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Henasuo o0jaBspeH 300pHUK pagoBa nocsehen je hyHmamen-
TaJHOM MTUTaBkY Y 00JaCTH HCTPAKUBAmHa MY3HKE — aHAJIN3U My3HY-
kux (eHomeHa. ETHOMy3uKoIOrHja Ha 1100AaTHOM HUBOY JaHac ce
0aBH Pa3IMYUTHM JIOKAITHUM, CHCIU(PUIHIM MY3HIKUM KyATypaMa
U npuiarohaBa UM CBOj€ MCTpakKMBayKe amapare, Ia ce OBaj KOM-
TUIeKCaH 300PHHUK MOKE ITOCMATPATH Kao CKyT HEKOJIUKO JO0CTUTHyha
y Tom norneny. Kommapanmja, kao jenHa of 6a3ndHUX aHATUTHUKIX
METO/Ia, BEOMa j& HarvlameHa y OBOj KibH3H, T¢ FheHa MPIMEHA MOXKe
MOKAa3aTH JOKJIE C€ CTUIIIO My OTHOCY Ha JAUCIUILTHHAPHH TTOYETaK
y KOMIIapaTUBHO] MY3HUKOJIOTH]H.

[IpobGnemMcky OKOCHHILY, 3ajeHHYKY 3a H3JIOKEHE CTYIH]e
cily4aja, IPeIouno j€ jelaH O YPEIHHWKA y YBOAHOM m3naramy (J.
Roeder, “Introduction”, 3—16): ,,kak0o ce KapakTep My3W4KOT jeJia
(dbopmupa 13 MojeIMHaYHNX 3BYYHUX o0pa3ana 1 ’bUXOBUX MO3ULIM]a
YHyTap KYJITYpHO YCJIOBJBEHOT TI0Jba MOTYNHOCTH; KaKo HEKe Kare-
ropuje 3By4HUX oOpa3zaua (HIp. KaeHuupajyhux) umajy Mame win
BUIIIC 3HAYAjHY YJIOTY Y Pa3IMYUTHM BpCTaMa My3HKe; KaKO OpraHH-
3amuja puT™Ma (Kao MpaBUIIHOCT, Ca/IejCTBO JE€OHMIA, oceha) KoHTH-
HYMPAHOCTH) OCIIMKaBa MpUpoAy u3Bohaukor ancamOIa; Kako reHe-
pajHa opraHu3anuja My3uke IMpy»a MOTYNHOCTH 3a CBOj€ JIOKAJTHE
MaTepHjanu3alyje i APYIITBeHE 1 H3BOhauKe KOHTEKCTE; KaKO My3H-
4apu KOHCTPYHIIY CBOje JPYLITBEHE WJIEHTHTETE Y OJIHOCY HA KyII-
TypHE KOHBEHIM]e U Ha moTpede came mysuke” (5). Llusp 300pHuKa
je 6o 1a ce MoHyAe OrOBOPY HAa MHTPUTAHTHA MMUTAaka O My3UIKUM
pernpe3eHTanrjaMa, KOTHUTUBHIM YHUBEp3aJjamMa U O JCTIOKPYTY
MY3HUYKE aHaJH3e.

VY npBOM JieNTy KEHTE TPEICTaBFEHE Cy 0COOCHE aHAIN3E MY-
3uKe pa3znnuuTux Kyiatypa (“‘Analytical Encounters with Music in
Diverse Cultures”), U3 UCTOPHJCKUX M3BOpA U JIaHAIIHkE Mpakce. Y
npsBoM norasiby (N. Terauchi, “Surface and Deep Structure in the
Togaku Ensemble of Japanese Court Music / Gagakul”, 19-55) y3era
je y o03up jamaHcka IBOPCKa My3H4Ka Npakca, Koja MOCTOjH Mpe-
KO XWJbaay roauHa. ¥Y3 momoh xomana Eternaku mpencraBibeHa je
aHaJM3a My3WYKUX oOpaszana of ,,[IOBPITUHCKUX 0 ,,JyOMHCKHUX
CTpYKTypa (0OJHOCHO, HICTaKHYTa je clpera TeKcTa u Kounrekcra). Ca-
JIeJaHu Cy PUTMHUYKA KOHCTPYKIIMja, TeMIO U (popMa, HOTALM]jCKU
CHCTEMH, OPTaHOJIOIIKA CBOjCTBA U TEXHUKE CBHpama CBUX MHCTPY-
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MeHaTa, IbUXOBE JIECOHUIIE U Meljyco6HI/I KOMYHI/IKaI_[I/IjCKI/I OJIHOCH,
KapaKTEPHCTHKE MOZyCa Y KOjUMa Ce AENIO peansyje, Pasinke y Mo-
Aynauuju 1 TPAHCIIO3ULM}H Y IOMEHYTHM CTPYKTypama, a KOHa4HO,
Ha OCHOBY aHaJM3e Tabjarypa 3a IOjeJMHE JCOHHIIC MOKYIIaHa je
PEKOHCTPYKIIMja apXauvdHOT BUJA OBE Mpakce (togaku).

