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Peu ypenHuue
Editor's Note

ema bpoja 22 ,YpbaHa 38y4Ha ekonozuja” uHcQupucaHa je
TMebgHapogHUM Gpojexitiom ,38y4Ha exonoiuja Zpaga — Ypbaru
38y4HU dej3axu bepHa, Jbybseare u beozpaga’, koju puHaHcupa
eajyapcka HayuoHanHa ¢oHgayuja 3a Hayky (SNSF) y oksupy
dpozpama (SCOPES). Mysukonowku urciuiiyi CAHY jegat je og dipu
yyecHuka Ha Upojekiy, y3 [edapiMaH 3a my3ukonoeujy YHusep3suiea
y bepry u Mkcluutiy 3a urltiepgucyulnuHapHe ciiyguje CnoseHayke
akagemuje Hayka u ymeliHOCIU. ¥ ok8upy 080 UHOBALLIUBHOZ
tpoeoguuurses tpojexiua to Upsu Gyl cy GapanenHo cCHUMAaHu u
aHaNU3UpaHU 38y4HU ambujeHitiu tpu egpolicke pectioHUYE, Kao U HaYUHU

Ha Koje ce 08U ambujeHiliu Merbajy tog yiiuyajeM gpywiiieeHUx GpoMeHa.

e main theme of the volume 22 “Urban Sonic Ecology” is inspired by
7_/;he international project “City Sonic Ecology — Urban Soundscapes
of Bern, Ljubliana and Belgrade’, financed by the Swiss National Science
Foundation (SNSF) within their SCOPES program. The Institute of
Musicology SASA is one of the participants in this project, together
with the Institute of Musicology, University of Bern, and the Institute for
Interdisciplinary Research, Center for Scientific Research of the Slovenian
Academy of Sciences and Arts, Ljubljana. This highly innovative three-year
project, during which the soundscapes of three European capital cities
(Bern, Ljubljana and Belgrade) were recorded and analyzed comparatively
for the first time, demonstrates how soundscapes and ambiances are

modified under the influence of social and cultural changes.
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PEY YPEAHUIIE

Tema 6poja 22 Ypbana 36y4na eKxoA02Uja MHCIIUPHCAHA je Mel)yHapOAHIM IpojeKTOM
City Sonic Ecology — Urban Soundscapes of Bern, Ljubljana and Belgrade [3pyuna
ekoAormja rpasa — Yp6anu 3Byunu nejsaxu Bepna, oybmane u Beorpapa], xoju
dunancupa IlIBajiapcka HaypoHaaHa poHAuHja 32 HayKy (SNSF) y oxsupy nporpama
capaamwe ca semmama ucroure Espone (SCOPES). My3uKOAOIIKH HHCTUTYT
CAHY jepaH je op Tpu yUeCHHKA Ha IPOjeKTy, y3 AemapTMaH 3a My3UKOAOTH)Y
Yrusepsurera y bepny, IlIsajuapcka, u VIHCTUTYT 3a HHTepAMCIUIIAMHAPHE CTYAHje
CaoBeHauKe akapeMHuje HayKa M yMeTHOCTH y /oybmann, CaoBennja. OBaj MHOBaTHBaH
TPOTOAMIIBY IIPOjeKaT, y OKBHPY KOjer Cy IPBH IIYT MaPaACAHO CHUMAHH H
AHAAMBHMPAHH 3BYYHH aMOMjeHTH TPH eBPOIICKe IPECTOHMIIE, KA0 M HAYMHHU Ha Koje ce
OBV aMOHjeHTH MeHbajy II0A YTHIIAjeM TPaH3UIJMOHUX 1 ADYTUX APYIITBEHUX IIPOMEHA,
3aII0YeT je 2014. TOAMHE U CaAd YAA3H Y 3aBpUIHY (asy. Pesyararu ucTpaxkusama
CIIPOBEACHHX TOKOM OBe TPH TOAUHE IIPe3eHTOBAHH Cy Ha BEAMKOM Opojy KOHrpeca
U KOHepeHIHja IIPOM CBETa; jeAaH A0 PapOBa IIPOUCTEKAMX U3 OBOT IIPOjeKTa
IyOAMKOBAH je 2016. TOAMHE Y CIIeL[HjaAHOM 6pojy caoBeHaukor yacormca Muzikoloski
zbornik / Musicological Annual, a Apyru peo ce objaBayje capa. Qunasnu pesyaratu
oBoT npojekTa 6uhe KoAekTHBHA MOHOTpadHja K 3ByUHE Malle CBE TPU IIPECTOHHIIE.
Kao ypepnnna saconuca MysukoAozuja 1 pyKOBOAUAAL, 0€OrPaACKOT THMA IIPOjeKTa
38yuna exorozuja epada, saxsasyjeM ce porpanuju SNSF Ha puHAHCHjCKOj mOAPIILIH,
a Yuusepsurery y Bepny n npod. ap Bputu Csepc (Britta Sweers) Ha AOTHCTHYKO]
U CBaKOj ApPyroj momohu.

Paposu y pybpunu Varia nocsehenu cy pasHOpOAHHM TeMaMa Be3aHHM 32 IIHPOK
AHjaIta3oH CPIICKe M MHOCTPAaHe YMEeTHHYKE My3HKe OA CPeAIber Beka A0 AaHac. ITopep,
3BYUHUX TAHOPaMa ypOAHUX CPeAMHA, jOIII jeAHA HHOBATUBHA 0OAACT MCTPAKHBakhA
OTBOpEHa OBOM IIPHAUKOM jecTe IPOyYaBame aKyCTUKe CPEAHOBEKOBHUX CPIICKHX
IIpKaBa; TPOje ayTOpPa, PABAMYUTHX CIIEIMjaAu3alinja, 6aBHAO Ce HCTPaKUBAbEM
npkseHe akyctuke. Karapuna Tomamesuh ce ocBphe Ha aeaaTHOCT AparytuHa
TocTymkor y Be3au ca IpBUM KOHIPECOM CeMHOTHYApa My3HKe, OPTaHU30BAHUM
npe 44 ropune y beorpaay, y unjoj je oprarusanuju [ocTymmkm, Tapallmbu AUPEKTOP
Mysuxosomxor uacturyra CAHY, akTHBHO y4ecTBOBao U UHje Cy HACje Y BEAUKO]
Mepu 60juae oBaj KoHrpec. Koaera ca Yuusepsurera y Kocosckoj Murposuiy, Camra
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Boxxupapesuh, pasmarpa pesarHocT HacaepHrka CreBaHa MoKparsIia — KOMITO3UTOPA
XOpCKe My3uKe KOjH Cy CTBAapaAM PYKOBETH M CPOAHE pOpMe Y AelleHHjaMa IocAe
Apyror ceeTckor paTa. AMepuuka ayTopka Epuka Xackea mpoydaBaaa je Mopeae
¢unaHCHpama My3udkux pecrusasa y CapajeBy, raaBHOM rpapy cyceane bocue
u XepIieropuHe, y AelieHUjaMa HAaKOH NMOTHHCHBaka AejTOHCKOr CIlopasdyMa, u
3AKASYYMAQ AQ CYy MHOCTpaHe aMbacae, Kao TAABHHU CIIOH30PU $PeCTHBAA], MHCHCTHpPAAe
HA MHTePHAIIMOHAAHMM IIPOrPaMKMa 1 3200MAQKEY ACAUKATHUX TeMa, Y IIHAY
pernoHasHor nomupema. Hajsas, Musena Meauh mpoydasa mojam Meaanxoauje y
peHeCaHCHUM UTAaAMjaHCKMM MAaApPUraAuMa, Kopucrehu Beanxu 6poj npumepa us
OCTBapema Haj3HAYAjHUjUX CTBAPAAAIIA OBE, AAHAC [IOMAAO 3a00paBreHe, eIIoxe.

Py6puxa Hayuna kpumuka u noAemuka AOHOCH TIeT OCBPTA Ha HAjHOBHja H3Aamkba
Be3aHa 32 CPICKY KYATYPY U TPAAUIIH]jY, OAHOCHO 32 AGAATHOCT HANIMX HAyYHUKA
y MHOCTPAHCTBY, AOK ce y pybpuuu In memoriam Meanta MuANH ompaImiTa oA
akapsemuka Baactumupa Tpajkosuha, Beankana cprcke Mysuke XX u XXI Bexa.

Y uMe 4AQHOBA peAaKIfHje U CBOje AUYHO, 3aXBasyjeM ce Koaerama us Cpbuje u
HMHOCTPAHCTBA KOjH CY, Y CBOjCTBY pelleH3eHaTa, YUTaAU PapOBe IpUIIpeMreHe 3a
0Baj OpOj U AAAM BEAVIKH 6POj KOPUCHUX CYTeCTHja 3a BUX0BO nobomsmarse. Takole,
JKEAUM CPAQYHY AOOPOAOLIAMITY HOBHM YAQAHOBHMMA Mel)yHapOAHOT H3AQBaYKOT CaBeTa
Mysuxoarozugje.

Y Beorpaay, 1. jyHa 2017. ropuHe
Ap MBana Meauh, raaBHa 11 OATOBOPHA ypeAHHITA



EDp1TOR’S FOREWORD

The main theme of the volume No. 22 Urban Sonic Ecology is inspired by the interna-
tional project City Sonic Ecology -- Urban Soundscapes of Bern, Ljubljana and Belgrade,
financed by the Swiss National Science Foundation (SNSF) within their SCOPES
program. The Institute of Musicology SASA is one of the participants in this project,
together with the Institute of Musicology, University of Bern, Switzerland, and the
Institute for Interdisciplinary Research, Centre for Scientific Research of the Slovenian
Academy of Sciences and Arts, Ljubljana, Slovenia. This highly innovative three-year
project, during which the soundscapes of three European capital cities (Bern, Ljubljana
and Belgrade) were recorded and analyzed comparatively for the first time, demon-
strated how soundscapes and ambiances were transformed under the influence of tran-
sitional and other social and cultural changes. The project began in 2014, and it is now
entering its final stage. Results of the research conducted over the three-year span were
presented in a number of international congresses and conferences all over the world,
from Japan to Brazil. Several articles were published in the Slovenian journal Muziko-
loski zbornik / Musicological Annual. in 2016, and the second group of articles is published
in the present volume. The final results of this project will include a group monograph
and sound maps of all three cities. As the new Editor-in-Chief of the journal Musicology
and Head of the Belgrade team of the project City Sonic Ecology, I would like to express
my sincerest gratitude to the SNSF for their generous financial assistance, and to Head
of the project Prof. Dr Britta Sweers for her immense support and numerous exceptio-
nally productive professional exchanges.

Articles in the rubric Varia are dedicated to various topics related to a wide range
of music from the Middle Ages to the present day. Aside from the sound panoramas
of the urban environments, another innovative area of research opened on this occa-
sion is the research on the acoustic of Serbian medieval churches. Three authors with
different specializations studied the church acoustics, and they are presenting results
of their joint investigations for the first time. Katarina Tomasevi¢ writes about the
activities of Dragutin Gostuski in relation to the First Congress of Semioticians of
Music, organized 44 years ago in Belgrade. As the Director of the Institute of Musi-
cology SASA at that time, Gostuski actively participated in organizing this congress
and his ideas greatly influenced its structure and scope. Sasa Bozidarevi¢ studies



professional activities of the successors of Stevan Stojanovi¢ Mokranjac — Serbian
composers of choral music who wrote Rukoveti (Garlands) and other similar forms
in the decades after World War II. Erica Haskell has analyzed the models of finan-
cing festivals in Sarajevo, the capital city of the neighboring Bosnia-Herzegovina, in
the decades after the signing of the Dayton Agreement, and concluded that foreign
embassies, as the main sponsors of the festival, insisted on international programs
and the avoidance of delicate issues, aiming towards regional reconciliation. Finally,
Milena Medi¢ researches the notion of melancholy in the Renaissance Italian madri-
gals, using a large number of examples from the works written by the most promi-
nent composers of this epoch.

The volume also contains five reviews of the latest books, including both those
related to Serbian culture and tradition, and to the activities of our scientists working
abroad. In the section In memoriam Melita Milin says goodbye to the Academician
Vlastimir Trajkovi¢, Fellow of the Serbian Academy of Sciences and Arts and one of
the greatest Serbian composers of the twentieth century.

On behalf of the members of the Editorial Board and my own, I am grateful to
all colleagues from Serbia and abroad who served as peer reviewers for the articles
published in this volume and gave a large number of constructive suggestions for their
improvement. Furthermore, I would like to express a heartfelt welcome to the new
members of the International Editorial Council of the journal Musicology.

Belgrade, 1 June 2017
Dr Ivana Medi¢, Editor-in-Chief
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ABSTRACT
This article discusses the possibilities and broader communal impact of applied
ethnomusicological work related to soundscape research in a university-based
context. Focusing on a seminar in which the findings of urban soundscape research
in the city of Bern (Switzerland) were transformed into six different sound tours,
the article analyses the different strategies and layers of impact within the broader
community.

KEYwORDS: soundscape, Bern, urban fieldwork, applied ethnomusicology, affective economies

It is a cold late November morning in 201S. Together with the participants in a
seminar on “The Sound of Bern,” I am standing with Cristina Urchueguia, my
historical musicology colleague at the University of Bern, on a small, hidden terrace
that belongs to the violin workshop of Daniel Kunzmann and Andreas Kiirzi in
the Old Town. First noticing a family of sparrows in the ivy-covered house wall, we
focus our attention back to the workshop’s window. We have just touched and tried
the string instruments, heard stories about violin building and are now listening
to one of the students who, encouraged by Kunzmann, plays a small piece on one
of the violins. The music thus allows us to explore the angled interior and outdoor
space that might be described, in Murray Schafer’s words (1977) as a hi-fi sound

* This article was written for the project City Sonic Ecology — Urban Soundscapes of Bern, Ljubljana and
Belgrade, financed by Swiss National Science Foundation within its SCOPES program (2013-2016).
1 britta.sweers@musik.unibe.ch



16

MY3UKOAOTHUJA / MUSICOLOGY 22-2017

in which all components can be differentiated. It almost seems surreal, because
the workshop’s street side opens onto one of the busiest spaces in the Old Town
around the Zytgloggle clock tower with its numerous tourist groups and heavy public
traffic. Yet, on this back terrace, these sounds are almost completely damped. As the
group later agrees, this very intimate and emotional soundscape experience that
was designed by two students as part of a longer tour might not be ideal for first-
time visitors, but rather addresses Bern residents who want to cherish and value its
hidden treasures through sound.

As outlined by Titon (2005: 4), “Applied ethnomusicology puts ethnomusicological
scholarship, knowledge, and understanding into practical use.” On the surface, the
musicology seminar on The Sound of Bern, which Urchueguia and I conducted at
the University of Bern during the autumn semester of 2015, might thus appear as an
applied business project on designing acoustic city tours, based on research findings
for touristic purposes. While also presenting an insight into the acoustic specifics of
the soundscape of Bern and their integration into soundwalks, this article, by focu-
sing on this specific seminar approach and the student’s project reflections realiza-
tions, particularly discusses the possibilities and broader communal impact of applied
ethnomusicological work in a university-based context.

As Titon specified further, “applied ethnomusicology is best regarded as a music-
centered intervention in a particular community, whose purpose is to benefit that
community — for example, a social improvement, a musical benefit, a cultural good,
an economic advantage, or a combination of these and other benefits” (ibid.). Accor-
dingly, this seminar was a realization of and reflection on various related princi-
ples of applied ethnomusicology. This includes (a) the transformation of research
knowledge; (b) the implementation of a development towards a different sensual
perception of a local space, as well as (c) the involvement of a community who cares
about the place to develop strategies for the valorization of the specifics of this place
(also by setting up a dialogue that includes the empowerment of various groups). At
the same time (d), the student tours added further research data on the soundscape
of Bern, while, in turn, the seminar provided the students — who not only developed a
city tour, but also served as a reflective audience for each tour — with additional skills
for working in the cultural sector.

INTRODUCING BERN

The seminar was interconnected with the broader international research SCOPES
project on City Sonic Ecology: The Soundscape of Bern, Ljubljana, and Belgrade (2014~
2017). Funded by the Swiss National Foundation, the project explores urban sound-
scapes and their role in shaping what has been described by Sara Ahmed (2004) as
“affective economies” by investigating how emotions work to align subjects with each
other. This issue — here in a positive sense — not only became apparent during the
tour designs, but also during subsequent lectures for the local communities in Bern.
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Contrary to the SCOPES project’s two other urban examples, Ljubljana and Belgrade,
Switzerland’s federal capital Bern, with 137,937 inhabitants and approximately 338,000
in the larger agglomeration, is relatively small. As the federal capital, Bern is strongly
shaped by its administrative and political function, but likewise counts as a regional
economic center, featuring mainly “clean” — and, thus, relatively quiet — economies,
including the administrations of the Post, Schweizer Bundesbahn, or Swiss Medic. It also
includes headquarters of the Swiss energy market, factories of international brand
names, such as Ovomaltine and Toblerone.?

The Old City - as a focal part of the location — with its characteristic Lauben-
géngen [“roofed pergolas”] has been UNESCO world cultural heritage since 1983,
which conveys the image of a fixed historical site. This part of the city especially has
attracted many tourist visitors who travel the nearby scenic Bernese Oberland with
its famous mountain range of Eiger (3970 meters), Ménch (4107 meters), and Jung-
frau (4158 meters) that are also visible from central Bern. This rather picturesque
image of a city that has likewise been strongly shaped by the Bernese Burger, a patri-
cian upper class that has been strongly engaged in many social and cultural projects,
easily conceals other features. Bern’s population includes a share of 23.8% migrants,
yet contrary to Belgrade or Ljubljana, it is less affected by the current (2017) European
refugee situation. It nevertheless reflects a further history of recent migration with its
large portion of West European migrants and communities from Eritrea, the former
Yugoslavia, Tibet, and Tamils from Sri Lanka. This mix of migrant cultures found also
an unusual expression in the foundation of the House of Religions in 2002. Having
been moved to an own architectural site in 2014, it currently (2017) hosts eight diffe-
rent religious groups under one roof?

However, the seemingly controlled, clean — and, again, quiet — appearance of the
city has been shaped by more critical and, partly, louder socio-political undercurrents.
This includes, on the one side, student groups, as well as leftist alternative cultures that
have been interconnected with the Swiss Youth Riots and the transformation of the
— repeatedly vacated — Reitschule* — into an often-debated cultural center in 1981 due
to recurring riots. On the other hand, even the picturesque and seemingly static Old
City was affected by broader social problems, having become one central site of the
formerly Ziirich-based open drug scene from 1982-85 with shifting locations between
the Old City, Bundesterrasse (a platform underneath the Parliament Building), Kleine
Schanze (a historic defense platform adjacent to the Parliament Building) and Grosse

2 Cf. webpage of Wirtschaftsraum Bern, http://www.wirtschaftsraum.bern.ch/de/
startseite/?0id=1854&lang=de. The Philosophical-historical Faculty is located at the former Toblerone
Factory in the Langgasse area right above the central train station, and has been transformed from factory
production to education.

3 This includes spaces for Alevites, Baha, Buddhists, Christian. Christian, Hindu, Jewish, Muslim, and
Sikh communities. Cf. https://www.haus-der-religionen.ch/religionsgemeinschaften/.

4 “Riding school;” a former roofed parking space for horse-drawn carriages from the late 19th century.

For further details see Banninger et al. 2014.
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Schanze (another historic defense platform in front of the main University Building
above the central train station). And yet, compared to other locations, even these
features seem to be much more strongly controlled - as evident with the success of
the state-monitored drug distribution in Bern. The issue of control is also apparent
in that the soundscape, for example, street music — that requires official permits — is
clearly regulated in terms of performance durations, days, and location.’

e
Fetschuie]

Map of Bern’s Old Town

5 Cf. Wietlisbach 2013.

6 Stadt Bern, “Strassenaktivititen “ Strassenmusik ” Strassenperformanz,” http:/ /www.bern.ch/themen/

freizeit-und-sport/veranstaltungen/strassenaktivitaeten.
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Bus No. 12 at the Zytglogge Tower (pic. author)
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BERN AS A TOURIST PLACE

None of these problematic features are evident to tourist visitors at first sight. Bern
counts as one of the three large tourism cantons of Switzerland — together with the
above-mentioned Jungfrau-Region (with the historic tourist side of Interlaken as one
center), Gstaad, Emmental, or the Bernse Jura. Featuring a growing guest frequency,
tourism — that increasingly also transgresses the strong day tourism of many Asian
travel groups — has played a central economic role in the city of Bern as well. In this
context, the UNESCO status is significant for the advertised image, alongside with
further factors and keywords, such as arts, festivals, environmental living quality,
including “urban river swimming,” and serving as the gateway to the Berner Ober-
land.”

The central economic role of tourism is also evident in the formation of various
tourist organizations [ “Vereine”] that feature many local employees. The best-known
example in the case of Bern is Bern Tourism that maintains a strong presence on the
Internet.® According to the website, “Bern Tourismus is a politically and confessio-
nally independent Verein with approximately 600 members from economics, culture,
service providers and private persons” (ibid.). As a marketing organization Bern
Tourism is interrelated with many cultural and public institutions.” Employing 8o
full- and part-time workers in fields such as city guides, guest counseling, marketing
and public relations, it is likewise significant for dual education in the area of tourism.
Central key words emphasized on the website are “quality,” “school projects,” as well
as the issue of “sustainability” that has also been shaping the city walks, for instance:

Bern Tourism is committed in emphasizing a sustainable tourism. The
UNESCO world heritage site Bern should also be experienced by future
generations. Bern Tourism, with the rejection of bus tours and the adherence
to sustainable locomotion by walking, bike or pedal scooter, helps to reduce
the CO2 emissions. For this reason, Bern Tourism also carries the CO2
compensation contribution for all city tours in which a tour guide of Bern
Tourism is involved.'

7 E.g. http://www.bern.com/de/.
8 Bern Tourismus, http://www.bern.com.

9 “Bern Tourismus ist ein politisch und konfessionell unabhingiger Verein mit rund 600 Mitgliedern aus
Wirtschaft, Kultur, Dienstleistungsbetrieben und Privatpersonen. Als die Berner Marketingorganisa-
tion im Tourismus ist Bern Tourismus Partner verschiedener Kultur-, Sport- und 6ffentlicher Orga-
nisationen sowie tourismusrelevanten Institutionen und Mitglied der Touristischen Kooperation der
Unesco Welterben Schweiz.” http://www.bern.com/de/ueber-bern-tourismus.

10 “Engagiert setzt sich Bern Tourismus fiir einen nachhaltigen Tourismus ein. Das UNESCO-Welterbe
Bern soll auch fiir zukiinftige Generationen erlebbar bleiben. Mit dem Verzicht auf das Angebot von

Stadtfithrungen im Bus und dem Bekenntnis zu einer nachhaltigen Fortbewegung zu Fuss, per Velo
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Given the Old City’s size, this is not only easily manageable, but has also resulted
in a variety of themes, such as “Burger Bern,” “Ghost Stories in Bern,” “The Zytglogge
Tower,” “A Female Tour,” “Stairs of Bern,” “Bern for Bernese” (in dialect). While
Bern Tourism already offered “smell tours,” the list still lacked a sound experience

of the city.
THE SOUNDSCAPE OF BERN

Briefly returning to the SCOPES project, the Bern subproject had, in a first step,
explored the broader physical conditions and architectural specifics of the Old Town.
In this process, not only three broader environmentally shaped sound layers became
apparent, but also exceptional sound marks and points of rapid sound change. As is
evident from the following wording, Murray Schafer (1977) still plays a significant role
in the process of sound localization and cartography, as he provided a highly useful
terminology with expressions such as keynote sound or soundscape.

The modern characteristic keynote sound of Bern has been shaped by an inter-
section of specific physical-geographical and historical layers. First mentioned in a
document in 1208, the Old City is located on a peninsula in a hilly valley formed by
the glacial river Aare with 3-4 larger distinct sound areas that also reflect the different
height levels of the region. As specifically apparent at the waterfalls of the dammed
river at the Schwellenmiitteli the lower Aare regions are strongly shaped by the keynote
sound of the river. The Old Town with its surrounding urban sound and historic
mixture is located on the middle level. Particularly the Old Town also reveals the
impact of architectural-historical sound layers by still conveying older historical
sound impressions: not only is this area shaped by the ringing bells and the crowing
rooster of the former medieval gate tower Zytglogge, also the numerous fountainheads,
cobbled stone streets, and wooden stairways shape the soundscape of Old Town,
that however also features characteristic modern sounds like the beeping of the bus
line No. 12 that transgresses — as the main related local public transportation — the
Old City in a slow tempo. Yet the ringing of the church bells of the Miinster cathedral
and other significant Christian churches in particular still shape the urban keynote,
also marking specific hours and religious days and events. The higher areas represent
the third layer. This can be further divided into Bern’s “house mountain,” the Gurten
(858 metres), and the surrounding living quarters. The latter are not only shaped by
a car-dominated keynote, but also contribute sound signals that are very unusual for
a capital city: animal sounds and bells of nearby farming houses.

oder Trottinett (Tretroller) hilft Bern Tourismus mit, die CO2-Emissionen zu reduzieren. Daher
ibernimmt Bern Tourismus den CO2-Kompensationsbeitrag fiir alle Stadtrundfahrten bei welchem
eine Stadtfithrerin/ein Stadtfithrer von Bern Tourismus zusteigt,” Bern Tourismus, “Stadtfithrungen
von Bern Tourismus,” http://www.bern.com/de/ueber-bern-tourismus/nachhaltigkeit-bern/stad-
tfuehrungen-bern-tourismus.

1 Ibid.
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While many of these features likewise occur in other cities, Bern’s audible clash
of historic architectural and modern, particularly public traffic sounds, further
augmented by the narrow streets, is unusual in this audible clarity. The related sound
signals are discernible, because despite the urban background sound, Bern - lacking,
as outlined above, heavy industry — has a less heavy low-fi environment. This overall
keynote is further shaped by the denseness of historic sounds, such as the water foun-
tains, as well as the — often rapid — change of highly contrasting keynote sounds. Based
on these general observations, Bern’s characteristic features can thus be summarized
as follows:

« Anintersection of modern and historic urban sounds. This is particularly evident-
within the old city where the old bell of the Zytglogge mixes with the Bus No.
12 beeping trying to chase away tourist crowds fixed on the historic sound
performance.

Historic urban versus natural soundscape: Descending to the river area, a
listener very quickly moves from an (historical) urban to a nature-based
soundscape. The latter is so strongly dominated by the river that — except for
the church bells and the Kirchenfeld Bridge traffic — any other urban keynote
sounds are blocked, although the city is in direct sight.

The close intersection of urban and rural spaces: Traversing the Aare on the
Nydeggbriicke [“Nydegg Bridge”] to the Birengraben [ “Bear’s Pit”], another
tourist hot spot, the bell sound of grazing sheep on the hilly meadows facing
the city immediately becomes a dominant keynote during the summer. This
close intersection of urban and rural spaces (particularly represented by the
sound of dangling animal bells) is apparent at many other locations as well.
As the Bern-based Swiss folk music researcher Brigitte Bachmann-Geiser
outlined during a personal conversation in 2015, one of the unusual features
of Bern has been the presence of rural culture (farm houses) within the city
limits. This is likewise evident with Bern’s house mountain, the Gurten.
Accessible by public transportation within twenty minutes from the noisy
central station, the Gurten features a quick change from urban to rural
farming-based and, at the top, an almost nature-dominated hi-fi soundscape.
A density of spots with a rapid alteration of different sound spheres, e.g. from car
traffic to the cobbled street soundscape in the higher quarters. This is further
supported by the hilly (glacially formed) area, which contributes to sudden
blockings or appearances of specific sound signals, as also evident with the
animal bells at the Bear’s Pit.

Going beyond this descriptive basis, this project subsequently explored the deeper
meaning of sound in everyday life. Particularly Feld and his central study Sound and
Sentiment (1990 [1983]) has been a signiﬁcant discursive reference point in recent
soundscape study. Having outlined that sound — and its interrelation to musical prac-
tice — plays a significant role in how humans ground themselves in place and time,
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Feld described sound as a complex system of symbolic meaning. For example, during
the first mapping process, I asked our employees and students what they would asso-
ciate with the “authentic sound” of Bern. Our secretary pointed the historic Zytglogge
clock and the waterfalls of the Schwellenmaitteli — which related the perception of
“authenticity” to the concept of provenience, i.e. being of (historical) origin or, in
Dutton’s (2003) words, of “nominal” authenticity. In contrast, the much younger
students particularly emphasized traffic sounds and the sound of dialect in the
streets, thus pointing to what Dutton (ibid.) called “expressive” authenticity, which
perceives artefacts, etc. as genuine — mostly contemporary — expressions of an indi-
vidual or a society’ s values and beliefs. As is evident here, sound thus also appears
as a symbolic marker in local identity construction that is likewise tied to emoti-
onal layers, as apparent in a recurring reference of the students who pointed to the
nostalgia of the museum steam tram’s sound that can be heard in Bern on Sundays.

As Feld (ibid.) demonstrated further, human (emotional) interaction patterns can
be approached or decoded by the simultaneous analysis of sound (in this case bird
sounds) and music (songs). The role of yodeling in a Swiss-alpine context notwith-
standing, music played a less central role during the actual sound mapping, yet was
brought back in within the applied context of the tours designs. Rather, in terms of a
theoretical framework, more recent studies, in particular the relation to affect studies
(e.g. Ahmed 2004 ) became highly significant for the broader analysis, investigating
how humans interact with their environment and how they create an environment
interconnected by shared emotions through sound. Of similar importance for the
actual fieldwork, as well as for the applied perspectives, became studies that added
often-overlooked aspects in soundscape studies. This includes the role of language
and spoken word in an urban soundscape (Kanngieser 2012), while Goodman (2010),
who pointed to the more violent and hidden aspects of sound, became useful for the
deeper understanding of hidden sociopolitical issues. For example, while Bern has
featured a high migration rate (22.4% in 2012), it is not reflected in the public sound-
scape as evident with the House of Religions that secludes the different denomina-
tions in a closed space.

THE SEMINAR

Set against this background, the joint seminar on the Soundscape of Berne was
conducted by Cristina Urchueguia and me together with Bern Tourism during the
autumn semester of 2015. It was consciously designed an experimental discourse
between ethnomusicology and historical musicology, evident in that we constantly
negotiated our different perspectives on the question of what the “soundscape”
concept actually constituted. For example, my ethnomusicological approach more
strongly addressed the different environmental sound layers. In contrast, the histo-
rical perspective aimed at uncovering Bern as a place of historical music making and
sounding (research that is still highly incomplete, with only a few extant monographs
on this topic (e.g. Feller 1946-60, de Capitani 1993). Urchueguia thus focused more
on the under-researched historic sites of music performance that had likewise been
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strongly shaped by private bourgeois activities and societies. For instance, the Burger
were significant in establishing the first sites for professional performances, such as the
Hotel de Musique (1770) and the Kultur Casino (1906-8). In contrast, church music
had been, due to 16"/17" century Calvinist and Reformationist influences, less exten-
sive than in other European Christian Protestant places. Yet, and here we arrived at
a combined perspective of historical and soundscape studies, the churches, former
monastic sites, as well as the small bars, restaurants, a former school building and the
above-mentioned Reitschule — each has likewise formed a patchwork of different soci-
ocultural and, partly, political sites in a rich field of contemporary music making and
other cultural activities.

However, going beyond sound and music-related cartographic work, the seminar
was predominantly aimed at providing the students with applied working experi-
ences. While, on an academic level, it reflected the joint work of historical musico-
logy and ethnomusicology, it was also a collaboration with city guides from Bern
Tourism that had been strongly interested in new ways of exploring the city beyond
the regular classical visual tours. How strongly private local interconnections had been
significant for this work (Sweers 2015) is also evident in that the seminar, as well as a
subsequent newspaper article (Biirgi 2016) partly emerged out of local contacts. The
starting point had been a brief talk in the house floor between Cristina Urchueguia
and neighbor Beatrice Lang, who has been working as a tour guide for Bern Tourism.

During the course of the seminar, six student teams thus developed different
ways of soundscape walks through the city of Bern, each requiring comprehensive
historical and soundscape-related research. The tours described below ranged from
go-minute group walks to individual downloadable audio walks and were framed
by a constant exchange with the three tour guides from Bern Tourism who visited
the seminar three times. The scope of the walks thus developed - and also practi-
cally explored — included the sound-based exploration of historical places, as well as
alternative tours that provided access to interior spaces of local communities. Yet the
students also had to face interrelated practical challenges of how, for instance, local
instrument makers, marginalized music communities and audiences could benefit
from these tours within the context of a strong tourism industry. Given that several
tours also included interaction with locals, this application of scientific knowledge can
be described as an interplay of different factors, players, institutions, while the scien-
tists (musicologist and ethnomusicologist) acted as representative of an institution,
academic person, as well as private persons, such as local citizens (Sweers 2015: 524).

The seminar started out with an example of a classic city tour that set the historic
Zytglogge Tower as a specific focus of interest. Built around 121820, this tower is an
unusual sound-related display of secular power during the medieval period when
audible time-perception was dominated by religious contexts and the average popu-
lation did not own watches, for instance. One of the oldest tower clocks in Switzer-
land, the Zytglogge Tower features an astrolabe clock, constructed in 1405-6, which
still reflects a geocentric world-view and has represented an extraordinary sound-
historical symbol of power (Bellwald 1983). And it is indeed particularly the hourly
outdoor sound spectacle, brief though it is, that attracts large tourist groups:
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Four minutes before the hour, the tourists crowded in front of the tower, thus
blocking Bus No. 12 — that, in turn, tries to chase the groups out of its by way a
constant beeping — hear the golden metal rooster crowing (an imitative four-note
musical figure), with the Fool ringing two bells right above him. This sets the cyclic
march of little bears in motion. A minute later (it is clearly evident who has previ-
ously been instructed by the tour guide about the order of events and keeps waiting),
the rooster crows again, raising its wings with the figure of Chronos counting the
hourly bell chimes (those standing further from the tower can actually see the golden
male figure, called Hans von Thann, hitting the bells with a hammer). The short
spectacle is concluded by the final crowing of the rooster, after which the crowd
quickly disbands (personal field notes; November 2015).

During this tour, the seminar had the opportunity to experience the complex
mechanism and mechanical sound spectacle from the inside at noon. The students
were thus able to observe, for instance, how the rooster’s crowing is generated by a
large bag bellow tied to the clock mechanism. As also became apparent, while these
tourist hot spots are avoided by locals, the (sound-related) experience of the interior,
access to which is limited, was nevertheless a highly cherished memory for many citi-
zens of Bern; further enhanced by the knowledge of the spatial proximity of Albert
Einstein’s flat (Kramgasse 49) in which he lived from 1903-1905 and developed his
relativity theory (1905) that also deals with time-related questions. This first tour also
made students aware of central pragmatic issues — for example, weather conditions (it
was quite cold) and the speed of a walking group (one student in particular contri-
buted to this awareness, as she had a broken foot).

After having set up theoretical soundscape foundations and research questions
from the perspective of both disciplines in the subsequent seminar sessions, we then
requested the students to build teams and to undertake an initial brainstorming. These
first rough ideas were presented to the tourist guides, who each commented critically on
the concepts being developed from their practical experiences. This fed into the further
development of the tours. Over the course of five seminar sessions, we tested all tours
practically, particularly with regard to the realization of the set time frame. In the last
two sessions we first developed further strategies with the students, which included the
actual writing of project and funding applications. And, finally, the students discussed
their experiences with Bern Tourism again, who then also received a summary and
description of all approaches that are now subject to discussion for further develop-
ment. As a written examination, the students were asked to develop a paper that, on the
one hand, included a historical and theoretical reflection on the topic, and, on the other
hand, the actual tour with brief texts that could be further explored by Bern Tourism.

THE TOURS
The most amazing aspect of the seminar’s outcome was the huge variety the students

had developed without any further influence from our side, with each idea reflecting
a different concept of soundscape and of what was considered significant in terms of
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sound. In particular, the latter aspect also added further insights into the SCOPES
project, as each tour presented a highly personal — and emotional - insight into the
students’ relation to the place through sound (with 2/3 coming to Bern). In order to
provide an insight into applied possibilities and interactions with the different groups
involved here, I will briefly sketch the general design of the tours.

I. The first tour can be described as a representation of Bern through sound for
tourists and/or outsiders — designed as a contrast to the established Bern tours
by focusing on significant environmental sounds, unusual or remarkable sound
spots, and concert locations.

The oldest seminar participants (a doctor and a lawyer, both already retired) were
the most modern with regard to technology: targeting visiting tourists wanting to
explore Bern individually as the key audience, Hans Peter Friedli and Marianne Hofer
designed the tour as a downloadable app that allowed a flexible time-setting. In terms
of content, the tour serves as an example of how historical information, soundscape
exercises and locally relevant music can constitute a meaningful framework of expe-
rience for visitors. For example, starting at the central train station, the app asked the
user to take off headphones in order to experience the train station as a sonic linguistic
soundscape (in the sense of Kanngieser 2012) and to explore the specific acoustics of
the space. The walk continued to the nearby Burgerspital from 1742, a former hospital
and Old People’s Home of the Burger families that was initially founded in the 14™
century and constitutes a good example of the combination of historical and sound-
scape experiences. Having given historical background data, the app then requests a
stop at the inner courtyard, asking the user to explore the inner area as a quiet zone:
only a few meters away from the low-fi urban main traffic noise, the secluded court-
yard is shaped by a distinct hi-fi environment, in which individual sounds, including
water fountains and different birds can be clearly identified and located.

Furthermore, inspired by Feld’s (1990 [1983]) description of the Kaluli who had
interconnected environment, sociocultural acting with specific pieces of music, the
students had also decided into interrelate the tour experience with a recurring piece
of music connected to Bern. They thus included the “Berner Marsch” [“Bernese
March”], locally well-known as the hymn of the Canton Bern, that was played in
different versions at the main stops, such as the Burgerspital. At the suggestion of the
whole seminar group the interconnection with the local through language sound
(Kanngieser 2012) was further intensified by having the students speaking the app
texts themselves in High German with Bernese coloring, rather than by having a
neutral speaker utilizing strict High German.

I1. The second group (Marco Ackermann and Martina Lisik) had focused on indoors
soundscapes. In this tour, that was entitled “Verstecke Klinge in 6ffentlichen Innen-
riumen Berns” [“Hidden Sounds in Public Indoor Spaces of Bern”], local indoor
spaces could be experienced through music performance, sound, and instrument

building. While the students had to face the challenge of providing room experi-
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ences through sound, their choices also reflected — most clearly of out of all tours —
how personal experiences and memories can be shared through sound.

First stopping at the Franzésische Kirche [“French Church”], Ackermann and Lisick
provided an acoustic experience of the interior space, as well as of its actual (religious)
function by having persuaded the organist to play the organ for the tour group. As the
students observed in their paper, “The high and mostly smooth walls of a church also
offer a good reflection for silent sounds. Each step and each throat-clearing is reflected
by the walls and contributes to the church’s typical sound characteristics.”12 At the
same time, the choice of repertoire - e.g. by selecting French compositions — contri-
buted to the historical dimension of this location: as the students — of French-Swiss
background — added in their description, the Franzosische Kirche, a remnant of the
Dominican Order, counts as the oldest church in Bern. Built in the late 13th century,
it later served as the location of the Protestant francophone community in Bern from
1623 on, and, in 1685, became a refugee site of the Huguenots who had fled persecu-
tion in France (Furrer et al. 1997).

Ackermann and Lisick had selected the small souvenir shop Ordana, adjacent to
the Zytglogge tower, as a second stop. A point of interest for tourist customer groups,
the shop had never been visited by the students in their everyday lives. Yet, as all
later agreed, the shop’s interior added an alternative time-measuring related sound-
scape experience in the form of a polyphonic concert of Black Forest cuckoo clocks.
As Ackermann and Lisick found out in an interview with the shop owners, Ordona
started purely as a watch shop thirty years ago, but then adapted to the growing
tourism, while the sales assistants adapted to the increasingly loud soundscape of
the clocks. As further indicated in the interview, they even found the sound of the
ticking clocks relaxing — in contrast to the visitors, who experienced the shop’s sound-
scape as almost noisy. The third stop led to the Music Conservatoryi3 — that had like-
wise been attended by the students. Here, Ackermann and Lisick provided an expe-
rience of the location through the sound of the rehearsal rooms by a walk along the
corridors. This reflects a further dimension of change, due to the thinning of the tradi-
tional instrumental and vocal rehearsal cacophony, as the Conservatory has been
switching to digital pianos. The tour ended at a violin builder’s workshop in the first
floor of an old building at Marktgasse 36, described in the introduction to this arti-
cle.14 During this tour, we particularly noticed how strongly the personal experience

12 “Die hohen und meist relativ glatten Gemiuer einer Kirche bieten auch fiir leise Gerausche eine gute
Angriffsfliche. Jeder Schritt und jedes Rauspern hallt an den Winden wider und gibt der Kirche ihren
typischen Klangcharakter.”

13 Founded in 1858, the ,Konsi Bern” counts as one of the earliest music educational institutions. See also
N.A, “Geschichte des Konservatoriums,” http://wwwkonsibern.ch/ueber-uns/organisation/geschichte/.

14 Founded in 1998 and run by violin builders Daniel Kunzmann an Andreas Kiirzi, the workshop is a
sub-segment of the Sprenger Geigenbau company based in St Gallen, which counts the first violin

building atelier in Switzerland, http://www.geigen.ch/de/information.htm#Bern.
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of place was memorized through acoustic-practical experiences (cf. Ahmed 2004). In
the subsequent discussion the group agreed that this tour — which requires complex
coordination of all participants — might not be regularly offered, yet ought to be with
of special local events as a product from locals for locals, like the annual Museum’s
Night in the spring.

I11. Combining these first two approaches, the third tour (Martina Hunziker
and Sabrina Lutz) was designed as a general city tour that combines central histo-
rical performance spaces and outdoor soundscape spots.

Hunziker and Lutz had developed a modular structure of segments that could be flex-
ibly applied. Out of all the tours, this one most strongly related to historical research (e.g.
Capitani 1993, Feller 194660, plus individual publication of the locations). The students
proceeded in four systematic steps, by a) summarizing the historical dates; b) establishing
a summary of the architectural history; c) localizing significant acoustic spaces, and, most
significantly, d) by connecting the different stations with individual sound mottoes:

1) The venue PROGR as a sounding space of creativity. The architecture of
the former gymnasium and primary school was initially established and
built in 188s5. After the schools had been moved to different premises,
the location was transformed into a venue that currently hosts more
than 150 artists of all areas together with cultural institutions and event
organizers and two different restaurants, while the public zone in the
basement provides space for exhibitions and concerts. The PROGR idea
started in 2004 and was fully implemented in 2009.15 Hunziker and Lutz
had chosen this location as a starting point of their tour, as “the inner
courtyard can be regarded as the resonance body of the creative life of
Bern.” Directing the group’s attention to the sound, both specifically
emphasized the location as an intersection of opposing sound experi-
ences, because “the courtyard is located in the centre of the building and
is simultaneously public and hidden, silent and loud.”

2) The Laubenginge as acoustic spaces of meeting and intersection. Again,
Hunziker and Lutz had decided to focus on the issue of intersection
on multiple levels. As they pointed out, “The bearing arches under the
pergolas create a closed space, in which these acoustic encounters occur.
Different walking styles and tempos, as well as dialects mix with the
street noise that invades from the outside or with time- and place-shif-
ting sounds of street musicians.””

15 PROGR Zentrum fir Kulturproduktion, “Geschichte”. http://www.progr.ch/de/geschichte/.

16 “Der Hof liegt im Zentrum des Gebdudes und ist gleichzeitig 6ffentlich und versteckt, still und laut. Der
Innenhofkann in seiner Klangarchitektur als Resonanzkérper des kreativen Lebens in Bern erfasst werden.”

17 “Durch die tragenden Bogen entsteht unter den Lauben ein geschlossener Raum, in dem sich diese
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3) The Conservatory (see also tour 2) as a sounding space of musical education.

4) The ONO as a space of creatively renewed usage. The ONO is a former
storage cellar that is today used as a cultural pub. As Hunziker and Lutz
outlined, this space reveals a great deal about alternative ideas regarding
the creative usage of the many cellar rooms in the historic UNESCO loca-
tion. Yet they also provide acoustic challenges: “The possibilities are not
unlimited; for instance, form, equipment and acoustics of the stone-based
walls provide difficulties for a transformation”18 — issues that could also be
further explored during the tour.

5) The Miinster as a space of historical musical performance and education.
Bern’s major (Protestant Christian) cathedral was started in 1421, although
its construction was obstructed due to the Reformation (already-painted
frescos and sculpted divine images had to be removed according to the
reformatory thinking of Huldrych Zwingli in 1529. As Hunziker and Lutz
outlined, the cathedral was not only significant for their tour as a major
concert venue for choir and organ, but also as a significant historical music
location. Until the occupation of Napoleon’s troops, music making was
forbidden in public spaces in Bern, with church music being the only possi-
bility for audible public music making.

6) The Kultur Casino as a space of musical high culture and the Bernese upper
class. Built in only two years (1907-1909) by Paul Lindt and Max Hofmann
as a concert hall for the public, the Kultur Casino that is still owned and
maintained by the Burger remains a central performance site for art music
in Bern — and reflects another socio-cultural layer of music making in Bern.

For the demonstration of the different modules, Hunziker’s and Lutz’s test tour had
integrating practical sounding elements, such as a visit of a concert dress rehearsal
of the symphony orchestra in the Kultur Casino and a sound explorations through
listening to talks (e.g. instructing the group to listen to the walking movements of the
Laubenginge or the specifics of the inner courtyard of the ONO).

IV. While each tour also tried to move beyond the tourist highlights of the
Old Town by including “alternative spaces”, particularly tour no. 4 (Christina
Galli and Milena Geiser) was designed as an alternative Bern-related sound-
experience.
As Galli and Geiser pointed out in retrospect, “It was our intention to address a new
audience with this tour, with which we could also identify. The target group is thus a

akustischen Begegnungen ereignen. Verschiedene Gangarten und Lauftempi und unterschiedliche
Dialekte mischen sich mit dem von aussen eindringenden Strassenlirm oder zeit- und ortsweise auch
mit den Klidngen eines Strassenmusiker.”

18 “Die Moglichkeiten sind dabei nicht uneingeschrinkt; so sind Form, Ausstattung und Akustik der
steinwandigen Gewdlbekeller haufig Schwierigkeiten fiir die Umgestaltung.”
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young and alternative audience: adventurous tourists, journalists, music performers,
artists, etc.” Thus aiming more strongly at a younger audience or local insiders fami-
liar with Bern, it first led to student and alternative clubs (e.g. the Dead End and ISC),
followed by the leftist and highly-debated culture center of the so-called Reitschule,
but also included places with alternative music management (by visiting the café
hosting the management of the Bern-based Early Music group Les Passions de LAme).
While the interaction with local music makers and organizers was central here, this
tour also most strongly integrated the above-mentioned rapid sound keynote altera-
tions into the program (as evident in the contrast between Lorraine-Briicke with its
loud traffic and the adjacent quiet area of the Botanische Garten [botanic garden]).
The latter stop also included a demonstration of the metallic steelpan-like instru-
ment Hang that was designed in Bern in 2000 (Rohner & Schirer 2008).The tour was
rounded up by the exploration of a sound bridge (Max-Neuhaus-Briicke) and a visit to
the open radio RaBe. Particularly the inclusion of the sound-experience of the Lorra-
ine-Briicke constituted a challenge:

We first had to be aware that traffic sound on the bridge was, on the one hand, an
opportunity to listen. On the other hand, it also provided an obstacle, as instruc-
tions were impossible on the bridge. The explanations of the tour guide should
be evident for the audience already in a traffic-calmed zone. Construction zones
(...) could also be a problem for the maintaining time management.*

In contrast, the private radio RaBe in particular exemplifies the thickness — but
also the challenges — of human interaction in these processes:

We had envisioned a small tour through the studio with Radio RaBE, and
perhaps it would also have been possible for the (tour) participants to select
a song. I thus telephoned with the editorial board and described our plans
within the context of the seminar. They were interested in general, but still had
to discuss this in their collective. (...). ...and we agreed with the editorial board
that (...) they would do a “normal” tour of 15 minutes through the studio.”

19 “Unser Anliegen war, dass die Stadtfithrung ein neues Publikum anspricht, mit dem wir uns selbst
auch identifizieren kénnen. Die Zielgruppe ist somit ein junges und alternatives Publikum: Abente-
uerliche TouristInnen, JournalistInnen, Musikschaffende, KiinstlerInnen uv.m.”

20 “Zudem mussten wir uns dariiber im Klaren sein, dass der Verkehrslirm auf der Briicke einerseits
eine Chance zum Hinhéren ist, andererseits natiirlich auch ein Hindernis fir die Fithrung, da auf
der Briicke keine Anweisungen mehr gemacht werden kénnen. Die Erklirungen des Stadtfiihrers
oder der Stadtfiihrerin sollten fiir das Publikum bereits vor einer verkehrsstarken Zone klar
sein. Des Weiteren kénnen Baustellen (...) ein Hindernis fiir das Einhalten des Zeitmanage-

ments sein.”

21 “Beim Radio RaBe stellten wir uns eine kleine Fithrung durch das Studio vor und vielleicht wire es moglich,

dass die TeilnehmerInnen ein Lied fiir eine Musiksendung wiinschen kénnten. Ich telefonierte also an die
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V. The relation of soundscape and language/dialect that had long been over-
looked in soundscape research (cf Kanngieser 2012), was addressed by Tour s
that focused on the dialect of Bern (Marina Marthaler and Mridina Muchtadi).

As dialect has been central for identity formation especially in the German-spea-
king parts of Switzerland, the students first researched the different forms of dialect
in Bern, such as Burger- and Patrizierdeutsch; Mattendialekt and Mattenenglisch, but
also the history of Bernese sociolects. Realized as a film, this project added insights
into the dialects of the different city quarters, socially-shaped dialects and historical
transformations (upper class: nowadays an old-fashioned dialect). As Marthaler and
Muchtadi pointed out in their paper,

We wanted to ask different people about their concept of “Berndeutsch,” what
dialect means to them and which emotions they relate to dialect. At the same
time, teenagers, recent settlers, Secondos [second—generation migrants without
Swiss citizenship], long established Bernese should be heard. The aim was to
portray as many perspectives as possible.

During the filming process, the students asked their interlocutors three questions
(“Which meaning does Bernese German have for you?”, “What is your favorite
Bernese word?”, “Can you describe the sound of Bernese German”), with the answers
serving as the basis of a film collage. As Marthaler and Muchtadi added in their paper,
“The aim of the interview was to have the interviewees reflecting on language in
everyday situations and its sound,” while the variety of examples should be as broad
as possible: “We also wanted to include aspects, such as favorite dirty words, clichés,
and specifics of the dialect. Likewise, language in everyday situations should not be
forgotten — e.g. at farmers’ markets.” Given the tight time -frame of the seminar,
Marthaler and Muchtadi chose the Bernese Zibelemiirit (the historical onion market,
which originated either in the 15" or the 19™ century) that takes place on the fourth
Monday of November. In order to bring out the sound of language even further,

Redaktion und erklirte unser Vorhaben und den Rahmen unserer Arbeit des Seminars. Sie waren grundsit-
zlich interessiert, miissten es aber noch im Kollektiv besprechen. (...) ..und mit der Redaktion einigten wir
uns, dass (...) sie dann eine ,normale’ Fithrung von etwa einer Viertelstunde durch das Studio durchfiihrte”

22 “Ziel der Interviews war, dass sich die Interviewten Gedanken zur Sprache im Alltag und deren
Klange machen.”

23 “In unserem Video wollen wir verschiedene Leute dazu befragen, was fiir sie ,Berndeutsch” ist, was
ihnen der Dialekt bedeutet, welche Emotionen sie damit verbinden. Dabei sollen u.a. Jugendliche,
Zugezogene, Secondos, alteingesessene Berner, Personen aus Dialektvereinen zu Wort kommen.
Ziel ist, moglichst viele Sichtweisen zu zeigen. Wir wollen auch Dinge wie Lieblings-Schimpfwdrter,
Klischees, Besonderheiten des Dialekts erfragen. Dabei darf auch die Sprache in Alltagssituationen

nicht vergessen werden — beispielsweise auf Wochenmérkten.”
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Marthaler and Muchtadi included the short story Totemiigerli (1967) of cabaret artist
Franz Hohler, interpreted by the Bernse artist Stefan Grosjean. As they elaborated,
“The story is Bernese-German chattering with many freely invented words, which,
however, make sense when interconnected and sound like Bernese German.”** Given
its mediatized form, this project was discussed in the seminar as a permanent film
display at the Bern Tourism Information Center.

VI. The final tour, conceptualized by Andrin Uetz, focused on the church bells of
Bern. While the chiming of the Zytglogge tower might be the most spectacular
event from a visual side, the soundscape of the Old Town and its surroundings
has also been shaped by a polyphonic interplay of various church bell ringings.

The most prominent bells belong to the above-mentioned Miinster.” The
cathedral’s nine-part set of bells is a reminder that bells long represented local
knowledge in form of symbolized sound. This is not only apparent in the “Armesiin-
derglocke” [“Poor Sinner’s Bell”] that was rung during executions, but also in the two
fire bells (late 13* century and 1503) that — since they are not needed anymore — are
now kept in storage. Yet the symbolic knowledge encoded in bells is still evident in
that the seven remaining bells are still rung in different patterns and colors to specific
weekly times (Saturday and Sunday evening), services (Sunday morning), and annual
events (e.g. Altjahresliuten [“Old Year Ringing”] on Dec. 31 and on New Year), as fixed
in a “Lauteordnung” [“Bell Ringing Regulation”].* Particular peaks of bell sounds
are not only the introduction of the services (e.g. Sundays between 9-10; by 15 Prote-
stant-Reformed Churches in 2004), but also with the hourly time chimes and, partly
quarterly rings).

While this can be viewed as a distinct sound mark of Bern, a related tour consti-
tutes, as Uetz soon realized, various challenges, e.g. regarding the timing, as well as
the localization and reachability of locations for a best sound perception. Uetz thus
decided to design a website with listening recommendations. This not only includes
recommended listening spots and timing, but also the history and background of the
various bells and/or bell chimes.

Returning to Ahmed’s (2004 ) affective economies, the process of the tour designs
has been clearly revealing the central role of sound for an interrelation with the local.
Many students had integrated favorite locations or sounds that had been playing a

24 “Die im Trailer gezeigte “Totemiigerli™-Geschichte von Franz Hohler wurde von Stefan Grosjean,
einem Berner Kiinstler, interpretiert. Die Geschichte ist ein berndeutsches Geschnatter mit vielen
vollig frei erfundenen Wortern, die jedoch im Zusammenhang einen Sinn ergeben und wie Bernde-
utsch klingen sollen.”

25 See also: Berner Miinster, “Das Miinstergeldut” http://www.bernermuenster.ch/de/berner-muen-
ster/muensterbau/glocken.php.

26 N. A. “Lauteordnung des Berner Miinsters und anderer Kirchen der Stadt Bern.” N.d. http://www.
frieden.refbern.ch/fileadmin/frieden/pdfs/Glocken/Glocken IV.pdf.
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significant — and emotional role in their biographies. This also revealed that each
student had a different sound-related connection to the place, going far beyond the
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Tour 3: Martina Hunziker giving listening instructions in the Laubengange (pic.: author)

traffic recollections initially outlined, that was shared with the whole tour community
during the presentations. Returning to issues of infrastructural interrelations within
applied ethnomusicological projects (Sweers 2015:528), while each of these exam-
ples reflects issues of representation and selection (which is also strongly determined
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by practical issues), the power interplay was rather flat in this specific case. One could
almost speak of a playful interaction with the different interest groups, as there existed
a mutual acceptance of authorities. Given this complex interconnection of research
and applied-pragmatic issues, we also set the students to develop financial plans.
I would thus describe the applied side — also with regard to the practical integra-
tion into the university teaching curriculum - of the soundscape research as highly
successful, although we also experienced drawbacks: at the time of writing (2017),
the practical realization has been slow, partly also on account of the Bologna educa-
tional system that, strongly focused on obtaining credit points rather than content
asitis, only allows students to undertake projects within the semester, while project
realizations mostly require a flexible time calculation.

OUTLOOK — THE PUBLIC PRESENTATION OF SOUNDSCAPE
RESEARCH AND OPEN CHALLENGES

While these tours reflected an interaction of university, students, local individuals,
and tourism, the seminar likewise had a long-term impact with regard to the broader
local public: After the seminar had been been featured in newspapers (e.g. Biirgi 2016,
Matti 2016) and radio documentaries (Marti 2016), I was soon not only contacted
by various public and private radio stations, but requested to give a public lecture
in the series Buch am Mittag [“book during lunchtime”]. Organized by the Univer-
sity Library, it was attended by a large Bernese audience. Again, the strong emoti-
onal reactions of the audience to my descriptions were quite striking, adding many
more examples of affective sound perception with regard to the locality, yet also to
main sound hot spots, such as the Zytglogge tower and the Bundesplatz [“Parlia-
ment Square”]. Yet, and this response came particularly from the older audience, it
likewise seems that auditory recollections were also strongly interconnected with
other sensory memorizations, most particularly smell, and also haptic sensations.
How far do we therefore need, as requested by Ingold (2011) to bring these sides closer
together rather than merely focusing on isolated sound?

This specific lecture also resulted in a request for collaboration by the Amt fiir
Umweltkoordination und Energie AUE [ “Department of Environmental Coordination
and Energy”] during summer 2016. Employing approximately 12 engineers, chemists,
etc., this public-governmental institution focuses on a wide range of noise and sound
protective regulations (including industrial noise restrictions and architectural regu-
lations) based on fixed decibel measurement values. Yet, as Samuel Hinden from the
Department outlined to me, while it was easy to measure noise and sound according
to medically and physically determined standards, the engineers had reached a proble-
matic point, as the perception of sound and noise likewise seemed to be shaped by
highly subjective human factors that could not be tackled physically. Thus, falling back
on the seminar’s findings, we developed an excursion through so-called quiet zones
in Bern, thereby focusing on the question of what actually constituted a quiet zone,
such as the Burgerspital (approximately 48 decibels). That this went beyond the mere
physical noise level became apparent with the so-called PostParc area — the second
quietest area in the inner city — that was avoided by many passengers, much to the
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despair of nearby restaurants’ owners. Having just been built (2015) as a segment of
the newly renovated central train station complex, this parking, restaurant, and shop
area was extremely quiet, but lacked any plants, for instance.

In contrast, the most popular relaxation zones within the city — a local park area
adjacent to the Kleine Schanze — did not block much of the nearby street noise (58-60
decibel), yet locals preferred to meet here during lunch breaks. Likewise — and this
was also apparent in the natural environment of the Bernese Oberland - some relaxa-
tion zones, such as the Miinsterplattform were, because of the nearby waterfall of the
Schwellenmiitteli, too loud for conversation, but still highly appreciated on account of
their closeness to nature, which is rarely ever quiet.

When I presented the findings of this walk to the Architekturforum [Architect’s
Forum] (again a group that had difficulties with dealing with the non-measurable
side of sound), the city planners who had likewise attended the lecture immediately
responded by admitting that the train station renovation had been problematic in
some sections. It would seem, then that this seemingly subjective and irrational side
is a point where ethnomusicology and cultural studies can contribute strongly to the
environmental dialogue.

APPENDIX

The Seminar “The Sound of Bern” (autumn semester 2015), Institute of Musicology,
University of Bern, Switzerland

Prof. Dr. Britta Sweers, Cultural Anthropology of Music

Prof. Dr. Cristina Urchueguia, Historical Musicology

The Bern Tourismus team:
Gabriella Bartholdi, Andrea Michel, Beatrice Lang

The student teams:

Hans Peter Friedli, Marianne Hofer: App tour through Bern

Martina Hunziker, Sabrina Lutz: Bern akustisch: was wo und wie, frither und heute
[Acoustic Bern: What, Where, and How: Previously and Nowadays]

Milena Geiser, Christina Galli: Alternative Bern Tour [ Alternative Tour through
Bern]

Marco Ackermann, Martina Lisik: Versteckte Klinge in offentlichen Innenrdumen
Berns [Hidden Sounds in Public Indoor Spaces of Bern]

Mirdina Muchtadi, Marina Marthaler: Der Dialekt von Bern [ The Dialect of Bern]

Andrin Uetz: Die Glocken von Bern [ The Bells of Bern]
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Bpuitia Ceepc

ITPOYYABAKE 3BYYHUX TIEJ3AOKA Y ITPAKCH:
3BYYHA UCTPAXKHMBAIA TPAAA BEPHA

(CAXETAK)

Y 0BOM YAQHKY pa3MaTpaM IPAKTUYHY YHOTPEeOASUBOCT U IIHPH APYUITBEHH
yTHIIaj IpUMembeHe eTHOMY3UKOAOTHje, 4 Y Be3H Ca IPOyYaBambUMa 3BY4YHOT
nejsaxa (caymgckejiia) y yHUBEP3UTETCKOM KOHTEKCTY. Y CKAOITY IIHper
HCTPAXUBAYKOT IIPOjeKTa, KOjHU ce 6aBU ypbaHUM 3BYYHHM IejsaxkuMa BepHa,
/Moybrane u Beorpapa, mpojexar npruMemeHe eTHOMY3UKOAOTHje, TIPEACTABAEH
Y OBOM TEKCTY, HACTAO je U3 CEMUHAPa CIPOBEACHOT Y capaamu ca OpesermeM 3a
HCTOPHjCKy My3UKOAOTHjy YHuBepsureTa y bepny u Typuctuuke opranusaiuje
Bepna. Hacaamajyhu ce Ha IpeTXOAHO yCIOCTaBseHe OKBHPHE MTOAATKE Y BE3U
ca $U3UIKO-UCTOPH)jCKUM CHEMPHIHOCTHMA AOKAAHOT 3BY4YHOT I1€j3a)Ka, 3aTUM,
Ha IIHpPe APYIITBEHOMOAUTHYKO 1 KyATypHO Hacaehe, xao u Ha melycobun
OAHOC OBa ABa HMBOAQ, YYECHHUII CEMMHAPAa OCMUCAUAU Cy IMIECT Pa3AMYHUTHUX
obuaasaka rpapa BepHa, koju cy y Be3u ca 3ByKoM. AOK Cy y4eCHHIM CeMHHApa
HMHTETPUCAAN Y CBOje UCTPaKUBalhe TEOPHjCKe AUCKYPCe KOje CY YCIIOCTaBHAM
Mapu lledep (1977) n ®eap (1990 [1983]), oakas npucTym je yKayIHO U
HepCreKkTHUBe Ipey3eTe U3, PEAATHBHO CKOPANIBUX, HAMKCA ayTopa Kao IITO je
Axmep (2004), xoja je ucTpakMBaAa eMOLMOHAAHE MexaHU3Me, nan Kanrusep
(2012), xoja je ycMepuAa iy Ha, AYTO 3aMIOCTABAEH, YTHIA] je3UKa Ha 3BYHH
nejsax. [Topea ucTuIjama KOHIIEITa CeMUHAPA, KOju 61 MOTao Aa Oyae y30pHU
3a 6yayha pasmumsarma y OBOM IPaBIfy, aHAAM3HPAM U PA3AMYHTE [0jeANHAYHE
CTpareruje KOHIMIHpParba 06rAasaka. Ha kpajy ocBeTsaBaM AyOa1 yTHIIj OBAKBHX
IpUMeHeHUX HCTPaKUBakha 3BYYHHX I1ej3aka Ha IIUPY AOKAAHY 3ajeAHHITy.

Kxy4YHE PEYM: 3BYYHH I1€j3aXK, BepH, TepeHcko ncTpakuBame y rpasy, IpUMemheHa
€THOMY3HUKOAOTHja, apeKTUBHE eKOHOMU]e
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ABSTRACT:

This article deals with the soundscape of Mikser, an independent festival of
contemporary creativity, established in 2009 in Belgrade, the capital city of
Serbia. I focus on the years 2012-2016, during which Mikser was taking place
in Savamala, an urban quarter in central Belgrade — which itself has undergone
various urbanistic and cultural transformations in recent years. The creative team
behind Mikser aimed to turn Savamala into a permanent fixture on the map of
Belgrade nightlife and a tourist hotspot; the fact that they did not succeed was
on account both of financial issues and conflicting top-down business interests.
My conclusion is that the long-term survival of the festival is not dependent on its
program or audiences, but on securing official support and infrastructure.

KEYWORDS: Savamala, Mikser Festival, Belgrade, soundscape, soundwalk

In this article I analyze the soundscape of Mikser, an independent festival of contem-
porary creativity, which took place in Savamala, an urban quarter in central Belgrade,
between 2012 and 2016. The reasons for choosing this period are twofold. Firstly, it

* This article was written for the project City Sonic Ecology — Urban Soundscapes of Bern, Ljubljana and
Belgrade, financed by Swiss National Science Foundation within its SCOPES program (2013-2016).
Some of the research for this project was conducted as part of the project of the Institute of Musico-
logy SASA Serbian Musical Identities Within Local and Global Frameworks: Traditions, Changes, Chall-
enges (No. 177004), financed by the Ministry of Education, Science and Technological Development
of the Republic of Serbia.

1 ivana.medic@music.sanu.ac.rs
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roughly matches the duration of the project City Sonic Ecology — Urban Soundscapes
of Bern, Ljubljana and Belgrade, supported by the Swiss National Science Foundation
(SNSF).* For this project I have done extensive field recording in Savamala, observing
and analyzing various changes that have affected this part of Belgrade over a relati-
vely short time span. Secondly, this chosen period exactly matches the ‘rise and fall’ of
Savamala. Namely, in less than three years, several fundamental changes have shaken
up this part of the Serbian capital city and drastically altered its soundscape (and not
only its soundscape). One of the testimonies of the rapid changes that have affected
Savamala recently is the fact that, less than a year after its publication, my article on
the reculturalization of Savamala (Medi¢ 2016a) is already somewhat outdated; more-
over, some of the tendencies that I observed in that article and predicted would lead
to the disintegration of Savamala as an independent cultural oasis in central Belgrade,
have indeed materialized. In the beginning of the period under analysis, the sounds-
cape of Savamala was that of a derelict, traffic-heavy, neglected part of the city, with
air and sound pollution. The revitalization of Savamala began as a bottom-up effort
aimed at rebuilding, ‘reculturalizing’ and rebranding this formerly neglected and unsi-
ghtly part of Belgrade (Medi¢ 2016a: 42-44). Next, Savamala became one of the focal
points of the European refugee crisis (Medi¢ 2016b); and finally, it turned into a battle-
ground of conflicting business interests, after the Serbian government kick-started a
grandiose top-down project, Belgrade Waterfront, aimed at transforming the right
bank of the river Sava into an imposing residential and business hub. As a result, the
protagonists of the bottom-up reculturalization effort, i.e. the independent cultural
entrepreneurs who revived and rebranded Savamala, were priced out of the area to
make way for Belgrade Waterfront.
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2 The project itself lasted from 2014 to 2017.
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METHODOLOGY

In order to avoid turning our investigation of city soundscapes into a mere ethno-
graphic documentation, researchers from three cities (Bern, Ljubljana and Belgrade)
gathered around the project City Sonic Ecology have implemented a range of theories;
the breadth of theoretical approaches is documented in the reading section of the
website City Sonic Ecology (http:// citysonicecology.com/recommended-reading/ ].
These have enabled us to think about soundscape in multiple ways and to compare
different approaches and insights. In at least two of the three participating countries,
Slovenia and Serbia, “soundscape studies are still a relatively new concept, and their
implementation in a variety of working, professional, educational and research fields
is underdeveloped” (Kovaci¢ 2017: 61-62). Since embarking on this project, we have
invested considerable effort in establishing the field and opening new doors for all
future research on soundscape in the former Yugoslav region (Cf. Atanasovski 2015,
2016; Atanasovski and Hofman 2017; Hofman 2015; Dumni¢ 2016, 2017; Kovadi¢ 2016,
2017; Medi¢ 2016a, 2016b, 2017).

Given that the sound of a festival taking place in Belgrade is the subject of
a thorough investigation for the first time (additionally, a festival that has mostly
focused on visual arts, design and architecture, while music has played a relatively
secondary role), I did not have exemplary models before me and had to devise a
research strategy on my own. After trying and rejecting several exclusive methods, I
opted for a hybrid methodology; the type of information that I gathered has consi-
sted of the following:

—  quantitative research and structured interviews with several groups of inter-
viewees;

—  extensive audio recording conducted during the festival in the summers of
2014, 2015 and 2016;

—  soundwalks;?

—  video documentation of the Mikser Festival.

Throughout the duration of the project City Sonic Ecology, almost all researchers
engaged in participant observation* in various contexts. While I could not fully pursue
such strategy, due to the fact that the ‘community’ of festival goers only formed during
a few days each summer and was neither coherent nor consistent, over the course of
multiple editions of the festival I did play the dual roles of an ordinary reveler and a

3 Hildegard Westerkamp has defined soundwalks as “any excursion whose main purpose is listening to
the environment” (Westerkamp 2007: 49). On the relevance of soundwalks for the project City Sonic
Ecology see: Dumni¢ 2017; Sweers 2017.

4 Participant observation has been defined as “a process in which the observer’s presence in a social situ-
ation is maintained for the purpose of scientific investigation. The observer is in a face-to-face relati-
onship with the observed, and, by participating with them in their natural life setting, he gathers data”
(Becker et al. 1968: vii).
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researcher who was studying the phenomenon while simultaneously enjoying being
a part of it. Furthermore, on 6 June 2014 I took part in the festival segment called
Edul[cational] Zone, held in Galerija Stab under Branko's Bridge, where I gave a talk
about my experiences with distance learning as implemented at the Open Univer-
sity in the United Kingdom, where I had previously worked as Associate Lecturer.

The author of this text participating

in the 2014 Mikser Festival

While in her contribution to this volume Marija Dumni¢ focuses on Skadarlija’s musi-
cscape, i.e. a type of soundscape that is aesthetically and socially structured (Dumni¢
2017), when analyzing Mikser Festival I was primarily interested in communicative
and affective aspects not just of various musics, but also of other types of sound
created, heard and ‘consumed’ during the festival.

MIKSER FESTIVAL

When conceiving Mikser as a festival of contemporary creativity and innovation, its
creators Ivan Lali¢ (playwright and producer) and Maja Lali¢ (architect and desi-
gner) were inspired by the formerly derelict quarters in the world’s metropolises tran-
sformed into cultural and tourist hotspots, such as New York’s Tribeca. Hence, they
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decided to occupy and renovate the abandoned former socialist industrial facilities at
the riverbanks, such as warehouses, depots and halls, and turn them into alternative
cultural spaces. Initially it was the abandoned silos of the former agricultural giant
Zitomlin at lower Dorcol, at the south bank of the Danube, while a few years later it
would relocate to the right bank of Belgrade’s other major river, the Sava. The festival
was named Mikser (i.e. Mixer) due to its eclectic and all-inclusive scope.

Mikser Festival began its ‘life’ in 2009, the year marked by a global financial
collapse. Serbia was not spared the effects of the global financial crisis, which
affected all sectors; thus, the public funds for culture underwent drastic cuts. In
such unfavorable circumstances, the first Mikser festival was organized without
support from either the Serbian government or Belgrade City Council; it was spon-
sored just by one bank, all participants and organizers were unpaid (Lali¢ 2012), and
it attracted alternative audiences who appreciated such unpretentious, do-it-your-
self approach. While in the following years the festival would occasionally receive
some support from the city of Belgrade, its producers were nevertheless forced to
rely primarily on animating the private sector. Mikser also received support from
international cultural funds and artistic platforms, as well as foreign embassies and
councils (ibid.).

Since its inception, Mikser Festival focused on various types of contemporary art
and creative industries, encompassing industrial design, architecture, urbanism, visual
arts, film, literature, video art, multimedia projects etc. Each year, the festival is given
an umbrella theme, which corresponds with the most pressing issues and challenges
faced by the city of Belgrade and Serbian society in general. The festival is also charac-
terized by an affirmation of the leftist idea(l)s and policies, including a reappraisal of
the former-Yugoslav socialist legacy; moreover, artists from the entire former Yugo-
slav region participate in the festival every year. Based on the annual reports prepared
by the festival organizers, their main goals could be summed up as follows: discove-
ring and activating abandoned industrial locations around the city of Belgrade; talent
discovery, education, training, workshops and a dissemination of knowledge; initia-
ting projects with local companies and manufacturers and involving local talents in
the production process; fostering and improving exchange between the creative sector
and the local community; finally, mixing creative, niche audiences with the audiences
interested in mass popular culture.

