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PEY YPEJITHUKA

IToueB ox oBor jyOuapHOL, 1BafeceTor n3aama yaconuca My-
3uKon02Uja, ypeqHuuKke ay>kHocTu he 6uTH noaesbeHe nu3Mel)y raBHor
yYpeIHHKA U ypeaHuka pyopuke Tema opoja.

Tema oBor Opoja Hocu HacloB My3uka u umilepuja, a BeH ypen-
HUK je 1p MBana Menuh. Tema je nHCImprcana CTOTOM TOMIIEHIOM
I[TpBor cBeTcKor para, a mpurpeMbeHa je y capaimu ca [ pymnom 3a npo-
yudaBame pycke U uctouHoeBporicke My3uke (REEM) y okBHpy bpuTan-
CKOT' JIPyIITBA 33 CIOBEHCKE M MCTOYHOCBPOIICKE crymuje (BASEES).
N36ujame [IpBor cBETCKOr paTa MpeAcTaBibalo je KaTaau3arop 3a pac-
naj| eBPOICKUX L[apCTaBa, HAKOH 4era Cy ce (opMupane HalHOHAIHE

ApaBe. Y HPHIO3UMA KOJH Cy NPEACTAaB/bEHH y 0BOj pyOpHIM pa3ma-
Tpajy ce BayKHA MUTamba K0 IITO Cy: yIora My3HKe y dopmupamy ,,Ha-
[IMOHAJIM3Ma Majie ipkaBe” y 100a UMIiepuje; TUCUUILTHHE (DOJIKIIopa 1
eTHorpaduje 1 BHUXOBa YIOra y Kperpamwy UMIEpPHjaTHUX UICOI0TH]a;
MY3HUYKO MPEACTaBIbabe U KOHCTPYHCAE HALIMOHAHOT U UMIIEpHjal-
HOT' MJICHTUTCTA, y3 MaHU(ECTOBAbE OPHJCHTAINCTHIKHIX HIIH Cr30TH-
3yjyhux TeH[[eHHH]a My3HYKe [OCICHLE Ja/ber OCTOjatba UMIIepHje
u , umnepuje”’ y XX BeKy; My3uuka ucTopuorpaduja uMmnepuje u meHa
yiora y ycIoCTaBjbaiby U OJp)KaBatby HALMOHAIHNX M UMIICPHjaIHUX
WJICHTUTETA; Kao U ebeKTH Koje Cy MPOIAcT U pacraj MMICPH)e U ,, M-
nepuje” MMajdd Ha KOHCTpyHCaHEe MYy3HUYKe HJICHTUTETE, W/COJIOTHje
U 3BaHUYHE KYATypHE MOJMTHKE y obmnactu mysuke. Tako, AHa Dyct
(Anna Giust) mocmarpa omnepy Para eradasuna Oﬂeéa (1790) Karapu-
He JIpyre y KOHTEKCTY HCHOT ,,rPUYKOr IPOjeKTa”, IIPU YeMy Ce JIeI0
TyMady Kao CHHTE3a KOja MEPCOHUDUKY]E BUH]Y Pycnje Kao umIepuje
Koja je cpeMHa 1a npuxsatd Haciehe Busantuje. Axomr Bunaxarep
(Akos Windhager) nparu dopmupame kynta L{apuie Enmsabere n my-
3MYKa OTEJIOTBOPEH-A TOT KYJITa y AeauMa koMmrnosuropa Opanna Jlucra,
Kopuena AbGpamuja, Kapossa Jlomnepa, ®epenna lomnepa nu depen-
na Epkena. )Kana KmwaseBa (Jeanna Kniazeva) anammusupa mehyparny
npenucky msmely mysukonora JKaka Xangmuna u Mokunuja Axrineca
U TI0Ka3yje Kako Cy HUXOBa MOJUTUYKA CXBaTama yTUIlAlda HA HUXOBE
Hay4He KoHuente. Bepuua ['pmyma pa3marpa mojam ,,3Be37e” Ha Mpu-
Mmepy capaame uzmely conpana Maje Crpouu-Ileunh u kommnosuropa
ITerpa KomwoBuha, rie ce 3Be3na cMarpa U 3a OJNMYCHE HAIMOHAIHOT
UJICHTUTETA U 32 KJbYYHOT areHTa y (popMHpamy CONCTBEHE JTUYHOCTH.
C nmpyre crpane, Iosed Ilymy (Joseph Schulz) ce 6aBu cosjerckom
,»AMIICPHjOM™ U CKpajHyTOM (urypom Apama Xadarypjana, JepmeHu-
Ha KOJU ce yoGanJeHo NoCMarpa Kao HajooJbH MPUMEp U ,,COBJETCKOr
KOJIOHHjaIn3Ma” ¥ COLMjanucTuiKor peanusma. [y ce pokycupa Ha
YJIO0TY KOjy Cy Y TOM CXBaTamy OIUTPAIH COBJETCKH MY3HKOJIO3H, MPHU-
Mewyjyhu IucKyTaObuiHe KpUTHYKE KOHCTPYKTE Ha HABOJHO OCPEIhe



