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UDC 069.02:7 Muzeji Ivana Mestrovica

SUVREMENE UMJETNICKE INTERVENCIJE U
STALNIM ZBIRKAMA - PRIMJER MUZEJA IVANA
MESTROVICA

Barbara Vujanovi¢
Muzeji Ivana Mestrovica — Atelijer Mestrovi¢, Zagreb
barbara.vujanovic@mestrovic.hr

Sazetak: Nacin na koji se umjetnicki predmet dozivljava ovisi o mnogim ¢imbenici-
ma. Jedan od njih je kontekst njezina izlaganja, u okviru povremene ili stalne izlozbe.
Njegov smjestaj u izlozbenom prostoru, njegov odnos prema drugim predmetima,
koristenje muzeoloskih alata i drugi parametri, definiraju Siroku lepezu moguénosti
kako ¢e biti viden i shvacen — bilo od strane struéne ili mnogo $ire javnosti. Ku¢e um-
jetnika koje funkcioniraju poput muzejskih institucija daju poseban okvir za razma-
tranje ovog pitanja. Za razvoj daljnje rasprave o mogucnostima reinterpretacije i re-
kontekstualizacije, autorica predlaze predstavljanje muzejskog programa MESTART
koji je pokrenula 2010. godine u Muzejima Ivana Mestrovica. Cilj programa je pred-
stavljanje i aktualizacija opusa Ivana Mestrovica (1883. — 1962.) suvremenim umje-
tnickim izricajima. Djelo i Zivot umjetnika koji je preoblikovao kulturni i politicki krajolik
Hrvatske, Europe i SAD-a prve polovice 20. stoljeca, reinterpretiraju se metodama
koje koriste street art, video umjetnost, umjetnost zvuka, umjetna inteligencija i dr.,
Sto omogucuje novo razumijevanje muzejskih predmeta, zbirke, kao i odnosa mo-
derne i suvremene umjetnosti.

Kljuéne rijeéi: Ivan Mestrovi¢, Muzeji Ivana Mestrovica, suvremene umjetnicke
intervencije, kustoske prakse.

1. STALNI POSTAVI MUZEJA IVANA MESTROVICA
— GALERIJA MESTROVIC U SPLITU I ATELIJER
MESTROVIC U ZAGREBU

Djela hrvatskoga kipara 1 arhitekta Ivana Mestrovi¢a (Vrpolje, 1883. —
South Bend, Ind. SAD, 1962.) nalaze se u brojnim muzejskim 1 privatnim zbirka-
ma u Europi, Sjevernoj i Juznoj Americi. Shodno umjetnikovoj povezanosti s
razli¢itim sredinama, suvremenicima, politickim dogadajima, stilskim tendenci-
jama i likovnim medijima, njegovo stvaralaStvo iziskuje Siroki raspon interpre-
tativnih mogucénosti. Pripadnost odredenoj zbirci, odnosno smjestaj u stalnom
postavu, bilo da se radi o Narodnom muzeju Srbije u Beogradu, zagrebackoj
Gliptoteci Hrvatske akademije znanosti 1 umjetnosti ili londonskom Victoria
and Albert Museumu, ishodiSte je neprestane rekontekstualizacije opusa. U tom
smislu osobito su vazni Muzeji Ivana MeStrovica ¢ija je isklju¢iva zadaca ocu-
vanje, istrazivanje 1 promicanje njegova djela i Zivota.'

! Godine 1952, Ivan Mestrovié je s Milosem Zankom, kao zastupnikom Vlade Narodne Republike
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U Galeriji Mestrovi¢ u Splitu i u Atelijeru Mestrovi¢ u Zagrebu radovi
Ivana Mestrovic¢a nalaze se u interijerima i eksterijerima zgrada u kojima je
umjetnik boravio i stvarao u razdoblju izmedu dva svjetska rata. Mestrovic je,
u suradnji s drugim arhitektima,” Viktorom Kovaci¢em, Haroldom Bilini¢em,
Fabijanom Kaliternom i Lavoslavom Horvatom, definirao prostore, te oni pro-
nose pecat njegova autorskog rukopisa, u rasponu od intimnosti gornjogradske
kuce do reprezentativnosti vile na splitskim Mejama. Poveznica izmedu oba
prostora, ma koliko razli¢iti bili, je Mestrovicev klasi¢ni, mediteranski iden-
titet utjelovljen u odabiru bijeloga brackog kamena kojim je zaodjenuo kom-
pletnu vanjstinu splitske vile, odnosno atrij zagrebackog doma, te u konciznosti
kanonskih redova, jonskog i toskanskog.

Stalni postav Atelijera Mestrovi¢ u razdoblju od 1969. godine do 2022.
godine dozivio je tek male promjene, uglavnom u smislu zamjene sadrenih
skulptura bron¢anim odljevima.’ Djela nisu bila postavljena u strogom kro-
noloskom i tematskom slijedu. U ovom umjetni¢kom muzeju memorijalnoga
karaktera, dojmovi o djelima stapali su se sa specificnom atmosferom prosto-
ra. U Galeriji Mestrovi¢ aktualni narativ stalne izlozbe odreden je tematskim
segmentima, rasporedenim u suglasjima s odrednicama vanjskih i unutrasnjih
prostora.* Kako niti jedan muzej nema prostore za povremene izlozbe, skoro

Hrvatske, sklopio Darovni ugovor. Njime je kucu i atelijer u Zagrebu, vilu na Mejama i Crikvine - Kas-
tilac u Splitu, te obiteljsku grobnicu u Otavicama, skupa s velikim brojem umjetnina, darovao hrvatskom
narodu. Svi ti objekti, odnosno muzeji i gradevine sakralne funkcije, objedinjeni su 1991. godine u
Fundaciju Ivana Mestrovica, odnosno od 2008. godine u Muzeje Ivana Mestrovi¢a. Uz navedene zgrade
Mestrovic je darovao i odreden broj djela, te ih je namijenio za izlaganje u budu¢im muzejima. Darovni-
ca je 1959. godine dobila dodatak, a otkupima i darovanjima fundus zagrebackoga muzeja, kao i
splitskoga, se konstantno nadopunjuje. Vidi: O muzejima. Osnutak muzeja, Dostupno na: https://mestrovic.
hr/o-muzejima/ [21. 05. 2024].

% Mestrovi¢ je na beckoj Akademiji likovnih umjetnosti uz kiparstvo studirao i arhitekturu.

3 Nakon Megtroviéeve Darovnice, 1954. godine Konzervatorski zavod preuzima nadzor i priviemenu
upravu nad zbirkom u Mletackoj 8. Pet godina kasnije, zbirka Atelijera Mestrovi¢ predana je na upravu
Gradskoj galeriji suvremene umjetnosti z Zagrebu, kasnijim Galerijama grada Zagreba. Atelijer, atrij i
dvoriste kuce adaptirani su 1962. — 1962. prema rjeSenju arhitekta Miroslava Begovica. Stalni postav
otvoren je 1963. godine. Izbor djela nacinila je voditeljica Atelijera Mestrovi¢, Vesna Barbi¢, a autor
likovnog postava bio je slikar Edo Kovacevi¢. Godine 1969., dovrsena je adaptacija kuce. Vesna Barbi¢
odabrala je djela, a likovni postav potpisao je arhitekt Vojtjeh Delfin. IzloZena djela iz fundusa i pohrane
pokrivala su razdoblje od 1904. do 1942. godine. Godine 2018. pridruzeno im je jedno djelo iz
americkog razdoblja, kameni reljef Domagojevi strijelci, koje su donirali Mate i Rumjana Mestrovic.
Atelijer Mestrovi¢ zatvoren je za posjetitelje u ozujku 2022. godine zbog obnove nakon zagrebackog
i petrinjskog potresa. Obnova u trenutku pisanja ovog ¢lanka jos taje, a priprema se i koncept novoga
stalnog postava. Vidi: Cerina, Ljiljana, 2010., 100 djela Ivana Mestrovi¢a, katalog stalnoga postava
Atelijera Mestrovi¢, Zagreb: Muzeji Ivana Mestrovica — Atelijer Mestrovic.

4 Zadnji stalni postav koncipiran je 1997. godine, ¢emu je prethodila obnova objekta (1995. — 1997.).
Galerija Mestrovi¢ svecano je otvorena na Medunarodni dan muzeja, 18. svibnja 1998. godine. Projekt
obnove i osmiSljavanja novog stalnog postava vodio je tada$nji ravnatelj Fundacije Ivana Mestrovica,
Guido Quien. Angaziran je arhitekt Vinko Peraci¢, a sudjelovao je i arhitekt Ivica Prtenjak. Muzeolosku
koncepciju stalnog postava nacinili su Guido Quien i kustos Bozo Majstorovi¢ uz suradnju kustosice Iris
Slade. Nakon 1998. godine dogodile su se manje izmjene u postavu, zbog preuzimanja odredenih djela
koja su u vlasnistvu nasljednika Ivana Mestrovica, kao i zbog otkupa za fundus. Provele su se i odredene
prostorne intervencije u postavu. Vidi: Galerija Mestrovi¢ — katalog stalnog postava, 2018., (ur.) Zorana
Juri¢ Sabi¢, Maja Separovi¢ Palada, Split: Muzeji Ivana Megtroviéa.
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svi zahtjevniji izlozbeni projekti Muzeja Ivana Mestrovi¢a odrzavaju se u
drugim institucijama u Hrvatskoj i inozemstvu.® Za potrebe manjih studijskih
izlozbi moguce je uciniti odredene preinake, pa se one postavljaju u sklopu
stalnih postava.¢

1.2. Suvremene umjetnicke intervencije u stalnim izloZbama

Stalni postavi kao §to je zorno iz navedenih primjera imaju iznimno dug
rok trajanja, koji se najcesc¢e protegne na vise desetlje¢a. Generacije, ponajprije
domace, publike naviknute su na odredeni nacin predstavljanja zbirki. Sa svim
svojim prednostima i manama, on postupno, i neminovno, gubi utrku s vreme-
nom. Interakcija s kustosima, pedagozima i redarima-informatorima., odnosno s
muzejskim djelatnicima koji obavljaju vodstva, radionice, predavanja i sli¢ne ak-
tivnosti, pruza dinamic¢niji kontakt 1 uvid u gradu 1 brojne teme koje ona emanira.

Nacin na koji se umjetnicki predmet dozivljava ovisi o0 mnogim ¢im-
benicima. Jedan od njih je kontekst njezina izlaganja, u okviru povremene ili
stalne izlozbe. Njegov smjestaj u izloZbenom prostoru, njegov odnos prema dru-
gim predmetima, koriStenje muzeoloskih alata 1 drugi parametri, definiraju Siroku
lepezu moguénosti kako ¢e biti viden 1 shvacen — bilo od strane stru¢ne ili mnogo
Sire javnosti. Kuce umjetnika koje funkcioniraju poput muzejskih institucija daju
poseban okvir za razmatranje ovog pitanja.

Ovaj okvir prvenstveno je odreden Cinjenicama ofuvanja memorijalnog
karaktera, uklju¢ivanjem ne samo umjetni¢kih predmeta ve¢ i predmeta sva-
kodnevnog zivota te nadalje samom ¢injenicom da je muzej posvecen jednom
jedinom umjetniku. U takvim je ustanovama granica izmedu (bivse) kucéne,
atelijerske 1 (sadasnje) muzejske funkcije, a time i izmedu javnog i1 privatnog
aspekta, vrlo fluidna i znacajna.

Stoga je je 2010. godine u Atelijeru Mestrovi¢ u Zagrebu zapocet program
MESTART u cilju aktualizacije i novoga &itanja stalnih postava i opusa Ivana Metro-
vi¢a kroz suvremene umjetnicke izricaje. [zlozbeni program odvija se 1 u Galeriji
Mestrovi¢. Referirajuci se na spomenute posebnosti muzejskih prostora, kao i na
njegovu umjetnost 1 Zivot, hrvatske 11 strane 1 autori_ce stvaraju specificna djela,
kroz koja se otkrivaju nove interpretacije MeStrovi¢eve kompleksne ostavstine.
Umjetnice 1 umjetnici naime direktno interveniraju u stalne postave. Pojedine izloz-
be ostvarene su oba muzeja, a neke samo u zagrebackom ili splitskom.

5 Spomenimo samo neke izlozbe: Skulptura i nagost: tjelesnost i erotika u djelima Ivana Mestrovica,
Gliptoteka HAZU, Zagreb, 26. 1. — 26. 2. 2016., Ivan Mestrovi¢ — Adriatic Epopee, International Cul-
tural Centre, Krakow, 24. 7. — 5. 11. 2017., Ivan Mestrovi¢: telesnost in erotika v kiparstvu, Cankarjev
dom, Ljubljana, 13. 2. 2018. — 20. 5. 2018., Ivan Mestrovi¢ (1883—1962) Sculptor and Citizen of the
World, 24. 11. 2022 — 26. 2. 2023 Ivan Mestrovi¢: retrospektiva, Galerija Klovié¢evi dvori, Zagreb, 22.
11.2023. 3. 3.2024.

® Primjeri takvih projekata su izlozbe Stecevine Atelijera Mestrovié, 1991. — 2011., Atelijer Mestrovié,
Zagreb, 17. 11. 2011. — 18. 3. 2012. Mestrovi¢ev znak u Zagrebu — arhitektura: 80 godina Mestroviéeva
paviljona, Atelijer Mestrovi¢, Zagreb, 18. 12. 2018. —31. 3. 2019.



Kao $to je primijetila Khadija Carroll La, ,.kada suvremeni umjetni-
ci interveniraju u muzejskim izlozbama, oni interveniraju izmedu proslih 1
buducih nacina gledanja, pretvarajuci tako muzejske predmete u projekte®.’
Proizlaze¢i iz osnovne postavke programa MESTART —koja bi se najjednostavnije
mogla definirati ,,suvremenim iS¢itavanjem Mestrovi¢eve umjetnosti, svaka
se intervencija pokazala kao specifican projekt koji Siri posve razlicita pitanja
o suceljavanju moderne i suvremene umjetnosti.

Valja se takoder vratiti na po€etnu opasku, o granici izmedu javnog
1 privatnog aspekta. Sli¢na dihotomija moze se prepoznati izmedu ulazaka
,»drugih umjetnika* u sasvim definirane granice Mestrovic¢evih djela 1 njego-
vih biv§ih kuca 1 atelijera. Moguce je napraviti manje prilagodbe zateCene
situacije, ali polaziSte je uklopiti se u definirani okvir 1 iz njega proizvesti sve
moguce strategije i pristupe dijalogu izmedu umjetnickih osobnosti. Umjetni-
ci se ne referiraju samo na Mestroviceva djela izlozena u muzejima, ve¢ i na
ona u drugim institucijama i javnom prostoru, u Hrvatskoj i inozemstvu.

2. MEDPUNARODNA AKCIJA MESTART: NA DASCI,
ATELIJER MESTROVIC, ZAGREB, SIJECANJ — LIPANJ 2010.

Prvi projekt u sklopu programa MESTART bila je medunarodna akcija
MESTART: Na dasci. Na granici ulice i muzeja, na pragu nekadasnjeg doma Iva-
na Mestrovica — u atriju Atelijera MeStrovic¢a, dogodio se susret Mestroviceve
klasi¢ne umjetnosti i suvremenog izricaja ulicne umjetnosti. Projekt je nastao
kao reakcija na konkretnu situaciju — zbog gradevinskih radova na susjednoj zgra-
di Ustavnog suda, skulpture i stupovi atrija bili su oblozeni daskama. Sestero
mladih grafitera iz Hrvatske (Filip Morka Burburan, Slaven Lunar Kosanovi¢,
Marko Zets Prpic,), Srbije (Aleksandar Angel Milivojevi¢), Njemacke (Flying
Fortress) 1 Nizozemske (Ronald Aleksander Lindgreen) pozvano je da naprave
svoje vizije grafita Mestrovicevih slika. skulpture. Glavni suradnik na ovom
projektu bio je Slaven Kosanovi¢, na hrvatskoj 1 medunarodnoj grafiterskoj
sceni poznat kao Lunar. On se afirmirao ne samo kao vodec¢i domaci street art
umjetnik, nego 1 kao organizator brojnih akcija 1 voditelj pedagoskih radionica.
Tako je i za ovu akcije okupio svoje kolege 1 prijatelje.

Cilj ovog medunarodnog projekta nije bio samo uciniti vidljivima
privremeno skrivene skulpture, ve¢ i pruziti drugaciji pregled hrvatske i svjetske
bastine, koji bi bio primjeren mladim generacijama muzejske publike. Interpre-
tirana likovnim jezikom uli¢ne umjetnosti, koja se nametnula kao relevantan iz-
raz urbane kulture, odabrana remek-djela hrvatske i svjetske moderne umjetnosti
jos§ su jednom dobila potvrdu svoje aktualnosti i bezvremenosti.

Namyjera je bila pobuditi pozornost javnosti, posebice mladih, o spome-
nicima i kulturnoj bastini op¢enito. S jedne strane, probudio je percepciju koja

7 Carroll La, Khadija, Object to Project: Artist’s Interventions in Museums. Christopher Marshall (ur.),
Sculpture in the Museum, (London, Ashgate Press, 2012), 217.
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proizlazi iz razlikovanja mentalne prisutnosti (interpretacija ulicne umjetnosti) 1
fizicke prisutnosti (Mestrovi¢eva skulptura u svom uobic¢ajenom kontekstu). S
druge strane, stavljen je naglasak na poticanje postovanja kulturnog nasljeda, te
na njegovo upoznavanje kroz medij koji podrazumijeva uljepSavanje, umjesto
agresivnog uniStavanja (precest slucaj s iSaranim fasadama).

Nadalje, radilo se o dijalogu izmedu kiparstva (Mestrovi¢eva umjet-
nost kao tema) 1 slikarstva (ulicna umjetnost kao oblik zidnog slikarstva —
medij). Ne zaboravimo da je drvena ploca jedna od najstarijih podloga za
slikanje. Iako je ulicna umjetnost odavno usla u muzejske i galerijske pro-
store, dijalog modernog i suvremenog jo$ uvijek pruza dovoljno izazova 1
intrigantnih moguénosti za kreativno reagiranje.

Neki su autori izvodili izravnija tumacenja Mestrovi¢evih amblematskih
djela (spomenici, sakralna djela, aktovi), neki su bili potaknuti kiparevom
sposobnoscu da prosiri tako Siroku lepezu svojih figurativnih prikaza (Zetsovo
ispreplitanje viSe portreta u jednu kompoziciju kako bi stvorio osje¢aj meta-
morfoze) ili su pronasli zajednicku temu koja ih je potaknula na stvaranje
vlastitih djela ne referirajuci se posebno ni na jedno Mestrovicevo djelo (Lind-
greenovi aktovi).

Projekt je dobio veliku medijsku poprac¢enost — od ¢asopisa Playboy,
preko likovno kritiCarskih ¢asopisa do glasila katolicke crkve. Muzej je dobio
novu publiku, koja do sada nije dolazila, uglavnom tinejdzersku dob i mlade
generacije. S druge strane, neki su smatrali da je projekt previSe provokativan
1 da ovakva umjetnost ne bi trebala ulaziti u takve muzeje. Svaki projekt koji
se bavi suvremenim intervencijama riskira dobivanje negativnih ocjena.

Nakon zavrSetka projekta, drvene ploce su ¢uvane i rekonstruirane u
razli¢itim muzejskim prostorima (Galerija likovnih umjetnosti, Split). Time su
Mestroviceve skulpture ne samo izmjeStene, ve¢ je ponudena nova perspekti-
va zagrebacke kulturne bastine u drugom (drugacijem!) urbanom kontekstu.

3. MESTART: AMELA FRANKL—ZA ZDENAC ZIVOTA,
ATELIJER MESTROVIC, ZAGREB, SVIBANJ — SRPANJ 2011.

Drugi projekt, Za zdenac Zivota hrvatske vizualne umjetnice Amele
Frankl, pruzio je intimniji pristup. Umjetnica je u svojem video radu bila in-
spirirana kultnom Mestrovi¢evom javnom skulpturom Zdencem Zivota (Bec,
1905.), smjeStenom u srediStu Zagreba, ispred Hrvatskoga narodnog kazalista.
Na njoj su prikazani nagi parovi, muskarci i Zene, te starac i beba. U tom jedin-
stvu formi (ljudskih tijela 1 apstraktnoga oblika kruznice), materijala (bronca)
1 materije (vode), ostvarena je snazna simbolicka refleksija zivota i njegovih
neprestanih mijena.

U svojoj univerzalnosti ta je refleksija bliska svakome, neovisno o
razdoblju u kojem Zivi — MeStrovi¢evu, nasem ili nekom buduc¢em. Najne-
posrednija komunikacija Zdenca Zivota 1 prolaznika, koja se ostvaruje sva-
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kodnevno, uvijek iznova, na drugaciji nacin i s drugim povodom, implicira
bliskost, pripadanje, prepoznavanje kojem nije potreban posredni tumac. Tako
je Amela Frankl u spomeniku prepoznala vlastiti trenutak srece. Kruzenjem
oko Zdenca autorica je osvijestila prolazenje kroz faze svoga zivota, a svaki
daljnji korak doslovno je fizi¢ki i vremenski odmak unutar kojega se ozivotvoruje
iskustvo.

Svaki korak nabijen je energi¢nim ritmom, koji rezonira autori¢ino
veselje, unutarnje zadovoljstvo. Mestrovi¢evoj melankoliji, kontemplaciji o
ljudskoj prolaznosti, Amela kontrapunktira svoj staccato iskaz ideje Zivota
— njegova novog pocetka, ovdje i sada, u trenutku zabiljeZzenom kamerom.
Kadar kamere je nepomican, tako se dodatno istice pokret i njegova relaci-
ja naspram staticne skulpture, koja je pak dinamizirana kroz nacin obrade
povrsine 1 svojom pozicijom unutar prostora trga.

U svojoj poetici Amela Frankl uvijek poseZe za Sto minimalnijom, sugestivnom
gestom. Nakon §to prouci 1 prisvoji odredeni kontekst, autorica trazi mikro-
pore podudarnosti s vlastitom zivotnom i umjetni¢ckom odredenos¢u i unutar
njih stvara intervenciju, kojom se ne namece, no kojom postavlja sasvim iz-
ravne poruke senzibiliziranome promatracu. lako Amelinim hodom odjekuje
sreca, ve¢ sama tocka koja usmjerava kretanje — skulptura Ivana MeStrovica
Zdenac Zivota — ukazuje da se u ukupnosti iskustva neminovno mijeSaju ra-
dost 1 tuga, ushit i bol, cijela lepeza Zivotnih iskustava.

Postavljanjem videoinstalacije Amele Frankl u Mestrovicev atelijer,
medu njegove skulpture, krugovi se nisu zatvorili, nego su se ulancavali u
daljnje valove sje¢anja, tumacenja i intimnih komunikacija posjetitelja s um-
jetnickim djelima.

4. MESTART: VEDRAN PERKOV — USELJENJE,
GALERIJA MESTROVIC, SPLIT, SRPANJ — RUJAN 2011.

Tre¢i projekt bila je izlozba hrvatskog vizualnog umjetnika, akademskog
slikara Vedrana Perkova postavljena u Galeriji Mestrovi¢ u Splitu. 1zlozba
Useljenje jedini je angazirani projekt u sklopu MESTART-a. Vedran Perkov
oblikovao je radove koji izravno aludiraju na MeStrovi¢eve skulpture, no
glavni dio izlozbenog narativa bile su kartonske kutije 1 sanduci, razli¢itih
veli¢ina, natrpani u gotovo svim prostorima Galerije Mestrovi¢. Svako useljenje
postavlja pitanje njegova povoda, razloga napustanja jednoga prostora da bi
se preslo u drugi. Jer, useljenje je katkada slobodan izbor, a katkada nuzda,
odnosno izbjeglistvo, kao ishod nezeljenosti 1 nepotrebnosti 1 nekih drugih,
nametnutih useljenja i iseljenja.

Aproprijacija tudega naznacena je prostornom instalacijom Paunov
rep, postavljenom iza skulpture Job, Mestroviceva paradigmatskoga prikaza
ljudske patnje 1 boli. Simplificirana struktura repa, izvedena skromnim materi-
jalima, sugerira znacenja izreke ,kititi se tudim perjem®, to jest preuzimanja
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tudih zasluga, u ovom slu¢aju preuzimanja vrijednosti Mestrovi¢eve umjetno-
sti. Novija povijest Hrvata svojim smjeStajem izmedu skulptura Sanjarenja 1
U ocaju, implicira osciliranje sagledavanja nedavne proslosti, koja se pretace
u sadasnjost izmedu tih dviju krajnosti.

Niz od Sest reljefa — pet Pohotnica i jedne Velike Pohotnice — ostva-
renih u jeftinom, efemernom materijalu stiroporu, upucuje na banaliziranje
Zena i njihovo svodenje na plosne stereotipe koji preplavljuju medije, a napose
muske casopise, iz kojih je Perkov i preuzeo likove. Pojacano ¢itanje rado-
va ostvaruje se u kontrastu s formama i1 materijalima MeStrovi¢evih prikaza
zena — majki, udovica, aktova u ¢ijoj su neposrednoj blizini reljefi izlozeni.
Potrosni karakter materijala kojima se autor uobicajeno koristi, poput kartona
ili stiropora, sugerira na nedovrSenost — op¢i princip funkcioniranja razlicitih
segmenata drustvene stvarnosti.

Videorad Glava konja neznanoga junaka aludira na precesto manipu-
liranje 1 politicku zloporabu skulpture u javnom prostoru, te na manjak po-
trebne estetske 1 eticke osvijestenosti struktura koje odlucuju o njihovu odabiru
1 smjestaju u javnom prostoru, koji tretiraju kao vlastiti. Glava Pobjednika,
autoportret Vedrana Perkova, koja se direktno svojim nazivom poziva na
Mestrovicevo ostvarenje, studiju za javni spomenik, izveden u tradiciji realisticnog
prikazivanja boraca 1 junaka, autorov je autoironi¢ni komentar, ali 1 krajnje
direktno markiranje, prisvajanje teritorija u koji se useljava.

Ivan Mestrovi¢ bio je prisiljen iseliti iz svog doma tijekom Dru-
gog svjetskog rata, a u Splitu je tijekom izlozbe Vedrana Perkova u Galeri-
Ji Mestrovi¢ glavni kulturni skandal bilo iseljenje bivSeg ravnatelja Galerije
likovnih umjetnosti, $to je bila posljedica politickih odluke, koje su ignori-
rale misljenje stru¢nog establiSmenta. Na taj su nacin intervencije Vedrana
Perkova premostile dogadaje iz Mestrovi¢eve sudbine (koje se odrazavaju i
na njegova djela) 1 aktualnu druStvenu 1 kulturnu situaciju u Splitu 1 Hrvatskoj.

5. MESTART: PETAR BARISIC I LOREN ZIVKOVIC
KULJIS - TRANZICIJE, GALERIJA MESTROVIC,

SPLIT, PROSINAC 2013. - VELJACA 2014.; ATELIJER
MESTROVIC, ZAGREB, SVIBANJ - KOLOVOZ 2014.

Sljedeci projekt Tranzicije bio je postavljen je u oba muzeja, zagrebac-
kom 1 splitskom, a spojio je dva kipara — Petra BariSi¢a iz Zagreba 1 Lorena
Zivkovi¢a Kuljia iz Splita. Povezivanje dvojice autora razli¢itih generacija i
poetika, Petra Barisi¢a i Lorena Zivkoviéa Kuljisa, u (prvi) medusobni i (za
Petra prvi, za Lorena drugi) zajednicki dijalog s MeStrom, pruZio je nov iza-
zov sagledavanja triju iznimnih kiparskih licnosti.

Petar BariSi¢ je ponajprije usmjeren na dodavanje materiji i prostoru
dimenzije zvuka, koji postaje rezonancija njihova prvotnoga znacenja i mo-
guénost njegova prosirenja. Kao u mnogim svojim dosadasnjim ostvarenjima,
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Barisi¢ osvjestava dimenziju podrijetla Dalmatinske zagore, zajedni¢koga mu
s Mestrovi¢em, te asimilaciju arhetipskoga zavi¢ajnog momenta 1 kiparsko-
ga moderniteta, bastinjenoga Skolovanjem i naknadnim formiranjem. Zvu¢na
instalacija Ditiramb, postavljena u nukleus obiteljskoga Zivota, u nekadasnju
blagovaonicu, u kojoj se nalaze portreti obitelji Mestrovi¢, slavi, kao 1 njezin
klasi¢ni uzor poetske forme, prirodu i Zivotnu radost. Prikupivsi autenti¢ne
zvukove Dalmatinske zagore — udarce stopala u vrlickom Nijemom kolu, gla-
sanje zivotinja, stari¢in pjev 1 ostale zvukove Zivota na selu, BariSi¢ rekreira
ishodi$ni ambijent te otvara pitanje memorije i identiteta koji daje specifi¢an
tematsko-formalni pe¢at Mestrovi¢evu stvaralaStvu.

Iznad Perzefone, skulpture koja unutar mitoloSke teme oznacava
katarzi¢ni trenutak izlaska i1z tame — MeStrovica iz zatvora, brojnih naroda iz
Drugoga svjetskog rata — Barisi¢ postavlja vatreni krug (Zrak), koji u tmini noci
ojacava simbolicko Citanje, naglasavaju¢i moguénost otkupljenja, procis¢enja od
teSkoga tereta sudbina koje su zadesile samoga Mestra, ali i Zene u njegovu Zivotu.

Rad Ivanove kise predstavlja dvostruko podcrtavanje imena (umjet-
nika 1 starozavjetnoga proroka) i nastavak pozivanja na tradiciju zavicajnoga
podneblja: zvukovi cijedenja maslinova ulja u kamenicu i odjeka kapi kise
Sto se slijevaju u limene posude rasporedene uz seoske kuce. Postavljajuci
okruglo ogledalo ponad Rimske pieta Barisi¢ otvara nov pogled na skulpturu
u cjelinu, a posebno na lica protagonista - Krista, Josipa iz Arimateje 1 Marije
Magdalene. Ogledalo funkcionira kao prijelaz u drugu dimenziju i kao dodatni
atribut skupine — kao zajednicka aureola. Odrazavanje kompozicije sublimira
emocionalni 1 simboli¢ki intenzitet scene, dok zvuéni zapis, gotovo sakral-
noga karaktera, u kojem je ljudski glas doveden do razine apstrakcije, uvodi
promatraca u stanje meditativnoga, posve¢enog razmatranja djela, ali i vlastita
raspolozenja.

Uz Joba umjetnik pak odlazi u drugu krajnost. Visoka usijanost krune,
njezino krvavo zacrvenjenje, i neugodni, teski zvukovi, zagluSujuci krikovi,
koji se kao 1 toplina postupno pojacavaju, otvaraju prostor nelagodi, trpljenju
1 muci samih posjetitelja, Sto je suStinska tema ove izrazajne i dramati¢ne
skulpture. Za potrebe zagrebacke izlozbe, ovaj je skulptura prenesena iz
Galerije Mestrovic.

Nasuprot Barisi¢evu pristupu, Loren Zivkovi¢ Kulji§ je introspektivan,
suptilan 1 autoreferencijalan, sklon malim pomacima koji sugeriraju promisljenu
aproprijaciju pretpostavljenoga: prostora i referentnih postavki. Skice za neizvedi-
vo su crtezi, kolazi i makete za zamisli koje nije moguce izvesti, tako da istovre-
meno funkcioniraju 1 kao izvedeni radovi koji jedino mogu biti izvedeni u ovom
obliku: model grada koji je zapaljen, crtez koji predstavlja figuru koja istovreme-
no napuhuje veliki balon uz pomo¢ kojega leti, skica stroja koji guta prostor...

U radu Slike razbijaju moju iluziju znakovito je koriStenje gline —
pocela kiparskoga stvaranja 1 razmisljanja, u kojoj nastaje djelo, koju moze-
mo smatrati istinskim originalom, no koja ostaje nevidljiva i ¢esto nepoznata.
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Autoportretom naslovljenim Udaljenost, koji nalijeze s obje strane prozora
balkona splitske vile, postigao je uskladenost djela koje svojom idejom 1 for-
mom, preoblikuje i resemantizira okoli§ unutar kojega ga smjesta. Crtezi na
kojima posveceno prenosi detalje odredenih Mestrovicevih skulptura iz kata-
loga Galerije Mestrovi¢ i Atelijera Mestrovi¢, te ih minuciozno precrtava s postupnim
izmjenama, sugeriraju nuznost vra¢anja na umjetnicke uzore i tradiciju, njego-
vanje perfekcije, nuznost stalne vjezbe i provjere. Crteze ostavlja posjetitelju
na listanje, pregledavanje, sasvim prikladno, u intimnom prostorima Mestro-
vic¢evih blagovaonica.

Tako su se u svojim djelovanjima Petar Barigi¢ i Loren Zivkovi¢ Kuljis
otisnuli u podrucja razli¢itih medijskih moguénosti, kiparska intuitivna i met-
jerska snaga itekako je prisutna, $to se napose ocituje u relaciji spram Mestro-
vi¢eva stvaralastva.

6. MESTART: ANA KUZMANIC - DIJALOG I, IT I 111,
ATELIJER MESTROVIC, ZAGREB, PROSINAC 2014. —
VELJACA 2015.; GALERIJA MESTROVIC, SPLIT,
LISTOPAD 2015.

Ana Kuzmani¢, po vokaciji akademska slikarica, po interesu autorica
Sirokoga medijskog dijapazona, prepoznala je, kroz neposredno iskustvo sebe
kao nove majke, bliskost s odredenim aspektom kipareva djela, univerzal-
nim i duboko osobnim. Zaintrigirana MeStrovi¢evim prikazima majcinstva,
odlucila je osvijestiti ulancanost tih iskustva, koja su ujedno vjecna i ista, ali
i efemerna, neponovljiva. Dijalog umjetnice i umjetnika razliite generacije,
medija 1 spola ostvario se u dijametralnoj suprotnosti njezinih videa, svjetlos-
nih i zvu¢nih radova te Zenskoga iskustva i njegove Cvrste materije, figura-
tivne forme 1 muske pozicije.

Ivan Mestrovi¢ stvarne je Zene iz svoje okoline pretvarao u Bogorodice,
mitska bica 1 opsezne pojmove poput pojma domovine ili povijesti. Ana Kuz-
mani¢ stupa u dijalog s obrisima religijskih, ideoloskih, rodnih 1 drugih kon-
strukcija majCinstva reflektiranih u Mestrovi¢evu radu i stavlja ih u kontekst
suvremenosti. U radu Dijalog I autorica resemantizira znacenje i pojavnost
Mestrovicevih skulptura ekstrahiraju¢i njihovu materijalnost, svodeci je na
povrsinu, koja je bas poput ljudske koze ranjiva, tro$na i prolazna. Videozapi-
su krupnih kadrova opne tijela skulpture Ana pridruzuje zvuk dopplera koji
biljezi otkucaje srca njezina nerodenoga djeteta. U ranjivosti kipa ona pre-
poznaje vlastito tijelo, transformirano maj¢instvom, kao i neminovan utjecaj
vremena na zemaljsko postojanje.

Dijalog II bavi se druStvenom konstrukcijom majcinstva, to jest
nacinom na koji su identitet te uloga majke i djeteta vrlo jasno i detaljno
definirani zakonom. U dje¢joj no¢noj lampi, koja se rotira i stvara sjene na
zidu, uobicajene zvjezdice 1 druge figure povezane s komercijalizacijom djetinjstva,
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zamijenjene su tekstom iz hrvatskoga Obiteljskog zakona. Clanak 89. kaze:
Dijete je duzno postovati svoje roditelje i pomagati im u obavljanju poslova u
obiteljskoj zajednici u skladu sa svojom dobi 1 zreloS¢u te biti obzirno prema
¢lanovima obitelji. Na taj nacin autorica drzavnu intervenciju u svoj odnos s
djetetom uvodi u intimnost soba u kojima je neko¢ obitavala obitelj Mestrovi¢.

Dijalog III audiodokumentarno biljezi jedan dan u zivotu nove majke.
Biljeze¢i samo trenutke koji su uvjetovani maj¢inskom ulogom, zvu¢na do-
kumentacija reproducirana je u neposrednoj blizini kipa Olga Mestrovi¢ doji
Tvrtka. Uloga majke transformira autori¢inu svakodnevicu 1 identitet na vrlo
slicne nacine na koje je transformirala i njezine prethodnice iz blize i dalje proslo-
sti. Kroz formu Zenskoga narativa, u srazu izmedu tradicionalne kiparske
forme 1 suvremene audiotehnologije, povijesni arhetip majke zadobiva novi
glas 1 propituje njezinu ulogu u proslosti, sadasnjosti 1 buduénosti.

7. MESTART: TANJA RAVLIC - DOLAZAK, ATELIJER
MESTROVIC, ZAGREB, LISTOPAD - PROSINAC 2016.;
GALERIJA MESTROVIC, SPLIT, SVIBANJ — SRPANJ 2017.

Tanja Ravli¢ sli¢no kao i Ana Kuzmanié¢ vlastito Zivotno iskustvo
povezuje s MeStrovicevim radovima 1 prostorima. Na njegovoj zagrebackoj 1
splitskoj adresi Ravli¢ je izlagala videoradove koji su promisljanja njezinih pri-
jasnjih djela, kojima se bavila svojim obiteljskim nasljedem. Autorica prizore
snima na mjestima na kojima je boravila u djetinjstvu. Radom Na ispravnom
putu nadovezuje se na koordinate povijesti Mestroviceve, ali 1 vlastite obitelji,
s majcine strane, biljeze¢i svoj hod cestom u Otavicama podno mauzoleja
obitelji Mestrovi¢, Crkve Presvetog Otkupitelja. Umjetnica svojim kretanjem
ostvaruje pravac odlaska s ishodi$ne tocke, prihvacajuéi pri tome izazov no-
voga puta 1 iskustva.

Radom Dolazak autorica prelazi na drugi Zivotni ciklus, koji ponovno
smjesta u precizno geografsko podneblje — sada u selo na Biokovu, u kojem
se dogodio bitan moment osobne proSlosti — ulazak jedne Zene u muzevlje-
vu obitelj. Tanja Ravli¢ ga reinscenira 1 €isti od nepovoljnih konotacija koje
su ga pratile. Daju¢i mu drugaciji, pozitivan predznak, ona ostvaruje mo-
gucénost povoljnog otvaranja svoga novog zivotnog ciklusa. Njegova simbo-
lika utjelovljena je u vizualno uzbudljivom radu Prema gore. U njemu Tanja
Ravli¢ u crvenoj haljini uranja u more 1 izranja iz njega, vadi kutiju, Skrinjicu,
s neotkrivenom pobudbinom za novo putovanje, te baca u more plodove Sip-
ka. More, takoder, prepoznajemo kao snazan simbol: ono simbolizira dinami-
ku zivota; ,,sve dolazi iz mora i sve se u more vra¢a““; ono je mjesto prijelaza
izmedu radanja ideje 1 njezine konkretizacije u materijalnu zbiljnost ; ondje se
ostvaruje povratak sebi.

Tanja Ravli¢ ovim izlozbama tematizira dolazak na ishodiste, ali 1
svoj odnos prema prostorima koji su je formirali. Pri tome ona ne zaboravlja
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svoj slikarski instinkt i poziv, te ga iskazuje postavljanjem modroga slikar-
skog pigmenta. Znakovita je simbolika boje, koja se provlaci svim radovima
(Na ispravnom putu — boja cipela; Dolazak — nebo, Prema gore — more): du-
bina, stabilnost, povjerenje, odanost, mudrost, samopouzdanje, inteligencija,
vjera, istina... Zuto platno kojim autorica suptilno obavija markantne stupove
Galerije Mestrovi¢, takoder se nadovezuje na slikarski kontekst, te simbolicki
ukazuje na Sunce, odnosno njegovu snagu (kao i snagu nosaca), potom vital-
nost 1 mogucnost regeneracije.

Svojim se ostvarenjima Tanja Ravli¢ tek mjestimi¢no, ali posvema
dosljedno, preklapa s odredenim Mestrovi¢evim temama, materijalima u koji-
ma je stvarao (drvo, kamen), njegovom klasi¢cnom arhitekturom, mediteranskim
ambijentom koji ga je neprekidno napajao inspiracijom. Upravo takvim slo-
bodnim nadovezivanjem ona naglasava bitnost ciklickog obnavljanja Zivotne
1 kreativne faze.

8. MESTART: IVANA TKALCIC — A(RTIFICIAL)
IINTELLIGENCE) I, ATELIJER MESTROVIC, ZAGREB,
STUDENI 2019. - VELJACA 2020.; MESTART: IVANA
TKALCIC - A(RTIFICIAL) INTELLIGENCE) II, GALERIJA
MESTROVIC, SPLIT, PROSINAC 2019. - VELJACA 2020.

Ivana Tkal¢i¢ izlozbama A(rtificial) I(ntelligence) I 1 A(rtificial) I(n-
telligence) II u fokus stavlja uistinu relevantnu temu umjetne inteligencije.
Iako je prisutna od polovice prosloga stoljeca, a dijelom nase svakodnevnice
postala je otprilike pocetkom ovoga stoljeca, njezini po€eci sezu mnogo dalje
1 dublje. Jo§ ¢e se u Bibliji, odnosno u Zidovskom misticizmu javiti pojam
»Zolem* koji oznacuje materiju bez forme, ljudsko bic¢e koje nije u potpuno-
sti zavrSeno. Pojam se u pocetku odnosio na Adama, ali se kasnije formirala
legenda o Golemu, to jest o rabinu Judi Levu ben Bezabelu, koji u 16. stolje¢u
u Pragu oblikuje fantasticno bice, koje ¢e umjetnici od 19. stolje¢a naovamo
shvacati kao utjelovljenje umjetne inteligencije.

Da bi prikazala na koji nacin umjetna inteligencija te strojno ucenje
mogu formalno analizirati skulpture Ivana Mestrovic¢a, Ivana Tkal¢i¢ u svo-
Jim se istrazivanjima posluzila open source alatima 1 platformama. Radovi
proistekli iz toga zanimljiva procesa izloZeni su uz analizirane skulpture,
koje su dio stalnih postava Atelijera Mestrovi¢ 1 Galerije Mestrovi¢. Proces
je zapravo sli¢an onom ljudskom. Pojedinac gradi svoj imaginarni muzej,
sluze¢i se pritom literaturom, razli¢itim zbirkama podataka, pa tako 1 onima
koji se nalaze na internetu. Sam rezultat je dakako mnogo rudimentarniji i
nezgrapniji, barem u onom verbalnom segmentu, gdje se nizu brojne rijeci,
,»tegovi® koje program vezuje uz likovni prikaz. Pojedine se rije¢i odnose na
najosnovnije karakteristike skulpture, 1 uopée na samo odredivanje medija.
Potom se nizu rijeci s kojima ne moZemo uspostaviti nikakvu logi¢ku povezni-
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cu, koje ¢e nas nasmijati i mozda ¢ak podsjetiti na psihi¢ki automatizam kakav
je njegovala metoda nadrealizma.

Osim toga, posredstvom platformi izlu€uju se razliciti linkovi, poput
onih s YouTubea, te fotografije drugih djela koje umjetna inteligencija prepoz-
naje kao sli¢ne. U zbroju svih informacija pojedinac je pozvan da analizu um-
jetne inteligencije suoci s vlastitom. U tom srazu spoznaje se vaznost Sirega
konteksta umjetnickog djela koji izmice open source alatima i platformama,
ali isto tako otvaraju se neke nove interpretativne mogucénosti, upravo zacud-
nim i ¢esto nelogi¢nim asocijacijama.

Autorica umjetnoj inteligenciji ne daje samo zadatak da analizira nego
1 da kreira. Na osnovi bogate fototeke Muzeja Ivana Mestrovica, koja sadrzi
tisuce fotografija djela Ivana Mestrovica, od kojih brojna nisu satuvana, um-
jetna inteligencija je krenula stvarati vlastite kompozicije. U nejasnim kon-
turama prepoznaju se MeStroviceve skulpture ili se pak razaznaje sli¢nost s
ostvarenjima njegovih suvremenika poput Augustea Rodina, Constantina
Brancusija 1 drugih umjetnika. Nedefinirana masa vraca nas ponovno na Go-
lema, na prvi primjer primjene umjetne inteligencije, i na vjecnu potrebu za
oblikovanjem i za davanjem smisla 1 vaznosti. Klasi¢nim nac¢inima oblikovanja,
razumijevanja i op¢enito svakodnevnoga funkcioniranja pridruzuju se, kao 1
na prethodnim izlozbama, novi nacini i modaliteti. Ovaj izlozbeni projekt,
realiziran u Atelijeru Mestrovi¢ 1 u Galeriji MeStrovi¢, razmatra supostojanje
obaju nacina, obiju stvarnosti, Sire¢i istovremeno polje razumijevanja Mestro-
vi¢eve umjetnosti, kao i moguénosti koristenja novih tehnologija.

9. MESTART: MARTINA MIHOLIC —-ARCHEOLOGY
OF ARCHETYPES ATELIJER MESTROVIC, ZAGREB,
RUJAN 2020. - LIPANJ 2021.

IzloZbom Archeology of Archetypes, postavljenom u Atelijeru Mestro-
vi¢ multimedijalna umjetnica Martina Miholi¢ usporedila je razli¢ita videnja
ljudskoga tijela: klasi¢ni pristup kipara Ivana Mestrovica, koji je tijelo ob-
likovao u tradicionalnim materijalima (kamenu, sadri, bronci 1 drvu), te suvre-
meni pristup 1 tijelo oblikovano pod utjecajem interneta i drustvenih mreza.
Njezine instalacije, umetnute u stalni postav nekadasSnjeg Mestroviceva
atelijera, kojim dominiraju upravo Zenski aktovi, temeljile su se na razma-
tranju arhetipova — ustaljenih obrazaca koji su kroz stoljeca, to jest tisucljeca,
definirali nacine prikazivanja odredenih tema u vizualnim umjetnostima, knjizevno-
sti, filmu, itd. Arhetipovi poput akta, motiva majke, ratnika, heroja 1 sl., izasl
su iz okvira umjetni¢kog iskaza u svakodnevni zivot, uvjetujuci kodove i ide-
ale ponasanja, te odnosa prema vlastitom tijelu 1 identitetu.

Vjecna aktualnost arhetipa povod je i za pedagosku akciju koja je u
Atelijer Mestrovi¢ dovela ucenice 1 uCenike zagrebackih srednjih Skola, V.
gimnazije i Skole primijenjene umjetnosti i dizajna iz Zagreba. Oni su pod
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mentorstvom i1 koordinacijom profesorica Vesne Misljenovi¢ i Bernarde Cesar
krenuli u istrazivanje arhetipskih ocCitovanja u radovima Ivana MeStrovica i
Martine Miholi¢. Gimnazijalke i gimnazijalci su sagledavaju¢i kompoziciju,
tehniku 1 materijal, analizirali skulpture u stalnom postavu muzeja, 1 to one
na kojima je posebno zamjetno kiparevo posezanje za klasicnim obrascima,
njihovo prilagodavanje vlastitu stilu i onodobnim stilskim imperativima ili
stvaranje novih arhetipskih moguénosti.

