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ININTEHAPHA N3AATAIBA
PLENARY SESSIONS

SABINA VIDULIN (Hrvatska)
Mugzicka akademija u Puli

Metodicka artikulacija sata glazbe prema spoznajno-emocionalnom slusanju
glazbe

PolaziSte spoznajno-emocionalnog slusanja glazbe u Skoli predstavlja djetetov doZivljaj
glazbe, njegovo opazanje i razumijevanje glazbenog djela, a u skladu s prethodnim iskustvom
i znanjem. Spoznavanjem Zivota skladatelja i drustvenih okolnosti u kojima je zivio, kao i
teorijskih i muzikoloskih sastavnica djela koje se uce uz glazbene i izvanglazbene poticaje,
ucenici dozivljavaju i razumiju glazbu koja im se predocava, sto vodi prema prihvacanju
glazbenog djela. Namjera je autorice ukazati na koji se nac¢in metodicki artikulira nastava
glazbe s ciljem boljeg razumijevanja umjetnicke glazbe te istaknuti koje su sli¢nosti i
specifi¢nosti spoznajno-emocionalnog slusanja glazbe u osnovnoj skoli, gimnaziji i glazbenoj
Skoli. Sli¢nosti se ogledaju u tome da se sluanje provodi na jednom nastavnom satu iskljucivo
s jednim glazbenim djelom. Tri su razine sluSanja, pri ¢emu dolazi do izrazaja dozivljajna
sastavnica (pocetno slusSanje), doZzivljajno-analiticka (srediSnje, viSestruko sluSanje) te
dozivljajna-sinteticka sastavnica (zavrsno sluSanje). U osnovnom i srednjem obrazovanju te u
glazbenoj skoli dozivljaj glazbenog djela povezan je s elementima biografije skladatelja i
sadrzaja djela pri ¢emu je intenzivirana humanisti¢ka paradigma. Uz teorijska i muzikoloska
obiljezja djela koja se produbljuju u srednjoj Skoli, u osnovnoj skoli slusanje glazbe povezuje
se i s pjevanjem, sviranjem, plesom, glumom, crtanjem, a u glazbenoj skoli s glazbenim
diktatom, pjevanjem po notama, svladavanjem melodijskih i ritamskih pojava, i sl. Uz opis
triju nastavnih priprema za svaku odgojno-obrazovnu razinu predstavit ¢e se nacin rada na
djelima Beethovena, Slavenskoga i Dvofdka. Spoznajno-emocionalno slusanje predstavlja
korist za ucenika i ucitelja: ucenike vodi prema izrazavanju vlastitih viSerazinskih iskustava,
oblikovanju miSljenja i stajaliSta, razvoju emocionalne inteligencije, razumijevanju i
prihvacanju umjetnicke glazbe, a ucitelju pokazuje put kako oblikovati kvalitetnu metodicku
pripravu kojom ¢e se poticati sveukupan razvoj ucenika i glazbenu nastavu udiniti

zanimljivom, zabavnom, pou¢nom i emocionalno bogatom.

Kljucne rijeci: glazbena sSkola, nastava glazbe, osnovna skola, spoznajno-emocionalno
sluSanje glazbe, srednja skola.

SABINA VIDULIN (sabina.vidulin@unipu.hr) je predstojnica Odsjeka za glazbenu pedagogiju i
nositeljica glazbeno-pedagoskih kolegija na Muzickoj akademiji u Puli, u zvanju izvanredne profesorice.
Utemeljiteljica je Medunarodnog simpozija glazbenih pedagoga i Medunarodnog foruma studenata
glazbene pedagogije. Odrzala je vise od stotinu pozvanih predavanja diljem Hrvatske i u inozemstvu

te izlagala na znacajnim glazbenim akademijama i fakultetima: od salzburskog Mozarteuma, beckog
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MDW-a, haskog Kraljevskog konzervatorija, na glazbenim akademijama i fakultetima u Njemackoj
(Rostock), gvedskoj (Malmo), Belgiji (Leuven), Poljskoj (Gdansk), Italiji (Milano), Litvi (Vilnius,
Kalipeda), Latviji (Jelgava), Ceskoj (Brno), Madarskoj (Szeged), na Cipru (Nicosia), u Sloveniji
(Ljubljana, Maribor), Crnoj Gori (Cetinje), Bosni i Hercegovini (Sarajevo, Banja Luka), Srbiji (Beograd,
Novi Sad) te u SAD-a (New York). Napisala je pet knjiga (tri u koautorstvu), Sesnaest poglavlja u
knjigama, sedamdesetak znanstvenih radova objavljenih u Hrvatskoj, Bosni i Hercegovini, Crnoj Gori,
Srbiji, Sloveniji, Italiji, Austriji, Ce$koj, Slovackoj, Madarskoj, Poljskoj, Litvi i u SAD-a. Urednica je
pjesmarice, sedam zbornika i dvije monografije. Clanica je uredni¢kih odbora u Sest medunarodnih
znanstvenih casopisa i ¢lanica izdavackog odbora izdavaca Helbling (Innsbruck-Esslingen-Bern-Belp).
U European Association for Music in Schools (EAS) obnasala je ulogu nacionalne koordinatorice deset
godina. Sudjeluje u organizaciji medunarodnih simpozija u Hrvatskoj i inozemstvu kao ¢lanica
znanstvenih odbora. Recenzirala je knjige, udzbenike za nastavu Glazbene kulture, nastavne programe
i znanstvene/strucne radove. Dobitnica je Drzavne nagrade Ivan Filipovi¢ i Nagrade Hrvatskog drustva
glazbenih i plesnih pedagoga.

Didactical articulation of music lesson according to cognitive-emotional listening
to music

The starting point of the cognitive-emotional listening to music in school is the child's
experience of music, and his/her perception and understanding of the musical piece in
accordance with previous experience and knowledge. By understanding the composer’s life
and the social circumstances in which he/she lived, as well as learning about the theoretical
and musicological components of the piece by musical and non-musical stimuli, students
experience and understand the presented composition, which leads to its acceptance. The
author's intention is to show how music lessons can be didactically articulated with the aim of
understanding classical music better. Another objective is to highlight the similarities and
specifics of the cognitive-emotional listening to music in compulsory schools, gymnasiums
and music schools. The similarities are reflected in the fact that listening is carried out in one
lesson and exclusively with one piece of music. There are three levels of listening to music.
During the initial listening, the experiential component comes to the fore, in the central,
multiple listening the experiential-analytical component is key, while in the final listening the
experiential-synthetic component becomes most important. In compulsory school,
gymnasiums, and in music schools, the experience of a musical piece is connected with the
elements of the composer's biography and the content of the piece, while the humanistic
paradigm is intensified. In addition to the theoretical and musicological features of the piece
that are taught into more depth in gymnasiums, in compulsory school listening to music is
associated with singing, playing, dancing, acting and drawing, whereas in music schools
emphasis is on musical dictation, singing by notes, understanding various melodic and
rhythmic phenomena, etc. Besides describing three lesson plans for each educational level, the
method of work with Beethoven, Slavenski and Dvofak's pieces will be introduced. Cognitive-
emotional listening presents a benefit for students and teachers. It leads students to express
their own multilevel experiences, form their opinions and attitudes, develop emotional
intelligence, as well as to understand and accept classical music. Cognitive-emotional listening
to music shows to the teacher how to design quality music lessons that will encourage the
overall student development and make music lessons interesting, fun, instructive, and

emotionally rich.




Keywords: cognitive-emotional listening to music, compulsory school, high school, music
school, music teaching.

SABINA VIDULIN (sabina.vidulin@unipu.hr) is the Head of the Department of Music Pedagogy and
leader of musical-pedagogical courses (Music Pedagogy, Didactics of Music) at the Academy of Music

in Pula. She is the founder of the International Symposium of Music Pedagogues and the International
Forum of Music Pedagogy Students. She has held numerous lectures and participate at many
conferences throughout Croatia and abroad at recognized music academies: from the Salzburg's
Mozarteum, Vienna’s MDW, the Royal Conservatory in The Hague, to music academies in Germany,
Belgium, Poland, Italy, Lithuania, Latvia, Czech Republic, Hungary, Cyprus, Sweden, Slovenia, Bosnia
and Herzegovina, Monte Negro, Serbia and in the USA. She wrote five books, fifteen chapters in books,
about seventy scientific papers published in Croatia, Austria, Bosnia and Herzegovina, Serbia, Monte
Negro, Slovenia, Italy, Czech Republic, Slovakia, Sweden, Hungary, Poland, Lithuania and in the USA.
She is the editor of a songbook, seven symposia proceedings and two monographs. Vidulin is a member
of editorial boards in six international scientific journals, member of the publishing committee of the
publisher Helbling (Innsbruck-Esslingen-Bern-Belp) and was the national coordinator for the European
Association for Music in Schools for ten years. She is involved in the organization of international
symposia in Croatia and abroad as a member of scientific committees. She reviewed books, curricula
and scientific papers. Sabina Vidulin received the State Award Ivan Filipovi¢ and the award from the
Croatian Society of Music and Dance Pedagogues.
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LIDIA ADER (Russia)

St Petersburg Conservatory named after N. Rimsky-Korsakov
NICO SCHULER (USA)

Texas State University, School of Music

RUTA STANEVICIUTE (Litvania)

Lithuanian Academy of music and Theater in Vilnius

LEON STEFANIJA (Slovenia)

Faculty of Arts, University of Ljubljana

MILOS ZATKALIK (Serbia)

University of Arts in Belgrade, Faculty of Music

Microtonal Music in Central and Eastern Europe

In European culture, music written outside the system of twelve-tone equal temperament has
generally been marginalized, both in composition/performance and in music scholarship. Yet,
it also proved to be a resilient subject of inquiry, and sometimes an undercurrent or
“counterpoint” to mainstream composing and research. At the heart of the present panel will
be the recently published book Microtonality in Central and Eastern Europe, edited by Riita
Stanevicitité and Leon Stefanija, containing contributions by fifteen authors from eight
countries. Its two editors, two contributors and a reviewer will share their perspectives on the
issues dealt with or arising from the book. These include an overview of microtonal practices
in their respective countries — technical aspects and social and cultural contexts — as well as
their interactions with Western music. The very term “microtonal” (along with the related
“microchromatic”, “xenharmonic” or “ekmelic”) is examined in its various meanings. It will
transpire that microtonal music can be primordial, elemental, spontaneous, expressive, and at
the same time sophisticated and contrived; a sign of both decomposition and refinement of
pitch-organizing systems; imitation of the sounds of nature and a product of cutting-edge
technology; a badge of modernity and evocation of ancient past; superficial embellishment
and a piercing of the depths of the sonic substance. Perhaps above all, it can serve as the
mediator or the highest common factor of diverse styles and traditions.

Thus, although the concept itself appears rather straightforward, it proves to be a fulcrum
around which revolve numerous facets of human culture in a precarious balance between total
integration and irreconcilable fragmentation.

Keywords: microtonality, Central and Eastern Europe, inclusiveness, avant-garde, tradition,
postomdernism.

LIDIA ADER (lidia.ader@artparking.org) doctor of musicology, art historian. She is an artistic director
of the Center for New Technology in the Arts "Art-parkING", senior researcher of the Nikolay Rimsky-
Korsakov Apartment and Museum (2006-present), lecturer at the Mariinsky Theatre (2014), researcher
at the Rostropovich archive (2008-2009), participant of the project “Dmitry Shostakovich’s chronicle of
life” (2007-2012) run by Moscow archive of Dmitry Shostakovich. Lidia Ader is a curator of arts projects,
organizer of several international musicological conferences, international festival "World of sound".
She is an author of articles in English, Polish, Russian, German, member of the editorial boards and
editor in chief of books on Russian music. Her major is interdisciplinary studies in art, microtonal music,
Soviet music, Avant-garde, Contemporary art. She is a member of Composer’s Union of Russian
Federation.
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NICO SCHULER (schuler@txstate.edu) grew up in Germany and studied at Ernst-Moritz-Arndt
University in Greifswald and at Michigan State University. Dr. Schiiler was an invited speaker at

national and international conferences and workshops in Germany, Austria, Czech Republic, Poland,
Sweden, England, The Netherlands, Lithuania, Switzerland, Slovenia, Serbia, Greece, Peru, South
Korea, Japan, Turkey, and throughout the United States and Canada. In 2006-2007, he was honored as
“Distinguished International Scholar” by the University of Ljubljana, Slovenia. At Texas State, he
received the Presidential Award for Excellence in Scholarly / Creative Activities (2003). Dr. Schiiler is
the editor of the research book series Methodology of Music Research (New York: Peter Lang), the editor
of the peer-reviewed journal South Central Music Bulletin, the author and/or editor of 21 books, and the
author of more than 110 articles. He is the current President of the American Musicological Society
Southwest Chapter and the President of the College Music Society South Central Chapter. Areas of
Interest: Music Analysis, Interdisciplinary Aspects of Modern Music, Methods and Methodology of
Music Research, Computer-Applications In Music, Pedagogy of Music Theory And History, Creativity,
And Music Historiography.

RUTA STANEVICIUTE (ruta.staneviciute@lmta.lt) is a full professor at the Lithuanian Academy of
Music and Theatre. Her current field of interest are modernism and nationalism in 20-21-c. music,

philosophical and cultural issues in the analysis of contemporary music, and the studies of music
reception. She is the author of the book on the ISCM and the spread of musical modernism in Lithuania
(in Lithuanian, 2015). She also edited and co-edited tenth collections of articles on twentieth- and
twenty-first-century musical culture and history of music reception.

LEON STEFANIJA (leon.stefanija@ff.uni-lj.si), (1970, Ljubljana) is a professor of musicology at the
Faculty of Arts in Ljubljana. He serves as the chair of systematic musicology, between 2008 and 2012

also as the chair of the Department of Musicology. His main research interests and teaching areas are
the epistemology of music research, sociology of music, and history of contemporary, primarily
Slovenian music since 1918. He cooperates regularly with the Music Academy in Zagreb, Faculty of
Music Belgrade, Karl-Franzens-Universitdt Graz, Music academy in Sarajevo, and Ballet College in
Ljubljana. He has been granted PreSern’s price of the Faculty of Arts in Ljubljana (1995),
Acknowledgment for teaching and / or research work 2012, and Excellent in Science 2018 for the book
Portrat des Komponisten Uro$ Rojko (Wien: Hollitzer Verlag, 2018).

MILOS ZATKALIK (mzatkali@eunet.rs) is composer and music theorist from Belgrade, Professor at the
University of Arts in Belgrade, Faculty of Music. Visiting professor at the University of Banjaluka

(Bosnia and Herzegovina) and formerly at the Universities of Novi Sad and Kragujevac. Lectured by
invitation in Canada, Norway, the USA, Slovenia, Germany and Australia. Member of the University
Senate. Formerly a long-time member of the Composers Association of Serbia Managing Board,
representative of the Association in European Composers and Songwriters Alliance, and member of the
jury of the Mokranjac Award. Also holds a degree in English language and literature.

Mikrotonalna muzika u Centralnoj i Isto¢noj Evropi

U evropskoj kulturi, muzika zasnovana na sistemu razli¢itom od dvanaesttonskog
ravnomerno temperovanog bila je prilicno marginalizovana, kako u komponovanju i
izvodenju, tako i medu proucavaocima muzike. Ipak, kao predmet interesovanja, ona se
pokazala dovoljno istrajnom, ponasajuci se ponekad kao , kontrapunkt” glavnim tokovima
komponovanja i proucavanja muzike. U sredistu ove panel diskusije bice knjiga
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Mikrotonalnost u Centralnoj i Istocnoj Evropi, ¢iji su urednici Ruta Staneviciute i Leon
Stefanija. Knjiga sadrZi priloge petnaest autora iz osam zemalja. Njena dva urednika, dva
autora i recenzent iznece svoje videnje odredenih pitanja koja se tretiraju u knjizi, ili koji iz
knjige proizilaze. Ona obuhvataju pregled mikrotonalne prakse u zemljama iz kojih dolaze
izlagaci — kako tehnickih aspekata, tako i kulturnog konteksta — kao i njihove interakcije sa
zapadnom muzikom. Preispituje se i sam pojam ,mikrotonalnosti” (i njemu srodni
,mikrohromatika”, ,ksenoharmonika” ili ,ekmelicka muzika”) u svojim viSestrukim
znacenjima. Ispostavice se da mikrotonalna muzika moZe imati karakter primordijalni,
stihijski, spontani i ekspresivni, a da istovremeno bude i vrlo sofisticirana i proracunata; da
bude imitacija zvukova iz prirode i proizvod vrhunske tehnologije; ,, znacka” modernosti i
evokacija drevne proslosti; povrsni ukras i proboju duboke ponore muzicke supstance. Mozda
iznad svega, moZe sluZiti kao posrednik ili najveci zajednicki faktor raznovrsnih stilova i
tradicija.

Tako, mada je sam koncept lako razumljiv, mikrotonalnost moze delovati kao ZiZa oko koje se
okrecu brojni aspekti ljudske kulture, u osetljivoj ravnotezi izmedu totalne integracije i
nepovratne fragmentacije.

Klju¢éne rijeci: microtonalnost, Centralna i Isto¢na Evropa, inkluzivnost, avangarda, tradicija,
postomdernizam.

LIDIA ADER (lidia.ader@artparking.org) je doktor muzikologije i istoricar umjetnosti. Umjetnicki je
direktor Centra za nove tehnologije u umjetnostima "Art-parkING", istraziva¢ pripravnik u
Departmanu i Muzeju Nikolaj Rimski-Korsakov (2006-i sada), predava¢ u Marinski teatru (2014),
istraziva¢ u Rostropovi¢ arhivu (2008-2009), i ucesnik projekta ,Hronike Zivota Dmitri Sostakovica”
(2007-2012) u organizaciji arhive Dmitri Sostakovi¢a u Moskvi. Lidia Ader zastupa umjetnicke projekte,
organizator je nekoliko medunarodnih muzikoloskih konferencija i medunarodnog festivala ,, World of
sound”. Autor je brojnih radova objavljenih u Ujedinjenom Kraljevstvu, Poljskoj, Rusiji, Njemackoj, a
takode je i ¢lan uredniStva i urednik znacajnih knjiga o ruskoj muzici. Njena interesovanja su

interdisciplinarne studije umjetnosti, mikrotonalna muzika, Sovjetska muzika, avangarda i savremena
umjetnost. Clan je UdruZenja kompozitora Ruske Federacije.

NICO SCHULER (schuler@txstate.edu) je odrastao u Njemackoj a studirao je na “Ernst-Moritz-Arndt
University” u Grajsvaldu (Greifswald) i na “Michigan State University”. Kao predavac po pozivu, dr

Schiiler je ucestvovao na konferencijama u Njemackoj, Austriji, Ceskoj Republici, Poljskoj, Svedskoj,
Ujedinjenom Kraljevstvu, Holandjji, Litvaniji, Svicarskoj, Sloveniji, Srbiji, Grékoj, Peruu, Juznoj Koreji,
Japanu, Turskoj, i Sirom Sjedinjenih Americkih Drzava i Kanade. Univerzitet u Ljubljani (Slovenija),
imenovao ga je u Skolskoj godini 2006-2007 za “uvazenog medunarodnog naucnika”. Godine 2003. u
drzavi Teksas (SAD) primio je predsjednic¢ku nagradu za Izvrsnost u naucnim i kreativnim aktivnostima.
Dr Schuler je urednik istrazivackih publikacija “Methodology of Music Research” (New York: Peter
Lang), urednik je preglednog casopisa “South Central Music Bulletin”, autor je i urednik 21 knjige, i
autor je vise od 110 ¢lanaka. Trenutno je predsjednik departmana “American Musicological Society
Southwest” i predsjednik je departmana “College Music Society South Central”. Njegova interesovanja
su: muzicka analiza, aspekti modern muzike, metode i metodologija istrazivanja u muzici,
kompjuterske aplikacije u muzici, pedagogija u muzickoj teoriji i istoriji, kreativnost i muzicka
istoriografija.

RUTA STANEVICIUTE (ruta.staneviciute@lmta.lt) je redovni profesor na Akademiji za muziku i teatar
u Litvaniji. Njena trenutna interesovanja su modernizam i nacionalizam u XX i XXI vijeku, filozofska i
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kulturalna pitanja u analizi savremene muzike i istrazivanja o muzickoj percepciji. Autor je knjige o
ISCM-u (Litvanija, 2015) i zasluzna je za Sirenje muzickog modernizma u Litvaniji. Takode je urednik i
¢lan urednistva desetog Zbornika radova o muzickoj kulturi i istoriji u muzickoj percipciji XX i XXI
vijeka.

LEON STEFANIJA (leon.stefanija@ff.uni-lj.si), (1970, Ljubljana) je professor muzikologije na
Filozofskom fakultetu Univerziteta u Ljubljani. Sef je katedre sistematske muzikologije, a izmedu 2008-

2012 je bio Sef katedre za Muzikologiju. Njegova istrazivacka interesovanja i oblasti poducavanja su
epistemiologija u muzickom istrazivanju, sociologija u muzici i savremena istorija primarno Slovenacke
muzike nakon 1918. godine. Kao profesor, dr Stefanija redovno saraduje sa Muzickom akademijom u
Zagrebu, Fakultetom muzicke umetnosti u Beogradu, Karl-Franzens Univerzitetom u Gracu, Muzi¢kom
akademijom u Sarajevu i Baletskim koledZzom u Ljubljani. Dobitnik je granta PreSernove nagrade koju
dodjeljuje Filozoski fakultet u Ljubljani (1995), priznanja za poducavanje i istrazivacki rad (2012) i za
Izvrsnost u nauci (2018) za knjigu “Portrat des Komponisten Uros Rojko” (Wien: Hollitzer Verlag, 2018).

MILOS ZATKALIK (mzatkali@eunet.rs) je kompozitor i muzicki teoreti¢ar iz Beograda, profesor na

Fakultetu muzic¢ke umetnosti Univerziteta umetnosti u Beogadu. Kao profesor, Milos Zatkalik redovno
saraduje sa Akademijom umjetnosti Univerziteta u Banjoj Luci (Bosna i Hercegovina), a ranije je
saradivao i sa Univerzitetima u Novom Sadu i Kragujevcu. Bio je predavac po pozivu u Kanadi,
Norveskoj, SAD, Sloveniji, Njemackoj i Australiji. Clan je senata Univerziteta umetnosti u Beogradu.
Dug period je djelovao i kao ¢lan Upravnog odbora Udruzenja kompozitora Srbije, predstavnik
Udruzenja u Evropskom savezu kompozitora i tekstopisaca i ¢lan Zirija Mokranjceve nagade. Takode
ima i univerzitetsku diplomu iz engleskog jezika i knjizevnosti.
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BUPTYEAHU OKPYI'AN CTO - BAAAO C. MN/AOIINEBIh
VIRTUAL ROUND TABLE - VLADO S. MILOSEVIC

CAIIIA TTABAOBIh (Penny6amka Cpricka, buX)
MAAAEH MATOBIh (Penyoauka Cpricka, buX)
AkageMnja ymjeTHOCTM YHUBep3nuTeTa y bamoj Ay

Baagnmup C. Muaomesnh - ,nipodecop-nsderanma”

ITeaaromka geaatHoct Baaaumupa C. Muaomesnha obyxsata BpeMeHCKM TIepuoj o 1927.
40 1953. rogune. CBOjy mHeaaromiky akKTMBHOCT 3aIlOUMibe Kao IIPUBPEeMEHI IIPeAMEeTHM
y4uures ucrtopuje y Yumuresckoj mkoan y bamoj Aynn a sappiasa Kao HaCTaBHUK BUOAVHE,
Teopuje mysuke u coadpeba y Mysnukoj mkoan y ucrom rpagy. C o63upom Ha TO Ja je Maao
IIo3HaTa IleJaronika JeAatHocT Mmaomesnha 3a Bpeme msberammrsa y Hury, nmpeamer
UCTpa’kMBamba OBOT pajga PpOoKycupaH je Oair Ha osaj mepnog. [Iosoa a ncroppemeHo u ysopak
UCTpakUBama IIpeACTaB/bajy HeJaBHO OTKpUBeHa AOKyMeHTa, pyKonucy Muaomesnha, Koju
yKa3yjy Ha HeroB I1le4aroliky pad 1 AOIPUHOC Y Pa3Bojy My3udke negaroruje y rpasy Humry.
Jaxae, y30pak UCTpa>kiBarba, Ha OCHOBY KOjerT je BpIlleHa peKOHCTPYKIIyja I1e4arokor paja
Mmnaomesuha y rpagy na jyry CpOuje, mpeacrasajy IpuMapHI U3BOPH, IIpMBaTHA apXUBCKa
rpaba xoja oOyxBaTa, MpaBUAHNIKe, HacTaBHe IIporpaMe, IMcMa U JOTNCe KaO U MCTOPMjCKe
u3Bope oOjaBbeHe y MOHOTrpadmjamMa O IIKOJdaMa y KojuMa je Muaomesnh 6mo 3amocaen.
KonkperHo, mncrpaxusame je (POKycHpaHO Ha PeKOHCTPYKIUjy IIejarolike AeAaTHOCTY
Mmnaomesuhay ITpsoj myuixoj eumnasuju v I'padckoj napoooj mysuuroj urkoiu y Hurry. Ocum
Ilejaromkor paga, ouhe nmpukasan u Kparak OCBpT Ha OpraHM3allliOHe aKTUBHOCTU aAu U
npobGaeMe Koje je Mmaomesuh mmMao HpUAMKOM OCHMBama M pyKosobema My3nukom
IIKOAOM Kao U y peaan3anyjy HaCTaBHOT IIpoLieca I pada My3UYKIX CeKIyja.

Kayune pujeun: Baaagumnup Muaomesuh, rumnasuja, mysmuuka 1mkoaa, Hur.

CAIITA ITABAOBU (sasa.pavlovic@au.unibl.org), peaosan npodecop, med Kareape sa coadpebho n
My3MUKy Ilejarorujy Ha AkadeMuju ymjeTHocTu YHuBepsuteta y bamoj Aynu. Aumaommupao un

MarucTpupao je Ha Axagemuju ymjetHoctu y bamoj Ayiim Ha oaceKy 3a OHINTY My3UUKy IleAarorujy
1104, MEeHTOpCTBOM ap 3opucaase M.Bacumesuh. Jdokropcky aucepranujy moa nasusom Mozyhtocmu
npumere UHPOPpMAayUoHO-KOMYHUKALUOHE HEXHOA0ZU]e Y HACMABY MYSUUK0Z ONUCMEHbABATbA OADPaHMO je Ha
Axkagemuju ymjetHocTu 1104 MeHTOpCTBOM 1pod. Ap I'opaane Crojanosuh. Ayrtop je seher Opoja
Hay4YHMX U CTPYYHMX padoBa M3 004acTy My3MdUKe IleAaroruje, IpuMepa 3a TaKMIYelba MY3MIKIX
IIKOJa Kao U BeAMKOT Opoja My3MYKMX apaHKMaHa 3a pasHe cacTaBe M IIO30PUIIHe IIpejcTase.
Peasansarop je OpojHMX ITeJaroIIKMX ¥ yMETHMYKUX IIpojeKaTa M 4AaH >KMpHja Ha pasAMdUTUM
My3/4KuM ecTuBaduMa 1M TaKMHUUYeIbMMa y 3eMaAU U MHocTpaHcTBy. Ilopes HaBegeHOr, y CBOjCTBY
YMETHMYKOI PyKOBOAMOLla eTHO rpyme ,JIBa”, kaasujaTypucre m ayTopa MY3UYKMX apaH’KMaHa
peaansosao je BeAnkKu OpoOj KOHIlepaTa y 3eMAM M MHOCTpaHCTBY. Kao Mysmuxku ImoammparmaTik
AOOUTHUK je OpOjHMX Harpaja U APYIITBEHNX IIpU3HAaba.




MAAAEH MATOBIH (mladen.matovic@au.unibl.org), Banpesun mpodecop, cekperap Kareape 3a
coadebo u Mysmuky negarorujy Akagemuje ymjeTHOCTH YHUBep3urera y bamaaynu. duniommpao u

Marucrpupao je Ha Axagemuju ymjerHoctu y bamoj Aynm Ha 04ceKy 3a ONIUTY My3MYKy IeJarorujy
1104, MeHTOpcTBOM Ap I'opaane CrojanoBuh. AyTOp je BUIlle HAyYHUX U CTPYYHMX pajoBa U3 004acTu
MeToauKe OIIIITer My3U4IKOT OOpa3oBarba, Te peljeH3eHT, ayTop U KOayTOp OCHOBHOIIIKOACKX YIIOeHMKa
Mmysuuke Kyarype y Pery6aunu Cprickoj. KoMmoHoBao je BuIlte o4 Tpu CTOTHMHe HacA0Ba yMjeTHUUKE,
IpuMjereHe, IIOIyAapHe, Kao 1 Mysuke 3a gjerry. Og 2004. roguHe AMPUTEHT je >KeHCKOI KaMepHOT
xopa "bamaayuanke". /o caja je Kao KOMIIO3UTOP M AVPUTEHT y4ecTBOBAo Ha IIPeKO MejeceT My3IMIKIX
decTuBasa y 3eMabU M MHOCTPAHCTBY OCBOjUBINN YKYITHO 48 Harpaja 1 BuIlle APYIITBeHNX IIPU3Hama.
Jeaan je oa yremesmmsaua m Aupextop ¢ecTuBala Jjedmjer MYy3HUKOI CTBapadamTsa bocre u
Xepuerosune ,MAAV KOMITIO3MTOP”, jeaunor ajednjer ¢gectBaja ca YIOPUINTEM Yy 3BaHUIHOM
Hacrasnom naaHny 1 mporpamy 3a OCHOBHY IIKOAY, KOju ce y napTHepcrBy ca YHIVIIED-om opranusyje
y bamaayum oa 2007. roaune. 3pannynnu je npeacraBunk Republike Srpske bocne n Xeprerosune y
CsjerckoM xopckoM casjety (World Choir Council).

Vladimir S. MiloSevi¢ — “Professor-Refugee”

Pedagogical activity of Vladimir S. MiloSevi¢ covers the period from 1927 to 1953. He started
his pedagogical activity as a temporary teacher of History at the Teacher College in Banja Luka
to finish his pedagogical activity teaching the Violin, Theory of Music and Solfeggio in the
Music School in the same city. Considering that MiloSevi¢’s pedagogical activity during the
exile in the city of Nis is little known, the subject of this research is focused exactly on that
period. The reason and at the same time the sample of this research are recently discovered
documents and/or manuscripts of Milosevi¢, which indicate his pedagogical work and his
contribution to the development of music pedagogy in the city of NiS. Therefore, the sample
of this research that served as the basis for the reconstruction of MiloSevi¢’s pedagogical work
in the city located in the south of Serbia are primary sources, private archival material
including regulations, curricula, letters and reports, as well as historical sources published in
monographs on schools where MiloSevi¢ was employed. In concrete, the research focuses on
the reconstruction of MiloSevi¢’s pedagogical activity at the First Male Gymnasium / Proa muska
gimnazija and in the City Folk Music School / Gradska narodna muzicka skola in the City of Nis. In
addition to pedagogical work, the research presents a short review of organisational activities
and problems which MiloSevi¢ encountered when opening and managing a music school, as
well as those related to implementation of curricula and elective music programmes/sections.

Keywords: Vladimir MiloSevi¢, gymnasium, music school, Ni$

SASA PAVLOVIC (sasa.pavlovic@au.unibl.org), full professor, head of the Department for solfeggio
and music theory at the Academy of Arts, University of Banja Luka. At this institution, he also obtained
his Bachelor and Master degrees under the mentorship of Zorislava M.Vasiljevi¢. He defended his
doctoral thesis entitled “The Possibilities of Implementing Information and Communication
Technology in the Teaching of Musical Literacy” at the Academy of Arts of the University of Banja Luka,
under the mentorship of Prof. Dr. Gordana Stojanovic. He is the author of numerous scientific and

professional papers in the field of music pedagogy, tests for music school competitions, and music
arrangements for various ensembles and theater performances. He has been the implementor of many
projects in the field of pedagogy and art, and member of the jury in a variety of music festivals and
competitions in his country and abroad. Finally, besides being the art director of ethno group ,Iva” he
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is the pianist and music arranger of all its songs which were performed in lots of concerts here and
abroad. As a music polymath, he received plenty of rewards and recognition.

MLADEN MATOVIC (mladen.matovic@au.unibl.org), associate professor, secretary of the Department
for solfeggio and music theory at the Academy of Arts, University of Banja Luka. At this institution, he
also obtained his Bachelor and Master degrees under the mentorship of Gordana Stojanovi¢. Author of
several academic papers on Methods of General Music Education, and also a reviewer, author and co-

author of primary school music education textbooks in the Republic of Srpska. He has composed more
than 300 works of artistic, applied and popular music, as well as the music for children. He is the
conductor of the female chamber choir “Banjalu¢anke” since 2004. By now, he participated as a
composer and conductor on more than 50 music festivals in Bosnia and Herzegovina and and won 48
prizes in total and several society recognitions. He is one of the founders and the director of the Bosnia
and Herzegovina Festival of children’s musical creativity “Mali kompozitor” (“The Young Composer”),
the only children’s festival who bases on the official primary school curriculum, and which has been co-
organised with UNICEF in Banja Luka since 2007. He is a official representative of Republic of Srpska
and Bosnia and Herzegovina in the World Choir Council.

