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Tvan Milenkovié ives_bg@yahoo.fr

Treli program Radio-Beograda, Beograd, Srbija

HETEROTOPIJA, ILI IGRA BEZ PRAVILA
UDK 793.2/.8

Prema klasi¢nom odredenju, igra se odreduje pravilima. Igra, to su pravila
igre. Nema igre bez pravila. Utoliko se moze re¢i da su pravila, istovremeno,
i deo igre i da su izvan igre. Pravila su nepromenljivi deo igre, odnosno
igramo po pravilima, ali se ne moZemo igrati pravilima. Pravila su, dakle, kao
nepodlozna promenama, ono dekontekstualizovano $to omogucuje kontekst.
Igra je moguca dok se ne poigrava sopstvenim kontekstom. Ako pravilo igre
uvedemo u samu igru, ako otvorimo moguénost da se pravilom poigramo, igra
to prestaje biti. Igra liSena konteksta nije igra.

Politika i umetnost, medutim, jesu igre koje ne zadovoljavaju odredenja
igre: ulog politike i umetnosti jesu sama pravila, s tim $to, u oba slu¢aja, ni
umetnost ni politika ne prestaju biti umetnos$cu i politikom ukoliko ne igraju
po pravilima, ve¢ uvode nova pravila u igru. Politika i umetnost su igre koje se
igraju igrom. No, da li se, onda, te dve oblasti uopste smeju nazvati igrom, ili
je upotreba reéi »igra“ u ova dva slu¢aja metafori¢na te se, uprkos zapletima s
metaforom kao svojevrsnom igrom, ni politika ni umetnost ne mogu imenovati
kao igre?

Da bismo pokusali da odgovorimo na to pitanje upusti¢emo se u analizu
slavnog pocetka knjige Reci i stvari Misela Fukoa. Fuko citira Borhesov tekst
koji, opet, citira ,izvesnu kinesku enciklopediju®. U toj enciklopediji, prenosi
Borhes, piSe da se Zivotinje dele na: ,,a) one koje pripadaju Caru, b) mirisljave,
c) pripitomljene, d) malu prasad, e) sirene, f) ¢udovista, g) pse na slobodi,
h) one koje su uklju¢ene u ovu klasifikaciju, i) koje se uzbuduju kao ludaci, j)
bezbrojne, k) nacrtane tankom ki¢icom od devine dlake, 1) et caetera, m) koje
su slomile kréag, n) koje iz daljine lice na muhe® U predlozenoj klasifikaciji
prepoznajemo samo jednu ,nas$u” referencu, ,Zivotinje koje su ukljucene u
ovu klasifikaciju® (klju¢na kategorija, doduse, dodaé¢e Fuko). Ta kategorija
upuduje na paradoks skupa svih skupova, na paradoks same klasifikacije, na
to da se ,nikad ne¢e modi definisati odnos izmedu svake pojedine skupine i
odnos koji ih sve zajedno povezuje kao sadrzaj i sadrzatelj. Ova klasifikacija
samom sobom prekoracuje klasifikatorski poredak ukazujuéi na odsustvo
mesta na kojem se odvija. Ona je, naprosto, liSena konteksta, jer odrednica
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»kineska enciklopedija“ ne da ni$ta ne pojasnjava, nego je konstitutivni deo
same igre. Pridev ,kineska“ ne upuduje na pravila te igre, dakle na kontekst,
nego, $to je za igru nedopustivo, u igru uvodi i sama pravila.

Analiza ovog teksta vodi nas ideji heterotopije koja dopusta odredenje
igre kao onoga sto se ne vezuje za odredeni kontekst, odnosno, onoga sto se
nuzno ne drzi pravila igre. Ta igra viSe ne podrazumeva podelu na srediste
i okolinu, ona nema centar — dakle, nema nepromenljiva pravila - a ono
$to je kvalifikuje za ime igre (onkraj psiholoskih odredenja poput zanosa,
samozaborava, zadovoljstva, uzivanja, prepustanja, itd) jeste upravo odsustvo
unapred datog poretka, te bise igra, iz ove perspektive, definisala kao desavanje
koje nema unapred dati prostor ve¢ ga, $to je najvidljivije u umetnosti — svojim
odigravanjem stvara.

Kljucne reci: igra, pravila, kontekst, heterotopija, Fuko, politika, umetnost.

Tvan Milenkovié ives_bg@yahoo.fr

Third program of Radio Belgrade, Belgrade, Serbia

HETEROTOPIA, OR GAME WITHOUT RULES

According to the classic definition, the game is determined by the rules.
Game means the rules of the game. There is no game without rules. Therefore,
the rules are said to be, at the same time, part of the game and outside the
game. The rules are unchangeable part of the game, i.e. people play by the
rules, but they can not play with the rules. The rules are, therefore, as non-
subjected to such changes, that what is decontextualized enabling context. The
game is possible until not playing with its own context. If the the game rule is
introduced into the game itself, if the possibility to play with the rule is open,
the game ceases to be the game. The game devoid of context is not a game.

Politics and art, however, are the games that do not meet the game
definition: the shares of politics and the arts are the rules themselves, except
that, in both cases, neither art nor politics cease to be art and politics unless
playing by the rules, but they introduce new rules into play. Politics and art are
games that play with the game. Do, then, these two fields should be named the
game at all, or the use of the word “game” in these two cases is metaphorical
and, despite the plots with the metaphor as a kind of game, neither politics
nor art can be designated as the games?

To try to answer this question, an analysis of the glorious beginning of
the book Words and Things by Michel Foucault will be done. Foucault cites
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Borges text, which again, quotes “a certain Chinese encyclopedia” In this
encyclopedia, reports Borges, it is written that the animals are divided into:
“a) those belonging to the Emperor, b) scented ones, c) domesticated ones, d)
small piglets, e) sirens, f) monsters, g) dogs on the loose, h) those included in
this classification, i) those that can be excited like crazy, j) innumerable ones,
k) the ones drawn with thin paintbrush from camel hair, 1) et caetera, m) those
that broke a jug, n) those that look like flies from a distance”. The proposed
classification recognizes only one “our” reference, “animals that are included in
this classification” (the key category, however, willadd Foucault). This category
refers to the set of all sets paradox, the paradox of the classification itself, to
that “the relationship between each individual group and the relationship
linking them all together as content and a constituent will never be defined”.
This classification by itself exceeds the classificatory order indicating the
absence of place in which it occurs. It is, simply, devoid of context, because the
term “Chinese encyclopedia” is besides explaining nothing, also a constitutive
part of the game. The adjective “Chinese” does not refer to the rules of the
game, i.e. the context, but, which is unacceptable for a game, introduces the
rules themselves into the game.

The analysis of this text leads us to the idea of heterotopia, allowing the
definition of game as that which is not linked to a particular context, and that
which is not sticking to, necessarily, the rules of the game. This game does
not imply any more the division of the center and the environment, it has
no center — therefore, no unchangeable rules - and what qualifies it for the
name of the game (beyond psychological definitions, such as ecstasy, oblivion,
pleasure, enjoyment, engagement, etc.) is actually the absence of the order
given in advance, so that from this perspective, the game would be defined as
occurrence without the space given in advance, but creating it, which is most
evident in the arts — by mere playing.

Key words: game, rules, context, heterotopia, Foucault, politics, art.
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Nell Rolnlck neil@neilrolnick.com

US4

PLAYING THE COMPUTER: COMPUTERS AS MUSICAL
INSTRUMENTS
UDK (681.828/.5 +004.38) : 78

After a brief examination of what it means to “play” a computer, it will
be traced the evolution of the approach to shaping systems around portable
computers which can be performed on with the flexibility and expressivity
expected from a musical instrument. The discussion progresses from the
earliest efforts at IRCAM in the late 1970s, through the use of the Synclavier
in the early 1980s, then the first midi systems — with a variety of interfaces
and controllers. The end is with examples of the current “instrument” and
the recent efforts to create chamber music in which the partners are actively
involved in playing the computer as it processes their sounds. The goal is to
have them all play (and play the computer) together.

Key words: computer, music, interactivity, interﬁzces, instrument, sampler,
synthesizer, performance, play, instrument design

Nell Rolnlck neil@neilrolnick.com

SAD

SVIRANJE NA RACUNARU: RACUNARI KAO MUZICKI
INSTRUMENTI

Nakon kraceg utvrdivanja znacenja sintagme “svirati na racunaru
pratice se evolucija pristupa oblikovanju sistema u okviru prenosnih ra¢unara
na kojima se moze izvoditi fleksibilno i ekspresivno kako je ocekivano od
muzi¢kog instrumenta. Diskusija se razvija od najranijih napora u IRCAM-u
krajem 70-ih, kroz kori$¢enje Synclavier-a ranih 80-ih, onda prvih midi
sistema — sa razli¢itim interfejsovima i kontrolorima. Zavr$ava se primerima
sadasnjeg “instrumenta“ i nedavnim naporima da se stvara kamerna muzika
gde su partneri aktivno uklju¢eni u sviranje na ra¢unaru dok on obraduje
njihove zvuke. Cilj je da svi oni sviraju (i sviraju na ra¢unaru) — zajedno.

Kljucne reci: racunar, muzika, interaktivnost, interfejsovi, instrument,
sempler, sintisajzer, performans, svirati, dizajn instrumenta.
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Egzeyuﬂ ]11)0951,; qu;c evgeniashow@ya.ru

Hopuawcx (Poccus)

BCEAEHHAA 1 KOCMMYECKAA DHEPTHUA B ACITEKTE
NCCAEAOBAHUMA ABJKEHHWA 1 CBOBOAHOTO TAHIIA
KAK METOAA ITO3HAHUS CBOEU CYIITHOCTU

UDK 793.3/.386 : 118

2KH3HbD - 3TO IIOCTOAHHOE ABH>KEHHE...

AIIOCTOAHHOE ABH?KEHHE - 9TO 2KH3Hb.

BceaeHHast ¢ ee KOCMHYECKHMM IIPOCTPAHCTBOM - OeCKOHEYHa, IOAHA
9HEPTUHU ABMXKYUIMXCS B HEH HM3BECTHBIX HaM M COBEPIIEHHO HENO3HAHHBIX
H A2)Ke HEBUAUMBIX 00BEKTOB, CTPYKTYP M SBACHHH TaKHMX KaK raAaKTHKH,
IIAQHETBI, METEOPUTHI, 00AaKa KOCMHYECKOH IIBIAH, MHKPOOODBEKTHI,
HeIO3HaHHbIE OObEKTBI H HAKOHEL, MOACKYADI, YaCTHIIbI, SAACMEHTBI, ATOMBL...
ABIDKYIIHECS B CBOEM YHUKAaAbHOM, HEITIOBTOPUMOM TeMIIE, CTHAE, AMHAMHKE,
PHTMe ¥ IEPUOAUYHOCTH... Bce OHM pOXXAQIOT CBOM YHHBEPCAAbHDIE ABHXKEHUA,
co3paBasl CBOH TBOPUECKHMI TaHel] 6e3 IIpaBHA BPEMEHH M IPOCTPAHCTBEHHBIX
OrpaHHYEHHH, COTBOPSA CBOUM TAOOAABHBIM ABMDKCHHEM SHEPTHIO JKH3HH...
JKusnm, xoTtopas paerca KaXKAOH KOCMHYECKOH 4YacTHIle, KOeH SABASETCA U
4EAOBEK... AASI IO3HAHHUA CYIHOCTH BceaeHHOM B cebe 1 cebst Bo BeeaeHHOH,
aTepaKTHBHO oTnpaBAsia B KocMoc MUKpO3apsia CBOMX MbICAEH, ACHCTBHH U
ABMDKEHMH... C IOMOIIbI0O KOTOPBIX caMa BceaeHHas pasBHMBaeTcs M >KUBET!
Mo>KeT AM 3TOT OIHCaHHBIH KPYr B3aHMOCBSSH OBITb BO3MOXHBIM? MoxkeT
AW ABYDKEHHE 3HEPTHH B TEA€ U Ayllle IIOMOYb TEAY M AyIle B ABM)KEHUHU
3Hepruu? MOXET AM 3TO OBITh METOAOM CAMOIIO3HAHMA, YIPaBAECHHS H
obHOBAEHHA CcBOeH, AaHHOHM u3 KocMoca, 3HEPTHH, B HCIIOAHEHHH ABIDKEHHUH
M3 COBPEMEHHBIX TEXHHK CBOOOAHOrO TaHIA?... MOXXeM AM MbI 4epes Hallle
ABH)KEHME TIO3HATb CBOIO CYIIHOCTD ?

ITonpobyeM OpHHTH K OTBETaM, Ha4aB aHAAH3 C YTBEPXKACHHH H
BbICKasbIBaHUH Beankoro I'enns - @eHoMeHa B HayYHOM MHpe, H300peTaTeas,
¢uarocoda, cepbeckoro ysenoro Huxoasr Tecaa, OH IPHUBOAHA HEBEpPOSITHbIE
MBICAHM O 9HEPTHH U €€ ABH)KEHHH B IIPHUPOAE.

ITo muenumio TecAbl, MBICAb, IIaMATb, ABMDKEHHE—3TO IIPOIECCHI C
obparnoii cBsspio (feedback), mosTomMy HEO6XOAMMO OTMETHTB, YTO IpPHU
IIOIIBITKE OCMBICAHTD CBOH BPOXKAEHHBIH Aap K H300peTaTeAbCTBY OH OCO3HAA
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1 poab KnbepHeTHKH KaK OTPaskeHHsI KOCMUYECKUX IIPUHIIUIIOB OPraHU3aLui
Marepuu ¥ nHPopManuu. CyTb ero reHus 6bIA B TOM, YTO BOCIIPUHSITOE UM U
BO3HHKIIIEE B €I0 OACO3HAHHUH II0A BAMSIHHEM BHEIIHErO MOAsI 6BIAO HHYEM
HHBIM, KaK KAPTHHOH KOCMHYECKHX [IPOLIECCOB HAH T€X XK€ CAMbIX IIPHPOAHBIX
3aKOHOB.

KocMoc AEHCTBYeT HCKAIOYHTEABHO HA IPHHLUIE BHOpauuu H
pesonaHca. HaxoHell, eCAM OKOHYATEABHO COTAACHTBCS, YTO BCS SHEPIHA
CHCTEMbI BOSHHUKAET I10A BO3ACHCTBHEM BHEILIIHETO HABEACHHS — HHAYKIMH, TO
A€TKO IIPEACTaBUTb KOCMOAOTHYECKYIO MOAEAD TeCABI KaK LieIb KOHIJEHTPUIHO
BpAIIAOLINXCS MATHUTHBIX moaeil. M1 B caMoM Aeae, BpamjaeTcs: [asakTHka,
Bpamjaercsi CoAHeYHas CHCTeMa BOKPYT LieHTpa ['aAaKTHKH, BpaIaeTcst 3eMAs
BoKpyr CoAHIla, BPAIJAalOTCSI MOAEKYABI, aTOMBI, 9ACKTPOHBL.. Bcé aT0 — He
9TO MHOE, KaK LIEABIH PsiA BPAILIAOLIMXCS MarHUTHBIX IIOACH, OIHMCBIBAEMBIX
OAHHM-CAMHCTBEHHBIM 3aKOHOM, T€M >X€, KOTOPBIH OBIA OTBETCTBEHEH 3a
[IPUBEACHHE B ABH)KEHHE HHAYKIIHOHHOTO MOTOpa TecAb!

