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Radiophonic work by Svetlana Mara$,! Post-Excavation Activities, was first
broadcast on 30th May 2020 on the Third Program of Radio Belgrade. The
composition, as the author writes in the program note, “is based on a fictional
scenario of restoring the ancient, lost and found, musical recordings.” The
title refers to analytical methods and techniques that take place after the ar-
cheological fieldwork. The lengthy and complex sequence of procedures
(from careful cleaning and conservation of more fragile artifacts, sorting and
classifying samples, and complex methods of dating... to numerous other spe-
cialized techniques) brings a more complete and deeper understanding of the
historical and cultural significance of the found artifacts.?

The process of the collection and editing of sound materials was also
lengthy. The composition was written from June 2019 to April 2020, and
some materials used in it were gathered even earlier, from February 2019.3
When describing her compositional process, Svetlana Mara$ mentions a per-
sonal informal and somewhat disorganized base of sound materials that is
being refreshed during work on each new project.* The author transfers mate-

! Svetlana Mara$ (1985), composer and sound artist, has long been active on both the
local and international scenes of experimental music. She studied composition in Bel-
grade in the class of Professor Zoran Eri¢, won her master’s degree at the Department of
Media of the School of Arts, Design, and Architecture at Aalto University in Finland,
and specialized in several courses and workshops in Austria, Germany, and the USA.
Svetlana Mara$’s work covers the field of new music and sound art and ranges from per-
formances through interactive installations to electroacoustic compositions and other
sound art forms. Mara$ presented her works at the Gantner Multimedia Center (Bou-
rogne), the Onassis Cultural Center (Athens), the Museum of Contemporary Art (Bel-
grade), the Huddersfield Festival of Contemporary Music, the Contemporary Sound
Showcase in Zagreb, the CTM Festival in Berlin ... Among important compositions by
Svetlana Mara$ are her electroacoustic and radio works Poetica Micro Mix (2011), Can-
zone Distorte (2013), Language (2016), Radio Concert No. 1 and Radio Concert No. 2,
Post-Excavation Activities, then It’s About Spy Stations (2009) for voice, guitar, computer
keyboard, bass clarinet, objects and live electronics, Dirty Thoughts (2015) for ensemble
and live electronics, Chamber Music for accordion with electronics and cello (2020) (bio-
graphical data downloaded from http://www.serbiancomposers.org/kompozitori/svetla-
namaras/) accessed on 27 April 2022).

2 https://en.wikipedia.org/wiki/Post-excavation_analysis (accessed on 14 April 2022).

3 From the author’s Program Note on the composition, available on the author’s profile
on the online music platform Bandcamp, where the composition in its integral version
can be found: https://svetlanamaras.bandcamp.com/album/post-excavation-activities
(accessed on 14 April 2022).

4 According to An online conversation between A. Gnjatovi¢ and S. Mara$ on Zoom
platform (25 March 2022).
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rials, usually small sounds, the clearly defined short sound objects® from one
composition to another, and recontextualizes them. In the case of Post-exca-
vation activities, the author insists that the majority of the sounds used in the
piece “have a purely digital origin although their purpose is to resemble the
quality and the characteristics of field recordings, amplified objects, or other
concrete sounds. In this instance, the compositional method becomes an in-
version of the concrete music in an attempt to re-create the world of real, or-
ganic sounds by using the artificial, digital ones.”® If the comparison of Svet-
lana Marag’s work with archeological work were to be continued at this point,
the procedures would suit those dealing with pseudo-archeology, negatively
connoted, a discipline that interprets the past by rejecting scientific methods
and distorting findings under the desired narrative. The procedures of fabri-
cation and tendentious contextualization of artifacts, however, point to spe-
cific artistic concepts and structures — the imaginary archives.”

In his essay An archival impulse,® Hal Foster defines the art of archives as
a genre that seeks “to make historical information, often lost or displaced,
physically present”, which corresponds to the original description of Post-
excavation activities. Whether the relationship towards the artefacts as mate-
rial happens in projects that use actual archival material or the archive serves
the artist only as a conceptual tool, the idea of archiving remains attractive in
contemporary art. The attitude toward the construction of an archive as a
performative practice, of tensions of the ephemeral and permanent, emerg-
ing and preserved, gradually transforms the archive from a repository of art
documents to an artistic medium. The imaginary archive artists create from
zero by creating not only the construction, function, and narrative of the ar-
chive but every single document that should take place inside it. The con-
structed documents/art objects are not a goal in themselves and do not nec-
essarily bear the contextual marking but are fabricated as raw material that

5 The composition Post-Eexcavation Activities was awarded the “Stevan Mokranjac”
Award for 2020, about which more will be said later in the text. As stated in the
Explanation of the Jury Award Decision, Svetlana Mara$’s compositional procedure “has
so far always been based on the use of sounds of short and definite duration, which are
clearly defined, with great gestural potential and strong physical presence” The text of
the Explanation is available from: https://composers.rs/wp-content/uploads/2011/07/
Mokranjceva-nagrada-obrazlozenje-S.Maras_.pdf (accessed on 23 April 2022).

¢ Svetlana Mara$, Program note

7 The terms fictional archive and experimental archive are less frequently used.

8 Hal Foster, “An Archival Impulse”, October, Vol. 110, 2004, 3-22.
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obtains its identity in the language and structure of the archive that produces
them.

What the archive of the imaginary provides versus the archive of the real,
historical, is the possibility of imagining (lying, creation), which is contained
in its very essence. The fact that artistic expression is not predicated upon
factuality allows it to be physically realized through any means and ways/acts
that seem appropriate to the artist. Through the narrative frame of the ar-
chive, the artist speaks the meaning of the archival material and interprets it
as if it had been uncovered, while that same material actually emerges as an
artistic interpretation of the narrative that the artist communicates. “The
composition was created by a very tranquil fitting of the material, over a year
or more, and I mean the fitting of larger sections that gave the composition a
narrative character. The fictional script of the work arose to some extent from
the sound characteristics of the original material (...).” In the last third of the
research process,!? a reciprocal cyclical game of materials that feeds the con-
cept that gives birth to materials has emerged.

Svetlana Maras builds a narrative of her work as “a personal contempla-
tion of what this imaginary sound reproduction technology might be, and
moreover, what are the musical specificities of a medium that we consider to
be old (and maybe even long forgotten) in general. These imaginary (musical)
findings are the central idea around which the compositions have been made.
The sound vocabulary of the work has been built elaborating on this and on
the idea that the medium, as a physical fact, can be represented in music as
one of many existing compositional layers, with a possibility to be depicted by
using conventional musical tools”!!

The author connects her work with the legacy of early concrete music,
the historical practice of compositional work “with sounds that specifically
exist and can be considered complete and defined sound objects.”? The re-

9 The excerpt was taken from an interview with Svetlana Mara$ conducted by
musicologist Milan Milojkovi¢, Ph.D. Razgovor s povodom, web page of Composers’
Association of Serbia: https://composers.rs/?p=7583 (accessed on 27 April 2022).

10 An online conversation (25 March 2022)

11 Svetlana Maras, Program note

12 The very term sound objects (les objets sonores) was first used by Pierre Schaeffer, the
founder of the genre of musique concrete, when describing sound materials, i.e., specific
and unique sound segments that are isolated from the original context by a compositional-
technological process (recording) and treated as found objects, “fragments of sound that
specifically exist. Then, through further manipulation, transformation, and musical
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search on the manifestation and characteristics of sound objects is present
and significant in the compositional as well as the theoretical practice of Svet-
lana Maras. In her master thesis Embodied Composition. Treatment and mean-
ing of physical object in experimental music and sound art,> she examines the
relation of Western European and North American art music to non-musical
objects, the embodiment of music, and the problems of autonomy of non-
musical objects in a musical work. Until she reaches her method of inversion
of concrete music in Post-Excavation Activities, she crosses the circular path
from the sound relation and musical relation to the physical object to the
gradual release of sound from its material source. Objects continue to survive
only through their auditory dimension, artificially generated, inorganic, but
musically shaped and contextually positioned so as to carry within them a
representation, a shadow of some material body occupying some physical
space.

The composition consists of ten short movements (the shortest of them
lasts only 61 seconds, and the longest is 6 minutes and 29 seconds). The total
duration is 29 minutes and 25 seconds. “Some titles of the individual pieces
point to concrete references, providing the listener with the material for a
storytelling experience that permeates the whole work™* Movements in the
composition can, to some extent, be classified based on the main, most evoca-
tive sound objects they contain and according to the principles of the organi-
zation of the course of music. There is, however, no movement in the piece in
which only one sound source is present, nor in which one sole constructive
procedure is in force. Thus, the tape does not sound only through the move-
ments whose names directly refer to it (Tape 1, Tape 2) but is present through-
out the composition, as a sound artefact or as a reference to a characteristic of
the medium, for example, through the increased compression of the sound
spectrum.

recontextualization, sound objects become musical objects” According to: Biljana
Sre¢kovi¢, Modernisticki projekat Pjera Sefera: Od ispitivanja radiofonije do muzickih
istrazivanja, Beograd, Fakultet muzicke umetnosti, 2011, 45-50.

13 The theoretical study Embodied Composition. Treatment and meaning of physical
object in experimental music and sound art, is part of the master’s thesis defended in 2008
at the Media Department of the School of Art and Design, Aalto University, Espoo,
Finland.

14 Svetlana Maras, Program note
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Movement Length :ﬁﬂzrgli:;:zt Organization of the form

1 - Opening 03:44 EMS Synthi 100 music! (tonal, with reptetitions)
io—nztﬁlccetiroeg;)rding (re- 01:14 voice music (tonal, with repetitions)
3 - Tape fragment 1 01:15 magnetic tape sound (concrete sound)

4 - Episode 1 03:02 EMS Synthi 100 music

5 - Main 06:29 voice music + sound

6 - Episode 2 01:01 EMS Synthi 100 music (tonal, with repetitons)
7 - Incomplete 06:01 voice concrete

8 - Noise 01:58 EMS Synthi 100 music + sound

9 - Tape fragment 2 02:56 magnetic tape sound (concrete sounds)

10 - Episode 3 (Ending) | 01:45 EMS Synthi 100 music (tonal, with repetitions)

Even without delving into the complexity and discordance of theoretical
views of different authors on the representational capacity and character of
music as art, it is clear that in the case of Post-Excavation Activities, working
with sound objects and artefacts is more a game of invocation than of repre-
sentation. What are the parts of the material world of sound that the author
evokes? How many artefacts are, in fact, recognizable in the sound and cause
in the listener at least partially distinct associations with the source of the
sound, its origin, and physical manifestation? In the multitude of small
sounds that build the eco-system of the work, there are three types of sounds
whose aspects (to an unequal extent and often in odd relationships) can be
representationally determined:

1) sounds EMS Synthi 100
2) the sounds of a magnetic tape
3) human voices

15 Biljana Lekovi¢, in her Ontological ‘Key’ for problematizing sound art, separates perfor-
mative sound art — the practice of performing sound as a temporal art without commu-
nication with material space (which would correspond to the musical organization of the
form from the table above) and presentational sound art - the practice of treating the
sound as art in time and in communication with the physical space of the sound setting
(to which the sound organization of the form would correspond). Along with these two
categories, their amalgam, performative-presentational art, is also present. According to:
Biljana Lekovi¢, Sound Art/Zvukovna umetnost: Muzikoloska perspektiva - teorije, Beo-
grad, Fakultet muzicke umetnosti, Katedra za muzikologiju, 2019, 105-106.
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1) “The signature sound by EMS Synthi 100 has been used cohesively
throughout the different sections of the composition to set an emotional
backdrop of the work..”1¢ During the engagement of Svetlana Mara$ in the
Electronic Studio of Radio Belgrade, the analog/digital hybrid synthesizer
EMS Synthi 100 was restored and put into active use,!” originally assembled
and adapted for the needs of Belgrade Radio in 1971.18 This rare and complex
device with a specific sound has become a hub in the work of the renovated
studio, which became a “place of active research and production of electronic
music”!® through workshops, composers’ residences, guest appearances, and
concerts by foreign and domestic artists. The composer’s continuous work
with the electronic instrument, next to serving as a source of sound materials,
resulted, among other things, in her pieces Radio Concert No. 1 and Radio
Concert No. 2, in which “the use of EMS Synthi 100 (Synthi) in combination
with computer setup and magnetic tape loops™® depicts a sonic landscape
akin to the world of Post-Excavation Activities.

