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AHTULOUITAINJA IIOCTMOJEPHUX YMETHNYKNX ITPAKCU
Y IIOIIYIAPHOJ KYJITYPU: BUTIICU

Caxerak: Y pajfy ce ykasyje Ha 6prcarbe IOfjefie YMETHOCTH Ha ,,BUCOKY ™ U ,,ITOIY-
JIapHY’, C HOCeOHMM OCBPTOM Ha IIOMY/IAPHY MY3MKY KOja y HATUM OKOMTHOCTMMA YCBaja
oznpebeHe ecreTcke cTaHgapae KIacudHux Mysudkux ¢popmn. Takobe ce ananusyje u 06-
PHYTH TIpOLieC: IoNy/Iapusanyja KIacuIHe My3uKe, Y KOMIIO3UTOPCKO-apaHXePCKOM 1
nsBohauxkom cmucny. Hapounta maxxma nocseheHa je ymnosu, ctatycy u ZoMaIuajy mo-
HyIapHe KYAType/YMETHOCTH y CaBpPeMEHNM ITOCTMOfIEPHUM IIOAYXBaTKMa. Y TOM KOH-
TEeKCTY, buticu mpepcraspajy mapagurmatiudas npumep, 6ynyhu na cy y cBojoj mysuru
KOPUCTIIN 00OW/be ITOCTMOZIEPHUX CTBApaladKMX MOCTyIaka. AyTopy OBOra paja us-
BPIIMIN Cy QHA/IU3Y [iBa KapaKTepucTudHa anbyma Burica (Sgt. Pepper’s Lonely Hearts
Club Band n The Beatles, mo3Hatuju kao ,,benn anbéym”) y Kojuma cy npuMereHN Kby IHI
IPUHIUIIN IOCTMOJIEPHE eCTETHKE.

K}'by‘{He pedn: momynapHa Ky/aTypa, IIOCTMOAEpHM3aM, IIOII-POK MY3HKa, BI/IT}ICI/I,
IIPpOXKMMakbe MY3NIKINX CTUIOBA.

YBog

3a pasnuKy of T3B. BUCOKe KYAType, HapOjiHa, MacCOBHA I IIOIYy/IapHa Ky/ITypa 06-
pasoBaJie Cy jefjaH UMK/INYHI TOK Y KOMe jefjHe C [PYTUMa Mebajy MecTa I Ha Taj HadlH
6puiry mebycobue rpanune. OHe ce, HapaBHO, pasnukyjy mehy cobom, ma je tako, Ha
HpKMep, HAPOJHA KY/ITypa OC/IObeHa Ha TpajuLujy, ofpeheHa sajefHNIN 1 YKOperbeHa
y Hacrely, a momynapHy KyATypy OIINKYjy HECTaTHOCT, BULIECMIUCIIEHOCT 11 CI0O0fHMje
¢dopme mspaxkaBama. Obe ce, mehytum, cpehy y jegHom: npuxsahene cy ox Hajumpux
CJI0jeBa peLVINjeHaTa, Te HeKM IHOIyIApHy KYITYPy TPEeTHPajy M Kao HAPORHY KyII-
Typy MopiepHor gpymrsa (Frith, 1987; Shuker, 2001). Kaga je y muramy ogHOC IOIy-
JlapHe U MaCOBHe KY/ITYpe, OH je jour IpucHuju. MacoBHa KynTypa, Koja je nsrpabena
y Gopmu criekTakaa 1 HOYMBa HA CTAHAAPAM3ALMU U KOMepUujanusanyju, obepydxe
je mpuxBaTWIA IONMy/IAPHNU U3Pas, CTABIWIA Ta y CIy>XOy MHAyCTpuje 1 y3 moMoh HoBux
TEXHOJIOTMja KpeHy/Ia y CycpeT yKycHMMa CaBpeMeHNUX pelMIijeHaTa )Ke/bHIX 3abaBe 1
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yXnBamwa y ,JaKuM~ cajpkajuMa. MehyTum, nako momynapHy KyATypy CXBarajy Kao
»HICKY’, OHa he y MHOIMM CBOjuM XaHPOBUMa, Of puIMa 10 IIOI My3UKe, TIOKA3aTH fia je
cxyIoMIa 6pojHe IAKTOBE Ca eCTeTCKMM M3pasyiMa BIUCOKe KYIAType, Ipyskajyhu otrop u
CympoTcTaB/bajyhn ce xereMOHUj U JOMMHAHTHE KY/IType Kao ,,cunu ogosro” (Fiske, 2001,
str. 59). Ilokasaso ce fa me/a MOIMy/IapHe KyIType® MOTy GUTH BHCOKO3aXTeBHA KAaKO Y
KpeaTMBHOM CMUCITY, TaKO M 'y CMUCITy YMETHIYIKE peuem_mje. H_[TaBI/IHIe, ImomyJapHa
Ky/ITypa je y ofpebenom cMmucity mpemMocTna jas Koju je mocrojao y ¢asu mpemacka Mo-
JlepHe y IIOCTMOJEPHY KYITYDY.

Hewma 60sber nmpumMepa 3a oKa3uBarbe OBe Teae Off Ky/ITypHor (eHOMeHa 3BaHor The
Beatles v BVXOBOT CTBapajIaIITBa, 10 MHOTO 4eMy usyseTHOL. Vimajyhm y Bumy nemo-
KyIIaH OIIyC M KOMYHUKaIMjy ¢ my6/mmKoM, butacu ¢y 61mmm rmo6anHe Merassesie y mpa-
BOM CMIUCITY T€ pe€4ll. HOMepaIII/I Cy I'paHnne y my3muny, YMETHOCTY, MOAN, NPYIITBY 1
YTULAIN Ha Jbyfe fa Apyradnje pasMuunbajy.* BUTIcK cy mokasam Kako je TO KpIINTI
mpaBwWIa, GuTK Apyraumju, arpecuBaH, rpahaHCKM HEIIOCTyLIAH 11 HEOATOBOPAH, a OIeT
- MMATH CIOCOOHOCT MOBe3NBama U TonepaHnyuje. CBe TO MONASUIO UM je 3a PYKOM, jep
HIICY CaMO IPOIOBeJaIy Pa3INuuToCT, Beh cy 3axBapyjyhu 6pojHuM TameHTHMa U Xa-
PUBMAaTUYIHOCTM OHM YUCTUHY 6I/UII/I pas3nmanTn. ITosnaro je facy butncu ce MYy314IKe
aHpose (PomK 1 KaHTPM POK, IO, K/TACKIHA MY3UKa, TICXO/IENMK POK, IPOT I apT POK,
coyiL, putam u 61y3) mpeobIrKoBanu Ha cBOj (,,OUTICOBCKM™) HAYMH. Y OFHOCY Ha CBa
oBa HermoOuTHaA (aKTa, YNHI Ce ja Huje TOBO/bHO padpab)eHa, Tj. allcONBUpaHA jOILI jefHA
4MbeHNIIa Ha KOjy Tpeba Oarmru Buie cBerna. CTBapasaliTBO IUBEPIYICKUX ,dyIIa-
Bana” he ayTopruma oBora paja HOCTyXNUTI Kao crennduIHa CTyAMja CIydaja KojoM he
IIOKYIIATH Jla JOKaXy Jia Cy buticu kao HajmomymapHuja MysudKa Ipyra CBUX BpeMeHa
6I/UII/I IIVIOHVPU ITIOCTMOAEPHUX CTijaH)a Y IOII-pPOK MY3ULMN.

YMeTHOCT nmomynapHor

IToperne KynType IO IMUTalby YKyca Kao eCTETCKe KaTeropuje KOf HEKUX Teope-
Tr4apa Owie Cy AMCKPUMMHATOPCKM MoTuBMcaHe. Hamme, paHruparme KyIType IIO
BPERHOCHO-XMjepapX1jCKOM IPUHLMIY Ha ,,BUCOKY , ,,JIeNy , ,padUHUPaHy , ,,0301/bHY”
Ky/ITypy WM, TaK, Ha KyITYpy BUCOKOT (€IMTHOT), Cpefier (MeSUOKPUTETCKOT) I
Huckor (6pyramHor, TpuBHjanHOr) AyxoBHora HuBoa (Lynes, 1954; Shils, 1961) Huje
HIIITA JPYTO [0 C/I0jeBarbe yKyca 110 KIACHOM WM 00pasOBHOM IIOPEKITY YMji je Liub
IIXOBO PasjBajabe N3MUILIBbEHM IeMapKallMOHNM JIVHIjaMa. 3a PasianKy Off OBaKBUX
AUCTUHKIN]A, IIOCTOje U YMepeHMjI, OMHAPHI Ky/ITYPOJIOLIKI MOJEN, IO KOjuMa Cy CBe
KY/IType, YIPKOC Pas/IMINTOCTIMA, 3a CBOje PELMIIVjeHTe I MOLITOBAOL[E jeTHAKO BPef-
ue (Gans, 1974).

w

ITomynapHa KyaTypa IIpela je AyT IyT — Off HeKaJallbiX HUPKYCKUX IIPefCcTaBa, O0Kc-MedeBa
U KOICKVX TPKa, OHa Ce IIpece/Iiia Ha MHOTa Apyra MeCTa I JaHac 00yXBaTa Be/IMKM O6poj Menuja
U MeMjCKIUX cafipyKaja. Y IOMy/IapHy KYATypy yopajajy ce dbebToHM, HOBeIe, TaMIIeTIt, Marasy-
H11, ororpaduje, UM, CTPUIIOBY, TpaModoHCKe I1ode, CD-0BM, BuAeO-UTpe, TomynapHu i SF
POMaHM, HOIy/apHO MO30PMIITE U APYTY MEAUjU KYITypHE KOMYHUKaLje.

N

Buticu cy mpoMoBIcau ocobeHy KeMII eCTeTHKY, 6ynyhu fja ¢y ce anconyTHO yKIamamm y jefHy
Off MHOTOOpOjHNX ,,aedunnIMja” KemIa: ,KeM je MopaiHa aHapxuja Koja He MOXKe Jla HalpaBu
MecTo 3a cebe, a ja He usMeHu craBose pyirsa” (Core, 2003, str. 9).
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ITocroje pasHy HaYMHM 3a fepUHNCAbE IOMyIAPHE KY/ITYPe, a [0/Ia3Ha TadKa CBUX,
mye Llor Cropu (Storey), cacToju ce y ToMe Ia je ped jeFTHOCTABHO O KYITYpH Koja je
HMIMPOKO OMI/bEHA U KOjy MHOTH Jby[y Bojle. TakaB KBAaHTUTATUBHY MHJEKC BOIM ayTO-
MaTCKH Ha npebpojaBame npogatrx Kura, CD-oBa i DVD-jesa. On ce Takobhe mo-
3MBa Ha IPUCYCTBO JbYAU HAa KOHIIEPTNMA, CIOPTCKMM porabajuma n dectuBammma, a
IPeTIIOCTaB/ba U UCTPaXMBalbe TPXKMIITA O IpedepeHIjaMa IyO/IKe 3a pasandnTe
TeneBM3ujcke nporpame. Cako oppeberme momymapHe KyIType Mopa Jia YK/bY4M HeHy
KBAaHTUTATUBHY AVMEH3Mjy, A/l KBAHTUTATUBHI MHAEKC caM IO ceb1 Hije TOBO/bAH fIa
HOpPY)XXM KOMIUIeTHY feduHunyjy ucre. Jedunncame 61 y CBAKOM CIy4ajy MOpAIo Aa
YK/bY4H Y pasMaTparbe 1 T3B. BUCOKY KYITYPY, Ka0 1 HI3 Cy[0Ba Koju ce T4y oapebhennx
TEKCTOBA U IPaKCU. Y TUM peflaliijaMa HOINyapHa Ky/ITypa MMa Hajuenhe TpeTMaH Ma-
COBHe KOMepIMjajiHe KYIType, HOK je BUCOKa KYITypa ,TellKa” 1 IpefcTaB/ba Pe3yil-
TaT II0jefMHAYHOT YMHa CTBapama. MehyTum, oBako cTpora mogesna ZOBOAM ce y MUTabe
aKo ce MMajy y BUAY cTBapaony normyT Bummjama Illexcrmpa (Shakespeare) nnn Yaprnca
Iukenca (Dickens), koju ce gaHac Buje Kao CMMOOIN BICOKe KY/ITYpeE, a Y CBOje BpeMe
BOXIUIM Cy 3a CTBapaolie IONYIapHe KYIType — JUTepaType M Io3opumra (B. Storey,
2012, str. 5-6).

CpennuaoM XX BeKa JIOILIIO je 10 MOTITyHe IPOMeHe CXBaTalba CTBAPHOCTH U YMeT-
HIYKOT CTBApa/allITBA. YMETHOCT je M3rybmia TpafuLMOHATHO MoBrautheHn cTaTyc
3axBasbyjyhu mpoMeHM colyjagHOr KOHTeKCTa. IIpeobpaskaj yMETHOCTH Y BEMKOj MEPU
610 je yc/lOB/beH yBODemeM BMCOKMX TeXHOoruja y cdepy HyXOBHOT CTBapa/alliTBa.
HapounTo 3HayajHa IIpoMeHa OfHOCH/IA Ce Ha PelaTMBU3ALM)y, IIa M Opucame rpaHuLa
usMehy KynTypa Koje Cy KapakTepucaHe Kao ,BUCOKe” I ,IIONy/IapHe’, a duje ce IpBe
Ha3HaKe jaBJ/bajy MOYEeTKOM IIPOIIOra BeKa. Y TaKBOj KOHCTEIAIVjy OJJHOCA IIOITy/TapHO
CTBApaIALITBO [OKA3aJIO je [ja MOXKe OMTI TPeTMPaHO Kao YMeTHHUKO. VI To He Ha Ha-
YMH Ja OHO CaMo KOIIMpa WIN UMUTHPA ,BICOKe  YMeTHUUYKe cTaHAapze, Beh mpe cBera
TaKo IITO je KTaCMYHa YMETHOCT y cBe Behoj Mepu moderna a ycBaja Mofienie CTBapama
U IIpe3eHTalyuje MONyIapHNX yMeTHUYKMX popmu. Uysern omepcku tpuo IlaBaporu-
Kapepac-JloMuHro Hmje OK/IeBao [a yfjlapHe OIepCKe apuje M3BOAY HOHIIAJAHTHO Ha
CTafMOHMMA U TPrOBUMA HOJ BEIPUM HEOOM IIpe; MHOrOOPOjHOM IYO/INKOM, JOK je BU-
omuurcra Hajigen Kenenn (Kennedy) MaHMpOM IIpaBor Iom-My3ndapa HaCTYIIao ca pe-
[epTOapOM y KoMe je 61710 MIKCa KJTacuKe, [fe3a u poka. CBojoM Bep3ujoM BuBangujesor
(Vivaldi) xourepra The Four Seasons OH je HAUMHMO IIPABY Mpelaj, Ha yIITOI/bEHN TPET-
MaH K/JIaCMYHe MY3MKe, a 1heTOBJ HACTYIM MMaJy Cy pelepToapcKy pacloH y KOMe je
6mmo Mecra jegHako 3a baxa n Baproka komuko 3a Xenppukca wim Jopce (Bozilovié,
2016, str. 47-48). Benyky NOIyIapHOCT CTEKAO je U IVIAHeTApHO ITO3HATH BUOIHUACTA U
pupurent AHfpe Pye (Rieu), koju Ha KOHIIepTHMA, IONYT TUIIMYHE POK 3Be3fe, U3BOIM
pasmuIMTe My3UUIKe XaHPOBE — Off Bajlepa ¥ GUIMCKe My3UKe 10 Mjy3MKIa, orepa 1
xuroBa (Tasié, 2019, str. 11).

