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ymemHocmu, Ckonse, CegepHa MakedoHuja

YAK: [7.046.3+271.2:27-526.62]:793.3(495.6)

NJEC USMEBY BOXXAHCKOI M FTPELUHOT Y
MAKEAOHCKOM NMPABOC/IABHOM ®PECKO->XUBOMNCY
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MpoyyaBare OTKpMBa ABa AOMWHAHTHA MPUCTYNa, YCNOB/bEHA Mpe CBera nosioxajem
nnecay $1no30pCKo-eTUUKOM ANCKypCy Brbnuje n apyrnx cpesH0BEKOBHYX TEOTOLLKNX
TeKCToBa, ykbyuyjyhn aena CseTor JoBaHa 3natoyctor (347-407), CseTtor Bacunuja
Benukor (330-379), CeTor puropuja borocnosa (329-390) 1 gpyrux aytopa.
Heke ppecke 1 nKoHe NpurKasyjy Teno Kao kaHa Kpo3 Koju ce cnaeu bor, npeactas/bajyhu
nnec Kao OTe/I0TBOPEHN 061K XBasle 1 BUABUBY MaHndecTaLmjy 60XaHCKe XapMOoHuje
N JyXOBHOT y3BMLUeHa. HacynpoT TomMe, Ha ApyrMM ¢peckama M MKOHama nnec ce
nosesyje ca WUCKyLLIeHeM 1 MOPAaJIHUM OACTYMNaHeM, JOK Ce NMOKPeT TyMaum Kao 13pas
ZieMoHcKor yTuuaja. OBa BpcTa nJieca NoBesaHa je ca Mo30puLLIHUM npakcama nyTyjyhnx
n3Bohayay cpesHem Beky.

M3 aHannTuyke nepcrnekTnee, TENO Y OBUM [iBaMa NPUCTYNNMa CTUYE pa3andmTe
CEMaHTUUKe KBasiUTeTe: jaB/ba Ce UM KaO MeCTO MCKYLLEeHa U rpexa Wim Kao MeAnjym
KpO3 KOju ce mcrnosbaajy 6oxaHcke cune. OcMMm Tora, OBe CpefHOBeKOBHe dpecke
LOKYMEHTYjy ogpefjeHe niecHe efeMeHTe KOju Cy OCTann >XnBK y ¢OAKN0PHOj TpaanLmnju,
omoryhagajyhu aa ce oHV Mpeno3Hajy 1 o4peje NoCpeCTBOM CBOjMX BMU3YyeIHMX MpLrKasa.
Ha Taj HauuH dpecke NpeAcTaB/bajy He CaMo YMeTHMYKa CBeAo4vaHcTBa Beh 1 gparoueHe
MN3BOPE 3a PEeKOHCTPYKUMj)y K3BORHaukmx mnpakcu, 4ysBajyhn TparoBe OTe/0TBOPEHMX
Tpajnumja Koju v nHaye Moram 6UTKU N3rybsbeHn. I3 0BUX KOHTPACTHUX NepcrnekTrBa
Mory ce fobutn BpeaHe MHPopMaumje 0 M3BORAUKMM Mpakcama AaTor MUCTOPWjCcKor
nepuoja, Koje oTKpMBajy He camo ecTeTcke 06/1Ke naeca Beh 1 MopasHe 1 TeonoLlKe
AMCKypCe KOoju Cy 06/1MKOBaN HeroBy peLienuujy.

KmbyuHe peun: cpedr08ekoeHe ppecke U UKOHe, pesu2uja, u3eohadke npakce,
nnecHa mena, MakedoHuja
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SOI’)jG Zdravkova Djeparoska z.djeparoska@gmail.com

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

DANCE BETWEEN THE DIVINE AND THE SINFUL IN MACEDONIAN
ORTHODOX FRESCO TRADITIONS

Although various theoretical and thematic discourses have explored dance,
little attention has been paid to dance motifs in Christian imagery. An examination of
medieval Macedonian Orthodox fresco painting offers a compelling entry point into this
subject. The analysis reveals two dominant approaches, conditioned primarily by the po-
sition of dancing in the philosophical and ethical discourse found in the Bible and other
medieval theological texts, including works by Saint John Chrysostom (347-407), Saint
Basil the Great (330-379), Saint Gregory the Theologian (329-390), and others.

Some frescoes and icons depict the body as a channel through which the Lord is
glorified, presenting dance as embodied praise and a visible manifestation of divine har-
mony and spiritual exaltation. By contrast, certain sources associate dance with tempta-
tion and moral deviation, interpreting movement as an expression of demonic influence
and linking it to itinerant performers of the Middle Ages.

From an analytical perspective, the body takes on different semantic qualities
in the two approaches: either as a locus of temptation and sin or as a medium through
which divine forces manifest. Moreover, these medieval frescoes document certain
dance elements that have remained alive in folkloric tradition, allowing them to be iden-
tified and defined through their visual representation. In this way, the frescoes serve not
only as artistic testimonies but also as valuable sources for reconstructing performing
practices, preserving traces of embodied traditions that might otherwise have been lost.
These contrasting perspectives provide valuable information about the performing prac-
tices of the period, revealing not only the aesthetic forms of dance but also the moral and
theological discourses that shaped its reception.

Keywords: medieval frescoes and icons, religion, performing practices,
dancing bodies, Macedonia
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UDK: 784.3:316.7

KOLEKTIVNO PEVANJE U VREMENIMA PREISLAPAJUC'IH
KRIZA: MUZIKA, BRIGA | DRUSTVENI ZIVOT

U ovom predavanju bavim se porastom interesovanja za kolektivno pevanje to-
kom poslednje dve decenije. Od protestnih i ,Zalbenih” horova, ekolo3kih i aktivistickih
pevackih grupa do organizovanog pevanja u slobodno vreme, poput pop horova, horova
penzionera i osoba sa invaliditetom ili Zenskih pevackih grupa razliciti oblici kolektivnog
pevanja prosirili su se Sirom sveta. Ove inicijative obuhvataju veoma razli¢ite organi-
zacione forme, od komercijalnih programa i samoorganizovanih aktivistickih grupa do
ansambala koje podrzZavaju lokalne samouprave i dobrovoljnih ansambala u lokalnim
zajednicama. Ipak, povezuje ih to $to uceS¢e u ovim kolektivima ne zahteva poseban
pevacki talenat, vestine ili muzi¢ko obrazovanje: svako je pozvan da peva, bez obzira na
sposobnosti, muzicke afinitete ili prethodno iskustvo.

Uzimaju¢i kao primere razlicite kolektivne i ad hoc pevacke grupe na postju-
goslovenskom prostoru, istraZzujem obnovljeno interesovanje za kolektivho muzi-
ciranje kao otelovljeni oblik drustvenog Zivota. Polazedi od svojih prethodnih is-
traZivanja pevackog aktivizma i ,muzickog slobodnog vremena” (2025), kolektivhom
pevanju pristupam iz perspektive brige (care). Za razliku od dominantnih diskursa,
koji paZnju usmeravaju prvenstveno na brigu o sebi i svode je na individualizovano
iskustvo ili licnu dobrobit, o muzici i politikama brige razmisljam u kontekstu preklapa-
jucih kriza Cesto opisanih pojmom polikrize u kojima se ekoloske, ekonomske i
drustveno-politicke krize sve vise medusobno prepli¢u i pojacavaju (Henig i Knight
2023), prozimajudi sve aspekte nasih Zivota. Ispitujem kako zajednit¢ko pevanje
funkcionise kao otelovljena i relaciona praksa kroz koju se druStveni Zivot odrZava
i pregovara, podsticuc¢i uzajamnost, podrsku i pripadanje, ali istovremeno razotkri-
vajuc¢i mogucnosti, tenzije i ograni¢enja ovih praksi. Umesto da kolektivno muziciranje
posmatram kao resurs za licnu dobrobit, istraZzujem ga kao oblik otelovljene politike i
kao odgovor na odsustvo sistemske i kolektivne brige. Pritom postavljam pitanje: kako
kolektivno muziciranje omogucava, preoblikuje i ogranicava druStveni Zivot u turbu-
lentnim vremenima preklapajucih kriza?

Kljucne reci: kolektivno pevanje, briga, polikriza, otelovijena politika, drustveni Zivot
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COLLECTIVE SINGING IN TIMES OF OVERLAPPING
CRISES: MUSIC, CARE, AND SOCIAL LIFE

In this lecture, | address the growing interest in collective singing over the last
two decades. From protest and “complaint” choirs, environmental and activist singing
groups, to organised leisure singing, such as pop choirs, choirs for retired and disabled
people, or women'’s singing groups, diverse forms of collective singing have proliferated
across the world. These initiatives take many forms, from commercial programmes and
self-organised activist groups to municipally supported and community-based voluntary
ensembles. Yet they are connected by the fact that participation in these collectives re-
quires no particular singing talent, skills, or musical education: everyone is invited to sing,
regardless of ability, musical preferences, or previous experience.

Taking various collective and ad hoc singing groups in the post-Yugoslav region
as examples, | explore this renewed interest in collective music-making as an embodied
form of social life. Drawing on my previous research on singing activism and “musical
leisure” (2025), | approach collective singing from the perspective of care. In contrast to
dominant discourses that focus primarily on self-care and reduce it to an individu-
alised experience or personal well-being, | consider music and the politics of care in
the context of overlapping crises - often described through the concept of polycrisis - in
which ecological, economic, and socio-political crises increasingly intersect and intensify
one another (Henig and Knight 2023), permeating every aspect of our lives. | examine
how singing together functions as an embodied and relational practice through which
social life is sustained and negotiated, fostering mutuality, support, and belonging while
also revealing the possibilities, tensions, and limitations of these practices. Rather than
treating collective music-making as a resource for personal well-being, | explore it as a
form of embodied politics and a response to the absence of systemic and collective care.
In doing so, | ask: How does collective music-making enable, reshape, and constrain so-
cial life in turbulent times of overlapping crises?

Keywords: collective singing, care, polycrisis, embodied politics, social life
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YAK: [141.14+4117]:7.041
MOJAEPHE HEBOJbE CA TEJIOM

LLInpoko je pacnpocTparbeHo MULL/bEHe /1a 3amnajHy MOJepHY NpeBacxoiHo
KapakTepulle ycpegcpefeHOCT Ha MaTepujaiHO W TenecHo, Te Aa Cy PasnnyuunTu
06MLUN ,MaTepujanmsma” JOMUHAHTHU NAEOOLLKM OKBUPW YHYTap KOjUX Ce MoXe
CMecTUTU HajBehn - nnn 6apem HajBaxXHWNjN - 4e0 NHTeNeKTya He UCTOpUje MoJepHe.
OBO npegaBake ocCnopaBa TakBO CTaHOBMLUTE W 3acTyna Te3y Ja je jeAHa o4
OCHOBHUX KapakTepucTnka MojepHe ynpaBo 6eKCTBO OJ MaTepujanHor 1 TellecHor.
MogepHOCT je obenexeHa TeXHOM Ka ancTpakuuju n gematepujanusauunjun, npe
Hero ycMepeHolwhy ka mMaTepujasHOM W TenecHoM. MocebHa naxra noceeheHa je
nepuojy paHe MojepHe 1 HauyMHNMa Ha Koje je cneunduryaH MeTo NpucTyna ceety
f,0Beo 0 apupmaLmje ancTPaKTHOr Haj KOHKPETHUM, MeXaHWNUKOr Haj OpraHCkuM v
WHCTPYMEHTANHOT Haj TEOPUjCKIM.

KmbyuHe peun: meso, Mamepuja, ancmpakyuja, UHCMpPYMeHmMaaHu pasym, meopujcku pasym

Davor DZalto davorxdzalto@gmail.com

Institute for the Study of Culture and Christianity, Belgrade, Serbia; Northwestern
University, Evanston, USA; and Webster University in Tashkent,

Tashkent, Uzbekistan
MODERN TROUBLES WITH THE BODY

It is a widely held view that Western modernity is predominantly character-
ised by its focus on the material and the bodily, and that various forms of “materi-
alism” constitute the dominant ideological frameworks within which the largest - or
at least the most significant - part of the intellectual history of modernity can be
situated. This lecture challenges such a view and argues that one of the fundamen-
tal characteristics of modernity is precisely its escape from the material and the
bodily. Modernity is marked by a tendency towards abstraction and dematerialisa-
tion rather than by an orientation towards the material and the bodily. Particular
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attention is devoted to the early modern period and to the ways in which a specific
method of approaching the world led to the affirmation of the abstract over the con-
crete, the mechanical over the organic, and the instrumental over the theoretical.

Keywords: body, matter, abstraction, instrumental reason, theoretical reason
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THE BODY AS A MEDIUM - PERFORMATIVITY, IMAGE, AND
SOUND IN ARTISTIC AND RELIGIOUS CONTEXTS
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Radio-televizija Srbije, Muzicka produkcija, Simfonijski orkestar,
Beograd, Srbija

UDK: 784.4:398.831

PERFORMATIVNOST GLASA U SAVREMENO]J INTERPRETACIJI
TRADICIONALNE USPAVANKE: IZVODACKA | KONCEPTUALNA
PERSPEKTIVA PROJEKTA LILITH ABI

Rad analizira performativni potencijal vokalnog izraza iz izvodacke per-
spektive, na primeru autorskog projekta Lilith Abi. U fokusu je psiholosko-emotivni
dualitet tradicionalne uspavanke, koji se u projektu ostvaruje kroz zvucni sukob
dveju arhetipskih figura: majke zastitnice i mitske Lilit. Osvetljavajudi sloZen spek-
tar potisnutih emocija povezanih sa materinstvom, rad istraZzuje nacine njihovog
otelovljenja u Zivom izvodenju. U autorskoj i improvizovanoj muzici glas funk-
cioniSe kao telesni medij, u sadejstvu sa karakteristi¢cnim bojama instrumenata
i elektronike, ¢ime se tradicionalni kod preobraZava u savremeni zvucni ritual.
Konacno, ukazuje se na somatsko-afektivni potencijal ove muzike, koji se dovodi u
vezu sa snaznim efektima opaZenim u recepciji publike.

Kljuéne reci: performativnost glasa, uspavanka, izvodacka praksa, Lilith Abi, somatski afekt

Katarina Aleksic kataleksic@gmail.com

Radio Television of Serbia, Music Production, Symphony Orchestra, Belgrade, Serbia

THE PERFORMATIVITY OF VOICE IN THE
CONTEMPORARY INTERPRETATION OF THE TRADITIONAL
LULLABY: A PERFORMANCE-BASED AND CONCEPTUAL
PERSPECTIVE ON THE LILITH ABI PROJECT

This paper examines the performative potential of vocal expression from
the performer’s perspective, using the original project Lilith Abi as a case study. It
focuses on the psychological and emotional duality of the traditional lullaby, articu-
lated in the project through a sonic confrontation between two archetypal figures:
the protective mother and the mythical Lilith. By illuminating a complex spectrum
of suppressed emotions associated with motherhood, the paper explores how these
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states are embodied in live performance. Within the project’'s composed and im-
provised music, the voice functions as a bodily medium alongside the distinctive
timbres of instruments and electronics, transforming the traditional code into a
contemporary sonic ritual. Finally, the paper highlights the music’'s somatic-affec-
tive potential, linking it to the powerful effects observed in audience reception.

Keywords: vocal performativity, lullaby, performance practice, Lilith Abi, somatic affect

Muxauno AHmosuh mihailo.antovic@filfak.ni.ac.rs

YHueepsumem y Huwy, ®uno3opcku pakynmem u LleHmap 30 Ko2HUMUBHE Hayke,
Huw, Cpbuja
YAK: 78:81'1

JEANHCTBO Y PASJINMNTOCTN: METACXEMA Y TYMAYERDY
MY3UNYKOT N PENUTNJCKOT 3HAYEHA

KorHntneBHa numHreuctuka seh gyro TBpAM fAa Cy ancTpakTHW MOjMOBU
yTeMe/beH y MOjMOBHVM CXeMama - yTe/I0B/beHMM 0b6pacLMa Koju ce NoHaB/bajy n
1N3BOJE N3 TeJIeCHOr UCKYCTBa. /I3 Te nepcrnekTnBe MOry ce nocmartpaTtu U rnojase y
KOHLenTyanmsaumju Mysunke, nonyt BEPTUKAIHOCTK, KOja MOTUBMLLE MeTadope Kao
WITO je ,0Ba MefioAuja ce rnere CBe BULUE", NIV CXeMe U3BOp-MyTaka-Lu/b, Kao y
nckasy aa ce ,ppasa kpehe ka kynmuHaunjn”. OBaj pag TBPAN Aa TaKBUM NOjeANHAUHNM
CXeMaMa 4ecTo NPeTxXoAn ancTpakTHUjXU KOHCTPYKT MeTacxeme: MOjMOBHW OKBUP
KOjU KOHLenTyanmsyje MokpeHyTu objekaT KOju, AeNoBarbeM CuUe, MeHa MooXaj
UAK 06K AyX nyTawe, Hajuewwhe y AMNCKPeTHUM Kopauuma, Texehu apekTmBHO
NPVBAAYHOM LM/bY. Ha OCHOBY MOjUX PaHUjUX eKCMepuMeHTaNiHUX U aHaNIUTUYKNX
cTyavja o - MehykynTypHUX ekcneprMeHaTa 0 My3n4koj MeTadopu 40 GopManHor
BMLLIEAOMEHCKOr MOJena CeMno3e MpUMeHeHOr Ha KaHOHCKe WHCTpyMeHTasHe
npumepe - Hajlpe Nokasyjem Kkako oBa MeTacxeMa jiefyje y My3uLm yonwite, 061nkyjy-
hn cnywaoyeBa Tymaudera XapMOHCKe HameToCTW, MeNoAnjcke KOHType, putma v
apTukynaumje. Juckycmja ce notom ycMepaBa Ha HauMH Ha KOjuU UCTa MeTacxema
noTromMaxe Tymayere My3unKe ca pelnrnjckuMm TeMama, O4HOCHO AyXOBHUX Aena, 04
peHecaHCcHe NoAnpoHMje Npeko bapokHOr opaTopmnjymMa 0 CaBpeMeHe eeKTPOHCKe
My3uKe. AHa/iM3a ce 3aTUM NpoLuvpyje Ha Apyre penrunjcke JoMeHe - NaTtpuctnuyky
nNpo3y, JyXOBHY JIMKOBHY YMETHOCT 1 MeTadM3MUKy noesnjy - y KojMa N3HoCUM npu-
Mepe MOHaB/barba WUCTOr MpPeKOoHLenTyanHor obpacua. KoHayHo, Harnawasam Aa
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mMeTacxema npeAcrtaB/ba 4e0 MO LUMPEr OKBMPa, Teopuje BULLIECTPYKOr yTeMe/bera
3Hayera. Ta Teopnja ce y BEIMKO] MepPW OC/lakba YNPaBO Ha CXEMATUYHOCT Kako 6u
ob6jacHuNa fyboke Be3e y OCHOBW MPUBUAHE PA3HOIMKOCTU MY3UYKUX U PENTUJCKNX
TyMaudema.

