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DISSIDENCE, NEO-AVANT-GARDE, DOUBLESPEAK.
IN THE CONTEXT OF THE NEW BUDAPEST MUSIC STUDIO
IN THE 1970s

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 1970 and 1990, 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 L4szl6 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 embed-
dedness of the New Music Studio into the musical life.

! Szitha T. Zoltan Jeney / Szitha Tiinde. — Budapest : Magus, 2002. —P. 7.

2 Jeney Z., Szitha T. Az Uj Zenei Studié hangverseny-repertoarja 19701990 kozott [The concert
repertoire of the New Music Studio between 1970 and 1990] / Jeney Zoltan, Szitha Tiinde // Magyar Zene. —
2013. - 50/3, August. — P. 303.

* Wilheim A. Jeney Zoltan / Wilheim, Andras. — Budapest : Editio Musica, 1996. — P. 5.

* Beke L. Tiirni, tiltani, timogatni. A hetvenes évek avantgardja [Toleration, prohibition, and support]
/ Beke Laszlo // A masodik nyilvanossag. XX. szazadi magyar miivészet [The Secondary Public Sphere.
20™-century Hungarian art.] / Hans Knoll (ed.). — Budapest : Enciklopédia kiado, 2002. — P. 228-247.
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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 Zoltdn Kocsis alone?; the 1979 letter 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 1979 signature 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 2005 a 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 20th-century Hungarian avant-
garde movements, “A masodik nyilvanossag” (“The secondary public sphere”) at least men-
tions the activity of the New Music Studio®.

! CsizmadiaE. A magyar demokratikus ellenzék. 1968-1988: 3k.— K.2: Dokumentumok
[The Hungarian democratic opposition 1968-1988 : in 3 vol. — Vol. 2 : Documents] / Csizmadia Ervin. —
Budapest : T-Twins Kiadé, 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 the Doctoral School of Musicology of the Liszt Ferenc
Academy of Music, 5 December 2012 (sound recording).

® See: Tordai Bence. A Kadar-rendszer tomegkultira-recepcioja [The mass culture reception of the Kadar
regime] / Tordai Bence // Miivészet és hatalom. A Kadar-korszak miivészete [Art and power. Art in the Kadar
era] / T. Kisantal, A. Menyhért (ed.). — Budapest : Jozsef Attila Kor ; L’Harmattan Kiado, 2005. — P. 141-156;
Szényei T. Nyilvan tartottak. Titkos szolgak a magyar rock koriil [Recorded. Secret servants around the Hungarian
rock] / Szényei Tamas // Op. cit., s. 181-188.

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

® Beke L. Tiirni, tiltani, timogatni. A hetvenes évek avantgardja [Toleration, prohibition, and sup-
port] / Beke Laszlo // A masodik nyilvanossag. XX. szazadi magyar miivészet [The Secondary Public
Sphere. 20™-century Hungarian art.] / Hans Knoll (ed.). — Budapest : Enciklopédia kiado, 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 (1940) 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 1973 to 1976 they consciously chose marginalization driven by group
defiance and an inclination to resistance®.

The three years between 1973 and 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 willing 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, assuming
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 normes, its interpretation,
the acceptance of certain artistic groups in professional-public life, that is what is regarded

!CsizmadiaE. A magyar demokratikus ellenzék. 1968-1988: 3k.— K.1: Monografia
[The Hungarian democratic opposition: in3v.— V.1: Monograph] /Csizmadia Ervin.— Budapest :
T—Twms Kiado, 1995. — P. 44,

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

®Csizmadia E. A magyar demokratikus ellenzék. 1968-1988: 3 k.— K.2: Dokumentumok
[The Hungarian democratic opposition 1968-1988 : in 3 vol. — Vol. 2 : Documents] / Csizmadia Ervin. —
Budapest T-Twins Kiado, 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. Tiirni, tiltani, timogatni. A hetvenes évek avantgardja [Toleration, prohibition, and sup-
port] / Beke Laszlo // A masodik nyilvanossag. XX. szazadi magyar mivészet [The Secondary Public
Sphere. 20™-century Hungarian art.] / Hans Knoll (ed.). — Budapest : Enciklopédia kiado, 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 Ha-
lasz 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 Taméas Fodor’s interpretation that one should produce art that is political in every re-
spect®. For that matter, this attitude may have accounted for the fact that Tamas Fodor be-
came 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. L4szl6 Beke reminds us that conceptualism appeared
around 1971-1972 in 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. Kettés beszéd — egyenes értés [Doublespeak — straightforward understanding] / Jakfalvi
Magdolna // Miivészet és hatalom. A Kadar-korszak miivészete [Art and power. Art in the Kadar era]
/T. Klsantal A. Menyhért (ed.). — Budapest : Jozsef Attila Kor ; L’Harmattan Kiado, 2005. — P. 95.

Op cit., s. 104.

® Op. cit., s. 99.

* Rajk L. Amikor a folyo belelép, ahelyett, hogy labjegyzet maradna...” [When the river enters into it
instead of remaining a footnote...] / Rajk Laszl6 // Miivészet és hatalom. A Kadar-korszak miivészete [Art
and power. Art in the Kadar era] /T.Kisantal, A.Menyhért (ed.).— Budapest: Jozsef Attila Kor;
L Harmattan Kiado, 2005. — P. 82.

® Jakfalvi M. KettSs beszéd — egyenes értés [Doublespeak — straightforward understandlng] [ Jakfalvi
Magdolna // Miivészet és hatalom. A Kadar-korszak miivészete [Art and power. Art in the Kadar era]
/T. Klsantal A. Menyhért (ed.). — Budapest : Jozsef Attila Kor ; L’Harmattan Kiado, 2005. — P. 99.

Op cit., s. 101.

" Beke L. Tiirni, tiltani, timogatni. A hetvenes évek avantgardja [Toleration, prohibition, and sup-
port] /Beke Laszo // A masodik nyilvanossag. XX. szazadi magyar miivészet [The Secondary Public
Sphere. 20 -century Hungarian art.] / Hans Knoll (ed.). — Budapest : Enciklopédia kiado, 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 mozgasai” (“Movements
of the Eye”) (EVSZAM) and L. Vidovszky’s “405” (1972), “Tiszteletkor” (“Honour Lap”, 1975),
“Renorand” (1975), “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 1975 to 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 L4szl6 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 1975 as well as Kalah produced conjointly with Déra Maurer in 1981. L. Vidovszky
produced “Aldrin” in black and white with Gabor B6dy 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 Keserli organized an
exhibition from the scores of the composers of the New Music Studio with the title “Kotta-
képek” (“Music layout”)® in Bercsényi Club. Five years earlier, on 28 June 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

! Wilheim A. Jeney Zoltan / Wilheim, Andras. — Budapest : Editio Musica, 1996. — P, 8.

? Sary L. Kreativ zene gyakorlatok [Creative music exercises] / Laszlo Sary. — Pécs : Jelenkor Kiado, 1999.

*Beke L. Tiirni, tiltani, timogatni. A hetvenes évek avantgardja [Toleration, prohibition, and sup-
port] / Beke Laszl6 // A masodik nyilvanossag. XX. szdzadi magyar miivészet [The Secondary Public
Sphere. 20"™-century Hungarian art.] / Hans Knoll (ed.). — Budapest : Enciklopédia kiadé, 2002. — P. 244.

* Szitha T. Vidovszky Lészl6 / Szitha Tiinde. — Budapest : Magus, 2006. — S. 32; Vidovszky Laszlo,
Weber Kristof: Beszélgetések a zenér6l [Discussions on music]. Pécs: Jelenkor Kiado, 1997. — S. 146-148.

® Artpool. 1976 http://artpool.hu/kontextus/kronologia/1976.html (last viewed: 1 April 2013).

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

" Artpool. 1974 http://artpool.hu/kontextus/kronologia/1974.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 P4l Szigeti and partly to Péter P4l 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
15 March 1978 L. Vidovszky was awarded a prize of the Communist Youth Organization®.
J4nos Breuer’s “condemning” critique’ (Z. Jeney’s wording), which appeared in the 6 January
1976 issue 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 1973 and 1980. In 1979 it pub-
lished an interview with three members of the New Music Studio entitled “Fiatal radikali-
sok” (“Young Radicals”) as a token of propagating the new generation’s art. It described 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”. This interview cen-

1 Kro6 G. A magyar zeneszerzés 30 éve [Thirty years of Hungarian composition] / Krod Gyérgy. —
Budapest : Zenemtikiado, 1975. — P. 202.

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

¥ Feuer M. 50 muzsikus miihelyében [In the workshop of fifty musicians] /Maria Feuer. —
Budapest : Zenemiikiadd, 1976. — 259 p.

* Vidovszky’s interview: “The influence of a work is important” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978 [Snapshot. Hungarian composition 1975-1978] /Maria Feuer. — Budapest :
Zenemukiado, 1978. — P. 91-95,

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

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

7 Jeney-interview // Breuer Janos. Zenei kronika [Music chronicle] / Breuer Janos // Népszabadsag. —
1976. — 6 January.

& Op. cit.

