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OONKAOP U FHETOBA JY-POK TPAHCMO3ULIAJA
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OpuUrnHaTHY HAYYHH Paj

Casxerak: MysuKa Koja je Off cCaMOT CBOT HaCTaH-
Ka 13a3uBaja 6ypHe peakIjuje, 1 OHIX KOju CY je
HOApPIKaBa/IM, M OHUX KOji Cy OMIIU IPOTUB e,
jecte Rock and Roll (y ma/beM TeKcTy: pok). 3ade-
I[J OBOT JKaHpPa MOTY C€ TPaXUTU Yy AMEpUIIU U
Enrneckoj, anu ce oH Bp/io 6p30 Npommpuo 1 Ha
ocTajle Ap>KaBe, MpeAcTaBbajyhn UHTpUraHTaH
ApyITBeHN QeHOMEH.

O xpaja mesfieceTnx, a HAPOIMUTO TOKOM CeflaM-
JeceTux M MO Kpaja ocampeceTux ropumua 20.
BEKa, POK je y>XMBA0 BEIMKY IOMy/IapHOCT U Y
Conujanuctuukoj PepmeparnsHoj Penybnuin
Jyrocnasuju (y zameM Tekcry: Jyrocnasuja). Osa
Ip>KaBa IocTojana je of 1943. mo 1991. rogune
U IIpefICTaB/basia je CaBe3 IIeCT PenybInKa Koje
Cy JaHac camocTanHe apxase — Cnosennuja,
XpBartcka, bocna n Xepuerosuna, MakegoHu-
ja, IIpna T'opa u Cpbuja. ¥ nepuonay og 1960. no
1990. rofuHe MoCcTOjao je HajBehn 6poj My3muKmMx
TpyIIa Koje Cy M3BOAUIIe POK MY3MKY 1 Beh y Tum
HajpaHUjUM IIPUMEPUMA MOTY C€ NPENO3HaTHU
TeXHUKe pajja KapaKTepucTIIHe 3a xxanp World
Music (y narsem Tekcty WM), koju he Tek kacHnm-
je MOXXMBETHU CBOjY eKCIIaH3Ujy.

Lnm oBor papa je fa mokaxe jia cy y Jyrocnasu-
jY HAYMHM MY3MYKOT U3parkaBarba KOje KOPUCTU
>kanp WM nocrojanu MHoro npe 1987. ronuse,
KaJla je OH IPBY MyT YCIIOCTaB/beH U HeUHN-
CaH OHAKO KaKo ra JJaHac II03HajeMo. BaxHo je
HaIJIaCUTU f1a CY Y pasMaTpaibe y3eTe CBe I'py-
Ie ca mpocropa OuBiie JyrociaBiuje KOJ KOjux je
JIOLIJIO IO youaBaka OBAKBMX IIOCTyHaka. buhe
obyxsahen nmepuop ox 1960. roguHe, Kaga oBaj
JKaHp TeK MOYMibe 1a Ce pasBuja y Jyrocimasuju,
Ia CBe JIo oYeTKa JleBefleceTUX, Kafia Jyrocna-
BlIja IIPeCTaje Jla IOCTOj, a POK My3MKa I1071aKO
yCTyIna MeCTO HEKMM HOBUM >KaHPOBMMA.

Kpyune peun: Rock and Roll, Jyrocnasuja,
Jy-pox, dponkinop, World Music, ¢ysnja, xaup,
HOITy/IapHa MY31Ka, TPaAUIIMOHATHA HAPOJHA
My3HUKa.

* Jenena JIanosuh (1987), puriomupara je 2012.
roziune Ha Karenpu sa etHomysukonorujy daky-
nATeTa Mysuuke ymeTocTu y beorpany, rge je
cajia Ha JOKTOPCKuM cryamjama. O6mact meHor
MCTPa)KMBAYKOT pajia je IOIMy/TapHa My31Ka.
pile@bitinfo.co.rs

HacTtaHak n pa3Boj poka y cBeTy

OK je )KaHp IOIy/IapHe MY3MKe KOjJi C€ TOKOM IIefleCeTUX

roguna 20. Beka passuja Hajiupe y CAJl, ogakie ce yop-

3aHO mMpy Ha EBpony. Y oBOM nepnoay CBaKu CacTaB
KOjJ je M3BOAMO IIOIIy/IApHY MY3UKY CacT0jao Ce Y OCHOBM Off
IBe rutape u 6yOmeBa. POk mpeysuMa oBakaB MHCTPYMeEH-
TapujyM, aji OHO HITO I'a Pa3lMKyje Off OCTaANX )KaHpOBa
HOIy/TapHe MY3JKe jecTe yIoTpeba eJleKTpUYHe IUTape, Koja
TIOCTaje HeroB CMMOOoII.

ITopekso cBake cTBapanmadyke IojaBe yOOKO je yKopeme-
Ho y Beh nocTojehoj Tpapunuju, jep HujerHa HOBa CTpYyja He
nojaBJbyje ce Kao nsonosana. Ha Ty AMepuke pok Mysuka ce
pasBuja Ha Haclehy LpHauKe My3JKe, HAPOUUTO Lie3a (jazz) u
6mysa (blues). IIpsu n3Boh)au 3abemexxeH y UCTOPUjU POK MY3H-
ke 6uo je Ensuc Ipucnu (1935-1977).1

Beh kxpajeM efieceTX rofjuiHa, 0Baj )KaHp MpeTasy ATIaH-
THK U TTOYMIbe fa ce mypu u'y EBponn. IIpsa eBponcka seMsba
Koja ce OTBOpMIIa Ka poKy 6mia je Benuka bpuranuja, a eHn
npsu usBohauu bumacu (1960-1970). VI nan-gaHac oHu ce
CMaTpajy BeIMKUM MHOBAaTOPMMA Ha MOJby POK MY3MKE, jep
cy npBu yBemu kopunrhemwe GOIKIOPHKX eleMeHara. YIpa-
BO CIIajabeM OBe JIBe Tpapuuuje, poka u Gponka, poK My3uka
II0CTaje [0 NOIy/IapHe My3uKe.>

ToxoMm BpeMeHa, 3axBajbyjyhu cBOjoj HeBepOBATHO] IIOIIY-
JTAPHOCTY ¥ CBe OO/BUM TeXHMYKUM MOTyRHOCTMMa, POK ce
TIOCTEeTIeHO pasrpaHaBa U Of Iera HacTajy 6pojHe OABpPCTe.
Tome je yMHOrOMe JONIpIHE/IA TEXHUKA Melllaba PasHIX KaH-
POBa, TI03HATa TIO]] UMEHOM ,,Kpocoep” (crossover).> Ocum ca
11e30M 1 67Ty30M, POK Ce YeCTO MeIao ¥ ca GOTKOM U OCTATNM
>)kaHpoBKMa. HacTajame HOBMX IOIBPCTa POK MY3MKe HacTa-
B/ba J1a Oy/ie IOITy/IapHO CBe O MOYeTKa 0CaM/ieCeTUX TOfIu-
Ha. Op Tor nepruopa ox he mocraru 6asa 3a cTBaparme HOBUX
>KaHpoBa Koji he ce pa3BUTU Ha BeTOBUM TeMe/bIIMa, A 3aTUM
nocTary ayToHoMHY. OHO IITO TOCeOHO 0berIe’kaBa IOMeHY-
TU IIEPUOJ, jeCTe IIAaHeTapHa KoOMepuMjannsanuja 1 mojaBa
WM-a. [llnpemy TOr HOBOT YKaHpa IONPUHEO je U POK, jep je
Be/TMKa My3/4Ka je[THONMKOCT KO0joj je KymoBasna upeja WM-a,
nMaHcKpaHa 1987. rogune, oKynmia pasnudnte Goakaope cro-
jeHe ca pok Mysukom.*

Kapaxkrepucrnka pok My3lKe je I0CTOjarbe MMIPOBM3alNje
y roToBo cBakoj necMu. OHa je Hajuenrhe moBepeHa ruTapny, a
CTy>XM fa 61 ce TIoKasasna BUPTYO3HOCT Mysudapa. Hacympor
B0j, apamkMaH paspahyje My3uky no gerapa. Menonuja je
yITIaBHOM O1/Ia jefHOCTaBHe rpahe 1 6e3 3aXTeBHUjUX yKpaca.
OHa je n3y3eTaHo Ba)kaH €/IeMEHT y IIpoliecy KOMyHUKaIje,
jep yIpKOC TOMe IITO Ceé KOMYHMKaIlMja BPIIU ¥ KPO3 TEKCT 1
KPO3 MY3MKY, MIIaK C€ MeJIOfiMja IaKIle MaMTI. XapMOHuja je
MMaJja yJoTy IpaTibe MEeNOAUjU U YITTaBHOM je NpefCTaB/ba-
7Ia jefl0CTaBaH CJlefl aKOpajja INTaBHUX CTYIIIheBa OCHOBHOT
TOHanuTeTa. Menoauja u XapMOHMja Cy y POK MY3UIIU 33j€/JHO
YMHWJIE IPOCTOPHY AMMEH3M)Y, JOK jé pUTaM, Yuju Cy OTKyIia-



ju gecto OMIM Cpa3MepHU OTKYLIajuMa CpLia, YMHNO BPpeMeH-
CKY I[I/[MeHSI/ij.S

Jeman of HajBa)KHMjUX e/leMeHaTa KOjy je YMHUO OBY BPCTY
My3uKe 611JIa je HOpyKa Kojy oHa Tpeba fa mpeHece. To cy Haj-
yemrhe 6ye akTyenHe [PYIITBEHe TeMe Mj! je Ha4MH MCKa-
3MBamba 3aBVICHO Off CTIIA ¥ Mepuofia y KoM ofpehena mecma
HacTaje ¥ u3Bopu ce. Hajuemrhe je jenHy rpymy kapakrepucao
crenduyaH M3IMIeT 1 Ha CLIEeHN ¥ BaH e (fyra Koca, Ioce-
0aH Ha4ylMH OfieBalba, OJHOC IIpeMa IIyOIMLY, 0cOOeH HauuH
[IOHAIIaka U JIp.), @ Taj MO Koju OM IIOCTaBUIN U3BOhaun
BpJI0 6p30 Ou ce IIpeHeo U Ha NyOnmuKy. An6ymu ¢y 4ecto 6umm
TeMaTCKU 00jeMEbeHM U CBAaKI je IMA0 CBOje CTUJICKE OfiINKe,
Koje Cy yjefiHO 6ute ¥ ofi/IMKe I'pyTie Koja Ta n3Bopu. Beoma
BeJIMKa ITaXKiba IpKaBaja ce ¥ OMOTUMa anbyMa, jep Cy OHM
TpeTUpaHM Kao ITaKOBakbe CafIp>Kaja KOju ce y IbIMa Kpuje.

3a jemHy poK IpyIy BeoMa je BaskHa GopMa ImpeseHTaIuje
MYy3MKe Ha cijeHn. YecT je cydaj la pOK KOHIIEpTH ITOIpUMe
¢dopmy crekTakiia. Bennka naxxma nocsehyje ce kocTuMmma
Koje he My3m4apy HOCUTH, CBETIIY, O3ByUYely Koje je 4ecTo
TTo Te Mepe TI0jadyaHo Ja ce rpaHn4nM ca 6ykom. Jlobap omHOC
ca MeJujuMa Off M3y3eTHOT je 3Hadyaja 3a OIICTAHAK jeJiHe TPy-
ne. OHu cy takohe nocpeguuny n3mebhy 6enpa u nybnuke.
OcyM mTo ¢y OMIM Ba>kKHM IPUINKOM IIPOMOBUCaIba MY3H-
Ke, MeIUj! Cy CBOjUM HeraTMBHUM KOMEHTapuMa MOTIN Jia
yrpose oIcTaHakK ofpeheHe rpyme Ha TpXKMUIITY MU A4 jOj
IOZajy HeraTUBaH eIIUTeT KOju OU MOTao OCTaTy TOKOM Y/TaBe
mampe xapujepe. To ce Hajuenrhe femraBano 6eHIOBUMA KOjI CY
U3BOJVIIN IIeCMe UCTTyheHe MMOMUTUYKMM KOMeHTapuMa. Pok
MY3HUKa je TOTOBO yBeK ca co6oM Hocma ofpeheny gosy oma-
CHOCTM IIO CUCTeM. YIIpaBo 300r BelMKor O6poja crefoeHnKa
MHOTe I'pyIIe Cy TOKOM OfipeheHMX OMUTUYKNX pesKnMa Ouie
ocriopaBaHe, YaK 1 3abparmbuBaHe.

IIpunukom aHanm3e poK My3UKe, VI YOIIIITE IOMyTapHe
MY3MKe, MOpa Ceé IMaTy Ha YMY JUCKYPC KOjU je OKPYXyje.
OBo Mosxe fja 06yxBaTa BeoMa IIMPOKO MOJbe Y KOMe ce Haja-
3e BepOa/HM, BU3Ye/IHY, IPAMCKI U COLMOKYITYPHM (peHO-
MeHU Koje ofpeheHa Mysuka IpOU3BOAK 1 Y OKBUPY KOjUX
orcraje.® CBaky My3nuku 06pasoBaH CIyIIANIAL, KOjU je CBOje
MY3IM4YKO 00pa3oBalbe CTeKao Ha TeKOBMHaMa K/IaCUYHe MY3H-
Ke, y LIeHTap CBOje MaXkie IocraBuhe yrpaBo ejleMeHTe Te
MYSIKe KOjy YMHe XapMOHMja, MeNofnja, putaM u ap. Hacy-
IIPOT IeMY, 0coba Koja HeMa KTaCHTHO My3MIKO 06pasoBame
BHIIIe a)kibe IoBeTuhe TeKCTy, BAHMY3MYKMM e/IeMeHTIMa
unmn ocehamnma Koja y meMy Ta Mysuka O6ynu. Tokom aHa-
JM3e IOIylIapHe My3MKe Tpeba TeXXUTH Ka CIlajarby OBa JiBa
npuctyna. TekCTOBM poK IecaMa 4ecTo MMajy jaKe COIjaniHe
edexre 1 apexTUBHY Moh, 300T Yera je BIXOBa aHa/IN3a Of
BEJIMKOT 3Ha4daja. Ba>kxHO je yBUeTH OJJHOC MY3UKe U JIpy-
IITBA (BEHNX CIylIaalla), beH OJHOC ca JPYTUM >KaHpPOBIMa
TOIy/IapHEe MYy3UKe KOj! ITOCTOje MICTOBPEMEHO Ca IhOM, CBPXY
IEHOT TI0CTOjatha Y APYIITBY 1T/,

Pok Mysuky Tpeba aHanu3upaTu Kao pyILITBeHN (PeHOMEeH
KOju MIMa CBOj IOIMTUYKM, COLMja/IHU I UCTOPUjCKU JUCKYPC
KOjI ra OKpy>Kyje. EbeHy TekcToBYM rOTOBO YBEK IIpaTe IO/IN-
TUYKa VIM JPYLITBEHA JlelllaBatba. 3aTO je€ HEOIXOHO Y3eTH
y 003up eprox y koM ofgpehena Mysnka HacTaje, IOPYKY KOjy
OHa HOCH ¥ APYIITBEHe OKOMTHOCTH KOje je oKpyXyjy. Ona ce
He CMe ITIOCMaTpaTi Kao M30/I0BaHY 00jeKT UCTparkBamba.

HactaHak n pa3Boj pokay
Jyrocnasuju

Kao mro je pannuje Hamomenyro, Counja-
nmuctnaka QepeparnsHa Perybnuka Jyro-
c/1aByja OuIa je caBes LIECT Ap>kaBa KojuMa
je Bmagana KomyHnctiruka mapruja Jyrocna-
BUje, a uyje je ypeheme 6mo coumjanmucrmy-
ko. Ha meHOM 4eny Hajmy»e ce 3aZipKao
Jocun bpos Turo koju je Bmagao ox 1953.
mo 1980. rogune.? bynyhwu pa Jyrocnasuja
Huje 611a 3eMba VcTouHor 67oka, Bue je
OJl IPYTUX 3eMasba IeHTPATHOT ¥ UCTOTHOT
bankaHa 611a OTBOpeHa IIpeMa yTUIIjuMa
Koju cy fonasunu ca 3anmazia. Tome y mpuor
TOBOPM U YMIbEHNMIIA f1a je Jyrociasuja 6ma
IIpBa KOMYHUCTHUYKA 3eMJ/ba Koja je yue-
cTBOBana Ha n3bopy 3a mecmy EBpoBusnje
jour ganeke 1961. ropune, JOK Cy ce Apyre
3eMJbe 0BOj MaHM(eCTaUVjy IPUK/BYYNTIe
3HatHO KacHuje.” CBe [0 IuesfieceTUx rofu-
Ha, Y Jyroc/aBuji je y LeHTpy Naxkime 6ua
HapOJHa MY3UKa, ¥ TeK IIOHEK) CAMOCTa/IHI
n3Bobay non mysuke. Of IIe3feceTUX rogy-
Ha Iounbe 3HaTHO Behm mpomop yruiaja
ca 3amaja 1 1ojaBJbyjy ce IIpBe TpyIe Koje
U3BOJIE MOITY/IAPHY MY3UKY.

Ilepuop ox 1960. mo 1990. roguHe MOXe-
MO TIOfIe/INTY Ha TPU Mama Meproaa, pagn
JaKIIeT yBUAA Y HACTAHAK U IINMpPemhe poKa
y JyrocnaBujn.

ToxoM mIe3eceTnx rojgiHa mocTojao je
Be/IMKMU O6poj corno usBobaua, anu Beh taga
oYY fa ce GopMMpajy NpBU BOKaI-
HO-MHCTPYMEHTA/IHU cacTaBU (TaKO3BaHU
BVIC-08Bn).!” Behnua naBenennx rpyna 6uma
je mop, yruiajeM OpUTaHCKMX POK CacTaBa,
mebhy kojuMa cy moce6HO MecTO 3ay3mma-
it bumacu v Ponune Cmoncu, popmupann
1962. rogune. YTU1aj OBUX, any U JPyTUX
rpyna us Benuke bpurtanuje u AMepuke Haj-
yenrhe ce ncro/paBao Kpo3 obpajie unn npe-
IIeBe IMXOBUX IIeCaMa Ha TaJalllboj jyro-
CIOBEHCKO] POK CIleHn.!!

Toxom cemamjeceTux ropmua, 6poj pox
cacraBa ce 3HaTHO toBehasa.!? TTopey Ponune
Cmonca, Tux rogusa u Jun Iapnn (Hactao
1968) mounse f1a yCIoCTaB/ba CBOj YTUITAj HA
HaIoj pok cuenn. [TomenyTe ABe rpyme cy 'y
TOM IIEpUOJTy Offp>Kajie KOHIlepTe Y Jyrocia-
BIjI, LITO jé YMHOTOME JOIIPUHEIIO MOITy/Ia-
pu3aLuju OBe BPCTE MY3MKE.

Kpajem cegampeceTux rofguna, HeKe off
jYTOCTIOBEHCKUX POK IPyIIa 3aIIOYNIbY NHO-
CTpaHy Kapujepy.

3a BpeMe ocaMjleceTux rOTOBO CBe IpyIe
HacTasie IPeTXO/He flelleHMje U Jla/be OICTa-
jy Ha Jy-poK cIieHH, anu ce Topef mux ¢op-
mupajy u 6pojun HoBu 6enposu.'’ Ce oBe
TpyIle HacTajajie Cy Ha TEKOBJMHAMa )KaHPOBa
IIOCTaB/bEHMX IPETXOIHMX JIeTleHNja.

OOI
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Kao mTo ce Buiy U3 IpeTXOHOT IIperie-
Jia, TpU Irpajia Koja ce U3JBajajy Kao LEeHTPU
Hajeeher 6poja pok rpymna jecy Capajeso,
beorpap u 3arpe6. CapajeBo je ox mesze-
CETVX IO JieBefleCeTUX TOAJHA OUI0 IeHTap
MOJlepHEe MYy3MKe JyrociaBuje, a O leroBoj
Ba)KHOCTHU CBEJOYNU M U3Pa3 ,CcapajeBcKa
IOI-POK LIKOJIA, KOjU Ce 4eCTO yIOoTpebsba-
Ba KaJia ce TOBOpM 0 oBOM nepuopy. Hakon
TIOMEHYTHX I'PajioBa, 110 Ba)KHOCTH 3a Pa3Boj
jyToCIoBeHCKOT poKa ofMax fonase n Hosu
Cap, Pyjexa, ITyma, Crimut n Jby6maHa.

Benuky ZONpMHOC NONIYIapHOCTH POK
JKaHpa y JyrocnaBuju gany Cy ¥ Meuju.
ITopen papguo 1 TeneBU3NUjCKUX eMUCHja y
KOjMMa je pOK MYy3MKa 3ay3yumajia 3araxe-
HO MeCTO, IIOCTOja/Iy Cy OpOjHU Yacommucu
U MarasyHM, IONyJIapHU HapouuTo Mehy
ommagunaom,* kao 1 6pojau decTnBamM pok
mysuke.'

ITpe Hero mITO je POK My3MKa CTYNM/IA Ha
ClLIeHY, y JyrocnaBuju je HajoomynapHuja
My3uKa 6mra HapoyHa. HakoH mto ce moja-
BIO POK U IIOCTa0 npuxsaheH, Hapo4nTo ox
cTpaHe Mabe ny6nKke, CBU OCTay )KaHPO-
B TIOJTAKO IIpenase y Apyru miaH. Moxpa je
Y3pOK TOMe YIIPaBoO ,pa3bujame’ My3sudKe
jeTHOMMYHOCTY Koja je BTajiaza JyrocmaBy-
joM mpeTXofHUX roguHa. Munena JIparu-
hesuh-Illemrh HaBonu fa je pox Kynrypa
MacoBHa KY/ITypa MIafiuX, TPETEKHO MIKO/-
CKe U CTY/IeHTCKe OM/IafinHe y ypbaHoj cpe-
nvHY. Kao meHe 0OCHOBHe KapaKTepUCTUKe
U3J1Bajajy ce opujeHTaIuja Ka 3a06aBy, TOKy-
IIaj 'pyIHe OVICTUHKIYje 1 U3paxkeH Pak-
Top cTwiIa (kopuurhemwe BU3yeTHUX CTATY-
CHMX cuMOOJIa y OfleBatby U IIMUHKabY).'6

CBecHU M3pakeHOT KOHTpacTa nsMehy
HapojHe M POK MY3UKe, IeHU IIPBU MHTeP-
IpeTaTOpH Cy Ha pasin4yuTe HadyHe IOKY-
manu fa ra yomaske. Haj6orsy HauwH 3a TO
6uo je yBobeme eneMeHaTa HapoOffHe U Tpa-
IUIVIOHATHe HapOffHe My3MKe y pok. Tako cy
yCIIeny fia ce Npuo/IvpKe MyOIuIy 1o Te Mepe
Jla MX je OHa mocMaTpana Kao fieo cebe.l’

ITopen Tora mITO Cy MeBaM O TeMaMa Koje
cy 6uste Om1cKe HApORY, POKEpU CY CBOjOM
(bM3MYKOM I10jaBOM ¥ HAaYMHOM IIPe3eHTO-
Bamba IlecaMa IIOHYAU/IU jefaH HOB HaYMH
CXBaTama My3MKe KOju ce 6MTHO pasinkKo-
Bao Off MpeTXomHoT. Takas cTUIT ob6/mavyerha
U TIOHAIaka, KOju je 6110 y CympOTHOCTH
ca JOoTafalllbyMM yoOUYajeHVM BU3YeTHUM
npefcTaBaMa M3Bohava HapofHe My3UKe,
HajIIpe Cy NpMUXBaTUIN Maagu. MHoru cy
CMaTpasi fia je pOK My3HMKa CaMo MICIIPOBO-
Ipasia OHO IITO je 6MIIO TATEeHTHO IIPUCYT-
HO, IIOTUCHYTO 1 ycIlaBaHo. Pok Mysu4yapnu
Cy ce YyCYAWUIN Jid ,IIPOroBOpe 0 MapruHa-
TM30BaHVM TeMaMa, IITO je OKapaKTepPUCaHO
KaO0 npomecm npomue cmepusine ycaspuieHo-
CMU UHCMUMYUUOHAU308aAHe Kynmype.'s

Y Bpeme nmpopopa poK MysuKe, IIOMUTUYKA U SPYIITBEHN
crcTeM y JyrocimaBujy Hije OMYIITA0 TONNKe cIoboie uspa-
»KaBama KaKBe Cy O1/Ie IpICYyTHe y 3eM/baMa 3anmanHe EBporre.
Kao u y sem/pama y KOjuMa je HacTao, TaKoO je 1y JyToCnaBuju
POK 6110 OKapaKTepucaH Kao My3/Ka OM/IafivHe U OYHTa, Te
CY MHOTHU POK My3M4apy Ha PasIN4INTe Ha4/HE TOKyIIaBajn
Ta [OKa)Ky OJAHOCT CBOM HAapOAy U IP>KaBH, jep Cy CMaTpan
ma he Ha Taj HAUMH OCUTYpPATH CBOj OTNCTaHaK. bes 063mpa Ha
TO LITO je II0CTOjasIa IOofje/Ia Ha OHe KOjy Cy OMIIN 3a M IPOTUB
OB€ BPCTE MY3MKeE, POK je Ha jeflaH je[MHCTBEH Ha4MH yCIIe0
Ta mpubmvKy 3amaz Jyrocnasyju ¥ 06paTHO, aly He CaMo TO:
Pox my3uxa je 36nuxcuna mnade yenoe céema u 00kazana 0a je
jeduna aymenmuuna my3uka 08adecemoz éexa.'®

Bujeno dyame kao cumbon

jyrocnoBeHckor poka

I'pyna koja je obenexxmia ClieHy jyrocIOBeHCKOT POKa, a
KacCHUje MoCTasla TOTOBO CHHOHUM 3a 1Y, jecTe bujeno dye-
me. OHa je HacTa/a U3 Marbe MO3HATOT cacTaBa Jympo, 6eHna
Koju je popMIMpaH modeTKoM 1972. rofiMHe ¥ KOju je CBOj IIpBU
HacTyn ocTBapyo 15. anpua y CapajeBy, Ha pecTuBany Baw
wnazep cezone.’ OBo nMe rpyna je sampkana cse fio 1. jany-
apa 1974. ropune, Kajja YIaHOBU jeJHOITIACHO OJIYYYjy fia je
umMe Bujeno 0yzme moropuuje, jep ux je my6nuka Beh sHasa 1o
necMi ,Kapg 61’ 6uo 6ujerno gyrme®, a mopey Tora oBaj Hasus je
610 no6ap 3a Kopuirhermwe Bu3yeTHOT cuMO0Ia KOjH je TOCTao
3aLITUTHY 3HAK OBOT GeHpa 1 HeroBux Ganosa.?! bujeno dyz-
Me je Tpajajio IyHUX 15 rogyHa (OCIe b KOHLIEPT OfpXKaH je
y HepsenTu 15. MmapTa 1989. rogyse). JenyHM CTaTHYU WIAH KOjU
je octao y rpynu 6e3 npekuya jecre l'opan bperosuh (rurapa).
Hajeehu yrucax cy octabjpasie 4ecte mpoMeHe Iepayda. [IpBu
nesad 610 je JKemko bebek (1974-1984), mera je HaclIeRMo
Minapen Bojuanh Tuda (1984-1986) HakoH Kor fonasu AjeH
Wcnamosuh (1986-1989).22

3a MmeTHAeCT TOfIMHA CBOT Tpajama, bujeno dyzme je yKu-
BaJIO BEJIVIKY IOIYIAPHOCT U OMJIO LIeHTap MefMjcKe MaXkibe
Koja Hyje jerpaBana. CXOIHO TEPMMHY ,,0UTIMaHuja“ Koju je
OCMIIIBEH Ja 6 OIMCcao OrpOMHY IOIyIapHOCT bumca y
EHr/Ieckoj, jyrocioBeHCKY HOBUHAPY OCMMCIMIN CY TEPMUH
»JyrMeMaHuja“, Koju je ykasuBao Ha eypopujy n3asBaHy Of
CTpaHe OBe IpyIme KaJ rofi u rae rog 6u ce nojasuna.* Cpoj
npBu andym, nop HasuBoM Kao 6u’ 6uo 6ujeno dyzme, oBaj 6eHf
je o6jaBuo 18. HoBeMOpa 1974. ronuHe, a OH GeJIeXXM TUpaxK
oz 160.000, ynMe y1asu y aHajle Kao HajIpofaBaHyje nebu-
TaHTCKO U3Jlatbe Ha TepuTopuju Jyrocnasuje. Hapenne rogune
Bujenom dysmemy ypydeHo je npusHame 3namHua nao4a, Koje
je IpBUM MyT Tajia u ycTaHoBbeHo.>! thuxos cnemehu anbym
IIIma 6u dao da cu na mom mjecmy, objasben 17. nereMbpa
1975. rogune, Koju je mpogar y 245.000 npuMepaka, IpumMopao
je muckorpadcky kyhy JyroToH fja ycTaHOBYU HOBY KaTeTOpUjy
Harpasa nog HasuBoM Jujamanmcka naoua.>®

Mepuju cy mycanm o BYIXOBOM HEOOVYHOM U3IJIEHY U IIOHA-
IIamy Ha CIIeHN Koje je 61710 HOBO 3a TO BpeMe, anu Hajseha
TpyIla HOBMHApa U MY3UYKIX KPUTHYapa MCTHULIAIA je J1a K/bYyd
ycIlexa JIeXX) y ToMe IITO je 0Baj OeHx ,,crojuo” ceno u rpap. To
IIOMIIpebe JBe Hau3IJie[, CYIPOTCTaB/beHe CTPaHe OITIefano
ce y kopunrhemwy eeMeHaTa TpagMIMOHATHE HAPOJHE MY3M-
Ke KOji cy yOalMBaHU y KOPIIYC KapaKTepUCTUYaH 32 POK,
npucreo ca 3anaja. Kopucrehu 3anag xao y3op, Hapo4uTO



y U3TJIeRy U CIIeHCKOM HacTyIy (fyre, HeypelHe Koce, CjajHa
ozneha, BUCOKe ITOTIeTHUIe, HAKUT U CJL.), I MY3UKY Ca OMa-
hux mpocropa, oBa rpyIma ycrena je fja HarpaBu cIoj koju he
OCTaBUTH FyOOKOT Tpara Ha JIa/bil pa3Boj My3ndKe crieHe. 360r
OBaKBoOr npucryna [paxeH Bpropak, My3nuky Kputudap u
HOBIHAp, CKOBAO je 13pa3 ,IIaCTUPCKU POK’, KOjI je U jaHac
CMHOHMM 3a OBy rpy1ry.2

T'opan bperosuh, koju je 6mo unejau soba, anu u TBOpary
HajBeher 6poja xuTOBa OBOT OeH/a, HUKA/la HYje IOPUIIA0
je ITaBHU M3BOP MHCIIMpallMje Hala3nuo YIpaBo Y QOIKIOpY.
[Ipen cHuMame jBa U3y3eTHO 3anaxxeHa anobyma (Illma 6u dao
oa cu Ha mom mjecmy u Emo! baw xohy!) uurasa rpyma 6opa-
BIIa je y 6ocaHCKOM cemy bopuke, HAKOH 4Yera je ofyasuna y
JIOH[IOH Jja CHUMU HPUIIPeM/beHN MaTepujaJl, LITO je eBUIeH-
TaH IpMMep CTalama cela U Tpajia i Cllajama Jyrocnasnje
ca 3amagoM. Benuky Tupaky M ayTOPUTET KOjU CY CTEK/IN Y
CBETY POK My3UKe OMOTYhWIN Cy MM Jia OCcTBape capajimy ca
MO3HATUM CBETCKMM TponynenTom Humom Xapuconom.?’

Konuka je BaXHOCT puAaBaHa MY3UYK/MM VI BAHMY3UY-
KM eJIeMeHTMMa FOBOPM I UMibeHNnIa fa he opa rpyna ocratu
yrnamheHa 1 110 capafisy ca cprckuM necHukoM Jlymkom Tpu-
dynosuhem.?® OmoT cBakor anéyma MOpao je CBOjUM M3IJie-
JOM U TEMATUKOM Jia IIpaT! CaJpKaj Iecama Koje ce y beMy
Hanase. Behuny gusajua ypapno je Jparan C. Credanosuh.
Owmor 3a npBy o4y bujenoe dyemema — Kao 6u’ 6uo 6ujeno
Oyzme, KOjU je ypafmo UCTU ayTOp, HAILIAO je CBOje MeCTO y
O6pUTaHCKOM M3Aamy [lem crmomuHa HAjaentuux My3usKux
anbyma ceema.?

bes 063upa Ha cBe efleMeHTe KOji Cy YTUIIA/IN Ja TTOIyIap-
HocT Bujenoz 0yemema foCTUTHE TONMVMKY HUBO, HEMa CyM-
e J]a je KJbY4HY YIOoTy OfUTpaia MysuKa Kojy je oBa Ipyma
M3BOAMIA. Y TIPUJIOT TOMe KOJNKO je Kopuinheme Gomkmopa
Kao MHCIIMpanyje 6110 Ba)KHO TOBOPK M YMIbEHIIIA Ia CY [1Ba
anbyMa, KOjyI Cy TOTOBO OMJIV JIMIIEHY e/leMeHaTa TpajjuL/-
OHaJTHe HapOJIHEe MY3UKe jep Cy HaCTaM IOf YTUIIajeM H06802
manaca,*® GO)KMBENU 3HATHO JIOLINje KPUTHUKE. !

Konuxo je oBa rpymna ocTaBula Tpara Ha MY3M4KOj CLIeHU
JyrocnaBuje roBopu YMI€HMIIA [1a j€ O HOj HAIIMCAHO HEKO-
JIMKO KIbYTa M CHYUM/bEHO HeKO/IMKO Te/IeBU3MjCKUX eMUCHja
Koje Cy Omie eMUTOBaHe IBajieceT TOAMHA HAKOH HeHOT pac-
nasia. BeposarHo je To yTumano ma ce 6eHJ ITOHOBO OKYTIN
2005. roguHe ¥ OfP>XM TPU KOHIIepTa y HajsehuM rpagoBuma
6usie Jyrocnasuje (Capajeso, 3arpe6, beorpan) koju cy 6unn
usyseTHo nocehenn. Ilecme bujenoz Oyemema maHac Mo3Hajy
reHepalyje Koje jolI HICY IIOCTOojasle Kajja je oBa rpyma 6mia
MIOMy/TapHa.

Knacudwmkaumja npumepa

Op oko 40 TpecTyImaHnX poK cacTaBa, KOji Cy OMIM aKTUB-
HM y nepuony ox 1960. 1o 1990. ronmue,*? usgBojuno ce ykym-
HO 15 rpyma Koj Kojux je y Behoj VIV Matb0j MEPU yOu€eHa IIpu-
MeHa eJleMeHaTa TPAAULMIOHATHEe HAPOjHe MY3UKe: Yu grupa
(Beorpanm, 1970-), JIe6 u con (Ckommbe, 1970-1995)33, Cmaxk
(Kparyjesaw, 1971-2000), Tajm (3arpe6, 1971-1977), lax (beo-
rpag, 1972-1976), C spemena na speme (beorpan, 1972-1997),
Bujeno oyeme (CapajeBo, 1974-1989), [pyeu nauun (3arpe6,
1974-), Aspa (3arpe6, 1977-1988), Jusmwe jazode (Capajeso,
1977-), Ilocneowa uepa nenmupa (beorpag, 1979-1989), Moo-
nu (beorpan, 1980-1984), ITnasu opxecmap (CapajeBo, 1983-),

Mepnun (Capajeso, 1985-1990) n Llpsenra
jabyxa (Capajeso, 1985-).

Y pmambe pasmarpaibe yseTe Cy caMo IIecMe
KOje mpuIazajy >XxaHpy poK My3uKe, a y
KojuMa ¢y KopuinheHM ¥ TpaJUILMOHAIHA
HaponHM enemenTn. ITopes Tora 6mmo HaM
je BayKHO Jja je HyMepa objaB/beHa Ha HEKOM
ox anbyma pok nsBobava y nepuony og 1960.
1o 1990. roguHe, Te ga He IpUIIafa AVICKO-
rpaduju nojefuHIa, Beh UCK/bYYNUBO POK
cacrasba.

Hajeehu 6poj mpumepa Kxojiu 3ajoBo/baBa-
jy HaBeJieHe KpUTepujyMe u3Bea je rpymna
Bujeno dyeme. Takobe, Behn 6poj mecama y
KOj/Ma Cy yO4/bMBM €IEMEHTU TPagUINo-
HaJ/IHE HapOJHE MY3MKe HAcTao je TOKOM
celaMJeceTX TOJMHA, yIpaBO y BpeMe
KaJla je POK IIOCTajao MOIyIapaH y Jyrocna-
BUjU ¥ Kajia je Tpebamo Taj HOBY >KaHpP Ha
HeKM HauMH npubmokuty ny6omnnu. Kog
CBUX OBUX IIPMMEPA YOUEHMU Cy PasINIUTA
Ha4dMHI IpUMeHe HapopHe My3uke. OHu ce
Haj6o/pe Mory 3ama3utu npahemeM yetTupn
HajUICTaKHYTUj€ KOMIIOHEHTE, a TO CY:

1. TexcT;

2. menonuja;

3. putam;

4. IpuMeHa MIM MMUTALMja TPaguLO-
HaJIHMX HapOJHUX MHCTPYMEHATA.

[Toce6HOj Tpynu mpuMepa mpumagajy
oOpafie HApOIHUX IlecaMa, Koje ¢y Takobe
6urle 3acTyI/beHe Y BENMNKOj MEPIL.

PONKNOPHU eNeMeHTU y
TEeKCTOBUMA POK necama

TexcT Heke mecme, 6e3 0631pa Ha My3nd-
Ky IIpaTiby, MOTrao je Ha 6pojHe HaumHe fja
HOCIY)XXU IIpU [o4apaBamwy (GONKIOPHOT
uspasa. Ilopex ynorpe6e apxansama, Typ-
L13aMa, >KaproHa 11 y3pedulia, 4ecTa je Ipu-
MeHa Pas3INYNTIX Ha4MHa pajia ca TEKCTOM,
KapaKTepUCTUYHUX 33 TPaZUIMOHATHO
HapofiHO cTBapanamTso.* MeTpuka cruxa,
HOIYT CUMETPUYHOT OCMepLia UM acuMe-
TPUYHOT JieceTeplia, Takobhe Moxxe fa ymyhy-
je Ha HapOJHY TPafUIIN]y, KAO LITO TO YMHEe
U KpaTKe TeKCTyaJIHe LielinHe, obpahame
opeheHoj 0coOu MM eTHIYKO] 3ajeJHULIY 1
np. OnncnBame pasHux forabaja, ymorpeba
cnmbora, obpahame ofpebhenoj upHOj Tpy-
I MIY CaMa TeMAaTHKa HeKe HyMepe JOBO/b-
HIL CY Ja ocTBape Be3y usMeby pok Mysuke u
HapOJHOT M3pasa.

Y TexcTroBMMa IlecaMa Yu grupe Moxxe ce
Hamhu Ha cuHTarMe Koje ymyhyjy Ha 61u-
CKOCT Ca HapOJHOM TpagnnujoM. Takas je
cIy4aj ca mpuMepoM ,Of 3/1aTa jabyka“, rae
ce oBa popMy/IanMja KOPUCTH IPYU OINCH-
Bamy AeBojke. Y mpumepy ,OcBeTa“, unTaB

U'II
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jemaH cTux yryhyje Ha HapogHY TpagULIN]y:
»Xej! Ilyde mymka Herge y za/bMHN.“ Y IpU-
Mepy »Ajma“ rpyne C épemena na épeme,
IIOpEeJ;, Ty PCKOT JKEHCKOT IMEHA, jaB/bajy Ce I
OpojHe CHTarMe Koje acolupajy Ha HapOLHY
IIO€3Mjy UIA CE€ MOT'Y CPECTU Y HOjKao LITO
cy: »,Hohac MM ce CHMJIO®; ,,ia BpaTa TBOje
6amrdye oTBapaM’; ,MUPUC jyra Ko 6arpem
Kaj 1Bera’; ,Mecer he fa mmaru® u fip.

TexcroBu necama rpyne Bujeno dyzme 6e3
CyMIbe Cy Haj6OraTVji HapOJTHOM JIEKCHKOM.
JJOBOJBHO je OCHOBHOM TEKCTY IIeCMe, y KOMe
He O IIOCTOjajI0 HUIITA HEOOMYHO, TOfaTH
CUHTarMe O/IMCKe HapOLHOj TPAgVILIVjI, Kao
mro cy obpahame geBojun pednma: ,Mana
Moja‘“; ,,Llypo Moja‘; ,jaribe Moje 61jer1o’; uian
uspasiu ,,kyho crapa®; ,1yBary” (ymecro 1Be-
Tajy); »AyHO U3 opMapa’, 1 Jp.

Y npumepy ,, Aupnubupubena“ uutas jefan
Ieo TeKCTa OTIIeBaH je Ja/IMaTUHCKUM T'OBO-
pom:

Ona nehe num’ xage, serzo woxonaoy,

OHA MUCTU, WeMnjacma, 0a ce conou
Kpaoy.

Buxcme mu sanka us kyhe, jep hy me
ppywimynunom,

He cnopxaj mu Kysxcune, jep hy me maxcu-
HUHOM.

Jl oBakaB Ha4MH M3pakaBala BUIIE
je Hero HOBOJ/bAH Ja IIpUKaXke ofabpaHO
TOBOPHO IOApYYje, Y OBOM CIIy4ajy JaaMa-
TUHCKO.*

OHO 110 YeMy ce TeKCTOBU OBe IpyIle OMTHO
PAasIIUKYjy Off OHUX KOje MO>KeMO BUNETH KO
IOPYTUX jecTe IIPUMMeHa pasIN4UTUX BPCTa
paja ca TeKCTOM KapaKTepUCTUYHYX 3a Tpa-
IMIMOHATHO HapOMIHO IleBambe. Hajpe Tpe-
6a IIOMEHYTM CBOjeBpCHe TEeKCTYalHe, aln
Y My314Ke YBOJie KaKBU Ce MOTY YOUUTHU Y
npumMepuma ,Kapg 61’ 6uo 6ujeno pyrme”
(»Marna moja, ga cam 6ujeno gyrme, / 6ur’ ce
Mara 3akomdana y me“), ,Torn* (,,Tomom hy e
rabat’, Moja Masia, / BUJVIM JIV Te Jja CY C IpY-
I'MM crana“) u ,Tako Tu je, Mana Moja, Kajt
py6u bocanan” (,Jecu i, Mana, jpybuna fo
caja, / jecw, jecu, ar’ bocanma Hucn®). Kao
IITO Ce MOXKe IIPUMEeTHUTH, OBa TPU IIpUMepa
TIOYN Y BOCTUXOM KOju je usrpaben o nBa
acuMerpuuHa fecerepua (X: 4, 6). OBa Bpcra
CTUXa jefiHa je o Hajuemhux y Tpagyuiuo-
HaJIHUM HapOJHMM IleCMaMa.

Op pasnmuMuuTUX BPCTa paja ca TeKCTOM
IOoCeOHO ce U3/Bajajy IIOHaB/bamba, Koja ce
Hajuenrhe mory younrtu. [ToHaB/pame fpyror
YJIaHKa CTVXa MOXKe Ce IIPYMEeTHUTH Y IIpyMe-
py »a cam nmexap™

Wmam opazy an’ je 3no,
arn’ je 3no,
HUcmMo HuKad 3ajedHo,

3ajedno,
3ajedno.

Y nuramy je cenmeparn (VII: 4, 3). OBaj HauMH pajga ca TeK-
CTOM 4eCT je y HapofiHoj Tpagunuju. [lannan HaBeleHOM je:

JTusaduya npenyna je naoa,
npenyna je nada.>®

IToce6an BUJ pajja ca TeKCTOM IpefiCTaB/ba JONaBame
pedpeHa ocHOBHOM cTuxy. Takas je caydaj ca mpuMepom
»I1aTuM, eBo, fleceT maHa":

ITamum, eso, Oecem dana, xej, xej, xej,
cee 3002 uype c60e japaua, uypo ope.

Kao mwrrto Bugumo, Ha cumerprunu ocMepan (VIII: 4, 4)
monajy ce pasmuuuty peppern. OBakas IIOCTYIIAK YeCT je ¥
TpajUIMOHAIHUM HapOZHMM IleCMaMa, HapOYUTO OHUM Koje
cy umase o6penHy QyHKUM)y:

3acnano mu dyoynenue, 1a00, 1400,
3acnano mu 0yoynenye, 1ado.>’

IToce6HY 1 He TaKO Y4ecTy BPCTY pafia ca TeKCTOM IIpefiCcTa-
B/ba II0jaBa aKyCTUYHOr pedpena. OBaj pedpeH IPOMEH/bUB
je ox Menoctpode 1o MeTocTpode U 3aBUCK Off CBOT TEKCTY-
anmHor okpyxkema.>® ¥ npumepy ,,Cnatko nu je nypy wyout’
TajHO“ jaCHO Ce MO>Ke YOUUTY IIPMMeHa OBOT CIIe(pUIHOT
Ha4JHa pajia ca TEKCTOM:

Y mopbu-peupeu-uu HocuwL MOjy CIUKY, OUKO,
HOCUWL MOJy CIUKY, OuKo, 0a He udu HuKo.>

YMecTo OCHOBHOT TeKCTa Koju 01 I71acho ,,Y Topouum” yme-
TambeM C/IOT0Ba HACTAOo je TeKCT ,,Y TOpOMPIUprunm’, Kao u'y
IpyMepy 13 HapOHe TpajMIIlje:

Yoap’ ku-peu-uia u no mazno ce-pee-2a.*

ITpumena oBe BpcTe peppeHa HECYMIBMBO OCTaB/ba II0CeOaH
yTUCaK ¥ yuyhyje Ha CIMYHOCT Ca HAPOJHOM TPaIVILIVIjOM.

IInasu opxecmap je Taxobe focra maxkie nocsehmsao Tek-
CTOBMMA CBOjUX ITpuMepa. ¥ necmu ,,[llta he Hama modepuma
kyha“ mojaB/byje ce HapounTa BpCTa pajia ca TeKCTOM:

Cajo, ymosapl[aj], ucmosapaj,
Hohu me[nu], 0ohu menu.

OsBa mojaBa ,,IyTama“ CpeIUIIHET CIT0Ta Y HAIIOj eTHOMY3M-
KOJIOTMjJ Ha3MBa Ce CMHKOIIA 11 CBOjCTBEHA jeé HAPOJHOj Tpa-

mnuyju.t! Y necmu ,,Cyapa“ ynapbus je y3Buk ,,Xej!“, anu n
TI0jaBa yMeTara COHAHTA ,,j  y CTUXY:

W ka0 mebe ne(j)ma, meuixo mu je.

W 0Bo je mocTynak CBOjCTBEH HAIIOj HAPOJHO] TPaUIIMjHI,
IIOrOTOBO IlecMaMa Koje ¢y nMase o6penHy GyHkuujy.*>

Ha ocHOBy aHanmM3upaHuX NpuMepa MOXKeMO 3aK/byIUTH Jia
Cy TOTOBO CBE€ TPyIIe KOje CMO pasMaTpaiyu KOPUCTH/IE TEKCT
necaMa Kao Mefivij 3a IOBe3VBatbe ca TPaJiNIIIOHaIHOM HapOJl-



HOM My3ukoM. EnemenTn xoju cy Hajuemhe kopumhenn cy
eKCIUIMLMTHI, & U JIAKO YO4/bUBIY Ha IIPBY IIOITIEf, IITO HABO-
M Ha 3aK/by4aK Ja je OBaKaB Ha4MH KOMyHHUKalnje n3Bohada
ca my0/IMKOM KpO3 IIeCMe, CBECHO IIPUMEbIBAH, BEPOBATHO Y
LIUBY 30/IMKaBarba CeoCKe 1 IpajicKe IOMyanje, a CaMuM
TuM 1 npugobujama seher 6poja cnymanana, 6ygyhu ga je
POK Tafia ce61 TeK KP4Mo IyT Ha OBMM IIPOCTOPMMA.