In stark contrast to the specialized music festivals, Mikser initially treated music
as just one of the many arts to be showcased, since the emphasis was clearly given to
visual arts and architecture. Gradually, however, music became increasingly impor-
tant in attracting the audience. As I argued in an earlier article, the entire project of
the reculturalization of Savamala started with the intervention in the sound: namely,
the soundscape of this quarter was modified, then commodified and ‘sold’ to city
dwellers and revelers (Medi¢ 2016a: 46). In the same article, I identified the keynote
sound of Savamala as the sound of the heavy traffic, while the creative entrepreneurs
from Savamala created their soundmark — the sound of the cool, alternative, hipster
nightlife (ibid.: 47). After relocating to Savamala in 2012, Mikser Festival decisively
contributed towards this soundmark, by adding new layers to Savamala’s revamped
soundscape. The boundaries between pleasant sound and noise thus became blurred,



44

MY3UKOAOTHUJA / MUSICOLOGY 22-2017

and the overall experience became dependent on the individual’s tastes and prefe-
rences. As observed by Tao G. Vrhovec Sambolec:

once the sound is projected somewhere it is not expected, or is put in spatial
relation to objects, it becomes free to carry extra-musical connotations. Then
the whole new world of conceptual, associative, poetic and social connotations
of sound opens up. In such situations sound keeps its fluidity and ephemeral
nature and at the same time becomes object/like, and thus gains symbolic and
semantic meanings (Vrhovec Sambolec 2011: 55).

When applying Jean-Paul Thibaud’s model of the three main dynamics of the
ambiance (Thibaud 2011: 43; cf. Medi¢ 2016a), I argued that his first category, that
of tuned ambiance, referred to the soundscape of Savamala before the reculturali-
zation efforts; Thibaud’s second category, that of modulated ambiance, applied to
the arrival of cultural entrepreneurs to Savamala in the early 2010s, who brought
music to this area. Finally, I associated Thibaud’s third category of framed ambi-
ance with Mikser Festival. Namely, in Thibaud’s theoretical model, framed ambi-
ance emerges through conditioning of the place by social practices; he uses the
term alteration to refer to the work done by the public to format a place’s ambi-
ance (Ibid: 44; s1). In the case of Mikser Festival, the alteration of Savamala’s
soundscape and the entire ambiance occurred because this area was ‘occupied’
by the festival, featuring, as I have described earlier,

the outdoor concerts and gigs, the arts and crafts open air market, exhibitions,
musicals and other theatrical productions, the outdoor cinema etc. Although
the visuals also change, due to the banners advertising the festival, the barriers
that close certain streets for traffic, the increased number of people in the area
and so on, it is still the sound of the area that is altered most drastically. The
traffic noise is almost suffocated by the sound of live music blasting from the
loudspeakers, with musics from different venues mixing with each other, the
murmur of exhibitors and customers in the outdoor market in the Travnicka
street, etc. (Medi¢ 2016a: 48).

In terms of music, Mikser Festival showcases a broad range of alternative
genres ranging from indie rock® to world music.® In her discussion of Skadarlija,
another tourist hotspot in central Belgrade which is characterized by perfor-
mances of old urban music (starogradska muzika), Marija Dumnié observes that
music “contributes to the tourist image/representation of the city by giving a local

5 Alternative music, especially indie rock, has carried a specific moral dimension in Serbia since the
tragic 1990s. While Branislava Mijatovi¢ (2008) has overemphasized the role of alternative music in
dethroning Slobodan Milogevi¢, it is true that alternative rock was a symbol of resistance to Milogevi¢’s
regime and a counterpart to the massive civil and student demonstrations held in Serbia in 1996/1997.

6 On world music in the Serbian context see Medi¢ 2014: 108-116.
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specificity/authenticity/heritage to one globally known entertainment concept”
(Dumnié 2017). In comparison to Skadarlija, the case of Mikser is quite diffe-
rent, because Mikser’s musical offer is more cosmopolitan than local (although
the festival itself does promote domestic brands, homegrown designers, artists,
etc.) Moreover, music at Mikser Festival, and Savamala in general, is not openly
commodified because, in comparison to the situation at Skadarlija, musicians do
not perform particular songs for remuneration (cf. ibid.). However, visitors do
come to bars, clubs and open-air concert spaces in Savamala to listen to the music
performed live or selected by the DJ, where they pay for the entrance tickets and/
or drinks, but also for the entire festival experience. Here I borrow Sambolec’s
term nonexpressive performers (Vrhovec Sambolec 2011: 61) to describe festival
goers, who help create the soundscape, but do not do so actively. As observed
by Sambolec:

even in that situation though, there is usually a strong identity bond created
inside the group — some kind of urban tribe. It creates a very strong social
moment resulting from the immersion in the sound, generating a sense of

identity for the group (ibid.).

In the case of Mikser Festival, even city dwellers and tourists who do not listen to
indie or world music on a daily basis visit the festival to soak up the atmosphere. One
may conclude that, during the festival, the environment influences the perception and
interpretation of the soundscape, and in turn, the soundscape changes the percep-
tion of the environment.

MIKSER IN SAVAMALA (2012-2016)

2012 — REVITALIZATION OF SAVAMALA

In 2012, Mikser was relocated from the industrial setting of Zitomlin to Sava-
mala. The festival ran from 25 May to 2 June 2012, and the main theme was the
revitalization of Savamala, which at that point was only in its initial stage. In
line with the strategy for revealing and activating the potential of this (then)
neglected city quarter, Mikser Festival expanded both in duration and in
location, spreading onto several formerly derelict streets in Savamala (Trav-
ni¢ka, Hercegovacka, Bra¢e Krsmanovié¢a). The aim of the festival organi-
zers was to help Savamala regain its long-forgotten status as a cultural and
social center of Belgrade (Mikser 2012). The festival featured projects encom-
passing design, architecture, urbanism, visual arts, music, new media, educa-
tion and environmental protection, with interventions in public space, exhi-
bitions, workshops, talks, roundtables and performances. The music program
of the festival consisted of concerts and DJs sets with performers from Serbia,
Croatia, Bulgaria, Slovenia, Germany, UK, US and China, ranging from dub,
world music, techno and trance to indie/post-rock bands, including the under-
ground heroes of the Belgrade club scene.
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2013 - TRANSIT

The second edition of Mikser in Savamala, from 28 May to 2 June 2013 was devoted
to the notion of transit; this topic was chosen in association with heavy traffic, as
related to the identity and heritage of Savamala (Milosavljevi¢ 2013). In the same
year, the team behind Mikser Festival opened Mikser House in the heart of Sava-
mala: a hybrid concept space for cultural, educational and commercial activities, in a
converted industrial facility of 1000 m2. The idea was to provide a ‘third place), to use
Ray Oldenburg’s term, for the residents and visitors of Savamala — a sociable place,
the heart of a community’s social vitality, inbetween the first (living) and the second
(working) place (Oldenburg 1989). The Mikser team chose to establish such a ‘third
place’ in Savamala in order to contribute to transformation into a progressive district
with international visibility. In order to offset the expenses of running that venue,
Mikser House organized some commercial events there, such as the Balkan Cheese
Festival, Mikser Kids Market, Business Café etc. (Lali¢ 2016)

2014 — SusTAINABLE UTOPIA

The third Mikser festival in Savamala (and the sixth overall) was held in Savamala
from 3 to 8 June 2014. Spreading over so locations, it was focused on the idea that,
during the festival week, a utopian place could be created, ideal in its social, political
and moral aspects — but a place that would also be sustainable, both financially and
logistically (Mikser 2014). The program further expanded the idea of fostering colla-
boration between different sectors and media, by hosting digital workshops, film
projections in the streets, installations, humanitarian races, concerts, parties, as well as
lectures on sustainable models and practices that promoted urban revival in a socially
responsible manner. With hindsight, it now seems quite naive that only three years
ago, in 2014, the team behind Mikser believed that they would be allowed to recon-
struct and occupy the then-derelict Geozavod building, situated right next to Mikser
House — which has since been renovated by the city officials and investors and nowa-
days hosts a model of the future Belgrade Waterfront.

2015 - ItcH

The 2015 edition of the festival that lasted from 3 to 7 June invited creative people to
recognize their ‘breaking point’ and to talk about their frustrations related to creative
work. The program of the Mikser Festival 2015 encompassed almost all bars, galle-
ries, cultural centers, café bars and clubs in Savamala, in a display of solidarity and
unity in the face of the imminent threat posed by the Belgrade Waterfront. The music
program of Mikser Festival was included in the Savamala Cultural Summer, which was
supposed to run from June until September. A space at Mostarska Street was tran-
sformed into an open-air concert venue Miksaliste, with the capacity of about so00
people, intended to host concerts, musicals, dancing nights, parties and other types of
live performances. Consequently, this edition of the festival had the most ambitious
music program hitherto, featuring blues performers such as Ana Popovi¢ Band and
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The Cotton Pickers, Serbian alternative rock bands Kanda Kodza i Neboj$a, Artan
Lili, E-Play, Goblini, Eyesburn and Straight Mickey and the Boys, veteran rockers
Partibrejkers, an alternative a capella choir Viva Vox, numerous jazz ensembles, as
well as several bands from Sarajevo.

However, the plan to continue with the concerts throughout the summer was
disturbed by the influx of refugees from Syria, Afghanistan and other countries (Cf.
Medi¢ 2016a; 2016b). The festival organizers faced a moral dilemma: should they
proceed with their planned activities, or offer a helping hand to those in need. In
Maja Lali¢’s words: “There was no dilemma at all. We built the Refugee Aid Miksa-
liste in Mostarska Street, with the help of thousands of solidly united volunteers and
citizens, as well as twenty local and international organisations” (Lali¢ 2016). Refugee
Aid Miksaliste opened in August 2015; during the day, Miksaliste provided medical
help, workshops for children, toilets, shower points and washing machines, points for
charging mobile phones, etc. As I have observed earlier, the very same energy and
drive, the collective affect that used to form in Savamala with respect to its cultural
and entertainment offer, was now channeled into this self-organized local activism,
and the residents and visitors of Savamala were encouraged to sympathize with the
migrants’ plight (Medi¢ 2016a). Refugee Aid Miksaliste remained in this location until
26 April 2016, when it was demolished by the city officials, because it did not have
official permits. The Mikser team then relocated the refugee aid center to a nearby
address, at Gavrila Principa Street.

2016 — SENSITIVE SOCIETY

The eighth Mikser Festival was held for the fifth and final time in Savamala from 8 to
12 June 2016 at more than 40 locations. The slogan sensitive society emphasized the
themes of gender equality, female creativity, social equality, open dialogue, multi-
culturalism and conflict resolution. The festival also put an emphasis on the refugee
crisis and offered possible directions for the refugees’ integration into European socie-
ties. According to the press release, the festival organizers aimed “to explore the social
concepts with which citizens and creative professionals can influence current social
processes to improve the quality of everyday life, open the way for more direct coope-
ration with sensitive and vulnerable groups, and promote humane values, empathy
and love” (Mikser 2016). The festival program again included talks, exhibitions,
workshops, lectures, debates, concerts, performances, children and youth programs
and cinema.

The music program was even more diverse and inclusive than in previous years
and showed an obvious tendency to mix various mainstream genres with the usual
alternative. Obviously aiming towards commercialization, due to mounting finan-
cial pressures, Mikser Festival incorporated some elements (and performers) typical
of the Gu¢a Festival of Brass Bands held in central Serbia each summer. Thus, aside
from the expected indie rock and hip-hop performers such as Rambo Amadeus,
Elemental, Kralj Cadka, Ti, Dojo, Lira Vega, Bitipatibi and others, the list of perfor-
mers also included: the only Serbian folk brass bend led by a female trumpet player,
Danijela Veselinovi¢; the acclaimed brass orchestra of Boban Markovi¢; a famous
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Serbian virtuoso on the frula (Serbian fife) Bora Dugi¢; Bosnian sevdalinka singer
Bozo Vre¢o with his band Halka; Mostar Sevdah Reunion with the Romani folk singer
Esma Redzepova; and others. As I discussed in an earlier article on Serbian ethno and
world music scenes, such a chalk-and-cheese program was possible because some folk
music performers (such as Esma Redzepova and Boban Markovi¢) had previously
been rebranded as world music performers by Serbian music promoters and record
companies; it was only thanks to this ingenious marketing strategy that they became
accessible/acceptable to the urban, hipster audiences (Medi¢ 2014: 114-115). At that
point, both the festival organizers and the audiences were unaware that this edition of
the festival would be the last one in Savamala, and there was still optimism as regards
the future of the festival and the refugee aid center.

MIKSER FESTIVAL — A SOUNDWALK

I will now describe one typical soundwalk recorded during the festival. I selected a
soundwalk recorded during the 2015 edition of the festival — the year that saw the most
drastic changes to the festival format. The soundwalk was recorded on Friday, s June
2015, the busiest day of the festival. Even the city dwellers who were not interested in
the festival per se descended to Savamala for its regular Friday night clubbing offer.
I began my descent into Savamala at 9pm from Branko’s Bridge across the river Sava,
which connects the old urban core of Belgrade with New Belgrade (Novi Beograd; a resi-
dential quarter built after World War I1). I was carrying the Zoom 4 recording device, set
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to stereo mode. Due to the overwhelming traffic noise on the bridge, I had to reduce the
recording level to 21/100, to prevent it from peaking; this figure alone testifies to the noise
level in this area. As I descended the stairs towards Savamala, the noise level never subsided
— in fact, it only grew louder in Karadordeva Street, when the sound of the trams passing
under the bridge mixed with the rest of the motorized traffic. However, another sound layer
became heard right under the bridge: the sound of music coming from the pubs and clubs
in the Karadordeva Street (Prohibicija and Mladost Ludost Radost).

Mikser Festival itself was taking place in a triangular area marked by the streets Kara-
dordeva, Braée Krsmanoviéa and Travnicka. As I turned toward the Braée Krsmano-
vica Street, one could hear the increasing chatter of the exhibitors at the Mikser Bazaar
(market) and their customers, mixing with the disco music coming from the clubs Transit
and StevaMala in the same street. Aside from Serbian (and other ex-Yu languages), one
could also catch conversations in German, English or Italian. A majority of voices belonged
to adults, but one could also occasionally hear children’s voices, since some exhibitors at the
market sold products aimed at youngsters — toys, badges, notebooks etc. — and the entire
festival was advertized as family-friendly.

As I turned the corner of Brace Krsmanoviéa and Travnicka, I could hear music from
a jazz trio (saxophone, piano, drums) playing live at the garden of the beer pub Dubliner
in Travnicka Street. The noisy chatter of festival goers intensified as I came closer to the
ticket stand and the food vendors. As I approached Miksaliste, I could hear the Serbian
alternative rock band E-Play, playing in front of a very enthusiastic audience. Because of
the noise level I had to reduce the microphone level again, to only 15/100. Some chatter was
also heard from the jazz club Dvoristance, right across Miksaliste, although no music was
being played there at that moment (and even if were played, nobody would have been able
to hear it anyway).

When I turned around and walked towards Mikser House, situated at the corner of
Travnitka and Karadordeva Streets, I went past the warehouse-turned-concert venue
Magacin Depo; however, no music was being played there at that time, because the venue
hosted the exhibition Young Balkan Designers. The exhibition itself was louder than
expected, because of the acoustics of this former industrial warehouse, whose plain concrete
walls amplified sounds. As I started approaching Mikser House, I could hear the clutter
of the numerous guests sitting in the garden outside, and loud rock music coming from
the inside. It was an evening that welcomed three bands from Sarajevo: Velahavle, Skroz
and Dvadesetorica. Mikser House was packed to capacity and the festival crowd, which
included the acclaimed theatre director Kokan Mladenovié, actor Branislav Trifunovi¢
and composer Irena Popovi¢ Dragovic, fiercely supported these bands from neighboring
Bosnia-Herzegovina.

Since it was impossible to record inside Mikser House because of the exceptionally loud
sound, I returned to Miksaliste. E-Play had finished their set and were replaced by Eyes-
burn, a reggae-hard rock band from Belgrade that has been active since the 1990s. Their
set was heard not only by a packed auditorium at Miksaliste, but also by numerous fellow
musicians, members from other bands playing at the festival, thus blurring the lines between
festival goers and participants. I observed that the audience mostly consisted of people in
their 20s, 305, even 40s (myself included), while there were hardly any teenagers: the festival
program did not include performers popular among the youngest audiences. Simultane-
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ously with this gig, other programs were happening at Cultural Centre Grad [City] and
the derelict Spanish House, both in Brace Krsmanovica street. There was a rumor in the
streets that the famous American pop singer Lady Gaga, who was known to be in Belgrade
at that time, was seen among the festival goers, and was most likely ‘hiding’ in Transit, on
account of the heavy security in front of that club.

As I walked back towards Mikser, I went past the refurbished Geozavod building, which
at that point had just been chosen to host the miniature model of the future Belgrade Water-
front. Unlike the hustle and bustle of the festival in its immediate vicinity, the Geozavod
edifice was eerily quiet, with just a few security guards in front of the entrance. At that time,
the construction work for Belgrade Waterfront had not started yet; but the silence of the
Geozavod building served as an ominous warning that, in less than two years, the entire
festival area would be - silenced.

QUANTITATIVE RESEARCH

As observed by Marija Dumni¢ (2017) in her contribution to this volume, when anal-
yzing musical preferences one may focus on the issues of “taste (Bourdieu 1986),
types of audience (Abercrombie and Longhurst 1998), popular music preferences of
the youth (Johnstone and Katz 1957), musical preferences in interpersonal commu-
nication (Rentfrow and Gosling 2006) and social group membership (Sheperd and
Sigg 2015), influence of identity markers (such as ethnicity, gender, age) on music
preferences (LeBlanc et al. 1996, LeBlanc et al. 1999, North 2010) ...” (Dumni¢ 2017).
On this occasion, I felt it necessary to investigate the demographics of the visitors
of Mikser Festival in the period between 2012 and 2016, i.e. while it was taking place
in Savamala. I did not focus on their perception of the sound(scape), but rather on
the question of what brought them to Savamala and how they reacted to the festival.
I'was also interested in their overall impressions of Savamala, and whether they felt
that the festival had contributed positively to the life of this formerly neglected part
of Belgrade; but also, to see whether there were some lessons to be learned by the
festival organizers. Based on these findings, I will conduct the next stage of quantita-
tive research, in which I will explore the visitors’ impressions about the soundscape
of Mikser Festival, and compare them to my own field recordings and written impre-
ssions collected over the three-year period (from 2014 to 2016).

The quantitative research was conducted over a three-month span, from February
to May 2017. The participants were divided in two groups: the primary group (PG)
comprised Savamala revelers, visitors to Mikser Festival and/or Mikser House, who
were randomly selected. I did not interview the residents of Savamala, but precisely
the visitors who came there on purpose i.e. to attend Mikser’s programs. I distributed
printed questionnaires in self-addressed and stamped envelopes, and asked the inter-
viewees to return the questionnaires by regular post. I distributed 100 envelopes and
received 68 of them before the set deadline (5 May). On the other hand, the control
group (CG) consisted of researchers working at various institutes in Belgrade, all of
them with postgraduate degrees, as well as art students. I chose this relatively homo-
genous group not only because their educational level was already known, but also
because intellectuals and art students would be expected to be enthusiastic atten-
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dees at a festival such as Mikser. This control group received and returned questio-
nnaires either in person or online, thus making it possible to separate them from the
primary group who sent their replies by post. I limited the number of participants in
the control group to 68, thus equating it to the number of respondents in the primary

group.

Envelopes with questionnaires (the primary group)

With respect to the primary group, I wanted to investigate who were the visitors of
Mikser Festival, what brought them to Savamala, how they responded to the program,
and whether they developed an awareness of Savamala as a cultural hub; in other
words, how they reacted to the ‘brand” of Savamala and whether they regretted the
fact that it was about to be destroyed.

The participants in both primary and control groups were asked to state their age
group (under 20, 2039, 40-59, or over 6o years of age) and gender (male, female
or unspecified), while the primary group was also asked to state their educational
level (elementary school, secondary school, college or university), which with the
members of the control group was already known.

This investigation has shown that the audience of Mikser Festival in Savamala was
heterogeneous in terms of identity markers: age, gender and education. Among the
festival goers from the primary group, 53% were under 40 years old, while the remai-
ning 47% were 40 and older, which contrasted my initial presumption that a majority
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of festival goers would be younger. In terms of gender, 53% of visitors were female,
47% male, making it an almost even distribution. When it comes to education, 29%
of visitors had secondary education, 12% college education, and the remaining 59%
university education, thus making them an overwhelming majority.

As to the control group, 71% of the respondents were female, and only 29% male;
65% were under 40 years old, 32% between 40 and 59 years of age, and only 3% over
60. But while a majority of members of the control group fit into the overall profile
of an ideal Mikser Festival visitor, the actual results showed that, although 91% knew
that the festival was taking place in Savamala between 2012 and 2016, only 26% of them
actually visited the festival — thus leading me to conclude that the festival had not
fully succeeded in attracting its desired audiences, i.e. intellectuals and art students.

When asked what type of program they were attracted to, more than a half of
interviewees (53%) singled out music programs — concerts and gigs. Another 35%
selected Mikser market (bazaar), where small entrepreneurs and artists sold their
products, while only 12% chose another type of activity (lectures, exhibitions, round
tables, children’s workshops etc.). Among the members of the control group who
attended the festival, 60% opted for music programs, 30% for the bazaar, and only
10% for other types of events.

All participants from the primary group (100%) and all festival goers from the
control group had very positive impressions about the festival. Among the descrip-
tions that they used one finds: “Belgrade needs a festival of this kind;” “excellent
festival, well organized;” “great people, great atmosphere;” “very trendy, succe-
ssful and well attended;” “very dynamic;” “good location, cool venues, interesting
program;” “great for the economy and private entrepreneurship;” etc. Other positives
that they observed were that a formerly derelict part of the city was revitalized and
filled with cultural and artistic content. A few respondents said that the festival offered
quality programs, but that the space was inadequate, and that they could not over-
come their negative preconceptions/prejudices concerning Savamala. Some respon-
dents complained that concert tickets were quite pricey, but that there was also a good
offer of free programs. One respondent opined that the festival provided an alterna-
tive to the musical life of Belgrade, but preferred its first incarnation in Zitomlin and
argued that, by moving to Savamala, the festival became “a hipsters’ oasis.”

Except for a sole respondent in the control group, all other respondents in both
groups, including those who did not even attend the festival, responded that the
festival influenced the life in Savamala in a positive way. When asked to reflect on
this, 100% in the primary group and 74% in the control group said that the festival
helped put Savamala on the tourist map of Belgrade and Serbia; 76% in the primary
group and 85% in the control group said that it enriched the musical life of Belgrade
by offering a new quality; 82% in the primary group and 59% in the control group
opined that it improved the public perception of the formerly notorious quarter.
Other benefits observed by the participants were: reconstruction of former indu-
strial objects that had been abandoned and neglected (82% PG, 47% CG); promotion
of private entrepreneurship and small businesses (58% PG, 12% CG); improvement
of the economic status of the residents of Savamala, an area known for high levels of
deprivation (41% PG, 15% CG).
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When asked whether they were bothered by certain segments of the festival,
four interviewees from the primary group complained of the aforementioned Guca-
like aspects of Mikser — be it food stands in the streets, brass bands, or inebriated
crowds: “It has become a folk fair, just like Gu¢a, with barbecue stands, which is
kind of grotesque.” Several respondents also stated that they were bothered by many
events taking place at the same time, because it meant that some of them could not
be properly enjoyed: “A cellist was playing in Mikser house at a corner, with no amps,
and at the same time an urbanist was talking on the stage, using the microphone,
which meant that the cellist could not be heard at all.” While not numerous, these
respondents felt that the festival was losing its identity and becoming too populist
and commercialized.

While 76% of participants in the primary group knew that the festival would be
moving from Savamala to lower Dor¢ol in 2017, only 53% in the control group knew
that (with one participant correctly remarking that this information was not even avai-
lable on the festival’s official website as late as April 2017). Exactly the same percentage
of respondents in both groups (53%) thought that the good things achieved in recent
years in Savamala would be sustained even with the festival’s removal from the area;
one respondent remarked that “Savamala will obviously be diminished in terms of
its tourist importance; however, the musical offer in Belgrade will not be poorer - it
will just be transferred elsewhere.” While 76% of interviewees from the primary group
said that they regretted that Mikser would be leaving Savamala, 65% of the control
group said so; moreover, 100% of respondents from the primary group said that they
would continue to visit Mikser in Zitomlin, while only 62% of the control group said
so (whilst adding that their attendance would depend on the festival program, timing
and other factors).

PosTLUDE: BACK TO THE FUTURE

Listening to the soundwalks recorded during the Mikser Festival in 2014, 2015 and
2016, whilst preparing this article, I was reminded of the infectious optimism and the
visionary spirit of the festival organizers. Unfortunately, their idea to turn Savamala
into a permanent fixture on the map of Belgrade nightlife and a tourist hotspot only
materialized for a few years, before it was halted by the top-down business interests.

Based on the research discussed above, there are several conclusions and lessons
to be learned. First, in spite of Mikser Festival’s primary focus on contemporary archi-
tecture, design, creative industries and such, it was sound i.e. music of all genres that
primarily drew visitors to the festival and kept them interested in it. This conclusion
corresponds with my already cited observation that the reculturalization and transfor-
mation of Savamala was predominantly achieved by means of changing the sound of
the area, i.e. by bringing music into this ugly, derelict quarter. It was music and sound
that enabled the festival goers to form identity bonds and to become members of
Mikser’s urban tribe, immersed in its sound.

Second, it is clear that the marketing campaigns in the past years were not enti-
rely successful, because a large percentage of the urban, hip, educated audiences did
not even know that the festival was taking place in Savamala; or, even if they knew,
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they were often put off by the notoriety of the location, or insufficiently interested
in the festival program. Perhaps a clearer emphasis on music, instead of talks, exhi-
bitions and such, would have helped in attracting the audiences in larger numbers.
However, those who did attend the festival carried very positive impressions. While
on this occasion I did not investigate the attendees’ perception of the sound, almost
all of them expressed their enthusiasm for the festival’s lively atmosphere and enjoyed
being part of the festival crowd.

Third, both those who attended the festival and those who did not, felt that the
festival contributed positively to life in Savamala and the tourist offer of Belgrade in
general, which needed an alternative event of this kind. A major lesson learned was
that Mikser Festival, in spite of its good intentions, visionary ideas, regional networ-
king and private and international support, could not survive without support from
Serbian officialdom. It was not just about finances, although Ivan Lali¢ admitted that
the reason for leaving Savamala and closing down Mikser House was the fact that the
project was financially unsustainable (Ljuna 2017). More importantly, in the present-
day transitional Serbia, the very fact that the festival was organized independently and
not endorsed either by the City of Belgrade or Serbian Ministry of Culture and Infor-
mation exposed it to political whims and competing business interests. Even as the
festival relocated from Savamala to Doréol, it remained vulnerable to such influences.

The ninth edition of the festival was held from 25 to 28 May 2017 at the place where
it had begun - in the former Zitomlin silos at the south bank of The Danube — under
the aptly chosen title Migration. The previously-announced location for the festival
and the new Mikser House, also in the lower Dor¢ol - the factory IMK Beograd —
had to be changed at the very last moment, because the administrative procedure for
this defunct factory was suddenly accelerated and its immediate sale announced (thus
confirming my observation from the previous paragraph). The organizers of Mikser
were then forced to opt for the first former industrial location that they ‘discovered’
for the Belgrade audiences in 2009. Unless they manage to make common interest
with cultural officialdom and negotiate their support for the festival, it will not come
as a surprise if they were forced to move again.

As of now (end of May 2017), Ivan and Maja Lali¢ are still searching for a suitable
location for the new Mikser House in Belgrade. Simultaneously, preparations are
underway to open a Mikser House in Sarajevo, the capital of the neighbouring Bosnia-
Herzegovina, thus expanding the already established regional collaboration in a more
tangible way. The years of sound living in Savamala may have ended much sooner
than expected, but the idea of Mikser as the all-inclusive, barrier-breaking, sustai-
nable utopia has not been abandoned.
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APPENDIX
Questionnaire used for quantitative research

For the purpose of research on the project City Sonic Ecology, please answer several
questions about Mikser Festival. Please put the questionnaire in the enclosed addressed
and stamped envelope and send it to us. The research is conducted anonymously. Thank
you for your collaboration!

Questions

1) Did you know that Mikser Festival was taking place in Savamala between 2012
and 20162

2) Did you visit Mikser Festival while it was taking place in Savamala?

3) If your answer to the question no. 2 with “Yes,” which programs did you attend?

4) Describe your overall impressions of Mikser Festival.

5) Do you think that Mikser Festival contributed positively to life in Savamala?

6) If your answer to the question no. 5 was “Yes,” what do you regard as its posi-
tive features (choose one or several of the answers below)

«  placing Savamala on the tourist map of Belgrade and Serbia;

. enriching the musical offer of Belgrade;

o reconstruction of derelict and abandoned former industrial objects;

«  promotion of private entrepreneurship;

«  improving the economic status of the residents of Savamala;

-  improving the public perception of Savamala, which has long been consi-
dered a “notorious” neighborhood.

7) Do you know that Mikser Festival is moving to Dor¢ol in 20172

8) Do you know that any of the results stated in the question no. 6 will be susta-
ined after Mikser leaves Savamala?

9) Did you find any of the programs of Mikser Festival disturbing in any way?

10) If your answer to the question no. 9 was “Yes,” please elaborate.

11) Do you regret that Mikser Festival is leaving Savamala?

12) Will you visit Mikser Festival at its new location (Zitomlin, Doréol)?

Statistical information about you — please choose:

Gender: male female other

Age group: under20 20-39 40-59 over 60

Education: primary secondary university, postgraduate
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TOAVHE AOBPOT 3BYKA: MUKCEP ®ECTUBAA Y CABAMAAU (2012-2016)

(CAXETAK)

Y 0BOM 4AQHKY pasmaTpam 3By4HH mej3ax (cayHAckejm) Mukcepa, He3aBHCHOT
decTuBasa caBpeMeHe KpeaTHBHOCTH, MokpeHyTor 2009. ropune y beorpaay,
raaBHOM rpaay Cpbuje. Qoxycupam ce Ha paszpobme op 2012. o0 2016. ropune,
Kapa ce Muxcep oppykasao y CaBaMann, ypbaHoj 4eTBpTH y LieHTpy Beorpaaa, koja je
OF1AQ TOABPTHYTA PASAMIUTIIM YPOAHICTUIKIIM 1 KYATYPAAHHM TPaHCPOpMaLHjaMa
Y pasMaTpaHOM IIePHOAY. Y TEKCTY ce HajIpe GaBHM HCTOPHjATOM U KOHIIEIIIIIjOM
Muxkcep PecTrBaAa, Kao ¥ II0jeAMHAYHIM FOAUITHUM H3AABHUMA GeCTHBAAA TOKOM
merosor ,xuBora’ y CaBamaau. HakoH Tora, oImcyjeM jeAHy ,3By4HY LIETISY
CHHMMbEHY TOKOM $eCTHBAAQ, a 3aTUM HAaBOAUM pe3yATaTe KBAaHTUTATHBHOT
HCTpPaXHBama CIIpoBeaeHOT nodeTkoM 2017. ropuHe, a y Be3u ca yTUCLHMA
MOCETHAAIIA M YKYTIHOM pPellelinjoM pecTrBasa. KpeaTuBHY THM KOjH je TIOKpeHyo
Muxcep, mpeaBohen 6paunnm mapom Majom u MBanom AaanheM, UMao je 3a 1un
Aa CaBamaau 06e30eAH TPajHO MECTO Ha MAIIK 0€OTPAACKE KYATYPHO-TYPHCTIYKE
HoHyAe U HOhHoT sxuBoTa. UHIbeHNIIa AQ ¥ TOj HAMEPH HUCY YCIIEAH IIPBEHCTBEHO
je 6raa mpoyspoxoBaHa GpHUHAHCHjCKIM PasAO3HMA, AAH M OKOAHOWIhy Aa Cy ce
HAIIAY HA [Ty Ty aMOUL[IO3HOM €KOHOMCKO-YPOAHUCTHIKOM IIPOjEKTY, YHjH je Lk
KOMIIAETHa TpaHcpopManuja AecHe obase peke Case. OBO HABOAU HA 3aKAYIAK AQ
AYTOPOYHH OIICTAaHAK HE3aBUCHOT PeCTUBAAA Y TpaH3HIHOHOj CpOuju He 3aBHCH HU
0A IoHyheHOr porpaMa HUTH 0A HHTEpecoBama ITybarike, Beh 0p 06e3behusama
3BaHMYHE IIOAPIIKe X HHPPACTPYKType.
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ABSTRACT:
Through the analytical approach of studying official and perception-related
discourse on bell ringing I accentuate the complexity of aspects that the sound
of church bell presents in contemporary society. I point out the misleading
officially defined level of noise nuisance and reveal how, when and why bell
ringing is perceived as a positive or negative part of the acoustic environment.
The study argues for a holistic approach to the noise nuisance issues, still much
underestimated in the official discourse, that co-create our everyday soundscape.
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Sounds that are part of our everyday soundscape change on account of changes in
our society. Early soundscape researchers regarded industrialization as the turning
point between the “old” and the “modern” soundscape (Schaffer 1977; Truax 1984;
Thompson 2002), and many theories, methods, research disciplines, and sound art
musicians have dealt with the observation, preservation, protection, or restoration
of certain sounds. The “technological crescendo of the modern city” (Thompson
2002: 2) has given some sounds, mainly those regarded as “natural” or “traditional,”
hierarchical priority in the value system of the collective perception of soundscape.

* This article was written for the project City Sonic Ecology — Urban Soundscapes of Bern, Ljubljana and
Belgrade, financed by Swiss National Science Foundation within its SCOPES programme (2013-2016).

1 mojca.kovacic@zrc-sazu.si
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Even though the evaluation or ranking of specific sounds is a variable process and
correlated to social, political, historical, economic, personal, and other factors, some
sounds seem to be identified as more positive than others. Some of these sounds are
integrated in everyday public life in such a way that no one questions their presence
and place in the overall sonic environment. But when their audible necessity starts to
be questioned, one can correlate this process with changes in society.

One such sound is the ringing of church bells. The church clock chiming and the
bell ringing of Roman Catholic churches is an everyday occurrence in people’s lives in
Slovenia, and, although it is strongly associated with religion (as a public, aural form of
religious expression), it affects — either directly or indirectly - everyone within range
of the sound. In the past, this sound created a variety of meanings (cf. Makarovi¢ 199s;
Kovati¢ 2006), defined the acoustic boundaries of space and its rhythm (Lefebvre
2004), and contributed to the construction of local territorial identities (Corbin 2004:
184—204). These meanings have changed significantly in the modern world, in which
the social processes of industrialization, globalization, and mobility have affected
people’s perception of time and space, as well as their relation to religiosity.

This article explores the position of bell ringing in official, Church, and public
discourse in Slovenia. I argue that since World War I, a significant change in the role
of church bells in public discourse began in tandem with the prominent political and
economic changes and urbanization of public space. These changes can be defined as
ecological, ideological, and aesthetic and are examined as reflected in official policy,
media discourse, and people’s relationship with the sound and the institution that
manages the sound of bell ringing.

This study is spatially connected to public urban space. The sources used for the
study are: legal environmental and ecclesiastical documentation, media represen-
tations of bell ringing, and web discussions and comments.” The official discourse
is presented in the article from the position of the Church, the state and the city.
Through official and public stances towards bell ringing, I show the complexity of
aspects that the sound of church bells presents in contemporary society. In doing so,
I highlight the contribution of such research when dealing with culturally conditi-
oned sounds in space and time, and I also emphasize the importance of perception-
related research for the future creation of urban public sound policies. This is why I
begin the article with the issue of environmental policy towards the sound, which a
variety of soundscape researchers have recently stressed.

SOUNDSCAPE BETWEEN LEGISLATION AND HUMAN PERCEPTION

For along time, environmental policies treated sounds as massive unwanted noise
that ought to be turned off or set to a lower volume, and only recently have they
started paying more attention to other aspects of sound, including its impact on the
quality of life and human health. “Reducing sound level is not always feasible and

2 While my recent paper “Akustemologija zvonjenja” [Acoustemology of Bell Ringing] (Kovaci¢ 2016:
53-63) in the Slovenian language already partly discussed public perception, I use some summarized
previous research findings to juxtapose with the human perception of bell ringing.
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cost-effective, and more importantly, will not necessarily lead to improved quality of
life and people’s satisfaction” (Kang et al. 2013: 8). This is why many researchers are
trying to incorporate the soundscape concept as a set of relations between the ear,
the listener, the sound environment, and society into these policies.’ But national
institutions responsible for the regulation and control of acoustic space in the city
(i.e., environmental inspections, municipal regulations) still focus strongly on the
numbers that define the limits and allowed values of sound intensity in a particular
environment. Their decisions based on this particular sound parameter contribute
to shaping our quality of life and wellbeing, while other parameters (cultural, social,
historical, perceptual, musical...) are still neglected.

Soundscape researchers emphasize in particular that soundscape is not a physi-
cally measurable category, but an environment of sounds “perceived and understood
by the individual, or by society” (Truax 1999). Mainly in the last two decades, resear-
chers from different backgrounds, such as geography, acoustic design, architecture,
music, anthropology, and psychoacoustics (see Feld 1996; Truax 2001; Thompson
2002; Schulte-Fortkamp and Dubois 2006; Soares et al. 2012) have highlighted the
importance of qualitative scientific approaches to soundscape, while focusing on
the interaction of sound, space, people, and the environment. Some studies, espe-
cially those conducted by researchers in the field of psychology and health, focus
only on the perception of soundscape and have set up various theoretical models to
explore the perception of sound (Lercher and Schulte-Fortkamp 2003: 2815-2824;
Schulte-Fortkamp and Fiebig 2006: 875-880; Zhang and Kang 2007: 68-86; Axel-
sson, Nilsson, and Berglund 2010: 2836-2846)*. Swedish researchers demonstrated
on the basis of empirical research that “informational properties of soundscapes, i.e.
categories of sounds are better predictors of perceived soundscape quality than acou-
stic measures of the soundscape, such as the equivalent sound-pressure level” (Axel-
sson, Nilsson, Berglund 2010: 2837). Even though many soundscape studies have
proved that a merely quantitative approach “does not necessarily lead to better acou-
stic comfort in urban areas” (de Ruiter 2005), the impact of such studies on law, urban
policy, and urban design in the world is still small. We can cite the most influential
soundscape research on environmental policy — the “COST action” (European stra-
tegy for financial supporting of networking of researchers) Soundscape of European
Cities and Landscape, in which 18 European countries and 7 partners outside Europe
emphasized the need to integrate social science in environmental noise policy in
order to improve the quality of life (Kang et al. 2013: 3). In COST action, Brigitte
Schulte-Fortkamp and Peter Lercher propose a specific methodological model for
research, one based on a triangulation approach combining: a) narrative, interviews,

3 One of the results was that the International Organization for Standardization (ISO 12913-1:2014)
provided the definition and conceptual framework of soundscape.

4 The research field of health and psychoacoustics emphasizes the importance of non-physical aspects of
sound perception as noise, such as: associations that sound evokes, individual sensitivity and personal
characteristics, past experiences, the necessity of noise, expectations of noise, the activity of the listener,

the season of the year, the period of the day, and the type of space (Bilban 2005: 11).
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and workshops; b) a questionnaire survey; and c) sound analyses (Schulte-Fortkamp
2013: 122).

In Slovenia, soundscape studies are still a relatively new concept, and their imple-
mentation in a variety of working, professional, educational, and research fields is
underdeveloped.s Governmental policy and urban directives governing the scope of
improving the quality of life understand the soundscape exclusively in terms of noise
reduction and focus on specific sources of noise, mainly industrial, traffic noise and
the s.c. devices (machinery, recreational devices, restaurants and bars) (UL 105/05).
Since the current legislation does not understand bell ringing as a possible source
of noise, no institution is responsible for taking into account bell-ringing’s disrup-
tive influence on people. Nevertheless, in the last two decades, public discourse has
focused intensely on bell ringing as a sound that triggers physical and psychological
disturbance in people’s perception. This points out on discrepancy between legisla-
tive and perception-related understanding of noise that should not be neglected.

BELL RINGING: TRANSFORMATION FROM
SouND TO PuBLIC NOISE

Before moving to the Slovenian case, I will briefly present the state of the art of inter-
national scholarship on bell ringing. Bell ringing is mentioned in studies discussing
sounds in public space, but still often in a romanticized way that stresses a historical
perspective on the role of bells in society (see Truax 1984: 76; Schafer 1994: 53-56 and
60-62; Fisher 2014). Bell ringing is also discussed in terms of its role in the discourse
of power relations, where religious sounds (such as bell ringing or the muezzin call)
appear as the appropriate mechanism for political and territorial control of space (Alain
Corbin 1998; 2004; Goodman 2010; Hayden in Walker 2013). Bohlman (2013: 205-223)
briefly places bell ringing in the context of the permeability of religious sounding in
post-secular Europe space. He shows how “cosmopolitan coexistence” (Born: 62) of
religious plurality is being reflected by tolerance towards certain religious sounds. In his
book Religion Out Loud (2014), Isaak Weiner gives the greatest attention to bell ringing

5In 2016, I sought a variety of experts and researchers who could join us for a one-day symposium titled
“Sound Ecology of Ljubljana”. The result was quite modest, which reveals the underdevelopment of
soundscape research in Slovenia. The symposium was attended by experts who use sound measurement
methodology in their approach to noise pollution ( Janez Drev, Andrej Piltaver). Other topics presented
were an archeological approach to computer modeling of past soundscapes (Dimitrij Mlekuz), the
importance of a positive soundscape and quiet areas for health (Sonja Jeram), and the importance of
understanding the principles of auditory perception in ethnomusicological research (Drago Kunej).
As abyproduct of anthropological research on drivers in an international context, the impact of traffic,
city infrastructure, and driving habits on city soundscape was presented (Dan Podjed); representatives
of the society Drustvo za ENO glasbo showed how they fight for the city sound ecology and how the
institutions responsible react to their actions (Bojan Cvetreznik, Janez Krizaj); and empirical research
was used to demonstrate how multisensory perception influences aural perception (Mirko Cudina).
The organizers of the conference presented our role and work to date in the international project City

Sonic Ecologies: Urban Soundscapes of Bern, Ljubljana and Belgrade (Ana Hofman, Mojca Kovacic).
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so far and explores (in sonic disputes) how the opposition of communities and indivi-
duals to public religious sounding expresses protest against the institutional power that
manages this sounding. Weiner’s study of religious sounds clearly shows Christianity’s
loss of power and dominance over American society, as well as the increasing religious
plurality reflected in the contemporary soundscape of American cities.

While the historical presence® of bell ringing in Slovenia is difficult to depict
exactly, since most historical church bells have not been preserved, we can assume
that bell ringing flourished with the construction of the first independent bell towers,
i.e., from the 17" century on (Makarovi¢ 1995: 64). The Catholic Church encou-
raged and engaged in church bell ringing, which became its main signaling device
and symbolic object and gave it a strong position in folk tradition. Many folklore
tales, beliefs, and myths indicate the apotropaic function of the church bell. Folklore
and old and even contemporary literature document people’s strong emotional atta-
chment to bell ringing (Kovaci¢ 2006: 105-116). Bell chiming — the traditional musical
practice using church bells — became widely popular and was even declared a national
specialty and promoted as a very old Slovenian custom. In sum, the sound of the bell
acquired many different meanings: it is the sound of a religious institution, the sound
of tradition, the sound of history, the sound of faith, glory, and happiness, the sound
of the time, prayer, mourning, music, and, most recently, of noise.

In 1940, the Catholic Church expressed its intention to adjust the sounds of bell
ringing in the city. Article 413 of the Code of Ljubljana Archdiocese (Rozman 1940)
provides special instructions for bell ringing in Ljubljana. The differentiation between
bell ringing in Ljubljana and in rural places was reflected mainly in the reduction of
the duration and frequency of bell ringing (ibid., 144). The Code was issued immedi-
ately before World War IJ, so the instructions were not implemented because of the
situation during and after the war. However, the Code is a document of the time that
testifies to the intention to adjust religious sounds to the urban soundscape. We can
only guess whether such restrictions reflected people’s physical need for a quieter
environment or the clerical-liberal struggles that already split the social, cultural, and
political life of Slovenians in the 19™ century.

The Regional Archive of Nova Gorica keeps a document testifying that on the day
of the end of World War II, 9 March 19453, the official authorities in the city of Vipava
declared that all bells had to sound in all the churches in the valley from ¢ to 10 a.m.
(Kovaci¢ 2012: 87). If in this case the bells signaled important events and symbolized
national joy, the situation completely changed after the war.

The postwar period was characterized by a strict atmosphere hostile to clericalism
in the newly created state of Yugoslavia. The political principle of the separation of
Church and State, along with general intolerance of religious expression in public life,
affected official legal relations to the public expression of religion, which included bell
ringing. Bell ringing came to symbolize an unwanted ideology and people’s supersti-
tion. State policy began regulating the sounding of bells all over the country, as well
as the religious authority as owners of “religious noise” (Weiner 2014: 8).

6 Individual data on historical bells and bell founders, as well as individual preserved bells, bear witness
that the first bells were already being rung in the 14th century (see Ambrozi¢ 1993).
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Official regulations such as the Decree on Public Order and Peace of 1953 (UL 1953)
included directives with special paragraphs dedicated to church bell ringing for indivi-
dual Slovenian cities. At that time, bell ringing was limited mostly to regular religious
services and could last only from 1 to s minutes (in Ljubljana 3 minutes). Much tradi-
tional bell ringing connected to Christian rites or folk customs was banned: ringing
for funerals, the traditional Angelus ringing three times a day, ringing in the evening
and at dawn, etc., and all decrees explicitly prohibited the tradition of bell chiming
for Church holidays. All exceptions from these determinations had to be registered
and permitted by the Department of Internal Affairs, or in other words - the police.
A priest who violated the Decree’s regulations could be fined or sentenced to prison.
According to what Ljubljana’s priests and sextons told me in conversation, the decree’s
limitations for bell ringing were strictly respected by “both sides” in the first postwar
decade, but later control was more relaxed.” Bell chimers also testified that the regu-
lations were mostly disregarded in the countryside, where political control over the
Church and folk beliefs was weaker (Kovaci¢ 2012: 81-92).

BELL RINGING AND P0OST-SoCIALIST NOISE POLICY LEGISLATION

For a long time bell ringing was subject to the legislation on public order and peace
and was not addressed independently. It is also the case that the EU did not start
implementing noise abatement in legislation until 1993. At first, noise abatement was
part of the Fifth Environmental Action Program and subsequently independently
treated in the Green Paper on future noise policy (1996) (Adams et al. 2006: 2387).
The latter document and the environmental noise directive issued in 2002 (Direc-
tive 2002/49/EC) were the basis for implementing international standards of noise
abatement.

Many European Union member states integrated these guidelines and standards
in their laws and regulations, and the same happened in Slovenia. In 1993, the standar-
dization and harmonization of international regulations in the field of acoustics fell
within the purview of the technical committee called Building Physics of the Office
for Standards and Metrology, and in 2002, an independent technical committee SIST/
TC AKU Acoustics was established. The committee monitors changes in EU stan-
dardization and translates the EU’s legislative documents into Slovenian. But it is the
Environmental Agency of the Republic of Slovenia (ARSO) that then prepares and
issues national noise regulation policies. Mirko Cudina, a member of the technical
committee SIST/TC AKU and president of the professional association, the Society
for Acoustics, criticizes the ARSO for not following and for even misinterpreting
the committee’s guidelines, as well as for not including the general and professional
public in the preparation of national regulation policies (Cudina 2013: 334). Below, I
describe how Slovenia’s “coordination” with European legislation affected bell ringing
and what consequences this has had in society.

The documentation of sound control policy shows the shape of official tole-

7 When reviewing the archives of the parish of the city of Menges, I discovered that the tensest corres-
pondence between the Church and city authorities took place up until 1956.
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rance of sound and consequently defines the boundary between pleasant sound and
noise. This is done by quantitatively monitoring environmental sound levels in deci-
bels. Thus, the official documents issued in the first years of Slovenia’s independence
also determine the sources of sounds that are disturbing when they exceed certain
measurable limits. In 1995, the Decree on noise in the natural and living environment
was issued. It contained an article listing “bell ringing and other fixed audio devices”
(UL 45/1995, 3™ article) among other sources of noise (pubs using audio devices,
opened or covered construction sites, sports shooting sites, facilities for sports and
other public events, etc.). In 2002, Slovenia started to coordinate its legislation on the
limit values of environmental noise with EU directives, and in 2006, a new decree on
noise (UL 105/05) was passed. In the new decree, bells were no longer listed among
the sources of noise (as they are also not listed in EU directive), and this was the
main reason for the polemical public discussions that developed in the years after
the adoption of this decree. The public has noticed the change and expressed its
opinions, mainly disapproval, in blogs, web forums, comments on newspaper articles,
and online public debates about church bell ringing. The official institutions addre-
ssed by the public and the media responded in different ways. After a certain period of
clumsy response, those defending the change in the decree (the police, the Ministry
of Environment and Spatial Planning) coordinated their responses in a unique form:

The sound of the ringing of church bell is therefore equal to a sound produced
by other musical instruments; the composition of frequencies is consistent
with the tones of the music scale, which for humans is not unwanted or distur-
bing, just as the sounds of musical instruments are not normally undesirable
or disruptive (s. n. 2010).

The website of the Inspectorate for the Environment and Spatial Planning has a
section called Questions and Answers. Despite the title, public questions are not given
anywhere; instead, the inspectorate gives explanations on three sources of noise, and
one can guess that these sources are those the public complains the most about: noise
at public meetings and events, noise from restaurants and events with sound devices,
and the ringing of church bells. This clearly indicates the importance of bell ringing
as part of the overall urban noise nuisance. The inspectorate explains that, because of
official legislation, bell ringing cannot be treated as a source of noise; that bell ringing
is brief and usually does not exceed the critical limits determined for residential areas;
and that it is not harmful for health.

Anomalies in the aforementioned institutional answers are obvious and challenge both
experts and researchers. Below, I will demonstrate them with some examples. Organology
defines the church bell as a percussion instrument, but the musical instrument is defined
also by its use and function. When people express themselves musically on church bells,
bell ringing functions as music (i.e., bell chiming), but when bells are used to signal certain
events or the time, bell ringing functions as an acoustic signaling device. In this sense
bell ringing does not differ from other devices that legislation treats as sources of noise
and control their excessive burden on the environment. On the other hand, even if bell
ringing is perceived as music as indicated in the answer of officials, certain laws and regu-
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lations control broadcasting and musical performances in public space. Another dispu-
table aspect is the acoustic specifics of bell ringing. By acoustical definition, bell ringing
is an impulse sound. Mirko Cudina points out that the level of impulse noise is now esti-
mated as an annual average (not daily, as before), so the environment is now depicted as
less burdened by impulse noise than before (Cudina 2013: 398-401). The average annual
bell ringing levels are no longer exceeded and cannot be regulated by law. The relation of
bell ringing to human health, wellbeing, and quality of life cannot be neglected either, and
is here represented by next examples. Swiss researchers conducted a study of the impact of
bell ringing in 2001 and proved that bell ringing affects health even at low volumes, such as
chiming the hours at night. A group of people who lived near the church were connected
to an EEG device at night, and the study showed that clock chiming frequentlyled to sleep
disturbances. And sleep disturbances affect human health (Brink et al. 2011: 5210-5220).
The Slovenian National Institute for Public Health published a professional opinion that
bell ringing does not directly affect people’s health, but can cause strong agitation. And
precisely because officials neglect this aspect and people have no possibility to complain,
this agitation can be increased. This certainly reinforces the fact that the “annoyances that
bell ringing presents for people’s health and well-being of people depend not only on the
sound volume, but on a number of circumstances, conditions, and the state of the indi-
vidual” (s. n. 2014,).

BELL RINGING ASs AN EXPRESSION OF RELIGIOUS FREEDOM

After the sound of bells was exempted from the regulation of noise, Church autho-
rities rarely publicly defended their stance on bell ringing. Their responses mainly
parallel the aforementioned answers from the responsible official institutions, i.e.,
that bell ringing is music, that the regulations are in accordance with EU directives
on noise, and that bell ringing is the expression of constitutionally guaranteed reli-
gious freedom. But public pressures were nevertheless strong and required clearer
responses and actions from the Catholic Church.

In 2013, bell ringing was the subject of discussion at the Slovenian Bishops” Confe-
rence, and for the first time, the Church authorities discussed bell ringing and its
inclusion in modern society. As a result, the bishops issued guidelines for bell ringing
that mainly justify the current situation and do not seek solutions and compromises
between the conflicting sides. The only proposal in the direction of compromise was:
“In an environment where there are tensions and disagreements between the eccle-
sial community and society because of the use of church bells, the priests are ordered
to discuss the problems and to try to find a consensus” (Glavan 2013). Bell ringing
in the urban environment is particularly addressed in a special paragraph calling for
some changes in cities and in concentrated residential areas, such as volume reduc-
tion. But no further instructions are given, and since the volume of bell ringing cannot
be lowered by pressing a button, such instructions seem insufficient. The guidelines
also emphasize the importance of the audibility of bell ringing in the religious, social,
and cultural context: religious recognition, the function of marking the time of day,
and calling people to mass. The concluding sentence highlights the constitutional
right to sounding bells within a religious context: “Interference with the ringing of
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church bells or their silencing will always be interference with religious freedom and
the individual’s affiliation with the Church” (ibid.).

Constitutionally defined religious freedom is often invoked in debates on soun-
ding within the religious context, and is interpreted in various ways. On the one hand,
bell ringing expresses religious freedom (for Catholics), but on the other hand, a part
of society argues that bell ringing’s dominance in the acoustic space suppresses reli-
gious plurality. Secular society argues that bell ringing violates the personal freedom
to live in secular acoustic space.

The official discourse closed discussion with regard to religious freedom and the
ringing of bells already in 2010, when the Constitutional Court of the Republic of Slovenia
had to assess the compatibility of some acts of the Religious Freedom Act with constituti-
onal provisions. Its assessment referring to the use of church bells is based on Article 7 of
the Constitution and on the Religious Freedom Act and reads: “An individual’'s marking of
his profession of or implementation of religion does not confront another individual with
religious beliefs in such a way that it interferes with the latter’s negative religious freedom.
So also visible or audible marking of religious monuments (e.g., a view of a church or
mosque, a religious procession, a believer in religious clothing, the singing of the muezzin
or the sound of church bells) is also not a forced confrontation with religion from which
the state must protect the individual” (Tratnik 2010: 48-49).

PuBLiCc PERCEPTION OF BELL RINGING:
BEYOND THE DISCOURSE OF NOISE

Finally I present few examples that show how bell ringing exceeds the discourse of noise
and so supports the thesis of the necessity of complex treatment of sound. Controver-
sies about bell ringing in media discourse were strongest from 2003 to 2015, testifying to
the fact that bell ringing is one of the most omnipresent sound sources, which aroused
the attention of the general public. The first publicized event that began the contro-
versy was the “soft terrorism” action of silencing the bells of the cathedral in Koper. In
2013, Marko Brecelj, a famous Slovenian musician, political activist, and former muni-
cipal councilor, covered the clappers of church bells with carpets on the day before the
important Catholic Feast of the Assumption. The bells did not ring, many people were
outraged, and Brecelj’s action launched his public correspondence with ecclesiastical
institutions. Wider public and media response to the event immediately showed that
the problem of bell ringing goes beyond discourse on noise and enters the field of the
political polarization of Slovene society. This was exacerbated after 2006, when bells
were excluded from regulations on sources of noise. Since the ruling party at that time
was the Slovenian Democratic Party (SDS), publicly characterized as a right-wing and
pro-clerical party, many people interpreted the change of the regulation as an abuse of
political power. In that year, Marko Brecelj performed the same action again in the same
church. Here are excerpts from his statements after the two actions:

We wanted to say that clericalism is a fundamental Slovenian eco-problem.
We showed that silencing the loud bells of Koper is a solvable technical issue
(Tanackovi¢ 2003).



68

MY3UKOAOTHUJA / MUSICOLOGY 22-2017

In cooperation with renowned Slovenian technical physicists, we would
prepare and conduct the partial muting of oversized bells that will preserve
the richness of the sound. At the same time, we are ready to inform the Slove-
nian public on the progress of exemplary and people-friendly adjustments of
the volume of ritual sounds in Koper, as well as to proclaim our good inten-
tions to the youth and exhausted residents of the city (Valen¢i¢ 2009).

Both statements show how Brecelj shifts the context of his action from ideological
activism against the Church to action against noise nuisance. A review of responses
from the public in the media discourse shows that the physical disturbance of bell
ringing was the prime topic. However, broader aspects of the perception of bell
ringing are sometimes hidden in the text, and most frequently the original debate on
the sonic disturbance of bell ringing turns into a purely political or ideological debate
that dates back to the time after World War II, showing how the communist past is
embedded in the present perception of space: “Xenophobes would like to silence the
voice of the Church, which is steadily here, even if they had to slaughter us again as
they did in 1945” (Ali¢ 2013).

My recent study of the citizens’ response to the possible future manifestation of
the sound of Muslim calls to prayer in Ljubljana shows that tolerance for the sounds
of ezan often stems from opposition to bell ringing. A broader debate on bell ringing
and noise is very often developed in the same forum. This indicates the new dimen-
sion bell ringing has in society: its demonstration of religion’s dominant position in
the acoustic space touches on power relations and raises questions about religious
plurality (Kovaci¢ 2016: 25-38).

Another aspect should be mentioned - the sharing of public space in secular society
and the penetration of sound into private space, as seen in the following comment:

Who was first in this place, you or the church? If you don’t want to listen to it,
move away; otherwise, thank your parents for moving here. It is the same as
when somebody moves to the countryside and then cries because of the smell
of the manure (s.n. 2011).

As Georgina Born and other authors of the book Music, Sound and Space: Transfor-
mations of Public and Private Experience (2003) indicate in many examples of other
sounds, religious sound contests and redraws boundaries between the public and
private and demarcates or questions existing territorial boundaries.

CONCLUSION

The study of the role of bell ringing in the contemporary urban soundscape shows
different aspects of religious sound: how political and religious legislation regulates
the existence of the sound; how the sound itself energizes power relations in society,
when and why it is perceived as acceptable or unacceptable; which experiential and
contextual knowledge is evoked when listening to religious sounds; when and why
these sounds are used or understood as a communicative act or ideological tool.
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The presented official control over bell ringing shows how the position, role, and
function of religious sounding changed through time, as well as how public percep-
tion of bell ringing is shaped today. The fact that people began complaining greatly
about bell ringing in the last decade could be explained in different ways: public
awareness of noise and of the impact of sonic disturbance on health and wellbeing is
increasing; the situation reflects the socio-political and ideological friction in society;
the situation presents the increased public awareness over the right to co-shape public
soundscape. Finally people’s response because of the lost possibility of complaining
is also important. When bell ringing became “desirable music” in the official disco-
urse after 2006, and thus ineligible for official sanctioning, some people felt anger
and helplessness. It is obvious that these people never established a musical-aesthetic
relationship to bell ringing, as implied by official policy. This also indicates that noise
annoyance is not a question of decibels at all. Statistically, not even a third of the
complaints about noise address its acoustic properties (Jeram et al. 2013: 12). Thus,
I assume that the ignorance of Church and state authorities on this problem greatly
fueled the complainers’ agitation. The international team of public health researchers
recently underscored the need for a system of public complaints on environmental
noise for two reasons: to improve the understanding of public noise annoyance and
to improve the health and wellbeing of citizens directly. “The importance of having
the possibility to complain was highlighted in a study that showed a reduction in
blood pressure after the usage of a noise-complaint line” (ibid.; see also: Popescu et
al. 2010: 237-244 and 2013: 205-210).

An increasing number of studies today argue for the need for a holistic approach
to the noise nuisance issue. This study, too, shows the complexity of sound in modern
society. It also demonstrates that the purely acoustic approach that is still part of all
official regulation of the sonic environment can be inadequate, misleading, or even
wrong. On a wider level, this shows the benefits that can accrue from connecting the
humanities and social sciences with the technical sciences, such as acoustics.
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Mojya Kosauuu
3BAHWYHU ITPONIMCU U AUIHU AOXKHUBAAJ 3BOIABE ITPKBEHUX 3BOHA

(CAXETAK)

Y CaoBeHHjH, HAKOH APYror CBETCKOT para, yOp3aHa HHAYCTPHjaAU3ALUjA Y
IPAaACKMM U IPUT'PAACKUM CpPeAMHAMa 3HAYajHO je IIPOMEeHHAA BbHXOBO 3Byvaibe.
HOjaBI/IAI/I Cy €€ MHOI'M HOBH 3BYIJH, HEKH Cy C€ I/13I'y6I/IAI/I HAN Cy T'YPHYTH Y
[IO3aAUHY, HEKU CY U3TyOUAM CBOje 3HAU€eHhe, [I0OCTAAN HEBAKHI HAU HEXKEHEHH.
PacmpaBa kojy oBA€ IIpe3eHTyjeM Ha TeMy 3BOaBe IIPKBeHUX 3BOHA U BUXOBOT
MIOAOXAja Y CABPEMEHOM APYUITBY MHCIUPHCAAA M€ Ha HOBO IPOMHUIIAAE O
3HAYely 3BOHABE Y IPOCTOPY U BpeMeHy. AKO je 3BYK LIPKBEHHX 3BOHA 610
jeAaH OA IIEHTPAAHUX 3BYKOBA aKYyCTUYHOT IMPOCTOPA U AYACKHUX XKMBOTA Y
IPEAMHAYCTPHjCKOM A0OY, OBO Ce y IOTOIHM AelleHHjaMa 3HAIajHO IIPOMEHHAO,
moceOHO Kaaa je 3BYK 3BOHA IIOCTA0 A0 AMCKYPCa O OYIH Y jaBHOM IPOCTOPY.

ITpoMeHa y AOXKHB;Ajy 3BOMaBe IIPKBEHHX 3BOHA MPBOOUTHO je O1Aa pesyATaT
MOAUTHYKE KOHTPOAE Hap 3BYKoM. BpeMe 3a IjpkBeHy 3BOWmAaBY OHAO je
OrpaHHMYeHO, KOHTPOAUCAHO, AU Y IIOTIIYHOCTH 3a0pabeHO, a BAACTH CY IIyTeM
IPOIIKCA O PeAy X MUPY Y jaBHOM IIPOCTOPY KOHTPOAHCAAE COHOPHOCT PeAUTHjCKe
nposenujeniyje. Ho, yrmpkoc sBaHUYHUM IIPONKCHMA, AeCAKPAAM3aIfHja IPOCTOpa
OuAQ je HajOUUTAEAHU]A y YPOQHUM LEHTPHUMA U HUje Y UCTOj MepH adeKTOBaAd
pypaaHe cpeauHe. Y A00a coljaAn3Ma, 3B0aBa je OHAA PeryANCAaHA Ha APYKABHOM
HHBOY, 4 )KaAOe Ha HUBO jaurHe 3ByKa OHAe Cy BeoMa peTKe U HUCY OHAe jaBHO
H3paKaBaHe, AOK je ¥ IIOCTCOIIMjAaAUCTHIKOM Pa3A00,y MPUMETAaH MOPacT
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TEH3Hja, ITO ce pePAEKTOBAAO U Y MeAHjCKOM AUCKYpCy. [TocTeneno je HuBo Gyke
IPOY3POKOBaH 3BOHaBOM II0CTA0 3HauajaH mpobaem. Moryhe je nparuru 6pojue
AHMCKycHje Ha opyMUMa, GAOTOBHMA, KOMEHTAPUMA UCIIOA HOBHHCKHX YAQHAKA,
3aTHM, TAKO3BAHE ,MUPHE TEPOPUCTHUKEe aKIjHje yCMepeHe Ka yTHIIABAbY
3BOMaBe, OKYILbamba M0 ceAnMa (U 3a U IPOTHUB 3B0IaBe ), IPecyAy YCTaBHOT
Cyaa y xopucT IIpKBeHe 3BOIbaBe, Kao U IPOMeHe y 3aKOHHMMa KOjH Ce OAHOCe Ha
peryaarujy 6yke. CBe 0BO ycMepaBa Hac Ka pyHAAMEHTAAHUM IIPobAeMUMa Koje
pasMarpaMm y OBOM YAAHKY, 2 TO Cy: MpobaeM rpaHuite usmel)y nmpujaTHor 3yka 1
OyKe, IPOAUPAIbe PEAUTHCKOT 3BYKA Y CEKYAAPHHU IIPOCTOP, OAHOCHO, jaBHOT 3ByKa
y IPUBaTHH IIPOCTOP. Y OBOM TeKCTY IIPe3eHTYjeM 3BaHMYHH — IPAACKH, AP)KaBHH
U LIPKBEHU AMCKYPC O 3BOH-aBU 3BOHA OA APYror CBETCKOT paTa AO AAHAC, AOK,
Ca ApyTe CTpaHe, HABOAUM I0jeArHe IIpHMepe KaKO AYAU IePIUINPajy 3BObaBy.
Kopucrehu nprmep 3BoraBe IjpKBEHUX 3BOHA, HCTHYEM MOTPeDY 32 XOAMCTHYKIM
IPUCTYIIOM pellaBay IpoOAeMa 3By4dHOT 3arahema.

Kay4HE PEYH: /oybraHa, 3BYUHH I1€j3aK, [IPKBEHa 3BOHA, 3BOHaBa, OyKa, 3ByIHO
OKpYyXje
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ABSTRACT

In this article I analyze musical preferences in the context of tavern performances
in Skadarlija, a popular tourist quarter in Belgrade, Serbia, on the basis of
ethnographic data collection. I argue that this specific musicscape relies on
communicative and affective aspects of particular performances. I pay special
attention to the repertoires performed and the way in which they interweave.
The aim of this article is to demonstrate how musical preferences influence sound
environment, especially in the context of the tourism industry.

KEYWORDS: musicscape, Skadarlija, Belgrade, musical preferences, folk music

Skadarlija is a district in central Belgrade with a tradition more than a century old,
characterized by famous restaurants and taverns where numerous folk orchestras
perform; today it is one of the most prominent locations in the city. From the begin-
ning of the 20™ century until the end of World War II it was the main bohemian place
in Belgrade. In 1966, the restoration of the street began as an architectural project with
the idea to achieve today’s appearance of an “ambient nook in Belgrade,” in a rede-
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signed old style and with development of “traditional taverns.” This was done with
a clear conceptual reference to Montmartre in Paris. Today Skadarlija is not only a
place for local bohemians, but also a part of the tourist presentation of Serbia’s capital
city as a “city of leisure,” with its constructed image of authenticity with taverns and
music (cf. Vukanovi¢ 2008). Such a representation is based on the discourse of auto-
balkanism, i.e. an internalised stereotype that the Balkans are the European inner
“Other,” as conceptualized by Maria Todorova (Todorova 2006) — a place at the cross-
roads of East and West, with a troubled history and society, but with good entertain-
ment to be found in taverns, with food, drink and music.

Taverns are important communication spaces in Serbian culture, especially for
folk music — tavern performances entertain the audiences, but also foster the profes-
sionalization of musicians. Throughout the history, this performance context was
perceived as “bad” for “pure folklore,” but also as an “authentic” folk music experi-
ence and an advancement of particular musical forms. The context of musical perfor-
mance in taverns is considered to be one of the most important contributing factors
to the tradition of urban folk music. The concept of Skadarlija relies on the discourse
of an earlier time perceived as the “old Belgrade,” i.e. the “golden era” of Belgrade
urban culture; hence there (re)emergent taverns. With specific type of popular music.
Music performed there is called starogradska (English: “old urban”) and it is based on
pre-World War IT urban folk music. What matters for Skadarlija’s soundscape is not
just this particular genre, but also new repertoires, then, its connection with tourism
and the process of interaction of musicians with their audiences. As it is known from
previous researches, music has many links with place, space and migrations (e.g.
Connell and Gibson 2003, Cohen 2011), so this article will be a contribution to the
examination of specific musicscape.

Here I do not deal with axiological concepts of musical taste (but even in that case,
Skadarlija is emically perceived as a “classy” tourist quarter in Belgrade, so although
folk music is performed there, it is not perceived as “low” taste). Related to the
research of musical taste and musical preferences, I have consulted various sociolog-
ical, psychological and pedagogical literature (some of it experimental in nature) — on
taste (Bourdieu 1986), types of audience (Abercrombie and Longhurst 1998), popular
music preferences of youth (Johnstone and Katz 1957), musical preferences in inter-
personal communication (Rentfrow and Gosling 2006) and social group membership
(Sheperd and Sigg 2015), influence of identity markers (such as ethnicity, gender, age)
on music preferences (LeBlanc et al. 1996, LeBlanc et al. 1999, North 2010), percep-
tion ability of music characteristics (such as pitch, melodic contour, harmony, timbre,
tempo) in relation to music preferences (Hedden 1981, LeBlanc et al. 1988), the impact
of social changes on taste and folk music in Yugoslavia (Kos 1972). Although prob-
lems of musical taste and preferences were the subject of quantitative research, for
this article I have conducted qualitative ethnomusicological research with the goal of
investigating how listeners influence the soundscape and to create a preliminary basis
for future larger research on musical preferences in the tavern context — the first of
this kind in Serbia. Ethnographical methods are used because of the advantages of
an intermediate experience in the context of tavern musicianship, and they can serve
for future examinations from other disciplinary perspectives.
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In this article I will describe theoretical considerations, methods and materials
essential for understanding the soundscape of Skadarlija. In order to analyse musical
preferences in the taverns of Skadarlija, I present communicative and affective aspects
of music performances. Ethnographically collected material is put in the service of an
analysis of musical preferences; it is collected mainly from musicians (but also from
listeners), and on this occasion it mostly relies on the structure of performed reper-
toire. I analyze folk music repertoires and their interweaving in the context of tavern
music performance. The communication setting described is eligible for the analysis
of folk music preferences, and thus the aim is also to initiate this important discus-
sion which is marginalized in (local) ethnomusicological circles. Finally, this example
shows the influence of that affective dynamics on the particular soundscape of Skadar-
lija, highly conditioned by the tourism industry.

UNDERSTANDING MUSIC IN SKADARLIJA: THEORETICAL
CONSIDERATIONS, METHODS AND MATERIALS

A consideration of the specific musicscape of Skadarlija generally confirms the
insights of Stephen Feld from 1982, as Georgina Born articulated them recently in
her informative study on the relation of music, sound and space:

First, he indicates the significance of a sonic-social phenomenology, one that
is generalisable as both epistemology and method. Second, he shows convinc-
ingly that at the core of our embodied experience of sound and music lies
the interrelation between, and mutual modulation of, space and time. Third,
Feld portrays these modes of experience — sound, music, their spatialities
and temporalities — as immanently affective and as generative of subjective
impression, expression and transformation. An fourth, his insistence on the
mutuality of these modes of experience, and of the sounded imbrication of
bodies and environment, gestures also in the direction of a theory of media-
tion of sound and music: of their complex and multiple, sensory and affective,
material and social forms (Born 2013: 8—9).

The soundscape of Skadarlija can be clarified with several theoretical approaches.
First of all, soundscape is conceived in Raymond Murray Schafer’s sense, as “the
acoustic manifestation of ‘place’, in the sense that the sounds give the inhabitants a
‘sense of place’ and the place’s acoustic quality is shaped by the inhabitants’ activi-
ties and behaviour” (Westerkamp et al. 2014). The musicscape is an aesthetically and
socially structured soundscape, accepting that music is sound with these aspects (see
more: Sakakeeny 2015: 115-120).