“Tecaa-KocMoAOr  00sapas cBoeH (GHAOCOPCKOM M PEAMIHO3HOH
[O3HULHEH: «<APHCTOTEAb YTBEPXAAA, YTO B KOCMHYECKOM IIPOCTPAHCTBE
CYLIeCTBYET He3aBHCHMBIN BBICLIHIH AyX, IPHUBOASILIUI B ABH)KEHHE MATEPHIO,
M MBICAb — €rO TAaBHbIM aTpuOyT. TOYHO TaK Xe U 5 yBEPEeH, YTO €AMHBIA
Kocmoc 06beAUHEH B MaTepHaABHOM M AYXOBHOM CMbICAe. B kKocMmueckoM
[IPOCTPAHCTBE CYLIECTBYET HEKOE SAPO, OTKyAa MBI 4epIlaeM BCIO CHAY,
BAOXHOBEHHE, KOTOPOE BEYHO IPUTATHBAET HAC, sl IyBCTBYIO €rO MOLIb U €ro
LIEHHOCTH, II0ChIAA€MbIe MM I10 BCel BCeACHHOM M 9THM MOAAEp>KUBAOIIHE €€
B rapMOHHMH. 5] He IPOHUK B TalHy 3TOTO SIAPa, HO 3HAI0, YTO OHO CYILLECTBYET, U
KOTAQ 51 XO4Y IPHAATh €My KaKOH-AHGO MaTepHAaAbHBII aTPUGYT, TO AyMalo, 4TO
ato CBET, xoraa npITaroch IOCTHYb €r0 AyXOBHOE HadyaAo, 3T0 — KPACOTA u
COYYBCTBHE. ToT, KTO HOCHT B cebe 3Ty Bepy, YYBCTBYET CeOs1 CHABHBIM,
paboraer ¢ papOCTbIO, HOO U caM OLyIIaeT cebs YacThio 001 el FapMOHHK >

Kocmuyeckasi 9Heprusi IPOXOAHT 4Yepe3 Hallle TEAO, ABHDKUT HaMH,
AQeT HMITYAbCbI M BHOpaLMH, peakuuHu H.. AaeT HaM JKH3HB - [TOCTOSIHHOE
ABIDKEHHE, A€Aasl HAaC YacThio BceaeHCKoro mporecca, Aeaast HAC YaCTHLIAMU
- IPOBOAHHMKAaMH KOCMHYECKOM 9HEPTHH AAS IIO3HAHHS CYIIHOCTH cebs yepes
ABIDKEHHE, a 3HAYUT U BCeACHHOM B ee 6€CKOHEYHOM U IIOCTOSIHHOM ABFDKEHHH.

Karouesvie cnosa: cospemennvill maney, Xy00ieCmeeHHbll marey,
deuxcenue, Huxora Tecaa, Beeaennas, Kocmoc, snepeus.
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Eseenua ]})ogﬁu MYYK evgeniashow@ya.ru

Hopuacx (Pycuja)

CBEMHP 1 KOCMHNYKA EHEPI'HMJA CA ACITEKTA
HNCTPAKHNBAIbA IIOKPETA 1 CABPEMEHE UI'PE
KAO METOA CITO3HAJE COIICTBEHE CYIITUHE

2KHBOT JE HEIIPECTAHO KPETAKbE...
A HEIIPECTAHO KPETABE JE 2 KHBOT

CBeMHDp M BeroB KOCMHYKH IPOCTOP je becKoHayaH, ITyH eHepryje HaMa
IIO3HATHX U ITOTIYHO HEIIO3HATHX, YaK H HEBHASHUBHX 00jeKaTa KOjH ce y IeMy
kpehy, cTpykTypa M mojaBa IOIYT rasakcHja, IAaHeTa, METEOpPHTa, 0OAaKa
KOCMHYKe IpalliHe, MHKPOOOjeKkaTa, HECIIO3HATHX ObjeKkaTa M, HAIIOCAETKY
MOAEKYAQ, YECTHI]A, EAEMEHaTa, aTOMa... KOjH ce erhy CBOjHUM jEAMHCTBEHHM,
HEIIOHOBASHMBHM TEMIIOM, CTHAOM, AMHAMHMKOM, PUTMOM M IlepHOAHYHOIIY...
CBH OHHM YMHE CBOje YHHBEp3aAHE IOKpeTe, cTBapajyhm cBojy cTBapasadxy
HUrpy ocaoboleHy BpeMEHCKHMX M IIPOCTOPHHX OrpaHHUera, crBapajyhn
CBOjHMM TAOOAAHHMM IIOKPETOM €HEepPrHjy KHBOTA... JKHBOTa KOjH je AaT CBaKoj
KOCMHUYKO] YEeCTHIIH, I1a U YOBEKY... paAu crosHaje CBeMupa y cebu u cebe y
Caemupy, arepaktusHo Imasyhn y KocMoc HaseTe CBOjUX MHCAM, PaAmH U
moxperta... momohy xojux ce 1 cam CBeMHup pasBHja M KUBH! Aa AH OBaj OIIMCAHU
KPYT y3ajaMHe Be3e MoXKe 6uTH Moryh? Aa AM KpeTame eHeprHyje y TEAy U AYIIH
MO>Ke ITOMONM TeAy M AYIIM y KpeTamwy eHepruje? Moxke AM TO GHTH MeETOA
CaMOCIIO3Haje, ycMepaBama U OOHaBmara COICTBEHE CHEPIrHje AOOHjeHe H3
Kocmoca y usBohemy mokpera caBpeMeHHX TEXHHKa CAOOOAHE Hrpe?... Aa AH
MO>XEMO IIPEKO CBOjHX IIOKPETA CIIO3HATH COICTBEHY CYLITHHY ?

IToxymrajmo Aohm A0 0ArOBOpa, IIOYEBIIN aHAAU3Y TBPAbAMa H HCKa3HMa
Beaunkor I'ennja — ®eHoMeHa U3 cBeTa HayKe, IPOHaAa3ada, pruao3oda, CpICKOT
HayyHuKa Huxoae Tecae, Koju je H3BHOCHO HeBEpOBaTHE MHCAHM O €HEPTHjH H
EHOM KPeTamy Y IPHPOAH.

ITo TecAMHOM MHIINEHY, MHCA0, TaMherse, KpeTame — TO Cy IPOLIECH ca
nospaTHoM BeaoM  (feedback) u HeonxoaHo je ucrahu Aa je mpu nokymajy
Aa OCMHCAH CBOj ypoleHH MpoHaAa3auKy Aap, cxBaTHO u yaory KubepHernke
Kao oapasa KocMHUYKHMX NpHHIIMIIA OpraHU3alldje MaTepHje U HH$opMalHje.
CymTHHa BberoBe reHHjaAHOCTH 6HAQ je Y TOME Aa OHO HEPLUIMPAHO U OHO
HACTaAO Y IErOBOj IIOACBECTH IIOA YTHIAjeM CIIOsAIIIbEr HHje OMAO HHIITA
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APYTO AO CAMKa KOCMHYKHX IIpOLleCa MAM THX HCTHX IPHPOAHHX 3aKOHa.
Kocmoc ¢pyHKUMOHMIIIE UCKAYIHBO IO MPHUHIKIY BHOpalMje ¥ pe3oHaHIE.
HamocaeTky, YKOAHKO ce KOHAa9HO CAOXKHMO C THM AQ OBa €HEPruja CHCTeMa
HaCTaje MOA YTHIQjeM CIOMbAIIIEr IMOACTHIAja — HMHAYKLIMjE, OHAQ HaM je
AAKO AQ 3aMHCAMMO TeCAMH KOCMOAOIIKH MOAEA KaO AaHall KOHIIEHTPHYHHUX
ob6pTHHX MarHeTHux mosa. M y crBapu okxpehe ce T'aaaxcuja, okpehe ce
Cynues cucreM oko neHTpa 'aaakcuje, okpehe ce 3emma oxo Cynija, okpehy
Ce MOAEKYAH, ATOMH, €ACKTPOHH... CBe TO HHje HUIITA AO YUTAB HU3 OOPTHUX
MarHeTHHX II0/,a, ONIHCAaHUX jeAHHM jeAUHCTBEHHUM 3aKOHOM, HCTHM OHHM KOjH
je 610 0ATOBOpAH 3a IOKpeTame TeCAHHOT HHAYKIJHOHOT MOTOpA.

»I10  ¢uAO30PCcKOM M pPEAHIHMO3HOM YyBepewy Tecae-KOCMOAOTa:
»APHCTOTEA je TBPAHO AQ Y KOCMHYKOM IPOCTOPY ITOCTOjH HE3aBHCHH BHIIIH
AyX Koju mokpehe MaTepHjy 1 MHCAao — BerOB FAABHH aTpHOYT. YIIpaBO TaKo caM
M ja cHTypaH Aa je jeAnHcTBeHH KocMoc 06jeArbeH MaTepHjaAHOM U AyXOBHOM
CYIITHHOM. Y KOCMHYKOM IIPOCTOPY IOCTOjH HEKaKBO je3rpo M3 KOra MH
LPIIKMO CBY CHary, HapaxHyhe u Koje Hac 3ayBex IIpHBAauH, ja ocehaM merosy
Moh, merose BPeAHOCTH, KOje OHO Inasme 1o neaom CBeMupy u 3axBasyjyhu
KOMe y BhEeMY BAaAa XapMOHHja. Ja HHCaM IPOHHKAO Y TajHY TOT je3rpa, aAH
3HAM AQ OHO IIOCTOjH H KaAad )KEAHM Aa My IIPUIHIIEM 6HAO KaKaB MaTepHjaAHH
aTpuOyT, MuCAUM Aa je To CBETAOCT, a xapa MOKyIIaBaM Aa IPOHHUKHEM Y
EETOBO AYXOBHO HaueAo, T0 je — AETIOTA 1 CAOCERAIBE. OHaj ko y cebu
HOCH TakBY Bepy, oceha ce jakum, paau ca paporhy, jep ce u cam oceha xao aeo
OIIITE XapMOHHje.”

KocMmuuka eHepruja mpoaasu Kpos Hallle TeA0, okpehe Hac, paje ummyace
U BUOpaIyje, peakuyje H... Aaje Ham JKHBOT — HelpeKMAHO KpeTame, YnHehn
Hac AeaoM CBeMHpPCKOT Iporjeca, yuHehH Hac 4ecTHIjaMa — IIPOBOAHHMIIMMA
KOCMHYKE €HEepTHje, paAu CIIO3Haje CBOje CYUITHHE KpPOo3 KpeTame, a THME U
CBeMHupa y 1erOBOM 0ECKOHAYHOM M HEIIPEKHAHOM KpETamby.

Kuwyune peun: caspemena uepa, ymemuuuxa uepa, c10600na uzpa, noxpem,
Huxona Tecaa, ceemup, kocmoc, enepeuja.
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IGRA U ISTORIJI KULTURE I UMETNOSTI
PLAY IN THE HISTORY OF CULTURE AND ART



Cawa P HﬂHMOBu;Z sat.pantovic@gmail.com

Yuusepsumem y Kpazyjesyy, Quroromxo-ymemnuuxu paxyimen, Cpéujﬂ

UTPE TAKMHUYEIbA (ATOH) OA TEMEMbA Y PA3BOJY
LIMBUAM3ALIMJA AO EAEMEHTA CABPEMEHOT
U3BOBAIITBA

VAK 78.071.2 : 371.384

V cTBapamy CBHX O6AHKA APYIITBEHOT )XMBOTA YKa3aHO je Ha H3Y3€THO
NnAopaH GaKTOp UTpe; Y MOAEPHO]j eBPOIICKOj TEPMHUHOAOTH]H Y IOAPYYje UTpe
crmapa u aroH (TakMudeme). XOAaHACKH HCTOpudap JoxaH XyHSHHIA, Y CBOM
Aeay Xomo aydenc, HCTHYE AQ je TAaKMHUYCHE Yy HIPH, KAO MMIIYAC APYLITBA,
OAYBEK HCITYyEHaBaAO >KMBOT M IOACTHIIAAO HA PasBOj PasAHYHTHX OOAHKa
apxauyHe KyAType. Y UI'DH — TAKMHUYEHY C€ POAHO KYAT, IECHHILITBO, MYAPOCT
U 3Hambe, a U3 jeAHe APYLITBEHE UTpe MPOUSHUILIAO je U IpaBo. Mucao o arony
Kao HajBa>KHHjeM €AEMEHTY APYIITBA Be3aHa je 3a XeACHCKY KYATYPY. OA BbeHor
ITOCTAHKA I1a A0 AAHAC TAKMHYEHE HHje 6MAO TOAUKO OAHCKO HHjEAHO] HYACKO]
A€AATHOCTH Ka0 MY3HIIH.

IIpoy4aBameM HCTOPHje UTapa — TAKMHYCHA — CIIO3HAAH CMO A3 je FbHXOB
ITOKpeTad cCA000AA, a [IOLITOBakbe IIPaBHAA UX IIPeTBapa y 3HaYajaH U IPECYAQH
eaeMeHaT Kyarype. CaBpeMeHa TaKMHYeHa y MYSHIKOM H3BODaIITBY HMajy
ABOAVMEH3HOHAAHH KOHIICIT: ,TAKMHYCEba IIPOTUB APYTHX " HAH ,,TaKMHUYCHA
MoTHBanuje. YkasoM Ha 3a60paBmeHy ped “Urpa’ HCIIPeA CaBPEMEHOT II0jMa
TakMH4ere, AeprHucaheMo pellierbe OBe 3aTOHETKe.

Kuwyune peun: uzpa, maxmuueroe, XeAeHCKA KYAMYPA, MY3UKd, CABPEMEHO
u3sohawmmao.
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Sﬂi’ljﬂ R. Pantovié sat.pantovic@gmail.com

University of Kragujevac, Faculty of Philology and Arts, Serbia

GAME-CONTESTS (AGON) SINCE THE ESTABLISHMENT
OF CIVILIZATIONS UNTIL THE ELEMENTS OF
CONTEMPOREARY PERFORMANCE

The establishment of all forms of social life pointed to a game as an
outstandingly fruitful element; the domain of agon (contest) in modern
European terminology includes games as well. In his work Homo Ludens,
a Dutch historian Johan Huizinga emphasized that the contest in a game as
an impulse of a society, had always been an integral part of life and inspired
the development of diverse forms of archaic culture. A game-contest was the
origin of a cult, poetry, wisdom and knowledge, and one social game resulted
in the law as well. The idea of agon as the most significant element of a society
is related to Hellenistic culture. Since its beginnings until today, a contest has
never been so close to any human activity as it is to music.

By studying history of game-contests we learned that freedom was
their initiator, while compliance with the rules transformed them into a
significant and decisive element of culture. Contemporary competitions in
music performance have a two-dimensional concept: “competition against
others” or “contest of motivation” By pointing out the forgotten ford “game”

before the contemporary term “competition”, the solution of this puzzle will
be defined.

