAUKOM aHTaKyjy. Beoma nHTe3mBaH paa,
3axTeBa 1 Belly MOOMAHOCT, O 9eMy CBEAOYH UCKA3 jeAHE CAarOBOPHHULIE:

M. B. (76), 5.: ,Ja cam oA IpOIIAe TOAMHE, OA CenTeMOpa MPOIIAE TOAMHE, AO CaAd
(noBembap 2015) myToBasa pBanaect myTa y IlIBajuapcky, 1 MyTOBaAa caM TpH IyTa
y Bey, To je T0. 32 roauHy pAaHa camo.”

MoO6HAHOCT, IPUCTYIIAYHE LieHe U YCIIEX ¥ PaAy ACAYjY KAO KAYUIHH IapaMeTpy
KOjH Ce Y31Majy y 0631p Kapa yIpaBa KAy6oBa yHajMbyje capaAHIIKe.

Kear Heryc (Kelth Negus) mocmarpa KyATypy Kao HpaKcy, HA4MH SKUBOTA U
penpeseHTanyjy, IpU YeMy CMaTpa Ad Ce CBe TPHU IIOMEHyTe CTaBKe IIOBe3yjy y
exonomuju (Negus 2001, 116). Pasaosu 3a momeHyTa TyMauema cy caepehu: 1) paa
OHUX YHYTap MHCTUTYLiHja KYAType Tpebaro 61 MOCMAaTpaTH Kao ,HaunuH )XUBOTA,
C 003MpOM Ha TO AQ OHH HHCY YBEK OTpaHHYeHH Ha GopMasHe IpOPecHOHAAHE
3apAaTKe, KaKO je TO IMMOCTaBAEHO YHYTAp KOPIOPAaTHBHOT cBeTa. OBAe Ce BBUXOB Paj
MIPOTEXe KPO3 PA3AMIMTE AKTUBHOCTH, KOj€ Ha Taj HAYMH 3aMarsyjy KOHBEeHIINOHAAHE
AUCTUHKIIFj€ jaBHO — IPMBATHO, TPOQECHOHAAHE OAAYKE — AMYHe IpedepeHuuje
1 paa-cA060AHO Bpeme; 2) MOTPENIHO je MOCMATPaTH OBe MpaKce Kao MPUMAPHO
e€KOHOMCKE — paA M aKTUBHOCT OHHX KOjU Cy YKAYYeHU y KyATYPHE IpPOAyKIuje
TpebaAo OH MOCMATPaTH KaO CMHCAEHe IIPaKce, KOje ce TyMmade M pasyMeBajy Ha
pasanante Havuse (Ibid.: 116).

YMmeTHHUKUM pykoBopmonuMa y Bedy pas y KayOOBHMA IpeACTaBma ,HAYUH
JKHUBOTA", MAKO Cy OHHM TOTOBO y IOTIYHOCTH aMaTepd — OCHM HepOPMAAHHX
eAyKalFja Ha pPasAMYUTAM aMaTepCcKUM CeMHHAPUMA, HeMajy obpasoBame y
aAEKBATHOj CTPYLIH 32 ITOCA0 KOjuM ce 6aBe. OHU Cy TAMO CBAKOAHEBHO, HEKH OA FbUX
Cy U 3aII0CAEHH y KAyOOBHMa, 360T yera nmMajy Behy cA060Ay y pasy 1 IpOMULIAAY
O OMIITHM IOAUTHKAMA IIpe3eHTaluje (OAKAOPHUX CeKlldja, KOjuMa Texe Ad
MIPE3EHTYjy YKyIaH CPIICKA MACHTHUTET, KOjH Cy, OIIeT, CAaMH KOHCTPYHCAaAH KpO3
cBoje mpeacTase o mwemy. C Apyre cTpaHe, (IOBpeMeHO) aHTXKOBAHNUM CAPAAHHIIMMA
OBO jecTe IIOCAOBHA aKTHBHOCT Y OKBUPY KOje OCTBApYjy eKOHOMCKY AOOHT — OHH
IIPETEXXHO PaAe TO LITO Ce OA BUX TPAXKHU U HEMAjy TOANKY CAOOOAY — OTpaHUYeHHU Cy
Ha KOHKpeTHe IPpOopeCHOHAAHE 3aAaTKe YHYTap CPICKUX KAyboBa y Beuy.

3ABPIIIHA PA3BMATPAHA

Y caBpeMeHOM KAIUTAAMCTHYKOM CBETY A€THTHMHO je TOBOPHTH O
TPaAMIIMOHAAHO] MY3HIIH M HOBITY. [IpeMAa je 06AMK Tpe3eHTaluje TPAAUIIMOHAAHE
My3HKe y (OAKAOPHMM aHCaMOAMMA MOTEKAO M3 COLHMjaAMCTHYKOT KOHTEKCTa H
OHAQUIBUX KYATYPHHX IIOAMTHKA Y aMaTEPCKOM CEKTOPY, TAE je OBaj BHA aHTKMaHA
TPeTHpaH Kao MOMme Y KOojeM IMOjeAnHal] Tpeba Ad Ce U3Pa3h KYATYpPHO-YMETHUYKH,
a He A2 oA mera 3apabyje (8. Supek 1974: 8), mpoMeHa BPEAHOCTH Y LIeAOKYIIHOM
APYH.ITB}G YCAeA 036I/IA)HI/IX APYH.[TBeHO'HOAI/ITI/I‘IKHX 1 CUCTEeMCKHX HPOMeHa) HAC
y IIPUAOT TBPAH Ad Cy TPAAMIIMjA U 3apasa CrojuBy. ETHOMY3HKOAO3M 1 My3HIKH
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[IeAQTO3H He PaAe TPAAUIIMOHAAHO IIeBatbe ¢ pOAKAOPHIM AaHCAMOAUMA Y AHjACIIOPU
CaMo 3apaj CTHUIlaka HOBIA, aAU je M TO jeAAH OA BAXKHMX acCIleKaTa AeAOBamba.
Kanuraausam opobpaBa cIajare MAEHTHUTETA, TPAAUILIMje M HOBLA — He CaMO Ad
0AOOpaBa, Hero ra IIOApasyMeBa.

IlpoMena u3 commjaausMa y KanWTaAM3aM YTHUIAAd jeé W Ha aMaTepCKO
CTBApaAANITBO KOje je M3 MO3UIHje AAMYKOr M Pajd M3 Ay0aBH IIpepacAo y
npo¢ecruoHaAHyje u maaheHo aeaoBame. APYrHM pednmMa, aMaTepCKH aHCAMOAU
U aMaT€pHU-PYKOBOAHMOIM BHMIIE HHUCY Yy IIOTIIYHOCTH aMaTe€pH, HHUTH Cy Y
HOTIIyHOCTH IPOQECHOHAALN — HaAa3e Ce y aMOMBAACHTHOM CTamy.'C Aok uM 3a
HOTIYHH HPOeCHOHAAU3AM HEAOCTajy OATOBapajyhe kBaamukaruje m Apyre
MHCTUTYLMOHAAHE peryAaliuje OBakBe IO3MIUje, OHM, C APyTe CTpaHe, HUCY HH
amarepu, 6yayhu Aa cy 3a cBoj mocao maaheHu, u TO je, 4ecTo, jeAMHA aKTHBHOCT
KOjoM ce 0aBe, a He AOITYHCKA eHTY31jaCTUIKA ACAATHOCT.

CXOAHO IIPETXOAHO PeYeHOM, BOXXHO je OABHTH Ce U eKOHOMCKHMM aCIIeKTHMA
TPAAULIMOHAAHE MY3UKE, jep ,TEXUMO AU IITO L[jeAOBUTH]Oj rAa36eH0j eTHOrpaduju
— CTAHAAQPAHO 3HAHCTBEHO 0aBAere TIOANTHKAMA U II0eTHKAMa Tpeba HaAOTPAAUTH
‘ekoHOMHUjoM’ Koja je Tpehnm KayunuM acmexToM raasbenux xyarypa’ (Ceribasi¢
2013, 56). Y Besu ¢ THM, CBOjOM MHTEpPIPETALHjOM MPUKYILAEHOT MaTepHjasa o
€KOHOMCKMM aCHeKTUMa TPAAUIIMOHAAHOT TIeBabha Y AUjACIIOPH He )KeAUMO YHUSUTH
uAu obecMmucAuTH Tpakcy, Beh sxeanmo ykasarm Ha Tpehm, y pomahoj nHaynwy,
3aHEMapEeHH ACIEKT O KOjeM je ACTMTHMHO IHCAaTH, HAPOYUTO y XyMAaHHUCTUIKHM
HaykamMa. lOBOpUTM O TpPAAMIIMOHAAHOM II€Balky Y KYATYpPHO-YMETHMYKHUM
APYLITBEMA ¥ AHjACIIOPH, ¥ CaBPeMEHOM KAIIUTAAUCTUIKOM CBeTy, 0e3 OCBpTa Ha
€KOHOMCKeE aCIIeKTe, ICTO je KaO TOBOPUTH O IIeCMH, AAU 3aHEMAPUBATH H-eHe PeyH.

Hus nurama moryhe je oTBOpuTH ¥ CcKAQAy C TeMOM €KOHOMHje UM TpaAuLuje,
a Ha OBOM MeCTy — TPaAMIMOHAAHe My3HKe KOHKpeTHHje. AMaTepCKH aHCAMOAM
Y AHjacmopw, A€PUHUTHBHO HUCY AMATEPCKU Y IIYHOM CMHCAY, 6yAth/I Ad CBU
CapaAHUIU OCTBapYjy mpuxoae papehu y mwima. IIpBo murame koje ocTaje OTBOpPEHO
33 Aada MCTPAKMBama jeCTe — KOAMKO j€ 3Habe TUX CIOMHMX CApaAHHKA 3aIPaBo
,CTIELMjaAMCTHYKO ) A2 611 OTpaBAaA0 PUHAHCHjCKA H3ABajama (B. Ibid.: 65).Hapepana
HEAOYMMI]A jecTe M MUTamhe eTHYHOCTHU IIOjeAMHAlla KOjU Y4ecTBYjy Y papy Kao
CIIOASHHU CapaAHHMIIH. APYI‘I/IM peurMa, nuTame OUyBarba MACHTUTETA U IIPEHONIEhA
TPAAULVjCKUX 3HAIba HIICY MapTHHAAHE CTBAPU KOje MOXKEe PAAUTH OHMAO KO, OHAKO
KaKO MY OAroBapa. Y KOHTEKCTy yderma TPAAUIIMOHAAHOT IeBaa YBeK je BaKHO
[PaBUTHU Pa3AUKy H3Mel)y eTHOMY3HKOAOTA KOJH PaAe, C jeAHe CTpaHe, U IIOjeArHAIIA
KOjH Cy 3aBPIIUAM CPEAHE IIKOAE Ha OACEIIMMA 32 TPAAUIIMOHAAHO [IEBAhe — APXKABHE
HAM IIPUBaTHE KypceBe, C ApyTe CTpaHe. JHame M CBeCT OBHX IIOjeAMHAIla HICY Ha
HCTOM HHUBOY, aAH HY €THYKA OATOBPHOCT HHje mopjepHaka. CBe cy To muTama Koja
0CTajy OTBOpEHa 3a Adba HCTPAKIBAA, IPEMAA AeAYje Ad 61 OBUM TeMaMa Tpe6aAo
Aa ce 1mo3abaBe yIIpaBO eTHOMY3UKOAO3H YHYTAp CBOJHX AUCLUIAMHAPHUX OKBHpA.

16 Ilpema pepuHULMjH, GUTH aMaTep 3HAYU IOCBETUTH Ce OAPel)eHOj aKTHBHOCTH Ka0 HECTPYYmbaK 1
[OBPEMeHH y4eCHUK, papehu To 13 3ap0BoscTBa 1 mvybasu. To amarepy Huje mpodecuja u He 3apabyje
OA IIOMEHYTHX aKTUBHOCTH 3a >KuBOT, Beh ocTBapyje Apyre carucaxuuje — ysxusare, ocehaj anasor
3aA0BosCTBa HTA. (Stebbins 1977: 588-590).
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OBuM papoM, AAAY CMO CAMO OCHOBHE HAIJPTe IpaKce U IpoOAeMa KOjJH Ce jaBrajy C
HBOM Y Be3H.

Yunu ce A2 Ka0 MOIYhHOCT U IepCIrieKTHBa OCTaje AKTUBHU Paj HA PETyAUCAILY
IPEACTaBA>EHOr TPKUIITA. FberoBoM 3aKOHCKOM peryAariujoM OCTBapHAO 6u ce
jOII jeAHO IOMdEe 3a Pap CTPYUEaKa U3 OOAACTH eTHOMY3HKOAOTHje. JeAUHO Ha
Taj HAUWH, AQ TPIXKUINTE IIOCTAHE AETAAHO U 3aKOHCKHU IIPEIIO3HATO, MOIAa Ou ce
YCIOCTaBUTH jaCHA KOHTPOAQ, A ¥ ITAPaMeTPH KO, HA OCHOBY KOjUX KpPUTEpUjyMa U
0 KOjHM YCAOBHMA MOXKE PAAUTHU Y OOAACTH eAyKaliije TPAAULIMOHAAHOT [IeBatba ¥
anjacriopu. Tako 61 0Bu ,Tpajuo mpeaastu nocaosu” (McRobbie 2001: 98) zaucra
61AM mpodecuje y IyHOM CMHCAY. 3a Capd OHM OCTajy y AOMEHY CHBe eKOHOMHje K
HEPa3jallllbeHOT MOCAOBHOT ACAOBAbA I0jeANHALIA.
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MiLo$ Rasi¢

LEARNING TRADITIONAL SINGING IN SERBIAN CLUBS IN VIENNA —
EcoNoMIC ASPECTS BETWEEN AMATEURISM AND PROFESSIONALISM

(SuMMARY)

Serbian clubs in Vienna are cultural-artistic and sports organisations, which have
existed in the city since the 1970s, formed by Yugoslav guest workers. Folklore
sections predominate in the mentioned institutions, so learning traditional singing
is an essential component of their work. To learn traditional singing, club leaders
hire pedagogues from Serbia — these are ethnomusicologists or individuals who
have graduated from music high schools in the departments of traditional singing.
Educators come to clubs, hold singing rehearsals, and through their lectures
present traditional singing as an essential aspect of ethnic identity, approaching it
primordialistically.

This paper aims to present and analyse the practice of learning traditional singing
and the different forms of capital behind these activities and review the roles of
individuals in a given system. As amateur institutions such as clubs stemmed from
socialist aspirations to form institutions in which the individual would have the
opportunity to express themselves culturally and artistically, the initial aspirations
were for activities like these to be additional and unpaid, not professional. However,
the change of the entire socio-political system from socialism to capitalism changed
the mentioned initial ideas, so more and more individuals from the cultural and
artistic sector were paid for their work, which put them in an ambivalent state
between amateurism and professionalism. Accordingly, the entire cultural and
artistic market remained an unregulated field of activity, in which music pedagogues
had an essential role, and their activities are the focus of this paper.
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ABSTRACT

Entrainment in music refers to the interaction and synchronization of two or
more rhythmic processes. The first part of this paper presents entrainment the-
ory in ethnomusicology as a methodology for interdisciplinary research into
musical, social, and cultural phenomena. The second part of the paper concerns
the application of the concept of musical social entrainment in the example of
tambura practice. Because tambura players display mutual entrainment through
various behaviors during playing and social interaction, applying entrainment
theory entails an analytical segmentation of the social and musical spheres in a
specific musical performance.
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AIICTPAKT

YcxaahuBame y MysuIm moapasyMeBa HHTePAKIHjy 1 CHHXPOHHU3ALU]Y ABajy HAK
BHIIIe pUTMHYKHXIIPOIieca. Y IPBOMAEAY PAAATOBOPH CE 03aCTYILAEHOCTHTEOPH]je
yckaahuBama y eTHOMY3HKOAOTH)H, KA0 METOAOAOTH)U HHTEPAHCIIUIIAMHAPHOT
IpOy4YaBarba My3HIKHX, ADYLITBEHHX M KyATYPHHX pEHOMEHA, AOK je ADYTH A€O
nocseheH MMIIAeMeHTALMjH KOHIIENTA MY3HYKOI ADPYIITBEHOT ycKaahuBama
Ha mpuMepy Tambypamke mpaxce. Byayhu aa ce mehycobua ycxkaahenocr
TaMbypaia youaBa KpO3 PasAHYHTE aCIIeKTe APYIITBEHOCTH U HAYHHE CBHpAmba,
npuMeHa TeopHje ycKaahuBama IIOApasyMeBa aHAAUTHYKY CErMEHTALMjy Ha
cepe APYLITBEHOT M My3HIKOT y KOHKPETHOM H3BON)erby My3HKe.

KnYYHE PEYU: yckaaluBame y eTHOMYSHUKOAOTH)H, My3HYKO APYIITBEHO ycKaahuBatbe,
HHTpa/MHTEPUHAUBHAYAAHO M HHTDPA/MHTEPIPYIHO ycKAaluBambe, TaMOyparika mpaxca,
tam0Oypamku ancam6a ,Cpre Bauxe”.

TEOPHJA YCKAABUBAKA Y ETHOMY3UKOAOTUJU

Ycxaahusawe (eHIA. entrainment) y MysunyM y HajIIMpeM CMHCAY MOApasyMeBa
HHTePAKIINjy ¥ CHHXPOHHU3AIIH]y ABajy HAU BHIIE PUTMHYKIX IIPOIjeca, Te MOoXe OUTH
BA)XAH ACIIEKT y HCTPAKHUBAMBMMA YCMEPEHHM Ka M3BODemy M pelleNIiuju My3HuKe.
Hako je mojaBa ycxaahusama ocrmampajyhux kaaTHa u3 HaydHe IIepCIIeKTHBE
pasmarpaHa jomr y 17. Beky, pepepucame Ha Ty BPCTy opHoca Mehy Mysuuapuma
cpehe ce cropapmuHO y papoBuMa ¢ kpaja 20. Beka, pa 6u Tek y cTyauju In time
with the Music: The Concept of Entrainment and its Significance for Ethnomusicology
[V spemery c mysuxom: KoHyenii yckrahusarea u 1eiog 3Ha4aj 3a eiHOMy3UKO0A0TU]Y ]
Mapruna Kaejrona (Martin Clayton), Pe6exe Cejyep (Rebecca Sager) u Yaa Buaa
(Udo Will), yckaahusame 6UAO MPEACTABAEHO KO KOHILIENT M Pa3MATPAHO U3
nepcrkruse eTHOMYy3uKoAoruje (2005).> OBu ayTopu cmaTpajy Aa Cy My3HdYapu
OCIIMAATOPH KOjH Ce MOTY Y3ajaMHO YCKAAAMTH IIyTeM CaMOCHHXPOHH3aluje, a
Takol)e 1 Aa ce MOT'yY YCArAACUTH Ca CIIOAAIIBUM HAAPAXKAJHMA Y IIPOIIeCy CTBApamba
mysuukor 3Byka (Ibid.: 37). Konkpernuje, MoryhHocT nuAMBHAYe A2 Ha apeKBaTaH
HAYMH OATOBOPH AQTOM MY3HYKOM CTHMYAYCY (HIIp. IyLjKatbeM PCTHMA, TAllKabeM
CTOIIAAUMA ¥ PUTMY Y KOjeM Ce H3BOAM MY3HKa, OApel)eHnM IAecHIM IIOKpeTHMA

2V 0BOj OICEXHOj CTYAMjU Cy, HAKOH Objammema yrmoTpebe TepMuHA K mojmMa yckaahusama y
OHMOAOIIKMM ¥ APYIITBEHMM HayKaMa, KAO M y CTyAHjaMa My3HKe C GOKYyCOM Ha eTHOMY3HKOAOTH)Y,
MpeACTaBbEHe YeTHPU KaTeropHje MeTOAOAOIIKMX MPUCTYIIA y eMIMPHjCKHM UCTPaXKMBAbHMA, KOje
yKasyjy 1 Ha crerteH yckaahenoctn nsmely Mysudapa: 1) eTHorpadcka ucTpakuBamba C HHTPOCIIEKIIjOM
HCIHUTAHNUKA, 2) IIPEACTABMbathe My3UMKOT 3ByKa PasAMYHTHM IpaduuknM ckumama (MAH, IITO je Mabe
NOY3AQHO, TPAaHCKpHILUjoM mMomohy 3amapHOEBPOICKe HOTaLuje), y3 HpHMeHy XpOHOMETpHUjcke
aHaAM3e, 3) aHAAM3a TeCTOBA, OAHOCHO BUAMSUBUX QUBHYKUX NOHAMIAMA KOja Cy 3a6eaexkeHa BUAEO
CHHMMKOM U 4) IIpOy4aBatbe pU3UOAOLIKHX IPOLleca MOMyT OTKyLaja CpLia, Aucama (1)An GppekBeHLuja
moxkpanux tasaca (Clayton et al. 2005).
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AP-), MOXe GUTH O3HaKa 3a CTeIleH MpHMaAama oapelheHoj ApymTBeHoj rpyny, ma
9aK U aKO je IPHMeHa TOI pUTMa OHOAOIIKY yTeMeneHa. F13 Tora cAepr Aa KOHIenT
yckaahuBara, KaKo je [OCTaBieH y IOMEHYTOj CTYAUjH, IIOAPA3yMeBa CaTA€AABAIbEe
My3HYKHX, KOTHUTHBHHUX, OMOAONIKUX U KYATYPHUX acIekaTa, Oyayhu Aa je Mysuuxo
HCKYCTBO, Y3 jeAMHCTBEHOCT CBAaKOT MHAMBUAYAAHOT PearoBama, yBeK APYIITBEHO U
kyarypom ob6ankosauo (Ibid.: 39). ApyruM pednma, Kpo3 HCTpaxkuBarbe GpeHOMeHa
yckaalheHOCTH eTHOMY3HKOAO3H MOT'Y 005€ Pa3yMeTH KaKO My3HUUKHU 3BYK CAYXKU Kao
MIOCPEAHHK KOjH TIOBe3yje HHAUBHAYY C APYIITBOM.

PasBujajyhu cBoja ncrpaskusama Ha oBy TeMy Maprun KaejToH je y Hapeanum
CTyAHjaMa M3ABOJUO TPH PA3AMYUTA HHBOA y IPOYUYABAY My3HUIKOT yCKAahmBarba:
1. MHTPAMHAUBHAYAAHO, 2. HHTEPUHAMBUAYAAHO/HHTPArPYIHO U 3. HHTEPIPYIIHO
yckaabusamwe (Clayton 2012: S1; 2013: 30-36). HTpamHAUBHAYaAHO
yckaahuBame OAHOCH Ce Ha AYACKO Ouhe, OAHOCHO Ha OCIHAALMjy HEypoHA y
caraacjy ¢ meprielIujoM MeTpUUKe IyACalHje y TOKy u3Bolera,/cAylama My3HKe,
HAM ITAK Ha KOOPAHHAIIN]Y TOKpeTa TOKOM CBHUpama — IPOoLjeC CAMOCHHXpOHHU3aIH]e.
HurepuHAuBHAyaAHO yckaahuBame ce IIpeKAana ¢ HHTPArPYIIHUM M OAHOCH Ce Ha
CHHXPOHH3ALH]y AeAOBatba ABEjy MHAUBUAYa (11)AU TIOjeAUHALIa YHYTap IPyTIe, MITO
je CyIITHHA My3HIL[EIpaiba y AaHCAMOAIMA, AOK Ce HHTepPIPYIHO ycKaahuBambe opHOCH
Ha KOOpAMHaLMjy n3Melyy pasamuntux rpyna / mysuakux ancambasa (Clayton 2012:
51). OBu pasAMdMTH HMBOU My3uWuKOT yckaahuBamwa cy Mmebyco6HO HesaBHcHH,
AAM je CBAKH XHjepapxujcku uarpal)eH Ha OCHOBY IpeTXOAHOT — 6e3 yckaaheHocTH
HHAUBHAYE C My3HIKUM METPOM He OH ce MOTAO OCTBAPUTU UHTEPHHAMBHAYAAHO/
HHTPArpymHo yckaahuBame, oAHOCHO, 6e3 yckaabhene rpymHe cBupke He 6u ce
MOTAO peaAmn3oBaTH HHTeprpymHo yckaahusame. ITopep Tora, moxe ce pehu aa
Cy HHMBOH MY3U4KOT yCKAahHBamba peKyp3HUBHU — HHAMBHAYE OIIAXKajy U T€HepHILY
XHjepapXHjCKe BpeMEHCKe CTPYKTYpe, CHHXPOHU3Y]y CBOje aKIiuje C IPYIIOM, a IpyIie
KooppuHUPajy ¢ Behum rpymama (Ibid.: $1-52).