K/byuHe peun: memacxema, NOjMOBHA CXeMQ, My3U4KO 3HQYere, KOZHUMUBHA
NIUH2BUCMUKQ, penuujcka Memagopa

Mihailo Antovic mihailo.antovic@filfak.ni.ac.rs

University of Nis, Faculty of Philosophy and Centre for Cognitive Sciences, Nis, Serbia

UNITY IN DIVERSITY: THE META-SCHEMA IN
INTERPRETING MUSICAL AND RELIGIOUS MEANING

Cognitive linguistics has long argued that abstract concepts are grounded
in image schemas - embodied, recurrent patterns derived from bodily experience.
Along these lines, phenomena in the conceptualisation of music can also be ob-
served, such as verticality (which motivates metaphors like “this melody is rising
ever higher”) or the source-path-goal schema (as in the claim that “the phrase is
moving towards its climax”). This paper argues that such individual schemas are
often preceded by a more abstract construct, the meta-schema: a cognitive frame-
work that conceptualises an object that has been put in motion and that, through
the action of force, changes position or shape along a trajectory, typically in dis-
crete steps, striving towards an affectively attractive goal. Drawing on my earlier
experimental and analytical studies - from cross-cultural experiments on musical
metaphor to a formal multi-domain model of semiosis applied to canonical instru-
mental examples - | first show how this meta-schema operates in music in gener-
al, where it shapes listeners’ interpretations of harmonic tension, melodic contour,
rhythm, and articulation. The discussion then turns to how the same meta-schema
supports interpretation in music with religious themes, that is, in sacred works,
from Renaissance polyphony, through Baroque oratorio, to contemporary elec-
tronic music. The analysis is then extended to further religious domains - patris-
tic prose, religious visual art, and metaphysical poetry - where | offer examples in
which the same preconceptual pattern recurs. Finally, | emphasise that the me-
ta-schema forms part of my broader framework, the theory of multilevel-ground-
ed semantics: this big program draws heavily on schematicity to account for deep
connections beneath the apparent diversity of musical and religious interpretations.

Keywords: meta-schema, image schema, musical meaning, cognitive linguistics,
religious metaphor
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KAZIA NJIEC MOCTAHE 3BYK: TPAFOBU LUMAHCKOT
NAECHOT ®O/IK/IOPA Y KNABUPCKOJ MY3UL ANTBEHU3A,
FPAHAZLOCA U AAE ®AJBE

LLinaHcKy My3KKy 4ecTo rnosesyjemMo ca naecom. Ann wTa ce goraha ca
niecom Kaja n3ocTaHe Teso necaya? Kako ce heros nokpeT npeobpaxasa y 3BYK
Knasupa?

MpeaaBare y3 ayano-npukas npeacrtasmba CD n3sgawe Sonidos de Espafia
N NCTpaxyje Tparose LUNaHCKOr naecHor Gponknopa y K1aBMpPCKoj Mysmun EHpurkea
IpaHagoca, Vicaka AnbeHunsa n MaHyena ge ®ame. Ha ogabpaHum npumepuma n3
aena Escenas romdnticas, Suite Espafiola, Tres danzas espafiolas, La vida breve vi gpyrux
KoMMno3nuuja pasmaTpajy ce puTam, KapakTep, apTuKynaumja 1 My3sndKn rect Kao
e/leMeHTM KPO3 KOje Ce TeIeCHOCT nJieca npeobpaxasa y KNaBUPCKN 3BYK.

MNMocebHa naxa nocseheHa je n3Bohaukoj NepcnekTBM, OAHOCHO HAUNHY
Ha KOju MnjaHuCTa CBOjUM TesloM, MOKPeTOM 1 AOAMPOM MOHOBO 06AMKYje MiecHM
KapakTep 3anmcaH y My3uuu. lopes ayauo-npmkasa ogabpaHux Komnosuuuja,
npefasare yK/bydyje 1 KpaTke AeMOHCTpaLmje NokpeTa YXMBO, KOjuMa ce NnojeAnHu
efleMeHTW MNJIeCHOr NoKpeTa NoBe3yjy Ca kXOBUM MY3UYKNM eKBUBANEHTMMA.

Ha Taj HaunH, ogHOC n3mehy nneca, Tena 1 3ByKa He caMo Ja ce pasmaTpa
Beh ce 1 HenocpeAHO Nnokasyje KPo3 nose3nBake ayano-nprMepa 1 geMoHcTpaymja
nokpeTa. Sonidos de Espafia Tako mocTaje npocTop cycpeTa GONKNOpHE Tpajuuunje,
KOMMO3UTOPCKE UMarnHauuje n caBpemMeHe nujaHnCcTnyKe nHTepnpeTaymje.

K/byuHe peun: wnaHcka My3uka, WNaHcKu NaecHU GoKkaop, My3uyku 2ecm,
neppopmamugHocm, kAasupPCKa UHMepnpemayuja
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WHEN DANCE BECOMES SOUND: TRACES OF )
SPANISH DANCE FOLKLORE IN THE PIANO MUSIC OF ALBENIZ,
GRANADOS, AND DE FALLA

Spanish music is often associated with dance. But what happens to dance
when the dancer's body is absent? How is its movement transformed into piano sound?

This audio-supported lecture presents the CD recording Sonidos de Espafia.
It explores traces of Spanish folk dance in the piano music of Enrique Granados,
Isaac Albéniz, and Manuel de Falla. Drawing on selected examples from Escenas
romanticas, Suite Espafiola, Tres danzas espafiolas, La vida breve, and other composi-
tions, the lecture considers rhythm, character, articulation, and musical gesture as
elements through which the corporeality of dance is transformed into piano sound.

The lecture pays particular attention to the performer’s perspective and how
pianists use their bodies, movements, and touch to reshape the dance character in-
scribed in the music. Alongside recorded excerpts from the selected compositions,
the lecture includes brief live demonstrations of movement, linking individual ele-
ments of dance movement to their musical equivalents.

In this way, the relationship between dance, body, and sound is not only
examined but also demonstrated directly through the interplay of audio examples
and movement demonstrations. Sonidos de Espafia thus becomes a meeting place
for folk tradition, compositional imagination, and contemporary piano interpretation.

Keywords: Spanish music, Spanish dance folklore, musical gesture, performativity,
piano interpretation
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ENEMEHT MY3WNYKOTI TECTA: MOKPET, ArEHT, SHAYEHE

My3nuKkKM recT 3aysrMa BaxXHO MeCTO Yy CaBPeMeHOj My3U4Koj Teopuju,
HapouMTO y WCTpaxmBatbMMa 3aCHOBAHWM Ha TEOPUjLN OTeN0TBOPEHe KOrHuuuje
(embodied cognition). TMonasehn o npeTnocTaBke Ja Teno, CEH30MOTOPHO
MCKYCTBO W Yy3ajaMHO JenoBatbe MepLenuuje M akuuje y4ecTByjy y 061MKOBarby
KOrHUTUBHUX MpoLieca, y OKBMPY OBWX MPUCTyna ancTpakTHe My3uuke CTpyKType
pasymejy ce MocpeAcTBOM MCKYCTBEHO 3aCHOBaHMX obpasaua KpeTarba, Cuae, mpo-
CTOpHe opujeHTaLje 1 BpeMeHcKe opraHusauuje. Y aHanmsm Mysurke TakBo raejuiuTe
omoryhaBa npuMeHy Teopuje KOHLenTyanHe MeTadpope U MoAena MynTUMOZAIHOD
MehyAoMeHCcKor npecivKaBaba.

Mopey TenecHWX, NPakTUYHUX 1 eKCNPecnBHNX recToBa, OBaj paj pasmartpa
KOHLlenTyanHe MysMuKke recToBe: 3By4He KOHQUrypauuje koje ce apTUKynuLly Yy
MY3MUKOM TOKY, KOje cnyLuanaL, npeno3Haje 1 koje y4ecTByjy y 0611MKoBaky My31UKOr
3Hauera. VIcnuTyjy ce Tpy KOHCTUTYTUBHA efleMeHTa My31YKOr recta - MoKpeT, areHT
N 3HaueHe - HMXOoBa obenexja, HauMHU KoHLenTyanmsaumje n mefycobHn ogHoCH
KpO3 Koje ce ycnocTaB/ba je AMHCTBO My3MUKOT recTa.

MNocebHa naxwa nocseheHa je MynTuMoganHoM MehygoMeHCKOM
npecnvkaBahy nsMehy jesnykor, TenecHo-GMU3NYUKOr 1 Mysn4Kor JomeHa. Ha npu-
MepuMa U3 MUjaHUCTMUKe NMTepaType Mnokasyje ce Kako ce obpacuu TesnecHor
MCKYCTBa MOTy akTWBMPATU Kao WU3BOPHWU AOMEHU Yy TymMauehy My3MUKWX rectoBa
N pasymeBarby MojeAnHUX peTopuykmnx ¢urypa. TakaB MPMUCTYn 3acHMBa ce Ha
CxBaTakby recrta Kao CTPYKTYypHe KapakTepucTuKe Haller nepLenTUBHO-aKLMOHOT
cMctemMa M kao peHoMeHa Koju Huje camo TenecHu Beh M MeHTanHu, 4Ymume ce
nosesyjy 3By4Ha opraHusaumja, NokpeT, cybjeKTUBHOCT U eKCMPecMBHO 3HaYeHse.
Ha Kkpajy, TakBO cxBaTatbe Mokasyje 3alUTO recT npejcraB/ba LeHTPaAHW nojam y
NCTpaxunBakby My3nKe 1 MMa KibyUHY ynory y Gopmupary My3MUKor 3Hauetba.

K/byuHe peun: My3uyku 2ecm, 0mesomeopeHa KO2HUYUja, azeHm, 3HaYerse, NPeciukaearse
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ELEMENTS OF MUSICAL GESTURE: MOVEMENT, AGENT, MEANING

Musical gesture occupies an important place in contemporary music theory,
especially in research based on the theory of embodied cognition. Proceeding from
the assumption that the body, sensorimotor experience, and the reciprocal inter-
action of perception and action participate in shaping cognitive processes, abstract
musical structures are understood within these approaches through experientially
grounded patterns of movement, force, spatial orientation, and temporal organisa-
tion. In music analysis, such a perspective enables the application of conceptual met-
aphor theory and models of multimodal cross-domain mapping.

In addition to bodily, practical, and expressive gestures, this paper considers
conceptual musical gestures: sonic configurations that are articulated in the musical
flow, recognised by the listener, and involved in shaping musical meaning. Three con-
stitutive elements of musical gesture are examined - movement, agent, and mean-
ing - as are their characteristics, modes of conceptualisation, and mutual relations
through which the unity of musical gesture is established.

Particular attention is devoted to multimodal cross-domain mapping be-
tween linguistic, bodily-physical, and musical domains. Using examples from piano
literature, the paper shows how patterns of bodily experience may be activated as
source domains in the interpretation of musical gestures and in the understanding of
certain rhetorical figures. Such an approach is based on the conception of gesture as
a structural characteristic of our perception-action system and as a phenomenon that
is not only bodily but also mental, linking sonic organisation, movement, subjectivity,
and expressive meaning. Finally, this approach demonstrates why gesture is a central
concept in music research and plays a key role in the formation of musical meaning.

Keywords: musical gesture, embodied cognition, agent, meaning, mapping
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SUBVERZIJA MASINSKOG POGLEDA: LJUDSKO TELO
KAO MESTO OTPORA U KONTEKSTU VESTACKE INTELIGENCIJE

Ljudsko telo se Cesto pojavljuje kao mesto otpora, kritike, otelovljenja, ma-
terijalnosti i naruSavanja ustaljenih obrazaca u umetnickim delima koja podrivaju ili
kriticki preispituju masinski pogled. Takva dela suprotstavljaju se teznjama veStacke
inteligencije ka bestelesnosti, apstrakciji, ekstrakciji podataka, nadzoru, pristrasnosti
i sveobuhvatnoj optimizaciji. Tehnologije poput snimanja pokreta, prepoznavanja lica
i generativnih modela izobliavaju, kategorizuju i izvlaCe podatke iz tela, razotkrivajudi
nacine na koje digitalni kapitalizam komodifikuje i optimizuje ljudsko telo. Isticanjem
tela, gesta, rada, ranjivosti i anatomskih nepravilnosti - bilo naglaSavanjem anatomskih
greSaka koje proizvodi veStacka inteligencija, bilo prostetickim intervencijama - umetnici
ukazuju na ono Sto algoritmima nedostaje ili 3to oni eksploatiSu: propriocepciju, taktilni
osecaj, emocionalne i fizicke granice i pristanak.

Brojna savremena umetnicka dela koriste ljudsko telo, biometrijske podatke,
pokret i lice kao medije otpora sistemima nadzora i prepoznavanja zasnovanim na
vestackoj inteligenciji. Ovo polje, koje se ubrzano razvija, obuhvata i istrazivanja post-
humanih hibrida, digitalnih dvojnika i otelovljenog otpora. Rad razmatra odabrana
umetnicka dela koja telo postavljaju u srediSte kritike i subverzije maSinskog pogle-
da. Dela koja nastaju kao odgovor na takozvanu algoritamsku anksioznost kritikuju
tehnologije prepoznavanja lica i pokreta primenom taktika kamuflaze i izbegavanja u
umetnickom performansu. Subverzija masSinske percepcije tako postaje koreografija,
izraz, slika ili drugi oblik umetnicke prakse.

Ove umetnicke prakse odbacuju standardizujuce operacije sistema za pre-
poznavanje lica i pokreta i teze strateSkoj neopazljivosti ili nevidljivosti. One pokazuju
kako se taktike usmerene protiv automatizovanog nadzora mogu preobraziti u per-
formans, sliku ili koreografiju. 1zvodaci potvrduju svoju ljudskost pred drugim ljudima
upravo tako Sto sistemima veStacke inteligencije postaju neprepoznatljivi kao ljudi.
Strategije kamuflaZze koje ukljucuju maske, Sminku, proteze ili neuobicajene pokrete
nastoje da telo zadrZe ispod praga detekcije kompjuterskog vida, ¢ime onemoguca-
vaju naknadno prepoznavanje lica ili analizu emocija. Medu primerima su umetnicke
prakse Adama Harvija i UroSa Krcadinca. Takva dela predstavljaju protest protiv bio-
metrijskog prepoznavanja i nejednakosti koje ove tehnologije reprodukuju. Ona telo
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ne tretiraju kao sirove podatke za obuku niti kao problem koji treba ukloniti optimi-
zacijom, vec kao kriticku, otpornu i generativnu snagu koja iznova potvrduje ljudsku
materijalnost nasuprot apstrakcijama vestacke inteligencije.

Klju€ne reci: subverzija, masinski pogled, otpor vestackoj inteligenciji, ljudsko telo
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SUBVERSION OF MACHINE VISION: THE HUMAN BODY
AS A POINT OF RESISTANCE IN THE CONTEXT OF
ARTIFICIAL INTELLIGENCE

The human body frequently emerges as a site of resistance, critique, embodi-
ment, materiality, and disruption in artworks that subvert or critically engage with ma-
chine vision. Such works counter Al's tendencies towards disembodiment, abstraction,
data extraction, surveillance, bias, and pervasive optimisation. Technologies such as
motion capture, facial recognition, and generative models distort, categorise, and
extract data from bodies, thereby revealing how digital capitalism commodifies and
optimises the human body. By foregrounding the body, gesture, labour, vulnerability,
and anatomical irregularities -whether by highlighting Al-generated anatomical er-
rors or through prosthetic interventions - artists draw attention to what algorithms
lack or exploit: proprioception, tactile sensation, emotional and physical limits, and
consent.

Numerous contemporary artworks use the human body, biometric data,
movement, and the face as media of resistance to Al-driven surveillance and recogni-
tion systems. This rapidly developing field also encompasses explorations of posthu-
man hybrids, digital twins, and embodied resistance. The paper examines selected
artworks that place the body at the centre of the critique and subversion of machine
vision. Works responding to so-called algorithmic anxiety challenge facial- and move-
ment-recognition technologies through tactics of camouflage and evasion incorpo-
rated into artistic performance. The subversion of machine perception thereby be-
comes choreography, expression, image, or another form of artistic practice.

These artistic practices reject the standardising operations of facial-and
movement-recognition systems and pursue strategic imperceptibility or invisibility.
They demonstrate how tactics directed against automated surveillance can be trans-
formed into performance, image, or choreography. Performers affirm their human-
ity to other humans precisely by becoming unrecognisable as human to Al systems.
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Camouflage strategies involving masks, make-up, prostheses, or unusual movements
seek to keep bodies below the threshold of detection by computer vision systems,
thereby obstructing subsequent facial recognition or emotion analysis. Examples in-
clude the artistic practices of Adam Harvey and Uros Kr€adinac. Such works constitute
a protest against biometric recognition and the inequalities reproduced by these tech-
nologies. They treat the body not as raw training data or as a problem to be eliminated
through optimisation, but as a critical, resistant, and generative force that reasserts
human materiality against the abstractions of artificial intelligence.

Keywords: subversion, machine vision, resistance to artificial intelligence, human body
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NAUKA | PERCEPCIJA ZVUKA: PSIHOFIZIOLOGIJA
KLAVIRSKOG DODIRA MARI ZAEL | TELO KAO MEDI)

Rad istrazuje istorijski presek neuronauke, somatosenzorne percepcije i
muzi¢kog izvodastva kroz analizu pionirskog rada Mari Zael (Marie Jaéll, 1846-1925).
Polaze¢i od tematskog okvira Telo kao medij, istraZivanje razmatra nacin na koji je Zael
redefinisala telo pijaniste - posebno Saku i jagodice prstiju - preobrazavajudi ga iz me-
hanickog sredstva u inteligentan, perceptivan i ekspresivan medij zvu¢nog prevodenja.

U skladu sa pozitivistickom mislju svog vremena i zaCecima eksperimen-
talne psihologije, Zael je, u saradnji sa fiziologom Sarlom Fereom (Charles Féré),
razvila sistemati¢an neuroloSki pristup. Njena osnovna metodologija uobli¢ena je
u traktatu Le Toucher (1894-1899), a potom razvijena u delima La Musique et la psy-
chophysiologie (1896) i Le Mécanisme du toucher (1897). Posebno je znacajno to Sto je
teoriju povezala sa stvaralackom praksom, komponuju¢i originalna muzicka dela u
okviru sopstvene metode kako bi podstakla telesni i umetnicki razvoj izvodaca. Zael
je smatrala da je muzicki tembr utemeljen uneuroloSkoj svesti o taktilnom pokretu,
pri ¢emu je koristila ,graficku metodu” za mapiranje pritiska koze na dirke, anticipira-
juci na taj nacin savremene teorije otelovljene kognicije.

Kontekstualizacijom ovih traktata, rad prati naslede Mari Zael $irom Evrope,
posredstvom istaknutih li¢nosti kao §to su Albert Svajcer i Blan$ Selva, i iznova je sa-

32



gledava kao ranu teoreticarku intermedijalnosti, koja je ljudsko telo tumacila kao Zivi,
rezonantni pretvara¢ muzicke misli.

Kljuéne reéi: Mari Zael, psihofiziologija dodira, telo kao medij, metod i kompozicija, kompozi-
torka i pedagoskinja
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SCIENCE AND PERCEPTION OF SOUND:
MARIE JAELL'S PSYCHO-PHYSIOLOGY OF PIANO TOUCH AND
THE BODY AS MEDIUM

This paper explores the historical intersection of neuroscience, somatosen-
sory perception, and musical performance by analysing the pioneering work of Ma-
rie Jaéll (1846-1925). Positioned within the theme of The Body as Medium, this study
investigates how Jaéll reconfigured the pianist's body - specifically the hand and the
fingertips - from a mechanical tool into an intelligent, perceptive, and expressive me-
dium of sonic translation.

Reflecting the positivist thought of her time and nascent experimental psy-
chology, Jaéll established a systematic, neurological approach alongside physiologist
Charles Féré. Her core methodology was crystallised in the treatise Le Toucher (1894-
1899) and expanded in La Musique et la psychophysiologie (1896) and Le Mécanisme
du toucher (1897). Crucially, she integrated theory with creative practice, composing
original musical pieces within her method to foster the performer’s physical and artis-
tic evolution. Jaéll posited that musical timbre is rooted in the neurological conscious-
ness of tactile movement, using a “graphic method” to map cutaneous pressure on
keys and anticipating modern theories of embodied cognition.

