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Abstract: The aim of this paper is to analyse Ana Gnjatovi¢’s work, Arachne’s Dream,
written for piano and live electronics. The work premiered in 2019 on the initiative of
Nata$a Penezi¢, a pianist to whom this work has been dedicated. Based on the idea of
the sound realization of a spider web phenomenon (within an electronic medium), I
will try to analyse the development path and the creation process this piece undergoes,
by taking into account the extra-musical impulses as a source of inspiration. Apart
from the web motif itself, taken as the basic motif which is further developed through-
out the piece, the author’s inspiration also stems from other models (which remain in
close connection with the web phenomenon), from the ancient Greek myth of a
weaver called Arachne, and Kafka’s work “The Metamorphosis”, to Roland Barthes’
“The Pleasure of the Text”. All of these ‘threads’ create a foundation for further music/
sound representation, based upon the interaction between an electronic part, and the
pianist’s actions.
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Once upon a time, I, Zhuangzi, dreamed I was a butterfly, fluttering hither
and thither, to all intents and purposes a butterfly. I was conscious only of
my happiness as a butterfly, unaware that I was Zhuangzi. Soon I awak-
ened, and there I was, veritably myself again. Now I do not know whether
I was then a man dreaming I was a butterfly, or whether I am now a but-
terfly, dreaming I am a man. Between a man and a butterfly there is neces-
sarily a distinction. The transition is called the transformation of material
things.!

Arachnes Dream for piano and live electronics was composed by Ana
Gnjatovi¢? in 2019. Her inspiration stems from the project, realized on the
initiative of the pianist, Natasa Penezi¢, whose idea was to perform the pieces
of music inspired by insects and birds.? Taking this idea as a starting point,

1 According to: Hans-Georg Moller, “Zhuangzi’s ‘Dream of the Butterfly’: A Taoist Inter-
pretation”, Philosophy East and West, Vol. 49, No. 4, October 1996, 439-450.

2 Ana Gnjatovi¢ (1984) graduated from the Department of Composition at the Faculty
of Music, University of Arts in Belgrade, in 2008 in the class of full professor Milan
Mihajlovi¢. She finished her PhD studies in composition at the same institution. She has
attended various composition master classes and workshops, working with composers
Georges Aperghis, Chaya Czernowin, Brian Ferneyhough, Beat Furrer, Louis Andries-
sen, G.E. Haas, and Ivan Fedele, among others. She was a prize winner of the Summer
Academy ISA05 (2005) and of the 7 Pre-art Compositon Competition (2013), winner
of the FoM Belgrade ‘Josip Slavenski’ Award (2010), finalist of the 4th International Bi-
ennial of Contemporary Music in Koper (2014).

Her pieces have been performed throughout Europe, in Israel, Mexico, USA and Japan,
and have been programmed at festivals such as the International Review of Composers,
KoMA, ‘Harpsichord - Living Art, Wratislavia cantans (PL), Espressivo (ME), Ankara
Music Festival (TR), MusMA Festival, Culturescapes (CH), International Harp Festival
‘Harp Connection, Festival de Wallonie (BE), MUSLAB (MX), MA/IN MAtera INterme-
dia festival (IT), Belgrade Saxperience. She collaborated with the ensembles Sentieri sel-
vaggi, Garth Knox and Rohan de Saram, soloists of the OENM, the Wroclaw Philharmonic
Choir, pre-art, the RTS Symphony Orchestra, among others. She is currently employed
as an associate professor at the Faculty of Arts, Univeristy of Kosovska Mitrovica, where
she teaches music analysis. At the doctoral program Multimedia Arts of the Universtiy of
Arts in Belgrade she teaches courses in techniques and technologies of music and cre-
ation of multimedia artwork. In her recent artistic research, she explores the extension of
instrumental performance through the use of electronics, speech, movement and video.

3 The concert was held on 23 November 2019 at the BUNT 7.0 Festival, under the title
“Insects and Birds” Apart from the piece, Arachne’s Dream, dedicated to the pianist, dif-
ferent authors were also presented: Jasmina Mitrusi¢ (cycle Insectarium), Olivier Messi-
aen (The Catalogue of Birds, 2" Book), Jonathan Harvey (Tombeau de Messiaen), Joanna
Bailie (Artificial Environment). The programme was performed in Novi Sad at the end of
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the composer decides to assign a sound quality to a soundless, yet visually
(tangibly) striking and quite peculiar phenomenon, a spider web.* So fragile,
but powerful, the web is simulated within an auditive context. As a result, the
phenomenon is transformed (or metamorfosed) into a ‘new aggregate state.
In other words, she strives to analyse the possibilities of the impossible> within
the world of sounds/listening, by using the web as a paradigm of reference.
Although the idea for this music piece came as the result of a concert perfor-
mance and collaboration, and was finally realized through mutual interac-
tion (which is mentioned later in the text), the work itself brings continuity
in the sphere of the author’s sound ‘experiments, and microsounds, in par-
ticular, which re-examine the limits of human perception.

Arachne’s Dream is a continuation of my research on the sounds that exist some-
where behind (behind music, behind the expected, behind the conscious), on
smaller and hidden sounds, which, inconspicuously coexist with humans, thus
naturally contributing to the totality of the acoustic ecology of our surroundings,
performance or some music piece. [ attempt to shake the listener’s perception, by
augmenting and positioning sounds at the forefront. Insects and spiders are tiny
creatures which produce micro sounds, heard from a human perspective. How-
ever, I have been interested in the sounds produced by spiders, heard from the
auditory perspective of a creature encapsulated in its web.°

2019. The video of the concert can be accessed via the link: https://www.youtube.com/
watch?v=KpGSYG_C-Yg (accessed on 26 August 2021). I will use this performance as a
relevant material for further analysis, since the actual score has still not been realized.

4 T refer to the conversation I had with Ana Gnjatovi¢ on 15 March 2021. On this occa-
sion, I thank the composer for her time and patience, and particularly for the valuable
information and explanations she provided regarding this piece and its creation. I am
also immensely grateful for the comments she made once she read the draft of this paper.
5 Trefer to the syntagm of Salomé Voegelin which, based on the idea of Maurice Merlau-
Ponty, expands on the opinion regarding the potential perception of unfamiliar phenom-
ena. She includes inaudible sounds (or the sounds people can’t hear on their own, or
without a ‘mediuny’), so as to emphasize that these and similar sounds should be the
subject of perceptive analysis since they hold an important place in the world of listeners.
Salome Voegelin, Sonic Possible Worlds (revised edition), New York/London, Blooms-
bury Academic, 2021, 158.

6 Ana Gnjatovi¢, A Review of the work 1, a manuscript. ‘Tiny, ‘micro’ sounds, barely au-
dible to the human ear, are a subject of the composer’s research. Her project “My garden
without me” is a representation of her fascination with insects and spiders, and their
world of sounds. It is an archive of works, or different artistic views on a biophonic
world of small, tiny species which inhabit a small-leaved lime, or species which are en-
dangered or extinct. This kind of post-antropocentric, or posthuman motif can be recog-
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Considering the (electronic) sounds to be the ‘threads’ weaving the
web, meant not only the sound research was guided by the idea of a spider
web formation, but it also involved a search into the narrative, mythologi-
cal, literary and theoretical sources which would ‘wrap’ the sound output
into additional layers of meaning. That being said, it seems like the author
also regards the work as interdisciplinary research,” which is not solely
based on the examination of the material aspects of a sound itself, even
though the piece, Arachne’s Dream, focuses on this principle. Therefore,
(my) ‘story’ about this piece starts somewhere ‘above’ the sound, within
the spheres where the sound primarily does not belong, yet which will
reach ‘the inner space, and transform into the sound itself. I perceive those
spheres as lines which merge, intersect, intertwine, and touch each other in
Ana Gnjatovi¢s delicate world of sounds.

You drowning in it, yet you can’t resist ..

The bizarreness and obscenity of the web phenomenon, along with its “nice
and silky texture™ fascinated the composer and inspired her to create a pecu-
liar sound equivalent. Apart from its various peculiarities, it’s quite interesting
to delve deeper into the invertebrates’ sensory perception of the world: they
feature eight legs, covered in tactile organs in a form of tiny spikes, or hair —
the spikes are the receptors of chemically-induced sensations and air vibra-

nized in the work Arachne’s Dream. You can find out more about the project via the link:
http://www.treebarkrecipes.com/about.html (accessed on 19 August 2021). Also, you
can listen to a part of the show where the composer discussed the project on “the sounds
we don't perceive, or dedicate our attention to”: http://87.237.203.129/page/radio/sr/
story/24/radio-beograd-2/4390098/.html (accessed on 10 August 2021).

7 In the description of the work the author said that she discovered the model of a spider
web “after brief research... (with the hope that the concept of the concert won’t be de-
stroyed by the fact that spiders are not insects)”. Ana Gnjatovi¢, A Review of the Work 1,
a manuscript.

8 Ana Gnjatovi¢, A Conversation, (15 March 2021).

9 A Conversation (15 March 2021). The threads of a spider web consist of a “biomaterial
of extraordinary mechanical characteristics, obtained through a combination of firm-
ness, toughness, strength and elasticity...” According to: Svetlana V. Dmitrovi¢, “New
Nanostructured Composite Spider Silk Based Materials: Preparation, Structural, Mor-
phological, Luminescent and Magnetic Properties of the Materials”

Retrieved from: https://www.pmf.ni.ac.rs/download/doktorati/dokumenta/disert-
acije/2019/Dis_UNI_Svetlana_V_Dmitrovic_2019.pdf (accessed on 19 August 2021).
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tions. Moreover, spiders possess lyriform organs which are also assumed to be
a part of the auditory system of organs.!® Even though they do not have ears,
or any hearing organs, whatsoever, spiders can still recognize different audi-
tory sensations.!! Truly inspired, the composer’s intention was to comprehend
more thoroughly the imperceptible, yet not entirely soundproof world of spi-
ders.!?

However, the intriguing part about spiders (and what in this case leads to
further research and analysis) lies in the fact that some species have got or-
gans (glands) which create silky threads.!*> The threads form a multifunc-
tional, elastic web which has various forms and purposes, the most important
of which is to create a perfect prey-catching mechanism. Despite the fact that
their web represents a perfect system for survival, it is still always at risk of
destruction, and apart from other spiders, humans pose the biggest threat.!*
Even though the author doesn’t emphasise it, using sound to depict the web
could also be analysed from a post-anthropocentric world view, the focus of
which is not on the human world as we know it, but one where humans are

10 7. 'W. S. Pringle, “The Function of the Lyriform Organs of Arachnids’, Journal of Ex-
perimental Biology, 32/2, 1955, 270-278. https://doi.org/10.1242/jeb.32.2.270.

11 The latest studies have shown that some spider species react to sounds, or the sound
waves of certain, lower frequencies, as well as to vibrations. https://www.sciencemag.org/
news/2016/10/video-even-without-ears-jumping-spiders-can-hear-you (accessed on 19
August 2021). Also, analyses in the field of bioacoustics indicate that “every living organ-
ism produces an acoustic footprint”, even a microscopic one, such as a virus. See more:
Bernie Krause, Wild Soundscapes: Discovering the Voice of the Natural World, New Haven
- London, Yale University Press, 2016, 54.

12 On the other hand, most spiders have still got eight eyes (though some species don’t
have eyes at all), in spite of bad eye-sight. Rudy Jocqué, Ansie Dippenaar-Schoeman,
Spider Families of the World, Tervuren, The Royal Museum for Central Africa, 2006, 14.
13 The threads are an actual protein which becomes firmer when in contact with air.
They could also be thinner, thicker, drier or stickier. Marjan Komnenov, ,Taksonomija i
zoogeografija paukova (Arachnida, Araneae) Republike Makedonije”, PhD thesis, Uni-
verzitet u Novom Sadu, PMF, Departman za biologiju i ekologiju, 17 https://nardus.mpn.
gov.rs/bitstream/id/37495/Disertacija.pdf (accessed on 19 August 2021).

14 Tt is well-known that the threads spiders produce have been used for various purposes
throughout history. Ancient Romans used the cobweb to heal wounds, while people,
such as the Aborigines, used them for fishing or food procurement. With the advance of
technology and industry, the threads of a spider web are used as a model for the produc-
tion of new materials. According to: Christina Allmeling, Christine Radtke, and Peter M.
Vogt, “Technical and Biomedical Uses of Nature’s Strongest Fiber: Spider Silk”, Wolfgang
Nentwig (Ed.), Spider Ecophysiology, Heidelberg, Springer, 475.
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<«

aware of the life “we share with many different others, here and now”.!> On
the other hand, a contemporary man, partially focused on the aforemen-
tioned fact, finds himself caught in the web which warns and ‘strangles, and
yet it seems that finding ‘a way out’ is one of the crucial questions we tend to
ask nowadays. Even though it may seem quite challenging to sense who has
been caught in the web built by Ana Gnjatovi¢, Arachne’s Dream represents a
place where we focus on the sound itself, as well as on its position in the bio-
sphere. In other words, it leaves us contemplating the relationship between
sound, nature, animals, and humans in the age of Posthumanism.

Timidly ‘invading’ the sphere of zoology (aware of my lack of knowledge
in this field), my intention was not only to show how fascinated we are by
spiders and their peculiar characteristics, but also to emphasize the potential
for an artistic analysis and transposition of their unique characteristics in the
field of sound, which is a topic I will expand on later in this paper. Firstly, I
will point to some extra-musical ‘threads’ which create a sound inside the
web of Arachne’s Dream, thus shaping it through a mutual interaction.

O guilty and shameless one! For evermore shalt thou live and hang as now, thou
and thy descendants'®

The work got its title from the myth of Arachne, a mythological character
whose name is directly connected with the etymology of the Greek word
»apaxvn” (“arachne”) which stands for a spider or a spider web.!” The ability
of some spiders to weave a web has undergone a mythological transposition
and transformation, whereas the ancient myth of Arachne,'® a well-known
weaver of extraordinary skill who “weaved fabrics, translucent as air, made
from threads, light and silky as clouds”!® has been a reference model for the

15 Rozi Brajdoti, Posthumano, Beograd, Fakultet za medije i komunikacije, Univerzitet
Singidunum, 229.

16 Myth of Arachne, according to Ovid’s Metamorphoses. Nikolaj A. Kun, Legende i mi-
tovi Stare Grcke, Beograd, Admiral Books, 2011, 33.

17" Robert Steven, Paul Beekes, Lucien van Beek, Etymological Dictionary of Greek, Vol. 1,
Leiden/Boston, Brill, 2010, 123. The term arachnids is used to denote creatures which
resemble spiders, or some similar groups of arthropods where spiders belong (including
scorpions, ticks and mites).

18 The author refers to the myth, represented in the Sixth Book of Ovid’s Metamorphosis.
19 Nikolaj A. Kun, Ibid., 33. This myth has had an influence on the creative ideas of
other artists. Some examples are the painting by Diego Velasquez and Peter Paul Rubens,
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composer’s inspiration.?’ According to the mythological narrative, Arachne,
convinced of her extraordinary weaving skills, challenges the goddess Athena
to a weaving contest.?! Although her work would prove to be “the pinnacle of
perfection”, which “in terms of beauty certainly didn’t fall behind Athena’s
work”, Arachne ended up being punished for her audacity to emphasize the
weaknesses and misdeeds of the mighty gods.?? Athena destroys her work,
while poor Arachne decides to hang herself, in return. However, a different
scenario ensues when the goddess decides to spare her life and work (seeks
revenge and imposes a different kind of fate on her): Athena will take the
noose off her neck, but in order to prevent her from opposing her any longer,
she will have her dangling and weaving for all eternity: “Sprinkled with a po-
tion, made from magical herbs, Arachne’s body immediately shrank in size,
her voluminous hair fell off and she was transformed into a spider”.?3 Having
lost her human form, Arachne went through a physical change in order to
reach her moral transformation, and her (indecent) behaviour which did not
conform to any norms, thus leading to “dehumanization” became a meta-
phor, symbol, message, but also a paradigm and a model for future narrative
forms (just like the myth itself, based on the idea of transformation, varia-
tion, or actualization of the established, archetypal narrative).?* The motif of
transformation and transmutation of the existing state stands in contrast to
the ex nihilo concept of creation. It's important to note that transformation in

or the poem Arachne by William Empson. The children’s poem, The Spider and the Fly by
Mary Howitt is another example which the author initially used as a segment of the elec-
tronic part, only to remove it afterwards, because of its naive connotation and the result
itself. A Conversation (15 March 2021).