Ucenici Odjela unutraSnje arhitekture bili su pak usmjereni na temu
kuce umjetnika. Projektirali su ku¢u u kojoj bi mogao Zivjeti Ivan Mestrovic,
ugradujuci u nacrte znanje steceno posjetima takvim domovima, ali 1 viziju ar-
hetipa takve kuce. Ucenici Odjela kiparstva pridruzili su se pedagoskoj akciji
kiparskim ostvarenjima 1 crtezima s temama akta, autoportreta i karijatide, koje
su uvelike obiljezile stvaralaStvo Ivana Mestrovi¢a. Djela mladih arhitekata 1
kipara jo$§ jednom su potvrdila izazovnost MeStroviceve bastine, koja svaku
generaciju potice na nove interpretacije i nadogradnje. [zlozba uc¢enickih radova
postavljena u Mestrovi¢evu radnom prostoru uz djela koja su ih inspirirala 1 na
kojima su ucenice i ucenici brusili svoj pogled na umjetnost i svijet u kojem
zive, logi€an je nastavak kreativnog dijaloga izmedu moderne i suvremene um-
jetnosti, izmedu tradicije 1 sadasnjosti. U ovom slucaju taj dijalog generira nove
posjetitelje, a mozda 1 izlagace u Atelijeru Mestrovi¢ 1 u drugim muzejima.

10. ZAKLJUCAK

Projekt MESTART, najdugovjeéniji program Muzeja Ivana Mestro-
vica, etablirao je praksu dijaloga suvremenih umjetnickih iskaza s umjetnic-
kom 1 Zivotnom ostavstinom Ivana Mestrovica. Od 2010. godine u Atelijeru
Mestrovi¢ u Zagrebu te u Galeriji Mestrovi¢ u Splitu ostvareno je dvanaest
izloZbi na kojima je sudjelovalo Cetrnaest domacih 1 stranih umjetnica i um-
jetnika, koji pripadaju razli¢itim generacijama 1 izrazavaju se u razliCitim
likovnim medijima. Projekt redovito izaziva veliku medijsku paznju i svakom
svojom realizacijom privlaci novu publiku.

Umjetnicka istrazivanja, potaknuta kiparevom bastinom, usmjerena
su ka osobnim i univerzalnim temama i iskustvima, bas kao i Mestrovic¢evo
stvaralastvo — bilo da se radi o intimnim trenucima poput majCinstva ili da se
radi o razmatranju pitanja lokalnog i medunarodnog identiteta umjetnice ili
umjetnika, kao i promisljanja samoga medija u kojem se on/ona izrazava. Cinjenica
da se izloZba postavlja u zagrebackom ili u splitskom muzeju, odnosno u oba,
naglaSava njithove sli¢nosti (primjerice zastupljenost istih tema ili ¢ak istih
djela) i razlike (vezane uz funduse i arhitekturu).

Svaki projekt pruza poticaj muzejskim kustosi ca ma (sudjeluju li u
projektu ili ne) i publici da preispitaju svoj nacin gledanja na djela koja su
dio stalnog postava muzeja. “SVA UMJETNOST JE BILA SUVREMENA”,
izrekao je talijanski umjetnik Maurizio Nannucci neonskim znakom postavljenim
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na procelja Muzeja lijepih umjetnosti u Bostonu, Galleria degli Uffizi u Fi-
renci i Starog muzeja u Berlinu.® Suvremeni zahvati naglasavaju tu ¢injenicu,
koja se nerijetko zanemaruje. Jedinstvene i ponekad zaboravljene price mogu
se razotkriti upravo suvremenim intervencijama, koje 1 same u susretu s tradi-
cionalnim nac¢inima izrazavanja dobivaju nove kreativne poticaje.
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Barbara Vujanovi¢

CONTEMPORARY ARTISTIC INTERVENTIONS IN THE PERMANENT
COLLECTIONS - THE CASE OF THE IVAN MESTROVIC MUSEUM

Summary

The way an art object is perceived depends on many factors. One of them is
the context of its presentation, within the framework of an occasional or permanent
exhibition. Its placement in the exhibition space, its relationship to other objects, the
use of museological tools and other parameters define a wide range of possibilities
for how it will be seen and understood - either by experts or by a much wider public.
Artists” houses that function like museum institutions provide a special framework for
considering this issue. For the development of further discussion on the possibilities
of reinterpretation and recontextualization, the author proposes the presentation of
the museum program MESTART, which she started in 2010 in the Museums of Ivan
Mestrovi¢. The program aim is to present and update the works of Ivan Mestrovi¢
(1883-1962) with contemporary artistic expressions. The work and life of the artist
who reshaped the cultural and political landscape of Croatia, Europe and the USA in
the first half of the 20th century are reinterpreted using methods that use street art,
video art, sound art, artificial intelligence, etc, which enables a new understanding
of museum objects, collections, as well as the relationship between modern and
contemporary art.

Key words: Ivan Mestrovi¢, Ivan Mestrovi¢c Museums, contemporary artistic
interventions, curatorial practices.
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FROTTAGE AND THE TRANSMITTED IMAGE: TOUCH,
CONTACT, BLINDNESS
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Abstract: This article is based on reflections that accompany an artistic practice lived
in an ‘interior studio’. The creative explosion relating to primordial matter finds the
invisible in the sensation of chemical, physical and psychic factors. Specifically, the
frottage technique is investigated, considering it as a ‘blind image’ that is transmitted
by contact/friction. Possibilities of encounters with the indeterminate, bringing lapses
in the affective memory of childhood. The practical exercise is done using the matrix
and the oily pencil, paying attention to the incorporeal. Transmission of the occult
visualized in a graphical event. An awakening of the possibility of an indication, for
an inscription.

Key words: creative process, frottage, subjectivity, blindness, transmissibility,
memory.

1. INTRODUCTION

In this article I propose to share my creative process in parallel with the
investigation of the frottage technique. I consider it as engraving, taking into
account the issue of transfer made by friction, from an origin/matrix texture.
In doing so, I find similarities with the writing of author Jacques Derrida in his
book Mémoires d’aveugle: L’autoportrait et autres ruines (1990), in which
he reflects on drawing and blindness. When doing the frottage I don’t see the
matrix, the image is created in a field that awakens the hidden.

Frottage: rub, grate, scrape, grease. Max Ernest (1891-1976), German
painter, sculptor and graphic artist, one of the founders of Dadaism, who later
joined the Surrealist Movement, brought this way of producing images to
art in 1925. The texture of the floor inspired him, the contrasts between the
wood weaves made him glimpse points of light and points of darkness. In my
opinion, frottage is linked to the action of touch, the body, caress and violence.
The paper used must be as thin as skin, to recognize what is underneath
and print across its length what is evidenced by the greasy pigment. When
rubbing the stick, sometimes the paper tears, the wounds open and the inside is
immediately exposed. Construction of an almost violent time that takes place
in blindness. By rubbing the stick on the paper, the intention is to promote
the appearance of the image as if it were a system that has been blocked,
corrupted, that has been perverted, like our memories. This exercise suggests
bringing prohibitions to light, in a production of added value, metaphorizing
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through technique, traces of the individual and the universal. Immersed in the
studio, I feel the densities, the intertwining, the preambles that are part of the
experience. In this sense, I find clues in the readings of author George Bataille in
the book The Inner Experience (2016), and in his reflections in relation to what he
calls living an ‘inner experience’. The sensorial explosion is directed towards the
invisible, triggering a conjunction of ideas, of combinations with many variations.
I feel like I am in a laboratory where actions and reactions intertwine energies
in coexistence with the ethereal, peering into a state that has led me to a state of
blindness. A place that I use to experiment and experiment me, taking into account
chemical, physical and psychic factors. Blind eye, groping hands. Sensory work
and blindness are directly linked invisibly, opening, spacing, triggering imagistic
thoughts. I feel faced with possibilities of a new happening, in encounters with the
indeterminate. A feeling contrary to the society of spectacles, which takes place in
brightly lit places and which reflects the social chaos we live in. The inner studio
is a place. It is, the place, that allows me to create images, without seeing.

The frottage exercise is done between: a matrix and an oily stick, bringing
to the surface a sensorial image of the incorporeal. Following the reading of author
Anne Cauquellin in Fréquenter les incorporels (2006), in this engendering with

frottage, based on the idea of transmitting what is hidden, I feel the incorporeality

of the environment in which we live is reinforced. The gesture is repeated, but
does not become empty, as it concerns and is inscribed on the paper-skin. I thus
construct a self-portrait, or another portrait, another body, which behaves in
relation to another as a cause; bodies as causes of each other form a chain.

We may then suppose that friction is made in this chain, aroused by touch;
reliefs, slides, obstacles, in a diaphanous/non-diaphanous rhythm. A graphic event
that is there, waiting to be arranged, awakened from its possibility of transmission.
An index, a continuum, providing links with the void; contemplation, with
unclean time; temporalities. With the place; which is mental space. And with
the environment; amalgamation of everything. Perception, given by attention to
composite matter.

In the process, when I feel, I imagine. Many sensations long for the
revelation of form. How long has this image wanted to come out of hiding? I make
gestures that combine strength and delicacy, revealing what was incubated. I'm in
no rush to complete a configuration, to see where the image goes, but I let it enjoy
as much as possible, in this phantom texture of this hidden being that I touch,
before it becomes a drawing/frottage. A slow path beyond the limits of seeing,
from the inside out, from the mysterious, into the shadows. Invisibility incites
visibility, just as ruin contaminates the self-portrait that can never present itself
as such. Who was 1? Stored childhood dresses reappear in this playful creation.
Lace and flowers intertwine in obscure and undefined areas. Frictions giving way
to new combinations, announcing the interior that reveals itself as an image. The
current world, mixing past and future.
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2. THE PROCESS ENCOUNTERS TANGENCES

This approach aims to produce reflections, contextualizing and
articulating the influences that the creative process captures. Approaching an
almost playful language, frottage is incorporated into contemporary artistic
praxis. The objective is to think about the language of engraving in non-
traditional formats, checking possibilities in manifestations that do not make
direct use of conventional matrices. The emphasis is on thinking about the
creative process in its complexity, involving technical tangents in categories
such as drawing and photography, permeated by philosophical concepts.

Throughout my career I have focused on language whose essence is
transference. I build the images, investigating the notions of matrix and their
transmission to paper. Urged to uncover themes that question my daily work,
I made them a complement to creation, as well as to the teaching-learning
relationship. The research in this section is guided by the matrix image and its
‘revelation’, therefore through a non-seeing. The approaches aim for a careful
examination that focuses considerations on issues of similarity/dissimilarity,
producing impressions from contact/friction. This exercise provides me with a
deeper conceptual immersion, and also an improvement in the investigation of
materials, where I test the suitability of the papers, weight, softness, resistance
and transparency, as well as the pigmentation that uses sticks that release the
black color in very subtle tones.

This exercise, in addition to promoting conceptual deepening for
my research, provides an improvement in the use of materials, testing paper
suitability, weight, resistance and transparency, as well as with the pigmentation
part that works with the more or less oily stick testing by friction, its hardness,
softness, and its best dimension to use it vertically or horizontally, also its
circumference that will cover a smaller or larger area, experiencing through
the blind gesture, an imagetic appearance.

The challenge of this writing was guided by the search for new
theoretical and practical insights into contemporary printed art and its
derivations, following the legacy of research structured in practice to which
I have been dedicating attention. I maintain teaching and research and,
as an artist, I develop a production that I call post-engraving, as this work
moves towards other specificities and ways of presenting, without losing
the essential elements, focusing on the ways of recording/memorizing and
printing, providing attention to the reliefs, accumulations, incisions, cavities
and repetitions, generating movements, proposing new ways of thinking and
presenting an engraving. A work that is always in process, allowing me the
freedom to move within and outside the rules established by the technique.

As a focus, I inspected frottage, based on founding experiences of the
creative act, in an ‘inner studio’ and I propose here, more specifically, to think
about it in the experiments carried out in the corpus of some works I created.
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I chose examples of frottage production that I designed over the last eight
months. | analyze them with the main reference that structured this article:
‘blind printing’, taking as prominent authors Jacques Derrida who states
that all drawing is blind, in his book “Mémoires d’aveugle. L autoportrait
et autres ruines”, (1990) and with Georges Didi Huberman who in the book
“La ressemblance par contact - Archéologie, anachronisme et modernité de
["empreinte, (2008)” places us in the mode of contact of the matter in which
it is included friction, exemplified with artists in the L Empreinte exhibition,
at the Geroge Pompidou in Paris in 1997. In this exhibition, printing is treated
as a paradigm: considering printed art an invention of forms, invented directly
through duplication.

2.1. Slips and recesses

To shape the method, I use in practice and theory, my attempt is to
engage with the concept of blindness, the trigger that projects its designs. Being
blind to the work that comes your way. When blind, the other senses become
more acute. Obviously, it is not physical blindness affected by changes in the
cornea, but blindness that, in this approach, points to the ability to momentarily
hide what will be printed on the eyes, thus giving more sovereignty to touch,
to the hand. Acting in the shadow, in doubt, advancing along obscure paths,
as Marcel Duchamp says: “it is in fact this part of the shadow that would
mobilize artists for production” (in: Lancri, 2013: 16). The contact element
blurs the visible. Continuing in this sense, Didi-Huberman alerts us to a gap
in the discourse of the index: “A photographic portrait [...] never presented
the ‘model’ itself. He has already represented and complicated the model,
sculpting it into something else, perhaps an ideal, perhaps an enigma, perhaps
both.” (op. cit. 2008: 54).

When we talk about frottage, we can remember the surprising childhood
games in which we idealized an image, rubbing a wax stick on something with
relief, creating our stories. This magical moment produces endless narratives,
elucubration involving unpredictable emotions. Questions related to gestures,
contacts with matter that now alert me to a notion about temporality and the
way I produce a memory image.

I continue with the frottage, feeling the reliefs, the slides and the
recesses, in an encounter motivated by memories. A continuum, elaborated with
the incorporeal commented by Anne Cauquelin (2006). The author proposes a
series of arguments, paying attention to contemporary art, deepening concepts
such as the timeless, addressing silence, the indistinct, based on the Stoics
theory of incorporeal. It is clear to me here how much of this theory continues
to accompany current artistic manifestations.

When my hand caresses the paper, feeling the textures, it sparks my
imagination. I evoke childhood. Many sensations pulsate, aspiring for time
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to emerge from their invisibility and promote the revelation of the form that
was hidden. I highlight the presence of the hand, the gesture of action on the
thin paper skin that, when rubbed, reveals and exposes the volumes, creating
directions, finding space to spread as a brand. The matrix will be processed
during the transfer and will allow itself to be revealed in the process. The
paper covering membrane, proposed by the veil of time, shelters the secrets
until the moment they are revealed. Layers of reminiscences are activated by the
rhythmic gesture that seeks, in the hidden depth, the border layer between what
was and what will be in the impression it updates. Just one copy. I don’t want to
repeat the same thing. Neither the moment of joy, nor the moment of loss.

The matrix that I assemble spontaneously is made with childhood
dresses and dried plants, these elements are repeated, they will always be the
same, randomly arranged in each assembly. They land on the table, I let them
fall, in childish behavior without foreseeing the consequences. It’s not to redo,
to remember, it’s to relive my self-portrait as a child in another image. It’s now,
my other childhood, in a place where naivety and commitment come together
to build a narrative generated in the invisible of memory. I think about space,
lived before, in existential space with acquired cultural meanings. This space
is my place, it is unique, because it is my memory interpreted in the present, in
an experience of updating, of “making visible the way the world touches us”.
(Merleau-Ponty, 1948: 74). The paper made from kozo fibers is a boundary of
separation but also of an interval that manifests the subject. The five senses
intertwine over and above the paper that reveals, it invokes. The ‘incarnate’
(Didi-Huberman, 1985: 22) that designates the internal, the formless interior of
things, at the same time the subject, manifesting itself in the new appearance.

In invisibility I awaken the visibility of a self-portrait, even if it cannot
return to the way it was before. Derrida writes: “The desire for self-presentation
is never registered and that is why the simulacrum occurs” (op. cit., 1990:
121). The gestures I make are full of brutal delicacy, to tease out what was
being incubated. I’'m groping. I have no urgency to complete the form, to see
where the image will take me, but I want to make the most of this phantom
texture, this hidden being that I touch before it becomes a drawing/frottage.
A condition beyond the limits of sight. From the inside out, to the illuminated
surface. Derrida, in the same book (2010) that I use to help me guide this
writing, he tells us that there is something clairvoyant about blindness, that
there is something invisible in the gesture of opening or spacing the drawing.

I make frottage (images 1 and 2) of school dresses and aprons that I
had as a child and I still keep them with me. I print my ruins as a self-portrait,
traces of a repressed self. Laces and small branches intertwine in shadowy and
undefined areas, giving way to my search for new experiences, transferring
the abyss into prairies, making me glimpse a past that expresses itself to the
outside. I proceed like a blind man, with my hands in front, sent to recognize,
to protect from the fall, the tear that will be fatal when the hardness of the
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pencil rubs roughly. Each frottage is a visibility and also a blindness. What
is at the origin of what will be visible is hidden, without presence, without
present foundation. The textures of time that settle and spread without
a predetermined direction. Without knowing the place, they will occupy,
the shapes accommodate themselves and with friction, reveal themselves
suggesting rhythms through the appearance of lights in the white voids and
in the accumulations suggesting dark times. Among plants dehydrated by
the course of time since | kept them, the yellowed clothes and crochets that
I found in small boxes, I carefully search for what I once was. I reinvent
the smell, the route to school, the walk on Sundays, when my father picked
wildflowers and presented me with delicate bouquets.

Picture 1. Helena Kanaan. Frottage, 39,3 x 27,5 in. 2022.
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Picture 2. Helena Kanaan. Frottage, 51,1 x 31,4 in, 2022.

The image is made without me seeing the origin/matrix, without
observing the source matter of what I am revealing. I reiterate in this reference
to the author Derrida. The way of thinking about the deconstruction of the
certainty of the look, and of the look as a source of certainty. Dealing with
blind spots in all perspectives, groping for doubts, raising suspicions. Creating
images with what I don’t see, based on a lack, an archetype that is not evident
before my eyes. There is no tautological intention here, but an inevitable path
towards a new self-portrait, reinforced by the technical choice. I allow myself to
be fascinated by blindness, by intuition and I ask myself if I speculate, if I aspire
or if I daydream about a figure of myself? The act of rubbing itself presents these
operative potentials, inventing an image in the blind scene as an origin.
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Picture 3. Helena Kanaan. Frottage, 47,2 x 35,4 in, 2022.

I continue to think of deconstruction as the basis for creating such
images. I do not consider prioritizing a single other sense to replace the eyes
in the contingency of thought, but rather enhancing this other direction of
meaning. Welcoming the unexpected, the hands move towards what will
be inscribed, highlighting the inventiveness that rambles. (Re)incarnate the
experience, indicating the deconstruction of the superiority of the view over
practice at the moment of the creative act. “We need secrets and shadows
as urgently as we want to see and know; the visible and the invisible, the
known and what is beyond” (Pallasmaa, 2017: 49). We seek a balance in
opacity, feeding the imagination that makes us dream. I practice touch in the
occult, and I now reflect with Juhani Pallasmaa: “as we lose tactile intimacy,
secrecy and seduction, we also lose sensuality and erotic charge” (ibdem., :49)
The tactile welcomes us, evokes our empathy and accelerates our emotions,
merging images that inhabit us and images that we inhabit, accommodating
ourselves in the features, shortcuts and obstacles that the matrix hides.
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Picture 4. Helena Kanaan. Frottage, 39,3 x 27, 5 in, 2022.

Frottage in some way always comes from a blinding operation. What I
reveal is nothing more than the drawing of a hidden form. I propose here to think
of blindness as the principle, the activity and the very subject of the rubbed image.
This hypothesis seems to contrast with common sense, which follows the tendency
that the technique is a product of the concern of vision and not of blindness.
The author Jacques Derrida comes even more directly to what I investigate, by
pointing out some aspects that bring us closer to an almost transcendental origin
of experience. Visibility of the drawing/fioftage and its origin or, its substantial
and invisible condition? I want to feel through my hands the coldness of the silk,
the crunch of the dry flowers, the small button that held the clothes to the body.
I must trust what the hand is telling me about the image clue, “even if the model
is currently in front of the artist”, says Derrida, “it is necessary that the drawing
takes place during the night” (Derrida, 1990: 50). I must follow an intersection as
if there was always a shadow protecting me from a clearer view.
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3. IMAGE TIME AND TIME IN IMAGE

Fleeting, in this case, is ambiguously linked to an encounter full of
caresses and rudeness. The paper used in the procedure must be soft, resistant
and porous like skin, to be able to transport what is still in the dark as a symptom
and transport the retained memories to the surface, inscribing a new story.
When rubbed hard, the paper tears, opening wounds and immediately exposing
the inside. Wounds, scars, reconstruction of portraits. This event leads me to
think about the time of the image and the time in the image. I suppose that
pleats in children’s clothes have become characteristic of today, constituting
a plural image composed of temporalities. Heterogeneities composed of past
times and updated desires. Occurrences constructed in subjective trajectories.
“[...] the reading of the different temporalities that make up the present is,
inheritance and rupture, invention and inertia at the same time.” (Chatier,
2017: 68) Fragments of life, reminiscences of places, people, remote and now,
intelligible words, smells, sensations. Noises in such a tenuous role that they
tend to dissolve in intimacy, in the rapprochement between what is hidden and
what will flow in the atmosphere summoned by the incorporeal. Continuing
with support from the definition that Didi-Huberman elaborates referring to
printing as a notion, procedure, fechné, the presence of a contact thought stands
out when he states: “[...] printing is the dialectical image, [...] something that
tells us as much about the contact of loss as about the loss of contact [...]”
(Didi-Huberman, 2008: 18).

It is a construction generated in loss, a disturbing image, which
requires “making sensitive, visible, temporal relations that cannot be seen in
the represented object and that cannot be reduced to the present” (Deleuze,
2003: 330). An engendering in experience of what it means to be a dialectical
image. The exercise is carried out between the matrix and the oily stick, rising
to the surface, staining the membrane. An encounter, based on the idea of
transferring what was in the hidden corner, a new mark printed on the skin of
the paper. A self-portrait, or another portrait, a hidden one, which behaves in
relation, as a cause, to the release of a consequent image.
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Picture 5. Helena Kanaan. Frottage, 47,2 x 31,4 in, 2022.

In this frottage above (image 5), a body is revealed that resembles
Middle Eastern clothing, bringing to light the issue of migration, races,
cultures, difference. My origins are evident, memories of my grandparents,
of fabrics, of calligraphy, of an exuberant scenic world, of textures, of
subtleties, provided by cracks, veils, entrances of light, punctuating essences.
A metaphor that could serve to express what an image is when it originates: a
set of anachronistic times over which I can guarantee neither the beginnings
nor the destinations. An image that tends to take me to other depths, other
layers, encountering intimate strangeness. It is therefore necessary to rub,
tear, decompose and find differentiation. It is exactly in this exercise of
deconstruction and reconstruction that I seek to describe the stages of creation
and elaboration as processes in formation.
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Paper watches over, protects, cares. These remote objects, appropriated
as a matrix, are safeguarded from excessive contact with life, with the facade
of hasty encounters of current everyday life. They work in the opposite direction
of exploring reproducibility or serialization. I return to making the unique, the
instantaneous, that which is not repeated, that happens when temporalities touch.

4. FINAL CONSIDERATIONS

Within this account of my creative process, referenced with some authors
and art historians, [ reinvent my self-portrait in blindness. I work immersed in my
inner studio, a place suggested by George Bataille, waiting for the revelation of a
presence that manifests itself through the surrounding substrates. During the process
I'asked myself: what kind of image is this? It is not a clear image, a given image. And
that’s what motivates me. Dealing with the mysterious, spending hours seducing a
sheet of paper with a caress, groping, rubbing charcoal, greasy chalk or lithographic
stick, and discovering its poetic resonances. With the imaginary, the imagination
points to the future that summons the past, it is a becoming. But the future is also
absence and so, I reflect with the phenomenology of the occult, reaffirming together
with the author Merleau Ponty, that this image is an omen of what could come to be,
through the absence of what once was, conquering places, feeling the heavy folds by
the incorporeal ones, which Anne Cauquellin and her studies on the Stoics tells us.

Frottage, fugacity, deviations, subjectivities. We never see completely,
the eye does not reach the imagination, confirming with Jacques Derrida. The
movement of the double operation between memory and the apprehension of the
object transformed by the tactile relationship is promoted. Paper promotes gagging,
it reminds me of what is out of focus, what is, but it escapes me from a clarity of
what can be, from a seeing without seeing the event to emerge. It’s not confrontation,
what looks at me doesn’t ask for a response. I merge with the white of the paper, [
intertwine with its fibers in a continuum between subject and object. A blind look on
both sides that allows the event to last.

Format without knowing the contours, producing by overlapping, layers of
time, fabrics, papers, pigments, finding voices, tears, laughter, wrinkles, recesses, in
the reliefs, in the voids, in the condensations. Edges become wandering, reconnected
by invented memory, once rigid and redefined now, in the freedom of dissimilarity.
The completed printing process presents the anachronistic paradox of a contact in
the past and a distance in the present. Placed side by side on the work table, clothes,
children’s accessories, papers and small flowers bring images from distant origins,
mixing with current actions, bringing different eras into contact. Blindness as a
formative element of work, diverting to another order of creative work, here, once
again with the author Jacques Derrida. In a subtle dynamism, the moment expands
and contracts. The course of time seems suspended, suggesting an immersion in a
present where it is possible to find combinations that remind me of difference, even
if I only have myself as a starting point.
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Helena Araujo Rodrigues Kanaan
FROTTAGE 1 PRENESENA SLIKA: DODIR, KONTAKT, SLEPILO
Sazetak

Ovaj Clanak je zasnovan na razmisljanjima koja prate umetni¢ku praksu koja
se odigrava u ,,unutrasnjem studiju“. Kreativna eksplozija koja se odnosi na prvo-
bitnu materiju pronalazi nevidljivo u ose¢aju hemijskih, fizickih i psihic¢kih faktora.
Konkretno, istrazuje se tehnika frottage, smatrajuci je ‘slepom slikom’ koja se preno-
si kontaktom/trenjem. Moguc¢nosti susreta sa neodredenim, donose¢i pritom propuste
u afektivnom pamdenju detinjstva. Prakti¢na vezba se izvodi pomoc¢u matrice i uljane
bojice, uz obracanje paznje na bestelesno. Prenos okultnog vizuelizovanog u grafic-
kom dogadaju. Budenje moguénosti oznake za natpis.

Kljucne reci: kreativni proces, frottage, subjektivnost, slepilo, prenosivost,
pamcenje.
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FROM METAVERSE TO POSTMODERNISM BACK TO
ADAM AND EVE

Roberto Gianinetti
Independent artist, Italy
robertogianinetti@gmail.com

Abstract: Creative and interactive process that deals with Art and Culture Today
in the Metaverse City of Verdana. Four persons from a metaverse artist, journalist,
lecturer, and publisher, and a True Story. At Bluklein Gallery, Cesena — Italy, a short
video was produced for the 10" BARTF Conference, in which ordinary people
personifying contemporary Adam and Eve were dressed with apples printed t-shirts
and interact as they were in a Earthly Paradise.

Key words: Postmodernism, Metaverse, Adam and Eve, Verdana City, Woodcuts,
Manual press

VERDANA, THE STORY OF A METAVERSE
Preamble by Roberto Gianinetti

Thank you for having invited me

" Attilic Offer Editore presenta

(0) UN INVENTARIO
RAGIONATO

* delle disarmonie e
armonie

DI ROBERTO GIANINETTI
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Picture 1. Face A Picture 2. Inventory

Last year I attended with great interest the 9th BARTF, about “Harmony
and Disharmony in Art”. At the end of the Conference I was satisfied because
of my investigation, even if I felt a slight inner emptiness: I still had something
to add and I wanted to tell other things. In fact, I continued to engrave, print,
write and tell my story, at least to myself, until this new invitation arrived.
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I immediately anticipate that I agree with the doubts and questions
raised by the Organizing Committee of the 10th BARTF on the many aspects of
the interaction between Art and Culture Today. To challenge myself, I chose an
apparently pretentious title: From Metaverse to Postmodernism, going back to
Adam and Eve, sensing distances, rough paths, dead ends and some interactions.
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Picture 4. The King

In summary: I started from the Metaverse, because I love the game and
I feel like a King inside his kingdom; I am Postmodern, because I surround
myself with paradoxes and quotations taken from other sources; and I go back
in time to arrive at the Earthly Paradise and even if I don’t find it, I will create
it. I asked three friends of mine for help: Mr. Attilio Offer, Publisher; Mr. Jorge
Antonio Erudino, journalist and art critic; Mr. Aldo Merce, reader.
Despite the contradictions, perplexities and prudence, I will tell the
truth, immediately explaining what it is about and how this story was built.
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Preamble by Jorge Antonio Erudino

I am writing to stop time

ROBERTO GIANIN gl

RICORDI PERIFERICI E CENTRALT
e are vt o specehla.

Picture 5. Face B Picture 6.
Three Hours in Front of the Mirror

Indeed I share the questions raised by the Organizing Committee of the
10th BARTF: evaluating, Today, the many aspects of the Interaction between
Culture and Art.

Totestmyself1chose an apparently pretentious title: “From Postmodernism
to Metaverse, back to Adam and Eve”, realizing the distances, the bumpy paths, the
labyrinthine corridors. And I set out to tell the truth, despite these contradictions,
perplexities and prudence.

I immediately explain what it is; how I built this story.

The fatal year of this story is usually indicated as 2022 and, as I prepare to
comment on these facts and evaluate the consequent events, I deem it appropriate
to keep in mind, albeit for a short time, some previous steps which I would like to
define as preparatory, taking them inspired not so much by history as by literature.

Let’s take two texts, one of an intimate and personal environment, the
other about social topic, very different one from the other.

The first, from 2018, very famous, I would say (but the other is famous
too, to tell the truth), is titled “Three Hours in Front of the Mirror”; the second is
none other than “4 Reasoned Catalog of Roberto Gianinetti’s Double” of 2020,
the year of the terrible first pandemia. The 1918 story concerns a man who, in front
of the mirror in his bathroom, during an unspecified spring morning, observes
the changes in his face under the action of time, light and shadow that caress
the smooth wall of the mirror. At certain moments he seems rejuvenated, naive,
sunny; in others it becomes a pale shadow of itself, a haggard, gray being on the
verge of decay.
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The character in question, presumably the author himself, in a
moment of lucidity, decides to fix some of these images in his memory and,
subsequently, transfer them to paper, venturing into a territory where, at his
own discretion, he becomes the author, modeller, make-up artist and cheater
of the physical changes and enhancements of that face. The Catalog of 20,
two years later, a fixed point in that era of genetic and viral recombination,
takes on the connotation of a list: faces, anatomies, topographies, data that
make it possible to catalog and classify single individuals all within specific
families of Doubles.

Picture 7. Matrix A Picture 8. Matrix B

Each face is constructed like a puzzle, whose pieces try to organize
themselves into precise anatomical districts except, then, to deviate, leaving
possibilities for further pieces which, by overlapping, duplicate the territories,
as if to underline new alternative details.

At the end of this constructive, reconstructive and deconstructive
process, what remains? A collection of prints and a series of matrices. In the
first case a photo album, in the second a plastic surgery Kkit.

Gianinetti: a surgeon-player, one might say.

In the last lines the author, due to an excess of egotism, in my view,
comes to believe it, opening the field to the so-called substitutions. Hence
the third topic, which has just been concluded: “A Reasoned Inventory on
Harmonies and Disharmonies by Roberto Gianinetti”, dated 2021, translated
into English and Serbian. Today we cover the sequel: the city of Verdana,
home where to live.
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Preamble by Aldo Merce

Everything changes so fast that I hardly notice it.

Attilio Offer Editore presenta

UN

CATALOGO
RAGIONATO
DEI SOSIA

DI ROBERTO GIANINETTI

VERCELLI - MAGGIO 2020

Picture 9. Periferic Face Picture 10. A Reasoned Catalog

I read the questions raised by the Organizing Committee of the 10th
BARTF: rewieving the various aspects of the Interaction between Culture and
Art Today.

To test myself, 1 corrected the title: Eve in Adams Postmodern
Metaverse, realizing the suburbs, the centers, the alternative routes. And I set
out to detect the truth outside the typographical errors. I immediately explain
how I revisited this tale.

I actually live at Narrow Street n. 10, in the historic center of Verdana,
next to the square: apartment 6, third floor, left side.

Picture 11. Curtains Picture 12. Narrow Street n. 10, 8, 6
For those looking from the street it is recognizable by the blue curtains

that decorate the living room window, allowing a glimpse of everything: every
hour, every day, every month.
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The building consists of five floors. And, at least for now, I’'m the only
tenant to have blue curtains in all the rooms; also to the French door that opens
onto the balcony and overlooks the square. But it won’t last long. Everything
changes very quickly around here.

Already tomorrow morning on the second floor, on the same side as me,
some blue curtains will appear behind the glass. And on Saturday evening the
whole building will have the same accessories. These are human interactions,
mutual influences, cultural exchanges. It doesn’t happen to house numbers 8
and 6 yet, but it’s only a matter of time.

If I had started talking about it last week, I would have pointed out that
the curtains were yellow with green polka dots and before that they were pink,
tending towards fuchsia.

And I’m not just talking about the curtains; the same thing concerned
and will concern the doormats, the flower vases, the flowers themselves, the
paintings that embellish the balconies of each lodging.

They read to interact, copy, emulate. It is no a coincidence that
Influencers and Followers are born; also the Originals and Certified Copies;
the Avatars and the Avatars of the Avatars.

Picture 13. Multiple Face A Picture 14. Multiple Face B

In fact, I want to repeat the observations of the Organizing Committee
of the X° BARTF, which met at the Central Library of Verdana, the city where
I live. One wonders, or perhaps they are asking me: “What is interactive art?”

At the Central Bar I spoke about it with Gianinetti, Erudino, Offer,
Av40 (former lawyer Maria Rita Mottola, the first who took up Avatar’s
defence in Court) and Avl, the engineer Giovan Battista Boglietti, creator of
the regulatory plan of the City of Verdana.

“I read in the dictionary that Interaction equals mutual influence.” 1
say, while drinking a glass of wine.
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“It’s enough to justify my neighbors who let themselves be influenced
by the curtains in my house, by my new doormat.” Offer intervenes.

“They copy, they imitate. But I have to admit that I copy myself, take
inspiration from others, quote. Why not?”” Erudino enters.

“The other day, for example, I met my neighbor on the doorstep. I

glanced inside his house. And: surprise!, he had a picture on the wall

just like mine.” Merce continues. - Handsome! - I exclaimed, pointing
with my finger.

“I downloaded it from a site and had it digitally printed. It looks real,
but it’s a copy, an ordinary print.” Av6 told me.

“I could not reply.”

“I'myselfuse thoughts and phrases invented by others; [ use quotations,
I stitch them together, I manipulate them” warned Av40.

“I carve and dig them; I build and deconstruct them as if I were a
cosmetic surgeon.” Gianinetti stated “Here is my first result.

Boglietti concluded: “A Set of Ensembles: Figures, and a Survival Kit
for any edifying eventuality. As an engineer it is common practice. Screws,
rings, bars are used to extend the floors. Distractors get in the way of last-
minute changes. Everything interacts.”

]

Picture 15. Ensemble: Figure Picture 16. Survival Kit

I apologize! I got lost in my thoughts.
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Preamble by Mr. Offer
I cannot be everywhere

Picture 17. Multiple Face C Picture 18. Multiple Face D

L appreciate the questions from the Organizing Committee; it’s material
useful for publishing.

Interaction between classic typography and culture of art today. To put
myself to the test, I chose the apparently pretentious Verdana font: “From the
Postmodern to the Metaverse of Verdana, up to Eve and Adam” we read. Purpose:
to reduce differences, bring subjects closer together, highlight predicates.

Always within the truth, despite the styles, the underlined italics.

I immediately explain what it is; how this story unfolded.

I almost always wake up at 7.00 to the sound of music coming from
the tablet placed on the bedside table to my right. Without opening my eyes,
I turn around, reach out from under the blankets and click on the button that
interrupts the ringtone.

A day awaits me and an activity that some people call work, others, like
me, simple everyday life. The other day I was discussing it at the Central Bar.
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Picture 21. Wine Verduzz Picture 22. Wine Brun

“I am daily.” I asserted, while drinking a glass of wine.

“You’re a maniac about your day, your time and your space, and your
weight.” Erudino told me “All you do is draw up lists, tables, data that don’t
interest us. They are too personal. Who cares what time you wake up, what
you eat or drink, or how much you weigh?”

“You’re the one who asked me what I had done on Tuesday.” Offer
justified himself “I answered you and I also made it public. It seemed correct,
dutiful to me. If you don’t care, no one is forced to read it. How many times
do I publish your essays without even reading them? Copy and paste.” “There
is freedom of the press.” ”

There is freedom to write.”

“There should also be freedom of reading.” Merce joined in, by
surprise, as soon as he arrived behind us.

So far nothing special.
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The True Story, by Mr. Offer Publisher

Roberto Gianineti
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Picture 23. Identikit Picture 24. Dossier Otacilia

Today I woke up spontaneously, five minutes early, just in time to stop
the alarm clock before it went off.

The strange thing, at least for me, is that in this second case I always
find myself facing the bedside table and I don’t need to turn around to click.
I immediately open my eyes, move my left hand from under the covers and
anticipate the alarm going off.

I believe an internal clock knows when and why I should get up earlier,
ensuring my day is extended by the extra five minutes.

In a sense, all this shouldn’t matter much; after all, it’s about three
hundred seconds. A trifle. But in my case, spontaneous awakening must have
meaning, as it always happens when I have nothing to do during the day. I
could sleep some more. Even half an hour, an hour. Instead I feel rested and fit
and I get up. And I have nothing to do but go to the French door of the living
room and look for a few moments at the still empty Central Square.

I would add, to give more emphasis, that it only happens to me on
Mondays and Fridays. The other days of the week start at 7.00 with the alarm
clock, eyes closed, right hand turning off the switch, feet taking me to the living
room where, without looking at the empty square, I turn on the computer. I
have no other time available.

With slippers on my feet, I proceed to the kitchenette to prepare and
light the three-cup coffee maker.
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Picture 25. Metadesign

Aware of these first fundamental actions, I head towards the bathroom,
to satisfy the most urgent of my physiological needs. So urgent that I quicken
my pace a little.

However, I walk with discretion, trying to make little noise so as not to
disturb Erudino who lives below me and is still sleeping. A useless precaution,
mine, [’'m aware of it, because Jorge sleeps well until around 8.00.

In front of the water closet — this is how the toilet is defined in home
furnishing catalogs — I observe my urine stream and evaluate its duration,
imagining how many centilitres have left my body.

From experience, I know that my range can range from 25 to 75cc.
And I affirm it with certainty, since for two months I collected my morning
urine in a calibrated container, noting all the data of my daily life on an A4
sheet. I keep them in a blue folder inside the third drawer of my desk; what I
intended for the letters CD.

In any case, without wasting any more time, I take a stroll towards the
sink and undress, wearing only my underpants. Even in winter. I lean towards
the floor with a certain caution — I suffered the lumbago twice -, I grab the
bathroom scale underneath and weigh myself.

Today 78.3 Kg. Good, I'm satisfied.

“I can eat some ice cream and drink only two bottles of water.
Freedom!” I exclaim in the mirror.

Yesterday the display had scored 78.6!

“Today grounded!” I intimated to myself “No ice cream and an extra
bottle of water.”

To be precise, the two bottles are actually only one, always the same,
which I fill every time with tap water, because I don’t feel like submerging the
world in plastic.

When the weight exceeds the limit, I set up a chair in front of the
refrigerator and transfer the bottle of water from the table to the seat of the chair.
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“I decided to put the full bottle of water on the chair in front of the
refrigerator.” I told Erudino that day “It’s a trick I recently adopted and it
works as a psychological deterrent, it prevents me from opening the freezer.”

The moments of crisis almost always come after 15.00 pm, when my
active day ends and a kind of boredom and aimless wandering along the floors
of the house begins.

Sometimes I stop to listen; others, I look out the window. To waste time.
Three times a week I publish Erudino’s writings on Gianinetti read by Merce.

Until 17.50 I don’t know what else to do; the friends are still busy with
their business and I don’t want to, nor can I, disturb them.

Three hours of emptiness that I fill with small sips of water.

Then I go to the Bar, sit down and wait for my friends.

Menu of the Day
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Picture 26. Deck of Apples

“Please, take a seat.” It is in this almost obvious way that the boy
invited us that evening to enter his small restaurant on the beach of Verdana.

Shortly before we had stopped by the roadside to follow the chariot of
the sun as it plunged into that small Mediterranean sea. That ball of fire, born
behind us on the morning of that same day, had moved along an increasingly
blue sky until it reached the zenith, at its maximum heat, at which time we
managed to reach our shadows by walking, matching them with our bodies.

The dawn of that first day had surprised us, still enveloped in our halt-
sleep, lying under a small tree, under the illusion that those short branches
full of leaves and fruit would protect us from who knows who. We got up,
uncertain and stupid, still looking around in disbelief.

The sun, meanwhile, had risen a little more, rising above the undulating
reliefs that took the name of dunes. A horizon blocked on three sides, and open
on the fourth, above an expanse of sand and earth and a few shrubs.
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The two of us, on foot, began the journey, step by step, heading towards
the West, as our compass informed us, just as Baldassarre and Melchior did
many centuries ago, following a comet. The heat surrounded me, pressing my
shirt against my skin and my thoughts inside my hot head.

A flash of light or fire, I could not differentiate it, for its rapidity, it
caught my eyes which fixed on the sky to my left.

I saw, or imagined, a winged boy falling into the water. From above a
voice begged: “Icarus! Icarus!” Meanwhile the sand invaded my sandals; the
feet sank into them, creaking. “I have to drink!” I exclaimed, stopping.

My brand new thermal flask returned an unexpectedly clear, fresh,
sweet liquid to my mouth... In a certain sense, now that I’'m back home, I
would like to say that that coolness took me back to a newborn, new world, in
which many things, if not all, were in harmony.

Every short sip of water that flowed from that cylindrical source flowed
beyond my lips to invade my mouth, move between the palate and the tongue,
to descend beyond the larynx, pharynx and oesophagus, filling the other flask,
this time natural, made up of my stomach.

My lips moved towards laughter; hungry, I bit into an apple.

Picture 27. Apple Orange

Around me, besides my partner, I saw dunes, more dunes, more dunes;
then low bushes, more bushes and a handful of birds shouting and arguing.
While I knew perfectly well that the shrubs were sea rose, wild rose and rose
rosae rosae plants, I could not remember the name of the last of the three Magi.
I repeated, like a litany and in tune with my steps: Baldassarre, Melchior...
Baldassarre, Melchior... right, left... right, left, in the hope that my neurons
would find the missing Caspar in their network.

I knew that they brought gold, frankincense and myrrh as gifts, just as
I brought Acqua Vera, Baldo rice and Aspern apples with me.

In fact, once he resumed his journey, everything continued in the same
way: one foot after another, one thought after another, until sunset, at the end
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of that short journey, lasting only one day, with the aim of arriving at the
famous beach of the Earthly Paradise.

And in fact, as the tourist brochure in our hands indicated, we arrived at
the sign that informed: BEACH OF THE EARTHLY PARADISE!, precisely
in capital letters, as I am reporting them on this sheet of paper, painted in an
electric blue that brought with it a drop of pure gold.

We stopped for a moment to contemplate.

After an indefinite time, in which I managed to conceive the idea of
a vast labyrinth of sand without walls or ultramarine water, the voice of my
companion brought me back to contingency: “Look! The little restaurant.”
pointing, with his arm, to a nearby building, which looked like a large
cardboard box.

Moving to the right, we took the walkway that descended towards the
beach and the sea: a path that was barely hinted at or, better to say, that we
sensed, as it was accompanied and bordered by the usual bushes of aromatic
plants, among which the myrtle with its berries stood out purple hanging.

The term “restaurant” was perhaps excessive, given that it was a
wooden plank house consisting of a single room with a table for eating, four
chairs and a couple of chests of drawers on the wall.

At the entrance, seated on a small bench, we untied our shoes, leaving
them free to enjoy the now tenuous sunlight for a while longer. The strings of
leather abandoned themselves, exhausted, to the wood of the atrium; the feet
splayed, the back muscles slackened, forcing the chest to sag under the weight
of exhaustion. We were, respectfully, free. We contemplated the descent of
that orange disk as it disappeared, decisively, on the edge of the horizon. He
immersed himself, with care, in that expanse of still water, as if he, the Sun,
intended to purify himself from the day’s dust, wash himself as we, mere
mortals, also desired: to cool down and, little by little, definitively, turn off in
sleep. The boy was inside the house and was waiting for us; my partner and I
looked at each other, uncertain what to do.

“There is no kitchen!” I said softly “There is nothing. I took a look inside!”

“We have our rice and apples. It should be enough.”

“Please sit down.” the boy invited us, placing a jug of water on the
table. “I will be right back.”
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Picture 28. Silk on the Table

Some framed prints hung on the walls, some bowls and ceramic objects
rested on the shelves; the floor, of raw wood, was made up of alternating
black and white square tiles, which reminded me of the frescoes and tempera
paintings on wood of many fourteenth-century works.

In a corner I noticed eight white pots with an aloe plant each and eight
others, black, with as many succulent plants similar to thorny globes.

“Here I am.” the boy said, carrying a shoulder bag from which he took
out some cutlery, four plates and four glasses, all of wood. After a panoramic
look at the surface of the table he decided to pile all those accessories on a
chair. Then he began to set the table by arranging a paper tablecloth and four
napkins, as if there were four of us.

“We are only two.” I thought looking.

“Yes I know. You are two.” the young man confirmed, as if he had read
my mind. “We have two more guests tonight. You don’t mind if they eat with
you, do you? Otherwise, I'll sort them out.”

“Absolutely!” escaped from my partner’s mouth.

“No problem.” I confirmed, approving with a look.

“With pleasure!” I heard her repeat.

The boy handed us two menus, in the form of a leaflet; four pages in all.
“Menu of the day”, as was written in the title on the first page, accompanied by
an icon depicting a small knife and half a green apple. Opening and looking
and searching, among details and images of sticks, forks and teaspoons, I tried,
in vain, to identify the various courses. No written information about the food;
the fourth page inexorably white and empty...

I closed the folder, placing it next to my napkin.

“What do you take?” my companion asked.
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“I don’t know...” I replied puzzled.

“I’1l take two chopsticks and the smallest fork...” he interrupted me.

“Me too.” I confirmed, to hide my embarrassment. “And a teaspoon
too.” I added to show that I was well disposed.

In the meantime, voices came from outside; a rhythmic, jerky chatter, a
sort of counterpoint, like a sob; a song just mentioned. I knew a similar melody,
typical of certain pygmy and bushman tribes who, along the Out of Africa
journey, had led Homo Sapiens to colonize the entire globe. Musicologists had
called it Hoquetus, or Canto a Singhiozzo, precisely because of the jerky gait,
interruptions, vocal repetitions of the chant and countermelody which also
reminded me of the syncopated rhythms of a certain jazz. Listening to the two
voices, feeling them ever closer, I prepared myself for the meeting. I stared at
the jamb as if it were the frame of a still empty picture, whose working title
could be Videomiraggio.