Key words: game, competition, Hellenistic culture, music, contemporary
performance

25






I1

IGRAKAO IZVOR KULTURE I UMETNOSTI
PLAY AS ASOURCE OF CULTURE AND ART



Corwa C. Lsemxosuh cvetkos@ms.rs

Yuusepsumem y Huury, Qaxysmem ymemunocmu, Cpﬁujﬂ

KOHUIEIIT TEAECHE KYATYPE U MOAEPHE UTPE MATE
MATABHUHOBHWER Y HAIITUCUMA MY3NIYKHNX KPUTHUYAPA
N3MELY ABA CBETCKA PATA

VAK 78 + 796.412.2 : 929 Maza Mazasunosuh

VYMETHHYKH, IIeAArOIKM M IIPOCBETHTESCKH  pap  Mapuje-Mare
MarasunoBuh (1882-1968), mpBe 3acTyIHHIlE MOAEPHE HIPE M PUTMHYKE
rumHacTuKe y Cpbuju, peMHHHCTKHIbE, Kopeorpada M TeopeTHdapa IIAeca,
IIOCA€ ACLIeHH]ja 3a00paBa y IOCACPATHOM IIEPHOAY, AKTYEAH30BaH je M CATACAAQH
U3 PasAMYHTHX (HCTOPHjCKHX, KYATYPOAOIUKHX, HACOAOLIKHX) acIlieKara
y oapehenom 6pojy papoBa HoBHjer aaryma. O HacTynmuMma meHe ,Illkoae
3a PHTMHKY H IAACTHKY H3Mel)y ABa cBeTcka para IHCAAHM Cy MCTaKHYTH
HHTEACKTYaAIlH PpasAMYUTHX npodHaa y BopechuM AHEeBHHM AMCTOBHMA:
¢unrosod Kcennja Aranacujesuh, erHokopeosor /oybura Jankosuh, mecHHK
Munan AeAMHAl, IO30OPHIIHHM peAUTes H Teoperhdyap Pamra ITaaosuh,
kibKeBHUK CTaHKncAaB BuHaBep. Y okBUpHMa CBOT KOHIIENITA TEAECHE KYATYPE,
puTMHYKe (IIAACTHYHE) THMHACTHKE H YMETHHUYKe urpe, Mara MarasunoBuh
je, uamelyy ocraaor, pasmarpasa u ¢pyHkiujy Mysuke (OAHOC yMETHHYKE UTpe
npema Mysunu). MHTepecaHTaH je H H360p KOMIIO3HIIMja, HAPOYUTO Aomahmx
ayTopa, Koje Cy IMMOCAY>KHAE K0 OCHOB HeHHUM KOpeorpapCcKuM NnocTaBkama. ¥
OBOM paay pasMaTpaheMo pereniujy kpeaTHBHOT pasa Mare MarasuHoBrh
KpO3 TEKCTOBE HCTaKHYTHX MYSHUYKHX KpuTHuapa MelhypaTHor mnepmopa
(Musoja MusojeBuha, Musenxa >Kusxosuha, Bpanka Aparyrunosuha,
Aparyruna Yoanha).

Kuwyune peun: Maza Mazasunosuh, pummuuxa sumMnacmuxa, mooepar
naec, Munoje Musaojesuh, mysuuxu xpumuuapu usmely 08a ceemcka pama.
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Sonja S. Cvetkovi¢ cvetkos@mis.rs

University of Nis, Faculty of Arts, Serbia

MAGA MAGAZINOVIC’S CONCEPT OF BODY CULTURE AND
MODERN DANCE IN THE WRITINGS OF MUSIC CRITICS
BETWEEN THE TWO WORLD WARS

Artistic, pedagogical and educational work of Marija-Maga Magazinovi¢
(1882-1968), the first representative of modern dance and rhythmic
gymnastics in Serbia, feminists, choreographer and dance theorist, after
decades of oblivion in the postwar period, is actualised and analyzed from
different (historical, cultural, ideological) aspects in a number of articles of
recent date. Prominent intellectuals of different profiles (philospoher Ksenija
Atanasijevi¢, dance ethnologist Ljubica Jankovi¢, poet Milan Dedinac, theatre
director and theorist Rasa Plaovié, writer Stanislav Vinaver) wrote in the
leading daily newspapers between the two world wars about the performances
of Maga Magazinovi¢ “School for rhythmic and plastic”. Within the framework
of its concept of physical culture, rhythmic (plastic) gymnastics and modern
dance, she discussed, among other things, about function of music (The
relationship between artistic dance and music). Also, it is interesting the
choice of music, especially compositions of Serbian authors, which served as
the basis for its choreographic settings. In this paper, the discussion is about
the reception of creative work of Maga Magazinovi¢ in writings of prominent
music critics of the interwar period (Miloje Milojevié¢, Milenko Zivkovi¢,

Branko Dragutinovi¢, Dragutin Coli¢).

Key words: Maga Magazinovic, rhythmic gymnastics, modern dance,
Miloje Milojevié, music critics between the two world wars
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Aleksandra S. Dordevié alexys_cello@yahoo.com

Univerzitet u Beogradu, Fakultet politickih nauka, Srbija

BALET NA SCENI NARODNOG POZORISTA U BEOGRADU
IZMEDU DVA SVETSKA RATA

UDK 792.82 “1918/1941 Narodno pozoriste, Beograd

Istorija baleta u Beogradu zapocinje po zavrsetku Prvog svetskog rata i
vezana je za grupu ruskih umetnika koji su se na ovim prostorima obreli bezeci
od Oktobarske revolucije i ruskog gradanskog rata. Prve baletske tacke u
Beograduizvodene su1919.godine u okviru operskih predstava, dabive¢ 1922.
u okviru Narodnog pozori$ta bio formiran samostalni baletski departman sa
$estoro igraca. Do postavke prvih nacionalnih baleta nije proslo mnogo, a za to
vreme beogradska publika imala je prilike da se upozna sa repertoarom koji je
podrazumevao najznacajnije baletske spektakle u istoriji igre. Igrac¢ii pozori$ni
radnici su se za to vreme susreli sa ¢itavim nizom poteskoca, od neadekvatnih
prostora za igru, manjka stru¢nog osoblja, do publike ¢ije kulturne prakse
i estetske navike nisu blisko povezane sa umetnickom igrom i klasi¢nim
baletskim nasledem. U tom smislu, doajeni baleta u Beogradu bili su ujedno
misionari, edukatori i kreatori kulturnog zivota jugoslovenske prestonice.

Kljucne reci: Balet, Narodno pozoriste u Beogradu, ruska emigracija.
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Aleksandya S. Djordjevi¢ alexys_cello@yahoo.com

University of Belgrade, Faculty of Political Science, Serbia

BALLET AT THE NATIONAL THEATRE IN BELGRADE
BETWEEN TWO WORLD WARS

History of Ballet in Belgrade begins after First World War, and it is related
to a group of Russian artists who had found themselves in this region fleeing
from the October Revolution and the Russian Civil War. The first ballet pieces
were performed in Belgrade in 1919 as part of opera performances. In 1922
independent Ballet department with only six players has been formed as a part
of the National Theatre in Belgrade. Belgrade audience had the opportunity
to meet with a repertoire which included the most important ballet spectacles
in the history of dance, and the first national ballet was performed only few
years after that. Dancers and theater workers in the beginning had a lot of
difficulties - from inadequate space for dance, lack of professional staff, to an
audience whose cultural praxis and aesthetic habits were not closely related to
artistic dance and classical ballet heritage. Hence, the founders of the ballet in
Belgrade were also missionaries, educators and creators of cultural life in the
capital of Kingdom SHS/Yugoslavia.

Key words: Ballet, National Theatre in Belgrade, the Russian emigration.
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METODICKO - DIDAKTICKI ASPEKTI IGRE
METHODOLOGICAL AND DIDACTIC ASPECTS
OF PLAY AND GAME



Katarina V. Tritunovié kae.trifunovic@gmail.com

Univerzitet u Beogradu, Filozofski fakultet, Srbija

IGROLIKI PEDAGOSKI METOD BRANKA KOCKICE KROZ
PROSTORIKROZ VREME

UDK (37.01 : 069.12) + 371.3 Branko Kockica

U radu ¢e se razmatrati igroliki pedagoski metod Branka Kockice u
izgradnji koautorskog prostora u zajednickoj igri dece i odraslih. Poredeci
razli¢ita poimanja igre u radovima Johana Huizinge, RoZea Kajoa, Hansa
Georga Gadamera i Eugena Finka tumaci se odnos ucesnika u reziranoj igri
Branka Kockice i gledalaca koji prate igru na malim ekranima. Znacaj igre se
povezuje sa situacionisti¢kom potrebom za stvaranjem situacija i poigravanjem
sa arhitekturom, vremenom i prostorom. Interpretacijom epizoda obrazovne
televizijske serije Kocka, kocka, kockica, koje se bave fenomenom ocuvanja
nasleda i recepcije umetnosti, razmatraju se mogucnosti primene ovog metoda
u muzejskoj pedagogiji, izmestanjem igre na jedno od tzv. Fukoovih drugih
mesta.

Kljucne reci: igra, Branko Kockica, umetnost, muzejska pedagogija.
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Katarina V. T?"l‘ﬁ/tﬂOZ/l.C/ kae.trifunovic@gmail.com

University of Belgrade, Faculty of Philosophy, Serbia

BRANKO KOCKICA’S PLAY - LIKE PEDAGOGICAL METHOD
THROUGH THE SPACE AND TIME

In this paper it will be discussed Branko Kockica’s pedagogical method
in construction of co-author space in children and adult’s cooperative play.
By contrasting different understandings of play in Johan Huizinga, Roger
Caillois, Hans Georg Gadamer and Eugen Fink’s works, the relationship
between participants in Branko Kockica’s directed play and viewers who are
sitting in front of tv screens shall be explicated. The importance of play will be
connected with the Situationist’s urge for creating situations and for tittuping
with architecture, space and time. By interpreting episodes of educational
TV sequel Kocka, kocka, kockica, dealing with the phenomenon of heritage
preservation and reception of art, it will be considered possibilities of using
this method in museum pedagogy practice in, so-called, the other spaces
according to Foucault.

Key words: play, Branko Kockica, art, museum pedagogy

Nutasa Tasié solfedjo018@yahoo.com

Visoka skola strukovnih studija za vaspitale, Krusevac, Srbija

ULOGA MUZICKIH IGARA U OBRAZOVANJU ZA
DEMOKRATIJU: SLUCAJ STUDIJA "MUSICORN*

UDK 373.2.78 + 793 MUSICORN

Ovajrad oslanja se na stanoviste filozofa Marte Nusbaum da u savremenim
obrazovnim sistemima paradigma ljudskog razvoja sve ¢e$¢e ustupa mesto
modelu ekonomskog razvoja. Iz tog razloga se smanjuje udeo humanistike u
kurikulumima na svim nivoima, pa ¢ak i u drustvima koja se smatraju izrazito
demokratskim. Time se potcenjuje uloga umetnosti u edukaciji, dok se u prvi
plan postavlja teznja ka uspehu na polju prirodnih i tehni¢kih nauka.

Smatram da se kroz obrazovanje, pre svega, mora negovati celovitost
li¢nosti ¢oveka, a u tom procesu sve umetnosti, pa tako i muzika, zauzimaju
centralno mesto. Predmet ovog rada su muzicke igre u obrazovanju dece
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predskolskog uzrasta. Baviéu se studijom slu¢aja koja obuhvata analizu
pedagoskih metodaikonkretnih igara koje se primenjuju u studiju ’Musicorn®
u Ni$u. Dobijene rezultate uporedi¢u sa listom sposobnosti koje, prema Marti
Nusbaum, moraju da se razviju kod svakog pojedinca u okviru obrazovnog
procesa. Na taj na¢in ukazac¢u na doprinos muzickih igara u procesu formalnog
i neformalnog obrazovanja za demokratiju.

Kljucne reci: muzicke igre, obrazovanje, demokratija, umetnost.

Nuatasa Tasié solfedjo018@yahoo.com

Pre-school Teacher Training College, Krusevac, Serbia

THE ROLE OF MUSICAL PLAY IN EDUCATION FOR
DEMOCRACY: CASE STUDY STUDIO “MUSICORN”

This paper is based on Martha Nussbaum’s hypothesis on dominance of
economic over human development in contemporary educational systems.
This trend, even in traditionally democratic societies, diminishes the role of
humanistic sciences and underestimates the importance of art in education.
On the other side, it overemphasizes the achievements in the field of natural
and technical sciences.

Education must foster wholeness of human’s personality. In this process,
arts and music should have crucial function. Subject of this paper is the role of
musical plays in pre-school education. As a case study, pedagogical methods
and concrete musical plays used in Studio Musicorn in Ni§ will be analyzed.
Findings of the study will be compared with the list of capabilities that,
according to Nussbaum, should be developed by each individual during his
or her education. Finally, the endowment of musical plays in the process of
formal and informal education for democracy will be pointed out.

Key words: musical play, education, democracy, art
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]OBéZHéZ Aoﬁpujeguh jovana9l.zemun@gmail.com

Beozpad/Hosu Cad, Cpbuja

AOXKHNBASAJHO-CASHAJHHN ACIIEKTH ITPUMEHE AEYJHUX
MY3HUYKHNX HIAPA Y HACTABM IIPEAMETA MY3HU4YKA
KYATYPA

VAK (37.016 : 78 + 371.31) : 793

ITocmarpajyhu pasBoj peTeTa, 0A IPBHUX KOpaKa I1a CBE AO LIKOACKHX AQHa,
MO>e Ce 3aKM,YUYHTH Ad Ce IleCMa M MIpa jaBapajy FOTOBO yBeK 3ajepaHo. Mrpa
IIpeACTaBs>a HAJIPUPOAHHJHU M HAjAOCTYIHMjH HA4yMH Acdjer HM3pajkaBama,
MHCAOHOT aHTa)XOBamla, YKmY4YHBama Yy CBET OAPACAHMX, COIMjaAH3allHje,
aAH M CcIo3Haje cBera oko cebe. MMajyhu oBo Ha yMy, y pasBojy MysHuKe
AMYHOCTH YYEHHKA, II0Ce0aH 3HaYaj ce IPHAAje AeYjuUM MysHIKuM urpama. OHe
IIPEACTaBA,Ajy BHIIECTPYKO KOPHCHO AMAAKTHYKO CPEACTBO KOjHM MOXKEMO
ACAOBATH Ha Pas3BOj MySHYKHX CIOCOOHOCTH ydeHHKa: ocehaja 3a Mysmuxu
PHTaM, MEAOAHjCKY Pppasy, MySHIKY MEMOPH]Y, My3HUKY KPEaTHBHOCT, a TaKohe
HM KPO3 HTPe MOXKEMO IPUOAKHUTH AMHAMHUYKE, aTOTMYKeE, [1a YaK ¥ XapMOHCKE
¢denomene. IIpuMeHOM MY3HYKHMX HTapa, y NPETIOjMOBHOM IIEPHOAY yU€Ha,
ydenuiu he AOKHBAABATH Pa3SAHYHTE I10jaBe U3 CBETa My3HYKe YMETHOCTH KOje
he norom, y mporjecy onojMmema, 6UTH 0OjallbeHe U TPAHCIIOHOBAHE Y HOTHO
mucMmo. Pap he ykasaTu Ha AMAQKTHIKY BPEAHOCT OBOT OOAMKA aKTHUBHOCTH Y
HacTaBH IpepMeTa My3HdKa KYATypa, Ha y3pacTy OCHOBHE IITKOA€, ca GOKycoM
Ha IIPOLIeC AOXKHBAABAKA U CABAAAABAIbA MYSHIKHX GeHOMeHa npeaBul)eHnx
HaCTaBHUM IIPOTPaMOM.