Hucnupucann KaejroHoBoM TeopmjoM yckaahuBama, ka0 M KOHI[EITOM
,APyIITBeHOT yckaahusama” (eHra. social entrainment) u3 coumjasHe ncuxoaoryje,’
Llun Xjau Kum (Jin Hyun Kim), Auppec Pajrepcr (Andres Reifgerst) u Mapra
Punonean (Marta Rizzonelli) kpenmpaau cy MopeA ,My3HYKOT APYIITBEHOT
yckaahusama” (enra. music social entrainment) (Kim et al. 2019: 1-17). Peu je
O HHTpa/MHTEPUHAMBUAYAAHOM U HMHTpPA/HUHTEpPIPYMHOM yCcKAahuBamy mpema
CIIOMAIIIM  PUTMOBHMA KOjH Cy CacTaBHH A€O APYIITBEHOI KOHTEKCTa M
aompuHOce conujasusanuju. OCHOBHA HA€ja ayTOPA jecTe Aa Ce MOAEA APYIITBEHOT
yckaahuBarma He MOXKe CBECTH UCKAYIHBO HA IICHXMYKA M OMOAOIIIKA YCArAalIaBarba,
Te Ad jé CBaKO PUTMH30BAHO IOHAIIAMKE Y HEIIOCPEAHOj Be3H C KOHTEKCTOM KOjH
omoryhasa, MHAUBHAyaAHe IleplLiellliije IIOHAIIAMKA, HAM KX, IIAK, OTPAHMYABA
(Ibid.: 9-10). Y Tom cMepy mepuenyuja Mysudkor MeTpa cxsaheHa je kao pesyarar

3 Koumenr ,aApymrseHor yckaahupama” y COIMjAAHOj ICHXOAOTHjH IOApasyMeBa QH3HMUKe H
6uoAOIIKe acrekTe yckaahuBama, OAHOCHO HCTPaXHBambe PHTMU30BAHHMX MOHAIAma AyAU (HIp.
CMembUBathe AHeBHUX 1 HONHIX aKTHBHOCTH), 3aTUM IPOMeHe KOje HacTajy 360r Teskibe ka Melyyco6HuM
cuHxpoHusanyujama (Hmp. mpuaarobhasame koMyHunupajyhux ofpasana), kao u yTuuaje CIOSHUX
umiyAca (Hp. Tammane y putMy Mysuke) (McGrath and Kelly 1986, npema Kelly 2010: 785-786).
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CaMOCHHXPOHH30BAHOT TOHAIIAbA ¥ OAHOCY Ha OKpy»Kyjyhu puram TokoM ussoherma
My3HKe y AATOM KOHTEKCTY, a He caMO Kao Besa maMely ocumaarnuje HeypoHa u
dpexsennuje MeTpuako-purmuke myacanuje (Ibid.: 10).

Crenu¢uuna $opMa HHTEPHHAMBHAYaAHOT yckaahuBama Mysudyapa, Koja
yKknydyje ,Mu-Hamepe” (eHra. we-infentions) 3acHOBaHe Ka 3ajeAHMUKOM/
KOAGKTHBHOM YCMepemy, OAHOCH ce Ha ,rpyB’ (eHIA. groove), OAHOCHO Ha
,My3UUKU-CIIeLU$UIHO ApyITBeHO yckaahusame” (eHra. music-specific social en-
trainment) (Ibid.: 11). Mako ce MHOTH ayTOpH CA2XYy A2 IPyB ykasyje Ha ocehaj
CaBpIlleHe CHHXPOHH3allje My3HYapa y IIpoliecy u3Bolhema My3HKe, Ka0 U Ad
CTPYKTypaAHO-$OPMAAHO IIPEACTABAA Y3ACTOIHO IOHABAdAhe 3BYIHHX (IIPHMapHO
MeTPOPHTMHMYKUX) 06pasalna, He MOCTOjH TPeusHo oppeleme merosor sHavema.
Ipema Yapacy Kajay (Charles Keil) ne mocroju cappmeHa cMHXpOHH30BaHOCT
Mehy Mysudapuma y nporiecy ussohema, Beh je yBek IPUCYTHO ,TAPTULUIIATOPHO
oactymame” (eHra. participatory discrepancy) y BpeMeHCKMM HpOLECHMA y My3HIH
u TekcTypama ToHa (1987; 1995).* Haposesyjyhu ce, Crusen ®eap (Steven Feld)
OACTyTIala Ha MEUKPOHHBOY OIHCYje Ko ,,CHHXPOHH30BaHo, aAu BaH dase” (eHra. in
synch but out of phase) n o6jammasa A2 ,yaasak y rpys” (eHra. getting into the groove)
3HAYH M Ipero3HaBambe MY3HYKOT obpaciia yHyTap oapeheHor cTuaa op crpane
My3HYapa u conujarnsoBanux caymasana (Feld 1988: 74-75).5

[Npumetsyjyhu kornenT yckaahuarma Kao TEOPHjCKY 1 METOAOAOLIKY ITAAT$OPMY,
Mapx Aodpman (Mark Doffman) Tymauu rpys He camo Kao BUIIEAUMEH3HOHAAHO
TEAeCHO MCKYCTBO 3ajeAHHMYKOr BpeMeHa Koje ce Aemasa usMely Mysuuapa y
nporecy u3Bohera, Hero U Kao Iporjec Koju Mysudapu Melyco6Ho ay6oko ocehajy u
ncrnosasajy kpo3 coj Auckypc (Doffman 2013: 62-63). Y Tom cmucay Aodpmanoso
CXBaTarme IpyBa Kao yckaal)eHOr moHaimama Mysudapa Koje IPeACTaBnoa KYATYPHY
HOPMy, Mea CBeCT MysHWuapa U AompuHocu ocehajy moBesaHocTH ¢ ApyruMma,
oaHocHO conmjasnsanuju (Ibid.: 83-84), Bpao je 6ANCKO KOHIIENTY My3HYKOT
ApymrBeHor yckaabhusawa Kum, Pajdrepcr u Purnjonean. Mebyrum, knydna
PA3AHKA je y TOMe IITO je My3HYKO APYIITBEHO yckaahuBame cxsaheno xao uHTpa/
MHTePUHAMBHUAYAAHO U MHTPA/HHTEPIPYNHO yCKAahuBame y OAHOCY Ha CIOMHE
PUTMOBe KOjH Cy cacTaBHu Aeo muper kontekcra (Kim at al. 2019: 13), ook ce rpys
OAHOCH CaMo Ha peAanjy usmely mysudapa.

Y cMepy HHTerpainuje ApYUITBEHOT acleKTa y Teopuju yckaahusama,
Maptun Kaejron u merosu capapnuru cy 2020. TopMHe IIPEACTABUAM MOAEA
,MHTEPIIEPCOHAAHOT My3udKor yckaahusama” (enra. Interpersonal Musical Entrain-
ment), KojH Ce HaAOBe3yje Ha IPETXOAHE TEOPHjCKe MOCTABKeE, AAH Y 3HAYajHOj MepH
npomupyje $pokyc u Ha okpyxyjyhe apymrsere u xyarypue ¢pakrope (Clayton
et al. 2020: 136-194). Y okBHpY OBOI MOAeAR aHaAM3a ycKAahuBama PUTMHYKHX

4 Ha ocHosy 6oraror uckycrsa y cdepu iesa Kaja maraamasa pa Mysuka, Aa 61 61aa APyIITBEHO
BpeAHa, MOpa 6UTH MaAo ,u3BaH BpeMeHa H ,usBaH Meaoauje” (eHra. out of time u out of tune) u
HeyckaalheHa y OAHOCY Ha CTAHAAPAM30BaH HAYMH pasMuisama o mysunu (Keil 1987: 275).

S Hureaexryasna pasmena Yapaca Kejaa u Crusena Qeapa cybanmupana je y kusu Music Grooves:
Essays And Dialogues (Keil and Feld 1994). Bume u na unreprer crpanunu Music Groove (https://
www.musicgrooves.org/ [mpucrymseno 20. 3. 2022]).
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CHCTeMa yCMepeHa je Ha IIpoliece CeH30MOTOPHe CUHXPOHH3alije U KOOPAMHAIIHje
My3H4apa, Ka0 U yAOTe 3ajeAHIUKOT KyATYPHOT 3Haia U Bese usMelyy yckaahuparma
U APYWTBEHHX IIpolleca. AHAAM3a CEH30MOTOpPHE CHHXPOHH3alluje MOApasyMeBa
Aa060paTOpHjCKa UCTPAXKUBAKHA IICUXOAOMIKUX IPOIeca KOJH MOACTHIY MY3HUKO
yckaahuBarme y KpaTKUM BPeMEHCKHM HHTEPBAAMMA, AOK Ce KOOPAMHAIIHja OAHOCH
HA aHAAM3Y IIOKpETa TeAa KPO3 Ay’Ke BpeMeHCKe OKBHpE, KOjH HeMajy AMpeKTaH
YTHI]aj Ha IPOAYKIIHjy 3ByKa, aAM Cy 3aBUCHH OA MY3HYKe CTPYKType M IpeHoce
cumboAnuKe, KyaTypom obamkosane nnpopmanuje (Ibid.: 136-148; 155-176). Y
OKBHPY APYUITBEHOT aCIeKTa HHTepPIIePCOHAAHOT MY3HUKOT ycKAahuBama BeoMa
cy BaxHe QopMe AndepeHIMjaLuja XUjepPapXUjcKU OPraHU30BAHUX yAora (¥)Aw
CTaTyca My3HM4apa, TAe jeAHa 0co0a MAM BHIIE HBHX UMAjy YAOTY AUAEPA Y AATOM
TpeHyTKy nsBoberma (HIp. IPUAMKOM AaBatba MOYETHOT 3HAKa OA CTPAHE AMAEpA
y aHcambay mam opHoc usmehy mpsor m apyror raaca). Ilopea Tora, pasamantu
cUTyanoHH $akTopu y u3Bolery My3HKe IIPEACTaBAAjy BAKHE ADYLITBEHE H
KYATypHe acIleKTe KOjH MOT'Y Ad YTHUY Ha HHTepIIepCOHAAHA MY3HUKa yCKAahiBamba,
nonyt: BeamunHe rpyme (6poja yuecHmka), HpocTOpHe opranusanmje (oaHOCa
usMel)y ydecHMKa M KOMyHHKalWja), TIOATpyNHcama (HIP. ACOHHMLA y BEAHKUM
OpKeCcTpUMa), yAOT?, CTPYKType AMAePCTBa, yuemha (3acTymama 1 IpOMeHe yAOTa),
TexHOAOTHje (HIIP. KOHCTPYKIHje HHCTPyMeHaTa MAM MOHMTOPHHIA 3ByKa) 1 3Hamba
(cnenm¢uunnx KyarypHO obAmKoBamux 3Hama) (Ibid.: 149-1S5S). 3a pasauxy
OA TIPBOOMTHe MMIIAEMEHTAIlUje Teopuje yCKAahuBama y eTHOMY3HKOAOTHjH, Y
MOAEAY HHTEpPIIEPCOHAAHOT MY3HYKOT yCKAabhmBama aHaAM3a je IpoIIMpeHa Ha
Pa3AMYUTe APYIITBEHe M KyATYPHe acIleKkTe, YUMe je eTHOIpadpCKO HCTPaKHBambe
Aob6uao Ha 3Hauajy. He oacTymajyhu op MHTepAHCIHIIAMHAPHOT MPUCTYIIA, KAO HU
0A IpuMapHe $OKYCHPAHOCTH Ha BPEeMEHCKY AUMEH3Hjy H3BOlera My3HKe, METOAA
aHAAM3e CEH30MOTOpHE CHHXPOHHM3aIHje ¥ KOOPAUHALMje My3H4apa y3 CarAeAaBame
Pa3AMYHUTHX aCIleKaTa APYIITBEHHX, KYATYPHUX H CUTYal[IOHUX paKTopa y Iporecy
usBolerma MysuKe IPEACTABAA CYIITUHY HPHMeHe HHTepPIIepCOHAAHOT MY3HMYKOT
yckaahuBama y e THOMY3HKOAOTHjH.

ACIIEKTH MY3UYKOT APYIITBEHOT YCKAABHUBAILAY
TAMBYPAIIIKO]J ITPAKCH

Kpos Bummeropumma KBAaAUTATHBHA TePEHCKA HCTPAKHBAMA TaMbyparike
Ipakce — KoOja Ceé OAHOCe Ha IIOCMATpame M IIOCMaTpame C YYeCTBOBAmbEM,
erHorpadujy u ayroeTHorpadujy mspobhauke Ipaxce, peaAMsaliujy CAOOOAHHX H
HOAYCTPYKTYPHPAHUX UHTEPBjya C u3Bohaunma — HCKPHCTAANCAAO Ce Pa3MHUIILbAEbe
0 HHTPHUTAaHTHOCTH IpoOydaBamka MelycobHe yckaalheHOCTH M CHHXPOHH30BAHOCTH
Mysuyapa (Tambypama) y mponecy ussobera. Y ToM cMepy IOCTaBAajy ce IIHTamba
- Ha KOjU HauMH HocTiwky MehycobHy yckaahenocr m kpos xoje cermente y
MY3HUIHpamy ce To MaHupecTyje?

Csobheme koHmenra yckaaheHocTH Ha BpeMEHCKY AMMEH3Hjy My3HKe, TAe Ce
APYIITBEHU M KOHTEKCTYaAHH ACIeKTH MAPIHHAAM3Yjy, YHHU Ce HEAOBOMHHM 3a
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npuMeHy Ha Tambypamky npakcy y Cp6uju.’ Byayhu aa ce mehyyco6na yckaahenocr
TaMbypaia yoyaBa Kpo3 PasAHYHTe aCIeKTe APYIITBEHOCTH U HAYMHA CBUPAba,
npuMeHa Teopuje yckaahuBama IIOApasyMeBa aHAAUTHYKY CETMeHTALHjy Ha cdepe
APYILITBEHOT U My3HYKOT, KOje Ce y KOHKpETHOM H3BOl)erby My3HKe yBeK IpOXKuMajy.’
CxBaTtame My3HKe KaO aCIIeKTa KYATYPe OCTBApEHOI KPO3 AEAOBambe My3Hdapa
yKasyje Ha IIMPa APYIITBEHA [INTAEba KOjd YKAYUY)y KYATYPOM yOOAMYeHA 3HAbA, AAU
Y MHAUBHAYaAHEe U KOAEKTUBHE MOTHBAIIHje, IIOTA€AE HA KUBOT, CBECHE U HeCBEeCHe
CTaBOBE HCKA3aHe My3HKOM. Y TOM CMHCAY APYIITBEHOCT Ce He IIOCMATpa CaMo Kpo3
PUTMH30BaHe AyACKe TOKpeTe (MAM MOHamama) y TOKy usBobera Mysuke Ha Koje
yTHay okpyxyjyhu dpaxropu (KOHCHTyauuoHH ycAoBH usBobema Mysuke),® Hero
M KPO3 3ajeAHMYKA KYATYPOM YOOAMYEHA 3HAHba, CTABOBE M YBEPea O TOj My3HIJH.
ITpumeHa eTHOrpadHje U aHAAM3e HAPATHBA CMATpPa ce GASUYHUM METOAOAOLIKHMM
IPUCTYIIOM y cxBarawy cdepe ApymTBeHOCTH. Mysmika cdepa y mporecy
AHAAUTHYKE HHTEPIIPETALIje IIPEBOAY Ce Y My3HUKH TEKCT IIPHIMEHOM AECKPUIITUBHE
TPAHCKpHUIILje 0AAOPAHOT cerMeHTa U3Bolera M OAHOCH Ce Ha CArAeAaBambe CBHX
My3HYKHX IIapaMeTapa. Y TOM CMHCAY KOHIIEIIT My3H4IKOT APYLITBEHOT yckaahuBamba
6uhe AeMOHCTPHpPaH KPO3 €THOTPadCKO pasMarpame ,HAEjHO-PerepToapcKor’
yjeAHauaBarba 1 aHAAM3Y u3Bolema Oehapiia kao HKOHIYKe GOPMeE , TPAAUIIHOHAAHE
BOjBOhaHCke Mysuke” y HHTepIpeTanuju TaMmOypaukor ancambaa ,Cpue Bauke”

OH 'OBE, JA HERY — ETHOTPADUJA
TAMBYPAIIIKOT AHCAMBAA ,CPIIE BAYKE”

Tambypamku aHcam6a ,Cpue Bauke” unne Myswmuapu u3 Bauxor I'papumrra
u Typuje’ koju 3ajeaHo cBupajy 0p 2014. ropmne. Mob6uaHOCT Mysudapa y

6 Kpuruke y Besu c jeAHOAMMeH3HOHaAHOmhy Teopuje ycaraamasama KaejroHa u capastuxa (ym.
Allgayer-Kaufmann 200S: 76-77; Lucas 2005: 96-99) moacTakae Cy AMMHA PasMHILAAIA Y CMepY
npommpena $OKyca aHAAU3E y TAMOYPAIIKOM MY3ULJUPAIbY.

7 PaspBajare APYIITBEHOT M My3HYKOT ACIEKTd, KAO PE3YATAT AHAAUTHUKOL IPOMHUILAAKA O
CHCTeMUMa KpO3 KOje Ce ycIocTaBsa yckaaheHocT usmelyy Mysuuapa, 3acTyIumeHO je y KOHIjenTuMa
,MY3HYKOT ApymTBeHOr Yyckaahupawa” (Kim et al. 2019) u ,uHTeprepCcOHAAHOT My3UYKOT
ycxkaabhusama” (Clayton et al. 2020). Byayhu aa o6a koHuenTa HpeacTaBmajy HMpHMeHy Teopuje
yckaabhyBama y eTHOMYSHKOAOTHjU KPO3 HHTEPAHCLMIAMHAPHH I[PUCTYII, [OPEeA TEPMHUHOAOIIKE
AWMCTUHKIIMje U Pa3AMYMTHX METOAOAOLIKMX IIOCTYIaKa, YCMEPEHOCT Ka UCKAYYUBO BPEMEHCKO]
AMMEH3UjH y H3Bolerby My3HKe H CXBaTambe APYIITBEHOCTU Ka0 PUTMH30BAHHX AYACKUX IOKpeTa (HAH
IOHAIIA’ka) y TOKy H3Bolera MysuKe Ha Koje yTHIy M OKpyxXyjyhu ¢axropu u kyarypom yobamdena
3HAMA, Y KPaji0j HHCTAHIH CY IOAYAAPHH.

8 Tlo y3opy Ha IPHCTYIIe y PYCKOj AMHTBHCTHIIH, ETHOAOTH)H U eTHOMY3UKOAOTHjH, Mupjana 3akuh
oapebyje koHcUTYyaLjy Kao , KOHKpEeTHy CHTyaLHjy, MeCTO 1 BpeMe usBohema Mysuakor Texcra” (2008:
219), Te je 0BO TepMuHOAOLIKO Oppeleme mpuxsaheno 1 y ooMaheM caBpeMeHOM eTHOMY3HKOAOIIKOM
U €THOKOPEOAOIIKOM AUCKYPCY.

9 Tlope Tora ImTO MPUITAAQ)Y jY)KHOGAIKOM OKPYTy 1 1TO Cy nosesana Kanasom Ayxas—Tuca—AyHas,
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TaMOYpAIIKOj IIPAKCH H3Y3eTHO je 3aCTYILobeHa, 1A TAKO H Yy OBOM CACTABY ITOHEKAA
AOAQ3H AO TpOoMeHa uAaHOBa. Moxke ce pehu pa okocHully cacrasa ynHe MoMunao
Mupunaos (npum), Usan Bojuosuh (A-6acripum) u Muaopap 'yryucku (E-konTtpa)
u3 Bauxor ['paammra, kao u Hemama Illujauku (A-6acnipum u raaBHH BOKaA) U3
Typuje.'” Byayhu aa TpeHyTHO HeMajy Oeremapa, MPHMOPAHH Cy Ad IIPeA CBAKH
HACTYII QHTAXYjy KOAEry KOjH OM MOTao Aa MM Ce IPHAPYXH y Toj yaosu. Osa
CUTYaljlja y BEAHKOj MepH OTeKaBa PeaAn3aljy HaCTyIa, IIOCceOHO Kapa ce yaMe
y 063Up TO A2 Ce CBH YAQHOBH 6aBe MOAOIPUBPeAOM (M)AM 3aHATHMA, Te AQ MM
CBHpalbe IPEACTABAA ,[I0CA0 ¥ CAOOOAHO BpeMe” U, C Apyre CTpaHe, Ad Y OKOAHHM
MeCTHMa HeMa MHOTO berermapa.

C 003upoM Ha BEAMKO CBHPAUYKO HCKYCTBO YaaHoBa aHcambOaa ,Cpre Bauke” y
MapTHUIMIIATUBHUM CHTYyalijaMa,' ' pereproap ce XXaHPOBCKHU He Pa3AUKYyje Y OAHOCY
Ha ocTase Tambypamke ancambae y Cp6uju.'> To moppasymeBa Aa y HHXOBOM
perepToapy alCOAYTHO AOMUHHpA BOKAAHO-MHCTPYMEHTAAHM H3pa3 Peasu3OBaH
Kpo3 u3Boleme CTaporpapckux,’ BapOIIKMX M HOBOKOMIIOHOBAHHUX HApPOAHHX
ecama, pOMaHCH, ceBAAAMHKH, Oehaparia, cBaTOBalla, AAM U ITecaMa Koje ce CMaTpajy
OKOCHHUI[OM AOKAaAHOT pemeproapa.'* VIHCTpyMeHTaAHH A€O pellepToapa U3BOAE

OBa ABA CeAd Ce y MHOrOMe pasAuKyjy: Typuja mpumapa cpbobparckoj, a Bauko Ipapumre 6edejckoj
ommriHK. Aok y Typuju AOMUHMpA CPIICKO CTAHOBHHUINTBO, y BaukoM [papumTy eTHIYKa CTpyKTYypa je
mapoAunka, ¢ Hajsehum 6pojem Cpba u Mabapa.

10 Mupuaos, Bojuosuh u I'yuyncku ucra cy renepanuja (pohenn 196S. roaune), a 3ajeAHo cBHpajy
OA TIOYETKA OCAMAECETHX TOAMHA IIPOIIAOT BeKa, KaAd je MeCHA 3ajeAHHMIIa TOACTAKAA $pOopMHpame
opkecrpa. Boaro ra je Josura Josanosuh, nmensonucann Mysmdap u3 Tambypamkor opkecrpa Papno
Hosor Caaa, xoju je HACTOjaO AA MIX My3HYKU OIMCMEHH M OCIIOCOOH A CBHPAjy M3 HOTHHX 3aITHCA.
Mebyrum, onu cy Bpao 6p30 ImoYeAn Ad IIHPe perrepToap ,II0 CAYXY , Te Ce AAHAC He CAYIKe IIAPTHTYPaMa,
opHocHO mTuMoBMMa. CMATPajy Ad Cy HajBHIIe HAYIHAK AOK Cy PAAMAM y pecTopany ,202” y Beuejy ¢
mysugapuma 13 Paprro Hosor Capa, a moce6HO cy BCTakAM capaaksy ¢ mo3HaTuM TamOypamuma LTserom
Caapuhem Yuaom u Aparanom Caapuhem.

Hemama Hlujauku, pohen 1988. ropume, modeo je pa cBHpa GACIPHM y KyATYPHO-YMETHHUKHM
ApymrBuma ,Cerosap Mapkosuh” u ,Coma Mapunkosuh” y Hosom Capy, aau cmarpa Aa je HajBue
Hay4uo op Muaana Muxe Beawrixor, camoykor mysmdapa u3 Typuje.

11 Y opHOCy Ha TOAeAy U3BOhera My3HKe Y peaAHOM BpeMeHy Ha ITAPTHIUIIATOPHO H IIPe3eHTAIIHOHO
(Bume y Turino 2008: 25-28), cBupame Tambypaia y kadaHaMa, Ha CBaAGEHIM BeCesUMa U APYTHM
NPUBATHUM IPOCAABAMA OHAO O¥ MAPTHITUIIATHBHO, AOK Ce IIPe3eHTaIjoOHe GOpMe HACTYIIa OAHOCE Ha
CIIeHCKA IIPUKA3HBAbA.

12 AeTamHuje 0 KpeHpamy CaBPeMEHOI pellepToapa y OKBUPY TamOypamike mpacke y Bojsopnnu
BHAETH ¥: Jovanovi¢ 2017: 354-362.

13 TIpema Mapuju Aymuuh BuaoTmjeBuh craporpascka mysuka IpeacTaBsda CrielUUYAH SKAHD
IOITyAApHE HApOAHE MY3HMKe KOjU Ce Pa3BHO U3 TPapCke HapOAHe MYy3MKe U3 IpBe Iorosure 20.
BEKa, a AAHAC CBOjy APYTOCT TPAaAM y OAHOCY IIpeMa HOBOKOMIIOHOBAHOj HapoaHOj mysumu. OBaj
KapaKTepPUCTUYAH SKAHD OApeleH je AMCKYpCOM HOCTAaATHje M aKyCTUIHUM H3BOlemeM, Te MpeACTaBsSA
,CaBpeMeHy HOCTAATHYHY PErHOHaAHY nomyAapHy npakcy” (2019).