The voices turned into a silence that left room only for the noises of
gestures. Near the threshold, they too were preparing to take off their shoes.
Then the next two diners entered.

So I thought...

In fact, a man and a woman,; the first with a bare chest and in a bathing
suit, the second with a thong and bare breasts.

“Pleasure.” the boy showed up.

“Greetings.” the girl introduced herself.

“Pleased, Macedonio” I said, rising slightly from the chair and
extending my arm to shake their hands.

“Pleasure, Eternal.” said, smiling, Eterna. They took their seats,
facing each other, on the long side of the table. The girl picked up the various
accessories from her chair and placed them in front of her.

I instinctively extended my menu towards the boy. I saw a definitive
answer in his eyes: I have already decided, we have already decided...

The landlord joined us and set our seats with the appropriate accessories:
four wooden glasses, a plate for each of us and the two sticks, respectively to
the right and left of each plate. Finally, he arranged the forks for me and for
the boy and concluded the service by placing my teaspoon next to my fork.

He stopped to observe, thoughtfully, that rectangular landscape; his
eyes wandered from end to end. I looked around too; everything was in its
place, conforming to expectations.

“We can start!”

“One more moment.”

In my awkward silence, I followed the landlord’s hand into the shoulder
bag and out with a wooden cube which he placed in the center of the table.
The number 1 stood out, in black ink. Only then, pleased with that useless and
absurd detail, did he go away, leaving us alone for an interminable time.

“What does it mean?” I asked myself and the others. “Did you place
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the placeholder with the number 1 as if there were other tables available...”

More laughter appeared in the mouths of the two boys, imitated by Eterna.

That was how our meal began.

I watched, not knowing what to say, what else to do; I felt ridiculous,
out of place. Remaining alert and embarrassed, I listened to the other three
who, on the contrary, talked and talked, as if they were old friends who had
met after a long time.

Eterna showed her laughter again; the boys approved. I smiled too.
With little thirst, I sipped; without understanding why, I filled my canteen.

Eterna, at that point, retrieved the last two Aspern apples from her bag:
a globular and hard green, belonging to a fruit-bearing variety that we had
known and appreciated while visiting a plateau in the Balkans. He cut the two
apples in half so that we each had half.

“Enjoy your meal!”

“Likewise.”

“These are apples grown in our garden,” he informed us, swallowing.

“Macedonio doesn’t want to hear about Giardino; he prefers to call it
Hortus Conclusus, but I deny it. It is still in the making; every year we expand
it a little bit to the detriment of the lawn and the courtyard. We long to have
more and more natural delights around us.”

I took the floor.

“These fruits,” I said holding my half apple in my hand, “ripened
on the plants of our land, have their own story of origin; they arise from an
Original Sin and from a theft, albeit an innocent one. Once upon a time, Eterna
and I were traveling through the southern highlands of the Balkans. At the end
of a dirt road, the Pison River blocked our way, forcing us to look for a way
to cross it. A medium length tree trunk was enough, leaning between the two
banks... yet every tree, all around, grew so luxuriant, superb... In the distance
we recognized the features of a small bridge that gave us hope and energy. We
were forced to make a long tour of reconnaissance and conquest; the street
was a street that was not a street; it was constantly changing; the shrubs grew
so fast that they eluded orientation. If at the beginning we were flanked by low
hedges, shortly after they formed a green wall that closed the horizon. Until,
exhausted, we arrived and crossed. A natural clearing opened up in front of us,
carpeted with grass and low flowers. Among these stood dozens and dozens of
low apple trees. A formidable apple orchard full of red, yellow and green fruits.

“Hungry, we ate and fell asleep...” Eterna broke in.

I couldn’t help myself: “

Then dawn surprised us half asleep, prompting us to walk. We had the
sun on our faces and the compass informed us of our presence. Time had stopped.

Presence and absence. At that point, it was a matter of moving towards
the East, towards the sun...”.
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I paused briefly, moving my left stick an inch.

“We realized that we were at the zenith from the shadows that coincided
with our bodies. The air was thin and the lack of oxygen made me dizzy. | walked
and panted: from emotion! I was afraid of losing consciousness. However
we managed to cross the esplanade, admiring a landscape surrounded by the
songs of cicadas and crickets. Halfway down the road, I noticed a procession
of ants right under an apple branch on which a cicada was singing. Where was
I? What was the grasshopper telling the ant?”

I crossed my legs; I arranged the core of the apple on my plate.

“Songs and counter-songs interchanged, with a rhythm that reminded
me of something ancestral, that belonged to me, although I wasn’t sure. Two
birds were whistling elsewhere. I saw myself as a monkey descending from a
tree and assuming an upright position. In the midst of that solitude of just the
two of us, a plaque appeared near a flowerbed. The ban on picking plants and
eating fruit was read in blue marker.

“Who cares. I said!” Eterna exclaimed. “I ate some and still eat some.
No one sees us.”

Eterna’s cheeks were flushed. *

And so we picked and so I ate and so we ate and so we also stole some
other fruit, which we took home. We ate and kept the seeds.”

“Now, in our garden, two Aspern apple trees grow and here are our fruits.”
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Roberto Gianinetti
OD METAVERZUMA DO POSTMODERNIZMA, OSVRT NAADAMA I EVU
Sazetak

U gradu metaverzuma Verdana Cetiri osobe raspravljaju o interakciji izmedu
umetnosti 1 kulture danas. To su Roberto Panineti, umetnik; Horhe Antonio Erudino,
novinar i likovni kriticar; Aldo Merce, predavac; gospodin Atilio Ofer, izdavac. U
galeriji Bluklein, Cezena — Italija, napravljen je kratak video za deseti nau¢ni skup
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Abstract: This paper explores the role of interaction in the social and artistic life
of the bilingual Artist’s Book Ria: Everything Remembered Is Dear, Everything
Remembered Is There (2022; English/Spanish). Including photogravures and
photo-etchings by the Israeli-Venezuelan artist Lihie Talmor, a travel diary essay
by her daughter, anthropologist and media scholar Ruti Talmor, and essays by
two art historians, Ria recounts the Talmors’ journey through the American South
in search of the traces Elvis Presley left in his wake. There, we encountered
and interviewed loving fans, close acquaintances, and passing strangers whose
stories are an essential part of the book. Interaction — and the contestations
and negotiations it produces — define this project, our own cross-disciplinary,
intergenerational collaboration and our cross-cultural encounters with our
storytellers. More profoundly, Ria asks, how does the past interact with and haunt
the present? How do we know someone we never met? How does myth interact
with reality? An Artist’s Book, Ria is intended for interaction, the reader/viewer
moving between words and images.

Key words: cross-cultural interaction, interdisciplinary collaboration, printmaking,
media, anthropology

1. INTRODUCTION

This essay explores the role of interaction in the social and artistic
life of the bilingual Artist’s Book Ria: Everything Remembered Is Dear,
Everything Remembered Is There (2022; English/Spanish) by Lihie
Talmor, an artist based in Israel and Venezuela, and me, her daughter Ruti
Talmor, an anthropologist of art and media.’ The essay includes excerpts

? Ria, everything remembered is dear, everything remembered is there is a limited edition,

bilingual (Spanish/English) artist book. The book contains 37 original prints (photo-etchings and
photogravures) by artist Lihie Talmor and a road diary by media anthropologist Ruti Talmor. The diary
recounts the journey mother and daughter made through Alabama, Mississippi and Tennessee, following
in the footsteps of a young, not yet famous Elvis Presley. The book is accompanied by an essay by
writer, poet and scholar Maria Fernanda Palacios and a commentary about the prints by art historian
Federica Palomero. Original texts in English were translated to Spanish by Sandra Caula. Original texts
in Spanish were translated to English by Ruti Talmor and Pedro Leonardo Gonzalez Silva. Proofreading
was done by Sandra Caula and Ruti and Lihie Talmor. The edition consists of 15 copies in Arabic
numerals, 3 copies in Roman numerals, and 2 unnumbered copies Hors Commerce. The photo-etching
plates were created at the Gottesman Etching Center (Ofra Raif, director) in Kibbutz Cabri, Western
Galilee, Israel. The photogravure plates were made at the studio of artist and master printer Lothar
Osterburg in Red Hook, New York, USA. All the images of the book were printed at Osterburg’s studio
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from “Walk a Mile in My Shoes,” my essay from Ria, which recounts
my mother’s and my journey through the American South in search of
the traces Elvis Presley left in his wake by analyzing the interviews
I conducted and the photo-etchings and photogravures Lihie created at
different stops along our journey (Talmor, 2022). In Alabama, Mississippi,
and Tennessee, we encountered and interviewed loving fans, close
acquaintances, and passing strangers. Interaction defines this project, our
own cross-disciplinary, intergenerational, intercultural collaboration and
our cross-cultural encounters with our storytellers. More profoundly, Ria
asks, how does the past interact with and haunt the present? How does myth
interact with reality? How does a singularity—one human individual—
interact with and transform a culture?

Sometime around 2010, my mother became belatedly obsessed with
Elvis Presley. She was of the right age group (born in 1944, she was ten years
old when Elvis burst onto the scene in 1954), but it took her 50 years to get there.
It wasn’t a delayed crush, but a different kind of interest. She became intrigued
by his personality, his destiny. Eventually, I joined her. I became interested in
his meteoric rise from total anonymity to inconceivable stardom. I wanted to
understand how and why this particular boy-man (18 when he made his first
recording) had burst open the world of culture. And more than that, like my
mother, I was entranced by the mystery that seemed to sit at the core of him;
there was something unreachable, ungraspable, about him that we wanted to
understand. He was a multiplicity of things and yet the essence of him was none
of these. How do you capture something that doesn’t leave a trace?

At some point Lihie must have expressed the desire to make the
pilgrimage to Graceland, Elvis’s beloved home in Memphis, Tennessee, now
a world-famous landmark and museum complex. We came up with the idea of
the journey we made in July of 2013. The plan was simple, purposely open-
ended. We were to spend two weeks in the deep south, with archivist Ernst
Jorgensen’s and biographer Peter Guralnick’s Elvis Day by Day as a guidebook
(Guralnick and Jorgensen, 1999). Choose a place where Elvis had performed
in the brief single year between anonymity and spectacular fame. Photograph
the location and find and interview people who had crossed paths with him. In
so doing, try to understand the ineffable element that made Elvis Presley move
us and so many others as he did. Lihie, the artist, would turn photographs
into photogravures and photoetchings; I, her daughter and an anthropologist,
would turn interviews and fieldnotes into an account of our journey. Together
they form Ria, this artist book.

on French folded double spreads (42 x 66 cm) of Hahnemiihle German Etching white 310 g/m. paper.
All captions were handset and printed at Arion Press in San Francisco, California, USA. Essays were
printed at A.R. Print Ltd. inTel Aviv, Israel. The book was designed by Avigail Reiner [THE STUDIO]
in Tel Aviv, Israel. Bookbinding was executed at the studio of Ido Agassi in Ra’anana, Israel. The project
was managed by Lihie and Ruti Talmor. Printing was completed in May 2022.

54



Has anyone been thought about more than Elvis Presley? But still, it
seems important. “There’s no one that creates music in a vacuum. We’re all
influenced by what we’ve heard and what has come before. But occasionally
you have those crossroads moments when something new is born,” singer
Emmylou Harris has said of him (Light et al, 2018).

As Peter Guralnick describes in Last Train to Memphis, the first
volume of masterful biography, Elvis didn’t attract much attention as a boy
(Guralnick, 1994). He wasn’t a prodigy, clearly marked from the start. “If you
picture him, picture someone you might have missed” (1994, 2). He was sweet,
shy, cautious, watchful, poor, and unusually close to his parents, especially his
mother, who loved him voraciously after the death of his twin brother, Jesse
Garon, at birth. “The three of us formed our own private world,” his father
Vernon has said (1994, 15). But maybe, Jesse’s ghostly presence was part of
that private world.

In high school, he was a “squirrel, a misfit, a freak,” modest in affect
but bold in style, a first manifestation of a duality that defined him throughout
his life (Guralnick, 1994, 29). He preferred the company of women of all ages
and felt more comfortable around them than around men. He seemed to share
a vulnerability with women forbidden to boys and men at that time which in
turn empowered women and drew them to him. When Sam Phillips, legendary
record producer and founder of Sun Records, met Elvis, he read that same
vulnerability in a racialized way: “He reminded me of a black man in that
way; his insecurity was so markedly that of a black man” (1994, 43).

From a young age he was drawn to music and had a connection to
it which seemed immediate, unmediated. As a two-year-old in East Tupelo,
he slid off his mother’s lap to sing with the choir at the Presleys’ church
(Guralnick, 1994, 12). Throughout his childhood and teenage years in Tupelo,
they seemed to move “every time the rent was due” (1994, 24) and lived in or
near Black neighborhoods where music poured out of churches, social clubs,
bars, and revival meetings (1994, 27). After the family moved to Memphis
in 1948, Beale Street, “home of the blues,” was a stone’s throw away. And
always there was the Memphis radio, “an Aladdin’s lamp of musical vistas
and styles,” the one aspect of America’s cultural life where integration had
already taken place” (1994, 38). Elvis absorbed everything, not just music: the
way a man walked down the street or moved his body as he preached, the way
a singer joked with her audience before she began to sing, the cut of a man’s
shirt, or his shoes, or his hair.

When I look at photographs of him in the 1950s, he is unquestionably
masculine, but the way he simultaneously offers himself up to the camera and
withholds himself from our gaze is feminine, like a Hollywood starlet, with a
blend of sensuality and mild resistance. When I watch or hear him perform, I
am struck by a similar rupture of the racial dyad: there he is, joyfully breaking
up space with his body, pouring his soul, his sensuality and his spirituality into
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music, making his voice do things that only Black people did. A White boy
singing Black rhythms—this was what made the world burst open for Elvis,
and because of him (Spencer, 1997).

So all of it was there—all the things that would make him himself.
On the one hand, the tragic loss and precarity of poverty at the heart of the
family unit, the point of view of an outcast looking in, and the affinity toward
femaleness and Blackness so unique for a White male of his time. And on
the other, the privileges of Whiteness and maleness, which made it socially,
culturally, and commercially possible for him to become a superstar.

There are always conjoined opposites in him: a deep sadness and a
child’s joy; a profound confidence and a vulnerable longing; a genuine stance
and a knowing wink. Is that the source of his charisma, that ability to embody
the fundamental conflicts and contradictions of our existence? Throughout our
journey, and through this book, we are trying to understand something that lies
outside of language. The ineffable essence of a human being would always
be hard to pin down, but here we were trying to understand the confluence of
elements that make a human being stand out from all the rest.

What does it mean to look for someone you know is gone? Lihie’s work
is almost always about a quest for something lost to time, which nonetheless
somehow leaves a trace. Certain places compel my mother to photograph
the absence they hold, and to try to pull the absent out through different
printmaking techniques. Turning an indexical photograph into a print allows
her to show that emptiness is a trace of multiple, past presences. An artistic
practice driven by this compulsion is perfectly matched to our quest for the
ineffable essence of Elvis, the singularity at the center of his multiplicity.

It has been hard for me to write this essay because the pronouns kept
tripping me up. For decades, I have shared a voice with my mother when it
comes to her work. My mother became a fully-fledged artist when I was a
child. By then, we had left our native Israel and moved to Venezuela, where
my sister and I attended an American-run international school and became
trilingual. I have always helped my mother, who is not a native English speaker,
to write about her work in this language. I write about other people’s art quite
often, but my relationship to my mother’s art is unlike any other. The distance
between I and it is entirely different, very hard to describe. It’s not that it is my
work at all—it’s just that it is our work to speak about. Never more so than
here, where we travelled and thought and heard and saw together. Often, we
saw the same thing; at crucial points we did not. So writing about ser work in
this project, or my experience, has been difficult.

Of the 1,311 digital photographs Lihie took, 18 became large
photogravures, and an additional 19 became smaller photo etchings. Looking
over them now, the “large set” of photogravures look like what we were
doing and feeling: we were looking for a present-absent, trying to find Elvis
in places where he had once been. Hence the first series—as photographs—
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was filled with a fulsome emptiness. As photogravures, Lihie has imbued
them with haunting, longing, loss, wonder, and possibility. Something tickles
at the edge of our vision; something dances deep within the stillness of the
image. The large set is filled with oblique views that seek but do not find their
object, with taunting reflections (another unreaching way of seeing). There are
sand shadows of sea grass, trees made of muddy water, layered reflections of
Elvis in glass vitrines. There are views of nothing: windows blocked by lace,
abandoned structures, an empty beach, an empty lot. The “small set,” as I refer
to the photo-etchings, are evidential—*That! There it is! Lo!” (Barthes, 1980,
5). They are the opposite of “the decisive moment” (Cartier-Bresson, 1952):
they capture no event; they document the search. Yet in this small set too,
indexicality is indirection, a pointing at what you cannot see.

Picture 1. Lihie Talmor, Audubon Bird Sanctuary, Dauphin Island, Alabama,
2017, photogravure, 18.5 x 27.5 cm

We spent thirteen days in southwest Alabama, northeast Mississippi,
and Memphis, Tennessee. Mostly we drove down small country roads in a
random, painfully partial tracing of the thousands of miles in his shoes. In
Elvis’s first year of performing, he was often in a different town every day. It
would be impossible to retrace the imagined zigzag map of tread marks he and
his bandmates—guitarist Scotty Moore and bassist Bill Black—had painted,
driving back and forth across the South. Our strange, brief trip was similarly
beautiful. Anthropologist-detectives, we followed the random networking
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paths laid out by people we met by chance. One person told us of the next. All
welcomed us with grace and shared their stories.

In each of the three states we traversed, we sought him in a different
way. And everywhere, we looked for this mythical thing called The South.
Like Elvis himself, it was the fascinating, evasive object of our attention.
We kept trying to grasp it, to pinpoint it, to understand it. We never did. But
on the southern edge of Dauphin Island, Alabama, in a swimming hole in
Tupelo, Mississippi, at the Laverne Motel in Memphis, Tennessee, we found
flitting shadows of what we were looking for. For the people who shared their
pasts with us, long-gone lives left an imprint, shaping their outer and inner
landscapes. The images that became prints—those that called out in their
haunted emptiness, show our way of looking and listening.

2. ALABAMA: SEARCHING FOR THE SOUTH

The etching that introduces Ria is an offering. Out of a background of
everyday things, the two white arms of a seated figure offer a glowing plate of
undulant, etched glass. Beneath this magical material, the figure’s white hands
are dark, like handprints of soot, or the marks on a cave wall, or shadows in an
analog photograph. The fingers that hold the plate are careful, widely placed.
The plate holds nothing. The plate is radiant, it holds light.

Picture 2. Lihie Talmor, Carnival Glass from the collection of Beverly and
George Hall, Dog River, Belle Fontaine, 2017, photoetching, 9 x13.5 cm
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Out of all the places mentioned in Jorgensen and Guralnick’s Elvis
Day by Day, we chose Mobile, Alabama. Elvis didn’t spend much time there,
relatively speaking. We began by looking for Curtis Gordon’s Radio Ranch
Club, where Elvis, Scotty and Bill performed in late June and late October of
1955, sharing the bill with Curtis Gordon, a country-turned-rockabilly star,
and his Radio Ranch Boys.

The GPS sent us to Cedar Point Road off the Dauphin Island Parkway
at the mouth of the Dog River, but the street was nowhere to be found. We
looked and looked, eventually stopping in at a local restaurant for help. No
one had heard of the Radio Ranch, which didn’t bode well, but eventually we
were sent to see George Wall.

Born in 1939, five years after Elvis, George spent his entire life in this
part of Mobile County, aside from four years in the Coast Guard. His parents
ran a fishing camp where the shrimp boats would come in, and at some point,
owned a nightclub. He now lives in a small house on a wide green lawn dotted
with decorated fountains overlooking the Fowl River marina with his wife
Beverly and her mother Ruthie. Since our visit, Ruthie has passed.

When George Hall spoke, he described the very place we were sitting
in, where he had sat, almost uninterrupted, for his entire life. But it was as
though he was interacting with a past that did not link up neatly with the
present, as though somewhere along the timeline, things had gotten severed,
and now, that past was off at an angle, longed-for, beloved. Retracing Elvis’s
early steps as a musician through the people who had crossed paths with him
meant asking people in their later 70s to look back at the most incandescent
moments of their youth. And here, on the Southern coast, Hurricane Katrina
had taken a lot of the material traces of continuity and caused a lot of lives to
veer off their predicted course.

In 1955, George Wall was 16. “Our parents were about the only ones
that can really tell us what we were going to do and when we were going to
do it. Other than that, we did what we wanted to.” He and Curtis Gordon were
part of the same group—they rode horses, raced cars, ran together. When Elvis
came to town, he stayed at Curtis’s house. Riding behind Lonnie Cleveland’s
house, George and Elvis started messing around. George threw Elvis in the
river, and then Elvis threw him back.

“You know, he was just another regular guy that had a hell of a voice.”

Five years younger than her husband, Beverly Wall was 11 when she
first saw Elvis. “My daddy would take me to the fair; he took me to the fair
that year. There was a game to throw pennies in a plate to win plates and
saucers and that kind of stuff. It is carnival glass now, but back then it was
junk. My daddy told me that we saw Elvis at the fair.”

She didn’t remember seeing Elvis, but since then, Beverly had
collected carnival glass. When you hold the glass up to the light, the changing
temperature reveals secret patterns.
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The second time she saw Elvis was in 1977—she and her sister-in-
law caught the last two tickets and sat in the nosebleed section. “We couldn’t
see him but we could see the motion. We could see the glitter of his cape. We
could see the glitter moving.”

They used to have boxloads of records, and albums full of photos.
“They were sitting on the floor when Katrina came. I might as well have sold
them. Because they are gone now,” Beverly said.

“Didn’t have any picture with him,” George said. “But back then we
wouldn’t. It wasn’t like today that everyone takes pictures.”

Looking back, this first day held all the strands that shot through our
trip. As we drove from Alabama to Mississippi, from Mississippi to Tennessee,
the July air hot and thick with rain, the light bouncing green off the lushness
everywhere, it felt like we were hopefully, aimfully yet loosely journeying not
only through the spaces of the South but also through time, pinballing from
one moment of Elvis’s life to another, projected from one person’s generous
story to another. And often, the stories were fragments, a blurred view of
glitter seen from afar.

~ o

Picture 3. Lihie Talmor, Elvis Shot Glass from the collection of Dennis and
Wanda Howard, Mobile Alabama, 2017, photoetching, 9 x13.5 cm.

The shot glass sits on a woven placemat on a wooden table, surrounded
by quotidian objects: a cup with a spoon, a saucer, a crystal bowl, a neat tower

of coasters. But it is different. The saucer, held up by a blurry arm, acts as a
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backdrop, turning the table into a stage. The smoked glass of the shot glass has
faded with time, rubbed out by loving overuse, like the feet of the statues of saints.
All that is left of the figure of Elvis, standing on a stage, is his bottom half: his legs
in a wide stance, the base and chord of his microphone, and part of his guitar. He
is half present, half absent.

At sixty-one, Dennis Howard, Elvis fan and senior teacher at Vigor High
School, was too young to have crossed paths with Elvis in his early years. But
he loved Elvis’s early music. Our conversation with Dennis and his wife Wanda,
held over tea and photographs, covered a lot of ground in the circular meanderings
I had already grown accustomed to from conversations with my mother. The
stopping points on these wanderings always included Elvis’s relationship to Black
culture, the threat he posed to White racial and gender politics of the 1950s, his
paradoxical, trickster-like nature as a good-bad Southern boy, his rags to riches
American Dream, and the tragic structure of his rise and fall.

“I'think it was the factthathe was aloner, like me,” Dennis said ofhis early love
for Elvis. “He was creative. And artistic and misunderstood and underappreciated.
All those things were me. It’s like I identified with his social ostracization.”

He especially loved Elvis’s covers of Black music, with their hillbilly
edge. “As a small child, Elvis would sneak off and go to church. He fashioned a
lot of his clothing and movement based on the Black preachers delivering their
sermons. He got a lot of it from them. [Later], Beale Street was his education in
the Delta blues. Little Richard used to say, ‘Hey, come down from the balcony.’
It was a musical integration. That was another trait Elvis shared with the Black
artists. He didn’t like all the segregation. He knew, just like Jerry Lee Lewis and
Johnny Cash knew, that the Blacks had a way of expressing their grief and their
heartache in a sort of joyful way that was cathartic, and it helped him to cope. I
really was disappointed as a teenager that he didn’t do more blues.”

This radical musical union, and the way its transgressive “racial
mixing” threatened older Southern Whites through its explosive effect on
sexual politics, was the next topic of conversation.

“My mother couldn’t stand him. ‘This is the kind of stuff that ruins kids.’
... It was a generation gap that really started after World War II. ‘Oh No! Here
comes rock n’ roll to shake things up. Just when everything was going good.””

“It scared parents,” Wanda said, “because the way he was moving—
they didn’t know why he was moving like that—but to parents it looked like
he was gyrating his hips to try to rile them up.”

“That really scared them,” Dennis agreed, “because most girls in the
South—every Sunday was church, but deep down they really wanted to go
wild because they were so repressed with some of the demagoguery that was
present in the South for so many years.”

Wanda’s mother, young enough to be fan, had loved Elvis. “I doubt
she heard him live. My mother came from a big family. My grandfather had to
raise seven girls and a boy with a new wife and they didn’t have a whole lot.

61



So there was not any extra to go to concerts. She was able to get her albums
and things as she got her own independence and her own money.”

“To us in the South, he’s a form of royalty, a source of pride,” Dennis said.

“Kind of like family,” Wanda added, because this bore no contradiction.
“You’ve heard of so many musicians rising from very low poverty, and that’s
what he did. And he came from the South. Which back then—coming from the
South wasn’t a big deal to most Americans, but it became a big deal because
of him. There are some who didn’t come from very good upbringings—he’s
like their hope.”

“It’s the American rags to riches, come from nothing story. It had a
lot to do with segregation and post-Civil War attitudes,” Dennis added. “The
South needed pride after the defeat and when the economy was shot. And then
when the Great Depression hit, Elvis was born. He comes from nothing to
become the king, a king of music, a sort of liberation, a freedom of expression
for a lot of kids that took to that.”

Dennis saw Elvis perform live for the first time in Las Vegas in 1976.
“I just wanted to cry. It was sad. Here this guy was, you knew he was just
going down, and every move that he made you know it hurt him, because there
was no fluidity left in his moves. But bless his heart, he was still putting on a
good show. Even though he was incredibly unhealthy, he went out there and
tried those moves. A tragic figure—"

“—still beloved—" Wanda continued.

“—Ilike an old Greek tragedy,” Dennis ended. “And that’s part of the
appeal, because your heart goes out to someone who comes from rags to
riches, because most rags to riches stories have a tragic ending.”

Picture 4. Lihie Talmor, The Elvis Presley Birthplace, Tupelo, Mississippi,
2017, photogravure, 18.5 x 27.5 cm.
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3. MISSISSIPPI: HOMECOMING

In the Elvis Presley Museum in Elvis Presley’s birthplace of Tupelo,
we first saw the photograph that would shape our time in Mississippi. We had
both seen this iconic image before: it is of Elvis’s “Homecoming Concert,”
his triumphant return to his hometown—and to the Fair where he had first
performed publicly—on September 26, 1956.

The photograph is uncredited, but in a film of the event, you see the
photographer, who has a twinkly, naughty smile, briefly fill the frame as he
snaps the picture. It is an iconic image of fame and adoration, of the relationship
between a star and his fans. The photograph is split into two kinetically
opposing fields. Elvis, in dark clothes and white shoes, fills the lower right
quadrant. He is larger than everyone else in the frame. He is leaning into his
mic, his hand outstretched to the crowd which fills the other three quadrants
of the photo as an ecstatic blur, a single organism of outstretched hands and
mostly female faces splitting apart. The dividing line between them is strung
with stage lights, and the two forces—Elvis and his fans—seem magnetically
pulled toward one another and toward the center of the image.

Because this event was so iconic, I think we were hoping to find some
remnant of it on the site itself. Instead, the two photogravures of the Tupelo
Fairgrounds show three historical moments that erased the fair. In image 26, an
abandoned grain house in the background is a trace of a past that would have
been a future in 1956. In image 25, we see our possible future: a proposed plan
for the “Fairpark District, the heart of Tupelo.” In both, the present is a field of
nothing, just some grass surrounded by concrete.

We saw the Homecoming Concert photograph again in the collection of
Guy Dennis, Elvis’s childhood friend and official Birthplace historian since his
retirement from the Tupelo police force. He had a bag full of albums, and when we
reached the Homecoming photo, Guy said, “See that girl in the red sweater? That
was my girl who came with me.” He tried to find himself in the photo and figured
he must have been sitting down out of sight. In a way, he was always looking for
himself in the photographs he showed us. That is what we kept asking people to
do. Elvis was a way for them to understand their history, and their history was
a way for us to understand him. This multiplicity of pasts was something we
kept encountering as we traveled—the long-lost past of Elvis, young and full of
promise, followed by all the other lost pasts, those lost to aging, to death, to the
waters of Katrina, to the way cities and towns rebuild and replace themselves
piece by piece, over time, erasing someone’s history as they go.
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Picture 5. Lihie Talmor, Main Street, Tupelo, Mississippi, 2017,
photogravure, 18.5 x 27.5 cm.

We saw the Homecoming Concert photograph again in a Main Street
vitrine, surrounded by a cardboard cutout standup Elvis in a gold lamé suit as
well as three guitars.

At Tupelo hardware, where Gladys had bought Elvis his first guitar
instead of buying him a gun or a bicycle for his tenth birthday, we were led to
Howard Hite. As Elvis pilgrims, we were considered “his people.” We talked
at the Elvis counter, where you could buy keychains, knives, guitar picks,
postcards, and harmonicas emblazoned with his name or image. Another
standup gold lamé Elvis, this one life-sized, looked down upon us from the
balcony.

Howard had seen Elvis perform three times: in Hawaii in 1957, when
he was a navy brat, at the University of Alabama in 1971, where Elvis did
karate in a jumpsuit to the sound of the Space Odyssey soundtrack, and at the
Mid-South Coliseum in Memphis in 1974. “The thing I remember about that
concert,” Howard Hite said, “he sang every song he had ever sung in his life,
it seemed like.” This timelapse—1957, 1971, 1974—from boy full of promise
to beautiful man to sick, tired man—was something all Elvis fans shared.

Of the thousands of fans Howard Hite has welcomed to stand where
Elvis stood, he spoke of two. One was Prince Albert of Monaco. He came to
the hardware store unannounced and told Mr. Hite, “I’ve been an Elvis fan
all my life. I have been to Graceland. I have been to Sun Studio. I’ve been to
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your Birthplace Museum here in Tupelo, and that completes my pilgrimage
with Elvis.”

The other was Edison Pefia, one of the thirty-three coal miners that
were trapped underground inside the San Jose mine near Copiapo, Chile in
2010. He was the one who played Elvis songs to keep everyone sane. As the
miners were brought up one by one after 69 days underground, each was asked,
“What do you want to do?” When Edison Pefia came up, he said, “I want to
go to Graceland.” After he was on the David Letterman show, after he ran the
New York Marathon, after he recorded some songs in Sun Studios and cut an
Elvis birthday cake at Graceland, Edison Pefia came to Tupelo, followed by a
gaggle of media people.

“They put him right here in front of this counter. So, I looked at him
and I said, ‘You’re standing where Gladys bought her son Elvis his very first
guitar,” and all of a sudden, he fell back, you know. He just could not believe...
tears were coming down his cheeks from just what he’s been doing, and I
could tell you, most of the people standing around him—me being one of
them—tears were coming down my cheeks, t0o.”
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Figure 6. Lihie Talmor, Booneville, Mississippi, 2017, photogravure, 18.5 x 27.5 cm.

We saw the Homecoming Concert photograph again in Big Creek,
where Elvis performed on March 28, 1955, as the opening act for Slim Roads.
The village of Big Creek, population 154, sat a mile west of the eponymous
creek, a tributary of the Yalobusha River. On a summer Sunday, its empty
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Main Street was surreal—old, unpainted, elevated wood-slat buildings; rusted,
vintage signs advertised Coca Cola, Loreco Gas, LM Filter Cigarettes, Jazz Feeds.
It was like a 1960s film set or another memorial, but one no one knew about.

Beyond this recreation was one of the neat small towns lining two
lane roads amidst green fields that had been Elvis’s earliest performance
landscape. The only person we found was Bob Harrison, a kind mechanic of
the right age to remember Elvis’s coming to town, though he had not witnessed
it himself. He told us we should talk to Betty Dismuke, who had been at the
Tupelo Fairground for Elvis’s famous homecoming concert. He showed us the
Homecoming photograph, and told us that Betty’s sister, Linda, was the girl you
can mostly clearly see. She is so close to him. His eyes seem to be meeting hers.
Her outstretched hand almost touches his leg; his outstretched hand seems to be
reaching out toward us, the streams of future viewers of the image.

Linda Wright’s mailbox was surrounded by cheerful flowering plants.
She greeted us in an apron, eyes twinkling behind glasses.

She was of the perfect age to love Elvis, starting high school in 1954.
“It was unreal how we loved him. He was our dream, he was our — he just was
everything to us, you know, he really was.” They used to play him over and
over on the jukebox at a drive-in restaurant in Baileyville and played their
little 45s out ‘til they wore down. At the Tupelo Fair, the entire band of friends
was there, all in the crowds, and she just pushed her way up to the front, so
close she could see the velvet texture of his pants.

A friend of hers had called from Graceland once to say, “Linda, there’s
a whole room of you here!” And at an Elvis Festival in Tupelo, the folding hand
fans were covered with a closeup of her and Elvis. Betty commented to someone
that it was her sister on the fans, 50 years ago, and that her sister was standing
right here. People from everywhere just came running, wanting her autograph.

Even now, she said, their graduating class was still very close, “and
when we hear his music, we just kind of all stop and remember.” She told us
about a friend who was a huge Elvis fan. “Her husband died, and they were
dear, dear lovers, and she had Elvis’s music playing as they brought the body
out into the sanctuary. ‘Loving you, loving you...” And it was the most fitting
thing I have ever heard in my life, and everybody there knew there was no
disrespect, because everybody knew that they had just lived right along with
him. He was just part of our life.”

4. TENNESSEE: LEAVETAKING

This story ends in Graceland, Elvis’s beloved home. In Graceland’s
Entertainer Career Museum, there were hallways full of his achievements:
over a billion records sold, 150 distinct albums and singles certified gold,
platinum or multi-platinum. Yet the only award ceremony he ever attended
was the United States Junior Chamber of Commerce (the Jaycees)’s “Ten
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Outstanding Young Men of the Nation” Award for 1970, which he received on
January 16, 1971. Afterward, he always carried the award with him on tour, so
that its “touching hands” wore down over time.

“May his future be blessed” reads a wooden plaque from the City of
Memphis at the beginning of a seemingly endless display of checks signed
by him, my favorite of the serial exhibits. “I only remember him giving to
people,” his only child Lisa Marie has said. “I remember people going to him
saying, ‘I just got a bum deal,” and bang, there was a check. I never saw him
not doing something for somebody, ever. ... That was probably the one thing
that kept him sane, was his ability to give back.”

When you reach the last exhibit, having walked past endless platinum
albums, awards, album covers, checks, archival photographs, and exuberant
costumes, Aloha from Hawaii is playing on a few monitors mounted high
above glass vitrines holding the 1970s-era costumes. This is the first time that
sound fills the room rather than your headphones and the first time you get
a long, uninterrupted chunk of time with him. You can’t stop standing there.
Because you’ve been haunted by his presence/absence the whole time, and
you don’t want to say goodbye. In our photographs of that moment, everyone
stands together, looking up. Some cry. And he is singing “Look Away.”

Picture 7. Lihie Talmor, Pink Cadillac, The Elvis Presley Automobile
Museum, 2017, photoetching, 9 x13.5 cm.
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Throughout our trip, almost everyone we met recalled exactly where
they had been when he died. Placing yourself in relation to Graceland on
August 16, 1977, when he was found, on August 17, when he was laid in state,
or on August 18, when he was buried, was a way of triangulating your life
with history.

Patty Covalzyk, his girlfriend at 18, heard the news from her oldest
child, who called to tell her. ““Mama, Elvis died.” When I hung up the phone
after that, the phones were dead. You could not call in; you could not call out.
That was all over Memphis; it just knocked the telephone system out. I’ll
never forget that.”

Betty Dismuke always traveled down Elvis Presley Boulevard when
she was in Memphis for weekly doctor’s appointments. That Tuesday, “all of
a sudden, there was just traffic everywhere. Just people parked every which
way—and | did not know what was wrong, you know. It took me about an
hour to get past his house, and I heard on the radio that he had died. And I
knew then what the matter was.”

Betty’s sister, Linda Wright, was sitting in her house, while her husband
and some men were building a shed outside. “And it just — it was just an end,
you know.” On the day of the funeral, she was at a doctor’s appointment with
her parents in Memphis. “Those white hearses just kept coming, just kept
coming, just kept coming. And the highways were lined, and it was so sad.”

Sandy Pichon, Elvis Superfan, was living in New Orleans when Elvis
died, and she flew back to Memphis to attend the funeral. They had closed Elvis
Presley Boulevard due to the crowds, so she had to walk through thousands to
get to Graceland. It was hot, and people were fainting everywhere. “I would
see people I knew, and we would just collapse in tears.” She and Joyce were
ushered in so they could pay their respects before all the fans, who were lined
up for blocks (thirty thousand would eventually pay their respects). Elvis was
in the foyer. Everything went silent, and she noticed each visual detail with
hyperfocus: the black of his hair, the white of his skin, the blue of his shirt, the
white of his suit. His long eyelashes resting on his cheeks.

She and Joyce were each given a rose off the casket. “Mine got lost
in the flood. That just about killed me.” So many things got lost in the flood.

The plaque on the eternal flame in Graceland reads, “You gave yourself to
each of us in some manner. You were wrapped in thoughtfulness and tied with love.
May this flame reflect our never-ending respect and love for you.” The flowers
come from fans all over the world and are placed until they wilt or weather.

On Stop #41 of the Graceland Audio Tour, his daughter Lisa Marie
says, “Whatever he emanated on the stage was what he was when he was off.
I think people just felt his presence. It came through in his music. It came
through on stage. His being was what was coming through. ... his spirit came
through whatever he did, and it would touch other spirits.”

68



Maybe this is the best way to explain him. He gave himself to each
of us in some manner. We feel it every time we see him perform. It’s why we
can’t stop looking.

That summer of 2013, we drove from Alabama to Mississippi, from
Mississippi to Tennessee, searching for these places where Elvis Presley had
passed. Often, when we got to the place we were looking for, or when someone
tried to retrieve it from memory, it was gone, because a hurricane, or time, or death,
had swept it away. What was left was the space between desire and its object.

“We always looked for traces, and that looking also shaped the images
we chose to include in the book,” my mother said to me. “There are no people
in these images. There is always—not emptiness, but vastness and absence.
The images represent what happened to us, what we looked for, and what we
did not find, which ultimately is what interested us.”
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Ruti Talmor
SOCIOKULTURALNA INTERAKCIJA U KNJIZI UMETNIKA RIA
Sazetak

Ovaj rad istrazuje ulogu interakcije u drustvenom i umetnickom zivotu dvo-
jezi¢ne knjige umetnika Ria: Sve Sto se pamti je drago, sve sto se pamti je tu (2022;
engleski/Spanski). Obuhvataju¢i fotogravure i bakroreze izraelsko-venecuelanske
umetnice Lihi Talmor, esej u formi putopisnog dnevnika njene cerke, antropologa
i medijskog stru¢njaka Ruti Talmor, i eseje dvojice istoriCara umetnosti, Ria pre-
pri¢ava putovanje Talmorovih americkim Jugom u potrazi za tragovima koje je Elvis
Prisli ostavio za sobom. Tamo smo sreli i intervjuisali razdragane obozavaoce, bliske
poznanike i neznance u prolazu, ¢ije su price klju¢ni deo knjige. Interakcija — i ospo-
ravanja i pregovori koje ona stvara — definisu ovaj projekat, nasu medudisciplinarnu,
medugeneracijsku saradnju, i nase medukulturalne susrete sa nasim pripovedacima.
Jos znacajnije, Ria postavlja pitanja: kako proslost stupa u interakciju sa sadasnjos¢u
i proganja je? koliko poznajemo nekoga koga nikada nismo sreli? kakva je interakcija
mita sa stvarnoS¢u? kako jedna osoba transformise kulturu? Knjiga umetnika Ria

Kljuéne re¢i: medukulturalna interakcija, interdisciplinarna saradnja, grafi-
ka, mediji, antropologija.
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UDC 316.77:792 Goffman E.

PASYMEBAIBE KOMYHUKAIIMJE U IPYIITBEHE
HMHTEPAKIMJE 11O MOAEJIY ITO30OPUIITHE
INPEJACTABE

Anexcangap [Ipwar
daxkynrer 3a ctpane jesuke Anda bK ynuepsurera, beorpan
aleksandar.prnjat@gmail.com

Caxerak: Y 0BOM pajy ayTop U3Jake ¥ KOMEHTapuIle cxBatame Epsunra ['odpmana
0 KOMYHHKALIMjU U IpyIITBeHOj nHTepakiuju. [To ['opmanoBoM Mozeny npymTBeHa
HHTEpaKIMja ce pasyMe Kao IMO30pHILIHA mpeacTaBa. 1o ce Buau usmely ocranor u
10 HEKUM KJbYYHUM TEPMHUHHMA H-ETOBE TEOpHje IPYIITBEHE HHTEPAKIIH]je, Ko IITO
Cy: HaCTYyII, My0JIMKa WJIK CIICHCKa yJiora. Ped je o jellHOM 0/1 Haj3HAYajHUjUX MOJIeNa
JOPYIITBEHOr Jefiakba W Haj3HaYajHHUjo] TEOPHjH IPYIUTBA KOja KOPUCTH MOJEIN
ymetHOCTH. OHa je yTHIajHa Y COIMOJIOTH]H, aJTH U Y CONHjaTHOj GHIT030pHjH.
KibyuHe peuu: apymTBeHa MHTEpakiyja, nozopumre, Epsunr ['odman, comctso,
COILIMjaJIHE yJIOTe.

Pesumupajyhu unenoxynan I'opmanoB (Erving Goffman) omyec,
Bypauje (Pierre Bourdieu) npumehyje na je To 1ei0 ,,BUAbUBHU 3aIIUC JETHOT
Iorjesa KOoju je HacTojao Ja yxBaTH (Kao MITO TO 4MHU (oTorpaduja mno
Bantepy bewamuny) (Walter Benjamin) Hajriposia3Huje 1 HajHEYyXBaTJbUBH]E,
a BPJIO YE€CTO HajBaKHHU]E aCIIeKTe JIPYIITBEHOT noctojama’ (Bourdieu, 1983:
112). I'ohmaHOBO pazymeBame KOMyHHUKAIM]€ U APYIITBEHE HHTEPAKIIH]E 10
MOJIeNly MO30pUIIHE Ipe/icTaBe, MPBOOUTHO M KOHUEHIUJCKU 3a0KPYKEHO,
U3JI0KEHO je Y Ku3u The Presentation of Self in Everyday Life, koja je Ha
CpIICKOM 00jaBJbeHa O] HACIOBOM ,,KaKko ce MmpeicTaB/hbaMo y CBaKOAHEBHOM
xuBoTy" (Gofman, 2000). OcuM OrpoMHOr yTHIaja Y COLMOJOIHjU, OBa
KOHIIETIM]a HUje Ouma 6e3 omjexa Hu 1 y punozoduju. [Ipe ceera y corujanHoj
¢unozoduju. Ocum Tora, oHa 61 Morvia 1a Oy/ie MPOBOKATUBHA U MTOJCTULIAjHA
1 3a ¢uiozodujy mozopuira, 300r 3aMarjbuBama rpaHuile umel)y onora
KaKO OIHUCYjE€MO UI'Pambe yiora y Mo30pHuIITy U Kako ['odman onucyje urpame
yJI0ra y JPYyIITBEHO] CTBAPHOCTH.

Ha oBo Ou, Ha pBU MOTJIE]], MOTJIO J1a C€ OJAITOBOPU KAKO Y MO30PUILTY
MOCTOjY KOHTEKCT U Iy OJIMKa, aJIM UCTO TO MTOCTOJU MY pa3yMeBamy JIPYIITBEHE
UHTepakiuje nomohy Meradope nozopuura. Morsio 61, Mok/a, J1a ce Kaxe
1 Kako y JPYIITBEHO] UHTEPAKLUJU JbYIU UTPajy pa3jInyuTe yJore, aju Ja,
MAKO OJ] UTpamba HEKUX CBAKAKO OYEKY]y MaTepHjaliHy JOOUT, OHU UITaK HUCY,
y CTporom cmuciy, rahenu 3a urpamwe ynore. OaroBop Ha oBO OM Ii1acuo
Jla HU TIIyMIM Y aMaTepCKUM MO30pULITUMA HUCY I1aheHu 3a urpame yJora,
a J1a yak y npoeCHOHAIHUM IMO30pUILITHMA HAJHUIIA HUJE JEUHHU pa3jior
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3a paa. Ox pasziora apyre Bpcre Mel)y HajBaXHHUJUM Cy CBaKako rmorpeda 3a
YMETHUYKOM €KCITPECHjOM H TIPU3HAFHEM BPEIHOCTH T€ EKCIIPECH]e O] CTpaHe
JPYTUX JbYIH, OJJHOCHO JKeJba Jja UM Oyjie Mpu3HAT IilyMayku cratyc. Kako
O0m OmI0 Koja ocoba MoTja Ja Ha peajaH HA4MH OCTBapH OBE MOTpede ako
HUj€ aHT'aKOBaHA Y HEKOM TO30PHUIIIHOM IpojeKTy? YUnHH ce 1a pasjiore oBor
pena uma y Buny Mapra Hycbaym (Martha Nussbaum) kamga momume o0ndaj
HEKUX TO30pUIIHMAX MEHalepa J1a roBOpe IIyMIIMMa Kako OM MOINIM Jia pajie
HerutaheHo 3aTo mTo OW miaTa, HAaBOJHO, BOAWJIA Ka TPXKUIIHOM OTyhemy
BUXOBUX TajieHaTa. OHa eBOLUpa CONCTBEHO MIIAQAANIAYKO MCKYCTBY paja y
MO30PHINTY Y KOJEM Cy MEHallepu ymoTpeOshaBajlu OBAaKBY apryMEHTAITH]y
He O6M i yOequun IIyMIle J1a ce OJjpeKHy (uHaHCHjcKe HakHaje. [1o meHoM
CBEIIOYAHCTBY TIIYMHUIIE U TIYMITU Cy OWMJIM OCETJbMBU HA OBAaKBE pasjiore He
camo 30or cinabor cunaukara Beh u 300r xkespe ae Oymy 3amocienu (Nuss-
baum, 1998: 694—695). OnHoCcHO: 300T *keJbe JAa TIIyMe U HE3aBHCHO O] TOTa
konuko he OutH mnahexu.

