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ABSTRACT

The paper discusses the approaches of different media to Holocaust (re)pre-
sentation, with special reference to art music in the 20th century. Following the
classification proposed by Michael Rothberg on two possible perspectives for
representing the Holocaust: realistic and anti-realist (2000), we analyse two
compositions: Arnold Schoenberg’s A Survivor From Warsaw (1947) and Steve
Reich’s Different Trains (1988). The aim of the paper is to point out how artistic
music reflects and participates in the dominant historical and contemporary dis-
courses of Holocaust representation, especially the discourses of “heroism” and
“non-representability”.

KeywoRrps: Holocaust, Arnold Schoenberg, Steve Reich, art music, politics of memory.
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ATICTPAKT

Y paay ce pasMaTpajy IpUCTYIIH Pa3AMYUTHX MEAHja IIPEACTaBA>AY XOAOKAYCTa,
C MOCeOHUM OCBPTOM Ha yMETHHYKY My3uKy y 20. Beky. [Iparehu moaeay xojy
Majxa Por6epr (Michael Rothberg) npeasasxe Ha ABa raepumTa Ha MoryhaocTu
npeAcTaBbamba  XOAOKAyCTa: PEaAMCTHYKO M aHTHpeaauctHuko (2000),
anaausupamo peaa A Survivor From Warsaw (1947) Apuoaaa Illen6epra u Dif-
ferent Trains (1988) Crusa Pajma. ITis papa je Aa ykadke Ha TO KaKO yMeTHUYKA
My3HKa pe(AeKTYje U IAPTULUIIHPA Y AOMUHAHTHUM UCTOPHUjCKHM U CaBpeMeHHM
AHCKYpCHMa IIPeACTAaBAAMma M pasyMeBama XOAOKAyCTa, IIOCEOHO AMCKypca
»XepojcTBa’ U , HEM3PELUBOCTH .

KayyaHE PEYM: XoaokaycT, ApHoap Illen6epr, Crus Pajur, yMeTHHYKa My3HKa, TOAHTHKE
cehama.

YBOA: XOAOKAYCT U MEAUJU

DBpojuu TekcTOBM KOji TOBOpe 0 HcTopHjH, cehamy nan mpeacTaBsamy XoAoKaycTa
0p 194S. roanHe A0 AQHAC OTBapajy BeAUKA M KOMIIAEKCHA IINTamkba 0 MoryhHocTHMa,
AYTEHTHYHOCTH M eTHYHOCTH IIPEACTaBAama TAKBOI Aorabaja, xao m mpobaeme
C KOjIMa Ce CyodaBaMoO y pa3Bojy KyaType cehama. Aa AM je OIIPaBAAHO TOBOPHUTH
Ha MCTH HauuH O $poTorpaduju rera MAM AOropa, CBEAOYAHCTBHMA ITPEXKHUBEAUX
HAM MY3HIJM CTBAPAHOj U M3BONEHOj Y AOTOPUMA U y TOAMHAMA KOje Cy YCACAHAE,
KA0 PpABHOIPABHHUM AOKyMeHTHMa XOAOKaycTa? Aa AM TOCTOjU ,HCIIpaBaH’
HAYMH U IIPaBU MEeAMj 3a TIpeACTaBsambe XOAOKAYCTa, M Ha KPajy, 3aIITo je yOoIluTe
HpeACTaBbatbe XOAOKAYCTa TOAUKO BAXKHO H CYKOOAEHO MUTatbe?

Bepea Aanr (Berel Lang) ciomume XoaokaycT y Besu ¢ mojmMom xanpa. Hery
peu xopuctu u Ben Apnoas (Ben Arnold) xapa roBopu 0 yMeTHMYKOj My3HIH
KOja HacTaje y AelleHnjaMa HakoH Xoaokaycra (1991). Hako ce naeja nosesusama
KOHIIENITa JKaHpa Kao BpcTe MAM cThAa oppehenor (ymernmukor) crBapama c
X0AOKayCTOM MOXKe YMHHUTH IPOOAEMATUYHOM, OBa MapaAeAa HCTUdYe mpobaeMe
c kojuma ce cyouasamo c (pe)mpesentanujama Illoe. Po6epr Mracron (Robert
Eaglston) anaansupajyhu nucana csepodancrsa o Xoaokaycry npumehyje Aa Bux
YHUTaMO Ha MCTH HayMH HA KOjH YMTAMO KIbIDKeBHA AeAa. Mako mpeasaxke yuTame
yKIBIDKEBHOCTH XOAOKAyCTa  KAo IIOTIYHO HOBH JKAHP, HETOB Pap HaM yKasyje Ha
PasAMYKTe HAYHHE Ha KOje TyMaulMO IIPOLIAOCT M IPOOAEMATHYHY IIPHPOAY MEAHja
KpO3 KOje CaoIuITaBaMo cBoja nckycrsa. Kako ncrude, mpobaeM ca xkaHpoBHMa jecTe
y TOMe IITO >KaHP He IPEeACTaBba CAMO HAuHMH IHCama, Beh Takohe u HaunH unTama
(Eaglston 2004: 6).

Des 063upa Ha TO AQ AML TOBOPHMO O MEMOAPY, ICTOPUjCKOM 3AIIUCY, CTPHUITY HAH
My3HYKOM KOMapy, XOAOKAyCT HAC CyodyaBa Ca 3aAATKOM OIMCHBAaa CBeTa y KojeM,
Kako AAOPHO Kaxke, ,[TAAIIUTU Ce CMPTH, 3HAYM IAAIIMTH Ce Heder AAAeKO roper
oa emptr” (uurupano y Listoe 2006: 52), ceta xoju je Aasua Pyce (David Rous-
set) c mpaBoM HasBao yHuBep3ymoM 3a cebe (lunivers concentrationnaire) (Rousset
1951). Tlpo6aemaTiyHa IPUPOAQ IPEACTABAAIHA TEHOLMAR HaA jeBPEjCKM HAPOAOM
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IIPBEHCTBEHO Ce CIIOMUE>E 1 HarAallaBa KaAa FOBOPHMO O ITOITyAAPHUM OCTBapemhIMa
kao mro je Iungaeposa auciia Crusena Crmmabepra (Steven Spielberg).
ITomyAaapHa KyATypa HeCyMEbHBO IPHOAIDKABA IIMPO]j ITOAULM BaXKHE HCTOPHjCKe
JHIbeHHIle, AAH TaKOhe OaHaAm3Yje 1 yMarsyje TexXuHy 3aounHa. OBakBa OCTBapema
IIPU3NBAjy KPUTHKE HATYPAAUTAIIHje 1 KOMOADHKAIIHje CTPAAAmba U Pa3BOAABaA
TexxuHe Aorabhaja Kpo3 OKBUp YHUBEpP3aAHOT U KocMomnoautckor cehama (Rosenfield
1995). TomyaapHa KyATypa je jeAaH 0A MHOTHX BUAOBA IPEACTaBbaHba XOAOKAYCTR,
aAH, Kao mTo heMo BUAETH, HCTOPHja, CBEAOYAHCTBA F MEMOPHjaAHe IIPaKce HOCe Y
Ce0H COIICTBeHEe CAMYHE IIPOOAEMATHKE U ITHTAbA.

Paya Xua6epr (Raul Hilberg), ayTop nipBe BeArKe CTyAUje HALIMCTUYKUX 3A04HHA,
CMaTpa Aa UCTOPHjy He MOKEMO CXBAaTaTH KaO HEIPHCTPACHO IpeHomeme (akaTa
us3 npomaocrti. Vicropudap je Taj koju 6upa koje he napopmanuje craBuTH HCIIpes
APYTHX, Ka0 M KOHTEKCT y koju he Te nupopmanuje mocTaBuri. Xuabepr ucTmde
OBy HEMHHOBHOCT IIHCAba HCTOPHje Ha COIICTBEHOM papy, objammasajyhu dpopmy
cBor peaa. OH HABOAH AQ je CPEANIITIHH OACEK CBOje KIbUTe IIOCBETHO BHAY U HAUHHY
TPaHCIOPTAIHje KPTaBa y AOTOpe, U3 Yera MOXXeMO HMIITYHTATH Ad Y CBOjOj aHAAM3H
HAIIUCTUYKAX 3AOYMHA IIPBEHCTBO Adje CHCTEMATHYHOCTH M OHPOKPATHIHOCTU
maaHa o HCTpebnersy JeBpeja. Mcropuja MOXAQ jecTe HAjAOMHHAHTHHUJU , KaHp
XoAoKaycTa, OHaj KOjeM HajAAKIIIe IOBEPABAMO IIPEACTaBbAlbe OBAKBOT Aorahaja, aan
TO He 3HAYH AQ je HCTOPHUja U3y3eTa 0A IPOOAEMATHKE KOja IIPATH APYyTe AUCKYPCe.
Kako kaxce Xuabepr: ,Peun koje cy Tako HalucaHe 3ay3HMajy MeCTO IPOLIAOCTH;
OBe peun, mpe Hero cama npomaoct he 6ury sanamhene” (Hilberg 1996: 83).