By contextualising these treatises, this paper traces Jaéll's legacy across Eu-
rope through prominent figures like Albert Schweitzer and Blanche Selva, reframing
her as an early theorist of intermediality who decoded the human body as a living,
resonant transducer of musical thought.

Keywords: Marie jaéll, psycho-physiology of touch, body as medium, method and composition,
female composer and teacher
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POETIKA ANTIGRAVITACIONIH TELA:
OD LIKOVNE PREDSTAVE DO FILMSKE SLIKE
U OPUSU EMIRA KUSTURICE

Motivi letenja i lebdenja predstavljaju prepoznatljiv element filmskog jezika
Emira Kusturice i karakteristicnu osobenost njegove vizuelne poetike. Rad se bavi
nacinima na koje reditelj koristi ove elemente filmske slike kako bi narusio granice
fizicke stvarnosti, polazedi od pretpostavke da prisustvo antigravitacionih tela ne sluzi
samo proizvodenju nadrealnog ili fantastickog efekta. Jedno od mogucih polazista
za ovako sloZen vizuelni postupak jeste rediteljevo interesovanje za citate iz istorije
umetnosti, njihovo uvodenje i transponovanje u filmsku sliku, u razli¢ite narativne i
simbolicke kontekste. Kroz prizmu odnosa dveju vizuelnih umetnosti likovne i filmske
razmatraju se slikarsko naslede u filmu, mogucée poveznice sa delima Marka Sagala
i veze sa nadrealistickom poetikom. Cilj je da se pokaZe kako Kusturica ove vizuelne
reference ne preuzima mehanicki, vec ih preoblikuje posredstvom filmskih sredstava
kadra, pokreta kamere, montaze, zvuka i odnosa tela i prostora stvarajuci specificnu
poetiku na granici fizitke stvarnosti i imaginarnog.

Kljuéne re€i: Emir Kusturica, antigravitaciona tela, nadrealizam, Mark Sagal, filmska slika

Dina Debeljak Pavic dina.debeljak@kucalegata.org
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THE POETICS OF ANTIGRAVITY BODIES:
FROM PICTORIAL REPRESENTATION TO THE FILM IMAGE IN
EMIR KUSTURICA'S OEUVRE

Motifs of flying and hovering constitute a recognisable element of Emir
Kusturica's film language and a characteristic feature of his visual poetics. The paper
examines the ways in which the director employs these elements of the film image to
disrupt the boundaries of physical reality, proceeding from the assumption that the
presence of antigravity bodies does not merely serve to produce a surreal or fantastic
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effect. One possible point of departure for such a complex visual procedure lies in
the director’s interest in art-historical quotations, their introduction and transposi-
tion into the film image, and their placement within different narrative and symbolic
contexts. Through the prism of the relationship between two visual arts - fine art and
film - the paper examines the painterly heritage in film, possible links with the works
of Marc Chagall, and connections with surrealist poetics. The aim is to demonstrate
that Kusturica does not adopt these visual references mechanically but transforms
them through filmic means - framing, camera movement, editing, sound, and the
relationship between body and space thereby - creating a distinctive poetics situated
at the boundary between physical reality and the imaginary.

Keywords: Emir Kusturica, antigravity bodies, surrealism, Marc Chagall, film image
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MUZICKA PRAKSA KAO MEDI) TRANSGENERACIJSKOG
PRENOSA IDENTITETSKOG ISKUSTVA: SEVDALINKA IZMEDU
KULTURNOG PAMCENJA | PERFORMATIVNOG NASLEDA

Rad istrazuje kako muzi¢ka praksa moze funkcionisati kao medij trans-
generacijskog prenosa identitetskog iskustva, polaze¢i od pretpostavke da kul-
turno naslede ne opstaje iskljucivo kroz tekstualne, arhivske i diskurzivne oblike
transmisije, vec i kroz otelovljene izvodacke prakse kojima se kulturno pamdcenje
kontinuirano aktualizuje. U fokusu je sevdalinka kao specifi¢na forma balkanskog
muzicko-poetskog nasleda i paradigmatski primer kulturne prakse ciji kontinu-
itet pocCiva na izvodackom cinu.

Polazeci od teorijskih uvida studija kulturnog pamdenja i teorija trans-
generacijskog prenosa, rad razmatra nacine na koje se identitetsko iskustvo preno-
si kroz izvodacke obrasce koji prevazilaze nivo notiranog ili verbalno artikulisanog
sadrZaja. Posebna paznja usmerena je na glas i izvodacku artikulaciju kao nosioce
kulturne transmisije. Karakteristicni melodijski i lestvi¢ni obrasci, intervalske strukture,
ornamentika i nacini vokalnog oblikovanja posmatraju se kao tragovi razlicitih kulturnih
i religijskih tradicija sedimentiranih u izvodackom idiomu sevdalinke. Njihovim
ponovnim otelovljenjem u izvodackom ¢&inu, istorijski oblikovani obrasci zvu¢nog,
telesnog i afektivnog iskustva iznova se aktualizuju u sadasnjosti.
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U tom kontekstu, rad predlaze pojam performativnog nasleda kao ana-
liticku kategoriju za oznacCavanje oblika kulturnog nasleda Ciji kontinuitet zavisi
od ponovljivih izvodackih ¢inova. Za razliku od shvatanja nasleda kao stabilnog
repertoara sadrzaja, performativno naslede podrazumeva dinamicki proces re-
konstrukcije i aktualizacije kroz izvodenje. Sagledavanjem sevdalinke kao oblika
performativnog nasleda, rad nastoji da pokaze kako kulturno pamdenje opstaje
kao ziva i otelovljena praksa.

Klju€ne reci: kulturno pamcenje, performativno naslede, sevdalinka, transgeneracijski prenos,
identitetsko iskustvo
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MUSICAL PRACTICE AS A MEDIUM FOR THE TRANSGENERATIONAL
TRANSMISSION OF IDENTITY: SEVDALINKA BETWEEN CULTURAL
MEMORY AND PERFORMATIVE HERITAGE

This paper examines how musical practice may function as a medium for
the transgenerational transmission of identity, proceeding from the premise that
cultural heritage is sustained not only through textual, archival, and discursive
forms of transmission but also through embodied performance practices that con-
tinuously reactualise cultural memory. It focuses on sevdalinka as a distinctive form
of Balkan musical-poetic heritage and a paradigmatic example of a cultural practice
whose continuity depends on the act of performance.

Drawing on cultural memory studies and theories of transgeneration-
al transmission, the paper considers how identity-related experience is conveyed
through performative patterns that exceed the level of notated music or verbally
articulated content. Particular attention is devoted to the voice and performative
articulation as carriers of cultural transmission. Characteristic melodic and scalar
patterns, intervallic structures, ornamentation, and modes of vocal shaping are ap-
proached as traces of different cultural and religious traditions sedimented within
the performative idiom of sevdalinka. Through their renewed embodiment in per-
formance, historically shaped patterns of sonic, bodily, and affective experience are
reactualised in the present.

Within this framework, the paper proposes performative heritage as an an-
alytical category for forms of cultural heritage whose continuity depends on re-
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current acts of performance. Unlike conceptions of heritage as a stable repertoire
of cultural contents, performative heritage denotes a dynamic process of recon-
struction and reactualisation through performance. By approaching sevdalinka
as a form of performative heritage, the paper seeks to demonstrate how cultural
memory is sustained as a living and embodied practice.

Keywords: cultural memory, performative heritage, sevdalinka, transgenerational transmis-
sion, identity-related experience
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LJUDSKO TELO KAO SREDSTVO OGL‘I’-\§AVANJA:
OBJEKTIVIZACIJA, SEKSUALIZACIJA | ETICKE GRANICE U
VIZUELNOJ KOMUNIKACIJI

Rad razmatra upotrebu ljudskog tela kao reklamnog objekta i sredstva za
privialenje paZznje u savremenoj vizuelnoj komunikaciji. Analiza je usmerena na pojmove
objektivizacije i seksualizacije, retusiranje telesnih proporcija, nametanje nerealisti¢nih
standarda lepote, kao i na ulogu grafickih dizajnera u stvaranju i normalizaciji takvih
vizuelnih predstava. U radu se razlikuju eksplicitni, implicitni i kontroverzni seksizam,
pri ¢emu se analiziraju mehanizmi putem kojih kadriranje, osvetljenje, kompozici-
ja, koloristicki kodovi i tipografija pretvaraju ljudski subjekt u sredstvo ostvarivanja
komercijalnog efekta. Zakljuc€uje se da eticki problem ne proizlazi nuZzno iz samog
prikazivanja telesnosti ili erotizma, ve¢ nastaje onda kada se pojedinac svodi na telo
liSeno autonomije, konteksta i dostojanstva. Odgovoran dizajn trebalo bi da uskladi
upecatljivost forme sa postovanjem ljudskog identiteta i drustvenih implikacija vizu-
elne poruke.

Klju€ne reci: oglasavanje, graficki dizajn, objektivizacija, seksualizacija, etika
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THE HUMAN BODY AS AN ADVERTISING TOOL:
OBJECTIFICATION, SEXUALISATION, AND
ETHICAL BOUNDARIES IN VISUAL COMMUNICATION

The paper examines the use of the human body as an advertising object and a
means of attracting attention in contemporary visual communication. The analysis focuses
on objectification, sexualisation, the retouching of bodily proportions, the imposition of
unrealistic beauty standards, and the role of graphic designers in creating and normalising
such imagery. The study differentiates between explicit, implicit, and controversial sexism,
examining the mechanisms through which framing, lighting, composition, colour codes,
and typography transform the human subject into an instrument of commercial impact. It
concludes that the ethical problem does not necessarily arise from the representation of
physicality or eroticism itself, but emerges when the individual is reduced to a body devoid
of autonomy, context, and dignity. Responsible design should reconcile visual impact with
respect for human identity and the social implications of the visual message.

Keywords: advertising, graphic design, objectification, sexualisation, ethics
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TELO KAO SASUD: KO DOBRO PIJE, IDE U RA}

U radu je, na osnovu primera iz razlicitih istorijskih perioda, razmotrena
tema dionizijskih misterija (bahanalije u Rimu) u vizuelnim umetnostima. lako nije
pripadao prvobitnoj grupi dvanaest olimpskih bogova, Dionis je bio slavljen kao jed-
no od najznacajnijih boZanstava anticke Grcke. Zbog neobicne prirode svog dvostru-
kog rodenja, povezivan je sa temama smrti i vaskrsenja. Predstave prica vezanih za
nestasno boZanstvo, sklono stvaranju haosa - Dionisa u gr¢koj, odnosno Baha u
rimskoj mitologiji - krase brojne mozaike, skulpture, keramiku i predmete svakodnevne
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upotrebe, koje su stvarali greki, a potom i rimski umetnici. Popularnost scene bahanali-
ja, koja pobuduje sva Cula, odrzala se tokom srednjeg veka i postala ¢est motiv u
umetnosti renesanse, baroka i kasnijih perioda. Razmatrani su prikazi dionizijskih
misterija, odnosno bahanalija, tokom kojih su, posredstvom ekstati¢nog plesa i muzike,
tela u€esnika preobrazavana u sasude oslobodenja i sjedinjenja sa bozanstvom. U radu
se osvréemo na ditiramb i aulos - duvacki instrument sa jezickom, koji se obi¢no
svirao u paru (auloi) - koji su bili sastavni delovi proslave Dionisovog kulta, kao i uticaj
ovog rituala na nastanak pozorista.

Klju€ne reci: Dionizijske misterije/bahanalije, Dionis/Bah, ditiramb, aulos, pozoriste

An drijana Golac CvUbI’i/O golacandrijana@yahoo.com

University of Nis, Faculty of Arts in Nis, Nis, Serbia

THE BODY AS A VESSEL:
WHOEVER DRINKS WELL GOES TO HEAVEN

The paper explores representations of the Dionysian Mysteries (the Baccha-
nalia in Rome) in the visual arts through examples from different historical periods.
Although Dionysus was not initially one of the twelve Olympian gods, he was cele-
brated as one of the most significant deities in ancient Greece. Due to the unusual
nature of his twofold birth, Dionysus was associated with the themes of death and
resurrection. Scenes related to this mischievous, chaos-inducing deity - Dionysus in
Greek and Bacchus in Roman mythology - are abundantly represented in mosaics,
sculpture, ceramics, and everyday objects created by Greek and later Roman artists.
The popularity of Bacchanalian scenes, which appeal to all the human senses, per-
sisted throughout the Middle Ages, and the motif became frequent in Renaissance,
Baroque, and later art. The paper examines representations of Dionysiac festivals,
i.e., Bacchic mysteries, during which the participants’ bodies were transformed into
vessels which enabled liberation and unity with the god through ecstatic dance and
music. The dithyramb and the aulos - a reed wind instrument commonly played in
pairs (auloi) - as integral elements of the Dionysian rites, as well as the ritual’s influ-
ence on the emergence of theatre, are also considered in the study.

Keywords: Dionysian Mysteries/Bacchanalia, Dionysus/Bacchus, dithyramb, aulos, theatre
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UDK: [792.8+793.3]:782 Valc S.

KOREOGRAFSKA OPERA SASE VALC:
SAVREMENO TUMACENJE ODNOSA MUZIKE | TELA

Svetski priznata i viSestruko nagradivana nemacka plesacica, koreografkinja
i producentkinja SaSa Valc (Sasha Waltz) poznata je po interdisciplinarnom radu i
povezivanju razli¢itih umetnickih izraza i medija. U svom radu razvila je maStovita
i inovativna koreografska i rediteljska reSenja u tumacenju umetnicke muzike, naroci-
to u oblastima baleta i opere. Svojim osobenim pristupom operi, Valc je razvila Zanr
takozvane ,koreografske opere”. PoCetak njenog rada u ovom domenu oznacila je
postavka opere Didona i Enej (Dido & Aeneas) Henrija Persla (Henry Purcell), premi-
jerno izvedena 2005. godine u Luksemburgu. Na primeru ove postavke rad istrazuje
savremeni hibridni umetnicki izraz u kojem Valc preispituje telo, pokret i prostornu
dinamiku. Posebna paznja usmerena je na interdisciplinarni karakter postavke i ulogu
koreografije u oblikovanju savremenog scenskog tumacenja barokne opere.

Klju€ne reci: koreografska opera, Sasa Valc, Didona i Enej, telo, operska reZija

LjUbiCG Guzvic ljubicaguzvic@gmail.com

University of Arts in Belgrade, Interdisciplinary Studies,
Belgrade, Serbia

SASHA WALTZ'S CHOREOGRAPHIC OPERA:
A CONTEMPORARY INTERPRETATION OF THE RELATIONSHIP
BETWEEN MUSIC AND THE BODY

Sasha Waltz, a world-renowned and multi-award-winning German dancer,
choreographer, and producer, is known for her interdisciplinary work and engage-
ment with different artistic forms and media. Throughout her career, she has de-
veloped imaginative and innovative choreographic and directorial approaches to the
interpretation of art music, particularly in the fields of ballet and opera. Through
her distinctive approach to opera, Waltz has developed the genre known as “choreo-
graphic opera”. Her work in this domain began with a production of Henry Purcell’s
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Dido and Aeneas, which premiered in Luxembourg in 2005. Taking this production as
a case study, the paper explores a contemporary hybrid artistic form in which Waltz
reconsiders the body, movement, and spatial dynamics. Particular attention is de-
voted to the interdisciplinary nature of the production and the role of choreography
in shaping a contemporary stage interpretation of Baroque opera.

Keywords: choreographic opera, Sasha Waltz, Dido and Aeneas, body, opera directing
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Univerzitet za gradevinarstvo i arhitekturu ,Ljuben Karavelov”,
Sofija, Bugarska

UDK: 7.05:615.851 TAC-SEN

TERAPIJSKI POTENCIJAL TAKTILNO-SENZORNE
METODE ,,TAC-SEN"

Taktilno-senzorni komplet , TAC-SEN” osmislila je autorka, a u art-terapijskoj
praksi koristi se od 2019. godine. Komplet sadrzi 16 keramickih skulptura namenjenih
podsticanju taktilno-senzornog iskustva klijenata bez oslanjanja na €ulo vida. Senzaci-
je i se¢anja pobudeni dodirom mogu pokrenuti asocijacije koje klijentima omogucava-
ju da se povezu sa manje dostupnim aspektima sopstvenog iskustva i osveste njegove
do tada neprepoznate dimenzije.

Metoda ,TAC-SEN" primenjuje se u ustanovama i individualnoj praksi sa
razlic¢itim grupama klijenata. Rad razmatra njen terapijski potencijal i specifi¢nosti
njene primene.

Klju€ne reci: taktilno-senzorna metoda, art terapija
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THERAPEUTIC POTENTIAL OF
THE “TAC-SEN” TACTILE-SENSORY METHOD

The author created the “TAC-SEN”" tactile-sensory modelling set and has
used it in art therapy practice since 2019. The set comprises 16 ceramic sculptures
designed to stimulate clients’ tactile-sensory experience without relying on vision.
Sensations and memories evoked through touch may trigger associations that enable
clients to connect with less accessible aspects of their experience and become aware
of previously unrecognised dimensions of it.

The “TAC-SEN” method has been applied in institutional and individual set-
tings with diverse groups of clients. The paper examines its therapeutic potential and
discusses the specific features of its application.

Keywords: tactile-sensory method, art therapy

Maja Krsti¢ klavirskiduots@gmail.com

Osnovna muzicka skola ,Kornelije Stankovi¢”, Trstenik, Srbija
UDK: 783:793.3 Danov P.

PANEURITMIJA: TELO, MUZIKA | DUHOVNO ISKUSTVO
U UCENJU PETRA DANOVA

Rad razmatra paneuritmiju, sistem ritmickih vezbi uz muziku i pesmu koji je
Petar Danov (Beinsa Duno) razvijao u Bugarskoj izmedu 1922. i 1944. godine. Praksa
objedinjuje boravak u prirodi, uskladene pokrete, muziku, pevanje i grupno kruzno
kretanje koje muskarcii zene izvode u parovima. U okviru Danovljevog u¢enja paneu-
ritmija je osmisljena kao put licnog i duhovnog razvoja, kao i uskladivanja pojedinca i
zajednice sa ritmovima prirode.

Posebna paznja usmerena je na telo kao medij kroz koji se povezuju
pokret, muzika, misaona usredsredenost i duhovno iskustvo. Izvodenje na otvore-
nom, najcesce u zoru, kruzna prostorna organizacija i pokreti usmereni prema suncu
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tumace se u ovom ucenju kao simbolicki izrazi sjedinjenja sa prirodom i kosmickim
poretkom. Sunce se pritom ne razume samo kao izvor fizicke toplote ve¢ i kao simbol
duhovne energije, preobrazaja i obnove coveka.

Rad razmatra i ulogu Omrama Mikaela Ajvanhova (Omraam Mikhaél Aivanhov),
Danovljevog ucenika koji je ovo u€enje preneo u Francusku i doprineo njegovom Sirenju.
Paneuritmija se tako sagledava kao sinkretictka izvodacka praksa u kojoj telo, muzika,
pesma, prostorno kretanje i ezoterijska misao obrazuju jedinstveno ritualno iskustvo.