14 HajnosHaruje mecme ¢ pemeproapa ancamb6aa ,Cprie Bauke”, koje ce Ha OCHOBY 3aCTyIdEHHX
TOIIOHMMA ¥ MMeHA BOXHHMX AUYHOCTH IIPENO3Hajy Kao yXe AOKAAHH pereproap jecy: ,CeHromanry
Aazo’y ,Cero moje’, ,A0j, Jeao, oj Jeaune”, , Kap 61 vamra 6uaa ¢paamra’, ,Ha AHy jeaHe Mare pexe’, Kao u
6ehapru y xojuma ce ciomumsy ceao Typuja 1 OKoAHA MecTa.
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NOHeKaA Ha TOYeTKy HacTyma (HIp. YKOAMKO y KadaHHM Hema MHOTO TOCTHJY),
a TO MOry OMTH KOMIIO3MIIMje OPUTMHAAHO IIMCaHe 3a TaMOypallke OpKecTpe,
apamKupaHe 06pape TPAAUIMOHAAHKX [IeCaMa U MEAOAMja 32 IAeC," Kao U obpape
yMeTHIUKe, pHAMCKe U [OITyAapHe My3uke. [Ipuankom usBolema HHCTpyMeHTaAHOT
perieproapa KOMIIO3HIHje YTAQBHOM CIIajajy y ,0A0K0Be”, OAHOCHO H3BOAE UX ITpeMa
yHarpea yTBph)eHOM peAOCAeAy U C HEIIPOMEHAUBIM MY3UIKUM TEKCTOM. !¢

Mysuaapu u3 ancamb6aa ,Cpiie Dauke” oKyILbeHH Cy OKO 3ajeAHHUKe HAeje Ad
CBOjy ITOCeOHOCT Kperpajy Kpo3 perepToapcKy IOAUTHKY, OAHOCHO HyMepe Koje 3a
BHX [PEACTaBSA]Y ,CTapy TaMOypamky My3uky . To je yraaBHOM pereproap Koju
Ce CeMAaHTHYKUM IIOTEHIMjaArMa OAHOCH Ha TEPUTOPHjy AaHamme BojBopune, y3
U3BeCTaH Opoj ImecaMa KapaKTePUCTHYHUX 32 YXKU AOKAAHH IPOCTOP jykHe Bauxe,
Kao u 3a mupw reorpadcku npocrop Cpbuje.'” Yipaso ce kpos 0aabup pemneproapa
HIIYMTABA WHUIHJAAHO UAEJHO M AHCKYP3HBHO IIOME APYIITBEHOCTH y aHCAMOAY,
o Momurao Mupraos objamsasa pednma:

Mu uMaMO Hall permepToap M TO je Hallla IIAHCA, jeAMHA. JHAII IITa, He MOXXeMO
My vhy A2 CBUPaMO HEKOj AL, AeBOjKaMa, MAAAMMA. AAYL, TO je HAll pemeproap.
Cxsaram? (Bamrruh u Mupuaos 2020).

ITopep Tora, Mmoxe ce pehu pa je umur ancamb6aa ,Cprie Bauke” usrpaben u xpos
BHU3YEAHH ACIIEKT — OHH yBeK HACTYIIajy CBeYaHO OOyUeHH Y IIpHe [IAHTAAOHE, IIUIIeAe,
Oeae KoIIyme U jeAeKe ca 3AaTOBe30M. IeHepaaHO, cBeuaHO 0bAauere y T3B. LIPHO-
6eay xoMbuHaIMjy Mehy TambypaiinmMa IpeACcTaBsa U3Pas MONITOBAA IIPeMa ITOCAY
My3H4apa, AOK jeAelfH, K0 TPAAHIIMOHAAHH OAEBHH IIPEAMET CEOCKOT KYATYpPHOT
Mumea C pydHO paheHHM 3AaTOBe30M, IpeTEHAYjy HAa BH3YeAHY ayTeHTHYHOCT
aHcambaa. Apyrum peudnma, Kpo3 usbop opehe 3a nacryme tambypamu us ,Cpua
Bauke” melycobHO ce ycaraamasajy ¥ Iasy BU3YeAHY IOPYKY HHXOBOI CXBaTamba
My3HKe KOjy U3BOAE, & TO je TaMOypallKa My3HKa drje 3Ha4erhe YKasyje Ha TPAAULIH)Y
Cpba crapocepeaaria ¢ mpocropa Bauke, kao 1 Ha IIpodeCHOHAAAH OAHOC IIpeMa
HOCAY My3H4apa.

1S 3aHMMAHBO je TO IITO HAa CBOM PENepToapy HeMajy MdA0 H 6eAUK0 K040 (CAOMIITUAU Cy Aa 3HAjy
AR CBUPajy, 2AU A2 HUKaAQ HHCY 32j€AHO H3BOAMAH 3aTO IITO UM TO HUKO HHUje TPAKHO Ha HACTYIHMA),
Ka0 HH MeAOAHje HeKapa 3aCTyILveHNX MapoBHUX maecosa (cehajy ce Aa cy TO cBUpaAu y MAAAOCTH,
y OKBUPY HAaCTyNa C KyATYPHO-yMETHHYKHM APYWITBHMA). IIpelusHuje, 0A MeAOAMja 3a IAeC Ha
perepToapy Cy UM Yi#U4Ko KOA0, THCTPYMEHTAAHe apanTanuje Mahapckux vapdauid, Kao 1 apaHKMaHH
Case Byxocasmesa.

16  Ose mHCTpyMeHTaAHe ,6A0KOBe” OCMHCAMAH CY IO 30Dy HA CHHMKE HACTYIIA OPKeCTpa JaHHKe
Basaxa mHa IlerpoBapapmuckoj tephasu y Hosom Caay y meproay op IIE3AECETHX AO CPeAHHE
0CaMAECETUX TOAMHA IIPOLIAOT BeKa.

17 OxocHuIly caBpeMeHOr TAaMOYpaIIKOr pelepTroapa IpeACTaBsajy mecve 3BoHKa DBorpama,
[O3HATOr MHTEpIIpeTaTopa M KaHTayTopa. MehyruM, mojeanHe mecme crapujer Aaryma, MAM Koje
TEMaTHKOM TEKCTa AAYAHPAjy Ha IPOCTOP jy>KHOOAYKOr OKPYIa, 3aiCTa MPEACTABAA]Y CHEUPUIHOCT
arcambaa ,Cprre Bauxe”, a momyaapre cy xop Cpba crapocepeAaria U reHEPAAHO — ITyOAMKe CpeAtbe U
crapuje A06H.
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IIpuMapHO OpHjeHTHCAaHHM KA NAPTUIMIIATHBHMM (opMmaMa Hacryma, ,Cpie
Bauxe” yraaBHOM CBUpa Ha CBAAOAMA M ADYTHM IPHBATHUM IPOCAABaMa, y KadpaHama,/
pecTopaHyuMa, a IOHEKAaA U y OKBHPY IPe3eHTAHOHUX GOPMH, OAHOCHO CIIEHCKHX
u TeaeBu3ujckux Hactyna. Ha uaunujarusy Hemame Ilujaukor opraHusoBasu cy
camocraanu KoHuept y Cp6o6pany (2019), a HHTepecaHTHO je TO A2 Cy YTHCLH
C TIOMEHYTOT HACTyIa ONpeYHH. 32 Pa3ANKY OA OCTAAMX YAAHOBA KOjH MHCAE Aa je
KOHIepT 610 BeoMa ycremaH (cyaehu mo 6pojuoj mocehenocTn u mosuTnBHUM
peakuujama my6amke), Momunao MUpPHAOB cMaTpa A2 HUCY OMAM AOBOMHO
yBeXXOAHH 32 KOHIIePTHH HACTYII:

Ja cam 6u0 yBek anTHIpOTHBaH. Ja 1 HeMara cmo 6uan yBek: oH ‘ohe, ja Hehy. 3aro
LITO KOHIEPT KaA CBUPAII MOPALI UMAaTH [OYETAK, MOPAII MMATH [PEAa3, MOPAIL
UMaTy Kpaj, ykpac, gopmmma. A Mu T0 Hemamo. To, y kadaHu TO Hekap He Tpeba.
Kpenerm ca mecMoM, ako He 3Hau QOPIIIKA, FOTOBO, oacBupaw pedppen (Bamruh u
Mupuaos 2020).'8

T'oToBo ncrospemero, Msan BojHoBrh o6jammasa kako je koHuept y Cpbobpany
610 usyserHo ycremas, a Hemama Ilujauku aopaje:

Aobpo je To 6ua0 Ha KOHLepTY, yreraano. To He MO’ HHKO A2 kaxe (Bawruh u
Mujayxu 2020).

Pa3anynTu KOMEHTapH y Be3H C YTUCIMMA O HHXOBOM KBAAUTETYy CBHpPKE Y
OKBHUPY CIIEHCKHX HACTYTIa YKa3yjy Ha MHTEPUHAUBHAYAAHH PacKOpaK y eCTeTCKOj
eBAAYALIjH KOHIIEPTA U OIPeAeHEHOCTH aHCAMOAQ HCKAYIHMBO 32 IPe3eHTALHOHe
HAM TAPTUIMIATHBHE PopMe HACTyIa. APYIMM peurMa, APYMITBEHOCT y IIHUpeM
CMUCAY HAH MAEJHO M AUCKYP3HBHO yckaahusamwe Tambypama u3 ancamb6aa ,Cpie
Dauke” Ha HHTPArpyIHOM HHBOY peaAnsyje ce IPHMAPHO KPO3 0Aabup pereproapa
U Ha4MH BHeToBe peaAusalyje y OKBUPY NAPTUIIMIATHBHUX pOpMH HACTYTIa, AOK Ce 33
IIPe3eHTAIMOHU THUII He MOXKe HCTO TBPAUTH.

3a pasanKy op oBux HeyckaaheHocT, Moxxe ce pehu A2 Cy y chepu ApyIITBeHOCTH
HCIIOMEHO] TOKOM CBHPAEha BPAO ycKaal)eHH, OAHOCHO Aa ce A00pO criopasymeBajy
KpO3 MUMHKY U recTHUKyAanujy. HeBepbasHu BupA KOMyHHKAIHje, KOjU Cy Pa3BUAU
BpeMeHOM KPO3 HCKYCTBO 32jeAHMYKOT MY3HIINPatha, IOCEOHO je U3PaXKeH Y OAHOCY
Tpujy Mysudapa u3 baukor I'papumrra. Csupajyhu 3ajeAHo deTnpu AelieHuje y
KOHTHHYUTETY, OHU HCTUYY AQ UM je IIOHeKap TeIIKO Ad Ce IIPHAATOAE APYTHM
tamOypamuma. ITpucehajyhu ce curyanuje ¢ Hactymma Ha KojeM Cy IpBH Iy T CBUPaAX
c ABojurioM MAahux Tam6ypamma us Hosor Capa, Mupnaos o6janrmasa:

18  Camune peakiuje 6use Cy 1y Besu ¢ ydemhem aHCaMOAA y CHUMAEY TeACBH3HjCKe eMHCHje , AOAATH
skuBoT roputama’ (PTB 2018). Bume o emucuju BupeTy Ha untepHet crpanuiy JMY Pasuo-Teaesusuje
Bojsoause (https://rtvrs/sr_lat/dodati-zivot-godinama [mpucrymseno 20. 3. 2022]).
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CBupaMo U MH,  OHH AOOPO, aAH, TO TH je CaA OHa PasAMKA Ad A hemr ‘Ta-ma-ma,
ma jom jeaHoM yhu y, mau hem maso panmje yhu y necmy mocae dopmnmaa, uan...
Hucy To Heke KaracTpodaAHe PasANKe, AAU TO CY Pa3AUKe Koje 60AY, Koje HepBHpajy,
sHam. Onu panuje yhy, Mu panuje usahemo, onu npoayxe, mu ckparumo (Bamruh u
Mupuaos 2020).

Mosxe ce pehu pa cy Tpojuria Mysuaapa us Baukor I'papuiira crekar BUCOK HUBO
HHTEPUHAMBHAYAAHOT MY3HUKOT APYIITBEHOT ycKAahHBatba, IITO ce MOXKe TYMAIUTH
u kpo3 Buanjamcose ,crpykrype ocehama”'? 3a pasauky op wux, Hemama Ilujauku
u3 Typuje ce xpos mporiece CaMOCHHXPOHH3ALUje AAKO IpHAarohaBa ApyruM
My3HYapHMa, aAM TaKol)e 3acTyma AMAEPCKY IOBHIHjy ¥ aHCaMOAy, KOja AOAATHO
AOAQ3H AO H3pa’kaja Kapa IIeBa.

Kpenpame apamxMaHa y CKAAAy je C MOAeAaMa MHCTPYMEHTAAHHX ACOHHIA
y Tambypamkum ancambanma, mro 3Haun Aa ,Cpue Bauke” yraasnom Hacryma
y $opMu TaMOypamKOr KBUHTETA, TA€ Cy 3aCTyILbeHe MEAOAUjCKe AUHEje IIPBOT
(mpum u A-6acnipum) u Apyror raaca (A-6acmpum), Kao M XapMOHCKO-DHTMHYKA
nparwa (kontpa u 6erem). ITopea Tora, oncepsarmjom ancambaa ,Cpue Bauxe”
Ha HACTYNHMa [APTULUIIATHBHOT THIA YOYaBa Ce AQ yckAaheHHM AMHAMUYKUM
OCILIFIAQIIMjaMa Y TUIy Ha ) eKTHBHA IIOHAIIAKA Y ITYOAULI — eMOTHBHO IIOACTHYIY HAH
CMUPYjy CAyIIaoLe y 3aBUCHOCTH 0A cutyanuje.”’ C tum y Besu, Muaopap I'ynyHcku
objamraBa Aa Cy TO HAyIHAM OA CTapujux Mysudapa, a Hemama Ilujauxu popaje:

Yum roct nouHe Aa OyAe jaun op HAC, MU Ce TOBYYeMO AQ OH IIPUMETH CAM AQ HHje OH
Ty Ad IleBa. AKO CH TH IIAQTHO Hac AQ MU I1eBaMo, oHpa hemo mu neBaru. Axo hew i
neBary, meBaj TH. (...) AAW, IeBambe Huje Aeparbe, HU Aepatbe Huje nesame (Bamtuh u
Mujauku 2020).

C 003upoM Ha TO A2 CKOPO CBAaKH IIyT CBUPAjy C HEKMM APYTHM Oeremrapom,
HABUKAM Cy Aa Ce IpuAarohaBajy M Aa UM 3ByK KOHTpe OyAe IpHMapHU
XapMOHCKO-PUTMHYKH OCAOHAL].

19 TIpema Pejmonpy Buanjamcy (Raymond Williams) ,,crpyxrype ocehama” npeacrasaajy oapehena
APYIITBeHa HCKyCTBa, ucTopujcku (A0Aana 6ux u nmpocropHo, npu. J. B.) omebena, xoja aajy cmucao
U 3HAYeHa FeHepalji MAU Tepruopy. KOHKpeTHHje, TO Cy HMpPOXHBAEHA 33jeAHHYKA HCKYCTBA U
yjeAHaUEHO pasyMeBame 3HaUYEHa U BpEAHOCTH Y OKBUPY TeHeparyje uau nepuoaa (1977: 128-135).
20 3a rambypamxy npaxcy y CpOuji KapakTepHCTHIHO je IPYIIHO My3HIJUpPambe, TAe Cy AepUHMCaHe
yysore” TaMOypalIKKX HHCTPyMeHaTa Ha MeAoArjcke — E-mipum, A- u E-6acripum, Koju ce yraaBHOM peAe
Ha 1IpBHU 1 ApyTH (M2 1 Tpehu) raac; U XapMOHCKO-PHTMIYKe ACOHHUIE — YeA0, KOHTpA U erent.

21 AdexT mpeacTaBdA jepdH Op CYIITHHCKMX acIleKara y H3BODemy Mysuke, moceb6HO y
NapTHLMIATHBHAM HacTynuMa rambypamkux (1 Apyrux) ancambasa y Cp6uju (yn. Dumnié 2017:
75-88). 360r Tora ce cTyamje adeKTa CMaTpajy CBEPUCYTHUM TEOPUjCKHM H METOAOAOIIKUM OKBHPOM
eTHOMY3UKOAOIIKe HeTpaskuBadke mpakce (yr. Hofman 2015: 35-55). Mehytum, 360r poxycupanocru
PaAa Ha Teopujy yckaahusara, 0Baj acrext Hehe 6uTn AyOne pasmMarTpaH.
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OHAA KAA AAM — AHAAVI3A U3BOBEIDA ,,TYPUJCKOT BERAPIJA”

Oa BuIle Pa3AMYMTHX CHMMAaKa C HAcTyma TamOypamkor ancambaa ,Cprie
Bauke” opabpara cam aa Ha mpumepy ussobhema ,Typujckor 6ehapua” npukakem
Ha KOjH HAYMH Cy Ce My3udapH Mel)ycOOHO YCKAAAMAM U CHHXPOHHM30BAAH. BaxHo
je ucrahm aAa cy HyMepy M3BeAH 3a IOTpebe MCTPaXHBaba — MUMO yoOudajeHOT
KOHTEKCTA, IITO je HEMHMHOBHO YTHIJAAO HA MOTHBALIMjy M CTUMYAALIHjy My3udapa y
AaToM TpeHYTKy. Mmak, oBaj mpuMep YMHH Ce 3aHUMAHMBHM 33 aHAAM3Y 360T Tora
IITO Cy TOM IIPUAMKOM IpBY IyT cBupaAu ¢ Teoprujem Jojxuhem* kxoju je ,Aomao
Ha 3aMeHy” (Mako y aHCaM6AY TaAa HUCY MIMAAM CTAAHOT YAQHA KOjU cBupa Geremr).”
Aakae, 6ehapart, koju je 610 1 pBa H3BeACHA HYMepa, IPEACTaBA>A BAAMAAH Y30PaK
3a QaHAAM3Y COHUYHE, AAU ¥ APYIITBEHE AUMEH3Hje yckaal)eHoCTH, 3aTO IITO Cy Tapd
IPBU IIYT 33jeAHO U3BEAU MEAOAM)Y KOja Ce CMaTpa OIIITEIIO3HATOM K 006aBe3HHUM
eAeMEHTOM pelepToapa KOA TaMOypamIKMX aHcaM0aAa KOjH Cy permepTOapCKUM
MOAMTHKAMA yCMepeHHU Ka CPIICKOM CTapOCeAeAadKOM JKUBAY C Impocropa bauke,
KOjeM IPHUIIAAAjy U OBU My3UYapH.

Hakon mrumoBama uHcTpyMeHaTa, Hemamwa Illujauku yHampep je BepbasHo
OApeAro GpOpMY OCTATKy aHCaMOAA:

Aa mae, 3HaUM, MAIIKHA, T1a CTPO$a, I1a MAIIKHA, I1a CTPo¢a, IIa MalIKHA, ITa CTpoda,
ma OHAQ Kap AaM, oHA2 hemo ono Kao kaacuano (Bamrruh u Mujauxu 2020).

TepMUH MAuiUHA OAHOCH Ce Ha MHCTPYMEHTAAHH OACEK y Op30M TeMITy, AOK
je cTpoda HCIeBaHA IO YCTAAEHOM MEAOAM)jCKO-PUTMUYKOM OOpacily AaraHor
6ehapria. Apyru peo nau kaacuuHo moapasymeBa uzBoheme 6psor 6ehapira, opHOCHO
MPOM3BOSHO CMEHHBahe MHCTPYMEHTAAHHX U NEBAaHHX OACEKA y MCTOM Temiry.”*
Ynorpeba eMCKHX TEPMUHA MAUUHA U KAGCUHHO, TIPEIIO3HABAbe BUXOBOT 3HAYEHA,
Ka0 U peaxijyje My3H4apa Ha TOKPeTe TeAd KOjH 03HAYABAjy CTPYKTYPAAHO-POpPMaAHE
IpoMeHe TOKOM H3BOema, IPeACTaBdajy CUMOOAMYKE, KYATYPOM OOAMKOBaHe
uHOOpPMaIIHje, OAHOCHO aCIIeKT MHTEPIPYIIHE APYIITBeHe ycKkaaleHOCTH.

C 063upOM Ha TO A2 je TeXXHUIITE AaHAAU3E yCMePeHO Ka IporieckMa yckaaheHoCTH,
KOjU Cy AOMHHAHTHO U3PaXeHH KPO3 METPOPUTMHYKY CHHXPOHH3AIHjy My3HUdapa,
AAM ce MOTY YOUHTH My APYTUM IIapaMeTpHMa H3Bolerma Mysuke, y $OpMaAHOM
obAuKoBamy caraepaHa je Makpopopma. CTpyKTypasHO-QOPMAAHM — IAAH

22 Teopruje Jojkuh, pohen 1992. ropune, Tambypy je Hayuno aa cBupa y IIIkoAr 32 OCHOBHO My3HYKO
BacmTamne i obpaszosame ,[lerap Komosuh” y Temepuny, y xaacu Aymmurte Ileso.

23 Apyrum pedmMa, aHCaMOA Y AQTOM TPEHYTKY IIPeACTaBAa KoMOuHanujy yBexbaHor u ad hoc
CacTaBa, TAe My3ULUpajy TaMOYpaIIH KOju CBUPajy 3ajeAHO HeKOAHKO Aetienuja (Mupuaos, Bojuosuh u
T'yuyscku), ropnna (I1Iujauxu), uau npsu myT yaectsyjy (Jojuh).

24  Amaamsa eher 6poja nmpumepa 6ehaprra ykasyje Ha To Aa je popmasnu nmaan y usBohery ancambaa
,Cpuie Bauke” yrAaBHOM MAGHTHYAH, C TUM IUTO y OKBUPY CBaAGEHOT Becena MPBU Aeo (IIOHaBrvambe
mawune 1 cTpode) MoXKe A2 H30CTaHe, Kao H TO A2 6p0j CTpoda yBek Bapupa y OAHOCY Ha KOHTEKCT
usBohema.
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IIeAOKYTIHOT U3BOlera OrAepd ce y HAM3MEHHYHOM CMEHUBAY HHCTPYMEHTAAHUX
oaceka (caoBa A u D) unesanux crpoda (caoBa Bu C), a MXOB peAOCAeA IPUKA3aH
je y cxeMu HyMepUUYKUM O3HaKama:>

Aaraum pe0: A B A1 Bl A2 B2
Bpauaeo: CD C1 C2 D1 C3 C4 C5 D2 C6 C7 D3 C8 C9 C10 D4 C11 C12

Ha ocuoBy obumuux ucrpaxusama 6ehapana y Bojsopusn Ana Marosuh
YOUHAQ je AOMUHAIIM]Y HEKOAMKO IIO3HATHX MEAOAMjCKUX MOAEAA Ha KOje ce IeBajy
Pa3AMMHTH, 4eCTO UMIPOBU30BanHu Tekcrosr (Marosuh 1998). Y Tom cMucay Moske
ce pehu pa crierdUIHOCT OBe MIOETCKO-MY3HYKe KaTeropHje jecTe MMIPOBU3AI[Hja
TEKCTYAAHOT CaApXKaja y AATOM TPeHYTKy — Hajuemhe ce OAHOCH HA HCIIeBarbe
ACHMeTPHYHHUX AeceTepadkux (ABO)CTHXOBa Ha OApel)eH MeAOAMjCKO-PUTMHYKH
MOAEA — IITO je yo4eHo U y u3Bohemuma ancambaa ,Cpue Bauke”. Aaxae, popmasno
O0AMKOBae M YCTAMEHOCT MEAOAM)jCKO-XapMOHCKO-METPOPHUTMHUYKHX obpasana
jecy mapamerpu crpam kojux ce 6ehapru remepasno AeduHmuIy, AOK oppeherse
»Typujckor 6ehapria” ykasyje Ha TO Aa Y TEKCTYaAHOM CaApiKajy Mopa 6utu 6apem
jeaHa cTpoda y k0joj ce ciomutbe ceao Typuja uan Typunnu (Buperu mpuaor).2

Ilponec mpesoherma 3BYYHOr MeaMja y IMCAaHH PEAAU3OBAH je NPUMEHOM
A€CKPHIITHBHE TPAHCKPHUIILUje IIPBOT MHCTPYMEHTAAHOT OACEKa (EMCKH: MauiuHe)
u crpode. HepopedeHoCT koja ce jaBma INPUAMKOM TpaHCPOpPMAIIMje CAYIIHO-
BpeMeHCKOT aAorabjaja y BH3yeAHO-IIPOCTOpHE CTPYKType HOTHOT 3aIliCa yMarbeHa
je ymorpebom AOAATHHX 3HAaKOBA 3a oppeheme Opoja Tp3aja y TpeMoAy, Kaunmbere/
yOp3aBarbe II0jeAHHNX ACOHHMIIA, KAO 1 O3HaKe 32 3BY4Hy 00jy HHCTpyMeHara.”

C o063upoM Ha TO AQ TaMOYpalIKy MPaKCy OAAMKyje TPYIIHO My3HIJHparbe
C jacHO AepMHHCAHUM U XMjepapXMjCKi OpPraHM30BaHUM yAOTaMa y OAHOCY Ha
THII TAMOYpAIIKOT HHCTPYMEHTA, IIOAPA3yMeBa Ce AQ YAOT'Y AMAEPA MMA jeAQH OA
Mysudapa. Mebhyruym, y aHasumsupaHom mpuMepy yodeHa je IPOMeHA AMAEpPCKe
nosunuje TokoMm usBohema. Ha moueTky HUCY KpeHyAH MCTOBPEMEHO AA CBHPAjy:
IpPBY je KpPeHyo IpHUMAaIl, KOjeM Ce Y APYroj YeTBPTUHM IPHUAPYXXHO KOHTpAIl, a
3aTHM U bacrpuManiy, y3 yopsame TeMIIa Koje ce IEPMaHEHTHO AeIaBa TOKOM IIpBa
gernpu Takra. C 0631poM Ha TO A2 je MoMura0 MUPHAOB y TOKy pasroBopa H3jaBHoO
A CMaTpa Kako HeMajy yBesx6ane noyerke u sappmetke (Bamuh u Mupuaos 2020),
MOxe ce pehu pa HeyjepHaueH IMOYETaK, I1a M Pa3MeHA AHAEPCKe IIO3HUIfHje TOKOM
U3BOhera, MpeACTaBAajy H3BOHAYKM MAaHUP aHCAMOAA.

25 TloapasymeBa ce Aa je IIPU CBAKOM H3Aaraky HOBOI'/TIOHOBASEHOT AeAd 6HAO BehMX MAM Mamux
poMeHa, MehyTuM, 360r 061Ma papa, oBaj HuBO Hehe GUTH AeTasHHje pasMaTpaH.

26 Tlomyaaproctu 6ehapua y Typuju vpe y HNPHUAOT U UHMIEHHIIA AA je Y CEAy HEKOAHKO IyTa
opranmusosaHa ,behapujasa” — raxmudeme y nesamy 6ehapana.