[lIto ce Tuue comumjamue ¢uinozoduje, y jeTHOM BaXKHOM CIIyda]y
l'opmaHOB mpHcTyn IpyIHITBEHO] MHTEPAKIMjU y3eT je Kao jenHa moryha
nmapajgurMa 3a padymeBame jaenama. Mmam y Bugy XaOepmacoy (Jlrgen
Habermas) metadu3uky komyHuKamoHor aenama. Haume, y 10oj 'opmanoBa
KOHIIETIIIH]ja TIPEICTaBJbha JeAHY O/ YUeTUPH MOTYNHOCTH J]a C€ PEeKOHCTPYHIIIE
pammonanHoct nenama (Habermas, 2017: 100-131; takohe 63). Peu je,
no Xabepmacy, o cieache deTupu KOHIIETIH]E: TEJICOJOMIKA KOHIICTIIIHN]ja
nenama (ucto 110), yuju je rIaBHU MPEICTaBHUK Y TPaIULMjU APUCTOTEN
(Ap1oTOTEANG), MKOjaje MMalIa CBOje OJ]jeKe y eKOHOMHJU M TEOPH]jH CTPATEIITKUAX
urapa (ucto 112), koHIenuyja aenama peryaucaHor HopMama (KCTo), Yuju
cy rmasuu npexactasaumu Jupkem (Emile Durkheim) u IMapconc (Talcott
Parsons)'?, xoHIenIMja ApamMaTypIIKOT Jenama, Kojy npeacraBiba ['opman,
Y KOHIIETIIHja KOMYHHUKAITMOHOT Jieflarka 3a YHje MpeICcTaBHUKE Xabepmac
nenerupa Muna (George Herbert Mead) u I'appunkena (Harold Garfinkel)
(ucto 112)!. Xabepmac npumehyje na 6w prima facie camo TEICOTOIIKH
nojam omoryhapao J1a ce pallMOHAIHOCT JIeJama I0jMH Kao [IMJbHA JEIaTHOCT
Ha OCHOBY KOj€ C€ Jieame MOXe: 1) pallMoHaIHO TUIAaHUPATH U TIPETy3UMaTH,
2) ouemMBaTH Kao y Behoj WM Mam0j MEpU palMOHAIHO, & OCHUM TOTa, y
HeKUM 0a3MyYHUjUM cy4yajeBuMa, 3) IJiaH Jenama Moxe J1a Oyne popmynucan
y 00JIMKY cXeMe 3a pakTH4He 3akibyuke Kojy je Don Puxt (Georg Henrik von
Wright) pa3panuo y cBoM pazmarpamy npodiema objalimbena 1 pa3yMeBamba

10 34 [TapconcoBy Teopujy nenama ymop. (Parsons and Shils, 1962). 3a kxpuTHuke HarmoMeHe O OBOj
Teopuju nenama ymop. (bypuh, 2009a: 63-65).

'O oBe XaGepmacoBe Kbure HajaeTalbHHje e1a00PHCAHH NIPHIOT OBOM THITY JIC/akha MPEACTaBIba
OHa cama. 3a PeKOHCTPYKLHjy U KpHTHKY XaOepmacoBe kmwure ymnop. (Taylor, 1991: 23-35). 3a
pa3pauyHaBame ca XabepMacoBOM KOHIIETILINjOM KOMyHHKauuoHor fenama ynop. (Tugendhat, 1985:
179-186). Tyrenaxar, usmel)y ocrainor, nzpaxkaBa CyMmy Jia je Be3a Kojy Xabepmac mpaBu n3Mely
MPUBUJIETOBAHOT TIPUCTYIIAa COTNICTBEHUM CTamHMa CBECTH M IPaMaTyPILIKOT Aejiaka KaKBO aHAIM3Hpa
T'opman Hampocto — koHPy3Ha (Tugendhat, 1985: 185).
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(Habermas, 2017: 112-113; von Wright, 1975: 149-174). Jlakne, y 0BOj
KIacu(pHKanuju, y3 Tako yrieaHe ayTope KOju MPeACTaBbajy TpU MPHUCTYTIA,
T'opman cam npencraBsba YETBPTH.

Beh y camum HacnoBuma miect noryiaBiba ['opmaHoBe kwure (ocum
IIpEAroBopa, yBoAa U 3akipyuka To cy: 1. Hacrynm, 2. Tumosu, 3. 30He u
MOHallamka yHyTap wux, 4. [IporuBpeune yiore, 5. [lonamame MuMo yiore u
6. YmMehe O6apaTama yTUCIIMMA) 10434 IO U3paXkaja pa3yMeBambe JPYIITBEHE
WHTEpaKIMje TI0 MOJeNy mMo3opuinHe mpeactaBe. Mekunrajep (Alasdair
Maclntyre) kputuuku npumehyje aa je, 3a pa3jinky o] cxXBaTama 110 KOjuMa
CE COICTBO BUAM Kao MOTITYHO HE3aBUCHO 01 OMJIO KOje IoceOHe IPYIITBEHE
ynore, ['opmaH ,,TUKBUIMPAO CONCTBO y Urpame yiora“ (Maclntyre, 2007:
32). Y ToM Mojey MOjeIMHIIA C€ BHJIE Kao TIIYMIIM KOjU UTpajy oapeheHy
yJIOTY M KOjU ce Hajlajy Ja he qpyTu Jbyiu, KOju Ce Y OBOM MOJEITY 03HauaBajy
Kao Mmy0JInKa, 030MJHHO Y3€TH OHO IITO ce mpes iuMa urpa (Gofman, 2000: 31)
U MCIIPABHO MHTEPIPETUPATH HATOBEIITAje KOJU UM C€ 3]y TOKOM MpeICcTaBe
(ucto 63). OHo mTo ce nemana u3mely uzBohava u myosmke ['ohpman Ha3uBa
uHTepakiyja. Ha uHTepakTuBHU 0/1HOC M3Mel)y MOo30puIlIHe MyOIUKe U OHUX
Koju u3Boje npenctaBy ckpehe naxmwy u Xeren (Georg Wilhelm Friedrich
Hegel), xoju oBaj ogHoc Ha3uBa aujanoroM. 3ampaBo, oH y IlpenaBamuma
U3 eCTeTHUKE yKa3yje Ja CBaKO YMETHHYKO JIeJ0, ITa YTOJIUKO M MO30PHIIHA
MPEeJCTaBa, MOCTOjU 300r MyOJIMKe, U JJa YTOJIMKO CBAaKO YMETHHYKO JIEJI0
MPeACTaBIba JUjajIor ca CBOjOM MMy OIMKOM:

»5---CAMO YMETHHYKO JI€JI0 KA0 CTBapaH MOojeAMHAauYaH 00jeKT He TOCTOjH
cebe paau, Beh Hac paau, paau jeHe myoauKe Koja yMETHUYKO JIeJI0 TTocMarpa
u 'y memy yxuBa. Kaga, Ha mpumep, IIyMIM U3BOJE jelHY JApamy, OHU He
roBope camo mehy cobom, Beh u ca Hama, T€ y jeIHOM U JAPYTrOM TOTIICTY
Tpeba na Oyny pasymbuBU. M Tako CBakO YMETHUYKO JIEJIO MPEACTABIbA jelaH
Jjanor ca cBakuM ko croju npen wum* (Hegel, 1975: 262).

Camy 3amucao cBeta Kao nozopuiuta Hanasumo Beh xon Illexcrniupa
(William Shakespeare). Haume, on y Mremauxom mpeosyy 3a CBET Kaxe Ja je
MO30PHMILIA HA KOjO] CBAKO UIPa CBOjJY YJIOTY:

Cger ja, ['panujano,

3a Apyro WITO HE AP>KUM, JIO 33 CBET.
3a MO30pHUILY T'/Ie CBaK TyMayu
VYrory cBojy: cyMOpHa je Moja.
(lexcrmp, 1962)

VY komenuju Kako éam Opazo IOHOBO ce MOjaBJbyje HJi€ja Ja je CBET
MO30PHIIITE, CaMo je OBaj MyT paspahenuja. JJok je TaMo cBakO UMao CBOjy
yJIOTY, IaKJIe TI0 jeIHy YJIOTY KOjy UTpa Y JKHBOTY, OBJIE CE YaK KaXKe J1a CBaKO
Y KUBOTY OATIYMH MHOT€ YJIOTE:

73



[Ta eo cBer je

['mymuiiTe rae Jby i CBU U )KEHE TITyMe;
CBax ce 1ojaBH Ty ¥ 0Ji€; H OJTITYMH

VY CBOM KXHBOTY MHOTI'€ YyJIOTe
(Iexcrup, 1938).

Y MehyBpeMmeRy je ujeja cBeTa Kao CBETCKOT ITO30PHIITA HITH TO30PHILTA
CBeTa IocTajia omiiTe pasymsbusa, a Tyrenaxar (Ermst Tugendhat) rosopu u o
CBECTH Ka0 O MMO30PHILTY: ,,Y OOMYHOM KHMBOTY JIaKO j€ MOjMJbUBA IpEe/ICTaBa Jia
J€ 4aK 1 Moja CBECT ITO30PUIIITE, TE OTYa OHAj KO je Y JeTipecju oceha nmpa3HuHY,
MaJla je MaK CBETCKO IMO30pPUILTE, OCUM aKO CE€ HEKO HE HaJla3H YIIPaBO Y KAKBOM
KOHIIEHTPAIIMOHOM Jioropy, myHo >kuBota* (Tugendhat, 2010: 44).

Hac mehytum, ocuMm cxBaTama JIpYIITBEHOT CBETa Kao MO30PHIITA,
noceOHO MHTEpecyje MHTepakuuja u3Mehy paznuuutux usBohaua. ['opman
MHTEpaKkIjoM HazuBa Beh W mpBe yTHCKe O wu3Bohaudy, mako he oBa
MHTEepakiuja outu npahena gyrum HuzoM uHTepakiuja (Gofman, 2000: 25).
Beroo carnenaBame IpyIITBEHUX yIOTra HAJ0BE3Yyj€ CE€ HA CXBaTambe Koje je
y IpymTBeHy teopujy yBeo Pobept E3pa Ilapk (Robert Ezra Park) o omnocy
Macke 1 ynore. [Tapk nmogceha 1a aHTUYKY TPUKU TEPMHUH JTMYHOCT (TPOGOTOV)
y JIAaTUHCKOM TIPEBOJTY TJIacH MepcoHa (persona). Moxaa 61 MOTIIO J1a 9yIu TO
mro [opman, Koju ce y KHH3M M03UBa HA MHOTE Quio3ode U TeopeTuyape
npymTBa, on Cumon ne booap (Simone de Beauvoir) u Captpa (Jean —
Paul Sartre), mpexo beprcona (Henri Bergson), Jlupkema (Emile Durkheim),
[lejmca (William James), [Tapconca (Talcott Parsons), Canrajane (George
Santayana), 3umena (Georg Simmel), Anama Cmuta (Adam Smith), ma mo
aHTHUYKOT kKuHeckor ¢gumio3oda Cjyenuuja (Xunzi), HUje IOMEHYO J1a je mpe
PoGepra Ilapka oBaj yBuJI, KOju 3Byun Kao ¢puino3odceka mpereva 'opmanose
teopuje, n3pekao Tomac Xo6¢c (Thomas Hobbes). I To He y HekoM Mame
MIO3HATOM Jiely WK nucMmy, Beh y Jlesujamany y xojeM ymyhyje 1a JaTuHcKa
ped mepcoHa 0THOCHO TPUKa TPOCMITOV 03HAYABA]Y MACKY, TO J€CT MACKHPAHOT
yoBeka Ha cuenu (Hobbes, 1985: 217).

OBe aHTHMYKEe KOpPEHE TepMHHA JIMYHOCTH Kao MacKe JeleHHjama
nocie Ilapka je y cB0joj T€OJIOIIKO] MUCIHU (KOjy OOMYHO MOABOJMMO O[T
HEOMAaTPUCTHUKY CHHTe3y) HapouuTo uctunao Joean 3uzjynac (lodvvng
Znlovriag) (1999). Haume, oH je yka3uBao 1a je uzpas ,,[ipOCONOH y jeTHOM
TPEHYTKY T0Y€0 Jla 03HA4aBa MacKy KoOja ce HOCHIIA Y TIO30pHUINTY. Y CBOM
npeBoay 3u3jynacoBor Tekcra ,,On Macke A0 JUYHOCTU, AMpuioxuje
PanoBuh je 3a mpeBox rpukor m3pasa ,,lIPOCOMOH y3 CPICKY ped ,,Macka‘
MOHEKaJ] KOPUCTHO M CTapHjU U3pa3 ,JIMUMHA®, KOJU UMa Ty MPEIHOCT LITO
“Ma UCTU KOpeH ca u3paszom , auaHoct . Huue (Friedrich Nietzsche) je y
Pohersy mpaceouje uz oyxa my3zuxe npeioxKnu0 paJuKaIHU]y UAE]y: 1a YUTAB
jeaH JpaMCKH JIMK MOXKe Jla OyJie caMo Macka JAPYTor jyHaka. 3ampaBo, HE
camo jeslaH JIUK Beh MHOTH JIMKOBHU Cy 1O leMy camo Macka Jlnonuca. Huue,
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nakie, TBpau aa cy 1o Eypununia ,,cBH Cl1aBHU JIMKOBH XeJICHCKE MTO30PHHULIE,
[Ipomerej, Equmn, utx., camo Macke oHOT IpBOOUTHOT jyHaka J{lnonuca“ (Nice,
1998: 123)."2

lNodpman nutupa oo mro Ilapk kaxke o cxBaTamy ,,lIEPCOHE™ Kao
,»MAaCKe* 1 0 UTpamYy YyJora:

,,BEpPOBATHO HHje caMo IyKa MCTOpPHjCKa CIY4ajHOCT IITO pey
‘TIepcoHa’ y CBOM IPBOOMTHOM 3Hauemy O3HauaBa Macky. To
je TIpe cBera CHo3Haja YUMEEHUIIE Jla CBAKO, YBEK U CBY/A, Mabhe
WM BUILE CBECHO, Urpa yiory... M1 camo y oBUM ynorama Mu
MI03HAje€MO je[THU JAPYTe; CaMO y OBUM yJlorama Mo3HajeMo 1 CaMu
cebe* (Park, 1950: 249; naBeneno npema: Gofman, 2000: 33).

[Tapk cmaTpa ma Macka ojapa)kaBa MU3BECHY 3aMHCA0 KOjy j€ CyOjeKT
CTBOPHO O caMOM ceOH M Jla OHa yNpaBo INpe/ACTaBiba ,,yJlIory y CKIaay ca
KojoM Texumo na xuBuMo* (ucto 250; Gofman, 2000: 34). I'obman u cam
roBopH 0 courjann3zoBanoj Macku (Gofman, 2000: 43), a OBy mepCeKTUBY je
3a0IITPHO JI0 HUBOA MHTEPIIpPETaIje IPYIITBEHUX MHTEPAKIHja MO MOJEITY
JpamMaTypIIKUX MPUHIMIA Mo30pullHe npeactase (ucto 11). On monasu on
MEePCTIEKTUBE TI0jeIMHIIA KOJU Y UHTEPAKITH]H ca JpyruMa MpecTaBiba cedbe 1
MOKYIIIaBa Jia YIpaBJba YTUCIIUMA KOj€ OHU O lheMy cTudy (ucto 208 u nasne).
Kama meradu3nka KOMyHUKAIIMOHE PAMOHATHOCTH TpuroBapa ['omanoBOM
MO/IeNTy IPYIITBEHE HHTEPaKIIH]e 110 YIIIeAy Ha [I030PUIITE /1a je aMOMBaJIeHTaH,
oHma XaOepmac MMa y BHJAY IIOCTOjaFbeé YHTABOT CIEKTpPa MpEACTaBIbamba
COIICTBA — OJ1 UICKPEHOT Mpe/ICTaBJbamba HaMepa, KeJba U pacIooxkerma, ra J10
[IMHAYHOT yrpaBsbama yTuciMa (Habermas, 1985: 177).13

Beh u u3 camux ocHoBHUX mojMoBa ['opmanoBe Teopuje (u3Bohauy,
MpeJCTaBa, CIEHCKA yIiora, MmyOiWKa) BHIM CE€ CAMOCBECHO HCTHIIAHE
MO30PHILIHOT MoJIeNa 3a o0jallkbene IPYIITBEHNX HHTepakuuja. Mako oBo
WHCHUCTUPakE HA WHTEPAKIH]H JIUIEM Y JIUIE MOXE Jla U3Iiiea HeOOUWIHO
3a COLMOJIOTH]Y, 030MJbHUJU METOJOJIOLIKHA PUTOBOP OBOM MOJIENy OMIIO
OM HCTHUIAKE TEPCIEKTHUBE jeaHe 0co0e — MmTO O mpe OWIo0 MPUMEPEeHO
TICUXOJIOTUJU HETO COLIMOJIOTHjH, a TaKohe M peIyKLIMOHUCTUYKO o/ipehuBame
MHTEpaKlije HCK/bYYHMBO Kao HUHTEpaKiuje ,JIMIEeM Yy JHIe”, OJHOCHO
penyKoBambe MHTEPAKIIMjEe HA OHY ,,y HEMOCPEAHOM (PU3UYKOM IPUCYCTBY*
(ucro 29). TI'opman, mehyTum, HHCUCTHpPAa Ha OBOM ,,aTOMHUCTUYKOM
nojmoBHOM OkBUPY* (Goffman, 1972: 84). Jlok je 3a 0BO Apyro Kapakre-
PUCTHYHO M30CTaBJbabe OHUX JPYIITBEHUX MHTEpAKIKja Kao ITO cy Ouia
nucMa — Koja cy Oujia 3HayajHa HE caMo 3a HemocpeaHe ajapecare Beh, y
HEKHMM BaXXHUM CJIy4ajeBMMa, W 32 OHE KOjU Cy HAKHAJTHO OWIM yTMO3HATH

12 Muxanno Bypuh noBoan y nurame yBepsbUBOCT TyMayeha YUTaBE IPUKE Tpareuje Kao AHOHU3HjCKe
u cBohebe Enuna u [Ipomereja na Juonuca (bypuh, 20096: 220).

13 Tyrenzxat, MelyTum, cmMaTpa Kako y clyuajy Ja je Lib OIILTA CTPYKTypalHa aHantusa — Lodman
ucnpasno nocryna (Tugendhat, 1985: 182).
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ca TUM nucMuMa. Haj3HavajHuju mpuMep je yTULaj mucaMa anoctoia [Tama
Ha KOHCTUTYyHCame Xpulrthancke nuBuiIn3anyje. M He3aBUCHO 01 0BOTa jacHO
je ma cy oOuuiy mucaHe KOMYHHKaldje O]l TPeHyTKa M3yMeBama IHcMa
MMaJM BEJIMKM WHCTUTYLMOHAJIHU YTHIA] KOjU je pacTao ca mnosehamem
koMIuiekcHocTH apymrasa.'* Cam T'odpman je, Meljytum, yBek cmarpao na
j€ OBO OTrpaHWYaBamk-€ aHAJIN3E HEOMXOHO W HUKAJA HUj€ MEHA0 Ta] MOJET,
HUTH J0JaBa0 MUCAHy KOMYHMKAlM]y WM MHTEpakuujy y mera. Camo je
KacHU]j€ UHTEpaKIHjy JIMLEM Y JIHIe 03HayaBao kao cycpert (Goffman, 1972:
17) u nopenak unrepaxuuje (Goffman, 1983: 1-17).

Huje cacBum yBepsbuBa HM ['omMaHOBa Te3a O CYHITHHCKO]
acuMeTpuju KomyHukaruoHor mporeca (Gofman, 2000: 21). Haume, on
TBP/IM J1a JIOK j€ TI0jeIMHAl] Y HEKOM KOMYHHUKAaIlMOHOM ITPOLIECY CBECTAH CaAMO
CBOI' KOMYHHKALIMOHOT JieJIaka, OCTAIN MPUCYTHU CY CBECHU KaKO H-ErOBOT
M3BOhema Tako W OHOT IITO OH HE YCIIeBa Y CBOM HACTYITY Ja KOHTPOJIHIIE
(ucro 21), oTHOCHO MaNKX recTOBa U U3pa3a JIMLA Y TPEHyLUMa JJOK H3Bohayu
Bepyje Ja Huje mocMatpaH. Tpeba y3eTn y 003up Aa uako OW OBO y Hadely
MOTIJIO Jla Ce MPUXBATH, Tpeba MMaTH y BUAY U TO Ja caM H3BOhad TOKOM
Urparma U3BECHE yJIore MOHeKa | NCTOBPEMEHO puMehyje Kako HHTEHANPaHy
KOMYHHUKAIIMOHY HaMepy JApyre cTpaHe, TakKO U UCTE TaKBe ,,U3JajHUUYKe
recToBe KOJ JAPYruxX ca KOjUMa je y KOMYHHKAIMju. Y TOJIHUKO OU ce MOIJIOo
TOBOPUTH CaMO O MTOBPEMEHO] aCUMETPHUjU KOMYHHMKAIIMOHOT Ipolieca.

I'oBopehu o konuenmnuju Hacryna, ['opman uctuue na xaga cyOjexkt
HacTyIa, oJ] myOIMKe ce oueKyje Aa he mpruxBaTUTH OHO IIITO jOj CE IPECTaBIba,
oJIHOCHO /1a he moBepoBaTu y cTBapHOCT camor Hactyna (ucto 31). O nomume
npuxBaheHo cxBaTame Ja Cy0jeKT MOHEKaJ HAcTyla MaTepHaIMCTUYKH, Y
TOM CMHCITY IITO ,,...HYJI CBOj€ U3BONEHE U MOCTaBJha CBOJy MPEACTABY 3a
no6podut apyrux spyau’ (Goffman, 1959: 17). Ha neny je, naxie, ”HTEpHO
MATePHATMCTUYKO OTPaBIAkEe CONCTBEHOT HacTyna. OHO ce Ha MPBU MOTJIET
pas3NuKyje o1l MICATHOTUIICKOT CIIydaja TMPEKTHOT JIeNaTHOT aTepHaIn3ama,
y KOjeM ce, Ha IpuMep, HeKa 0coba WM BULIE JbyU (PU3HUKH CIIpedaBajy
Jla HEIlITO y4YWHe, WIN Ce HhUMa HEIITO YMHU NMPOTUB HHXOBE BOJbE. ToMm
o0JMKy TIpHIiaja M Kajga ce JAPYTd JbYAW IyTeM 3aKOHa M NPETHOM Ka3He
CrpeYaBajy Jla YMHE HELITO, Takohe ,,3a HHXOBY AOOPOOHUT, OJHOCHO ,y
HUXOBOM COTICTBEHOM MHTEPECY ", IOK j€ OJ1 OBOTa Pa3IMUNTa BPCTA J€3UIKO-
excripecuBHH natepHanu3am (Prnjat, 2008: 253-259; Prnjat, 2009: 247-252;
Cukovié, 2013: 151-158).

I'opman mpumehyje na 6u u3Bohau Morao OUTH y MOTIIYHOCTH U 10
Kpaja yBEpEH y CONCTBEHM HACTYI: ,,0H MOXe OUTH HCKpeHOo yOeheH na je
YTHCAK O CTBAPHOCTH KOjH Kpeupa, mpasa ctBapHocT. Kaja u ierosa my0imka
Bepyje Ja je TO cyuaj ca MpeACTaBOM KOjy U3BOJU — a YUHU Ce Ja je OONIHO
Tako — oHJa he, 6ap 3a TpeHyTaK, CaMO COLMOJIOT, WU JAPYIITBEHH OyHTOBHUK

" IlIto ce Tmue memocpemHe KOMyHHKAaMje ABOje YUECHHKA, HCKJbYUHBAHE HHTEPAKIH]E MTyTEM
JPYIITBEHUX Mpexa N3 OMIIo Koje caBpeMeHe aHaIn3e CONMjaHe HHTEPAKIHje BOJWIO ON Y HOTITYHO
TEOPH)CKO CIEITHIIO.
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uMatu OWJIO KaKBe CyMHIbE y “PEaIHOCT’ OHOra ITo ce npukasyje’ (Gofman,
2000: 31; Habermas, 2017: 122 ). Cy0jekTa KOju HUTH BEpYj€ y COTICTBEHY YJIOTY
HUTHU je yOIIlTe 3auHTepecoBaH ja Ju he mybnuka na my nosepyje ['opman
HaszuBa MUHUYHUM. OH OCTaBJhba OTBOpPEHY MOTyhHOCT ja O M TakaB CyOjeKT
MOrao y>KMBaTH YIIpaBo y ToMe IITo My my0iuka Bepyje (Gofman, 2000: 31
32). Ilpumehyje ma ,,HUKO APYTH HUJE Y TaKO TOOPO] MOCMATPAUKO] TIO3UIIA]U
Jla Tpo3pe Kpo3 MpeacTaBy Kao OoHaj Ko je mu3Boau™ (ucto 31). OBo ce mmak
MOMaJio KOCcH ca ropeHaBeieHuM ['opmaHOBUM npumei6aMa aa camo Imyosmka
Moe J1a OyJie CBeCHa MaJIMX M3/IajHUYKUX IeCTOBAa TOKOM H3Bolhema (ucto 21).

lNodwman ykasyje ma nehe cBu Cy0jeKTH ca IMHUYHUM CTaBOM TOKOM
COIICTBEHOT U3BOl)emha HYKHO UMaTH y BUIY CaMO COIICTBEHH UHTEpeC, jep he
HEKUX O] BbUX HCKPEHO BEPOBATH y MATEPHATMCTUYKO OMPABIAE 0 KOjeM
NpeJCTaBy M3BOJE y uMHTepecy came myOnuke (ucto 32). 3a ['opmana cy
npuMepu oBakBHUX u3Bohaua Mapko Aypenuje (Marcus Aurelius) u Cjyenuu
(Xunzi) (Goffman, 1959: 18).

Hactyn, npumehyje aytop kmure Kako ce npedcmagmamo y
CBAKOOHEBHOM JHCUBOMY, Y W3BECHO] MEpH OJpa)kaBa 3BaHUYHE BPEAHOCTH
JPYIITBA, 1A Ce YTOJIMKO Ha heTa MOXKe IiefAaTn y ctury Jupkema u Petxmmd-
Bbpayna (Alfred Radcliffe-Brown), ,,kao Ha 1ilepeMOHH]Y Tj. Ka0 Ha U3PAKajHO
noamiahuBame u  peadupManujy MOpANIHUX BpPEAHOCTH 3ajeHuIe
(Gofman, 2000: 48-49). M3Bohewe uIealn30BaHUX HACTyla caM HacTyI
00JMKyje mpemMa OYeKHBambUMa OHUX IpeJ KOjuMa U 300T KOjuX ce M3BOJIU
(ucro 48). JacHo je ma 300r OBMX HA€aTM30BaHUX CTaHaapja ocoba Koja
HacTymna Mopa Jia IpUKpHje OHO IIITO HUJE Y CKJIAy Ca OBOM HJI€aTU3AIIH]OM
(ucro 54). On mpumehyje na cy uaeanM3oBaHU HACTYNH, MOCMATPaHO U3
TIEPCIIEKTHBE COIHjaIHE CTpaTU(dUKAIM]je, TOBE3aHH Ca HJIeaTU3aIlH]OM
BUIIMX cliojeBa ApymTBa. ['opman onpesno popmyinuiie ctaB 1a y Behunu
JpyIITaBa MOCTOjU HEKa BPCTA OMIITET CUCTEMa PaciiojaBamba U TEKHE OHUX
KOjU MPHIaJajy HIKUM CJI0jeBUMa Jla C€ Y3IUTHY 0 MPUIAJIHOCTU BUILUM
(ymop. ucto 49). On nonaje u cienehy HamoMmeny: ,,Mopa ce OUTH aXKJbUB U
pa3yMeTH J1a OBO HE YKJbYUyje CaMO TEXHbY 3a MPECTHKHOM MO3UIHMjoM, Beh
1 5KeJbY 3a MO3MIIMJOM Koja Ou Onia mTo OJnkKa y3BUILIEHOM LEHTPY OMIITHX
JPYIITBEHUX BPeAHOCTU™ (MCTO 49).

[ToBogom oBor ['opmaHOBOT cTaBa MOXKe ce yKa3aTH W Ha
MIOCTOjambe JKeJbe KOJ OHUX y HajHMKEM COLIMjaTHOM CTaTycy Ja He Oymy
y HAJHIDKEM COIMjaIHOM cTarycy. ['opmMaHOB yBUA O TOME Ja TMOCTOjH
OBAaKBa ,,aClIUpallja OHUX U3 HIKHUX ClojeBa” Tpeba y3uMaTu 3a 030UJbHO
y COIMjaJTHO] U MOAUTHYKO] prnozoduju. Hanme, y oBakBuUM acrmpanyjama
HeMa HUYeTr UPALMOHATIHOT. A TO OM OHJA JaBaJio pasjiore 3a CyMiby J1a OHU
y HajHEMOBOJbHM]EM I0JIOXKA]y Oall M HeMajy palMoHAJIHE OCHOBE Ja Kao
IpaBeJaH NMPUXBaTe CUCTEM y KojeM he U OHM uMaTu GapeM HEUITO O] OHOTa
uto Posc (John Rawls) Ha3uBa npumapHuM ApyHITBEHUM 100pUMa, a Koja ce
Ha cCaMOpa3yMJbUB HAUMH YMHOKaBajy KOJ OHUX Y HajIIOBOJbHHU]EM MOJI0XKA]y.
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Naxko Ou ce 3a 3aBUCT KOjy OHHM Yy HajHEIIOBOJbHH]EM T0JI0%ka]jy Mory ocehatu
rpemMa OHMMa W3HaJ cebe Moryio pehu aa je mpanuoHanHa, y aclupanujy 3a
COLIMjaJTHUM Y3/IM3akheM HeMa HUYEer MPAlMOHAIHOL, Ka0 HU y KeJbU Jia ce
n30erHe noHwxkaBajyhu cTtaTyc OHMX y HajHENOBOJbHHM]EM TOJI0XKA]y. AKO Ou
1 OWJIO paLlMOHAITHO J1a ce TIOJ ,,BEJIOM HEe3Hama“* Kao MOXKeJbaH OLIEHU CUCTEM
y KOJEM M OHM Yy HajHENOBOJbHHU]EM MOJIOXkajy MMajy HemTo oj yBehaBama
OoraTcTBa OHUX y HajIIOBOJBHHUjEM, MOK/1a O1 ce Takohe Morio pehu u 1a He 61
HYXXHO OWMJIO HUYeT MHTPUH3UYHO MPANMOHAIHOT y ONTHPAKY 32 IPYIITBEHU
CHCTEM Y KOjeM HUKO Hehe OUTH MOHM)KEH YIIa1JbUBOM Pa3IUKOM n3Mel)y oHuxX
Y HaJHEMOBOJbHM]EM M OHHX Y HaJITIOBOJbHH]EeM 10J10%a]y. OBaKBOj HOPMaTUBHO)]
pedraexcuju He MpPOTHBpeur aHanu3a ['o)MaHOBOr yBHIA O TEKHH OHHX U3
HIDKUX CJI0jeBa J[a Ce y3IUTHY JIO IIEHTPa JAPYIITBEHUX BPESIHOCTH.

Axo npernocraBumo j1a PoscoBa Teopuja npapjie Kao YeCTUTOCTHU Jaje
HE CaMO KPUTEPHjyM 3a OLIEHHUBabE CBUX MOTryhux ApymiTaBa, Beh ¥ U3BECHO
OIPaB/Iambe 32 aMEPUUKO JIPYILITBO MEECEeTUX U LIE3/I€CETUX FOJIMHA IBA/IECETOT
BEKa, Ka0 M HETOBY OA0paHy O]l KPUTHKA TaJalllikhe akaJIeMCKe JIeBHIe, Tpeda
y3eTH y 003Up U OBAaKBE YBUJE KaKBE O CTaTyCHHUM CHMOOJIMMA APYIITBEHUX
KJIaca ¥ T&KIH 32 HallPeIOBakeM YHYTap BEPTHUKAIHE IPYIITBEHE MOOMITHOCTH
nznaxe Epsunr ['opman. Hexu 071 leroBuX yBHJ1a U3 0OBE KELUTE O COLIM]aTHUM
WHTEpaKIfjaMa y 3amaJHuM JIPYIITBUMA U3 TECCETHX TOAMHA BAXHIH Cy U
y MOTOBUM JIelleHHjaMa, a HeKHM Bake W jJaHac. Kao mro je To, Ha mpumep,
CJIyd4aj ca yBUOM Jia CY Y aMEpHUKOM JIPYIITBY HajBa)KHHU]a 3HAKOBHA opyha 3a
OJ]prKaBame JPYIITBEHE KJIace CAuyMibeHa OJ1 OHUX CTaTyCHUX CUMOOJIA KOju 3a
LMJb UMajy MOoKa3uBame OorarcTsa (Ucto 49).

[Tpunukom u3Bohema naeaaTM30BaHUX yJIOra HEKH 0J1 UI€IN30BaHIX
CTaHJapAa Ce MOTY OJ0AIMTH YKOJIUKO HE TOCTOj€ BEIMKH M3riean na he
IBUXO0BO onbanuBame 6utu npumeheno ox crpane myo6nuke (ucto 57). Kao
jenan ox npumepa ['opman Hy (M noHamame OoHUYapa y MHCTUTYLMjama 3a
MEHTAJIHO 000JjeNe: HaKo CTaHAapau Kojux Ou Tpebasio 1a ce Mpuap)KaBajy
3a0pamyjy (QU3MYKO KaKibaBame IMalujeHaTa, OomHu4apu he y cBpXy
JTMCLUIUIMHOBaKba Ipubeh 0HOJ BPCTH Ka)kibaBamba KOje He 0CTaBJba BUIJbUBE
TparoBe M3 MPOCTOT pasjiora MITO C€ OHW HE BUJE, IOK C€ HEAMCIUIUINHA
nalnyjeHara Ha OBaKBUM O/IeJbebUMa He MOKe MPUKpUTH (cto 57)."° Todman
yKa3yje J1a Jby JOK U3Boie oapeheHy yory moHekaa mpojeKTyjy yTUucak aa
j€ TO WKHUXOBa jeluHa yJora, a M Mmy0JuKa je Takohe crpemMHa Ja MpUXBaTH
Taj yrucak (ynop. ucro 60). 3a oo ce ['opman nosusa Ha Busbema Ilejmca
(William James), koju yka3yje J1a HEKO MOXKe Jla IMa pa3jIMyuTa JpyIITBEHA
ja, onHOCHO 1a he mpexa pa3iavMuuTUM TpylaMa M MOjeAMHLKMA 10 KOJUX MY
j€ cTano mpUKa3uBaTH Apyry cTpany cede (ymop. ucto 60). I'opman Takohe
npumehyje kako Jbyau TOKOM H3Bolema yinore jkeje Aa OCTaBe YTUCAK J1a Cy
OlyBeK OMJIM Yy TOj yJ034, WM O6apeM Jia cy A0 e JIOLUIM CaCBUM IJIATKO,

15 Temy uncruryumja 3a menranno oGonene Iodman je oOGpaljuBao y OrIemHMa O , TOTAIHHM
uHctutyjama‘“ (Goffman, 1961).
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ca ayTeHTMYHMM MOTHBHUMA M Tep(eKTHUM KBajduduKanujama, jeIHOM
pedjy, na cy Ounu motmyHo mpenoapehenu 3a cBoj mos3uB (ucto 58). Ilo
HErOBOM MUIIJbEHY, OBa BPCTAa YTHCAKA UJE PYKY IO PYKY ca COLMjaTHO
YCTaHOBJHEHUM TMpOIeAypaMa OOyKe W TpHjeMa y WIAHCTBO aKO j€ ped o
npodecujama (ucto 58). OHM KOjU M3BOJE yJIOTe Takohe kene na myOmimka
OyJlle yBepeHa Kako je€ ’bUXOB OJTHOC ca ITyOJMKOM HEIIITO CACBUM M3Y3€THO U
ylaJbeHO OJ] cBake pyTuHe (1ucto 61).

VY uuiby odyBama OBAKBOI YTHUCKA, CYOjeKT KOJU M3BOAM ojapeheny
yJiory Mopa jia Oyzie onpe3aH y TOM CMHCITY IITO O ITyOJIMKa MOTJIa YaK U MaJie
HaroBelITaje Jja pa3yMme y KaractpodaiHoOM CMHUCITY AUCKpeauTyjyher yTucka
(ucro 63). Pagu mpeBeHIje oBakBor jaorahaja, OAHOCHO 300 OHOTa IITO
l'odman HazuBa ,,0uyBame U3pakajHe KOHTpouse®, cy0jekT he ce mpuiukom
u3BOhema TPyAUTH J1a IpuKaxe Behu Opoj Manux, MOXKa 4ak U Oe3HaYajHUX
recToBa, KOJU CBU 3ajelHO Tpeda Ja JONpHUHECY YBEPJHMBOM H3BOhEmY,
OJTHOCHO TAaKBOM Koje Hehe koa myOinke u3a3uBaTu cymmy (ucto 63). Mehy
CpeACTBHMA KOja Ce MOTY KOPUCTHTH Jia OU ce ocTaBho oJroBapajyhu yrucak
cy oaeha, ¢ppusypa u T. ci1. 3a oo ce ['opman no3usa Ha Cumon e bosoap
(Simone de Beauvoir) u meHe yBHJIe KOjU CY C€ OJHOCIIIA HA JKEHE, i Ce
MOTY yIOTPEOUTH U Y OBOM KOHTEKCTY:

»HE caMmo Jia Muaep, Tpyldmak, odapdaHa Koca W IIMHHKA
TpepyIiaBajy Teyio u juile Beh m HajMame mpedumeHa >keHa,
Y1UM ce 'JI0Tepa’ He U3Jaxe ImocMarpamy cede: OHa je Kao CIIMKa
WK CTaTya, Kao TIyMall Ha TO30PHHIN — aHAJOTOH TPEKO Kora
Ce HaroBeIITaBa HEKO Kora HeEMa, JIMK Y KOjU ce TpepyliaBa, aju
koju HHje. 1 yripaBo To naeHTH(PUKOBaE ca HEYMM HECTBAPHUM,
yIIEIIEHUM, CaBPIIIEHUM IOIMYT jyHaKa U3 pOMaHa — Kao IMOPTPeT
WM CTaTya — jecTe oHo mTo joj Jacka“™ (de Bovoar, 1982: 371—
372; naBeneno npema: Gofman, 2000: 69).

lNodman ykazyje na u3mMeHe Heudjer W3riiena, OJHOCHO TMepIeniifja
THUX U3MEHA Kao HeTPUXBAT/FUBUX WM NPUXBATIEUBUX MOKE J1a CE TIPOMEHHU
y JeTHOM JIPYIITBY 3a cBera Hekonuko roauHa (Gofman, 2000: 72). 'oBopehu
0 JIAKHOM IIpelCcTaB/balby, OH Npumehyje pas3iuky wusMmel)y ouurienHe
JaXku, Kaja MOCTOoje JI0Ka3u Ja je ocoba Koja je jlaraja 3Haja Ja Jaxe, u
OHHMX JIaXKM KOj€ ce M3pudy Jia ce He Ou moBpeauia ocehama myoiuke (UCTO
72-73). Ilpenaxeme MyOIuKe MPEKO MPBE BEp3Hje JAXKHOT MPEACTaB/bamba
Huje cacBuM jemHoctaBHO. O Tome ['odman kaxe: ,,OHU KOju cy yxBaheHH
y u3pulamby 0e30uHe Ak He camo Ja ryde o0pa3 y TOKy uHTepakiuje, Beh
MOTY ¥ CACBHM JIa YHHIIITE CBO]j yTJIE Jep MOCTOju OpojHa myOIuKa Koja oceha
Jla aKo T0jeIMHAL] MOXe jeIHOM J1a U3TOBOPU TAKBY JaXK, OHJ]a MY C€ HUKaJ
BHIIIC HE MOXE Y MMOTMYHOCTH BepoBatu™ (ucto 73). Kao nmpumep apymrBeHo
MPUXBATIBUBUjUX JTaKK ['opMaH HABOIM OHE KOje OM MOIJIM J1a U3roBapajy
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Jexkapu win roctd (ynop. ucto 73). OH cMaTpa Ja Kajia pa3MHILIBaMO O OHUMa
KOJH C€ JIaXKHO TMPEJICTaBIhajy, OJJHOCHO O OHMMa KOJU Hac 0OMamyjy 1 Bapajy,
MU Pa3MHUILBAMO O JUCKpPENaHIMjU U3IJIea, MOHEeKa ] BeoMa yriaheHor, u
CTBApHOCTH, a Takohe M O HEM3BECHO] MO3UIIMJU y KOJy OHH ceOe TOBOJE.
CwMmaTpa 2 oHO 1ITO IMyONIMKY 3aHMMA KaJla ce MUTa /1a JIU j€ YTHCAK KOJU HEKH
cy0jeKT ocTaBJba UCTUHUT WJIM JIaXKaH JeCTe 3alpaBO MUTAHKE Ja U OH UMa
nmpaBo Ha Taj Hactyn (ucto 70). Otkpuhe na je cy0jeKT y HEKOj O CBOJHX
CLIEHCKUX yJjiora oOMamuBao, kako ['opman npumehyje, Moxe 1a MOTIYHO
ypyu onHoc u3Mmely cy0jekra Koju M3BOAM YJIOTY U IMyOJHKE, U TO TaKO
Ja My BUIIIe HUKaJa Hehe BepoBaTH HU Y OHMM CTBapUMa y KOjuMa CyOjeKT
3arpaBo HUIITA U HE (puHTHpa (Yrop. ucto 75).

Jla Ou 6my10 KOju CyOjeKT MHTEepaKlMje y APYIITBEHOM >KUBOTY OHO
YBEpJbUB y CBOM H3BONhEHY BaKHO je Ja oOpaTH MaXmby Ha pa3He Mmale
W3/1aJHIYKe YMHOBE Koje ["'omaHn Ha3MBa ,,HECBECHUM I'€CTOBUMA‘ 1 KOJU MOTY
na ynporacte HacTyn (ucto 208). Aytop kmwure Kaxo ce npedcmasmsamo y
ceaxoOHesHoM dcusomy ipuMehyje 1a n3Bohaun 4eCTo y CBOjUM JOTAIAITHUM
KUBOTUMA MMajy HEIUTO IITO OW pajauje Aa MPUKPH]Y, OJHOCHO IITO OU
00eCcHaXXUJI0 BUXOB HACTYN YKOJIHMKO Ou myOnMka Ouia ymo3HaTa ca TUM
(ucro 209). Kao unaHoBU THMa KOjU M3BOJM HEKHM HACTYN CyOjeKTH MOpajy
OWTH TUCIMIUIMHOBAHM, 00a3pUBH U JIOjalTHUA TUMY (uCTO 227).

Jla 61 ce yTuiano Ha OHO IITO IMyOiMKa BUAM, TOTpEOHA je HE camMo
KOHTpOJIa M OTpaHWYaBamke OHOTa MTO he joj ce mpuka3atu Beh je moTpedbHa
U KOHTpOJia caMor KoHTakTa u3Mmely m3Bohaua u myOnuke (ucro 78). 3a
OBY KOHTPOJIy KOHTaKTa y IIMJbY OUyBama aJIeKBaTHE COIHjalTHE TUCTAHIIE,
I'opman ce nozusa Ha 3umenoBo (Georg Simmel) cxBaTame MO KOjeM ce OKO
CBake ocobe Halas3M je/lHa UMaruHapHa cdepa uMje ce IUMEH3Hje MEmbajy y
3aBHCHOCTH OJ] TOra ca KuM KoMmyHuimpa (ucto 79). Takohe, mo3uBa ce u Ha
JlMpkeMOBO cXBaTame MO KOjeM je€ JbyJCKa JMYHOCT HEUITO CBETO, 300T yera
HE caMo Jia ce He cMe BpehaTu Hero ce M3BECHU MPOCTOP OKO HEKEe JTUYHOCTH
He OM cMeo HU Tpenas3uTH npeko oxpehennx rpanuua. Mako ce rpanuia He cme
npenasuTH, 3a Jupkema je 6mauckoct u3mely aumyHocTu HajBehe n1o6po (ucto
80). la Ou onxolheme IMUHOCTH JeHUX MIpeMa Jpyruma umaio oaronapajyhe
3HaYEeH-e, OHE CBOj€ HACTYIIE TAKO MOEIIaBajy 1a OM TH HACTYIIH MOTJIU J1a U3pa3e
OHO ILITO C€ y COLMjaJTHO] MHTEPAKIUJH JKEIU U3Pa3UTH, & OBO MOJICIIABAE
akTuBHOCTH ["'opMaH Ha3uBa apamaTtusanujoM (ucto 44). OH ucTuye 1a Heke
aKTHBHOCTH, OJTHOCHO HEKE yJIoTe, HHje TEUIKO APamMaTH30BaTH 3aTO MITO Cy
TE yJore JPYIITBEHO jacHO JeduHKcaHe, a Kao MpuMepe HaBOIH Npodecuje
Ookcepa, XUpypra, BUOJIMHUCTE U noiuuajua (ucro 44). OBU JIMKOBH, Kaxke
I'odman, 3ay3umajy ,,IOCEOHO MECTO Y KOMEPIIMJAITHO OPTaHU30BAHUM ITyYKHUM
(anTazujama“ (ucro 44). Pey je, nakaxo, 0 Mponu3BOIMMa MaCOBHE KyJIType Kao
LITO CY CTPHIL, (PUIIM MIIH TeJIeBU3M]jCKA Cepuja.

l'odpman uponnuno npumehyje na y npumepy (oromozena Koju He
camo oziehom Beh 1 o30M, Kao U U3pa3oM JIUIa, Tpeda Ja MPUKake y3BUIIEHO
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pa3yMeBame KHbHre Kojy ce MpeTBapa Ja 4uTa, MMaMmo ciiydyaj ocobe Koja je
TOJIMKO WHBECTHPAaHA y OCTaBJbaFhe YTHCKA Pa3yMeBama OHOI IITO YHTa, Ja
JOj y CTBapHOM 3KHBOTY, U3BaH Mo3upama npes HoTo-odjekTuBrMa, Oall u He
0CTaje MHOTO BpeMeHa 3a yhTame (UcTo 46). Mormo 061 ce NpuMeTUTH Ja CTBap
U HHj€ TOJIMKO Y BpeMEHY KOje MPEeocTaje 3a YUTamhe KOJIUKO Y HHTEPECOBabY
3a YUTamke, C 003MPOM Ha HETOBY MOTITYHY CYBHIITHOCT Y 00aBJhamky MpodecHje
Mopena. Cianyan npumep naje U Captp y cBojoj Kiu3u bulie u Huwmaguno:
[ [&KJbMB yUEHUK KOjJHU Kelu Ja Oyne Ma)kJbuB, MOTIeNa YIPTOr y yUuTesha,
HauyJbEHHX YIIH]Y, TOJIUKO C€ UCIPIUbY]€ Y UTPamy YJI0re NaKJbUBOT YUEHUKA
Jla Ha Kpajy He uyje Bume Humta® (Sartr, 1984: 82; naBeneno mpema: Gofman,
2000: 46). 'oBopehu 0 oiHOCY CTBApHOCTHU U MPETBapama, ayTop Kmure Kako
ce npeocmasbamo y C6aAKOOHEBHOM HCUBOMY, KaXKe:

AN ce na y aHIIoaMepuyko] KYITYypH TIOCTOj€ JIBa
3paBopazyMcka o0Opacua y OIHOCY Ha Koje (OopMYIHILIEMO
CBOj€ KOHIIEMIIM]€ TOHAlllaka: CTBAPHU, UCKPEHH UJIH MTOIITEHU
HACTYT, WIH JIAXKHU, KOJU OKOPEJIH IIPeBapaHTH U3BOE 3a Hac,
Owio na He mucie gAa he Outu cxBaheHW 030MIbHO, TOMYT
MO30PHIIHKUX TIIyMala, Wik Jia Cy y BbeMy CacBUM O030UJbHH,
MOMYT CUTHUX INpeBapaHara ca punuM manupuma* (Gofman,

2000: 80-81).