Klju€ne reci: paneuritmija, Petar Danov, sveti ples, muzika i pokret, duhovno iskustvo

Maja Krstic¢ klavirskiduots@gmail.com
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PANEURHYTHMY: BODY, MUSIC, AND SPIRITUAL
EXPERIENCE IN THE TEACHING OF PETER DEUNOV

The paper examines paneurhythmy, a system of rhythmic exercises accom-
panied by music and song, developed in Bulgaria by Peter Deunov (Beinsa Douno)
between 1922 and 1944. The practice combines time spent in nature, coordinated
movement, music, singing, and circular group formations performed by men and
women in pairs. Within Deunov's teaching, paneurhythmy was conceived as a path
towards personal and spiritual development and towards the harmonisation of the
individual and the community with the rhythms of nature.

Particular attention is devoted to the body as a medium connecting move-
ment, music, focused thought, and spiritual experience. Outdoor performance, usu-
ally at dawn, circular spatial organisation, and movements directed towards the Sun
are interpreted within this teaching as symbolic expressions of unity with nature and
the cosmic order. The Sun is understood not only as a source of physical warmth but
also as a symbol of spiritual energy, transformation, and human renewal.

The paper also considers the role of Omraam Mikhaél Aivanhov, Deunov's
disciple, who brought the teaching to France and contributed to its wider dissemina-
tion. Paneurhythmy is thus approached as a syncretic performative practice in which
the body, music, song, spatial movement, and esoteric thought form an integrated
ritual experience.

Keywords: paneurhythmy, Peter Deunov, sacred dance, music and movement,
spiritual experience
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AUDIO WALK: OAHOC 3BYKA, TEJIA U NMPOCTOPA Y
NMEP®OPMATUBHOJ NPAKCU

Y pagy ce pasmaTpa audio walk kao nepdopmaTuBHa U Site-specific npakca y
KOjoj ce yMeTHMYKO Aeso 06/nKyje Kpo3 KpeTahe, Cyllake N HEMOCPesHO MCKYCTBO
KOHKpeTHOr npoctopa. Kao K/by4YHW YMETHWYKM MPUMepn aHanusmpajy ce pajosu
LleHeT Kapaun¢ (Janet Cardiff), npe ceera The Missing Voice: Case Study B (1999) n Her Long
Black Hair (2004), koju nokasyjy Kako ce 04HOC 3ByKa 1 MPOCTOpa rpaAn Kpo3 Xojakse,
Naxmy 1 MPOMEH/bNBO OKpYXerbe. TeopUnjckM OKBUP paja oc/lakba Ce Ha pasymMeBahe
X0farba Kao MpoCTopHe npakce koje pa3suja Muwen ge Cepto (Michel de Certeau),
Teopujy neppopmaHca Epnke duep-/inxte (Erika Fischer-Lichte) n ¢eHomeHonornjy
onaxara Mopuca Meprno-lMoHTtuja (Maurice Merleau-Ponty). Lin/b paga je aa vcnvra Ha
KOj\ HauWH 3ajeJHNYKO enoBakrse 3ByKa, Tena 1 npocropa obankyje nephopmaTMBHO
nckyctBo aqudio walk-a.

KmyuHe peun: neppopmamusHa npakca, npocmop, meno, 38yk, audio walk

Katarina Lazarevic Sretenovic katarina.lazarevic@filum.kg.ac.rs

University of Kragujevac, Faculty of Philology and Arts, Kragujevac, Serbia

AUDIO WALK: THE RELATIONSHIP BETWEEN SOUND,
BODY, AND SPACE IN PERFORMATIVE PRACTICE

The paper examines the audio walk as a performative and site-specific
practice in which the artwork takes shape through movement, listening, and direct
experience of a specific space. The works of Janet Cardiff serve as key artistic ex-
amples, particularly The Missing Voice: Case Study B (1999) and Her Long Black Hair
(2004), demonstrating how the relationship between sound and space is constructed
through walking, attention, and a changing environment. The theoretical framework
draws on Michel de Certeau’s understanding of walking as a spatial practice, Erika
Fischer-Lichte's theory of performance, and Maurice Merleau-Ponty’'s phenome-
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nology of perception. The paper examines how the interplay of sound, body, and
space shapes the performative experience of the audio walk.

Keywords: performative practice, space, body, sound, audio walk

HuHa ﬂOjOGUh MunuHuh ninamilinic@gmail.com

Bucoka wkona 30 mypusam u xomenujepcmeso, Tpeburbe, bocHa u XepyezosuHa
YAK: 75.041:[27-052.62:27.2]

TUJENO KAO HOCUNAL, AYXOBHOI U CUMBOJINYKOTI
SHAYEHA Y NMPABOC/TIABHO) NKOHOTPADUJN

dokyc paja CTaB/beH je Ha ynory Tujena y JMKOBHMM KOMMO3uLMjama npa-
BOC/1IaBHe MKOHOrpaduje, ca NocebHNMM OCBPTOM Ha HEroBy BU3YesHy, CUMBOANYKY,
PUTMUYKY K Bjepcky ynory. lpukas Tujena y npaBoOCaaBHUM WKOHOTrpadCkmm
cxeMamMaHeTeXnaHaTOMCKOjTaYHOCTUMPUKA3aHUXANUYHOCTUHNTUHATYPaNUCTNYKO]
nojaBHOCTWN. [l0CeBHOCT MpaBoOC/iaBHe MKOHOrpaduje ornepa ce y TOMe LITO ce
Tnjeno npukasyje npeobpaxeHo, ocnoboheHO 04 UCK/bYUYMBO MaTepujasiHor u
NponasHoOr KapakTepa, YMme cCe HarjallaBa ecxaToJiollka AuMeH3nja xpuwhaHcke
Bjepe. Tnjeso nocraje Hocmnaw, AyxoBHOT 3Hayera 1 CPeACTBO M3paxaBaka 04HocCa
nsmehy 4osjeka n bora, nsmehy BUABLUBOr N HEBUABLUBOr. HaunH 0banKOBaHa
burype, gpxare Tnjena, Noa0xaj pyky, NOKpeT, rect, Nponopumje, KOJOPUT 1 OAHOC
npemMa gpyrum ¢urypama y KOMMO3UUMjK JONPUHOCE YCNOCTaB/baky Xujepapxuje
N HapaTMBHOI TOKa MKOHOrpadckor npukasa. Y pagy cy npeActaB/beHU ogabpaHu
nprMjepu y Kojma Tujeno yyectsyje y AepurHMUCaby 3HaYeHa 1 pyTMa Komnosuumje
N cTBapamwy cumbonunuykor npoctopa. Lnm paja jecte carnejasarbe Tujena Kao
aKTVBHOI efleMeHTa NKoHorpadcke KOMMNOo3uLMje 1 HeroBor JONPUHOCA NPeHoLLeHy
TeonoLke nopyke. Tvjeno nocraje BU3yeNnHU 3Hak npeobpaxaja, 3ajejHNLITBA, Bjepe
N Haje y Backpcekse.

K/byuHe pujeun: npukas mujena, npagocaasHa ukoHozpaguja, cuméon, ejepa
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THE BODY AS A BEARER OF SPIRITUAL AND SYMBOLIC
MEANING IN ORTHODOX ICONOGRAPHY

This paper focuses on the role of the body within the pictorial compo-
sitions of Orthodox iconography, paying particular attention to its visual, symbolic,
rhythmic, and religious significance. The depiction of the body in Orthodox icono-
graphic schemes does not strive for anatomical accuracy in the representation of
figures or for a naturalistic appearance. The distinctiveness of Orthodox iconography
lies in the portrayal of the body as transfigured - liberated from a purely material and
transient nature - thereby emphasising the eschatological dimension of the Chris-
tian faith. The body becomes a bearer of spiritual meaning and a means of express-
ing the relationship between man and God, between the visible and the invisible.
The shaping of the figure, bodily posture, hand placement, movement, gesture, pro-
portions, colouring, and the relationship to other figures in the composition all con-
tribute to establishing the hierarchy and narrative flow of the iconographic depiction.
The paper presents selected examples in which the body plays a role in defining the
meaning and rhythm of the composition, as well as in creating a symbolic space. The
study aims to examine the body as an active element of the iconographic composition
and its contribution to conveying a theological message. The body becomes a visual
sign of transfiguration, communion, faith, and hope in the resurrection.

Keywords: depiction of the body, Orthodox iconography, symbol, faith

Tijana Luki¢ tijana.lukic.82@gmail.com
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UDK: 78.071.2

PERFORMATIVNO TELO VIOLINISTE: NOVI KRITERIJUM IDENTITETA
U uslovima hiperprodukcije u savremenom muzi¢kom izvodastvu, telo i per-
formativnost postaju znacajni aspekti kroz koje se oblikuju umetnicki identitet i ko-

munikacija sa publikom. Rad polazi od teze da performativnost postaje nova i sve
znacajnija dimenzija identiteta savremenog umetnika.
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Teorijski okvir rada zasniva se na konceptu performativnosti Erike FiSer-Li-
hte, posebno na pojmovima telesnosti i autopoetitke povratne sprege izmedu iz-
vodaca i publike, kao i na fenomenoloSkom razumevanju tela Morisa Merlo-Ponti-
ja. U tom okviru telo se posmatra kao prostor susreta pokreta, zvuka, percepcije i
znacenja.

Komparativnom analizom izvodackih praksi Nemanje Radulovica, Stefana
Milenkovi¢a, Ara Malikijana, Han-Bina, Najdzela Kenedija i drugih, rad ispituje ra-
zlicite modele performativnog tela sa ciljem da predstavi performativnost kao jedan
od kriterijuma na osnovu kojih violinista postaje prepoznatljiv i razlikuje se od dru-
gih umetnika.

Klju€ne reci: performativnost, performativno telo, kontekstualnost,
muzicko izvodastvo, identitet

Tijana Luki¢ tijana.lukic.82@gmail.com

Radio Television of Serbia, Belgrade, Serbia

THE VIOLINIST'S PERFORMATIVE BODY:
A NEW CRITERION OF IDENTITY

In the context of hyperproduction in contemporary musical performance,
the body and performativity have become important dimensions through which ar-
tistic identity is shaped and communication with the audience is established. This
paper starts from the premise that performativity is becoming a new and increasingly
significant dimension of the contemporary artist’s identity.

The theoretical framework of the paper is based on Erika Fischer-Lichte’s
concept of performativity, particularly her notions of corporeality and the autopoietic
feedback loop between performer and audience, as well as on Maurice Merleau-Pon-
ty’s phenomenological understanding of the body. Within this framework, the body is
viewed as a space where movement, sound, perception, and meaning intersect.

Through a comparative analysis of the performance practices of Nemanja
Radulovi¢, Stefan Milenkovi¢, Ara Malikian, Hahn-Bin, Nigel Kennedy, and others, the
paper examines different models of the performative body, with the aim of pre-
senting performativity as one of the criteria by which a violinist becomes recognis-
able and is distinguished from other artists.

Keywords: performativity, performative body, contextuality, musical performance, identity
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TELO KAO MEDIJATIVNI INTERFE]JS:
PRESKRIPTIVNA NOTACIJA | PERFORMATIVNOST
U SAVREMENOJ MUZICKOJ PRAKSI

Ovaj rad istrazuje ulogu izvodackog tela kao primarnog medija u savremenoj
muzickoj praksi, posmatraju¢i muzi¢ku notaciju ne kao reprezentacioni sistem za ko-
diranje zvuka, ve¢ kao preskriptivni interfejs koji organizuje instrumentalnu akciju
i usmerava telesni gest. Oslanjajudi se na performativni obrt u muzikologiji i on-
tologiju imanencije Zila Deleza, rad preispituje tradicionalnu hijerarhiju u kojoj je
izvodenje podredeno fiksiranom zvu¢nom objektu. Kada se notacija usmeri na pre-
skripciju - propisivanje konkretnih telesnih procedura, mehanike ambusSure, protoka
vazduha, pritiska i prstoreda - zvuk nastaje kao imanentni dogadaj i kontingentni
rezultat situiranog fizickog Cina.

Analizirajudi latentne preskriptivne slojeve prisutne u klasi¢noj notaciji (ar-
tikulacija, ukrasi, izvodacka uputstva), rad ukazuje na to da povecanje preskriptivne
preciznosti ne ukida izvodacku otvorenost, ve¢ premesta determinisanost sa zvu¢nog
rezultata na telesnu uzrocnost. Teorijska razmatranja povezuju se sa kompozitor-
skom praksom autora na primerima dela za trubu, u kojima se minimalno proSire-
na tradicionalna notacija koristi za precizno upravljanje sloZenim telesnim akcijama,
dok sam zvucniishod ostaje otvoren i nerazdvojiv od fizi¢kih ograni¢enja instrumenta
i tela izvodaca. Zaklju€uje se da preskriptivna notacija funkcioniSe kao katalizator
muzickog postajanja, u kojem telo deluje kao medij koji povezuje vizuelni zapis,
kinesteticki pokret i akusti¢ki dogadaj.

Klju€ne reci: telo kao medij, preskriptivna notacija, performativnost, izvodacki gest,
muzicko postajanje
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THE BODY AS A MEDIATING INTERFACE:
PRESCRIPTIVE NOTATION AND PERFORMATIVITY IN
CONTEMPORARY MUSICAL PRACTICE

This paper investigates the role of the performing body as a primary medi-
um in contemporary musical practice, approaching musical notation not as a repre-
sentational system for encoding sound, but as a prescriptive interface that organises
instrumental action and directs bodily gestures. Drawing on the performative turnin
musicology and Gilles Deleuze’s ontology of immanence, the study re-examines the
traditional hierarchy that subordinates performance to a fixed sonic object. When
notation shifts towards prescriptivity - specifying concrete bodily procedures, em-
bouchure mechanics, airflow, pressure, and fingerings - sound emerges as an im-
manent event and a contingent outcome of a situated physical act.

By examining latent prescriptive layers embedded in classical notation (ar-
ticulation, ornamentation, and performance instructions), the paper argues that
increased prescriptive precision does not eliminate performative openness, but
rather relocates determinacy from sonic output to bodily causality. Theoretical in-
sights are contextualised through the author’'s compositional practice, using works
for trumpet in which minimally extended traditional notation regulates complex
physical actions while leaving the resulting sonic outcome open and inseparable
from the physical limitations of the instrument and the performer’s body. The paper
concludes by proposing prescriptive notation as a catalyst for musical becoming,
wherein the body acts as a medium linking visual inscription, kinaesthetic move-
ment, and the acoustic event.

Keywords: body as medium, prescriptive notation, performativity, performance gesture,
musical becoming
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UTROBA KAO ARHIV | ARENA:
PERFORMATIVNOST, ABJEKCIJA | TELESNI OTPOR U
SAGI O VELIKOJ SVESCI VESNE PAVLOVIC PAZDERSKI

U savremenoj feministickoj teoriji Zensko telo je dinamicki prostor politicke
borbe, memorije i subverzije. Ovaj rad istrazuje instalaciju Saga o velikoj svesci (2025)
srpske umetnice Vesne Pavlovi¢ PaZzderski kao telesni arhiv u kojem se prepli¢u intimna
trauma i institucionalna kritika. Koncipirano kao fenomenoloski ulazak u utrobu, delo
preispituje Zenski identitet kroz motive vencanja i ,neuspeha” majcinstva. Rad pozi-
cionira umetnicku praksu na preseku psihoanaliticke materijalnosti i performativnog
otpora. Primenom koncepata hore (chora) i abjekcije Julije Kristeve, upotreba kolaza
tumaci se kao pokuSaj povratka predsimbolickom jeziku radi razreSavanja traume
odvajanja od majke. Repetitivno prozivljavanje vencanja, braka i pobacaja analizira
se kroz koncept rodne performativnosti DZudit Batler, Sto se tumaci kao odbacivanje
heteronormativne reproduktivne matrice. Zaklju¢no, rad pokazuje kako instalacija
transformiSe Zensku anatomiju u autonomni prostor aktivnog otpora i kontinuirane
rekonstitucije identiteta.

Klju€ne reci: Vesna Pavlovi¢ PaZderski, Zenski identitet, performativnost, utroba, abjekcija

D/'jana Metlic¢ dijana.metlic@uns.ac.rs

University of Novi Sad, Academy of Arts Novi Sad, Novi Sad, Serbia

THE WOMB AS AN ARCHIVE AND ARENA:
PERFORMATIVITY, ABJECTION, AND BODILY RESISTANCE
IN VESNA PAVLOVIC PAZDERSKI'S THE NOTEBOOK SAGA

In contemporary feminist theory, the female body is a dynamic site of polit-
ical struggle, memory, and subversion. This paper examines the art installation The
Notebook Saga (2025) by Serbian artist Vesna Pavlovi¢ Pazderski as a bodily archive
where intimate trauma and institutional critique intersect. Framing the installation as a
phenomenological entry into the womb, the work interrogates female identity through
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motifs of marriage and the “failure” of motherhood. The paper situates Pavlovi¢
Pazderski's practice at the intersection of psychoanalytic materiality and performa-
tive resistance. Through Julia Kristeva's concepts of chora and abjection, the use of
collage is interpreted as an attempt to return to a pre-symbolic language in order to
resolve the trauma of maternal separation. Furthermore, the repetitive enactment
of wedding, marriage, and miscarriage is analysed through Judith Butler's concept
of gender performativity, which is interpreted as a rejection of the heteronormative
reproductive matrix. Ultimately, the paper demonstrates how the installation trans-
forms female anatomy into an autonomous space of active resistance and ongoing
identity reconstitution.

Keywords: Vesna Pavlovi¢ PaZderski, female identity, performativity, womb, abjection
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ZNACENJE | OTELOVLJENJE U DIGITALNIM INSTALACIJAMA SA
TELESNOM INTERAKCIJOM

Rad istrazuje nacine na koje se znacenje proizvodi posredstvom otelovljenja
u digitalnim instalacijama sa telesnom interakcijom, koje predstavljaju potkategori-
ju digitalnih interaktivnih instalacija. Kao proces, znacenje ima vremenski karakter
i zahteva uceS¢e i odvijanje u vremenu - uslov koji je ve¢ prisutan u nedigitalnim
instalacijama. Kako Kler BiSop tvrdi u knjizi Installation Art: A Critical History, znacenje
nastaje kretanjem posmatraca kroz prostor i vreme, $to ukazuje na to da je ono sa-
drZzano u neposrednom iskustvu susreta sa umetni¢kim delom. Digitalni obrt uvodi
proceduralnu dimenziju proizvodnje znacenja, jer se samo umetni¢ko delo razvija
na osnovu pravila i digitalnih operacija koje se odvijaju u vremenu. Ontolo3ki pos-
matrano, znacenje je prolazno i situirano u razmenama izmedu ucesnika i sistema,
a zavisi od neposrednog uce$c¢a. Medutim, povratne sprege opaZaju se i doZivljavaju
telom ucesnika, te se znacenje konstituiSe kroz otelovljenje. Oslanjajuci se na te-
oriju otelovljenja Marka B. N. Hansena i teoriju percepcije Morisa Merlo-Pontija, rad
pokazuje da se u digitalnim instalacijama sa telesnom interakcijom znacenje nalazi
u susretu tela korisnika sa responzivnim okruzenjem. Telo prima, tumaci i organizu-
je informacije, pretvarajudi racunarske operacije u ¢oveku razumljive informacije i,
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konacno, otkrivajuci znacenje i svrhu samog umetnickog dela. Kao ilustracija proiz-
vodnje znacenja kroz otelovljenje bice razmotrena dela Kriste Zomerer i Lorana Minj-
onoa, kao i Rafaela Losano-Hemera.