NAIDA HUKIC (Bosna i Hercegovina)
Muzicka akademija Univerziteta u Sarajevu

Vlado Milosevi¢: Koncert za kontrabas i orkestar — sistematizacija harmonijskog
jezika i organizacija muzickog prostora

U skladu s opéim okvirom bosanskohercegovackog kompozitorstva i u
raSiren neoklasicisticki folklorizam, kojem pripada i Koncert za kontrabas i orkestar V.
MiloSevi¢a (1970). Kao najvazniji element ovog koncerta, Sto je slucaj i sa drugim
kompozitorovim djelima, izdvaja se melodija. Iako uglavnom odvojena od pratnje, odlucujuci
je faktor u formiranju njegove opce harmonijske slike. Ovaj rad se bavi sistematizacijom
harmonijskog jezika navedenog koncerta s preovladavaju¢im neoklasicistickim izrazom.
Stoga ljestvicni obrasci variraju od dur-mol sistema, preko modusa folklornog porijekla,
sintetskih ljestvica do prosirenog tonaliteta. U vertikali koncerta smjenjuju se neoklasicisticka
sazvudja (tercni viSezvuci, tercni akordi s dodanim tonovima, kvartna sazvudja i druga) sa
onim folklornog porijekla (sekundno-kvintni i kvartno-kvintni trozvuci, sazvudja nastala
naslojavanjem intervala kvinte i sli¢no). Harmonija povremeno ima karakteristike romantickih
i impresionistickih obiljeZja uz snazan upliv folklora. Tu mjesto pronalazi i modalna dijatonika
s pocetka 20. stoljeca, sporadi¢no i harmonijske progresije jazz harmonije. Pored tradicionalne
harmonijske analize, navedeni elementi otvaraju moguc¢nost njihovog tumacenja u
posttonalitetnom kontekstu, unutar potkategorija muzickog prostora, od kojih su u
MiloSevicevom Koncertu za kontrabas i orkestar najizrazajniji modifikovani tonalitet i
tonikalnost.

Kljuéne rijeci: Vlado MiloSevi¢, Koncert za kontrabas i orkestar, neoklasicisticka harmonija,
folklor, muzicki prostor.
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NAIDA HUKIC (naida.hukic@mas.unsa.ba), (1979, Fo¢a) diplomirala je muzi¢ku teoriju i pedagogiju
(2002) i klavir (2004) na Muzickoj akademiji Univerziteta u Sarajevu. Magistrirala je (2012) i doktorirala
(2017) iz oblasti muzicke teorije — Harmonija. Na Muzickoj akademiji Univerziteta u Sarajevu od 2008.
angazovana je kao asistent-saradnik, a od 2017. docent je na predmetu Harmonija. Fokus istrazivackog
i muzicko-teorijskog interesovanja usmjerava ka proucavanju harmonijskih aspekata u kompozicijama

bosanskohercegovackih kompozitora. Rezultate svog istrazivanja do sada je prezentovala na nekoliko
nacionalnih i internacionalnih konferencija i simpozijuma, te ih objavila u vidu clanaka u zbornicima
radova i Casopisu za muzi¢ku kulturu Muzika. Njeno profesionalno iskustvo ukljuéuje radionice i
pozivna predavanja koje je do sada odrzala u BiH i Hrvatskoj. Clan je Muzikoloskog drustva FBiH, kao
iICTM-a. Jedna je od urednica Zbornika radova 10. i 11. Medunarodnog simpozija “Muzika u drustvu”.

Vlado Milosevi¢: Concerto for double bass and orchestra — systematization of
harmonic language and organization of musical space

In accordance with the general framework of Bosnian and Herzegovinian composition and in
Bosnian-Herzegovinian's concerto, the neoclassical idiom is the most noticeable stylistic
framework. Neoclassical folklore is very widespread, to which V. Milosevic's Concerto for
double bass and orchestra (1970) also belongs. As the most important element of this Concerto,
which is the case in other works of the composer, the melody stands out. Although mostly
separated from the accompaniment, melody is a decisive factor in the formation of a
harmonious image of the Concerto. This paper deals with the systematization of the harmonic
language of this Concerto with the predominant neoclassical expression. Therefore, scale
patterns vary from major-minor systems, through modes of folklore origin, synthetic scale to
extended tonality. The neoclassical chords (multi-note chords by thirds, tertian triads with
added notes, fourth triads and some other types of chords) alternate with folklore chords
(second-fifth and forth-fifth chords, chords formed from layered fifths, etc.) in the vertical of
the Concerto. Sometimes harmony has the characteristics of romantic and impressionistic
features with a strong influence of folklore. Modal diatonics from the beginning of the 20th
century and the harmonic progressions of jazz harmony also finde place there. In addition to
the traditional harmonic analysis, these elements open the possibility of their interpretation in
a post-tonality context, within the subcategories of musical space, of which in Milosevic's
Concerto for double bass and orchestra the most pronounced are modified tonality and
tonicality.

Keywords: Vlado Milosevi¢, Concerto for double bass and orchestra, Neoclassical harmony,
Folklore, Musical space.

NAIDA HUKIC (naidahukic@mas.unsa.ba), (1979, Foca) graduated in music theory and pedagogy
(2002) and piano (2004) at the Academy of Music in Sarajevo. At the same institution, she earned a
master's (2012) and doctoral degree (2017) in the field Harmony. Since 2008 she was engaged as an
assistant, and in 2017 was elected as an assistant professor in the field Harmony at the Academy of
Music in Sarajevo. The focus of the research and musical theoretical interest is directed towards the
study of harmonic aspects of the compositions Bosnian-Herzegovinian composers. She has presented
papers at the international conferences and symposiums, and published them in collection of papers
and in the Journal for music culture Muzika. Her professional experience also includes workshops and
invited lectures. She is a member of the Musicological Society FBiH and ICTM. She is one of the editors
of the Collection of papers 10th and 11th International symposium “Music in Society”.
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PAAOCT 'AAOIBA KPTVMHWh (Cpowuja)
@akyaTeT My3M4dKe YMETHOCTH — AOKTOPaHT

IIITa je 60caHCKO(XEpLIErOBavuKO) Y My3UIIN? — 0 MUTamy (My3MIKOT)
uaeururera Baage Muaomiesmmha

Kaga ce rosopm o OocaHcKOXeplleroBaukoM (KOMIIO3UTOPCKOM) CTBapaJallTBy JaHac,
HensbjexxaH je mpoOaeM moucrosjehmsama ymjetHocTM bocHe ca  Gomrmadkum
(MycanmaHckuMm), Aok ce 6ocancku CpOu u XpBaTu KaO KOHCTUTYTUBHIU HapOAM OBE 3eM/be
,ocaamajy” Ha Cpoujy n XpBarcky, Te ce AepMHUIIY KaO CPIICKU MAM XPBaTCKU YMjeTHUIIN.
3aroHeTHOCT y TEPMMUHOAOILIKOM (T1a 1 IIOAMTUYKOM) Pasjallliberby OBe IIpoOAeMaTuKe 40BOJe
A0 TelIKoha Ipu ycrocrasbamy My3UKOAOIIKOT AUCKYpca U (pe)KOHCTPyMcarhy YMjeTHUUKIX
UAEHTHUTeTa ayTopa Koju cy pobenn/xusjean/ajeaosaan y bocun u Xepiieropunu, Te mpujeti
Aa Ha4MHM ja3 n3MeDy TpeHyTHIX yMjeTHUUYKIX CTPYyja y 0BOj Ap>Kasu. MebytumMm, crBapasaukn
pajd U caMOIlpOoKJaMoBambe KoMmmosuropa Baage Mmaomesumha wncroppemeHo m Xao
OocaHCKOXepIeroBaukor YMjeTHIKa UM yMjeTHUKa bocne, ,Hyan” mpocrop sa ucnurtusame
HEeKO/AMKO OTBOPEHMX IINTamba: I1ITa je 00CaHCKO(XepLIeroBayKo) y My3MIIU, KOjU Cy MeXaHU3MU
merose uAeHTUpUKanyuje 1 y yemy IpoHala3y csoje ynopuiure. Y pagy he, gaxae, ourn
ropopa O OOCaHCKOM (KyATypHOM I HallMIOHAaAHOM) UAEHTUTETy, Te O CTBapaJadkoj
UHAMBUAYAaAHOCTY KOMIIO3UTOpPa Yy KOHTEKCTy IpMIlajara MCTOM, a 3aTuMm he Ourtu
npeJcrashbeHa Mnaomesnhesa moema Kamenn criasau 3a perjuraTopa u ryAadky KBapTeT 13
1968. roanHe Kao Hajperpe3eHTaTUBHMjU IIPUMjep MYy3UJIKO-HaIlMIOHaAHe MAeHTU(UKaIje
ayropa.

Kayuane pujeun: Baago Muaomesnh, Kavenu cnasad, My3sudky MA€HTUTET, OOCAHCKI
MY3UYKI AYX.

PAAOCT T'AAOA KPTVHIMR (radostgalonja@gmail.com), (1993) pobeHa je y I'pagumnu. ITocanje

saBpireHe Cpeame Mysudke Imkoae ,,Baagzo Mmaomesnh” y bamoj Ayin, obpaszosame HacTaBba Ha

dakyaTeTy My3udke ymMeTHOCTU Y beorpaay, raje TpenytHo rmoxaba tpehy roauny aoxropckux cryauja
MY3MKOAOTHje. YMjeTHIUKa je AUpeKTOpKa M YdaH OpTaHM3allMOHOT TuMa MebyHnapoaHor mMysudkor
pectusasa ,KosApc” y I'pagummu. I'aaBHa 004acT meHUX MCTpakHBama jecTe CTBapaAalliTBoO

KOMIIO3UTOpPa 13 bocue u XepLIETOBI/IHe, C aKII€EHTOM Ha OCTBape€ma B/la,Zl,e Muaoiesuha.

What is Bosnian in music? About the (musical) identity of Vlado MiloSevi¢

When it comes to Bosnian (musical) work today, the problem of identifying Bosnian art with
Bosniak (Muslim) art is inevitable, while Bosnian Serbs and Croats as the constituent
inhabitants of this country rely on Serbia and Croatia, and define themselves as Serbian or
Croatian artists. The mystery in the terminological (and even political) clarification of this
problem leads to difficulties in establishing musicological discourse and re/constructing the
artistic identities of authors who were born/lived/worked in Bosnia and Herzegovina and
threatens to create a gap between artists who live and work today in this country. However,
the creative work and self-proclamation of the composer Vlado MiloSevic at the same time as
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a Bosnian artist and an artist of Bosnia offer space to examine several open questions: what is
Bosnian (and Herzegovinian) in music, what are the mechanisms of its identification and
where it finds its foothold. In this paper, I will discuss Bosnian (cultural and national) identity,
and the creative individuality of the composer in the context of belonging to it; then I will
present MilosSevié's poem Stone Sleeper for speaker and string quartet (1968) as the most
representative example of musical-and-national identifications of an author.

Keywords: Vlado MilosSevi¢, Stone Sleeper, musical identity, Bosnian musical spirit.
RADOST GALONJA KRTINIC (radostgalonja@gmail.com), (1993) is born in Gradiska. She graduated

from Vlado Milosevi¢ High Music School in Banja Luka (2011) and Faculty of Music Art in Belgrade
(Bachelor and Master studies of musicology; 2012-2018). Currently, she is PhD student on musicology

program at the same institution. She is an artistic director and member of the organizing team of the
International Music Festival KozArs in GradiSka. The main field of her interests is a work of composers
from Bosnia and Herzegovina, with an emphasis on musical opus of Vlado MiloSevi¢.

GORDANA GRUJIC (Republika Srpska, BiH)
DAVID MASTIKOSA (Republika Srpska, BiH)
Akademija umjetnosti Univerziteta u Banjoj Luci

Ekspresionisticka harmonija u simfonijskoj poemi Banja Luka 1969 Vlade S.
MiloSevica

Na prethodnom nauc¢nom skupu Vlado S. Milosevic: etnomuzikolog, kompozitor i pedagog; Tradicija
kao inspiracija, koji se odrzao u Banjoj Luci 2019. godine, govorili smo o simfonijskoj poemi
Banja Luka 1969 kompozitora Vlade s. MiloSevica, u radu pod nazivom ,Muzicke impresije u
simfonijskoj poemi Banja Luka 1969 Vlade S. MiloSevica.”

Taj rad donio je pregled nastanka djela, programnosti i opis impresija zemljotresa koji je
pogodio te iste 1969. godine grad Banja Luku, a koji je i inicirao nastanak datog djela. Kako je
djelo pisano za orkestar sa velikim brojem udaraljki, a na sve to na uvid imamo samo djelo u
licnom rukopisu kompozitora, za potrebe znacajnijih analitickih zahvata, kao neminovnost se
nametnula izrada transkripcije djela za klavir, koja je data u prilogu ranije pomenutog clanka.
S toga, ovaj put nastavljamo sa analitickim sagledavanjem simfonijske poeme Banja Luka 1969
Vlade S. Milosevica, dajudi prvenstveno klasifikaciju i sistematizaciju harmonskog jezika u
datoj kompoziciji. Vjerujemo da e rad doprinijeti daljim nastojanjima brojnih analiticara da
sistematizuju i evidentiraju harmonski jezik Vlade S. Milosevica.

Kljucne rijeci: Vlado S. MiloSevi¢, Banja Luka 1969, harmonija, linearnost.

GORDANA GRUJIC (gordana.grujic@au.unibl.org), (rodena 1984. godine u Banjoj Luci) je muzicki
teoreticar i profesor na Akademiji umjetnosti Univerziteta u Banjoj Luci. PiSe i objavljuje radove iz

muzicke teorije i analize, sa u¢eS¢em na nau¢nim skupovima u Italiji, Rumuniji, Hrvatskoj, Srbiji i Bosni
i Hercegovini. Bila je student doktorskih studija na smjeru za Muzicku teoriju i pedagogiju (Muzicki
oblici) na Muzickoj akademiji u Sarajevu. Njena interesovanja su usmjerena na muzicku sintaksu,
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analizu muzike prve polovine XX vijeka, dodekafoniju, ispoljavanje muzicke sintakse nakon
romantizma. Clan je Muzikoloskog drustva Republike Srpske.

DAVID MASTIKOSA (david.mastikosa@au.unibl.org), (roden 1992. godine u Prijedoru) je kompozitor i
muzicki teoreticar trenutno zaposlen na Akademiji umjetnosti Univerziteta u Banjoj Luci na Katedri za
muzicku teoriju i pedagogiju u zvanju asistenta. Kompozicije Davida Mastikose je publika imala priliku
da ¢uje u Bosni i Hercegovini, Srbiji, Hrvatskoj, Italiji, Spaniji, Francuskoj, Japanu, Holandjiji, Brazilu,
Portugalu, Juznoj Africi, Belgiji, Sjedinjenim Americ¢kim Drzavama, Litvaniji, Turskoj, Austriji, Ukrajini
i Izraelu. Pored izdavackih kuc¢a u Americi, on ima ugovor sa eminentnom holandskom izdavackom
ku¢om Donemus | Publishing House of Contemporary Classical Music, koja je ujedno i njegov oficijelni
izdavac.

Expressionist harmony in the symphonic poem Banja Luka 1969 by S. MiloSevi¢

At the previous conference Vlado S. Milosevi¢: ethnomusicologist, composer and pedagogue;
Tradition as inspiration, which took place in Banja Luka in 2019, we talked about the
symphonic poem Banja Luka 1969 by the composer Vlado S. MiloSevi¢, in the paper entitled
"Musical impressions in the symphonic poem Banja Luka 1969 by Vlado S. Milosevic."

This work provided an overview of the origin of the work, its programmatic nature, and a
description of the impressions of the earthquake that hit the city of Banja Luka in 1969, which
initiated the creation of the work. As the work was written for an orchestra with a large number
of percussion instruments, and we analyzed the manuscript, for the needs of significant
analytical work, a transcription of the piano work was inevitable, which we attached to the
previously mentioned article. Therefore, this time we continue with the analytical
consideration of the symphonic poem Banja Luka 1969 by Vlado S. MiloSevi¢, giving primarily
the classification and systematization of the harmonic language in the given composition. We
believe that the paper will contribute to the further efforts of many analysts to systematize
harmonic language in the music of Vlado S. Milo3evic.

Keywords: Vlado S. MiloSevi¢, Banja Luka 1969, harmony, linearity.

GORDANA GRUJIC (gordana.grujic@au.unibl.org), (born 1984. in Banja Luka) is music theorist and
Academy of Arts, University in Banja Luka. She has been writing and publishing works about musical
theory and analysis and participating in scientific conferences in Italy, Romania, Croatia, Serbia and

Bosnia and Herzegowina. He was a PhD student at the Department of Music Theory and Pedagogy
(Music Forms) at the Music Academy in Sarajevo. Her interests are focused on musical syntax, analysis
of the first half of the 20th century music, dodecaphony, the manifestation of musical syntax after
romanticism. She is a member of The Musicological Society of the Republic of Serbian.

DAVID MASTIKOSA (david.mastikosa@au.unibl.org), (born in 1992 in Prijedor) is composer, currently
working at Academy of Arts, University of Banja Luka as Assistant at Music Theory Department. His
compositions were performed in different countries around the world - Bosnia and Herzegovina, Serbia,
Croatia, Italy, Spain, France, Slovenia, The Netherlands, Lithuania, Portugal, Japan, South Africa,

Belgium and USA. His composition “Unknown flow” was premiered in 2014 at Branko’s Award
Ceremony at Sremski Karlovci, Serbia. Official publisher of David's music is Donemus | Publishing
House of Contemporary Classical Music, from the Netherlands.
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CECHJA A1/ SESSION A1l

CAABUIA TA1YBU'h (Peny6anka Cpricka, buX)
AkageMnja ymjeTHOCTM YHUBep3nuTeTa y bamoj Ay

I'Bugo n3 Apena: “Moje xMMHe, MOjUI CHOBM...”

Vme I'smaa 13 Apelja gaHac je HepacKIAMBO ITIOBe3aHO Ca OIIITeIIO3HATUM COAMM3AllVIOHNM
CAOTOBMMa, KOjU Cy, CTUIIajeM OKOAHOCTM, IIOCTaAM IIO3HaTH IIMPOM CBeTa, I10CeOHO
3axsasyjyhn uysenoM puamckom Mjysukay Moje necme, moju cHosu. OBUM pasoM ce IIOHOBO
A0BOAM Y (POKYC MHOIITBO MICTOPUjCKIX T10je AMHOCTH KOje, YMHU Ce, A0BOA€e Y IITarbe CBECHO
1 eKcIAMUUTHO ['B1A0BO ayTOPCTBO 110 MUTamy coaMmusanmje. Apxxehn ce naeje ga Ou ncruna
MOrJa HajaakIre Ja ce Hahe Ha CBOM COIICTBEHOM M3BOPY MAM Oap y Herooj OAM3MHNU, ayTOP
OBOT pa/a IOHOBO M3HOCH Ha CBeAOCT JaHa HeKe IoJaTKe cauyBaHe, aal 1 3a0opas.beHe. UnHu
ce, 4a O TO MOTA0 Ja CTapOj UCTUHM BpaTy H-eHy IIPBOOUTHY BepOAOCTOJHOCT.

Kayune pujeun: Guido iz Areca, solmizacija, ayropcTtso.

CAABMIA TAYBWh (slavica.gluvic@au.unibl.org) aunmaommpasa je Ha Pakyarery My3uuke
ymeTtHocTu y Beorpagy na Oaceky 3a OmIITy My3WUKy Ie4arorujy y kKaacu npod. ap 3opucaase
Bacusesnh 1985. roaune. I'ogune 2006. maructpupada je Ha AKageMuju yMjeTHOCTH! ¥ bamaayiy, rmoa

MeHTOPCTBOM Ipod. Ap 3opucaase Bacumesnh. Hakon Buieroguiner paga y OCHOBHOj U Cpearboj
MY3IM4KOj IIKOAM, aHTa’KOBaHa je Ha AKageMUju yMjeTHOCTU YHuBepsurtera y bamaaynn Hajmpe xao
aCUCTeHT, 3aTUM BUILM aCUCTeHT 1 Ao1leHT, a 2016. roaune nzabpaHa je y 3Barbe BaHpeAHOT mpodecopa
Ha npeametuma Coadebo u Meroauxa coadpeba. Aytop je Buille HaydYHMX M CTPYYHUX pajoBa U3
ob0sacTu My3uMdke Ilejarormje, y BUIe HaBpaTa 4JdaH Xupuja Ha Takmudemy My3MUKUX IIKOJa
Penry6anxe Cpricke, Te je U jegaH 04 CTaAHHUX ayTopa npumepa u3 coadeba 3a cpeamy mKoay og
ysobemsa coadeba kao TakmMuuapcke aucnunante. buaa je y mpeaasay Ha HeKOAMKO ceMIHapa Be3aHMX
3a o0aacT Mysuuke IeJaroruje, Kao ¥ Ha OpPOjHUM jaBHUM IIpeJaBarbiiMa. Y4YecTBOoBaJa je y uspaiu
HOBUX I11aHOBa M IIpOrpaMa 3a HIDKY U Cpeary My3uuky Iikoay 3a npeamere Coadebo u Teopuja
mysuke. Yaan je Mysukoaomxor gpymrsa Perry6anke Cpricke.

Guido d’Arezzo: ,My hymns, my dreams...”

The name of Guido d’Arezzo is today inextricably linked with the well-known solmization
syllables, which, due to circumstances, became known all over the world, especially thanks to
the famous film musical The Sound of Music (My Songs, My Dreams, in Serbian). This work
once again focuses on a multitude of historical details that seem to call into question Guido's
conscious and explicit authorship on the issue of solmization. Adhering to the idea that the
truth could most easily be found at its own source or at least in its vicinity, the author of this
paper brings again to light some data that have been preserved, but also forgotten. It seems
that this could restore the old truth to its original credibility.

Keywords: Guido d"Arezzo, solmization, autorship.
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SLAVICA GLUVIC (slavica.gluvic@au.unibl.org) graduated from the Faculty of Music in Belgrade at the
Department of General Music Pedagogy in the class of prof. Dr. Zorislave Vasiljevic in 1985. In 2006 she
received her master's degree at the Academy of Arts, University of Banja Luka, under the mentorship
of Prof. PhD Zorislava Vasiljevic.

After years of work in primary and secondary music school, she was hired at the Academy of Arts of
the University of Banja Luka as an assistant, senior assistant and assistant professor. From year 2016 she
is associate professor (Solfege, Solfege Methods). Author of more scientific and professional papers in
the field of music pedagogy, on several occasions a member of the jury at the Competition of Music
Schools of the Republic of Srpska, one of the permanent authors of the high music school competition
tests. She was a lecturer at several seminars related to music pedagogy, as well as at numerous public
lectures. She participated in the preparation of new Curricula for primary and secondary music school
(Solfege and Theory of Music). Member of the Musicology Society of Republic of Srpska.

UT'OP HUKO/ANh (Cp61uja)
®akyater ymeTrHocTr YHuBep3utera y Humry

Mysnuka McKycTBa 1 HaBuKe Kao ¢pakTopu nnocturayha y nacrasu coageba

ITosHato je ga paHa, HepopMaaHa My3UUKa MCKYCTBa MO3UTVBHO yTUIy Ha Pa3Boj MY3MIKIX
CII0CcOOHOCTH, 40K (OPMaAHO MY3MUIKO ODpa3oBambe Ma 3ajaTak Aa CIIOCOOHOCTHU, 3Harba U
BeIlITMHe IOCIellN, yCMepH U pa3Buje IIpeMa MHAUBUAYaAHUM MOTyhHOCTMMa yyeHMuKa 1
cTyaeHaTa. Y pagy ce caraejasa yTuiiaj HepOpMaAHMX My3UUYKUX MCKyCTaBa, Kao U MCKyCTaBa
I HaBMKa CTeYeHNX Y TOKy (POpMaAHOT My3M4IKOT 0OpasoBarba Ha HIBO nocturuyha y Hacrasu
coadeba. Vcrpaxmpame je peaan3oBaHO Ha Y30pPKy CTyJeHaTa IIpBe TOAVHE CTYAMjCKOT
nporpama Mysnuka Teopuja, mpu uyeMy Cy IIOAall AOOUjeHM aHKeTHUM YIUTHUKOM
caraejaHmu y O4HOCYy Ha oOlleHe y Hactasu coadeba (y obaactuma MeaoAuKe, puUTMa U
MY3IYKOT AMKTaTa).

PesyaTatu 11okasyjy 4a CTy4eHTHU KOji Cy y IIPeAIIKOACKOM IIepUoAy MMaau OoraTta My3udKa
IICKYCTBa MMajy U BUIIle olleHe y HacTaBu coadeba, mrTo je craTmcruykm sHagajHO y 00aacT
MeaoauKe. Bapujabae nmosesane ca mocturayhem y Hacrasu coadeba cy yuecraaocrt paja Ha
AVIKTaTHMa U ABOTAaCHOM II€Barby Y OCHOBHOj MY3UUKOj IIKOAM, Paj Ha AMKTaTUMa y CPeArboj
IIKOAM, HauMH aHaAu3e TOHAAWUTETa Yy MeAOAMjCKUM IIpUMepuMa, Kao U 3aCTyIlbeHOCT
xopeaanuje meby npeamernma y CMIIL. Anaamsa mogaraka je Takobe mokasaza ga je
IIpMMeHa IIPUHIUIIA IPyTINcara TOHOBA IIpeMa XapMOHCKUM (PyHKITMjaMa 3HadajHO IT0Be3aHa
Ca OlLleHaMa Ha AMKTaTuMa.

Jobujenn pesyaratu ynyhyjy Ha 3akaydak da 01 y 1IIAY pa3Boja MY3UMUKIX CIIOCOOHOCTH,
BeIlITMHa M 3Hama Tpebaao IIOACTMIIATU paHa My3M4YKa MCKYCTBAa, KaO U peAeBaHTHe
aKTUBHOCTH Y OKBUPY MY3MUYKOT 0Opa3oBarba Koje MOIY Ja yTU4Yy Ha CTBaparbe ITOXKebHIX
HaBMKa IIPU AO0KMBAbaBaiby U U3BODemy My3uKe.

Kayune pujedn: My3nuko MCKycTBO, HaBuke, coadebo, mysmuka Hacrasa, nocturayhe.

UTI'OP HMKOAWHR (igornik.fu@gmail.com) je gaunaommpao 2005. rogune na PakyaTeTy yMeTHOCTU y
Humry a marucrapcke cryauje sasprino 2008. roguxe Ha PakyATeTy My3uduke yMeTHOCTH y CKOILbY.
Cenrrem6pa 2016. roanse oA0paHuUoO je AOKTOPCKY Aucepranujy Ha Ileaaromkom ¢akyarery y Bpamy,
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npoyuasajyhu moryhuoctu njentudukanmje 1 HoAcTUIama My3WdIKM TadeHTOBaHMX ydeHUKa. Og
2006. roaune paau Ha Pakyarery yMmetrHocTu y Humy y oxsupy npeamera Coadebo nm Mertoauka
Hacrase coadeba. Ayrop je momohnor ynbenuka Coageho — jedrozaachu dukmamu, KoayTop yliOeHuKa
Coageho I 3a IpBy TOAMHY OCHOBHIX aKaJeMCKUX CTyAMja, KoayTop IIOrAaBsba Y MOHOrpaduju, Iopes,
Jera je o0jasuo sehu 6poj pagosa y TemaTckum 300pHMIMMa 1 HaygHnM daconucuma. Og 2008. 40 2014.
roguHe YMETHIYKH je 4e40Bao y OKBUPY BoKaaHe rpy1e , Constantine” u3 Huma.

Musical experiences and habits as factors of achievement in solfeggio classes

Itis known that early, informal music experiences have a positive effect on the musical abilities
development, while formal music education tend to enhance and develop knowledge and
skills according to the individual abilities of students. The paper examines the influence of
informal musical experiences, as well as experiences and habits acquired during formal music
education, on the level of achievement in solfeggio classes. The research was conducted on a
sample of the first-year students of the study program Music Theory. Data obtained by the
questionnaire were considered in relation to the grades in solfeggio (in the fields of melody,
rhythm and music dictation).

The results show that students who had rich musical experience in the preschool period have
higher grades in solfeggio, which is statistically significant in the field of melody. Variables
related to achievement in solfeggio are: working on dictations and two-part singing in primary
music school, working on dictations in high school, the way students analyze tonality in
melodic examples, while the correlation between subjects in high school showed out as a
significant factor. The analysis of the data indicated that the principle of grouping tones
according to harmonic functions is significantly related to the grades in dictations.

The obtained results suggest that early musical experiences should be encouraged in order to
develop musical abilities, skills and knowledge. We should also strive to use relevant activities
within music education that would develop desirable habits in perception and performing
music.

Keywords: Musical experience, habits, solfeggio, music education, achievement.

IGOR NIKOLIC (igornik.fu@gmail.com) graduated at the Faculty of Arts in Ni§ in 2005, and completed
his master studies at the Faculty of Music Art in Skopje in 2008. Doctoral thesis, based on his research
of various possibilities of identification and encouragement of musically gifted pupils, he defended at
the Pedagogical Faculty in Vranje in 2016. Igor Nikoli¢ has been teaching the courses in Solfeggio and
Solfeggio Teaching Methods at the Faculty of Arts in Ni$ since 2006. He is the author of a workbook
Solfeggio — one-part dictations, co-author of a textbook Solfeggio I, co-author of one chapter in the
monograph. He has published a number of papers in thematic collections of papers and scholarly
journals. He was an active member of the vocal group “Constantine” from 2008 to 2014.
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LORENA MIHELAC (Slovenia)
Skolski centar Novo Mesto

(Re)making tradition: the untold story of children folk songs in Slovenian
kindergartens

The paper presents a short analysis of the current embedment of children folk songs in
Slovenian kindergartens. It outlines the urge for a renewal of the existing curriculum for
kindergarten from the perspective of the preservation of the Slovenian tradition, and within
this context, the role of children folk songs. Furthermore, it tackles (still) open issues (i) about
an appropriate terminology for children folk songs, (ii) about the relation between children
folk songs and children songs created by well-known Slovenian composers, (iii) about the
representation of children folk songs in the existing song books for kindergarten, and (iv)
about the existing knowledge of children folk songs in future kindergarten teachers. The paper
is moreover an open call to music teachers, to (ethno)musicologists, and to all related experts
in the European region for the establishment of a publicly open database consisting of children
folk songs from all the European countries.

Keywords: Children folk songs, Slovenian tradition, kindergarten, VET education.

LORENA MIHELAC (lorena.mihelac@sc-nm.si) was born on 1963 in Tuzla, Bosna & Hercegovina. In
1984 she graduated at the Academy of music in Zagreb, in 1988 obtained her Master thesis in Novi Sad,
at the Academy of arts. In 2012, she obtained her PhD in Intercultural Studies (program Slovene studies),
at ZRC SAZU, Ljubljana, Slovenia. In the same year, 2012, she started a new study at the Faculty of
information studies in Novo mesto, Slovenia and obtained her diploma thesis in 2015, and in 2017
master thesis. In 2017, she decided to continue with a new doctoral study at the International
Postgraduate School at the JoZef Stefan Institute, Slovenia (program “Information and Communication
Technologies”) under the supervision of Prof. Dr. Geraint A. Wiggins, and co-supervision of Prof. Dr.
Janez Povh.

Her research work covers different areas: sport and music, education science, music psychology. From
2015 on, the emphasis is on music perception, especially on the modelling of human perception of music
in children. She is a collaborator and supervisor in SciDrom — IoT, SC Novo mesto, a scientific lab, at SC
Novo mesto, covering the area “measurement of loudness” (in preparation for the Dolenjska region),
and researching the impact of music on human health (music therapy).

Rimejk tradicije: neispric¢ana prica o djecijim narodnim pjesmama u slovenackim vrti¢ima

U radu je predstavljena kratka analiza implementacije djecjih narodnih pjesama u slovenske
vrtice. Istice potrebu za obnovom postojeceg kurikuluma za vrti¢ iz perspektive ocuvanja
slovenske tradicije, a u tom kontekstu i ulogu djecje narodne pjesme. Nadalje, otvorena pitanja
(i) o terminologiji za djecje narodne pjesme, (ii) o odnosu izmedu djecjih narodnih pjesama i
dje¢jih pjesama koje su napisali poznati slovenski skladatelji, (iii) o zastupljenosti djecje
narodne pjesme u postojedim pjesmaricama za vrti¢ i (iv) o postoje¢em znanju buducih
odgojitelja u vrticu glede djecjih narodnih pjesama. Clanak je osim toga otvoren poziv
uciteljima glazbe, (etno) muzikolozima i svim srodnim stru¢njacima u europskoj regiji za
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uspostavljanje javno otvorene baze podataka koja bi obuhvacala dje¢je narodne pjesme iz svih
europskih zemalja.