Kwyune peun: mysuuxa uzpa, 00iusvaj, passoj, 0CHOBHA WKOAA, MY3ULKA
Kyamypa.
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]O‘Uéli’ld Dabrz'jevz'c’ jovana9l.zemun@gmail.com

Belgrade/Novi Sad, Serbia

EXPERIENTIAL AND COGNITIVE ASPECTS OF THE
APPLICATION OF CHILDREN’S MUSICAL PLAY IN TEACHING
THE SUBJECT OF MUSIC EDUCATION

In observing a child’s development, from the first steps to starting
school, one arrives at the conclusion that song and dance generally manifest
together. The play represents the most natural and accessible form of
children’s self-expression, cognitive engagement, participation in the adult
world, socializing, as well as cognition of the surrounding world. With this in
mind, musical play acquires poignant meaning in developing students’ musical
personality. It represents a multi-faceted, useful didactic means through the
use of which one can develop students’ musical abilities — the sense of musical
rhythm, melodic phrasing, musical memory and musical creativity, and can
also acquaint students through play with phenomena of dynamic, agogic and
even harmonic kind. In pre-notional learning phase, through application of
musical play the students will experience different notions from the world
of musical art, which will subsequently, in the process of conceptualization,
be explained and transcribed into notation. The paper will point to didactic
value of this type of activity in teaching the subject of Music Education to
elementary school age group, with a focus on the process of experiencing and
mastering musical phenomena foreseen in the curriculum.

Key words: musical play, experience, development, elementary school, music
education
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Becna 38]76187608%;1 vesszdravkovic@gmail.com

Yuusepsumem y Huuyy, ITedazouxu paxyamem y Bpawy, Cpouja

Mﬂpﬂjﬂ ,AejiCOBZ/th peticavranje@gmail.com

Bpawe, Cpouja
MY3HNUYKO UT'PAILE Y PABPEAHO] HACTABU
YVAK (37.026: 78) : 793

CaBpeMeHO cxBaTame BacllUTama H OOpasoBarma IIOApasyMeBa AETE
KOje je MaKCHMaAHO aHTaXXOBAaHO y MHTEAEKTYaAHOM IIOTAEAY, A€TE Koje je
CaMOCTAAHO Y CTHIJalby HOBHX 3Hama U AMPEKTHO YKAYYEHO y HaCTaBHH
nporiec. Hajoosn HauHH Aa ce YYEHHIM INTO BHIIE YKiyde U OYAYy aKTHBHU
YMHHOLM HACTABHOT IIPOLIeCa jeCTe HYAUTH HM OHO ILTO je BHMa HajOAKe U
HajIIo3HATHje, a TO je CBaKaKo Mrpa. PaspesHa HacTaBa OOHAyje capp)KajuMa
KOjH Cy IIOTOAHH 33 IPUMEHY Pa3HOBPCHHX AHMAAKTHYKHX MYSHYKHX Hrapa
Koje he yyeHHKe BHIIIECTPYKO MEHTAAHO aHI'AXKOBATH ¥ OMOI'YhHTH UM AQ KPO3
Urpy H 3abaBy yCBOje eA€MEHTAapHE [TI0jMOBE U3 TEOPHje My3HKE.

V paay he 6utu pasmarpaHe Heke MOryhHOCTH AOXHBAAja M CXBaTama
My3HYKHX II0jaBa M 3aKOHHTOCTH IIpH MY3HYKOM HIpamy, a AETasHO
00pasAOXKEHH PE3YATATH AOOMjEHH CTATHCTHIKOM 0OPaAOM — CKaAa IpOLieHe,
HaKOH OAP>KaHOI HACTaBHOT Yaca.

Kuyune pewu: uzpa, oudaxmuure mysuuxe uzpe, OUHAMULKO HUJAHCUPArbe.
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Vesna Zdravkovid vesszdravkovic@gmail.com

University of Nis, Teacher-training Faculty in Vianje, Serbia

Mélﬂl].d DCi]kOUlC: peticavranje@gmail.com

Viange, Serbia

MUSIC GAMES IN CLASS TEACHING

Modern concept of upbringing and education involves a child maximally
engaged intellectually, a child independent in gaining new knowledge and
directly involved in the teaching process. The best way to include students and
make them become active participants in the teaching process is to offer what
is closest and most familiar to them, and that is certainly play. Class teaching
abounds with the contents adequate for application of various didactic music
games which shall engage the students in many ways and enable them to
acquire elementary concepts in theory of music through play and fun.

In this paper the author will discuss some possibilities of experiencing
and understanding music phenomena and rules of music games, and the results
explained in details and obtained by statistical processing - scale of estimation,
after teaching a class.

Key words: game, didactic music games, dynamic shading.

danijela63@yahoo.com

Danijela D. Stojanovic

Univerzitet u Nisu, Fakultet umetnosti, Srbija

PRAVILA ILI IGRA ,,RITMICKIH VRSTA“ U PROUCAVANJU
VOKALNOG KONTRAPUNKTA

UDK 781.42 : 371.3]. J. Fuks

Osnovni zadatak i cilj nastave kontrapunkta je prakti¢no ovladavanje
kontrapunktskim tehnikama, razvijanje polifonog sluha kod uc¢enika, osposo-
bljavanje za slu$no i analiti¢ko opazanje vise melodijskih linija u polifonoj
muzici, osposobljenost u¢enika za samostalno izgradivanje polifonog stila i
pisanje polifonog oblika.
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Kontrapunkt se kao tehnika komponovanja izu¢ava od 9. veka, sa pojavom
prvih viseglasnih oblika, preko razli¢itih $kola kompozitora, a samim tim i raz-
voja teorije i nauke o kontrapunktu. S obzirom na njegov dug istorijski razvojni
put, veliki broj teoreti¢ara bavio se njegovim izu¢avanjem, od kojih je najvise
znacaja za razvoj kontrapunkta imao Johan Jozef Fuks. On u teoriju postepenog
savladavanja kontrapunkta kao vestine uvodi metodu ,,ritmickih vrsta®

U radu ¢e biti predstavljena Fuksova definisana pravila za izucavanje
slobodnog dvoglasnog stava u svih pet ritmic¢kih vrsta (1:1, 2:1, 4:1, sinkopi-
rani kontrapunkt i floridus), koja se u nastavnoj praksi mogu primeniti i kao
dve samostalne melodijske linije u vokalnom kontrapunktu, u dosadasnjoj
muzic¢koj pedagogiji pokazao se kao veoma uspesan, te susamim tim ,,ritmicke
vrste® postale obavezni metodski postupak.

Kljucne reci: Vokalni kontrapunkt, Johan Jozef Fuks, pravila, igra ritmickih
vrsta, metodski postupak.

Danijela Dj. Stojanovié danijela63@yahoo.com

University of Nis, Faculty of Arts, Serbia

RULES OR PLAY OF “RHYTHMIC TYPES” IN STUDYING
VOCAL COUNTERPOINT

The main task and the goal of teaching counterpoint is practical mas-
tering of contrapuntal techniques, development of polyphonic hearing of stu-
dents, training for hearing and analytical observation of more melodic lines
in polyphonic music, training students for individual forming of polyphonic
style and writing polyphonic form.

Counterpoint as composing technique has been studied since 9th cen-
tury, when the first polyphonic forms appeared, through different schools of
composers, and therefore the development of the theory and science of coun-
terpoint. Due to its long historical development, a great number of scholars
were engaged in its studying, of which Johann Joseph Fux was the most impor-
tant for the development of counterpoint. He introduced “rhythmic types” as
a method in the theory of gradual mastering the art of counterpoint.

The paper will present defined rules by Fux for a study of free two-part
movement in all five rhythmic types (1:1, 2:1, 4:1, syncopated counterpoint
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and floridus), which can be applied as a rhythmic play of two voices in teach-
ing practice. Longer, but at the same time more thorough way of studying of
two independent melodic lines in vocal counterpoint, has proved to be very
successful in music pedagogy so far, and therefore “rhythmic types” have be-
come obligatory methodological procedure.

Key words: vocal counterpoint, Johann Joseph Fux, the rules, the play of
rhythmic types, methodological procedure.
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DIGITALNE IGRE
DIGITAL GAMES



Cmunwxa /b. Heaxosuh smiljkais@gmail.com

Yuusepsumem y Kpazyjesyy, Paxysmem 3a xomeaujepcmnso u mypusam, Bprwauxa

bawa, Cpbuja

BHUAEO UT'PE - ITAPAAEAHH KOCMOC HOBOT
MHAEHH]JYMA

VAK (316.772.5 : 004.8) + (24-264+2-1)

CaBpeMeHH 4OBEK MHCIIyHmaBa CAOBOAHO Bpeme Meaujuma (puam,
TEeACBH3Hja, padyHap) YUMe Ce OABAja OA PEAAHOT BPEMEHA U YAA3H Y BUPTYEAHH
npoctop. MUTOBH Cy OCHOBa CBaKe PEAHTHje, yCIocTaBsajyhu Moaeae myackor
noHamama. EAMjase KOHLENT HasHBa BEYHHM IOBPATKOM, a ocehaj je mosHar
CBaKOM HCKYCHOM Hrpady BHA€O-Mrapa. HocTaArumdan 3a MMarmHapHOM
npomaorrhy, 4OBEeK AAHAIIMBHIE HACAAAH je KOH3YMEHT BHPTYEAHOI CBETa
BHACO-HMTapa, y KOMe MOXe Aa peasusyje cBoj “MoHomur™ ( Llojc), xoju Huje
HHIIITA APYTO AO IIyTOBaibe Xepoja Kpo3 GH3HYKe U IICHXUYKE IIPEIPeKe, BEIHY
apXeTHIICKY 60p6y A06pa 1 3Aa, A0 OOeAE, MAH ITPOHaAacKa caMor cebe. Purypa
Xepoja, ca KOjuM ce HACHTH(HKYje Urpad BUACO-HTapa, Iy Tyje KPO3 OIACHHU CBET
y KOMe CKopo yBek mobelyyje, a ako rybu yBek MOXe Aa ce BpaTH Ha ITOYETAK U
HCIIPaBH TPELIKe, IITO je Y PeaAHOM XHBOTY HeMmoryhe. ¥ Tome Aexxu orpomHa
npuBAaYHA MOh CaBPEMEHHX MYATHMEAHja, BUPTYEAHOT CBETa y KOME BEIUT
Hrpad, 3a Pa3AHKY OA CTBAPHOCTH, MOXKe 6MTH MOhHH Xepoj, oOeAHHK, OOr.

Kuwyune peun: mum, peauzuja, Meouju, 8Upmyesna cmeaprocm, 6udeo-uzpe.
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sz_[]kd L] [SﬂkOZ/l.C/ smiljkais@gmail.com

University of Kragujevac, Faculty of Hotel Management and Tourism, Vinjactka Banja,
Serbia

VIDEO GAMES - PARALLEL UNIVERSE OF THE NEW
MILLENNIUM

Modern man devotes his leisure time to modern media (film, television,
computer), separating himself from the real time and entering a virtual space.
Myths lie in the roots of religions establishing models of human behaviour.
Eliade calls the concept an eternal return, a feeling known to any experienced
gamer. Nostalgic for the imaginary past, the gamer is an ideal consumer of the
video games virtual reality. There he pursues his monomyth (Joyce), a hero’
s quest over physical and psychological obstacles, an eternal battle between
good and evil towards victory or discovery of oneself. The gamer identifies
himself with the hero figure traveling through dangerous world where he
almost always wins. If he loses, he can always go back and correct the errors
- impossible in the real world. Here lies an overwhelming attraction of the
modern multimedia, a virtual world where an apt gamer becomes a mighty
hero, a victor, a god, so different from the reality.

Key words: myth, religion, media, virtual reality, video games

Divna M. Vuksanovid vuksanovic.divna@gmail.com

Univerzitet umetnosti, Fakultet dramskib umetnosti, Beograd, Srbija

IGRAIPRAZNINA: INTELIGENTNI MEDIJIINOVE
KOMUNIKACIONE TEHNOLOGIJE

UDK 316.77 : 004.8

Saops$tenje problematizuje poimanje i status igre u tehnoloski
generisanom, multimedijalnom okruzenju 21. veka. Naime, ,,doba praznine®
se danas popunjava posredstvom najrazlicitijih interakcija, tj. onih formi
komuniciranja koje zamenjuju nekadasnji dijalog, kao nacin i sredstvo
saobrac¢anja medu ljudima. Aktuelne, ludicke forme komunikacije, koje se
kre¢u ka kreiranju sveukupnog socijalnog dizajna odredene sredine, bitno
su definisane delovanjem tzv. inteligentnih medija. Ovi mediji, kori$¢enjem
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komunikacijskih igara, ve$tackom inteligencijom, monitoringom i
»senzualnim dizajnom® uvode novu konverzacijsku modu koja je zasnovana
na igrama inteligentnih masina (medija), a ¢iji je efekat perpetuiranje praznine
i uveéanje profita. U tekstu ée, zapravo, biti rec¢i o instrumentalizovanju igre i
intelekta u svrhu razvoja medijskog trzista.

Kljucne reci: igra, inteligentni mediji, nove komunikacione tehnologije,
instrumentalizacija, kritika.

Divna M. Vuksanovié vuksanovic.divna@gmail.com

University of Arts, Faculty of Dvama Arts, Belgrade, Serbia

GAME AND EMPTINESS: INTELLIGENT MEDIA AND NEW
COMMUNICATION TECHNOLOGIES

The text questions the perception and status of the game in the
technology generated, multimedia environment of the 21st century. The
“era of emptiness” is now filled by means of various interactions, ie. those
forms of communication that replace former dialogue as a way and a means
of communication between people. Current, ludic forms of communication,
which are moving towards the creation of an overall social design of specific
environment, are essentially defined by the so-called Intelligent media. These
media, by using communication games, artificial intelligence, monitoring and
“sensual design” introduce a new conversational mode, which is based on the
gamesofintelligentmachines (the media), butits effectis perpetuating gapsand
enlarging profits. In the text will, in fact, be said about the instrumentalization
of games and intellect for the development of the media market.

Key words: game, intelligent media, new communication technologies,
instrumentalization, criticism.
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IGRAISOCIJALIZACIJA DETETA
PLAY AND THE SOCIALIZATION OF THE CHILD



EMM/l%jﬂj Tonosuh e.popovicl3@gmail.com

Bucoxa wiosra cmpyxosnux cmyouja 3a obpasosare sacnumaua Hupom, Cpouja

AEYJA UTPA Y ®YHKLIUJU PA3BOJA MY3UYKOT
N3PAJKABAHA 1 KPEATUBHOCTH KOA AELIE
MPEAIIKOACKOT Y3PACTA

YAK 373.2.78 + 793

V paay ce mosasu op ycrameHe AePUHHIIHje HTpe, Ad je CIIOHTaHa M
HAaroHCKa aKTHBHOCT, CBECHa, AOOPOBOMSHA, NPHjaTHA, 3a6aBHA, KOMIIAEKCHA
aKTHBHOCT T€ je HEHa YAOTa H JXXHBOTY IIPEAIIKOACKE Aelle BEOMa BajKHa.
Kako mporpamcka KOHLENIHja IPEAIIKOACKOT BACHHTAalba ITOYHBA HA HACH
Ad AeTe Kpo3 Hrpy yuH, yuehH ce HMrpa M Ha Taj HaYHMH H3pacTa y aKTHBHO
KkpearusHo 6uhe, 6yayhu pa urpa npeacraBsa M KpeaTHBHH YHH OApacTama. Y
OIIITEM CHCTEMY Hrapa, Koje Cy npeaBubeHe 3a ACIy IPEAIIKOACKOT y3pacTa,
MYy3HYKe UIpe UMajy IocebHy BpepHOCT. PaHo 1 oproBapajyhe ymosHaBame ca
MY3HYKHMM aKTUBHOCTHMA H aKTHBHO 6aBAoEHhe BOKAAHOM M HHCTPYMEHTAAHOM
MY3HKOM AOIIPMHOCH yHampehHBamy H pasBojy MySHYKHX CIOCOOHOCTH,
MOACTHYE MY3HYKY KPEaTHBHOCT M PasBOj HHTEACKTYaAHHX M CTBapaAauKHX
CITIOCOOHOCTH, CIIOCOOGHOCTH ydema KOA A€lle, a yTHYe M Ha QPopMmHpame
[O3UTHBHHX OCOOHMHA AMYHOCTH, CTABOBA M BPEAHOCTH, KO M Ha COLMjaAHY
HHTEPAKLIH)Y.