¥ caM03aJI0BOJAHO CTBapaJlalliTBO XadaTypjaHa. JequHu Ipuiior u3 00-
JIACTH ETHOMY3HKOJIOTHje Y OKBHPY TeMe Mysuka u umiepuja nocsehen
j€ ceocKoj MY3HIIH CTAaHOBHHKA [Tpuspencke [ope. Hhene KapakTepyc-
THKE NPHKa3syjy yTHIaje My3udKe KynType OTOMaHCKe HMIICpHje, Koja
je BIasana OBOM TEPUTOPHUJOM TOKOM BHILIE BEKOBA, aJld Takohe U ene-
MeHTe cTape (CJIOBEHCKE) BOKAJHE TpaIuIlHje Koja je ocTaja UMyHa Ha
OpHjEeHTAITHE YTHUIIAje.

PyOpuxa Varia cagpu My3uUKOJIOIIKE M €THOMY3HKOJIOIIKE TPH-
JIoTe y KOjuMa ce pa3marpajy pazHoiuke teme. [IpBa Tpu uianka Hyme
HOBE TOIVIeJIC Ha HeKa OJf HaJaKTyeIHUjUX MMUTamka y BE3U Ca CPIICKOM
LPKBEHOM, YMETHHUYKOM M HapOAHOM My3ukoM. [IpBa ctyauja, unju cy
aytopu Becna Capa [leno u lBana Becuh, 6aBu ce mpoBOKaTuBHUM (1
JOII YBEK peNeBaHTHHM) MUTAHEM T'e€He3€ CPIICKOT HapOTHOT IPKBe-
HOT TI0jaka, Y OJHOCY Ha KOHIIENTE HAIlMOHAIHE KYIType U HIICHTH-
TeTa U IPYITBEHO-TIONIMTHYKE TeHaeHje y Cpouju Tokom XIX n Ha
nmoueTky XX Beka. Cnenehu wianak, unju je aytop Ana Credanosuh,
OCBETJbaBa TPETMaH oOpasalia Mpey3eTUX U3 CPIICKe TPATUIMOHATHE
MY3HUKE Y OKBUPY CaBPEMEHE CPIICKE COJIO TIECMe, IJI€ OHU MOTPUMa]jy
paznuuuTe pedepeHIjaTHe cTaTyce: CTPYKTypaidHu (KOju TMPOH3H-
Ja3u U3 apXUTEKTOHCKHUX OJHOCA) WM CTaTyC MOCTMOAEPHUCTUYKOT
MHTEPTEKCTa, KOJU 3aXTeBa HUXOBO NMpEBpeIHOBame. Tpehu unaHak,
u3 nepa Came PagunoBuh, npecraBiba pe3ynraT JeTa/bHOT KPUTHUKOT
carieqaBama JBaHACCT MITAMIIAHUX 30MPKH HApOIHUX Iecama, Koje
je cakynmo u ypenno Muoapar BacusseBuh, Haj3Ha9ajHUjU CaKyTJbad
(OJIKIIOPHOT MY3HUKOT OJ1ara ¥ OCHHUBA4 MOJIEPHE €THOMY3HUKOJIOTH]e
y Cpb6uju. theros menorpadcku pax ce UCTOPUjCKH TIOCTAaBIbA y KOH-
TEKCT CBEYKYITHE €THOMY3UKOJIOIIKE aKTUBHOCTH Y Ha110j 3eMJbu. [1o-
cleqmba J1Ba MpUJora Cy MHTEPAUCHUIUIMHAPHOT Kapakrepa. Crynuja
Hanke Jlajuh Muxajnosuh n Cmussane Bophesuh benuh, mocsehena
CHUMIIUMA TI€Bama y3 Tyclie KOju Cy 00jaB/beHH Ha TpaMO(GOHCKUM
mio4ama y TpBOj TTOJIOBUHH XX BeKa, OaBU Ce MOBPATHUM YTHIIAjeM
OBHUX IIJI0YA HA TYCJIAPCKY TPAIUIH]y (M y TEKCTyallHO] U y My3HW9KO]
JTUMEH3HUj1) 1 KOMYHUKaTUBHUM MOJIEJIOM IeBama y3 rycie. Konauno,
Muxo Jlarepcnen (Mikko Lagerspetz) mumie o uHTEpCyOjeKTUBHOM,
JIEJHEHOM HCKYCTBY MOCPEIACTBOM MY3WYKE MHTEPAKIIHje, IITO OTBapa
MoryhHOCTH 32 najbe pacmhpaBe U3 COIHOJIOMIKOT M KyATYPOJIOIIKOT
yIJIa TOCMaTpama.