20 Apart from the myth itself, Ana Gnjatovi¢ has also been inspired by the text “Tracing
Arachne’s Web: Mythic Methods and Femin(ine)ist Fictions” by Kristin M. Mapel
Bloomberg, published in the book with the same title by the University Press of Florida,
2001, 1-15. She has also been inspired by the text: “Weaving and Writing: Censorship in
Arachne”, https://web.colby.edu/ovid-censorship/censorship-in-ovids-myths/weaving-
and-writing-censorship-in-arachne/ (accessed on 20 August 2021).

2L Ovid refers to Minerva.

22" A notable example is Zeus’ (Jupiter’s) abduction of Europa and Persephone. Accord-
ing to: “Weaving and Writing: Censorship in Arachne”, https://web.colby.edu/ovid-cen-
sorship/censorship-in-ovids-myths/weaving-and-writing-censorship-in-arachne/
(accessed on 20 August 2021).

23 Ibid., 34.

24 See more: Laurence Coupe, Myth, London/New York: Routledge, 2009. Cf. Claude
Lévi-Strauss, Myth and Meaning, London/New York: Routledge, 2005, 17.
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this sense does not only refer to the subversion of a primary model, but it
also aims at establishing some similarities between the initial form and the
results of metamorphosis, thus creating a form of continuity, without a com-
plete interruption.?> New connections arise at this point, while the author
establishes a continuity by further ‘weaving new threads: the natural phe-
nomenon and the myth acquire their literary upgrade in the form of a new
narrative regarding multifaceted transformation, which, again, makes us re-
consider the anthropocentric boundaries.

Was he a beast, that music should move him like this? 26

According to Ana Gnjatovi¢, Katka’s story, “The Metamorphosis” (Die Ver-
wandlung, 1915) starts where the myth ends. The story is about a merchant
traveller, Gregor Samsa who, resembling enormous vermin “awoke one
morning from his troubled dreams”, while his “many legs, miserably thin in
comparison with his size otherwise, flickered helplessly before his eyes”?”
This physical characteristic which Kafka’s protagonist shares with spiders
(even though, unlike spiders, he turns into an insect), the composer perceives
as a model for establishing a sound metaphor, so, in collaboration with the
pianist, Natasa Penezi¢, she chooses certain segments of Kafka’s text, and uses
them as a sound-narrative layer of her work. The segments (which could be
used as ‘borderlines’ to define a three-part music form) are as follows:

“He would have needed arms and hands to raise himself; but instead of those,

he had only these many little legs”;?8

“His little legs went whirring away as they bore him to his meal”;?°

“He soon discovered that he was no longer able to move at all. He wasn't

25 The idea was presented by a writer, Olga Tokarczuk. She refers to Ovid’s Metamorpho-
ses. Olga Tokarcuk, “Transfugijum’, Bizarne price, Transl. by Milica Marki¢, Beograd,
Sluzbeni glasnik, 2020, 92.

26 Franz, Kafka, The Metamorphosis and Other Stories. Transl. by Joyce Crick, Oxford,
Oxford University Press, 2009, 66.

27 Ibid., 29.

28 Tbid., 32. Ana Gnjatovi¢ and Nata$a Penezi¢ use their own, somewhat different trans-
lation (“Bue cy my nmorpedHe pyke fja ce Ha BUX OC/IOHM, @ MIMAO je CaMO MHOIITBO
HOXx11a”). Source: correspondence with the author.

29 Ibid., 46. “Hoxxure cy My Tpernepuiie IOK je MIIA0 IipeMa XpaHu'. Source: correspon-
dence with the composer.
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at all surprised; rather it seemed to him to be unnatural that up till now he
had actually been able to move about on these thin little legs.”3°

The selection of the text was led by thinking about the sound itself, sound
representation, or musical contextualization of the chosen text, inspired by a
bizarre motif of spindly legs (which in Kafka’s ghastly perception belong to an
insect whose identity and awareness correspond to a human being, to the
extent that it even has its own reaction to music/sound).3! Nevertheless, the
selected parts of the text open up topics which lie ‘behind’ the sound ‘surface;
and follow the previously mentioned ‘threads’ of a creatively-poetic inspira-
tion. Having in mind all of the above-mentioned aspects of Katka’s text, and
the layers of meaning of the entire story, the author’s choice of this story is
quite an ingenious one, since Kafka’s narrative can be observed through the
actualization process of archetypal ideas (myth), and furthermore, through
the lens of a modernist/contemporary reading. Based on the modernist ques-
tions on the role of human beings and their status within the world/society,
(re)territorialisation that befell Arachne,3? in this context, could also influence
Kafka’s protagonist. Concerned about the state of the human being at the mo-
ment, followed by a symbolic story about transformation into a non-human
form,3? acquires a new kind of ‘solution” within (the piece) Arachne’s Dream:
“The worst part about being transformed into an invertebrate creature
(arachnids, insects, bugs) appears to be the fact that we clearly remember that

we used to be humans, yet, we are only vaguely aware that we no longer are”.34

30 Tbid., 70. “Bp3o je cxBaruo fa ce yomire He MoxKe momMeparu. Huje ra to aypuno, duo
MY je YyfHMje M HeOOMYIHUje LITO Ce TMM TAHKVMM HOXMI[aMa nKaja Morao kperarn’. The
translation used in the piece is by the author. Source: correspondence with the composer.
31 Taken from the Preface by Ranko Sladojevi¢. In: Franc Kafka, Preobrazaj. Osuda.
Pismo ocu, transl. by Zlatko Gorjan i Zlatko Mateti¢, Sarajevo, Svejtlost, 1992, 12.

32 T refer to Gilles Deleuze and Félix Guattari for whom the transformation into an ani-
mal in Kafka’s work The Metamorphosis represents an example of human deterritorial-
ization. Gilles Deleuze and Félix Guattari, Kafka, Sremski Karlovci/Novi Sad, Izdavacka
knjizarnica Zorana Stojanovic¢a, 1998, 25, 44, 63. In the broadest sense, deterritorializa-
tion represents movements which bring about changes. It also means breaking free from
fixed relationships, thus opening up for new forms of organization. See: Jemerna M.
CremnanoB, “Ilene3oB u [arapujeB KOHI[ENIT pu30Ma KpPO3 apXUTEKTYpPY, YMETHOCT U
nusaju’, Kyniaypa, 150, 2016, 303-318, https://scindeks-clanci.ceon.rs/data/pdf/0023-
5164/2016/0023-51641650303S.pdf (accessed on 5 September 2021).

3 Xun [enes, ®ennkc Tarapu, op. cit., 13.

34 Retrieved from: https://www.anagnjatovic.com/arachnes-dream.html?fbclid= IwA-
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While Kafka’s transformation into an animal may represent a way out, or “a
line of escape”, the author’s self-reflective criticism, with a touch of nostalgia,
points to a different, rather pessimistic outcome: “As the number of threads
grows, so does the feeling of discomfort, to the point when the web starts to
unwrap around, and strangle us, as if we were in a nightmare.”*¢ Just like the
dream itself, we are left in a dilemma on the borderline with reality, since
there is no balance between the here and there.’” Arachne’s Dream prompts us
to ask who is standing on the edge of danger, who will be lured into the web,
who overstepped the (moral) boundaries by transforming into an
‘invertebrate’:3 it seems the answer could be a human being? Intertwined in
music, these threads will certainly offer possible answers, which will also open
up some new questions, in return. Be that as it may;, it is important to mention
one more source of the composer’s inspiration.

It's about the segment, taken from the text by Roland Barthes “The plea-
sure of the text” (“Le Plaisir du Texte”). The following excerpt brings us back
to the beginning: to a spider web the metaphorical influence of which carries
the ‘key’ to the process of creation, analysis and interpretation of the text/
musical text, a process which still leads to liberation (of the one who is writ-
ing, reading, composing, or listening):

Text means Tissue; but whereas hitherto we have always taken this tissue as a
product, a ready-made veil, behind which lies, more or less hidden, meaning
(truth), we are now emphasizing, in the tissue, the generative idea that the text is
made, is worked out in a perpetual interweaving; lost in this tissue - this texture
— the subject unmakes himself, like a spider dissolving in the constructive secre-

R1UHVZQIe_15njoOZCXN9-HdPmOEbDxqrAdMZUwyiYqO2R-qG8ltw52_3M (acces-
sed on 26 August 2021).

35 Yun [enes, ®enuxc Tarapuy, op. cit., 65.

36 Retrieved from: https://www.anagnjatovic.com/arachnes-dream.html?fbclid=IwA-
R1UHVZQIe_15njoOZCXN9-HdPmOEbDxqrAdMZUwyiYqO2R-qG8ltw52_3M (acces-
sed on 26 August 2021).

37 1 was inspired by a short story by Jorge Luis Borges, “Dreamtigers”. The writer de-
scribes his own passion for tigers which manifests in his dreams. He dreams of tigers,
yet, not the ones he always longs to see in real life. Dreams are not a place where we can
reach indefinite power, or perfection. Instead, Borges’ story leads us to believe they rep-
resent a place of weakness. Horhe Luis Borhes, Kratke price, transl. by Krinka Vidakovi¢
Petrov, Beograd, Izdavacka radna organizacija, 1979, 105.

38 T use the term metaphorically here so that it refers to gullible people, poltroons, and
people without character (According to: Peunux cpiickoi jesuxa, Hosu Cax, Maruma
cprcka, 2007, 79).
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tions of its web. Were we fond of neologisms, we might define the theory of the
text as an hyphology (hyphos is the tissue and the spider’s web).>

As T have mentioned, Ana Gnjatovi¢ does not choose extra-musical centres
for random contemplation, yet, she rather prudently and skilfully uses them
to find a common thread for all models. She creates an immutable poetic
frame in this way, which acquires its final form through its own sound real-
ization. Even though Kafka’s text assumes a hegemonic position, since it is
used both as a sound, and a dramatic material, all of its elements, the ones
which seemingly remain behind the sound, as well as the sound itself, play a
crucial role, and act in an undeniable synergy.

My idea was to use the electronic sound/part to gradually weave a spider web
which feels both gentle and silky, yet, at the same time, a little bit uncom=
fortable.®

I have already pointed out that creating and materializing a spider web as a
model, or depicting the effects of this natural phenomenon in sound has
been the starting point for the realization of this work. The composer does
not perceive the web from a distant point of view in order to represent this
phenomenon, on the contrary: Ana Gnjatovi¢ is curious to find out how the
web sounds from the inside, “from the perspective of someone who has been
caught in the web”,*! someone who is painstakingly trying to escape and sur-
vive. Listeners are presented with the process of creation and the existence of
the web itself; the web produces its sound before us, it acts, its threads, “trem-
bling silently in a high pitch for a long time”, ‘wrap around us, while making
us contemplate the symbolism of the author’s words and sound solutions.*?
Even though the web and “the everlasting persistence of weaving something
gentle and intricate, yet predictable (and predictably predatory)”,* represents
the prominent motif the composer develops, she also singles out two addi-
tional elements as equally important: “not only the tiny legs (the limbs, as

3 Roland Barthes, The Pleasures of the Text, Transl. by Richard Miller, New York, Hill
and Wang, 1975, 64.

40 Retrieved from: https://www.anagnjatovic.com/arachnes-dream.html?fbclid=IwAR1
UHvZQle_15njoOZCXN9-HdPmOEbDxqrAdMZUwyiYqO2R-qG8ltw52_3M (accessed
on 26 August 2021).

41 From the correspondence with the composer.

4 Tbid.

43 Ana Gnjatovi¢, A Review of the Work 1, a manuscript.
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creators of small sounds) which are scurrying away, but also the legs which
listen”; “the vibration which gradually spreads and transfers itself through the
web, slowly swallowing all other sounds on which she feeds and grows”44

Having this in mind, we can distinguish between the three lines which
simultaneously create a path of development. The first one is made of the
electronic part, whereas the duration of the entire piece equals the duration
of one electronic part (around 10 min.) First of all, the electronic segment
which has partially been recorded in advance (and the composer presented it
live) represents a sound loop other elements are ‘glued’ onto, thus symbolis-
ing the web and all that happens inside of it. What’s more, according to the
author, the main excerpt which stands as a separate layer at ‘the foundation’
of the work, predicts the dramaturgy of the entire work with its peculiar
sound narration.*> This vibrating, electronic ‘weaving’ has been realized in
accordance with a contrasting principle: on the one hand, the composer uses
a material based on long-sounding aliquots (shaped by various effects), pre-
sented in continuity with the intention to establish an analogy with the threads
inside the web. The author explains this procedure: “The spider web starts
forming from one tone and its aliquot content, so as to be succeeded each
minute by the following, lower tone of the chromatic scale, with its aliquot
content creating layers over the already existing sounds”*® The author has
created an almost ghastly atmosphere of secrecy by using a different combina-
tion of aliquots within a ‘systematic’ sequence, ranging from high frequencies
which have an almost negative effect, such as the sound of creaking, to the
lower ones which lead us into the ‘depth’ by gradually intensifying and lower-
ing dynamic tension. 7

On the one hand, the sounds, glued onto the long-sounding ‘threads,
represent repetitive, ‘micro’ sound signals, such as the sound of scratching,
constant tapping, knocking, or ‘smaller’ and shorter sound models represent-
ing legs which ‘fall into’ the web and wiggle inside of it. On the other hand,
there are also sounds of a shorter duration, yet more massive and dynami-
cally accentuated, circulating in a chromatic scale, since there is no way out
of the web. The sound effects, which account for the second layer of the elec-

4 Tbid.

45 Tbid.

46 Tbid.

47 Some interesting lighting effects contributed to the atmosphere during the debut per-
formance of the work on the stage of the “Ivo Lola Ribar” cultural centre. Colourful
beams of light penetrated the darkness of the hall, reaching the performers on stage.
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tronic part, are made of the sound samples, marked inside the piano, since
“the intertwined piano strings resemble a spider web in some way, while the
act of striking the strings resembles weaving”.*® Natasa Penezi¢’s improvisa-
tions were recorded on an amplified piano. She used various techniques of
playing (fingertips, nails, open hand, finger-drumming), while using wood,
chords, or pegs as a source of sound. With such techniques, the sound/piano
itself becomes a place where a double metamorphosis happens: the standards
of the piano sound, produced so far by using the keyboard, have been up-
graded by playing within/on the instrument itself. They have also become
‘disguised’ and acoustically treated through electronic modification. During
the recording of these actual sounds which have become a subject for further
processing and distribution through the MIDI instruments (which Gnjatovi¢
herself does for this occasion), the composer has applied a specific recording
technique of close proximity,** by making direct contact between a micro-
phone and the inside of a piano.”® The use of microphones will make the in-
side transform into the outside, ‘the other’ into ‘familiar, small into
augmented, while the possibility of the impossible becomes imaginable — the
“porous surface of a microphone leads us into another world where direc-
tions take different turns, while normative positions and relations are called
into question”>!

The result of the engagement and interaction between the author and the
pianist, Natasa Penezi¢, represents the other thread of the piece. The creative
‘partnership’ came as a result once they arranged to prepare and perform the
piece together, by using live electronics,®? which furthermore implied they
would actively listen to, select and translate the text. They would also test and

48 Ana Gnjatovi¢, A Review of the Work 1, a manuscript.

49 Ana Gnjatovi¢ (15 March 2021). She does that by having in mind the technique such
as “augmented sound/audio reality”. Augmented reality (AR) aims at augmenting the
sensuous perception of the real world, aided by a computer-generated, virtual stimuli
and information. Based on hyperactivity in real-life surroundings and in real time, it is
actually another form of virtual reality (VR), which combines both realistic and virtual
objects. Augmented sound/audio reality is, by analogy, a combination of real-life and vir-
tual auditory objects put in a real life environment. In both cases, the idea is to upgrade
reality (a perception of reality), without doing a complete swap. Hannes Gamper, “En-
abling Technologies for Audio Reality Systems, Aalto University”, Doctoral dissertation,
2014, 27. https://core.ac.uk/download/pdf/80711759.pdf (accessed on 20 August 2021).
50 Ana Gnjatovi¢, A Conversation (15 March 2021)

51 Salomé Voegelin, Ibid., 112.

52" Ana Gnjatovi¢, A Review of the Work 1, a manuscript.
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put the piano sound on trial.>* Both the composer and the pianist have man-
aged to make use of their skill-set in this way, since Ana Gnjatovi¢ also per-
forms/improvises on stage. So, the creative and performative ‘imprint’ within
the music piece itself is the result of a mutual collaboration and dialogue. Si-
multaneously, the role of the interpreter has been considerably extended,
considering the standards — her work is the outcome of the experiments in-
side the piano, on the keyboard, ‘around’ the keyboard - she talks (that is, she
delivers some excerpts from Kafka’s text), so her voice becomes an additional
sound layer of the music piece. Performing the work on the piano in a con-
ventional way, which means the performer’s body remains static in relation
to the instrument, undergoes a process of ‘metamorphosis’ — the pianist is
quite active, her body is actively moving during the major part of the perfor-
mance (from sitting to standing up and leaning over the inside of the piano).