®Recent edition: Ery-Kovécs A. Fiatal radikalisok. Ery-Kovacs Andras beszélgetése Jeney
Zoltannal, Vidovszky Laszloval és Wilheim Andrassal, a KISZ Kozponti Mivészegyiittes Uj Zenei
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tred on an audience receptive to and understanding new music makes evident that the rea-
son for breaking with the composers born in the thirties must primarily have been the de-
mand for asserting themselves and occupying territories on the Hungarian new musical mar-
ket, that is the desire to create their own public on the one hand, and stopping the exclu-
sive 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 Hungarian 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 Maro6thy. 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. Maré6thy’s criticism paved the way for the far more competent critics of the New
Music Studio’s generation: Katalin Komlos and Tibor Tallidan 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 1980*. 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 Kurtag than of their concerts, and that after 1978 even
the composers born in the thirties were evidently relegated to the background in the peri-

crer

Studio of the Central Art Ensemble of the Communist Youth Organization: with Zoltan Jeney, Laszlo Vi-
dovszky and Andras Wilhelm] / Ery-Kovacs Andras // Zenekultarankrol [On our music culture] / Balazs
Istvan (ed.). — Budapest : Kossuth Kiadd, 1982. — P. 391-402. Published originally in the October 1978 issue
of Mozg6 Vilag.

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

2 Op. cit., s. 72.

¥ Komlés K. Steve Reich Budapesten [Steve Reich in Budapest] / Komlos Katalin // Muzsika. —
1977. — 20/10, October. — P. 14-17; Tallian T. Korunk zenéje 1. [The music of our time 1.] / Tallian Tibor
/l Muzsika. — 1978. — 21/12, December. — P. 1-15. On the New Music Studio: s. 11-13.

* Kovécs S. Korunk zenéje 80 (1.) [The music of our time ‘80 (1.)] / Kovéacs 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”%.

In the interview given to Méaria Feuer in 1977° Z. Jeney spoke “of the strongholds of
indefinable humanism” manifest in Hungarian composition referring beyond all doubt to
G. Krod’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 Durko, 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 Tallin,
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. Tallidn — just like G. Kro6 and Z. Durké — 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 kronikaja”. The chronicle of premieres] shows it clearly: in 1978, for example,
17 works by the generation of composers born in the thirties (in a broader sense by 14-15 composers) were
discussed and 16 premieres of the seven-member New Music Studio. That year only 3 compositions by
Kurtag were treated in detail in the newspaper. This proportion is even more remarkable in 1980: that year
critiques of 15 works by the composers born in the thirties and 15 works by members of the New Music Studio
appeared and only one work by Kurtag was discussed.

2Kro6 G. A magyar zeneszerzés 30 éve [Thirty years of Hungarian composition] / Kroé Gyorgy. —
Budapest : Zenemtikiado, 1975. — P. 203.

® Vidovszky’s interview: “The influence of a work is important // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978 [Snapshot. Hungarian composition 1975-1978] /Maria Feuer. — Budapest :
Zenemikiado, 1978. — P. 116.

* Op. cit., s. 25.

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

® Vidovszky’s interview: “The influence of a work is important // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978 [Snapshot. Hungarian composition 1975-1978] /Maria Feuer. — Budapest :
Zenemiikiadd, 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 emphatlcally 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 1975 what he intended to express with his works
he answered with the axiom of 20th-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 AIAJBHICTD HOBOI MY3UYHOI CTYAII
Y BYJTANIEIITI 1970-X POKIB
(DEPEKJIAZL JI. B. KYXAPEHKO)

¥ monorpadii mpo yropcbkoro komiosutopa 3oaTaHa €Hes (Zoltan Jeney, 1943)
Tionze Citra (Tiinde Szitha) sumre BHHOCKOIO mificyMyBasia MOJIITHYHI MOTJIAAU YWIEHIB
Hogoi my3uuHoi cryzii B Byziamenrri 1 ix ctaByieHHs A0 Biiasu B enoxy Anomra Kagapa (Janos
Kadar): «IIlo BKasye Ha CylepewInBiCTh IHTEJIEKTYaJIbHOTO KHUTTS TOTO Yacy, Iie Te, IO JI0
poboTu B HoBili My3uuHil CTyzil OyB 3aIydeHHI Xy/I0KHIH aHcaMOJIb, MITPUMYBaHHUH TOJTi-
TUYHOIO OPraHi3aIfi€o, Xoua HIXTO 3 MOTO 4ieHIB MO 3aBepllleHHI HaBYaHHS He 30epir
YWIEHCTBA B KOMYHICTHUYHIN MosoaizkHiM opranizanii (KISZ). Yci BoHH mOTomKyBaiucs 3
MOTJISAIaMU JIEMOKPATHUYHOI OIIO3UITii; a OTKe, iX MOCTiHA ayIUTOPisl OXOILII0BAsIa Iepe-
BaJKHO IPOTPECHBHO MUC/IAYMX iHTeIeKTyaiB. BoHI HEOZHOPa30BO 3MyIIeH] Oy 3axu-
IATHCA Bi/l MOMITUYHUX i IpodeciiiHuX Hanazis, 60 Oy/u aKTI/IBHl B MeXaX yCTaHOBH,
3aCHOBAHOI KOMYHICTHYHOIO MOJIO/II?KHOIO OPTaHi3aIli€to (KISZ) »

2012 poky, xapakrepusyioun penepryap Hosoi MysudHOl CTy,ZLﬁ 1970-1990-x pokKiB,
T. Citra crnuibHO i3 3. EHeeM KOHCTaTyBaJIa: «HoBa My3u4Ha cTyzis Oysia akTUBHOIO HA Iie-
prdepii 0DIMiHOrO My3HIHOTO KUTTA»2. 3 iHIIOTO GOKY, Asppan Bisbresibm (Andras Wil-
heim) mizKpecus: «BoaHovac, (bopmyBaHHﬂ HoBoi Mysi4HOI CTyzii 03HaYa€ He MeHIIe, Hixk
He3aJIEXKHICTh /IeAKIX MySHKAHTIB I KOMIIO3UTOPIB, AKi POBIIOYNHAIOTH CBOI Kap’ egpn 1 My3u-
KAHTIB, fIKi [IOXOJATH 3 BIJOMUX YCTAHOB 1 3BUYAiB yTOPCHKOTO My3HIHOIO JKUTTS»

MeTa CTATTIi — AocaiauTH AisibHicTh HOBOI My3udHOI CTy,zm y 1970 -Ti POKH,
Y «repOIYHHMi 1epio/i» IPOrPECUBHOTO MUCTEITBA /1A IeMOKPATHIHOI ONo3HuIii i, 3a cy10-
Bamu Jlacsio Beke (Laszl6 Beke), 1/ist «porpecuBHUX iHTEJIEKTYaTiB» ', 10 AKUX HaJIEXKAJIH,
Ha aymky T.CiTTi, He TUIBKM YJIEHH YTOPCHKOI JIEMOKDATUYHOI OIO3UIlii, a | MHTui—
€KCIIEPIMEHTATOPH, MPEJCTABHUKNA HEOaBAHTapAHOTO PyXy; 3’fCYyBaTH OCOOJIMBOCTI CTaHO-
BUIIIA ITi€l Ipynu MUTILIB Ha nepudepii, a TakoK XapakTepHi NposaBU ykopiHeHocTi HoBoi
MY3HUYHOI CTY/Iil B My3UYHOMY KUTTi YTOPIIUHH.

Micue HoBoi My3u4HOI CTyZil y AEMOKPATUYHIA OIIO3UIIiL
JIOKyMeHTIB, sIKi 6 cBiTurUIH, 1110 WieHn HoBOi My3WUYHOI CTY/Iil MiITPUMYyBAJTH TTOTIIS/TN
JIEMOKPaTUYHOI OIO3UIIii, Ay»Ke Maso. Bigomo, mo 1979 poky 3. €EHel mmifnucaB BiKpPUTHI
muer o f. Kajapa, nporecryroun mporu 3acyoxenns Ilana Jlomonpsi (Pal Losonczi)
(yHactimok MeMOpaHnymy Xaan 77) 1 IPOTU TIOPEMHOTO yB 'SIBHEHHS BauﬂaBa I'aBesa
(Vaclav Havel) Ta fioro Topapumis®. 1977 poKy 3asBy IIpO COJIiZIapHiCTh Ii/IIUCaB 3a BCiX

! SZItha T. Zoltan Jeney / Szitha Tiinde. — Budapest : Magus, 2002. —P. 7.

2 Jeney Z., Szitha T. Az Uj Zenei Stadio hangverseny-repertoarja 1970-1990 kozott [Konueprauit
peniepryap HoBoi my3uuHoi cryaii y nepiog mixk 1970 ta 1990 pp.] / Jeney Zoltan, Szitha Tiinde // Magyar
Zene. —2013 50/3 (August). — P. 303.

* Wilheim A. Jeney Zoltan / Wilheim Andras. — Budapest : Editio Musica, 1996. — P. 5.

* Beke L. Ttirni, tilfani, tamogatni. A hetvenes évek avantgardja [TomeparTHicTs, 3a60poHa i mxTprMKa]
/ Beke Laszlo // A masodik ny|IVanossag XX. szazadi magyar miivészet [Bropuana rpomajceka chepa.
YropCLKe mucrenTBo XX cromitts]. — Budapest : Enciklopédia kiado, 2002. — P. 228-247.