27 AeTamHuje O TeXHMKAMAa TPAHCKPHOOBama TaMOYPAIIKMX HHCTPYMEHATa AECKPHIITHBHUM
IIPHCTYIIOM, Ka0 U O YIOTpeOu AOAATHHX cumMboAa BupeTd y: JoaHoBuh m Aabuh 2016: 118-133;
Aabuh 2017. Taxolhe, Tpe6a HAIIOMEHYTH ¥ TO AQ HUje TPAHCKPHOOBAH APYTH TAAC Y TIeBaby 3aTO IITO Ce
TEIKO PA3a3Hajy TAYHN TOHOBH, HHTOHATUBHO je HeCTAOMAAH M y APYTOM je IAAHy y OAHOCY Ha Boaehy
MeAoAHjy kojy n3Boan Hemama Ilnjayxm.
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KoHTpam y mpBuM ABaMa TaKTOBHMMA HHje M3BOAHMO yoOMdajeHy XapMOHCKO-
PUTMMYKY IIPaTHsy, HETO je Y OCMMHCKUM ITyACalffjaMa CBUPAO TAABHY MEAOAHjCKY
AMHUjy y TOpIbeM raacy (Ha Apyroj skuum), 38y4HO oboraheHy ToHOBUMa akopaa A
u E aypa (na tpehoj u gersproj sxuim). Ha Taj ce Ha4MH KOHTpa 3BYYHO HCTaKAQ
Yy OAHOCY Ha AOMHHAHTaH 3ByK IPUMA U IIPEy3eAd TAABHY YAOTY MeTPOPHTMMYKe
IyAcaljyje y MHCTPYMEHTAAHOM OACeKy. OBakaB HAuMH CBHpPama MOACTHIAO je H
YjeAHAIeHOCT IIPUAUKOM yOp3ama Koje ce IePMAHEHTHO AellaBa KPO3 IPBa YeTHPH

TaKTa.

Byayhu aa je op Tpeher TakTa KOHTpa HACTABUAA y OYEKMBAHOM €C-iiAM PHTMY,
IITO 3HAa4YM AA CBHPA CaMO HAa HEHarAalmeHUM OCMUHAMa, HarAallleHe AEAOBE Y TaKTy
npeyseaa je aeonuria Gerema. OBakaB PUTMIYKK OAHOC H3Mely aeoHmIla KOHTpe
U berema mpeACTaB»>a HAj3aCTYILSEHUjH METPOPUTMHYKK 00pasar] y TaMOypalikoj
My3HIJH, TAKO A CE OBAj MOMEHAT MOXKe O3HAUUTHU 1 Kao PeApOB ,yAa3aK y IpyB’.

KoHTpa

Berew
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Mpum

Bacnpum 1

Bacnpum 2

KoHTpa

Berew

UnycTpayuja 1. HeycarnaweH noyetak  MENOAMNjCKO-
XapPMOHCKM NOKPET y feOHNLM KoHTpe (1-2. TaKT).
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UnycTpayuja 2. KoHTpa v 6erew y ec-idam putmy (1-4. TakT).




258

MY3UKOAOTHJA / MUSICOLOGY 32 - 2022

Purmuuko pasmaaxeme wusMelly Aeonumne xonrpe u 6aca, manm Kejaoso
,TIAPTULMIIATOPHO OACTYIIAbe ) ACCHAO Ce y OCMOM TaKTy, MehyTrm, 6acucra je Tapa
CBUpao BeoMa THXO U Beh y HAPEAHOM TaKTy ce, KPO3 IIPOLIeC CAMOCHHXPOHHU3ALHje,
PUTMHYKH YCKAQAUO ¢ aHCaMbaoM.” MIcTOBpeMeHO, KOHTpALI je YMeCTO CBHparba
aKOpapa Ha HEeHATAALIEHUM OCMHMHAMA [I0Y9€0 AQ U3BOAU CHHKOIIE C IIay30M Ha IIPBOj
OCMFHH, OAHOCHO AQ AOAATHO HArAQIaBa IIPBU aKOPA Y TAKTY U AA Ce Ha Taj HAYUH
3BYYHO MCTaKHe, II0CEOHO y OAHOCY Ha 3ByK Oerema. Byayhu aa cy o6e peakuuje
HermAaHupaHe (AGAMMHMYHO U HeCBeCHe) U IIPEACTaB&Ajy PE3yATaT KyATYPOM
YOOAMYEHOr 3Hamba, MOKEMO UX TYMAuHTH Kao apanTupajyhu u anTHummmpajyhu
moaen (enra. Adaptation and Anticipation Model) censoMoTOpHe CHHXpOHH3aLuje
(Van der Steen and Keller 2013 npema Clayton et al. 2020: 147), koju moapasymesa
mebycobHy cuHxpoHM3anMjy u yckaaheHOCT Mysmuapa IpemMa IOXKEAHO]
METPOPHTMUYKO] IIyACALMjH M KMATMHAILMjy HAPEAHUX 3BYYHHX OCTBapema.
Ornmcana cuTyanuja yjeAHO IPHKa3yje 1 Ha KOji HAYUH $yHKIOHHUIIE HHTPArpyIHO
My3HYKO-APYIITBeHO yckaahuBamwe y ancambay ,Cpue Bauke” — KaydHH 3ByYHH
OCAOHAIJ jeCTe METPOPHTAM PEAAM30BaH KPO3 ACOHHUIy KOHTPE y OAHOCY Ha KOjy ce
CBHL OCTaAU OpHjeHTHIIy.”
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Unyctpauwmja 3., MapTrymnatopHo ofctyname” n3mehy KoHTpe 1 6ereLua 1 noBpaTak y ec-iam
(7-12. TaKT).

28 Byayhu aAa je Jojkuh mpBu mmyT cBHpao y aHCaMOAY, OACTYIIama Koja Cy ce AecrAa usMelyy beremapa
1 KOHTpaIIa (a IIOCAGAMYHO M LjeAOT aHcaMbAa) He MOTY Ce CMATpaTd CBUPAuKHM MAHHPOM, GAmka
cy mpouecy Mehyco6Hor ,ymosHaBama” ApyIrUM pedrMa, TO Cy MOMEHTH HHTEPHHAMBHAYAAHOT
yckaabuBarma Geremapa ¢ KOHTpalleM, a y ADYTOM [AQHY H C OCTAAMM My3HYapHMa Kpo3 Ipolece
HHTPArpyIHOT My3HYKOI APyIITBeHOT yckaahusama. Takohe, IpUMETHO je XapMOHCKO HEIOAYApatbe
usMelyy AeoHuIe KOHTpe U 6aca, a ACIIABAAO Ce M MOBpeMeHO oKperame Muaopapa I'ynyHckor Ka
Teoprujy Jojkuhy y3 marnyTarme XapMOHUje TOKOM L{eAOKyTHOT ussohema , Typujckor 6ehapra” (kao u
OCTAAMX CHUMAEHUX HyMepa).

29 BeposarHo 61y HekuM ApPyruM ad hoc TaMOypalIKiM cacTaBUMa CHTYalija y KOjoj ce pasiaase
AcoHmIle 6aca M KOHTpe yTHIaAa Ha HeyckaaheHoCT cBuX ocTaamx aeoHuna. MebyTum, mysmuapu
u3 ancambaa ,Cpre Bauke”, 360r yecTnx nmpomena Geremapa, IpeyCMEPHAM Cy ayAUTHBHY Iy Ha
ACOHHITy KOHTPe Ka0 TAABHOT HOCHOLIa TeMIta 1 ocehaja 3a My3H4KH MeTap.
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Ha cAnyan HauMH MOTy Ce TYMAuuTH U 3abeAe>XeHa MHHHMAAHA yOpsama y
MHCTPYMEHTAaAHOM OACeKy (A A€0) y AeOHHMIAMa IIpUMA M APYTOT 6acIpuMa, KOju
ce, Takohe, Kpo3 Mpoljece MHTEPHHAUBHAYAAHOT U (IepH{epHO) MHTparpyIHOr
ycaraamasama, Bpahajy y 3ajeAHHUKH TeMIIO M3BOhema. Apyrum pedmma, cBa oBa
MHHHMMAAHA HHAMBUAYAAHA BPEMEHCKA OACTYIaa 1 Bpahama y 3ajeAHHYKH TeMITO
notBphyjy Aa je ec-iliam METPOPUTMHYKA ITyACAIIMja KAoydHH MY3HYKH [IapamMeTap y
OAHOCY Ha IITA Ce, KPO3 Ipoljece CAMOCHHXPOHHU3AIIHje, OCTAAN HE3aBUCHH PUTMOBH
yckaahyjy y mpouecy usBohema. MIHAMBHAYaAHO IpenosHaBabe U HITYEKUBAFbE
3By4YHE CAHKE PEeaAM30BaHEe KpO3 ec-illdM METPOPHTMHUYKY ITYyACAIHjy MOXe ce
TyMa4uTH M KaO TeOpHja AMHaMu4He maxwbe (eHra. Dynamic Attending Theory),
rae yckaahuBame mpeAcTaBAa GMOAOIIKM yTeMeneH IpoljeC KPO3 KOjUu ce HepBHe
oclHAaLUje CHHXPOHM3Yjy ca crosammuM porabajuma (Jones et al. 1976 mpema
Clayton et al. 2020: 148; Kim et al. 2019: 10)

3a pasanky op IpBor (MHCTPYMEHTAAHOT ) A€AR, Y APYTOM AeAy (Tj. crpodu) raac
IPEACTaBs>A TAABHY ACOHHIfY CIIPAM KOje ce 0CTaAU ycKAalyjy Kpos3 BHIIIe My3HIKHUX
mapaMeTapa, a YAOTa AMAepa IpeycMepaBa ce Ka meBauy-TambOypamy Hemamu
MlujauxoM. Mysuuku mapamMeTpu Kpo3 Koje ce ocrBapyje yckaaheHocT y opHOCY
IpeMa ACOHMIIM BOKAAA jecy:

e TEMIIO — HEIIPOMEHAUB je U CTIOPHUjU Y OAHOCY Ha HHCTPYMEHTAAHH OACEK,
a oapebyje ra mesay;

e AMHAMHKA — CBH CBUPAjy THXO, KAKO OH Ce TAAC 3BYYHO HCTAKAO;

e KpeTame MEeAOAMjCKe AMHMje — YTAAaBHOM AEOHHIle IpHMa U IIPBOT U
Apyror OacmpuMa IpaTe IEeBaHY MEAOAH)Y, Y3 IIOBpeMeHa OACTYIamba
KaAa BOKAA MMa 1ay3y MAH APXKHU Ayre ToHOBe (HIIp. usBobere Meaoamje y
IeCHAeCTUHAMA Y ACOHHIIU APYTor 6acmpuma y 31. TaKTy, AOK BOKAA HMa

naysy).
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Unyctpauwmja 4. OgHoc n3mehy menoawje Bokana u
WHCTPYMEHTaNHMNX AeoHmua (30-31. TakT).



260

MY3UKOAOTHJA / MUSICOLOGY 32 - 2022

Ha 0cHOBY aHAAM3UPAHOT MHCTPYMEHTAAHOT OACEKA U IIpBe cTpode y ussohetsy
»Iypujckor 6ehapia” Mosxxe ce pehu aa je raaBHa aeoHuIA (nAm Ampepcka HO3HIIHja
CIIpaM Koje Ce OCTaAM 3BY4HO yCKAal)yjy IpOMeHmMBA — y HHCTPYMEHTAAHOM
A€Ay TO je KOHTpa (MaKo je NMpUM MPBU HACTYNHO), @ y IeBaHOj CTPOdH je raac.
IIpocropHa opraHM3anuja Mysudapa TOKOM H3BoDema jecre jeAaH Op BAKHUX
yCcAOBa KOju yTudy Ha MelycOOHY KOMYHHKALUjy 1 YCMEPEHOCT HaKibe KPO3 KOjy
ce mocMaTpa ApywmrBeHa cdepa y yckaahusamy. Byayhu pa cy 3a Bpeme cupama y
OKBUpY MCTPaXUBatha My3HYapH CTajard y GpopManuju moaykpyra (pacnopea caesa
HaAecHO: 6erel, KOHTPa, 6acripum 1 / rAaBHU BoKaa, bacrpum 2, Ipum), mepudepHa
YCMepEHOCT IaXKie U KOMYHHKAIUja OApel)eHH Cy IPOCTOPHOM OpraHH3aLUjoM,
AOK je mpuMapHa GOKYCHPAHOCT yCMepeHa Ka AHAEPY ¥ AaToM TpeHyTKy. OBO ce
MOJKe IIPEACTABUTH BU3YEAHO:

Wnyctpaumja 5. Mpukas nugepctea 1 mefyco6HUX ofHoca Mysuyapa y A fieny.

/ \

Bokan

(+ Bacnpum 1)

Unyctpauwuja 6. MNprikas nugepctsa u mehycobHUx ogHoca My3nyapa y B geny.

TTopep omucaHuX My3HIKUX [TApaMeTapa BaKHO je UCTahu 1 Ad je KOHTHHYHpPAHO
3aCTyILveH OCHOBHM DErucTap KOA CBHX My3HYapa, IITO IIOACTHYE TeMOPOBCKY
yjeAHaueHOCT aHCaMOAa, OAHOCHO HHTparpynHo yckaahusame.* Melyrum, Texsnka

30 TembpoBcko u3paxaBame Huje Moryhe aAeKBaTHO MAYCTPOBATH KOHBEHIJMOHAAHOM
TPAHCKPHIII[HjOM, aAM MPEACTaBAA BaKAH ACIEKT 32 AHAAU3Y MHTPArpPYIMHOT My3UYKOT APYIITBEHOT
yckaabuBara. 360r Tora ce Ha IOYETKY TPAHCKPHIILHje, y TOPHEM AeBOM YTAY, HAAA3H O3HAKA 33 OCHOBHIL
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M3BODema TPeMOAO MOTe3a, Ka0 M 0AAOMp apTHKyAAllMje HHCY KOHTHHYHPAHO
yjeAHaueHH, HUTH CHHXPOHH30BaHH, T€ Ce OBa 3ByYHA OACTYIIalha MOTY IIOCMaTpPaTH
Ka0 AMHCTHKTHMBHA OAAMKA H3BoDhaukor MaHupa Tambypamkor axcambaa ,Cpre

Bauke”3!

3ABPIITHA PASMATPAA

IToBpemena y4ecHnwdka HeyckaaheHocr —(,mapTuyumatopHo opcTymarmbe”)
FOTOBO YBeK je PHCYTHA TOKOM IPYIIHOT MY3HIIHPAha Y OKBUPY MAPTULHIIATOPHUX
U [IPEe3eHTAIIMOHUX H3BO)erba y TaMOypaIKoj mpakci.” Y TOM CMUCAY aHAAM3HPAHH
npuMep Mysuuuparma Tambypamkor ancamoaa ,Cpue Bauke” o6uayje packoparma
melyy My3muapuma, koja ce pHKa3yjy Kpo3 HeyjeAHaueHe HACTYIIe HHCTPYMEHTAAHHUX
ACOHHMI]A HA CAMOM IOYETKY, F€HEPAAHO HeyjeAHAYeHUM M HeCHHXPOHHM3OBAHHM
MOTEe3MMAa y TPEMOAY M y apTHKYAALMjH, KAO U IIOBPEMEHHM HHAMBHUAYAAHHM
OACTymamuMa y Temiry. MelhyTum, nHTparpymnHo Mysndko-crenuduIHO APYIITBEHO
yckaahuBame ycmocTaBya ce  Kpo3  CAMOCHMHXPOHHM3ALMjy M yCAarAdllaBarbe
HEe3aBUCHUX PUTMOBA IIPeMa METPOPHTMUYKOM IPEAAOLIKY AATe HyMepe, y OBOM
CAy4ajy ec-iliam 0Opaciry, OAHOCHO KAYYHOM My3HYKOM IIAPAMETPY KAAQ je Y IIUTAkby
BpeMeHCKa AMeH3Hja Mysudkor yckaahusarma. ITopea Tora, KOAeKTHBHA MOTHBALIH]a,
Tj. CTAaBOBU U yBepewa o usBolemy ,cTape BojBolaHcke Tambypaiike My3uke’, OBe
My3HYape UAEJHO II0Be3yjy U yTHIY Ha APYLITBEHH ACIeKT YCArAAIIaBarha, OCTBAPEH
KPO3 3ajeAHIYKA KyATYPOM yOOAMYeHa 3Hamba. >

ITpoyyaBare PasAMYHTHX ACIIEKATa KPO3 KOje Ce OCTBAPYje MYy3HIKO-APYIITBEHO
yckaahuBame MpeACTaBs>a BEAMKH ITOTEHIMjAA 332 HHTEPAHCIUIAMHAPHH IIPUCTYII
y eTHOMY3HMKOAOTHjH KAO HAyL Koja ce 0aBM IpoOydaBameM OAHOCA usMelhy
HHAUBHAYE U APYILITBA KPO3 MY3HKY, AAU FT€HEPAAHO U KYATYPa KOje Ce KOHCTHTYHILLY,
HAEHTHUKY)y M 3aCTYIIajy MOCPEACTBOM Mysuke. Hako ce ApyIITBeHe U My3HuKe
KaTeropuje yBeK MIPOXHIMajy, HOHyheHa penHTepIIpeTannja y BUAY PasABajarba OBUX
cdepa MpeACTaBAHA CAMO jeAQH OA METOAA MMIIAEMEHTaIUje TeopHje yckaahuBama y
€THOMY3HKOAOTHjH.

Pperucrap, Koja ce OAHOCH HA CBe HHCTPYMEHTaAHe AeoHHIle y 3amucy. CBupame Ha TaMOyparkum
MHCTPYMEHTHMA y OCHOBHOM PErucTpY MIOAPa3yMeBa TO Ad Ce PyKa KOjoM Ce TP3a MPeKO XKHUI[A HAAA3H
OTIHPHAMKE Ha CpeAnHH u3Mel)y KOOHAHIIe K TOCAeAbEr Ipara.

31 AHAAMTHYKO CaraepaBare OBHX IIapaMeTapa, KOHKPETHO — HHAMBHAYaAHE TeXHHKe M3Bohema
TPEMOAO II0Te3a ¥ APTUKYAALHje y TAMOYPAIIKKM aHCAMOAMMA, IIPEACTaBA>A HHTPHIAHTAH H AO CaAd
HeAOBOAHO MCTPKEH ACMEKT M3BONera My3HKe Ha TAMOYPAIIKHM HHCTPYMEHTHMA, Koju je Moryhe
PeaAnsoBaTH Kpos IpUMeHy AeCKPHIITUBHOT IIPUCTYTA y TpaHcKpuboBaty (ym. Josanosuh n Aabuh
2016: 118-133).

32 3auumauBO je mcrahu AQ ce 0Ba OACTYIama CMATPAjy HENMOXXEAHUM HPUAMKOM CTYAHjCKHX
CHUMatba, Te IPOAYLIEHT UMa U3y3eTHO BaXKHy AOTY ¥ KOPHIoBamy (MAM MacKupary) HeycKaaheHoCTH
melyy Mysugapuma.

33 Tlpuamkom ormcepsanuje Tambypamxor opkecrpa ,Cpem” us Hosor Capa 1980. ropauna, Mapk
®opu (Mark Forry) je AOIIa0 A0 3aKay4aKa A Cy 3ajeAHMYKA BH3Uja O 0AABUpY perepToapa, Kao
aHraxoBame Ha POPMUpaEy OATOBpajyher cTHAa cBHpama, 0p IIPeCyAHe BaKHOCTH 3a TaMmbypaure
(1990: 234).
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Typujckun behapal,

n3soamn: TO "Cpue bauke"
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3anuc: JynujaHa bawTuh

ol i m
fL_ Mx N :I
. o«
an ! A
N il i &3]
Il il i
2 <
TEe ) 1l EX ol
Ul I i m
Al Ja WA_ ﬁ Wl
1 Il <
F-u i L_ N (VI
D: T |
Ul | i m
il 11 wl
L Ial <
il 1 ] I
ERE I T
8wl %~ Il [
8 wil i _
S Mlstn EH
#J i ,mJ Wﬂ
o 1 “l < ARl
2 M
ERUIIIES
o NS NS
— =2 E= E=d B ==
N Hmun &mnn 3 N nmnn
< N NG A= A
s — ~ © 3
= o
C C X
g 3

A T
o)
=l TN = s e
w il int Y-
e
H a
soll|l =N = Iﬁv al
(AN I I =
'\ I I e
A s ] [ = 9
o _J _J e
g -u _T < ows
= o Il . ST
o i i <y
( 18 Mx Hx B N
g | 1l ol VY N1 Y
o JH— _xx EN
o H T oW A
i I
Y e
1L | m oW
(Il
R 1 T T
(IR Ol
& %3
AN




263

JULIJANA BASTIC
APPLYING THE CONCEPT OF MUSICAL SOCIAL ENTRAINMENT IN RESEARCHING

B

W
-

TAMBURA PRACTICE IN SERBIA

o [ ﬁ“
aml & | WMo
X
~y ~y ~y
o e i
w e e %

13

[ an WS 1 |- 1

—

st
o T —

poi (A I M% |
gl b il m W\
bail L Mﬁ I
wl Y I o
i {1 s L M% i
(g ||
nilll Il |l 11—
oo v -
Sl

-

raxl

) OF - Tl
Z

rit.

W

o 4

o »

Il

Fire.

20
r ) u

A\
Il
T+

E7

Il
&

p=
—

-ﬁ.

F#

HHH

F#
Y

F# F#
=:
24
=

——

te

E - d et

Il

~

'

]

1

P A I

Hut

o
Jo g

o)




264

MY3UKOAOTHJA / MUSICOLOGY 32 - 2022

111

J

26
W

( °l N
e =) A = = I
N &; A‘Jg‘ N il N e
|| M '.I Il N
] 0 FL I} il T i
T T 2 el = : AW Al
[y
Jl i
B .o L
™ = e =T
5 9l
2 gl N =t < oL
. \2 < vt
N Wﬂ,_, = (Al
! Y i =M Al
an _M __|
il ;W . i = d
iy I o [ il
H o an{ s =T <
™ = -l Bl 1N i
el Koo
A 0 v e i
™ -l Il I
T oo W L I
N & -4l ] i
N .ﬁI_ |_ In < p.mJ
L ..fg_uu i In
K ~ Y N S
W e = = == ﬁm E L
leh N6 4 K

=~

I 1

Ej, anHe Ba-/a__| /by - bu-tu_ b6e

W\

K

VERRrAI

N
I\, ‘.

Ww
5

VWW
I

Il
Il
(70

. ™

N\
TN

a - Jla TO__He| Ba-/ea.

<Y
[




265

JULIJANA BASTIC

APPLYING THE CONCEPT OF MUSICAL SOCIAL ENTRAINMENT IN RESEARCHING

TAMBURA PRACTICE IN SERBIA

34 v
= >
Iy I T o)
- 2 t P—'—F—P_Pt
P | I |
U é — l_% I J‘ ! } I I
- ha - pa, Ej, b6e-hap smy - 6u_ | cBe__TaH-Ap- Yy
hut o o WV | EEECe Sl |Sefe
o # T I 1y = Fyal I I [ I I I I I
¥ At o I 7 [ [# Y o — I I ! | ——
'\my bl | 4 } |'/ 7
© W\
9 ﬁu# { — i mm
- T & Ne |
Y] 1<® I o
WA WA wWoow | n
9 ﬁu# T v i f T -
S s e s s e
D) * b ﬁa e
H H E E E
Y 2 i Y 2 Y 2
% ﬁ ¢ (s j (s E
s Py 1 4 4
ey L = I | I
/""ﬁ" —< = o —&

WHTerpanHun TekcT:

Ej, ana, ana, ana To He Basba,
Ej, an’ He Basba ;bybuTH behapa,
Ej, 6ehap bybum cBe TaHApuy 3ybm.

Ej, cBaHy 30pa oTya’ op Combopa,
Ej, oa Cunbawa na ao CeHToMawa,
Ej n Typwmje wapeHe kyTuje.

Ej, /bybro caM HM resao HUcam,
Ej,a op cap hy rnepatum kora hy

D

TIm

D
L]

Tepaj Tora ca kpeeeTa mMora,
Tepaj Tora nywTaj poheHora.

Huje raspa koju Kowe kepm,
Beh je raspa ko nmage *hepu.

Huje raspa ko uma Bonosa,
Beh je raspa ko nma cuHoBa.

Kepuhy ce n 6ehapuhy ce,
Wma paHa n oxeHunhy ce,
Wma paHa onameTtuhy ce.

Koma jawe moja muna auka,
Koma jawe nae kpo3 canawe.

Jla je MeHU WITO MU CpLe XKenu,
[lBa canawa v pobpa ynnawa.

LLITO €cn ANKO HayYno Kome,
[a vrpajy oko kyhe moje.

Y atapy 4eTupu canawa,
Of 4eTMpM camo ABa Cy Hawa.

[JenvHa je 3emsba Ha arapy,
Jena HOBUE MepK HA KaHTapy.

Ynapwna pyaa y xepasa
W uypuua Ha MeHe behapa.

’Ohe, Hehe kobuna aa kpehe,
’Ohe, MOpa, Hema pasrosopa.

Jbybu feuka uypuue Maneuka,
JlocTaw’ Momka kapg, byaew aeojka.

Llapyj uape u nesyj AeBojKo,
JleBoBarbe TO je LapoBame.
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APPLYING THE CONCEPT OF MUSICAL SOCIAL ENTRAINMENT
IN RESEARCHING TAMBURA PRACTICE IN SERBIA

(SuMMARY)

Entrainment in music, in a broad sense, is a conceptual framework that concerns the
interaction and synchronization of two or more rhythmic processes, offering im-
portant insights in research focused on performing and listening to music.