According to the author, the kinetic and performing aspects are some of
the impressive elements of the music piece, Arachne’s Dream:

I have decided that the pianist should not start her performance in the way she’s
expected to (on the left, or on the right side from the centre of the keyboard), over
the surface of the instrument. Instead, she follows the movement line into the
inside of the instrument, that is, towards the inside, or the outside (into the piano,
and out of it), while her body takes up the space before the fourth octave. Natasa
has outlined 8 piano parts on that movement line which produce different sounds
(they are: the keys, lid, top of the lid, wooden frame, pegs, capo d’astro). In order
to connect all of these points, it’s necessary to stand up and lean over the piano
many times. As both tempo and tension grow, the pianist’s gestures also grow
simultaneously, becoming bigger and more emphasized. The theatrical aspect of
the piece certainly is no coincidence. What’s more, it should come out naturally,
as the result of the correct interpretation of the score, and not as an additional
element.

We do not refer to the assimilation of any theatrical elements, since they do
not come as a result of the influences of the world outside music/sound, in
this case. On the contrary, the theatrical and performing parameter as a
physical act is immanent in the music text itself, it ‘grows’ out of it, and it is
equal to the other structural materials of the piece. Apart from its dramatur-
gical effect, such potential of a music text has contributed to a specific visual-
ization of the interpreter. Leaning over the keyboard/piano in a continuous,
circular motion, gradually speeding up to the culminating point, she depicts/

53 Ana Gnjatovi¢, A Conversation (15 March 2021).
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simulates weaving movements, while simultaneously falling into her own
web. Her dematerialized and transformed ‘body’ of a pianist (along with its
voice), becomes ‘an extension’ of the instrument, just like the electronics (we
can also talk about the acoustic extension of the electronic medium). The
body, piano, and electronics constitute a section where timeless conventions
are questioned and transformed, while the traditional positions of the com-
poser and performer become decentralized. In that context, performance
and work, process and product (as Nicholas Cook would point out)>* repre-
sent an amalgam, the elements of which are in complementary relations. Lis-
teners, therefore, have an opportunity to appreciate the piece by simultaneously
employing both their senses, and cognition. They can experience the process
of creation itself as a performative act, while its performance can be consid-
ered a work of art in itself, which is in line with the transformation of the
contemporary idea of listening: listening does not only involve following the
reproduction of the piece, but it also refers to a more “indirect and temporary
touch with the event”>®

Just like Kafka’s protagonist, who becomes a hybrid by combining the
characteristics of an insect and a human being, Arachne’s Dream connects the
acoustic sound, tones and noises produced by a man/woman (on/inside the
piano) with the electronic sound, created by a machine, operated by a man/
woman (based on the actual sound). However, the mutual activity and sym-
biosis of these two sound lines, their interaction, convergence, supplementa-
tion, layering, cancel out the initial limits, thus making it hard to decipher
between a sound and a sample which is the result of the actions on, and
around the instrument. This kind of auditory ‘illusion’ can be heard right
after the electronic introduction: as I have already explained, at the very

54 T refer to CooK’s review of a musicological discourse (primarily the one which was
produced in the period before the new musicological revisions appeared) which posi-
tions a work as a primary category, used to contemplate music. A performance is consid-
ered “a reproduction”, or an “addition” On the other hand, he claims that music is
simultaneously a process (a performance, or practice) and a product (something fixed’).
What's more, it clearly involves a different view of a score: a score is not a completed text,
but a scenario for a performance, prone to interpretation. With that in mind, it is impor-
tant to emphasise that Ana Gnjatovi¢’s collaboration with Natasa Penezi¢ was based on a
draft, and not on a completed score, which served as a starting point. See more: https://
www.mtosmt.org/issues/mto.01.7.2/mto.01.7.2.cook.html (accessed on 1 September
2021).

5> Misel Sion, Audovizija: Zvuk i slika na filmu, transl. by Aleksandar Luj Todorovi¢,
Beograd, Klio, 2007, 94.
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beginning, microelectronic sounds, or the motif of tiny legs which quiver in-
side the web are heard against a long-sounding aliquot row background,
symbolising the web. The same motif is produced on the piano, by tapping
inside the instrument (around 1.07 min.). The pianist then delivers the first
sentence of the chosen text (around 1.13): “He needed arms and hands [to
lean on]*® to push himself upright. Instead of these, however, he only had a
multitude of tiny legs” (“duse cy My norpedHe pyke [fa ce Ha BUX OC/IOHN],
a mMao je camo MHomTBO HOXmua”). Even though the absolute coherence of
the text is not the crucial parameter the author is guided by (perhaps even an
unattainable one, due to technical reasons, or the use of a microphone), we
can still quite clearly comprehend its meaning. Nevertheless, the text itself is
not treated as a musical form of narration, but as an effect which shapes both
the atmosphere and the dramaturgy of the piece.

The following part is based on the model of the previous one, by a minor
and gradual rise in tension (from around 1.20): while the electronic threads
‘vibrate’ continuously, following the downward model of the aliquot row, ‘the
tiny legs’ now begin to appear, firstly scratching and tapping inside the piano
(1.40). The ‘echoes’ of these effects can be heard in the electronic part (even
though the ‘auditory’ illusion is still in effect, so, at first, it is not evident
where the sound comes from). “The battle’ inside the web becomes more in-
tense, so the pianist’s movements become more engaged: she delves deeper
into the inside of the piano, leans over it by using an even greater capacity of
her own body (around 3.00). Whats more, the number of effects, or the ways
in which the sound is created with the piano, becomes gradually more com-
plex. What follows is an increase in tension while the pianist is delivering the
second segment of the text: “Gregor’s small limbs buzzed now that the time
for eating had come” (“Hoxm1Ie cy My Tpenepuiie 10K je MIITA0 IIpeMa XpaHu )
(around 4.08). As the text is repeated against a background of an increasingly
louder electronic sound, its meaning takes the background position, while
the sound of the text itself becomes noticeable and crucial.

Finally, almost half-way through the piece, upon conquering ‘the inside’
of the piano, the pianist conquers the outer body of the instrument, thus
(temporarily) taking over the keyboard (around 4.20). Nevertheless, the
treatment of the piano remains an unconventional one, reduced to the shades
of ambient sounds with a tremolo effect (which follows the pitch of the elec-
tronic part), as well as to other treatments, arising from the interaction be-

56 The segment has been left out in translation.
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tween the body which speaks in a circular motion, and the acoustic (amplified)
instrument. It seems that the MIDI device simultaneously takes over the
competencies of the piano, by introducing a melodic movement as a part of
the pre-culmination section, against the background ‘accompaniment’ (cul-
mination starts around the 7th minute). Both metaphorically and dramatur-
gically speaking, this would represent the moment of the final attack, while
the prey is trying to escape. The sound simulation of the final ‘battle’ within
the web can be explained as a ‘simulation’ of the standard music image which
includes ‘a melody and accompaniment’. A circular chromatic motif, made of
three sounds in a downward motion (around 4.50), or “a micro phrase™’
which repeats, then ‘disassembles’ just to ‘reassemble’ once again (and I inter-
pret it as a method of depicting the movement of the prey, its rushing towards
the ‘bottom’), furthermore followed by a string of dull electronic ‘thuds; such
as the chords which predict the ruthless attacks on the prey (around 5.10).
Heading towards the culmination of the piece, up to this point, the path
becomes even shorter, followed by a more perturbed, faster and louder repeti-
tion of the second textual excerpt. The circular motion of the pianist and the
dynamics of all sound layers become more intensified. What’s more, while the
‘thuds’ become more intense (since the web is strangling), a new sample ap-
pears — a downward chromatic micro phrase consisting of four tones in circu-
lar strings (around 7.04) (another attempt of the prey to find a way out of an
even stickier web). ‘A triumph’ of the web ensues, signalled by a deep and
shaking sound which resonates like a gong (around 8.17). The pianist, whose
body remains leaning over the piano, confirms that the ‘prey’ has finally been
defeated. While the sound is echoing, and the web vibrating, the situation
with the sound changes drastically — suddenly, the electronic material appears
subtle, while the third segment of the text, in a significantly clearer form now,
becomes yet another layer (around 8.48): “he soon made the discovery that he
could no longer move at all. This was no surprise to him, it seemed stranger
and more unusual to him that he had ever been able to move on those spindly
little legs” (“Op3o je cxBaTmo ga ce yommre He Moxke momepaTtu. Huje ra to
qyauno, duno My je dyfHUje ¥ HeoOMYHMje IITO Ce TMM TaHKMM HOXMIjaMa
ukazia Morao kperarn’). Although the sounds become quieter and more re-
duced now, steadily fading away, the pianist still remains in a state of physical
tension, leaning over the inside of the instrument. The ‘battle’ is over...

57 The author uses this term when referring to this segment.
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* % %

If we consider the electronic part to be a signifier of the web (as the author
herself points out), then we could say that the analogue sound, created by the
pianist, that is, the sound which is produced on/within/around the piano,
represents the idea of a victim lured, into the web. Furthermore, that could
mean that the piano, as an old ‘medium; yet technologically improved, repre-
sents a contemporary human being who stands against a powerful creation of
the web/natural world, in this case mediated by technology. The question we
need to ask is whether Arachne’s Dream represents an allegory of the battle of
humans versus nature, or humans versus technology (or maybe both)? Or, is
it perhaps the battle of humans versus themselves? Could this dream be in-
terpreted as an augmented representation of the reality we live in, created out
of an insatiable desire to establish a balance between the three centres, or a
reconsideration of the idea that humans are in any way a superior species? Or
could it be about a warning, or about a critical review of everything human?
Have people eventually become an endangered species? Affirmative answers
to these questions, should be of no concern, whatsoever. On the contrary,
they are both a reminder and a warning that a metamorphosis may always
happen.

Translated by Marija Cuposka
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Summary

In this paper, the composition Arachne’s Dream (2019) for piano and live electronics
by Ana Gnjatovi¢ is analyzed. The author represents the genesis of the work, from its
initial idea - the electronic simulation of a spider’s web, to the final realization and
interaction with the pianist Natasa Penezi¢ (to whom this work has been dedicated).
The work is the result of the author’s research of sound and other spheres of ideas,
including the ancient Greek myth of the weaver Arachne, the short story “The Meta-
morphosis” by Franz Kafka and the paper “The Pleasure of the Text” by Roland Bart.
The author uses all these stimuli as threads from which she ‘spins’ a web of sound/
with sound. The author sees Gnjatovi¢’s work as the example of a posthuman allegory
of the ‘battle’ of humans versus nature, or versus technology (or maybe both).
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Unanak npumibeH 16. cenrembpa 2021.
Uanak npuxsahen 4. HoBemOpa 2021.
OpurrHaJIHU HAyYHH YIaHaK

Bbuwana Jlexoeuh*

YHuBep3uTeT ymeTHoctu y beorpany
dakynTer My3u4Ke YMETHOCTH
Karenpa 3a My3ukosorujy

INOCTXYMAHM 'TIPEOBPAKAJ' Y/HA MPEXHU
AHA I'bATOBUh: APAXHHH CAH 3A KJIABUP U EJIEKTPOHUKY

Ancrpakr: [IpenMeT oBor paza je KOMIO3ULUja ApaxHuH can 3a KJIABUP U €ICKTPOHUKY AHe ['kaTopuh.
OBo geno mpemujepHo je n3Beaeno 2019. ronnHe, Ha HUNMjaTUBY NTHjaHUCTKUBE Hartame [1enesuh, kojoj
je xomnosunuja u noceBehena. Y Tekcry hy Hacrojatm ga carjieaM IyT M NPOIEC HAaCcTaHKA OBOT
OCTBapema, pazMarpajyhin Hajnpe U3BaHMY3UUKe 'MMITyJICe' KOjH Cy MHCITUPUCAIN ayTOPKY, a Ha TEMeJbY
uJieje 3ByKOBHE pealn3aliyje naykose mpexe (y enekTpoHckoM Menrjy). [lopex camor ¢peHoMeHa Mpexe,
OCHOBHOT MOTHBa KOjU paspalyje, ayTopka je nMaia u Apyre NOJCTHIje (Takohe Be3aHe 3a MojaM Mpexe
W CBera OHOTa IITO CE€ 32 Hera Be3yje): OJf CTApOrpYKOr MHTA O TKaJbu ApaxHH, NMPEKO MPHUIIOBETKE
,»1Ipeobpaxaj” ®@panna Kadke, 1o Tekcra ,,3a10BosbcTBO Y TekcTy Ponmana bapra. CBe oBe 'HUTH' unHe
OCHOBY 3a MY3HWYKY/3BYKOBHY peanm3alfjy, yTeMeJbeHy Ha HWHTepakuuju u MehynejcTBy usMely
eNIEKTPOHCKOT TapTa 1 KJIABHUPCKHUX e(eKaTa U akifja IHjaHUCTKHIbE.

KibyuHe peun: nmaykoBa Mpexa, KJIaBup, eJIEKTpOHUKa, MUT 0 Apaxuu, Kadxka, Ilpeobpadicaj,
MTOCTXyMaHO

Jednom sam ja, Cuang Ce, sanjao da sam leptir. Lepriajuci naokolo,
srecan i veseo, radio sam §ta mi se prohte. Ne bejah svestan da sam Cuang
Ce. Odjednom, probudih se, i gle, ponovo bejah Cuang Ce. Sada ne znam
Jjesam li covek koji je sanjao da je leptir, ili leptir koji sanja da je covek?
Izmedu coveka i leptira mora postojati razlika! To je ono Sto se naziva
preobrazaj stvari.t

* Konrakr ayropke: biljana_sreckovic@yahoo.com.
! Cuang Ce, Leptirov san, Beograd, samostalno izdanje D. Pajina, 2001, 49.
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OcTBapeme Apaxuun can 3a KIaBUP M eNEKTPOHUKY AHa I'martoBuh? xommonoBana je 2019.
roJUHE, MOJICTAKHYyTa IPOJeKTOM W WHULUJaTUBOM TmujaHucTKUbe Harame Ilenesuh na
KOHIIEPTHO ITIPEICTAaBU Jea MHCIHpHCAaHAa MHCeKTMMa M nruunama.’ Ilonasehm ox ose mugje,
KOMITO3UTOPKA OJTydyje Jla jeaH Oe3BydYaH, aJid Mak BU3yeNHO (Ma ¥ TAKTHIIHO) yIeyaT/buB U