EnemeHTU TpaguumnoHanHe HapoaHe
My3MKe y Menoaujama pok necama

OCHM y TeKCTya/THOj KOMIIOHEHTH, aCOIIjallije Ha HAPOLHY
MY3UKy Mory ce Hahu n y Menopujama.

Yu grupa je Hajuemhe cBoje Menofuje U3BOANUIA L,y BYXY"
HapoagHE MY3MKE, IITO je HapO4YNTO YOY/bMBO Y IPMIME€PUMa
»Kocoscku 60xypn“ n ,,Of 3nara jabyka“. OHo mrto je wenthe
kopuirheHo y HyMepaMa oBe rpyme jecy ykpacu. OHu ce
UCIIO/baBajy Hajuenrhe Kao mpenynapy, a pehe xao nocryga-
pu. CIMYHO ce MOCTMXKe U yHOTpeboM BUOpaTa, Ha KpajeBU-
Ma nojenHuX ¢ppasa. OB My3UUYKM elleMEHTH He IIpUIajajy
KaHPY POK My3MKe, 300T dera ocTajy IoceOHO yIa /buBu
Kaja ce Hahy y TaKBOM KOHTEKCTY.

Y uncTpymenrany ,Bbucka 2 rpye CMak, rutapyucTa BEIUTo
yroTpeb/baBa MpanTpuiep, a Mpy IOHAB/bakby Melofiuje Koja
je cama 1o ce6u 6r1mcKa HapOHOj IojaBsbyje ce mpareha rura-
pa Koja cBupa Tepiy. OBaj MOCTYTIaK oflaBama Teplje OCHOB-
HOj JIMHUjY JOIPMHOCHU IIPUO/IIKaBatby HAPOLHOM 3BYKY, jep
HIje TUIIMYAH 32 MHCTPYMEHTA/IHE MeJIOfije POK JXKaHpa, JOK
je TOTOBO HEM30CTaBaH eJIeMEeHT TPaANIIOHAIHE MY3HKe.

Mysuka rpyne Bujeno 0yzme 13y3eTHoO je 6orara eieMeH-
TVIMa TpagNLMOHAa/IHE HAPOJHE MY3MKeE. Mel’)y CBIM IIpUMe-
p¥Ma, yIIpaBo Cy IecMe OBOT 6eHfa, OHe KOJ KOjuX ce acoIl-

IIpumep 6p. 1 - ,,Kag 611’ 61o 6ujeno gyrme* (Bujeno 0yzme)

januje Ha (OIKIOP HajIaKIle MOI'Y YOUUTH.
Hajsehn je 6poj mpumepa y kojuma ce ayjy
M3pa>keH! yKpacu y BUAY Npefyfapa uan
nocrygapa (unp. ,ITatum, eBo, gecer faHa®,
»AJIa je IIyno 3abopasBuT’ BbeH 6poj*, ,,Xoi,
uyn“ u gp.). Iloce6HY na>keby MpuBIady TPH-
Jiep M3BeLieH y IecMM ,MeHu ce He craBa’.
OH je MHTEpIIpeTHPAH CAMO HA CJIOBY ,M', @
3060r cBOje YecTe IpUMeHe U 0COOMHe Ja ce
I110jaB/byj€ Ha Pa3/IMYUTUM MECTUMA Y TOKY
IecMe, MOXKe Jia IIOHece eMuUTeT ,,yTajyhn”
Tpuep.

OHo 110 yemy ce Bujeno dyeme pasnnky-
je ofl ocTanux jecre IpuMeHa yBOJa KOju Cy
FOTOBO IIPEY3eTH 13 TPALUIIVIOHAIHE HAPOJ-
HE MY3UKE. Hbux moxxemo youuTn y mnecMa-
Ma ,,Kag 61’ 6mo 6ujenno gyrme” (npumep 6p.
I m. 1u?2),,Ton ,Tako Tu je, Mana moja,
kapg py6u Bocanan®, ,,Cnatko nu je uypy
pyout’ TajHO", ,MeHnu ce He cmasa“, ,II/py-
HI U 3aljeBaj Moja Jyrocaasnjo, ,3a Ecmy®
u ,Rupnbupubena“. Hymepe ,Kag 6u’ 6mo
6ujeno nyrme” (npumep 6p. 1 m. 3, 4, 5, u 6),
»Ton“ u ,,ClaTko i je Lypy /byOUT TajHO,
OTIIOYVIbY IIeBabeM Ha 6ac, ONHOCHO HOBY-
jUM Ha4MHOM CEOCKOT ABOIIACHOT IIeBAba.
VBog y roToBo cBa Tpy npumepa nsrpaben
je ofl IBOCTMXA KOju YMHE 1Ba aCMMeTpUY-
Ha pecetepua (X: 4, 6). CBa Tpu OTIIOYUILY
HACTYTIOM cojucTe (y HapOJZHOj TEPMIHO-
joruju To 61 6o IeBay Koji ,BOAU" — IeBa
TOPIbM IJIAC), A 3aTUM Ce IIPUK/bydyje IpyIa
KOja IOHOCH I1apajie/iHe Teplie (1eBa ZOmu
I71ac, ,IpaTu’), ca 3aBpIIETKOM Ha KBUHTH.
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VHTepecaHTHO je ¥ TO IITO CYy OHM Yy MY3M4-
KOM CMNC/Ty IOTIYHO HE3aBUCHMU Off OCTa-
JIOT TOKa IIeCMe; jeIMHO IITO UX II0Be3yje ca
OHIM LITO CJIE[I jeCTe TEKCT.

Y yBopy npep necmy ,,IIibyHu u 3amjesaj
Moja JyrociaByjo, IeBad M3BOAY 3aBpIIeTaK
KOj! HMje TONMMKO yoO4ajeH 3a pOK MYy3H-
Ky. YMeCTO O4eKMBaHOT 3aBpIIeTKA HAHIDKE,
Koju 61 6110 YCITOB/bEH MPETXOHUM KpeTa-
beM MeJIofiyje, eBad M3BOAM CKOK HaBMIIIe.
OBaj HaunH nsBohema nmozpceha Ha mojaBy
nKobaca y HapoJHOM IIeBalby, KOja ce jaB/ba
KoJ| IlecaMa ,Ha 6ac, kajja jemaH off IeBa-
9a 113 [paTibe YMeCTO 3aBpIIeTKa Ha [JOI0j
KBIHT, OTIIEBA Taj MCTY TOH, /1M 32 OKTaBY
Hapue.*3

ITocebaH ycmex MOCTUINN Cy IpUMepn
y KojuMa je bujeno dyeme capabusaino ca
HapopgHMM aHcaM6mmMma. [IpBa TaxBa capaj-
Iha 0CTBapeHa je Ha anbymy Kocosxa desoj-
Ka Koju je objaB/beH y geneM6py 1984. ropnu-
He. ToMm nmpmnukoMm y necMaMma ,,3a Ecmy®,
»MeHU ce He criaBa“ u ,,/Inre nBaTy“ npare-
he Bokase meBao je XpBaTCKM HAL[MOHATHI
neBauky ancam6n Jladapuye ns 3arpe6a.*
Bbynyhu pa je oBaj anbym nmpopat y BuLe Off
TIeT MVIVOHA TTPMMepaKa I fla ce OBa capaj-
a poK O6eHpa ca GONKIOpHUM aHCaM6/IOM
ny6nnuu gomnana, kacHuje je Bujeno dye-
Me Ha CBOjUM KOHIlepTMMa capahusano ca
JKEHCKMM XOpoM u3 Byrapcke koju je uspna-
HakK BeJIMKOT 6yrapckor xopa Mucmepuja
6yzapckux enacosa.*®> Y npumepy ,3a Ecmy*
OBa XXEHCKA TPyIIa MHTEPIPETUPa YBOLHY
MeJIOfUjy Koja je ,y JyXy" HapofHe My3MKe,
a 3aTVM ce Kao mpaTehy BoKas mojaBmbyje n
y pedpeny, re Ha4MHOM IeBama ynyhyje Ha
dbomnxnop. CnndHa je cutTyaunja u y IpuMepy
»MeHu ce He crlaBa“. YBop je Takobe kpaTaxk,
¥ [10 HA4NHY IIeBaba ce He pas/nKyje 61THO
Off OHOT OIJCAHOT y IIPETXOHOM IIPJMEPY.
MebhyTtum, y pedppeny je ynora >xeHCKUX Ipa-
rehyx Bokasa HelITO U3pakeHuja, Oynyhu
la HAKOH CBaKOT CTUXa KOjy IeBay M3Befe
nparehu Bokanm nHTepHIpeTNpajy y3BuKe
KOjJ CY KapaKTepPUCTUYHM 32 TPAAUINO-
Ha/IHO HapOZIHO IeBame. Hajmame sHa9ajHy
yJIOTy OBa IIpaTiba MMa y IecMH ,,JIume 1Ba-
Ty, T7ie IIpef; caM Kpaj HyMepe U3BOJY CJIOT
»0j...“ y3 mparmwy TamOype.

Mysuxka rpyne Ilnasu opxecmap nopjesn-
HaKo Kao u Bujeno dyzme xopuctu ekcrm-
IIUTHE efleMeHTe BONKIIOpa, Koje je n3yserT-
HO ako younTy. OHO 10 4eMy ce OBaj OeHf
U3JIBaja Off OCTAJIUX jecTe yroTpeba Ipenasa
y ToKy ctpode mnn pedpena. Tu npenasu
KapaKTepUCTUYHN CY 3a HAPOJHY BOKa/IHO-
MHCTPYMEHTA/THY MY3UKY, Te HeMa CyMIbe
Zia je IBUXOB LW/ YIIPABO fia Ha by U HOJCe-
te. Mebyrum, xaga ce onu Haby y KoHTek-
CTY POK >XaHpa, i IPU TOM Cy OfCBUPAHN

Ha eJIeKTPUYHOj I'UTapH, Kao y npumepy ,Cyapa“ (npumep 6p.
2), ocTBapyje ce mocebaH edekar oBe3NBama HapOILHE U POK
Mysuke. [fJoMenyTu npuMep KapaKTepUCTUYaH je ¥ 110 TI0jaBU
IIpeKOMepHE CEKYHJIe Y MENIOAVjCKOM ITOCTYITHOM KpeTamy, a
OBaj MHTePBaJl jefiaH je Off Hajuelrhe IpUMebUBAHUX IIPUIIN-
KOM JloyapaBara GonkmopHor 3eyka. Hymepa ,,IlITa he Hama
mogepuma kyha“ oBe rpyre, KapakKTepUCTUYHA je IO TOMe
HITO je CHUMJ/bEHA Kao JIyeT ca IeBauyNIlOM HapOJHe MY3HUKe
Hapom O6puh. VicTo ce 3amaxka u y npumepy ,,Kap samupu-
11y joproBaHu®, rpyne MepauH Koju je CHUM/bEH Kao AyeT ca
Becnom 3mujanam.

Poxk rpyme Hajuemrhe cy xopucTuie ykpace (Tpuiep, npan-
TpUIep, MOPHEHT, IpeRyhap, HOCTyAap 1 Ap.) Kako 611 ocTBa-
puiie acouMjanujy Ha HapogHy Mysuky. OfMax 3aTUM, CKOPO
u3jeHaYeHN [0 OPOjy IpuMepa y KojuMa Cy 3aCTyI/beHM, jecy
IpyMeHa BubpaTa Ha IYIMM TOHOBMMA U IPUMepU KOjU Cy
IUCAHMU »y AYXY" HapoiHe My3uKe. IIpuMeHa y3BuKka u cie-
nuduYHa MHTepIpeTannja cy Takohe yecro mpucyrre. Huje
3aHeMapJbVB HU OPOj IecaMa Koju Cafip>KM TPajULMIOHATHO
HapOJHO TleBambe (IIeBame Ha 6ac, KyIale MM jefHOT/IaCHO
ceocko neBame). OHO je Hajuemrhe M3/10)keHO Y caMOM yBoO-
Iy IpUMepa, JOK je [Ja/ba MeIOAMjCKa JIMHNja He3aBUCHA Off
wera. [Tpumepn xoju cagpske 0Baj e1eMEHT OCTaB/bajy Hajja-
4y UMIIpecHjy U OCTBapyjy HajuBpuhy Be3y usMmeby pokxa u
HapoJHe My3UKe.

BaxHO je HamOMeHyTH Ja je Bulle HyMepa Koje KOPUCTe
MeJIOfNjy Kao Meiyj 3a IOBe3NBakbe Ca TPaAMLMOHATHOM
HapOJHOM MY3MKOM, Off OHUX KOje Cy 3a TO UCKOPUCTHIIE
TeKCT. Menopuja ce ucrocrapmuia Kao KOMIIOHEHTa Koja IIpy-
»ka Behe MoryhHOCTM, IIa caMUM TUM U JIaKllle IOBe3VBabe
OBa JIBa y/la/beHa XXKaHpa.

Putam u meTap pok necama Kao
efleMeHTU TpaguumuoHarnHe HapoaHe
My3UKe

EneMeHTH My3MKe IIPeKO KOjUX Ce MOXKe OCTBApUTHU Be3a
ca QOIKIOPOM CBaKaKo Cy putaM 1 MeTap. OBe KOMIIOHEHTe,
YKOJIMKO Ce aKTVBMPAjy Ha IIPaBU HAYMH, MOT'Y OUTY JOBOJbHE
Ia y ofpeheHOM npuMepy yKaxKy Ha HapofHU Menoc. Ibuma
671M3aK eleMeHT je TeMIIo, Te he cTora y 0BOM HOT/IaB/by OUTH
pedy 0 yI03U CBa TPM e/IeMeHTa IIPU II0BE3UBaIby POK MYy3VKe
ca HapofIHOM. bpojHu cy HauMHM Ha KOje ce TO MOXKe OCTBapH-
TH, a U3MeDy ocTaIor To cy: 4ecTe IpoMeHe TeMIIa, IpYMeHa
rubata, arormvKa HMjaHCUPaba N XeMUOTHA MeTpUKa. 10

Y nymepnu ,,OcBeta” Yu grupe mocToju neo TeKCTa Koju ce
usBonu rubato, OTHOCHO y c1o60XHOM TeMITy roBopa. OBaj
TEMIIO YeCTO je Y yIoTpeOu IpUINKOM M3Bohema ceBIaIiH-
ki, an je HAPOYNTO KAPAKTEPUCTUYAH 3a TIEBAbE Y3 TYCTIE,
pabayijcKy cBUpPKY, CBaTOBLe, HApaTUBHe IleCMe 1 Jip.

[Tpumep ,Maxkenonuja“ rpyme Tajm noce6HO je nHTepe-
CaHTaH. JefuHO TO he 0Baj MpuMep IOBe3aTU Ca HAPOLHOM
TpaguuujoM jecte TakT 7/8. [loMeHyTM putaM HapOUNTO je
IIOTOJIaH 3a TO, IOK Ce Y IpuMepy ,,/Inmne usary” rpyne bujeno
Oyz2me XeMIOTHA MeTpUKa KOMOWHYje ca OCTa/lINM eleMeHTH-
Ma TpajuIMOHaTHe My3uKe. VICTV IPUHINII IPUMEbEH je ¥
HyMepHu ,,Jlaj My Bpyhe pakuje“ IInasoz opxecmpa u ,,Ha Te
MUCIUM, gywmo” rpyne Mepaun. Ilogena Merpa (3+2+2), koja
je uckopuirheHa y cBuM HabpojaHUM IpUMepuMa KapaKTepu-
CTUYHA je 3a MakemOHCKM (onkmop.*®



IIpumep 6p. 2 - ,,Cyana“ (Ilnasu opxecmap)
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bpojne cy nymepe y KojuMa ce MOTy 3alla3UTI aTOTUYKE
IpoMeHe Y BUAY yCIopaBama UM yop3aBama Moje[MHNX
My3UYKHUX fieoBa. OBaKBe IpOMeHe HAPOUUTO Cy KapaKTe-
pucTunyHe 3a rubato, anu ce MOTY CpeCTV U KOJ AUCTPUOYTHB-
HUX PUTMOBA.

Y npumepuma rpyne Ilnasu opxecmap xao mro cy: ,Cya-
ma“ wn ,1lIta he Hama mwodepuma kyha“ jacuo ce anynnpa
Ha MeTap KOju je IIO3HAT IO NMEHOM ,,ABojka". OH je Kapak-
TEePUCTMYAH 32 HAPOJHA KOJIa, a HAPOUMTO je MOIyIapaH y
nenTpannoj Cpbuju — llymanujn.

IlenoBu koju cy usBenenu rubato, Hajueuhe ce Hasase y yBo-
[y NI KOOu, JOK Cy arorm4ke NpomMeHe 9€CTo IIpuCcyTHE Ny
octazoM TOKy HyMmepe. [Toce6HO je MHTepecaHTHa YNMIbEHNI[A
7la Cy IIecMe Y KOjuMa Ce MOTY 3alasuTy TPaiuLMOHA/IHHA eJle-
MEHTN VJIN IbIXOBY [€JIOBM YBEK Y 6p30M TEMITY.

Temmo, MeTap MM puTaM Kao MefiMj! 3a IOBE3MBae POK
My3JKe ca HapOJJHOM, HYICYy KOpUIITheHV KOHTUHYMPaHO, Beh
Ca MamuM I1ay3aMa y 3aBUCHOCTH Off TpyIIe JI0 TpyIle, aju Cy
M ce OeHJ0BU KOjU Cy C€ jeTHOM IOCTY>XU/N HbIMa YBEK
Bpahamm. VIHTepecaHTHO je U TO [la ce TOKOM CeflaMeceTUX
TOAVHA TPU ITapaMeTPa O KOjuMa je OBJie ped KOPUCTe HEeUITO
pebe, ok ce ocamMpieceTUX WHUXOBA MPYMeHa MHTEH3UBUPA.
XeMMOIHA METPUKA U aTOTUYKe IPOMEHE BUJIHO CY 3aCTyII/be-
HUje TOKOM OCaM/JleCeTHX, oK ce TpoMeHe TeMna n rubato
MOTY 3aIIa3NTH 1 Y HyMepaMa Koje Cy objaB/beHe ceflamMjece-
TUX TOIVHA.

MpumeHa unu umuTtauumja
TpaguUNOHaNTHUX HapOAHUX
MHCTpyMeHaTa Ha Jy-poK
CueHun

buno xoju HapogHM MHCTPYMEHT MOXe
6uTtn nckopuurheH 3a moBe3WBame POK
My3JKe Ca HapOJHOM. Y 3aBMCHOCTU Off
BpCTe YHOTPeO/beHOT MHCTPYMEHTA, ITOHe-
KaJ| ce MoXKe Hohu 7o 3aKk/bydyKa Ha 4Mjn
donkop ce pedepupa. Hexu mHCTpyMeHT
LOHOCY OpMjeHTaJHM IPU3BYK, Apyru he
YIIYTUTY Ha OfipeheHy eTHUYKY 3ajeqHULY,
tpehn Ha offpebenn neo Jyrocnasuje, ntp,.

[Tpumep ,Tema 3a maprujy“ rpyme C épe-
MeHa HA 6peme, HAIIMCAH je M M3BeJleH Ha
mapruju. OBaj MHCTPYMEHT U3BOAM ITIABHY
METIOfUjY, JOK OCTa/IM U3 POK CacTaBa CBU-
pajy mparmy. M y Ipyroj Hymepu ucTe rpyte,
»1IyT myTyje kapaBaH®, Takobe ce m0jaBIby-
je IIOMEHY TN MHCTPYMEHT, CAMO Y HEIITO
MamwO0j Mepu. 3anpaso, Y APYTOM IIpUMepy
OH TaKohe M3BOZIM YBOTHY MeJIOfNjY, N ce
KacHUje I10jaB/byje Kao IIpaTiba I71acy y3 joll
jelaH HapOJHM MHCTPYMEHT KOj/ MMa PUT-
MIYKY YJIOTY — laupe. AKO ce IPY TOM y3Me
y 063up 1 TeKCT 0 KoM je Beh 6miio peun,
a KOjM 4eCTO KOPUCTU TYpIiu3Me, MOXKe Ce

@I
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mohu fo 3axspyuka ga je rpymna C épemena
Ha eépeme jacHO pedepupara Ha OpMjeHTa-
HJ IPpU3BYK.

beun Bujeno Oyzme Huje ce orpaHmu-
YO Ha INPUMEHY CaMO jeITHOT HapOJHOT
MHCTPYMEHTA, Beh je cBOM ycTa/beHOM KOp-
NyCy NPUKIbY4MBAO pasNIN4dNTe HapOnHe
MHCTPYMEHTe, Y 3aBUCHOCTM Off HOTpebe.
Y npumepy ,,Ilatnm, eBo, gecer gaHa“, yBox
IIpef IMoYeTakK IecMe U3BEJEH je Ha YCHOj
xapmonnnu. [Ipumep ,,JInme usary” nome-
HYTE Irpyne npeacran/ba IpaBy pUSHULY
TpaaNIMOHA/ITHNX HAPOOHMX MHCTPYyMEHA-
ta. CacBMM CUTYpHO, OBa HyMepa MOITIa 61
ce M3BOMIUTHU CaMo Ha rajmama 1 TaMoypu,
Y3 IpaTkby TallaHa, KOji CY Y OBOM CIy4ajy
IPUK/by4YeH) POK cacTaBy. 3a morpebe CHI-
Mama IecMme ,,JIume 1BaTy” rocToBanu cy
ITenje ATaHacOBCKM KOju je CBUPAO rajne u
OpkecTap HapofHNX MHCTpyMeHaTa Pagno
tenesusuje Ckomje.*® Beposarno ycnep cre-
M}UYHOT HauMHa CBYpamba Tajau, Y OBOj
IIeCMU Ce I10jaBjbyje HapOJHM CBUPAY, a Ta
npakca he ce HacTaBUTHU ¥ Ha KacHUje ofip-
JKaHVM KOHILIEpTUMA OBE I'PYIIE. Bynyhl/[ na
ce CBa TpU HaBeJleHa MHCTPYMEHTa MOTY
Hahu Ha Tepuropuju Makegonnuje, a Ipu-
TOM je My3JKa KOja je Ha ibJyiMa OfICBpaHa y
MeTpy 7/8, m usBeseHa ox crpane OpkecTpa
HapOJHUX MHCTpyMeHaTa Pafino tenesusnje
Ckorje, OHJla ce CBaKaKO JI0Na3M 10 3aK/byd-

Ka Jia je y mpumepy ,,JInme nary” uusb 6110 Crajarbe CpIICKOT 1
MaKefJOHCKOT (pONTK/IOpa ca POK KaHPOM.

Y npumepy ., Byphesman“ ucre rpyne nckopuirhen je Tpy-
6auku opkectap. Hajcrapmjn n Hajuemrthm cBupaum oBor
uHCcTpyMeHTa cy Pomu,*® mTo 3ajesHO ca MHTepIpeTanujom
OBe IlecMe jacHO ynyhyje Ha Be3y ca poMCKUM (G OTIKIOPOM.
IMoxjemHako MHTepeCaHTaH je u npuMep ,, Aupnbupnbena“ y
KOMe je rpymna Bujeno 0yeme NCKOPUCTIIA XaPMOHIKY.

Ipyma Bujeno dyzme je mpuMemBaa 1 MMUTALVje HAPOH-
HIX MHCTPyMeHaTa Ha e/IEKTPUYHNM. Y IPUMepY ,,AJla je TIIy-
10 3a60paBUT IeH 6pOj“, Ha CAMOM IOYETKY MOXKe Ce YyTH
UMUTALMja Tajau OfCBUPaHa Ha K/IaBUjaTypu, IOK je y Apyra
IBa IIpUMepa, ,A U TU Me M3HijepM“ n ,II’byHn u 3anjesaj
Moja Jyrocnasmjo, Ha ICTOM MHCTPYMEHTY IMUTIPAH 3BYK
¢dpye. Opyna je pacnpocTpameHa 110 rOTOBO YuTaBoj Cpbuju,
Maja ce cMarpa ,cumbonom” nentpante Cpouje — Hlymapn-
je, mnu 3amague Cpbuje, anu je 6mIa IPUCYTHA U Y OCTAINM
JYTOC/IOBEHCKMM KpajeBuMa.

JenaH of HajjeTHOCTAaBHUjUX TPafAUIMOHATHNX HAPOJHMUX
MHCTPyMeHaTa — ApoMOyrbe, nckopuinhes je y mecmu ,, I pymu
6ankancke” rpymue Ilocnedwa uzpa nenmupa (npumep 6p. 3).

VIHCTpYMEHTH KOji Cy Hajipe OyIu yIoTpeb/beH! CY ycHa
xapMoHuka (1974) n mapruja (1975). Ilpsa rpymna xoja ce
TOCITY>KJ/Ta OBOM T€XHVMKOM JlouapaBama (GONKIOPHOT 3ByKa
jecte Bujeno dyeme. OBaj GeHJ je TOKOM 4MTaBe CBOje Kapy-
jepe KOPUCTIO HapOJHEe MHCTPYMeEHTe, I1a He Tpeba fja 4y au
IITO je cTBOpMO Hajsehu 6poj HyMepa ca ynoTpe6OM UCTUX.
Ba)xHoO je 3amasuTu fja ce ynotpe6a TpafuIIMOHATHUX HAPOJ-
HUX MHCTPYMEHATa 3HaTHO MHTEH3MBMpPAsIa y pyroj HON0BU-
HU OCaMJleCeTux.

ITpumep 6p. 3 - ,,I'pynu 6ankancke” (Ilocnedwa uepa nenmupa)

Ja cam das - Ho da -
Jja cam das - no npe -
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O6paae HapoaHUX NecamMa y poK MaHUpy

Y opHOCY Ha cBe [0 cajja HabpojaHe mpuMepe, MoceOHoj
KaTeropuju npumnapnajy oopaje Hapoguux mecama. Obpabe-
He HyMepe Hajuelnhe Cy MHTepIIpeTHpaHe Ha KOHIEPTUMA U
,»KVMBJM CBUpPKaMa“, JOK je caMo Majiu Opoj BIX HAlllao CBOje
MeCTO Ha HeKoM of andyMma. IbuxoBo n3Bobhemwe Ha KOHIep-
TMMa U HAaCTYNMMa y>KVBO BEPOBATHO je MMaJjIo 3a UWb A
ZoIlpuHece WTO 60/b0j aTMOChEpI.

JenHa oy 6pOjHUX POK I'PyIIa Koje Cy Y BeTMKOj MepH IIpyMe-
mBaJe 00paze HAPOXHMX Meytofuja jecte u /le6 u con. OBaj
6enyp je jour 1978. ropuHe Ha TaKaB Ha4MH IPUCTYIINO HAPOJ-
HOj ecmu 13 3anmagHe Makenouuje ,,AGep mojme, Tonke*>' Y
OJJHOCY Ha OCTaJIe Bep3lje OBe MeCMe, > Hajynai/buBIja pasiu-
Ka JIeK! y ToMe Jia je obpahena Bepsuja nspefieHa 6e3 TeKcTa.
W npunnkoM obpasie MaKe[JOHCKe HapoJHe IIecMe ,,J0BaHO,
JoBaHKe®, OBa I'pyIla OfIy4niIa ce 3a Beh ncupob6any TakTu-
ky. Hymepa je nsBepeHa ka0 MHCTPYMEHTaJI Y KOMe IIaBHY
MeJIOfINjy OIIeT NOHOCH e/leKTpUYHa rutapa. Kao n y opuru-
Hany,” 3agpxaH je meTap 7/8 Koju je yjejHO IIIaBHA OJIIMKA
OBe TecMe.

I'pyma Cmak obpasnia je MaKeJJOHCKY HapOJHY IIeCMY
»3ajnu, 3ajau’. ITo y3opy Ha nmperxomuu 6enp, u xop, Cmaka je
IJTaBHA MeJIOfjMija OICBYPaHa Ha eJIeKTPUYHOj TUTApPH, @ TEKCT
je ToTITyHO M30cTaB/beH. OCHOBHA pas3iyKa y OfIHOCY Ha OCTa-
Jie Bep3uje oBe IecMe OIyefia ce y ToMe IMITo o6pajsia IounBa
Ha nucTpubyTuBHOM putMmy (6/8), HOK Cy cBe mnpyre rubato.>*
[Tpumep je pogaTHO oboraheH ykpacuma, HIpuMeHOM Bubpata
Y aTOTMYKUM HUjaHCUPAbIMA.

ITpBu o aHAMM3UPAHUX IIPUMepa Y KOMe je 3aipKaH TeKCT
opurunaia jecre ,lpHoropcko kono“ 6enna JIpysu nauun.

ITpumep 6p. 4 - ,Moj punbepe” (Jusmwe jazooe)

OCHOBHY MeJIOfMjy, Kao 1 O cafia, U3HOCH
eIeKTPIMYHA TUTAPA, a/IM Ce OpPef JOMIHa-
Ij1je OBOT MHCTPYMEHTA MOXKe Uy THU V1 IMU-
THpame 3Byka Qpy/ie U3BeJeHO Ha KIaBl-
jarypu.

CapajeBcka rpyna Jueme jazooe obpa-
muna je 60CaHCKY HapoO#HY mecMy ,,Moj
punbepe’. OCHOBHA MeJIOAMja OfCBUpaHa
je Ha eJIEKTPUYHO] TUTAPU Ca IYHO YKpa-
ca, Bubpara u arorm4knx MoguduKanmja.
Y yBomHOM Jfieny, TUTapu Koja CBUpa BOfe-
hy menopujy npukspydyje ce gpyra rurapa
y TepLy, a IIOCTOjU U ITOCeOaH ,MHTepMel0*
y KOMe COJIO I'iTapa M3BOAY HEOHUIY 06e-
NIeKeHy yHoTpeOOM IpeKOMepHe CeKyH/e,
jeHOT Off HajII03HATUjUX cUMOO/Ia HApOTHE
My3uKe ca 0aIKaHCKUX IpocTopa (npumep
6p. 4).

VIHTepecaHTHNUM Ce YMHU Ja Cy Ce TPy-
Ile oTpefie/bMBaje VN 3a 06pajsy Hapof-
HUX [ecaMa My 3a Kopuiherbe eeMeHaTa
HapopHe Mysuke. Hanme, onu 6eHI0BH Kojut
cy obpabuBann HapopHe ImecMe HUCY KOpU-
CTUIN e/leMeHTe TpafiiLOHaIHe HapOJ-
He My3JKe y CBOjUM ayTOPCKUM I1ecMaMma,
JIOK Ce OHU KOjI Cy MHKOPIIOPYPAIN MOTH-
Be HapOfjHe MY3JKe ¥ CBOje CTBapasallTBO
(monyt Bujenoe dyemema) HUCY ymymiTa-
'y obpajie HAPOJHNX IIecaMa. JeAMHO je
rpyna Cmak cripoBena 3axBaTe 0be BpCTe.
OHu 6enyoBYU Koju cy o6pabuBanu HapopHe
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IecMe OJUIy4YMBasu Cy ce Xxohe u y obpa-
henoj Bep3mju 3agpKaTy TEKCT UM MeJo-
nujy. Hu y jenHOM of aHanmM3MpaHNUX IpH-
Mepa HICY 3a/jp)KaHe 06e 0Be KOMIIOHEHTe.
Y npuMepuma y Kojuma je 3afip>kaH TEKCT,
MeJIOfiMja je TOMKO U3MeIbeHa JIa Ce TOTOBO
He MO)Ke TIOPEeIUTH Ca OPUTMHATIOM.

O6payie HApOFHNX MecaMa IT0CTajy MOIy-
JIApHE y OPYTOj IOJIOBUMHN CeflaMeCeTUX 1
TOKOM OCaM/JieceT FOfIHA, a IPBe Koje Cy UX
ynorpebpaBane cy rpyne [pyzu nauun u
JIe6 u con. ITomrto cy cBe obpahene menonuje
U3BeJleHe Ha eJIeKTPMYHOj TUTapy, IOCTa-
B/ba ce crefiehe yTame: 1a 11 je OHAa y OBOM
CIIy4ajy Ipeysena yIory HapOGHOT MHCTPY-
MeHTa? OHa M3HOCK Me/IOAMjy KOja y OCTa-
JIMM Bep3ujaMa obpaleHux npumepa roroBo
YBeK IpuUIIajja HEKOM HapOJHOM, Te Ce CTO-
ra y oBoM ciy4ajy Moxe pehnu pa je enex-
TPMYHA rUTapa Ipeysena yaory HapOJHOT
nHCTpyMeHTa. O6pajie HAPOTHNUX Iecama
IIPEJICTAB/bajy HAjOYUTIEJHI]Y BE3Y U3Me-
by poka n HapogHe My3suKke. YBek cy bupane
JTaKO TPeIo3HAT/BMBE HyMepe Koje ¢y Beh
UMajie OTPOMHY IIOIYTAPHOCT y 3eM/baMa
U3 KOjUX MOTUYTY, IIa Cy CAMMM THUM TapaH-
TOBaJIE YCIIEX.

World music —pro et contra

Topune 1987. y JIoHmOHY rpyna My3UYKUX
uHAycTpujanana ocausa xxanp WM. Ilpsen-
CTBEHO, OBaj TEPMUH HUje OCMUII/bEH Ca
IVJbeM JIa O3HavaBa XXaHp, Beh ma mpepcra-
B/ba ,eTUKETY  Koja he cTajaTy Ha moce6HO]
HOMNIM Y My3SUYKIM IpofaBHMUIIamMa. MHo-
TU ayTOPU KOj¥ Cy OM/IM HOMy/TapHU Y TOM
HePUONY UCKOPUCTU/IN Cy OBaj TEPMMH Kao
HEKy BPCTY MY3U4KOT ,,KOHT€jHepa', Tj. mpo-
CTOpa y KOju MOTY Jia CMeCTe CB€ OHO IITO
Huje npumnapgano Beh nmocrojehum Bpcrama
HOITy/TapHE MY3UKe.

Ocampecerux rogyaa 20. BeKa OO je KO
BE/IMKMX IIPOMEHA y IOT/IEAy HOTafallbIX
CXBaTamwa KyAType, JPYLITBa, Me/INja, EKO-
HOMuje u Ap.>> Besnka TeXHOIONIKA JOCTHUT -
Hyha, nosehan 6poj gocemeHmKa, pasBoj
MHJAYCTPUje U TypU3Ma, yTULRAj Meauja,
OJIaKIIaHa KOMYHUKaIVja — CBE je TO IO PU-
HeJIo Jla ce pasnndIuTe ,My3uke cBeTa” Habhy
Y HalleM HEeIMOCPEeJHOM KYITYyPHOM OKpY-
xemwy.”® Yeehane moryhnoctn cHumama un
penpopyKuuje 3ByKa IpejcTaB/bajy IpBI
KOpaK Ha IIyTy Ka CTBapalby OBOT JKaHpa.

bes 063mpa Ha TO IITO je HACTAO U3 NpaK-
TUYHUX PA3/Iora I IITO HHUje MO pasyMeBao
IIpeTeHIMO3He HaMepe, TepMuH WM nsa-
3Ba0 je 6pojHe TTOTIeMIKe Koje ce TUIy IMHUTa-
ba TyMaderma y HayYHUM U aKaJZeMCKUM
kpyrosuma. I[IpBu myT Kagia je ymorpe6men

(cpenvuOM mepeceTnx), mojaMm WM omHOCHO ce Ha MCTpaskn-
Bame He3amafmbadyKe My3JKe 1 My3UKe eTHUIKVX MambIHa. Y
TO BpeMe HVIKO HIje HI IIPeTHOoCTaB/bao Aa he on 1987. ropu-
He OONTY IIOTIIYHO HOBO 3Hauelbe, Hajuelllhe TyMadyeHo Kao
JKaHp IOITyJIapHe MY3MKe KOji y cefe YK/bydyje pasniudure
My3nuke GeHoMeHe, Kao IITO Cy TPaAWIMOHATHA MY3UKa I
¢dysuje ponkiopa ca MOIyJTapHUM XaHPOBUMA. Y OCHOBI,
WM osHayaBa TpafiuIIMOHAIHE My3/YKe BPCTe He3alaJHUX
IIMBU/IN3AIIMja, alK ce JelThe ymoTpe6/baBa 3a O3HaYaBambe
ob6macTu caBpeMeHe My3uKe y K0joj ce pernhy yTniaju pas-
MuanTHX Kyarypa.”’ OBaj skaHp IpefcTaB/ba ogpehery BpcTy
IIPOCTOPA Y KOjU Ce MO>Ke CMeCTHUTH OMIO Koja My3UKa OCUM
K/IaCUIHe.

IIpBa, a BepoBaTHO 1 HajBa>kHMja ofuka WM-a jecrte Ta
7la OH IOIpa3yMeBa TPAJUIMOHATIHY MY3UKY KaO OCHOBY 32
mamy Hajgrpanamy. Hujenna nHymepa ce He MOXe CBPCTAaTh y
WM yKONMKO HIje 3aCHOBaHa Ha HEKOM Y30PKY TPajuIMO-
HamHe My3uke. OH MOKe OMTH yIIOTpe6/beH Kao OpUTMHANIAH
(gurat), WIM caMo IpefCTaB/baTy MHCIIMPALV]jy. YKOIUKO je
HoIy/apHa MeJIofiija OfiCBMPaHa Ha HEKOM Off TPaiiLiIOHa -
HUX HapOJIHMX MHCTPYMeHaTa, TO ce Takohe MoXxe TyMaun-
TU Kao TpajuIMoHanHa ocHoBa. [Jajbe, WM noppasymeBa
MY3UUKY IPORYKIMjCKY 0Opafy, Tj. IpeHOIIehe TPaguIIo-
HaJIHe MY3JKe y caBpeMeH1 KoHTeKcT.”® OBa o6pasa Hajueuthe
HofIpasyMeBa I0fjlaBaibe CAaBPEeMEHOI My3MYKOr apaH)KMaHa
HEKOj TPafANLMOHATHOj MesTofuju.>’ CaMUM TUM IIPUCYTHA je
u ¢urypa ayropa.

Ersormka je jour jefiHa off BaXHMX 0COOMHA OBOT JKaHpa.
ErsornuHom ce gecTo cMaTpa Mysuka [Ipyrux (ymambeHux,
TeXe TOCTYIHNX KY/ITYpa), JOK ce My3VKa Koja IIpUIIaja CoIl-
cTBeHOM Hacnehy cmaTpa ayTenTasoM. Hapopu xoju ¢y o3Ha-
4yeHy Kao JIpyru, HesanajiHu, )KMBe Y COLMOKY/ITYPHUM 3ajefl-
HHUIIAMa KOje Cy IPOCTOPHO ¥ BPEMEHCKY M30/I0BaHe.

WM yxipyuyje pysuje koje ce gelaBajy usMmehy pasnmaurux
BPCTa My3UKe, Hajdyenrhe TpagMI[MoOHaTHe U HeKe Off TOMy/Iap-
Hux. CaMMM TUM TIOfIpasyMeBa ce u Kpocosep usmebhy pas-
JVYUTUX KaHPOBA, a He Tako peTko u usMebhy pasnmumanrtux
kynrypa. C TUM y Be3u je 1 uspas ,,Baundary-crossing® — mpe-
Jla3aK TPaHNUIIA, KOji Ce OfHOCH Ha OMII0 KOjy BPCTY capajmbe
BUILIE My3MYapa ca Pa3IMYMTIX CTPAHa CBETA UM Ha IUCTPU-
OyIuje TOKaTHUX My3UKa Kpo3 >KaHPOBe KOjiiMa II0f yoouJa-
jeHMM OKomHOCTMMA He mpunanajy.®’ Ynorpeba dysnje xoja
npubmskaBa GOIKIOp HOMyTapHOM 3ByKy oMmoryhaBa HacTa-
Hak XnOpujia 4uja je I/IaBHa OJJIMKA ,,BeCTepHMU3aLMja“ — mpe-
Boheme HesamaHUX MY3MUYKMX TeKOBUHA Y 3alajiHe HaYVHe
HOTHpama 1 u3Bohema.®! To sIpaBo 3HAUN 12 My3HKa Koja ce
MO)Xe YyTH! Y OKBUPY KaHpa WM Huje oHa Kojy 6ucMo 4ynn
Ha TePUTOPHjU OffaK/Ie je MOTeKa, Beh mheHa M3MembeHa 1 TpH-
narohena Bepsuja. [TojenyHM ayTOpM Kao jeflHy Off BaXKHMjUX
KapakTepuctuka WM-a HaBojie TO /la HyMepe OBOT >KaHpa
HIICY U3BEJIEHE HA €HITIECKOM je3UKy.®

OBaj xaHp 13a3Bao je OpojHe IoIeMIKe I IOfieJie y aKafieM-
CKVIM U HAYYHUM KPYTOBUMA. JellHN Cy UCTUILIanu fobpe cTpa-
He HacTaHKa WM-a, JIOK Cy IpyTu u3pa’kaBajiu HerofoBambe
HOTKPeI/beHO OpOjHUM OIpaBJaHNM WMV Makbe O paBLaHUM
pasnosuma. Op caMor cBor HacTaHKa, WM je mpezncTaBbao
jemHy QIyngHY CpeiuHy y K0joj HUCY OCTOjaTu OKBUPU HI
BpeMeHa HI TpocTopa. MysuKa ca Hajyla/beHUjuX MecTa, MHO-
TUMa HefOCTYTIHUX, OCTaIa je MPUCTyIIadHa y 61mo Koje Bpe-
Me Ha 6110 koM MecTy. OHa je JoBOJ/bHA J1a €BOIIVIPA CTUKY TOT
y/ia/beHOT CBeTa 13 Kora 1oTude. [71aBHa yTonmjcka mzeja oBor
JKaHpa O1171a je T yIMHY TTOMy/TapHUM TPaiUIIMOHATHe My31d-



Ke I3pa3e KOjy Cy BpeMeHOM ITOCTa/I MapTMHA/IM30BAHM 1 fla
THMe yTIde Ha Ky/ITypHY jeqHaKocT. To oTBapa MoryhHocT ma
ce CBaKM MY3MYKIU CBET MOXKe IIPEHeTH Y HeKU JPYIU M TUM
YMHOM IIOCTaT¥ PAaBHOIIPAaBHY NPUIIAJIHUK HOBOT KOHTEKCTA.
Kpos oBaj HOBM »KaHp IIOHOBO 0>KVBJbaBajy OHY IIOMaJIO 3a60-
paBbeny, jep ce y WM-y Tpagniuja ctanno Bpaha 1 moxasmba
He fa 61 611 MckopuutheHa 1 Of/IoXKeHa y IIpoNIocT, Beh ma
6u 06171a HOBO 3HaUeme y cafjammbocTy. OH oMadke fia moje-
IVHE KyNIType He Oy/ly UCK/bydeHe U3 CaBPEMEHOT OKPY Kemba,
Beh 712 mocrany mweros papHonpasaH feo.% Ha taj HauuH faje
ce oxrpeheHM HOpMHOC OUyBamby TPafUIIIOHATHE My31Ke U
MOZICTIIYE PeBUTAIM3AIIN]ja TI0jeMHUX KYATYpa.

Yrnpxoc MmameM 6pojy HabpojaHNX MO3UTUBHUX CTpaHa,
BehuHa ayTopa cmarpa fa WM uMa MHOTO BUIIIe OHMX HeTa-
TUBHUX. be3 0631pa Ha TO IITO ce OBaj )KaHp 3aCHNUBA Ha
TIOKaTHMM TpajuIMjaMa, Koje Cy M OMOTryhne meros HacTa-
HaK, TIOCTOj)1 OTacHOCT fia he ce oHe yromuTy y rmo6anHom, Tj.
Ia he rmo6aHO OCBOjUTY IPELHOCT HaJ| JIOKAJIHUM U Ha Taj
HayyH M3BpWUTY yHUPUKanujy. 3atuM, WM Kopuctu 3ByK
KOjU je OfIBOjeH Off CBOT IPBOOMTHOT M3BOPA, 114 je CAaMUM TUM
u 6e3 nkakse Bese ca uctuM.%* To ycoB/baBa IpoMeHy 3Hade-
’ha HeKe My3JKe KOja je Y 3ajeflHUIIN T7ie je IPBOOMTHO M3BO-
bena nmasa HekakBy cBpXy, 6110 3a6aBHY, 6110 0OpenHY.
[Tpnnykom npedopMymncama y HOIyIapHy, OHa TYyOU Tojen-
HOCTH Koje Cy je UMHUIIe CTeniGUIHOM I TIOCTaje 1e0 HOBOT
CBeTa y KOMe 1IMa IIOTIIYHO HOBO 3Hademe.%

Osaj mporiec mpoMeHe cpeyHe ofipeheHe Mysnke Moxke fla
yTU4e Ha TO Jla OHa IPUKaXKe MOTIYHO UCKPUB/bEHY CIUKY
Heke Tpajuiuje. JecTo ce IPUMINKOM CTyIIaka IIOTIYHO U3TY-
6u 13 B/ 1a HeKa My3uKa nMa ofipef)eHe kopeHe 1 opexo.
He pasMumpa ce o ToMe KO je By M3BOAMO IIpe, 360T Yera u
Kako jy je ayrop WM Bepsuje yormre ayo. Ha Taj Hauun usso-
haun op xojux moTIYe OpUTHMHATHA My3UKa 61Bajy OTITYHO
MapIVHaIN30BaHN, a BBIIX0Ba KPEaTUBHOCT 3a60paB/beHa, JOK
ce caBpeMeHV KOMIIO3UTOPY CTaB/bajy y IpBM I1aH.%

[TocTap/ba ce MUTame: Ha KOjU HAUMH Ce MOXKe YTUI[ATU Ha
y6ra>kaBare HeraTUBHMX II0jaBa Koje ca coboM Hocu WM?
JemHo of pemiera Moke OMTV OPTaHNM30Bake MHCTUTYIMja
Koje he koHTponucary u nponucusatu ogpehena npasuia
TI07] KOjuMa Ce TpaAuIoHaMHa My31Ka MoXe obpahusarn.
Takobe, Tpeba ocMUCIUTY YCTIOBe ITOJ KOjuMa 6M OpUTMHATTHA
TePEeHCKV CHUMIIV MOTJIM JIa Ce 1ajy M3BOhaumMa u ayTopuma
WM-a na kopuuthere.®”

World music n ctuyawe nonynapHocTu

WM je 3a KpaTKo BpeMe CTeKa0 BeMKY IOIy/IapHOCT, KAKO
y cBety, Tako 1 y Cp6ouju. OBaj xaHp je I0cTao KOHCTPYKTOP
»CaBpeMeHe My3U4Ke MOfie, Te je CBaKo KO je >keJleo fa Oyne y
TPEH/Iy MOPAo Jja Toceflyje HeKOMMKO akTyemHux WM usaama.
Tpapuionanna HapoHA My31Ka y CABPEMEHOM apaH)KMaHy
npernaBuia je Mefiuje u KoHueprHe cane. OHa ce, OCMM Ha
uHTepHery 1 CD-y, Morla 4yTi U y puIMOBMMA M KPATKUM
PEeK/TaMHMM CIIOTOBUMa. %

Headupmucanu My3suuky »XaHPOBM KOju TeK Tpeba fa
CTEKHY IIOIIy/IAPHOCT yIJIABHOM Cy IIPOMOBUCAHM Off CTpaHe
ayTopa KOj! y CBeTY IOIIy/IapHe My3MKe Beh y)KuBajy BeIMKu
yraer. OBy ayTopu Cy Hajuemnhe ToBe3nBaIyu TpagUIMOHATHY
MY3HUKY ca OHOM Kojy ¢y Beh n3Boaum, ja 611 ce KacHUje HeKI
oJ] BVX MOTIYHO NPUKIOHUIN HOBOj cTpyju. Hexn of mux

cy Ilnrep labpujen, bpajan Eno, 506 Map-
¥ Ap. YIIpaBo Cy capafiiba ca Iomy/ap-
HUM 3Be3/laMa I ’kbJMXO0Ba MOJIPIIKA ITOCTaNN
KJby49HM 32 pasBoj WM-a TokoM ocampece-
tux. Mehy nocrojehum >xanposuma, WM
Ce UICTUYE KAO jelaH Off OHUX KOjU IIPYXKajy
Hajeehy pasHONMMKOCT. YIIpaBo je Ta pasHo-
JIMKOCT MPY>MTa MOTyhHOCT 3a cTBapame
TOTa/bUBOCTY U n3beraBabe MOHOTOHU-
je. WM je mpocTop y KoMe CBaKM CylIaal;
moxxe Hahu geo cebe.

