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DISSIDENCE, NEO-AVANT-GARDE, DOUBLESPEAK.
IN THE CONTEXT OF THE NEW BUDAPEST MUSIC STUDIO
IN THE 197%

In her short monograph on the Hungarian composer Zoltan Jeney (1943 Tiinde
Szitha summed up the political views of the members of the New Budapest Music Studio in
the Janos Kadar era and their attitude to power in no more than a footnote: “It shows
the contradictory nature of the intellectual life of that time that the work of the New Music
Studio was backed by an artistic ensemble maintained by a political organization, although
none of its members preserved their membership in the Communist Youth Organization
(KISZ) upon completion of their studies. Personally, they all identified themselves with
the views of the democratic opposition; consequently, their regular audience consisted for
the greater part of progressively thinking intellectuals. They repeatedly found protection
against political and professional attacks owing to the fact that they were active within
the framework of an institution established by the Communist Youth Organization (KISZ)™*.

In the work written conjointly with Zoltan Jeney in 2012 which discusses the reper-
toire of the New Music Studio between 1970and 199Q Tiinde Szitha stated that “the New
Music Studio was active on the periphery of the official musical life”®. On the other hand,
Andras Wilheim stressed the independence of the New Music Studio from the official mu-
sical life: “At the same time, the formation of the New Music Studio meant no less than
the independence of some career-starting composers and musicians from the established
institutions and customs of the Hungarian musical life”.

In my paper I try to investigate, first and foremost, how the New Music Studio re-
acted in the seventies, the “most heroic” period of progressive art, as Laszlo Beke put it?, to
the democratic opposition and to “progressive intellectuals”, the category included, I sup-
pose, in Tiinde Szitha’s concept of not only members of the democratic opposition, but
Hungarian experimental artists, that were representatives of the neo-avant-garde move-
ments as well. Besides, I wish to elucidate the changes of the peripherally defined position
of this group of artists that are the characteristic features of the presence and
embeddedness of the New Music Studio into the musical life.

! Szitha T. Zoltan Jeney / Szitha Tiinde. — Budapikigus, 2002. — P. 7.

2Jeney Z., Szitha T. Az Uj Zenei Studi6 hangversapertoarja 1970-1990 kdzétt [The concert
repertoire of the New Music Studio between 1970 B9@0] / Jeney Zoltan, Szitha Tunde // Magyar Zene.
2013. — 50/3, August. — P. 303.

3 Wilheim A. Jeney Zoltan / Wilheim, Andras. — Budap: Editio Musica, 1996. — P. 5.

* Beke L. Tirni, tiltani, thmogatni. A hetvenes évek avantgardjoleration, prohibition, and support]
/ Beke Laszlé // A masodik nyilvAnossag. XX. szazadhgyar nivészet [The Secondary Public Sphere.
20"-century Hungarian art.] / Hans Knoll (ed.). — Boest : Enciklopédia kiadd, 2002. — P. 228-247.

96



3apybixHi 3B'A3KHN

The place of the New Music Studio in the democratic opposition

Documents on the identification of the members of the New Music Studio with
the views of the democratic opposition are bewilderingly scarce. It is known that in 1979
Zoltan Jeney signed an open letter to Janos Kadar and a statement of protest addressed to
Pal Losonczi condemning — in the aftermath of the Charter 77 memorandum — the imprison-
ment of Vaclav Havel and his companions®. The 1977 statement of solidarity had been
signed for all the musicians by the pianist Zoltan Kocsis alone?; the 1979letter was also
signed by the musicologist Janos Malina®, and in the protest statement they were joined by
composer Attila Bozay, the pianist Gyorgy Ferenczy, the musicologist Andras Pernye and
the elderly composer, former communist Endre Székely as well®. According to his own recol-
lection, Jeney supported the 1979signature action against his will®. This fact is, however,
unmentioned in Ervin Csizmadia’s monograph on the history of the Hungarian democratic
opposition and in the related volume of documents.

The absence of musicians in the documents of the democratic opposition is conspi-
cuous indeed. This phenomenon may have at least two reasons. It is obvious that profes-
sional musicians did not participate in the work of the democratic opposition directed for
the greater part by philosophers, economists, and sociologists. What I feel is more im-
portant, however, is that the historical treatment of the period so far — whether by literary,
film and art historians — left music out of consideration. In 2005a volume dealing with art
in the Kadar era was published under the title “Miivészet és hatalom” (Art and power). It
omitted serious music altogether; the genre of music was represented by popular music
alone®. Similarly, Sandor Révész’s monograph on the cultural ideologist and leader of
Hungarian cultural life, Gyorgy Aczél, which appeared in 1997 discussed the politician’s
influence on literary life, theatre, film and fine arts at great length but precluded music
from the sphere of culture as if there had existed no Aczélian music policy in that period at
all’. It is a refreshing change and attributable to the personal interest of the art historian
Laszl6 Beke alone that his volume of essays and studies on 20t-century Hungarian avant-
garde movements, “A masodik nyilvanossag” (“The secondary public sphere”) at least men-
tions the activity of the New Music Studio®.

! Csizmadia E. A magyar demokratikus ellenzék. 19688 : 3 k.— K.2: Dokumentumok
[The Hungarian democratic opposition 1968-1988 3wol. — Vol. 2 : Documents] / Csizmadia Ervin. —
Budapest : T-Twins Kiado, 1995. — P. 83., 87.

2 Op. cit., s. 75.

% Op. cit., s. 83.

* Op. cit., s. 86-87.

® Zoltan Jeney’s interview to the students of thetml School of Musicology of the Liszt Ferenc
Academy of Music, 5 December 2012 (sound recording)

® See: Tordai Bence. A Kadar-rendszer tdmegkultgzagcioja [The mass culture reception of the Kadar
regime] / Tordai Bence // Wészet és hatalom. A Kadar-korszalivészete [Art and power. Art in the Kadar
era] / T. Kisantal, A. Menyhért (ed.). — Budapedbzsef Attila Kor ; L'Harmattan Kiadd, 2005. —121-156;
Sanyei T. Nyilvan tartottak. Titkos szolgak a magyaek korul [Recorded. Secret servants around thegéhian
rock] / SHnyei Tamas // Op. cit., s. 181-188.

"Révész Sandor. Aczél és korunk [Aczél and our Jtiévész Sandor. — Budapest : Sik Kiado,
1997. - 435 p.

® Beke L. Tarni, tiltani, tAmogatni. A hetvenes évek avantgarfjoleration, prohibition, and sup-
port] / Beke Laszl6 // A masodik nyilvanossag. X¥zazadi magyar tivészet [The Secondary Public
Sphere. 2B-century Hungarian art.] / Hans Knoll (ed.). — Bpést : Enciklopédia kiad6, 2002. — P. 243.
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According to Ervin Csizmadia’s reconstruction, the democratic opposition developed
similarly to the communal structures as the New Music Studio. E. Csizmadia’s monograph
describes how the opposition youth gathered in literary and debating societies as well as
scientific students’ associations and formed groups there in the sixties. It implies that they
established their circles of friends and intellectual communities under similar institutional
frames as the composition circle at the Academy of Music was®, in which Zoltan Jeney,
Laszlo Sary (194@ and Laszl6 Vidovszky (1944) participated and where J eney was president
for four years®. These students’ associations became the members’ chosen communities
after 1968 It went together with establishing a common behavioral culture — an alternative
lifestyle® — much similar to the case of the members of the New Music Studio. According to
E. Csizmadia’s interpretation the reason why a certain part of the representatives of this
generation could not be integrated into the power structure was that they proved unwilling
to be integrated. From 1973to 1976they consciously chose marginalization driven by group
defiance and an inclination to resistance®.

The three years between 1973and 1976 that is the period of marginalization, coin-
cide with the heroic age of the New Music Studio when the three young composers deliberately
broke off from the traditional musical life. While the democratic opposition called for united
action and open resistance by signing Charter ‘77 in 1977, the New Music Studio tried to
break gradually free from this peripheral position, and with considerable success, as we are
going to see. For that matter, Ervin Csizmadia differentiates the dissident intellectuals
from the marginal ones when he writes that the former ones “not only accept their marginal
role but are wlllmg to assume that role. Dissidents deliberately avoid being part of the system.
Dissidence is, as a matter of fact, a joint exodus and presenting an alternative model”®.
While the greater part of the young intelligentsia became incorporated into the hierarchical
order of the institutions one way or another, the representatives of the non-conformist minori-
ty — according to E. Csizmadia: George Lukacs’ pupils, Maoists, neo-avant-garde artists
and students of the sociologist Istvan Kemény — created their own subculture, assumlng
occasionally even an underground creative lifestyle’. This oppos1t10n of the regime “follows
norms differing from the norms of the official institutional system”®.

Laszl6 Beke points out that the democratic opposition and the neo-avant-garde
movement maintained close ties only for some years in the seventies®. This implies that
Ervin Csizmadia’s concept of the quadripartite opposition is much rather a scholarly pre-
supposition, a theoretical construction: the neo-avant-garde artistic groups of the seventies
deviated from to a once smaller, once greater degree and the same applies to scientific and
political movements as well. The extent of the transgression of norms, its interpretation,
the acceptance of certain artistic groups in professional-public life, that is what is regarded

! Csizmadia E. A magyar demokratikus ellenzék. 19688: 3k.— K.1: Monogréfia
[The Hungarian democratic opposition : in 3 v. — 1\.. Monograph] / Csizmadia Ervin. — Budapest:
T-Twms Kiado, 1995. — P. 44.

Zoltan Jeney’s data: e-mail to the author of theys (10 March 2013).

3Csizmadia E. A magyar demokratikus ellenzék. 19688 : 3 k.— K.2: Dokumentumok
[The Hungarian democratic opposition 1968-1988 3iwol. — Vol. 2 : Documents] / Csizmadia Ervin. —
Budapest T-Twins Kiad6, 1995. — P. 16, 44-45.

Op cit., s. 66.

®> Op. cit.

6Op cit., s. 99.

Op cit., s. 105.

® Op. cit., s. 106.

°Beke L. Tarni, tiltani, tAmogatni. A hetvenes évek avantgarfjoleration, prohibition, and sup-
port] / Beke L&szlo /I A masodik nyilvanossag. X¥zézadi magyar tiwészet [The Secondary Public
Sphere. 2B-century Hungarian art.] / Hans Knoll (ed.). — Bpést : Enciklopédia kiad6, 2002. — P. 244.
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marginal-peripheral these days and was considered so in those days, can cover an extremely
wide range and may depend greatly on who analyses and evaluates the given situation and
from which point of view.

The neo-avant-garde movements and the New Music Studio

All this is illustrated spectacularly by the earlier mentioned volume of essays and
studies that scrutinizes the art in the Kadar era and the relationship of this art with power.
Magdolna Jakfalvi’s essay on theatre history demonstrates, for example, how the dramatic
arts of the sixties and their critical reception were based on doublespeak that is on the fact
that the real message of a work should be transmitted through its stage representation and
not by the concrete words. In this way a sense to be understood by the initiated alone
should also come through in addition to the official meaning®. The alternative theatre of
the seventies turned, however, against this practice based on the principle that all symbolic
interpretations must be rejected; art transmitted its message directly’. The only difference
between the representatives of the alternative theatre was whether to side with the direct,
straightforward manner of speech, where one should turn his back to politics, as Péter
Halasz proclaimed it*— in Laszl6 Rajk’s formulation it was “the unknown Hungarian
avant-garde artist’s cry for help: politics in my works is the lack of politics™ — or, on
the contrary, follow Tamas Fodor’s interpretation that one should produce art that is political
in every respect®. For that matter, this attitude may have accounted for the fact that Tamas
Fodor became a member of the National Theatrical Company established by political will
where he took part in the public affairs of Hungarian acting®.