® Csizmadia E. A magyar demokratikus ellenzék. 19681988 : 3k.— K. 2 Dokumentumok [Vropceka
neMokparuuHa omo3uiis 1968-1988 : y 3 1. — T. 2 : lokymentn] / Csizmadia Ervin. — Budapest : T-Twins
Kiado, 1995. — P. 83, 87.
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MY3UKAHTIB MiaHICT BOJITaH Komiu (Zoltan Kocsis)*; 1979 POKY — My3HKO3HaBellb AHOIII
Mastina (Janos Mahna) 1 mOTIM 10 3asBU HPOTECTY MPUETHAINCA KOMIIO3UTOpP ATTLIa
Bozaii (Attila Bozay), mianict /JIpopap QepeHi (Gyorgy Ferenczy), MY3HKO3HABEIIb Anpparii
[Tepube (Andras Pernye) 1 KOMIIO3UTOP CTAapOi KOropTH, KoMuIIHii koMmyHicT Exzipe Cekeit
(Endre Székely)®. 3a iioro ciioBamu, 3. €Heil mocraBus miamuc 1979 [POKY IIPOTH cBoel Boti”.
et (baKT OJTHAK, He 3rajlye EpBlH I{13Ma/:ua (Ervin Csizmadia) =i B MOHorpaq)u 3 1CTop11
YTOPCBKOI IEMOKPATHYIHO] OO3MUILi, Hi B IHIINX ZOKyMeHTaX. Hema€ iMeH My3UKaHTIB 1 B
JIOKyMEHTaxX JIEMOKPATUYHOI OIO3UITil, TPUHANMHI, 3 ABOX npuunH. O4eBUAHO, Ipodeciiiti
My3HKaHTH He OpaJTi yJacTi B poOOTi /IEMOKPATUYHOI OTIO3HUITi1, AKY OYOJIIOBAJIN 3€0LIBIIIOTO
dinocodu, eKOHOMICTH U COLIOJIOTH. BUIbII BaKJIMBO Te, IO 0CI B iICTOPUYHUX OTJIAAAX
IIbOTO TEPIOJTY, 30KpeMa 1 y mparisax JiiTepaTypo3HaBIliB, KIHO3HABI[IB 1 MUCTEIITBO3HABIIIB,
My3HUKy MIpoirHopoBaHo. 2005 poky Oysi0 omyOsikoBaHO KHUTY «MmUCTENTBO 1 Biaaza»
(«Mtivészet és hatalom») mpo cran mucrerrsa B enoxy f. Kagapa. ITpo cepiio3Hy My3uKy B
Hill 1 He 3rajiyBajiocs — My3U4HI >KaHpU OyJIu TpeJicTaBjieHi TUIbKU HommyaspHuMu . lle
cTocyeTbes U omy6srikoBaHoi 1997 poky monorpadii Illangopa Pesesa (Sandor Révész) mpo
KyJIBTYPHY 1JI€0JIOTIIO 1 JTi/iepa YyropchbKOro KyJbTypHOro KUTTA [Ipopas Amiens (Gyorgy
Aczél). ABTOp JIOKJIaJTHO 3MaJIbOBYBaB BIUIMB ITOJIITUYHOTO JIisfiya Ha JIiTepaTypHe KUTTS,
TeaTp, KiHO 1 06pa30TBOpYE MHUCTENTBO, ajie My3UKY BIJIYUIHUB 31 cpepu KyJIbTypH, HIOU B H0-
ro yacu He OyJIO MOJIITUIHOTO BIUIUBY HAa MY3HUKY B3araji . EIUHOI0 KHUTOIO, Y SAKil BUCBIT-
JIEHO TIpO0JIEMU PO3BUTKY MY3HWKH Yy TOU 4ac, € 30ipka ece i JOCTiKeHb MUCTEIITBO3HABIS
Jlacso Beke mpo yropcebki aBaHrapzsi pyxu XX croyitrs — «BropunHa rpomazcbka chepa»
(«A masodik nyilvanossag»). ¥ Hi#i iieTbcst i mpo AistbHiCTh HOBOI My3HU4HOI CTyii'.

3a cnocrepexxeHHsaM E. Uismajiid, 1eMOKpaTU4YHA ONO3UIiA po3BHBataca Ak 1 Hosa
My3WYHA CTYZif: OMO3UIIHA MOIOAb Y 1960-Ti pOKH CTBOpIOBAJIA JIITEpATyPHI TOBAPUCTBA U
opranizoByBasia 7iebaTH, HAyKOBi 00’€THaHHA CTYy/leHTiB. lle 03Hauae, 1110 BOHU OXOILUTIOBAIN
iHTeJIeKTyaJIbHI KoJIa JIPY3iB 1 CHIBTOBAPUCTB B IHCTUTYIIMHOMY KOHTEKCTI, AK 1 B Akaaemil
MySI/IKI/IS, y AKil HaBuasnes 3otad €Held, JIacio Capi (Laszlo Sary, 1940) i Jlacio BigoBcbkuin
(Lasz16 Vidovszky, 1944), a 3. €Heii 6yB IIPe3HIEHTOM HPOTATOM 4YOTHPHOX pokis’. ITi cTy-
JIEHTCBHKI acoITfiallil CTaJii CepeZOBUIIEM CIIUIKYBaHH 1X y9acHUKIB micyst 1968 poky. Bogwo-
yac, BOHH BUPOOJIAIN 3aTajIbHy IOBEJiHKOBY KyJIBTYPY — aJbTePHATUBHME croci6 xutTsa'?,
sk 1y Bunasky 3 HoBoro mysuuHoto crymiero. Ha aymky E. Uismagrisa, mpuunHa HEBAAIOTO iH-

! Csizmadia E. A magyar demokratikus ellenzék. 1968-1988 : 3 k. — K. 2 : Dokumentumok [Yropchka
naeMokparuuHa onosuitisi 1968-1988 : y 3 1. — T. 2 : Jlokymentn] / Csizmadia Ervin. — Budapest : T-Twins
Kiado, 1995. — P. 75.

TaM camo, c. 83.

¥ Tam camo, c. 86-87.

InTeps’ro 3onTana €Hes cryaeHTaMm J{OKTOpaHTypH MY3MKO3HAaBCTBa AKaJeMil My3HKH iMEHi
(DepeHua JlicTa, 5 rpynus 2012 poky (aymio3amnwc).

® lu.: Tordai B. A Kadar-rendszer tsmegkultara-recepcioja [CrpuiiHATTs MacoBoi KyIbTypu 3a
pexxumy Kanapa] / Tordai Bence // Miivészet és hatalom. A Kadar-korszak mivészete [MuctenrBo i Biaja.
Mucrenrso B ermoxy Kamapa] / T. Kisantal, A. Menyhért (ed.). — Budapest : Jozsef Attila Kor ; L’Harmattan
Kiado, 2005. — P. 141-156; Szoényei T. Nyilvan tartottak. Titkos szolgak a magyar rock koriil [3ammic. Cexperri
areHTi yropcpKoro poky] / Szényei Tamas // Tam camo, c. 181-188.

ReVeSZ S. Aczél és korunk [ Amiens i cyqaCchTL] / Révész Sandor. — Budapest : Sik Kiado, 1997. — 435 p.

" Beke L. Tiirni, tiltani, tamogatni. A hetvenes évek avantgardja [TonepanTHicTb, 3a60poHa i miaTpHMKa]
/ Beke Laszlo // A masodik ny|IVanossag XX. szazadi magyar miivészet [Bropuana rpomajceka chepa.
YropCLKe mucrentBo XX cromitrsi]. — Budapest : Enciklopédia kiado, 2002. — P. 243.

8 Csizmadia E. A magyar demokratikus ellenzék. 1968— 1988: 3k — K.1: Monografia [Yropceka
JIEMOKp3THHHa onosuuist 1 y 3 7. — T. 1 : Monorpadis]. — Budapest : T-Twins Kiadd, 1995. —P. 44,

J[aHl npo 3onrtana €Hest: nuct aBTopui crarTi Big 10 6epesns 2013 p. — OCO6I/ICTI/II/I apxiB A. Jlanoc.

Csizmadia E. A magyar demokratikus ellenzék. 1968-1988 : 3 k. — K. 1 : Monografia [Yropceka
JneMoKpaThuHa omosuilis : y 3 T. — T. 1 : Monorpadis]. — Budapest : T-Twins Kiado, 1995. — P. 16, 44-45.
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TErPyBaHH /IeIKUX MPE/ICTABHIKIB [IbOTO MOKOJIHHA Y CTPYKTYPH BJIajiH TOJIATAsA B TOMY,
IIJ0 BOHU He OayKasn 6yT1/1 IHTErPOBAHUMU B HUX. HpOTHI‘OM 1973 1976 pokiB BOHU CBI,Z[OMO
obpasin MapriHasisanio, 3yMOBJIEHy IXHbOIO CXUJIBHICTIO ZI0 omopy". Li Tpu poku Gysiu repio-
/oM MapriHasisaii, BOHI 36iraloThCs 3 TepOIYHOIO enoxoto HoBoI Mysu4HOI CTy/ii, KOJIM TpH
MOJIOZIi KOMITO3UTOPH CBIIOMO PO3ipBasI 3 TpaZLI/IHII/IHI/IM MY3UYHUM XKUTTAM. Y TOH 4ac, K
JIeMOKpaTUYHA OIO3UIIis, HI,Z[HHC&BIJ_II/I XapTio'77 (1977) 3aKJIMKaIa 10 CIIUIBHUX JiH 1 Bijg-
KpHUTOTO oriopy, HoBa MysidHa CTy/if HamMarasiacs MoCTyIoBO BUPBATHCA 3 Iiiel meprepiiHol
TO3MUIL, i, AK MepeKoHaemoc, 1oBodi yemimuo. E. Hismazisa BiapisHae JUCH/IEHTCBKIX iHTe-
JIEKTyaJTiB BiJl MapriHaJbHUX, KOJIU MUIIIE, 1110 BOHU «<...> TOTOBL He TUIbKU IPUUHATU CBOIO
MapriHaJIbHY POJib, a ¥ y34TH 1i Ha cebe. [[UCHIEHTH CBiJOMO YHUKAIOTh CCTEMH. [IUCH/IeHT-
CTBO — II€, T10 CYTi, CIHUTbHUU BUXIiJI 13 CUCTEMH 1 IIpe/ICTaBIeHHS aJIbTePHATUBHOI Mozesti»°S. Y
TOM Yac, sIK OUIBIITICT MOJIOZIOL IHTEJTITEHITI] CTajla YaCTHHO IEPAPXIYHOTO ITOPSIAKY BIAIOBI-
HUX IHCTUTYTIB, IIPEICTABHUKN HOHKOH(MOPMICTCHKUX MEHIINH, Ha AyMKy E. Uizmazii, Oysiu
yaramu Jixopzka Jlykaua (George Lukacs), maoicramu, HEeOaBAHTAP/NCTAMH 1 CTy/leHTaMK
coriosniora Ixasana Kamina (George Lukacs), siki crBopruu cBoi cyGKy/IBTYpH, 4acOM HaBiTh
YAQIOYKCh [0 MiAMUIBHOTO TBOPYOTO I [leii peXXUM OIO3HIlil «TOTPUMYETHCA THX
HOPM, fAKI BI/IPI3HAIOTHCA Bifl O(l)lIllI/IHI/IX 1HCTI/ITYHII/IHI/IX»5