2 Ana I'marosuh (1984) numiomupana je Ha Ofceky 3a koMnosuuujy dakynreTa My3Huke yMETHOCTH Y HUBEP3UTETA
ymetHoctH y beorpamy, 2008. roguae y kimacu penoBHoOr mpodecopa Mumana Muxajmosuha. Ha nctom oxceky
3aBpIIMIA je IOKTOPCKE akaleMcke CTyAHje, y Kiacu mpodecopa emepuryca Cphana Xodmana, ca meraom
Phonations/@onayuje 3a sxencku rnac u enextponuky (2016). Iloxahama je OpojHe MajcTOpCKe paTuOHHIIE
KOMITO3MIIMje ¥ HMMIIPOBU3alMje, ycaBpliaBajyhn ce Ko KOMIIO3UTOpa M Iejarora kao mro cy JKopxx Amnepruc
(Georges Aperghis), Xaja Uepuosun (Haya Chernovin), Bpajan ®epuuxay (Brian Ferneyhough), Beat ®ypep (Beat
Furrer), JIyj Auapucen (Louis Andriessen), I'eopr ®punpux Xac (Georg Friedrich Haas) u apyru. thena nemna
n3Bohena cy mmpom EBpone, y CAJl, U3paeny, Janany, Te Ha nmporpamumMa ectuBana kao mro cy: Melhynapoana
TpubuHa kommnosutopa, KoMA, Mehynapogau ¢ectuBan ,,Uembano — xuBa ymeTHocT”, MehyHaponHn dectuBan
xapde, Belgrade SAXperience, Wratislavia cantans (ITosscka), Culturescapes (IlIBajuapcka), Festival de Wallonie
(Benruja), Espressivo (Lpua I'opa), Melynapoanu my3uuku ¢ecrusan Aukapa (Typcka), Muslab (Mekcuko), Matera
Intermedia (Uranuja), Meljynaponau dhectusan caBpemene My3uke Temuinsap (PymyHuja). buia je cTUIeHIUCTKUbA
@OectuBana mianux yMmeTHuka y bajpojty (Hemauka, 2003), ISA Jletme akagemuje [Ipar — beu — Bynmmremra
(Pajxenay, Ayctpuja, 2003; mena xkommosuimja Canvas uarpaliena je Il marpagom), Matrix 12 — Matrix on Tour
(Bapmasa, ITosscka, 2012). Y mporpamy capajime eBponcKux My3ndkux pectusaaa MusMA — Music Masters on Air,
npeacrasibana je BEMYC ¢ecruan komnosuimjom Balance — lost 3a kamepru xop (ce3oHa 2013). OBa KOMITO3HIH]ja
YBpIITEHA je Ha TporpaMm MelyHapoaHoT TakMHYEEha 3a Xopcke aupurente Towards Polyphony y Bportasy 2015.
TOJIMHE, Kao jeJHa O] 3a7aTuX Kommo3uija. JlooutHuna je Harpaae ®@onna ,,Jocun Ciaasencku” @MY y beorpany,
3a koMno3uuujy Moj nauwanu oxnon 3a kamepHu opkecrap (2010), Il mHarpane Ha pre-art TakMuuemy 3a Miaae
kommo3urtope Jyrouctuune Esporne 3a komnosunujy Phillody. Quiescence (IlIajuapcka, 2013) 3a kamepHu aHcamM01,
a Omna je u pUHATNCTKHBA YeTBpTOor MehyHaponHor OujeHana caBpemene mysuke y Kompy (CrnoBenuja, 2014) ca
kommo3uijom Silent Strokes and Indoor Clouds. Ha Konkypcy My3uuke npoaykimje Panuo-renesusuje Cpouje 3a
kommo3urtope, 2016. romune, weno octBapewe The Game of Life 3a cumdonmjcku opkecrap omabpano je 3a
npeMujepHo m3Boheme u cHuMame. On 2011. roguHe 3amocieHa je Kao HACTaBHUK y 3Bamy JAOICHTa, a ox 2017.
BaHpeAHOT npodecopa 3a YKy TEOPHjCKO-YMETHHYKY oOnacT AHanu3a My3HYKOTr jaena Ha DakyiTeTy YMETHOCTH
[MpumtnHa-3Beyan YHuBep3utera y IIpumiTvHHM, a aHraxxoBaHa je M Ha MNpOrpaMy JOKTOPCKHX CTyZAHja
Bumiemenujcke ymernoctr LleHTpa 3a HHTEpIUCIMIUIMHAPHE CTYIHje Y HUBEp3UTETa yMETHOCTH ¥ beorpany. basu
Ce OpraHM3al{joM KOHIIEpaTa CaBpEeMEHEe MY3WKe W OCHHBAY je WM BHIIETOMMIIKH opranmsarop (2004—2013)
dectuBana KoMA — KOnneptn Muainx AyTtopa, KOju ce ojip>kaBa cBake roauHe y beorpany. Ilopen momeHyTHX,
Mel)y ’eHHIM JIeNTiMa U IpojeKTHMa n3Bajajy ce: Music for the Missing Butterflies 3a opexcrap u Bumeo (2021), Hose
PpyJicokpaduye 3a KamepHu ancamOi u enekrponuky (2021), Acting Out No. 1 3a u3Bohaua xoju Buue (2020),
Pyocokpaouye 3a xnaBup u enextponuky (2018), Phonation Mix 2 — Mémoires 3a »eHCKH 1J1aC ¥ eJIeKTPOHHKY
(2018), V naposuma, ca kxacmawemama 3a Buonondeno (2018), Phonation 2 — mémoires (aky3marudka Bep3uja,
2017), A Weill Ago enexrpoakyctuunu kabape (2017), The Garden, the Blinker, the Sax 3a cakcodon u rynauku
opkecrap (2017), Orthostasis/Excitotoxisity 3a xapmonuky u Buoiny; xapdy u Buomy (2016), Bynap scema 3a 6apokHu
kBuntetr (2016), 22 Ways 3a wmaBup (2015), Auscultation: Tin cry 3a xapmonuky cono (2013),
Orthostasis/Excitotoxisity 3a kamepuu ancam6i (2013), Good luck and a good fire! aynno/suneo uncrananuja (2013),
Topmonouna benexcnuya 3a xnasup (2013), Venymue 6enewxe 3a xapdy (2012), Extended Lullabies mer pennux
3Byunux komaza 3a L1 (2012), T'opmonouna Genexcnuya 3a yembaino coio (2010), Dialogue. Quasi una serenata
(my3nuku mepdopmanc 3a asoje, 2008), Instant Mississippi 3a ¢uayty, kiapuder u BuoswmHy (2004). U3Bop:
http://www.serbiancomposers.org/kompozitori/ana-gnjatovic-1984/ (mpucrymbeno 19. aerycra 2021). Bugeru
BuIe: WWW.anagnjatovic.com; https://www.facebook.com/anagnjatovic.

3 Peu je 0 koHuEPTY Oztpxanom 23. HoBemOpa 2019. roaune y okBupy BYHT 7.0 decrusana, a ynpago 1moji Ha3uBOM
~AHcekTn 1 itune”. [Topex komnosununje Apaxuun can Koja je mpeMHUjepHO U3BEICHA, a Ca IOCBETOM ITHjaHUCTKUIbH,
npencraBibeHa cy U gena: Jacmuae Murpyumwmh (uuknyc Mucexmapujym), Onuujea Mecujana (Olivier Messiaen)
(Kamanoe numya, 2. cecka), [lonatana Xapsuja (Jonathan Harvey) (Tombeau de Messian), I[loane bejmu (Joanna
Bailie) (Artificial Environment). Mctu nporpam npezacrassbet je u'y HoBom Cany, kpajem 2019. roqune. CHuMaK ca
KOHIIepTa morienatu osae: https://www.youtube.com/watch?v=KpGSYG_C-Yg (npucrymbseno 26. asrycra 2021.
roguHe). YrpaBo hy oBaj CHUMaK KOPHCTHUTH Kao pelIeBaHTaH MaTepHjajl 3a aHAIN3y Jena, Oyayhn na mapTUTypHH
3aMuc HUje peaan30BaH.

2



Jlexosuh, b.: Ilocmxymanu npeobpasicaj' y/na mpedxcu...

M3y3eTHO MPENo3HATIFUB (PeHOMEH, Kao IITO je HeXXHA M HCTOBpeMeHo MohHa TaykoBa Mpeska,”*

CUMYJINpA Y ayJUTUBHOM KOHTEKCTY, T€ Ja Ta '03By4d M '03BYKOBM', IpeTBapajyhu ra (wim
npeobpadicasajyhu Ta) y HOBO 'arperaTHo crame'. J[pyruM pedynMa, OHa HACTOjJH Jla HCIUTA
Mmoayhnocm nemozyhez® 'y cBeTy 3ByKOBa/Cllyllama KOpUCTehHm Mpeky Kao pedepeHTHy
napaaurMy. Majna je moBoJ 3a HacTaHak Jiena Ouja KOHKpPETHA capajimba U KOHLEPT, a HEerona
peaM3anmja MoACTaKHyTa je U YCIOBJbeHA Mel)yCOOHOM HMHTEPaKIjoM u3Mel)y KOMITO3UTOpPKE U
MjaHUCTKUE (0 ueMy he kacHUje OMTH pedn), OBO OCTBAPEH-C IOHOCH KOHTHHYUTET Yy cdepu
AyTOPKMHUX 3BYKOBHHX 'Oryiefa', a HApOYHTO pPa3MHUILbakba O MHUKPO3BYKOBHMAa KOjUMa Ce
MPEUCIUTY]y TPaHHUIIC JbYJICKE MEPIICTIHje:

Apaxnun can je HacTaBaKk MOT UCTPaXKMBama 3BYKOBA U3a (M3a My3HUKE, U3 OUEKUBAHOT, 132
ocBenrheHor), Maqux 3BYKOBa, CKPUBEHHX, KOJH HEOMa)XCHO KMBE ca Hama W MPUPOIHO
rpajie yKyImHOCT aKyCTHUKE €KOJIOTHje IIPOCTopa, M3Bolerma 1l My3UUKor fena. thuxoBom
ayrMEHTAIIMjOM U [TOCTaBJbalkbeM Y MPBH TUIaH TPYAHUM Ce /1a pa3urpam CIylaoyeBy 3BYUHY
nepuenyjy. MacekTn u maykoBu cy Mana Owha Koja mpaBe Mayie 3ByKOBE, CIYIIaHO W3
nepcreKTrBe YoBeka. MelhyTum, 3aHMMao Me je 3ByK NayKa U3 nepcrnektruse ouha yxsaheHnor
Y BEroBy Mpexy.

Pasmunubame 0 (€MEKTPOHCKMM) 3BYKOBHMa Kao 'HHTUMA' O KOJUX C€ HCIpena Mpedicd
MOJIpa3yMEBaAJI0 je HE caMO 3BYKOBHA/3ByYHA HCTpPaKMBamba BOHEHA HACjOM TIPEACTaBe H
IIPOCTHpama OBE MAyKOBE TBOPEBUHE, Beh U Tparawa y HapaTUBHUM, MUTOJIOIIKUM, JINTEPAPHUM,
TEOPHUjCKUM H3BOpHMa, KOja OM 3BYKOBHH/3BY4YHHU pe3ynTar 'o0aBuia' JOJATHUM (3HAUCHCKUM)
ciliojeBUMa. Y TOM CMHCIYy, YTUCaK je Ja ayTopKa IpHCTyla KpeaTUBHOM palay M Kao
MHTEPIMCIUIITMHAPHOM MCTPaKUBakby ' KOje ce He CBOJIM CaMO Ha MCIMTHBAE MaTePHjalHOCTH

4 TTosuBaM ce Ha pasroBOp Koju caM Boauia ca AHoM I'martosuh 15. maprta 2021. romuse. OBOM NPHIIUKOM,
3axBaJbyjeM KOMIIO3UTOPKH Ha W3/IBOJEHOM BpEMEHY M CTPIUBCHY, a Hajlipe Ha JparolueHuM HHpopMalujaMa u
oQjammberuMa y Be3d ca OBOM KOMIIO3UIIMjOM M H-CHUM HacTaHKoM. Takolje, HEM3MEpHO caM joj 3axBajHa Ha
KOMEHTapHMa Koje MU je YIIyTH/Ia HAKOH YHUTama pajJHe Bep3uje OBOT TEKCTa.

5 Pepepupam Ha cuararmy Canome ®orenmn (Salomé Voegelin) xoja, na TeMersy uneja Mopuca Mepio-IlonTuja
(Maurice Merlau-Ponty), paspalhyje craB o moTeHuujasHOj MepUENIUjH Heno3HaTuX (eHomeHa. Mely mUX OHa
CBpCTaBa HeUyjHE 3BYKOBE (Tj. 3ByKOBE KOje JbYIU HE MOTY Jia 9yjy CaMOCTAJIHO M 03 'TIocpeTHrKa'), Kako OM UCTaKIa
Jla YIIpaBO M OBaKBU 3BYKOBH Tpeba 1a OyIy mpeaMeT NepLenTHBHE aHanmuse, Oyayhu na mmajy 3HauajHO MEcTo y
ciymanaukoM cery. Salomé Voegelin, Sonic Possible Worlds (revised edition), New York/London, Bloomsbury
Academic, 2021, 158.

6 Ana I'mwarosuh, Komenmap dena 1, pyxonuc. 'CuTHH', 'MHKPO' 3ByKOBH, KOj€ JbY/IM TEMIKO ONAXajy, IPEAMET Cy U
aKTyeJHOI YMETHHYKOT HCTpakuBama Kommnoszutopke. OHa QaciuHalnMjy WHCEKTHMAa M MayKOBMMa M HHUXOBHUM
3BYYHHMM CBETOM IIpeCTaBiba y npojexty My garden without me/Moja 6awma 6e3 mene. Ped je 0 apxuBy pajioBa, Tj.
Pa3IMYNTHX YMETHHYKHUX BHlerma OMO(OHCKOT CBETa MAJIMX M CHTHHX BPCTa KOj€ HACEJbaBajy jeIHY CHTHOJHCHY
JIMITY, OJIHOCHO BPCTA KOj€ Cy U3yMpJie WU Koje cy yrpoxeHe. OBaj MOCTAHTPONOLEHTPUYHHU T IOCTXYMaH! MOTHB
Moryhe je mpeno3HaTH M y neny Apaxuun can, o 4emy he kacHuje OuTH peun. Buie o mpojekty BHIM Ha:
http://www.treebarkrecipes.com/about.html (mpuctymbeno 19. aprycra 2021). Takolje, mocimymaru u 1eo eMucuje y
KOjeM je KOMIIO3UTOpKa TOBOpWJIa O IIPOjeKTy KOju ce 0aBu ,,3ByKOBMMa Koje He mpumehyjemo, Kojuma ce He
noceeliyjemo™:  http://87.237.203.129/page/radio/sr/story/24/radio-beograd-2/4390098/.html  (mpucrymseno 19.
aprycra 2021. roause).

7'V omucy nena ayTopka je W HaBena Ja je JI0 MOJENA MayKOBE MpEXe JONLIa ,,HAKOH Kpaher MCTpaXuBamba...
(mamajyhu ce 1a KOHIENT KOHIepTa Helie OMTH HapyIIeH YHEECHUIIOM JIa TIAyKOBH, 3alpaBo, HICY MHCEKTH) . AHa
I'maroBuh, Komenmap dena 1, pykonuc.
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Hosu 3syx 58, 11/12021.

3BYyKa, MaKO je OBaj MpUHIHN Yy GOKyCy Kommo3uije Apaxuun can. 360r tora, (Moja) mpuda o
OBOM JIelly TIOUHEbE 'M3BaH' 3ByKa, y cepama Kojuma 3ByK MPUMapHO HE MpHIana, am koje he,
MOTOM, JIOCIIETH y 'YHYTPalIOCT' U npeobpasumu ce'y caM 3ByK. Te cdepe 3ampaBo carienaBam
Kao JIMHUje Koje Cce Crajajy, mpecenajy, npesujajy, 10aUpyjy y IEIUKATHOM CBETY 3ByKa AHE
I'maToBuh.

Jasuw ce y newemy, a ne mosceur 0a ooonuiu...b

@deHOMEH IayKoBE MpEeXe, HeroBa OM3apHOCT M 3a30pHOCT, alld M ,Jela U CBUJIEHKacTa”
TekcTypa,’ Hajipe je pacMHAPa0 KOMIO3UTOPKY, T€ jé HABEO Ha PA3MUIIL/BAILE O YCTIOCTABIbAHY
CBOJEBPCHOI' 3BYKOBHOI/3By4YHOI MaHiaHa. [lopen MHoOrux cneuu(uyHOCTH, 3aHUMJBUBO j€
uctahv Ha KOjU HAYMH je CBET OBUX OCCKHMUMEHmaKa M CEH30PHO OOJIMKOBAaH: HOXKHIIE TayKOBa
(BUX 0ocaMm) IpeKpUBeHe Ccy 00/JbUIIaMa, OJJHOCHO JJIaunliamMa Koje Jeyjy Kao TaKTHIIHU OpraHu
— yIpaBo MPEeKo BUX Moryhe je mpuMame XeMHjCKIX JIPaKu U PETUCTPOBAE BUOpaIlija Ba3Iyxa;
Takohe, MayKoBH MMajy W JUpHoMop(dHE opraHe 3a KOje Ce MPEeTIOCTaBjha Jia Takohe mMmajy
dynkiujy oprana uyna ciayxa.'® J{akne, nako Hemajy yIuW, Tj. opraHe uyla cilyXa, HayKOBH
Ipeno3Hajy 3ByuHe ceHsauuje,'! ma je uaeja KOMIo3sHTOpKe 1a NPOJApE y Taj HeuyjaH, aau He Y
TMOTIYHOCTH 3a 3BYK H30II0BaH CBET, HAPOYNTO MHCHMpaTuBHA.'? Mmak, oHO WITO y BE3H ca
[IayKOBHMa IIpe CBera MHTpUrupa (1 'y OBOM ciiyuajy, nokpehe Ha cTBapame U pa3MHILIbabE) jecTe
YMELEHNIA 2 MOjeMHE BPCTe UMajy OpraHe (LIECT IIe3/1a) 3a HCnpeaame Huth. > O HUTH, Kao
IITO je TI03HATO, HACTaje MyNTH(YHKIMOHAIHA €IACTHYHA MpeXa KOja MOKe UMATH Pa3IHuuTe
o0JIMKe 1 yIiore, a HajBaKHH]a j& OHA KO0ja j& YMHH IPEJaTOPCKUM MEXaHI3MOM 3a XBaTarhe IUICHA.
YHpKOC YMIEHUIM J1a je HBUXOBAa MpeXa CaBpIICH CHUCTEM 3a IMPEKUBJhABamkme, OHA je YBEK

8 Ana I'matosuh. Paszzosop (15. mapt 2021. rogune).

® Pazeosop (15. mapt 2021. ronune). BriakHa naykoBe Mpesxe ce MHade CBPCTaBajy Y ,,0MOMatepHjal U3y3eTHHX
MeXaHWYKHX CBOjCTaBa KOja ce OCTBapyjy KOMOMHAIM]joM 4YBpcTOhie, )UIaBOCTH, CHare U enactuuHocTu...”. IIpema:
Ceernana B. [Imutposuh, ,,HoBU HaHOCTPYKTYpHHU KOMIIO3UTHH MaTepHjaii Ha 6a3u mayKoBe Mpexe: 100ujame,
CTPYKTYpHa, MOP(]OJIOIIKa, TyMUHECIICHTHA X MarHeTHA CBOjCTBA MaTepHjaia”, TOKTOPCKa AUCEPTAIlHja, PYKOITUC,
VYuusepsuter y Humry, [Tpupogro-maremarnaku daxynrert, 2019, 6.
https://www.pmf.ni.ac.rs/download/doktorati/dokumenta/disertacije/2019/Dis_UNI_Svetlana V_Dmitrovic_2019.p
df (mpuctyrbeno 19. aBycra 2021. roauue).