JKanp xoju je npy>kmo HajBuIIle MO PIIKe
pasBojy WM-a cBakaxo je pok. Moryhe je
fla Cy POK My3u4apy y OBOM HOBOM IIPaBIfy
BUJIE/IM HAa4MH JIa IIOIy/IapU3Yjy CBOjy MY31-
Ky, 6ymyhnu fa je oHa mocTeneHo npenasu-
Ja y fpyrM IUTaH. YIIpaBo je u Hajsehu meo
ny6nuke Koja ce npukionnaa WM-y nore-
kao 13 poka.® [Topey TIOK/IOHMKA POK U TIOTT
MYy3MKe KOj Cy CBECP/IHO IIPUTPIUIN OBaj
HOBYI >KaHP, leTOBY 0605KaBaoIyl MaXOM Cy
mocTtany u 06pa3oBaHM JbYU U3 TpafioBa,
YITTABHOM JipylITBeHa enuta.’’ Yiopumira
MOMy/TapHOCTH, anu u Hajsehe mpoussop-
we WM-a nocranu cy Ibyjopk, Jlonzion, n'y
HeITo Mamwoj Mepu Ilapnus.

ToxoMm ocaMpeceTMX TOAMHA, jOLI Ipe
(dbopManHOT HacTaHKa OBOT )KaHpPa, OCHMBA-
jy ce pasnmuumuTe MHCTUTYLIMjE ¥ APYIITBA 38
IIpoy4YaBaibe NonyaapHe Mysuke. Maxo Tafa
WM jour yBeK HUje IIOCTOjao y laHAIIbeM
CMUCTTY peuy, MHTepecoBabe 3a IoImyap-
HY MY3UKY CBaKaKoO je JOIIPUHEJIO H>eT0BOM
HacTaHKy. KpajeM ocampieceTux u TOKOM
feBefleceTux, Kajla My3udka MHJyCTpHja
HOYMIbe JIa HPOU3BOAY MY3UKY Ca ,eTHUKe-
ToM“ WM, ocHMBajy ce OpojHM Yacomucy,
(dbopMupajy ce mucTe Koje Cy IpaTuie KoMep-
LMjaTHA YTULAj OBOT KaHpa, IOYNIby Jia ce
IITaMIIajy BOIMYM 32 CIyIIAOLle, a YCTAaHO-
B/bE€HA je U KaTeropuja 3a gogeny Grammy
Harpase y oBoj o6macTu.

Y omgHOCY Ha ocTanu feo cseTa, Cpbuja
je Ha CIMYaH HauyMH 1odYena Ja Heryje WM.
[Monynapusanmja 0BOT HOBOT KaHpa BPLIN-
7ma ce npexo Hekux Beh mocrojehnx n mpn-
xBahennx. TokoM fieBemeceTnx, Kafa pox
MYy3MKa [I0/IaKO I10CTaje MapriHaaM30BaHa,
a TIOTI ITPe/Ia3y Y CeHKY HEeKMX HOBMX >KaHPO-
Ba (Kao 1To je Typ6o (onk), mounmy fa ce
KOpUCTe e/IeMeHTH TPAJUIIMOHA/IHE HAPOJI-
He MY3UKe Off CTpaHe KOMIIO3UTOPa I U3BO-
haua momynapue.”! Bpemenowm he ce yrumaj
TpajuIiuje cBe BUIle oceharn, a Mysnka y
K0joj ce oHM MOTy uyTu Hasusahe ce ,,eTHO"
nnu WM. JenHa pasnukay ofHOCY Ha OCTa-
7ie 3eMJbe y KOjMIMAa je 3a)KMBEO 0Baj HOBMU
MY3UYKI TTpaBalj jecte y ToMe fa ce y Cp6u-
ju 1 fajbe pajiuje KOPUCTU CUHTarMa ,eTHO
MYy3MKa', a IIopef TOra 4eCTo ce MOTY 4yTH 1
no3uBama Ha bankaH, OMHOCHO 6aTKaHCKY
My3uKy.”?
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ITonynaproct bankana, a caMmum TuM u
MY3UKE KOja IIOTK4Ye Ca OBOT II0JpyYja, Huje
KapaKTepMUCTMYHA CaMO 3a HAlly TePUTO-
pujy. Mupjana Jlaymesuh nasopu ma y Cje-
numbenuM AMepudkuM JIp>kaBaMa IocTo-
ju mocebHa rpyma JbyAM — KOjy OHa Ha3u-
Ba ,,0a/IKaHUjaHIIU" — ONMYNE>EHa He CaMo
My3uKoM, Beh 1 06MyajuMa Koju moTnyy ns
6anKaHCKMX 3eMaba. OHU ce peJOBHO OKY-
II/bajy Y OKBUPY CBOj€ 3ajeJHULIE U YIECTBY]Y
y usBobhemwy 6alKaHCKUX Urapa U IecaMa.

Ha cpnckoj WM cuenn 6pojHe cy rpyie
KOje y CBOM Has3uBY anyaupajy Ha bankan
- Bankanuka, bankanononuc, bankan can-
ca 6ern0 u np. Ilopep Tora, BehnHa mux nma
anbyMe WM HyMepe Y YijuM Ce Ha3uBUMa
MIOMIEb€ JICTH, & Ha IIpe3eHTaljaMa Tpyma
KOje Cy ToCTaB/beHe Ha Be6-cajroBuMa (Mehy
KOjuMa je ¥ CajT 1mofi CMMOONTMYHUM Ha3u-
BoM Balkanmedia) mory ce Bugern pasmm-
YUTYU NO3VBYU Ha ,NIyTOBame bamkaHOM 1
TOMe CIM4HO.”

Mysuka je Mefyj KOju Ha HajoO/bM HAYWH
omoryhaBa f1a ce bajikaH pencTaBy y Mosu-
TUBHOM CBeTIy. AKO ce y3Me y 063up na je
OBO jefiHa M POKA ¥ My/ITUKY/ITyPHA TepH-
Topuja,”! M3MULIHO je TOBOPUTH O 6OTATCTBY
IbeHe TPauLje U KY/IType MU O PasHOMN-
KOCTU BeHOT My3uuKor Hacneha. Moryhe je
ma cy WM usBobauy novenu ja ce KOpyucre
HEeIOBYM MMEHOM KaKo 0u ceOu 00e36emmmn
Behy cTBapasadyky MpoCTop; y CYIpPOTHOM,
6unu 6y npuHybheHu fa ce opyryde 3a yno-
Tpeby Tpapguuyje Koja je OorpaHMYeHa CaMO
Ha jegHY fip>XaBy. bankaH npeficTaB/ba HeKN
BIIJl OTIpaBJama 3a Mellame Hajpasaudn-
TUjUX BPCTa HAPOJHOT MY3MYKOT M3pa3a ca
HOITy/TAPHOM MY3MKOM, TaKO Jia Ce, pelMo,
Koz n3Bobaua koju cy us Cpbuje Mory uyTn
PUTMOBU KapaKTepuUCTHIHM 3a byrapcky
it MakefoHujy, 1 06paTHO.

World music Ha Jy-pok
CLleHU — ceHKa bayeHa
yHanpena?

la 6u Heka Mys¥Ka MoT/Ia fia 6yzie CBpCTa-
Ha'y WM >xaHp, MOpa ia caJipK1 JiBe HajBa-
JKHMje KapaKTepUCTUKe:

1. eneMeHTe TpafUIMOHATHOT MY3MYKOT
Hacneba;

2. yTuULaj IOIy/IapHe MY3UKE.

EnemenTN mny mabnoHU Ipey3eTy U3
TpajulMOHa/THEe HapOJHEe MY3MKe Y HallMM
IpuMepyuMa yIoTpeb/beHN CY y TeKCTY,
MEJIOfVj!U, PUTMY, MHCTPYMEHTAPUjyMYy UL
Kpo3 00pajie TO3HATNX HAPOJHMX ITecaMa.

bynyhu pga ananusupaHe HyMepe IIpu-
nmaziajy >kKaHpy POK MYy3UKe, y TeKCTOBU-
Ma IecaMa JIaKO je YOUUTU acoLMjalnuje Ha

kmIoKeBHU Gonkinop. Hajynaympusnja je ynorpeba apxansa-
Ma, TypIM3aMa, y3peunIla, XaproHa 1 CIMIHNX pPedn Koje Cy
yob1ruajeHe 3a TeKCT HapopiHe mecMe. ITopep Tora, mpucyTHe
CY ¥ TeKCTyasTHe LIeJIMHEe Y HapOJHOM JyXY, ONIMCHBahe JoTa-
haja nny momenn 3abpaHa MpONMCaHUX OF CTpaHe pypaTHe
3ajepHuIe, mocsehenoct vy o6pahame Hekoj BO/bEHOj 0COOM.
IToce6bHy ma>kmy mpuBIade ocobeHe BPCTe pajia ca TeKCTOM
U MeTpMKa CTUXa, OfJIMKe KapaKTepUCTUYHe WK 6ap BeoMa
6/m11CKe HAapOJTHOM CTBapaMallTBy OBUX IpocTopa. [Ipncyr-
He Cy 1 anoctpodupaHe pedyn Koje Mory fa pedepnpajy Ha
ozipeheHo roBOpHO MOAPYYje, 3aTUM Y3BUIIU ¥ KOMaH/ie Hapo-
YUTO TUIIMYHY 32 U3BOheme HeKMX HapOJIHMX UTrapa, Kao U
ynorpeba cumbora (IIonyrt Hasusa IBeha) y KojuMa ce 1ako
Mory upeHtu¢ukosary ogpehene ernuuke rpyme. Baxxso je
HAIIOMEHYTH Jia ce HabpOjaHM eJIeMEeHTH BelITO KOMOUHYjY ca
pedrMa 13 poK MIjbea VIV YOITIITe MOIy/IapHe My3HUKe, Te f1a
HIKaKO He OffHOCe IIpeBary Haj mbiMa.

Y menopuju ce ynyhusame Ha HapofHy My3UKy Hajuemrhe
UCTO/baBa Kpo3 yHoTpeby KapaKTepMCTUIHUX yKpaca (y
Koje cIiafia 1 0co6eHy HauuH u3Bohema kBolajyhux ToHoBa),
BuOpara Ha TOHOBMMA JYTOT Tpajama U y3BUKMBamwa. Hapo-
YITO Cy yIafi/bliBe 0CoOeHe BpCTe MHTepIpeTanyje (IoImyT
HoipakaBara CeOCKOT HauMHa TIeBarba), 3aTHM JIeTIOBM M3Be-
IeHU »y IyXy  HapofHe MYy3¥Ke, Hajuelrhe yIycaHy y MHCTPY-
MEHTa/IHOj IMHMj!, I KapaKTepUCTUYHA YIOTpeba MeIofNj-
CKUX TIpefasa ¥ MpeKoMepHe CeKyH e Koja ce yCTanaa Kao
jemaH off JOMIMHAHTHMX CMMOO/Ia HapOJHE MY3UKe ca MHOTTIX
nozpydyja bankana. [Toce6Ho Tpeba nctahm nepame Ha bac,
WM KJTalle KOje Cy BeIITO MOCTaB/beHe 0OMYHO ¥ YBOJHUM
menoByMa mecama. Humra Mamwe H1UCy BakHU HU npatehn
BOKaJIN, KOjU Cy y IIOjeAMHUM HyMepaMa jefjuHa acolujaLuja
Ha $ONKIIOp.

PutMmoBY HapoziHe U TOMTy/TapHE My3MKe OMTHO Ce Pas3/InKy-
jy, I1a 3aTO IpeJCTaB/bajy KOMIIOHEHTY ITIOTOJHY 3a MCIIO/baBa-
Be QOoNKIOpHOT Hacleha. Y momynapHuM MelogujaMa puTam
U MeTap Cy YITITaBHOM yCTa/beHN. Y HapOJHOj MY3UIIM TO HIje
YBEK CITy4aj, I1a je 3aT0, YKONMKO T'a ¥IMa Y OBOM JIOMEHY, JTaKO
IPENO3HATH KEeToB YTUIIaj. Y HallleM Y30PKY 3alakeHe Cy
YyecTe IIPOMEHe TeMIIa, HAPOYUTO Ha I'PAaHNYHUM IIYHKTOBUMA
Kao IITO Cy yBop, 1y Kofia. I[Toce6Ho je ymappusa ymorpeba
rubata xoju ce y IoIyy1apHOj My3JLIM YOIILITe He IIpUMeEYje,
TIOK je ca pyTe CTpaHe OCHOBHA OfITMKA TIOjeAMHUX KaHPOBa
HapopHe. Vcro ce Moxke pehy u 3a arornyka HyjaHCHpamba.
IToceban eexar ocTBapyje ce ynoTpe6OM XeMIOTHE METPUKE,
Koja je M caMa JOBOJbHA Jla TIOZICETU Ha HApOJHO CTBapasna-
mTBO (MTO Ce TAKO MOTJIO YOUUTH Y TIOjeAHNM aHaMN3upa-
HUM IpVMepuMa).

MucTpyMeHTapujyM pOK cacTaBa IPUINYHO je YCTaJbeH,
Kao J y OCTaJIUM >KaHPOBNMMa IIOIyTapHe My3uKe. 3aTo ce
3BYK OMJIO KOjeT MHCTPYMEHTa IIPUIOAAaTOr OCHOBHOj TPyIIN
JTaKo MoxKe 3amasuTu. To je HapOUUTO CTydaj aKo ce KOpHCTe
TpafiNLIMOHa/IHY HaApOLHY MHCTPYMEHTHU. POk rpyme 4uje je
CTBapa/aIlTBO aHATM3UPAHO Y IPETXOTHOM JIeTTy pasia KOpu-
CTHUIe Cy pa3He BPCTe HAPOTHMX NHCTPYMeHaTa — KopfiodoHe,
MeMOpaHo¢oHe, aepodoHe. Meby muMa 3amakeHu cy: map-
I'ija, Jaupe, yCHa XapMOHMKa, rajfie, TallaH, TaMOypa, ¢ppya,
Tpyba, XapMOHVKa 11 gpoMbysbe. 360r cnenuduyuHe 60je 3Byka
1 MOryhHOCTH Koje Ipy»Kajy caBpeMeHM eJIeKTPUYHIU UHCTPY-
MeHTH (TTOTyT KIaBMjaType), HEKM Off IbJIX Cy CaMo IO paska-
BaHu. C gpyre cTpaHe, BehuHa pok nsBobhava ycypmuia ce fa
Ha ITOHEKOM 1 3aCBMPa, JIOK CY 3a TT0jefITHe HyMepe MO3VBaHN
YaK U HapOJHY CBUpPAYNL.



O6pape Beh mo3HaTuX U npuxBaheHNUX HapOJHUX ITecaMa
TaKohe cy HauMH Ja ce 6MJI0 KOja BPCTa MOIIy/IapHe MY3MKe
MOBeXXe Ca TPAANIIMOHATHOM. 10 je jefaH off BU/I0BA IPEKO
KOjMX ce TpajVIMOHa/HA My3MKa MO>Ke IPYKa3aTu U CIy-
IIAoIIMa JPYTUX )KaHPOBA, IOTOTOBO OHMMa KOjI CY CTPOTO
olpefie/beHN 3a ofipeheHy BpcTy My3MKe, Te CTOra MCK/bYYMBYU
npema gpyruma. OBe obpasie Hajuemrhe cy BpIeHe TaKo IITO je
eJIeKTpMYHA TUTapa IIpey3uMara yJIory Koja 611 Hade npyia-
Jaja IeBady VI HEKOM TPaUIYIOHaTHOM HapOHOM MHCTPY-
MeHTY. VI3Bobauu cy ce Tpyamau fa 3ByK Oyne mTo 6/1mKu
($ONKIIOpPHOM, Te Cy 3afipXKa/lIi KapaKTepUCTUYHe yKpace U
BMUOPATO, @ YECTO Ce MOXKe Uy T M HOfaBabe IapaeTHUX Tep-
1. Bajpa HalmOMeHyTH Jla POK My3u4apu Hucy obpabusannu
caMo IlecMe Koje IIOTUYY U3 IBJIXOBOT HeIIOCPETHOT OKpYXKe-
1Ba, Beh 11 Imo3HaTe HyMepe CBOjUX cycefia. AKO ce Ta 4Mibe-
HUIIA y3Me y 003Mp, MOT/IO O ce 3aK/BYUNTH Jja Cy BIXOBU
IIPOM3BOAY OV/IV HaMeeHY IMPOKOM MIUJbey IIOTPOLIaya.

YTuiaj nomynapHe My3uKe HajlakIle ce MOXKe YOUUTY KPO3
MHCTPYMEHTA/THI CKJIOI KapaKTepUCTIYaH 3a ofjpehenn xanp
(y oBOM crry4ajy pok). EnekTpudHy MHCTPYMEHTH Kao LITO CY
ruTapa, 6ac ruTapa 1 KJIaBUjaTypa OQIMYHO 3aCTYIAjy POK
MY3VIKY, Y3OVDKYRM ce IPaKTUYHO Ha HUBO HBEHOT cuMOOJIa.
3HauajHa Cy ¥ cCaBpeMeHa TeXHIYKa CPeCTBa, Kao IITO Cy 03BY-
4erbe, CHUMalbe I pelIpOAYKIIuja, peBepO, CeMIlIOBame I Jp.

Opn My3MuKuX CpeficTaBa HajyHafi/bUBMjI Cy XapMOHMja 1
putaM. XapMOHCKM CJIefl je TOTOBO IOTIYHO IIpey3eT U3 HOIY-
JMapHuX xaHposa. OIINKYjy ra OCHOBHe QYHKIIMje TOHA/INTe-
ta (T-S-D, unn D7), ca moHeKnM COpegHUM CTyIIbeM. Meno-
IVje Cy MUcCaHe y KIACMYHOM JYp-MOJI CUCTEMY, a Off KapaKTe-
PUCTUYHUX VIHTEPBaJIa MOTY Ce CPeCT! IIPeKOMepHa CeKyHa
u cHkenu VI crynam (Mon-nyp). Purtam je guctpubyrusas,
KakaB ce Hajuemhe cpehe y pasmarpanoj pox mysunu. Vimmpo-
BM3allMja, Ko je[lHa Off BAXKHMX OJ/IMKa POK SKaHpa, a Ha CIle-
nuduyaH HAYVMH ¥ HApOJIHe MY3UKe, TaKoDe je 3agpxaHa.

Beh cmo ycraHoBMIN fa cy mocrojaie ¢ysuje usMehy npa
VULV BUILIE )KaHPOBA, IITO je YCIOBUIO HaCTaHAK XMOPUHUX
¢dopmu. ITopep Tora, eBUfieHTHa je U pa3MeHa n3Mely pasnn-
4UTUX KynTypa. HaBeneHe unmennile OTKpUBAjy f1a je CBe OHO
ITO CyWTHHCKN fepuHume WM 6uno npucyTHo Ha Jy-pok
cieHM ¥ 3HaTHO nipe 1987. roguue. Tume mro Tepmun WM
y IOMEHYTOM TIEPMOAY jOII YBeK Huje 6110 OCMMIIbEeH, OBa
My3UKa IIpyUIaa je pok xaHpy. Mehyrum, eBupeHTHO je na
CY U BbeHe IIpucTanuie 6ue cBecHe pasiuka u3Mehy ,amcror”
poka peduHuCcaHOT Ha 3amajy, ¥ OHOTa KOj/ Ce MOTao 4yTU Y
JyrocnaBuju (ToMe y IpHUJIOT TOBOPE U TEPMUHY KO IITO CY
(OK-pOK MM IACTUPCKU POK, KojuMa je 4ecTo ofgpehnupana
Jy-pok cuieHa y cBOoM mn3pasutujeM ,,WM Harosemrajy®, a y Tom
KOHTEKCTy II0CeOHO My3uKa Bujenoz dyemema). Tpeba umaru
y BUAY Ja ce MY3UYKMU IIPUMepy pa3MaTpaHy y OBOj CTYAUjU
Y HAKOH yCTONM4emha TepMuHa WM Bp/io BepoBaTHO He 61
HaIllIV Ha IIOJIMIIY IO TaKBUM MMeHOM. [7taBHM pasjior 3a TO
je unmeHnIa fa je GU3MOHOMMja POK SKaHPa, Ca eJIEKTPUYHOM
TUTapOM Kao BoiehuM MHCTPYMEHTOM, UCYBHUIIle MapKaHTHA Jja
6u 6uta 3aHeMapeHa. [Topey Tora, TOKOM ieBeleCeTX HacTaje
BeNIMKM 6poj rpyma Koje cebe cBpcraBajy y WM, a koje mputTom
HIICY OIIpefie’beHe Kao POK VMJIM IOII CacTaBy, 3 PA3NIUKY Off
OHIUX O KOj/Ma je OMJIO peuy y IIpeTXOJHOM TeKcTy. To HaBopu
Ha 3aK/bydaK fia je Jy-pok 3ampaBo 6mo npeteua WM-a, )xaHpa
Koju he ce KacHMje II0jaBUTY OC/IOEH Ha BeroBe TeKOBIHe.

Y BpeMe Kaja je pOK My3JKa TeK IIOuNbaa Ja ce pasBuja y
Jyrocmasuju, mocrojana je omTpa nogebeHocT fomahe my6mm-
ke. C jefHe cTpaHe OMJIU Cy OHM KOjU CY CIIPEMHO IIpUXBaTaIn

HOBe TeHJeHIje KaKo OM VN Y KOpaK ca
CBETCKMM TPEHJIOBMMA, IOK Cy IbJIMa HaCy-
IIPOT CTajay IOK/IOHUIY JajIeKO IOIyIap-
Hujer HapopHor 3ByKa. Crora cy poK >kaHp
mmoyesie jja npare 6pojHe HeraTMBHE KOHO-
Taluje, JOZATHO MOAIpeBaHe NpobaeMa-
TUYHUM IIOHAlllalbeM IberoBMX M3Bobava 3a
Koje je mocTojana 6ojasan fa he ce nmpenetn
Ha my6nuky. Kako 611 mpeMocTwn jas nsme-
by nBa momenyTa mpodua crymranara, pox
Mysu4apu cy — Behuna mux Beh Ha camom
IIOYeTKY Kapujepe — Io4e/Iy fa Kopucre Gpos-
KJIOPHM 3BYK KaO CPefICTBO 3a IIOMUpEIbe.
T'oroBo ca curypHouhy MoxeMo TBpAUTH Ja
Cy eJIeMEHTH TPajyIIYIOHaTHe HApOJIHEe MY3U-
Ke JJOIIPVHEIY TIOITy/IapM3aLMji POK XKaHpa.
OHY Cy IOMMPUIIH CeJIO M Tpaj] — oMoryhu-
Y Cy TPafcKoj MyO/InIy ia ce OTBOPU Ka
PYPA/IHOM MYy3MYKOM yTULIA]jY, a/Ii ¥ CEOCKO]
Jla CTeKeHe YBUJ Y ypOaHe TeXXmbe Koje Cy Ha
Taj HAYVMH OVBaJIe TaKIlle IIPYXBaTaHe.

Menrame pox XaHpa ¥ TpaJULVIOHATHE
My3uKe 611710 je ;06ap HauNMH Ja ce YCIIoCTa-
BM IoMMpeme usMmehy nBe Hamsrien not-
IIyHO CyKobOJbeHe cTpaHe. IIpuctanuiie pok
>KaHpa HUCY Oule mpuHybheHe fa ce ofpek-
HY $onKIopa, TOK je ca ApyTe CTpaHe OBa
¢dysuja gonpuHesna NpOMOBICabY HapOgHE
My3uke. POK KOMIIO3UTOPM Cy KOPUCTUIN
MY3WYKM KOl y KOMe ce IIPUITaJHNUIIN Ofipe-
beHe eTHMYKe Ipyle MM XXUTE/BU HeKe
TepuTOpUje MaKo uaeHTUuuKyjy. Ibuxonsa
My3HKa yKasuBaJa je Ha KyITypHe KOpeHe
TEePUTOPUje ca Koje IIOTUYY, a/li je UICTOBPe-
MeHO oMoryhuia fia ce ca BOM YIIO3Hajy 1
IpUCTAINIIEe POK SKaHpa Y Ya/beHMM JpxKa-
BaMa. OHa je IpOMOBMcana U JOIPUHOCK-
Ta ouyBamy KyATypHOT Hacneba koje je y
OBOM C/Iy4ajy NPUKa3aHOo Kao crennduyHa
KapakTepucTyuka ogpebenor nogpyyja. Ona
je IpezcTaB/bama CMMOON Ky/ITypHE He3aBM-
CHOCTY, HEIITO 10 YeMy ce IIPUIaJHULIY jef-
He 3ajeHILIE Pas/INKILjy O CBUX APYIUX.”>

HakoH cBera HaBefeHOT, HeMoryhe je He
3aIMTATH Ce Ja JIM je M KaKBy YJIOI'y OBa
My3UKa MMaja Ipy Kpeupamwy HalllOHaI-
Hor upieHTNTeTa? CBAaKaKo Aa je My Jyrocna-
BUjYI POK VIMAO YJ/IOTY ,,I/Iaca Hapoja“, ajin y
IIpUMepUMa KOji Cy aHAJIM3UPAHN Y OBOM
pany To yIIIaBHOM Huje 6uo ciydaj. Meby-
TUM, YIIPaBO Cy €JIeMeHT) TPajguIMiOHaI-
He HapoJjHe MYy3UKe KOju cy uckopuirhenn
y IOMEHYTVUM HyMepaMa OVIM K/by4YHU 3a
IIpero3HaBambe HallMOHAMHOT KOfa. C muMa
Cy ce upeHTU(GUKOBANIN IPUITAJHUIY OHOT
Hapopa 4uju je GonkIop ynorpedbeH, anu
je Ha MCTM Ha4UH Taj Hapoy 610 nueHTudu-
KOBaH Off CTpaHe IPyIUX Hapofa.

Baskno je ncrahm ga je WM y ocHOBYM Tpa-
AMIMOHAHA My3VKa, IOABPruyTa ofpebe-
HUM IpoMeHaMa. Meby mumMa je HajBakHM-
ja mpoMeHa KOHTeKCTa (POJIKJIOPHOT y30pKa
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KOjM Ipeas3y U3 TPajNIOHa/THOT Y IOIy-
nmapHu okBup. Ha Taj HaUMH Tpaguinonan-
Ha MY3MKa II0CTaje MOMy/lapHa U IOCTYIIHA
MIMpPOj ITyOMUIM KOja Ce Ha/masm JJaneKo Off
MecCTa BeHOT HacTaHKa. WM ce Mo>ke Ha3Ba-
TV CaBpeMeHNM YyBapeM U IPeHOCHOLeM
Tpajanuyuje, yTeM KOora je 1aKo JOIpPeTH A0
OHMX HaM3I/Ief] He3aHTepeCcoBaHNX CITyIa-
nana. Y HallleM CIIy4ajy poK MysuKa je 06e3-
OeyTa OTICTaHAK TPaMIIMOHATHOT Hacneha.
W manac, rotroBo 40 roguHa HaKOH HaCTaH-
Ka MHOTe Off OBMX IlecaMa Cy pajio C/TyLIaHe.
[TomymapHa My3MKa je CpefCTBO CTBapama
UCTOpYje, He caMo Kao 00JiMKa colujanHe
aKIluje yIepeHe y cxBaTamwe OynyhHocTy,
Beh kKao MefiMjyM peTpocIeKTuBHe fledu-
Huuuje Tpasunuje.’®
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10 Mebhy wuma cy: Bene epane (Jby6mana),
Besumenu (3arpe6), bujene cmpujene (3arpeb),
Lpnu 6ucepu (beorpan), Janmonu (Hum), Jen-
¢unu (Crnnr), [Tenmamenu (Beorpan), Enunce
(Beorpan), I'pyna 220 (3arpe6), Indexi (Capaje-
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Summary: Since the end of the 1960s, and especially during the 1970s, up
until the end of the night decade of the 20" century, rock was massively
popular in The Socialist Federal Republic of Yugoslavia (in the further
text: Yugoslavia). This country existed from 1943 to 1991 and represented
the alliance of six republics that are autonomous states nowadays -
Slovenia, Croatia, Bosnia and Hercegovina, Macedonia, Montenegro and
Serbia. During the period from 1960 to 1990 there was a great number of
music bands who were performing rock music and even in these earliest
examples it was possible to distinguish the work techniques that are
typical of World Music (in the further text: WM), genre that would face
its expansion only later.

The purpose of this text is to show that the styles of music expression
used in WM genre were present in Yugoslavia long before 1987, when
it was established and defined in the manner that we are familiar with
nowadays. It is important to emphasize that all of the bands from the
territory of Yugoslavia who were using these styles have been taken into
account. The text encompasses the period from 1960, when this genre was
only beginning to develop in Yugoslavia, until the beginning of the 1990s,
when Yugoslavia ceased to exist, and rock music slowly started making
ways for some new musical genres.
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Caxerak: Y oBoM psrosopy Harama borojesuh
Y CBOjUM ONIIIMPHUM U 3aHUM/BUBUM OJITOBOPHU-
Ma HajIIpe ONNCYyje CaBpeMEHY MY3MUKY CLIEHY Y
Awmepuny, moce6HO y UMKary rzie 5KuBU U paj.
Y npBoM Jieny pasroBopa aKLeHar je CTaB/beH Ha
nopehemwe nsmeby cucrema MysudKkor mKosno-
Bama Ha yHuBepauteruma y Amepuuu u Cp6u-
ju. Y mpyrom peny Harama Borojesuh rosopu
O CaBpeMEHNUM aMepPMYKUM KOMIIO3UTOpMUMA
KPUTHUYKHU ce ocBphyhu Ha OHe KOjit KOMIIOHY-
jy camo puamcky mysuky. Takohe ykasyje na je
MUHUMAIUCTUYKA CTPYja y AMepUIIM joll YBeK
[OMUHAHTHA. Y a/beM TOKY pasroBopa oHa o6ja-
HIFkaBa KaKo je HAKOH JIeCeTOTOAUIIbE Iay3e Y
KOMIIOHOBaby ITOYeNIa [1a Tpara 3a HOBMM 3By4a-
IbYIMa I JJOLIJ/Ia HA UJIejy [ja CIIOju eJleMeHTe CpII-
cke GonkIopHe MysuKe (Y>KIMIKO KOJIO, bajasniie,
IeBame HapyKaya) ca jefHOCTaBHOLIhy aMepny-
KOT MUHVIMAa/N3Ma, ieTa/bHO objalmaBajyhn taj
MOCTYTIAK Ha MPUMePY MYITUMEMjaTHOT Iefia
Bajanuua n xnmaBupcke xomnosunuje Kono. Ta
ocobeHa CMHTe3a yOoOIM4niIa je, Kako MCTude,
EHY MY3MYKY TIOETHUKY.

K/by4uHe peun: aMepuyuKy MUHIMA/IN3AM, YOKUY-
KO KO710, 6ajajnie, IIKOTCKa (ONKIOpHA IlecMa,
Harama Borojesuh

* VIBana Mepuh, HayuHu capagaHuk Mysuko-
noumkor uuctutyta CAHY
dr.ivana.medic@gmail.com

! (aaa cme omuwinu us Cpbuje u koju cy Bac pasnosu na mo
Hasenu?

Ja cam otumna y Cjegumene Amepudke [Ip>kaBe IIpe TauHO
18 ropuHa,! a pasnor je 610 NOTIYHO TUYHE IPUPOJE, jep ce
Tajia poguna Moja khepka, oBzie, y beorpapy. buro je crpa-
LIHO, Taja, 1995. y mopopuinimry, y>KacHu yCI0BHU, 3a1CTa
HIje 61710 Hirdera... Taga cam mmoxernena ja Moje feTe He offpa-
CTa 'y TaKBOM OKpYyxemy. To je 6o tauHo mocne Onyje, uMa-
na caM 29 ropyHa. ITomTo je y nuramy 61a ofjIyka IN4He, a
He mpodecnoHaaHe IPUpPOJie, OTUIIIA caM 6e3 HeKOT ITaHa
— HuUcaM 3HaJIa jga jqu hy octaTy TaMo TOgVHY JaHa, VUIU 11T
TOfIMHA, a TIOTOTOBO HICaM O4YeKMBana fa hy octatu sayBex.
Ain, xapa ce HabeTe y HOBOj cpefjuHN, OYNIbE HELITO PY-
raumje fia ce rpaju... Moj Tafallilbu CYNIpyT je 610 aMepuIKu
Ip>XaB/baHMH CPIICKOT IIOPEKJIA, TAKO Jja HICAaM MMaJa IIpo-
61eM ca manupuma.

o ITowimo cam u cama 6una y ciuuHoj cumyavuju, omumwina
cam y Benuxy Bpumanujy kada cam umana 31 200umy, ca myxscem
U Manum 0ememom, 3HAM U CamMa KONUKO je mo Ouna mewka
00n1yKa - mpe6ano je HANYCMUMU NOCAO, HANYCMUMU C6€ U0
cme 00 maoda 2padusiu y 060j 3emmwu, 00KA3AMu ce Ha NOMNYHO
HOBOM mepeny.

Ja cam moHex e morpemmunia y npouenyu. Haume, ja cam nmyHo
myToBasa 1o EBpomny, any HucaM Hukap 6yia y AMepunn u
MUCTHIA caM: AMepMKa je, BepOBaTHO, UCTa Kao 6MI0 Koja
3amajiHa 3eM/ba. An — Huje. Tex KaJj caM JiOIIIa TaMO CXBa-
THUJIA CaM Jia je CBe ipyraduje; H1 607be, HU TOpe, CaMo Jpy-
radmje... CTUJI )KMBOTA, HA4MH pa3MUIbaka, cBe. My Cpou
CMO BeNMMKM €eMOTHBIY, JOK je KOJ BJX CBe MIPAarMaTIIHO I
panumonanno. OgMax Bac nIMUTajy: Koju cy Bamm ummesn 3a
cnepehux ner ropuHa, 3a cnefehux gecer roguna. Ko mux je
CBe UCIIJTAHMPAHO, HeMa cIoHTaHOCTHU. C Ipyre CTpaHe, MU He
BOJIVIMO J]a Pa3MUIII/baMO Ha Taj HAYVMH — TO HAC HEKAKO BIIIe
npubMMKaBa CMPTH, KaJf je CBe CBECHO ¥ I3BECHO.

o Mooa Bam je 6uno ymonuxo mesxce wimo cme y Cpouju seh
umanu uszpahen perome. Yumasa Bawa eenepayuja (cnvxa 6p.
1), oxynmena y nedopmanty epyny Cenam BenMIaHCTBEHUX,”
3HAYAjHO je yMUKANA HA CPNCKY MYSUUKY U, Yonuime, Kynamyp-
Hy CueHy ocamoecemux.

OpMax 1o KonacKy y AMepuKy 6110 MM je jacHO a MopaM
Ia ce cHanmasuM. Hajpe caMm xenena ga HactaBUM 00pa3oBa-
we. MehyTum, mocTauIioMcKe CTyyje y AMepuuu cy BeoMa
CKYIIe, a He Hy/le HUKAKBY IepCIeKTuBy. Jlyro HucaM Moria
Jla CXBaTUM Jia, Ha IPUMED, INTyMIM Y TO30PUILTY UMAjy SPY-
T'Yl TI0CA0 IPEKO JlaHa — PelMMO, pajie Kao KeTHEPY — a OHJIa
yBede Urpajy y nosopumry. Huko ko ce 6aBu ymeTHOUIhy
He IIpMMa IUIATy 3a To... VI oHfia, kaja ja KakeM Ja ce 6aBUM
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rpyne Cedam senuuancmeeHux

MY3MKOM, CBM Me IIUTAjy: ,, AN, KOjU je TBOj JHEBHM I0Ca0?
(What’s your day job?) ITogpasymesa ce na je 6aB/berbe yMeT-
Holrhy HekakaBs X001, a He CTBapaH II0Cao, Of Kojer ce Inahajy
padyHn.

o ITowmo cme Bu omuwinu y Amepuxy 6e3 nemozoduuivee
nnawa, wma je npesazuyno da eéo eeh 18 2o0una ixusume
mamo?

IIpBeHCTBEHO caM MMCIM/IA Ha CBOjY Felly — I0IIao MU ce
aMepUMYKN CUCTEM 3IpaBCTBEHOT OCUTypamba, 06pa3oBHU
CHUCTEM, YMHIIO MM Ce Ia MJIaJiyl UMajy 60Jby IepPCIEeKTHBY.

o Pexniu cme 0a Hucme 6unu npunpemmenu Ha oHo wimo Bac
uexa y Amepuyu, y npodecuonantom cmucny. Jla nu moxeme
0a HaM cymupame yKpamxo no demy ce cagpemena my3udxa
CUeHa, HA4UH WKO08atbad KOMNO3UMOPA, NO0NA] U CIamyc
npogecuje komnosumopa, pasnukyje — koukpemno y duxaey, a
samum u y ocmamky Amepuxe — y 00Hocy Ha Eepony, 00HOCHo,
Cpoujy?

To je Beoma croxxeHo nurame. Kpennmo op yriesa u crary-
ca, He 3HaM KaKo To fia carneffam. Ceham ce kaj caM yriosHana
[Tjepa Bynesa, Ha decTuBany y HeKoM MasoM (ppaHIIyCKOM
MecTamIety, Takopehn cemy. IToce KoHIIepTa CMO CBU MIITN
Ha Beuepy, Ty y cermy. CBU Cy ra IIpero3HaIu y TOM pecTopa-
HY, MaJia je OH 0110 KOMIIO3UTOp CaBpeMeHe My3UKe 1 IUPHU-
reHT. Menn je To 6uno dbacuuHaHTHO. Y AMepuny To He 6u

6uno moryhe. Ilpe cBera, ja ce Hukaa HucaM
CIIOKMJIa Ca IbUXOBOM €CTETUKOM MY3UKe.
Ha cBuM aMepMYKUM yHMBEP3UTETUMA jOIII
YBEK B/Iajia CEpUjan3aM...

o Cnuuno je u y Benukoj Bpumanuju, mada
Y Maroj mMepu, anu u mamo ce joui yéex npu-
Mervyje ,aKademMcKu cepujanu3am Kkao ocHos-
HU HAYUH 00y4A6atba MAAOUX KOMNO3UNO-

pa...

Y Amepuiu je o 6amn HarnaieHo. Tako
fla caM ja Off CaMoT TIoYeTKa OuTa okapak-
TepucaHa Kao fipyraunja. EBo npumepa: ja
papgum Ha YHUBepsutery DePaul y Uukary
U jeJJHOM TOAMIIhe OPTaHU3YjeMO Tpaju-
IMIOHAJIHM KOHILIEPT HOBE MysuKe. VI, Konn-
KO TOff Ia je KOMIIO3UTOpa 3acTyI/beHO, CBa
ena Koja ce Hahy Ha mporpamy 3Byde cimmd-
HO. YuM ce I10jaBy HEIITO IUTO HMje HaJIMK
TOMe, Hauaasu Ha ornop. HapasHo, HUKO
Hehe To IMpeKTHO fla BaM Kaxke, ajli TO ce
jako oceha. C gpyre cTpaHe, U3BaH yHUBeEp-
3UTETA IOCTOjU CBE OCTAJIO, CBY KAHPOBU
MY3JKe, CaBpeMeHa CIIeHa jeé HeBEPOBaTHO
pasybhena; u, HapaBHO, CBe ce ornefia Kpo3
HOBal. AMepUKaHIU Cy ,yBe3nu" un3 Eppore
KOMIIO3UTOpe ¥ AVPUTeHTe: Beh cioMeHyTH
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bynes je rogyHamMa 0610 JUPUTEHT U CTal-
HU KOMIIO3UTOP UMKaIIKOT CUMQOHUjCKOT
OpKecTpa, caja je To Pukapmo MyTn, Koju
HIje KOMIIO3UTOP, a/Il jecTe €0 Te eBPOII-
cKke cepujanuctudke enure. Omer, 1 fasme je
BeOMa jaKa MUHMMAaNUCTUYKa CTPyja, Kao 1
€KCIIepMMEeHTaJIHa CTPyja, Tora je y AMepu-
IV O YBeK O1JIO.

Ja paguM Ha yHUBEP3UTETY IO YTOBOPY U
HOHeKaJ| ;oOujeM Jia pefiajeM KOMIIO3UIIN]Y.
Hexonuko myra Mu je ieKaH CKPEHYO HMaXKiby
Ia CTyJeHTMMa JajeM IIpeBUlle cnobope —
jep, HaBOJIHO, TO Cy MJIaJie TMYHOCTU U He
MOTY OHM Y TOM IIEpMOJIy CBOT )KMBOTA Jja Ce
YMETHUYKU MCKa3yjy, HETO MOpajy Jia Hay-
4e ,,KaKo Tpeba Jja ce KOMIIOHYje", MOpajy fa
Hayude ,IIpaBuIa‘... VI oHpia caM ce ja 60pu-
JIa 3a BUXOBY C1000Y, ITO MY HUje Oamr
TOHETIO HeKe MoeHe Kof fiekaHa. To cTBapHO
Huje maKo. [la He TOBOPUM O MOMUTULM KOja
IIOCTOjY Ha CBAKOM YHUBEP3UTETY...

o Beposammno 3asucu u 00 npogecopa oxo
KOjux ce 2pynuuiy acucmenmu u cmyoenmu —
Ha C6aKOM PaKynmemy, 06e-mpu TUHHOCIIU
npakmu4Ho ycmepasajy kaxo he céu ocmanu
nucam...

Ha, peunmo Ha University of Chicago je
HacTaBa Majio MMbepanHuja... i, TeHepa-
Ho, y Ynukary ocehaMm HefocTaTtak cTBapa-
mauke cmobope, Kok penumo y Ibyjopky He.
A pa He cnomumeM Jloc Anbenec, Tamo je
TOMMHAHTHA MHAYCTPHja 3abaBe.

o Y Benuxoj bpumanuju opyey kpajnocm, y
00HOCY Ha cepujanucme, npedcmasnajy npo-
ecopu Ha yHusep3umemuma Koju cmyoeH-
muma He 0ajy HUKAKAS ,KAACUUAH" 3aHam
Yy pyKe, me ceépuieHu cmyOeHmu He 3HAjy
0a opkecmpupajy, He 3Hajy xapmonujy, éeh
UCK/bY4UB0 pade efleKMPOHUKY.

CnnyHo je u y Amepuny. OHM Ky1ie copT-
Bep KOj! CUMY/IMpa NUHCTPYMEHTE U MUCIe
Tia omMax cBe 3Hajy. Beoma wecTo kopucre
e€KCTpeMe perucrapa Koju He IOCTOje Ha
KOHBEHIMOHA/THUM MHCTPYMEHTUMa. A
KaJl MM Ka>KeM JIa TO He IIOCTOjM Ha peas-
HIVIM MHCTPYMEHTNUMA, HajbyTe ce. Tako cy
BAaCIIMTaHY, HEMA OHOT ITOIITOBalba IpeMa
npodecopy Kao HEKOM KO je MaJlo CTapuju 1
MaJio BUIIE 3Ha.

o Pexna 6ux da cy ynusepsumemu y Ame-
puyu u Bpumanuju npesacxoono npemso-
peHu y ycrysicte cepeuce: cmyoenm naamu
oopehenu Hosay, nocze Hekoe pemeHa 0obuje
HemeHy ounnomy, u mo je mo. 360z moza je u
npogpecop ceeder HA HUBO YCYICHOZ PAOHUKA
Koju um onaxuiasa da 00hy 0o moe yusa.

CnaxeM ce. ITopey Tora, y AMepuiu He IOCTOje My3MUKe
mIKoJIe Kao Koj Hac. OHM MMajy jeJaHITyT HeJle/bHO II0 Mo
caTa HEeKOT MHCTPyMeHTa aKo IiaTe. Tako fia ja p>KuM yacose
MHCTPyMEeHTa/IHe HacTaBe, KnaBupa. To je 1ako jja ce peru-
CTpyje Kao caMOCTasIHa Je/aTHOCT, TO MeHN Iiaha padyHe,
Majja HeMaM aMOUIUjy fia IpaBUM Off TOTa IIPaBy MY3WUKY
mkony. CBY TU y4eHMLIM, CTY/IEHTH KOj! yue KIaBUP KOJl MeHe,
curypHo he HayunTu fa cBMpajy, any Ko 3Ha fa i he mkaza
Kopuctuty TO 3Hame. [TocebHa je mpuya TO IITO CBAKO KO je
Mojie IPUydYeH MOXKe Jja IP)KM HaCTaBy K/IaBUpPa VM HEKOT
APYTOT MHCTPYMEHTA — HMKO BaM He TPaXX! JUILIOMY.

o Cnuuno je u y Benuxoj bpumanuju — Hu mamo Hema my3uu-
Kux uiKona, éeh yueHuuy Kpo3 uikone onuimez muna cmex-
HY U HeKo my3uuko obpasosarve. C Opyze cmpare, OHU Hezyjy
mpaouyujy amamepckoz mysuyuparea Ha KyhHom Hueoy, unu
Y WIKOZIU, a7y o je 0aznexo 00 HUB8oa xoju ce ouexyje y Cpouju
0a 6u Heko yonuime NOLONKUO NPUJEMHU UCHUM 3 MY3UUKY
axkaodemujy.

Y Amepuum, pennumo, cBaKka IIKOJIa MMa OpKecTap, ca CBUM
MHCTpyMeHTUMa. Moja fielja Cy CBUpaIa [0 HEeKOIMKO UHCTPY-
MeHaTa y OPKecTpy, 1 ja foheM Ha KOHIIepT U He MOTY fia CIIy-
maM KO/MMKO cy cBU dasm! A >XeHa Koja cefju IOpes MeHe
CBMPa IIPBY BUONMHY y 4MKalkoj Lyric Opera, gakie mpo-
becronanuu je Mysu4ap, 1 Kaxe: ,Jao, IITO Cy C/IaTKH, Oamr
je To yemo!“ OHa MMa Jpyraunju OfHOC IpeMa TOMe: Ba>KHO
je ma cBUpajy, fa BexOajy, a uny Ha mpobe, ma Maxkap u ¢a-
mupanu. To cy Te pasiuke y IOI/IeAy Ha CBET O KOjiMa caM
rOBOpMIIA.

o Ca kojum yumem cmydenmu y Amepunu ynucyjy cmyou-
je mysuxe? Jla nu ceu xene 0a ce npodecuoHanto b6ase my3u-
Kom?