Anppea Pajrep (Andrea Reiter) kpurukyje mpuMar Koju je CTaBoeH Ha
uHpOpMALHje AOOHjeHe U3 MeMOapa M APYTUX IIHCAHHX CBEAOYAHCTABa, KOjH Ce Y3
HCTOpHOTpadHjy CMATpPajy Haj3sHAYajHUM AOKyMeHTHMMa XoaokaycTa. CaM jesmk
[OjaBAYyje ce Kao Ipelpeka y ommcuBamy Tor cBerTa. CraOMAHA 3HAUea pedn Ha
KOjHMa ITOYMBA APYIITBO II0Ka3yjy ce Kao HEeAOBOMNHA, HEIIPUKAAAHA 32 OIHCHBAbe
y’Kaca KOHIJEHTPALIOHUX AOropa. Peunm A00ujajy HOBa 3Haduera, IIO3HATA CAMO
Hexoaunuuy. Kako xaxe Pajrep: ,¥Y Behunm cBepouaHCTaBa KOHBEHIJOHAAHO
xopumheme je3nka NMpPeTH A2 3aMyTH HeoOwdHy Hpupopy osux porabaja” (Re-
iter 2005: 227). Jom jepan op mpobaeMa ¢ KOJUM Ce Cyo4aBaMoO y CBEAOYEHUMA O
XOAOKayCTy HCTAKAO je jeAaH O pexuBeanx aoropama, IIpumo Aesu (Primo Levi):

Mu, mpexxuBeAH, He CaMO A2 CMO y Hes3HaTHOM 6pojy, Beh Takohe aHOoMaAwmjcka
MambHHa: MH CMO TH KOjU Cy YCIIEAU CBOjUM IIpe€BapaMa, MAU CIIOCOOHOCTHMA, AU
cpehom pa He poTaxHeMO AHO. OHU KOjH jecy, OHU KOju Cy BHAeAr ToproHy, Hucy ce
BPATUAH AA TIPUYAjy O TOME, HAU CY Ce BPATHAU HEMH, AU OHH CY TH KOjH Cy YPOHeHH,
IOTIIyHU CBEAOLH, Ynje OM CBEAOYAHCTBO UMAAO 3HaYaja. OHHU Cy [IPABUAO,  MH CMO
usyserak (Levi 1986).

AOMMHAHTHM MeAHj 3a MpeACTaBrame XOAOKAyCTa INOCAGABUX A€lieHHuja je
Busyeann. Mako je pookymeHnTapHa $poTorpaduja nMasa 3HAIAjHY YAOT'Y y AOBODemsy
IpeA MPABAY 3AOYHMHALIA MAU IOIMCHBAIE JKPTaBa U PEKOHCTPYKLHjy Aorabaja,
CAMKa Ce TIOKa3aAa Kao Beoma BapyHBH cBepoK. Kako HaBoau Bap6u 3eansep (Barbie
Zelizer): ,Busyasusanuje Xoaokaycra 6uae Cy pejuKaupaHe, IOHOBO MpHCBajaHe 1
IpeobOAHKOBAHE A2 OATOBAPAjy KOAOBIMA U KOHBEHI[IjaMa AATOT MOAEAA BH3YEAHOT
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npeacraBsama’ (2001: 3). Takobe, AoOKyMeHaTapHU PUAM, KOjU je TEXUO TOMe Al
OTKAOHHM IIpo6OAeMe KOMyHHKaIHje XOAOKAyCTa ITyTeM KOHBEHIIHOHAAHOT je3HKa, He
Moxke mobehu op mpupoae BoajepusMa Koja je KapaKTepUCTHYHA 32 GHAMCKE MEAY].
Pexucepka Opau Japun (Orly Yadin) amaausupajyhu snauaj anumupanor dpuama
y IpeACTaBmaiy XOAOKAyCTa HABOAU KAaKO CY ,CBe PopMe AOKYMEeHTapIla caMo
IpeACTaBe PEAAHOCTH, U AA Y TOM CMHUCAY, aHUMHUPaHH QUAM HHje HUIITA APyTaduju
oA Apyrux guamckux cruaosa’ (gutupano y Copley 2010). 3amapHo ApymTBO jecre
IPBEHCTBEHO BU3YEAHO APYINTBO, aAM, Kako Hac moaceha 3eaumsep, ,ca ‘Bubemem)
Y3eTHM 32 OCHOBY 3Hama y 3allAAHOj MUCAM, BHAETH je Y MHOTO CAydajeBa IIOCTAAA
meTadopa 3a nepcrekTusy kao raksy” (Zelizer 2001: 1).

Iupau Tuabepr (Shirli Gilbert) je Behu aeo cBoje kapujepe mocsermaa
Aokasyjyhu aa XoaoxaycT He MOpaMO caMo ,raepaTH’, Beh mmyHo Tora MoxkeMo casHaTH
aKo cAymamo. Y CBOjoj ONIIMPHO] CTYAMjH ObjalimaBa HaM HA KoOje je CBe HAauMHe
My3HKa OMAQ IPHCYTHA Y KOHIIEHTPALIMOHIM AOTOPUMA U IITA HAM CBe Moxke pehu
0 XKHBOTY XXpTaBa Hanusma. HaBoau Aa je cBaku Behw reTo MMao aKTHBHE OpKeCTpe,
XOpOBe U ApyTe aHCaMOA€ KOjH Cy GYHKI[IOHICAAM AY)XKH HU3 ToAUHA. [TeBambe je 6uo
HajpacIpOCTpabeHUjU BUA MY3HIKe ACAATHOCTH, jep je OMAO AOCTYIIHO CBUMA, HUje
3aXTeBAAO MHCTPYMEHTE, MOTAO Ce M3BOAUTH Ha OMAO KOjOj AOKAIMjU ¥ 6UAO ra je
aaxo cakpuru (Gilbert 2005: 119). ITecma je 3a 3saTBopeHuKe 6HAQ jeAQH O HAIMHA
Ad HICKQXY CBOje eMOIjyje ¥ IIOKYIIajy Ad Ce Cyode ca CBOjOM CTPAIIHOM CYAOHMHOM.
Jeaan op mosHatux npumepa je necma Dahaulied (Aaxay), Hacrara 1938. ropuse y
KOHIIeHTpaLoHoM Aoropy Aaxay y Hemauxkoj.”

I'mabGepT objammbaBa Kako je jeAaH Op LMAeBa IPEXHUBEANX JeBpeja HAKOH
ocaoboherma Aoropa 6mo cakymmarme oBakBux necama. Josedp QPurenbaym (Josef

2 Aeno je aBojurie mpujaresa nopexaoM us Beua. Jypa Cojdep (Jura Soyfer) mucao je Texcrose
3a Kabape mpeacTaBe Tpe Apyror cpeTckor para, Aok je Xep6epr 3umep (Herbert Zipper) 6uo
KOMITO3UTOP U AMPUTEHT C IEAPUTPEOM, KAKO MOPOANYHUM, TAKO U My3HYKUAM. YIHO je kop Mopuca
Paseaa u Puxapaa IllTpayca. IToa BeAOM TajHOCTH Cy ABOjHIIA ITPUjaTesa OCMHCAMAQA TEKCT ITeCMe Kao
HPOHHMYAH OArOBOP HA HALMCTHYKU cAoraH ,Pap ocaobaha’, a 3urep je y raaBu ocMHCAHO ¥ My3HKY 32
necmy. Op MaAe rpyIie npujaresa KOju Cy HAYYHAH [IECMY OHA Ce IIPEHOCHAQA M yCKOPO je O¥Aa Io3Hara
IIMPOM AOTOpa:

,»DOASHKABA JKMITA, ITyHA CMPTH

PasBydeHa je OKO Halller cBeTa

M3Hap — HeO0 6e3 MUAOCTH

IIase MPa3 U OTIeKOTHHE.,

Aaaexo cy op Hac CBe PapAOCTH,

AAAEKO Hallla AOMOBHHA, AAACKO HaIlle JKeHe,

Kapa MapIIMpPaMo Ha OCA0 Y THIIMHH,

HAaC XMAaAe Y LUK 30pe.