10 Brigita Petrov, Osnovi zoologije, skripta, 2012, 25,
https://biolozi.bio.bg.ac.rs/files/biblioteka/lgodina/skripte/zoologija_beskicmenjaka/Skripta.pdf (npucrmysbeno 19.
asrycra 2021. roguse).

! Hopuja uctpaxkuparma Cy nokasana Jia ojeJJMHe BPCTE NayKOBa Pearyjy Ha 3ByKOBE, Tj. 3ByUHe Tajace ojpehenux,
HIDKHUX (DpEKBEHIN]a, a He camo Ha BubOparmje. https://www.sciencemag.org/news/2016/10/video-even-without-ears-
jumping-spiders-can-hear-you (npucriysseno 19. asrycra 2021. roaune). Takohe, GHOAKyCTHYKa HCIHTHBAbA
yKa3yjy 4 Ha TO Ja ,,CBaK{ )XMBH OPTaHMN3aM MPOM3BOIN aKyTCTHYKU OTHUCAK’, TTa YaK M OHAj] MUKPOCKOIICKH, TOITyT
Bupyca. Bunu Bumre: Bernie Krause, Wild Soundscapes: Discovering the Voice of the Natural World, New Haven/
London, Yale University Press, 2016, 54.

12 Ca npyre crpane, BehnHa naykoBa MMa ocaM ouMjy (Ma/Ja X HEKH yOIILITE HU HEMA]y), YIIPKOC KOjUMa UMajy cJ1ab
Bux . Rudy Jacqué, Ansie Dippenaar-Schoeman, Spider Families of the World, Tervuren, The Royal Museum for
Central Africa, 2006, 14.

13 Hutu cy 3anpaBo mpotenH koju ce yuspuihiyje y KOHTAaTKTy ca Ba3JIyXOM, a MOTY OWTH Tambe, Je0Jbe, CyBe WiH
nermsuBe. Marjan Komnenov, ,,Taksonomija i zoogeografija paukova (Arachnida, Araneae) Republike Makedonije”,
doktorska disertacija, rukopis, Univerzitet u Novom Sadu, PMF, Departman za biologiju i ekologiju, 17.
https://nardus.mpn.gov.rs/bitstream/id/37495/Disertacija.pdf (mpuctmysseno 19. arycra 2021. roaune).
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Jlexosuh, b.: Ilocmxymanu npeobpasicaj' y/na mpedxcu...

W3JI0KEHA PU3HMKY O] YHHIITaBama, a MOpPE] CaMHX IayKoBa, HajBehy OMacHOCT 3a MpEKy
npeacTaBibajy Jbymu. 4 Mlako To ayTopka eKCILTHIITHO He HaBOJH, 03BYKOBIbEHE Mpeke OHCMO,
CTOTa, MOTJIH JIa HITYUTAMO M M3 BU3YPE MIOCTAHTPOIIOEHTPUYHUX Pa3MHUIILIbAHA O CBETY Y YHjeM
(oKycy BHIIE HHje CAaMO YOBEK, OJTHOCHO O CBETY Y KOjeM JbyIU Pa3BHjajy U ©UMajy CBECT Ja )KUBOT
,LJIeIHIMO Ca MHOIITBEHHM JApyruMa, oBae u cana”.'® Ca apyre crpame, caBpeMeHM 4HOBeK Ce,
yIpaBo HEJJOBOJFHO YCMEPEH Ha TOPEHABEICHY YNILEHHILY, U CaM HaJla3u y Mpedtcu KOja OTIOMHUELE
Y TPUTHUCKA', 2 YMHH Ce JIa j& MPOHATIAKEHE 'U3J1a3a’ JeTHO O] KPYIUjaTHUX MMUTamkha JaHAITHHIIC.
Hako je jorr yBek TEIIKO HACIYTUTH KO je yxBaheH y Mpexy Kojy rpaau AHa ['waroBuh, Apaxnun
cau TPEACTaBJba YNPaBO W MECTO 33 Pa3MUILJbAkhE KAaKO O 3BYKY 1O CeOM, TaKO U O 3BYKY
MOCTaBJBEHOM Yy Ouocdepy, Tj. 0 omHocy u3Mely 3Byka, mpupoje, >KHBOTHEA U YOBEKa Yy
MOCTXYMaHOM J100Y.

BojaxspuB 'yran' y cepy 30oimoruje (CBeCHa HeIOCTaTKa KOMITETEHITH]a), HAIIPaBHiIa caM
HE Kako OuMx o0jacHWIIa KOMITO3UTOPKHHY, A M COICTBEHY (acCUMHUPAHOCT MAyKOBHMa H
BUXOBUM CcrHocoOHocTMMa, Beh kako OMX yKazana W Ha TOTEHIMjadl 33 YMETHHUYKY
npobOJIeMaTu3alujy U TPAHCIIO3UIN]y IbUXOBUX OCOOCHOCTH y MOJbY 3BYyKa, unMe hy ce 6aBuTH y
HactaBky. [Ipe Tora, ykazahy Ha apyre, BAHMy3W4Ke 'HUTH' KOje 3By4Ye Y Mpedicu aena Apaxuun
CaH ¥V K0je y 3ajeJTHUYKO] HHTEPAKIIH]H 0OJIMKY]y OBO JIEJO.

Neka odsad, za kaznu, vecno visis i vecno tkas i neka tako bude i sa tvojim potomstvom?®

Hasus nena, ogHOCHO pedepupame Ha MUT M MUTOJIOIIKY JIMYHOCT ApaxHe, y CIpe3H je U ca
€THMOJIOTHjOM PEUH ,,TayK Ha IpYKOM je3uKy. Hanme, oBaj mojam nmotude o peuu ,,apaxse’ (Tp.
dpdyvn)” Kkoja o3HAauaBa mayka WM IayKoOBY MPEXY, a OIaBJ€ je M3BEIEH M HA3HB TpyTie
MAayKOJMKUX XUBOTHHbA, Tj. Tpyle 3rjaBKapa K0jo] MAyKOBM M NIpUIanajy (mopen perumo
IIKOpIHja, Kpresba U Tpuma) — apaxuude.® TlomenyTa crmocoGHOCT onpeheHux maykosa na
UCTpeaajy Mpexy A00uiIa je MUTOJIOIIKY TPaHCIIO3UIM]y U TpaHCPOPMaLU]y, a CTApOTPUKA MUT
o Apaxnu,'® gyBenoj Tkasbu usysetHor ymeha koja je ,,Tkana TKaHMHE TIPO3pauHe Kao Ba3ayX Ol

HUTH Haouk Ha obOmake”,?® Takohe je jemam on pedepeHTHHX Mojena HHCIHpAIHje

14 Kpo3 ucTopHjy je mo3HaTo Ja Cy HUTH KOj€ IIPOM3BOAH HayK JbYAU yHOTpeO/baBali y pasiIMuuTe CBpXE. Pemumo,

jour cy crapu PumipaHu may4rHy KOPHCTWIIH y MIPOIIECY 3arleJbuBamka paHa, 0K Cy HapoIu MomyT AGOpUIIMHA HUTH

KOPHCTHIJIH 32 Neliaibe U HabaBKy xpaHe. Ca HAPETKOM TEXHOJIOTHjE ¥ HHIYCTPH]je, BIAKHA TAyKOBE MPEKE KOPHUCTE

ce M Kao MOJIeN 3a MPOM3BOIY HOBHX MaTepujana. [Ipema: Christina Allmeling, Christine Radtke, and Peter M. Vogt,

“Technical and Biomedical Uses of Nature’s Strongest Fiber: Spider Silk”, y: Wolfgang Nentwig (ed.), Spider

Ecophysiology, Heidelberg, Springer, 475.

15 Rozi Brajdoti, Posthumano, Beograd, Fakultet za medije i komunikacije, Univerzitet Singidunum, 2016, 229.

16 Mit o Arahne, prema Ovidijevim Metamorfozama. Nikolaj A. Kun, Legende i mitovi Stare Grcke, Beograd, Admiral

Books, 2011, 33.

17 Robert Steven, Paul Beekes, Lucien van Beek, Etymological Dictionary of Greek, vol. 1, Leiden/Boston, Brill, 2010,

123.

18 Apaxno(o6uja je cTpax oj naykosa.

1 Mur na koju ce ayTopka nosusa npejctabibeH je y lllectom nesamy Osummjesux Memamopgosa.

2 Nikolaj A. Kun, op. cit., 33. OBaj MuT yTHIIA0 je M Ha cTBapaJadukKe UIEje APyrux ymeTHuka. Hekn o mpumepa cy

ciuke JIujera Benackesa (Diego Velasquez) u ITutepa IToma Py6enca (Peter Paul Rubens), win necma Apaxne

Bunujama Emnicona (William Empson). Tlecma 3a gery The Spider and the Fly Mepu Xosut (Mary Howitt) jour jexan
5
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KommosuTopke.? Muronomku Hapatus je cieaehn: Apaxne, yBepeHa y COICTBEHY HaaMoh Kao
TKaJbe, M3a3UBa U caMy OOTHIbY ATEHy Ha TaKMUUeme y TKamby.?? Mako he mokasatu ja je meH
paz ,,BpXyHall CaBpIICHCTBA”, KOjH ,,IT0 JICIOTH HUje M30CTajao m3a ATEHHUHOT”, 300T MpuKa3a
6oroma ca akIleHTOM Ha HUXOBE cabocTu U Hezena,® Apaxue n061ja kasny. boruma Atena he
YHUIITUTH HBEH paJl, a Hecpehna Apaxue he ce obecutu. Melhytum, ycnenuhe nomunoBame (Wiu
OCBeTa W Jpyrd BUJ ycyna): ATeHa he joj CKHHYTH oMYy ca BpaTa, alnu he je WIaK OCTaBHTHU Ja
BEYHO BHCH M BEYHO TKa, Tako jJa Bumie Hehe mohm ma joj ce cympoTcTaBu: ,,ATeHa MOMpCKa
ApaxHy COKOM 4YapoOHE TpaBe W EKEHO TENI0 Ce OJIMax CKYIH, I'yCTa Koca joj omaje C IiaBe U
JieBojKa ce MpeTBopHu y mayka”.?* Apaxse je, makie, W3rybuna JbyACKH IHK, Te JI0KHMBENA CBO]
¢bu3nvKy mpeodpakaj y IuJby MOpaIHOT IpeoOpakaja, a HEeHO (HEIOJIMYHO) TMOHAIIAke KOje
OJICTyIIa OJ1 HOPMH M KOj€ JIOBOJM J0 'pazuoBedea’ mocraje metadopa, cuMO0I1, MoyKa, aiad
mapajurMa M MoJeNl 3a HOBe oOimke Haparuje (0amr Kao M caM MHT yTEMEJ/beH Ha HIC)H
TpancopMaIuje, BapUjallMje WIM AaKTyelIu3allljeé yCTa/beHOT, AapXETUIICKOT HapaTupa).?
Hacnpam kon1enra crBapamba eX nihilo, croju, gakie, 1 MoTuB mpeobOpaxaja u TpaHchopMHCarba
nocrojeher. Baxno je pehu ma npeoOpakaj y 0BOM cllydajy HE MOJpa3yMeBa caMo CyOBEp3Hjy
PUMapHOT MoJieNa, Beh U yCIocTaBibamke CIMYHOCTH n3Mel)y IpBOOUTHOT 00pasiia u pe3ysirara
Metamopdo3e, Te He 03HaYaBa TOTaIHMU TIpekus, Beh u KoHTHHYHTeT.?® YIpaBo ce Ha 0BOM MecTy
rpajic HOBE Be3€, a KOHTUHYUTET C€ y ayTOPKUHOM KPEaTHBHOM 'MCIPEAay 3HAYCHCKUX HUTH'
JlaJbe yCIIOCTaBJba: MPUPOAHHA (PEHOMEH M MUT caja Mo0ujajy U JIMTepapHy HaArpalmby Yy BUIY
HOBOI' HapaTHBa O CBaKOJMKOM IpeoO0pakajy KOju IOHOBO HABOJM HA Pa3MHILBAKE O
MIPCUCIIUTHBAKY AaHTPOIIOICHTPUYHUX OKBUPA.

Da li je on Zivotinja, kada muzika tako deluje na njega?*’
Tamo rze ce MuT 3aBpuno, kako AHa ['atoBuh objamnimasa, mounme NpunoseTka ,,l Ipeobpaxaj”

(Die Verwandlung, 1915) ®panna Kadke (Franz Kafka) o tproBaukom mytauky I'peropy Camcu
KOjH ce JeJHOT jyTpa ,,prenuo iz nemirnih snova” kao orpomta 0y0a, a ,,njegove mnoge nozice,

je oI mpuMepa KOjH je ayTopKa Takol)e KOPUCTHIIA Ka0 CErMEHT eJICKTPOHCKOT MapTa, 1a OM ra motom, 360r camor
pe3yJsiTara ¥ HAaMBHOT MPU3BYKa, YKiIoHWia. Pazeosop (15. mapt 2021. roauwue).

2 Mopen muta, Ana I'maToBuh 6una je mopcraknyTa u TekcroM “Tracing Arachne’s Web: Mythic Methods and
Femin(ine)ist Fictions” aytopke Kpucturn Mejmun Baym6Gepr (Kristin M. Mapel Bloomberg), o6jasmennm y
HCTOMMEHO] Kibu3M y u3aamy University Press of Florida, 2001, 1-15. V3 o, uncmupucao jy je u texct: “Weaving
and Writing: Censorship in Arachne”, https://web.colby.edu/ovid-censorship/censorship-in-ovids-myths/weaving-
and-writing-censorship-in-arachne/ (mpuctyruseno 20. aBrycra 2021. roause).

22 Kon OBuuja, ped je 0 MUHEpPBH.

2 Vneuarssus npumep je 3escosa (Jymureposa) ormuna Espone u Iposepmuue. Ilpema: “Weaving and Writing:
Censorship in Arachne”.

2 |bid., 34.

% Bunu sume: Laurence Coupe, Myth, London/New York: Routledge, 2009. Vrop. u: Claude Lévi-Strauss, Myth and
Meaning, London/New York: Routledge, 2005, 17.

2 Oy unejy je uznoxkuna kmwmwkepauna Onra Tokapayk (Olga Tokarczuk), ynpaso nosusajyhiu ce na OBunujese
Memapmopgose. Olga Tokaréuk, ,,Transfugijum”, Bizarne price, prevela Milica Marki¢, Beograd, Sluzbeni glasnik,
2020, 92.