JI. Beke Bka3ye Ha TiCHI 3B’A3KH ,Z[eMOKpaTI/I‘-IHOI OIO3MUIIII 1 PyXy HeOABaHTaP/HCTiB
TIPOTATOM KLTbKOX POKIB Jiuiie y 1970- XpOKaX Ile o3Hauae, MO KOHIIEMITisS 9OTHPHCTO-
pouHbOI1 ono3utiii E. Hidmazil € HAyKOBUM BUMUCJIOM, TEOPETUYHOIO KOHCTPYKIII€IO: HEO-
aBaHTap/[Hi TBOPYi KOJIEKTUBU Opasik movaTok y 1970-x, siK i HayKOBi ¥ IOJIITUYHI PyXH.
Tpancrpecisa Hopm, iX iHTepnpeTauiﬂ MPUUHATTS KOHKPETHHX XYJIOKHBO- npodeciitHux
Ipym y cyanHbHOMy JKUTTI clipuiiMaiucs sIK I0Cch MapriHaJIbHe U nepml)epn/IHe y Ti Yacu —
1 oci Tak crpuiMaroThes. Lle cTaBIeHHs MOsKe OXOIUTH Ha/[3BUYANHO IUPOKHIL /lalla3oH,
1 3aJ71€2KUTH BOHO BiJ/l TOTO, XTO OITIHIOE 1 aHATIZYE CUTYALIIIO 1 3 IKO1 MO3UITii.

Pyx Heo-aBanrapay ta HoBa Mmy3udHa CcTyais

Yce 11e TIeEpEeKOHJIMBO IIPOLTIOCTPOBAHO Y 3TajlaHii 36ipIii ece i AOCIiPKeHb, aBTOPU
SIKUX 30cepemkeH] Ha mucTenTBi B enoxy f. Kajapa i Ha craBjieHH] BjIaiu 10 MUCTEITBA.
Marpanvna fAxdansi (Magdolna Jakfalvi) B ece 3 TeaTpo3HaBCTBa PO3IJISAIAE, SIK [paMaTHYHI
mucTenTBa 1960-x Ta IX KpUTUYHUI CYIIPOBI/] IPYHTYIOThCS HA JIBO3HAYHOCTI, ceOTO Ha ifel,
0 CIIPaBXKHil TOCHT TeaTPaJIbHOI BUCTAaBU Ma€ 6yT14 BHUCJIOBJIEHUI CLIEHIYHOIO IIOCTAHOB-
KOIO, 2 HE CJIOBAMH II ecn TaxuM YMHOM, IIOYATKOBHII CEHC Ma€ OyTH 3pO3YMUIHI Pa3soM 3
odiriifHIM 3HAYEHHAM . Hp0Te a)'II)TepHaTI/IBHI/II/I tearp 1970-x OyB IpOTH 1i€l IPaKTUKH,
KepYIYHUCh TUM, 110 BCi CI/IMBOJII‘-IHI TJIyMa4eHH: MakoTh OyTH Bi/IXHJIEH] — MUCTELTBO BUPa-
’Kae cebe 663HOC€pe,lleO €nuHa BIIMIHHICTS MK [PE/ICTABHUKAMH a/IbTEPHATHBHOTO TeaT-
py moJisArajia y 3amuTaHHi: BiIMeXyBaTUCS Bif mosiTuky, sik BBakaB Ilerep lamac (Péter

! Csizmadia E. A magyar demokratikus ellenzék. 1968-1988 : 3 k. — K. 1 : Monografia [Yropcbka
JICMOKPATHIHA omoswuiis : y 3 1. — T. 1 : Monorpadis]. — Budapest : T-Twins Kiad6, 1995. — P. 66.

TaM caMmo.

TaM camo, c. 99.

* Tam camo, c. 105.

TaM camo, c. 106.

® Beke L. Turn| tiltani, tamogatni. A hetvenes évek avantgardja [TonepanTHicTh, 3a00poHa i Tmij-
tpumka] / Beke Laszlo J/ A mésodik nyilvanossag. XX. szdzadi magyar miivészet [BroputHa rpomaschka
chepa. Yropceke muctentBo XX cromirrs]. — Budapest : Enciklopédia kiado, 2002. — P. 244.

Jakfalvi M. Kettds beszéd — egyenes értés [Hemaroris — Oesmocepenne posyminns] / Jakfalvi
Magdolna // Miivészet és hatalom. A Kadar-korszak miivészete [MuctentBo i Biaga. MUCTEUTBO B €MOXY
Kanapa] / T. Kisantal, A. Menyhért (ed.). — Budapest : Jozsef Attila Kor ; L’Harmattan Kiado, 2005. — P. 95.

® Tam cawmo, c. 104.
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Halasz) ()'Iacno Paiik / Laszlo RaJk— «bJraraHHA HeBl,I[OMI/IX YTOPCHKUX MUTIIIB-aBaHTap-
JUACTIB: MOJIITUKA MOIX PODIT — Iie Bi/ICYTHICTD HOJIITHKIL> %), 4u, HABIIAKHU, MHCTELITBO Ma€ Oy-
TH TIOJTITUYHUM Y BCiX BiZIHONIEHHSAX, 3a iHTepnpeTanieio Tamarma ®oxopa (Taméas Fodor)®.
3aB/sKY TAKOMY CTaBJIeHHIO T. P00 CTaB WIEHOM CTBOPEHOI MOJIITHYHUMHE CHJIAMU Hamo—
HAJIbHOI TeaTPaIbHOI KOMIIaHil, 6epyqn y4acTb y rPOMa/IChKUX IIPOIiecax VropmHHH

Hapai crane sposyminmm, Hackiieku HoBa MysudHa CTyAis 3peKsiacs y CBOii TBOP-
YOCTI /IBO3HAYHOCTI, 1 10 /U1 HUX O3HAYasIa y4acTh B OQIIIHHOMY My3HIHOMY JKHTTI Ta
TOJITHILL. Bimblr BaskInBO YTOYHHTH, IO HeoaBaHrapz 1970- -X POKIB He JIMIIe BiIMOBJIABCA
BiJ] TOJTITUKY 1 IBO3HAYHOCTI, a ! eKCIIEPUMEHTYBAB, II0-HOBOMY IHTEPIIPETYIOYN KOHIIEIIT
«BIIKPUTOL poOOTH» B AMCKYpCi MucTenTBa YMOepTo Exo. JI. Beke Harazye, 1m0 KOHIENTya-
JIi3M IIOCTaB B YTOPIIMHI fiech y 1971-1972-x pokax croyaTky B 00pa30TBOPUYOMY MHCTEIITBI
i st momMpHBCA y CyMiXKHMX BHZAX MUCTEITBA . BiH IIPOTOIOCHB OCHOBHY iflelo HOBHX
Xy0KHIX TEH/IEHITIN: TBOPYICTD — IIe He IO 1HIIe, K «JOKyMEHTYBaHHS i71ei» .