Kuwyune peun: uzpa, mysuuka uzpa, KpeamusHocm, My3usko uspajycasaroe.
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Emzlyﬂ] POPOZ/Z‘L: e.popovicl3@gmail.com

College of Professional Studies for Pre-school Teachers in Pirot, Serbia

CHILDREN'S PLAY IN THE SERVICE OF DEVELOPMENT OF
MUSICAL EXPRESSION AND CREATIVITY IN PRE-SCHOOL
CHILDREN

The paper starts from a widespread definition of play which states that
it is a spontaneous, instinctive, conscious, voluntary, pleasant and complex
activity, thus indicating that its role in the lives of pre-school children is a
significant one. Bearing in mind that pre-school education is based on the
idea that children learn through play and play while learning, they grow in
such a way into active and creative beings, since play represents a creative
act of growing up. In a general system of playing activities intended for pre-
school children, music activities have a special value. An appropriate and well-
timed introduction to music activities, as well as active engagement in vocal
and instrumental music, contributes to the improvement and development
of musical abilities, encourages the development of musical creativity, as
well as intellectual, creative and learning abilities in children, and affects the
formation of positive personality traits, attitudes and values, as well as social
interaction.

Key words: play, music activities, creativity, musical expression

M; ZZOSV Zﬂl’kﬂ[ zk mzatkali@eunet.rs

Univerzitet umetnosti u Beogradu, Fakultet muzicke umetnosti, Srbija

O IZGUBLJENIM I PRONADENIM TEMAMA':
PSIHOANALITICKA ZAPAZANJA O MUZICKOJ FORMI

UDK 781.1+159.964.2

U psihoanaliti¢koj literaturi dobro je poznat slu¢aj Frojdovog pacijenta,
trogodis$njeg decaka koji se uporno igrao bacajuéi odredeni predmet tako
da nestane iz vidokruga, a potom ga ponovo pronalazio. To (po)novo
pronalazenje bilo je veliki izvor zadovoljstva. Posebno se Cesto igrao u
situacijama kada je njegova majka odlazila iz kuce. Ova igra — nazvana fort-
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da, po re¢ima koje je de¢ak tom prilikom izgovarao - sluzila je kao nacin da
se ovlada traumom separacije od majke.

Nadovezujuéi se na klasi¢na psihoanaliti¢ka istrazivanja o muzici (od
Ernsta Krisa, preko Hajnca Kohuta do Stjuarta Federa, Dzilberta Rouza i
drugih) i nastavljajudiistrazivanja o izomorfizmu izmedu muzickih struktura i
procesainesvesnih primarnih procesa, kojasam sprovodio s psihoanaliti¢arem
Aleksandrom Konti¢em, u radu ¢u ukazati na nac¢in na koji de¢ja igra ovakvog
tipa moze pomodi u razumevanju (geneze) najrasprostranjenijih muzickih
formi (trodel, rondo, sonata) i ukazati na kreativnu regresiju kao moguéu
zajednicku crtu dedje igre i muzike.

Kljucne reci: igra, trauma separacije, Frojd, regresija, muzicka forma.

MZOSV Zﬂl‘kﬂ[ik mzatkali@eunet.rs

University of Arts in Belgrade, Faculty of Music, Serbia

THEMES LOST AND FOUND: PSYCHOANALYTIC REMARKS
ON MUSICAL FORM

Psychoanalytic community is well acquainted with the case of Freud’s
three-year old patient who was endlessly playing by throwing a wooden reel
into his cot, whereby it temporarily disappeared, and then retrieving it. Great
pleasure was attached precisely to the act of retrieving. He was particularly
keen on playing this game when his mother was away. This game, named by
Freud fort-da, served to master the trauma of separation from his mother.

Drawing on classical psychoanalytic explorations in music, from Ernst
Kris, Heinz Kohut to Stuart Feder, to Gilbert Rose and others, and continuing
the collaborative research with Belgrade psychoanalyst Aleksandar Konti¢
on isomorphism between musical structures and processes, and unconscious
primary processes, the author will try to explain in this paper the ways in
which a children’s game of this kind can contribute to the understanding of
(the genesis of) certain widespread musical forms (ternery, rondo, sonata),
and indicate that creative regression is plausibly a common feature of both
cihdlren’s play and music.

Key words: play, separation trauma, Freud, regression, music form.

50



Vesna D. Ande[kovzc’ vesandjel@gmail.com

Univerzitet u Nisu, Filozofski fakultet, Srbija

Snezana Lj. Vidanovi¢ nezas4@gmail.com

Univerzitet u Nisn, Filozofski fakultet, Srbija
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Diplomirani psiholog

SOCIJALNATEMOCIONALNA USAMLJENOST I
ZADOVOLJSTVO ZIVOTOM DAROVITIH ADOLESCENATA

UDK 159.928-056.45 +364.624.4

Imajuéi na umu da su daroviti ucenici specifiéna populacija i da se ne
razlikuju samo od svojih vr$njaka koji ne poseduju umetnicki talenat, ve¢ i
medusobno u zavisnosti od toga kojom se umetno$¢u bave, osnovna ideja rada
bila je da se ispitaju i razlike u pogledu socijalne i emocionalne usamljenosti i
zadovoljstva zivotom izmedu uéenika likovne i muzicke $kole.

Uzorak: 88 ucenika (Muzic¢ka i Umetnicka $kola u Nisu).

Instrumenti: Skala socijalne i emocionalne usamljenosti (Cubela i sar.,
2004) i Visedimenzionalna skala zadovoljstva Zivotom studenata — MSLSS
(Huebner, 1994).

Rezultati: Socijalna i emocionalna usamljenost znadajno je izraZenija
kod ucenika Umetnic¢ke $kole. Sa druge strane, ucenici Muzicke $kole su
zadovoljniji porodicom, prijateljima, okruzenjem u kome Zive, a zadovoljniji su
i sobom. Dobijena je i znac¢ajna negativna povezanost socijalne i emocionalne
usamljenosti i svih aspekata zadovoljstva (osim zadovoljstva $kolom).
Mladi¢i su znadajno usamljeniji u ljubavi od devojaka, kao i uéenici koji nisu
u emotivnoj vezi u odnosu na one koji jesu. Skolski uspeh, osvojene nagrade
na takmicenjima i ekonomski status porodice nisu se pokazali kao znadajni
korelati usamljenosti i zadovoljstva Zivotom adolescenata.

Kljucne reci: Socijalna i emocionalna usamljenost, zadovoljstvo Zivotom,
darovitost, adolescencija.
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Graduate student of psychology

SOCIAL AND EMOTIONAL SOLITUDE AND LIFE
SATISFACTION AMONG TALENTED ADOLESCENTS

Having in mind that talented students make a specific population differ-
ent not only from their peers that do not have artistic talent but also among
themselves depending on the type of art that they are involved with, the main
idea of this paper is to investigate differences in social and emotional solitude
and life satisfaction among the students of Art and Music school.

Sample: 88 students (Music and Art School in Nis).

Tools: Scale of social and emotional solitude (Cubela et al., 2004) and
Multidemensional scale of life satisfaction of students — MSLSS (Huebner,
1994).

Results: Social and emotional solitude are significantly more present
among the Art school students. On the other hand students of Music school
are more satisfied with their family, friends, surrounding in which they live,
and they are more satisfied with themselves. We also obtained a significant
negative correlation between social and emotional solitude and all the aspects
of satisfaction (exept satisfaction with the school). Boys are significantly
more alone in love than girls, as well as studens which are not involved in an
emotional relation compared to those that are. Success in school, competition
awards and economical status of their familes appeared not to be significantly
corelated with solitude and life satisfaction among the adolescents.

Key words: Social and emotional solitude, life satisfaction, talent, adolescence
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Snezana Vidanovié nezaS4@gmail.com

Univerzitet u Nisu, Filozofski fakultet, Srbija

IGRA I KREATIVNOST TOKOM DECJEG
EMOCIONALNO-KOGNITIVNOG RAZVOJA

UDK (159.922.7 +793) : 615.851

De¢ja igra javlja se ve¢ krajem prve godine i topografski se nalazi na
prelazu izmedu unutrasnjeg i spoljasnjeg sveta deteta. Ve¢ na uzrastu od dve
godine detetova igra zadobija kvalitete simboli¢ke aktivnosti. Zahvaljujudi
igri dete formira pojmove, uvida odnose medu stvarima, pojavama i ljudima,
kao i uzro¢no-posledi¢ne relacije. Pored toga, igra mu pomaze da iskaze svoje
emocije, strahovanja i imaginaciju.

U radu se razmatra de¢ja igra u kontekstu emocionalnog, kognitivnog i
kreativnog razvoja dece u razli¢itim domenima funkcionisanja. Takode, na¢in
na koji se dete igra ili inhibicije u spontanoj igri, veoma su znacajni pokazatelji
normalnog, odnosno patolo$kog razvoja deteta. Kako de¢ja igra predstavlja
put za razumevanje de¢jih intrapsihi¢kih i interpsihic¢kih relacija, ona je veé
godinama Siroko prihvadena psihoterapijska tehnika u radu sa decom sa
emocionalnim tesko¢ama. Koriste¢i sadrzaj igre, kao i ostale vidove verbalne i
neverbalne komunikacije, psihoterapeut tezi da uspostavi kontakt sa svesnim
i nesvesnim delovima detetovog funkcionisanja.

Kljucne reci: delja igra, kreativnost dece, psihoterapija igrom.
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GAME AND CREATIVITY DURING THE CHILD’S EMOTIONAL
AND COGNITIVE DEVELOPMENT

Child’s play occurs already during child’s first year and it is topographi-
cally placed on the shift between inner and outer worlds of the child. Already by
the age of two, child’s play gets the qualities of the symbolic activity. Thanks to
the playing and games child forms notions, sees the relations between things,
occurrences and people, as well as the cause-effect relationships. Besides, play-
ing helps to express emotions, fears and imagination.

This paper explores child’s play in the context of emotional, cognitive
and creative development of children in various domains of functioning. Ways
in which child plays, or the inhibitions in spontaneous play, are also impor-
tant indicators of normal or pathological development of a child. Since the
child’s play shows the way for understanding children’s intrapsychological and
interpsychological relations, it has been for years widely accepted psychother-
apy technique in working with children with emotional difficulties. Using the
content of the play, as well as other aspects of verbal and nonverbal communi-
cation, psychotherapist seeks to establish contact with conscious and subcon-
scious parts of child’s functioning.

Key words: child’s play, creativity in children, play psychotherapy.
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VREDNOST IGRE U KREATIVNOM RAZVOJU DECE
UDK 159.922.7 +793

Rad pocinje postavljanjem opSteg pitanja o znacenju aktivnosti koje
opisujemo izrazom ,igra“ i sugeri$e da nije lako definisati ovaj izraz zbog
toga $to znaci razlic¢ite stvari razli¢itim ljudima u razli¢itim okolnostima.
Medutim, iako postoje brojne definicije igre, uglavnom je prihvaéeno da je
igra aktivnost koja se odlikuje zadovoljstvom, interesovanjem, intrinzi¢cnom
motivacijom i smanjenjem unutras$nje napetosti. Elementi koji motivisu takvu
aktivnost mogu biti sli¢ni onim elementima koji bude radoznalost i proizvode
posveéeno istrazivacko ponasanje kao vazne odlike ili uslove ljudske
kreativnosti bez obzira na uzrast. U detinjstvu, igra je sredi$nja aktivnost
koja doprinosi de¢jem kognitivhom, socijalnom i emocionalnom razvoju. U
ovom radu, glavni fokus paznje je na vrednosti i ulozi igre u ranom razvoju
kreativnih potencijala. Naglasava se da deca moraju imati §to viSe moguénosti
da se slobodno i kreativno izraze, i da isprobavaju ideje sama ili sa drugima,
kako bi razvila svoju kreativnu svest. Uloga odraslih osoba ogleda se u tome da
ih podrze i ohrabre da eksperimenti$u, istrazuju i u¢e kroz igrovnu aktivnost.
To je posebno vazno zbog toga §to je kreativni razvoj jedan od veoma pozeljnih
ishoda ili ciljeva de¢jeg ranog ucenja, edukacije i sveukupnog psihosocijalnog
razvoja. Rad zavr$ava li¢nim, autobiografskim se¢anjima na iskustva igre u
zivotu nekih istaknutih kreativnih pojedinaca u razli¢itim oblastima ljudskog
stvaralastva.

Kljuéne reci: igra, igrovna aktivnost, detinjstvo, kreativni razvoj,
kreativnost.
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THE VALUE OF PLAY IN CHILDREN’S CREATIVE
DEVELOPMENT

The paper begins by asking the general question on the meaning of the
activities that we discribe by the term ,play“ and suggests that it is not easy
to define this term because it means different things to different people in
different settings. However, although there are numerous definitions of play,
it is mostly accepted that play is an activity that is characterized by pleasure,
interest, intrinsic motivation, and reduction of inner tension. The elements
that motivate such an activity may be similar to those elements that evoke
curiosity and produce devoted exploratory behavior as the important features
or conditions of human creativity without regard to age. In childhood, play
is the central activity that contributes to children’s cognitive, social and
emotional development. In this paper, a main focus of attention is on the value
and the role of play in early development of creative potentials. It is pointed
out that for children to develop their creative awareness they must have as
many opportunities as possible to express themselves freely and creatively,
and to try out ideas alone or with others. In this, the role of the adult persons
is to support and encourage them to experiment, explore and learn through
playful activity. It is particularly important because creative development is
one of very desirable outcomes or goals of children’s early learning, education
and overall psychosocial development. The paper concludes with personal,
autobiographical memories concerning the experiences of play in lives of some
prominent creative individuals in different areas of human creativity.

Key words: play, playful activity, childhood, creative development, creativity.
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IGRA IIZVODACKE UMETNOSTI (PERFORMANS)
PLAY AND THE PERFORMING ARTS (PERFORMANCE)



A/lfKCdHapﬂ[]. Hexosuh ivkovic.aleksandra83@gmail.com

Yuusepsumem y Kpazyjesuyy, Puroromo-ymemuuuxu parxysmem, Cpouja

TOITOC BAAIIEPA Y AEAVUMA PAHUX POMAHTHUYAPA
VAK 78.085.2 : 7.033.41

CrHACKH KOMIIAEKC Hrapa, Mel)y kojuma cy BaAliep, HIOAOHE3a, MasypKa U
CA, 3ay3MMa 3HA4ajHO MECTO y A€AHMa paHHX poMaHTH4apa. Toroc Baalepa je
crneruduyaH ¢ 063MPOM Ha OICET 3HAUEHa KOjH A0OHja y PAHOM POMaHTH3MY.
Baanep ce y ,HajunctHjeM BHAY jaBma y omycy Ppanma Ily6epra: y
TPOACAHOM METPY, AYPCKOM TOHCKOM POAY, Y OOAHKY IlecMe, ca Crelu$HIHOM
H IPENO3HATASHBOM (PAKTYpOM M IOKPETOM Y 0acoBOj AGOHHMIH. Aeo OBe
TpapuLMje cy u Baanepu Bebepa u Illonena. MelyTum, sHauajHO OACTyMaEbE
IpeACTaBmajy Baliepu Pobepra Ilymana. Kao Illy6epr u Bebep, u Illyman
Yy CBOjUM A€AMMAa KOPHCTH BAAIlEp y CHTyallHjaMa Kapa >KEeAH Aa QHKcCHpa
»aTMocdepy 6aaa’, kao mro To unHK y KapreBaay Omn. 9 n Aentupuma Orm.
2. V HaBeA€HMM KOMIIO3HIIHjaMa AOMHHHpPa TOIOC BaAllepa (C 063MpoM Ha
IPOrpaMCKH CapApiKaj AeAa), Mel)yTrm, Ha pasandnTe HaYHHE je TPaHCPOPMHCAH.
Pasmarpare OBOT IIOCTYIIKA TPaHCPpOpMallHje 1 MOIYhHOCTH HHTepIIpeTaliyje
3Hauelba, KOje U3 Tora Mpou3HAase, 3aysehe sHa9ajHO MeCTO y paAy.