Klju€ne reci: otelovijenje, znacenje, digitalne instalacije sa telesnom interakcijom,
telo, interaktivnost
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MEANING AND EMBODIMENT IN DIGITAL
BODY-INTERACTIVE INSTALLATIONS

The paper examines how meaning is generated through embodiment in
digital body-interactive installations, a subcategory of digital interactive installations.
As a process, meaning is temporal and requires participation as well as progression
through time - a condition already present in non-digital installations. As Claire Bish-
op argues in her book Installation Art: A Critical History, meaning is created through
the movement of spectators in space and time, indicating that it resides in a lived en-
counter with the artwork. The digital turn introduces a procedural dimension to the
creation of meaning because the artwork itself evolves according to rules and digital
operations unfolding over time. Ontologically, meaning is transient and situated in
the exchanges between participants and systems, and it is contingent upon direct
participation. However, feedback loops are perceived and experienced through the
participants’ bodies; meaning is therefore constituted through embodiment. Drawing
on Mark B. N. Hansen's theory of embodiment and Maurice Merleau-Ponty's theory of
perception, the paper argues that, in digital body-interactive installations, meaning
resides in the encounter between users’ bodies and the responsive environment.
The body receives, interprets, and organises information, transforming computa-
tional operations into humanly intelligible information and ultimately revealing the
meaning and purpose of the artwork itself. To illustrate the generation of meaning
through embodiment, the paper discusses works by Christa Sommerer and Laurent
Mignonneau, as well as Rafael Lozano-Hemmer.

Keywords: embodiment, meaning, digital body-interactive installations, body, interactivity
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KAAA 3BYKA HEMA: TENO, F'ECT 1 YHYTPALLUKE CNTYLUABE Y
AENTNMA NETEPA ABJINHTEPA 1 ANTEPA LLUHEBEJIA

Pag ce 6aBu cneynduUHUM 06AMLMMA My3nyKe NepPOpPMaTUBHOCTU Y
KOjMa aKyCTUYKK Npoun3BeeH 3BYK HMWje NpUMapHN Hocuaal mysudkor gorafaja,
Beh ce HeroBo MpUCycTBO YCMOCTaB/ba MOCPEACTBOM Tesa, MOKpPeTa, BU3yenHor
recta v nepuenTuBHe aKTUBHOCTK caywaoua. Monasehn og NuTama Ha Koju HauunH
My3M4YKO Aefio MOXe Aa PYHKUMOHMULLE y CUTyaluuju y KOjoj 3BYK M30CTaje uan je
CBeJeH Ha MUHUMYM, UCTPaxXuBame ce ycMepaBsa Ha ojabpaHa ocTBapema [leTepa
AbnunHrepa (Peter Ablinger) n intepa LWHe6ena (Dieter Schnebel).

MocebHa naxwa nocseheHa je AGIMHIrepoBMM KOHLIeNTYaHUM OCTBapers -
Ma y KojuMma je maTepujasiHa peanusauuvja Aena cBefleHa Ha Hac/loB, WHCTPYKLNjY
AN MUHUMaNHN KOHLENTYalHN OKBMP. Y TakBUM MpUMepmma rpaHuua nimehy
n3poherwa n peuenuuje nocraje HectabuaHa: pajHa Kojy peuunujeHT M3Boau
NCTOBPEMEHO je HauMH Ha KOoju OH Jeso nepumnupa, AOK Herosa neplenuuja
noctaje Jeo caMme peanusaunje gena. Teno ce Tako Mojas/byje NCTOBPEMEHO Kao
mecTo nssohera, cnywara n moryher 3By4Hor nckycresa. Osaj npobiem 40BOAN Ce
y Be3y n ca genom Nostalgie (1962) AnTtepa LLHebena, 3a cono gnpureHTa, y Kojem
ce TpaAgnumoHanHa ¢yHkUMja AMPUreHTa n3jBaja n3 ogHoca ca GU3NYKN NPUCYTHUM
aHcambsiioM. [InpureHTOB MOKPeT nocraje camocTanaH nepdopMaTMBHU YUH KOju
ynyhyje Ha oAcyTHM 3By4YHM gorahaj, AOK ra peuunmjeHT NCTOBPEMEeHO NocmaTpa,
NHTeprpeTMpa N MeHTaJIHO PeKOoHCTpyuLle. Paj y TOM CMUCY ncnnuTyje naejy Tena
Kao Mejnja Koju yyecTByje y CaMOM CTBapary Jena.

KrbyuHe peun: meso, yHympawrse caywarse, llemep AbauHeep, umep LLIHe6en, Nostalgie
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WHEN THERE IS NO SOUND: BODY, GESTURE,
AND INNER LISTENING IN THE WORKS OF PETER ABLINGER
AND DIETER SCHNEBEL

The paper examines specific forms of musical performativity in which
acoustically produced sound is not the primary carrier of the musical event; rather,
its presence is established through the body, movement, visual gesture, and the per-
ceptual activity of the listener. Starting from the question of how a musical work can
function in a situation in which sound is absent or reduced to a minimum, the study
focuses on selected works by Peter Ablinger and Dieter Schnebel.

Particular attention is devoted to Ablinger's conceptual works in which the
material realisation of the work is reduced to a title, an instruction, or a minimal
conceptual framework. In such examples, the boundary between performance and
reception becomes unstable: the action performed by the recipient is simultaneously
the means through which the work is perceived, while their perception becomes part
of the work’s realisation itself. The body thus appears simultaneously as a site of
performance, listening, and potential sonic experience. This issue is also considered
in relation to Dieter Schnebel's Nostalgie (1962) for solo conductor, in which the tra-
ditional function of the conductor is detached from its relationship with a physically
present ensemble. The conductor's movement becomes an autonomous performa-
tive act that refers to an absent sonic event, while the recipient simultaneously ob-
serves, interprets, and mentally reconstructs it. In this sense, the paper examines the
body as a medium that participates in the very creation of the work.

Keywords: body, inner listening, Peter Ablinger, Dieter Schnebel, Nostalgie
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. TELO IZVODAfAvKAO MEDI) MUZICKOG
ZNACENJA: FENOMENOLOSKI PRISTUP POKRETU ISTORIJSKI
INFORMISANOG IZVODASTVA

Ukoliko notni tekst ne predstavlja zatvoren sistem znacenja, ve¢ se njegovo
puno ostvarenje odvija u procesu interpretacije, put od zapisanog teksta do njegovog
zvucnog ostvarenja podrazumeva sloZeno posredovanje izvodaca i instrumenta.
Pitanje je, stoga, na koji nacin razliciti izvodacki uslovi utiCu na telesno delovanje
izvodaca i oblikovanje muzickog znacenja, posebno kada se istorijski utemeljena in-
terpretativna zamisao ostvaruje na savremenom instrumentu. Teorijski okvir zasniva
se na fenomenoloSkom poimanju tela Morisa Merlo-Pontija (Maurice Merleau-Ponty),
posebno na konceptima telesne sheme i motoricke intencionalnosti, kao i na post-
fenomenoloSkom shvatanju tehnoloSkog posredovanja Dona Ajda (Don lhde). Odnos
teksta, instrumenta i tela analizira se poredenjem ¢embala i savremenog klavira, sa
posebnim osvrtom na artikulaciju, dinamiku i organizaciju pokreta. Analiza pokazuje
da promena instrumenta ne uslovljava samo drugaciji zvucni rezultat vec i preobliko-
vanje telesnih postupaka kojima se interpretativha zamisao ostvaruje. Pri tome se
istorijski zvucni ideal na savremenom instrumentu ne reprodukuje, ve¢ mu se izvodac
priblizava interpretativnim sredstvima.

Klju€ne reci: istorijski informisano izvodastvo, fenomenologija tela, savremeno muzic¢ko
izvodastvo, autenti¢nost

Jovana Radovanovié jovana@filum.kg.ac.rs

University of Kragujevac, Faculty of Philology and Arts, Kragujevac, Serbia

THE PERFORMER'S BODY AS A MEDIUM OF MUSICAL
MEANING: APHENOMENOLOGICAL APPROACH TO THE HISTORICALLY
INFORMED PERFORMANCE MOVEMENT

If the musical score does not constitute a closed system of meaning but
rather reaches its full realisation through the process of interpretation, the path
from the written text to its sonic realisation involves the complex mediation of the
performer and the instrument. The question, therefore, is how different performance
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conditions affect the performer’s bodily action and the shaping of musical mean-
ing, particularly when a historically grounded interpretative conception is realised
on a modern instrument. The theoretical framework draws on Maurice Merleau-Pon-
ty's phenomenological understanding of the body, with particular reference to the
concepts of body schema and motor intentionality, as well as Don Ihde's postphe-
nomenological account of technological mediation. The relationship between text,
instrument, and body is examined through a comparison of the harpsichord and
the modern piano, with particular attention to articulation, dynamics, and the or-
ganisation of movement. The analysis demonstrates that a change of instrument
entails not only a different sonic outcome but also a reconfiguration of the bodily
actions through which an interpretative conception is realised. Thus, rather than
reproducing a historical sonic ideal on a modern instrument, the performer seeks to
approximate it through interpretative means.

Keywords: historically informed performance, phenomenology of the body, contemporary
musical performance, authenticity
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UDK: 78.01:27 Tavener DZ.

~IKONA U ZVUKU": ZVUK KAO MEDI) DUHOVNOG |
RELIGIJSKOG ZNACENJA U MUZICI DZONA TAVENERA

U kompozitorskoj misli Dzona Tavenera (John Tavener) odnos izmedu zvu-
ka i duhovnog znafenja predstavlja jedan od temelja njegovog muzickog jezika. To
je posebno vidljivo u njegovoj ideji ,ikone u zvuku” - konceptu kroz koji se muzika
priblizava funkciji ikone. Rad istrazuje nacine na koje se religijske i duhovne ideje
prevode u konkretne zvucne i kompozicione postupke u Tavenerovoj muzici. Posebna
paznja posvecena je uticaju pravoslavnog hriS¢anstva i vizantijske duhovne muzicke
tradicije na njegovu kompozitorsku misao, kao i njegovom kasnijem okretanju drugim
religijskim i duhovnim tradicijama. Oslanjaju¢i se na odabrane primere iz Tavenero-
vog stvaralastva i kompozitorova esteticka promisljanja, rad ispituje na koji nacin
zvuk, kao fizicki, vremenski i performativni fenomen, moze postati nosilac duhovnog
i religijskog znacenja.

Klju€ne reci: DZon Tavener, ikona u zvuku, duhovnost, religijsko znacenje, muzicki zvuk
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“ICON IN SOUND"”: SOUND AS A MEDIUM OF SPIRITUAL
AND RELIGIOUS MEANING IN THE MUSIC OF JOHN TAVENER

In John Tavener's compositional thought, the relationship between sound
and spiritual meaning constitutes one of the foundations of his musical language.
This is particularly evident in his idea of the “Icon in Sound” - a concept through which
music approaches the function of an icon. This paper examines the ways in which
religious and spiritual ideas are translated into concrete sonic and compositional pro-
cedures in Tavener's music. Particular attention is given to the influence of Orthodox
Christianity and the Byzantine sacred musical tradition on his compositional thought,
as well as to his later engagement with other religious and spiritual traditions. Draw-
ing on selected examples from Tavener's works and the composer’s own aesthetic
reflections, the study asks how sound, as a physical, temporal, and performative phe-
nomenon, can become a carrier of spiritual and religious meaning.

Keywords: John Tavener, Icon in Sound, spirituality, religious meaning, musical sound
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AOMNPUHOC NNTNJE MAPNHKOBWTRA PA3BOJY
MY3UNYKOT )KMBOTA HNLLUA

Ap Wnnja MapuHkosuh (1916-2003) 610 je jyrocsioBEHCKM KOMMO3UTOP
N ANPUreHT pomckor nopekna. PofjeH je y bygumnewTv, anuM ce LWKONOBAoO Yy
Beorpaay, npso y Mysuykoj wkonun ,CTtaHkoBMh”, a noTOM Ha My3nuyKkoj akage-
mMuju y Beorpagy, rae je 1942. roAgvHe 3aBplwMO CTyjaunje KOMMO3uUunje Koj
CteBaHa Xpuctuha un BnonmHe kog Metpa CtojaHoBuha. Y Beuy je gunnommnpao
Avpurosare kog X. CBapoBsckor. [lopes 0BOr M3y3eTHOM My3M4KOr obpasoBama,
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3aBPLINO je N CTyANje MeAuLNHE.

Oap 1953. pgo 1959. roanmHe 6umo je wed Mysmuke rpaHe HapogHor
nosopuwTta y Huwy un anpureHt pagckor cuMPpoHMjCcKOr opkecTpa. Mako Huje
6uo Hwuwnuvja, Wnmnja MapuHkoBuh je fao HemnpouerWB AOMPUHOC MOYETHOM
nocsepaTHOM PasBOjy My3M4YKOr XVBOTa y HuLy, nocTaBMBLUN CONNAHE TeMesbe
3a gamun passoj CumdoHmjckor opkectpa 1 Onepe. Pag xenu Aa pacBeTnu KibydHe
MOMeHTe y MapuHKoBMheBOj AenaTHOCT Y MOC/IepPaTHIM roAMHaMa 1 HeroBom y4yeluhy y
dbopMupary My3NUKUX NHCTUTYLM]a.

Ha ocHoBy ManobpojHMx nogataka Koju Cy cadyBaHU A0 faHAC - HEKOJINKO
HeroBux Hanmca y HapooHumM Ho8UHAMA 1 38yKy, NporpamMa KoHuepara 1 naakarta us
HapoaHor nmosopuwTa, Kao 1 cBeAo4Yera MaslobpojHUX CaBpPeMeHMKa - NoKyLlanm
CMO fa PeKOHCTPYMULIEMO AOMPUHOC OBOM W3Yy3eTHOr MYy3WYKOr MOCAEHMKA, KOju
je, BepoBaTHO M3 WAEONIOWKMX Pasfnora noBe3aHWX Ca HeroBom npunagHowhy
ALBEHTUCTNYKO] LIPKBW, yaa/beH U3 Huwwa.

KmyuHe peuwn: VMauja MapuHkosuh, My3u4ku xcusom Huwa, [padcku cuMpoHujcku opkecmap,

Onepa, HapodHo no3opuwme
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THE CONTRIBUTION OF ILIJA MARINKOVIC TO THE
DEVELOPMENT OF MUSICAL LIFE IN NIS

Dr llija Marinkovi¢ (1916-2003) was a Yugoslav composer and conductor of
Romani origin. He was born in Budapest but was educated in Belgrade, first at the
Stankovi¢ Music School and subsequently at the Music Academy in Belgrade, where
he completed his studies in composition with Stevan Hristi¢ and violin with Petar
Stojanovi¢ in 1942. In Vienna, he graduated in conducting under H. Swarowsky. In
addition to this exceptional musical education, he also completed medical studies.

From 1953 to 1959, he was Head of the Music Branch of the National Theatre
in NiS and conductor of the City Symphony Orchestra. Although he was not a na-
tive of Ni$, Ilija Marinkovi¢ made an invaluable contribution to the early post-war
development of musical life in the city, laying solid foundations for the further
development of the Symphony Orchestra and the Opera. The paper seeks to shed
light on key moments in Marinkovi¢'s activities during the post-war years and his
involvement in the formation of musical institutions.
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Drawing on the limited material preserved to the present day - several of his
articles published in Narodne novine and Zvuk, concert programmes and posters from
the National Theatre, as well as the testimonies of a small number of contemporaries -
we have attempted to reconstruct the contribution of this exceptional musical figure,
who was probably removed from Nis$ for ideological reasons related to his member-
ship in the Adventist Church.

Keywords: //ija Marinkovi¢, musical life of Nis, City Symphony Orchestra, Opera,
National Theatre
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TELO KAO INTERFEJS IZMEDU ZNACENJA | SVESTI:
PREDLOG TRANSCENDENTALNOG NIVOA UTEMELJENJA

Klasi¢ne teorije svesti uglavnom su zasnovane na materijalistickom okviru,
u kojem se svest i znacenje posmatraju kao emergentna svojstva sloZzenih neuralnih
procesa. Medutim, novija teorijska stanoviSta pocinju da preispituju takvo shvatanje,
ukazujuc¢i na mogucénost da svest nije u potpunosti ograni¢ena na mozak niti sasvim
objasnjiva strogo lokalnom neuralnom aktivnoS¢u. Zastupnici koncepta nelokalne
svesti umesto toga posmatraju mozak kao posrednika ili prijemnika, a ne kao jedinog
generatora znacenja koje ima Sire poreklo i prevazilazi uobicajene fizicke granice
tela. Ovo stanoviSte moZe se smatrati kontroverznim prosirenjem utelovljene kog-
nicije i semantike viSeslojnog utemeljenja, kojim se pojam znacenja Siri daleko izvan
granica pojedinac¢nog organizma. Da li bi to moglo da ukaZe na postojanje jo$ jednog,
sedmog nivoa viSeslojnog utemeljenja - moZzda zavrdnog ili ¢ak pocetnog, u okvi-
ru Antovicevog (2022) rekurzivnog modela utemeljenja muzickog znacenja - koji bi
mogao da objasni odredene umetnicke i ritualne fenomene Sto naizgled prevazilaze
eksplanatorni domet klasi¢nih materijalistickih teorija? IstraZzujuc¢i ovu mogucnost,
rad predlaZze transpersonalni ili transcendentalni nivo utemeljenja i primenjuje ga
na razmatranje situacija u kojima znacenje prividno nastaje kroz iskustva koja ljudi
opisuju kao prevazilaZzenje individualnog sopstva. U tom cilju analiziraju se odabrani
primeri konceptualno usmerene savremene i performativne umetnosti, kao i rituala,
kroz perspektivu predloZzenog okvira transcendentalnog utemeljenja. Rad istrazuje
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nacine na koje ova iskustva angaZuju telo, koje postaje aktivni medij kroz koji se
konstruiSu perceptivne, krosmodalne, emocionalne, konceptualne, kulturne, licne i
potencijalno transcendentalne dimenzije znacenja.

Klju€ne reci: izgradnja znacenja, utelovijena kognicija, semantika viSeslojnog utemeljenja,
nelokalna svest, transcendentalno utemeljenje
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THE BODY AS AN INTERFACE BETWEEN
MEANING AND CONSCIOUSNESS: A PROPOSAL FOR
A TRANSCENDENTAL LEVEL OF GROUNDING

Classical theories of consciousness have largely been grounded in a mate-
rialist framework, viewing consciousness and meaning as emergent properties of
complex neural processes. However, recent theoretical perspectives have begun to
question this view, suggesting that consciousness may not be entirely confined to the
brain or fully explained by strictly local neural activity. Instead, advocates of non-local
consciousness view the brain as a mediator or receiver, rather than the sole generator,
of meaning that originates more globally and thus extends beyond the ordinary physi-
cal boundaries of the body. This perspective can be seen as an arguably controversial
extension of embodied cognition and multilevel-grounded semantics, expanding
the notion of meaning well beyond the limits of the individual organism. Could this
imply the existence of another, seventh tier of multilevel grounding - perhaps final,
or even initial within Antovi¢'s (2022) recursive grounding model of musical meaning -
capable of accounting for certain artistic and ritual phenomena that appear to exceed
the explanatory scope of classical materialist theories? To explore this possibility, the
paper proposes a transpersonal or transcendental level of grounding and applies it
to situations in which meaning appears to emerge through experiences that people
describe as transcending the individual self. It examines selected examples of con-
ceptually oriented contemporary and performance art, as well as rituals, through the
lens of the proposed transcendental grounding framework. The paper thus explores
the specific ways in which these experiences engage the body, which becomes an ac-
tive medium through which perceptual, cross-modal, emotional, conceptual, cultural,
personal, and potentially transcendental dimensions of meaning are constructed.

