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NEW CRITICAL THINKING IN MUSICOLOGY

What ideologies do contemporary musicologists speak from and for
whom do they speak

Abstract: New critical thinking in musicology has been new for at least thirty years and
yet it is still opposed by many musicologists or composers or performers who Adorno-like
(Theodor W. Adorno) remain devoted to the idea that the function of art in society is to be
without a function. The fact is, however, that even today such an attitude is legitimate, just
as much as interdisciplinary, critically oriented musicological research, which points out
that music, like other arts, often hides some inappropriate reverse behind its sensuous
seductiveness. Today musicologists can, based on their intellectual, educational, sensuous,
class, ethical and other potentials choose the position from which to talk about music.
Unlike traditional musicology which, according to some musicians, mostly addresses mu-
sicologists themselves, and only in ideal cases performers and listeners, today’s interdis-
ciplinary critical musicology, in its good examples, is indispensable to everybody: art
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financiers (patrons or taxpayers), composers who are often victims of the market or serve
as masks behind which oligarchs hide today, performers who choose what musical works
to play and affirm and how to do it, and all listeners who are not professional musicians,
but they need to be informed about various aspects of music art.

Key words: contemporary musicology, critical theories, critical potential of musicology,
ideologies of interpretation of music, ideologies of the perception of music.

The subject of this paper could equally have a dialogue’ with the themes, i.e.
the contents of the books such as the book Hémisphere gauche Cartographie des
nouvelles pensées critiques published five years ago by French sociologist and
philosopher Razmig Keucheyan,! or with the contents of the book The Literary
Theory published thirty-five years ago by Terry Eagleton, a literary theorist, and
similar books of a more recent date,?> or with numerous books by aestheticians
and art theorists such as Misko Suvakovi¢ and others,3 as with the contents of
those influential books and texts from the field of musicology which examine
and show, using examples, the methodological challenges and critical potential
of contemporary musicology.* Today’s even wider opening of the borders of mu-

! Razmig Keucheyan, Hémisphére gauche: Cartographie des nouvelles pensées critiques,
Paris, La Découverte, 2013. (Razmig Kesejan, Leva hemisfera; Kartografija novih kritickih
miSljenja, Beograd, Fakultet za medije i komunikacije, Univerzitet Singidunum, 2016.)

2 Terry Eagleton, Literary Theory: An Introduction, University of Minnesota Press, 1983.
(Terry Eagleton, prev. Mia Pervan-Plavec, Zagreb, Liber, 1987.)

3 Among the numerous books by Misko Suvakovié, it might be enough to mention here his
capital work Pojmovnik teorije umetnosti (Beograd, Orion Art, 2011)) which lists and ex-
plains in detail over a thousand concepts that make up the contemporary theory of art.

4 When it comes to musicology books, it is perhaps enough to note that ever growing mul-
tinational company which has acquired many famous publishing house—the publishing house
Routledge—started in 2006, in the edition Ashgate Contemporary Thinkers on Critical Musi-
cology, re-publishing the selected books of leading musicologists in the field of critical mu-
sicology. Among those names are: Robert P. Morgan, Annegret Fauser, Derek B. Scott, Rich-
ard Leppert, Lawrence Kramer, Susan McClary and others. See: https://www.routledge.
com/music/series/ ACTCMS

Within the national framework one should recall the text from 1998, “Contextuality of mu-
sicology” by Mirjana Veselinovi¢-Hofman, in a special edition of the New Sound journal,
under the title Poststructuralist science of music. Unlike the short, but meaningful and im-
portant correspondence about so-called New musicology which was led, among others, by
Lawrence Kramer, one of the representatives of the New musicology, and Charles Rosen,
who criticized the New Musicology in the text “Music a la Mode” (The New York Review
of Books, June 23, 1994), there was no criticism (written, substantiated) on the article “The
contextuality of musicology” at the national level. Contrary to Rosen, his complaining reac-
tions and certain types of futile attempts to change the course of the inevitable transforma-
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sicology as a scientific discipline to other scientific fields than was the case with
the real openness of musicology to the social sciences and philology from its be-
ginnings,® has been providing the musicologist for a long time, since the 1980s,
with the opportunity to achieve dialogue with the authors of scientific works
from a wide range of scientific disciplines and critical theories created or imple-
mented in them.® This wide opening of musicology borders makes contemporary
musicology the scene of various, often conflicting, contradictory thinking that is
in a constant, more or less visible, struggle for supremacy in musicology or in a
wider context. Using Deleuze’s words, it could be said that this consideration of
the inevitable transformation of musicology, with all the stimulating criticism,
including unpleasant derision’ that these transformations have endured during

tion of musicology just four years earlier and Kramer’s friendly but somewhat patronizing
response to criticisms made against him, Veselinovi¢-Hofman in this article states in a very
calm way changes in contemporary musicology, caused, as it was explained, “by deconstruc-
tive inherence of music”, and supports the observation of Rose Rosengard Subotnik, which
still proves to be correct, that she couldn’t see “a fatal contradiction between accepting au-
tonomy (of music), as a sort of paradigm for interpreting the structure, and the rejection of
autonomy, as epistemological ideology”.

> Although Guido Adler, as one of the founders of music science, imagines that openness
to other disciplines as a full openness to all disciplines in the future that would help achieve
the scientific task of unraveling all social, economic and political links between music and
culture (Guido Adler, “Musik und Wissenschaft”, Akademische Antrittsrede, gehalten am 26.
October 1898 an der Universitit Wien, Jahrbuch der Musikbibliothek Peters, 5, according to:
Ivana Ili¢, Epistemologija savremene muzicke analize, doktorska disertacija (rukopis), Kate-
dra za muzikologiju, Fakultet muzicke umetnosti, Beograd, 2016, 60).

¢ And indirect dialogue with the books author, and direct with contemporary authors—when
joint works on the same subject can arise—seen from the angles of two or more scientific
disciplines.

7" On the one hand the redicules are sent by mature scientists who, in the words of Robert S.
Nelson from another context, “challenged by change, resist it and reassert the past by calling
for a return to standards, usually defined as the state of the discipline that existed when they
were students.” On the other hand, ridicules are sent, not only to musicology, but critical
theories and application of critical theory in various scientific disciplines, by scientists who
have no great scientific impact like authors being written about, such as Francois Cusset, the
author of the book French Theory: How Foucault, Derrida, Deleuze, & Co. Transformed the
Intellectual Life of the United States (French Theory: Foucault, Derrida, Deleuze & Cie et
les mutations de la vie intellectuelle aux Etats-Unis, Paris, La Découverte, 2003), and also
those who are opponents of critical theories, in general, and for a variety of reasons: because
they represent different political ideas from the majority of post-Marxist and neo-Marxist
ideas that soak the field of poststructuralist critical theories, because they oppose certain at-
tainments or defeats of critical theories, in spite of this, they are generally perceived from the
negative angle, because they can use critical theories, especially French critical theory, as a
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four decades, is already a “tired thought”. Nevertheless, judging by the topics
from musicological symposiums, dissertations and books, this subject still re-
quires intellectual debate, thus showing that musicology as a discipline does not
have or does not want to have a scientifically stable or acceptably fluid platform,
i.e. contemporary research procedures and protocols designed by scientific con-
sensus.

Therefore, this text could talk about one kind of a reminder, a systematic
overview of the various streams of thoughts that have influenced musicology
from its beginnings in the 19th century to the present day. However, it is pos-
sible, but more appropriate, to achieve it in a book than in a short text. In that
case, it might especially be argued about what the term "new critical thinking’
means, and particularly what the notion *new’ implies in all its layers. Because
the problem of the "new’ is a special theoretical problem, while in the title of this
text this notion is used more simply, in terms of something current — that crit-
ical thinking that is already an unavoidable part of the intellectual maturing of
the youngest generations of scientists.® Or, this text could make a selection and
overview of the most influential critical thoughts which echoed most in musicol-
ogy and contributed to significant musicological insights which could not have
been reached with the means of so-called traditional musicology. Also, a nega-
tive thesis could be set and examples of musicological applications of various
critical theories could be chosen, i.e. their concepts whose inadequate transition
into the area of talks about music brought musicology into an awkward situation
or we could talk about the methodology and concepts of newly-formed fields of
research, musicological or trans-musicological, such as: popular music studies,
postcolonial music studies, iconology studies, gender studies, radio studies, me-
dia and communication studies, body studies, body studies in the social context,
etc.

Out of many possibilities an approach has been chosen for this paper which
examines only a few concepts (Other and Ideology) which are crucial for certain

good means for placing cynicism without charm, like Christopher Butler in the book Post-
modernism: A very short introduction (Oxford — New York: Oxford University Press, 2002.)
and others.

8 Middle-aged and the older generations of scientists with their rich experiences and a hori-
zon on which they can see achievements of both “traditional” and contemporary musicology
(“contemporary” in the sense of “today” that inevitably had to undergo certain changes over
time), or different institutions with their mechanisms of preserving the “stability” of scientific
disciplines, have, unlike younger generations of scientists, the option to choose, or they may
foster the still ambivalent relationship towards the transformations of musicology thereby
producing either negative or stimulating tensions between “traditional” and contemporary
musicology.
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critical theories and at the same time common for several scientific disciplines
and which come to musicology from ’outside’, whether the musicology of to-
day can survive without those concepts or has to take them over and to whom
the science of music serves today: the students of music, composers, perform-
ers, audience, the scientific community, a particular social class or certain social
groups. It was difficult to choose, out of an impressive number of very inspir-
ing concepts which can be used in musicology from various disciplines,’ a few
that would be good as models of the changing of musical thinking since the last
decades of the 20th century to the present day, and as indicators of the critical
potential of musicology. Nevertheless, the mentioned choice has been made, al-
though some other selection would be equally appropriate.

When ’critical potential’ is mentioned in this text, that expression, contrary
to its use in many other musicological works, is used in two meanings only.'?
The first meaning of the critical potential refers to the possibility, that is, the
obligation of musicology, to reconsider its established means of music research
over and over again, while staying in the domain of speech about music only.
The review of the effects and achievements of various types of formal analysis,
or transfer/translation of the formal analysis results, expressed by harmonic and
formal or structural codes, into a written narrative of a spoken language and the
narrative of the history of music, the consideration of the very narrative of histo-
ry or the theory of music, their fiction for example,'! or the establishment of new

 See Tables No. 1 and No. 2. Concepts have been taken over from various scientific areas in
which they have been either produced or applied and carry critical potential.

10 One shouldn’t forget the fact that these two meanings can branch into many other mean-
ings. But in this text these two meanings have been chosen as the most important ones know-
ing that in that way variety of shades which are characteristic of today’s critical musicology
in the world will be lost. However there are a lot of regions where the question of shades
hasn’t got its turn because there are a lot of old musicological problems to be solved.

I Edward Said and Hayden White, among others, have reflected on the question of inter-
preting the facts in the field of the history of society and art in the light of the learning that
the meanings are the effects of the kind of a selected narrative and therefore the discourse of
the history of society or art has much more in common with fictional storytelling than the
historians are ready to admit. See, for example: Edward W. Said, Orientalism, London — New
York, Routledge — Kegan Paul, 1978. (Edvard Said, Orijentalizam, prev. Drinka Gojkovi¢,
Beograd, Biblioteka XX vek, 2000.); Edward W. Said, Culture and Imperialism. New York,
Vintage Books, 1993. (Edvard Said, Kultura i imperijalizam, prev. Vesna Bogojevi¢, Beo-
grad, Cigoja §tampa/Beogradski krug, 2002.); Hayden White, The Content and the Form:
Narrative Discourse and Historical Representation, Baltimore, Johns Hopkins University
Press, 1987. In the national musicology the question of formal analysis and possibilities of its
different interpretatons or different language translations of the same formal musicological
analysis into the language of music history has been shown, for example, in: Valentina Ra-
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forms of analysis and interpretation, especially the meaning of music works, are
such a kind of self-reflection, critical preoccupation of musicology with its own
means, i.e. effects and music itself.

Another meaning of the term ’critical potential’ of musicology refers to the
fact that the critical ability of musicology is wider than the mentioned one, while
the term ’critical theory’ no longer has to, as it used to, refer only to the work of
the Frankfurt School. Today it is possible to talk in the plural about critical the-
ories as a comprehensive critique of the social order. Musicology, as it has been
well known for three decades,!? does not have to deal with music alone, remain-
ing within the limits of music itself, but can show how music is set in the world,
or in a wide context of diverse social groups, and what effects music can have in
this context. There will be a little more about this in this text.

Various and numerous critical theories!? became, says Razmig Keuscheyan,
especially topical in the 1990s due to the defeat of former rebel social move-
ments that were aimed at the emancipation of the subject.!* “It all starts with
one defeat,” writes Keuscheyan. “Whoever wants to understand the nature of
contemporary critical thought must take this statement as a starting point.”!
With this, Keuscheyan refers to the fact that numerous critical discourses were
created or strengthened at the moment when a new political cycle symbolically
appeared in the world with the demolition of the Berlin Wall in 1989. Whether

doman, Elementi impresionistickog stila u srpskoj muzici prve polovine XX veka, magistarska
teza, (rukopis), Katedra za muzikologiju i etnomuzikologiju, Fakultet muzicke umetnosti,
Beograd, 2006.

12 Under the condition that the following books, for example, are taken as a symbolic turn-
ing point in musicology: Susan McClary, and Richard Leppert, eds., Music and Society: The
Politics of Composition, Performance and Reception, Cambridge — New York, Cambridge
University Press, 1987; Rose Rosengard Subotnik, Deconstructive Variations: Music and
Reason in Western Society, Minneapolis, University of Minnesota Press, 1996 and others.

13 For many theories that Razmig Keucheyan names as “critical theories” Misko Suvakovié
uses the term “post critical theory” or “anti-critical theory”. According to such a division,
Suvakovié argues that not all poststructuralist theories are “revolutionary, interventionist or
emancipatory practices because they do not advocate for critical intervention and transforma-
tion of society and culture”, while some theories, post-critical theories or anti-critical theory
have changed their role over time. See: Migko Suvakovi¢, ,,Kriti¢ka teorija, in: Pojmovnik
teorije umetnosti, op. cit., 386-387.

14 At that time, as it has been said, these critical theories became especially actual, though
they originated much earlier, during the 60s, 70s and 80s of the 20th century. The Thesis on
Defeat is not the original Keucheyan’s thesis. It is obvious to all scientists (and not only to
scientists), and it is mentioned in many scientific papers, although not as a foundation around
which the whole construction of a scientific piece is built, as is the case in Keucheyan’s work.

15 Razmig Keucheyan, op. cit. 19.
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this demolition symbolically marked the defeat of the May rebellion of 1968, or
the defeat of those ideas that failed to prevent the outbreak of the Great War in
1914, or the defeat of the ideas which concieved modernism that began at the
moment of the French Revolution of 1789, is not as important in this text!¢ as
Keucheyan’s conclusion saying that “critical theories develop in circumstances
marked by the defeat of the left wing striving for the transformation of society.”

Being so, one cannot forget the fact that the recovery from the defeat and
the transformation of a society can be more easily and effectively imagined and
explored from political activism, political philosophy, from economic or legal
sciences, critical instead of populist media of information, referential arts, and
other areas, than from contemplation over, for example, bar 8 of string quartet
...hold me, neighbor, in this storm... by Aleksandra Vrebalov or some other com-
position of another music artist from any period of music history. To consider
the recovery from defeat and the possibility of transformation of society is not
an easy task, but such a review from the music, which is the least referential of
all arts, is almost unthinkable.

But what if in that bar 8 of composition ...hold me, neighbor, in this storm...
the strange HM exclamation in a string quartet is performed by a man who has
left the violin aside and is beginning to play the tapan, or it is performed by a
woman playing the tapan, then a listener at a concert of art music faces a marker
that points to a world beyond the known “world of art music”?!” What if, in one

16 In this short text it is not possible to consider what defeat is in question here but all the
time one may have in mind Keucheyan’s perception of possible periodization of political
cycles or may think of what contemporary critical theory is the answer to which defeat, con-
ditionally speaking.
17" In this text, the expression “the world of art” (artworld) and its derivatives such as
“the world of music art” and the like are used in the meaning given by the philosophers
Arthur Danto and Richard Wollheim and which are well explained by Suvakovié (in the
text ,,MI3y3eTHOCT U canoctojame: Gesamtkunstwerk, UHTEPTEKCTyalHO U IOjaM pa3iauke’,
y: Mumixo Illysakosuh (ed.), Azysemnocm u canocmojarwe, V MelyyHapoaHu CUMIIO3UjyM
Donxnop, Mysuxa, Heno, beorpan, ®akynrer My3uuke ymerHoctd, 1997, 30) by the follow-
ing words:
Following Arthur Danto it can be said that the artwork is not only what is seen by the
eye or heard by the ear, but also our knowledge of the history of art, culture, philoso-
phy, social super-determinants and the mode of perception (the skill of rhetorical place-
ment or transfer of watching, listening, understanding, interpretation, mental, manual
or behavioral work). Artwork is not only a mere object (painting, sculpture), a situation
(ambience, architecture, scene) or an event (music work, performance, ballet, film), but
it always an interpreted object — an object that we see stranded in a network of interpre-
tations. The first interpreter is an artist (according to Richard Willheim) who interprets
the structure or order of sounds, words or body acts as an artwork creating it or placing
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performance, imagined or real, that exclamation comes from a harsh-sounding
middle-aged man who powerfully performs the instrument on the concert po-
dium, and in another performance it comes from a young man, or an anxious
middle-aged or young man, or from an African, Arab, Dutch performer or from
a woman or a girl or from a sickening (for example, a mildly cold) woman?
And what if a Serb or a Syrian, or a *Yugonostalgic’ Serb or an Albanian or a
Bulgarian or an American woman political activist or a Senegalese woman phi-
losopher hears that exclamation? What if that exclamation, which can mean a
lot, compromises the expected effect of the protocol of traditional musicology
as a scientific discipline by which music is heard—knowing the skill of making
music; analyzed—knowing the skill of making music; explained/interpreted by
the language (alphabet or speech) to someone who is familiar or not with the
knowledge of making a piece of music?

In the traditional-meaning modernist—perception of art and talks about art,
that explanation is not even necessary either to the artist or to the aesthete-lis-
tener,'® because music is an autonomous area with its own laws which are not
subject to examination, for example, for veracity or usefulness and the like,
but it serves (supposedly) the universal, direct sensuous experience, or more
sharply and poetically speaking, this explanation is not necessary because mu-
sic, as claimed by philosopher and musicologist Vladimir Jankélévitch , “... is
magic”.!” Music should not be analyzed, understood or explained because its
wisdom does not last for more than an afternoon,?® and it does not have to last
because, according to Jankélévitch, music is what overwhelms us (despite the
fact or precisely because it is short-lived wisdom) with a passionate admiration,
music is what subjugates us using unpermitted ploys to suggest, create an illu-
sion, deceive.?!