It will be seen later to what extent, in what manifestations and media of creative ut-
terance the New Music Studio refused doublespeak, and also what presence in the official
musical life, and hence engagement in politics, meant to them. For the moment, it seems
more important to clarify that the neo-avant-garde art of the seventies developed not only
by refusing politics and doublespeak, but by including a basically new interpretation into
the discourse on arts as well through unfolding Umberto Eco’s open-work concept and put-
ting experimentation into the centre. Laszl6 Beke reminds us that conceptualism appeared
around 1971-1972in Hungarian fine arts and set off a smaller movement, not leaving at-
tendant arts untouched either’. It was Beke who proclaimed the basic idea of the new artis-

tic trend according to which a work is nothing else but “the documentation of an idea”®.

! Jakfalvi M. Ketts beszéd — egyenes értés [Doublespeak — straightibunderstanding] / Jakfalvi
Magdolna // Mivészet és hatalom. A Kadar-korszakivészete [Art and power. Art in the Kéadar era]
/ T. Kisantal, A. Menyhért (ed.). — Budapest : &bzttila Kor ; L'Harmattan Kiado, 2005. — P. 95.

20p. cit., s. 104.

3 Op. cit., s. 99.

* Rajk L. Amikor a foly6 belelép, ahelyett, hogy jéfpyzet maradna...” [When the river enters into it
instead of remaining a footnote...] / Rajk LaszldMiivészet és hatalom. A Kadar-korszakuwészete [Art
and power. Art in the K&adar era] /T. Kisantal, Menyhért (ed.). — Budapest: Jozsef Attila Kor ;
L’Harmattan Kiado, 2005. — P. 82.

® Jakfalvi M. Ketts beszéd — egyenes értés [Doublespeak — straigatibunderstanding] / Jakfalvi
Magdolna // Mivészet és hatalom. A Kadar-korszakivészete [Art and power. Art in the Kadar era]
/ T. Kisantal, A. Menyhért (ed.). — Budapest : &bzttila Kor ; L'Harmattan Kiado, 2005. — P. 99.

®Op. cit., s. 101.

"Beke L. Tarni, tiltani, tAmogatni. A hetvenes évek avantgarfjoleration, prohibition, and sup-
port] / Beke L&szl6 // A masodik nyilvanossdg. X¥zazadi magyar tivészet [The Secondary Public
Sphere23 2B-century Hungarian art.] / Hans Knoll (ed.). — Bpdst : Enciklopédia kiad6, 2002. — P. 241.

Op. cit.
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It is evident that Zoltan Jeney’s and Laszl6 Vidovszky’s oeuvre show several exam-
ples of this creative approach. The pieces which, in addition to certain instructions present
the basic material of the work to be performed alone, follow “the documentation of an
idea” principle. See for example Z. Jeney’s “Being time” — and “Heracleitos” series (written
between: EVSZAM ), as well as certain movements of the set “A szem mozgéasai” (“Movements
of the Eye”) (EVSZAM) and L. Vidovszky’s “405” (1972, “Tiszteletkor” (“Honour Lap”, 1975,
“Renorand” (19795, “78528”" (1978, Solo with Obligate Accompaniment (1979-1982). This
is why Andras Wilheim writes of Z. Jeney’s compositions of the seventies: “the music fixes
the scope for action provided by the composer”, that is the “compositional minimum™.

These conceptualist works in the musical sense of the word are closely connected with
Doéra Maurer’s Creativity Exercises carried on in the Balazs Béla Studio (from 1975to 1977) as
well which must have been the direct forerunners of Laszl6 Sary’s “Kreativ zenei gyakorlatok”
(“Creative Musical Exercises”)? It is all the more justified to mention Déra Maurer’s name in
this context as the spreading of conceptualism went together with the appearance of inter-
disciplinarity and intermediality, as Laszl6 Beke writes®. The oeuvre of Jeney and L. Vidovszky
shows several examples of them. Both of them experimented with films in the Béla Balazs
Studio: in Z. Jeney’s case it was “Round” (the image of transformation of the original trio ma-
terial) of 1975as well as Kalah produced conjointly with Déra Maurer in 1981 L. Vidovszky
produced “Aldrin” in black and white with Gabor Bbédy as director of photography in 1976
For that matter, audiovisual works make up a separate group in L. Vidovszky’s catalogue of
works”. Intermediality left such a deep impression on the composers’ career that on
the evidence of data on Artpool portal Z. Jeney even delivered a lecture on film in the Ganz
Mavag Community Centre on 20 May 1976 based perhaps on the experiences gained in
making “Round”. According to the same portal not only the film but also fine arts were
associated with musical experimentation: in February 1979 Katalin Keserl organized an
exhibition from the scores of the composers of the New Music Studio with the title
“Kottaképek” (“Music layout”)® in Bercsényi Club. Five years earlier, on 28June 1974
L. Vidovszky had delivered a lecture in the Young Artists’ Club with the title “John Cage
dosszié” (“The John Cage file”) with the contribution of the art historian Eva Korner'.

The integration of the New Music Studio into musical life

A survey of the chronology of the seventies on the portal Artpool shows how naturally
the work of the New Music Studio fitted into the neo-avant-garde movement at the beginning,.
Writing about the New Music Studio the musicologist-music critic Gyorgy Kro6 characterized
the typical features of this new avant-garde fairly precisely: the acceptance of the non-
professional status and the rejection of cultivation and traditional professionalism. “Their
bewildering behaviour suggesting resumption, their deliberately primitive musical material in
most cases, and the sporadically emphasized technical dilettantism of their performances

L Wilheim A. Jeney Zoltan / Wilheim, Andr4s. — Budap: Editio Musica, 1996. — P, 8.

2 Sary L. Kreativ zene gyakorlatok [Creative musiereises] / Laszl6 Sary. — Pécs : Jelenkor Kia@691

% Beke L. Tarni, tiltani, tamogatni. A hetvenes évek avantgarfijoleration, prohibition, and sup-
port] / Beke L&szl6 // A masodik nyilvanossdg. X¥zazadi magyar tivészet [The Secondary Public
Sphere. 28-century Hungarian art.] / Hans Knoll (ed.). — Bpdst : Enciklopédia kiad6, 2002. — P. 244.

* Szitha T. Vidovszky Laszl6 / Szitha Tiinde. — Busktp Magus, 2006. — S. 32; Vidovszky LaszI6,
Weber Kristéf: Beszélgetések a zefig¢bDiscussions on music]. Pécs: Jelenkor Kiad0,7199S. 146-148.

> Artpool. 1976 http:/artpool.hu/kontextus/kronaid 976.html (last viewed: 1 April 2013).

® Artpool. 1979 http://artpool.hu/kontextus/kronald 979.html (last viewed: 1 April 2013).

" Artpool. 1974 http://artpool.hu/kontextus/kronald 974.html (last viewed: 1 April 2013).
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reminds us of Satie to some extent™. Yet the New Music Studio defined itself as a professional

ensemble: it had appeared in the Small Hall of the Academy of Music from 1977 onwards
and their works were performed within the official program of Music of Our Time on
8 October 1978 of which the chronology of the Artpool portal also bears evidence®. These
events raised the group clearly from its semi-marginal position. As a matter of fact,
the members of the New Music Studio were in all probability reluctant to live an artist’s
underground way of life but wished to take part in the official musical life. What is more,
musical life did not marginalize them at all, despite debates about the New Music Studio in
which they were reproached with disregarding the professional compromise reached in
the sixties by the composers born in the thirties, with the denial of tradition, self-enforcement,
and the relativization of the performer’s role.

All this is borne out by the fact that Jeney was the key figure of Maria Feuer’s series
of interviews published in the weekly “Elet és Irodalom” (“Life and literature”)®. It was meant
to demonstrate the plurality of musical life in the seventies; in the second round of interviews
L. Vidovszky also expressed his views”. A still stronger proof is, however, that thanks partly
to Pal Szigeti and partly to Péter Pal Téth the Communist Youth Organization (KISZ) provided
a safety net for the New Music Studio — as acknowledged by Z. Jeney as well® — and that on
15March 1978 L. Vidovszky was awarded a prize of the Communist Youth Organization®.
Janos Breuer’s “condemning” critique’ (Z. Jeney’s wording), which appeared in the 6 January
1976issue of the communist party’s daily paper “Népszabadsag”, was not a direct political
attack against the New Music Studio in the first place. J. Breuer must have regarded
the appearance of the Studio as a personal affair: he was evidently unable to accept that
the Communist Youth Organization deviated so much from what he meant to be the central
course of cultural policy, that its support of the young composers’ norm transgression was
“breaking away from the main and progressive route of the new Hungarian music”®.

The Communist Youth Organization (KISZ) supported the new progressive genera-
tion — and not only the New Music Studio — indeed, which can be documented by issues of
its weekly “Mozg6 Vilag” (“Moving World”) printed between 1973and 198Q In 1979it pub-
lished an interview with three members of the New Music Studio entitled “Fiatal
radikalisok” (“Young Radicals”) as a token of propagating the new generation’s art. It de-
scribed the group’s work of spreading contemporary music and the rise of a “novel-
minded” audience receptive to new music — as Z. Jeney formulated it — as a success story®.

1 Kro6 G. A magyar zeneszerzés 30 éve [Thirty yedrdungarian composition] / Kro6 Gyérgy. —
Budapest : Zenetikiadd, 1975. — P. 202.

2 Artpool. 1978 http:/artpool.hu/kontextus/kronaind 978.html (last viewed: 1April 2013).

® Feuer M. 50 muzsikus ithelyében [In the workshop of fifty musicians] / N&rFeuer. —
Budapest : Zenetikiad6, 1976. — 259 p.

* Vidovszky's interview: “The influence of a work isportant” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978 [Snapshot. Hungarian comoposii975-1978] /Maria Feuer. — Budapest :
Zeneniikiadd, 1978. — P. 91-95.

® Zoltan Jeney’s interview given to students of taectoral School of Musicology of the Liszt
Ferenc Academy of Music, 5 December 2012 (Sounatdany).

® Muzsika — 1978. — 21/5, May. — P. 9.

" Jeney-interview // Breuer Janos. Zenei kronika §Mwhronicle] / Breuer Janos // Népszabadsag. —
1976. — 6 January.

8 Op. cit.

®Recent edition: Ery-Kovacs A. Fiatal radikalisoEry-Kovacs Andras beszélgetése Jeney
Zoltannal, Vidovszky Lészloval és Wilheim Andrassal KISZ Kozponti Mivészegyittes Uj Zenei
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This interview centred on an audience receptive to and understanding new music makes
evident that the reason for breaking with the composers born in the thirties must primarily
have been the demand for asserting themselves and occupying territories on the Hungarian
new musical market, that is the desire to create their own public on the one hand, and
stopping the exclusive representation of the genuine avant-garde on the other, and not
the fact that the two generations interpreted the concept of avant-garde differently beyond
any doubt. It also shows the demand for self-assertion and occupying territories, and in
their interviews both Z. Jeney and L. Vidovszky called the attention repeatedly to the Hun-
garian music critics’ incompetence regarding their music’.