VY cnenehem mornmaewy (E. E. Leach, “Form, Counterpoint,
and Meaning in a Fourteenth-Century French Courtly Song”, 56-97)
Mpe/ICTaB/bEHA j€ CpeambOBEeKOBHA JABOpcka necMa (G. de Machaut,
De petit po) n KOHTEKCTH HEHUX PA3IMIUTHX H3Bohera. OcnM nero-
pujara, MPe3eHTOBAHO je NCTPAKUBAE YIIOTPEOJbEHE KOHTPAITYHKT-
CKE TEXHHMKE, TOHCKOT, PUTMUYKOT U W3HAJ] CBera, (hopMaliHOT opra-
HU30BambA.

VY tpehem normasspy (J. Stanyek u F. Oliveira, “Nuances of
Continual Variation in the Brazilian Pagode Song”, 98—146) temaru-
30BaHO je U3BOlee MomnyapHe My3HuKe rnpakce y bpasuiny Ha mpu-
Mmepy niecme Sorriso aberto. IlpencraBibeHe cy HbEHE MOETCKE, Xap-
MOHCKE M MEJIOJIMjCKE KapaKTEPUCTHKE, a HarIallleHe Cy KOMETPUYIKE
U KOHTPaMETPUYKEe PUTMHUYKE TOJIENIe y Pa3IHuYUTHM JICOHUIAMA.
AyTOopH Cy OBy NpakCy HMCTPaXMBaJl HE CaMO KPO3 COIICTBEHO
YYECTBOBakE Y My3W4yKoM jorahajy Beh u myreM MoauHuKOBaHOT
TepeHckor npuctyna Cumxe Apoma (Takohe ayropa y 0Boj myOinka-
1IMjH), KOJU je ToIpa3yMeBa0 CHUMame CBake mparehe WHCTpyMEH-
TaJHE JICOHUIIE TTOHA0COO HA OCHOBY CIyIlama ,ujcaiHe’” Bep3uje,
y3 KacHHJy CcTyaujcKy obpany. M3 oBakBor MeToma HacTao je uapop-
MaTHUBaH M 3aHUMJbMB MHTEPAKTUBHU ayIHNO-BUICO TPHUIIOT, 3 YHHU
ce a Ou aHAIM3KUpamke U3BoheHha y peaTHOM KOHTEKCTY HaArPaIuiio
3aKJbY4aK y MMPaBIly aKTyeIHOT MpodiieMa UMITIPOBH3AIIH]E Y MY3HIIH.

UYerepro normasike (E. Ziporyn u M. Tenzer, “Thelonious
Monk’s Harmony, Rhythm, and Pianism”, 147— 186) HMaJIo je 3a
CBpXY Jla YMTAOIIC yIO3HA ca CHCI_II/I(l)I/I‘lHI/IM M3BOhauKUM MaHUPOM
Tenonujyca Monka Ha nipumepy necme I Should Care. ITpoGnem je
MMOCTaBJbEH Y KOHTEKCT UCTOPH]E U TEOPH]e 11e3a, a ToTOM j¢ MOHKOB
MY3WUYKHA CTHJI Carlie/laH Ha OCHOBY OOJMKOTBOPHHX KOMIIOHEHATa
Yy My3WYKOM TOKY — XapMOHCKE, pUTMHUYKE U TEXHUYKO-CBHUPAYKE.
[Tpunoxene cy u rpaduke Koje MoKasyjy KapaKTepUCTUUHY Pa3IUKy
u3Mely ctanmapIHOT METPOPUTMHYKOT 3aIKca M U3BOhema y cTBap-
HOM TpajamYy.