16 Svetlana Maras, Program note

17 Svetlana Mara$ was the composer in residence and artistic director of the Electronic
Studio of Radio Belgrade from 2016 to September 2021, when she took over the position
of professor of creative music technologies and co-head of Electronic Studio of the Acad-
emy of Music of the University of Applied Sciences and Arts (FHNW) in Basel. The joint
efforts of the editorial staff of the Third Program of Radio Belgrade in this period re-
sulted in the revitalization and modernization of the studio through the reparation of
the EMS Synthi 100 and Studer track recorder and the purchase of other specialized
equipment. After more than a decade of inactivity, the official concert opening of the
renovated Studio took place in March 2018. The concert, starring Synthi 100, featured
live compositions by Svetlana Mara$ and Paul Pignon, an improvisation by Nicola Ratti,
and a screening of Slobodan Sijan’s experimental film Yeah (1972), for which the music
was composed by Paul Pignon.

18 https://en.wikipedia.org/wiki/EMS_Synthi_100 (accessed on 27 April 2022).

19 Milan Milojkovi¢, Razgovor s povodom

20 “In Radio Concert No. 2, the expressiveness of complex micro-processes is applied,
enabled by computer technology in the analog domain. Svetlana Mara$ characterizes her
approach to sound in the last few compositions as an inversion of concrete music.
Namely, resemblance to the concrete sound is achieved through the application of pro-
cesses inspired mainly by granular synthesis and micro-compositional techniques based
on the sound source, whether analog or digital. Sonoristically and at the level of aesthetic
direction, this work consciously and actively communicates with the sound of the past
and early electronic music” From the announcement of the show Electronic Studio
(RB3) dedicated to Svetlana Mara$’s Radio Concert No. 2: https://www.rts.rs/page/radio/
ci/story/1464/radio-beograd-3/4422043/elektronski-studio--svetlana-maras-radijski-
koncert-broj-2.html (accessed on 27 April 2022).
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The sound of Synthi, as connective and emotional tissue, symbolically
positions the author’s creative practice in relation to the heritage of the Bel-
grade Electronic Studio. It opens the Post-Excavation Activities and is present
as the supporting sound layer in all episodes, as well as in the eighth move-
ment (Noise). Thus, as many as five of the ten movements of the composi-
tion, including its Opening and Ending, speak in the language of Synthi. At
the same time, these are the most melodic movements of the composition
(although the melodic component traditionally understood as the activity of
the relationships of tones of different pitches has no significant connotations
in this piece).

All episodes are characterized by repetitiveness - slightly distorted or ir-
regular looping. Synthi does not give much scope for the temporal organiza-
tion of the course, so one of the ways to build a longer musical phrase from
the configured fragment is to repeat it through the work of an envelope
shaper.2! This dynamic processor (similar to a compressor but not affecting
the original signal level) allows independent boosting or the attenuating of
different sound envelope segments. The sonification of the technical charac-
teristics and limitations of the medium itself, testifies that in the service of
the representational aspect of sound in this case are not only Synthi’s sounds,
but also its devices and processes. Repetitiveness, from the very beginning,
acts as a ritual. It contributes to the immersiveness of the work, drawing the
listener into the rhythm and cycle of distant and deep layers of existence.

Opening draws a not-quite-periodic loop of the EMS Synthi 100 figure
dominated by a long tone g4. This main layer is gradually joined by artefacts
of unclear origin, which, with their considerably larger reverberation, pro-
gressively build the background layer, which is less informative. As the move-
ment proceeds, the space gradually expands and deepens, the echo of small
objects resonates deeper and deeper and gradually, symbolically opens up the
past. In Episode 1, Synthi’s sound is more distant than at the beginning. The
hum of its highly stretched tones (somewhat ominous and somewhat nostal-
gic at the same time) repeats and reverberates on the same ground with other
sound artefacts, building the sound space of the movement. Occasionally,
certain artefacts come to the fore, closer to the listener. Episode 2, the cycle’s
most melodious and tenderest movement, is the only one in which there is no
continuous activity of very short sounds. The sound of the slightly higher
Synthi register is accompanied only by the deep sounds of digital waves (or

21 An online conversation (25 March 2022)

96



Gnjatovi¢, A.: The Non-Existent Past of the Distant Future

winds?) And very high, discreet glass slides. Episode 3 (Ending) appears as an
inverted image of the first movement. One d reluctantly enters a space echoed
by artefacts of an unknown past. As the artefacts thin out, the d gets its high
distorted response, the entire sound landscape shifts to a higher register and
Synthi remains the last sound heard in the composition.

2) Although the sound of Synthi is recognizable as the sound of an old syn-

thesizer, the notion of its specificity to the sounds of other related instru-

ments is accessible to a small number of listeners. On the other hand, the
sound of the magnetic tape and artifacts of its use is part of the great auditory
culture of the twentieth century. Thus, its representational power is greater,
and the historical landmark is the only one that can be drawn with certainty
when trying to contemplate the time that the composition reconstructs.

Movements Tape fragment 1, and 2 are based on concrete sounds of tape
winding and warping, clicking of the hub, characteristic rustling and crack-
ling and other artefacts of this medium... In Tape fragment 2 this is further
combined with sound content recorded on tape and whose significant distor-
tions occur as a result of (sounding) tape manipulations; this combination
works like a camera zooming in and out,?? playing with the space in which
the tape sounds and the space which sounds on the tape. This one example
shows how imagined listening perspectives change through composition; in
this case:

- the sound of the studio, i.e., the sound of physical manipulation of tapes and
devices (sound of tape being placed on a tape recorder, hub clicking, other
external sounds)

— the surface sound of the tape (sound of rustling or crackling and twisting of
the tape itself, as opposed to the sound of its contents),

- the sound of synthesizers, the sound of old technology - the inner sound of the
tape (the sound of what is on the tape), the sound artifacts of distant cultures,
voices.

22 The term cinema for the ear (cinéma pour loreille), which the author uses, connects
the techniques of creating an acoustic work with film techniques and addresses the inter-
pretation of sound work in the language of film. This name, established by the French-
Canadian composer Francis Dhomont, is used for “a genre of electroacoustic music that
makes use of concrete (real-world) sounds that are suggestive of programmic elements.
The listener is taken on a journey through different soundscapes that conjure up aural
images, creating a cinematic experience for the ear” According to Rob Mackay: https://
nickcopefilm.com/2013/10/04/cinema-for-the-ear/(accessed on 23 April 2022).
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In the montage of the composition, individual sounds/fragments are or-
ganically sewn together, and materials of analog and digital origin are bound
into unique smooth surfaces. At other intersections, however, minor distor-
tions and skips intentionally occur; their uneven binding seems like a result
of the use of old technology (such as magnetic tape). During the composition
movements (especially the longer, more developed ones, such as Main or Un-
finished), changing the point from which the sound is observed produces the
effect of disorientation of the listener (one sudden, imperfect cut takes place
in the fifth movement, at 5:54, when exiting the soundscape and entering
into the tape). This is another method the composer deals with, sonifying the
medium.

The concretization of sound seems to contribute to the increased ab-
straction of the organization of the music time. In Fragments, rhythmic and
rhythmic-formal means (the activity of meter, repetitions, reprises, contrasts,
and variations of larger structures) and known ways of organizing a musical
texture — do not affect the listener. (This is less striking in Fragments 1, in
which the number and type of materials used are reduced, and the movement
itself is very concise.) The pieces are listened to as works of sound art without
the expectations that the passage of music evokes. Interestingly, the move-
ment Noise, despite the first impression of the accumulated materials of vari-
ous origins and contexts (processes and artefacts present in other movements
here build the noise together), musically communicates somewhat differently.
Communicativeness is provided by the emergence of harmonic tonal mate-
rial (from Synthi) in the 30th second, its transformation/variation, and fi-
nally, disappearance.

3) The second movement of the cycle reconstructs the archaic singing of
male voices in a complex rhythmic and spatial (panoramic) counterpoint
with deep percussive sounds and high noises that occasionally come forward,
step into the foreground. Fragmented excerpts of the song, with its phrase
contours with rarely perceptible modal scale motion, and a constant rhyth-
mical exchange with percussive sounds, point to an ancient ritual. The ano-
nymity of the voices and singing is achieved by the abrupt cutting and editing
of short fragments whose distortions are most significant on slow attacks and
torn ends of phrases so that only the vocals are intelligible. At the end of the
movement, male voices go into depth, below the range of the human voice,
and only based on known phrase contours can the vocal origin of the source
be assumed.
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The movement Main has the most developed dramatic curve and repre-
sents a surrealist sound landscape®® in which sounds of obviously digital ori-
gin and sounds that act as if they are of biophonic and geophonic origin are
found. From 2:12, voices that speak an unrecognizable and non-existent lan-
guage, a language that, by dissecting morphemes and digital distortions of
phonemes, the author alienates from the human, come to the fore. The image
intensifies while the speakers take multiple positions in the sounding envi-
ronment. The ominous soundscape moves toward them and grows around
them as a threat. From 3:36, the human voice completely disappears, merging
with other materials processed so that only distorted outlines of speech can
be discerned, and during the next minute, the culminating part of the move-
ment takes place, in which animal-like cries of unidentified origin replace
speech. At the end of the piece, only the rustling of the tape remains.

The movement Incomplete begins with an inhumanly deep, distorted by
stretching, and grainy sound of a choir whose color gradually morphs during
extremely slow repetitions of individual tones and turns into a completely
indistinct and sporadically interrupted drone.