Kljucne rijeci: djecije narodne pjesme, slovenacka tradicija, vrtic¢i, VET edukacija.

LORENA MIHELAC (lorena.mihelac@sc-nm.si) rodena je 1963. godine u Tuzli, Bosna i Hercegovina.
1984. diplomirala je na Muzickoj akademiji u Zagrebu, 1988. magistrirala u Novom Sadu na Umjetnickoj
akademiji. 2012. godine doktorirala je na interkulturalnim studijima (program Slovenistika) na ZRC
SAZU, Ljubljana, Slovenija. Iste 2012. godine se je upisala na novi studij na Fakultetu informacijskih

studija u Novom mjestu u Sloveniji i diplomirala 2015., a 2017. magistrirala na istom fakultetu. Iste
godine, se je odlucila da upise novi doktorski studij na Medunarodnoj poslijediplomskoj skoli na
Institutu Jozef Stefan, Slovenija - program , Informacijske i komunikacijske tehnologije” (mentor prof.
Dr. Gerainta A. Wigginsa, i sumentor prof. dr. Janez Povh).

Njezin istrazivacki rad pokriva razli¢ita podrudja: sport i glazbu, obrazovne znanosti, glazbenu
psihologiju. Od 2015. nadalje naglasak je na percepciji glazbe, posebno na modeliranju ljudske
percepcije glazbe kod djece. Suradnica je u SciDrom - IoT, SC Novo mjesto, znanstvenom laboratoriju,
u sklopu centra SC Novo mjesto, pokrivajuéi podruéje buke - glasnosti u Dolenjskoj regiji i istrazujuci
utjecaj glazbe na ljudsko zdravlje (muzicka terapija).
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CECUJA A2/ SESSION A2

VIBAHA APOBHMU (Cpo6wmja)

QaxyaTeT My3ndKe YMETHOCTU YHUBepP3UTeTa yMeTHOCTU y beorpaay
IF'OPAAHA KAPAH (Cp0Omuja)

QaxyaTeT My3ndKe YMETHOCTU YHUBepP3UTeTa yMeTHOCTU y beorpaay
JEAEHA HBETKOBITh LIPBEHUIIA (Cp6uja)

QaxyareT ymeTHOCTM YHUBep3uTtera y Humry

CAIIIA TTABAOBIh (Penny6amka Cpricka, buX)

AkageMuja yMjeTHOCTU YHUBep3uTeTa y bamoj Aynn

VIBAHA XPIIKA BEHIKOBALI (Cp6wuja)

@akyaTeT My3M4Ke YMETHOCTM YHUBep3uTeTa ymetHoctu y beorpaay
BEAPAHA MAPKOBWH (Llpua I'opa)

Mysnuxka akagemuja y Letumy Ynusepsurera Llpne I'ope

Online nacraBa Coadeba 1 Metoauke HacTaBe coadeba Ha BMCOKOMKOACKUM
yCTaHOBaMa y peIMOHY — M3a30BM M MICKYCTBa

Vsmemen pexxmm XHuBOTa U pada Koje je HaMeTHyaa raodtaana mangemmja 2020. rogune,
HEeMMHOBHO Cy yCAOBMAM I BeAUKe IIOTpece M IpoMeHe y oOpasoBamy M 0O0AMLIMIMA
peaamsanuje Hacrase. Y mM30erasamy AUPEKTHMX KOHTaKaTa BeAUKM Opoj oOpa3oBHMX
uHcTUTYIMja y EBpornm, cBeTy 1 pasyMAMBO U y HalllMM CpeuiHaMa, (IIpe)OpUjeHTIcao ce Ha
HacTaBy Ha gasuHy. VicnocTaBnao ce ga je 0Ba HEMMHOBHOCT M ‘HOBA PeaAHOCT’ Yy I10je AMHUM
ONIITeOOPa3OBHMM  HAaCTaBHMM AMCHUMIIAMHAMa, OJAHOCHO HacTaBHUM IIpeiMeTrMa
peAaTUBHO AaKO U HeCMeTaHO IIpMMerbeHa, 40K je y OHIMa IAe 401a31 A0 U3pakaja AMPeKTHa
KOMYHMKallMja, OAMCKa MHTepaklija U I'PyIHU paj OMA0 Ipenpeka Koje Cy U3MCKUBale
BeAlKa Ipuaarobasama 1 moandukanyje Metoga n obamka paja. Mysmuka Hacrasa, ca
CBOjUM CHelu(pUUHOCTIMA, Y3 M30CTaHaK MCKYCTBa y paly Ha JasbUHY HeHUX AMPEKTHUX
Y4YeCHIKa, 3HaTHO je TpIleda Ha KBaAUTeTy y IIOYeTHIM Meceunma IaHgemuje. ['oauny gana
KacHMje, YMHU Ce Ja Cy Cé M3BeCHa pelllerba VMCKPUCTaAucala, HaCTaBHUIM UM CTYAEHTU
IIpMAAaroAMAY HOBOHACTaA0j cuTyanuju, Te he y osom msaaramy OuTtm rosopa o ¢asama
‘TpaH3unyje’ 1 U3a3oBUMa Koje je Tpebaao caBlajaTy y OKBUPY paja Ha 3BYKy Ha HacTaBU
Coadeba n Meroanmu Hactase coadeba Ha yHUBep313eTCKOM HUBOY. ¥ TOM cMucay he 6utn
IIpMKa3aHe IIpakce IojeAMHMX Hacrasuka (Pakyarera Mysmyke ymeTHoctu y beorpaay,
®akyarera ymerHoctu y Humy, Axagemuje ymjernoctu y bama Aynm n Mysnukoj akagemuju
Ha Lletumy.

Kayune pwmjeunm: Hacrasa Ha gasuny, mMHQPOpPMaIMOHO-KOMYHHUKAIIMIOHE TEXHOAOTHje,
Metoauxka Hactase coadeba, Coadeho, 06anmn pasa.

MBAHA APOBHI (ivana.drobni@gmail.com) je nHa ®akyateTy My3uuke yMeTHOocTH y beorpaay
3arrocaeHa og, 1989. roaune. JdaHac, y 3Barmby pe4OBHOT mpodecopa, Iipejaje Ha CBUM HUBOMMA CTyAuja
Coadebo, Metoauxy nHacrase coadeba. ¥ Ppoxycy meHOr nHTepecoBara Hala3u ce HacTasa coadeba,
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TeMe Be3aHe 3a pas3BOj My3MUKe NMMCMEHOCTU M MCTOpMjaT CpIICKe My3uuke nejaroruje. lsaaraaa je
paaose Ha gomahum m mMehyHapogHUM HayyHMM U CTPYYHMM CKYIOBUMAa M Yy HallMOHAAHUM U
MebynapoguuMm nHayunmMm wacommcuma. Ogpkada je HM3 ceMUHapa 3a CTPYYHO ycaBpIllaBambe
HacrasHuKa y Cpouju n Penry6aniin Cprickoj u yuecTBoBasa y nspaayu HacrapHux naaHosa u mporpamMa
3a Coadeho n Teopujy Mysuke y OCHOBHOM U CpeArbeM My3UIKOM oOpasosamy. Takobe, xao ayTop u
KOayTop peaaunsopada je OpojHe ynbeHuke u nmpupyuHuke HaMmemeHe Hactasu Coadeba u Teopuje
My3lKe 3a CBe HUBOe My3MYKor oOpasosama. Kao rocryjyhm mpodecop ocrsapmaa je capagmy ca
Yunresmcknm ¢akyateToM y beorpagy, ®axyaterom ymernoctu y Humry, AxageMujoM ymMeTHOCTH y
Hosom Cagy, Axagemujom ymjetHocTn y bamaaynm, AxagemmjoM yMjeTHOCTM YHHUBep3uTeTa
Caobomup IT u INegaromxkum Ppaxyarerom y brjesnam.

IF'OPAAHA KAPAH (karan.gordana@gmail.com) je Ha ®axyaTeTy Mysuuke ymeTHocTu y beorpaay
auraomupaza Ha OAceKy 3a ONINTYy MY3UMUKY IIearorujy, Marucrupasda u ozOpaHuia AOKTOPCKY

aucepranujy Ha ®akyareTy Mysuuke yMeTHOCTH je 3ariocaeHa o4 1995. roaune. l'ogune 2010. nuzabpana
je y sBarbe pegosHor mpodecopa Ha Kareapn sa coadpebo n mysnuxy negarorujy. Ayrop je monorpaduje
Muanoje Muaojesuh y ceemy mysuuxe nedazozuje (2015). KoayTop je akryeane yribeHIIKe U NPUPYIHIIKE
auTepartype 3a HacTaBy coadeba y cpeamoj My3mukoj mkoam u (PaKyATeTy My3UdKe yMeTHOCTIH.
Taxobe, xoayTop je 30MpKe ayTOpCKuX KOMIIO3ULIMja 3a HacTaBHU IpeaMmeT Tembposcka odpeherocm
ayoumueHoz onaxarba Kao M Anmoaozuje cpncke mysuxe 3a 0edju u XKeHCKU Xop KOMNo3umopa opyze noArosuHe
19. u npse norosutie 20. sexa y Tpu geaa. AyTop je oGjaBbeHNX 4AaHaKa 13 004acTy My3UUKe Ieaaroruje.
IToa menTopcrsom 'opaane Kapan aunaomcke/macrep pagose 040pannao je 42 cryjenata Paxyarera
Mysuuke ymMeTHocTu y beorpagy u ®naoaomxo-ymernuakor ¢akyarera y Kparyjesmy. Menrop je Ha
u3paau AOKTOPCKMX AucepTanuja u3 ob0aacTu Mysmdke Iejarormje. KoopauHarop je 3a HayKy Hmpwu
Aexanarty PaxyaTera My3udke ymeTHOCTH y beorpaay.

JEAEHA IIBETKOBWh LIPBEHIIIA (lesnjakjelena@gmail.com), peaosuu nipodecop u e Kareape
3a coadebho Ha Pakyartery ymeTHocTH YHMBep3utera y Humry. Ayrtop yubenuka ,Coadebo za npsy
roAUHY aKageMcKux cryamja”. ¥ msgamy Paxyarera ymerHoctu y Humry n nentpa CAHY objasuaa
MOHOTpadujy 04 Ha3uBOM ,VIMaHeHTHU cAyX U peljenumja Mysuke”. Y mepuoay oz 2016. g0 2019.
roguHe TAaBHM M OATOBOPHM YpeJHMK HaIlMOHaAHOT HaydHor yacommuca ,Aprtedakr” QaxyareTa
yMeTHOCTU YHuBepsuteTa y Hurry. YuecHuk HayuHux ckymnosa y Cp6uju, Llpnoj I'opn, Perybaniim
Cprckoj, XpsaTckoj, Makegonuju, Hemaukoj, Pymynuju u Byrapckoj. Yaan Oprannsamnuonor ogbopa
®ectuBasa AEAAMYC og ocHuBama. JoontHMK CBeTocaBCcKe IIOBeAb€ 3a M3y3eTaH AONPUMHOC y
obaacty xyarype (2013), u Oxrobapcke Harpage - Megase I'paga /leckoBlia 3a M3y3eTaH AOIPMHOC
HeroBamy KyATypHMX BpeaHocT. OcHUBa4, AMPUIEHT U yMeTHMUKU pyKoBoamaan I'pagckor geujer
xopa ,, 3se3auiie” u3 /leckosiia.

CAIIA ITABAOBUHA (sasa.pavlovic@au.unibl.org) peaosun npogecop, med Kareape sa coadeho n
My3MUKy Ilejarorujy Ha AkadeMuju ymjeTHoctu YHuBepsuteta y bamoj Aynu. Aumaommupao un

MarucTpupao je Ha Axagemuju ymjetHoctu y bamoj /lyiin Ha 0o4ceKy 3a OHINTY My3UUKY IleAarorujy
1104, MEHTOPCTBOM Ap 3opucaase M.Bacusesnh. Jokropeky AmcepTanujy 1o Hasusom Mozyhitocmu
npumere UHPOPMAayUoHO-KOMYHUKALUOHE HEXHOAOZU]e Y HACMABY MYSUUK0Z ONUCMEHbABATbA OADPAHMO je Ha
Axagemuju ymjetHocTu 1104 MeHTOpCTBOM 1Ipod. Ap I'opaane Crojanosuh. Ayrtop je Beher 6poja
HayyHMX U CTPYYHMX pajoBa M3 00AacTy My3udukKe Ilejaroruje, mpumMepa 3a TaKMMUerba MY3MIKUX
IIIKO/a Kao U BeAMKOI Opoja My3MYKMX apaH’KMaHa 3a pasdHe cacTaBe 1 ITO30pMIIHE IIpeJcTabe.
Peaansarop je OpojHMX ITejaroIIKMX ¥ yMETHMYKMX IIpojeKaTa M 4YJaH SKMpHUja Ha pasANMuUTIM
My3/4KUM ecTuBaduMa 1M TaKMHUUYeIbMMa y 3eMaAU U MHocTpaHcTBy. Ilopes HaBegeHOr, y CBOjCTBY
YMETHIMYKOI PyKOBOAMOLIA eTHO rpyne ,lIBa”, kaasujaTypmucre m ayTopa My3MYKMX apaH>XMaHa
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peaansosao je BeAnKu OpoOj KOHIlepaTa y 3eMAM U MHOCTpaHCTBY. Kao Mysmuku ImmoammparmMaruk
AODUTHMK je OpOjHMX Harpaja U ApyIITBeHNX IIPU3Habha.

MBAHA XPIIKA BEIIKOBALI (i.hrpka@hotmail.com) aunnaomupaasa je na Ogcexy 3a OIIITY MYy3UUKY
negarorujy Paxyarera mysuake ymerHoctu y beorpaay (1986). 3same marucrpa crekaa je 1991. rogune.
Aokropcky Te3y ,JlckycrBa m Merode (paniycke m Oyrapcke Imkoae coadeba — amaamse u
pasmaTpama” ogOpannaa je 2002. rognne (PMY beorpag). Kao cTyseHT mocaesunaoMcKux cryauja
Harpabena je CpebpHoM MegaboM YHUBep3uTeTa ymeTHocTn y beorpagy. Og 1986. roaune na MY y
beorpaay nipeaaje Coadebho n Meroauky Hacrase coadeba, og mroacke 2018/2019. roanse 1 o6aBe3Hn
npejMeT Ha MacTep akaJeMCKUM cryaujama Meroanuka Hacrase Teopuje My3UKe. YUeCHUK je
MeDyHapoaHuX HaydHIUX CKYIIOBa, CUMIIO3MjyMa, Kao I ITearomkmx popyma. OCHOBHO Ollpejeberbe ¥
Hay4YHO-JICTpa’kMBavyKoM paly ycMepriaa je Ka IIpoyJdaBarby MCTOPHjCKIX My3MIKO-TIearomKX TOKOBa
n odopMmaeHnx mxosda coadeba y s3HamMeHuUTHM eBpoIlcKMM LeHTpuMa. [lopea Tora, GaBu ce
UCTpaXkMBamb/IMa Be3aHUM 3a MOTYNhHOCT MMILAeMeHTaluje MHOCTPaHUX 1Aeja, MeToAa U cucreMa y
caBpeMeHOj cprickoj HacTasy coadeba. OGjasmaa je kury Ilpakmuxym sa cordeho — Meroduxa: nesaroe
u duxmam.

BEAPAHA MAPKOBUH (vedrana.mark@t-com.me), (1975) pobena je y Cmauty (Xpsarcka).
Aokropupasa je 2015.roaune ma Pakyatery Mysuuke ymerHocTu y beorpagy. 3amocaena je Ha
Mysnukoj akagemuju Ha Lletminy, raje je oa 2009. y 3pamy gonenra, Ha npeamernma Coadebo n
Metoauka nactae coadeba. AKTUBHO ydecTByje Ha HayuyHuM ckyrnosuma y Ilpnoj I'opu un
nHocrpaHcrBy. ObjaBuaa je monorpadujy [Touemna nacmasa corpeha y pady ca cAujenom u cAado6udom
djetjom, IpakTUKyM 3a HacTaBy coadeba, ynbennk sa rumnasujy Mysuka — moj jesux (y K0ayTOpPCTBY),
ylbenuke 3a rpsu, Apyru u Tpehu paspea mysuuke mkoae 3a npeamet coapeho Mysuuxu xopavuu 1, 2
u 3 (y KoayTOpCTBY) U IIpPeKO TpuAeceT CTPy4yHux pagosa. Ilogpydje 1moceOGHOr mHTepecoBarba
IpeacTaBba My3MIKO oOpasoBame Jjelle ca omrtehemem Buga, Kao U IpuMjeHa IpuMjepa u3
IIPHOTOPCKe My3MJKe OalllITHe y My3MJKOj HaCTaBH, a moceOHO y HacTaBu coadeba.

Online Teaching of Solfeggio and the Solfeggio Teaching Methodology at Higher
Educational Institutions in the Region — Challenges and Experiences

The changes in the way we live and work, imposed by the 2020 pandemic, have inevitably
affected education and the ways teaching is conducted. In order to avoid direct contact, a large
number of educational institutions in Europe and the world at large, and understandably in
our region as well, have turned to distance learning as an alternative. While this inevitable
shift to a “new normal” has been made relatively easily and painlessly in some general
educational fields and subjects, in those fields where direct communication, close interaction
and working in groups are a core part there were obstacles that required gross modifications
and adaptations of the methods of work. Musical education, with its unique qualities and lack
of experience in the field when it came to remote working among those directly involved,
suffered a noticeable decline in quality in the initial months of the pandemic. One year on, it
seems some solutions have materialised and teachers and students have adapted to the new
circumstances, and so this presentation will discuss the phases of this ‘transition” and the
challenges that had to be overcome in the teaching of Solfeggio and Methodology of Solfeggio
Teaching, or the Methodology of Musical Literacy, at the university level. To that end, the
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practices of select teachers at the Faculty of Musical Art in Belgrade, the Faculty of Art in Nis,
the Academy of Art in Banja Luka and the Music Academy in Cetinje are highlighted.

Keywords: Online lessons, Information and communications technologies, Solfeggio teaching
Methodology, Solfeggio, Teaching forms.

IVANA DROBNI (ivana.drobni@gmail.com), has worked at the Faculty of Music in Belgrade since 1989
and teaches at all levels of study as a Full Professor. The focus of her concern is primarily the teaching
of Solfeggio and topics related to the development of music literacy, and the history of Serbian music

pedagogy. She has held a series of LLL Courses for the professional development of teachers in Serbia
and Bosnia and Herzegovina. She has also participated in the development of curricula for Solfeggio in
primary and middle musical education, and has published papers in national and international
scientific publications as well as holding presentations at various domestic and international
conferences. As author or co-author she was involved in the creation of numerous textbooks and
teaching manuals for Solfeggio and Music Theory for all levels of music education. As visiting professor
Ivana Drobni has also worked with the Teacher Education Faculty in Belgrade, Faculty of Arts in Nis,
Academy of Arts in Banja Luka, the Slobomir P University’s Art Academy and the Faculty of Pedagogy
in Bijeljina (Serb Republic, Bosnia and Herzegovina).

GORDANA KARAN (karan.gordana@gmail.com), graduated from the Faculty of Music at the University
of Arts in Belgrade at the Department for Music Pedagogy, and later defended her master's and doctoral
theses there. She has been employed by the Faculty of Music since 1995, and in 2010 was elected Full
Professor at the Department for Solfeggio and Music Pedagogy. Gordana Karan is the author of the

monograph Miloje Milojevic in the World of Music Pedagogy, co-author of the teaching literature —
textbooks and manuals — used at secondary music schools and the Faculty of Music. She is also co-
author of the collection of authored music for the subject Timbral Distinction in Aural Perception as well
as of the Anthology of Serbian Music for Children and Female Choir from Composers of the Late 19th and Early
20th Century in three volumes. Gordana Karan is also the author of numerous published articles in the
field of music pedagogy. 42 students from the Faculty of Music in Belgrade, and the Faculty of Philology
and Art (FILUM) in Kragujevac, have defended their graduate or master’s thesis under her mentorship.
She provides mentorship for doctoral dissertations in the field of music pedagogy. She is the science
coordinator for the Office of the Dean of the Faculty of Music.

JELENA CVETKOVIC CRVENICA (lesnjakjelena@gmail.com), full professor and head of the Solfeggio
Department at the Faculty of Arts, University of Nis. Author of the instruction book "Solfeggio for the
first year of academic studies”, and monography entitled "Immanent Hearing and Music Reception”,
published by the Faculty of Arts in Nis and the SASA Center. Editor-in-chief of the national scientific
journal "Artefact", Faculty of Arts, University of Nis from 2016 to 2019. Participant of scientific

conferences in Serbia, Montenegro, Republika Srpska, Croatia, Macedonia, Germany, Romania and
Bulgaria. Member of the Organizing Committee of the LEDAMUS festival since its establishment.
Winner of the Saint Sava Charter for outstanding contribution in the field of culture (2013), and the
October Award - medal of the City of Leskovac for outstanding contribution to the nurturing of cultural
values. Founder, conductor and artistic director of the Children's Choir "The Stars" from Leskovac.

SASA PAVLOVIC (sasa.pavlovic@au.unibl.org), full professor, head of the Department for solfeggio
and music theory at the Academy of Arts, University of Banja Luka. At this institution, he also obtained
his Bachelor and Master degrees under the mentorship of Zorislava M.Vasiljevi¢. He defended his
doctoral thesis entitled “The Possibilities of Implementing Information and Communication
Technology in the Teaching of Musical Literacy” at the Academy of Arts of the University of Banja Luka,
under the mentorship of Prof. Dr. Gordana Stojanovic. He is the author of numerous scientific and

professional papers in the field of music pedagogy, tests for music school competitions, and music
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arrangements for various ensembles and theater performances. He has been the implementor of many
projects in the field of pedagogy and art, and member of the jury in a variety of music festivals and
competitions in his country and abroad. Finally, besides being the art director of ethno group ,Iva“, he
is the pianist and music arranger of all its songs which were performed in lots of concerts here and
abroad. As a music polymath, he received plenty of rewards and recognition.

IVANA HRPKA VESKOVAC (i.hrpka@hotmail.com), graduated from the Department of General Music
Pedagogy at the Faculty of Music in Belgrade (1986). The master's degree was acquired in 1991. She
defended her doctoral thesis "Experiences and Methods of the French and Bulgarian Solfeggio Schools
- Analyzes and Considerations" in 2002. As a student of postgraduate studies, she was awarded the
Silver Medal of the University of Arts in Belgrade. Since 1986 she has been working at FMU in Belgrade
(courses: Solfeggio and Methods teaching solfeggio, from school year 2018/2019 and obligatory subject
to Master Academic Studies Methodology of Teaching Music Theory. She is a participant in

international scientific conferences, symposiums, and pedagogical forums. Her main focus in scientific
research was directed towards the study of historical musical pedagogical flows and the established
solfeggio schools in the famous European centers. In addition, she deals with research related to the
possibility of implementing foreign ideas, methods and systems in contemporary Serbian teaching of
solfeggio. She has published a book: Practicum for solfeggio - Melody: singing and dictation.

VEDRANA MARKOVIC (vedrana.mark@t-com.me), was born in Split (Croatia). She graduated from the
Faculty of Music in Belgrade, PhD (2015). She is an employee at the Music Academy in Cetinje as an
Assistant Professor since 2009. She participates actively in scientific gatherings in Montenegro and the
region. So far, she has published one monograph, excercises for a solfeggio class, the book sets for the
first, the second and the third grades of music school (Music steps 1, 2 and 3), and around thirty studies.
Special area of interest represents music education of children with visual impairment, so does
implementation of examples from Montenegrian music heritage in music education, especially in
solfeggio teaching.

VEDRANA MARKOVIC (Crna Gora)

Muzicka akademija u Cetinju Univerziteta u Crnoj Gori
IVANA DROBNI (Srbija)

Fakultet muzicke umetnosti Univerziteta umetnosti u Beogadu

Strucno usavrsavanje nastavnika - korelacija nastave solfeda i instrumentalne
nastave

Cinjenica da nastavu solfeda i instrumenata u na$oj sredini karakteri$e neujednacenost po
pitanju metodickih prilaza nalagala je autorima ovog rada da, osvetljavajuci neke od klju¢nih
metodickih principa i najvaznijih etapa muzickog obrazovanja, sugerisu metodicke pristupe
koji bi podjednako bili razumljivi i primjenljivi u Sirokom kontekstu vokalno-instrumentalne
nastave. Razjasnjavanjem toka procesa razvoja muzicke pismenosti sa aspekta nastave solfeda
i neophodnosti primene odredenih metodskih postupaka i u nastavi instrumenata, definisane
su metodicke ‘uporisne tacke” koje daljom razradom i prilagodavanjem mogu dovesti do
stvaranja metodi¢kog pravca primenljivog u ukupnoj vokalno-instrumentalnoj nastavi. Sa
tom idejom i ciljem osmisljen je Program usavr$avanja nastavnika , Korelacija nastave solfeda
i instrumentalne nastave” akreditovan u Zavodu za skolstvo Crne Gore, koji je u februaru
2021. godine pohadala grupa nastavnika razli¢itih profila zaposlena u JUSMB ,Vasa Pavi¢” u
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Podgorici. U okviru programa obuke nastavnici su imali priliku da upoznaju metodske
postupke koji doprinose neophodnom povezivanju instrumentalne nastave sa nastavom
solfeda. Kroz dugogodisnju praksu i uvidom u aktuelno stanje u muzickoj nastavi, predavaci
i organizatori bili su na stanovistu da se metodicki prilazi u okvirima instrumentalne i nastave
solfeda veoma malo ili gotovo uopste ne proZimaju, te je u okviru obuke, izmedu ostalog,
predloZen sistem rada koji bi mogao dovesti do znacajnog povezivanja pomenutih nastavnih
disciplina i, posledi¢no, voditi unapredenju nastave. U radu ¢e biti predstavljen sadrzaj obuke
i stavovi nastavnika — ucesnika obuke — prije sprovedenog programa, kao i aktivnosti koje su
usledile nakon njegove realizacije.

Klju¢éne rijeci: Solfedo, instrumentalna nastava, korelacija, koaptacija, nastavni programi.

VEDRANA MARKOVIC (vedrana.mark@t-com.me), (1975) rodena je u Splitu (Hrvatska). Doktorirala
je 2015. godine na Fakultetu muzicke umetnosti u Beogradu. Zaposlena je na Muzickoj akademiji na
Cetinju, gdje je od 2009. u zvanju docenta, na predmetima Solfedo i Metodika nastave solfeda. Aktivno
ucestvuje na nau¢nim skupovima u Crnoj Gori i inostranstvu. Objavila je monografiju Pocetna nastava
solfeda u radu sa slijepom i slabovidom djecom, praktikum za nastavu solfeda, udzbenik za gimnaziju Muzika
— moj jezik (u koautorstvu), udzbenike za prvi, drugi i tre¢i razred muzicke skole za predmet solfedo
Muzicki koraci 1,2 i 3 (u koautorstvu) i preko trideset struc¢nih radova. Podrucje posebnog interesovanja
predstavlja muzicko obrazovanje djece sa oStecenjem vida, kao i primjena primjera iz crnogorske
muzicke bastine u muzickoj nastavi, a posebno u nastavi solfeda.

IVANA DROBNI (ivana.drobni@gmail.com) je na Fakultetu muzicke umetnosti u Beogradu zaposlena
od 1989. godine. Danas, u zvanju redovnog profesora, predaje na svim nivoima studija Solfedo,
Metodiku nastave solfeda. U fokusu njenog interesovanja nalazi se nastava solfeda, teme vezane za
razvoj muzicke pismenosti i istorijat srpske muzicke pedagogije. Izlagala je radove na domacim i
medunarodnim naucnim i stru¢nim skupovima i u nacionalnim i medunarodnim naucnim ¢asopisima.
Odrzala je niz seminara za strucno usavrsavanje nastavnika u Srbiji i Republici Srpskoj i ucestvovala u
izradi Nastavnih planova i programa za Solfedo i Teoriju muzike u osnovnom i srednjem muzickom
obrazovanju. Takode, kao autor i koautor realizovala je brojne udzbenike i priru¢nike namenjene
nastavi Solfeda i Teorije muzike za sve nivoe muzickog obrazovanja. Kao gostujuci profesor ostvarila je
saradnju sa Uciteljskim fakultetom u Beogradu, Fakultetom umetnosti u Nisu, Akademijom umetnosti
u Novom Sadu, Akademijom umjetnosti u Banjaluci, Akademijom umjetnosti Univerziteta Slobomir P
i Pedagoskim fakultetom u Bijeljini.

Professional Training of Teachers — Correlations Between Solfeggio and
Instrument Teaching

The fact that Solfeggio and instrument teaching in our region are characterised by
inconsistencies in methodological approaches has led the authors of this work to, in the course
of highlighting some key methodological principles and the most important stages of musical
education, suggest methodological approaches that would be equally understandable and
applicable in the wider context of vocal-instrumental teaching. By clarifying the course of the
development of musical literacy from the standpoint of solfeggio, as well as the necessity of
also applying certain methodological approaches in instrument teaching, methodological
bases have been established that can, through further development and adaptation, lead to the
development of a methodological approach that is applicable to general vocal-instrumental
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teaching as a whole. For this purpose, the teachers' professional training programme
"Correlations Between Solfeggio and Instrument Teaching" was accredited by the Bureau of
Education in Montenegro, and was attended in February 2021 by a number of teachers of
varyng backgrounds from the Vasa Pavic Music School in Podgorica. As part of the training
programme, teachers had an opportunity to become familiar with methodological processes
that would contribute to the necessary integration of instrument teaching with solfeggio
teaching. Based on many years of practical experience and insights into the current state of
musical education, speakers and organisers showed that contemporary methodological
approaches to solfeggio and instrument teaching had very little overlap, and, as part of the
training, suggested a system of work that could lead to much greater integration between the
aforementioned teaching disciplines and, consequently, lead to an improvement in teaching
practice. This work will present the contents of the training course and the views of the
teachers participating in the training course before it was conducted, as well as activities that
followed the completion of the course.

Keywords: Professional Training of Teachers -- Correlations Between Solfeggio and
Instrument Teaching.

VEDRANA MARKOVIC (vedrana.mark@t-com.me), (1975) was born in Split (Croatia). She graduated
from the Faculty of Music in Belgrade, PhD (2015). She is an employee at the Music Academy in Cetinje
as an Assistant Professor since 2009. She participates actively in scientific gatherings in Montenegro and
the region. So far, she has published one monograph, excercises for a solfeggio class, the book sets for
the first, the second and the third grades of music school (Music steps 1, 2 and 3), and around thirty
studies. Special area of interest represents music education of children with visual impairment, so does

implementation of examples from montenegrian music heritage in music education, especially in
solfeggio teaching.

IVANA DROBNI (ivana.drobni@gmail.com) has worked at the Faculty of Music in Belgrade since 1989
and teaches at all levels of study as a Full Professor. The focus of her concern is primarily the teaching
of Solfeggio and topics related to the development of music literacy, and the history of Serbian music
pedagogy. She has held a series of LLL Courses for the professional development of teachers in Serbia
and Bosnia and Herzegovina. She has also participated in the development of curricula for Solfeggio in
primary and middle musical education, and has published papers in national and international
scientific publications as well as holding presentations at various domestic and international
conferences. As author or co-author she was involved in the creation of numerous textbooks and

teaching manuals for Solfeggio and Music Theory for all levels of music education. As visiting professor
Ivana Drobni has also worked with the Teacher Education Faculty in Belgrade, Faculty of Arts in Nis,
Academy of Arts in Banja Luka, the Slobomir P University’s Art Academy and the Faculty of Pedagogy
in Bijeljina (Serb Republic, Bosnia and Herzegovina).
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ANAEKCAHAPA BPAHKOBIh (Cp6nja)
dakyaTeT My3u4Ke YMETHOCTY YHUBEp3uUTeTa ymeTHOCTH y beorpaay

IToan$pyHKIIMOHAAHOCT CPIICKe HapOAHe I1ecMe y IIOUYeTHOM MY3/M9KOM
onmncMemasamy y Hactasu Coadeba

IToAn@pyHKIIMOHAAHOCT CPIICKe HapOAHe IlecMe yodaBa ce U Ha MaKpoO U Ha MUKPO ILAaHy
MY3UUYKOT 00pa3oBHOr cucteMa. Ha Makpo naany 1moan@yHKIIMOHAAHOCT HapOJHe IecMe y
MY3MUYKOM OOpa3oBarby MaHM@ecTyje ce KpPOo3 mheHy yAO0Ty Kao pelrpe3eHTa CpPIICKe MY3UYKe

Tpazu/[umie, HaCAeha n nAeHTUTEeTa Te CBOjeBpCHOF KyATYPHOI 1 COIMOAOIIKOr Cl)eHOMEHa.

ITotom Kxpo3 meHy OOpa3oBHY yaory u ynorpedy y OKsupy HacTrase coadeba y Hiokum
My3MUKUM 11kodama y Cpbuju, mrto 6u Tpebaao Ada Mamnupa IpUMeHy HapoAHe IlecMe y
IIOYETHOM MY3MYKOM OICMebaBalby Kao Haj3HadajHMjeM CerMeHTy IIpoleca paja Ha
MY3IUKOj IMCMEHOCTU Y9eHMKa.