AHanu3upajyhu KoMepryjaqHd CHUMakK wu3Bohewma dalap-a
jenHor curapucte, y nerom nomasiby (R. Widdes, “Dynamics of
Melodic Discourse in Indian Music: Budhaditya Mukherjee’s Alap in
Rag Piiriya-Kalyan”, 187-224) ayTop ce BOIMO HU/I€jOM IIpeiovaBamba
KOMIIO3HIIMOHUX MTPUHITUIIA OBE My3H4Ke (hOpME YMHOTOME 3aCHOBA-
He Ha umrnpoBu3anuju. [laxma je ycMepaBaHa Ha TPH acleKTa JaTor
y30pKa: JIeTa/bHO MITYUTABAKC MMOYSTHOT CErMeHTa (a Ou ce yBH-
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JIeNI0 Kako M3Bohad yBOIM CIIyIaona), carjieaBambe apXUTECKTOHH-
Ke I[eJIOT MEJIOJIMjCKOT Tpolieca U UCIMTUBAKE MOjeIMHIX Macaxka
KOJU WIYCTPYjy MHTEPAKIIM]Y MUKPO U MakpodopMaaHux oOpasaria.
VY Tekcty ce pedepuiiie Ha KOHIIENTe KOTHUTUBHIX CXeMa BE3aHUX 3a
TOHCKE BUCHHE W MEJIOJIU]CKY KOHTYpY. Pa3Boj dopme carnenan je y
OJTHOCY Ha pacriope]] pOKaTHUX TOHCKUX BHCHHA U (pa3a.

VY napennom nommariby (L. Bunk, “Timbre-and-Form: The
BSC and the Boston Improvising Community”, 225-263) uznoxe-
Ha je caBpeMEHa YCKO pacIpoCTpameHa My3HdKa Ipakca, noceOHa
0 TOME IITO C€ BOJM OYKOM KaO €CTETCKHM HJIeajOM M TTOCTUKOM
HCIIUTHBAKka TeMOpa U (opme Kpo3 ciI000aHy MMIIPOBU3AIN]Y Ha
pa3IMUUTUM 3BYYHUM oOjektuma (Do It Yourself akyCTHUHHM U
CJIEKTPOHCKMM) U y3 Kopuiuhiee HeCTaHAap/IHUX CBUPAYKUX TeX-
HHKa. AYTOp je IIOKYLIA0 Jia yIpKOC n3berasary 3a1arux obpasana
MIPUJIMKOM M3BOlema, OTKpHje My3ndKy (popmy momohy rckasa moje-
JTUHUX My3u4apa, ciyllama HaCTyIa U aHaJu3e TpaHCKpHIIje. 3a-
KJbYYEHO je J1a (M) TeMOp MOXKEe UMaTH YJIOTY OCHOBHOT TPaJIUBHOT
MY3UYKOT €JIEMEHTA.

Y ceamom mormaBiby (N. Hesselink, “Rhythm and Folk
Drumming /P 'ungmul/ as the Musical Embodiment of Communal
Consciousness in South Korean Village Society”, 263—-287) ayTop je
OIMCA0 TUMHYHY (BOKAJIHO-)UHCTPYMEHTAIIHO-TUIECHY KOJCKTHBHY
npakcy y Jyxaoj Kopeju u ;seHe koMmyHuKalujcke noteHujane. [pen-
CTaBJbCHA j€ aHAJIM3a PUTMHYKUX oOpa3ara U KOHCTaTOBaHA Cy HhU-
XOBa JIBa OCHOBHA, yjeTHO KOMIUIEMEHTapHa, OpraHU3aIMOHa ITPHH-
numa — 13B. Bpahame u ojayaBame (“recurrence” u “reinforcement”),
OIHOCHO TIOHABJhAHE U TIOBE3aHOCT JICOHUIIA.

Ocmo normassse (V. L. Levine u B. Nettl, “Strophic Form and
Asymmetrical Repetition in Four American Indian Songs”, 288-315)
JIOHEJIO je aHallu3y YETHPHU TIeCME CHUMJBCHE Y BPEMEHCKU U TeO-
rpad)CKu pa3IuIuTUM OKoJHOCTUMA. [laxkma je mocBehena mpuHIIK-
my ,,aCHMETPUYHOT IOHABJbamka™, KOJU je crienu(udan 3a WHIU]jaH-
CKH perieproap W yckial)eH ca MPHUHIUIIOM IUKIMYHOCTH, Y€CTUM
y TpaJAMIIMOHAIHO] YMETHOCTH jAare 3ajeaHurie. Ped je o crpoduy-
HUM OOJIMIIMMA CAacTaBJbEHUM O] MY3HYKOI oOpacia Koju ce MpH
MOHABJbAhy MEHA, U TO: M30CTaBJbaEM, CKpahMBameM WIIH TPO-
Iy’KaBameM jeqHe (pase, IOTOM YHYTPAIIbIM BapUPambeM TOHCKUX
BHCHWHA, PUTMA WM HAYMHA TICBambA.