OueBusiHO, TBOPUICT 3. €Hes i JI. BiOBChKOTO € 3pa3KOM TaKOTO TBOPYOTO ITi/IXOTY.
TBopw, sIKI Ha JOJIATOK JI0 IEBHUX IHCTPYKITIN MPE3eHTYI0Th OCHOBHUM MaTepias IX caMOCTIAHO1
poOOTH, TOTPUMYIOTHCS MPUHIUILY «IOKYMEHTYBaHHA ifei». Hanpuknan, «Byrtu gacom»
(«Being time») i mukit «I'epakstit» («Heracleitos»), «Pyxu oueii» («A szem mozgasai») 3. €Hes
Ta «405» (1972), «Koso nmoBaru» («Tiszteletkor», 1975), «Renorand» (1975), «78528» (1978),
«Coso 3 000B’A3KOBUM akomIlaHeMeHTOM» (1979-1982) JI. BimoBchbkoro. Came TOMY
A. BinpresipM Tak muiiie mpo kommosuilii 3. €xHes y 1970-x pokax: «My3uka ¢ikcye obesar miid,
MIPE/ICTABJIEHUN KOMIIO3UTOPOM», II€ «KOMMO3UIINHUN MiHiMym»'. [li KoHIeNTyasabHI
TBOPH, y My3UYHOMY CEHC, TICHO 110B’a3aHi 3 « TBopunmu Bupasamu» Jlopu Maypep (Dora
Maurer) y cryaii banaxk besa (Balazs Béla, 1975-1977). Bouu Oysu MPAMHUMH TOTePE/IHUKAMH
«TBopunx Mysu4HHUX Brpas» («Kreativ zenei gyakorlatok») Jlaco Capu®. Ha aymky JI. Bexe,
IIUM BUIIPAB/JAHO 3T/[yBaHHA 1l iMeHi y IIbOMY KOHTEKCTI, 00 IOIIMPEeHHS KOHIIENTyaTi3My
30irasiocsi 3 MOABOI0 MUKAUCIUIUTIHAPHOCTI U iHTepMeI[iaJIbHOCTig. TBopuicts 3. €Hed i
JI. BioBChKOTO IIEPEKOHYE B IIbOMY. KOKeH 13 HUX eKCIIEpUMEHTYBaB 3 KiHemaTorpadoMm y
crynii Bamaxk Bena: 3. €neit 1975 poky 3usaB «Kpyruii» («Round», mepeTBopeHHs 306pa-
JKeHHS 3 BUXITHOTO Marepiaiy), a 1981 poky — «Kanax» («Kalah») cminbro 3 [I. Maypep.
JI. BimoBchkuii 1976 poKy 3HSIB YOpHO-OUIy cTpiuky «Omapia» («Aldrin») 3 omeparopom
Tabop boxi (Gabor Body). o peui, ay/1ioBidyasbHi TBOPH CTAHOBJIATH OKPEMY T'PYILY B Ka-

! Jakfalvi M. Kettés beszéd — egyenes értés [Jlemaroris — Oesnocepenne posyminns] / Jakfalvi
Magdolna // Miivészet és hatalom. A Kadar-korszak miivészete [Mucrenrso 1 Biaga. MUCTENTBO B €MOXY
Kaz[apa] / T. Kisantal, A. Menyhért (ed.). — Budapest : Jozsef Attila Kor ; L’Harmattan Kiado, 2005. — P. 99.

’ Rajk L. Amikor a foly6 belelép, ahelyett, hogy Iabjegyzet maradna... [Kosnu pika BTiKae Ty, 3aMiCTh
TOTO, MO0 3aMMIIaTHCs BUHOCKOH. .. ] / Rajk Laszlo // Miivészet és hatalom. A Kadar-korszak miivészete [Muc-
TenTBo 1 Biaga. MucrentBo B enoxy Kamapa] / T. Kisantal, A. Menyhért (ed.). — Budapest : Jozsef Attila Kor ;
L’ Harmattan Kiado, 2005. — P. 82.

3 Jakfalvi M. Kettés beszéd — egyenes értés [Jlemarorist — Ge3nocepenne posyminns] / Jakfalvi Mag-
dolna // Miivészet és hatalom. A Kadar-korszak miivészete [Mucrerreo i Baaga. Muctenrso B enoxy Kasa-
pa] /' T. Klsantal A. Menyhért (ed.). — Budapest : Jozsef Attila Kor ; L’Harmattan Kiado, 2005. — P. 99.

* Tam camo, c. 101.

®Beke L. Turnl tiltani, tamogatni. A hetvenes évek avantgardja [TonepanTtHicTs, 3a60poHa i miaT-
pumka) / Beke Laszlo /I A masodik nyilvanossag. XX. szazadi magyar mavészet [BropuaHa rpomazcbka
chepa. Yropeoke muctentBo XX cromitrsa]. — Budapest : Enciklopédia kiado, 2002. — P. 241.

® Tam camo, c. 241.

! Wllhelm A. Jeney Zoltan / Wilheim Andras. — Budapest : Editio Musica, 1996. —P. 8.

8 Sary L. Kreativ zene gyakorlatok [Tsopui mysmuni Brpasu] / Sary Laszlo. — Pécs : Jelenkor Kiado,
1999. — 160 p.

® Beke L. Tiirni, tiltani, tamogatni. A hetvenes évek avantgardja [TonepanTHicTs, 3a60poHa i miaTpiMKa]
/ Beke Laszl6 // A masodik nyllvanOSSag XX. szazadi magyar miivészet [Bropunna rpomajcbka chepa.
VYropeeke muctentBo XX crouitrs]. — Budapest : Enciklopédia kiado, 2002. — P. 244,
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MucteuTBO3HaBCTBO

Tas03i pobiT JI. BinoBcbkoro'. InTepMesiabHICTh TIHG0KO BIUTHHYJIA HA Kap'€py KOMIIO-
sutopiB. Tak, 3a JaHUMH nopTay «Artpool», 3. €EHell HaBiTh YHTaB J'IeKHiIO 3 KiHeMaTo-
rpadii B o6mHHHOMy meHTpi «Ganz Mavag» 20 TPABHs1 1976 poKy, CKOpiII 3a BCe, CIMpao-
YHCh Ha JOCBiJ poO0OTH HaZ GUIBMOM «prrm/m» 3a IJaHUMH TOTO XK IIOPTAJy, He TUIBKHU
KiHO, a ¥ oOpa3oTBOopue MHUCTENTBO Oyyi IOB’sA3aHi 3 MY3HYHHMH eKCIePUMEHTaMU:
y sroromy 1979 poky Karasin Kemepfo (Katahn Keser(i) opranizyBajsia BUCTaBKY 3 TBOplB
koMm1o3uTopiB HoBoi my3uunoi crypii mig HasBow «MakeT My3UKH» («Kottakepek»)
y ki1ydi «Bercsényi». 28 yepBHsa 1974 poky JI. BimoBchkuii 3a ZI0TIOMOT'0X0 aocm;:mnm—
MUCTEITBO3HaBIs1 €BU KbopHep BUCTYTIUB Y Kity6i Mosiofix MUTIIB i3 Jiekmi€o «/[ocke
Jl>xoHa Keiimxa» («John Cage dosszié»)?.

InTerpania HoBol My3M4YHOI CTYZAil y My3UYHE KUTTA

Orusiz 70-X pokiB Ha OpTasTi «Artpool» epeKoHye, 110 Ha MOYaTKy HeOaBaHTap{HOTO
pyxy Hosa mMysu4Ha ctyzis Oysia #0ro IprpoAHOI0 CKIanoBoo. Ilumyan npo HoBy mysuany
CTYZIII0, KDUTUK-MY3UKO3HaBellb ,Z[bopzn) Kpoo (Gyorgy Krod) nocuth TOUHO XapaKTepusye
O3HAKH IFOr0 HOBOTO aBaHTap/ly: NPUIWHATTA HENPOodeCiiHOro cTatycy 1 BiAMOBA Bif Ky/IbTH-
BYBAaHHA TPaAHIIHHOTO npoq)ecmHaJnsMy «Ix nuBHA TOBE/IIHKA, fIKA CBIAYUTE PO HOABY
YOroCh HOBOTO, iX HABMICHE l'IpI/IMlTI/IBHI/II/I MYySHYHHUI MaTepial y GLIbIIOCT] BUTA/KIB 1 cIIo-
PaZINYHO MiJIKPEeCJIEHUH TeXHIYHUH IMJIETAHTU3M iXHIX BUCTYIIIB KOIOCh MIPOIO Haraye Ham
Cati»°. I Bce 3x, HoBa My3uuHa cTyzis Bu3Ha4ae cebe mpodeciiiHuM aHcaMOiIeM: BiH yrepiie
BUCTYNUB y Masomy 3aiii Akaziemil Mysuku 1977 poky, a poGoTd HOro yJacHUKIB 6yJi BUKO-
HaHi B Mexkax oiriiHoi IIpOrpamMu <<My31/IKI/I HAIIIOTO Jacy» 8 xoBTHA 1978 POKY, HPO IIIO I0-
BifoMJIA€TBCA Ha HOpTaUT «Artpool»°. IIi mozii ABHO TiIHEeC/I IPYILy 3 IX HaIiBMapriHaIbHO-
ro cratycy. YecHo Kaxkyud, wieHN HoBOI My3UUHOI CTy/Iil HEOX0U€e BAABIHCA 10 MiAIIIFHOTO
croco0y MUCTEINBKOI JIisUThHOCTI — BOHH Oa)kayii OpaTé ydacTb B OQIIIHHOMY My3UYHOMY
JKUTTI. BibIle TOrO, My3UdYHa CITUTFHOTA iX 30BCIM He MapriHaTi3yBaja, He3BayKalouu Ha po3-
pi3HeHiCcTh J[yMOK 1moA0 HoBOI My3W4YHOI CTy/Iii — JIEXTO JOpPiKaB IM IOZI0 HEXTYBaHHA Y
1960-x pokax mpodecitHUM KOMIIPOMICOM, JOCATHYTUM KOMIIO3UTOPAMU, SIKI HAPOJIUJIUCA Y
1930-Ti, Ta 110710 3aIlepeveHHs TPpaUIIii, caMOOpraHizariii i pesiATUBi3alii posi BUKOHABIIA.