In addition to the melodic (tonal) character of the episodes entrusted to
Synthi, the use of voice contributes to the composition’s communicativeness.
The voice humanizes the deep layers of the past for which the listeners search.
Although obvious, this procedure is not banal because, with emotional dis-
tancing and anonymization of the voice, the author avoids turning to pathos
(preventing a song, movement 2) and documentary/didactic (preventing a
story, movement 4). Another type of emotional distancing from the voice can
be observed — whenever it occurs, even in moments when it is questionable
whether the voice is human, it is indisputable that the voice is male. With the
tendency to connect the idea of archaism with the idea of patriarchy, this is
also a distancing (perhaps unconscious) from possible (very influential on

23 English composer Trevor Wishart explains that three interdependent factors are es-
sential for understanding the virtual acoustic space of an electroacoustic work — the
sound landscape: the acoustic properties of the perceived sound environment, the dispo-
sition of sound objects in it, and the recognition of individual objects. He proposes a di-
vision into three types of sound landscapes - real, imaginary and surreal. The surreal
sonic landscape is a logically unacceptable ecological whole that contains (recognizable)
objects of various origins in impossible relationships. According to: Trevor Wishart, On
Sonic Art, London, Harwood Academic Publishers, 1998, 139-159.
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the perception of auditory experience) analogies to the mother’s voice, the
primary connection with the vocal in the human mind.?*

Regardless of the imagined listening perspective, all sounds seem archaic
in some way, but their archaeological age is impossible to determine with
precision (or at all), so the sound experience is comprehended as timeless. In
this work, Svetlana Mara$ also explores the concept of historicity, which
points to the variability of meanings of sound objects and processes in differ-
ent epochs: “In conceptualizing the work, I turned to the field of archeology
because of its broad, meaningful connections with the world of artifacts. In
addition, digging deep beneath the surface layers of the earth in anticipation
of the discovery of a (sound) object that is symbolically important for its his-
toricity, not just its current functionality, was an interesting starting point.’2>

The friction between the linear time of the context of sound objects and
the cyclical time of the temporality of their musical existence is always pres-
ent in Post-Excavation Activities. Linear time, which passes, one-dimensional
and one-way, from the past to the future, is the time of the archeological/ar-
chival reference world of Svetlana Maras. A cyclical time whose different
points connect in an endless series of circles, repeating cycles (such as day
and night, seasons, periodic heartbeats, breathing, sleep cycles...) is the time
of musical processes, repetitions, movements, breathing phrases, cyclic forms
of composition. Svetlana Mara$ poetically describes her fictional scenario as
a revival of the non-existent past from the perspective of a very distant, dys-
topian, post-apocalyptic future.? One can close a small circle here and draw
a parallel with Schaeffer’s concept of concrete musical experience, which is
“based on working with sound objects that are not specified by numbers, sec-
onds, but parts of time torn out of space”?” By careful exploration and digging
to the depths of the imagined prehistory of sound, Svetlana Maras reaches the
cosmos of small sounds, those created in detail, selected, and processed. Time

24 “In the beginning, in the uterine darkness, was the voice, the Mother’s voice. For the
child once born, the mother is more an olfactory and vocal continuum than an image.
Her voice originates in all points of space, while her form enters and leaves the visual
field. We can imagine the voice of the Mother weaving around the child a network of
connections it’s tempting to call the umbilical web” Michel Chion, The Voice in Cinema,
New York, Columbia University Press, 1999, 61.

25 Svetlana Mara$, Program note

26 An online conversation (25 March 2022)

27 Biljana Sre¢kovi¢, Modernisticki projekat Pjera Sefera: Od ispitivanja radiofonije do
mugzickih istraZivanja, Beograd, Fakultet muzicke umetnosti, 2011, 49.
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sometimes leaves a patina on her objects, sometimes bypasses them, and
sometimes turns them into vague memories. Some of the sounds remain
evocative enough to draw the listener deep into the scenes of the cinema for
the ear in which different times and perspectives of sound meet.

* % %

The composition Post-Excavation Activities by Svetlana Mara$ won the Com-
posers” Association of Serbia “Stevan Mokranjac* award for 2020. This pres-
tigious recognition for the most successful work by a Serbian author that had
its premiere in the previous year was awarded for the second time to a work
belonging to the radiophonic genre.?® “For me, the awarding of the prize to a
radiophonic piece which rests on foundations of electroacoustic and (maybe
even more) electronic music is, above all, a symbol of the presence of this
kind of contemporary music not only in the concert setting, but in an every-
day context, and that is the context that radio to a great extent enables (al-
lows, provides).”?

According to Marija Cirié, a more precise genre determiner of composi-
tion would classify it in the domain of experimental radiophony in its “most
abstract subtype,” “the most subjective form of expression with sound/music.”
The connection between concrete/electronic/electroacoustic music and ra-
diophonics is most apparent here (...)."3% Svetlana Marag’s compositional work
is primarily realized in the domain of electroacoustic music, and since 2016
and the beginning of her engagement in the Electronic Studio of Radio Bel-
grade, her artistry has been deeply connected to radio as a place of creation
and a specific medium.

The author herself describes radio as a place of playfulness with sound,?!
a space of freedom of creation, a laboratory of sound.’> Laboratory Post-Exca-

28 Since the establishment of the “Mokranjac” Award in 1994, the only radiophonic work
that has been awarded is A Large Stone, a radiophonic poem by Ivana Stefanovi¢, which
premiered in 2017.

29 Milan Milojkovi¢, Razgovor s povodom

30 Mapuja Bupuh, “Vrpa 1 My3nkamHOCT Kao peTIocTaBKe pagrodonuje’, in: Visana
Menuh (Ed.), Paguo u cpiicka mysuka, beorpan, Mysukomnomku nacturyt CAHY, 2015,
101-114.

31 “Understanding the theater of sound as the art of music, that is, resignifying/moving
to the position of a related discipline, music, is ludus per se. This - again - points us to
the experimental form as a game of expressing the author’s micro or macrocosm.” Marija
Ciric, ibid.

32 An online conversation (25 March 2022)
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vation Activities remain in the archives of the Electronic Studio as one of the
treasured compositions that continue the tradition of cultivating the experi-
mental radiophonic form on Radio Belgrade.?

“What makes the Belgrade Electronic Studio special is the fact that it is
part of Radio Belgrade. This is already enough to characterize it as a unique
specimen of its kind in the world, because the radio infrastructure not only
provides immense possibilities for the content presentation, but also affects
the production and what is being created in the studio. Precisely because it is
the institutionalized place of research and production of electronic music,
the Electronic Studio of Radio Belgrade also produces content that is profes-
sionally selected and which is in dialogue with the heritage of electro-acous-
tic music created in it. All this is reflected in the music that comes out of
there..”34

Translated by the author
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Unanak npuxsahen 30. maja 2022.
OpuruHaIHU HayYHH YIaHaK

Ana I'mvamoeuh ™
VYuusepsutet y [Ipumtinu ca npuBpemernuM cenuireM y KocoBckoj Mutposunu
@aKkynTeT YMETHOCTH

HEITIOCTOJERA MPOHIVIOCT JAJIEKE BY AYRHOCTH
O KOMIIO3ULININ POST-EXCAVATION ACTIVITIES CBETJIAHE MAPAII

AncrpakT: Y TEKCTy je HHTEpIpeTHUpaHa eJeKTPOAKyCTHYKa paauo(oHCKa KOMIO3MIIHja
Ceernane Mapam Post-Excavation Activities (2020). KoMmo3uimonyn NpHHIUI KOjH ayTopKa
Ha3WBa MHBEP3HMjOM KOHKPETHE MY3HKe, a KOj! YKJbyUyje paJ ca 3ByKOBUMA JUTUTAITHOT MTOpEKIa
YHja je cBpXa Ja Jn4ye Ha npoHaheHe 3ByuHe apTedakrte, ynopeheH je ca apXuBuMa HUMaruiHapHor.
[IpaTehn namepy Ceriane Mapam na mMeauj NmpeiacTaBd Kao 3Byuehu KOMIO3WIIMOHU CJI0j,
aHAIM3UPAHO j€ KOje je 3ByuHe 00jeKTe y ey Moryhe penpe3eHTanujcKu OApeIMTH U KaKo OHU
YUYECTBY]y Y KOMyHHUKaTUBHOCTH My3WYKoOr Jiena. McTakHyT je 3Hayaj pajuja Kao Melauja, alu U
KoHTekcT EnexktpoHckor crynuja Pammo beorpama y kome cy Marepujanu 3a KOMIIO3ULH]Y
HaCTajallu.

Kibyune peun: Ceernana Mapam, Post-Excavation Activities, ekcriepumenTanna paanodoHuja,
€JIEKTPOAKyCTy4Ka My3HKa, paJuo, 3By4HHU 00]J€KTH, apXUB UMaruHapHOT

Pagmodoncko neno Ceernane Mapam® Post-Excavation Activities mpemujepHo je emutoBano 30.
Mmaja 2020. roguae Ha Tpehem nporpamy Pagno beorpana. Kommosuiyja je, kako ayTopka HaBOAN

* KoHrakT ayTopke: ana.gnjatovic@art.pr.ac.rs.

! Ceermana Mapam (1985), KOMIIO3UTOpKa M 3BYKOBHA YMETHHMIA, TOJMHAMA YHA3a/| aKTMBHA j€ Ha ClleHaMa
eKCIIEepUMEHTAJIHE MYy3HKe KOJI Hac M Yy MHocTpaHCcTBY. CTyqupaia je koMmro3uuujy y beorpany y kimacu npogecopa
3opana Epuha, mactep ctyauje 3aBpimia je Ha Opceky 3a menuje [lkose 3a yMETHOCT, M3ajH U apXUTEKTYpy AaiTo
yHHBep3uTeTa y DUHCKO], a ycaBplaBaja ce Ha BHUIIE KypceBa U paanoHuna y Aycrtpuju, Hemaukoj u CAJl. Pan
Ceernane Mapam oOyxBaTa I0Jb€ HOBE MYy3HWKE W 3BYKOBHE yMETHOCTH M kpehe ce om mepdopmanca, mpeko
WHTEPAKTUBHUX WHCTANIAIKja 10 eIEKTPO-aKyCTHYHNX KOMITO3HIIMja U IPYTUX (HOpMH 3ByKOBHE YMETHOCTH. Mapaii
je cBoje pajioBe npencrassbana y Mynrumenunjanaom nentpy Fantraep (Bypomn), OHaszuc Ky niTypHOM [eHTpY (ATHHA),
My3ejy caBpemene ymetHoctr (beorpan), Ha @ecTuBany caBpeMeHe My3uke y Xaaepchuinay, Mzmory cyBpeMeHor
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y TMpOrpaMcKoj HOTH, ,0a3upaHa Ha (QUKTUBHOM CIIEHApH]y pecTaypalyje IpacTapux,
U3ryOJbeHUX M TIOHOBO HaheHMX My3Wukux cHHMaka’. HacioB, cl1000JHO TpeBeneH Kao
AxmusHocmu nocie uckonagara, ynyhyje Ha aHaJJUTHYKE METOJIE M TEXHHKE KOje HACTYIajy
HAKOH TEPEHCKOT MCTPaXHBama y apXxeosuoruju. Jlyrorpajan u KOMIUIEKCAaH HU3 MOCTyMaka (0x
o0elnexaBama, MaXJHUBOT YHMIIhema U KOH3epBalyje (parwiHujux apredakara, copTupama H
KJIacHpama y30paKa, KOMIUIEKCHUX METO/a JAaTOBama... 0 OPOJHUX APYTUX CHEIH]jaTH30BaHUX
TEXHHMKA) BOAM Ka MOTIYHUjEM U AyOJbeM pa3yMeBamby MCTOPHJCKOT U KYJITYPOJIONIKOT 3HA4aja
nponalhennx apredakara.?