27 Franc, Kafka, Preobrazaj, preveo Branimir Zivojinovié¢, Beograd, Narodna knjiga, 1978, 69.



Jlexosuh, b.: Ilocmxymanu npeobpasicaj' y/na mpedxcu...

jadno tanusne u poredenju sa ostalim telom, bespomoéno su mu treperile pred o¢ima”.?® Oy
TeJIeCHY OJUTHKY, K0jy KadkuH jyHak nemm ca nmaykoM (Mako OH MOCTaje MHCEKT, IITO MayK Huje),
KOMIIO3UTOPKA carjie/iaBa Kao MOJIeN 3a YCIIOCTaBJbamke 3ByuHe MeTadope, 1a y Be3u ca TUM Oupa,
3ajeqHo ca nujaHucTkumboM Haramowm Ilenesuh, oxpehene cermente KadukuHor tekcra kao
3BYYHO-HApaTUBHU cJi0] jeia. Ped je o cinenehuM cermMeHTrMa (KOjU MOTY Ja THOCITYXe Kao
'TPaHUYHUIIK' TIpeMa KojuMa OMCMO MOTJIH J]a UMEHY]eMO TPOJCITHH O0JIMK KOMITO3HIIH]E):

»Da se podigne, bile su mu potrebne ruke i Sake; medutim, on je mesto toga imao mnogo
nozica”;?®

,,Sad kada je trebalo priéi jelu Gregorove nozice zaigrase”;>°

,,Ubrzo je otkrio da viSe uopste ne moze da se mice. Nije se tome ¢udio; pre se moglo re¢i da mu

se ¢inilo neprirodno §to se dotle zaista mogao kretati pomo¢u ovih tankih nozica.”!

OBaj n300p pedeHHIIa BOHCH je pa3MHILJBAKEM O 3BYKY, 3BYYHO] PENPE3CHTANM]H U MY3HUKO]
KOHTEKCTyallu3aju oJabpaHor TeKcTa, 00jeJMmEHOr OW3apHHM MOTHMBOM HOXHIA (KOje, y
cabmacnom Kadkunom Buhewy, Ipumaiajy HHCEKTY YHjU UISHTHTET U CBECT OJrOBapajy YOBEKY,

JI0 Te Mepe J1a OH YaK M pearyje Ha 3BYK/My3HuKy).>?

MelyTuM, ceneKToBaH TEKCT Aajbe CBAKAKO
HAHOBO IMOKpehe Teme Koje Cy M3a 'MOBpIIMHE' 3BYyKa, a KOje c€ HaJoBe3yjy Ha HPETXOJHO
o0jammeHe 'HUTH' KpeaTUBHO-NOETUYKOr HagaxHyha. Mmajyhu y Buay HaBeneHE CErMeHTe
KagxuHor TekcTa, any 1 3Ha4YeHCKE CII0jeBe MPUIIOBETKE Y IIEIHHH, ayTOPKUH U300p OBE IpHye
je Beoma momwuibar, Oyayhu na Kadgkuna mapanuja 3aucta Moxe 1a Oyze carjieJjaHa U3 acleKkTa
aKTyelIHM3alrje apxXeTHIICKUX uaeja (MHT), T€ BbUXOBOT MOJIEPHUCTHYKOT/CaBPEMEHOT YHTama. Y
OBOM KOHTEKCTY, Oe(pe)mepumopujanuzayuja xoja je 3anecuna Apaxne,> sanecuhe n Kadxusor
jyHaKa a Ha TeMeJby MOJEPHHCTHYKE 3allMTAHOCTH HAJ CTAaTyCcOM W YJIOrOM 4YOBEKa Yy
CBETY/IpylITBY. 3a0pUMHYTOCT 3a UYOBEKOBO CTalk€ Y aKTYelIHOM TPEHYTKY, KOJy IpaTu
cMMOONUYHA pUYa O TIPeTBApamy y He-JbyACKo, > yIIpaBo y KOMIO3MIHjU Apaxuun can 1o6uja
HOBHM BHJ 'pa3periena’; ,,Hajropa crBap y ToMe IITO CMO IPETBOPEHHU Y HEKY BPCTY OECKUUMEHaKa
(apaxHuza, MHCEKTa, Oy0Oe) je u3riena To mro ce cehamo ga cMO HeKkaaa OWIIM JbYAH U IITO CMO

28 Franc, Kafka, op. cit., 7.

2 |bid., 11. Aua I'mwaroBuh u Hatama IleHesuh kopucTe COICTBEHH, HEIITO APYradyuju IpeBo: ,.buie cy my
NOTpeOHE PyKe Ja ce Ha BHX OCJIOHH, & UIMAOo je caMO MHOIITBO HOXXHIA”. MI3BOp: Ipemucka ca ayTOPKOM.

%0 Ibid., 36. IIpeBox koju je xopuuiheH y xomnosunuju: ,,Hoxuie cy My Tperepuie 0K je U0 IpemMa XpaHu”.
H3Bop: npenucka ca KOMIO3UTOPKOM.

31 Ibid., 78. TIpeBon koju je kopuinheH y KOMIO3HIMjH: ,,6p30 je CXBATHO J1a ce YOIIllle He Moxe Tomepaty. Huje ra
TO 4ynuiio, OMJIO My je 4YyAHHUje M HEOOWYHHje IUTO Ce TUM TaHKUM HOXHIIaMa HKaJa Morao Kperaru” (U3BOD:
MPENKCKa ca KOMIIO3UTOPKOM).

32 Y13 Predgovora umju je ayrop Panko Cnanojesuh. V: Franc Kafka, Preobrazaj. Osuda. Pismo ocu, prevod Zlatko
Gorjan i Zlatko Mateti¢, Sarajevo, Svjetlost, 1992, 12.

3 Osne pedepupam na Jlenesa u Tatapuja (Gilles Deleuze, Félix Guattari) koju y Kapxunom [Ipeobpadicajy
MOCTajarbe KUBOTHHOM TyMade Kao MpuMep JieTepuTtopujanusanyje yoseka. XK [enes u @enuxe [atapu, Kagxka,
Cpemcku Kapnosuu/Hosu Caz, M3naBuka kmmkapuuna 3opaHa Crojanosuha, 1998, 25, 44, 63. Hajuupe pedeHo,
JIETepUTOpH]jaIU3alija oJpa3yMeBa KpeTame Koje Mpoy3poKyje IpoMeHy, ociaobalame o/l pUKCHpaHUX OHOCA, TE
n3jIaramke HOBMM BHJOBUMa opranuzanyje. Bunu: Jenena M. CrenaHos, ,,Jlene3oB u ['atapujeB KoHIeNT pu3oMa Kpo3
ApXUTEKTYPY, YMETHOCT U nu3ajH”’, Kyamypa, 6p. 150/2016, 303-318, https://scindeks-clanci.ceon.rs/data/pdf/0023-
5164/2016/0023-51641650303S.pdf (nmpucryrsseno 5. cenremoOpa 2021. roaune).

34 Xun Jlenes u ®enuxc Tarapu, op. cit., 13.
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caMo JIOHeKJIe CBECHH aa To Bumie HucMo.” Jlok xox Kadke mpeobpakaj 4oBeKa y KHBOTHIbY
MOJKe J1a TIpe/IcTaBjba M31a3 u ,IuHHjy 6excTBa”,*® oBa ayTopkuHa ayTopeneKCHBHA KPHTHKA,
HOCTAJIMYHOT MIPU3BYKA, YKa3yje Ha JApyrauuju, MEeCUMHCTUYAH UCXOI: ,,Kako Opoj HUTH pacre,
pacTe u Helmaroja, oK Mpexa He MoJHe a ce 06aBMja U TYIIH, Kao y kommapy.”3’ Baut kao mro
HAc caH caMm Mo ce0M OCTaBJba y JWUJIEMH jep je Ha TPaHUIM PEATHOCTH, Y Heckiaxy u3mehy
OHOCTpPAHOT U OBOCTpaHOr,*® Tako Hac U Apaxuu cax HABOIM Ja CE 3aIUTaMO KO ce Hala3u Ha
pyOy omacHoctu, Kora he mayyMHa HaMaMHTH, KO je TpEKopadyno (MOpalHE) TpaHHUIEe
IIPeoOpasMBIIN ce y 'GeCKHUMEehaKa' > H3riiea 1a je To YoBek? My3HUKO OBE3NBAE CBUX OBUX
HUTH cBakako he moHeTn Moryhe oJroBope, ajiu ¥ MOKPEHYTH HOBa MuTama. Ho, pe Tora, BaxkHO
j€ HaIIOMEHYTH jOIII jeJlaH U3BOP KOMITO3UTOPKHHE HHCITHPAIIH]E.

Peu je o cermenty Tekcra ,,3a10BOJbCTBO Y Tekcty” Pomana bapra (Roland Barthes).
OnnoMak Koju clleid, 3a TPEHYTaK Hac HaHOBO Bpaha Ha modveTak: O MAayKOBE MpEeXe Koja
MeTa(OpPUUIKUM JI€jCTBOM JOHOCH 'KJbYY' 3a CTBapame, YNTAkhE M Pa3yMEeBambe TEKCTa/My3UYKOT
TEeKCTa Kao Mpoleca KOjH WITaK JOBOAM JO ociiobahama (oHOra KO MUINE, YUTa, KOMIIOHY]E,

CiTymia):

Tekct 3Haun Tkarve; anu, TOK CMO 10Ca]] OBO TKaHkE YBEK Y3UMAITH 32 HEKH TPOU3BOJI, TOTOB
BEO, W32 KOjer ce ApP>KH BUILE WM Mame CKPUBEH cMHcao (HCTHHA), cala y OBOM TKamby
HarjanraBaMo reHepaTHBHY HIEjy Jia Ce TeKCT CaurmbaBa, n3palyje HepeCTaHHM IJICTCHEM;
U3ry0JbEH Y TOM TKamby — TOj TEKCTYpH — cyOjeKT ce ocnobaha y ieMy momyT nayka Koju ce
M caM pacTBapa y TIpaIuTe/bCKOM H3JIy4HBamy CBOjeé MpXKHIe. AKO OHCMO BOJCIH
HEOJIOTH3ME, MOTJIH OMCMO TEOpHjy TeKcTa aa aeuHUIeMo Kao xugonoaujy (hyphos, to je
TKambe U IayKoBa Mpexa).*

Kao mro cam Hamomenyna u oOpasnoxuia, AHa ['iaroBuh He 6Mpa BaHMy3MUKa YHOPHILTA 32
pasMHILbakbe HaCyMHUYHO, Beh BpJI0O NMPOMHUIJBEHO W BEUITO, MpoHanazehu 3a cBe Mojene
3ajeJHUYKy HUT/HUTU. Ha Taj HauMH, oHa wu3rpaljyje HOCTOjaH TMOETHYKM OKBHUp, Koju he
KOMIUIETaH OOJMK JTOOMTH y 3BYKOBHO]j/3ByuHO] peanuzauuju. Maxo namsrinen Kadxun Tekcrt
3ay3uMa XereMOHY TO3WIHWjy, Oyayhn na ce OH KOPHCTH M Kao 3BYKOBHH W JIpaMaTypIIK{

$TIpema:https://www.anagnjatovic.com/arachnes-dream.html?fbclid=IwWARIUHvZQle_15njoOZCXN9-
HAPmMOEbDxqrAdMZUwyiYqO2R-qG8Itw52_3M (npuctyrubeno 26. asrycra 2021. roaune).

36 Yun Jlenes u ®enuxc Tarapu, op. cit., 65.

37 Mpema: https://www.anagnjatovic.com/arachnes-dream.html?fbclid=IwARIUHvZQle_15njoOZCXN9-
HdPmMOEbDxqrAdMZUwyiYgO2R-qG8Itw52_3M (mpuctyrubeno 26. aprycra 2021. romume).

38 Ha oBo pasmunbame HojcTakia Me je kpaTka bopxecosa (Jorge Luis Borges) npuua ,,Dreamtigers”, y kojoj mucair
OIUCYje COICTBEHY CTPAcT 3a TUrPOBMMa, MaHH(ECTOBaHY y HEroBHMM cHOBMMA. HauMe, OH cama THIpOBe, allu
HHUKaJa OHAaKBe 3a KOjUMa je 3aucTa >kKyJeo. CHOBM HWIIaK HHUCY MECTO HeorpaHudeHe Mohu, MecTo Ioce3ama
caBpIICHCTBa, Beli, HAPOTHB, Mpeneo HeMolin, Morio Ou ce 3ak/byuuTd u3 bopxecose mpuue. Horhe Luis Borhes,
Kratke price, prevela Krinka Vidakovi¢ Petrov, Beograd, Izdavacka radna organizacija, 1979, 105.

39 OBj1e TepMUH HABOIMM Ca MOJTYHOBAIHUIIMMA jEP T3 KOPUCTHM U y (JUI'ypPATHBHOM 3HAYEHY Kao M0jaM KOjU Ce
OJIHOCH Ha MOJBOJJBUBE JbY/IE, IONTPOHE, Jby /e Oe3 kapakTepa (npema: Peunuk cpnckoe jesuxa, Hou Can, Matuia
cpricka, 2007, 79).

40 Ponan Bapr, ,,3a0B0JBCTBO y TEKCTY, 3a0060.6Cmeo y mexcmy, uemy npemxooe Bapujayuje o nucmy, npeseo
JoBuia Ahmn, beorpan, Ciyx6enn rinacuuk, 2010, 142,



https://www.anagnjatovic.com/arachnes-dream.html?fbclid=IwAR1UHvZQIe_l5njoOZCXN9-HdPm0EbDxqrAdMZUwyiYqO2R-qG8ltw52_3M
https://www.anagnjatovic.com/arachnes-dream.html?fbclid=IwAR1UHvZQIe_l5njoOZCXN9-HdPm0EbDxqrAdMZUwyiYqO2R-qG8ltw52_3M
https://www.anagnjatovic.com/arachnes-dream.html?fbclid=IwAR1UHvZQIe_l5njoOZCXN9-HdPm0EbDxqrAdMZUwyiYqO2R-qG8ltw52_3M
https://www.anagnjatovic.com/arachnes-dream.html?fbclid=IwAR1UHvZQIe_l5njoOZCXN9-HdPm0EbDxqrAdMZUwyiYqO2R-qG8ltw52_3M

Jlexosuh, b.: Ilocmxymanu npeobpasicaj' y/na mpedxcu...

MaTepHjall, CBH €JIEMEHTH, OHHM KOjU Cy NMPUBHUIHO 'M3a' 3BYKa U CaM 3BYK, IMajy 3HA4YajHy YyJIOTY
U JIeNY]y Y HETIOOUTHOM CaJIejCTBY.