Cpaxaxo Jja ere fia ce 6aBe My3MKOM UMM CY TO YIIMCANIN U
IJIATV/IY MIKOJIAPUHY. AJIM, CUCTeM IIKOJI0Bamba je Apyraymju
Hero kop Hac. OCHOBHe CTyfiMje Tpajy 9YeTUpY TONMHE, 3aTUM
ce YIUCYjy IIOCTAMUIIJIOMCKE U TeK Tajja ce OIpefiebyjy ia Jin
Xerle fla ce 6aBe KOMIIO3UITUjOM, UM fja 6yny MHCTPYMeHTa-
JIUCTY, MU TeopeTudapu... Huje Taj cuctem MHOTO Tommju of,
HallleT, OCUM IITO MY MMaMO OIPOMHY IIPeJHOCT, jep YIUMO
congeho Kpo3 UNTaBY HIDKY U Cpefiiby My3U4Ky mKony. OHu
TO HEeMajy, 1 OHJIa KaJl yIUIIy paKyaTeT He MOTY HY TaKO 1aKO
7la UCTPEHMPAjy CIIyX, KOju MU TPEHMPAMO Off Ma/IuX HOTY.
MelyTum, cBi Borte fia ce 6aBe My3MKOM, CBAKO CE/I0 Ma CBOj
OpKecTap, CBaky ecHad... Ha IpUMep, UMaTe aMaTePCKI OpKe-
CTap afiBOKaTa, I7ie T Jby/IM pajie YATaB JjaH, a OHJja yBede
uMajy mpobe 1 KOHIepTe.

Y Amepuny, MehyTum, KOHIIepTHY KMBOT HUje OPTraHMU30-
BaH TaKo Jla Ce Ha KOHI[ePTY M0jaBe KPUTUIAPH, fia ce 06jaBu
KPUTHKA, [a Tohe HEKO TO Jla CHUMU 3a TeneBusujy. [lopen
TOTa, 32 CBe OBe KOHIIepPTe Ha YHUBEP3NUTETY, He Mnahajy ce
HUKaKBe ayTOPCKe HaKHaJe, CBe je Ha JJoOpOBOJ/bHOj 6as3m.
HapasHo, ja BomuM Jja M1 ce U3BOJie [ie/la U [la OpraHu3yjeM
KOHIIepTe, ayi Jja 61 ce TO IeCHI0, MOpaM Jla OTKa’keM Jaco-
Be KOji MM JOHOCe HOBall, la MPUCYCTBYjeM Ipobama, fa 3a
TO BpeMe opraHusyjeM 6ejoucurepky, jep HeMa Ko Jja MU 4yBa
ey, 1 JaKjle TOMMKO HOBIJA MOPaM Ja YIOXKIM Ja 6ux 1o6m-
JTa HEKY CBOjy IYXOBHY caTUCHaKINjy — a HUKaKaB IIPUXOJ Off
TOr'a He OCTBapyjeM.



o Jla nu Hexo y Ameputju, 0CUM nNPocrasbeHUux KOMnO3umo-
pa nonym Ilona Adamca unu Oununa Inaca, moxe oa iusu
camo 00 xomnonosarwa? ¥ 0a nu uma maahux komnozumopa
KOju umajy ucmu cmamyc Kao 08a ,cmapa 2apoa’ MuHuma-
nusma?

Ha, Ilon Agamc moke, Arocta Puy Tomac, na mu Bu 3HaTe KO
je oHa? Perko ko y EBpormu 3Ha, a oHa y AMepuu nma gaHTa-
cTu9Hy Kapujepy... lllTo ce Trye mmahux, eBo caz mokynraBam
fla ce ceTHM Ko 61 To Morao fia 6ype... Huko Mynu un jom Heko-
NMUIIMHA KOMIIO3MTOpa KOji CY ce IoBe3anyu ca oBuM Behum
MMeHMMa... VIMa jako MHOTO KOMIIO3MTOpa, 1 ja Ty He BULUM
HMKAKaB 3aje[[HIYKY IMEHNUTe/b, HUTY TOCeOHY eCTeTNKY, Beh
CBM UMajy mopTdonmo-Kapujepe, 1 CBe ce CBOZY Ha TO KO KOTa
IO3Haje U Ko je offakie fomao. IToctoju MHOTO KaTeropuja
KOMIIO3UTOPA, ¥ My3MYapa yOIIITe, PelIMO KOMIIO3UTOPH
¢dunmcke Mysnke cy moce6Ha kaTeropuja... [lToctoje TakMuye-
13, TOPYOVHe, CTUIIEH/INje 32 KOMIIO3UTOPE, alu Ha CBEMY
TOMe MOpa MHOTO fla Ce pajiy, O y3nMa IyHo BpeMeHa. Huko
Hehe f1a Bac mMa 3a pame, Beh Mopare caMu fia ce TOTpyAuUTe
Ta obesbenuTe MOpyI6MHE. A KOHKYPEHI[HUja je OTPOMHa, jep
TaHac CBaKo KO KyI¥ cOPTBep MOXe Ia KOMIOHYje.

o U 8pno je mewiko ycnocmasumu kpumepujyme wma je 00
cee me xunepnpooyxyuje 000po, a uima siouie...

To je npaktuyno Hemoryhe. EBo, penymo, npodecop grupu-
roBama Koju papu Ha MoM daxynrery, Knud Komnot, nobuo
je mopynI6MHYy fla paju pexnamy 3a Koka Komy, Ha OCHOBY Heke
IpenopykKe, ¥ 3a HEKONMMKO TOIMHA je MOCTa0 MYITUMUIN-
oHep. A HMKajja HUje yIro KoMIoHoBame! Enem, mpodecop
Konnor je xymno jegan cerMeHT UMKamIkor cuMQpOHMjCKOT
opKecTpa Koju je HazBao Iby Mjysux Yukazo, u Ty ce caja

ITpumep 6p. 1 - Bajanuya

OJIp>KaBajy KOHLEPTU HOBE MY3UKe KOjuMa
OH PYKOBOJIY, & OH je Yje[IHO ¥ T/TaBHU KOM-
MIO3UTOP, YBEK C€ HENITO IeroBo ussepe. U
farbe pafy Ha YHUBEP3UTETY jep TO BOJM,
a7y Iefa kheroBa IJlaTa ujie Ha JoHaluje 3a
CTUIIEHJIMje CTY/IeHaTa, jep OH M CBa heropa
fena 4o Kpaja )XMBOTA BUIIE HE MOPajy ia
pazie HUTHU Jja OpUHY 0 HOBLY. A TO je camo
jemaH of OpOjHUX IpUMepa KaKo ce TaMo
ycIeBa.

VimMa nmyHO aHcaMbaja 3a HOBY MY3MUKY,
IIyHO KOHIIepaTa ce OpTaHM3yje Ha YHUBEpP-
3MTeTVMA WJIN Y IIPKBaMa Koje (PyHKIOHY-
1Iy ¥ KaO KOHIJ€PTHU IIPOCTOPH, U CBE je TO
JVIBHO M KPACHO — a/IM Off TOTa He MOXe Jla
ce xxuBy. CB) TO pafie yCIyT, IOpef, Hede-
ra ITO MHa4e pajie ¥ ITO UM JIOHOCK IIPHU-
xop. V mra roj ce usBefe MMa CTaTyc Kao
fia je u3BefieHO Ha TpubyHM. [locToju muyHN
TOXMBJbaj ¥ IMYHA OlLl€HA Jla /1M je HEeIlITO
Z0OPO VIV JIOLIe, /I He IIOCTOjU MHCTUTY-
I[IOHa/IHa KPUTMKA, CBe MOXKe fia mpobe.

o [la nu je danac y Amepuyu mozyhe nocma-
mu Llon Adamc? Mnu Mapuna A6pamosuh?
Illma je nompe6rHo?

He noctoju penent. To je ctap cpehe,
mo6poT CTUIjaja OKOTHOCTHU, OUTH Y Tpa-
BOM TPEHYTKY Ha IIpaBOM MECTY I J1a HEKO
TO Ipeno3Ha. HapaBHO, KBa/uTeT je 6MTaH,
aJlu HUje IIpeCy/aH, jep ¥ MHOTU JPYTU NMa-
jY KBaJIUTET, a/I HUKAJ He 1106ij LIaHCY.
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Mysuxka Ilona Agamca je puHO yrakoBaHa,
MOCTMMHMMA/TUCTUYKA, Y 3aHATCKOM CMU-
CIIy TO je BeoMa JIaKo fia ce pagu. Penumo,
Kag cMo Beh kox myunuMaucra, Ctus Pajim
je MHOTO 3aHMMJ/BMBMjU OFf ¥bera. VInu penn-
Mo Apso IlapT, oH je To MeHM jefiaH Off peT-
KIX CaBpe€MEeHMX KOMIIO3UTOpa KOju MMa
OpUTMHAJaH CTUIL.

o I'medajyhu Baw cnucax komnosuuyuja,
youasa ce nepuod 00 0ko decem 200UHA ,Kpe-
amusHnoz hymara“. Muoeu Komnosumopu
cy umanu makee kpuse - bemosen, na seh
cnomenymu Apso Ilapm, nawa /bybuya
Mapuh... Koju cy 6unu pasnosu 3a osy naysy
y Bawem cmeapanawmmey?

Hucam nMana K1aBup... HUTY MHTEPECO-
Barba 3a KOMIIOHOBame, C 003MpOM Ha CBY
OBY OIIMCaHy CUTyallujy, Koja Huje 6ua
HMMaJjO CTUMYy/NaTuBHA. buna je To n moja
peaxumja Ha TpayMy, Ha ITpece/berbe y AMe-
puxy. Vcra nmpuya je n ca Ormenom borpa-
HoBuhewm, Koju gyro xusu y Jlonpony. Kaga
je HeflaBHO ;00O MOPYLOMHY fa MyIIe 3a
xap@y U I'yjlauky opKecTap, CXBaTHo je fa
je OH BEpOBATHO jeIVIHM IIPEOCTa/IA KOMIIO-
3UTOP Koju nuuie pykom! Ja cam My pexna:
»Hucu, eBo u Bractumup Tpajkosuh u fasse
nuire pykoM . JJok caM ce ja, perjuMo, jour y
mmabum maHUMa focTa 6aBWIA eTeKTPOHN-
KOM, 1 KaJla CaM Cé BpaTu/a KOMIIOHOBaIby

ITpumep 6p. 2 - Bajanuya

Bp7o 6p30 caM capiagana Sibelius, npe tora Finale, ma Logic
Pro. [TJocta cam xopuctuia copTBep Kaja caM pagnia Mysiu-
Ky 3a mmosopuuiTe u GpuiM, aan To je TeK mocebHa mpuda. Y
Cpbuju ce punmom u mosopuinrem 6aBe /bYAU KOjU Cy Ce 32
TO IIKOJIOBAJIN, JOK Y AMEPUIIM TO MOXKe Aa pafy OyKBaIHO
CBAKO KO cakynu HoBall. To Cy He3aBICHe IIPORYKINje KOje ce
paze 6e3 mpocduta, BehuHa tux punmosa Hukap He uzahe na
CBET/IO aHa.

o [IIma Bac je naseno da ce pamume KOMNOHOBAY?

He 3HaM. Anu Mucnmm fia je oBa maysa off feceTak Tofu-
Ha 611a 106pa, jep ce ja caga 3aucra oceham ocmo6ohenom.
Yak cy KpUTU4apy IPUMEeTHUII, KaJia Cy M Ce OBJie MI3BOAIIE
nBe komnosunyje Ha BEMYC-y, na cy noTnyHo pasnndamnre, y
CTUJICKOM U CBAKOM JPYTOM CMUC/Y, OJf MOjUX PAHMjUX JIe/Ia.
IITo ce TM4e peBU3Mje CTAPUX Jle/la, MHOTA Of IbJX Cy ITOCTOja-
JIa CaMo Y PYKOIINCY, VJIU Cy cadyBaHa Ha HeKUM QOTOKOIMja-
Ma... Kagra cam ofryunna na ux ynecem y Sibelius, yupena cam
Ia OMX HeKe CTBapyU MoIJa U fa npepapuM. C gpyre cTpaHe,
Oratorio Xoju je OpUTMHANTHO 610 HaIVCaH Kao Mysuka 3a cmo
Homa, 3a New York Miniaturist Ensemble, 610 je moj tour de
force, Kako HaIIpaBUTHU YUTAB OPATOPUjYM, Ca HAPATOPOM, ca
CBera CTO HOTa. AJIu, HucaM OuIa cacBMM 3aJJ0BO/bHA, (ajIniio
M je jOLII HeKOJIVIKO HOTa, I1a CaM ra IIpepafiuia 3a 6eorpafcKy
Tpubuny KoMno3nuropa, Tako jja cajia IMa OKO CTO JiBajieceT
HoTa!

o Illma Bac cada uncnupuwme? Cyoehu no Ha3usuma Ho8UX
Oena - bajanmuua, Komo u ciuuno, useneda oa je mo cada cpncku
donknop uny mumonozuja.
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ITpumep 6p. 3 - Kono
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ITa, xomnosunmja bajanuya MVHCIMpKUCaHa je BepOaTHUM
6ajamuuama. HauMe, mocroju BepoBame fa ce cruenupuaHuM
U3roBapameM CTUXOBa y3 o0peq Oajamba ¥ 4apoOHUX pedn
MOXKe 0C/IOOOUTY Off 3/IMX YMHU VIJIU U3JIEYUTH OF, O0NIeCT.
Peu 6ajame morexsa je of peun ,,0xa“ MITO 3HAYM rOBOPU-
ti. bajanuie cy BepbanHa 1moesuja koja ce Moxxe nponahmu y
PasIMYNTIM KY/ITypaMa, a KOJ| Hac je IPOoM3allia 13 CPIICKe
naraHcKe Tpagunuje. Ymorpeba pume ckopo HemocTojeher
jesuka y 6ajamuuy uMa QyHAaMEeHTaNIHY yIOTY y BULIECIIOj-
HOCTH OBe opasnHe noesnje. CTPYKTypa CTUXOBA CY Bapu-
januje xoje HeMajy muMuUT (6udu npumep 6p. 1, Ha cTp. 23).
Hauun usroBopa pe4n 1 CTUX0Ba y 6ajamy je MMIIPOBM3aIIMja
y3 3aMeHy ofpeheHNx peuy, nHBep3njy pUMOBaHMX IIaTep-
Ha Kao ¥ PUTMM3ALNjy MaTMYHNX pedn. 3HadajHa KapakTe-
pUCTUKA OBOT OOpefia je )KUB CTUX, YBeK 3HOBa pobheH Ipu
HOBOM 0ajalby Kao ¥ y HOBOM HauMHY M BapUpamy U3r0BOpa,
6e3 MoryhHOCTM fla MKafia TTocTaHe OKaMembeH. [la 1 je Mory-
he y 6ajannuama JOKy4nTH CKpUBEHM, TajaHCTBEHU CMUCAO0?
Moskpa 611cMO TO MOIJIM TeK Kafia OyZeMO OATOHETHYIU CBe
MeTagope Ha KojuMa OHe [I0YIBajy, a Y IbUMa je U3BOp HapoJ-
HOT XMBOTa 1 punosoduje.

Y moTpasu 3a HOBUM 3By4YamuMa U MoryhHoctuma ¢op-
MaJiHe CTPYKType Kpo3 KOMIIOHOBame CaM JIolia 1o y36y-
IJBVBE CMHTe3e CPIICKe ipaMaTIyHe HapOJiHe My31Ke (IleBatbe
HaplKaya y MYKPO MHTepBaIMMa) U 4apoOHe jeTHOCTaBHOCTHU
aMepMYKOr MIHYIMalN3Ma Koji IOHaB/babeM UCTUX (pasa
TOBOAM CIIyIIaolie IO cTarba TpaHca (npumep 6p. 2). Hukana
paHMje HucaM aKTVBHO C/IylIajIa Hallly USBOPHY QOJIK MY3UKY
HUTY caM OMJIa IPUCTAINIIA MAHMMAIN3MA, aJIi Off OBE KOM-
Io3uIMje IIa 10 laHac CHajarmbe OBUX ,HeMoryhux" obpasana,
pypanuux u ypbanux kynrypa Cpbuje u Amepuke, HapaB-
HO JJO>KVMB/bEHUX U BUDEHVX y IMYHOM KaJIeMTOCKONY, CBE TO
IIpefcTaB/ba MOjy MY3MYKY IIOSTHUKY KOja ce IpUpORHO (op-
MMpana TOKOM HI3a TOfIMHA.

Bajanuya je monvMennjcko memo HaIlmcaHo 3a I7acose, dra-
YTy, KIapMHeT, CaKco(oH U eneKTpoHcky GuM. CTpyKTypu-
paHa je y ABOfIe/THOj popMu MHCIIMpUCaHa 6aTKaHCKOM MY3J-
KOM, Kao necma u urpa. Ciuxe y punmy pebajy ce y popmu 6e3
IpeTeHsuje 3a BU3yeTHOM HapalujoM. O[HOC ClMKe U 3ByKa
je jou jenHa Bapujanuja, 60/be pedeHo, 3aMUILIbEH BU3YeTTHY
VICOH Kao jOII jeflaH MHCTPYMEHT a He My3M4KI BUJIEO.

Kommnosunuja je nacrama 2007. ronune,
KaJla je My/ITH/MHCTPYMeHTanucTa Jleme-
Tpujyc Cnaneac us bocrona mnoxesneo na
CBUPA OBAaKBY KOMIIO3MIIMjy HA CBOjOj jei-
HOTOAMIIIH0j eBpoasnjakoj TypHeju. Hosa
Bepsuja Komnosuuuje Hanucana je 2008.
TofJHe 3a KaMEePHIU OpKecTap y3 mocrojehy
eTIEKTPOHMKY ¥ PUIIM.

o A Kojo?

Kommnosunuja Kono je HacTanma Kao mopyi-
6uHa rocrioguHa JJonanpa Kejcuja IlyHuo-
pa, fexaHa YHuBep3ureta De Paul y Yukary
IIOBOJIOM IIpociaBe 75. poheHgaHa yyBeHOTr
xomnosuTopa bepnappa Penpca. [leno je
IIpeMUjePHO U3BEJEHO Y CB€YaHOj Caly OBOT
Yuusepsaurera 27. pebpyapa 2009. roguHe.

Bynyhn fia je ped o mpocmaBu ,,mmosajmmna’
caM pacIIO/IoKem€e Becesie CPIICKe MeTIofiuje
y>Xmukor kona (npumep 6p. 3). Haume, cma-
Tpa Ce J1a je KOJIO Ka0 HapO/iHA UT'Pa jeJJaH Off
HajcTapujux 06/1MKa CpIICKe TpafuIiOHaTHe
II7IeCHE KYNIType Y KOMe je MICTaKHYTa IOTpe-
6a 3a M3paxkaBameM 3aje[HUIITBA. 300T CBOje
jeITHOCTaBHOCTM KOJIO je BeOMa pacIpocTpa-
EHO, a/IU Hajuelnhe ce Urpa Ha IIpoc/IaBaMa,
cBagbaMa U IpyTUM IIPUTOSHUM BeCe/InM
OKyI/bamyMa. Hasyus k0710 BepoBaTHO MOTH-
4e Of] CTape C/IOBEHCKE peyl Ylje je 3Hauehe
»To4ak”. Komo xao Kpy>KHM 00/IMK I/eca y
KOMe UTpadM C/lefie jefaH Apyror, 00MYHO ce
U3BOJY Y 3aTOPEHOM KPYTY, a/ll MOXe OUTH
7 OTBOPEHOT TUIIA Y KOME CY HajBa>KHUjI
npBu (Konosobha) U mociefmy Urpay Koju
Y3 )KYCTpe MOKpeTe U y3 CUTHO ApMycCaibe
TONPUHOCE BUPTYO3HUM VM MMIIPOBU30Ba-
HIUM UT'PAYKMM OPHAMEHTIIMA.

Pacnonoxxeme Becene Cprcke Menopuje
Y>KUYKOT Kona (npumep 6p. 3) ,ykpcruma“
caM ca TaTMHO-aMepMIKUM PUTMOBMMA.



Pesynrar je HeoOM4Ha TOKaTa y K0joj ce CpII-
cKa (ONIKIIOpHA MeJIOM]ja NIpeIIo3Haje anu
3BY4YM JIeTIEPCOHAMN30BAaHO U JipyTadnje.
Kommnosunuja nounse 1 3appiiaBa CepyujoM
TOHOBA KOHCTPYMCAHUX Of] MeHa KOMIIO31-
Topa (npumepu 6p. 4 u 5):

ITpumep 6p. 4 - Kono (mpornor)

B-E-Re-N-(F#G#)-A-Re-D
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ITpumep 6p. 5 - Kono (emunor)

Re-A-N-(F#G#)-D-S (Es=Eflat).

A piacerre, ma presto (g=140)
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Cpaxa ceKIMja TOKaTe MOYMIbe U 3aBpIIa-
Ba MHUIIMja/IVIMa VIMEHa OBOT KOMIIO3MTOpA.
MebhyTrmM, BayXHO je HaITacUTH fia quasi toc-
cata Xojy yOKBUPYje cepuja TOHOBA ,,IIPOJIO-
ra“ u ,ernmaora“ u3BefeHa u3 nmeHa bepuapy
Penpic, cBakako MoHHUIITaBa 6110 KaKBe any-
3Mje Ha OCTABIITVHY CepyjannaMa 1 KOMIIO-
HOBama 110 ’BerOBUM IPUHIUIINMA.

ITocnenma KoMII03n1Mja, KOjy CaM pafuia
IIOBOJIOM CTOTOAVILIIbIIIE MOT YHUBEP3UTE-
Ta, 6a3ypaHa je Ha CTapoOM IIKOTCKOM (o-
KJIOpPHOM HaleBy ,,Auld Lang Syne®, xoju ce
061YHO M3BOMY HA Pa3HMM CBEYaHOCTVIMA.
Ja cam je naspana De P-Aulud-Lang Sine n
fofiasia pasHe 3aHMM/bIBE XapMOHIje.

Y nponosunujaMa nopyioute 6mio je ga
KOMajl MOpa Jja IOYHe ¥ Ja 3aBPIIN TOHOM
Oe jep je To mpBo cnoBo DePaul yuusepsu-
TeTa Ha KojeM mpepajeM. Kenema cam fla
UCTPaXKMM MOTIYhHOCT CyIpOTCTaB/bamba
IBe My3JMuKe MJeje Ha Ha4VMH KaKaB je Ipu-
MepeH TexHuny D] nepdopmepa y dance
kny6osuma. IIpBa upeja je My3sudyxu Komaz
KOjJ M3pacTa 13 pasIMINTIX 3Bydarha pere-
TUTMBHOT PUTMUYKOT MOTUBA Ha TOHY Je,
IOK je fpyra Mjeja ,I103ajM/bUBambe CTa-
pe mKoTcke necMme ,Aulud Lang Syne®. Y
3eM/baMa eHIJIECKOT TOBOPHOT IIOAPYYja OBa
mecMa ce 4eCTO M3BOJM Kao OMPOIITajHM
HO3/lpaB MUHY/INM BpeMEeHMMa, IPUCYTHA

ITpumep 6p. 6 - DeP-Aulud Lang Sine

Allegretto (= 100) g
ord. (on the keyboard) o o @
5 pluckthestring ~_——~ LEe e e
: 90 2 ke —— 3
%
pluck the string f
(with the guitar pick)
o 9
— o ; %
fe # = =z b ¥+ & & - -
v > — = == Y — |
con Bed.

(press the keys silently)

| |
—_—— o R —
senza Red

je Ha CBEYaHOCTMMA, AUIUIOMCKIM 3a06aBaMa, BEeHIAbIIMA, I1a
YaK I CaxpaHaMa.

Kommosumja De P-Aulud-Lang Sine 3amounise memepcoHa-
JIM30BaHUM 3BYKOM KJIABMPA, TOH 0e Ce U3BOAY TP3a/IIIIOM Ha
KJIaBUPCKOj xuuu (npumep 6p. 6). IlocTeneno gonasu fo mpo-
MeHa TOHCKe 60je ¥ JUHAMIKe, MOTHB Ce Bapypa U pe3yaTar
je pasIMYUTOCT O3By4aBama TOT UCTOT TOHa Je. OBaj ce TOK
IOCTeNEHO NpeKIJia ,yMUKCaBabeM  Menoayje necMe ,,Aulud
Lang Syne“ xoja je 60oraTo XapMOHM30BaHa ¥ YeCTO PUTMUY-
KJ IPOMEbeHa, ajli Ce UITaK MOJXKe IperosHatu (npumep 6p.
7). Menonuja he noctTuhu xammaxc mocjue Kora ce My3M4Ku
Tok Bpaha Ha mpBoOMUTHY MAejy Te je popManHu obpasac
A-B-Al.

Cro roguna Yausepsurera DePaul y MoM mpenynnjymy je
00eIe)XeHO OBOM ITIeCMOM U 3aT0 Hocy HasuB DeP-Aulud Lang
Sine. [leno je mpeMujepHO N3BeIEHO HA CBEYAHOCTI OBOZIOM
CTOTORMIIBYIIE YHUBEP3NUTETA @ CBUPAIA je IMMjaHNCTKIEbA
Ann Yi.

Capa nuieM HOBO festo 3a ancam6i Visane Ahumockn->Ku-
knh. VHave ja HeMaM HMKaKaB yHAIIpex fedyHUCAH IJIAH —
jeHOCTaBHO, HEKA Me MIICA0 II0Befie, IOYHEM Aa KOMIIOHYjeM,
OHJIa YMTaM U UCTpaxyjeM... Y Cpouju, ancaM61 [ padunumime
je cHMMMO MOjy Komnosuwujy Le beau est toujours bizarre.

o C Kum cme jouws y konmaxmy o0 Bawie zenepayuje komno-
3umopa, Koja ce ,pacyna“no ceemy...

Ila, Mumuma ITapanocuh je y Ibyjopky, Ana Muxajnosuh y
Xonaupuju, Karapraa Mumkosuh y bocrony. Cpehowm, mocro-
jn PejcbyK, Ty CMO Ce CBU IIOHOBO IIPOHAIIIHN, CBY CMO Y KOH-
TaKTY, »/1ajKyjeMo” Ko mTa paan. VHade, y KOHTaKTy caM 1 ca
Ko7leraMa 13 HeKaflalime Jyrocnauje, ca Cphanom Jepuhen,
ca aKTYe/IHUM IIpefceHIKOM XpBaTcke, VIBoM Jocunosnhem
(6udemu ¢pycromy 6p. 1) u [pyruma...

o [Towmo cme camu pexnu 0a HUCMe jou YWinu y maj ame-
puuKU cucmem demamwHoe NAAHUPALA JHueomad, 0a U 6apem
umame Hexy udejy, 20e suoume cebe — y npodhecuoHaIHOM cMU-
CT1Y — Yy HAPeOHUX HeKONUKO 200UHA?

He, 3ancra HemaMm... Hexo Me je HemaBHO nuTao: ,1Ira hem
Ia pajuil KaJj ce IeH3MOHNIIe N, Xohel /v ja ce BpaTUII y
beorpan?“ A ja yormrte He pasMuII/baM o ToMe. 3a pasnu-
Ky Of MHOTUX AMepMKaHaua, HEéMaM CTaJIHU I10CAa0, HUCaM



ITpumep 6p. 7 - DeP-Aulud Lang Sine
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y ToM cmucny obesbehena, anu Hu ycuapena“. Vimam cBOj
nopt¢ oo, TO je HajBa>kKHMje Ha 3alajy, CTaJIHO ycaBplla-
BaM CBOje BeIITMHe U 3HaM fa hy yBex Hemrro pagutu. VHa-
4e, HEMaM HeKe Be/lMKe IJIAaHOBE, M/IeM KyJa Me IIyT HaHece,
IyIITaM Jla MJ Ce CTBapH fiece caMe Off cebe, TaKO je MHOTO
3aHMM/bUBHjE.

o Ta cada umame 18 200una u 0a mpeba da bupame c8oj
AHCUBOMHU NO3US, 0a /iU GUcme onem yNucany KOMno3uuujy?

Ila, MeHn je 6umo IMBHO Ha GaKyNTETY, yBeK 61X TO TOHOBO
CTyAMpana, Te faHe HOCUM Y HajnemnmeM cehamy. Ay, anme
6ux ce TayHO GaBWJIA y KUBOTY, TO He 3HAM... YBEK T'OBOPUM
CBOjUM CTyJ€HTMMA Y AMepHIIN Ia MOPajy fia MMajy IIaH be,
Tia TIopeft CTyAVja My3JKe Hayde fIa pajie M HellITO IPYTO, jep
OBO je BPJIO HEM3BECTAH M HECUTYPaH 110Ca0, HeMa rapaHIja
ma here jennor mana nmocraru [lon Agamc. Y Amepniuu cTymeH-
TH ¥IMajy MOTYhHOCT fa cTynmpajy ,double major®, na mpumep
MaTeMaTHKy U My3UKY, ITa MOX/a he M jeHOT laHa MaTeMa-
THKa 6uTn ,day job“, a Mysnka Hemmro mro paje 13 /by6aBu.

o [Ipumehyjem 0a cme, 3a cée 080 8peme, UNAK 00PHANU KOH-
maxme ca my3uuapuma u ancamonuma uz Cpéuje, u uimo je
pacyunanmno, wyou Bac ce 060e cehajy! Ouuenedno je 0a cme
ocmasunu mpae, u nojeduHauHo u kao unanuya epyne Cenam
Be/IMYAHCTBEHNX. MHo2u jows namme Bauty my3uxy 3a npeo-
cmasy Ynkanike nepsepsuje.

Ero, HepraBHO cam ce cpena ca Orwenom borganosuhem
II0CJIe ABajieceT ABe FOAYIHe, CBYU CY OMIIN OfyILIeB/beHM, MOpa-
hemo n3rnena nmonoso fa ce okynumo. OHpa, 6yuna cam y Kiny-
Oy KIbJD>KeBHIUKA, ca MojuM npujaTerbeM Kpucrujanom Yusspa-
KoM, 6eorpajickiM MMjaHUCTOM KOju Takohe Hyro >xusu y
Yukary, 1 ocjie caM IIpUILIA fja ITIOpa3roBapaM ca 6yOmapem,
XTeJ/la caM Jja ce IPeJiCTaBMM, a OH je peKao: ,Ila ja 3sHam ko
cre, Bu cTe Hara bor!“ TakBe cTBapu Me hacumHupajy, jep oBo
UIAaK HUje TaKO MaJa CpefjuHa, ajIi eTo, by AU Hac ce cehajy.

o Mucnum 0a Bac wydu 080e 00xusmasajy kao cumbon cpeh-
HUjux epemend, cumbon 0yxa ypoanux ocamoecemux, Kao umo
nammumo Jly6pasxy Mapkosuh, Xut mecena. Haxanocm, mo
ypbano jesepo ce pacnpuiuno, Cphana Jahumosuha u mnozux
Opyeux euue Hema, MHOZU CY eMuzpupani... 3amo ce wyou
uckpero 06padyjy xada Bac sude osoe.

Hla, To caM ja oceTuna Kaj caM IpBU ITYT
pouta y Cpoujy npodecronanto, 6uio je
t0 2007. roguHe Ha BEMYC-y, 1 Ha camom
KOHLIepTy HIUCY MOI/IM Ia Haby mysT 3a kia-
BUD, IMjAHNCTA je TPAXKIMO Y IIOTyMPAKY, /I
HUje Morao ja Habe... By ja mra ce ferma-
Ba, u3aheM Ha OMHY M IOJUTHEM JACKY... U
ofljeTHOM ITy0/IMKa Tounbe fla Bide: ,HaTo-
000!“ 11 KpeHe aIIays, a ja ca JaCKOM Y PyLuL.
Ay Kajy ce KOMIIO3MIIMja 3aBpUIM/IA U ja
IIOHOBO M3alllJIa, OBOT ITyTa Jia Ce IIOKIOHNM,
OHO LITO CaM OCETNUIA, TO Hje HUKAKBa CJla-
Ba I [IOIY/IAPHOCT Y OaHATHOM CMIICITY pedn,
Beh 3aucra pasmeHa o6pe eHepruje.

! Pasrosop je Bohen y Beorpany y npocropu-
jama Mysukonomkor naHcTuTyTa CAHY 19. aBry-
cta 2013. roguHe.

2 Tlopen Harawe Borojesuh, rpyny Cedam
8e/1UMAHCIMBEHUX CAUNIbABAIM CY join 1 OTrmben
borpganosuh, VMrop Tocrymky, Vcupopa Kebe-
paH, Cphan Jahnmosuh, Bragumup JoBanosnh
u AHa Muxajnosnh.
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AMERICA IS ANOTHER WORLD

Conversation with composer Natasa Bogojevic¢
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Accepted for publishing: 16th December 2015.

Summary: In this conversation, in an extensive and
interesting manner, Natasa Bogojevi¢ describes con-
temporary music scene in America, especially in
Chicago, where she lives and works. In the first part
of the conversation the comparison between music
education systems at American and Serbian universi-
ties is emphasized. In the second part she talks about
contemporary American composers, with a critical
view of those who compose only film music. She
also points out that the minimalistic stream is still
dominant in America. Further in the conversation she
explains how, after a ten-year break in composing, she
started searching for new sounds and got the idea to
merge the elements of Serbian folklore music (uZicko
kolo, narikace, spells) with the simplicity of American
minimalism, explaining in details that process using
the example of her multimedia work Bajalica (Incan-
tations) and the piano composition Kolo. This distinc-
tive synthesis has infused her music poetics.

Keywords: American minimalism, uzicko kolo,
incantations, Scottish folk song, Natasa Bogojevi¢

* Ivana Medi¢, a research associate at the Institute of
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BETWEEN TWO WORLDS

Approaching Balkan Oral Music Tradition through the use

of Technology as a Compositional and Performing Mediume o © © © o o o o
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Abstract: This text explores the problems of inter-
preting musical identity, meaning, and socio-cul-
tural value of a compositional work influenced by
two traditions with different values: the modern-
ist tradition based on Western European classical
heritage, and the oral tradition of the Balkans. It
also follows the process of transformation and
re-creation of the author’s musical language: from
classical, notation-oriented to a more intuitive,
improvisational and live-performance based.
Through detailing some of the experiences of
the author as a composer and a performer, it
also discusses some observations on the ways in
which this discrepancy between two traditions
and practices has affected and still influences
those creative practices in Serbia and the former
Yugoslavia that relate to traditional music and
its derivations. In this study, the oral tradition
from the Balkans was approached not only as a
purely acoustic phenomenon, but it also included
araised awareness of the nature of the continuous
fusion of various cultures in the region, as well
as existing cultural and religious antagonisms.
This study investigates the problems of construct-
ing musical identity as well as the meaning of an
author’s creative practice in relation to the socio-
cultural environment of its origin, whilst observ-
ing its reception by audiences outside the Balkan
region.

Keywords: oral tradition, Balkan, improvisation,
musical identity, creative practise, composition
process, sonic process, music narrative, layers
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Composition and improvisation

The very existence of an observer — the analyst - pre-empts
the possibility of total objectivity. No single method or
approach reveals the truth about music above all others!

s Bent points out in his reinterpretation of a famo-

us observer paradox cited above?, the presence of the

observer inevitably influences the result of analysis,
and in case of music, even more so — especially in the situation
of an author that observes his own work. Music is a temporal
art, and although we can measure some elements of its physical
(acoustic) manifestation, a full comprehension of music is still
fairly beyond the reach of an empirical approach. Electro-acou-
stic music is no exception: there is no single method of analysis
that is established and widespread enough to be automatically
employed (as it is definitely the case with analyzing Mozart’s
sonatas, for example). The music analyst usually approaches
analysis of musical composition through the score and recor-
dings of performance, and most importantly, employs his/her
knowledge of the composition’s era, musical genre and cultu-
ral/historical context, which are all necessary to establish the
framework that makes the analysis possible.

However, when it comes to electro-acoustic music, the score
in plenty of cases does not exist. There are several definitions of
musical analysis that might be applicable; here we will conform
to the musicological encyclopedia New Grove Dictionary of
Music and Musicians, stating that musical analysis is the

....resolution of musical structure into relatively simpler
constituent elements, and the investigation of the functions
of those elements within that structure.’

This is a simple yet applicable way of approaching the analy-
sis. Just distinguishing the “simpler elements” however, was not
enough to come closer to the formation of the macro-form - it
was also necessary to record as minutely as possible the actual
creative and cognitive process of choosing material and devel-
oping improvisational parts. Before I go into a more detailed
examination of the compositions, I will briefly state some defi-
nitions of composition and improvisation that I find are the
closest to defining my overall creative practice.

Composition can be defined as a process that, by its nature,
places creation and realisation of musical ideas in different
time lines.? This means that multi-layered temporality is essen-
tial to composition as a process that often happens on several
levels.> Additionally, formulating a musical idea in such a way
to make it transferable as a score involves: (1) the practice of
writing different parts of the piece at different times, (2) being
able to reflect on how these segments relate to each other and
(3) manipulate those relations. Often different parts of this
process overlap at different points of a piece’s timeline, thus



enabling the composer to orchestrate one part of the piece
while having other sections at the level of the basic idea.

In contrast, improvisation is the real-time process of struc-
turing music through its creation and performance. Although
both composition and improvisation are temporal in the sense
that they organize sounds in consecutive series thus creat-
ing (hopefully) comprehensive music narrative, there are
two crucial differences. Contrary to composition, while we
improvise, we can not change what has already passed, and
also can not predict the future music choices, especially in live
performance.

In all the works I utilised both vocal improvisation (under-
stood here more as insisting on intuitive music choice rather
than one-off musical activity) as well as pre- structured sonic
sequences. However, creating a piece close to an hour in length
or more cannot be built on intuitive decisions alone, and the
role of improvisation changed.

For The Balkanites, improvisation proved to be the main
structuring strategy as far as creating of micro-form (indi-
vidual parts of the composition) went. However, each part had
to be readjusted according to the general concept of how the
macro form will look like. These readjustments were a con-
tinuous process: each time a relatively important change is
put forward in one sector resulted in slight or major modifica-
tions of the other parts. In practice, this meant a continuous
listening of the composition several times and always from
the beginning until I reached the section I was working on.
The main parameter here for introducing changes or leaving
sections as they are was always the overall impression I would
get after listening - if something felt too short, too long, or the
contrast between materials was too big or too small. This was
a part of creative process which, although entirely subjective, I
attempted do somehow quantise by introducing activity den-
sity®. Activity density and other major music parameters and
characteristics of each part and change in the music narration
have been noted in the representation of structural and sonic
activity (table no. 1).

To do this, the first draft of the composition was done as
a series of improvisational parts, some of them purely vocal,
the others with some other sonic material already present to
induce the vocal response. A second phase was the detailed
work on the parts themselves: every major change was noted
and written in the form of verbal comments in the scheme.

I discovered that both of the creative processes (composition
and improvisation) could be pursued through the utilisation
of technology without the absolute necessity for a composer to
be fully aware of musical parameters such as pitch, harmonic
progression or rhythmical/metrical structure. Being able to
immediately record musical ideas and choose quickly among
all of their possible modifications, as well as the improvisation
based on those ideas, gave me more liberty to follow intuitive
music choices without the immediate necessity of transferring
them into notational system.

While thinking about possible approaches to an analysis of
the works, the emphasis was put on determining what kind of
analysis would be the most suitable regarding the aims of the
research itself. While reading through the notes I made during
the composition process, I was able to abstract the following
major factors as the most influential ones in establishing a
functional macro-form:

- Structure/distribution of musical material (determining
sections and subsections of the composition, how they relate to

each other, the nature of improvisation and
how it influences the form),

- Music parameters (registers, sound
manipulation processes applied, presence or
absence of tonality etc).

To organize and represent mentioned fac-
tors I followed Dora A. Hanninen’s criteria
for music segmentation as being of three
basic types: sonic, contextual, and struc-
tural.” Within the scope of my analysis, the
“sonic criteria” was interpreted as being pri-
marily related to individually recognizable
segments, which, following Hanninen, I will
define as a grouping of tones or other sonic
material recognized by an analyst as a readily
audible unit.

“Contextual criteria” I use to relate to group
of parameters that helped me to identify the
subsections of macro-form, such as: (1) the
scope of similarities/differences between the
sub-sections (2) functional relations between
the subsections that come as a result of estab-
lishing the first point. “Structural criteria” is
looking in detail into sonic criteria in order
to distinguish sub-parts.

Hanninen’s definition of segment, segmen-
tation, contextual criterion and sonic crite-
rion were most helpful with the process of
dividing the work into sections and subsec-
tions. How these parameters are applied to
the music itself can be found in the analysis
of the composition The Balkanites.

Musical structuring and
sound processes in the short
works

In order to illustrate sound manipulation
strategies, I shall now discuss some of the
shorter works and explain how they relate to
each other and The Balkanites. Among the
ones primarily based on vocal sound mate-
rial, those worth mentioning are: Nigredo
(2009) and Miniature (2010) (DVD con-
tent / compositions/tracks 1 and 8), based
on recordings of vocal ornamentation in a
wider Balkan tradition, Ismail I and I (2010)
(DVD content / compositions/ tracks 2 and
3) based on a recording of Turkish folk song.
Improvisation: excerpt (2009) (DVD content
/ compositions / track 4), which highlights
how improvisation is an important part
of the compositional process and perfor-
mance. This excerpt illustrates the impro-
visation through use of technology. Psalm
(2010) (DVD content / compositions / track
5), is based on sound samples taken from the
recordings of a Serbian monastery of Kovilj’s
monks, singing psalms in the Byzantine
style. Echoes (2009) (DVD content / compo-
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sitions / track 6) are made almost entirely
of sounds that do not have a determined
pitch or rhythmical structure. It represents
the dimension of this author’s sonic world
that is intentionally unrelated to vocals
and pitch (in contrast with the mentioned
pieces) and it assists, through establishing a
dialogue with vocal elements, the formation
of macro-form in The Balkanites (2013). The
Miniature is similar to Nigredo, being made
entirely from vocal recordings and featur-
ing the form of vocal improvisation that will
become the main structuring force in The
Balkanites.

These pieces show in miniature the son-
ic processes that were later applied on the
voice in The Balkanites, among which one
tinds: transposition, reverberation, filtering,
reversing, and looping. The music narrative
was built through layering the improvised
vocal lines in a sort of melodic dialogue (not
always imitative by nature), which were in
the final result creating responsorial texture,
in fact quite typical for religious services in
orthodox Christian churches (liturgy). This
way of creating a musical dialogue can be
often found in traditional music as well,
where one person sings the “lead”, and the
rest of the group sings the “answer’, which
is often the same or different melody with
lyrics that follow as an extension/explanation
of the ones introduced solo. In the shorter
works the main contrast often comes from
the introduction of loop/ostinato with the
principal role of reinforcing the rhythmic
and tonal stability. All works are graphically
represented as waveforms, which seemed the
most natural illustration of both the time-
line and micro/macro form of the pieces
themselves.

Nigredo (2009 / DVD content / compo-
sitions / track 1), is a composition made
entirely of recordings of a single vocal (plate
1). The term nigredo (latin) was a common
part of alchemic vocabulary and describes
the process of all substance’s disintegration
back into primal material. Here this is used
as synonym for the action of the transforma-
tion of particular vocal ornaments typical for
the Balkan region. Below is the visual repre-
sentation of the audio wave:

Plate 1 - Nigredo

The piece has three distinctive parts. Vocal elements are
here first introduced through short ornamented motif in its
natural register (Phrygian mode; characteristic of the tradi-
tional melodies that were under the influence of Ottoman/
Turkish culture) and then transformed into a percussive layer
towards the end of the piece. The interaction between melodic
and rhythmic impulses is underlined with low pitch drones
that reinforce the feeling of a stable tonal centre throughout
the whole piece, whilst also providing the impression of differ-
ent acoustic spaces and depth. The chief structuring mode is
responsorial - the form of question and response between the
naturally positioned vocal line and transposed lower melo-
dies. The prevailing sonic manipulation techniques of the
composition are pitch alteration, reversing, and putting vocal
lines in different spaces (reverberating) to create depth. The
aimed for consistency of sonic world is here accomplished
through use of sound material that originated from a single
source (voice). The second part (at 1.55 min) sets forth with
the first short, non-melodic element that becomes the main
constituent of the rhythmic repetitive sequence in the third
part, also bringing in a slight contrast. Apart from the appear-
ance of the percussive layer that is accomplished through
echoing this component (at 03.20 min) there are no sharp
contrasts so this piece’s narrative unfolds uninterrupted till
the end, with the rhythmic element being brought in front
and melodic positioned in the background. The main com-
positional approach is the transformation of sound material,
with repetition applied towards the end as to facilitate the
fragmentation of the music flow.

Ismail I and II (2010 / DVD content / compositions / tracks 2
and 3) is a two — part work based on recordings of Turkish folk
songs. I had an opportunity to record Turkish waffle-seller,
singing several traditional songs mostly from different parts
of Anatolia. This composition has two parts and presents two
different treatments of the same voice.

Ismail I (plate 2) was made as a combination of traditional
melody that was partly transposed and pitch - altered occupy-
ing the high register, and combined with a piano sound pro-
cessed to emphasize the instrument’s percussive qualities. The
main concept of the piece was to establish and sharpen the
tension naturally coming from the opposition of these two
most distinctive sounds. The floating tonality of the voice is
in an unnaturally high register and the repetitive piano motif
occupies a very low one. The general structure can be branded
as homophonic, as the listening perception naturally gravi-
tates towards the higher layer. This form does not contain any
contrasting materials; both predominant sounds are present
from the beginning till the conclusion of the work, apart from
the middle part, which functions as a rest from piano sound
(1.55 - 2.22 min) so the chief structuring process is gradual
transformation of the sound material, mostly created through

b] Input level meter - click to monitor |nput| 1:15 1:30 1:45
I T T T T |

1

-1

o = el SR B GR HOR D R —— bR

1

— 1l

Part one

010 SR e e S P A s S e Bl

Part two Part three




Plate 2 - Ismail I

Introduction

Middle part

manipulating the levels of tension rising as a result of confront-
ing the relationship between two major sound materials.

Ismail II (plate 3) is more oriented towards manipulation
of the actual natural sound of the singer’s (Ismail) voice, and
it is entirely created out of the recording of a single Turkish
song (Sari Yazma). As I was already comfortable with record-
ing and manipulating my own voice, working in this was an
opportunity to explore how the sound of a male voice with
its characteristic regional ornamentation changes while put
through the same processes.

The structure of Ismail II formed itself as a “conversation”
among three different registers/modes of the main vocal line,
with a resulting structure that can be perceived as a polyphon-
ic. In the introduction, the high-pitched register of the tune
is brought out, with a low one coming in at 0.45 min, also
bringing in the time- stretched fragments of the tune (part A).
After a short rest from the low processed pitched vocal, Part
Al retains the same structure while dropping one of the sonic
elements out of the structure (stretched vocal line) towards
the coda. As to sound manipulation, functional role and reg-
ister, the Coda corresponds with the Introduction and there-
fore gives the form of the composition a sense of closure. The
major applied processes apart from pitch alternation, were
time-stretching and filtered panoramic movement. This work
has preserved the tonal stability of the original melody.

Improvisation: excerpt (2009 DVD content / compositions /
track 4). As improvisation became a crucial part of the com-
positional process and performance, I found it necessary to
include an excerpt of a live session that illustrates the impro-
visation through the use of technology (plate 4). The session
was conducted using the BOSS ME-50 guitar multi-effects

Plate 3 - Ismail IT

processor as a vocal processing device and
software instrument controlled through
MIDI keyboard with the main role of estab-
lishing harmonic surroundings for vocal
lines.