VY neserom nornasiby (L. Barwick, “Musical Form and Style
in Murriny Patha Djanba Songs at Wadeye /Northern Territory,
Australia/”, 316-354) kpo3 Tpu ciu4yHa NpUMepa KOMITIOHOBAHHX
ayCTpaJIMjCKUX Ilecama y3 IUIeC, HHTEPIPETUpaH je CaapikKaj MmoeT-
CKOT TeKCTa W aHAIMTHYKH je carienan ¢popmaiHu okBup. To je pe-
3yatupano nopehemeM mapameTrapa Kao MTO Cy oOpaciu 00JuKa,
WHCTPYMEHTAIlMja, PUTMHYKE U MEJIOJIN]CKE OJIJIMKE, POJl M3Bohaya.
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Y npyrom neny 300pHHMKa TpoOiieMaTH3oBaHa Cy rmopehema
My3nukux (eHomeHa u3 pazauuuTux Kyatypa (“Cross-Cultural
Analytical Comparisons™). [ecerum mnornaBbem (M. Tenzer,
“Integrating Music: Personal and Global Transformations”, 357—
387) jeman on ypeaHUKa MPHUCTYIIMO j& paclpaBH o ,,CYIIEPUOPHOC-
TH” 3anajmhadke KJacHuHe My3uKe HaJ IPyrMM MY3UYKUM KyJITypa-
Ma U BUX0BOj mopeadenoctu. [IpencraBuo je u a1Be KOMITapaTUBHE
aHaJIM3e: HajIpe JBE JBOPCKE OaTMHEKAHCKE KOMIO3UIH]e (U3 KaH-
pa lelambatan), a 3aTum u iopeheme ,,HUBOA My3WUKe aKIHje” OBUX
KOMajia ca MpBUM cTaBoM KrasupckoZ keapiueiua Ou. 47 Pobepra
[IIymana (Schumann).

VY jemanaectom norassby (S. Arom u D-C. Martin, “Combining
Sounds to Reinvent the World: World Music, Sociology, and Musical
Analysis”, 388-414) ayropu cy obpauunu peHomen world music,
HajIpe OCBPTOM Ha erOB UCTOPH]aT, 00yXBaTHOCT U (l)yHKLII/IOHI/IcaHae
y IpYUITBY, @ TOTOM ycpeucpeleBaH,eM Ha aHaJIMU3Y JIEKOHTEKCTyalu-
30BaHOT My3MUYKOT TeKcTa. McruTaHa je cTpyKTypa cegam MpuMepa,
NPUMApHO Carye/[aBatbeM HHXOBOI METPOPUTMHYKOL CalpKaja, a
Jiata je U bHXoBa KilacuuKaruja Ha OCHOBY HaMHA KOMOMHOBama
rpaJMBHUX MaTepujaja y OBOj ,,CHHTETHYKO] MY3HUIIH .

3akspyuHo nornasibe (M. Tenzer, “A Cross-Cultural Topology
of Musical Time: Afterword to the Present Book and to Analytical
Studies in World Music /2006/”, 415-439) HanucaHo je Ka0 OCBPT
Ha OBO, Ka0 M Ha MPETXOJIHO U3Iae ca CIIMYHOM TeMOM (Koje je ay-
TOp MPUPEAKO U 00jaBHO y3 MOAPLIKY MCTOI YIVICAHOT H3/aBava).
Tapammem HacTojatby Ja ce UCIUTAJy AeUHHCALE U IEPCIICKTHBE
CTYIMO3HOT MPUCTYIa palIwIakbUBaly, KaTeroOpu3aluju U TEOPH]-
CKUM MPHUHIMIIMMA PAa3IMYUTUX MY3UUYKUX MPAKCH HIMPOM CBETA,
MIPUI0JIaTE Cy HOBE CTY/IHje, T€ j€ CAaUUHbEeH TUIOJIOUIKU U TOMOJIOII-
KU IIperyie/l pa3MaTpaHuX My3HUKHX (GOopMU. AYTOp je OBUM TEKCTOM
Kao KpylHjajiHe My3HuKe apaMeTpe OJIpe/Ino BpEMEHCKY OpraHHu3a-
11y (YBEIEHHU CY U Hh€HU KJbYYHH IMOJMOBH: 0€3MEH3YPaAITHOCT, MYJI-
caiuja, MeTap, Kpyr, OCTUHATHU KPYT, OTBOPEHO U 3aTBOPEHO BPEME),
rpynucame My3uiknx Jorahaja (konpuryparuja, odenexje, rpyna,
HJICHTUTET, BapHjallija, 1e0, METaKpyr) 1 CBEOOYXBAaTHH (pOpMaIHH
KOHTUHYHTET (3aCTOj /yKJbydyje MOJMOBE pENeTUINje U HUKIUIHO-
ctu/, Tpancdopmaliyja /mpoKOMIIOHOBAHOCT/, TPEKU/T /IpOMEeHa/, U3-
JIeJbEHOCT).