Bacriutha yaora je tpeha aam me m Hajmame 3HavajHa QyHKIIMja CPIICKe Hapoae IecMme y
obpasosamy. Kpos ucropujy cpricke mysuuke mnejaroruje caraejasa ce Ja je Tokom 19. a u
BeAUKNUM geaoMm 20. Beka O1aa HarJallleHa BacIIMTHA y/A0Ta HacTaBe HOTHOT IleBarba, II0CeOHO
KpO3 ydeme HapOAHUX Te U pogomyOouBux necama. [logpasymesa ce ga cy cse Tpu yaore
HapogHe recMe y HacTasu coadeba y nntepakumjn.

Ha mMuxpo naany mysmdakor odOpasosama MOAN(YHKIIMOHAAHOCT CPIICKe HapoJHe IlecMe je
U3pa’keHa y OKBUPY OOpPa3OBHOI acIleKTa HacTape ITOYeTHOI MY3MYKOI OIMCMerhaBarba Te
nactase Coadeba. Y okBupy TOra cpricka HapoaHa recmMa ce KOPUCTH 3a paj Ha BeAMKOM Opojy
MY3MUKIX eJeMeHaTa 13 004acTu Meaoduke u putMa. Llua pasa je ga akieHTyje meHy
moAuQyHKIMOHAAHY yAOTy Yy OKBUpPY oOpasosHOT acrekra HacTase Coadeba jep je oma
11oceOHO MCTIYe Kao HEOIIXOAHY MY3HUUKy Ipaby 3a pas y HacTaBIL.

Kayune pujeun: Hapoana mecMa, Mo4eTHO MY3MYKO OINCMemaBarbe, Hacrasa Coadeba,
110AMQYHKIIMOHAAHOCT.

AAEKCAHAPA BPAHKOBINh (aleksandra.brankovic@fmu.bg.ac.rs) je pobena y beorpaay 1988. roanse.
Ocnopne akageMcke cTyauje saspmuaa je Ha (PakyareTy Mysuuke yMmeTHocTu y beorpagy, nHa
cryaujckoM nporpamy Ommra Mysmuka nedaroruja. Macrep cryauje saspmmaa je 2012. roanse Ha

ucrom PakyaTeTy Ha cTyAujckoM nmporpamy Hayke o ymernoctn. 2013. roaune ymmcaaa je 4A0KTOpCKe
akageMmcke cryamuje Ha PakyareTy Mysmuke yMmeTHOCcTH y beorpagy, cryamjcku mporpam Hayxe o
yMeTtHOocTU. O 2016. roguHe 3anocaeHa je Ha PakyaTeTy Mysudke ymeTHocTH y beorpaay, Ha Kateapu
3a coadebo u My3suuKy Ieagarorujy Kao acMCTeHT 3a YKy TeOpMjcKo-yMeTHHUKy obaact Coadeba n
Mertoauxe Hacrase coadeba.

Poli-function of Serbian folk song in the initial musical literacy in Solfeggio
teaching

The poli-function of Serbian folk song can be seen on both the macro and micro levels of the
music education system. At the macro level, the poli-function of folk song in music education
is manifested through its role as a representative of the Serbian musical tradition, heritage and
identity, and a kind of cultural and sociological phenomenon. Then, through its educational

28



mailto:aleksandra.brankovic@fmu.bg.ac.rs

role and use within the Solfeggio teaching in primary music schools in Serbia, which should
map the application of folk songs in initial music literacy as the most important segment of the
process of working on musical literacy of students. The educational role is the third but not
the least important function of the Serbian folk song in education. Throughout the history of
Serbian music pedagogy, it can be seen that during the 19th and a large part of the 20th
century, the educational role of Solfeggio teaching was emphasized, especially through the
learning of folk and patriotic songs. All three roles of the folk song in the Solfeggio teaching
are in interaction. At the micro level of music education, the poli-function of Serbian folk song
is expressed within the educational aspect of initial music literacy and Solfeggio teaching.
Within that, Serbian folk song is used to work on a large number of musical elements in the
tield of melody and rhythm. The aim of the paper is to emphasize its poli-function within the
educational aspect of Solfeggio teaching, because it especially emphasizes it as a necessary
musical material for work in teaching.

Keywords: Folk song, initial musical literacy, Solfeggio teaching, poli-function.

ALEKSANDRA BRANKOVIC (aleksandra.brankovic@fmu.bg.ac.rs) was born in Belgrade in 1988.
She completed her basic academic studies at the Faculty of Music in Belgrade, at the General
Music Pedagogy program. She completed her MA in 2012 at the same Faculty at the study
program of the Science of Art. In 2013, she enrolled in doctoral academic studies at the Faculty
of Music in Belgrade, a study program on Science of Art. Since 2016, she has been working at

the Faculty of Music in Belgrade, at Solfeggio and music pedagogy department, as an assistant
for the narrow theoretical and artistic field of Solfeggio and solfeggio teaching methodology.

VIBAHA XPITIKA BEIIKOBALII (Cp06uja)
daxyaTeT My3U4Ke YMETHOCTM YHMBep3uUTeTa yMeTHoOCT! y beorpaay

Emmnocoageho — mpuaor ucTpaxmparby IpICyCTBa TpaAuIIIOHAAHe HApOgHe
mecMe y pyckoj anreparypu 3a coadpeho

Y HemperaeJHOM IIPOCTPaHCTBY PYCKUX Kibura 3a coadebho, objaBanBaHNX 04 IOCAEABIX
Jdenienrja 19. Beka 40 JaHalIBUX JaHa, CKOPO HEYNaAaMBO Ce I0jaBuMO HacaoB Muxamaa
/lobaHoBa — ImHocorvPedxkuo. Te 1996. rogune, Kaga je oOjaBbeHO IIPBO U3Aarbe, YMHUAO Ce Aa
je HaBeJeHa myOAMKallMja JOHeAa BeAMKU IIpeoKpeT y AuTepatypu 3a coadebho, mpe csera,
300T yI1e4aTbuBOoT U je AMHCTBEHOT HacA0Ba KOjI je He4BOCMIICAEHO yKa3nBao Ha Be3y coadeba
I TpajullMOHa/AHe HapoJHe Mysuke. Ila umnak, umajyhu Ha ymy ga je, Kako Imporpamcku
OKBMP, TaKO U IeAaroIIKo-cTBapaladkyl MIMIIY/AC, YBeAMKO aKIJeHTOBao yA0Ty HapOAHe IecMme
y My3MUKOM 0Opa3oBaiby, IIPeTIIOCTaBIAO Ce Aa je ¥ KOpeH OBOT IIPUCTyIla MHOTO AyO/Ab1 1 A
ceXXe y JaleKy IpOIILAOCT M caM IodeTak HacTajarba pycke AuTeparype 3a coadebho. ¥ Tom
cMucay, oBaj paa he Omtm mocsehen mcrpakupamy Ileprojuke y Kojoj je eBUAEHTHO
IIPVICYCTBO PyCKe HapoOJHe IlecMe y caapKajy Kibura 3a coadebo. ITpu Tom, moceOHa nakiba
6mhe ycMmepena ka HmpucTynmma U KOHLENTUMa y AUTepaTypu Koju Cy, IIOCPeAHO WAU
HeIocpeAHO, yKa3uBaAll Ha 4YBPCTy Be3dy wu3MeDy Mysuuke Tpaauiiyje ¥ MY3UIKOT
oIlMCMerbaBalba, CBaKako He 3aHeMapyjyhm jedaH 04 OCHOBHUX PYCKUX MeTOAMYKMX
IIocTyJAaTa — pa3Boj cAyXa U pasyMeBame My3nuke rpabe Kojy kapakrepuiie ,(pOoAKAOPHU
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ctua”. 3Havaj ucTpakmusamba Mohu he ga ce caraega un y mmpem (1 o4eKMBaHOM) KOHTEKCTY,
y xoMme he pycka mckycTsa IpeacTasdartiu jesaH oj Moryhumx mogeaa 3a ycrocrabbambe
yppirhe Bese nsmeby cpricke HapogHe My3uKe 1 HacTase coadeba.

Kayuane pujeun: EtHocoadebo, Tpagunmonaana HapodHa IecMa, pycka AmuTepaTypa 3a
coadebho, Mmxana /106aHoB.

MBAHA XPITKA BEIIKOBALII (i.hrpka@hotmail.com) aumaomupaaa je Ha Ogcexy 3a OIIITYy My3UUKy
neaarorujy Pakyartera mysuuke ymeTHoctu y beorpaay (1986). 3same marucrpa crekaa je 1991. rogune.

Aoktopcky Te3y ,JlckycrBa m Merode (paniycke m Oyrapcke Ikode coadeba — amaamse u
pasmaTpama” oa0pannaa je 2002. rogune (PMY beorpag). Kao cTyseHT mocaeannaoMckux cryauja
HarpabeHa je CpeOpHOM MegaboM YHMUBep3uTeTa yMeTHOCTH Y Beorpasy. Oa 1986. roaune Ha PMY y
Beorpaay npeaaje Coadebho n Meroauky Hacrase coadeba, og mkoacke 2018/2019. roanse 1 o6ape3Hn
IpeJiMeT Ha MacTep aKaJeMCKUM cTyamujaMa MeToamka HacTabe Teopuje My3MKe. YUeCHMK je
MeDhyHapoAHUX Hay4HUX CKYIIOBa, CUMIIO3MjyMa, Kao 1 regaromkux ¢popyma. OCHOBHO OIIlpejebere y
Hay4YHO-VICTPa’kKMBAYKOM paly yCMepuAa je Ka IIpoydaBarby MCTOPUjCKIX MY3IUKO-IIe 4aTOIIKIIX TOKOBa
n opopMmaeHnx mkosa coadeba y sHameHuTHM eBporckuMm neHTpuma. Ilopea Tora, Gasm ce
UCTpaXkKMBamb/IMa Be3aHNUM 3a MOTYNHOCT MMILleMeHTallije MHOCTPaHUX HJeja, MeToda M cucTeMa y
caBpeMeHOj cprickoj Hactasu coadeba. Objasmaa je xmury Ilpakrtukym 3a coadebo — Meaoguxka:
HeBabe U AUKTAaT.

Ethnosolfeggio - a Contribution to the Research of the Presence of Traditional Folk
Song in Russian Literature for Solfeggio

In the vast expanse of Russian books on solfeggio, published from the last decades of the 19th
century to the present day, the title of Mihail Lobanov - 2mtocorvpedxuo - has appeared
almost inconspicuously. In 1996, when the first edition was published, it seemed that the
mentioned publication brought a big change in the literature for solfeggio, primarily because
of the impressive and unique title which unequivocally indicated the connection between
solfeggio and traditional folk music. However, bearing in mind that both the program
framework and the pedagogical-creative impulse greatly emphasized the role of folk songs in
music education, it was assumed that the root of this approach is much deeper and dates back
to the distant past and the very beginning of Russian literature for solfeggio. In that sense, this
paper will be dedicated to the research of periodicals in which the presence of Russian folk
songs in the content of solfeggio books is evident. In doing so, special attention will be paid to
approaches and concepts in literature that, directly or indirectly, indicated a strong link
between musical tradition and musical literacy, certainly not neglecting one of the basic
Russian methodological postulates - hearing development and understanding of musical
material “folklore style ”. The significance of the research can be seen in a broader (and
expected) context, in which Russian experiences will be one of the possible models for
establishing a stronger connection between Serbian folk music and the teaching of solfeggio.

Key words: Ethnosolfeggio, traditional folk song, Russian solfeggio literature, Mihail
Lobanov.

IVANA HRPKA VESKOVAC (i.hrpka@hotmail.com), graduated from the Department of General Music
Pedagogy at the Faculty of Music in Belgrade (1986). The master's degree was acquired in 1991. She
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defended her doctoral thesis "Experiences and Methods of the French and Bulgarian Solfeggio Schools
- Analyzes and Considerations” in 2002. As a student of postgraduate studies, she was awarded the
Silver Medal of the University of Arts in Belgrade. Since 1986 she has been working at FMU in Belgrade
(courses: Solfeggio and Methods teaching solfeggio, from school year 2018/2019 and obligatory subject
to Master Academic Studies Methodology of Teaching Music Theory. She is a participant in
international scientific conferences, symposiums, and pedagogical forums. Her main focus in scientific
research was directed towards the study of historical musical pedagogical flows and the established
solfeggio schools in the famous European centers. In addition, she deals with research related to the
possibility of implementing foreign ideas, methods and systems in contemporary Serbian teaching of
solfeggio. She has published a book: Practicum for solfeggio - Melody: singing and dictation.

31




CECUJA A3/ SESSION A3

DANIJELA VIDANOVIC (Srbija)
EMILIJA POPOVIC (Srbija)
Akademija tehnicko vaspitackih strukovnih studija Nis$ - odsek u Pirotu

Projektni pristup u muzickom vaspitanju predskolske dece

U radu je razmatran znacaj projektnog pristupa u v-o radu sa decom predskolskog uzrasta,
kao i mogucnosti koje otvara ovakav pristup u domenu muzickog vaspitanja. Polazi se od
teorijskog okvira koji prevazilazi koriS¢enje projektnog ucenja kao izdvojene v-o metode, ili
aktivnosti sa decom.Projektni pristup u novim Osnovama programa ,,Godine uzleta”se shvata
kao kontinuiran i fleksibilan naéin ucenja zasnovan na dobrobiti, odnosima i delanju. Ovako
shvacen projektni pristup predstavlja okvir u kome se integrisu igra, planirano ucenje i uéenje
u prakti¢nim zivotnim situacijama. Bez obzira Sto je godinama unazad osporavana slika deteta
kao kompetentnog bica (dete kao nezrelo, nemoc¢no, nedoraslo, kandidat za zivot...), u
savremenoj pedagogiji detinjstva, dominantna je slika aktivnog i kompetentnog deteta, koje se
na sasvim individualan i jedinstven nacin ukljucuje u socijalni kontekst. U tom smislu, projekti
omogucavaju deci da istrazuju u situacijama koje za njih imaju smisla, kao i da na kreativan
nacin grade nova iskustva kroz razvijanje odnosa sa drugima, ucec¢i od drugih i deleéi svoje
iskustvo sa drugima. Isto tako, ako se ima u vidu oblast umetnosti, moguce je prevazici staru
praksu vestackog izdvajanja muzickih sadrzaja, jer kroz projekte muzicki sadrzaji postaju
zivotni i smisleni, njih je moguce istrazivati i upoznavati kroz razlicite nacine ucesc¢a i razmene.
U projektima se to vrednuje kao znacajan doprinos zajednici ucenja.

Kljuéne rijeci: Projektni pristup, savremena pedagogija detinjstva, muzicko vaspitanje, igra,
zajednica ucenja.

DANIJELA VIDANOVIC (info@akademijanis.edu.rs) rodena 1965 god. u Pirotu. Zavrsila osnovne studije
pedagogije na Filozofskom fakultetu, a zatim i magistarske i doktorske studije na grupi za pedagogiju
u Novom Sadu. Naucna zvanja magistra i doktora pedagoskih nauka je stekla u oblasti predskolske

pedagogije, pod mentorstvom Akademika Emila Kamenova. Od 1996 god. radi, najpre kao nastavnik
prakticne nastave, a zatim i kao profoser na Visoj, sada Visokoj skoli strukovnih studija za obrazovanje
vaspitaca u Pirotu. U periodu od 2007 do 2011, radi kao asistent na Filozofskom fakultetu u NiSu na
grupi za pedagogiju, a od 2012 do 2018 kao direktor i profesor Visoke Skole za obrazovanje vaspitaca.
Sada radi kao prof. struk. studija na predmetima iz oblasti Predskolske pedagogije na Akademiji
tehnicko vaspitackih strukovnih studija, odsek u Pirotu.

EMILIJA POPOVIC (info@akademijanis.edu.rs) prof. strukovnih studija u Akademiji tehni¢ko
vaspitackih strukovnih studija, izbor u zvanje za oblast Metodika muzickog vaspitanja, gde predajem
sve predmete u ovoj oblasti na Osnovnim i Master studijama u Odseku Pirot.

,Efekti sistema muzickih igara na razvoj muzickog izrazavanja i kreativnosti kod dece predskolskog
uzrasta”, je tema doktorske disertacije koju sam odbranila na Univerzitetu u NiSu, a 2008 god. odbranila
sam magistarsku tezu. Na mestu direktora muzicke skole radila sam od njenog osnivanja, ¢iji sam akter,
a datum odobrenja Vlade R. Srbije kao i moje stupanje na duznost je 04.10.2002., kada Skola pocinje sa
radom pod imenom ,,dr Dragutin Gostuski. Od otvaranja skole, organizovala sam takmicenje orkestara
i horova Osnovnih i Osnovnih muzickih Skola za pirotski okrug, sto je kasnije postalo obavezni deo
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Skolskog plana i programa u ovim Skolama. Do otvaranja muzicke skole, u Pirotu je radilo odeljenje
muzicke Skole iz Zajecara, gde sam radila kao koordinator odeljenja i profesor solfeda.

Diplomirala sam na Fakultetu Umetnosti na Muzickom odseku, smer- Opsta muzicka pedagogija sa
opstim uspehom 9.09 u toku studija i ocenom 10 na diplomskom ispitu iz predmeta Metodika nastave
muzicke kulture i stekla stru¢ni naziv- Diplomirani muzicki pedagog.

Zavrsila sam srednju muzicku Skolu u Nisu, Skolske 1992-93, obrazovni profil- Muzicki saradnik, kao i
Osnovnu muzicku skolu odsek klavira, 1989 god. u Gnjilanu.

Project approach in music education of preschool children

The paper discusses the importance of the project approach in the work with preschool
children, as well as the possibilities that this approach offers in the field of music education. It
starts from a theoretical framework that goes beyond the use of project-based learning as a
separate education method, or activities with children. The project approach understood in
this way represents a framework in which play, planned learning and learning in practical life
situations are integrated. Regardless of the fact that the image of a child as a competent being
has been disputed for years (a child as immature, helpless, small, a candidate for life ...), in
modern childhood pedagogy, the image of an active and competent child is dominant and in
a unique and individual way it is included in the social context. In this sense, projects enable
children to explore situations that make sense to them, as well as to build new experiences in
a creative way through developing relationships with others, learning from others and sharing
their experiences. Also, if we bear in mind the field of art, it is possible to overcome the old
practice of artificial separation of music content from other content fields, because through
projects music content becomes alive and meaningful, it is possible to explore and get to know
it through different ways of participation and exchange. In projects, this is valued as a
significant contribution to the learning community.

Key words: Project approach, modern childhood pedagogy, music education, play, learning
community.

DANIJELA VIDANOVIC (info@akademijanis.edurs) born in 1965. in Pirot. She completed basic
studies of pedagogy at the Faculty of Philosophy, and then master's and doctoral studies at
the group for pedagogy in Novi Sad. She acquired the scientific titles of master and doctor of
pedagogical sciences in the field of preschool pedagogy, under the mentorship of Academic
Emil Kamenov. She has been working since 1996, first as an associate teacher for practise, and
then as a professor at College of of Professional Studies for Preschool Teachers in Pirot. In the
period from 2007 to 2011, she worked as an Instructor at the Faculty of Philosophy in Ni$ at
the department for pedagogy, and from 2012 to 2018 as the College Director and professor at
the College for Education of Preschool Teachers. Since 2018, she has been working as a
professor of vocational studies for subjects in the field of Preschool Pedagogy at the Academy
of Applied Technical and Preschool studies Nis, Pirot Department.

EMILIJA POPOVIC (info@akademijanis.edu.rs) prof. vocational studies at the Academy of
Applied Technical and Preschool Studies Nis; I have been elected to the title in the field of
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Methodology of Music Education, where I have been teaching all subjects in this field at the
Undergraduate and Master studies at the Department of Pirot.

"Effects of the system of musical games on the development of musical expression and
creativity in preschool children", is the topic of the doctoral dissertation I defended at the
University of Nis, and in 2008. I defended my master's thesis. I founded a music school in
Pirot, and I was working as the director of it since the date it was approved by the Government
of the Republic of Serbia (the same date I was inaugurated) October 4, 2002, under the name
"Dr. Dragutin Gostuski”. Since the opening of the school, I have organized a competition of
orchestras and choirs of Elementary Schools and Elementary Music Schools for the Pirot
district, which later became a mandatory part of the curriculum in these schools. Until the
opening of the music school, the department of the music school from Zajecar worked in Pirot,
where I worked as a department coordinator and professor of solfeggio.

I graduated from the Faculty of Arts at the Department of Music, majoring in General Music
Pedagogy with a general grade of 9.09 during my studies and a grade of 10 on the graduation
exam in the subject of Methodology of Teaching Music Culture and acquired the professional
title of BA in music pedagogy.

I graduated from the High School of Music in Ni$, in the 1992-93, school year, educational
profile - Music

AZEKCAHAPA CTOIIh (Cp6wja)
CODPUJA MAPYITH (Cpbnja)
Yunremcku paxyater YHusepsutera y beorpaay

Pa3Boj y110eHItuKke anutepaTrype 04 IITaMIIaHe 30MpKe I1ecamMa 40 AMTUTaAHOT
ylOeHnKa My3smdke Kyarype — 150 roamHa mocae OCHuBarba mpse YunrembcKe
mKoae y Cpoujn

Y paay je aaT UCTOPUjCKO-TI€AATOIIKM OCBPT Ha IepuoJ KOju 3axBaTa pa3go0..e 04 je AHOT U
110 BeKa, car4eaH XpOHOAOIIKY 1 ITpobaemcku. LIna paja je ykazuparbe Ha METOAMYKY yAOTY
KAYYHUX 30MPKU U yIIOEHMKa My3MuKe KyAType 3a HIUXKe paspede OCHOBHe IIKOJAe (Maade
IIIKO/A€e, MAahu IIIKOACKM y3pacT Y OCHOBHIM OCMOTOAMIIIILYM IIIKOAaMa) O, OCHUBamba IIpBe
Yauresmcke mkoae a0 ganac (1871-2021). ITocrenenu pa3poj HacTaBe My3WuKe Ilegaroruje
UHULIMPAO je MpoMeHe y JepMHICamy INAa, 3ajaTaka M MCX0Aa IpeAMeTa KOji YKAYIyjy
pasanunTe Ha3MBe U HPOrpaMcke caJpsKaje KOju OIIeT Yy3POYHO-IIOCA€AUYHO YTU4y Ha
pasanunTe My3UdKe aKTMBHOCTI U KOHKPeTHE My3U4JKe cadprKaje y My3U4KOj AUTepaTypu 3a
aenty. Hosu gorabaju y cseray nmangemuje ycA0BUAM Cy KOpeHUTe IIPOMEHe M yKa3aau Ha
pasAnunTe TEXHOJAOIIKe MOIYNHOCTM caBpemMeHe HacTase 3a Apyraumjyi BU3YeAHM, aaul U
ayAuo-BU3yeAHU Meauj Koju Ou uMao Tpajuuju edekar y IpuMaiby 3ByYHIX Hacaara. 300r
Tora je OMAO BakHO caraejaTy MeTa IlAaH YIIOeHMKa, OAHOCHO OOpa3OBHM M BaCIIUTHU
KOHIIEIIT KOjU caBpeMeH! YIIOeHMK HyAu. XpOHOAOIIKY IIPUCTYII MHUIMPaH je caraejaBarbeM
3HaYajHUX CerMeHaTa MCTOPUjCKUX U KyATYPHO-IIPOCBETHUX IIPMAMKA KOje Cy yTullade Ha
IITaMIIaHy AUTepaTypy 3a Jelly, a IIpo0AeMCcKU IPUCTYI cardejaH je U3 CBeTAa IpUMeHe
MEeTOAMYKUX acrnekaTa Qyuxuuorarre, a morom u KombOumosare PyHxuuonarre memooe,
Mmuogpara u 3opucaase Bacusesuh, meroga xoje y cebu cyOammupajy cse oOpa3oBHe U
BacIIMTHe IIOTeHIIMjale KOju OM caBpeMeHM YIIOeHUK Tpebaao ga nonyau. Pesyaratu cy
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yKazaaul Ha BeAMKY pa3AMYUTOCT y Kopuinhemy IlecMe KaO OCHOBHOI IIOJAas3uINTa y
omnucMembaBarby, Kao U Ha HeyjegHauyeHOCT y IIPUCTYIly Ha IIpeAasy M3 npeddyxkeapckoz y
oyxeapcku mysuuku nepuod. Crora cy ayTopu y 3aKsbydlliMa IIOHYAMAU IIpeIopyke 3a
epuKacHuje Mckopuirhasame My3IKOT MaTepujada 3a IITaMIIaHe U AUTUTaAHe yIIOeHNKe.

Kayune pujeun: 30mpka IlecaMa, YIIOEHUMK My3MuUKe KyAType, AUTUTAAHU YIIOEHUK,
Bacusesnth metosa, o6pa3oBHI 1 BaCIUTHU aclieKT My3UdKe AUTepaType 3a Aelly.

A/ZIEKCAHAPA CTOIINM R (aleksandra.stosic@uf.bg.ac.rs) A0I1eHT je Ha mpeameTuMa Memoduka Hacmase
mysuuxe kyamype 1 u 1l u Pad ca dewjum uncmpymenmuma. Paau Ha Yunuresckom ¢axyaretry oz 2000.

roguae. OcHmBad je m Boba aHcamM0aa Yumresckor ¢akyarera ,3opa” ca KOjuM HacTylla Ha
cseyaHocTuMa (akyATeTa, Ha OTBapamy KIbJDKeBHUX Bedepl, MeDyHapogHUMM Hay4YHUM
KoH(epeHIIMjaMa 1 HallIOHaAHUM CKyIlosuMa. Jokropupaaa je Ha Kategpu 3a ymeTHOCT 11 MeTOAVIKe
YMeTHUUKMX IIpeAMeTa, Ha YunrteackoM daxyarety y beorpagy. [Ipumapuu $poKkyc 40KTOpCKe Tese 1
UCTpaXUBauko II0Ab€ paja je yIOeHMIKM KOMILAeT My3W4uKe KyAType, aAu 3HadajHO MeCTO
UHTepecoBama ITOKAOHEHO je (PYHKIMOHAAHOCTY IIleCMe M MHTerpaTMBHOM IIPUCTYILy Y HacTasu
My3IT4Ke KyAType. Y4ecTBoBala je Ha MHOTOOPOjHMM Hay4YHMM CKYIIOBMIMA y 3€M/bU M MHOCTPAHCTBY.
Ob6jasnaa je mpexo 20 pagosa y yacommcuMa 0O/, MOCeOHOT HAIJMOHA/AHOT 3Hadaja, HAI[MOHAAHNM I
MebhyHapoaHUM 1 TemaTckuM 300opHunmMa. O HajsHa9ajHNX pajoBa U3 004acTy My3HUKe Ilejaroruje
HaBoauMoO: IToandyHKIIMOHaAHOCT ITecMe y HacTaBu My3uuke KyAtype ([Tedazozuja, 2008), Ilecma xao
BUIIIEHAMEHCKO HacTaBHO CpeJCTBO Y Pa3BOjy MYy3MYKMX CIIOCOOHOCTM IpM yBoDemy ydueHMKa y
e/eMeHTapHO My314Ko oOpasosame (30ophuik, 2015) (koayrop), M360p yr1b0eHnIKor KOMILAeTa My3UUKe
KyAType y CBeTAy BOKaAHor pa3poja yuenuka (I'EME, 2016), OyHKIMOHAAHOCT yIIOEHUYKOT KOMILAeTa y
Pa3Bojy BOKaAHIX CIIOCOOHOCTY yueHMKa MAabux paspesa ocHosHe mkoae (Muosayuje y nacmasu, 2016),
AusajHuparme CcTpyKType yiiOeHmKa Mysmuke kyatype (Temartckm 360pHUK — Yubenux u caspemena
nacmasa, 2016), Komnarnbuanoct jeauHnIIa yIIOEHIIKOT KOMAeTa My3IuKe KyAType ca acrieKkTa pas3soja
BoKaAHMx criocooHoctn (Temarcku 360puUK — Tpaduyuja kao unchupayuja, 2017), 3Ha4aj METOAMYIKIIX
uaeja 3opucaase M. Bacusesuh y caspemenoj cprickoj Ky atypHoj ucropuju, (bamaayuxkn nopembapcku
cycpetn, 2020).

CODPUMJA MAPUYIMR (sofija.maricic@ufbg.acrs) je sappmmaa cpeamu HUBO oOpaszoBarmba Ha
Ileaarormkoj akagemMuju 3a oOpa3oBarbe HaCTaBHIKa pa3peaHe HacTase y beorpaay u ctyauje reaaroruje
Ha ®nao3zodckom Pakyarery y beorpagy. Marucrpupasa je Ha Puaoszodpckom paxyarery y beorpasy
ca temoMm: ,Kommaparmshna anaamsa cucrema oOpaszoBamba yumMTedba Yy EBPOICKMM 3eMbaMa’”.
Jokropnpaaa je Ha Puaosodpckom Ppakyarery Yuusepsurera y Hosom Cagy Ha rpynm 3a meaarorujy ca
temoM: , CamMoOBpegHOBambe Kao JeTepMMHaHTa KBaAmuTeTa IIeJarolkor paga mkoae”. Pajau nHa
Yunremckom ¢akyatery y beorpagy na npeameruma Ilopognuna negarormja u Omnmira meaaroruja.
ObjaBuaa je BuUIIle HAYYHUX M CTPYUYHMX paloBa 13 004aCTH IIKOACKe Ilejaroruje 1 pa3soja KypuKkyAyma
obpasoBama yunresa y gomahum u mehynapoanum vaconmcuma. HajsHauajuuju pasosu xoje je g0
caja objasuaa cy: ,JInnnujaano oOpasosame yanTesba y €BPOIICKIM 3eMbaMa’”, Hacmasa u éacnumarve,
beorpag (3/2011), ,, O6paszosame yuntesa y CpOuju — mcropujcka ¥ KOMIapaTUBHa IepCIIeKTuBa’”,
Mnosauuje y nacmasu, beorpaa, (4/2013), Educationists’ pedagogical and instructional work in
innovating teaching, in Teachers” education. The perspective of theory and practice, Nowy Sacz (2016). Uaan
je Lenrpaane pague rpyme MuHucrapcrsa IpocseTe, 3a IIOAPIIKY OCTaAUM paJHUM TpyllaMa 3a
cacrasbambe [Ipesaora mporpama Hacrase 1 yuera 3a Apyru paspes (2017) u tpehu paspea (2018)
OCHOBHOT 0OpasoBarba I BaCIIUTarba.
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Development of textbook literature from a printed collection of songs to a digital
textbook of music culture - 150 years after the founding of the first Teachers'
Training School in Serbia

The paper gives a historical-pedagogical overview of the period covering a time-span of one
and a half centuries, viewed chronologically and problematically. This paper aims to point out
the methodical role of key collections and textbooks of music culture for lower grades of
primary school (small schools, younger school age in primary eight-year schools) from the
founding of the first Teacher's Trainig School until today (1871-2021). The gradual
development of music pedagogy teaching has initiated changes in defining the goals, tasks,
and outcomes of subjects that include different names and program contents that again cause
and consequently affect different musical activities and specific musical contents in children's
music literature. New events in the light of the pandemic caused radical changes and pointed
to different technological possibilities of modern teaching for a different visual, but also an
audio-visual medium that would have a more lasting effect in receiving sound deposits. That
is why it was important to look at the textbook's meta plan, that is, the educational concept
that the modern textbook offers. The chronological approach was initiated by considering
significant segments of historical and cultural-educational circumstances that influenced the
printed literature for children, and the problematic approach was seen in the light of the
application of methodological aspects of Functional, and Combined Functional Methods, Miodrag
and Zorislava Vasiljevic, methods that sublimate all educational potential that a modern
textbook should offer. The results indicated a great difference in the use of the song as a basic
starting point in literacy, as well as an inconsistency in the approach to the transition from the
pre-Bukvar to the Bukvar musical period. Therefore, the authors in the conclusions offered
recommendations for more efficient use of music material for printed and digital textbooks.

Keywords: a collection of songs, textbook of music culture, digital textbook, Vasiljevic method,
the educational aspect of music literature for children.