What defines Skadarlija as a specific musicscape? A key concept of music perfor-
mances there as representatives of “old Belgrade” is nostalgia. As Svetlana Boym
writes, “nostalgia (...) is longing for a home that no longer exists or has never existed.
Nostalgia is a sentiment of loss and displacement, but it is also a romance with one’s
own fantasy” (Boym 2001: XIII). Boym has classified types of nostalgia as restorative
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— longing for a place, and reflective — longing for a time (Boym 2001: XVIII), which
can be applied when defining Skadarlija’s musicscape (Dumnié 2016); this classifica-
tion can also contribute to the understanding of the musical preferences of audiences.
The question of how the music industry is using the affective capacity of nostalgia has
recently been raised in the literature (e.g. Vallee 2011).

Because of the ordering and paying for songs, repertoires and music performances
in the taverns of Skadarlija are in the process of commodification, which also under-
lines the role of music in tourism. Music actually contributes to the tourist image/
representation of the city by giving local specificity/authenticity/heritage to the one
globally-known entertainment concept. Music in Skadarlija is today openly treated
as commodity — musicians perform a particular song for remuneration. That use of
music is important for tourism: “Music provides an important narrative for tour-
ists, as an expression of culture, a form of heritage, a signifier of place and marker
of moments. (...) Music both defines and transcends the borders and destinations,
while it emphasises and challenges notions of tradition, provides opportunities for
liminal play, transgression and resistance, and helps define the identities of visitors
and the visited” (Lashua et al. 2014: 5-6). In this case, the question of commodifi-
cation can be discussed in relation to the concept of authenticity, often mentioned
in narratives of audience concerning a tavern (e.g. Kaul 2007) — unique experience,
folk music and particular performance are actually part of a commodity in Skadar-
lija’s taverns.

The core of the materials used for this research was collected through ethnograph-
ical fieldwork, which was realized using three methods — soundwalking, participant
observation, in-depth semi-structured interviews with chosen musicians; with audio
(and occasionally video and photo) recording.

The method of research into Skadarlija’s holistic sonic ecology was soundwalking,
which led to the idea that the whole of this nostalgic musicscape (as described in
Dumni¢ 2016) nowadays actually functions according to the musical preferences
of the audience, which are aleatoric. Soundwalking, as “any excursion whose main
purpose is listening to the environment” (Westerkamp 2007), actually may be a
common experience of the visitors of Skadarlija, and is here listening combined with
sound recording, whose purpose was the documenting of Belgrade’s sonic ecology
for future exhibition.* Except for several modern cafés, there are traditional taverns
all the way down the street: Dva bela goluba (Two White Pigeons), Sesir moj 2 (My Hat
2), Zlatni bokal (Golden Jar), Mali vrabac (Little Sparrow), Skadarlijski boem (Boheme
of Skadarlija), Dva jelena (Two Deers), Sesir moj (MyHat), Putujuci glumac ( Travelling
Actor), Tri 3esira (Three Hats), Velika Skadarlija ( Great Skadarlija). In the middle of
the street, there is Kuca Dure Jaksica (the house of a famous poet Dura Jaksi¢, which
is nowadays a cultural center of the municipality of Stari Grad / Old Town), and in
front of it is an occasional summer stage where Skadarlijske veceri (Evenings in Skadar-
lija) with old urban and folk music programs are organized. Every tavern has its own
music program, according to the interaction of musicians with the audience, which

2 A different example of Belgrade soundwalk is presented in Ivana Medi¢’s contribution to this volume:
Cf. Medi¢ 2017.
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has particular preferences within the typical repertoire performed in Skadarlija.

Participant observation, as a “process in which the observer’s presence in a social
situation is maintained for the purpose of scientific investigation” (Schwartz and
Green Schwartz 1955: 344 ), was a useful methodology for the author of the article as
a cultural insider who is doing “ethnography at home,” being a member of the audi-
ence who occasionally interacts with the musicians during their performance. This
method was useful for the understanding of the communication process between
musicians and members of the audience, as well as for the performance process, which
is today dominantly the product of musical requests. Some of these occasions resulted
in sound and video recordings, which were used for the analysis of music and the
progress of tavern performance.

The most representative musicians (i.e. the ones with most experience of playing
in Skadarlija’s taverns) were interviewed. Our conversations (some of them audio
recorded) were very informative for understanding their musical suggestions to
the audience and, conversely, for their musical responses to listeners’ requests. The
questions were directed toward their experiences of musicianship in the taverns of
Skadarlija, the genre and repertoires which they perform there and toward descrip-
tion of performance situations. Also, informal interviews about musical preferences
in taverns with several domestic listeners were conducted, in order to formulate a
future broader pilot survey of the audience.

Except for basically ethnographical methods, here I also conducted an analysis
of prescribed notations and discography which musicians have been using in the
learning and performance of folk music in Belgrade taverns (and which may also be
known amongst the audience). The scores were in printed urban folk music reper-
toires — in this case, from the late twentieth century (especially the publisher “Nota”
from Knjazevac, because musicians often use them). The discographical editions
were of the genre starogradska muzika and of the most prominent performers of “folk
music,” popular mostly on Radio Belgrade from the 1960s-1980s (published by Radio
Television of Belgrade/Serbia and “]ugoton"). This material provided insight into
referential music repertoire and its characteristics.

COMMUNICATION AND AFFECT IN COMMODIFIED PERFORMANCE IN
SKADARLIJA'S TAVERNS

The music performed in Skadarlija’s taverns is meant to be commodified and it implies
a participatory performance. As Thomas Turino defined that performance context
(Turino 2008), there is no division into artist and passive audience, but everyone
participates by playing various roles. The roles are adjusted to the possibilities, so
there are specialised musicians as leading actors, and there are also (less) skilful
performers who clap, dance, sing the refrain etc. (Turino 2008: 32), embodying their
affects publicly. Turino singled out main sound fields which are constituting partici-
patory performance: it is about open forms consisting of contrasting sections made
up of short repetitive elements (often varied), and the beginnings and the ends are
blurred (Ibid: 37-38). The piece of music is just a basis for performance, and it is
important that it has metrorhytmical pulsation - groove and flow (Ibid: 59). This
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musical structuring Turino explained with the need for “security in constancy”, which
leads toward social synchronicity (Ibid: 40-41). In performances like this musical
purity is not crucial, so there are dense textures, rich timbres, wide registers, a perma-
nently high volume, without virtuoso soloists highlighted (ibid.: 44—47). Very impor-
tant in this type of performance is sociability, which comes from interactivity (ibid.:
61). In the case of tavern performance in Skadarlija, it means that audience orders
songs from musicians and in that way the audience is involved in the realization of the
repertoire, and that implies that the music is not too complicated for listeners/ partici-
pants. Special acoustic orchestras perform live for the listeners who are close to them,
engendering collectivities among them. They perform traditional “old urban music”
at the beginning of a performance, but after that they communicate with members of
the audience who order particular songs according to their personal taste, curiosity
or affect — e.g. folk songs from the guest’s country or a well-known Serbian song for
foreign audience, or various popular folk songs for a domestic audience. Orchestras
may consist of non-Romany or Romany musicians. The vocal-instrumental ensemble
consists of melodic instruments (clarinet, violin, prim), rhythmic-harmonic instru-
ments (guitar, accordion) and the double bass; or it can be a tamburitza band (with
the division of the roles of instruments).

Performance process, in the structure that Richard Schechner proposed
(Schechner 2002; see more about application of this platform in: Dumni¢ 2016), has
important connections with musical preferences. During the warm up, the musicians
play a potpourri of starogradska muzika (the representative genre of Skadarlija) and
songs with different characteristics which introduce their playing to the audience
(see more about this genre in: Aymuuh 2016). But at the same time, they follow the
audience’s reactions in order to see how to approach particular guests later on, for
tips. After that, they play for the guests at one table and then go to another. Songs
are interpreted according to the listeners’ preferences, especially to those who have
ability to make a potpourri (which is very rare) and to those who can pay more. In
order to intensify communication with listeners, musicians apply special mechanisms:
playing na uvo (“to the ear”), playing with gesticulations and shouts, virtuosically,
with rhythmic or dynamic emphasis, telling a story about the song. Also, they can give
the leading voice part to an audience member. If they want to increase the dynamics of
the performance, they become louder, faster, satirically change some verses, shorten
the songs to a strophe with refrain and avoid repetitions. Special affective perfor-
mance is the default for the repertoire of romances. After a few hours of playing corre-
sponding to preferences, they play several slower songs in order to wind the proceed-
ings down (or, as has happened recently, simply stop after playing for the last table).

The communication process is often mentioned in Serbian sociology when it deals
with the tavern context and performances of music there (e.g. Crojkosuh 2012). A
well-known simple model with interactivity devised by Wilbur Schramm in 1954,
can be applied here: the audience requests the repertoire from musicians, so they
perform it and offer other songs according to their assessment of the social identifica-
tions of the audience members, and it is a chain of exchanges during the entire music
event. The audience in the tavern can be categorized according to the model of Denis
McQuail, so it may be a target (the audience is influenced), a participant (sender and
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recipient are interacting and their communication is an open act), or an observer —
listener (the sender is trying to gain attention) (Tomi¢ 2003: 137). Thus, the partic-
ipants in the performance of music in the tavern, as a communication process, are
musicians and audience (the latter with various levels of activity, i.e. feedbacks).

Not only are the music text and the meaning of particular songs transmitted in this
dialogue, but also an affect is communicated (more in: Biddle and Thompson 2013).
Understanding of the relation of music and affect in ethnomusicology here mainly
relies on authors considered in Ana Hofman’s recent article. As she has said, “the main
conceptualization of affect is that it is a state of relation as well as the passage of vital
forces or intensities beyond emotions. Affect is seen as a potential, a bodily capacity
to affect and be affected. It is embodied in the automatic reaction manifested in the
skin, on the surface of the body and in the heartbeat, but it is still something that
goes beyond the body, a passage from one experiential state of the body to another”
(Hofman 2015: 36). Also, here the terminology established by Patrik Juslin and John
Sloboda from 2010 is employed: “emotions refer to a quite brief but intense affec-
tive reaction; mood is used to denote affective states that are lower in intensity than
emotions, while feeling refers to the subjective experience of emotions and moods.
They define affect (in music) as the overarching concept that ‘comprises anything
from music preference, mood, and emotion to aesthetic and even spiritual experi-
ences”” (as quoted in: ibid., 43). The affect itself is described in affect studies basi-
cally as non-describable, but that is often the narrative of the consumers of music
in taverns, as well — subjective experiences are explained as exceptional. There are
specific parameters relating to the affect as reaction to tavern music performances
and their measurement may be the topic of larger research.

The strongly, widely and continuously debated concept of taste has many aesthetic
and sociological considerations. Nowadays there are various kinds of sociological,
educational and psychological researches problematizing musical preferences, many
of them with quantitative tools. In this case a simple operative definition of a musicol-
ogist and a psychologist is used: “Music preference, as a concept, is used to describe
that one enjoys and likes to listen to a certain piece or a style in music” (Schifer and
Sedlmier 2011: 38). Qualitative research in this case confirmed not only the relevance
of complex personal and broader cultural heritages of members of the audience and
particularity of the tavern context on the other side, but also that musical preferences
vary over time. A focus of preliminary research such as this is that folk music reper-
toires interweave during the interactive music performance in the tavern.

MUSICAL PREFERENCES IN SKADARLIJA ACCORDING TO MUSICIANS

Here is a useful definition of Jeft Todd Titon: “A repertory is a stock of music that is
ready to be performed. It consists of six basic parts: style, genres, texts, composition,
transmission, and movement” (Titon 2009: 26). General types of vocal-instrumental
repertoire performed in Skadarlija are starogradska muzika, novokomponovana narodna
muzika (newly-composed folk music), urban folk music of the former Yugoslavia,
evergreen/schlager, popular classical music, emblematic foreign folk music. Reper-
toire labeling such this is connected with the popular music industry of the second
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half of the twentieth century in Yugoslavia. As musicians claim today, they need to
target different members of the audience with particular songs and they conceive
the repertoire not only according to the aesthetics of the former Skadarlija, but also
by adopting some of the most popular trending songs. The repertoires performed
in taverns are partially printed (e.g. Ceneri¢ 1990, Karaklaji¢ 1973, Karaklaji¢ 1992,
Petrovié 1996, ITaBkoBuh 2008a, ITaBkosuh 2008b, ITasxosuh 2008c¢, ITaBkoBuh 20104,
ITaskosuh 2010b, [TaBkosuh 20112, ITaBkosuh 2011b, [TaBkosuh 2011c) and published
on sound carriers of famous folk song interpreters, with commercial purpose (on this
occasion, data concerning the sale and audience of editions are not considered, but
it can be included in future research).

First of all, professional musicians respond to the listeners’ preferences with the
repertoire after the warm-up with starogradska muzika (e.g. “Tiho noéi,” “Tamo
daleko,” “Kradem ti se u veceri,” “Bolujem ja, bolujes ti,” etc).

Musicians playing for foreign audiences welcome them with a song from their home-
land and then play something “typically Serbian.” The most prominent orchestra from
Skadarlija, “Tamburica s,” has in its repertoire emblematic songs in many languages,
according to their unofficial status of representative folk ensemble for touring (several
titles are given in the musicians’ transcription, in alphabetical order of languages): Arab
(“Mustafa”), Bulgarian (“Hubava si, goro zelena”), Dutch (“Lali Amsterdam”), English
(evergreens, e.g. “My Way” from the USA), French (“Cest un chanson”), German
(“Trink, trink,” “Rosamunda”), Greek (“Greek Zorba,” “Kira Georgina”), Hungarian
(“Ozzosep”), Italian (“O Sole mio”), Norwegian (“Lif og varme”), Polish (“Sto lat”,
“Hej, sokoli”), Portuguese (“April in Portugal”), Romani (“Delem, delem”), Romanian
(“Ionel, Ionelule”), Russian (“Ochi chornye”), Slovakian (“Tancuj, tancuj”), Spanish
(“Granada’, “El mariachi”, “Besame mucho”), Swedish (“Breveg son Lilan”), Turkish
(“Janginvar”), and they also perform a few songs in Albanian, Ukrainian, etc. Also, they
perform evergreen and popular classical numbers by Giuseppe Verdi, Johann Sebastian
Bach, Wolfgang Amadeus Mozart, Gioachino Rossini, Johannes Brahms (for example,
“Hungarian dance No. 5” is often performed) etc.

For the domestic audience, there is “old urban” and “newly composed folk” music,
in various styles. The musicians themselves also adjusted blocks of repertoires for
audiences from the former Yugoslavia, according to particular countries, but also from
particular regions, especially Serbian. Some of the most performed are: “Evo srcu
mom radosti,” “A $to ¢emo ljubav kriti,” “Zvjezda tjera mjeseca,” “U lijepom starom
gradu Visegradu” (Bosnia); “Adio, Mare” (Dalmatia); “Ako umram il’ zaginam,”
“Bitola, moj roden kraj,” “Zajdi, zajdi,” “Jovano, Jovanke,” “More, sokol pie” (Mace-
donia); “Jos ne sviée rujna zora,” “Milica jedna u majke,” “Svi pljevaljski tamburasi,”
“Sejdefu majka budase” (Montenegro); “’Ajde, Kato, ‘ajde, zlato,” “Da je visnja k'o
tre$nja,” “Milica je vecerala,” “Cetir’ konja debela,” “Skripi deram” (Vojvodina); “Ako
¢e se zenis,” “Magla padnala v dolina,” “Sano, dugo” (Vranje); “’Ajde, Jano,” “Zapevala
sojka ptica,” “Je¢am zela Kosovka devojka,” “Simbil cvec¢e” (Kosovo); “Ajd’ idemo,
Rado,” “Lepe li su, nano, Gruzanke devojke,” “Odakle si, sele” (gumadija). Repertoires
are also classified according to the singer who performs them (e.g. Predrag Gojkovi¢
Cune, Predrag Zivkovi¢ Tozovac, Toma Zdravkovié, Miroslav Ili¢, Haris Dzinovi¢,
Silvana Armenuli¢), and nowadays songs from the 1970s and 1980s. are increasingly
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popular. Especially sought after are songs referring to the topic of the tavern (“I tebe
sam sit, kafano” etc), and those devoted to Belgrade (e.g. “Serenada Beogradu”) are
also frequently performed. On account of music consumerism, this is nowadays the
largest part of the repertoire.

The repertoire of “borrowed” songs is very interesting: across the Balkans, there
are several popular folk songs with the same melody and specific local textual vari-
ants. Some of them have a fascinating migration itinerary and provoke debates about
their origins, or become the topic of mutual heritage (e.g. “Uskudara” - “Ruse kose,
curo, imas”). Also, there are numerous Hungarian and Russian songs, for example,
which are adapted by a known author to the Serbian language: e.g. “Visnjeve boje $al”
(translated from Russian); “Ta tvoja suknja plava,” “Nema lep3e devojke,” “Bele ruze,
nezne ruze” (translated from Hungarian).

Musical characteristics which are isolated through the interviews (and through
the author’s knowledge as a listener) in discussing song preferences are: tempo (type
and changeability), rhythmical patterns, repetition, simplicity of melody, modula-
tion, improvisation, the meaning of the lyrics, chorus, tunefulness, danceability, the
quality of the orchestra, the current popularity of the song or its original performer.

MUSICAL PREFERENCES IN SKADARLIJA ACCORDING TO LISTENERS

The audience in Skadarlija may be very divergent and heterogeneous in terms of
identity markers: age (young, middle and older generation), gender, education,
number (from two-member to larger groups), ethnicity (Serbians, inhabitants of
former Yugoslav republics, tourists from Turkey, Japan, Slovenia, Austria, Russia,
Japan, USA etc), economical class (all, but wealthier guests are more frequent),
different relationships (couples, families, colleagues, friends etc). To illustrate how
complex the analysis of musical preferences from the listeners’ perspective is, it
should be mentioned that, on average, the number of guests in a Skadarlija tavern
may be around 200 each evening In the aforementioned approximate estimations
from ethnomusicological fieldwork, it was impossible to include considerations
of personal characteristics or customs and activities of the members of audience,
but it can be presumed that interdisciplinary research which involves sociological
and psychological analysis would be fruitful. Participants in the performance who
are not resident musicians (here called “listeners”) often describe their pleasant
tavern experiences as extraordinary and hard to describe (if they are not musicians
themselves) — they may be described as “emotional,” “trance-like,” “shuddering.”
The success of the performance for them depends on their musical preferences,
mood (personal and of their companions) and especially on their impression of
the quality of the performers and the intensity of their interaction with them. As
some members of the audience commented, if the songs are not “boring,” they may
be “sad,” “cheerful,” “romantic,” they can remind them of something, they may be
devoted to someone etc. The members of the audience interact by singing, clap-
ping, moving their hands, sometimes dancing with the whole body and commu-
nicating with each other (the latter especially if they do not pay any special atten-
tion to the performance).
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As to the repertoire, it is interesting that Skadarlija’s emblematic starogradska muzika
is preferred mostly by older listeners and listeners from the diaspora. Younger audi-
ences generally prefer novokomponovana narodna muzika from the 1980s — this process
of repertoire patination is typical for tavern performances. Of course, there is a demand
for currently popular folk music, but it is not regularly played in Skadarlija’s taverns. On
the other hand, preferences related to performance itself refer to the expressivity, virtu-
osity and synchronicity of an orchestra (some visitors to Skadarlija prefer orchestras
with Romany musicians, as an example of “authentic folk”). What is fundamental is
that the orchestra is acoustic, it knows every song and it “creates a unique atmosphere.”
This insistence on experience and affect contributes to the image of authentic partying.

But what is especially interesting about the repertoires is that the audience inter-
weaves them during the performance process, according to musical preferences. A
mixture of geographically different repertoires is present in the welcoming of foreign
guests with songs from their country and the presenting of them as representative
starogradska muzika. This is also present in the aforementioned adjusted blocks of
repertoires for audiences from the former Yugoslavia, but also from particular regions
of Serbia. Finally, the geographical interweaving of repertoires is obvious in the reper-
toire of “borrowed” songs. In this combining of repertoires the concept of restorative
nostalgia is fundamental. Skadarlija is a special place for guests from members of the
diaspora, so their restorative nostalgia greatly influences the sustainability of tradi-
tional starogradska muzika in today’s repertoire. On the other hand, the concept of
reflective nostalgia is crucial in the chronological intertwining of repertoires. Not
only it is immanent in the discourse of Skadarlija and starogradska muzika, but also
there is patinisation of urban folk music, which implies the interweaving of histori-
cally different urban folk music practices and the labeling of them as “old urban,” i.e.
valuable popular folk music — urban folk music fluctuates chronologically, so “newly-
composed folk music” of previous times becomes “old urban” after several decades
and performing in Skadarlija’s taverns. And what is crucially important to Skadarli-
ja’s current soundscape is the sonic mixture of repertoires, especially in the crowded
evenings during the summer season. In the performance process, there is also the
mixing of sounds from other orchestras in neighboring taverns, or even at the same
tavern. For example, orchestras play at the same time for the listeners at separate
tables and with different preferences — sometimes not distant enough for the focused
hearing of one music, and their effect can be noise. Nowadays, this simultaneous
sound, the mixture of smaller musicscapes, which is a result of commodified music
practices, becomes the most frequent soundscape of Skadarlija.

CONCLUDING REMARKS

After participating in the events under consideration, and later observing them theo-
retically, it can be concluded that tourism contributes to the overcoming of cultural
borders, but it also has an impact on the representative musicscape of Skadarlija by
means of adjustments of repertoire. From the interviews with musicians it can be
said that the dynamism of performance depends on the repertoire, its characteristics
and performance context. Musical preferences and affects are connected in specific



85

MARIJA DUMNIC
HOW MUSIC AFFECTS SOUNDSCAPE: MUSICAL PREFERENCES IN SKADARLIJA

cultural, communicative and experiential circumstances. Specific musical character-
istics and their commodification in the tavern context lead to particular affects, which
will be examined in future research. Musicians perform the content of the musicscape,
but what is most important is that people in the audience, with their personal musical
preferences, influence the sound environment, not only metaphorically, but also in
a material way. The realisation of Skadarlija’s musicscape today does not depend on
any official intervention by the city; it is determined by remuneration — mostly tips
for particular songs. The explanations of performance process and interaction from
this ethnographical paper will contribute to the future investigation of the repertoire
performed in the tavern context and the dynamics of performance from the perspec-
tive of various audiences, as well as to chronological research into the construction
of repertoire.

LisT OF REFERENCES

Abercrombie, Nick & Longhurst, Brian (1998) Audiences: A Sociological Theory of Performance and
Imagination. London — Thousand Oaks — New Delhi: SAGE Publications.

Biddle, Ian & Thompson, Marie (eds.) (2013) Sound, Music, Affect: Theorizing Sonic Experience. London
— New Delhi — New York — Sidney: Bloomsbury Academic.

Born, Georgina (2013) “Introduction.” In: Georgina Born (ed.), Music, Sound and Space: Transformations
of Public and Private Experience. Cambridge: Cambridge University Press, 1-69.

Bourdieu, Pierre (1986) Distinction: A Social Critique of the Judgement of Taste. London — New York: Routledge.
Boym, Svetlana (2001) The Future of Nostalgia. New York: Basic Books.
Ceneri¢, Ivan (prirediva¢) (1990) Velika narodna lira (4* ed.). Knjazevac: Nota.

Cohen, Sarah (2011) “Cavern Journeys: Music, Migration and Urban Space.” In: Jason Toynbee and
Byron Dueck (eds.), Migrating Music. London — New York: Routledge.

Connell, John & Gibson, Christopher R. (2003) Soundtracks: Popular Music, Identity and Place. London
— New York: Routledge.

Dumnié, Marija (2016) “Defining Nostalgic Musicscape: Starogradska muzika in Skadarlija (Belgrade)
as Sound Environment.” Muzikoloski zbornik/Musicological Annual 52(2): 55-70.

Aymuunh, Mapuja (2016) Hcimiopujcxu acilexitiu u caspemetie iipaxce ussohersa ciiapoipagcke mysuxe y
Beoipagy. Aokropcka auceprauuja (Heo6jaBaena). Beorpaa: ®axyarer Mysuuke ymeTHOCTH /
Dumni¢, Marija (2016) Istorijski aspekti i savremene prakse izvodenja starogradske muzike u Beogradu.
Doktorska disertacija (neobjavljena). Beograd: Fakultet muzi¢ke umetnosti [ Historical Aspects
and Contemporary Performance Practices of “Old Urban Music” (starogradska muzika) in Belgrade.
Doctoral dissertation (unpublished). Belgrade: Faculty of Music].

Hedden, Steven K. (1981) “Music Listening Skills and Music Listening Preferences.” Bulletin of the
Council for Research in Music Education 36: 16—26.

Hofman, Ana (2015) “The Affective Turn in Ethnomusicology” Mysuxoaoiuja/Musicology 18: 35-SS5.

Johnstone, John & Katz, Elihu (1957) “Youth and Popular Music: A Study in the Sociology of Taste.”
American Journal of Sociology 62(6): 563-568.



86

MY3UKOAOTHUJA / MUSICOLOGY 22-2017

Karaklaji¢, Dorde (priredivae) (1973) Stare gradske pesme i romanse 1-6. Knjazevac: Nota.

Karaklaji¢, Dorde (prirediva¢) (1992) Na te mislim: Zbirka starih gradskih pesama, romansi, pesama iz
pozorisnih komada i novih gradskih pesama (5™ ed.). Knjazevac: Nota.

Kaul, Adam R. (2007) “The Limits of Commodification in Traditional Irish Music Sessions.” Journal of
the Royal Anthropological Institute 13(3): 703-719.

Kos, Koraljka (1972) “New Dimensions in Folk Music: A Contribution to the Study of Musical Tastes
in Contemporary Yugoslav Society.” International Review of the Aesthetics and Sociology of Music
3(1): 61-73.

Lashua, Brett, Long, Phil & Spracklen, Karl (2014) “Introduction to the Special Issue: Music and
Tourism.” Tourist Studies 14(1): 3-9.

LeBlanc, Albert, Colman, James, McCrary, Jan, Sherrill, Carolyn & Malin, Sue (1988) “Tempo Preferences
of Different Age Music Listeners.” Journal of Research in Music Education 36(3): 156-168.

LeBlanc, Albert, Sims, Wendy L., Siivola, Carolyn & Obert, Mary (1996) “Music Style Preferences of
Different Age Listeners.” Journal of Research in Music Education 44(1): 49-59.

LeBlanc, Albert, Jin, Young Chang, Stamou, Lelouda & McCrary, Jan (1999) “Effect of Age, Country,
and Gender on Music Listening Preferences.” Bulletin of the Council for Research in Music Education
141:72-76.

Medi¢, Ivana (2017) “Years of Sound Living. Mikser Festival in Savamala 2012-2016.” Muzikologija
22(1/2017): 39-57.

North, Adrian C. (2010) “Individual Differences in Musical Taste.” The American Journal of Psychology
123(2): 199-208.

ITasxosuh, /oy6uma (npupehusaa) (2008a) Aniioroiuja cpiicke napogre mysuxe: Ilecme us Bojeogue
(2. nzpame). Kmwaxesar: Hora / Pavkovi¢, Ljubisa (priredivae) (2008a) Antologija srpske narodne
muzike: Pesme iz Vojvodine (2. izdanje). Knjazevac: Nota [Anthology of Serbian Folk Music: Songs
from Vojvodina (2™ ed.)].

INasrosuh, /oy6uma (npupehusay) (2008b) Aniiosoiuja cpiicke Hapogre mysuxe: Tlecme u3 jyscre Cpbuje
(2. uspame). Kvasxesar: Hora / Pavkovi¢, Ljubisa (priredivae) (2008b) Antologija srpske narodne
muzike: Pesme iz juzne Srbije (2. izdanje). Knjazevac: Nota [Anthology of Serbian Folk Music: Songs
from South Serbia (2*4ed.)].

TMasxosuh, oybuma (npupehusau) (2008c) Aniioroiuja cpiicke napogre mysuxe: Iecme ca Kocosa u
Meitioxuje. Kmaskesan: Hora / Pavkovi¢, Ljubisa (priredivae) (2008c) Antologija srpske narodne
muzike: Pesme sa Kosova i Metohije. Knjazevac: Nota [Anthology of Serbian Folk Music: Songs from
Kosovo and Metohija].

IMaskosuh, /oy6uma (npupehusay) (2010a) Anitioroiuja cpiicke Hapogre mysuxe: Hajaeiluie cesgarusixe.
Kmaxesayy: Hora / Pavkovi¢, Ljubia (prirediva¢) (2010a) Antologija srpske narodne muzike: Najlepse
sevdalinke. Knjazevac: Nota [Anthology of Serbian Folk Music: The Most Beautiful Sevdalinka Songs].

IaskoBuh, /oybuma (npupebhusaa) (2010b) Andioroiuja cpiicke Hapogre mysuxe: Ilecme us Lipne Tope
u Canyaxa. Kmasxesar: Hora / Pavkovi¢, Ljubisa (prirediva¢) (2010b) Antologija srpske narodne
muzike: Pesme iz Crne Gore i SandZaka. Knjazevac: Nota [Anthology of Serbian Folk Music: Songs
from Montenegro and Sandzak].

TMaskosuh, Aoy6uma (mpupehusas) (2011a) Aniiosoiuja cpiicke napogue mysuke: ITecme us Maxegonuje
(2. n3pame). Kwaxxesau: Hora / Pavkovi¢, Ljubisa (priredivae) (2011a) Antologija srpske narodne



87

MARIJA DUMNIC
HOW MUSIC AFFECTS SOUNDSCAPE: MUSICAL PREFERENCES IN SKADARLIJA

muzike: Pesme iz Makedonije (2. izdanje). Knjazevac: Nota [Anthology of Serbian Folk Music: Songs
from Macedonia].

IMaskosuh, Ay6uma. (npupebusat) (2011b) Aniioroiuja cpiicxe napogre mysuxe: ITecme u3 yenitiparre
Cpbuje (2. uspame). Kmasxesan: Hota / Pavkovié, Ljubisa (prirediva¢) (2011b) Antologija srpske
narodne muzike: Pesme iz centralne Srbije (2. izdanje). Knjazevac: Nota [Anthology of Serbian Folk
Music: Songs from Central Serbia].

ITaskosuh, Aoy6uma (mpupebusaa) (2011c) Aniioroiuja cpiicke napogre mysuxe: ITecme komilonosare y
Hapogrom gyxy (2. usaame). Kmascesary: Hora / Pavkovi¢, Ljubiga (prirediva¢) (2011c) Antologija
srpske narodne muzike: Pesme komponovane u narodnom duhu (2. izdanje). Knjazevac: Nota
[Anthology of Serbian Folk Music: Newly Composed Songs in Folk Style].

Petrovié, Zarko (priredivac) (1996) Pesme koje vecno Zive 1: 300 Evergreen Songs — Beuro susyujue fiecHu.
Knjazevac: Nota.

Rentfrow, Peter J. & Gosling, Samuel D. (2006) “Message in a Ballad: The Role of Music Preferences in
Interpersonal Perception.” Psychological Science 17(3): 236-242.

Sakakeeny, Matt (2015) “Music.” In: David Novak & Matt Sakakeeny (eds.), Keywords in Sound. Durham,
NC: Duke University Press, 112-124.

Schifer, Thomas & Sedlmier, Peter (2011) “Does the Body Move the Soul? The Impact of Arousal on
Music Preference”, Music Perception: An Interdisciplinary Journal 29(1): 37-50.

Schwartz, Morris S. & Green Schwartz, Charlotte (1955) “Problems in Participant Observation.”
American Journal of Sociology 60(4): 343-353.

Sheperd, Daniel & Sigg, Nicola (2015) “Music Preference, Social Identity, and Self-Esteem.” Music
Perception: An Interdisciplinary Journal 32(S): S07-514.

Crojkosuh, Bpanumup (2012) ,Kadana xao meanj.” ¥: Aparosy6 B. Bophesuh (yp.) Kagarosoiuja.
Beorpaa: Cayx6enu raacuuk, 107-116 / Stojkovi¢, Branimir (2012) "Kafana kao medij." U:
Dragoljub B. Dordevi¢ (ur.) Kafanologija. Beograd: Sluzbeni glasnik, 107-116. [ The Tavern as a
Medium)

Titon, Jeff Todd (2009) “The Music-Culture as a World of Music.” In: Jeff Todd Titon (ed.), The Worlds
of Music: An Introduction to the Music of the World's Peoples (S™ ed.). Belmont: Schrimer Cengage
Learning, 1-32.

Todorova, Marija (2006) Imaginarni Balkan. Beograd: Biblioteka XX vek [Imagining the Balkans].
Tomi¢, Zorica (2003) Komunikologija (2. izdanje). Beograd: Cigoja §tampa [ Communicology].

Turino, Thomas (2008) Music as Social Life: The Politics of Participation. Chicago — London: University
of Chicago Press.

Vallee, Mickey (2011) “From Disease to Desire: The Afflicted Amalgamation of Music and Nostalgia.”
In: Tonya K. Davidson, Ondine Park & Rob Shields (eds.), Ecologies of Affect: Placing Nostalgia,
Desire and Hope. Waterloo, ON: Wilfrid Laurier University Press, 85-101.

Byxanosuh, Mama (2008) “Koncrpyxr Ha 44°49°14” & 20°27°44”” Edinoaninipoiiorowixu iipobaemu 2(3):
139-160 / Vukanovi¢, Maga (2008) “Konstrukt na 44°49°14” & 20°27°44” Etnoantropoloski problemi
2(3): 139-160 [“The construct in 44°49°14” & 20°27°44”” Issues in Ethnology and Anthropology]

Westerkamp, Hildegard (2007) “Soundwalking.” In: Angus Carlyle (ed.) Autumn Leaves, Sound and
the Environment in Artistic Practice. Paris: Double Entendre, https://www.sfu.ca/~westerka/
writings%20page/articles%20pages/soundwalking.html.



88

MY3UKOAOTHUJA / MUSICOLOGY 22-2017

Westerkamp, Hildegard, Woog, Adam P., Kallmann, Helmut & Truaux, Barry (2014) “World
Soundscape Project.” In: The Canadian Encyclopaedia, http://www.thecanadianencyclopedia.com/
en/article/world-soundscape-project/.

Mapuja Aymnuh

KAKO MY3UKA YTUYE HA 3BYYHU IIEJ3AK:
O MY3UYKHM IIPEQEPEHIITUJAMA Y CKAAAPAI/I]I/I

(CAXETAK)

Y oBOM papy omnmcaHa Cy TEOpHUjCKa IPOMUIILAAMA, METOAE M MAaTEPHjaAH KOjU
Cy OA CYIITHBHCKOT 3Hadaja 3a pasyMeBame 3BYYHOT mejzaxka Ckapapamje. Y
L[UAY aHAAM3HPakha MY3UYKUX IpedepeHIitja y CKapapAUjCKUM KadaHaMma,
OBAE CY MPEACTaBAEHU KOMYHUKAIUjCKU U ap@KTUBHU ACIeKTH MY3HYKHX
usBohema. Marepujaa MpUKyIIbeH eTHOIPApCKUM UCTPAKHUBABEM YTAABHOM
y capapmu ¢ My3udapuMa (2AH 1 ca cAyIIaonuma), KopumheH je 32 aHAAH3Y
MY3UYKHX ITpedepeHIirja Koja OBOM IPUAUKOM TeMaTU3yje CTPYKTYPY H3BEASHOT
peneproapa. IIpukasanu cy My3uuku perneproapy U BbUXOBa NPeNAUTaka
KOHTEKCTY KadaHCKOT My3HIKor u3Bohema. ITomTo je AaTa KOMyHHKAIHMjCKa
MOCTaBKa IIOTOAHA 32 aHAAU3Y IpedepeHIirja HapoAHe My3HKe, 0Baj TEKCT
MMa 3a L[Is U IIOKPeTame AUCKYCHje O TOM IIPoOAeMy KOjHU je MAPTHHAAU30BAH
y (AOKaAHoj) erHOMYy3uKoaoruju. Konauno, oBaj mpumep mokasyje yTuraj
adeKTHBHHUX AMHAMH3aMa Ha crenuduIaH My3udku 1ejzak Ckapapauje, Koju je
Y BEAMKOj MepPHU YCAOBASEH TYPHUCTHIKOM HHAYCTPHjOM. 3aKAYUIEHO je Ad SYAH
CBOjUM My3HYKUM AUYHIM OAQOMPUMA YTHIY Ha 3BYIHO OKPYKebe.

Kay9HE PEUM: Mysuuku nejsax, Ckapapanja, beorpap, Mysmdke npedepeHiyje,
HAPOAHA MY3HKa
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You cannot really think about its [the city’s] function and aesthetics if you overlook
the fact that it is ruled by surveillance cameras, restricted access, trading logic and
above-managed cultural, sports and other content (because hierarchical manage-
ment of the public is not the same as common management). Such an attempt at
the rehabilitation of the “urban city” is an exclusionary concept. The street increas-
ingly acts as scene and scenery for the smooth making of profit and less as a living
space of expression — freedom of creativity, anger, rage, joy ... — is increasingly a
department store and boutique of consumer hedonism (for those who can afford
it) and much less a place friendly towards all people and towards unpredictable,
spontaneous activities. Such stifling spatial conditions are a symptom of key social
tensions (Jelisijevi¢ 2015).

In this article, we discuss the political implications of the noise/silence dialectic in
order to reflect on the urban and social materialities of sonic memory activism in
post-Yugoslav space. We see the privatization of public space as one of the defining
issues of current socio-political tensions and we strive to offer a more nuanced
model for thinking about grassroots practices of musicking and listening in the
context of resistance and power and control redistribution. We recognize that at
a time in which demands for new “everyday” forms of democracy and emanci-
patory practices, particularly in urban areas, have become part of the common
worldwide political struggle, “the local” and “the global” have become increas-
ingly blurred political terms (Massey and Allen 1984). Thus we aim to elucidate
potentialities between current political interventions in two post-Yugoslav capi-
tals: Ljubljana and Belgrade. On account of postsocialist transformations and the
aggressive introduction of neoliberal capitalism, the privatization of urban public
spaces has become omnipresent and it is not surprising that cities have become
the most prominent stage of struggle in post-Yugoslav societies. Discussing sonic
interventions in Ljubljana and Belgrade enables us both to uncover how impor-
tant global processes are reflected in these local contexts and to locate diversity in
present practices of resistance.

Although Ljubljana and Belgrade did not share the same trajectories in terms of
political and economic instability and uncertainty and structural problems after the
breakup of Yugoslavia, both cities are currently facing growing urban transformations
as a result of public/private restructuring and mass forced migrations because of their
important positions on the Balkan route of refugees.’ During the period of socialism,
the state acted as the main vehicle of urban transformation, struggling to display the
dominant discourse of “classless society.” As the restoration of capitalism (Vesi¢ et

3 The (western) Balkan route refers to a land and sea route used by refugees in the ongoing European
refugee crisis (primarily since 2015) to reach Central Europe from the Greek-Turkish border, through
Macedonia, Serbia, Hungary, Croatia and Slovenia, and has mostly been used by refugees from war-
affected areas of the Near and Middle East (Syria, Afghanistan, Iraq, etc.). Cf. Medi¢ 2016.

4 On the issue of class in socialist Yugoslavia, see: Archer, Duda, and Stubbs 2016.
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al. 2015)s enters into full swing, formerly socially and state-owned spaces are being
privatized and city landscapes (and soundscapes) are being transformed by neolib-
eral urban regimes (Vilenica and kuda.org 2012: 9). This introduces radical changes in
the urban environment and the rise of social inequalities, poverty and discrimination,
changing the living conditions of the urban population. The process of reshaping the
class geography of post-Yugoslav cities can aptly be described through the concept
of “informal” or “illegitimate city” (Abramo 2003; Perlman 2004), in which poverty,
exclusion and structural violence are embedded in the very structure of the urban and
cannot be made distinct from other social practices. The de(con)struction of public
spaces resulting in the lack of social spaces (such as parks, children’s playgrounds,
various cultural spaces etc.), and the inaccessibility of social institutions and infra-
structures, proves that the privatization is a much broader social and cultural phenom-
enon than a simple shift in the mode of property or, as neoliberal technocrats would
have us believe, an apolitical step towards a more meritocratic and efficient produc-
tion of wealth.

Based on our ethnographic exploration of urban soundscapes in Belgrade and
Ljubljana, we argue that it is not only possible but indeed necessary to theorize the
political subjectivities mediated through sound beyond the individual/collective
dichotomy. Drawing on Ana Maria Ochoa Gautier, we understand sound “simulta-
neously as a force that constitutes the world and a medium for constructing knowl-
edge about it” (Ochoa Gautier 2014: 3). In this article we aim to show how the inten-
sity of sensorial experience in co-creating urban soundscape has fostered socialities
which act as active political agents in post-Yugoslav context. We have organized our
article in two main sections: in the first we address two cases of disciplining or sani-
tizing city sounds in particular everyday and political contexts, and in the second we
discuss how activist interventions, which draw on collective and individual memory,
create ruptures in this policed sonic ecology.

PoLICING AN “IDEAL CITY”

On 1 January 2016, Ljubljana was designated a green capital of Europe under the
slogan “Ljubljana — an ideal city” In their campaign, policymakers emphasized access
to fresh water, and a green, beautiful and peaceful landscape as main markers of a
high quality of life in a healthy environment and sustainable future for Ljubljana.
This particularly concerned the city centre which was presented, in the words of
mayor Zoran Jankovi¢, “as a big living room and a cultural and social setting, while
former brownfield areas have been transformed into numerous parks, green spaces
and playgrounds, where citizens relax and socialize” (Jankovi¢ 2015: 6). The discourse
of “sustainable growth” as one of the main concepts in the EU rhetoric of “healthier
and liveable urban environments” also includes the acoustic environment factor by
controlling “noise pollution.” Although the role of sonic ecology in promoting well-

5 We follow Vesi¢ at al. (2015) in using the term “restoration of capitalism” in order to refer to what is in
official and mainstream Western-liberal discourse known as the “post-socialist transition,” that is, the
postsocialist socio-economic transformation which ensued after the end of the Cold War.
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being was not one of the priorities of the municipal council of Ljubljana,® officials
placed emphasis on “natural sounds” of relaxing and healthy urban environment as
an aesthetization of the tourist experience of city sounds (Bull and Back 2003: 8).
And what can be wrong with such a policy emphasis on “healthy,” “sustainable” and
“beautiful” urban ecology?

On 6 June 2016, representatives of the municipality, after a long period of negoti-
ation concerning the revitalization of this area of the city centre, violently destroyed
the first and only political squat in Slovenia — the Rog Factory (Tovarna Rog).” They
used the police in order to clear a vast location of 7,000 square-meters in Ljubljana
city centre and transform it into a hub for contemporary art and creative industries.
Although it could be hardly said that there is something wrong with the project of
recovering the former industrial site® through art and culture and transforming it
into a creative space, such “revitalization” implies a radically different approach to
the usage of city public space. At a time when all segments of city ecology become
a commodity while the concepts of clean and beautiful space are merely a niche
for consumerism and profit, autonomous spaces such as the Rog factory have great
importance for cultural production and politics from below. After the breakup of
Yugoslavia, Rog shared the same fate as several other factories in the same area, which,
unable to be privatized, remained abandoned until 2002, when the Ljubljana munic-
ipality bought the entire industrial complex. In 2006, informal groups and individ-
uals decided to take the initiative and squat Rog, transforming it into an autonomous
cultural and artistic centre unique in this part of Europe, with several prominent
figures involved in its activities, such as Antonio Negri.” Based on the principles of
horizontal (self-)organizational and socially progressive politics, in ten years Rog
became a place for non-profit activities with hundreds of individuals and organiza-
tion involved. An attack on such an autonomous space thus can be seen an attack on
the cultural, artistic and living practices that attempt to build different social relations,
that go beyond the existing capitalist mode of production.

What is even more important, Rog has been a main social centre for disadvan-
taged groups and individuals in Slovenian society, where the voices of migrants,
women, non-heterosexual people, precarious artists and cultural workers, and
others who are socially excluded or invisible can access various forms of eman-
cipatory activities. Starting with the refugee crisis in 2015, Rog represented one
of the main help centers for undocumented refugees from Syria, Afghanistan and
many others coming through the Balkan route. If we take these circumstances into
account, the importance of this space is not connected only to alternative modes

6 See the main strategy in Ljubljana for You 2016.

7 The factory was founded in the second half of the 19th century, with the main building for leather
production built in 1922. Shortly after WWII it was nationalized and refurbished as a factory for Rog
bicycles, which operated until 1991.

8 The main factory building (being the first steel and concrete building in Slovenia) has been protected

as a cultural heritage site since 1998.

9 For more on this see: http://tovarna.org/node/113.
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of artistic and cultural production and self-organization, but also to rising voices
against the mainstream anti-refugee politics promulgated by the Slovenian govern-
ment.” Therefore, the “ideal city” rhetoric promoted through the title of Green
Capital of Europe led to a policy of sanitization of the urban landscape and, more-
over, implied a set of social and economic relations in which particular aural envi-
ronments are threatened by this project. Although the city government promoted
its policy as a way “to improve the quality of life of each and every citizen” (from the
promotional leaflet, 12), a concept of well-being and healthy environment is based
on the dangerous exclusion and erosion of certain aspects of the public sphere. As
David Novak asserts, “public attention to street noise helped establish new divi-
sions between public and private space, and became a crucial point of dispute for
class-biased social reforms” (Novak 2014: 29). Following that, a relaxing and quiet
city soundscape is not presented just as a commodified good and the most desir-
able quality of modern urban space. It becomes a sonic marker of the “First world”
acoustic environment and an epitome of the “Fortress of Europe” as a structural
condition of silencing. Taking into account the limitation of the mobility of refu-
gees and the silencing of their acoustic practices in daily city life, struggles over Rog
became an emblem of resistance to restriction and structural violence.

KK

Early in the morning on 13 November 2016, the city square Slavija in central Belgrade
was occupied by machinery aiming to remove the grave monument of Dimitrije
Tucovi¢. City officials had been mentioning the removal of the monument as a part
of the larger project of renovating this roundabout, but the exact time of the incep-
tion of the project had not been pre-announced, possibly due to the fears that several
Belgrade leftist groups who voiced their disagreement could have staged a protest.
The legacy of Dimitrije Tucovi¢, one of the first Serbian socialist thinkers and poli-
ticians, has already disappeared from Serbian society, even before his bust was phys-
ically removed from Belgrade’s public space. Importantly, Tucovi¢ was one of the
rare opponents of the Balkan wars and World War I (even in European context),
arguing that the irredentist striving of the Serbian political elite was imperialistic and
egoistic in its nature, and his writing from this period could have served as a valuable
knowledge-base for current conflict resolution (Tucovié¢ 1946; Bakovi¢ Jadzié¢ 2014).
Praised by the Yugoslav political elite in the aftermath of World War II, Tucovi¢ was
exhumed from the site of the 1914 Battle of Kolubara at which he died and reburied
in the Belgrade square which also bore his name until the 1990s. In the last decades,
his monument became an important reference for leftist political and activist rallies,
which often paid tribute to Tucovic.

In the new vision of the city officials for 2017, the place of Tucovi¢’s bust is to be
given to a music fountain, a novel object in the Belgrade cityscape, designed not only

10 Most visibly expressed through installing a wire on the Slovenian border, but also other forms of struc-
tural racism. On the connection between activities at Rog and structural violence towards erased,

migrants, refugees, LGBTQI, workers, see: Grzini¢ 2016.
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to cover 32 meters in diameter and to eject water at a height of 16m, but also to play
music. This peculiar solution sparked an outpouring of sarcastic remarks on social
media aimed at divulging how unnecessary an embellishment this is to a deeply
impoverished society. These included the popular fake-news website Njuz.net
reporting that the Slavija music fountain will feature as the main performer at
the New Year Eve concert at (another) city square, Trg republike (thus referring
to another, no less important discussion concerning the Belgrade public sound-
scape — that is, who should be invited to perform at the open-air New Year cele-
bration and how much money should the city spend on this enterprise; Sokolovic
2016). Responding to various criticisms, chief city manager Goran Vesi¢ stated
that “whoever doesn’t like the music fountain doesn’t have to listen to it” (Nikoli¢
2016). However, the project of erecting a music fountain becomes even more bizarre
when one consults the full Slavija reconstruction plans which include the inten-
tion of removing all pedestrian crossings and public transport stops within so to
100 meters’ distance from the roundabout. The image of the “ideal” city square
envisaged for Belgrade in 2017 thus not only presupposes complete ban of nego-
tiation of how the public (sonic) space is to be used and shared - by preventing
public protests and denying the possibility of questioning the music played by the
city — but it also excludes the listener. The “music” which will be produced by the
music fountain will be an example of superfluous sound (cf. Mbembe and Nuttall
2004, Luci 2014), sound produced for the abject listener, or in this case the listener
distanced by the soundproofed vehicle (as the construction of bicycle routes is also
missing from the new project).” It will produce public without community as a new
governmental ideal, creating a vision of uninhibited flows of capital and ostensibly
effortless human labor.

SOUNDS (AND SILENCES) OF DISOBEDIENCE

Sonic politics have been strongly involved in the processes of fighting for alter-
native urban relations based on experimenting with different types of coexis-
tence, solidarity and autonomy. Moreover, they call for the importance of under-
standing soundscape not as an experience or object but as a process and an action.
Struggle against transformation of Rog was loud and displayed what the city offi-
cials during the campaign for the Green Capital of Europe wanted to mask: city
sounds of global migration, economic crises, social stratifications, a high unem-
ployment rate and so on. The case of Rog proved the importance of the different
soundscape regimes, in which unwanted sounds included “forbidden” languages
of illegal migrants, refugees and asylum seekers, sound of tunes and music
genres that cannot be heard in the city centre or are considered “sound pollu-

11 Soundproofing and sound insulation of car cabin is becoming an ever more present issue in private car
marketing. The promotion brochure of the most sold vehicle in Serbia in January 2016, Renault Clio,
advertises the updated model of this brand as the one which “transforms your travels into sensory
experiences” through “an immersive musical experience with the BOSE® Premium sound system”. Cf.
Prodaja novih vozila and New Renault CLIO brochure.
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tion.” Similarly, the struggle to cleanse the political space from the “forgotten”
vestiges of the socialist past and to inundate it with seemingly innocuous sounds
of popular music through new technologies of creating monitored soundtracked
spaces shows how the official image of Serbia as the “regional leader” in mastering
neoliberal capitalism in the Western Balkans is difficult to sustain and demands
new, expensive models of everyday interpellation.

THE R1GHT TO THE C1TY AS COMMUNICATED THROUGH MASS SINGING

Some of the leading voices in resisting the process of the capital-led city’s transforma-
tions, degeneration and gentrification were activist, “self-organized” choirs (samoorga-
nizovani zbori), Female choir Kombinat (ZPZ Kombinat) and Feminist choir Fighters
(Z’borke) that both have a very important place in the re-sounding of Ljubljana’s
urban spaces. Both choirs were active in fighting against city policy regarding Rog:
Kombinat, which received its name after the Factory Rog (during socialism called
Kombinat Rog) had an open rehearsal in front of the defenders of the squat, while
Z’borke sent an open letter to express disagreement with the restructuring of Rog.
Choir members were actively involved in the campaign “Save the Rog factory” (Ohra-
nimo tovarno Rog) by performing at the protests or physically protecting the space
within Rog. From their foundation (Kombinat was founded in 2008 while Z’borke
started singing in 2014 in Ljubljana), both choirs have understood collective singing as
aform of political action.” Their common goal is to evoke a collective spirit of choral
singing, emphasizing its revolutionary, rebellious side and emancipatory potential
in order to give voice to previously marginalized individuals, groups, or narratives.”
“Giving voice” or “sounding” by performing in Ljubljana’s squares, streets and parks
is one of the most important political actions of the choirs as an act of occupying
the city. Their mass singing aims to reintroduce “hidden”/marginalized city histo-
ries (of women, migrants, refugees, etc.) on the city map and reveal “inappropriate”
city soundscapes.

These choirs’ interventions transgress the typical notion of “music performance”
by exercising sound relocation on the macro and micro levels. On the macro level,
they initiate guerrilla performances — open-air concerts in front of established
cultural institutions (such as Spanski borci) or marginalized places or cafes, and
at protests, as Majda, a Kombinat choir member, explains: “And in general, flas-
hmobs are our main idea - street, guerrilla.” In this way, the choir members trans-
gress the usual choral performance setting — the stage, understood as reserved for
formal events. With their “music actions,” by enabling specific co-creation of sound
and space and drawing on the potential of the mass performance, they provide
new forms for political participation in the urban setting. Since their performances

12 For a detailed study of the post-Yugoslav self-organized choral movement see Hofman 2015; 2016,
since, due to the limited scope of the article, we avoid the discussion of this particular phenomenon.
13 For extensive analysis of choir’s membership, internal structure, performances and political engage-

ment see Hofman 2015 and 2016.
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include public speeches, shouting and clapping, they make their sonic “interven-
tion” a new kind of auditory participation also through dissolving the line between
noise and music. Choral singing, as a form of mass performance, can produce new
networks and shape social interaction and intra-action between performers and
listeners (Bakhtin 1986), establishing new patterns of political participation. Choir
members embody new strategies in spatial dimensions of their performance and
willingness to be a part of social experiment. Particularly flashmobs were seen as
having more potential to transgress these boundaries: “We particularly like these
guerrilla performances, when there is no distance erected by the stage, and it is
really a different dynamics. It is a horizontal organization” (Teja, Kombinat).

The sonic aspect of the choirs’ performances appeared to be particularly important:
the core of their repertoire consist of partisan, workers” and revolutionary songs from
the Yugoslav antifascist resistance during World War II. Recalling the musical past of
WWII along with songs from the Spanish civil war, the French and October Revolu-
tions, songs from the Civil rights movement and the great depression, anti-fascist and
resistance songs from around the world, enables “socialist sounds” to be included in the
so-called “repertoire of the global left” (see Hofman 2016). In the case of street perfor-
mances, particularly during protests, choir members claim to exploit the “primary”
function of these songs during the National-liberation struggle during WWII (NOB)
— to raise morale and contribute to social networking and solidarity. Open-air street
performances can also reflect the symbolic referring to naturalistic, open spaces which
is seen as inseparable from the NOB (a naturalistic aesthetic of forest as the original
partisan guerrilla fight setting). In the case of Kombinat, the natural environment is
replaced with an urban setting: The result is an interesting picture of “situating” or
“displaying” partisan songs in a modern urban environment which, “instead of camp
fires, half-demolished houses and the forest, is occupying palaces of the capital, shop-
ping centers and jumbo posters” (P. B.2009). In that sense, their performances enabled
new mobilizations, appropriations and reinventions, which enable the aural, social and
political to be interconnected through the establishing of spatio-temporal sonic collec-
tivities which act as an individual social body (see Hofman 2015; 2016). Choral perfor-
mance is used in their cases of open political engagement as a kind of public social
intervention to express and articulate their rebellion, and to make their voice present
in public. The fact that partisan, workers and revolutionary songs, as the leading genre
of the socialist music legacy are the main soundtrack of resistance to the urban transfor-
mations fostered by neoliberalism proved that they are acquiring new meanings. These
songs, which were until 1990s an important part of sound city ecology, were silenced in
the public sphere after the dissolution of Yugoslavia, as a legacy of the totalitarian past.
In that sense, re-sounding this particular repertoire in the public sphere does not only
evoke the common historical soundscape of Yugoslavia’s past and multicultural identity
that is seen as a threat to the newly founded national states after the state dissolution.
Bringing these songs to the streets, choir members claim to sound marginalized aspects
of the official city history (and also marginalized or lost histories), reveal conflicting
interpretations of what is unwanted and what is embraced in the city’s sonic heritage.
As described by Tanja Petrovié, “this choir [Kombinat] often performs in places that
were heavily symbolical during socialism and marginalized after it, such as monuments
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to heroes of the antifascist struggle; with these performances, they re-actualize them,
giving them a meaning different from what they had in the socialist times” (Petrovi¢
2011). Moreover, their actions can be seen as a resistance to the sanitized city sounds-
cape, since evoking sounds of struggle against fascism but also racism and any form of
social exclusion and exploitation enables sounding an ethnically diverse city popula-
tion, migrants, refugees, unemployed workers from former privatized factories. By occu-
pying city spaces with sound, such mass performances actually “re-ideologize” public
space at a time when, to quote Marina Grzini¢, the political and ideological content is
de-idologized and anaesthetized — the emptying of politics in favor of the anaesthetiza-
tion of ideology of any politically substantial content (Grzini¢ 2014: xi).

THE MNEMONIC SILENCE COMBATING THE NEOLIBERAL DRONE

As the example of music fountain serves to emphasize how public space becomes sani-
tized through purportedly apolitical soundtracking, it is possible to theorize the role of
silence in combating this governmental development and reclaiming the public space
for political action. The Belgrade feminist and anti-war group Women in Black (Zene
u crnom) are arguably the most prominent activists in Serbia dealing with questions of
memory, dichotomies of collective versus individual and the desired versus the unde-
sired. Established as part of an international movement, the group rose to prominence
during the early 1990s, uncompromisingly confronting Slobodan Milosevi¢’s regime’s
belligerent politics and rampant violent nationalism (cf. Fridman 2011). Their activities
after 2000 have been focused on reconciliation processes, asking that Serbian society
face its responsibility for the Yugoslav wars. Since the 1990s, Women in Black have
carried out silent vigils as their main form of protest, and they regularly engage with
performance art as a strategy for gaining greater visibility in the public space. The pillars
of their public acts are vigil, silence, body, and the color black. Women in Black insist
on the non-representative aspect of their presence: although the medialized picture
of the performances is recognized as important by the group, the physical interven-
tion in the public space, the actual participation in the standing vigil, is what holds the
group together.* Looking at three memorial actions in the period between July 2015
and February 2017, it is possible to locate important aspects of Women in Black’s polit-
ical aesthetics of public intervention.

I. On 10 July 2015, Women in Black staged a major commemoration in Belgrade’s
Trg Republike, dedicated to twenty years of the Srebrenica genocide. They collab-
orated with an experimental theatre group, Dah teatar, in order to build an elabo-
rate performance symbolizing the massacre of more than 8.000 Bosniaks, mainly
men and boys, during the seizure of the city by the Bosnian Serb Army of Repub-
lika Srpska. The performance occupied a central city square, the urban pedestrian
hub of the centre engulfed by cafes and serving as a usual meeting point. This space

14 In this regard, one can note how relatively few of the group’s efforts are aimed at the medializa-
tion of their activities, as well as how the pecking order in the group is dependent on actual participa-
tion in the vigils.



98

MY3UKOAOTHUJA / MUSICOLOGY 22-2017

was transformed by the group through the usage of wide panels with the names of
the victims held by the activists, and a large white canvas which was laid down in the
square, creating the quasi-stage for the performative act. Because of the ambitious
spatial scope of the performance, but even more because of the heavy over-policing
of the event by police units equipped for riot control, Women in Black succeeded in
silencing the everyday sounds of the commodities and services, creating the sonic
space of the vigil, onto which they loop-played “Srebrenicki inferno,” a song recorded
for the purposes of the Srebrenica genocide commemoration and regularly featured
in the annual memorial ceremony in Potocari, where the solo vocal line is given to a
feeble child’s voice bereft of vibrato (see Piti¢ 2017). This sonic loop of the Belgrade
commemoration was itself feeble, played on mid-range loudspeakers powered by a
portable diesel generator, and was mixed with the ambient noise and the sound of
the engine-generator itself.

II. On 18 November 2015, Women in Black commemorated the fall of Vukovar in
1991, the culmination of the 87-day siege of the city in Croatia by the Yugoslav People’s
Army and paramilitary forces from Serbia during which the city was almost entirely
destroyed and which resulted in exhaustive looting and numerous civilians” and pris-
oners’ killings. Again, in the midst of the commercial everyday centre of Belgrade, at
the beginning of Kneza Mihaila Street, and accompanied by police, the group staged
their performance involving wide panels and writing on pavement using salt. This
time the members of the group who coordinated the lining-up of the participants
entered into marginal conflict with manager of a nearby sports and fashion store for
allegedly disrupting the flow of customers, but also with a street musician—violinist,
who presented a polished Piazzolla-based repertoire to passersby and who protested
at the disruption of his informal music stage.

ITI. On 27 February 2017, Women in Black staged a vigil,"We remember the crime
in Strpci,” to commemorate the mass killing of non-Serbian civilians on a train which
was travelling between Belgrade and Bar in Montenegro and which took place near
the Bosnian village of Strpce. The commemorative vigil was held outside Belgrade
Central train station, which — as the huge promotional panel covering the whole left
wing of the building incessantly reminded the activists — is itself scheduled to be
abandoned and the grounds surrendered to the current main Belgrade aggrandizing
endeavor, “Belgrade Waterfront,” the flagship project of the current government,
aiming to transform the state-owned land at Sava riverbank into a private commer-
cial area.

It is only partially true to state that Women in Black engage in memory activism,
as they often cannot afford to draw on memories which are present in the collec-
tive, but have to build them anew. By intervening in the public space they draw on
“abject memories,” memories which should have been present in the public and media
space, but which have been stifled, ignored and rebuked. What they choose to do is
to construct tangible but transient memorial spaces to specific traumatic events in the
duration of their vigils. By default, they occupy a prominently central urban space,
quite often a commercial and pedestrian hub rather than a place attached to an admin-
istrative or governmental seat of power. As their presence is itself always controver-
sial and perceived as radically different from the official narratives, their interventions
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in the urban space allows them effectively to disrupt the commodified noise-drone
which characterizes the centre of Belgrade. In a system where omnipresent superfluous
sound is seen as a mark of neoliberal triumph in rendering labor cheap and effortless,
producing silence in the city centre is not innocuous as it seems. By producing a space
of vigil, these interventions offer a rupture in the fabric of the neoliberal sonic phan-
tasmagoria and open the possibility of the political. In other words, by demanding the
space for vigil in the centre of the city, Women in Black afford the possibility of retaining
a critical distance from the sound which is becoming ever closer. Finally, by insisting
not only on non-medialized experience of the vigil, but also on its duration, Women
in Black open the window of change in the understanding of urban time. Insisting on
the duration of vigils, which usually take an hour, long after the journalists and media
reporters, bar a few dogged photographers, have left the stage, the group also rethinks
the understanding of time as a commodity — valued, but dispensable.

CONCLUSION

Spreading neoliberal ideology in reshaping urban spaces in Ljubljana and Belgrade
has produced new patterns of domination and exploitation but also provoked more
action-oriented city population and self-organized practices which confront the inter-
ests of corporate capital. This article addresses sonic interventions in public space as
arevitalization of the city soundscapes of marginalized histories, groups and individ-
uals while simultaneously enabling social fabric through evoking communal aspects of
public space. Case studies on various cultural and symbolic reconstitution of the city
we presented prove the importance of the establishment of alliances that introduce
new senses of belonging and solidarity, and new ways of self-empowerment through
sound. Such emphasis on sociality is crucial for active engagement and intervention in
the urban public sphere. Self-organized groups, including collectives such as Women
in Black and the choirs Kombinat and Z’borke, which are structured through a hori-
zontal architecture of infra-power, as well as emerging heterogeneous alliances which
are constituted through public protests and immediate presence in the public space,
can offer a vision of a society of co-operation, commonality and solidarity, and might
open up a room for new political forms and redistributions of power. The affective
potential of participatory sonic events provides an emergent sense of collectivity on
a wider scale and makes it possible to constitute new socio-temporal collectivities.
These undertakings do not function as merely ideological, discursively medialized
events, but as visceral interventions, working with affect on the plane of immanence
and its potential to create a collective of bodies affected together and acting together.
This gives a new potency to political participation through collective public sonic
experience, forging new political inter-relations. In other words, the main potential
of the sonic interventions which we describe here is in creating collectivities which
are fostered by the sheer intensity of the sonic experience. In this way, an intensive
collective experience of joint participation in the sounding, musicking, or even appre-
ciating newly-discovered silence in the public space, engenders a sense of incipient
community that is not yet there, but could be, as vehicle for rethinking the aesthetic,
cultural and political potential of the audiosocial.
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Ana Xopman, Cphan Aitianacoscku

3BYK U CERAHE KAO HNHTEPBEHIIUJA ITPOTHUB ITIOAUTUKA YPBAHOT
YTHUIIABAA

(PE3UME)

Y 0BOM YAQHKY PacIpaBs»aMO O MOAUTHIKUAM UMIIAMKALIMjaMa AUjaAeKTHKe OyKe
U TUIINHE KAKO OMCMO Ce OCBPHYAM Ha ypOaHU U APYIUTBEHH 3HAYaj AKTHBI3MA
KOjHU Ce TeMesH Ha 3BYKy U cehamby y II0CT-jyroCAOBEHCKOM IPOCTOPY. YcAep
[OCTCOLNjaAUCTHYKIX TPAHCPOPMALIHja K arpeCHBHOT yBOlerba HeoAHbepaAHOr
KAIUTAAM3MA, IPUBATH3ALMja YPOAHIX jaBHIX IIPOCTOPA [IOCTAAA je CBEIIPHCYTHA,
Te He U3HEeHal)yje ITO Cy rPaAOBHU [IOCTAAM HAJUICTAKHYTHjU IIPOCTOp 6opbe y moct-
jyTOCAOBEHCKIM APYIITBHUMA. 3By4HE HHTEPBEHIIHje Y jJABHOM IIPOCTOPY Pa3MaTpaMo
KA0 PeBUTAAM3ALN]Y MAaPIUHAAM30BAHNX UCTOPHU)a, IPYIIA U IIOjEANHALIA, Te
ceharba Ha ApymITBeHe acnexte jaBHOT (3ajeanuaxor) mpocropa. CTyauje caydaja o
KYATYPAaAHOj B CUMOOANYKOj PEKOHCTHTYIH)U I'PAAA KOje IIPeACTABAAMO ITOKA3Yjy
B)XHOCT YCIIOCTaBcatba Oceharba IPUITAAHOCTH B COAMAAPHOCTH M HOBUX HAYHHA
IpHcBajamba Mohu kpos 3ByK. CaMOOpraHu3oBaHe IPyIle, YKoy dyjyhu KosekTrBe
kao mTo cy JKene y upHoM 1 xopose KombuHar u 3’60pke, CTpyKTypHpaHe Kpo3
XOPH30HTAAHY apXUTEKCTYpPy HHPpa-Mohu, Kao U XeTeporeHH caBe3u KOjH ce
KOHCTUTYMIIY KPO3 jaBHE IIPOTECTe, MOT'y TIOHYAUTH BH3Yjy APYLITBA Capajke,
33jeAHUIITBA U COAUAAPHOCTH. [AaBHH MOTEeHIIUjaA MHTEPBEHIIH]ja KOje OBAE
OIIMCYjeMO je CTBaparme KOAGKTUBUTETA KOjH j& IIOACTAKHYT HMHTEH3UTETOM CaMOT
3By4HOT HCKycTBa. Ha Taj HauMH KOAGKTHBHO MCKYCTBO CTBapama My3UKe AU
3BYKQ, HAU YaK CTBapaka HOBOT, IOAMTHYKOT IPOCTOPA TUIIMHE Y jaBHOM IIPOCTOPY,
IIPeACTaB»a OCHOBY 32 H3TPaAy HOBHX BPCTa 3ajeAHHIa (¥ 3ajeAHMINTBA).

KAYYHE PEYM: 6yKka U TumHHA (BUXOBE MOAUTHKE), ypOaHU aKTUBU3AM,
IOCTjyTOCAOBEHCKHU IIPOCTOP, KYATYPHA MEMOpHja
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ABSTRACT:

Archaeoacoustics is a multidisciplinary field of research focused on the history
of the relatedness of the field of sound and architecture. The architectural history
of Europe, from Antiquity to the modern period, is abundant in the findings of
vessels, which are considered to have an acoustic purpose. This paper addresses
these acoustic vessels embedded in the massive walls of sacred architecture
in medieval Serbia (15 churches). We considered the wide context of current
archaeoacoustic research, in order to argue that this practice can be regarded as
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Research into sound in architecture deserves a special place in studies of cultural heri-
tage. There are two main reasons for this: (1) as well as visually, humans also reveal
the surrounding space by using the sound (Reznikof 2005) while (2) the sense of
hearing is more sensitive than the eyesight.* Archaeoacoustics, or the archaeology
of sound, is a multidisciplinary field of research focused on the history of the relat-
edness of the field of sound and architecture. Because of the complexity of archaeo-
acoustic questions, it is necessary to develop a holistic approach and team research,
which brings together archaeologists, acousticians, architects, musicologists, linguists,
etc. Those different disciplines arrived at valuable conclusions concerning the history
of the acoustics of sacred spaces in Europe (Baumann 1990; Arns & Crawford 199s;

Carvalho et al. 2002; Desarnaulds 2002; Cirillo & Martellotta 2007; Zamarrefo et al.

2008; Martellotta et al. 2008; Howard & Moretti 2009; Navarro et al. 2009; Crunelle

2009; Suarez et al. 2013, 2015; Elicio & Martellotta 2015; Alvarez-Morales & Martel-

lotta 2015), and also in Serbia (Miji¢ 2000; Miji¢ & Sumarac Pavlovi¢ 2004; TTero

2008; Dordevi¢ 2016; Dordevié et al. 2016).

This paper presents the results of multidisciplinary research into acoustic vessels
built into the massive stone walls of sacred architecture in medieval Serbia. The main
goal was to place the findings from Serbia in the context of current archaeoacoustic
research and thus include them on the archaeoacoustic map of medieval Europe and
the following interpretations of the historical relations of sound and architecture.
Since medieval principles of building were considered as a secret of a craft, there are
no detailed documents on the acoustical intentions of builders. Consequently, the
research question is: Could the practice of embedding acoustic vessels in sacred archi-
tecture be considered as the expression of a musical tradition of medieval Serbia? To
answer this question it is important to discuss four main groups of research ques-
tions related to this issue:

(1) Where did the tradition originate and how was it transmitted? What were the
possible ways of adopting the tradition of acoustic vessels in the building process
of various parts of Europe throughout history?

(2) What was the main intention of the builders or the founders? What did they strive
for or believe they were accomplishing by installing the acoustic vessels?

(3) What are the physical characteristics of the acoustic vessels found in the sacred
architecture? Is there any positioning pattern? How were they installed?

(4) What is the objective acoustical efficiency of the acoustic vessels in the architec-
tural spaces?

Research into the acoustic vessels in architectural heritage was focused on three
periods: (1) Antiquity, with special interest in the recommendations of Marco Pollio

4 Relation of the frequency range for sight is 1:2, and for the hearing sense is 1:1000. Relation between the
weakest and the strongest sound a human can sense is over 120 dB, while the sensitivity to light is 9o dB.
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Vitruvius and theatre acoustics, (2) medieval times and sacred architecture, and finally
(3) the modern period and the use of resonators in auditoriums and sacred spaces
(Arns & Crawford 1995).

The first part of the paper considers the general usage of acoustic vessels in medi-
eval Europe, starting with the main thoughts from Vitruvius’s Ten Books on Architec-
ture, the oldest document in which acoustic vessels are described, then presenting a
short review of relevant archaeoacoustic studies and finally illustrating the acoustic
intentions with several quotations. The second part of the paper addresses the
acoustic vessels in sacred edifices of medieval Serbia. This includes the historical
framework, an overview of previous research, and a census of the acoustic vessels in
fifteen sacred edifices and related acoustic studies. In the third part of the paper the
main points of the research are discussed — the physical characteristics of acoustic
vessels, their distribution, positions and orientation in the walls, acoustical efficiency,
etc. We subsequently draw conclusions and make suggestions for further archaeo-
acoustic examination.

AcousTIC VESSELS IN SACRED ARCHITECTURE IN
MEDIEVAL EUROPE

THE RECOMMENDATIONS OF MARCUS PoLLIO VITRUVIUS

The oldest known source on acoustic vessels is the treatise Ten Books on Architecture
by Marco Pollio Vitruvius, an architect from the period of Julius Caesar (1* century
B.C.). Vitruvius considered architecture as the precursor of all other sciences. Writing
about building practice, in several places he considered the issues of perceiving sound
phenomenon and space acoustics. He described the voice as “a flowing breath of
air [which] moves in an endless number of circular rounds like the innumerably
increasing circular waves which appear when a stone is thrown into smooth water”
until it is interrupted with an obstacle from which it reflects back, breaking up the
formation of those which follow (Vitruvius 1914, 138—9). In other words, the laws
of reflection were known in Antiquity, as well as the effect of reverberation® due to
uncontrolled reflections of sound, which significantly disturbed the intelligibility of
speech from the stage. Therefore, Vitruvius stressed the importance of the geom-
etry and proportions of theatres for their acoustics, explaining that the geometry of
theatres needs to follow the natural laws of sound movement and thus enable the
voice not to be obstructed. As a key for solving these building tasks Vitruvius pointed
out the significance of mathematical theory and musical laws for sound reinforcement.
The ancient architects, “by means of the canonical theory of mathematicians and that
of musicians, endeavoured to make every voice uttered on the stage come with greater
clearness and sweetness to the ears of the audience” (ibid., 139).