Ha TtemessHOj pasnmuuum m3mely oBa 1Ba 3apaBopasyMmMcka oOpacua
¥ Ha TIPUMAaTy OBOT MPBOT, CTBAPHOT W MCKPEHOT, Y OJHOCY Ha OBaj IPYTH,
MO30pHILIHM, Y obnacTu (uiozodpuje jesuka uHcuctupanu cy Octun (John
Langshaw Austin) u Cepan (John Searle). Ca npyre crpane, [lepuna (Jacques
Derrida) je nmoBoauo y muTame OBaj MPHOPUTET, Ka0 M camy MoryhHocT
oBakBor pasnukoBama (Derrida, 1977a: 172—-197; Searle, 1977: 198-208;
Derrida, 1977b: 162-254). T'opMaHOB MpUCTYIT OBUM JBEMa KOHIIEMIIHjaMa
MOHAIIakha, OTHOCHO HETOBO PEIICHE MUTakha O PA3IUIH U HISHTHTETY OBa
nBa OOJIMKa IMOHAIIamka, MO30PHUIIHOI TIyMIa OJHOCHO IpeBapaHTa, U ca
JpyTre CTpaHe, CTBAPHOT U MCKPEHOT HACTYIIA, MPIIUYHO je N3HUjaHCHPAHO.

Aytop kmwure Kaxo ce npedcmasnsamo y C8AKOOHEBHOM IHCUBOMY
MO30PHIITHN MOJIENI KOPUCTH CaMO Kao XEYPHUCTHYKO Haveno, HCTHayhm
Jla HE TIOCTOJU TOTIYHA aHAJOTrHMja MO30pHILIHE IMPEJICTaBe U APYIITBEHUX
MHTEpaKiuja y cBakogHeBHOM kuBOTY (Gofman, 2000: 11). Ocum mto je
MO30pHILIHA IPEJICTaBa MPUBUI, TJIaBHA pa3jiMKa, M0 BbeMY, CACTOjJH Ce y TOME
IITO TIyMall MPEeJCTaBJba HEKU JIMK APYTUM JIMKOBUMA KOje Tymaue Jpyru
IJIyMIM — a IITO C€ OJ(BMja Mpej MO30pUIIHOM IyOJUKOM uHje mpaheme
Ipe/icTaBe YMHU HajOUTHU)U 1eo uHTepakuuje (ucto 11). Jlok ce u npeBapant u
JIMK y TIO30PUIIIHO]j IPECTaBU Pa3IMKYy]jy MO MocaeauaMma bUX0BOT HACTyTIa,
y BbBUXOBOJ UTPU CY YIIOTpeOJbeHE CTBapHE TEXHUKE TITyMe U IipeTBapama. Mcre
Te TeXHHUKe, Mel)yTUM, KOpHCTe y JPYLITBEHUM MHTEpakifjama Jbyau KOjU
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HUCY IIPEBApaHTU U HE IIIyMe JIMKOBE y MO30PUIIHO] NpeAcTaBu (Ucto 252).
Nako I'opman HUje Guo cipeMaH J1a MoBy4e HajpaJuKaIHije KOHCEKBEHLIE U3
MO30PHILIHOT MOJIeNIa JPYIITBEHe HHTEPAKIIMje, OHO HITO OH IMHUIIE U Ha ILITa
yKazyje y Kibu3u Kako ce npedcmagmsamo y c86aK0OHE8HOM HCUGONTy U0 Ou
MIPOTHB HETOBOT allAPTHOT M €KCIUTUIIMTHOT M3jalllihaBarba Ha MOYETKY KEbUTe
0 (yHIaAMEHTaIHO] pa3IulM H3Mel)y MO30pHILHOT MPHUBUAA U CTBAPHOCTHU
JPYIITBEHE HHTEPAKIHje.
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Aleksandar Prnjat

UNDERSTANDING COMMUNICATION AND SOCIAL INTERACTION
BY THE THEATER MODEL

Summary

In this paper, the author presents and comments on Erving Goffman’s
understanding of communication and social interaction. According to Goffman’s
model, social interaction is understood as a theatrical performance. This can be seen,
among other things, in some key terms of Goffman’s theory of social interaction, such
as: performance, audience or stage role. It is about one of the most important models
of social action and the most important theory of society that uses the model of art. It
is influential in sociology, but also in social philosophy.

Key words: social interaction, theater, Erving Goffman, self, social roles
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AHI'A’JKOBAHMU ITUCALL: HEH3YPA U AYTOLEH3YPA
— CJIYYAJ BAPBUCA N MAJIATTAPTEA

Jbusbana Ilerposuh
VYuusepsutet y Humry, @akynrer ymernoctu y Humry, Cpouja
ljiljanalingua@gmail.com

Caxerak: Pajgnmpo0iematusyje Mo3uIyjy micla u leroB 0JJHOC IIpeMa IPYIITBY, Kao
1 pedIIeKCH]y TOT OHOCA Y KELIKEBHOM Jery. AHpu bapouc n Kyprmo Mananapre
Cy ayTOpH KOjH JKelle Jja NIy aHTa)KOBaHy KIbMKEBHOCT y BpeMe W HakoH [IpBor
cBeTcKor para. MoryhHocT 3ay3umama 00jeKTHBHE MO3MLHMjE y KOpelaluju je ca
MO3UIMjOM ¥ ayTOPUTETOM KOjU THCAIl Y IAaTOM TPEHYTKY MMa y JpPYLITBY, Kao H
ca FHEeroBUM MOpamHUM mnpoduioM. bapOuc, kao peHOMUpaHU ayTop, JAOKa3aHOT
JIPYIITBEHO-ETHYKOT aHTa)kKMaHa, y BpeMe Kaja nume pomaH Ozars HUje CKIOH
KOH(OPMU3MY W ayTOIICH3YpH, HAIIPOTHB, OOpPH Cce MPOTHUB IOKYIIAja CIIOJbAIIbEe
IIEH3ype; ca ApyTe cTpaHe, curyamnuja y neny JKuseo Kobapuo! Ilobyna ceemux
npoKIemHuKa, MIAIoT 1 joll HeagupMmucaHor MananapTea, yrpaso je cynpoTHa. Pan
ce 0a3Mpa Ha KOMIIApaTHBHO] aHAJIH3H (eJbTOHCKOT 00jaBibuBamba poMana Ozare U
FETOBOT IIPBOT HHTETPAITHOT W3/1aba, Ka0 M Ha KOMIIAPATHBHO] AHAJIM3H Pa3INIUTHX
u3nama aena JKueeo Kobapuo! Ilobyna ceemux npoxkiemnuka, Ha TMYHO] MPEIHUCIH
ayTopa M Ha KPUTUYKHM TEKCTOBHMA U3 CHHXPOHE U JI1jaXpOHE TIEPCIICKTUBE.
Kibyune peun: nucar, IpymrBo, HEH3ypa, ayTOLEH3ypa, KPUTHKA.

YBOJ

Kama roBopumMo 0 aHraxoBaHO] KHbM)KEBHOCTH, TOBOPHUMO O
KIIDKEBHAM TEKCTOBMMA y KOjUMa YMETHHK 3ay3MMa aKTHUBaH CTaB IpeMa
JIPYIITBEHO] CTBApHOCTH, oApeheHy HACONIOMKY W TOJUTHUYKY TMO3HIH]Y H
ca Te miuar¢opMe HACTOjU Ja JONPHHECE NMPOMEHU CBEeTa HabOJbE, TPUTOM
BpJIO YECTO HCMOJbaBajyhu ,,00pOCH OJHOC MpeMa OHOME IITO Ty MPOMEHY
3aycraBiba’ (JKuBkoBuh 1992: 28). CBako KHIKEBHO €TI0 KOje ce MOIBOIU
TIOJT AaHTA)KOBaHYy KILMKEBHOCT J€CTE CBOjeBPCHA MaHM(ecTallja HHTEPAKIIH]e
u3Melyy mucIa v ApyImTBa; OHO MPEICTaBJba MUIITYEB OATOBOP HA JAPYIITBEHY
PEATHOCT Y KO0jOj C€ Haja3u U HETroBY MOPYKY yIyheHy Toj peaTHOCTH. AKO je
CTaB nucIa apupMaTuBaH y OJIHOCY HA JPYIITBEHE MPIIUKE, HAPOUHUTO aAKO j&
JPYIITBO Y KPU3U K IMa IOTPeOy 3a TAKBOM BpCTOM adupmMalinje, MHCUcTupahe
Ce Ha TMO3UTHBHOj PEIENIUju JeNa, U OOpHYTO, aKo APYIITBO Ty MOPYKY
JO’KMBJbaBa Kao mpetehy, Opanuhe ce 1IeH3ypoM: MPEBEHTHBHOM, OHOM KOja
ce maHu(decTyje y Ha3upamy paja ayTopa U YCTAaHOBA; WU CYCIICH3UBHOM —
3a0paHoM Beh 00jaBJHEHOT JIeNIa U FheTOBUM YKIIAHhalkheM U3 OITHUIIA]a.

Poman Oecam, dpaniyckor nucua Aupuja bapbuca, u pomaH-ecej
Kuseo Kobapuo! I[lobyna ceemux npokiemuuka, WTAIHJAaHCKOT THCIA
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Kypruja Mananaprea, HeABOCMHCIIEHO CIaJa]y Y aHTQ)KOBaHY KHHM)KEBHOCT.
[[Iupe renano, BLUXOBA 3ajeJHUYKA IICHTpaHa TeMa jecte [IpBu cBeTCKHU pat
Y MapKCHCTHYKa UACOJIOIIKA MaTpUIla KOja ce Y TOM IMEpHOAy CTBapa Mehy
BOJHUIIMMA HA (DPOHTY.

1. BAPBUC U MAJIAIIAPTE

Opmax mo usbujawy IlpBor cBerckor parta, AHpu bapOuc, Beh
adupMuCaHM HOBHHApP W MHcAall, IPUjaBJbyje ce 3a 0J1a3aK Ha (POHT; Y TOM
TpeHyTKy nMma 41 roauny. 360r roguHa u npobiema ca rryhuma, nonyhena
My je aJMUHHUCTpaTHBHA (YHKIHMja Y MO33aJUHM, alld OH TO oabuja u Beh
neriemOpa 1914. ronune npuapy:xyje ce 231. nemaanjckom MyKy QpaHIirycke
Bojcke. Tamo, Ha npBUM O60pOeHUM TuHMjaMa, bapOuc Boan paTHU THEBHHUK
koju he, ox aBrycra 1o HoBeMOpa 1916. rogune, OuTH 00jaB/bUBaH y BUAY
¢derpToHa y (dpaHIlyckoM THEBHOM JHCTY /eno (L’ceuvre). Jlenembpa ucte
roguHe o0jaBJbeHA j€ MHTETpajHa Bep3Hja THEBHUKA y (OPMU pOMaHa, MO
Ha3uBoM Oezarb, KOJU 70 JIaHAC OCTaje MO3HAT Kao jeHO O] Haj3HAYajHUJUX
JieNia paTHE KEbMKEBHOCTH YOIIIIITE.

[Mucann oBne M3 HemocpeaHe OJNIM3MHE OCIMKAaBAa OrOJbEHY PpaTHY
CTBapHOCT U peY yCTyIla CBOJUM caboplMMa KOjU Je3TPOBUTUM U €(PEKTHUM
peueHuIIaMa, YeCTO y )KaproHy U IUjaeKTy, yCIeBajy Jja BOJIe, KaKo CaayTOPOM,
Tako u Mehy cobom, pa3roBope 0 030MbHUM (PHIT030(hCKUM TeMamMa: KIacHO]
HEjeIHaKOCTH, CMUCIY paTa, €BOJyTHBHOM ITyTy 4YoBeKa... Pasapame, cMmpr,
ri1aj, xiaaHoha, genepcoHanu3alyja, OCIMKaHu )KMBO, TOTOBO PEMOPTEPCKHU,
nonoce bapOucy Hanumax ,,3051a U3 poBoBa“. Meosorika nmoTka v no3aanHa
OBe paTHEe (hpecke jecy MapKCHUCTHUUKE uieje Koje he, ToauHy naHa KacHHje,
n3HeaApuTH OKTO0APCKY PEBOIYLIH]Y.

Kypuuro Mananapre je jowmr jenaH mnucar Koju JOOpOBOJHHO OJUIa3H
y part, anu A0k bapOuc To 4MHU Kao 3peo 4oBeK M aupMUCaHH CTBapaail,
ManamnapTe je mecHaecTOroulImbak Koju 0exu oa kyhe yak y ®@paHiycky,
Ha ()pOHT, jep HEeroBa 3eMJba y TOM TPEHYTKY HHUje Omna y paty'®. CBoje npBo
neno JKueeo Kobapuo! (Viva Caporetto!) mrammna y Ilpary, 0 CBOM TpPOIIKY,
1921. ronune. OmuubeH MApKCUCTUYKUM HJIgjamMa, ayTop OBIE KpO3 MPU3My
OxkTobapcke peBoIIyIHje carsieiaBa BeJIMKH 1opa3 KOjH je UTaarjaHCKa BOjCKa
noxxuBena y ouru kog Kobapuna 1917. rogune, My TOM KOHTEKCTY MOKYIIIaBa
Jla yBEpH YHTAOIA J1a WTAIWJAaHCKU BOJHHUIA TOM TMPHUIMKOM YOIIIITE HHUCY
IpyXajdu OTHOp HeNpHjaresby, Beh Cy MOKyIIaau Ja U3BEAYy PEBOIYLH]Y,
MOMYT OHE OOJbILIEBUYKE, IITO je MOTPEIIHO MPOTyMAau€HO Kao BOJHUYKHU
nopas'’. [Tucar je Bemuku modbopHrk OKTOOApPCKE PEBOIYIIH]jE U YBPCTO BEPYje

16 Opmax Hakow ynacka Utanuje y pat, HacTaBHo je 1a ce Oopu y ANTckoj Opuraan. Y TOKy para je
pameH U OJUTMKOBaH MeaJbOM 3a XpabpocT.

17 Karactpodanan nmopas uranujancke Bojcke y ourm koa Kodapuma 1917. roqure y ManamapreoBom
JIeTy TI0CTaje PeBOJMYLHMOHAPHU YHMH OJ erOXallHe BaXHOCTH, nomyT OKTobapcke peBojyLije, J0K
MHOTOOPOJHU JIe3epTEePH y OBOj OUIIM TIOCTajy PEBOIYIIUOHAPH.
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na he MapKCUCTHYKE HJieje jelHOra JaHa JOMPEeTH J0 CBaKe Tayke 3eMJbHUHE
KyTIJie ¥ U3HEAPUTH 00JbE U MpaBeAHM]e IPYIITBO.

2. PEHHEIIHHNJA - EY®OPUJA U HEH3YPA

JlenoBu u3 bapOucoBor JHEBHHMKA CYKIIECHBHO Cy MYyOJIMKOBaHH
y IHeBHOM jucTy /[ero on 3. aBrycra 1916. rogune. Mehytum, Beh mo
o0jaBJpHBaBy TIpBOT Opoja, bapOuc oTkpuBa 1a je ypeaTHUK WHTEPBEHHUCAO Y
HETOBOM TEKCTY, a J[a ra IPETXOAHO HHUje KOHCYNTOBao. Ca TaKBOM MIPAKCOM ce
HACTaBJbaJIO M3 JIaHa y JIaH U ayTop, O4ajaH, muiie cynpysu: ,,06ehao cam cebu
na Buiie Hehy na uuram Oeaw y [leny, Te cTamHe OpJbOTUHE M€ U30€3yMIbY]y
(...). Jom jeman mieo omymomak koju je mpeckoueH (...)* (bapouc 1937: 169). ,,He
MOTY a J1a C€ He HaKalllJbeM KaJl BUIUM Kako ce ckpahemwa CMemyjy ca HCEUeHUM
JIeJIOBUMA, M KaKO YUTAaB LIEHTPAJIHU JI€0 TOIIaBJba, (...) OACTpamyje HEMO3HAT
U 310HaMepaH xupypr, (...)“ (bapouc 1937: 178). Ayrop Ha kpajy HeMohHO
3aKJbydyje Ja YPEeIHHUINTBO JHcTa /eno ,,ckpahemuma (...) u (...) HecpehHUM u
HEYKYCHUM (HETPHUKJIaJHIUM) 3aMeHama JIeTajba — CMakbyje KBATUTET U JIOMET
nemna* (bap6uc 1937: 178-179), 300r dera cBUM cuiiamMa HacTOjJU Jla THEBHUK
LITO Tpe 00jaBU y UHTErpasiHOj (popMH M Tako M30ETHE Jjajbe MHTEPBEHIIN]jE U
neH3ypy. To My monasu 3a pykom jomr ucte, 1916. rogune.

Poman Oezar 06jaBibyje u3naBauka kKyha dramaproH M OH ogmax
1o 00jaBJbMBamKY MOCTAj€ aNCOIYTHA KILMKEBHA CEH3allMja, a FHErOB ayTop
100uja HajIpeCTIKHU]Y (PPAHILYCKY KEbHKEBHY Harpaay — [ oHkyp's. Peakimje
cy OypHEe W KOHTPaTUKTOPHE, KaKO Y 3€MJbH, TaKO y MHOCTPAHCTBY: JIOK Cy
ETOBU PATHU JPYTOBU U OHH KOjJH CY MY HJCOJIOIMIKH OJUCKH jeAHOAYIIHU
Yy OIyIIEBJbEHY U ACIUANPAHO 3a; OHU KOJHU c€ JeJoM ocehajy mpo3BaHuM,
OropuYeHHu Cy M JenuaupaHo npotuB. He Tpeba 3a0opaBuTH na je pomaH
00jaBJbEH yCpell paTa, TaKo J1a Cy aKTyeJIHOCT TEME U cama paTHa atMocdepa
YCIOBUJIM y3aBpesie CTPACTH y MOJEMHUKaMa U y 3HATHO] MEPH JONpPUHETN
IPacTHYHO  W3AU(EpPEHIMPAHUM W  CYNPOTCTaBJbEHUM  IO3MIIHjaMa.
BospiieBnuka Pycuja je ca orpOMHUM €HTY3Hja3MOM JI0U€Kaia pOMaH, YeMy
Cy, TIOpeJT ’eTOBOT KBAJIUTETA, 3HAYAJHO JOTIPUHEIN U UICOJIONIKA PA3JI03H.
Komenrapucao ra je u cam Jlewun, nusehu ce bapOucoBom TaneHTy na
,,CHOKHO, TADOBUTO M UCTHHUTO™ MPHKake rmpeoOpahame 4oBeKka, y paTHUM
yCIIOBMMA, U3 Mace y peBoJIyllMOHapa, 10Kk Makcum ['opku bap6ucoso neno
yak mpeTrnocraBiba TosactojeBom Pamy u mupy Ha3uBajyhu ra ,,JeBanherbem
ucnymeHUM popoukuM raeBoM™ (I'mumruh 1980: 342). MaTepakuuja uzmehy
MUCIIA ¥ APYIITBA j€ OYMTIICAHA, KaKo Y (hPpaHIyCKOM APYIITBY, TAKO W HA
Mel)yHapoHOM IIJIaHy.

N MasamapteoBo feo je Omio nmpeaMeT eH3ype U TO OHE HajTpyOJbe.
Hberosa cynbuna je 6una Bpsio uyaHa: o 1921. mo 1923. rogune u3aato je 4ax
TpPH ITyTa, CBa TPH U3/1aka GUHAHCHPAO j€ caM ayTop U CBa TPH CY 3aIlJICHEHA.

18 Beh Hapenre, 1917. roauHe, poMaH je mpeBe/ieH Ha eHIVIECKH 1moj HazuBoM Under fire.
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[IpBo u3name objaBsbeHO je pedbpyapa 1921. roaune, noa HacioBoM JKuseo
Kobapuo!. Mananapte HaBOAH Ja Cy TUM IOBOJIOM ,,IUBYIIITAJIE ONTYKO0E MO
wemy* (bjonau 1995: 220) u na cy ra Ha3uBajdM HAJIOTPIHUJUM UMEHHUMA!
W3/1aJUIIOM, JE€3ePTEPOM, KyKaBHIIOM. Y jeHOM MUCMY HAaBOJAM Jia € KEbUTA
Ouna y pUMCKHM KibIDKapaMa  J1a je rnpojaja ouna 3ajoBosbaBajyha, anu na
Cy ,.,Ipyne Qammucra yrnajie ca MOTKaMa y KibIKape 3axTeBajyhu 1a ce KibHra
YKIIOHU M3 u3jora u jaa ce Buiue He nponaje” (bjonam 1995: 220)Y. Iucan
je, mehytuMm, OMO ymopaH, W OJMaxX HAKOH 3aIUICHEe MPBOT H3/Iama, HCTE
TOJIMHE Yy alpuily, 0jaBUIIO Ce APYyTro, 0Baj MyT MO Ha3UBOM [lo6yHa ceemux
npoknemuuxa. VI3 HacnoBa je uzoctaBuo ped Kobapuo, CHHOHUM 3a BEITUKO
BOjHO crparuiure Mranujana y IIpBom cBeTckom pary, Bepyjyhu aa he Tako
JIeJI0 YYMHUTH Mambe MPOBOKATUBHKM, JIOK j& CaM TEKCT 0CTA0 HEIPOMECHCH,
yKJbyuyjyhn dak u mrammapcke rpemike. Hakanmoct, oBaj MaHeBap Huje
yCIIe0, TaKO JIa j& U APYTO M3AEE TOKHUBEIO CYIOMHY MPBOT.

Len3ypa k0joj je 1eno O1o n3NoKeHO HUje Onita Ha MHCTUTYLIMOHAITHOM
HUBOY, jep je nucall 6uo HeahupMHUCaH U YUHU Ce€ J1a HUje 3aBpehuBao TakBy
BPCTY Maxmke, a U HUje Ouno notpede 1a ce MHCTUTYIMje eKCIIOHUPAjy jep
Cy arpecMBHE MeTojie y nepuoay pahama dammusma y Uranuju O6miie Bpio
epukacue. Mcmagu ¢ammcTUukux rpymna Ha yiaullamMa MpeJCTaBJbald Cy
,»PETIPE3EHTAaHTy MHCTUTYyLHOHaNu30BaHor cuctema Hopmu“ (Tomwmh 2003:
189), oqHocHO MaHHK(ecTalr]y JOMUHAHTHOT HI€0JIOIIKOT OKBHPA.

JIBe ToauHE HAKOH 3aIUIeHE JPYror W3/lama, KIkhHUra je IITaMIiaHa
u Tpehu myt. AyTtop je caga OpojHUM M3MEHaMa IMOKYIIA0 J1a TeKCT YYUHHU
MPUXBATJbUBUJUM, IIITO My HHJ€ MOLUIO 3a PYKOM, TaKoO Jia je yclieJuia join
jenna 3aruieHa®.

Haxon ManamnapreoBe cMpTH, J1e710 je 00jaBsprBaHo jour 198 1. roausne,
y u3aamy uznaBauke kyhe Apnonno Monganopu (Arnoldo Mondadori) u3
Munana, u 1995, y u3namy nznaBauke kyhe Baneku (Vallecchi) uz ®@upeniie;
o0a ImyTa 1Moj HacJIOBOM KOju ofjeaumyje nperxoaHa asa: Kuseo Kobapuod!
Ilobyna ceemux npokiemnuxa.

3. 1ITA JE 3AUCTA CIIOPHO?

[TocTaBsba ce nmuTame 1ITa je To mTo, y bapOucoBoM citydajy, HaroHu
ypeAHMKa HOBHMHA Ja MpeKpaja TeKCT ayTopa, W IITa je TO LITO je Tepajo
(amucTHuKy omIaiuHy, y MaamapTeoBoM Ciyvajy, Ja pa3duja m3iore
KibIKapa 1 yHUIITaBa Kibure. OTKy/] 1 YeMy TOJIMKA arpecCUBHOCT?

OuurnenHo je na Cy W jelaH U JOPYrd TuUcall J0KWBJhaBaHU Kao
CyOBEp3MBHHU €JIEMEHTH, IITO Cy OHU U OWJIH, PYIIMIIHN Cy Tabye CBOT BpeMeHa

19 Tum nosogom Mananapre usjasmwyje u cienehe: ., Yyrio cam ce y Yipasy 1a mpoTecTByjeM, a OHH
0CaMHAECTOTOIUIIBH MOHOIOIU3ATOPH MATPUOTH3MA OATOBOPHIIM Cy MH TIPEKO CBOT cekperapa (...):
»Huje To aumral [pe min kacHuje nosyhu hemo u Bac u3 ontunaja“ (bjorau 1995: 220).

20 3anuMBKBO je [1a Cy Ce OBE 3aruIeHe A0rOMIIe 0K Cy HA BIACTH GHIIe TPH PasiHuiTe BIaje: Blaia
‘Bonutnja, boHoMmuja 1 Myconnayja, U 1a je IeJI0 HaWIa3uo Ha jeTHaKO HeraTWBaH MpHjeM, KaKo KO
nubepana, Tako 1 KoJ (ammcTa. g7



U CBOje CpeluHe, ynajald y 30Hy HEI03BOJBEHOT M THUME IMPOBOLMPATU
PeaKIyjy CpeiMHe: OTBOPEHO CY MO3MBAIIM Ha IPOMEHY JIPYIITBEHOT ypehema,
Mponarupaii MapKCUCTUYKE Uieje, KpUTUKOBAIN paT U JpXKaBHE CTPYKType
Koje Taj paT Bojie. bap6uc Huje morao aa ce mo3ose Ha OKTOOAPCKY PEBOIYLIN]Y
Jep je poMaH HalMcaH Ipe Hero LITO je J0 e JOLUI0, alld Y HeroBOM ey
Cy IpUCYTHE CBE OHE Hjeje koje je JlemnH KacHHje MPEeTouno y Ap>KaBHY
UJCOJIOTH]y colujanucTHuke Pycuje, CBU OHM KOje je pycKa peBOJIyLHja
uaeHTU(UKOBATA KAa0 KPUBIIE 32 PaT U COLMjAJIHY HEMPaBIy MPENO3HATH Cy
Kao TakBM U 'y bapOucoBom pomany:

(...) oHM mTO BUMIAjy cabsbama, mpodurepu U muhapuyuje
(...) 4yIOBMILHU KOPUCTOJHYIIHM, aKUMOHAPH, (PUHAHCHU]EPH,
BEJIMKH ¥ MaJIU [TOCJIOBHU JbY/IU, OKYTIJbEHH y CBOJUM OaHKama
Y BUJIaMa, OHU IIITO J)KHBE OJT pata u, Kopuctehu ce mume, )KuBe
y MHUpY 3a BpeMe para, ca riaBaMa HaOWjeHHM HOIMYKJIOM
JOKTPUHOM M JyliaMa 3anedaheHnM Kao W FHHXOBE PHU3HHIIC
(bap6uc 1980: 336).

Wnax, najehy npoBokaiujy y bapOucoBom pomaHy mnpezicTaBiba
JIECETO TIOTJIaBJbe ,,AproBai‘, Koje ce y ¢eJbTOHCKOM H3/Iaky HE MojaBibyje. Y
HBEMY ayTOp OIMHUCYje PUTYATHO CTPEJbae BOJHUKA 300T HABOIHOT MOKYIIaja
ne3eprepcTBa. To je Ouio HemTo ca yuMe cy ce (paHIlyCKU BOJHHUIIM YECTO
CycpeTalu Ha MOYETKy para, a 0 YeMy c€ HHje NMPHYaIo0 U HUje CMeNo Ja
ce mpuya. [lo mpomeHn wcropuvapa, y NMpBHX CEAaMHAECT MECENH paTa y
@paHniryckoj je 6uo npocedyHo 29 noryospemha MECEYHO, OJJHOCHO CKOPO IO
jenno cakor nana (Jupmon 2011: 23)2!.

Mamnamnapte je, Takohe, Benuku amnosnorera OKTob0apcke peBONIyIHjE.
OH kUMM Ol eHTy3Hja3Ma, CBEJIOK j€ U CaBPEMEHHK OHOTa IITO je, Y BpeMe
kaj je bap6uc nucao cBoje aeno, 6mwio y chepu OynyhHoctu. Mananapre u
nopa3 koa KobGapuma moBesyje ca OkToOapcKOM PEBOJYIIHMjOM W TBPAM Aa
CY MTAJIMJaHCKU BOJHUIM TOM MPUIMKOM IOKYIIAIU JIa JUTHY PEBOJIYLHU]Y
Ha QPOHTY U Jla cy OUTKY M3ryOMJIM 3aTO LITO Cy CaB CBOj 'HEB, YMECTO Ka
MPOTUBHUKY, YCMEPUIM Ka CBOJUM MPETIOCTaB/beHnMa. AyTop usmely oBor
norahaja m OxToOapcke peBOJyIHje CTaBJba 3HAK JEAHAKOCTH, CMaTpa X
MIPEKPETHULIOM Y Pa3BOjy yoBeuaHcTBa. ,,tanuja u Pycuja (cy) aBanrapna
uuBuiIM3anyje cyrpammuie’ (Mananapre 1981: 85), naBoau Manamnapre.

Hakon IlpBor ceerckor para, 6utka koj KoGapuma je rogunama Omia
3a0pameHa TeMa y WTAMjaHCKOj jaBHOCTH, jep Opojka om 300.000 3apobspeHnx
BojHrKa 1 350.000 ne3eprepa IpacTHUIHO HapyIllaBa CIUKY KOjy CY (haIliCTy CTBapai
0 COTICTBEHO] HAIM]H Kao CHAYKHO] ¥ HenobenBoj (Dypurmh 1976: 279-280).

2y, OdeHitan HaBOAM U3BOPE MO KOjUMa j€ CaM MOYETaK parta MPeACTaB/bao HajKPUTHUHHU]H IEPUOT

u J1a je camo of centemOpa 1914. no jyna 1915. roause Ouito BUIlIE CTPesbarba HETro 3a CBE MPEOCTAIO0
J P Jy P! p

Bpeme pata (Odenmrax 2002: 22).
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4. EIINJIOT - CAMOA®UPMAILINJA U AYTOLEH3YPA

bapOuc je moctao KmHKEBHHM XEpO] UCTOT TPEHYTKa KaJl je HEeroB
POMaH yrienao CBETIOCT 1aHa, KaKko 300T CBOT TaJIeHTa, TaKO U 300T XpabpocTu
Jla TOBOPH O paTy yCcpea paTa M Ja JUTHE IJIac MPOTHB HENPUKOCHOBEHUX
ayTopuTeTa y BOJHUM M LUBUIHUM cTpyKTypama. Hakon Ozrea oH caMo fasbe
yuBpIhyje cBOj KEbM)KEBHU M JIMYHH ayTOPUTET U JI0 Kpaja )KUBOTA OCTaje Ha
WICOJIOIIKUM TTIO3HIIMjaMa U3HETHM y POMaHy — IT0CTao je wiadn KomyHucTrake
naprtuje dpanirycke, ocHOBao yapyxkeme npujatesba CCCP-a; y Mocku je
Ha Kpajy U yMpo, OBE€HYaH CJIaBoM Kako y Pycuju, tako y ®paHiryckoj.

MananapreoB myT je 6uo npyrauuju. Hakon 3amsiene npBor u apyror
W3/1ama, Koja ce pa3iuKyjy caMo IO HAcJIOBY, ycleauio je u Tpehe koje je
MIPETPIIEO UCTUHCKE ITpoMeHe. MasamnapTe je OBOT IyTa MOJJIerao MpUTUCKY
¥ OTOBPrao CYMITHHCKH JIE0 OHOTA IITO j€ IO TaJa 3aroBapao, YKIOHHUO j& U
M3MEHHUO CBE IITO TMOpU(HKYje O0JBIIEBUUKY PEBOIYLU]Y U TEKCT 3aUUHHO
¢ammctuukom peropukom. Komenrtapumyhu tpehe nzname, Mananapreon
6uorpad Maypurmo Cepa roBopH O MUIIYEBOM TAJIEHTY Ja A€J0 ,,(amm3upa‘
u ,JaebospmeBusupa” cxonno TpenytHoj moau (Cepa 2011: 112). Tako,
Ha mpuMep, y IpBoM u3namy ynora Kapima Mapkca okapakrepucaHa je Ha
cnenehn wauwn: ,,Cpehom mo mobpe u cupomaimne Jbyae, Kapn Mapke je
JI0IIa0 J1a MPoOYIU CBECT M Ja MPEJCKake OHO LITO je MOpaJIo Jia ce I0roAu
(bjonmm 1995: 228). V tpehem uznamy, Ta ucta npepalena peyeHua riaiacu:
»Amm Ha cpehy u Ha Hecpehy noOpux u cupomamnux, JeBpejun Kapi
Mapkc, ca cBUM OHHM [)aBOJICKMM W HEJBYJICKUM IITO JeBpeju y ceOu Hoce,
JI01I1a0 je 1a mMpoOy/Iu CBECT U MPeACKaXKe OHO LITO je MOpajo Aa ce JI0roau‘
(bjonmu 1995: 228). bosemeBuuka peBonynuja u Outka kon KoGapuna,
KOje Cy IpeJCTaB/beHe Kao aorahaju WISHTUYHE MPHUPOJE U O] €NOXaTHOT
3Hayaja, caja MocTajy CynpoTCTaB/bEHN KOHIIENTH, CyAap JABEJY pPa3IndUTHX
LUUBWIN3ALMja, ONWYCHUX Yy OospiieBU3My M (ammsmy, ciaBa KoOapuna
nocraje Tek npuua o Kobapuny.

AyroneHsypa ,,cB0Oj 1mocao 06aBjba epUKacHUje OJ CBaKe LIEH3ype
(Kum 1995), u y MananapreoBoM cilydajy c€ TO MCIIOCTaBJba Kao Ta4yHO,
YIIOPHUM U TPyOMM ILIeH3ypama ayTop jeé MPHUBOJBEH Ha KOJabOparMmoHU3aM
Y Ha HJIEOJIONIKO CaMOyCKiIaljuBame TEKCTa ca PEKUMCKUM OYCKHUBAFHHMA.
3opunia Tommuh HaBomM 1@ ce jemaH O OCHOBHUX IOKpeTada Mpoleca
ayTOIICH3ype HaJla3W y CTPaxy ,,0[ MOTEHIMjalHe TUCKpeauTaiuje (...) win
UCKJbyueHha W3 TM0Jba JAPYLITBEHO/KYNTypHOI/jaBHOT omutema™ (Tomuh
2003: 203). U curypHo je na je MiaajoM U aMOUIMO3HOM MananapTey kejba
3a adupMaIjoM Onia jeaaH o]y OCHOBHUX MOTHBA J1a YYMHU OBAKBE YCTYIIKE
BIaaajyhem pexumy.

Kako je u 3amro bap6uc u3 uene mpuue u3amao Kao MOOEIHUK,
a Manamapre HHje, a Tako je kejleo na Oyae, Kako je TO caM TOBOPHO,
,aTanvjancku bapouc*?
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@DpaHITyCcKH MHcall je 0CTao AOCIeIaH 10 Kpaja y 6opOu ca IeH3ypom,
a Ta je 6opba, mo peunma [lanwmna Kumra, ,,jaBHa u omacHa, cTora xepojcka‘
(Kumr 1995). Hu Mananaprey ce He MOXe 3aMEPHUTH HEAOCTaTaK XpadpocTH,
Beh MoX7a mpe HemocTarak HMCTPajHOCTH y XpaOpocTu. Xpadbpo je Oumio
nucatu 0 Mapkey, JlelHHy M UTalIMjaHCKUM BOJHUM IOpa3uMa y Bpeme
Hagonazeher Qammsma, n meroBa 60pda ca MEH3ypoM je Omia Xepojcka,
aJli OH HUje U3pXKao J0 Kpaja, a TYOMTHHUIM Y OBOj OMIIM Cy aHTUXEPOjH.
VY tom koHTekcTy Jlanuno Kumn 3akipydyje nma je ,,00p6a ca ayToreH3ypom
aHOHUMHA, ycaMJbeHHYKa U 0e3 CBe0Ka, cTora y cy0jekTy n3asuBa ocehame
MOHWXKEema W ctuga 30or komaboparumonm3ma™ (Kumr 1995). Jla nmu je
Mananapre 3aucta cebe 10’)KMBJbABAO HAa OBAj HAYMH, HE 3HA CE, ajlM 3Ha ce
J1a j€ OCTaBUO CBEIOYAHCTBO O 0€30p0j APYTUX JIMYHUX U UICOJIOIIKUX U3/1aja
KOj€ je HAaUWHHUO y XKHUBOTY — OHO je unan Dammctuuke napruje, 1a Ou HaKoH
najga dammuzMa ydecTBoBao y O0opbama 3a ocinoboheme Urtamumje, 6uo je u
yiaH KoMmyHucTHUKe apTuje U BaTpeHu nodopHuk Kunecke peBoiynuje, na
Ou ce mpeJl Kpaj )KUBOTA JOLI jJeIHOM JaBHO OJIpEKa0 MAPKCUCTUUKUX HU[IEja.

3AK/bYUYAK

Hena Ocarw Anpuja bapouca u JKueeo Kobapuo! Ilobyna ceemux
npoxnemnuxka Kypuuja Manamaprea HECOpHO CHanadjy y aHTaKOBaHY
KIIKEBHOCT; 00a ayTopa 3ay3MMajy akTHUBaH CTaB IMpeMa JApPYIITBEHO]
peasHOCTH 4MjU Cy caBpeMeHHUIM M oapel)yjy ce y OJHOCY Ha aKTyellHe
WJICOJIONIKE OKBHUPE; WIMAK, jeAaH O] BHX je ycmeo na ce u3bopu ca
CTOJBAIIIOM LIEH3YpOM U Ja M30erHe 3aMKy ayTOLeH3ype, a JApPYrH Huje.
Paznor tpeba Tpaxkutu y cuHepruju usmely amOujeHTaTHE KOMIIOHEHTE,
OJTHOCHO JIPYIITBEHHX YCJIOBAa Y KOjUMa Cy CTBapaJld, IMYHE MO3UIHje MUCIa
y JIpPYyHIITBY U CyOJeKTHBHE KOMIIOHEHTE, OJHOCHO CaMe€ TPHUPOJE ayTopa.
VY cnyudajy bapOuca u Mananaptea, pa3nu4yuTy Cy HNCHXOJOUIKU Mpoduiy,
pasnuyuuTa Cy APYLITBA U PA3IUYUT j€ M0JI0XKa] MUCLA Y JPYIITBY.

[lpunnunujenan M JocielaH y CBOJjUM CTaBoBUMa, bapOuc je
napajerHo TPaauo CBOj KEIDKEBHH W MOpPAIHM ayTopuTeT; Mamanapre je,
ca Jipyre cTpaHe, I0CTao jesaH oJ HajBehux uranujanckux nucana 20. Beka.
butHO ce pa3nuKyjy mo3uiHje Koje Cy OBa JiBa ayTopa MMaja y APYIITBY
y Bpeme o0jaBJbHBama CBOjUX jAena”’. Y TPeHyTKy Kaj je 00jaBJbeH poMaH
Ocar, bapbuc je 030uIbaH cpefoBeuHr nucar ca Beh mirpaheHuM TuaHUM
U YMETHUYKUM ayTOPUTETOM, IITO je OMia UBpCTa MO3UIHM]ja ca KOje j€ MOrao
na OpaHu CBOje Je0, I0K je ManamnapTe y TpeHyTKYy 00jaBJbHBakb-a CBOT Jeia
010 MOTIYHO HEMO3HATO UME Y KEbHKEBHOM CBETY, M KAO TaKaB MOUIOKHU]H
JPYITBEHUM NPUTHCIIAMA U yIIEHAMA.

= I[Tjep Bypauje roBopu o ,,CTpyKTypajHO] moapelheHoCTH, Koja ce BeoMa HepaBHOMepHO Hamehe
pa3TUYUTHM ayTOpHMa, Y 3aBUCHOCTH O IhHXoBe nosuuuje” y apymtsy (Bypauje 2003: 78).
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W Ha Kpajy, ¥ IpyLITBEHE OKOIHOCTH Cy OUTHO pa3iIu4yUTe — HAKO je
bap6uc cBoje neno o0jaBHO ycpena para, UCIIOCTABWIO ce Ja je (ppaHIrycKo
JPYLITBO UMaJo MOTEHIHM]jajia 1a yyje U IPUXBATH jeIHy TaKO OLUTPY KPUTUKY
Kao IITO je Ouia meropa. Mananapre OmeT cTBapa y TOTATUTAPHOM PEXUMY,
y KOME Ce CBAKO MUIIJBEHE KOje C€ KOCH ca JIOMMHAHTHOM MapajurMoM
Ka)KibaBa Ha HAajCYypOBHjU HaYUH.

Ocraje oTBOpeHO nMuTame 1a a1 6u bapouc 6uo bapobuc na je momyt
Mananaptea ctBapao y ¢amucruukoj Mranuju, u aa nu Mananapte Mox/a
He O MoAJierao UCKyIlewhy KOHPOpMHU3MAa Jia je CTBapao y BpeMe U Ha MeCTy
rae je To ynHuo bapouc.
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ENGAGED AUTHOR: CENSORSHIP AND SELF-CENSORSHIP — THE
CASE OF BARBUSSE AND MALAPARTE

Summary

The paper deals with the author's position and relationship to society and its
reflection in his work. Henri Barbusse and Curzio Malaparte write engaged literature
at the time and after World War 1. The possibility of an unbiased position is correlated
with the position and authority that the author has in society and his moral profile.
Barbusse, a distinguished author of a proven socio-ethical engagement at the time
of writing the novel Under Fire, is not prone to conformism and self-censorship.
Instead, he fights against attempts at external censorship. The situation of the young
and not yet established Malaparte in Long live Kobarid is, however, opposite. The
paper is based on a comparative analysis of the feuilleton publication of Under Fire
and its first integral edition, and a comparative analysis of different editions of Long
Live Kobarid, on the author's personal correspondence and critical texts from syn-
chronous and diachronic perspectives.

Keywords: author, society, censorship, self-censorship, criticism.
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HAAMAP — PA3JINYUTU YMETHHUYKHA U3PA3HU
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Caxerak: [Ipojekat /lamap (Typ. myic, KpBHH Cyl; y IIMpPEM 3Hauyewy: CHara,
CPYaHOCT, JKMBOT) TIIPEICTaB/ba XOPCKH TeaTap, OMNHOCHO CIIOj Pa3IHIUTHX
YMETHHYKUX H3pa3a, OKYIJbEHUX OKO jeHe OCHOBHE Teme. My3HYKO-CIEHCKH
nepopMaHC, KOjU CagpH ayTOpPCcKy (HaMEHCKHM IMHCaHy 3a IPOjeKar) MYy3UKY
3a MENIOBUTH XOp a cappella, xommno3utopa [lamjana Jleypwha, mHCIIMpHCcaH je
KHUBOTHMA cellaM 0co0a, alli Kpo3 HKUXO0BA Jiejla M MHOINTBOM CIMYHHX CyJIOWHA.
[MpoTkaH TpaJAWIMOHAIHUM U MOJICPHHM YMETHHYKHM MPUCTYNIOM — /lamap HyIH
Moryhe oaroBope Ha onpeleHa pereBaHTHa, JPYIITBEHO OCETJbMBA NMUTAba, KPO3
YMETHHYKY BH3YDPY, OJHOCHO BOKATHO-CIIEHCKH HM3pa3, a MPUTOM TEXH Jia CPYIIH
Oapujepy m3mely ayautopujyma u u3Bohada Ha CLECHH.

Kibyune peun: Xop, CHEHCKH MOKpET, Iy0JInKa, HHTepaKIIyja.

1. JAMAP - XOPCKHU TEATAP

Jamap je npoucrekao u3 morpede aa ce Kpo3 KpeaTuBaH HpoIeC U
OCBEKEH YMETHUUYKHM IPUCTYN UCTaKHY BaKHE JAPYIITBEHE TEME, JOII YBEK
MapruHagn30BaHe, YUjUM he OCBEeTJhaBakEM JPYIITBEHA 3ajeTHHIA JOOUTH
MPWIKKY Ja carjiejna mpoOsieMaTuKy Kpo3 JApyrauujy MmpusMmy, a MOXJa U
pa3BUTH NMOTpPedy Ja O UCTOj IIacHO AUCKyTyje. DopmanHo mocmarpaso,
JIeJI0 c€ MOKE CBPCTaTH y MOATPYIY XOPCKUX M3BONAUKMX YMETHOCTH, KOja
ce joul yBeK He(opMaIHO Ha3MBa XOPCKHU TeaTap. Y MUTalmYy je YMETHHYKa
dhopma umju caapikaj 00yxBaTa XOpCKO MEBAE, CIIEHCKU TMTOKPET, PA3IMINTE
JpaMCKe eJIEeMEHTE, CIIeIMjaTHO KPEUpPaH JIM3ajH CBeTa, HAMEHCKHU u3pahene
KOCTUME, a 3a u3Boleme 3axTeBa ClieHy Kojy he myOinka mMohu aa BUAU Y
LIEJIOCTH, I MIPUTOM CaJip’Ku IJIEMEHUTY aKyCTUKY 3a a cappella BokalHu
aHcam6in. WHcnupucan cTaporpukoM u3BohaykoM (GopMOM Ipe HacTaHKa
KJIaCHM4YHE cTaporpuke japame®, Xop W y OBOM ciydajy Hpey3uMa yIory
TJIABHOT Tymada pajme y neny koje m3Boau. [lybmunum ce obpaha neBamem
U CIIEHCKMM IIOKPETOM, ajlM ca JOJaTUM aIlCTPaKTHHjUM ylorama riyMana

2 Mucnu ce Ha npesasHu ook n3mely auTupamOa u MpBoOUTHE CTApOrpuKe apaMe, Ipu demy Xop
HHj€ caMo CIOHa U3Mely rimyMIa u ayIuTopujyma, Beh riaBHA HOCHJIALl Padbe.
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NojeIMHaIa, KOjU KO3 pa3BHjame Jefa He 3ajpxkKaBajy yJory coimcre, Beh
ce W3HOBa Bpahajy rpynu u cTamnajy Hazaja y HeJuHY, IITO aHCaMOJI TTOTIYHO
CTaBJba y MPBH IUIAH.