PybOpuxa Hayuna xpuiuuxa u ilonemuxa Caap>Xu TPU TPUIIOTa,
KOju Cy mocBeheHM PEeleHTHUM MY3HUKOJOIIKAM M €THOMY3UKOJIOII-
KuM TyOnukarujama o6jaBsbeHuM y Cpouju — nBema MoHorpadujama
Y JeTHOM ayJIno H3amy.

np Jenena JoBaHoBuh, TIIaBHU YPETHUK
np Bana Menuh, ypenuuk Teme 6poja Mysuka u umitepuja



EDITORS’ FOREWORD

Starting from this jubilee issue No. 20 of the journal Musicology,
the editorial duties will be split between the Editor-in-Chief and the
Editor of the rubric Theme of the Issue.

This issue features the topic Music and Empire, edited by
Dr Ivana Medi¢. This theme was inspired by the centennary of the
World War I and prepared in collaboration with the BASEES Study
Group for Russian and East European Music (REEM). The outbreak
of World War I catalysed the disintegration of European empires
and the subsequent establishment of national states. The articles
gathered in this rubric discuss the important issues such as the role
of music in the formation of small state nationalism in the age of
Empire; the disciplines of folklore and ethnography and their role in
the creation of imperial ideologies; the musical representation and
construction of national and imperial identities and manifestations
of orientalising or exoticising tendencies; musical consequences of
the continuation of empires and ‘empires’ in the twentieth century;
the musical historiography of the empire and its role in establishing
and maintaining national and imperial identities; and the effects of
the decline and dissolution of empires and ‘empires’ on constructed
musical identities, ideologies and official cultural policies in regard
of music. Thus Anna Giust discusses Catherine II’s opera The Early
Reign of Oleg (1790) in the context of Catherine’s ‘Greek project’, with
this opera understood as a synthesis embodying the vision of Russia
as an Empire ready to receive the heritage of Byzantium. Akos Wind-
hager retraces the formation of the cult of Empress Elisabeth and its
musical embodimends in the works by Franz Liszt, Kornél Abranyi,
Karoly Doppler, Ferenc Doppler and Ferenc Erkel. Jeanna Kniazeva
analyses the interwar correspondence between musicologists Jacques
Handschin and Higini Anglés and shows how their political beliefs
influenced their scientific concepts. Verica Grmusa uses the example
of the collaboration between the soprano Maja Strozzi-Peci¢ and
the composer Petar Konjovi¢ to discuss the notion of ‘star persona’,
with the star regarded both as an embodiment of a national identity
and a key agent in the creation of her own persona. Joseph Schulz,
on the other hand, tackles the Soviet ‘Empire’ and the neglected
figure of Aram Khachaturian, an Armenian commonly regarded as
a prime example of both ‘Soviet colonialism’ and Socialist Realism.
Schulz focuses on the role played by Soviet musicologists in placing
questionable critical constructs on Khachaturian’s supposedly me-
diocre and complacent career. The only ethnomusicological contri-
bution to the theme Music and Empire is dedicated to the village
music of the inhabitants of Prizren Gora, whose characteristics show-



case influences of the musical culture of the Ottoman Empire which
had dominated this area for many centuries, but also the elements of
the old (Slavic) vocal tradition that has remained immune to these
influences.