VYce 11e mATBEPAKYETHCA TUM, 10 3. EHEl OyB KJIFOUOBOIO Q)lrypom y IUKJTI IHTEPB’10
Mapii ®oiiep (Marla Feuer), OHy6JIlKOBaHHX y TixHeBuky «Elet és Irodalom» («XKurTa Ta
mTepaTypa») Bin maB Ha MmerTi NPO7IEMOHCTDYBATH OaraTOTpaHHICTh MYSHYHOTO JKHTTA
1970-x pokiB. B i IHIIOMY Typi iHTepB’10 JI. BiZOBChKMIA TaKOK BUCJIOBUB CBOI HOFHH,Z[I/I Ile
OUTBIII BaXKJIMBUM CBifueHHAM € Te, 1m0 3aBAsku Ilamy Cireri (Pal Szigeti) i Ilerepy Ilan

! Szitha T. Vidovszky Laszlo / Szitha Tiinde. — Budapest : Magus, 2006. — P. 36; Vidovszky L, Weber K.
Beszélgetések a zenérdl [duckycii mpo my3uky] / Laszlo Vidovszky, Kristof Weber. — Pécs : Jelenkor Kiado,
1997. — P. 146-148.

2 Artpool. 1976 [Emextpommmii pecypc]. — Pesum moctymy:  http://artpool.hu/kontextus/kronologia
/1976.html — Tata goctymy: 1.04.2013.

¥ Artpool. 1979 [Enexrponnuii pecypc]. — Pexxum gocrymy: http://artpool.hu/kontextus/kronologia
/1979. html Hara moctymy: 1.04.2013.

* Artpool. 1974 Enexrponnmii pecypc]. — Pexxum moctymy: http://artpool.hu/kontextus/kronologia
/1974. html Hata noctymy: 1.04.2013.

>Kro6 G. A magyar zeneszerzés 30 éve [TpuauaTh pokiB yropchkoro kommosuropcrsal / Kroo
Gyorgy Budapest : Zenemiikiado, 1975. — P. 202.

® Artpool. 1978 [EHGKTpOHHI/II/I pecypc]. — Pexxum moctymy: http://artpool.hu/kontextus/kronologia
/1978. html — JlaTa moctymy: 1.04.2013.

" Feuer M. 50 muzsikus miihelyében [V maiictepni m'stnecstn Mysuxantis] / Feuer Maria. — Budapest :
Zenemuklado 1976. — 259 p.

Vldovszky s interview: “The influence of a work is important” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978 [Cron-kaap. Yropceke KoMno3utopcbke muctenrBo 1975-1978] / Maria Feuer. —
Budapest : Zenemiikiado, 1978. — P. 91-95.
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Toty (Péter Pal Toth) KOMyHlCTI/IqHa MOJIOJTIZKHA opraH13au1;1 (KISZ) rapanTyBana 6e3meKy
Uit HoBOI My3WYHOI CTy/Iii — lle BU3HABAB 3. €He1/1 — AK 1 Te, mo 15 6ep63HH 1978 EOKy
JI. BitoBchKUi OYB yZIOCTOEHUM MpeMii Ii€l KOMYHICTUYHOI MOJIOJII>KHO1 opraH13au11
cioBamu 3. EHed, «3aCy/Ky0da» KPUTHKA Axomra Bponepa (Janos Breuer) y MIO/IeHHIHN
raserti KoMmyHicTruuHOI maprii «Népszabadsag» Biz 6 ciuns 1976 poky 30BciM He Oysia MPsIMOIO
MOJIITUYHOIO aTako Ha HoBy mysuuny cryzio. . Bpoiiep po3IiHuB MOABY ITi€l CTy/Iil AK
0cobOHCTy cIipaBy: BiH OyB, MaOyTh, HE B 3M031 BU3HATH, 1110 KOMYHICTHYHA MOJIOJII?)KHA OpTa-
Hisauiﬂ HACTUIbKU Bi,zliix’lmna BiJl TOTO, IT[O0 BiH BBaKaB IEHTPAJILHUM KypCOM Il KyﬂbTypHo'l'
TOJITHKH, IO CXU/IBHICTh MOJIOJUX KOMIIOBUTOPIB ZI0 HEXTYBAHHA HOPM BBAXKAB «BIPHBOM
Bi/{ OCHOBHOTO 1 IIPOrPECUBHOTO IUIAXY HOBOI yTOPCHKOI MYSHKH» .

Komywnictnuna mosnozizkHa opranizanis (KISZ) migTpuMana HOBY IIPOTPECUBHY Te-
Heparliio, a He TIIbKU HOBY My3u4Hy CTy/Iif0. ¥ I[bOMY IE€PEKOHYIOTh BUILYCKH TH>KHEBUKA
«Mozgb Vilag» («CsiT y pyci») mpotsirom 1973—-1980 pokig. Tak, 1979 poky 6yJio ormy6stiko-
BaHO IHTEPB’I0 3 TpbOMa WieHaMu HoBOI My3W4HOI CTyzil 1 HazBoo «MoJiodi paiKamn»
(«Fiatal radikalisok») 3 MeTo0 mpocyBaHHsI MUCTEITBAa HOBOTO IMOKOJIiHHA. BOHO mpe3eH-
TyBaJIO po60Ty TPyIH 3 IOIIHPEHHS CYy9acHOI My3HUKH i IJHECEHH: «II0-HOBOMY Hasall-
TOBaHOI» myOJTiKY, COPUAHATIINBOI /0 HOBOI MY3HUKH. 3a cioBamu 3. €Hesd, «Iie — icTOPiA
yermixy»°. IHTepB’10 6yJI0 po3paxoBaHe Ha ayAUTOPiI0, TOTOBY CIPHIIMATH i POBYMITH HOBY
MY3UKY, Y HbOMY «O3ByYeHO» IPHYIUHY PO3PHBY MiK HOBUMH KOMIIOBHUTOPaMH i Hapo-
moxeHUMU Y 1930-Ti poku — 6asKaHHSA CAaMOCTBEP/IUTUCA 1 3alIOBHUTU CBOIO HIIly HA HOBOMY
YTOPCHbKOMY MY3UYHOMY PUHKY, ce0TO Oa’KaHHS CTBOPUTHU CBOE CYCIIIJIBCTBO, 3 OHOTO 60-
Ky, a 3 iHIOro, — 6akKaHHA 3YNMHHUTH €KCKJIIO3UBHE IPE/ICTABJIEHHS aBaHTap/ly i Te, II0
JiBa MTOKOJTIHHSA 6escyMHiBH0 IHTEPIIPETYBAJIN IIOHATTS aBAHTapAy IO-pi3HOMY. Y CBOIX
inTeps’io 3. €Heil 1 JI. BifoBChKUI HEOQHOPA30BO 3BEPTAIM YBAry Ha HEKOMIIETEHTHICTh
YTOPCHKHX My3UYHHUX KPUTHKIB Y XapaKTEPHUCTHUI IXHbOI My3HIIi .

Te, mo HoBa mMy3uuHa cTyzis cTaja 4acTUHOIO iCTOPUYHOTO KaHOHY YTOPCHKOI My3H-
KU, TIOB’SI3aHE 3 KOMYHICTHYHUM MYy3UYHUM cortiosioroMm fIHomom Mapoti (Janos Mardthy).
KanoHn, onnak, cdhopMmyBaBcs caMe 3aB/sKU CYIIEPEYINBOCTI IXHIX TBOPIB, a HE 3aBAAKH
caMHUM TBOpaM. YTopchbKa My3WYHA CHIJIBHOTA TPAJUIIINHO € Ha/I3BUUYANHO HaTepHaJIiCT-
CHKOIO: YCITIX 3HAYHOIO MiPOI0 BU3HAYAETHCA COI[IAJIbBHUMH KOJIAMH, JiSUIBHICTIO JT0OpO3UY-
JIUBITIB 1 HEOOPO3WWINBIIIB, SIKi BIUIMBAIOTh HA Kap €py My3ukaHTIiB. Xoua f. Mapori (Brutu-
BOBUU MOJIOZUH AisTd My3UYHOI TOTTUKH Y 1950-X poKax) y»Ke BTPATUB BJIJly HaJ| My3HIHOIO
MOJTITUKOIO, XOY JIOCI MaB aBTOPUTET 1 OYyB CXWJIBHHUU [0 OMO3UI[IMHUX, aJIbTEPHATUBHUX
pyxiB. 3 1977 poKy BiH peryyisipHO BifiBifyBaB KoHIlepTH HOBOI My3u4HOI1 CTyzil 1 TO3UTUBHO
BUCJIOBJTIIOBABCA PO HUX. B iHTepB’10 M. Doiiep BiH HABITh 3aXMCTUB BIIXWUJIEHHS BiJjf HOPMH:
«Bys10 6 TOLUIBPHO CTEXKUTH 32 OCTAHHIMHY TEH/IEHITIIMH B MY3HIIi 3 OLTBII BIIKPUTHUM CepIleM

! Intepn’to 3onTana €Hes cTyeHTaM JJOKTOPAHTYPH My3HKO3HABCTBA AKajeMii My3uky iMeHi depeHiia
Jlicra, 5 Jpynns 2012 poky (aymio3aruc).
2 Muzsika — 1978.— 21/5, May. — P. 9.
*Iutepp’io i3 3.€Heem omy6mikoBaHo: Breuer Janos. Zenei kronika [Mysuuma xpomika]
/ Breuer Janos // Népszabadsag. — 1976. — 6 January.
TaM camo. ) )
® Ocranne Bunanns: Ery-Kovacs A. Fiatal radikalisok. Ery-Kovacs Andras beszélgetése Jeney Zoltannal,
Vidovszky Laszloval és Wilheim Andrassal, a KISZ Kozponti Mivészegyiittes Uj Zenei Stadiojanak tagjaival
[Mononi pamwikany. Inteps’to 3 npejacraBHukamu Hosoi MysuuHOi cTyii OCHOBHOrO MHCTEILKOTO aHCaMOIIIo
KOMYHICTHYHOI MOJIOJI>KHOT opranizaiii: 3omotan €Heit, Jlacno Binoscekuit Ta Anapam Bimeremsm| / Ery-
Kovacs Andras // Zenekultarankrol [TIpo maury mysuuny kynstypy] / Balazs Istvan (ed.). — Budapest : Kossuth
Kiado, 1982 P. 391-402. Briepuie Bunano y sxoBTHi 1978 poky B sxyphaii «Mozgo6 Vilag» («Cait kino»).
Vldovszky s interview: “The influence of a work is important” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978 [Crom-kanp. Yropcbke Kommo3uTopcbke mucrenro 1975-1978] / Maria Feuer. —
Budapest : Zenemiikiadé, 1978. — P. 94, 111.
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1 BU3HATH, 1[0 HE CJIi/I OITIHIOBATH 11 32 TPAAUIIIHHUMHU HOpMaMu. [le, 6e3yMOBHO, MPaBUJIHHO,
[0 KOHTAKT i3 peaJIbHUM JKUTTAM B CyJacHIM My3HUIli IOPYIIY€E YIIOPAAKOBAHICTD, ajie el
II€EPEBOPOT IPUBOUTS /10 iHITUX BAXKJIMBUX AYIIEBHUX IIPOIIECIB» .