Cnuxka 1. Memosutu xop AKYIVHC ,,Coma Mapunkosuh* u JJAHC
ancam60:: /famap (CKL] ®abpuka, Hopu Can) / ®oto: bopuc Kounmn

1.2. CounoI0IKM U JJUHTBUCTHYKHU ancekT Jamapa

VY nutamy je APYIITBEHO aHra)KOBAHO JEJ0 KOje Jaje TyMademe
onpeheHnx JApPYIITBEHO OCETJbUBUX TeMa, Kpo3 oaadpaHe HCTOPHjCKe
WHCTaHIle, rpynamnuje u nojeaunue. Oa oHOr OYUTIIEAHOT (II0JI0Ka] KeHa Y
JPYLITBY, HACUJbE, MAPTUHAIIN3AIIM]a, )KPTBE paTa UT/. ), 10 MAHE OUUTIICAHOT,
MM KpyUHjaTHOT — JNedUHUIIA]E Xepoja, ca HarjJacKoM Ha JeJo U 0coly. Y
OBOM CIIy4ajy, CBaKH O]l ceJlaM CTaBoBa rocBeheH je jeaHoj of cepaM ocoba
YUjU )KUBOTH U JIeJIa CAMOOJIMYHO TPECTaBJbajy MHOIITBO OHUX KOJU HUCY
U3pa3UTO HAIOMEHYTHU. TpeTMaH TEeKCTa y CBAKOM CTaBYy j€ HEOIBOJUB OJ
HETOBUX COIMOJIOIIKHAX Hadena (TIOpeKsia CBaKe XepOWHE, KYITYPOIIOMIKHX
acriekata, HUCTOPUJCKHMX aclekara UTA.), Ka0 M MY3MYKHMX Aacrekara.
Kommnosunyje cy Hanucane Ha juauiy, Mmal)apckoM, eHITIECKOM, JIUTBAHCKOM,
JjamaHCKOM, JJATHHCKOM M HEMa4yKoM je3HKY, 0K je Apamaru3aiuja ypaheHna Ha
CPTICKOM J€3HUKY:
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a) No More Snow

CraB je nocehen JlurBanku Jlopetn AcanaBuumjyte (Loreta Asa-
naviciiite), 3axBasjpyjyhu K0joj c1iaBUMO XpaOpocCT. 3ajelHO ca BUIIIE CTOTHHA
HEHAaoOpyXkaHuX nporecra”ara, 1991. romuHe, Ha MHpPHOM @IpPOTECTy Yy
Bunwycy, Jlopeta je crana y onbpany crno0oae mMenuja u ciodojie yorire.
OpurrHaj HM TEKCT TPBOT CTaBa HANKCaH jeé HAa CHIJIECKOM je3UKy, IITO
CUMOOJIMYHO 1IaJbe MOPYKY MyOIUIM HA jeTHOM O/ YHUBEP3aTHUX CBETCKUX
je3WKa Ha caMOM IIOYETKY Jieja, a MPEJICTaBha OMaXK CUTyalluju y Bummycy
1991. y k0j0j je mocneame eMUTOBAKE TUTBAHCKOT pajifja U TeleBU3Hje Omia
MoJI0a J1a ce BUXOBa MOpyKa MpeBeJe Ha MITO BUIIC je3MKa KaKo OM CBET
ca3Hao IITa ce KOJ HHX JellaBa U Kako Ou 1o0mnu HeonmxoaHy rnomoh. Ha
MOYETKY CTaBa, KOMIIO3UTOP j€ I0JIa0 U MIOSTH30BaH OPUTUHAITHN HAPATUBHU
JIe0 Ha JIMTBAHCKOM j€3HKY, KOju heMO KaCHMje UyTH U Ha CHIJIECKOM jE3HKY,
a MPEeBO/I TI1aCH:

Hema suwe cneea,

Hu necama, nu eampe, numu ceeha.
Cknonu ceoja parbena Kpua,
Yyeaj oeyy.

CraB je HamMCaH 3a COIIPaH COJI0 M MELIOBUTH Xop. [lpamaTu3anuja npe
MOYETKA KOMITO3UIIHj€ HaM JOHOCH IIUTAT TOPETIOMEHYTE TIOPYKE, MOCIICIHE
emuToBaHe ca Tanaca Panuo JIutBanuje (Pagnodonac), npeBeaeHe Ha CPIICKH
JE3UK:

060 je Tumeancku paouo, mpaxcumo nOOPUIKY.

Tozusamo Jlemonujy, Ecmonujy u cee 3emme ceema.

Hpazu wyou uz Jlumseanuje, opazu nawiu npujamesvu

U Opazu npujamespu U3 UHOCMPAHCIBA — NAXCIA!

Obpaha éam ce Paouo Jlumeanuja.

Hawi pedosnu paouo npoepam nazno je npeKurym 60jHOM CUTIOM.
Mu cmo ungpopmucanu rumearcku Hapoo, Hayujy Eepone u yeo ceem.
Tuwuna unu Heno3namu 21aco8u y empy

He 2080pe 0a CMO 00YCMAU 00 HAWUUX YU/bEBA.

Beluna nac he nacmasumu osum nymem u 6opumu ce 3a He3a6UCHOCH —
u mu hemo 2o8opumu ceaxkome Ko 6yoe xnceieo 0a Hac vyje.
Moeyhe je cnomumu Hac cunom, anu HUKO HAC He MOXce Hamepami
0a ce 00peKHeMOo Haule He3a8UCHOCIU U C0000e.

Oso je Paouo cmanuya Paouogponac, nocieorwa paouo-cmanuya.”

u npeB. Kapranosuh Bykammn
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Cnuka 2. No more snow, Mua Unauh (rnecuu conucra), Xop ,,Coma™ u
JNAHC ancam6a / @oto: bopuc Kounm
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0) Freiheit

CraB ,,Cno6ona* nocsehen je Codpuju Codu Illon (Sophia Sophie
Scholl), 3axBaspyjyhu kojoj cnmaBumo emnarujy. 3ajeHo ca OpaToM XaHCOM
(Hans Scholl), Codu je uctpajana y 6opou npoTuB (HammcTUYKOr pexuma
1943. rogune, nenehu netke ca tekctoM J. B. I'erea (Johann Wolfgang von
Goethe), xoju cy mpomarupanu 3Haudaj 6opode 3a cnodoay u JbybaB usmel)y
Hanuja. Tekct apyror crtaBa je uuTHpaHu oaioMak u3 ['ereoBe Crobooe,
Ha HEMadKOM je3WKy, a CTaB je HallMcaH 3a COMpPaH COJO M MEIIOBHTH XOp.
JIBe CONMCTKUE-C HaM TOBOpE JIBa IIMTaTa Mpe MOoYeTKa KOMIO3UILHUje, PBU
je uurtat Codpu Ulon npen kpuBUYHUM cyjoM Y MuHXeHY koju riacu: ,,OBne
IJie MH CTOJUMO JiaHac, BH heTe crajatu cyTrpa“”, JIOK je Ipyrd OUIOMaK W3
I'ereoBor Tekcra.?

Ono wmo ce cmeno uz noHopa y30ueio,
CBOjOM 28030€HOM CYOOUHOM

nona ceema oceojumu Modxice,

anu ce y nOHop 8pamumu Mopa.

Ilpemu oepoman cmpax,
anu 3anyo he ce onupamu,
U C8U KOjU V3 Pe2d 0CMamy,
nponawhe ca rwum.

Cpena cam moje Xpaope,

Koju ce Hohy oxynmajy,

o0a hyme u ne cnasajy.

A nena peu ,,cnobooa ‘““ wanyhe ce u 3amyyxyje.

Cse 00 nHeobuune nogune: Cmuenu cMo nped cmeneHuye Haule2 Xxpamad.

Cnobooa! Cnobooa! Cnobooal”’

% On. uwr. — Jennifer Fraser (2008) Sophie Scholl — Die Letzten Tage, 11:3, 297-298, DOI:
10.1080/10282580802295807

% byhewe Enumenuoa, ceedana urpa (Des Epimenides Erwachen: Ein Festspiel), 2. akt, 4. cuiena, 1814.

z npeB. bajep Cenka (Beyer Senka)
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Cnuxa 3. Freiheit, Munena ApmOpyctep u bojana Illkaspar (maecHu nyo),
Xop ,,Coma*“ u JJAHC ancam6n / @oto: bopuc Kounin

u) Ikh bin ir

,Ja cam Bu®, craB nocsehen Jlusuju Jlunuku bem (Livia Lilika Bem),
3axBasbyjyhu k0joj cmaBuMo onanoct. Y tanacy pauuje 1941. y Hosom Cany,
Jlunuka je mpecrana Ja TOBOPH, ajlk HUje ocTalla HepopedeHa. OpUTrnHaIHA
TEKCT ayTopa Jeja JOHOCH HaM Npudy Ha JIMJTMKUHUM MaTepmUM je3uluMa
— juauiIy, a MoToM U Ha MalhapckoM je3uKy, Npu yeMy HaMm ce Xop oOpaha
y TIpBOM JULly cuMmysupajyhu JInnmukuH (GUKTUBHU TOBOp, JAOK je aHCaMOIl y
WCTO BpEME M arpecop M MacUBHH MOCMaTpad. Y OBOM CIIydajy ce Ha Kpajy
CTaBa MOCEOHO UCTHYE TUIECHHU COJUCTA, TOK XOop Ha MahapcKOM IeBa TeMy
MOCTIETEBH TTYT, a TIPEBO/T TOT 3aKJby4Ka OH TIIacho:

Ja cam 6u, ne 3abopasume.
3uame me.’

28 opur. En ti vagyok, ne feledjétek. Ismertek engem.
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Cnuxka 4. Ikh bin ir, Tatjana lltpuuxku (rutecHu cono) / @oto: bopuc Kounin
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n) Tonde, Tori!

,,Jlonetn, nruno!“, moceehe je Camaxo Cacaxu (£ < K 28F, Sadako
Sasaki), 3axBasbyjyhu kojoj ciaBumo Haay. JleBojuniia, jeqHa o MHOTHX KOja
je BepoBasia na he joj Xxusbaay opuramu KApajioBa JOHETH OCTBAPCH-E KeJbE,
3aMcTa Kpo3 MUCTOPHjy jecTe ocTana OecMpTHA U CHUMOOIUIIE HEHCKBAPECHY
HaJy KOJy HHje MorIvia Ja cy30Mje HH Telika cuTyanuja y Jamany y Jpyrom
cBeTckoM pary. CTaB je HamucaH 3a COJI0 JIEBOJUUILY, Y3 MPATHY MEUIOBUTOT
xopa. Kommno3uTop je y oBOM (4ETBPTOM) CTaBy HamMcao0 OPUTHHATHU TEKCT
y CTHJIY XauKy TIO€3Hje Ha jaaHCKOM je3UKy”, a MPeBo/I IV1acH:

IImuyo, 3auwmo ne nonemuw?
lonemu, nmuyo.

Xumady nmuya, 0se xumaoe Kpuia:
JjeoHa oncesmva.

Jlemu.

IImuyo, 3auwumo ne nonemuus?

He moey, ne ymem.

Cnuxka 5. Tonde, Tori! Mapruna Otuh (Bokannu conucra), Xop ,,Coma“ u
JNAHC ancamb6n

29 opwr. Tori! Tonde mima senka? Chisai, Tori. Tori! Kamino tsubasa. Tori! Chisana tsubasa. Chisai,
Tori. Senba no tori. Ni sen no tsubasa. Hitotsu no negai. Tonde, Tori.
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e) Sine Musica Nulla Vita

[loceehen Jacmuuu HemkoBuh, 3axBasbyjyhu Ko0joj ciraBUMO
nocsehenoct. [leTu cTaB je HAJUHTUMHH]H OJ1 CBUX CeJlaM, U3 pasJiora IITo je
y IATaBky 0co0a uuje je 1e710 U3HEAPUIIO N3BohauKu cacTaB, OJJTHOCHO BEITUKH
Opoj meBaya Koju TpeHyTHO ynHe Xop ,,Coma*“. Kommnosurop je omaydno na
OBaj CTaB 3allOYHE CBEJICHUM HAPATUBHUM JIEJIOM, OMHJbEHUM JaCMHUHUHUM
JTATHHCKUM LIMTaTOM, Ha JIATHHCKOM U Ha CPIICKOM je3HMKY>’, a [IOTOM TOK IeJIOT
MY3HUYKOT' CTaBa OCTaBJba 0€3 peur Koje y OBOM Ciy4ajy cMaTpa CYyBHUIIHUM
— 1pHu yeMy Xop 1eBa KOMILJIETaH CTaB CUMYJHpajyhu ryjauku opkectap (Ha
3aTBOPEHM BOKaJ, T3B. OpyM), 1a OU Ha Kpajy cTaBa TEMY JIOHEO Ha OTBOPEHU
BOKaJ A, y CTMIYy KJIACHYHOT XOpCKOT cTaBa. IleTm craB je HammcaH 3a
MEIIOBUTH XOP.

¥l

Cnuka 6. Sine Musica Nulla Vita, Anexcanapa Ilejuh (ruiecHu conmmcra-rirymair)

&) Carlota

,.Kapmora“, mocsehen Kapmnoru Jlykymu, Jla Herpu (Carlota Lucumi,
La Negra), 3axBaspyjyhu k0joj ciaBumo cHary. Oco0a, 3axBasbyjyhu k0joj je
y Bpeme ['onmHe Ouva moueno naxat porictBo Ha Kyou. Kapiora je nmoBena
poOOBe y PEBONYIIH]Y MIECMOM, alld KPo3 Mu(ppoBaHEe pUTMH30BaHEe oOpacie
Kako OM ce Mopyka CUTypHHje TMPEHOCWIA ca je[HE IUIaHTa)Xe Ha JIPyTy.
Kommno3suTop je 6amr u3 Tor pasiora oJJIy4Ho Jia 3a IMIECTH CTaB HAIUIIIE TEKCT
KOjH TpPEJCTaB/hba UTPY PEUH, KOjU HAW3IJIE] 3BYYH Kao Jia je M3MHIIBCH
J€3WK, aNu 1IaJjbe TOETH30BaHy CKPUBEHY TTOPYKY.

30 Sine Musica Nulla Vita; be3 My3uke HeMa KUBOTA.
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OBaj cTaB je HamucaH 3a alT coJio U MemoBUTH xop. [Ipumep 3a urpy
peun u3 cTaBa:

Seyl me hahey,
Om de aihika.’'

Cnuxka 7. Carlota, Hena ITonouh (tuiecnu conucta), Munena Cpauh
(BokamHM conucta) u Xop ,,Coma“

r) 261

IToceehen Kerpun Csunep (Kathrine Switzer), 3axBaspyjyhu k0joj
cnaBuMO UCTpajHocT. KeTpuH je mpBa »eHa Koja je y3ela TaKMHIapcKu 0poj,
NpUjaBUBLIM ce Ha MapaToH 1967. rogune y boctony, Opoj 261, u nzaszpana
ckanaan. TuM 4YMHOM je Jmana MmoJACTPeK M Haly KeHama IIMPOM CBeTa Ja ce
BHUIIIE YKJbYY€ y CIIOPTCKE aKTMBHOCTH. Mako keHama HHje OO0 U3PUUUTO
3a0pameHo Ja ce TAKMUYE, CMAaTpaJIo Ce HETPUMEPEHUM Y JIPYILITBY, Ia je 300r
TOTra TUPEKTOpP MapaTOHA MOKYIAO Ja je 3aycTaBU. TeKCT je OpUrHHaIHH, Ha
€HIJIECKOM je3uKy — ¥ Ipu4a Ham npuday KerpuauHor myToBama. [locienmu
CTaB je HalMcaH 3a COMpaH COJI0 U MEIIOBUTHU XOp M OJiaje HaM YTHCaK
KOHTHHYHPAHOCTH, OJTHOCHO HAaroBEIITaBa HACTABAaK M OCTaBJbha MPOCTOPA 32
JlaJby paspajy LeJor Jena, a TeKCT 3aKJby4YHe TeMe TJIacH:

Two six one, the fearless one!

31 CKpHUBEHHU KOHTEKCT Ou riacuo: Sail me away, to my home, to Africa.
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Cnuka 8. 261, Xop ,,Coma“ u JIAHC ancam6u

KommietHo neno je nmocseheno Joany Ckenyuhy??, 1yroroauiimem
ywiany Xopa ,,Coma®™ u jegHOM OJf MEHallepa U OpraHu3aTopa MPOJEeKTHUX
aKTUBHOCTH Xopa. JOBaH je CBOJUM BHIICTOJUILILUM 3ajarambeM H3y3€THO
JIOTIPUHEO €CTETCKOM U caapxkajHoM o¢opMJbaBalkby HMHUIJA aHcamoOia
U MYy3UYKOM CaJpKajy CBOJUM M3Yy3€THUM OapuUTOHOM, ajld M JOJATHO
MOTHUBHMCA0 HAcCTaHaK OBOTI IIPOJEKTa CBOJUM JIONPUHOCOM Yy JAPYIITBY U
3ajeAHUITN Y KOjO] j€ )KUBEO U PaJIno.

1.3. My3uuku acnextu Jamapa

My3HYKH je3UK KOMIIO3UTOPA TUPEKTHO CE OCJIakha Ha KYJITYPOJIOIKO-
reorpa)CKu  KOHTEKCT, OJHOCHO IOPEKJIO CBAKE XEPOWHE, INTO JUPEKTHO
aruIpa Ha My3WYKd (OJKIOP HMAaKO je CBAaKd CTaB y MOTIIYHOCTH
OPUTMHAIIHO KOMIIOHOBaH. Y KOMOWHAIMjU ca TPEeTMAaHOM TEKCTa W
JIOJIATHOM JIpaMaTu3aliijom, 100Hja ce jaCHMja 3By4YHa CIIMKa, U Kao TaKBa
HEJIBOCMHUCJIEHO KOMYHHUIMpa. Y3 T€ eleMeHTe, YKJbyuyjyhu u CIEHCKHU
HOKPET U JAOCTYIHE HH(pOpMaIHje y TUTepapHOM amdIieTy, My3uKa 1ocTaje
JjacaH KOMYHHUKOJIOIIKH KJ1acTep ca nmyoaukom. CBaka HyMepa je OpUruHaiHa,
OJTHOCHO KOMITOHOBaHa JOHOCEehHM KJIaCHYHH W E€KCIIEPUMEHTAIHH TPEeTMaH
JICOHUIIA Y XOPCKOM CTaBy. EKCIIepiMEHTaIHU KOHTEKCT TpeTMaHa orJie/a ce
y 4€CTOM TPETHparby BOKAIHHUX JICOHUIA Y HHCTPYMEHTATHOM MaHHUPY, Kao
U y cTuily 3ByuHUX edekara. ConpaHcke JeoHule y oApeheHuM cTaBoBUMa
3axTeBajy OeNKaHTO, MOK y ojapel)eHMM CTaBOBHMA 3axXTEBajy CHUMYJAIU]y

32 Josan Cxenyuh (1987-2021), LL.M, azBokar.
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3Byka Mop3eoBor amapara win Bpucak. baputoncka neonuia he yecto kpo3
10 TOK JeJia TPEACTaBIbaTH HHCTPYMEHTAIHY PUTAM CEKIIH]Y, WX MaK HaM
JIOHETH jeJaH MOTHB Y IyOOKOM pEerucTpy KOjHu Ce€ HENpecTaHO IOHaBJba
Kako OM MCTakao APaMCKH MOMEHAT, IOK he y jeTHOM CTaBy KOMITO3UTOP
3axTeBaTH Ja 0acoBU MeEBajy HAJIMK MOJEPHOM IION BOKAJHOM aHcamOIy.
Cam My314KH A€o IusbaHo Tpaje oko 40 MuHyTa, ca ApamarusaiujomM oko 50
MUHYTa, U3 pa3jiora ITo ce 0CTaBJba MPOCTOP MyOIUIIH U 1aje BpeMe J]a HAKOH
OJIrTIeIaHe TIPEICTaBe CyMHpa YTHCKE M Pa3MOTPH OJIIIEAaHO, Ca IIHJbEM Ja
ce MHTEpaKIMja HaCTaBU U W3BaH ayJUTOPHjyMa U U3BaH CLIEHE, Y caTUMa U
JaHWMa KOJH J0J1a3e¢ HAKOH MPEICTaBE.

OF %40

[=]

Cnuka 9. JIunk (QR code) ka mpoMOTHBHOM BHJEY IIpojekTa Jamap, Ha
odunmjentoj Jytjyo crpanunu Xopa ,,Coma‘

2. AHTEPAKIINJA U AHTA’KOBAHOCT JAMAPA

Naturally, an author can only work with what he has got and cannot
leap out of his sensibility. He cannot talk himself into being better or other
than he is. He can only write about what he sees and thinks and feels. But one
thing can amend the instrument at his disposal. The more clearly he recogniz-
es the missing links in his relationships—the more accurately he experiences
that he is never deep enough in enough aspects of life, nor deep enough in
enough aspects of the theatre, that his necessary seclusion is also his prison—
the more then can he begin to find ways of connecting strands of observation
and experience which at present remain unlinked.”

33 Om. wur. Brook Peter, The Empty Space, New York, Simon&Schuster 1968, str. 43
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Nmajyhu noBosbHO mHBOpMaIja (Crke, My3uKa U TJIeC — OJTHOCHO,
ayJIMTUBHU, BU3YETHH M HAPATUBHU CaJpiKaj), TIeaanal 100uja IpuiuKy aa
ce nemacuBu3npa. ECTeTCKH U cazipykajHU KOHTEKCT, KOju Ou ce Morao Takohe
YOOPEAUTH Ca CTApOTPUYKOM JpaMoM, OWO OM TUPEKTHa KOMYHHKaIlhja
ca myOnukom Oe3 (u3nuke 3alpIiKe W MO3UBamke Ha peakuujy. Hacynpom
MOHOKYIMYPHO]  hopmMU, anmepHamueHu Npucmyn 3saxmesa oopeheny
@nexkcuburHocm y camoj opamamuszayuju, aiu u Koo uzeohaua u, HapasHo,
nybnuke.** Mako mpaté OKOCHHILy OCHOBHE ycBojeHe (dopme, Jamap nma
TEHJICHIIM]y Jla €BOJyHpa KpO3 BpeME W CBAKO HApeAHO H3BOHEHE, JTOK
TeXHU a ctBopu (y3ujy uzmel)y teopuje bepronaa bpexra (Bertolt Brecht),
AprooBor* nmozopuiita u ApuctoresioBe HopMe KOMyHHKAIH]E ca MyOITUKOM,
pu ueMy y oapeheHoj Mepu naje IpuUiauKy TIeAaolly Aa JI0KUBH KaTapsy,
Qi ca TeXKHOM Jla Ta OCTAaBU KEJHHOT 3a JaJbMM Ca3HamuMa Ha oOpalheHe
TEMe | MOJICTAKHE Ha PeaKIlh]y ¥ KOHKPETHO JIeNIabe U U3BaH ayJUTOPH]jyMa.
WNuTepakTuBHa hopMma ce mpokuMa Kpo3 CBAaKM CETMEHT Jea.

2.1. MaTepaknmja ynyTap ancamona

Ono mto pasnukyje /lamap oI XOpCKOT KOHIIEpTa, a MpHOIMKaBa
(opmu TeaTpa jecTe yIpaBo KpeTame 1 KOMyHHKallMja yHyTap aHcamOia, Koja
HE MpeJICTaBba TIECHY Kopeorpadujy Beh kopeorpaducan CIIEHCKH TTOKPET.
IIpBeHcTBEHO, CIOj /IBa KOpIyca M3Bohaua KOjU Cy MHTETPUCAHH TaKo J1a ce
4YecTO He BUJIM jacHa JIMHUja u3Mely \UX U BbUXoBa Mel)ycoOHa MHTepakKiyja
KOju (hopMynuIlly TpaHchep KOMyHHKanuje ca myoaukom. [lnecan ancam6a
TI0CTaj€ NPoOyIHCceHU noKpem Xopa, TOK Xop MOCTaje 2rac TIECHOT ancaMOa.
KomyHnukanuja nokperoMm usmely u3Bohaua u Kperame Ha CLEHH 3alpaBo
MpeACTaBIba MPEIyCIIOB 3a OWIO KOjy opMy TeaTpa, MpU YeMy ¢€ HE MUCIH
(Hy>KHO) Ha ITIOKPET Y CMUCITY IJIECHE Kopeorpaduje, Hero Ha CLIEHCKU MOKPEeT
— UCTpa)kKUBambE MPOCTOPA U KOMYHHUKAIIMja EHEPTrUjOM KOja KPY>KU Ha CIICHH.
VY oBOM ciyuajy, IlaBHa Ujeja MocTaBke u3Bohaua U HUXOBA Kopeorpaduja
j€ OCMHIIIJbEHA TAaKO Jia He TPEOITEPETH CIeHY, HETO Ja Oulie CBE BpeMe
M3BOhema Tako J1a KPyKU KPo3 L0 MPOCTOP (M ayAUTOPH]YM).

34 Om. . Bennett Susan, The Roll of the Teatre Audience, McMaster University, SAD, 1988, str. 6
3 Antonin Artaud, (1896—1948)
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Crnuxka 10. Cuena u3 craBa Freiheit, Xop ,,Coma“ u JJAHC ancambn

2.2. UuTepakuuja usmely nymepa

CBux cemaMm HyMmepa Cy HamucaHe Kao ojJBojeHe ¢opMme, Koje
Mory (pyHKIIMOHHCATH 3ace0HO, HEOBHCHO O [Ny, aji Cy TOCTaBJbeHE U
JpaMaTU30BaHEe TaKo Ja 4yuHe IenuHy. KoMmyHuHKaluja ce y OBOM Ciydajy
OJIBMja Ha HEKOJIMKO HMBOA: My3UYKOM (KapakTepHO, (OpPMAaIHO, TPaIaTUBHO
U €CTETCKH), Ca/Ip>kajHOM (y OBOM KOHTEKCTY — APaMaTU30BAaHOM CaJpxkajy,
NpH 4YeMy CBaka HapeJHa KOMIIO3WIIMja oOjayaBa WHTEPAKUHUjy u3Mehy
HyMepa), GU3NUKoM (y KOHTEKCTY MIP€ M CIICHCKOT IMOKpeTa, IMPH YeMy ce
Ha CIICHW JIelIaBa WHTepakiuja m3Mmely coimcre m3 MpeTxoaHe HyMepe U
COJIUCTE U3 HapeJaHe HyMepe U CI1.). HcucTHpameM Ha UHTEPAKIUju u3Mehy
Hymepa (y Ouno xom oOnMKy) cTBapa ce oapeheHa koxe3wja M HeOMETaH
TOK MPOTpaMcKe KOHIEMIK]je, a CAMUM TUM U OCTBapyje jeAaH O] ITIaBHUX
[IUJBEBA — CHMOOJIMYHO PYIICHE CBIX BPEMEHCKHUX OKBUPA (OTHOCHO CIIajamhe
BPEMEHCKUX MHCTAHIIN ) U HCTHIIAE YHUBEP3ATHOCTH U KOHAYHOCTH JbYICKOT
KMBOTA U Je7Ia KPO3 UCTOPH]Y.

2.3. Untepaknmja udmel)y nupurenra u ancamona

JenHa on HajOYWTIIEMHWJUX, add W HAJHCONXOJHHJUX j& YIPaBO
uHTepakija u3Mely pykoBoauora aHcamOna u u3Bohaua. Y muramy je
KOMYHHKaIMja Koja ce Tpaau IyKM BPEMEHCKU MEepHoJ Mpe u3Bohema, y
pUIIpeMHUM (pa3ama u3pajze My3HUKO-CLEHCKOT JeNla, KO KOT je M3y3€THO
Ba)XHO McTahyl eAAroIKy yJIory U 3Hauaj y paJy ca aMaTepcKuM aHcaMOIIoMm,
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a MOTOM M CTPY4YHO Boljeme Kpo3 11e0 KPeaTUBHU IMpoLec. Y OBOM CIIy4ajy,
JTVPUTEHT TIpey3WMa YyIJIOTY W PEeIuTesha W YMETHHYKOT PYKOBOJIMOIA, a
KOMYHHUKaIl{ja ca MeBaulMa ce He Orjella y TPeHYTHO] CeH3alllju, HEro ce
TEMEJbH Ha BUIIETOAMIIHBAM IMpHIpeMaMa. J(olaTHa WHTepakiija y OBOM
KOHTEKCTY ce orjiefa u u3Mehy JUpUreHTa u riecHor ancamoOua, Koju ce He
MOXE OCJIIOHHTH CaMO Ha 3BYK, HETO W Ha BH3yeIHE MHCTpyKuuje. Pan ca
aHcaM0JIOM Ha ITpojeKTy /lamap Tpajao je TOAMHY JaHa Ipe IPBOT U3Bohema, a
300T KOMITJIEKCHOCTH JIeJIa, 3aXTeBa KOHCTAHTHO 00pocasare 1 KOHIUIINOHH
pan, 10K ca Jpyre cTpaHe CBOjOM MPHUPOJIOM TEXKHU Ja CE MEmba.

2.4. UnTepakuuja uzmel)y 1upureHTa, KOMNO3uTOPa M IJIECHOT
CTPY4YHaKa

KibyuHu MoMeHaT MHTepakiyje je yrpaBo u3Mely oBa TpH CTpydmbaka
U3 pa3InYUTUX 00JACTH CTBApalallTBa, O]l Yhje KOMYHHUKAIM]e 3aBHCE CBU
nmapaMeTpu TOCTaBKe TpejcTaBe (HEHAa eCTeTCKa, ayJIWTHBHA M BU3YyelTHA
npupona). Beoma je BakHo ucrahu 1a, KOHKpeTHO y /lamapy, oBa TpHU
CTpy4maka Jiejie 3ajeTHUIKA OCHOBHHU TO3MB, a TO j€ TeIarorvja, mrTo ce
MCIOCTAaBUIIO Kao MPECYIHO BAXKHO Y MOCTABIH U J0JIACKY 710 KPajHbher LKJba.
[lemaromku mpUCTYII je€ Y OBOM CITy4ajy O MOCceOHOT 3Havyaja |3 pas3Jiora ImTo
jey nmuTamy pajl ca aMaTepcKuM aHcaMOlIuMa, Koju y ofipel)eHruM cermeHTuma
HOCU U onpeleHa orpaHuuema, Ma jeé y TOM Clydajy MoceOHO HEOIXOIHO
UCTHLAKE HYOCKO2 (hakmopa IPU TIOCTaBJbakby U3a30Ba U 3aaataka. M3 uctor
pasJora, JI0JaTHH W33a30BH y OBOM CIIy4ajy Cy C€ THIAIH U PACTOJIOKHBHUX
BPEMEHCKUX OKBHMpa y Kojuma je Omno Moryhe pagutu Ha cTBapamwy U
peanu3anuju nena.
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Crmuxka 11. Komnosurop Jamapa, Jamjan [leypuh u qupurent Xopa
,»Coma“, [lyma Jleypuh Kapranosuh / ®oto: bopuc Kouunm

Cnuka 12. Ctpyunu tuMm JJamapa: Tatjana ['pyjuh (kopeorpad), Hyma
Heypuh Kapranosuh (qupurent), Mua Muaunh (kopeorpad) nu Harama
Bpanemesuh (koctumorpad) / @oro: bopuc Kounr




2.5. UaTepakumja ancamoJia ca myoJuKoM

Kao mro je Beh HarmameHo, cBu wu3Bohaun KOMYHHUIIUPAjy
MelycoOHO Tipe Hero mTo ce oOpare MyONHIM M Ha Taj HAYUH MOCTECIICHO
yina3e y ayauTopujyM. Y OBOM Clydajy, KOMYHHKaIldja ca IyOJIMKOM HHUje
OaHanM30BaHa, 3aTO IITO OHA HHUje IWJb Hero ucxoxumTe. [lybmuka, nako
nobuja crke, He 0OMja YIyTCTBO 32 MYy3MUYKH J0XKHBJbaj, Beh ce aHMMUpa
KpO3 YMETHHYKY (hopMy, IPU Y€MY C€ OCTaBJba MPOCTOP 3a WHAMBHUIYATHO
TyMademhe W JIOKHUBJbA]. HacTynm je KOHIMNUpaH Tako Ja je HU3BOhauku
aHcaMOJs1 GU3MYKHM Yy MCTOM HHUBOY Ca ayJIUTOPHjyMOM, Kako OW ce Jiakiie
KpETao Kpo3 MPOCTOp, aJIH ¥ Ha Ta] HAYMH CUMOOIIMYHO MTPUKA3a0 MOBE3aHOCT
ca rnepanumteM. IlyGinka, mako HE y4yecTByje aKTHBHO y HaBeXOaHUM
Kopeorpad)CKUM JEJIOBUMA JIeJIa, YUYECTBY]j€ EHePreTCKH, U (PU3UYKH Ce Cliaja
ca ancambiom y oapehenuM (KJby4HHM) neioBuma mnepdopmanca. Ha oBaj
HauuH ce, n3Mehy ocTaior, myOJIMIY CYNTHITHO [TOCTaBJbajy MUTaba, OTHOCHO
TEME 3a pa3MUILJbAKE — y OBOM CIIy4ajy, MPETEKHO MOpajHe MPHPOJIE
(y3eBun y 003up Teme oOpal)eHe nmpojeKTom).

2.6. UaTepakumja nmyduke ca 3ajeJHUIIOM

Pannje je ucTakHyTO Aa j€ CyIMITHHA KOMYHHKAIHje ca IMyOJUKOM
MO3UB HA PEAKIIN]Y, Al HE HY>KHO U CaMO Y ayJUTOPH]yMY, HETO ca HaMepOM
Jla ce peaKiifja MPOJIOHTHpa U U3BaH HeEra, jep ce TexH Ja Tpaje. Jlocanamma
Mpakca je TMmokaszala jJa je MmyOiuKa Koja je MpHCYyCTBOBalia M3BOhemHMa
HacTaBuiIa Ja Mel)yCOOHO KOMYHHIIMPA HA TEMY HejleJbaMa HaKOH OJIrJIe/IaHe
mpeJicTaBe, ca moTpedoM Jia ce obpaTe KpeaTroprMa ¥ U3Bohauymma mpojeKTa.
Kao mTo je Beh HarmoMeHyTo, 11esI0KynaH nepGopMaHc Tpaje Mame 0OJ1 jeTHOT
carta, ajii ca UJbAHOM HaMEPOM J1a 0036arba IyTO.
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Crnuxka 13. /lamap, Xop ,,Coma“ u JJAHC ancam6s / ®oto: bopuc Kounm

3.3AK/bYYAK

Teme oOpaljene mnpojeKTOM, OJHOCHO MY3WYKO-CLIEHCKUM JIEJIOM
/Jlamap, NUPEKTHO JONPUHOCE OCBETJ/haBalkby TEXKIbU Ka CABPEMEHM]O] U
CBECHHJO] 3ajenHUIU. 300r creunuyHOr U3pa3a U Tema Koje je MpojeKaT
Jamap o6paano, MOXKe ce CBPCTaTH y caM BPX TPEHYTHOT YMETHUYKOT (hOoKyca
Ha TOM T10JbY Ha €BPOIICKO] M CBETCKO] KYJITYPHO] clieHH. Peanu3arijom oBor
MIPOjeKTa, OCTBAPEHU CYy MHOTH TUIAHUPAHU IUJbEBU, MOMYT:

a) 0CaBpEMEHUBAKE TPEHYTHE XOPCKE CIICHE;

0) nmonM3ame Karnamuurera y J0OMeHy KyJIType U YMETHOCTH;

11) MOJCTHIIAKE EMIIATH]E;

1) TIOAN3alke CBECTH O 3HAa4Ua]y pa3Boja OMIITUX MO3WTUBHHUX HAYEINa,
€) JONPUHOC Ha MOJbY ayJHO-BU3YEIHUX YMETHOCTH, Ca aKLIEHTOM
Ha HCTPXUBAYKH PaJ] U EKCIICPUMEHT;

¢) akTHBaIMja yuecHUKA U IyOJIMKe U MOACTUIakhE Ha pa3roBOp Ha
JPYIITBEHO OCETIHHBE TEME.

Kpo3 caBpemen MynTuauCIMIUIMHAPAH TPUCTYM (KOjU TIOpa3zyMeBa

aKIMOHE, TeJeCHe, BOKAJIHE W eKCIEpPUMEHTAJIHEe OOJIMKE YMETHHYKOT
CTBapajialliTBa), W3Bohauu Cy CTEKIM HOBE BEIITHHE W HAIArPaJuiid CBOje
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KOMIIETCHIIje y JOMEHY paja y KyITypH M H3BO)AYKUM CIICHCKUM
YMETHOCTHMA, JIOK je myOnuka moOuiia yBUJ y MOJIEpHE TOKOBE pasBoja
CIICHCKUX YMETHOCTH Y cBeTy. [IpojekTom oOpal)eHe, a moHEKIe yHusep3aine
TeMe, HeTBOCMHUCIICHO 1]y TPOCTOPA 3a Capa by M TOCTOBamka HAa PETHOHATHO)]
U CBETCKO]j CLIEHH, Kao U 3a pa3BUjame U 1ajby KOHPUrypauujy aena Jauap.
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Milena Srdi¢, Dunja Deuri¢ Kartalovi¢

DAMAR - A FUSION OF DIFFERENT ARTISTIC FORMS OF
EXPRESSION CENTRED AROUND A MAIN THEME

Summary

Project Damar (in Turkish: pulse, vein, strength, heartiness, life) represents
a piece of Choral theatre, a fusion of different artistic forms of expression, centred
around a main theme. The musical stage performance, with an original a cappella
music (specifically written for the project) written for the Mixed choir by the composer
Damjan Deuri¢, is inspired by the lives of seven people, focused on their deeds, as
well as similar fates of many others. The project is inwrought with both a traditional
and contemporary approach. Damar offers possible answers to many relevant,
socially-sensitive issues through an artistic vision and vocal-scenic expression, with
the intention to break barriers between the audience and the performers.
Key words: choir, stage movement, audience, interaction
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SLOVENACKO-SRPSKI KULTURNI, A NAROCITO
MUZICKI ODNOSI, NA PRIMERU/RELACIJI:
LJUBLJANA — NIS I OBRNUTO

Franc KriZnar
Retece, Skofja Loka, Slovenija
franc.kriznar@siol.net

SazZetak: Povod za ovu raspravu o slovenacko-srpskim kulturnim, a narocito o mu-
zickim odnosima, na primeru/relaciji izmedu Ljubljane u Sloveniji i Nisa u Srbiji
jesu ¢uvene Internacionalne horske svecanosti u Nisu: uloga Slovenaca na ovom
takmicenju; horovi, dirigenti i radovi, kompozicije (slovenackih) kompozitora i ujedno
povratne uloge srpskih izvodaca i autora u Sloveniji. U tom pravcu su i kao osnov
prethodno predstavljene muzicke i druge (istorijske) Cinjenice od pocetaka u Nisu
i Ljubljani, ali i u savremenom dobu sve do danas, u Ljubljani, Mariboru, Nisu itd.
Ovo istrazivanje ukazuje da je gostovanje slovenackih horova na ovom znacajnom,
sada ve¢ 1 medunarodnom takmicenju u NiSu, bilo neSto mnogo vise od obi¢nog.
Jos vise: ovo je doprinos ¢injenici da su nekad tradicionalni muzi¢ki odnosi izmedu
Srbije 1 Slovenije, jo§ iz vremena nekadaSnje zajednicke drzave Jugoslavije, 1 dalje
kontinuirani.

Kljuc¢ne reci: Internacionalne horske sve¢anosti, horovi, dirigenti, kompozitori, tak-
micenje.

UVOD

Navedeni odnosi bi¢e prikazani na primeru dva grada, jednog u Slo-
veniji (Ljubljana) i drugog u Srbiji (NiS), koji su inace nejednaki po velicini,
1 to zato §to u ovom radu Zelimo da skrenemo paznju kako na moguce raz-
like, tako 1 na sli¢nosti. Istovremeno, to su dva potpuno razliita nacionalna,
umetnicka i muzic¢ka podrucja, geografski odvojena jedno od drugog neko-
liko stotina kilometara, a istovremeno su nekoliko decenija ziveli zajedno u
jednoj te istoj (zajednickoj) drzavi (1918-1991) — Jugoslaviji, $to je davalo
znacaj svojevrsnog zajednickog (muzickog) epicentra. Sve ove godine delili
su i zajednicki glavni grad (Beograd), gde su se susretali putevi i jednih i
drugih, te se ujedno odatle vracali nazad: u Ljubljanu i u NiS. U tom pogledu
su Slovenci imali brojna umetnicka, i posebno muzicka imena, koja su dugo
godina obelezavala njihovo prisustvo u Srbiji (Davorin Jenko, Mihovil Logar,
Marjan Kozina, Zlatan Vauda i dr.), a takode su slovenacki pogledi na razvoj
dva znacCajna festivala u jugoisto¢noj Srbiji: Negotin 1 NiS, viSe nego ocCigled-
ni. Mokranjcevi dani (Negotin, od 1965) predstavljaju sve ove godine misiju
Sirenja 1 upoznavanja balkanskih i1 evropskih drzava sa srpskom muzickom
bastinom uopste, a jo§ posebno sa delima najveceg srpskog kompozitora i
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dirigenta Stevana Stojanovic¢a Mokranjca (1856—1914). Jugoslovenske horske
svecanosti (osnovane u Nisu, 1966; danas pod nazivom Internacionalne horske
svecanosti; bijenalni festival amaterskog horskog pevanja) predstavljaju jos i
danas vrlo realno ogledalo stanja i razvoja ne samo srpske ve¢ i evropske 1
svetske muzicke (re)produkcije. Izmedu ostalog je i zbog toga sve ovo vreme
toliki interes Slovenaca na razli¢itim nivoima 1 u razli¢itim vremenskim peri-
odima za oba spomenuta festivala bio razli¢it. Ovu opstu i uvodnu konstataci-
ju bi, najverovatnije, potvrdile takode detaljna analiza i statistika. Od uvodnih
teza do (moguce) sinteze pomenutog naslova, pokuSa¢emo da se zadrzimo
samo na literaturi 1 dokazima koji, na ovaj ili onaj nacin, to potvrduju ili
opovrgavaju u dostupnim oblicima i izvorima. Kao najstarija strucna usta-
nova svakako se izdvaja Univerzitet u Nisu (osnovan 1965), koji u okviru
Fakulteta umetnosti (osnovan 2002) ima i Departman za muzicku umetnost.

Ako smo ve¢ pomenuli jednog od najzasluznijih Srba, odnosno srpskog
kompozitora S. S. Mokranjca, dodajmo jo$ sledece ,klasike* srpskih imena:
Isidor Baji¢, Stanislav Binicki, Stevan Hristi¢, Petar Konjovi¢, Josit Marinkovi¢,
Miloje Milojevi¢, Kornelije Stankovi¢, Petar Stojanovi¢ i dr. Sa srpske strane,
oni 1 jo§ neki drugi uvek su pokazivali interesovanje 1 za slovenacku muzicku
scenu. Naime, 1 u Sloveniji imamo nekoliko muzic¢kih festivala ovakve vrste,
medu kojima su onima u Negotinu i NiSu po kvalitetu 1 internacionalnosti mozda
jos najblizi Mednarodni mladinski pevski festival u Celju (Medunarodni
omladinski pevacki festival; osnovan na nacionalnom nivou 1946, medunarodni
1 bijenalni od 1969), te Mednarodno zborovsko tekmovanje ,, Gallus “ u Mari-
boru (Medunarodno horsko takmicenje ,, Gallus “, bijenalno od 1992, od 2008.
svrstano u savez takmicenja za veliku nagradu Evrope).

Iz Srbije (Negotina i Nisa) u ovom muzickom, a posebno u muzicko-
pozorisnom 1 horskom pogledu, potrebno je ukazati na dve muzicki osobene
forme koje se, izmedu ostalog, ne pojavljuju u ostatku zapadnoevropskog
repertoara, pa ¢ak ni u Sloveniji. To su najpre davorije, vrsta kratkih horskih
pesama rodoljubivog karaktera. Posebno su bile na repertoaru u vreme
,budenja slovenskih naroda“ (oko 1848), a povezane su i sa Hrvatima*®, dok
je u Srbiji u doba romantizma i budenja nacionalne svesti bila popularna
sli¢na vrsta rodoljubivih pesama — budnice. A drugo su rukoveti, koje je S. S.
Mokranjac nazivao vencem horskih rapsodija.’’

36 Re¢ je o svojevrsnoj masovnoj pesmi, koja je vrlo brzo prihvaéena i od izvodaca-pevaca i kod
publike, a bila je najpopularnija za vreme i posle ilirskog pokreta za kulturno ujedinjenje Juznih Slovena
(1835-1848). Osim toga, davorije su povezane sa Davorinom Jenkom (1835-1914), koji je bio jedan od
njihovih glavnih pokretaca, autor i dr.

37 Srpski kompozitor i horovoda (1856—1914) nazivao ih je rukovetima, za razliku od srodnih horskih
svita. Formalno i sadrzajno-poetski rukoveti predstavljaju homogenu celinu. Njihova muzicka grada
najcesce je uzeta iz folklora, Cesto samo kao inspiracija autora u samoj kompoziciji ove vrste. Sam
Mokranjac u svom opusu ima 15 ovakvih radova (16. je, medutim, tek zapoceta kompozicija koja je kao
neke sli¢ne vrste ostala u Mokranj¢evom opusu kao fragmentarni zapis). Ovom kompozitorskom zanru
pripadaju i Mokranjéevi Primorski napevi.

Oba znacajna kompozitora i dirigenta — Davorin Jenko i Stevan St. Mokranjac vezani su posebnim
odnosom. Iako su bas Jenko i Mokranjac pripadali razli¢itim generacijama, obojica su skoro Cetiri de-
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1. IZMEDPU LJUBLJANE I NISA

Ljubljana je glavni i najve¢i slovenacki grad. Moglo bi se cak
rec¢i: Ljubljana je Slovenija (u malom), jer je kulturni, obrazovni, privredni,
politicki 1 administrativni centar zemlje. Do 1991. godine bila je glavni grad
nekadasnje Republike Slovenije, a posle 1991. (samostalne) drzave. Grad
je izaSao iz rimske Emone, a kao Ljubljana prvi put je spomenut u prvoj
polovini 12. veka. Emona se nalazila na sredini trgovackih puteva izmedu
severnog Jadranskog mora, a istorijski gledano, bila je glavni grad nekadasnje
Kranjske; jednog od delova Habsburske monarhije naseljenih slovenackim
stanovniS§tvom. Od srednjeg veka do sloma Austrougarske 1918. godine
grad je bio pod habsburSkom vlasc¢u; a kasnije u Kraljevini Srba, Hrvata 1
Slovenaca, te (prvoj) Kraljevini Jugoslaviji do 1941. Nakon Drugog svetskog
rata, Ljubljana je postala u (drugoj) Jugoslaviji glavni grad Socijalisticke
Republike Slovenije, deo SocijalistiCke Federativne Republike Jugoslavije.
Ovaj status zadrzala je do osamostaljenja Slovenije 1991. g. i1 tako postala
glavni grad novonastale drzave.