The rubric Varia contains musicological and ethnomusicologi-
cal contributions dealing with diverse topics. The first three articles
offer new insights into some of the most pressing issues of Serbian
church, art and folk music. The first article coauthored by Vesna Sara
Peno and Ivana Vesi¢ deals with the provocative (and still relevant)
topic of the genesis of Serbian folk church singing with respect to the
concepts of national culture and identity and socio-political tenden-
cies in Serbia throughout the nineteenth and in the early twentieth
century. The next article by Ana Stefanovic¢ brings forth the treatment
of patterns transferred from Serbian traditional music into contem-
porary Serbian lied, where they acquire various referential statuses:
the structural one (derived from architextual relations) or the status
of a postmodern intertext which implies their revaluation. The third
article, by Sanja Radinovi¢, is a result of a minute critical assessment
of twelve published collections of folk songs assembled and edited
by Miodrag Vasiljevi¢, the preeminent folk song collector and the
founder of modern Serbian ethnomusicology; his melographic work
is historically positioned in the context of the total ethnomusicologi-
cal activity in our country. The last two papers are interdisciplinary.
A study by Danka Laji¢ Mihajlovi¢ and Smiljana Pordevi¢ Beli¢ de-
dicated to the recordings of singing with the gusle released on gra-
mophone records in the first half of the twentieth century deals with
the reverse influence of these records on the guslars’ tradition (both
in its textual and musical dimensions) and the communicative model
of singing with the gusle. Finally, Mikko Lagerspetz writes about the
intersubjective, divided experience through an interaction with mu-
sic, which opens up the possibilities for further elaboration from the
viewpoints of sociology and culturology.

The rubric Discussion and polemics contains three texts dedi-
cated to recent musicological and ethnomusicological publications in
Serbia — two monographs and one edition of audio material.

Dr Jelena Jovanovié¢, Editor-in-Chief
Dr Ivana Medi¢, Editor of the rubric Music and Empire



My3uka u umnepuja

Music and Empire






Anna Giust Catherine II’s The Early Reign of Oleg: Sarti, Canobbio and Pashkevic...
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Catherine II’s The Early Reign of Oleg: Sarti,
Canobbio and Pashkevich Working Towards an Ideal

Anna Giust!
Independent researcher

Abstract

This paper focuses on Catherine II’s The Early Reign of Oleg (1790) as a demon-
strative performance of the sovereign’s policy. In the context of Catherine’s early
nationalistic pride and her ‘Greek project’, the performance is understood as a syn-
thesis embodying in music the vision of Russia as an Empire ready to receive the
heritage of Byzantium, thanks to Sarti’s use of modes combined with the Russian
folk elements introduced by Canobbio and Pashkevich. In this context, Nikolay
L’vov represents the joining link, having theorised that Russian folk music origi-
nated from ancient Greek music.

Keywords
Catherine II, Oleg, Russian opera, opera seria, Greek project

For a long time the history of 18™-century Russian musical life
was understood as the history of Italian music in Russia, until the
appearance of Mikhail Glinka, who was posthumously presented as a
lone genius with no predecessors in his country, who single-handedly
gave Russia the gift of art music. The watershed position of Glinka’s
output, in particular of his first opera A Life for the Tsar (1836), is
still recognized, together with its outdated ideological underpinnings:
we have ‘true history’ only after 1836, while everything before is just
‘prehistory.” As a consequence, pre-Glinka music theatre was con-
sidered ‘imitative’, ‘pseudo-Russian’, and of no real aesthetic worth.
This scheme of understanding was perpetuated with particular zeal
by the critic Vladimir Stasov, who strove to promote the activities of
his fellow countrymen over the foreign maestri di cappella, who had
certainly dominated the Russian musical life for a long period. This
frame of mind faded in the early years of the 20™ century, but it was
given a new lease of life by Stalin-era musicologists, once national-
ism became an important ideological prop for the Soviet Union from
the mid-1930s onwards. Moreover, it was established in standard
works of Soviet musicology on pre-Glinka opera (e.g. Rabinovich,
Gozenpud), and was welcomed almost uncritically by 20"-century
scholars such as Rosa Newmarch (1914), Michel-Dimitri Calvocor-
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essi (1944) and Rubens Tedeschi (1980), who inherited their ideas
from uncritical readings of Russian secondary sources, and thus be-
came the heirs and spokespersons of Stasov’s ideas in the West.