TpapuimonaiHa moyiea Ha BICOKY U IIONy/IAPHY YMETHOCT, MHade, O1Ia je yCTIOBHA
u, Moryio 61 ce pehn, focra mpoussosbHa. EnntHa yMeTHOCT IOCTaNa je Y ofpeheHoj Mepn
KoMoA1(UKOBaHa 1 KOMEpIMjajIHa, JOK Cy U HeKa MICKYCTBa IOMy/IapHe KY/IType oCTa-
Jla IpMXBAT/bMBa YaK M 3a CTPOre yMeTHMYKe KpuTudape. JlaHac je momymapHoO cTBapa-
JIALITBO YCIIENIO [a OCTBAPY HAMSIJIEN MITY3OPHY TEXIbY [ia C€ KYATypa TeHePaaHO Y4n-
HI ,3a0aBHMjOM, @ 3a6aBa ,,KynTypHujoM . IlomynapHa ymMeTHOCT Takobe je kopucTiia
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MCKYCTBO M 6OraT yMEeTHUYKM apCeHal KIACUYHMX YMETHIYKMX U3pasa 3a 00NMMKOBambe
CBOjUX JieTa. ,Ilopen Tora IITO je HeMOHCTpMpaa CBe eKIeKTMYHVjU ¥ HpedUbeHuju
CeH3UOMINTET, HOIy/IapHa MY3JKa je y TeKCTOBMMA IIPMMemVBala CTIUIOBE 3aCHOBaHe
Ha KIIDKEBHMM M TIOETCKMM MOJeNMMa U3 Ipef-ncuxomennysor noba” (Borthwick &
Moy, 2010, str. 58). Ako 3a mpumep yamemo butice, Bugehemo ma ce yTuuaj fiena emTHe
U KJIACM4He KYAType OIZiefia Y TOMe IITO Cy IJXOBa I0jefyiHauHa MHTepecoBarba 611a
[IOBe3aHa ca eCTEeTCKMM 00/IMKOBambIMa IojeanHIX mecama (yir. Jankovié, 2009, str. 153).

IlITo ce TMye momynapHe My3uke en general, a MOCeOHO HEKMX >KaHPOBA POKa,
IIOCTOjY HU3 IIpUMepa Y KOjIMa ay TOPY KOMIIIMKY]jy €CTETCKY CTPYKTYPY CBOjUX Jiefa, He
611 /111 Ce Ha Taj HAYNMH NPUOIIDKIIIY MY3IYKOj aBaHTap/u. To je cIy4aj ca KOMIIOSUI{ijaMa
IIPOTPeCUBHOT (IIpOT) U apT-pOKa, YMji Cy ayTOPM OFCTYIIAMN Off KOMEepIMjaHOT HOII-
-Mofiena, cTBapajyhm moy yTumajeM mema KmacudHe Mysuke. Mysudke TeHIeHI[Uje Kac-
HIX IIe3[eceTX JOBeJIe Cy [0 TOra fia Cy BUPTYO3HOCT, KOMIIEKCHOCT M »,alI0yM Kao
ymerHn4Ka ¢popma” monpummnn sehn 3navaj. Ayropu u n3sohauu npor-poka, HapOIUTO
OHI Ca KJIACMYHUM MY3UUYKIM 00pasoBarbeM, PyTUHCKY Cy IPUCBaja/Ii MIN aJalTUPAIN
MHOT€e K/IaCM9He CTUIOBE, FeCTOBE JJIM YaK YNTaBe KOMIo3uiyje. Y IpBY IUIaH 1361jajy
rpyne nonyt Genesis, Yes, King Crimson u Emerson, Lake and Palmer, a excriepuMeH-
TaJHN pafjoBu Butica, mocebHo Marepujamm ¢ anbyma Revolver i Sgt. Pepper’s Lonely
Hearts Club Band, 6w cy taxobhe Beoma 3amaxkenu (. Borthwick & Moy, 2010, str.
78-81). Buticu ¢y y ToM cMMCITy KapaKTepUCTUYaH OeH]I, a BIX0Ba My31Ka IIOCTANA je
HmapajnrMa yYMEeTHOCTH HOIIY/IapHOL. Y ®1xoBoj komnosunuju Eleanor Rigby sa anbyma
Revolver, Anexcanpap Jankosuh 3amaxa ,,BuBangujeBcku apamkman” [Jopira Mapruna
(Martin) 1 npemnosHaje ,HelITO TpUBMjaTHO Koje je [Torm MakapTHY U3 IIOI-MY31Ke yHEO
y 030m/pHe TeMe, TpeTupajyhn nx Ha ,,CKOPO AMKEHCOBCKM HauMH . VICTH ayTop y mecMu
In My Life nctude MapTHOB ,6apOKHHU COMO” Ha €IEKTPUYHOM K/IABUPY IO YIZIEAy Ha
baxa (Jankovi¢, 2009, str. 40). Mysunypame y3 IpaTshy cMMQPOHIjCKOT OPKeCTpa, MHa-
Je, Hije 6110 CTpaHO BuT/ICKMa HI y MHOTUM [PYTUM IecMaMa Ha HEKO/IMKO HIXOBUX
nocnefmbux anbyma.® Vako mmMBepIyIcKa 4eTBOpKa Huje MMaa aMOnmja ia ce mpebarm
Ha TepeH KIacu4He My3uKe, oHa he ocraru ymamheHa Kao TakBa [0 CBOM 3BYKY: buticu
CY KAcUyu poxa — OHU Cy Iapafiurma, apreakT, apXeTHII I eTA/IOH 3a ,Mepere” KBaju-
TeTa y My3UIV POKEHPOJIa KOja je IOHeTaBHO CMaTpaHa HIDKOM U epeMepHOM, a K0joj cy
OHM YTHCHYIIM ayTOPCKY TIedaT 3a He3abopas.

OBo cy jacHu HOKasaTe/by [a XMBMUMO Y BEKY €KCIIJIO3Uje KYAType Y K0joj, TBPAU
Xo6cHbaym (Hobsbawm), ymeTHux moctaje ,,morr” (Hobsbawm, 2014, str. 253). Pedjy, na
61 mpexxuBerna, JaHAC YMTaBa YMETHOCT H00Mja AMMEHSNjy MOIY/IAPHOL, a CaMI YMeT-
HMIM 10CTajy non-ukoHe. Hajsehn of cBux y momynapHoj Mmysurm 6es cymme cy burt-

5> YV usBobewy nymepe A Day in the Life (Lennon-McCartney) ydecTBoBao je cuMpOHUjCKHU OP-
KecTap ca MHOLITBOM MHCTpyMeHara (KIapuHeTn, 060a, (arori, BUOIOHYea, KOHTpabacesi,
¢mayre, TpoMOOHN, Ty6a, TMMIIAHN, yAapabKe, ¢paHiycku porou). OcuM oBora fiena Koje
oCTaje Kao jefHO Off HajHUHOBATMBHMjMX YMETHNYKMX Ofpasa Tora 400a, M y MHOTMM APYIMM
ocrBapemnMa buica kopuitheHn ¢y MHCTpyMeHTH KoOju HUCY 61IH TUIIMYHY Y U3BoDheby pok
HyMepa. Mebyy m1Ma 1Ma [O3HATUX €BEPrPUHOBA POKa, TaHAeMa JleHon-Maxkaprau: The Long
and Winding Road, Let It Be, Hey Jude, I Am the Walrus. Xap1coH je Te MHCTpyMeHTe Takobe
ykpyuno y nsBohemwe Here Comes the Sun, nox je y Within You Without You wymMa IpUIpYXuo
jour MHAMjCKY TaMbypy, cutap u Tabny (MacDonald, 2012).
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ncu. Ped je o 6eHpy Koji je 061MKOBAO 1Ie3feceTe, M3BPIUINO KYITYPHU MPEIOPOJ, POK
MYSULY IIOJApUO IUTHUTET yMeTHOCTH. Ilocie butica, ymeTHOCT — OHa KOjy Ha3uBaMo
KJIaCUYHOM WM ,,030M/BHOM” (Ka0 a MMa M HeO36VW/PHMX yMeTHOCTI)® — Mopa fja ce
npuIaroau opMary ,,HOIyIapHOr” U PeLeNTUBHUM IIOTeHIMja/IIMa HajIINPUX C/I0jeBa
yO6uKe.

HOHY}IapHO " IIOCTMOLEPHO

ITpaBe noyeTKe cBEra OHOra IUTO Ce Y KYATYPU laHAC CXBaTa Kao IOCTMOJIEPHI3aM
Ha/lasuMo KpajeM IefieceTuX ¥ TOKOM IHie3feceTux roguHa XX Beka. OBaj mpasali jaB/ba
Ce Kao peakIjija Ha KAHOHM3AIIMjy aBaHTap/e U MOfiepHM3Ma, 6orbe pehn kao mobyHa mpo-
TUB eTabMMpaHNuX GOPMM YMETHOCTH (AIlCTPAKTHOT eKCIIPECUOHM3Ma, MOJIepHE TI0e3uje
U C71.) KOje B/IaJiajy akajieMyjaMa, YMETHUUKUM TrajepyjaMa 1 MysejuMa. Y TOM CMUCTY
HacTaje ,HOBU CEH3MOMINTET Kao PEBOJIT MPOTUB OHOTA IITO CE BUAY KAO KYITYPHU
ennTN3aM MofiepHM3Ma. HacTraHak OCTMOZepHM3Ma O3HAUMO je HOBY (asy ApyIITBa y
KOMe Cy MacOBHU Me[¥jJ U IIONy/IapHa Ky/ITypa HajBaXHMje 1 HajMohHMje MHCTUTYLH]e,
¢ 003MpOM Ha TO ia KOHTPONUILY 1 OOIMKYjy CBe Apyre BpCTe APYLITBEHUX OZHOCA.
ITocT™MOzIepHY YMETHOCT y Lie/IMHY Tpeba CXBaTUTHU Ka0 ,eCTETHKY y3HEMUpaBama~ Koja
HACTOjU Jja HAPYIIM IPETIIOCTaB/beHa OueKMBama 1n3Mehy unTaora n Tekcra. Y Toj ymer-
HOCTH TEKCTyaJIHM JOKYMEHT He M3puyue eKCIUIMINTHO HheroBo 3Hadewe, Beh ocraspa
IIPOCTOP YMTAOLY fIa CaM M3Befie CONCTBeHO 3Hadewe (Whitley, 2000, str. 106). C npyre
CTpaHe, IOCTMOJIEPHa Teopyja IpefcTaB/ba MOKYIIAj Ia ce CXBAaTy APYIITBO 3acuheHO
MeaMjuMa, IITO 3Ha4YM Ja HONY/IapHU KY/ITYPHU 3HAKOBU M MeJMjCKe C/IMKe CBe BMIIe
IOMMHUpajy HammM ocehajeM 3a cTBapHOCT M HAYMHOM Ha Koju jeduHuIIeMo cebe u
cBeT OKo Hac (Strinati, 2004, str. 209). [Jakste, HeMa BUIIIe BeIVKIX IPIUYa, YHUBEP3ATHNX
MCTMHA ¥ TOTOBMX pelllelba — PELMIINjEHTY Ce OCTaB/ba OTBOPEH IIPOCTOP 3a TyMaderbe
JIBOCMUCTIEHOCTI €CTETCKOT TeKcTa (MelujcKe CIMKe, 3BYKa, IPeACTaBe) TMMe IITO ra
MOXKe UCITYHUTY BIaCTUTUM KopoBuMa. CBe 0BO canpikaHo je y JInoraposoj (Lyotard)
CUHTarMI ,HeIloBepera y MeTaHapaluje’, KOjuM Ce CBaKa Miieja O YHUBEP3aTHOCTY U
jeIMHCTBY 3aMembYje UpejaMa MapLUmjaTHOCTH, ITypaiu3Ma U XeTepOreHOCTI.

6 YmertHocrt jecte niu Huje. CBe IOfieie CY YCIOBHE U pe/laTuBHe. [IpemMa ToMe, HeMa HI BUCOKIX
HJ HUCKUX, HI 030J/bHMX HU 3a0aBHUX YMeTHOCTI. [I0CTOjU jeJHOCTaBHO U CAMO — YMETHOCT.
Ila 611 ce HeKO €10 CBPCTAJIO y Taj II0jaM, OHO MOpa fia MCIyHI ofpebeHe ecTeTcke ycoBe Koje
YMETHOCT 3aXTeBa, a KOje Cy y /laHalllibe BpeMe JJ0CTa NPOIIMpPeHe U JaleKo pacTer/bUBHje Y Off-
HOCY Ha TpaJJI1OHa/IHa ofpeherba yMeTHOCTH.