Keywords: meaning generation, embodied cognition, multilevel-grounded semantics, non-lo-
cal consciousness, transcendental grounding
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ETIKA, EKOLOGIJA | PRAVNI OKVIR PRIMENE VESTACKE
INTELIGENCIJE U OBRAZOVANJU

Savremeno druStvo karakteriSe ubrzan razvoj veStacke inteligencije. Chat
Generative Pre-trained Transformer, poznat pod nazivom ChatGPT, kao jedan od para-
digmatskih primera savremenih Al alata, postao je sastavni deo svakodnevnog zivo-
ta korisnika u digitalnom okruzenju. Ovakve i srodne aplikacije koriste se za obradu i
generisanje tekstova i slika, pruzanje informacija i saveta, kao i za razlicite oblike ko-
munikacije i aktivnosti na druStvenim mrezama. Asistenti zasnovani na vestackoj in-
teligenciji danas su integrisani u brojne digitalne platforme, ukljuCujudi pretrazivace,
elektronsku postu i druStvene mreze.

Prodor vesStacke inteligencije u sve sfere druStva neminovno je obuhvatio
i oblast obrazovanja. U tom kontekstu, veStacka inteligencija se sve Ce3ce koristi
u kreiranju nastavnih materijala, testova, prezentacija, seminarskih radova i eseja,
kao i u generisanju ideja i podrsci procesu ucenja. Medutim, ovakav razvoj otvara
niz pitanja: da li je ova pojava u osnovi pozitivna ili negativna, gde se nalaze eticke
granice njene upotrebe u obrazovanju i da li su one adekvatno definisane u posto-
jec¢im pravnim okvirima?

Cilj ovog rada jeste da se upotreba veStacke inteligencije u obrazovanju ispi-
ta iz eticke i kvalitativne perspektive, kao i da se ukaze na ekoloske rizike koje njena
primena podrazumeva. Polazedi od relevantnih savremenih istrazivanja, analiza je
dodatno proSirena proucavanjem dostupnih pravnih dokumenata iz oblasti obrazo-
vanja u kojima se reguliSe ili tematizuje upotreba veStacke inteligencije. Rad ukazuje
na kontradiktornu situaciju u kojoj pravni okvir za opStu upotrebu veStacke inteli-
gencije u Republici Srbiji joS uvek nije u potpunosti definisan, uprkos njenoj sve inten-
zivnijoj primeni i nepovoljnim posledicama po Zivotnu sredinu.

Klju€ne reci: vestacka inteligencija, obrazovanje, etika, pravni okvir, ekologija
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ETHICS, ECOLOGY, AND THE LEGAL FRAMEWORK FOR THE USE OF
ARTIFICIAL INTELLIGENCE IN EDUCATION

Contemporary society is characterised by the rapid development of artificial
intelligence. Chat Generative Pre-trained Transformer, known as ChatGPT, as one of
the paradigmatic examples of contemporary Al tools, has become an integral part
of users’ everyday lives in the digital environment. Such and related applications are
used for processing and generating text and images, providing information and ad-
vice, as well as for various forms of communication and activities on social media.
Al-based assistants are now integrated into numerous digital platforms, including
search engines, email services, and social media.

The expansion of artificial intelligence into all spheres of society has inevita-
bly encompassed the field of education as well. In this context, artificial intelligence is
increasingly used in the creation of teaching materials, tests, presentations, seminar
papers, and essays, as well as for generating ideas and supporting the learning pro-
cess. However, this development raises a number of questions: is this phenomenon
fundamentally positive or negative, where do the ethical boundaries of its use in
education lie, and are they adequately defined within existing legal frameworks?

The aim of this paper is to examine the use of artificial intelligence in edu-
cation from ethical and qualitative perspectives, as well as to highlight the ecological
risks associated with its application. Drawing on relevant contemporary research, the
analysis is further expanded through an examination of available legal documents in
the field of education that regulate or address the use of artificial intelligence. The
paper points to a contradictory situation in which the legal framework for the general
use of artificial intelligence in the Republic of Serbia has not yet been fully defined,
despite its increasingly widespread application and its adverse consequences for
the environment.

Keywords: artificial intelligence, education, ethics, legal framework, ecology
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XAPMOHWJA KAO YHNAHUNAL, MY3NYKE APAMATYPIrUJE:
MOTWB NNIECA CMPTWN Y CEPEHAAN N3 UNKNYCA IMECME
N UrPE CMPTU MOAECTA MYCOPICKOrr

Pap aHanusmpa moTuB nneca cmpTu y CepeHadu n3 unknyca flecve u uepe
cvpmu MogecTa Mycoprckor, ca un/bem Ja UCnuTa ynory XxapMoHCcKe opraHusauunje
y 0611KOBaky My3nuke gpamaTypruvje n Mysndkor 3Hadersa. [Monasehn og Tese ga
ce MOTMB MnJieca CMPTW Yy OBOM LIMKJ/IyCy HE OCTBapyje npeBacxoAHO Kao Mporpamcka
Kateropuja, Beh Kao 3By4HO-ApaMaTypLUKN MPOLEC YNjy YHYTPaLLHY NOTUKY 0611KYjY
XapPMOHCKW O4HOCK, paj Nokasyje Aa ce Taj mpouec ofBuja KPO3 XapMOHCKe, MoganHe
1 TOHa/IHe NMpOMeHe.

AHanusa je 3acHoBaHa Ha OYHKLMOHANHO-XapMOHCKO] aHanusu, y3 xep-
MeHeyTU4YKK NPUCTYN Koju omoryhasa carnejaBakbe ApamaTypluke PyHkLMje xap-
MOHCKMX npoLieca. Y $poKyCy NCTPaxmBarba Hasa3e ce XapMOHCKe nporpecuje, MoganHu
cnojesn, yHKLUMja TOHANHVIX LIeHTapa 1 KajeHLM, Kao 1 HIX0Ba yaora y 0b6/MKoBary
APaMaTypLUKOT TOKa.

Pesyntatm nokasyjy fga XapMOHCKa oOpraHusaumja, KpoO3 HaneTocT,
peaykumjy XapMOHCKe CTabuaHOCTU 1 KOHQANKT XapMOHCKUX GyHKUMja, 0b6aunkyje
nepuenuujy kKpeTtara M MOCTENEHOr MVlYe3aBara TeseCHe MPUCYTHOCTWU, Mpwu
yemMy XapMOHCKWM TOK MoOcCTaje Hocunay, gpamaTtypruje npubanxasara CMpPTW.
Ha Taj HauwH, Mycoprckmn TpaHchopmuLle TpaguuMOHaAHN MOTUB Maeca CMpTU
Yy 3BYYHO-APAaMCKV MOAEsN y KOjeM Ce My3MYKO 3Hayere He KOHCTUTYyMLUe rpe
CBera nporpamMmckum cagpxajem, Beh yHyTpallbOM NOTMKOM XapMOHCKMX OAHOCA, a
XapMoHWja ce NoTBphyje Kao jesaH oA K/bYYHUX HOCUNALA My3nYKe gpamaTypruje.

KmyuHe peun: Mycopacku, naec cMpmu, XapMoHUja, ModanHOCM, ekcnpecugHocm,

My3Uu4YKa aHaau3a
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HARMONY AS A FACTOR IN MUSICAL DRAMATURGY:
THE DANCE OF DEATH MOTIF IN SERENADE FROM MODEST
MUSSORGSKY’'S SONGS AND DANCES OF DEATH

The paper analyses the dance of death motif in Serenade from Modest Mus-
sorgsky's cycle Songs and Dances of Death, with the aim of examining the role of har-
monic organisation in shaping musical dramaturgy and musical meaning. Proceeding
from the premise that the dance of death motif in this cycle is realised not primarily as
a programmatic category, but as a dramaturgical process articulated through sound,
the paper demonstrates that this process unfolds through harmonic, modal, and
tonal changes.

The analysis is based on functional harmonic analysis, complemented by a
hermeneutic approach that enables consideration of the dramaturgical function of
harmonic processes. The research focuses on harmonic progressions, modal layers,
the function of tonal centres and cadences, as well as their role in shaping the drama-
turgical trajectory.

The results demonstrate that harmonic organisation, through tension, the
reduction of harmonic stability, and the conflict of harmonic functions, shapes the
perception of movement and the gradual disappearance of bodily presence, with the
harmonic trajectory becoming the vehicle of the dramaturgy of approaching death. In
this way, Mussorgsky transforms the traditional dance of death motif into a sonic-dra-
matic model in which musical meaning is constituted not primarily through program-
matic content, but through the internal logic of harmonic relationships, while harmo-
ny is affirmed as one of the key vehicles of musical dramaturgy.

Keywords: Mussorgsky, Dance of Death, harmony, modality, expressivity, musical analysis

66



Munow Bopljeeuh milosd559@gmail.com
Hukona ®uaunosuh nikolafilipovicfica@gmail.com

YHusepsumem y Huwy, ®akynamem ymemHocmu y Huuwy,
Huw, Cpbuja

Y/AK: [784.67:37.011.33]:784.9

o4 MyY3Mn4YKor O6PACLIA A0 NEP®OPMATBHOI NCKYCTBA:
AEYJE NECME APATAHA TAKOBURA Y HACTABU CONTPEBA

Y caBpeMeHMM MpucTynMuma My3nykoMm obpasoBaky Teno ce cse 4ewhe
pa3symMme Kao akTUBHU MeAWj My31YKOr yYeHa, MOCPEACTBOM KOjer ce My3nYKn cagpxxajm
He camo n3Boje Beh M HemocpefHO AOXWMBI/bABAjy, pa3yMejy n ycBajajy. Monasehn
0/, TakBOI CTAaHOBULUTA, paj pa3MmaTpa nepdopMaTMBHM NOTeHUMjan Aedje rnecme y
HactaBu condeha Ha npumepy komnosuumja MeuH eo3 1 30pasuya N3 penepToapa
[paraHa JlakoBunha. AHaNN30M HUXOBUX PUTMUYUKUX, MENOAN|CKNX, GOPManHNX n
XapPMOHCKMX KapakTePUCTMKa VUCMNTYje Ce Ha KOjuU HauMH My3nyKa CTPYKTypa Moxe
NMOC/NYXNTN Kao OCHOBA 3a MOBe3VBare NeBara, TeNecHOor NokpeTa n 3ajejHUYKor
n3sohera y HacTaBu condena.

KomnapaTtvBHa aHanmn3aykasyje Ha iBa pa3nmumta mogena nepdopmaTtmsHor
MY3UMYKOT yYeHsa: jefiaH ce 'y necMun VIguH 803 MPeBacxXoHO OCTBapyje KPpOo3 pUTMUUKY
peneTUTMBHOCT, TeNeCHW NOKPeT 1 rPyrnHy KOOpAMHaunjy, AoK ce Apyrn y 30pasuyu
3aCHMBA Ha 3ajeAHNYKOM 13BONeHYy, ABOrIacHOM NeBaky N MefycobHOM cayLlakmy.
MepdopmaTBHOCT ce, CTOra, He MoOCMaTpa Kao MMaHEHTHO CBOjCTBO KOMMO3uLunje
HUTU NCK/bYYMBO KAO CLEHCKA aKTUBHOCT, Beh Kao moTeHUWjan Koju ce ocTBapyje
KPO3 MEeTOANYKN OCMULL/bEHY MPUMEHY MY3MYKOr cagpXaja. Y TOM npouecy Teno
nocTaje akTUBHM NOCPeAHVK n3MeRy My3nyKor TeKCTa, 3ByYHOT MCKYCTBA U My3MYKOT
pasymeBama, oTBapajyh MoryhHOCT 3a MHTerpaTuBHWjKU NPUCTYN HacTaBm condeha.

KrbyuHe peuum: deyja necma, congeho, neppopmamueHocm, mesno Kao Meoduj, nokpem
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FROM MUSICAL PATTERN TO PERFORMATIVE EXPERIENCE:
CHILDREN'S SONGS BY DRAGAN LAKOVIC IN SOLFEGGIO TEACHING

In contemporary approaches to music education, the body is increasingly
understood as an active medium of musical learning, through which musical con-
tent is not only performed but also directly experienced, understood, and acquired.
Proceeding from this standpoint, the paper examines the performative potential of
children’s songs in solfeggio teaching through the compositions lvin voz and Zdravica
from the repertoire of Dragan Lakovic. By analysing their rhythmic, melodic, formal,
and harmonic characteristics, the paper examines how musical structure can serve
as a basis for connecting singing, bodily movement, and collective performance in
solfeggio teaching.

The comparative analysis identifies two different models of performative
musical learning: in Ivin voz, one is realised primarily through rhythmic repetition,
bodily movement, and group coordination, while in Zdravica, the other is based on
collective performance, two-part singing, and mutual listening. Performativity is
therefore understood neither as an immanent property of the composition nor ex-
clusively as a stage activity, but as a potential realised through the methodically de-
signed application of musical content. In this process, the body becomes an active
mediator between the musical text, sonic experience, and musical understanding,
opening up the possibility of a more integrative approach to solfeggio teaching.

Keywords: children’s song, solfeggio, performativity, body as a medium, movement
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NEPLUENTUBHA CTOXKEHOCT BETOBEHOBE
BEJIUKE ®YTE: USMEBY MY3UNYKE CTPYKTYPE N
CNYLWWANAYKOI UCKYCTBA

betoseHoBa Besuka ¢yza, on. 133, o4 npsBMx n3Boherwa A0 AaHac crnaja
mMehy fgena uuvja je peuenumnja obenexeHa m3pasmma koju ynyhyjy Ha m3y3seTHy
C/IOXKEHOCT C/yLanayvykor NCKycTBa. PaHn KpUTUYapu onucuBanu cy je Kao Hepa-
3yM/bMBY, €KCLLeHTPUUYHY U XaOTU4HY, JOK Cy KacHMja Tymayerba ynpaso Yy HeHoj
KOHTPAaMnyHKTCKOj 1 ¢OpMasHOj CNOXEHOCTU MpenosHaBana jeAHO 0f obenexja
beToBeHoBOr nMosHor creapanawTsa. [onasehu of pasnvke nsmehy ncropujckm un
KyNTYpPHO YCNOB/bEHOr BpeAHOBaHa My3VKe 1 nepuenTUBHMUX MpoLleca Koju npo-
n3nase U3 opraHnsaumje camor 3By4YHOr MaTepujana, paj nocras/ba NMTake y Kojoj
MepU WCKYCTBO C/I0XKEHOCTW Besnuke ¢yze Moxe 6UTW MOBE3aHO Ca KOHKPETHUM
KapakTepucTnkamMa heHe My3n4yke CTpyKType.

Teopunjckn OKBMP WUCTPaXmBara OC/laka Ce Ha CasHaka K3 obaactm
Ncuxonornje Mysmuke nepuenumje 1N NCMXoakycTuke, NocebHO MNCTpaxmBama
nepuenTMBHe opraHusaunje BULLErNACHUX MY3UUYKUX CTPYKTypa, ayAUTUBHOT
rpynucawa n A0XWB/baja My3M4YKe C/IOXEeHOCTU. McTopujckm mckasm o ,Hepa-
3yM/bMBOCTU" 1 ,XaOTUYHOCTWU" fena NPUTOM Ce He nocMaTtpajy Kao 06jeKTUBHM
CyLlOBM O HeroBoj ecTeTckoj BpegHOCTW, Beh kao nokywaju Bepbanmsaumje
oApeheHor cywanaykor NCKyCTBa.

AHanNTMUKN Aeo paja yCMepeH je Ha ojabpaHe ogsomke Besuke ¢yze,
pasnnunTe TekCTypa/He W KOHTpanyHKTcke rycTuHe. [lopefewem xomModoHO
OPraHM30BaHUX W UK3pa3nTo MoANPOHMX cerMeHata pasmatpahe ce ogHOC
n3mehy 6poja 1 camocTanHOCTW rnacoBsa, PUTMUYKE U akLeHaTcke opraHusauuje,
AVNCOHAHTHOCTW, AMHaMMKe U Perncrapckmx ofHoca, ca jegHe cTpaHe, u moryher
NCKyCTBa MepLenTMBHE CA0XEHOCTW, ca Apyre. 3a komnapauujy he nocnyxuTu
ofabpaHu npruMep baxose NOANPOHMje, Kako b1 ce NCNNTAN0 Aa S je KOHTPaNyHKTCKa
rycTMHa cama rno ce6u 40oBOJ/bHa fja Npon3Beje yTucak ,XaoTUYHOCTU" NIV OH HacTaje
cagejctsom Beher 6poja My3n4kmnx napameTapa.

Y pagy ce He nonasu o NpPeTrnocTaBke O YHWBEP3a/JHOCTW C/yLllanavkor
nckycrea, Beh ce wucnuTyje MoOryhHocT nocTojamwa penatMBHO CTabUIHUX
nepuenTUBHUX TeHAeHUMWja Koje npousnase M3 ogpeheHnx cBojcTaBa My3n4ke
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CTPYKTYpe, [OK Ce HAaUYMHWN HUXOBOT OMNMUCMBAaKa W eCTeTCKOr BpeAHOBaka Mehajy
y 3aBUCHOCTU OJff UCTOPWUCKOT K KYNTYPHOr KOHTeKcTa. Ha Taj HauuH peuenuuja
Benuke ¢yze pasamaTtpa ce Ha npeceky My3nyKke aHa/n3e, NCUXONOTMje nepuenumje 1
dbeHOMeHONOrMje cnyLlakba.

KrbyuHe peun: bemoseH, Beauka ¢yaa, My3uyka nepyenyuja,
nepyenmueHa C/10XeHoCM, NoAUGOHUja
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PERCEPTUAL COMPLEXITY OF BEETHOVEN'S
GROSSE FUGE: BETWEEN MUSICAL STRUCTURE
AND LISTENING EXPERIENCE

Beethoven's Grosse Fuge, Op. 133, has, from its first performances to the
present day, been among the works whose reception has been marked by de-
scriptions pointing to the exceptional complexity of the listening experience. Early
critics described it as incomprehensible, eccentric, and chaotic, while later inter-
pretations recognised precisely in its contrapuntal and formal complexity one of the
defining features of Beethoven'’s late style. Starting from the distinction between
historically and culturally conditioned evaluations of music and perceptual process-
es arising from the organisation of the sound material itself, the paper asks to what
extent the experience of complexity in the Grosse Fuge may be related to specific
characteristics of its musical structure.

The theoretical framework of the study draws on research in the psychology
of music perception and psychoacoustics, particularly studies of the perceptual or-
ganisation of polyphonic musical structures, auditory grouping, and the experience
of musical complexity. Historical statements concerning the work’s “incomprehensi-
bility” and “chaotic character” are not treated as objective judgments of its aesthetic
value, but rather as attempts to verbalise a particular listening experience.

The analytical part of the paper focuses on selected passages of the Grosse
Fuge characterised by different degrees of textural and contrapuntal density. By
comparing homophonically organised and distinctly polyphonic segments, the anal-
ysis considers the relationship between the number and independence of voices,
rhythmic and accentual organisation, dissonance, dynamics, and registral relation-
ships, on the one hand, and the possible experience of perceptual complexity, on
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the other. A selected example of Bach’s polyphony will be used for comparison in
order to examine whether contrapuntal density alone is sufficient to produce an
impression of a “chaotic” character, or whether such an impression arises from the
interaction of multiple musical parameters.

The paper does not assume the universality of listening experience, but
rather examines the possibility of relatively stable perceptual tendencies arising
from specific properties of musical structure, while the ways in which these ten-
dencies are described and aesthetically evaluated vary according to historical and
cultural context. In this way, the reception of the Grosse Fuge is considered at the
intersection of musical analysis, the psychology of perception, and the phenome-
nology of listening.