The fact that the New Music Studio became part of the Hungarian music historical
canon was due to the communist music sociologist Janos Mardthy. The canon is namely
formed by disputes about the works, not by the works themselves. The Hungarian musical
life is by tradition an exceedingly paternalistic one: success is greatly determined by social
networks, the activity of well-wishers and ill-wishers influencing the progress of a profes-
sional’s career from the background. Although J. Mar6thy had lost power over musical policy
by then (he had been the most powerful young musical policy maker in the fifties), he was
still omnipresent and influential and, what is more, inclined from the extreme left towards
the oppositional, alternative movements. From 1977 onwards he regularly reviewed and
passed a positive judgment on the concerts of the New Music Studio. In his interview given
to Maria Feuer he even defended norm transgression: “It would be advisable to follow
the latest music with a more open heart and to acknowledge that one should not judge ac-
cording to traditional norms. It is undoubtedly true that contact with real life in the latest
music upsets orderliness but this upheaval leads to other important experiences”

J. Maréthy’s criticism paved the way for the far more competent critics of the New
Music Studio’s generation: Katalin Komlos and Tibor Tallidn were among the first to
change the manner of speaking about the group® while Sandor Kovécs called Z. Jeney’s
work (KATO NK 300 22nd July 1979 10:30 Lipt6 utca) a masterpiece in a periodical that
had a relatively large public in 198(f. Owing to these long reports discussing naturally not
only the composers of the group but the works presented at their concerts as well, the leading
music journal “Muzsika” became a forum of crucial importance for the New Music Studio.
A household statistic shows that the periodical published less appreciations of the interna-
tionally known figure Gyorgy Kurtdg than of their concerts, and that after 1978 even
the composers born in the thirties were evidently relegated to the background in the peri-

Stadidjanak tagjaival [Young radicals. Andras ErgWdcs’s interview with members of the New Music
Studio of the Central Art Ensemble of the Communsuth Organization: with Zoltan Jeney, Laszlo
Vidovszky and Andras Wilhelm] / Ery-Kovacs Andrdszenekultarankrél [On our music culture] / Balazs
Istvan (ed.). — Budapest : Kossuth Kiadd, 1982. 39B-402. Published originally in the October 1&&ie

of Mozgé Vilag.

! Vidovszky’s interview: “The influence of a work isportant” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978 [Snapshot. Hungarian conmgpmosit975-1978] / Maria Feuer. — Budapest:
Zenentikiadd, 1978. — P. 94, 111.

2 Op. cit., s. 72.

¥ Komlés K. Steve Reich Budapesten [Steve Reich ulapest] / Komlés Katalin // Muzsika. —
1977. — 20/10, October. — P. 14-17; Tallian T. Kéraenéje 1. [The music of our time 1.] / Talliaibdr
/I Muzsika. — 1978. — 21/12, December. — P. 1-1btH@ New Music Studio: s. 11-13.

* Kovéacs S. Korunk zenéje ‘80 (1.) [The music of tiore ‘80 (1.)] / Kovacs Sandor // Muzsika. —
1980. — 22/12, December. — P. 5-11.
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odical’. The canon-forming discussion on this important medium was no more about them
and that meant the loss of a key position in such a confined and narrow space that is
the Hungarian musical culture.

In general professional consciousness — and not only in Janos Breuer’s view —
the earlier generation represented unambiguously the “progressive” trend of the new Hun-
garian music up to 1975 Gyorgy Kro6, who was a far greater authority than J. Breuer, con-
cluded his work treating thirty years of Hungarian composition with the question whether
the young radicals’ road does not lead to isolation and the dissipation of European values
and took side of the composers born in the thirties: “[For] the vanguard of Hungarian com-
position art means a responsible, clear-cut, transmittable, accepted manifestation it has
always been in Europe: individual utterance and reference to the common tradition at
the same time, that of yesterday and a new one growing inseparably out of it”2.

In the interview given to Maria Feuer in 1977 Z. Jeney spoke “of the strongholds of
indefinable humanism” manifest in Hungarian composition referring beyond all doubt to
G. Kro¢’s attitude which was deeply ingrained in general musical consciousness and ques-
tioned its justification. The accusation that the art of the New Music Studio lacked humanism
in the European sense of the word must have been a basic issue of contemporary common
talk. This attitude was represented most powerfully, albeit implicitly, without disclosing
names by the composer Zsolt Durkd, the most successful representative of the earlier genera-
tion: “The works which convey real experience by running through the wealth of musical
intonations were and still are about the fullness of human life in the last quarter of
the twentieth century as well”®. In the pieces on the New Music Studio Tibor Tallian,
the spokesman of the new generation, welcomed their refusal of “the subjectivism of light
reading” and “the illusion of solving the situation easily”>.

It is evident that in his critique T. Tallian — just like G. Kro6 and Z. Durk6 — made
use of the rhetoric means of doublespeak because “the illusion of solving the situation easily”
can be understood in much the same way musically as on the level of everyday politics.
Strangely enough, this tendency to doublespeak, which appears in the compositions and
interviews of the composers born in the thirties and in critical reflections on works alike,
can also be observed in Zoltan Jeney’s statements at the time. While he seems to have con-
sciously striven for realizing the principle of plain talk in his music — “I expect political
music to be absolutely topical musically, in asking and answering questions and in its con-
tent message alike”®, — the disputes of musical life compelled him to have recourse to

! The column “Bemutatok krénikéja”. The chroniclegppémieres] shows it clearly: in 1978, for example,
17 works by the generation of composers born inthirées (in a broader sense by 14—-15 composeesg w
discussed and 16 premieres of the seven-member Migsic Studio. That year only 3 compositions by
Kurtdg were treated in detail in the newspapers Hnoportion is even more remarkable in 1980: Vieatr
critiques of 15 works by the composers born intltigies and 15 works by members of the New Musicli®
appeared and only one work by Kurtag was discussed.

2Kro6 G. A magyar zeneszerzés 30 éve [Thirty yedrdungarian composition] / Kro6 Gyorgy. —
Budapest : Zenetikiadd, 1975. — P. 203.

% Vidovszky's interview: “The influence of a work isportant” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978 [Snapshot. Hungarian comoposii975-1978] /Maria Feuer. — Budapest :
Zenentikiado, 1978. — P. 116.

* Op. cit., s. 25.

® Tallian T. Korunk zenéje 1. [The music of our tith¢/ Tallian Tibor // Muzsika. — 1978. — 21/12,
December. — P. 13.

® Vidovszky’s interview: “The influence of a work isportant / Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978 [Snapshot. Hungarian conmopmosit975-1978] / Maria Feuer. — Budapest:
Zenentikiadod, 1978. — P. 117.
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the practice of doublespeak. Z. Jeney, of all members of the New Music Studio, was
the most eager to participate in musical disputes and to step up publicly against the stand
of Z. Durko, G. Kro6 and J. Breuer without making offensive personal remarks. He did it
consciously: speaking about discussing politics in and with music he distanced himself
from political music in his interview to Maria Feuer but argued emphatically for the im-
perative of music-related social action®. His statement conveyed the image of a responsible
artist who distanced himself from music, engaged in politics directly, without transfer, but
was committed to the current problems of society.

This image was reinforced by remarks in his statements which tried to shed light on
the content elements of his art. Asked in 1975what he intended to express with his works
he answered with the axiom of 20%t-century modernism: “music is a means of self-
fulfillment”. He added, however, that the music of the New Music Studio was “the child of
today’s reality”® and that in his works he wished “to transform the surrounding world into
an acoustically visible reality.” “I would like to make the often unbearable everyday sound
of the world aesthetically liveable and hence acceptable™. Z. Jeney’s self-interpretation
uses the concepts of traditional aesthetics: he defines arts as the imprint of reality, which
is, as he understands, not without negative connotations (“unbearable”, “everyday”). What
he composer tries to shape into something acceptable and enjoyable through embellish-
ment, that is the creation of the work. This is not exactly a neo-avant-garde creed — nor is
the figure of the artist who assumes responsibility for his community — but fairly close to
the ideal of “European humanism” represented by the composers born in the thirties and
as such forms the fostering soil of the neo-conservative-postmodern turn of the eighties. At
the same time it documents indisputably the embeddedness of the New Music Studio into
the musical life of the seventies, into a confined and narrow musical life, the inner balance
of forces of which were changed by the end of the decade by the confident and self-fulfilling
appearance of the new generation.
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JIAJIOC A.

JANCUJIEHTCTBO, HEO-ABAHTAP/I, IBO3HAYHICTH
I JIAJBbHICTh HOBOI MY3UUYHOI CTYAII
Y BYJZAIIEIITI 1970-X POKIB
(DEPEKJIAL JI. B. KYXAPEHKO)

Y monorpadii mpo yropchbkoro komiiodutopa 3oataHa €Hes (Zoltan Jeney, 1943
Tronze Cirra (Tiinde Szitha) suire BUHOCKOIO mificyMyBasia MOJIITUYHI MOTJIAAW YIEHIB
Hogoi my3uuHoi cryzii B Byanerrri i ix craByieHHs 70 Biiajiu B enoxy fAHomra Kagapa (Janos
Kadar): «IIlo Bkasye Ha cynepqumBiCTb iHTeJIeKTyaJIbHOI‘O JKUTTS TOTO 9acy, L€ Te, IO 10
pobotu B HoBiit MYy3UYHI C’I'y,lel oyB saJIyqum/I xy/:LoxcHu/I aHcaMOJIb, ITiITPUMYBaHUH TIOJTi-
TUYHOIO opramsamelo X04ya HIXTO 3 HOro 4JeHIB IO 3aBepIlleHHI HaBYaHHsA He 30epir
YWIEHCTBA B KOMYHICTUYHIN MosoAixkHiM opranizamii (KISZ). Yci BoHH TOTOKyBaIHCS 3
MIOTJIAZIaMU JIEMOKPAaTHYHOI OIO3UITii; a OTKe, IX IMOCTIHA ayIUTOPIis OXOILTIOBAJIa Iepe-
BaJKHO MPOTPECHBHO MUC/IAIMX iHTesiekTyasiB. BoHU HEOTHOPa30BO smymeHi Oysu 3axu-
IIATUCS BI,Z[ MOJTITUYHHX 1 npoq)ecu/IHHX Hana/:uB 060 Oyl aKTI/IBHl B Me)XaX yCTaHOBH,
3aCHOBAHOI KOMYHICTHUYHOIO MOJIO/II?KHOIO OpraHi3aIfie€ro (KISZ) »

2012p01<y, xapakTepusyoun perepryap HoBoi Mmy3uuHOi CTyjli'l' 1970-1990x pokis,
T. Citra crtbHO i3 3. EHeeM KOHCTATYBAJIA: «HoBa My3u4Ha cTyziss Oysia akTUBHOIO HA Tie-
pudepii o¢)1u11/1H0ro MY3HYHOTO JKHTTSA». 3 iHIIOro GOKY, AH/:[pam Burteresibm (Andrés
Wllhelm) mz[erCJII/IB «BoxgHouUac, (bopmyBaHHﬂ Hogoi My31/1qH01 CTyZIil O3HaYA€ He MEHIIIE,
HDK HE3aJIEXKHICTD JIESTKUX My31/IKaHT1B i KOMHOSI/ITOplB SIKI PO3MOYMHAIOTH CBOI Kap €pH, 1
MY3UKaHTIB, SIKi TIOXOZATS 3 BII[OMI/IX YCTaHOB i 3BUAiB YTOPCHKOTO MY3HUYHOTO KUTTH»

MeTa cTtaTTi — gocaigutu AisibHicTh HoBOI My3w4HOI CTy,zul y 1970-Ti pOKI/I
y «TepOiuHUM Mepioi» MPOTPECUBHOTO MUCTEITBA s ILeMOKpaTI/I‘IHOI OTIO3MIIi i, 32 cJ10-
Bamu Jlacsio Beke (Laszl6 Beke), mist «mporpecuBHUX iHTEJIEKTYAITIB» ', 10 AKUX HAJIEXKAIIU,
Ha aymky T.CiTTi, He TUIbKHA YIEHH YTOPCHKOl JIEMOKDPATHYHOI onosnui’i, a W MUTII-
eKCIIEPUMEHTATOPH, MPEJCTABHUKN HEeOaBaHTapAHOTO PyXY; 3’ ACYyBaTH OCOOJIMBOCTI CTaHO-
BHUIIA ITi€] TPYITH MUTIIIB Ha Iepudepil, a TaKoK XapaKTepHi MposBU yKopiHeHOocTi HoBoil
MY3HWYHOI CTy/Iil B My3BUYHOMY JKUTTi Y TOPIIIHHU.