As the key solution for achieving adequate acoustics in theatres, Vitruvius recom-
mended the installment of bronze vessels “in niches under the seats in accordance

5 The reverberation means that the production of multiple reflections of sound in a space, so more acou-
stic energy reaches the ears of the listener (Johnston 2009: 161-2).
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with musical intervals on mathematical principles” (ibid., 9). In the fifth chapter of
the fifth book — Sounding Vessels in the Theatre — he presented detail instructions on
how to install sounding vessels on mathematical principles, so that when touched they
would produce among themselves the tones of a fourth, a fifth and up to the double
octave. All of this in such a way that “the voice, uttered from the stage as from a centre,
and spreading and striking against the cavities of the different vessels, as it comes in
contact with them, will be increased in clarity of sound, and will wake an harmonious
note in unison with itself” (ibid., 143). Although he did not write in what way acoustic
vessels impact the space acoustics, Vitruvius recommended the accurate disposition
of acoustic vessels in the auditorium and their specific tuning according to musical
intervals. He wrote that acoustic vessels should be facing the stage and arranged in
the hollow niches between seats of the theatre, so “they nowhere touch the wall, but
have a clear space all round them and room over their tops” (ibid.).

Vitruvius stressed that acoustic vessels are more suitable for theatres “built of solid
materials like masonry, stone, or marble, which cannot be resonant” (ibid,, 145). Although
the number of niches and bronze vessels found in ancient theatres is inconclusive (Arns
& Crawford 1995), a relation between Vitruvius’s description and the medieval practice of
installing acoustic vessels may be found in the following recommendation:

Besides, many skilful architects, in constructing theatres in small towns, have,
for lack of means, taken large jars made of clay, but similarly resonant, and
have produced very advantageous results by arranging them on the principles

described (ibid.).

Thus, this could be the essence of medieval thinking on architectural acoustics —
acoustic vessels should be used if building in solid materials, and the vessels could
be ceramic, not necessarily bronze.

ARCHAEOACOUSTIC STUDIES

Until the second half of the 20" century, researchers into acoustic vessels, mostly
archaeologists or conservators (Vachez 1886, Joanosuh 1909, ITerkosuh 1909,
Aepoxo 1930), were collecting data on physical characteristics, number, position and
means of embedding vessels into the massive walls of sacred architecture. The vessels
were reputed to have an acoustical function. The census of the findings is constantly
modified. This significant contribution produced archaeoacoustic studies of 54
churches in Europe (Arns & Crawford 1995), 200 churches in Switzerland (Desar-
naulds 2002) and about 200 medieval cathedrals in France and 320 in total all over
Europe and the Near East (Palazzo-Bertholon & Valiére 2012). Nevertheless, none
of these wide-ranging studies included findings from Serbia.

Over the last several decades, research into acoustic vessels has drawn the atten-
tion of acousticians. There are two acoustic approaches amongst published multidisci-
plinary archaeoacoustic studies: (1) laboratory analysis of acoustic vessels (Carvalho
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et al. 2002; Miji¢ & Sumarac-Pavlovi¢ 2004), and (2) in situ acoustic measurements on
the localities where acoustic vessels are still in the original positions (Arns & Crawford
1995; Desarnaulds et. al. 2001; Desarnaulds 2002; Zakinthinos & Skarlatos 2007; Valiére
et al. 2013, 2014). Their common goal is to examine the acoustic parameters, such as
time of reverberation, clarity, definition, speech intelligibility, etc. Without exception,
the studies showed that it is quite difficult to determine any significant acoustic effect
of the inbuilt ceramic vessels. It is shown that there is no uniform pattern of embedding
acoustic vessels in medieval sacred architecture (Palazzo-Bertholon & Valiére 2012).
Nevertheless, researching relations bewteen type, number and positions of the vessels
found with the building style, volume and height of the space, produced some indica-
tive results. Valiére et al. (2013) argued that builders had a vast empirical knowledge of
acoustical laws, so they understood that the effect of acoustic vessels was cumulative. In
other words, the number of vessels increased with the volume of a sacral space. In addi-
tion, the vessels were tuned in the frequency range with the longest time of reverbera-
tion.® Since the resonating frequencies of the vessels under research are in the range from
100 to 500 Hz, they contribute to shortening the time of reverberation of the frequencies
usually excited by the speaking voice. The authors also noticed the attempt to adjust the
dimensions of the vessels in order to absorb low frequencies for which the absorption of
wooden furniture (iconostasis, benches, etc.) and textile was less effective. Two types of
vessels were often used in churches, whose resonant frequencies are in the ratio of the
musical intervals of a fourth and a fifth (Valiére et al. 2013, 75—79). This indicates the rela-
tion with musical theory and the tuning of acoustic vessels that Vitruvius wrote about.

Beside the intention to determine the effect of inbuilt vessels on church acoustics,
there are also theories concerning their symbolic applications, based on ancient philos-
ophy and the belief that musical tones elevate the human soul (Arns & Crawford 1995).
Consequently, acoustic purposes can be considered as a secondary intention of the
builders, while the primary goal was the comprehensive representation of the universe
in which each vessel represents a planet and its sphere, emitting a characteristic noise.
Thus, the system of acoustic vessels is part of a more general theory of spheres, devel-
oped in Antiquity and specifically valued in the Middle Ages (Poulle 2000).

THE ACOUSTIC INTENTIONS OF MEDIEVAL BUILDERS

The awareness of the possible improvement of acoustic effects inside sacred spaces
is expressed in Francesco Giorgi’s Memorandum for S. Francesco della Vigna from
the year 1535: “I recommend having all the chapels and the choir vaulted, because the
word or song of the minister echoes better from a vault than it would from rafters.
But in the nave of the church, where there will be sermons, I recommend a ceiling ...
coffered with as many squares as possible... because they will be very convenient for
preaching: this the expert knows and experience will prove it” (Wittkower 1971: 156).

6 The time of reverberation is the time it takes the volume to drop to 1/1000000 of its initial value or, put
another way, it is the length of time required for sound to decay 60 dB from its initial level. This acous-

tical parameter is the most important one for music (Johnston 2009, 161-162).
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Throughout the Middle Ages acoustic vessels were incorporated in the massive walls
of sacred edifices — the greatest architectural achievement of the time which expressed the
symbolism of the internal value of overall order (ibid.). A comprehensive study on the
tradition of acoustic vessels in medieval sacred architecture has not yet been published.
However, there are two main positions: (1) the tradition is passed on as a continuous prac-
tice from Antiquity to Byzantine builders, and further, to the Middle Ages (Vachez 1886,
Valiére et al. 2013) or (2) the book of Vitruvius is credited with the revival of this acous-
tical tradition in medieval Europe (Godman 2006, Yanak-Meauh 2006). Nevertheless,
the effectiveness of acoustic vessels was constantly questioned throughout history. The
oft-cited record on this scepticism, which also illustrates the acoustic intentions of medi-
eval builders, is from the Chronicle of the Celestins de Metz from 1432:

He made and ordered the pots to be placed in the choir of the church thinking
that they would make for better singing and would resound more loudly (...)
I don’t know whether one sang better than one would have without having
done this (Baumann 1990).

During the reconstruction of the Dominican convent of Strasbourg in 1743, the archi-
tect Salomon found acoustic vessels dating from the 14™ century. Regarding these
findings, he wrote:

When demolishing the walls of the great choir of the temple-Neuf (begun in 1307,
completed in 1345), I found earthen jars around the ogives of windows and buried
in the masonry, the opening being flushed and open to the inside. I managed to
extract some intact. These pots are in grey earth... Belief in the effectiveness of
these pots for acoustics has been abandoned long ago, because all the holes were
sealed and the roughcast covered them completely. Around each ogive were nine
pots, one at the top and four on each side (... ) Apparently these pots were used
to raise the tone of the voice when the monks sang in chorus (Valiére et al. 2013).

This passage implies that the intention of the builder was to provide the desired
acoustic properties inside of the church. However, there are no written records as to
how builders understood the influence of the vessels to church acoustics.

AcousTIC VESSELS IN THE SACRED ARCHITECTURE OF MEDIEVAL
SERBIA

HiISTORICAL FRAMEWORK

Sacred architecture had the highest significance in medieval Serbia. The architectural
design of the church, as the most important element of the structure of the monastery,
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was thoroughly thought through and imbued with Christian symbolism (ITonosuh
1993). Each of the rulers of the Nemanji¢ dynasty endeavored to erect at least one
monumental endowment, as an expression of power, greatness and spiritual commit-
ment. The seigneurial foundations commenced with the strengthening of the nobility
in the 14th century (Aepoxo 1962, 9). The most respected builders were invited to
build and paint the churches. Therefore, medieval sacred architecture in Serbia repre-
sents the highest peak of art of the time. It is considered to be the foundational point
in Serbian modernity, upon which national identity was developed (Baarposuh &
Muaytunosuh 2006).

Medieval Serbian monuments of sacred architecture may be researched within
the framework of stylistic groups, such as: (1) Pre-Nemanji¢ period (to the 12" c.),
(2) the Raska style group (12 - end of 13 ¢.), (3) the Byzantine style group (13" -
14™ c.) and (4) the Moravian style group (end of 14™ — mid 15™ c.). Besides changes
in the stylistic characteristics of architectural monuments, monasteries were erected
in certain regions according to the shifts of state borders in medieval Serbia. Here
we present the findings concerning acoustic vessels from all the above-mentioned

building periods.

PrEVIOUS RESEARCH

During the first period of research into acoustic ceramic vessels in Serbia, at the
beginning of the 20" century, they were consequently referred to as “acoustic pots”
(Tletxosuh 1909, Joanosuh 1909). Thus, in the journal Starinar from 1909, Vlad-
imir Petkovi¢ wrote about the findings in Zi¢a monastery, and Kosta Jovanovi¢’s
subheading referred to the “function of the acoustic pots of baked clay” The next
wave of interest in the subject” occurred in the 1960s (Henaaosuh 1960, Aepoko 1962),
when Slobodan Nenadovi¢ published the first census of churches and description
of the ceramic vessels found, their positions and the manner of their installation. In
this census, the author concluded that vessels were found in the architectural monu-
ments erected throughout the Middle Ages® (Henaposuh 1960). Researchers have
dealt sporadically with the subject up to the present day, remaining within the frame
of their own research disciplines (Bajaaosuh Xayu-Tlemuh 1981; Yanak-Meauh 2006;
Miji¢ & Sumarac Pavlovi¢ 2004). The exception was the multidisciplinary approach
taken in research into acoustic vessels found in the monastery Davidovica (Byanh &
Llpuuesuh 2010).

The function of these vessels was always questioned. However, researchers
supported their acoustic function without exception. Thus, Petkovi¢ wrote: .. the
function of these pots is not quite clear. It is problematic to explain their use as being

7 Acoustic vessels found in the walls of medieval architecture were also mentioned in publications from
the third decade of the 20th century. See also: Aepoxo 1930: 128 —155; Taruh 1929: 132.

8 In addition to sacred architecture, acoustic vessels have been found in the medieval cities of Soko-grad

and Kupinovo (Bajasosuh Xayu-Tlemuh 1981: 25-32).
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part of constructional necessity, and perhaps it would be suitable to understand them
in the role of resonators” (TTerkosuh 1909: 104). Jovanovié¢ believed that in case of
ancient buildings there was an awareness of the need for adjusting the acoustics of
sacred spaces, but on account of their size and disposition in more recent buildings,
he concluded that the tradition began merely to be passed on, without any under-
standing of the function of acoustic vessels; thus he wrote:

There seems to be no doubt that their usage came with the manner of building
of the East, where they certainly used to have a common role as an instrument
for increasing resonance. However, later on, especially in this region, it seems
that this function was completely overlooked so their use was more a result
of inherited building traditions than a consciously understood need for better
resonance in churches (Josarnosuh 1909: 136).

Nenadovi¢ emphasized that Serbian medieval churches were usually consider “acous-
tical.” In addition to research into acoustic vessels, he also considered the role of the
geometry of the church, suggesting that acoustic vessels were positioned in order to
prevent direct reflections of sound towards the speaker, standing in a semi-circular
apsidal choir. In other words, they played the role of the resonators that make sound
spread evenly throughout the space, so the speaker cannot hear himself enhanced
(Henaposuh 1960: 10). In contrast to that, Deroko believed that the acoustic vessels
“were used for space to echo better.” Consequently, he wrote on their function:
“When those vessels were built in such a way that their openings could be seen, their
cavity enhanced the sonority of the space, like, for example, the openings and cavi-
ties in the guitars and other musical instruments” (Aepoxko 1962: 26).

The period of the use of acoustic vessels in medieval Serbia was initially ques-
tioned. Petkovi¢ considered the vessels as a “characteristic sign” of 13- and 14™-century
churches (Tletkosuh 1909: 104), while at the same time Jovanovi¢ claimed they were
used in early as well as late medieval church building in Serbia (JoBanosuh 1909: 138).
Today it is the accepted position that the embedding of ceramic vessels in church
walls was common in all building periods of medieval Serbia, through the influence
of Byzantine culture ( Josanosuh 1909; Bajaaosuh Xagu-TTemuh 1981) or as a conse-
quence of the knowledge passing through the building groups from Dalmatia (Byanh
& Ilpuuesuh 2010).

CENSUS OF THE ACOUSTIC VESSELS

In accordance with published papers, we present the findings of the acoustic vessels
in the sacred architecture of medieval Serbia, in fifteen churches found today in the
territory of the central Serbia, Kosovo and Metohija and Hilandar Monastery on
Mount Athos (Table 1, Figure 1). For each church, we indicate its founder, the date of
building and the importance of the edifice at the time of building, if any. There is also
a description of the organization of space and of the system of construction, because
this is important for understanding the positioning pattern of acoustic vessels. Finally,
we give the position and the manner of installation of acoustic vessels, their physical



13

ZORANA PORDEVIC / KRISTINA PENEZIC / STEFAN DIMITRIJEVIC
ACOUSTIC VESSELS AS AN EXPRESSION OF MEDIEVAL MUSIC TRADITION IN SERBIAN SACRED ARCHITECTURE

characteristics and, in cases where vessels are extracted from the walls, we indicated
the Museum where they are preserved today.

The Church of the Holy Apostles Peter and Paul near Novi Pazar is the
oldest preserved monument of medieval architecture in Serbia, dating from the
Pre-Nemanji¢ period. According to the organization of space, construction and
stylistic elements, this church belongs to pre-Romanesque architecture (Hemxosrh
& Huxoanh 1987: 17). Until the establishing of the first Serbian archbishopric at Zita
Monastery, St Peter’s Church represented the centre of Church life in Serbia. The
plan of the church is a circle with an inscribed cross with four conches. The dome is
over squinches supported by four pilasters. Around this central space, a semicircular
corridor and narthex with the gallery were built in the same period. The southern part
of the edifice is from the later period. Eleven acoustic vessels are found in the central
area, inbuilt 40 cm below the dome cornice, with distances among them from halfa
meter to one meter. They were also found in the apse, where they were inbuilt in one
horizontal line. In addition, there are two vessels in the corners of each conch- eight
vessels in total. They are about 30 cm in height with an opening of about 3.5 cm. All
the vessels are inbuilt in the horizontal position, in such a way that the mouth opening
is oriented towards the inner space of the church (Figure 3). These holes are visible
today, since they were not covered with a layer of mortar in the past (Henaposuh
2003).°

The Church of Sts Peter and Paul in Stara Pavlica Monastery near Brvenik
dates from the 12* century - the Pre-Nemanji¢ period or the very beginning of the
rule of the Nemanji¢ dynasty. The church, with the dome still standing, is today in
ruins. The plan of the church is a three-nave basilica with inscribed cross. The dome
is in the centre of the cross, supported by the four columns and pendentives. The
narthex is on the west side of the church. Eight acoustic vessels are equidistant in the
area where the dome covers the drum. The acoustic vessels, about 25 cm in height, are
positioned horizontally in the stone wall (Henaposuh 1960). The mouth opening is
oriented towards the interior of the church, and the bottoms of the vessels are in the
wall. Since parts of the walls are missing today, the bottoms of the vessels are visible
from the outside of the church. The radius of the vessels at their widest is 15 cm, and
the radius of the bottom is 10 cm. The openings were mortared over with the fresco
mortar. Acoustic vessels, 30 cm radius at their widest, were also found in each of
the “barely distinguished pendentives” (ibid.). In short, there are two dimensions
of acoustic vessels in the church of Stara Pavlica Monastery — the eight in the drum
are smaller, and the four in the pendentives are larger. All of the vessels found were
made of baked clay, vermilion in color and not enamelled (ibid.). These vessels are
considered to be intentionally made for acoustic purposes (Byarnh & Llpruesuh 2010).

The Church of St Nicholas near Kur$umlija is one of the first endowments
of Stefan Nemanja, the founder of the Nemanji¢ dynasty. The church was erected
between 1152 and 1168. After gaining the autonomy of the Serbian Church in Nicaea

9 St Peter’s church near Novi Pazar is the only example of this type of sacred building in Serbia, but anal-
ogies may be found in Dalmatia. Therefore, it is important to bear in mind the discovery of acoustic

vessels in the churches of the Dalmatian coast. See: Jurkovi¢ & Turkovi¢ 2012, Marasovi¢ 2003.
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in 1219 this monastery became the centre of the newly formed episcopacy of Toplica
(Tomosuh 2000). The church is a single-nave basilica with a sliced dome and three-
part altar. King Stefan the First-Crowned added the narthex with two towers on the
west side of the church, and king Milutin erected a chapel on the north side. Four
acoustic pots are found in the pendentives under the central dome (Bajasosuh Xayu-
IMemuh 1981). One is well preserved and it is preserved in the National Museum in
Belgrade. Its height is 31.7 cm, the radius at the widest zone is 23-24 cm and the radius
of the bottom is 13.5 cm. The thickness of the ceramic walls is s—8 mm. The mouth
opening is about 12 cm. The pot is made of baked clay, an uneven red-yellow colour
and not enameled. The vessel is decorated with three stripes and several lines in the
upper zone. It was inbuilt horizontally, so the mouth opening of the vessel was orien-
tated towards the inner space of the church and the bottom was installed in the mass
of the wall (Henaposuh 1960). These pots are considered to be intentionally made
for acoustic purposes (Byaunh & I]pruesuh 2010).

The Church of the Transfiguration of Christin the village of Pridvorica used
to be part of the monastery complex. The characteristics of its style date it to the end
of the 12" century — the period of the Raska style in sacred architecture. The church
has a single nave, a central dome, transept and a spacious narthex. Two acoustic
vessels were found under the rebated arches on east and west sides that support the
central dome. They are horizontally positioned. The bottoms of the vessels are in the
wall and the mouth is orientated towards the inner space of the church. The height
of the vessels is about 35 cm, and the opening is about 10 cm in radius.

The Church of the Ascension of Christ in Zi¢a Monastery is an endowment
of Stefan The First-Crowned, erected at the beginning of the 13" century. Credit for
the building also belongs to St Sava, the first Archbishop of the Serbian Church.
After the Serbian Church became autonomous in 1219, Zi¢a Monastery became the
centre of the Serbian Archbishopric. The church is built in the Raska architectural
style, and so has one nave, dome, transept, a side chapel, a wide apse on the east side
and an inner and outer narthex with a tower on the west side of the church. Findings
of acoustic vessels were reported, positioned under the main dome: in the wall of
the north apse at the height of the beginning of the rebated arch — one on each side,
in the diaphragm under the western rebated arch at the same height as the northern
side, two on each side; and in the north wall under the rebated arch, two on each side
(Henaposuh 1960). It is assumed that acoustic vessels were installed in the oppo-
site walls on the analogous places, but that they were mortared over at some point
in history (Henaposuh 2003). The vessels are positioned horizontally, so the open-
ings are turned towards the interior of the church. The height of the vessels found
in western wall is 38 cm and those found under the dome as much as 43 cm. The
openings of these pots are in the range of 13 to 15 cm (ibid.),” so this is a case of two
different dimensions of vessels in the same church.

10 Vladimir Petkovi¢ also wrote about the acoustic vessels found in Zi¢a Monastery. In the drawings of
Valtrovi¢ and Milutinovié¢ from 1871-1884 (Baarposuh & Muaytunosuh 2006) there are circular open-
ings on the arch under western pendentives. They correspond to those described by Nenadovi¢ (1960).



115

ZORANA PORDEVIC / KRISTINA PENEZIC / STEFAN DIMITRIJEVIC
ACOUSTIC VESSELS AS AN EXPRESSION OF MEDIEVAL MUSIC TRADITION IN SERBIAN SACRED ARCHITECTURE

The Church of the Holy Apostles at the Patriarchate in Pe¢ is a spiritual centre
and the mausoleum of Serbian archbishops and patriarchs. Archbishop Arsenije I
founded the church, in the third decade of the 13™ century. Nenadovi¢ (1960)
presented a sketch of the positions where acoustic pots were embedded in the walls,
under the upper rebated arches on the north, west and south sides. In this case, it is
also assumed that pots might have be positioned in the eastern side, analogously to
the present positions. However, the eastern side is totally covered by a layer of mortar,
so there are two possibilities: the mortar is covering the openings of the pots or the
whole wall was rebuilt and the pots were destroyed at some point in the past. The
openings of the extant pots are 10 cm wide. In other churches of the Patriarchate in
Pe¢ — St Dimitrije, the Holy Virgin and St Nicholas, and in the narthex of Archbishop
Danilo II there were no signs of the acoustic vessels in the walls (Henaposuh 1960).
Bajalovi¢ Hadzi-Pesi¢ mentioned the fragments of a jug from the 14™ century found
at the Patriarchate in Pe¢, of the same type as those found at Mileseva Monastery
(Bajasosuh Xayu-TTemuh 1981).

The Church of the Ascension of Christ in Mileseva Monastery was built in the
third decade of the 13" century, as the endowment of King Vladislav Nemanji¢. After
the death of St Sava at Trnovo, and the translation of his relics in 1236, the church gave
rise to the cult of St Sava. The church is built in the Ragka style, with one nave and a
dome over the section of the nave and transept. The outer narthex with side chapels
was erected in 1236. Under the arches that support the dome were found twenty jug-
like acoustic vessels. They were adjusted for this purpose in the sense that before
they were built into the walls their mouths and their handles were broken off and a
hole was centrally pierced at the bottom. These were larger jugs, with narrow long
necks, one handle, a rounded body and the largest radius down from the middle zone
(Bajasosuh Xayu-TTemwuh 1981: 60-61). It is important to emphasize that these jugs
were horizontally positioned, but with the bottom orientated towards the inner space
of the church. Nenadovi¢ (2003 ) wrote that fresco mortar was found on the bottoms
of the vessels, but it was formed precisely around the openings of the vessels, leaving
them exposed. Initially they were jugs for water, made of clay that stayed white after
baking. One of the vessels extracted, enamelled in green, is conserved in the National
Museum in Belgrade (Figure 4). There are traces of stripes on its surface on account
of the production process on a winch and a decoration of tiny impressed dots. The
vessel is 23.5 cm in height, the radius of the bottom 11cm, the radius of the opening
at the bottom 4.5 cm and the radius of the widest zone 17 cm (Bajarosuh Xanmu-
IMemwuh 1981; Henaposuh 2003). Jugs of this type from the 13™ century had a ring-like
bulge, horizontal engravings on the body and a clearly-marked foot with profiled edge
(Bajasosuh Xayu-TTemuh 1981).

The Church of the Theophany of the Davidovica Monastery near Brdarevo
on the River Lim, is an endowment of Dimitrije Nemanji¢, son of Vukan. In the
book of the Dubrovnik Municipality, a contract from 1281 was found between old
David (the monastic name of Dimitrije Nemanji¢) and the mason Desina de Risa
from Dubrovnik who was obliged to build the church in Brodarevo (Bypuh 1967).
The artisan used older monuments in Ragka style as a model. Therefore, the church
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of Davidovica Monastery has one nave, a narthex, a dome supported by arches and
pilasters, rectangular side chapels and domes on eight-sided drums. Although it is
mentioned in the literature that there were four acoustic vessels initially built in
(Hemxosuh 1961: 96), during in situ archaeological research of the space under the
dome in 1997 there were found two ceramic acoustic vessels built into the western
wall under the dome (Byanh & L]pruesuh 2010), where the rebated arch touches the
pendentives (Henaaosuh 1960). The vessels were horizontally positioned, with their
bottoms installed in the mass of the wall and the openings orientated towards the
interior space of the church (ibid.). The bottom of the first vessel is concave on the
inside and flat on the outside, with the radius of 9 cm. The radius at the widest zone
of the vessel is 15 cm. There is a perforation on the body of the vessel. It is assumed
that it was pierced in order to prevent further breaking of the vessel. This could also
suggest that the vessels were used acoustically only secondarily. Both vessels were
produced in the same manner, but the second one has a slightly wider bottom of 10.6
cm. It also preserves a small handle with a button-shaped widening at the top. The
outer surface of the vessel has a dark red color. There is a technical mark of the winch
on the bottom of both vessels — a central circular recess, 2.5 cm in radius, and three
imprints equidistant at 4.5 cm. This suggests that the vessels were produced in the
same workshop (Byauh & 1]pruesuh 2010: 116).

The Church in the village of Trg, near Zagubica is consecrated to the Nativity of
the Theotokos (previously to St Nicholas). Since it was erected at the end of the 13th
or at the beginning of the 14™ century (Yanak-Meanh 2006), it belongs to the younger
monuments of the Ragka architectural style. The church is a single-nave basilica with
a semicircular altar apse, the dome supported by the pillars, narthex and exonarthex
built at the end of the 14th century. The church is “well built ... and its whole is care-
fully composed” (ibid.). Although signs of acoustic vessels were noticed at the begin-
ning of the 20" century (Iletkosrh 1909), it was only recently proved to be one of the
best-preserved findings. All nine acoustic pots, found in the north wall of the aisle of
the church, were extracted and analyzed. It was found that the same pots were built
into the south wall, but they were severely damaged during the wall reconstruction, as
also in the ruined west wall. The acoustic pots found are of the same type and approx-
imately the same dimensions (Figure 5). They have a flat bottom, round body, short
neck with bent brim and decorative stripes. They were built in at a height of 3.75 m
from the floor. The distinctive characteristic of these findings is that those pots were
installed in the vertical position upside down, thus the opening of the vessels was
orientated towards the floor (Yanak-Meauh 2006). One of the pots has a hole pierced
in its body. These nine pots are now preserved in the National Museum in PoZarevac.

The Church of the Presentation of the Holy Mother of God in Nova Pavlica
Monastery, near Brvenik, is the endowment of Stefan and Lazar Musi¢, nephews
of prince Lazar Hrebeljanovi¢. The church, built at the end of the 14" century is a
monument of the Moravian architectural style. The plan is a triconch with a devel-
oped inscribed cross and a dome over a cubical pedestal, supported by freestanding
columns. One acoustic vessel is found in each pendentive. They are positioned hori-
zontally in the walls, with the opening orientated towards the interior of the church.
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The openings are today blocked by wooden cylinders with a radius of approximately
8 cm. The height of the vessels ranges from 40 to 46 cm, and the radius of the opening
is 10 cm (Bajarosuh Xagu-TTemuh 1981).

The Church of the Holy Mother of God in Donja Kamenica, near Knjazevac
was founded by an unknown Bulgarian nobleman, in the first quarter of the 14™
century. The plan of the church is in the shape of an irregular cross, with dome and a
one-storey narthex with two smaller bell-towers above. When the church was built,
this region was not part of Serbia. One acoustic vessel is found in the south-west
and one in the south-east pendentive (ibid.). The height of the vessels was reported
to be 20 to 25 cm, but after the dome collapsed, none of the vessels was preserved
(Henaposuh 2003).

The Church of the the Ascension of Christ in Ravanica Monastery is an
endowment of the prince Lazar Hrebeljanovi¢, erected in the eighth decade of the 14™
century. After his death in the Battle of Kosovo in 1389, the relics of Prince Lazar were
conveyed to the Ravanica Monastery. Subsequently, the monastery became a place
of pilgrimage and the centre of the cult of St Lazar and the Martyrs of Kosovo. The
church is built in Moravian architectural style. The plan is triconch with an inscribed
developed cross, five domes on cubical pedestals and an open narthex built in the later
period. One pitcher, mentioned as an acoustic one, was found during the conserva-
tion works (Bajasosuh Xagu-TTemuh 1981).

The Church of the village of Komarane is ruined today. The exact date of construc-
tion is unknown. However, two ceramic vessels were found in the remains of the church.
The vessels are 22 cm in height, the radius of the bottom 12.5 cm and the radius of the top
13 cm, with a central hole of 3 cm in radius. The widest dimension of the vessel is 18 cm.
The thickness of the ceramic walls is approximately s mm. The pots are red colored and
not enameled. They are considered to have been originally produced for this purpose
(Hemnaposuh 2003; Byanh & Lpruesuh 2010). These acoustic pots are today preserved
in the Faculty of Architecture University of Belgrade.

In the domed chapel in the Tower of Saint George in Hilandar Monastery, built
in the 15™ or 16" century, ceramic acoustic vessels were found in the north-east and
north-west pendentives. The vessels were positioned horizontally, with the openings
pointing towards the interior. The radius of the openings is 1—2 cm, with the mortar
rounded at their edges. The height of the vessels is about 40 cm (Henaposuh 1960).
The acoustic vessels are also found in the Chapel of Hilandar Monastery — behind
the room where icons are stored. The space, 4.6 by 3.2 m, is vaulted with an irregular
dome. One acoustic vessel is found in each south pendentive. Their height is about
5o cm. They are positioned horizontally and the opening is orientated towards the
interior of the Chapel.

ACOUSTIC STUDIES
The generally accepted view in Serbian literature was that ceramic vessels were inbuilt in

the stone walls of medieval churches “for better acoustics” (Aepoxo 1930: 133). In other
words, the vessels were considered to play the role of absorbing resonators, thus influ-
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encing the equal distribution of the concentrated reflected sound on concave surfaces
(Henaposuh 1960). Numerous factors affect the sound field in an interior space; these
include the volume of the space, its geometry and the finishes of the interior surfaces
(Miji¢ 2000). Apart from the differences in building styles, in the case of church archi-
tecture in medieval Serbia it may be generally stated that the walls are massive, built in
stone, with a few relatively small openings, fresco-mortared from the inside with the
icons made in alfresco technique (Henaaosuh 1960), and the floors paved in stone tiles
(Aepoko 1962: 26). Acoustic vessels are only one way of regulating church acoustics.

At the beginning of the 21* century, acousticians and multidisciplinary archaeo-
acoustic teams began systematic research into the acoustic vessels found and acoustic
examination of the spaces in which they were found. All the acoustic vessels from
the period of medieval Serbia belong to the Helmholtz type of resonators (Mijié
& Sumarac-Pavlovi¢ 2004 ), which means that the vessels have a relatively small
opening comparing to the radius of the widest part of the vessel. Helmholtz reso-
nators are stand-alone sound absorbers with emphatically resonant behavior. Their
main characteristic is the air enclosed by a solid partition, which is connected with
the surrounding area by the narrow hole. These two parts are the volume and the
neck of the Helmholtz resonator, respectively. The basic assumption is that the size
of the whole Helmholtz system is small comparing to the sound wave length. More-
over, this system has only one resonant frequency in the relevant range. The reso-
nant frequency of the Helmholtz resonator depends on the size of the opening, the
length of the neck and the volume of the resonator. On this frequency, absorption is
maximal. The value of the resonant frequency does not depend on the shape of the
resonator. Besides the resonant frequency, important characteristics of Helmholtz
resonators are the width of the absorption range and the declining rate of sound
in the resonator. The resonant frequency is regulated by the volume, the length or
the size of resonator’s neck opening. However, the absorption range depends on the
adhesion inside the resonator. A low value of resonant frequency is often reflected in
the narrow absorption range of only several Hz. For maximal efficiency, Helmholtz
resonators should be positioned in the zones of the space in which the standing wave
effect is strong on the certain frequency.

The first acoustic research into the medieval ceramic vessels of Serbia, based on
the calculations of acoustic parameters on available drawings of the vessels, were
published in 1984 for two acoustic vessels found in the church of the village of Koma-
rane from the 14" century (Kali¢ 1984 ). Laboratory measurements on the same vessels
(Miji¢ & Sumarac Pavlovi¢ 2004) showed significantly lower resonant frequencies
(124 Hz and 131 Hz) compared to Kali¢’s calculations (166 Hz). The divergence is on
account of the thickness of the final layer of mortar, which was not part of Kali¢ calcu-
lations but was added to the opening of the resonator in the laboratory measurements
in order to simulate the original state of the inbuilt resonator. That way, the effect of
the elongated neck of the Helmholtz resonator was obtained, so it produced lower
resonant frequencies. Based on these results, the authors argued that the acoustic
vessels in medieval churches in Serbia did not contribute to the acoustic quality of
the interior space, because the churches have small volumes, and thus the additional
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absorption, or in other words the decrease of the already short time of reverbera-
tion (2 to 3 seconds), has no importance. The number of inbuilt vessels per church
is small, so they could not make a significant difference in the church sound field. In
addition, the resonant frequency of the vessels is too low, and the frequency range
too narrow, to be aroused by the human voice dominant in Orthodox services. For
all these reasons, the authors concluded that acoustic vessels were used as part of an
orally transmitted tradition, without any comprehension of their acoustical function
(Miji¢ & Sumarac-Pavlovi¢ 2004 ).

DiscussioN

Acoustic vessels were found in fifteen sacred edifices from medieval Serbia (Table 1),
today in the territory of the central Serbia (12), Kosovo and Metohija (1) and Hilandar
Monastery on Mount Athos (2). The map (Figure 1) shows all the monasteries in
which acoustic vessels are reported. Different colors indicate the architectural style
of the monuments. Thus, it is clear that two churches belong to the Pre-Nemanji¢
period (2/15), seven to Ragka style group (7/15), three to Moravian style (3/15) and
for three churches the building period is not yet established (3/15). In other words,
the largest number of acoustic vessels is found from the Ragka period, 12th and 13th
centuries. It is important to notice that there is no evidence of acoustic vessels in
the monuments belonging to the Byzantine style group. Also, acoustic vessels were
found in only three churches from the Moravian period when they were built exclu-
sively into the pendentives under the central dome. These data do not correspond to
the above-mentioned belief that acoustic vessels were equally used in all periods of
church building in medieval Serbia.

The findings of acoustic vessels in Serbia suggest that ceramic vessels such as pots,
jugs and pitchers were used in Middle Ages. They were in general secondarily used for
acoustic purposes. The rare examples of ceramic vessels intentionally produced for
acoustic function are found in the church of Stara Pavlica Monastery near Brvenik,
St Nicholas church near Kur$umlija and in the church in the village of Komarane.

The exact number and the positions of originally built-in acoustic vessels is
impossible to determine. There are many reasons for this: the churches were partly
or completely damaged during the course of history, during the reconstruction works
some of the vessels were broken, and the openings of the vessels are often covered
with mortar due to rebuilding or repainting works in the past. The largest number —
20 acoustic vessels — was found in the Mile$eva Monastery. There are approximately
seven vessels per church. Their height is in the range of 20 to 50 cm. In each church
the acoustic vessels are similar in shape, with one or two different dimensions per
church. Other archaeoacoustic studies also point out the consistency in the dimen-
sions of the inbuilt vessels of medieval Europe (Valiére & Palazzo-Bertholon 2014).

One of the acoustic vessels found in Davidovica Monastery and one in the church
of the village of Trg have a pierced hole in the body of the vessel. It is explained
that these holes were made in order to prevent further breaking of the vessel (Byanh
&Ipuuesuh 2010), but it can also suggest searching for the appropriate frequency.
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The acoustic vessels in medieval Serbia were inbuilt in linear or triangular dispo-
sition. They were predominantly found in the pendentives, drums under the dome,
in the zone of rebated arches and similar spherical surfaces. Jovanovi¢ wrote that they
could be noticed “especially at the beginning of pendentives, their arches, drums of
the domes where they exist, and generally in the walls around the altar...” ( Jopanosuh
1909: 135). The acoustic vessels were horizontally embedded with the mouth opening
orientated towards the interior of the church (Figure 2A). In the case of the Mileseva
monastic church, acoustic vessels were also in horizontal position, but the pierced
bottom was turned towards the inner space and the mouth was deep inside the wall
(Figure 2B). The only exception to the horizontal positioning of acoustic vessels is
in the church of the village of Trg where the vessels were positioned vertically, with
the mouth orientated downwards.

One of the main questions considers the origin and the transmission of this
acoustic tradition in the regions of medieval Serbia. Monuments of medieval sacred
architecture developed combining various building and artistic understandings that
came from Byzantine and Western cultures (Bypuh 1967: 87). With the shifting of
Serbian medieval state borders (12 - 15" centuries), geographical boundaries occa-
sionally included spiritual centres of the Adriatic coast — Duklja and Dalmatia -
belonging to the Latin Church. In addition, artisans from the coast worked in Serbia
and included architectural elements of Byzantine tradition, but also the environment
accepted building characteristics that masons brought from Western Europe (Bypuh
1967: 92-93).

As has been shown, the builders had empirical knowledge of the acoustic laws,
thus they understood that the effect of acoustic vessels was cumulative (Valiére et
al. 2013). In several cases in Serbia, the vessels were extracted from the walls during
conservation works and afterwards stored in museums. Therefore, today is only
possible to conduct acoustic measurements on those vessels in the laboratory or build
corresponding three-dimensional models of the vessels and the entire space and thus
examine acoustics through virtual acoustic simulation. The only acoustic study on
acoustic vessels from medieval Serbia, based on the laboratory measurements of a
single artifact, showed that the vessel was tuned to low frequencies (Miji¢ & Sumarac-
Pavlovi¢ 2004 ), on which the absorption of usually wooden furniture (iconostasis,
icon stands, pulpit, etc.) is less effective (Valiére et al. 2013: 78). The results of this
study were not enough to arrive at a general conclusion concerning the effectiveness
of acoustic vessels in sacred architectural practice in medieval Serbia.

CONCLUDING REMARKS

Multidisciplinary archaeoacoustic teams endeavor to illuminate regularities in the
installing of acoustic vessels in the massive stone walls of medieval sacred architec-
ture as well as to explain the motives behind this practice. This paper enabled the
findings from medieval Serbian architecture to be included in the archaeoacoustic
map of Europe and thus contribute the understanding of the relatedness of sound
and architecture throughout the history of building. We addressed the oldest docu-
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ment in which acoustic vessels are mentioned — Ten Books on Architecture by Vitru-
vius, and then overviewed the relevant archaeoacoustic studies and the acoustic inten-
tions of medieval builders in Europe. Furthermore, we considered the findings of
acoustic vessels from medieval Serbia — previous research, a census of the findings and
acoustic studies — in order to discuss the research results in the context of archaeo-
acoustic interpretations.

We showed that a certain level of regularity occurs in the positioning of the
vessels, as well as in their physical characteristics. Although they were predominantly
embedded into the walls of churches built in the Ragka architectural style (12th and
13th century), they are also found in other architectural periods with the exception of
the Byzantine architectural style for which there are no reported findings of acoustic
vessels so far. We also showed that the practice of acoustic vessels can be considered
as a certain expression of musical tradition of sacred architecture in medieval Serbia.
Nevertheless, it is necessary to conduct further research.

We pointed out that acoustic vessels, amongst other factors, influence spatial
acoustics to a certain extent. In order to determine their range of influence it is neces-
sary to continue with acoustical measurements in situ, acoustical examinations of
computer models and laboratory research of the vessels. The results of only one piece
of laboratory research — the acoustic vessels found in the church of the village of
Komarane — has so far been published (Miji¢ & Sumarac-Pavlovi¢ 2004). However,
there are several more vessels on which research could be done as well - the acoustic
vessels from Mileseva Monastery and from the St Nicholas church near Kur$umlija
are stored in the National Museum in Belgrade, and the vessels from the church in
the village of “Trg”are stored in the National Museum in PoZarevac. On the other
hand, in situ measurements could be done in the churches in which acoustic vessels
are still in their original positions, with the openings not covered with mortar. In this
way the data collected would contribute to the understanding of acoustical regulari-
ties, if any, and the motives for this acoustical practice in medieval Serbia. Certainly,
further research should not be predominantly acoustical, but have a multidisciplinary
approach and offer deeper insights from the point of liturgy, religious iconography,
archaeology and the transmission of building practice and the tradition of acoustic
vessels through medieval Europe.
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Table 1. Overview of number, dimensions, orientation and the place of embedding

of acoustic vessels found in churches of medieval Serbia

Inthe dome, 40 cm below the cornice, on

The Church ofthe Holy Horizontally embedded;  the distance 0.5—1.0m (11); in the apse
Apostles Peterand Paulnear 11 D:30cm . o .
) orifice towards the church are built in a row above the cornice and
Novi Pazar +8 0:35cm - :
(8th ) interior, not plastered in the corners of the other conches (8)
' (Hewagosuh 2003)
The Church of Sts Peter and Hgnzontally embedded, In the zone where the dome leans on
) ) D:25cm orifice towards the church
Paulin Stara Pavlica Monastery 8 . N ) the drum (wall) — 8 vessels on equal
: R1:10-15cm interior, plastered; bot- ) ) )
near Brvenik (Pre-Nemanjic ~ +4 . distances; one larger in each pendentive
eriod, 12th ¢; ruins) R2:30am {oms ofvessels afe sen (Henanosuh 1960)
period, N from the outside A
The Saint Nicholas Church near D:31.7cm Horizontally embedded; ) )
P i , Onein the lower zone of each pendentive
KurSumlija 4 0:12¢cm orifice towards the church (kept in National Museurn in Belgrade)
(1168) R13.5-24cm  interior P grace).

The Church of the Transfigura-

Horizontally embedded;

Under the rebated arches that support

tion of Christ in the village of D:35em ) the dome, two on the western and two
o 4 orifice towards the church i )
Pridvorica 0:10cm interior on the eastern side (bajanosun Xayu-
(endof 12th ) Mewwuh 1981)
Under the dome: in the wall of north
choiris one at the height of the starting
point of the rebated arch that supports
the dome; in the western and northern
The Church of the Ascension . diaphragm, under the westem rebated
sy Horizontally embedded;  arch (2); on the northern side, in the cor-
of Chrstn Zita Monastery 0:13=15m orifice towards the church  ner of western wall (1); in the pendentive
(Stefan The First-Crowned, D:38-43m ! P

13thc)

interior

of northern dome (1)

*itis assumed that these vessels were
initially in the opposite walls in the
corresponding places, but they are now
mortared over and covered with frescos
(HeHaposuh 2003)
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The Church of the Holy Under the rebated arches on the
Apostles in the Patriarchate in -~ 4 0:10cm / northern, western and eastern sides
Pec (first half of 13th ¢.) (bajanosuh Xayw-etwwh 1981)
The Church of the Ascension D:23.5m . Under the farchels that supportlthe qgme;
of Christ in the Mileteva 0:25m Horizontally embedded;  bottom of jugs is pierced; one jug is
20 R:16.5-17  orifice towards the church - enamelled with green colour, keptin Na-

Monastery o : ; )
(Stefan Viadisla, 13th ¢) cmRo: 1.2 interior, not plastered tional Museum in Belgrade (bajanoguh

! ' - 45 Xayw-lewnh 1981, Heragosuh 2003)
fhe (h“TCh 9““ Theophany of Horizontally embedded;  Two pots are found in the western wall
the Davidovica Monastery )

o S orifice towards the church - under the dome, where the archtouches
(Dimitrije Nemanji¢, end of 2 R9-16m A : . .
Bihc: interior; bottom is convex  the pendentive (not in the pendentive)
vessels dated 10 1282) from the inside (Bynuh & Upuesuh 2010)

Northern wall of northern aisle in the
The Church in the village of Vertically embedded nave; same pots were built in the western
Trg near Zagubica (end of 13th 9 / pots; orifice towards and southern walls; kept in the National
—beginning of 14th ¢ ground Museum in Pozarevac (HaHak-Megmh
2006)
The Church the Presentation ) One in each pendentive; today, the
) Horizontally embedded; ) )
of the Holy Mother of God in 0:10cm ) openings are closed with wooden logs of
: » orifice towards the church o
Nova Pavlica Monastery (Musi¢ D: 40—46 cm interior ~8 cmin radius
brothers, end of 4th c.) ' (bajanoguh Xayw-Mewuh 1981)
The Chuch o the Holy Mother Onein sguth—west and one in south-east
of God in Donia Kamenica pendentive (bajanosuf Xayu-Mewnh
) D:20-25ecm / 1981); after the fall of the dome, none

(Bulgarian nobleman, end of
T4thc)

of the acoustic vessels were saved
(HeHapnosuh 2003)
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The Church of the Ascension of

. ) The vessel was found during the conser-
(hristin Ravanica Monastery g

(Prince Lazar Hrebeljanovic, / / ‘]/aggﬁ? works (bajanosu Xayy-lewy

T4thc)

The Church in the village of D:22cm Pots e ustom maFie (for this purpose
only), red coloured without enamel

Komarane (year unknown; 2 R125-18cm / (Heranosuh 2003): kept in the Faculty of

today in ruins) 0:3cm A Xep y

Architecture University of Belgrade

Domed chapel in the Tower Horzontall embedded;

of Saint George of Hilandar 0:1-2.0cm ) In both northern pendentives
orifice towards the church

Monastery D: 40cm interior not plastered (Henanosuh 2003)

(15th or T6th c) ot

Horizontally embedded;
2 D:50 cm orifice towards the church - One in both southern pendentives
interior

The Chapel of Hilandar Monas-
tery (year unknown)
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® Prenemaniji¢ period (before XIl c.)
@ Rashka style (XII-XIIl c.)

© Moravian style (end of XIV - mid. XV c.) @ about 400 km southeast,
® Building period not determined Hilandar Monastery
Mount Athos, Greece

Map of acoustic vessels found in medieval Serbia
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Stone wall

o Empty space
. inside an acoustic vessel

/

A +{— Fresco mortar

+— Stone wall
+— Fresco mortar

Empty space
inside an acoustic vessel

Interior space of a church

The horizontal position of the embedded acoustic vessel in the stone wall, with the opening towards the interior church space (A)

and with the pierced bottom orientated towards the interior space (B)

Openings of acoustic vessels in the Church of Sts Peter and Paul in Novi Pazar

(Source: Hewkosuh & Hukonuh 1987)
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&
|
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Acoustic vessel enamelled with green colour with a hole in the bottom, from MileSeva Monastery

(Source: HeHagoBuh 1960)

Acoustic pot from the Church in the village of Trg near Zagubica

(Source: Yanak-Meguh 2006)
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3opana Bophesuh, Kpuciiuna Ienesuh u Cinegan Aumuinpujesuh

AXYCTUYKU CYAOBU KAO U3PA3 MY3UYKE TPAAULIHUJA CPIICKE
CPEAIbOBEKOBHE APXUTEKTYPE

(CAXETAK)

VcrpaxuBame 3ByKa y apXUTEKTYpH 3aBpelyje moce6HO MecTo y cTyAHjaMa
KyATypHOT Hacaeha, saxresajyhu npurom MyaTnancrmnannapas npucryi. Kpos
rPaAMTesSCKY HCTOPH)Y EBporie, 0p aHTHYKOT AO caBpeMeHOT A06a, kopuurheHn
cy oapehenn cyaoBH, 3a Koje ce cMaTpa Ad CY MMAAH aKyCTHUKY HameHy. OBaj pap
IPEACTaBb>A PE3YATATE HCTPAXKUBAKA AKYCTHIKHX CYAOBa yrpaheHnx y kameHe
3HAOBE CaKpaAHe APXUTEKType CpeprmoBekoBHe CpOHje M OATOBApa Ha MHUTaHe
A3 AM Ce OBa IIPaKca MOXXe CMaTPaTH M3Pa3oM M3BeCHe My3HUKe Tpapuuuje. Y
IIPBOM AEAY PaAa CarA€AAH je IMMPU KOHTEKCT apX€0aKyCTUYKHMX UCTPaKUBarba
cpeamoexoBHe Espore. IlpeacTaBsenu cy kaoydnu usBoau U3 Butpysujesor peaa
Aecetll krouia o apxuitieKitiypu — HajcTapHujer AOKyMeHTa Ca OIFCOM aKyCTHUKHX
CYAOBa. 3aTHM, AQT je KpaTaK IIperAep PeAeBaHTHUX aPXEOAKyCTHIKUX CTYAMja U
U3BOAQ KOjH HAYCTPYjy aKyCTHYKe HAMepe CPeAlbOBEKOBHUX IPAAUTesA. Y APYTOM
AeAY PapAd IIPEACTABASEHHU CY HAAA3U aKyCTHYKUX CYAOBA U3 CpeproBekoBHe Cpbuje
— HCTOPH)CKU OKBUP UCTPAXKUBaKa, IIPETAEA HCTPaXKMBabha OBE TEMe KOA Hac,
nonuc Haaasa (13 yKymHo 15 pkaBa) B AOCaA CIIpOBeAeHe aKyCTHYKe cTyauje. Y
TpeheM AeAy papa AMCKyTOBaHA Cy GpH3UYKA CBOjCTBA AKYCTHUKHX CYAOBA, IHHXOB
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pacmopep, IIO3MIIHja B OPHjeHTAIHja ¥ 3UAY, aKyCTHIKe OAAMKe, UTA. [Tokasano
je aa mocToju oppeleHM HUBO IIPABHAHOCTH Yy IIOCTABAAY CYAOBA, KA0O H Y
BHUXOBUM QU3NIKHM CBOjcTBUMA. [TpoHal)eHu cy y cBUM OCTaAMM rpapUTesCKUM
IePHOAMMA OCHM y BU3aHTHjCKOj 'Pyny crioMeHnka (AomuHanTHO y Pamkoj, X11-
XI1I Bek). [Topea Tora mTo je MOKa3aHo Aa Ce Mpakca y3uhuBamwa aKyCTHIKUX
CyAOBa MO>Ke CMaTPaTH M3BECHHM M3Pa30M MY3HUKe TPAaAHIIMje CaKpaAHe
apxuTekType cpeamoBekoBHe Cpbuje, Takohe je yKazaHO Ha HEONMXOAHOCT
AASUX UCTPAXKMBAKA — AKYCTHYKUX Mepemba in situ, HCIMTHBAka PavyHapCKUX
MOA€AQ AU AADOPaTOPHjCKUX Meperba cyaoBa. IToBpx cBera, oBaj pap omoryhuo
je Aa ce HaAa3M aKyCTHYKUX CYAOBA M3 CPIICKE CPEAOBEKOBHE aPXHUTEKType
HO3MITMOHMPAjy Ha ApXe0aKyCTHIKOj Mari EBporie 1 Tako AOIIPUHECY pasyMeBamsy
OAHOCA 3ByKa M apXHTEKType KPO3 HCTOPH)Y TPAAUTEACTBA.

KAYYHE PEYM: aKyCTUYKH CYAOBH, ApXE0AKyCTHKA, CAKPAAHA ApXUTEKTypa
CpeAmber Beka, cpearoBekoBHa Cpbuja
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ABSTRACT

The focus of this article is on the “festivalization” of Sarajevo, the capital city of
Bosnia-Herzegovina, after the signing of the Dayton Agreement (1995), and the
donor environment during that time that largely supported foreign rather than local
performances. I chronicle a shift — from socialist-era regional festivals before the war to
post-war period staged multi-day multi-performance events with foreign programming —
and highlight the tendency of donors to de-emphasize local difference as a way of creating
politically safe aiding strategies. I unpack why the “festival model” was attractive to local
and foreign cultural organizers during this period. Specifically I discuss the reorganization
of the Sarajevo Winter Festival as well as other festivals that existed before the war and
continued to produce such events after the war.
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“[I]t is possible to organize a concert at a high professional level without
entertainers’ charity, which all kinds of humanitarians from around the world
dumped on this city over the last four years.”

*Portions of this article were included in my dissertation “Aiding Harmony? Culture as a Tool in
Post-Conflict Sarajevo” with support from the American Councils Central Europe Research Scholar
Program. https://repository.library.brown.edu/studio/item/bdr:11298/

1 ehaskell@newhaven.edu

2 From an article in Dani (August 1996) titled “Mladen Vojici¢ Tifa,” describing Tifa’s upcoming concert
in Sarajevo. Mladen Voji¢i¢ is known regionally as Tifa and is a Bosnian rock vocalist who was known

throughout the former Yugoslavia for a short stint in the 1980s as the lead singer of Bijelo dugme. Interest-
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The first few years after the war in Bosnia-Herzegovina (1992-1995) were inspired by
alocal excitement at the hope of reconstruction, a new beginning. Many people who
had survived the Sarajevo siege responded to the news of peace with celebration.
To a certain extent, Sarajevans felt that local resistance had left their city victorious,
although the Dayton Agreement softened the exhilaration of ending the war by either
side through military might alone. Nonetheless, different factions continue to hold
vastly diverse conclusions about who perpetrated the conflict and who was the victor.

While some scholars have located the cause of Yugoslavia’s disintegration within
economic factors or in international or nationalist agendas, others have emphasized
the role of fine arts and popular music in animating cultural, political, and social
difference (Wachtel 1998; Gordy 1999). Their arguments suggest that cultural poli-
cies have serious political and social ramifications beyond the stage. Scholars of the
region have documented the ways in which, like most aspects of culture, music was
used during the conflict to divide as much as it was used to unify (Lausevi¢ 2000a and
2000b; Pettan 1999; Maners 2000; Gordy 1999), as well as the cultural situation before
the war. While these scholars have considered the cultural policies that preceded the
unfolding of ethnic conflict and then inspired inter-war music, the effects of cultural
policy in the post-war period have not yet been assessed in the Bosnian case.

In the field of anthropology, scholars such as Fisher (1997) and Yadice (2003) have
looked at globalizing ideas about civil society that have been introduced by Western-
based programs for political and educational, as well as economic and cultural deve-
lopment. Parallel to this Bosnian case, ethnomusicologist Adriana Helbig notes that
in Ukraine,

Following the notion of thinking globally and acting locally, such [foreign
funded] programs are usually set up by transnational structures such as the
World Bank, UNESCO, and the European Union, or global foundations such
as the Open Society Institute, and put into practice by local actors, among
them non-governmental organizations (Helbig 2008).

In the 2007 volume titled Music and Conflict Transformation: Harmonies and Disso-
nances in Geopolitics, several scholars, including ethnomusicologist Cynthia Cohen,
puzzle through the role of music in conflict both as a fuel for violence and as a tool
for reconciliation.

In the post-war era, a significant focus of the international community, in terms
of the cultural sphere, has been music and its perceived ability to encourage inter-
ethnic co-existence and tolerance. Organizers often define music from outside the
region (often Western) as universal in its appeal and application. Following the war
in Bosnia, urban cultural centers have been the sites of significant economic inves-
tment as well as local and foreign political struggles. Sarajevo, as the new Bosnian

ingly, the Yugonostalgia concert in 1996 was organized by a local newspaper and the majority Bosniak Demo-
cratic Action Party (SDA). I was unable to find any evidence that the concert was funded by any humani-

tarian bodies.
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capital, has received the lion’s share of this cultural support. Ironically, the interna-
tional community’s goal to encourage a multi-ethnic and democratic Bosnia resem-
bles that of the Yugoslav project of “brotherhood and unity,” which was promoted
primarily through folkloric music and dance® by Yugoslav cultural policy (Majstorovi¢
1980), as both projects sought to transcend religious and ethnic divides. Post-war
articulations of inter-ethnic co-existence funded by foreigners, however, differ from
their pre-war socialist counterparts in that they incorporate various musical genres
including Western-inspired rock (Ramet 1994 ), newly-composed folk music (Rasmu-
ssen 2002),* folk music, religious music (including Muslim sacred music referenced
in Laugevi¢ 2000b), popular music, and alternative music such as reggae, hip-hop,
and classical music. Funds have been awarded to a vast array of musical events and
projects and the consequences of these funding decisions have not yet been explored.

Several festivals, like the Future Festival (multi-venue alternative rock festival held
in bombed out buildings), were founded after the war by citizens who sought foreign
donor funding at the start of the post-war period and hoped that one day their event
might become financially independent. Over the years, indeed some of the most
successful and long-lasting festivals in Sarajevo have found a way to combine corpo-
rate funding (most often in exchange for advertisement opportunities) with develo-
pment aid.

This article is devoted to the “festivalization” of Sarajevo after the signing of the
Dayton Agreement and the donor environment that supported foreign rather than
local performances. I highlight the tendency of donors to de-emphasize difference,
be it ethnic, cultural, or religious, as a way of creating politically safe aiding strate-
gies. Scholars who write about the impact of festivals on urban settings note that such
events have the power to transform spaces, draw tourists, and impact the global and/
or local image of the city (see Harvey 1991; Laopodi 2002; Kirshenblatt-Gimblett 1998;
Richards and Wilson 2001). In many cities across Europe, cultural organizers work
with city officials to shape concerts and festivals. My emphasis is to uncover why the
“festival model” was attractive to local and foreign cultural organizers. Here I write
about the reorganization of the Festival Sarajevska zima (Sarajevo Winter Festival)
as well as other festivals that existed before the war and continued to produce such
events after the war. One of the figures, Ibrahim Spahi¢, the Director of the Sara-
jevo Winter Festival, commented to me that international involvement in Sarajevo
had made it possible for him “to connect with the modern world especially after the
war.” Spahi¢’s comments offer a personal narrative that helps to illustrate compari-
sons between the pre-war and post-war cultural climate and explain the conundrum
organizers faced in drumming up support to put on their festivals. Spahi¢’s narrative
bears a strong resemblance to that of other cultural organizers who were active before

3 I'speak here of the majority of such politically-inspired performances. By the late 1970s, the Yugoslav
government also supported Western-inspired Yugoslav rock music. See Ramet 1994.

4 Newly-composed folk music (NCFM) is a popular commercial folk-based genre that rose in popu-
larity after World War IT and in the context of rapid industrialization and urbanization in Yugoslavia.

For an extensive study of NCFM, see Rasmussen 2002.
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the war and worked to establish themselves within the socialist system. His story illu-
strates the shift in support for cultural events from state funding under the pre-war
socialist system in Yugoslavia, to what we could call “hybrid” support from foreign
entities (embassies, organizations) and local governments. I argue that the expan-
sion in festivals and more particularly international ones that took place following
the conflict, was partly the result of Sarajevo’s new identity as a capital and post-war
city, and the increase in international presence and funding that resulted.

The historical overview of the Sarajevo Winter Festival allows for comparisons
of content between early festivals that were focused on local expression and post-
war festivals that have been more “international.” The description of the festival is
informed by my attendance in between 2005 and 2007, extensive conversations with
founder and director Ibrahim Spahi¢ and other employees, festival materials, as well
as cultural critiques and media reports. I also underscore the lack of a partner relati-
onship between the local organizers and the foreign funders of the Sarajevo Winter
Festival, in particular, and other festivals like it. Staff explained to me that they are
rarely in a position to choose or even recommend content based upon local interest
rather than foreign input.

Because of the sensitivity of discussing ongoing foreign funding, one of the festival
directors I spoke with opted out of being named. By the end of our candid discussion,
he politely asked me not to use his name or that of his festival when referencing parti-
cular statements. His concerns underscore the smallness of the pool of cultural orga-
nizers, as well as a fear that individuals he deemed corrupt might withhold support
for his events. In small communities such as this one, it is difficult to obscure an
individual’s identity; nonetheless, I have attempted to protect his anonymity while
including some details of his project. There were also others I spoke with about the
topics of corruption and foreign funding who requested that I not attribute their
names to their comments.

The Dayton Peace Agreement, as well as a general lack of government funds for
culture, tied the hands of local governmental officials and left little incentive for them
to support annual cultural events. These circumstances made it especially difficult for
such figures to sustain the operating costs of cultural institutes and organizations.
The festival model, of several concerts over a short period of time, offered local and
foreign organizers the opportunity to make use of a multitude of active donors in the
new capital of Sarajevo. The fact that some festival events bordered on being spec-
tacles was, by and large, positive to foreign donors who sought publicity and promi-
nence in their home countries and the city in exchange for their contribution. Several
festivals were founded after the war by Bosnians who sought foreign donor funding
at the start and hoped that one day their event might become independent. Over the
years, indeed some of the most successful and long-lasting festivals have found a way
to combine corporate funding (most often by beer companies or banks) with deve-
lopment aid.

By 2003, the variety and number of festivals was staggering. The following is a
partial list, along with the approximate dates of operation of several post-war festivals:
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Bascarsijske no¢i (Nights of Bag¢arsija, 1980s—2010),’ Sarajevo Jazz Festival (1997-
2010), Internationalni muzi¢ki festival Bosna (Bosnian International Music Festival,
BIME, 2005-2010), Zetra festival (2005-2006), Sarajevo Snow Fest (2004 ), Interna-
cionalni dje¢ji muzicki festival (International Children’s Music Festival, 2004-2010),
World Oriental Music Festival (WOMF, 2005-2009), Djeéji i omladinski muzi¢ki
festival (Children and Youth Music Festival, 2006), MESS Theater Festival (1960
2010), Festival Sarajevska zima (Sarajevo Winter Festival, 1984-2010). The director
of one of the festivals, Ba$¢arsijske nodi, counted more than I had:

We have about 30 festivals in Sarajevo, right? So many! [Sarajevo] Art is
the cantonal public cultural institution and is the executive director of two
festivals. The biggest summer festival in the region is the summer cultural
festival Bascarsija’s Nights. It is organized for eleventh time since the war,
although its content is smaller than it used to be before war and since the
eighties, the middle of eighties (Kuburovi¢ 2006, interview with author).

In the above quotation, Kuburovi¢ explains that Bas¢arsijske nodi is one of two events
he organizes through the concert agency Sarajevo Art and notes that his festival had
existed since the 1980s. Of the many festivals I have listed above, only Ba$¢arsijske
no¢i, along with the MESS Festival and Sarajevo Winter, pre-date the war. Before the
war, these three festivals received government support which was contingent upon
presenting inclusive content illustrative of socialist multi-ethnic ideologies.

In post-war Sarajevo, as government funds were limited, new foreign embassies
were a rich source of cultural sponsorship. During the period of my research, the
most active embassies in the cultural scene of Sarajevo were the Japanese, American,
French, German, Turkish, and British. It is, however, difficult to pin down budgets on
embassy funding and indeed my requests to my own embassy for their cultural budget
were not honored. Most governments cycle cultural attachés and other foreign service
officials through individual embassies at a fast clip. In my experience, some cultural
attachés are fairly knowledgeable about the country in which they work, sometimes
even speaking the language, while others are new to the region and its cultures. Many
embassy staff, who are not from the region, live rather protected lives and socialize
primarily with others from the embassy. For local festival directors who visit the
embassies to gather financial support for their events from embassy officials, this
makes it difficult to anticipate who will be the recipient of their requests from year to
year. Several festival directors I spoke with asked me for insight about the American
cultural attaché at the time of my research hoping that more information might help
them to make realistic requests. They requested that, as an American, I act as an
intermediary in their requests. I willingly engaged in negotiations between a festival
director and the American cultural attaché to invite a brass group from New Orleans
only later to find that the American official had decided that the cost of bringing

5 This festival was called Dani Bas¢arsije (Days of Bas¢arsija) before the conflict.
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the band was too high. Even if they had developed close relationships with embassy
staff, because of the constant turnover, festival directors found it almost impossible
to predict what kind of funding they might garner from year to year.

There were also numerous rumors of festivals that were never actually organized.
These include a rather humorous proposal to organize “Woodstock 3” “where everyt-
hing that has a value in the world’s rock music should be gathered and which should
be attended by 300,000 viewers.”6 In 2006, I met two young female students from
Sweden who had been studying concert organization at their university. They arrived
with high hopes and claims about the famous stars, including Bjork and Sting, that
they would bring to Sarajevo. After meeting them, one of my Bosnian friends joked
that she had met a lot of students “playing in Bosnia like it was their sandbox” (Fazli¢
2007, interview with author). When I asked what she meant, she explained that Sara-
jevo was a good place to try out ideas without there being any ramifications. If the
women succeeded in finding financial support and their invitations were honored,
then everyone in Europe would know, but if not, nothing would be lost. A year later,
I met film students from the Netherlands who wanted to found a film archive “to
house all of the old Yugoslav films and art-house theater where they could screen
them.” They were unaware that for the last fifty years the Kinoteka Bosnia i Herzego-
vina (Bosnian Film Archive) had been archiving Yugoslav and more recently Bosnian
films. Anyone interested in watching films could visit the archive and watch the films
in the building’s small theater.7 Some Sarajevans reacted to this kind of meddling
negatively. The idea that some foreigners wanted to engage in developing new insti-
tutions or events when they only visited for short periods of time was offensive. The
changes they proposed were often inconsistent with the cultural landscape of the
time. A friend of mine commented:

They get in the media and everyone talks about them, and then a year later it
just kind of ... well what happened? And those people at War Child or those
festivals, they go back to their country and they say: “Oh, at the age of 21 I
organized a festival,” you know they say, “What a great success!” and they never
come back and what they did does not matter (ibid.).

In the previous scenario, foreigners stand to benefit more from their ill-informed
efforts than people living in the city. This is one of the many examples in which the

6 This story actually made its way into Dani magazine in October 1997 with a description of the German
politician Daniel Con Bendit as “one of the 1968’s leaders of the hippie movement.” The article conti-
nues, “According to him there is already an elaborate plan for the festival which is supported by, among
others, Coca Cola, Volkswagen and the European Parliament,” at a time when few corporate sponsor-
ships of anything were available. I could find no evidence that the event ever took place.

7In 2010, one of the local theaters (Meeting Point Cinema) began showing a selection of Kinoteka’s

Yugoslav films held and restored in the archive.
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“gift” of a volunteer or donor can sometimes be more advantageous to the giver than
the recipient.

It should be noted that the music festival model that I discuss here was, by no
means, the only one for organizing musical events. After the conflict several large
concerts, most notably those of U2 and Laibach,8 were held in Sarajevo. Speaking
of the 1997 U2 concert held at Kosevo Stadium in Sarajevo, which was attended by
more than 40,000 people, Bosnia’s past ambassador and representative to the United
Nations, Muhamed Sacirbey (Saéirbej), said, “We are perfectly satisfied with the
result of the concert which was held to promote a sense of normalcy, peace and recon-
ciliation” (U2 Press Release 1997). In the celebratory and festive aftermath of the
war, foreign, diaspora, and refugee musicians visited Sarajevo and other cities in the
region to mark the conflict’s end. For many of these concerts, audience members were
charged admissions fees that went to pay for the rental of equipment and venues, as
well as musicians’ flights and staff.g

There were also several festivals which did not emphasize music specifically. The
most noticeable of them are the MESS Theater Festival and the Sarajevo Winter Festi-
val.® Both carried on in line with smaller inter-war performances and showings by
expanding their programs into multi-day festivals. Another category, which I do not
address here but should be investigated in the future, is that of concerts organized by
political parties. Based on articles in the local press and conversations with friends
who were in Sarajevo in the period directly after the war, the Bosniak party called
Stranka demokratske akcije (The Party of Democratic Action, SDA) was the most
active party in this respect. Many of the concerts organized by the SDA showcased
turbofolk musicians, some of whom were also active in wartime parties and concerts.

In the socialist period, most festivals and manifestations had domestic content
and were locally and nationally funded. In 2000, when I began living in Sarajevo, I
noticed a multitude of festivals, especially in the summer months when good weather
made it possible to gather people in outside venues. Many of the posters and concert
programs recognized foreign embassies and NGOs for their financial assistance. In
the present situation, these festivals have a markedly more international flavor as they
present musicians and artists from outside Bosnia with only a few performances by
local artists.

Commenting on the number of embassies in the capital after the war, in 2001 jour-
nalist Aida Tabakovi¢ of Dani magazine included the following description:

8 The Slovenian avant-garde group Laibach is a music group formed in 1980 in Trbovlje, Slovenia. At
one of their concerts in Sarajevo directly after the war, the group passed out fake passports to audi-
ence members as a political statement upon the inability of Bosnians to cross their country’s borders.
For more on Laibach’s political statements though their musical performances, see Schneider 2009.

9 U2 concert tickets were sold at reduced prices for people living in some particularly poor neighborhoods.

10 Both of these festivals received extensive support from George Soros’s organization, the Open Society
Fund. Along with the Sarajevo Jazz Festival, these festivals have become the most known and succe-

ssful in Bosnia, drawing audiences from throughout Europe.
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In the capital city of our old homeland [Yugoslavia] there was, and probably still
exists, an elite street where almost all embassies and consular offices of friendly
countries of that time were located. In the capital city of our homeland [Bosnia
and Herzegovina] there is no such street. There are even more embassies than
an ordinary citizen might guess, twenty-two in total (Tabakovi¢ 2001).

In my interviews, I also found it was common for the public to make claims that the
cultural sector was rife with corruption and money laundering. A dominant local
opinion is that money laundering is one of the primary goals of foreign institutions
and governments when they invest in cultural events. Such claims have undermined
some positive features of festivals such as gathering people together, reconciliation,
and foreign/local exchange and have put into question the use of foreign monies for
cultural events. I address these claims as well below. I attribute the generally pessimi-
stic attitude regarding foreign involvement by many Bosnians to the long period of
reconstruction following the war and also the cynicism many feel about the future.

IBRAHIM SPAHIC: WINTER'S SHOWMAN

“This festival [Sarajevska zima] has an international character
due to the many foreign participants performing in it.”
“Sarajevo is today again a symbol of life, hope and belief in the future.”

Ibrahim Spahi¢ is the director of the Sarajevo Winter Festival which is often
referred to as “Zima Festival” by locals. I interviewed Spahi¢ on several occasions,
each time finding him to be interested in my research and open to sharing infor-
mation with me. Our discussions were always held in his private office, which
doubles as the Sarajevo Winter Festival and the Gradanska demokratska stranka
(Citizen’s Democratic Party, GDS) headquarters, in central Sarajevo. Spahi¢’s
name is also inseparably tied to the Sarajevo Winter Olympic Games of 1984
because of his role in organizing the events. Those who are old enough to have
attended the Olympic ceremony often tell their histories in relation to that year
in phrases such as “before the Olympics,” just as they speak about the last twenty
years as before or after the war.

Spahi¢’s office was covered with past festival posters and photos of him with poli-
ticians and other famous people. CDs and DVDs were piled on his immense carved
wooden desk and when, occasionally, he would refer in the interview to something
he wanted to share with me, a frenetic search for the document or recording would
ensue. He would summon his secretary and any other nearby staff to help in the search
and then promptly dismiss them when the item was found. Each time he only allowed

11 From an article in Dani introducing that year’s Zima Festival (December, 23 1996).

12 Comment by Daniel Tarschy, Secretary General of the Council of Europe, from Geneva, when Sara-
jevo Zima Festival became a member of the European Festivals Association, http:/sarajevskazima.ba.
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me to ask a few questions before he leapt into a monologue about his life, cultural
policy, his festival, and anything else that he thought relevant. Perhaps because he
doubles as a festival organizer and a politician, I sometimes got the sense that Spahi¢
was more interested in presenting himself positively than anything else. But then I
had anticipated this might be the case as he has held political office and had to present
himself to the public from a young age as the director of several organizations as well
as the Sarajevo Winter Festival. Although my transcripts of the interviews are riddled
with interruptions from phone calls and his secretary’s disruptions, in the end Spahi¢
shared a good deal of his life, work, and opinions with me.

Throughout his long career, Spahi¢ has held a large variety of positions, not exclu-
sively in the cultural realm. To illustrate the span of his roles before the war, he was
the President of the Council of the Daily Newspaper Sport, and was a member of
the Executive Committee of the World Competition in Gymnastics as well as the
Council of the Association of the People with Hearing Disabilities. He has held poli-
tical positions in the two most powerful multi-ethnic parties in Bosnia. In 1990, he was
the President of the Socijaldemokratska partija Bosne i Hercegovine (Social Demo-
cratic Party of Bosnia and Herzegovina, SDP), in the city of Sarajevo the President of
the Gradanska demokratska stranka (Citizen’s Democratic Party, GDS) in 1993, and
maintained that position on and off until the election in November of 2010. GDS is
a marginal party that maintains very little power in Bosnia’s government. Because
Spahi¢ led it in the past, many people have referred to it as the cultural party.13 In
Spahié¢’s life we see how the political world can intertwine with cultural life and
through his comments I seek to illuminate one popular figure’s understanding of the
development of cultural events over time in Sarajevo.