ALEKSANDRA STOSIC (aleksandra.stosic@uf.bg.ac.rs) is an assistant professor for the subjects Music
Teaching Methodology 1 and II and Working with children’s instruments. She has been working at the
Teacher Education Faculty since 2000. She is the founder and leader of the Faculty's Music Ensemble

»Zora” with which she performs at the Faculty's ceremonies, literary evening openings, international
scientific conferences and national gatherings. She received her PhD from the Department of Art and
Art Teaching Methodologies at the Teacher Education Faculty in Belgrade. The primary focus of her
doctoral thesis and her research field is the textbook set for music teaching, with special significance
being given to the functionality of the song and the integrative approach to the teaching of music
culture. She has participated in numerous scientific meetings in the country and abroad. She has
published over 20 papers in magazines of special national importance, and in national, international
and thematic books of proceedings. Among her most important papers in the field of music pedagogy
are: Polyfunctionality of the song in Music education (Pedagogija, 2008), Song as a multipurpose teaching
tool in the development of musical abilities when introducing pupils into elementary music education
(Zbornik, 2015) (co-author), Selecting the music textbook in the light of students' vocal development
(TEME, 2016), Functionality of the textbook set in the development of vocal abilities (Teaching
Innovations, 2016), Designing the structure of Music textbooks (Thematic Proceedings - Textbook and
Contemporary Teaching, 2016), Compatibility of the music textbook units from the aspect of vocal abilities
development (Thematic Proceedings - Tradition as Inspiration, 2017). Significance of methodical ideas of
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Zorislava M. Vasiljevic in Contemporary Serbian Cultural History, (Banja Luka November Meetings,
2020)

SOFIJA MARICIC (sofija.maricic@ufbg.ac.rs) completed the secondary level of education at the
Pedagogical Academy for the education of primary school teachers in Belgrade and the study of

pedagogy at the Faculty of Philosophy in Belgrade. She received her master's degree from the Faculty
of Philosophy in Belgrade with the topic: "Comparative analysis of the teacher education system in
European countries." She received her Ph.D. from the Faculty of Philosophy, University of Novi Sad, in
the group for pedagogy with the topic: "Self-evaluation as a determinant of the quality of pedagogical
work of the school". She works at the Faculty of Teacher Education in Belgrade on the subjects of Family
Pedagogy and General Pedagogy. She has published several scientific and professional papers in the
field of school pedagogy and the development of teacher education curricula in domestic and
international journals. The most significant works she has published so far are: "Initial teacher education
in European countries”, Teaching and education, Belgrade (3/2011), "Teacher education in Serbia - a
historical and comparative perspective", Innovations in teaching, Belgrade, (4/2013), Educationists
‘pedagogical and instructional work in innovating teaching, in Teachers' education. The perspective of
theory and practice, Nowy Sacz (2016). She is a member of the Central Working Group to support other
working groups for compiling the Proposal of the teaching and learning program for the second grade
(2017) and the third grade (2018) of primary education.

MIRJANA S. ZIVKOVIC (Crna Gora)
Fakultet dramskih umjetnosti Univerziteta Crne Gore

Muzicki folklor — edukacija, inspiracija, kreacija — s osvrtom na stvaralastvo
kompozitora Borislava Tamindzica

Usvajanjem novih zakona i uz postovanje medunarodnih propisa o zastiti kulturne bastine,
Crna Gora se u novije vrijeme pridruzila evropskim zemljama koje prepoznaju i ¢uvaju
vrijednosti nematerijalne kulturne bastine i podrzavaju oblike manifestovanja i ispoljavanja
kulturnih raznolikosti. Sve je to pospjesilo dinamiénija istraZivanja, proucavanje, valorizaciju
i promociju muzickog folklora, identitetski znacajnog segmenta kulturnog nasleda Crne Gore.
U obrazovnom sistemu tradicionalna muzika bila je sporadicno prisutna sve do 2000. godine
kada u Crnoj Gori zapocinje reformski proces na svim nivoima obrazovnog sistema, pocev od
osnovnog i srednjeg obrazovanja preko reforme u muzickim skolama i uvodenja bolonjskog
procesa na fakultetima umjetnosti. Od tada je u muzickoj pedagogiji u Crnoj Gori primjena
tradicionalne muzike jasnije definisana programima i odgovarajuc¢im udzbenicima. S obzirom
na to da potrebe savremenog drustva prevazilaze tradicionalan nacin sticanja znanja, muzicki
sadrzaji u medijima, koji promovisu tradicionalnu muziku, mogu znatno unaprijediti kvalitet
muzic¢kog obrazovanja na svim nivoima.

Za crnogorskog kompozitora Borislava TamindZi¢a, pobornika o¢uvanja i afirmacije muzicke
tradicije, narodni melos, igre i obicaji bili su ishodiSte za stvaranje djela razli¢itih oblika i
zanrova, od horskih minijatura, rukoveti, kamernih svita, preko orkestarskih i vokalno-
instrumentalnih djela do primijenjene muzike za film, radijske i televizijske drame i pozorisnu
scenu.

Kljuéne rijeci: Muzicki folklor, nematerijalna kulturna bastina, obrazovni sistem, mediji,

Tamindzié.
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MIRJANA S. ZIVKOVIC (mirjanaz@ucg.ac.me), docentkinja je za oblast muzicka umjetnost na Fakultetu
dramskih umjetnosti na Cetinju (UCG). Diplomirala je na FMU u Beogradu na Odsjeku za opstu
muzicku pedagogiju i na Muzickoj akademiji u Podgorici na Odsjeku za dirigovanje. Zvanje
magistrantkinje iz oblasti primijenjene muzike stekla je na ALU u Beogradu. Boravila je na specijalizaciji
u oblastima horskog pjevanja i orkestarskog dirigovanja na Konzervatorijumu Santa Cecilia u Rimu.
Pored sadasnjeg angaZzmana na FDU bila je predavacica na Muzickoj akademiji na Cetinju i Muzickoj

akademiji u Istoénom Sarajevu. U RTCG obavljala je poslove urednice Redakcije umjetnicke muzike.
Na interpretativnom planu kao dirigentkinja biljezi nastupe s instrumentalnim i vokalnim ansamblima.
Deluje i kao korepetitorka u radu s glumcima-pjevacima. Predsjednica je NVO Vox mirus i umjetnicka
rukovoditeljka istoimenog vokalnog sastava. Autorka je nekoliko projekata. Objavila je radove Vokalna
muzika crnogorskih kompozitora i Primijenjena muzika Borislava TamindZzica. Ucestvovala je na online
konferenciji , Zensko nematerijalno nasljede Crne Gore — Nove mape - decembar 2020. - gdje je izloZila
svoj rad , Vokalna muzicka tradicija Zena u Crnoj Gori.” Rad pod nazivom , Metodski postupci u
ovladavanju vokalne tehnike u radu sa studentima glume" predstavi¢e na Drugom medunarodnom
simpozijumu iz oblasti Muzicke pedagogije, koji se odrzava na Cetinju 8.1 9. aprila 2021.

Musical folklore - education, inspiration, creation - with a review of the
composer's work Borislav Tamindzi¢

By adopting new laws and respecting international regulations on the protection of cultural
heritage, Montenegro has recently joined European countries that recognize and preserve the
values of intangible cultural heritage and support forms of manifestation and expression of
cultural diversity. All this has facilitated more dynamic research, study, valorization and
promotion of musical folklore, an identity-significant segment of the cultural heritage of
Montenegro.

Traditional music was sporadically present in the education system until 2000, when the
reform process at all levels of the education system began in Montenegro, starting with
primary and secondary education through reform in music schools and the introduction of the
Bologna process at art faculties. Since then, the application of traditional music in Music
Pedagogy in Montenegro has been more clearly defined by programs and appropriate
textbooks. Considering the fact that the needs of modern society go beyond the traditional way
of acquiring knowledge, music content in the media, which promotes traditional music, can
significantly improve the quality of music education at all levels.

For the Montenegrin composer Borislav TamindZi¢, a proponent of preserving and affirming
the musical tradition, folk melodies, games and customs were the starting point for creating
works of various shapes and genres, from choral miniatures, handles, chamber ensembles,
through orchestral and vocal-instrumental works to applied music for film, radio and
television dramas and the theater scene.

Keywords: musical folklore, intangible cultural heritage, educational system, media,
Tamindzi¢.

MIRJANA S. ZIVKOVIC (mirjanaz@ucg.ac.me), M.Sc., is an assistant professor for the field of music art
at the Faculty of Dramatic Arts in Cetinje (UCG). She graduated from the Faculty of Music in Belgrade

at the Department of General Music Pedagogy and at the Music Academy in Podgorica at the
Department of Conducting. She also obtained a master's degree in the field of applied music at the
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Academy of Fine Arts in Belgrade. She specialized in choral singing and orchestral conducting at the
Conservatory of Santa Cecilia in Rome. In addition to her current engagement at the FDA, she was a
lecturer at the Music Academy in Cetinje and the Music Academy in East Sarajevo. In RTCG, she worked
as the editor of the Art Music Editorial Office. On the interpretive level, as a conductor, she records
performances with instrumental and vocal ensembles. She also acts as an accompanist in working with
actors-singers.

She is the president of the NGO Vox mirus and the artistic director of the vocal group of the same name.
She is the author of several projects. She has published the works Vocal Music of Montenegrin
Composers and Applied Music by Borislav Tamindzi¢. She participated in the online conference
"Women's Intangible Heritage of Montenegro - New Maps - December 2020 - where she presented her
work," Vocal music tradition of women in Montenegro. " The paper entitled "Methodical procedures in
mastering vocal technique in working with acting students" will be presented at the Second
International Symposium in the field of Music Pedagogy, which will be held in Cetinje on April 8 and
9,2021.

NAKA NIKSIC (Srbija)
Uciteljski fakultet Univerziteta u Beogradu - nastavno odeljenje Novi Pazar

DZumbus - instrument muzicke tradicije u Novom Pazaru

Tokom XX veka u Srbiji postojao je oblik zabave koji se zvao dZumbus. U ruralnim sredinama,
kao i delu urbanih, dZumbus je bio zajednicki za muskarce i Zene, dok je u Novom Pazaru, u
kome se intenzivno praktikovao do kraja devedestih godina XX veka, bio odvojen.
Nezaobilazni instrument na tzv. muskom dzumbusu bio je instrument koji ve¢ina stanovnika
danas naziva bendzo. Medutim, rezultati empirijskog istrazivanja sprovedenog 2020. godine
u okviru projekta DZumbus - instrument muzicke tradicije u Novom Pazaru, a u okviru koga
su obuhvadeni nosioci ovog elementa nematerijalnog kulturnog nasleda pokazuju da je,
zapravo, re¢ o turskom instrumentu ciimbiis (¢ita se dzumbus) koji je tridesetih godina XX
veka konstruisao Zeynel Abidin Ciimbiis sa namerom da napravi ¢vrst instrument, lak za
noSenje, na kome je, brzim menjanjem vratova, podjednako bio moguce svirati orijentalnu i
zapadnu muziku. Prikupljeni podaci pruzaju nam znacajna saznanja o gradi ovog
instrumenta, zglasavanju Zica, nacinu sviranja, oblicima muziciranja, znacaju i prilikama u
kojima se pevalo i peva uz sviranje na ovom instrumentu, anegdotama, a zabeleZene su i
pesme koje se izvode uz njegovu pratnju. Cilj rada je prezentovanje rezultata istrazivanja ovog
instrumenta i zivuce prakse sviranja na njemu, njihovo popularizovanje, te sagledavanje sa
aspekta izbora sadrzaja u nastavi muzicke kulture.

Kljuéne rije¢i: bendzo, dzumbus, muzicki instrument, Novi Pazar, sadrzaji u nastavi muzicke
kulture.

NAKA NIKSIC (naniknp@yahoo.com), rodena je 1979. godine. Godine 2000. diplomirala je na
Univerzitetu u Pristini, na Fakultetu umetnosti u Pristini na odseku — klavir. Magistarske studije iz
oblasti izvodacke umetnosti — klavir, zavrsila je na istom fakultetu 2004. godine. Godine 2005. zavrsila
je i magistarske studije na Univerzitetu u Kragujevcu, Uciteljskom fakultetu u UZicu, odbranivsi
magistarsku tezu pod nazivom: Muzicke sposobnosti dece pred polazak u I razred osnovne skole iz
oblasti Metodika nastave muzicke kulture. Doktorirala je na U¢iteljskom fakultetu u Beogradu 2016.
godine odbranivsi tezu Metodicka funkcija pesama novopazarskog kraja u postavci elementarne
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muzicke pismenosti mladih razreda osnovne skole. Radi u zvanju docenta za oblast Metodika nastave
muzicke kulture na Uciteljskom fakultetu u Beogradu, Nastavno odeljenje u Novom Pazaru. Kao
pijanista nastupala na brojnim scenama u zemlji i inostranstvu. Ucesnik je vise medunarodnih nauc¢nih
skupova i konferencija. Autor je naucnih i stru¢nih radova iz oblasti metodike nastave muzicke kulture
i etnomuzikologije objavljenim u nacionalnim i medunarodnim nau¢nim ¢asopisima.

The dZumbus - an instrument from the musical tradition of Novi Pazar

A particular form of entertainment existed in Serbia during the 20th century, known as
dzumbus. In rural areas, and in some urban ones, the dZumbus was as activity in which both
men and women participated, while in Novi Pazar, where it was a frequent occurrence until
the end of the 1990s, it was held separately for men and women. An unavoidable element in
the so-called men’s dZumbus was an instrument that most people today would call a banjo.
However, the results of an empirical study carried out in 2020 as part of the DZzumbus -
instrument muzicke tradicije u Novom Pazaru (DZumbus$ — an instrument from the music
tradition of Novi Pazar) project, which included the bearers of this element of the intangible
cultural heritage, have proven that it is in fact the Turkish instrument known as the ctimbiis
(read as dZumbus). It was originally designed in the 1930s by Zeynel Abidin Ciimbiis with the
intention of making a firm instrument, easy to carry, and one on which by quickly replacing
the neck it was possible to play both oriental and western music. The data provide us with
important information on the construction of this instrument, the tuning, how it was played,
means of performance, its significance, the occasions on which it was played accompanied to
song, and various anecdotes related to it. Songs accompanied by this instrument were also
recorded. The aim of this paper is to present research results pertaining to this instrument and
the living practice of playing it, its increasing popularity, and its analysis in terms of selection
of material for music education.

Keywords: the banjo, the dZumbus, musical instrument, Novi Pazar, music education material.

NAKA NIKSIC (naniknp@yahoo.com) was born in 1979. In 2000 she graduated from the University of
Pristina, the Faculty of Arts — Piano. She completed her master’s degree in Performing arts — Piano at
the same faculty in 2004. In 2005 she completed another master’s program at the University of
Kragujevac, The Faculty of Teacher Education in UZice, having defended a master’s thesis titled:
Muzicke sposobnosti dece pred polazak u I razred osnovne skole (The musical abilities of children prior
to enrollment in the first grade) in the field of Methodology of music education. She earned her PhD at
the Teacher Education Faculty in Begrade in 2016, having defended the thesis titled Metodicka funkcija
pesama novopazarskog kraja u postavci elementarne muzic¢ke pismenosti mladih razreda osnovne
Skole (The methodological function of songs from the region of Novi Pazar in establishing musical
literacy among younger school-aged children). She is currently employed as an assistant professor in
the field of Methodology of music education at the Teacher Education Faculty in Belgrade, at their
department in Novi Pazar. As a pianist she has performed on numerous stages in the country and
abroad. She has participated in several international congresses and conferences, and authored both
scientific and professional papers in the field of music education and ethnomusicology, published in
national and international journals.
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CECUJA b1/ SESSION B1

CIbEJXKAHA BYKITh-YAMYP (Penny6anka Cprcka, buX)
Mysnuka akagemuja Yuusepsurera y Vicrounom CapajeBy

Bojun Komaauna, dopkxute necme, Muxpoxanmame, aazeaTopuka, cepujcka
TeXHUKa, peIpU3HOCT

Bojun Komaauna je TOKOM 11je10KYIIHOT CTBapa/Aadkor Bujeka KOMIIOHOBAO KaMepHa BOKa/AHa
ajeaa. Og yxynHo 13 Haca0Ba BOKaAHe IPOBEHMjeHIINje, BOKaAHOM OITyCy 3a I4ac U KAaBUpP
npunaja 7 KoMnosuumja (Ijecama 1AM IUKAyca Ifjecama). 3a pasauKy O/, HEOKAACUIHIX
TeHAEeHIIMja y IPBOj AeLleHNji1 KOMITIO3UTOPCKOT cTBapaaaiuTsa Bojuna Komaanne, mesaecere
rogune 20. Bujeka o01mbeKeHe Cy TparameM 3a HOBUM U APyTauMjuM MY3UUKUM U3pa3oM. /Ba
BOKa/JHa OITyca Koja Cy 4OHUje/a 3HauajaH UCKOpaK y ToM cMucay cy JAopkutie necme (1964/1965)
u 1ukayc Muxpoxanmame (1967), oba nmcaHa 3a coripaH U KAaBUp.

Yumennna aa cy Jopkutie necme usBedeHe Ha IPBOj (TeK OCHOBAHOj) JyTOCA0BEHCKO] My3UUKOj
TpuOuUHY, Aorabajy Koju je MaejHO OMO 3aMUIILbEH Kao ,Iperiel” crama goMahe mysmuke
IIpOAYKIIMje U KOju je oTBapao MOryhHoCTM 3a ¢popMuparme caBpeMeHtjer My3IIKOr je3nKa,
3ajeaHo ca seh ommrempuxsahenom kaacudukanmjom Mukpokanmama Kao MCTaKHyTe
Komrosuiiyje y cpepu apanrapase ¢gase y KomaanumaowMm orycy, o4akiiasa HO3UIIMOHMPatbe
OBIMX KOMITO3UTOPCKMX OCTBapera IpHU cardejaBamby MaHeBapa abaHrapde. CaBpeMeH
MYy3MUKI M3pa3 AOMMHAHTHO ce MaHmdecTyje Ha cpeAulllmbeM IldaHy ¢opmu, JOK ce,
JICTOBpPEMEHO, y 00je KOMIIO3UIIje CHAaXKHO OYUTyje AOMMHaIUja TpaAUIMOHAAHMX HauMHa
o0auKkoBama popmMu, IIoCMaTpaHa Ha I11aHy Makpodopme. CMyATaHOCT OBe ABHje - Y OCHOBU
CyIIpOTHe TeHAeHIIMje — CBOjeBpPCcHa Cy MeTapopa CTUACKOT IIAypalnuTeTa y KOMIIO3UTOPCKOM
omycy Bojuna Komaaune. llus paga je naeHTuduKoBaTi 3acTyIAbeHOCT U (MCKOPUILITEHMN)
IIOTeHIIUjal HaBeJeHIX edeMeHara y ABjeMa 13adpaHuM KOMIIO3uLIMjama.

Kayane pujeun: Bojun Komaanna, Jdopxure necme, Muxpoxarnmame, aieaTopuka, cepujcka
TeXHIKa, pEeIIPU3HOCT.

CIbEXAHA BYKIMMh-UYAMYP (snjezana.djukiccamur@mak.ues.rs.ba), (1977) je ocHOBHe u
MarucTapcke cryauje 3appimnaa Ha Mysnukoj akagemuju Yansepsurera y Vicrounom Capajesy-Oagjex
3a ONINTY My3MYKY Ile4arorujy. 3arocieHa je Ha UCTOj BMCOKOIIKO/ACKOj yCTaHOBU y 3Barby BaHpeAHOT
mpodecopa, Ha Karegpu 3a teopujcky HactaBy. Cdepa meHOr CTpyYHOT MHTepecoBarba ITpou3aliia je
u3 00aacTu KOjoM ce OaBMAa y TOKY IOCAMjeAUIIAOMCKUX CTyauja — IHOAPydYje BOKaAHe M BOKAaAHO-
MHCTPyMeHTaAHe My3uKe. ¥ CBOjUM CTPYYHUM pajoBUMa IaXIiby ycMjepaBa Ha creluduaHe oAAMKe

BOKAaAHNMX >XaHpoBa, y Hajsehoj mjepu caspemenux gomahmx xommosurtopa. AyTtop je jeane
MoHorpaduje, kao u OpojHUX pagoBa U3 00JacTM My3udKe Teopuje M aHaause, OOjaBbEHUX Y
30opHUIIMMA pajoBa ca HayuyHux ckyrnosa. CBoje paJoBe je IIpe3eHTOBada Ha HAI[MOHAAHUM U
MebhyHapoaHuM HaydHMM CKynoBuMa y bochn u Xepreropunm u seMbaMa OKpy>XKerba.
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A reflection of tradition in the early avant-garde vocal cycles by Vojin Komadina

Vojin Komadina composed chamber vocal works throughout his creative life. Out of a total of
13 titles of vocal provenance, 7 compositions (songs or song cycles) belong to the vocal opus
for voice and piano. Unlike the neoclassical tendencies in the first decade of Vojin Komadina's
compositional work, the sixties of the 20th century were marked by the search for a new and
different expression. Two vocal opuses that brought a significant step forward in that sense
are Lorca’s songs (1964/1965) and the cycle Mikrokantate (1967), both written for soprano and
piano.

The fact that Lorca’s songs were performed at the first (newly founded) Yugoslav Music
Tribune, an event that was conceived as an "overview" of the state of domestic music
production and which opened opportunities for the formation of a more modern musical
language, together with the already widely accepted classification of Microcantatas in the
sphere of the avant-garde phase in Komadina's opus, facilitates the positioning of these
composer's achievements when considering the maneuvers of the avant-garde. Contemporary
musical expression is predominantly manifested on the central plane of forms, while, at the
same time, the dominance of traditional ways of shaping forms, observed on the plane of
macroform, is strongly manifested in both compositions. The simultaneity of these two -
basically opposite tendencies - is a kind of metaphor of stylistic plurality in the composer's
opus of Vojin Komadina. The aim of this paper is to identify the representation and (used)
potential of these elements in the two selected compositions.

Keywords: Vojin Komadina, Lorca’s songs, Micro-cantatas, aleatorics, serial technique, reprise.

SNJEZANA DUKIC-CAMUR (snjezana.djukiccamur@mak.ues.rs.ba), (1977) finished her studies at the
Academy of Music, University of East Sarajevo, Department of Music Pedagogy. She is employed at the
same higher education institution as an associate professor, at the Department of Theoretical Teaching.
The sphere of her professional interest came from the field she dealt with during her postgraduate
studies - the field of vocal and vocal-instrumental music. In her professional papers, she focuses on the
specific features of vocal genres, mostly contemporary contemporary composers. She is the author of a
monograph, as well as numerous papers in the field of music theory and analysis, published in
collections of papers of scientific conferences. She has presented her works at national and international
scientific conferences in Bosnia and Herzegovina and neighboring countries.

VBAHA ITEPOBU'h (Penny6anka Cpricka, buX)
IIEBA XAPT (Peny6anka Cpricka, buX)
Mysnuka akagemuja Yuusepsurera y Vicrounom CapajeBy

3aokpert Ka rnoctmoaepHn y 1V conamu Bojuna Komaagnne

Axo ce nobe o4 unmeHNIlE J4a je NUTATHOCT/ayTOIUTATHOCT OMTHA OAAMKA IIOCTMOJAEPHE,
OHga ce Ha npuMjepy IV coname 3a kaaBup Bojuna Komagune 1o MoXe CAMKOBUTO MPUKa3aTH.
Conama je nacraaa 1977. roaune u npeAcrasaa II0UeTak 3a0KpeTa KOMIIO3UTOPCKe MOeTUKe
Bojuna Komagune y jeanom HOBOM cMjepy. Hamme, ocum Tparosa mnojeaHOCTaBberbha
MY3IMUKOT je3dKa U eBUJeHTHe IIMTAaTHOCTM Kao OJAAMKa IIOCTMOJEpHe W/MAu HOBe
jeAHOCTaBHOCTM, OTKpMBa Ce M Be3a ca IPaBOCAaBHOM AYXOBHOM MY3UKOM. AHaAUTUYKUM
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caraegasarbeMm [V coname Ouhe ykazaHo Ha eaeMeHTe, HapOYUTO IIPaBOCAaBHE AyXOBHE
My3uKe, IOMONy KOjUX Ce yCIIOCTaB/Aba Be3a ca HeKUM 04 Jjeda Koja cAmjede, a HapOuuTo ca
AjeauMa HacTaAuM AeBeAeceTUX TOAVHA IPOIILAOT BUjeKa.

Kayuane pujeun: Bojun Komaanna, IV conara, moctMogepHa, IMTaTHOCT.

MBAHA IEPOBIRA (ivana.cerovic@mak.ues.rs.ba), (27. 07. 1984) je mMysmuku TeopeTrudap, My3UIKMU
negaror. AunaomMupaada je u Mmaructpupada Ha OAcjeKy 3a ONIITY MY3UUKY Iejarorujy Ha Mysudkoj

akagemuju Yumpepsuteta y Vicrounom CapajeBy, raje je u 3amocieHa y 3Bamby BMUIIET acUCTeHTa Ha
IpeaMeTMa XapMOHHja ca XapMOHCKOM aHaAM30M U AHaAu3a My3UJKOT Jjesa.

Hayuny gjeaatHoct ocTBapyje ImcameM U M3JarameM TEOPUjCKUX pajoBa, a KOayTOpKa je Kibure
Kamanoz reecama Baacmumupa Tlepuuuha na Mysuukoj axademuju Yuueepsumema y Viemourom Capajesy
(ayrop Azaekcanapa Mujanosuh, Vicrouno Capajeso, Mysnuka akageMuja YHuBepanurera y Vcrounom
Capajesy, 2017) u Kibure AHAAUMUYKY NPUKA3 MY3UUKOZ 0jeAd KPO3 NPUSMY U UHMEPAKUUTY PASAULUMUX
mysuuxux ounamuxa (ayrop Baaentuna Ayrtuna, Vcrouno Capajeso, Mysmuxka axagemuja
YHusepsurera y Vicrounom Capajesy, 2018)

ITIEBA XAPT (pedja.hart@mak.ues.rs.ba) je Mysmdku TeopeTmdap, Ielaror, KOMIIO3UTOP, apamxep,
MY3UUYKA U3BODay u TOHCKM rpoayueHT, poben 17.07.1986. roaune y CapajeBy. O6paszosarbe je crexao
Mysuukoj akagemuju Yuusepautera y Vicrounom Capajesy. V3sobauky gjeaatHocT ocTBapyje Kao uaaH
HeKOAMIIMHe aHcaM0bada y oOdacTuMa pa3AMuUTUX My3UUYKux >kaHposa. Kommonyje mysuky 3a TB,
¢uam, nosopuiire, nomyaapHy My3uKy, My3UKy 3a Ajelly U Apyre >KaHpose. 3arocaeH Ha My3ndkoj
akajemuju Yuusepsutera y Vcrounom CapajeBy y CBOjCTBY BHMIIET acHCTeHTa Ha IIpejMeTHMa
Konrpanyukr, Apamxupame, Mysuukn 004y, AHaam3a My3UUKOT gjeaa.

Mild twist to postmoderna in The Fourth Sonata by Vojin Komadina

Given the fact that citation/autocitation is a significant attribute of postmoderna, The Fourth
Sonata for piano by Vojin Komadina is an exemptional example to present this explicitly. The
Fourth Sonata was composed in 1977 and it represents the starting point in the twist of the
composer's poetics in a quite new course. Namely, beside the traces of simplification of music
language and evident citation being the attributes of postmoderna and/or new simplicity, a
link to orthodox spiritual music is discovered. The analytical approach to The Fourth Sonata
will point out the elements of particularly orthodox spiritual music creating a link with his
following works, especially his works originated in the ninthies.

Keywords: Vojin Komadina, The Fourth Sonata, postmoderna, citation.

IVANA CEROVIC (ivana.cerovic@mak.ues.rs.ba), (27.07.1984) is a music theoretician and pedagogue. She
Graduated at Department of general misical pedagogue and got her Master's degree of Music Academy,

University of East Sarajevo, where she works as a senior assistant at Harmony with harmonic analysis
and Music piece analysys subjects. The scientific activity she realizes displaying theoretical works and
she is a co-author of a book “Katalog legata Vlastimira Peric¢i¢a na Muzickoj akademiji Univerziteta u
Isto¢nom Sarajevu” (East Sarajevo, Music academy, University of East Sarajevo, 2017) and “Analiticki
prikaz muzickog djela kroz prizmu i interakciju razlic¢itih muzickih dinamika” (East Sarajevo, Music
academy, University of East Sarajevo, 2018).
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PEDA HART (pedja.hart@mak.ues.rs.ba) is a music theorist, pedagogue, composer, arranger, performer
and music producer. He was born on 17 July 1986. in Sarajevo. He graduated from the Music Academy

of the University of East Sarajevo. As a member of several ensembles, his performs in the fields of
various musical genres. As a composer, Hart makes music for television, movies and theater, pop music,
music for children and other genres. Hart works as a senior assistant at the Music Academy of the
University of East Sarajevo teaching subjects Counterpoint, Arranging, Music Forms and the Analysis
of a music work.

MLADEN JANKOVIC (Republika Srpska, BiH)
ZORAN NIKOLIC (Republika Srpska, BiH)
Akademija umjetnosti Univerziteta u Banjoj Luci

Kohezija impresionistickog i arhai¢nog u sazvucjima i melodijskim elementima
kompozicije ,Dva impresionisticka komada” Mirjane Zivkovi¢

Ovaj rad pruZa osvrt na prvu kompoziciju koju je Mirjana Zivkovi¢ napisala za klavir (1958),
sa stanoviSta muzicke teorije i harmonije, ukljucujudi i osvrt na formu. Prikazano je kako
kompozitorka kroz isticanje kolorita odredenih sazvudja (uglavnom proisteklih iz specifi¢nih
linearnih struktura) ostvaruje svojevrsni dodir sa impresionizmom. Ocigledno je i konstantno
razmisljanje o potencijalnim promjenama boja tih sazvudja. Kompozitorka pokusava da ih na
razne nacine modifikuje kako bi ona zazvucala svaki put pomalo drugacije, Sto i jeste dio
impresionisticke estetike. Posebna paznja se posvecuje elementima koji asociraju na zvuk iz
folklora slovenskih naroda, prije svega intervali kvinte/kvarte i sekunde. Prevashodno
usmjerenje rada jeste isticanje nacina na koji se ostvaruje poveznoast tih elemenata, Sto daje
zvucéno interesantnu kombinaciju arhai¢nog i (uslovno re¢eno) modernog — impresionistickog.

Kljuéne rijeci: Kvartno/kvintni akordi, specificni tonski nizovi, zvuéni kolorit, folklorni
elementi, impresionisticka estetika.

MLADEN JANKOVIC (mladen.jankovic@au.unibl.org), (1991) kompozitor i muzicki pedagog, trenutno je
zaposlen na Akademiji umjetnosti Univerziteta u Banjoj Luci, u zvanju asistenta. Ucesnik je brojnih

seminara iz oblasti pedagogije i kompozicije, a njegove autorske kompozicije izvodene su na brojnim
koncertima i manifestacijama Sirom Bosne i Hercegovine. Bavi se primjenjenom muzikom kao i izradom
aranzmana za horove, tamburaske i gudacke orkestre, etno grupe itd. Clan je muzikoloskog drustva
Republike Srpske, udruzenja umjetnika “Art puls” kao i Asocijacije kompozitora-muzickih stvaralaca
(AMUS).

ZORAN NIKOLIC (zoran.nikolic@au.unibl.org), (Beograd, 1976) zaposlen je na Akademiji umjetnosti
od njenog osnivanja i tu je stekao zvanje redovnog profesora na Katedri za teorijske predmete 2020.
godine. Iz Sirokog domena strucno-umjetnicke djelatnosti koju obavlja moZe se izdvojiti izrada

udzbenika za osnovne i srednje muzicke skole, objavljivanje nauc¢nih radova i monografija, urednistva
i recenzija, mnogobrojnih aranzmana i orkestracija, transkripcija, dirigovanja i korepeticije, snimanja,
muzicke produkcije i izrade muzickog softvera. Pored mnogobrojnih mentorstava i ¢lanstava u komisijama i

struénim Zirijima nagraden je za stru¢no-umjetnicka postignuca Poveljom Konstantin Babic.
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The Cohesion of Impressionist and Archaic in Chords and Melodic Elements of
the Composition ,Two Impressionist Pieces” by Mirjana Zivkovic

This paper provides a review of the first composition written by Mirjana Zivkovi¢ for piano
(1958), from the standpoint of music theory and harmony, including a review of form. It is
shown how the composer achieves a kind of contact with impressionism by emphasizing the
colors of certain chords (mostly derived from specific linear structures). The constant
aspiration about the potential color changes of these chords is also obvious. The composer tries
to modify them in various ways so that it sounds a little different each time, which is part of
the impressionist aesthetics. Special attention is paid to the elements that are associated with
the sound from the folklore of the Slavic, primarily the intervals of fifth, fourth and second.
The essence of the paper is to emphasize how the connection of these elements is realized,
which gives a specific sound combination of archaic and (conditionally speaking) modern —
impressionistic.

Keywords: Fourth/fifth chords, specific scale structures, color of the chords, folklore elements,
impressionist aesthetics.

MLADEN ]ANKOVIC (mladen jankovic@au.unibl.org), (1991), composer and music teacher, is
currently employed at the Academy of Arts of the University of Banja Luka as an senior assistant. He is
a participant in numerous seminars in the field of Music Pedagogy and Composition. His original
compositions have been performed at numerous concerts and events throughout Bosnia and
Herzegovina. Mladen is composing music for commercials, theater music and he is active as

arranger/orchestrator for choirs, various ensembles, and orchestras. He is a member of the Association
Muzikolosko drustvo Republike Srpske, the Association of Artists Art puls and Association of Composers
and Music Creators AMUS.