Kwyune peun: saryep, panu pomanmusapu, mpancpopmayuja.
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THE TOPOS OF THE WALTZ IN THE WORKS OF EARLY
ROMANTICS

The stylish complex of a dance, including the waltz, polonaise, mazurka,
etc., occupies a significant place in the works of the early Romantics. The topos
of the waltz is specific with regard to the scope of meaning that it gains in
early Romanticism. In its “purest” form the waltz occurs in the opus of Franz
Schubert in a three-part meter, in major mode, in the form of a song, with
a specific and recognizable texture and movement in the bass section. Part
of this tradition are waltzes by Weber and Chopin. However, the waltzes by
Robert Schumann represent a significant departure. As with Schubert and
Weber, Schumann employs in his works the waltz in situations where he
wants to fix “the ball atmosphere,” as he actually does in Carnaval Op. 9 and
Papillonss Op. 2. In these compositions a dominating feature is the topos of
the waltz (with respect to the program content of the work), but as such it was
transformed in different ways. Consideration of this process of transformation
and possibilities of interpreting the meaning deriving from this will occupy an
important place in the work.

Key words: waltz, easrly Romantics, transformation

Adﬂuj&/ld B. Hoauh danijelailicl @yahoo.com

Yuusepsumem y Huury, axysmem ymemunocmi, Cpﬁujﬂ

KAPAKTEPUCTHUKE COHATHE ®OPME Y IIOCAEAIBUM
CTABOBHUMA PAHHUX COHATA 3A KAABUP ®PAHIIA
ITYBEPTA

YAK 781.5:78.082.1/.2 F.Subert

IIpHCYCTBO >KaHPOBCKH OOOjEHHX TeMa Y IPETXOAHHM CTaBOBHMa
COHATHHMX IIMKAyCa paHHMX COHaTa 3a KaaBup Ppanna IllybepTa, pesyaTHpaso
je aKTHUBM3alMjoM HUXOBHMX ¢uHasa. OHa ce OAAMKYjy HENPEKHMAHHUM
HMMIIPOBU3ALIMjCKUM Pa3BOjeM TEMATCKOT MaTepHjaAa Kao U I10jaBOM AaHYaHO
ITOBE3aHUX MOTHBA, LITO AONPHHOCH TEYHMjEM DPa3BOjy TeMAaTH3Ma yHyTap
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craBa. Mory ce BUAeTH U pHHAAA KOja Cy AO Te Mepe HHAMBHAYaAH30BaHa AQ
ce MOr'y IocMaTpary Kao ~caMocTaaHa. “"IIpBa“ rpyna ¢uHasa — oHa Koja Cy
IIHCaHa y COHaTHOj $popMHu — 6uhe mpeaMeT OBOT HCTPaKHUBaba.

Kwyune peun: pane coname, aKmususayuja Gunara, 1an4ano nose3anu
2, «
MOMUBU, NPEA” 2pyna Purard, COHRAMHA Popma.

Dﬂ?’lé]‘eld VIl danijelailicl @yahoo.com

University in Nis, Faculty of Arts, Serbia

CHARACTERISTICS OF THE SONATA FORM IN THE LAST
MOVEMENTS OF FRANZ SCHUBERT’S EARLY PIANO
SONATAS

The presence of the genre-colored themes in the previous movements
of the sonata cycles in the early piano sonatas by Franz Schubert resulted in the
activationoftheirfinale. Theyarecharacterized byacontinuousimprovisational
development of the thematic material and chains of interconnected motives,
which all contribute to the undisturbed flow of themes within the movement.
There are some finales which are so individualized that they can be understood
as ,independent”. This paper discusses the ,first” group of the finales — those
composed in the sonata form.

Keywords: early sonatas, finale activation, chains of interconnected motives,
Sfirst” group on the finale, sonata form

Ana Perunovié Ragnatovié perun_ak@yahoo.com

Univerzitet Crne Gore, Muzicka akademz’jﬂ, Cetinje, Crna Gora

NOVO IGRANJE OPERE BALKANSKA CARICA
UDK 782.1 (497.16) Balkanska carica

Prije vise od 130 godina, crnogorski suveren — knjaz Nikola I Petrovi¢
napisao je dramu Balkanska carica. Njenim scenskim izvodenjem prvih
dana januara 1884. otpoceo je organizovani i kontinuirani pozori$ni Zivot u
Crnoj Gori. Opera Balkanska carica Dionizija de Sarna predstavlja muzicku
adaptaciju pomenute drame i prvo crnogorsko ostvarenje tog tipa. Premijerno
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je izvedena u skromnim uslovima na Cetinju 1891. godine. Klavirski izvod,
kao jedini sa¢uvani dokument o postojanju opere, 117 godina nakon nastanka
orkestriran je za soliste, hor, orkestar i plesni ansambl. Ovako priredena
opera izvedena je 12. jula 2008. na Cetinju, zatim u novembru iste godine i u
Podgorici, a naredne godine i van granica Crne Gore.

U radu ¢e biti rije¢i o znadaju opere za vrijeme i sredinu u kojima je
nastala, o muzici i igri u ulozi oslikavanja dramskog teksta, nac¢inu na koji je
revitalizovana i savremenom izvodenju iz ugla u¢esnika.

Kljucnerijeci: prva crnogorska opera, Balkanska carica, Dionizije de Sarno.

Ana Perunovidé Raznatovidé perun_ak@yahoo.com

University of Montenegro, Music Academy, Cetinje, Montenegro

THE BALCAN EMPRESS OPERA NEW PERFORMANCE

More than 130 years ago, a Montenegrin prince Nikola I Petrovié
wrote The Balcan Empress drama. The organized and continuous theater life
in Montenegro began with its stage performance in the first days of January
1884. The Balcan Empress opera composed by Dionisie de Sarno is a musical
adaptation of the mentioned drama and the first Montenegrin piece of that
kind. The opera was performed for the first time in modest conditions in
Cetinje in 1891. Piano scores, as the only survived document of opera, were
orchestrated for soloists, choir, orchestra and dance ensemble 117 years after it
was composed. This opera arrangement had its premiere on July 12th, in 2008
in Cetinje, few months later in Podgorica, and next year outside Montenegro.

This text will address the importance of The Balcan Empress for the
time period and the environment where it was created, the music and dance
role in explaining the drama text, the way that opera was revitalized and
contemporary performance of it from the perspective of a performer

Key words: the first montenegrin opera, The Balcan Empress, Dionisie de Sarno
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Yuusepsumem y Huury, axysmem ymemnocmi, Cpﬁujﬂ

YMETHHUYKA CTUANU3ALIUJA BEAHKE Y09EYKE HIPE
Y MY3NUYKOJ APAMU KOIITAHA ITETPA KOEbOBURA

YAK 782 : 784.4 Kowmana

AOKaAHH KOAOPHT M HAPOAHM aMOHjeHT HajIO3HATHje CpIICKe ollepe —
peaAHCTHYKe My3HuKe apaMe Kowmara, KOMIIOSUTOP YIOTIyHYje yBohemeM
0aAeTCKe Urpe — YoueKa — Y OIepy, Kao jeAHOT OA TPAAHIIHOHAAHHX IIACCOBA
u3 jyxae Cpbuje u oapas Hauler MysH4Kor poAakaopa u KyaType. Beamka
9yoyeyKka MIpa Kao HHTEIPAAHH MY3HYKO-APAaMCKH A€O OIlepe CacTOjH ce
M3 HHM3a HMHCTPYMEHTAAHHX M XOPCKHX HapOAHHMX MEAOAHja Kao HyMepa
AOTHMYHO YBE3EHHX Y MYSHYKO-APAaMCKH TOK OIlepe, aAM H APaMCKH
$YHKIIMOHAAM30BAHHX COAHMCTHYKHMX HACTyNa KOjH YIOTIYHYjy ONEpPCKy
¢axTypy unHehu KOHTpPACT, AaAH U CBOjeBPCHHU Ipeaax usMelyy urapa.

VY paay ce moaasu oa H3ABajarkba TEMATCKHMX IIEAMHA Yy BHAY IjUTara
HAM CTHAH30BAaHUX MEAOAHja Y POAKAOPDHOM AYXy Kao cermeHara Beawuxe
9YoyeyKe HIpe, Y3 aHAAMTHYKHM IIPErAep IHXOBE XapMOHCKE, MEAOAHjCKE
M METPOPHTMHYKE KOMIIOHEHTE, T€ HHXOBOI MECTa M YAOTe KOjy HMajy y
OCTBapemwy Te ILIMPOKE, CYTeCTUBHE 3ByYHE HAapOAHE CAMKE Ca CHa>KHOM
HaIJMOHAAHOM OpHjeHTalujoM. Ilopep SBYYHO-AECKPHIITHHOT H AOKAaAHO-
KOAOPHTHOTI 3Hayaja Beanke dyoueuke urpe, mpaTH ce M HbEHA ApaMaTrypliKa
¢ynxuuja, 6yayhu pa A06pa MysHKa 1 UTpa OAHOCE IIpeBary Hap 6€CoM AYTHTOT
xaligje, HelmocpeAHo ycMepaBajyhu 6yayha aApaMcka AemraBama.

Kwyune peun: Kowosuh, Beauka uoueuxa uzpa, pumam, meroduja,
XAPpMOHU]A.
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THE ARTISTIC STYLIZATION OF THE GREAT DANCE OF
COCEK IN MUSICAL DRAMA KOSTANA BY PETAR KONJOVIC

The local colouring and national environment of the most famous Serbian
opera — realistic musical drama Kostana, are perfected by the composer’s
adding of the ballet dance — ¢oéek into opera as one of the traditional dances
of South Serbia and the reflection of our musical folklore and culture.

The Great Dance of Coéek as an integral musical-dramatic part of the
opera consists of a series of instrumental and choral folk melodies as tracks
logically imported in musical-dramatic flow of the opera, but also dramatically
functionalized solo performances that complement the opera invoice, making
the contrast, as well as a kind of a break between dances.

The paper is based on the separation of the thematic groups in the
form of quotations or stylized melody in the folk spirit as the segments of
The Great Dance of Coéek, accompanied by the analytic overview of their
harmonic, melodic and metro-rhythmic components, and the place and role
that they play in achieving this broad, suggestive sound of the national image
with a strong national orientation. In addition to sound-descriptive, and local-
colorful character of The Great Dance of Cocek, its dramaturgical function is
also monitored because the good music and dance prevail over the anger of the
furious pilgrim, directly directing the future dramatic ongoings.

Key words: Konjovié, The Great Dance of Cocek, rhythm, melody, harmony.
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MUZICKA SINTAKSA U MENUETIMA FRANCA JOZEFA
HAJDNA
UDK 781.5.085.1 J. Hajdn

U radu se akcentuju pitanja muzicke sintakse u izabranim primerima
menueta iz stvaralackog opusa Franca Jozefa Hajdna. Imajudi u vidu ¢injenicu
da je poreklo menueta vezano za igru, u izabranim primerima mogu se uoditi
parne strukture, ali i drugi vidovi organizacije muzi¢kog toka pojedina¢nih
odseka. Sistematizacija muzic¢ke sintakse u izabranim primerima moze biti
dobar oslonac za razumevanje muzicke sintakse uopste, ali i za Hajdnova
specifi¢tna kompoziciono-tehnicka resenja.

Kljucne reci: Menuet, Hajdn, sintaksa, relenica, period.

Dzmijela Zdraviéc Mihailovié dzdravicmihailovic@yahoo.com

University of Nis, Faculty of Arts, Serbia

MUSIC SYNTAX IN MINUETS OF FRANZ JOSEPH HAYDN

This work emphasizes on questions of musical syntax in selected minuet
samples from the creative opus of Franz Joseph Haydn. Taking into account
that the origin of the minuet is connected to the dance, a matching structure
can be noticed in the selected samples, as well as other forms of organization of
musical flow of individual sections. Systematization of musical syntax in these
selected samples can be a good support for understanding musical syntax in
general, as well as Haydn’s specific compositional and techincal solutions.

Key words: Minuet, Haydn, syntax, musical sentence, period
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Yuusepsumem y Hosom Cady, Axademuja ymemmnocmu, Cpbuja

ITEP®OPMAHC KAO ITOPYKA (ITEPYH JE CAMO HAKPATKO
3ACIIAO)

VAK 78.038.53/.531

Pap he ce 6aBHUTH aHAAH3OM MyATHMeAMjaAHOr IeppopMaHca Kao
TaKBOT, HbeTOBOM IIOPYKOM H CHMOOAHMKOM, Ca MOCEOHUM aKI[eHTOM Ha EeroB
MY3HYKH H3pa3 Kpo3 aHaAusy neppopmanca ITepyH je caMo HAKpaTKO 3acIao.
Ayropka he nprkasari cBoje ACAO Y KOHTEKCTY BpeMeHa HaCTaHKa, My3HKe Kao
IIPUMapHOT HOCHOLIA AeAd IeppopMaHca, YAOTY IAecada, BUACO U CBETAOCHE
edexre. Aeao MMa CUMOOAMYKH HAasHB KOjH OTKPHBA CBOj CMMCAO H jacHY
IpeACTaBy Kpo3 ¢ase mepdpopMmanca u wHxXoBe HasuBe: 1. OTBapame BparTa
BpeMeHa 2. ITaec y caaBy 6oroBa caoBeHcKux 3. [Tarancka moautsa 4. O6peana
urpa. Kpos aHaausy aeaa, mocebas ocBpT 6uhe Ha npuMeHy cuMb0Aa 1 cHare
KOje CHHTE30M 3ByKa, IIOKpeTa 1 CBeTAA Ilep$popMaHC uUMa. Y OKBUPY aHAAH3E
aeaa 6uhe moce6HO pasmaTpaHa yAora pUTMHYKe KOMIIOHeHTe kao moryher
IIPUMapHOT HOCHOLIA X OCHOBHOT IIOKpeTaya AeAd.

Kwyune peuu: mysmumedujasnu nepihopmanc, cumbor, mMysusku uspas,
puman.

Smiljana Viajic¢ smiljana.vlajic@sbb.rs

University of Novi Sad, Academy of Arts, Serbia

PERFORMANCE AS A MESSAGE (PERUN ONLY BRIEFLY FELL
ASLEEP)

This paper will deal with the analysis of multimedia performance as such,
its message and symbolism, with special emphasis on its musical expression
through analysis of performance Perun only briefly fell asleep. The author will
present her work in the context of the time of creation, music as a primary
carrier of performance’s part, the function of the dancers, video and lighting
effects. The work has a symbolic name that reveals its meaning and a clear
idea of the stage performance phases and their names: 1. Opening the door
of time 2. Dance in honor of the Slovenian gods 3. Pagan prayer 4. Ritual
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plays. Through the analysis of the work, special emphasis will be on the use
of symbols and force that performance possesses through synthesis of sound,
light and movement. Within the analysis of the work the role of rhythmic
components as a possible primary carrier and the main engine of the work will
be especially discussed.