AAu, HAyYMAM CMO IITa je penreme Aaxaya

U TIIOCTAAM TBPAY KAO YEAHUK:

Byau uosex, Apysxe,

ocraHu SYACKO Ouhe, Apyxe,

Ppaau A06po 1ocao, ajae, APyKe,

jep paa, paa ocaobaha!” [mpesoa ayTopxke].
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Feigenbaum), jepan 0a caxymmada, caepehum je pednma 6paHmo 3Ha4aj OBaKBHX
AoxymeHaTta XoaokaycTa: ,CBH AOKYMEHTH KOjH Cy CAaKyILbeHH IIOKa3yjy caMo
¢parmeHT Hamre Tparepuje. ITokasyjy camo Kako Cy ce ybuile moHalraAe mpema Hama,
KAKO Cy HAC TPETHPAAH U IITA Cy HAM PAAMAM. Ad AH Cy Ce HAIIlM SKUBOTH Y TOj HOhHO]
Mopu cacTojaau camo op THX pparmenara?” (Gilbert 2008: 118). @urenbaym rosopu
0 HeMOryhHOCTH jeAHe BpCTe H3BOPA, jeAHOT MeAHja, AA OCBETAHU U OITHIIe XOAOKAYCT
Y 1eroBOj IIeAMHH.

Kapa roBopuMo o mpobseMuMa C KOjUMa Ce CyO4aBaMO y IPEACTABoAEbIMA
XoaoKaycTa KpO3 PasAMYMTE MeAHUje, HHUX je MOXAA HAjCAMKOBUTHje OIMCAo ApT
IImureaman (Art Spiegelman) xpos ayronoprper cBor jyHaka us crpuma, Mayca.
Maxo je kpurukoBaH 360r kopumhema xymopa 1 $opMe CTPUIIA 32 PEACTABAABE
XonoxkaycTa, IlInureAMaHoBO OCTBapere HaM IPEACTaBA»a XOAOKAYCT YIIPAaBO KAo
paAMKasHM mpobaeM pasyMeBara. AyTomopTper Mayca, cAMKa Koja ce IPBH IyT
nojasuaa y vacorucy Tikkun 1992. ropnse ys ayTOpoB TEKCT IIOA HA3HBOM ,Say-
ing Goodbye to Maus”, nmpukasyje HarjpraHor Mayca, koju 06eMa pyKama APXH
PeAAUCTHYHO HAIPTAHOT IPABOT MHINA, AOK M3a Hera BUAUMO IIOCTep Ha KojeM
CToju TMO3HaTO AMIle ¢ AmsHujeBor Aoroa — Muxu Mayc. Kako HaBoam Majka
Pot6epr: ,0Ba canxa je aseropuja 3a KOHTPAAUKTOPHY IO3HIH)Y IOCTXOAOKAYCT
YMETHHKA — OHOT KOjU IIPOU3BOAU €KCIIEPUMEHTAAHO AEAO O TEHOLHAY, 32 HACMEjaHO
ABOAUMEH3MOHAAHO AMIle HHAYCTpHje 3a0aBe, aAl Ce CBYTAE CyOYaBa C KPXOTHHAMA
peaanor” (Rothberg 2000: 2). Auaema c kojom ce Illnuraeman cyo4asa Huje MHOTO
ApyTaddja oA OHe C KOjOM Ce Cyod4aBajy MCTOPHYApU HMAM IPEXHBEAH, jep, KaKo
uctude PoTbepr, ,y cyodaBamy ca TaKBOM HMCTOPHjOM, CBHMA HaM je 3ajeAHMYKA
norpeba pa Hal)eMO apeKBaTaH HAYKH IIPUITOBEAARHA U PA3yMEBaba TOT U3BAHPEAHOT
Toka porahaja” (Ibid.: 7).

Por6epr mpeaaarke IIOAEAY HA ABA TAEAMIITA Y Be3k ¢ Moryhuouthy mpeacTaBaarba
XoaoKaycTa: peaAuCTUYKO U AaHTHPEeaANCTHIKO. PeaAncTuyka mosuiimja noapasymena
10 Aa je XoaokaycT Moryhe crmosHaTu M 06jacHMTH MeAHjHUMA KOjH Cy HaM Ha
pacroAaramy, AOK aHTUPEAAMCTUYKA IPETHOCTaBsda AA je XOAOKAYCT jeAUHCTBEH
Aorab)aj Koju HaIIM je3ULH HUCY CIIOCOGHU Aa omuy. AHaAu3Kpajyhu sHavema Koja
MoxkeMo umrantary us Illen6eprosor (Arnold Schoenberg) mysmuxor aeaa A Sur-
vivor From Warsaw (1947), ucrahu hemo npo6aeme ¢ maarpopmom xojy Por6epr
HasMBa ,PEaAUCTHIKOM , a Koja ce jacHo oumTaBa y Illenbeprosom aeay. Hapane,
npencnutyjyhu auxrym Teopopa Apopua (Theodor Adorno) o ,Bapsapusmy
noe3uje HaKOH AyIIBHUIJA", KAO K APYTe CAUYHE HAeje O ,HeU3PeIIMBOCTH XOAOKAyCTa,
aHaAnsupaheMo HaYKMHE Ha KOje MOXEMO ,aHTUPEAAUCTUYKY IMO3HIIUjy UIIYUTATH
u3 peaa Crusa Pajma (Steve Reich) Different Trains (1988), Te 3amTo 062 ocTBapema
MOXeMO 9UTaTU Kao BpCcTe MUCTHPHKaIHja XOAOKAYCTa.

XOAOKAYCT U IIOAUTUKE CERAIbA: A SURVIVOR FROM WARSAW

Beanxu 6poj AeAa yMeTHHUKe My3HKe HACTaje KAo peakijja Ha XOAOKAyCT.
KomnosuTopu cy Hajuemhe OMAM MAM M CaMH SKpTBe HAIMCTHYKUX 3AOUMHA, HAH
MOpOAUIIe U TIpHjaTesH MOTMHYANX M HecTaAuX. ben ApHoaa, Koju je ayTop jepHOT
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OA TIPBHX IIONKCA® YMETHHYKE My3HKe HACTaA€ Y TOAMHAMA HAKOH XOAOKAyCTa,
HAllOMMEe A CYy AeTasbHA UCTPaXKMBama My3uKe XOAOKAyCTa HYXKHA, ITOTOTOBO
aKO JKEAMMO A IOKYIIAMO OAOBOPMTH HA NHUTaHe KAaKO epeKTHBHO My3HKa MOXKe
obpabhusaru Temy oBe Beanunte (Arnold 1991: 343). Eberos cTas Huje HuImITa Matbe
OIIPaBAAH ABaAeCeT FOAMHA KacHHje.

Komnosunuja Aprospa Illenbepra HammcaHa je caMO ABe TOAMHE HAKOH
ocaobahama aoropa, 1947, u jeaHa je oA IPBHX KOMIIO3MI[Hja OBOT , KaHpa.! A
Survivor From Warsaw mucas je 3a npumoBepada, Xop u opkecrap. Ilpemujepso je
usBepeHa 1948. ropuse o crpane Kypra @pepepuka (Kurt Frederick) n amarepcxor
Albuquerque Civic Orchestra. Illen6eproBy mecTOMUHYTHY KOMIIO3HIHjy HAPydHAQ
je Koussevitzky Music Foundation, nako je ”HHIJMjaAHA MHCIIMPALIHja 32 AEAO IIOTEKA
oa Kopun Youem (Corinne Chochem) 1947. roaune.’ Illen6eprosa kommosonuja
AAQAEKO je BHIlle TTXKIbe AHAAMTHYAPA M KPUTHUYAPA MIPUBAAYMAA 300T HCTOPHjCKOT
U TIOAMYKOT KOHTEKCTA AEAA — HAPATHBHE AMMEH3Hje KOMIIO3HIjHje — Hero 360r
MysHuKe crienuduaHOCTH 1 cTpyKType (Strasser 1995: 58). Tekcr xoju Lllen6epros
HapaTop H3roBapa IIpeyseT je M3 BuuIe u3Bopa, Mely Kojuma je u cBepOdaHCTBO
JOBeKa KOjH je uaberao us Bapurackor reta:

He Mory pa ce cerum cBera, Mopa Aa HucaM 6uo 1pu cBectu Behuny Bpemena; ceham
Ce CaMO TPAaHAMO3HOT MOMEHTA KaAa Cy CBM IOYEAU AA TNIeBajy CTapy MOAHUTBY. AaH
je moueo yobudajeHo. 3ByK TpyOe ce 4yo AOK je jomr 6HO Mpak — OKYIHAH Cy Hac
u OpyTasaHo Hac TpeTHpaAu. /oyau cy runyan. HapepsHHK je BHKao Aa ce MPTBH
MOpajy IpebpojaTn, Kako 0¥ 3HA0 KOAMKO HHX Tpeba Aa HCIIOPYYH Y racHe KOMOpe.
IIpebpojaBame je mOYeAO MOAAKO, Ia je cTaro. OHAQ je IIOYEAO TIOHOBO: jeAdH, ABA,
TpH, T1a CBe OpsKe 1 GpsKe, TAKO AA je ¥ jeAHOM MOMEHTY 3ByJaA0 KO CTAMITEAO AMBASUX
KO3, ¥ — OAJEAHOM — IouHHsy A2 reBajy [lIma Mcpaea (untupano y Reich 1971:222).