IIpsu poOiieM y OaBiberby (peHOMCHNMA (OIKIOPHAX My3U4-
KHX MPAKCH LIKPOM CBETa [0APa3yMeBao je HOTALH]y, jep Cy HaYnHH
TPaHCKPHOOBarba U TYMA4CHa 3al1Ca y HEIIOCPE/IHO] BE3U Ca aHAIIH-
TUYKUM perierbuma. [TocedHO cy MHTPUTaHTHU KaJia je ped 0 UMIIPo-
BH3AIlMjU U TeMOPY, OUUTIICAHO CBE OMTHHJUM €JIEMEHTHUMA 32 Hay4-
HY XYy, T OTY] HHOBUPAA 3aMa/[lauke U U3BOPHUX HOTalMja y
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HEKUM oj1 pajoBa. [lox aHaIM30M My3HKe y paJioBUMa je Toapasy-
MeBaHa enabopanuja My3uuke popMme, a pasiIniuTH aCIEKTH Cy Ca-
rIeaBaHu aa Ou To ynornyHwid. @opMmu je mpucTymnaHo npuMapHO
MPEKO BPEMEHCKOT CEKBEHIIMPamba U carieiaBama pacroiese puTMa.
Moxe ce pehu ga cy ayTopu reHepalHO BEIUKY MKy IOCBETH-
JIM TIPOIIeCHMa TIOJIelIe, TPYIIcamha U MOHABJbakbha KOjU TUHAMHUZY]Y
MY3HYKHA TOK. MHUHYIIMO3aH TPUCTYI MY3UYKOM TEKCTY CapaJHUKa
Ha U3Jamky je MOXBAJIaH, ajll Y HEKUM CIydajeBUMa je HelocTajana
(dyHKIIMOHATM3alUja TOOMjEHUX pe3yJiTara.

VY KBU31 MOCTOj€ U HAPOYHMTO H3/IBOjeHEe OCHOBHE MH(]OpMa-
[IMje O ayTOpuMa, U3 KOJUX CE MOXKE 3aKJbYYHTH Ja je ped O KOM-
MEeTEHTHUM II03HABAOlMMa Marepujajia, kao u Muoexc (445-461),
ca CyMHPaHUM IOMEHYTHM Ba)XKHUM TEPMHUHUMA, HA3UBHMAa U HMe-
HUMa, a HalIalICHO je Ha KOJUM CE CTpaHama Haja3e CYIITHHCKA
objammerma 3a nojeauHe oxapennuie. Kmura je onpemsbeHa OMO-
nuorpadujama U rpadUIKUM TPHIO3UMa (TpaHCKpUIIHje, Taberne,
cxeMe u pororpaduje), a Texxe JOCTyITHE 3By4HE MpuMepe Moryhe je
KOHCYJITOBAaTH Ha mparehoj BeO-npe3eHTaIuju. !

[Tpomunbame TEMIIOPATHOCTH MY3HKEe OWIO je TeMa U Y
OBJAIIKH0] (€THO)MY3HMKOJIOIIKO] JUTEpATypu,” a OJACKopa je Mpy-
KEH M 3HaTaH JONPHHOC YCIOCTaBJbabkbhy aHAIUTHYKOT MOJENa 3a
bopmy y cprickoj (GONKIOPHO] BOKATHO] MYy3HIH.> Y 300pHHUKY CY
NPEACTaBIbeHU KOHKPETHH PE3yJITaTH aHAIMTHKE My3Huke (hopme Ha
pUMEpUMa Pa3IMYUTHX TPAKCH, TAKO Ja C€ OBUM IPEIVICIOM TIpe/-
BHuha WmeroBa ynorpeO/bUBOCT y oOorahuBamy aHATUTHUIKUX HIE]ja
y CycpeTy ca JoKaJHUM (eHOMEHUMA KOju Cce 03Ha4YaBajy kao world
music, Ka0 U ca UMIPOBU30BaHUM H3BeI0aMa.

Mapuja /[ymnuh

I Bumern: www.oup.com/us/accswm.
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