Among the different genres of music practiced in Russia, this
traditional vision affected the history of opera most of all, conditioning
music historiography in the field of 18™"-century opera in Russia. Recent
discussions of historiography of opera in Russia (e.g. by Taruskin 1993;
1997 and Frolova-Walker 2007) have spearheaded the revision of this
traditional scheme, hence the position according to which the Russian
elite was interested in fostering only foreign productions (Calvocoressi
1944) is nowadays overturned (Kostyukhina 2010; Giust 2014).

In my research in the field of opera in the 18th century I have
noticed that Catherine II not only supported opera komicheskaya as
an equivalent of Italian opera buffa, French opéra-comique or Ger-
man Singspiel, but also contributed directly to the enlargement of its
repertoire by writing her own librettos in this genre, a fact that is itself
evidence of her support to the development of Russian national the-
atre. Catherine was the author of five librettos of comic operas: Fe-
vey (1786), Boeslavich, the hero of Novgorod (1786), The brave and
fearless knight Arkhideich (1787), The ill-fated knight Kosometovich
(1789), and Fedul and his children (1791).

These librettos, often written in collaboration with the tsarina’s
secretary Aleksandr Khrapovitsky (who was the author of at least
one libretto — Pesnolyubie, 1790), have often been judged to be fee-
ble attempts of dramaturgy, also due to the scant knowledge of the
language by a woman of German origins, for whom Russian was not
a native language. Due mostly to the mentioned prejudices against
18™h-century music, combined with the Soviet bias preventing any
evaluation of the production of Imperial Russia, these librettos have
not been fully understood, so that much work remains to be done
by musicologists with regard to this production. Catherine’s output
deserves to be studied, for instance, as a manifestation of the cultural
and political trends of her reign, notably as evidence of the growing
national consciousness in its official declination.

Trying her hand at the specific brand of Russian comic opera,
she was undoubtedly aware of the resonance her librettos would have
as the product of a sovereign, so that they worked as a message about
the role she wanted this genre to have in public performances.’ The
impression that one gets is that the tsarina expected more than “tri-
fles, means of distraction” from her political responsibilities, as Kar-
linsky wrote (Karlinsky, 1985: 90). This is particularly true if applied

2 This idea is supported by Mooser, who acknowledges that her librettos helped in
establishing the genre opera komichaskaya among the Russian audience (Mooser (1)
1951: 239).
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to the two historical dramas written in 1786, Nachal 'noe upravlenie
Olega (The early reign of Oleg) and Istoricheskoe predstavienie iz
zhizni Ryurika (Historical representation from the life of Ryurik).
Both of these were not only successfully staged, but also printed and
translated into French and German, to be acknowledged internation-
ally. On the one hand their conception was possibly influenced by
the renewed taste for archacology and Classical antiquities that had
spread across Europe, anticipating Romanticism. On the other hand,
they are a further manifestation of Catherine’s interest towards his-
tory, which she considered to be a means of transmitting the sover-
eign’s ideological message and the image of the State. According to
the historian Hans Rogger, alongside language and literature, history
had been one of the Russian Academy’s primary concerns since the
beginning of Catherine’s reign, and the collection and publication of
treasured memorials of the deeds of ancestors were among its fore-
most tasks (Rogger 1960).