Kommosunuja y ¢opmMu KaHTaTe CappKM ABa OAeAKA: IIPBH, y KOjeM HAapaTop
usHOCH porahaje Koju Boae Ao meBamba ,I1Ima Mcpaea”, u ApyrH, KojH je y HOTITyHOCTH
nocsehen ussohemwy ose moautse. Majka Crpacep (Michael Strasser) y cBojoj
AHAAM3HU MCTHYE OIITAP KOHTPACT H3Mel)y IPBOT HAPATHBHOT A€Aa KOjU CKOPO YOIIIITe
He CaAPXKU MEAOAHjCKE eAeMEHTe U APYTOT AeAa Y KOjeM je IPUCYTHA KOHTHHYHpaHa
Menoamjcka AuHHja (1995: 62). Yak U y CTPYKTypaAHOM My3HUKOM CMHCAY, TAE
ITen6epr KOPHUCTH CBOj IMO3HATH ABAHAECTOTOHAAHU CepHjaAM3aM, MOCTaBsajyhu
Meaoanjy moanTse ,I1TMa FicpaeA” ka0 OCHOBY YHTABOT AeAQ, IPHAAje TOcebaH 3HaYaj

3 KoMmaeTHy AMCTy yMeTHITYKe My3HKe 0 XOAOKAyCTy Kojy je Ben ApHoaa cacTaBuo a0 1991. ropuse
BupeTH y: Arnold 1991.

4 ApHOAA HCTHYE AQ yMETHIYKA My3HKa O XOAOKYCTY IOUHIbEe PEAOBHO AA C€ KOMIIOHYje ¥ U3BOAM
Tex op 1959. roanme (Arnold 1991: 336). Vcre ropune xapa je usBepeno Ilen6eproBo AeA0 U3BeAeHe
Cy camo jom ABe Kommosunuje: Yizkor (In Memoriam) Epena ITaproma (Odén Pértos) u Suite in
Memoriam Vnaxa Eaeaa (Yitzhak Edel) (Ibid.).

S Oa capapmwe Ha Behem npojexy Kopun Youem Illenbepr je oaycrao 36or memoryhuoctu Yeuem
Aa raaTy XoHopap koju je Illen6epr Tpaskno 3a KOMIIOHOBAKbE AeAd, ONpaBAaBajyhu To GpuHaHCHjcKIM
temxohama (Strasser 1995: 52).
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oBoj MoamTBU. KyaMuHanuja peaa ympaso je mocraBseHa y MOMEHTY Kapd ce XOp
IPBU U [IOCACABU YT [10jaBayje U mounmbe Aa mesa ,I1Ima Mcpaea® OBo je jeaHa op
Haj3HAYajHUjUX MOAUTBH y jeBpejckoj Bepu. OHa je cumb0A adupManuje jeBpjeckor
UASHTHTETA ¥ Bepe y jeAHor 6ora. Aajyhu 0Boj MOAMTBH LIEHTPAAHO MECTO Y CBOjOj
xomnosunuju, Illenbepr Hac MO3HBA AQ YUTAMO HETOBY IIPEACTABY XOAOKAyCTa KPO3
npusMy peadpupMalnuje XMBOTA, CAMKY Hape M OIOpaBKa jeBpejckor Hapoaa. He
CaMO IITO y CBOM A€AY Ha IOCebaH HAuMH yKa3yje Ha IOHOC CONICTBEHUM jeBPejCKHIM
HMAEHTHTETOM — YHILEHHI]A AQ j€ YTPAAUO CBOjy CEpHjaAHY TeXHUKY Y OCHOBY YUTaBOT
A€Aa TOBOPH O K€T0BOj OTPeOH Ad CBOj CAABHHU AOTIPHHOC MY3HIH OAy3Me HeMAUKOj
TpaAULHju.S JeAHOM IPUANKOM H3jaBHO je Aa he BeroBa ABaHaeCTOTOHAAHA TEXHHKA
,OCUT'YPaTH XeTeMOHHjy HeMaiKe My3uKe 33 HApeAHHX CTO ropguHa’ (LUTHpaHO y
Wlodarski 2007: 606).

IlpBux ropumHa HakoH XOAOKAyCTa IIOCTOjaAd je CHAXHa moTpeba 3a
apupmucameM jeBpejckor npenturera. Hakon ocao6abama roropa HacraBma aa ce
IIMPH MAEja IIMOHKU3MA, TIOTpebe 1 kene JeBpeja 3a cOIICTBEeHOM Ap>kaBoMm. ITosHaTo
je Aa je Illenbepr 6xo MOOOPHUK OBAKBUX LIIOHMCTUYKUX MAEja M AQ je CMATpao
A4 je HeONXOAHO McTah¥ yjeAU€HOCT M CHATy jeBPejCKOTr HapOoAd y TParH4HHM
oxoaHocTHMa. CaMO TOAVMHY AQHA IIpe OCHHBama Apxkase Mspaea, Maja 1948. ropune,
[Ten6eprosa xoMmo3unuja 61Aa je A€o MIKpPET CTPEMbdEHA jeBPEjCKHX 3ajeAHULIA AQ
ce y3pUTHy HakoH Tparepuje Xoaokaycra. On y mucmy Kypry Aucry (Kurt List)
1948. ropuse o6jammasa 3HaYaj CBOT AeAa caepehmm peunma:

yITa TekcT Survivor-a MeHM 3HAYM: KaO IIPBO, IPEACTaBAA YIIO30pPeme CBHM
JeBpejuma, HEKaAa A2 He 3a00paBe IITa Cy HAM YPaAHAM, HUKAA Ad He 3a60paBe Aa
9aK HM OHM KOjH HHCY AMYHO 3AOUMHE YMHHAM CAAraAM Cy ce ca muma. OBo HHKapa
He CMeMO 3a00pPaBUTH YaK HU aKO ACIIABAMbad HHCY OMAAQ TAYHO OHAKO KAKBA HX ja
onwcyjem y Survivor-y. To Huje 6uTHO. TAaBHa CTBap je A2 caM yCIIeO Aa CBe TO BUAUM
y cBojoj mamtu” (yuTHpano y: Ibid.).

3a Illenbepra oBAe HUje MUTAEmE AQ AM MOXKEMO IPEACTABUTU XOAOKAYCT U AQ AH
MeAHj My3HKe MOXe Ad IIpeHece TeXHHY OBaKBOT Aoraljaja, Beh Ha xoju hemo ce Haunn
ceharu. ITupau ['mabepT HaM y CBOM MCTPAXXHBalby OTKPUBA AQ j€ My3HKA OA CaMOT
noverka 6uAa KyydHH HOcHAAn cehama Ha Xoaokayct. IIpBu cakymmaun Imecama
HACTaAMX TOKOM XOAOKAyCTa HHCHCTUPAAN HA TOME AQ OBe IIeCMe MOT'Y AATU AyOsu
YBHUA Y 3ajeAHHUIIe 3aTBOPEHHKA M OTKPUTH CYNTUAHE HHjaHCe HUXOBUX AOKHBAA]ja.
Omaykasyje Ha TO A je KOA HajpaHHUjUX KOMeMOpalinja ,My3uKa Hajuelrhe kopuirhena
A4 IPOMOBHIIIe HAPATHBE XePOM3MA M OTIIOPA, HArAAIIABajyhut MAM AyXOBHHU OTIIOP,
HAY Opy>KaHy 00pOy IPOTUB HALIM3MA M XPaOPOCT OHUX KOJH CY OAAYIHAH Ad ce 6ope”
(Gilbert 2008: 109). Mysudka KyATypa y AOTOPUMA 1 TeTUMa yIIPaBo je TyMadeHa
Kao0 BHA ,AyXOBHOT OTIIOpPA’, IOTBPAA Ad JeBpeju HHCY IOTHYTe TAABe YeKAAU CBOjY