As this excerpt evolves around the looped
sample of the voice and all the elements are
introduced gradually, there is no ground for
distinguishing parts on the basis of differ-
ent sound material. So the structure given
above marks the introduction of different
vocal lines and changes in a separate har-
monic layer. The introduction brings in one
two-bar-loop of 4/4 vocal fragment, made in
such a way as to give a feeling of tonal stabil-
ity, and establishes the first note of the vocal
ostinato as a tonal center. However, Part A
(0.16 min) introduces a low harmonic layer
that immediately shifts the perception of the
tonal center to the second note of the osti-
nato. Part Al (0.40 min) presents the first
improvised vocal line in the low register, and
introduces a slight chord change in harmonic
layer, that is followed by a change in register
from low to middle (1.26 min). Part A2 (2.14
min) brings the change of harmonic layer
by transposition to the high register, build-
ing up the tension, the improvised voice is
also transposed an octave higher, with all
the layers collapsing back to the low register
towards the end.

Introduction Part A

Coda

Part Al

Plate 4 - Improvisation: excerpt
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The structure can be interpreted as hav-
ing three layers: repetitive, responsorial and
harmonic. It is based on a vocal sample pre-
recorded on the processor, and then used as
a repetitive layer around which responsorial
melodies were built. As this device limits the
length of prerecorded samples to a maxi-
mum length of two seconds, those restric-
tions helped me to formulate the basic idea.
Although the loop indicates a minor chord,
the free vocal lines that surround it move on
almost all the notes of the chromatic scale
within the chosen melody range. This excerpt
(from about half an hour of free improvisa-
tion) served as starting reference point for
some of the vocal melodic structures in The
Balkanites and their relationship with the
surrounding sonic material. Characteristic of
this type of structuring is a particular kind
of transformation that includes the repeti-
tive layer, and where the musical narration
entirely depends on changes around the
vocal pattern.

Psalm (2009 live performance recording
/ DVD content / compositions/ track 5) is
infused with Orthodox Christian chants.
Orthodox Christian music sung at the mon-
asteries in Serbia has two distinct styles:
Russian chant and Byzantine (Greek) vocal
tradition. For this piece (plate 5) I used sam-
ples of psalm 117 sung in Byzantine style by
monks belonging to the Serbian Orthodox
Christian monastery Kovilj. Typical for this
vocal tradition is singing in unison, or more
often, it has ison (second melody/drone note,
that underlines the main one or mimick-
ing the function of a bass line). The actual
melody of the psalm is not present, but it is
referred to throughout the overall structure,
melodic phrase and Phrygian scale used. The
Psalm has two parts, part A being of homo-
phonic texture, a single rubato voice that is

Plate 5 - Psalm

underlined with short recorded voices of monks reversed, sing-
ing Alleluia. The A part tonality shifts from C# - B - C# - C
- C#, making it the main drive for melodic structuring and
advancement.

The second part of the piece (02.50 min) has a polyphonic
structure, it is characterized by layering three or four vocals to
construct the harmony, on top of a tarabuka sample that gives
the tempo and is transposed to C# to fit the tonal center of
the work. Vocals form an ostinato movement that becomes a
base for the four-part harmony and a support for the top voice
that improvises within the given harmonic progression, with
the bass voice transposed an octave down. It presents a strong
contrast to the first part in tempo and structure, however by
keeping the same tonal center and by introducing the change
gradually this piece retains the feeling of a whole without the
necessity to return to the initial material. The main structuring
processes in part A are a gradual transformation of melodic
elements through re-pitching and shifting of the tonal center,
while in part B repetition is a major structuring force. With
every repeated fragment something new is added or slightly
changed in order to retain the impression of development.

Echoes (2009 / DVD content / compositions / track 8) is a
composition made almost entirely of sounds that do not have a
determined pitch or rhythmical structure (plate 6). It presents
the dimension of the author’s sonic world that is intentionally
unrelated to vocal and pitch (in contrast with the mentioned
pieces). This particular utilization of sonic material unrelated
to pitch will later be developed further in The Balkanites, and
through establishing a dialogue with vocal elements, assist the
formation of a higher structure.

It is not easy to analyze a piece of music that has no rec-
ognizable melodic, harmonic or rhythmic structure, at least
not according to the classical standards. However, the overall
structure can be established in relation to the utilized sound
material. Echoes consist of three main parts. Part A introduces
a couple of time - stretched cymbal and shells sounds, and
is based on the dialogue between the high and low pitched
ones. These sounds do not have any rhythmical density and
the main focus is on their position in the available frequency
range. Nonetheless, Part B brings in new sound material that
is a relatively recognizable sound of shells rubbing against
each other (01.24 min) and after the first part comes as

Part A (C# B, C#C, C#) Part B
Plate 6 — Echoes
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Plate 7 - Abstract

Part A Part B

Part C(coda)

quite contrasting in sound texture and rhythmical density
(short, repetitive, and high pitched). This sound fragment
goes through several alterations: reverberation, reverse, echo-
ing, panoramic movement, and before giving way to the new
sound of low pitched flute (Part C), is moved to the back-
ground (03.23 min). The main trait of part B is a contrast that
is brought on by the amalgamation of time stretched cymbal
sounds from Part A with the distinctive transformed sound
texture of the shells. Part C fuses all the elements introduced
beforehand and brings in a very low-pitched flute sound, that
opens the short reprise of the whole structure - first the char-
acteristic cymbal sound from the very beginning of the piece
at (04.38 min), then the shells sound in its most recognizable
variation (05.25 min) that also serves as a functional coda to
the piece.

Echoes has a couple of contrasting points in its timeline, in
the first instance it is the introduction of new material (Part
B) in the second, it is an interpolation of characteristic cymbal
sound from the beginning that establishes the expectation of
repetition, which however is never completely fulfilled. The
length of the piece was (like in previous works) dictated by
reducing the number of contrasting sound materials. In this
way the contrasts within the work were kept at a minimum in
order to maintain the structure as a whole.

Abstract (2009 / DVD content / compositions / track 7) is
a piece created out of recordings of flute sounds that do not
have defined pitch (plate 7). The piece has a strong tension
development, coming from the gradual change in volume and
activity density.

Although in the case of this particular work it is very hard to
speak of microstructure, the three main parts can be noted as a
result of manipulation of sound objects: Part A introduces the
main sound source, and manipulates the natural sound of the
instrument’s performance mechanism, which is mainly present
through filtered panoramic movement fused with the con-
trasting, very highly transposed original sound. Part B brings
the low drone and a change in rhythmical intensity and den-
sity of the sonic material (02.12 min) combined with a sudden
increase in velocity, that positions itself as the event towards
which this whole work gravitates. The tension maintained by
these elements dissipates slowly towards the end of the piece,
where a low transposed and reversed flute sound becomes pre-
dominant (Part C, 03.10 min) and closes the composition. As
the previous compositions, Abstract is a structure that estab-
lishes itself more as a result of continuous sound manipulation
that accumulates into one particular event, and less as natural
succession of contrasting parts.

These shorter works hopefully illustrate the nature of sound
transformation strategies and structuring that were used. How-
ever, several problems could not present themselves in these
short works due to their very nature: the problem of struc-
turing a piece approximately 45, 50 minutes in length, and

the problem of maintaining this structure
while paying attention to individual parts
in all details. Also, limiting the amount of
contrasting sonic material that was essential
for maintaining the impression of the whole-
ness in short pieces became questionable as
an approach to the creation of a consider-
ably longer one. However, experience with
shorter works indicated that the abundance
of sonic material available for the work had
to be reduced and organized according to
individual parts of The Balkanites, and the
prospect of their use in other parts according
to their potential functionality in different
sonic context. Coming back to previously
used material and using it differently helped
to establish the macro-form.

The Balkanites — structure
and processes

The key to understanding The Balkan-
ites lies in the dialogue between fragments
of recordings of Balkan traditional instru-
ments, and free vocal improvisation. One of
the most distinct characteristics of the piece
is the fine balance between parts that contain
an ostinato rhythmical structure (mostly sta-
ble in tonality), contrasted to the ones with
rhythmically and melodically free vocal seg-
ments that sometimes drift into bitonality.
Although predominantly vocal, this compo-
sition does not refer to any particular singing
tradition, and few phrases (in Serbian) that
do appear are not used as bearers of mean-
ing, but merely as sounds. As mentioned
beforehand, the main criteria for the ana-
lytic organization of the music segmentation
of the piece follows Hanninen’s proposition
of sonic, contextual, and structural criteria.®
The plate 8 (p. 34) shows the macro-form of
The Balkanites as a waveform.

In order to understand macro-form, more
detailed micro-form (contextual level) and
how those two relate, there is a visual scheme
of the important aspects of all sonic events
and processes in the composition. On the
table 1 (p. 35) structure of the macro-form
is represented in three layers: structural
level (that shows the macro form, marked
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Plate 8. - The Balkanites waveform
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with uppercase letters); contextual level
(indicating the possible groupings of musi-
cal elements into subsections, marked with
lowercase letters) and sonic level (detail-
ing the sonic material used). The criteria
behind choosing particular samples was
always determined by the section that came
beforehand the one I was just composing —
the sounds had to be different, or if similar,
processed in a way sufficiently at variance
with the previous ones as to be perceived as
contrasting. Music processes and important
traits of used sonic material are organized
according to subsections (lower case letters),
making it easier to follow the aural events
that justify identification of a particular
grouping.

As mentioned earlier, upper case letters
(A/B/A1) indicate the higher structural
organization of the piece. The appearance
of the new sonic material, repetition of the
one presented earlier or a high level of con-
trast were the main criteria for establishing
a new subsection. As shown in the scheme
(table 1, p. 35), every time new sonic material
is introduced that might justify constitution
of a new subsection, it is represented with
the new (lowercase) letter. Where the letters
repeat, it points to the similarities that are a
result of using the same sonic material. In
the sonic criteria field, the sound segments
that are crucial for separating a subsection
on a contextual level are highlighted.

As the shifts from one subsection to
another are often smooth (there is a fusion
of sonic events on the peripheries of both
parts) the representation of the piece in real
time, though in seconds, had to be somewhat
imprecise in regard to the exact beginning of

Jovana Backovi¢

the next section. The scheme also shows the most important
music parameters characteristic to each section (scales, reg-
isters, tonal orientation), sound manipulation processes, and
vertical complexity.

Vertical complexity is reflected in activity density, which
represents the rise or fall of the number of sonic events that
happen simultaneously in time. This value is hard to represent
accurately as it might be relative to the perceptional habits
of the listener, so it is roughly estimated at low, medium and
high. Low and high points were established first as contrasts,
medium being the value given to all other sections.

Types of narration indicate the presence of repetition and
transformation as horizontal traits of the music flow. The level
of contrast represents the total amount of changes that are sin-
gling out individual subsections as such, but it primarily shows
they relate to the previously presented material; that is why
there is no contrast indicator for the beginning of the piece.
As it is present both on contextual (micro-form) and structural
(macro-form) levels, it is discussed separately and in relation
to the topic of balancing the use of sonic material against the
presence of the active agent — the voice.

As composition The Balkanites in first attempts formed itself
as a series of mostly wordless “songs”, it felt natural to keep the
cyclic principle as a guide towards establishment of the macro
form of the piece. This principle also influences the relation-
ship between the conclusion (coda) of the piece and the begin-
ning (The Introduction), as the starting sequence was made
from the same sonic material that concludes the composition
(coda). We will first examine the micro-form of this piece.

Micro and macro-form of The Balkanites

The introduction (00.00 - 04.12) is created almost entirely
out of the vocal recording, which was set in several improvised
layers. This is also an introduction to the general ways vocal
improvisation is applied in the compositional process of the
piece. Introduction was not written first: once I've created ini-
tial material, I realized after repeated listening that it sounds
more like conclusion than it does as an opening. So, I decided
to have it as a coda — and then, after experimenting with add-
ing layers of different vocal improvisation, I decided to try
and reverse the whole part just to see will it trigger different
improvisational response. And so it did, I added a couple of
new vocal layers and sonic elements in order to create a slight
shift towards bitonality, and in order to differentiate from the
original tonal orientation of this sequence as it now appears in
the coda. With these new elements added, texture shifted from
introductory homophonic sound of the coda to polyphonic one
of the Introduction.
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This introductory sequence does not relate
to any traditional melody in particular, apart
from the parallel fourths and fifths and
responsorial organization of melodic struc-
ture mimickring the relationship between the
soloist and the group. The interval most pres-
ent is of the augmented fourth, which forms a
melodic sequence characteristic for this part
(tritone in classical theory, figure I).

Figure 1 - Introduction motif
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The voice is the predominant sound materi-
al, and the structure is made from several lay-
ers of vocal improvisation. The first (reverse)
layer is taken from the coda, and then the
rest of the lines were added in a responso-
rial manner. The density of activity rises as
the new layers are introduced, and then falls
again through the transition in part a. At this
point, I had the rough ideas of the beginning
and the end of the piece, that helped me to
choose contrasting sonic samples for other
parts and also helped in determining which
elements will be predominant in the parts
after the Introduction and just before coda.

Parta (04.12 - 07.01)

The first sampled material (part a) in the
piece appears at approximately 04.12 and is
set as a first major contrasting structure to
the first subsection, which is made primar-
ily from vocal recordings. It contrasts the
Introduction in vertical complexity, register
and tonal orientation, also featuring a looped
structure and the establishment of the stable
tonal center. A short baglama sample was
taken from the baglama solo recorded by
Orhan Gencebay, which was reversed and
tiltered but the original tonal centre (A) was
kept in the sample’s first appearance in this
part. This structure marks the second part of
the piece, and has three different subsections
- or rather, three different treatments of the
same material. The changes aimed to influ-
ence some of the sample’s characteristics, yet
keeping the material absolutely identifiable
in each variation. With the first appearance

of the sampled material, the whole melodic and rhythmic pat-
tern was presented, so than the latter changes might be perceiv-
able in relation to the first one. It has a slight change of tempo
towards the end, and it occupies the register which is within
the range of a natural, unaltered voice. The vocal parts evolve
around the sample, and have a contrapuntal role to the rhyth-
mical and tonal stability of the looped layer. The pattern is in
4/4, yet because of the treatment of looped material (reverse,
tempo and pitch alteration,filtering) it sounds slightly arrhyth-
mical and does not fit perfectly into a four pulse structure that
feels natural (see figure 2).

Vocal layers around it also introduce a flat second, and melo-
dy is often shifting between the minor and major third creating
further ambiguity. In the recording, the vocal lines are dis-
tinctly panned right and left, in consequence helping to enforce
the impression of dialogue. The transition to part b is achieved
through vocals morphing into C as a new tonal center.

Partb (07.01-11.12)

With the tonal center established firmly in C, the main
structuring force in this part is vocal improvisation, the dia-
logue between several vocal lines distributed through low and
middle registers, that refer to each other mainly through varia-
tions of the material presented. Again, this part is functionally
established as a contrast to the previous segment, by coming
back to an arrhythmical treatment of melodic lines that are
shifting constantly from the minor to major third (relative to
the C). Non-vocal material is here present in the background
(the sounds of pebbles in motion and leaf playing) with the
main function of contrasting layers. Towards the end of the
b part, the leaf sound is more perceptible, though the sonic
treatment of the sound shows changes in tempo and natural
register (it resembles the sound of French horn). The passage
to the next part is achieved through the introduction of a new
loop - based structure shifting the tonal center briefly to C# as
an indication of the change.

Part c (11.12-13.35)

Though part ¢ is introduced with a looped baglama sample,
with pitch often gravitating towards C#, it does not have the
fixed tonal center. This part generally functions as the bridge
between parts b and d, and it reflects some of the more char-
acteristic sonic material introduced earlier (baglama sample
from part b). The words uttered by voice here are not intended
to have any meaning, yet, as an accidental result of the process-
ing, one word is distinctive (kapija) Serbian word coming from
Turkish kapiyr meaning the gate or the door. The new sound
presented here is the sound of the church bells, slowed down
and in an extremely low pitch.

Figure 2 - Approximate representation of Part a motif
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Partd (13.35-16.24)

The central segment of this part comes from a sample of a
monks choir from monastery Kovilj in Serbia. This sample was
chosen by simple criteria: it represents a very common and char-
acteristic opening of Byzantine influenced singing style (natural
7th leading to the tonic of the mode). With a few alterations by
transposition, this melodic pattern shifts from D to C, and, as it
was created first, presents a main element around which all the
other musical elements were organized. The sound of bagpipes
is the one that slightly shifts the stable tonality of this segment,
as it appears in different keys. The sound of reversed and filtered
church bells follow the melodic phrasing of the vocal tune.

Partcl (16.24-17.24)

Some of the words that open this short segment are in Ser-
bian, making this the first part with text. The literal translation
of the sentence from Serbian (Reci koje nemaju znacenja) is
“words that do not have meaning”. I wanted a short bit in this
composition where I actually use one of the Balkan languages,
it was natural for me to decide to use my native Serbian. Also,
I particularly wanted to treat existing words more as a sound
and less as a mode to delivering a message. That was the reason
behind choosing this particular sentence, since the idea was
to focus on the sound of the words rather than their meaning,
which is much harder using one’s mother tongue than other-
wise. In this part, processed words are in dialogue with previ-
ously used material from part ¢, introducing also another pair
of words nemust jezik (wordless language). This comes from a
famous Serbian fairy tale with the same name, that center on
the young boy (shepherd) who by chance became capable of
understanding nemust jezik, the language that all animals can
understand. It can be taken as a metaphor of the structuring
processes in The Balkanites, as it points towards the main tool
in developing the musical narrative — wordless vocal impro-
visation that attempts to communicate emotional states that
go beyond the words and stories belonging to the particular
traditional songs. In the actual story, the ability to understand
animals helps the shepherd to overcome problems he encoun-
ters — in the The Balkanites, the wordless language becomes a
metaphor for voice as a medium that attempts to establish and
communicate the musical archetype.

Parte (17.24-20.05)

The distinctive sound of Bulgarian bagpipes!! is one of the
main features of this part and dominates the beginning in dif-
ferent modes until 19.20, where the voices reappear, and the
drum sound is introduced (tarabuka’s bas on 19.39) marking
the slow introduction of the main material belonging to the
following segment f. Functionally, it serves as a bridge between
parts cI and f.

Part f (20.05-24.44)

The main feature of this segment is a vocal pattern around
which all the other improvising lines are created. Starting with
a drum that emphasizes the beginning of the pattern, this seg-

Figure 3 - Part f - rhythmical structure of 15/8
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ment is entirely structured through vocal
improvisation that relies on a vocal loop that
in initial improvisation sequence formed
itself as a rhythmical structure of 15/8.

As presented in the example (figure 3), the
internal organization of the loop can be eas-
ily displayed as six micro-rhythmical groups
of two and three eights, and in fact, was per-
ceived as such when the loop was originally
created. However afterwards, while impro-
vising vocal lines over it, the actual division
I perceived was the division that sounded
more like seven quarter-notes plus one eight-
note. Therefore, sounding more like this:

Figure 4 - Rhythmical structure of 15/8 reinterpreted
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This is an interesting example of percep-
tual change that resulted because of the
alteration in the context (adding additional
layers). The whole segment is built around
this motive, presenting a similar situation as
in my previous work Improvisation - excerpt
where the musical flow was maintained by
small changes in the surrounding layers
while the repetitive layer stayed the same.
Melodic and harmonic layers are the ones
that bring change and maintain the impres-
sion of movement. The prevailing mode is
Aeolian, with a major sixth here and there
indicating the Dorian mode. The tonal cen-
ter rests firmly on B}, making it the prevail-
ing tonal center of The Balkanites.

There are several functionally different
vocal layers: bass, introduced later on, rhyth-
mical layer that joins in with the pattern, and
three other voices that freely improvise within
the given structure provided by the pattern.
The reversed version of the pattern (approxi-
mately at 23.58) serves as a closure of this
part, blending in with the sound of the monks
choir that is re-introduced in the part d1.

Part d1 (24.44-29.42)

The sound of the male choir that was the
main constituent of part d, has the same func-
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tion here. Some of the new processes were
applied, the sound pattern is here reversed
and stretched, resulting in the very slow
descending melodic line (D - C - B},), giv-
ing another direction to vocal improvisation.
Due to the slow movement of this line, both
D and By, could be taken as the prevailing
tonal center of this part. A transposed bass
vocal line that is present in the low register is
responsorial in relation to the main material.
The word kapiya can be heard again, by now
becoming a leitmotif that binds some of the
previous parts together.

Part c2 (29.42-33.44)

The sound of a bell announces the new
part. Most of the sound materials have been
already heard in previous parts, (a delayed
single bass drum hit, time-stretched and
reversed bells, the sound of stones put
through different processes). The main
structural purpose of this subsection is to
present a contrasting segment to parts d1
and e2, so there are no voices, pitched instru-
ments or recognizable rhythmical structure
used. The sound of a leaf closes this segment.
This sound is now more present than when
introduced first time in part b, in a key in
between A}, and A, and introduces a new
part.

Part e2 (33.44-36.29)

The returning sound of the bagpipes marks
the beginning of this subsection, moving by
transposition through different tonal cen-
ters, with the main being in between B and
C. Towards the end, it settles in approximate
Bjthat leads to the coda.

Coda (36.29-42.03)

The coda is the part that was written before
any other material, therefore giving the tone
to the rest of the composition — after several
sound processes applied, it was also used to
open the work. The tonal center is settled
tirmly at B}, which, judging by the frequency
of its occurrence during the piece, is the tonal
center towards which the whole composition
gravitates. As this was not done consciously,
it gives some argument towards supposition
that this particular tonic is the most natural
settling point for my voice.

Melodically, the coda brings a couple of
patterns from the Introduction that are now
in their original state. One of them is this
fragment in the Aeolian mode, with dimin-

ished fifth (F},) present here and there in the melody (fifth in
relation to B}, as tonal center):

Figure 5 - Coda - approximated notation
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And the melodic combination that marked the Introduction,
now as it was originally sung:

Figure 6 - Coda - main motif
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The main sound material comes from the first layer of vocal
improvisation, that moves in parallel fourths, varying the indi-
vidual motifs from the two presented structures. Two vocal lay-
ers (lower and higher) that are moving in parallel fourths are
complemented with a third one in natural register, adding the
third layer to this fragment. Though some of the melodic lines
moved slightly away from the initial tonal center, the ending
confirms B), as the finishing tonic.

After looking through the analysis of the pieces presented
so far, especially the ambiguity of their use in The Balkanites,
there are several conclusions to be drawn: firstly, it becomes
obvious that the main stylistic framework for melodic develop-
ment were not particular modes or scales. Secondly, there are
particular intervals and interval combinations that are fre-
quently utilized, consequentially forming the sound “pool”
from which different melodic-rhythmic combinations are
drawn. If it were possible to put together an “archetypal scale”
based on the frequency of intervals use and their combination,
it would include:

- The frequent alteration between minor and major third
which successfully pushes melodic combinations further from
major/minor distinction;

- Augmented fourth and often parallel fourths (fifths),
adding the harmonic layer strongly quintal and quartal in
nature;

- Natural seventh and flat second constitute some of the
most present interval combinations in this piece.

There is a strong connection between tonality and ostinato
patterns in classical music. It might be said that it is equally,
if not more true for traditional music. Various types of repeti-
tion and ostinato structures are indeed commonplace in all the
world’s music. Next to the vocal itself and the way it is treated
as a part of the creative process of the piece, there are three
distinctive ostinato structures in parts a, d, fand d1. They have
several roles: in a musical sense, they provide the particular
grouping of rhythmic/melodic/tonal traits around which the
improvisational vocal layers are organized, and are in contrast
to the parts where vocal improvisation is free from strict tonal/
metric suggestions. As previously mentioned, in traditional
performance, we often find repetition; however, its elements



are never stable: the tonal centre often does not conform to
the tempered system, it slightly varies; the same song can be
considerably changed from one part of the country to another,
depending on the rhythmical changes in lyrics used (as they
often differ). While modeling looped structures in The Balkan-
ites, this was done in an attempt to imitate natural variances
that occur in different performances of traditional songs. Yet,
depending on the role of the looped structure within the mac-
ro-form and its relationship with the voice, different choices
presented themselves in regard to the variance that could be
applied to ostinato structures. The variance applied to these
ostinato structures were usually influencing some of the below
mentioned traits:

— The absolute tonal stability of the looped structure;

— The identical and repetitive nature of rhythmical and
melodic structure;

— The register occupied by ostinato (low, middle and high).

The three distinctly different patterns used (baglama sample
in part a, a choir of monks in part d and vocal pattern in f) are
the macrostructure cornerstones of The Balkanites, as these
patterns are the most perceptible fragments of the music mate-
rial used. In the macro-form the other segments, though dif-
fering among themselves, rest on a functional contrast to these
ostinato materials.

If we look at the macro-form of the piece as shown in
the Table no 1 we can see that it is divided into three major
sections:

A (a-b-¢), B (d - cl -e-f-dl) and A1 (c2 -e2- Coda)

As I mentioned before, while working on The Balkanites, 1
tried to conduct partial analysis (writing down materials used,
sound manipulation techniques as well as listening to record-
ing many times). This helped me to identify the sections later,
and that the formation of these parts was mainly influenced by
the combination of the following: introduction of new materi-
al, re-introduction of material from the previous parts with the
degree of change and establishing the level of contrast between
them. Part A is an introduction of materials that often reap-
pear in the other subsections of the composition; part B has the
highest level of contrast on both sonic and contextual level (in
relation to A and A1), having the clear internal structure where
the first and last parts contain the same material that contrasts
the one in the centre (B: d - I - e - d1 contrasting e and f); part
Al serves as a functional “reprise” of the materials from part
A. Yet, the final decision had to be checked on of the perceptual
level; T have re-listened to the composition many times and
noting the final structure (macro-form) did in the end depend
entirely on what I perceived as contrast and transformation of
the sonic material used.

Vocal improvisation as acompositional
technique

One of the main traits of the composition The Balkanites and
the short piece Echoes that resulted as a part of this research
is the use of voice, in particular - my own, female voice. As
a composer that wrote instrumental music as well as vocal-

instrumental, I am aware at all times of the
fact that composition is often at least partly
(if not completely) shaped by the nature of the
chosen medium. Every instrument and voice
all have their own domain, timbre, and how
they sound in different registers. However,
the way I was trained to approach compos-
ing basically meant using classical notation
and piano as main composing tools, which
is fundamentally different from the task that
arose from choosing a single voice as a main
medium, and technology to shape both the
voice and sounds collected from the particu-
lar cultural environment of the Balkans.

During the work on the The Balkanites,
several structuring problems have arisen
from the use of the same medium (voice)
throughout the composition, mainly due to
its natural limitations.

Establishing the structure. Having the
same characteristic sonic qualities of the
vocal, even with manipulating the sound
through different sound processes can inter-
fere with establishing the higher form of the
composition. Naturally, a single vocal cov-
ers a limited amount of sonic possibilities,
and in order to establish contrast, it was nec-
essary to have some parts without a voice,
and often vocal transposed out of its natural
range. Where the vocal is the main drive for
a musical narrative, texture, sound and reg-
isters were manipulated so as to maintain
the impression of development and change.
The different roles that my voice took within
the piece depended on the functional space
it occupied in relation to other sonic ele-
ments, but in general it corresponded with
a homophonic and polyphonic treatment
of the structure. Sometimes it took a role of
ostinato / rhythmical layer, or would appear
as a pitch - an undefined element that blends
with the rest of the sonic material rather than
being a prime bearer of music activity.

In relation to distribution of sonic ele-
ments, the main narrative generally estab-
lished itself in two ways:

1) where the vocal was predominant, the
amount of sonic material was reduced, tak-
ing a role of either a contrapuntal (contrast-
ing) layer, or fitting in with the voice;

2) where the vocal was in the background
or absent, more space was given to a greater
variety of sounds and their interaction with
each other. Apart from giving precedence
to chosen sonic material, there was another
way of aiding musical development, by put-
ting these sounds either in concordance with
(integration) or in contrast to each other,
therefore constantly varying their possible
relationships (as shown in figure 7, p. 40).
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Figure 7 - Contrast and integration of
musical material
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Vocal Improvisation. In live performance,
it meant working within a limited number
of parameters that could be controlled at the
same time. Changes in melodic-rhythmic
parameter, texture and registers were the
ones most employed for this purpose and all
the other elements were arranged in accor-
dance with this. I tried to keep the processes
I would normally employ in live performance
while creating the work. In composition, as
a technique for creating micro-form, vocal
improvisation usually meant layering the
single vocal that functions as a guide, and
then singing improvised lines or words that
build structure and movement around it.
The result is a responsorial structure that,
in different forms, characterizes the whole
composition. If the other sonic material is
present, depending on the role and place the
vocal takes in relation to it (is it placed in
front, merging with the other sonic material
or being in the background) the treatment of
vocal changes in accordance.

While working on the The Balkanites 1
discovered that the greatest challenge lay
in distinguishing when the intuitive choices
that were made as a result of improvisation
were contributing towards the music narra-
tion and development of structure, and when
they were not. While working on the piece
and the formal analysis of it, it became obvi-
ous that listening and experimenting are not
always enough to settle some of the issues
arising from relying on improvisation as the
main narrative technique. Noting down the
main traits of the subsections as they were
created while composing the piece at the
same time helped with some of these issues:
analysis forced conscious thinking about
which parameters were important for estab-
lishing the narration at a particular point in
the compositional timeline, and which were
not. It also helped to grasp the overall dis-
tribution and utilization of different sonic
materials and parameters and their role in
forming the macro form.

One of the consequences of making intui-
tive musical choices the guiding principle
while composing The Balkanites was discov-
ering how relative the perception of the pas-

sage of time is in different parts of the composition. Depending
on the musical material, the impression of the time passage
would be different - slow, fast, moderate, or sometimes so slow
that it seemed like it almost stopped.

Perceiving musical time —density of
music activity

When we think about time, no matter if it is taken as a gen-
eral notion (objective view/measured time) or experienced as a
factor in the creative process (as in music), we instantly become
more aware of the existing distinction between time as itself
and “representation” of time we construct in our minds. Use
of this term immediately triggers associative links to multitude
of concepts: notion of cause — effect, a succession of events,
simultaneity, cyclic principles, bio-psychological clock etc that
can be all applied (up to a certain point) to musical narration.
Furthermore, mental representation of time and all these con-
cepts are inseparable from physical/biological measurement
of time — which depends on a planetary cycle, day/night cycle,
cycle of sleep/wake states etc. Therefore all representations of
time are influenced by and constructed to fit these cycles our
whole being experiences as inevitable. How this influences our
experiencing the passage of time when it comes to music would
make an extensive research on its own, so here I will concen-
trate on the performance of music in a specific space.

Music, as “temporal” art, depends in great measure on the
type of space or environment it is presented in, as well as in
reverse case: “spatial” artworks (paintings, sculptures) require
a certain period of time in order to be perceived in their full-
ness. This comparison could as well be made in relation to our
senses — visual arts are available to see and touch, they have a
physical, tactile dimension; they can be perceived as objects.
Sonic arts address our hearing and are not physical in the same
sense — therefore we can think of them as events rather than
objects. However, human perspective built on senses forces
us to make this distinction. If we could imagine existence of
timeless being, his notion of objects will probably be equal to
our notion of events — object is, at the end, just event of certain
length in time. However, both “events” and “objects” share one
characteristic which makes them equal, although they exist on
different physical levels: our mental representations of them
both in certain measure depend upon our perception. We
experience art events/objects presented to us as being part of
time/space, which we also belong to. In perceiving artistic work
we use more than one sense, and the interaction between them
is what enables us to acquire the experience. Any artwork takes
place within a specific timeframe, which enables us to fully
experience it — and store this experience in our memory as a
mental representation. So, we have a work of art — an interac-
tion between the work of art and our senses - and finally stor-
ing this experience as mental representation.

If we take a closer look at the figure 8 (p. 41), it would become
obvious where the major difficulty in detailing the relation
between the artwork and the individual that experiences it lies.
The variety of possible relations between the particular event/
object in question and our experience of it depends on far too
many variables.

It seems that cycle and repetition as musical principles are
something that most musical genres have in common (apart



Figure 8 - Creating mental representation
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from music composed using techniques that deliberately avoid
any repetition or patterning), be it a simple folk tune, or a com-
plex orchestral piece an hour and a half in length. These natu-
ral principles also seem to be linked to our perceptual habits
and cognitive skills. As Gestalt theory suggests, being able to
recognize a pattern, even when it is incomplete or just hinted
at is an ability inherent to the human cognitive style, and is
not limited to experiencing sound only. Music that affords a
certain amount of recognition to the listener is often found
pleasurable, and this fact has been known and utilized by com-
posers for generations — not always consciously, of course. As
Claude Levy Strauss puts it:

The musical emotion springs precisely from the fact that at
each moment the composer withholds or adds more or less
than the listener anticipates on the basis of a pattern that he
thinks he can guess, but that he is incapable of wholly divin-
ing. If the composer withholds more than we anticipate, we
experience a delicious falling sensation; we feel we have been
torn from a stable point on the musical ladder and thrust
into the void. When the composer withholds less, the oppo-
site occurs: he forces us to perform gymnastic exercises more
skillful than our own.'?

This is one of the non-musical ways of describing the actual
cognitive process that occurs when one’s listening to music.
The composer utilizes the same mental action while he is
immersed in the creative process and the constant revisions of
it, s/he is splitting his cognitive process into two streams: s/he
is producing musical material and reacting to it immediately.
However, the perception of the finished work entirely depends
on the unknown side of this equation - the listener.

Types of music narration: principles of
music translated into structure

According to my experience so far, structuring a piece of
music can take two different paths, which do not necessar-
ily exclude one another. Musical composition relies either
on some preconceived structural idea, concept, technique or
principle(s) that governs and is imposed on the musical flow.
Or the composer builds the flow from the ground up, rely-
ing on one’s individual feeling for passage of time, making
an intuitive decision about when exactly will the particular
music events occur during the piece’s timeline. Often, creat-
ing a musical composition requires both of these approaches

to be present, and every composer develops
his own balance between them. What is
common to both of these ways is the general
necessity to maintain the impression of con-
stant change, which, either slighter or larger,
will help to maintain the feeling of develop-
ment. There are several parameters common
to musical creative processes, but they can all
be reduced to balancing between presence
and/or absence of: repetition, transforma-
tion, and contrast.

Repetition establishes pattern'®, expectance
and predictability; (this is obviously true for
any non musical event in time which repeats
long enough). In traditional music, melodic
and rhythmic formulae of any kind is proven
to be a mnemonic help, and combined with
lyrics is what forms a basis for guslar’s poet-
ry. In some parts of The Balkanites, it can be
a driving force of musical narration. Repeti-
tion in micro-form is evident every time the
sound that has been previously used returns
as a part of new structure (like the sounds of
list / leat, and gaida / bagpipes) looking at the
macrostructure, we can find this relation-
ship between the Introduction part (reversed
coda) and coda (original material that func-
tions as a reprise).

Transformation is a gradual change: in
small or larger measure it violates the estab-
lished expectance by changing the pattern;
(we still have expectance but not predictabil-
ity). Transformation can be used as a tool for
manipulating the existing material or intro-
ducing a new material gradually. One of the
most employed types of gradual transfor-
mation in The Balkanites is when repetitive
layer is retained as a constant, and the other
parameters change (sonic material, register,
tonal center, complexity). It is also the main
strategy used in the Improvisation/Excerpt.

Contrast is the perceptible change in musi-
cal flow that usually occurs by introducing
new music material with little or no prepara-
tion (we lose both the feeling of expectancy
and predictability) or the sudden break in the
development of music narration. Intensity
of contrast correlates to several parameters
changed from one part of the piece to the
other. Contrast on a macro scale becomes
evident either on the borderline of each part
of The Balkanites if it is sharp (many music
parameters changed at the same time) or
later in the analysis when comparing the
properties of each part when few parameters
are changed. As to contrast, The Balkanites is
built on the oppositions between three parts
that have a recognizable melodic — rhythmi-
cal patterning (a, d, e) and other parts that
lack repetition structures.

These types of narration might be called
the basic “tools” enabling the composer to
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create an impression of “movement”, or
“progress” in the piece, as well as building up
the macro form. Since they apply to informa-
tion distribution and are strongly related to
our perceptive habits, they are also applica-
ble to the works that involve more than one
media (audio-visual, for example).

In shorter music pieces (Echoes, Ismail 1
and II) that are partly or entirely improvised,
during the process of transformation of the
given music material, I applied these prin-
ciples on an entirely intuitive basis, there-
fore allowing the structuring to be a more
unconscious process. However, with The
Balkanites this method was not applicable
to the composition as a whole. The shorter
pieces have a time span from 3 - 6 minutes,
and within that time usually just a single
music idea was introduced, developed and
brought to some kind of conclusion. With
The Balkanites and its approximate length
of 45,50 minutes, the process of structur-
ing had to be conscious in many aspects, as
the composition as a whole had to leave an
impression of consistence, although built on
different sonic materials.

Change can introduce almost anything:
new material, new sorts of repetition, and
introduces new expectancy and predict-
ability which at some point in the timeline
will also be violated by returning to the first
material (same or transformed), introducing
a new one, or simply ending the piece. The
best way to formulate it so far I found is in
the tenth edition of “The Oxford Compan-
ion to Music”, where Percy A. Scholes defines
musical form as: a series of strategies designed
to find a successful mean between the opposite
extremes of unrelieved repetition and unre-
lieved alteration.!*

The balance (or absence of it) between
the extremes of repetition and transforma-
tion, is a “musical playground”, where each
composer and musician strive to find their
own and unique place. The passage of time
in music is perceived as in any other activ-
ity — that is, it entirely depends on the flow
and distribution of musical information in
any given timeline on our ability to absorb
it either in its wholeness or partially. To be
able to follow how the three mentioned prin-
ciples interact, it was necessary to establish
the activity that can represent all of them
and their distribution throughout the piece’s
timeline. With the analysis of The Balkanites
L also tried to reflect the principle of distribut-
ing sonic information as activity, where parts
with less activity inevitably follow the more
dense parts, and opposite (the flow of infor-
mation is being referred to as an activity, and
the variance in density of the activity as an
activity’s density).

The following representation (figure 9) shows how different
types of narration relate to the perception of time passing:

Figure 9 - Principles of music narration translated into
activity’s density
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If the composer aims to give a listener an impression of
completeness of the form, he has to employ all three of these
types of manipulating music narration, especially if the com-
position is a long - lasting one. Judging by the pieces analyzed
previously, depending on length, the contrasts will be sharper
(as in longer pieces) or almost non-existent in the case of 1-3
minute miniatures. One of the results of an awareness of these
parameters is that we can show how the curve representing the
tension of the piece rises and falls in relation to them. Only fol-
lowing the minute analysis of the creative process can give the
necessary insight that might enable us to graphically represent
the tension (activity’s density) of a single piece of music. As
we see in shorter works (Nigredo, Miniature, Ismail I and II,
Echoes) the predominant type of music narration is a repetition
and transformation of the material exposed at the beginning of
the piece, with contrast almost completely absent. As contrast
comes from changing several music parameters at the same
time or introducing new sonic material, this is only natural:
as the focus was on the integrity of the shorter pieces, sharp
contrasts could not be afforded. However, in The Balkanites,
all three principles are employed as a structuring approach to
both micro and macro-form.

The question of perception of time in music is a question
for cognitive research, and cannot be properly addressed here.
However, what can be noted are my perceptive “habits” while
listening to music, since these habits are the one most respon-
sible for determining the macrostructure of the piece. To what
extent these habits are universal would be an interesting sub-
ject for another line of research.

After many listenings and noting the impressions, I reached
the conclusion that in The Balkanites the rise and fall in activ-
ity density (the impression of “fast” or “slow” passages of time)
relates to the following parameters:

- presence or absence of ostinato; or
- presence of absence of detectable melodic structures

Figure 10 (p. 43) shows the levels of activity density in regard
to each subsection of The Balkanites. These levels are related
to the parameters mentioned above and are only approximate/
relative to the subsection that follows. In all the fragments



Figure 10 - Micro-form and density of music activity
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of the composition where I detected ostinato movement, or
melodic structures that are recognizable in its variations, den-
sity of activity was high - that is, the sonic material would give
an impression of a faster time passage. The same conclusion
stands for the opposite situation: parts that lack melodic move-
ment or clear rhythmical organization are the ones with low
activity density. Therefore, it seems that musical time manipu-
lation for me depended entirely on the presence (or absence) of
recognizable music structures, that are primarily melodic or
rhythmic. Density of activity is equal to the amount of musi-
cal information that is conveyed to the listener. In order for
the parts with high activity density to have the biggest impact,
it was necessary to surround them by fragments that have low
activity density, which is clear from the figure above.

And some final remarks regarding style. As Harry White
noticed, once analysis is performed, interesting results often
arise, especially when a particular “national” school of compo-
sition is in question: like the list of musical attributes relating to
the “Czechness in Music” made by Michael Beckerman. These
attributes include very common musical occurrences such as
tirst beat accent (related to speech and folk song), syncopated
rhythms (often related to characteristic dances), lyrical passag-
es, harmonic movement outlining triads a major third apart,
two-part writing involving parallel thirds and sixths etc.

As Harry White stresses:

The point about this list is that, as Beckerman himself
observes, it is both responsible to technical and aurally per-
ceptible features of Smetana and Dvofdk particularly, and
likewise strongly reminiscent of the work of so many other
composers without the smallest connection to Bohemia.'®

Meaning that quite often, no matter how detailed stylistic
analysis is, it is still hard to accurately grasp the unique traits
of the composer’s style using just analysis. In past, while I was
working on the analysis of compositions (mainly classical and
romantic composers), I was always hoping to find a clue to the
ways author has structured his work and maybe determine the
main traits of his style. In the case of The Balkanites, the analy-
sis pointed towards main traits being: the utilization of parallel
tifths and fours, general tonal stability, presence of repetition
as a functional technique and predominantly modal melodic
orientation. Of course, all of these can be applied to plenty of
works and established styles in music. However, in this case,
performing an analysis helped me to establish macrostructure
and look closer into the ways conscious choice was introduced
into the organization of mostly improvised parts.

Between two worlds: imagining identity

Among various standpoints regarding music identity is the
notion that identity is always being constructed in relation
to something else, in relation to the “other”.!® For example, if
a person tries to describe a music piece to another, the main

characteristics of the music will inevitably
be communicated through “similarities” and
“differences” to some other music. Labeling
certain attributes as “similar” or “different”
means automatically positioning the piece
“in relation to” something, therefore helping
the person to determine its context. Usually,
there are just two contexts to be referred to:
musical (positioning the piece or composer
within a genre or certain tradition) or cul-
tural (connecting it to the cultural context
or social group). This is the confirmative way
for music to acquire identity. However, in the
case of denial of any possible similarities or
connections to the genre, style, tradition,
culture, or social group, can music acquire
identity? I would argue that it can, as in this
case to deny is simply a negative way of posi-
tioning oneself in relation to something else.
When examining the Balkan itself, Balkan
music and some of the ways it is perceived,
the words “in between” or “the bridge” are
often employed. Yet, how well and does
any of them truly reflects the state of the
matter?

“West” and “East” over the decades became
enormously rich and powerful discourses
that can only survive and define themselves
in relation to one another - and, as it is, often
define as opposites. Within the European
context, The Balkans are often perceived
as the “East”. In the Balkans, former Yugo-
slavian republics are considering Turkey as
“East”; within the territory of former Yugo-
slavia, Slovenia and Croatia perceive them-
selves as “West” in comparison to other
republics which are the “Balkans” therefore
“East”. There is no end to self-construction of
identity within this “West”/positive — “East”/
negative axis both on the levels of nation and
individual. This duality and some kind of
positive/negative perception of “West” and
“East” exist within every individual, and is
perceived differently depending of the per-
son’s origin, cultural background and politi-
cal orientation.

The other type of opposite positioning is
found in the relationship between marginal-
ity and centre, especially in the countries of
former Yugoslavia, where the “West” is per-
ceived as the centre and the “East” as being
on the margin. This relationship translates
into the smallest public creative practices
within the countries themselves. In Serbia,
music practices that have similarities to
Turkish music, or further “East”, like Syria
or Iran, are considered not to be a part of the
pure national heritage (as it was spoiled by
five centuries of Ottoman rule), and though
the “turbo folk” is still the most influential
music genre in Serbia, it is still perceived asa
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cultural “cancer” and its success attributed to
huge media coverage this music has, and not
to the attractiveness of its attributes to the
listeners. Therefore, this music is marginal-
ized by the elite, and while there are attempts
to study it, there are mostly focused on the
political engagement of the music rather
than on examining the purely musical rea-
sons for this genre’s attraction to the public
and how it relates to our heritage. In Serbia,
we find that practices of “authentic” tradi-
tional music have slowly declined and died
out among people, and are barely keeping
alive through rare music festivals and enthu-
siasts that are learning to play the traditional
instruments from the few remaining teach-
ers (for example, panpipe and gusle playing).
Another pair of oppositions, rural — urban,
was partly responsible for this decline, as
these practices very quickly became “rural”,
and in time (and the advent of the radio) had
to give way to the wave of urban folk music
coming from the towns. They remained as
material for ethnomusicological research, but
as a live music practice they lost their battle
with the new music that replaced it at wed-
dings and celebrations, as well as in everyday
life and work.

As an author, and within the limitations
of my own creative practice that involved
traditional music, I became aware how dif-
ficult it is to escape these divisions in percep-
tion among not only scholars, but also the
people of the region in general. The notions
such as “culture”, “tradition”, became even
less clear as they became misused in the con-
stant battle of ideologies. Having the oppor-
tunity to conduct this research outside the
Balkan region gave me a fresh perspective
and insight into this issue as I was exposed
to reactions to my works from audiences
coming from completely different cultural
backgrounds. These differences in impres-
sions proved to be of utmost importance,
especially among the audience coming from
countries traditionally considered “Eastern”,
like India, Pakistan and Iran. The elements
of the music that bore similarities to “Orien-
tal” scales were appreciated and recognized
as valuable. These experiences helped mak-
ing of the works considered in this research
to be a journey towards positive, creative
engagement with the Ottoman heritage and
my own vision of the Balkans.

Meaning as use makes it possible to
understand communication in music. It
is not (not even in linguistic communica-
tion) to transmit ideas from head to head
but rather to share common practices,
norms and habits."”

Within the Western cultural sphere, especially in art and
education, music is often perceived as something produced
by the individual for the consummation of the collective.!®
The resulting idolatry of “authorship” is an exact opposite of
the practice of the bards of oral tradition and the meaning of
their work, and I always felt this positioning of the author to
be somewhat unnatural - employing technology helped me to
build another bridge towards the audience. Similarly to oral
tradition practice, there is no “final” or “perfect” version of the
work; composition truly exists only when performed.

Every individual is influenced by the other and in a mul-
titude of ways, so there is no real isolation. Within any com-
municative discourse the speaker shapes his or her discourse
in response to the other. Similarly, the listener makes sense of
another’s discourse by taking a responsive/interactive stance
towards the speaker/text.!” Bakhtin argued that no meaningful
communication can occur without a response from the other.

In order to understand, it is immensely important for the
person who understands to be located outside the object of
his or her creative understanding—in time, in space, in cul-
ture. For one cannot even really see one’s own exterior and
comprehend it as a whole, and no mirrors or photographs
can help; our real exterior can be seen and understood only
by other people, because they are located outside us in space,
and because they are others.?