This paper focuses Catherine’s The Early Reign of Oleg. As
stated in the complete title, it is an “imitation of Shakespeare without
observing the usual rules of theatre”. In the play the classical unities
are completely ignored, in particular the unity of place, the action
being set in Moscow, Kiev, and Constantinople. However, this free-
dom from the rules of classical theatre seems to be exactly what, ac-
cording to Khrapovitsky, casts the performance in the genre of opera.
On 6 September 1789, he noted in his journal: “Nous verrons quel
succes aura Oleg? Il n’y a pas d’unité de lieu. C’est plutdt un opéra”
(Gennady 1990: 205). The collocation of the play in this genre is
nonetheless limited by the absence of the typical forms of aria and
recitative. It comprises rather a quick and heterogeneous succession
of spoken dialogues interspersed with music numbers, often in the
form of choruses or instrumental pieces.

The performance was premiered on 15 October 1790° at the
Hermitage theatre, in the presence of a very select audience, and with
an extraordinarily pompous staging (Daudet 1907). It was accompa-
nied by the publication of the libretto, issued in Saint Petersburg in
1791 at the government’s expenses, together with the full score of the
play (Canobbio et al. 1791). This publication, as we shall see, is at the
same time a rare printed testimony to the coeval musical production
and a declaration of intent. In 1893, the score was reprinted by Jur-
genson in Moscow (Canobbio et al. 1893).

3 In other sources the first staging is dated 26 October 1790. Findeyzen gives 22 October
1790 (Findeisen 1933: 338). According to Larisa Kirillina, the first three stagings took
place on 25, 27 and 29 October. In November and December 1791 the opera was played
six times at the Kamenny (Stone) Theatre for a wider audience (Kirillina 2013: 53).
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The Early Reign of Oleg is a celebration of pre-Petrine Russia,
in line with the new form of nationalism, or rather discovery (or re-
discovery, or creation ex novo) of national values that characterized
the second part of Catherine’s rule.

In the plot, after the death of Ryurik, his son Igor’, prince
of Novgorod, rules under the regency of his uncle Oleg. The play
rapidly presents the foundation of Moscow by Oleg (Act I), his
journey to Kiev in order to respond to the city’s emissaries who
reported Oskold’s will to instil Christianity in the realm without the
authorization of the central power; Oskold’s departure from Kiev
(Act IT); the wedding between Igor’ and Prekrasa (Act I1I); Oleg’s
campaign against Constantinople (Act IV), his victory, and the
celebrations organized by the Greek Emperor Leo in his honour,
with dances and the staging of three scenes drawn from Euripides’s
Alcestis (act 111, scenes 1, 2 and 3). In the final scene, Oleg hangs
the shield of Igor’ in the hippodrome, so that it can be admired
by his descendants, and Emperor Leo declares him to be wise and
courageous ruler.

The material for the text was drawn, as stated in the anonymous
introduction that precedes the score (Canobbio et al. 1791: Preduve-
domlenie /Foreword/: pages not numbered), from Catherine’s Notes
on the Russian History (1787). This suggests that the performance
was intended to represent the tsarina’s vision of history, and thus,
of politics. Indeed, the performance extolled Russian military pow-
er - the recent victories in the second Turkish War of 1787-91 and
the preparation of the invasion of Constantinople: in 1792 the Yassy
treaty was to be signed, establishing the Russian rule in Bessarabia
and Caucasus and the political liquidation of the Crimean Khanate,
which was annexed to the Russian Empire as a buffer zone serving to
protect the southern boundaries from the Turks.

The expansion of the Russian Empire during Catherine’s
reign was one of the main criteria of identification of the country
that the Empress tried to put emphasis on. According to the histo-
rian Richard Wortman, “Imperial patriotism with a Great Russian
coloration was a theme of late eighteenth-century history and lit-
erature. Catherine the Great, the only Russian ruler since Riurik
to have no Russian parent, extolled the glory of the Great Russian
elite, who had achieved the conquest of empire” (Wortman 2006:
66). The emphasis on conquests was part of the image of Russia
that Catherine kept constructing during her reign. The annexation
of the Southern territories was celebrated with the six-month jour-
ney she undertook in 178687, during which the tsarina dramatized
the military and cultural successes of her reign. In the synthesis
offered by Wortman,
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Catherine believed that such displays would refute foreign beliefs that Rus-
sia was a great desert. [...] The spectacle of happiness and transformation
was presented to an audience of court dignitaries and foreign envoys — of
Britain, France, and Austria.

On the way to and from the new territories, Catherine partici-
pated in numerous staged demonstrations of mutual fealty between
herself and the Russian nobility (Wortman 2006: 70).