Yet, how can we think, when we want or like or have to think, about that
HM exclamation, after something has been suggested to us, to our senses? The
traditional (modernist) musicology, despite the aforementioned artist and aes-
thete-listener, counts on the expected effect of its traditional protocol, and the

it in the world of art and art history. All other interpreters participate in that game by
producing differences in the effects, meanings, significance and values.
18 Migko Suvakovié has written about this. See: Misko Suvakovié, Epistemologija umetnos-
ti ili O tome kako uciti ucenje o umetnosti, Beograd, Orion Art, 2008.
19 Vladimir Jankélévitch, La Musique et I'Ineffable, Paris. Armand Colin, 1961. (Vladimir
Jankelevi¢, Muzika i neizrecivo, prev. Jelena Jeli¢, Novi Sad, Knjizevna zajednica Novog
Sada, 1987.)
20 Ibid, 138.
21 Tbid, 28.
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expected effect is to ensure that “almost conventional continuum between a cre-
ator, the creation of work, work, and the reception of work and potential dis-
courses on artistic work’, which Misko Suvakovié talks about in the Epistemol-
ogy of Art.*> When such an expected effect is missed because musicology has
faced a single HM for which there are no means by which it will be analyzed
and explained, the creator of the work, the music work and the listener can sim-
ply remain connected only by *magic,’” affect,” ’sensuous sensation’.?

But the composition has the title ...h0ld me, neighbor, in this storm... and
the listener, who concentrates to hear only the sound, surrendering to the ’skill’
of music and exclamation ’to be likeable’, and despite the fact that the sound
is “passionately skillful’ so that its various ’puzzles’ subdue the listener, yet he
knows, as it is pre-suggested to him, that the sound of the exclamation means
something longer than ’an afternoon’. What if the HM exclamation suggests to
the listener — any listener, it means to a listener who is a political activist or a
philosopher or a listener who is a taxpayer who has to pay for a piece of music
or a listener performer who needs to consider why to play a particular piece
of music, or a musicologist who should write arguments about the significance
and meaning of this exclamation, and others — something that is aggressive or
something that is powerless, or something that is offensive to someone, or sug-
gest a whole range of options that can be fulfilled from performance to perfor-
mance or only in the imagination of a music score reader??* When, along with
this exclamation, the listener, in other bars, also hears other sounds that clearly
mean something (the sound of another archaic instrument — the gusle, besides
the aforementioned tapan, mixed with the sounds of classic string instruments,
the sound of church bells, stomping the feet on the floor, and other), regard-
less whether he recognizes them as easily understandable, extremely simplified
stereotypes or not, he, in fact, enters the sphere of listening to the work that re-
quires the pursuit of new means other than the immediate sensuous experience.
Expressed in Jankélévitch words, in addition to the sensuous submission to the
magic of music, the listener must also understand such music and reach for its
conceptualization.

22 Migko Suvakovié, op. cit.

23 Any phrase used by philosophers and musicians thinking that music does not have to be
understood, and that it is enough to feel it directly with the senses, can be used here.

24 About the interpretation of the piece ...hold me, neighbor, in this storm... from the point
of view of the politics of identity and logic of liberal capitalism in the context of musical
creativity, see: Banentuna Pagoman, ,,Jlonutrnka uaeHTUTETa, My3MKa U TOBOP O MY3HIHU Y
noba miobammzauumje”, Mysukonoeuja, 2012, 12: http://www.doiserbia.nb.rs/img/doi/1450-
9814/2012/1450-98141200006R .pdf
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The semiotics of music, as a musicological and musical-theoretical scientif-
ic field, created by the appreciation of the scope of linguistics, which precisely
deals with the meaning of music, in its first steps, and in some of the most in-
fluential works of today,> has remained / remains deeply bound to formalistic
analysis and aesthetics, and perceives the meaning of music when it is clear that
some musical ’solutions’ (from the simplest choice of timbre, certain intervals
or motives, articulations, and the like, to more complex musical creations) have
eventually become conventions, artificial agreements in the world of music that
these or similar musical ’solutions’ represent / mean something specific to a cer-
tain community of listeners which also belongs to the world of music, because it
is more or less familiar with the norms of this world. As long as the new mean-
ings of music, such as this unusual HM, occur in the context of well-known mu-
sical norms, i.e. at least in the hints of conventional musical structure, musicol-
ogy and music theory, that is, music semiotics can find a way to interpret a new
musical signifier as an emerging convention and put it in traditional analytical
and interpretative frameworks.

But when it is impossible to do so, then, the musical semiotics and other
potential analytical and interpretive musicological discourses need to reach out
for new concepts, often for those that are devised to deal with problems or di-
lemmas or aporias that do not belong to the world of art.

It is especially interesting that in quite opposite cases — when it seems that
the significance of a musical signifier or order has, over time, acquired the char-
acteristic of something immediately understandable, and therefore 'natural’, by
reaching out for new concepts and new angles of consideration, this supposedly
natural meaning can be questioned.

So, for example, when the literary theorist Edward Said expressed aston-
ishment after discovering the fact that most of the British or French writers of
the 19th and 20th centuries, whom he had always admired, actually supported
in their prose works — perhaps only respecting the usual conventions of making
a literary work, rather than with deliberate intention — the political ideology of
racism, actually, expressed astonishment over the fact that some of the meanings
of a reference art, literature, were accepted as "knowledge’ because, over time,
they had become so common and conventional that they began to act as 'natural’
or became ’invisible’ because they were so implicit.?® Many of these ’natural’
meanings in literature hid horrible opposites — such as the mentioned racist ide-
ology — that were discovered when these meanings were subjected to different,
new analytical methodologies and conceptual means of research.

25 For example in the works of Robert S. Hatten.
26 Edward Said, Culture and Imperialism, op. cit.

44



Radoman, Valentina: New Critical Thinking in Musicology

This was the case when the concept of the Other which, according to cer-
tain interpretations, originated from the ecclesiastic discourse, in the speeches of
Pope Pius II during the 15th century,?” was accepted in the scientific discourse.
In his official church speeches, in a specific narrative process, the Pope made a
clear boundary between *We,’ thinking of Christians and Europeans and "They,’
’The Other,’ thinking of Muslims, Ottoman Turks as absolute enemies who, after
the conquest of Constantinople, could have conquered Rome.?® In the scientific
discourse, this division “We — Other”, which could include various representa-
tives of Us” and *Other’, became especially topical in the domain of psychology
during the 19th century, and was applied in works by German authors under the
name Volkerpsychologie. During the 20™ century, however, this division became
important in other scientific disciplines such as, for example, comparative litera-
ture. Then it was used in a comparative sub-discipline, the so-called Imagology,
for the purpose of exploring the ways in which some nations ’see’ / perceive /
describe in literature other nations. So, in 1978 Edward Said wrote a book, now
globally famous and assailed, Orientalism, in which he exposed to a new angle
of observation and criticism the orientalist discourse, the way that Western na-
tions see, describe, not only in literary prose, but in all texts (media, artistic or
scientific), discuss in political reports, paint, extol in canonical poetry, and so
on, nations in the East, in the so-called Orient. Musicology is just one of many
scientific disciplines that have recognized the significance of Said’s discovery
which was deeply political.

If attention is now returned to the HM exclamation, it can be noticed that
imagology in this case opens the possibility for all listeners, who know the con-
cepts and methods of imagology, to rationally emerge from the frame / experi-
ence of the sensuous perception of music only. Similarly, imagology in this case
provides an opportunity for musicology to emerge from its autonomous posi-
tion, from the kind of analysis of the music score or sound by which it would
be determined that in the first sentence of the string quartet ...hold me, neighbor,
in this storm... a melody line is exposed in the part of the gusle, which is in the
second sentence accompanied by the melodic-rhythmic motif of the tapan, so
that these two sentences together could make a musical period. Imagology in
this case provides musicology with the possibility to talk about issues that are
political, which, for example, concern the relationships between those individu-
als-representatives of the communities playing the gusle, those playing the tapan

27 More about it: Tomaz Mastnak, Evropa: med evolucijo in evtanazijo. Ljubljana, Studia
humanitatis, Apes 8, 1998. (Tomaz Mastnak, Evropa, Istorija politickog pojma, prev. Milan
Dordevi¢ i Dusan Pordevi¢ Mileusnié, Beograd, Beogradski krug, 2007.)

28 Ibid, 55-69.
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and those playing classic string instruments, instead of with pseudo-tautological
repetition and verbalization of what is written in notes.?’

But why would musicology, and for whom, except for its own needs, for
the self-examination of its methods, deal with it at all, when political issues are
the domain of political activism, state policy or political philosophy? One of the
known answers is because it is an immanent feature of music art itself. Because
it has always been a feature of art, of creation, and all other human practices. Or,
for example, because, according to the French philosopher Jacques Ranciére,
"political’ and music (and other arts) share one common feature — the power to
redistribute the sensible in public life, the redistribution of what and who can
be heard, seen, felt in public.’ But, according to Mirjana Veselinovi¢-Hofman,
some perceptions of works of art do not have to be socially, ideologically or
scientifically acceptable at all times in history.>! Susan McClary reviewed the
question: why was it once considered blasphemous to talk about Bach’s music in
the context of the politics of his time just like in 1950 and 1985?32 The answer is
simple at first sight. At one point in history, in the 18th century, or even since the
time of ancient Greece, according to McClary, the ideology of the autonomy of
art excluded not only Bach’s but the whole art from the field of public speaking
about society.** Thus, the musicology remained closed in the bar 8 of the men-
tioned composition or any other part of any other musical piece.

But the ‘ideology’ or ‘view’ of musicology — which are two more essential
concepts of critical theory — as a scientific discipline that in certain periods of
history with its results must remain in the autonomous world of art separated
from other spheres of society (for example, from the political sphere) today is,

2 Tt is already said in footnote 11 that what is written in the notes and then analyzed
and translated into the narrative of music history does not coincide, although it is a sci-
entific goal to leave such an impression.

30 Jacques Ranciére, Le Partage du sensible: Esthétique et politique, Paris, La fabrique,
2000. (Zak Ransijer, Sudbina slika; Podela culnog: estetika i politika, prev. Olja Petronié,
Beograd, Centar za medije i komunikacije, Fakultet za medije i komunikacije, Univerzitet
Singidunum, 2013; Jacques Ranciere, ,,Raspodjela osjetilnog — estetika i politika”, prev.
Leonardo Kovacevi¢, Up& Underground, 2006, 09/10)

31 Mirjana Veselinovi¢-Hofman, “The Position of an Object of Art in an Interdisciplinary
Scientific Environment: Questions of Interpretation”, 36opnux Mamuye cpncke 3a cyencky
ymemuocm u my3uxy 6p. 41, 2009, 76.

32 Susan McClary, “The blasphemy of talking politics during Bach Year®, in: Richard Lep-
pert and Susan McClary (Eds.) Music and Society: The Politics of Composition, Perfor-
mance and Reception, Cambridge — New York — Melbourne, Cambridge University Press,
1996 [1987], 13-62.

3 Susan McClary claims that autonomy dates from Pythagorean times. Op. cit, 15.
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if we bear in mind the statement said by Mirjana Veselinovi¢-Hofman, and the
mentioned question (and answer) of Susan McClary, only one of the possible,
permissible, acceptable ideologies, one of the possible perceptions of musicol-
ogy. A different ideology is the one that draws both art and talking about art out
of the framework of their (common) autonomy and places them, for example,
in the world of turmoil, contradictory ideas, proposals, demands from various
spheres of life, to transform societies according to needs and the rights of hu-
mans, animals, the whole of nature, instead of, for example, according to the
dictation of today’s capital and the logic of the consumer society and the society
of exploitation. It may be argued that today it is possible and acceptable for ev-
ery musicologist (an ordinary listener or a musical score reader) to respond, in
accordance with their knowledge, the type and quality of education they have,
the social class or a social group they belong to, the style of life they lead, the
political and ethical values they advocate, etc., to the ideology that corresponds
to the corpus of their intellectual and sensual ranges, to the ideology that inter-
pellates them, stirs their mind, as claimed by Althusser, or their body, as argued
by Foucault.3*

In that case, some musicologists will be challenged by the ideologies of art
autonomy and ’art for the sake of art” and will have the need, as well as the right
to define in their works the mentioned HM exclamation as well as the sounds
of the gusle, tapans, church bells, the voice of the muezzin, stomping the feet
on the floor and similar, as enriching the sound colors of the traditional, artistic
string ensemble. In such a speech, they would be obliged to find novelties in
the treatment of the traditional form of String Quartet, which would normally
be attributed to the creativity of artists and changes in musical forms during its
history which are immanent to music art. The title of the composition could be
interpreted in a universal context, as a typically artistic, humane call to join We
and the Other and the musical diversities that are the symbols of We and Other
— the sounds of archaic and modern instruments, as well as the sounds-symbols
of different religions, into one utopian whole, typically artistic, transcendental.

Being interpellated by the ideology of feminism, after applying the same
traditional formal analysis or some other kind of analysis, other musicologists
would, for example, notice that the archaic instruments have been added to the
String Quartet, which was originally a male ensemble, because even in the 19th
century, it was still inappropriate for women to play string instruments thus im-
pairing their posture, getting bruises on the body from the attachment of the

34 Louis Althusser, «Ideologie et appareils idéologiques d’Etat (notes pour une recherche),
La Pensée no 151, 1970. (Luj Altiser, Ideologija i drzavni ideoloSki aparati /beleSke za is-
trazivanje/, prev. Andrija Filipovié, Loznica, Karpos, 2009, 64);
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violin to the neck and the like. They would notice that those selected archaic
instruments were also traditionally performed by men, the least for the sake of
playing, but more to sing along about the wars they or their ancestors waged,
or to produce, by the power and the sound of these instruments, noise, signals,
mostly warlike. Feminist musicologists would notice the patriarchal sound of
the composition ...hold me, neighbor, in this storm... and consider the question
of whether this patriarchal sound is being interestingly destabilized, compro-
mised when the composition is performed by women or, on the contrary, thus
even more easily perceived. In the latter case, they would ask the question why
the woman composer insists on the sound that is the symbol of the patriarchy.

Led by the research of postcolonial scientists and the terminology they
use, the third group of musicologists could, for example, see in the string quar-
tet ...hold me, neighbor, in this storm... the insisting on ’exotic,” "uncivilized,’
’primitive’ sound of archaic, warlike instruments of a particular area (recogniz-
able or not), by confronting with the sound of instruments on which art music is
performed and putting that archaic instrument’s sound, as well as the sound of
HM and A exclamation, and stomping the feet on the floor, with assigned per-
formance signifiers: groan, like barking, very dramatic, fierce, into the institu-
tions of the original bourgeois concert halls. The ’exotics’, after the same formal
analysis that would be carried out by the musicologists, would be challenged by
other ideologies, interpreted as an artistic subversion of the world of art or as the
exploitation of the so-called exotics in the global market that sells it as the most
easily sold product.

It seems that the constitution of the world in which we live today enables
musicologists to be more aware of the diversity of ideological positions they can
take in interpreting music. However, this possibility is not used by all musicolo-
gists. Some musicologists consciously pretend not to understand the opportunity
that has been available to them for decades. In this regard it is interesting that
Charles Rosen, a prominent musicologist and pianist, once “closed his eyes”.
In 1994 when Rosen and Lawrence Kramer had a brief, but sharp, correspon-
dence about the critique that Rosen addressed to Kramer and other representa-
tives of the New Musicology, Rosen primarily pointed out the alleged mistakes
in the formal analysis he found in the works of the representatives of the New
Musicology, as if such mistakes did not exist in the works of the authors who
advocated the same ideology of autonomy of music as Charles Rosen. For the
sake of intellectual kindness Rosen praised the search for new, contextual in-
terpretations of music to which the representatives of "New Musicology’ were
devoted, but claimed that, in his opinion, one of the most important represen-
tatives among them, composer Lawrence Kramer, did not have the piano play-
ing experience and, therefore, was not sufficiently ’aurally sensitive’ to certain,
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particularly important, details in Beethoven’s music he wrote about. Kramer
drew Rosen’s attention to the fact that Rose’s “Piano experience* was his last
refuge from which he could defend the ideology that had been denied by the
development of society and time. He criticized his claims that the experience
of listening is fixed, unchanging, that is based on a binary opposition: Right as
True vs. Wrong, instead of accepting the fact that music actually requires a lot of
’discontinuous, fragmentary experience’ that includes thinking, memory, desire
of variable intensities. And all of this equally applies to listening, performing or
thinking about music. On the one hand, in the correspondence between Rosen
and Kramer there was a controversy regarding which ideology (in the modern
complex meaning of this concept) a contemporary musicologist can talk from
and for whom. Rosen began his text with an unusual claim: “Almost everyone
agrees that performing and listening to music are primary activities; writing
about music is secondary, parasitical. Ideally, musicologists ought to write for
listeners and performers. In real life, they write for other musicologists. Because
they have to.” As an excellent musicologist and not so much appreciated pianist,
Rosen showed in his own case how one “shoots himself in the foot” when advo-
cating a certain ideology without knowing its complexity. In addition, he titled
the text Music a la Mode. Today, almost twenty-five years later, it has turned out
that the world has remained basically the same since the symbolic 1989, or the
year of the short musical debate, 1994, with many living conditions that have
drastically worsened, while only in some details improved. In that respect, it
has turned out that Rosen was wrong when he estimated, because of his nostal-
gia for the world that had long since disappeared, that the changes that touched
musicology at the end of the 20th century would not last longer than a passing
fashion. Kramer may have erred as much as all those who hoped that the dis-
covery of the opposites of various ’knowledge’ imposed by the ideology of the
autonomy of art would help raise the awareness that art is not always magic and
contribute, as much as possible, to a change in the world we live in for the better.
Regardless of the extent to which these hopes have been betrayed or fulfilled
now, everybody should know the opposite of art today: art financiers (patrons or
taxpayers) and composers who can no longer afford to hide behind the intuition
and abstraction, especially not when they cooperate, for example, with oligarchy
that uses the arts to conceal their nefarious action,® and performers who choose

35 Only one example of the oligarchical instrumentalization of ideology of art “imagination”
and concealment, through art, of oligarchical activities harmful to many social groups will
be shown here. It is the example from the UK, Andy Hewitt talks about and Boris Cu¢kovi¢
reviews (Boris Cuckovié, “Autonomy of Today”, TkH, Journal for Performing Arts The-
ory, 2012, No. 20, 16-21). The selected example from Great Britain is almost the rule in
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which pieces to play, and musicologists and all listeners.Those who want to es-
cape from the ’everyday terrestrial life’ through the magic of musical can do
it, at the expense of those who will think about different facets of art, with the
help of all possible concepts that are available today to art theory. Sometimes
the ones fleeing and those thinking, will gladly change places. But this will not
change the fact that today, contrary to what Rosen claimed, the primary activi-
ties are: performing and listening to music and thinking about music itself and
thinking about musical context. And the fact that it is therefore desirable that
financiers and composers and performers and listeners, all being members of
different ideological, classes, social groups, read good musicological works. A
rather cynical response to Rosen’s statement that “ideally, musicologists ought to
write for listeners and performers. In real life, they write for other musicologists.
Because they have to,” now would read that today musicologists have to write
the least for other musicologists. Being careful not to turn into “Meaning-of-the-
Universe merchants” as Terry Eagleton said in another context,® and because of

many countries today. The part of the text in the footnote is taken from the book: Valentina

Radoman, Muzika, Politika, UZitak: Funkcije politike i ideologije u muzickom modernizmu,

Beograd, Orion Art, 2018, 19-20:
So, for example, Andy Hewitt identifies three ways in which (autonomous) art has been
instrumentalized in the United Kingdom today, or was during the reign of the Labor
Party from 1997 to 2010. The same kind of art instrumentalization can be noticed in
other countries as well. The first method of instrumentalization implies introducing art
into the public space so as to encourage artistic problematization of all issues that would
contribute to supporting the development of civil society as a democratic society of
public debate and negotiations between social groups. Another use of art for state pur-
poses refers to the treatment of art as an auxiliary tool in “urban regeneration” and
“re-branding” of post-industrial cities, while the third form of instrumentalization of so-
called autonomous arts implies the participation of “economically marginalized” citi-
zens in the world of art, in order to boost their rise on the social ladder. However, Hewitt
notes, while autonomous art in the United Kingdom of the mentioned period served to
produce the impression of positive social change, state policy actually implemented the
privatization of the public sector, reduced the transparency of the rule and deepened
social divisions (Andy Hewitt, 2012. Art and counter-publics in Third Way Cultural
Policy, PhD dissertation, University of the Arts London, http://ualresearchonline.arts.
ac.uk/5679/).
Thus, art had, in fact, the opposite role in society than the one which appeared on the
surface, so that with its allegedly autonomous status and the newly acquired role of
mediators in society—which abolished autonomous status in a complicated way—contrib-
uted to the real destruction of the public sphere as a place of communication between
citizens and the state.