Micue HoBoi My3HUHOI CcTy/ail y A€eMOKPATUYHIN OITO3HUIIIL
JIOKyMeHTIB, siKi 6 cBiuruIH, 1110 WieHn HOoBOI My3WYHOI CTY/Iil MiITPUMyBAJTH TTOTIIS/IHA
JIEMOKPaTUYHOI OIO3HIIii, Ay»Ke Maso. Bigomo, mo 1979poky 3. EHel miamucaB BiAKPUTHUH
suct o f. Kamapa, mporecryioun mpoTtu 3acymkeHHs ITana Jlomonasi (Pal Losonczi)
(yHactigmoxk Memopauaymy XapTii'77) i mpoTH TIOpEMHOTrO yB’s3HeHHs BarpraBa I'aBesa
(Vaclav Havel) Ta ioro ToBapuiris®. 1977poKy 3asBy IO COJiZAPHICTD MiZIHCAB 3a BCIiX

! SZ|tha T. Zoltan Jeney / Szitha Tunde. — Budapelstgus, 2002. — P. 7.

2 Jeney Z., Szitha T. Az Uj Zenei Stadié hangversepertoarja 1970-1990 kéz6K duueprauii
penepryap Hosoi mysuunoi cryaii y mepiog mixk 1970Ta 1990pp.] / Jeney Zoltan, Szitha Tunde // Magyar
Zene. —2013 —50/3 (August). — P. 303.

® Wilheim A. Jeney Zoltan / Wilheim Andras. — BudapeEditio Musica, 1996. — P. 5.

* Beke L. Tarni, tiltani, tamogatni. A hetvenes évek avantgmﬂipﬂepaHTchTb 3a00poHa 1 miaTpumKal
| Beke LaszI6 // A masodik nyilvdnossag. XX. szazadgyar nfivészet Bropunna rpomazaceka cdepa.
YropCLKe mucrenrso XX cromitts]. — Budapest : Enciklopédia kiad6, 2002. — P. 228~

® Csizmadia E. A magyar demokratikus ellenzék. 19688 : 3 k—K.2: Dokumentumolfopcbka
neMmokparuuna omosuirisi 1968—-1988 y 3 1. —T. 2 : Jlokymentu] / Csizmadia Ervin. — Budapest : T-Twins
Kiado, 1995. — P. 83, 87.
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MY3UKAHTIB MiaHICT 30J'ITaH Kommiu (Zoltan Kocsis)'; 1979poky — My3uKO3HaBelb AHOMI
Mavrina (Janos Mahna) 1 mOTIM 10 3aABU MPOTECTY NMPUETHAIUCA KOMIO3UTOP ATTLIa
Bozaii (Attila Bozay), mianict JIbopap CI)epeHui (Gyorgy Ferenczy), My3HKO3HABEIIb Anppari
ITepabe (Andras Pernye) 1 KOMIIO3UTOP CTapoi KOropTH, KosuIIHii komyHicT Exzipe Cekeit
(Endre Székely)®. 3a iioro ciioBamu, 3. €Heil oCTaBUB IAIIHC 1979poky mpoTH cBoei Bosti”.
et q)aKT OJTHaK, He 3rajlye EpBlH ‘hsma,zua (Ervin Csizmadia) Hi B MOHorpaq)u 3 1CTOp11
YTOPCHKOI eMOKPATHYHOI ONO3HUILi, Hi B IHINX JJoKyMeHTaX. Hemae iMeH MysHKaHTIB 1 B
JIOKYMEHTAX JIEMOKPATHYHOI OMO3UIlil, TPUHAWMHI, 3 ABOX mpuurH. OueBUHO, IpodeciiiHi
My3HKaHTH He OpaJTi yJacTi B poOOTi IEMOKPATUYHOI OITO3HUIIil, AKY OUOJIIOBAJIN 3/1€01L/TBIIIOTO
dimocodu, eKkoOHOMICTH 1 COITI0JIOTH. BijIbII BaXKJIMBO Te, IO JIOCi B iCTOPUYHUX OTJISA/IaX
IIHOTO IIEPIO/Ty, B0KpeMa I y Mpallsx JITepaTypo3HaBIiB, KIHO3HABIIIB i MUCTEIITBO3HABIIIB,
My3HUKy MIpoirHopoBaHo. 2005poky Oyso omyOsikoBaHO KHUTY «MmUCTeNTBO 1 Biaaga»
(«Mtivészet és hatalom») mpo cran mucrenrsa B enoxy f. Kayapa. I[Ipo cepiio3Hy My3uKy B
Hill 1 He 3ralyBasocs — MY3UYHI KaHpU Oy/IU IpejicTaBjeHi TUIbKU HomysaspHumu . Lle
CTOCYEThCA U OHy6JIIKOBaH01 1997poky monorpadii Illargopa PeBesa (Sandor Révész) mpo
KyJIbTyPHY 1[€0JIOTIIO 1 JIifiepa YyTOPCHKOTO KyJIbTYpHOTO »KuTTA Jbopas Auiens (Gyorgy
Aczél). ABTOp OKJIaJTHO 3MaJIbOBYBAB BIUIMB IOJIITUYHOTO Jisfva Ha JIiTepaTypHe »KUTT,
TeaTp, KIHO 1 00pa30TBOpUE MUCTEIITBO, ajie My3UKY BIIyUUB 3i chepu KyJIbTYpH, HiOU B ﬁo-
ro yacu He OyJIO MOJIITUYHOTO BIUIMBY HA MY3UKY B3araji . €IMHOI0 KHUTOIO, Y sIKiil BUCBIT-
JIEHO TIpOo0JIEMU PO3BUTKY MYy3HWKH Yy TOU 4ac, € 30ipka ece i JOCTiKEHb MUCTEIITBO3HABIISA
Jlacio Beke mpo yropcbki aBaHrapzaHi pyxul XX cToJniTTs — « BToprHHa rpoMazicbka cdepa»
(«A masodik nyilvanossag»). Y Hili iieTbcs 1 Ipo AisibHicTh HOBOI My3uU4HOI CTy/mii .

3a crocreperxenasaM E. Uismasrisa, IeMOKpaTHYHA OMO3MUINS po3BHBaiaca sk i Hosa
My3UYHA CTYZif: OMO3UIIHA MOIOAb Y 1960-Ti pOKM CTBOpIOBaJIA JIITEPATypHI TOBAPUCTBA U
opranizoByBaJsia fiebaTu, HAyKOBi 00’€IHaHHSA CTy/leHTiB. lle 03Hauae, 1110 BOHU OXOILUTIOBAIU
iHTeJIeKTyaJIbHI KoJIa JIpY3iB 1 CHIBTOBAPUCTB B IHCTUTYIIMHOMY KOHTEKCTI, fIK 1 B Akaziemil
MY3HKI®, y sIKiil HaBqatucs 3osrran €xelt, Jlacsio Capi (Laszlo Sary, 1940 i JIacso BinoBepkuit
(Laszl6 Vidovszky, 1944, a 3. €EHeii 6yB IMPe3UAEHTOM IPOTATOM HYOTUPHOX pOkiB®. Ili cTy-
JIEHTCBHKI acoIliallii CTaJIi CepeOBUIIIEM CIIUIKYBaHHS iX yJacHUKIB mmicyist 1968poky. Bogwo-
yac, BOHH BUPOOIAIN 3aTATbHY IIOBEiHKOBY KyJIBTYPY — aJbTePHATUBHHE CIIOCIO »KuTTA ™,
AK 1y Bunaaxky 3 HoBoro mysuunoro cryziero. Ha gymky E. Uismastia, npuduHa HEBAAJIOTO iH-

! Csizmadia E. A magyar demokratikus ellenzék. 19688 : 3 k. — K. 2 : Dokumentumol fopceka
neMmokparuuna onosuirisi 1968—-1988 y 3 1. —T. 2 : lokymentu] / Csizmadia Ervin. — Budapest : T-Twins
Kiado, 1995. — P. 75.

TaM camo, c. 83.

TaM camo, ¢. 86-87.

IHTepB 1o 3ontana €Hes cTyAeHTaMm J[oKTOpaHTypw My3WKO3HABCTBa AKazeMii My3WKH iMEHi
CDepeHua Jlicra, Srpymus 2012poky (aymiozarc).

® lue.: Tordai B. A Kadar-rendszer tomegkultira-recejaciffCnpuitusarrs MacoBoi KyisTypu 3a
pexumy Kanapa] / Tordai Bence // Mvészet és hatalom. A Kadar-korszalkvwészete Ylucrenrso i Biaaa.
Mucrenrso B enoxy Kamapa] / T. Kisantal, A. Menyhért (ed.). — Budapest zgdéf Attila Kor ; L’'Harmattan
Kiadd, 2005. — P. 141-156; @wei T. Nyilvan tartottak. Titkos szolgak a magyack koril Barmic. Cekperni
arexTi YLOPCBKOTO poky] / Szonyel Tamas /T'am camo, c. 181-188.

Revesz S. Aczel és korunkifiens i Cy‘{aCHICTb] / Révész Sandor. — Budapest : Sik Kiado, 19935).

" Beke L. Tirni, tiltani, tAmogatni. A hetvenes évek avantgafdpnepanTricts, 3a00poHa i miaTpuMKal
/ Beke LaszI6 /| A masodik nyilvanossag. XX. szazadgyar nfivészet Bropunna rpomazaceka cdepa.
YropCLKe muctenTBo XX cromitts). — Budapest : Enciklopédia kiadd, 2002. — P. 243.

® Csizmadia E. A magyar demokratikus ellenzék. 19688 : 3 k. — K. 1 : Monogréafiayfropcska
JICMOKDATHIHA onosuuis 1y 31. —T. 1 :Mownorpadis]. — Budapest : T-Twins Kiadd, 1995. — P. 44.

OZ[aHl rpo 3onTana €Hest: et apropii crarti Big 1006epesns 2013p. —Ocobuctuii apxie A. Jlanoc.

Csizmadia E. A magyar demokratikus ellenzék. 19688 : 3 k. — K. 1 : Monografid¥ropcrka
nemokpatuuHa ono3uiist : y 31. —T. 1 : Monorpadisi]. — Budapest : T-Twins Kiadd, 1995. — P. 16, 44-45
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TErPYBAaHHA JEAKUX MPEZCTABHHUKIB [IHOTO TOKOJIHHSA Y CTPYKTYPH BJIaJIH TOJIATaIa B TOMY,
IIJ0 BOHU He Oakasiun 6yT1/1 IHTErPOBAHUMU B HHX. HpOTHI‘OM 1973—1976p01<13 BOHU CBIILOMO
obpasii MapriHasisanio, 3yMOBJIEHy IXHbOIO CXIJIBHICTIO ZI0 onopy”. 11i Tpu poxu Gysiu repio-
JIoM MapriHasisaii, BOHA 36iraloThes 3 repOIYHOIO ernoxoto HoBoI MysH4HOI CTy/il, KOJIH TPH
MOJIOZIi KOMITO3UTOPH CBII[OMO PO3ipBa/IH 3 TPAMUIIIMHUM MY3UIHUM KUTTSIM. Y TOH 4ac, siK
JIeMOKpaTHYHA OMO3UITis, HI,Z[HHC&BHII/I Xaptio'77 (1977)2 3aKJIMKasia 0 CIIUIbHUX JIH 1 Bij-
KpuTOro onopy, HoBa Mysu4Ha CTy/is Hamarasacs IIOCTyIIOBO BUPBATHCA 3 L€l eprdepiiiHoi
no3ui, i, IK MepeKoHaeMocs, 710BoJ yermimHo. E. Hismazis BinpisHse JICHIeHTCHKHX iHTe-
JIEKTYaJTiB Bijl MapriHaJIbHUX, KOJIU IHIIIE, 110 BOHU «<...> TOTOBI HE TLJIbKU IPUAHATUA CBOIO
MapriHaJIbHY POJib, a 1 y34TH il Ha cebe. /IUCHAEHTH CBiJIOMO YHUKAIOTh CUCTEMU. [lucueHT-
CTBO — II€, TI0 CYTi, CIILJTbHUI BUXiJI i3 CCTEMH 1 IIpe/ICTaBJIEHHS aIbTePHATHBHOI Mozmesmi»°. Y
TOM Yac, K OUIBIIICTH MOJIOZO1 IHTEJTITEHITil cTajla YaCTHHO 1€PpapXivHOTO MOPSAKY BiITOBI-
HUX IHCTUTYTIB, IIPEICTABHUKN HOHKOH(MOPMICTCHKUX MeHIINH, Ha AyMKy E. Uismanii, Oysiu
yunsamu Jxxopka Jlykaua (George Lukacs), maoicramu, HeoaBaHTapIUCTaMU 1 CTy/IEHTaMHU
cormiosiora IxyiBana Kamina (George Lukacs), siki cTBOpHIH CBOI CyOKYJIBTyPH, YaCOM HaBITb
YZIAIOYHCh 0 MiAMJIFHOTO TBOPYOTO KUTTA . llell pekuM OIO3HIlii «IOTPUMYETHCS THX
HOPM, SIKi BiJIDI3HSIOThCS BizL ocbiuii/’IHI/IX iHCTI/ITyuiI‘/’IHI/IX»