Keywords: Beethoven, Grosse Fuge, music perception, perceptual complexity, polyphony
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TE/10 KAO MEAW]) )KPTBEHE JbYBABU Y POMAHCW 110 BUCUHAMA
TUXO JE JIETEJIA 4YLUA HEBECUMA 1. N. YAJKOBCKOT

Paj nonasw of cTaHOBULITA Aa Ce TeNo Yy YMETHNYKOM Jefly He 1CNo/baBa
NCK/bYYNBO Kao GpU3nyka kateropuja, Beh Mmoxe 6UTU TyMayeHO Kao MeAunj JyXOBHOT
NCKYCTBa, CUMBOIMYUKE KOMYHMKaLMje 1 KPTBeHe /bybaBu. Y TOM KOHTEKCTY, npeameT
NCcTpaxunBaka NpejcrTaB/ba poMaHca 1o sucuHamMa muxo je semena Oywa Hebecuma
MeTpa Wibnua YajkoBCKor, U3 LMkayca poMaHcy on. 47, HacTana Ha cTuxose Anekceja
KoHcTaHTMHOBMYaA Tonctoja. Kpo3 jeAMHCTBO MOETCKOr U MY3MYKOr JUCKYpCa,
pomMaHca obnukyje nMpeAcTaBy O AYXOBHOM Yy3ju3aky, CTpajarby, caocehamy K
xpuwhaHckoj bybasu.

Monasehun oA MHTEPAUCLUNANHAPHOT MPUCTYNa Koju objeantbyje My3nuky
aHaNn3y N TeONOLUKO-XePMEHEeYyTUUKO TyMauewe, paj WUCNUTYyje Ha KOju HauyuH
MY3UYKN eNeMeHTN - MeJsioAnja, XapMOHMja, TOHaHWN MNaH N JUHAMWNYKK TOK -
y4ecTByjy y 06/MKoBaky CUMbOMKE XPTBEHe /bybaBy 1 NpejcTaBe O TeaeCcHOCTH
Kao MpOoCTOpy cycpeTa 3eMa/bCkor M Hebeckor. MocebHa naxra ycMepeHa je Ha
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0AHOC MY3MYKOT N MEeCHNYKOr TEKCTa, Kao U Ha HaYMHe Ha Koje YajKOBCKN My3NYKNM
cpefcTBMMa Npoaybibyje AyXOBHO 3Hauveke ToNCTojeBe noesuje.

LUn/mb paga je ga nokaxe Aa poMaHca He rnpejctaB/ba CaMO MY3WYKY UH-
TeprnpeTauujy NoeTckor npeasoLka, Beh CI10XeHO YMEeTHUYKO OCTBapeHe y KojeM
MY3UYKM 1N MNOETCKN AUCKYPC 3ajeJHNYKN apTUKYyAULWy nAaejy XpTBeHe /bybasu. Y
TOM KOHTEKCTY, TeNo Ce He TyMaum Kao CynpoTHOCT Ay, Beh Kao meanj Kpo3 Koju
caocehajHa /bybaB MOXe MOoCTaTh AenaTHa, YMMe ce yCnocTaB/ba CMMboaMyKka Besa
n3mehy TenecHoOr NocTojama, XPTBe U JyXOBHOT Npeobpaxaja.

KibyuHe peum: [1. . Yajkoscku, A. K. Toncmoj, pycka poMaHca, XpuwhaHcka cumboauka,
HpmeeHa mwybas
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THE BODY AS A MEDIUM OF SACRIFICIAL LOVE IN P. I. TCHAIKOVSKY'S
ROMANCE SOFTLY THE SPIRIT FLEW UP TO HEAVEN

The paper proceeds from the premise that the body in a work of art is not
manifested exclusively as a physical category, but may also be interpreted as a me-
dium of spiritual experience, symbolic communication, and sacrificial love. Within
this framework, the subject of the study is Pyotr llyich Tchaikovsky's romance Softly
the Spirit Flew up to Heaven, from the cycle of romances, Op. 47, composed to a
poem by Aleksey Konstantinovich Tolstoy. Through the unity of poetic and musical
discourse, the romance articulates notions of spiritual ascent, suffering, compas-
sion, and Christian love.

Drawing on an interdisciplinary approach that combines musical analysis
with theological-hermeneutic interpretation, the paper examines how musical ele-
ments - melody, harmony, tonal organisation, and dynamic progression - contribute
to shaping the symbolism of sacrificial love and the conception of corporeality as
a space of encounter between the earthly and the heavenly. Particular attention is
devoted to the relationship between the musical and poetic texts, as well as to the
ways in which Tchaikovsky's musical language deepens the spiritual significance of
Tolstoy's poetry.

The aim of the paper is to demonstrate that the romance is not merely
a musical interpretation of its poetic source, but a complex artistic work in which
musical and poetic discourse jointly articulate the idea of sacrificial love. Within this
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framework, the body is not understood as opposed to the soul, but as a medium
through which compassionate love can become active, thereby establishing a sym-
bolic connection between corporeal existence, sacrifice, and spiritual transformation.

Keywords: P. I. Tchaikovsky, A. K. Tolstoy, Russian romance, Christian symbolism,
sacrificial love
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TEOJNTOLWUKW ACNEKT AENA IMPENYAN]YM, KOPAJT U
®YrA CESAPA ®PAHKA

[Jeno lpenydujym, kopan u gyza (FWV 21) Cesapa PpaHka npeacTaB/ba jeHO 0f
Haj3Ha4YajHMjX OCTBapera pOMaHTMYapCcke KNaBMpCKe nuTepaTtype, y KojeM ce npenanhy
6apokHa Tpaguunja, PoOMaHTUYapCKa XapMOHMja U WHAUBUAYANHW KOMMO3ULMOHN
noctynuu. Mako je geno Hajuewwhe carnefaBaHo 13 GopmanHe, XapMOHCKe 1 MUjaHUCTUYKe
nepcrnekTMBe, Herosa TeoNOWKa AMMeH3Vja oTBapa MPOCTOP 3a Aa/ba Tymaudema.
Monasehun of XxpULWhaHCKNX AyXOBHUX UAeja NPUCyTHUX y PpaHKOBOM CTBapanaluTBy, paj
pa3mMaTpa MoryhHOCT/ TeONOLIKOr TyMayerba ena.

AHaNUTUYKN fJeo paja YCMepeH je Ha TemMaTCcku pas3Boj u TpaHchopmauujy
My3M4YKOI MaTepujana, ca nocebHMM OCBPTOM Ha MoTuB B-A-C-H, Temy kopana n Temy
dyre. bb1xoBO NocCTeneHoO NoBe3nBake 1 KOHTPAMYyHKTCKO objeAnHbaBakbe Yy 3aBPLUHOM
Aeny KoMmosuuumje Tymaudm ce kao Moryhnm My3mukm mM3pas AyxOBHOr npeobpaxaja.
MocebHa naxHa nocseheHa je NTOHOBHOM jaB/batby TeMe Kopana y KoAu, Koje ce 40BOAN Y
Be3y ca naejom npoumnihera 1 JyXoOBHOI claceka.

Uunmb paga je Aa ykaxe Ha MOryhHOCT TeonoLWKOr TyMaderwa ®PpaHKOBOr jena
N Aa NOKaxe Ha KOju HaYMH My3muka CTPyKTypa MoXe 6MTU HOocuaay, CUMOOANYKMNX
3Hauera Koja NpeBasunnase keH GopManHu acnekT. Paj He HaCcTojuM Aa MOHYAN KOHAYHO
TymMadere, Beh fa OTBOPWM MPOCTOP 33 WHTEPAUCLMMAMHAPHO carfiejaBake OAHOCA
My3KKe, JyXOBHOCTU 1 Teonoruje.

KbyuHe peun: Cesap ®paHk, lpenydujym, kopan u ¢yaa, meosowko mymayerbe, MOMue

B-A-C-H, memamcku npeobpaxcaj
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THE THEOLOGICAL ASPECT OF CESAR FRANCK'S PRELUDE,
CHORAL ET FUGUE

César Franck’s Prélude, Choral et Fugue (FWV 21) represents one of the most
significant works of the Romantic piano repertoire, in which Baroque tradition, Ro-
mantic harmony, and individual compositional procedures intertwine. Although the
work has most often been approached from formal, harmonic, and pianistic per-
spectives, its theological dimension opens up possibilities for further interpretation.
Proceeding from the Christian spiritual ideas present in Franck’s oeuvre, the paper
considers possibilities for a theological interpretation of the work.

The analytical part of the paper focuses on the thematic development and
transformation of the musical material, with particular attention to the B-A-C-H
motif, the chorale theme, and the fugue theme. Their gradual interconnection and
contrapuntal integration in the final section of the composition are interpreted as
a possible musical expression of spiritual transformation. Particular attention is de-
voted to the reappearance of the chorale theme in the coda, which is associated with
the idea of purification and spiritual salvation.

The aim of the paper is to point to the possibility of a theological interpre-
tation of Franck's work and to demonstrate how musical structure can serve as a
vehicle for symbolic meanings that transcend its formal aspect. The paper does not
seek to offer a definitive interpretation, but rather to open up space for an interdisci-
plinary consideration of the relationship between music, spirituality, and theology.

Keywords: César Franck, Prélude, Choral et Fugue, theological interpretation, B-A-C-H motif,

thematic transformation
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TENO KAO MEAWN): NEP®OPMATUBHOCT KOHLLEPTA XOPCKE
MY3UKE Y CAKPAJTHOM MPOCTOPY

Paa aHannsmpa Backplirn KoHUepT, ogpxaH 17. anpuna 2023. roguHe y
kpunTn Xpama Ceetor CaBey beorpagy, ca uu/bem a UCNUTa Kako n3Bohere BokasHe
AYXOBHe My3umke y cneumPpmuyHOM cakpanHOM aMbujeHTy Moxe ja npeobnuvkyje
yCTa/beHy nojeny Ha n3Bohade v Ny6AvKy n Aa, y OKBUPY TeaTposioLlKe Teopuje,
yKaxe Ha TpaHCPOpPMaTUBHW KapakTep Xopcke um3Begbe. Y pajy ce pasmatpajy
TPW K/byYHa KOHLeNTa: TenecHo KOo-npucycTBo, nepdopMaTUBHO OBGNMKOBaHE
MaTepujaNHOCTW 3BYKa U jlefloBakbe ayToMnoeTnYKe NoBpaTHe net/be y cneunPuyHmnm
yCnoBMMa aKkyCTUYHOr ojjeka y HaBeAeHOM MpocTopy. Teopmjcko-MeTO0N0LLIKO
nosasvwTe paja YMHN TEOPUjCKN OKBMP HEMAUKe TeaTposiolwKkne Eprnke duiiep-
NInxTe, 3aCHOBaH Ha aHaIMTUYKOM U METOZONOLIKOM 3a0KPeTy O TpajuLMOoHaNHe
Lectetnke gena” (bokycmpaHe Ha MapTUTypy) ka ,ecteTnum nepdopmaTuBHOr”,
y OKBMPY KOje ce xopcka M3BeAba AyXOBHe My3Mke MocMaTpa Kao KOMMJeKcaH,
AVHAMWYaH 1 HEeMoHOB/LMB ApyLUTBEHO-ecTeTckM gorahaj. WcTpaxusame je
KOHUMMNMPaHO Kao CTyAMuja c/lydaja BULLEreHepaLunjckor KoHuepTa, Ha KojeM cy,
nopes aHcambana gomahuHa - [leujer xopa ,PacTtko” n Xopa Xpama Csetor CaBe -
y4yecTBoBanu un roctyjyhu cactaBu 13 3perwaHunHa 1 Kpywiesua.

Y pagy ce feTa/bHO UCMUTYje Kako MaTepmnjanHoCT JbYCKOT rnaca 1 y3ajaMHe
MUKpopeakLuje yHyTap MpOCTOPHO-BPEMEHCKe 3ajefjHuLe npepacTtajy y ecTeTcku
pU3KK, WTO je NocebHO you/bMBO TOKOM MpeMujepHnx n3sedbu gena MieaHa Myguja
n MnageHa MatoBuha. 3ak/byyak ykasyje Ha TO Aa XOPCKW HacTym y cakpaaHOM
aMbunjeHTy MOXe fa Npeobnkyje rpafaHCcKy ANCTaHLY NO30PULLIHOT UAW KOHLEePTHOT
Tuna, npeTBapajyhn nNpucyTHe o MacMBHWX MOCMaTpaya y akTMBHe CayvecHuke
Aorahaja Koju CyLUTUHCKX NoBe3yje YMeTHOCT 1 puTyan.

KmbyuHe peumn: Epuka Quwep-/luxme, cmyduje u3gohersa, menecHo Ko-npucycmso,
aymonoemuy4ka no8pamHa nemsa, Xopcka 0yX08HaA My3uKa
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THE BODY AS A MEDIUM: THE PERFORMATIVITY OF A CHORAL
MUSIC CONCERT IN SACRED SPACE

The paper analyses the Easter Concert, held on 17 April 2023 in the Crypt
of the Church of Saint Sava in Belgrade, with the aim of examining how the perfor-
mance of sacred vocal music in a specific sacred setting can reshape the established
division between performers and the audience and, within the theoretical framework
of performance studies, point to the transformative character of choral performance.
The paper considers three key concepts: bodily co-presence, the performative shaping
of the materiality of sound, and the operation of the autopoietic feedback loop under
the specific conditions of acoustic reverberation in this space. The theoretical and
methodological point of departure is the framework developed by the German the-
atre scholar Erika Fischer-Lichte, based on an analytical and methodological shift
from the traditional “aesthetics of the work” (focused on the musical score) towards
the “aesthetics of the performative”, within which the choral performance of sacred
music is understood as a complex, dynamic, and unrepeatable social and aesthetic
event. The research is conceived as a case study of a multigenerational concert fea-
turing, alongside the host ensembles - the Children’s Choir “Rastko” and the Choir of
the Church of Saint Sava - guest ensembles from Zrenjanin and KruSevac.

The paper examines in detail how the materiality of the human voice and
mutual micro-reactions within a spatio-temporal community develop into an aesthetic
risk, particularly evident during the premiere performances of works by lvan Moody
and Mladen Matovi¢. The conclusion suggests that choral performance in a sacred
setting can reshape the civic distance characteristic of theatrical or concert settings,
transforming those present from passive spectators into active participants in an
event that fundamentally connects art and ritual.

Keywords: Erika Fischer-Lichte, performance studies, bodily co-presence,
autopoietic feedback loop, choral sacred music
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MPOHWJAY UNKNYCY CAPKA3MU CEPTEJA MPOKO®JEBA

Lin/b paja je ncnntrBake pasinymnTyX HaurHa Ha Koje ce MpOoHMja NCrnosbasa
y neTocTaBayHoM umknycy Capkasmu, on. 17 Cepreja MNMpokodjesa. MipoHuja je, kao
CTUACKa 1 peTopuyka ¢urypa, oj CBOjUX rnoyetaka - 4ecTo Be3nBaHuX 3a CokpaTta -
npuBAaynIa Naxmy 6pPOjHUX MUCAKAALA, Te joj je Mmoryhe NMpUCTYNNTL 13 Pa3nnymnTnX
TEOPWNjCKNX MepcrnekTVBa W pasmaTtpatyv pasnnyumte obsvke W CTeneHe HEeHor
NCNoJ/baBakba.

Y papy ce nonasuM of Tpu pasnmunte MaHudectauumje upoHuje y
MpokodjeB/beBOM Aeny: capkasma, cxBaheHOr Kao mcMeBame ogpeheHunx nojasa;
VPOHMje Koja ce 0bnmKyje MOCpesACTBOM My3MuKe Hapauwje; 1, Haj3aj, CBOjeBpCHe
KOCMWYKe VPOHMje, Ha KOjy je caM KOMMO3UTOp ynyTuO Y MPOrpamckoj benewiym y3
neTn CTaB LuMkyca.

3aBpLWHM Ae0 paja AOHOCKM KOMMApaTMBHY aHanusy Tpu pasanynta
n3Bohera ofabpaHMX cerMeHaTa UMKIyca. Hbome ce UCAUTYjy HaUYMHU Ha Koje
n3Bohauum 3By4YHO akTyanumsyjy lNpokodjeB/meBe naeje 3abenexeHe y naptutypu,
C NMOCebHMM OCBPTOM Ha M3BORAuKO 06AMKOBare U OTeNOB/beHEe WPOHUje Yy
MY314YKOM KapakTepy.

KmyuHe peun: [Ipokogjes, upoHuja, capkasam, meopuja My3u4koz Hapamuea

llija Sretenovic ilija.sretenovic.ika22705@gmail.com

University of Novi Sad, Academy of Arts Novi Sad, Novi Sad, Serbia
IRONY IN SERGEI PROKOFIEV'S SARCASMS

The aim of this paper is to examine the different ways in which irony mani-
fests itself in Sergei Prokofiev's five-movement cycle Sarcasms, Op. 17. As a stylistic
and rhetorical figure, irony has attracted the attention of numerous thinkers since
its beginnings - often associated with Socrates - and may therefore be approached
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from different theoretical perspectives and considered in terms of different forms
and degrees of its manifestation.

The paper considers three different manifestations of irony in Prokofiev's
work: sarcasm, understood as the mockery of certain phenomena; irony shaped
through musical narrative; and, finally, a form of cosmic irony, to which the composer
himself referred in the programme note to the fifth movement of the cycle.

The final part of the paper presents a comparative analysis of three different
performances of selected segments of the cycle. It examines the ways in which per-
formers sonically actualise Prokofiev's ideas notated in the score, with particular
attention to the performative shaping and embodiment of irony in musical character.

Keywords: Prokofiev, irony, sarcasm, theory of musical narrative

Melina Sisi¢ melinasisic.ma@gmail.com

Univerzitet u Sarajevu, Muzicka akademija, Sarajevo, Bosna i Hercegovina
UDK: 78.01:159.9

KLAVIR KAO PERCEPTIVNI PROSTOR: TAKTILNOST
I REVERZIBILNOST U ODNOSU TIJELA | INSTRUMENTA

Polazedi od fenomenoloSkog shvatanja tijela kao aktivhog nacina prisutnosti
u svijetu kod Mauricea Merleau-Pontyja, ovaj rad istraZzuje taktilnost kao temeljni as-
pekt odnosa izmedu pijanista i instrumenta.

Klavir se ne promatra samo kao objekt kojim izvodac tehnicki upravlja, ve¢
kao perceptivni prostor u kojem se tijelo i instrument medusobno oblikuju kroz
iskustvo dodira. U tom smislu, reverzibilnost se ocituje u uzajamnosti ovog odnosa:
tijelo djeluje na instrument, dok svojstva instrumenta povratno oblikuju tjelesnu per-
cepciju i pokret izvodaca. Reljefna struktura klavijature, prostorna organizacija tipki,
njihov otpor i fizicke karakteristike omogucuju razvoj tjelesnog znanja kroz koje pi-
janist uspostavlja prostorne, motoric¢ke i zvukovne odnose s instrumentom. Takvo
znanje predstavlja oblik utjelovljenog iskustva u kojem tijelo anticipira, prepoznaje i
odgovara na mogucnosti instrumenta, pri ¢emu dodir nije tek fizicko sredstvo proiz-
vodnje zvuka, nego pocetna razina percepcije u kojoj se ostvaruje medudjelovanje
tijela i instrumenta. Taktilna percepcija povezuje neposredni fizicki susret s klavija-
turom s prostornim razumijevanjem, unutarnjom slusnom predodZbom i zvukovnim
iskustvom izvodaca.
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U radu se razmatra odnos tijela i instrumenta kao dinami¢an perceptivni
proces, za razliku od starijih pristupa u kojima se instrument shvata kao neutralan
objekt, a tijelo kao mehanizam realizacije muzicke zamisli. PromiSljanje taktilnosti
otvara prostor za dublje razumijevanje individualnog iskustva pijanista i pokazuje da
se muzicko iskustvo ne oblikuje tek u proizvedenom zvuku, nego ve¢ u prvom susretu
tijela i instrumenta.