36 Terry Eagleton, After Theory, London, Penguin Books, 2003. (Terry Eagleton, Sto nakon

teorije?, prev. Darko Polsek, Zagreb, Algoritam, 2005, 75.)
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the development of their musicological competences, now musicologists have
to read books on philosophy, political philosophy, political geography, sociolo-
gy, anthropology, literary theory, art theory, psychoanalytic theory, and they will
certainly devote the time left to reading musicological books. But only the best
ones, the authors of which can equally well describe a way of creating a musical
work superbly using formal or some better musical analysis, as well as to inter-
prete the meaning and the purpose of these musical works from the ideologies
from which they are called out, in the context of the world they live in.

It seems that the time has come in which clever, contextually thinking and
interdisciplinary prone musicologists want / do more good to the world than
many artists, the alleged creators of magic, but in fact, very often the victims of

consumer society and the society of exploitation.

Table No. 1: A selection of concepts in musicology which can be redefined, and con-
cepts of the various scientific disciplines or fields which can be used in musicology.

Musicolo Literary Theor History of Art and | Post-colonial Critical Social
gy y y Art Theory studies Theory
A castrato Author Acritical critique Ambivalence Anti-globalization
Absolute music Authorial intent Agony (.)f Affect Bourgeoisie
modernism
Authentic
- Balkan as a meta- .
performance of Canon Appropriation Capital
. phor
musical works
Autonomy of music | Enemy Other Art as a Commodity | Canon Class
Commissioning a . Art as a Truth . Collective
. Heteroglossia Center / margin
music work Procedure memory
s Horizons of Expecta- - .
Composer’s theory tion Artworld Civilized Diaspora
Death of art music | Idiom/Institution Cynicism tactics Colonial desire Elite
Emotions (in music) | Intertextuality Context Comprador EXp.101tat10n n
Society
. Criticism of . L
Festival Code . Counter-Discourse | Globalization
humanism
History (of music) | Context Discourse Decolonization Hegemony
Histories of music i
Metalanguage B[lzst(:rlrse of the Eurocentricity Ideology
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Interpretation . . . . Ideological State
(of formal analysis) Sign Discourse analysis | Exotic Apparatuses
Music as a culture | S -reference in Ecological art Hegemonic histo- | 1 1 tion
language riography
Music Work The Limits of Imagining as .
Interpretation Gaze knowledge Interpellation
Opera The Pleasure of the Hybrid arts Imagining the Bal- Modernization
Text kans
Originality Thick Description Iconology Imperialism Multiculturalism
Perff)rmatwlty of Narrative Kitsch Liminality Nationalism
music works
Perception of music | Reception Manifest Modernization Oligarchy
Popular music - i
P Referentiality Memory Orientalism Pos.t industrial
society
. . . Repressive State
(Public) concert Signified Performance Art Post-colonial body
Apparatus
Semiotics of voice | Signified Polygenre Primitive Self-stereotyping
Weak concept of . . . .
modern Signifier Post-history Racial Other Social groups
The Beautiful in . . . -
Music Style Political Art Stigma Social mobility
The ideology of
voice (typology of ¥Z§)(From Work to Radical Modernism | Subaltern Space
opera voices)
Total work of art i ;
The Anxiety of Representation The idea of Europe | Stereotype
/Gesamtkunstwerk | Influence (arts)
Virtuosity The Open Work The End of Art Trauma Utopia
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Table No. 2: A selection of concepts from different scientific disciplines or fields that
can be used in musicology.

Philosophy Gen('le.r Studies — Cultural Studies | Body Studies Psychoanalytic
Feminism theory

Artworld Ahete'st}c Formalism Active consumer Artist’s body Acoustic mirror
is Political
Construction of . . .

Aura . Alternative cultures | Body Anti-Oedipus
female hysteria

Authenticity Desubjectification Anti-elitism Body and privacy |Big Other

Body without “Domestic” Art Commercialized Body disabilities | Desire

Organs culture

Capitalism and

Dominant fiction

Consumer culture

Body in culture

Discourse of the

Schizophrenia Analyst
Deconstruction Exclusion policy Contlpgency of Body of art Dlscou.rse of the
meaning performer Hysteric
Deterritorialization | Femininity Cultural policy Childhood Discourse of the
Master
Dissemination femn’gst strategy of Cultural populism | Cyborg D1spour_se of the
inclusion University
. Culture as a
Discourse (Female) Other political ideology Death Ego
Empire Fundamep?al Culture as Docile bodies Fetish
unrecognition commodity
Culture of a period
Event Identity (or structure of Emotion Gaze
feeling of a period)
Ecstasy c?f . Inner Patriarchate Decoding Gaze / Sighting Hysteria
communications
Meta-politics Masculinity Dominant values Generation 1d
Mimesis Men as Culture Domination Gesture Identity
Multitude Patriarchate Generation Hearing Imaginary order
Order of discourse Perfect visibility of Gothic fantasy Mental illness Jouissance
women
Policy Posthuman Hegemon code Old age Mirror stage
Political Private sphere Inequality Pain Objet petit a
Politics Public sphere Intellectual field Power Phantasm
Power Sacrifice Minority discourses | Remembering Real
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Simulacra Subject Popular culture Sense Social productlon
of Oedipus
Soul }:he Deatjl ofa Postculture Sexuality Symbolic order
Woman
The private (per- Procedures of o
Space sonal) is political everyday creativity Sounds of the body | Scopophilia
. Transnational Social practice as a .
Subject femininity culture Speech Subject
Text Women as Nature Society of the Stigma Sublimation
spectacle
Women’s Right to Tastes of different . Symptom/Sinth-
Trace . . Voice
Education social classes ome
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Summary

In 1994 there was a brief discussion between Charles Rosen and Lawrence Kramer on the
perspectives of musicology in The New York Review of Books magazine. Charles Rosen
advocated the idea of music autonomy and claimed that a pianist could better hear music
than those musicologists who were not active players of an instrument and then a pia-
nist-musicologist could offer his analysis of a musical piece to performers and listeners.
He expressed doubts about the "hearing sensitivity’ and musicological analyses of Law-
rence Kramer, the composer, who was also one of the most important representatives of
the so-called New musicology. By this discredit Rosen actually criticized all those musi-
cologists who, in those years, reached out for new interpretations of music or attempts to
exceed the frameworks of formal analysis and formalistic aesthetics. In response to this
kind of criticism, Kramer noted that the ideology of music autonomy from which music
was heard and interpreted by Charles Rossen, was the ideology of the past, applicable to
the music of the 18th and 19th centuries, but that musical experience is much more com-
plex than the moralizing binary division to the right (true) listening and wrong listening.

This paper sets the thesis that today it is possible to use different ideologies of inter-
pretation of musical works in accordance with intellectual, educational, sensuous, class,
ethical and all other potentials of the musicologist. It points out the importance of the
critical ability of musicology to highlight its own means and methods of music research,
but the focus is placed on exploring the critical potential of musicology which is not re-
lated to musicology itself, but surpasses its traditional limits. The application of critical
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terms from various critical theories and scientific disciplines in contemporary musicology
allows musicologists to do much more subtle analyses and interpretations of musical
works than ever before. When such types of analyses and interpretations of a piece of
music are successful they can be useful to a much greater number of readers than ever
before. Unlike traditional musicology which, according to Charles Rosen, mostly ad-
dressed musicologists themselves, and only in ideal cases to performers and listeners,
today’s interdisciplinary critical musicology, in its good examples, is indispensable to all:
the financiers of art (patrons or taxpayers), composers who are often victims of the market
today, or are masks used by the oligarchs to hide behind, performers who choose what
musical works to play and affirm and how to do it, and all listeners who are not profes-
sional musicians, but they need to be informed about different aspects of music art.
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Banenmuna Paooman™

Vuusepsutetr y HoBom Cany

AkaJieMyja yMETHOCTH

Karenpa 3a My3UKOJIOTHjY U €THOMY3UKOJIOTH]Y

HOBA KPUTUYKA MUIIIJBEIBA Y MY3UKOJOI'NJU
N3 xojux naeosioruja ropope cappeMeHy My3HKOJIO3H M 32 KOra

Ancrpakrt: HoBa KpuTHYKa MUNJBEHA Y MY3UKOJIOTHjH HOBa cy Beh HajMame TpHieceT rofiHa, na
UMaK joIl yBeK HaWja3e Ha OTHOp MHOTMX MY3HKOJIOra WIM KOMIO3UTOpa WIM H3BOhada, KojH
anopaoBcku (Theodor W. Adorno) ocrajy omanu uzaeju aa je QyHKIMja YMETHOCTH y JAPYIITBY Ja
Oyne 0e3 dynkiuje. Yumennna je, mehytum, na je U naHac TakaB CTaB JISTHTUMaH, UCTO OHOJUKO
KOJIMKO Cy HCIpaBHA HMHTEPIUCLHUIUIMHAPHA, KPUTHYKH YCMEpeHa MY3HMKOJIOIIKAa HCTPAKHBAHA
KOjUMa ce IMOoKa3zyje Jla My3WKa, MOIMYyT APYT'HX YMETHOCTH, W32 CBOje UyJIHE 3aBOAJHMBOCTH YECTO
CKpMBa HEJOMycTHBa Hanndja. CBaKM MY3HKOJIOT JaHAC MOYKE Ha OCHOBY CBOJHX HHTENCKTYaJTHHX,
00pa3oBHUX, YYJIHUX, KJIACHHX, €THYKHX M JAPYIHX MOTEHIMjaja Ja u3abepe Mo3MIHUjy U3 Koje he
TOBOPUTH O MY3HIIU. 32 pa3iKy OJ TPaJUINOHAIHE My3UKOJIOTHj€ KOja ce, IpeMa peurMa I10jeTnHIX
My3u4apa, yriaBHOM oOpahama camMUM MY3HWKOJO3MMa, a caMO y WACaJHHM CIy4dajeBUMa |
n3Bohaunma W cCiymaonuma, JaHallkba WHTEPAUCUUIUIMHAPHA KPUTHYKA MY3HKOJOTHja, y CBOjJUM
IOoOpHUM TpUMepIiiMa, HEONXO/IHA je CBHMa: (pMHAHCHjeprMa YMETHOCTH (MEIleHaMa FITH TTOPECKUM
00BE3HHMIIMMA), KOMIO3UTOPHMA KOjH Cy JaHAC YeCTO JKPTBE TPIXKHINTA, MIM Macke M3a KOjUX ce
CKpHBajy olurapcH, u3Bohaunma koju Oupajy Koja My3udka Jieja 1 Kako he Ja ceupajy u ahupmury,
Y CBUM CIIYIIAOIMMa KOjU HUCY IPOGECHOHAIHA My3UYapH, ajlil UMajy oTpely na Oymy obaBemTeHn
0 Pa3MUYUTHM aCIEKTUMA MY3UYKE YMETHOCTH.

Kibyune peun: npeosnoruje Tymadema My3HKe, HICOJIOTHjE TEpLENUje My3uKe, KpUTHUKE TEOpHje,
KPUTHYKH MTOTEHIN] ]l My3UKOJIOTHj€, CABpEeMEeHA MYy3HKOJIOTHja.

Tema oBor pana moria Ou MOJjeAHAKO A2 'BOJIU JUjaor’ ca TeMama, OJHOCHO CapiKajeM
OHMX KIbWTA Kao IITO je Mpe MeT roJnHa o0jaBjbeHa Kmwura Hémisphere gauche Cartographie
des nouvelles pensées critiques (Jlesa xemucgepa; Kapmoepaguja Hosux Kpumuukux
Muuiberba) GpaHiryckor cormornora u dunozoda, Pasmura Kemejana (Razmig Keucheyan),?
WIA ca caJapikajeM Ipe TpHUAeceT IeT TOAWHA INTaMmmaHe Kmure Krudwesna meopuja
TeopeTnyapa KmrkeBHOCTH Tepuja Urnrona (Terry Eagleton) m ciuuHuX KeHMra HOBHjEr

* AyTopkuHa KOHTaKT aapeca: Vradoman@yahoo.com

! Razmig Keucheyan, Hémispheére gauche: Cartographie des nouvelles pensées critiques, Paris, La Découverte,
2013. (Razmig KeSejan, Leva hemisfera; Kartografija novih kritickih misljenja, Beograd, Fakultet za medije i
komunikacije, Univerzitet Singidunum, 2016)
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natyma,? unm ca GpOjHMM KE-MTaMa ecTeTHJapa M TeopeTHdYapa yMETHOCTH MOmyT MuIka

3 KOJNMKO M ca caipiKajeM OHMX YTHMIAjHUX KIbUTa U TEKCTOBA U3

[lyBakoBuha u Apyrux,
ob0jacTd My3UKOJOTHje, Yy KOjuUMa Cy pa3MOTPEHH WIM Ha TpHUMEpUMa TOKa3aHU
METOJIOJIONIKH M3a30BU CaBpeMeHe MY3MKOJIOTHje M HeH KPUTHYKH noTeHnujar’ JaHamime,
JOIII IIMpe OTBapame I'paHMIla MY3HKOJIOTHje Ka0 HAyYHE MUCHMIUIMHE Ka JPYrUM HayYHUM
obiacTuMa, HEro IITO je TO Ouia OHa peajHa OTBOPEHOCT MY3HKOJIOTHjE€ — Ka MPUPOTHUM
HayKamMa U (UIONOTHjH — Ca HeHOT 3adeTka,’ Mpyka Mysukojiory Beh omasHo, on 80-ux
roguHa XX Beka, IPWINKY Jia OCTBApHU JAWjAJIOT ca ayTOpHMa HAayYHHX pajioBa U3 MIUPOKOT
CIIEKTpa HAyYHHMX IUCHUIUIMHA M KPUTHYKHX Teopuja Koje Cy y IbMMa CTBOPEHE WIIH
npumemene.® To Mmpoko 0TBapame rpaHuIa MY3UKOJIOTHje YHHH CaBPEMEHY MY3UKOJIOTH]Y
MOMPHUINTEM HAjpPa3TUUYUTHJUX, YECTO ONPEYHHX, KOHTPAJAUKTOPHUX MUILJBEHA KOja Cy Y
HENPECTaHO]j, Malbe WM BUIIIE BUIJbUBO]j, O0OpOU 3a MPEBIACT y MY3UKOJIOTHJH WU Y IIUPEM
koHTekcery. JlenezoBum (Gilles Deleuze) peunma, morio 6u ce pehu ga je To pa3marpame
HEMUHOBHE TpaHC(hOpMaIfje MY3HMKOJIOTH]je, Ca CBUM IIOJCTHLAjHUM KpHTHKama, 1a |

HEYroJHMM MoJCMecHMa,’ Koje cy Te TpaHcdopMaluje TOKOM TpH JelleHuje mpeTprene, Beh

2 Terry Eagleton, Literary Theory: An Introduction, University of Minnesota Press, 1983. (Terry Eagleton,
Literarna teorija: uvod, prev. Mia Pervan-Plavec, Zagreb, Liber, 1987)

% On 6pojuux kmura Mumka IllyBakosuha, oBje je MOk/a JIOBOJBHO MOMEHYTH KamuTaiHo jeno Pojmovnik
teorije umetnosti (Beograd, Orion Art, 2011), y kojeM je HabpojaHO M A€Ta/bHO 00jalIF-EHO MPEKO XHIbaay
KOHIIETATa KOj! YNHE CABPEMEHY TEOPH]y YMETHOCTH.

4 Kama je ped 0 My3UKOJONIKAM KIbHTaMa, MOXIa j€ [OBOJBHO HANOMEHYTH 1a j€ CBe KpYyIHH]ja
MYJITHHAITMOHAJTHA KOMITaHHja, KOja je TpHIojuiIa ceOM MHOTe YyBeHe H3JaBavke kyhe — m3maBauka kyha
Routledge, mogena ox 2006. romune, y equnuju Ashgate Contemporary Thinkers on Critical Musicology moxnoso
na objaBibyje ogabpaHe KibHIre BoJAehrX MYy3HKOJIOTa y 00JJaCTH KPUTHYKE My3HKojordje. Mehy TuM nMeHnMa
cy: Pobepr I1. Moprau (Robert P. Morgan), Auerper ®@aysep (Annegret Fauser), Jepek b. Ckor (Derek B.
Scott), Puuapn Jlemepr (Richard Leppert), Jlopeuc Kpejmep (Lawrence Kramer), Cyszan Mexknepu (Susan
McClary) u mp. Bunetu: https://www.routledge.com/music/seriess ACTCMS

VY HalnMoOHAaTHUM OKBHpHMa Tpeba ce moaceTHUTH Tekcta u3 1998. roawmue, ,,KOHTEKCTYalHOCT MY3HKOJIOTHjE™
Mupjane BecenmunoBuh-Xodman, y crnenujaiHoM u3iamwy uaconuca Hosu 36yx Koje je HOCHIO HACIOB
Tocmempyxkmypanucmuuka nayka o my3uyu. 3a pa3iauky on kpahe, ajau caapkajHe U 3Ha4YajHe MPErnucKe Koje Cy
o 13B. HoBoj My3ukonoruju Boawiu, usmel)y ocranux, Jloperc Kpejmep, kao jeman o mpeacraBHuka Hose
my3ukoioruje, u Yapic Posen (Charles Rosen) koju je y tekcry ,,Music a la Mode” (The New York Review of
Books, june 23, 1994) kpurukoBao HOBy My3WMKOJOTHjy, HUKAKBUX (HAITMCAHUX, aPTYMEHTOBAHMX) KPHUTHKA
HUje Y HAI[MOHAJIHUM OKBHpUMA OWIJIO TIOBOJOM TeKCTa ,,KOHTEKCTYyaTHOCT MY3HKOJIOTHje . A y TOM TEKCTY Cy
Ha BPJO CMHUPEH HAYMH — 3a Pa3jiMKy OJf CaMO YeTHpH TojuHe paHuje PoseHoBe mpuroBapajyhe peakiuje u
M3BECHE BpCTE Y3aIyJHOT TIOKYyIlIaja Ja NPOMEHH TOK HEMHHOBHUX TpaHcopMmaluja My3HKOIOTHjEe H
KpejmepoBor jpyba3zHOT, amu M TOMajo MaTpoHU3Upajyher oAroBopa Ha KpUTHUKE Koje Cy My ymnyheHe —
KOHCTATOBaHE TPOMEHE Yy CaBPEMEHOj MY3UKOJIOTHjH, [MpPOY3pOKOBaHEe, Kako je  o0jalrmeHo
,,IEKOHCTPYKTUBHCTHYKOM MHXEPEHIIMjOM MYy3HKe™,  MOJpIKaHO 3anaxame Poy3 Posenrapn Cy0oTHHK, Koje ce
U JJaHaC TOKa3yje MCIPAaBHUM, Ja He BUMH ,,(aTalHy KOHTPaIUKIHjy H3Mely mpuxBaTamba ayToHOMHEje [My3uKke],
Kao BpCTe MapajurMe 3a HHTEpPIPEeTUpame CTPYKTYpe, M OAOHjara ayTOHOMHjE, Kao eMHUCTEeMOJIOLIKE
uaeosioruje’’.