Kenena cam oa enekmpouHckum 36YKOM NOCHYNHO UCNIEmeM NAayKogy Mpedcy Koja je

HedJCHAa U ceujlieHnKkacma, ucmoepemerHo nomaijlo HenpujamHa.“

Beh cam Harnacuma fa ce modeTHa Tauka ca Koje c€ KOMIO3UTOpPKa OTUCHYJIA Y pealn3alujy aena
OJTHOCHJIa HAa Kpeupame M 3BYYHO MaTepHjalIn30Babe NayKOBE MpEKe Kao MOJeNa, OJHOCHO Ha
Jo4apaBame edekata OBOI IPUPOAHOT (eHOMEeHa 3BYKOM. Bu3ypa M3 Koje OHa aKyCTHYKH
KOHKpeTH3yje oBaj (EHOMEH HHje ca JUCTaHIle, 3BaHa, Beh ympaBo cynportHo: AHy ['maToBuh
3aHMMa KaKo Mpeska 3BYuM U3HYTpa, ,,d3 MepCIeKTHBE HeKora Ko je yxsahen y mpesxy”,*? Hekora
KO TPYEBHUTO IMOKYyIIaBa Ja ce m30aBu M mpexuBH. llpex ciymaonnma ce, gakie, oJBHja YUH
HacTajama W MOCTajamba Mpedice; Mpedica 3By4d TIpe]l Hama, OHa Jelyje, '00aBuja’ HUTHMa Koje
,,TUX0, BUCOKO U JTyro BUOpHpajy”, HaBojehu Hac 1a ce 3aMUCIMMO HaJl CHMOOJIMKOM ay TOPKUHUX
pedn M 3BYKOBHHX pemrema.** Mako je Mpesxa M ,,yIIODHO, BEYHO TKAaHme Hedyera (BUHOT,
KOMILIEKCHOT ald TIPeBMIJBMBOr (M MPEABUIIBUBO MPEIaTOpCKor)”** HajucTakHyTHju MOTHB
KOjU KOMITIO3UTOpKa oOpal)yje, oHa n3/iBaja jou ABa €IeMEHTa Kao MOJ]jeIHAKO 3HAYajHA: ,,HOKHUIIE
(ynoBu, mpou3Bohauu Maaux 3ByKOBa) Koje Oexe, allu U HOKUIIE Koje CiIyliajy’”’; ,,Budpanuja koja
ce MOCTEINEHO IUPU U IPEHOCH MPEXKOM, IIOCTENEeHO I'yTajyhu cBe ocTale 3ByKOBE, 3aTO IITO j€
CBaKHM JIPYTH 3BYK XpaHu u yBehasa.”*®

WNmajyhu oBO y BHIy, MOXXEMO OApPEAWTH TPU JHHHjE KOj€ y CHMYJITAaHOM KpeTamy
dbopmupajy myTamy paszBoja aena. Hajmpe, mpBy YMHH €IEKTPOHCKH MAapT, a HEIOKYITHO TPajame
KOMITO3MIIMje, MCTOBETHO je Tpajamy eyekTpoHcke neonuie (cca 10 muuyra). EnextpoHckn
CErMEHT, KOjH je NeTUMUYHO YHaIlpe] CHUMJbEH (2 KOMIIO3UTOpKA Ta je Mpe3eHTOBaIa YKHUBO),
YHMHHU, JaKie, 3ByYHY KOHCTAHTY, Ha KOjy ce 'nene' ApyTrH elIeMeHTH, Te Ha Ta] HAYMH CUMOOoIn3yje
1 3aCTyIa MpeXy M OHO IITO ce y Boj Aoraha. YjeaHo, mejn o7IoMak, Kao €J10j KOjU je y 'TeMesby'
7iena, yrnedaT/bMBOM 3BYYHOM HapallljoM IpeodaBa JpaMaTyprujy Ieie KOMIIO3UIje, pemMa
peunma ayTopke.*® OBo BuGpupajyhe enekTpoHCKO TIIETHBO' PealTu30BaHO je MpeMa KOHTPACTHOM
MPUHLIMILY: C JeIHE CTpaHe, 3aCTYIJbEH j€ MaTepHujall yTeMeJbeH Ha Ayro3ByuehuM anukBOTHMa
(oOnMMKOBAaHUM PA3TMUYUTUM ePEKTUMA) KOjU Ce MPE3CHTYjy Y KOHTHHYUTETY, & OYUIJICHO ca
HaMepOoM JIa C€ YCIOCTaBU aHAJIOTHja ca HUTUMA y MPEXH. AyTOpKa OBaj MOCTYIMAaK O0jalImaBa
cienehum peunma: ,,IlaykoBa Mpeska Mmounme J1a ce rpau OJ1 jeTHOT TOHA U BEeTOBOT ATMKBOTHOT
caJip’kaja, 1a OM ce y CBaKOM HOBOM MHUHYTY jaBJbao cienehu, HUXKU, TOH XpOMAaTCKe JIECTBHIIE U
HEroB alMKBOTHM caipxkaj HacnojaBao Ha Beh moctojehe 3Bykose.”’ Ha oBaj HauwmH,

1 TIpema: https://www.anagnjatovic.com/arachnes-dream.html?fbclid=IwARIUHvZQle_I5njoOZCXN9-
HAPmMOEbDxqrAdMZUwyiYgO2R-qG8Itw52_3M (mpuctyrubeno 26. aprycra 2021. rogune).

2 Y13 npenucke ca KOMIIO3UTOPKOM.

3 1bid.

4 Ama 'marosuh, Komenmap oena 1, pyxonuc.

5 1bid.

46 |bid.

47 1bid.



https://www.anagnjatovic.com/arachnes-dream.html?fbclid=IwAR1UHvZQIe_l5njoOZCXN9-HdPm0EbDxqrAdMZUwyiYqO2R-qG8ltw52_3M
https://www.anagnjatovic.com/arachnes-dream.html?fbclid=IwAR1UHvZQIe_l5njoOZCXN9-HdPm0EbDxqrAdMZUwyiYqO2R-qG8ltw52_3M

Hosu 3syx 58, 11/12021.

KOMOMHAaIMjaMa aJlMKBOTA Yy JIaraHOM U ’CUCTEMAaTU4YHOM HM3Y, OJl BUCOKHMX (PpeKBEHIMja KOje
IIOIYT HMIKpUIIakha U3a31Bajy TOTOBO HEMpHjaTaH eekar npu ciayliamy, 10 OHUX HUCKUX KOje Hac
BOJe y 'MyOMHY', y3 NOCTENEHO MHTEH3MBHUpAaHkE U OlNaJame AMHAMHUYKE TEH3HUje, ayTopKa je
M3rpajniia TajHOBUTY, A CKOPO M cabmacHy arMochepy.*®

Ha oBe 'HuTH' caunmbeHe 01 qyro3Bydehnx eeKTPOHCKHX 3BYKOBa 'Nere' ce, ¢ jeIHe CTpaHe,
'MHKpO', Y opel)eHMM MOMEHTMMa PENEeTUTUBHU 3BYYHU CUTHAIM, y BUAY 3ByKa rpeOylKama,
y4ecTajor JyIKama, KylKama Tj. 'CHTHUjU' ¥ Kpahul 3ByYHH MOJIENIN KOjU PENPE3EHTY]y HOXUIIE,
'yriaa' y Mpexy M KOIIPLAmke Y Hb0j; 0OTHOCHO, ca JIpyre CTpaHe, 3ByKOBH, Takohe kpaher Tpajama,
aJli MaCUBHUJU U JMHAMHUYKU U3PAKEHHU]H, TOBPEMEHO y MEJOM]CKOM KPYXHOM XPOMAaTCKOM
IIOKPETY — jep, U3 Mpexe HeMa n3inaza. OBu eeKTH, 1aKie, YNHE APYTH CJI0] eIEKTPOHCKOT apTa,
a peaJlu30BaHM Cy O] CEeMIUIOBA 3BYKOBA 3a0€Ne)KEHUX YHYTap KIABUpA, jep ,,yHYTpPallbOCT
KJIaBUpa, HETOBE YKPINTECHE JKUIIE HA HEKM HAYMH acoIMpajy Ha MayKOBY MPEXY, a CBUPAME
yHyTap K1aBupa (110 Xkurama) Ha TKame”.*® V 03ByueHOM Ki1aBupy CHUMIbEHE Cy HMIIPOBH3AIIH]E
Harame [lene3uh ocTtBapeHe MpUMEHOM Pa3IMYUTUX TEXHUKA CBHpama (jaronuiama, HOKTHMA,
OTBOPEHOM IIIAKOM, JOOOBamkeM IMPCTUMA), OJHOCHO KOpPHUIINEHEM JIpBETa, JKUIA, YHBHja Kao
u3Bopa 3ByKa. [IpuMeHOM OBakBUX IOCTyHaka caM KJIABUP/3BYK KIaBHpa IOCTaje MECTO
JIBOCTPYKOT IIpeoOpaxkaja: cTaHaapIu KIaBUPCKOT 3ByKa KOjU ce A00Hja moMohy KiaBujaType cy
IIPEKOPAYEHU y/Ha CaMOM MHCTPYMEHTY, a OH/Ia ¥ €JIEKTPOHCKOM MOAM(UKALIN]OM KaJa, IOCTajy
'3aMacKUpaHu' M aKy3MaTHUKU TpeTtupanu. llpu cHHUMamwy OBUX, KOHKPETHUX 3BYKOBA, KOJU CY
MOCTANIN MIpeaMeT fajbe oopazae u puctpudynuje myreM MIDI nnctpymenTa (koju ['batoBuhena
cama TpaBy 32 OBY IPUJIMKY) KOMIIO3UTOPKA j& MPUMEHWIA CIeUn(UIHY TEXHUKY CHUMAamba U3

% ocTBapyjyhu HemocpenaH KOHTaKT Ha peNaldjd MHKPODOH — YHYTPAIIHOCT

onu3uHe,
knaBupa.®l Ympaso 3axBabyjyhum MuKpodoHy, OHO IITO je yHyTpamime, mpeoOpasuhe ce y
CIOJhAIIEE, OHO HITO j€ '0OHOCTPAHO' MOCTaje '0BOCTPAHO', OHO IITO je CUTHO — Ouhe yBehano, a
moeyhnocm nemocyhez he nocratu moryha. Jep, ,,iopo3He NOBpIIMHE MUKPO(OHA CYy BOJUYU Y
IPYTH CBET, Y KOjeM Cy CMepoBH OOpPHYTH a HOPMAaTHUBHE IO3UIIMjE€ W OJHOCH JIOBEICHU Yy
nuTame”. >

Jlpyra HUT Jena pe3ynrar je aHra)KOBaHOCTH M MHTEpaKIMje KOjy ayTopKa OCTBapyje ca

nujaHucTkumboM Hatamom Ilenesuh, umju je yaeo 3a OCMMIbAaBalk€ U peanu3alfjy OBOT

48 [TpunukoM npemujepHor u3sohema aena, y canu AKY ]I ,,MBo Jlona Pubap”, oBoMe Cy JONPUHENH U 3aHUMIbHBU
cBeTiiHOCHU eektr. Hanme, y 3ampadeHoj caiu, 3paiy 000jeHOTr CBeTIa mpodujaiu cy 10 u3Bohauuiia.

49 Ana I'marosuh, Komenmap dena 1, pyxonuc.

%0 Ana I'marosuh. Paszoeop (15. mapt 2021. roqune). OHa To unHM UMajyhu y Buy TEXHUKY Kao ITo je ,,augmented
sound/audio reality”. AyrmenroBana peansoct (augmented reality, AR) uma 3a b nmoBehame 4yiHe MEPIEIIHje
CTBapHOT CBeTa, MOMONy KOMIIjyTepCKH T'€HEPHCAaHUX, BUPTYETHHX CTHMyIyca W HHpopmanuja. AyrMeHTOBaHa
peaHOCT je 3ampaBo BapujaHTa BuptyenHe peaanoctu (virtual reality, VR), a noapasymeBa KOMOMHOBab€ peaHUX
U BHUPTYEJIHUX 00jeKaTa y peaJHOM OKpYXKEY, Y PeallHOM BpeMEHY M 3aCHUBA CE Ha MHTEPaKHMBHOCTH. AHAJIOTHO
OBOME, Ay2MEeHmMOBAHA 36Y4HA/AYOUO PealHOCH OJHOCH ce Ha KOMOMHOBAE PEATHUX M BUPTYEIHHX ayTUTUBHHUX
o0jexara y peaHOM OKpyXemy. Y o00a cilyuaja, Hieja je 1a ce YHaIpean peasHocT (Tepleniija peaHoCTH), a He /1a
ce mormyHo 3ameHu. Hannes Gamper, “Enabling Technologies for Audio Augmented Reality Systems, Aalto
University”, Doctoral disserttation, 2014, 27. https://core.ac.uk/download/pdf/80711759.pdf (mpucrymseno 30.
asrycra 2021. roaune).

51 Ana I'matosuh. Pazeosop (15. mapt 2021. roause).

52 Salomé Voegelin, op. cit., 112.
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Jlexosuh, b.: Ilocmxymanu npeobpasicaj' y/na mpedxcu...

OCTBapema O] U3y3ETHOT 3Havaja. HakoH ToroBopa j1a KOMITO3UIH]Y 3aj€THO TPHUIIPEME U U3BOJIC
Ha HauuH live enextponuke,” ycneano je ‘mapTHepPCKH® KpeaTHBHHU Paj KOjH je MOApa3yMeBao
3ajeJHUYKO AKTHUBHO OCIIYIIKHBAE, CEIICKIUjy, TpeBoheme TeKCcTa, Kao W TECTHpAame |
ucrpobaBame 3BYYHOCTH KiaBupa.>* Ha Taj HauumH, OMUIO je 10 YKPIITama KOMIIETEHIH]a
u3Bohauniie u Komrnosutopke, oyayhu na u Ana 'mwaroBuh HacTyna/MMIIpoBH3yje Ha CLICHH, I1a
je KpeaTmBHM M nep(OpMaTHBHM 'OTHCAK' y caMoOj KOMIIO3HMIMjU pe3yNTaT 3ajeAHUYKE
naprununanyje u amjanora. Ca apyre ctpaHe, yjiora HHTEPIPETATOPKE € 3HATHO MPOIIUpPEHa Y
OJTHOCY Ha CTaHIApJie — HEHO JICIOBAkhE PE3yJITaT j& eKCIIEPUMEHTHCAaka YHyTap KIaBHpa, Ha
KJIaBHjaTypH, '0KO' KJIaBUpa — OHA TOBOPH (Tj. M3roBapa cerMeHTe u3 ogadbpanor Kadkunor nena),
T1a ’CH IJ1aC YMHHM JOIII jeJIaH 3BYYHH CJI0] Kommo3uiinje. KoHBeHImoHaIHo n3Boheme Ha KIlaBupy,
KOje MoJpa3yMeBa MaxOM CTAaTHYHOCT Teja M3Bohadya y OJIHOCY Ha HMHCTPYMEHT, Takohe je
npeaMer 'mpeodpaxaja’ —y OBOM JIey MHjaHUCTKHUbA j€ 3HAYajHO TEJIECHO aHTa)KOBaHA, Tj. lbeHO
Teno je y Behem ey KOMITO3UIMje Y akIuju U ToKpety (ox cencher mosoxaja 1o ycrajama u
MOBHjamba HAJl YHYTpaIIkoihy KiaBupa).

YmpaBo je TenecHO-IepOPMATUBHU AaCTEeKT jeldaH OJf YICUaT/bUBUX —elieMeHaTa
KOMITO3UIHj€ Apaxuun caw, IITO ayTOPKa MPEelr3HO 00jallmbaBa:

Onnyunna caMm Jia ce MjaHUCTKUIba PHITUKOM H3Bolerba He Kpehe Ha HauMH Ha KOjH je
OUYeKHMBaHO (Ha JIEBO W Ha JECHO OJ IIeHTpa KIaBHjaType), IO MOBPIIMHH WHCTPYMEHTA.
JIuHuja KpeTHH KOjy OHa OBJIe MpaTu je y 1yOuHy MHCTPYMEHTa, Tj. Ka YHYTpa U Ka CroJba
(y knaBup W U3 Bera), IPUTOM YBEK TeJIOM 3ay3umMajyhu mpocTop HcIpe]] YeTBPTE OKTaBe.
Harama je Ha TOj myTamHM oapeania ocaMm JelioBa KIIaBUpa KOjU MPOHU3BONE Pa3THINTE
3BYKOBE (TO Cy: AMpKa, OKJIOMNAIl, BPX MOKJIOMNIA, TPBEHU paM, METAJHH paM, YHBH]jE, CaAPO
d’astro, xuma). [la 6u ce cBe oBe Tauke KIaBHpa IOJUPHYIJIE MOTPEOHO je ycTajaTH U
HaJHOCHTH C€ HaJl MHCTPyMeHT. Kako TeMno W HameTrocT y KOMIIO3HIHUjH pacTy, TaKo H
KpYITHU (PU3WYKH T'€CTOBH THjaHUCTKHILE TOCTajy CBE HArJAllleHHWjU. TeaTapcku acrekT
KOMITO3MIIMj€, NaKiie, CBAKaKo HHUje CIy4ajaH, alld je 3aMUIJbeH Ja OyJe MpHupojHa
MOCJIE/INIIA TAYHOT U3BO)eba HOTHOT TEKCTA, a He 10J1aT! €JIEMEHT.

OBge ce, nakie, He paJld O aCUMUJIALIM]U TeaTapCKUX eJIeMEHaTa, jep OHU Y OBOM CJIy4ajy M HUCY
pesyaTaT yTHLaja KOjU Jl0jla3e W3 CBeTa U3BaH 3ByKa/My3HKe; HAlpOTUB, TeaTapcKo-
nepdopMaTHUBHM MapaMeTap Kao TEJIECHH aHTa)KMaH, UMAaHEHTaH j€ CaMOM HOTHOM TEKCTY, W3
WBera 'mzpacta’ M paBHOIpaBaH je ca OCTAIMM TpaJuBHUM Marepujanuma aena. Ilopen
JpaMaTypuIKor e(dekTa, OBakaB MOTEHIMjal HOTHOI TEKCTa JONPHUHEO j€ M CcreuupuyuHoj
BU3YEeIHM3allMju HHTEpPHpEeTaTOpKe Koja je, HajBujajyhu ce HaJ KiIaBHjaTypOM/KJIaBHpPOM, Yy
[IUPKYJIAPHOM KOHTHHYHPAHOM KpETamy, y3 TMOCTENEeHO yOp3ame M0 TPEeHYTKa KyJIMUHAIHje, U
caMa JodYapaia/CUMyJIMpana pENeTHTUBHE IIOKpeTe TKama, ajld HCTOBPEMEHO W yhaaa y
(comnctBeny) mpexcy. Ha Taj HauMH, BEHO JeMaTepyjaTn30BaHO U NMPEOOPaKEHO MUjaHUCTUUKO
'Teno' (Kao M IJ1ac KOjH I'a 3aCTyIa) MocTaje 'mpoaykeTak' HHCTpyMEeHTa, Oalll Kao IITO je TO ¥ cama
eJIEKTPOHHKA (Takole, MOKEMO TOBOPUTU M O MPOJIYKETKY €JIEKTPOHCKOT MeJlija aKyCTUUKUM).