Primarily used in biological and social sciences, the application of entrainment
theory in ethnomusicology requires an interdisciplinary approach to musical, social,
and cultural phenomena. The original understanding of entrainment through the
temporal dimension of music performance consists of three different domains of
study: 1) intra-individual, 2) inter-individual/intra-group, and 3) inter-group. Ex-
tending the research focus to the contextual dimension of music behavior shows that
different levels of entrainment are determined according to external rhythms; that is,
each rhythmic behavior is directly related to the context that enables or limits indi-
vidual perceptions of that behavior. Therefore, the research and analytical methods
required to apply entrainment theory in ethnomusicology constitute an interdisci-
plinary approach to studying the temporal dimension of music performance and
understanding social interaction through rhythmic movements (that is, behaviors)
during music performance and listening, which is always influenced by environmen-
tal factors and cultural knowledge.

The application of musical social entrainment, based on the example of tambura
practice, entails an analytical segmentation of the social and musical spheres, which
are always intertwined in the process of performance. Sociality is observed through
culturally shaped common knowledge, attitudes and beliefs about the music. There-
fore, the ethnography and narrative analysis is considered a basic methodological
approach in understanding these spheres. By applying descriptive transcription to a
selected segment in the performance, musical sound is translated into musical text,
which refers to the identification of all musical parameters that represent the musical
sphere.
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CAamA PAHKOBUE 1 MUPJAHA 3AKWUR

CPIICKO ITEBAYKO HACAEFE IITEHTPAAHOT AEAA
KOCOBA 1 METOXUJE

Hosu Caa: Maruna cprcka, 2019, 312 crp.
ISBN 978-86-7964-303-6

ErnoMmysukoaomka moHorpadpuja Ap Came Pankosuh 1 oAp Mupjane 3axuh Cpiicko
fiesauxo Hacaehe yenitpasnoi geaa Kocosa u Meitioxuje, nspame KocoBckomero-
xujcKor opbopa Marmie cpricke y3 $UHAHCHjCKY MOAPIIKY MUHHUCTapCTBa KYATY-
pe u napopmucama Perryoanke Cpbuje, pe3yATar je BULIETOAMIIEET PAAd AYTOPKU
Ha YIIO3HABamby, OeAeXKery, aHAAM3H U [IPE3eHTOBAlbY CPIICKe BOKAAHE TPAAUIHje C
npocropa cpeaummer seaa Kocosa 1 Meroxuje.! Ped je 0 OpUrHHAAHOM HayIHOM
AeAy, jeAHOM y Hu3Y u3Aamba 13 2018. 1 2019. ropuHe mocseheHuxX CpIICKOj HCTOPHjH,
TPAAULIMJU M KYATYPH Y jy>KHO] CPIICKO] 1'101<paj1/n{1/1;2 KIbHTA j€ AParoIieHH AOTIpH-
HOC eTHOMy3HKOA0rHjH y Cp61/1j1/1 Uy MHPUM MebYHapOAHI/IM OKBHPHMA, ITOFOTOBO
U3 aCIeKTa MHTEPAMCIIUIIAMHAPHOT CarAeAaBama oppeheHnx peHoMeHa y crapujum
CAOjeBHMa TPAAUIIMOHAAHOT BOKAAHOT HacAeha.

3axBamyjyhu mpe cBera cOICTBEHOM TEPEHCKOM HCTPAKUBAY Y YKYIIHO ABaAe-
CeT 0CaM MYATHETHHYKHX CeOCKHX U IPAACKHX Hacesa y pernoHy usmely Byuntpra
u Ypomesna y nepuopy 2015-2017. roanne, ayTopke Cy HadMHHAE CHHTE3Y IIOAATaKa
0 BOKaAHOj Tpaaunuju Cpba oBe 06AACTH Ha OCHOBY YBHAQ Y PaHUje H3BOpe ¥ Ha OC-
HOBY HaAa3a AO KOjUX Cy AOLIA€ Ha TepeHY; 06jeANHUAE CY Ca3HAbA O TPAAHLI]CKOM
JKUBOTY, 0OMYajuMa 1 My3MIKOj TPAAULIAJU Ha AATOM IIPOCTOPY. Y IIPEACTaBAALY U
TyMauemy CBOjHX HaAa3a ayTOPKe Ce OCAamajy Ha pe3yATaTe HCTPaKUBaka MpoyYa-
BaAalja op Kpaja 19. Beka HA0BaMO,’ CBe A0 OOHOBASEHOT HCTPAKUBAYKOT HHTEPECO-

1 TIlpoyuasama cy cpoBepeHa y okBupy mpojexra Qakyarera mysuuke ymeTHoctu Hciipancusarse
mysuukoi nacaeha Cpba y yeniuiparnom gey Kocosa u Metioxuje.

2 Aajuh Muxajaosuh, A. u Josamosuh, J. (yp.) Kocoso u Meitioxuja — Mysuuxa ciuka
myatiuxyaiiyparrociviu SO-ux u 60-ux ioguna XX sexa, beorpap: Mysuxoaomxu uacruryt CAHY, 2018;
3aaranosuh, C., Efinuuka ugeninupuxayuja a iocaepatinom iogpyujy. Cpiicka 3ajegruya jylouciiourot
Kocosa, ITocebna uspama, k. 89, Beorpap: Ernorpageku uucruryr CAHY, 2018; ITuryauh, B.,
Casgage ce bera ypxsa. Cpiicko napogro crisaparawiiniso Kocosa u Meitioxuje, Auppuhrpap: Auapuhes
uncturyt, 2019; Tlerposuh A. u Kamuesckn, A., Kocoso na kpajy uctiopuje, Hosu Cap: Maruma
cprcka, 2019.

3 Peu je o: Cresany Mokpamiy, Baapumupy P. Bophesuhy, Kocru Manojaosuhy, Munojy
Munojesuhy, oybunm u Aanmim Jankosuh, Muoppary A. Bacumesuhy, sarum Muannu Haujus,
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Bama y Cpbuju 3a cpricky Tpaasunujy Kocosa u Mertoxuje o aeBepecTux ropusa 20.
BeKa A0 AaHac.*

Kmura koja je mpep Hama mpBa je MoHOrpaduja mocseheHa CpIICKOj MYy3HUKOj
Tpapunuju Kocosa 1 MeToxuje HacTaAa Ha OCHOBY TepeHCKUX HCTPaKHBakba ayTOpa
IIOCA€ TOTOBO CEAAMAECET TOAMHA OA ITyOAMKOBAkbA 301PKe 3aIIMca C OBOT IIOAPYY)a,
Muoppara Bacumesuha (Jyiocaosercku mysuuxu goaxrop I — Ilecme koje ce iiesajy na
Kocmeiny. Beorpaa: Ilpocsera, 1950).° IlIraBuime, mpeMa MOAQLMMA O CTAPUjHM 3a-
IHMCHMA U3 OBe KOCOBCKOMETOXH]jCKe ITPeAeOHe IleANHe TI0Ka3yje ce Aa je YIpaBo y
H0]j CPIICKU My3HYKU GOAKAOP AO AAHAC BEOMA MAAO IPOYYaBaH; KIbUTa je Pe3yATaT
IPBOT CHCTEMATCKOT eTHOMY3UKOAOIIKOT TePeHCKOT UCIUTHBaba Tpasuimje Cpba
U3 TOT Kpaja.

Momnorpaduja npeacTaBra IpuMep IIperaepHe HaydHe cuHTese. Ibome cy
o6yxBaheHu cBI peAeBaHTHIU €THOAOIIKH IIOAALIM, HOTHE TPAHCKPHUIILINje CHUMA>EHUX
My3HYKHX TIPUMepPa, MEAOIIOETCKA AHAAM3A U eAAbOpalija MeCTa U YAOTe My3HKe Y
nojeaunuM (Ipe cera o6peAHUM u 0614ajHIM) KoHTeKcTHMA. Haydry excriankanujy
Ipare MOMKMC HCTPaXKeHMX MeCTa ¥ Ka3KBaya, Kao U KapTa caMor TepeHa. Mspame je
oboraheno acoxymeHTapHUM PpoTOrpadujama.

KoHuenmyja MoHOrpaduje caear Hajpelpe3eHTATHBHUje y30pe 3a IIyOAUKaluje
OBe BpCTe, ¢ moraaBsuMa: Ilpegiosop; 1. Yeog; 2. Teoiloauitiuuka u KyAthypHO-UCTHO-
pujcka obeaexcja (yenitipanoi geaa) Kocosa u Meitioxuje; 3. Meitiogoaoiuja nay4mouc-
wpacusaukoi paga; 4. CIUACKO-UHITepipeliailiueHa 0beAexja 80KAAHUX KAHPOBA Y
S. 3aspwna pasmatiparba. AyTopke Kpo3 0Ba IOTAABAA AOCAEAHO M Ha BHIIe HUBOA
CIIPOBOAE OOYXBATHU METOAOAOIIKK HPHCTYIL [IprMereHa MeTOAOAOTHja AUKTHPA-
Ha je crrenuduuHomhy caMor TepeHa, OA MOCEOHOTr 3HAYAja 32 MACHTHTETCKE TeMe
Cp6a, a MoAndHKOBaHA je HAAA3HMA AYTOPKHU y TOKY TEPEHCKOT PaAQ, KOjU CY IOA-
CTHIAAM IpUMeHy oppelernx MeTopa u Texuuka. Ha moderky kimure obpasaoseHe
Cy OKOAHOCTH I10A KOjUMa Cy 00aBseHa HCTPasKUBAbA M AATU CY ITOAALM O GHU3MY-
KO-TeOorpadCKUM CBOjCTBUMA ITOAPYY]ja, FbeTOBUM I'PaHMI[AMA, TIOAPETHMOHUMA U Ha-
cemyMa. Y HACTaBKY, OCBeTAEHE Cy OKOAHOCTH JKMBOTA U orcTajama Cpba y oBoM
Kpajy 0A HajpaHUjUX HCTOPHjCKHX IIOMEHA AO AAHAC, C ITAXKELOM ITOCEOHO yCMepeHOM
Ha temxohe c kojuma cy Cpbu OUAM U OCTAAU CYOUEHU AO CaBpPeMeHOT A0ba.

Papmuan ITerposuh u Aparocaasy Aesuhy, kao u Bupre Tpepyn (Birthe Traerup).

4 Came ayropke MoHOrpaduje uMajy TpupeceToropume (Parkosrh), OAHOCHO, ABAAECETOTOAHIIIIbE
(3axuh) uckycrso y npoyuasamy cpricke (1 ropatcke) Mysuuke Tpasunuje Kocosa n Meroxuje.

S Wnak, mpupehuBauxn 1 M3paBauky MHTEpeC 3a CPIICKY My3nuky Tpapunujy Kocosa u Meroxuje
y AoMahoj HayuHOj CpeAMHM y OKBHPY IIOMEHYTOTI NEPHOAA M3PAXEH je IyOAMKOBareM 3HAYajHHUX
HOBHMX M3’ paHHje HAcTaAMX 36upku: momeHyTe Bacumesuhese sbupke (Hapogre meroguje c
Kocosa u Meitioxuje, npup. 3. M. Bacunesuh, Beorpaa-Kaskesany: Beorpascka kmura — Hora, 2003),
Kao u 30upka Muaoja Munojesrha, HacTasa KpajeM ABapeceTHX M IIOYETKOM TPHUAECeTHX ropuHa 20.
BeKa (MqujeBnh, M. Hapogne iiecme u uipe Kocosa u Metmoxuje, ipup. A. Aesuh, Beorpaa: Kapuh
donpanyja, 2004).
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CAIbA PAHKOBU'R U MUPJAHA BAKU'R
CPIICKO ITEBAYKO HACAEBE IIEHTPAAHOT AEAA KOCOBA M1 METOXUJE

Y HoYeTHUM IOTAABASHUMA 00jalllibeH je BHIIeCAOjHU METOAOAOLIKH IIPUCTYII OA-
pebennm npobaemuma u peromenrma. Ha 0CHOBY cTeueHNX HCKyCTaBa y TOKY TepeH-
CKOT Papa YCAEGAHAO je OIlpeAesere ayTOPKHU Ad CBOjY HMaXKiby ycMepe Ha TPaAULHjy
Cp6a. YcTaHOBHBIIH Ad je Hajbose OYyBAaHA HUXOBA BOKAAHA/TIEBAYKA TPAAHIIL]a,
forara y jour yBeK >KMBUM My3HIKOPOAKAOPHUM XKAHPOBHMA, Ay TOPKe Cy yCIIeAe Ad
AybuHCKH 06papse MHOTe IOjaBe ¥ CHEeNUPUIHOCTH ¥ H0j, Y3 KOMIIAPATHBHE YBHAE
Y CBakU H-eH IOjeAuHayHu acrekT. [locseTnae Cy maxkmy BUAOBUMA ITPOjaBAoUBabA
My3HYKe TPAAHIIMje y CBECTH M MAXHU KA3UBaYa U U3BOhaua: Op HEHOT IPUCYCTBA
nckanyauso y cehamwy (cBupame Ha gygyky, gygy4eiity, kasasy u 6opy3amu, NeBame
y3 I'ycAe, IleBatbe eNCKUX IecaMa d KdileAd ¥ TieBaibe Y3 OKpeTarbe TeIChje), IPeKo
yCaMi»eHUX IIpUMepa JKUBe BOKaAHe ITPaKce Kao MOTBPAE HeKaAAlllhe, CBe A0 BOKaA-
HHX OOAMKA KOjU OIICTajy AAHAC, Y CKAOITY CBaADeHHX obpeaa i 0b6udaja ¢ My3HKOM
(3abeAesxeHNX y OpUTHHAAHOM KOHTEKCTY) 1 KO TI0jeANHE IIPaKce, TPAAHLIOHAAHE
U CTBOPEHe y AyXy TPaAHIidje, M Kao TakBe mprxBaheHe oA ImHMpoke ImybAMKe, Kao
HOBe IOTBPAE CPIICKOT HAeHTHTeTa He caMo Ha KocoBy 1 Meroxuju, Beh n y mupum
oksupuma. [TocebHa maxma mocseheHa je yaeay poMckux Mysudapa y GH3HOHOMHjH
Mysuuke Tpaaunuje Cpoa.

Kpos nonoBmeHa TepeHCKa HCTPaXXMBakha MCTUX AOKAANTETA ayTOPKe Cy IpHU-
MeHHAE TeXHUKe CTPYKTYPHPAHOT K HOAYCTPYKTYPHPAHOT HHTEPBjya 1 pasroBope y
cA060pHNj0j popmu. ITprumerseHa je ,MHTepIIpeTaTHBHA TAPAAUTMA’, KOjOM Ce YAOTa
HCIHTAHUKA Ha TePeHy CXBaTa Kao y BEAHKOj MepU MapTHIMIIATOPCKA Y HACTAHKY
HAy4YHOT A€AQ, CAGACTBEHO IOCTYAATHMA CaBpeMeHe ,pedAeKCHBHe IMapapurMe y
eTHOoMy3uKoAoruju (mpema, Hrp.: T. Pajc / T. Rice, ,Ethnomusicological Theory”,
Yearbook for Traditional Music 42: 100-134).

Y LleHTPaAHOM NOTAABAY KEbUTE, YIOPEAO C AeTaAHHM HOTHHM TPAaHCKPHIIIHU]ja-
Ma, eAAOOpHPaHU Cy PE3YATATH MEAOIIOETCKE AHAAU3E, A IOjEAHHH eAeMEeHTH My31d-
Ke CTPYKType NeBaHuX ¢OpMH TyMadeHH CY y CBETAY XKAaHPOBCKUX NPUIAAHOCTU U
KOHCHTYyallija y KOjUMa Cy 3aCTyIoeHe Y QOAKAOPHO]j IPAKCH, C YKasHBambUMa Ha
IIXOBE 3HAUCHCKe HUBOE Y KYATYPH UHje KOAOBe IIPeACTaBAajy. Ped je o caepehum
rpynama recama ropummer nukayca (6oxuhauM, y3 06peAHO mymatbe, Y3 pojeme
IT4€Ad, AOAOACKUM, KPCTOHOUIKUM, 32 OAGPaHy OA IPaAa U 3a IPeCTaHAK KHUIle),’ K-
BOTHOT LjuKAyca (cBapGeHNM, CBaAGEHIM TYX6aAULIaMa 1 Ty>k6aAHIIaMa 33 YMPAHM)
U, Kao HajopojuujuM, sybasuuM mecMama. Ilocehyjyhu maxmsy cBakom o oBuX
JKAaHPOBA, ayTOPKe I0Be3yjy CasHama U3 AUTepaType M ca CaBpeMeHOT TepPeHa, AO-
Hocehu 3aKkmydKe O MeCTY [0jeAMHHX BPCTA TIeBakba U Y IIHPEM KyATYPHOM H TPAAH-
I1MjCKOM KOHTeKCTY. IToce6HO MeCTo y CTYAHjH MMa XaHp AyOaBHHUX IecaMa, dmje Cy
BapHjaHTe, OA TPAAUIMOHAAHUX AO HOBHJHX, CaTA€AAHe Y CHHXPOHH])CKOj U AHjaxpo-

6 ,TleBame y3 pojeme IT4eAa’, yrAABHOM OACYTHO U3 3aIMCA PAHHMjHUX IIPOYYABAAAIL, 3axBasyjyhu
HOMMHAIIUjH Ay TOPKH YIUCAHO je Ha A¥CTy HeMarepujaAHOT KyATypHOT Hacaeha Cpbuje.
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HHjCKO]j MepCIeKTHBH, KPO3 3aluce PasAMIUTHX HCTPAXKUBAYa, AAH M KPO3 MPU3MY
KOMITaparjyje IpruMepa ¢ TepeHa 1 IIpUMepa duja Cy usBohema 3ap001aa CBoje MecTo
y MeAMjEMa U rorryAapHoj kyarypu Cpbuje.

Ysumajyhu y 063up caBpemeHe acIieKTe SKMBOTA TPAAHIIMOHAAHHX BOKAAHUX 00-
AWKa, ayTOPKe Cy AaAe AOIIPUHOC U Y AOMeHY IpHMeHeHe eTHOMY3UKOAOTHje, U TO
capapmboM ¢ GpoAkAOpHHM aHCaMOAOM ,Benar” us I'pavanuije — Kako y TepeHCKOM
PaAy, Tako U y HPaKTHYHOM Papy ¢ MAaauM IeBaunma. OBU acmeKTH OTBapajy mpo-
CTOp 32 MOryhHOCTH peMHTepIpeTHpama TPAAUIIMOHAAHUX IIeCaMa U 33 HBUXOBO
yKiyderbe y 3BAHUYHI 0OPA3OBHU CHCTEM.

Y 3aBpIIHOM [IOTAABAY Ay TOPKe KOHCTATYjy Ad CPIICKO BOKaAHO Hacaehe oBor pe-
IMOHA OAAMKYje crieludUyYHa IIPTa BUTAAHOCTH; OBAKaB HAAA3 ¥ CKAAAY je ca 3aKmyd-
MM HCTPaXKUBAMKA AOAjeHa CPIICKEe eTHOKOPeOoAorHje, cectapa Jaunkosuh, usmely
ABajy CBETCKHMX PaTOBa, aAH U Ca CaBpeMeHUM HaAasuMa ¢uaosora Barentune I1u-
tyanh. ITocrojanocT Tpapummjcke kyarype Cpba Ha OBOM TepeHy MOApPa3yMeBa I1o-
IITOBamkbe OYyBAaHUX KYATYPHUX, PEAUTHjCKHX, TIOPOAMYHHUX M ASYACKHX BPEAHOCTH,
0 YeMy ayTOpKe IIHIIY: ,y TAKBOM OKPY’Xelby IIeCMa je )HBA U Ma TOCeOHO MecTo y
HACHTHPUKAIINjH AOKAAHE 3ajeAHHUIe CA CPIICKMM €THOCOM M KYATYPHOM OalITHHOM
Kocosa u Meroxuje” (crp. 162).

MHorocTpyku Hay4HH 3Ha4aj OBe KIbUre CACTOjU Ce Y MHOIITBY acleKaTa carae-
AaBama CPIICKe BOKAAHE TPAAMIIHje AQTOT TepeHa y AOKAAHOj CPEAMHH M Ha IIUpeM,
raobasHoM maaHy. MoHorpaduja, Takobhe, ¢ 063UpOM Ha HEAOBOSHO IO3HABAME
CpIICKe BOKaAHe Tpapunmje neHrpasnor Kocosa u Meroxuje Kako op CTpaHe AO-
MahMX CTpydmaKa, TAKO H IOIITOBAAAL, SyOUTENSA U 3BON)AYA TPAAUIIMOHAAHE MY-
3UKe AAHAC, IIPEACTaBs»A APATOLIeHU AOIIPUHOC YIIO3HABAKY C HOM, Y IIHAY HACTaBKa
JKHBOTA HeHHX eAeMeHATa y CaBpeMeHO A00a.

Jeaena Josarnosuh
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Zagreb: Hrvatsko muzikolosko drustvo, 2019.
ISBN 978-953-6090-64-8

Ocnosano 1992. roaune, XpBaTCKO MY3HKOAOIIKO APYIITBO je YHa3aA TPHAeceT
FOAMHA Pa3BUAO U3y3€THO OOraTy OpraHU3AIHOHY U H3AABAYKY AEAATHOCT, [IOCTABIIH
IIeHTPAaAHA CTPYKOBHA MY3HMKOAOIIKA YCTaHOBA y XPBAaTCKOj, KOja OKyILba HaydHe
PaAHHKe, My3HUKe ITHCIje U IIeAArOTe, KA0 U CTPYUrbake CPoAHHX mpoduaa. CaysxbeHa
raacuaa XMA-a cy wacomucu Arti musices u International Review of the Aesthetics and
Sociology of Music. ApymrBo o6jaBsyje HayuHe MOHOTrpadHje, TeMaTCKe 300pHHKe
HAyYHHX PAajOBA HAIIMOHAAHOT M MeljyHapOAHOr 3HAuaja, KATAAOTe My3HIKHUX
36upku y XpBaTCKOj, Ka0 M HOTHA M3Aama. AkTuBHOCTH XMA-a ympasseHe cy u
Ha OpPraHM30Bab€ HAYYHUX M CTPYYHHUX IIpE€AAaBaiba, HAYYHHMX CKYIIOBa U Ha Apyre
BHAOBE MY3HUKOAOIIKOT PaAQ.

MspaBauka aeaarHocT XMA-a OAcAMKaBa TeMendHY OpMjeHTallMjy XpBaTcke
My3MKOAOTHje IIpeMa TeMaMa H3 MCTOpHje XpBarcke Mysuke. Ilopes Husa
MOHOTrpaduja ¥ 300pHHKA KOjH Cy 3HAYAjHO YHAMPEAMAM [TO3HABAIbe HAI[IOHAAHE
My3uuKe bamTuHe, APYIITBO je O0jaBHAO M CeAQM KIbHTA y OKBHUPY KAIIMTAAHOT
npojexra u 6ubanoreke ,Opca povijest glazbe” Ta eamumja mpeacraBsa pocap
Haj3HAYajHHUjU AOIIPUHOC IPEBOAHOj AUTEPATYPH O €BPOIICKOj M CBETCKOj MY3HIIH
y XpBaTckoj, a y3 eaunujy ,Ars musica’ 6eorpascke uspasauke kyhe ,Clio” u y
YUTABOM PETHOHY.'

Croropnmssuna ITpBor cBeTCKOT para 0¥AQ je 0BOA A2 XPBATCKO My3HUKOAOLIKO
ApymTBO ¥ 3ajepannnu ¢ OACjeKOM 3a IIOBHjeCT XpBarcke raasbe 3aBoaa 3a MOBHjeCT
XPBaTCKe KIDKeBHOCTH, KasaAumTa u raaszbe XA3Y u XpBaTcKUM HHCTHTYTOM 32
noBujecT opraHusyje MelyHapopHy HayuHy KoH(epeHuujy. Tpunaecra mo peay
y opranusanuju XMA-a, koHpepeHnuja je oapxana op 24. oo 27. okrobpa 2017.
ropunHe y XpBaTcKOM MHCTUTYTY 3a IOBHjecT y 3arpe0y, 1o HacAoBoM Prvi svjetski
rat (1914.-1918.) i glazba: skladateljske strategije, izvedbene prakse i drustveni utjecaji.

1 Bubanorpadcke nmoparke o Kiburama objaBrennm y 6ubanorernu ,Opdéa povijest glazbe” Bupern Ha:
http://hmd-music.org/category/djelatnosti/izdanja/opca-povijest/
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Buo je To HajBehu My3HKOAOIIKY CHMITO3HjYM Y AOCAAAIIEH0j UCTOPHjU APYIITBA, Ca
JeTpAeceT IecT pedepara.

Kpajem 2019. ropune ApyTso je 06jaBruao 300pHUK papoBa ¢ oBora ckyta. To je
21. HacaoB y okBupy epnnuje XMA-a ,Muzikoloski zbornici”. M3paBame oBe kisure
QUHAHCHjCKH Cy IIOMOIAM MMHHCTapCTBO 3HAHOCTH M ObpasoBama Permybanke
Xpsarcke u 3akaapa XA3Y.

Kmura xoja je mpep Hama mma 776 crpanuna. CauMmaBajy je: IpeAroBop
ypeaHHKa (Ha XPBaTCKOM U €HTAECKOM je3HKy), YeTPAECeT jeAHa HaydHa CTYAM)a,
CIIMCaK ayTopa C adUAHMjalMjaMa, [MOIKC UAYCTPALiNja, HOTHUX IIPHAOTA U Tabeaa,
U Ha Kpajy perucrap mMeHa. PapoBu Cy IIyOAMKOBAHM Ha XPBATCKOM, €HIAGCKOM U
CPIICKOM je3UKy. JeAHa CTyAHja je KoayTopcka.