6 Tlpe 1933. ropuse Illen6epr je cBOj HeMAauKM MAEHTHTET AAAEKO BHIIE HUCTHIAO OA jeBPEjCKOT.
Hakon n3aacka IpBUX HALMCTIYKUX ypeaOu, 1933. ropune, koje Tapretupajy Jespeje, Illen6epr 6usa
OTITyIITEH Ca CBOjHX YHHBE3UTETCKHX IMO3HIIMja M eMUPrpHpa y AMepUKY.
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cMpT, Beh Aa Cy OAPIKABAAH CBOjY KYATYPY U AYACKOCT. HaskaaoCT, KOAHKO TOA AQ je
mecMa omoryhaBasa HeKH eMOTHBHH BEHTHA, HCTHHA je OHAa AAAEKO OA CAMKE KOjy
ITen6epr sxean pa crBopu. CTAHOBHUII AOTOPA CBAKAKO jeCy 6uan syacka O6uha, aau
1eCTO CBeAEHA HA ,IyKu >kuBOT . ITecMma je Omaa mpusmaeroBaHa AeaarHocT. Meby
3aTBOPEHMIINMA MHOTO je OHUX KOji Cy OMAU CBEACHH HA HAjJHIDKH CTEIIeH XUBLEHhA,
Ha HUBO My3eAMaHa, Kojer Aramben (Giorgio Agamben) pepunume:

My3eAMaH je HAIITa APYTO AO [...] IPOCTOP MpasaH AyAUMA Y LIeHTPY AOTOPA, KOjH,
opBajajyhu cas sKMBOT 0 cebe obeaesxaBa TpeHyTaK y KojeM rpahaHun mocraje "Sta-
atsangehoringe” HeapmjeBCKOI IOpeksa, HeapHjeBall [IOCTaje JeBpejuH, JeBpejuH
II0CTaje ACIIOPTOBAHMU, 1 KOHAYHO ACTIOPTOBAHH JeBpejUH ce mpeTBapa y MyseamaHa,
¥ IyKH, HEOAPeASUBU U HeHcKycTBeHn xusoT (nurupano y Bagelstone 2004: 321).

Y cBeTy y KojeM Cy CBa IIPaBHAA M 3aKOHU ASYACKOT OIIXOl)erba HeCTaAa, IecMa je
OHAQ CaMOo jeAQH IIPEMeP KYATYPHOT HacAel)a Koju cy 3aTBOpeHHIE AOHEAU ca coboM
U KOPHCTHAU Kao opybe 3a cyoduaBame ca CBeTOM OKO cefe Kaad Cy 3a TO MMAaAU
cuare 1 Moryhaocru. Kako kaxe I'na6epT, AUCKYpCH AyXOBHOT OTIIOPA M XePOjCTBa
»HAKO UMajy 3a Lo AQ OAQjY IIOYACT U y3BHCe ceharbe Ha XPTBe, MMajy TEHACHIIU]Y
Ad AEKOHTeKCTyaAusyjy u Muctudukyjy Ta cehama, samemyjyhu xommaexche
HCTOpHjcKe MHPOpPMALHje O peakiujaMa syAH, yTemHuM objammemuma’ (Gilbert
2008: 122). Illen6eproso ocTBaperme HAC MO3KMBA AA MIPEHCIUTAMO OMACHOCTH TI0
cehare Ha cTBapHe crpaxore X0oAOKayCTa KOja HeKa [IPEACTaBoARA MOI'Y UMATH, a
Takohe HaC HABOAH ¥ Ha TO A2 casHaMmo, kako Hac 1 Coduja Mapmman (Sofia Marsh-
man) Mo3uBa A2 Ce 3aIHTaMO, ,He TPAKHMO AU MOXKAA ‘CHIypaH IOTAeA Ha yKace
~ jepan mopHomsuBK Xoaokaycr?” (Marshman 2000).

HeEu3rELIMBOCT XOAOKAYCTA: DIFFERENT TRAINS

Mapujana Xupm (Marianne Hirsch) ocmumsa repmun nocmeehatse y noxymajy
Aa objacHHU IpobAeM ¢ KOjUM ce CyodaBa ApyTa reHepanuja nIpexxuBeAnx y cehamy Ha
Xoaoxaycr. Kako xasxe, ,ocrcehame je Beoma crieruduyan Tun cehama, 3ato mro
je merosa Besa ¢ U3BOPOM HAM 0bjekToM cehama mocpepaoBaHa, He myTeM namhersa,
Beh Kpo3 mmarnHanyjy u crsapame” (uutupano y: Eagelstone 2004: 80). Apyra
reHepallfja HAIIAQ Ce ¥ CHTYAIUjU AA HOCH TepeT KOAeKTHBHOr mamherba, Kao U y
ob6aBesn Aa To ceharbe Ha HEKH HAYMH OAPIKABA Y XKUBOTY.

Crus Pajur xpo3 cBoje aeao Takole roBopu 0 mpobAeMHMa € KOjUMa Ce CyOodaBa
jeAQH IPEACTAaBHUK ApYyTe reHepaluje IpexxuBeAnx u3 Xoaokaycra, y cehamy Ha
HEIITO IITO HUje AMYHO MCcKycHo. Pajmosa komnosunyja Different Trains (Apyraduju
BO30BM) KOMIIOHOBaHa je 1988. roauHe 3a I'yAQuKu KBapTeT M ayAuo-Tpaky. Pajim
CTPYKTYpHpa CBOje A€AO KAO SKHMBO H3BOl)ere I'yAAdKOT KBAPTETa IIPEKO Kojer ce
IYIITajy CHUIIMH ayAHO-TPaKe KOjH CappiKe TPH IPHAOAATA 3BYIHA CAOja M3BODema
I'YAQUKOT KBapTeTa M Pa3AMIUTE 3ByKOBE BO3a, CHPEHa, 3BOHA M KpaTKe H3BOAE FOBOPA.
Kommnosurja Different Trains obeaexuaa je moderak PajuroBor nnTepecoBarma 3a
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HOBe TeXHOAOTHje, 0p 1988. ropnte npucyTHe y mwerosum paposuma (Potter 2002:
152).

Kpos tpu crasa: ,I America — Before the War”, ,II Europe — During the War” u
H11I After the War”, Pajmr onncyje cehame Ha mytoBama Bosom u3 Ebyjopka a0 Aoc
Anbeseca 1939-1942. ropune. Kaxo kaxe: ,, Aok cy MH y TO BpeMe OBa IIyTOBamba
OHAQ pOMAHTHYHA, Capd KaAd IIOTAEAAM YHA3aA M IIOMHCAUM Ad CaM Tapa OHO y
EBpomnu, BO3HO 6UX ce TIOTIYHO ApyradujuM Bo3osuma” (uTupaso y: Stier 2005). Y
IIPBOM AEAY KOMITO3uITHje Pajur KoprcTH 0AAOMKe HHTEPBjya Ca CBOjOM I'yBepPHAHTOM
Bupymnujom Mugea (Virginia Mitchell) xoja ra je mparuaa y merosum myrosamuma
usmely Ibyjopka u Aoc Anbeaeca, Tae Cy KUBEAU IeTOBU Pa3BEACHH POAHUTENH,
Ka0 ¥ C NeH3HOHHCaHUM KoHAyKTepoM Aopencom Aejsucom (Lowrence Davis),
omnucyjyhu, kako u cAM HacAOB CTaBa TOBOPH, AMEPHKY IIpe para. Y APYIOM AeAy
HaM AOHOCH CBEAOYAHCTBA Tpoje NpexuBeAnx Jeppeja, Paxeae, Pejuea u Ioaa, rae ce
3BYK CHpeHe U3 IIPBOT AeAd IIPeTBapa y CUpeHy 3a y30yHy, Te y KOjeM OIIHICYje CBET
Jespeja y EBporu 3a Bpeme Xoaokaycra. Tpehu peo HOCH HasuB ,,AMepuKa HAKOH
para’, y kojem HaM Paji, koprcrehu oAAOMKe 13 HHTepBjya Ca CBUX IIeT HHAUBHAYA 1
rAe My3MYKH CTIaja eAeMeHTe U3 IIPBOT M APYTOT CTaBa, NPUKa3yje KOMIIAGKCHH CBeT
HAaKOH XOAOKAYCTa.