> Mako je Ty OTBOpEHOCT mHpema apyruM aucnumauaama [eumo Amrep (Guido Adler) xao jemam oxn
yTeMeJbUTe/ba HAYKE O MY3HUIIM, 3aMHCIHO Kao y OyayhHOCTH MOTIYHY OTBOPEHOCT Ka CBUM JUCIHUILTHHAMA
Koje OM MoMOIJIe 1a ce OCTBAapU HAyYHH 3aJaTak PacIIUTama CBHX NPYIITBEHHX, CKOHOMCKHX W MOJUTHYKUX
Be3a usMmel)y mysuke u kynrype (Guido Adler, ,Musik und Wissenschaft”, Akademische Antrittsrede, gehalten
am 26. October 1898 an der Universitit Wien, Jahrbuch der Musikbibliothek Peters, 5, npema: Wana Wnuh,
Enucmemonozuja cagpemene my3uuxe anaiuse, T0KTopcka aucepranuja (pykonuc), Kareapa 3a My3ukonorujy,
dakynreT My3uuKke yMeTHOCTH, beorpan, 2016, 60).

1 nocpenan aujanor, ca Kiurama ayTopa, H HENOCpE/aH, ca CaMHM ayTopuMa CaBPEMEHUIMMA — Kajla MOTY
HACTaTU M 3ajelHUYKH PAJOBHU O UCTOj TEMH, Carjie[laH! U3 YIoBa J[BejY WM BUIIE HAYYHUX AUCIMIUIMHA.

" Moncmexe ynyhyjy, ¢ jenHe cTpaHe, 3peiu HaydHHIHM Koju, peunma PoGepra C. Hencona u3 Hekor apyror
KOHTEKCTa ,,CyOYeHH Ca HM3a30BOM IIPOMEHE, IOKYIIaBajy Ja Ce€ TOj NPOMEHH OAyHpy peadupmucamem
NPOLUIOCTA W amlelioBameM Ha MOBpaTak CTaHAapauMa, KOjHu ce OOMYHO NeHHULIY Kao CTame IOTHYHE

2
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,YMOpHa MHcao*“. YIpKoc ToMe, Ta TeMa JOIl yBeK, cylAehu mpema TeMaMa MY3HUKOJIOIIKHX
CHMIIO3MjyMa, JOKTOPCKHUX IMCEpTaldja U KIbHIa, 3aXTeBa MHTEJEKTyalHe aedate, U THME
MoKa3yje /J1a My3HKOJIOTHja Kao JUCIUIUIMHA JOII YBEK HEMa MJIM HE KEJH Jla UMa HayYHUM
KOHCEH3YCOM OCMUIIUBCHY CTAOWJIHY WIH TPUXBATBUBO (GIYUAHY IUIATHOPMY, OJHOCHO
MpoIeIype U MPOTOKOJIE CABPEMEHHUX HCTPAKUBAMA.

30or Tora OM y OBOM TEKCTY MOIJIO OWUTH pedd O jeIHO] BPCTH IOJCETHHKA,
CHCTEeMaTHYHOTI Iperjea pa3inuuTHX CTPyja MHUIUBbEHA KOje Cy yTUIale Ha MY3UKOJIOTH]Y
ol meHor Hacranka y XIX Beky no nmanac. Mmak, To je moryhHO, oHOCHO mpuUMepeHHje
OCTBApHUTHU Y KEbH3H HETO Y jeJHOM KpaTKoM TeKcTy. HapounTto Ou ce y ToM cirydajy MOTIIO
pacmpaBJbaTd O TOME IITA 3HAYM M3pa3 "HOBA KPUTHUYKA MHUILBEHA’, a TOCEOHO IITA Y CBUM
CBOJUM CJIOjeBUMa HOCH OJIpeHUIIa 'HOBa’. Jep, mpoOieM ’HOBOT’ TMoceOaH je TEOPHjCKU
mpoOyieM, JOK je y HAcJloOBY OBOT TEKCTa Ta OJpETHUIA YNOTpeOJheHa jeqHOCTaBHU]E, Y
CMHCIy HEYer aKTYyelIHOT — OHMX KPUTHYKHX MHUILbEHAa Koja cy Beh He3ao0mia3Hu €0
MHTENIEKTYalHOT CTacaBama Hajmmahux reHepanuja Hayunuka.® Wmm, morao 6u y oBom
TEeKCTy OUTH HampaBJbeH MU300p U IMperje] HajyTULAJHUJUX KPUTUYKUX MUIILBbEHA KOjU CY Y
MY3HKOJIOTHjH POHAILIH HajBUIIE OJjeKa U TOMPUHEIN 3HaYajHUM MY3UKOJIOIIKUM YBHUIMMA
70 KOjUX T3B. TPAJULIMOHAIIHA MY3UKOJOTHja CBOjHM CpEICTBMMa HHje MOTIJa Ja JOIpe.
Takohe, morma Ou ce MOCTaBUTH HEraTMBHA Te3a M 0Ja0paTH NPHUMEPU MY3UKOJOMIKHX
NpUMEHA Pa3IUYUTHX KPUTUYKUX TEOpHja, OJHOCHO MHHXOBHX KOHIENAaTa Kojuma je,
HEa/IeKBaTHUM TMPEHOIICHEM Yy O0JIacT TOoBOpa O MY3WIM, MY3UKOJIOTHja JOBEJCHA Y
HEYTOAHY TO3WIHMjy; HJIX OW Ce€ MOIJI0 TOBOPUTH O METOJIOJOTHjH W KOHIENTHMA
HOBOO(OPMJbEHUX OOJIACTH HCTPAXKHBaKa, MY3HUKOJIOIIKUX, OJHOCHO TPAaHCMY3HUKOJIOIIKHX,
MOTIYT: CTYJHja TMOIyJIApHE MY3HMKE, MY3MUYKUX MOCTKOJOHHjaJTHUX CTYyHja, WKOHOJIOMIKHX
CTyIMja, CTyIuja poja, CTyAuja paauja, CTyAWja Meauja U KOMYHHKaluja, CTyadja Tena,
CTyIyja Tena y APYHMITBEHOM KOHTeKCTy u jp. [loctoju jom muHOro moryhHoctu 3a roBop o
OBOJ, JOIII YBEK aKTyEITHO] TEMHU.

Opn MHOro6pojHUX MOTYhHOCTH, Y OBOM paiy je u3abpaH INPUCTYI KOJUM C€ Ha CBEra
nap Kouuenara (/J[pyeu u udeonocuja) Koju cy KJIbY4HH 3a ojpeleHe KPUTHUKE TeopHje, IpH
TOME W 3ajeJHUYKH 32 BUIIEC HAYYHUX JUCIUIUINHA, & KOJU MY3UKOJIOTHJU J0ja3e ,,crojba‘ —

TUCHIUIUIMHE U3 o0a Kaja cy oHM camu Ownn ctyneHTr . C Ipyre cTpaHe, MojacMexe, He caMOj MY3UKOJIOTH]jH,
Bell KpUTHYKKM TeopHjama M NMPUMEHH KPUTHUYKUX TEOpHja Yy Pa3IMYMTHM HAY4YHUM TUCLUIUIMHAMa, ynyhyjy
HAYYHHIM KOjH HEMajy BEJMKH HAy4YHU YTHUIIA] KaKaB Cy CTEKJIM ayTopu O Kojuma ce muiie, nonyr dpaHcoa
Kucea (Frangois Cusset), ayropa kwure French Theory, Fuko, Derida, Delez & Co i preobrazaj intelektualnog
Zivota u SAD (prev. Olja Petroni¢, Beograd, Karpos, 2015), a Takol)e n OHH KOjU Cy NPOTHBHHIIH KPUTHIKHX
TEOpHja, YONIITEHO, W M3 HajpasIMuUTHjUX pa3iiora: 3aTo LITO 3acTyNajy Apyraudje MOJUTHYKE HJEje O
BeiMHOM IMOCTMAapKCHCTHYKMX M HEOMAapKCHCTHUKUX HJeja KOje HaTanajy IoJbe MOCTCTPYKTYPAIUCTUUKUX
KPUTHYKUX TEOPHja, 3aTO IITO C€ MPOTHUBE MOjEIMHUM JOMETHMA FUIU IOpa3uMa KPUTHYKUX TEOpHja, allkl WX,
YOPKOC TOME, YOITIITEHO Caryie[laBajy U3 HeraTHBHOT YIJIa, 3aTO IITO KPUTHYKE TEOpHje, HAPOUUTO (PPAHITYCKY
KPUTHUKY TEOpHjy, MOTY Ja KOpHCTe Kao J00pO CpeACTBO 3a Iulacupame IMHU3Ma Oe3 Imapma, IOIyT
Kpucropepa Bariepa (Christopher Butler) y xmusu Postmodernizam; Sasvim kratak uvod (prev. Predrag
Mirceti¢, Beograd, Sluzbeni glasnik, 2012.) u ap.

8 Cpenme u crapuje reHeparuje HaydHHKAa Ca CBOjUM OOraTUM MCKYCTBHMA M XOPHM3OHTOM HAa KOjEM CE MOTY
BHJIETH JIOMETH M TpaJuIlMOHAIHEe W CaBpeMeHe My3uKojoruje (‘caBpeMeHe’ y CMHCIY  JaHaIlke’ Koja je
HEMUHOBHO MoOpasia Jia MPeTpIH H3BECHE H3MEHE TOKOM BpPEMEHA), WIM pa3induTe WHCTHUTYIHU]E, ca CBOjUM
MEXaHM3MUMa YyBama  CTaOWJIIHOCTH HAyYHUX JWCIUIUIMHA, WUMajy, 3a Pa3HKy OJ Miahux TreHepamuja
HaydyHWKa, MOTYRHOCT wu300pa, OJHOCHO MOTYy Jla HETyjy jOIl yBEK aMOWBAaJIEHTaH OJHOC TMpemMa
TpaHchopMmanyjaMa MY3HKOJIOTH]je, THME Mpou3BojAehrM WM HEeraTHBHE WM MOJCTHIAjHE TeH3HWje u3Melhy
’TpaJMIIMOHAIHE ¥ CaBpPEMEHE MY3HKOJIOTH]E .
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MpoBepaBa Ja JM My3UKOJIOTH]ja JaHAC MOXKE Jla ONICTaHe 0e3 THX KOHIeNaTa Wi Mopa Jia uxX
npey3nuMa, 1 KOMe HayKa O MY3HIH JaHaC CIY)XU: CTyICHTUMa MY3UKe, KOMIIO3UTOpHMA,
n3BohaunMma, CIymaomwMa, HAy4YyHO] 3ajeHUlH, ojapeheHo] IPYIMITBEHO] KIacu WU
onpeheHuM ApPYMITBEHMM Trpynanyjama. buimo je Temko y HMIpecMBHOM Opojy BeoMma
MHCTIMPATUBHUX KOHIIETaTa, KOje je M3 pa3IMYUTHUX IUCIMIUIMHA MOTYNHO KOPUCTHTH Y
My3HKONOTHj1,® M3a0paTH HEKOIMIHMHY KOju he OBOM IPHIMKOM OWTH JOOpH Kao y30pH
MIPOMEHE MY3UKOJIOIIKOT MHIJBEHhA O] MOCIHeAmuX jAeneHuja XX Beka J0 JaHac, H
MoKa3aTeJbl KPUTHYKOT TOTEHIMjajda My3ukosioruje. [la wmak, momMeHyTH wu300p je
HaIpaBJbeH, NaKO OW M HEKH JIPYru U300p OMO MojjeqHaKko oarosapajyh.

Kazna ce y 0BOM TeKCTy MOMeHEe 'KPUTHUYKHU MOTEHIUjall’, Taj U3pa3 ce, 3a Pa3JIuKy O]l
IErOBE YIMOTpeOe y MHOTMM JAPYIMM MY3HUKOJIOIIKHM paJOBHMa, KOPUCTH y caMmo JBa
sHavena.’’ V mpBOM 3HAueHy KPMTHYKH MOTEHIM]jal Ce OJHOCH HAa MOTYRHOCT, OJHOCHO
o0aBe3y MY3UKOJIOTHjE, /1a YBEK M3HOBA M M3HOBA IMPEUCHUTYje CBOja yTBpleHa CpeacTBa
UCTpaKMBamka My3HKe, 0CTajyhul pu TOM y JOMEHY roBOpa caMo 0 My3ul. [IpencnutiBame
yYyUMHaKa U JOMETa Pa3IMYMTUX BHUIOBa (OpMalIHE aHAIM3E, WIM NpEeMEIlTama/mpeBohema
pesyarara ¢popMallHe aHATN3e U3PAKCHUX XaPMOHCKUM M (DOPMAaTHUM WM CTPYKTYPAJTHUM
mudpama y mucaHu HaApaTHB FOBOPHOT je3MKa U HAPAaTHUB UCTOPH]EC MY3UKE, IPCHCITUTHBADE
caMor' HapaTHBa MCTOpHje MM TeopHje My3HMKe — HUXOBe (UKTHBHOCTH Ha mpumep,'! mmm
YCIIOCTaBJbahe€ HOBHX BHJIOBAa aHAIM3E M TyMauemha, HAPOUYHTO 3HAYCHA MY3MUKHX Jela,
TakBa Cy BpcTa camope(ieKkcHje, KPUTUYKE MPEOKYMUPAHOCTH MY3HKOJIOTHjE COIICTBEHHM
CpeACTBUMA, OTHOCHO YYHHIIUMA, U MY3UKOM CaMOM.

VY npyrom 3Hauewmy, U3pa3 ,,KPUTHUKA MOTEHIMjal"® MY3HKOJOTHje OJHOCH C€ Ha
YHELCHUILY J1a j& KPUTHYKA CITIOCOOHOCT MY3UKOJIOTHjE IUPUX JOMETa O]l HABENICHOT, JOK CE
caM u3pa3 ,,KpHUTHYKA TeopHWja“ BHIIE HE MOpa, Kao HEKala, OJHOCHTH CaMO Ha pal
®pankdyprcke mkone. JlaHac je MoryhHO TOBOPUTH y MHOKUHH, O KPUTHYKUM TEOpHjaMa
Kao O CBeOOYXBAaTHO] KPUTHMIIM JAPYIITBEHOI MOpeTKa. A My3HKOJIOTHja ce, Kao IITO je TO

® Bugmeru TabGene 6p. 1 u 6p. 2 y KojuMa je HampaBibeH CyOjeKTHBHM U OOUMOM TekcTa oxpeleH us6op
KOHIIENIaTa M3 Pa3IMYUTUX HAyYHUX NUCLHUIUIMHA. Y TUM HAyYHHM IUCIHUIUIMHAMA HaBEICHH KOHLCNTH CY
NPOU3BEICHH WIIH, Y pehUM Clly4ajeBUMa, CaMO IPHUMEH-CHU.

19 TIpu ToMe ce He TYOM U3 BU/Ia YMIEHMIIA JIa CE Ta JIBa 3HAYEHa MOTY TPaHaTH y MHOTOOPOjHA pyra 3HaueHba.
AnH, y OBOM TEKCTY, OBa JBa 3HauCkkha Cy W3abpaHa Kao HajBaKHH]a, ca CBelIlly 0 TOME J1a C€ THME HEMHHOBHO
rybe MHOre HHjaHCe KOjuMa Ce OJUIMKYje JaHallllha KPUTHYKAa MY3HMKOJIOTHja y CBETy. Y MHOTHMM CpeAHnHaMa,
MehyTuM, muTame TUX HHMjaHCH jOII HHje CTUIJIO Ha pejl, OJ pellaBama JAPYTHX, CTapuX MY3UKOJIOIIKUX
mpobiema.

1 TlutameM Tymauema YMHEHHIA, y 00JACTH MCTOpHje APYLITBA MJIM YMETHOCTH, Y CBETIY Ca3Hama Ja Cy
3HaueHha YYMHAK BPCTE HapaTHBa KOjeM ce mpuberasa W Ja 300r Tora AWMCKYPC HCTOpPHje NPYIITBA HIIH
YMETHOCTH MMa MHOTO BHIIE 3ajeIHHYKOT ca QUKIMOHAIHUM NPHIOBEJAKkEM, HETO LITO TO UCTOPUYAPH JKelle
Ja npusHajy 6aBwim cy ce, usmely ocranux, Exsapn Caun (Edward Said) u Xejaen Bajr (Hayden White).
Bunern, Ha npumep: Edward W. Said, Orientalism, London—New York, Routledge—Kegan Paul, 1978. (Edvard
Said, Orijentalizam, prev. Drinka Gojkovi¢, Beograd, Biblioteka XX vek, 2000.); Edward W. Said, Culture and
Imperialism. New York, Vintage Books, 1993. (Edvard Said, Kultura i imperijalizam, prev. Vesna Bogojevic,
Beograd, Cigoja $tampa/Beogradski krug, 2002); Hayden White, The Content and the Form: Narrative
Discourse and Historical Representation, Baltimore, Johns Hopkins University Press, 1987. V my3sukosioruju
HaOUOHAJHUX OKBHpA, NHUTAHKE cpopManHe aHaJIn3e " MOFthOCTI/I BCHUX PA3IUIUTHX I/IHTepHpeTaHI/Ija,
OJTHOCHO Pa3iIMYUTHX IpeBoljerma je3nka ucte hopManHe My3HdKe aHAIN3E Y je3UK HCTOpHje My3HKe, TOKa3aHO
je, Ha npumep, y: Valentina Radoman, Elementi impresionistickog stila u srpskoj muzici prve polovine XX veka,
magistarska teza, (rukopis), Katedra za muzikologiju i etnomuzikologiju, Fakultet muzicke umetnosti, Beograd,
2006.
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n06po mo3Hato Beh Tpu mereHmje,’’ He Mopa BHIIE GABHTH My3HKOM CaMoM, ocTajyhu y
OKBHpHMa MY3UKE caMme, Beh Moke MoKa3aTH KaKo je My3uKa MOCTaBJbEHA Y CBET, OTHOCHO y
IIMPOKH KOHTEKCT Pa3sHOJMKHX APYIITBEHUX TIpyMaluja, ¥ KakBU CBE, Y TOM KOHTEKCTY,
Mory 6utn yurHuu mysuke. O Tome he y 0BOM TEKCTy OUTH Majlo BUIIIE PEYH.