7Y TOM KOHTEKCTY U TyMadere UEHTUTETA [OCTANIO je K/bYYHO INUTatbe y febaTama Koje je 1mo-
KpeHyJ/la IOCTMOfiepHa Teopuja. CBefoLM CMO TOTa fa je MOY3aH CKYI KOXepeHTHUX UIeHTHTe-
Ta 10Ye0 fja ce PparMeHTnpa y pa3HOBPCHY 1 HECTAOMIIHY Cepujy KOHKYPEHTHUX MIEHTUTETA.
Eposuja Hekafja CUTypHUX KOJIEKTYBHUX MIEHTHUTETA JOBena je 1o cBe Behe pparmeHTarje mmd-
HUX UJIEHTHUTETA 1 [IOCTENeHOT HeCTajamba TPaJULMOHATHIX U BUCOKO LieheHNX pedepeHTHUX
OKBHpA Y KOjuMa /b1 MOTy AeduHucaty cebe u OLpeanUTy CBOje MecTo y ApyiuTBy. KoHsyme-
p¥3aM 110 CBOjOj TIPMPOJY MOACTIYE erOLeHTPUYHM MHANBU/YaIM3aM Koju oMeTa MoryhHocTn
3a YBPCT U CTAOWIaH MAEHTUTET. Y TAKBOj KIMMIU Ipefmade MOIylTapHa KyITypa ¥ MacOBHIU
MeZUju KOjU TIOCTAjy jefHY pedepeHTHI OKBUPY 3a U3TPA/iby KOTEKTUBHUX U TUYHUX UIAEHTH-
tera (Bumu: Strinati, 2004, str. 226-227).
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ITo MMIIBERY TOCTMOZIEPHUX TEOPETUUAPA, HeKala CYOBepP3MBHIU PAOBU UCTAK-
HYTUX MOZEPHNUX yMeTHUKa, nmonyT IImkaca (Picasso) wmm CrpasuHckor (Stravinsky),
TIOCTaNN Cy JieloM MofiepHe OypyKoacKke KyIType Kao BUCOKe Ky/IType CaBpeMeHOT Ka-
IUTATNCTUIKOT CBETA, YMMe CY He CaMO USTYOM/IN CIOCOOHOCT LIOKA 1 Y3HEMUPABaha,
Beh cy, HarrpocTo, KaHOHU30BaHM. [ToCcTMOREPHM3AM je, KACHNUX TIefleCeTHX Y TOKOM IIe3-
IeceTVX Ha HeKYU Ha4yMH OVIO MOIY/IMCTUYKM HallaJ Ha MOJePHUCTIYKY ennTusaM. OBfie
HIUje ped 0 IPOCTOj 3aMeHV MOJepHI3Ma HeYUM JPYTUM, Beh 0 HOBOM UMITY/ICY KOjUM ce
06jaBibyje Kpaj BENUKOT (MCTOPUjCKOT) HapaTuBa 11 Opuiry pasmuke usMeby ymerHocTn
U IIOTI-KY/ITYpe. Y KOHTEKCTY My3MKe, KTaCUYHU IIOII je Off CAMMX IT0YeTaKa IOCTaB/beH
Kao >XaHPOBCKa KOMOMHAIMja, IITO je MOCTMONEPHMUCTUYKY IIOCTYIAK Ca MHOIITBOM
€KJIEKTMYHIX HM30Ba y KOjuMa JI0/Ia3M JJO Mellarha II0TIa ¥ POKa ¥ KOHCTPYKIMje KOomaXka
CacTaB/beHMX Off pas3/JIM4IMUTHX JKAaHPOBA, Kao IITO Cy pere, pel, xayc u TexHo (Strinati,
2004, str. 222). buTacu y TOM KOHTEKCTY IIPeACTaB/bajy IMMOHNPE IIOCTMOJEPHU3MA Y
Mysuny, a uMajyhn y Busy cBe oBe crydajeBe, MOTY Ce TAKCATMBHO U Y LIEJIOCTHU WU3Be-
CTU OJIMKE MOCTMOJIEpPHI3MA Y MIOIIy/IapHOj KyNTypu. Ped je 0 MaHUIy/IMCcamy OFHOCOM
6ynyhHoCcTH, cajanboCT U IPOLIIOCTH, MelIakhy )KaHPOBA, OAYCTajatby Of KTACUIHOT
JIMHEAPHOT IMpefCcTaBbama forahaja, MHTEPTEKCTyaTHOCT (KPO3 LUTUpAmbe, anysujy,
[apojujy, ACTHIL, KOIaX U pyro).8

ITocraBrba ce mUTame €CTETCKO-COLMjaTHOT YYMHKA IOCTMOZiepHI3Ma 3a Koju Ppe-
mepuk Ilejmcon (Jameson) kaxke fa IpefcTaB/ba KYITYPHY ZOMUHAHTY I ,,VHYTpPAIIby
UCTUHY [EPYIITBEHOT IIOPETKa KACHOT KamnTamuaMa. [la /i je oH camo HoBa (hasa T3B.
BJICOKOT MOJIEPHM3Ma JJ/IN je ITOCTAB/beH Ha BAACTUTUM ocHOBaMa? OBO 1 BbeMy CIMYHA
IUTakba HICY CaMo IIMTakba eCTeTHKe Y 3aXTeBajy COLMOJIOMIKO objalmemne. Y ro1Ha-
Ma 1ocse JIpyror CBeTCKOT paTa, @ HApOIMUTO Off MIE3IeCEeTHX, JOIIIO je 10 II0jaBe HOBe
BpCTe [PYIITBA KOje Hob1ja pasandnTe Ha3yMBe — IOCTUHAYCTPIJCKO APYLITBO, MYITU-
HaIVIOHATHY KaIlMTa/I13aM, HOTPOIIAYKO JPYLITBO, MEMjCKO ApyIITBO. To FPyLITBO Ka-
paKTepuIlly HOBM OO/IMIM HOTPOIIbe, IVIAHIPAHO 3acTapeBare, CBe OP>KU pUTaM mpo-
MeHa MOfie U CTIIOBa, HeBuDEHO LIMperbe peKIamMa, KOMIjyTepusaluja 1 eeKTPOHCKe
nHpopManmje. AKO je cTapuju MOflepHM3aM pajyo IpOTUB APYIITBA HA HAYMH KOjU je
CMaTpaH 3a KPUTUIKY, OCIIOpaBajyhn u cyOBepsuBHN, OCTaB/ba Ce MUTAbE [a JIU Ce U
ITOCTMOJIEPHIM3aM TaKO OTHOCK IIpeMa HherOBOM IPYLITBEHOM TpeHyTKy. Hapounto kaga
ce 3Ha Jla ,[IOCTMO/IEPHM3aM KOIMpPa MM PENpPOAyKyje — MojayaBa — TOTUKY IIOTPOIIAY-
kor Kanmrazuama” (Jameson, 2015, str. 35). ¥ KynTypu KOH3yMep13Ma CBe TEXe je pasyn-
KOBAaT!U €KOHOMUJy Off IIOMY/IapHe KYAType, Y CMUCIY [ja HOIIy/IapHa KylITypa y Hajsehoj
Mepu ofipehyje moTpouy, crBapajyhu xuneprnorpomrada ca KapaKTepPUCTUIHNM MEHTa-
nuTeToM 1 morpebama (Buan mupe: Lipovetsky, 2008).

Y BpeMeHy Kafja pyIITBa y/ase y TaKO3BAaHO NOCTMHYCTPUjCKO 71063, KyIType
y/lase y TaKo3BaHO IIOCTMOfepHO Hob6a, nuute YKan-®pancoa JInorap, nmajyhu y sugy
IIpe CBera KapakTep 3Hama y nHpopmarusosaunm apyurrsuma (Lyotard, 1988, str. 8). Y
caHOM KoHTeKcTy, Tepu Mrnron (Eagleton) mpasu pasinky usmely mojmosa moctmo-

8 IlejMcon yBopu jemHy 3aHuM/BMBY M (110 HeKMMA) AMCKYTabwiHy muctuHKuujy. Ilo moj, 3a
pasnuKy off iapoguje Koja ce MMUTALMjOM TIOfICMeBa OPUTMHANY, daciiuui TIpefcTaB/ba »,IIpa-
3HY Mapopujy’, OHy Koja je usrybmaa cmmcao 3a xymop. Ilactumr je mmuranuja moce6HoOr M
jeTHMCTBEHOT CTH/IA, HOLIEHE T3B. CTU/ICKE MAacKe. AJIM, OH je HeyTpajHa IIpaKkca Teé MUMMKDpHje,
6e3 Kpajiber MOTUBA Iapoauje — 6e3 cMexa 1 caTupudHOr efieMenTa (Jameson, 2015, str. 21).
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iepHM3Ma ¥ IOCTMOJIEPHIUTETA, CBECTAH JIa je ped 0 BeoMa OMIMCKMM U TEIIKO He/bUBUM
nojmoBuMa. Kao u JImorap, OH NMOCTMOJEPHUM CMaTpa CTU/I MUILbema Y KyITypu
KOjMM Ce JCKasyje HelloBepeme IpeMa MeTaHapalyjaMa. To 3HaYM CyMmbYy Y K/IacH4yHe
[I0jMOBe VICTVHE, PasyMa, UAEHTUTEeTA U 00jeKTUBHOCTH, Y Uiejy YHUBEP3aHOT Iporpe-
ca WM eMaHLUIIALje, Y jeANHCTBeHe OKBMPEe 1 KOHAUHa O0jalliberba. Y HOBOHACTAIINIM
COILIMjaTHNM OKOTTHOCTMMA HacTaje M HOBM OONNK KYNType — MOCTMOJePHN3aM, KOji ¥
jenHoj caMopedIeKCHBHOj, pa3UTPAHOj, U3BeLIeHOj, eKTIeKTIYKOj, IUTyPalUCTUYKO] yMeT-
HOCTM pacTala rpaHuiie u3Mmehy Bucoke, MacoBHe 1 IIOIy/IapHe KyIType, Kao u namehy
YMETHOCTH 1 CBaKOJHeBHOT McKycTBa (Bupu: Eagleton, 1997, str. 5; Featherstone, 2007, str.
65). VIspas moctmoziepaocT 3urMyHT bayman (Bauman) 3amemyje cMHTarMaMa Kao ITo
Cy »KacHa MOJepHOCT” mnn ,,pryngHa MofgepHOCT, cMarpajyhn ga oHe Buile mpucTajy
TOM HOBOM BUJIy KYITYpe KOja je Kpajibe MHAMBUYaTN30BaHa U AUCTAHIMPaHa Off CBUX
obnuka TpapuumonanHocTu (Bauman, 2009). Y nporecy samyhusamwa rpannma namehy
HONy/IapHe KY/ITYPe U BIUCOKE YMETHOCTY IIPUMEIEHE CY T3B. IOCTMOJIEPHE CTpaTeruje
U TIOCTMOJIEPHM METOJ], KOjH Ce CacTOji y TOMe fia ce Offpel)eHy TeKCT IOITy/IapHOT Kapak-
Tepa (GuIM, poMaH, Mys1Ka, CTPUII) MCIIPUYa KPO3 CTUJICKA Pelllekba BUCOKE YMETHOCTH
(Masirevi¢, 2011, str. 205).

VIHTepTeKCTYaNmHOCT je 0cO6eH IIOCTMOLEPHUCTIYKY IIOCTYIIAK KOJUM Ce M3paKa-
Ba yBepeme fla je 3Hauere CHeNMOIIHMX MeNVjCKMX TeKCTOBa 6ap JeMMMUYHO 3aCHO-
BaHO Ha IHJXOBO] IOBE3aHOCTHU Ca OCTA/IMM TEKCTOBUMA. IboMe ce nspakapa Texma Ka
flecTabMIM3aLyjy CBAKOI 3Hauerma ¥ Ka OTBapaiby 3a HOBa, Moryha rymadema. [Jakie,
3Hauerme ce He TPaX! Y MOjeAMHaYHMM pedrMa IV TeKCTOBMMa, Beh OHO IpencTaB/ba
pesynrar ogHoca TekcroBa.” VIHTepTeKCTya/lHa aHalu3a Je/a, Kao 1To U [lejMcoH uc-
TI4e, TIOfipadyMeBa OTKpMBame HpucycTBa Beh mocrojehux mema y HekoMm caBpeMeHOM
HpOM3BOJY IOIMyIapHe KynType (TeneBusuje, duama, Mone uin mysuke). Kapa je ped o
MYSWIU, He Paji Ce CaMo O Ipepajy AN TojefMHNM IMTaTUMa Iecama, Beh 1eo mpo-
Liec cTBapama My3MKe OIOHAIlAa HeKafjalmy (Kopuinhemwe cTapyux rmrTapa u Iojadaa,
CHUMazbe aHaJIOTHOM, a He IUTUTATHOM TeXHUKOM ¥ CTTMYHO), CBE Y XKeJbM I Ce TOCTHUT-
He edexaT peTpo 3ByKa. IIpu cBeMy TOMe, BpIIM ce KOMOMHAlMja My3MYKNUX IIpaBala
KOju IeJTyjy Kao alcolryTHO Hecnojusu (B. Masirevi¢, 2011, str. 72).