[Iporec cakymibama U 00pajie 3By4HHX MaTepHjana Takohe je 6uo ayrorpajan. Kommosummja
je Hactajama ox jyna 2019. no ampuna 2020. roause, a MojeAMHA MaTepUjall KOPUITheHH Y 1HbOj
CaKyIUbaHH Cy M paHuje, o1 (ebpyapa 2019. rogune.® Onucyjyhu cBoj KOMIO3UIMOHK TIPOIEC,
Ceeriiana Mapamn crioMume JIMYHY HepOopMalHy M JIOHEKJIE HEOpraHW30BaHy 0a3y 3BYYHHUX
MaTepujaga Koja ce OCBeKaBa TOKOM pajia Ha CBaKOM HOBOM IpojexTy.* Marepujane, Hajuemhe
Mane 36ykoee, jacHO nedMHHCAHE KPaTKOTPajHE 3ByYHE 00jeKTe’, ayTOpKa NMPEHOCH W3 je/HE
KOMITO3MIIMje Y APYTY U PEKOHTEKCTyanu3yje ux. Y ciydajy Post-Excavation Activities, aytopka
MHCHCTUPA Ja je BehrHa 3ByKOBa KOPHIINEHUX y KOMITO3MIIMjU 3aIllPaBO ,,9UCTO JIUTUTAITHOT
MOPEKIIa, UAKO je FHHXOBa CBpXa Jia JIMYe, KBAIUTETOM M KapaKTepOM, Ha TEPEHCKE CHHMKE,
03By4YeHE 00jeKTe W JIpyre KOHKPETHE 3ByKOBE. Y TOM CMHUCIY, KOMIO3HIIMOHH METOJ IOCTaje
WHBEp3Wja Musique concrete, Kpo3 MOKYyIaj peKperpama CBETa MPaBUX, OPTaHCKUX 3BYKOBa

xopumhem apTuduuujensnx, aurutataux.”® Ako 6u ce HA OBOM MECTy HACTaBUIO Topeheme
pana Ceetritane Mapaii ca apXeoJIOIIKUM pagoM, TIOCTYIIIY O OATOBapalii OHUMA KOjuMa ce OaBH
MICeY0apXeoyIoTHja, HEeTaTHBHO KOHOTHpPaHa, IUCIMIUIMHA KOja HWHTEPIPETHpa TMPOIIIOCT
onbaiyjyhu HaydHe MeTOJe M HCKpHUBJbYjyhHM Hamasze y CKIaay ca KeJbeHUM HapaTHUBOM.
[Toctynuu ¢alOpukaiyje U TeHACHINO3HE KOHTEKCTyaln3anuje apredakara, ynyhyjy, mehytum,

Ha crienu(pUYHe yMETHHYKE KOHIIENTE U CTPYKTYPE — apxuee umazunaphoz.’

3Byka y 3arpe0y, LITM c¢ecrusany y bBepnuny... Mely 3Hayajuum kommnosunujama Ceeriiane Mapam uctuuy ce
eNIEKTPOaKyCTHYKa 1 pagruodoncka aena Poetica Micro Mix (2011), Canzone Distorte (2013), Jesux (2016), Paoujcku
xonyepm 6p. 1 v Padujcrxu xonyepm 6p. 2, Post-Excavation Activities, 3atum lz’s About Spy Stations (2009) 3a rnac,
rUTapy, KOMIjyTEPCKy TaCTaTypy, 6ac KiapuHeT, 00jekTe 1 xuBy enekTponuky, Dirty Thoughts (2015) 3a ancam6i u
KHBY enekTpoHuky, Chamber Music 3a xapMOHHKY ca eleKTpoHUKOM u BHosoHues0o (2020) (6uorpadceku momamnu
npey3etu ca moptana http://www.serbiancomposers.org/kompozitori/svetlanamaras/) (mpucrymbero 27. ampuia
2022).

2 https://en.wikipedia.org/wiki/Post-excavation_analysis (nmpuctymbeno 14. anpuna 2022).

3 W3 ayTopkuHe IpOrpaMcke HOTE O KOMIIO3HMIMjH, AOCTYIIHE HA ayTOPKMHOM MPO(UIYy HA OHNAJH MY3HYKO]
miatpopmu Bandcamp, Ha kome ce yjenHo Moke HahM W KOMIIO3MIHMja y CBOjOj HMHTErPAlIHOj BEP3HjH:
https://svetlanamaras.bandcamp.com/album/post-excavation-activities (mpucryrbero 14. anpuna 2022).

4 TIpema oustajH pazrogopy A. I'marosuh u C. Mapam BojeHoM nocpeacteoM Z00m mnatdopme 25.3.2022.

5 Kommnosumuja Post-Excavation activities narpahena je Harpagowm ,,CteBan Moxkpaman* 3a 2020. roguny, o yemy he
KacHMje y TekcTy Outu Buie pedeHo. Kako je HaBeneno y OOpasnoxemy omryke JKupuja 3a noneny Harpaze,
KOMITO3MIIMOHM NocTynak CBeTiiane Mapait ,,1ocaj ce yBek 0aszupao Ha kopuiihemy 3BykoBa KpaTKor 1 oapehenor
Tpajara, KOju Cy MPUTOM jaCHO Je(HHUCAHH, BEJIMKOT T€CTyaJIHOT MOTEHIMjasla M CHa)kKHE (PU3MUKe NPUCYTHOCTH.”
Tekct OOpasnoxema goctynaH je Ha: https://composers.rs/wp-content/uploads/2011/07/Mokranjceva-nagrada-
obrazlozenje-S.Maras_.pdf (npuctymseno 23. anpuna 2022).

® TIporpamcka HOTa 0 KOMIO3MIIM]H, HAB. JIEIO

" TepMuH apxue umazunaproz NPUIATOleH je NPeBo/ TEPMUHONIOTM]e U3 EHIJIECKOT je3uka, imaginary archive. ¥
nrepaTypu ce pehe cpehy u repmunu fictional archive u experimental archive.

2


http://www.serbiancomposers.org/kompozitori/svetlanamaras/
https://en.wikipedia.org/wiki/Post-excavation_analysis
https://svetlanamaras.bandcamp.com/album/post-excavation-activities
https://composers.rs/wp-content/uploads/2011/07/Mokranjceva-nagrada-obrazlozenje-S.Maras_.pdf
https://composers.rs/wp-content/uploads/2011/07/Mokranjceva-nagrada-obrazlozenje-S.Maras_.pdf

I'mamosuh, A.: Henocmojeha npounocm danexe 6yoyhnocmu...

V cBoM ecejy Mmnync 3a apxusuparem,® Xan docrep aeduHuIIE yMETHOCT ApXHMBa KAO KAHP
KOjU ,,dUHU HCTOpPHjcKe HuH(OpMaIMje, 4YecTo OHE H3ryOJbeHe WM 3aTrypeHe, (Qu3nuku
NPUCYTHUM”, IITO OATOBapa M M3BOpHOM omucy Post-E£xcavation Activities. buio na ce oxHoc
npemMa apredakTuma Kao rpahu Jiemasa y IpojeKTuMa KOju yKJbY4yjy IpaBu apXUBCKU MaTepHjal,
WIN jeé apXUB YMETHUKY CaMO KOHIIETIT KOJUM C€ TIOMake, M7eja apXuBa OCTaje aTpaKTUBHA Y
caBpeMeHoj ymeTHOcTH. OJIHOC TpeMa KOHCTpyHCamy apXuBa Kao mpema mep(opMaTHBHO]
MpakcH, WCIUTHBamkE TEH3Wja edeMepHOT W TpajHOr, HacTajyher m cadyBaHOT, IOCTEICHO
TpaHC(OPMHUILIE apXHUB OJ PEMO3UTOPUjyMa JAOKyMEHAaTa YMETHOCTH IO YMETHHYKOT MEJHja.
ApxHBe MMarMHapHOT yYMETHHMK OCMHIIUbaBa 00 Hyje, Mpou3Bojehu He camMO KOHCTPYKUH]Y,
GyHKIM]y U HapaTHB apXuBa, Beh U CBaku MojeIMHAYHU JTOKYMEHT KOjU Y lheMy Tpeba aa ce Halje.
[Ipou3BeneHn TOKYMEHTH/YMETHUYKH O0jEKTH HUCY CaMHU CBOj IIWJb U HE HOCE HY)XKHO COOOM
KOHTEKCTyallHa o0eexja, Beh ce (hadpukyjy Kao CHpOB MaTepHjajl KOjH CBOj HICHTUTET 00uja y
JE3UKY M CTPYKTYPH apXuBa KOju (MX) MPOU3BO/IH.

OHO mTO apXWB HMMarMHApHOT MpYyXa HACIpaM apxXWBa PEaTHOT, HMCTOPHjCKOT, jecTe
MOTyhHOCT 3amMUIILUbama (Jarama, Kpealuje) Koja je caapskaHa y camoO] HEroBOj CYIITHHH.
YumeHnna Ja yMETHHYKH HU3pa3 HUje yCIOBJbeH (akTorpadujom, gomymra My Aa ce HU3NYKH
OCTBapH Kpo3 OUII0 KOje CpeiCTBO U OUII0 KOjU (HA)UMH KOJH YMETHHUKY Jieyje Kao oaronapajyhu.
HcroBpeMeHO OBOAM apXUB — Tj. HAPATUB/TEKCT KOJU C€ WU3BOJH, M JOKYMEHT — YMETHHUYKHU
o0jeKaT/moKka3 TeKcTa, y BeoMa CrieluuuHe CEMHOTHUKE ofgHoce. Kpo3 HapaTHBHU paMm apXuBa
YMETHHK HaM 2060pu 3HAUCH-¢ apXUBCKe Tpalje, Tymauu je kao 1a je nponaleHa, ok Ta ucra rpaha
3arpaBo HacTaje Ka0o yMETHMYKAa MHTEpIpeTalija HapaTHBa KOJU HaM YMETHHK CaOIIITaBa..
,,KOMITO3uIIMja je HacTaja BeOMa CTAJOKECHUM YKJIAllamkeM MaTepujania, Kpo3 TOJUHY W BHUIIIE
JaHa, ¥ Ty MHCIMM Ha yKjiamname Behux oJiespaka KOju Cy KOMIIO3WIUJU Al HapaTHBHH
KapakTep. VM3MHIIJBEHH CLEHapHoO Jejla MpoM3allao je JOHEKJIe M3 3BYYHHX KapaKTepUCTHKa
u3BopHOT Marepujana (...).”° V mocnenmoj Tpehunu uctpaxupaukor npomneca,’’ namernyna ce
y3ajaMHa [IUKJIMYHA UTpa MaTepHjalia Koju XpaHe KOHIIENT Koju paha MaTepujaie.

Caetniana Mapaii rpaJiu HapaTUB CBOT Jiesla Kao ,,JIMYHY KOHTEMIUIAIN]y Ha TeMy Koje Ou oBe
MMarvuHapHe TEXHOJIOTHje 3BYy4YHE pEnpoAyKIHMje Morjie OUTH, U joul Ipe, KOje Cy, TeHEepaIHO
TJIeIaHO, MY3WYKe CIENU(PUIHOCTH Meuja KOju cMaTpamo 3acTapeiuM (MOXKJa 4ak U JIaBHO
3abopaBibeHnM). OBM MMaruHapHU (MY3WYKH) MPOHAIACIM Cy IEHTpaJHA HJEja OKO KOje je
HacTaja KOMITO3HIMja. 3ByYHH PEUHHUK Jiena Tpal)eH je enmadopainjoM oBe ujeje, Kao U uieje na
MeaujyM, Kao (pu3Muyka IaTOCT, MOK€ OWUTH TpPENCTaB/bEH MY3MKOM, Kao jelaH OJ MHOTHX
nocrojehx KOMIIO3MIIMOHUX cllojeBa, ca Moryhnomrhy na Oyne mnpukasaH Kopuiihemem

KOHBCHIHWOHAJIHUX MY3HWYKUX ajlaTa. 11

8 Hal Foster, ,,An Archival Impulse”, October, Vol. 110, 2004, 3-22.

® Oayomak je mpeyser u3 WHTepBjya Koju je ca CBemnanom Mapam Boano ap Muan Munojkosuh, My3HKOJIOT.
Razgovor s povodom, web crpana ¥Yupyxkewa kommnosutopa Cpouje: https://composers.rs/?p=7583 (mpuctyrbeHo
27. ampuina 2022).