JI. Beke BKa3ye Ha TiCHI 3B’3KU ZLeMOKpaTI/ILIHOI OIIO3HILi i pyXy HeoaBaHIapAKCTiB
IPOTATOM KiTBKOX POKiB siumre y 1970x pokax’. Ile o3Hauae, 0 KOHIEHIiA 9OTHPHUCTO-
pouHbOI ono3wutiii E. Yismazii € HAyKOBUM BUMHCJIOM, TEOPETUYHOIO KOHCTPYKIII€I0: HEO-
aBaHTapJHI TBOPYi KOJIEKTUBH Opasiu mmovyatok y 1970X, siK i HayKOBi U IIOJIITUYHI PyXH.
Tpancrpecisa Hopwm, ix iHTepHpeTaHi}I IPUHHATTS KOHKPETHHX Xy/IOKHBO- npodeciiHux
Ipym y cycrn.anOMy JKUTTI CIIPUHAMAJIUCA SIK IIIOCh MapTiHaJIbHE U’ nepn(bepu/IHe y Ti Yyacu —
1 oci Tak cnpuitMaroThest. Le cTaBIeHHs MOXKe OXOIMTH Ha/I3BHYAiHO IIMPOKHUIT AianasoH,
i 3aJ1€3KUTH BOHO BiJl TOTO, XTO OITIHIOE M aHATI3YE CUTYAIIIIO i 3 IKOI IO3MUITii.

Pyx Heo-aBanrapay ta Hoa my3uuHa cryzaisa

Yce 11e IEPEKOHJIMBO MMPOLIIOCTPOBAHO Yy 3rajlaHii 30ipIli ece i JOCTi?KeHb, aBTOPU
SIKUX 30cepe/izkeHi Ha MuCTeNTBI B enoxy fI. Kajapa i Ha craBjieHHI Bajiu 0 MUCTEITBA.
Marpanmuna fAxdansi (Magdolna Jakfalvi) B ece 3 TeaTpo3HaBCTBa PO3IJIAAE, SIK IPaMaTUIHI
mucrenTBa 1960-x Ta IX KpUTUYHUMN CYIIPOBIJ IPYHTYIOThCS Ha JIBO3HAYHOCTI, ce0TO Ha ifiel,
[0 CIIPaBKHIN TOCHT TeaTpajbHOI BUCTABU MAa€E 6yTI/I BHUCJIOBJIEHUH cueHquOIo IOCTaHOB-
KOIO, a HE CJIOBAMH I’ €CH. TaxuM YMHOM, IIOYATKOBUM CeHC Ma€e OyTH 3pO3YMUIHI PasoM 3
oiiHIM 3HAYEHHAM . HpOTe aJIbTepHaTI/IBHI/II/I TeaTp 1970x OyB IIPOTH i€l MPaKTHUKHU,
KepPYIOUHCh TUM, III0 BCi CI/IMBOJII‘JHI TIyMaveHH: MakoTh OyTH BiIXWIEHI — MHUCTEIITBO BUpA-
JKae cebe 6e3nocepe/:[Hbo €71Ha BiAMIHHICTE MK IIPE/ICTABHUKAMH a/IbTEPHATHBHOTIO Tear-
py moJisirajia y 3alUTaHHI: BiIMeXKyBaTUCA Bij| MOTTUKH, sIK BBaKaB [lerep I'aymac (Péter

! Csizmadia E. A magyar demokratikus ellenzék. 19688 : 3 k. — K. 1 : Monogréfia¥fopcexa
nemokparuuHa onosuiis | y 31. —T. 1 : Monorpadis]. — Budapest : T-Twins Kiadd, 1995. — P. 66.
% Tam camo.

TaM camo, c. 99.

* Tam camo, c. 105.

TaM camo, c. 106.

® Beke L. Tirni, tiltani, tamogatni. A hetvenes évek avantgarfljonepantricts, 3a60pona i miz-
tpumka) / Beke LaszI6 // A mésodik nyilvdnossag. XX. smizmagyar rivészet Bropunna rpomanceka
cepa. YropCLKe mucrentBo XX cromitsi). — Budapest : Enciklopédia kiadd, 2002. — P. 244.

" Jakfalvi M. Ketbs beszéd — egyenes érté§enaroris — 663HOC€pCIIH€ posyminns] / Jakfalvi
Magdolna // Mivészet és hatalom. A Kadar-korszakwiszete Mucrenrso i Biaga. MUCTENTBO B €HOXY
Kanapa]sl T. Kisantal, A. Menyhért (ed.). — Budapest zgéf Attila Kor ; L'Harmattan Kiado, 2005. — P. 95.

Tam camo, c. 104.
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Halasz) (Vlaco Paiik / Laszlo RaJk — «bnara"Hs HeBl,Z[OMI/IX YTOPCHKUX MUTIIIB-aBaHTap-
JWICTIB: TIOJITHKA MOIX POGIT — i€ Bi/ICYTHICTb TOJITHKI> %), 4y, HAaBIIAKU, MICTEITBO Ma€ Oy-
TH HOJIITHYHUM Y BCiX Bi/{HOIIEHHAX, 3a iHTepnpeTamnieio Tamara ®oyopa (Tamas Fodor)®,
3aB/sAKY TAKOMy CTaBJIeHHIO T. @O0 CTaB WIEHOM CTBOPEHOI MOITHYHUMH CHIAMU Hamo—
HAJIbHOI TeaTpaJIbHOI KOMIIaHii, 6epqu y4acTh y rPOMa/ICbKHX IPOIiecax YropanH

Hapai crase 3posyminmm, Hackiipku HoBa MysidHa CTyAis 3peKsiacs y CBOii TBOp-
9OCTi IBO3HAYHOCTI, 1 IO /I HUX O3HAYasIa y4acTb B OQILIHOMY My3HYHOMY KHUTTI Ta
noJtiTAI. Butbin BasInBo YTOYHHTH, IO HeoaBaHrapz 1970x POKIB He JIHIle Bi/IMOBJIABCH
BiJI ITOJIITWIKY 1 IBO3HAYHOCTI, a I €KCIIEPUMEHTYBAaB, I0-HOBOMY IHTEPIPETYIOUH KOHIIEIIT
«BIIKpHUTOI poOOTH» B AUCKypci MucTenTBa YMOepto Exo. JI. beke Harazaye, o KOHIENTya-
JII3M ITOCTaB B YTOPIIUHI flech y 1971-1972x pokax crioyaTky B 00pa30TBOPUYOMY MHCTEITBI
i st momMpHBCA y CyMiXKHHMX BHIAX MHCTeNTBa . BiH IIPOTO/IOCHB OCHOBHY iflelo HOBHUX
XyZ0KHIX TEH/IEHIIIN: TBOPYICTD — IIe He IO 1HIIIE, K «I0OKyMEeHTYBaHHS iei» .

OueBuziHO, TBOpUICTh 3. €Hes i JI. BiOBCHKOTO € 3pa3KOM TaKOTO TBOPYOTO ITi/IXOY.
TBopw, K Ha JOJIATOK JI0 IIEBHUX IHCTPYKITIH PE3eHTYIOTh OCHOBHUM MaTepia ix caMOCTiHHOI
pob6OTH, IOTPUMYIOThCSI TIPUHITUITY «JIOKYMEHTYBaHHsA ifei». Hanpukiian, «bytu yacom»
(«Being time») i muks «I'epaktiT» («Heracleitos»), «Pyxu odeii» («A szem mozgasai») 3. €Hest
ta «405»(1972), «Koso moBarn» («Tiszteletkor», 1975, «Renorand» (1975, «78528»(1978),
«Coso 3 000B’A3KOBUM akomIaHeMeHTOM» (1979-1982) JI. BimoBchkoro. Came TOMY
A. BinpresibM Tak mnuiiie mpo kommo3uiril 3. €Hesa y 1970x pokax: «My3suka ¢ikcye obcsr aii,
IIPE/ICTaBJIEHUH KOMIIO3UTOPOM», II€ «KOMHO3UIIHHUN MiHiMym»'. Ili KoHIenTyasbHi
TBOPH, Y My3HIHOMY ceHci, TicHO 1oB’s13aHi 3 «TBopunmu BripaBamu» Jlopu Maypep (Doéra
Maurer) y cryaii banax Bea (Balazs Béla, 1975—1977) Bouwu Oyiu TPAMHMH TOTIEPETHAKAMH
«TBOpYHX MySHYIHUX BIPaB» (« Kreativ zenei gyakorlatok») Jlaco Capu®. Ha nymxky JI. Bexe,
LM BUIPAB/@HO 3rajlyBaHHs ii iMeHi y I(HOMY | KOHTEKCTI, 00 HOHII/I%GHHH KOHIIENTyasTi3My
30irajiocss 3 MOSABOIO MDK,I[I/ICHI/IHIIIHapHOCTl U inTepMesiasibHOCTI . TBOpuUicTh 3. €Hed 1
JI. BinoBchKOro nepekoHye B 1iboMy. KokeH i3 HUX eKCIIepIMEeHTYBaB 3 KiHeMaTorpagoM y
cryzii banaxk Bena: 3. €nelt 1975poky 3HsB «Kpyriunii» («Round», meperBopeHHs 300pa-
JKEHHs 3 BUXIHOTO Marepiany), a 1981poky — «Kanax» («Kalah») crmizbao 3 1. Maypep.
JI. BimoBchkuii 1976poKy 3HSIB YOpPHO-OUTYy cTpiuky «Omnapia» («Aldrin») 3 omeparopom
I'a6op boxi (Gabor Body). /lo peui, ay/ioBidyasibHi TBOpU CTAHOBJISITh OKPEMY TPYILY B Ka-

! Jakfalvi M. Ketts beszéd — egyenes értéeniaroris — O6esnocepenne posyminns] / Jakfalvi
Magdolna // Mivészet és hatalom. A Kadar-korszakwiszete Mucrenrso i Biaga. MUCTENTBO B €HOXY
Kaz[apa]/T Kisantal, A. Menyhért (ed.). — Budapest zgdéf Attila Kor ; L’Harmattan Kiad6, 2005. — P. 99.

? Rajk L. Amikor a foly6 belelép, ahelyett, hogyjtdyzet maradna. Kpnu pika Brikae Tyam, 3aMmicTb
Toro, mob 3anuimiatics BUHOCKOKO...] / Rajk LaszIo // Mivészet és hatalom. A Kadar-korszakvészete Muc-
TenTBoO i Baga. Muctenrso B enoxy Kamapa] / T. Kisantal, A. Menyhért (ed.). — Budapest zskf Attila Kor ;
LHarmattan Kiado, 2005. — P. 82.