Kputukorwo f. MapoTi miroToBJ€HO I'PYHT /s HabaraTo OUIBII KOMIIETEHTHHX
KpPUTHKIB MokoJIiHHA HoBoi Mmy3uuHoi cryaii: Katamia Komiom (Katalin Komlos) i Tibop
TaJIJ'IlaH (leor Tallian) Gysii ogHUMU 3 TEPIINX, XTO 3MIiHUB TOH BHCJIOBJIIOBAaHb Ha aJIpecy
rpymnu’, Tofi AK HlaH/:Lop KoBau (Sandor Kovacs) 1980 poky y BuiaHHi, sike OyJIO JOCTYITHIM
JTOCHTH IITUPOKiH 1myosirt, TBip 3. €Hest «KATO NK 300 22 stumast 1979, 10:30, , BYJIHLA Jlirro»
(«KATO NK 300 22 nd July 1979, 10:30 Lipt6 utca») HazuBaB IHe,Z[eBpOM 3aB/AKY UM
CTaTTAM, Y AKUX 0OTOBOPIOBINCS HE TUIBKHU I'PYIIM KOMIIO3UTOPIB, a i TBOPH, IIPEJICTABIIEH]
HUMHU B KOHIIEPTAX, MPOBIAHUI My3UdHHUH KypHan «Muzsika» («Mysuka») cTaB BUpIIIaIb-
HUM MeAiymoM it HoBoi my3udHoOi cryzii. CTaTuCcTHKa CBITYUTD, IO BUAAHHS MICTHIIO
MeHIIle TTO3UTUBHUX pelleH3ill Ha mpalli BcecBiTHBO Bijjomoro /Ivopas Kyprara (Gyorgy
Kurtag), ui>k Ha koH1epTi HOBOI My3uuHOi cTyzil, a micisa 1978 poky HaBiTh KOMIIO3UTODH,
HapomkeHi y 1930-Ti poku, OUeBU/IHO, BIIIMIILUIN HA APYryuil 1iaH . ®opMyBaHHS KaHOHY
IIbOTO BayKJIMBOTO (hOpyMy OijIbIIe iX He TOPKAJIOCH, 0 03HAYAJIO BTPATY KJIFOYOBHX ITO3UIIIH
y TaKOMY 00MEKEeHOMY i By3bKOMY IIPOCTOPi, IKUM € YTOPChbKa My3UYHA KYJIbTypA.

¥ sarasnpHill mpodeciiiHiil cBioMocTi — i He TUIbKH 3 ToryisAxy f. Bpotiepa — mome-
peZIHE TTOKOJIIHHSA YOCOOJIIOBAJIO «IIPOTPECUBHY» TEHEHIIII0 B HOBIM YTOPCHKIN MY3HITI /10
1975 poxky. 1. Kpoo, Habararo aBToputeTHimmi 3a fI. Bpoiiepa, 3aBepIIuB CBOIO CTaTTIO
3alUTaHHAM, YU HE Bejle IUIAX MOJIOJINX PaJIuKaJIiB JI0 130JIAI1i1 1 po3CitoBaHHSA €BPOIIEN-
CHKHUX IIHHOCTEH, 1 mIpU IbOMY CTaB Ha OiK KOMIIO3UTOPiB, HapoxkeHuX y 1930-Ti poku:
«<...> [[nsa] aBaHTapsy yropchbKoro KOMIIO3UTOPCHKOTO MHUCTEIITBA TBOPUICTh O3HAYAE
Bi,IIHOBiI[aJIbHI/Iﬁ OYEBUHUH, MIHJIUBUH 1, BOAHOYAC, yCTaJIEHUH MaHiCl)eCT SIKUH y:Ke OyB
y GBponl IHZ[I/IBII[yaJIbHI/II/I BHUCJTIB lg BOZIHOYAC, TOCUJIAHHS Ha CIIUIBHI TpajuIlil, HA BUO-
paiHiii 1eHb i HOBUH, HEPO3PUBHI» .

B inTepr’to M. ®oiiep 1977 pOKy 3. €neit TOBOPHB IPO «OIUIOTH HEBJIOBUMOTO I'y'MaHIS-
My», sIKi € B YropIinuHi, 6e3yMOBHO, Matouu Ha yBasi /[. Kpoo, momisau AsKoro inboko BKOPi-
HeHI B 3arajpHid My3W4HIN CBIIOMOCTI 1 MiJ/IAI0Th CYMHIBY 11 BaIiIHICTh. 3BUHYBAU€HHS B
TOMY, 10 MuCTenTBy HOBOI My3u4HOI CTyil OpaKkyBayio ryMaHi3aMy, Y €BPOIEHCHKOMY PO3y-
MiHHi ITLOTO CJIOBa, MaOyTh, OYJIO TOJIOBHUM y cydacHOMY AuCKypci. Ile mpesicraBuB HalOLTbIIT
CWIBHO, XOY 1 HesIBHO, He HazuBatouu iMmeH, komito3utop Koirt Jlypko (Zsolt Durko), HartOuibin
YCHIITHUIN NpeACTaBHUK IONEPEeIHbOIO MOKOJIIHHA: «TBOpHU, Y AKUX IE€PeIacThCs peaslb-

! Vidovszky’s interview: “The influence of a work is important” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978 [Crom-kamp. Yropcbke kommo3utopcbke mucrenrso 1975-1978] / Maria Feuer. —
Budapest Zenemiikiado, 1978. — P. 72.

2 Komlos K. Steve Reich Budapesten [Cris Paiix y bynanemrri] / Komlos Katalin // Muzsika. —
1977. — 20/10, October. — P. 14-17; Tallian T. Korunk zenéje 1. [My3uka Hammx dacis 1] / Tallian Tibor
1 MUZSIka 1978, - 21/12 (December) —P. 1-15. TIpo HoBy My3HUHY crymiro: ¢. 11-13.

¥ Kovacs S. Korunk zenéje <80 (1.) [Mysuka mammx uacis *80 (1.)] / Kovacs Sandor // Muzsika. —
1980. — 22/12, December. — P. 5-11.

* Komonka «Bemutatok krénikaja» («Xporika mpem’epy») gitko gemocTpye: y 1978 p., Hanpukmaz,
17 TBOpiB KOMITO3UTOPIB, HAMKCAHI Y TPUALATI POKHU (T1e l'IpI/I6J'II/I3H0 14-15 KOMIIO3UTOPIB) CTaJH TIPEAMETOM
obroBopens, a HoBa my3uuna crymis (7 KOMHO3I/ITOplB) maia 16 mpem’ep. Toro POKy Juine 3 tBopu 1. Kyprara
obrosopioBanucs y razerax. Lli mporopuii gocsraioTs me Ginbmmx BigminHocter y 1980: Toro poky Gyio
15 peueHsiit Ha TBOPH KOMIIO3UTOPIB-TPHALSATHUKIB i 15 — Ha TBOpH HOBOT My3uuHOi CcTyaii, i auie oauH
1Bip . KypTara IIPUBEPHYB yBary KpI/ITI/IKlB

*Kro6 G. A magyar zeneszerzés 30 éve [TpuamsTh POKiB yropchkoro kommosuropersal / Krod
Gyorgy. — Budapest : Zenemiikiado, 1975. — P. 203.

® Vidovszky’s interview: “The influence of a work is important” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978 [Cron-kaap. Yropceke KoMnozutopcbke mucrentBo 1975-1978] / Maria Feuer. —
Budapest : Zenemtikiad6, 1978. — P. 116.
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HUH JIOCBIJ] IUTAXOM OararcTBa My3WYHHX IHTOHAIIIH, OyJId 1 0ci € BiqoOpaskeHHAM MOBHOTH
JTIOZICBKOTO 3KHTTSA B OCTAHHIH uBepTi XX cTosiTra» . ¥ crarTax npo HoBy My3uuHy CTYZiO
Tioop Tamian (Tibor Tallian), mpencraBHHK HOBOTO IIOKOJIIHHS, MPHUBITaB BiIMOBY Bi
«Cy0’€KTHBI3MY JIETKOTO YUTAHHS» Ta «iJIF03il JIETKOTO BUPIIIIEHHA CUTYaIIii» .