Pasnuuure u Gpojue kputumuke Teopuje'® mocranme cy, kaxe Pasmur Kemejan,
HapouuTo aktyenmHe 90-mx romuHa XX Beka yciuea Mopa3a paHUjUX OyHTOBHUYKHX
JPYIITBEHUX TOKpeTa KOju Cy 3a LMJb MMald eMaHuunamujy cy6jexra.* | Cee moumme
jemnum mopaszom™, nume Kemejan. ,,Ko rox moxenum ma pasyme HpuUpOLy CaBPEeMEHHX
KPUTHYKUX MMCIIM MOpa J1a y3Me OBY KOHCTaTallMjy Kao mojasHy Tauky. ™ Kemejan tume
MHCIM Ha YUICHUIY Ja Cy OpOjHM KPUTHYKH IHCKYpCH HAcTalyl WIM Ojadalyl OHOTa
TPEHYTKa KaJla je y CBEeTy CHUMOOJMYKH HACTYNHO HOBU MOJUTUYKU IUKIYC, PYyLICHEM
bepmunckor 3uma 1989. rogune. Jla nmu je To pymieme CUMOOIMYKYA O3HAYMIIO MTOPA3 MajcKe
nmobyne u3 1968. romuHe, WM MOpa3 OHUX HJEja KOje HUCY YCIeNe Na crpeue u30ujame
Benukor para, 1914, nim nopas ujeja kojuMa je 3a4eT MOJACpPHU3aM y TpeHyTKy DpaHIrycke
pesonynuje u3 1789. roauHe, Huje TOIMKO BaHO y OBOM TekcTy,'® kommko je 6uTam
KemejaHoB 3akibydak aa ce ,,KpUTHUKE TEOPHjE€ pa3BUjaj]y y OKOJHOCTHMA OOEIIeKEHUM
MIOPa30oM JIEBHIIE KOja ce 3aJlake 3a TpaHchopManujy ApyIITBa‘.

Kapna je Beh Tako, He MOXKe ce CMETHYTH C yMa YHIbEHHILIA JIa CE 0N0pasax o1 Iopasa u
TpaHchopMaImja IpyIITBA CUTYPHO JIAKIIEe U YYUHKOBUTH]E MOTY 3aMHUIIbATH ¥ UCIIUTUBATH
U3 TOJMTUYKOT aKTHBMU3MA, MOJIMTHYKE (rino3oduje, W3 eKOHOMCKHAX WIHM MPAaBHUX HayKa,
KPUTHYKUX YMECTO TMOITYJMCTHUKUAX MeIuja nHpopmanmja, pedhepeHnjaTHuX yMETHOCTH, U
Apyrux 0o0JacTH, HEr0 W3 KOHTEMIUIAIMje Hajl, Ha MpUMEp 8. TAaKTOM T'yZayKor KBapTeTa
...hold me, neighbor, in this storm... (...npuepau me, cycede, y o6o nespeme...) Anexkcanape
BpebanoB nnm Heke Apyre KOMIIO3UIMjEe HEKOT JAPYror MY3MYKOI YMETHHKA U3 OHMJIO Kojer
nepuoaa My3udke ucropuje. Pasmarpatu onopasak of nopasa u MoryhHoct Tpanchopmanuje
JApylITBAa HMUje HUMAJIO JIaK 3ajJjaTak, a TaKBO pa3MaTpame W3 My3UKe, KOja je HajMame
pedepeHnmjagHa o1 CBUX APYrUX YMETHOCTH, TOTOBO j€ HE3aMHCIIUBO.

Aun, mTa ako ce ympaBo y ToMm 8. Takty komnosuije ...hold me, neighbor, in this
storm..., xaga uymaH y3BUK XM, y jeZJHOM T'yJadykoM KBapTeTy, M3BOIM MYIIKapar OK —
ocTaBJbajyhm 3a M3BECHO BpeMe BHOJHMHY cCa CTpaHe — IOYUE-EC Ja CBHpa TalaH, WM Ta

12 Tlon ycnoBom ja ce kao cUMOOJIMYKA NMPEKPETHHIA Y MY3MKOJOTMjU Y3My, Ha IpUMep, Kibure: Susan
McClary, and Richard Leppert, eds., Music and Society: The politics of composition, performance and reception,
Cambridge—-New York, Cambridge University Press, 1987; Rose Rosengard Subotnik, Deconstructive
Variations: Music and Reason in Western Society, Minneapolis, University of Minnesota Press, 1996. u ap.

13 Mumko IllyBakosuh 3a MHore Teopuje koje Pasmur KeulejaH HasuBa ,KDUTHUKHM TeOpHjaMa“, KOPHCTH
OJIPEITHHUILY ,,[TIOCTKPUTHYKA TEOpHja“ WK ,,AHTUKPUTHYKA Teopuja“. ¥ ckiamy ca TakBom mojenom lllysaxosuh
W3HOCH TauyHy Te3y Ja HHUCY CBE MMOCTCTPYKTYPaIHCTHYKE TEOpHje ,,peBONYIHOHAPHE, HHTCPBEHTHE WU
€MaHIIUTIaTOPCKE TpaKce jep ce He 3allaXKy 3a KPUTHYKY WHTEPBEHIIN]Y U IIPeoOpakaj APYIITBA U KyIType*, TOK
Cy HEKe TeopHje, MOCTKPUTHIKE TEOpHje WIIM aHTUKPUTHIKE TEOpHje BPEMEHOM Memalle CBOjy yiory. Buneru:
Misko Suvakovié, ,,Kriticka teorija®, y: Pojmovnik teorije umetnosti, mas. nemo, 386-387.

1* Tana cy, kao WTO je peueHo, Te KPUTHYKE TEOPHje MOCTANlE HAPOUMTO AKTyeJIHE, MAKO Cy HacTajajle MHOTO
panuje, TokoM 60-ux, 70-ux u 80-ux roguaa XX Beka. Te3a o mopasy Huje opurnHaiHa Kemejanoa teza. Ona
j€ CBHM HayYHHUIIMa (M HE caMO HayYHHIIMMA) OYMIJICAHA, U Y MHOTUM HayYHHM PaJIOBHMa CE€ MOMHUEbE, Maja
HE Ka0 OCJIOHAI[ OKO KOjer ce Tpajy YUTABO 3/Iake jeJHOT HAyJHOT Jiea, mTo je y KenrejanoBom pajy ciy4a;j.

15 Razmig Kesejan, Has. neno, 19.

16 Huje Moryhe y 0BOM KpaTKOM TEKCTy pa3MaTpaTH O KOjeM I10pa3y j€ OBJIE Pey, ajli CE CBE BPEME MOXKE MMaTH
Ha ymy KemrejaHoBo carnemaBame Moryhux neproan3ariija HOMUTHYKHX [TUKITYCa, WM Pa3MHILBATH O TOME
KOj€ yCIIOBHO PEYEHO CaBpeMeHe KPUTHUYKE TEOPHje jecy OJroBOp Ha KOjH I10pa3s.
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W3BOJM JK€HAa CBUpajyhu TamaH, ciymiajgal Ha KOHLEPTY YMETHHYKE MYy3HMKe cyodaBa ca

“217 Ita ako

O3HAYMTEJheM KOju ymyhyje Ha CBET BaH MO3HATOT ,,CBETA YMETHUYKE MY3UKE
Taj Y3BUK Y JETHOM M3BONCHY, 3aMUIIUBEHOM WJIM PEaTHOM, J0Ja3u OJ TPICHOT CPEJOBEUHOT
MyIIKapla u3Bohava KOju Ha KOHIEPTHOM MOJUjyMy CHaXXHO yJaapa HHCTPYMEHT, a y ApYTUM
u3BohemnMa o Miaguha, WM O]l aHKCHO3HOT CPEJOBEYHOI MYIIKapLa WM AHKCHO3HOT
Miaauha, uiau on u3Bohaua Adpukanna, ApanuHa, XojganhaHuHa, O] )KCHE WA O JICBOjKE
unu on OosenubuBe (Ha mpumep, Oiaro mpexiahene) skeHe? UM mira ako Taj y3BHK Cirylia
Cp6un wmm Cupwmjan, wim ‘jyroHoctanruyan’ CpOun, win AnbaHan, win byrapun wim
AMepuKkaHKa TOJUTHYKA aKTHBHCTKHMEa win CeHeranka ¢uinozopkuma? Lllta ako ce tum
Y3BUKOM KOjU MOXE O3HA4yaBaTH MHOTO TOra JOBOJM Yy IHTamke OYEKUBAHU edekar
MIPOTOKOJIA TPAJUIIMOHAIHE MY3HKOJIOTHj€ Ka0 HayyHEe MUCIUIUIMHE KOjUM Ce MY3HKa uyje —
no3HaBameM ymeha wH3paje My3WUKOr Jejia, aHaJu3upa — Mo3HaBameM ymeha wuspaze
MY3UYKOT JIeJIa; ¥ je3UKOM — MMUCMOM HJIM TOBOPOM — 00jalllihaBa/TyMayu HEKOME KO M03Haje
ymehe u3pajie My3HuKor jiejia Win He?

VY TpaaMIMOHAIHOM — IITO 3HAYX U MOJCPHUCTUIKOM, TIOUMakkhy YMETHOCTH M TOBOPA
0 YMETHOCTH TO 00jalllmbemhe HUje Yak HU HEONXOJHO HM YMETHHMKY HH €CTETH-CIyInaony,:®
jep je My3uKa ayTOHOMHAa 00JIacT ca CBOjUM 3aKOHHTOCTHMA KOje HE MOJUIeKY MPOBEpHU, Ha
MpUMEpP, UCTHHUTOCTH WJIM KOPHCHOCTH W CIWYHO, Beh ciyxu (HaABOIHO) yHHBEp3allHOM,
HEMOCPEHOM UYIIHOM JIO’KUBJBA]Y, HITU 3a0MITPEHHU]E, a TOCTUYHHU]E PEUYCHO, TO 00jalIheHhe
HUjEe HEOIXOTHO jep je My3uKa, Kako je TBpawo ¢uno3od u wmysukosor Bragmmup
Jaukeneswu (Vladimir Jankélévitch), ,,...jenna uapomuja“.l® Mysuky He Tpeba aHanm3mparti,
pasyMeTH uian objalImbaBaTH jep, BeHa MYAPOCT He Tpaje JyKe Oj jemHor monoaHesa,”’ u He
Mopa Jia Tpaje jep, npeMa JaHkeneBudy, My3uKa je OHO IITO Hac mpuaoduja (ynpkoc Tome —
WIH YyIOpaBO 3aTO — IITO je KPaTKOTpPajHE MYJPOCTH) JETHOM CTPACTBEHOM BEIITHHOM
J0majialka, MY3WKa je OHO IITO Hac IOTYMEAaBa IOMONY cyrepucama, OICCHHUBAbA,
0OMamHBamka, HeJ03BOJLEHIM CMHUIAMIIAMa. 2L

17V oBom Tekcry ce uspas ,.cBer ymerHoctu* (artworld) u meroBe usBeneHMIE TOMYT ,,CBET yMETHUYKE

MY3HKe U CIMYHE, KOPUCTH Y OHOM 3Hauewy Koje cy My gamu ¢unozopu Apryp Hauro (Arthur Danto) u

Puuapn Boaxajm (Richard Wollheim), a xoju Mumiko [lysakoBuh n106po objainmasa (y Tekcry ,,3y3eTHOCT u

carocrojame: Gesamtkunstwerk, wuHTepTekcTyanHo W mojam paznuke”, y: Mumko IlyBakosuh (yp.),

Hszysemnocm u canocmojarme, V' Mehynaponan cumnosujym @oaknop, Mysuka, [eno, beorpan, ®axynrer

My3Huuke ymeTHocTH, 1997, 30) cienehum pednma:
Crnenehu Aprtypa dantoa (Arthur Danto) mosxke ce pehn Ja yMETHMYKO €70 HHj€ CAMO OHO IITO C€
BUAM OKOM WIM 4Yyje yxoMm, Beh W Haiie 3Hame HCTOPHje YMETHOCTH, KyiaType, (uiaozoduje,
JpYLWITBEHUX HaJIETEPMHMHEHLMja W Mojayca mnepuenuuje (ymeha peropuykor cmerirama WIH
npeMelITamba IIieflaha, Clyllaka, pa3yMeBama, WHTEPIPETHpama, MEHTAJIHOT, MAaHYEIHOT HIIH
OMXCBHOPATHOT YHHCEha). Y METHUYKO JEI0 HHjEe CaMO MyKH O0jeKT (CluKa, CKYJINTypa), CUTyalluja
(amOmjeHT, apxwrTekTypa, cieHa) wmwid jgorahaj (My3wuko peno, mepdopmanc, Oamer, (uaMmcka
npezncrasa), Beh je yBex um unmepnpemupanu o6jekm — O0jeKT KOJH BHINMO Y3TJIOOJBEH Y MPEXKH
unTepnpetauuja. [Ipeu nutepnperarop je ymeTHuk (mo Puuapay Bonxejmy) koju ofjexart wim nopenaxk
3BYKOBa, PEYM WM TEJIECHUX aKaTa WHTEpIpeTHpa Kao YMETHHYKO MAelo cTBapajyhum ra wim
cmemrajyhu ra 'y ceem ymemnocmu v ucmopujy ymemuocmu. CBU IpyTd UHTEPIPETATOPH YUECTBY]Y Y
TOj WrpH npousBoaehn paznuke edexara, 3HAUCHA, CMHACIA U BPEAHOCTH.

18 O opome mume n Mumiko Illysaxosuh. Bunern: Misko Suvakovi¢, Epistemologija umetnosti ili O tome kako

uciti ucenje o umetnosti, Beograd, Orion Art, 2008.

1 Vladimir Jankélévitch, La Musique et I'Ineffable, Paris. Armand Colin, 1961. (Vladimir Jankelevi¢, Muzika i

neizrecivo, prev. Jelena Jeli¢, Novi Sad, Knjizevna zajednica Novog Sada, 1987)

2 Ycro, 138.

21 Yero, 28.
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[Ta unak, kakKo Aa MHCIMMO, KaJa >KeJIMMO WK XoheMo WM MOpaMo J1a MUCIHMO, Taj
y3BUK XM, HakoH IITO HaM je, HAIIUM 4YyJIuUMa, HEmTO cyrepucao? TpaauiuroHaiHa
(MOIEpHHCTHYKA) MY3HKOJIOTH]ja, YIIPKOC IIOMEHYTOM YMETHHKY U €CTETH-CIIYIIAOIly, padyHa
Ha OYCKHMBAHHW e(eKaT CBOT TPAJUIMOHAIHOT MPOTOKOJIA, a Taj OUYEKWBAHH edeKkar je
o0e30ehuBame OHOT ,,OTOBO KOHBEHIIMOHAJTHOI KOHTHHYyMa u3Mel)y cTBapaola, cTBapama
nena, Aefa, peueniuje Aeina U MOTEHIHMjaTHUX TUCKypca O YMETHHUYKOM Jeny™, 0 KOojeM Yy
KBU3K Enucmemonozuja ymemuocmu roopu Mumko IllyBakosuh.?? Kana Takas ouekuBaHu
edekaT M30CTaHE jep ce MY3UKOJOTHja cyounsa ca jefHMM XM 3a KOju HeMa CpelCcTBa
nomohy kojux he ra aHanu3upatd ¥ 00jaCHUTH, CTBapajall Jejaa, My3UdKo JeJI0 U CITyIIaiail
MOTYy JEIHOCTaBHO Jla OCTaHy IIOBE3aHH Ccamo ,.4apoiujoM®, ,adexToM™, , dylIHOM
cenzarujom*. %

Anu, KOMITO3UIIMja UMa HACIIOB ...npuUcpIu Me, cyceoe, y 080 HegpeMe... N CIylIamail,
KOjH Ce IperyIITa TOMe J1a 4yje caMo 3BYK, npenajyhu ce 'BelITHHN’ MY3UKE U y3BHKA 'Jia Ce
J0NaJIHe’, ¥ YIPKOC TOME IITO je Taj 3BYK 'CTPAacCTBEHO BEHIT’ y TOME Jla CBOjJUM pa3HUM
’cMUIANIMIIaMa’ TIOTYMHH CIYIIAO0Ia, UIIaK 3HA, jep MY je yHaIlpel CyrepucaHo, Ja Taj 3BYK
y3BHKa HEUITO W 3HA4M Jyxe of ’jenHor nomojaHena’. Illlta ako Taj y3Buk XM cyrepuiie
CIIyIIaoIy — OWJI0O KOjeM CIyIIAaolly, IITO 3HAYM CIYHIATeJ/bKU MOJUTUYKO] aKTHUBUCTKUIHLU
Wik Guno30QKUBU WK CIYIIA0Iy TOPECKOM 00BE3HHUKY KOjU Tpeda J1a MiiaTu My3U4Ko JeJI0
WM CIIymIaony u3Bohauy koju Tpeba ma pazmuciu 30or yera he ga cBupa oapeheHO My3UdIKO
JIeTI0, WM MY3HMKOJIOTY KOju Tpeba Ja apryMEeHTOBAaHO HAaNUINE KaKBO je 3HAYCH-E, a KaKaB
CMHCA0 TOT Y3BHKa, U APyrUMa — HEMITO IITO j€ arpeCUBHO WJIM HEUITO IITO j¢ HeMOhHO, Win
HEINTO IITO j€ 32 HEKOT YBPEAJHHBO, HIIM CYrepHIle YUTAB CIEKTap MOTyNHOCTH Koje ce MOTy
ocTBapuBaTH 07 U3Bohema 10 M3BONema WM caMo y MMAaruHAIMjd 4YMTaola mapTurype??
Kana y3 Taj y3BUK ciymianain, NpuToM, Y IpYTrUM TaKTOBHMA 4yje U JIpyre 3ByKe KOjU OYUTO
HEIITO 3Haue (3BYK jOII jeHOT apXanyHOT MHCTPYMEHTa — I'ycaja, OCUM IIOMEHYTOT TalaHa,
MOMeEIIIaHe ca 3BYLMMa KJIACHYHUX T'yJauKuX MHCTPYMEHATa, CHUMAK 3ByKa I[PKBEHUX 3BOHA,
yJapame Horama o 1oj | jp.), 6e3 003upa Ha TO Ja JM UX NPerno3Haje Kao JIAKo pa3yMJbUBE,
Kpajibe 10jeTHOCTaBJbeHEe CTEPEOTHIIe WM HE, OH, 3alpaBo, CTyna y chepy ciymmama aena
KOj€ U3HCKYje TI0Ce3ame 32 HOBUM CPEICTBUMA OCUM HEIOCPEIHOT UyJIHOT JOKUBJbaja. Ocum
YyITHOT, JaHKEJIeBHUEBUM PEUYMMa, MOTYMHABAha YapoJUji MY3HKe, CIyIIaial Mopa TaKBY
MY3HKY U J1a pa3yMe, U Jla TIOCETHE 32 FbeHOM KOHIICTITYaTH3aIlHjOM.