3axBamyjyhu cagyBaHUM CKHIJAMA M AOKYMEHTHMA KOjH OIIHCYJy IPOIleC paAa Ha
KOMITIO3HUIIHjH Dlﬁ‘erent Trains® Mo>xeMO BUAETH AQ je Pajm cBoje pAea0 KOMIOHOBaO
noaasehu oA TeKCTyaAHOTr MaTepHjasa Ha OCHOBY KOjerT je Adbe OPTaHU30BA0 POpMy
A€AA H AOARBAO APyTE 3BY4He eAeMeHTe U My3HKy 3a r'yaauky kBaprer (Beirens mpema
Gopinath and Ap Sién 2019: 79). OBu TeKcTyaAHH eAEMEHTH CacToje Ce OA KPATKHX
¢pasa, Tj. KoAAKa pparMeHaTa NCKA3a U3 UHTEePBjya Koje je Pajm Boaro. YiymHo je 46
TaKBUX Ppasa TEMATCKH 0A20pa0 3a CBAKM OA CTaBOBa KoMIiiosuuuje. MoxeMo 1yTu
raac Buprimnuje Mudea koja usrosapa ,Op Yuxara a0 Ibyjopxa’, ,1939. ropuse’,
uau raacose Paxeae, Pejuea u ITosa y opyrom crasy: ,Pekao je ‘Hemoj aa ammmerr”™
(Paxena), ,Hewma ume mkoae” (Pejuea).’ Mako y oBom peay Pajir HacToju A2 oTBOpU
AWCKYP3UBHY AMMEH3Hjy KOMIIO3UIIHje, OH CHUM/’»>eHe TAACOBE TPeTHpa Ha MY3UUYKH
HA4YMH, KOMIIOHYjyhH Kako TOKOM CHHMama HHTepBjya, TAKO M TOKOM KpeHpama
dopMe peaa Op3HMHY U TOHAAMTET U3TOBOpPeHHX ¢pasa. Pajur je oBakas IpUCTYII
KOMIIOHOBalby Ha3UBa0 , AOKyMeHTapHO My3uuko nosopumre”'® (Ibid.: 75). 3a wera
je Texcryaana anmensuja Different Trains 3ampaBo OTeAOTBOpeHe c8egokd 4uje je
HCKYCTBO U CBEAOUYEHe AOKYyMEHTapHH H3BOp ucTopujckor porahaja.'' Tosopehu o

7 'V 0Boj xommo3uuju Pajin mpBu ImyT KOPUCTH AUTUTAAHH CeMITAep KOju My je omoryhmo sasexo
mupy naety 3Bykosa (Beirens mpema Gopinath Pwyll ap Sion 2019: 75).

8 ®donpaumja Paul Saher us Baseaa xoja yyBa apxusy Crusa Pajiia moceayje TeKCTyaAHH AOKYyMEHT
o HazuBoM , Kronos Piece Notes” , koju capp>ku AHEBHHUKe 3aIIvce U CKHMIje Ipoljeca Pajmrosor papa
Ha oBoM aeay (Ibid.: 79).

9  3axommaerHy AucTy Koprmhenux ppasa uperi: Fox 1990.

10 Apyra Aeaa y KojuMa KOPHCTH TEKCTyaAHe CHUMKe Kao 3ByuHy ocHoBy cy The Cave, City Life
(1995) u Three Tales (2002).

11 Different Trains je mpsa op Tpujy Kommosunuja y kojuma Pajir obpabyje Beamke apymrsene
u ucropyjcke Hapatuse, mopep The Cave (1993), xoja obpabyje 6mbanjcky Temy marpmjapxa
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HPHCTYIy TeMaMa Kao mTo je XoAoakycT HakoH 11. cenremMbpa HaBOAH: ,JeAMHHU
HAYMH AA Ce N300pPHMO C OBaKBUM Aoraljajuma [0 MOM MHUIILbEHY... je Aa AoheM A0
AOKYMEHTapHOUX H3BOPA KOjU Cy y4eCTBOBAAH y Aorabajy.. TOH raaca, Meaoamja
roBOpa, CaapiKe y cebu uciliuncky HHTeH3UTeT aoral)aja, He 1eroBy ApaMaTH3AIH]y,
He MalTame 0 ToMe, Beh IpernpuyaBame mpude op CTpaHe cBepoKa” (LMTHpPaHO y
Casey npema Gopinath and Ap Sién 2019: 160).

KommosuTtopu cy ayro cebu mocraBmaAu IHTame Ha KOjU HaduH je moryhe
AAEKBaTHO TMpeACTaBuTH Xoaokaycr MysukoMm. leopr Kauep (Georg Katzer)
objamraBa mpobAeM KOjU je MMao CMHIIbajyhu HaumH Aa mpepcTaBu XOAOKAyCT
y cBojoj xommosunuju Aide Memoire (1983): ,[...] Hucam morao aa Hahem Hauun
Aa Hemoryhe yunanM moryhum. Ha kpajy cam cxBaTHO Aa je jeAMHH HadHH AQ T4j
[IePUOA HCTOPHje IPEACTABUM KaO CTPAIIHK caH. 3Hauu: 6e3 xpoHoaoruje porabaja,
0e3 mokymaja objammersa — Beh ka0 MOHCTPYO3HH KOAK $pasa, CAOraHa, My3HKe
u maava” (uurupano y Arnold 1991: 341). Puuapa Tapyckun (Richard Taruskin)
cmarpa Aa je Different Trains Crusa Pajura jeAuHu apeKBaTaH My3HYKUA OATOBOP U
jeAaH OA PeTKMX aAeKBAaTHHMX YMETHHYKHX OATOBOpa Ha Xoaokaycr. Kako kaxe:
»He nocroje Heratusuu 1 xepoju. Hema ceHTHMeHTaAHe cAaBe Koja Ou Te yTemmmaa
3ByLuMa TpyOe KOju HajaBayjy TpujymMdp smyackor ayxa. Ilocroju camo yBup y
TO A2 AOK Ce OBO AELIABAAO OBAE, OHO Ce€ AENIABAAO TaMO, M HEYMOMDUB IIO3HB Ha
pasmummame” (1997).

HMaxo je cam Pajin BepoBao Aa je CBOjIM AOKYMEHTAPHHUM My3UYKUM O30 PUIITEM
IPOHAIIA0 HAYMH Ad HaM IIPEACTaBH CBOje TyMadere HCTHHe XOAOKAyCTa — IAACOM
ucropujckux cBepoka, Aun Baopapcku (Lynn Wlodarski) ymosopasa aa je Pajm
3aHeMapHo IMOTeHIHjaAHe IpobAeMe Koje AOHOCH TpayMmarudHo cehamse. Baopapcku
uctude Aa ,PajiioB HeycIex HacTaje 300r HeroBe CAelle OAAHOCTU HUCTUHHTOCTH
CBEAOYAHCTBA [ ... ). UHMHI Ce A HHje CBECTAH Ad je CBEAOUYEHy HHXEPEHTHO TO AA IIPEAA3H
rpanuy usmely ecrerckor u ucruuTOr [...]. C THM Y Besn, TapyckuHOBa TBpAHA je
BasaHa y cMucAy Tora Aa Different Trains ooHOCH TIpeAcTaBy He caMo Temkohe AaBarba
raaca TpayMarudHoM cehamy — IpaHHIfAMa HCTOPHjCKOT CBEAOUYEHhA M IIPEHOLIeHha
cehama — Beh u BpxyHITy Kpuse penpesentasuje” (2010: 137).