3 Jakfalvi M. Ketbs beszéd — egyenes érté§enaroris — Oesnocepenne posyminns] / Jakfalvi
Magdolna // Mivészet és hatalom. A Kadar-korszakuészete Mucrenrso 1 Biaga. MHUCTEITBO B €MOXY
Kaz[apa] / T. Kisantal, A. Menyhért (ed.). — Budapest zgef Attila Kor ; L’'Harmattan Kiadd, 2005. — P. 99.

TaM camo, c. 101.

® Beke L. Tarni, tiltani, tAmogatni. A hetvenes évek avantg@jorepanTHicts, 3a60poHa i rmixT-
pumka) / Beke Laszlo /1 A masodik nyilvdnossag. XX. sadizmagyar mivészet Bropuana rpomaiaceka
chepa. Yropeeke muctentBo XX cromirrsa]. — Budapest : Enciklopédia kiadd, 2002. — P. 241.

® Tam cawmo, c. 241.

! W|Ihe|m A. Jeney Zoltan / Wilheim Andras. — BudapeEditio Musica, 1996. — P. 8.

8 Sary L. Kreativ zene gyakorlatoRqopui my3uuni Bipasu] / Sary LaszI6. — Pécs : Jelenkor Kiadod,
1999. — 160 p.

° Beke L. Tirni, tiltani, tamogatni. A hetvenes évek avantg@f@lpepanthicts, 3a60poHa i mixrprmvKa]

/ Beke Laszl6 // A masodik nyilvdnossag. XX. szazadgyar nfivészet Bropunna rpomanceka cgepa.
Vropebke muctentBo XX cromitts]. — Budapest : Enciklopédia kiado, 2002. — P. 244,
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Tas03i pobit JI. BioBcbkoro®. InTepMesiabHiCTh TIMG0KO BIUIMHYJIA HA Kap'epy KOMIIO-
sutopiB. Tak, 3a JaHUMU nopTasy «Artpool», 3. €EHell HaBiTh YHTaB J'IeKHiIO 3 KiHeMaTo-
rpadii B o6mHHHOMy neHTpi «Ganz Mavag» 20 TPABHsI 1976poky, cKopilll 3a Bce, CcIMparo-
YHCh Ha JOCBiJ poO0OTH Ha/ GLIBMOM «prrm/m» 3a JIaHKMH TOTO XK IOPTaly, He TUIBKHU
KiHO, a ¥ 00pa3oTBOpuYe MHUCTENTBO Oysii MOB’sA3aHI 3 MYSHYHHMHM €KCIlepHMeHTaMH:
y JIIOTOMY 1979p01<y Karasin Kemepfo (Katahn Keserli) opranidyBajia BUCTaBKy 3 TBOplB
KoMIo3uTopiB HoBoi My3wuHOI cTyxii mmig Ha3BOW0 «MaKeT My3UKH» («Kottakepek»)
y kiay0i «Bercsényi». 28uepBHs 1974poky JI. BinoBchkuii 3a JI0TIOMOT0X0 ILOCJIIZ[HI/IHI-
MUCTeNTBO3HaBIA €BU KbopHeEp BUCTYIIUB y Kiy6i mMosiofinx MUTLIB i3 Jiekiieo «/[ocke
J>xoHa Keiimxa» («John Cage dosszié»)*.

Iarerpanisa HoBoil My3u4HOI cTyAll y My3UYHE KUTTA

Orssaz 70-X pokiB Ha mopTasti «Artpool» rmepekoHye, 110 Ha ITOYaTKy He0aBaHTapAHOTO
pyxy Hosa Mysu4Ha ctyzis Oysia #0oro mpupoAHO0 cK1azoBoio. Ilumryan npo HoBy mysuany
CTY/IiI0, KPUTHK-MY3HUKO3HaBEIlb Asopze Kpoo (Gyorgy Krod) mocuth TOYHO XapaKTepH3Ye
O3HAKHU [IbOTO HOBOTO aBaHTap/y: MPUHHATTS HerO(l)eCII/IHOI‘O crarycy i BmMOBa BiJl KyJIbTH-
BYBaHHS Tpa,I[I/IIIII/IHOI‘O npocbecmHamSMy «Ix JIMBHA HOBe/:uHKa sIKa CBIIYUTH TIPO TOABY
YOroch HOBOTO, IX HABMHCHE HpI/IMlTI/IBHI/II/I MyanHI/m MaTepla)'I y OLTBIIIOCT] BUIIQ/IKIB 1 CITO-
PaIUYHO MiJIKPECIEHUH TEXHIYHUH IUJIETAaHTU3M IXHIX BUCTYIIIB SKOIOCh MipOIO Haraiye HaM
Cati»°. I Bce 3x, HoBa My3uuHa cTyzis BU3Ha4a€e cebe mpodeciiiHuM aHcamMbieM: BiH yrepiie
BUCTYnUB y Manomy 3aiti Akaziemii my3uku 1977poky, a pobOTH HOTO YUaCHHUKIB OyJId BUKO-
HaHi B MexKax oiIiiHoi IIporpaMu <<My3HKH HAIIIOrO Yacy» 8 *KOBTHA 1978p01<y, TIpO IO IO~
BifoMJIA€TBCA HA TOpTaUT «Artpool»°. I1i mozji sBHO HII[HeCJII/I rpymy 3 ix Hal'IlBMapI‘lHaJII)HO-
ro cratycy. YecHo kaxkyuu, wieHH HoBoi My3WYHOI CTy/Iii HeoxX0oue BJIaBaINCA JI0 MiJITLTEHOTO
croco0y MUCTENBKO]I JIisUTbHOCTI — BOHHM Oakayii OpaTu ydacTb B OQIIIMHOMY My3UYHOMY
JKUTTi. BitbIle TOro, My3udYHa CIIUTPHOTA iX 30BCIM He MapriHali3yBajia, He3BayKalouu Ha pO3-
pi3HeHicTh J[yMOK moAo HoBoi My3W4HOI CTy/Iii — /IeXTO JOpIiKaB iM IMOJO HEXTYBaHHS y
1960x pokax mpodecitHIM KOMIIPOMICOM, JIOCATHYTUM KOMIIO3UTOPAMU, SIKi HAPOJIUJIUCS Y
19307Ti, Ta I{O/I0 3allepeIeHHs TpaJIUITii, caMOOpraHizariii i peJiaTuBi3ariii posti BHKOHABILAL.

Yce 1e MATBEPAXKYETCA TUM, 110 3. €Hel OyB KJII0YOBOKO (blrypom y IUKJI1 IHTEPB’I0
Mapii ®otiep (Marla Feuer), OHy6JIlKOBaHI/IX y TiokHesuky «Elet és Irodalom» («Kutra Ta
anepaTypa») Bin maB Ha MeTi NPO7IEMOHCTDYBATH OaraTorpaHHICTh MySH{HOTO JKHTTA
1970-x pokiB. B i IHIIOMY Typi iHTepB’1o JI. BiqoBCchbKHI TaKOK BHCJIOBUB CBOI IIOI‘)IHI[I/I IIle
OUTBIII BOXKJIUBUM CBiUeHHAM € Te, 1m0 3aBasku Ilamy Cireti (Pal Szigeti) i Ilerepy Ilan

! Szitha T. Vidovszky LaszI6 / Szitha Tiinde. — Buakap Magus, 2006. — P. 36; Vidovszky L, Weber K.
Beszélgetések a ze€[Quckycii mpo my3uky] / Laszlo Vidovszky, Kristof Weber. — Pécs : JédenKiado,
1997. — P. 146-148.

2 Artpool. 1976 Eumexrpormmii pecypc]. — Pesxum mocrymy:  http://artpool.hu/kontextus/kronologia
/1976.html —Tara mocrymy: 1.04.2013.

% Artpool. 1979 Enexrponnuii pecypc]. — Pexxum poctymy: http://artpool.hu/kontextus/kronologia
/1979. html —Mata goctymy: 1.04.2013.

* Artpool. 1974 Enextponnuii pecypc]. — Pexxum mocrymy: http://artpool.hu/kontextus/kronologia
/1974, html —Jara goctymy: 1.04.2013.

®Kro6 G. A magyar zeneszerzés 30 é¥ufiusite pokiB yropcbkoro kommosuropersa] / Krod
Gyorgy Budapest : Zendikiado, 1975. — P. 202.

® Artpool. 1978 EneKTpOHHHH pecypc]. — Pexxum noctymy: http://artpool.hu/kontextus/kronologia
/1978. html —Mata goctyny: 1.04.2013.

" Feuer M. 50 muzsikus ithelyében ¥ maiictepni m'staecstu mysukantis] / Feuer Maria. — Budapest :
Zeneniuklado 1976. — 259 p.

Vldovszkys interview: “The influence of a work iportant” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978rpm-kamp. Yropcbke kKommo3uropchke mucrenreo 1975-1978] / Méaria Feuer. —
Budapest : Zenetikiadd, 1978. — P. 91-95.
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Tory (Péter Pal Toth) KOMYHICTHYHA MOJIOAKHA opraﬁlsamﬂ (KISZ) rapanTtyBasa Oe3mexky
st HoBOI My3WJHOI CTy/Iii — lle BU3HABAB 3. GHeH — gk 1 Te, mo 15 6ep63HH 19789

JI. BinoBchkuii OyB yAOCTOEHHUH MpeMii i€l KOMYHICTHIHOI MOJIOi?KHOI opramizarii’.
cioBamu 3. EHed, «3aCy/KyI04a» KPUTHKA Axoma Bpouepa (Janos Breuer) y IIIO,Z[eHHII/I
raserti KoMmyHicTruuHOI maprii «Népszabadsag» Biz 6 ciunst 1976poky 30BciM He Oysia MPsAMOIO
MOJIITUYHOIO aTakolo Ha HoBy mysuuny cryzioo. . Bpoiiep po3IiiHuB MOABY ITi€l CTy/il AK
0cobHCTy cIripaBy: BiH OyB, MaOyTh, HE B 3M031 BU3HATH, 1[0 KOMYHICTHYHA MOJIO/II?KHA OpTa-
HiSaHiﬂ HaCTUIbKU Bi,uif/’mma Bijl TOTO, II0 BiH BBa)KaB IEHTPAJIBHUM KypCOM i KyJIBTypHo'l'
TOJIITHKY, IO CXUJIBHICTh MOJIOJUX KOMIIO3UTOPIB ZI0 HEXTYBAHHS HOPM BBaKAB «BIiZPHBOM
Bi/f OCHOBHOTO 1 IIPOrPECHBHOTO LUIAXY HOBOI yTOPCHKOI My3HKI»

Komynictnuna mostofizkHa opranizarisa (KISZ) l'IlZLTpI/IMaJIa HOBY IIPOTPECUBHY Te-
Hepalliio, a He TUTbKu HOBY My3W4HY CTyZif0. ¥ IIbOMY IEPEKOHYIOTh BUITYCKH THKHEBUKA
«Mozgb Vilag» («CsiT y pyci») mpotsirom 1973-1980poxkiB. Tak, 1979poky 6yJ10 oImy0stiKo-
BaHO IHTEPB’I0 3 TpbOMa WieHaMu HoOBOI My3W4HOI CTyil i HazBoo «MoJIoai painKaIm»
(«Fiatal radikalisok») 3 MeToI0 mpocyBaHHS MHCTEIITBA HOBOTO IOKOJIiHHA. BOHO mpe3eH-
TyBasI0 pobOTy Ipymu 3 TMOIIMPEHHA CyJacHOI MY3HKH i ITi/(HECEHHs «II0-HOBOMY HasIalll-
TOBaHOI» myOJTiKY, COPUHHSATIINBOI 10 HOBOI MysHuKH. 3a coBamu 3. €Hes, «Iie — icTOpisA
yemixy»°. ITnTepB’1o 6ys10 po3paxoBaHe Ha ayAUTOPIIO, TOTOBY CIIPUIMATH i PO3YMITH HOBY
MYBHKY, ¥ HbOMY «O3BYYeHO» NPUYIUHY PO3PUBY MiK HOBUMH KOMIIOBHTOPAaMH i Hapo-
oxkeHUMU Y 1930Ti poku — 6aKaHHA CaMOCTBEPAUTHUCA 1 3aTIOBHUTU CBOIO HIillly HA HOBOMY
YTOPCHKOMY MY3UUYHOMY PHHKY, c€0TO Oa’kaHHS CTBOPHUTHU CBOE CYyCITLIBLCTBO, 3 OJTHOTO 0O-
Ky, a 3 iHIIIOro, — Oa’kaHHA 3YIUHUTH €KCKJIIO3UBHE IIPE/ICTABJIEHHS aBaHTapAy 1 Te, 10
JiBa ITOKOJTiIHHSI 6escyMHiBHo IHTEpIIpEeTYBaJIM IIOHATTS aBaHTapAy I0-pi3HOMY. Y CBOIX
inTepB’to 3. €Heit i JI. BI,Z[OBCBKI/II/I HEO/JHOPA30BO 3BEPTalU yBary Ha HEKOMIIETEHTHICTh
YTOPCHKHX MYySHYHHUX KPUTHKIB y XapaKTePUCTHIL IXHBOT My3HILi .