Ibrahim Spahi¢ was born on May 10, 1952 in Sarajevo where he also finished
grammar school. He received his first degree from the Faculty of Philosophy at the
University of Sarajevo. At the age of fifty-two, when I met him, Spahi¢ had a strong
presence and a deep voice that made it possible for him to easily dominate the conver-
sation. When I asked him about the first Sarajevo Winter Festival he organized, he
responded by explaining to me his first involvement in Sarajevo with cultural events,
beginning in the 1960s:

That was the year [1984] of one of the best Winter Olympic Games, some
people say the best Olympic Games up until that moment; the Fourteenth
Winter Olympic Games were held in Sarajevo in the month of February 1984.
And inside the Olympics program there was one special program dealing with
cultural festivals, cultural heritage and the presentation of cultural heritage
of Bosnia. I organized the event. One generation of 1968, during the time
of student riots in America and in the world, we made a new music scene

13 Filmmaker Danis Tanovi¢, who was the winner of the Academy Award in 2002 for his film for his
movie No Man’s Land, recently founded a multi-ethnic party called Nasa stranka (Our Party). Tanovi¢
has rallied several other cultural figures to join his party. Unfortunately, this tactic and the party’s
support for minority rights, a decentralized state and individual rights, only garnered the party four

percent of the votes in 2010.
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in Bosnia- Herzegovina in which there were, among others, the main figures
of the music scene of ex-Yugoslavia and of the Balkans today. Like Goran
Bregovi¢,14 like music editors today on television of Bosnia-Herzegovina,
Sinan Alimanovi¢, 15 who during the 1970s constructed, with our generation,
the first professional jazz space in what is now St. Vinko Church in Titova
Street.

We established Centar za kulturu studenata (Cultural Center of Students) in
1973 or 1974 at the time when I was leading the Organizacija studentskog
vijec¢a (University Organization of Student’s Council) in Sarajevo. That was
the only university [University of Sarajevo] in Bosnia-Herzegovina in the
1970s.16[ ... ] There was music, especially jazz and ethno music and other
different projects that at that time corresponded with the modern music of
Europe and the world. Also in Sarajevo during the 1960s and 1970s there used
to be various local and regional festivals of music, which made Sarajevo the
musical center of Yugoslavia. Among other things, there were guitar festivals,
then various vocal instrumental ensembles, later rock, pop etc., until hip-hop,
which is very interesting today.

During those years Kulturno-sportski centar Skenderija (Cultural-Sport
Center Skenderija) was opened, and forming a part of it there was Dom
Mladih (Youth House), which is now being reconstructed by some foreign
organizations from Norway, together with volunteers from Sarajevo. Among
others I joined them, because I started my first job there at 16 years of age
exactly that year, 1968 (Spahi¢ 2005, interview with author).

14 Born in 1950, Goran Bregovi¢ is a musician and composer originally from Bosnia who incorpo-
rates Serbian, Bosnian, and Romani musical styles into his compositions. He was one of the original
members of Bijelo dugme (White Button), one of the most influential Yu-rock bands of the 1970s. He
is particularly well known internationally for his compositions and performances in which he uses
Romani brass band music. In addition to his musical releases and concerts around the world, Bregovi¢
has composed many film scores, including those for Emir Kusturica’s films Time of the Gypsies, Under-
ground, and Arizona Dream. During and after the war, many in Bosnia saw Kusturica’s work as a
proponent of Serbian nationalism. Bregovi¢’s association with Kusturica, several statements he has
made in interviews, as well as his choice to live in Belgrade mean that many Bosniaks do not openly
approve of him.

15 Sinan Alimanovi¢ is a jazz pianist who left Pristina in the 1970s and then helped to develop the jazz
scene in Sarajevo. In 1980 he founded the group Sinan Alimanovi¢ Quintet made up of jazz musicians
from across the former Yugoslavia.

16 Since the war, several internationally funded universities have sprung up in Sarajevo including the
American University of Bosnia, which also has campuses in Banja Luka and Tuzla, as well as two
Turkish universities on the outskirts of Sarajevo in Ilidza. There are also several new universities that
cater to specific national communities, including the University of Mostar which is attended by mostly
Bosnian Croats and the University of East Bosnia with campuses outside of Sarajevo and in Pale for
majority Bosnian Serb students.
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One of the major performance and sports halls, Skenderija, was built in 1969, in front
of which large socialist political gatherings and other events were held throughout the
year. The hall was later remodeled and expanded for the 1984 Winter Olympic Games.
Referring to the hall, Spahi¢ noted, “in fact, that was the biggest, the most modern
and the most interesting hall in the region of ex-Yugoslavia (ibid.).” Spahi¢ experi-
enced a kind of rebirth of the city as a member of a generation that strove to develop
new institutions and modern scenes for art and music. As Sarajevo was to a certain
extent in competition with other large cities in the former Yugoslavia, his answer also
reveals the regional (Yugoslav) character of festivals, events, and the cultural scene
in general. To explain his cultural activities as a student before founding the Sara-
jevo Winter Festival, Spahi¢ described to me two events he organized outside official
performance spaces, in already existing outside spaces in the old part of the city. That
his events were not physically held in “official” venues makes both a local and political
point about his attempts to work conceptually outside of the governmental structure
of the time. For him, these events helped to frame cultural life within the context of
the city rather than the state. According to Spahi¢, modern art exhibitions and perfor-
mances by Yu-rock and jazz musicians transformed Sarajevo into an urban space:

And we shaped it [this concept] through two big projects before Sarajevo
Winter Festival was even an idea. One of them was called Zajedno ( Together)
with the students of the art academies, and the other was called Poetika
prostora (Poetics of the Place). These were with professional artists and with
young people. That Poetika prostora is a project which I was doing for a few
years in Ba$c¢arsija, in the old part of town, and that was when we discovered
these culhans (small garden courtyards), and all of these... Well, all of the
places they “were discovering” numerous times, but actually during the
1970s and 1980s we had discovered the places one by one, which means that
the most important artists, the whole generation gathered around the group
named Zvono, and the musicians from that period precisely identified the
urban places of the old town. The spots where you could hold a program. And
actually that is the first generation after the 1950s, after World War II, which
identified the town as a cultural place. Not galleries, not music halls, but the
town, the squares, the streets. That was my job,done with those friends of
mine, colleagues, of my generation, younger or older (Spahi¢ 2005, interview
with author).

Spahi¢’s description of his involvement in grassroots or alternative cultural scenes is
consistent with his later post as president of a minor political party and his involvement
with student organizations who sought autonomy from the greater socialist structure
while participating within it. It is fair to say that Spahi¢’s history of working within the
socialist system made him an attractive figure in 1984 to organize the cultural section
of the Olympic celebration and the festival which later became an annual event. After
contextualizing his development, and that of the cultural scene in Sarajevo in the sixties
and seventies, Spahi¢ described for me the Sarajevo Winter Festival’s first event:
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We started the festival twenty years ago with Carmina Burana by Carl Orff.
And that became a hit for seven to eight years, not just in Sarajevo but in the
whole region. And in 1999 we made that ethno concert of all ex-Yugoslav
countries on the opening of Biennale in the National Theater. Practically it
was the first gathering of artists from the former Yugoslavia. So, our festival
has some social dimension, some kind of a direct intervention in the process of
reconciliation, in the process of building trust and development. It is the truth,
because... For example, it is a festival that did not project connections with
artists either during the war, or before, or after the war. So, it really performs
an important function ... and it is noticeable, I mean, with the festivals, not
because it has some concerts, performances, no. But because of an atmosphere.
I don’t know how well you have been following this year’s festival. But if you
visited five to six places, you could see that good atmosphere (ibid.).

The first Sarajevo Winter Festival acted as an extension of the Olympic events and
lasted for almost three and a half months from December 21,1984 to April 6, 1985. The
long length of the festival, sometimes lasting as long as a month during the winter,
has been a consistent characteristic of the festival. Spahi¢ reliably holds hundreds of
performances throughout the festival. Poets recite, musicians and dancers perform,
artists exhibit, and filmmakers screen their films around the city. Despite the cold
weather in the winter, the opening of the festival is usually held outside in a public
space. All events are free of charge. Upon the twentieth anniversary of the festival,
Sarajevo Winter published a large format coffee table book. Bosnian author and
professor Tvrtko Kulenovi¢ contributed to the publication by writing the following
sentences of his introduction that indicate changes in the character of performances
from regional to international:

Founded in 1984, as a concurrent event of the XIV Olympic Games, the
“Winter” did not stay in the background of the major event, although it was
criticized alot, but so was the Olympiad itself, and the question was raised “what
do we need it for?” The further it went, the more justified its existence through
the range of manifestations. At the beginning, it was not an international event:
it involved participants only from Yugoslavia, a territory with a rich cultural and
artistic heritage that had a lot to show (Kulenovi¢ 2005: 7).

The volume’s first forty-four pages hold the greetings, memories and appreciation
from Bosnian cultural figures and politicians. Many recount the horrors of war and
tie the festival’s life to that of the city’s while others marvel at the sheer size and length
of the event year to year. For Spahi¢ the size of the festival is absolutely important:

[S]ince the very beginning that was the biggest event of Yugoslavia, because
at the opening there were more than 100.000 people present on the 21* of
December. A lot more than at the Olympics, for example. That was a first
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class event and today people still talk about it and remember it, and in fact
they did not recover from it yet, even after 20 years have passed (Spahi¢ 2005,
interview with author).

The festival’s size has caused many critics to ask why it must be so large. Cultural
critic and festival organizer Aida Kalendar explained to me that “[t]his is the type
of festival where the producer of Zima Festival goes all over the cities to every
embassy and asks ‘what do you have for this position’ and the response is ‘ok, we
have dancers. And very often [the festival] does not have any concept, nothing
to organize it” (Kalendar 2006, interview with author). Kalendar’s claim is consi-
stent with other critiques of this festival as well as the Festival Bas¢arsijske nodi,
which mostly works with embassies to import folkloric musicians from abroad.

It is difficult to generalize about the contents of the numerous perfor-
mances and exhibitions that were part of the Sarajevo Winter Festival in the
years between the Olympics and the fall of Yugoslavia. In fact, the huge variety
of events deserve a detailed study. For the purpose of this article, however,
is it critical to note that in the festivals before 1992 participants were almost
exclusively from Yugoslavia. Throughout the festival programs it is clear that
Spahi¢ chose to highlight artists and musicians whose work was conceptually
modern, although this emphasis was by no means exclusionary, as one can see
in the festival programs numerous classical concerts by the Sarajevo Symphony
Orchestra and classical chamber groups of Mozart, Brahms, and Chopin. The
programs were divided into categories including Ceremonija otvaranja (Opening
Ceremony), Pozori$te (Theater), Koncerti (Concerts), Film, Kulturna bastina
(Cultural Heritage), Premijere (Premiers), Amateri (Amateurs), Poetika prostora
(Poetics of Place), Kulturno-nau¢ni susreti (Cultural and Scientific Meetings),
Turisti¢ko-zabavni program (Tourism and Entertainment Program), “Zajedno”
— Susret studenata umjetni¢kih akademija Jugoslavije (“Together” — Meeting of
Students of the Art Academies of Yugoslavia), Gostovanje nacionalnih kuhinja
(Visiting National Kitchens), and Program takmic¢enja na olimpijskim borilistima
(Program of Competitions at Olympic Venues).

In 1986, there were three performances in the amateur section: Pjesmom i igrom
kroz Istru (Songs and Dances from Throughout Istria),17 Jugoslavija u pjesmi i igri
(Yugoslavia in Song and Dance), and Koncert hora RKUD “Vaso Pelagi¢,” Banja Luka
(Concert of the Choir RKUD “Vaso Pelagi¢,” Banja Luka).18 That year, the national
cuisine section included food from Hungary, The Netherlands, (West) Germany, as well
as cuisines from regional cities and towns including Novi Sad, Subotica, and Vranje (all
now in Serbia), although it is unclear how these national cuisines were chosen.

17 Istria is a peninsula on the Adriatic. It is shared by Croatia, Slovenia, and Italy and located between
the Gulf of Trieste and the Bay of Kvarner.

18 Vasilije “Vaso” (or “Vasa”) Pelagi¢ (1838-1899) was an important revolutionary figure who partici-
pated in uprisings against both Turkish and Austro-Hungarian authorities. He was an early propo-

nent of socialist ideas.
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As a comparison, by 1999, several years after the signing of the Dayton Agree-
ment, the categories in the program had been simplified as follows: Ceremo-
nija otvaranja (Opening Ceremony), Teatar (Theater), Muzika (Music), Izlozbe
(Exhibitions), Knjizevnost (Literature), Film, Kulturno-nauéni susreti (Cultural
and Scientific Meetings), and Ceremonija zatvaranja (Closing Ceremony). In the
theater category for that year, groups from India, Venezuela, Italy, Greece, Poland,
France, Great Britain, the Czech Republic, Belarus, the US, and Spain performed
in Sarajevo. Of the thirty-three theater performances, only five were local produc-
tions, while three were from Slovenia and one was from Croatia.

The decision to create a program that centered around international acts was
largely based upon the festival staff’s ability to find more foreign than domestic
funding. One of the Sarajevo Winter Festival staff members I spoke with explained
the process of preparing for the festival each year. As part of their preparation for
the festival, Spahi¢ and his staff visited embassies in Sarajevo. Funding requests were
almost always dismissed. However, they were almost always met with the sugge-
stion that the embassy invite musicians from their respective countries. To genera-
lize, embassies offered to pay for transporting artists and musicians to Sarajevo. The
Sarajevo Winter Festival programs between 1997 and 2010 reflect this reliance on
embassy funds. This is not to say that audiences did not enjoy some of the internati-
onal concerts and exhibitions.

Before the war, locally and nationally funded music festivals took place in urban
centers as well as towns and villages throughout the region. Noting the urban
emphasis of much of the humanitarian aid, as well as cultural efforts, is impor-
tant within the scheme of post-war national policy as it highlights the shift from
Yugoslav policy to post-war ad hoc policy. These socialist supported national-in-
character festivals have been overshadowed and replaced with a more centralized
urban festival tradition. Foreign donors who subsidize the global orientation of
these festivals aim to decentralize the everyday ethnic tensions they imagine may be
present among festival attendees. By featuring international performers and musical
traditions that are oriented towards the global, donors attempt to defuse attention
placed on linguistic and cultural differences by highlighting cultural expressions
that are seemingly neutral with regard to audience members. From the position of
foreign sponsors, it is a foregone conclusion that the de-emphasis of difference, be
it ethnic, cultural, or religious, is a politically safe strategy.

Year to year embassy support constantly shifts. Unreliable international funding
allotments take on the characteristics of gifts, which some organizers feel must be
reciprocated with corresponding offerings of VIP seats, invitations, and receptions. I
believe that such exchanges are unbalanced and, in the end, detrimental to the goals
of both the funders, who aim at cultural diplomacy, and the festivals that seek to
organize viable and well-constructed events. Based on my question about the effect
of embassy support, one of the Sarajevo Winter Festival’s staff explained to me her
frustration with the quality of the festival, especially in terms of the overall notion
or theory behind the event: “So, in a sense Sarajevo Winter is... well, it is not a good
festival anymore. Sometimes you have really good programs but the concept for the
whole festival does not exist” (Sarajevo Winter Festival staff member 2006b, interview
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with author).19 A Bosnian musician from Banja Luka who had attended the Sarajevo
Winter Festival on several occasions echoes the staff member’s thoughts: “Nobody
thought of the overall picture of the festival, it is just made up of what the foreigners
will give. It is sad” (Djeka 2006, interview with author). This is also confirmed by
Ivan Lovrenovi¢:

I have to say that I believe that all those projects that cost over a million of
KM [konvertibilna marka, Bosnian local currency] for our situation are mega
projects and a huge problem. That does not mean that we do not need festivals.
We need them and they will remain, but if you sum up the expenditures of
those festivals, you have spent all of our budgets. Given the situation we live
in, when there is a lack of funds for pensions or salaries, it is difficult to offer a
serious product in the area of culture (cited in: Seksan 2001).

Perhaps the final question is how embassy funds might have been used to establish
long-term institutions rather than one-time events that might contribute to Sarajevo’s
cultural life throughout the year.
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Epuxa Xackea
DUHAHCHUPAIE QECTUBAAA: AOBOBEILE CBETA Y CAPAJEBO

(CAXETAK)

Y poxycy oBor uaaHKa Haaasu ce ,pecruBasusanuja’ CapajeBa, FAABHOT rpapa
Bocue u Xepuerosune, y pa3p004y HAKOH IOTIIHCHBAA AejTOHCKOT CIIOpasyMa
(1995). HapounTy maxy mocsehyjem KyATypu AOHATOPCTBA, KOjOM je, MehyTim,
BHIIle ITOAPXKABAHO MHOCTpaHO Hero pooMahe usBohamrso. Y oBoM TekcTy
AOKYMEHTYjeM 06pT OA PerOHAAHUX $peCTUBAAA U3 IIPEAPATHOT COLIHjAAUCTUIKOT
pasao6ma, AO BUIIEAHEBHHX [IOCAEPATHHX GeCTHBAAA CA BEAHKHM Opojem,
[IPeBaCXOAHO HHOCTPAHIUX, H3BO)aua, Te yKasyjeM Ha TEHAEHIIUjY AOHATOPA Ad
yMalbyjy 3Hauaj AOKAAHO-CIIeIIUPUIHIX PA3ANKA, AQ OU HA Taj HAYUH KPEUpaAK
yIoAuTHIKY be3bepne” mporpame nmomohu. PasoTkpuBam 360r dera je ,MoAeA
¢ecTuBara” OHO aTPAKTHBAH H AOKAAHUM U HHOCTPAHUM KYATYPHUM [IOCACHHIIIMA
U IPOAYLIEHTHMA ¥ 0BOM Iepuoay. [Toce6HO ce 6aBUM peopraHHU3aALUjoOM
¢ecruBara CapajeBcka 3UMa, Ka0 U APYTHX PpeCcTHBAAA KOjH CY IIOCTOjaAH y A0Oa
JyrocaaBuje, aAu cy HacTaBHAM AQ ITOCTOje U 'y IEPHOAY HAKOH 3aBpIIeTKa para.

Kwy4HE PEYN: Bocha u Xepuerosuta, CapajeBo, My3HKa, IOCAEPATHO pasA00ne,
$ecTuBaAm, MOCT-COLUjAANCTHIKU [IEPUOA, TPUMeheHa eTHOMY3UKOAOTHja
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ABSTRACT:

In the Renaissance period, melancholia emerged as a dramatic cultural
phenomenon among the intellectual and artistic elites, with a locus in elegy
it gave form to the Renaissance poetics of loss, pain and shedding of tears,
expressing essentially the fantasy about death as a prerequisite for revival. The
possibilities of confronting the threats of death were being found in its very
nature whose inherent ambiguity was determined by the principles of Thanatos
and Eros. The creative act of the troping of elegy proved to be an effective literary
and musical strategy for the transcendence of death including the procedures
of homeopathization, pastoralization, heroization and erotization of elegy. The
elegiac tropic transcendence of death found its most complex expression in the
madrigal which in turn added to its basic polyphonic procedure the opposing
stylistic elements of the pastoral genres (canzonettas and villanellas) or heroic
solo or choral recitations and it consequently acquired a hybrid form in the last
decades of the 16" century, and thereby proved to be a cultural trope itself. The
aim of this article is to examine the musical implications of the tropic strategies of
facing death within Francesco Petrarch’s, Torquato Tasso’s, and Battista Gurini’s
poetic models of the art of loving death, using the remarkable examples of the
Italian madrigal practice of the late Renaissance.

* This article was written as a part of the project Identities of Serbian Music in the World Cultural
Context (No. 177019) of the Faculty of Music in Belgrade, financed by the Ministry of Educa-
tion, Science and Technological Development of the Republic of Serbia.

1 milena.medic@fmu.bg.ac.rs



152

MY3UKOAOTHUJA / MUSICOLOGY 22-2017

KEYWORDS: renaissance, melancholia, elegy, madrigal, troping, transcendence

of death

In his book Stanzas: Word and Phantasm in Western Culture, the Italian philosopher
and aesthetician, Giorgio Agamben, argued that after the reappearance of court love
lyric poetry among poets in the 13 century, “the first great return of melancholia in
Western culture started with the Humanism” (Agamben, 1993: 14, n. 3). It started, as
is known, with the revision of Galen’s physiological-psychological discourse according
to which the melancholic temperament, caused by the fluctuation and predomina-
tion of black bile (melas khole) and exhibited in the typical symptomatology — from
dry, cold, hard, heavy, slow, lonely, sad, evil to earthly, autumnal, old, dark, rot, deadly
— had a negative predisposition since it lead to the pathological state of mania. Such
arevision took the course of the Platoization of Aristotle’s notion of natural or inge-
nious melancholia stated in his Problemata XXX.1 with the famous question: “Why
is it that all men who have become outstanding in philosophy, statesmanship, poetry
or the arts are melancholic, and some to such an extent that they are infected by
the diseases arising from black bile?” (Radden 2000: 57). Attributed by Aristotle to
all ingenious people (literarum studiosi), melancholia was then, within Renaissance
Neoplatonism, related to divinely inspired cogitations and contemplative, introspec-
tive cognition of the divine (divine furore). An elite “disease” thus became the desig-
nation of intellectual exclusivity and spiritual greatness, which, however, unlike Aris-
totle’s recognition of diversity as the only characteristic that distinguishes ingenious
people, also meant the fulfillment of their moral (Christian) virtues. In addition to
human and natural causes, melancholia also received a heavenly cause.

The epochal leap of melancholia from clinic to culture, from a medical condi-
tion to a discursive practice, was initiated by the Florentine philosopher, doctor and
composer Marsilio Ficino (1433-1499). He outlined the confluence of the ancient
ideas of the Saturnian temperament and melancholic genius in his medical-astrolog-
ical treatise on life (De vita triplici, 1480-89) and widely elaborated the concept of
love as the key of theology, epistemology and ethics in his influential treatise on love
(Commentarium in convivium Platonis de Amore, 1474—75). Above all, Ficino empha-
sized something that will prove to be indicative of a cultural identity of Renais-
sance humanism. This is the idea of separation, loss and absence. This thanatolog-
ical idea acquired an ambivalent status in the Renaissance philosophy and art — of
the subjective source of love melancholia (in a negative medicinal sense) and the
objective recourse of divine furor (in a positive Platonic sense). According to Fici-
no’s neoplatonic vision, the interrelation between love and melancholia is woven
into polarity between the magical-demonic and the angelic-contemplative nature
of fantasy — a polarity which is personified in the double manifestation of Venus: as
terrestris/volupta and as celestis/contemplativa. In the first case, love leads the melan-
cholic to necromantic fascination (Venus oppositus Saturn), and in the second, to the
ecstatic radiance (cum Venus Saturn) (Ficino 1944: 142-143, 191—193). In contrast to
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the Platonic ethos of furor divinus as “contemplative love” of melancholic genius for
the divine knowledge, the close relationship between the pathos of “vulgare love” and
the melancholia is expressed particularly in their common characteristics, disiunctio
and excessus. Ficino explains that this characteristically “happened usually to those
who, neglecting contemplative love, have turned to a passion for physical embrace,”
recalling the fact that even “the ancient physicians observed these phenomena, they
said that love was a kind of melancholy humor and passion of melancholy,” so that
“anyone who is naturally of that temperament is more susceptible to love” (ibid.,
195). Amor hereos was the name for a kind of pathological madness resulting from an
embrace of the defect of heart and affliction of body. It affects “the desperate in love””
The ethos of contemplative, celestial melancholia and pathos of love, terrestrial melan-
cholia received in Renaissance humanism its paradigmatic cultural expressions, the
former in Ficino’s neoplatonic philosophy and the latter in lyrical poetry of Francesco
Petrarch (Francesco Petrarch, 1304-1374) and his followers, Petrarchists.

Humanistic privileging of loss and absence revealed, consequently and impor-
tantly, melancholy attitude to eros, because what is lost and absent becomes an unat-
tainable object of nostalgic desire and yearning (eros). It is precisely desire and
yearning which give the loss as absence a status of presence (eros as copula). As
Thomas M. Greene points out, “The humanists of the quattrocento did not suffer so
intimately or so intensely from the knowledge of loss, partly because they devoted
so much of their careers to the repossession of the lost” (Greene 1982: 8). It was
possible only in the fantasy of the regeneration by means of efforts to integrate the
loss into a new etiological myth that could define the historical birth of the epoch. For
Renaissance culture in general, objects of melancholic eros were antiquity, the ideal-
ized figure of a non-corporeal woman or a primordial oneness with God. The affir-
mation of the male-oriented subjectivity of melancholic eros, through legitimizing
the expressiveness of his melancholy was attained in the forms of cultural produc-
tion and artistic representation.

Perceiving melancholia as a privileged, exclusively male form of creation and
expression naturally resulted in the fixation of the woman only in the utterly domestic
context of funereal mornings and lamentations. According to Sharon T. Strocchia,
“Petrarch was the first to decry the ritual license of grieving women and to empha-
size their need for greater public decorum” (Strocchia 1991: 167) and he supported
privatizing “the visible expression of grief such as ritual laments, tears, and gestures
of despair, for which women were primarily responsible” (ibid., 166). As Strocchia
puts forward, the only public mourning practice, albeit without the visible showing
of emotions, referred to the Latin funereal orations and consolatory letters (ibid.,
164). The latter represented, so to speak, paradigmatic cultural expressions of the
principle of logos and encomium elevating the deceased upon which rests funereal,
personal melancholia. However, the possibility of male appropriating the expressive
signs of ritual lamenting from fragile and sensitive female subjectivity necessitated
the conversion of this mourning pattern into a cultural performance through the
occupation of the literary space of fiction as a privileged form of male expression of
personal grieving and suffering. Indeed, in both cases of either the exclusion of femi-
ninity (funeral and contemplative melancholia; the Ficinian model) or the acquisi-
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tion of female characteristics (love melancholia; the Petrarchan model), the woman is
obviously always absent. Or, to put it differently, she is present only as a lost or unat-
tainable object of male desire and yearning.

In funereal, contemplative and love-like evocation of the Saturnian temperament it
is eros which also makes a demand for overcoming the loss, for a relation with the tran-
scendent whose threshold is thanatos. Ambiguity, inherent to melancholia, is driven
by the principles of Eros and Thanatos, as well as by desire for transcendence of one
or another. Since ancient times — from school of Dorian elegists (VI century BC),
through bucolic elegists and neoterics (III-I century BC) to elegists of the August
Roman imperial period (I century AD) - it found its cultural expression and form in
the literary procedures of the lyric genre, elegy. The endeavor of Renaissance human-
ists to have “re-possessed the lost of the antiquity” illuminates the reason for Renais-
sance culture being flooded with a reflective, mournful poetic form connected with
ideas of death, loss and pain. The Elegy immortalizes that ambiguity in the dynamism
between the reality of physical death (in a personal funereal elegy), or an amorous
loss as a symbolic death (in a subjective love elegy), and a hope and faith in (spiritual)
life after death (in a divine elegy). This is at the same time the dynamism between
the logos (the praise of the deceased), pathos (the lament) and ethos (the consola-
tion) of melancholy. Since in Ficino’s neoplatonism melancholy was understood as a
temperament of death, and death was celebrated as life because it was regarded as a
step towards the original divine unity, hence only the melancholic genius could find
comfort (consolatio) in contemplating the eschatologically implied death, while the
melancholic vulgus succumb to affectational lamenting (lamentatio) when confronted
with the mundane implications of death, loss and passing. Therefore, in contrast to
the metaphysical demand of contemplative melancholy to transcend eros, the loving
melancholy was based on the fixation of eros (love) in thanatos (the mortal beauty of
the beloved), while the funereal personal melancholy idealized the loss and sorrow
somewhere between eros and thanatos, in the equilibrium between praising the virtues
of the deceased (laudable) and lamenting his death (deplorable).

The elegiacally expressed dynamics of melancholy between the extremes (divine-
human, angelic-demonic, celestial-terrestrial, soul-body), or within the dichotomy
inherent in the Saturnian temperament, had a strong cultural parallel in the fruitful
crossing of renaissance music composition with the theory of four temperaments and
the theory of passion (pathos) and character (ethos). In Ficino’s philosophical consid-
erations of the correspondences between spiritus humanus, the mediator of the human
body and soul, and spiritus mundanus, the intermediary between matter and soul of
the world, the concept of melancholy (as a state of mind, soul and body) is associ-
ated with music, thanks to the phneumatological perspective of music first and fore-
most, that is, to the understanding that the nature of the sound resembles the aerial
(spherical) nature of spirit (Ficino / Farndell 2010: 52). In light of this, Ficino speci-
fies that “musical spirit touches and acts within the spirit as an intermediary between
the soul and the body, impacting on any of these by its estuary of affect” (Ficino 1980:
162). Furthermore, music not only runs the human spirit because it is itself a move-
ment, not only music enlivens it because it is itself like a living organism — by which
the ancient view of music pathos and ethos reveals itself as a driver of one of the most
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powerful fantasies of the musical Renaissance. Above all, the song (cantus) is regarded
by Ficino as

esse imitatorem omnium potentissimum. Hic enim intentiones affectionesque
animi imitatur et verba, refert quoque gestus motusque et actus hominum
atque mores; tamque vehementer omnia imitatur et agit, ut aedem imitanda
vel agenda tum cantatem, tum audientes subito provocet [the most powerful
imitator among all things. It displays the intentions and desires of the soul and
the words, while it also represents human physical gestures, movements and
actions, as well as their characters, and it imitates and performs all of these so
forcefully that it immediately provokes both the singer and the audience to
imitate and perform the same things] (Ficino 1998: 359).

The music that Ficino had in mind was based on his psycho-anatomical concept of
concentus. This concept assumes a harmonious articulation of many different melos
(the anatomical notion of any piece, article or body of the body, which Ficino takes
over from Homer and Plutarch) - ranging from high and low tones, via the intervals
(ratio), tetrachord (diatessaron), pentachord (diapenta) and octachord (diapason)
to modes (tonoi) and melody. In such a composite sound organ, which is alive
and rational like body and soul, “numerous voices properly commingled produce
together a resonance which is the basis of a new and wonderful power,” while “a
single form arises from many, full delight arises from a single form that is likewise
produced harmoniously from many” (Ficino, Farndell 2010: 60). It is quite obvious
that Ficino’s concept of concentus did not imply the melodic aspect of the antique
monody, but the contrapuntal aspect of contemporary polyphony. Thanks to being
filled with spiritus aerius and imitative ability, a polyphonic song allows production
of a musical physio-psychognomy of temperament. As such, it can evoke pathos and
ethos of “Saturn voices” through the atributes of melan-khole (black bile) among which
Ficion include stardas, graves, raucas, querulas (“slow, deep, harsh, and plaintive”) in
the listener’s body (as motus), soul (as affectus) and mind (as significatio) (Ficino 1998:
361). Since these attributes presume the disturbance of the psycho-physical balance,
exhibited in the heart contractions and catatonic and grave passions, Renaissance
musical melancholy is characterized by a predominance or excess of non-consonant
intervals, i.e. imperfect consonances (3, 6) and dissonances (2, 4, 7). It is equally
characterized by the qualities of the renaissance stile grave including the intervallic,
melodic and repercussive movement catabasis and the deep (gravis) voices and the
lower (terrestrial) register of the voices, then, the techniques of note longe and note
nere, genere chromatico, cantus mollis, modus plagialis, diatessaron, comixtio modi, as
well as formal-syntactic principles of concentratio, circulatio, oscillatio, oppositio (cf.:
Boccadoro 2004 ).

However, when it comes to the modal aspect of Renaissance musical grammar
of melancholy, it is necessary to emphasize the restrictiveness of the dichotomous
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nature of melancholy between the ethos of the Mixolydian mode and the ethos of
the Phrygian mode. In the Renaissance modal cosmology, as shown by the musico-
theoretical discourse of that time, the Mixolydian mode, being the highest among
the modes, was associated with the influence of the most distant planet, Saturn, and
the muse Polyhymnia (The one of many hymns), obviously for the reason of wishing
to stress the celestial and intellectual nature of melancholy, which is the basis of the
ingenious ascents of contemplation and imagination (melancholia generosa). Hein-
rich Glareanus (1488-1563) in particular (Dodecachordon, 1547) emphasized the eccle-
siastical tradition and the religious sphere of the use of the seventh mode, and the
related affects of pietas, honesta, dignitas, severitas propelled by it. On the other hand,
although the Phrygian mode had been attached, first by Franchinus Gaffurius (1451-
1522; De harmonia, 1518), to the planetary influence of the fiery, choleric, feisty and
passionate Mars and the muse Erato (The desired one) and described by a Martial
affective configuration of ira (wrath, anger, rage, vengeance) from Glareanus via
Gioseffo Zarlino (1517-1590; Le institutioni harmoniche, 1558) to Jan Pieter Sweelinck
(1562-1621; Uber die acht, respektive zwilf Tonarten, 17" century), it was nevertheless
regarded as a mode that provoked sadness, crying, lament (trenos, commovere al pianto,
piene di lamenti, sono lagrimevoli) (cf.: Smith 2011: 166-232).

Together with the Hypodorian, Hypophrygian, Aeolian and Hypoaeolian modes,
the Phrygian mode was well suited to represent the earthly and human nature of
melancholy (melancholia miserabila), above all in a love elegy, mostly because of
their common constructive element — the Phrygian diatessaron. The specificity of
this constituent lies in a distinctive position of the dissonant terminal interval fa-mi,
whose melodic gesture of catabasis produce an unmistakable effect of the finality. In
that sense, if we take into consideration that the relation fa-mi is the primary locus of
the Phrygian inflection, then other types of catabasic intervallic/melodic aims, and
the gravis of vocal and register moves in the depths of the sound space — for grave is
the place of death — can adopt the Phrygian quality and to express the thanatological
ideas in music as gestures of Phrygian inflection (cf.: Kimmel, 1980).

The fulfillment of loving melancholy’s demand to face death, loss and pain, that I
will focus on in this article, was, however, possible — as revealed by the Renaissance
practice of loving elegy from Francesco Petrarch via Torquato Tasso (1544—1595) to
Giovanni Battista Guarini (1538-1612) — thanks to the creative acts of troping the
elegy, because only tropes, as deviations of meaning, can undermine the death threat
and evoke the transcendence of thanatos. Towards the end of the 16" century, three
models of the lyrical ars moriendi crystallized in a unique poetic-musical transfor-
mation of the Renaissance elegiac discourse on the lost love: the Petrarchian model
(tristitia amoris) with its roots in the lyrical cycle Rerum vulgarium fragmenta (Canzo-
niere, 1327-1374 ), followed by Tasso’s model (militia amoris) with its source in the
epics Gerusalemme liberata (1575, 1581) and Gerusalemme conquistata (1593), and the
Guarinian model (voluptas amoris) with its origins in a pastoral tragicomedy II pastor
fido (1580-84) and his Rime (1598). These models were shaped with special literary
strategies of tropic transcendence of death which can be described by metaphor (in
the sense of homeopathization), epic fight and narrative distance (in the sense of
heroization), as well as metonymy, irony and synecdoche (in the sense of pastoraliza-
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tion and erotization). The line of emergence of melancholic models is in accordance
with the transformation of the melancholic eros from pathos via agon to pothos, that
is, from pain via struggle to pleasure.

The elegiac tropic confrontation and overcoming of death possibly reached its
most complex expression in the musical madrigal of the late sixteenth century. Since
the second half of the sixteenth century, it gradually adopted into its basic motetic,
polyphonically constituted procedure and stile grave, the opposing characteristics
of the homophonic procedures and stile piacevole of the light musical genres such as
canzonetta, villanella, villanesca and such, or the stile eroico of the heroic soloist and
choral recitations. Thus embracing a hybrid form, the musical madrigal also affirmed
itself as a particular cultural trope. My aim here is to examine the musical implications
of the tropic strategies of facing death within the aforementioned poetic models of
the art of loving death, using the remarkable examples of the Italian madrigal prac-
tice of the late Renaissance.

PETRARCH’S MODEL OF LOVE MELANCHOLIA

Petrarch’s poetics of lost love and the rhetoric of lament and weeping, with a mortal
woman, Laura, as a pretext, as well as with a biblical and Dantean lamentations as an
intertext for the poet’s melancholic voice, became the foundation of the institution-
alization of the male melancholic eros in Italian Renaissance poetry and music. The
elegization of eros is generated in Petrarch’s imagination by an internalizing identifica-
tion of the poet’s lyrical I with a designated female source of loving sorrow. Namely,
by acquiring the expressive ritualistic signs of sorrow (crying, tears, screams, anger,
fear, sighs, silence etc.) which have a female denominator, Petrarch and his cinquecento
followers shaped their melancholic lyrical discourse by means of the trope of (female)
sensitivity. An absent woman (an idol carved into a live laurel) or a cruel woman
(a melancholic merciless lady) open up the space of a metaphor of male pain and
sorrow. A confrontation of the very poetic creation (singing or writing verses) of
death happens in a particular linguistic and rhetoric moment, as a tropic epiphany
of the linguistic eloquence, of the simultaneity of singing and crying, or, otherwise,
silence. The markedness of a specific musical moment of facing the thanatologic issue
of saturnation with a Phrygian inflection and stile grave precisely implies the Para-
celsusian homeopathic principle of similia similibus curantur as a way of overcoming
death.

The poetics of Luigi Tansillo’s (1510-1568) love elegy in his ottava rima, Dolo-
rosi martir, rises from the appropriation and interiorization of the female position of
lamenting and the pathos of loss. The poet’s excessive agony expresses his longing for
transcendence, because it converts itself into a creative melancholic state from which
the woman, as the verses demonstrate, is explicitly excluded. Through the empha-
sized use of the rhetoric figures epitrochasmus (a quick illumination of numerous
things) and enumeration (enumeration), the ritualistic signs of lament (anguish, fierce
suffering, sorrowful voices, lamentation, screams, weeping, bitter tears) reveal them-
selves as the signs of poetic eloquence ritual. The male amorous loss regenerates itself
in the song as a privileged form of inspired male expression.
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Dolorosi martir, fieri tormenti,

Duri ceppi, empi lacci, aspre catene,
Ov’io la notte, i giorni, hore e momenti
Misero piango il mio perduto bene:
Triste voci, querele, urli e lamenti,
Lagrime spesse e sempiterne pene

Son’ il mio cibo e la quiete cara

Della mia vita oltr” ogni assentio amara.

(Grievous torture, ﬁery torments,

unyielding fetters, cruel snares, bitter chains,

with which I lament my lost love

through the nights, the days, hours and moments;

mournful cries, complaints, shrieks and groans,

heavy tears and everlasting agony

these are my nourishment and the hard-won

peace of my life more bitter than wormwood) (Steele 1996/1: 42).

Luca Marenzio (1553/54-1599) chooses the Phrygian mode in cantus durus together
with the melodic and the register realization of the Phrygian inflection, i. e. the
Phrygian tetrachord, the fa-mi semitone as the initial or terminus of the phrases, the
melodic descent, the descending interval spiral, the descending voice repercussion,
low register. He abundantly uses the tone perfections (accidentali duri) and semi-
tone chromaticism, as well as the rhythmic articulation of the phrases/verses struc-
tures in the manner of dichotomy originating in the tension between the note longe
and note nere and resulting in the aesthetic gravita (long, slow, grave, dark, like the
Saturnian quality and concurrently the quality of melancholic furor). In such a way
the composer illuminates in his music nothing else but the thanatological semantic
matrix of Tansillo’s elegy (the trope of funereal female sensitivity) (Example 1).-
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Example 1. Luca Marenzio, Dolorosi martir

At the same time, he emphasizes the internal logic of flowing in its principal poetic
form, ottava rima, in the elegiac distich precisely by use of cadence and the change
of texture. The conversion of the expressive signs of weeping into the poetic figures
of eloquence is underlined by their paratactically set melodic-rhythmic individual-
izations which are ritualized, as it were, by the procedure of eloquent contrapuntally
imitative repetitiveness (Example 2).

Example 2. Luca Marenzio, Dolorosi martir
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With his introspective lyricism, Francesco Petrarch transforms, in Canzoniere, the
practice and rhetoric of lament into encomium (hymn, song of praise), for the
triumph of female death immortalizes the male experience of love loss and anguish in
the poetical language, i.e. through the celebrated rhymes. In the sestina stanza, Amor,
I’ ho molti, the poet turns his confession of Love (Amor), that he has for many years
lamented over his grave love loss in an anguished poetical style (in doloroso stile), to
the prayer to Death (pregar Morte), to make him happy by rising him skyward, to the
a bode of Laura, the epitome of female absence and the metaphor of masculinized
pain, so that he may sing there, and weep as well in love verses (canto e piango in rime).

Amor, i’ ho molti et molti anni pianto
Mio grave danno in doloroso stile,

Né da te spero mai men fere notti;

Et pero mi son mosso a pregar Morte
Che mo tolga di qui, per farmi lieto,
Ov’ & colei ch’ i’ canto et piango in rime.

(Love, many, many years I have shed tears

for my grave loss and in a grieving style

and there’s no hope you’ll make less cruel my nights;

and so now I have turned to begging Death

to take me from this place, and make me happy,

to her for whom I am sing and weep in rhymes) (Steele 1996/V: 111).

However, in the case of Marenzio’s music in Phrygian mode, the redirection of the
poet’s invocation from love to death does not imply varying (varietas) in terms of
difference in kind, but transformation (variatus) in terms of difference in degree,
since the basis (E-D) of the same melodic figure of the Phrygian inflection (G1-F
sharp1 in canto) — underlying these key words by the use of a sharp accidental -
shifts from the bass part (with the exclusion of tenor), upward, as it were, to the
tenor part (with the exclusion of bass) remaining at the same time in the same
terrestrial register and the grave rhythm of four-voice homophony - as another
of the same. This shifting is underlined in the music by a parallel reduction of the
sequence of contrapuntal imitations in note longe and in note nere respectively to
a single (isolated, solitary, melancholic) voice (alto) performing the mentioned
melodic figure of the Phrygian inflection (G1-F sharp1). The continuity between
the lamenting of love loss on the earth (pianto mio grave danno in doloroso stile) and
the singing or verse-making in heaven after death (canto e piango in rime) reveals
death itself as a metaphysical trope, for it highlights its eschatological implication
(Cf.: Medi¢ 2013) (Example 3).

In the poem Io tacero by an anonymous poet, written in the poetic form of
cinquecento madrigal, the extreme male suffering, expressed in silence by tears and
sighs, suggests the failure of language to express that suffering, so that silence and
death, given eventually voice by the poet, become a sonorous trope in language, and
consequently the poetic creation itself becomes the locus of inexpressiveness.
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Example 3. Luca Marenzio, Amor, I’ho molti

Io tacero, ma nel silenzio mio

La lagrime i sospiri

dirann i miei martiri.

Ma s'a verra ch’io mora,

Gridera poi per me la morte ancora.
In van dunque, o crudele,

vuoi che’l mio duol €'l tuo rigor si cele,
poi che mia cruda sorte

da la voce al silenzio ed a la morte.

(Iwill keep quiet, yet in my silence

my tears and sighs

shall tell of my pain.

And ifI should die

Death shall cry out for me once again.

Thus in vain, oh cruel one,

yearn you for my pain and your harshness to be hidden
since my cruel fate

gives voice to silence and to death) (Céster 2005: 22, 24.).

To the lyrical pathos of the poet’s anguish, Carlo Gesualdo (1566-1613) assigns the
musical character molle by transposing the Dorian mode into cantus mollis and empha-
sizing the essential tone B flat and the accidental tone E flat, as well as by using the
conventional signifiers for tears and sighs in madrigals, like the interval of the minor
sixth (as an ascending leap and as an intervallic frame for the descending melodic
motion) and the descending dissonant suspension (4-3,7-6 and 9-8) and further-
more by the categories of gravita like the deep register, lower voices, descending melo-
dies and voice repercussions. The ‘voice’ of silence is articulated by pauses as the locus
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of the poet’s silence, and the “voice’ of death by the Phrygian half-tone fa-mi relation
as the primary terminus of the melodic lines which thereby creates an aura of macabre
sonority. By doing this, the composer dives deeply into the sonorous interiority of
the poet’s language and its inexpressiveness (Example 4.).

Example 4. Carlo Gesualdo, lo tacero

TAssO’'s MODEL OF LOVE MELANCHOLIA

In his epic Gerusalemme conquistata Torquato Tasso does not display the melancholic
fragility of male identity in the first person, that is through a Petrarchian adoption of
the ritualistic signs of female lamenting into the Self of male protagonists (Tancredi,
Rinaldo). On the contrary, he literally embodies his own melancholic fragility through
the voices of lacrimose women (Armida, Erminia and Clorinda). The poet does so
in the third person, by matching the narrative tendencies of the epic storyteller with
lamenting female narrators who tell or write their own stories about pain and loss.
By identifying himself with their tearful narrations, the poet himself established a
metonymic relationship with them. Especially when it comes to creating the character
of the Antiochian princess Erminia, whose Italian root of the name (erma) means
alone or lonely, Tasso also creates a self-portrait of a melancholic writer. In a double
act — that of Erminia carving (incidere) a painful autobiography into a hard core of
a shady tree and that of her repeated reading of her own notes while crying tears
(spargere di pianto) — a symbiosis of an elegiac writing/reading an a melancholic
lamentation (that is, words, sighs and tears) makes the first appearance explicitly in
the sixth ottava rima, Piange e sospira, from the eight canto of Tasso’s epic. However,
the melancholic transformation of the tearful Ermina into an elegiac writer unfolds
in a Petrarchian literary key stemming from his sestina Giovene donna sotto un verde
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lauro (Il Canzoniere, no. 30). Erminia performs it with the name of her hopeless love
Tancredi (segno lamato nome in mille guise...in dura scorza incise) — somewhat similar
to what Petrarch, with a river of tears (lagrimosa riva) does with the entire being of
his hopelessly loved Laura, when he says ['idolo mio scolpito in vivo lauro.

Piagn’ e sospira; e quand’ i caldi raggi
fuggon le gregi a la dolc” ombr’ assise,
ne la scorza de’ pini o pur de’ faggi
segno lamato nome in mille guise;

e de la sua fortuna i gravi oltraggi

e i vari casi in dura scorza incise;

e in rilegendo poi le proprie note
spargea di pianto le vermiglie gote.

(She wept and sighed, and when her flocks

fled the sun’s rays to rest in softest shade,

a thousand ways she carved her lover’s name

in the bark of pine and beech trees,

and further carved the tales

of all the blows dealt her by fate.

And when she read over her own words,

tears bestrewed her rosy cheeks) (Longhini 2005: 20).

In the case of Erminia, Tasso remodels in an emulative way Petrarch’s metonimic playing
with names Laura/lauro (Laura/laurel) into il pianto/la pianta (crying/ plant), because
he creates an extension of Petrarch’s arboreal imagery in a direction wholly opposite
to the encomiastic incarnation of the idol in the famed rhymes. This is the direction
of conversion of a tree as a locus semiosis or a place of the signs of sorrow written into a
tree as a locus sepulcralis or a funereal place of death, in short, from scripta (scritta) into
cripta, because Erminia will soon call her arboreal texts her tomb. According to Lynn
Entrerline, “just as Erminia declares these arboreal texts to be her own ‘tomb’ and to
announce her ‘martyrdom, Tasso collapses the self, the lament, and trees when he writes
his own name and his paternal family name into the epic by turning it into the common
noun for tree of death it signifies” (Enterline 1995: 144), and that is il tasso or the yew
tree. She further elaborates on this idea when she claims that “classical and medieval
poetry, natural history, and cosmological speculation consistently associate the yew tree,
the taxus, with death and the underworld”” Eterline states Ovid’s association of the yew
tree with sepulchres (tombs) and the attribute tristis or sad by Pliny the Elder used for
poisonous juice and the yew tree berry (ibid., 144-145).

At the same time, through Erminia’s scriptural elegiac commemoration of loss
and pain, Tasso also shows that to be lamented or to exist as a male object (Tancredi)
of female lamenting (Erminia), means to be pulled away from oblivion that equals
death; furthermore, to be immortalized by carving a name in the bark of a tree means
in effect to receive immortality, and thus to transcend death. By doing so, in an epic,
distant manner, totally outside of the time and place of the event, Tasso — himself
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a confirmed practitioner and theoretician of melancholy — metonymically and in
mimicry opposes to Thanatos not the lyrical pathos but the epic agon.

The madrigal can surpass loss and pain by means of the stile eroico shaped in the tradi-
tion of epic recitar cantando as the counter-style to the stile grave, just as the epic poem itself
is basically a counter-genre to elegy. Along the line of the tropic genre and stylistic posi-
tioning as an evident expressive intent, Claudio Monteverdi (1567-1643) firstly decides
on the juxtaposition of the stile grave for the first verse and the stile arioso for the second
verse. While the stile grave is realized with the melody whose initial chromatic ascent (for
piange) in long note values subjects itself to the imitative contrapuntal procedure, while
the terminus is determined by the Phrygian fa-mi relation (for sospira), the stile arioso is
embodied in the declamatory syncopated melody over the descending-ascending fourth
pattern, quite similar to the so called aria per cantar ottava rima, which was a basis for
improvised solo singing of the narrative or lyrical verse (Haar 1998: 223) (Example 5). After
that, the composer superimposes the stile grave (of the first verse), the stile arioso (for the
verses 2-4) and the stile eroico for verses s—6 (embodied in a monotonic melody in semi-
breves and semi-minims, characteristic of epic declamation). In such way, the composer
produces akind of tropic collision of stylistic types in this functional location (Example 6).

Example 5. Claudio Monteverdi, Piang’e sospira

Avoiding cadences until the exposition of the two last verses/phrases, conceived in
a strict heroic recitation homophony with simultaneous cadences in all voices when
the mode of the composition (Dorian in cantus durus) is definitely confirmed, Monte-
verdi maintains narrative continuity in his music. Concurrently, using the so called
multi-thematic counterpoint, Tasso exposes the scene from the heroic past all at once,
and with his increasingly dominant epic narrative distance, transforms it into a live
happening. Taking on a heroic position of impersonality and objectivity is agonal
mode of transcendence of death (Example 7).
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Example 7. Claudio Monteverdi, Piang’e sospira
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GUARINI'S MODEL OF LOVE MELANCHOLIA

The mediation of tropes in elegy enables the Renaissance Italian poets to confront death
both by means of the idyll/bucolic (in pastoral elegy) and the erotic (in erotic elegy).
According to Giuseppe Gerbino, the literary pastoral, which experienced a cultural explo-
sion in the final two decades of the 16" century, while the musical madrigal experienced a
pastoral turn with a consequent change of thematic and stylistic ranges, “imposes itself as
one of the main symbolic systems that shaped Renaissance aristocratic identity, finding
space between the chivalric tradition of the noble warrior and the Petrarchist construc-
tion/deconstruction of the self ” (Gerbino 2009: 193). In the light of the cultural appear-
ance of the pastoral as “the third fundamental field of self-representation” (ibid., 247), the
pastoral-erotic pathos posed new challenges before lyric and dramatic genres (as well as
secular music). These were the demands for a stylistic variation of the court erotology and
for a serio-ludic reshaping of Petrarch’s dominant poetic code. Petrarchs loving oxymoron
(atra voluptas) of the Augustinian order, with its imagery of shadow and death, is parodi-
cally inverted into a Guarinian loving oxymoron (voluptas dolendi) of the Ovidian order,
with a discovery of a new; arcadised eros sunk into the joy of the pain of a carnal desire and
the loss of the darker, deviant and subversive side of the erotic desire. The epochal transfer
of stress from Petrarch’s introverted and solipsistic tension of a platonic love to Guarini’s
extrovert and communal exaltation of a sensual love has shed light on a melancholic loving
experience of death, loss and mourning in Renaissance poetry and music, moving from
being wounded to being joyful, from pain (pathos) to pleasure (pothos).

The origin of such a possibility for confronting death through constructed pleasure lies
in the paradoxical nature of death itself, for it needs not be only bitter and painful but may
also generate the states of inexplicable delight and joy. That is when Thanatos performs, in
ametonymic manner, the ecstasy of Eros/pothos. If the encounter with death is possible
through the metonymic renaming of dying into a sexual desire and the very moment
of death into the moment of sexual climax, so that the time of dying is revealed as the
pastoral-erotic tempus amoenus (the time of pleasure), then it follows that the semantic
and expressive ambiguity of death gives the poet a possibility to create a fiction of tran-
scendence — the transcendence of death by means of death (of sexual ecstasy).

The madrigal may sweeten the pain by the stile piacevole, characteristic for the so
called folklore genres — canzonettas, villanella, villanesca/villotta, as well as dance
song. They make real, in a purely musical sense, the ideal of pastoral simplicity
through a short melody, lively rhythm, consonant harmony and homophonic texture,
but in a specific way, through a reduction of a complex four-part or five-part singing,
as a stylistic norm of an aristocratic polyphonic madrigal, to a singing style for two
(or three) voices. When discussing the stylistic topoi of villanesce/villotte, Gerbino
explains the preference for two voices (soprano and tenor): “despite its visibly erotic
overtones” (ibid., 156), primarily as “a way of singing closer to nature than culture”
(ibid.) and hence as “a metaphor of this yearning for the natural” (ibid., 157).

In the poem Deh, vezzose del Tebro amate Ninfe by an anonymous poet, articu-
lated in the trecento madrigal form, the shepherd invokes to the gracious river nymph,
surrounded by tiny Cupidos (Eroses), to decorate with floral wreath the golden hair
of the shepherdess Phyllis, so that he may die in the sweet traps of her curls.
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Deh, vezzose del Tebro amate Ninfe,
Ch’ ad hor’ ad hor scherzate

Co’ pargoletti Amori

Intorno a chiare Linfe,

La mia Filli honorate

E di leggiadri fiori

Tessete un cerchio a le sue treccie d’ oro:
Dolci lacci ond’ io moro.

(Ah, graceful and beloved Nymphs of the Tiber,

who sport from hour to hour

with the tiny Cupids

around the clear waters,

honor my Phillis

and weave a circlet of graceful flowers

around her golden tresses:

The golden snares in which I die) (Steele 1996/11: 91).

Luca Marenzio places the shepherd’s invocation in the rhythmic and textural frame of the
canzonetta shaped by consonant and block-like homophonic groups with two or three
voices in the form of imitation or dialogue and in the fast rhythm. He follows in the
paratactic manner, together with repetitive phrasing and clear cadences, the logic of juxta-
position of the poetic images. The composer makes clear the point of the poem, sweet
dying, by using Aria alla Romanesca, a popular descant melody of pastoral and dance prov-
enance, with the characteristic diapente descent (D-C-B flat-A-G) above the recogniz-
able fourth pattern in the bass (B flat-F-G-D). In the 16" century, the melody represented
one of the so called modi da cantar versi, i.e. one of the distinctive ways of singing poetry,
characterized by Vincenzo Galilei as “an exciting sound” (Palisca, 1994: 361) (Example 8).
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Example 8. Luca Marenzio, Deh, vezzose del Tebro amate Ninfe
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The two-part format of an epigrammatic erotic madrigal by Giovanni Battista Guarini,
Cor mio, mentre mi viro, reveals semantic parallelism between expositio and acumen
(resourceful point), quite apparent in the dynamism of the poet’s observation of the
beloved (the evocation of the dual nature of beauty), of the metamorphosis into
the beloved (rebirth through beauty) and of his soul vanishing in one sigh (dying
through beauty).

Cor mio, mentre vi miro,
visibilmente mi trasformo in voi,
e trasformato poi,

in un solo sospir lanima spiro.

O bellezza mortale,

O bellezza vitale,

poiché si tosto un core

per te rinasce, e per te nato more.

(My heart, as I gaze upon you,

visibly do I become you,

and then, thus transformed,

in a single sigh give up my soul.

O mortal beauty,

O vital beauty,

so quickly is a heart reborn

for you but; once born, it dies) (Longhini 2005: 15).

The basic paradoxical dualism between the Thanatos-like transformation and the
Eros-like expiration, embodied in two lovers and in the idea of their separateness and
unification, gave rise to Monteverdi to express it through a stylistic opposition as well
as a melodic and hexachordal dualism in the context of the d mode. The poet’s iden-
tity is represented in the first verse/phrase by a typical homophonic trio texture of
the popular villanella with two parallel voices in the thirds (canto and alto). After the
initial “Phrygian” motion A1-B flati, their melody descends to the tone E1. Together
with the bass line this melody reveals the presence of a soft hexachord (F-G-A-B flat-
C-D). Conversely, the identity of the beloved in the second verse/phrase is demon-
strated by the imitative polyphonic five-voice texture of the (otherwise originally
court) madrigal, within which the basically ascending melodic line reaches up to E2
as the culmination tone, before it descends to the confinalis A. However, the total
tone foundation reveals the presence of the natural hexachord (C-D-E-F-G-A). Due
to the domination of hexachord and cantus over mode, the explicit appearance of B
flat and B as the essential tones obscures, at the very beginning of the madrigal, the
identity of the D mode, which is neither Aeolian nor Dorian, thereby illuminating
the process of the transformation and unification of lovers. The movement towards
a culmination of this eros-oriented process “in one sigh” is quite logically upheld.
Firstly by the tenor melodic line with the verse on transformation is overtook as the
bass foundation for the return of the initial “Phrygian” semitone Ai1-B flati, again in
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the trio texture, used now to connect directly the beloved one (cor mio) and the sigh
(in un solo sospir). Secondly the music flow, all along the four times expressed verse
on expiration, shifts from the soft to natural hexachord. The very moment of death,
as the metonymy of the sexual climax, is underlined by the reduction of the texture
to only two voices performing the so called evaporating cadence (clausula evaporata).
It is called evaporating because the finalis tone (D), in the unison, is reached on the
last, unaccented beat lasting the crotchet, in other words, lasting literally as long as
one single Eros-like sigh/Thanatos-like expiration (Example 9).

Example 9. Claudio Monteverdi, Cor mio, mentre vi miro

The figurative ambiguity of the trope, which shapes the experience of death transcen-
dence, may be tied in a synecdochical representation pars pro toto (a part instead of a
whole). Guarini’s madrigal Ohimé se tanto amate establishes, in its epigrammatically
recognizable two-part form with a closing accutezza, a dichotomy between the sigh
as a ritualistic indication of grieving (Thanatos) and the sigh as a cathartic indication
of pleasure (Eros).

Ohimé¢, se tanto amate

Di sentir dir ,Ohime*, deh perché fate
Chi dice ,Ohimé” morire?

S’io moro, un sol potrete

Languido e doloroso ,,Ohime* sentire;
Ma se vita ho da voi e void a me,
Havrete mille e mille dolci ,,Ohimé*

(Alas, if you love so much
To hear the words alas, ah, why do you cause
Those who say alas to die?
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If I die, you will hear

Only one languid and sad alas;

But if I gain life from you and you from me,

You will enjoy thousands and thousands of times sweet alas) (Steele, 1996/11: 49).

This semantic and affective dichotomy becomes central to Monteverdi’s and Maren-
zio’s musical setting of the word Ohimé in terms of style and expression. In the case
of Monteverdi, the “languid and sad alas” is represented in two-part writing, in the
descending parallel thirds and iambic meter, all in the context of Dorian mode in
cantus mollis. Delimited by pauses, the registrally contrasting two-part groups estab-
lish a sequential dialogue founded on the dissonant interval of the seventh. The
lyrical grave expression is intensified by the bass line which, broadly developing the
sequence of the ascending fifths (G-D, B flat-F, C-G) with the ending on the Phrygian
semitone B flat-A, reveals the descending thirds as dissonant suspensions, showing
them as exclamations as well. Along the lines of Monteverdi’s choice of the stile grave,
Marenzio insists on the threnodic descending fourth in long notes and in the context
of Phrygian mode in cantus durus, separating from the five-voice choral ensemble the
solitary high voices. (Example 10 a and 10b)

%

Example 10a. Claudio Monteverdi, Ohimé,

se tanto amate
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The transformation of “a single” Thanatos-like sigh into “thousands and thousands” of
Eros-like sighs implies the changing of musical discourse, in Monteverdi’s case towards a
fast three-voice homorhythmic declamation of a single word ohimé which supports the
sequence of descending thirds building up a descending fauxbourdon (Example 11), and
in the case of Marenzio towards the multiple sequential repetitions of the whole verse/
phrase with a round melody, lively quaver and crochet rhythms and the two-voice or
three-voice homophonic texture typical of canzonetta (Example 12).
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Example 11. Claudio Monteverdi, Ohimé, se tanto amate

Example 12. Luca Marenzio, Ohimé, se tanto amate

At the same time, the pastoral-erotic ethos posed a new moral imperative before
poetry, drama and secular music. Its most explicit statement was given by Guarini
himself when he, starting from the distinction of an Aristotelian concept of a tragic
catharsis and a modern concept of purification (purgare), discussed theoretically an
ethical goal of this new hybrid dramatic genre, the tragicomedy (poesia tragicomica),
which combines tragic and comic codes of mimesis and therefore explores its own,
tragicomedic pathos between tragic terror (terrore) and pity (commiserazione) and a
comic laughter (riso):
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Dico per tanto che la Tragicomedia, si cole I'altre anch’ essa ha due fini: lo stru-
mentale, ch’ & forma risultante dell’ imitazione di cose Tragiche e Comiche
miste insieme; et I’ archittetonico, ch’¢ il purgar il animi del male affetto della
maninconia. Il qual fine ¢ tutto Comico, e tutto semplice, ne pud comuni-
care cosa alcuna col Tragico; perciocche gli effetti del purgare son veramente
oppositi infra loro: I'un rallegra, et 'altro contrista; I'un rilascia et I'altro
ristringe. Moti dell’ anima ripungnanti: concio sia cosa che I'uno va dal centro
alla circonferenza, l'altro camina tutto all’ opposito, et questi sono quei fini
che nel dramatico si possono chiamare contradittori [ Thus I say that Tragi-
comedy, like others /Comedy and Tragedy/ also has two ends: the instru-
mental, which is the form resulting from the imitation of tragic and comic
things mixed together, and the architectonic, which consists in purging the
soul from the evil affect of melancholy. That end is all comic and all simple,
nor is it in anyway akin to the tragic end, for the reason that the effects of /
tragic and comic/ purging are truly one the opposite of the other: one relaxes
while the other tightens. These are opposite movements of the soul, as one
were to move from the center to the circumference and the other in the oppo-
site direction, and such ends, in drama, we may call contradictory] (Guarini,
1603: 22—23).

From this one may deduce that it is precisely an oxymoronic combination of the
instrumental goals of both tragic and comic imitations (gravitas and piacevolezza,
miserabile and riso) that aims to fulfill its ethical purpose (fine archittetonico) by puri-
fying the audiences from the poisonous aspect of melancholy, whose only two certain
final consequences are madness and death — the aspect called mestizia (sadness) by
Guarini. However, a purification of the affliction of the epoch by means of a comic/
pastoral pleasure (diletto) did not only materialise in the public sphere of performance
— in the post-Renaissance tragicomedy as a terza spezie. During the same decades
when Tasso’s Aminta and Guarini’s Il pastor fido were created, a parallel mixture of the
tragic (madrigal) and the comic (canzonetta) flooded the field of secular music too.
The new, hybrid music terza spezie, canzonetta-madrigal, simultaneously contributed
in the private sphere of performances to a fulfillment of a unique moral therapeutic
function of late-Renaissance art. Guarini’s understanding of the purification, not in
the sense of obliterating and extinguishing (obliterazione, estinzione) of the excessive
affects, but their moderation and temperation (moderazione, temperamento), towards
a natural symmetry of life (simetria della vita) (18), finally recontextualized Ficino’s
recommendation of the allopatic temperation (his favourite word) of a malefic Satur-
nian melancholy spirit, by means of beneficial gifts from “Three Graces of Heaven”
(Ficino 1980: 99) — Hypolydian Venus voluptas, born for the delight and music, Lydian
Jovis laetus, born for the comic laughter, and above all Dorian Apollo Phoebus/Sol,
born for musical therapy.

Translated by Milijana Grkajac and Ivana Medi¢
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Munena Meguh

OA BOAA AO 3BAAOBOMNSCTBA: TPOITMPAILE EAETHUJE Y PEHECAHCHOM
HNTAANJAHCKOM MAAPHUTAAY

(PE3UME)

BeAnxu moBpaTak MeAAHXOAHUje Y PeHeCAHCHOM XyMaHH3My OHO je 03HAaYeH pe-
BU3UjOM MEAUITMHCKOT I'aaeHOBOT 1 pHAO30PCKOT APHCTOTEAOBOT AMCKYpPCa
0 MEAAHXOAMjH, KOja je, IOCAEAUYHO, OPEeA SYACKOT U IIPUPOAHOT, YKAYIHUAd
Takohe Hebecku HAM 6OKAHCKHU y3pOK apauknuje ermoxe. CKOK MEAAHXOAMje
U3 MEAUIUHCKOT CTaka ¥y AUCKYP3UBHY IPAKCy IOKPEeHYo je QUpeHTUHCKU
HEeOIAATOHUYKH $UA030¢(, AeKap U koMmosuTop, Mapcuano Quhumno,
npoaybayjyhu ra mepcrekTUBOM 0 Ay6GaBH.

MehyoaHoc py6aBu 1 MeAQHXOAHje OHO je YKOpemeH y TAHATOAOIIKOj HAEjH
cermapariyje, OACyCTBa M I'yOMTKA, KOja, KA BaXKaH, OCBETHABA OAHOC MEAAHXOAHje
IpeMa epocy y CMUCAY KOIIYA€ KOja OHO IITO je OACYTHO APXKH Y IPUCYTHOCTH
U OHO IITO je u3ryb;eHo IMpeTBapa y HEAOCTIDKAH 00jeKT HOCTAATHYHE JXKebe U
XKyalbe. 3a peHeCaHCHY KYATYPY, 00jeKTH MEAAHXOAUYIHOT epocd OMAY Cy AHTHKA,
HA€aAM30BaHa QUIypa AeKOPIIOpeaAHe XKeHe UAU ITaK HCKOHCKO jeAMHCTBO C
Borowm. Y morpe6H0j, KOHTEMIIAATHBHO] HAH AY0OABHO]j €BOKALIUJU CATyPHHIjAHCKOT
TeMIIepaMeHTa epoc je Taj KOjU IIOCTaBba TaKohe 3aXTeB 3a MPeBa3HAKEHEM
rybuTKa, 32 OAHOCOM Ca TPAHCIIEHACHTHUM, a YHjH je Ipar yIpaBo waHaiioc.
Adupmanuja Mymkor cybjexTa MEAAHXOAHYHOT epocd OHAQ je IIOCTUTHYTA
M03aKOlkemheM H3paXkaBalha Hherobe MeAaHXOAHje y popMaMa KyATypaAHe
IIPOAYKIIMj€ U YMETHHYKE Perpe3eHTanyje.

Eaerunja, kao pedaexcuBHa, MEAAHXOAMYHA [TeCMa [TOBE3aHa C HAejaMa CMPTH,
rybHUTKA U TyTe, OBeKOBeUYyje aMOUTBTET, CBOjCTBEH MEAAHXOAMjH, Y AMHAMUIIA
usmely crBaprOCTH TeaecHe cmpTH (logos TOXBase BpAMHA yMpAOT y HOTpe6HO]
IepPCOHAAHOj eAeruju), sybaBHOTr 60Aa Kao cumboamuke cmptu (pathos
aQeKTHBHOT TyroBama y ~y6aBHOj eAeruju) U Hape U Bepe y (AyXOBHH) XUBOT
nocae cmpru (ethos ecxatosomke yTexe y 6oxanckoj eaeruju). Cyoueme ca
cMphy, Kao [MOeTCKH 3aXTeB IpaKce sybasHe eaeruje op Ppanvecka Ierpapke
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npexo Topxsara Taca oo Baructe I'Bapunnja, 6uao je moryhe momohy
KpPeaTHBHUX YHHOBA TPOIMPaba eAeTHje. Y jeAHHCTBEHOM ITOETCKOM peobpaskajy
PEHECAHCHOT eAETHjCKOT AUCKYPCa 0 Ay0aBHOM Iy6uTKY, 0p 60aa (pathos) Ao
sapoBoncTBa (pothos), HCKpUCTaAKCaAa Cy ce TPH MOAEAA AUPCKe ars moriendi
— MeTPApPKUCTUYKU MOAEA tristitia amoris, TacOBCKU MoaeA militia amoris n
IBapUHHjEBCKU MOAeA volupta amoris. OBE MOAEAU Cy OOAMKOBAHH HAPOYUTUM
CTpaTerujama TPOIMYHOT IPEBA3HAAKEHha CMPTH KOj€ C€ MOT'Y OITCaTH Y CMUCAY
xoMeornaTu3anuje momohy merapope, xepousaruje momohy ercke 6opbe u
HapaTHBHE AMCTAHIe ¥ TACTOPAAM3AIIHje U epOTH3alHje IIOMOhy MeTOHUMHje,
HPOHHje U CHHETAOXe. Y IIOAPYYjy CBETOBHE My3HKe, Taj IPeobpaxaj je yKAyIHOo
yCBajarbe, y OCHOBHH, IOAPOHO KOHCTUTYHCAH IIpOCeAe U stile grave Mappuraaa,
ONOHEHTHHX KApPaKTepUCTHKa XOMOPOHOT npoceaea H stile piacevole (kaHuoneTa,
BuAaHeAa) ili max stile eroico (coAo MAM XOpcka penyTanuja).

I'BapUHMjeBO TEOPUjCKO pa3MaTparbe eTHUYKe CBPXe HOBOL, XHOPUAHOT APAMATCKOT
JaHpa, TParukoMeAHje, y mpountthewy (purgare) OTpOBHOT acieKTa MeAAHXOAUje,
mestizia (Tyra), 6aria HOBO CBETAO Ha APAAEAHY MUKCTYPY TPArHYKOT K KOMUYKOT
KOAQ Ha [IOAPYYjy CBETOBHE My3HUKe, HAUMe, Y HOBOM, XHOPHAHOM MY3HIKOM
>KaHPY, KaHIJOHeTa-Mappurasy mossor XVI seka. OHo je Ha Kpajy peHecaHCHe
eroxe peKOHTeKCTyaAn308ar0 uhiHoBY npenopyky aromaTudHe TeMiepanyje
MaAePHUKHOT CaTypPHUjAHCKOT TeMellepaMeHTa moMohy macropasHo-epoTcKor u
MOAAAHOT ethosa ,Tpu Hebecke Ipanuje” — xumoanaujcke Venus voluptas, pobere
3a 3aA0BOSCTBO M MY3HUKY, AMAMjCKOT Jovis laetus, poheHor 3a KOMUYKHU CMeX, U
Hapacse popckor Apollo Phoebus, poheror 3a MysukoTepanujy.

KAYYHE PEYM: peHecaHCa, MEAAHXOAH]j, eAeTHja, MAAPHUTAA, TPOTINpPabe,
TPaHCLIEHAUPahe CMPTH






DOI https://doi.org/10.2298/ MUZ1722177T
UDC 78.01
78.071.1 loctymku /[.

DRAGUTIN GOSTUSKI AND THE SEMIOTICS OF
Music*

Katarina Tomasevic'
Institute of Musicology of the Serbian Academy of Sciences and Arts, Belgrade

Received: 15 February 2017
Accepted: 1June 2017
Original scientific paper

ABSTRACT

The main goals of this article, devoted to the contribution of the prominent
Serbian musicologist, composer and aesthetician Dragutin Gostuski (1923-1998)
to the semiotics of music, are the following: 1) to show the evolution of semiotic
ideas in Gostuski’s work; 2) to reconstruct the circumstances under which
preparations for the First International Colloquium on the Semiotics of Music
took place; and 3) to encourage new research that would re-examine Gostuski’s
major theoretical opus in the historical context of the discipline.