Key words: multimedia performance, symbol, musical expression, rhythm

Heana H. Meduh dr.ivana.medic@gmail.com

Mysuxorouxu uncmumym CAHY, beozpad, Cpbuja

ITOUTPABAILE UTPAMA. TPETMAH J)KAHPA'Y
KOMITO3ULINUJN TP PAHTACTHUYIHE UI'PE OII. 5
AMUTPHUJA IIOCTAKOBHUYA

YAK 78.085 Tpu gpanmacmuune uzpe, 4. lllocmaxosus

HecBaknpammu Tasenatr Amurpuja IllocTakoBHYa HCIHOMHO Ce
BeoMa paHo, ma je Beh ca 13 ropMHa IOCTao CTYAEHT ACHHHIPAACKOT
KOH3epBaTopHjyMa. TpH TOAMHe KacHHje, 1922. TopAHHE, AOBPIIHO je
CBOjy IpBY KOMIIO3HIIHjy 3a KAaBHp — Tpu danTacTHyHe mrpe om. 5. Cam
nprpeB “daHTacTHYHE yKasyje Ha PYCKYy TPaAMLIHjy OIEepcKe, OaseTcke
M HMHCTPyMEHTaAHe My3HKe HHCIIMpHCaHe 0OajkaMa M AereHAaMa, 4HjH je
Haj3Ha4YajHHjH eKCIIOHEHT y pBoj nmosoBunHM 20. Beka 6no Ceprej ITpokodjes.
Vrunaj 15 roauna crapujer xoaere Ha IllocTakoBHYa BHAAHB j€ y HETOBOM
0Aabupy THHmOBa wHrapa Koje ce ydectaso cpehy y IlpoxodjeBmeBom
CTBapaAallTBY: Maplll, BaAllep H ITOAKa. Y OBOM paAy aHaAmsupahy xaxo ce
Maapu IllocrakoBud “monrpaBa’ OBUM HTPaYKUM XXAHPOBHMA Ha pOPMAAHOM,
XapMOHCKOM, ¢akTypHOM H arormdkoM naany. IIpsa oa Tpu wurpe je
HajKalpHIIMO3HHUja, Ca HATAMM IpOoMeHaMa $aKType H ACAyjaBHM TEMIIOM,
Koju “ToTKomaBa“ HaBOAHO MapIIeBCKH KapakTep. Yrtuuaj Ilpoxodjesa je
BHA/SHB M Ha XapMOHCKOM IIAQHY, jep jeé OCHOBHHM TOHAAMTET ~ TIPHKPHUBEH
TOHAAHHMM HCTYNAamkbHMa H BAHTOHAAHHMM CENTaKOPAMMA Pa3AHYHTOr CKAOIIA,
KA0 M HEOYEKHBAHUM Pa3penIehHuMa.

Kwyune peun: llocmaxosuy, IIpoxogjes, sanp, uzpa, xrasup.
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Tvana N. Medié drivana.medic@gmail.com

Institute of Musicology, Serbian Academy of Sciences and Arts, Belgrade, Serbia

PLAYING GAMES WITH DANCES. THE TREATMENT OF
DANCE GENRES IN DMITRI SHOSTAKOVICH’S THREE
FANTASTIC DANCES OP. 5

Dmitri Shostakovich’s extraordinary talent was obvious since childhood,
and he enrolled into Leningrad Conservatory aged 13. Three years later, in
1922, he completed his composition Three fantastic dances op. 5 for piano.
The very adjective “fantastic” evokes the Russian tradition of operatic, ballet
and instrumental music inspired by fairytales and legends, continued in the
early 20th century by Sergei Prokofiev as the most important exponent. The
influence of Prokofiev, who was 15 years older than Shostakovich, is visible in
thelatter’s choice of dance types frequently found in Prokofiev’s oeuvre: march,
valse and polka. In this paper will be analysed how the young Shostakovich
“played” with dance genres at the level of form, harmony, texture, agogics etc.
The first dance of the three is the most capricious, with swift textural changes
and lilting tempo, which undermines the supposedly martial character.
Prokofiev’s influence is also visible at the level of harmony, since the tonic key
is obscured by tonal inflections and non-tonal sept-chords of various sets, as
well as unexpected resolutions.

Key words: Shostakovich, Prokofiev, genre, dance, piano.

Natasa Nagorni Petrov cairni@junis.ni.acrs

Univerzitet u Nisu, Fakultet umetnosti, Srbija

HARMONSKA SREDSTVA U SARABANDAMA IZ BAHOVIH
FRANCUSKIH SVITA

UDK 781.4:78.083.1 J.S. Bach

Obimnom, raznovrsnom opusu Johana Sebastijana Baha (Johann
Sebastian Bach) pripada veliki broj svita pisanih za razli¢ite instrumente
i izvodatke sastave. Sest Francuskih svita za klavikord (BWV 812—817)
nastale su za vreme Bahovog umetni¢kog angazovanja u Ketenu. Sarabanda
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kao stalna igra u Francuskim svitama deo je ustaljene koncepcije koju ¢ine
igre razli¢itih evropskih naroda uklopljene u tonalnu celinu. Zadrzavajudi
trodelni takt, lagani tempo, Bah sarabandu kao staru igru $panskog porekla
oblikuje primenom elemenata francuske i italijanske muzike svog vremena,
melodi¢noséu vodeée deonice i sopstvenom harmonskom inventivnoséu.
Rezultati harmonske analize svih sarabandi iz Bahovih Francuskih svita
(tri durske i tri molske) predstaviée autora koji jednostavnim akordskim
sklopovima, skladnim vezivanjem lestvi¢nih akorada i akorada prosirenog
tonaliteta, umerenim i oéekivanim promenama tonalnih centara gradi Sest
razli¢itih celina.

Kljucnereci: sarabanda, igra, Bah, Francuske svite, harmonsko izraZavange.

Natasa Nagorni Petrov cairni@junisni.acrs

University of Nis, Faculty of Arts, Serbia

HARMONICAL MEANS IN SARABANDS FROM BACH’S
FRENCH SUITES

Many suites written for different instruments and performing ensembles
belong to extensive, various opus of J. S. Bach. Six French suites, for klavihord
(BWV 812-817) were made during Bach’s artistic engagement in Keten. Sara-
band as a permanent dance in French suites, is part of stable conception that
is made of different european nations dances which are fit in a tonal unity. By
keeping a three-part bar, light tempo, Bach shapes saraband as an old Spanish
origin dance by using elements of french and italian music of his own time,
melodicity of leading parts and his own harmonical inventiveness. The results
of harmonical analysis of all sarabands from Bach’s French suites (three in ma-
jor and three in minor chords) will represent an author who builds six dif-
ferent unities out of simple chordal set, harmonious binding of scale chords
and chords with extended tonality, moderate and expected changes of tonal
centres.

Key words: saraband, dance, Bach, French suites, harmonical expression
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Mdj&l Radivojew'c’ radivojevic.maja@yahoo.com

Univerzitet u Kragujevcu, Filolosko-umetnicki fakultet, Srbija

SOCIO-KULTUROLOSKI ASPEKTI U IGRI WORLD OF
WARCRAFT

UDK 316.7 : (004.42:794) World of Warcraft

U ovom radu ¢e biti predstavljen socioloski i kulturoloski znacaj igre
World of Warcraft, kao jednog od najznacajnijih i najmasovnijih virtualnih
sistema MMORPG (massively multiplayer online role-playing games). WoW,
naime, reprezentuje savremenu predstavu ,,otvorenog dela“ u novom mediju
koje je koncipirano na osnovu visestranog stalno Sire¢eg narativa. Ovaj narativ
svoje korene nalazi u mitoloskim odrednicama raznih delova ,,realnog® sveta
(germanska, nordijska, slovenska, gréka, azijska kultura...), a ta predstava
»realne® kulture kao i sam princip igre dodatno popularizuje ovaj svet medu
korisnicima. Kako su mnogi teoreti¢ari ve¢ istrazivali znacaj WoW-a u
savremenoj kulturi ($to kroz antropoloske, $to kroz tehnoloske, socioloske
ili psiholoske studije), cilj ovog rada je prikaz znac¢aja umetnickog domena u
pomenutoj igri.

Kljucne rveci: World of Warcraft, narativ, simulacija, role-play,
transmedijalno pripovedanje.
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Mdjﬂ Rddivojevié radivojevic.maja@yahoo.com

University of Kragujevac, Faculty of Philology and Arts, Serbia

SOCIO-CULTURAL ASPECTS OF THE GAME WORLD OF
WARCRAFT

This paper represents the social and cultural importance of the game
World of Warcraft, one of the most important and largest virtual system
MMORPG (massively multiplayer online role-playing games). WoW, in fact,
represents the modern idea of “open work” in the new media, which design is
based on the ever-expanding multi-faceted narrative. This narrative is rooted in
mythological representation of different parts of the “real” world (Germanic,
Nordic, Slavic, Greek, Asian culture ...).This performance of “real” culture, as
well as the principle of the game, further popularize this world among users. As
many theorists have studied WoWgame in contemporary culture (within the
anthropological, as the technological, sociological or psychological studies),
the aim of this paper is to show the importance of the artistic domain in the
game.

Key words: World of Warcraft, narrative, simulation, role-play, Transmedia
Storytelling
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San jﬂ P ﬂug pflugsanja@gmail.com
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Nebojsa Milicevi¢ nesa2206@gmail.com

Univerzitet u Nisu, Filozofski fakultet, Srbija

PLES U SLIKARSTVU
UDK 75 : (793:94)

Ples je jedna od najstarijih umetni¢kih formi. Neki teoreti¢ari ga nazivaju
praizvornom umetno$¢éu. Prisutan je u svim civilizacijama i kulturama.
Prvobitno se izvodio kao deo magijskih, obrednih, ceremonijalnih i liturgijskih
predstava, da bi kasnije postao deo drustvenih, pozoris$nih i estetskih desavanja.
U radu se analizira prikaz plesa u slikarstvu. Istrazuje se: Kada se javlja prvi
likovni prikaz plesa? Da li se ples prikazivao kao pojedina¢na ili grupna
aktivnost? Koje forme plesa su ¢esce bile zastupljene u slikarstvu? Da li se ples
¢esce prikazuje kao aktivnost u funkciji religiozno-obredne tradicije i obic¢aja
ili kao odraz vremena u kome delo nastaje? Od kada vlada interesovanje
umetnika za prikazivanje plesa kao motiva u slikarstvu, odnosno, od kada se
ples prikazuje kao umetnic¢ka aktivnost? Da li se likovni izraz vise bazira na
isticanju liénosti i emocija plesaca ili na prikazivanju pokreta?

Kljucne reci: ples, plesac, igra, pokret, slikarstvo.
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Serbian Association for Empirical Studies of Arts, Belgrade, Serbia

Nebojsa Milicevic nesa2200@gmaiLcom

University of Nis, Faculty of Philosophy, Serbia

DANCING IN THE ART

Dancing is one of the oldest art forms. Some scholars call it primordial
art. It is present in all civilizations and cultures. It was originally performed
as part of magic, ritual, ceremonial and liturgical performances that would
later become part of social, theatrical and aesthetic developments. The paper
analyzes the representation of dance in painting. It is explored: When is the
first illustration of dancing reported? Is the dance depicted as individual or
group activity? What forms of dance are more likely to be represented in the
painting? Is the dance often shown as activity in the function of religious and
ceremonial traditions and customs or as a reflection of the time in which the
work occured? Since when has been present the interest of artists for display
of dance as a motif in painting, that is, since when has the dance been shown
as artistic activity? Is the artistic expression focused more on emphasizing the
personality and emotion of dancers or on the presentation of the movement?

Key words: dancing, dancer, dance, movement, painting
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IGRA UDRUSTVU ZABAVE

UDK 316.77 + 793 Guy Debord

Sezdesetih godina dvadesetog veka Guy Debord predstavio je sada ve¢
klasi¢nu studiju Drustvo spektakla u kojoj analizira izmenu odnosa izmedu
neposrednog iskustva i medijatizovanih reprezentacija u modernom dobu.
Debord spektakl ne sagledava kao zbirku slika ve¢ kao slikama posredovan
drustveni odnos. Odnose koje Debord razmatra, autor interpretira kao
specifi¢cne u modernom drustvu, no, koji u postmodernom dobu dobijaju
nove oblike. Sa ovakve pozicije, u tekstu ¢e biti ispitana moguénost novog
¢itanja Deborda u uslovima savremenih izmena medijasfere. Uspostavljanje
drustva zabave u tekstu ¢e posebno biti razmatrano u odnosu na nove oblike
drustvenih igara.

Kljucne reci: drustvo, igra, mediji, spektakl, zabava.

D?&Zgﬂ?’l R Cﬂ[Ole.C/ calovic_dragan@yahoo.com

University John Naisbitt, Faculty of Culture and Media, Belgrade, Serbia
University of Belgrade, Faculty of Philology, Serbia

GAME IN THE SOCIETY OF THE SPECTACLE

In the seventh decade of twentieth century Guy Debord published his
study already classical The Society of the Spectacle in which he deals with the
changing relations between direct experience and mediated representation in
modern times. Debord does not understand Spectacle as a collection of images,
but as a social relation among people, mediated by images. The relations that
Debord explains, author interpretes as specific for modern society, but which
develop new shapes in postmodern era. In proposed statement, the author
analyses in this text a possibility of new readings of Debord in conditions of
modern changing mediasphere. Founding the society of the entertainment
shall be analysed particularly in its relations with games in new cyber-worlds.

Key words: society, game, media, spectacle, entertainment
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SUBJEKTIVNI DOZIVLJA] MODERNOG BALETA
UDK 793.32/.324

Rad se bavi ispitivanjem estetske procene modernog baleta. Ima za cilj
da ispita kako se moderan balet procenjuje po estetskim dimenzijama i da li
izrazenost pojedinih dimenzija odrazava objektivne karakteristike modernog
baleta. U istrazivanju su ucestvovala 24 ispitanika koja su posedovala opsta
znanja o plesu. Oni su procenjivali 6 video-zapisa baletskih varijacija.
Varijacije su bile odlomci iz poznatih modernih baleta. Kori$¢ena je skala
procene estetskog dozivljaja. Rezultati pokazuju da se moderan balet najvise
procenjuje na dimenziji semanticke dubine, nesto manje na aktivitetu, a
najmanje na dimenziji evaluacije. Moderan balet se dozivljava kao izrazito
zagonetan, ¢udan i raznovrstan, ne$to manje kao ritmican, leprsav i skladan,
a najmanje kao nezan, stidljiv i slab. Ovakvom dozivljaju doprinosi sloboda
pokreta i individualno izrazavanje osecanja, $to odlikuje ovu formu baleta.

Kljucne reci: moderan balet, estetski doZivljaj, estetske dimenzije.
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SUBJECTIVE EXPERIENCE OF MODERN BALLET

The work examines the aesthetic assessment of modern ballet. It aims to
examine how modern ballet estimates the aesthetic dimensions and whether
the expression of certain dimensions reflects the objective characteristics of
modern ballet. The study included 24 patients, who owned a general knowledge
about dance. They have estimated 6 videos of ballet variations. Variations were
excerpts from famous modern ballets. The rating scale that estimates aesthetic
experience was used. The results show that modern ballet is mostly estimated
at semantic dimension of depth, slightly less on the activity, but at least at
the dimension of evaluation. Modern ballet is seen as extremely enigmatic,
strange and varied, a little less like a rhythmic, flowing and harmonious, and
at least as gentle, timid and weak. The freedom of movement and expression
of individual feelings, which characterizes this form of ballet contributes to
such experience.