ZORAN NIKOLIC (zoran.nikolic@au.unibl.org), (Belgrade, 1976) has been employed at the Academy
of Arts since its founding, and there he acquired the title of full professor at the Department of Music

Theory in 2020. From the wide domain of professional and artistic activity he performs, it's worth
emphasizing the production of textbooks for primary and secondary music schools, publishing
scientific papers and monographs, editing and reviews, numerous arrangements and orchestrations,
transcription, conducting and accompaniments, recording, music production and developing music
software. In addition to numerous mentorships and members of the commission and expert juries,
Zoran Nikoli¢ was awarded the Konstantin Babi¢ Charter for his professional and artistic achievement.
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CECHJA B2/ SESSION B2

DIMITAR NINOV (USA)
Texas State University

Syntactically Synchronized and Unsynchronized Modulation

The purpose of this paper is to review a phenomenon which relates modulation to musical
form — the presence or absence of syntactical synchronization between the modulation process
and a concrete formal structure. Some modulations are synchronized with a phrase, period,
sentence, phrase group, etc., while others are not synchronized and stretch across the
boundaries of musical form to complete the cognitive image of the modulating process with
its three phases: initial, modulating, and confirming. I believe this new angle of looking at
modulation will arouse the interest of the music theory community.

Keywords: harmony, modulation, syntax, synchronization, form.

DIMITAR NINOV (dnl6@txstate.edu) teaches music theory at Texas State University. He is a published
composer and theorist as well as an invited lecturer at international, national, and regional music
conferences. His original research is in the fields of tonal harmony and musical form. Ninov is a former
Chair (2009) of the National Association of Composers, USA. As a theorist, he has published articles in
Musicological Annual, Cambridge Scholars, Peter Lang, Music Scholarship, and South Central Music
Bulletin. In addition to many scholarly papers presented in the USA, Ninov has presented papers at
international conferences in Strasbourg (France) , Moscow (Russia), Leuven (Belgium), St. Petersburg
(Russia), and Belgrade (Serbia). As a composer, he sees the premieres of his compositions in US and
abroad. He holds a DMA in composition from UT Austin and master’s degrees in theory and
composition from the National Academy of Music in Sofia, Bulgaria.

Web: dimitarninov.com

Sintakticki sinhronizovana i nesinhronizovana modulacija

Svrha ovog rada je u pregledu fenomena modulacije i njene koleralice sa muzickom formom,
a Sto se odnosi na - prisustvo ili odsustvo sintakticke sinkronizacije izmedu procesa
modulacije i konkretne formalne strukture. Pojedine modulacije su sinhronizovane sa frazom,
periodom, recenicom, grupom fraza itd., dok druge nisu sinhronizovane i i proteZu se preko
granica muzicke forme kako bi se dovrsila kognitivna slika modulirajuceg procesa sa njegove
tri faze: pocetne, modulirajuce, i potvrdujuce. Vjerujem da ce ovaj novi ugao gledanja na
modulacije pobuditi interes zajednice muzickih teoreticara.

Kljucne rijeci: harmonija, modulacija, sintaksa, sinhronizacija, forma.

DIMITAR NINOV (dnl6@txstate.edu) je profesor muzicke teorije na Teksas Stejt Univerzitetu.
Objavljuje radove kao kompozitor i muzicki teorieticar, a takode je ucestvovao i na brojnim

medunarodnim, nacionalnim I regionalnim fonferencijama kao predavac po pozivu. Njegovo prvobitno
interesovanje je vezano za oblast tonalne harmonije i muzicke forme. Ninov je bivsi predsjednik (2009)
Nacionalnog udruzenja kompozitora, SAD. Kao muzicki teoreticar, objavio je ¢lanke u Musicological
Annual, Cambridge Scholars, Peter Lang, Music Scholarship, i South Central Music Bulletin. Pored mnogih
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naucnih radova predstavljenih u SAD-u, Ninov je predstavio radove na medunarodnim konferencijama
u Strazburu (Francuska) , Moskvi (Rusija), Leuvenu (Belgija), Sankt Peterburgu (Rusija), i Beogradu
(Srbija). Kao kompozitor imao je premijere svojih kompozicija u SAD-u i inostranstvu. Zavrzio je DMA
kompoziciju u UT Austin i magistrirao je muzicku teoriju i kompoziciju na Nacionalnoj muzickoj
akademiji u Sofiji, Bugarska.

Web: dimitarninov.com

WAI-LING CHEONG (Hong Kong)

Chinese University of Hong Kong

TOMOKO YASUKAWA (Japan)

Kitasato University College of Liberal Arts and Sciences, Sagamihara, Kanagawa

In Dialogue with tradition and Riemann: Mitsukuri’s theory of Japanese harmony

In June 1950 the Japanese composer Shukichi Mitsukuri’s orchestral work Basho Kikoshu was
performed at the International Society of Contemporary Music’s (ISCM) World Music Day.
Japan had joined ISCM in 1935 but was expelled four years later together with other Axis
powers. The importance of Basho Kikoshu owes much to the fact that it marks the first return
ofa Japanese work on World Music Day after Japan rejoined ISCM in 1949. Basho Kikoshu also
stands out as the only example Mitsukuri cited to illustrate his theory of Japanese harmony,
which was published in 1934 in Japanese, German and French. Having pioneered a quest for
Japanese harmony, the Germany-trained composer actively promoted his theory amidst the
international art music communities.

The composition of Basho Kikoshu dates back to 1930 when Mitsukuri was riding on a trend to
fuse traditional Japanese sensibility with Western musical modernism. Claiming to have
figured out a system of Japanese harmony with recourse to traditional Japanese scales,
Mitsukuri also asserted that sanfensunyi, the age-old derivation of tones from the cycle of fifths
rather than the overtone series, is an indispensable premise for Japanese harmony. Through
close readings of much neglected primary sources — Basho Kikoshu and Mitsukuri’s many
publications on Japanese harmony — we uncover his skewed use of traditions to build a system
of Japanese harmony. The finding that Riemann’s harmonic dualism and functional harmony
were established as axiomatic in Mitsukuri’s system also adds to our knowledge about
interculturality during Japan’s nascent stage of musical modernism.

Keywords: Japanese harmony, Japanese musical modernism, Mitsukuri, Riemann, ISCM.
WAI-LING CHEONG (cheongwl@cuhk.edu.hk) is Professor at the Music Department, the Chinese

University of Hong Kong. She received the PhD from Cambridge University, where she studied with
Derrick Puffett. Her research interests include the music of Messiaen, Scriabin and Stravinsky, and the

reception of Soviet and Central European music theory in China and Japan. Her scholarly works have
been published by Journal of the Royal Musical Association, Music Analysis, Music & Letters, etc. Recent
articles include ‘Ancient Greek Rhythms in Messiaen’s Le sacre: Nietzsche’s Legacy?” Musicology 27
(2020) and ‘Sposobin Remains: A Soviet Harmony Textbook’s Twisted Fate in China’, Zeitschrift der
Gesellschaft fiir Musiktheorie 15/2 (2018).

TOMOKO YASUKAWA (yasukawa(@kitasato-u.ac.jp) studied music history and music theory at the
Tokyo University of the Arts. She entered the Paris-Sorbonne University, where she studied musicology
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with Daniéle Pistone (Maitrise, 2003). She then moved to Tokyo and obtained her Ph.D. (musicology) in
2008 at the Tokyo University of the Arts (dissertation: Création de la Modalité et le langage modal dans la
musique frangaise: sous l'influence de la nation et la religion, ca. 1850-1910). She became a lecturer at Kitasato
University College of Liberal Arts and Sciences in April 2017. She has translated several books, including
Francois Porcile’s Belle époque de la musique frangaise, into Japanese and co-edited and co-authored books,
including Exploring Musical Harmony (Ongakunotomosha, 2019).

U dijalogu sa tradicijom i Rimanom: Micikurijeva teorija japanske harmonije

U junu 1950. godine, orkestarsko djelo Bascho Kikoschua japanskog kompozitora Shukichi
Mitsukuri-a-izvedeno je na Svjetskom danu muzike Medunarodnog drustva savremene
muzike (the International Society of Contemporary Music - ISCM). Japan se pridruzio ISCM-
u 1935. godine, ali je protjeran cetiri godine kasnije zajedno sa drugim silama Osovine. Znacaj
Basho Kikoshua je u tome da ovo djelo obiljezava prvi povratak japanskog djela na Svjetski
dan muzike nakon Sto se Japan ponovo pridruzio ISCM-u 1949. Basho Kikoshu se takode
izdvaja kao jedini primjer ilustrovanja, kako je to Mitsukuri naveo, njegove teorije japanske
harmonije, koja je objavljena 1934. na japanskom, njemackom i francuskom jeziku. Predvodeci
potragu za japanskom harmonijom, kompozitor sa Skolovanjem u Njemackoj, aktivno je
promovisao svoju teoriju medu medunarodnim umjetni¢kim muzickim zajednicama.
Kompozicija Baso Kikoshua datira iz 1930. godine, period kada je Mitsukuri gorio od Zelje da
spoji tradicionalni japanski senzibilitet sa zapadnim muzickim modernizmom. Tvrdedi da je
osmislio sistem japanske harmonije pribjegavajudi tradicionalnim japanskim skalama,
Mitsukuri je takode naveo da je sanfensunyi, viekovno izvodenje tonova iz kvitnih krugova, a
ne serija prizvuka, neophodna premisa za japansku harmoniju. Kroz d¢itanje mnogo
zanemarenih primarnih izvora kao Sto su Basho Kikoshua i mnoge druge publikacije
Mitsukurija o japanskoj harmoniji, otkrivamo njegovu asimetri¢nu upotrebu tradicije za
izgradnju sistema japanske harmonije. Otkrice da su Rajmanov funkcionalni dualizam te
funkcionalna harmonija uspostavljeni kao aksiome u Mitsukurijevom sistemu takode
doprinose nasem znanju o interkulturalnosti tokom japanske faze muzi¢kog modernizma koji
je bio u povoju.

WAI-LING CHEONG (cheongwl@cuhk.edu.hk) je profesor na muzickom departmanu, kineskog
univerziteta u Hong Kongu. Doktorirala je na Univerzitetu u Kembridzu, gde je studirala kod Derika

Pufeta (Derrick Puffett). Njena istrazivacka interesovanja ukljucuju muziku Mesiaena, Skrjabina i
Stravinskog, te recepciju sovjetske i srednjoevropske muzicke teorije u Kini i Japanu. Njeni naucni
radovi su objavljeni u ¢asopisu Journal of the Royal Musical Association, Music Analysis, i Music & Letters.
U najnovije ¢lanke spada , Ancient Greek Rhythms in Messiaen’s Le sacre: Nietzsche’s Legacy?",
casopisu Musicology 27 (2020) te ,Sposobin Remains: A Soviet Harmony Textbook’s Twisted Fate in
China®, Zeitschrift der Gesellschaft fiir Musiktheorie 15/2 (2018)

TOMOKO YASUKAWA (yasukawa@kitasato-u.ac.jp) je studirala istoriju i teoriju muzike na Univerzitetu
umjetnosti u Tokiju. Upisala je Univerzitet u Sorbon u Parizu i studirala muzikologiju kod Daniele

Pistone (Maitrise, 2003). Potom se preselila u Tokio i stekla doktorat iz muzikologije 2008. na
Univerzitetu umjetnosti u Tokiju (disertacija: Création de la Modalité et le langage modal dans la musique
francaise: sous linfluence de la nation et la religion, ca. 1850-1910). Postala je predava¢ na Kitasato

48



mailto:cheongwl@cuhk.edu.hk
mailto:yasukawa@kitasato-u.ac.jp

Univerzitetu, Fakultet za slobodne vjestine i umjetnosti aprila 2017. Prevela je nekoliko knjigana
japanski, ukljucujudi Belle époque de la musique frangaise autora Frangois Porcile te bila kourednik i koautor
knjiga, ukljucujudi Exploring Musical Harmony (Ongakunotomosha, 2019).

JACO MEYER (Republic South Africa)
North-West University

The Traditional Sonata Form in the XX Century: A Case Study of Four Essays by
Hannes Taljaard

The sonata form was an important structural framework for composers of the Classical and
Romantic periods. It was revived in the 20* century by composers such as Schonberg,
Prokofiev and Shostakovich among others. Research by Wilhelm Delport indicates that the
sonata form continued to hold its prominence among South African composers with 620
sonata works by 192 composers since 1990. The majority of these works merely employs the
sonata form as a structural framework for tonal and post-tonal material. An exception is the
first movement (Serioso) from the string quartet Four Essays by the South African composer
Hannes Taljaard (b. 1971). Although Taljaard was inspired by the traditional sonata rondo
form, he adapted the form to accommodate his more complex, post-tonal material of this
seminal composition. In this paper, I present Taljaard's Serioso as a music-theoretical case study
in which I discuss his adaptations to the sonata rondo form and how his compositional
decisions compliment these adaptations.

Keywords: sonata form, tradition, Hannes Taljaard, Four Essays.

JACO MEYER (rjmeyer.music@gmail.com) is a composer and researcher who graduated with a PhD in
musicology from the North-West University and an LTCL in Composition from the Trinity College of
London. As composer he received many commissions and his music has been performed by
international musicians, ensembles and orchestras. In 2019 the saxophone and cello duo, the Thomas-
Helton Duo from America, toured South Africa and performed his composition A Wind-Up Doll's
Dream and this work was also recorded for their next album that will be released in 2020. Currently, he
is working on a project for which he will compose music for sculptures by Willem Boshoff in the MTN
Foundation Art Collection. His research on music analysis, music theory and perception in music has
been presented at various international conferences and published in peer-reviewed journals.

Tradicionalni sonatni oblik u XX vijeku: Studije slucaja cetiri eseja Hanesa
Taljarda

Sonatni oblik predstavlja vazan strukturalni okvir za kompozitore klasicnog i romanticarskog
perioda. OZivjeli su ga u 20. vijeku, izmedu ostalih, kompozitori poput Senberga, Prokofjeva i
Sostakovica. Istrazivanje Vilhelma Delporta ukazuje na to da sonatni oblik i dalje ima primat
medu juZnoafrickim kompozitorima sa 620 sonatnih dijela napisanih rukom 192 kompozitora
pocevsi od 1990. godine. Vecina ovih dijela samo koristi sonatnu formu kao strukturalni okvir
za tonalni i posttonalni materijal. Izuzetak je prvi stav (Serioso) iz gudackog kvarteta Cetiri eseja
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juznoafrickog kompozitora Hanesa Taljarda (r. 1971). lako je Taljard bio inspirisan
tradicionalnim oblikom sonatnog ronda, on ga je prilagodio svom sloZenijem, posttonalnom
materijalu ove uticajne kompozicije. U ovom radu predstavljamo Taljardov Serioso kao
muzicko-teorijsku studiju slucaja u kojoj raspravljamo o njegovim adaptacijama na oblik
sonatnog ronda i o tome kako njegove kompozicione odluke dopunjuju ove adaptacije.

Kljucne rijeci: sonatna forma, tradicija, Hannes Taljaard, Cetiri eseja.

JACO MEYER (rjmeyer.music@gmail.com) je kompozitor i istraziva¢. Doktorirao je muzikologiju na
North-West Univesity u Juznoafrickoj Republici i LTCL kompoziciju na Trinity College-u u Londonu.
Kao kompozitor primio je mnogobrojne nagrade a njegova djela su izvodena od strane inernacionalnih
izvodaca, ansambala i orkestara. Thomas-Helton duo iz SAD (saksofon i violoncelo) je 2019. godine
imao turneju po Juznoj Africi i izveo je kompoziciju Jaco Meyera pod nazivom A Wind-Up Doll’s Dream,

a ovo djelo je takode i snimljeno na njihovom albumu koji su realizovali 2020. godine. Trenutno, Meyer
radi na projektu komponovanja muzike za skuplture Willem Boshoff-a u MTN fondaciji umjetnickih
kolekcija. Njegovo interesovanje su i muzicka analiza, muzicka teorija i percepcija u muzici, te je svoje

radove prezentovao na brojnim medunarodnim konferencijama i objavio radove u casopisima i
Zbornicima radova.
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CECUJA B3/ SESSION B3

SAMANTHA MUIR (United Kingdom, England)
University of Surrey, London

GIOVANNI ALBINI (Italia)

Conservatorio “Antonio Vivaldi”, Alessandria

Sounding Bells: the tradition of Arvo Part’s tintinnabuli as a source of inspiration
for ukulele arrangements

The role of tradition is essential in the style of prominent Estonian composer Arvo Part and
this is particularly evident in his tintinnabuli (from Latin tintinnabulum: 'a small tinkling bell")
technique that is based on specific regulatory principles dealing with triads and diatonic
scales. Fiir Alina, composed in 1976 for piano solo, is the first example of Part’s characteristic
style of composition. The ukulele - created in Hawaii at the end of the nineteenth century and
now enjoying international success - has seen in the recent times increased interest from the
classical contemporary music scene. The development of a new, challenging and cultivated
repertoire aims to deepen and evolve the idiomatic features of the instrument.

In this context, the aim of this paper is to show how the music of Arvo Part might offer an
inspirational framework to explore the unique idiomatic features of the ukulele. To this end
three different arrangements for ukulele solo by the authors (Muir & Albini) of Part’s Fur Alina
are analysised and compared. The peculiar features of the ukulele are discussed in order to
demonstrate the power of tradition as inspiration - from traditional music elements to the
tintinnabuli style, and from the tintinnabuli style to the ukulele.

Keywords: Ukulele, tintinnabula, music arranging, contemporary music, pandiatonicism.

SAMANTHA MUIR (s.h.muir@surrey.ac.uk) studied classical guitar at the Royal College of Music,
London. On graduating she was awarded the Madeline Walton Guitar Prize. She is currently doing a
PhD called The Contemporary Ukulele at the University of Surrey with Stephen Goss and Milton
Mermikides as her supervisors. By commissioning, composing and performing new repertoire for the
ukulele she aims to further the instrument’s boundaries while demonstrating its potential as a cultivated
solo instrument. Samantha also plays the machete de braga and the rajao - the forerunners of the ukulele.
She is a member of the Consortium for Guitar Research at Sidney Sussex College, the University of
Cambridge.

GIOVANNI ALBINI (giovanni.albini@conservatoriovivaldi.it) is a tenured professor of Music Theory,
Solféege and Music Perception at the Conservatory of Alessandria, lecturer at the Conservatory of Pavia
and at The University School for Advanced Studies IUSS Pavia, and academic member of the Istituto di
Studi Superiori dell’Insubria “Gerolamo Cardano”. His theoretical research focuses on mathematically
informed aesthetic theories of music composition and mathematical music theory. Moreover, he is a

ukulelist devoted to the modern and classical reportoire who commissions and performs new
contemporary classical music written for the ukulele and transcribes classical and contemporary scores

for it.
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Sounding Bells: tradicija tintanabulija kompozitora Arvo Part-a kao izvor
inspiracije za ukulele aranZmane

Tradicija ima klju¢nu ulogu u stvaralackom stilu istaknutog kompozitora iz Estonije Arvo
Pért-a Ssto mozemo jasno primjetiti u njegovoj tintinabuli tehnici (lat. tintinnabulum - blago
zveckanje zvonca) koja je zasnovana na specificnim regulatornim principima koji se sluze
trozvucima i dijatonskim skalama. Prvi primjer ovog karakteristicnog stila komponovanja
predstavlja djelo “Fiir Alina” (komponovano 1976. za solo klavir). Ukulele, koje je napravljeno
na prostirima Havaja krajem XIX veka, je od nedavno, na danasnjoj klasi¢noj sceni, doziveo
znatno vecu popularnost nego do sada . Razvoj novog, izazovnog i kultivisanog repertoara
ciljano $iri i razvija idiomatske karakteristike ovog instrumenta.

Cilj ovog rada jeste da pokaze kako muzika Arvo Pirt-a mozZe biti, u velikoj mjeri, izvor
inspiracije za istrazivanje jedinstvenih odlika ovog instrument. Tri razli¢ita aranzmana za solo
ukulele Part-ove “Fiir Alina” ¢e biti analizirana i uporedivana od strane njenih autora (Muir i
Albini). Svojstvene odlike ovog instrumenta ce biti glavna tema diskusije kako bi demonstrirali
moc¢ tradicije kao izvor inspiracije (od tradicionalne muzike do titanbuli stila kao i od titanbuli
stila do ukulele stila).

Kljucne rijeci: Ukulele, tintinabuli, aranziranje, savremena muzika, pandijatonizam.

SAMANTHA MUIR (s.h.muir@surrey.ac.uk) je zavrsila studije klasi¢ne gitare na “Royal College of Music,
London”. Pri zavrsetku studija je dobila “Madeline Walton” nagradu za gitaru. Trenutno pise doktorski
rad Moderni Ukulele na univerzitetu “University of Surrey” zajedno sa svojim supervizorima Stephen Goss
i Milton Mermikides. Njen cilj jeste da u procesu komponovanja, nastupanja i pustanja u rad novog
repertoara za ukulele, postavi nove granice mogucnosti instrumenta istovremeno predstavljajuci
njegov potencijal za solo deonicu. Samantha ée svirati i pretece instrumenta (poznati jos kao - the machete
de braga and the rajdo). Ona je isto tako ¢lan konzorcijuma za istrazivanje gitare na “Sidney Sussex College,
the University of Cambridge”.

GIOVANNI ALBINI (giovanni.albini@conservatoriovivaldi.it) je redovni profesor muzicke teorije,
solfeda i muzicke percepcije na konzervatorijumu “Conservatory of Alessandria”, predava¢ na
konzervatorijumu “Conservatory of Pavia” i javnom institutu “The University School for Advanced Studies
IUSS Pavia”, isto tako je akademski clan instituta “Istituto di Studi Superiori dell’Insubria Gerolamo
Cardano”. Njegova teoretska istrazivanja se baziraju na matematicko-muzickoj teoriji kao i na
matematicki informisanoj estetici teorije muzickog komponovanja. Takode, Giovanni je posvecen
instrumentalista koji svira i nastupa sa klasi¢nim kao i sa modernim repertoarom, isto tako prepisuje,
aranzira i adaptira klasicne i moderne partiture za ukulele.

52



mailto:giovanni.albini@conservatoriovivaldi.it

LUISE ADLER (Austria)
University of Vienna, Department of Musicology

Helmut Lachenmann and Karlheinz Stockhausen. String quartets between avant-
garde and tradition.

Helmut Lachenmann and Karlheinz Stockhausen are often regarded as representatives of a
negative attitude towards traditions of canonised European art music. In their compositional
self-image they strive for renewal and innovative artistic work beyond established models.
However, an examination of ego-documents and compositions reveals contradictions within
this claim. My lecture therefore examines both composers’ concepts of and their self-location
within tradition. I aim to show how a decided departure from historical structural principles
as well as latent lines of tradition are effective in two works. Because of the special historical
significance of the genre, string quartets have been selected: Lachenmann's second String
Quartet Reigen seliger Geister (1989) and Stockhausen's Helicopter String Quartet (1992/93).

The attribution to the genre indicates a certain reference to tradition on the one hand through
the effort to set new standards with both string quartets, and on the other hand through
concrete references of both composers to the history of the genre. A comparative analysis of
characteristic features exhibits further latent references to tradition. The critical classification
of the analytical findings reveals similarities, but also discrepancies between self-presentation
and compositional implementation: Lachenmann, for example, contrasts the advanced
mixture of sound and noise, sometimes at the threshold of audibility, with traditional
compositional patterns such as motif and melody in development-like structural progressions;
Stockhausen innovatively combines string tremolos with the acoustic "objet trouvé" of rotor
noises, while the processing of the LICHT-formula in precise notation as a differentiated
continuum flashes references to Wagner and musical rhetoric.

Keywords: String quartets, Avant-garde, Tradition, Analysis, European art music.

LUISE ADLER (luise.adler@t-online.de) completed her Master's degree in Musicology at the University
of Vienna with distinction in February 2021. Her Master's thesis Helmut Lachenmann and Karlheinz
Stockhausen. Understanding of tradition in discourse was supervised by Dr. Gregor Herzfeld. Between 2019
and 2021 she worked as a study assistant at the institute and received the university’s performance
scholarship for each academic year. In summer 2019 she completed her concert studies as a harpist at
the University of Music and Performing Arts Vienna. She publishes CD- and concert- reviews as well as
conference reports in various musicological journals. Her artistic and scientific focus lies particularly on
the European-oriented art music of the 20th and 21st centuries. She is currently preparing for her
doctoral studies with Dr. Gregor Herzfeld.

Helmut Lahenman i Karlhajnc Stokhauzen. Gudacki kvarteti izmedu avangarde i
tradicije

Helmut Lahenman i Karlhainc Stokhauze se &esto smatraju predstavnicima negativnog stava
ka tradiciji kanonizovane evropske umjetnicke muzike. U svom kompozicionom prikazu, oni
teZze obnovljenom i inovativhom umjetnickom radu izvan ustaljenih modela. Medutim,
njihove li¢ne biljeSke i kompozicije otkrivaju kontradikcije unutar ove tvrdnje. Stoga, moje
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predavanje ispituje koncepte oba kompozitora i njihovu samolokaciju unutar tradicije. Cilj
ovog rada je da pokazem kako se odlu¢no odstupanje od istorijskih strukturalnih principa kao
i latentnih tradicionalnih linija pokazalo efektnim u dva rada. S obzirom da imaju posebnu
istorijsku vaznost, navodim ove gudacke kvartete: Lahenmanov drugi gudacki kvartet Ples
blagoslovenih dusa (1989) i Stokhauzenov Gudacki kvartet Helikopter (1992/93).

Pripisivanje Zanru indikuje izvjesnu aluziju s jedne strane kroz nastojanje da se postave novi
standardi sa oba gudacka kvarteta, a sa druge, kroz konkretne aluziju oba kompozitora na
istoriju Zanra. Komparativna analiza karakteristi¢cnih odlika dalje ukazuje na latentne
karakteristike tradicije. Kriticka klasifikacija rezultata analize nam ukazuje na slicnosti, ali i
neslaganja izmedu samopredstavljanja i kompozicijske primjene. Na primjer, Lahenman,
suprotstavlja naprednu mjesavinu zvuka i buke, ponekad na pragu ¢ujnosti, tradicionalnim
kompozicijskim obrascima kao Sto su motiv i melodija u razvojnim strukturalnim
progresijama; Stokhauzen inovativno kombinuje tremolo sa akusti¢no ,nadenom” bukom
rotora, dok procesovanje LICHT- formule u tacnoj notaciji kao diferencirani kontinuum daje
odbljeske aluzija na Vagnera i muzicku retoriku.

Kljucne rijeci: gudacki kvartet, avangarda, tadicija, analiza, evropska umjetnicka muzika.

LUISE ADLER (luise.adler@t-online.de) magistrirala je muzikologiju na Univerzitetu u Becu sa najviSom
ocjenom u februaru 2021. godine. Mentor njene magistarske teme Helmut Lahenman i Karlhainc Stohauzen.
Razumijevanje tradicije u diskursu nadgledao je dr Gregor Hercfeld. Izmedu 2019. i 2021. radila je kao
asistent na institutu i primala je univerzitetsku stipendiju za uspjeh za svaku akademsku godinu. U ljeto
2019. godine zavrsila je studije koncerta kao harfistkinja na Univerzitetu za muziku i scenske umjetnosti

u Becu. Izdala je CD-ove i objavila koncertne kritike, kao i izvjeStaje sa konferencija u raznim
muzikoloskim c¢asopisima. Njen umjetnicki i naucni fokus se posebno odnosi na evropsku umjetnicku
muziku 20. i 21. vijeka. Trenutno se priprema za doktorske studije kod dr. Gregora Hercfelda.

TAA MUJATOBUh (CpGisja)
daxyaTeT My3U4Ke YMETHOCTU YHMBep3UTeTa yMeTHOCT! y beorpaay - AokropanT

Yaora ctuaa 1 xapMOHMje y Kpeuparby HapaTuBa HocTtaaruje y @anmasuju na
memy Tomaca Taruca Paada son Buanjamca

Hapatus Hocraaruje y @anmasuja na memy Tomaca Taruca (Fantasia on a Theme by Thomas Tallis,
1910) obamkoBaH je HOCPeACTBOM apXamusallyje MY3MUYKOI je3dMKa 3pelor pOMaHTU3Ma U
II03MBareéM Ha IINPOK CIIeKTap CTUACKUX KOHBEeHI[Uja eHI1ecKe JyXOBHe U CBeTOBHE MY31UKe
Tpagunuje. Paad son Bumanjamc (Ralph Vaughan Williams, 1872-1958) je kao aupeKktHn,
IIpMMapHI U3BOP MHIIMpaljyje 3a CBOje 4e10 MCKOPUCTIO peHecaHCHM I1caam Tomaca Taanca
(Thomas Tallis, 1505-1585) moa nasusom Why Fum’th in Fight? (1567), Aok y Kopiyc
MHAVPEKTHUX pedpepeHIn, CTUACKIUX eBoKalllja U ady3uja, IIOTIIaajy AMCKpeTHa I1031Babha
Ha pa3AN4duTe acleKkTe eHIJAecKOI HaIlMOHaAHOT MAuoMa, Kao INTO cy: ¢OAKAOp,
CpeAOBeKOBHI OpraHyM, Kopaa 1 peHecaHcHa rtoandonnja. Ilojam HocTaarmja (rpu. ndstos —
nopparak Kyhmu; dlgos — uyexxra) ce y oBOM pady KOPUCTM y CBOM M3BOPHOM 3Hauderby: Kao
cM004 yeXXrhe 3a U3rydbeHIUM 40MOM, Y CKAaay ca Ha4MHOM Ha KOji je O OBOM (peHOMeHY Y
CBOjUM HAyYHUM NCTpaKMBamMMa Imcao JoxaHec Xodep (Johannes Hofer, 1669-1752).
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YKoamko nojam ,,40M” cxBaTMO KaO CMHOHUM IIOjMY ,, TpaAuiinja“, OoHA4a MOKeMO Ja Ka’keMOo
Aa ocehame HocTaarmje KOHOTHMpa KOMIO3UTOpOBO ocehame dexme 3a u3ryO/beHOM
MY3IIKOM TPaAMUIINjOM IPOCTOpa KOMe OH 1o pobemy npunaga. Pag nma sa uma aa, Ha
OCHOBY aHaAM3e OpKecTpalluje, MeAOAMKe, CTIAAa ¥ XapMOHCKOI je3nKa, MAeHTUQPUKYje
CTUACKe U je3nuKe (ecTeTM4Ke) O3HauuTedbe KOjU IIpecyAHO YTUUy Ha CTPYKTypupambe
HapatuBa HocTtaaruje y Qanmasuju na memy Tomaca Taruca. Y spahamy Ha mpornao, Ha
Tpagunujy, Ha PpOAKAOpHe 1 peHecaHCHe mamnome, Bon Bmamjamc cpeactsuma Mysmykor
jeanKa, Ha cMOOANYKN Ha4lH, Ipajyl, He cCaMO HapaTyB HOCTaATuje, Beh 1 yTonmjcky BUsujy
OyayhHocTHu y K0joj je BpeMe yBy4eHO y IIPOCTOP.

Kayuane pujeun: Taruc gpanmasuja, xapMOHUja, HOCTaATMja.

TABA MUJATOBMR (mijatovictanja555@gmail.com), (1989) je macrep TeopeTmyap yMeTHOCTIH,
MY3UYKHU [1eAaror u 4okropanj Ha PaxyareTy Mysudke ymeTHocT y beorpaay Ha ogacexy 3a Mysuuky
Teopujy. Macrep akageMcke CTyuje 3aspIinaa je oAOpaHMBIIN paj Ha TeMy ,lasantau ctua y 17. u
pBoj noaoBuHM 18. Bexka — Mraamja, Opannycka, Hemauka: TeopujcKo-aHaAUMTUYKO caraesaparbe”.
Hayune pagose nsaarasa je Ha HaLlMOHaAHMM U MHTepPHAI[MOHAAHUM KoHpepennujama y PerryGaniin
Cpomju (Kparyjesanl, beorpaa). ¥V mocaeame ABe roguHe ce 6aBu My3MYKOM CeMUOTUKOM. bazetu
Uropa CrpasuHckor cy y (oOKyCy HeHOT MCTPakMBaukKoI paja, aAM U My3MKa IpejCTaBHMKA
HaI[IOHAAHMX IITIKOAA.

The Role of Style and Harmony in Creating a Narrative of Nostalgia in Fantasia on
a Theme by Thomas Tallis by Ralph Vaughan Williams

Nostalgic narrative in Fantasia on a Theme by Thomas Tallis (1910) is structured through modal
harmonic language and multiple references to conventional stylistic procedures of English
spiritual and secular music tradition. Ralph Vaughan Williams (1872-1958) used the
Renaissance psalm of Thomas Tallis (1505-1585) Why Fum’th in Fight (1567) as a direct and
primary source of inspiration for his work, while the corpus of indirect references, stylistic
evocations, and allusions includes discrete references to various aspects of the English national
idiom, such as folklore, medieval organum, choral, and Renaissance polyphony. The term
nostalgia (Greek ndstos - return home; dlgos - longing) is used in this work in its original
meaning, as a symbol of yearning for a lost home, in the sense that Johannes Hofer (1669-1752)
defined it in his scientific research. If we replace the term home with the term tradition, we can
claim that nostalgia represents composer's yearning for the lost tradition of the English musical
past. Based on the analysis of orchestration, melody, style, and harmonic language, this paper
aims to identify stylistic and harmonic (aesthetic) signifiers that crucially influence the
structuring of the narrative of nostalgia in Fantasy on the theme of Thomas Tallis. In returning to
the past, to tradition, to folklore and renaissance idioms, Von Williams uses expressive means
of musical language, symbolically, to build not only a narrative of nostalgia but also a utopian
vision of the future in which time is drawn into space.