OueBupHoO, o y cBoiil kputuill T. Tayrian, sk [[. Kpoo i K. /Iypko, 3acTocOByBaB
JIBOBHAYHY DUTOPHKY, ajiKe «UTI03110 JIETKOTO BI/IpiIJ_IeHH}I cUTyarlii» MOKHa Ha MY3UYHOMY
PIiBHI PO3YMITH TaK, fK i Ha PiBHI MOBCAKJEHHOI NOTUKHU. fIK He JMBHO, I TEH/EHIA /10
JIBO3HAYHOCT], BUABUBIINCE Y KOMIIOBHIIIAX Ta IHTEPB'I0 MUTIIB, HAPO/KeHNX y 1930-Ti pokw,
1 B KDUTUYHUX CTATTAX, CIIOCTEPIrAEThCA TAKOXK Y TOAINIHIX 3asBax 3. CHesA. Xoya BiH, 3/1a€Th-
s, CBIJIOMO IIparHyB YTUIUTH IIPUHIUIT OPSAMOJIIHIMHOCTI y ¢BOill My3uili:«f cnopgiBarocs,
1110 MOJIITUYHA My3HKa Oyjie aOCOJIIOTHO aKTyaJIbHOIO B My3UYHOMY ILJIaHI H y CBOil 3MiCTOB-
HOCTi, Gy/ie OpyIITyBaTH NPABMIBHI TUTAHHA i BiANOBiZaTH HA HUX» . KOHQIIIKTH My3Hd-
HOTO JKHUTTA 3MycwiIn 3. €Hes BmaTucs 1o iBodHayHOCTi. Cepen wieHiB HoBol My3uuHO1
CTyAil BiH 3 HAWOLIBIINM eHTysiasMOM y35IB Y4acTh y My3UUHUX CyIlepeuKax 1 myOJiaHo
BucTymnas mpotu JK. Jlypka, /[. Kpooi . Bponepa He B/Ial0YUCh 10 O6paSIII/IBI/IX ocobucTUx
sayBakeHb. BiH CBI,Z[OMO TOBOPSAYH PO MOJITHKY 1 My3HKY, JUCTAHIIOBABCA Bifl l'IOJ'IlTI/I‘-IHOl
My3UKH B iHTEepB’I0 M. ®oliep, ajie HANoJIsITaB Ha BaXKJIMBOCTI MY3UKH y COLiaIbHOMY KUTTI .
[Tum copmOBaHO 10r0 00pas AK BIAIOBIJAIBHOTO MUTIL, AKHH BIIMEKYBABCA Bifl MySHKH
JULA TIOJITHYHOI JiA/IBHOCT], YHUKAIOWH 1X TepPeTHHY, 1 Iparse BUpIIIUTH aKTyasIbHi pobTe-
MU cycruibcTBa. L{eit o6pas 6ys10 miaKpinaeHo Horo 3ayBa>keHHIMU, AKUMHU BiH HaMarapcs
YBUPa3HUTH €JIeMEHTH KOHTEHTY Horo Mucrerrsa. Binrnosisaroun 1975 poky Ha 3amuTaHHS,
0 BiH XO4Ye BHPASHUTH CBOEI0 TBOPUICTIO, 3. eHeI/I BIITIOBIB aKCIOMOIO MOJIEPHI3MY
XX cromirTa: «Mysuka € 3aco60M camMopeaisarii»°. Bi, OZIHAK, 10/1aB, 1o My3uka HoBoi
MY3UYHOI CTyAil OyJla «IUTUHOI0 ChOTOAHINIHBOI AIMCHOCTI» 1 IO y CcBOiX poboTax BiH
IIParHyB «II€PETBOPUTH HABKOJIUIIHIN CBIT Ha aKyCTUYHO BUIUMY pPeaIbHICTb». «fI XOTiB
6u, 11106 YacTo HecTepITHI 3BYKH OyZIEHHOTO CBITY CTaJId €CTETUYHO MPUAATHUMH /IS YKUTTH,
a OTKe, IPUNHATHUMU» . Y caMoOiHTeprpeTariii 3. €Hel BAAETHCA 10 TPAIUITINHOI €CTETUKH,
BBa)KAIOUM MUCTEITBO BiJIONTKOM PeaIbHOCTI, sIKe, IK BiH PO3yMi€, Ma€ HeraTUBHI KOHOTAIIil
(«HecTrepmHe», «Oy/eHHE»). Yce, M0 KOMIIO3UTOP HAMAarae€ThCsl IMEPETBOPUTH HA IIOCH
NpUNHATHE 1 IPUEMHE NUISAXOM IPUKpAaIllaHHsA, € TBopuicTio. Ile He 30BciM HeoaBaH-
TapJHUH IIXi — AK 1 MoCcTaTh MUTIA, AKUHU Oepe Ha cebe BiAIIOBIIAIbHICTD 32 CBOIO I'PO-
Majy, — ajie Ie JIOCUTh OJIU3BKO JI0 iJiealy «EBPOIEUCHKOTO I'yMaHi3My» B 0CO0i KOMIIO-
3UTOPiB, HapoaKeHuX y 1930-Ti poku, kUil cHopMyBaB I'PYHT HEOKOHCEPBATUBHOTO IIOCT-
Mo/iepHisMy Ha Mexi 1980-x pokis. Omke, HoBa mysu4Ha cryzis 6yJ1a B )KJIMBUM TPaBIeM
y My3u4dHOMY KUTTI 1970-X pOKiB, BHyTplmHIo plBHOBaI'y B AKId MOPYIINB HaNPUKIHIIL
I[HOTO JECATHUJIITTA MPUXiJl HOBOTO ITOKOJIIHHS, YIIEBHEHOTO i CAMO/[0CTaTHHOTO.

! Vidovszky’s interview: “The influence of a work is important” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978 [Cron-kaap. Yropcbke KoMmmo3uTopcbke muctenrso 1975-1978] / Maria Feuer. —
Budapest : Zenemiikiadd, 1978. — P. 25.

2 Tallian T. Korunk zenéje 1. [My3uka naumx gacis 1] / Tallian Tibor // Muzsika. — 1978. — 21/12,
December. — P. 13.

® Vidovszky’s interview: “The influence of a work is important” // Feuer M. Pillanatfelvétel. Magyar
zeneszerzés 1975-1978 [Cron-kaap. Yropchke KOMIO3uTopchke muctenrBo 1975-1978] / Maria Feuer. —
Budapest : Zenemtikiad6, 1978. — P. 117.

* Tam camo.

® Feuer M. 50 muzsikus mithelyében [Y maiictepni m'staecstn Mysukantis] / Feuer Maria. — Budapest :
Zenemiikiado, 1976. — P. 32.

® Tam camo, c. 32.

" Tam camo, c. 33.
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Hamoc A. I[ncm[eHTCTBo, HEOABaHIapj, JABO3HA4YHIicTh i aisabHicTL HoBoi Mquﬂo'l'
CTyL[ll B bBynanemri 1970-x pokiB. OxapaKTepnsoBaHo POJIb NEPIIO] eKCIIePUMEHTANILHOT My3HYHO]
cryaii B Yropuuni — HoBoi Mmy3n4HOi cTymii y BynanemTl y KOHTEKCTI MOJITUYHOI OMO3HIlii, Heo-
aBaHrapHOro pyxy Toro 4acy. Uinenn HoBoi My3u4HOI CTyz[n — 3. €neit, JI. Capi i JI. BigoBchkuii —
CKCIICPMMCHTYBAIIM B PYCIIi HEOABaHIapiy, X04a y CBOIX OQIUIHHMX 3asBaX BOHM BJABAIMCA 10
TBO3HAYHOCTI, II00 MiATPUMATH CBOIO MO3UIIIO B My3UIHOMY JKUTTI.

Kuarouosi ciioBa: Hosa My3HU4Ha CTYZ[U[, MOJIITUYHA 0H03I/IH1$I, HCOaBaHrapa, IMCUACHTCTBO.

Janoc A. JIuccuAeHTCTBO, HE0ABAHT AP/, ABYCMbICJICHHOCTh U AeATe1bHOCTH HoBoM My-
3bIKaJIbHON cTynun B Bynamemre 1970-x rogoB. Oxapakrepu3oBaHa poib MEPBOM AKCIICPUMEH-
TanbHOM My3bIKanbHOM cTyanu B Benrpun — HoBolt My3pIkaiibHOM cTyauu B bynanenmre B KOHTEKCTE
ITOJINTUYECKON ONIO3ULUH, HEOABAHTapPIHOIO ABMXKEHUA TOro BpemeHu. Ynensl HoBoi My3bIkaiib-
Hout crynuu — 3. Eneit, JI. Capu u JI. BumoBCcKkuii — 3KCIIEpUMEHTUPOBAIN B pyClie HEOaBaHTap/a,
XOTS B CBOUX O(UIMAIIBHBIX 3a8BJICHUSAX OHU MPUOErajiv K ABYCMBICIEHHOCTH, YTOObI OJEPKATh
CBOIO ITO3MIIMIO B MY3bIKaJIbHOM KU3HU.

KuroueBnble ciioBa: HoBas My3bIkanbHas CTyIUs, OJUTAYECKAs OMIIO3UIMS, HEOABaHTap/I,
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Dalos A. Dissidence, Neo-avant-garde, Doublespeak. On the Context of the New Music
Studio Budapest in the 1970°. Characterized the first part of the experimental music studio in
Hungary — New music studio in Budapest in the context of political opposition, neo-avant-garde
movement of the time. Members of the New Music Studio — S. Jeney, L. Sary, L. Vidovszky —
worked with the experimental techniques of the neo-avant-garde, although their official statements
they resorted to ambiguity, to maintain its position in musical life.

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