10 Onnaju pasrosop A. I'marosuh u C. Mapami, HaB. fe10

! TIporpaMcka HOTa 0 KOMIO3UIIUjH, HAB. JIEJI0
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CBoje cTBapaialiTBO ayTopKa IoBe3yje ca HacleheM paHe KOHKPETHE MY3HKE, HCTOPH]jCKE
HpaKce KOMIO3UIIMOHOT paja ,,ca 3ByKOBUMa KOjU KOHKPETHO MOCTOje U KOjU Ce MOT'y CMaTpaTH
KOMIUIETHMM M JeMHMCAHHM 3Byd4HHUM objektuma”.'? VcTpakuBame I10jaBHOCTH U
KapaKTepUCTHKA 3BYYHHUX 00jeKaTa NpUCYTHO j€ U 3HAYajHO y KOMITO3UIIMOHO], aJId U TEOPHU)CKO]
npakcu Cpernmane Mapam. Y cBojoj mactep Te3u ,,OTeNoB/beHAa KOMIO3MUIHja. TpeTMaH u

“13 yenmryje

3Ha4YeHe (PU3NYKOT 00jeKTa y eKCIIEPUMEHTAIHOj MY3HIIM M 3BYKOBHO] YMETHOCTH
OJTHOC 3aI1aJJHOEBPIICKE U CEBEpPHOAMEPUUKE YMETHIUUKE My3UKE PeMa BAHMY3UYKUM 00jE€KTHMA,
OTEJIOBJbEHC My3UKE U MpoOJIeMe ayTOHOMHUje HEMY3HYKOT 00jeKkTa y My3udkoMm aeiy. [lo cBor
METOJCKOT TIOCTYIIKA uHeepsuje koukpemmue mysuke y Post-Excavation Activities, ona npenasu
KPY)KHH IYT OJl 3BYKOBHOT, MY3WYKOI OJHOCa IpeMa (HU3MYKOM O0jeKTy, OO IOCTEIEHOT
ociobahama 3ByKka cBOr MarepujaiHor nu3popa. O0jekTH HacTaBsbajy Ja OICTajy caMo Kpo3 CBOjY
ayJUTHBHY NIUMEH3H]y, BEIUTAYKW TECHEPHUCAHW, HEOPTaHCKH, all MY3WYKH OOJMKOBAaHU U
KOHTEKCTYaJTHO MIO3UIIMOHUPAHH TaKO JIa y C€0M HOCE MPECTABY, CEHKY HeKo2 MaTepHjaTHOT TeJia
KOje OKynHpa Heku (PU3NIKH IIPOCTOP.

Kommosuigja ce cactoju U3 AeceT KpaTKux craBoBa (Hajkpahu o mUX Tpajama je cBera 61
CeKYHIy, a Hajayxu 6 MUHYyTa U 29 cekyHIu). YKyIOHO Tpajame je 29 MUHyTa M 25 CeKyHAH.
,,HaclloBM HEKUX O]l MOjeJMHAYHUX cTaBoBa ymyhyjy Ha KOHKpeTHe pedepeHIle, mnpyxkajyhu
CIIyLIAoIy MaTepujaj 3a JIOKHBJbABA-E MPUIIOBEIama Koje MpoxuMa 1eno aeno.”** Crasose
KOMITO3UIIHj€ JOHEKIIE je MoTyhe Kitacu(uKoBaTu Ha OCHOBY 2/1A6HUX, HAjeBOKAMUBHUJUX 3BYUHUX
o0jekara Koje capKe U MpemMa MPUHIMIIIMA OpraHu3allije My3udKor Toka. He mocroju, umak,
HUje/IaH CTaB Yy KOMITO3UIIMjH Yy KOME je MPHUCYTaH caMo jeJJaH U3BOp 3BYyKa, HUTH y KOME je Ha
CHA3M jelaH MCKJbYYHMBH TPAIUBHU MOCTyMaK. Tako MarHeToOHCKa Tpaka HE 3ByYH CaMO KpoO3
CTaBOBE YMjU Ha3WMBH Ha Wy JAupekTHO ynyhyjy (Tape 1, Tape 2), Beh je mpucyTHa Kpo3 memy
KOMIIO3HIINjY, Ka0 3BYYHU apTe(akT MM Kao IMO3UBAKhE Ha KApAaKTEPUCTHKY MEJH]ja, Ha IpUMep
Kpo3 noBehaHny KomInpecujy crekTpa 3ByKa.

2 Cam tepmun 36yynu objexmu (les objets sonores), Ijep Illedep (Pierre Schaeffer), sauernux npasia kKoHKpeTHE
My3HUKe, IPBU KOPUCTH omnucyjyhm 3BydHe martepwjaie, Tj. oapel)eHe M jeAMHCTBEHE 3BYyYHE CETMEHTE KOjH Ce
KOMIIO3HITHOHO-TEXHOJIOIIKAM TIOCTYIIKOM (CHUMAameM) H30JIyjy W3 OPWUTMHAIHOT KOHTEKCTa M TPETHPajy Kao
nponaleHn 00jeKTH, ,,()parMeHTH 3BYKa KOjU KOHKPETHO HocToje. /laJboM MaHMITyJaIujoM, TpaHcopMannjoM 1
MY3HUYKOM PEKOHTEKCTYaIH3alUjOM, 36VuHU 06jekmu TOCTajy mysuukum objexmuma”. HaBeneno mpema: Biljana
Sre¢kovié, Modernisticki projekat Pjera Sefera: Od ispitivanja radiofonije do muzickih istraZivanja, Beograd,
Fakultet muzi¢ke umetnosti, 2011, 45-50.

13 Teopmjcka crymuja Embodied Composition. Treatment and meaning of physical object in experimental music and
sound art, neo je mactep paaa ogbparmenor 2008. rogune Ha Onceky 3a meauje [lIkose 3a yMeTHOCT 1 Anu3ajH AanTo
yuuBepsutera y ®@unckoj (School of Art and Design, Aalto University, Espoo, Finland).

14 TIporpamMcka HOTa 0 KOMIO3UIIUjH, HAB. JIEJI0



I'mamosuh, A.: Henocmojeha npounocm danexe 6yoyhnocmu...

Cras Tpajamwe | JloMUHAHTHH Opranuszanuja Toxka
3BY4YHH o0jexar
1 — Opening 03:44 EMS Synthi 100 | mysuuxa®® (Toncka, ca
penerutTuBHOIINY)
2 —Voice recording | 01:14 riac My3H4Ka (TOHCKa, ca
(re-construction) penerutuBHOIIhY)
3 —Tape fragment 1 | 01:15 MarHeTooHCKa | 3BYKOBHA (KOHKPETHHU 3BYKOBH )
Tpaka
4 — Episode 1 03:02 EMS Synthi 100 | my3uuka
5— Main 06:29 rJ1ac My3HUKa + 3ByKOBHA
6 — Episode 2 01:01 EMS Synthi 100 | my3uuka (TOHCKa, ca
peneTuTUBHOIINY)
7 — Incomplete 06:01 riac KOHKpPETHa
8 — Noise 01:58 EMS Synthi 100 | my3uuka + 3ByKOBHa
9 — Tape fragment 2 | 02:56 MarHeTo(oHCKa | 3BYKOBHA (KOHKPETHHU 3BYKOBH)
Tpaka
10 — Episode 3 01:45 EMS Synthi 100 | my3uuka (TOHCKa, ca
(Ending) perneTUTUBHOIIY)

N 6e3 3anaxema y KOMIJIEKCHOCTH U CYHPOTCTaBJLEHOCTH TEOPHJCKUX TMOIVIEAa Pa3IUnYUTHX
ayTopa Ha penpe3eHTAlM]CKU KalaluTeT U KapakTep My3HKe Kao YMETHOCTH, JaCHO je Jia je y
cnyuajy Post-excavation activities pag ca 3ByuyHHM 00jeKTHMa W apTedakTHMa BHIIE HIrpa
MpHU3MBamka HEero npukasuBama. Koju cy TO IeI0BH MaTepHjaHOT CBETa 3ByKa KOje ayTopKa
esonupa? Komuko je 3ampaBo apredakara Mpeno3HAT/HUBO Y 3BYKY M KOJ CIyIIaolla M3a3uBa
Makap ¥ JIeTMMHYHO jaCHE acollvjallije Ha U3BOP 3BYKa, lerOBO MOPEKIO0 U PU3NYKY 110jaBHOCT?
Y MHOIITBY CUTHUX 3BYKOBa KOjU I'pajie €KO-CHCTEM JIela, U3/IBajajy ce TpU TUIa 3ByKa YHjU ce
acniekTd (y HEJeIHaKO] MEpU M HEPETKO y 3auyJHUM OJIHOCMMA) MOTY peINpe3eHTaIN]CKU
OJIpEe/IUTH:

1) 3syuu EMS Synthi 100

2) 3Byuu MmarHeTooHCKe TpakKe

3) JbYICKH I1aCOBH

15 Busbana Jlexosuh y cBoM Onmonowkom "Kaeyuy’ 3a npobreMamuso6are 36YKo6He yMemHocnu TIPaBy ToJIENy Ha
neppopMaTHBHY 3BYKOBHY YMETHOCT, IIpaKcy H3BOljema 3ByKa Kao BPEMEHCKE YMETHOCTH, 0e3 KOMyHHKaluje ca
peasHuM TPOCTOpoM (d4eMy OM oJroBapajia My3uuka OpTaHM3alMja TOKA U3 TOpHe Tabeie) U Ha IPEe3eHTAalUjCKy
3BYKOBHY YMETHOCTH, NPaKCy TpeTHUpama 3ByKa Kao YMETHOCTH Y BPEMEHY M Yy KOMYHHUKAaIHWjH Ca pEaTHUM
IIPOCTOPOM IOCTaBKe 3BYKa (4eMy O oJiroBapaia 36yKogHa OpraHu3alyja ToKa). Y3 OBe JBe KaTeropuje NprcyTaH je
U BHXOB amairam, nepdopMaTtuBHO-Tpe3eHTalnjcka ymerHoct. IIpema: Biljana Lekovié, Sound Art/Zvukovna
umetnost: Muzikoloska perspektiva — teorije, Beograd, Fakultet muzi¢ke umetnosti, Katedra za muzikologiju, 2019,
105-106.
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1) ,.IIpenosunarseusu 38yk EMS Synthi 100 kopuirheH je ka0 KOXE3UBHH €IEMEHT KPO3 Pa3InunTe
oJiceKe KOMIO3HIIUje, Kako OM MOCTaBHO €MOIMOHATHY Mo3anuHy faeia...“® Tokom aHraxmana
Ceerimane Mapam y Enextponckom cryaujy Paamo beorpama, pecraypupaH je U CTaB/bEH Yy
aKTHBHY yHoTpeOy aHanorHo/nururansy xubpuauu cunterusep EMS Synthi 100, opurumamso
CKJIOTIJbEH M TpunaroleH ympaso 3a norpebde Georpajckor Paguja 1971. roaune.® Oaj penax u
KoMIUIeKcaH ypehaj crenuduuHOr 3ByKa, MMOCTA0 j€ YBOPHINHA Tadyka y paxy OOHOBJBEHOT
CTy/Hja, KOjH TI0CTaje ,,MECTO aKTHBHOT MCTPaKHBaHa U MPOIYKIHje eJeKTpoHCKe My3uke '
KpPO3 paJuoHHIE, KOMIIO3UTOPCKE PE3WCHIMjE, HU3 TOCTOBamba M KOHIIEpAaTa MHOCTPAHUX U
nomahux ymernuka. KoHTHHYHpaHH paj KOMIO3UTOPKE ca €JIEKTPOHCKHM HHCTPYMEHTOM, OCHM
IITO je MOCIYKHO Kao M3BOp 3BYYHHX Marepujajia, Pe3ylTHpao je, u3Mely ocranor, meHUM
octBapewmuMa Paoujcku xonyepm 6poj 1 u Padujcku konyepm opoj 2, y xome ,,ynotpeda EMS
Synthi 100 (Cummuja) y KOMOWHAIIMjU ca KOMIJyTEPCKMM CETalioM H ca JIy[IOBHMa
MarHeTodoHCKUX Tpaka”?® ocMKaBa 3ByYHH Iej3ax cpojaH ceeTy Post-Excavation Activities.
3Byk Cunmuja Kao BE3MBHO M €MOTHBHO TKHBO CHUMOOJIMYKH IMMO3UIMOHHPA CTBAPATIAUKY
MPaKCy ayTopke y omHocy Ha Hacnehe Oeorpanckor Emekrponckor cryamja. O oTBapa Post-
Excavation Activities u npucyTan je kao Hocehr 3By4HH CJI0j Y CBUM €MU30/1aMa, Kao U y 8. CTaBy
(Noise/byka). Tume 4ak meT Of JECET CTaBOBA KOMIIO3HUIIHje, YKIbYUYjyhH HEHO OTBaparme H
3aBplIleTak, nporosapa jeaukoM Cunmuja. OBO Cy, yjeIHO, Hajmenr00uyHuju CTABOBU KOMITO3UILIH]je
(Mama MenoAMjcKa KOMIOHEHTa TPAJUIMOHAIHO cxBaheHa Kao aKTHBHOCT OJHOCAa TOHOBA
Pa3IMYNTHX BUCHHA HEMa BAKHUX KOHOTAIIM]ja Y OBOM OCTBapemYy).
CBe emnm3oze KapakTepUIIE PENETUTUBHOCT — IMOMAJO HMCKPUBJHEHO WIIM HETPABUIIHO
aynosame (looping). Cunmu He naje BenrKy MOTYHHOCT BPEMEHCKE OpraHu3aldje ToKa, ma je
jenaH oj HauMHa rpalhema TyKer My3HMUKOI BpeMeHa 0/ KOH(UrypucaHor ¢pparMeHTa, HEroBo

16 TIporpamcka HOTa 0 KOMIO3UIIMjH, HAB. JIEIO

17 Cpernana Mapam 6uia je pe3uIeHTHH KOMIIO3UTOP M yMETHUYKH JUPEKTOp EjeKTpoHckor cryauja Paauo
Beorpana on 2016. rogune no cenremOpa 2021. roauHe, Kajga je mpeysena MO3ULHMjy mpodecopa KpeaTHBHHX
MY3UUYKHX TeXHooruja u EnexTpoHckor cryauja Bucoke 1mkose 3a My3uKy YHHBEp3HUTeTa 32 IPUMEHCHE HayKe U
ymetHoctd (FHNW) y Bazeny. 3ajenanuku Hanopu penakuuje Tpeher nporpama pamuo beorpana y oBom nepuony
PE3yNTUpA Cy PEeBUTAIN3ALUjOM U MOJCPHHU3ALMjOM CTynuja Kpo3 penapaunjy Cunmuja v ltyneposor (Studer)
MarseTodoHa, 1 HabaBKy Ipyre cCHelHjaIM30BaHe onpeMe. HakoH BHIe O NELCHHje HEaKTHBHOCTH, 3BaHUYHO
KOHILIEPTHO OTBapame 00HOBJbeHOT CTyauja onurpano ce y mapty 2018. roxune. Ha KoHIepTy, Ha KOM je LeHTpaJHy
yraory oaurpao Synthi 100, yxuBo cy usBeaeHe kommosuije Cernane Mapam u [Toma [Mumona (Paul Pignon),
nmmposuzandja Hukone Partuja (Nicola Ratti) u mymrena je mpojexnuja ekcriepumentansor ¢uima Yeah (1972)
Cno6onana [lujana, 3a koju je My3uky komroHoBao ITos [TumoH.

18 https://en.wikipedia.org/wiki/EMS_Synthi_100 (npucrynsbeno 27. anpuna 2022)

19 Razgovor s povodom, uas. aeno

2V Paodujckom xouyepmy 6poj 2 TIpUMemYje ce eKCIPECHBHOCT KOMILIEKCHHX MHKpPOIpoleca Kojy omoryhasa
KOMITjyTepCKa TEXHOJIOTHja y JIOMEHY aHaiorHor. CBOj NPHCTYH 3BYKY Yy IOCJIEIHUX HEKOJIMKO KOMIIO3MIIH]a,
Ceernana Mapam kapakTepullle Kao WHBEP3Hjy KOHKpeTHe Mysuke. Hanme, mpuMeHOM mpolieca WHCIHPHCAHUX
NIPETEeXHO TPaHYIapHOM CHHTE30M U MHKPOKOMIIO3MIIMOHMM TEXHHKaMa Oa3MpaHHMM Ha HM3BOpY 3BYyKa, OWIIO
AQHAJIOTHOM MM JIUTHUTAIHOM, IIOCTIDKE CE€ NPUOIIKAaBamke KBAINTETY KOHKPETHOr 3Byka. OcuM y moriemy
3BYYHOCTH, OBaj paJl Ha HUBOY €CTETCKE 0Jjpel)eHOCTH, CBECHO M aKTUBHO KOMYHHUIIMPA Ca 3BYKOM IPOIIIOCTH U paHe
eneKTpoHcKke Mysuke.” 13 HajaBe emucuje Enexmponcku cmyouo (PB3) nocsehene Paodujckom xonyepmy 6p. 2
Ceermiane  Mapamr: https://www.rts.rs/page/radio/ci/story/1464/radio-beograd-3/4422043/elektronski-studio--
svetlana-maras-radijski-koncert-broj-2.html (mpuctymseno 27. anpuna 2022).
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I'mamosuh, A.: Henocmojeha npounocm danexe 6yoyhnocmu...

TIIOHaBJbaEe Kpo3 paz envelope shaper-a (remepartopa oBojumie).?! OBaj JMHAMHYKH ITPOLIECOP
(HamMK KOMIIPECopy, ajk Ha KOjU HE yTWYe HUBO CHUTHAJIa KOjU 1O H-era Joja3u) J03BOJbaBa
HE3aBHCHO HCTUIAIE WIM CMambEeHmhe Pa3IMuuTUX CerMeHarta OBOjHHIE 3Byka. O3BydaBame
TEXHUYKE KapaKTepUCTUKE U OrpaHHyYema CaMor MeJHja, CBEeIOYM Ja Yy CIyXOu
peTpe3eHTAlNjCKOT aclieKTa 3ByKa Y OBOM Clly4ajy HUCY camo Cunmujesu 3ByKoBH, Beh U leroBu
ypehaju u merosu npouec. PeneTuTuBHOCT, 0/ caMor MOYETKa, JAeiyje Kao puryai. Jonpunocu
MMEpP3UBHOCTH Jieja, yBlauehu cllymiaoua y puTaMm U IHKIYC JaleKuX U TyOOKHX CIlojeBa
MOCTOjamba.

Opening/Omeaparme ucpraa He cacBuM nepuoauuad gy ¢purype EMS Synthi 100 kojom
JIOMHHHpA JAyrauak ToH 2e’. OBOM, IIaBHOM CIIOjy, MOCTENEHO ce TPHAPYXKYjy apTedakTu
HEjacHOT TOpEeKJIa, KOju CBOjoM BehoM peBepOepaljoM MOCTENEHO TpaJe 3aambu, Mambe
nH(popmatuBaH 1wiaH. Kako crtaB ogmude, mpocTtop ce mocreneHo nosehasa u npoay0ipyje, exo
CUTHHX O0jekara cBe Ay0Jbe Pe30HYje U IOCTEIIEHO CUMOOIINYKY omeapa npouiiocm. Y Enuzoou
1, 3Byk CuHTH]a yAaJbeHU]H je HETO Ha TIOYETKY. Xy4ame lhEeroBUX eKCTPEMHO YCIIOPEHUX TOHOBA
(TTOMaJIo 3JI0CITyTHO M TTOMAJI0 HOCTAJITMYHO UCTOBPEMEHO), PEIeTupa ce u pesepoepupa y ucToj
paBHU ca IpyruM 3By4YHUM apTedakTuMma, rpaaehu 3By4Hu mpoctop craBa. [loBpemeHo, nojequHu
apredakT U30Hjajy y IpBH IUIaH, OJvKe ciyiaony. Enuzoda 2, HajpaclieBaHUJU U HAJHEHCHUJU
CTaB IUKITyca, jJeIMHA je LIeTTMHA y KOjO] He TOCTOjH CTajlHAa aKTUBHOCT BeOMa KPaTKUX 3BYKOBA.
3ByK HemTo Buier peructpa Cunmuja nipahen je camo 1yOOKUM 3BYKOBHMA JUTUTATHHUX Tajaca
(umm BetpoBa?) M BeOMa BHMCOKHMM, JAMCKPETHHM CTAaKJIACTUM TIiucaHauma. FEnuzooa 3
(3as8pwemar), nenyje Kao 0OpHyTa CIIMKa PBOT cTaBa. JeTHO pe 00jaKIbUBO Ce jaBJba Y MPOCTOPY
KOJUM OJIjeKy]jy apTedakTu Hero3HaTe npouutocT. Kako ce apredaktu nmpopelyyjy, pe noduja cBoj
BHCOKH TUCTOPTUPAHU OATOBOP, IIE0 3BYYHU MPEAECO MPeENia3h y BUIIH peructap, a Cunmu octaje
TOCJIE/IFbY 3BYK Y KOMITO3UIIU]H.

2) Uako je 3Byk Cunmuja TPETIO3HATIEUB Ka0 36VK CMAPOZ CUHMemu3epd, NOUMarmbe HhEroBe
creun(UIHOCTH Y OJJHOCY Ha 3BYKOBE JIPYTHX CPOAHUX HHCTPYyMEHaTa JOCTYITHO je MajnoM Opojy
ciymanana. C apyre cTpaHe, 3ByK MarHeTo()oHcKe Tpake U apredakara meHor Kopuiihema J1eo
Cy Benuke aynuTuBHe Kyntype XX Beka. Tume je meroBa pernpeseHTanujcka moh Beha, a
HCTOPH]CKa OJIpEJHUIIA jeJHA KOja C€ ca CHTypHoIlhy MOe MOBYhM NPUIMKOM TOKYIIaja
KOHTEMIUIHpama BpeMeHa K0je KOMITO3UIIja PEKOHCTPYHIIIE.