Keywords: Tallis Fantasia, Harmony, Nostalgia.
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TANJA MIJATOVIC (mijatovictanja555@gmail.com), (1989) is a Master of Art Theory, music pedagogue,
and doctoral student at the Faculty of Music in Belgrade, Department of Music Theory. She completed
her master's degree in academic studies, defending her paper on the topic "Gallant style in the 17th and
first half of the 18th century - Italy, France, Germany: theoretical and analytical observation". She has
presented scientific papers at national and international conferences in Serbia (Kragujevac, Belgrade).
In the last two years, she is in the field of musical semiotics. Ballets of Igor Stravinski are also in her
research focus, but also music of nationalist movements.
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CECUJA b4 / SESSION B4

CPBHAH TEINAPUT (Cp6uja)
q)aKYATeT My31/1q1<e YMETHOCTI/I YHI/IBep3I/ITETa YMeTHOCTI/I y BeorpaAy

AHaAUTNYKO cAylIarbe M eCTeTCKO MCKYCTBO Y My3UM4YKOj KPUTHUIIM — KPUTHUKA
koHr1tepta e Iloropeanha

Y paay he 6utnu peu o kputunu pecurasa nujanucte Vse Iloropeanha us 18. aenem6pa 2017.
roAMHe Kojy caM nucao 3a Pagno beorpag 2. Y w0j cy 1ocrasbeHe OCHOBe OHOTa IITO 611CMO
MOTAM Ja Ha30BeMO M KPUTMYApCKOM IIIKOAOM Koja ce ¢opmupasa y IIOMEHYTOj
nHcTUTYIUju. Ha 1oyeTky Tekcra 4aTo je CBOjeBPCHO YITYTCTBO 3a IIcCarbe KPUTHKA, I1a Ce TaKO
HaBOAM Aa KpUTHYap KeaAl Ja Ce U34BOju 04 011410 KaKBMX CIIOAbAlIBUX MHpOpMalja, He Ou
AU Ha IITO HeNOoCpeJHUju HauMH IIPeHeo MCKYCTBO cAyllama Mysuke. IIncame mysmuxe
KpUTMKe Ha OBaj HaulMH II0JpasyMeBa ITpolieCc aHaAUTUYKOT CAyIllama Koju Ou Tpebaso Aa
Oyae objektivno mpenerren, 40K je HMBO CyOjeKTMBHOCTM 3aAp>kKaH 3a €CTeTCKO MCKYCTBO.
HawmepHo je nsabpana nnrepruperanuja Vse Iloropeanha, jep je oBaj ymeTHUK MCTOBpeMeHO
O610 M caaBbeH U OCIIOpPOBaH 300T TyMadema Kpo3 Koja je y pasamantum ¢asama cBoje
Kapujepe, 4eKOHCTPYICao U3CBeCHe MITOBe Be3aHe 3a n3sobarrso. Ha momenyTom pecuraay,
oBaj nujaHucTa je csupao caeaehe xomnosunmje: ®anrasujy y e moay K 417 Boadranra
Amageyca Monapra, Conary omn. 57 AnacuoHara /yasura BaH berosena, Tyxtu earuep JaHa
Cubeanyca u Conary or. 36 0poj 2 y 6e moay Cepreja PaxmamnHosa. AHaAmu3a oBe My3UdKe
KpuTuke ykasahe Ha MeTo4010TMjy HeHOT CTBapama, I1a TaKO KpUTH4Yap IIPBO aHaAM3upa
crenupUUIHOCTU UHTEPIIpeTalije KOju y OBOM CAy4ajy ToBope O AeKOHCTPYKIIUjU yCTabeHUX
IIIKOACKMX U KOHBEHIIMOHAaAHUX IIpeMuca Be3aHIX 3a u3Boberse HaBegeHuXx geaa. Ha Taxas
HaYMH U KPO3 HEKOAMKO CTaAujyMa, 404a31 Ce A0 €CTeTCKOTI MICKYCTBa KOje IIPOU3BOAY OBaKBO
11poAy0.beHO, aHAAUTUYKO CAyIIarbe.

Kayune pujeunm: Mysmuka KpuTHKa, A€KOHCTPYKIMja KaHOHa, Iepleniuja, CTagujyMu
oOpaJe 1moJartaka, eaayalyja.

CPBAH TEITAPITh (teparic@fmu.bg.ac.rs) je aouent Ha Kategpm sa mysuuky teopujy Paxyartera
My3IT4Ke yMeTHOCTH Y beorpaay, Ha KoMe je A0KTOpCcKy AmcepTanujy oa0panno 2016. roaune. ITpeaaje
npeaMmere AHaam3a My3UUYKNMX CTHAOBa, IlpaBny u Meroau Mysuuke Teopuje u aHaause, Vicropuja

Mysnuke Teopuje, CeMaHTIUKa aHaau3a Mysuke 20. u 21. Beka, Mysndka KpUTHKa U caBpeMeHI MeAUjI
1 Mysnaka unaycrpuja. KpyHy merosux ucrpaxkusama Ipeacrasba JOKTOPCKa Tesa Pecemanmusaiuja
monaixocmu 'y npeoj norosunu XX eexa. Bummerognmmy je My3sMUKM KpUTHMYaAp My3uuke pejakijuje
Paauo beorpaga 2. Yaan je Cprickor gpymirsa 3a My3uduKky Teopujy, CpIICKOr ApyIlTBa 3a MY3UUKY
Teopujy, CpIIcKOTr My3MKOAOWIKOT APYIITBa 1 Y ApyXema KoMmnosutopa Cpbuje — ceKiyje My3UMIKMX

nucaria.
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Analytical listening and aesthetic experience in music criticism — review of Ivo
Pogoreli¢ concert

This paper will deal with a critique of the recital of pianist Ivo Pogoreli¢ that took place on
December 18, 2017, which I wrote for Radio Belgrade 2. It lays the foundations of what we
could call a critical school established at Radio Belgrade over the course of several decades. I
begin the paper by providing a brief instruction on writing reviews, highlighting that the critic
wants to stand out from any external information, in order to convey the experience of
listening to music in the most direct way possible. Writing music critiques in this way implies
a process of analytical listening that should be conveyed in an objective way, while the level
of subjectivity is retained for the aesthetic experience. Ivo Pogoreli¢'s interpretation was
deliberately chosen, because this artist was both glorified and vilified because of the
interpretations through which, at different stages of his career, he deconstructed certain myths
related to performance. At the aforementioned recital, this pianist played the following
compositions: Fantasy in C minor K 417 by Wolfgang Amadeus Mozart, Sonata Op. 57
Appassionata of Ludwig van Beethoven, Valse triste by Jan Sibelius and the Sonata Op. 36 No.
2 in B minor by Sergei Rachmaninoff. The analysis of this music critique will indicate the
methodology of its creation, so the critic first analyzes the specifics of interpretation, which in
this case speak of the deconstruction of established school and conventional premises related
to the performance of these works. In this way, and through several stages, an aesthetic
experience is produced that produces such an in-depth, analytical listening.

Keywords: Music criticism, canon deconstruction, perception, data processing stages,
evaluation.

SRDAN TEPARIC (teparic@fmu.bg.ac.rs) is an Assistant Professor at the Department of Music Theory at
the Faculty of Music in Belgrade, where he also obtained his PhD in 2016. He teaches Analysis of Music
Styles, Directions and Methods of Music Theory and Analysis, History of Music Theory, Semantic
Analysis of the music of XX and XXI Century, Music Criticism and Contemporary Media and Music
Industry. These research interests peaked in his doctoral thesis Resemantisation of tonality in the first
half of XX centry. For many years now, he's been a music critic for the music department of Radio
Belgrade 2. He is a member of the Serbian Society for Music Theory, Serbian Musicological Society and
the Composers Association of Serbia — Section of Music Writters.

MARIJA ZIVKOVIC (Hrvatska)
Nezavisna istrazivacica

”Posvecenje proljeca: tradicija kao nepriznata inspiracija”

Posvecenje proljeca bilo je revolucionarno djelo u revolucionarnom vremenu; nastalo je uoci
Prvoga svjetskog rata i Ruske revolucije, kao amblem doba velikoga znanstvenog, umjetnickog
i intelektualnog vrenja. Njegova radikalnost — podjednako glazbena i koreografska — urodila
je skandalom na praizvedbi 29. svibnja 1913. u Parizu, nakon cega je bilo izvedeno jo$ samo
nekoliko puta, popraceno jednako negativnim kritikama i protestima. Pauziravsi s izvedbama
desetak godina, Stravinski je Posvecenje prolje¢a — uz manje promjene — poceo izvoditi kao
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koncertnu glazbu, koja je uspjela privuci paznju najprije u Rusiji, zatim u Parizu, dok se nakon
tridesetih godina proslog stoljeca pocinje svirati sve ceSce, a Sezdesetih se godina to djelo,
prema misljenju vec¢ine muzikologa i kritiara, smatralo najvaznijom skladbom 20. stoljeca.
Najbitnija znacajka Posvecenja proljeca jest to Sto se ne temelji na harmoniji i melodiji, ve¢ na
ritmu; nijedna prethodno napisana skladba nije koristila tako bogate ritmicke varijacije. No
premda je Stravinski nesumnjivo bio modernist u svojoj odbojnosti prema melodiji i
europskom tonalitetnom sustavu, njegovo umanjivanje ili ¢ak potpuno negiranje ikakvih
utjecaja tradicije na stvaranje ove partiture, prema misljenju mnogih muzikologa, ne odgovara
¢injenicama. U radu se istrazuju moguci utjecaji tradicije — relativno brojni i raznoliki — na
nastanak tog djela.

Kljucne rijeci: Igor Stravinski, Posvecenje proljeca, modernizam, tradicija.

MARIJA ZIVKOVIC (marija.zivkovicO1@gmail.com) diplomirala je filozofiju i religijsku kulturu na
Filozofskom fakultetu Druzbe Isusove u Zagrebu (danas: Fakultet filozofije i religijskih znanosti), te je
doktorandica na poslijediplomskom doktorskom studiju knjizevnosti, izvedbenih umjetnosti, filma i
kulture na Filozofskom fakultetu u Zagrebu. Stru¢ne radove, baletne kritike, knjiZevne recenzije i osvrte
objavila je u Artosu i Zarezu te na internetskim portalima Arteist, Collegium Hergesi¢, H-Alter, KritiKaz i
Ziher. Clanica je Hrvatskog centra ITL

”The Rite of Spring: Tradition as an Hidden Inspiration”

The Rite of Spring was a revolutionary work in revolutionary times; it was created on the eve
of the First World War and the Russian Revolution, as an emblem of the age of great scientific,
artistic and intellectual fermentation. Its radicalism — both musical and choreographic —
resulted in a scandal at the premiere on May 29, 1913 in Paris, after which it was performed
only a few more times, accompanied by equally negative criticism and protests. After 10 years
pause, Stravinsky began to perform The Rite of Spring — with minor changes — as concert music,
which managed to attract attention first in Russia, then in Paris, while after the 1930s it began
to perform more and more often, and in the 1960s this work, according to most musicologists
and critics, was considered the most important composition of the 20th century. The most
relevant feature of The Rite of Spring is that it is not based on harmony and melody, but on
rhythm; none of the previously written music used such rich rhythmic variations. Although
Stravinsky was undoubtedly a modernist in his aversion to melody and the European system
of tonality, his minimizing or even completely denying any influence of tradition on the
creation of the score, according to many musicologists, does not correspond to the facts. The
paper researches the possible influences of tradition — relatively numerous and diverse — on
the creation of that work.

Keywords: Igor Stravinsky, The Rite of Spring, modernism, tradition.

MARIJA ZIVKOVIC (marija.zivkovicO1@gmail.com) graduated in philosophy and comparative religion
at the Faculty of Philosophy of the Society of Jesus (today: Faculty of Philosophy and Religious Sciences)
in Zagreb, and is a doctoral student in literature, performing arts, film and culture at the Faculty of

Humanities and Social Sciences in Zagreb. She has published professional papers, ballet reviews, literary
reviews and other texts in Artos and Zarez, as well as on the websites Arteist, Collegium Hergesi¢, H-Alter,
KritiKaz and Ziher. She is a member of the Croatian ITI Centre.
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TATJAHA MPBA (Cp6muja)
Axagemnja ymerHoctu Yuusepsurera y Hosom Cagy — gokTOpanT

AyXOBHM KOHIIepT! Bpmadykor cprickor jpkBeHOr I1eBa4Kor ApyIITBa y
nepuoay oa 1913. a0 1930. roanne

ApXMBCKa MCTpaXkMBara IIeBaYKMX JpyIITaBa IIpeACTaBAbajy HeIpecyllHe IIpegMere
IpoydJaBarba Halle ,My3Mdke” MPOIIAOCTH. BpIiayko CpIicKO IIPKBEHO IIeBaYKO APYIITBO
OCHOBaHO je 1866. roauHe 1 crlaga y ped IpBUX IIeBaYKMX APYIITaBa Ha HAIIMIM IIPOCTOPUMa.
OBo yapyXkeme JelleHMjaMa je MpeAcTaBbal0 KAbY4HY MY3UUKY MHCTUTYLIM]y OBOT Ipaja.
Paanao je y KOHTMHYHUTETY 40 HocAeAmux AetieHnja 20. Beka.

Y osoMm pagy mpukasahe ce HerozHarta apxubcka rpaba Ilesaukor aApymTsa us Tpagunuje
HeroBamba AyxoBHe My3uke o4 1913. 20 1930. rogune. Kao ussop ucrpaxkmsama nocayxmhe
Oorata xopcka apxmuscka rpaba JpymTsa, unju he aoKymeHTH OMTHM cacTaBHM J4€O OBOT
u3Aarama. Buine pasamumtux msgama ropope o JeaaTHocTuma /pymTsa aamu camo y
IOje AMHVIM MCTOPUjCKIM ITepuoauma. Kaydna My3ndka AM4HOCT OBOT IEPHOAA je 4ea0Barbe
Yelkor AupureHTa, Kommosuropa u mysmukor mmcia Kapeaa Hampasmuka — (Karel
Napravnik, 1882-1968.). dommpuHoc yelkor Mysmudapa y HeToBamy AyXOBHe MY31Ke IIpUKa3syje
ce 13 BuIlle pasanja. Hanpapmuk ce y 0BOM pady caraedasa Kao ayTOp - My3MKOAOT — IMcalj
u aupurent Ilpsor ucropujckor ayxosHor koHmepra 1913. roamne m Beamkor Opoja
Pa3AMYINTUX AYXOBHUX MCTOPUjCKUX KOHLepaTa y Husy 40 1930. rogune, kao u aytopa ase
AnTtypruje 3a MEIIOBUTH XOP.

[Ipuka3oM KOHIIEPTHMX IIPOTPaMCKUX cagp>Kaja AyXOBHe Mysuke Bpiraukor cprickor
LIPKBEHOT IIeBauKorT APYIITBa y Itepuoay o4 1913. 20 1930. roause mocrasmeHa je MICTOBpeMeHO
I CKUIIa KyATYPHOT IlepuoJga rpaja Bpiiia, merose okoamne, Kao ¥ yMETHUYIKOT U AyXOBHOT
OJjexa U3 ApPyror geaa npse rmoaosuse 20. Bexa.

Kayune pujedn: Bpimauko cpricko IIpkseHO meBayko ApPYIITBO, AyXOBHa Mysuka, Kapea
Hanpasmuk, MHTepANCINUIIAMHAPHOCT.

TATJAHA MPBA (tanjagerdec(@gmail.com) saBpinaa je teopercku ogcek y CMII , Jocun CaaseHckn™ y
beorpagy. Aumaomupasa je ma O®MY beorpag Ha oacexy 3a OmnmTy MysuMuKky IIe4arorujy MU

crienyjaansupada je Ha Mertoaumu coadeba. TpenyTno je gokropana Mysuxoaoruje Ha AxagemMuju
ymetnoctu y Hosom Cagy. M3 Hermocpeanor paja ca geriom (04 My3MUKOT 3a0aBMINTa 40 IpUIIPEMe 3a
daxyarercko obOpasoBarme), CTeKAa je BeAMKO MCKyCTBO M CTPy4YHy IIpakcy y HacTaBu coadeba,
TEOpHUjCKUX IpeaMeTa U Xopa. bmaa je acucTeHT Ha aKpeAUTOBaHOM Kypcy 3a MHpo¢ecrOHaAHO
ycaBpIllaBambe pa3Boja AeTeTa y My3IMYKOM 3a0aBUIITY.

baBu ce apamxupameM 11 KOMIIOHOBamEeM 3a pa3AnuNTe XOPCKe cacTabe KOjU ce jaBHO u3Boae. AyTop je
BIIIIEe KaHPOBCKM pa3AMYMUTHX BUIIIETAacHIX KOMIIO3MIIMja 00jaBb»eHNX Y 3BaHMYHNIM yIIOeHUIMa 3a
HacraBy coadeba y cpeamnum mkoaama.

YuecHux je y sumre MebyHapoaHmx HayyHmx KoH¢epeHIMja M CKyIIOBa M ayTOp BuIlle 00jaBbeHMX
padoBa y CTPyYyHMM U HaydHMM 4YacOIMCMMa M3 MCTPa’kMBayKoT II0ba MY3MYKe ITPOIIAOCTH.
3acTynseH je pag y MeAMjuMa Kao MY3UUKU capagHUK y mpeko 200 pasanmduTuX TeAeBU3UjCKUX U
puamckux popmu (PTC n PTB). Komnonyje n msBogu Mysuky 3a nosopuiute u ¢puam. Mzaaaa
ayToOpcKu 114 u Mysukaanjy Jynu sempe ca danamcxe cmpare (IVIHK - IlesTponuk, 2012.)
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Spiritual Concerts of Serbian Church Choir (Singing Society) in Vrsac in the
Period between 1913 and 1930

Archival research of choir singing is inexhaustible subject of study of our “musical” past.
Serbian Church Choir in Vrsac was founded in 1988 and belongs to first choirs established in
our region. The choir has for decades represented key musical institution of the town. It
worked without interruption util the last decades of the 20* century.

The paper provides an outline of unknown archival material of the choir (singing society)
within the tradition of nurturing of spiritual music from 1913 to 1930. The research source is a
rich choir archival material of the Society, whose documents will be an integral part of the
presentation. A number of different publications record the activity of the Society, but only in
certain historical periods. Key music person whose work marked the period is a Check
conductor, composer and writer Karel Napravnik (Karel Napravnik, 1882-1968). His
contribution to nurturing of spiritual music is evident in multiple directions. Napravnik is
considered in the paper as an author — musicologist — writer and conductor of the First
historical spiritual concert in 1913 and a large number of various spiritual historical concerts
held in a row until 1930, as well as an author of two liturgies for a mixed choir.

The review of concert program contents of spiritual music of Serbian Church Signing Society
in Vrsac in the period between 1913 and 1930 includes a sketch of cultural period of the town
of Vrsac, its surroundings, as well as artistic and spiritual echo from the second part of the first
half of the 20t century.

Keywords: VrSac Serbian Choral Singing Sociaty, spiritual music, Karel Napravnik,
interdisciplinarity.

TATJANA MRDA (tanjagerdec@gmail.com) highschool graduate from the theoretical department at The
,Josip Slavenski” School of Music, following the graduated from the Faculty of Music in Belgrade,
Department of General Music Pedagogy, and specialized in the Methodology of Solfeggio. Currently,
she is a doctoral student of musicology at the Academy of Arts in Novi Sad. Due to direct work with
children (from music kindergarten to preparation for university education), she gained extensive
experience and professional practice in teaching solfeggio, theoretical subjects and choirs. She was an
assistant at an accredited course for professional development of a child in music kindergarten.
Author of several genre-different polyphonic compositions published in official textbooks for teaching
solfeggio in highschools, she arranged and composed (publicly performed compositions) for different
choirs.

She participated in several international scientific conferences and gatherings, as the author of several
published papers in professional and scientific journals from the research field of the musical history.
She is represented in the media as a music associate in over 200 different television and film forms (RTS
and RTV). Composes and performs music for theater and art-film. She released the , world-music” CD
and musical Duni vetre sa banatske strane (Wind, blow from the Banat side) (CINK - Jazztronic, 2012)
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UPA ITPOAAHOB (CpOGuja)
Axagemnja ymerHoctu Yuusepsutera y Hosom Cagy

AVINTaaHu apXuB yMeTHIYKe IIPOoAyKiuje MemoBuTor xopa u
Cumdonnjckor opkectpa Akagemuje ymetnoctr Hosu Cag - Heku acrieKTmn
AUTHUTaAn3anyje apxmuscke rpabe

dpexBeHTHa KOHIIEpTHa aKTUMBHOCT TpeDaao Om Ja je condition sine qua non cake
BIICOKOIIIKO/ACKe MHCTUTYLIMje ycMepeHe Ha oOpaszoBaibe npodecroHaaHnx Mysudapa. To je
3ampaBo U jeAaH O/ I1aBHUX LM/beBa CucTeMa CTyAuja Ha JenapTMaHy 3a My3UYKy YMETHOCT
Axagemuje ymetHocTn YHUBep3utera y Hopom Caay. Hacrymajyhu y oksupy Cumdonmjckor
OpKecTpa I MeIIOBUTOT XOpa, CTyAeHTH aKTUBHO apTULIMIINPAjy Y KOHLIepTHOj Ce30HM I'paja
Hosor Caga 1 Ha MOKpajuHCKOM 1 Ap>KaBHOM Husoy. OBa ABa aHcambaa ocTBapuaa cy, Y
JeTUpU JelleHuje CBOI IIOCTOjarba, OoraTy yMeTHMYKY HPOAYKIMjy KOja je BMCOKO
NO3MIIMOHNpaHa U yBaXkeHa MeDy kpurtmyapmma u nyoamkoMm. OHa yKaydyje
MHTepIIpeTanyjy “IrBO3AeHOT pereproapa”’, aau U IpemMujepe caBpeMeHnx Jeia goMahmx n
crpanux ayropa. OHa Takobe yKkabydyje 1 capaarby ca yBaskeH!M yMeTHMIMMa Kao IITO ¢y Oac
XKemko Ayanh, smoannucra Cregpan Muaenkosuh, nujanncra Kemaa I'exith nap. Pesyartatn
OBIMX YMETHMYKMX IIpojekaTa IIOKa3aAll Cy YpreHTHy HoTpeOy 3a apXuUBUpameM Koje Y
AaHallllbe BpeMe IIoApasyMeBa AWTUTaAM3alMjy cBUX apTedakara Koju IIpeAcTaBhbajy
CBe/0YaHCTBa O OBMM YMETHMYKNM Aorabajuma — KOHIIepTHMX KIbVKMIIA, BUAEO U ayAMO
IIp1AoOTa, My3U4IKIX Kputuka, pororpaduja u tako gasme. Ha osaj naunn pag Crmdonmjckor
opkecTpa 1 MemmoBuTor Xopa MocTao je BUAAUB Kao OTBOpeHa 0asa Ilojaraka Ha MHTepHeTY
koja he mocayxutu kao gparoljeHa KoAeKlMja AOKyMeHaTa 3a pa3AndyiuTa UCTpakKMBamba y
110y MY3MKOAOIUje, COILMOAOTMje My3uKe, IeppOpMaTUBHUX IPaKCU U APYTUX CTyAuja
kyaType. OBa cBOjeBpCHa , MHCTUTYIIMOHaAM3alllja pedyaTaTta yMeTHIUKe IIpakce”, MmebyTtum,
II0Ka3ala je IpeAHOCTM UM MaHe OCHOBHE J/eje OdyBarba Ba’XKHMX II0JaTaka U3 My3UJKe,
OJHOCHO YMEeTHMYKe IIPOIIA0OCTY AKajeMuje YMeTHOCTU Y AUTUTaAHOM OKpyKemy. Hamme,
IojaBuae Cy ce HegOoyMulle y IOrdeay cedekiiyje gOKyMeHTalluje, Te Mpo0AeMU Y IOAY
ayTOpPCKUX IIpaBa U ApyTe IpelpeKke Be3aHe 3a jaBHO IpUKas3luBambe IIogaTaka Ha MHTEPHeTY.
Y TOM KOHTEKCTy, KOHCYyATOBaHO je Hay4HO II0b€ MHCTUTYLMOHaAHe Teopuje y Kojem je
nipoHabeno oGjameme 3a rmocrojehe ycaose xoju cy nparuan Kpeupare oBOT apXuBa.

Kaydne pujedn: opkecrap, Xop, apXusuparbe, AUrnraanusalyja, MHCTUTYLIIOHaAHa Teopuja.

VPA TIPOAAHOB (iraprodanovkrajisnik@gmail.com) My3uK010T, peA0BHI je rpodecop Ha AKajeMUju

yMeTHocTu YHMBep3uteta y Hosom Caay 1 Ha Axagemuju ymjerHoctu y bamoj Aymu. Obaactu mweHe
eKcrepTuse Nnpunagajy ucrpaxusamy Mysuke 20. n 21. BeKa, MHTePAMCHMUIIAMHAPHOCTY Y MYy3UIIH,
APYTUM YMETHOCTMMa ¥ Hayllli, a MoceOHO je mocsehena aHaaM3m o4HOCa My3UKe U Meauja, My3UKe U
peaurnuje, Teopuje 1 mpakce nmomyaapHe mysuke. Ap Vipa [Ipoaanos xpenpa Kypcepe e A0KUBOTHOT
yuema, mparehu nHOBaIIMje y HacTaBy 1 HauMHe 3a IBIXOBY UMILAeMeHTannjy. braa je koopauHartop 3a
Temmyc mpojexaTt IHMycBb Ha Akagemuju ymetHoctu (2011 — 2014). TpenyTHo je aktusHa y Epacmyc
KA2 npojektry AEMYCHC (2019 - 2022). YaaH je VIHTepHaIIMOHAaAHOT MY3MKOAOIIKOT ApyIiTsa (IMS)
u Mysukoaomkor gpymrsa CpOuje.

Ob6jaBnaa je mect Kmbyra u Buie o4 50 HaydHNX padoBa. YBea je MacTep mporpaM Mysuka u MeAnju
Ha Akagemuju ymetrHoctu. Vipa ITpoganos npeBoan Kibure ca HEMaudKOT M €HIAeCKOT je3VKa M ITAIIe
ApaMcKe IIpeJcTaBe 3a Aelly.
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The Archive of Artistic Production of the Mixed Choir and Symphony Orchestra of
the Academy of Arts, Univ. of Novi Sad

Frequent concert activity should be conditio sine qua non of every institution of high education
in music. That is actually one of the main goals of the system of studying at the Department of
Music of the Academy of Arts, Univ. of Novi Sad. By performing in the Symphony Orchestra
and Choir, students actively participate in the municipal and regional concert season. These
two ensembles, in four decades of their existence, developed rich artistic production that
became highly appreciated and acknowledged among critics and public. It includes
interpretation of variety of “iron repertoire” from baroque to romanticism, but also premiere
of contemporary oeuvres (Giya Cancelli, Aleksandra Vrebalov, Gene Koshinski etc.). It also
includes cooperation with distinguished nowadays artists (Zeljko Luci¢, bas from
Metropoliten Opera, violin player Stefan Milenkovi¢, pianist Kemal Geki¢ etc). This provoked
an urge for creating a digital open archive of all data connected with music practice of the
Symphony Orchestra and the Choir of the Academy Of Arts - concert booklets, video and
audio tapes, music critics, photos and so on. In this way, the work of these ensembles became
visible as an open data base via internet serving as a precious collection of documents for
different research in musicology, sociology of music, artistic researches and other cultural
studies. However, the institutionalization of the mentioned practice has shown the advantages
and disadvantages of the basic idea of preservation important data and provoked the search
for institutional theory that explained the existing conditions under which the archiving was
undertaken.

Keywords: Choir, Orchestra, archive, digitalization, institutional theory.

IRA PRODANOV (iraprodanovkrajisnik@gmail.com) PhD musicologist is full time professor at the
Academy of Arts, University of Novi Sad, Serbia. Areas of her competences are European and Serbian
music of 20 th and 21-century music. Lately she is engaged in the micro history studies. She investigates
interdisciplinarity in music, especially relationship of music and media, music and religion, theory and

practice of popular music. She regularly lectures Life Long Learning courses accredited by Serbian
Institute for Advancement of Education in the field of transferring knowledge, communication and
presentation skills and popular music. She was the coordinator for Tempus project InMusWB at the
Academy of Arts, Univ. of Novi Sad. She is the member of the team Erasmus KA2 project DEMUSIS
(2019/2022). She has published several books and more than 50 scientific papers. Ira Prodanov has
introduced a new master program Music and Media at her faculty within the frame of Tempus
InMusWB project. She translates books from German and English to Serbian language and writes
theatre plays for children.
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CECUJA B5/ SESSION B5

HOPBHE CTEITAHOBIR (Cp6uja)
QaxyaTeT My3mM4dKe YMETHOCTU Y HUBep3uTeTa yMeTHOCT Yy beorpagy - AoKkTOpaHT

ITaypaaurteT Teopmja MeTpa y My3U4KOj Teopuju o4 moaosuHe XX BeKa 40
AaHac

IIITa je meTap y mysunu? Kakas KOHIIeIIT IpeAcTaBsa MeTpudKa crpykrypa? Ha koju Haunn
CAyIIaoLM ONa>kajy MEeTPUYKY OpraHM3alijy y My3U4KOM AUCKYpcy? Ja A 1 KaKO MeTpudKa
KOMIIOHEHTa yTuhde Ha pasyMeBame Mysmdke ¢popme? OBa m jomnr MHOra Apyra, CAMYHa
IUTamka, OKynupaada Ccy My3udke TeopeTndape ¥ KOMIIO3UTOpe O/, HajpaHujux speMena. Y XX
BeKy, HAPOYMTO y APYroj NOoAOBMHU XX BeKa, My3MUYKM MeTap je 4ecTo caraegaBaH M3 yraa
n/uan momohy MeToga ApPyTuMX HaydHMX AuciunamHa. Ha Taj HaumH ce gomiao ao
VHTePAVCUNUIIAVHAPHUX UCTpaXkuBama U CTyAuja, OAHOCHO A0 CIIajarha MY3UYKOT AVICKypca
ca pasAMYUTUM JOMEHIMa Hay4yHe aKTMBHOCTM IIOIYT KOTHUTHMBHE IICUXOAOTHje,
AVIHTBUCTUKE, TeOpHja KIbIKEBOCTM U Tako Jasde. Y oapebeHoMm KoHTekcTy, Merap je
pasMaTpaH Kao OIIIITa AbyACKa CIIOCOOHOCT M MUCTPpakUBaul ¥ MY3UUYKM TeOpeTudapu cy ce
OaBrMAM TMMe KaKO Ta CIIOCOOHOCT pearyje Ha MY3MKy, KaO Ha HpuMep Aa KOMIIO3UIIMja
cagp Ky MeTap uan je y oapebenom metpy. PasHospcHM nmpucTynn usydasama I carejabarba
MY3IIKOT MeTpa Ao0BeAM Cy A0 OoraTcTBa TEOPMjCKMX HaIliica Y OBOM II0AY MY3MKe.
MuoroOpojHu TeopeTMdapu Cy Ha peAaTUMBHO CAMYHE WAM IIaK pasAudnuTe HaulHe
NPUCTyIIaAX TyMaderby MeTpMYKe OpraHu3auuje U Xujepapxuje, yrAaBHOM Ha OCHOBaMa
3aI1agHOEBPOIICKe TOHAAHE MY3MKe, aAll U APYIMX My3M4YKMX CTuAoBa. Lna osor paga jecre
Aa IIPY>XXU AVjaXPOHM]CKM MPUKA3 CaMO HEKMX OJ 3HadajHUjIX MeTPUYKUX Teopuja, Koje Cy
dpopmupane og nmoaosune XX Beka 1a 40 gaHac. OBakBuM Iperae40M TeOPUjCKUX HalIllca ce
Moxe crehn snHauajan yBug y Teopuje MeTpa, Koje MOTy IPY>KUTU 400pY MO4a3Hy TaukKy 3a
Aazba aHAAUTUYKA UCTPaKBarba.

Kayune pwmjedn: merap, naypaaurter, merpuuka xujepapxuja, XX m XXI Bex, mysuuka
Teopuja.