Music and music perception can be comprehended as being
analogue to culture, and is often one of the ways of approach-
ing and decoding the particular culture. Listener is an active
agent. Listening to the piece of music for the first time means
employing one’s memory, cognitive skills, culturally acquired
tastes — and all that in order to make a judgment, and position
the experience within and in relation to previous ones. There
are plenty of frameworks for investigation of music meaning
and identity; some were suggested by Elizabeth Tolbert and Ian
Cross,?! which applied Peircean semiotic systems of icon, index
and symbol to musical meaning?2. Following the same line of
thought, there is possible application of Wittgenstein notion of
language-game to music, or in Médttinen’s words:

the basic principle of this approach is the following: meaning
is use. To understand the meaning of a linguistic expression
is to understand how to use it.”3

If we replace “linguistic” with “music” expression, it opens
an interesting perspective to meaning in music especially
considering different “roles” music can have in socio-cultural
context and in individual’s life. The notion of music identity
as something that is constructed leads naturally to questions
about who is doing the constructing. Can we claim that indi-
viduals themselves, by their sense of belonging to groups and
their self-understanding, are actively constructing their own
identities? And what is the nature of this process, especially in
the conditions of modernity?

This research and music compositions it focused on both
inevitably reflected my own particular position within the
given cultural frame, including my own perception and under-
standing of that frame. However, while I was composing and
during the writing of this paper I was placed outside the actual
cultural, social and musical sphere on which this paper mostly
refers to. The nature of the removal was only physical at the



beginning, as mental habits and ways of thinking remained
the same. However, things and perceptions whose existence
we do not notice - as they are taken for granted being usually
embedded in our everyday cultural experience, had to change
in order for myself as an individual and musician to develop
a relationship with the new cultural environment. The dif-
ferences in ways of thinking became more obvious, starting
from the norm for “accepted” behavior, to the relationship with
music. The new territories of music technology and electroa-
coustic music become linked with new experiences I had as a
musician, and the awareness of the nature of the research was
deeply affected by fact that the certain perspective and level of
observation could have never been possible without the change
of cultural circumstances.

The approach to Balkan music tradition in this paper was
therefore, two-fold; firstly, it involved the necessary construc-
tion and awareness of multitudes of existing perceptive habits
towards the cultural region that generated most of the sonic
material; secondly, the individualized approach to re-contex-
tualization of that material through the vocal improvisation
and application of sound manipulation techniques was the
main result of the both compositional and analytical process
that was not bound by the very cultural environment it sprung
from. It became possible to use the music resources that are
(being a part of national heritage) usually highly emotionally
charged. As regarding to result there is hope that, through the
individualized treatment of the vocal and its interactions with
all of traditional elements new, positive context had been estab-
lished, one that might be safely called “Imaginary Balkans”
without having the consequence of relating to any political or
ideological stand of either the author or particular country.

The notions of the Western European Art Music, which
I adopted through undertaking the training of the classical
composer, were insisting on abstract thinking both in regard
to music and music analysis. However, at the same time they
presented a handicap - it was hard, almost impossible to deter-
mine, truly comprehend and value the music identity formed
under influence of the Balkan region music traditions from
the stand point of notions and values promoted by Western
European Art Music. As Lawson points out,

in virtually every culture outside of Western European Arts
Music, music is not easily separable from other forms of
humanistic expression.**

The same is true for oral tradition, actually to understand
oral tradition is to contextualize it within society and culture.
Lawson noticed that exclusiveness of musicological approach
to music investigation presented a problem to other research-
ers, anthropologists in particular — as their main object is to
perceive culture as a whole, where no activity is completely
independent from its context. However, music education cre-
ates a context and cultural (and political) context of its own.
As an example, one of the side effects of exposure to 17 years
long classical education were my great difficulties, and some-
times complete inability to sing any melodies that could not be
reduced to twelve-note chromatic scale, that is, standard tem-
pered system. Notated music was necessary and responsible for
the complex of ideas like authorship, originality, and evolution
in music to be developed and sequentially, for any notions that
originated from and are closely bound to them. Yet, in order
to discover (or rediscover?) one’s music identity in relation to

oral tradition (as was my intention), nota-
tion and values that came with it had to be
left out. Technology then became more than
a medium or a tool: it became the bridge; it
enabled direct creative approach to the issues
of opposition between the ideas of “ethnici-
ty” and “traditional” music (as expressions of
collective) and the individuality of composer
as an active agent in compositional process.
In his paper about Art music and Ethnicity,
Harry White brings forward these problems
in interesting manner:

....the “ethnicity” in Slavic music, cer-
tainly insofar as Smetana, Dvotik and
Jandcek are concerned, is not a ques-
tion of redeeming the lost remnants of a
destroyed culture. It is not even a matter
of limiting the word “ethnicity” to those
indigenous features of Slavic folk music,
which Smetana borrowed to construct a
national musical discourse for Bohemia.
It is rather a matter of understanding
“ethnicity” as a composite of musical and
historical ideas which collectively per-
mit this music to be “about” Bohemia to
the extent that it becomes Czech music
through the international medium of
German romanticism.?®

In the same manner, what the works dis-
cussed in this paper tried to achieve were the
establishment of similar approach to “ethnic-
ity” of Balkan music and its use in compo-
sitional work. What this paper emphasizes
through creative practice is to recognize the
use of “ethnical” sound material as equally
relevant in foundation of a personal style as
any other influence that could be imagined,
yet without it being perceived as an obstacle,
“common place” or politically engaged action
in any way. The very fact that these pieces
have not being created within the cultural
sphere of their origin was immensely help-
ful: the current cultural climate in the world
of contemporary music in Serbia shows the
symptoms of disregarding the traditional
music as a serious and valuable artistic inter-
est. At this moment, this may have been a
consequence of the general preference of
these countries to be perceived as a part of
Europe inasmuch culturally as geographi-
cally, and leading towards stigmatizing any
attempts of artistic engagement with tradi-
tion as being of “nationalistic”, “conserva-
tive”, and “backward” nature. Or it is sim-
ply a natural result of the change in artistic
interests: “national” schools of composition
are yet fresh in music history of the former
Yugoslav countries, and not enough time has
passed for this interest to be revived without
reflecting and associating it with the con-
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ditions of the 19th century when they were
flourishing. Whatever the reason, history
of music clearly shows that engagement of
composers with the tradition was not always
a simple matter of current artistic fashion or
politically feasible; I hope that these works
with fall into the same category.
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OpurinHaTHI HAYIHI P

Caskerak: OBaj TeKCT UCTpaxyje npobnem Tyma-
4yerba MY3MYKOT UIEHTUTETA, 3HAYeba U COLMjaTl-
HO-KY/ITYpaTHe BPeJHOCTY KOMIIO3NUIIVIOHOT pajia
Ha KOjI Cy yTUIaie iBe TpafiuIiyje: MOJAePHUCTIY-
Ka 32CHOBaHa Ha 3aMajIHOEBPOIICKOM KIaCUYHOM
Hacnehy n ycmena tpagunuja bankana. Tekct Tako-
he mparu n nporec Tpancdopmariuje 1 TOHOBHOT
CTBapama ayTOPKMHOT MY3MYKOT jesuKa: Off KyIa-
CUYHOT, yCMEPEHOT Ha HOTHM 3aIC, Ka OHOME BUIIIe

MHTYUTUBHOM 3aCHOBAHOM Ha MMIIPOBU3ALUjI U U3BOhemY yKIBO.
Kpo3 ayTopk1Ha nojeuHayHa MICKYCTBA Kao KOMIIO3MTOpa 1 u3Bohaua,
pasMaTpa ce 11 Ha KOju HauuH je packopak nameby oBe fBe Tpagumuje
YTMIA0 ¥ jOII yBEK yTU4Ye Ha CTBapajaykKe MpaKce MOBe3aHe ca Tpaju-
IIIOHATTHOM MY3MKOM ) SKaHPOBMMA IPOUCTEK/IUM u3 e y Cpouju un
6usIoj Jyrocnasuju. OBy JUXOTOMUjy youaBaMo aKo My3M4Ko nssobe-
e CaryleflaMo YHyTap COLMjaTHO-KY/ITypaTHOT KOHTeKCTa. 360r Tora
je 3HayajaH fie0 oBor pajia ycpeacpeben Ha ncrpakusame MoryhHocTn
IpUMeHe TeXHOJIOTHje Y KOMIIOHOBaby U M3BOhaduKoj ImpaKkcu KojoM 61
ce OBa CUTYyallMja IIpeBasuiIIa. TeXHO/MOrMja ce OBJie He CXBaTa CaMo
Kao CpeJICTBO 3a CHUMalbe, MUMIIPOBU30Batbe, KOMIOHOBakEe U U3BO-
beme, Beh 1 ka0 MeaMjyM Koju IpeHOCH My3MYKe BPEJHOCTHU. YCMEHO]
Tpaguuuju baskana y 0BOM UCTpakyBakby IPUCTYIIMIIO CE€ HE CAMO Kao
4JICTO 3BYYHOM (deHOMeHY, Beh je markma 61/1a ycMepeHa 1 Ha fy6oKa
CasHaIba O IPUPOJM CTATHOT Melllatha PAa3INIUTUX KYITypPa y PETMOHY,
Kao 1 Ha nocrojehe kyarypanse u penurujcke anraronusme. OBaj paj
MCTpaxkyje mpobnem nsrpahuparma MysyKor njeHTUTETa KA0 1 3HAYCHe
ayTOPKMHE CTBapajauke IIPaKCce Y OHOCY Ha COLMjaTHO-KYATypPanTHO
OKpY>Keme U3 KOT IOTHYe, ocMaTpajyhm u penennujy ayauropujyma
u3BaH 6aaKaHCKOT mopydja. CasHarba O TOM OKPYXKekby 3aCHMBAA Cy
ce Ha Mpoy4YaBaky 06jaB/bEHUX PaJioBa AyTOPA KOji Cy UCTPAXKMBATIN
UCTOPUjCKe, KyNTypanHe v My3uuke cdepe BankaHa y ofHOCy Ha Apyre
Ky/ITypajHe o6udaje 1 yTuIaje.

Kbyune peun: ycmMena Tpagunuja, bankan, umnposusanmja, My3suuKkmu
UJIEHTUTET, KpeaTUBHA IPAaKCa, KOMIIO3MBMOHN IPOIIEC, 3BYYHM IIPOLIEC,
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* JoBana baukosuh pobena je y Beorpany rae je u gunomupana 2006.
roguHe Ha Katenpn 3a xomnosuuujy ®axkynrera Mysndke yMEeTHOCTH.
ToxoM cTynuja ocHoBana je (1998) u mpegBonyIa aHcaMOI Apxau, duju
anbym Mucmepuon je 2006. rofuHe 06jaBuIa HalMOHATHA IPOYKIIUj-
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ORHOC H3MERY MOAEPHOT M NOCTMOZLEPHOT Y
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OpurnHaTHN HAyYHH paj,

Casxerak: Y mocMaTpamy pasBoja yMeTHOCTH,
¢unosodpnje n ecreruke 20. Bexa, [Ton Kejir
(1912-1992) ce nmojaBbyje Kao jeHa Off HajKOM-
IJIEKCHUJUX, HAjyTULAJHUjUX I HAjUHBEHTUBHU-
jUX TMYHOCTU CBETA MY3MKe, I10e3Nje, KOHIe-
TYaJIHOT, eKCIIepMMEHTAJTHOT, ITeppOopMepCKOT,
(11030 CKOr 1 TEOPUjCKOT fleTIoBamba.

Y oBOM pajiy caM HacTojana fia, yBOIHUM CMe-
mrameM KejiioBor omyca y 6ypHe KpeaTuBHe
JeneHuje ca movyerka 20. BeKa, 3aTUM KPaTKUM
XPOHOJIONIKMM IIPET/IeloM pPa3Boja KOMIO3MI[NO-
HUX IIPAKCY M TEOPUjCKMX pajioBa (I0YeB Off KOM-
HO3UTOPOBOT OTKPUBAamha PUTMUYKE CTPYKTYpe
Ka0 OTBOPEHOT, HEYTPATHOT OKBMPA 3a CaJip-
Kaj fienma, 6aB/beba peaTuBMU3aIjOM OfJHOCA
usmeby 3Byka u TuIINHe, yIOTpebOM Omepariuja
clydaja M moMepama TeXXMIITa NUHTEePeCcoBamba
Ka HeofipeheHocTN KOMIIO3MIUje ¢ 063MPOM Ha
IbeHO M3BOhembe, 10 mouMama 1 mponsBoberma
YMETHIUKOT fe/a He Kao ob6jexra, Beh mpoieca)
yKa’keM Ha OTKJ/IOH KOji Ce Off IIefleCeTHX rofjuHa
20. Bexa foroauo y KejijoBoM cTBapanalTBy — Ha
HoMepatbe of MY3M4YKOT Mefiija Ka neppopma-
TUBHOM J T€aTapCKOM CTBapasallTBy. Y HaCcTaB-
Ky pajja mocBetnaa cam ce Kejijosom ysuny y
MoryhHoCT n3MeniTama ,Kaacu4Ho cxsahexor
Mefinja My3JuKe y KOMIIO3MIIMOHOM 1 3BOhaukom
CMMCTTY y IIMPYU OKBUP TeaTpanusalyje >KMBOTA
jemHOT yMeTHMKa U cBecHor 61ha, kao u pena-
TUBU3ALMjU TI0jMa TpaHKIe U3Meby cTBapama
U XKVBJbEIbA.

Ysumajyhu geno HPSCHD, us 1969. rogute, 3a
CPeMIIILY NIpeIMET aHaIN3e — CTYAMjy Cayda-
ja, 6aBMIIa caM Ce MCTPaKMBabeM IIOMEHYTUX
YMETHUYKMX ¥ TE€OPUjCKUX IMHNja pa3Boja, Kao
U APYLITBEHUX U MOTUTUYKMX acrekara Kejio-
BOT CTBapajIalliTBa KOj/ Cy YBEK HEPACKU/IUBO
Be3aHM 33 IEroBy KOHKPETHY KpeaTUBHY IPO-
nykuujy. Takobe, mokymana cam fa foKaxxem
XUIIOTE3y O CallOCTOjatby MOJEPHUCTUYKUX I
HOCTMOJIePHUCTUYKUX ofinKa y KejiroBom cTBa-
panamTBy, ca GOKYCOM Ha IOMEHYTO Jes0, Koje
ce, y HaBeJIeHOM II0J/by MOT MCTPa’k1Balba, HoraT-
CTBOM CBOjUX MHOTMX aCIl€KaTa, [10jaB/byje Kao
napajurMarcko.

Kipyune peun: MofiepHM3aM, IIOCTMOJePHU3AM,
multimedia, XxeneHuHr, yronuja, kanos, Topo,

Dynep, Apro, HPSCHD.

* Karapuna Koctuh (1973), gumiomuparna je
2013. roguHe Ha Karenpu 3a MysUKOIOIUjY
DakynTeTa My3uuKe yMeTHOCTH ¥ Beorpapy.
katkostic22@gmail.com

OYETKOM IIIeCTe flelleHNje IPOIIOT BeKa Kejit je modeo

MHTEH3VBHO Jla M3y4aBa 3eH O6ynusam. Ha mpepaBa-

IBJIMa KOja je ,,3aIafbaukuM’ hauyma gpxao janas-
ckn ¢punosod Haucen Teutapo Cysyky, noce6HO ra je mpu-
BYKJIA MJeja 3€H IIOMMama ,HeOMeTaHOCTU U ,y3ajaMHOT
npoxnmama’.!

Y IIpeoasarwy na Ilynujapoy (Juilliard Lecture, 1952) Keju
je TOBOPMO Jla MUWUHA OKPYHCYje 36yKe, MAKo 0a OHU MOzy
0a nocmoje mehycobno ce He omemajyhu, a unax ce ucmospe-
meHo u npoxumajyhu.? Keju je u game 6uo cBectaH gyann-
3Ma Koju je mocTojao nsmeby 3Byka, ca jemHe M TMIINMHE, ca
ApyTe CTpaHe CIYITHOT UCKYCTBA U KpeaTWBHOT IIpolieca.
VckycTBo Koje he yckopo noxxuBeTH y I1yBoj cobu XapBapa-
CKOT YHMBEP3UTETa, 3ayBeK he IPOMEeHNTY HberoBo ouMame
I 07011070: (0

Texnuka xopumhema cinydaja kojy je Keji nponamao y
Merony Ju Hunra, oMoryhua je KOMIIO3UTOPY fa UCIIPpa3HU
CBOj YM Off MMCTIH 11 3ByKoBa. OBaKBO cIrpoBoherme camoocro-
6abama, mpenymrame ,ecTeTcKe OfIyKe  CIy4ajy, MMaJIo je
3a Kpajiby Vb KOMIIO3UTOPOBO IoycToBeheme ca OeckoHay-
Homhy. OBakBa ,HECBPXOBUTOCT yMa U ,He3Hame  yTPIU Cy
YT HOBOM HAauMHY OCTBapMBamba popMe jelHOT Jiena.

Tepmuny nonyTt cryuaja, Heoopehernocmu (urnoemepmunu-
3ma), NN aneamopuke OGUIN Cy paBHOIIPABHO YIIOTPeOIbM-
BaHU KaKo O Omycany mporiece y fieny MOIBPTHYTe oIlepa-
IMjaMa Crydaja, BapujabMIHOCT npu usBobhemwy nmm 06oje, a
HepeTKO Cy OMBamyu o3HauaBaHM U Kao omeopeHe opme VI
epagpuuke Homavuje.

3a Kejira, undemepmunusam je sHauno moryhsocr na ce
Te7no CBAaKM IyT U36004 CYIITUHCKM ApyTadnje, OFHOCHO fia je
u3eohauy ocTaBbeHa MOTyhHOCT Jla IIpU CBAaKOM IOjeIVIHOM
usBobemwy usabepe/oopeou/popmynuuie jenan, usmehy ausa
Moryh1X HauMHa 3a ITOCTOjambe Jena Ipy U3Bobemy.

Osaj 6utan oTk10H y KejroBom oHOCY TpeMa oneparjama
CTydYaja IPOMCTIYe U3 HEeroBOT YBI/A [ja IOK roff Oyzie cTBa-
pao pUKCHY mapTUTypy, pesynrar he 6uTu ,,3aTBOpeHO” IeIo
¢ 0631pom Ha u3Boheme.

Ha oBoj HOBOj k/byuHOj Tauku Kejirosor passoja, Tpeba
jacHO meduHYCATH YIOr'y KOMIIO3UTOPa KOja HIje HAIlyLITeHa,
Beh pemeduHmcana y cMuciy pa je Kejit Taj xoju je ocMucio
Ipoliec ¥ O PeAVo IIpaBIIa HeroBOT flefoBamba i Mehyco6HoT
IPOXXIMarba, OJHOCHO, CTBOPYO YC/IOBE 3a ITOCTOjatbe jeTHOT
nena (moxxuBbaj/ydecrBoBame y).* Takobe, Heoppehenocr ¢
0031poM Ha usBobheme, omoryhena usyseTHom ¢excubmI-
Holnhy mapTuTypa Koje Cy Jo3Bo/baBajie PasmiInTa YUTamba,
YCKOpO je fob1Ia HOBY pefepUMHULIN]Y — OfCYCTBO IOTpebe
3a NKaKBOM ITapTUTYPOM, OTHOCHO, aKO je Y IPBOj TOTIOBUHU
nefieceTUX rOfMHA IPOIIOr BeKa Kejir mocrajao cBe cBecHUjn
7a je YMH KOMITIOHOBamha IIPOIlec, caja je moveo Aa ypnba ma u
CaMo JIe/I0 TOCTOj ! Kao — MpoIlec.

Komnosunnja mo xojoj je Kejir HajmosnaTmjn cBakako je
4’337, peno xoje je [ejsup Tjynop npemujepHo usBeo 1952.
ropuue. Teamapcku Pokyc muxoe komaoa je moxoa 6uo HeHa-



mepan, anu je Kejy 3nao oa je meamap ceyoa oxo Hac, 4ax u y
KoHyepmHum canama.’

Victe ropyHe ofp>KaH je IPOTOTUII XeIICHNHTa, 3a0e/e)KeH
kao Xenenunez y Koneyy bBnex Mayumun (Black Mountain
Piece, 1952), xoju he yruuatu Ha xernenunr Ajnena Kempoya,
Kao 11 Ha ¢rykcycoBKce akuyje. OpBujare cBake aKTHBHOCTY
6o je ogpeheno onepanujama cydaja. Ilpema peurima Aja-
Ha Puya, mo je 6uo npsu nokywaj meamapcke npesenmauuje y
€7110600H0j popmu HUju Cy 21aBHU BPEMEHCKU UCX00U U3soherva
6unu oopehenu memoodom Ju Bunea, wimo je nocejano ceme 3a
mHoza wezosa (Kejyosa) 6ydyha dena.®

Tpar ogHOCa IpeMa peMNMjeHTy/CIyLUIaony 1 IpujeMy
MY3WYKOT YN TeppopMepCcKOr Iela BULK e Y TEKCTY Koji je
Kejir o6jaBmo 1955. ropmne:

3nauajna axyuja je meamapcka (my3uka / umazunapHa
pasodeojeHocm cryuwiarba 00 ocmanux wyna / e nocmoju),
obyxeamua u HamepHo Heceépxosuma. Teamap cmanto
Hacmaje 0a 6u Hacmajao: ceéaxo wydcko 6uhe Hanasu cey
Hajbomwem nonoxcajy 3a npujem. 3uauajan 00zoeop (ycmamu
yjympy u omxpumu cebe kao mysuuapa) / akyuja, ymem-
Hocm) mosxce ce 0amu ca 6uno Kojum 6pojem 36yxosa (ykmy-
uyjyhu u Hukoju / Hukoju u Hexu 6poj cy, ka0 MUMUHA U
mysuxa, Hecmeapru/).”

Y pmabeM KpeTaly Ka TeaTapCKUM IPUHIVIINMA U3Bohema
KOMIIO3M1IVje, 3aHUMIBIBO je HaBeCTH Aeno Ponmana muxc
(Fontana Mix, 1958). ¥ ,npenrosopy” ,maptutrypu’ Keju
HaBOAM Ja ,yIoTpeba MaTepujajia Hifje OrpaHNYeHa Ha My3H-
Ky 3a MarHeTO(OHCKe TpaKe, Beh J1a ce MoxKe c/I060HO KOpH-
CTUTH 32 MHCTPYMEHTAJIHe, BOKaJIHe MJIV TeaTapcKe CBpXe .

IupexTaH ,10TOMaK~ OBOT fena 6o je ITozopuuinu komaod
(Theatre Piece) n3z 1960. rogyune. OBO [e/IO0 je OCMUILIBEHO
3a jeHOT 0 ocaM M3Bohaua — Mysuvapa, Urpaya, epava u
3aIpaBo je IIPOUCTEKII0 U3 unTama Ponmane mukc, ,Ipese-
IeHOr” 3a IOTpeOe IO30PHIIHE aKIINje.

¥ majy 1965. ropune, y mysejy Poys ApT, Keji1 je mseo neno
0°00” (4°33” 6p. 2). ,IlapTurypa’ je cappxaina jefHy jefuHY
pedeHnLy: Y cumyauuju koja je noopiana mMakcumaaHum noja-
uarwem 36yxa (6e3 puobexa), ussecmu OUCUUNTUHOBAHY AKUUJY.
ITpocTop My3eja ucymaBaan Cy IJIaCHU 3BYLU IIBUJbEHbA,
IyTama, 3BellKama KOjy Cy HOJa3M/Iyu U3 3ByYHMKA CMelITe-
HIX Ha pasIMYMTUM TauyKaMa y mpoctopy myseja: ITon Keji,
KOjU je CeJle0 Ha IIKPUIIaBOj CTOMMIM Ha IIOJECTY CTEIIeHNINTA
usMeby /iBa cripaTa 3rpajie My3eja, KyIiao je mucMa Ha Iica-
hoj mammHYu 1 oBpeMeHO Mo Yalry Bofie. buo je ompemiben
MUKpodOHMMa KOjy Cy OMIM ITOBEe3aHM ca 3BYYHMUI[IMA My3e-
ja, TaKO Jja ce CBAKY 3BYK KOji OY HErOBO TeJI0 IPON3BEJIO
M3Y3€THO I10ja4aBao U LIV PO 110 IPOCTOPY MYy3€ja.

AKo je paHMje XTeo Ja CBOja My3MUKa JieJla BUIIIe IIPUOIIVKY
XKUBOTY, cajia je HOKYIIaBao Jla CBOj >KMBOT IIPETBOPU Y yMeT-
HIYKO fiesio. MysuKa je usBUpaja u3 6110 Koje yMeTHUKOBe
aKIMje, a M30CTaHAK MApPTUType oHeMoryhno je puxcupame
JICKYCTBA U 1ETOBE PENPOAYKIMje.

Pasnuka usmeby npepmera — objexra 1 akuyje — npoueca
je cama CyIITMHa IpoMeHe HacTane y KejiioBoj Mysu1iu nepe-
CeTuX ¥ Le3feceTux roguna. Ieno 0°00” je u3pasut mpumep
aKILeHTOBaIba yMETHMKOBE aKIjyje 1 Ipoleca.

Ha oBoM MecTy je moTpe6HO yKasaTu Ha conmjanHe u Gpumo-
30(hcKe OKBUE U YTULIAje KOjU CY HONPUHENN GOpMY/ICaby
HOBUX KejIIOBMX ITOETUYKUX U YMETHUYKIX MHTEpeCOBamba.
dunosoduja gusajua u apxurtekrype bakmnucrepa Oynepa,

3a0KYI/bEHOCT OBOT BI3JMOHApA eT3VCTEH-
I[Mja/IHUM IUTabUMa M HadMHIMa 10060/b-
IIaka KBAJIMTETa )XMBOTA, Y BEJINKOj Mepn
cy yrunanu Ha KejiioB nmpucryn cumynra-
HMM u3BohemuMa U MyITUMeUjaTHUM
neppopmancuma. Pymep je cmarpao nma
TEXHOJIOIIKY Halpefak oMoryhasa fia ce 3a
HoOpOOUT IPYIITBA YMHM CBE BUILIE Ca CBE
MabUM YTPOLIKOM pajiHe eHepruje,® ofHo-
CHO cBe Behu pacT UBOTHOT cTaHJapya 3a
cBe Behu 6poj /pynn.

Vucnnpucan Oyneposum npensubamwem
CKOPO HeOTpaHMYeHOT rIobanHor 6oraTcTaa,
Keju1 je mogeo pa pasmuiiba o MoryhHocTH-
Ma 00u/ba y My3MIIY — IpeBaroM KBaHTM-
TeTa HaJ| KBa/JIMTETOM. 3alIpaBo, II0Yeo je
ma yBuba fia ce cBaKo MCKYCTBO CycpeTa ca
HOBJM JIMKOBHVM VI/IM MY3UYKVM Je/I0M
MOJKe CXBATUTY KaO KBAHTUTATMBHA KaTe-
ropuja, Te ga je norpe6Ho omoryhuru cse
BUIIIe ¥ BUIIIE MCKYCTaBa, OGHOCHO moBeha-
e KBAaHTUTETa IPOAYKIMje I peleniuje
YMETHUYKIX Fera.

Musicircus, MynTyMenujanau nepgop-
MaHC MHCIIVPMCAaH OBUM yBepemlMa, 610
je mpBM IyT OpraHu3oBaH 1967. rogune, y
CTOYHOM ITaBM/bOHY MIMHONIIKOT YHIBEP-
sutera. KejiI je mo3pao mysudape fja CuMyi-
TAQHO HACTyIle y IaBM/bOHY Ha OM/IO Koju
Ha4lH KOju UM je ofroBapao — uspohaun
Cy JOOWIN caMO IIO3MBHUIIE, 0e3 NKaKBUX
APYTUX YIyTa KOjM Cy Ce TUIL[any HacTyma.’
ITponemeHo je fa je mepdopMaHC MOCETH-
710 OKO IIET XUjbaia JbY/IX KOjU, Kao IITO je U
ob6ehaBao pexaMHI TEKCT, HUCY IY/N jeTHY
jemViHy CTBap — 9y/IM Cy UX CBe.

ITpumena upeja bakmnucrepa Qynepa je
ounrnenHay Musicircusu, rie je Kejii, momyr
»CBEOOYXBaTHOT IM3ajHepa’, IPYXKUO ecTeT-
CKO 00M/be IPUCYTHUMA Ha IepdOpMaHCy.
Keji1 je, cxopno ®ynepoBoM ydemy, IpeT-
IIOCTaB/ba0 Ja TAaKBO 6OraTcTBO 301MBama
YKMJa OpUBIIETOBAHY y/IOTY KOMIO3UTOpPA
u oMoryhapa cBakOM IPMCYTHOM HOjeIVIH-
Iy /la YCMEPM CBOjy MKy Y KOM TOf IIpaB-
Iy IIOXKe/IN Y, Ha Taj Ha4uH, fjobuje yrory
aKTUBHOT I ,,0yHOI” y4eCHMKA, 32 Pa3/IUKy
OJf TaCMBHOT ITOCMAaTpadya:

ITy6nuxa modxce 0a ceOu MUPHO UnU 0a
cmeapa uiymose. Jbyou moey oa wianyhy,
2060pe, na uax u 0a su4y. Ilyonuka mosxce
MUpHo 0a cedu unu da ycmaje u wema
yHaoxono. /byou cy wyou, a He b6umxe.
»la nmu Bomute ny6nuky?” HapaBHo na
Bonumo. To mokasyjemMo TMe LITO joj ce
CKmamamo ¢ myra.t

Heno xoje saTBapa oBaj nepuog Kejio-
Bor crBapanauirsa, HPSCHD (1967-1969)
3a ceflaM yeMbasla U IlefieceT jeflHy TPaKy,
[IOYMBa Ha HEOOMYHOM CaHOCTOjaH)y MYy3IKe
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Ciuxka 6p. 1 - Xunep u Keji page na
HPSCHD-y momohy cucrema ILLIACIT y
ExcnepuMeHaTTHOM MY3MYKOM CTYRMjy
Yuusepsurera Vinunonc

PasIMuInNTUX I/ICTOpI/[jCKI/IX €rnoxa 1 MynTn-
MepujanHor gorabaja, y cnobonnoj popmu
kojy je Keju HasuBao umpkycom.!!

OBo Z1e10 je HaCTasIo Kao pe3y/niTar mopyl-
OuHe 1IBajIiapcKe 4eMOaMNCTKNBe AHTO-
aHet Bumep. Keji je y mouerky opbujao
nopynbmuy, pasmunueajyhn o moryhem
3aHMM/BMBOM HauMHY yroTpebe yembara,
Te IPUXBATHO paJ, Ha OBOM fieny uMajyhmu
Ha yMy MoryhHocT cupoBobema uzeje ,,130-
6uma” cxsahene y dynepoBoM cmuciy. 360r
KpAaTKOT Tpajarma 3ByKa dembana, Kejuy je
oceTno notpeby 3a obozaherwem npedcma-
8e 0 ckanama [...] Hucke Homa, yax HU308U
Homa, ckana u Homa u maxo Hadamwe. Xmeo
Oux 0a HANPABUM 6eUKO YMHONABAIbE
maxeéux cmeapu.'> OBy upejy cUMyITaHOT
usBobema ckanma Kejir je mpenTndukosao ca
MouapToBoM MYSUKOM y KOjoOj Cy ce fuja-
TOHCKM M XpPOMATCKU ITaCa>XX" CMEmNBAIN
¥ HacTaB/ba/iu Ha apiebaro neonure pasio-
JKEHMX aKopaja.

Kejir je y oBoM mepropy cTBapansamTBa
momao Ha YHuBepsmureT VnmHouc, Ha
03B Npodecopa KOMIIjYTePCKU FeHepH-
cane Mysuke Jlejapena Xuepa fja mpepio-
XKV IIPOjeKaT 3a eIeKTPOHCKH CTY[AIO OBOT
yHuepsurera (suou cauxy 6p. 1). Keju je
OJICOBOPIO IIPEJIOrOM KOji Ce TUIIa0 pajia

Ciuka 6p. 2 - Visriep 3acraBa mpe
HeTO IITO je IoYeno nssoheme
(ApxuBa YHuBepsurera y VinuHoucy,
pybasHouhy [lejupa AjseHmMaHa)

Ha My3UI[M 3a 4eM6asio, IOIMAaBIIN Off IIPETIOCTaBKe /ja 61
CTBapame MYy3IKe KOja 61 moumBaja Ha MHOLITBY CMMYJITA-
HIX MeJIOfiija U CKajla, MOTTIO fla Oy ie YCIIeNTHO OCTBAPEHO Y3
nomoh xommjyTepa. Kako caM Huje nMao mOTpe6HO 3Hame 3a
paz Ha KoMIIjyTepy, Keju ce ocmonmo Ha capagmpy ca Xumrepom
Koja he ce mcrmoctaBuTH Kao BeoMa yCIlelTHa Ha 060CTpaHO
3aJI0BOJBCTBO.

Jlyro ouexmBaHa IpeMujepa fiena ofpskaHa je 16. maja 1969.
TOfIMHe, YNTABY TOAMHY KacHUje HeTO IITO je IpBOOUTHO 611710
IUTAaHNPAHO, Y CKyIIIHTI/[HCKOj Xaan yH]/IBepSI/ITeTa Vnunouc.
OBa numnosanTtHa rpaheBuna, o6mmkoBaHa Tako fa mozpceha Ha
nerehu Tawup, mogUruyTa je 1963. ropyHe ca MaKCUMaTHUM
KalaInyTeTOM 32 OCAMHAEeCT XM/basia by .

HPSCHD, peno xoje je Ha3BaHO IO KOMIIjyTePCKOj O3HAIIN
3a pe4 harpsichord — 4eM6ao, 610 je My/ITUMeIVjaTHA CIIeK-
TaKJ/I KOjU je TPajao YeTMpU M IO caTa. 3BYUHM ACHEeKT OBOT
Iena 6110 je 3aCHOBAH Ha YIIOTPeOU MCTOPUjCKOT MY3UYKOT
MaTepujaa, U3BeeHOT Ha ceflaM YeMbara, 3ajeffHo ca yIoTpe-
6oM TefieceT U jeTHOT MarHeTOpOHa ca IIojadayMa 11 3By THM-
[[/IMa Ha KOjuMa ce EMUTOBaJIa IIeJieCET U je[jHa KOMIIjyTePCKI
reHepyCcaHa Tpaka.

Busyennu eeMeHTH 611711 Cy MHTETPaTUBHIY Aeo Aena. Ocam
XU/bajia YeTUPU CTOTUHE C/Iaj0Ba IIPOjeKTOBAHO je Ha 0CaM-
TeceT YeTHPU IPOjeKTopa, a Ha 0caM PUIMCKNX ITPOjeKTo-
pa IIyLITaHO je YeTppeceT GUIMOBA, Ynje Cy ZUCTpUOynuja
U opraHusanuja Ouie cIpoBefieHe MOMONY KOMIIjyTepPCKIX
codTBepa KpenpaHux npema mogieny Ju hunra. ITopex Kejiza n
Xunepa Kojy Cy OCMMCTIVIIN IeOHNUIIe YeMbaa, KOOPAHUCATN
ca capaJHMIIMMA M3paly KOMIIjYTepCKUX ITporpama 3a yIo-
TpeOy Ju ‘hunra u peannsopanu KOMIIjyTepCKM I'eHepucaHe
TpaKe, jOLI ABOjIIIa YMETHUKA OVJIN CY KOQyTOPYU OBOT OTPOM-
HOT MyHTyMeH]/Ija}IHOI‘ HpOjeKTa. Kansuu CaM]_[IH, OUIIIOMaIy
VTMHOVIITKOT YHUBEP3UTETA, OCMICIINO je U Peann3oBao CTa-
TUYIHE BU3YE/ITHE €JIEMEHTE, a (bl/UIMCKI/I n My}IT]/IMeIU/IjaHHI/[
yMmeTHUK Pon HeMeT 13abpao je puimMcky MaTepyja 1 Kpeu-
pao ocseT/perbe 3a HPSCHD.

Kejir je, xxenehu fja McTakHe , TETECKOTICKO™ Y BU3YeTHOM
MaTepujany, ca capajHUINMa 61pao CIMKe IIaHeTa, 3Be3/a,
KOHCTe/Malyja M CBeMUPCKMUX MyToBama. JJogatHux 1.600
CJIajioBa HACTAIIO je MoceGHMM KOMOMHAL[MjaMa PasINInTIX
BpCTa MacTM/Ia M CBEMUPCKUX Npusopa. Tpehy rpymy cmaj-
AOBa YMHNMJIE Cy CIMMKE KOHKPETHIX IIpeaMeTa — CTpaHu1e
MouapToBe My3uKe, KOMIIjyTepcka yyTcrBa u ¢pororpaduje
€HLIMKJIONEINjCKUX MIyCTpalyja.

ITopen 48 expaHa Ha CIIOJBHUM IIPO30pUMa caje 1 11 momy-
IPOBVMITHMX eKpaHa KOj! Cy BUCHIN Y IIeHTPATHOM JieNy caile,
Ha TpupjeceT 3actaBa (ciuka 6p. 2) cy ce eMUTOBaje Xap-
MoHorpagcke cnuke Pona Pemra. YKynmHOM yTUCKY Koju €y
CTBapaayu pasHoO0jHY pedIeKTOpyU LOIPUHOCKUIN CY edek-
™ ,LpHUX cBetana’ (black lights), Te HamokoHn, nocrasmpamwe
IVCKO KYTTIe.

Meby Bu3yenHUM MaTepyjanuma HalasuIn Cy ce ¥ GuiaMo-
BII O CBEMMPY, Ka0 KOHTPACT MHTPOCIIEKTUBHOCTI MMKPO-
ToHa/He My3uKe. Ty cy 6unmm u puimMoBu ca MeTapU3UIKUM
yBUAMMa 'y OTHOC CBEMYIPA 1 YOBEKA — (bl/UIMOB]/I KOjI/I Cy npu-
kasuBanu CTOyHXEHII U Jpyre aHTU4YKe mpocrope. Hajsaz,
3aHUMJBMBA je 611a 1 mpojekuja Menujeosor ITyma Ha mecey,
(Georges Melies, Le Voyage dans la lune, 1902) (sudemu cnuxy
6p. 3 Ha cmp. 53).

Busyenna gumensuja HPSCHD-a je 6uma o6orahena u ca
0k0 4.000 TyHuKa (6udemu cnuxy 6p. 4 Ha cmp. 55) Ha KojuMa
cy 6uy, pryopeciieHTHUM 60jaMa OBLITaMIIaH, IPU30PY U3



rpuke muronoryje. [Toy cHOIIOBMMa ,IIPHOT CBeT/Ia”, MUTOJIO-
IIKe CIMKe Cy CBeT/Ie/ie Ha OHMMA KOjy CY X HOCWJIN, CTBapa-
jyhm yrucak xoHTpaKkynTypHOr forahaja kapakTepucTUYHOT
BIIIIE 32 XVIIV ITOKPET, HETO 33 aBaHTAPJAHY IIPefICTaBY.

Takobe, mocrojao je feo mpocropa Ha KOMe Cy ce IITaMIIa-
e MajiIie TeXHMKOM cuTo-mramre. Camka Kojy ¢y HpucyT-
HII MOIJIM CaM! Jia OFINTAaMIIajy Ha MajuIlaMa WIu TyHUKa-
Ma IpefcTaBbana je beroBeHOB nmuk — 6ucTy, ca KapakTepu-
CTMYHOM MajIIIOM aMepMYKIX KOJIella, Ha K0joj je 6ma ciuka
HacMmejaHor [lona Kejira — Ha cpeiuHu Majulie rie 6u ce nHave
Hairao rp6 Kornera.

OrpomMHa KOJIM4YMHA 3BYKa eMUTOBAJIA Ce M3 3ByYHMKA
[IOBe3aHIX ca II0jadauMa MaroeTo(poHCKIX Tpaxa. [ToBpeme-
Hu edexty Pupdexa Koju ¢y, napajyhnum apyxom, mpobujanmu
YKYIHY ayANTUBHY Macy, ZOIyHaBasIy Cy Ce ca TAHAHNM 3BYy-
uMa yembana, 3a xoje je Bupymn TomcoH pekao fma cy ,,3By-
wanu kao Momapr”.13

Taxobe, ynoTpeby pasnu4nTux cKaja, ,HUCKYM HOTA , IO
y30py Ha MoLjapToBy My31KY, TpebaIo je pealIn3oBaTy IIOMO-
hy caumaka Ha Tpakama. CHUMIM Ha CBaKoj Of IefieceT U
jeHe TpaKe 3aCHMBA/M Cy Ce Ha IOofle/laMa OKTaBe y PacIoHy
Off IIeT IO IIefieceT LIeCT TOHOBA, YK/bY4yjyhu 1 cTaHzapaHy
IofieTy Ha IBaHAeCT TOHOBA XpoMaTtcke ckane. OBU Cy TOHO-
BM, HaflaJbe, MOI/IM OUTU MUKPOTOHCKM MeHhaHU Y OKBUPY
128 MoryhHOCTY — IIe3eCeT ¥ YeTVPH TIOBMIIIEHA I IIe3/jeceT
U 4eTUPU CHIDKEHA CTelleHa — TaKo Jia je II0CTOjaja BeluKa
6asa JOCTYIIHUX BJCUHA. JefaH HU3 TOHOBA OMO je KOMIIjy-
TE€PCKM TeHepUCaH 3a CBaKy Of IefieceT U jeJiHe TpaKe IIOMO-
hy onepanuja cnygaja y3 ynorpe6y Ju hunra. ITopen oBako
HaIlpaB/b€HUX CHMMAKa Ha TpaKaMa, CeflaM COJIO IeOHMIIA 3a
yembarta, 0O3HaYeHNX puMCcKuM 6pojeBnma of I o VII, Keju n
Xunep cy ,,ckIonwIn” Of fe/IoBa KaHOHA KJIaBUPCKe My3VKe
XVIII n XIX Beka, kopuctehy KOMOMHATOPUKY 3aCHOBaHY Ha
MonaproBoj My3uukoj uepu xouxama (Musikalisches Wufel-
spiel, KV 516f).! TTo sakoHuMa 0Be Urpe je OCMUIL/bEH jefjaH
Of KOMIIjyTepcKux mporpama kopumhenux y HPSCHD-y, Te
je jelHa coyIo eoHMIa OVJIa HAIlpaB/beHa Off iBafieceT MUHYTa
Ha Taj Ha4MH reHepUCaHor 3ByKa.

Y carnepaBamy nenokynsor Kejinosor onyca HPSCHD
3aysMMa jefMHCTBeHO MecTo. [lopes 3aHMM/BMBOT MUTakba
adupManyje MOCTMOJEpHe OpMjeHTalyje, OBO He/lo IOKpe-
he u MHOIITBO MOryhnx TymMaderma BberoBUX UCTOPUjCKUX,
bUI030pCKNX ¥ APYIITBEHNUX acTieKaTa. BaskHe 1 jenHCTBe-
He opyiuke HPSCHD-a Tu4y ce 1 MHTerpaluje uCTOpPUjCKuX
Marepujaia, KejiioBe ynorpe6e KoMIjyrepa y cTBapamy My3u-
Ke 1 oTBOopeHOr KejiioBor ocnamama Ha punozopcke 1 Teo-
pujcke ciyce, usMebhy ocranux, Topoa, @ynepa nu Mek/lyaHa.
OBzo eo, MoxKla Bullle Hero ujeiHo Apyro y Kejirosom omycy,
IpeficTaB/ba IIpUMep 3HAUajHUX PYIITBEHNX, Gumo3opckux
U KOMIIO3MLMIOHMX TPEHJ0BA C Kpaja 1mespeceTux roguxa 20.
BeKa, ICTOBPEeMEeHO Hyfeh1, y cBojoj OpUTMHATHOCTH, MHTe-
pEeCaHTHE OTKJIOHE Off ICTUX.

3annmmpuboct HPSCHD-a ornepia ce n 'y KejiioBom ospat-
Ky UfiejaMa ,CTPYKType” 1 ,,opMe” Koje je y IpeTXORHUM
TenuMa y HOTITYHOCTH 6110 HaITyCTYO.

Hamoxon, BusyeIHu u TeaTapcKy acIeKTH OBOT Jiefla Ipef-
CTaBJ/bajy Kpajiby TAYKy Ha JIMHUJU KOjy je Moryhe mpaturu
yHasap o Kejirosux fena ca moyeTka 4eTpheceTux rogyuHa
20. Beka.

Mameby 1962. n 1969. ropune, Kejii je Hammcao caMo meTHa-
€CT Jlea, HEYIOPeUBO Mabe y OTHOCY Ha YeTpieceTaK KOM-

Cmuka 6p. 3 - Cnuke ns Menmjeosor
Ilyma na Mecey,

IIO3MUIIMja Y IPETXOHOM CEIMOTOAMIIbEM
HEPUOJY, Te Ha OBOM MeCTy Tpeba IoAceTH-
T Ha BeJIMKe IIPOMEHE KOje Cy Ce Oflurpae y
KejiioBoM npodecnoHaIHOM XXUBOTY.

J3yseTHa IOMy/IapHOCT Koja ce 00pyIIn-
na Ha Kejya yunHmIa je MOTIyHY IPOMEHY
pUTMA U TeMNa y HeroBoj CBaKogHeBuIn. >
Kao wmro je Beh peueHo, ako je paHuje XTeo
fa CBOja My3M4Ka JeJa BUIIe ITPUOIVIKA
XKVMBOTY, Cajia je IIOKYLIaBao ia CBOj )XMBOT
IIpeTBOpM y yMeTHNYKO fiento. I[Ipema Ilpn-
very, mesgeceTux ce Kejit ,nomepuo 00 apan-
KMpara cmeapu 0o OnaKumasama npoyeca.'®
Keji1 je, Kako muIe MCTH ayTop, 6uo céecman
npomena Koje cy ce y céemy oouepasarne
1960-ux. To je yuununo da ocemu nompe6y,
Kaxo OpyumeeHy, maxo u y c6om oemny, 0a
Kpere nonoso 00 Hyne'’, omHOCHO — nouemu
noHoeo, npemnocmasmajyhu usobume, Hesa-
nocneHoC, CUMYAUUOHO Nobe, MHO20CHpY-
KOCM, HenpedsUOLUBOCI, MPEHYMAUHOCH,
mozyhnocm yuecmeosaroa.'

Kejir ce okpeHyo cTBapamy ferna Koje je,
dbopmupajyhu ce y cximagy ca oBum yBepe-
BJIMa, MOPAJIO OMTY aHAPXMjCKO, yTOIN]-
CKoOny BCHI/IKOj MEpU ,TOTAJIHO YMETHNIKO
iesI0” y BarHepUjaHCKOM CMUCIIY.
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Baxxan aciekt HPSCHD-a, monyT ocTa-
VX Jle7la 3aCHOBAHNMX Ha NPUHININMA
yTOINje, jecTe Ia 0BO JieJI0, nocpedyje ume-
hy 0se kynmypHe u coyujante peannocmu,
usmelhy ceéema Kakae jecme u 0Hoe Koju mpe-
6a 0a nocmane.'’ Jleno je HanmcaHo y jexy
XTaJHOPATOBCKEe TPKe 3a IyTOBAameM Ha
Mece1, a MICTOBpeMEHO je 6110 MUIL/bebe
MHOI'UX, yK/by4dyjyhnu bakmuncrepa Oyire-
pa, Ia je Jolao TpeHyTak Kajga he ce pasnu-
YYTY CBETCKY IPO6IeMy pelnuTy y3 moMoh
TEeXHOJIOTHje. YTONMjCKa Jje/ia IIOCToje Kao
»KY/ITypHE UHTEPBEHIIMje KOje, carie/laHe
yHasaf, M3I/1efjajy Kao MOCTOBM IIPEKO ,,pyIa
y BpeMeHy , u3aMebhy pasmmantux opranusa-
Lyja JPYIITBEHOT XXMBOTA U 4Nja IIOjeau-
HayHa e()eKTUBHOCT HeCTaje OHOT TPeHyTKa
KaJja ce oBe mpoMeHe ocTBape”.20

TypbynentHa gpyumrBeHa 30uBama y
KAaCHMM IIe3/leCeTUM TroJMHaMa OFHOCKIA
Cy ce 11 Ha pU3NYKe IPOMEHE Y CBETY, OfHO-
CHO IIMpema 00/1acTy YOBEKOBOT (PuU3NM4-
KOT IIOCTOjara BaH rpaHnia miaxete. [Tpo-
671eM GU3NYIKOT IPOCTOpa IIOHOBO je 6110
OMTHa TeMa 4YOBEYaHCTBA, Kao IITO je TO,
moueTKoM 16. Beka, 6uno orkpuhe Hosor
ceera. Kao mro je Ymonuja Tomaca Mopa
HalllcaHa y mpoueny usmeby ,,crapor” n
»HOBOI” KOHTVHEHTa, TaKo je 1 Kejir moyeo
pag Ha HPSCHD-y y ocBUT, KaKo je Tajia
MacOBHO cXBaTaH, HoBor cBeTa myToBama
y cBEMUP.