CeMuoTuka My3HKe, Ka0 My3MKOJIOIIKA M My3WYKO-T€OpHjcKa HaydyHa 0o0JIacT HacTana
yrieameM Ha JOMeTe JIMHTBUCTHKE, a KOja ce ymnpaBo 0aBH 3HAYEHEM MY3HKe, y HMpPBUM
2 ocrajana je/ocraje
nyOOKO Be3aHa 3a (OPMATMCTUUKY aHAJIU3y U €CTETHKY, a 3HaUeHhe MY3UKE carjiejaBa OHJa
KaJia je jJacCHO Ja Cy HeKa My3uuka ’'pemniema’ (01 HajjeqHocTaBHUjer u30opa TemOpa,

KopaluMma, Ma ¥ TOjeIMHUM JaHAIlkbUM HajyTHIAJHUJUM pajoBUMa,

oJpeh)eHnX MHTEpBaja WJIM MOTHBA, apTUKYNALM]€, U CIUYHO, 10 KOMIJIEKCHUJUX MY3UUKHUX

22 Migko Suvakovié, Has. nemno

2 OBze ce MOe ynmoTpebUTH OMIIO KOju HM3pa3 KojuM ce ciyxke (uno3opu M My3uuapud KOjH cMaTpajy Ja
MY3HKa HE Mopa Jia ce pasyme, U Ja je JOBOJHHO JIa Ce OHA OCETH HEMOCPEIHO, YyIHMa.

24 O Tymauemy nena ...hold me, neighbor, in this storm... u3 yria pasmarparma HOJIUTHKE MIEHTHTETA U JIOTHKE
TUOEpaTHOT KamUTaIN3Ma Y KOHTEKCTY MY3MYKOT CTBapajaiiTeBa, BuaeTH: Banentuna Pagomawn, ,Ilomntnka
WJCHTUTETa, MYy3MKa W TOBOp O My3ulln y jg00a riobammsammje”, Mysuxoroeuja, Op. 12, 2012:
http://www.doiserbia.nb.rs/img/doi/1450-9814/2012/1450-98141200006R.pdf

% Ha nipumep, y panosuma PoGepra Xarena (Robert S. Hatten).
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TBOPEBHMHA) BPEMEHOM I10CTajla KOHBEHIIH]E, apTHU(HUIIU]EITHH JTOTOBOPH Y CBETY MY3HKe, Ja
Ta WIM CIIMYHA MY3MYKa ‘peliema’ 3acTymnajy/3Hade Hemro oapeheno, oapehenoj 3ajennuim
cllylIasana Koja Takohe rmpuraja ToM CBETY My3HKe, jep Mambe MM BUIIIE 1M03Haje HOPME TOT
cBera. Jlokiie rox ce HOBa 3Ha4YeHa MY3MKe, MONYT TOr HeyoOmuajeHor XM, jaBibajy y
KOHTEKCTY TO3HAaTHX MY3HMYKHX HOPMH, Tj. Makap y HaroBelliTajuMa KOHBEHIMOHAIHE
MY3HUYKE CTPYKTYpE, MY3HKOJIOTHja U My3W4Ka T€OpHja, OJHOCHO MY3MYKa CEMUOTHKA MOTY
na npoHal)y HAYMH J1a HOBH MY3WYKH O3HAaYHTEJh, IPOTyMaue Ka0 KOHBEHIU]Y Yy HACTajamby U
CMeCTe ra y TpaJUlIMOHAIHE aHATUTHYKE ¥ HHTEPIPETATHBHE OKBUPE.

Anm, kaga je To HeMoryhe YYMHUTH, OHJa W MY3M4YKa CEMHUOTHKA W JPYrd
MOTEHIMjaJTHN aHAJIUTUYKH U UHTEPIPETATUBHA MY3HKOJIOUIKU AUCKYPCH MOPajy Aa MOCETHY
32 HOBMM KOHIIENITHMA, YECTO 33 OHMM KOjU Cy CMHIIJBEHH 3a CyO4aBame ca mpobiemMumMa
WM TUJIeMaMa WM aroprjaMa, KOju He MPHIaiajy CBETy YMETHOCTH.

[TocebHO je 3aHUMJBMBO TO IITO CE M y CACBUM CYNPOTHUM CIIydajeBUMa — Kaja ce
YMHU JIa j¢ 3HAYCHE HEKOT MY3MYKOT O3HAYHTEha WIIM TIOPETKA BPEMEHOM JIOOUJIO CBOjCTBO
HEeYer oMax pa3yMJbUBOT, Ia 3aTO W "TPHUPOJHOT’ — IMOCE3aEkEeM 32 HOBHM KOHIIENTHMA U
HOBHM YTJIOBUMA pa3Marparma, TO HABOJAHO MPUPOIHO 3HAYCHE MOXKE JOBECTH Y TTUTAE.

Tako, Ha mpuMmep, Kaaa je KibiokeBHH Teopernvap, Ensapn Caumn (Edward Said),
u3pazuo 3zampenamheme Kaja je OTKpUO YHMICHHIy Ja je BehuHa OpUTaHCKUX WU
¢pannyckux nucana XIX m XX Beka, KojuMa ce OIyBEK AMBHO, 3aIlpaBO IOAp)KaBaia y
CBOjJUM TIPO3HUM JIeJIMIMa — MOX/1a caMo momTyjyhu taga yoOndyajeHe KOHBEHIUjE HACTAjamba
KIbIDKEBHOT JIeJla, YMECTO ca CBECHOM HaMepOM — MOJHUTHUYKY HACOJIOTH]Y pacu3Ma, TUME je
3alpaBo M3paszuo 3ampenanmheme YHHLEHUIIOM J1a Cy HeKa 3Hauema jefHe pedepeHuujanne
YMETHOCTH, KEMKCBHOCTH, NPUXBaTaHa Kao '3HaWme’, jep Cy BPEMEHOM IIOCTaia TOJIHKO
yoOHuuajeHa, KOHBEHIIMOHAIIHA, JIa Cy IoYelia Ja JeNyjy Kao 'NMpHpoaHAa’ WU Cy TOcTajaia
,.HeBHJIJBMBA" KOIMKO Cy Omna moapasymeBajyha.?® MHora o THX *IpHpOIHMX’ 3HAUeHa Yy
KIIKEBHOCTH, KpUJa Cy y)KacHa HajlMdja — MOMYT MOMEHYTe paCUCTHYKe UIE0JIOTHje — KOja
Cy OTKpPHBEHa KaJa Cy Ta 3Hauema IOABPrHYTa ApYradyMjuM, HOBHUM aHAIUTHYKAM
METOA0JIOTHjaMa B KOHIIETITYaJTHUM CPEACTBUMA HCTPAKUBAHA.

To ce y moMeHyToM clydajy Jecwio Kaaa je KoHuent Jlpyror koju je, mpema
MOje/IMHUM TyMa4yelkhUMa HACTao y IPKBEHOM JHUCKYpCy, y roBopuma mame [Tuje 11 (Pius PP.
II), Toxom XV Beka,?’ mpuxpahen y HayuHOM auckypcy. Ilama je y CBOjUM 3BaHHUHHM
L[PKBEHUM TOBOpUMa, CHEUU(UYHUM HAPATUBHUM IIOCTYIIKOM HAlpaBUO jacHY T'paHUILY
uzmely ,,Mu*, mucnehu taga Ha xpumrhane u EBporsbane u ,,Onu®, ,,Jpyru* — muciehu taga
Ha MyclMMaHe, oToMaHcke Typke, Kao Ha arcojlyTHE HelpHjaTesbe KOjU Cy HAaKOH OCBajama
KoHCTaHTHHOMOBA MOTIH Aa ocBoje u Pum.?® V mayunom mmckypcey je oBa mozena ,Mu —
Hpyru®, koja je Moria ga ykjbydyje pasHe mpencraBHuke ,,Hac u ,,JIpyrux®, nHapouuro
nocrana axkTyeinHa TokoM XIX Beka, y TpaHM I[CHUXOJOTHje KOja j€ TOoJ Ha3uBOM
Volkerpsychologie npumemnBana y pajgoBuMa HeMaukux aytopa. Tokom XX Beka, mehytum,
OBa Mojerna je ao0uia 3Haya) U y JAPYrUM HAayYHMM JUCHMILIMHAMa IOMYT, Ha MpHUMeEp,

% Edward Said, Culture and Imperialism, nas. neno. (Edvard Said, Kultura i imperijalizam, nas. neno)

2 Bume o Tome: Tomaz Mastnak, Evropa: med evolucijo in evtanazijo, Ljubljana, Studia humanitatis, Apes 8,
1998. (Tomaz Mastnak, Evropa; Istorija politickog pojma, prev. Milan Pordevi¢ i DuSan Pordevi¢ Mileusnic,
Beograd, Beogradski krug, 2007)

2 Hcro, 55-69.
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KOMITapaTHBHE KIIKEBHOCTH. Tazna je ynorpebsbeHa y KOMIIApaTUBHO] CYTIUCIUILINHH, T3B.
MMaroJIoTHju, y CBpXy HCTpa)XHBamba HaulHa Ha KOjU jeTHH HApOIH ,,BHJE", JO)KUBIbABA]Y, Y
KIbIKEBHOCTH ONUCY]y, apyre Hapoxae. Tako je 1978. ronune Ensapn Canp, Hamucao caja
r7100aJIHO 1 YyBEHY U OCIIOpaBaHy KmHUTy Opujenmanuzam, y K0joj je U3JI0KHO HOBOM YTy
nocMaTpama U KPUTHIM — OPUjEHTATMCTUYKU JTUCKYPC, Taj HAYMH HA KOJH 3alaJHu HapOaU
BUJIC, ONKCYjy, HE CaMmMO Yy KIbM)KEBHO] Npo3u, Beh y CBUM TEKCTOBUMA (MEIH]jCKHM,
YMETHUYKHM WM HAyYHUM), pa3MaTpajy y MOJUTHYKUM H3BEIITajUMa, CIUKAjy, OMEBajy Y
KaHOHCKO] TMO€3HjH, U TaKO Jlajbe, HapoJe Ha MCTOKY, Ha T3B. OpujeHTy. My3uKoyoruja je
camo jeaHa oJ1 OpojHMX HAYYHHUX JHMCIMIUIMHA KOja je mpeno3Haia 3Hadaj CaugoBor oTKkpuha,
Koj€ je OnyIo 1yOO0KO MOJIMTHYKO.

AKO ce maxma caja BpaTh Ha y3BUK XM, MOXe ce MPUMETUTH Jla UMaroyoruja y
OBOM CIly4ajy OTBapa MOTYhHOCT CBHM CIylIaoluMa KOjU 3HAjy KOHIENTE M METOJe
MMaroJjioruje, Aa panuoHAIHO n3al)y W3 OKBHpPa/MCKYyCTBA CaMO YYJIHE MEPIICMIHje MY3HKE.
HcTo Tako, UMaroyiorrja y OBOM ciy4ajy Mmpya MNpHIMKY U MY3UKOJIOTHjU Ja u3ahe u3 croje
ayTOHOMHE NO3HMIIje, U3 OHE BPCTE aHAIM3€ HOTHOT 3alKca WK 3ByKa KOjoM OU ce yTBPIUIIO
Ja je y mpBOj BEIMKOj PeUCHHMIM Trymadkor kBapreta ...hold me, neighbor, in this storm...
U3II0KEeHA MENIO/IMjCKa JIMHUja y JCOHUIM Tycalla, KOjoj C€ Yy JAPYroj BEIMKO] PEeueHUIN
NpUAPYXKYje MENOINjCKO-PUTMUYKH MOTHB TalaHa, Ja Ou 3ajeHO Te peueHHIE CaunHUIIC
MY3HUKH niepruo. Mimarosoruja y oBoM ciydajy npyka My3UKOJIOTHjH MOTYhHOCT /1a, yMECTO
TICEey0TAYTONOIIKOT MOHABJbAakha U BepOANM30BAKa OHOTAa IITO j€ 3aIliCaHO HOTaMma,?
MIPOTOBOPH O MHUTakUMa Koja Cy MOJIMTHYKA, KOja ce, Ha IpUMep, TUIy oJHOca u3Mel)y oHux
WHIUBUIya-perpe3eHara 3ajeIHuIa KOje CBHpajy Tyciie, OHHUX KOje CBUpPAjy TallaH U OHUX
KOj€ CBHPa]jy KJIIACHYHE Ty/1a4Ke HHCTPYMEHTE.

Amm, 3amro Ou ce My3MKOJIOTMja M 3a Kora, OCHM 3a CBoje morpebe, 3a
CaMOIIPEUCIIUTUBAKE CBOJUX METOJa, TUME YOIlTe 0aBmiIa, Kaja Cy MOJIUTHYKA MUTamka
JIOMEH TOJIMTUYKOI aKTHBU3MA, JIp’KaBHE TMOJIMTUKE WM MOJUTHYKe ¢rmito3zoduje? Jeman oxn
MO3HATUX OJIFOBOpA j€ 3aTO HITO jé TO MMAHEHTHO CBOjCTBO CaMe MY3M4YKe YMETHOCTH. 3aTO
LITO j€ TO OJYBEK OWJIO CBOJCTBO YMETHOCTH, BELITHHE CTBapama, U CBUX APYTUX JbYICKUX
npakcu. Wnm, Ha mpumep, 3ato mto, mpema peunma dpaniyckor dpunosoda XKaka Pancujepa
(Jacques Ranciére), ,,TOJUTHYKO* U My3uKa (M Jpyre YMETHOCTH) J€J€ jeIHO 3ajeJHUYKO
CBOJCTBO — MOh mpepacmojiesie YyJIHOT y JaBHOM JKMBOTY, MpPEpacIoiesie OHora IITO C€ B KO
ce y jaBHOCTH cMe 4yTH, BHaeTH, oceTuTn.>® Amm, npema peunma Mupjane Becemnnonuh-
Xo@pmaH, HeKa caenedasar,a yMETHUUKUX JI€1a HE MOPajy Y CBAaKOM TPEHYTKY UCTOpHje OUTH
IPYIITBEHO, MIEOTONIKH MIM HaydHo mpuxpambuba.’l Cyzam Meknepu (Susan McClary)
pa3marpaiia je muTame: 300r uera je cmarpaHo OnachemujoM ropoputu o baxosoj mysuiu y

2 O ToMme M@ ce OHO WITO je 3aIMCaHO y HOTama, a MOTOM AHAIM3MPAHO M MPEBEJEHO y HAPATHB MCTOPHUjE
MY3HKe He IT0/lyJapa, HaKko je Hay4HHM IMJb Jla Ce OCTaBH TaKaB yTHCAaK, ucaHo je Beh y ¢pycHoTH Op. 11.

%0 Jacques Ranciére, Le Partage du sensible: Esthétique et politique, Paris, La fabrique, 2000. (Zak Ransijer,
Sudbina slika; Podela culnog: estetika i politika, prev. Olja Petroni¢, Beograd, Centar za medije i komunikacije,
Fakultet za medije i komunikacije, Univerzitet Singidunum, 2013; Jacques Ranciére, ,,Raspodjela osjetilnog —
estetika i politika”, prev. Leonardo Kovacevi¢, Up&Underground br. 09/10, 2006)

31 Mupjana Becenunosuh-Xodman, ,Jlo3unmuja yMETHHUKOr 00jeKTa y HHTEPAMCUUILIMHAPHOM HAy4HOM
OKpYXEHY: UTalkha HHTepIpeTaIuje, 36opnux Mamuye cpncke 3a cyeHcKy ymemuocm u mMy3uky, 6p. 41, 2009,
76.
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KOHTEKCTY TOJIMTUKE HErOoBOI BpEMEHa, Hekaaa, ucto kao u 1950. m 1985. rogunae?3?
OnxroBop je Ha MPBH MOTJIE] jeHOCTaBaH. Y jenHOM TpeHyTKy uctopuje, y XVIII Beky, wim
jomr o BpemeHa antuuke ['puke, kako TBpAM Mekiepu, HIE0I0THja ayTOHOMHj€ YMETHOCTH
UCKJbyYlJIa je He caMO baxoBy, HEro IeNOKYIHY YMETHOCT M3 I0Jba jaBHOT TOBOpa O
apymTBy. Tako je My3uKOIOTHja OcTala 3aTBOPEHA y 8. TAKTY OMHE-aHE KOMIIO3UIIMje Ui
OMJIO KOjeM TaKTy OMJIO KOjer APYror My3W4KOT Jiefa.