‘HBOPBHE CTEITAHOBIMA (musictheoryl1994@gmail.com) poben je 10. maja 1994. roaune y Josaurim.
Iloxabao je cpeamwy mysnuky mkoay ,Muxanao Bykaparosuh” y Illamy, y kojoj je guriaomupao 2013.

ro/MHe Ha KAaBMPCKOM M TEOPETCKOM OACeKy, ca ImpocedHoM oljeHoM 5,00. OcHoBHe cTyAuje 3aBpIINo
je Ha ®akyarery Mysuuke yMeTHocTu y beorpaay 2017. roaune, Ha ogcexy 3a Mysuuky Teopujy, ca
rpoceyHoM orieHoM 9,60. Macrep cryauje Takobe 3aBpirasa Ha Pakyarery Mysuuke ymerHoctu 2018.
roAMHe, Ha 0AceKy 3a Mysnuky Teopujy, ca mpocedrHoM orteHoM 10,00 1 og6pameHM MacTep paloM U3
npeaMeTa AHaamsa My3UYKMX OOAMKa, IIO4 MEHTOPCTBOM Ap yM. VIsana bpkaaumha, BanpeaHor
npodecopa. JOKTOpcke akajeMcke cTyauje je ynucao 2018. rogune Ha Mogyay Hayke o ymerHoctn —
My3I/dKa Teopuja, 1 TpeHyTHO je Tpeha roauna cryauja. IlpuMapHo mose nHTepecopama YMHe pUTaM
U MeTap y My3UI[, Kao I aHaAu3a My3ndke popme.
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Plurality of Theories of Meter in Music Theory from the mid-Twentieth Century
until Today

What is a meter in music? What concept does the metric structure represent? How do listeners
perceive metric organization in musical discourse? Does the metric component affect the
understanding of musical form and in what ways? This and many other, similar issues have
occupied music theorists and composers from the earliest times. In the twentieth century,
especially in the second half of the twentieth century, the musical meter was often viewed from
a perspective and/or by methods of other scientific disciplines. In that way, interdisciplinary
research and studies took place, that is, music discourse was merged with various domains of
scientific activity, such as cognitive psychology, linguistics, literary theories, etc. In some
contexts, the meter was considered as a general human ability and music theorists have dealt
with how that ability responds to a music, such as when a composition contains a meter or is
within a particular meter. Various approaches to the study and perception of the musical meter
have led to a flourishing of theoretical writings in this field of music. Numerous theorists have
approached the interpretation of metric organization and hierarchy in relatively similar or
even different ways, mainly on the basis of Western European tonal music, but also in the other
musical styles. The aim of this paper is to propose a diachronic presentation of some of the
most important metric theories, which were produced from the mid-twentieth century until
today. This review of theoretical writings can contribute significant insight into theories of
meter, which can offer a good starting point for further analytical research.

Keywords: meter, plurality, metric hierarchy, XX and XXI century, music theory.

DORDE STEPANOVIC (musictheory1994@gmail.com) was born on May 10th, 1994 in Loznica. He
attended the High School of Music "Mihailo Vukdragovi¢" in Sabac, where he graduated in 2013 in the
Department of Piano and Theory, with an average grade of 5.00. He completed his Bachelor’s Degree at
the Faculty of Music in Belgrade in 2017, at the Department of Music Theory, with an average grade of
9.60. He also earned his Master’s Degree at the Faculty of Music in 2018, at the Department of Music

Theory, with an average grade of 10.00 and defended his thesis on the subject of Analysis of Musical
Form, under the mentorship of DMA Ivan Brkljaci¢, associate professor. He started PhD studies in 2018,
in the module of Arts Science — Music Theory, and is currently in his third year of study. His primary
field of interest is rhythm and meter in music, as well as the analysis of musical form.
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SENKA BELIC (Srbija)
Fakultet muzicke umetnosti, Univerzitet umetnosti u Beogradu

Status i funkcija tritonusa u renesansi

Danasnja pravila kontrapunkta strogog stila obuhvataju jasna ogranicenja za primenu
tritonusa, kako prilikom pojave u melodiji tako i u simultanom zvucanju. Medutim, tokom XV
i XVI veka, stav muzickih teoreticara o ovom intervalu nije uvek takav, vec je, posmatrano sa
stanovista modernog ucenja o kontrapunktu, nepostojan i odstupajuci. Imajuéi u vidu
mnostvo nepoznanica o ovom intervalu, u tekstu ¢u istraziti promenu statusa i funkcije
tritonusa, od disonance koju treba izbegavati, do intervala koji poseduje ,,¢udesno dejstvo”
(effetto maraviglioso). Ova, za renesansu, , tektonska” pomeranja bice predstavljena ne samo u
onim teorijama i muzi¢kim primerima u kojima je teziSte na nacelima prve prakse (prima
prattica), ve¢ i u kontekstu tranzicije kontrapunktske teorije iz prve prakse u drugu praksu
(seconda prattica). U uZem smislu, cilj ovoga rada je usmeren ka prosirivanju ustaljenog znanja
o primeni tritonusa. U Sirem smislu, ovim radom ce se rasvetliti funkcionalna vrednost
tritonusa u kontekstu renesansne muzicke teorije i prakse.

Kljucne rijeci: tritonus, renesansa, muzicka teorija, prva praksa, druga praksa.

SENKA BELIC (sence.belic@gmail.com) muzicki teoreti¢ar, diplomirala je i magistrirala na Fakultetu
muzicke umetnosti u Beogradu na temama koje se ti¢u analize renesansne vokalne muzike sa fokusom
na kompozicione tehnike, narocito kanon. U doktorskoj disertaciji pod nazivom “Kontrapunktska
elokvencija: muzitko-retoricke strategije u marijanskoj muzici od Zoskena do Monteverdija”,
odbranjenoj na istom Fakultetu, istrazila je uticaj retoricke tradicije na razvoj i funkciju kontrapunkta,
kako u teorijskoj misli, tako i u muzickoj praksi renesanse.

Naucno-istrazivacki rad Senke Beli¢ usmeren je na ispitivanje razlic¢itih analitickih pristupa viseglasnoj
muzici renesansnog i baroknog perioda, od kompoziciono-tehnickih, istorijskih, numerickih i
simbolickih do retoricko-ekspresivnih. Takode, bavi se istrazivanjem teorije kontrapunkta i koristi se
steCenim saznanjima u aktuelnoj pedagoskoj teoriji i praksi. Naucne i stru¢ne radove je izlagala na
brojnim nacionalnim i medunarodnim skupovima u zemlji i okruZenju. Clanica je Srpskog drustva za
muzicku teoriju i trenutno obavlja funkciju sekretara.

Status and function of tritone in the Renaissance

Today's rules of strict style counterpoint include clear restrictions on the application of tritone,
both when appearing in a melody and in simultaneous sounding. However, during the 15th
and 16th centuries, the attitude of music theorists about this interval was not always like that,
but, from the point of view of modern teaching about counterpoint, it was unstable and
deviating. Having in mind many unknowns about this interval, in the text I will explore the
change in the status and function of tritone, from the dissonance that should be avoided, to
the interval that has a , miraculous effect” (effetto maraviglioso). This, for the Renaissance,
,tectonic” shifts will be presented not only in those theories and musical examples in which
the emphasis is on the principles of First Practice (prima prattica), but also in the context of the
transition of counterpoint theory from First Practice to Second Practice (seconda prattica). In a
narrower sense, the aim of this paper is directed to expand the established knowledge about
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the application of tritone. In a broader sense, this paper will shed light on the functional value
of tritone in the context of Renaissance music theory and practice.

Keywords: tritone, Renaissance, music theory, prima prattica, second prattica.

SENKA BELIC (sence.belic@gmail.com), a music theorist, graduated and took her master degree from
the Faculty of Music in Belgrade, analyzing works of the Renaissance masters of vocal polyphony from
the point of counterpoint and compositional techniques, especially canons. In her doctoral dissertation
entitled ,Eloquent Counterpoint: Musical-Rhetorical Strategies in Marian Music from Josquin to
Monteverdi”, she explored the influence of the rhetorical tradition on the development and function of
counterpoint, both in theoretical thought and in Renaissance musical practice.

Scientific research of Ms. Senka Belic is aimed at examining the different analytical approaches to
polyphonic music of the Renaissance and Baroque periods, from the compositional-technical, historical,
numerical and symbolic to the rhetorical-expressive features. She also takes part in researches of the
counterpoint theory of the XV and XVI centuries focusing her research results onto the current
pedagogical theory and practice. She has presented scientific and professional papers at numerous
national and international conferences in the country and in the surrounding area. She is a member of
the Serbian Society for Music Theory and currently holds the position of secretary.

MARKO VESIC (Srbija)
Fakultet muzicke umetnosti, Univerzitet umetnosti u Beogradu — doktorant

Teorija muzike: liminalne zone retorike i nauke

Pitanje koje se gotovo nikada ne postavlja jeste pitanje naucne vrednosti i validnosti teorije
muzike kao dominantnog teorijskog misljenja i usmerenja koje, po svemu suded¢i, pretenduje
da identifikuje, predoci i interpretira nesto $to naziva ,,imanentnom muzi¢kom logikom* i $to
smatra supstancijalnim ili esencijalnim svojstvom same muzike. Drugo pitanje tice se
istorijske, drustvene i kontekstualne dimenzije u kojoj teorija muzike kao takva postoji i kojima
je uslovljena ili, preciznije reCeno, omogucena (rec je o razli¢itim diskurzivnim sistemima).
Kroz odnos teorije i prakse Sto znadi teorijske analize dela i njegovog pojavljivanja u
specificnom drustvenom i istorijskom kontekstu ¢emo pokusati da predocimo sve probleme
sa kojima se teorija muzike susrece kako unutar same sebe (pitanje naucne vrednosti) tako i u
odnosu na stvarnost u kojoj kao teorijska disciplina postoji (teorija muzike kao deo Sireg
sistema ,nauka o muzici”). Drugim rec¢ima, temeljno pitanje koje postavljamo jeste da li je
teorija muzike (pseudo)naucna disciplina i ima 1i smisla govoriti u njenim terminima koji
svakako jesu ili postaju domen drugih oblasti humanistike koje se bave muzic¢kim praksama.
Teorijski osvrt ¢e, sa nase strane, podrazumevati analizu tradicionalnih analitickih aparata
(harmonije i analize muzickih oblika/formi) kao i set teorije koja je, u godinama iza nas, postala
jedno od najfrekventnijih pristupa u analizi atonalne i savremene muzike.

Kljucne rijeci: teorija muzike, validnost naucne teorije, drustveno-istorijski kontekst, teorija-
praksa, kritika esencijalizma.
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MARKO VESIC (vesic.marko9@gmail.com), (1999) je umetnik iz Beograda koji stvara u domenu
savremene muzike i postkonceptualnih umetnic¢kih praksi. UsavrSavao se na masterklasovima
kompozitora Nikite Koskina i Venese Lan, a saradivao je i sa velikim brojem vizuelnih umetnika,
pesnika, kao i sa studentima arhitekture. Ucestvovao je na projektima Instant ringispil u organizaciji
Fakulteta dramskih umetnosti, Aesthetics for nobody na kome trenutno radi sa vizuelnim i konceptualnim
umetnikom Lazarom Aleksandrom, a bio je i deo pobednickog tima na umetni¢kom hakatonu Oda
Betovenu u organizaciji Austrijskog kulturnog centra i Laboratorije interaktivnih umetnosti Fakulteta dramskih
umetnosti u Beogradu Ciji je rad prikazan u vidu 3D maping-multimedijalne projekcije na fasadi Austrijske
ambasade. Primljen je i na medunarodni projekat MOTO-a u okviru Programa Kreativne Evrope — Kultura,
Opera: Past, Present, Perfect! Dobitnik je nekoliko nagrada za kompozitorsko (Konstantin Veliki,  nagrada
ULJUS-a) i esejisticko stvaralastvo u domenu filozofije i teorije (I nagrada na konkursu Fondacije Lazar
Vrkati¢ od ¢ak 208 ucesnika). Ucestvovao je na brojnim webinarima i letnjim skolama u region. Do sada
je izlagao na simpozijumima u Banjoj Luci, Moskvi, Beogradu i Sarajevu. Takode, kada je re¢ o njegovom
teorijskom istrazivanju politicke sfere, primljen je i na dvosemestralni program Akademije liberalne
politike u okviru Libertijanskog kluba — LIBEK koji trenutno pohada.

Na mentorskog programu u okviru LIBEK-a saraduje sa Milanom Ciri¢em, istaknutim srpskim
astrobiologom i fizicarem koji se pored toga primarno bavi teorijom rizika i filozofijom nauke. Uporedo
pohada i program Centra za politike emancipacije, Kako prevazi¢i kapital. Njegova dela su izvodena u
razli¢itim koncertnim salama i festivalima u Beogradu. PiSe za studentski ¢asopis KuS! gde je urednik
rubrike za filozofiju. Clan je SOKOJ-a.

Theory of music: the liminal zone between rethoric and science

The question that is rarely brought up is the question of scientific value and the validity of the
theory of music as the dominant theoretical thinking and the orientation toward the
identification, realization and interpretation of something that is called “immanent musical
logic” which is a substantial or an essential trait of music alone. The second question is about
the historical, social and contextual dimension in which the theory of music exists, where it’s
conditioned or, even better, enabled (in different discursive systems). Through the relationship
between theory and practice, which means the theoretical analysis of the work and the work’s
emergence in a specific social and historical context, we’ll try to point out all the problems
which the theory of music encounters in itself (the question of scientific value), and in relation
to cultural reality in which it exists like a theoretical discipline (the theory of music as a part
of a bigger system — “the science” of music). In other words, the main question is — Is the theory
of music a (pseudo)scientific discipline and does it make sense using its terminology, which
enters, or already exist is in the domain of other branches of humanistics which resolve other
musical practices. The theoretical review, from our side, will work toward an analysis of a
traditional analytical apparatus (harmony and the analysis of form), and toward the set theory
which, through all the years till now, became one of the most frequent approaches to the
analysis of atonal and contemporary music.

Keywords: theory of music, validity of the scientific theory, social-historical context, theory-
practice, the critique on essentialism.

MARKO VESIC (vesic.marko9@gmail.com), (1999) is an artist from Belgrade and he creates in the domain

of contemporary music and post-conceptual artistic practice. Marko attended the masterclasses of
Nikita Koshkin and Venessa Lan, but also worked with a large number of visual artists, poets and
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students of architecture. He was a part of projects: Instant carousel as part of the Faculty of Dramatic Arts;
Aesthetics for nobody which is a project he’s working on right now with the visual and conceptual artist
Lazar Aleksandar, yet, he was also a part of the winning team on the artistic hackathon Ode to Beethoven
in the organization of the Austrian Culture Center and Laboratory of Interactive arts in Belgrade, whose
work is presented in a 3D mapping multimedia projection on the facade of the Austrian embassy. Marko’s
also accepted on an international project of MOTO, in the Program of Creative Europe — Culture, Opera —
Past, Present, Perfect! He’s also achieved rewards from compositional (Konstantin Veliki, ULJUS), and
essayistic work in the domain of philosophy and theory (I prize on the concourse Lazar Vrkati¢ (208
participants)). Marko also attended the numerous of webinars, Summer Schools in the region. Until
now, he exhibited on the International symposiums in Banja Luka, Moscow, Belgrade and Sarajevo.
Also, due to his interest in the theoretical research of the political domain, Marko is accepted on the two
semester program held by the Academy of Liberal Politics - LIBEK, which he visits right now. Within the
program with a mentor (LIBEK), he works with Milan Cirkovié, a respected Serbian astrobiologist and
physicist, which also has knowledge in the theory of risk and the philosophy of science. At the same
time, he attends the program of the Centre for the Politics of Emancipation — CPE. Marko’s works were
performed in various concert halls in Belgrade, such as Belgrade Philharmony, UK Palilula, Student’s
Culture Center, Kvaka22 and festivals KoMA and Festum. Marko also writes for the student magazine
KuS! as he is the director for the philosophy section. He’s a member of SOKOJ.
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CECHJA b6 / SESSION B6

MAJA PAANBOJEBIIh CAABKOBIH (Cp0Ouja)
duaoaomko-ymMeTHNYKY gakyaTeT YHuBepsureta y Kparyjesiry

Pe-kou¢uryparmja rpagunmje: Ilpoxkodjes u cumerpuanoct Kaasupcrkoz
KoHyepma Op. 1

VMamemena mnepcriekTusa ymMeTHuKa XX BeKa 3ayBeK je MPOMeHIAa OAHOC YMETHOCTU U
Tpaauiiyje. ITpexng Be3a ca TpaauIMjOM IOTIIYHUM HeHUM OADallMBambeM MAY I1aK CTUACKO
,Hajorpabmsame” TpagunmoHaaHMX Mogela U eJdeMeHaTa OOeAeXMAO je OBY eIloXy.
Heoxaacurmsam y MysuiM Jao HaM je HOBM HPUCTYIl MY3UMYKOj (POPMU ITPOIIAOCTH,
rourpasajyhnu ce BIXOBUM eaeMeHTHMa 1 KoMOuHyjyhu nx y pe-kondurypucane cTpykrype.
Mysnuxka ¢gopma mpeodanKoBaHa je/TpaHcdpopMmcaHa rtoceOHo y paay Cepreja ITpokodjesa
(Cepreii Cepreesuu IIpokodres). Fberosa kaasupcka Mmysnka (COHaTe U KOHIIEPTH) OCAaba ce
Ha KAaCM4YHYy COHATHY (POPMY: CBU HeHU eAeMeHTH Cy cauyyBaHM, all ce IPeODAUKYjY y INUbY
HOBe I10jaBHOCTU — TOTOBO Y HOBOj popmu. Taksa ,HOoBa” popma youasa ce y Kaasupckom
koH1epTy Op. 1 (om. 10) rae mMcrakHyTa CUMETPUYHOCT BUAHO yTUYe Ha IIPEIIO3HAT/bUBOCT
conaTHe popme. LIn

Kayune pujeun: Ceprej ITpokodjes, Heokaacuimsam, conatHa popma, MUHTEPTEKCTyaAHOCT,
cumeTpuja.

MAJA PAAVIBOJEBIIh C/AABKOBIMh (maja@filum.kg.ac.rs), pobena 1989. roamue je My3mukm
teoperndap u3 Kparyjesia. OcHoBHe akaZeMcKe cTyauje je 3appmimaa Ha Ora040IIKO-yMeTHMYKOM
dakyatety y Kparyjesuy us ob6aactu Mysuuke meaaroruje, a Mactep U CrelMjaiuCTUUKe aKaleMcKe
cryauje Ha PakyaTeTy Mysudke ymeTHocTu y beorpaay mns obaactu Mysuuxe teopuje. Ha macrep u
CHeNUjaiuCTUYKUM  CTyaujamMa je AMIIAOMMpaJa ca TAaBHMM HpeaMeToM KOHTpaIyHKT I10A

MeHTOpPCTBOM Ipodecopa Ap 3opana boxanmha. TpeHyTHO je cTyaeHT ABa mporpama JOKTOPCKMX
akajgeMckux cryauja: Teopmje ymerHoctTu u Meauja Ha VIHTepagucIuIAMHApHUM CTyAujaMa
Yuupepsurera ymerHoctu y beorpagy m Mysmuke teopuje Ha Paxyarery Mysuuke yMETHOCTU Y
beorpaay. AyTop je BuIlie Hay9HMX padoBa 13 o0aactu Mysudke Teopuje.

3amnocaeHa je Kao acucTeHT Ha KaTeapu 3a My3udKy Teopujy U I1eAarorujy oaceka 3a My3ndaxy yMeTHOCT
Ha Ounaosomko-ymerHnukom ¢Qakyarery y Kparyjesy. Ilperesxxno ce ©Oasu ce wn3sydaBarbeMm
110AMQOHMje ¥ UHTePTeKCTYaAHOCTHU Yy OKBUPY My3MUKe YMEeTHOCTH.

Re-configuration of tradition: Prokofiev and symmetry of the Piano Concerto No. 1

Altered perspective of the 20th century artists’ forever changed the relationship between art
and tradition. This period has been marked by disconnection from tradition by its complete
rejection or the style "upgrade" of traditional models and elements. Neoclassicism in music has
given us a new approach to the musical form of the past, playing with its elements and
combining them into re-configured structures. The musical form was reshaped/transformed,
especially in the work of Sergei Prokofiev (Cepreit Cepreesirua ITpokodnes). His piano music
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(sonatas and concerts) relies on the classical sonata form: all its elements had been preserved,
but they are reshaped for the purpose of a new appearance - almost as a new form. Such a
"new" form can be found within the Piano Concerto No. 1 (Op. 10), where the prominent
symmetry visibly affects the recognizability of the sonata form. The aim of this paper is to
demystify the influence of symmetry of this process.

Keywords: Sergei Prokofiev, Neoclassicism, sonata form, intertextuality, symmetry.

MAJA RADIVOJEVIC SLAVKOVIC (maja@filum.kg.ac.rs), (born 1989) is a music theorist from
Kragujevac. She completed her undergraduate academic studies at the Faculty of Philology and Art in
Kragujevac in the field of Music Pedagogy, and master and specialist academic studies at the Faculty of
Musical Arts in Belgrade in the field of Music Theory. In her master's and specialist studies she
graduated with the main subject Counterpoint under the mentorship of Professor PhD Zoran Bozanic.

He is currently a student of two programmes of doctoral academic studies: Art and Media Theory at
the Interdisciplinary Studies of the University of the Arts in Belgrade and Music Theory at the Faculty
of Musical Arts in Belgrade. He is the author of several scientific papers in the field of Music Theory.
She is employed as an assistant in the Department of Music Theory and Pedagogy of the Department
of Music art at the Faculty of Philology and Art in Kragujevac.

DINO BULIC (Bosna i Hercegovina)
Pedagoski fakultet Univerziteta u Bihacu

Klasifikacija zavrsetaka u Klavirskim sonatama Paula Hindemita

Hindemitov harmonski jezik odlikuju proSirena tonalnost i , vjeStacki” gradeni tonski nizovi.
S toga se kao najbolja alatka pri analitickom sagledavanju Hindemitove muzike svakako
namece princip odredenja tonskih centara upravo pomocu Hindemitove teorije o harmoniji,
koja se zasniva na akustici i alikvotnom nizu kao izvoristu.

Svakako, da bismo mogli pristupiti formalnoj analizi djela, pored navedenog je neophodno
evidentirati zavrsetke u muzi¢kom toku. Ocekujemo da pojedini zavrSeci imaju izrazito
funkcionalan slijed akorada sa jasno definisanim tonskim centrom te da u tom pogledu imaju
mnogo zajednickog sa tonalnim kadencama; a isto tako da naidemo i na zavrsetke koji se opiru
bilo kakvom pokusaju klasifikacije naspram nama poznatih kadenci u tonalnoj muzici
Hindemita. S toga ¢e ovaj rada donijeti pregled i pokusaj sistematizacije uocenih zavrSetaka u
muzi¢kom toku, kako bismo sa vecom sigurnos¢u mogli segmentirati muzicku formu na
mikro-planu.

Kljucne rijeci: zavrsetak, kadenca, Hindemit, klasifikacija.
DINO BULIC (dino_bulic94@outlook.com) muzicki pedagog i teoreti¢ar, roden 15.07.1994. godine u

Bihac¢u. Osnovno muzic¢ko obrazovanje sti¢e u Skoli ,, Nusret Keskin-Braco” u Bihacu, zavrsivsi Odsjek
za klavir, a srednje obrazovanje u istoj skoli na Odsjeku muzicka teorija. Tokom $kolovanja ucestvuje

na brojnim medunarodnim i internacionalnim takmicenjima, gdje ostvaruje zapazene rezultate iz raznih
disciplina. Godine 2018., diplomirao je na muzickoj teoriji i pedagogiji, u klasi prof. Zorana Nikolic¢a
(Akademija umjetnosti Univerziteta u Banjoj Luci).
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Pedagosko iskustvo stice kao nastavnik muzickih teoretskih predmeta i klavira u muzickoj skoli
+Nusret Keskin-Braco”, u podru¢nom odjeljenju Velika Kladusa (Skolske 2019/2020. godine).
Akademske 2019/2020. godine izabran je u zvanje asistenta na Pedagoskom fakultetu Univerziteta u
Bihacu, na Odsjecima: predskolski odgoj i razredna nastava, katedra za muzicku kulturu.

Classification of closures in Paul Hindemit's Piano Sonatas

Hindemith’s harmonyal language is distinguished by expanded tonality and “artificialy”
bulid bulit tone strings. Therefore it is used as the best tool for analytical examination of
Hindemith’s music, certainly imposes specific tonal centars with Hindemith’s theory of
harmony which is based on the acoustics and aliquot string as the source. To be abel to formaly
aproach analysis of the work, we have to record the endings in the musical current. We expect
that individal endings to have a distinctly functional chord sequence with a clearly defined
tonal center and that in this respect they have much in common with tonal cadences; and also
to come across endings that resist any attempt to classify against the cadences in tonal music
of Hindemith.

Therefore, this paper will provide an overview and an attempt to systematize the obserced
endings in the musical flow, so that we can segment the musical form on a micro-level with
greater certainty.

Keywords: closures, cadence, Hindemith, classification.

DINO BULIC (dino_bulic94@outlook.com) a music pedagogue and theorist, was born on the 15t of July
1994 in Biha¢. He graduated from the piano department in elementary school “Nusret Keskin-Braco” in
Biha¢. He received his high school education in the same school, graduating from the Department of
Music Theory. During his schooling, he participated in numerous international competitions where he

achieved notable results in various musical disciplines. He graduated in music theory and pedagogy in
the class of professor Zoran Nikoli¢ (Academy of Arts, University of Banja Luka) in 2018. He gained
pedagogical experience as a teacher of music-theoretical subjects and piano in a music school “Nusret
Keskin-Braco” in the regional department Velika Kladusa (2019/2020). He was elected as an assistant in
the department of music culture at the Pedagogical Faculty, University of Biha¢, in the departments of
preschool education and classroom teaching in the academic year 2019/2020.

HEAA HUKOAW (Cp6Guja)
dakyaTeT yMeTHOCTU YHuBep3urera y Humry

®oakaop kao nacnupanuja y Keunmemy on. 81, 6poj 2 Anromuna Asopkaka

Paa mpeacrasba XepMmeHeyTMUKy uHTepnpertanujy Kaasupckor xsuntera om. 81, 6poj 2
AntomuHa /Bop>Kaka, Koja je 3acHOBaHa Ha aHAAUTUYKO-UHTEPIIPETaTUMBHOM MOAEAy
crpykrypHor Ttpoma /openca Kpejmepa. KpejMeposo mommame XepMeHEyTHYKe MeTOAe
3aCHOBAHO je Ha HajMambe TPM BPCTe XePMEHEyTUYKMX IIpO30pa Kao CBOjeBPCHMX
eKCIIPecMBHIX YMHOBa Koje TpeOa IpernosHaTu U Koju he mpeacraBsaTil IyTOKase 3a Jasbe
pasyMmeBarmbe. JegaH o4 IpO30pa je 3aCHOBaH Ha IPUCYCTBY BepOaAHMX MHCKPUIIIIMja IIOMIyT
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HacaoBa, enurpama, rocsera. Kako cam Ksunrer Hocn Hasus ,,JymkKa”, Kao U HberoB Apyru
cTaB, AOK je Tpehm cTaB Haca0BAbeH Kao , PypujaHT”, leHTpaaHu aeo paga Ouhe Gasupan Ha
eaabopupamy rnopekaa came ,Jdymvmke” un ,/sopxakose Jdymxe”. VMako xoMmrosutop Huje
KOpUCTHO 1uTaTte, Beh je To HagoMecTHo yrnoTpeOboM pasAMYUTHX CAOBEHCKUX IL1ecoBa 1
MeaoAuja KOMIIOHOBaHMX y (POAKAOPHOM CTUAY, 3apaj MUCTpakyBarba OHMX eJdeMeHaTa
nomohy xojux /Bop>kak eBolMpa 4YellKy HapoAHy My3uky Oumhe oTsBOopeH Apyru
xepMeHeyTH4ku 1posop. Harmocaerky, kako 6u ce oGjacHuam csu popMaaHu Ipolecu U
CTHACKe apTHKyJalyje Koje Cy y Be3l ca AeA0M rocaykuhe Tpehu xepmeHeyTHdIKku mposop,
crpykrypau tpon. OH mpeacrasaa CTPYKTYPHM IHOCTYIIAaK KOjU MMa pa3AMdYnTe IpaKTUdHe
peaamsaniuje M Koju (QYHKUMOHHUIIE Kao eKCIPeCcuBHM 4uH y ogpebenum kyartypno-
JMCTOPUjCKMM IIpaKcaMa. 3acHOBaH je Ha KOHTpacTy U ,OTBapa ce”’ y TpPeHyTKy Kaja ce
MaHudectyjy OuHapHe omnosuiiuje. Y caydajy KsunTera CTpyKTypHU TpOI IIpejcTaBba
KOHTpacT u3Meby mecme u urpe Ha Kojoj je sacHoBaH $oaxaopHu KoHuent. Ilap necma-uzpa
IpeAcTaBba CIIOj AMPCKOT U UTPadyKoOr KapakTepa M MMa ogropapajyhm mangaH y Jymka-
Wymxa Mogealy KapaKTepUCTMYHOM 3a CAOBEHCKM, IIPeBaCXOAHO YKPajUHCKM, MYy3UYKU
doakaop. ,dymka” jecte yKpajuHCKa IO IOpeKAay, aau je y /JBOp>KakoBOM OIlyCy ITOcTada
parcoagmdHmu KOMa/ 3aCHOBaH Ha KOHTPAcTy OACeKa eAeIMYHOr U BeAPOr AyXa U IpeAcTaBba
CTUAM30BaHU, UMAarMHapHU GOAKAOP.

Kayune pwujeun: Jymka, JsopxkakoBa /JymKa, CTPYKTypHM TpOII, Iap IecMa-urpa,
¢oaxaop.
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Folklore as inspiration in the Quintet op. 81, No. 2 by Antonin Dvorak

The paper presents a hermeneutic interpretation of the Antonin Dvorak's Piano Quintet Op.
81, No. 2 which is based on the analytical-interpretive model of Lawrence Kramer's structural
trope. Kramer's understanding of the hermeneutic method is based on at least three types of
hermeneutic windows as a kind of expressive acts. The first window is based on the verbal
inscriptions like titles, epigrams. As the Quintet is called "Dumka", like its second movement,
while the third is entitled "Furiant”, the central part of the paper will be based on elaborating
the origin of "Dumka" and "Dvofak's Dumka". The composer didn't use quotations, he
replaced them with the use of various Slavic dances and melodies composed in the folklore
style for the sake of researching the elements with which Dvofdk evokes Czech folk music,
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another hermeneutic window will be opened. For explaining all formal processes and stylistic
articulations that are related to the work will serve the third window, the structural trope. It is
a structural procedure that has different practical realizations and which functions as an
expressive act in certain cultural-historical practices. It is based on contrast and "opens" when
binary oppositions manifest. In this Quintet the structural trope represents the contrast
between song and dance on which the folklore concept is based. This pair is a combination of
lyrical and dance character and has a corresponding counterpart in the dumka-sumka model
characteristic of Slavic, primarily Ukrainian, musical folklore. "Dumka" has Ukrainian origin,
but in Dvofdk's oeuvre it became a rhapsodic, contrasting piece of elegiac and cheerful
segments and represents stylized, imaginary folklore.

Keywords: Dumka, Dvorak's Dumka, structural trope, song-dance pair, folklore.
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PAAVMOHUIIA / WORKSHOP

OLJA JANJUS (Austrija)
Ernst Krenek Institut, Krems

Stvar sa 12 tonova - tadasnje i sadasnje muzicko-obrazovne radionice Ernsta
Kreneka

Cilj izlaganja je predstaviti aktivne radionice Foruma Ernsta Kreneka koje se izvode u sklopu
privatne fondacije i Instituta Ernsta Kreneka: https://www.krenek.at/en/musikvermittlung.
Pored kratke istorije instituta, biografije kompozitora Ernsta Kreneka i opisa radionica i drugih
projekata u sklopu Foruma planira se prezentovati i Krenekov udZzbenik ,Kontrapunktske
studije — na osnovu dvanaestotonske tehnike” iz 1940. godine. U kratkoj usporedbi sa
udzbenicima i spisima drugih relevantnih autora (poput Herberta Eimerta) bic¢e tematizovane
nastavne metode i glavne tacke ucenja dvanaestotonske tehnike.

Klju¢éne rijeci: kompozicija, dodekafonija, kontrapunkt, radionica, muzicko obrazovanje.
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The matter with the 12 tones — Ernst Krenek's musical education workshops from
then and now

The aim of the presentation is to present the active workshops of the Ermnst Krenek Forum,
which are conducted within the private foundation and the Ernst Krenek Institute:
https://www.krenek.at/en/musikvermittlung. In addition to the short history of the institute,
the biography of composer Ernst Krenek and the description of workshops and other projects

within the Forum, it is planned to present Krenek's textbook "Studies on Counterpoint — Based
on the Twelve-Tone Technique" from 1940. In a short comparison with the textbooks and
writings of other relevant authors (such as Herbert Eimert), the teaching methods and the main
points of learning the twelve-tone technique will be thematized.

Keywords: composition, 12-tone technique, counterpoint, workshop, musical education.
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, Ernst Krenek Institute” in Krems (AUT) and has been teaching music theory at the University of Music
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