Shodno tome, u Ljubljani se razvijala kultura, a posebno muzi¢ka umet-
nost, pedagogija i nauka, dakle u svim njenim manifestacijama stvaralastva:
stvaralackoj (autorskoj) 1 izvodackoj, vokalnoj, instrumentalnoj i vokalno-in-
strumentalnoj, u narodnoj muzici, folkloru i plesu, ozbiljnoj ili umetnickoj 1
zabavnoj muzici, u crkvenoj i1 svetovnoj sferi, u umetnickom, pedagoskom i
nau¢nom pogledu, ¢esto, i u brojnim slucajevima, i u zavisnosti od ekonomske
situacije 1 materijalnog stanja celokupnog drustva.

NiS je treci po veli¢ini grad u Republici Srbiji, posle Beograda i Novog
Sada, te je administrativni centar NiSavskog okruga. Nalazi se u jugoisto¢nom
delu drzave, u dolini-kotlini reke NiSave. Ni$ takode vuce svoje poreklo iz an-
tickog doba, iz vremena rimskog carstva i Konstantina Velikog. Svoju ulogu
razvio je jo$ u istoriji Vizantijskog carstva. Od tada se Ni§ ponosi kao carski
grad. Nakon nesto vise od 400 godina osmanske (od 1448), tj. turske vlasti, grad
je osloboden 1878. godine 1 postaje deo Knezevine/Kraljevine Srbije. Pripadao
je nezavisnoj Srbiji, u sastavu (prve i1 druge) Jugoslavije, a danas je NiS jedan
od najznacajnijih privrednih centara u Srbiji sa medunarodnim aerodromom,
od 1991. godine, kao deo samostalne Republike Srbije. Nis je 2013. godine bio
domacin proslave 1700. godi$njice Konstantinovog Milanskog edikta.*®

cenije bili istovremeno aktivni u srpskoj kulturi. Bio je to veoma dinamican i plodan period, obelezen
istorijskim 1 politickim nemirima i intenzivnim procesima traganja za srpskim nacionalnim i kulturnim
identitetom. Njihov pojedinacni i zajednicki odnos u kontekstu diskursa nacionalizma bio je jo$ posebno
istaknut u okviru istorije Beogradskog pevackog drustva i Narodnoga pozorista (u Beogradu; u: Jenus,
Gregor i Franc Kriznar /ur./. 2015. Davorin Jenko /1835-1914)/, Ljubljana: Arhiv Republike Slovenije).

38 Edikt o verskoj toleranciji (= sluzbeni proglas, dekret, posebno crkveni) iz feb. 313. n. e. dogovor je
o dobronamernom postupanju sa hris¢anima unutar Rimskoga carstva. Ediktom hri$¢ani u Rimskom
carstvu izjednaceni su sa pripadnicima drugih religija. Za potonje je to znacilo slobodu verovanja i,
posledi¢no, prekid progona. To je ujedno i drugi edikt o toleranciji posle onoga iz Serdike (311; staro
ime za Sofiju, glavni grad susedne Bugarske).
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2. POCECI ...

U NiSu je muzicki Zivot najizrazeniji u horskim nastupima, koncertima
instrumentalnih ansambala i u muzic¢ko-scenskim predstavama. Do tada su iz-
vodaci bili uglavnom mestani, amateri i ljubitelji poreklom iz ¢eSke imigraci-
je. Vec¢ina ovakvih muzickih dogadaja odvijala se prilikom razlicitih prazni-
ka, godisnjica i drustvenih svecanosti. Njihova specijalnost su bile zabave sa
nastupima horova 1 orkestara, uz ukljuene recitacije i pozoriSne predstave.
Repertoar horskih drustava bio je sastavljen najviSe iz radova srpskih i dru-
gih juznoslovenskih kompozitora, horova ruskih muzickih stvaralaca (D. S.
Borotnjanski) 1 dr. Medu pevackim grupama-horovima najvise su se isticali
Sloga (1878) 1 Branko (1887, imali su i svoj orkestar, kojeg je osnovao i1 kao
prvi vodio Ceh Bogomil Svoboda), Konstantin (1892), Abrasevié, koji je iz-
vodio 1 kompozicije amaterskog muzic¢ara Milutina Tati¢a, a posebno se umet-
nicki razvio pod rukovodstvom J. Vinse (1899-1901), zatim Kornelije (1905;
sastavljen od pevaca nekadasnjeg Streljackog pevackog drustva), Sindelic,
koji je nastupao za radni¢ku publiku, jevrejsko pevacko drustvo David i dr.
Muzicki zivot tadasnjeg Nisa upotpunjavali su jos 1 umetnici kao npr. Velimir
Dozela (1912), orkestar koji je vodio Milivoje Pokorni, i vojnicki orkestar koji
je pored redovnih duznosti, u¢estvovao i u pozoristu u predstavama ,,komada
sa pevanjem™ (D. Jenko, Seoska lola,; Jovancini svatovi, Zona Zamfirova i dr.).
U godinama izmedu 1900. i 1915. niSko pozoriste Sindeli¢ izvodi 1 operete
(vodvilj* Mamzelle Nitouche, kompozitora Ervea Ronzea/Ronzea Florimona;
Ridokosa, Pticar Karla Celera; Maskota Edmona Odrana; Lutka i1 dr.). De-
vedesetih godina 19. veka u NiSu gostuju pevacka drustva Davorje (1889) i
Kornelije, beogradski Obili¢, zagrebacki Balkan (1911) 1 Lisinski.

[zmedu dva rata jos su funkcionisali pomenuti horovi, ali se pojavljuju
1 novi: Abrasevi¢, Kornelije (1924; imali su 1 gudacki orkestar), Obrtnicko
pevacko drustvo (horovode Svestka i Aleksa Kosti¢), Branko, Konstantin, Zvezda,
Uciteljski pevacki hor ,, Viadimir Dordevic“, Mesoviti hor sreza/okruga (1933);
zenski horovi: Kneginja Ljubica (1935-1940), Kosovka devojka i Zenska
podruznica. Koncerte u NiSu organizovali su i hor i orkestar muske 1 zenske
gimnazije (horovode M. Tati¢, Milivoj Pokorni i dr.). Svi ti (muzicki) kvalite-
ti 1 raznovrsnost doveli su do pokusaja da se u Nisu 1924, u okviru drustva
Kornelije, osnuje muzicka Skola. U NiSu su u ono vreme delovala ¢ak dva
vojnic¢ka, duvacka orkestra: Orkestar Konjicke divizije predvodio je kapel-
nik Svestka, a Orkestar Moravske divizije Hugo Riedl. Isti je organizovao i
prvi simfonijski koncert u Nisu. Promenadne koncerte dirigovao je Dragoljub
Zivanovi¢. Muzi¢kom Zivotu u Ni$u doprinosili su jo§ Poviaséeno gradsko
pozoriste, nastalo spajanjem pozorista Sindeli¢ 1 Gunduli¢, posebno od 1928.
godine, kada im se prikljucila dramsko-operetska ku¢a Branka Pordevica i

39 Pozori¥ni Zanr raznovrsne zabave, roden u Francuskoj krajem 19. veka. Vodvilj je prvobitno bio ko-
medija bez psiholoskih ili moralnih namera, zasnovana na komic¢noj situaciji: dramska kompozicija ili
lagana poezija, prozeta pesmama i baletima.
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Dragutina Levaka. Pozoriste je jedno vreme nosilo i naziv Pozoriste Moravske
banovine. Dirigenti malog kamernog orkestra, koji je svirao na predstavama
,komada sa pevanjem*, bili su Slovenac Gustav Kocijan (1903-1968) i Ceh
Jaroslav Jerko Pleciti. Obojica su komponovala i muziku za takva dela. [zmedu
ostalog su na repertoaru bili i muzicko-scenski radovi, operete Vracara D. Jen-
ka, Mamzelle Nitouche F. Ervea, Jesenski manevri, Kneginja cardasa 1. Kal-
mana i dr. Ni§ je u to vreme jo$ nekako bio vezan za muzic¢ki Zivot u Beogradu
redovnim gostovanjem: 1924. u Nisu je gostovao Akademski hor Obili¢, 1925.
Beogradska opera, 1931. Beogradsko pevacko drustvo i dr.

Posle 1945. godine u NiSu je cvetao kulturno-umetnicki Zivot. Prvo
je obnovljen rad KUD-a Abrasevi¢. Godine 1948. sacinjavali su ga orkestar,
sastavljen od vojnih muzicara i amatera, zatim Konstantin, tadau okviru KUD-a
., Stanko Paunovi¢“ sa velikim, masovnim horom i duvackim orkestrom. Na
njihovim priredbama nastupali su i1 KUD ,, Svetozar Markovi¢ “, Hor 1 orkestar
Narodnog fronta, Gradski hor (1955), te Hor u¢enika Muzicke skole ,, Dr Vojislav
Vuckovi¢“ (1969), kao 1 Hor ,, Veljko Viahovi¢“. Umetnicka dostignucéa svih
navedenih su visoko ocenjena u zemlji i inostranstvu. Od 1948. godine
pocinje da funkcioniSe Hor Radio Nisa, pod rukovodstvom ruskog emigranta
Stevana (Stepana) Guscina, a njihov narodni orkestar, pod dirigentskom
palicom Stojana Andri¢a, prerasta u simfonijski orkestar. Prvi koncert imao
je 1952. godine. Kasnije je prosiren i prikljuéen Narodnom pozoristu, a posle
toga pod dirigentom 1 kompozitorom Ilijom Marinkovi¢em prerasta u Nisku
filharmoniju. Godine 1950. osnovan je duvacki orkestar Narodne milicije sa
dirigentom Savom Petkovi¢em. Najistaknutija muzicka li¢nost onog vremena
1 mesta bio je dirigent i kompozitor Stojan Andri¢ (1912—-1980). Bio je tvorac
muzic¢kog zivota u NiSu: prvi direktor Muzicke Skole, osnivac 1 prvi dirigent
Niskog simfonijskog orkestra, naCelnik muzickog odeljenja Radio Nisa,
dirigent Opere u NiSu, hora Abrasevi¢, Gradskog kamernog hora, pedagog
u Gimnaziji ,,Stevan Sremac* 1 dr.; van NiSa je 1 profesor na Pedagoskoj
akademijiu Aleksincuiosniva¢ Muzicke skole ,, Stanislav Binicki “u Leskovcu.
Bio je dobitnik 3. nagrade na konkursu Radio Beograda za kompozicije Za
plan (1948) 1 Oslobodenje (1959).

Muzic¢ka skola je osnovana u Nisu 1948. godine, a ve¢ 1962—-1975. u
njoj je radilo i odeljenje Muzicke akademije iz Beograda. Ziva muzi¢ka ak-
tivnost od 1950. godine odvija se u okviru Drustva prijatelja muzike (kasni-
je Muzicka omladina), Radnickog univerziteta (od 1966. Centar za kulturu),
koji organizuju koncerte sa komentarima, takode i u radnim organizacijama.
Najvazniji centar muzickog zivota u NiSu u ovo vreme je Narodno pozoriste.
0Od 1953. godine njegov muzicki deo ima profesionalni hor i orkestar, a 1954.
koncertno je izveo Verdijevu operu Travijata. Redovne predstave su na pro-
gramu od 1955. godine, sa standardnim muzic¢ko-scenskim programom. U
glavnim ulogama afirmisSu se domaci, ali 1 strani, gostujuci pevaci i pevacice,
solisti 1 solistkinje, dirigenti, reditelji i dr.
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Posebno mesto u (muzi¢kom) razvoju Nisa i okoline imaju slove-
nacki muzidari: Marina Sebenik Jevtovié (rod. 1957), Gustav Kocijan, Ru-
dolf Kodela (1908-1981), Aleksandar Kodela (1933—1984), Rudolf Kodela
ml. (1935), Slobodan Kodela (1964), Jelena (Helena) Cankar Kosti¢ (1927),
Milenija Kosti¢ (1936), Stefanija (Ivona) Kriznik (1913-2004), Srecko Strah
(1944) 1 dr. (Kodela, Stojanovi¢ 1 Cvetkovi¢, 2006).

U Ljubljani, odnosno u Sloveniji, muzika se pojavila ve¢ pre 60.000
godina. Dokaz za to je frula (golenjaca) iz Divjih baba. To jo$ nije dokaz o
umetni¢koj muzici. O njoj mozemo govoriti manje od 500 godina unazad,
kad se pojavljuju prvi Stampani tekstovi i note u Trubarovom Katekizmu.*
Znacajan udeo kao kompozitori imali su izvodaci, istaknuti Slovenci, medu
njima npr. Jurij Slatkonja (1456—1522). On je medu prvima napustio otadZbinu.
Smatrao se covekom velikog formata. Kranjac, koji je bio prvi becki biskup
na prelazu iz srednjeg u novi vek, jedan je od onih kojima se Slovenci mogu
tamo i uspeo, umro, te i sahranjen u stolnoj Crkvi Sv. Stefana, sve je vreme
odrzavao bliske kontakte sa zavicajem. Secanje na njega joS uvek postoji:
danas isti grb krasi novoosnovanu biskupiju Novo mesto (od 2006), njegovo
ime nosi Konservatorij za muziku ,,J. Slatkonje “, koji deluje u okviru Zavoda
,, Friderik Irenej Baraga“ u Novom Mestu. Po njemu se naziva nagrada za
novu liturgijsku muziku, koju od 2000. godine dodeljuje Becka nadbiskupija.
Jedan od brojnih Slatkonjinih ,,trajnih tragova® je pogotovo cuveni Hor beckih
decaka/Wiener Sdingerknaben. U Novom Mestu su (2022. godine, uz 500.
godiSnjicu njegove smrti) izdali knjiZicu o J. Slatkonji, koju je uredio dr Janez
Gril. I Jakobus Galus (Jacobus Gallus Carniolus, 1550—1591) napustio je svoju
domovinu 1 u svetu ostvario svoje stvaralastvo. Tako su Galusovi madrigali,
mise 1 moteti presli lokalne granice i postali vlasnistvo celokupnog evropskog
prostora: u Becu, Olomoucu i Pragu Galus se umetnicki razvija, oslobada svoju
stvaralacku snagu 1 postaje li¢nost evropskog muzi¢kog formata. Pocetkom
18. veka, izmedu 1700. 1 1701. godine, u Ljubljani je osnovana Academia
Philharmonicorum (AP), najznacajniji faktor u Sirenju muzickog baroka u
Sloveniji. Izmedu ostalog je uticala ¢ak 1 na stilsku orijentaciju slovenacke
narodne muzike i crkvenih pesmarica na pocetku druge polovine 18. veka.
AP je bila takode 1 prva ustanova ove vrste van romanskog i anglosaksonskog
prostora. Od kompozitora visoke i kasnobarokne orijentacije pomenimo bar
Janeza Krstnika Dolara (1620-1673). U povlac¢enju baroka i pojavi prvih novih
stilskih tendencija u crkvenoj i svetovnoj muzici, kao prvi javlja se kompozitor
1 pedagog Jakob FranciSek Zupan (1734-1810), rodom iz Kamnika. Poznata
je njegova prva slovenacka (barokna) opera Belin (Stampana 1780-82) na
libreto Janeza Damascena Deva. Do 2008. godine smatrana je izgubljenim
radom. Tada ju je pronaSao Milko Bizjak, izveo i izdao u Stampi i diskografiji.
Godine 1769. prestala je sa radom ljubljanska AP. Preovladao je klasicizam.

%0 primoz Trubar (1506—1586), prva slovenacka Stampana knjiga, 1550.
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Uz pomo¢ nemackih (muzickih) pozoriSta najpre se afirmisao u svetovnoj
muzici. Najve¢i uspeh ove vrste je scenska muzika za komediju Antona
Tomaza Linharta 7a veseli dan ali Maticek se Zeni / Taj veseo dan ili Maticek
se Zeni, sa naslovom Figaro (1790) Janeza Krstnika Novaka (1756—1833).
Nastavak pozitivnih etapa razvoja bilo je osnivanje Filharmonicne druzbe
(FD; 1794) sa novoosnovanim DezZelnim gledaliscem / Zemaljskim pozoristem
(1892). Sa delima kompozitora Gustava Maseka, FranCeska Polinija, Jurija
Miheveca, Juraja BeneSa, Matije Babnika i dr. nastavila se evropeizacija
slovenacke muzike krajem 18. i pocetkom 19. veka. Uz klicu muzickog
romantizma — izvodenjem Betovenove Seste simfonije — , Pastoralne*
(1818), ve¢ su i u Ljubljani nagovestene stilske promene i ideoloski kontrasti.
Doneli su ih kompozitori Alojz Ipavec, Gregor Rihar, Blaz Poto¢nik, Luka
Dolinar i dr. U nastavku ovih elementarnih nastojanja Slovenaca za svesnom
nacionalnom orijentacijom najvaznije su bile besede.*' Nastavak u tom pravcu
podstakao je nastanak razli¢itih (muzickih) organizacionih oblika, uticao na
veci broj izvodenja 1 stvaralastvo: opere, operete, balete, ... Izdvajaju se
Jurij FleiSman, Miroslav Vilhar, Benjamin i Gustav Ipavec, Kamilo Masek
1 kompozitori (slovenackog) crkvenog kruga. Ve¢ u revolucionarnoj godini
1848, ,,godini budenja malih evropskih naroda®“, pojavljuju se citaonice®,
koje su nastavile ve¢ zapocetu ulogu béseda. Pojavile su se Sirom Slovenije.
Najaktivnija je bila ljubljanska ¢itaonica. Medu kompozitorima tog razvojnog
perioda vredi pomenuti opus Ceha Antona Foerstera sa njegovom operetom
— prvom slovenackom operom Gorenjski slavcek / Gorenjski slavuj (1872),
Frana Gerbica 1 osnivanje Glasbene matice / Muzicke matice (GM; 1872),
prvo u Ljubljani, a onda jos i drugde po Sloveniji. U pokuSaju reformisanja
slovenacke crkvene muzike, osnovano je Cecilijansko drustvo u Ljubljani
(1877), a potom i drugde. Najznacajniji slovenacki kompozitori tog crkvenog
kruga bili su: fratar Hugolin Satner, Josip Lavtizar, Ignacij Hladnik i dr. U
crkvena dela uneti su slovenacki nacionalni muzicki elementi. Od svetovnih
kompozitora romantiCarskih generacija javljaju se i preuzimaju vodece uloge:
Davorin Jenko, Anton Hajdrih, Jakob Aljaz, Viktor Parma, Oskar Dev, Josip
Pav¢ic¢, Vinko Vodopivec, Fran Serafin Vilhar i dr. U to vreme slovenacki
muzicki romantizam jo§ nije bio ravan evropskom, ali je sa nacionalnog
aspekta uspostavio jedinstvenu slovenacku muzicku kulturu, koja je ujedno
ve¢ omogucila povratak u evropske okvire. To je ponajviSe uzrokovano novim
razvojnim elementima, koji su u slovenackoj muzici zauzeli najpre glavnu
ulogu ljubljanske GM sa njezinim vodom Matejem Hubadom. Godine 1908.
osnovana je Slovenska/Slovenacka filharmonija (SF). U godinama 1892—-1913.
slovenacka Opera predstavila je gotovo ¢itav repertoar, koji je u to vreme
bio uobicajen u drugim evropskim operskim pozoristima. U slovenackim

4 Nekadasnja drustvena priredba sa poucnim ili zabavnim programom.

2y drugoj polovini 19. veka je citalnica znacila narodnokulturno drustvo, zapravo klub (kruzok) za
unapredivanje literarnog Citanja.

118



muzickim revijama Crkveni glasbenik/muzicar, Glasbena/Muzicka zora, Novi
akordi (NA), Sveta Cecilija 1 dr. pisali su: Gregor Gojmir Krek, Stanko Premrl,
Franc Kimovec, Emil Adami¢, Anton Lajovic i dr. Tako su se i muzicka
esejistika 1 publicistika, kritika 1 muzikologija kao samostalne nauke u tom
razdoblju pocele dobro razvijati. Jo§ znacajniji bio je rad novoromanticke i
impresionisticke umetnicke orijentacije. Obavili su ga: Risto Savin (= Friderik
Sirca), Josip Ipavec, Anton Lajovic, Janko Ravnik i dr. Tako se slovenacka
muzika na kraju 19. i na pocetku 20. veka opet vratila zbivanjima evropske
muzicke umetnosti. Nastupom i razvojem modernih stilskih pravaca, razvoj
slovenacke muzike usao je u 20. vek. Takode su za njega znacajni 1 produkcija
1 reprodukcija. U Sarolikoj grupi kompozitora poput Vasilija Mirka, Srecka
Kumara, Brede S¢ek i dr., moderne pravce je pokrenuo mesovitim horom (a
cappella) Trenotek/Trenutak, na tekst Josipa Murna Aleksandrova, Marij Kogoj
(1892-1956), kad je 1914. godine u poslednjoj godini NA4 taj hor publikovan
u Stampi. Posto je sa Kogojem u slovenackoj muzici poceo ekspresionizam,
vrhunac je dostigao njegovom operom Crne maske / Crne maske (1924-27).
S njim je slovenacka muzika nadmasila tadasnji evropski muzicki kvalitet.
Posle Kogoja tu su jo§: Matija Bravnidar, Lucijan Marija Skerjanc, Slavko
Osterc, ali i Danilo Svara, Blaz Arni¢, Marjan Kozina i dr. Za njima je grupa
kompozitora koja se ve¢ odlucno usmerila prema novim stilskim idejama.
Bila je nosilac razvojnih karakteristika druge slovenacke moderne generacije:
Pavel Sivic, Marijan Lipovsek, Franc Sturm, Karol Pahor, Peter Lipar, Makso
Prinik, Janez Kuhar, Primoz Ramovs; neposredno pred Drugi svetski rat jos i
Ubald Vrabec, Janko Gregorc, Slavko Mihel¢ic i dr.

3. ... USAVREMENOSTI DO DANAS

U Ljubljani (Sloveniji) se postromantizam nastavio ,klasicima“
slovenackog soc-realizma: Radovan Gobec, Rado Simoniti, Bojan Adami¢
1 dr. Nakon Drugog svetskog rata ve¢ slede predstavnici treCe moderne
generacije: Vilko Ukmar, Aleksander Lajovic, Zvonimir Cigli¢, Uro§ Krek,
Vladimir Lovec 1 dr. Ka novim i najnovijim videnjima usmeravaju se najmladi
kompozitori — predstavnici ¢etvrte moderne generacije: Pavle Merku, Jakob
Jez, Milan Stibilj, Samo Vremsak, Stefan Mauri, Ivo Petrié, Alojz Srebotnjak,
Dane Skerl, Igor Stuhec, Darijan Bozi¢, Igor Dekleva, Vinko Globokar,
Janez Gregorc, BoZidar Kos, Lojze Lebi¢, Pavel Mihel¢i¢, Alojz Ajdi¢ 1 dr.
Problemi individualnosti, nacionalnosti i univerzalnosti aktuelni su i znacajni
u novim orijentacijama slovenackih kompozitora. Medu njih su, u okviru
postmodernistickih stilskih tokova, u postindustrijsko drustvo i slovenacku
muziku krajem 20. veka ve¢ stupili predstavnici tzv. pete generacije (stariji,
srednji 1 mladi): Marijan Gabrijel¢i¢, Avgust Ipavec, Uro§ Lajovic, Janko
Jezovsek, Vladimir Hrovat, Tomaz Habe, Maksimilijan Fegus, Jani Golob,
Maksimilijan Strménik, Peter Kopac i dr.; mladu, postmodernisti¢ku, srednju
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generaciju danaSnjih slovenackih muzickih stvaralaca, koji sada imaju od
50 do 70 godina (pa i vise) predstavljaju stvaraoci tzv. Seste generacije:
Marjan Sijanec, Aldo Kumar, Uro§ Rojko, Bor Turel, Tomaz Svete, Brina
JeZ Brezavscek, Marko Mihevc 1 dr. Rodenima nakon 1960. pridruZili su se 1
najmladi: Andrej Mison, Mitja Rajhenberg, Peter Savli, Nenad Fir§t, Damijan
Mocnik, Larisa Vrhunc, Urska Pompe 1 dr.; pa jos$ mladi: Vitja Avsec, DuSan
Bavdek, Ambroz Copi, Ziga Stani¢, Rok Golob, Vito Zuraj, Nana Forte,
Nina Senk, Nejc Becan, Dominik Jaksi¢, Timotej Kosovine, Ernest Mikli¢ 1
dr. Ali tu su jo§S kompozitori ,,lak§e muze*: Mario Rijavec, Urban Koder, Ati
Sos, Mojmir Sepe, Borut Lesjak, Jure Robeznik, Joze Privsek, Deco Zgur,
Tone JanSa, Andrej Arnol, Lado Jaksa, Jerko Novak, Slavko Avsenik (ml.),
Emil Spruk, Alojz Krajnc¢an, Milko Lazar, Mitja Vrhovnik Smrekar, Dominik
Krajn¢an, Andrej Gori€ar 1 dr. Medu predstavnicima tzv. narodne zabavne
muzike tu su jos: Slavko Avsenik i Vilko Ovsenik, Boris Kovacic, Hanzi Artac,
Lojze Slak i dr. Slovenac¢ku muziku 20. i 21. veka predstavljaju i Big Band
RTV Slovenija 1 dirigenti: Bojan Adamig¢, JoZze PrivSek, Petar Ugrin, Tomaz
Grintal, Lojze Krajn¢an, Patrik Greblo, Lenart Kreci¢ i dr., ansambl brace
Avsenik 1 Fantje s Praprotna / Momci iz Praprotna sa Triom Lojzeta Slaka
(Ansambal Slak), obe opersko-baletske ku¢e — SNG u Ljubljani sa Markom
Hribernikom 1 u Mariboru sa Simonom Kre¢i¢em, te oba glavna drzavna
simfonijska orkestra — SF' 1 Simfoniki RTV Slovenija, 1 muzika Slovenacke
policije, te Orkestar Slovenacke vojske, 1 jedini slovenacki profesionalni
vokalni ansambl — Hor SF.

Tu je jo§ Maribor. U poslednje vreme to je medunarodno horsko tak-
micenje ,, Gallus — Maribor “, koje je prvi put odrzano 1992. godine, zajedno
sa 12. drzavnim horskim takmicenjem Nasa pesem / Nasa pesma. Od tada se
odrzava svake dve godine (bijenalno); izuzetak ¢ine (dva) uzastopna dogada-
ja 2008. 1 2009. godine. Sada se smenjuje sa Nasom pesmom. Do sada su
zabelezena dva gostovanja srpskih horova u Mariboru: 2006. godine na 8.
medunarodnom horskom takmicenju Maribor 2006. takmicio se Mesoviti hor
,,Svetozar Markovi¢* iz Novog Sada, kojeg je vodio Bozidar Crnjanski, a
2011. na istom takmi¢enju Maribor 2011 takmicio se Zenski hor Studentskog
kulturnog centra Nis, predvoden Zoranom Stanisavljevicem.*

Od festivala su u NiSu najpoznatije (od 1965) Jugoslovenske horske
svecanosti, na kojima se okupljaju i sastaju pevacki horovi iz €itave (nekadasnje
zajednicke) drzave 1 inostranstva. Godine 1975. osnovane su jo§ Oktobarske
(Niske) muzicke svecanosti, posvecene oslobodenju Nisa. U gradu je 1958. prvi put
organizovan Festival amaterskih muzickih delatnosti, 1963. godine VII republicki
festival osnovnih muzickih skola, a od 1969. jo§ Susreti pionirskih horova uze
Srbije. Vecinu ovih (medunarodnih) muzic¢kih manifestacija obelezava ucesce
stranaca, $to niSku muzicku (re)produkciju Citavo vreme internacionalizuje. Povrh

BInf. Javni sklad RS za kulturne dejavnosti; v: elektronsko pismo Tise Merhar autoru, 8. 6. 2022 (orig.
¢uva autor).
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svih ovih manifestacija svojevrsna je kantata Niski epitaf: tekst — zapisi logoraSa
B. Miljkovi¢a, muzika D. Kosti¢ (prva izvedba 4. 7. 1980. u Nisu).

Prema dostupnim podacima na ovim ¢uvenim festivalima u Nisu
ucestvovali su 1 neki ugledni slovenacki (amaterski) horovi: MeP APZ |, T.
Tomsica* Ljubljana (1970, 1974), MeP Komorni hor AVE (2006), MeP APZ
., B. Kraighera‘ Maribor, MePZ Consortium musicum, Ljubljana, MeP APZ
, F. Preseren“ Kranj, MePZ ,, Obala“ Koper, MoZ ,,S. Kosovel“ Ajdovsci-
na, MoPZ ,,S. Klavora“ Maribor 1 dr.; medu pratiocima nalazimo pijaniste i
korepetitore (instrumentalne i vokalne) soliste, Simfonijski orkestar RTV Slo-
venija 1 dr. Ve¢inu programa predstavljala je (horska) muzika a cappella, i to
mesoviti horovi. Od slovenackih kompozitora koji su stvarali horsku muziku
u Nisu su najvise puta izvodeni radovi — Emila Adamica (1877-1936; 4 hora),
Jakoba Petelina Galusa (1550-1591; 13), Radovana Gobeca (1909-1995; 5),
UroSa Kreka (1922-2008; 7), Lojzeta Lebica (r. 1934; 7), Ubalda Vrabeca
(1905-1992; Bilecanka) i dr. Medu dirigentima i umetnickim vodama do sada
su u Nisu iz slovenackih redova gostovali (sa slovenackim 1 drugim) horovi-
ma: /dr/ Mirko Cuderman, Joze Fiirst, Bojan Goric, Joze Gregorc, Jernej Hab-
jani¢, Andraz Hauptman, /mag./ Stane Jurgec, Anton Kolar, Klavdij Koloini,
Marko Munih, /dr/ Mirko Slosar i dr. Do sada spomenuta analitika 1 statistika
pokazuje joS i da je bilo (od pocetka pa sve do 2010) izvedeno oko 33 hora
slovenackih autora, kompozitora (Kosti¢, 2010).

Slika 1. Horovoda i dirigent Marko Munih (1936-2024; foto T. Pinter, 2002).
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Slika 2. APZ ,,Toneta Tomsic¢a“ iz Ljubljane (osnovana 1926) prvi put u Nisu
na JHS sa M. Munihom (1971; v. Pro musica 1970, str. 41).

4. NAJNOVIJI KONTAKTI (nakon 1991)

Sagledavaju¢i odrzavanje Internacionalnih horskih svecanosti u Nisu,
moze se uvideti njihova isklju¢iva medunarodnost, $to je jasno ve¢ samim
pogledom na programe ove manifestacije. Kao primer mozZe se navesti nastup
Hora ,,F. Preseren” iz Skoplja (Severna Makedonija), sa dirigentom Tomisla-
vom Sopovim i pijanistom Andreom Naumovim, koji je obuhvatio raznovrstan
evropski repertoar, ukljucujuéi dela slovenackih, srpskih i makedonskih auto-
ra (J. Galus, J. S. Bah, K. Masek, Z. Prelovec, D. Maksimovi¢, A. Naumov i
T. Prokopjev).*

Na udaljenosti od oko 150 km severoistocno od Nisa, u Timockoj
krajini na krajnjem istoku Srbije, na granici sa Bugarskom i Rumunijom,
nalazi se Negotin. Tamo je roden joS jedan od velikana srpske muzike —
Stevan Stojanovi¢ Mokranjac, kompozitor pretezno vokalne muzike, muzike
za horove, a koji ponajviSe privlaci svojim rukovetima,* inace najznacajnija
muzicka licnost srpske muzike 19. veka. Ve¢ od 1892. Negotin je imao pevacko
drustvo Hajduk Veljko. Pevali su na samostalnim koncertima, besedama,
prijateljskim vecernjim okupljanjima, druzenjima i zabavama. Pored S. S.
Mokranjca horom su dirigovali i B. Svoboda, F. Brunetti, K. Matejka, J. VinSa

4 Up. Niski kulturni centar, Ni§ za 27. medunarodne horske svecanosti, koncert 6. 7. 2018 (5-8. 7. 2018;
https://www.nkc.rs/index.php. Preuzeto 28. 2. 2022).

%5 1de za 15 muskih i meSovitih horova, za soliste, a cappella, sa pratnjom klavira, ..., za horske vencice,
rapsodije sa obradama narodnih pesama (i plesova) u njihovom melosu/napevu.
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1 dr. Na njihovom repertoaru bili su sorovi srpskih muzickih klasika, a najvise
upravo MokranjCeve rukoveti. Mokranjac je, naime, u Negotinu 1 odrastao
(jo$ 1u Zajecaru i Beogradu). Hor Hajduk Veljko bio je obnovljen posle Prvog
svetskog rata (1920) sa horovodom BoSkom Holasemom. Godine 1930. se
udruzio sa novoosnovanim Sokolskim horom i orkestrom. Na svetovnim i
duhovnim koncertima u Negotinu su nastupili 1 drugi horovi. Takode, posle
Drugog svetskog rata rad ovog centralnog hora (Hajduk V.) nastavio se pod
rukovodenjem D. Nearlovi¢a. Godine 1953. drustvo je slavilo 100-godiSnjicu.
Na tom osnovu su 1965. prvi put priredili Mokranjceve dane, festival horskog
pevanja; na inicijativu akademika, pedagoga, kompozitora i horovode Mihaila
Vukdragoviéa (1900-1967). Ovaj festival svojim brojnim manifestacijama jos
uvek podize muzicki 1 kulturni nivo, te je Citavo vreme vazio za jednu od
vodec¢ih muzic¢kih manifestacija u nekadasnjoj Jugoslaviji, a danas u Srbiji,
1 sa slovenackim u€eS¢em. U odnosu na Internacionalne horske svecanosti
u Nisu, koje su bijenalne, festival Mokranjcevi dani odrzava se svake godine
(pocetak u 9. mesecu, u 2022. godini ve¢ 56. po redu).

ZAKLJUCAK

Nakon uvodnih razmisljanja 1 pregleda istorijskog razvoja kulturnih,
a posebno muzickih odnosa izmedu Slovenaca i1 Srba, izmedu Ljubljane i
NiSa, sasvim je jasno da su oni postojali, postoje 1 da ¢e se razvijati u duhu
medunarodnih kontakata. Ako je nekadasnja saradnja, s jedne strane, bila lakSa
1ucestalija, sada je ona, s druge strane, mozda u neSto manjoj mert, ali je zato na
viSem (kvalitativnom) nivou. Znacajna je u tom smislu organizacija izuzetnog,
sada ve¢ medunarodnog, bijenalnog horskog takmicenja, Internacionalnih
horskih svecanosti u NiSu. Istovremeno je razvoj muzike i muzicke umetnosti,
ne samo horske, na obe strane bio toliko visok 1 interesantan, da se bez nje
nije ni moglo a i ne moze. U istorijskom smislu dosta je znacila i veza izmedu
Slovenca Davorina Jenka i Srbina Stevana Stojanovi¢a Mokranjca. Poznavali su se
ve¢ u Beogradu, a bili su i Cesti gosti u NiSu, Negotinu... [z mozda sporadi¢nih
pocetaka saradnje, ista se baS u vezi sa spomenutim horskim takmicenjima u
Nisu jo$ produbila i razvila. Nekoliko odli¢nih slovenackih horova takmicilo
se u Nisu, tamo su dirigovale eminentne (slovenacke) horovode, tamo se,
izmedu ostalog, ¢ula slovenacka horska muzika. A isto tako je u svesti Srba i
njihovih (odli¢nih) horova nase (slovenacko), inace dosta mlade nacionalno
1 medunarodno takmicenje, Nasa pesma 1 Gallus u Mariboru. Na repertoaru
slovenackih horova su Cesto i cuvene Mokranjceve rukoveti. Ova 1 ovakva
saradnja postoji i u novijem periodu (posle 1991). Inace je te saradnje manje,
ali je joS uvek u svesti oba naroda 1 drzava te drzavljana 1 umetnika: Slovenije
1 Srbije. U NiSu ozivi svake dve godine, a takode i u Sloveniji. Do sli¢nog
zakljucka dolazimo i po pitanju Beograda, Novog Sada, gde Zive i rade takode
i slovenacka kulturna drustva. Njihov doprinos je uvek prisutan kao neka vrsta
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najlogi¢nije veze izmedu jednih i drugih danas. U ovakvom vidu razvoja od
jedva 30 godina nezavisnosti obe drZave, u potpuno drugacijim nacionalnim
1 politickim uslovima, najvaznije je da ta (muzicka) saradnja postoji, da su
obe zajednice (nacije 1 drzave) svesne toga, i da na to reaguju bar delimic¢no, 1
koliko je to moguce, u skladu sa realnim uslovima.

Skracenice

AP Academia Philharmonicorum

APZ Akademski pevski zbor / Akademski pevacki hor
FD Filharmoni¢na druzba / Filharmonijsko drustvo
GM Glasbena matica / Muzicka matica

KUD Kulturno umetnic¢ko drustvo

MeP(Z2) Mesani pevski (zbor) / Mesoviti pevacki (hor)
MoPZ Moski/Muski PZ

NA Novi akordi

RS Republika Slovenija

RTV Radio televizija

SF Slovenska/Slovenacka filharmonija

SNG Slovensko narodno gledali$¢e / Slovenacko narodno pozoriste
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Franc Kriznar

CULTURAL AND ESPECTALLY MUSIC RELATIONS BETWEEN
SLOVENIA AND SERBIA BY THE EXAMPLE/RELATIONS: LJUBLJANA — NIS
AND REVERSED

Summary

The reason for this paper on Slovene-Serbian cultural and especially musical
relations, using the example/relations between Ljubljana in Slovenia and Ni§ in Serbia,
are the famous International Choir Festival in NiS: the involvement of Slovenes in
this competition; choirs, conductors and works by (Slovenian) composers and, at
the same time, the return involvement of such Serbian performers and authors in
Slovenia. With this orientation in mind and as a basis, previous musical and other
(historical) facts from the festival’s beginnings in Ni§ and Ljubljana, as well as
modern times up to the present day are presented; again, in Ljubljana, Maribor, Nis,
etc. The mentioned research shows that the Slovenian choirs’ participation in this
famous and now international choral competition in Ni§ was much more than just a
guest appearance. Moreover, this also contributed to the fact that the once traditional
musical relations between Serbia and Slovenia remained continuous at new and
national levels, even in the times of the former and ex-common Yugoslavia.

Key words: International Choir Festival, choirs, conductors, composers,
competition
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INTERAKCIJA UMJETNICKE I TRADICIONALNE
MUZIKE U SAVREMENIM UDZBENICIMA ZA SREDNJU
MUZICKU SKOLU U CRNOJ GORI
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SazZetak: Posljednjih godina u crnogorskom sistemu srednjeg muzickog obrazovanja
sprovedene su znacajne aktivnosti: reformisani su Nastavni plan i Obrazovni programi
(2019), u okviru kojih i programi za predmete Harmonija i Solfedo. Predvideno je da
se u realizaciji nastave primjenjuju primjeri iz umjetnicke, ali i tradicionalne muzike.
Zbog nedostatka odgovarajuce udzbenicke literature, Centar za stru¢no obrazovanje
1 Zavod za udzbenike i nastavna sredstva su 2021. godine pokrenuli inicijativu za ob-
javljivanje savremenih udzbenika za srednju muzicku skolu, za pomenute predmete,
koji bi bili uskladeni sa reformisanim programom. U radu ¢e biti prikazani primjeri
iz udzbenika za predmete Harmonija i Solfedo, koji su od skolske 2022/23. godine
u upotrebi u srednjim muzi¢kim Skolama u Crnoj Gori, a kojima se ostvaruje inter-
akcija umjetnicke 1 tradicionalne muzike u savladavanju odredenih zahtjeva. Ovim
pristupom muzicki folklor dobija znacajnije mjesto u savremenom obrazovnom pro-
cesu, ¢ime se obezbjeduje ouvanje tradicije. Upotreba primjera iz djela razlicitih
muzickih zanrova kao didaktickih primjera u nastavi Harmonije i Solfeda doprinosi
trajnosti i povezivanju znanja ucenika.

Klju¢ne reci: savremeni udzbenici, umjetnicka muzika, tradicionalna muzika, Har-
monija, Solfedo.

1. 0 REFORMI SREDNJEG MUZICKOG OBRAZOVANJA U
CRNOJ GORI

U srednjem muzickom obrazovanju u Crnoj Gori sprovedene su znacajne
reforme poslednjih godina. Srednje muzicke Skole su sistemski povezane sa
svim ostalim srednjim stru¢nim Skolama preko Centra za stru¢no obrazovanje
— institucije koja odreduje propise na osnovu kojih postoji neki vid unificiranja
medu Skolama. S obzirom na to, reforma je donijela dosta problema.

Izmijenjeni su Nastavni plan 1 Obrazovni programi srednje muzicke
skole 2019. godine.** U Nastavnom planu postoje opSteobrazovni, struc¢ni i

46 Obrazovni program Muzicki saradnik i Obrazovni program Muzicki izvodac su zvani¢ni dokumenti
Ministarstva prosvjete Crne Gore i Centra za stru¢no obrazovanje, usvojeni na sjednici Nacionalnog
savjeta za obrazovanje u julu 2019. godine.
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izborni predmeti, a s obzirom na sprovedeno ujednac¢avanje medu svim sred-
njim stru¢nim Skolama, u reformisanom planu je primjetno povecanje bro-
ja opSteobrazovnih i izbornih predmeta, a smanjenje zastupljenosti stru¢nih
predmeta u nastavi. Na osnovu toga, doslo je do reorganizacije predmeta po
razredima, saZzimanja pojedinih predmeta na manje Skolskih godina ucenja,
Sto je izazvalo izmjene 1 odredene probleme u samom nastavnom procesu, ali
1 ukazalo na potrebu za novim udZbenicima.

1.1. Izmjene u programima za predmete Solfedo i Harmonija

U okviru reforme su, izmedu ostalog, izmijenjeni 1 programi za pred-
mete Solfedo i Harmonija. Program za Solfedo je osavremenjen novim sa-
drzajima 1 metodama rada, a program za Harmoniju je pretrpio znacajnije
promjene. Solfedo se u okviru svih obrazovnih programa izucava tokom cetiri
godine, a Harmonija se u okviru obrazovnog programa Muzi¢ki saradnik i
dalje izu€ava tokom tri godine (u drugom, tre¢em i Cetvrtom razredu), dok
je u okviru obrazovnog programa Muzic¢ki izvoda¢ predvideno da se gradivo
ovog predmeta savlada za dvije godine (u drugom i tre¢em razredu), sa znacajnijim
uvodenjem analitickog segmenta ovog predmeta u nastavni proces. 1z tog razlo-
ga je predmet Harmonija u obrazovnom programu Muzicki izvodac preimenovan
u Harmonija sa harmonskom analizom.

Programom za oba predmeta predvideno je da se u realizaciji nastave
primjenjuju primjeri iz umjetnicke, ali 1 tradicionalne i popularne muzike.
Zbog nedostatka odgovarajuce udzbenicke literature, Centar za stru¢no obra-
zovanje 1 Zavod za udzbenike 1 nastavna sredstva su 2021. godine pokrenu-
li inicijativu za stvaranje i objavljivanje savremenih udZzbenika za srednju
muzicku Skolu, za pomenute predmete, koji bi bili uskladeni sa reformisanim
Obrazovnim programima. Udzbenici su napisani, odobreni od recenzenata i
Nacionalnog savjeta za obrazovanje u julu 2022. godine i primjenjuju se u
nastavnoj praksi od Skolske 2022/23. godine.
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2. UDZBENIK ZA 1111 RAZRED SREDNJE MUZICKE
SKOLE ZA PREDMET SOLFEPO

Viedina Viarkoakt = Andrea ©ono- Pemor

il

SOLFEDO

Slika 1. Naslovna strana udzbenika za predmet Solfedo

Prvi udZzbenik za predmet Solfedo u Crnoj Gori, namijenjen nastavi
solfeda na srednjoskolskom nivou, publikovan je od strane Zavoda za
udzbenike 1 nastavna sredstava Podgorica 2022. godine. Njegove autorke su
dr Vedrana Markovi¢ i mr Andrea Coso-Pamer. Do septembra 2022. godine
se u crnogorskim srednjim muzickim Skolama koristila razli¢ita udzbenicka
literatura, ve¢inom iz zemalja u okruzenju, ali i inostranstva, a uglavnom prema
afinitetu samog nastavnika i njegovoj procjeni koja publikacija najviSe moze
odgovoriti zahtjevima aktuelnog predmetnog programa*’. U takvoj situaciji
najveci problem predstavljalo je nepodudaranje zahtjeva programa i sadrzaja
udzbenika. Takode, inostrana udzbenicka literatura je ve¢inom nedostupna
veéem broju ucenika, zbog ¢ega su oni bili prinudeni da kopiraju odredene
dijelove udzbenika, ¢ime su direktno povrijedena autorska prava izdavaca. Kao
pedagozi koji posebnu paznju posvecuju ocuvanju narodne muzicke tradicije u
svim oblicima muzicke nastave, pa tako i nastave solfeda, prepoznajemo i isti¢emo
¢injenicu da ucenici, koriste¢i inostrane udzbenike, nisu bili u moguénosti da u
nastavi solfeda upoznaju primjere iz crnogorske muzicke bastine, a ¢ije izvodenje
1 razumijevanje vodi ka o€uvanju muzicke tradicije.

47 Predmetni program za Solfedo, Centar za stru¢no obrazovanje, 2019.
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Izradu udzbenika za potrebe srednjoskolske nastave solfeda konkursom
jenarucio Centar za struéno obrazovanje*. Kao nedostatak isticemo ¢injenicu da
je narucilac predvidio jedan udzbenik za dvije Skolske godine, prenebregnuvsi
obimnost nastavnih sadrzaja kada je solfedo u pitanju, zbog cega udzbenik ima
542 stranice. Sljedec¢i nedostatak jeste Sto je udzbenik objavljen samo u online
izdanju. Kao opravdanje Centar za stru¢no obrazovanje istice mali broj u¢enika
kojima je ovaj udZbenik potreban na godiSnjem nivou, zbog Cega izdavacu
njegovo Stampanje nije finansijski isplativo. Da bi se materijal udZbenika
ipak na odreden nacin ucinio tehnic¢ki funkcionalnijim, u PDF formatu
upotrebu. Medutim, u¢enici moraju sami preuzimati materijal sa sajta Zavoda
za udzbenike 1 nastavna sredstava i odStampati ga, Sto najcesce rade u crno-
bijeloj verziji. Zbog toga dizajn udzbenika, po pitanju dimenzija stranice i
Citljivosti notnog teksta** ne moze biti onakav kakvim su ga zamislili autori i
dizajner, a zanimljive savremene ilustracije ne dolaze do izrazaja.