Te, mo HoBa My3uuHa cTyzis cTaja 4acTUHOIO iCTOPUYHOTO KaHOHY YTOPCHKOI My3U-
KH, [I0B’SI3aHe 3 KOMYHICTUYHHM MY3UYHUM corfiosioroM fHomom Mapori (Janos Marothy).
KanoHn, ongHak, cpopmyBaBcsi came 3aBIAKH CyIIEPEWINBOCTI IXHIX TBOPIB, a He 3aBJSAKU
caMHM TBOpaM. YTOpChbKa My3WYHA CIIJIBHOTA TPAJUIIIHHO € HA/I3BUYANHO MMaTePHAITICT-
CHKOIO: YCITIX 3HAYHOI0 MIPOI0 BU3HAYAETHCS COIIAIbBHIMH KOJIAMU, JiSIBHICTIO T0OpO3UY-
JIUBIIIB 1 HeTOOPO3UWINBIIIB, SIKi BIUIMBAIOTh HA Kap €py My3ukaHTIB. Xoua f. Mapori (Bruiu-
BOBUU MOJIOZUM AisT4 My3UYHOI TOMITUKY Y 1950X poKax) y:Ke BTPAaTUB BJIAJly HaJ My3UYHOIO
IIOJIITUKOIO, XOU JIOCI MaB aBTOPUTET i OYB CXHJIBHUU JI0 OIMO3UIIIMHUX, aJIbTePHATHBHUX
pyxiB. 3 1977poKy BiH peryJsApHO BifiBi/lyBaB KOHIepPTH HOBOI My3W4HOI CTy/Iii 1 TO3UTHUBHO
BHICJIOBJIFOBABCSA ITpO HUX. B iHTepB’10 M. ®oiiep BiH HaBiTh 3aXUCTUB BiIXWJIEHHS BiJi HOpMIU:
«Bys10 6 AOIUTHPHO CTEXXUTH 32 OCTAHHIMY TEHIEHITISIMH B MY3HIIi 3 OLTBII BIIKPUTHUM CEpPIIEM

! Tnteps' 1o 3onTana €xest cryaenTaM JIOKTOPAHTYPH My3HKO3HABCTBA AKaneMii My3uku iMeri depeHia
Jlicra, 5pr,I[H51 2012poky (aymiosammc).
Mu23|ka 1978. - 21/5, May. — P. 9.
®lutepp’to i3 3.€mHeeM omyGnikoBano: Breuer Janos. Zenei kronikaMjsuuna xpowsixa]
/ Breuer Janos // Népszabadsag. — 1976. — 6 January
Tam camo. . .
® Ocranne Bupanns: Ery-Kovacs A. Fiatal radikalisok. Ery-Kovacs Aadrbeszélgetése Jeney Zoltannal,
Vidovszky Laszléval és Wilheim Andrassal, a KISZZ2gonti Mivészegyuttes Uj Zenei Stadidjanak tagjaival
[Momnopni pamukamu. Inteps’to 3 npencraBaukamu HoBoi My3udHoi cTy/ii OCHOBHOTO MHCTEIBKOTO aHCaMOIIIO
KOMYHICTUYHOI MOJIONIDKHOI opraHizamii: 3omotan €Hel, Jlacno BimoBcbkmii Ta Anapam Bineremsm] / Ery-
Kovéacs Andras // Zenekultirankrdllpo waury mysuuny xynastypy] / Balazs Istvan (ed.). — Budapest : Kossuth
Kiadd, 1982. — P. 391-40Bmepiie Braano y xoBTHI 1978poky B xxypHaii «Mozgo Vilag» (€Bit kiHo»).
® Vidovszky's interview: “The influence of a work isportant” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978rpm-kamp. Yropcbke kKommo3uropchke mucrenrso 1975-1978] / Méaria Feuer. —
Budapest : Zenetikiadd, 1978. — P. 94, 111.
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1 BU3HATH, 1[0 HE CJIi/T OI[IHIOBATH 11 32 TPaAUIIHHUMY HOpMaMu. [le, 6e3yMOBHO, MPaBUJIHHO,
[0 KOHTAKT 13 peaJIbHUM JKUTTAM B Cy4acHiM My3HIli IOPYIIye YIIOPAAKOBAHICTD, ajie el
IIepEBOPOT IIPHUBOJIUTH /IO IHIIHUX BAXKIMBUX AYIIIEBHUX IIPOIIECIB» .

Kputukorw fI. MapoTi IiiIr0TOBJIEHO I'PYHT JIA Habarato OiJIbIII KOMIIETEHTHUX
KpUTHKIB MoKoJIiHHA HoBoi My3uuHoi cryaii: Katamia Komaom (Katalin Komlés) i Ti6op
TaJIJ'IlaH (T1bor Tallian) Gysii ogHUMU 3 TIEPIINX, XTO 3MIHUB TOH BHUCJIOBJIIOBAHb Ha aJIPECy
rpymnm’, Tofi AK HlaH/:[op KoBau (Sandor Kovacs) 1980poky y BuiaHHi, sike OyJI0 JOCTYITHIM
JIOCUTD IIUPOKiH myOstit, TBip 3. €Hess « KATO NK 30022 mumnusa 1979 10:30, Bysuns JlinTo»
(«KATO NK 300 22nd July 1979 10:30 Lipt6 utca») HazuBaB HIe,Z[eBp0M3. 3aBAgKH UM
CTaTTAM, Y IKUX OOTOBOPIOBAJIVCA HE TUIBKU TPYIIA KOMIIO3UTOPIB, a i TBOPH, IIPECTABIEH]
HUMHU B KOHIIEPTAX, IIPOBIHUI My3UUHHUH KypHai1 «Muzsika» («My3uka») cTaB BHPIIIaIb-
HUM MeAiymoM it HoBoi my3udHoOi cryzii. CTaTHCTHKa CBIIYUTD, 1[0 BUAAHHS MICTHIIO
MeHIIle TTO3UTUBHUX pelleH3ill Ha mpalli BcecBiTHBO Bijomoro Ipopas Kyprara (Gyorgy
Kurtag), Hi>k Ha KoHIIepTH HOBOI My3uuHOI cTyzil, a micas 1978poKy HaBITH KOMIIO3UTOPH,
HapoypkeHi y 1930-Ti poky, 09eBUIHO, BiAIANLIN HA Jpyruil 1wiaH . ®oOpMyBaHHS KaHOHY
IIHOTO BYKJIMBOTO (OpyMy OisIbIIE iX He TOPKAIOCH, 0 03HAYAJIO BTPATY KJIFOUOBHX ITO3UIIIH
y TakOMy 0OMeKeHOMY 1 By3BbKOMY ITPOCTOPI, AKUM € YTOPChKa My3WYHA KyJIbTypa.

VY zarasnpHill mpodeciiiHiil cBioMmocTi — 1 He TUIbKH 3 noriany f. bpoiiepa — more-
peZlHe TOKOJIIHHA yOCOOJII0BAJIO «IIPOTPECUBHY» TEHEHITiI0 B HOBIM YyTOPChKIN My3HUIli 10
1975poxky. . Kpoo, Habarato aBTopuTeTHimui 3a fI. bpoliepa, 3aBeplINB CBOIO CTATTIO
3allUTaHHAM, YU He BeJle IUIAX MOJIOAUX PAAUKaJIiB JI0 130JIAI1ii 1 pO3CilOBaHHA €BPOIIEH-
CHKUX IIIHHOCTEH, i IpU IIbOMY CTaB Ha OiK KOMIIO3UTOPiB, HapojkeHUX y 1930-Ti poku:
«<...> [Jlss1] aBaHTapAy YrOpChbKOTrO KOMIIO3UTOPCHKOTO MHCTENTBA TBOPYICTh O3HAYAE
Bi,Z[HOBi,Z[aJIBHI/Iﬁ O‘IeBI/I,Z[HI/Ifl MIHJIMBUH 1, BOJHOYAC, YCTAJIEHUH MaHiq)eCT SIKUH yKe OyB
y €Bp0n1 IH,Z[I/IBI,Z[yaJIbHI/II/I BUCJIIB 15 BOJ[HOYAC, IIOCUJIAHHS Ha CIIUIbHI TPAJIMIlii, HA BYO-
PallHiii IeHDb i HOBHIA, HEPO3PUBHI» ",

B inTepB’ro M. ®oiiep 1977p0Ky 3. CHelt TOBOPHUB IIPO «OILIOTH HEBJIOBUMOIO I'yMaH13—
My», sIKi € B YropIinuHi, 0e3yMOBHO, MatouH Ha yBasi /[. Kpoo, momisgu sskoro rinboko BKOPi-
HEeHi B 3arajJibHiil My3WYHIH CBIJIOMOCTI 1 HiyTafoTh CYMHIBY il BasIiiHiCTh. 3BUHYBauUe€HHS B
TOMY, 110 MucTelrBy HoBoi My3uuHOI cTy/il OpakyBajio TyMaHi3My, ¥ €BPOIIEHCHKOMY PO3Y-
MiHHI ITbOTO (JIOBA, MaOyTh, OYJI0 TOJIOBHUM Y cCydacHOMY AuCKypci. Lle npezicraBuB HaltOLIbII
CIJIBHO, XOY 1 HESIBHO, HE Ha3UBarOuX iMeH, koM1o3uTop Kourt lypko (Zsolt Durko), HaibibIn
YCIIIITHUHM MPEICTaBHUK IONEPETHBOTO MOKOIIHHA: «TBOpH, Y SKUX IEPEIAEThCA peaslb-

! Vidovszky's interview: “The influence of a work isportant” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzeés 1975-1978rpn-kanp. Yropceke kommo3utopcbke muctenrso 1975-1978] / Méria Feuer. —
Budapest Zenetikiadd, 1978. — P. 72.

ZKomlés K. Steve Reich Budapestefit{s Paiix y Bbymanemrri] / Komlos Katalin // Muzsika. —
1977. — 20/10, October. — P. 14-17; Tallian T. Kérzenéje 1. Mysuka nammx uacis 1] / Tallian Tibor
I MUZSIKa —1978. -21/12 (December) — P. 1Hid. Hoy My3HIHY crymiro: ¢. 11-13.

® Kovacs S. Korunk zenéje ‘80 (1Mj3uka namux uacis ‘80 (1.)] / Kovacs Sandor // Muzsika. —
1980. — 22/12, December. — P. 5-11.