CraBoBu Tape fragment 1, 2 /@paemenm mpake 1, 2 6a3upanu cy ynpaBo Ha KOHKPETHUM
3BYKOBHMa IIPEMOTABakba U 3aBHjaba MarHeTOPOHCKE Tpake, JIyNKamba KepHa, KAPaKTePUCTUYHOT
HIyIITamka U MylIKeTamka U Ipyrux apredakata oBor menuja... Y @paemenmy mpaxe 2 0BO je ajbe
KOMOMHOBAHO ca 3BYKOM caJjpXaja KOju je HACHUMJbEH Ha TpalM M 4Ydja BeJIHMKa M300JIMYerna
HacTajy Kao pe3yirar (03BYYEHHX) MaHUIYJalKja TPAaKOM; OBAKBO KOMOWHOBAME JIeNTyje TOIyT
NpUOMIKaBaka U yJa/baBama KaMepe,’’ MOMTpaBama IPOCTOPOM y KOME Tpaka 3By4H H

2L Ounaju pasrosop A. I'marosuh u C. Maparu, Has. 1510

22 Tepmun cinema for the ear (cinéma pour l’oreille wnwu 6uockon 3a yxo), Koju ayTopKa KOPHUCTH, TIOBE3Yj€ TEXHUKE

CTBapama aKy3MaTHUYKOT Jieya ca GUIMCKUM TeXHUKaMa U oopaha ce Tymademy 3By4HOT paja jesukoM ¢punma. OBaj

Ha3WB, KOjU je yCTaHOBHO (paHIrycko-kanaacku kommosutop dpaucuc JJomon (Francis Dhomont), kopuctu ce 3a
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MIPOCTOPOM KOjH Ha Tpamu 3Byud. OBO je caMo jemaH OJ] mpuMepa Kako ce Kpo3 KOMIIO3HIIU]Y
CMEHY]Y 3aMUIILJbEHE MEPCIIEKTUBE CITYIIAkha, y OBOM CIIy4ajy:

- 3BYK CTY/IH]a, Tj. 3BYK (pU3MUKEe MaHUITyJIallKje Tpakama U ypehajuma (3Byk mocraBibarma TpaKe
Ha MarHeTo(OH, JYNKambe KEPHA, TPYTU CIOJbAIHU 3BYKOBH)

- MOBPIUIMHCKU 3BYK Tpake (3BYK LIYHITama WM MyIKETama U 3aBHjamba TPake caMme, HaCyNpoT
3BYKY EEHOT CajJpiKaja), 3ByK CHHTETH3€epa, 3BYK CTape TEXHOJIOTH]e

- YHYTpalIbU 3BYK Tpake (3ByK OHOTA IIITO je Ha TpalH), 3ByYHH apTe(aKkTu yIabeHuX KyJITypa,
IJ1acoBa.

Y mMonmasicu KOMITO3UIIH]E TI0jeIMHU 3BYKOBU/OUTOMIIH CY OPTAHCKH 3auU8eHU, MaTEpUjaIn
AHAJIOTHOT M JIMTHTAJIHOT TIOPEKJIa BE3MBAHU CYy Y jeJMHCTBEHE IUIaTKe moBpimHe. Ha npyrum
crojeBuMa, MehyTUM, HaMEpPHO Ce€ jaBJbajy Malla MCKPUBJbECH:A, MPECKOILHU; HHXOBO HEPAaBHO
BE3MBAmE JICNTyje Kao pe3ylTaT KOpHIIhema cTape TEXHOJIOTHje (TIOMyT MarHeTo(hOHCKE Tpake).
Kpo3 craBoBe jnena (moceOHO OHE ayXxe, pa3BHjeHHje, monyT [rasnoe wmu Hedospuienoe),
IIPOMEHA TaukKe U3 KOje ce nocmampa 3BYK MPOU3BOIU eeKaT Ie30pHjeHTaIIM]e CITyIIaona (jeaan
HAarJIH, Hecaspuienu pe3 OUTpaBa ce y 5. cTaBy, Ha 5:54, MIPUIIMKOM HATJIOT M3JIaCKa U3 36)UYHO2
npedena W ynacka y Tpaky). OBo je joul jeiaH O]l HauMHA IPO3BydaBama Meluja KOjUM ce
KOMIIO3UTOpPKA OaBH.

Konkperu3zamuja 3Byka Kao Jia JOIMPHHOCH IMOBehaHo] arncTpakiuju OpraHu3anuje My3uuKkor
ToKa. Y dpacmenmuma, pATMAYKA U PUTMHUKO-(POpPMaTHa CPEIICTBA ([I€jCTBO METPa, PEIIETHIIN]a,
penpu3a, KOHTPACTH U BapHjanuje Behux CTpykTypa), HU MO3HATH HAYWHHU YCTPOjCTBA MYy3UUKE
daktype — He nenyjy Ha caymaona. (OBo je Mame u3paxeHo y @paemenmuma 1, y kome je 0poj
Y THN KOpUITheHuX Matepujajia CBEJICHH]H, a caM CTaB Beoma kparak.) Komanu ce ciymiajy kao
JieNia 3ByKOBHE YMETHOCTH, 0€3 0YeKHBamba K0je My3UUYKU TOK Y BpeMEHY M3a3UBa. 3aHUMJIBUBO j€
na craB byka, ypKoC Ha TPBO CIyIIake HArOMHJIAHUM MaTepHjajiMa pa3HOPOIHOT MOPEKiIa U
KOHTeKcTa (MOCTYIIM U apTe(akTH MPUCYTHU Y OCTAIUM CTABOBHMA 3ajeJHUYKH rpajae Oyky),
HEILTO JIpyrayrje My3udku KoMmyHuLupa. KomyHukatuBHOCT My 00e30el)yje mojaBa XxapMOHCKOT
ToHCcKor matepujana (ca Cummuja) y 30. cekyHIH, Te WmeroBa TpaHchopMalmja/Bapujaluja u
KOHAYHO, OJTyMHUDAE.

3) Jlpyru cTaB HUKIyca PEKOHCTPYHUIIE apXaWyHO IMEBambe MYIIKHX IJ1aCOBAa Y KOMILIEKCHOM
PUTMUYKOM U MIPOCTOPHOM (ITAaHOPAMCKOM ) KOHTPAITYHKTY ca TyOOKHM IMePKYCUBHUM 3BYKOBHMa
W BHCOKHMM IITyMOBHMa KOJU C€ IOBPEMEHO MpHUOIIKaBajy, HWCKOpadyjy y TpeamHu IUIaH.
@parMeHTHpaHu OIJIOMIIM TlecMe, KOHTypama (paze ca peTKo YXBaTJbUBUM MOJAIHUM
JECTBUYHUM KpPETamkeM W CTATHUM PUTMOM CMEHA ca MEPKyCHMBHHM 3BYKOBUMA, YIyhyjy Ha
JIPEeBHU pUTyall. AHOHUMHOCT TJIacOBa U TeBara MOCTHTHYTA j€ HArJUM CEYEHEeM U 00pazoM
KpaTKuX ()parMeHara 4mja Cy UCKpUBJbEHa HajBeha Ha CIIOPUM aTaliMa M UCKp3aHUM KpajeBUMa

»KaHp ENEeKTPOAKYCTHYKE MY3HMKE KOja KOPHCTH KOHKpPETHE 3BYKOBE, KOjU CyrepHIly IPOrpaMCKH acleKkT Jena.
Crymianai ce BOIM Ha IMyTOBame KPO3 Pa3jnuUTe 3By4HE Mej3axe (SOUNASCapes) Koju AodyapaBajy CIyIIHE CIIHKE,
Kpeupajyhu  cuHeMaTHyHO HCKycTtBo 3a yxo.” Po6 Mekej (Rob Mackay), uurupaHo mnpema:
https://nickcopefilm.com/2013/10/04/cinema-for-the-ear/ (mpucryrsbeno 23. anpuna 2022).
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¢dpasa, Tako Ja Cy caMo BOKaJIM pa3yMJbHBH. [Ipu Kpajy cTaBa, MyIIKH IJIACOBH OJi1a3e y AyOHHY,
UCIIOJ] Orcera JbYJACKOT TJlaca W CaMO Ha OCHOBY IO3HATHUX KOHTypa MarepHjaja MOXe Ce
MPETIOCTABUTH BOKAIHO MOPEKIIO H3BOPA.

Cras Main/I tasnu uma Hajpa3BHjCHUJU IpaMaTyPIIKHU JIYK, a IPEICTaBIba HAOPEATHU 38YUHU
npedeo® y kome ce mpoHanase 3ByKOBH OUYUITIEHO AUTUTATHOT MOPEKIa U 3ByKOBH KOJH JAENIYjy
Kao J1a cy ouodonor u reodonor nopekna. On 2:12 y npsu 11an, n30m3a, n301jajy r1acoBu Koju
rOBOpE HETMPENO3HAT/BMBUM W HENOCTOjehuM je3uKoM, je3uKOM KOju celHpameM Mopdema u
JUTUTATHIM HITYaiemuMa poHema, ayTopka otylhyje o jbyIcKor. 3ByYHA CIIMKA C€ YCIIOKIHaBa,
JIOK 2060pHUYY 3ay3UMajy BHIIE IMO3UIMja Y 3BYYHOM aMOHjeHTY. 3JI0CIYTHHU 3BYYHH TPEACO UM
Cce Kao MpeTHa MpuOIKaBa u pacte oko mbux. Ox 3:36 JpyCcKH II1ac MOTIYHO MITYe3aBa, CTama ce
ca MatepujaaoMm oOpaleH Tako J1a ce paza3Hajy camoO AUCTOPTUPAHU OOpHCH TOBOpaA, 1a Ou ce y
HapeIHOM MHUHYTYy OJWTpA0 KyJIMHUHAIMOHM JE0 CTaBa y KOME TOBOp 3aMemyjy KpHIH
HEUJICHTH(PHUKOBAHOT TOpPEKJIa, HAIMK XKUBOTHICKMM. Ha Kpajy craBa ocTaje camo IIyIITame
Tpake.

Cras Incomplete/Heoospuierno nounmse HeJbYACKH TyOOKUM YCIIOPaBAKHEM JIUCTOPTHPAHUM,
3pHACTUM 3BYKOM XOpa 4yHja ce 00ja TOKOM €KCTPEMHO CIIOPHX MTOHABIbaha M0jeIMHAYHUX TOHOBA
nocTerneHo Mopdyje u mpersapa y CaCBUM HEOJPEIUB IIOBPEMEHO MPEKHUIAH JPOH.