Anu, ‘uaeonoruja’ win “Buleme’ MY3UKOJIOTH]E — IIITO CYy jOII JBa OMTHA KOHIIENTA
KPUTHYKUX TeOpHja — Kao HayyHEe IUCUUIUIMHE Koja Yy oapeheHuM mnepuoiuma HCTOpHje
CBOjJUM pe3yJTaTUMa MOpa Jia 0CTaje y ayTOHOMHOM CBETY YMETHOCTH OJ[BOjEHOM O APYTUX
cdepa npymTBa (Ha MpUMEp, O] MOJUTHYKE cepe) AaHac je, ako Ce MMajy Ha yMy TIOMEHYTa
TBpama Mupjane Becenunosuh-Xodman u nomenyro nurame (1 onrosop) Cysan Mekiepu,
camMo jeaHa oJ Moryhux, DONMyIITEHHWX, MPUXBATIBUBUX HJIEOJOTHja, jeAHO Of Moryhmx
Buhewa My3ukojoruje. [Ipyraunja je uaeonoruja oHa Koja ¥ YMETHOCT M TOBOP O YMETHOCTHU
W3BJIaYl M3 OKBHpPAa HUXOBE (3ajeJHHUYKE) ayTOHOMHj€ W CMeEITa, Ha MpPUMEpP, y CBET
npeBUpyhHX, KOHTPAJMKTOPHUX WHJEja, MPEAsora, 3axTeBa, M3 Hajpa3IUUUTHjuX cdepa
KUBOTA, Jla c€ JpylTBa TpaHCcHOpMHINY y CKIaay ca morpedbama M MpaBUMa JbYy.IH,
KUBOTHUHA, IEJIOKYITHE MPHUPOJIe, YMECTO 10, Ha MpHUMEp, NaHAIIkbEeM AUKTATy KamuTaua U
JIOTUKE MOTPOIIAYKOT JIPYIITBA M JIPYLITBA €KCIIoaTanuje. Moxaa ce Moxke TBPIAUTH J1a je
naHac MoOryhHO, NMPUXBaT/FMBO Jia CE€ CBAKM MY3HMKOJOT (Ka0 CBAaKH CIyIIajal HIH Kao
YUTaNall MapTUTYpe) OJa3oBe, y CKIaaAy Ca CBOjUM 3HAmEM, BPCTOM H KBAJIUTETOM
oOpa3oBama Koje uMa, IPYIITBEHOM KJIAaCOM KO0jOj MpHUMaaa, APYIITBEHOM IPYIAIjoM KOjoj
MPUIIAAa, CTUIOM >KMBOTA KOJU BOJIH, IMOJUTHYKUM M €TUYKHM BPEIHOCTHMA KOj€ 3acTyTa,
UTA., HA OHY HJIEOJIOTH]Y KOja OAroBapa KOPIYCY HErOBHX MHTENEKTYATHHX U UYITHUX
JIOMETa, Ha OHY HJEOJIOTH]y KOja Tra HHTEpIenHupa, MOo3WBa HEroB yM, Kako je TBPAUO
Antucep (Louis Althusser) nnu meroso Teno, kako je Tepauo dyko (Michel Foucault).®*

VY ToMm ciyuajy, MOjeAMHN MY3UKOJI03U he OMTH NMPO3BaHU MJICOJIOTHjaMa ayTOHOMU]jE
YMETHOCTH W 'YMETHOCT paaud YMETHOCTH U umahe notpely, a MojjeHaKo W MpaBo, Aa
NMOMHaHN Y3BUK XM, Kao W 3ByKe Tycaia, TalaHa, IPKBEHHX 3BOHA, Tjlaca MYyje3HWHa,
yaapama Horama y ToJi U CIIMYHO, MPOTyMaue y CBOJUM paJloBUMa Kao oOorahnBame 3ByUYHUX
00ja TpaJMIMOHAIHOT, YMETHUYKOT TyJauyKor aHcambia. Y TakBOM TrOBOpy Ou Owiu y
o0aBe3u /1a youe HOBMHE U Y TpPEeTMaHy TpaJulMOHaNHe (opMe Ir'yJaukor KBapTeTa Koje ou
yoOHUYajeHO NpUIUCATd KPEaTUBHOCTH YMETHHKAa M MY3MYKO] YMETHOCTHM HMaHEHTHUM
U3MEHaMa MY3MUYKHuX (hOpMU TOKOM HeHe uctopuje. HacnoB xommosunuje 6u Moriu aa
poTyMaue y YHUBEP3aJIHOM KOHTEKCTY, Ka0 TUITMYHO YMETHUYKH, XyMaHH MO3MB J1a ce Mu u
Jlpyru 1 My3HUKe pa3HOJIIMKOCTHU Koje cy cuMOosu Tor Mu u tor pyru — 3Byl apXauyHux u
MOJIEpHUX HHCTPYMEHATa, Ka0 U 3BYLU-CUMOOJM pPa3IMUUTHX pEIUTHja, CHoje y jeAHy
YTONHjCKY LEIUHY, THTMYHO YMETHUYKY, TPAHCIICH/ICHTHY.

%2 Susan McClary, ,,The blasphemy of talking politics during Bach Year®, in: Richard Leppert and Susan
McClary (Eds.) Music and Society: The Politics of Composition, Performance and Reception, Cambridge—New
York—Melbourne, Cambridge University Press, 1996 [1987], 13-62.

33 Cysan Meknepu TBpM 1a ayTOHOMHE]ja AaTupa jom o Iluraropunor Bpemena. Hcro, 15.

3 ouis Althusser, «Ideologie et appareils idéologiques d'Etat (notes pour une recherche)», La Pensée, no 151,
1970. (Luj Altiser, Ideologija i drzavni ideoloski aparati /beleske za istraZivanje/, prev. Andrija Filipovi¢,
Loznica, Karpos, 2009, 64)
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Hpyru mMy3ukojo3u Ou, MHTEpIEIUpaHU, HAa TPHUMEp, HUICOJIOTHjoM (EeMUHU3MA —
HAKOH MPUMEHEHE MOTITYHO UCTE TPAJUIIMOHAIHE (hOpMalHe aHAIM3€E WU HEKE Jpyre BPCTe
aHaJIM3e — YOUMJIH J1a Ce T'yJJauKOM KBapTETy KOjU j€ U3BOPHO MYILIKU aHCAMOJI, jep je YaK U y
XIX Beky, jomr yBek OWJIO HENPHUMEPEHO J1a JK€HEe CBUPAjy T'yJauKe WHCTPYMEHTE U THME
HapyIlIaBajy cBOje JIpKame, 100Mjajy MOJIpHUIIe Ha TeTy O]l IpUCcIamkamka BUOJUHE HA BpaT U
CIIMYHO, 0Jajy apXauyHH MHCTPYMEHTH. Te ogaOpaHne apxanyHe WHCTPYMEHTE, MPUMETHIN
Ou, Takohe cy yBeK TPaIUIIMOHAITHO W3BOIAMIN MYIIKAPIIH, HAjMamke Ja O Ha HHMa CBUPAJIH,
KOJIMKO J1a OM y3 BUX MEBAIM O PATOBHMA KOj€ Cy BOAMIIN OHH WM FBbUXOBH MPEIH, WU J1a On
CHaroM M BPCTOM 3ByKa THUX HWHCTpyMEHaTa MpPOM3BOIWIM OYyKy W cHTHalle, Hajuenthe
parHuuke. DeMUHUCTHYKHA MY3HKOJIO3U OW YOUMIIH MMaTpUjapXaiHu 3ByK kommosuimje ...hold
me, neighbor, in this storm... u pa3marpanu nuTame a JU Ce Taj] NATpPUjapXajJHHU 3BYK
3aHUMJBMBO JecTabwin3yje, JOBOAU y NHUTakE KajJa KOMIIO3UIM]Y M3BOJE KEHE WU Ce,
HAIpOTHUB, TUME jOIII JIAKIIIE yO4aBa. Y OBOM JIPYTOM CIIy4ajy, MOCTaBJbalM OU MHUTame 300T
gera jeJTHa KOMITO3UTOPKA MHCUCTHPA Ha 3BYKY KOJH je CUMOOJ Imarpujapxara.

Tpeha rpymna my3ukosnora Ou, BoheHa Ha IPUMEP UCTPAKUBABHMA MTOCTKOJIOHH]ATHHX
HayYHHKA U TEPMHUHOJIOTHjOM KOjOM CE€ OHU KOPHUCTE, MOIJIA JIa YOUH Y T'yJIa4KOM KBapTETy
...hold me, neighbor, in this storm... uacucTupame Ha ,,er30THIU, ,,HELIUBUIM30BAHOM,
,TIPUMUTUBHOM"* 3BYKY apXaW4HUX, PaTHUYKUX HHCTpyMeHaTa ojpeleHor mnoaHeOba
(mpemo3HaTOr WJIM HE), CyOoYaBameM ca 3BYKOM HHCTpyMEHaTa Ha KOjUMa C€ H3BOIHU
YMETHUYKA MY3HKa U CMEIITAEM TOT apXauvHOT 3ByKa MHCTPYMEHATa, Kao M 3ByKa Yy3BHKa
XM u A, u ynapama HOTOM Yy TOJI, y3 JI0JIeJbeHE O3HaKe 3a u3Boheme: groan, like barking,
very dramatic, fierce, y WHCTHTyHHje H3BOPHO OYypKOACKMX KOHLEPTHHX cana. Ty
,»,eT30THYHOCT OM OHJ]a, HAKOH HCTe (hOopMallHE aHAIM3E Koje OW CIIpOBENH M MY3HUKOJIO3U
‘Ipo3BaHU’ JPYTUM HJEOJIOTHjaMa, MOTJHM Jia TymMade Kao YMETHHYKY CyOBEp3Hjy CBeTa
YMETHOCTH HJIM Ka0 UCKOPHINNABaWkEe T3B. €r30THKE HA TJI00ATTHOM TPIXKUINTY KOj€ er30THKY
IIacupa Kao MpOU3BO/1 KOjH Ce JlaHaC HajJIaKIle Mpojaje.

YuHu ce nga je JaHac MY3MKOJIO3MMa, KOHCTHTYIIMJOM CBETa y KOjeM >KHBHUMO,
omoryheHo f1a Oyay CBECHUJU Pa3HOJUKOCTH HACOJIOMIKMX TO3UIM]a KOje MOTY Jia 3ay3UMajy
NPUINKOM TyMadema My3udke yMeTHocTH. Ty MoryhHoct, melyTum, HE KOpPHCTE CBHU
My3uKo0Ji034. [lojennHn My3MKOJI03U C€ CBECHO IMpaBe J1a HE pa3yMejy NMPHIUKY KOja UM Ce
Beh neneHujama mpyxa. Y TOM CMHUCIY j€ 3aHUMJBMBO CBOJEBPEMEHO 3aTBapame O4Hjy’
HCTAaKHYTOT My3HKojora u nujanucre, Yapnca Posena. Kana je 1994. rogune usmely Pozena
u Jlopenca Kpejmepa BoleHa KkparTka, ajiu omITpa Mpenucka y Be3u ca KpUTUKOM Kojy je Pozen
ynytuo Kpejmepy u apyrum npencraBHunuMa Hoe mysukonoruje, Pozen je mpe cBera
yKa3uBao Ha HABOJHE TIpelike Yy (OpMalHO] aHAIM3U KOje je MpOHajJa3suo y paJoBHMa
npencraBHuka HoBe my3ukosoruje, Kao J1a TakBe Ipellike HUCY MOCTOjajle y paJoBUMa YUjU
Cy ayTOpH 3acTymajid UCTYy HJEOJIOTH]y ayToHOMHje My3uke kao u Yapic Pozen. Posen je,
WHTENIEKTyalHe Jhy0a3HOCTH pajy, MOXBAIMO Tparama 3a TaJa HOBHUM, KOHTEKCTYaJTHUM
TyMadelhUMa MY3WKe KOjUMa Cy C€ TOCBETHJIM TNpeICcTaBHUIN HoBe My3WKoOJIOTHjE, and je
TBPJIMO J1a, TIpeMa HeroOBOM MUIIJbEHY, jeflaH Of Haj3HauajHUjUX MPeJCTaBHUKA Mehy mbUMa,
komnosutop Jlopenc Kpejmep, Hema MCKYCTBO CBHpama KiaBHpa M Ja 3aTO HHj€ JTOBOJHHO
’CIIyIIHO OCETJbUB’ Ha TOjeJIMHE HApOuuTO OWTHE neralbe y bertoBenoroj (Ludwig van
Beethoven) mys3unu o xojoj je mucao. Kpejmep je Po3eny ckpenyo naxmy Ha To 1a je Po3eny
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TO 'TIMjaHUCTUYKO HMCKYCTBO TIOCIEII-E€ YTOUHINTE U3 KOJer OH MOXKE Ja OpaHH jenHy
UJICOJIOTH]Y KOjy CY pa3Boj JIPYyIITBA U BpeMe JIEMAaHTOBAIIK. 3aMEpUO MY je IITO TBPIH Ja je
HCKYCTBO Cllylama (PUKCHO, HEIPOMEHJbUBO, J1a C€ 3aCHUBA HAa OMHAPHO) Omo3ulUju: TauyHo
kao Mcrunuto VvS. IlorpemHo, yMecTo Aa MpUXBaTH YUE-CHUILY Ja My3UKa 3allpaBO 3aXTEBa
MHOIITBO ,,JUCKOHTUHYUPAHUX, (DPparMEeHTapHUX HMCKYCTaBa™ Koja YKJbY4yjy MHUIILBEIHE,
MEMOpH]Y, *KeJbYy, IPOMEHJbUBUX UHTEH3UTETA. A CBE TO C€ MOJ[jeTHAKO OJHOCH Ha CIIyIIaIbE,
u3Boheme nin Mulbewne o My3uiu. C jeane crpane, y npenucuu usmely Pozena u Kpejmepa
Bol)eHa je IMoJeMHUKa OKO TOra M3 Koje uaecosioruje (y CaBpeMEHOM CIIOKEHOM 3HA4eHy TOT
KOHIIENTa) CME J1a TOBOPU CaBPEMEHU MY3HMKOJIOT M 3a Kora. Po3eH je CBOj TEKCT 3arodeo
HEOOMYHOM TBPIH-OM Ja C€ ,,CKOPO CBH CJIaXy y TOME Jia Cy W3BOhEHE M CIIyIIamke MY3UKe
NpUMapHe aKTHBHOCTH, JOK j€ MHCAmhe O MY3ULHU CEKYHJIApPHO W TMapasuTCKo™, Te Ja ,,y
UACATHOM CIy4yajy MY3HMKOJIO3HM IHUINY 3a CIylIaole W u3Bohaue, a peanHo, 3a Jpyre
My3HKoJore. 3aTo mTO TO MOpajy . Kao wu3BpcTaH My3HMKOJIOT, MU HE TOJUKO ICHEH
nujanucTa, Po3eH je Ha cOnCTBEHOM IMpHUMEPY MOKAa3a0 Kako ce ,Iyla ce0u y HOTY* Kaja ce
3actyna ojapehena uaeosnoruja 6e3 Mo3HaBama HEHE CIOXKEHOCTH. [Ipu ToM, CBOj TEKCT je
HacnoBuo Music a la Mode. Jlanac, ckopo ABajeceT MeT ToANHA KacHHUje, UCIIOCTaBba Ce Ja
je cBet o cumbonnune 1989. ronune, UM Te TOAMHE KpaTKe MY3UKOJIONIKE pacipase, 1994.
0CTa0 y OCHOBU HCTH, CA MHOTUM YCIIOBUMA KHUBOTA KOJU CY IPACTUYHO MOTOPIIAHU, I0K CY
TEK y HEKHMM JieTaJbuMa MOoOOJbIIaHu. Y TOM CMUCIY, MOKa3ajio ce 1a je Po3eH morpemmo
KaJia je, U3 CBOje HOCTAJITHj€ 32 CBETOM KOjH j€ 0JIaBHO HECTA0, MPOIICHHO J1a TPOMEHE KOje Cy
Kpajem XX Beka 3aXBaTHIIe My3UKOJIOTH]Y Hehe TpajaTu ayxe oj mpoiasHe mojae. Kpejmep je
MOJKAa MOTPEUINO OHOJIMKO KOJIMKO Cy TOTPEIIWJIM CBM OHM KOjH Cy C€ Hajainu na he
OTKpUBamb€ HallM4ja MHOTHX ’3Hama’ KOje je HaMEeTHYJa MAE0JIOTHja ayTOHOMHU]je YMETHOCTH,
JOTIPUHETH TOJU3akby CBECTH O TOME J1a HU YMETHOCT HHUj€ YBEK 4apoJjuja, U TUME KOJIUKO je
TO MOTYhHO OMpPUHETH NMPOMEHU HaboJke CBeTa y KojeM KuBUMO. be3 003upa Ha TO y K0joj
Mepu cy Te HaJie 70 JaHac U3HeBepeHe WU UCIYH-EHe, Haluyja yMETHOCTH JaHac Mopajy Jia
M03HA]y CBU: U (PMHAHCH]EPU YMETHOCTHU (MEIEHE WJIM TTOPECKU OOBE3HUIM) U KOMIIO3UTOPH
KOJU BUILE HE MOTY ce0Ou Jja MPUYILTE CKPUBAKE W3a MHTYHIIM]E U allCTpakilyje, HApOUUTO HE
OHJIa Kaja capalyyjy ca, Ha IpuMep, OJUTAPXHUjOM KOja YMETHOCT KOPUCTH Jla OW MpUKpuUia
cBoje 3709ecTe aknuje,> u n3Bohaum Koju OGupajy umja nena he 1a CBHpAjy, 1 MY3HKOJIO3U U

35 Oppe he 6utu HaBeseH caMo jeJaH Ojf IIPUMepPa OIUTapXHjcke HHCTPYMEHTAIM3ALHje UIE0IIOTH]e ,,dapoIIrje’
YMETHOCTH W TPHKpUBaWa, IIOMONY YMETHOCTH, OJMIApXHMjCKHX IIOCJOBAa INTETHUX 3a MHOIE JPYLITBEHE
rpynanmje. Peu je o mpumepy u3 Benuke Bputanuje o xojem rosopu Enmu Xjyur (Andy Hewitt), a pasmarpa
Bopuc Uyukosuh (Boris Cuckovié, ,, Autonomija danas”, Teorija koja Hoda, casopis za teoriju izvodackih
umetnosti, 2012, br. 20, 16-21). Oxabpauu npumep u3 Benuke Bputanuje, 1aHac je TOTOBO MPABIIO Y MHOTHM
npkaBama. OBaj ge0 Tekcta y GycHoTH mpeyser je u3 kmure: Valentina Radoman, Muzika, Politika, UZitak:
Funkcije politike i ideologije u muzickom modernizmu, Beograd, Orion Art, 2018, 19-20.
Tako, Ha mpumep, Enam Xjyur wmpeHTH]UKyje TpM HauymHAa Ha Koju je y Bemmkoj bpuranmju
MHCTPYMEHTAIN30BaHa (2yTOHOMHA) YMETHOCT JaHac, OJHOCHO y BpeMe BJaJaBuUHE JabypucTa, Of
1997. no 2010. roxune. Mcra BpcTa HHCTpYMEHTAIM3AIM]€ YMETHOCTH, Mel)yTUM, MOKE CE€ YOUUTH U y
JpyruM Jp>kaBama. [IpBM Ha4MH MHCTpYMEHTaJM3alHdje IoApa3yMeBa yBoheme YMETHOCTH y jaBHHU
NpOCTOp y BUJAY MOJCTHIAKA yYMETHHYKE MNpoOJieMaTH3aluje CBUX MNUTalka Koja O JONpHHENa
MOJpKaBamky pa3Boja IMBUIIHOT JIPYIITBA Kao JIEMOKPATCKOT IPYINTBA jaBHE pacipaBe M IperoBopa
namely npymrBeHux rpyna. Jpyru Bunm kopuinhema yMETHOCTH Yy JIp)KaBHE CBPXE OJHOCH c€ Ha
TpeTMaH YMETHOCTH Kao IOMONHOT cpencTBa y ,ypOaHOj pereHepanuju”’ H ,,peOpeHIupamy”
MOCTUHIIYCTPHUjCKUX TpajoBa, AOK Tpehm OOIMK WHCTpyMEHTamu3alyje T3B. ayTOHOMHE yMETHOCTH
MOJpa3yMeBa MapTHIUINPAkE ,,6KOHOMCKH MapTHHAIN30BaHNX ® TpaljaHa y CBETYy YMETHOCTH, Kako Ou
TUME OMO IOJCTAaKHYT FKUXOB YCIIOH Ha JIpYIITBEHO] jJecTBHUIM. Melyyrum, HanoMume XjyuT, y UCTO
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cBu caymaonu. OHU KOJU JKeJe Ja IMyTeM MYy3W4YKe Yapojivje MOOETHY OJ NMpHU3eMHE
CBaKOJHEBHIIE’ MOTY TO Ja y4YWHE, Ha padyyH OHUX Koju he o pasznuuuthMm (acerama
YMETHOCTH MUCIIUTH, y3 MOMOoh CBUX MOTYhUX KOHIIENaTa KOju Cy JaHaC TeOPUjU YMETHOCTH
Ha pacnionaramy. [lonekan he oHu koju Oeke U OHU KOjH MHUCIE, PaI0 MEHATH MecTa. Ay,
To Hehe NMPOMEHUTH YMILEHHIy Ja Cy JaHac, HacympoT OHOME INTO je TBpAuo Po3seH,
IpUMapHe aKTUBHOCTHU: M U3BOhEH-E U CIIYIIakhe My3UKE U Pa3MUIIBAKBE O MY3HUIH CaMoj, U
pasMHIIIbakhe 0 MY3WYKOM KOHTEKCTy. M ummeHHIly na je 300r Tora MmokeJbHO Ja Jo0pe
MY3HKOJIOIIKE PaJioBe YHTajy U (PUHAHCHjEPH M KOMIIO3UTOPH M M3BOHAYM M CIYIIAOIH, OJI
KOjUX Cy CBH TPHIAIHHUIN PA3IHUYUTHX HICOJOMIKMX, KJIACHHUX, IPYIITBEHUX TpyHaiuja.
[Tomano nuHMYaH oAroBop Ha Po3eHOBY TBpABY /4 ,,y HCATHOM CIIy4ajy MY3UKOJIO3U TTHIITY
3a CiIymiaone W m3Bohade, a peanHo, 3a Ipyre My3WUKOJIOre. 3aTo MITO TO MOpPajy* caga Ou
IJIaCHO JIa JaHaC MY3UKOJIO3M HajMame MOpPajy Ja MUILY 3a Apyre My3ukosore. My3ukoiao3u
JaHac Mopajy Ja, 300T pa3Boja CBOjUX MY3MKOJIOIIKMX KOMIIETEHIHMja, 00po masehu ma ce
MPUTOM HE MPETBOpE y ,,Tproie CMHCIOM-CBETa Yy CBEMHUPY™, KAKO y JAPYrOM KOHTEKCTY
kaxe Tepu Urnron,*® umrajy xmure ms obmactu dumosoduje, monutuuke ¢umozoduije,
MOJIMTUYKE Teorpaduje, COLMOJIOTH]E, aHTPOIOJIOTHjE, TEOpHUje KHIWKEBHOCTU, TEOpHje
YMETHOCTH, TICUXOAaHAIIMTHYKE TEOpHje, a BpEeMe KOje MM OJi TOra MPEeOoCTaHe CBaKako he
MOCBETUTH YUTAaky MY3UKOJOMIKUX KIbHra. AJlM, caMO OHHMX HAjOOJBHMX, YHjU ayTOpHU
MOJje/THAKO JJ0OpO MOTY Jia ONHUIIY HA4YWH CTBapama MY3MUYKOT JIeNa, OJJIMYHO ce Kopuctehu
¢dbopMaTHOM WM HEKOM 00JbOM MY3MYKOM aHAJIM30M, KAa0 M Ja 3HA4YeHe M CMHCA0 THX
MY3HUKHX JIeJIa TIPOoTyMaue, U3 UACOJIOTHje KOJOM Cy MPO3BaHM, Y KOHTEKCTY CBETa Y KOjeM
KHBE.