* Kononka «Bemutatok kronikéaja» ponika npem’ ep») uitko aemoncTpye: y 1978p., Hanpuxaz,
17 TBOpiB KOMIIO3UTOPIB, HAIMCAHI Y TPHALUATI POKH (e mpuOIu3HO 14—15K0MIIO3UTOPIB) CTAIM TIPEIMETOM
obroBopens, a HoBa myswuna crymis (7 kommosutopis) Mana 16mpem’ ep. Toro poky e 3tBopu [I. Kyprara
oOroBoproBaiucs y razerax. L{i mpomopiiii gocsrarTs e Oubimx BigMiaHocTeld y 1980:Toro poky 0Oyno
15 peuensiii Ha TBOPH KOMIIO3UTOPIB-TPUALSTHUKIB 1 15 —Ha TBopr HOBOI My3uuHOI CTyaii, 1 juiIe Of1H
TBip /. KypTara NPUBEPHYB yBary KPUTHKIB.

>Kro6 G. A magyar zeneszerzés 30 éW@ujiuars pokiB yropcekoro kommosutopersa) / Krod
Gyorgy. — Budapest : Zengikiado, 1975. — P. 203.

Vidovszky's interview: “The influence of a work important” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978rpm-kamp. Yropcbke kKoMmo3uropchke mucrenreo 1975-1978] / Méaria Feuer. —
Budapest : Zenetikiadd, 1978. — P. 116.
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HUU JOCBIJ] IUTAXOM H6ararcTBa My3WYHHX IHTOHAIIIH, OyJTd 1 710¢i € BiloOpaykeHHAM TOBHOTH
JTIOZICBKOTO KHTTSA B OCTAHHiH uBepTi XX cTosiTra»’. ¥ crarTsax npo HoBy My3uuHy CTYZi0
Ti6op Tamian (Tibor TalliAn), mpeacTraBHUK HOBOTO IIOKOJIIHHS, IIPUBITAB BiIMOBY Bij
«Cy0’€KTHBI3MY JIETKOTO YUTAHHS» Ta «iJIF03il JIETKOTO BUPIIIIEHHS CUTYyaIlii»“.

OueBuHO, mo y cBoiil kputuili T. Tayutiax, sk /1. Kpoo i K. /lypko, 3acTOoCOBYBaB
JIBOBHAYHY DUTOPHKY, ajiKe «UTI0310 JIETKOTO BI/IpiIJ_IeHHH CHUTYyallii» MOXKHa Ha MY3UIHOMY
piBHI p03yM1TH TaK, AK 1 Ha PiBHI TOBCAK/IEHHOI MIOJTITUKY. fIK He JUBHO, 11 TEHJIEHITA 10
,Z[BOSHa‘IHOCTI BHUSIBUBIIIUCH Y KOMHOBI/IHDIX Ta 1HTepB 10 MI/ITHIB HapoykeHnX y 1930-Ti pokw,
i B KpUTUYHHUX CTATTSX, CIIOCTEPIra€ThCA TAKOXK Y TOJIIIITHIX 3asBax 3. €Hes1. Xoua BiH, 3/1a€Thb-
s, CBiJOMO IIparHyB YTUIUTH IIPUHIIMII IIPAMOJIIHIHHOCTI y cBOiM My3uili:«f crmozgiBatocs,
110 TTOJTIITHYHA My3HuKa Oyzie abCOJIIOTHO aKTyaIbHOIO B My3MYHOMY IUIaHI M Y CBOIN 3MiCTOB-
HOCTi, Gy/ie OpyITyBaTH NPABMIbHI TUTAHHA i BiANOBiZaTH HA HUX» . KOHQIIKTH My31m-
HOTO JKHUTTSA 3Mycwin 3. €Hes BmaTucs 710 AiBo3HavyHOCTi. Cepen wieHiB HoBoi My3uuHO1
CTyAil BiH 3 HaNOLIBIIUM eHTyBiaSMOM y35IB Y4acTh y My3UYHUX CYyIlepeuKax i mybJidaHo
Buctymas mpotu JK. Jlypka, /1. Kpoo i f. Bpouepa He BJAI0YUCh 10 O6paBJIHBHX 0CcOOHCTHX
3ayBaKeHb. Bin CBI,Z[OMO TOBOPSTYU TIPO TOJIITUKY 1 MY3HUKY, /:[HCTaHmIoBaBCH BiJ] TTOJTITUYHO1
My3UKH B iHTEepB’I0 M. @oliep, ajie HANoJISITaB Ha BAXKJIMBOCTI MY3HKH Y comaJIbHOMy KUTTI".
[um cdopmosaHo 1ioro o6pa3 SIK Bl/:[HOBmaJIbHoro MHTIIS, SIKUU BII[Me}KyBaBCH BIZ[ MY3HUKH
JUTS TIOJTITHUYHOI JTISITBHOCTI, YHUKAIOUH 1X TIepeTHHY, 1 mparHe BUPIIIUTH aKTyaJ'Ile pobJre-
MM cycrisibeTBa. Llelr o6pas Oysio mAKpPIIIeHO HOTo 3ayBa’keHHSAMH, SKUMU BiH HaMaraBcst
YBUPA3HUTH €JIeMEHTH KOHTEHTY Horo MHCTeIITBA. Bi,Z[HOBi,Z[aIO‘{I/I 1975p01<y Ha 3allUTaHHA,
[0 BiH X04Ye BUPA3BUTH CBOEIO TBOpUiCTIO, 3. GHeH BIZITIOBIB  aKCIOMOIO MOIEpHIZMY
XX cromitTa: «MysHKa € 3aco60M caMopeaizarii»°. Bis, OZIHAK, I0/1aB, 10 My3HKa Hogoi
MY3UYHOI CTyAil OyJla «IUTUHOI ChOTOMHINIHBOI AIUCHOCTI» 1 M0 y CBOiX poboTax BiH
IIParHyB «II€PETBOPUTH HABKOJIUIIHIN CBIT Ha aKyCTUYHO BUJIUMY PEIbHICTb». «f XOTiB
6m, 11100 YacTo HECTEPITHI 3ByKU OyZIEHHOTO CBITY CTJIM €CTETUYHO MPUAATHUMM JIJIS JKUTTA,
a OTKe, IPUHHATHUMU» . Y caMoiHTeprperTartii 3. €Hell BAAETHCA 10 TPAJIUITIHHOI €CTeTUKH,
BBa)KAIOYM MUCTEIITBO Bi/IONTKOM PEAJILHOCTI, sIKe, K BiH PO3yMi€, Ma€ HeraTUBHI KOHOTAIIil
(«HEcTepIiHE», «OyZeHHe»). Yce, 10 KOMIIO3UTOP HaMarae€TbCs IEPETBOPUTH HA IOCH
MpUNHATHE 1 IPUEMHE NUISAXOM IPUKpAallaHHsA, € TBopuicTio. Ile He 30BciM HeoaBaH-
TapJIHUY MiAXIJ — AK 1 mocTaTh MUTIS, SKUM Oepe Ha cebe BiAIIOBIJaIbHICT 32 CBOIO TPO-
Majy, — ajie 1e AOCUTH OJIM3BKO /10 iJlealy «€BPONENChKOro r'yMaHi3My» B 0c061 KOMIIO-
BUTOPIB, HapokeHuX y 1930-Ti poku, SKUi chOopMyBaB I'PYHT HEOKOHCEPBATUBHOTO IOCT-
MoJiepHi3My Ha Mexxi 1980-x poki. OTke, HoBa My3uuHa cry/isa Oyjia Ba>KJIMBUM I'DaBIleM
y My3UYHOMY KHUTTI 1970-X pOKiB, BHYTPIIIIHIO PiBHOBAary B fAKiH MOPYIIIUB HAIIPHUKIHII
IIHOTO JIECATHJIITTS IIPUXi/TI HOBOTO ITOKOJIIHHS, YIIEBHEHOTO 1 CAMO/IOCTaTHHOTO.

! Vidovszky's interview: “The influence of a work isportant” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978rpm-kamp. Yropcbke kKommo3uropchke mucrenrso 1975-1978] / Méaria Feuer. —
Budapest : Zenetikiadd, 1978. — P. 25.

% Tallian T. Korunk zenéje 1Mysuxa nHamux uacis 1] / Tallian Tibor // Muzsika. — 1978. — 21/12,
December. — P. 13.

% Vidovszky's interview: “The influence of a work isportant” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzeés 1975-1978rpn-kaap. Yropceke kommo3utopcbke muctenrso 1975-1978] / Méria Feuer. —
Budapest : Zenetikiadd, 1978. — P. 117.

* Tam camo.

® Feuer M. 50 muzsikus ithelyében ¥ maiictepni m'staecstu Mysukantis] / Feuer Maria. — Budapest :
Zenentikiado, 1976. — P. 32.

® Tam camo, c. 32.

" Tam camo, ¢. 33.
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HManoc A. I[ncm[eHTCTBO HE0aBAaHIapjA, ABO3HA4YHicTh i AisuibHicTL HoBoi MY3HYHOI
crynii B bBynanenrri 1970x pokiB. OxapakTepu30BaHO POib MEPIIO] eKCIEPUMEHTANBHOI My3HYHOL
cryaii B Yropuusi — HoBoi Mmy3u4Hoi cTymii y By;[anemTl y KOHTEKCTI MOJITUYHOI OMO3HUIii, HEO-
aBaHrapHOro pyxy Toro 4acy. Yienn HoBoi My3H4HOI CTy,Z[ll — 3. €xeit, JI. Capi 1 JI. BinoBchkuii —
CKCIICPMMCHTYBAIIM B PYCIi HEOABaHrapiy, Xo4a y CBOIX OQIUifiHMX 3asBaX BOHHM BIABAIUCA 10
JIBO3HAYHOCTI, 100 MiATPUMATH CBOIO MO3MIIII0 B My3HUHOMY JKUTTI.

KorouoBi cioBa: HoBa My3nyHa CTyisl, HOMITUYHA OMO3MLS, HEOABAaHT AP, AUCHICHTCTBO.

Jasoc A. JlnccuaeHTCTBO, HEOABAHTAP/l, ABYCMBbICJICHHOCTh M JeATeabHOCcTH HoBoli My-
3bIKaJIbHON cTyauu B Bynanemre 1970x rogos. OxapakTepr3oBaHa poiib IMEPBON IKCIIEPUMEH-
TanbHOM My3bIkanbHON cTyauu B BeHrpun — HoBol My3bIKalIbHOM CTyauu B bynaneire B KOHTEKCTe
IIOJINTUYECKOU ONIIO3ULMHU, HEOABAHTapJAHOIO ABUXKEHUS TOro BpeMeHu. Uiensl HoBol My3bIKkaib-
Hoil cryauu — 3. Eneit, JI. Capu u JI. BunoBckuii — skCiepuMeHTHPOBAJIA B pyclleé HEOaBaHIapaa,
XOTSI B CBOMX O(DMIIMAIBHBIX 3asBJICHUSAX OHU MPUOETay K JBYCMBICICHHOCTH, YTOOBI MOAIEPKATh
CBOIO ITO3UILIMIO B MY3bIKAJIbHON KU3HU.

KuroueBnble ciioBa: HoBast My3bIkanibHast CTyIUsI, TOJIUTUYECKAsT ONIO3ULIMSI, HEOaBaHTap/I,
ITUCCUIICHTCTBO.

Dalos A. Dissidence, Neo-avant-garde, DoublespedBn the Context of the New Music
Studio Budapest in the 1979 Characterized the first part of the experimentakimstudio in
Hungary — New music studio in Budapest in the cdanté political opposition, neo-avant-garde
movement of the time. Members of the New Music ®tudS. Jeney, L. Séry, L. Vidovszky —
worked with the experimental techniques of the aeant-garde, although their official statements
they resorted to ambiguity, to maintain its positio musical life.

Keywords: New Music Studio, political opposition, Neo-avaratrde, Dissidence.
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