[Topen menomujckor (TOHCKOT) KapakTepa emnusona noBepeHux Cummujy, ynotpeda riaca
JTONPUHOCH KOMYHHKATHBHOCTH KOMITO3UIIHje. [ J1ac XyMaHu3yje TyOMHCKE CII0jeBE MPOILIOCTH
0 KOjuMa CIIyIIaoly Tparajy. Mako ouurienan, oBaj MOCTyINaK HHje OaHallaH, jep ayTopKa,
€MOTHBHHM JUCTAaHIUPAeM M aHOHMMHU3AIMjOM Tjaca wn30eraBa CKpeTame y MaTETHKY
(usbezasamwe necme, 2. cTaB) M JTOKYMEHTAPUCTHKY/TUIAKTUKY (uzbecasarwe npuue, 4. CTaB).
Mooxe ce yOuuTH jOlI jeJJaH BUJ] EMOTHBHOT AMCTAaHIIMpama O]l TJlaca — KaJia ToJ1 Ce jaBH, YaK U y
TpeHyIuMa KaJia je YIUTHO Jia JIH j€ rJ1ac JbYACKU, HEOCTIOPHO j€ 11 j€ TJIac MywKku. Y3 TeHICHIIU]Y
7la ce 1Jieja JPEBHOCTH MOBE3Yje ca UJI€jOM MaTpujapxara, OBO je yjeIHO U IUCTaHLIUpame (MOXK/a
HECBECHO) 0J1 MOryhux (Ha Mepleniujy CIyIIHOT HCKYCTBa BeoMa JIeIOTBOPHUX) acolfjanyja Ha
riiac Majke, IpBOOGMTHY BE3y ca BOKAIHUM Yy JbyJCKOM yMy.2*

be3 o03upa Ha 3aMUIIJbEHY MEPCIEKTHUBY CIyllamka, CBU 3BYKOBM JIeyjy Ha HEKHM HAauMH
apXauy4HoO, ajJl HUXOBY apXeoJOUIKy CTapocT HeMmoryhe je ca mpeuusHouihy (WM YOIITE)
OJIpEZINTH, TIa C€ 3BYYHH J0KHBJhA] OCBelIhyje Kao eangpemenu. CBeTiiana Mapaill uctpaxyje y
OBOM JIeJTy M KOHIICTIT UCTOPHYHOCTH (UcTOpHIIM3Ma, historicity), koju ynyhyje Ha MpOMEHIbUBOCT
3Ha4Yea 3BYYHHX oOOjekara ¥ TIIOCTylaka y pa3IuYuTHM BpPEMEHCKHM ernoxama: ,,Y

23 Enrnecku kommosutop Tpesop Bumapt (Trevor Wishart) o6jammasa na cy tpu melyszaBucHa pakTopa o/ 3Hauaja
3a pa3yMeBabe BUPTYEIHOT aKyCTHYKOT TPOCTOPA eNIEKTPOAKYCTHYHOT Jieia — 3ByYHOT I€j3aka: aKkyCTHIKa CBOjCTBa
MIEPUUINPAHOT 3BYYHOT OKPYXKEHa, AWCIO3WIMja 3BYYHHX oOjekaTta y HeMy W IpEeNo3HaBame I0jeAMHAYHUX
o0jexara. [Ipeaske mosesry Ha TP THIA 3BYYHUX I1ej3aka — CTBAPHH, UMarnHapHU 1 HaipeanHu. Hagpeannu 3By4Hn
Tiej3a je JIOTMYKU HeTIPUXBATI/bHBA €KOJIOMIKA [IEJIMHA KOja ca/ipH (IIPeno3HaTibiBe) 00jeKTe Pa3HOBPCHOT MOPEKIIa
y Hemoryhum onrocuma. [Ipema: Trevor Wishart, On Sonic Art, London, Harwood Academic Publishers, 1998, 139—
159.
24V noueTky, y MpaKy MatepHuile, 6enie riac, Majuun riac. 3a ek poljeHo sieTe, Majka je npe oJ)akTOPHU U BOKAJIHHU
KOHTHHYYM Hero ciuka. the riac obuTtaBa y CBUM Taukama y MpocTopy, 10K BeHa (opMa yiia3H y BU3YEITHO M0Jbe
1 HamymTta ra. MokeMo 3aMHUCIUTH Kako Tiac Majke Tka OKO JeTeTa MPEXy MOBE3HUIIA KOjy je M3a30BHO 3BaTH
nynuana mpedxca.” Michel Chion, The Voice in Cinema, New York, Columbia University Press, 1999, 61.
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KOHIICNITyaM3alMju Jiela o0paTHiia caM Cce I0JbY apXeoyiordje 300r HEroBUX IMUPOKUX
CMHCJICHHX Be3a ca CBeToM apredaxara. [lopem Tora, myO0OKO KOMame HWCIOJ MOBPIIMHCKUX
ClIojeBa 3eMJbE y OUYCKHBamy OTKpuha (3ByYHOT) 00jeKTa KOjU je CUMOOJIMYKH BaxkaH 300T CBOje
UCTOPUYHOCTH, a HE CaMO TpeHyTHE (YHKIIMOHATHOCTH, OWJa jé MHTEpECaHTHA II0JIA3UIIHA
Tayka.

@pukiyja u3mel)y TrMHEapHOT BpeMeHa KOHTEKCTa 3BYYHHX 00jeKaTa M HUKIMYHOT BpeMEHa
TEMIIOPATHOCTH BUXOBOT MY3U4K02 TIOCTOjarba CBE BPEME je IPUCYTHA Y AKMUBHOCMUMA HAKOH
uckonagarba. JIMHEApHO BpeMe, KOje IMpOJa3H, jeIHOIUMEH3HMOHAIHO M jEAHOCMEPHO, O]
MPOIIJIOCTH Ka OyayhHOCTH, BpeMe je apXeoJOoIIKOTr/apXuBCKor pedepeHTHOr cBera CBeTiIaHe
Mapamr. [{ukiarnyHO Bpeme 4rje ce pa3InIuTe Tauke crajajy y 0eCKOHaYHHM HHU30BUMa KPYroBa,
LUKITyca KOjH Ce TIOHABJba]y (IOMYT CMEHE JaHa U HOhH, TOAMIIBLUX 100a, TEPUOTUIHUX OTKYIIaja
cplia, Tucama, IUKIIyca CHA...) BpeMe je My3HUKHX IpoIieca, pereTHIIja, IIOKpeTa, Jucama Gpasa,
nmukiIuaHe Gopme kommnosunuje. CBerinana Mapair ¢Boj (UKTUBHU CIIEHAPHUO TTOCTUYHO OIHUCYje
Kao OXHMBJbaBamke HEmocTojehe MpOoIuIOCTH M3 MEPCIeKTHBE jaKo Jalieke, JTUCTOIHjCKE, MOCT-
anokanunTuune Oyayhaoctu.?® Moske ce Ha 0BOM MECTy 3aTBOPHUTH je/laH MaId KpyT ¥ moByhu
napanena ca IllepepoBuM KOHIIENTOM KOHKPETHOT MY3MYKOT UCKYCTBa KOje je ,,3aCHOBAHO Ha
paay ca 3By4yHUM oOOjeKTHMMa Koju Hucy ojnpeheHu OpojeBuma, cekyHaama, Beh ~odenosuma
epemena ucmpeHymum u3z kocmoca”.>’ TIaxIbUBEM TParambeM M KOTIAmbeM J10 LyOHHA 3aMHILbEHE
npaucTopuje 3Byka, CBetiana Mapaii 1onupe 10 KocMOca MalluX 3BYKOBa, J€TaJbHO KPEHPAHHUX,
Ooupanux u oOpahuBanux. thene 00jexTe BpeMe HeKaja NAaTHHUPA, HEKaJ[a NX 3a00Mi1a3u, a HeKa1a
nperBapa y HejacHa cehama. Hekn o1 BHX 0cCTajy TOBOJFHO €BOKATUBHH Ja CIyIIAoIa YBYKY
ny0oKO y ciieHe Guiima 3a yXo y Kojuma ce cycpehy pa3ianunra BpeMeHa U MepCreKTHBE 3BYyKa.

* %k ok

Kommnosuinja Ceernane Mapain Post-Excavation Activities narpahena je Harpagom Yapykema
komnosutopa CpOuje, ,,CreBan Mokpaman”, 3a 2020. roguny. OBO IPeCTHKHO NpU3HAKE 32
HajyCIIEITHU]€ OCTBAPEHE CPIICKOT ayTopa MPEMUJEPHO M3BEIEHO Y MPETXO0JIHO] KaJIeHIapCKOj
TOJIMHH, TIO APYTH TYT je 0/IeJbeH0 ey Koje IpHmaa xanpy paguodonuje.?® | Jlonena Harpaze
JeaHOM pasno(pOHCKOM OCTBapery KOje MOYMBa Ha TEMeJbUMa eJIEKTPO-aKyCTHUKe U (MO jOII
BUIIIE) €IEKTPOHCKE MY3HUKE, 32 MEHE je Ipe CBera CUrHaJl MPUCYTHOCTH OBAKBE — CaBPEMEHE
MY3HKE, Y CBAaKOJHEBHOM, a HE CaMO KOHIIEPTHOM KOHTEKCTYy, a TO j€ KOHTEKCT KOjU PajHo y
BennKoj Mepu omoryhaga.”??

[Ipernm3namja »kaHPOBCKA OJIpEIHHIIA KOMITO3UIIH] €, TTpeMa noaenu Mapuje hupuh, cBpcrana ou
je y oOnact ekcrepuMeHTajaHe paauodoHHje, U TO y HEHY ,,HajallCTPaKTHHU]y MOIABPCTY,

% [Iporpamcka HOTa O KOMIIO3UIIUjH, HAB. JIENO
2 Ounaju pasrosop A. I'marosuh u C. Maparu, Has. €510
27 Biljana Sre¢kovi¢, Modernisticki projekat Pjera Sefera: Od ispitivanja radiofonije do muzickih istraZivanja,
Beograd, Fakultet muzicke umetnosti, 2011, 49.
2 O unayrypaumje Mokpamuese Harpase 1994. ropune, jeMHO pasioOHCKO OCTBAPEE KOje j& HOME OBEHYAHO
je Benuxu kamen, pamnodoncka noema Nsane Credanosuh, npemujepHo emuroBana 2017. ronune.
2% Razgovor s povodom, Has. 1es10
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I'mamosuh, A.: Henocmojeha npounocm danexe 6yoyhnocmu...

,HaJCYOJeKTUBHUJU BHJ H3pakaBama 3BYKOM/MY3MKOM. Be3a KOHKpeTHe/eleKTpOHCKe/
eIEeKTPOAKyCTHUKE My3HKe U paanodoHuje oBJe je Hajounrnennuja (...).”*° KommosuTopcku paj
Ceetiiane Mapain nMpeBacxoaHO CE€ OCTBapyje y IMOJbY €JIEKTPO-aKyCTHYKe My3Hke, a ox 2016.
TOAMHE W TOYeTKa MeHOr aHraxkmaHa y EnektpoHckom crymujy Pagmo beorpama, meno
CTBapasamTBo AyOOKO je Be3aHO 3a paJro Kao MECTO CTBapama U kKao cnernududan meanj. Cama
ayTOpKa OIHCYyje Paauo Kao Mecmo 3auepaHocmu® 3eykom, npocmop cirobode Kpeayuje,
nabopamopujy 36yka.3? JlabopaTopujcke AKmusHOCMUMA NOCIe UCKONABAHA OCTA]y Y APXUBH
EnextpoHcKkor cTyauja, Kao jeaHa OJi BPEAHUX KOMIIO3WIIMja KOj€ HACTaBJbajy TPAAHUIIH]Yy
HETOBama eKCIIepUMeHTalHe paanodonujcke popme Ha Pagno Beorpany.

,OHO mITO Oeorpaicku EJeKTpoHCKHM CTyQMO YMHU TIOCEOHMM jecte mTo je neo Pamumo
beorpana. OBo je Beh TOBOJBHO J1a Ta OKapaKTEPHILIETEe Kao jeJMHCTBEH MPUMEPAK TE BPCTE Y
CBETYy, jep OCHM IITO paaMjcka MH(pACTPyKTypa Mpyka OrpoMHE MOTryhHOCTH Tpe3eHTanmje
cajipkaja, UCTO TaKO YTHUYE U HA caMy MPOIYKIMjy U OHO IITO y CTYAM]y HacTaje. 3aTo MTO je
WHCTUTYIMOHAIM30BaHO MECTO HUCTPAKUBAKA U TIPOAYKIIH]E SICKTPOHCKE My3HUKe, ElekTpoHCcKH
crymuo Pammo beorpama Takohe mpowsBomu canapikaj KOjH je CTPYYHO OJa0paH M KOjU je Y
JIMjaJiory ca HaclieheM eeKTpo-aKyCTHYKe My3HKe MPOu3BeNeHe Y leMy. CBe ce To peduiekTyje

y My3HIIM KOja M3/1a3u ojarie...”>
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