ITor-mysuka 6mma je y M3BeCHOj Mepy MHCIMpPUCAHA TPEH[IOM YMETHUYKOT KOH-
LeNTyanusMa y KoMe Mfieja fea MoCTaje BOAWBA U OFHOCH obeNy Hafl ,,eCTeTCKUM Y
yMeTHOCTH. Ty y IpUINYHOj Mepu Npefmade Buticy, a mopey wyX 1 Apyre OpuTaHCKe
rpyme (momyT The Kinks u The Who) xoje y mon-xynrypy yBope upejy ,KOHIeNTa u
Heke JIpyTe TIOCTMOJIepHe MOTHUBE: eKIeKTUI3aM, caMopedepeHIy, Melllamhe )KaHpOoBa
u mapoaujy. Tpapuumja yMeTHMYKMX IIKOMA Y OPUTAHCKOj HON-KYITYPH, FeHepasHo,
noka3yje jby6aB EHI/e3a mpeMa MallITOBMTIM 1 KpeaTMBHIM Je/IMMa, Kao 1 mpartehy fjo-
caiy Kojy y3pOoKYyjy »ay TeHTUYHOCT U ,,UCKpeHocT” y yMeTHOCTH (MacDonald, 2012, str.
22). Anbym Butinca Sgt. Pepper’s Lonely Hearts Club Band je peBOmyIIOHApHY KOHIIEII-
Tya/IH/ IPOjeKT Yy KOMe Cy My3M4Ke HyMepe HacTajle MeIlaBMHOM IIOMa, IICUXOfenuje,

9 TToCTMOEpHN TEKCT HMUje >KaHPOBCKM orpaHudeH. OH 3aysuma mpocTop usMehy pasmuamtix
JKaHPOBA. AKO >KaHp IPefCTaB/ba CKYIl OYeKNBaba Ha OCHOBY (PMKTUBHOT yroBopa 1sMely un-
TAoLa M TEKCTA, OH/Ia TOCTMOJIEPHY TEKCT HapyLIaBa OYeKMBamba MyOIiKe U pacKuja oBaj ,yro-
Bop”, unHehyu MapruHe 1 mpasHuUHE jeHAKO BAKHVM Ca LEHTPOM Y KOHBEHIIMOHATHOM TEKCTY
(Whitley, 2000, str. 109).
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K/IacH4YHe My3UKe, BOJIBI/bA, Kabapea, cOy/la 1 eTHa. Y ceflaMeceTM, y BpeMe Oyma
IIPOrPeCKBHOTL, apT 1 cuMdo poka, BeoMa 3amaxenn 6w cy Pink Floyd ca anbymom
The Wall, Jethro Tull ca Thick as a Brick wmn Iejsup Boysu (Bowie) ca cBojuM mpBumM
nocrMogpepHnM andymom The Man Who Sold the World. Boysu je, nnade, ToOTOBO TOKOM
4)TABOT CBOT CTBAaPa/IauKOr )XMBOTA yCIIeBao fja 0CTBapy Bedy usMeby mom-apra u ram
poka. YTuijaj oBe gBe CYIITUHCKN Pas3fyiTe yMeTHIYKe U IoI-(opMalyje gajie cy My
eTUKeTY HOCTMOJePHOT, JICKa3aHe KPO3 CIIOCOOHOCT fla YAPYKM aclleKTe KOMepLyjaiHe
KyIType, CYIIKYIType, aBaHrapfe, IIOCTMOJepHM3Ma 11 rej KyaType (Bupmu: Stevenson,
2007, str. 60, 107). Csu oBze mobpojauu, u mmpe (uup. boj Ilopiy/George, Muxk Ilerep/
Jagger, Ipejc Iloyrc/Jones) jecy mporaroHucTy Kemia, 6yayhiu na ce Ha/ase Ha CyIpOTHO]
cTpann of cTpejT cBeta (Dynes, 1990).

Cae y cBeMy, HaCTaHaK IIOCTMOJIePHI3Ma OITIACKO je HOBO J00a y KOMe HeMa BHIIIe
[IOMMHALIMje CBEOIIITET, jelIHCTBEHOT, XerelnjaHcky cxpaheHor alcomyTHOT AyXa, U3
KOra 13/1a3e caBpllleHa JICTMHA, jIeroTa 1 gobpora. EcreTnka moctMofepHnsMa fgeMo-
KPaTU30BaJIa je YMETHOCT TMMe IITO je MOHMIITH/IA CBe TPafyLiOHAJIHe IIOfieie — Ha
BIICOKY I HICKY, 0301/bHY U 3a6aBHY, Y3BIIIeHY U TpyBUjanHy ymeTHOCT.!? Konauno je
6110 OTBOPEH IIyT HOIy/IapHMM (opMaMa YMeTHUYKOT 13pa3a I IIO-apTy Kao 3ace6HOM
YMETHIYKOM IIPaBIly, IPOU3AIIIOM U3 6a3e CBAKIALIbET KUBOTA. !

[Toctmopepnu butncn

Y Bpeme Hajsehe cnase Butica u ,,6uTIMaHMje” Koja je 3aXBaTIa OMIAINHY IINPOM
CBETa, My3MKa OBe I'pyIle MMaJla je TPeTMaH MIbaMa y/la/beH Off OHOTa KOji Ceé CMaTpao
yMmeTHUYKMM. [laHac, aK, o butnacuma ce roBopu Kao o KyATypHOj aBaHTapAy LIes/ece-
TUX, HOCMOLIMIMA €TI0X€ U ITPEIBOHNUIIIMA YMETHUYKIUX OyXBaTa y IIONY/IapHOj KY/ITY-
pu. IbuxoBy MysuKy y pasmmunuTiM apaHXMaHMMa M OpKecTpalyjaMa U3Bofie KaMepHU
U cuM(OHUjCKI OPKeCTPH ca 0361/bHOIINY TOCTOjHOM IOIITOBaKA. IIpu TOM, OHI YecTo
y cBOje n3BefOe YBOZeE [1e3 U POK OpKecTpauuje, puTMOBe U uMiposusauuje. Ha kpajy,
MysMKa BuTca KopucTu ce 1 Kao cayHATpeK 3a GUIMOBeE U TeJIeBU3MjCKe cepuje.

~ynaBuu” us Jlusepnyna cy y BpeMe MOfiepHM3Ma CBOjOM MY3MKOM JJOHOCHU/IN IO
HEIITO Of] OHOTA IITO JaHAC Ha3MBaMO ITOCTMOJIEPHMM, a IITO C€ OINIefia y MPOKUMAKY
MY3MYKIUX )KaHPOBA M MHTEPTEKCTYATHOCTH KOja YK/bydYyje eKIeKTUIHOCT M LIUTAaTHOCT,
y3 HecebUyHO Kopuirhere acTuia, Iapoamuje u UpoHuje. Y ToM CMUCTTY Cy OHU, Y CBOM
BpeMeHY U 3a CBOjy IyO/IuKy, 611M MOCTMOAEpHM. 3HAYajHO je U 3aHMM/BMBO METOIOM

10 Vkuparbe K/byqHIX IPAaHNUIA pasjiBajamba n3Mely IIOMeHyTUX BpCTa Ky/IType GO je MOTUBH-
CaHO U IOCTMOJEPHNUCTUIKOM (aCLMHALIN]OM CBUM OHUM CTBapyMa Koje Cy y OITIefaly elUTHe
KyIType pedriekToBase MuKoBe MajorpabanmTuHe u kida. IIocTMORepHICTH €y 6MIN UMIIpe-
CHOHMpAH! YUTaBUM II€j3aXKOM peKIaMe, HONHMX Iporpama, ApyropaspefHMX XOIMBYACKMX
¢buIMoBa, TAaKO3BaHOM IIapaaMTEPaTypPoOM M CBEYKYIHOM KynTypoM Reader’s Digesta. OHu
BIIIE He ,lIUTUPAjy’ TaKBe TEKCTOBE, Bel VX MHKOPIIOPHPajy A0 Tauke Ha KOjoj ce rybu rpaHuua
usMel)y BICOKe YMETHOCTIL I BbeHIX KOMepIijaTHuX o6/mKa (Jameson, 2015, str. 19).

1 3aHUM/BMBY CY KpeaTUBHI CII0jeBM HoM-apTa U mon-mysuke. Ha npumep, [Tutep Brejk (Blake) je
nusajuupao anbym butca Sgt Pepper’s Lonely Hearts Club Band, a Puaapyn Xemunron (Hamilton)
B1x0B ,white album” Ca apyre ctpane, Enau Bopxon (Warhol) je ocmucnno omor anbyma
Rolling Stonesa Sticky Fingers u Velvet Undergrounda Velvet Underground and Nico (ca ayBeHOM
6aHaHOM).
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CTyfMje Caydaja M3ABOJUTU M MAEHTUGDUKOBATH eleMeHTe NOCTMOEPHUX IOCTYIa-
Ka y Mysunu Butica, y3 HalloMeHy fla ce U Y BUXOBUM (QUIMOBMMA IOCTMOAEPHN3aM
I0jaBjbyje Ka0 HOBA XeTepOoreHa I ,peMeTH/IadKa  eCTeTHKa Koja IPUXBaTa PeMKIaxy
Beh nocrojehnx yTuiaja, a mpernosHaje ce 10 MOHTaX! IPEIYHOj KPATKMX ¥ CKOKOBUTUX
Ppe30Ba, HEKOHBEHI[MIOHATHOj PeXIjI i 0COOEHNUM ITTyMadkuM GpaBypama.'?

IMocrmopepun Buticn mory ce npeHTN(UKOBATI Haj60O/be IIpeMa HUXOBOM CBEY-
KYIIHOM JIOKMB/bajy MY3JKe, KOjH je HAMEeT/bJBO aMOMBa/IeHTaH: C jefjHe CTpaHe OBPIIaH
u HeobOaBesaH, a ¢ fpyre Beoma nocseheH, aMOuIMo3an 1 030M/baH. JefUHCTBEH je 610
IbVIXOB OJIHOC ITpeMa TEKCTOBMMA TlecaMa Koje Cy KomnoHosanu. Vjan Makpgonany but-
JICe CMaTpa ,,CTUXOKJIILMMa” YMjy CY TeKCTOBY IIMCaHNU Y YXY KOJaXKa, CTUX IO CTHX, a
KOj€e OHM HUCY JIOXKMB/baBa/lM Kao jeAMHCTBEHE CTPYKTYpe. 3aTO UX 0Baj BPCHYU IIO3HABa-
JTal] BbMXOBOT CTBAapajIalliTBa ¥ He CMaTpa TOMMKO KOMIO3UTOPUMA KOTMKO IPAKTUYHIM
My3H4YapuMa, BOheHNUX BUIlle MHCTUHKTHMA Hero pasymoM (MacDonald, 2012, str. 10).

IToctmonepnu HepB Koju ¢y buticu nocegmosany, Kao rpyma aam U IOjeSHAIHO,
BUJIU CE€ Y TOME IITO Cy OHM BOJIENIA J]a C€ OKPYXKY]y »HENPeKUJHUM >KaMOPOM IeTIa-
pavkux Meauja: pasbaljaHNX HOBMHA U YacOMMCa U YaBp/bajyher paguja u TeneBusmje’
Bynyhu ma cy y>xuBanm y cny4ajHOCTMMA U ,,CyapyMa” BUCOKe U HICKe KYIType, MHOTe
IbJMXOBE IIeCMe HacTajle Cy CAy4ajHO — M3 MCeYaKa U3 JHEBHMX HOBMHA U IIOUIPABaIba
C HelOBMMa IIecaMa Koje Cy YylM Ha pajujy. butice renepanno Kapakrepuile Hamep-
HO CTBapame MY3MUYKUX fiefla Off HelOBe3aHMX [e/loBa, Koje je (cTBapame) mpaheHo
»HEYXBaT/bMBMM KOBUT/IALIEM UCLIETIKAHMX YTUCAKA, TIePLEMIMje ¥ XyMopa KOju Cy Ofipa-
»KaBa/ KOMAXKHU JyX MOMEHTA/HOT M CHMY/ITaHOT HOBOT 106a Koje je IpUIp/InIo Ha-
cymmunoct” (B. MacDonald, 2012, str. 68-69). 3amaxkarsa Mak/joHana He 3Hade Ja Cy
Butncn 6w ,,/pybute/sn usberaBama ¢popme’, Beh camo To fa cy OHM Y CBOj MCTaH-
JaH ocehaj 3a CTpyKTypucame fiefia YHOCUIV Hay3ITIe[, HeMapaH OffHOC IpeMa My3MYKOj
CTPYKTYpM Koju, by the way, IocToju y ManTeHe CBaKOM IIOCTMOJIEPHOM JeJTy.

EnemenTn moctmopepHOr m3pasa y CTBapajaiiTBy burica HapouuTo ce Mory
npoxahy y HeKO/IMKO HOCTIem X anbyMa miuxose kapujepe. Ham n360p 6uhe oBora myra
orpaHuyeH Ha anbym Sgt. Pepper’s Lonely Hearts Club Band (1967) u The Beatles (1968),
He3BaHMYHO Ha3BaH ,bermn anbym”, mo 6oju merosor omora. VMaxo Crpunaru (Strinati,
2004, str. 222-223) paHU pOKEHPOJI IeleCeTHX U LIe3/IeCeTVX TOfMHA IPOLUIOT BeKa, a

12 _Hoh nocrne tetukor gana” (A Hard Day’s Night) y coductnumpanoj anu CioHTaHoj pexxuju Pu-
vappa Jlectepa (Lester) je, Ha mpuMep, MHOBAaTUBAaH My3u4uKy GyIM paheH BaH CBUX KOHBEHIIja.
OH je yobmudeH Tako [ja KapaKTepulle CTPYKTYpPy IOCTMOfepHOr Tekcra. OINKyje ra MH-
TePTEKCTYalHOCT Ca HAIJIAIeHOM IMTATHOM MOTHMBAalMjoM. IIOCTMOIepHM HapaTHB HU3pa-
JKeH je U y ,Marn4HoM MucTeprosHoM myrtoBawy’ (Magical Mystery Tour), ,HajucKpeHUjeM u
HajuctuHuTejeM Guumy o Buticuma”. YV mweMy IIOCTOje CeKBEHIle U CKedeBM ca IMOCTMOJEPHO
TpajiipaHMM OOMNIMMA MPOHUje ¥ HAMBHOCTU. VIPOHMjCKM MHTOHUPaHe CLieHe IIPelCTaB/bajy
KPUTUKY MajorpabaHcke XUIIOKpu3Mje M ApyWITBeHOr cucteMa. VI y mpyrum GuaMcKuM
octBapewmuma burica -,V nomoh!” (Help!), ,)Kyra nogmopuuua” (Yellow Submarine), ,Ily-
ctu!” (Let it Be) — MHTePTEKCTYATHOCT je K/by4aH IOCTyIaK. VHade, 3a cBe ¢punmose ca burt-
JICMMa BaXKM Jia Cafipyke BE/MKY 03y caMoped/IeKCMBHOCTH jep He IOApakaBajy peamrHocT. OHM
yryhyjy Ha To Ia TeKCT IpeficTaB/ba pedrieKcujy Ka caMoM ce6u Kao GUKIMjI, MIU CYTepuIy Aa
ce cacToju Off APYTUX TeKCToBa [ CHCTeMaTCKy MHTePTEKCTyaIHy aHa/IU3y CBUX HeT GpuiIMoBa ca
(nnn o) burncuma ypaguo je A. C. Jankosuh y crymuju us 2009. rogune [yi u kpueygas iyiii:
Buitincu kao kynitiypHu apitiedaxii].
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u came buTce ekcmmnuTHO, CBpCTaBa IOJ MOAEpHM3aM (HACYNpOT, TpeMa HEeroBOM
MUII/beRY, TPaBMM NIPeCTABHUINMMA IIOCTMONEPHM3MA Y TIOMYIAPHOj MY3UIIM TIOMYT
TEXHO, XayC WM XUII-XOI 13Bohaya), IpBM OfI IBa OBJe aHAIM3UPaHa anbyMa cafpKu
BEPOBATHO HajpaHuje MOCTMOIEPHUCTUYKE IIOCTYTIKE Y IOII-POKY, JOK I'a HEKM ay TOPU 1
MY3WYKY KPUTUIAPU ¥ Ha3UBajy MPBUM IIOCTMOIEPHUCTUYIKIM a7I6yMOM Y TIOIyIapHO]
mysunu (B. Gleed, 2006; Greene, 2016; Winters, 2017). ITouesun of rope Beh momenyTe
HaC/IOBHE CTPaHe, KOja y ;yXy IIOI-apTa U y3 yorpeby crenuduyHe TeXHIKe GOTOMOH-
TaXKe OfMIIe TIOCTMOJIEPHUM, IIPEKO LEJIOKYITHOT BU3YETHOT [JOXKMB/baja CaMOr U3/lamba,
Ia U yCIocTaB/bama anbyma kao ¢dopmara koju he melieHujama OUTH JOMUHAHTaH y
pucKorpadCckoj IpomyKImju, Sgt. Pepper’s mpeficTaB/ba jacaH MCKOPAK 13 JOTa/lalliber
mubea. [lonrpasajyhm ce upeHTHTETMA [IO Te Mepe /la ¥ YWIAHOBM CacTaBa, y CKIafy ca
CBeOOYXBaTHMM KOHILIEIITOM an0yMa, IIOCTajy HeKO APYIHU, ONHOCHO, CBOjeBPCHN ajTep
ero y Bupy npareher 6eHga JOTHYHOT HapefHMKA, BuTicu HaroseuItapajy yIims MOCT-
MOJlepHe HeCTaOWTHOCTHU YBP@XKEHUX UIEHTUTETA Y IIONY/IapHy MY3MKY 1 TaKO Jajy Io-
TKY 3a KaCHMje YMeTHUKe IOIyT, penumo, [lejsuaa boyBuja 1 mberoBux MHOrOOPOjHUX
kpeanyja (Hrp. Ziggy Stardust u Thin White Duke).