Mehyrum, axo je Xoaokaycr camo jomr jepaH TparmdaH Aorahaj y ayackoj
HCTOPHUjH, AQ AU OHAQ MOXXEMO T'OBOPUTH O HeMy Kao O HedeMy IITO HMCKyIIaBa
rpanune penpesentanyje? Mcropuyap Illayan ®pupsanpep (Saul Friedlinder)
HAC IIOYETKOM A€BeAECETHX IOAMHA IIPOLIAOT Beka obaBelTaBa Ad je ,XOAOKAayCT
usBaH MmoryhnocTu mnpeactaBmama” (nurupano y Zelizer 2001: 2); mam, kako
xaxe Capa Xoposuy (Sara Horowitz), ,nipo6aem (mpeacTaBsarma) He A€XH caMo
y HeCIIOCOOHOCTH IIPEKHMBEAUX AQ KXy HeHMspeLuBo, Beh Takohe aexu u y Hamoj
HECIIOCOGHOCTH A2 3aMHCcANMO Hesamucauso” (uurtupano y Eagelstone 2004: 54).
Aanujea Aucto (Daniel Listoe), anaausupajyhu AansmanoBo $puAMCKO OCTBapeme
Shoah (1985) , HABOAY A2 HaM AQaH3MAaHOBO AeAO, POKYCHPAHO Ha CBEAOYAHCTBA U3
XoAOKaycTa, AOHOCH CIelMUUHY IIpeACcTaBy XOAOKAyCTa KOja IIPHKa3yje UCTHHY

MoHoTencTHukux peaurnja u WTC 9/11 (2011), koja je nocehena TepopucTiukom Hamapy Ha
Csercku TProBUHCKH IeHTap y Ebyjopxy.
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O HMUINTABHAY, O CYIITHHH HeusperuBocT Xoaokaycra. Kako xaxe: ,MpTBu HHCY
npucyTHi. OHO IITO OCTaje jecy KOMIAEKCHH AeTasH Huxosor yaumTema” (Ibid.:
60).

Kaaa je ApopHOo Hammcao cBojy caaBHy peuenmrly ,Ilucarm moesujy HakoH
AymBura je BapBapcku’,'> TOBOPHUO je O CBeTy HAKOH AyIIBHIIA, Y KOjeM ,He IIOCTOjU
HUjeAHA ped M3rOBOPeHa C BUCHHE, YaK HU TEOAOIIKA, a AQ MMa MKAKBA IIPABa, aKO
HUje mpomaa kpo3 Tpancpopmanujy” (Adorno 1966: 367). 3a mera je Aymsui
O3HAYABAO HE CAMO CTPAXOTY KOja je 3apecraa JeBpeje 3a BpeMe Apyror cBeTCKOT
para, Beh BapBapmsam umTaBe 3amapgHe KyAType, KOjH je HakoH XOAOKaycTa
[IOCTA0 OYUTAEAAH M YATHMATHBHO Ia Ipoy3pokoBao. Op objaBruBama AAOpHOBe
Heiainusne gujarexiniuxe 1966. ropune muaeja ,HeMOryhHOCTH mmcama Ioesuje
nocae AymBuna’ IIOCTaAd je CHHOHHM 33 HA€jy ,HeH3peruBOCTH XOAOKaycra
HPHCYTHY y KIbIDKEBHOCTH, YMETHOCTH, KA0 U IIOAHTHYKOM FOBOPY H AMCKYPCY
cehara Ha Xoaokayct. Majka PorOepr HaBoaH A2 MOXKEMO Pa3AMKOBATU ABA OOAMKA
HHTepIIpeTanuje AAOPHOBe peueHHIIle, jeAHAH Y KojeM je oHa cxBaheHa AOCAOBHO, Te
APYTH KOjH je y31Ma Kao II0AA3HY TauKy 33, KaKO OH Kaxke, ,Behe TBpame”. OH, Takobye,
HABOAH Aa je BehrHa KpUTHIapa KOjU Cy AOCAOBHO CXBATHAM AAOPHOBY TBPAISY UCTY
oamax u opbuaa (Rothberg 2000: 30).

Llejmc Jaur (James Young), mpeaceaaBajyhu koMuTeTa Koju je 610 OATOBOpaH 3a
opAydMBambe O crioMeHHKy y Hemaukoj jeBpejckum skprBaMa y XOAOKAYCTY, HABOAH
Aa muTame koMeMopanuje >xprasa Illoe Mopa ocratu orBopeHo: ,Temkoha came
AebaTe OKO TOra Ha KOjU HAYHH TPeba OAATH IIOIITOBAbE XXPTBAMA je HEIITO HajOArDKe
aAeKBATHOM crioMeHy TuM >XprBaMa. Kako ce 6ome cehaTu sayBek oHHX KOju Cy
HECTaAM, HETO BeYUTO He3aBPIIeHNM, KOHCTAHTHO HecTajyhum ciomenuxom” (2000:
131). 3a Teopopa ApopHa ,ucripaBal” 0ATOBOP Ha XOAOKAYCT jeCTe yMETHOCT KOja
mucan XOAOKAyCT, a He TIOKyIIaBa Ad ra ectetusyje. Ha Bpao canvan HauwH je u cAM
Pajim mpucrymmmo crBapasy cBoje kommosunuje. Kako xaxe: ,Moj Ha4uH A2 ce HOCHM
C OBHM CTBapHMA jecTe — AQ OCTaHeM IITO OAIDKE AOKYMEHTAPHOj CTBAPHOCTH. AKO
Different Trains, uau The Cave, uau Three Tales, uan City Life umajy 6uao xaxsy
AETUTUMHOCT, TO je 3aTO IITO CaM MOT20 Ad Ce APXXHUM Te pearHoCTH” (LJUTHpaHO y
Casey npema Gopinath and Ap Sién 2019: 161).

Y nocaepmnm munyTiMa komnosunuje Different Trains cnomumse ce mecma. Kako
nasopu Llejmc IlImut (James Schmidt): ,To je cehame Ha nepaunity u mweHy my6AuKy:
bBraa je jeaHa AeBOjKa KOja je MMaAa IIPEACII TAAC M OHU CY BOAGAH AQ j€ CAYIIAjy KaKo
neBa, Hemriy, i kapa 61 pecTasa, OHU 61 BUKaAH 'JolL, jour’ H OHAQ 61 allAayANpaAH.
HaxoH oBux peun PajmoBa MysHKa II0AAKO HeCTaje U AOAA3H BpeMe AQ CAYIIAOLIH
y CaAd AQjy amaay3 m3Bobhaumma, Koju 61 O3HAYHMO HACTYI KAO HACTYII M BPATHO
Ty6AUIM cAOGOAY A2 HAITYCTH CBET KOjH je poeao cTBoprao” (2010: 472). Onacxoct

12 Ileo opaomax raacu: ,KyaTypHa KkpuTHKa CyodaBa ce ca IIOCAEAHOM (pa3oM AMjaAeKTHKe KYAType
u BapBapuaMa. [Tucaru noesujy HakoH AyIIBUIIA je BAPBAPCKH. A TO HArPH3a CaMO 3HAIbE O TOMe 3aIITO
je mocraao Hemoryhe nucaru noesujy panac. [Kulturkritik findet sich der letzten Stufe der Dialektik
von Kultur und Barbarei gegeniiber: nach Auschwitz ein Gedicht zu schreiben, ist barbarisch, und das
frifit auch die Erkenntnis an, die ausspricht, warum es unmoglich ward, heute Gedichte zu schreiben]”
(Adorno 1977: 30).
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C MAEjOM ,Hen3peuBOCTH XOAOKAYCTa AeKH Y MOIyhHOCTH AQ, 6HAO AQ Y CTpaxy
AQ U3TOBOPHMO OHO IITO 3a IITa He II0CTOje PedH, HAU IPOCTO Al Ce, KaKO AAOPHO
IpeAAarKe, ,IIOBYIeMO U3 CBETa’, jeAHOM 3arcTa 3abopasumo. Teopop AAOpPHO ce y
nocAeaeM moraassy Heiliusne gujasexiiuke, ecejy ,Meautarnuje o MeTadpusuuy”
(Adorno 1966) nocaeamn myT Bpaha nuramy XoAokaycra, rae HABOAH A2 j& MOXAR
610 norpemHo pehu Aa He Tpeba mICcaTH MOe3Ujy HAKOH AyIIBHI, Mo3uBajyhu Ha
HY>HOCT AaBama raaca InaTmu. AAOPHO U OBAE TIOCTamba AUjarHO3Y CBeTa y KojeM je
BapBapCKU IIMCATH IIO€3HjY, AAM Y KOjeM je jOII BUIle BApBapCKU — He IHCATH je.