KeY woRbDs: Dragutin Gostuski, Gino Stefani, Institute of Musicology SASA, First
International Colloquium on Semiotics of Music, “Réalité. Musique. Langage”

The First International Colloquium on the Semiotics of Music, held in 1973 in
Belgrade, in the Great Hall of the Student Cultural Center, was undeniably an impor-
tant and remarkable event in the history of music scholarship, not only in the former
Yugoslavia and Belgrade in particular, but also in the broader global context. More-

* This article was written for the project Serbian Musical Identities Within Local and Global Frameworks:
Traditions, Changes, Challenges (No. 177004), financed by the Ministry of Education, Science and Tech-
nological Development of the Republic of Serbia. The research for this paper was initiated in 2013, on
the occasion of marking the fortieth anniversary of the First International Colloquium on Semiotics of
Music, held in 1973 in Belgrade. The first, much shorter version of the text was presented at the confer-
ence Musical Semiotics 40 Years after. Musical Theory and Analysis, The 10" International Conference, orga-
nized in Belgrade from 8-10 November 2013, by Department of Music Theory, Faculty of Music, Univer-
sity of Arts.
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over, being the first gathering of the leading music semioticians at that time, it marked
a special milestone in the development of the discipline.

The main goal of this article is to draw attention to the important role that
Dragutin Gostuski (1923-1998) and the Institute of Musicology of the Serbian
Academy of Sciences and Arts (SASA) played during the preparation and organi-
zation of the Colloquium. It is more than obvious that contemporary music scho-
lars have not yet paid adequate attention to Gostuski’s overall contribution to semio-
tics in the early years of the discipline. Since the task of giving a comprehensive and
precise answer to such a complex question surpasses the limited scope of this paper,
on this occasion I decided to focus on several, still uncharted aspects of Gostugki’s
close connections and relations to the main issues that music semiology has faced
from its very inception. These connections will be formatted as a “bio-bibliograp-
hical” summary — from Gostusgki’s early works on music theory to his theoretical and
aesthetical achievements in the late 1960s, published before the Belgrade Colloquium
in 1973. These will be presented in the first part of this article. In the second part of the
article, I will provide insight into the documentary material concerning the “history”
of the Colloquium. This precious collection belongs to Gostuski’s Legacy and has
been preserved at the Institute of Musicology SASA.

In the next section of this article, entitled Imaginary dialogues... , two folders from
the aforementioned Legacy (Semiotics and Linguistics) containing Gostugki’s care-
fully prepared, meticulous extracts, together with his sharply insightful comments
- will be “opened” here for the first time, in order to show the relevance of the lite-
rature that Gostuski researched while preparing his own paper for the Colloquium.
By summarizing the standpoints of Gostugki’s lecture delivered (in French) under
the title “Réalité, Musique, Langage. Contribution a Iétude du probléme de la signi-
fication” in the concluding part of this article, I hope to encourage music semioti-
cians and other scholars to take part in the process of estimating the relevance of
Gostuski’s conclusions for the further development of the discipline in the years after
the Belgrade Colloquium had already become legendary.

DRrRAGUTIN GOSTUSKI — TOWARDS THE SEMIOTICS OF MUSIC

Born in 1923, Dragutin Gostuski* graduated in the early 1950s from two faculties:
the Faculty of Philosophy (Art History) and the Belgrade Music Academy (Compo-
sition). From the very beginning of his work at the Institute of Musicology (1952),
where he was employed until his retirement (1988), Gostuski became one of the
(then) very rare young Yugoslav and particularly Serbian scholars interested in both
music theory and aesthetics. The collection of his early published texts confirms his
intense curiosity about the questions of theory of rhythm, aspects of musical memory,
rhythm perception and, especially, the notion of musical time.* In the early 1960s, this

2 For the main bio-bibliographical data on Gostuski, cf. Tomamesuh 2010, 2016, 2017. For further reading

cf.: [TaaaBecrpa 2001; Tomamesuh 1999, 2001; Tpajkosuh 2001.

3 See: Tocrymxu [Dragutin Gostuski] 1956a, 1956b, 19572, 1957b, 1957¢, 1958, 1959.
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comprehensive research resulted in a voluminous treatise Kontrola muzickog vremena
[ The Control of Musical Time]. Unpublished to this day, this study served as a basis for
Gostuski’s next step into the field of comparative aesthetics.

Using Etienne Sourio’s results as his departure point (cf. Tomasevi¢ 2000), by 1965
Gostuski had finished his doctoral dissertation entitled Umetnost u evoluciji stilova
[Art in the Evolution of Styles]. Having defended it the same year at the Faculty of
Philosophy, he became the first doctor of musicology in Yugoslavia after World War
II. Three years later, in 1968, the amended and revised thesis appeared as the book
Vreme umetnosti [ The Time of Art] (Gostuski 1968).

In this synthetic, complex study, which represents the accumulation of the author’s
previous theoretical and aesthetical achievements, Gostugki formulates three basic
hypotheses:

1. on the acceleration of historical processes;
2. on the periodic return of classicism and

3. on the stylistic retardation of music in times of changes of aesthetic principles.
(Cf. Tomasevi¢ 2017: 16)

Essentially focused on the problems of form and style, Gostuski offers a new styli-
stic periodization of music history. However, the dense counterpoint of ideas that
Gostuski skillfully steers towards a general synthesis offers numerous answers to the
questions of style(s), realism, nationalism in music, relationships between Eastern and
Western art concepts and the idea of progress in its relation to the evolution of art.
Having in mind the author’s later contribution to the First International Colloquium
on the Semiotics of Music, one can easily conclude that all the author’s basic concepts
had already been laid out in his major book The Time of Art.

Simultaneously with this, from the beginning of the 1960s, there appeared a series
of Gostuski’s articles devoted to the problems of time/space (1960/1961), style and
music (1962, 1963), the relationship between art and nature (1967), and — what is
particularly important for his further contribution to the field of music semiotics -
to the dimensions of poetic language (1967).

Gostuski won a special recognition for his theoretical and aesthetical efforts in 1969,
when his article “The Third Dimension of Poetic Language” appeared in the prestigious
American journal The Musical Quarterly (Gostuski 1969). This was the first notable
success of national musicology in internationally recognized periodicals after World War
I1. Also in 1969 Gostuski participated in the Brno Colloquium Music and Word with the
report “Quelques analogies entre le langage poétique et langage musical.” The papers
from this conference were published four years later (Gostugki 19732).

The year 1973 was also quite important for the Institute of Musicology SASA: the
Institute celebrated its 25™ anniversary with a number of public events (an exhibition
at the Gallery of SASA and a Ceremonial Academy). On the same occasion a collec-
tion of papers written by the researchers employed at the Institute was published,
including one of Gostuski’s most important texts: “Les sciences musicales — modéles
de méthode interdisciplinaire de recherche” (Toctymxu/Gostuski 1973b).



180

MY3UKOAOTHUJA / MUSICOLOGY 22-2017

In the mid-1970s Gostuski reached the zenith of his career. From 1974 to 1978 he
was Director of the Institute of Musicology. From 1974 he initiated and ran an interdis-
ciplinary panel Discussions about Sciences and Arts —locally known as Tuesday Academy
— which had a special place in the cultural history of Belgrade and among the intellec-
tual elite of the time.*

However, an important question arises: which key musicological, theoretical and
aesthetic issues Gostuski was dealing with from the beginning of the 1950s until the
moment he was recognized as President of the Organizing Committee of the Belgrade
Colloquium on Semiotics of Music, a member of its Scientific Committee, as well as
one of its most prominent speakers?

If one should try to compile the list of main topics that Gostugki was occupied
with in the first two decades of his work according to the chronology of published
articles, it becomes evident that his central topics were: musical memory, qualita-
tive rhythm, accent in music, the psychological perception of time with its relation to
musical tempi, time... and... space(s) of art(s), questions of the dimensions of time(s)
of arts, concerning the evolution of styles, and - last but not least — the issues related
to musical meaning, as articulated within the author’s discussions on realism, artistic
progress, the relationship between Western and Eastern art histories and also within
the most delicate topic of universality in the processes of artistic evolutions.

It is very important to stress several other facts concerning Gostuski’s fundamental
theoretical/aesthetical standpoints. Being the only and - it is worth mentioning —
in many respects a very unconventional representative of comparative morphology
aesthetics in the former Yugoslavia and the Balkans, Gostuski acted alone, as a kind
of a modern-day lonely Pythagorean, firmly believing in several basic truths/laws that

4 This unconventional, ‘open university on free thinking’ (Mladen Srbinovi¢) was conceived by
Gostuski as a sort of renewal of the idea of the Renaissance Camerata, as a lively, dynamic labo-
ratory of the mind, where leading musicians, painters and art historians, linguists and ethno-
graphers, physicists and mathematicians, biologists and psychologists, philosophers and psyc-
hiatrists, cultural anthropologists et al. were “joining forces and breaking spears”.. Over the
course of 145 debates, which were always preceded by a lecture delivered by a selected keynote
speaker, the topics of discussion related to the origins and the future of arts, the essence of Being,
human genetics, the mentality of our people, black holes, the revolving nature of the direc-
tion of time and “other incredible things that are, unfortunately, permitted by scientific and
philosophical thought, despite the views of normal people (Gostugki)” (Tomasevié¢ 2017: 20).
On the occasion of the 4oth anniversary of the Discussions...., on 6 June 2013, the Historiography
Department of the Serbian Broadcasting Corporation (RTS) and the team behind the TV show Trezor
[Treasury] (with its Editor-in-Chief Bojana Andri¢) filmed two programs at the Club of SASA enti-
tled Utorni¢ka akademija Dragutina Gostuskog [Dragutin Gostuski’s Tuesday Academy]. The show
was hosted by Prvoslav S. Plav§i¢ who talked to the one-time participants about their recollections
and assessments — among them: psychiatrist Prof. Dr Vladeta Jeroti¢, philosopher and sociologist Dr
Milo§ Nemanjié, nuclear physicist Dr Vladimir Ajdaci¢, linguist Prof. Dr Ranko Bugarski, composer
and academician Vlastimir Trajkovi¢, psychiatrist Prof. Dr Stevan Petrovi¢, art historian Prof. Dr Zarko
Vidovi¢ and the author of this text, Dr. Katarina Tomasevi¢. The programs first aired on 12 February
2015 (Tomasevi¢ 2017: 20-21).
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governed the world of arts from ancient to modern times. The first of his laws was that
the phenomenon of beauty is an absolute, irrefutable and indestructible aesthetic fact.
His second belief/rule was that a basic constituent of beauty for all the arts is harmony,
and the third was the necessity to fulfill a complete program of artistic evolution in
all of its disciplines — as a kind of a universal generative process, similar to mathema-
tical analogues: algorithms, recursions, and the like.

During the 1960s, following the latest development trends in the humanities with
great curiosity (naturally, with an accent on the science of music) and the results
of the (then) new and promising discipline of cognitive psychology, in addition to
being vividly and broadly interested in the discoveries in the fields of mathematics
and natural sciences — from physics, astronomy and acoustics to cybernetics, mole-
cular biology and genetics — Dragutin Gostuski developed an attraction to the latest
results in contemporary linguistics. The beginnings of modern linguistics in Serbia
can also be traced from the early 1960s, thanks to the key contributions of Dr. Pavle
Ivi¢ and Dr. Milka Ivi¢, and later, in the early 1970s — with the work of their very
prominent successor, Dr. Ranko Bugarski — the discipline reached one of its peaks.
Bugarski, whose name today is internationally recognized in linguistic circles, colla-
borated closely with Dragutin Gostuski in the early 1970s, when the question of music
semiotics came into focus. As the author of the report on the First International
Colloquium on Semiotics of Music, published soon after the end of the Colloquium
in the journal Kultura,’ Bugarski was Gostuski’s main consultant on the topics and
methods of contemporary linguistics.

Recently I had the wonderful opportunity to learn directly from Bugarski that
Gostuski was quite well acquainted with the key concepts and history of lingui-
stics, from Ferdinand de Saussure, to the representatives of the Prague School - Jan
Mukarovsky and Roman Jakobson - to Noam Chomsky and his revolutionary achie-
vements of formal languages and formal grammars. We should mention that the work
of Chomsky was preceded by investigations of formal systems in mathematical logic,
where syntactic formalism - a full formalization, with the method of interpretation of
one formal system in another as part of the investigations of the fundamental proper-
ties of mathematical theories and corresponding semantics, the model theory — was
fully achieved earlier, after a long history of conceptual development.

THE FIRST COLLOQUIUM ON THE SEMIOTICS OF MUSIC

The questions of the delicate relationship between contemporary linguistics and the
semiotics of music were not at all new to Dragutin Gostuski when, in May 1973, he
received a letter from Pesaro, signed by Maria Augusta Pecchia. This letter has not
been preserved, but, from Gostuski’s answer (dated 22 May 1973), it is obvious that
the subject was the invitation to participate in the First Colloquium on the Semio-
tics of Music [Figure 1].

5 This important review (Bugarski 1973) will be discussed in more detail toward the end of this article.
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Belgrade, le 22,5.,1973.

Chdre Madame,

C%est evec plaisir que j*accepte votre aimable
invitation de participer au congrds - séminaire "Sémiologie
de la musique",

Je dois vous informer d'ailleurs que je suis, depuis
longtemps Aéjd, au courant de toutes les préparations pour
le congrds. Sachant que je mPoccupe des questions esthétiques
concernant les thdmes du congrds, M. Deliba¥ié s'adressa d
moi dds le début afin de me consulter sur plusieurs probldmes,
Ainsi je me sens un peu comme 1%un des organisateurs,

Le sujet de ma i ion ra les
ces entre les notions de musique de réalité et de langue. Puis-je
vous prier cependant de m'attendre wn peu pour le titre defini-
tif? Je serai occupé un certain temps encore par un travail
trds important. Aussi vous serai-je trds reconnaissant si vous
pourriez m*indiquer la longueur maximum du texte,

En vous remerciant encore, je vous prie, chfre Hadame,
de 1 de mes 4 les plus distingués.

DT Dragutin Gostuski

Letter of Dragutin Gostuski to Maria Augusta Pecchia

In his polite response, Gostuski expresses his warm thanks for the invitation, indica-
ting the topic of his future paper. However, in order to reconstruct the “history” of the
Colloquium, and, particularly, the background of Gostuski’s appointment as President
of the Organizing Committee (in front of the Institute of Musicology) and a member
of the Scientific Committee — whose other two members were Prof. Gino Stefani and
Prof. Pino Paioni - it is important to emphasize that in his answer Gostugki says that
— thanks to Mr. [Predrag] Delibasi¢ — he was by that time “broadly familiar with the
initiative” and already felt like “a member of the organizing team.”

In order to answer the question “Who, then, was Mr. Predrag Delibasi¢, who intro-
duced Gostugki to the initiative?”, another small research was required. Delibasi¢ was
a film and theatre director, who, upon graduation in Belgrade, went to Rome in 1959
to study at the Experimental Cinematography Center (Centro Sperimentale di Cine-
matografia), shortly after being appointed Professor at the Faculty of Dramatic Arts in
Belgrade. Thanks to his fruitful collaboration with his Italian colleagues, in 1970 Deli-
basi¢ initiated the establishment of the Center for Cultural Initiative (Centro di Inizi-
ativa Culturale), based in Pesaro. The founders of this institution were the Univer-
sity of Arts in Belgrade and the University of Urbino (Italy). The Center was active
from 1970 to 1974. Among other activities, the same institution organized exhibitions
of Yugoslav artists in Italy, a concert of Belgrade’s leading female choir “Collegium
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Musicum” with its conductor Darinka Mati¢-Marovi¢, career retrospectives of promi-
nent film directors Zivojin Pavlovi¢ and Dugan Makavejev; and the First Colloquium
on the Semiotics of Music was an achievement of the same institution.

Prof. Dr. Maria Augusta Pecchia, on the Italian side, and Prof. Dragoslav Stojanovi¢-
Sip (also a member of the Organizing Committee of the Colloquium), on the Yugoslav
side, were appointed to head the Center. However, it seems that all credit for the initi-
ative for the first international gathering of music semioticians went to Gino Stefani —
at that time appointed professor at the Conservatori di Pesaro, LAquila e Parma. The
confirmation for this assumption can be found in Jean-Jacques Nattiez and Katharine
Ellis’s article “Reflections on the Development of Semiology in Music” (Nattiez & Ellis
1989). Possibly, the first list of invited speakers was also made by Stefani.®

From the next letter Gostuski received from Maria Augusta Pecchia (dated 11 July
1973), [Figure 2] we can reconstruct that, in the beginning, Prof. Dusan Skovran,
Dean of the Belgrade Music Academy, was the main correspondent with the organi-
zers in Italy. Later on, and, particularly in the final stages of the preparations for the
Congress, Gostuski became the leading person from the Yugoslav side as one of the
main organizers at the Institute of Musicology.

oy e e
e e Stz Accademis dello ant dt Beograd
Comune di Pesaro
11000 Beograd / Jugoslavija Comune di Urbino
Raijceva 10 Universita di Urbino
e e S S 0 unine

Pesaro, 11.7.73

PROF, DRAGOTIN GOSTUSKT
Muzikoloski Institut Akademjie
nanka SRS
BEOGRAD

Jugodlavia

Cher Monsieur,

notre Centre a organisé pour les
Jjournées 17-21 octobre 1973 & Beograd un con -
grés-séminaire sous le titre "Sémiologie de la
musique".

Le doyen de 1'Academie de Musique de Beo-
grad, prof. skovran, nous a signalé, depuis
peu de jours, votre nom, et nous sommes heureux
de vous inviter & parteciper au congrés.

Le sujét general sur lequel nous vous de =
mandons- wne intervention serait : "Analyse,
theorie, sémantique musicale"; nous attendons
cependant de votre part un titre plus restrait
e nlus précis,

Nous comtons beaucoup sur votre partecipa
tions. Clest pourquoi nous vous solecitons u-
ne réponse, q'on espere positive, le plus vite
possible, g

Avec nos meilleures salutations,-

Lé B-es’dent
(Prof.Mat‘id Augusta Pecchia)

Maria Augusta Pecchia’s Letter to Dragutin Gostuski

6 In 1977, three years after the Belgrade Colloquium, Prof. Stefani founded the Department of Music

Semiotics in Bologna, and later — in Rome.
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As to the next letter, with the Colloquium’s first preliminary program, I would like to
point out several details. First, the initial idea was that the Colloquium would start
with Gino Stefani’s keynote lecture; all the other participants’ presentations were
divided into sessions. A report by Carl Dahlhaus entitled “Theorie der musikalischen
analyse” was scheduled for the second day. From a later letter (signed by Dr. Fran-
cesco Sorlini), found in Gostuski’s Legacy, we learn that “because of a misunderstan-
ding, Carl Dahlhaus was obliged to revoke his participation.” The first round table, on
the topic Semiotics, Theory and Analyses, and with the leading Slovenian musicologist
Dragotin Cvetko as its chairman, was planned for the third day of the congress. In
the final part of the letter, it was stressed that the official languages of the Colloquium
would be French and English; there was also a note saying that “it is essential that the
participants submit the texts of their papers in English, French, German or Italian, by
September 15. All texts will then be translated into English, French and Serbo-Croa-
tian, and distributed to the participants at the beginning of the Colloquium.” It was
also said that simultaneous translation from English and French into Serbo-Croatian
would be provided, but only at the request of the audience during the discussions
[Figures 3/1and 3/2]

61100 pesara / lalia Enti fondatori

via G. Rossini

e . Accademia delle arti di Beagrad
telofono 0721/64452 e Ans

Com:
11000 Beograd / Jugoslavija  Comune di
0 s

Raijceva niversita o
tel. 011/623391 Accademia belle arti di Urbino

PITELLA: Metrica e ritmo nel canto di tradizione

ONI - CARLC JACOBONI: Un'analisi computazionale dei

gencrative thoory of §

que (sujet provi-

ovisoire)
iologique ?

ve de 1a musique: approche structura
lc

Maria Augusta Pecchia’s letter to Gostuski (August, the 3rd) with preliminary Colloquium program

Notes found in Gostuski’s Legacy confirm that Gino Stefani visited Belgrade in early
October. According to Gostuski’s preparatory notes for the meeting, it is very likely
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that the meeting of the Organizing Committee was held on 4 October. The second
version of the preliminary program shows some of the outcomes of that meeting
[Figure 4]

~—> 17 octobre

17 october

1630 n Salut du Recteur de I'Académie des Arts de
4.30 p.m. Belgrade et du Président du Centro di Inizia

tiva Culturale de Pesaro.

19 octobre

19 october

Bjorn Lindblom, Johan Sundberg (Stock-
™ holm): A generative theory of swedish nur-

sery tunes / Une théorie générative d’un re

Michel Imberty (Paris): Sémantique de la mu-
sique: approche structurale, approche expé
riméntale / Semantics of music: structural and
experimental approaches

Welcome of the Director of the Academy of cueil de chansons enfantines suédoises 1630n Ivan Focht (Zagreb): Esthétique et sémioti-
Art, Belgrade and of the President of Centro 4305.m.que / Aesthetics and semiotics
di Iniziativa Culturale, Pesaro. Mario Baroni, Carlo Jacoboni (Bologna): Un’
analisi computazionale dei corali di Ivo Supici¢ (Zagreb): Problémes de la signifi-
" Gino Stefani {Roma): Situazione della semio- Bach / Une analyse computationelle des cho- cation en musique / Problems of the meaning
| tica musicale / Situation de la sémiotique mu rals de J.S.Bach /A computer analysis of in music
| sicale / Trends in semiotics of music J.S.Bach’s chorals
Célestin Deliége (Bruxelles): Théorie et prati-
Dragutin_ Gostuski (Beograd): Musique, lan- Table ronde: Sémiotique, théorie, analyse que de I'analyse structurelle / Theory and
| gage, réalité / Music, language, reality. —>(président possible Reiner Kluge, Berlin, practice of structural analysis
[ DDR)
_ - Round table: Semiotics, theory and analysis
18 octobre (possible chairman, Reiner Kluge, Berlino 21 octobre
18 october DDR) 10n 21 october
930n Jaroslav Jiranek (Praha): Situation de la sé- 1on  Table ronde: Conclusions (présidée par Pino
930 a.m. miotique musicale en Tchecoslovaqu\e / Tren- Dusan Kostié¢ (Beograd): Musique et commu- 10am. Pajoni, Urbino)

ds in semiotics of music in CSSR

Diego Carpitella (Roma): Sistema metrico
sistema ritmico nel canto popolare / Systéme
métrique et systéme rytmique dans le chant
populaire / Metric and rhythmic systems in
folksong.

Simha Arom (Paris): La méthode distributio-
nelle en ethnomusicologie / The distributional
approach in ethnomusicology

16,30 h David Osmond-Smith (Brighton): Iconic rela-
430 p.m.tions within formal ~transformation / Rela-

tions iconiques dans la transformation for-
melle.

Erhard Karkoschcka (Stuttgart): Ueber Exak
theit in Musikanalyse / Méthodes exactes dans
I'analyse musicale / Exact methods in musical
analysis

Jean-Jacques Nattiez (Montreal): De I'analyse
taxinomique  la caractérisation stylistique /
From Taxonomic Analysis to Stylistic Charac-
terization

160
4.30 p.m. pication / Music and communication

Boris Porena (Roma): Musica/societa: una
questione _ semiologica? / Musique/société:
une question sémiotique? / Music and so-
ciety: a semiotic problem?

Boris Gasparov (Tartu): Some descriptive pro-
blems of musical semantics / Quelques pro-
bléms descriptifs de la sémantique musicale

20 octobre
20 october

,30h  lvan Vitanyi (Budapest): Semiotics of stan-
930 a.m. gard musical language / Sémiotique des lan-

gages musicaux de masse

Tibor Kneif (Berlin BRD): Theorie der Bedeu-
tung in der Musik / Théorie de la signification
en musique / Theory of meaning in music

Otto E. Laske (Utrecht): Basic problems of a
procedural semantic theory for music / Fon-
dements d'une_théorie sémantique procé:
durale de la musique

Round table: Conclusions (chairman: Pino
Paioni, Urbino)

First International Colloquium on Semiotics of Music: second preliminary program

It is quite possible that the program was printed in Italy, on the very eve of the
Colloquium. Until then, full texts of the reports were available to the members of
the Scientific Committee; having a full insight into the contents of the reports, they
were able to make a completely new program. According to this version, the first two
introductory lectures were supposed to be delivered by Gino Stefani and Dragutin
Gostuski. Prof. Dr. Reiner Kluge (Berlin) was announced - instead of Dragotin
Cvetko — as a “possible chairman” for the round table on Semiotics, Theory and Anal-
yses.

When the Colloquium was about to start, the final version of the program, printed
in Belgrade, was waiting for the participants and numerous invited guests’ [Figures
sand 6]. It should be noted here that the Center for Cultural Initiative and the Insti-
tute of Musicology SASA are listed as the two main organizers.

An inspection of records from Gostuski’s Legacy clearly shows that Gostuski
himself took care of many of the required activities. For instance, it contains a copy
of the original invitation [Figure 7], the accompanying letter [Figure 8], and a long list
with the names and addresses of the invited guests from Belgrade and other univer-
sity and cultural centers of the former Yugoslavia.

7 Cf. also the web archive of Studentski kulturni centar [Student Cultural Center]: http://www.arhi-
vaskc.org.rs/hronografije-programa/muzicki-program/43-1973102/ 4682-17-21-oktobar-1973.html



186

MY3UKOAOTHUJA / MUSICOLOGY 22-2017

MEPUNARODNI
NAUCNI SKUP
O SEMIOTICI MUZIKE

*

INTERNATIONAL
COLLOQUIUM
ON SEMIOTICS OF MUSIC

*

COLLOQUE INTERNATIONAL
SUR LA SEMIOTIQUE
DE LA MUSIQUE

First International Colloquium on Semiotics of Music: final program;, front page

Centar za

11000 Beograd/Jugoslavija
kulturnu inicijativu

Rajiceva 10

Centro
d'Iniziative culturale

61100 Pesaro/Italia

Osnivaci

Umetnicka akademija Beograd
Muzicka akademil
Akademija za likovne umetnosti

Akademija za primenjene umetnosti
Akademija za pozoriste, film, radio i televiziju
Provincia di Pesaro e Urbino

Comune di Pesaro

Comune di Urbino

Universita degli studi di Urbino

Accademia delle Belle Arti di Urbino

Odbor skupa

Fino Paioni
Gino Stefani
sancaesco Sorlini

Dragutin Gostuski
Dragoslav
Stojanovié-SIP
Dusan Skovran
Branislava Saper
Vladan Radovanovi¢
Predrag Delibasic
Petar Teslié

Otvaranje skupa

u Koncertnoj dvorani Studentskog kulturnog centra,
Beograd, MarSala Tita 48,

17. oktobra u 18,00 Casova

Muziéki program

Hor Muzitke akademie

Colloguium Musicum

dirigent: Darinka : “ti¢ Marovie

18. OKTOBAR \
9,30 Eas.
Focetak rada skupa

Gino STEFANI (Roma): Situacija u muzickoj semiotici 1
Dragutin GOSTUSKI (Beograd): Realnost, jezik, muzika
Henri POUSSEUR (Liége): Analiza, teorije, semantika |
Jaroslav JIRANEK (Praha): Situacija u muzickoj semioti
u CSSR

Diego CARPITELLA {Roma): Metrika i ritam u tradicional-

LT ugCnCN pevan B

Simha AROM (Paris): Distribucionalni metod u &tnomuz!
kologiji

16,30 cas.

David OSMOND-S ITH (Brighton): Formalni ikonizam u M
muzici

Erhard KARKOSCHKA (Stuttgart).
ickoj analizi

Jean Jacques NATTIEZ (Montreal)
analize do stilisticke formalizacije

Nauéni metodi u mu-

0d distribucionalne

19. OKTOBAR
9,30 Cas.
Bjorn LINDBLOM-Johan SUNDBERG (Stockholm): Genera- |
tivna teorija svedskih uspavanki |
Reiner KLUGE (Berlin, DDR): Kompjuter i analiza

Mario BARONI-Carlo JACOBONI (Bologna): Kompjuterska
analiza Bahovih korala

OKRUGLI STO: Semi

ik, teorija | analiza
16,30 cas.
Dusan KOSTIC (Beograd): Muzika i komunikacija

Doris PORENA (Roma): Muzika/drustvo:  semiolosko
pitanje?
Boris GASPAROV (Tartu): Neki deskriptivni ~problemi

ruzicke semantike

20. OKTOBAR

930 cas.

Ivan VITANYI (Budapest): Struktura opstih idioma u muzici
muzicl -
Tibor KNEIF (Berlin, BRD): Teorija znacenja u muzici
Otto LASKE (Utrecht): Osnovni problemi _proceduralne
semanticke teorije u muzici

Michel IMBERTY (Paris): Semantika muzike: strukturalni
pristup, eksperimentalni pristup

16,30 cas.
Ivan FOCHT (Zagreb): Estetika i semiotika
Ivo SUPICIC (Zagreb): Problemi znacenja u muzici

Célestin DELIEGE (Bruxelles): Teorija i praksa strukturalne
analize

21. OKTOBAR
10 &as.

OKRUGLI STO: Zakljuéci
(Predsedava Pino PAIONI — Urbino)

Stampa: Sroostampa: — Beograd, Dobratina 0

First International Colloquium on Semiotics of Music: final program: inner pages




187

KATARINA TOMASEVIC
DRAGUTIN GOSTUSKI AND THE SEMIOTICS OF MUSIC

Odbsr Medunarsdnog nauénsg skupa za semictibu muzike

moli

da prisustouje svetanom otvaranju skupa i koktelu keji ée se odeZati

u Seedu, 77. oktobra u 18 éadssa.

Dosrana Studentsdkog kulturnsg centra, Macdala Tita 48

Invitation for the Colloquium opening ceremony and buffet

0d 17. do 21, oktobra odriaée se u Beogradu, u sali Student-
skog kulturnog centra medjunarodni naudni skup ma kome ée se ras-
pravljati o semiotici musike. PodseSamo Vas da se radi o JednoJ
novej ali tremutno veoma aktuelnoj naudnoj diseiplini, koja osim
musikologije veoma ¥iroko ukljuuje i druge oblasti, pre svega
filozofiju 4 estetiku, a posebno lingvistiku., Organizatori skupa
su Centar ¥s kulturmu inicijativu 4 Musikolokki institut Srpske
akademije nauka i ucﬁo-th Dodajemo, u koliko Vam to moZda nije
posnato, da pomenuti emtar predstavlja organizaciju &iji Je cilj
uspostavljenje stalne umetniike i nau¥ne sarednje izmedju beograd-
ske Umetnilke akademije s jedne strane, a s druge italijanskog
grada Pesara i universiteta u Urbinu,

Molili bismo Vas, da upoznate sarednike VaSe ustanove sa
ovim pismom. Bili bismo veoma sreéni ako bi neko od njih bio
sainteresovan da ulestvuje u redu skupa, pre svega u diskusijéma.

U prilogu dostavljamo program. U koliko imate potrebe za
naknadnin obavestenjima mo¥ete se obratiti na sledeéu adresu:

Us kolegijalne pozdreve

dr Dregutin Gostuski
predsednik 8dbore

Invitation letter (scetch), “signed” by Dragutin Gostuski as a president of the Organizing committee
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The list of invitees speaks of the great thoughtfulness, devotion and ambition that
went into the preparation of the congress. It is worth giving an overview of the invi-
tees. First of all, scholars from several departments of the Belgrade Faculty of Philo-
logy were invited (Department of Serbo-Croatian Language and General Linguistics;
Department of World Literature; Department of Yugoslav Literature; Department
of French Language and Literature; Department of Oriental Studies). Personal invi-
tations were sent to leading linguists — Prof. Dr. Pavle Ivi¢ and Prof. Dr. Milka Ivi¢,
Prof. Dr. Ranko Bugarski, and eminent professors Dr. Niksa Stip¢evi¢ and Dr. Pera
Polovina. The list of institutions includes Faculty of Philosophy in Zagreb (personal
invitations were sent to Prof. Dr. Zdenko Skreb and Prof. Dr. Radoslav Kati¢i¢) and
The Institute of Literature and Arts, Belgrade (a personal invitation was sent to Dr.
Predrag Palavestra). Personal invitations were also sent to: leading art historians (Prof.
Dr. Dejan Medakovi¢ and Prof. Dr. Miodrag Proti¢); leading philosophers and aesthe-
ticians (Prof. Dr. Sveta Luki¢, Prof. Dr. Dragan Jeremi¢, Prof. Dr. Mihailo Markovi¢,
Prof. Danko Grli¢*); distinguished writers and literary historians (Dr. Milorad Pavi¢
and Dr. Svetozar Brki¢); leading journalists who prepared features on art in printed
and electronic media (e.g. Dragoslav Adamovi¢, Olga Bozi¢kovi¢, Feliks Pasi¢); finally,
leading persons in the state, republic, city and the Serbian Academy of Sciences and
Arts administration (Dr. Aleksandar Dedijer, Nemanja Madzarevié¢ — secretary of the
SASA; Zivorad Zika Bogdanovi¢, Dr. Milo$ Stamboli¢ et al.).

Being the first international scientific conference on music organized in Belgrade
after World War II, the Colloquium was, in Gostu$ki’s mind, certain to become an
important date in the history of national humanities and music scholarship. More-
over, its importance in the wider international context is highlighted when we take
into account that it preceded the first, the biggest and the most important world
gathering of semioticians — the First Congress of IASS/AIS (International Associa-
tion for Semiotic Studies) — held in Milan in 1974.° During the Belgrade Colloquium,
leading scholars from eleven countries, both from the West and the East, delivered
twenty-two lectures. Here are the names of participants whose papers were presented
(some of them could not be there in person, but sent their texts), listed by countries:

— Belgium: Célestin Deliege (Brussels);

— Canada: Jean-Jacques Nattiez (Montreal);

— Czechoslovakia: Jaroslav Jiranek (Prague);

- Germany (both FDR and GDR): Erhard Karkoschka (Stuttgart), Reiner —
Kluge (Berlin), Tibor Kneif (Berlin);

8 At that time Grli¢ taught at the Faculty of Philosophy in Belgrade; in 1974 he transferred to the Faculty of
Philosophy in Zagreb, where he served as Head of the Department of Aesthetics until his death in 1984.

9 In his “Preface” to the Proceedings of the Milan Congress, held under the title A Semiotic Landscape
(Chatman, Eco & Klinkenberg 1979: v), Umberto Eco clarifies the objectives of this very first IASS-
AIS Congress. Both the organizers and the participants “had a fundamental and ‘archaeological’ task:
they not only had to discuss the state of the discipline but also 1) the right of the discipline to exist, 2)
its history, and 3) the possibility of providing the discipline with a unified methodology and a unified

objective” See: http://iass-ais.org/congresses/world-congresses/
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- Hungary: Ivan Vitényi (Budapest);

— France: Simha Arom (Paris), Michel Imberty (Paris), Henri Pousser (Liege);

— Italy: Mario Baroni (Bologna), Diego Carpitella (Rome), Carlo Jacobini
(Bologna), Pino Paioni (Urbino), Boris Porena (Rome), Gino Stefani (Rome)

— Netherlands: Otto Laske (Utrecht);

— USSR: Boris Mihailovich Gasparov (Tartu);

— United Kingdom: David Osmond-Smith (Brighton);

- Yugoslavia: Dragutin Gostuski (Belgrade), Dusan Kosti¢ (Belgrade), Ivan

Focht (Zagreb), Ivo Supici¢ (Zagreb).

The overall interdisciplinarity was secured by the fact that the list of participants
included distinguished linguists, aestheticians, philosophers, sociologists, physicists,
musicologists and composers. It was of the greatest importance for music semiotics as
a discipline that the Colloquium was a venue for the encounter and vivid discussions
of many scholars who would go on to assume leading positions by giving valuable
contributions to the field (e.g. Mario Baroni, Michel Imberty, Jean-Jacques Nattiez,
David Osmond-Smith, Gino Stefani).

IMAGINARY DIALOGUES

While researching Gostuski’s Legacy, I discovered two folders with extensive excerpts
from the author’s reading material while he was preparing his Colloquium report
Réalité, musique, langage. Contrubution a I'étude du probléme de la signification. The
material in each of them includes over two hundred pages of manuscripts, from which
it was possible to reconstruct accurately the full list of sources. These folders provide
evidence that Gostuski was very well acquainted with the biographies and works of
some of the most prominent participants and that he was preparing himself for the
upcoming meetings with them with the fullest attention. However, even more intere-
sting and provocative parts of the excerpts are Gostuski’s sharply insightful and visi-
onary critical comments: in his imaginary dialogues with other authors, Gostuski
often reflects on his own, already established views, observations and conclusions.
Here is the list of works carefully studied and commented on by Gostuski:

Folder SEMIOTICS (Selection of sources)

1. Jean-Jacques Nattiez (1971) “Situation de la sémiologie musical” Musique
en Jeu s: 3—18.

2. Nicolas Ruwet (1967) “Musicologie et linguistique.” Revue International des
Sciences Sociales XIX/1: 83-93.

3. Pierre Schaeffer (1966) Traité des object musicaux. Paris: Editions du Seuil.

4. Roland Harweg (1971) “Langage et musique. Une approche immanente et
sémiotique.” Musique en Jeu 5: 19—30.

5.Jean-Jacques Nattiez (1973) “Trois modeles linguistique pour I'analyse musi-
cale” Musique en Jeu 10: 3-11.

6. Nicolas Ruwet (1972) Langage. Musique. Poésie, Paris: Editions du Seuil,
col. “Poétique”
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7. Charles L. Boilés (1973) “Sémiotique de I'ethnomusicologie.” Musique en
Jeu10: 34—41.
8. Robin Cooper (1973) “Proposition pour un modele transformational de
description musicale.” Musique en Jeu 10: 70—88.
9. Deryck Cooke (1959) The Language of Music. Oxford: Oxford University Press.
10. Leonard B. Meyer (1967) Music, the Arts, and Ideas. Chicago: University
of Chicago Press.
11. Roman Jakobson (1973) “Musicologie et linguistique.” Musique en Jeu 10: 57-59.
12. Bruno Nettl (1973) “De quelques méthodes linguistiques appliquées a I'ana-
lyse musicale.” Musique en Jeu 10: 61-65.
13. William Bright (1973) “Points de contact entre langage et musique.” Musique
en Jeu 10: 67—73.
14. George P. Springer (1971) “La langage et la musique parallelism et diver-
gences.” Musique an Jeu 5: 31-43.
15. Umberto Eco (1971) “Pensée structural et pensée serielle.” Musique en Jeu
§: 45-56.
16. Francois-Bernard Méche (1971) “Méthodes linguistiques et musicologie.”
Musique en Jeu §: 75-91.

The list in the folder LINGUISTICS is much shorter, although no less relevant:

Folder LINGUISTICS (Selection of sources)

1. Etienne Souriau (1970) “La musique est-elle un langage?” The International
Review of Music Aesthetics and Sociology 1: 97-99.

2. Ferdinand de Sosir (1969) Opsta lingvistika. [ Translated by Sreten Marié.
Foreword by Sreten Mari¢: Sosirova lingvistika i misao o ¢oveku (IX-XLI).]
Beograd: Nolit (Biblioteka ,Sazvezda“) [N.B. The first translation of de
Saussure’s book Cours de linguistique génerale into Serbian, according to the
second edition (1949), Paris: Payot.]

3. Blanka Horacek (1964) Kunstprinzipien der Satzgestaltung. Studien zu einer
inhalbtbezongen Syntax der Deutschen Dichtersprache. Wien: Osterreichische
Akademie der Wissenschaften.

4. Roman Jakobson (1966) Lingvistika i poetika. Beograd: Nolit. [N.B. A collec-
tion of Jakobson’s seminal studies translated into Serbian, with a Foreword
by Milka Ivi¢. ]

The list of sources shows convincingly that Gostuski’s research was focused on the
most up-to-date and relevant achievements in both fields. However, his comments
in the margins and in separate sheets with notes and observations clearly indicate
that he was preparing for a confrontation with the directions in which the semio-
tics of music was initially steered. What generally differentiated Gostuski from the
majority of musicologists, aestheticians and theorists of music of his time, as well
as music semioticians, was the fact that he was also a composer. His direct insight
into the nature of the creative process of “making music,” paired with his rich expe-
rience and broad knowledge in the field of music perception, provided the base for



191

KATARINA TOMASEVIC
DRAGUTIN GOSTUSKI AND THE SEMIOTICS OF MUSIC

the emerging of his specific approach to the semiotics of music, which differed quite
radically from the views of his distinguished contemporaries, including those who
would participate in the Colloquium. Delivering his lecture immediately after Gino
Stefani’s speech, Dragutin Gostuski openly invited his present colleagues to rethink
and revise the initial methodological standpoints of the discipline.

ECHOES OF REALITY — MUSIC — LANGUAGE

Together with the majority of lectures/texts by other participants, Gostuski’s Legacy
at the Institute of Musicology SASA houses several typewritten copies of his own
talk. The original text was written in French; there are also several copies in Serbian,
translated by the author himself, and several Summaries, translated into English by
an (unknown) professional translator. Here is Gostuski’s Summary:

Dragutin Gostuski
Reality, Music, Language
A Contribution to the Study of the Problem of Meaning

As the situation today shows, to speak about the semiology of music means to
speak primarily about the relation between music and language.
Theoretically, linguistics and musicology seem to have entered into partner-
ship in order to solve problems of common interest: in practice, it is a question
of the application of linguistic methods in music. But such a procedure can be
justified neither historically nor scientifically. Language is indifferent to lingu-
istics, but music is not indifferent to musicology.

The basic question in music, the problem of style, has a correlative in lingui-
stics, a fact that disqualifies linguistics as a method applicable in musical anal-
ysis.

We are confronted with the stretching out of a science whose subject is not
precisely defined - the language, towards art. The creator of the code is a musi-
cian. The decoder is a linguist. The remaining problem is whether or not such
a procedure is legitimate. No serious attempt has yet been made to prove that
a linguistic code has something in common with a musical one. Furthermore,
as is well-known, linguistics has not yet settled its relations with the art which
is much closer to it — poetry.

Up to the present, every endeavor to use music as an experimental field of
linguistics has produced little beyond certain rudiments of the stylistic anal-
ysis of compositions that are already part of the history. It is necessary to point
out that music has little need of new procedures of that kind. What is really
necessary for music, in a highly dramatic form, is help in the construction of
new system which will be as firm and logical as it was the system of functi-
onal harmony.

The theory of the screen. — The fundamental function of language is represen-
tation. This function is realized through the symbolization of objects, pheno-
mena and states. This characteristic makes language (at least theoretically) far
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more akin to painting and sculpture than music. It is the necessary judgment
of aesthetical thought which ought to prevail in this matter.

Direct communication with the world of positive facts is called “realism.”
Between the so-called “real world” and its interpretation (artistic, linguistic,
scientific) stands a determined system, constructed beforehand with its own
laws. It represents a kind of a screen on which every fact received is diffracted,
as though according to the laws of diffraction. So, for example, the construc-
tion of poetry is in every respect analogous to the construction of the other
arts and, consequently, all aesthetic laws should be equally valid here. The
theory of the screen is thus valid for all the arts without exception, because it
is, inter alia, one of the general laws of perception.

Having in mind Gostuski’s path towards the semiotics of music, discussed in the first
part of this article, and the seriousness of his research depicted in the previous part,
one can easily conclude that the theory of the screen quoted above is the author’s
most important and most mature theoretical achievement. At the same time, with
this theory, elaborated in detail during the lecture, Gostuski offered one possible
methodological tool for future semiotic investigations. What were the echoes of his
attempts can be learned from two important reviews that appeared shortly after the
end of the Colloquium.

The author of the first, already mentioned review, published in Belgrade’s
renowned journal Kultura, was the distinguished linguist Ranko Bugarski. Commen-
ting on the animated and sharp polemical discussions between the participants of the
Colloquium, Bugarski calls attention to the fact that the main reason for the debates
was the strong tendency among the guests from abroad towards neglecting the results
of contemporary philosophical-sociological and experimentally psychological rese-
arch. Moreover, as Bugarski says, “without any serious competition, the approach
from the perspective of theoretical and descriptive linguistics dominated” (Bugarski
1973: 148).

Fundamentally opposed to this mainstream, Gostuski’s contribution apparently
gave the strongest impulses for discussions, which resulted — as we read in another,
more elaborated review by Ljiljana Kristl — in dividing the participants into two oppo-
sing groups (Kristl 1974). One, obviously larger group was gathered around Jean-
Jacques Nattiez and his conception which “evolved from the Saussurian notion of
semiology, considers linguistics to be applicable in nonlinguistical systems of signs
as a scientific pattern of precise models for the language analysis” (ibid., 334). Views
similar to Gostuski’s were shared by the Hungarian sociologist and aesthetician Ivan
Vitény (b. 1925), the leading Yugoslav sociologist Ivan Supici¢ (b. 1928), and, signi-
ficantly, by the young, then very promising and quite polemical British semiotician
David Osmond-Smith (1946-2007).

Looking at how both reviewers estimated the final results of the first scientific
meeting devoted to the semiotics of music, it seems that the immediate echoes of
Gostuski’s lecture and his proposal for a methodological revision of the starting points
of the discipline made quite an impressive contribution to the general atmosphere
of the Colloquium. However, in spite of my careful and meticulous research into the
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entirety of Gostuski’s Legacy, including his correspondence, one question will remain
unanswered: Why wasn’t his lecture published in the Colloquium Proceedings,
published in Pesaro two years later, since we know that the text had been completely
finished by the beginning of the meeting?* The confirmation of the presumption that
the author was fully satisfied with the content of the lecture can easily be found in the
fact that its full, unchanged version appeared in 1977 in the prestigious journal Inter-
national Review of the Aesthetics and Sociology of Music (Gostuski 1977)," whose initi-
ator and its first Editor-in-Chief was the world-famous sociologist Ivo Supici¢ — one
of the Colloquium’s most prominent participants from Yugoslavia.

Dragutin Gostuski’s theoretical contribution to the field of the semiotics of music
has since been awaiting expert evaluation from the angle of the discipline’s development
trends. I hope that my efforts to draw attention to the author’s major theoretical achieve-
ment will instigate new and fresh interest in his overall work, particularly having in mind
his great enthusiasm and devotion, expressed during the organization of the Belgrade
meeting, as well as his ambition to provide — with his own contribution — a platform
for frank and critical dialogues among the leading music scholars, at a time when music
semiotics as a discipline was in its infancy, more than four decades ago.
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Kainapuna Tomawesuh
APATYTUH ['OCTYIIKY U MY3UYKA CEMUOTHUKA

(CAXETAK)

Ynpkoc ynmenunu Aa je Aparytun Toctymxu (1923-1998) 610 jeaan oa
HHHIHjaToPa, Kao u npeacearnk Opranusanponor opbopa Ipsor melyrapoasor
HAy4YHOT CKYIla O CEMHOTHIIU My3HKe, opAp>kaHoT y Beorpaay 1973. ropuse,
caBpeMeHa HayKa O MY3HIH jOLI yBeK HHUje IOCBETHAA OATOBapajyhy maxisy
3HAYajHO] yAO3HU KOjy je TocTymku ocTBapuo y pa3sBojy AUCIHUIIAMHE KaKO ¥
HAIIMOHAAHOM, TaKO U 'y Mel)yHapOAHOM KOHTEKCTY. JOII YBeK HHje Y AOBOAHO]
MepHU UCTPa’keHa HU €BOAYIMja HeroBUX TEOPHjCKUX ITOTA€AA U AOTIPUHOCA
[POYYaBAIY IPOOAEMA 3HAUE A, BpeMEHA U CIlitiAQ Y YMETHOCTHMA,  KOja Ce MOXKe
IIPATUTH II0YEB OA HErOBUX HajpaHUjHX TEOPH)CKUX PAAOBA C TOYETKA MIEACCETHX
ropuna XX Beka.

Hayynuk epyAUTCKOT 3HaKa, KOMIIO3UTOP U UCTOPUYAP YMETHOCTH I10
06pas3oBamy, TeOpeTHUYAP, MY3UKOAOT U eCTeTHYAp II0 BOKAI[UjH, TaKohe u
HCTAaKHYTH MY3UYKHM KpuTHYap, AparyTus ['ocTymku HeCyMBUBO IpUITaAd
HMHTEAEKTYAAHOj eAUTH CBOTA A0Da. YTeMesHBIIN CBOje HHTEPAUCIIUIIANHAPHO
IPOMHUIIIbAbE O KioYYHUM IIPOOAeMUMA YMETHOCTH H, IIOCEOHO — My3HKe, ¥
MeToAaMa KOMIapaTHBHe ecTeTuke, [oCTyImKu je y cBoje Ioraepe BpAO paHo
HHTETPUCA0 U AOCTUIHYha Tapa caBpeMeHe AMHIBUCTHKE; C II0CEOHOM ITasKEOM
IPOMITHO je ¥ KpUTHYKH pearoBao M Ha IMpBe, MHTePHAIMOHAAHO 3ala)KeHe
pesyarare My3suuke ceMuoTuKe. O peAeBaHTHOCT HerOBHX TeOPHjCKUX KOHIIermaTa
3Ha4erba, 6pemend, gopme U CiliuAd Yy YMETHOCTHMA, KA0 U O YBePASUBOCTHU
BberoBe aHAAM3€e OAHOCA u3Mel)y II0eTCKOT jesnKa 1 My3HKe, HajOUUTAEAHI]e
CBEAOYM IheroBa KamuTaAHa Kibura Bpeme ymeiunociiu (1968). Haxaaocr,
YIIPKOC CBOjeBpeMeHHM HallopHMa ayTopa, OBa 3HAaYajHa CTYAMja HU AO AAHAC
HUje 00jaByeHa HU Ha JeAHOM OA CBETCKHX je3HKa, T€ je, y3 3allaXKeHe U3Y3eTKe,
M30CTaAd M OOMMHHja perieniyja y MelyHapOAHHM KpyroBuMa.

AOCTI/II'aBH.II/I IIOYETKOM CEAAMAECETHUX I'OAMHA IIPOIIAOT BEKA 3€HUT
npodecuonasre 3peaocts, locrymku je 1970. mocrao u aupexrop Mysukosomxor
urcTrTyTa CAHY. C 5%apoM 1 eHTy3yja3MOM IIOKpeHyo je HcTe roauHe Pasiosope
0 Hayyu U yMemHOCIlY, CBOjeBpcaH HaydHU $opyM mocBehen HajakTyeAHHjIM
DUTambHUMa U3 06AaCTI/I INPUPOAHHX H XYMAaHHCTHYKHX HAyKa, KA0 U YMETHOCTH.
ITpobaemu oproca usmelyy jesuika n mysuie, Kao 1 usmelyy Aunisucitiuie i my3ukoAoiuje
Takobe cy, Kao LeHTPaAHH, OMAY pPa3MaTpaHU IIPUAMKOM BHIIE OBUX CYCPeTa,
KOjIMa Cy IPETXOAHAQ YBOAHA IIpepaBarsa Boaeher aunrsucre Parka Byrapckor.
LII/IHJGHI/H_IY Ad je My3H4YKa CEMHOTHKA Y TO BpEME YIIIAA Yy CaMy JKHIKY ITa’Kibe
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Aparyruna Tocrymkor, moTBplyjy 1 IIOAALIM O HErOBOM BEAMKOM 3aAArasy Ad Ce
y Beorpaay, 1973. roaute 1o mpBu Iy T OpraHusyje cycper Tapa Boaehux cerckux
cemmorrrdapa mysuxe. Ha camoj Kondepernuju, [ocTymku je n3aaoxuo pepepar mop
HasuBoM ,Pearnoct. Mysuxa. Jesux. ITpuaor cryaujama mpo6aema sHaversa’ [ Réalite,
musique, langage. Contribution a létude de la problem de la signification], y xojem
je YIIao y OTBOpeHH KPUTHIKU AUJAAOT Ca BOACRHM ayTOpIMa U II0CTABHO OCHOBY
COIICTBeHe ilieopuje eKpana Kao IPeAAOT OITHMAAHOT METOAOAOIIKOT IOAQ3UIITA 32
Oyayhe my3smako-cemuoTIiKe cTpareryje.

OBaj paa uMa 3a Jus Ad YKaXkKe Ha eBOAYIIHjy CEMHOTHYKHX HA€ja ¥ OIyCy
T'ocrymxor, 3aTUM, A2 MCIIUTA ¥ PEKOHCTPYHIIe OKOAHOCTH IIOA KOjHMa Cy ce
OABHjaAe IIpUIIpeMe 33 oap)KaBambe IIpBor MelhyHapoaHOT HaydHOT CKyIa O
CEeMHOTHUIIU My3HKe, KA0 1 A2 OXpabpH HOBA HCTPAKIBAbA KOja OU pasMOTpHA
IleHTPaAHe TeopHjcke omyce ['OCTYIKOT y HCTOPHjCKOM KOHTEKCTY My3HUKe
CeMHOTHKE KO AMCIUIIAMHE.

Kay4aHE PEYM: Aparyrus [ocrymky, Huno Credanu, My3HKOAOIIKY HHCTHTYT
CAHY, IIpsa mehynapopHa xoH$epeHIIHja 0 CEMUOTULIU MYy3HKe, ,PearHocT.
Myszuxka. Jesux”
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MOKPABAITY AEAUMA HACAEAHUKA — OA
ITUTATHE UMHUTAITUJE AO ITUTATHE IIOAEMHKE
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ATICTPAKT

Pyxoseitiu CreBana Mokpamlia IpeACTaBAajy CBOjeBPCTaH KYATYPHU KAHOH, YHjU
Cy IPHMapHU IIOCTYAATH yrpal)eHH y XOpCKa OCTBAPEerha FOTOBO CBHX IIOTOMHX
CPIICKUX KOMITO3UTOPA KOjH CY CTBAPAAHU AeAd MHCITHpHCaHa poakaopom. OBaj aeo
MoxkparueBOr CTBAPAAAIKOT OITyCa OHO je IPeAMeT Pa3HOBPCHHUX MY3HUKOAONIKHX,
MY3HYKOTEOPHUjCKUX U APYTUX BPCTA CTPYYHUX AaHAAM3A. AHAAUTHYIKY AOMETH
TaKBUX PaAOBa MOCAY>Kuhe Ka0 IIApaAUrMa 3a IPUMeHY CrIeljpIIHe METOAOAOTHje
¥l TEPMUHOAOTHje TIpey3eTe (1 ACAMMUMHO peAeUHICAHE, Y CKAAAY 32 3aXTEBUMA
My3UUKOT AUCKypca) us Teopuje yuinatinociuu Ay6paske Opauh Toauh (Oraié
Toli¢ 1990). Lius paaa je aa ce, y3 momoh Teopuje LUTaTHOCTH, NPENO3HA]Y,
HCTpPaKe U KAACUHUKY]y PA3AMYHTH I10jaBHU BUAOBH U BapujaHTe MOKpamueBUX
CTBApaAAUKHUX IPHUHIIUIA Y PyKOBETHMA U CPOAHUM dopMaMa CPIICKUX
KOMITO3UTOPa, MOKpam4eBUX HACACAHHUKA.

KayaHE pEYM: CreBan Mokpamall, pOAKAOPHU LIUTAT, PyKOBETU M CPOAHE
dopme, TeopHja LUTATHOCTH, CPIICKU IIOCAEPATHH KOMIIO3UTOPU

Pyxosertiuma Creparna Moxparblja 4eCTO Cy ce 6aBHAK MY3UKOAO3H, ETHOMY3HKOAO3H I
My3UYKHU TEOPETHIAPH, PASHOAUKHX MPOQHAA M CTPYUHHUX onlpeaeserba. CTBapasadka
AMYHOCT OBOT BEAMKAHA Pa3MaTpPaHa je y My3HKOAOUIKUM, TEOPHjCKO-aHAAUTHYIKHM,
€THOMY3HKOAOUIKHM K APYTHM CTyAHjaMa mocBeheHum Pykoseiliuma, U3 pasAMIuTHX
YTAOBA U ca pa3HOPOAHHX MoAa3HuX cranosumTa (Konjovié 1920; Muaojesuh 1926;
Byukosuh 1968; [1ejouh 1968; Perici¢ 1969b: 303); mpoy4asaHa je y3ajamua Besa

1 sasabozidarevic@gmail.com
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nsmelyy $poAKAOpa 1 caBpeMeHOT CXBaTarba My3HIKe YMETHOCTH, KPO3 OAHOC MEAOAHje
H eHe Haprpaawe y Pykosetiuma (Purié¢-Klajn 1981; Komosuh 1984), ka0 1 opHOC
My3HKe U TeKCTa y chepu IUTaba 0 yMETHHYKOj opuruHasoctu (Mocycosa 1971:
111-135; Xepuuroma 1971: 171-183; Bingulac 1988). O6palben je u acnexr popmasne
cTpykrype Pykoseiliu, Ha 0CHOBY KOMITO3UIIMOHUX ITOCTYTIaKa, My3U4KOT je3HKa U
HaunHa yo6andasarma Mysndkor Toka (OKuskosuh 1957; Tlepranh 1969a). OBaxsu
PAAOBH ITPEACTaBAAjy H3BOP KOPUCHUX HHPOPMAIH)a, jep ce y BehuHM mHX ncTHYe
IapapMrMarcku yTunaj MokpamueBux Pykoseitiu Ha cBa IOTOMWa OCTBapema U3 OBe
KaTeropuje. 3a moTpebe NCTPAKMBAKA CIPOBEACHUX Y OBOj CTYAHjH, MehyTum,
3HAYAjHHUjU Cy Pe3yATaTH papoBa o MokpamyeBuM Pykosetiuma y Kojuma je
AHAAWTHYKA [IAXHA yCMePeHa Ha OHe CerMeHTe MY3HYKOr TOKa momohy kojux ce
yCIIOCTaB&a IUTATHA KOMyHHKaIHja. PapoBH OBe BpcTe 00yxXBaTajy HU3 MpobAeMa
BE3aHMX 32 TOTOBO CBE KOMIIOHEHTE ¥ IIAAHOBE MYy3UYKOT TOKa: MAKPOPOPMAAHY
opranusanujy (Mapxosuh 1996: 93-119; Huxoanh 2006: 115-130), mocryrke paaa ca
TEKCTOM M MEAOAUjOM Y OAHOCY Ha poakaopru opurunas (Komosuh 1965: 46-47;
Aesuh 1971: 40), XapMOHCKH je3uk u xopcky dakrypy (Aecruh 1999), 06paay
QOAKAOpHHX 3amuca U BUXOBY yMETHUUKY Tpancnosunujy (Mapunkosuh 1991:
90-91; Mapunkosuh 1996: 93-119), mponec o6ankosama necama y Pykoseiiuma (Cabo
20066: 131-155), $OpMy Ha HUBOY yHyTpammbe opranusanyje necama (Ca6o 2006a:
4-9), TEKCTyaAHO-My3HuKy Apamaryprujy (Cresarosuh 2006: 101-113). Kpurmakom
caraepaBarsy Mokpamuesux Pykoseiliu y BeAMKOj MEpH Cy AOIPUHEAN M HCTPXKUBAYU
KOjH, Ha MHOBATUBAaH HAYUH, IPUMEHOM CaBpeMeHHX MeTOAOAONIKHX IOCTYIIaKa,
pacBeTmaBajy HEAOBOAHO MCTPaXKeHe acleKkTe My3uyuke opraHusanuje Pykoseiiu u
KyATYPHOT KOHTEKCTA Y KOjeM Cy OBe KoMIo3uluje HacTase. tbuxosu mpuaosu y
6AmCKOj Cy Be3u ca jumeBuma osor papa (Tomasevi¢ 2010; ITonosuh-Maahenosuh
2011: 2-20; Muaanosuh 2014; ATaHACOBCKH 2014.).

M3B0P TEMATCKOT ((I)OAKAOPHOI‘) MATEPHUJAAAY PYKOBETUMA

Y 06usY IIUKAUYHUX A€AQ HHCIIUPUCAHUX (pOAKAOPOM, XKAHP pyKoseliiy 3ay3uMa
LIEHTPAAHO MeCTO. 32 Pa3AMKY OA CPOAHUX XOPCKHX OCTBapema (36upku, ioiiypuja,
yukayca, koaa, céuitia), y Moxpamwdesum Pykosediuma ce ca moceGHOM MaKbOM
npucryma u3bopy u obpasu dpoakaopHor marepujasa. Cowa Mapunkosuh ncruye
AQ HIX ,OAAHIKYj€ CjajaH H360p M IIPOMHIILSEHO KOMOMHOBabe MOTHBCKOT MaTepHjaAa,
HCTaHYaH ocehaj 32 jeAMHCTBO [OETCKe U My3HYKe 3aMUCAH, LIEAOBHUTA MY3HIKO-
ApPaMaTypIlKa KOHIJEII[Hja AeAd, U3BaHPeAHA PaKTypa XOPCKOT CTaBa, bOraTa maAeTa
M3PaXKajHHUX CPEACTaBa, mocebHO y XapMoHckoM jesuky” (Mapuukosuh 2006: 25).
Moxpasaij je, O4UrA€AHO, IPUAMKOM KOHCTPYHCaHkha MaKpOYOPMAAHOT MOAEA
Pyxosetiiu, Boano padyHa o MoryhHOCTH 00jeAUbaBatba II0jeAMHAYHUX ITecaMa y
OPraHM3AIIMOHY [IeAHHY BHUILET PeA, Ha OCHOBY BHILE KPUTEPHjYMa: TEPUTOPHjAAHOT,
CTHACKOT, TeMaTCKOT ¥ CA. [IprAnKOM n3bopa ¢pOoAKAOPHOT MaTepujaAa, 3aXBaTa ce
LIUPH IPOCTOP GOAKAOPHE PH3HHIE, U3 KOje Ce IPITy HAlleBH Pa3AUYHTHX CTAPOCHUX
¥l CTHACKHX KapaKTEpPUCTHKA — OA OHUX CTAPHjHX (2y TOXTOHHX), yCKOT aMBUTYyca, A0
OHUX HOBHjUX, HACTAAUX HAa OCHOBH Aypa u MoAa. CeAexijyja ecama ce 3aCHHBA Ha
TEePUTOPHjAAHOM, CTHACKOM U HHTOHAIMOHOM jeauHcTBy. ITetap Komosuh npumcyje
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Takas npedumeHn oAHOC i ocehaj CreBana Mokparslia 3a My3HUKH MaTePUjaA KOjU ce
KOMITO3HIIOHO 06palyyje ieroBoj ,HapoUNTO]j CIOCOOHOCTH AQ M3 Mace POAKAOPHOT
MaTepHjaAa opabepe CBe OHO IITO je TUIIMYHO , KAO M AQ CBOj MATEPHUjaA OPTaHCKU
canje u cruansyje (Komwosuh 1999: 39). MokparsueBa TeXXba 32 CTUACKIM jEAUHCTBOM
My3HYKOT MaTepHjaAa, 1o MulLsery Musoja Huxoanha, nckasyje ce y merosom
HacTojamy Aa ce, Beh mpuankom usbopa recama, 06e36ean ,KOXepEHTHOCT HHXOBOT
ckyma”. Hukoanh aame ncrude pa je Mokpamsary HacTojao Aa uspurhe criovamsme 1
YHyTpalllibe jeAMHCTBO ITOETCKO-MY3HYKOT CAAPKaja OCTBAPH HAYEAHUM H360pOM
Iecama U3 ,jeAHOT, PEAATUBHO YcKoT, poakaopHor moppydja” (Hukoanh 2006: 117). Y
KOHTEKCTY IJUTATHHX PAa3MATpParba i IPobAeMa IIOCTABASEHUX Y OBOM paay, Mokparsues
OAHOC IpeMa M360py MaTepHjasa KOjH ce yMEeTHHYKH yobAndaBa mocayskuhe kao
jeAHa OA YIIOPHIIHMX Ta4aKa y YCIOCTaBcbAbY HHTEPTEKCTYaAHe KOMYHHKAIIHje ca
PYKOBeTHMa HacTaAuM Mocae MoKpamdyeBe CMpTH, a IIPeLU3HUje ¥ pasa00ny mocae
Apyror cBeTcKor para.

YMETHHUYKA OBPAAA ®OAKAOPHOT LIUTATA Y MOKPABYEBUM PYKOBETUMA

IpravkoM ymeTHHUKe 06pase pOAKAOPHOT ruTaTa, MOKpamall HaCTOJH A 3aAPXKH
Hajehu ae0 u3BOpHE POAKAOPHE MEAOAMjCKO-PHUTMHYKE U 3BYYHE CTPYKTYpe
mpeyseTe U3 HApOAHE IecMe, KaKo 61 Oyayhu CAyIIaoIy MOTAM Aa IIpeno3Hajy
$OAKAOPHH ITUTAT, HAH Oap HeTOBy CTUAU3OBAHY MEAOAUjCKY AUHH)Y. To, MehyTum,
He 3Ha4H A2 je MoKpamarj AOCAOBHO IIPEY3HMa0 H3BOPHe 00paciie y CBOjUM AeAMMA.
YnopehusameM meroBux GpOAKAOPHHUX 3amMca ca My3SUYKHM LUTaTuMa U3 Pykoseiniu,
OTKpHBa ce A je Mokpamal] IpUCTyTao pa3HOBPCHUM ITOCTYIIIMMA KOMIIO3UIIOHE
obpape poakaopHor Marepujara. Op OHUX KOjH Ce MOTY UMEHOBATH KaO He3HATHH,
y KOjUMa Ce OApHYe yKPaCHUX TOHOBa (MOpAEHATa, TPHAEPA H CA), CBE AO OHHX
CAOXeHHX, Koju y Behoj Mepu Tpanchopmuiry HapopHu Hames. LTus HaBepeHHX
HHTepBeHIHja OO je Aa ce, y jour Behoj MepH, HCTaKHe AeTIOTa HAPOAHE IIeCMe, AAH,
IPBEHCTBEHO, AA Ce M3rPaAe KOMITAKTHHUjH OAHOCH 13Mel)y recama, unme je o6esbehen
BHCOK CTeIleH KOXePeHTHOCTH IjeanHe Pykosetiiu. Kommosunuosa o6papa Hamesa
peaAusyje ce ,Ha HEKOAMKO 3aCeOHUX TAAHOBA: IIPOMEHA TeKCTa IIeCaMa, MeTPUUIKe
H3MeHe, MeAOAUjCKO-PUTMHIYKA TpaHCPOPMAIiHja HalleBa, H3MEeHA 0OAMKA ITeCMe U
nocebHa CeHUerba CMHCAA IIeCMe PA3AMYUTHM XapMOHCKUM U GaKTyPHUM pelnenhuma’
(Mapuskosuh 2006: 26). PasHoBpcHe HHTepBeHLHje y (MeAO-PHTMUYKO]) CTPYKTYpPH
$oakaopHor nurara Mokpamar 06assa y mpunpeMHoj (peTnapTurypHoj) dasu pasa
Ca My3HUYKHM MATePUjaAOM, AOK Ce y IIAPTUTYPH U3OpyuleH, CTUAU30BAHH MY3HIKH
IJUTAT TI0jaBasyje Y IPBOj cTpodu. AOCTUTHYTH HUBO TpaHCopMaluje pOAKAOPHOT
nuTaTa HoTBphyje ce y HapeAHHM CTpodama, FOTOBO 0e3 M3y3eTKa y CBHM IeCMaMay
MoxpamueBum Pykosetliuma — Kako OHUM y KOjuMa ce obpahyjedpoakaopru nurar,
TaKO ¥ OHUM Y KOjUMa je My3H4YKH LJUTAT HACTAO KAO jeAHAa BPCTa KOHTPaIyHKTa
Ha U3BOpHU My3uuku Matepujas (Buwana ilrailino bereue us Aeceilie pyKoseiiu).
OunraepHo je Aa IUTaEbe OPUIUHAAHOCTIU GOAKAOPHOT ITUTATA U HUje IPUOPHUTETHO
y pasMarpamy nocrymnaka MokpamueBe koMrosunuore obpaase. Ta unmennia Huje
OHTHO yTHIJaAQ HA FBUXOBY IIEpIIEIIIN]y, jep Ce CBH IIPUXBATAjy Ka0 0Opaae IIUTaTa ’
pernpe3eHTH Cy HApPOAHE YMETHOCTH.
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OuyBame aAyxa 1 pasyMeBame HaPOAHE YMETHOCTH MOXE Ce YOUUTH Uy PAAY
Ca HApOAHMM TeKCToBUMa. [lonmyT My3uukor nuTaTta GOAKAOPHOT OPUTHHAAAQ,
M TEKCT 3aAPXKaBa PEAATHBHO BHCOK HMBO OYyBAaHOCTH M3BOPA, AU Ce, Takohe
y CKAAAYy ca 3aXTeBHMa M moTpebaMa yMeTHHYKe KOHCTPYKIjHje 1 06pazoBama
36upHOT (MaKpOPOPMAAHOT) TEKCTA, YeCTO IIPHCTYIA IeTOBOM peAeQHHUCADY.
ITporiec TekcTyaAHe peKOHCTpyKuuje y MokpamwueBuM Pykoseiiuma obyxsara
IpOMeHy MOjeAUHHX peun (y3 odyBame BUXOBOT CMHCAQ), KA0 U U30CTaBAabe
Mame BaXHMX CTUXOBA, OAHOCHO, IbUXOBO CaKUMame — KOje, II0 ITPABHAY, 3aXBaTa
IPOCTOP I]eAOKYTIHE YMETHHYKHU IIPeACTaBseHe TecMe. MokpamyueBe MoCTyIKe
PaAa ca TEKCTOBMMA HAPOAHHUX [IeCaMa, KaKo he ce KacHHUje IIOTBPAUTHU Y OBOM Paay,
AOCAEAHO OTIOHANIAjy ayTOPH PYKOBETH, IPUITAAHUITMITPBE TeHepalyje Koja CTBapa
nocae Apyror ceerckor para. Ibuxopa peaa mpeacTaBaajy BpAO 3aXBaAaH TIOAUTOH 33
YCIIOCTaBs>akbe MPUCHUjUX ITUTATHUX OAHOCA H3Mel)y cpopAHuX ocTBapera, HACTAAUX
Y Pa3AMYMTHM BPEMEHCKHM eToXaMa.

Apyru (CAOKEHHjH) THII KOMIO3ULMOHUX HHTEPBEHLMja Ha GOAKAOPHOM TEKCTY
00yxBaTHHje 3aXBaTa HEros GOPMAAHHU IIPOCTOP; HIIp. yMehy ce pedppeHCKU AeA0BH
(npunesn, ynesw, 3anesu), IOHaBAajy ce MAPLUjaAHe CTPYKTYpPe TEKCTA, AOAA]Y
CaAPKUHCKHU KBasuOAKAOPHH A€AOBH, Koju y Behem 06umy (0a oHOr nsBopHOr)
KOPECIOHAMPA]jy C KapaKTePOM MEAOAM)jCKOT MY3HYKOT IIUTATa, AAH M CAAPXKHHCKA
u cMucaoHo yHanpelyjy ussopuu Tekct. MokpamueBr PaANKAAHHjU PE30OBU Y
YMETHHIYKOM 00AMKOBaIY GpOAKAOPHOT TEKCTA CAMO MOTKPEILSYjY UHEbEHHUITY Ad Ce Y
Pyxoseitiuma IpUCTYIIMAO OOYXBATHHjOj U IIPOMHUIILSEHH)Oj OPTaHU3ALIN]U OBOT ITAQHA
My3uukor Toka. To Pykoseili KBAAMTaTHBHO U3AMXKE Y OAHOCY Ha CPOAHE XOpCKe
obauke (36upxe, dotmilypuje, yuxiyce, KoAd, Cuilie).