Klju€ne rijeci: fenomenologija, taktilnost, enigma reverzibilnosti, utjelovijeno iskustvo,
klavirska izvedba

Melina Sisi¢ melinasisic.ma@gmail.com

University of Sarajevo, Music Academy, Sarajevo,
Bosnia and Herzegovina

THE PIANO AS A PERCEPTUAL SPACE: TACTILITY AND
REVERSIBILITY IN THE RELATIONSHIP BETWEEN
BODY AND INSTRUMENT

Drawing on the phenomenological understanding of the body as an active
mode of presence in the world in the work of Maurice Merleau-Ponty, this paper ex-
plores tactility as a fundamental aspect of the relationship between the pianist and
the instrument.

The piano is viewed not merely as an object technically manipulated by
the performer, but as a perceptual space in which the body and the instrument
mutually shape one another through the experience of touch. In this sense, rever-
sibility manifests itself in the reciprocity of this relationship: the body acts upon
the instrument, while the properties of the instrument, in turn, shape the per-
former’s bodily perception and movement. The relief structure of the keyboard, the
spatial arrangement of the keys, their resistance, and their physical characteristics
facilitate the development of bodily knowledge through which the pianist establish-
es spatial, motor, and sonic relationships with the instrument. Such knowledge con-
stitutes a form of embodied experience in which the body anticipates, recognises,
and responds to the instrument’s possibilities, while touch is not merely a physical
means of sound production but an initial level of perception at which the interac-
tion between body and instrument unfolds. Tactile perception links the immediate
physical encounter with the keyboard to the performer’s spatial understanding, in-
ternal auditory imagery, and sonic experience.
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The paper considers the relationship between body and instrument as a dy-
namic perceptual process, in contrast to older approaches in which the instrument
is understood as a neutral object and the body as a mechanism for realising a musi-
cal concept. Reflection on tactility opens the way to a deeper understanding of the
pianist's individual experience and demonstrates that musical experience is shaped
not only in the produced sound, but already in the initial encounter between body
and instrument.

Keywords: phenomenology, tactility, the enigma of reversibility, embodied experience,
piano performance
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OBPAJA MOAYCA Y HACTABW COJI®ERA - O[F PEHECAHCHE
AYXOBHE MY3UKE A0 NHCTPYKTUBHUX MPUMEPA

O6pasa Mogyca npeAcTaB/ba jejaH 0f 1Ucxoja y Hactasu condeha y Apyroj
roAVHW cpefhe My3nyke wwkone. C 063MpoM Ha TO Aa Cy MOAYCU yYeHMLMMa Yy OBOM
nepuojy yrnaBHoOM Hemo3HaTu - Kako 360r pejociesa obpaje rpaavsa, Tako 1 360r
HXOBE OrpaHMyeHe 3aCTyM/beHOCTU y CBaKOLHEBHOM 3BYYHOM OKPYXekby - NOTPebHO
je 0bpaTnTV NOCebHyY Naxry Ha HXOBO YCBajarse.

Y HacTaBHOj Npakcn obpaja Moayca Hajuelhe Teye o Teopujcke NocTaBke Ka
HEeHOM NOBe3MBakby Ca 3By4YHOM C/IMKOM KPO3 06pajy MenoAnjckux npumMepa. byayhu
Aa je muxoB 6poj y noctojehoj yLbeHNYKo] nuTepaTypyn penaTMBHO OrpPaHUYeH, Of
N3y3eTHe je BaXHOCTM MpOHaNaxere WAN Kpeupare rnprMepa Koju Ha ajekBaTaH
HauMH NoBe3yjy 3ByK Ca TEOPUjCKOM MOCTaBKOM MOZyca.

Y pagy ce peHecaHCHW BOKanHW npeanowum bupajy npema jacHohn moganHe
opraHu3auuvje n NorogHoCTM 3a NpuMeHy y Hactaeu condeha, a 3aTum ce afanTu-
pajy y cknagy ca BOKalHMM W M3BONaykmm MoryhHocTuMma ydeHuka. Agantauuja
nogpasymeBa V3/Bajatbe WM KOMOUHOBaHE 1, NO NOTPebu, NojejHOCTaB/bBaHE
MeNoANjCKNX TNHN]ja, Y3 OUYyBaHe KapakTePUCTUYHUX MOAANHNX obenexja N3BoOpHOr
npeanowika. NpeAHOCT OBaKBOr MpUCTyna orneja ce y MoOryhHocTu nosesvBaha
obpage Mojyca ca ciyllakem My3vKe Y OKBUPY HacTase condefa, mpu yemy ce
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afjanTypaHun npumMepu, npe UAM HakoH neBakba, MOTy yrnopeauTu ca n3sohennma
N3BOPHUX MY3MYKMX MPeAnoXaka Ha 3BYYHUM CHUMLMMA. Ha Taj HaumH ce UCTOPUjckm
MYy3UUKN MaTepujan TpaHchopMuLLe y HACcTaBHU MoJen Koju omoryhaBa pga ce
MOJZYC He yCBaja UCK/bYYMBO Kao Teopujcka KOHCTpyKLMja, Beh 1 Kao HemocpesHO
3BYYHO N M3BONAUKO MCKYCTBO KpPO3 MeBatbe W Caywiare. Y pagy je npukasaHo
WecT ajanTMpaHnx Bex6u Kojuma cy obyxBaheHU CBU MOAYCU OCKMM NOKPWjCKOT.
MpeanoxeH MoAen MoOXe CNYXUTK M Kao y30p 3a camoCTafHy ajantaunjy Apyrux
nprvMepa 13 Mysunuke nutepaType y CBpxy HacTaBe condeha.

KrbyuHe peumn: modycu, Hacmasa congeha, peHeCaHCHa OyX08HA My3UKA, NEBAFE,
HacmaesHu modesn

Ivana Vukic ivanavukic12345@gmail.com

University of Nis, Faculty of Arts in Nis, Nis, Serbia

TEACHING MODES IN SOLFEGGIO - FROM RENAISSANCE SACRED
MUSIC TO INSTRUCTIONAL EXAMPLES

The teaching of modes represents one of the learning outcomes in solfeggio
instruction in the second year of secondary music school. Since modes are generally
unfamiliar to students at this stage - both because of the sequence in which the
curriculum is taught and their limited presence in the everyday sonic environment -
particular attention needs to be paid to their acquisition.

In teaching practice, the study of modes most commonly proceeds from a
theoretical framework towards its connection with a sonic image through the use of
melodic examples. Since the number of such examples in existing textbooks is rela-
tively limited, it is particularly important to find or create examples that appropriately
connect sound with the theoretical framework of modes.

In this paper, Renaissance vocal models are selected according to the clarity
of their modal organisation and their suitability for use in solfeggio teaching, and
are then adapted to the students’ vocal and performance capabilities. Adaptation
involves isolating or combining and, where necessary, simplifying melodic lines while
preserving the characteristic modal features of the original model. The advantage
of this approach lies in the possibility of connecting the study of modes with music
listening within solfeggio teaching, whereby the adapted examples, before or after
singing, can be compared with recordings of performances of the original musical
models. In this way, historical musical material is transformed into a teaching model
that enables modes to be acquired not only as theoretical constructs, but also as a
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direct sonic and performance experience through singing and listening. The paper
presents six adapted exercises covering all modes except the Locrian. The proposed
model can also serve as a basis for the independent adaptation of other examples
from the musical literature for use in solfeggio teaching.

Keywords: modes, solfeggio teaching, Renaissance sacred music, singing, teaching model
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CTBAPAJTAYKIW onycC AAPUJE AHOOBCKE:
3BYK, APAMATYPIUJA N KYNITYPHO NAMTREHE

CrBapanawTso [Japuvje AHfgoBCke obyxBaTa OpKecTapcky, KaMepHy,
COMMCTUYKY, BOKaAHY W XOPCKY My3MKY, Kao U Aefla HaMereHa GuiMy, no3opuLlTy,
njecy n MyaTuMeaujanHUM npojekTnma. PasHOBPCHOCT Mejunja y KojuMa Aenyje npaTu
N3pa3nTo ApaMaTypLUKO pasymMeBarbe 3ByKa: My3MUKM TOK 06/MKyje ce Kao ANHaMNYaH
NPOCTOP HaMeToCTK, TpaHChopMaLmje 1 CycpeTa PasINYMUTUX 3BYUH X C10jeBa. Y HeHUM
KOMMo3uMumMjama caBpeMeHn MNOCTynLUM 1 UCTpaxunBare 60je, TeKCType 1 opraHunsaumje
3BYYHOI MaTepujana 4ecTo ce nosesyjy ca KynTypHuM namherseM, Hacnehem 1 nnTawnma
naeHTuTeTa. Tpaamumja ce NPUTOM He Nnojaslbyje Kao cTaTuyaH unTaT, Beh kao Matepujan
KOju y caBpeMeHOM YMEeTHNUYKOM KOHTEeKCTY Jobuvja HOBa 3Hauera. AHAO0BCKa My3UMKY
pasyMe 1 Kao MpoCTOp KPUTUYKOT MULLUbEHA W IMYHOT 1M3pasa, Y KOjeM ce YMETHNYKO
NCKYCTBO MOBe3yje Ca LUMPUM APYLUTBEHUM W KYNTYPHUM NuTarnma. Takas npucTyn
HEHOM Orycy Jaje HarnalleHy KOMyHUKaTUBHY 1 nepdopMaTUBHY ANMEH3Wjy, MOCebHO
BUA/bMBY Y AeNMa HacTaAnUM y CyCpeTy My3uKe Ca MOo30puULLTEM, MOKPETOM, CIMKOM 1
APYTAM YMETHNYKNM MeAnjuMa.

buoepaduja

[Japvija AHAOBCKa je MakeJoHCKa KOMMO3UTOPKA, MUjaHUCTKMHAE, YHUBEP3UTETCKa
npodecopka 1 AekaHka Pakyntreta Mysuuke ymeTHocTu y CKoruby, y APYromM MaHAaTy.
Avinnomupana je KOMNosnumjy Ha Pakyntety My3ndke ymetHoctn y CKoruby, y knacu Foue
KonapoBckor, a Mactep cTyauje caBpemeHe KoMnosuuuje, GUIMCKe U MpUMerbeHe My3uke
noxahana je Ha YHuBep3uTeTy ymeTHOCTU y Linpuxy (Zircher Hochschule der Kinste), kog
N3aben MyHapu, AHgpea BenmoHTa n JomeHuka Pepapuja. JokTopcke CTyanje ynucana
je kop Yaje YepHoBUMH. tbeHa gena n3BofeHa cy Ha dpecTmBanMMa M KOHLEPTMMA LUMPOM
EBpone, y A3nju n CjeanrbeHnm AMepunyknm [ipxaBama. JobUTHMLA je BULLE HALNOHAMHUX U
MefyHapoaHMX NpusHaka, Mefy kojuMa Cy ABe Harpaje ,BupTyos” 3a Haj60/by KOMMO3UTOPKY
y CeBepHoj MakeAOHMjX, MpU3Hamke 3a UCTakHyTy ymeTHuuy paga Lnpuxa 3a 2014/15.
roViHy 1 Ap>XaBHa Harpaga ,lNaHue MelueB” 3a HajBLLLIA OCTBapeHa y My3n4Koj yMEeTHOCTA. Y
ABa HaBpaTa 6una je cenektopka dectreana ,JaHn makeAoHCKe My3uKe”.
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Ss. Cyril and Methodius University in Skopje, Faculty of Music,
Skopje, North Macedonia

DARIJA ANDOVSKA'S MUSICAL OEUVRE:
SOUND, DRAMATURGY, AND CULTURAL MEMORY

Darija Andovska's creative oeuvre encompasses orchestral, chamber, solo,
vocal, and choral music, as well as works for film, theatre, dance, and multimedia
projects. The diversity of the media in which she works is accompanied by a dis-
tinctly dramaturgical understanding of sound: musical flow is shaped as a dynamic
space of tension, transformation, and interaction between different sonic layers. In
her compositions, contemporary techniques and explorations of timbre, texture, and
the organisation of sound material are frequently connected with cultural memory,
heritage, and questions of identity. Tradition does not appear as a static quotation,
but as material that acquires new meanings within a contemporary artistic context.
Andovska also understands music as a space for critical thought and personal ex-
pression, in which artistic experience intersects with broader social and cultural
questions. This approach gives her oeuvre a pronounced communicative and perfor-
mative dimension, particularly evident in works created at the intersection of music
with theatre, movement, visual imagery, and other artistic media.

Biography

Darija Andovska is a Macedonian composer, pianist, university professor, and
Dean of the Faculty of Music in Skopje, currently serving her second term. She gradu-
ated in composition from the Faculty of Music in Skopje, where she studied with Goce
Kolarovski, and pursued master’s studies in contemporary composition, film music, and
applied music at the Zurich University of the Arts (ZUrcher Hochschule der Kinste), study-
ing with Isabel Mundry, Andre Belmont, and Domenico Ferrari. She enrolled in doctoral
studies under Chaya Czernowin. Her works have been performed at festivals and con-
certs across Europe, Asia, and the United States. She has received several national and
international distinctions, including two Virtuoso Awards for Best Composer in North
Macedonia, recognition as an Outstanding Artist of the City of Zurich for 2014/15, and the
Panche Peshev State Award for outstanding achievements in music. She has twice served
as programme selector for the Days of Macedonian Music festival.
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N3MERY C/ZINKE N BE3A:
CTBAPAJIAYKIW OMnyC MNJE APCEHUNJEBUNTR

MpeacTaB/bakbe CTBapanadkor onyca Muje ApceHnjeBuh 3anountbe KpaTkum
OCBPTOM Ha HeHe paHuje pajoBe, Kako 61 ce ykas3ano Ha KOHTUHynTeT 1 MehycobHo
HajoBe3VBake TeMaTCKUX W MeAUjCKMX Mpeokynauuja. TexuiuTe npescTaB/bara
nnak je Ha HOBWjOj MPOAYKLMjI, Y KOjoj Ce CIMKapCTBO cycpehe ca TeXHUKOM Be3a Kao
TPaANLMOHaNHOM MaHye/IHOM MPaKcoM 1 CaBPeEMEHUM YMETHUYKMM MeanjeM. PajoBu
MN3BELEHN Yy akpuiy 1 Be3y yCMepeHU Cy Ha UCKYCTBO [eTUHCTBA, UrPy M HaudnHe Ha
Koje fAeTe ymno3Haje CBeT W ycnocTaB/ba OAHOC MpemMa CTBapHocTW. [eudje durype
nprikasaHe cy y TpeHyuMMa KpeTara, Urpe 1 CBakoAHEBHWX aKTUBHOCTU, 4YecTo y
CBefeHNM, MOHOXPOMHUM UAN NPOCTOPHO HeoApeReHnM ambujeHTMa. M3meluTarkeM
npusopa K3 KOHKPETHOr BPeMeHa W MpocTopa, YMEeTHMLa WX NpeBoAn U3 JOMeHa
nojeanHavHor ceharba y WMpe NPOMULL/barbe OAPacTakba, PaknBOCTU 1 ByayhHOCTM
MIaanx reHepaumja. Hanetoct nsmehy BegpriHe NprkasaHor TPeHyTKa U HEN3BEeCHOCTH
Koja ra okpyxXyje HeHWUM pajoBKMa Jaje UCTOBPEMEHO WHTUMHY U APYLUTBEHY An-
MeH3ujy. [ocebHO MecTo 3ay3MMma caM YMH 13page: Tpar YeTke 1 yboa urne cesegove o
TeslecCHOCTY, BPeMeHyY 1 MOoHaB/bakby YMETHUUKOT paja, nose3yjyhu BU3yenHy npesctaBy
Ca NCKYCTBOM J0AMPa, MaTepujana 1 Nax/bNBO N3BeeHOr NokpeTa.

buoepaduja

Mwua ApceHujesuh je akagemcka civkapka, TeopeTnyapka yMeTHOCTU U yHU-
Bep3uTeTCcka npodecopka. OCHOBHE 1 MacTep CTyAunje CAMKapcTBa 3aBpLUMAa je Ha
AKagemMujn ymeTHOCTU YHMBep3uTeTa y Hosom Cagy, a goktopupana je 2015. roguHe
Ha CTyAnjckoM nporpamy Teopuja yMeTHOCTM M MeAnja YHUBep3UTeTa YMeTHOCTU
y beorpagy. 3anocneHa je kao BaHpeAHa npodecopka Ha PakynTeTy neAaroLlKnx
Hayka YHuBep3uTeTa y Kparyjesuy, rge npegaje npegmere n3 o6nacTu ANKOBHE
YMETHOCTU 1 MeTOAMKe JINKOBHOI 0bpa3oBaka, a aHraxosaHa je 1 Ha Pakynrtety
YMeTHOCTU YHuBep3uTeTa y Huwy. MNpupeanna je suie of ABajeceT CaMOCTaNHNX
N310X6U1 1 yyecTBOBana Ha BULUe Of nejeceT KONEKTUBHUX M310x6u. obntHmua
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je BMwWe Harpaga 3a ymeTHUYKkK paj. Mopea cnvkapcke npakce, 6aBu ce TeopujomM
N NCTOPUjOM YMETHOCTU U JIMKOBHOM Megarorvjom. AyTopka je Hay4yHUx pagoBa u
YHVBEP3UTETCKOT YLI6EHMKa 13 NCTOopUje YMETHOCTH.

Mia Arsenijevic' mialukovac@yahoo.com

University of Kragujevac, Faculty of Education in Jagodina, Jagodina, Serbia
University of Ni§, Faculty of Arts in Ni$, NiS, Serbia

BETWEEN PAINTING AND EMBROIDERY: THE CREATIVE
OEUVRE OF MIA ARSENIJEVIC

The presentation of Mia Arsenijevic's creative oeuvre begins with a brief over-
view of her earlier works, highlighting the continuity and interconnection of her themat-
ic and media-related concerns. Its primary focus, however, is her recent production, in
which painting encounters embroidery as both a traditional manual practice and a con-
temporary artistic medium. Works created in acrylic and embroidery focus on the experi-
ence of childhood, play, and the ways in which children discover the world and establish
a relationship with reality. Child figures are depicted in moments of movement, play,
and everyday activity, often within reduced, monochromatic, or spatially indeterminate
settings. By removing these scenes from a specific time and place, the artist transforms
them from individual memories into broader reflections on growing up, vulnerability,
and the future of younger generations. The tension between the joyfulness of the de-
picted moment and the uncertainty surrounding it gives her works both an intimate
and a social dimension. The process of making itself assumes particular importance: the
trace of the brush and the movement of the needle testify to the corporeality, duration,
and repetition of artistic labour, connecting visual representation with the experience of
touch, material, and carefully performed movement.

Biography

Mia Arsenijevi¢ is a painter, art theorist, and university professor. She
earned her BA and MA in painting at the Academy of Arts, University of Novi Sad,
and her doctorate in 2015 from the Theory of Arts and Media programme at the
University of Arts in Belgrade. She is an associate professor at the Faculty of Edu-
cation in Jagodina, University of Kragujevac, where she teaches visual arts and art
education methodology; she also teaches at the Faculty of Arts, University of Nis.
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She has held more than twenty solo exhibitions, participated in over fifty group ex-
hibitions, and received several awards. Alongside painting, she works in art theory,
art history, and art education and has published academic papers and a university
art history textbook.
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