3AKASYIYAK

Aa au cy PycHotiie uwitia marse apsapcke?
(Hilberg 1996: 138)

KonrnenT MucTrduKanuje Koju y 0BOM pasy KOPUCTUMO KO OITHC ABAjy U3PA3UTO
Pa3AMYMTHX HAYMHA FOBOpa 0 XOAOKAYCTY — C jeAHe CTpaHe XepOjCKHUX HapaTHBa O
OTIIOPY, a C APYTe — MAgje O HeU3PEIMBOCTH XOAOKAYCTa, MIMA 34 LM/ A YKaXKe YIIPABO
Ha KOHTPAAMKTOPHY IPHPOAY Ha4MHA Ha Koju ce cehamo XoAokaycTa 1 Ha KOju ra
pasymeMo, KOju IIpe CBera ropope 0 IpobAeMHMa C KOjiMa ce ApymTBa cycpehy y
IOKyIIajy Aa ce Cyode ¢ TpayMaTHIHUM Aorabajuma. Jexyaa Bayep (Yehuda Bauer)
mucruukanuje Xoaokaycra 0bajimaBa ympaBo Kao IOCAeAHMI)y HemoryhuocTu
IPUXBATaha U IIOTITYHOT pasyMeBara Aorahaja Bearranse Xoaokaycra. Kako HaBoam:
»3aTO IIOCTOjH IIPUPOAHA TEHACHIIH]A AA Ce O Fhera OexH, Ad Ce CMAmbU Ha OOAMKe U
BEAMYHHE C KOjUMA MOXEMO A Ce HOCHMO, OCAambajyhu ce Ha COIICTBEHO UCKYCTBO"
(1989: 98). Bayep, kao ucropudap, ©3Aa3 13 OBOT MPOHAEMA IPOHAAA3H Y TPE3BEHO]
AHAAM3U MCTOPHjCKUX 4MmbeHHIA. Fmak, kapa je ped o yMeTHHUKUM U APYTUM
(pe)npesenTanujama XoAoOKaycTa, OKBUP AeAama HHCY HCTOPHjCKE UHEbEHMIE,
Beh emoTMBHM AOXMBMSAju M KyATypa cehama koja je mehyurpa capammocTn u
npomaoctu (Erll and Niinning 2008: 3).

Kommosunuje A Survivor from Warsaw u Different Trains mpeAcTaByajy yjeAHO
CIIOMEHHK XXPTBaMa M CTpakuBarbe MoryhHocTn n Haunta cehama, u (ymeTHIIKOT
HpeACTaBbarba XoAoKaycTa. To mTo 06a ayTopa KOPHCTE HCKa3e CBEAOKA Y CBOJUM
AeAMMa yKasyje Ha OCAAmbame Ha ,ayTEeHTHYHOCT MCTOPHjCKUX AOKA3a M HY>KHOCT
CyoOdYaBama C HEAOCTIKHOM peaAHomhy XoAaokaycra Ha Kojy Bayep ymyhyje. Kako
Apr IIInureamas AOGPO HAYCTpYje ¥ CBOM IpadpUIKOM POMAHY, , KPXOTHHE PEaAHOr”
KOje ce KOHIINTYaAu3yjy Kao ,THIINHA’, ,[IPEKHA’ U ,IIPasHUHA’, OOAUKYjy HAU
3aMemyjy APyTa, HAIAUCTOPHjCKA — Y OBOM CAYYajy eKCTpaMy3HyKa 3Hauera. Kornenr
,THIIMHE” y AucKypcuMa XOAOKAyCTa He MOXKEMO OABOJUTH OA IIHper NUTarmkba
yHeusperBocT X0A0OKaycTa” M HAYMHA HA KOje je OHA MCKA3MBAHA Y YMETHUYKUM
U KiIKeBHUM AeauMa. C Apyre CTpaHe, OHH KOjU Cy IpeXHMBeAU XOAOKAYCT U
EeTOBH CaBPEeMeHHIH, AAU H ITOCTXOAOKAYCT IeHepaIiyja, kojoj npumapa Crus Paj,
CMaTpaAm Cy cBojoM obaBe3oM Aa peHoce cehama cBepoka u mpuay 0 XoAOKaycTy 1
TaKaB IOBOP 3aIIPaBO HUKAAQ HHje OHO MOTUCKUBAH.
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Majka Porbepr oBe KOMIIAEKCHE M 4eCTO KOHTPAAMKTOPHE OAHOCe uaMely
PABAMYUTHX AMCKypca o XoAokaycTy ymopehyje ¢ peaansmMoM, MOAEPHH3MOM
M IOCTMOAEPHH3MOM Kao ,AOCAEAHHM OATOBOpMMa Ha 3axreBe mcropmje” (Ro-
thberg 2000: 9). Iurame KOju je HAaYMH, MEAUj MAHM LMo NPEACTABAAHA HPABU
HAM 0OAH OTBApA Adve TIUTAEE — Y KOje CBe 3aMKe MOXXeMO yhu IpHBHAeroBameM
jEAHOT je3HKa y OAHOCY Ha ADYTH, OAHOCHO AaBambeM IPEAHOCTH jEAHOM OOAHMKY
pasymeBamba aorahaja. OBa muTama Cy OMTHA He CAMO 3aTO IITO TOBOPHUMO O jeAHOM
OA HAajMOHCTPYO3HHjHX Aoral)aja y MOAEpHOj HCTOPHUjU YOBedaHCTBa, Beh 3aTo mTo
HAC MOCTaBbakbe UTAkA AOBOAU OAIDKE pasyMeBary Halllel COICTBEHOT CXBaTamba
Xoaokaycra. Kapa rosopu o myswukum oarosopuma Ha Iloy, Apmoap ucrTmue
Ad IMb THX AeAd HHje OHO Aa mpepcTaBe XoaokaycT, Beh mokyuraj cyouasama ca
CBETOM Yy KOjeM ce Tako HemTo Morao Aoroputs (Arnold 1991: 335). Beanku 6poj
MYSHYKHX U APYTHX TEKCTOBa 0 XOAOKAyCTy Cy CaMO IOKasaTes Ad He IOCTOjH
MamaK CIIPeMHOCTH 3a CyodaBame C OBUM AeAoM HcTopuje. To cyouaBame Hac yuu He
CaMo NIPUXBATakby M IPOMHIILLSAGY KOMIIAMKOBAHE IIPOIIAOCTH, Beh KOMIIAeKCHOM 1
4eCTO KOHTPAAUKTOPHOM OAHOCY u3Melyy apredakara Koje cTBapaMo U MMeHa Koje
OAAYYYjeMO AQ MM AaMo. Jep, kako Kaxe Mracron: ,Xoaoxaycr je Beh mocrao peo
HaIler MAeHTHTEeTa, KaO M AeO Hallle HHTeAKTYaAHe U KYATYpaAHe apXUTeKType:
OAAyuMBame 0 ToMe Kako hemo o6jacHuTr Xoaokaycr (ykwydyjyhu y To 1 opayky
AQ TaKO HEIITO He TOKYIIaBaMO) jecTe OAAyYMBabe O TOMe Kako hemo o6jacHuTH
cebe, 11 y OKyIIajy A2 00jacCHUMO cebe He MOXeMO, a Ad He ITOKYIIAMO Ad 06jacHUMO
Xoaokaycr” (Eagelstone 2004: 305).
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VERA MEVORAH

Two FACES OF MYSTIFICATION:
THE REPRESENTATION OF THE HOLOCAUST IN ARNOLD SCHOENBERG'S
A SURVIVOR FROM WARSAW AND STEVE REICH'S DIFFERENT TRAINS

(SuMMARY)

The paper discusses the approaches of different media to Holocaust (re)presenta-
tion with special reference to art music in the 20th century through studies by Shir-
ley Gilbert (2005) and Ben Arnold (1991). Following the classification proposed
by Michael Rothberg on two possible perspectives for representing the Holocaust:
realistic and anti-realist (Rothberg 2000), we analyse two compositions: Arnold
Schoenberg’s A Survivor from Warsaw (1947) and Steve Reich’s Different Trains
(1988). We focus on the issue of Holocaust mystification (Bauer 1989) and the pol-
itics of Holocaust remembrance in the “realistic” approach to the representation in
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Schoenberg’s work. On the other side, we examine Theodor Adorno’s dictum on the
“barbarism of poetry after Auschwitz” and other similar ideas about the “non-repre-
sentability” of the Holocaust and analyse ways in which we can read the “anti-realist”
position in Steve Reich’s work. The aim of the paper is to point out how art music
reflects and participates in the dominant historical and contemporary discourses of
Holocaust representation and understanding of the Holocaust, especially the dis-
course of “heroism” in Arnold Schoenberg’s Survivor and “non-representability” in
Steven Reich’s piece. The main questions that arise are whether it is justified to speak
in the same way about photographs of ghettos or camps, testimonies of survivors or
music created and performed in camps and in the years after about documents of
the Holocaust? Is there a “right” way and right medium to represent the Holocaust?
Additionally, what challenges does the creative field face in dealing with the topic of
the genocide of European Jews in the 20th and 215t centuries?