MOKPAWYEBE PYKOBETH U BbUXOBU KOHCEKBEHTU — TUIIOBU
IITHUTATHOT IIOBE3MBAIHA

YecTo HCTHUIJAH, U Y MHOTHM My3HUKO-TEOPHUjCKUM PAAOBHMA IIOTBpheH, yTHIj
MoxpamaeBux Pykosefiu Ha TOTOBO CBa IIOTOMHa OCTBApeHa OBe BPCTe IMOCAYKUO
jé Kao IMoAasuIITe 32 CTBApame PA3HUX AHAAUTHYKHX IPETIIOCTaBKU K KpeHpame
IOCEOHOTr CHCTEMA IIPOYYaBaha OBOT 3HAYAjHOT KOPITYCa XOPCKUX KOMITO3HIIHja
Y OKBHPY HHTEPTEKCTYAaAHOCTH M T€OPHje LIUTATHOCTH. Y KOHTEKCTY pasMaTpama
HHTePTEKCTYaAHHX OAHOCA [IOCTaBsbeHa Cy Hadeaa 6yayhe nurarne xoMmyHuKarmje
U IIPEACTABASEHU IUTATHU CUCTEMU M MOAEAH, Y KOjUMa Cy TEPMUHM U3 KibH)KeBHe
TeopHje AOOHAM CBOje My3HiKe CHHOHIMe. ITo MHIILbersy ayTOpa OBOT PaAd, TeOpHja
nuraTHOCTH Ay6paske Opanh Toanh npyska sHauajHy Teopujcky maargopmy 3a
HMAEHTHUQUKAIHM]Y U KAACUPHKALIUjY PASAUYUTHX [10jaBHUX BUAOBA ITUTATHOCTHU Y
JKQHPY PyKOBETH, Te OTBapa MOI'yhHOCT KpUTHYKOT caraepaBama (ca ykasupameM
Ha AATepHATHMBHA pellerba M TyMadera) N0CTojehnx aHaAMTHYKKX HHTepIIpeTanyja
HAIIMX eMHHEHTHUX CTPYUBaKa ¥ 0BOj 00AACTH, 3aCHOBAHHX HA TPAAUIIMOHAAHO]
METOAOAOTHjU U TEPMUHOAOTHUjH.

Y oxBupy xaHpa pykoBeTH, op Mokpamlia A0 HeroBHX HACAEAHHKA, 3aCTYILAEHH
CY Pa3AMYHUTH BUAOBH LIUTaTHOT IOBe3uBama. CTeleH HHTePTEKCTYaAHOT KOHTAKTa
usmely yuecHuka nquTaTHOT MpoIjeca MPeCyAHO je YTHIJA0 U Ha METOAOAOIIKY
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IIOCTAaBKY OBOT PaAd, T1a CY ¥ CKAAAY Ca OBMM Ha4eAOM KAaCHpUKOBaHe nsabpane
KOMITO3HIIHje, Y CMepY OA jauer Ka cAabujeM MHTeH3UTeTy LUTaTHe Bede. LluTaTHH
TN HajBeher MHTEH3UTETA, Y KOjeM LIUTATH Y AUYHOM TEKCTY eKCIIAUIIUTHO H
HEABOCMUCAEHO yKa3yjy Ha TeKcT-y30p (moarexcr), Ay6paska Opanh Toanh osHauasa
Kao uAyciipaimiusHu.” LInTarHu KOHTaKTH H3Mel)y KOHCEKBEHTA 1 aHTEI|eAEHTa Y OBOM
CAy4Yajy ce peaAm3yjy IpeMa HaueAy yuiniamine umutiayuje’ CAaOuju HHTEH3UTET
nuTaTHe Bese (y OAHOCY Ha ONMCAHM), TAE LIUTATHH TEKCT Kpenpa HOB (BAQCTHTH)
CMHCA0, AOK Cy IIUTATH TYHHUX TEKCTOBA CAMO IIOBOA 33 PEAAM3AINjy AUYHHX
3Havera, AeTEPMHHUCAH je KO UAYMUHATUUBHU WUl YUatiHoCiiu.*Y OKBUPY OBOT
THUIIA IIUTAaTHOCTH KOHTAKT C€ OCTBapyje Ha ABA HAYMHA: KAO YUIHAWHU JUjaA0l HAT
yuinaiuna iioremuxa. OBa ABa yHUBEP3aAHA TUIA LTUTATHOCTHU (UAYCIUPATAUSHU 1
UAYMUHATAUBH) TIPEACTABDA]Y TIOTOAQH TIOYETHN OKBUP 32 CATACAABAhe CAOKEHHX
LIJUTaTHUX PeAaliyja y KOMIIO3HIIHjaMa Ha Koje je IPUMapHO yCMepPeH 0Baj PaA.

uPITATHA HNMHUTALUJA — IIOBE3AHOCT HAJBERETI MHTEH3UTETA

LTuTaTHa MIMUTAIIM]a IPEACTABAA TUIl HHTEPTEKCTyaAHe KOMYHHKAIHje moMohy koje
Ce pPeaAu3yjy HajIIpUCHUjU KOHTAKTH u3Mehy Maahux u crapujux tekcrosa. OBaj BuA
IIUTATHOCTH je IPHUCYTaH Y XOPCKUM OCTBapemhUMa Y KOjUMa je YOUsUB HajBUIIM
CTelleH ITUTaTHe MOTUBAllMje U yCMepeHOCTH Ha Mokpamia. Y KoMIIo3HIjHjaMa
obyxBaheHHM OBHM paAOM, Taj TUII CBOje Hajjade A€jCTBO MCIIOSABA HA PeAALHjH
Moxpamuesux Pykoseitiu u pykosetiu u cpogrux ¢opmu HACTAAMX y IPBUM AelleHUjaMa
HAKOH 3aBpureTka Apyror cBerckor para. Mamehy oBrx koMmosuriuja ycriocrassajy ce
IIUTaTHH OAHOCH Y FOTOBO CBUM CeTMEHTHMa My3H4KOT TOKA M Ha CBUM GOpPMaAHUM
HUBOUMA, IIPH Y€MY Ce AOCAEAHO IIOIITYjy OOAMKOTBOPHA H OPraHU3AIMOHA HadeAd
Moxkpatb4eBOr pyKOBETHOT TEKCTa y TEKCTOBMMA KOHCeKBeHTUMA (BupaeTH Tabeay 1).
Yurame MokparmieBOr TeKCTa y pyKOBeTUMA IIpBe moparHe Aekaae Moryhe je Beh
Ha HUBOY 36upHe (Makpo) GpopMe jep Cy, IPHAUKOM HeHe KOHCTPYKIHje, ayTOpH

2 TTo aepunnnuju Ay6paske Opanh Toauh, 0BO je OCHOBHM THII UTATHOCTH ... y KOjeMy Ha [IAQHY
CeMaTHHKe AOMHMHHpA HaieAo MUMe3e, aHaAOTHje, MeTapOPHYHOCTHU U apekBanuje (GuTaTHa
MMHTaLuja), Ha MAAHY CHHTAKCe HaueAO Cy6OpAMHALIHje BAQCTUTOT MOA TyDe, Ha IAQHy TIparMaTHKe
CTaTMYHA OPHjeHTaIIMja Ha II03HATO YUTATeAeBO UCKYCTBO, A HA MAAHY KYATYPHE $yHKIHje HaueAo
nipesenTanuje Tyher Texcra u Tyhe xyarype” (Orai¢ Toli¢ 1990: 43-44.).

3 ,Kapa cemanTHKa AeTepMUHALI]A HAE OA Tyhera mpema BAQCTHTOM TEKCTY, T1a IUTATHU CMHCA0 HACTaje
II0 HaueAy MUMe3e, aHAAOTHje, aAeKBallije 1 MeTapOPUIHOCTH, PHjed je O LUTATHO] MMHTaquH” (Oraic’
Toli¢ 1990: 40).

4 OBaj Tun nprrarHOCTH 110 Musersy Ay6paske Oparh Toanh 610 611 ... MHBep3Hja IPBOT 1 OCTBAPUBAO
0¥ Ha IIAQHY CeMAHTHKe HaueAo 0Tyhema, KOHTPACTa HAM XOMOAOTHj€, METOHIMHYHOCTH U Kpeariije
HOBHX CMHCAOBA Ha TIOAAO3H CTApHX (LJUTATHA IOAEMUKA H [JATATHH AMjAAOT ), H [IAQHY CHHTAKTHKe
HaueAO KoopAuHanuje Melyy paBHOIIpaBHUM MapTHEPHMA, HA IPArMATHIKOM IIAAHY AUHAMIYHY
OpUjeHTaInjy Ha Ay TOPOBO HEIIO3HATO Bul)erbe KyATypHe TPaAULIzje Koje pasbuja yXoAaHe pelLielITHBHE
HAaBHKe, a Ha [IAQHY KYATYpHe QyHKIIHje Ha9eAO [IPe3eHTAalllje BAACTUTOT TEKCTA M BAACTUTE KYATYpe

6e3 063mpa u vecro ycympor Tyhum Tekcrosuma u ryhoj kyarypu” (Orai¢ Toli¢ 1990: 40).
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MAahx TekcTOBA TIpey3eAr Heka OMTHA OPTaHM3AIIMOHAHAYEAA U [IPABHAA YOOANYeha
MOjeAMHAYHUX MeCcaMa y My3UYKYy IleAMHY BUIIET pead. AOCAEAHO MOIMITOBambe
MoxkpamueBux NPUHIIUIIA, HA OBOM HUBOY $pOpMaAHe OpraHu3allyje, HajyodsHBuje
je y moraeay usbopa u 6poja mecama xoje ce ymerrmaku oopalyyjy. Komnosuropu rpse
IOpaTHe reHepalyje y KOHCTPyHCamby 36MpHOT (MakpopOpMaAHOT) TeKCTa Hajyemhe
npeysumajy Mokpamues moaea oa riet iecama’® (Paaocas Auheaxosuh: ITpsa pykoseitt
=A-b -1 - B - LI + xoaa; Baactumup Tlepuunh: Ipsa pyxosein = A — b — 1]
- B, - A + xopa). TIpuankom opabupa necama (y npernapTurypHoj $pasu), ayropu
OBOT Iepuoaa Boae pauyHa (6am xao u CreBan Mokpamalj) 0 BHXOBUM CTHACKO-
reHeTCKUM KapaKTepPUCTHKaMa. Y OPTraHM3alOHU CHCTeM BHIIET peaa (pyKoser)
IecMe ce IPYIMIIY 110 IPHMHIUITY IIPUIIAAHOCTH oApel)eHOM reorpadpckoM moapydjy
— AAKA€, 00jeArIBYjy Ce IlecMe U3 HCTOT Kpaja (BuaeTH Tabeay 2).

XoMoreHusalyja NojeANHAYHYX ITeCaMa Y OKBHPY IIMKAMYHE KOHCTPYKIIHje OABHja
ce u momohy BHHXOBe MOTUBCKO-TEMATCKe CPOAHOCTH. Y PYKOGEUMA U CPOGHUM
$opmama oBor nepropa AOMuHUpajy (kao uy Moxpamwaesnum Pykogeitiuma) sy6asHe
IecMe, AOK APYTU THIIOBU AMPCKe [oe3Hje beAesxe roTOBO CUMOOAMYHO mprcycTso. Ca
ApyTe CTpaHe, y amoCTpo$HpaHUM KOMITO3UIIHjaMa BUASUBA CY U M3BECHA OACTYIIaka
OA TTApaAUIMe, KOja AOTIPHHOCE He3HATHOM 'yHampelhemy  pykoseTHOTr Mopeaa. Kao
IpuMep OBe BPCTe, Y KOjeM je MCIOseHa OYMIA€AHA TEeHACHIIHja Ka ApyTauujeM
OCMHIILbABaEY GOPMAAHOT AyKa, H3ABAja ce Apyia pykosetii Bopusoja Cumuha. Y oBoj
kommnosurmju Cumuth pexoHcTpynme MokparieB MOA€A, IPHMeeH Y Pykosertiuma
ca Behum 6pojem mecama — Buie op ret. O6a ayTopa moHasmajy oapehene necme man
BUXOBE ACAOBE, YMMe Ce CTBapajy MPUCHHjH OAHOCH YHYTap ¢popme. Ho, 3a pasauky op
Mokpasiia, Bopusoje Cumuh y Makpo$popMasHy KOHCTPYKIIH)jY HHKOPIIOPHPA YBOA
¥ Ha Taj HAYMH, y U3BECHOM CMHCAY, AOTIyIbyje MokpatbueB Gpopmasnu maaH (BupeT
Tabeay 3).

MsBecTan KBAaAMTATHBHU IIOMAK Y OAHOCY Ha Mokpamlia, Ha4MbeH Y AeAMMa
MOjeAMHHIX KOMIIO3UTOPA OBOT Pasp00a5a, MPeACTaBsdA | II0jaBa IecaMa U3 OHHX
(noBUX) MOApYUja Koja HuCY 06yxBaheHa mwerosum Pykosetiuma: Crojan Auapuh:
Tpeha pyxoseini — Ilecme us Aybouuye; Bopusoje Cumuh: ITpsa pyxosein — ITecme us
Tupotia. Y xoHTeKCTy IMTaTHUX OAHOCA KOjU Ce PEAAUY]y ¥ OKBUPY HedoTHilyHUX
yuitiaima,’ oACTymama 0A MoKpamueBOr MPUHIIUIIA €BUACHTHA Cy CaMO Y jeAHOM
CerMeHTy — reorpadckoM u3bopy MaTepujasa.

AeAMMIYHA peKOHTeKCTyaAu3anuja MokpamueBux obpasana y GopMupamy
30MPHOT TEKCTa Y AGAUMa KOMIIO3UTOPA OBe eI0Xe, eBUACHTHA je U Y IMOTAEAY
oapehema mpema BpcTH TeMITa, KapakTepy 1 6pOjy CTaBOBA y OKBHPY LIUKAUYHE popMme
(/oy6omup Bommakosuh: ITpsu ciireisi — CreBan Moxpamwar: Aeceitia pykoseir). Y
MakpoQpOPMAAHHM IIeMaMa OBe ABe KOMIIO3HUIIMje yOo4aBajy ce MUHUMAAHE Pa3AUKe Y

s Moxpamuese Pyxosettiu ca ner necama: 11, VI, VII, X, XII, XIV, XV.

6 Ay6paska Oparh Toarh rurare 110 OIICery IIOAYAQPAEba ACAM HA TIOTITyHE, HETIOTIIYHe X BAKAHTHE HAK
npasHe. ,Y IOTIyHMM Ce IUTaTiMa pparMeHT Tyher TeKCTa y IMjeAOCTH MOXKe IPUAPYKUTH H3BOPHOME
KOHTEKCTY, y HEIIOTIIYHIMA [IPUAPYKHUBambe je Moryhe caMo AjeAoMHIle, a y BAKAHTHHUMA yorhe Hije

moryhe” (Orai¢ Toli¢ 1990: 18).
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O3HaKaMa TeMIIa, Tj. bUXOBOM KapaKTepy, I1a Ce U Y OBOM CAy4ajy peaAu3yje IjuTaTHa
FIMUTAIIHja CAOGOAHOT THIA Ha PEAALHjH IOATEKCT-BAACTHTH TeKCT (BUAETH Tabeny 4.).

Ilpeysumame MokpamieBux (PyKOBeTHHX) NPHHLUNA yMETHHIKOT
00AMKOBAkbA MTOETCKO-MY3HIKUX CAAPXKAja OA CTPAHE ayTOpa KOjU CTBApajy y IPBOj
A€LIeHUjU MocAe APyTor CBEeTCKOT paTa, eBUAGHTHO je U Ha HIKMM POPMaAHO-
OpTaHM3ALMOHNM HABOMMA PyKoBeTH (y OKBHPY MOjeAMHAYHNX Necama). V3 MHOmTBa
HMHTEPTEKCTYaAHO CPOAHHX NPUHIMIIA MeAMOPOpMaAHe OpTaHHU3alltje, 3aCTYILbeHUX
Ha peAaruju nsMel)y TekcToBa aHTeljeAeHATA U KOHCEKBEHaTa, M3ABOjuheMo camo oHe
Haj3HavYajHUje.

A. AOCAEAHO IIOIITOBae HEIIOBPEANBOCTU My3HIKe CTPYKType U GopMe POAKAOPHOT

LUTaTa IPEACTaBAEHOT Y IIOYETHOj CTPOdH
Y npBHM MOpaTHUM AeAMIMA PYKOBETHe [IPOBeHHjeHIIHje, pOAKAOPHHU LIUTAT Ce
y HeTpaHCHOPMICAHOM OOAUKY ITAACHPA Y CBIM pOPMAAHUM KOHCTHTYEHTHUMA,
AHAAOTHO HAYMHY IIpUMeeHOM Yy MokpamyeBum Pyxoseitiuma.”EBeHTyarHa
[IPOMeHa U3BOPHOT MEAO-PUTMHUYKOT UAM pOPMAAHOT obpacLja 0ABHUja ce
y npunpeMHoj gasu, pe BeroBor IPeACTaBA>AbA ¥ IAPTUTYPU YMETHUIKE
obpaae.

B. Caxxumare (ckpahuBare) TekcTyaaHOT cappkaja (M360p mojeanHnx crpoda
KOje He MOIITYjy yBeK peaocaes pOAKAOPHOT U3BOPHUKA

Ipuankom u3bopa TekcToBa, y BehuHu caydajesa ce, kao 1 kop Mokparbija, He
IpeysnMajy eAOBUTH (KOMIIAeTHH) TeKcToBH, Beh camo nojeAuHauHe cTpode
KOje CBOjy A@AOTBOPHOCT MCKA3Yyjy Ha [IAAHY 30MPHOT TeKCTa.

B. Hajuewha ymotpe6a pABa MeanopopmasHa MOAeAQ Y paKTYPHOj HAATPAAH
$oAKAOpHOT IUTATA: CHPOPU4HOL Yyuiiailia ca ciipoPuurHom ipatitbom
(/>y6omup Bommakosuh: I1peu ciireii — Pycarnxe, mome Pycanke; Ayman
Tp6ojesuh: Ilpsa pyxosein — Ilitio cu Aeno na foremo, Ommsopu mu, 6ero
Aenue) v cilipodunnol yuinatia ca sapupano-cinpoduurom ipaitirom (foybomup
Bommaxosuh: IIpsu cireii — Coxor mu itesa, tipuiiesa; Ayman Tpbojesuh:
Ipsa pyxoseins — Qartiuuie koro sparscke gesojke; Baactumup Iepuanh: Apyia
pyxoeeitt — Cunoh mu gojge Aygo, MAago u Ap).

I'. Bapupano-crpoduyuna ¢opMa NpBeHCTBEHO HACTaje MpoMeHaMa y GaKkTypu
XOPCKOT CTaBa U T3B. XOPCKOj OPKECTPAIIHjH, AOK CY YTHIIAjH XaPMOHCKHUX H
AMHAMHYKO-aPTHKYAAIJHOHUX CPEACTABA HA IIOCTYIAK BAPHPAkha U3PAKEHH Y
3HATHO MareM 00HuMy

IIperBapame 6a3uune crpodpudHe GpopMe y BAPHPAHO-CTPOPHUUIHY OABHja Ce
IIPBEHCTBEHO y CKAAAY Ca TOTpefaMa TyMaderha PeAeBaHTHHX (CeMaHTHYKHX,

7 OmmrenosHaro je Aa Moxpamal roToBO HHKaAa HHje Melbao MEAOPHTMHYKY CTPYKTYPY GOAKAOPHOT
MOAEAA IOCTaBAEHOT Y IIPBOj CTPOQH. JeAaH 0p peTKHX usyseTaka je mecma Caasyj iiuse us Tpunaecitie
pyKoseiliu, y KOjoj MMa U3BECHUX TPaHCPOPMAIIHja MEAOPUTMUYIKE CTPYKTYpe GOAKAOPHOT IIUTaTa

IIOYETHE CTPO(I)e, HCIOASEHUX HA ITAAHY OPHAMEHTAAHOT BapHpamba.
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APaMaTypIUIKH H CA.) MOMeHATa TEKCTYaAHOT cappykaja. Bumm Huso gpopmaame
opranusanuje (BapupaHo-CTpOPHUIHM) OA OHOT KOjH je Ipey3eT U3 POAKAOPR,
yTHYe Ha AOAATHY AMHAMU3ALIHjy My3H4KOT CAAPKaja y OKBUPY cTaBa (mecme)
H, TI0 IIPABHAY, 3aCTYILbEH je y IlecMaMa cacTaByeHHM oA Beher 6poja crpoda
(najmame Tpm). Y TaKBMM IIPUMepUMA, LIUTATHU KOHTAKT usMelyy nurnpasor
(MoxparmieBor) 1 AUMHOT TEKCTa HHje IOTITYH, YIPKOC BUCOKOM HHBOY
BHUXOBE MOAYAAPHOCTU. Pazaor ToMe Cy M3BeCHA, 4eCTO MOBPIIMHCKA,
OACTYTIaka, BUASHBA Y OjEAMHMM CerMeHTHUMA MY3UYKOT TOKa KOHCEKBEHTa,
Hajuenthe y GaKTypu XOPCKOT CTaBa.

I_[I/ITATHI/I AUJAAOT — IIOBESAHOCT MAET MHTEH3UTETA

Luitiainnu gujarol je UTATHY CHCTEM y KOjeM ce IOCpeACTBOM LuTata (cxsahennx
Kao HeyTPaAHA 30HA) Pey3eTUX U3 IOATEKCTA, OABUja cA060AHH MebhyKyATypHH
AMjaAOr Ha MPHUHIMITY MOIMTOBAKA CEMAaHTHUYKUX ypehema anunor Tekcra u
IIOATEKCTA, CONCTBEHUX U TPAAULMOHAAHUX KyATypHHUX BpeaHocTn (Oraié Toli¢
1990: 40). EAeMeHTH AudHe Kpeariuje 1 OACTyIaba 0A TPAAULMOHAAHUX MOAEAA
y KOMIIO3MIjHjaMa OBOT IIUTATHOT CUCTeMa HajeBUACHTHUJH Cy Y MOjeAMHAYHUM
craBoBuMa (TlecMama), AOK ce Ha HUBOY 36MPHOT TEKCTa, TOTOBO 110 HHEPLHjH,
OPUCTYIA Npey3uMamby CTAHAAPAHUX pelllelha M THIOBA MaKpopopMaAHe
opranusanyje. Texxunre KOMIIO3HITHOHUX AKTUBHOCTH M HAjBUIIM HMBO aHI)KOBabha
(oA cTpaHe KOMIIO3UTOPa) BUAMUB j€, AAKAE, Y YHYTPALIbeM IPOCTOPY MECME, TAE
ce MPUMEBYjy CAOXKEHHUjHU IMOCTYIIHU U HOBA pelllema y cpepu MeaopopmasHe
U MUKpOodopMaAsHe opraHu3anuje. Y xesu 32 AOCTH3AHEM BUIIHUX GOPMAAHUX
CTaHAAPAQ U ITOCTU3AbEM IIPHCHHjeT OAHOCA H3Mel)y My3HKe U TeKCTa, KOMITO3HTOPH
4ecTO ymoTpebsaBajy HHOBATHBHI)A My3UYKO-KOMITO3HIIOHA CPEACTBA, KOja CTapH
(TpaAMIIMOHAAHM) CMHCAO U 3HAYelha Pepe3eHTyjy Ha IOTIIYHO HOB HA4MH. Y OKBHPY
OBOT JUTAaTHOT CUCTeMa, pelipe3eHTanuja Tyhux (kyarypronpuxsahennx) BpeaAHOCTH
y Maab)eM TeKCTy ce OCTBapyje yImopeao ca IIpe3eHTaI[jOM COIICTBEHHX, IPH YeMy
HHje YBeK AAKO IPeIIM3HO YTBPAUTH MeCTa BUXOBUX ITUTATHUX AOAUPA, TIPOCTOP Y
KOjeM MCII0AaBajy CBOjy ay TOHOMU]jY U yTHIaje Ha yCMepebe IIUTaTHOT MHTEeKCTa.
JeaaH op M3pas3UTHX MpUMepa OBOT THIIA IIUTATHOT IOBE3KBalba, Y KOMe Ce OABHja
CBOjeBpPCHO Ipe3HAYerhe OCHOBHHUX 3Hauea MOKpamieBOr pyKOBETHOT TeKCTa, Oe3
YTpOXkaBarba OCHOBHOT MeCTa GOAKAOPHOT IJUTATa, IPEACTABASA KOMITO3ULHja /oybOure
Mapuh Tpu napogre. Y oBoM yukAycy 06paga Hapogrux iiecama Moxparmdes yTUIaj je
HajyOUSHBH)U Y CETMEHTHUMA My3HUKe 00paAe TAe Ce, HAYeAHO, IIPHXBATAjy CTAHAAPAHU
(TpaAMIMOHAAHM) IOCTYIIIIH PaAa ca pOAKAOPHUM TEKCTOM, AOK Ce AMYHH KPeaTHBHH
eAeMeHTH, y HajBehoj MepH, HCKa3yjy IPUANKOM IIPeOOANKOBAA TPAAUIIMOHAAHOT
MopeAa MeaocTpode. foybuna Mapuh, xao u Moxpamaly, He KOPUCTH 1I€AOBHUTE
doaxaopHe TekcTOBe, Beh camo muxoBe AeaoBe. LIuTaTHY CHIHAA KOjU yKasyje Ha
HHTEPTEKCTYaAHY ITOBE3aHOCT OBUX AyTOPA jecTe 3ajeAHUYKM MpUHIKI ckpaherba
TEKCTYaAHOT CaApiKaja. YIIopeAe AM ce TIOCTYIIIH PaAa ca TeKCTOM y MokpamyeBuM
Pyxogettiuma v Tpu napogne oy6urie Mapuh, younhe ce ussecHe aHasoruje. Tako, Ha
IpHuMep, y 06a CAydaja ImojeAnHe IecMe ce rpase Ha OCHOBU TEKCTYAAHOT CapApiKaja
jeate crpode. CreBaH Mokpamaly 0Baj IPUHIIMII IPUMelsyje ¥ mecMaMa: Hojo mu, Bojo,
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Hiparu ce spanu xowu us Ilpee pykoseitiu; Cmurana us Apyie pykosetiiu; Aetio itiu je
Jasop ypoguo us Tpehe pykoseitiu, AOK je Ko /oybuite Mapuh sacTymmen y mecmama:
Lasiniu 60scyp u Ause, Ause. Hadus mrxoBe npeseHTarnuje 1 pyHKIja KOjy OCTBAPYjy
y MakpopOpPMaAHOM TEKCTY, MehyTHM, MOTIYHO Cy Pa3AHYMTH KOA OBUX ayTOpa.
Koa MoxkpasmIia ce TeKCTyaAHa CTpo¢a ca My3HUYKOM IPATHOM Y IIeCMH II0jaBAyje
camo jepHOM. KOMITOSUTOp Cce CBeCHO OApHYe AeAd TeKCTA C IUAEM ITOCTH3amba
merosor Beher 36upHOT jeanHcTBa (BuaeTH ipuMep 1). /oy6uua Mapuh, 3a pasauxy
oa Moxpamlia, Ha OCHOBU CaApKaja jeAHe TeKCTyaAHe CTpode cadMibeHe OA ABa
MeAOCTHXa KOHCTPYHIIe 4eTpH My3ndke crpode. [TouetHa crpoda (Moaer) cBojy
$usnonOMHjy (MEAOAU]CKO-PHUTMUYKY U $OPMaAHY) Y IOTITYHOCTH 3aAPYKaBa Uy
Tpehoj cTpodu, AOK ce y mapHIM (APYTOj M 9eTBPTOj) BPIIM OPHAMEHTAAHO BapUparbe
MOA€AQ, KOje Kao Kpajiby KOHCEeKBEHITy IPOU3BOAU 1 TpoMeHy popme cTpode. Tako
ce 'y 36upy abupMHIIIe 8apuparo-CllipoPuuHu MogeA ca peileliutiiusHum obeAexem U ca
jakMM OcAOHLieM Ha cTpoduany GpopMy (BUuAETH IIpHEMep 2).

Ussecne noaypapHoctu usmeby nurataor (/oy6une Mapuh) n uutupanor
ayropa (CreBana MoxpamIja) 1 IHXOBUX TeKCTOBa (KOMIIO3ULHja) yOUSHBE CYy U
y IpUMepHMa CPOAHMX NPUHIUIA Y KOHCTPYHCakby BAPHUPAHO-CTPOPHIHOT MOACAA.
Y necmama Iasitiu 60xcyp us Tpu napogre u Caagyj-iiure uz Tpunaecitie pyKoseiniu
CreBana Mokparmila MeAHOPOPMAAHH MOAEA HACTAje OPHAMEHTAAHHM BapHpambeM
MY3UYKOT IJUTATa, IPH YeMy Ce He peMeTe Hherose rpaHuYHe AUHMje HUTH Hherosa
popmasna neaoBuToCT. C ApyTe CTpaHe, Ha PeAALjH OBUX KOMIIO3HIIMja eBUACHTHE
Cy U pasAUKe, TOCeOHO y 061uMy TpaHcopManije OAKAOPHOT IfUTATa U GaKTyPHOM
ypebemwy ynyTpammer popmasHor mpocropa necme. Tako, Ha mpumep, y Maahem
Texcty (L]asitiu 60xcyp) GOAKAOPHH LIUTAT AOKHBHABA HE3HATHE IIPOMEHE Y ACAOBHMA
APyTe 1 4eTBpTe cTpode, AOK y cTapHjeM TekcTy (Caasyj iiuse) IpoMeHe OBe BpCTe
3aXBarajy MPOCTOP TPU OA YKYTIHO yeTupu crpode. HeexBupaseHnuje oBa ABa TeKCTa
(xoMmosuuyje) yoususe cy 1y pakTypHOj HaATpaAbu poakaopHOT nuTata. CreBan
Moxpamal] IpuMelbyje AHHAMUYAH BUA XOPCKe [PaTihe, KOMOMHOBakheM XapMOHCKe
noAndOHHUje, OKTABHHX ITeAAAd HHCTPYMEHTAI[Hje MYLIKIX rAacoBa. /oy6urja Mapuh,
HACYIPOT TOMe, HHCHCTHPA HA OCTUHATHOM THITY IIPaTke, y KOMe ce YIoTpeboM
PHUTMHM30BaHOT KBUHTHOT ITeAAAA TIOCTHOKe edeKaT apXanyHe 3ByYHOCTH.

]_II/ITATHA IIOAEMUMKA — IIOBESAHOCT HAJMAIET UHTEH3UTETA

Huitiatana fiosemuxa, Xao jepaH 0p CyOBep3UBHUX BUAOBA HHTEPTEKCTYAAHOCTH,
CBOje A€jCTBO HCIIOSABA HEe CAMO Y KEbIDKeBHOCTH, Beh M y My3uIiH, IIa Yak u y
XKQaHPOBMMA IOITYT XOPCKUX PYKOBETH, KOje Cy IPUMAPHO OpPHjeHTHCaHe Ha (OAKAOP.
Y Teopuju nurarnocTu Aybpaske Opanh Toanh ruTaTHa mosemrka je poepunmcaHa
Kao MHTEPTeKCTYaAHH MOAEA KOMYHHUKAIUje, Y KOjeM BAACTHTH TeKCT HeTHPa, HAH
HOTIYHO PYIIH, CMHECAO0 IIOATEKCTA, Ca I[M/»>eM HaMeTamha COICTBEHUX KYATYPHHUX
BpeasocTy. OBakas opHOC Maaber (AndHOT) TeKcTa pema y3opy (IIOATEKCTY) FOTOBO
A4y TIOTITyHOCTH CyOBepTHpa H3BOPHA HadeAd TEKCTYaAHe OpraHusariyje, Te Hamehe
HOBA CaAPXKMHCKA, CTPYKTYpHA M $opMasHa paBuaa. IIpesHadeno y chpepy Mysuuxmx
peaAariuja 1 IUTATHHX [T0Be3KBakba peaan3oBaHux usMmely Moxpamuesux Pykogeriu 1
BUXOBUX KOHCEKBEHATA, YUillalliHa l0AeMUKa 'y CBOM HajcTpoxkeM (HajaocAepHMjeM)
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BHAY HCIIOAaBa Kpajikhe OTPaHHYEHO AjCTBO TeK y MameM Opojy ocTBapema
obyxsahennx oBum ckymom. OBaj BUA IJUTaTHE KOMYHHKAIIHje Y KOMIIO3HIHjaMa
$OAKAODHE IIPOBEHHjeHIIUje YTAABHOM je IPUCYTAH Y CBOjOj OAQXKOj BapUjaHTH,
KOjy ayTOp OBOT papa AepUHHIIE KAO YUllAiHU Gujaiol ca eAementiuma yuiiaiire
iloremuke. Y OBOM IIPEAAZHOM ITUTATHOM CHCTEMY, UHTEPTEKCTYaAHO IIOBe3UBambe
BAACTHUTOT TEKCTa ¥ IIOATEKCTA PeaAu3yje Ce Ha IPUHIMITY IbUXOBEe HepaBHOIIPaBHE
(HecpasMepHe) 3aCTYIAEHOCTH Y KpeHpary CMUCAA U 3Haderha [IUTATHOT TEKCTa.
AeAOBY TIOATEKCTA Y AMYHOM TeKCTY 3aCTYILbEHHU CYy CPa3MEPHO MAAOM OOHMY H TO,
YTAQBHOM, Y eKCIIO3HLIOHIM AGAOBUMA MY3HUKOT TOKa (M3y3eTaK je KOMIIO3HLHja
U3 cuapux saiuca Cinesana Citi. Moxparya 1876. iogure Axuaa Konpja). Y muma
Ce, 110 IIpaBHAY, 06e36el)yje peAaTHBHO BHCOK CTeIleH PEMO3HATAUBOCTU MY3UYKOT
IUTaTa, KOMIIOHOBAHOT I10 YTA€AY Ha OPUTHHAA, y3 H3BeCHa cKpahema, Bapupama u
IpouMperkha y CHIHAAMMA Kpaja i cA. C ApyTe cTpaHe, AOMUHAIIHja AMYHOT TeKCTa
€BHUAEHTHA j€ y CBUM aCIeKTHMa KOMIIO3MIIMOHOT PaAd Ca MOETCKO-MY3HUIKUM
marepujasoM. Hajjaue pejcTBo, MelyyTiM, KOHCEKBeHT HCIIONMABA Y GAKTYPU XOPCKOT
CTaBa, TAe Ce Ha peAaruju u3Mely TeKCTyaAHUX U MY3HYKHX [IAQHOBA, AAH U Y
OKBHPY CBAKOT OA HHX IT0jEAHHAYHO, OABH]jajy OIITPH HOAUGOHU CYKOOU TeMATCKUX
u nparehunx mysnaknx cappxaja (ITecme pacinanxa, Kpec Ayamunae ®pajr). Taksu
KOMIIO3UIIMOHH MOCTYIIIIH, Y3 AOAATHO IPUCYCTBO BHIIE MAaPAAEAHUX MY3UIKHX
caojesa (Kpec Ayamunae Opajr) ca pasAndUTHM yCMeperbeM U TpajarbeM, yTHIy 1 Ha
IIPOMEHY TPAAUIIMOHAAHOT MOAGAA CTpOde.

Y ’HajexcTpeMHHjUM IIPUMePHMa OBe BPCTe, OMYT KoMmosuuje M3 citiapux
saiiuca Citiesana Citi. Moxparsya 1876. iogure Axraa Koryja, mprMeHOM aA€aTOPHUYKIX
MOCTYyIIaKa IOTIyHO ce pasrpal)yje TpapuIioHaAHN 06AMK CTpOde, I1a ce Ha Taj
Ha4YMH AOBOAH Y IIUTatbe F CAMO TIOCTOjarbe IUTATHOT y3opa (moarekcra). IlotmyHo
HOBA 3HAUeHa Y AMYHOM TEKCTY, y OBOM cAy4ajy y KorujeBoj koMmmosunuju, HacTajy
HeranujoM nocrojehux (TpapAuLMOHaAHNX) Ha HadeAMMA JUTATHEe [IOAEMHKE, IITO
HCTOBPEMEHO O3HaYaBa M HajBHIIM CTEMEH CAMOCTAAHOCTH BAACTUTOT TEKCTa
(uMTaTHOT AMCTaHLMpPaba) y OAHOCY Ha IIOATEKCT. Il0AeMUYKH TOHOBH, KOju Ce
Y AQTOM CAy4ajy peaausyjy usmely Mokpamwuesor ussopror 3anuca u Korujese
yMeTHHUKe 06pape IIOCACAHIA CY IPHMEHe AA€aTOPUUKUX CPEACTaBA KOjIMa Ce
U3jeaHAYaBajy CBM MaTepHUjaAU KOjU ce KOMIO3ULUOHO 0Opalyjy: Meaopnjcky,
FOBOPHH, 3BY4HH, METPHIKO-pUTMITIKH U Ap. Akra Ko ce y Hajsehoj Mepu nurarao
AuCTaHIIupa op Moxpamila, aAn ce CBaka I0jaBa Hel@eAOBUTOT GpOAKAOPHOT IIMTaTa
(Menopnje 6e3 n3BOpHOT MeTpa, TeKcTa be3 mpunapajyhe Mysuuke mparibe 1 ca.) y
YMETHHYKOj 0OpaAHU, HAU BEroBOT ACOLMjaTHBHOT BHAQ, MOXEe CMATPATU CUTHAAOM
HHTEPTeKCTYaAHOT yCMepemha Ha IIUTaTHHU y30p. Tako ce y MpBOj 3ByYHOj CAMIIM
(ycaoBHo: oacexy) Konujese Bepauje MokpamueBor 3amuca IpenosHajy AeAOBU
M3BOPHOT QOAKAOPHOT TEKCTA, IPEACTABSEHH Y HHBEP3HOM MOpeTKy (y OAHOCY Ha
opuruHaa) 6e3 Meaoauje (BUACTH IIpuMep 3).

HacynpoT npeTxoAHOM IpuMepy, yTHIAj IIOATEKCTA HAa AMYHH TEeKCT CBeACH
je Ha MunuMyM y Tpehoj 3ByuHOj cannu (ycaoBHOM 0Aceky), Tae ce Axua Kouu y
yMeTHHYKOj 06papr MokpamueBor 3amrca HapopHe tecme Tukée 6aba iiocejara
y HOTITYHOCTH OAPHYE MEAOAHjCKE B METPOPUTMUYKE KOMIIOHEHTe POAKAOPHOT
nutaTa. MelycobHa nuTaTHa KOMYHHKAIIHM]a, OBOM IIPHAUKOM, PEAAU3Yje ce caMo
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saxBansyjyhu npucycrsy peaoBa usBopHOr TekcTa y andnoM (KonujeBom) Tekcry.
IIpeyseTn capp)KUHCKH IIPEAAOKAK, MelyTuM, y MaaheM TekcTy 61Ba cTaBreH y
AUjaMeTPaAHO Pa3AUYMT TEKCTYaAHO-MY3HYKU KOHTEKCT, ca QYHKIIMjOM OCTBapUBakha
3BYYHOT KOHTPACTa y OAHOCY Ha IIPETXOAHY QaKTypHO-3BY4HY IleAnHy. To AOAATHO
yMarbyje HeroB IUTaTHH Kallal[uTeT ¥ OrPaHUYaBa II0/»e MHTEePTEeKCTYAAHOT AGAOBakba
(BuAeTH mpuMep 4.).

3AKASYIYAK

HuTeppucnunAuHapHUM ycMepemeM ka Pykoseruma Cresana Moxpamia u
KOHCEKBEHTHMA HACTaAMM Y CPIICKOj XOPCKOj My3HI1 IIOCA€ APYroT CBeTCKOT paTa,
ocaamajyhu ce Ha Teopujy nurarHocTu Ay6paske Opanh Toaunh, HapoBe3ao cam ce
Ha AOCaAalllha PA3HOBPCHA aHAAUTHYKA MCKYCTBA HAlIUX eMHUHEHTHHX CTPy4rbaKa y
0BOj 00AACTH. Y3 KPUTHUKO CaTAeAABaEbe OCTOjehnX aHAANTHYKNX HHTEPIIPeTaIiHja,
Yy OBOM PaAy je YKa3aHO Ha aATepPHATHUBHA pelllelkha M TyMayeka yBeK aKTyaAHUX
MHUTaka OPraHU3alje My3UYKOT TOKA PYKOBETH 1 CPOAHHMX GOPMH Y TOTOBO CBUM
peAeBAHTHHUM TEKCTYaAHO-My3HYKHM cerMeHTnMa. [Ipobaemcku moaasehu op
peHOMEHA HHTEPTEKCTYAAHOCTH ¥ IIUTATHOCTH, OHAKO KAaKO UX je 00pasA0xkuAa
Ay6paska Opauh Toaunh, pap je ycmepeH ka KAacHHKAIM)U BUXOBUX PA3BAUYUTUX
II0jaBHHX BUAOBA Ha peAanuji: pykoBets CreBaHa Moxkpailiia / pyKOBETH M CPOAHE
¢dopme pApyre mosoBuHe XX BeKa, a YjeAHO M Ka IPEIM3HPaky AaHAAUTHIKUX METOAQ
U BUXOBOj CTBAPAAAYKO]j IIPHUMEHH Y CarAepaBakby I0jeAMHAYHHX XOPCKUX Aea. [Tpu
TOMe Cy U3BECHU APYTauHju BUAOBU HHTEPTEKCTyaAHe KOMyHHUKAIMje Y PyKOBeTHMA
PAa3AMYUTHX reHepalija 3aXTeBAAH IIpelu3Huje oapelerbe, OAHOCHO HaATPaAY
u pesedunncame mocrojeher repmuHOAOIIKOT GOHAA TEOPHje ITUTATHOCTH, Te
yBobeme HOoBHX TepmuHa. Opa6paHM AHAAMBHPAHU Y30PaK, IIOPEA AeAd KOja AAHAC
4KMHE OCHOBY KOHIIEPTHOT XOPCKOT pernepToapa, yKaydyje ¥ KOMIIO3HIIHje Koje
cy y Behem obumy 3amocTaBseHe U pelye mpuBAade maxby, Kako u3Bohada, Tako
U MY3UYKHX TeOpeTuyapa. AHAAMTHYKA U MCTPA’KHMBayKa MUTalka Pa3MOTpPeHa y
OBOj CTYAMjU H3HOBA Cy yKa3aAa Ha BaXHOCT Pykoseru CreBana MokpamIia Kao
IapapMrMe 3a CTBapaolie Apyre noaoBuHe XX Beka, Te HOTBPAUAA BUTAAHOCT HeTOBOT
KOMITO3UTOPCKOT AOIIPHHOCA CpIIcKoj My3umu. Ha Taj HauuH je AoopaTHO yuBpuhen
craB o onycy Crepana Mokpamlja Kao TeMesy pa3Boja caBpeMeHe CPIICKe My3HUKe.
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IIPrAO3U Y3 PAA
TABEAE

Tabeaa 1. Kaitielopujasnu yuitiatiinu itipoyiao — TUIIOBH LIUTATa Y OKBHPY MOAEAQ
cAo0bogHe yuitiatine umuiniayuje

(eBaH Mokpatball

L{uTnpatm LX= | 1LV, I, 1L, 1X, Mpumopcku | 11,111, V, 1.0, V1,

TEKCTOBM pyKoBeT VI, Hanjesy VIIL IX, X, VI X, XII,
X, XIL X1V, XI, Xl - XIV, XV
XV pykoser pyKOBET 2% XV

pyKoBeT

2.VIII, Xl pykoset

Aytopu Hukona Jbybomup Panocas bopusoje [lywan Bnactumnp

LNTaTHIX Cynapesuh | bowrbakosuh | Auhenkouh Cumnh Tpbojesuh Mepnuuh

TeKCT0Ba (1891-1987) (1920-2001) (1925-2011) | (1927-2000)

Unmathn MoapuHke Mpau cnner | 1.TIpBa [lpyra lpsa 1.TpBa

TeKCTOBM pyKoBeT pyKoBeT pyKoBeT pyKoBeT
2. [lpyra 2. [lpyra
pyKoBeT Pykoser

Lluratm no

LyTaTHIM lwdpoBaHN CAeKCNMUUTHIM KOAOM

CUrHANMMA

Unratn no

oncery HenotnyHu

nogyZaparba

Uuratn no PedepeHumjantu NpUMapHo OpHjeHTACAHI Ha

dyHkumin - | Moarekct

Ta6eaa 2. PykoBeTu npBe MopaTHe AelieHNUje U BUXOBU LIUTATHH Y30PH — MPHITAAHOCT
opapehenom reorpadckoM oOApydjy

UnTvpatu Texctom (PykoBeTn
(eaHa MokpatbLia)

L|uTaTHu TeKcToBM

AyTOpVI LUTATHUX TEKCTOBA

feorpadcko noapyuje
UMTMPAHOT U LiMTaTHOT
TeKcTa

2. MeTHaecTa pykoet

1. [lecera pykoseT [leTHaecTa 1.MpBa pykoser MakenoHuja
pyKoBeT Pagocas Anhenkosuh

2. Ocva pykoer, [IBaHaecTa

pyKoBeT 2.Jlpyra pykoset Kocoso
[lesera pykoser [lpyra pykoser bopusoje Cummh LIpHa fopa

1. JleceTa pyKoBeT, [lpyra pykoset Bnactumnp Mepuuuh MakenoHuja
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Ta6eaa 3. HeaocaoBna nuratHoct: CreBan Mokpamar — Bopusoje Cumuh

UnTvpatu Texctom (PykoBeTn MakpodopmanHa wwema UnTathu Texct (Pykoger MakpodopmanHa Lwema
(eaHa MokpatbLia) UNTIPaHUX TEKCTOBA bopugoja Cumnha) LITATHOT TeKCTa
1.Ipga pykoser ABAULEOTXnAL'N
———————————————— AbU A Mnpenas EA2E1 113
2. Tpeha pykoset Orxon
”””””””””” Yeop AbUEATET
777777777 ABUJEOPEDT [pyra pyxoser A ?2 e
3. Tlpumopckn HanjeBu

Tabeaa 4. Paciopep 1 kapakrep Temma: Aecetiia pykoseii Citiesana Moxparsya—IIpsu

cireit /oybomupa Bowrsaxosuha

Jime ayTopa (reBat Mokpatball Jby6omup bowwrbakosih
Hazu komnosuuuje [leceta pykoer [pw cnner
bpoj caBoBa ler |

Pacnopes 1 KapakTep Temna

Allegreto grazioso

Adagio con espressione

Allegro
Andante

Allegro

Allegretto con brio

Andante sostenuto e espressivo
Allegro moderato

Adagio molto espressivo

Allegro giocoso
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My3U4KU IPUMEPU

IIpumep 1. CreBarn Moxpamari: Ipsa pyxoseiti — Hipaiu ce panu Koru

Lento [M.M. J =58-63]
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Ilpumep 2. /oybura Mapuh: Tpu napogre —Llasiiu 60xcyp (npBa u opyra crpoda)

npsa crpoda
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Sasa Bozidarevié

MOKRANJAC IN THE WORKS OF HIS SUCCESSORS - FROM THE
CITATION IMITATION TO THE CITATION POLEMICS

SUMMARY

Using the interdisciplinary approach to Stevan Mokranjac’s Garlands [ Rukoveti]
and his successors in the Serbian choral music after World War II, while
simultaneously relying on Dubravka Orai¢ Toli¢’s Theory of Citation (1990), I
have continued the work of distinguished scholars in the field of Serbian postwar
music and their diverse analytical experiences. Whilst critically evaluating the
existing analytical interpretations, in this article I have pointed to the alternative
solutions and interpretations of the relevant issues of the organisation of the
musical flow of Garlands and related formal types in almost all relevant musico-
textual segments. Departing from the problems posed by the phenomena of
intertextuality and citational procedures as elaborated by Dubravka Orai¢ Toli¢,
in this article I focus on their different embodiments as established in the relation
between Stevan Mokranjac’s Garlands and garlands and similar forms of the second half
of the 20" century; I also specify analytical methods and their creative application
on the analysis of individual choral works. During this process, certain different
types of the intertexual communication in the garlands written by members of
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different generations required more precise definition, i.e. additions and redefining
of the existing terminology of the theory of citations, and an introduction
of new terms. The selected analysed sample incorporates both the works that
nowadays constitute the basis of the choral concert repertoire, and the works
which are nowadays mostly neglected and not so attractive to performers and
music theorists. Analytical issues discussed in this study have repeatedly pointed
to the importance of Stevan Mokranjac’s Garlands as a paradigm for the authors
of the second half of the 20" century, and repeated the vitality of his creative
contributions to Serbian music. This has, in turn, reinforced the common
knowledge on the work of Mokranjac as the fundament for the development of
contemporary Serbian music.

KEywoRbDSs: Stevan Mokranjac, folklore citation, garlands and related forms,
theory of citation, Serbian postwar composers



IN MEMORIAM






IN MEMORIAM

BAACTHMUMP TPAJKOBHh

(BEOTPAA, 17.JyHU 1947 — BEOTPAA, 4. JAHYAP 2017)

KoMmo3uTop koji je CBOjUM OIIyCOM YMHOTOMe 00@A€XKHO CPIICKY My3HKY IIOCACAE
JeTHpH AenjeHHje, BaacTumup Tpajkosul, n3HeHaAd je yMPO HAa CaMOM ITOYETKY
OBe TOAMHE, He HaBPIIHBIIN CeAAMAeCeT ropuHa sxuBoTa. Op usHenabyjyhe speaor
auriaomckor paaa Tempora retenta, cryauje 3a Beanku opkecrap (1971), KoMIosuLuje
APYyTauuje oA CBera IITO je TaAA CTBAPAHO Ha CPIICKOj (M jyroCAOBEHCKO]j) MY3UHUKOj
cueny, Ao Hliancke ceuitie (Yeiiomene na gemuﬂ,cmso) 3a GAAyTy U MEeTHAECT Iypada
(2016), AeAa IpeMHjepHO U3BEACHOT CaMO TPH Mecelia IIpe BberoBe CMPTH, y KojeM
ce joIn jeAHOM a$pHPMHUCAAO HETOBO KOMIIO3UTOPCKO MajcTOPCTBO, BaacTumup
Tpajkosuh je rpaAHo CBOj KapaKTePUCTUYHH MY3UUKH CBET, YBEK CIIPEMAH AA CBOjOM
MMarvHaIijoM OTKPHBa HOBE ITPEAeAe My3HUKOT ACjCTBOBAMbA.

Baactumup TpajkoBuh oapacTao je y My3nuKkoj mOpOAULH, Y KOjOj je paHO
Ipeno3HaT keros pap 3a My3uky. Iberosa majka I'opaana, nujaHucTKH®BA K
My3HYKH IIeAAror, 6uaa je khepka MO3HATOT CPIICKOT KOMIIO3UTOPA K MY3HKOAOTA
Muaoja Muaojesuha u merose cynmpyre VBaHke, KOHIIepTHE [IeBauHIje i My3HUKe
neparomkuse. [Tapaseano je mmao y mysuuky mxoay u Kaacudany rumaasujy npe
HETO IITO Ce YIIMCA0 Ha CTyAHje KOMIIO3UIje Ha 6eorpasckoj Mysuukor akapeMuju
(aanac QakyATer My3uuKe yMETHOCTH), y KAacH Bacuanja Mokpamna. ITocae
auraommpama (1971) MMao je IPHAKKE Aa ce ycaBpmasa Kop Butoaaa AyTocaasckor
y Iposxmany (1977) u Oausjea Mecujana y [Tapusy (1977-78). ITeparoumky xapujepy
je 3anoyeo kao mpopecop y Mysunuxoj mxoan ,Crankosuh” (1971~75), a HacTaBuo
Ha QakyaTeTy My3uuKe YMETHOCTH, TA€ je UIMAO CBOjY KAACy 3a KOMIIO3HIIH)Y H TA€ je
0CTa0 AO MEH3MOHKCaba 2012. roprHe. Op OpOjHUX CTyAeHATa HeKa OyAe CIIOMEHYTO
6ap HekoAMKO X — Katapuxa Muskosuh, Micupopa JKebesan, Ormen Borsanosuh,
Anexcanppa Ama Hophesuh, Aaexcanpap Cepsap-boroes.

3a cBoje komnosunmje Harpahen je Xpucruhesom narpasom (Tempora retenta,
1971), MoxpamuaeBom HarpapoM (Kaasupcku konyepitl, 1995) 1 AIPUACKOM HarpasoM
rpaaa Beorpaaa (Iein iiecama Citiepana Marapmea 3a raac u opKecTap, 2006).
Aonucuu yaan CpIicke akapeMuje HayKa M YMETHOCTH IIOCTA0 je 2000. TOAMHE, a
PEAOBHH YAaH 2009. Aeo meroBux Komnosunuja o6jasmet je y Cpbuju (Yapyxeme
xommosuTopa Cpbuje 1 ayTopcka H3pama), a Aeo y uroctpanctsy (Editions Max
Eschig, ITapus; Gérard Billaudot, Editeur, ITapus; Bérben, Edizioni musicali, Anxona,
Uraawuja).

Beh npse xommnosunuje Baactumupa Tpajkosrha A06uae cy usBaHpeaHe IOXBaAe
oa crpare OauBjea Mecujana u Aaexcaapa TancMaHa, KOjH Cy y BUMa YOUHAH
Heke BPeAHOCTH Koje he 6uTn kapakTepucTuyHe 1 3a KacHuje omyce: ,Baactumup
TpajkoBuh je jyrocAoBeHCKM KOMIIO3UTOP BEOMA BEAMKOT TAACHTA. YMETHHK je
noercke UMaruHanwyje (...) Koju BAaAQ U3BPCHOM OPKECTPALIOHOM TEXHUKOM. (...)
Hberos Ayo 3a kaaBHp U OpKecTap, BeOMa CHaXHOT, MOhHoT mucMma (...) cBakako
je aeao usyserne aenore (...)” (Mecujan); ,3a mene je cycper ca Baactumnpom
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Tpajkosuhem orkprhe HeyOpeAHBOT TAACHTA, TAACHTA CHOKHE HHAUBUAYAAHOCTH
Koju 06jeaumbyje MOhHY BUTaAHOCT U BeoMma y36yamuBy noesujy. (...) Eberoso
A€AO je AUBAema AOCTOjHA (2 AaHAC peTKa) CHHTe3a HHTYMTUBHE HHBEHIUje U
KOHTPOAMCaHe CTBapaAauke MHTEAUTEHIIHje — CHHTe3a Y KOjOj HeMa IIPOU3BOSHOCTH
(...)” (Tamcman).

3a pasAmKy oa BeAanke BehnHe koMIosuTopa cBoje reHepanuje, Tpajkosuh
HUje 6110 IPUBYYEH BUAMIIMMA KOje je OTBapaAa IIOACKA ABAHTAPAHA IIKOAA, Ko
IITO Ta HU APYTU aBaHTapAHM TOKOBH TOT BpeMeHa HUCY uHTepecoBaan. Mimao
je cHare Aa, caepehu corncTBeHe My3uuke apUHUTETe U yBepewa, n3abepe aa Oyae
HeKa BPCTAa AMCHAEHTA M AQ Ce CTBAPAAAYKH HAAOBEXe Ha 60rary 3a0CTaBIITHHY
Kaopa Aebucuja u Mopuca PaBeaa, Ha mpBoM MecTy. Fberosa pAeaa moxasyjy Aa
je 61O OCeTSHB, Mapa ¥ MaFkbOj MepH, H Ha UMITYACEe U3 APYTHX CTHACKHX cdepa
mysuke XX Beka, yKaoydyjyhu eKCIIpeCHOHHCTHYKY M MHHUMAaAKCTHUKY. Kao
Pe3YATaT lberoBUX Tparama 3a COINCTBEHNM KOMIIO3UTOPCKMM AMKOM HACTAO je OITyC
AOMHHAHTHO IIOCTUMIPECUOHUCTHIKOT CTHACKOT AMKA M ITPETEeKHO KAACUIIUCTUYKH
00jeKTHBHCTITIKOT H3PA3a; Ca AOOPO yCarAaleHNM eAeMeHTUMA PA3AMYUTHX CTHAOBA,
jACHHM, IpeTAeAHHM U M30aAaHCHPAHUM GOpMaMa, CAOXKEHOM B padUHHUPAHOM
XapMOHCKOM (IIPeTEeXXHO MOAAAHOM) OCHOBOM, THIIKOM, PHHO AUepeHIINpaHOM
PUTMHKOM M HHBEHTHBHOM MHCTPYMEHTalHjoM. 360T MHOIITBA MPHMeHeHHX
CTHACKO-TEXHUYKUX MAOMA U YKAAIbakha rpaHuIia usMely ,BUCOKMX” U ,HUCKHX
My3HYKUX XaHpoBa (1e3a u Apyrux popmu momyaapHe Mysuke), moryhe je
caraepaBambe TpajkoBrheBor ormyca 13 IIOCTMOAEPHUCTUYKE BU3Ype.

Cam Tpajkosuh je 2011. HAIIKCAO AQ CY OA TPHAECETAK HErOBHX MY3HIKHX ACAQ,
yropea Apuona, Hose my3uke 3a iuiliapy u tygave, HajyCreImHuju jour u Ayo, 3a KAasup
u opxeciuiap [1971), sarum Yeiniepitiu emiipomitiniu 3a krasup [1983], ma Ogbpana nawet
ipaga, 0ga 3a iieHOp cOAO U 8eAuKl opKectiiap, Ha cTuxoBe Muoapara ITaBaosuha
(1984 ], ma Conainia 3a $aayiny u krasup [1986], Ile iiecama Citiepara Marapmea 3a
irac u opkeciuiap (HamMCaHUX ABOje3UYHO, Ha pPAHIYCKOM OPUTHHAAY U Y CPIICKOM
npeBopy-TipeneBy ayTopa Mysuke B. T.) [2003], Te najsap Canto ridato, 3a coao
rurapy’. OBoM Hajy>keM U300py 61 ce CBAKAKO MOTAA AOAATHU U cAepeha aena: Aan,
YeTHpH XMMHe 32 opkectap (1976), CoHara 3a Buoauny u Buoay (1987), Konuepr sa
xaaBup 1 opkectap y Be-aypy (1990), Konuepr 3a Buoay u opkecrap y re-moay (1993 ),
3egupos iospatiak 3a aayTy, BAOAMHY 1 KAABUP (2001), KAO U HErOBO MOCAEAHE
aeao, lliancka ceutiia (Yeiiomene u3 getiurbclisa ) 3a gaayTy u 15 ryaada (2016).

Cser ¢panko-saTurcke EBpore yBex je 6uo 6ausak Baactumupy Tpajrosuhy,
a Imopep TOra je y HeKMM AeAMMa II0Ka3a0 BUCOKO yBa)KaBake aHTHYKOT I'PYKOT
Hacael)a, HAPOUUTO MUTOAOIIKOT. JeAHA TIOJEAMHOCT 61 MOTAA AOAATHO OCBETAUTH
Tpajkosuhes HapoUUTH OAHOC ITpeMa CTapOoj rpuKor KyATypu. OH je HHCHCTHPAO,
HayMe, Ha TOMe Ad Ce HaCAOBHU TPHjy cTaBoBa merosor KoHmepra 3a kaaBup U
opxectap y Be-aypy (1990) yBek nuiry Ha rpYKOM, y OpPUTHHAAY MAH TPAHCKPHIILIHjH.
Y HeKHM HEerOBUM APYTHM ACAHUMA, [IAK, HACAOBH CY Y CBOM ,3BAaHHYHOM  BHAY
Ha QpaHI[yCKOM HAM HTaAsujaHckoM. Ha mpumep, craBosu CoHnate 3a ¢paayry
U KAQBHMP MMajy UTAAHMjaHCKe Ha3uBe, M TO He OHe KOjH Ce OAHOCE Ha TeMIIO MAM
aroruxy. Hacaosu cy ¢pannycku nan utaaujancku y Hospaiuky se¢upa (Le retour
des zéphyres / Zefiro torna), a uckayduso dpanuycku y Teciiujama u Kongupuma
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(D’aiguiéres et d'alcarazas). CBH 0BU MaXX»HMBO CMHUIIAEHHU HA3UBU Ha je3UIUMA
KOjH Cy My OAUCKY, YKa3yjy Ha Clielji$pUuHe CBETOBE KYATYPe KOjH Cy HajCpOAHHUjU
Tpajkosuhy, one ca kojuma ce ocehao Hajsume mosesanum. ITo cBepoUery camor
KOMIIO3UTOPA, OH je HACAOBE AABAO HAKHAAHO, IIOCAE 3aBpIIeTKA KOMIIOHOBama.
To ce oprocu u Ha Apuon u 3eupos iiospaitiak, ykiydyjyhu HasuBe cTaBoBa, raoce
u mocsere Koje je TpajkoBuh cMaTpao KOPeCIIOHACHTHUM y CYIITHHCKOM CMHCAY
ca My3HYKHM TeKCTOM. ApuoH, Hose My3uke 3a tuiliapy u iygase, aMOAEMATHIHO
Aeao Baacrumupa Tpajkosuha, H3a3Baao je Ha npemMujepu pacLUHALM}Y KOja Tpaje
U pAdme. Y KOMIIO3UIIMjY CY YTKaHe HUTH KOje je IOBe3yjy ca aHTUYKOM T'PYKOM M
PUMCKOM MHUTOAOTHjOM U ITOE3HjOM, KaO M Ca IIOKPETOM peHecaHce. 3a IIOXBaAY
jé IITO KOMIIO3UTOP HHje eKCIIAOATHCAO Taj yCIeX peluKAUpambeM IIPUMeheHIX
npoceaea, Beh ce OkpeHyo HOBUM BHAHIIMMA.

CBoj xommosuTopcku upenturer Tpajkosuh je yrBphusao He camo kpo3
H3paXaBarbe CBOje OAMICKe oBe3aHOCTH ¢ HacAeheM aHTHuKe IpuKke i HAPOAQ AQTHHCKe
Esporte, Beh 1 agpupmummyhu cpricko nprcycrso y Toj MohHoj Tpapuumju. ITpuvepu 3a
T0 ce Mory Hahu y Ogbpanu Hawei ipaga, AeAy 3aCHOBAaHOM Ha OCTHHATHUM PUTMOBHMA
rycaama (kaxo je mpumernaa Hepa Bebaep), y crnansanujama cprickor Koaa y HeKuM
APYTHM A€AMIMA, KO H Y YIIOTPeOU MOAAAHOCTH KOjy je Ha3HBAO ,,aPXajCKOM CPIICKOM
u xubpuaHoM“ y ctaBy ,Kop Ileomana..” y Tecitiujama u xongupuma.

Baactumup Tpajkosuh je nMao yeTupu BpAO 3amaskeHa ayTOPCKa KOHIEPTA,
cBa yveTupu y Koaapuesoj 3apayxbunu y beorpaay: xonnepru cuM$poHujcKe
MY3UKe 1997. U 2007, KOHI|epPT HHCTPyMeHTaAHe U BOKaAHe, KaMepHe M KaMepHO-
OpKecTapcKe My3HKe 2010, M KOHIIePT My3HuKe 3a ruTapy Ha Iuitiap apii ectiiy 2011.
ropuHe. Ha pABa ayTopcka kommakT pucka y uspawy COKOJ-a 1995. u IITTI PTC-a
2001. TOAMHE O0jaBieHa Cy Haj3HAYajHUja A€Ad KOja je AO Tapa OO KOMIIOHOBAO.
Hberosa peaa cy n3BoheHa KaKo y 3eMMbH, TAKO U Y HHOCTPAHCTBY, MAAd He TOAMKO
4eCTO KOAMKO 3aCAYKyjy. TOKOM IOCAeABUX Mecelll )KUBOTa MOTao je Aa Y>KHBa
y ycnemHoj npemujepu Iliiancke céutiie, 13BAHPEAHOM U3BOlemy OpKeCTapcKor
AeAa Aau Ha KOHIIEPTY KOMIO3UTOPA aKaAeMHUKA, Ka0 U Y OAAMYHOM KOHIIEPTY
KaMepHHUX AeAd CBOT pAeae Muaoja Muaojesuha, y 4ujoj je mpunpeMu akTUBHO
y4ecTBOBAo.

ViMnoHoBaAa je mupuHa U TeMesrHOCT TpajkoBrheBHX 3HAbA U3 PABAMYUTUX
obaacTu (He pagyHajyhu, HapaBHO, My3HKy, IITO Ce IOAPa3yMeBa) — OA HCTOpHje 1
rao3oduje A0 KEIKEBHOCTH U AMKOBHe yMeTHOCTH. Ca BeankoM nocsehenonthy
IIMCAO je IPHAOTE 32 My3HKOAOLIKe 360pHUKe (0 KOMIIO3UTOPCKOj 320CTABIITHHH CBOT
AeAe xomriozuTopa Muaoja Muaojesuha 1 0 My3HIKOM MOAEPHHU3MY, 4, HKAAOCT, HUje
3aBpIIHO OOUMHY CTYAH]Y IIOA HACAOBOM My3uka, y K0joj je TEOPHjCKU OCMHILIAABAO
CBOje aHAAUTHUKE YBUAE ¥ AeAd HEKHX 3HAYAjHUX KOMIIO3UTOPA K0 ITO Cy AebucH 1
Barnep, pacnpaBsao o Kudy, KpUTHKOBAao AAOPHA, IT03KBa0 ce Ha XaHcauka, Oprery
u Tacera, Toctymkor. Heke AeA0Be 0Be CTyAHje YKisyIHO je ¥ CBOjy IPUCTYIIHY OeceAy
KOjy je IIPOYMTA0 HA CBEYAHOM CKYITy IIOCA€e CBOT u3bopa 3a pepoBHor uaana CAHY,
MapTa 2010. TOAMHe.

Tpajxosuh je jour op MAAAOCTH IIOBPEMEHO IHCA0 TEKCTOBE O CAaBPEMEHHM
KpeTamKMa Y My3HI[H, O My3HYKOj KPUTHUIIH, KA0O U 0 HeKuM AeaumMa 3opana Epuha
u JyrocaaBa bommaka, o Ceprejy PaxmamwunoBy u Aparyruny [ocrymkom, a ayTop
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je M IIOTOBOPA 3a IPeBOA Ha CPIICKH 30upKe TekcToBa Manyeaa ae QPame 3adiucu o
My3uyu U my3uuapuma. Y OBUM TeKCTOBUMA, KAO M Y ADYTHM IPUAMKaMa, HCKa3UBaO
je He3aBHCHOCT MHUIIbEHA, HOPHO Ce YIIOPHO 3a CBOja yBepema, yMeo Aa 6yae
KOHTPAAUKTOPAH, HHje 6eXao HH 0A MPOBOKALINja Ad OU H30IITPHO CBOje CTABOBE.
Huje cayuajuo mro je Baactumup Tpajkosuh n3abpao pAa My KOPHCHUYKO HMe ¥
eAeKTPOHCKOj moITu Oyae vis creatrix, ONHOCHO citisaparauka moh. OH je Ty moh
II0CEAOBAO y BUCOKO]j MepH, kopucTehi je Aa H3rpaan Mysudku orryc koju he ra ayro
HaAXHBETH.

Meaurta Muaun
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L1z MELLISH AND SELENA RAKOCEVIC (EDS.)

METHODOLOGIES AND WORLD ANTHROPOLOGIES: DANCE,
FIELD RESEARCH, AND INTERCULTURAL PERSPECTIVES. THE EASTER
CusTOMS IN THE VILLAGE OF SVINITA

Pancevo: Kulturni centar Panceva, 2015. ISBN 978-86-918261-1-6

“It happens that something happens, that something happens to us.”
Alain Badiou, On Beckett (2003: 77)

To quote from Alain Badiou’s book on Samuel Beckett to introduce a book on Easter
village customs may seem a tad exaggerated, but this is how folk performance scholar
Peter Harrop describes the experience of witnessing any folk performance (2013).
In his text “The Antrobus Soulcakers,” Harrop is drawing on a lifelong experience of
encountering English folk customs, most notably mumming, in investigating or trying
to summarize the nature of the performance event. But how does one connect Beckett,
a master of the absurd, with the grounded, repetitive force of a traditional custom?
The answer to this question seems to open further questions... According to Harrop:

[ ...] traditional performance is using the site and time, repetition and return
to construct a portal where the ‘here’ of place and ‘when’ of calendar can
intersect. We put ourselves in a place where the present can be invaded by
shafts of involuntary and unexpected memory. I suggest this underpins the
efficacy and popularity of calendar customs (Harrop 2012: 273).

So, in a way, writing about the performances of calendar customs is all about
understanding and feeling a special relationship between the people, memory
and site. But how do we theorize memory, which is too fleeting, or feeling, which
is too intimate? Indeed, how do we theorize “being there” where “something
happens to us?”

This is the core question of performance ethnography and this is what the book
Dance, Field Research, and Intercultural Perspectives. The Easter Customs in the Village of
Svinita addresses most directly. Despite the wealth of theoretical approaches, perfor-
mance still incites challenging debates about methodology — and this is exactly what
the editors of this book, Liz Mellish and Selena Rakocevi¢, tried to address with this
diverse collection of texts: “The ethnographic and reflective writings provide a unique
overview of methodological approaches by scholars from a broad range of academic
and experiential dance backgrounds” (7).

The book itself came to life after a brief field trip by members of the ICTM (Inter-
national Council for Traditional Music) Study Group on Ethnochoreology, together
with several other, loosely affiliated, researchers. The group went to the Serbian-popu-
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lated village of Svinita (Serbian: Svinica), located in Romania, during the Orthodox
Easter period. The village itself is interesting for its unique historical and geograp-
hical characteristics; in May 2013 the researchers had a chance to observe and experi-
ence the famous hora de pomand ritual. The book offers six essays, all of which reflect
on different methodological approaches, theoretical interests and personal sensibili-
ties. Indeed, although the purpose of the field trip was to observe the hora the pomand
calendar custom with its accompanying activities, the essays mostly reflect on the
methodological and epistemological uncertainties that inevitably accompany perfor-
mance ethnography. In the words of Anca Giurchescu, one has to question “whether
this reality is perceived as similar to all of us, or each of us is seeing something diffe-
rent, something we wanted to see or search” (16). Accordingly, all texts are written
from different angles and express different feelings. Anca Giurchescu (Romania/
Denmark) reflects on her long research career that has allowed her to observe hora
de pomand in this particular village from a diachronic perspective, over a forty-year
span. Sadly, she passed away not long after this book came to life, so this was one of
her last field trips and the very last published article.

Selena Rakocevi¢ (Serbia) discusses the intricacies of fieldwork performance
methodology by reflecting on advantages and disadvantages of the two basic
methods in dance research and ethnochoreology - filming and participation — in
the context of this particular hora de pomand. Liz Mellish and Nick Green (UK/
Romania) endeavor to situate the hora de pomand they encounter in Svinita within
the wider contexts of the surrounding regions of Serbia and Romania. Their rich
and long engagement with forms of social and traditional dancing in Romania with
considerable data collected, allows them to situate this ritual in diverse contexts
with different layers of meaning. Sara K. Schneider (USA) is interested in explo-
ring the dynamic of the fieldwork, understood as “an encounter of different appro-
aches” (9), but also as a clash of different sensibilities. Rather than observing hora
de pomand, she prefers to observe the dynamics of the fieldwork as such, with the
main research protagonists being the members of the research group themselves.
She supplements this research by interviews conducted with each group member
after the field trip. The team also included Mladena Preli¢ (Serbia) and Maria
Varendt (Sweden) who did not contribute to this volume, which instead contains
an essay on the history of Svinita, written from an archeological perspective by Ilie
Silceanu and Nicolaie Curici, the Mayor of Svinita. Although their long-durée histo-
rical perspective is slightly at odds with other essays, its inclusion in this volume
testifies to the commitment of the editors to truly include different voices and
perspectives, including the voices of the informants.

So, what can these 150 pages offer to an unsuspecting reader? To begin with,
this edition represents a truly diverse group of researchers and an eclectic collec-
tion of perspectives that reflect on different scholarly histories and traditions. By
means of their insistence on framing the book through the questions of methodo-
logy, the authors truly explored the boundaries of “world anthropologies” (Brkovi¢
and Hodges 2015). In their discussion of different fieldwork designs (such as extended
stay and back-and-forth fieldwork), Brkovi¢ and Hodges suggest that “ethnographic
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research (rather than national intellectual traditions) can be used as the criterion to
differentiate between world anthropologies” (107). The following observation by Sara
K. Schneider (whose research agenda was fieldwork as such) summarizes the extra-
ordinary diversity of participants and methodologies:

Although I arrived for a fieldwork experience assuming that a shared research
agenda and a centralized methodology would be given or negotiated or would
emerge, in fact we remained during our days together within our individual
research agendas. Indeed, each of us, whether as academic, academic-dancer,
or independent choreographer, had our own highly developed expertise. As
this volume of essay shows, differences in our methodologies, as well as in our
nations of origin and residence, language, intellectual traditions and training,
generation, relationship to Serbian or Romanian folk dance, and reasons for
being interested in Svinita, have led to quite different sets of observations
about the phenomena we observed during the days we spent together (48).