Y obpahamy nureparypu koja ce 6aBu
carnefaBameM KejlioBor fieia Kao MofiepHOr
WIN TIOCTMOJIePHOT, IPMMETHO je fla ¢urro-
30011, apXNTEKTe, TEOPETUIAPHU JPYIITBA U
UCTOPUYAPU YMETHOCTU HECYMIbMBO CBP-
cTaBajy KejiioB paji y OKBUpe MOCTMOJEPHOT
nepuosa, oK Mehy Mys3mKomosuma mocTojn
nofiena y omHoCy Ha ofpehusame Kejiiosor
flesla IIpeMa NpuUIaJiamby OBUM JIBEMa MeTa-
KynTypama. Y CBOM WIaHKY ,,IIpuBusierosa-
Ty TpeHyTak: Kejil, JyHT, CMHXPOHUIIUTET U
nocTMopepHusaM’, Yapic Xem myime:

Cyeepucamu 0a je mysuxa Llona Kejya 00
1950. 200ute HA0BAMO NOCIMMOOEPHA. ..
HUje camo uzpa peuuma, eeh npe noxy-
waj 0a ce u3pasu cywmunHcka pasauxa
usmehy Kejua u sehune weeosux caspe-
MeHuKa u 0a ce yCmanosu 3ajedHuuKa
OCHO8a ca numepamypom koja ce 6asu
Kejyosom susyenrom ymemnouthy u noe-
3ujom, y kojoj eehuna aymopa nonasu 0o
npemnocmasxe 0a je Kejy 6uo nocmmo-
deprucma.?!

XeM je ucrakao ga pehu ja je Keji nocrao
HOCTMOJEPHICTA, He 3HA4U cAMo 04 je pac-
kunyo eese ca Cmpasunckum, Illenbepeom,
Bebeprom, Ajesom u bapmoxom, eeh, mHoeo

bumnuje, ca mpaduyujom Koja cevxce ynasao Hajmatrve 0o Xajona
u Moyapma.?

Y ecejy ,,Keju n noctmomepansam” Anuctep Bunnjamc
nokpehe pacrpaBy o (He)MoryhHOCTM IOB/IaYerba jacHe IpaHy-
ne usMeby gBe mapagnurme, kopucrehy nojeHOCTaB/bEHE KaTe-
ropuje MOIIYT 3aMe0peHo IPOTUB OMBOPEHO, NN CHPYKIYPU-
paro mpoTus Heodpehero.?> VIako Ha IPBU MOITIEN, TTOjABHOCT
KejizoBor Mysm4kor 1 TeOpujCcKOT fiefia MOXK/ja He Jiefyje Kao
IIOCTMOJIepHa, Ay6/ba aHa/nMM3a MoKasyje manexo sehy sacHo-
BaHOCT fesna nonyT HPSCHD-a Ha TOCTMOJepHUM Ofipe-
HUIIaMa, IIOTOTOBO aKo Ce MPUXBaTy BunmjaMcoBo cxBarame
II0OCTMOJIEPHU3MA K20 ,,/{1jajiora ca MofiepHusMom”. 24

Hetapunja anannsa HPSCHD-a oTKpuBa fja aCIIeKT IOy T
OMTHOCTY Y4eCTOBOBaIba, OJCYCTBA jeIHCTBEHE HapaTUB-
HOCTY fena, ynoTpebe Komaka ¥ MacTHINa, Kao U IIPUCYyTHE
MHOTOCTPYKOCTH Y M3BOHauKOM IIpOCTOPY, 3Ha4ajHO ynyhyjy
Ha 1eTOBO CMeIITalbe Y OKBUPE IOCTMOJICPHUCTUYKIUX Offpe-
bema.

Kejy je meeceTux rogyHa IpoIsIor BeKa y CBOjUM Ipefia-
BamyMa I TEOPUjCKUM CIIVICMa TOBOPMO He CaMo O ,,pajili-
KaJTHOM pacKyjy” ca BUCOKUM MOJEPHM3MOM IIpBe IIOJIOBIHE
20. Beka, Beh, kaxko nue XeM ,ca uumasom Hajuupe omehe-
HOM MOOEpPHOM epoM, OITHOCHO ,,bemosen, a ne Cmpasurcku
Unu HeKo rwemy cauvan, nocmao je Kejuoso omumwero cmpa-
wiuno.?

Y npenasamwy Komnosuuuja xao npouec Kejil je Hanmcao n
cnenehe penose:

Pemex-0ena u eenuju udy 3ajedHo u kada mume wimo uoemo
00 jeOHo2a Ka Opy2ome YUHUMO HCUBOM CULYPHUJUM Hezo
Wmo 36umba jecte, Modte HAM ce decumu 0a HUKAOA He yno-
3HAMO ONACHOCMU cagpemere My3uKe unu 4ax 0a 6yoemo
y cmamwy 0a nonujemo uauty 6ode. [la 00 neueea Hanpa-
sume pemex-0deno mpeba 0a umame 0080/bHO 8pemeHa 0a
mo Knacuguxyjeme u Hanpasume 2a KAAcUHHUM. Anu K00
caspemene my3uke Hema 8pemena 3a kaacudurkavuje. *°

Kejiosa mpejapama U CIIMCK U3 TIefleCeTUX U Ie3/[eCeTUX
rOfVHa HeJBOCMUC/IEHO IIPEUCIIUTYjY KOHCTPYKT ,,leHuja” 1
ufiejy My3MUKOT KaHOHA, Te YIoTpeba NCTOPMjCKUX ,,pPeMEK-
-Iena’ Koje Cy CTBOPVIIN ,T€HUju~ HPOLIIOCTH, Kao U3BOpa
Mmysuukor matepujana y HPSCHD-y, Moxe fiefloBaTy U3He-
Habyjyhe.

Ha oBoM MecTy je moTpebaH KpaTaK OCBPT Ha jeflaH Off
PeKIaMHMX TTOCTepa 3a IPeMIjePHO MIMHOUIIKO N3Boheme
HPSCHD-a Ha xoMe je Keji npnkasas kao My3M4KI paTHUK.
Ha cBojuM rpynymMa OH HOCK LITUT a3¥jCKOT paTHYKA, a IIPeKO
paMeHa MMa mpebadeH CpeNHOBEeKOBHI TPOIEpal], KOjuM Kao
7la ce CIIpeMa Jja 3aMaxHe U [oceye TPOIIaBY aXX/1ajy ,Tpaju-
L[MOHa/IHe My3uKe~ — IlaBe beroBeHa, MouapTta u Illlymana,
uynjy he Mysuky ynorpebutu y osom neny. Kejir Hocu maH-
TajloHe aCTPOHAyTa Koje Cy IyITYaHOM BPIILIOM IIOBe3aHe Ca
MarHeTodOHOM Koju Hocu 03HaKy 3M (6udemu cnuxy 6p. 5
Ha cmp. 56).

MepkypoBa Kpuia Ha leTOBMM CTOIIaNIMMa yKasyjy Ha Kej-
IIOBY yJIOTy TIpeTeyYe aBaHrapjHe My3UKe, Kao IITO ¥ Opeos
OKO H>€TOBe ITIaBe jecTe OPeosl CBelja — 3alITUTHUKA Te aBaH-
rappe. Kejiios 1Mk ca opeosioM MoKe ce KOHOTUPATH U Kao
npuda o CeetoM Hophy HOBOTr BpeMena, youuu axxjaje, o
3ajeJHIYKOM IIpefiaby XpuinhaHckux 1pksu. Kejiios muk je
03apeH HeroBUM IIPENO3HATU/BYBIM OCMeXOM nomnyT byne
HOBe MY3UKe, Y KOHTPACTy ca CTPOTUM ,KaHOHU30BAaHUM



M3pasyMa Ha IMIMMa TPojulie KOMIIO3UTOPa MUHYINUX €M0Xa.
Yembano xoje croju n3mehy Kejiza u 3M marneTodoHa yrnoT-
MyIbyje YKyIIaH yTUCaK Cy/lapa CTapOr ¥ HOBOT.

Y pyxonucy HacnoBbeHOM Mysuka 3a wembano us 1967.
TOfJHe KOji je TpebasIo fa I0jacHY paji Ha V/IMHOMIIKOM YHY-
BEpP3UTETY Te rofuHe, Kejil je Hamucao:

Moje subewe Mouapmose my3uke jecme 0a 1wy npe 001u-
Kyje medxirba ka MHO20CMPAHOCmU, Heeo Ka jedurcmay. OH
je, y Kpamkom 6pemMeHcKOM UCeHKY, KOPUCMUO cKasie 00
dearaecm moHo6a, ce0am MOHO6A U MPU MOHA: XPOMAIN-
cKe, Oujamoncke u ,ckane” HaA4UIbeHe 00 MePuul, BeIUKUX
U MAnuXx.

Hamepasam 0a ynompebum KoMnjymepcky ananusy Kaxo
6ux oopeduo Mouapmosy npaxcy ¢ 003Uupom Ha me cKa-
1e: 1e2060 ,60hetve enacosa”. 3amum, 0a NPUMeHUM ma
omxpuha na opyze 6pojese moHo8a y okeupy opyux node-
J1a oxmase, 00, peyuMo, nem MmoHo8a no 0Kmasu, 0o nede-
cem mpu moxa no okmasu. 3amum, 0a cuHmemu3yjem
Ha MA2ZHeMOPOHCKO] MPAUU MHOOCPYKOCH MY3UUKUX
nunuja, 0ajyhu um céuma 38yK uemoana.

Tomoso deno he ce 3acnusamu na mum mpaxama (6epo-
8amHo 00 jedHe 00 d8e crmomue wux) 6uno Koju 6poj Koju
6u M02a0 0a ce uzéede 3ajedHo, ca unu 6e3 deoHUYe 3a KOH-
Kkpemmuo uembano, Ha Kome Ou ce CBUPATIO YIHUBO, AU NPeKo
nojauana.*’

Keji je roBopuo o cBojoj HaknoHOCTH peMa MonapTty
300r IBeroBe TeXIbe Ka ,MHOTOCTPAHOCTH , Koja je cTajana y
CYHIPOTHOCTM ca baxoBOM MY3UKOM Koju ce kpemao Ka jeour-
cmey.*® OBakaB yBuj| y ,,MHOTOCTPAaHOCT  MoIapToBe Mysu-
Ke y TIOTIIYHOCTH je OATOBapao meHoj ynorpebu y Kejrrosom
myntymenujanaom HPSCHD-y Koju je mo4MBao Ha UCTUM
¢dunozodcKuM upejaMa MHOOCPYKOCMU, U300UbA, HeoMe-
manocmu U mehycobHoe npoxumarsa.

Kejir n Xmmep cy ce ofuryunin 3a cefjlaM JIeOHNUIIA 32 YeMba-
710, YMECTO jefiHe Kojy je Kejil moMMbao y IpeTXOmHIM pa3Ma-
TpamuMa y cnucy Mysuka 3a uem6aso, a peanusarnyja uzseje o
IIpaB/belby KOMIIjyTePCKOT IIporpamMa npemMa CTPyKTypaTHOM
Mmogeny y Mouaptosoj Musikalisches Wurfelspiel 6una je nose-
pena Jlerunuju Cuoy. OHa je ocMucnuiIa nporpaM HasBaH
DICEGAME (MTPA KOLIKAMA) xoju je omoryhmno usbop
MY3MYKOT MaTepyjaja 3a IeT Off CeflaM COJIO IEOHNIA 3a YeM-
6aso. Coso I je 610 TpaHCKpUIIIVja KOMIjYTePCKOT Iporpama
HAIlpaB/beHOT 110 Y30py Ha KOMOMHATOPUKY Ju huHra 3a pap
Ha MarHeTOQOHCKOj Tpaly 3aCHOBAHOj Ha JBaHAECTTOHCKO]
TIOIeNH CKaJle,  9Njy je TpadIKy HOTAIMjy YMHMO CaMo jeflaH
pes HOTHOT cucTeMa. Tpajaibe 03HaUeHMX BUCHHA HA3HAYEHO
je ompebeHVM TPOCTOPOM Ha CTPAHMUIY TTANUpa — MeT MHYA
(12.5 1m) 1 ofTOBapaIo je jeIHOj CEKYHAM, a CBaKa CTPaHMIIA je
Tpebao ga Tpaje TayHo 20 cexyHAM. CBUX OCTA/INX LIECT COMIO
TeoHMIIa 6urle Cy y HeKoj Be3u ca MoIlapTOBOM MY3MKOM.

XpomaTcka como I reoHuITa KoMIjyrepckor nuspoga 6ma je
HaMemeHa n3sohemy [lejsupa Tjymopa. IIpomene y jaunnmn,
yIrcaHe y OBy ieoHN1Y, Tjyzmop je peamsosao y3 momoh cre-
UMjaTHe HaIIpaBe KOjy je moceGHo Hapy4ymno.?

Cono VII je unHMIa jefHa CTpaHMIIA YIYTCTaBa 3a 4eMba-
TMCTY KaKo fla CBMpa 61710 Kojy MoIiapToBy KOMITO3UIIN}Y O
CBOM 1360py.

Keji je y nucmy Bumeposoj, satupanom 3. jyHa 1968. rogu-
He, BuirepoBoj Hanucao da he ,uucma” uepa xoykuyama
umamu oko wempdecem cmpana, a umahe, Hadam ce, efpekam

Cnuka 6p. 4 - Cassexxha ocnukana Ha
TyHI/IKaMa

Camujese Mysuxe 3a namewmaj (Musique
d’Ameublement).3°

Y cono peonnnama II, 1T u IV xopuurhena
je MomaproBa My3MKa Kao U3BOPHU Mare-
pujan, TOK je y leoHMIIaMa 3a yembano V u
VI kopuirhena ,,3aMeHa” U3 IUjaHUCTUY-
Kor KaHOHa. He mocroju HujejHa cadyBa-
Ha OejlellIKa Koja 61 IIOMOIJIA Y Tparamy 3a
IOHOIIEHeM Of/IyKe O YIOTpeOu ,,3aMeHa’.
Huje cauyBaH nucaHu JOKYMEHT HUTH O jefi-
HOj pacIpaBy 0 6110 KOM KOMIIO3UTOPY ca
JICTe 3a ,3aMeHY . IIo3HaTO je caMo 1a cy
Kejy n Xunep nmanu upejy pomupama ncro-
pUjcKkMX nepuona — of MoLapToBOr O CBOT
BpeMeHa — CBaKOT' Y TPajamy Off OKO ABajie-
CeT ¥ IeT TOfMHA, Y3 ,IpolyuTame” bero-
BEHOBE My3MKe I M3a0paHMX Je/la OCTalIuX
KOMITO3UTOPa Kpo3 UI'Py Oaljama KOLKNUIA.
Ha crucky ,,3amena” 6mne cy cnepiehe kom-
nosuluje: 3aMembeHa ,,J1akKHa Molaprosa
Nzpa xouykuyama, berosenosa Anacuona-
ma, lonenos IIpenyoujym y e mony, oL 28,
jeman cras us lllymanosor Kapnesana, on. 9,
ToTmankos benyo, bysounjesa Conamuna
6p. 2, npsu cras lllen6eprose Coname 6p. 1,
on. 11, KejiioBa 3umcka mysuka n Xuneposa
Conama 6p. 5.




YnoTpeba IUPOKOT CIIEKTPa HEMY3UYKIX
3ByKOBA MCXOJIMJIA je 13 CBECTH O HUXOBO]
»CBEXVHI U BUXOBOj 0cmoboheHocTn ofy
acoumjanuja ,yrpahennx” y cehame cryma-
namna. Ca gpyre cTpaHe, OUIIO je TEIIKO 3aM-
cmTy MoryhHOCT ocnobahama mosajmMspeHor
MCTOPUjCKOT MaTepujaa of Coelu(puaHor
KOHTEKCTa, OHHOCHO IH€TOBO IIpUMaAIbe y
Ipollecy Clyllama ,,0e3 pasMulbama’. Y
npepaBawy Komnosuyuja xao npoyec: Ilpo-
mene, Keji ine:

Buno mu je 0060jHo jouws Hekonuko Opy-
eux spcma 38yxosea: bemosenosa dena,
umanujarcku bel canto, ye3 u eubpagon.
Bemosena cam kopucmuo y Williams
mixu, ye3 y ViImarnHapHOM Iej3axxy 6poj
V, bel canto y nedasroj deonuyu 3a enac y
Konuepry 3a ximaBup u opkecrap. Ocma-
je mu 0a nHahem cknad ca subpagpoHom.
Lpyeum peuuma, oceham da mom ykycy 3a
60jy Hedocmaje HYICHOC U OMKPUBAM
0a y oHoj pasmepu y Kojoj odycmajem 00
e wyjem cee npeyusnuje. bemosen je my
usHenaherve, NPUXBAMBUBO YXY KAO U
Kkpasmwe 36010.3!

VHcnupucaH y4eweM 3eH Oyausma o npu-

B  <comary, Kejije yupeo na Tpeba a Habe

E Ha4YMH JIa UCTOPUjCKEe MaTepujajie yIUHU

npuxeammpueuma. JemaH off 3aflaTaka Ha TOM
IyTy OUJIO0 je IpeTBaparbe MHTeHIIMOHATHO
CTBOPEHOT MaTepljaa y HeMHTeHIIMOHATIaH,
IITO je 3aXTeBaso ofpeheny neKoHCTPyKIu-
jy camux nsBopa.

Tum npe mro Monapr, berosen, lllyman
u Illomen HuCy oBfie M3abpaHM Kao HECYM-
BYB ayTOPUTET Y 00/1aCTV IUjaHUCTUUKE
muTeparype, Beh kao ,,HecyMmBUB ayTOpU-
TeT’ 4Mja ce MO3MIUja Y OKBUpPYMa KaHOHA
He ffoBopu y murtame. Kejir u Xuep cy, 4nHn
ce, KOPUCTVIIN MHTENIEKTyaTHU ayTOPUTET
OBUIX JieJIa, UICTOBpeMeHO Ipeucnuryjyhn
BJIXOBY MY3UYKY Y/IOTY, KaO 1 APYyIITBEHa
OYeKMBama Koja Cy oBa fle/la MOITIa Jia po-
usBeny.>?

Takobe, mosuaro je Kejioso nucucrupa-
he Ha HaBoDhewy ,,m3abpannx” pumosodcko-
-peIUTMO3HUX y4era U YMeTHIKA Kao CBO-
jUX y30pa, OlHOCHO MCXOAVIIHYX Ta4aKa, Te
ToBe3nBame ca CTBapaoluMa oyt Carwuja,
Aj3a vu [len6epra, Buiie ayTopa TyMayu
kao KejiroBo o6e3behuBame nerntumurera
csoM geny. Hejsup Huxornc y texcry Kejy u
Amepuxa (Cage and America) nuuie:

Y xacnujum eodunama, Keju je seoma
ucmuyao 3nauaj yuera koo Ilenbepea...
(u) nonocro ucmuyao nHasoono Illen-
bepeo60 mumimwerve 0a ,OH Huje Komno-
sumop, seh npounanasau. I'enujannu.”
Mnaxk, y cmeaprocmu, Kejyosa ecmem-

Cage Nameth
Hiller =Sumsion

| HPSCH

may 16, 8p.m.-midnight, assembly hall,
university of ilinois general admission

Cnuxa 6p. 5 - Ilocrep 3a HPSCHD koju je 0cMUCTNO
CamurH, a wrycrposao Iepu Buckynu (IIpuBatha
xonekuyja [lejsupa AjsenmaHa)

cKa No3uyuja Hacmana je 6epo8amHo nod MHo20 eehum
Kayenosum, nezo Ilenbepzosum ymuyajem.>

Ilen ITacnep y texcry Msmuwimarwe mpaouyuje (Inventing a
Tradition: Cage's “Composition in Retrospect”) roBOpK 0 CBpcH
KejioBor M3pmunTor NCTUIa®ka N3BECHNX U3BOPA, Njeja I
npereva: Kejy ne mpasxcu nomepoy mohu, eeh [...] ,00208apajy-
hy npownocm” 3a usmuwpare mpaduyuje uuju je on cnedehu
n0eunan Hacnednux, cnedehu enac.>* Ope Bese ca mpouutomhy
U IIOHaB/babE€ ,,I/IMeHa” Y HacTyImMa 1 TEKCTOBIMMA, HE CaMO
Illen6eprosor u Carujesor, Beh u [Juuranosor, Topoosor, Maj-
crepa ExxapTa u pyrux, cyrepuiie cadauitbe npucycmeo npo-
wnocmu y Kejirosoj cadawrwocmu.®

IIperxopHa aHamu3a ynyhyje Ha pasMaTparbe INTamba 6pe-
MeHa — TIPOLIIOCTH, cafalbocTy 1 6ynyhHocTn, U Kako ce
CXBaTa I KOHTEKCTya/lNn3yje IojaM BPeMEHa, jefiHa Off CpeJ-
IIHBHUX TEMA IIOCTMOAEPHNCTNYKNX MUC/IMIIAa:

IIpownocm u cadawrwocm Hucy 08a modanumema caoa-
WHWOCU, NPOUIIOC KAO Y3MAKAA Unu 6usuia caoa-
Wi OCH, UMW CAdalbOCH KOja Huje suuie nod pegrexmo-
puma. Ipe, npowiiocm u cadamrbocm cyumuncKu Koea3u-
cmupajy; pynxkyuonuwy y cumynmanocmu.>®

Ho, ropenaBefiena penanyja ,0uBIIer” 1 caflallilbel BpeMe-
Ha HUje CyHITNHA TeMnopanunx ogHoca y HPSCHD-y. Oso
[Ie7I0 Hifje 3aMUIIBEHO Ko IIyT Y BUPTYa/IHY IIPOIIIOCT, Beh je
¢doxyc npe ycmepeH Ha Moryhy 6ynyhHocT, 3aMunbeHy kpo3
YTOIMjCKI IIPOCTOP.



bes 063upa Ha uembanucruuke cono geonuue, HPSCHD
HUje KoJ| my6/uKe ,,eBOIIMpao MpomaocT , Beh cy xommjy-
TEPCKY F€HEePVICAHM 3BYL[M YMHIIIN OIILITH YTUCAK QYyTypu-
CTUYKIUM, TOATHO HOTLPTAH BU3YeTHOM JAUMEH3MjOM C/IMKa
1 QUIMOBA Ca TEMOM CBEMUPCKUX IIyTOBakba U NCTPaXKMBa-
ma. OBa mpeycrasa 6yayhHOCTY Huje 61ma meHa Moryha, Beh
U3MallTaHa ,PeayHoCT , OMTHA pa3/IMnKa y KOHTeKCTY oCMa-
Tpama yronuctuuke gumensuje HPSCHD-a.

Cumynranoct porahaja y HPSCHD-y je Takohe 6uran
acIeKT HheroBe BpeMeHCKe IMMeH3Nje U beHe Nepuennuje. Y
pasrosopy ca JJanujenom llapryom o nuramyuMa (MH)geTep-
MuHM3Ma, Kejir objamamana:

He pasmuwmajme o deny uzean epemena. Ymecmo Kom-
mponucarwa mozyRHoCmu, yMectno moea 0a ux nycmume
da ce n0jasmwyjy UCKbYUUBO Y CYKUECUjU, PACKUHUME HWUXO-
8y TUHEAPHOCH U NYCIUIE UX CUMYTMAHO, 00MAX U CBe
odjedrom. Kao y HPSCHD-y u Musicircusu, mpebano 6u oa
donycmume C6UM PAZHOBPCHUM NOJABHOCHUMA 0a Ce CTIO-
60010 008Ujajy u noee3yjy: He-IUHeAPHOC YUHU 0a UCKTbY-
uyjy jeone opyze. Cee wimo mpeba maoa 0a ypaoume jecme
0a 3adpucume Henuneapuocm... Tupanuja u Hacumwe nom-
naoajy noo ynpasy nuneaprocmu. Heodpeherocm, xaxo je
ja eudum, jecme ckox y Henuneaprocm. Vnu y uso6ume.’’

ByagyhHocT omncana yTonucTMYKMM HapaTUBOM Huje QUK-
cupaso n ofpebeno ,rpebano 6u”, Beh mpe prexcubmaHo,
BUIIECTPYKO ,,Ta ako . OTeI0TBOpeHa yTonnja — ako 6u
MOIIa Jja ITOCTOju — Outa 61 MecTo rje 6u cBy pobimeMu 6umm
pelIeHy, UbeBM OU OUIN JOCTUTHYTH, CTPYKType 6u 6uie
3a0KpY>XeHe. YTONja je cruka udeantoe 0pyuimea y kome épe-
me cmaje.’® (6onp K. K.)

JemHa on HaMepa y OBOM Jielly, OMJIO je IIOHOBHO YCIIOCTa-
BJbalbe Bese U3Meby BMCOKOT MOilepHM3Ma U CBaKOLHEBUIIE.
OBo moBe3uBame je MOfpasyMeBaso NHKOpIOpanujy 6ora-
Te Tpajuije, ajii Ha HAa4MH KOjU jeé PEKOHTEKCTYaanu30Ba0
»Io03ajMbeHn” Marepujan. Keju je, 3anpaBo, mokyurao sa
OCTBapy CYMYJITaHO IIOCTOjatbe IO Kpaja CIIPOBEJICHOT JeKOH-
CMPYKMUBUCMUYKO2 NOCIYNKA TIPEMa VICTOPHjCKOM MaTepu-
janmy u, TOTOBO HeTaKHYyTe, udeje ,KAHOHA” VHXEPEHTHEe TOM
JICTOM MaTepujany.

Ha nexn HaunH, Kejiros pag na HPSCHD-y 610 je peakiuja
Ha POMaHTMYAPCKM KOHIIENT ay TOHOMHOT YMETHIYKOT fjeIa.
Keji1 je mpencnnTuBao ynory crBapaolia Kao reHnja, AUPUreH-
Ta K0 JUKTATOPA, M3BOhada Kao MOTIMHEHOT I IyO/IMKe Kao
HEBIHOT II0CMaTpava.

Toguue 1967. Kejit ce ynosuao ca TopooBuM ydemeM, IO
IMjUM je yTHIjajeM Y Hape[JHUX HeKOIMKO rofHa GpopmMmpao
CBOje IMOINTNYKE M APYLUITBEHE CTABOBE 11 yBEPECIba KOjI/IMa
he octatu BepaH fo kpaja )xMBOTa. Y BpeMe Kajia je OTKPHO
Topoos Jnesnux, Kejii je Beh mucao o aHapxuju 1 Ha4MHY Ha
KOjJ YMETHOCT MOXKe JIa ITOCTY>K) Kao IIPUMep 3a HOBO Jpy-
mTBeHO ypeheme:

Ymemnocm, ymecmo moea 0a 6yde npedmem Koju je Hanpa-
8una jedna ocoba, nocmaje npouec Koju je nokpexyna epyna
pyou. Ymemnocm je noopywmemena. To nuje cmeap oa
Hexo Kaxce Heuimo, 8eh da vyou pade cmaapu, dajyhu céu-
ma (yxmwyuyjyhu u onuma koju y mome yuecmayjy) mozyh-
HoCcm da cmekHy UCKycmea koja uxave He 6u cmexnu.>

KejiroBa Busuja gpymrsa 3acHuBana ce u
Ha UJiejit 0 M300MJby TEXHOJIOTHje Y 6ICKOj
6ynyhHoCTH, HacTasle IOJ BEIMKMM yTUIIA-
jem ®yneposux Busnja. OBo je Takohe 610
1 MeK/IyaHOBO CTAHOBMIITE KOjU Y 4YBEHOM
wrauky The Agenbite of Outwit*® mmue:

Yosex y 6yoyhunocmu nehe padumu -
mawune he padumu 3a weea — anu mMosxce
O6umu nomnyHo aHeaixo06an Ha HA4UuH
jeornoe cnuxapa, unau MUCIUOUA, UAU
necnuxa. Yosex padu xaoa je Oenumuy-
Ho aneaxcosan. Kaoa je y nomnynocmu
3a0Kynmet, oH ce uzpa unu oomapa.’!

OBakBe IIPOMEHe YMETHUYKMIX I eCTeTNY-
KX YBeperba Koje Cy Ce 3aCHMBaJIe Ha BUSKjU
UZeaTHOT APYIITBA, HY>KHO Cy IIPOU3BeIe I
HeKe IpyTe IpOMeHe Y3pOKOBaHe 3aXTeBJMa
HOBE eCTeTVKe ¥ HOBUX YMETHIYKMUX JiefIa.
ITpBa mpomeHa THLaa ce ydeurha nmy6nuke,
OJHOCHO Opucama rpanule nsmehy uspo-
bava n my6nuke n ,,orBapama” n3Bohaykor
npocTopa. OBa IpoMeHa je 3a CO60M OTBO-
puna nuTtame HeMemama. Hanme, Kejio-
Ba HaMepa je 611a ja M3Bohauku mpocrop
6y/e TaKO OPTaHM30BaH /jA je Y IerOBUM
¢dusuukuM okBUpKMMa Moryhe octBaputu
He3aBICHe, IIapajie/IHe aKTUBHOCTM, OHO-
CHO JIa 33jeHUYIKI IIPOCTOP He MOApasyMe-
Ba HY>KHO U 33jeJHMYKe aKLMje IIPUCYTHUX
y wemy. Yapnc [lankepMeH je y 300pHUKY
panosa John Cage: Composed in America, y
TEKCTY KOji ce 6aBMO COLMjaTHUM aCIIeKTOM
Musicircusa Hanmcao:

Hemewarve je, kao nonumuuxu npum-
yun, 0y2o 6U0 OCHOBHA UPMA AHAPXUY-
HOZ nopemxa 3anadHoz nubepanusma.
Anu Kejuy je omuuiao dame, y30usxcyhu ea
00 Heueza NONym OHMONOUKO2 NPUHUU-
na, oxpabpen yseperoem 0a je NpOHAULAO
HayuHy nodpuiky Hemeuiarwy y uoeju
Baxmuncmepa Qynepa da je ceaxu obje-
KA, # U6 UNU HeHUB, OKPYHEeH NPASHU-
HOM, npocmopom Huwmasuna.*?

Haumre 6uBcTBOBam€ Y CBETY 61U Tpebaso fa
Oyne ICTOBPEMEHO ,HEOMETAHO U ,y3ajaM-
Ho npoxxumajyhe”, mro je 3a Kejira snaunno
OTBOPEHOCT 3a CBa VICKYCTBA. Ynpaso 060
cmarve ypasHomesxcerne aymoHomuje — ysa-
jamuo npoxcumajyhe u neomemajyhe - Kejy
Hasuea ,anapxujom”.*3

Pasmarpajyhu ose npo6neme, Capa Xajm-
Oexep HaBOAM OJJIOMAK U3 Kibure IIpobnemu
y noemuyu Jlocmojesckoe Muxaunna baxru-
Ha y KOMe TOBOPY O KOHCTPYKTY KapHeBa-
na: Kaprnesan je nawun npomexsnoz MusieHu-
jyma 0a ocemu céem Kao jedHy o0 Hajeehux
epynnux npedcmasa [...] my nema Hu 3pHa
HUXUAUSMA, HUMU 3pHA npasHe GpusosHo-
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Cnuka 6p. 6 - Ilocrep 3a HPSCHD
(IIpuBaTtHa Konmexknuja lejBuaa AjseHMaHa)

cmu, unu 8yneapHoz 60emckoz uHousudya-
nuzma.

Kapuesa, oBako cxBahen, cymporcra-
B/bE€H je KaHOHY M/IN TOTAaJINUTapHOCTMH,
OJIHOCHO OKPEHYT je Ka MHOTOCTPYKOCTH I
Pa3HOBPCHOCTH Koje oMoryhaBajy MHOXUHY
uckycrsa.*> [TocMarpaHa Kao KapHeBa/CKa,
ny6nuka HPSCHD-a je 6una mogjegHaxko
y4YeCHUK OBe IIPefCTaBe Kao 1 4eMOaInCTi,
VUL peaji3aTopy CHIM/bEHOT 3ByKa Ha Tpa-
KaMa. YIIPaBo je KapHeBaJICKO U3001be OMO-
Fth/IHO la roMnsia y4eCHKa CTBOPU 3BYKE 1
CJIVIKe KOjU Y MaBb0j TPy He 611 OM/IV MOT'Y-
hu, ogHOCHO IpOCTOpHA U KBaHTUTATUBHA
AMMeH3Mja Aeta OMoryhnte ¢y akTHBHO yde-
CTBOBalbe NPUCYTHUX. Y jeTHOM Off MHTEp-
Bjya Jaunmjeny Illapnyy, Kejir kaxe:

Tomuna ce kpemana yHaoxkono y nom-
nyHoj cn10600u U ¢ épemeHa HA epeme
6u wyOU CNOHMAHO 3annecany, Ha maj
Hauun npudodajyhu céoje concmeaeno
no3opuuime 4umMasom 2a06aaHoM no3o-
puumy Koje um je 6uno damo.*

Keju je mcTuijao BaXXHOCT MyATUMe/UjaI-
HOCTY KOja HeMa jefjHy oKaIHy Tauky, Beh
y TaKBOj ,TeaTapckoj” CUTYaLMjy He TIOCTOjU
LeHTap Ha KOjI je yCMepeHa Makiba IocMa-
Tpaya — LIEHTap je y CBaKOj Ta4KI.

Kejii je, jour yerppeceTux roguua 20.
BeKa, 6110 YIIO3HAT ca BU3MjOM IIO30pHINTA
apxutekTe Moxosm — Haba y xome 61 mocro-
ja/u BUIIECTPYKM 3BYYHY VI3BOPU U Koje Ou
6110 ucnymweHo ceernomhy u 6ojama, y3
nomMoh IMOKpeTHUX PUIMCKUX IIPOjeKTOpa,
cHcTeMa ornefiana U ONTUYKUX MHCTPyMe-
HaTa.

Y ecreruny HPSCHD-a moryhe je ucnpa-
TUTU HEKOIMKO IO30PUIIHUX TEOPUja KOje

Cy AMpPEeKTHO yTUIlajie Ha CTBapame OBOT flena. To cy, mpe
CBUX, TeOpUja TOTAJTHOT MOo30puIiITa AHTOHEHAa APTOa, Jeo-
Bame byjoplike nosopuirHe tpyme JIusunr Tearap (Living
Theater) u xenmeHuHsu 1mecre u cefMe fetienuje 20. Bexa.

Wmnakx, HPSCHD ce, yMHOTOMe, He MOK€ IIOIBECT TIOf
nojam xenenuHra. Keji je y oBoM ey cTBOpro IpocTop BUp-
TyeJIHe pea/IHOCTM, a MOXKJa HajouTtHuje, Kejir ce mupexTHO
06paTio BICOKOj YMETHOCTY My3WMUKe TpafiuIiyje, Te yImoTpe-
61o Mysuuku Marepujan npomnoctu. Ilpema Kempoy, Teme,
MaTepujanm, pajilbe 1 acolyjanmje Koje mokpehy xemeHmHr
mozy npoucmehu us ceux mozyhux useopa, ocum u3 ymemHo-
cmu, wuxosux depusama u wuxosoz mumea.’

He camo fia ce ,yMeTHOCT  He y3UMa y pa3MaTpame Kao
U3BOp Marepujana, Beh KoMmosnumje, akiuje u CauKe Tpe-
6a ma 6ynmy uckopunrheny Ha ,HajHeYMEeTHUUKUjU MOTyhu
HauuH. XelneHNHT Tpeba fa u3Befy Henpodecnonanun 6e3
nperxonHux npoba. Y HPSCHD-y uma ,,yicyBuine” yMeTHO-
CTH ¥ BeIITVHe fa OM MOrao fia ce Ha30Be XeIIeHUHTOM.

Keju je maBao mpeHOCT M300M/bY M MHOTOCTPYKOCTHU Haf
jepHooOpasHomhy. Fberoso samar/buBame rpaHulia, Of mefie-
cetux roguHa 20. Beka, M3Melhy noesuje, Mysnke, I030pNIITa
¥ TI/Ieca CTajajIo je Ha IMHYjY TOCTMOAePHNUCTIYKOT ofipebe-
Ba QparMeHTapHOT M MPOIeCyaaHOT fiefla, HaCyIpoT Gpop-
Ma/JIHO YNCTUM, YBPCTO CTPYKTYPUPAaHUM I Ka IPMHOUITY
Iena-Kao-06jeKTa OKpeHYTUM MOJEePHUCTUYKIM OCTBape-
bluMa.

IojeqnHM ayTOopMm Cy ce, y OBOM pasMaTpamy MOryhux
ecreTckux u ¢popmanuux oppennuna Kejiosor fena, poxy-
CMpany Ha AUCKypce ¥ YMeTHWYKe IIpaKce Koje feprHnIry
OJJHOC MOJIepHM3Ma U IIOCTMOJEPHM3MA KO OIO3UIIMOHM,
K0, KOHMUHYATIHY UeHMPUnemanny AaHmuHoMujy, o pednma
[lopunue Bopu.*® OBa ayropka neramHo pasmarpa u fedunu-
e KejIloBy eKkcriepMMeHTaTMCTUYKY IIPAKCy Kao IOCTMOZEp-
HY HeraIujy MofepHIUcTHdKe Mysnke. Kpehyhn ce cympor-
HO MOJEPHNUCTMYKIM TOKOBMMA, Kejir n ipyru ymeTHULM 13
HErOBOT IIOCTMOJIEPHUCTUYKOT OKPY Kerba JjaBali Cy Ipef-
HOCT ,,XOpI/ISOHTaIIHI/IM” APYLWTBEHVUM VI MY3NYIKUM CUTYya M-
jaMma, OHOCHO cuTyanujaMa 6e3 BohcTBa, HaJ XMjepapXujcKuM
CTpyKTypaMa ,Mohu” cepujanusma. bopHOBa fabe TBpAK fa
cy ce, cynpoTHo bynesy, lllTokxayseHy 1 MHTepHaIlIOHAI-
HOM CTU/Iy MHTETPa/IHOI cepujanmsma IegeceTux roguna 20.
BEKA, MOCTMOAEPHUCTNYKIM KOMIIO3UTOPY MHTEH3MBHO Kpe-
Tany Ka TeXHMKaMa HexkoHmpone. OBa ayTopKa HaBOJM joOIII
7Ba aclleKTa eKIePMMEeHTaTHUX IIPAaKCK KOoje 03HadyaBa Kao
HOCTMOJIEPHUCTIYKE — MHTEPECOBAIbE 32 He3aIaHY U NIOITy-
JTapHY MY3UKY 1 IpUJaBab€ BaXXHOCTU PUTYaIy I/ISBOba‘{KI/IX
IIpaKCu y>XIBO.

ITomMeHyTa XOpM3OHTaNIHA IPYIITBEHA ypehema pasmarpa
T'oppmana I1. Ilpakosnh y TexcTy ,,YTOnMjcka AMepuKa 1 jesuK
Tuwune”* Upukosuhesa ToBopK 0 ,,maXkHNM” 3ajefHNIIAMA
Koje ce ofpel)yjy mpema HEKOMMKO IIOAUTHYTHUX IieHTapa Mohir,
Ko IITO Cy MeJVjI, BIaJa, WM pa3nndnTe nHCTUTynuje. Opn
LEeHTPY PYHKIMOHUIIY Ka0 KOHTPOJIHE TayKe KPO3 Koje Ipo-
Ja3y KOMYHUKalyja Te sajegHule. Ha Taj HauuH oY 0O/IMKY-
jy n ompebyjy jesauk 3ajemHuIle, Te FBeHV IIPUIIAJHIIIN TOCTAjy
BUIIIE ,l]eHTap , a CBe Matbe OHU CaMM. Y XOPM30HTAIHOj PaB-
HII, aHAPXMYHO JINIIEHOj X1jepapxuje, ocnobohenoj yBek Beh
CTBOpEHUX ne(bMHmqua BJMCOKOT LIEHTPA, I10je M HAL] MOXKE [ja
HOKYIIIA Jla HOCTaHe CAMOCBOjaH I [Ia Kpeupa CBOj CONICTBEHN
jesuk. IlpukoBuheBa Hamasy f1a je ,XOpM30HTa/NHA MHTEPAK-
1uja n3Mebhy MHOXMHe IjeHTapa kox Kejiia jedunucana xao



HeoMeTame usMeby nenrapa: bummo je neomemaroe 36yK06a
1 Ka0 OfICYCTBO CjefiNibaBarba — XAPMOHUUHO CjedUutbagarve
3eyxa nuje 6umno.”® UeHnTpn ce Hanmase y craby mehycobHor
NIPOXXUMabha.

HPSCHD mnocToju yrpaso Ha pasMebn oBakBUX IIOCTMO-
AEPHUCTUYIKUX ON/NMKA I MUHYOVO3HOT MOAEPHMCTUIKOT
CTBapama fiefla, M3pacTa Ha CaloCTojamy CIy4ajHUX cycpeTa
130011/ba 3BYIHUX VI BUSYETHIUX CafipKaja, CIyYajHUX Cycpe-
Ta IPUCYTHUX Y ,,IyOnuim” ca TuM cafgpxajuma u mebhyco6-
HOM CpeTay Te MyOnKe 1 feTa/bHO YHAIIPes ITAHNPAHUM
oIBUjambeM LIeIOKYITHOT fjorabaja on cTpaHe jegHOT jemMHOT
»BPXOBHOT IleHTpa” — caMmor Kejia. 3anpaBo, mocMarpaHo ca
acIiekTa ImpetxonHe aHanuse loppane Llpukosnh, naxo gedu-
HICAHO Kpo3 jefaH eHTap ,Mohu”, feno HPSCHD ucroBpe-
MEHO IIOCTOj1 KA0 XOPM30HTa/IHO OPTaHM30BaHa COLVja/Ha I
YMeTHUYKA CUTyall}ja, IOCTOjX KPO3 XOPU3OHTAIHY KOMYHH-
Kal[Ujy IpUCYTHUX /by U apTedakaTa Koju GyHKLMOHUILY y
y3ajaMHOM IIpOXXNMalby I HEOMETAIbY.

Pasmatpajyhu opujenTanujy Kejirose Mmysnke kpos nmpusmy
IHeTOBOT OJHOCA ca By/ie30M 1 MHTerpamHIM Cepujaan3MoM,
Anucrep Bunujamc roBopu o MeTaopraHOM CyKOOY HOTIIY-
He KOHTpOJIe fiefia I eCTeTHKe OyprKoacke My3nduKe Tpajuiuje,
ycrnepn ysubama f1a ,M00epHU308aHA PAYUOHATIHOCH MOHE 04
npoope y noceeheny obnacm ymemnocmu — 00HOCHO 0a cyzepu-
uie 0a U yMemHnocm modxce 0a 6yoe U3noieHa 8PCMu AHOHUMHUX
YNPABTLAUKUX MEXAHUIAMA KOJU KOHMPOTUULY UHOYCHPUanU-
306ana Opywimea.”!

Kao mT0 je ycBojuo n mpuMemnBao KymapacBamnjesBy mox-
TPUHY A4 je PpyHkyuja Ymemnocmu 0a noopaxasa Ipupody

Ciuxa 6p. 7 - Ilocrep 3a HPSCHD (IIpuBaTHa KomeKkuja
JejBupa AjseHmana)

y HAuUHYy rweHoz denosarwad, Kejit je cmarpao
na IpymrBo Tpeba 06/1MKOBATH 110 Y30PY
Ha Ha4MH ITpou3Bohema, yHKMOHNCaba I
JenoBaba YMETHOCTIU:

A wima je cepxa nucarwa my3uxe? Hapas-
Ho, jeOHa je 0a ce He 6asu cepxama, eeh
seyyuma. Vnu, 002080p mopa ysemu
0071UK napadoxca: c6pxXo8UMa Hecepxo-
sumocm unu Hecepxosuma uzpa. Mehy-
mum, 084 uepa je apupmauuja Huseo-
ma - He noxkywiaj 0a ce u3 xaoca uszeeoe
peo, Humu da ce HazHawe no6OLULAILA Y
cmeapary, eeh jedHocmasHo HavuH 0a
CIMeKHeMO C6ec 0 HUB0MY KOjU HUBU-
MO, KOjU je mako u3eanpedaH kaoda 4osex
jeOHom u3 reea yKaoHu c60j 0yx u coje
JHewe U nycmu ea 0a OH NOCIYNa Ha con-
cmeeHu Hauun.>

Hasopehu yyBeHy pedeHniry o ormoHama-
wy nprpope u3s Kejiosor npenasama Cpefine
Hose yuiu! Koja ce THIIana BeroBor Ofylie-
B/bea KymapacsamujeBum yuemeM, [loan
Peranek ykasyje Ha 3aIl0CTaB/beHM CaJipKaj
y HacTaBKy OBOT Ipefasama: Hawe cxea-
marve ,teHoz HA4UHA 0en06ara’ Metba ce
y cxnady ca nanpemrom y nayxkama.>> Osa
ayTOpKa yr[yhy]e Ha HOBAa HayYHa TyMademba
KOMIITIEKCHUX CUCTEMA Y IPpNPOAN, CXBaTa-
1ha KOja Te CHCTeMe OINCYjy Kao 3aCHOBaHe
Ha 6eCKpajHO KOMIIJIEKCHOj HEeIIpeBUIJ/bI-
BocTH. Kpenpame HaydHUX MOfiesla OBMX
cUCcTeMa U3POAUTIO je CTPYKType Koje Cy,
usMeby ocrajor, caBpeMene pefedUHNIIN-
je Xaoca — caBpeMeH HaulH Ha KOju HaydHa
3ajeHNIIA CTBAPa CBOje MUIbEEbE O OFHOCY
nameby pepa u Hepepa.

Henpepsunmusoct KejiioBe mysuke,
Kao JenoBama dpmedaxma 1 NOfAjefHAKA
HeIpe/iBU/bMBOCT BPEMEHCKIX YCIOBa,
Kao [IefI0Batba npupode, MOT'Y Ce BUETHU Kao
feo (mo)etmuke cuie y KejiroBoMm peny, kao
YMH CMeWmared aHapXuuHuX 6pedHoCmu y
c110600y ceux enemenama, ykmwy4yjyhu cruo-
600y meduja, uzsohaua, okpyicera u nyoau-
Ke, a Kako OU, K6ANUMEMOM CONCMBEHUX
npupoda, donputeny HEOMETAHO] y3ajaMHO]
HPOXUMAaHOCTHU K0ja popmupa Komnuex-
cnocm cxnona peanusayuje.’* OgaocHo,
Keji1 ka0 yMeTHUK pefieHNIIE ¥ IIOHOBO
BpefHyje xaoc, cxBaheHn xao ogHOC u3Me-
by pena n Hepena, y KOHTEKCTY HellOCpef-
HOCTHU CBaKOJHEBHOT XMBOTa Koju [loan
Peranek HasmBa (no)emukom KomnaeKcHoz
peanusma.