AyTopu papoBa Cy eMHHEHTHH MY3MKOAO3M, MCTOPHYAPH, TeaTPOAO3H,
YHUBEP3UTETCKH IPOdecopu 1 HayYHH PAAHHIN U3 YeTPHAECT 3eManma. 1o cy, pepoM
nojaBsuBama y 360pHuky, caepehe semme (y sarpasn HaBopumo 6poj ydyecHuka):
Cjeanmene Amepuuke Apxase (4), Xpsarcka (20), Mpcka (2), Beanka Bpuranuja
(1), Cesepna Maxeponwuja (1), ITomcxa (2), Mabapcka (1), Cp6buja (4), Yemka
Pemy6auka (1), Caosennja (1), Byrapcxka (1), Uraanja (1), Kanaaa (1) u Bocra u
Xepuerosuna (1).

300pHUK je KOMIIOHOBAH OA IIeCT LieAnHa. IIpBy op mwux uune Plenarna izlaganja.
Hbux orBapa texct Pudappa Tapyckuna (Richard Taruskin, Bepxan), , Pathos is Banned”.
TapyckuH ycrioH My3HYKOT HEOKAACHIIM3MA CarA€AABa KAO CBOjeBPCHY ITOCACAMITY
ITpsor cBerckor para. On npumehyje aa je ,3abpana” maroca y OCA€paTHOj MY3HULIH
OHAQ HaMETHYTa, AAM He M YHHUBeP3aAHO mpuxBaheHa — HICY je IPUXBATUAH YaK HH
KOMITO3UTOPH KOjHU Ce CMaTPajy MOAGPHHUCTHUMA. AMEPHYKI My3UKOAOT TO AOKYMeHTYje
mpuMeprMa 13 My3uke Yapaca Ajsca, KOMIIO3UTOPA YHje je MMe CHHOHUM 32 HajpaHHjy
MY3HYKY aBaHIapAY.

Kopanka Koc (3arpe6) nmpuaoxuaa je texcr Ha Temy ,Tradicija i novo u hr-
vatskoj glazbi u prvim desetlje¢ima dvadesetog stolje¢a”. O6yxBaTHIM HOrA€AOM
Ha 13a0paHo pa3p00ie ayTOPKA IIPEACTABAA MYSHUKO CTBAPAAAIITBO, HOB IIPHCTYIL
$OAKAODY KOA TIOjEAMHUX XPBATCKUX KOMIIO3UTOPA, BHHIXOB yCIIeX Y HHOCTPAHCTBY,
3aTHM TFOBOPH O HM30CTaHKY IIpaBOBpeMeHOr usBohema MHOrmx Aeaa u Ap. Ha
Kpajy cryauje GOpMyAHCAH je IpeAAor jepaHor Oyayher, ayropousor mpojexra
HCTpaXXHBamba XpBaTcke My3uke y mepuoay IIpsor cseTckor para. Taj npepasor cToju
y Be3U C ay TOPKMHOM YBOAHOM HaItOMeHOM Kako je ITpBu cBeTcku paT nCTpaXUBauKu
3aHeMapeHO pa3pA00me XpBATCKe MysHUKe KyAType. Aeo IPOjeKTOBAHMX 3aAATaKa
CBAKAKO je aIllCOABUPAH 300PHHIKOM O KOjeM je OBAe ped.

Tpehn, mocaeamu mpraor Mely maeHapHuM H3AaramuMa jecre uaaHak XeHpuja
Bajra (Henry White, Aa6aun), ,Tonality, Genre and the Great War: Musical Narra-
tive, and the Impact of Modernism”. OH ce 6aBi 0OAHOCOM TOHAANTETA 1 CUMOHHje
Y eBPOIICKO]j MY3HIH, C 063UpOM Ha paciap ToHaAuTeTa Ha Kpajy XIX u moverkom XX
Beka. Acrrexre Tor Meh)yoproca Bajr je ormipaTno y3 ocaonar Ha n3abpaHe npumepe
u3 kiwkesHe ucropuje (Ilejmc Llojc, Camjyea Bexert, Cysan Crjyapr).
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Apyra 1eanHa 300pHHKA OKYIAA YETHPU CTYAUje MO 33jeAHHYKHM HACAOBOM
Opce teme. Taxo Kpucruna Muakosuh (3arpe6) nparu MopepHU3anHjcke IpOMeHe
Y XpBaTCKOj APYIITBEHO] UCTOpHju 1mocae 1848. ropune, u To y Be3u ¢ peHOMEHOM
CMPTH M CaxpamuBameM. 1payme msaspaHe IIpBHM CBeTCKOM paToM M HHXOB
YTHL]aj Ha [OjeAMHEe My3udape, ¢ obe cTpaHe 6ojuinTa, omucasa je Aunpa Ileju
(Lynda Paine, Kansac Curn). OHa ce 3aycTaBuaa Kop HCKycTBa u cyaGuHe ApTypa
bauca, Opepepuxa Cenrumyca Keanja, Auapea Kamaea, Epaecra Mopana, Ilayaa
Xunpemura, Cecuaa Koyaca, Mopuca PaBeaa, Paada Bona Buamjamca u Apyrux
Mys3Hdapa.

CacBuM Apyraumjy npobaemaruky obpasuaa je Uma Cranosuh (3arpe6). Ona
Ce OKpeHyAa PaHUM CHUMIMMA KAACHYHE My3HKe, HauMibeHUM y EHraeckoj Toxom
Ipsor ceerckor para. [Toce6Hy maXkmy CKpeHyAa je Ha 3HAYaj CTAPUX CHUMAKA Kao
M3BOPA 32 II03HABAE M3BONAYKMX U CTUACKHX [IOTOAOH OHOTa BpeMeHa, Oyayhu aa
TH CHHMIH He PeIIpOAYKYjy YBEeK M y CBeMy HOTHH TeKCT. JeTBpTH paa y oAcexy
Opce teme nornucyje Tpena Jopparocka (Ckomme). OHa IpaTh IPOAOP 3aMaAHUX
yTHIaja y Mysuukoj kyarypu CesepHe MakepOHHje TOKOM 0AAKAQHCKMX PaToBa M
IIpBor cBerckor pata. Tu yTumaju cy caraepaHH y AOMeHy AyXOBHE U IIOIyAapHe
My3HKe, My3HUKOT 00pa3oBaba, IO30PHIIHOT PeIlepToapa, Kao Uy Cepu My3HIKOT
HMHCTPYMEHTapHjyMa.

Tpehnu opcek Kibure cappsKu AeBeT IIPUAOTA [OA 32j€AHIYKUM HacaoBoM Skladbe
i traktati. A\Ba TeKcTa IpHIaAdjy My3HYKOj IoAoHMCTHIM. Tako Pumapa Aaxujea
Toanjanex (Ryszard Daniel Golianek, ITosnam ) npeacTaBsa IPUCYTHOCT M 3HAYEHe
HO&CKHX TeMa y M3a0paHUM AeAHMA eBPOIICKe My3uKe youn i TokoM IIpBor ceTckor
para, kao unocae wera. Joaanta ['ysu-Tlacjak (Jolanta Guzy-Pasiak, Bapmasa) ckpehe
naxmy Ha Olreg o Hauesuma mysuke 6ygyhnociiu Aynomupa Muxaaa Porosckor.
Hauwme, y ay6poBadxom Ap>xaBHOM apxuBy — PoroBcki je 0p 1926. ropmtHe A0 cMpTH,
1954. ropuse, sxuBeo y AyOpOBHHKY — CauyBaH je Taj HeroB CIHC Ha PPAHI[yCKOM
je3HKY, KOji UMa CAMYHOCTH ¢ Bysonujesum Haypitiom 3a HOBY ecitieiliuky my3uke, asu
Porosckor je sannmasa 6yayha Mysrka cAOBeHCKHX HAPOAQ, U TO 6e3 Pycuje.

BeAuk je AMjalla30H OCTAAMX TeMa y OBOM CerMeHTy 30opHuka. Ilerep Boso
(Péter Bozé, Byaummemra) anasusupa Barnepos yruiaj Ha Baprokos 6aser
Apsenu ipuny; Onaun Xamepmak 1 Mapujana [Tuntap (3arpe6) aajy muonupcky,
TeMesHY CTYAHjy o cuMdorumjckoj moemu Coya Ayje Illappanex-Kasuha u meHoj
xpurnakoj penenuuju; Crusen Janr (Stephen Young, Bpuysorep) mpeacrassa
KAABUPCKY Mysuky Ayja Bjepna, oprymamra Kareapase Notre Dame, HacTaAy 3a
BpeMe IIpBor cBeTCKOr paTa, M3pa3oM IPeobpaKeHy MOA CHAKHUM ACjCTBOM HH3a
AMYHHX Tparepmja. Ayropuma ce y tpehem aeay sbopuuka mpuapyxyje Tujama
INonosuh-Maahenosuh (Beorpaa), ¢ TeKCTOM 0 HOCTaATHjH, M TO Ha U3aGpaHUM
IIpUMepHMa BaAllepa y eBpOIICKOj YMETHHYKOj My3HILU HacTaaoj 1910-1912. ropune
(Ae6ucu, Maaep, Puxapa Lltpayc, Pasea, Crpasuncky, Illen6epr). Posuna [Taanh-
-Jeaasuh (3arpe6) ucuypnzo nume o onepu Mapuyon Cpehka Aabunnja, o meHUM
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MY3HUYKOM3PaXKajHIM CPEACTBUMA, PeljelIHjH Y ALCTOBIMA U JaCOITMCHMA, O leHOM
MeCTy y KOHTeKCTy XpBarcke omepe Ha mpeaoMy XIX m XX Beka. OBaj cermeHT
360pHUKA 32KAYIY]y PAAOBH O IOMyAAPHUM kaHpoBuMa. Buanjam Eseper (William
A. Everett, Kansac Curm) pacnipasma o Beankowm pary Ha Bpoasejy, craBrajyhu y
doxyc mysuuxy pesujy Hsnag ceeia Curmynpa Pombepra (1917). Kpuctuna Ayanh
Anppujannh (3arpe6) nuie o nomyaapaoj Mysum y Xpsarckoj npe IIpsor cetckor
para M HAKOH 1era, yTBphyjyhu cmeny aycTpoyrapckor m aMepH¥KoOr yTHIQja,
usHocehy mopaTrke O My3HYKMM >KQaHPOBHMMA, H3BODAYKMM HMEHHMA, MeCTHMA
usBobera u Ap.

Vayha, gerBpTa Temarcka meanHa 360pHuKa Hocu HacaoB Skladatelji i izvodaci n
AOHOCH CEAaM PapOBa.

Jeana oa HajBehux emurpanuja y ucTopuju eBpOIICKe My3HKe CBaKaKo je 6uaa
YellKa, Ca 3HAYAjHUM YTHIAjeM M pe3yATaTMa y OpojHEM cpeanHama. Tomam
Caasunku (Tomas Slavicky, [Ipar) rosopu o demkuM My3U4apuMa Ha JappaHy mpe
IpBor cBeTCKOT paTa, yKasyjyhu Ha BUXOBY M3BODAUKY H EAATOLIKY AEAATHOCT, K40
¥ Ha capaAwy y cdepu upkseHe Mysuxe. Mapyma 3ynanund (/py6mana) obyxsara
AOIIpUHOC IpamKux Buoannncra y Espor u CAA tokom Beauxkor pata, uctudayhu
Aa je oa kpaja XIX Beka, ma Ao 1918. ropnHe BUXOBa yAOra 61Aa Ha IIPBOM MeCTY
MIEAATOIIIKA, A HEKH OA BHX Cy OMAM M OCHHMBAYM HAITMOHAAHHMX BHOAMHCKHX IIKOAQ,
nomyT Baraasa Xymaa y 3arpe6y. ITurame yTriaja pata Ha sKMBOT 1 cTBapame Japaca
B. Crandopaa ucrurasa je Apea Kamunc (Adeéle Cummins, Aanpask), nokasyjyhu
Ad je paT UMao ¥ MO3UTUBHO AjCTBO HA HeTrOB KOMIIO3UTOPCKH PaA.

Cama Majep DobeTko, CIeEIMjaAUCTKHIbA 33 MCTOPHjy XpBAaTCKe My3HUKe
KPUTHKe, HCTOpUOTrpaduje, eCTeTHKe U IepHOAUKE, HCTPXMAA je KPUTHYUKY
PerienIyjy KOMIO3UTOPA 1 BHUXOBHX A€AA M3BEACHNX Ha 3arpebaukum Mcropujcxum
KoHIjepTuMa u3 1916. ropuxe. PaHe cTBapaAsauke ropuHe M pas3Boj Oyrapckor
xommnoauTopa Ilarua Baapureposa, meroso mxosoBame y bepauny, yrunaje mossor
POMaHTH3MA, UMIPECHOHM3MA, PYCKUX MajCTOpa, IPHCYCTBO (pOAKAODA, OIMMCAAA
je Crepanxa leoprujea (Teopruesa, Crapa 3aropa). Aynmja Kouduh (3arpe6)
IIPEACTABHAA je XpBaTcKy mpuMapoHy Museny Iyr-Illtedanan, meHo AeAoBame
y 3arpeby 1 y APyTHM OIepCKHM CpeAHITHMA EBporre, a MOceOHO HeH mparku
neprop (1915-1918). Hajsas, 3penka Kanko-@opernh (3arpe6) opabpasa je
AMYHOCT PYCKOT aBaHrapaucre Aprypa Aypjea, y HajpaHHjoj MAAAOCTH, IIpe
IITen6epra, OKpeHYTOT ABAaHAECTTOHCKMM HH30BHMA, 2 OHAA U ADYTHM PaAUKAAHMM
KOMIIO3MIIMOHUM TeXHHKaMa. AyTOpKa je 06paariaa u AypjeoB AOIPHHOC Gy TypHU3MY,
Pelieujy BeroBHX AeAA U AD.

Ilecra neanna 36opuuka nmocsehena je temu Glazba i politika 1 uma cepam
CTyAHja.

Usano Kapaaunu (Ivano Cavallini, [Tarepmo) onpeaearo ce 3a ananoct Yesapea
Kapasasosa (1893-1937), AUpHreHTa 1 My3W4KOT eTHOTpada, H HeroBy 30UpKy
Ilecme u3 pososa: ipuroi paturom posxsopy (1930). KaBasunuja 3anpaso 3aHuMa
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ynorpeba MysuKe U Ioesuje y HACOAOIIKE, ¥ AOTUYHOM CAYYajy HAIJHOHAAMCTHYKE
cBpxe, 6yayhu aa cy Ilecme u3s pososa uMase 3apaTak AQ OXpabpe BOjHUKE H AA [10jauajy
ocehare jeAnHCcTBa Hanyje.

Mysuka je 6rAa U apryMeHT U ¥ APKaBHO-IIOAUTHYKUM IpeBupamumMa. Ilerpa
Babuh (3arpe6) ncnuraaa je yrory mysuke y npucajesuseiy Mehumypja Xpsarckoj
nocae IIpsor cBerckor pata. Hamme, jeAHOj 0p KOMMCHja 32 MUTama APXKaBHUX
rpanuia 6uaa je mpesentosana 36upka Bunka YXKranena (Hrvatske pucke popijevke iz
Medimurja, 1916) u 6pomypa Msana H. Hosaka (Istina 0 Medimurju, 1907), xoje cy
AOKYMeHTOBaAe XpBarcKu KapakTep Mehumypja. AyTopka sakayuyje Aa je moryhuo
Aa je JKranueBa 30upKa opAUrpasa oAroBapajyhy yaory y HaBepeHnm porahajuma.

Y oBoM cermenTy 360pHuKa TeMe ¢y u Jepmeru u Cp6u. Tako Majka Typabujan
(Michael Turabian, MoHTpeaA) roBOpH O CAaBHOM jepMEHCKOM eTHorpady u
xomnosuropy Kommracy Baprabeay (1869-1935), Tymauehu merosy mysuxy,
OKPEHYTY 3alapKmauKMM CTHAOBUMA, KaO CBOjEBPCHY MHOAUTHYKY PpeaKIujy y
OKOAHOCTHMA HeTaTUBHHMX jePMEHCKHX HCKYCTaBa Ca HICTOYHUM CYCEAUMa.

IInonupcko ucrpaxusame burane Mmuaanosuh (BeorpaA) AOHEAO je HeImo3HaTe
TIOAAQTKE M Ha IbMMa 3aCHOBaHa TyMad€kha O My3HIIH, My3HWYapyrMa U IIO30PHUITHOM
perepToapy y CpPICKMM 3apO0seHHYKHM AOrOpuMa y AyCTPOYrapckoj 3a Bpeme
IIpsor cBerckor para (Amax, Boaaoracom, I'peAur). Mapujana Ayjosuh (Beorpaa,)
MIPHKa3aAa j€ AEAATHOCT CPICKHMX My3Mdapa y BOJHMUM IO30PHMIITUMA M BOJHUM
6oanurama Ha dpponrosuma y [Ipsom cserckom pary (mpocrop cesepre AdpHke u
peruje CoayHckor GppoHTa).

ABoje ayTopa u3 3arpeba mumiry o cBOMe IDaAy 3a BpeMe paTa M M3a Hera.
Mapxko BykuueBuh rosopum o My3uiu Ha 3arpebadkuM OTBOPEHHM IIPOCTOPHMA
Ka0 CPeACTBY IPOIaraHAe TOKOM para (BojHa My3HKa, rocryjyhu aHcamMban BojHEX
pernmentn), pook Vsana Illy6uh Kopauesuh mpeactasma porabaje us mehyparne
ucropuje 3arpebauxor noacasesa Casesa mysuyapa Kpasesune CXC / Jyrocaasuje,
IHXOBE CACTAHKe, CTATYC YAAHOBA M IIPobAEMe C KOjHMA Cy Ce OHAAIIBU My3HYapH
CyOYaBaAH.

Hajsap, 3aBpmna rieanna 36opuuka Hocu HacaoB Gradovi i institucije, a caunmasa
je jeaanaect cryauja. OHe cy mocsehene 3arpe6y, Capajesy, Hosom Capy u Criauty.

Bjepa Karaanmnh (3arpe6) ucrpaxuaa je rocroBamba MHOCTPAHHX COAHCTA,
KOMITO3UTOpa M aHcambaaa y 3arpeby Tokom mpBux ABejy Aenjenuja XX croaeha,
U3HEBIIU AOCAA HEIO3HATEe IIOAATKE M OCTBAPUBIIM IIOTIYHH)Y CAUKY OHAQAIIHET
My3HYKOT JKHBOTA, Ca 3aKAYYIMA O BHIIECTPYKOM 3HAYajy THUX FOCTOBama. Y
cBome nperHantHOM papy Cranmcaas Tykcap (3arpe6) cunteTck je mpeacTaBro
XpBaTCKy MY3HYKy KyATypy TOKoM IIpBor cBerckor para, ¢ Ipe3eHTOBAaHUM
YBHAMMA O PaAH]jy, My3UIKOM 06pa30BaH>y, 3BYYHHMM CHUMIIMMA, My3H9IKOj KDUTHUIIH,
MY3HYKOM IIO30PHINTY U BeTOBOM PeIepToapy (ca 3Ha4ajHNM yIAUBOM OIlepeTe Kao
M3Pa30M CBOjeBPCHOT €CKAIM3MA y PATHAM IIPUAMKAMA), KOHLIEPTHMA YMETHIIKE U
TIOITYyAApHE MY3HKE M AD.
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3arpeby je mocsehero jomr mer mcTpaxkuBadukux mpuaora. Bujosera Xepman
Kaypuh (3arpe6) mume o A06pOTBOPHUM KOHL}EPTHMA TOKOM pata (pemeproap,
OpTraHM3aTOpPU KOHI|ePaTa, COAUCTH M aHCaMbAHM), Harasehu Aa je My3uWdKH XHUBOT
3arpeba 6mo 3HauajHO MOOOMIIAH TOKOM paTa. XPBaTCKH IAA30eHU 3aBOA 3a
BpeMe para, merosa [aazbeHa mKoAa Koja je Tapa IIPeTBOpPeHa Y KOH3ePBATOPHjyM,
KOHIIEPTH 1 BUXOB perieproap, 6uau cy rema Hape Besuh (3arpe6).

Anronuja Boruep-IIla6an (3arpe6) npucrymuaa je cTyaAuparby ONepCKUX pexuja
Use Panha — Hoseae 0g Citianya Boxuaapa Iupoae (1913) u Buaunof sesa Tlerpa
Komwosuha (1917). Cnenuduuny onruxy opabpao je Tomucaas Byxwuh (3arpe6).
OH je moBykao mapaseae usmely Mcropujckor cuM$pOHUjCKOr KOHI[EPTA MAAAUX
XPBAaTCKUX KOMIIO3UTOpa U3 1916. roprHe U ABajy KOHIlepaTa OAPXKAHUX CTOTHHY
FOAMHA AOLIHH]je — KOHIjepTa aHcam0Aa ,Cantus’, oA camux usBolyada Hasaxor Drugi
povijesni koncert, nxoxuepra ,HoBa MaapaxpBarckaraasba” CumpoHumjcKor oprecTpa
XPT-a. Iojasa 11e3a y 3arpeby TokoM ABapeceTux roaura XX croaeha saokymuaa je
naxiy Aspa Gomxa (3arpe6), koju je ykazao na amanoct Ora Po36poja kao npsor
11e3 Mysm4apa y 3arpe0y.

Konneprau sxusor CrianTa 1 OKOAHHE yOUH pacrasd AyCTpoyrapcke HCTPaXKUA
je 3apaBKa Jeaacka Mapwujan (3arpe6). Pesedna canka mysuaxor xusota Craura
1914-1918. ropuse octsapeHa je y papy Msane Tomuh ®epuh (Craut), ca ay6oxum
3aXBaTOM y H3BOpE, AMYHOCTH KOMIIO3UTOpPA U u3Bol)ada, KOHIlEPTe, IO30PHUIITE H
ApyTe yCTaHOBE My3HYKOT KHBOTA.

Aana Tlahyka (CapajeBo) ucTpaxuaa je Mysuuku xuBoT Capajesa y paTHUM
OKOAHOCTHMA, CATA€AABajyhi leroBy BEAHKY OCEKY KaO AMPEKTHY IIOCACAULY para.
Mapujana Koxanosnh Mapkosuh (Hosu Cap) nmpeacraBuaa je HCTOpHjy My3uuke
rpaHe CpIICKOT HAPOAHOT IO30PHIINTA M AOMHHALIM)jY OllepeTe Ha TOj CLieHH YOUH
ITpBor cBerckor pata.

kkxk

Mehynapoanu Ttemarcku 36opuuk Prvi svjetski rat (1914.-1918.) i glaz-
ba: skladateljske strategije, izvedbene prakse i drustveni utjecaji, mpeacTaBda AOCaA
HAjBOAYMHHO3HHUje H3AAme y OKBUpY cepuje ,Muzikoloski zbornici” Xpsarckor
My3HKOAOIIKOT APYILITBA, U jeAHO OA HajoncexxHujux u3pamba XMA-a yormure. Mamelyy
KOPHIIa OBe KIbHre HAIIAU Cy Ce PAAOBU AyTOPKH M ayTopa U3 XPBATCKe, PErloHa,
Espome u CAA. 3acHOBaHM Ha (yHAAMEHTAAHUM, apPXUBCKUM U OHOAHOTEYKHM
HCTPaXKUBAIBKIMA, KA0 M HA [IPOYYaBAbKUMA HaydHE AMTEPAType LIUPOKOT CIEKTPa,
TU Cy PAAOBHU IIPY>KHAU OATOBOPE HAa MHOIITBO IIUTaEa KOja ce OAHOCE Ha 6pojHe
KOMIIO3HTOpE M HHXOBA OCTBApeHa, HA PEIPOAYKTUBHE YMETHHKE, My3HUKe
CTHAOBE, KAHPOBE U BPCTE, My3HYKe U APYIe YCTAHOBE, PElepToap, IOAUTHYKE K
HAEOAOLIKE ACIIEKTe, AAU U HU3 APYIMX IHTama U npobaema. CasHajHa BPEAHOCT
OBe KibHre HMIIPECUBHA je 1 OHa he 3aT0 GMTH AparoleHa, MHCIIMPATUBHA AEKTUPA
CTpyUbaLiUMa U3 HCTOPUjCKHUX M KYATYPHOUCTOPH)CKUX AMCLIUIIAMHA.
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BeAuko mpusHame 3a OBaj IIOAYXBaT Tpeba OAATH M3AABady, a II0CeOHO
ypeanunuma, akapemuxy CranucaaBy Tykcapy u oAp Monuxu Jypuh Jamuk, xoju
Cy Y KPaTKOM IIEPUOAY Ha Y30paH HAUMH MPUPEAHAH 3a IITAMITY OBaKO OOMMAH M
saxTeBaH MaTepujaa. 360pHuK Prvi svjetski rat (1914.~1918.) i glazba poaasu y pea,
KaITUTaAHHX OCTBapema CaBpeMeHe My3HUKOAOTHje.