Key words: modern ballet, aesthetic experience, aesthetic dimensions
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IMAHEA AUCKYCHJA
PEITEPTOAP MEIIOBUTHUX XOPOBA Y CPBHJU Y 2015.
TOAVHU

PANEL DISCUSION

MIXED VOICE CHORUSES REPERTORY IN SERBIA IN 2015

Aumumpuje Byscaposcku dbuzar@t.mk

Yuusepsumem ,,Cs. Kupus u Memoduj®y Cxonwy, Qaxysmem mysuuxe ymemnocmu,
Maxedonuja

N CTPAJKUBAIBE PEITEPTOAPA MEIIIOBUTHUX XOPOBA
Y CPBHJU Y 2015. TOAUHU

VAK 78.684 (497.11) “2015“

Mysuuxe akTHBHOCTH XopoBa y Cpb6uju TokoM nesor XX Beka cy 6uae
BeOMa Ba)KHAa KOMIIOHEHTA IJ€AOKYIHOI MY3HYKOI >KMBOTA. Y AU3ajHHpPAIbY
Halllel HCTPa’KHBamba O PelepToapy MELIOBUTHX xopoBa y Cpbuju y 2015.
TOAMHHM KPEHYAH CMO OA IIPETIIOCTaBKe Aa Cy OypHe raobasHe IpoMeHe Y
okpyxemwy y XXI Beky (conujasHe, MOAMTHYKE, €KOHOMCKE, TEXHOAOILKE)
y KOjHMa AOMHHMpA IIOCTAMTHTAAHA KYATYpPa, IMaAe CBOj YTHIQj U Ha OOHM
aKTHBHOCTH XOpOBa M Ha BUX0B pernepToap. Y COP JyrocaaBuju XopoBH cy
OMAM TPETHpaAHH y IIOAPYYjy aMaTepHU3Ma U ¥ JEAHOM AYXKEM IIEPHOAY 3a HBHX
cy 6uae sapyxeHe KyaTrypHo-npocsertHe 3ajeannne. Mmajyhu y Buay aa pAaHac
He IOCTOjU OopraHusanuja (BAAAMHA HAM HEBAAAMHA) KOja GH CHCTEMATCKH
CaKyIsaAaIOAATKE O AKTUBHOCTHMA XOPOBa M IIOCEOHO O IbUXOBOM PEIIEPTOApY,
OAAYYHAH CMO A2 AM3ajHHPaMO HCTpakKHBambe Koje he caxymutu u obpasutu
[OAATKE O aKTHBHHM MEIIOBHTHUM xopoBuMa. ITomro cMo odekuBaau aa he u
6poj MewoBUTHX X0poBa u3 yutaBe Cpbuje (BojBopuna, beorpaa, LlenTpasHa
u Jyxua Cp6buja), a 1 BUXOBE aKTHBHOCTH GHTH AOCTa OGHMHE, OTPAaHUYHAN
CMO Ce caMO Ha HACTyIle U pelepToap Ha TEPUTOPHjH 3eMme Y 2015. roAuHH.
KnyuHe Bapujabae y caKylmamy IIoAaTaKa OAHOCHAE CY C€ Ha 3aCTYI/oCHOCT
Pa3AHYUTHX )KaHPOBA, AyTOPa H A€Ad Y XOPCKOM PEIepTOapy.

Kwyune peun: xopcku penepmoap, Meutosumu xoposu, ja6Hu HACIYNU,
mysuuku sanposu, Cpouja.
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RESEARCH PROJECT ON MIXED VOICE CHORUSES
REPERTORY IN SERBIA IN 2015

Musical activities of the choruses in Serbia represent an important
component of the entire musical life in the XX century. The research design
of the project about the repertory of mixed voice choruses in Serbia in 2015
was based on the assumption that the turbulent global environment changes
of the predominantly postdigital XXI century (social, political, economic,
technological), had an impact on the scope of choruses’ activities and
repertory building. In SFR Yugoslavia choruses were treated as part of the
amateurism and taken care by so-called Cultural and Educational Association.
Having in mind the lack of institutions (governmental or non-governmental )
that systematically collect data on choruses’ activities and their repertory,
we decided to conduct a research that will gather and process data regarding
active choruses in Serbia at the moment. Since we expected that the number of
mixed voice choruses in whole Serbia (Vojvodina, Belgrade, Central and South
Serbia) and their activities will be very large, we limited the collection of data
only to performances and repertory they performed in Serbia during 2015.
The key variables were related to the presence of different genres, authors and
works in the choral repertory.

Key words: choral repertory, mixed voice choruses, choral performances,
mausic genres, Serbia.
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METOAOAOIINKH ACITEKTHU NCTPAJKHBAIHA PEITEPTOAPA
MEIIOBHUTHUX XOPOBA 'Y CPBHUJHU Y 2015.TOAMHH

YAK 78.684 (497.11) “2015“

HcrpaxxuBame O pelepToapy MELUIOBUTHX xopoBa y Cpbuju y 2015.
TOAMHH KOPHUCTH KBaHTHTATHBHH IIPHCTYII, OAHOCHO MHCTPYMEHTE M aAaTKe
Koje cy 6uae ycMepeHe Ka A0GHjamy 1 06pasr KBaHTHGHUKOBAHUX IIOAATAKA O
HCTPa>kKMBaHOM IIpo6AeMy. Y AeAOBHMa KBAAUTATHBHOT IIPHUCTYTIA YIIOTPebsEH
je moCTymaK CTyAHje CAydaja y KojeM je nsabpaH opapehenn 6poj HajTHIHIHHI UK
DapTUTypa M AeTamHO obpabeHe mHXOBe MysHUKe KapaKTepHCTHKE.
HcTpaxxuBame je AM3ajHHPAHO Aa OOYXBATH LIEAY ITOIIYAQLIHjy MEIIOBHTHX
XOpOBa KOjH Cy OMAM aKTHBHH Ha TepuropHju Cpbuje y 2015. ropuny, jaBHe
HacTyIe y 3eMAH M H3BEAGHH PeIepToap ca HAaCAOBHMAa AeAa M ayTopa.
OCHOBHM HHCTPYMEHTH HCTPaXKHBarba Cy 3 aHKETHA YIIUTHHUKA: O XOPOBHMA, O
jaBHHM HAacTYIHMa X 0 penepToapy. Kao AOIyHCKHM HHCTPYMEHT je KopuiitheH
HHTEpPB]y ca AUPUTEHTHMA, XOPHCTHMA H APYTHMa, KOjH CY OHAH YKioYUCHH Yy
opraHusanyjy HacTyna. base nmosaraka omoryhasajy KBaHTHTaTHBHY 06paay,
AOMMHAHTHO y IIOAPYYjy HellapaMeTapcKe CTaTHUCTHKE, KOHTHHICHTHe Tabeae
H XH-KBaApAaT TeCTa, Kao M QPEKBEHI[HjCKe AHCTPHOYIHje H ACCKPUITHBHY
CTATHUCTHKY (Mepe [ieHTPaAHe TeHACHIIHje U AUCIIep3Hje).

Kuwyune peun: xopcxu penepmoap, meuiosumu xoposu, jaéHu HACMynu,
ucmpaxcusauxu memoo, Cpbuja.

Trena jordﬂnoska trenajordanoska@t.mk

Ss. Cyril and Methodius University, Skopje, Faculty of Music, Macedonia

THE METHODOLOGY OF THE RESEARCH PROJECT ON
MIXED VOICE CHORUSES REPERTORY IN SERBIA IN 2015

The design of the research project on mixed voice choruses repertory
was predominantly based on the quantitative approach, i.e. instruments and
tools that were aimed at obtaining and processing of quantified data on the
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investigated problem. The research goal was to cover the public performances
and the repertory (including work titles and authors) of the Serbian mixed
voice choruses, in Serbia in 2015. Three complementary questionnaires
were used for data collection: choruses, performances, and repertory gs.
In addition, a qualitative research instrument interview with conductors,
singers and events management was used. The data were subjected to
nonparametric statistical procedures, contingency tables and a Chi-squared
test. Frequency distributions and descriptive statistics (measures of central
tendency and dispersion) were calculated where applicable. Subsequently, a
qualitative research form case study was used to illustrate the most typical
features of the musical scores.

Key words: choral repertory, mixed voice choruses, choral performances,
research methodology, Serbia.

Apdz&lﬂ Tomuh tomic.dragan@mts.rs

Yuusepsumem y Huusy, Qaxyimem ymemuocmu, Cpbuja

PE3YATATU CTATUCTHUYKE OBPAAE ITOAATAKA
HNCTPAKHBAIbA O PEITEPTOAPY MEIIIOBUTHUX XOPOBA Y
CPBUJN Y 2015.TOAMHHU

VAK 78.684: 311.21(497.11) “2015“

Pe3yATaTH CTaTHCTHYKE 00paAe MopaTaka HCTPAXKHUBama O PerepToapy
MeIoBHUTHX xopoBa y Cpbuju y 2015. roAMHH OOYXBaTHAH CY IONYAQLHjY
oa 101 MermoBuTOr XOpa KOjH je 610 akTHBaH Ha Tepuropuju Cpbuje y 2015.
TOAMHH, 2 OCTBapHAH Cy 297 jaBHMX HacTyla M M3BeAH 1.557 xommosunuja
(ca momaBmamem). Ilpuxasanu pesyaTatH o06yxBaTajy ¢GpeKBEeHIIMjCKE
AMCTPHOYLIHje U ACCKPHIITHBHY CTATHCTHKY (Mepe [eHTpaAsHe TCHACHIHje U
AMCIep3suje) mosa U3 3 6ase moparaka: 0 XOpoBHMa, O jaABHUM HACTYIIUMa U
o peneproapy. Ha moderky mpukasyjemMo AHCTpHOyLHje TpeMa reorpadpckomM
[IOPEKAY XOpOBa (LLIHPH PETHOH 3eMAo€ M HACE/HEHO MECTO ), TOAMHY OCHHBAIba
u 0poj HacTyma y 3eMsu y 2015. roausu. IIpHAOXKEHH Cy Pe3yATaTH H O
HAYMHY CaKyllsama [0paTaka (cakymmad, capaslba XOpoBa y CaKyloamby
[I0AATaKa M IOAALH ca COLHjaAHuX Mpexa). CAeAe Pe3yATaTH KOjH Ce OAHOCE
Ha THII HACTYIIa, IOBOA, OpOj H3BEACHHX A€Ad, TEHEPAAHO CTHACKO ofOeAexKje
H“3abpaHoOr perneproapa, IPOCTOp, MecTo U Mecen; Hactymna. Ha kpajy cy patu
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pe3yATaTn O AC€AHMMa H IbHXOBHM ayTOpHMa (KOMHOSI/ITOPI/IMa, ayTopHMa
TCKCTAa U apaH>KepHMa), TOAMHA CTBaparma A€Ad U MY3HYKH CTHA.

Kwyune peun: xopcku penepmoap, meutosumu Xoposu, jaeHu HACmyni,
cmamucmuuka 06pada, Cpbuja.

D?’Zlgd?’l Tomid tomic.dragan@mts.rs

University of Nis, Faculty of Arts, Serbia

STATISTICAL ANALYSIS OF THE DATA COLLECTED IN
THE RESEARCH PROJECT ON MIXED VOICE CHORUSES
REPERTORY IN SERBIA IN 2015

The statistical analysis of the collected data in the research project
on mixed voice choruses repertory in Serbia in 2015 was conducted on a
population of 101 mixed voice choruses, 297 public performances, and
1,557 choral works (repetitions included). The results showed the frequency
distributions and descriptive statistics (measures of central tendency and
dispersion) of the Choruses, Performances, and Repertory databases such as
the provenance of the choruses (a wider region of the country and the town),
the foundation year, the number of performances in the country in 2015, the
identity of the collector, the cooperation of the chorus in data collection, and
data from social networks. In addition, information regarding the type of
performance, the occasion, the number of works performed, place and month
of performance was obtained. The Repertory database gave an insight into the
performed works, the authors (composers, lyricists and arrangers), and their
musical style.

Key words: choral repertory, mixed voice choruses, choral performances,
statistical analysis, Serbia.
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ITOITYAAPHA MY3HMKA Y PEITEPTOAPY MEIIIOBHUTHX
XOPOBA'Y CPBHJH Y 2015.TOAMHHA

YAK 78.684 +78.011.26 (497.11) “2015“

ITonmyaapHa My3HKa, KaO AEO AYACKE CBAKOAHEBHIIE €A OTPOMHHM
YTHIjajeM Ha Iy, AUPEKTHO je IIOCTasa IIOBE3aHa M Ca PaAOM MEUIOBHUTHX
XOpOBa, jeAHOT OA Haj3HauajHUjHUX 00AMKa aHcambasa y CpOHjH KOjH A€AYjY Ha
aMaTepcKoM H npodpecHoHaAHOM HuBOY. CTOra je CIIpOBEACHO HCTPa>KHUBaIbe
Koje, kao Aeco Beher mpojexTa, MMa 3a IIMA CTHIAEE YBHAQ Y 3aCTYI/ASEHOCT
[OITyAapHe My3HKe Y peliepToapy MeLIOBUTHX xopoBay Cpbuju nporexae, 2015.
roause. McTpaxxuBarme KOPHCTH KBAHTUTATHBAH M KBAAUTATHBAH IPUCTYII Ha
momysanuju oa 101 MemoBuTor xopa. AoOHjeHH Pe3YATATH II0Ka3yjy BEAHKY
3aCTYIAEHOCT MOMYAAPHHUX KOMITO3HIIHMja KOA HOBOOYOPMAEHUX MEIIOBHTHX
XOpOBa, aAM M OHHX Ca AYIOM TPaAMIHjoM. Y pemeproapy Cy ce HaIlAM
MHOIITBO IOIyAAPHMX >KaHPOBa: 3a6aBHU XXAHPOBH (IIOII, POK, MeTaA, OAys3,
11e3), ImomyAapHe HyMepe ca (pOAKAOPHHMM eAeMeHTHMa (IrpaAcku $OAKAOD,
HapOAHeE IlecMe, ON-POAK), IOIYAAPHA AyXOBHA My3HKa (CIHPUTYaAH), Kao U
HOIyAapHA aHTa)KOBaHa AeAa (MapTH3aHCKe M PaTHE IIECMe) U IIOIyAApHA ACAQ
M3 KAACHYHOT ¥ ONIEPCKOT periepToapa.

Kwyune peun: nonyrapna mysuka, XopcKu penepmoap, Meulosumu Xoposu,
jasnu nacmynu, Cpbuja.

Im]owmovz'c’ Jovanoviciva21991@yahoo.com

graduate student, University of Nis, Faculty of Arts, Serbia

POPULAR MUSIC IN MIXED VOICE CHORUSES REPERTORY
IN SERBIA IN 2015

Popular music, as an important part of people’s everyday life, is directly
connected with the activities of the mixed voice choruses. In Serbia, they are one
of the most significant forms of amateur and professional music activities. As a
part of the larger research project on mixed voice choruses repertory in Serbia
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in 2015, our goal was to review the presence of popular music. The research
used both quantitative and qualitative approach applied on a population of
101 mixed voice choruses. The obtained results show a significant presence
of popular genres in the repertory of both newly formed choruses and those
with long tradition. The analysis of the repertory confirmed the presence of
numerous genres and subgenres, such as popular music (pop, rock, metal,
blues, jazz), popular music with folk elements (urban folklore, folk songs, pop
folk), spirituals, topical and protest songs (partisan and war songs), as well as
popular opera and classical melodies.

Key words: popular music, choral repertory, mixed voice choruses, choral
performances, Serbia.
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