Mysuyaky u TEKCTYamHoO I7eflaHo, Sgt. Pepper’s Hymu mpeTpIuT IpuMepa y Kojuma ce
IIPENo3Hajy paHuje ONMcaHe KapaKTepUCTUKe noctMofepuusma. Of ucroumeHe yBepTu-
pe, Y K0joj ce CIIMBajy 3BYLIN ,eIBapAMjaHCKOT BapUjeTeTHOT OPKeCTpa 1 Tafallliber ‘XeBI
poxa” (MacDonald, 2012, str. 393), na 5o TpujyMdanHor 3aBplieTka y KOMIO3uuuju A
Day in the Life,13 41TaB an6yM CaJIp>KM jaCHE OfI/IMKe ITOCTMOJIEPHUCTUYKOT KpeaTUBHOT
nocrynka. Vimycrpanuje paju, Tekct mecMe Being for the Benefit of Mr. Kite!, xoja saTBapa
HPBY CTpaHy an0yMa, IOTHYE ca II0CTepa 3a IMPKYCKY HpefcTaBy Koji je JIeHOH Kynuo y
BpeMe CHIMama IIPOMOTUBHOT (uiMa 3a HyMmepy Strawberry Fields Forever (MacDonald,
2012, str. 400). Kopucrehnu ¢pase kojuma je Haja/buBaH Taj CIeKTak, JleHoH je ¢op-
MUPAO TEKCTYaJIHy MOAJIOTY, KOjOj je KacHMje MPUIOfaTa U afleKBaTHA My3U4Ka IIpaTba,
Te Ijela KOMIO3NUIIMja 3BydM Kao OMaXX BallapCKVM cBeTKoBMHama. C apyre cTpane (1
6ykBasnHO), y mpBoj mmecMu Ha ctpanu b, Within You Without You, umamo ymorpe6y
MHJIVjCKUX MHCTPYMEHATA, YMMe Ce TOJATHO NPOLIMPYjy eKTeKTUYHOCT M MeIllakhe JKaH-
poBa, cBOjcTBeHO IocTMOAepHM3MY. Kapa je Beh ped o Melramy >kaHpOBa, OHO Ha OBOM
anbymy, nuameby ocrasor, ciy»xmn u Kako 6u ce pa3buo IMHeapHU HapaTMBHM TOK 1 Y IIpe-
nasyuMa n3Meby jemHOr MysMYKOT ITpaBlia Ha APYTU Ca)KMMaJIN U BpeMe M MeCTO, IITO ce
jaCHO MOXKe BUETH Y CTPYKTYPU HEKOIUKO Necama nomyT Lucy in the Sky with Diamonds
wmt When I'm Sixty-Four. Hajuemhe pate y dopmm n3paxkeHO pasmmuntux crpoda u
pedpena (wmm y 13B. bridge-eBuma), oBe Bapujalyje MySUYKNUX CTUIOBA, JUHAMMKE U
TEKCTYa/THOT Caflp>Kaja He IMPefCcTaB/bajy HUIITA JPYTO /10 IPOTONOCTMOIEPHE TTOCTYIIKE
Y TOIy/IapHOj MY3UIIM C Kpaja [Ie3leceTUX.

Konauno, moce6ny maxmwy Tpeba obpaTutu u Ha 3aBpuiHy Hymepy A Day in the
Life, xoja MOx/1a Ha Haj6O/bM 1 HAjjaCHMj| HAuMH WIYCTPYje ofMuLame butica og ,,Mo-
mepHmama” paHor pokenposna. Kao mro hemo kacuuje npu anamusu benoi anbyma Bupe-
T HAa HUBOY YMTABOT U3[atba, TAKO OBJIe Y je[IHOj IIECMIU MMAMO CIIajaibe QUCIAPaTHIX
CacTaBHMX JIe/IOBA Y jeflHY CrenupnyHy nennHy. Kako )KaHpOBCKM, TAKO apaHXePCKN U

13 Hymepa Koja 10 MHOIMM TOII JICTaMa mecama butiica, n3melyy ocTasor u o OHOj 4yBeHOTr Ya-
comuca Rolling Stone, mpeficTaB/ba BpXyHal| BIUXOBOT cTBapanaursa: https://www.rollingstone.
com/culture/culture-lists/the-top-ten-beatles-songs-of-all-time-10664/
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TekcTyanHo, A Day in the Life je ,,cmuxa u npuimka’ HOCTMOAepHU3Ma y My3uuy Butca.
[TpaxkTi4yHO, cacTaB/beHa Off BE PA3INYNTE ITeCMe IIOBe3aHe HeCBaKMIAIIbIM, aBaHTap-
JHMM OPKeCTpaljcKuM pememyuMa [lopya MapTuna, y 0BOj KOMIIOSULIM)U O3 [0
HajyowbMBUjer HapyllaBamba MY3MUYKOT M TeKCTYaTHOT HapaTyBa I NOTVpama IpaHnIa
usMeby ycrapennx popmu momymapHe 1 BICOKe yMeTHOCTH. IIOHOBO €Y 3a TEKCT IecMe
KopyIrheH CIIO/balllibyl 3BOPM, Y OBOM C/Iy4ajy HOBMHCKY WIAHIY, IOK Y CPeUIIbeM
ey, y KojeM je MakapTHM IJIaBHM BOKaJI, JOasy O IOTIIYHOT IIOMeparba PUIIOBead-
Kor (POKyca ca OHOT KOjii MMaMO Y JIeHOHOBMM J[jeOHNUIIaMa Ha MOYETKY U Kpajy mecMe.
CBe oBe cTBapajayKke TeXHMKe ITOCEMlyjy OYMI/NIefHe Ha3HAKe IOCTMOJEpPHM3MA, a Ha-
penun aII6YMI/I butnca, cBe mo muxoBor nocnenmwer usgama Let It Be u3 1970. rogune,
006jaB/beHOr HEIIyHNX Mecel] JaHa HaKOH 3BaHMYHOT pacliafa rpyre, oOmnyjy CIudHnm
KpeaTMBHUM IIOCTYIIMMA.

Benu anbym je y nenoctu (1 BU3yelHO U ayfUTUBHO) ,,IIpasaH’ U ,HepelpeseHTa-
TUBAH’, MIOYeBINN 0off 6emux Kopuia (TaKO PasmuInTHX Off IICUXONEMNIHIX U 3aMpille-
HMX Kopuua anbyma Magical Mystery Tour n Sgt. Pepper’s), 11a cBe 10 TEKCTOBa 4mja ce
TyMauera 3Hauema, Kao I flefla ONTOBOPHOCTH 3a TO, IIPeNyIITajy unTaonuma. beau an-
6ym ce, MHaYe, OFYIUPe IBPCTOj 1 yjenumbyjyhoj TeMu Kpo3 KOMOMHAINM]Y PasINIUTIX
MYSHYKIX CTUI0BA U pparmenTanujy crpykrype (Whitley, 2000, str. 108). OBaj anbym
cafip>K1 TpUJeceTakK IecaMma IOBe3aHMX jefi1HO ,3aKOHMMa Cy4ajHOCTH . VI3 mera ce He
MO>Ke U3Byhn jeHa meHTpasHa, 0110 KakBa fiedrHucaHa TeMa. CBe IIecMe Cy TeMaTCKI,
a 1 GOpMaTHO-eCTEeTCKM Pas/IMINTe TAKO [a [IPe YMHe KOMIMIALNjy Hero 6110 KaKBo
jenuHCTBO. Y TOM cMucity benom anbymy MHOTM My3W4KY KpUTIYapy IPUINCYjy Kapak-
Tep OpMKOJIaXKa CaCTaB/bEHOr Off MY3UYKIX HyMepa IPWINYHO yIa/beHUX Of KIaCHIHNX
IIOTI-CTaHAAPA.

Ep Butmu (Whitley) msnocn sarmmibyBa samakarma HEKIX MY3VMKOJIOTa O TIOjeIMHIIM
necmaMa ca benoi anbyma. Jlemesa yTucaka u acolujaiuja je MpPOKa jep ce pajm o pa-
IOBMMAa KOjU CY YKaHPOBCKM IIOMEIIAaHN, a TeMAaTCKM KOMIUIMKOBaHM ¥ BUIIECMUCTIEHN
TAaKo JIa CyTepuILy 1jeje Koje ce He Aajy [0 Kpaja paumoHanaHo nporymadutn. Jox Back
in the U.S.S.R. Kao TUIMYAH [IACTUII OfMIIe HAU3I/IE] IPOKOMYHUCTUYKIM CTUXOBUMA,
notne Ob-La-Di, Ob-La-Da, Y CTUIY CUMIIATUYHOT MACTUII-KA/IMUIICA, 3BYYM IIOIYT He-
BUHe flevje necmuue. Hacympor 1o0j, Ty je Helter Skelter, xao TBpma u 6eckpajHo Oy4uHa
necma pabena y manupy xeBu merana. Crenu Rocky Raccoon xoja ce dyje Buiile Kao ,,0T-
KadeHn” feduju COHT miu Gajaajia ca aMeprdKor 3amaja, a He HellTo ,0301/bH1je’, MITO
6u ce ouexnBao of oBe yBakeHe rpyme. Cry Baby Cry u TekctoM 1 nsBenbom mpebariyje
Hac y cseT Anuce y semmu uyga Jlynca Kepoma (Carroll), a cTapu 3By crefie 1 Heke fipyre
ecMe, IIONYT HApOAUIHO MHTOHUpaHe Honey Pie unu centumentante Martha My Dear.
W gpyre xoMmosuuuje ca oBor ajdyma 3Byde Kao aHTUKBUTETH, a/lil He Kao 6e3BpeHe
CTapyHe jep Cy IVIacKpaHy Kao MOCTMOJIepHY MTACTUIIN ¥ MPOHMYHH TIOIIENN CTBOPEHN
Kao aHTHUIIOAM 036M/BHOCTY BucOKOT MofiepHuaMa (B. Whitley, 2000, str. 110-111).

Omntoj pasbapyIieHOCTH, ,2HeucHerTaHocTn” 1 (HaMepHOj) CTUIICKO]j HeyjelHade-
HOCT) JIOIPMHOCEe U JpyTre IecMe Koje cy buticu yBpctunu y Benu anbym, a xoju y
L[eJIOCTY TpHUIaja IOCTMOIEPHOM YMETHMYKOM KOpIycy. PacrioH Tmx Imecama upje of
jemHocTaBHe pokepcke Everybodys Got Something to Hide Except Me and My Monkey, y
K0jOj je OYHT HOMeIIIaH ca CeKCya/IHUM anysujama, npeko Mother Nature’s Son, kao mec-
MOM PaCIOJIOKeba KOja IIPU3MBa CEOCKN MIP, O HeXXHe, TOTOBO Aedje mecMe Julia xoja
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je ucysniue nu4Ha jep je JleHoH mocsehyje mokojHOj Majiu. Moke ce 3aK/bY4NTH [ia je
3ajeHHI/I'~IKI/I Q)aKTop 71 B€3UBHO TKMBO Mel')y OBMM BUIIE MM Maib€ YCIIEIIHNM MY319-
KIM pajioBuMMa O1Ia CIy4ajHOCT WIN ,HACYMUYHOCT , KAaKO jy je rpyla HasuBama. Ta-
KaB OJIHOC JIOIyLITa CIyHIaOLMa Jja CAMU CTBapajy COIICTBEHE Be3€ I TyMaueka OHOTa
IITO 4yjy. Y CTBapa/jadkoM 3aHOCY Kao LITO je OHAj y ImecMi HabujeHoj uponujom Glass
Onion [omasu u 1o nutypama cebe,' mTo je y Kpajiboj MHCTAHIM jefaH MOCTMONEPHI
»IpyHIMI . Ha Taj HauMH faje ce Ha BO/bY MHTYMLIUjU KOja je YBeK Y CYKOOy ca JIOTMKOM
IOMMHAHTHOT JAPYIITBA KojoM ce (nornkom) onemoryhasajy aconnmjaiuje Ha 6eckpajae
ClI0jeBe 3HaYema.