Anexcangap Bacuh
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ANTUTAAHA TEXHOAOTI'MJA'Y CPIICKQO]
YMETHHWYKOJ] MY3ULIN

Hosu Cap, Maruna cpricka, 2020.
ISBN 978-86-7946-332-6

Mouorpapuja Mysukosora Mmaana MuaojkoBuha mop HasusoM Auiuitiaima
texXHOAOIUjA Y CPUCKO] YMEMUHUMKO] MY3ULlL TIPEACTABSA TIAOA FHETOBOT Papa Kako y
AOMEHY HayKe O My3HIjH, TAKO U y 06AACTH pUMereHe My3UKoAoTHje (IpeBacXoAHO
y yaosu ypeannka y Mysuukoj peaaxumju Tpeher mporpama Papuo Beorpapa),
Ka0 M Ooraror u3Bohaukor M CTBAPAAAUKOr HMCKYCTBA ¥ Ccdepu UMIIPOBU3OBAHE,
eKCIIepUMeHTaAHe U padyHapcKe Mysuke. MHAOjkOBHN je jeAMHH My3HKOAOT Y
Cpb6uju KojH je, yIOPeAO ca CPeAOM My3HUKOM HIKOAOM (MHCTPYMEHTaAHH OACEK
~ IMTapa) 3aBPIIMO M TeXHMYKY IIKOAY (CMep 3a eAeKTpOTEeXHMYapa padyHapa), Te
Ce MPAKTUYHO OA IIKOACKUX AAHA GaBU KOHCTPYKIjOM U IIOIPABKOM AHAAOTHUX H
AUTUTaAHVX ypehaja 3a Ipou3BoAly, CHUMAbe 1 PEIIPOAYKIIHjy 3ByKa. 3allOCAEH je
Kao AOIIeHT Ha AKapeMuju yMmeTHOCTH YHHBep3uTera y HoBom Capy. ITopep uspape
AWTHUTAAHUX M QaHAAOTHUX CHCTeMa 32 KPeaTHBHO KOHTPOAHCAHY IIPOU3BOAKSY 3BYKa,
merosa borara mpodecronasHa 6uorpaduja oOyxBaTa M Capaalby ¢ aHCaMOAMMa
Housay, Peciipuxyuje n Ex You, ¢ xojuma je 00jaBUO HEKOAMKO aAbyMa, Kao H
KOHIJepTHe HACTyIle U IeppOopMaHCe C APYTHM H3BODauMMa Ha eAeKTPOHCKUM
ypebajuma. Muaojkosuh je 2017. roaure ¢ TUMOM CapaAHHKA OCBOJHO IIPBO MECTO Ha
hackaton-y y oxsupy xoundepenmuje Descon 2017, kpenpameM CHCTeMa 32 OeXXUIHH
IPEHOC CBETAOCHMX U 3BYYHHX HHPOpMAaNuja y3 data processing y peaAHOM BpeMeHy
3a 48 caru. Huje nperepano pehu aa je Muaojkouh 610 HA€aAHO IPeAUCIIOHUPAH H
KOMIIETEHTAH Ad Ce IPUXBATH IIHCakha HCTOPHUjaTa AUTHTAAHE TeXHOAOTHje Y CPIICKO]
MYy3HIH, HapoBedyjyhu ce Ha muonmpcke papose Baapama Paposamosuha (pob.
1932), Cphana Xopmana (1944-2021), Becue Muxuh (1967-2019) u apyrux, e
Haporpabyjyhu suxose yBuae HoBuM casHamuma. Hanme, pasmarparba oBux ayTopa
IPHIMapHO Cy Be3aHa 3a IIHpe 00AACTH eAeKTPOAKYCTHIKE My3HKe H TeXHOKYATYPE,
AOK ce Muaojkosuh crrenu$uano GoKycHpa Ha ICTOPHjaT OAHOCA H3Melyy padyHapa
U My3HKe Y Hallloj 3eM/oH, TAPAAEAHO Ca CPOAHHM TeHACHIIHjaMa ¥ CBETY.
Mouorpaduja o6uma 363 crpane mpoucrekaa je us Musojkosuhese AoKTOpCKe
aucepranuje Digitalna tehnologija u srpskom umetnickom muzickom stvaralastvu
(1972-2010), pahene nop mMentopcrsom nipod. Ap Becne Muxuh u opbpamene Ha
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®dakyATeTy My3HUKe yMETHOCTH YHHBep3HUTeTa yMeTHOCTH Y Beorpaay 2018. ropuse.'
Bepsuja npupehena 3a mramiry yraaBHOM IIPATH CTPYKTYPY AMCepTaIjije, C THM IITO
je peaocAe M3Aarama ACAUMIYHO MOAM(PHKOBAH, a [TOjeAMHA IIOTAAB&SA CY AOITYHheHa.
Mowuorpaduja ce cactoju us vetnpu Behe neante: npsu, ysoauu aeo (crp. 13-33),
nocseheH je MOCTaBIIM OCHOBHHX XHITOTe3d, KAO M AHAAMTHYKO-METOAOAOIIKHM
pasmarpamuMa. CAeAM OIICEXHO pasMarpame HCTOPHjCKO-TEOPUjCKHX ITHTarba
BE3aHHX 32 AeQUHMCambe 1 AUjAXPOHMjCKH Pa3BOj eAeKTPOAKYCTHYKe M PadyHapCKe
My3HKe Yy IIMpeM eBPOIICKOM KOHTEKCTY, Y3 IApPAAEAHO pasMaTpame CUTYaluje y
Kpasesunu Jyrocaasuju, opocHo COP Jyrocaasuju, y paspobmy op 3aBplreTka
IlpBor cBeTckor para a0 kpaja 20. Beka. Tpehu cerment MoHorpaduje mocsehen
je mpobAeMy amocTpOPUPAHOM y HACAOBY, AHUIMTAAHO] TEXHOAOTHMjH y CPIICKO]
YMETHHYKO] MY3HIH, Y3 AeTasHO pasMaTpame AEAATHOCTH Haj3HadajHUjUX
IPOTarOHKCTA OBe BPCTe YMETHUYKOT CTBAPAAAIITBA, KA0 1 TeXHOAOIMIKHIX IIPOAOPA
Koju cy omoryhuau meH pasBoj y Hamoj cpepuHH. IToCA€AIH CerMEHT KibHre
obyxBaTa 3aKmAy4YHA pa3MaTparkd, 3aTUM CAXETAK HA EHIAGCKOM je3HKY, CIIMCAK
LIUTHUpPaHe AUTEPATyPe, TOjMOBHHK Haj3HAYAjHHjHX TEPMUHA U3 00AACTH payyHapCTBa
M AKyCTHKe, Ka0 ¥ UMEHCKHU perrcrap. MuAojkoBrheB CTHA IHCama je , MHKEeHePCKU
IpeIK3aH, je3TPOBHUT, BPAO MHPOPMATHBAH U y BEAUKO] MepH AepUHNCAH HeroBUM
U3Y3eTHUM MTO3HABAKEM TeXHOAOTHje 1 HelIOCPEAHUM MPaKTUYHUM HCKYCTBOM.
MunojkoBuheBe moAasHe MPETIOCTABKE OAHOCE Ce Ha HEOITXOAHOCT HCTOPHjCKOT
CaraeAaBamba pa3Boja AUTHTAAHE TEXHOAOTHje U HeHe YAOTe Y My3HIIH, KOja je TOKOM
Beher aeaa 20. Beka eKCITOHEHIJHjAAHO PACAl, Ad OH AAHAC OFAA HEOIIXOAQH YMHHAAILL
CTBapama, M3BODema, CHHUMamka U DENpOAyKIIHje caBpeMeHe MysuKe. AyTop ce
$okycrpa Ha YMETHUYKY MY3HUKY, Y3 CHMYATAaHO pa3MaTpake TeXHOAOTHje KOjoM je
OCTBapeHa 1 lbeHOT eCTETCKOT edeKTa, yCITy T ucIpaBHo npumMehyjyhu pa mpoyuasarme
HOITyAApHE MY3HKe ,3aXTeBa 3HAYAjHO APYTauMju IPUCTYII, C 0O3UPOM Ha TO A je
II0BE3aHO Ca HHAYCTPHjoM 3a0aBe, Te Cy y meMy yrnorpeba ypehaja 1 ogexusarma op
TEXHOAOTH]je Y AMPEKTHO] CIIPE3H Ca 3aKOHMTOCTHMA TPIKHUIITA IOIyAApHe KYAType”
(ctp. 15). Yenocrasmajyhu Teopujcke KOOpAMHATE CBOT HCTPAsKUBakha, ayTOP YBOAU
MIOjMOBE TIOIY T PAuyHAPCKE MY3UKE, MYSUMKOL UHICEEPUHIA, PAYHAPCKE MYSUKOAOIUE,
guiuiiasnux ypohenuxa utp. Ilpemaa je xopmmherme AUTHTaAHE TEXHOAOTHje Y
CPIICKOj MYSHIJM IIPUCYTHO TeK OA Ire3pecetux ropuHa 20. Bexa, Mwuaojkosuh
3aloyMmbe CBOje MCTOPUIMCTHYKO pasMaTpame C HeITO paHMje OTHUCHE Tauke,
omucyjyhu ymeTHITUKe TeHAEHIIMje KOje CY aHTULUINPAAE [I0jaBy 1 pa3BOj AUTHTAAHE
TEXHOAOTHje Y HaC, Ka0 M KOMIIO3UTOpe — ,IIHOHHPE” KOjH Cy TPAraA 3a HOBUM
3BYKOM M C €HTY3Mja3MOM IPHXBATaAU TEXHOAOIIKe MHOBaIMje. Y MMOTAeAy MeTOAd
aHaAM3e payyHapCKe MY3HKe, ayTOP C IPaBOM CTaBsa CAYUidte Ha TIPBO MECTO.

1 Kowmmaeran TekcT Aucepranyje, kao u V3Bemrraj KoMucuje 3a oLjeHy i OAOpaHy AOCTYIIHHU Cy 3a
HpeysuMame U3 ANTHTAAHOT PENO3HTOpUjyMa YHHBEp3UTETa yMeTHOCTH y Beorpaay: http://eteze.
arts.bg.ac.rs/handle/123456789/334 (npucrymmeno 28. anmpraa 2022. roauHe).


http://eteze.arts.bg.ac.rs/handle/123456789/334
http://eteze.arts.bg.ac.rs/handle/123456789/334
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MunojkoBuh 3amounme pacHpaBy TEXHOAOUIKO-€CTETHYKHUX KOOPAHHATA H
IIHper My3U4YKOT KOHTEKCTa eAeKTPOaKyCTHYKe U IOTOHe padyHapcKe MYy3uKe
(uameby kojux ycrocTaBya HeMOOGUTAH KOHTHHYUTET) BHUXOBUM MO3HLMOHUPAbeM
Yy OKBHPY MeTraKkyATypa MOAEPHH3MA M IIOCTMOAEPHH3MA, Te€ HCTHUIIAEKeM pPaHHX
mpereya eAeKTPOAKYCTHMUKe MYy3HKe, Koje IpoHasasu Mel)y mpeacraBHHI[MA
HEOKAACHIIM3Ma 1 aBaHrapae. Pasmarpajyhu mojaBy MopepHH3Ma y CPIICKOj My3HIH,
aytop uspBaja Jocuma CAaBeHCKOT Ka0 KOMIIO3UTOPA KOjH je OHO ,HajpaAuKaAHHjH
Yy PAacKHAy ca pOMAaHTHYAPCKUM HacaeheM’, jep ce y HeEroBUM A€AMMAa MOTY
CycpecTH ,IIOAUTOHAAHOCT, CKAOHOCT KA PeAyKIMjH MaTepHjard, HaroBeIlTaju
KOHCTPYKTHBHCTHYKE M CepHjaAHe TeXHMKe, MCTOPUIMCTHYKE HHTepIpeTalnuje,
MHMKPOTOHAAHOCT, ADOH, IpONIMpeHe TeXHHKe, CIeKTPAAMCTHYKe TeHAeHIHje,
MHTepecoBambe 32 GAMCKU U AAAeKU GOAKAOD K20 H OCTBapema rnomyT Xaoca (1918
32) u, moce6no, Mysuxke y iipupogrom imonckom cucitiemy (1937) 3a xoja ce Moxe
pehu Aa cy 6amxa crBapasamTBy 60-MX ropAnHA HEro 6MAO K0joj CTPYjU eBpOICKe
mehyparne mysuxe” (cTp. 47).

MunojkoBuh  mapareAHO pasMaTpa TeXHOAONIKe HHOBAIMje Be3aHe 3a
MOAEpHM3aLiHjy eBpPOICKUX ApymTaBa y 20. Beky, yKnydyjyhu ycmocTaBmarbe
eAekTpuyHe HHpacTpykrype u cBe Behe kopmmtheme eaekTpuunux ypebaja,
LITO je AOBEAO U A0 moBehaHOr MHTepecoBama My3Hyapa 3a BUX. ABe CYIITHHCKe
HHOBanuje y IpBoj noroBuHu 20. Beka 6uAe Cy pasBoj paprja U MPOHAAA3AK IIPBUX
€AeKTPOHCKHX HMHCTPYyMEHAaTa, Kao M ypeljaja 3a CHUMame U PempOAYKIHjy 3ByKa.
AyTOp pasrpaHndaBa ABa ITpaBlia Y PasBojy eAeKTPOaKyCTHYKe My3HKe, YCAOBAoeHa
MOAYCOM IpOou3BOAIbe ypehaja y3 momoh Kojer je HeKO AeAO peaAn3oBaHo, yBoaehu
TepMUHe anaA0iHu mogeprusam (KOju ce OAHOCH Ha A€Ad OCTBAPEHA PAHOM AHAAOTHOM
eAEKTPOHCKOM ONPEMOM U KaCHUjUM MOAYAAQPHUM CHHTETH3epUMA) U JUiuiaiHu
mogeprusam (KOjU ce OAHOCH Ha MOAGPHUCTHYKE eAeKTPOAKyCTHIKe KOMIIO3UILIje
peaamsoBaHe y3 nomoh MejHpejM pauyHapa); usmel)y OBUX ABajy TAQBHHUX
BPCTa Haaase ce XMOPUAHH cucTemu 6e3 padyHapa (cexseHuepu). Muaojkosuh
palryAamyje aHAAOTHHM MOAEPHHU3AM HA KOHKPEUiHY MY3UKy M 4UCULY eAeKPOHCKY
my3suxy. Caean AoepHHHCATbE TTOjMA pAuyHAPCKe MY3UKe, TAE AYTOP yKa3yje Ha TO Ad ce
OHa MO’e jaBUTHU Yy OKBHPY MOAEPHH3MA, KA0 II0CeOHA My3HUKa BPCTA HAH XKAHD, AAH
Aa TIpaBU MPOIBAT AOKHBAABA Y €TIOXH TOCTMOAEPHHU3MA, TIPH 4eMy Ce UCTU TePMUH
Capa ,,OAHOCH Ha MY3HKY peaAH30BaHy y3 Iomoh padyHapa, aAu 6e3 yCAOBAEHOCTH
usMelyy Te unmeHuIe M Kpajibe 3BYYHOCTH AeAd. Y 00a ITepHOAQA, TOPEA IIPOU3BOAE
HOTHOT 3aIlCa U CHHTe3e 3ByKAa, padyHapcKka MysHKa je mpe cBera oppebhena
HAYMHUMA Ha KOje padyHap CyAeAyje Y caMOM IIpOIieCy CTBapama AEAd, OAHOCHO,
nponecy komnoHoBama” (cTp. 91). Ykasyjyhu Ha pasauunTe npucTyne TeopeTHIapa
AedUHUCAY pauyyHAPCKe My3uKe y MOAepHH3MY, MuaojkoBuh aorasu A0 mojma
MY3UHKOT UHICEHEPUHIA — ,HAPOYUTOT HHTEPAUCIHIAMHAPHOT Iona nocBeheHor
IIPBEHCTBEHO CTBapamy Mysuke Ha Mejuppejmy” (crp. 99). Kako ayrop aane
IIOKa3yje, AOK je KOMIIOHOBarbe My3HKe y3 moMoh MejHPpejM padyHapa y pasaobsy



286

MY3UKOAOTHJA / MUSICOLOGY 32 - 2022

MOAEPHH3MA OMAO BeOMA 3aXTE€BHO U HEM3BECHO, ,PAYyHAPCKA PEBOAYIIHja” C TOYeTKa
ocampeceTux TopuHa 20. Beka, Koja je KOMHIIMAMpPAAa Ca CMEHOM YMeTHUYKHX
MeTaKyATYPa, AOBEAA je AO TOTa AA CY Y IIOCTMOAEPHO A0Oa FOTOBO CBe chepe myacke
AeaatHOCTH (yKay4ayjyhu n MysuKy) ocaomeHe Ha padyHape. Kao kaydHy uHOBaLmjy
Mruaojkosuh 0BAe HABOAM KOpUCHUHKU COpiliéep: HANME, AOK je IIpe IojaBe KyhHux
pavyHapa u rpaguukor HHTepdejca KOMIIO3UTOP MOPAO Ad YUeCTBYje Y CacTaBsaby
COTICTBEHOT KOMIIjYTepCKOT MPOrpaMa, y pasp00sy IIOCTMOAEPHE ,0BaKaB IPUCTYIL
BHILle HUje OHO HeomxOAaH, Oyayhu Aa je 3a paa Ha padyHapy 6uao moTpebHO CBe
Mambe 3Hakba O CAMOM HAUMHY PaAd PAdyHapa, a CBe BHUIIE O IOTEHIINjaAHOj yoTpeou
anaukanuje” (crp. 111). Ha 0Bo ce HapOBe3yje aHaAM32 KOPUCHUUKMX UHTepdejca, Te
aHAAM32 3aIIHCA MY3UKe Y AUTHTAAHOM $opMaTy, Ipu demy Muaojkosuh moexrrpa oa
je »dOopMaT BUPTyeAHH IPOCTOP IIOCPeAOBaba H3Mel)y papa KOPHCHUKA M MAIIHHE,
IITO Ia HABOAM Ha TO A My3HYKU MHXXEHePUHI AAHAC CarA€AABa Kao IAATPOpMY ,Ha
K0jOj Cy ce TOKOM Pa3BOjHHX eTara AepUHMCAAU U Pa3BHjaAU CTIeNMPHIHO MY3UYKH
dopmarn” (ctp. 123).

Y cKAapy ¢ OAQOpaHHMM HCTOPUIMCTHYKMM MeTOAOM MruaojkoBuh 3sace6HO
pasMarpa pasBoj padyHapcKe My3HKe y CBeTy, II0YeB OA PaHMX eKCIepHMeHaTa C
padyHapuMa HeIOCPEeAHO Ipep H3bHjarme APyror cBeTCKOT para, IPeKO H3a30BHOT
paAa ¢ MejHPpejM padyHapHMa, AO €TAOAMpAma PA3AMYMTHX THUIIOBA GUiLidAHOT
mogeprusma y paposuma JKan-Kaopa Pucea, Tor¢pupa Muxaesa Kenura, bepuja
Tpyekca, Makca Mertjysa u aApyrux. Pasauuute CTpyje y OKBHUPY AMUTHUTAAHOT
MOAepHH3Ma obyxBaTuae cy, u3Meh)y ocrasor, kpeupame XHOPHAHHMX CHCTeMa C
pauyHapom, 3atuM FM cunTese Ha MejHPpejMy, Kao U MUcame HOBUX IPOrPaMCKUX
je3HKa KOJjH Cy YjeAHO HMMAaAM YAOTY HMHAMBUAYAAHMX IIO€THKA, jep HX je CBaKH
KOMIIO3UTOP-IIPOrpaMep KPeHpao y CKAAAY Ca COTICTBEHUM 3HAMIMA 1 HOTpebama.

ITojaBa Mukpomporiecopa U KyhHHMX padyHapa IIPeACTaBAAAA je HUCTUHCKY
PEBOAYIIH]y, A IOCTOjarbe BEAUKOT Opoja MAAMX POM3BOlada, Kao U eHTy3HjacTa U
He3aBUCHHUX IPAAUTENA MUKPOPAdyHApa, oMoryhuao je, kako ykasyje Muaojkosuh,
»Ad Ce CTBOPH UHTaBa 8-OUT KYyATYypa KOja je AOMHHHMPAAd OCAMAECETHM IOAMHAMA,
a 0CTaAa IPUCYTHA AO AQHAC, OAAXKYhH MacoBHy ymoTpeby 16-6utHux ypebaja
3a roToBO umMTaBy Aenlennjy” (cTp. 171). HoBa BakHa eTama y 0BOj eBOAyLjH
6uaa je mojasa nepconasnux padynapa (PC) u BHXOBO MOCTeNeHO MCTHCKUBAbe
8-6urHux xyhHux pauynapa, kao u Hacranaxk MIDI nporokoaa koju je omoryhuo
npeHoc uHGOpMaIKja 0 BUCHHH, TPajaky, MHTEH3UTETY U APYTHUM OAAMKAMa 3ByKa.
ITocebno moraasne aytop nocsehyje pasmarpamwy IRCAM-a kao IieHTpa My3HYKOT
HHXEHhePUHTIa, KOjU je CBOjUM CIIeIMjaAu30BaHO-UHAMBHAYAAU30BAaHUM IIPUCTYIIOM
KOHTPACTHPAo Tapa mpeoBaalyyjyhoj MacoBHOj MpOUSBOABU M YHHPOPMHUBALHM)H
MY3HYKOT XapABepa 1 codpTBepa.

HaxoH kpenpama uBpcTe TeopHjcke maarGopMe Ha OCHOBY pahema ecTeTCKHX
U TEXHOAOIIKHX IIPOMEHA TOKOM HEKOAHKO AelleHHja pa3Boja yroTpebe pauyHapa y
Mysury, Muaojkosuh nprcTyna aHAAM3H UMIIAEMEHTAIIHje AUTHTAAHE TEXHOAOTHje
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Y CPIICKOj yMeTHMYKOj My3uliu. Iberos nmpsu kopak y ToM cMepy je Imperaea paspoja
npousBopte pauyHapa y Cpbuju, 3a KOjUM CAEAM IIPErAeA HAIHCa O PAIyHAPCKOj
MYySHIL[ Y CPICKUM CIIeIMjaAM30BaHMM 4YacCOIMCHMA, a IIOTOM U pas3MaTpame
My3H4KOT HEKewepunra y CpOuji, rae ce Kao MPeAOMHA Tauka yKasyje IOYeTaK
pasa Eaexrponckor cryauja Papuo Beorpapa 1972. ropuse, 4uje Cy OCHHBame
ununupasn Baapan Paposanosuh u Iloa Iumon (pob. 1939). Muaojkosuh
AETaMHO IPEACTABAA YCAOBE Papa y HOBOM CTYAHjY, a moceOHO ypebaj Synthi-100
6puTtancke kommanuje EMS, koju je unHMO okocHuITY papa EaexTponckor cryanja, a
4Hjy je TAAaBHY MHOBAIHjy IIPEACTaBAAAO HHKOPIIOPHCAmhe AUTUTAAHOT CeKBeHIlepa,
peaaunsosanor y3 nomoh TI'L TexHoAoruje.

Yerupu ropune kacuuje (1976) Baapan Paposanosuh xommoHoBao je
Kowmiijyiiopujy, jeAuHO ocTBapeme y CpPIICKOj My3HITH KOje je HACTaAO Ha MejHPpejM
pauyHapy; MebhyTtum, momro Eaexrponcku crysmo Pasmo Beorpapa nuje 6umo
KoMIjyTepusoBaH, PasoBanosuh je 0Bo aeA0 peaamsoBao y Yrpexty, xopucrehu
nporpamck jesuk POD Bepuja Tpyexca. Muaojkosuh uctude aa je Komijyimiopuja
3HAYajHA 33 Pa3BOj CPIICKE EAEKTPOAKYCTUUKE MY3HKe ,300T HEIIOCPEAHOT UCKYCTBA
PaAa y IpaBUM yCAOBMMa My3HYKOT HiDKerepurra” (cTp. 231).