OcHoBy KejiioBMX TeOpHjcKMX Hammca u
YMETHMYKMX IPaKCH YMHUJIO je 3aHUMambe
3a IpylITBeHa KpeTama, IOMUTNYKA YBe-
pema 1 OTKpUBambe MeXaHM3aMa HbUX0BOT
Je/IoBarba Ha YMETHOCT, Te M3Ha/TaXXKembe



IyTeBa CyIpOTHOT cMepa — Moryher ymer-
HMYKOT JefoBama Ha ApymTBo. Ho, Kejir
HUKaJja Huje 610 MOMUTUIKN aHTaXXOBaH
YMETHMK Y yOoOM4ajeHOM CMUCITY OTBOpe-
HOT cyKo0a, jep caM HIje BepoBao y Moryh-
HOCT TO3MTHUBHOT MCXOJa TaKBe BPCTe
CYIpOTCTaB/bama AYOOKO YKOpemeHUM
ApyWTBEeHNM 1pobreMnma. CBOjUM fenu-
Ma Huje JKeJleo Ja IMOHY/U TOTOBA pellema,
y Koja Takole Huje BepoBao, Beh fa mocra-
BJ TIpaBa NHUTama, Y IpaBOM TPEHYTKY,
Koja he cBojuM fenoBameM y YMETHOCTH 1
y APYUITBY HONPUHETU eBOMYLVjU CBECTH,
OJTHOCHO TTpOMeHaMa Koje 61 More fia ce
morofie y yMy cBakor mojenuHIja. OFHOCHO,
KejijoB ApyumITBeHN aHTa)kMaH ¥ HAYMHA
YMeTHMYKe IIpaKce TIpe 61 ce Morm medu-
HUCAT! Kao MHAMPEKTHN — Kao CTBapame
My3HKe Koja 61 OTBOpM/Ia yMOBe JBYAY Ka
HOBUM JPYLITBEHVM ¥ yMETHUYKUM MOT'yh-
HocTuMa. Iberosa nHTepecoBama 6mma cy
yCMepeHa Ka Tparamwy 3a II0CTOjalbeM Koje
je caM medmHMCA0 Ka0 aHAPXUYHO — HE Y
cmucity 6e3o63upHor camonosnahusama,
Beh ,HeoMeTamwa” NIPUMEHEHOT Ha YMeT-
HoCT (Kako O6u ce oHeMoryhuo fieoBame
»yKyca” U eCTeTCKUX CyJ0Ba Ha CAM HUB0M
KOjU J#U6UMO) VI TIPIMEHeHOT Ha CBaKOJIHe-
BUIIY Ka0 CaMOJMUCIMIIIMHA KOja yMambyje
TenoBame era Ha IIOCTOojame APYTUX Mojefu-
Hana. Vpaeje Heomemarnocmu v mehycobHoz
NpoXUMAarba CTOje y HEpPaCKUAMBOj Be3u ca
KejiroBuM nmoumameM nocTojama: JKusmwerve
3a Heky cmeap 3Hauu 0a je y céom yenmpy. To
3a c060M N06NAUU HEOMEMAHOC U Y3ajam-
Ho npoxcumarve.>

Y morneny npeTXomHO pasMoTpeHux Kej-
JOBVIX JPYLITBEHNX M IOTUTUYKUX YBepeba
U yMETHUYKUX IIOKYIIAja peanusanuje foce-
3ama Mojena »oosmer gpymrsa’, HPSCHD
je IpefiCTaB/bao PEIINMKY TaKBOT IPYIITBA
y manoMm. Vjeje HeOMeTaHOCTM U y3ajaM-
HOT TIpOXXMMaba O61yIe Cy mapafgurMaTcKu
peanusopaHe y Meh)yco6HOM camocTojamy, y
CMIUCITY Qy/IepOBCKOT U300Uma: 3BYYHUX U
BU3YeTHUX MaTepujasa, HaCTT0jeHOM )KIBOM
HacTyIy usBohada, KOMIIjyTepCcKu TeHepu-
caHe MY3MKe, OTPOMHOM 6pOjy IPUCYTHUX
y IyOMuIy, Koju Cy OV U3N0XKEeHN 00MTby
HajpasaMINTUjUX BPCTA BU3YETHUX CaJ|piKa-
jan nmogcrunaja. HPSCHD ce Huje 3aCHMBAO
caMo Ha TPeHYTHOM (pM3NIKOM HaCTIOjaBa-
Y MHOTOCTpPYKe peamHoCTH, Beh u Ha Bep-
TUKaJTHOM TEeMIIOPa/THOM Hac/lojaBamby Kpo3
BEKOBe.

Keji je, 3ampaBo, BepoBao y yIINB ,,yMeT-
HIYKOT” JyXa y IPYIITBEeHA KpeTarma, OffHO-
CHO 71a je To6obIIambe y IIeIoM CBeTy Moryhe
OCTBApUTH He IVPEKTHNUM aKIjMjaMa Tpy-
ne /byny, Beh pasBojeM 1 mpoHamakemeM
HOBJVX HauMHAa 3ajefTHNYKOT pajia Ha CTBa-
pamy 1 n3Bohemy Mysuke.

KomnoHoBame, nsBoheme 1 cymmame pefcTaBbajy pas-
manta Moryha mckycrsa. Keji je, cxogHo ToMe, cMarpao ga
Cy HOKYIIaji fla Ce Y TO30PUINTY ,,peaTHOCT NPENCTaBU Kao
jemMHCTBEHa, HeyTeMe/beHN 1, 3alIpaBo, 6eCMIICTIeH N, Te [ja ce
Tpeba ycMepuTHI Ka CTBapamy MO30PHIITa KOje OTKpUBa pear-
HOCT KaKBa OHa U jeCTe — MHOTO3HaYHa.

Y jemHOM 6€CKOHAYHOM U JleIleHTPaNn30BaHOM YHIBEP-
3yMY, YOBEeK/YMEeTHUK I'yb6U CBOjy LIEHTPaIHy IO3ULN]Y U
IIPpMBUJJIETOBAH IIOI/IEN] HA CBET — YOBEK BUIIE HI/[je OCHOBHO
MepUIO CBeTa. AKO ,,peaTHOCT” TOT UCTOT CBETa IIPOIasy KPo3
CTaJIHY IIPOMEHY, YOBEK je He MOXKe CIIO3HATU jeJTHOM 3ayBeK
Kao KOHauHy KaTeropujy: ,becxonauno ucmpascyjme u ocma-
Hume nonusnu.>® OBy yory ,,ckpoMHor nocmarpada” Keji je
IIpOIIOBENA0 HA BUIIE HAYNMHA — HOCTaBIbajth/I InTama, 1npe
Hero jajyhu oprosope, Hemajyhu ,Humra ga kaxke” 1 rajehn
Y jaBHOCTM OfIHOC HE3aMHTEPECOBAHOCTM IIpeMa JUKTATIMa
MOJEPHUCTUYKOT €ra.

Ca pyre cTpaHe, UCTOpUja IOCTOjarba CIOOOJHOT HOje A1 H-
1ja, HeonTepehenor npunapnourhy rpynu, rakohe nma coje
KOpeHe Y eBPOIICKOj MOIEPHOCTH — Y K/TACUYHOM Nubepanu-
3My, 4lje Cy OJ/IMKe, Ko IITO je peueHO Y OBOM Pajy, ayTo-
HOMUja, 1360p, BO/ba 32 Pa3yMOM, IIPaBfa Kao YeCTUTOCT I
OIICYyCTBO HOTpe6e 3a ynpaB/badyKM OPYIITBEHNM U IIOIN-
TUYKUM Tenuma. OBako IIocMaTpaHm, KejLIOBO IIOINMTUYIKO
yBepeme ¥ YMETHUYKO Jle/IoBakbe He TIPeJICTaB/bajy PacKup
ca MOAEPHUCTNYKNM HAYNHOM MUIJbEHA, Beh IIpe€ HacTaBaK
BEroBor paSBoja Y OKBUpPMMA XETEMOHNCTUYIKNX ITOINUTNY-
KMx GopManuja; mpe /by pa3Boj MOfIepPHI3Ma, HETO HEroBO
OKOHYaIbe.

Mysukonouika muteparypa omncyje HPSCHD xao merno
JMIIEHO jeTHOT IeHTpa U jeffHe (POKaTHe TauKe, 3aCHOBAHO Ha
capammn n CaHOCTOjaH)y HaC}IOjeHI/IX BU3YE/THUX 1 ayAUTNB-
HIX KOHCTUTYEHATa Jie/la, Kao K0MabopaTMBHO M XeTePOTeHO,
Te7nIo Koje M3pacTa Ha ONTVMU3MY 300T TEXHOMTOIIKOT HaIIpeT-
Ka 1 MeK/TyaHOBOT KMOEPHeTCKOT CBeTa, Te JIeI0 Koje ,,Halla-
Ia” ,,BICOYaHCTBO” BUCOKE YMETHOCTH U BPIIM IIPEUCIIUTUBA-
e ayTOPUTAPHUX IVIACOBA U BeIMKIX HapaTHBa, 0COONMHE Koje
611 ce MOT7Ie OffpeiUTY Kao MOCTMOJIepHe.

Hpyru ayropu, oBogehnu y Besy HelocTojame JUPEKTHOT
KejitoBOr MOIMTMYKOr aHra)XMaHa, y yoOu4ajeHoM CMUCITY
no6yHe 11 OTBOPEHOT Hamlaja, ca OfCYCTBOM HeTOBOT pajia
ca ¢pparmeHTNMa UcTOpUje U punosoduje APymTBa U KyI-
TyPe, OJHOCHO Ca OfICYCTBOM MHOTOCTPYKOCTH IIOCTMOfIeP-
HUCTUYKMX ITTacoBa, ofpebyjy KejiioBo peno xao, mpe cBera,
MofepHUCTIYKO. Takobe, HemopenyBo MPUCYCTBO IIEHTPaTHE
nosunuje KejiroBor era u \eropo HacTojambe la ce IIOCTaBy Ha
JIACTY ,BEIMKNX JieIla UCTOPYje MY3UKe, OTHOCHO Ja yIIOTpe-
60oM kaHOHa 06e36e111 ce61 Hac/IeTHO MeCTO Y ICTOM, Y JINTe-
paTypu ce TymMade Kao TUIINIHO MOJAEPHUCTUYKE OJIMKE.

3ampaBo, Moxxza 6u ce KejiioBa npeja u peanmnsannja ga Kpo3
FICTO OBO JI€JI0 jaBHO ,,0NMUTPa’ CBOje YCTONMMUEHE I TPty
y KaHOH 3aIaJJHOEBPOIICKe TPaauIje, C 063MpoM Ha HaunHe
Te peannsalyje M yBeK IPUCYTaH XyMOP OBOT ayTOpa, MOI/IN
CMaTpaTy yIpaBo MOCTMOJIEPHO OPMjeHTUCAHMMA, OHOCHO
CMaTpaTy pe3ylITaToM CaMOCBeCHe MTPe MOEPHUCTUUKUM
KOJOBMMA 11 YMHOJKaBambE€M COIICTBEHNX 3HAKOBA. OI[HOCHO,
aKo pazymemo nocmmoOepHU3am Kao Oujanoe ca MoOepHUIMOM
KOjU U3HOCU U3BecHe, C60jespeMeHo NOMUCHyme, n0jaéHOCMU,
Kao u npobujarve NPpexo re206UX paHuLd, 0HOA je mo oujanoe
y xome je Keju seoma axmusan yuecrux.”’ Keju je cBojy ymer-
HUYKY IO03UIMjy fepMHNCA0 Y IBa AVjaMeTPaTHO CyIPOTHA
IpaBIia — C jefHe CTpaHe 6110 je ,3€H I'ypy y 67a)KeHOM He3Ha-
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mypucano oHo cada jecme u moey, maxohe, 0a paoum y roemy
kao wimo he, ca nyno nade, 0HO OUMU HECMPYKIMYPUCAHO Y
6ydyhnocmu.>®

Ceem je O.K. xao wmo je: pad 0a ce yuunu 0a céem 6yde
O.K.®

HanomeHe v untupaHa nutepatypa
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Abstract: In this study I have tried to emphasise the
deflection that occured in the Cage’s creative prac-
tice since the fifties - the shift from musical medi-
um towards performing and theatrical work. The
study introduces Cage’s body of work by placing it
in the turbulent creative decades at the beginning
of the 20th century, then offering short chronolo-
gical overview of the development of his composi-
tional practices and theoretical works. Beginning
with composer’s discovery of rhytmic structure as
an open, neutral frame for the content of work, the
study goes on to explore his engagement in relati-
vization of the relation between sound and silen-
ce, the usage of chance operation and shifting the
focal point of his interest towards indeterminate
of the composition in relation to its performance
and concludes with the notion and creation of the
work of art not as an object but as a process. The
following part of the study deals with Cage’s insi-
ght in misplacement of the classical notion of music
medium in terms of composition and performance
into the wider frame of making an artist’s and a con-
cious being’s life a theatre. The study also explores
the relativization of the notion of boundary between
creating and living.

Considering his piece from 1969, HPSCHD, as the
focal point of my analysis/case study, I have explored
those artistic and theoretical development patterns,
as well as social and political aspects of Cage’s cre-
ative work, which are always inextricably bound to
his specific creative production. I have also tried to
prove the hypothesis of coexistence of modern and
postmodern features in Cage’s creative work, focu-
sing on the piece mentioned, which, in this specific
field of my research, stands out as paradigmatic, due
to the oppulence of its many aspects.

Key words: modernism, postmodernism, multi-
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bperosuh, ['opas, 4, 5

Bysonn, ®epyho (Busoni, Feruccio),
55

Bynes, Ijep (Boulez Pierre), 21, 22,
58, 59

Bajt, Xepu (White, Harry), 43, 45

BebepH, AnToH (Webern, Anton), 54

Buckynun, I'epu (Viskupitz, Gary), 56

Burrenmrraju, JIygsur (Wittgenstein,
Ludwig), 44

Bumep, Anroaner (Vischer,
Antoinette), 55

Bojuunh, Mnagen Tuda, 4

Bppomak, [Ipaxen, 5

T'abpujern, [Tutep (Gabriel, Peter), 13
I'mac, ®unmun (Glass, Philipe), 23
Tocrymxku, Urop, 21, 27

NMHIEKC IMEHA
INDEX OF NAMES

Tormank, JIync Mopo (Gottschalck,
Louis Moreau), 55

Iax, 5

Henuh, Cpbaw, 26

Jlusmwe jazode, 5, 11

Hun Iapnn (Deep Purple), 3
Hoctojescku, Ojomop , 57
Hparnhesuh-Ilemnh, Musnena, 4
Apyeu nauun, 5, 11, 12

Buncbej, Opxan (Gencebay, Orhan),
36

Eno, bpajan (Eno, Brian), 13
Kebeman, Vcunopa, 21, 27
3mmjanan, BecHa, 8

Hoonu, 5
Vcnamosuh, Anen, 4

Jahumosuh, Cpbhas, 21, 27

Jocunosuh, VBo, 26

Jy epyna (Yu grupa), 5,7, 8

Jynr, Kapn I'ycras (Jung, Carl
Gustav), 54

Keji1, Ilon (Cage, John), 50-63,
Kenpoy, Anen (Kaprow, Allan), 51, 58
Konnor, Knud (Colnot, Clief), 23
Kocruh, Karapusa, 50, 63

Kpoc, Ujau (Cross Ian), 44
Kymapacmabn, 59

JTanosuh, Jenena, 2, 18

Jlaymesuh, Mupjana, 14

Jle6 u con, 5,11, 12

JleBu-Crpoc, Knog (Levy Strauss,
Claude), 41

Mapuh, /by6una, 24

Mapxosuh, Jy6pasxka, 27

Mapnu, bo6 (Marley, Bob), 13

Maranen, P (Méattaanen, R.), 44

Menuh, MBana, 20-27

Mexnyan, Mapmran (McLuhan,
Marshall), 53, 57, 59

Menuje, Kopsx (Melies, Gorges), 52,
53

Mepnun, 5,8

MuwupkoBuh, Karapuna, 26

Muxajnosuh, AHa, 21, 26, 27

Mop, Tomac (More, Thomas), 54,

Moxoss-Hab, 58

Mouapt, Bondraur Amapeyc
(Mozart, Wolfgang Amadeus), 53,
54, 55, 56

Mynu, Huxo (Mooly Nico), 23

Mytn, Pukappo (Mutti, Ricardo), 22

Hewmert, Pon (Nameth, Ron), 52,
Huxkonc, Hejsup (Nicholls, David), 56

O6puh Hapa, 8

[Tapanocrh, Munnua, 26

Ilapnu samax,16

[Tapt Apso (Paart, Arvo), 24
[Tacnep, Ilen (Pasler, Jann), 56
ITnasu opxecmap, 5, 6, 8,9
Iocnedrwa uepa nenmupa, 5, 1
ITpucnu, Ensuc (Presley, Elvis), 2
[Tpuyer, Ilejmc (Prichett, James), 53,
IIpmaso xasanuwime,16

Pajm, Ctus (Reich, Steve), 24

Penpc, bepuapy (Rands, Bernard),
25,26

Peranex, I[Toan (Retalleck, Joan), 59

Pem, Pou (Resh, Rohn), 52

Pup Tomac, Arocra (Reed Thomas,
Augusta), 23

Puy, Anen (Rich, Alan), 51,

Ponune Cmoncu (Roling Stones), 3



Indeks 1mena

C spemena Ha epeme, 5, 6,9, 10

Cammrn, Kansun (Sumsion, Calvin),
52,56

Carn, Epuk (Satie, Eric), 55, 56

Curep, Yaprc (Seeger, Charles),

Cxkoyic, ITepcu A (Scholes, Percy A),
42

Cmax, 5,7, 11,

CHoy, Jlerunuja (Snow, Laetitia), 55

Cnaneac, [lemerpujyc (Spaneas,
Demetrius), 25

Credanosnh, [Iparasn, 5

Crpasuuckn, Vrop, 54

Cysyxkun, Hajsec Teutapo (Suzuki,
Daisetz Teitaro), 50

Tajm, 5, 8

Tjynop, Hejsup (Tudor, David), 50, 55

Tonbepr, Ennsaber (Tolbert,
Elisabeth), 44

Tomcon, Buprmn (Thomson, Virgil),
53

Topo, Xenpu Hejsup (Thoerau, Henry
David), 53, 56, 57

Tpajkosuh, Bractumup, 24

Tpudynosuh, Jymxo, 5

®ynep, bakmuncrep (Fuller,
Buckminster), 51, 53, 54, 57

Xajnh, Josed (Haydn, Joseph), 54

Xajmbexep, Capa (Heimbacker, Sara),
57

Xanunes, [lopa A. (Hanninen, Dora
A)

Xapucon, Hun (Harrison, Neil), 5

Xewm, Hapnc (Hamm, Charles), 54

Xunep, Jlegapen (Hiller, Lejaren), 52,
53, 55, 56

Llpsena jabyxa, 5
LIpukosuh, lopgana I1. 58, 59

Yusmak, Kpctujan, 27

[Tankepmen, Yapsc (Junkerman,
Charles), 57

[apny, Jaunujen (Charlou, Dainel),
57,58

[en6epr, Aprony, (Schonberg,
Arnold), 54, 55, 56

[onen, ®pepepuk (Chopin,
Frederick), 55, 56

[ITokxaysen, Kapnxajun
(Schtockhausen, Karlheinz), 58

Illyman, Pobept (Schumann, Robert),
54, 56



Peuyensenitiu y o6om 6pojy

IOp Camwa Pagunosuh
IOOLICHT Ha KaTe;[pM 3a eTHOMYSI/IKOHOI‘I/IjY q)aKyHTeTa MYSI/I‘IKC yMeTHOCTI/I y Beorpany

Op Mnagen Mapkosuh
poueHT Ha Karenpm 3a eTHoMysukonorujy @axkynrera Mysndke yMeTHOCTH y beorpany

Op ViBana Mepguh
HayJYHM capagHuK Mysnukonomkor nactutyra CAHY

JIp Mumxo Illysakosuh
pemoBHU mpodecop Ha Karenpu 3a Mmysukonornjy ®axynrera Mysndke yMeTHOCTH Y beorpamy



JoBana bauxosuh



TEKCTOBIM O CPIICKOJ] MY3MIIN OBJABJbEHIN Y MY3NYKOM TAJIACY
1994-2014 (u360p)

10.

11.

12.

13.

14.

Jacenka Aubenkosuh: Mysuxa je dyxosnu cmucao
susoma (o Crobopany AraHaukosuhy)

MT 6p. 1/1995, cTp. 56-60

Crnobopan Arananxosuh/Xucruna Menuh: Apxauuno
OMUBLEHO Y cadauitvem

MT 6p. 1/1995, ctp. 52-56

Ipamko Anwh: Exnora /Iyomune pajm;
KOMNO3ULUUOHE MeXHUKe, XUNOmUnosa u
MPancno3uyuja apxajckoe

MT 6p. 41/2012, ctp. 10-15

Jyrocnas bommwak/Xpucruna Mepuh: Kocmozonuja
Jyeocnasa bowrwaxa

MT 6p. 2-3/1995, ctp. 26-32

VIBan bpxpaunh: Mcmap — MHCTpyMeHTaTHY

TeaTap — TEOpUjCKa CTy/iuja O MICTOMMEHOM LUK/IyCy
HACIIEHTHUX MY3MYKIX KapUKATypa 3a CLIEHCKO
u3Bobeme y HO30pUIIHOM IEKOPY

MT 6p. 40/2011, ctp. 2-34

Mpmupjana Becennnosuh-Xodman: Tese 3a
peunmepnpemayujy jy2ocnoseHcke mysuuxe asaneapoe
MT 6p. 30-31/2002, cTp. 18-32

Mupjana Byknuesnh-3axuh: Konedapcxe necme y
ucmounoj Cpouju

MT 6p. 28/2001, cTp. 44-58

Mupjana Byknhesnh-3aknh: Mysuuxu jesux
3annarwCcKUX NacmMupcKux necama

MT 6p. 29/2001, ctp. 44-56

IOparytus Focrymxu: IIponacm mpaduyuje u 3payu
naoe (1) (o Jocudy llnesnnrepy)

MT 6p. 1/1994, cTp. 25-27

Hparyrun loctymku: Amamepu u npogecuonaniu (2)
(o Kopnennmje Crankosuh, Anojs Kaays)

MT 6p.1/1995, ctp. 48-50

Oparyrun loctymku: C one cmpane pexe (3) (o
Axcentuje Makcumosuh, Vicupop bajuh)

Cmucax 6pamcke pyke (4) (demku My3ndapm)

MT 6p 2-3/1995, cTp. 20-24

Iparytus Focrymxu: ITocnedrwa mpxa (5) (o Jocud
Mapunukosuh, Cranucnas bunnuku, Iletap Kpcruh)
MT 6p. 4-6/1995, cp. 24-26

Hparyrun loctymku: Yosex koea cmo wexanu (6) (o
CreBan Mokpamary)

Yosex xoza nehemo 3abopasumu (7) (o CreBany
Moxpam1y)

MT 6p. 1-3/1996, cTp. 28-34

Hparyrun loctymku: ITymuuyu opujenm excnpeca (8)
(o Kocta Manojnosuh, Munoje Munojesuh, Crepan
Xpucruh, Ilerap Komosuh)

MT 6p. 4/1996, cTp. 14-16

15.

16.

17.

18.

19.

20.

21.

22.

23.

24.

25.

26.

27.

28.

29.

30.

Hejan Jecnuh: ITewam (ne) spemena (0 CpICKOj
mysunu 20. Beka)

MT 6p. 1/1994, ctp. 3-5

Jacmmuka lokmanoBuh: /lasapuuxe necme y
nnanunckoj Foprwoj [uurou (1)

MT 6p. 1-3/1999, cTp. 90-104

Jacmmuka lokmanoBuh: /lasapuuxe necme y
nnavunckoj Foproj [Tuurou (2)

MT 6p. 26/2000, cTp. 82-102

Jacmuuka Joxmanosuh: O6pedro nesarve 3a
nnooxocm (nasapuye) y Jyxcroj Cpouju (3)

MT 6p. 27/2000, cTp. 3-114

Bragumup JoBanosuh: Fool Moon circle of Ground
Haramre borojesnh

MT 6p. 1/1994, ctp. 89-92

Jenena JoBanosuh: Cprcko KynmypHo u nesauxo
nacnehe I'opwee banama y Pymynuju (1)

MT 6p. 30-31/2002, cTp. 42

Jenena Joanosuh: Cprcko KynmypHo u neauxo
nacnehe Iopwee banama y Pymynuju (2)

MT 6p. 32-33/2003, cTp, 34-58

T'opan Kaneranosuh: Caxemu npuxas neymummoez
u mpazuuHoe moxa cyobute Koju je kpxxo 6uhe mane
cupete 006e0 y nHomnyHy nponacm

MT 6p. 1/1994, ctp. 112-113

VBana Komapnna: Mysuka ca 3Hauervem — pasroBop
ca JiBanoM CredaHnoBuh, ayropom npsonarpabhenor
mena Yemupu Hohna sanuca

MT 6p. 1/1994, ctp. 7-11

Hanujena Kynesuh: Cmuncku kosmononumuszam
Muxosuna Jloeapa

MT 6p. 1/1994, cTp. 98-99

Hanujena Kynesuh: Mepa y knasupckoj mysuyu
Muxosuna Jloeapa

MT 6p. 3-6/1997, cTp. 22-30

Hanujena Kynesuh: O6epon 3opana Epuha

MT 6p. 28/2001, cTp. 36-37

Byx Kynenosuh: O mopantnocmu gopme

MT 6p. 2-3/1995, cTp. 16-22

3opnua Maxesuh: Kpamesa jecen (6aner Jyzocnasa
Bommaka)

MT 6p.1/1994, ctp. 111-112

3opnua Maxesuh. O kpxkom 6uhy mysuxe u
Kknusasom cupenurom peny (o xommosniuju 'opana
Kaneranosnha)

MT 6p. 4-6/1995, cTp. 124-127

Jby6uua Mapuh: /{3 mmune nojarwe — peduTaTUBHA
KaHTaTa

MT 6p. 1/1994, cTp. 29



tekstovi o srpskoj muzici

31

32.

33.

34.

35.

36.

37.

38.

39.

40.

41.

42.

43.

44.

45.

46.

47.

48.

49.

Vrop Mapuh/Mapuja Macaukoca: Munumanusam y
ymemHuocmu

MT 6p. 26/2000, cTp. 126-138

Tatjana Mapxosuh: Xopcke pykosemu Anexce
Ilanmuha (ognuke cTua)

MT 6p. 5-6/1996, cTp. 16-24

Ana Mapkosuh: Komnosuyuje Jywana Paduha na
cmuxoee Backa Ilone y napanenusmy cmeapanauxux
noemuxa

MT 39/2010, cTp. 28-52

Mapwuja Macuuxoca: Ilopmpem ymemnuxa y
maadocmu — Munan Pucmuh (1)

MT 6p. 2-4/1998, cTp. 18-36

Mapuja Macuukoca: Munan Pucmuyh - nospamax
mpaouyuju Ha kpajy cmeapanauxkoz nyma (2)

MT 6p. 1-3/1999, cTp. 20-34

Mapunja Macunkoca: ITocnederve mpu cumponuje
Munana Pucmuha (3)

MT 6p. 26/2000, cTp. 30-62

Mapwnja Macuukoca: Munumanuzam y ymemHocmu -
noened y npoumaocm unu pasymesarve cadauirbocmu
MT 6p. 26/2000, cTp. 126-138

ViBana Menvth: Heyxsammue umnysnc cmsapanauke
Oyue (pasrosop ca [lymanom Paguhem)

MT 6p. 39/2010, cTp. 10-14

Munena Mepguh: Apxemuncke cnuke Jocuna
Crnasencxkoz

MT 6p. 4-6/1995, cTp. 92-107

Munena Mepuh: Cassexha Bnagana Pajosanosnha
MT 6p. 3-67 1997, cTp. 106-125

Munena Mepuh: Paseosop ca Bnadanom
Padosanosuhem

MT 6p. 3-6/1997, ctp. XVI-XX

Xpucrnaa Meguh: Apaxauuno oxcuemweno y cadauiroem
(pasroBop ca komnosuTopom Crob6ofaHoM
Arananxosuhem)

MT 6p. 1/1995, cTp. 52-56

Xpucruna Menuh: Kocmoeonuja Jyzocnasa bouwireaxa -
PasroBop ca KOMIIO3UTOPOM

MT 6p. 2-3/1995, cTp. 26-32

Xpucruna Menuh: Peyenyuja cmeapanauimea
Jby6uue Mapuh na Tpehem npozpamy Paouo beozpada
MT 6p. 38/2009, cTp. 2-27

Xpucruna Menuh: Josan u Bojmex @pajm y Benukom
pamy

MT 6p. 43/2014, cTp. 10-26

Xpucruna Meguh/Karapuna Tomamesnh: Mecmo
Xpucmuhesoe Backpcemwa y cpnckoj mysunu

MT 6p. 1-2/1997, cTp. 22-25

Becna Muxknh: Enexmponcku cmyouo Tpehee
npoepama Paduo Beoepada- usmehy nyxcnocmu
oncmanka u nompebe 3a npomeHama

MT 6p. 36-37/2008, cTp. 18-24

Menura Munun: Acumnmoma Jbybune Mapuh

MT 6p. 1/1994, cTp. 92-93

Munoje Munojesuh: O caspemenoj jyeocnoserckoj
cono necmu

MT 6p. 1-3/1999, cTp. 36-66

50.

51.

52.

53.

54.

55.

56.

57.

58.

59.

60.

61.

62.

63.

64.

65.

66.

67.

68.

Mmnoje Munojesuh: Jocup Mapunxosuh xao
KOMNO3UMOP CONo necme
MT 6p. 1-3/1999, cTp. 36-66
Hapexxga Mocycosa: Jybunej onepe Komrrana Ilempa
Kowosuha
MT 6p. 39/2010, cTp. 16-26
Cuexana Huxonajesuh: Oonoc usmehy Cmanxosuhese
u Kowosuhese Komrrane
MT 6p. 1-2/1997, cTp. 34-44
Bractumup Ilepuunh: Tenoenuyuje passoja cpncke
mysuxe nocne 1945.
MT 6p. 26/2000, cTp. 64-80
VBana Ilepxosuh: JTumypeuje Koprenuja Cmanxosuha
u Jocugpa Mapunxosuha
MT 6p. 26/2000, cTp. 190-191
ViBana IlepxoBuh: Koje hy necme da sanesam cmpmu
Me0joj, MUnoCmueu?
I[Tecme 3a Beueprbe GOTOCTY)KEHe Ha BE/IMKN METAK Y
CTBApaIALITBY CPIICKMX KOMIIO3UTOPA
MT 6p. 28/2001, ctp. 18-34
Munena Ilemnh: Tpaeare 3a cmucnom 38yuarea u
3Hauera — KOHuepm Komnosuyuja 3namana Bayoe
MT 6p. 1/1994, ctp. 100-101
Munena Ilemnh: JJyxosxo o63opje Jejana Jecnuha
MT 6p. 1/1995, ctp. 171-172
Heo6oja ITerposuh: Onwupruju npukas moxa
cyobune 6usyentoe caxemoe npuxasa (o geny 'opana
Kamneranosnha)
MT 6p. 1/1994, ctp. 14-16
Tujana ITonosuh-Mnabenosuh: Differentia specifica (1)
(cpricka MysuKa IIe3JeceTyX TOfMHa MPOIIIOT BeKa)
MT 6p. 4-6/1995, cTp. 28-40
Tujana Ilonosuh-Mmnabenosuh: Differentia specifica (2)
(cpricka MysuKa IIe3[eceTyX TOfMHa MPOIIIOT BeKa)
MT 6p. 1-3/1996, cTp. 36-52
Twujana ITonosuh-Mnabenosuh: Differentia specifica (3)
(cpricka MysuKa IIe3JeceTyX TOfMHa MIPOIIIOT BeKa)
MT 6p. 4/1996, ctp. 18-50
3opuua [Ipemare: Y 6opxecosckom spemery (o Jbyounu
Mapuh)
MT 6p. 1/1994, ctp. 30-33
3opuua IIpemare: Iloesuja nesana 36yxkom (KOHLEPT
xommosunyja Vsane Credpanosnh)
MT 6p. 1/1994, ctp. 99-100
3opumna [Ipemare: Y snaxy mysuxe 20. eexa
MT 6p. 1/1995, ctp. 136-142
3opumna [Ipemare: Anezopujcka cnuxa pasmuiimparea
(ayropcku kouuepT Munana Muxajnosnha)
MT 6p. 2-3/1995, cTp. 172-173
3opuua IIpemare: Tormento del mio cuore (o geny
T'opana Kaneranosuha)
MT 6p. 4-6/1995, ctp. 127-131
3opuua Ppemare: Speed (neno I'opana Kaneranosuha)
MT 6p. 3-6/1997, ctp. 32-38
3opuma [Tpemare: Cee cmsapu nocmoje Ha HAUUH
Ha Koju 6usajy onaxcene (Ilem pyxosemu Vicupgope
JKebempan)
MT 6p. 30-31/2002, cTp. 34-40



tekstovi 0 srpskoj muzici

69.

70.

71.

72.

73.

74.

75.

76.

77.

78.

79.

80.

81.

3opuua IIpemare: ITucmo u nem paemenama
Horror vacui Hatame JTanunosuh

Little Noiz Vpene [Tomosuh

MT 6p. 28/2001, cTp. 38-42

3opuua [Ipemare: Onepa o onepu — o mozyhem Hauumy
nucarba o onepu damac

(o onepu 3opa [ Vicupope YKeberpan)

MT 6p. 34-35/2006, cTp. 36-46

Bnagau PagoanoBuh: Komnonosarwe kao
ocywKusare

MT 6p. 1/1994, ctp. 19-23

Camwa Pagunosuh: Maxam-npunyun y menonoemckom
00n1UK06abY 3ANNAHCKUX jecerpiiXx necama

MT 6p. 29/2001, ctp. 34-44

Bnanaun PagoBanosuh/Munena Meguh: Cassesha,
pasToBOp O Aenmy

MT 6p. 3-6/1997, ctp. XVI-XX

Brnapan PagoBHoBuh: Enexmpoakycmuuka mysuxa y
Jyzocnasuju

MT 6p. 29/2001, cTp. 16-26

Bpanka Pagosuh: Ocobenocm u mpaduyuja mozy
3ajedHo (pasroBop ca KOMIIO3UTOPOM Bragumupom
Tommhem)

MT 6p. 26/2000, cTp. 16-28

bpanka Pagosuh: Cmesan Cmojanosuh Moxparay, y
usoaruma Josarna Opajma

MT 6p. 43/2014, cTp. 2-8

Mua Casuh/Mapuja Macuukoca: Munumanuzam y
ymemHocmu

MT 6p. 26/2000, cTp. 126-138

ViBana CramatoBuh: I7ac u meno komnosumopke

(o xomnosunuju VrisKrik. Exe Jacue Benmnukosnh)
MT 6p. 30-31/2002, cTp. 137-140

ViBana CramatoBuh: Ilocnedwu 6an Mapzapume
Huxonajesne (ViBane Ormanosuh)

MT 6p. 32-33/2003, cTp. 28-32

Amna Credanosnh: ITewam nocmmodepHoz spemena y
0aHawwoj CpncKoj my3unu

MT 6p. 1/1994, ctp. 4-7

Amna Credanosnh: Apxauuno, modepHo u nocmmooepHo
- 0 HajHOBM]jOj cTBapanaukoj ¢pasu y onycy Jbybuie
Mapuh

MT 6p. 1-2/1997, ctp. 10-20

82.

83.

84.

85.

86.

87.

88.

89.

90.

91.

92.

93.

94.

95.

Ana Credanosuh: Konyepm 3a 060y Bractumupa
Tpajkosuha

MT 6p. 2-4/1998, cTp. 38-40

Ana Credranosuh: Hanucu Munoja Munojesuha o
cono necmu

Ana Credanosuh: Mapeunanuje Munojesuhese
80KaNHe TUpUKe

MT 6p. 1-3/1999, cTp. 97-98

VIBana Credanosuh: O peuuma /bybuve Mapuh
MT 6p. 1/1994, ctp. 97-98

VIBana Crepanosuh/VBana Komaguna: Mysuxa ca
3Haverem

MT 6p. 1/1994, ctp. 7-11

Iparana Crojanosuh/Hosuuuh: ITucana peu
bepucnasa Ilonosuha — unmenexmyanHo-ymemHuuKu
Kpedo

MT 6p. 34-35/2006, cTp. 16-34

Karapuna Tomamresuh: ITpesckasamme 13 mpouiocTn
- Je¢pumuja Jlazapy, xkantara [lejana Jectimha u
Cumonuoa, onepa Cranojna Pajuanha

MT 6p. 5-6/1996, cTp. 26-30

Karapuna Tomamesuh/Xpucruna Megyth: Mecmo
Xpucmuhesoe Backpcema y cpnckoj mysumu

MT 6p. 1-2/1997, ctp. 22-25

Brapgymup Tonmth/bpanka Pagosuh: Ocobenocm u
mpaouyuja mozy 3aje0Ho

MT 6p. 30-31/2000, cTp. 16-28

Brapgymup Tounmh/Mapuja Macauxkoca:
MuHMMaIM3aM y yMETHOCTY

MT 6p. 26/2000, cTp. 126-138

JoBan hupunos/Mapuja Macaukoca: Munumanuszam y
ymemHocmu

MT 6p. 26/2000, cTp. 126-138

Mapuja hupuh: /Iyomuna Opajm u punmcka mysuxa
MT 6p. 41/2012, ctp. 16-25

Cpban Xodman: Yuympausrwe cnywiarve u uHMUMHO
npoHanaxceroe

MT 6p. 23-24/1995, ctp. 10-15

Mumixo Ilysaxosuh/Mapuja MacHuKoCa:
Munumanusam y ymemuocmu

MT 6p. 26/2000, cTp. 126-138



10.

11.

12.

13.

14.

15.

16.

17.

TEKCTOBU Y TEMU MY3MKA U JIPYTE YMETHOCTH (CIIMKAPCTBO,
APXUTEKTYPA, KIbVDKEBHOCT, ®1JIM) OBJAB/bEHI Y
MY3YKOM TAJIACY 1994-2014 (n360p)

Jlygano bepuo: Ilpuya, nmpuya — o ogHOCy u3Meby
MY3UKe U TeKCTa

MT 6p. 3-6/1997, cTp. 15-22

Hurep bopxmajep: Mut o Equny u ITpcmen
Hubenynea

MT 6p. 5-6/1996, cTp. 56-68

Xepubept bpnukman: Kaupnuckn u [llenbepr -
ILYXOBHO cpoficTBa usMeby cnmkapa u Mmysndapa
MT 6p. 2-4/1998, cTp. 56-61

Kerpun beprepon: Menncanjnnaa Kkoca unm HeBoJ/ba
y AJIeMOHJM — IOCTMOJiepHa aneropuja y KommvHoj
ortepu (ebrcu 1 MeTepnnHk)

MT 6p. 34-35/2006-2007, cTp. 78-88

ITeTap bunrynan: Janadek u mweros Ilan bpoyuex
MT 6p. 4/1996, cTp. 60-64

ITjep Bynes: Ileneac u Menucanoa — ogbnecuu ([Jebycu
u MeTep/InHK)

MT 6p. 3-6/1997, cTp. 74-84

ITjep bynes: Ilytame — PaBen, CrpaBuHcky, lllen6epr
(MamnapMe, jalmaHcKa M pUKa)

MT 6p. 1-2/1997, cTp. 68-77

Puyapn Bepan: Mysuuku yrunaju kop ITayna Kiea
MT 6p. 1/1995, cTp. 86-98

Xepany Bepman: Tomac MaH u fopexadoHuja

MT 1-3/1996, cTp. 76-79

Kapn Janxayc: @MKTHBHA JBaHA€CTTOHCKA TEXHMKA
(o Tomacy Many u Mysumu)

MT 6p. 1-3/1996, cTp. 79-86

Kapn anxayc: CTpyKTypa AUCXapMOHIYHOT Y
yMeTHIYKMM XapMoHujaMa Illen6epra u Kangunckor
MT 6p. 2-4/1998, cTp. 65-78

Kapn Janxayc: Op mysuuke fpame o onepe nucaHe
Ha KIBJDKEBHU TEKCT

MT 6p. 32-33/2003, cTp. 66-74

Ypnux Iubenujyc: Mysuka u Mackapaja — y3 olepy
‘Bepbha Jlureruja Le Grande Macabre

MT 6p. 1-3/1999, cTp. 112-116

Ockap 3ajpnmus: [ereoBa Yapobra gpyna

MT 6p. 1-2/1997, cTp. 60-66

Janmjema Kynesuh: Mysnka 4eTBpTe nMMeH3uje
Anexcanoap Hescxu Cepreja Ejsenmrajua n Cepreja
ITpoxodjeBa

MT 6p. 2-3/1995, cTp. 84-106

IMredan Kynue: Akumja u koHTeMIUIanyja (Monapr un
IlMnkanenep)

MT 6p. 4-6/1995, cTp. 59-62

Bacwmmj Kaagnuackn: Cnuke — KOMeHTapu Ha
Illen6eproBy Hayky o xapmoruju

MT 6p. 2-4/1998, cTp. 56-65

18.

19.

20.

21.

22.

23.

24.

25.

26.

27.

28.

29.

30.

31

32.

33.

34.

Mepn Knunrep: Mysuka 1 Io30puIITe Kao
nHcnupanuja Bunmujama Xorapra

MT 6p. 29/2001, cTp. 82-90

Cno6opan Jlazapesuh: Illko/pka n exo (Tomac MaH u
MY3UKa)

MT 6p. 38/2009, cTp. 42-50

Beph Jlureru: O Hactanky onepe Le Grande Macabre
MT 6p. 1-3/1999, cTp. 110

Muxaen Man: Myswuuku cuMmbonusam y Jokmopy
Paycmy Tomaca Mana

MT 1-3/1996, cTp. 72-76

Amna Mapkosnh: Komnosunuje [lymana Paguha na
ctuxose Backa Ilome y mapanennsmy cTBapanadkmux
IoeTnKa

MT 6p. 39/2010, cTp. 28-53

Mapwnja MacHuxkoca: [IpamarypIika yclI0B/bEHOCT
XyMopa y onepu 3ambybmeH y mpu HapaHiye

MT 6p. 4/1996, cTp. 64-70

Mapwnja MacHukoca: MyHUManu3aM y yMETHOCTHI
MT 6p. 26/2000, cTp. 126-140

ViBana Menuh: Csemnocm — KOCMUYKO-PUTYaTHU
teaTap Kapnxajana IllTokxayseHna

MT 36-37/2008, cTp. 52-86

VBana Menuh: Vignotu, hasonu u rpemrnuiiy — omnepe
Andpepa IIunTKea

MT 6p. 42/2013, cTp. 10-22

Munena Mepguh: Mutcku obpasal; 1 My3uKa Toka
cBectu (Muwuexusawe Apronpa lllenbepra)

MT 6p. 1-3/1996, cTp. 62-72

Munena Mepuh: ApxeTnicke cnmke Jocuna
CrnaBeHCKOT

MT 6p. 4-6/1995, cTp. 92-110

Munena Mepguh: Mutcku cBerosu VMropa
CTpaBMHCKOT — MY3M4YKO-aIleHCKe BU3Mje MUTOJIOIIKe
IIPOLIIOCTH

MT 6p. 26/2000, cTp. 140-161

I'matep Metken: C oBe cTpaHe HECXBAT/bUBOT

— Jloenepun

MT 6p. 28/2001, cTp. 74-78

Cuexana Huxonajesuh: Onnoc nsmehy
CranxoBuhese u Kowosuhese Kowmane

MT 6p. 1-2/1997, cTp. 34-46

Anexcanpap Huxonnh: ITjepo meceyap/mecuux JleHry
MT 6p. 42/2013, cTp. 24-32

Jenena Hoak: Bepemep y Mpexxu o3HaunTeba

MT 6p. 29/2001, cTp. 68-82

Ilon Ibycam: Xauc IIpunnep, Tomac Man u Yapobru
bpee

MT 32-33/2003, cTp. 74-81



tekstovi 1z teme Muzika 1 druge umettnosti

35.

36.

37.

38.

39.

40.

41.

42.

43.

Hparomup Ilanagonynoc: Ilanecmpuna XaHca
[Ipnunepa

MT 6p. 32-33/2003, cTp. 82-86

I'murep Iletepc: Y3Buinena 030M/bHOCT y UTPU —

o cumbonuma y onepckoM nnknycy Ceemnocm
Kapnxajuua IllToxkxaysena

MT 6p. 36-37/2008, cTp. 86-98

Kapro IInpuna: Muxkenanbeno — mysuka un
MaTeMaTHKa Hberosor nobda

MT 4-6/1995, cTp. 68-80

IIpemun IlerpoBuh: Jyrenpncrun y Yemepmoj
cumgporuju I'yctaBa Manepa

MT 6p. 1-3/1999, cTp. 116-142

Twujana [Tomosnh-Mnahenosuh: Ileneac u Menucanoa
- oIlepa YIM aHTHOIepa

MT 6p. 3-6/1997, cTp. 54 ~74

Bbpanka Pagosuh: Mysuxka y Tpasuuukoj xpornuyu Visa
Anppuha

MT 6p. 40/2011, cTp. 34-42

Bpanka Pagosuh: Y cBakom 6uhy cBeTin 60>xaHCKa
uckpa (Janayek u JloctojeBckm)

MT 6p. 1/1995, cTp. 82-86

Joaxum Paj6ep: JIubpero /leou Mazbem u mwerosa
JUTepapHa OCHOBA

MT 6p. 2-4/1998, cTp. 52-56

Hurep Pexcpor: O sxuBory ca cmphy (Yapobra ppyna)
MT 6p. 4-6/1995, cTp. 62-64

44.

45.

46.

47.

48.

49.

50.

51.

52.

Exapp Penke: YMeTHMuUKa Mana ca HOTHUM C/IMKaMa —
pasrosop ca Hephom JIurerujem

MT 6p. 1-3/1999, cTp. 17-20

VBana Cramarosuh. [Tocnedwu 6an Mapeapume
Huxkonajesne — xommosunuja Vpane Ormanosnh
(bynraxos, I'ete, TapanTuHO, MaH4eBCcKY)

MT 6p. 32-33/2003, cTp. 28-34

Ana Credanosuh: Pierrot lunaire Apuonpa lllen6epra
@

MT 6p. 1/1994, c1p. 35-49

Ana Credanosuh: Pierrot lunaire Apuonpa lllen6epra
@

MT 6p. 1/1995, cTp. 62-82

Amna Credanosuh: Pierrot lunair Apaonpa lllen6epra
®)

MT 6p. 2-3/1995, cTp. 34-72

IIntep ®panknun: IlocmpTHM puTyanu — Manep u
MuuxujeBny

MT 6p. 30-31/2002, cTp. 86-90

Jynut @pubenr: Ycam/peHOCT 1 /by6aB — TUTEpapHU
KoHTeKCT 3amka ITnasobpadoe

MT 6p. 34-35/2007, cTp. 90-108

Aryna Yamnan: O yemy ce pagu y YapobHoj ¢ppynu
MT 6p. 4-6/1995, cTp. 54-59

Xenmyrt [Imut-Tape: Hebucy u MeTepnuHK —
HofyapHOCT oceharba 1 HEIOy ZapHOCT JejcTBa

MT 6p. 3-6/1997, cTp. 84-90
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