UM ce Kao Ja je JONUI0 HEKO BpeMe Yy KOjeM HaJaXHyTH, KPUTHYKO]
WHTCPAUCIUILUIMHAPHOCTH HAKJIOHBCHH MY3WKOJIO3W BHIIE JKEJIC/JUHE JOOpO CBETY, HEro
MHOTH YMETHHMIIM, HAaBOJHU TBOPIIM YapoJivja, a 3alpaBo, BPJO YECTO KPTBE MOTPOIIAYKOT
JPYIITBA U APYIITBA EKCILIOATAIIH]C.

BpeMe JIOK je ayTOHOMHa YMETHOCT y Bemukoj bpuranumju momeHyTor mepmoma Owina y QyHKIHjH
NPOU3BOJE YMUCKA TIOUTHBHE APYIITBEHE IPOMEHE, Ap)KAaBHA MOJUTHKA je€ 3alpaBoO CIPOBOJMIA
NpHBATHU3AIKjy jABHOT CEKTOPA, CMambHBalla TPAHCIIAPEHTHOCT BlaJamka W MPOAyOJpHBaa JPYIITBEHE
nozene (Andy Hewitt, 2012. Art and counter-publics in Third Way cultural policy. PhD dissertation,
University of the Arts London. http://ualresearchonline.arts.ac.uk/5679/ ).
Jlakite, YMETHOCT je THME MMaja, 3alpaBo, CYIPOTHY YIOTY y OPYIITBY OJl OHE Koja ce Ha
MOBPIINHY ITOKa3MBaJa, TAKO J1a je CBOjUM HABOJHUM ayTOHOMHHM CTaTyCOM U HOBOIIPEY3E€TOM YJIOTOM
MOCPEeTHUKA y IPYIITBY — KOja jé ayTOHOMHHM CTaTyC Ha CIIOKCH HAYMH IOHHIITHIIA — JONPUHOCHIIA
yIpaBo MPaBOM pa3apamy jaBHe chepe Kao MecTa KOMyHHUKanuje rpahana u gpxase.
3 Terry Eagleton, After Theory, London, Penguin Books, 2003. (Terry Eagleton, Sto nakon teorije?, prev. Darko
Polsek, Zagreb, Algoritam, 2005, 75.)
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Tabesa op. 1: 1300p koHIleNaTa U3 My3UKOJIOTHjE KOje je MoryhHO peneduHrcaTi, U KOHIICNaTa U3
PaA3NMMIMTUX HAYYHUX JUCIHUILIMHA WU 00JIaCTH, KOjU C€ MOTY KOPUCTHTH Y MYy3UKOJIOTHjH.

Mys3ukoJioruja Kmn:xesna teopuja | Ucropuja n IHoct- JpymrBeHna
TeopHja KOJIOHHjaTHe KPHTHYKA Teopuja
BH3YEJTHHX cTyamje
YMETHOCTH
AmnicomyTHa Aytop Aronnja AwmbuBanennuja | AHTH-
MY3HKa MOJICpHU3MA I'mobGanu3zanyja
AyTEeHTHYHO AytopedepeHiu- AxkpuTHuKa Adexr AyTo-
n3Boheme jamHOCT (je3nKa) KpUTHKA CTepeOoTHIIH3AIN]a
MY3WYKHX Jela
AyToHOMHja I'pannme Tymauema Amponpujarmja Bankan xao Bypxoasunja
MYy3HYKE MeTadopa
YMETHOCTH
Bupryo3zurer Hpyru xao Juckyp3uBHa Hexononmzannja | ['mobanmzanuja
Hemnpujaress aHanmm3a
Emonmje (y 3a/10BOJBCTBO Y Juckypc Pacuu [Ipyru Hujacmopa
MY3HIIH) TEKCTY rocrnojapa
Uneonoruja rmaca | 3Hak Hyx Bpemena kao | EBpo- JpxaBHU UIEO0JIONIKH
(Tumonoruja OOpT y HCTOPHjU | IIEHTPUIHOCT amapartu
ONEPCKHUX TIaCOoBa)
Wnrepnperanuja 3rycHyTH OIIHC Exonomika Ersoruynocr JpxaBHU penpecuBHU
(popmamne YMETHOCT amapaTu
aHaJIN3e)
HUctopuja Wnonom/mactutynmja | MkoHomormja 3amunubame kao | JpymrTBeHe rpynanuje
(My3HKe) 3Habe
Uctopuje myzuke | WHTeHIHMja ayTopa Kuu Wneja Espomne HpymTso
eKCIIIoaTaIje
(JaBHM) KOHIIEPT HNHTrepTekcTyanHocT Konteker Nmarunapuau HpymtBena
Bankan MOOWITHOCT
Kactpar Kanon Kpaj ymeTHOCTH Hmrepujasmzam Enura
My3suka kao Kon Kputuka Kanoun Wneonoruja
KynTypa XyMaHH3Ma
My3H4KO €10 Konreker Manugect Konounwujanna Huteprenarmja
xKeJba
My3H4KH JIeno Mertaje3unk [Teppopmanc Komnpanop WHcrurynuja
Omnepa Hapartus Ilornen KonTtpanuckypc Kamnunran
OpuruHanHOCT O3HaueHo IlonuxkanpoBcko | JIUMUHAIHOCT Kraca
IlepdopmaturOCT | O3HAUNTETH IMomurHuka Mogepuunszanuja | KonextuBHo cehame
MY3HUKOT jea YMETHOCT
[epuernimja OTBOpPEHO [1eJ10 Ioctucropujcko | OpujeHtanuzam MoepHu3aimja
MY3HUKOT jea
ITonynapna [epuenmuja Papukanau Ioxpehenn (eng. | MynaTukyiITypanuzam
MY3HKa MOJIEpPHHU3aM subaltern)
IMopyubuna Pedepennujantoct PemnpesenTanuja ITocTrom0- Hanmonanuzam
MY3MYKOT Jieja HHJaJIHO TEJIO
Cemnoruka rmaca | CMpT ayTopa Cser ymerHoctu | IIpuMHTHBHO Ourapxuja
Cnabu mojam Crun Cehame Crurma [octuaayctpujcko
MOJIEPHOT JPYUITBO
CMpT yMeTHHUKE Crpax ox yruiaja YMeTHOCT ka0 Tpayma IIpocTop
MY3HKe poba
Teopuja Texkct (o mena xa YMeTHOCT Kao XereMoHHjCKa Crepeotun
KOMIIO3UTOpa TEKCTY) MPOLIEC UCTHUHE nucropuorpaduja
Tortanno Xereporiocuja Xubpuane [usunnzoBano VYronuja
YMETHHUYKO JIeJI0 YMETHOCTH
Decrusan XopuzoHt oueknBama | IluHnzam taktuka | Ilenrap/mapruna | XereMoHuja
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Tabena op. 2: M300p KoHIENATa U3 PA3IMYUTUX HAYYHUX JUCIUIUIMHA WM 00JIaCTH, KOJH C€

MOTY KOPUCTHTH y MY3HKOJIOTH]jH.

duiozopuja Crynuje poma - | Cryauje Crynuje Tena I[cnxoananuTHYKa
dhemunnzam KYJIType TeopHja
Aypa Hecy0OjektuBuzanuja | AKTHBHU bon AnTH-Enun
KOH3YMEHT
AYTEHTUYHOCT JoMmuHaHTHA AJnTepHaTUBHE I'enepanuja Benuku lpyru
¢bukija KynType
JexoHCTpyKIIHja Ecrernuko je AHTHENUTH3aM HucnuminnoBano | Jduckype
MOJUTHYIKO TENo aHaJIUTHYapa
Herepuropujanuzanuja | JKprBoBame I'enepanuja JleTumCcTBO Juckypc rocnogapa
Jucemunanuja deMUHHATET T'otcke Emonmja Huckypce
MaliuTapuje YHHUBEp3UTeTa
Huckypc Ouznuku Ipyru Hexonupame l'ect Juckypc xucrepuka
Horabaj Wnentuter Huckypen I'mac HpymreeHa
Mamb1Ha npoxaykuuja Enuma
Hymma JaBHa cepa HomuHanuja T'oBop Kespa
Ekcraza Konctpykuuja JomuHaHTHE 3ByK Tena WUnenturer
KOMYHHKaIHje KEHCKE XHCTEepH]je BPEIHOCTH
Kanuranusam u Kyntypa xao Hpymrtso Kubopr WmarunapHo
mu3odpenuja ,MyIIKapar" CIIEKTaKJIa
Nmnepuja ,.KyhHa* ymernoct | dpymTBena Menranna 6omect | Ja
Ipakca Kao
KyJITYypa
MertamnonuTuka JIugso je HHuTenexTyanHo Moh Jouissance
MTOJTUTUIKO 10JbE
Mumesuc MackynuHUTET Knachu ykycu Ocehaj (uys0) Hececno
MHommTBo [Momutuka Kowmeprjamaa [ornen/Buleme O06jext maio a
UCKJbYUNBamba KyJITypa
Moh [IpaBo >xeHa Ha Koutunrentnocr | CekcyamHocT [ornen
oOpazoBame 3HaUCHA
Iomutuxa [Marpujapxar Kynrypa xao Crnymame Peanno
HOJHUTHYKA
UjIeoIoruja
[Honurnuko [TocTxymaHno Kynrypa mepuona | Cehame CuMO0THIKH
(wnm cTpyKTYypa TopeznaKk
ocehama)
Homumumja [IpuBatHa chepa Kynrypna Cmpt Cumnrom
TIOJIUTHKA
IMopenak auckypca IIpupoaa kao Kynrypuu Crapoct Cxkomnoduimja
,oKeHa“ TIOITYJIA3aM
IIpoctop Caspmena Hejexnakoct Crurma Cybjekt
BUJIJBUBOCT JKEHE
Caet ymeTHOCTH Cwmpr ,,xeHe" Iomynapua Teno CyO6mummanuja
KyJITYypa
Cumynakpym Cybjekr Ioctkyntypa Teno n3Bohaua ®a3za ornenana
Cy06jexr TemerpHO IToTpomrauka Teno ca ®da3a 3ByqHOT
HETIPETI03HABake KynTypa MHBATUAUTETOM orienana
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Texct TpaHcHaUMOHATIHU IIpouenype Teno y xkyntypu ®danrazam
dbeMuHUTET CBaKOJHEBHE
KpEaTHBHOCTHU
Temo 6e3 oprana VYHyTpammu Po6bra mpupoma | Temoy Oetnm
narpujapxar MonyJapHe IIPUBAaTHOCTH
KynType
Tpar demuH. cTpateruja | XereMOHH]CKH Teno ymerHuka Xwucrepuja
YKJbY4YHBamba KOA
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Pe3zume

Tonune 1994. BoheHa je kpatka pacnpasa y marazuny The New York Review of Books uzmely
UYapnca Pozena m Jlopenca Kpejmepa o mepcrmektuBama mysukoisoruje. Yapic Posen je
3acTymnao Wjaejy ayTOHOMH]e MY3HKE M TBPJMO Jia MHjaHUCTa MOXe 00Jbe J1a dyje MY3UKY O
OHUX MY3HMKOJIOTa KOJU HE CBHUPAjy aKTMBHO HEKM HMHCTPYMEHT M Jla IOTOM IHMjaHUCTa-
MY3HKOJIOI MOXE€ CBOjy aHaJM3y MY3WYKOT Jeja Ja HMOHYIU U3Bohaunma M CIyliaonuma.
W3pas3uo je cymmy Yy ,,COyHUIHY OCeT/bHBOCT kommno3utopa Jlopenca Kpejmepa, yjeaHo u
JEIHOT OJ Haj3HAYajHMjUX TpeAcTaBHUKA Tajna T3B. HoBe Mysukonoruje, u y Kpejmepose
My3UKOJIONIKe aHanu3e. ToMm auckpenurtanujom PoseH je, 3ampaBo, ymyTHO KPUTUKY CBUM
OHUM MY3WKOJIO3UMa KOjU Cy THX TOAWHA OWJIHM MOCETHYJIH 32 HOBHM TyMadeHhHUMa MY3HKE,
OJIHOCHO TIOKYIIIajuMa J1a npeBa3ul)y okBupe GpopMaiHe aHann3e U POpMaTUCTHIKE €CTETHKE.
Kpejmep je y oaroBopy Ha Ty BpCTy KPUTHKE IPUMETHO /1A j€ UIE0JIOTHja ayTOHOMU]E€ MY3HUKe
M3 Koje MY3uKy ciyma u tymauu Yapnc PoseH, uaeosioruja mponuiocTd, NMpUMEHHUBa Ha
my3uky XVIII m XIX Beka, anmu na je My3MYKO HCKYCTBO MHOTO CIIOXKEHHjE O]
MopaJin3aTopcke OuHapHe nojese Ha TaqyHo (VICTUHUTO) cllyllamke U HOTPEIIHO CIYIIAbE.

VY oBOM pany je M3NIoKeHa Te3a Jia je JdaHac MOryhHO KOPHUCTHUTH C€ pasiIuYUTUM
ujeosiorujamMa TyMmadewmha MY3MUYKUX JleNla, Y CKJIaJy ca HHTENeKTyalHUM, OOpa30BHHM,
YyJIHAM, KJIJACHUM, €THYKUM M CBUM JPYTHM TMOTEHIMjaJMa KOjJEMa MY3HKOJIOT PacIIONIaxKe.
HcrakHyTa je BaXHOCT KPHUTHYKE CIIOCOOHOCTH MY3WKOJIOTHje Ja TpOBepaBa COICTBEHA
CpeCTBa M METOJIe NCTPaKMBamka MY3HKe, alli je Harjacak CTaBJbeH Ha MCTPAXHBAKE OHOT
KPUTHYKOT TOTEHIMjalda MY3UKOJIOTHj€ KOjU Ce HEe OJHOCH Ha MY3HKOJIOTH]y camy, Beh
IpeKkopayyje mHeHe TpaJAulMOHaIHe OkBHpe. [IpuMeHa, y caBpeMEHO] MY3UKOJOTHjH,
KPUTHYKUX TEPMHUHA M3 HAJpa3INUUTUJUX KPUTHUKHX TEOpHja M HAyYHUX IAUCLUIUIMHA,
oMoryhaBa gaHac My3MKOJIO3MMa MHOTO CYNTHJIHH]jE aHAU3€ U WHTEepIpeTanuje My3udKHX
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Jena Hero WKaja paHdje. TakBe BpPCTE aHAIM3E M TyMmMauemha MY3HUYKUX Jiela, Kaga Cy
ycIielHa, MOTy 1a Oyay KoprcHa MHOTO Behem Opojy uMTanaia, Hero mrTo je TO OHO CiIy4aj y
MPOILJIOCTH. 3a Pa3JIKy O]l TPaaUIMOHATHE MY3HMKOJIOTHje Koja ce, mpeMa peunma Yapica
Po3zena, yrmaBHOM oOpahana camMuM MY3HMKOJIO3MMa, a CaMO Yy MJCAIHUM CiIydajeBuMa U
n3BohaunMa ® CIIylIaonuma, JaHallikhba WHTCPAHCHUIIIMHAPHA KPUTHYKA MY3UKOJIOTHja, Y
CBOjUM JOOpUM MpUMEpIIMMa, HEOXOHA je€ CBUMA: (pMHAHCHjepUMa YMETHOCTH (MelleHaMa
WIHA TTOPECKUM OOBE3HUIIMMA), KOMIIO3UTOPUMA KOjU Cy JaHac 4eCTO JKPTBE TPXKUIITA, WU
MacKe M3a KOJHX C€ CKpHBAjy OJIMTapcH, 3Bohaumma Koju Oupajy Koja My3udKa Jiejia U KaKko
he na cBupajy u apupMuIly, 1 CBHUM CIIyIIaoluMa KOju HUCY IpOo(eCHOHaTHA My3H4YapH, aJid
uMajy notpedy aa Oyay 00aBeIITeHH O Pa3IMYUTUM acleKTUMa My3U4Ke YMETHOCTH.
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