3. FOLKLOR U NASTAVI SOLFEDA

Ideja o upotrebi primjera iz narodne muzic¢ke bastine naravno nije
nova. U osmiSljavanju udzbenicke literature za Solfedo za osnovnu muzi¢ku
Skolu od I do IV razreda pod nazivom Muzicki koraci 1, 2, 3 i 4 autorke se
direktno oslanjaju na funkcionalnu metodu Miodraga Vasiljevica, prilagodenu
crnogorskom podneblju i savremenoj nastavi, smatraju¢i da je jedini ispra-
van na¢in muzi¢kog opismenjavanja 1 postavke osnovnih tonskih visina put
koji polazi od maternjeg muzickog jezika, a dalje vodi naravno ka klasi¢nom
dur-mol sistemu i umjetni¢koj muzici (Markovié i Coso-Pamer, 2014). U tom
smislu, nastojimo da, gdje god je to moguce, u nastavi solfeda kao didakticke
primjere koristimo primjere iz tradicionalne muzike (Markovi¢, 2015). Poseb-
no je vazno pokazati ucenicima i nauciti ih kako da u razli¢itim muzickim situ-
acijama prepoznaju istu muzicku pojavu, znaju da je imenuju, izvedu glasom,
zapisu 1 definiSu, te steCeno znanje primijene ne samo u oblasti solfeda, ve¢ i
u drugim muzic¢kim disciplinama. Tu posebno dolazi da izrazaja korelacija sa
predmetima kao Sto su Harmonija, te Vokalni i Instrumentalni kontrapunkt.

Prilikom predstavljanja 1 savladavanja razli¢itih sadrZzaja iz predmeta
Solfedo, rukovodile smo se ¢injenicom da je potrebno odredenu melodijsku,
ritmicku, harmonsku ili bilo koju drugu pojavu rasvijetliti iz nekoliko razlici-
tih uglova: prije svega, pruziti u¢eniku moguénost da odredenu pojavu najpri-
je slusno dozivi, zatim da je pjevanjem i sam izvede, a da se na kraju pruzi
teorijsko objasnjenje. Pri tome koristimo postulate koje je utemeljila Zorislava
Vasiljevi¢: zvuk — opazanje — teorijsko tumacenje. Veoma je vazno pokazati

8 Reformom srednjeg obrazovanja u Crnoj Gori srednje muzicke Skole se smatraju struénim, a ne
umjetni¢kim skolama.

0 vaznosti dizajna udzbenicke literature u nastavi solfeda pogledati vise u radu Drobni i Markovi¢ (2023).
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kako jedna ista muzicka pojava funkcioniSe u umjetni¢koj muzici, popularnoj
muzici, narodnoj pjesmi ili didaktickom primjeru osmisljenom za prakti¢ne
potrebe nastave. Ucenike treba osposobiti da istu pojavu uocavaju u razlic¢itim
muzickim kontekstima. Na taj nacin bi¢e spremni da otvorenog uma slusaju,
opazaju, prepoznaju, razlikuju i zapisuju razli¢ite melodijske, ritmicke, har-
monske ili druge pojave.

Kako bismo ilustrovale princip kojeg smo nastojale da se $to dosljed-
nije pridrzavamo, odabrale smo zahtjeve iz oblasti melodike, koji pripadaju
oblasti alteracija, u prvom razredu — primjeri sa poviSenim I'V stupnjem. Treba
napomenuti da upravo sadrzaji iz predmeta Solfedo iz ove oblasti pripremaju
sadrzaje iz predmeta Harmonija, jer je Solfedo predmet zastupljen u prvom
razredu, a Harmonija pocinje da se izuc¢ava u drugom.

4. SADRZAJ 1Z OBLASTI MELODIKE: ALTERACIJE -
POVISEN IV STUPANJ

Po vazec¢em predmetnom programu, savladavanje alteracija se u prvom
razredu zapoc€inje nakon $to su ucenici savladali dijatonska kretanja i mutaciju
u okviru durskih 1 molskih tonaliteta do tri predznaka. Predmetni program pred-
vida obradu alterovanih tonova uvedenih postupno, kao skretnice i prolaznice.
Nakon $to je obradeno nekoliko kratkih i preglednih didaktickih primjera, Cija je
uloga da ,,imitiraju” pravu, realnu muzicku situaciju, ucenici upoznaju i primjer
1z crnogorske muzicke bastine — pjesmu Poljem se njija.

Andante moderato
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Slika 2. Notni zapis pjesme Poljem se njija

Pjesma moze biti obradena na nekoliko razli¢itih na¢ina: po sluhu, po
notnom tekstu, ali i kao melodijski diktat. Takode, iako ucenici jo§ nemaju
znanja iz oblasti harmonije, pjesma se moze na najjednostavniji nacin har-
monizavati, pri ¢emu se ucenici oslanjaju na melodijski sluh, $to predstavlja
dobar nacin razvoja harmonskog sluha.

Ako se pjesma uci po sluhu, postupak je uobicajen: nastavnik pjeva
dva puta cjelinu koju Cine dva takta, ucenici ponavljaju; na prvu cjelinu se
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nadovezuju sljedece, sve dok melodija i tekst nisu u potpunosti usvojeni.

Ucenje pjesme po notnom tekstu zapocinje analizom notnog zapisa,
pri ¢emu se posebna paznja poklanja pojavi povisenog IV stupnja u drugom i
Sestom taktu, koji se javlja kao skretnica. U ovoj pjesmi karakteristican je za-
vr$etak melodije na II stupnju, $to zahtijeva objaSnjenje: u narodnim melodi-
jama ovog podneblja Cesta je pojava zavrSetka melodije na II stupnju, §to se
u teoriji muzike tumaci kao zavrSetak na dominanti; u narodnoj muzickoj
tradiciji dominanta preuzima ulogu tonike.

Melodija pjesme se moze zapisati kao melodijski diktat: klju¢no je
prepoznati pojavu alterovanog tona, dok ostatak melodije ne predstavlja veliki
problem, jer se zasniva na razloZenim akordima, postupnom pokretu i silaz-
nom skoku sa I na V stupanj.

Posebno koristan nacin vjezbanja predstavlja vjezba transpozicije u
sve tonalitete koji su obradeni u tom razredu. Kod usmene transpozicije po-
drazumijeva se pjevanje solmizacijom, ali bez gledanja u notni tekst, kako bi
se Sto viSe aktivirala paznja i razvijala muzicka memorija ucenika. Veéi stepen
aktivnosti 1 znanja zahtijeva transpozicija koja podrazumijeva i zapisivanje
pjesme u poznatim tonalitetima. Ovakve vjezbe korisne su i kao priprema
za gradivo koje treba savladati u okviru predmeta Harmonija, a istovremeno
doprinose razvoju muzi¢ke memorije, koja predstavlja vazan preduslov za us-
pjesno bavljenje muzikom.

5. UDZBENIK ZA II I III RAZRED SREDNJE MUZICKE
SKOLE ZA PREDMET HARMONIJA

U crnogorskim srednjim muzi¢kim Skolama su se za predmet Har-
monija poslednjih decenija koristili udZbenici autorke Mirjane Zivkovi¢ i
druga udZbenicka literatura iz susjednih zemalja, u zavisnosti od dostupnosti
1 procjene nastavnika koji od tih udZbenika sadrzajem odgovara aktuelnom
predmetnom programu. Nerijetke su bile situacije da nastavnik ne sugeriSe
ucenicima koriStenje odredenog udzbenika, ve¢ sam priprema materijal za ¢as.

Poslednjih godina, problem predstavlja nepodudaranje ciljeva pro-
grama sa sadrzajem dostupnih udzbenika, kao 1 jednolican obrazovni proces
sa fokusiranjem na izradu harmonskih zadataka i u mnogo manjoj mjeri na
sviranje harmonskih veza 1 primjera. Da bi se uskladili program 1 literatura
koja se koristi u nastavi ovog predmeta, pokrenuta je inicijativa od Centra
za struéno obrazovanje 1 konkursom je naruc¢en novi udZbenik — prvi koji ¢e
u Crnoj Gori biti napisan za predmet Harmonija. Pripremile su ga autorke
Ana Perunovi¢-RazZnatovi¢ 1 Aleksandra Lazovi¢, obje sa dugim pedagoskim
stazom u ovoj oblasti, a publikovan je od strane Zavoda za udzbenike i nas-
tavna sredstva Podgorica.
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HARMONIJA

SA HARMONSKOM ANALIZOM

Slika 3. Naslovna strana udzbenika za predmet Harmonija

S obzirom na to da je novi udzbenik narucen i raden na osnovu savre-
menog Nastavnog plana i Predmetnog programa, namijenjen je obrazovnom
programu Muzicki izvodac, u okviru kojeg je izuavanje Harmonije (sa har-
monskom analizom) redukovano na dvije godine. Od strane Centra za struc-
no obrazovanje, kao narucioca, predviden je jedan udzbenik za dvije Skolske
godine. UdZbenik iz Harmonije je, kao 1 udzbenik iz Solfeda i svi udzbenici
za srednje strucne Skole koje pohada manji broj ucenika, objavljen samo u
online izdanju. UdZbenik je, kao takav, besplatno dostupan na sajtu Zavoda za
udzbenike i1 nastavna sredstva (www.zuns.me), ucenici ga najcesce preuzima-
ju preko svojih telefona ili Stampaju u crno-bijeloj verziji. Autorke smatraju
da time dizajn udzbenika ne dolazi do izrazaja, a istraZivanja pokazuju da
ucenici imaju losiju koncentraciju i postizu losije rezultate koriste¢i udzbeni-
ke u elektronskoj formi, u odnosu na Stampane.

Savremeni udzbenik iz predmeta Harmonija sadrzi razli¢ite tipove za-
dataka za izradu, sviranje 1 analizu, §to usmjerava nastavni proces, nastavnike
i ucenike na primjenu razli¢itih vrsta aktivnosti, pomocu kojih ¢e se realizova-
ti predvideni ciljevi 1 ishodi u¢enja. Novine u udZbeniku su notni primjeri za
harmonsku analizu, odnosno odlomci iz djela koja su dio standardnog reper-
toara za izvodenje u tom uzrastu ili spadaju u najpoznatije numere umjetnicke
muzike. Uz ove primjere, u udzbeniku se nalaze i primjeri iz tradicionalne i
popularne muzike, sa idejom da njihova interakcija doprinese boljem savlada-
vanju obrazovnih ciljeva, savremenosti udzbenika, ocuvanju muzic¢ke bastine
1 upoznavanju sa kvalitetnim numerama iz razli¢itih Zanrova.
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U danas$nje vrijeme, kad mediji ¢esto na pogreSan nacin , kreiraju‘ muzicki
ukus drustva, naroc¢ito mlade populacije, potrebno je koristiti sve mogucnosti kako
bi se sacuvala i zapamtila muzi¢ka djela ¢ije trajanje govori u prilog ¢injenici o
njihovoj umjetni¢koj vrijednosti 1 uticati na mlade ljude upoznajuci ih sa takvim
djelima. Iz tog razloga, u savremenom udZbeniku iz Harmonije postoje odlomci
iz skoro dvije stotine muzickih djela, ve¢inom iz umjetnicke, ali 1 iz tradicionalne
1 popularne muzike. Ucenici su u prilici da analiticki i zvuéno (bilo da ih sviraju
sami ili slusaju sviranje nastavnika ili sa CD-a) upoznaju brojna djela umjetnicke
muzike, kao 1 da upoznaju i zapamte primjere tradicionalne muzike, ¢ime
doprinose ocuvanju maternjeg muzic¢kog jezika.

6. PRIMJERI UMJETNICKE I TRADICIONALNE MUZIKE U
SAVREMENOM UDZBENIKU ZA PREDMET HARMONIJA

Prilikom savladavanja razli¢itih sadrzaja iz predmeta Harmonija, svr-
sishodno je svaki od njih objasniti na razliite nacine 1 pokazati na razli¢itim
primjerima kako, na primjer, isti akord ili harmonska veza funkcionise u didak-
tickom primjeru, odlomku iz umjetnicke, tradicionalne ili popularne muzike.
Vazno je da se ucenici osposobe da samostalno uoce kako iste harmonske
pojave funkcioniSu u razli¢itim muzi¢kim Zanrovima i1 kontekstima. U ok-
viru udzbenika, u svim oblastima za koje je bilo moguce pronaci adekvatne
primjere, uz odlomke iz umjetni¢ke muzike se kao didakticki primjeri koriste
1 odlomci iz tradicionalne muzike. Primjeri iz oba zanra pojavljuju se jedan
za drugim 1 interaktivno djeluju u okviru udZbenika iz Harmonije sa harmon-
skom analizom u slede¢im oblastima:

a) Kvintakordi i njihovi obrtaji (kod obrade kvintakorda VII stupnja,
svih kvintakorada zajedno, kvartsekstakorada, kadenci),

b) Vanakordski tonovi (kod upoznavanja sa prolaznicama, anticipaci-
jama, zajedno svim vanakordskim tonovima),

c¢) Alterovani tonovi 1 alterovani akordi (kod obrade alteracije IV
stupnja navise).

6.1. Interakcija primjera u oblasti alteracija

Za potrebe ovog rada, kao studija slucaja i ilustracija prethodno pome-
nutog principa koriS¢enog u udzbeniku, izdvojena je interakcija primjera um-
jetnicke i tradicionalne muzike u savladavanju alteracije IV stupnja navise.
Prema Obrazovnom programu Muzicki izvodac, alteracije se obraduju u Cet-
vrtom klasifikacionom periodu drugog razreda srednje muzicke Skole, s tim
da su ucenici upoznati sa ovom oblas¢u u prvom razredu, kroz sadrzaje iz
predmeta Solfedo. Kad je u pitanju alteracija IV stupnja navise, poslije ob-
navljanja teorijskih postavki o alteraciji 1 alterovanim akordima koji je sadrze,
koriste se didakticki primjeri koji pokazuju sklop takvih akorada i njihovo
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mjesto u tonalitetu, kao 1 najesce nacine vezivanja. Zatim se na primjerima
1z umjetnicke muzike ucenicima demonstrira kako su poznati kompozitori (na
iste takve nacine) primjenjivali alterovane akorde u svojim djelima.
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Slika 4. Primjena alterovanog akorda u primjeru iz umjetnicke muzike
(L. van Betoven, Sonata opus 2 broj 2, odlomak iz Skerca)

Nakon toga, ucenicima se pokazuje primjer iz tradicionalne muzike,
u kome ¢e prepoznati upotrebu istog alterovanog akorda. Nastavnik moze
ucenike uputiti da provjere sklop akorda i harmonske veze, odnosno nacine
vezivanja tog akorda sa okolnim akordima. Zajedno ¢e utvrditi sli¢nosti i raz-
like u primjeni alterovanog akorda u umjetnickoj i tradicionalnoj muzici.
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Slika 5. Primjena alterovanog akorda u primjeru iz tradicionalne muzike
(Narodna pjesma iz Crne Gore Pod onom gorom zelenom)
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U udzbeniku su, u okviru iste oblasti, kao domaci zadatak dati primjeri
1z umjetnicke 1 tradicionalne muzike za analizu 1 samostalno prepoznavanje
primjene alterovanih akorada.

7. ZAKLJUCAK

U ovom radu su prikazani pojedini primjeri iz udzbenika za predmete
Solfedo 1 Harmonija, koji se od skolske 2022/23. godine upotrebljavaju u obra-
zovnom procesu koji se sprovodi u srednjim muzi¢kim Skolama u Crnoj Gori.
Znacaj novih udzbenika iz pomenutih predmeta je u njihovoj uskladenosti sa Nas-
tavnim planom, obrazovnim i predmetnim programima, u savremenom pristupu
obrazovnom procesu, kao 1 novim sadrZajima 1 interakciji primjera iz umjetnicke,
tradicionalne i popularne muzike u savladavanju odredenih zahtjeva.

Pored analitickog (u)poznavanja djela umjetnicke muzike, vazno je
da se ucenicima predstave djela tradicionalne muzike koja poticu sa ovog (i
drugih) podneblja, kako bi ih ucenici zapamtili, uvali 1 prepoznavali njihove
melodijske, ritmicke 1 harmonske karakteristike. Ovakvim pristupom muzicki
folklor dobija znacajnije mjesto u savremenom obrazovnom procesu, ¢ime se
obezbjeduje ocuvanje tradicije, a upotreba djela iz razli¢itih muzickih zanrova
doprinosi trajnosti 1 povezivanju znanja ucenika.
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Ana Perunovié-Raznatovi¢, Vedrana Markovié¢

INTERACTION OF CLASSICAL AND TRADITIONAL MUSIC IN
MODERN TEXTBOOKS FOR SECONDARY MUSIC SCHOOLS IN
MONTENEGRO

Summary

In recent years, significant activities have been carried out in the Montenegrin
system of secondary music education: the Curriculum and Educational Programs were
reformed (in 2019), including programs for the subjects Harmony and Solfeggio. It
is planned that examples from classical and traditional music will be used in the
educational process. Due to the lack of adequate textbook literature, the Center for
Vocational Education and the Institute for Textbooks and Teaching Aids took an
initiative (in 2021) to publish modern textbooks for secondary music school, which
would be in accordance with the reformed program. This paper will present examples
from textbooks for the subjects Harmony and Solfeggio, in which classical and
traditional music interact in achieving educational goals. With this approach, music
folklore becomes more significant in the modern educational process, which ensures
the preservation of tradition, and the use of music pieces from different musical
genres contributes to the durability and connection of diverse knowledge.

Key words: modern textbooks, classical music, traditional music, Harmony,
Solfeggio.
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SazZetak: Jedna od najvaznijih li¢nosti na podrucju muzicke pedagogije u Crnoj Gori
u periodu nakon Drugog svjetskog rada jeste Vida Matjan — pedagog, kompozitor,
organizator muzic¢kog zivota i osniva¢ muzicke Skole u Kotoru. Nasu paznju privlace
didakticke pjesme koje je komponovala za potrebe pocetne nastave solfeda, a koje
¢ine dio neobjavljenog rukopisa pod nazivom Muzicka pocetnica. Rukopis, izmedu
ostalog, obuhvata 17 pjesama. Inspirisane razli¢itim temama, kao $§to su urednost,
licna higijena, radne navike, ljubav, pjesme su u doba kada su nastajale bile put ko-
jim je Vida Matjan uvodila svoje ucenike u svijet muzicke pismenosti. U radu se
predstavljaju neke od ovih pjesama, koje do sada nisu bile predmet analize niti su
objavljene, a u savremenoj nastavi mogu biti zanimljive ucenicima. Uz pristup koji bi
podrazumijevao i izvodenje aranzmana na instrumentima Orfovog instumentarijuma,
autorke imaju teznju da se ove pjesme priblize savremenim generacijama ucenika
i nastavnika, ¢ime bi znacajan rad Vide Matjan postao dostupan §iroj pedagoskoj
javnosti.

Kljuéne reéi: solfedo, didakticke pjesme, Vida Matjan, Orfov instrumentarijum, aranzman.

1. UVOD

Pocetak razvoja muzicke nastave u Crnoj Gori vezuje se za period
neposredno nakon zavrSetka Drugog svjetskog rata, kada, sticajem razli¢itih
okolnosti, u Crnu Goru dolazi nekoliko muzickih pedagoga — stranaca, C¢iji
je pedagoski rad bio od klju¢nog znacaja za pocetke institucionalizovanog
muzi¢kog obrazovanja (Martinovi¢ i Markovi¢, 2021). Medu njima, vaznu
ulogu imala je Vida Matjan — Slovenka, koja predstavlja jednu od najvazni-
jih liénosti na podru¢ju muzi¢ke pedagogije u Crnoj Gori u periodu nakon
Drugog svjetskog rada. Vida Matjan bila je pedagog, kompozitor, organizator
muzickog zivota, i §to je za Crnu Goru posebno vazno — osniva¢ muzicke
Skole u Kotoru.

0 Rad je nastao u okviru projekta Uloga i znacaj Vide Matjan u razvoju kulturnog i muzickog Zivota
u Crnoj Gori, koji je 2022. godine sufinansiralo Ministarstvo kulture i medija Crne Gore, br. ugovora
21-01-633/22-26.
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Pocetak muzicke djelatnosti Vide Matjan u Kotoru vezuje se za 1945.
godinu 1 to u njenoj Privatnoj muzickoj skoli Vida Matjan. Uz saglasnost
drzavnih vlasti, ova §kola je djelovala sve do 1. aprila 1947. godine, kada se spaja
sa tek osnovanom Drzavnom nizom muzickom skolom u Kotoru (MiloSevi¢,
1982). Nakon viSedecenijskog angazovanja u skoli, zalaganja za kulturu i
umjetnost, Vida Matjan odlazi u penziju 1969. godine. Grad Kotor je osje¢ao
veliku zahvalnost za njeno cjelokupno zalaganje, te Skola za osnovno i srednje
muzi¢ko obrazovanje s ponosom nosi ime Vide Matjan od 2007. godine (Skola
za osnovno 1 srednje muzi¢ko obrazovanje Vida Matjan — Kotor).

Polje interesovanja Vide Matjan bilo je veliko. U znacajna
kompozitorska ostvarenja ubrajaju se muzi¢ke bajke koje je namijenila
djeci. Pisala ih je za uCenike svoje Skole u saradnji sa MiloSem MiloSevicem,
svojim viSegodiSnjim kolegom i saradnikom, koji je pisao tekstove. U njima
je ucestvovao veliki broj u€enika razlicitih uzrasta koji su pjevali, glumili 1
svirali na instrumentima Orfovog instrumentarijuma. Vida Matjan je znala
da grupno muziciranje ima izuzetnu mo¢ u povezivanju u€enika i njihovih
profesora, te su u izvodenju bajki aktivno ucestvovale i njene kolege. 1z toga
se da zakljuciti da su svi sa velikom zeljom 1 predano$¢u radili na Sirenju
kulture 1 muzi¢ke umjetnosti u gradu. Matjan je napisala 13 muzickih bajki
medu kojima su: Sumska bajka, Slike iz dje¢jih pri¢a, JeZeva kuéica, Zam¢i¢
cardaci¢, Slamni voci¢, Klinika lutaka, Vucko, Besana Sumska no¢ i druge. Za
muzicku bajku Besana sumska no¢, 1965. godine, dobila je Trinaestojulsku
nagradu koja se smatra jednim od najvec¢ih priznanja koje se dodjeljuje za
poseban doprinos u kulturi 1 umjetnosti u Crnoj Gori. Pored ove nagrade,
Matjan je dobitnica i viSe drugih priznanja.’! Autorka je i1 djecje opere U
susret ribama. Pored navedenog, pisala je kompozicije za horove uz klavirsku
pratnju, zatim klavirska trija, kompozicije za violinu 1 klavir, kompozicije za
klarinet ili violinu uz klavirsku pratnju 1 dr.

Osim navedenih djelatnosti, bila je zainteresovana i za o€uvanje tradici-
je, te se bavila 1 zapisivanjem narodnih pjesama i igara. Na tom polju njene
djelatnosti znacajna je publikacija Narodne pjesme i igre Dobrote i Skaljara.

Kao pedagoge koji se bave nastavom solfeda i metodikom nastave
solfeda, predmet naSe posebne paznje jesu didakticke pjesme koje je kom-
ponovala za potrebe pocetne nastave solfeda, a koje ¢ine dio neobjavljenog
rukopisa pod nazivom Muzicka pocetnica. Rukopis, pronaden u Arhivu grada
Kotora, predstavlja zapravo prvi metodski priru¢nik za nastavnike solfeda koji
je nastao u Crnoj Gori, Sezdesetih godina proslog vijeka, 1 izmedu ostalog,
obuhvata 17 pjesama (Markovié i Coso-Pamer, 2017). Za sve pjesme tek-
stove je napisao prethodno pomenut Milo§ Milosevi¢, izuzetan ¢ovjek Sirokog
spektra interesovanja. Po struci je bio pravnik, arhivista, ali 1 profesor violine
u muzickoj Skoli. Pjesme Vide Matjan su bile inspirisane razli¢itim temama
koje su vazne i uvijek aktuelne u zivotu djeteta — ucenika: urednost, licna

> pogledati detaljnije u Antovié, 2008: 29.
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higijena, radne navike, ljubav. One su predstavljale, u doba kada su nastale,
put kojim je Vida Matjan uvodila svoje ucenike u svijet muzicke pismenosti.
Njen cilj nije bilo samo muzi¢ko opismenjavanje ve¢ i ucenje lijepom
ponasanju i vaspitanju, kako bi stvorila ne samo uspje$ne muzicare*?, ve¢ i
kulturne gradane koji ¢e uvijek znati da cijene umjetnost i biti u publici kao
najveca podrska izvodacima.

U ovom radu predstavi¢emo nekoliko pjesama, koje 1 danas mogu biti
zanimljive ucenicima. Uvazavaju¢i metodski pristup koji je osmislila sama
Vida Matjan, a koji podrazumijeva pjevanje uz izvodenje aranZmana na in-
strumentima Orfovog instumentarijuma, pokret, glumu, mimiku 1 ples, nasa
je teznja da se ove pjesme priblize savremenim generacijama ucenika i nas-

upoznala Sira pedagoska javnost.
1.1. Rukopis Muzicka pocetnica

Rukopis Muzicka pocetnica se €uva u Arhivu grada Kotora, kojem
je sama Vida Matjan zavjeStala vec¢inu svojih rukopisa, dokumenata, notnih
zapisa, fotografija, mapa sa ilustracijama koje je koristila u nastavi i sli¢no.
Rukopis je nastao kao plod dugogodi$nje saradnje Vide Matjan 1 MiloSa Mi-
loseviéa, koji je pisao tekstove za mnoge njene pjesme, kao i druga ostvarenja,
a pogotovo za muzicke bajke, koje je osmisljavala. Analiziraju¢i danas taj
rukopis, dolazimo do zakljucka da je to zapravo prvi metodski priru¢nik za
nastavu solfeda koji je nastao u Crnoj Gori. U Istorijskom arhivu u Kotoru
cuva se originalni flanelograf koji je koristila Vida Matjan, kao i mape 1 kulise,
figure zivih boja koje je sama osmislila 1 koristila u nastavi (Istorijski arhiv
Kotor, MUZ V, Vida Matjan, zbirka XXII).

Pored jasnih metodskih uputstava za nastavnike koja se ticu brojalica
pogodnih za rad u oblasti ritma, sviranja na Orfovim instrumentima i sluSanja
muzike, rukopis obuhvata 1 17 autorskih pjesama prilagodenih pocetnoj
nastavi. Autori Muzicke pocetnice navode da je materijal predviden ,,za rad
u prvom razredu osnovne Skole i u pripremnom razredu Skole za osnovno
muzi¢ko obrazovanje* (Matjan i MiloSevi¢, 1962: 1), §to smatramo veoma
pogodnim 1 korisnim za primjenu u savremenoj nastavi, kada ovaj materijal
moze biti veoma koristan i znacajan ne samo u osnovnim muzickim, ve¢ i u
opSteobrazovnim Skolama.

2. PJESMA KAO DIDAKTICKI MATERIJAL

Pjesma kao didakti¢ki materijal u nastavi solfeda odavno ima znacajno
mjesto. Smatra se najprirodnijim, najspontanijim nacinom da se dijete uve-
de u muzicku pismenost. U nastavi solfeda koriste se narodne i umjetnicke

52 Jedna od najpoznatijih uenica ove Skole bila je dirigentkinja Darinka Mati¢ Marovic.
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pjesme, koje uvijek moraju zadovoljavati nekoliko kriterijuma. Prije svega,
tema koja se u pjesmi obraduje, odnosno njen tekst, treba da bude razumljiv
djetetu. DuZina pjesme mora biti uskladena sa psiho-fizickim razvojem djete-
ta 1 u potpunosti uskladena sa vremenom aktivne paznje koju dijete moze da
odrzi. Vazan je tonalitet i tonski opseg melodije, a ritmicka linija ne treba
da bude komplikovana. Sve ove parametre dobro je poznavala Vida Matjan,
jer je osmisljavajuéi pjesme koje pronalazimo u Muzickoj pocetnici, sve ove
parametre 1 zadovoljila.

Ono $§to je posebno interesantno, Matjan se ne zaustavlja samo na pje-
vanju pjesme, ve¢ osmisljava glumu, mimiku, pokret, plesne korake 1 sviranje
na instrumentima Orfovog instrumentarijuma koji prate pjevanje. Potpuno je-
dinstveno 1 originalno, ona je za svaku pjesmu osmisljavala i scenografiju: u
nastavi je koristila flanelograf, plocu po kojoj su se mogli kaciti razliciti oblici
1 figure vezane za tekst pjesme. S obzirom da se u stru¢noj pedagoskoj litera-
turi za predmet solfedo ranije nije pominjao flanelograf kao nastavno sredstvo,
misljenja smo da se moze smatrati da ga je Vida Matjan sama osmislila. Sam
flanelograf je lesonit — plo¢a duzine 122 cm i Sirine 67 cm, presvucena bijelim
flanelom. Od kartona su izradene kulise i figure. Autorka je bila nadarena za
crtanje i slikanje, te je sama osmisljavala likove koji su pominjani u pjesmama
1 bojala 1h odgovaraju¢im bojama. Na poledini izradenih figura nalijepljen je
komadi¢ ljepljivog papira pomocu kojeg figure mogu da stoje na flanelografu.
Na flanelografu su se predstavljali 1 graficki simboli ritmickih trajanja: veci
1 manji krugovi, veé¢i i manji trouglovi u cilju predstavljanja duzih i kra¢ih
notnih vrijednosti 1 sl. Scenografija za svaku pjesmu je bila u veoma zivim bo-
jama koje su djeci bile primamljive i sigurno ih dodatno motivisale za ucenje.

Analizirajuéi pjesme koje se nalaze u Muzickoj pocetnici, moze
se zakljuciti da je veéina pjesama pisana u formi od osam taktova. Tekst je
uglavnom duzine jedne strofe od Cetiri stiha, §to odgovara duzini primjerenoj
uzrastu za koji je pisana. Tonaliteti koji su zastupljeni u Muzickoj pocetnici su
C-dur, D-dur, F-dur 1 Es-dur, pri ¢emu je Matjan vodila racuna da melodija
bude jednostavna, lako savladiva, sa jasno postavljenim didakti¢kim ciljem:
savladavanja postupnog ljestvicnog pokreta, razloZenih kvintakorada, skokova
u pojedine ljestvicne stupnjeve, odredenih ljestviénih fragmenata i sli¢no.
Interesantno je da ovaj rukopis ne sadrzi niti jednu pjesmu u molskom tonskom
rodu, a ritmicka linija svih pjesama je krajnje jednostavna.

2.1. Pjesma Skolsko zvono

Ova pjesma svoju vaspitnu ulogu moze imati ne samo u 0snovnoj
muzickoj skoli, ve¢ 1 u osnovnoj opsSteobrazovnoj skoli, pogotovo na pocetku
Skolske godine, kada se daci privikavaju na zvuk Skolskog zvona kao na signal
za pocetak Casa. Pjesma je inspirisana dje¢jom grajom i Zamorom, koji se iz
dvorista prenosi u ucionicu.
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Skolsko zvono

Zvono zvoni, igra, lupa,
Pjeva, vice...

,,Ja sad skacem. A vi mirno
I bez price.*

Jos tri kruga da se tr¢i

Da se vice.

,,Ja sad skacem, a vi mirno
I bez price.*

Skolsko zvono

tekst: M. MiloSevic
muzika: V. Matjan

Umjereno
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Slika 1. Notni zapis pjesme Skolsko zvono*

Melodija pjesme je u D-duru, koji se smatra najpogodnijim djecjim
tonalitetom. Melodija pocinje skretnicom sa petog na Sesti stupanj koja se
ponavlja dva puta, a slijedi silazni toni¢ni kvintakord i tercni skokovi, ko-
jima zavrSava prva reCenica. Druga recCenica zavrSava postupnim silaznim
pokretom sa drugog u prvi stupanj. Tempo je umjeren, a dinamika u rasponu
od mf'do f.

Pjevanje pjesme se odvija u vidu dijaloga izmedu Skolskog zvona i
ucenika. Ucenici se mogu podijeliti u dvije grupe. U prvoj grupi jedan ucenik/
ucenica trianglom ili metalofonom, imitira zvuk Skolskog zvona, dok grupa
pjeva prvi dio teksta. Druga grupa, drzeci se za ruke, pjeva drugi dio teksta
krec¢uci se ukrug. Treci dio teksta ponovo pjeva ,,zvono*. Kada otpjeva posljednje
rijeci, svi treba da se zaustave 1 stoje nepomicno. Ko se prvi pomjeri, ispada iz
igre. Grupe mogu mijenjati uloge.

>3 Ovaj notni zapis pjesme, kako i ostali koji slijede, preuzeti su iz neobjavljenog rukopisa Muzicka
pocetnica.
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Vida Matjan na kraju izvodi pouku koju treba da izgovori nastavnik/
nastavnica: ,,PoStujmo naseg druga veseljaka — Skolsko zvono. Kada se ono
javi treba se pripremiti za rad. Uskoro ¢e nam ono opet javiti da je vrijeme
odmoru* (Matjan 1 MiloSevi¢, 1962: 23).

Za ovu pjesmu moguce je kreirati razliite vrste instrumentalnih
aranzmana. S obzirom na ¢injenicu da je pjesma prvenstveno namijenjena
najmladem Skolskom uzrastu, predlazemo sljede¢i aranzaman u kome su zas-
tupljeni samo ritmicki instrumenti, na kojima se izvode krajnje jednostavne
ritmicke linije. Triangl i daire, na kojima se svira na pocetku pjesme, odabra-
ni su jer najbolje mogu imitirati zvuk Skolskog zvona. U ovoj fazi muzicke
nastave vazno je da ucenici shvate kako zvuk odredenih instrumenata moze
opisati izvjesne predmete, pojave u prirodi ili osjecanja.

Skolsko zvono

tekst: M. Milo3evi¢
muzika: V. Matjan
aranzman: A. Coso Pamer
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Slika 2. Aranzman pjesme Skolsko zvono
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2.2. Pjesma Za stolom

Ova pjesma ima izrazitu vaspitnu ulogu, jer njenim ucenjem ucenici
stiCu znanja vezana za lijepo ponaSanje za stolom. Vida Matjan, kroz ulogu
majke u pjesmi, poducava ucenike (kéerku) kako da koriste pribor prilikom
sjedjenja za stolom tokom rucka ili vecere. K¢erka je nespretna i stalno uzima
1 odlaZe noz i viljusku za stolom. Ova pjesma ima Saljivi karakter jer kéerka
govori da je od silnog u¢enja ostala gladna.

Za stolom

,» Viljusku u I’jevoj ruci,
Desnom mirno nozem vuci.
Jos ponavljaj!* A ja jadna
Ostala sam danas gladna.*

Umjereno
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Slika 3. Notni zapis pjesme Za stolom

Melodija pjesme je u D-duru, a na pocetku se nalazi razlozen durski
kvintakord na ¢ijoj postavci je neophodno raditi u po¢etnom uzrastu. Prva cetvo-
rotaktna recenica sastoji se iz ponovljenog dvotakta i sadrzi razlaganje tonicnog
kvintakorda naviSe i naniZe sa skretanjem na drugi stupanj. Na pocetku druge
recenice se nalazi uzlazni durski kvintakord sa ponavljenim osnovnim tonom tri
puta, a zatim ponovljenom kvintom trozvuka cetiri puta. Pjevanjem ove melodi-
je moguce je jasno uspostaviti 1 utvrditi odnose izmedu [ 1 V stupnja, kao stabil-
nih stupnjeva jedne ljestvice. Zavrsetak recenice je na I stupnju. Ritam pjesme
je krajnje jednostavan, baziran na osminama, jer se Matjan fokusira na postavku
tonskih visina 1 medusobnih odnosa tonova u melodiji.

Na kraju pjesme nalazi se i pouka: ,,Ako rano ne naucis$ pravilno jesti,
mnogo ¢es se puta u zivotu od stida crveniti (Matjan 1 MiloSevi¢, 1962: 47).

Za ovu pjesmu predlazemo aranzaman u kojem ucestvuju triangl,
klaves 1 zvecke. lako ga karakteriSe jednostavnost, od u¢enika trazi budnost i
paznju, kako bi smjena razli¢itih instrumenata bila izvedena precizno.
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Z.a stolom
telst: M. Milosevié
muzika: V. Matjan
aranZman: A. Coso Pamer
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Slika 4. Aranzman pjesme Za stolom

2.3. Pjesma Umivanje

Mnoga djeca ne vole rana jutarnja umivanja hladnom vodom kada
ustanu iz toplog kreveta. U tim situacijama majkama je tesko i pokuSavaju
natjerati djecu da to urade. Posebno je smijeSan primjer malog Lazara koji se
nakon ustajanja iz toplog kreveta obukao, stavivsi na sebe svoj kaput i kapu.
Majka ga je natjerala da skine kaput 1 kapu sa sebe kako bi se lijepo umio.
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Umivanje

tekst: M. MiloSevi¢
muzika: V. Matjan
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Slika 5. Notni zapis pjesme Umivanje

Umivanje

Voda prska jakim mlazom,
ide majka s’ malim Lazom.
Jer on kaput ne bi svuk’o,
A1 kapu bi natuk’o.

Pjesma je primjetno duZza nego prethodne koje smo predstavili u radu.
Melodija je u F-duru i ima dvanaest taktova. Bez obzira na veci broj taktova,
ucenicima nece biti teSko ucenje 1 pamcenje ove pjesme jer se dva takta sa
pocetka pjesme ponavljaju jo§ dva puta. Razlika je mala i to samo u drugom
dijelu Cetvorotaktnih re¢enica. Na kraju prve recenice nalazi se skok sa V na
III stupanj, na kraju druge recenice je zavrSetak na prvom stupnju, dok je u
posljednjoj reCenici prisutan skok sa V na I stupan;.

Vida Matjan predlaze da tokom intoniranja pjesme djeca hodaju ukrug
jedan za drugim, pjevajuci i1 pljeskajuci, dok ih nastavnik/nastavnica prati/e
pjesmom ili glasom. Pouka na kraju pjesme je sljedeca: ,,Ne boj se hladne
vode. Cim ustanes, ne razmisljaj mnogo, nego pjevaj, skaci i razmahuj se na
razli¢ite naCine. Onda se umij i odmah obuci. Ne utopljavaj se previse” (Mat-
jan i MiloSevi¢, 1962: 10).
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2.4. Pjesma Basta

Kroz ovu pjesmu ucenici su upuceni na prirodu, koliko je lijepo i vazno
voditi racuna o njoj, zasaditi drvo, cvijet, baciti sjeme 1 sl. Djevojcica Smilja je
uzela nekoliko sjemenki i posijala ih, nakon ¢ega su proklijali pSenica i kukuruz.

Basta

Tekst: M. Milosevic
Muzika: V. Matjan

Umjereno brzo

mf Pet sje-men-ki u Sest ja-ma po-si-ja-la  sa-svim sa-ma po-si-ja-la Smi-lja.

E-to Zi-ta, ov-sa, ra-zi, e-to Zi-ta, ov-sa, ra-zi cvije-¢a ki - ta.

Slika 6. Notni zapis pjesme Basta

Basta

Pet sjemenki u Sest jama
posijala sasvim sama
mala Smilja. Eto Zita,
ovsa, razi, cv’jeca kita.

Ovu pjesmu €ini ponovljena recenica od Sest taktova. Interesantno je
da je pjesma pisana u Es-duru. Po€inje V stupnjem nakon ¢ega se javlja tercni
skok naniZe, zapravo skok koji pripada razlozenom durskom trozvuku nanize
(V-III). Nakon njega slijedi jo§ jedan tercni skok nanize, a zatim durski tetra-
hord navise. Razlika izmedu ponovljenih recenica je samo u petom taktu, i to
po pitanju ritma, §to je uslovljeno tekstom. Zanimljiv je zavrSetak pjesme na
II stupnju (na tonu f) koji nije tipican za umjetnicku muziku, ve¢ je karakteris-
tican zavrSetak u narodnim pjesmama folklora naSeg podneblja. Mozemo reci
da se u tome ogleda uticaj folklora na stvaralastvo Vide Matjan.

Na kraju pjesme je pouka: ,,Ko od vas dosada nije gajio cvijece, ili bar
pomagao majci u tome — neka pokuSa. Velika je radost docekati rascvjetani
pupoljak® (Matjan i MiloSevi¢, 1962: 38).
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ZAKLJUCAK

Analizirajuci pjesme koje je Vida Matjan komponovala, primjecuje se
da svaka ima jasan didakticki cilj: postavku tonaliteta, odredeno melodijsko
kretanje, skokove u odredene ljestviéne stupnjeve, ali i nesumljivu estetsku
vrijednost. Svaka pjesma predstavlja minijaturu za sebe, u koju su ugradena
osnovna pedagoska nacela, odnosno principi: od lakseg ka tezem, od poznatog
ka nepoznatom. Njihovi tekstovi interesantni su i savremenim generacijama
ucenika koji tek ulaze u svijet muzike, jer govore o uvijek aktuelnim temama.
Zbog toga ih djeca i danas sa rados$¢u uce i pjevaju. Nadamo se da ¢e radovi
posveceni zivotu i djelu Vide Matjan doprinijeti vecoj popularizaciji njenog
djela 1 vecoj primjeni njenih didaktickih pjesama u nastavi solfeda, kako u
Crnoj Gori, tako i u okruzenju.
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DIDACTIC SONGS OF VIDA MATJAN AND THEIR APPLICATION IN
CONTEMPORARY SOLFEGGIO CLASSES

Summary

One of the most important persons in the field of music pedagogy in Mon-
tenegro in the period after the Second World War is Vida Matjan — a pedagogue,
composer, organizer of music life and founder of music school in Kotor. Our at-
tention is drawn to didactic songs which she composed for the needs of beginners’
solfeggio classes, and which are part of unpublished manuscript titled Music Primer.
The manuscript contains 17 songs, among other things. Inspired by different topics
such as tidiness, personal hygiene, work ethic, love, these songs represented a way
for Matjan to introduce her students to the world of music literacy, in the age when
they were created. The paper presents some of these songs, which can be interesting
to students even today. With the approach that would imply performing the arrange-
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ments on Orff instruments, the authors aspire to familiarize modern generations of
students and teachers with these songs, which would make Matjan’s work accessible
to a wider pedagogical public.

Key Words: Solfeggio, Didactic Songs, Vida Matjan, Orff Instruments, Ar-
rangement.
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PREDSTAVLJANJE STVARALACKOG OPUSA UMETNIKA NA
BARTF-u 2022
PRESENTATION OF ARTISTS CREATIVITY OPUS AT BARTF 2022



Vladimir Rankovié¢ roden je 1973. godine u Kragujevcu. Zavrsio
je Prvu kragujevacku gimnaziju. Diplomirao je na Fakultetu primenjenih
umetnosti u Beogradu, odsek Primenjena grafika, atelje Grafika i knjiga.
Zvanje doktora nauka u oblasti Teorija umetnosti i medija stekao je na
interdisciplinarnim studijama Univerziteta umetnosti u Beogradu. Redovni
je profesor za uzu umetni¢ku oblast Grafika 1 graficke tehnike na Filolosko-
umetnickom fakultetu u Kragujevcu. Jedanaest radova ili njihove delove
izlagao je na preko sto grupnih i devetnaest samostalnih izlozbi. Dobitnik
je sedam nagrada za umetnicki rad. Njegovu viSemedijsku instalaciju Tudi
prostori —,, Zivi li covek od iznutra ka spolja ili od spolja ka iznutra? ” otkupio
je Narodni muzej Kragujevac, za Zbirku Odeljenja za istoriju umetnosti, po
konkursu Ministarstva kulture 1 informisanja Republike Srbije za finansiranje
umetnickih dela iz oblasti vizuelnih umetnosti, 2016. godine. Pored nje, dve
kompozitne grafike iz serije Rekonstrukcije nalaze se u istoj Zbirci. Objavljuje
naucne radove, eseje, kao i tekstove popularne publicistike. Putuje.

Vladimir Rankovié was born in 1973 in Kragujevac. He completed the
First Kragujevac Gymnasium high school. He graduated from the Faculty of
Applied Arts in Belgrade, Department of Graphic Art, Group for Printmaking
and Book Design. He obtained the title of Doctor of Science in the field of
Theory of Art and Media at the interdisciplinary studies of the University of
Arts in Belgrade. He is a full professor in the field of Printmaking and Printing
Techniques at the Faculty of Philology and Arts, University of Kragujevac.
He exhibited eleven works or their parts at over one hundred group and
nineteen solo exhibitions. He is the winner of seven awards for artistic work.
Multimedia installation Somebody Elses Spaces — “Does a Man Live From
Within to Without or From Without to Within? ” was purchased by the National
Museum of Kragujevac for the Collection of the Department of Art History,
according to the contest of the Ministry of Culture and Information of the
Republic of Serbia for the financing of works of art from the field of visual
arts, in 2016. Beside it, two composite prints from the Reconstruction series
are in the same Collection. He publishes scientific papers, essays, as well as
popular nonfiction texts. He travels.
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David Mastikosa (1992) je bosanskohercegovacki kompozitor mlade
generacije. Osnovne 1 master studije zavrSio je na Akademiji umjetnosti
Univerziteta u Banjoj Luci u klasi prof. Tatjane MiloSevi¢ Mijanovi¢. Na istoj
akademiji 2020. godine dobija zvanje viSeg asistenta na Katedri za muzicku
teoriju i kompoziciju.

Nakon $to se njegova muzika pojavljuje na internacionalnoj muzickoj
sceni, on dobijaporudzbine istaknutih ansambala poput: Ensemble Metamorphosis,
Zagrebacki solisti, Stockholm Saxophone Quartet, Kalamos kvintet i dr. Takode,
njegova muzika se pojavljuje i na internacionalnim festivalima poput: Muzicki
Biennale Zagreb, Festivalis Druskomanija, Dani Vlade S. MiloSevi¢a, Tribina
kompozitora Beograd, AlbaNova, Vare§ Classic Festival i dr.

David Mastikosa trenutno zavrSava doktorske studije kompozicije
u klasi prof. Aleksandre Vrebalov, na Akademiji umetnosti Univerziteta u
Novom Sadu, te je viSegodisnji stipendista Fonda ,,Dr Milan Jeli¢*“. Mastikosa
je alumnista francuske Skole za talente Académie musicale de Villecroze, a
ekskluzivni izdava¢ njegove muzike je holandski Donemus. Zivi, radi i stvara
u Banjoj Luci.

David Mastikosa, born in 1992 in Prijedor, Bosnia and Herzegovina,
i1s a distinguished contemporary composer recognized for his unique and
distinctive artistic expression. He holds both a bachelor’s and master’s degree
from the University of Banja Luka, Academy of Arts, where he currently
serves as a Senior Teaching Assistant in the Department of Musical Theory
and Composition. Mastikosa won several awards for music, including the
prestigious award for best music for contemporary film from the British
Council Ukraine in collaboration with Dovzenko-Centr in 2020. Additionally,
he has been honored by the University of Banja Luka for his international
achievements and contributions to the arts, as well as by the City of Banja
Luka for his significant cultural contributions.

His compositions have been commissioned and performed by
prominent artists and ensembles such as LLLeggiero Woodwind Trio,
Ensemble Metamorphosis, SaSa Mirkovi¢ (viola), Stockholm Saxophone
Quartet, Kalamos Quintet, Zagreb Soloists, Zagreb Flute Ensemble, Novi Sad
Wind quintet, Banja Luka Philharmony, and Brass UL AG.

His work has been performed at renowned festivals worldwide,
including Dani Vlade S. MiloSevi¢a (Bosnia and Herzegovina), Vare§ Classic
Festival (Bosnia and Herzegovina), Festivalis Druskomanija (Lithuania),
AlbaNova (Belgium), CEME (Israel), Music Biennale Zagreb (Croatia),
Trieste Flute Festival (Italy), the 32nd International Review of Composers in
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Exclusively published by Donemus Publishing House of Contemporary
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