3a pasnuky of Sgt. Pepper’s-a Koju je IMao CBOj ITOYETAK U 3aBPIIETAK, KOMIWIALja
necama Ha Benom anbymy mame je dpopmanHo ypehena. ,,Benu anbym mpKocu CTPyKTy-
pu” - saxk/pydyje Butam ys obpasioxeme ga My3nMKa KOjy OH ZOHOCK He 3afip)KaBa
jenMHCTBeHY TeMmy, Beh je HampoTuB 3amarsbyje, unnehu nemoryhum pasymeBame meHe
CYWIITMHCKE MOTHBanuje. Y TaKBOM TOHY, a/idyM 3aTBapa BeoMa CIIOpa U CamuBa, a 3a-
mpaBo upoHnyHa bamaga y cruny Koma Iloprepa (Porter), Good Night. Fbeno ¢uHane
opkecTpanujom noaceha Ha TpujymdanHu 3aBpiieTak HeKOT BETUMKOT KOHIIEPTA, a TUM
npeyBenuyaBameM J/IeHOH Kao KOMIIO3UTOP JKEJIeO je fla CBe U3I/Ieja HEMCKPEHO — IOy T
CBUX 3aTBapaiba Koja Cy yBeK JakHa 1 koHcTpyncana (Whitley, 2000, str. 122). Yipkoc
IbEHO] Ia/bUBOCTI ¥ MCKPEHOj CEHTUMEHTATHOCTH, jep jé 3aMMII/beHa Kao yCIlaBaHKa
3a JIeHOHOBOT IIeTOTOAMIIbEr CUHA Ily/mjaHa, oBa mecMa HoCK 6€300pasHO MPOHUYAH
ToH. OHa Ce CaBpILIEHO YK/IAla y KOHILENT YUTABOT a/I0yMa, 3aUNbEeHOT HeYNM LITO O
Ce MOIJIO Ha3BaT! HA[[PeaTHO CATUPUYHUM, ATaHPOPHIOBCKMUM, GapCUIHNM, a Y3 CBE TO
PpeMeTUIauKUM 11 CyOBEp3UBHIM.

3ak/byyak

IIpeu 06pucKH IOCTMOAEPHUCTUYKMX IIOCTYIAKa y YMETHOCTH jaB/bajy ce Yy
HOITy/IApHOj YMETHOCTH Y BpeMe KaJia OHa jollI Hje HU CMaTpaHa 3a YMeTHOCT. Taza ¢y
CBe KpeaTMBHe MHOBAI[Mje jOII YBeK Oule Be3uBaHe CaMo 3a YMETHOCTHM KOje Cy cMaTpa-
He ,,BUCOKIM , @ YMETHUYKM JJOXKUBIBAjU ,,y3BUIIEHNM . BIJIO je TO BpeMe pOKeHpoya I
HOII-apTa KOju CY, CBaKy Ha CBOj HAuVH, YMHIIN HEBU//BYBUM I'paHuIie usmehy 138. Bu-
coke (,036mpHe”) 1 nomynapHe (,1ake”) Kynrype. HauMe, of cpenyuHe aBageceTor Beka
JIOIIIO je KO pajMKaTHUX IIPOMeHa y KYITYpH, IO3HATHX IO CIIPe3y HOBE TE€XHONIOTHje
U MacoOBHe TIOTPOIIbe. YKPAaTKO: YMTaBa YMETHOCT IIPECB/Ia4M Ce Y PYXO IOMYIapHOT, a
YMETHMIIY CBUX 60ja TIOCTajy ,,1I01". POKEHPOII 11Ie3ieceTUX YCIeLIHO KUl [Ty TeBe CIIaBe,
a Bbuticu xao ,,pobHa Mapka” u HajnomnyaapHuju 6(p)eHs CBUX BpeMeHa YTUCKYjy Bria-
CTWTY SKIT Ha MYSHLIM, OCTaB/bajyhy HeMsOpucuB Tpar y KyaTypu (I0CT)MOfepHOT fo6a.

Peq je o rpynyu Koja Huje 6uma Tek jemHa of OPOjHNMX MY3MYKMX IpyIa Liesmece-
tix. C 0631poM Ha 3Hauaj y I06amHOM CMMCTY, camy buricu, mumre Jaunkosuh, 6umn
cy ,uesnecere”. CMaTpajy ce mpegBORHUIINMMA ,0pUTAHCKE MHBa3uje , Kafa Cy y IUTaby
6uT rpyIe, MOMI[MMA KOjU CYy M3a3Baly IIPaBy MEAMjCKy XMCTEpHjy, HajIpe Ha CaMOM
OcTpBy, 3aTuM IpeKko ATIaHTHKA, a Ha Kpajy u mupoM csera. Cyaehn mo muxosom 60-
raTOM U Pa3HOBPCHOM CTBapayiaykoM orrycy, butncu cy 6unu Bopehu mHOBaTopy momn

14 Ty ce moMuiby Heke TeMe BUXOBUX paHlje CHUM/beHUX Iecama: Strawberry Fields Forever, I Am
the Walrus, Lady Madonna, Fool on the Hill, Fixing a Hole.
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U pOK My3MKe HIe3/IeCeTHX ¥ Y KOMIIO3UTOPCKO-apaHKXePCKOM CMIICITY, aJI) U y TIOTJIERy
npopykuuje, 3axBabyjyhn n Bemmukoj momohn II. Mapruna kao ,,metor Buriaca”. Ocum
VMHOBAaTUBHOCTHU I ayTOPCKe BEPOJOCTOjHOCTH, HIUX je KpaciIa pasHOBPCHOCT, HeKOH-
BEHI[VIOHA/THOCT, BUSMOHAPCTBO U (aHTasMja, a 3aBUaH Opoj BUXOBUX mecama (1 dur-
MOBa) CafipX1 o6puce IOCTMOEPHUCTUIKIX mOcTynaka. ConyonomKy Iefano, bur-
JICK BaKe 3a jeflaH KY/ITYPHU U YMETHUYKM (peHOMEH KOjI je CTajao Ha pasfelHULN ABa
CBeTa: jef[HOT, TPaAMLIMOHaIHOT ¥ KOH()OPMMCTIYKOT U JPYTOL, MOJEPHOT 11 aBaHI'APIHOT
KOj! JIaTaHO yJ/Ia3! Y CBeT MOCTVHAYCTPUjCKOT IPYIITBA ¥ IOCTMOJIepHE KY/IType. 3a 4li-
TaBy IIOCTIEPATHY TeHepanujy 6ej6ubymepa OHM Cy 6UIM CBOjOM MY3MKOM M KOMILIET-
HUM nMuioM (Mofa, ¢pusype, OHAIIAke, )KAProH) eKcTpamopepHn. CuMOommaku cy
MM VCIpe] APYIITBA U BpeMeHa y KoMe Cy >KuBe/. [IpeBasuinm cy gpymTBo cBora
fo6a Tako Jia Cy 3a YUTaBy KyITYpy NypuTaHcKe bpuranuje!® 6umm yak HeoaBaHTapAHU
U MOCTMOJEPHY, a Aa Tora Hucy Hu 6mwmm cBecun. Crora Huje HUMAIO YYAHO IITO CY
YIAHOBY OBe TPyTIe TIOCTY>KITN Kao MOJIeTT 3a UAIeHTNUKAIVY OMIafiHe Ie3eceTnx,
KOja je yKererna la u3riesia Kao OHM, /la MUC/IM Kao OHY ¥ TIOHAIITA Ce Kao OHM — buricn.

15T]o kasuBamwy V. Makponanga (MacDonald), crame 6purancke kyarype oko 1960. Tex ce Mano
IHOIPABIJIO Y OJHOCY Ha [IeBETHAECTH BeK. [IpeoB/IafiaBao je MyIIKO IIEANIITE, JOK CY JKeHe
Oule py TMHCKM HOTLEUBAHE y MepH fia Cy To jefiBa u npumehusane. OTMeHa KOMIIMjCKA yITHU-
BOCT XXIMBEJIa je Y3 Ipefipacyie IIPOTUB ayTcajiepa: JeBpeja, LpHala u ,iefepa’. Bojua obasesa
jour yBek je 611a Ha CHasy, a KOH(popMuU3aM yHUBep3anaH. CTUCHYTa ICUXUYKOM TEH3UjOM U
IpepacyfiaMa us IpouyiocTy, Bpurannja je, npe nin KacHuje, Mopana ia mykxe (MacDonald,
2012, str. 45).
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ANTICIPATION OF POSTMODERN ARTISTIC PRACTICES IN
POPULAR CULTURE: THE BEATLES

(Translation In Extenso)

Abstract: The paper points to the disappearance of the division of art into "high” and
“popular’, with a particular emphasis on popular music, which under given circumstances
adopts certain aesthetic standards of classical music forms. The authors also analyse the
reverse process: the popularisation of classical music, in the composing-arranging and
the performing sense. Particular attention is paid to the role, status and reach of popular
culture/art in contemporary postmodern ventures. In this context, the Beatles represent
a paradigmatic example, due to the fact that they used a plethora of postmodern creative
procedures. The authors conduct an analysis of two characteristic Beatles’ albums (Sgt.
Pepper’s Lonely Hearts Club Band and The Beatles, known as *The White Album’) that in-
corporate the key principles of postmodern aesthetics.

Keywords: popular culture, postmodernism, pop-rock music, the Beatles, intertwin-
ing of music styles.

Introduction

Unlike the so-called high culture, folk, mass, and popular cultures have formed a cy-
clical flow in which they change places and thus erase each other’s boundaries. They are, of
course, different from each other -- for instance, folk culture rests on tradition, is subservi-
ent to the community, and rooted in heritage, while popular culture features mutability,
ambiguity, and freer forms of expression. However, both converge on the following: they
are accepted by the large swaths of recipients, so popular culture is also treated as the pop-
ular culture of the modern society (Frith, 1987; Shuker, 2001). The relationship between
popular and mass culture is even more intimate. Mass culture, developed as spectacle and
depending on standardization and commercialization, has welcomed the popular form of
expression, made it available for use by the industry and, with the help of new technolo-
gies, has been aligning itself with the tastes of modern recipients seeking fun and enjoy-
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ment of ’light’ content. However, although popular culture is construed as ’low; it will
demonstrate in many of its genres — from film to pop music - that it has made numerous
pacts with the aesthetic expressions of high culture, resisting and pushing against the he-
gemony of the dominant culture as a force from above’ (Fiske, 2001, p. 59). It has become
apparent that popular culture works® can be highly demanding, both creatively and in
terms of artistic reception. Moreover, there is a sense in which popular culture has bridged
the gap which existed during the transition from modern to the postmodern culture.

No example serves better to prove this claim than the cultural phenomenon called The
Beatles and their ouevre, exceptional in many ways. Taking into account their entire opus
and the communiction with the audiences, The Beatles were global megastars in the true
sense of the word. They pushed the boundaries in music, art, fashion, society, and changed
the way people think.* The Beatles have shown what it means to break the rules, be differ-
ent, aggressive, civil disobedients, and irresponsible, while at the same time being able to
relate and exhibit tolerance. They managed to do all this because they not only preached
difference, but were also truly different owing to their numerous talents and charisma. It
is a well-known fact that The Beatles re-worked all music genres (folk and country rock,
pop; classical music, psychodelic rock, prog and art rock, soul, rhythm and blues) in their
own ("Beatles-esque’) way. In contrast to all these irrefutable facts, more light needs to be
shed on an as yet insufficienrly explored fact. The present authors will use the ouevre of the
Liverpool Mop Tops as a specific case study, aimed to prove that The Beatles as the all-time
most popular band were the pioneers of the postmodern tendencies in pop-rock music.

The art of the popular

Classifications of culture based on taste as an aesthetic category by some theorists
were motivated by discrimination. Specifically, ranking culture by means of value hierar-
chies into the high) ’beaux;, refined;, serious, or into the culture of the high (elite), medi-
um (mediocre), and low (brutal, trivial) spiritual levels (Lynes, 1954; Shils, 1961) is noth-
ing else but a layering of tastes by class or educational origin, with the aim of demaracting
them using made-up partition lines. Unlike such distinctions, there are more moderate,
binary cultural models, treating all cultures, despite their differences, as equally valuable
for their recipients and devotees (Gans, 1974).

There are many ways to define popular culture, and the starting point for all, as John
Storey points out, is simply that it is a culture with a broad appeal and loved by many
people. Such a quantitative index automatically results in counting books, CDs, or DVDs
sold. It also references concert, sporting event, and festival attendance, and includes mar-
ket research on audience preferences for various television programmes. Any specification

3 Popular culture has come a long way - from circus performances of the past, boxing matches, and
horse races, it has moved to many other locales and encompasses today a large number of media
outlets and media content. Popular culture includes feuilletons, novellas, pamphlets, magazines,
photographs, film, comics, records, CDs, video-games, popular and SF novels, popular theatre,
and other media of cultural communication.

4 The Beatles promoted a specific camp aesthetic, as they matched perfectly one of the many ‘defi-
nitions’ of camp: ‘Camp is moral anarchy which makes room for the self without altering the at-
titudes of society’ (Core, 2003, p. 9).
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of popular culture must include its quantitative aspect, but the quantitative index in and
of itself is not sufficient to provide its full definition. At any rate, defining it would have to
take into consideration the so-called high culture, as well as an array of judgments to do
with specific texts and practices. Under this metric, popular culture is most often treated
as mass commercial culture, whereas high culture is difficult’ and represents a result of
an individual act of creation. However, such a strict classification is called into question
if one considers authors such as William Shakespeare or Charles Dickens, who are seen
nowadays as symbols of high culture, and were considered popular culture authors - in
literature and theatre - in their own time (see: Storey, 2012, pp. 5-6).

In mid-19' century, a profound change took place regarding the notions of reality
and artistic creation. Art lost its traditionally privileged status due to the changes of the so-
cial context. The transformation of art was in large part caused by the introduction of high
technologies in the domain of intellectual activity. An especially important change con-
cerned the relativization, and even erasing the boundaries, between the cultures charac-
terized as ’high’ and ’popular), whose first signs appear at the beginning of the last century.
In this sort of social configuration, popular works demonstrated that they can be treated
as artistic. Not only in terms of copying or imitating the ’high’ artistic standards, but first
and foremost because classical art started to increasingly adopt the models of creation and
presentation of popular art forms. The famous opera trio Pavarotti-Carreras-Domingo
did not hesitate to perform the flagship opera arias in the open casually, in stadiums and
city squares, before numerous audiences. In the style of a true pop musician, the violinist
Nigel Kennedy would perform a repertory featuring a mix of the classics, jazz, and rock.
His version of Vivaldi’s concert The Four Seasons shook up the rigid treatment of classical
music, and his repertory included equal shares of Bach and Bartok on the one hand, and
Hendrix and The Doors on the other (Bozilovi¢, 2016, pp. 47-48). The globally renowned
violinist and conducter André Rieu has gained great popularity performing various music
genres in his concerts like a typical rock star - from waltzes and film music to musicals,
operas, and chart hits (Tasi¢, 2019, p. 11).