58 Ana I'matosuh, Komenmap dena 1, pyxonuc.
5 Ana I'matouh, Pazeosop (15. mapt 2021. roaune).
11



Hosu 3syx 58, 11/12021.

Teno, KJIaBUp W €IEKTPOHHWKA YWHE 3ajeHUILy y KOjO] C€ MPEUCIHTY]y W TpaHCHOPMUIITY
yCTaJbeHe MYy3HMUYKEe KOHBEHIIMjE, T€ MACICHTPHPajy YyoOWYajeHe TO3HUIHMje KOMIIO3UTOpa |
n3Bohaya. Y TOM KOHTEKCTY, M3Boheme u neno, npoyec u npooykm (kako 6m Hukomac Kyk
[Nicholas Cook] wucrakao)® mnpencraB/bajy amanraM 4YHju Cy CACTaBHH €IEMEHTH Y
KOMIUIEMEHTapHUM penanujama. Ciaymaony, crora, UMajy HPWIMKY Ja JUPEKTHO YyJIHO H
KOTMHUTHBHO HUCKYCE CaM IPOIIEC HACTajamba U noCmajara 0eslomM Kao uzsohervem u usgoherem
Kao Oeiom, a y CKIaay ca TpaHchopMmammjoM caBpeMeHE WHJeje Cyllama: CIyIIambe HEe
noapasymeBa camo mpaheme penpoaykiuje, Beh ,,HEOCPEIHH]U W TPEHYTHUJH JIOIUpP ca
norahajem”.%®

bam xao u y cnyuajy Kadxunor jyHaka, koju mocraje XuOpua KOMOMHOBAKEM OCOOMHA
WHCEKTa U Y0BEKa, ApaxHuH cax JOHOCHU CIIOj aKyCTUYKOT 3ByKa, TOHOBA, IIyMOBa, ehekara Koje
CTBapa YOBEK/’KeHa (Ha/y/OKO KJIaBUpPa) M E€NEKTPOHCKOT 3ByKa KOT TOCPEICTBOM YOBEKa/’KEHE
CTBapa MallvHa (a Ha OCHOBY KOHKPETHOT 3ByKa). MehyTum, MeljyaejcTBo U cuMOno3a oBe JIBe
3BYKOBHE JIMHH]jE, HbUXOBa MHTEPAKIMja, KOHBEPIeHIMja, OMYyHhaBame, HACIO0jaBamke, YIPaBO
YKU/ajy IpUMapHe TpaHUIle, T1a jeé Ha MOMEHTE M TEHIKO Pa3yydTH IITa je CEMIUI, a MITa 3ByK
KOjU TIPOMCTHYE W3 aKilMja Ha WHCTPYMEHTY M OKO era. Haumme, OBy ayJquTHBHY 'Bapky'
nperno3HajeMo Beh HaKOH eNeKTPOHCKOT YBO/Ia: Kako caM Beh o0jacHMIIa, Ha CaMOM MOYETKY, Ha
¢doHy nyro3Bydyeher aJMKBOTHOT HHU3a KOjU CHMOOJIH3Yyje MPEXKY, Clelle MUKPOCICKTPOHCKH
3BYKOBH, Tj. 3ByKOBHO-CEMaHTHUKH MOMUB HOXCUYA KOje ce 0aTprajy y Mmpexu. Taj uctu MOTUB
MPOM3BOJIM C€ 3a KJIIABHPOM, y3 e(deKar JIynmkama y YHYTpalImbocTH WHCTpyMmeHTa (cca 1.07
MHHYT), @ 32 BbUM IIHjaHUCTKHUbA H3rOBapa MpBY pedeHHIly ofadpaHor Texcta (cca 1.13): ,,0mie

> a mMao je camo MHOmMTBO HOXwmua.” Mako

Cy My MOTpeOHE pyKe [ma ce Ha BHUX OCIOHH],
ariCoJyTHA Pa3yMJbUBOCT TEKCTa HHj€ MPUMApHU ITapaMeTap KOJUM ce ayTopKa BoJwiIa (MOXaa U
HEJIOCTIKaH, 300T TEXHUUKHUX Pas3jora, Tj. ynorpede MukpodoHa), leroBO 3HaUCHE UIaK jacHO
nperno3HajeMo. MelhyTuM, caM TEKCT ce He TpeTHpa Kao Hapaluja Kojy Tpeda oMy3HKaIuTH, Beh
Kao edekar Koju 00JIMKYyje LIeNOKYITHY aTMocdepy U ApamaTyprujy jaeia.

ITocne oBor cermenTa, ciieau J1€0 KOju je u3rpalheH mo Mojeny NpeTxoiHor, Y3 OCTENEHO,
MHHUMAaNHO moau3ame TeHsuje (ox cca 1.20): nok eleKTpOHCKe HHUTH 'BUOpUpajy' 'y
KOHTUHYUTETY, MpaTehl MO/ HU3amka ATMKBOTA HAaHWIKE, TTOMaJbajy ce 'HOXKHUIIE', cajia HajIpe y
By rpeOylikama W JIyNKamka y YHYTpalrmhocTu KiaBupa (cca 1.40), a 'omjexe’ oBux edekara
4yjeMO y €JIEKTPOHCKOM MapTy (Mako je ayJuTHBHA 'BapKa' U JlaJb€ Ha CHa3M, T€ HHUje UCIpBa
OUMTIJIEIHO OJ[aKJIe JI0JIa3H 3BYK). 'bopba’ y Mpeku ce 3axyKTaBa M 1OCTaje MHTEH3UBHHU]A, T1a Cy

Ha CHa3M M aHTa)XOBaHUJU (PU3MYKU TOKPETH MHJaHUCTKHUILE: OHA 3alla3u joll AyOsee y

% Pegepupam Ha KyKOBY KPMTUKY My3HKOJIOLIKOT JMCKypca (Hajpe OHOT KOjU je HacTajao y MEpUoiy Ipe
HOBOMY3HKOJIOIIKHX PEBU3Hja) KOjH JIeJI0 MOCTaB/ba K0 MPUMapHY KaTeropHjy Kpo3 KOjy € MUCIIH O MY3HLIW/MHUCIIN
MY3HKa, JIOK je u3Boheme BuheHo Kao ,,pernpoaykiuja” u ,Jjonarak”’. OH, ca npyre cTpaHe, TBpIH Ja je My3HKa
ucTroBpeMeHo U npoyec (u3Boheme, m3Bohauka mnpakca) U npodykm (oHO wWTO je '¢ukcupano'). Takohe, To
nozipasyMeBa M Apyrauuje carjeiaBame MapTUType: OHA HHje 3a0KPYKEH TEKCT, Beh CIeHapuo 3a u3BOheHwe U
TyMadewe. Y Be3W ca THM, 3Ha4YajHO je MOMEHYTH Ja je AHa ['taToBuh pamuna ca Hatamom Ilenesuh Ha ocHOBY
CKHLle, a He  3a0Kpy)XeHe  [apTuType, Koja je  OWwia  OTHCHA  Tayka. Buaum  BuIe:
https://www.mtosmt.org/issues/mto.01.7.2/mt0.01.7.2.cook.html (mpuctymsbeHo 1. cenrembpa 2021. roause).

% Misel Sion, Audovizija: Zvuk i slika na filmu, Beograd, Klio, 2007, 94.

57 OBaj cerMenT je npu u3Bolemy H30CTaBIbEH.

12


https://www.mtosmt.org/issues/mto.01.7.2/mto.01.7.2.cook.html
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YHYTpaIIlkOCT KIaBUpa, HaJIBUja ce HaJ HHUM, Kopuctehu cBe Behu KamanuTeT CONCTBEHOT Teja
(cca 3.00). Y3 To, Opoj edekara, Tj. HaunHa AOOHjamba 3ByKa 3a KIABUPOM CE€ YCIIOKIbaBa, a
HAIMEeTOCT pacTe JOK IMUjaHUCTKUb-a U3roBapa JAPYru CErMEHT TEKCTa: ,,HOKHUIIE Cy MYy Tperepuiie
70K je uimao npema xpanu” (cca 4.08). Kako ce TekcT moHaBsba, Ha (OHY €IESKTPOHCKOT 3ByKa
YMja jaudHa pacTe, TaKO HETOBO 3HAUCHE 3ay3HMMa IMO33AMHCKY MO3UIH]Y, a 38)uarbe TEKCTa
M10CTaje MPUMETHO U PUMAapHO.

KonayHo, TOTOBO Ha CpeAWHH [elia, NHjaHUCTKUEbA T0Cie 'YHYTPaIIkhOCTH' OCBaja
CIOJBAIIKOCT UHCTPYMEHTA, Te (MMPUBPEMEHO) 3ay3uMa KiaBujarypy (cca 4.20). Mmak, TpeTman
KJIaBHpa OCTaje HEKOHBEHIIMOHAJIAH W CBEJICH Ha 3BYKOBHA CEHUEHa aMOMjeHTa momohy edexra
TpemoJa (KOju MpaTH BUCHHE eJIEKTPOHCKOT MapTa), Kao U Ha OcTaje MOCTyIaKe KOju Cy pe3yiTaT
uHTepakuuje usmely mena xoje cosopu y TUPKyJIapHO] aKIHMjU U aKyCTUUYKOT (O3BYYEHOT)
uHcTpyMeHTa. Y ucro Bpeme, MIDI ypebhaj, kao ga npey3uma nHTEpeHIMje KIaBupa, ToHocehu
MEJIOJIjCKO KpeTame Ha (JOHY TIpaTe', a y CKIIOIY MpHIIpeMe KyJIMyHaluje aeia (Koja moYnmbe
OKO 7. MHHYyTa), KOoja OW, y JpaMaTypriko-MeTaopruukoM CMHCIY TMpEACTaBhbajla MOMEHAT
KOHAUHOT Hamajama IUIeHa W MOKYyIIaja, ca Jpyre CTpaHe, n30aBibeha. 3BYKOBHY CUMYJIALN]jy
¢bunanne '6opoe’ y Mpexu, qakie, Moryhe je 06jacHUTH U Kao 'cuMylaiujy' cranfapHe My3udke
ciuke 'Menoauja u npatikba’. HanMme, Kpy»KHH XpOMaTCKA MOTHB O] TpH ToHa Hanmxe (cca 4.50),
Tj. ,,MuKpodpaza”® koja ce moHaBaska, TOTOM 'pacTaBba’ M MOHOBO 'cacTaBiba’ (2 TYMAauHM je Kao
CPEICTBO 3a J0YapaBambe KpeTama IIeHa, )erOBOT CpJbamba y 'NyouHy'), mpaheHa je Hu30M Tymux
SJIICKTPOHCKUX 'yaparia’, MomyT OHUX aKOPJCKHX, KOjU MpeaovaBajy HEMIIOCPIHE HAcpTaje Ha
el (cca 5.10).

[Iyr ka KyJIMHHaUMju Jelia, Ol OBOT MOMEHTa, IocTaje jomn Kpahw, mnpaheH cBe
y30ypKaHujuM, YyOp3aHHjUM U TJaCHUJUM TIOHABJbAKEM JPYror TEKCTYaTHOT OJIJIOMKA,
WHTCH3UBHPAKHEM KPY)KHOT KpeTarmba IHjaHHCTUKUC U TUHAMUAKE CBHX 3BYKOBHHUX CIIOjeBa. Y3
TO, IOK C€ 'yAapuu' y eJeKTPOHCKOM MapTy CBE MHTEH3MBHUjE HCIOJbaBajy (jep Mpexa TyIH),
jaBjba ce€ HOBH CEMIUT — XpOMAaTCcKa MHUKpoQpaza HaHMKE OJ] YETUPHU TOHA y IHUPKYJIAPHOM
u3narawy (cca 7.04) (moHOBHM MOKyIIaj MIeHa fa u3ahe U3 Mpexe 3a KOjy Ce jOII jadye JIeIH).
Crienin 'tpujymd’ Mpexe KOr CHTHAIM3Kpa PoAopaH 1 Tp3ajyhu 3Byk Koju jeuu momyT rotra (cca
8.17), a na je 'ruieH' KOHAYHO CaBJIaaH MOTBplyje M MUjaHUCTKUEHA YHje TEJIO OCTaje HAJIBUJCHO
Ha/I KJIaBupoM. JIOK OBaj 3BYK O/13Bama U Mpedica BUOPHpA, 3ByKOBHA CUTYyaIllja ce IPACTHIHO
Memha — HajeTHOM, €JIEKTPOHCKH MaTepujall MOHOBO CYNTHIIHO 3BYYH, a Ha HEra ce HacliojaBa
Tpehu CerMeHT TeKCTa, cajia y 3HaTHO pasroBeTHHjeM 00JuKy (cca 8.48): ,,0p30 je cxBaTHO aa ce
yomiuTe He Moxe rnomeparu. Huje ra To uyamio, 6uiio My je 4yAHHje€ U HEOOMUYHH]je ILTO c€ THM
TaHKUM HOXMHIlIaMa MKaja Morao kperaTu.” Mako cy caaa 3ByKOBU CB€ THIIM U CBEICHUJU, TE
JlaraHo HECTajy, MUjaHUCTKHIbA OCTaje y CTamy TEeJIECHE HAleTOCTH, Y MOTHYTOM IOJIOXkKajy HaJ
yHyTpammomhy nacrpymenra. bop0Oa je rorosa...

%8 OBaj TepMHUH KOPHCTH ayTOPKa KaJia TOBOPH O OBOM CETMEHTY.
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VYKOJIMKO €JIEKTPOHCKU MapT pa3yMeMo Kao O3Ha4YHWTelha 3a IojaM Mpexke (Kako ra ayTopka H
1ocTaBJba), OHAa Ou ce Moryo pehu Ja aHaJIOTHY 3BYK KOjU JTOHOCH ITHjaHUCTKUIHA, OTHOCHO KOjH
HacTaje Ha/y/OKO KJIaBHpa, 3aCTyIIa MojaM XPTBE KOjy Mpeka mpusiadu. To Ou, 1ajbe, MOTJIO Ja
3Ha4YM Ja KJIAaBHUP, Kao CTapu 'MeAuj' YHOTIYHEH TEXHOJOTHjOM, pENpe3eHTYje CaBpeMEHOr
4OBeKa, HACYIPOT Kojer je usrpahjeH mohan cBeT Mpeke/pupoie, y OBOM CIIy4ajy IMOCPEIOBAHE
texHosiorujom. IloctaBipa ce muTame, 1a Ju je oHIa ApaxHux can 3BYKOBHA ajeropuja 6opoe
n3Melyy YoBeKa M IpHUpOJe WM YOBEKA U TexHoJorHje (uiu 06a)? Miu, MoXk/1a, YoBeKa ca CaMuM
cobom? Jla nu je caH 3ampaBO MHTEH3WBUPAH MPHKA3 PEATHOCTH KOjy JaHAC KUBUMO, H3rpaheHe
Ha CTaJHOj MoTpeOu ycrocTaBibama Oananca u3Mel)y oBa Tpu LeHTpa U MPEUCITUTHBAKA UIEje O
Jby/IUMa Kao CynepuopHoj Bpctu? Wim je mak ped 0 ONOMEHH U KPUTHYKO) PEBU3UjH JbYICKOT?
Ha nm ¢y, Ha Kpajy, JbyAd IOCTaNIn yrposkeHa Bpcta? [IoTBpJHE OATOBOpH Ha CBa MUTamka, UIAK,
HE MOpajy Ja JoHecy 3a0punyTocT. HarmpoTtus, mojcehajy Hac u OoMUBbY J1a je npeobpadicaj yBeK
¥ u3HOBa Moryh.
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