This book will certainly generate further interest in the discussion about methodo-
logy in the local academic landscapes. In the context of Serbian ethnomusicology and
ethnochoreology, the perspectives that offer open reflections on methodology while
doing fieldwork have thus far been rare to non-existent; so one must hope that this
new trend will thrive and continue.
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JELENA NOVAK
POSTOPERA: REINVENTING THE VOICE-BODY

Ashgate, Surrey, 2015. ISBN 978-14-7244-10-34

Following the latest tendencies in theoretical fields of musicology, opera and perfor-
mance studies, as well as voice studies, it seems that the issue of the singing body, or,
more precisely, the singing body as the site of mutual, complex and intricate produc-
tion of both the carnal and semantic (musical) component of the opera performance
has become increasingly important. It has proved to be a field that should not be
ignored or overlooked, whilst opening up the challenge of redefining the very funda-
mental concepts of the singing body itself, its relation to the music and dramatic
narrative, and the terminology applicable to the present-day works in the (post)
operatic field.

Jelena Novak’s book Postopera: Reinventing the Voice-Body pinpoints this theore-
tical issue, thus revealing itself as both relevant and innovative, while at the same time
demonstrating the author’s competence by incorporating already developed hypot-
heses by Lehmann, Tambling, Zizek, Dolar, Caverero et al. into an original theore-
tical work.

According to Novak, the four principal objectives of this book are: (1) to extend
the cultural analysis of opera to the singing body; (2) to identify the interaction
between the singing body and the voice in opera as a site where different discourses
are encoded; (3) to enrich the field of opera studies with a body/voice theory; and
(4) to define the concept of postopera in relation to a set of case studies (4, 149).

The singing body, or, the body that sings has been neglected for a long time in
historical and modern opera studies. In a way, it was taken out of the musical struc-
ture, extracted from it, so that — paradoxically enough — music could be “cleaned” of
its carnal presence. In other words, in both historical and modern opera studies, the
body of the singer was rarely seen as such; it was the dramatic narrative of the operatic
character that was deemed more important. Also, an illusion of pure music had to be
preserved; hence the listener, as well as the musicologist, were trained to detach the
singing body from the music — because the body unmasked an irreconcilable discre-
pancy between the body itself and the sound it produced and vice versa.

Through a number case studies that Jelena Novak defines as postoperas, she works
with different theoretical problems regarding the intersection of the singing body and
its voice, as well as the singing body and the listening body, which also brings out the
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question of the uncertainty of the subject’s position itself. Is the subject the body that
sings or the voice that delivers the semantic message? Is the singing body objectified
by the listener’s ear or just the opposite? What is happening with the gap between
the singing body and its somehow spectral voice, and what if this gap is exactly what
is performed and acted upon in these postoperatic works? And what is exactly posto-
perain Jelena Novak’s theoretical apparatus?

According to Novak, the term postopera can be applied to a “wide range of
operatic practices that have appeared in Western musical theatre since the last quarter
of the twentieth century” (4). For Novak, this is not an entirely new theoretical plat-
form; she already tackled it in her MPhil thesis, Opera in the Age of Media (later
published as Opera u doba medija, Izdavacka knjizarnica Zoran Stojanovi¢, Novi Sad,
Sremski Karlovci, 2007). Novak responds to Hans Thies Lehmann’s term postdra-
matic theatre, noticing that the introduction of a new term such as postopera is vitally
important when speaking about newer operatic practices that included a shift from
the dramatic operatic element towards the complexity of (often deliberately incon-
gruent) performance elements. This includes the dissolution of dramatic text, musical
narrative and the singing body, often visibly split between the singer’s body and the
operatic character’s body. The term postopera also designates the (post)operatic work
that is not simply a postmodern piece, nor the opera in the age of postmodernism. It
is awork both postdramatic and postmodern at the same time, a musical (post)narra-
tive that actively problematizes the very media of body and (its) voice, pointing to
the gap between them, pointing to the friction of technology and body in/over the
voice, the ventriloquism effect, the friction of gender of voice and body, the desta-
bilization of the body, the voice as the prosthesis of the body, the voice without the
body, the voice in regards to écriture feminine, the vocalic body in relation to vocal
travesty and vocal drag and so on (13-17).

The book is divided into four parts (Part I, Focusing on Body Singing; Part II,
Voices Beyond Corporeality: Performing Singing as Upgrading; Part III, Throwing
the Voice, Catching the Body: Opera, Ventriloquism, and De-synchronization; Part
IV, Singing Gender as a Performance). Novak analyzes six chosen contemporary
postoperas — La Belle et la Béte (Phillip Glass), Writing to Vermeer (Louis Andriessen,
Peter Greenaway), Three Tales (Steve Reich, Beryl Korot), One (Michel van der Aa),
Homeland (Laurie Anderson), and La Commedia (Louis Andriessen, Hal Hartley),
exploring the ways in which these postoperatic and performance pieces work both
with the traditional forms of opera and with the possible outcomes of a performance
that involves vocal/voice activity produced by the bodies on and off the stage.

Part I: Focusing on Body Singing brings out the theoretical questions of posto-
pera and the singing body, leading up to defining the aims of the book. Novak’s
term postopera is positioned with respect to some preexisting theoretical solutions
(Lehmann’s postdramatic theatre, Tambling’s post-opera), but also to the more
traditional musicological approaches. Novak also examines the phenomenon of
ever-present ventriloquism in the vocalic body,while dissecting Slavoj Zizek and
Mladen Dolar’s hypotheses and pointing to the inevitable gap between body on
the one hand and voice on the other as a nodus point of the postopera genre which
reinvents the singing body.
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Part II: Voices Beyond Corporeality: Performing Singing as Upgrading introduces
the problem of friction between the vocal and the linguistic, and also between the
performance and the performer’s body, using the example of Van der Aa’s postopera
One. In this case the vocalic body is reinvented through de-synchronization, simu-
lacrum and multiplication of identity, alongside with music which affects the intelli-
gibility of the text. Novak also shows how monstrous singing can be taken as a poli-
tics of vocal existence (57) through Reich’s and Korot’s postoperatic work Three Tales.

In Part III: Throwing the Voice, Catching the Body: Opera, Ventriloquism, and
De-synchronization Novak examines Philip Glass’ postoperatic technique of opera-
tizing the film (79) in his postopera La Belle et la Béte, and the problems of body
without voice and voice without body. In this case the singing body is discussed and
dislocated by problematizing both film and opera in the specific creative reinvention
of the body-voice gap in the age of multi- and inter-media (91, 92). Part I also intro-
duces the way in which the subject-object dynamics and positions are questioned in
postopera, and also the potential of tracking the écriture feminine through Andrie-
ssen and Greenaway’s Writing to Vermeer.

Part IV: Singing Gender as a Performance involves the study of Andriessen and
Hartley’s La Commedia, and also of Anderson’s Homeland. Using these postoperatic
pieces Novak explains how voice and gender may and may not stand apart, alternately
overlapping and separating from each other through the postoperatic reinvention of
the singing body. Thus the body/voice/gender relations are reassessed through the
reassessment of the vocalic body, together with the other presupposed categories of
the bodily and subjective conceptual existence. Part IV also leads to the conclusion,
which summarizes the author’s hypotheses and opens up new and relevant theore-
tical questions related to the emerging yet already broad field of voice studies.

By cutting through, across and beyond body, voice, performance and theatre
studies, Jelena Novak’s book Postopera: Reinventing the Voice-Body positions itself at
the center of the contemporary operatic theory; it can be recommended both to
professionals and to those who are yet to delve into the transdisciplinary field of
voice studies.

Dragana Stojanovic¢






REVIEW

Ljusica aND DaNiICA JANKOVIC
NARODNE IGRE, IX BOOK

Belgrade: National Library of Serbia, 2016, 352 pp, appendix, dance notations,
musical notations, index. ISBN 987-86-7035-387-9

The ninth book from the series Narodne igre (Folk dances) by the sisters Ljubica
(1894-1974) and Danica (1898-1960) Jankovié was published in 2016 almost forty-
five years since it was prepared for the press. The Jankovi¢ sisters made a funda-
mental contribution to the collection, preservation and academic research of
traditional village dances in Serbia and former Yugoslavia. Their main work was
published in eight books in the series Folk dances (published from 1934 to 1964)
and in numerous academic articles in Serbian and, some of them, in English and
French. The ninth book of Folk dances was not published during Ljubica’s life time
even though it was prepared for publication in the early 1970s. Until recently it was
kept within the massive archival collection, the “Legacy of Ljubica and Danica
Jankovi¢” in the National Library of Serbia, which, according to the explicit request
in Ljubica’s will, was forbidden to be explored for forty years after her death. Along
with the comprehensive, vividly written ethnography and one hundred and ten
notations of the individual dances from several regions in the western and central
parts of the present day Republic of Macedonia (the so-called “Special part” of
this book), this long-awaited publication containing two theoretical articles (the
so-called “Theoretical part”) represents an extraordinary publication because it also
reveals unknown data about the development of ethnochoreology and folk dance
research in this part of Europe.

From the very beginning of their work in the early 1930s both of the sisters
were interested in the epistemological and methodological issues of dance research
which they considered as an independent scholarly discipline called ethnochore-
ology from 1958. After Danica’s death in 1960, Ljubica was dedicated to the prepa-
ration of the field research material from the present day Republic of Macedonia,
which she had collected together with her sister between 1936 and 1938 and after
World War II, that was initially planned for their ninth book. At the same time, as
an outstanding scholar in her most mature period of theoretical thinking, she was
devoted to discussing fundamental methodological issues concerning ethnocho-
reology. She expressed all of her innovative ideas within two articles included in
this publication: “The living creative process of the oro tradition” (“Zivi stvaralacki
proces orske tradicije”) and “Some ethnocoreological questions” (“Neka etnokore-
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ologka pitanja”). Both of the articles, written most probably in the late 1960s or early
1970s and completely unknown until now, highlight the importance of field rese-
arch as a distinctive feature of ethnochoreological research, discuss and hierarchi-
cally position methods of acquiring knowledge about dance, emphasize the syncre-
tism of kinetic and musical dimensions of dance and point to the importance of
their simultaneous investigation.

In the article “The living creative process of the oro tradition” Ljubica Jankovi¢
points to the complexity, fluidity and variability of village dance (oro) tradition,
which she signified with the comprehensive syntagm “living creative process.” Beli-
eving that tradition should be considered as vital and continuous, Ljubica identified
many changes in the step patterns and musical components of traditional dances
convincingly illustrating her observations with well-documented numerous exam-
ples from all over former Yugoslavia. With these clearly stated attitudes, Ljubica
Jankovic in the later years of her life, intuitively, but also probably under the influ-
ence of the current scholarly writings from the 1960s, anticipated changes in ethno-
choreology that would shift its thematic focus from the evolutionary theories and
hypothetical determination of the primary, oldest dance forms to their interpreta-
tion as hybrid and processual.

Some of methodological nodes of ethnochoreological investigation, which were
largely ahead of the time in which they were written, were also considered in the
article “Some ethnocoreological questions.” Here Ljubica Jankovic stressed the
necessity of developing an interdisciplinary approach to dance research, that is,
as she formulated it, the application of “combined methods” in scholarly work on
dance. She believed that traditional dance notation which she designed together
with her sister is based on the mathematical way of thinking and that, as such, it
is sufficiently precise and “elastic” for further structural dance analysis. She was a
big opponent of the usage of Labanotation in ethnochoreology, which at that time
was used by many dance researchers all across Europe, because, as she believed,
this notation is inadequate for proper recording of the specifities of the Balkan
dances. Developing further her theoretical considerations, Ljubica Jankovi¢ discu-
ssed the individual methods of field research, emphasizing the necessity of acqui-
ring a personal somatic experience of dancing. She stressed: “No real ethnochoreo-
logist only uses the method of observation, neither the method of listening, neither
the method of speaking about dance, nor the method of recording, but also the
methods of own performance and participation in everything which is happening
during the fieldwork — for the sake of personal experience of kinetic and musical
components of dance in their completeness and evolution.” These ideas appear
for the first time in the European academic tradition of dance research during the
1970s, and it can be said that Ljubica, despite her old age, was following the latest
developments within the discipline.

In the continuation of this complex text, Ljubica Jankovi¢ focused on the two
basic step patterns of round and chain dances that have been recorded under many
names all around Southeastern Europe. She names them using the terms from the
16" century writings of the French dancer and choreographer Tuano Arbo - branla
simple and branla double. Ljubica Jankovi¢ considered those step patterns as the
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older layers of dance traditions, and recognized them in many individual dances.
According to her attitudes their identification opens the possibility of recognition
and interpretation of many intercultural processes and historical relations, and thus,
as she strongly believed, ethnochoreology can make a significant contribution not
only to other academic disciplines, but also to understanding cultures and socie-
ties in general.

Along with detailed ethnography of dance traditions from the present day Repu-
blic of Macedonia and numerous notations of individual dances from this area, the
theoretical articles of Ljubica Jankovi¢, although written over four decades ago, give
the ninth book of Folk dances contemporary relevance. I hope that this work will be
translated in English soon and initiate further theoretical discussions in ethnochore-
ology and dance research.

Selena Rakocevié
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BAH Myau
MOAEPHH3AM U ITIPABOCAABHA AYXOBHOCT Y CABPEMEHO] MY3HUITH

(Ivan Moody, Modernism and Orthodox Spirituality in Contemporary Music)
Estonia: ISOCM & SANU, 2014. ISBN 978-952-99883-4-1

OBa KbHra AOHOCH y30yASUBY, IPOBOKATUBHY H, YHA3aA HEKOAHKO ACIIeHU]a,
BeOMa aKTyeAHy TeMy. Y Bb0j Ce HCTPaXkyje IpoljeC CTBAPAAAYKOT yKPIITama ABa
deHoMeHa, MOAEPHHU3MA U TPABOCAABHE AYXOBHOCTH, ¥ caBpeMeHoj My3unu. Ha
IPBH [IOTAEA, 300T HadeAHe YAAAEHOCTH IIOCTABAEHUX OAPEAHMIIA, Taj CyCpeT
He IPeTHOCTaBsda CTENeH IAOAHOCTH KOjH Ceé KPO3 KOHKPETHO CTBAPaAANITBO
»HAIIMOHAAHNX  IIKOAQ M II0jeAHHAIa 06jeKTHBHO OCTBapyje. AOK MOAEPHUCTH
reHepaAHO MCKAYUYjy IPUCYCTBO XpumhaHCKe AYXOBHOCTH Y YMETHOCTH, a
IPABOCAABHH Ay TOPU OHMBAjy CyMIbMYABH IIPEMa CBEMY LITO M3AA3H U3 YMETHUYKOT
IIPKBEHOT KaHOHA M AepHHUCAHE TPaAHLUje, Y CaMOj YMeTHHYKOj TPAKCH HacTaje
3HauajaH 6pOj YCIeANX OCTBapea, Koja Haj0ose AEMAHTY]y IPETXOAHO Ha3HAYEHE
»CynpoTre” nosunuje. FiBan Myan, Kao MpaBOCAABHU CBELITEHHK, KOMIIO3UTOP,
AUPHUTEHT U My3HYKH ITHCALl, 3aXBasyjyhu CBOjUM crern$UIHIM TAACHTHMA, Y
MO3UIIMjH je Ad TIPeA YMTAOIIA U3Hece IIPHYY O CAOjeBUTHM MY3UYKUM OCTBapemHMa
KOja, MAXOM, TIPUIIAAA)Y TOAY BAHAUTYPIHjCKe My3HKe. 32 Pa3AHKY 04 ,CTPOXKHjer”
00rocAy»X0€eHOT 5KaHpa — KOjH, 110 IPABUAY, Matbe MHTEH3HBHO CIIaja TPAAHIIH]Y
MOAepHa KOMIIO3UIIMOHA pellera — IpeMa Myanjy, mapaAuTyprujcka Aeaa, OAHOCHO,
My3HKa HaMereHa KOHIIePTHOM H3BOl)erby, IPeACTaBAba ,[IPAaBy apeHy 32 CAAEjCTBO
oBa ABa eaeMeHTa. ITucan cryauje ce yraaBHOM ¢pokycupa Ha perneproap XX u
XXI Beka, aan gecTo opaasu u y XIX Bek, pAa 61 06e36eA10 HEOIIXOAHO PasyMsHB
XPOHOAOIIKH KOHTEKCT.

IIpe camor usaarama 0 HalJMOHAAHUM CIEeNUPUIYHOCTUMA U IOjeAUHAYHUM
AOTIPUHOCHMA, Y YBOAHOM AeAy Myau aepuHuIIe ABe KioyyHe IIpeMuce U3 HaCAOBa
kmpure. Tymauehu TpaAIIMOHAAHO CXBaTarbe YMETHOCTH YHYTap IIPABOCAABHE IIPKBE,
on HaBop cras O. Aaexcanapa IlImemaHa ,Aa IIPKBeHA YMETHOCT HeMA APYTH CMHCA0
Hero AU A2 oppeleHNM cpeacTBHMa 06jaBAayje TajHY AUTYprHje Koja ce IIpojaBayje
KpO3 Ipa3HUKe U cBeTUTese . CXOAHO TOME, )y TPAAULIHjH IPABOCAABHE I]PKBE HeMa
IIPOCTOPA 32 HHAUBHAYAAHOCT; CYTIPOTHO, YMETHHMK ITOCTaje KaHAA 3 peleNiujy 1
TPaHCMHCH)y 603KaHCKe peaaHOCTH . [mak, mucar] KOHCTaTyje Aa je caMa IjpKBeHa
YMETHOCT yBeK OHMAa OTBOPEHA 32 ,pPasAMYUTe MaHUeECTAIIje MOAEPHOTr ), Te je
omoryhaBasa IpOCTOp 3a MHOBALIU]je 32jeAHO Ca HICTOPHjCKHM, ECTETCKUM U AyXOBHHIM
BpeaHOCTHMA HacAeleHe TpapuIimje.
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Ca apyre cTpane, o6pasaaxxyhu morpeby jepAHOr 6poja MOAepHHCTA A ce
HpHOAMIKE [OsY IPABOCAABHE AyXOBHOCTH, Myau njurupa cras ITutepa I'aja ,Aa ce
PAaHT PEeANTHO3HOT BepPOBamkba U HeBepoBarba Mel)y MoaepHUCTHIMA KpeTao y BeoMa
IIMPOKOM CIIEKTPY U Ad je OHO MOTITYHO Ha3aBHCAH OA KOHBEHIIMOHAAHHUX eAeMeHATa
y ymeTHOCTH . M3 TOra caepu mpumMep ,Aa jeaas Mrop CTpaBUHCKH HHje HAIyCTHO
HPHHIIUI OPTUHAAHOCTH, AOK j€, ITO CONICTBEHNM PeurMa, Tparao 3a peaoM’. ITormyHo
je jacHO Aa Cy MOMeHyTe IIOTpare ,3a PeAOM’ KOA CBAaKOT ayTopa buae Beoma
Pa3AMYMTE, KA0 U CaMe MaHU]eCTalHje MOAEPHHM3MA 0A 3eMMAe AO 3EMboe, OAHOCHO OA
jeAHe IIPaBOCAABHE My3HUKe TpapHIinje A0 Apyre. TaxBe koMbuHaImje ,MoAeAnpase”
CY U YCAOBAABaAe MOAEPHUCTHYKE KOMIIOHEHTE Y OKBHPY ITPABOCAABHOT CBETa, Y
pasyMeBamy UAeje CTBapama NOTXPamkeHe TPAAUIIMjOM.

IIpennsHo raepaHo, y caMOM TEKCTY TeXHHYKA MY3MYKa aHAAM3A 3ay3UMa
YCITyTHe HO3HILHje, KaO 1 YHCTO TEOAOIIKH AUCITYTH, KOjH He IOAPa3yMeBajy eCTeTCKe
HAM COLIMOAOIIKE eAeMeHTe. Y ToMe cBeMy Myau caepu caBpeMeHOT MKOHOrpada
u Teopernyapa ukoHe o. CramaTtuca CKAMPHCA, Yuje peur y BEAUKOj MEePH MOTY
Aa CTOje ka0 MOTO oBe Kibure: ,IToTpe6HO je Aa CMO CITOCOOHH AQ IIEHHMO ACTIOTY
PembpanTOBUX AeAd HAM DeToBeHOBHX cM$OHMja HA MCTU HAUKMH KAKO PasyMeMo
OHTOAOIIKE eAeMEHTe H3pa’keHe KPO3 BU3AHTHUjCKY UKOHY, b6e3 paHaTH3Ma U
oncecuje xpumhaHCKO-IPABOCAABHOT ACIIEKTA, MAM I1AK 3aMAAMAYKe APOTaHIIUje
IIpeMa M HajBUIINM AOIpuHOCHMA BusanTuje, yMHOroMe CAUYHMM HAUYUHY Ha KOjU
IPaBOCAABHE TeOAOTHja Hajuenthe Herupa poocTurayha samapgHor Ayxa’

I1pBH A0 CTyAHUje 6aBU Ce TPAAMLMOHAAHO PAaBOCAABHUM 3eMaama (Ipuka,
Cp6uja, Byrapcka, Pycuja), A0k ApyTH A€o ykaydyje uckycrso OuHCKe, y K0joj
IPaBOCAABHA TPAAUIIUja HHje AOBOAHO MHTEPHAIMOHAAHO TI03HATA, M ABa OABOjeHa
noraassa o Apsy Ilepry u Cep Ilony TaBenepy. OBa pABOjuia ayTopa A06uAa cy
3HAYAjHO U3ABOjeHe MO3ULHje, Kao (HAYeAHO) 3alaAHH ayTOPHU KOjH Cy Ce CBECHO
OPUOAVMIKHMAN IIPAaBOCAABHOj IIPKBH, KA0 U 300T UHIEHHIlE AQ je MAAO TOTA AO
CaAa HAITHCAHO O BUXOBHMM 3PEAUM CTBAPAAAUKHM AOMETHMA, OMAO ca MO3HUIIHja
MOAEPHM3MA HAU MIPABOCAABHe AyXoBHOCTH. Kao pesyaTar usbopa mOTHHCHHUKA
OBOT MPHKA3a, ¥ HACTABKY 0AAOPAHM KOMEHTapH MOjeANHHX HAI[MOHAAHHUX
IIKOAQ, Ay TOPCKHUX PYKOINCA U OIIKCA KOMIIO3UIIMja UMajy ABA IIMAda: AQ IPUKAXKY
Pa3HOBPCHOCT OCTBAapeHUX A€AQ BUIIIEe AU Makbe II03HATUX ITPAaBOCAABHUX ayTopa XX
u XXI Beka 1 A, M3HAA CBETa, A0YAPajy U3Y3eTHO ACAUKATaH 1 MAIITOBUT aHAAUTHYKH
IPUCTYII ayTOpa CTyAHje.

Kaaa cy y nutamy MoaepHe TeHAeHIHje ¥ ['puxoj, Myau 3amaka Aa je mojasa
3aMHTEPEeCOBaHHX ayTOpa 3a BU3aHTHjcKy Mysuky (Manoanc Kaaomupuc 1883
1962, Kocruc ITaramac 1859-1943) KOMHIMANPAAQ Ca HAEjOM IPUKOT HALMOHAAU3MA
TOKOM TIpBuUX AerjeHnja XX Beka. To je 610 mpumMep mporeca Koju je ,HeroBao” 06a
€AEMEHTa, TPAAMIMOHAAHY AYXOBHOCT U YMETHUYKY MoAepHy. Mnak, HarmonaaHa
apupMaliyja HUje 3HaYHMAA UCKAYUYHMBO IOBpPATakK TPaAuLMju cTape Ipuke man
BHU3AHTHjCKe KYAType. JeAHAKO BaXKHO OHAO je M MPUXBATalke aBAHTAPAHUX
TeHAeHLHja u3BaH ['puke: TO ce oraepaso y nmoesuju [moproca Cedepuca (1900-
1971) 1 Ha cAMKapckuM naatHnma Koncranrunoca IMapraenuca (1878-1967), koja
IPeACTaB;Ajy CHHTE3Y aHTHKe, MOAePHE M BU3aHTHUjCKHX eAeMeHaTa, Y MOKYyIIajy
AQ Ce allCOAYTHO OADarte 3aIlAAHH YTUIAjH, IPH Y€MY je AOCTUTHYT CAUKAPCKH IeCT
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YMHOTOME AyTOBao 6e4KoM U PaHITyCKOM CAMKAPCTBY. 3a Pa3AUMKY O IOYeTaKa
MoAepHe Melyy rpYkuM KOMIIO3UTOpHUMa, Y cTBapasamTBy Muxaeaa Apamuca (1929—
2013) BU3aHTHUjCKa My3HYKa TPAAULIUj AIICOAYTHO 3ay3UMa LIeHTPAAHO MeCTO: HeTOBO
AAO je KpO3 IpUXBaTame eTOCa BU3AaHTH)jCKOT I0jaka IOCTAAO U3y3eTaH MEAUjYM
3a mpeHoIleme nmpaBocaasHe Teoaoruje. ITo iBany Myaujy, Ha MHOre HauKHe
AAAMIICOBO AGAO IIPHITAAA ,MOPPOAOIIKH CYIIPOTHOM MOAY O 3allapHe YMETHOCTH .
To ce He npumMehyje camo Ha HUBOY AYXOBHHX AUMeH3Hja, Beh 1 110 ToMe KaKo cama
My3UKa ersucTupay BpeMeHy, OAHOCHO BaH BpeMeHa: jaBsa Ce OACYCTBO €AeMEHTa
pasBoja y CTHAY KaHOHA 3alapHe My3uke. Apxxehn ce ucrouHe MHCAH U HA€je O
npeypehemy xocMoca TpenyTkoMm XpucroBor Backpcema 1 mobeaom Hap cmphy, y
TAaKBO]j KOHIIEIIIjH eAeMEeHAT ,pa3Boja” BpeMeHa He MOXKe A UMA ITPeCYAAH 3HAYaj.
Myau 3akmydyje A2 6eckoHauHe MOryhHOCTH CUMYATaHHX CTPYKTYpa AAaMHCOBe
MOAMMETPHUYKe, TOAUPUTMHYKE M IOAUMEAOAM)jCKE TeXHHKE AEAYjYy Kao jeAMHM
aaeKBaTaH yMeTHHYKH recT. Kao TakaB, OH AO Kpaja pegAeKTyje OCHOBY IIPaBOCAABHE
AHTPOIIOAOTH]E, KOja Ce Besyje 3a HHAMBHAYY, Y0BeKa KaO0 OHTOAOIIKY Ui0Ciliac, y
4HjOj Ce yAASEHOCTH Ipeno3Haje [oCIop 1 Koju HCKAYYHBO y 3ajeAHHIM ca bpahom
xpumhaHIMa AOCTIDKe CBOj IIOTEHIIHjaA, MHAYE HEOCTBAPHB Y AYXOBHO] H30AAIjHL.
3a Hac CpIICKe YHMTAOIIe, OA II0CeOHEe BAKHOCTH IPEACTABAA H3Y3€THO AyOOKO
npouancano noraasse ,Cpbuja/ITecme mpocTopa”. AyTop CTyAHje BPAO KPeaTHBHO
NoBe3yje CAMYHE IIpOlLjece Ha ONIITEM IOAY LPKBeHe yMETHOCTH (apXuTeKTypa
~ CAMKapCTBO — MY3HUKa), TA€ U3PA3UTH ,BU3AHTHjCKU MOAepHU3aM” jeAHOT 6poja
apxutekata (Momup Kopynosuh, Bpanxo Tenesnh) A0BoAH y Besy ca ,My3HIKUM
eKcripecnoHM3MoM~ KommosuTopa Muaenka JKuskosuha y merosoj Busanitiujckoj
Autiypiuju. Myau ucnipasro npumehyje Aa cpricku ayTopu IpKBeHe XOpCKe My3HKe
MelyypaTHOT epropa IPUMAT AQjy YMETHHUKO] CTPAHH, Ca 3HATHO MabOM MepOM
MOABPTaBamkha YHCTOj YTUAMTAPHOj, IIPKBEHOj pyHKIIMOHAAHOCTH. Ha Taj Haunn
Ce I[eAOKYITHO CPIICKO MY3MYKO HMCKYCTBO Y OBOM JKaHPY C Kpaja IpBe IIOAOBHHE
XX Beka y IOTIIYHOCTH YKAAMA Y KAYYHH aclleKT ayTOPOBOT CarAeAaBama OAHOCA
MOAEPHOT U IIPAaBOCAABHO AYXOBHOT, KPO3 HEABOCMHCAEHO AOMUHAHTHHU KOHIIePTHH
MOA€A, Kao TPaHCPOPMUCAHH BUA TIpeTxopHe ,u3BopHe” npakce (Crankosuh,
Moxpamal;) 1 KpO3 yMeTHHYKH, U3BeCHO MHAUPEKTAH, MUCHOHAPCKH aCleKT
APYWTBeHOT peaoBama. Haj6omu mehy muma (Tajuesnh, Xpuctuh) nocruran cy
FOTOBO CaBpIIeH CKAaA u3Meljy XujepapxujcKux OAHOCA KOMIIO3UIIMOHMX OCTYIIAKa
U THIIOAOTHj€ YCArAaIieHUX KOMIIO3HITMOHNX TEXHHKA, KA0 IIOMHUPEHH OAHOC u3Melyy
»€THYKUX IPABOCAABHUX U ,eCTETCKUX CBOjCTaBa, KOja Cy ce MaHH(eCTOBaAA KAO
»OTIPABOCAABAEHU 3AIIAAHH M MOAePHH eBporcku eaemenTH. Hajsaa, FBan Myau
OAAMYHO AeHHHUIIE HCTOPHjCKH TPEHYTaK IPAaBOCAABHE IIPKBEeHE XOPCKe My3HKe
y BpeMeHY IpeA APYrH CBETCKHU parT, Kaaa je pazbyjaso cTBApaAalITBO CPICKHUX
ayTopa HECMETAHO TeKAO y OAHOCY Ha ApaMaTH4He npoMeHe y Pycuju 1917. ropuHe,
4nMe Cy AeAa AooMahux ayTopa, 06jeKTHBHUM CIIA€TOM OKOAHOCTH, TIpey3eAa bapjak
Haj3HAYajHUjUX )KaHPOBCKUX OCTBapeba YKYIIHe CBETCKe IPOAYKIIHje Y 0BOj 00AACTHL
TTocebHo je ucTpakeH GpeHOMEH ,IMATMHAPHOT LIPKBEHOT GOAKAOPA” H TO Y CTHACKO-
KOHIIENITYaAHOM KOHTEKCTY, TAe TAKBa pellleha HAAHAA3e [T0oe MOAEPHE, 3ay3uMajyhu
HOCTMOAEPHHCTHYKU OAHOC y HajIIHpeM CMUCAY peur. OBAe ayTop ITOCTaBAba IUTAE
KOje, 3aIIpaBo, H3BUPE U3 HeroBOr AMYHOT KOMIIO3UTOPCKOT MCKYCTBa, YhMe jOII jaye
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0¥Ba [IOABYYEHO CYIITHHCKO CarA€AABabe KPeaTHBHOT IIOCTYIIKA YHYTap OBe BPCTe
CTBAPAAAIITBA: KAKO AQ KOMITO3UTOP OATOBOPH aKTYEAHHM IIOTPehaMa AUTYPIHjCcKe
My3HKe BHCOKOT KBAAMTETA KO, C jeAHe CTpaHe, IPHXBATa HacAeheHe Tpapuriuje
LpxBe, a ca ApyTe, KeAH AQ 3aA0BOSH HAC]Y AUYHE agUpMaIiHje Kao ayTopa y CBeTy y
KOjeM Ce CBH OBU PeIIepPTOapH AOXKUBAHABAjY KA0 YMETHOCT Ca 3HAIJMMA HABOAQ.
MoaepHa aKyATypanuja jeAHOM AOXKHBAEHOT KOPIyca IIPBEHHMX MEAOAH]jA
KA0 A€Ad ,KYATYpe  AO3BOAABA IOTOKBUM YMETHHIJUMA Y MAaXOM KOHI]€PTHUM
pelemrMa, AOYapaBame aTMOCepe HAK ,aype” jeAHOT AyXOBHO-HCTOPHjCKOT €Toca
K0 Kpajiber CTBAPAAAYKOT Lusa. Myan A06po 3amaxa aa Kop /oyburie Mapuh
eAMEeHTH IIPOIIAOCTH U CAAAIIEOCTH HICY CyIPOTCTaBA>eHH TojMoBH. HampoTus,
oHH y MeljycOOHOM A€jCTBY OCHAXKY]Y jeAHO APYTO, 3ajeAHO Ce Pa3BHjajy U U3pacTajy
y HewrTo HOBO. 3a0KpYXKyjyhu ,,cpIicku Ae0” CTyAHje, ayTOp KOHCTaTyje Aa AocTurHyha
MapuheBse Aexe y AOCTHU3alBy CUHTe3e, ¥ KOjoj je apxaudHa cTpaHa poMahe
My3HUKe KYATYpe, KaO AeAd BU3AHTHjCKOT HacAe)a, OCBeTmeHa U OCHA)KeHA AUYHUM
je3auKoM, KOju ce, OIIeT, He yCTPydaBa Ad HCKOPHCTH CBe PACIIOAOXKHBE CaBpeMeHe
KOMITO3UTOPCKe TexHHKe. V36eraBajyhu Aa mopAerte mporjecy ImaaHcKOr OTKpUBaEba
PeuHMKa, KOjH eKCAY3UBHO H3PaXkaBa CAMO eAeMeHTe CBeTOT Y YMEeTHOCTH, /oybuita
Mapuh 6e3 Tpara KOHTPAAMKTOPHOCTH, I0Aa3U 0A Beh mocrojeher Ayboxor peaa cBora
AYXOBHO CBECHOT, KPO3 OHO IITO CaMa CMaTpa yMeTHouihy, Te OTKPHUBA CBETOCT, KOjy
AOKHBAABA KA0 MAE)Y ,[IPOAYKEHY KPO3 BpeMe, Kao HeIPeKMAHO BEYHO CaAQ’.
ITpema Onery Tapacosy, unja cryauja HkoHa u 0003#HOCI: gyx06HU UpoCiiiopu
¥ yapckoj Pycuju mpeacTaBs>a CBOjeBPCHY eCTETCKO-aHAAUTHYKY IIOAAOTY IIOTAABAY
»Pycuja/TloBpaTrak HKOHU , CPEAUHOM ABAAECETUX FOAMHA IIPOIIAOT BeKa y
Cosjerckom CaBesy AOropro ce eHOMEH iipomere ukoHe. Y 3HAKOBHOM CHUCTEMY
ABAHTapAe PEAMTHO3HU CUMBOA U3TYOHO je CBOj MICTHYHH CaAPYKaj: 3HAK je MOCTA0
cebu cBpxa. TpaHcPopManHja HKOHE AOTOAMAA Ce H Y MY3HIKOj YMETHOCTH: AemUH
je 3aMeHuo XpuCTa Kao 06jeKT 000xkKaBaba. XHUAAAYTOAUIIHA TPAAUIIHjA AyXOBHE
My3HKe, AyOOKO pycKe, HUje jeAHOCTAaBHO MOTAQ OHTH MOHUIITEHA Y MOTIIYHO
HOBOM IIPEOCMHUILSABAKY KYATYPHOT CBeTa: YMeCTO TOTa, OHAA je mpeTodeHa y
HOBY AyXOBHOCT, MUT U cBecT. IIpumep leopruja Ceupuposa (1915-1998) poHOCH
CAyYaj CBOjeBpCHe ,pexabuanTanuje” ayTopa, OAHOCHO ,peadupMariije HKOHe , KpO3
IeTOBO OKpPeTambe AyXOBHOj TEMATHUIIU ¥ BpeMeHY II0CAe M3PA3UTOT IIPO-COBjeTCKOT
CTBapaAaukor onpepeserma. [locrasm, mo peurma Baapumupa MopocaHa, , AydoHoma
AYXOBHE MY3HKe Y TPaAUIHju MOCKOBCKe CHHOAAQAHE IIKOAE U3 1917. TOAMHE , HEKH OA
OITyca OBOT ayTOPa, HOIyT CKPUBEHOT XOPCKOT TPUIITHXA Y II030PHIIHOj MY3HIIH 33
npeactasy Llap ®eogop Hsarosu4 Anexceja Toactoja (1973), y IceyAO-AUTYprHjcKOM
MaHHUPY U CTHAY My3HKe OANCKe CTApUM HAIIEBHMA, Te Y3 IIOCACAH CTaB y KOMe ce
00jeKTHBHO jaBb>a 3HAMEHA MEAOAH)jA, OAMCTA IIPEACTABAA IPUMEP CTBAPAAAYKOT
nporieca 06HOBe ,3By4He HKOHE . Y CAy4ajy YKPajHHCKOT KOMIIO3UTOpa BaaeHTHHA
Cuasectposa (1937), ayTOp KibUre II03KBa Ce Ha CAMYAH ,[IOCTAYAUjyMCKH~ CBET
jeator I'ycraBa Maaepa. 3a pasauky op MaaepoBor aMOMIIMO3HOT AOXKHBMAAjA
CuMQOHH]jCKOT SKaHPa, KOju OH, I10 HeTOBUM COIICTBEHHM PeurMa, Tpebaso Ad ,CBe
coboM 00yxBaTH, TELIKO A O M CaM BEAMKU CUM(OHUYAP MOTAO0 AQ 3AMICAH LITA
cBe 110A TOM cBeobOyxBaTHOmhy moapasymesa CHABECTPOB, KaAd UYHTABO HCKYCTBO
MYy3UYKe MCTOpUje IO3UIIMOHUPA ¥ CBET CEHKHU IIOCTAYAMjyMa, Y METaMy3HKY, Y
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CTame M3HAA MAM U3a My3uKe. 3a padauky op CuaBectposa, Baapumupy MapTunOBy
(1946), ka0 ,IPaBOCAABHOM MUHUMAAHMCTH , IPUXBAaTabe PAHHjUX MYSHIKHX
CTHAOBA 3HAYM CAMO ,PUTYAAHO [OHABsAe PASAMYUTHX MY3UUKUX PEUHMKA.
ITpe Hero ce moBAadehu y ,TOCTAYAHjyMCKH” CBET M THMe BEYHO IPOAyKaBajyhu
TpareAHjy oCTojama U CTBapama, nolyT uaeje CuasecTpoBa, MapTHHOB CBECHO
MOABAQYH AMHHUjy UCIIpeA Moryher HOBOr M OpUrMHAAHOT CTBAPAAANITBA H,
pauyHajyhu Ha yKyIHe IJUBUAM3AIIHjCKe TOKOBE AAHAIIHUIIE, YeKa KOHAYHH HCXOA,
yHame andHe uspaje”. Op 3HAYAjHUX HOBHX, IIOCTMOAEPHUCTHIKUX Ay TOPA CPeAbe
renepanuje (Amurpu CmupHOB/1952, Arekcanpap PackaToB/1953, ArekcaHAap
AeBun/1955), Ha moce6HO AeanKkaTaH HaunH MBan Myau onmcyje cTBapaAamTBo
yKpajuncke komnosutopcke aaune I'puropjese (1962). [Toxymasajyhu aa oapean
yMepy” BEHOT II0CTMOAEPHUCTHIKOT IIPUCTYIIA KA0 ,0eCKOHAYHEe HEAOBPIICHOCTH
CBHUX 3HaueHa’, ayTOP CTyAHUje je MPOHAAA3U Y TyMaderwy 3urMyHTa baymaHa aa je
»CYIITHHA IIOCTMOAEPHHUCTHYKE YMETHOCTH Y CTUMYAMCAKY IIpOIjeca CTBapama
HOBOT 3HaueHa Y OAHOCY Ha OTIACHOCT AOCAAHOT 3ayCTaB;akbd; AA BOAU KA CAODOAHO]
NOAMQOHHUjU 3HAYEEHA H CBEM II0jeAMHOCTHMA HHTEPIIPeTaIlnje, Ad AeAyje Kao BpCTa
HHTEAEKTYAAHOT M eMOTHBHOT aHTHPH3a, CIpedaBajyhu saMpaaBarme XAAAHOT
KaHOHA, KOjU 3ap0o0baraBa MPOTHIatbe MOTryhHOCTH .

Ynpkoc cHa)XHOj IPBOOKUTHOj AOMHMHAIIUjU YTUIJAja PYCKOT BHIIErAacja
(meTep6ypuIKK ABOPCKH CTHA HAM, KOAOKBH]AAHO, ,06ux0A”), oapehenn 6poj dpurckux
ayTopa TPYAHO Ce Ad YHece BUIIe HHAMBUAYAHOT cTHAA OUHCKe IIPKBe, IIOHEKaA
ca usysernum ycrexowm (Ilexa Arunen, Ilerap Mupomy6os, Aeonup Bammaxos,
Tumy PoyTunen, Muxo Cupopod). Mnax, HajsaHUMAHBUjH KOMIIO3UTOP €2 jeAHHM
cnenuduannm peaoM jecte Ennojyxanu Payrasapa (1928-2016) u meroso Cserohino
6genuje (1971). Komnosnnuja HacTasa kao mopyn6uHa XeACHHIIKOT $pecTUBaAA H
duncke mpaBocAaBHe IIPKBe, IPBa H3BONema je NMaAa Kao 6OrocAyxbeHa My3HKa,
Aa O6u BpeMeHOM I10CTaAa HAjH3BOheHMja HAIJMOHAAHA KOHI[EpPTHA YMETHHUYKA
KOMITO3HIIMja BaH IPpaHuIje 3eMme. IIpHANYHO je M3BODaduKy CAOKEHa, Y3 PeIHTATUBHO-
MICAAMOAHjCKU TPETMAH COAKCTA, ¥ KOjOj XOPCKH aHCAMOA TOpeA KOHBEHIJOHAAHOT
neBawa, ropopu u mamyhe. Mapa KoMnosuTop $OpMaAHO HHUje OUO PABOCAABHH
BepPHUK, HUTH je y TPEHYTKy KOMIIOHOBAba MIITA 3HAO O HOraToj TPAAUIHjU OBOT
)KaHpa, oppeheHn eaeMeHTH AaTeHTHO ymyhyjy Ha TpaAuIHjy: XUMHOrpaduja Kao
KAYYHU CTBAPAAAUKH IIOACTHIIAj, TPArOBH BU3AHTHjCKe MOHOAMje, II0jaBa HCOHA KA0
jeAHOT TOHA HAH IIHpe AKOPACKE CTPYKTYpPe, XOMOPOHH IPHUCTYII OAN3AK PYCKOM
IIPKBEHO-XOPCKOM cTHAy. Mnax, Hajseha BpeaHOCT Aeaa je ynpaso PayraBapun
cA000AQH, KpeaTHBaH IPUCTYII ,CII05a", KOjH My je B OMOryhno HajBHIIU CTelleH
AMYHOT AOXHBAAja IPABOCAABHE ITeBaHe MOAUTBe. 3a0Kpy>XKyjyhu oBo moraasme
(,®uHcka n PayTaBapa”), ayTop CTyAHje IPeNO3HATAUBOM KOHTEKCTY y KOjHU Ce
Hajuemhe cMemTa MpaBOCAABHA IPKBeHA My3HKa — [ux ex oriente — y cAy4ajy oBe,
00jeKTHBHO MaAe, 3ajeAHMUIIe 1 BeHHX KOMITO3UTOPa Ha ceBepy EBporte, Ao0Aaje HOBO
»APKTHYKO  CBETAO, IPOIIKPYjyhn MO3anK OBe MAAHETAPHO AABHO PACIIPOCTparbeHe
AyXOBHe My3uuKe OalITHHe.

CA0XKeH II0CTMOAEPHUCTHYKY OIyC AAHAC HajH3BOl)eHHjer CBeTCKOT CaBpeMeHOT
xomnosutopa Apsa Ilepra (1935), iBan Myau AedpuHume KPO3 HAjTUMHYHH]A
OCTBapema, y KOjEMa IPOHAAA3U KAyUYHE IapaMeTpe CIelfHGUIHOT ayTOPOBOT
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MoaepHHU3Ma ,00yxBahenor” onmTexpumhaHCKOM TeMaTHKOM U MOCe6HO
IPaBOCAABHOM TEOAOTHjOM, KPO3 ACAUKATHO CHHXPOHO BO)eHy YMETHHUKY eCTEeTHKY.
Taxo Ha mpuMep, y oapehuBarsy BpcTe jeAHOCTaBHOCTH U AybuHe uspasa y aeay Tabula
Rasa (1977), ayTop 3aksydyje A2 YNTABMM TOKOM KOMIIO3ULMja TEXH TUIIMHHI, AOK
apyru cras (,,Silentium”) npeacTaBsa KOHTEMIIAALM]Y AYXOBHUX CAOjeBa CaMOT
¢usmukor nojma tummHe. IlepT To peasnsyje anopaTHIKH, FOTOBO IPAaBOCAABHO
HICHXaCTHYKHY M CACBHIM U3BECHO, HA jeAUHCTBEH HAUKH y YUTABOj My3UUYKOj HCTOPHjH.
Amnaausupajyhu takohe ancoayrso opurunasan npucTyn kommosuropa 'y ITacuju
(1982), Myau omaska A2 HeMa Tpara eMOTHBHOT yIIAMTaIba TOKOM YUTaBe jeBanbemcke
npde u Aa TuMe IlepT, y oAHOCY Ha ApyTe caBpeMeHe ayTope, OCTBapyje HeBepOBaTaH
CTeIleH CAUYHOCTHU Ca AUTYPIHjcKuM meBarmeM. CuaabuuHa ITOCTABKA TEKCTA,
OAMCKA IPErOPUjaHCKOM KOPAAY UAM TEXHHUI[H OPTaHyMa, OCTaje Ha CaMOj MY3HYKOj
,TOBPIIMHH HeeKCIpecHuBHa. TakBa KOHIIEMIIja BOAH Y APYTY OPMY CAyIIarha, Ka
KOHTEMIIAAIIMjU y BUIIUM AMMeH3ujama. Y Ilacuju ayTop TpeTHpa cappKaj IpHO-
0eAOM TeXHUKOM U OTKPUBA HeroBe TajHe CaMO OHMMA KOjU Cy IPUIIPEMAEHH A AO
Kpajy yhy y AyX A€Aa; TO je MUCTepHja i CTOTA je H IIPOIieC CAyIIaka MucTuyaH. IlomyT
OACYCTBa IIepCIIeKTHBE Y MKOHH, KOja CMeIITa CBOj CAAPIKaj BaH 3eMasCKe PEaAHOCTH,
TaKO M MUCTHYHA My3HKa CTBapa , ABOAMMEH3HOHAAHH HHBO, KPO3 KOjH IIOKPEHyTa
nojeaHocTaBsema Metapopa omoryhaBajy pasyMeBame MyATHAUMEH3HOHAAHE
MIHCTepHje Koja ce mpeacTaBna. Herupajyhu aa crBapa MepuTaTHBHY My3uKy, Myau
nuTHpa KsyuHe [leproBe peun Koje, MOXAQ, AO Kpaja AOCEXY CYIITHHY Hberone
YMETHOCTH: ,MEAHUTAI[Hja je 3¢ MeHe HeIllTO IIPasHo U 6e360jHo, HemTo HeopapeheHo...
Ja 6upam pApyraumju myT: OHaj KOjU OA He-TeAd BOAM Ka YCIIOCTaBoAbY TeAd —
xpumhatcky npuHimn nakapHanyje (mpum. B. B.) — oHaj Koju OAAYKy YMHH BUIIK
KOHIIeHTpHCaHOM. Moj i je Aa IIuIIeM My3HKY Koja je CYIIPOTHA OA MeAUTAIdje, a TO
je KoHIleHTpanuja’. KoHauHO, THIIMHA je A€ TOT IIPOIjeca, MOITYT MOHAIIKOT TUXOBakba
y moautsu. IIpema MBany Myaujy, Tumuna 3a Apsa IlepTa 3anpaBo mpepcTaBsa
AKTHBHY KOHTEMIIAALIHY.

PeAaTHBHO cAMYAH apCeHAA IIOjMOBA M I1033jMA>EHUX YMEeTHHYKO-SKaHPOBCKIX
,AyXoBHUX MeTadopa” (3Byd4Ha MKOHA, TeYHA MeTadH3UKA, TAPAAUTYPIHjcKa
Apama) xopuctu VBan Myau onucyjyhu u xpeatusnu cser Cep [lona Tasenepa
(,Towards Silence: John Tavener”), koju y KOHI|eNITy TAPaAUTYPIHjCKUX OCTBApeHa
MOKYIIABa AQ My3HKOM IPEACTABH CBOje ANYHO Buberme XpuirhaHCKUX, a TPU Kpajy
CTBApAAAIITBA U YHHBEP3aAHOPEAMIMjCKUX MEIIABHHA KAYYHUX IIMBHAU3AIIM] CKHX
PrrOCOPCKUX M AyXOBHUX NOCcTyAaTa. CaM ayTOp Ha jeAHOM MeCTy Kake: ,, AKO HeKO
MY3HKY AOXKHBAABA KA0 AYXOBHO ITyTOBaHbe, KA0 IITO CaM TO YUHUM, OHAQ je IOKpeT
CTaAHO yCMepeH Ka HaIlpeA M CMaTPaM Aa ce Ha Kpajy Mopa cruhu Ao tumuse. To
kop IlIroxxay3eHa HUKaA HECaM pasyMeo: 3alllTO TAMO HeMa HUKAA Kpaja y THIIMHH.
Mosxaa he jearom 1 6uTr. CMaTpam A2 MOpa AQ Ce 3aBPIIN Y TULIHHH, AQ IIPepacTe
Y MOAMTBY KOja IIPEACTaBAA BUITY pOpMY KpeaTHBHOCTH . Y3uMajyhu kao mpumep
M3y3eTHO coPUCTHLMpaHO KamepHo aeao Ckpusero auye (1997), Myau ommcyje naejy
KOMIIO3UTOPA, KOjU KPajihe eTepUYHUM HAUMHOM M3AAramba II0jaukor MaTepHjaaa,
usMely KOHTpaTeHOpCKOT raaca u mHCTpyMeHara (060e) u3HaA ,ACOHA” I'yAada,
oBeKoBeuyje AAaMOB IIaA B AQHAIIIEe YOBEKOBO CTame. Ycaea AejcTa Hacaeherux,
HHTEAEKTYAAHUX U APYTHX COQHCTHIIMPAHHX ,0AlIaAaKa", JOBEKY je HeMoryhe aa
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DBora BUAY AUPEKTHO, AUIIeM y AHIle. Flako oBakBa KOHIeIIIHje IPEACTABSA HAjAALY
TauKy OA HA€je MOAEPHHI3MA, OAHOCHO CaBPeMeHOT HarAallleHoT IojMa ,era’, Fisan
Myau yodyaBa ITapapOKCAAHOCT YHIbeHHIIE AQ Ce, UITAK, CAMA My3HKa OAMAaX OTKPUBA
kao Taeneposa. OHa, K0ja 132 eKCIjeHTPHYHE IIOCTABKE KPHje MPETXOAHO HCKYCTBO
YMEeTHHKA MOAEPHHCTE, Ka0 U AyOOKY CBECHOCT MY3HUKOT Pa3B0ja, OAYEHY KPO3
opabpany pasy ,pane MysuKe” Ha KOjy HAC KOHTAPTEHOPCKH IAAC TAKO JaCHO aCOLUpa.
CraxHo 3Byue nurupane TaBeHepoBe peun: ,Paj je 610 MecTO MUpa, TAKO AQ je
Apam Morao aa uyje Boxancku Thac. To je capa Hemoryhe. Mopamo Aa opabanumo...
u morpemHy upejy bora, kojy coboM Hocu caBpeMeHHU YOBEK, M Ad CAYIIAMO CpIieM,
KOje je II0CTaAO TaKo HeXXHO Aa Aurie uure Hije CKpUBEHO. AAM CMO TeK Ha ITOYeTKY,
TaKo Ad HacAoB ocTaje CkpuseHo auye’.

OHo mTO CTYAMjY IpeA HaMa YMHK TaKO yOeAH»HBOM U IITO joj H3BecHO oapehyje
¥l IOCTMOAEPHUCTHYKH OKBUP, jeCTe IIPUHIJAI AOBOASHO PA3AMYUTHX (HCTOBpeMeHO
¥ HajIPUMeEPEHHjHX) METOAOAOIIKUX IPHCTYTIA CBAKOj HALOHAAHO] IKOAH, OAHOCHO
3HAYajHUjeM ayTOPY, KOjH, ¥ CIIPe3H OPUTHHAAHNX eAeMeHATa, HA TeHEPAAHO CAUYAH,
AAU U AGAMKATHO Pa3AMYUT HAYMH, CBOjUM CTBAPAAAIITBOM 00yXBaTajy MOAPydja
MOAEPHM3MA U IIPABOCAABHE AYXOBHOCTH. YIIPAaBO CTeIleH ,UCKPUYABOCTU ¥ HUBO
MelycoOHOT MAOAOHOCHOT eCTeTCKO-KOHCTYKTHBHOT CYCpeTa, HAU CBOjeBPCHOT
»CYXKXHBOTA” OBa ABa IAaHa y BeheM 6pojy u3abpaHHX CTBapaAauKUX PaAHMOHHIIA
U KOHKPETHHX A€AQ, IPYXKa y30YALUB MY3UKOAOUIKH AUCKYPC, Ka pasyMeBamy
AMHAMHYHOT OAHOCA u3Mel)y momToBama KyATa M YHOIIEHA HOBUX eAeMeHaTa Ka
jeAMHCTBEHOM HOBOM, YMETHHYKOM Bul)ery ApeBHUX xpuinthanckux uctuHa. To
je KOHA4YHO ¥ BpAMHA OBOT TeKcTa Bana Myauja, y KOMe ce CyCTHUY ABA HeroBa
AOMUHAHTHA AMIJA: CBEIITeHHKA, KOjH pasyMe He CAMO AUTYPTHjCKH IOPeAaK
yU3HYTPa’, Beh U CBe IeroBe CUMBOAE HIDKUX U BUIINX CAOjeBa, OAHOCHO YMETHHKA,
KOMIIO3UTOPA, AUPUTEHTa U MY3HUYKOT IIHCIIA, CBECHOT HY)XHOCTH KpeaTHBHe
cA060A€, OPUTHHAAHOCTH U CHaTe ANYHOT IPHCTYIIA YHYTap OTPAHUYEHUX ITPABHAA
YMETHUYKOT eAeMEeHTa y TPAAUIMju XpuithaHCKe IPaBOCAABHeE IIPKBe. 3axBasyjyhn
TaKBOj, PeKAU OHMCMO, MACAAHO] IIO3HUIIjH ayTOPa ¥ OAHOCY Ha TeMy KOjoM ce 0aBH,
0Ba KIUTA ITOCTAje IPUMep H3y3eTHOT CaBPeMEHOT MY3HKOAOIIKOT IITHBA, KOje 3a
OCHOBY MMa TPUPOAY YMETHUYKHU OIIAMeHeHe ITeBaHe MOAUTBE, K0 HCTOBPEMEHOT
Aapa OCBelITaHe TPAAMIINje, OHOT HEYXBaT/AHBOT OHOCTPAHOT M KOHKPETHO CaAd U
OBA€, HATAAOXKEHOT MCKYCTBA KPEATHBHOT YMETHHKA, CABPEMEHHKA 1 KOMIIETEHTHOT
cBepOKa Mehyy Hama.

Boraan Hakosuh
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360pHuk papoBa Music and dance in Southeastern Europe: New scopes of research
and action, HOBO je, 4eTBPTO IIO PeAy, U3AABbE KOje cBeAoun 0 paay CTyamjcke rpyie
3a MysuKky u naec Mehynapoanor casera 3a Tpapunuonasny mysuxy (The Inter-
national Council for Traditional Music — ICTM, the Study group on Music and
Dance in Southeastern Europe). Cumnosujym Ha koju oBaj 360pHHUK pedepupa
oapxaH je y Beorpaay u Ilernuny, y Cp6Ouju, ma je uspaBay, Kako je yobudajeHo,
AOKAAHH OpraHu3aTop ckyma — QakyaTer Mysuuke yMeTHOCTH y Beorpaay. Ilpe
CBera BEAMKO MHTEpeCOBamhe eTHOMY3MKOAOTA U eTHOKOpeoAora 3a ydemthe y
paAy OBe CTYAHUjCKe I'PyIie, a Y3 TO U HA€ja Ad H3AAmbe OYAe [eAOBHT AOKYMEHT
aorabaja, ykwyuayjyhu meros mporpam, pororpaduje u omasxk Oausepu Bacuh
(1946-2015), MMa 32 pe3yATaT OGUMHY KIBUTY OA 352 CTpaHuLe Beaukor (A4)
dopmara. ITybankoBaHO je 39 3aceOHUX pasoBa U 8 PAAOBA U3 3 CHMIIO3UjyMCKa
[aHEeAQ, A M3AArama YYeCHUKA CKYIA KOjU HECY IPHIIPEMUAU PAAOBE 32 300PHUK
IpeACTaBseHa Cy MPHjaBHUM aNCTPAKTHMA. TeMe KOjuUMa Cy OBOM IIPUAUKOM
HCTPAXUBAYM [TOCBETHAH IIAKIY M HACAOBH IIOTIIOTAABSA jecy: ,JIMnposusanuja
y Mysunu u naecy Jyroucroune Espone” (“Improvisation in music and dance
of southeastern Europe”), ,[Ipodecnonasnsanuja Mmysuke u maeca Jyrouctodte
Espone” (“Professionalization of music and dance of Southeastern Europe”)
u ,JIHTepAUCIUIAMHAPHOCT / IOCTAMCIIUIIANHAPHOCT Yy e THOMY3HKOAOTHjU U
ernokopeoaoruju” (“Inter/postdisciplinarity in ethnomusicology and ethnoc-
horeology”).

IIpBoj Temu nocBeheHo je 14 papoBa, YnMe je ¥ HAKOH Cpa3MepHO OpojHUX
pasMaTpama UMIPOBHU3AIiHje Ka0 KpeaTHBHO-U3B0)auKoT NPHHIIUIIA ¥ MY3HUIIH
u naecy, norsphena mena Heucyprnuoct. OBOM NIPUAMKOM ayTOPH Cy ce
noce6HO $OKYCHPAAU HA PeAAlIHjy UMIIPOBU3AIMje i HHCTUTYIIHOHAAN3ALHje
IpeACTaBbAKA, Te HA OAHOC UMIIpOBHU3aliuje u u3sohauke popmarnuje —
MHAUBUAYAAHOT U KOAeKTHBHOT nepdopmanca (Msanunh Aynun / Ivancich
Dunin, MiBanosa-Hu6epr / Ivanova-Nyberg, I'pun / Green, Exen-Kyuykaxcoj /
Eken-Kiigiikaksoy). YkasaHo je Ha KOMIIAEKCHOCT pa3MaTpamba UMIPOBU3aLiHje
Yy OAHOCY Ha MY3HUYKe M IIAeCHe BPCTe, )KaHPOBe, 0COOEHOCTH BOKAAHUX U
HHCTPYMeHTaAHUX M3Pa3a, Ha OIIITe APYLUITBeHe IIPOMEHe, AAU U Ha IIEPCOHAAHE
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kBaauTeTe U adunutere usBohaua (Baajesa / Vlaeva, Kananesaku / Katsane-
vaki, Papayaecky / Radulescu, Ospunuep / Ozdinger, Toxymky / Tohumcu).
Y mojepHNM papoBuMa ce ayTopu y Behoj Mepu Hero Apyru 3appxasajy Ha
TEOPHjCKOM pPa3MaTpamy UMIIOBU3aliUje, INTa OHA jecTe UAH Huje y (pernoHaAHoj)
TpapunuoHaAHoj Mysunu u naecy (Ilejuesa / Peycheva, I'pun, Kananesakn).
Aok BehuHa ayTopa nuure Ha OCHOBY HCTPaXKMBAYKO-IIOCMATPAUKe IIePCIIeKTHBE,
IOjeAMHH PaAOBH AOHOCE MApTULUIATOPCKA UCKycTBa U Bu3ypy (Kysman /
Kuzman, Crojucassesuh / Stojisavljevi¢). IMnposusanuja je pasmaTpana Ha
OCHOBY AGCKPHUIITHBHO M3HETHUX 3aIIa’Kamba, AaAM M Ha OCHOBY CTPYKTypaAHe
aHaAM3e 3aIHca IIAeca ¥ My3HKe (AeBam / Lévai, ITetak / Petac, Karanesaku,
Paayaecky).

Apyra TeMa je mpUBYKAA AaAeKO HajBehy MaKiy — 4aK 23 papa y OBOM 300pHUKY
0aBe ce MPOPeCHOHAAMBAINJOM MY3UKe U IAeCA. AyTOPH Cy IUPOKOM MAAETOM
obpahenux cAydajeBa OATOBOPHAH Ha TIO3HB AA Ce MAXKHba IIOCBETH eKOHOMCKOM
acmexTy IpopecHOHaAU3alHje, ITa CY U3 IepCIeKTUBe KOMOoAuHKaIIHje
caraepaBaHe npoecnoHasusanuja u3sohamrsa u creapasamrsa (Beuncunrep /
Beissinger, Meanm / Mellish, ITerkoscku / Petkovski), mpopecnonasnsanuja
npenoca sHawa (Pankosuh / Rankovié¢), daktopu op yrunaja nHa
npodecuonaausanujy oppehennx akrusnocru (Lepubamuh / Ceribasi¢).
PasMaTpanu Cy pa3sAMYMTH ACMIEKTH PO PeCHOHAAN3AIINje TPAAUIIMOHAAHE My3UKe
¥ [1AeCa Y KOHTEKCTy AUjaxpoHujckux npomena (Anresos / Angelov, Keaem u
Aomnan / Keles and Dogan, Aymuuh / Dumnié, B. Kyprumoray / B. Kurtisoglu,
Tyrues / Gutiez, lllenep / Sener, Cym6ya u Apcaanram / Siimbul and Arslantas),
YKa3aHO je Ha HOMMame NPOPEeCUOHAAHOCTH Y TPAAUIJHOHAAHOM OKPYXXeHYy
(Os6unrua / Ozbilgin), a AuckyToBaHH Cy M OAHOCH MpodecHOHaAN3aLHje
NOjeAMHUX aKTepa y caBpemeHoj mpakcu ( Josanosuh / Jovanovié¢). 3axsahena je
npo6aemaruka poaa (A. Kyuyke6e /D. Kiigiikebe), oaHoca nentpa u nepudepuje
(M. Kyuyke6e / M. Kiigiikebe), yrunaja meanja (Juaaus / Yildiz). Y oxsupy
OBe TeMe IIPe3eHTOBAHA Cy YaK ABa IIAHEA], I je TeMa IpopeCHOHaAN3AIHje
TpapULMOHAaAHe My3uke u maeca y CpOuju pasmaTpaHa Ha MpUMepHUMa
PEeKOHTeKCTyaAu3alHje AeCHUX ep$OpMaHca — BUXOBOM IpHupehuBaisy 3a clieHy
(Bajuh Crojuskosuh / Baji¢ Stojiljkovié) u xpurepujymnma xpasuukanuje
npoQecHOHAAHOCTH y CAy4ajy cBupama Ha kaBaay (Kpacun / Krasin). ITopep
TOra, KOMIIAGKCHO CY CaraepaBaHe yAoTe HpopeCcHOHaAaljd Y HAIJHOHAAHUM
aHcambanma XpBaTcke 1 MakepOHH]je OA 3APYKEHOT THMA MCTPasKHBaya U3 OBUX
3eMasa. YKa3aHo je Ha OKOAHOCTH M HAYMH Ha KOjU CY IPOPECHOHAAIIN AOIIPUHEAH
CTAaHAAPAU30Baky CTUAA IIeBaka, OAHOCHO peleproapa Kao HaIJMOHAAHOT
upentuduxaropa (Baaera / Caleta, Crojxosa Cepadpumoncka / Stojkova Serafi-
movska), a HOTOM 1 Ha IPOeCHOHAAN3ALN]y IPEHOCA IAECHOT 3Hakba KOje BOAH
ka mpodecuonasnom uzsohamrsy (Huemunh / Nieméié, Oneruecka-Tarapuescka
/ Opetcheska-Tatarchevska).

Hajmamu 6poj ucTpasxupaya je IPUAOTe IMOCBETHO NMPOMHUIIAABKY O
CBOjUM AHCIMIIAMHAMA Y CBETAOCTH HHTEPAUCIHMIAMHAPHOCTH, OAHOCHO
IOCTAMCIIMIIAUHAPHOCTH — BHX AeceT. Mmak, AOIpUHOC TeMH je 3HaYajaH,
C 003MpPOM Ha TO Ad Ce PapM O KOMIAEKCHMM pa3MaTpambHMa MHTepPaKIlja
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BUIe APYIITBEHUX U XyMaHHCTHYKHX HayKa (COLMOAOTHUje, aHTPOTIOAOTH]E,
$rr030uje, MOAUTUKOAOTHj€, ANHTBUCTHKE, KyATYPOAOTHj€, My3UKOAOTH]€)
Ca IOAMMA eTHOMY3HKOAOTHje H eTHOKopeoaoruje. KonkperHnuje, y ¢oxycy cy
OUAM [IOTEHIIUjaAY eTHOMETOAOAOIHje, KHHeCTe3Hje, Teopuja apeKkra, Teopuje
MHTOHanuje, KOHLenara (My3sndkux) sajepHuna, (My3nuke) cieHe U Apyre
TauKe CycpeTa THX HayKa H cTyauja Mysuke u naeca (Kyprumoray / Kurtisoglu,
tbapaau / Njaradi, XKusuuh / Ziv¢i¢, 3opuh / Zorié, lllyrepman / Sugarman).
AuckyToBama KOHI[eNTYaAHHX U METOAOAOIIKHUX IMUTaKha UCTPAXKUBAKhA
mAeca BoheHa Cy y mpaBily caraepaBama eTHOKOPEOAOTHje Ka0 CBOjeBpCHe
yAHTEPAUCIUIIANHE (Pakouesuh / Rakocevi¢), a ,HoBe €THOMY3HUKOAOMIIKE
aAmjaHce” OHAe Cy IpeAMeT IaXKibe MaHeAd KOjU ce y 30OpHHUKY IIpeACTaBAra
pasoBuma nocsehenum (erHomysuxoaromkoj) cemuorunu (3axuh / Zaki¢)
U NPEeUCIUTUBAKY eNMCTEMOAOIMKOr OKBHPA €eTHOMY3MKOAOTHUje Y IHAY
meHor (jacHujer) ycnocraBmama Kao uHTepBeHnujcke npakce (Henuh /
Neni¢). McTakHyTa je BpeAHOCT HOBHX MeAHja 32 MY3UYKY aHTPOTIOAOTH]Y
AeTepuTopujasnsosanor baakana (Aumos / Dimov), a ykasano je u Ha
MYATHYHKIIMOHAAHOCT nAecHe ripakce (Xuapaku u Aaurusaxuc / Hnaraki and
Aligizakis).

bpoj npuaora mo remama opcAMKaBa He caMO adMHHUTeTe UCTPaXXUBaya,
Beh M aKTyeAHOCT TeMa Ha OCHOBY CaBpeMeHHX MY3MUKHX U IIA€CHHUX MPAKCH
K20 $paKkTOpa OOAMKOBAKA HCTPAXKHMBAUKUX MOAMTHKA. APYrUM peduma,
CIlelMjaAM3aliija Pa3AMYUTHX aKTepa — M3Bohaya, cTBapasana, meparora u
KOMepIiujaAn3aliija bUXOBUX ACAATHOCTH, AU U OIIIITEe eKOHOMCKE OKOAHOCTH
yCIOCTaBAeHe HHCTUTYIIMOHAAHMM YTHIIAjUMa, CBe Cy 3HaYajHHUje TeMe Y OAHOCY
Ha CaBpeMeHH XHBOT TPAAMLMOHAAHOT IIA€CA U MY3HKe U HUXOBY OAPXKHBOCT.
Tako 1 0Baj 300pHUK HOCH CHAXKAH IIeYaT UACOAOTH]ja, IOAMTHKA U eKOHOMHj
BpeMeHa y KOMe je HacTao.

Ypeauunu Aus Meanm, Hux I'pun u Mupjana 3akuh, caepehu konsenmujy
IpUMEBUBAHY ¥ MPETXOAHHUM ITyOAMKaIlMjaMa OBe CTYAHMjCKe I'PyIle, papOBe Cy
yCTpOjuAM TIpeMa ayTopuMa — aadpabercku. Tako je H30CTaAa HA3HAKA AOAATHE
KOPEAATHBHOCTH IIPUAOTA, KAKBa je CyrepHcaHa rpynucambeM U3Aarama y OKBUPY
cecHja Ha CaMOM CHMITO3HjyMy, Te Ce UHHU Ad OBY IIPAKCy Tpeba peBUAUPATH 3a
HapeAHe IPUAWKe y IIPaBILly yobauYaBama (II0AK) TeMATCKOT 360pHHKa.

CAOXEHOCT H3Aaa KA0 AOKYMeHTa porahaja MMa BpeAHOCT He CaMO Kao
300pHHUK PApOBA, AAKAE KAO HEIIOCPEAAH TPar O MOjeAMHAYHUM HCKYCTBHMA,
IPOMMIIAABEMA, PE3YATATHMA HCTPAXKHBakha eTHOMY3HKOAOTA U eTHOKOPEOAOTa,
Beh u xao cepouancrso yrunaja Casera (ICTM-a) Ha ucropujat 0BUX
aucnunanHa. CKyIOBU CTYAHjCKUX TPYIIa, TOCeOHO PerHOHAAHOT MpOodHAa,
KaKBa je oBa 3a Jyroucrouny EBpomy, mpuauke cy aa ce ycnocrase (uam
pexabuAnTyjy) npodecuOHaAHN KOHTAKTH, AA Ce YKPCTe ,uHcajaepcke” u
»ayTCcajaepcke” MEePCIEKTHBE, AQ Ce YIOpeAe TIOAMTHKE U IPaKCe ,AOKAAHUX MU
yMeJHCTpUM” HCTPasKHBama. Tako MOCMATPAHO yOYaBa Ce U IIMTakhe OAHOCA BPCTe
U AOTIPHHOCA U3AAkha, 300PHHKA PaAOBa 0A3MPAHMX HA U3AATAKBUMA Ca CKYIIOBA
1 yo6AMYeHHX caMo Ha 0cHOBY auckycuja (Proceedings), kakBu npakTu4HO
IpeACTaBArAjy AMPEKTHHjH OAPa3 ayTOPCKMX MO3HUIIMja y HayIlH, HACYIpOT
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HU3A\ABUMA PEBUAMPAHHUX PAAOBA C IMOTEHI[MjAAHO 3HAYAjHUjUM HPUCYCTBOM
BH3ypa M UCKYCTaBa yPEAHHKA H peljeH3eHaTa Kao ayTOpUTeTa. AMOMBAACHTHOCT
edekTa perjeH3Mpama jacHO ce yodaBa nmopehemem pompuHOoca popmupamy
HAy4HOT IIOAMAATKA KO3 yHampelerme TeKcTOBA MAAAMX HAM HEIIPO$eCHOHAAHUX
HCTPaKKMBa4a, Ca BpeAHOIINy IPeACTaBAraba ,ay TOHOMHUX ) ,HepPeljeH3UPAHHUX
pe3yATaTa HCTPaXkMBamha Kao BUAA AETUTHMHUCAkha BUIECTPYKOCTHU IPUCTYTIA U
MaTepujaAusoBama (HayYHHX) HHTerpuTeTa (CXOAHO MOCTMOAEPHHUM TEHAEH-
unujama). OBO ce MCIOCTaBb»a AOAATHO BaXKHUM Y OAHOCY Ha pOPMAAHO,
MHCTHUTYIIMOHAAHO BPEAHOBalhe Pe3yATaTa UCTPAXMBaAkha y PA3SAHMUYUTUM
HAIlMOHAAHUM OKBHpPHMA, I1a Tako y CpOuju 0BaKBH 300PHHUIIU UMAjy Mamky
BPEAHOCT Y OAHOCY Ha pelleH3HpaHe TeMaTcKe 300pHHUKe. Y TOM CMHCAY ce
0Ba AUTPECHja y OAHOCY Ha KPUTHYKHU IIPUKA3 300PHUKA ¥ y)KeM CMUCAY Tpeba
YHUTaTH KaO AOTIPHHOC KPUTHUIIM Ay TOPUTAPHOCTHU Y AOMEHY IIPOAYKIIHje 3Haka U
MONITOBAY OBAKBHX, CBEOOYXBATHHX H3AAMA.

Aarxa Aajuh Muxajaosuh
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