The traditional division into high and popular art was, incidentally, conditional and,
in a manner of speaking, quite arbitrary. Elite art has become commodified and commer-
cial to an extent, while even some popular culture experiences have become acceptable for
strict art critics. Nowadays, popular works have managed to reach the apparently illusory
aim of making culture generally more ’fun’ and fun more cultured. Popular art has also
utilized the experience and rich artistic arsenal of classical artistic expressions in shaping
its works. "In addition to demonstrating an increasingly eclectic and refined sensibiltiy,
popular music employed lyrical styles drawn from literary and poetic models in the pre-
psychodelic era’ (Borthwick & Moy, 2010, p. 58). If we take The Beatles as an example, we
will see that the impact of elite and classical culture works lies in the fact that their individ-
ual interests were tied to the aesthetic shaping of specific songs (Cf. Jankovi¢, 2009, p. 153).

As regards popular music in general, and some rock genres in particular, there is an
array of examples where the authors complicate the aesthetic structure of their works in
order to get closer to the music avant-garde. This is the case with the prog and art rock
pieces, whose authors moved away from the commercial pop model, as their work was
influenced by classical music works. The music tendencies in the late 1960s have resulted
in an increased importance of virtuosity, complexity, and album as an art form’. Prog rock
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authors and performers, especially those classically educated, were routinely appropriat-
ing or adapting many classical styles, gestures, or even whole songs. Bands such as Gen-
esis, Yes, King Crimson, and Emerson, Lake and Palmer were at the forefront, while The
Beatles’ experimental work, especially the material from the album Revolver and Sgt. Pep-
per’s Lonely Hearts Club Band, received a lot of attention (see: Borthwick & Moy, 2010, pp.
78-81). The Beatles are a characteristic band in that respect, their music becoming a para-
digm of the art of the popular. Aleksandar Jankovi¢ observes in Eleonor Rigby, a song from
their album Revolver, George Martin’s ’Vivaldi-esque arrangement’ and identifies ‘some-
thing trivial, which Paul McCartney brought from pop music over to serious topics, treat-
ing them in an "almost Dickensian fashion’ The same author points out Martin’s baroque
solo’ in the song In My Life, performed on the electric piano after the fashion of Bach
(Jankovi¢, 2009, p. 40). Playing with the accompaniment of a symphony orchestra was
something The Beatles did not shy away from in many other songs from a number of their
later albums.® Although the Liverpool Four did not have the ambition to switch to classical
music, they will be remembered as such based on their sound: The Beatles are the classics
of rock — they are a paradigm, artefact, archetype, and yardstick for ‘'measuring’ the quality
in the music of rockn’roll, considered low and ephemeral until recently, and which they
inscribed with an unforgettable mark of authorship.

These are clear indicators that we live in an age of cultural explosion in which, as
Hobsbawm claims, the artist becomes "pop’ (Hobsbawm, 2014, p. 253). In a word, in order
to survive, nowadays the entirety of art acquires the dimension of the popular, and artists
themselves become pop icons. The Beatles are doubtless the greatest of all in popular mu-
sic. They are a band who shaped the 1960s, effected a cultural transformation, and gave the
dignity of art to rock music. After The Beatles, art — the one we term classical or ‘serious (as
if there are unserious arts)® — must adapt to the format of the *popular’ and the receptive
potential of the largest swaths of the general public.

The popular and the postmodern

We find the true beginnings of everything understood in culture as postmodernism
at the end of the 1950s and during the 1960s. This movement appears as a reaction to
the canonization of the avant-garde and modernism, or rather as a rebellion against the
established art forms (abstract expressionism, modern poetry, etc.) which dominate the
academies, art galleries, and museums. It is in this sense that a ‘new sensibility’ appears as

5> A symphony orchestra (clarinets, oboe, bassoons, cellos, double basses, flutes, trombones, tuba,
kettledrums, percussion instruments, French horns) participated in performing A Day in the Life
(Lennon-McCartney). In addition to this piece as one of the most innovative artistic expressions
of the day, many other pieces by The Beatles featured instruments which were not typically used
in rock songs. Among them are the rock evergreens by the Lennon-McCartney duo: The Long and
Winding Road, Let It Be, Hey Jude, I Am the Walrus. Harrison included these instruments in the
renditions of Here Comes the Sun, while in Within You Without You he added Indian tanpura, sitar,
and tabla (MacDonald, 2012).

Art s or is not. All divisions are conditional and relative. Therefore, there are not high or low, seri-
ous or entertaining arts. Plain and simple — there is only art. In order for a work to be classified as
an instance of that concept, it must meet certain aesthetic conditions required by art, which are
nowadays considerably expanded and far more flexible compared to the traditional notions of art.

=N
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a revolt against that which is seen as the cultural elitism of modernism. The inception of
postmodernism marked a new phase of a society in which mass media and popular cul-
ture are the most important and powerful institutions, given that they control and shape
all other forms of social relations’. Postmodern art as a whole ought to be understood
as ‘an aesthetic of disturbance’ which aims to disrupt the assumed expectations between
the reader and the text. In this art, the textual document does not spell out its mean-
ing explicitly; rather, it leaves room for the reader to derive their own meaning (Whitley,
2000, p. 106). On the other hand, postmodern theory is an attempt to understand the
media-saturated society, which means that the popular cultural codes and media images
increasingly dominate our sense of reality and the way in which we define ourselves and
the world around us (Strinati, 2004, p. 209). Therefore, there are no grand narratives any
more, no universal truths and ready-made solutions - the recipient is given an open space
to interpret the ambiguity of the aesthetic text (media images, sounds, representations) by
allowing them to fill this space up with their own codes. All this is contained in Lyotard’s
phrase distrust of metanarratives, which replaces all ideas of universality and unity with
the ideas of partiality, pluralism, and heterogeneity.

According to postmodern theorists, the once subversive works of eminent modern
artists such as Picasso or Stravinsky have become part of the bourgeois culture as the high
culture of the contemporary capitalist world, resulting not only in a loss of their ability
to shock and disturb, but also in their canonization. In the late 1950s and during the
1960s, postmodernism was a sort of a populist attack on the modernist elitism. This was
not a case of simple substitution of modernism with something else; rather, it was a new
impulse announcing the end of a grand (historical) narrative and erasing the boundaries
between art and pop culture. In the context of music, classic pop had been conceived of
from the very outset as a combination of genres, which is a postmodern procedure with
a multitude of eclectic sequences mixing pop and rock and constructing a collage of dif-
ferent genres, such as reggae, rap, house, and techno (Strinati, 2004, p. 222). The Beatles
are in this context the pioneers of postmodernism in music and, bearing in mind all these
cases, the features of postmodernism can be identified individually and in full. The point
here is manipulating the relationship between the future, present, and past, blending of
genres, relinquishing the classical linear presentation of events, intertextuality (by citing,
allusion, parody, pastiche, collage, etc.)?

7 In this context, interpretation of identity has become a crucial question in the debates initiated
by postmodern theory. We are witnessing the fact that a reliable set of coherent identities has
begun to fragment into a diverse and unstable series of concurrent identities. The erosion of once
safe collective identities has led to an ever-increasing fragmentation of personal identities and a
gradual disappearance of the traditional and highly appreciated reference frames within which
people can define themselves and determine their place in society. By its nature, consumerism
prods on an egocentric individualism which precludes the possibility of a firm and stable identity.
In such a climate, popular culture and mass media take the front seat, becoming the only reference
frames for the construction of collective and personal identities (see: Strinati, 2004, pp. 226-227).

®

Jameson has introduced an interesting and (according to some) debatable distinction. Specifically,
unlike parody, which mocks the original by imitation, pastiche represents an ‘empty parody, the
kind that has lost the sense of humour. Pastiche is an imitation of a particular or unique style,
wearing the so-called style mask. But, it is a neutral practice of this mimicry, without an ultimate
motivation of parody - without laughter and the element of satire (Jameson, 2015, p. 21).
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A question can be asked regarding the aestetic and social effect of postmodernism for
which Frederick Jameson says that it represents a cultural dominant and an "internal truth’
of the social order of late capitalism. Is it only a new phase of the so-called high modern-
ism, or is it laid on its own foundations? This and similar questions are not only questions
of aesthetics, and require a sociological explanation. In the years following the Second
World War, but especially since the 1960s, a new type of society arose which is variously
named - the post-industrial society, multi-national capitalism, the consumer society, the
media society. This society is characterized by new forms of consumption, planned obso-
lescence, an ever-faster rate of change of fashions and styles, an incredible expansion of
advertising, computerization, and electronic information. If earlier modernism worked
against the society in ways considered critical, challenging, and subversive, the question is
then - does postmodernism relate in the same way to its social order. Particularly because
it is a well-known fact that *postmodernism copies or reproduces — amplifies - the logic
of consumer capitalism’ (Jameson, 2015, p. 35). In the consumer culture it is increasingly
difficult to distinguish between economy and popular culture, creating a hyper-consumer
with a characteristic mindset and needs (more details in: Lipovetsky, 2008).

At a time when societies are entering the so-called post-industrial era, cultures are
entering the so-called postmodern era, writes Jean-Frangois Lyotard, bearing in mind
above all else the character of knowledge in computerized societies (Lyotard, 1988, p. 8).
In a similar context, Terry Eagleton distinguishes between the notions of postmodern-
ism and postmodernity, aware that these are closely related notions and difficult to keep
separate. As with Lyotard, he takes postmodernism to be a cultural style of thinking which
expresses a distrust of metanarratives. This entails a doubt about classical notions of truth,
reason, identity, and objectivity, about the idea of universal progress or emancipation,
about unitary frames and ultimate explanations. In the newly-arisen social circumstanc-
es, a new form of culture takes shape — postmodernism, which dissolves the boundaries
between high, mass, and popular culture, as well as between art and everyday experi-
ence, in a self-reflective, playful, performative, eclectic, pluralist art (see: Eagleton, 1997,
p. 5; Featherstone, 2007, p. 65). Zygmunt Bauman replaces the term postmodernity with
phrases such as ’late modernity’ or fluid modernity’, considering the latter as better suited
to the new form of culture which is utterly individualized and removed from all forms of
the traditional (Bauman, 2009). In the process of blurring the boundaries between popu-
lar culture and high art, the so-called postmodern strategies are employed alongside the
postmodern method which consists of telling a specific popular text (film, novel, music,
comic book) in terms of the stylistic solutions of high art (Masirevi¢, 2011, p. 205).

Intertextuality is a characteristic postmodern procedure which expresses the belief
that the meaning of specific media texts is at least partially based on their links with other
texts. It expresses the striving for destabilizing all meanings and opening up new, poten-
tial interpretations. Therefore, meaning is not sought in individual words or texts; rath-
er, it represents the result of the relationship between texts.” An intertextual analysis, as

©

Postmodern texts are not limited in terms of genre. They take up the space between different
genres. If genre represents a set of expectations based on a fictional contract between the reader
and text, then a postmodern text disrupts the expectations of the audience and breaks this ‘con-
tract, making the margins and blank spaces equally important as the centre in a conventional text
(Whitley, 2000, p. 109).
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Jameson points out, includes discovering the presence of extant works in a contemporary
product of popular culture (television, film, fashion, or music). As regards music, it is not
only a reworking or specific song citations; rather, an entire process of making music imi-
tates the past one (using old guitars and amplifiers, recording using analog and not digital
technology, etc.) with the aim of achieving a retro-sound effect. Furthermore, seemingly
wholly disparate kinds of music are combined (see: Masirevi¢, 2011, p. 72).

Pop music was to an extent inspired by the trend of artistic conceptualism, in which ideas
become the guiding principles, and defeat the ‘aesthetic’ in art. In this respect The Beatles are
leading the way, followed by other UK bands (such as The Kinks and The Who) who introduce
the notion of concept’ and other postmodern motifs in pop culture: eclecticism, self-referenti-
ality, mixing genres, and parody. The art school tradition in the UK pop culture generally dem-
onstrates the love of the British for imaginative and creative works, as well as an accompanying
boredom caused by ‘authenticity’ and sincerity’ in art (MacDonald, 2012, p. 22). The Beatles’
album Sgt. Pepper’s Lonely Hearts Club Band is a revolutionary conceptual project in which
musical numbers arise through a mixture of pop, psychodelia, classical music, vaudeville, cab-
aret, soul and ethno. In the 1970s, during the boom of progressive, art, and symphonic rock,
Pink Floy garnered a lot of attention with the album The Wall, and so did Jethro Tull with Thick
as a Brick, and David Bowie with his first postmodern album The Man Who Sold the World.
Bowie managed to link pop-art and glam rock throughout most of his career as an author.
The influence of these two fundamentally different artistic and pop formations labeled him as
postmodern, expressed through the ability to combine the aspects of the commerical culture,
subculture, the avant-garde, postmodernism, and gay culture (see: Stevenson, 2007, pp. 60,
107). Everyone listed here, and others (e.g. Boy George, Mick Jagger, Grace Jones), are the pro-
tagonists of camp, seeing as they are at the opposite end from the straight world (Dynes, 1990).

Allin all, the rise of postmodernism heralded a new era in which there is no domina-
tion of the universal, unified, Hegelian absolute spirit, from which arise the perfect truth,
beauty, and good. The aesthetics of postmodernism has democratized art by abolishing
all traditional divisions - into high and low, serious and entertaining, lofty and trivial.!?
At long last a road was paved for the popular forms of artistic expression and pop-art as a
separate kind of art, based on the everyday life.!!

The postmodern Beatles

19 The abolishing of the key demarcation lines between said types of culture was also motivated by
the postmodern fascination with all things that reflected in the mirror of elite culture the im-
ages of provincialism and kitsch. Postmodernists were impressed with the whole landscape of
advertisements, late night programmes, Hollywood B-movies, the so-called para-literature, and
the overall culture of the Reader’s Digest. They no longer ‘cite’ such texts but incorporate them to
a point where the boundary is lost between high art and its commercial forms (Jameson, 2015,
p- 19).