Ilpempa cy xyhHH M HEePCOHAAHM PavyHAPH, AUTHTAAHU CEKBEHIIEPU M APYTH
MIDI ypehaju roxom ocamaecernx roansa 20. Beka yBeAUKO KOpUiheHH y CPIICKOj
HOITyAAPHOj MY3HIfH, BUXOBO yBOheme y YMETHHUKY My3HKy MOPAAO je Ad cadeKa
porasak jeanor Caosenna, Mapjana Ilujanena (pobh. 1950), xoju je, mpema
MunaojkoBuheBoj oleHH, padyHAPCKOj MY3HII AAO CMHCA0 KOjH je OHa Y TO BpeMe
HUMaAa y MHOCTPAHCTBY: ,Moxe ce pehu aa meroe KOMITO3HIIHje AOMHHHPAjy
CPIICKOM pauyyHApCKOM MY3HKOM ApyTe IoAaoBuHe 80-HX rOAMHA, a IOBe3yje MX
CTOXACTHYHOCT KaO TPAAMBHM NPHHIUII HacAeheH 13 MOAepHH3MA H OTBOPEHOCT”
(ctp. 237). Topune 1987. Mupocaas Muma Casuh noxpehe u Ilpsu jyiociosercku
Peciiuar Komijyiniepcke mysuxe, y3 ydeuthe seher 6poja rocTujy us HHOCTpaHCTBA.
Jour jeaan 3HavajaH Kopak ImpeacTaBAaAO je ocHuBame Tonckor cryamja Paxyarera
My3uuKe yMeTHOCTH y Beorpapy 1986. roauHe, koju je 6MO OIpeMieH Y CKAAAY €
TaAANIBUM CBETCKUM TeXHOAONIKUM TPEHAOBMMA, AOK EaexTponcku cTypuo Papuo
DBeorpapa y ToM TpeHYTKy 3a0cTaje. BaxkHy TeHAEHIIH)Y OBOT pasp00na IPEACTaBAsa
U TIPOAOP JKHBE EACKTPOHHKE, MOCeOHO y CTBApaAamTBYy OCHHMBada TOHCKOT
cryauja ®MY, Cphana Xodmana u 3opana Epuha (pob. 1950). Muaojkosuh satum
pasMaTpa AeAaTHOCT IpBe reHepanuje guininanux ypohenuxa (enra. digital natives),
KOja ce OABHjaAa y KOHTEKCTY pacmaja JyrocaaBuje U ,HeCTaHKa HAy3Hje ¥ Be3u ca
aururasunm” (cTp. 290) — a Moxemo pehu n y Besu ¢ moryhnomhy ocrsapusama
KOMIO3UTOpcKe Kapujepe y Cpbuju, mTO je AOBEAO AO MACOBHOT er30Ayca
KOMIIO3UTOPA, IOroToBo MAahux. 3aBpIIHa aHAAUTHYKA ITOTAABAA ITocBeheHa cy, ¢
jeAHe CTpaHe, eKCIIepPMMEHTAAHOj ACAATHOCTH MHTePANCIMIAMHAPHe rpyne Teopuja
Koja xoga, a ¢ Apyre, papoBuma Baapmmmpa Josamosuha (1956-2016), jeamor
0A MaAOOPOJHHX CTBapaAala OBe TeHepaluje KOjH je 0CTa0 y 3eMAU U IPUXBATUHO
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AY>KHOCT PYKOBOAMOL]A TaAd ¥ HOTIIYHOCTH TEXHOAOUIKHU 3acTapeAor EaekTpoHckor
cryauja Papnio Beorpapa; Ho, xako ucrude Muaojkosuh, ,JoBanosuh je 6uo ayrop
3a KOTa je yIpaBo TakaB CTyAHO 6uo mHcnuparusan’ (cTp. 298), a Aeaa HacTaaa y
IIPBOj M APYTOj AelleHHju 21. Beka MOry ce ,AOCAOBHO CMAaTpaTh MOAEPHHU3MOM
nocae nocrmopepauaMa’ (cTp. 299), nomTo JoBaHOBKh y TOM TpeHyTKy BHue He
IIPaTH TAABHE TOKOBE CPIICKE €AEKTPOAKyCTHYKe IPOAYKIIMje, HE KODHUCTH JKUBY
€AEeKTPOHUKY, HUTH KOPHCTH pavyyHap Kao IeppOpMaTUBHY aAATKY.

Mouorpaduja Auiuitiarna texHoAoiuja y Cplickoj yMeimHU4Koj My3ut IPEACTaBoA
OpUTHMHAAAH M BPEAAH AOMPHHOC CPIICKO) MY3HKOAOTHjH, M3 II€pPa ayTOpa KOjH
MOAjEAHAKO AOOpO IO3HAje AHAAOTHY U AMTHTAAHY TEXHOAOTH)y, Te UYHTAOL[MMA
IIPeAOYaBa Iy Takby KOjOM CE AOIIAO AO AAHAMIbE CBEIPUCYTHOCTH padyyHapa y CBUM
CerMeHTHMA XXHBOTA, Ila U y yMETHHYKOM (KOHKPETHO My3M4KOM) CTBAPAAAIITBY.
MunojkoBuh Impenu3HO IMOCTaBAA PeljeHTHe IPaKce CPICKHX ayTOpa padyHapcke
My3HKe y IIMPH HCTOPHjCKH KOHTEKCT, mparehn ymopeao pasBoj padyHapcke
TEXHOAOTHje U HerOBO IOCTEIIeHO ,IIPOAUpatbe” Y YMETHHUKY MY3HKY, yKasyjyhu
Ha KiydHE Taike Ha TOM IyTy M aHaAusupajyhu ocrsapema oHux cprckux (u
HATyPaAM30BaHUX CPIICKMX) KOMIIO3MTOPA KOjH Cy HAYMHHMAM HajyTHLajHUje
IPOAOPE M U3BPILINAY HAjCHAXKHUJU yTHLIAj HA TeHepanyje caepbernka. C 063upom Ha
TO AQ je cTopHja 0 Kojoj mumme Muaojkosuh Beoma ,cBexxa” U CBaKaKO HEAOBPIIEHA,
ouekyjeMo Aa he ayrop u y Hexum Gyayhum myOAnkanujamMa HACTABHTH AQ TIPaTH
HOBE €BOAYTHBHE ITyTEBE — U CTPAHITYyTUIIE — CPIICKE PAaUyHAPCKE MY3HUKe.

Heana Meguh
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Koaexrusua monorpa¢uja The Life and Work of Rudolf Bruci: The Composer in the
Rift between Aesthetics and Ideologies xojy cy ypeauau ap ViBana Meauh u aAp VBan
Myau (Ivan Moody), a 2021. ropune objaBuaa uspasauka xkyha Cambridge Schol-
ars Publishing, He caMo Aa je IIPeACTABHAA PaA OBOT — IIO €CTETCKOM M MACOAOLIKOM
OIIpeAeselby, Te ITOCBeheHOM APYIITBEHOIIOAUTHIKOM A€AOBAHY — jYTOCAOBEHCKOT
KOMIIO3UTOpa ¥ Mel)yHapOAHOM MY3HKOAOIIKOM KOHTEKCTY, HEIO je AOIPUHEAd U
IPEKUAY AYTOTOAHUIIEEr hyTama O meroBoM paay y somahem xonrekcry. Hamme,
KAKO je y YPEAHIUKOM IIPEATOBOPY, KAO U BHIIE IIyTa KPO3 OBY IIyOAMKALHjy KOH-
CTaTOBaHO, paa Pypoada Bpyunja eBUAEHTHO je CKpajHYT M 3aII0CTaBAoeH MOCAE Hhe-
rose cmptu 2002. ropute, 6yayhu Aa je 0Baj KOMIIOZUTOP ,yTPAAMO CBOjy MY3HKY ¥
Tememe 3eMme Koja Bume He ocroju” (crp. xi). CBOjeBpCHO THXOBatbe Hay4He 3ajeA-
HHUIE, IPEKUAAHO CIIOPAANIHUM AOIIPHHOCHMA Y PETHOHAAHUM MY3HUKOAOIIKHM 4Ya-
COIICHMA, OAPIKaBaAo ce cBe A0 2017. roaune, Kapa je, usmely ocrasor, HaydHIM
cxyniom y Hosom Caay u o6jaBsusamem Mororpaduje Hecspcitianu xymanuzam Py-
gorda Bpyuuja mysuxosora Hemame Cosruha obeaesxera croropumsuma pohema
osor komnosutopa. Hapeane, 2018. ropunne, y OKBUPY U3AaBauKe AGAATHOCTH AKa-
Aemuje ymernoctu y Hosom Caay u Marmue cpricke, 06jaBaeH je 300pHUK papoBa
H3A0XKEHHX Ha TTOMeHyToj Koueperuuju (Zivot i delo Rudolfa Brucija: kompozitor u
procepu izmedu estetika i ideologija, yp. Hemama Cosruh, Boraan Haxosuh u Henap
OCTOjI/Ih). Y oaHocy Ha 360pHHUK papoBa u3 2018. ropuHe, myOAMKaruja Kojy casa
HMaMo IpeA cOO0M AOHOCH PeBHAUPAHE U IIpeBeAeHe TeKCTOBE, AAANTHPAHE 32 HHO-
CTpaHy uuTaAuKy my6Aauky (mpesoauaan op Misana Meauh).

PerjensenTy oBor 360pHuKa Cy Ap 3ppaBko Baaxexosuh (byjopx), ap Karapu-
na Tomamesuh (Beorpaa), ap oybuna Vanh (Hosu Cap) u Mp Ayman Muxasek
(Bepmesa), a ypeaHmuka nocseta yryhena je ycnomenu Ha Pypoada u Oary Bpyun.
CaaprKaj YMHU YeTPHAECT [IOTAABAA, YHjU Ay TOPH YTAABHOM AOAA3€ U3 MY3HKOAOIIKEe
AUCLIUIIANHE, Ca 3HAYajaHUM AOIIPUHOCHMA U3 BU3ype KOMIIO3HTOPA, usBohaua, ap-
XHBATOPA, AMHIBUCTA U TEATPOAOTa, KOju 00orahyjy 1 peBUTAAN3Yjy HHXEPEHTHY My-
3HKOAOIIKY HHTePAMCLIUIAMHAPHOCT. [Topep Tora, n3pame CAaAp)KU 1 ABA IIPUAOTA.
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360pHuk oTBapa TeKcT Mysukoaora Boraana Haxosuha (,Rudolf Bru¢i - Biogra-
phy”), y kojeM je AeTanHO IpepodeH Bpyunjes SKUBOTHHU Iy T: HeroBo 06pasoBarbe,
yTHILjajHe ANYHOCTH, BOXHU Aorabhaju u mpuanke y kojuma je crBapao. Ocum Tora,
Hakosuh je Aoa0 0cHOBY 3a pasymeBare KOMIO3UTOPOBOT CTBAPAAAIITBA, KOHTEKCTA
HACTaHKA HeTOBUX HCTAKHYTUX A€AQ, Te FeTOBOT AHTAXKMAHA Y PA3HOBPCHUM U MHO-
roOPOjJHIM COIMOKYATYPHHM U AAMUHHCTPATUBHUM YAOTAMA.

Yaanak oboucre u Mysukosora Bopucaasa Unaopaukor (,Characteristics and
Significance of Rudolf Bru¢i’s Creative Work”) ocseTsaBa komnosuropcku omyc Py-
AoAda Bpyunja y KOHTEKCTY CpIICKe, jyrOCAOBEHCKe 1 eBPOIICKe YMETHHUYKe My3HKe
Tora po6a, uctmayhu aa ,Bpyunjesa opurnnasnocr (...) moynsa Ha crieyuUIHO]
HHTEeTPAI[Mj1 eAeMeHATa ABaHrApPAHE KOMIIO3HIIMOHE TeXHUKe IIe3AeCeTHX TOAMHA
(aaearopuka, KAACTEPH, MUKPOTIOANQOHU)a), C eAeMEHTUMA HapoAHe Mysuke” (cTp.
28). Kao Taxsor, 3akayuno je Yuuosauky, Bpyuuja je Mmoryhe oxapaxrepucaru kao
jeAHOT OA HajayTeHTHYHHjUX KOMIIO3UTOPA Y HCTOPHUjU CPIICKE My3HKe.

Mysuxosomkuma Vsana Meauh y tekcry ,Rudolf Brudi’s Symphonic Works
between Socialist Aestheticism and Moderated Modernism” pa3marpa CTHACKe Ka-
pakTepuctike BpyunjeBor CHMOHUjCKOT CTBApAAAIITBA KPO3 IPUSMY TEOPHUjCKH
6peMeHnTHX U (OBAE) AOKAAHO KOHOTHPAHUX [IOjMOBA COYUJAAUCTAUMKOT eCTieitiuyu3-
ma (coyujarucinuuroi mogeprusma) u ymeperoi mogeprusma. Ilpoctupyhu ce 6esma-
AO KPO3 YHTaB HEroB PaAHH Bek, Bpyunjesa cumdonumjcka peaa mMoryhe je, cMarpa
ViBana Meauh, y moTIIyHOCTH OAPEAUTH KA0 yMepeHOMOAEPUCTHYKA, 3aApKaBajyhu
IPH TOMe CBECT O HACOAOIIKMM U TeXHUYKHUM OKOAHOCTHMA Y KOjHIMA je OH CTBAPAO.

Yerspra cryanja (,Cantatas in Rudolf Bruéi’s Oeuvre”) nocsehena je mperaeay
JKaHpa KaHTATe, II0 YHjOj Ce 3aCTYILHLEHOCTH Y CBOM oIycy Bpyun mocebHo uctude.
Mysukosomkumba MeanTa MUAMH IPeACTaBsa IECT OA YKYIIHO ABAHAECT AeAd OBO-
ra >kaHpa (3a mpeocTaAe 3aMKC HUje AOCTYTAH), TOABAaYehu KBaAMTeT TeKcTyaAHHX
MPEAAOKAKA U yOuaBajyhu CTHXOBe jyrOCAOBEHCKHMX M CPIICKHX IIHcala momyT M.
Kpaexe, O. Aasuua, M. Pucruha, A. Maxcumosuh, B. ITone, B. Muskosuha, IT.
3y, Kao u amepuykor necHuka Boara Burmana (Walt Whitman). Aytopka osae
Takohe yodaBa cripery usmelyy KaacHIapCKO-pOMAHTHYAPCKOT My3HYKOT HacAeha u
CaBpeMeHHX, YMePeHOMOAEPHUCTHYKMX TEHACHIIMja Y KOMIIOHOBAHY, YCAOBAEHY
APYUITBEHUM KOHTEKCTOM.

AprymenTe 3a yMepeHOMOAepPHHCTHIKO oppelherme Bpyunjesor omyca msaaxe
y cBoM moraasny ,Concerti non Abbreviati: The Many Worlds of the Concertos of
Rudolf Bru¢i” u xomnosutop u Mysuxoaor Visan Myau. Ayrop npumehyje aa Bpy-
4HjeBH KOHIIEPTH, ,HepPaBHOMEePHO pacrmopeleHn” TOKOM HerOBOT CTBAPaAAYKOT
IyTa, IIpaTe OIIITH MOCAEPATHH Pa3Boj M TeHAEHI[Hje ¥ HCTOYHOEBPOIICKOj MY3HIIU
(cTp. 58). MebyTum, mpemaa ynopeause ¢ OCTBapemhUMa CaBpeMEHHKA, MeCT KOM-
MIO3MIMja KOHI]EPTAHTHOT >KaHpa HIaK jacHO pedaeKTyjy u bpyunjes jeanncTBeHN
Ay TOPCKH TAAC.

Iecty yaaHaK y 0BOM 360pHHKY, Apyra cTyauja Boraana Hakosuha y oBom us-
pamy (,Rudolf Bruéis Gilgamesh”), npeBog je panuje o6jasmenor texcra (Mysuuka
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cyena y Cp6uju, yp. H. Mocycosa, Beorpaa: Mysuxoaomku uacruryr CAHY, 1995).
Bpyunjesa onepa [usiamews (1986) oBae je ToApo6HO aHAAM3HMPaH], TOYEBIIHN OA Ty-
BEHOT eIla Kao MHCIIMPATHUBHE [T0YeTHe Tauke, IIPeKo POPMAAHHUX aCIIeKaTa, 1A CBE AO
OpKecTpaliyje 1 H3a30BHUX KOMITO3HIIMOHHX Pelllerba 32 BOKAAHe H3BOhade.

Y Tekcry ,Avant-garde Imagination in The Desert of Avant-garde Humanism’,
My3uKoAomKuba Mupjana Beceannosuh-Xodman 6aBu ce MHOrOCTpyKoM mpobae-
MaTH3aIMjoM aBaHTapAHe oppeanune y Bpyuujesom aeay Hmaiunayuja I1 (us ,I1y-
ciioaune” Bragana Pagosanosuha) sa raac u ancamba. Ocaamajyhu ce Ha Bpyunjes
Texct ,Maunudecr "Tpehe aBanrapae’™ papu ycrocTaBmama OCHOBHX TOCTaBKH KOM-
IO3UTOPOBOTr CTaBa IIpeMa peuTeparyjama aBaHrapae y 20. BeKy, Te HeroB OAHOC
npema Baapany PapoBanoBrhy Kao He3a00MAA3HOj UIYPH CPIICKe aBAHTapAe, ay-
TOpKa KOHCTATyje MHTPHIAHTHO ,Tperbe” usMel)y asaniapgroi u ilocitimogepHucitiuy-
koi, kako y Manudecry, tako uy camom aesy Mmaiunayuje I1.

Annrsucrkuma Cserka Casuh u xopeorpadxuma Bepa O6paposuh /oy6bunko-
Brh IUIITY 0 )KeHCKUM AMKOBHMA Y IIeCT 6aAeTCKHX ocTBapera bpyuunja y Texcry , Fe-
male Characters in Rudolf Bru¢i’s Ballets: The First Performance of Katarina Izmai-
lova 77”. C noce6unm ocsprom Ha Bpyunjes mocaeawu 6aset, Kawiapuna Hamaurosa
77, ayTOpKe 3aKAyUyjy Ad CY SKEHCKH AMKOBH 0e3 H3y3eTKa OOAMKOBAHHU Y CKAAAY Ca
CTepeOTHINMA MATPUjAPXAAHOT APYIITBA — KA0 3aBOAHHIIE, YapOOHIHIIIe, 3aCACILbEHE
u 3aayhene HOBIeM, AyDaBay U cekcyaanohy.

Y aeBetoM moraaswy, ,Rudolf Brudi’s Unrealized Creative Intentions in the Light
ofthe Composer’s Creative Choices and Conceptual Orientations”, Hemama Cosruh
HMIMYUTABa CTUACKH M CTBAPAAAYKH HOTeHIMjaA 1 (pe)koHcTpynme moryhe 3Bydne
pesyarare BpyumjeBux HesaBplIeHHX/HepeaAM3OBaHHX mpojekara. Meby muma,
ayTop ce 6aBu cuHoncucuma 6asera ITechuk u Mauka y 3umckom iiej3axcy, 3aTUM
HEHMMEHOBAHUM QPArMEHTOM KOjU Ce MOXKe AOBECTH y Be3y C M3ryOseHUM 6areToM
Cycpeiniu, Te Aubpetom 3a onepy Qayciniosa xewa u npojexroMm Simfonia Byzantica,
Aonupajyhu ,rauke mpeceka” u3melyy 3aBpireHHX 1 He3aBPIIEHHX KOMITO3HIIHjA HCTOT
JKaHPa Y AATOM IIePHOAY U 3aK;ydyjyhu Aa oBu pparMeHTH He yKasyjy Ha Bpyunjesy
CTHACKY U KOHIIENITYaAHY A€30PHUjeHTaIIHjy.

Mysukosor Muaan Muaojkosuh pasmarpao je xommnosunuje Hmaiunayuje u
ITiniuye, ¢ ocBpTOM Ha yIoTpeby UMIIPOBU3ALIUje, AAATOPUKE M MPOIINPEHHX TeX-
HuKa y oBuM Aeanma (, Improvisation, Aleatoric and Extended Techniques in Rudolf
Bru¢i’s Compositions Imaginations and Birds”). OcBpHymBH ce Hajipe Ha Ae$pUHU-
I7je OBUX KOMITO3UTOPCKMX U M3BOHAYKMX IPAKCH, A 3aTHM M Ha HHXOBY II0jaBy Y
CpIICKOj yMeTHIYKOj My3unu 20. Beka, MraojkoBuh je yTBpAHO ABe pa3AMYHTE CTpa-
Teruje BHUXOBe ynorpebe y Bpyunjeum peanma, ,0AMCKe TEHAEHI[HjaMa H3PAKEHHM
Y AGAMIMA eBPOIICKUX KOMIIO3UTOPR, aH (...) uspasuto kpearusne” (ctp. 129). ITpsa
HOApa3yMeBa IOCTENEHO U BapUPAHO KOMIIOSUTOPCKO OADHIAEE OA KOHTPOAE Y
KOPHCT CAy4Yaja, AOK C€ ¥ APYTOj aA€aTOPUYKH H MMIIPOBH3aTOPCKHU HOCTYIIIU IOA-
pebyjy u pesyaTar cy ,TOKpeTAHBOCTH 3BYKA.
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Yaanak Mmysuxoromkuma Hpe Ipopano u Aamnjere Kamuxosuh (,Rudolf
Bruci’s Pedagogical Activity from the Viewpoint of his Students”) sonocu yBup o
cehawnuma BpyumjeBux crypeHara xommosunuje. FberoBy meparomky axTHBHOCT
oBae cy ocBeranan KommosuTopu Cresan Ausjakosuh, Cresan Kosau Tuxmajep
(Kovacs Tickmayer), 3opan Myanh u Hunera AspamoBrh AoH4ap, MOABYKaBIIK
bpyuujeBy nckpeHy NOAPIIKY ay TEeHTHYHOM M MHAUBUAYAAHOM H3DPa3y CBOjUX CTY-
AeHara, Te MOCBeheHOCT U MPEAAHOCT KA0 HAJUCTAKHYTHje KapaKTePHUCTHKE OBOT
acrexta bpyumjeBor pasrpanaror paaa.

Y texcry ,Rudolf Bru¢i and the New Polish School’, momenyTn xommnosurop u
bpyunjes cryaent, Crepan Kosau Tuxmajep, orkpusa nmpupoay Bpyuujesor opnoca
npeMa lbeMy CaBpeMeHHM My3ukamd U KOMIO3UTOPCKHM IIKOAAMA. Y TOM CMHCAY,
aytop uctude 6amckoct DpyumjeBe moeTmke cTBapasamTsy mocaepatHe ITomcke
IIKOA, Y KOjeM je ,TIPeNo3HAa0 CIIO0j CaBpeMeHOT Ca APXauyHUM eAeMEHTHMA HCTOY-
HOeBpoIcKe ¢poakaopHe Tpapunmje” (crp. 151).

Ha ocHoBY cBoje mpuBaTHe KOAEKIIHje, Te YBUAA Y OMOAMOTEUKe KATAAOTe, APXUB-
CKy AOKYMEHTAIHjy u3AaBauke kyhe JyroToH, pasanunre HHTepHET U3BOPe U 30HpKe
APYTHX KOAeKIIMOHapa, y cBoM TekcTy ,Rudolf Bruti’'s Discography: An Overview of
his Recorded Works” xpBarcku apxusucta Iletap Ileqyp npeacraBro je AucKorpa-
¢ujy BpyunjeBux canMmennx peaa. Iledyp je oBa u3pama KaTaAOTH30Ba0 IIpeMa Bp-
CTH ITyOAMKallFje, Pa3BPCTABIIM HX KA0 MOHOTpadCcKe MyOAMKAIIMje U KOMIIUAALHje,
Te MOABYKA0 Ad je TIOTPeOHO AOAATHO MCTPAsKUTU 3ByUHE apXHBe MHCTUTYIHMja 3a
Koje je Bpyuu 6o npopecronasHo Besan y Cpouju.

ITocaepme moraasne, ,Olga Brudi: An Unjustly Forgotten Opera Singer”, mo-
ceheno je ,(pe)xoncrpyxkumju ycnomene” Ha Oary Bpyum, mpsaxumy Omnepe
Cprnckor Hapoasor nosopumra y Hosom Caay 1 (y KoHTeKcTy oBor 360pHHUKa Bana
ucrahu) cynpyry Pyaoada Bpyunja. Anaansupajyhu eHIMKAOTIEAU]CKe YAAHKE, HO-
BHHCKe HMCeUKe M KPUTHUKe, Te IIPUBATHe PasroBope, KPO3 IPU3My HHTEPAUCIIUIIAM-
HapHHX cTyAHja popa, Ceenka Casuh ykasyje Ha noremkohe y opp>kaBarmy Kapujepe
JKeHA Y KYATYPH M CBAKOAHEBHIIH, KOje Cy 0OAMKOBaHe y CKAAAY C ATPHjapPXasHUM
obpacriem. ITpeMaAa He TOBOPH eKCIIAMIIUTHO O caMoM Bpyuwjy, oBaj 4aaHAK MHAH-
PEKTHO OCBeTAaBa BAXKAH aCIIEKT HeroBOT IIPUBATHOT M IPOPECHOHAAHOT XXHBOTA,
HCTOBpPeMeHO MOoKa3yjyhu TeHAeHIMjy AeMUCTHHKALITjE ,, HEAOAUPASHBUX  KOMIIO-
3UTOPCKHX/ CTBAPAAAYKHX IIOETHKA.

ITy6anxanujy saxsydyjy npuaosu umju je ayrop Hemama Cosrumh: momuc
kommosunuja Pyaoada Bpyunja u 6ubanorpaduja Hamrca 0 0BOM KOMIIO3UTOPY.

YpeAHUUKH ABOjal] je, Y IPeATOBOPY H3AAMHA, MICTAKAO AA Ce IbUMe He IIpeTeHAyje
Ha CBeOOYXBAaTHOCT, Te CTOTa OBAj 3aXBaT Tpeba IOCMATPATH He KAO KOMIIAe-
-T(Mp)an M 3a0KpykeH mpojekar, Beh Ka0 My3HKOAONIKM IIO3UB Ha
MYATHAMCIJUIIAMHAPHE IIOAYXBaTe M Adane 0aBiere HEeNMPABEAHO 3alOCTABAEHHM
OIIyCOM jEAHOT OA HAjIAOAHMjUX jYTOCAOBEHCKHMX KOMIIO3UTOPA KOjH je XHBOTHHU
u papuu Bex mposeo y Hosom Capy. O6yxsarajyhm mmpok crmekrap Tema —
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0p 6uorpadckux mpuaora, aHaAM3e IOjeAMHAYHMX AEAQ, SKAHPOBA, CTHAA HAM
AHUCKOrpaduje, IPOOAEMCKUX IPUCTYIIA CTBAPAAAUKOM Iporecy Pyaoada Bpyuunja,
I1a CBe A0 AMYHUX ITpU4a, ceharba 1 BOKHUX GUIypa KOje Cy leTOBOM PaAy AOTIPUHEAe
Ha MPO{EeCHOHAAHOM HAM AMYHOM HHBOY — OBaj 30OpPHHK Ha KBAAUTETaH HAYMH
OTBapa MHOTA BpaTa Kpo3 KOja ce MOXXe KPeHYTH Y Adsa HCTPAXKUBAmA. Y TOMe ce
oraepa u Hajsehu pompuHOC OBe Iy0OAMKaruje, Te ce HapaMoO Aa hemo yckopo, y
AoMahoj ¥ MHOCTPaHOj HAay4HO] IIPOAYKIIHjH, BUAETH Pe3yATaTe OBOT ,IIO3MBA HA
aKIujy”.

Bojana Pagosanosuh
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