11 An interesting case in point are the creative combinations of pop-art and pop music. For example,
Peter Blake designed The Beatles’ album Sgt Pepper’s Lonely Hearts Club Band, and Richard Ham-
ilton their ‘White Album’ On the other hand, Andy Warhol thought up the cover for the Rolling
Stones’ album Sticky Fingers and Velvet Underground’s Velvet Underground and Nico (featuring
the famous banana).
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At the peak of The Beatles’ fame and Beatlemania that spread through the youth pop-
ulation around the world, the music of this band had the treatment which was miles away
from what was considered artistic. In contrast, today The Beatles are discussed as the cul-
tural avant-garde of the 1960s, the pillars of the era, and the leaders of artistic ventures in
popular culture. Their music, in different arrangements and orchestrations, is performed
by chamber and symphony orchestras with the seriousness deserving of respect. More-
over, they often introduce jazz and rock orchestrations, rhythms, and improvisations into
their performances. Lastly, The Beatles’ music is used as a film and television soundtrack.

In times of modernism, the Liverpool Mop Tops brought in their music the elements
that we call postmodern nowadays, which is reflected in the gelling of music genres and
intertextuality which includes eclecticity and citations, alongside an abundant use of pas-
tiche, parody, and irony. It is in this sense that they, in their time and for their audience,
were postmodern. It is important and interesting to use the case study method to observe
and identify the elements of postmodern procedures in the music of The Beatles, not-
ing that their films too feature postmodernism as a new heterogeneous and ‘disruptive’
aesthetic which accepts the recycling of existing influences, and which is recognizable
by an editing full of short and sudden cuts, unconventional direction, and specific acting
bravuras.!?

The postmodern Beatles can be best identifies through their overall experience of
music, which is assertively ambivalent: on the one hand, it is superficial and casual; on
the other, very dedicated, ambitious, and serious. Their attitude towards the lyrics of the
songs they composed was unique. Ian MacDonald considers The Beatles as rhymesters,
whose lyrics were written in the spirit of collage, verse by verse, and which they did not
see as unique structures. This is why this connoisseur of their oeuvre does not consider
them as composers so much as practical musicians, guided by instinct more than reason
(MacDonald, 2012, p. 10).

The postmodern touch that The Beatles had, as a band as well as individually, is evi-
dent in the fact that they liked to surround themselves *with a continuous low-level media
babble of loosely scattered newspapers and magazines and permanently murmuring radi-
os and TVs! Seeing as they enjoyed coincidences and the clashes’ of high and low culture,
many of their songs were a product of chance - from newspaper clippings and playing
around with parts of the songs they had heard on the radio. The Beatles are generally char-
acterized by an intentional creation of music pieces made out of unconnected parts, which
creation was accompanied by ’an elusive maelstrom of fragmentary impressions, percep-

12 A Hard Day’s Night in the sophisticated yet spontaneous Richard Lester’s direction is, for example,
an innovative musical film made outside of all convention. It is conceived in such a way as to char-
acterize the structure of the postmodern text. It features intertextuality with a prominent citing
motivation. The postmodern narrative is noticeable in Magical Mystery Tour too, the most sincere
and truest film about The Beatles’ There are sequences and sketches in it with forms of irony and
naivete graded in the postmodern fashion. The scenes with ironic overtones represent a critique
of the provincial hypocrisy and social system. The other films by The Beatles — Help!, Yellow Sub-
marine, Let it Be — also feature intertextuality as a key procedure. Incidentally, all films about The
Beatles can be said to contain a high dose of self-referentiality as they do not mimic reality. They
refer to the fact that the text is self-reflective as a fiction, or suggest that it consists of other texts
[A. S. Jankovi¢ conducted a systematic intertextual analysis of all five films on The Beatles in a
2009 study The Long and Winding Road: The Beatles as a Cultural Artefact].
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tions, and jokes reflecting the collage spirit of an instantaneous, simultaneous, chance-
embracing new age’ (see: MacDonald, 2012, pp. 68-69). MacDonald’s observations do not
mean that The Beatles were 'fans of formlessness, but only that they brought to their fine
sense of structuring a piece an apparently careless attitude to the musical struture which,
by the way, exists in almost every postmodern work.

Elements of the postmodern expression in The Beatles’ works can be found in a few
later albums in their career. We will limit our selection here to the album Sgt. Pepper’s
Lonely Hearts Club Band (1967) and The Beatles (1968), unoflicially termed *The White
Album, after the colour of the cover. Although Strinati (Strinati, 2004, pp. 222-223) clas-
sifies under modernism the early rocknroll of the 1950s and 1960s, and even explicitly
The Beatles themselves (as against, in his opinion, the true representatives of postmodern-
ism in popular music such as techno, house, or hip-hop performers), the first of the two
analysed albums probably contains the earliest postmodern procedures in pop-rock, while
some authors and music critics even call it the first postmodern album in popular music
(see: Gleed, 2006; Greene, 2016; Winters, 2017). From the above-mentioned cover, which
in the spirit of pop-art and with the use of the specific technique of photomontage exudes
the postmodern, through the overall visual experience of the very release, and even the
establishment of the album as a format to be dominant in the music record production
for decades, Sgt. Pepper’s represents a clear step out of the milieu of the day. Playing with
identities to such an extent that, in line with the overarching album concept, even the band
members become someone else, i.e. an alter-ego of sorts in the form of the supporting band
of the sergeant in question, The Beatles intimate the impact of postmodern instability of the
identities embedded in popular music, providing thus a mold for subsequent artists such as
David Bowie and his many creations (e.g. Ziggy Stardust and Thin White Duke).

In terms of music and lyrics, Sgt. Pepper’s offers a plethora of examples in which the
previously described features of postmodernism can be discerned. From the overture with
the same name, ’a fusion of Edwardian variety orchestra and contemporary “heavy rock™
(MacDonald, 2012, p. 393), to the triumphant ending in the piece A Day in the Life,'® the
entire album contains clear features of the postmodern creative process. By way of illustra-
tion, the lyrics for Being for the Benefit of Mr. Kite!, which close the A side of the album,
originate from a poster for a circus show that Lennon purchased while shooting the pro-
motional film for the song Strawberry Fields Forever (MacDonald, 2012, p. 400). Using the
phrases announcing the spectacle, Lennon laid the textual foundation, to which was add-
ed a suitable music accompaniment, so the entire piece sounds like an hommage to fair
festivities. Conversely, what we have in the first song featured on the B side, Within You
Without You, is the use of Indian instruments, which additionally expands the eclecticity
and genre mixing, peculiar to postmodernism. As regards genre mixing, in this album it
serves the purpose (among other things) of breaking up the linear narrative via transitions
from one music type to the next, and contracting time and space, which is clearly visible
in the structure of a number of songs like Lucy in the Sky with Diamonds or When I'm
Sixty-Four. Most often in the form of considerably differing stanzas and choruses (or in

13 The song that represents the peak of The Beatles’ opus, according to many Beatles’ song charts,
including the one in the famous magazine Rolling Stone: https://www.rollingstone.com/culture/
culture-lists/the-top-ten-beatles-songs-of-all-time-10664/
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the so-called bridges), these variations of musical styles, dynamics, and lyrical content are
no less than proto-postmodern procedures in popular music of the late 1960s.

Lastly, special attention should be paid to the closing song A Day in the Life, which
perhaps illustrates best and most clearly The Beatles’ move away from the 'modernism’
of the early rockn’roll. As we shall ses in the analysis of The White Album at the level of
the release, we have in a single song a putting together of disparate components into a
specific whole. Both in terms of genre, and the arrangements and lyrics, A Day in the Life
illustrates well the postmodernism in The Beatles’ music. For all intents and purposes
composed of two different songs linked up by George Martin’s out-of-the-ordinary, avant-
garde orchestration solutions, this piece disrupts most noticeably the musical and textual
narrative, and erases the boundaries between the standard forms of popular and high
art. Once again, external sources were used for the lyrics - in this case it was newspaper
articles, whereas in the middle section, in which McCartney was the main vocal, there is
a complete shift of the narratorial focus from the one we have in Lennon’s section book-
ending the song. All these creative techniques bear obvious marks of postmodernism,
and the following Beatles’ albums, up until their last, 1970 release Let It Be, published less
than a month after the official breakup of the band, have an abundance of similar creative
procedures.

The White Album is fully (both visually and auditively) empty’ and 'unrepresentative,
from the white covers (so different from the psychodelic and complicated covers of the
albums Magical Mystery Tour and Sgt. Pepper’), to the lyrics whose meanings, as well as a
portion of the responsibility for that, are handed over to the interpretations of the readers.
The White Album resists a solid and unifying theme by the combination of various music
styles and the fragmentation of the structure (Whitley, 2000, p. 108). This album contains
about thirty songs linked only through the "laws of chance’ No central, defined theme can
be derived from it. All the songs are different thematically as well as in terms of form and
aesthetics, so they can be seen as more of a compilation than any kind of unity. It is in this
sense that many music critics characterize The White Album as a bricolage consisting of
music pieces quite removed from classical pop standards.

Ed Whitley outlines interesting observations of some musicologists regarding specif-
ic songs from The White Album. An array of impressions and associations is broad as they
are works whose genres are mixed, and which are thematically complex and ambiguous
such that they suggest ideas that do not lend themselves to rational intepretation. While
Back in the U.S.S.R. as a typical pastiche features apparently pro-Communist verses, Ob-
La-Di, Ob-La-Da sounds like an innocent children’s song in the style of a nice pastiche-ca-
lypso. In contrast to this, Helter Skelter is a hard and immensely loud song made in heavy
metal style. Next is Rocky Raccoon, which plays as more of a ‘whacky’ children’s song or an
American West ballad than something more ‘serious, as would be expected from this re-
nowned band. Cry Baby Cry transports us into the world of Alice in Wonderland by Louis
Carroll, both through the lyrics and the performance, and the other songs also follow the
old sound, for example Honey Pie with its parodic intonation, or the sentimental Martha
My Dear. The other pieces from this album sound like antiques, but not like worthless
junk shop items, as they are presented as postmodern pastiches and ironic views created
as antipodes to the seriousness of high modernism (see: Whitley, 2000, pp. 110-111).
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The other songs that The Beatles included in The White Album, which belongs fully in
the corpus of postmodern art, also contribute to the general unkempt feel, a sort of ‘raw-
ness’ and (deliberate) stylistic incoherence. These songs range from the simple rock song
Everybody’s Got Something to Hide Except Me and My Monkey, in which rebellion comes
mixed in with sexual allusions, through Mother Nature’s Son, as almost a mood song in-
voking rural peace, to the gentle, almost childlike Julia, which is too personal as Lennon
dedicated it to his late mother. It can be concluded that the common factor and the con-
necting tissue for all these more or less successful music pieces is chance or ‘randomness,
as the band used to refer to it. Such an attitude allows the listeners to create their own links
and interpretations of what they are hearing. In the creative impulse such as the one in
the irony-laden song Glass Onion, self-citation also occurs'4, which in the final analysis
remains a postmodern ‘principle. In this way, free reign is given to intuition, which is
always at loggerheads with the logic of the dominant society, preventing associations to
endless layers of meaning.

Unlike Sgt. Pepper’s, which had its beginning and end, the compilation of songs in
The White Album is formally less ordered. *The White Album resists structure, concludes
Whitley, elaborating that the music it brings does not maintain a single theme; rather, it
blurs it, making it impossible to understand its essential motivation. In this sort of tone,
the very slow and dreamy and yet ironic, Cole Porter-style ballad Good Night closes the
album. The orchestration in its finale reminds one of the triumpant ending of a grand con-
cert, and Lennon uses this exaggeration as a composer to make it all seem insincere — like
all the closures which are always mendacious and artificial (Whitley, 2000, p. 122). Despite
its humorousness and honest sentimentality (as it was meant as a lullaby for Lennon’s
five-year-old son Julian), this song has a cheekily ironic tone. It fits perfectly the concept
of the entire album, seasoned with something that may be termed satirically surreal, Alan
Ford-like, farcical, and on top of that disruptive and subversive.

Conclusion

The first hints of postmodern procedures in art appear in popular art at a time when
it was not considered art in the first place. At that time, all the creative innovations were
still tied to the arts deemed ’high] and the artistic experiences ’lofty’. That was the time of
rock’n’roll and pop-art which, each in its own way, removed the boundaries between the
so-called high (serious’) and popular (’light’) culture. In point of fact, from the mid-20t
century onwards, radical changes were taking place within culture, known for the link
between new technology and mass consumption. In brief: all art dons the attire of the
popular, and artists of all colours and creeds become ’pop. The 1960s rockn’roll success-
fully blazes the trail of glory, and The Beatles as the most popular b(r)and of all time leave
a mark on music, affecting the culture of the (post)modern era permanently.

They were not yet another 1960s band. Given their global significance, The Beatles,
as Jankovi¢ writes, were in fact 'the sixties’ They are considered the leaders of the "British
invasion’ of beat bands, lads who caused proper media histerics, first on the British Isles,
then across the Atlantic, and finally all around the world. If their rich and diverse opus

14 Some themes of their previously recorded songs are mentioned there: Strawberry Fields Forever, I
Am the Walrus, Lady Madonna, Fool on the Hill, Fixing a Hole.
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is anything to go by, The Beatles were the leading innovators in pop and rock music of
the 1960s, both in terms of songwriting/arranging and production, owing to great help
from G. Martin as ’the fifth Beatle’ In addition to innovation and author sincerity, they
possessed a sense of diversity, unconventionality, visionary spirit, and imagination, and a
significant number of their songs (and films) contain hints of postmodernist techniques.
From a sociological standpoint, The Beatles are considered as a cultural and artistic phe-
nomenon standing at the watershed dividing two worlds: one, traditional and conformist,
and the other, modern and avant-garde, slowly entering the world of a post-industrial
society and postmodern culture. For a whole post-war generation of baby boomers, they
were exceptionally modern by their music and complete image (fashion, hair styles, be-
haviour, slang). Symbolically, they were ahead of their society and time. They overcame
the society of their time in such a way as to even be neo-avant-garde and postmodern for
an entire culture of puritan United Kingdom!> without being aware of it. Therefore, it is
no surprise that the members of this band served as a model of identification for the 1960s
youth, who wanted to look like them, think like them, and act like them - The Beatles.
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