The expansion was accompanied by emphatic statements of
Russia’s equivalence with ancient Empires. According to Wortman,
“Russia’s expansion to the south was glorified nor merely in terms of
national greatness of interest, but as a recreation of Hellenic antiqui-
ty. Poets invoked Greek referents to glorify the southern conquests”
(Ibid: 68).

This trend was possibly recognized and carried on by West-
ern authors in order to pay homage to Russian sovereigns: on the
occasion of their journey undertaken in 1781-82,* Catherine’s
son and heir Pavel Petrovich and his spouse Mariya Fyodorovna
were greeted in Parma with the staging of Alessandro e Timoteo
(Mocchetti 1816; Pasolini Zanelli 1883). The opera was written by
Count Carlo Castone Della Torre di Rezzonico® and set to music
by Giuseppe Sarti, who at that time was working as maestro di
cappella at Milan Cathedral, before leaving for Saint Petersburg
in 1784 (Pasolini Zanelli 1883).° The urge to establish a link with
Greek musical culture was expressed by the librettist himself on
two occasions. The former is the opera’s Argument, a preface to
the libretto printed in 1782, and reprinted in the full collection of
the poet’s work edited in the 19" century by Francesco Mocchetti
(Mocchetti 1816). The latter is a commentary by the author him-
self, entitled Observations on the ‘dramma’ Alessandro e Timoteo,
printed in the same collection (Ibid: 243-318). Moreover, in an ar-

4 In September 1781 the Grand Duke of Russia Pavel Petrovich and his second wife,
the Grand Duchess Mariya Fyodorovna, undertook a journey in Western Europe,
which was to last fourteen months. The royal couple travelled under the pseudonym
of ‘the Count and Countess Severny’ (of the North). The couple were well known
to be enthusiastic about music, and so they were honoured with important musical
events: among the most famous works dedicated to them there figure Joseph Haydn’s
String Quartets Op. 33, nicknamed the ‘Russian Quartets’, premiered on Christmas
Day 1781 at the Grand Duchess Viennese apartment. A day earlier in Joseph’s palace
in Hofburg the couple assisted in a rivalry in keyboard virtuosity between Mozart and
Clementi (Brover-Lubovsky 2013: 68; Macek 2012; Murara 2011).

5 A polymath with profound knowledge in archaeology, mathematics, physics and phi-
losophy, Carlo Castone Della Torre di Rezzonico (1742—1796) was the most outstand-
ing local figure in letters, and a good violin player too (Brover-Lubovsky 2013: 70).

¢ T would like to thank Professor Andrea Chegai of the Department of Greek-Latin,
Italian and stage-musical studies of University La Sapienza of Rome for the reference
to this opera and its correlated texts.
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ticle advertising the forthcoming premiere, the Gazzetta di Parma
of March 29, 1782 stated that

The ancient Greek modes will be presented with all the modern knowledge,
and will be joined, as in those distant times, with poetry and dance. Thus it
can be said that this drama can be defined as an effort of the music and of
Italian arts to approach that of the Greeks, and also to acquire confidence
in those marvels reportedly done by Timotheus in the epoch of Alexander
(Brover-Lubovsky 2013: 68).”

Political motivations are not mentioned in these texts, but refer-
ences to great rulers of the past were a typical way in which opera se-
ria celebrated modern sovereigns, and the references to the similarity
between ancient tragedy and opera in the libretto recalls the aesthetic
choices Sarti was to apply in Oleg almost a decade after Alessandro
e Timoteo. Moreover, it was after being highly impressed by Sarti’s
opera in Parma, that the Grand Duke Pavel Petrovich suggested to his
mother to offer Sarti a position as director of the imperial chapel in
Saint Petersburg in order to replace Giovanni Paisiello, who was to
leave Russia in 1783.

Even though the couple’s voyage had no political aims, the idea
of recalling the Eastern question and Russian rivalry with Turkey
for dominance on the southern territories possibly also inspired the
commission of Mozart’s Entfiihrung aus dem Serail, which was ini-
tially foreseen as part of the festivities planned at Viennese National
Singspiel for the visit of the Russian couple scheduled for the middle
of September. Even clearer is the reference to ancient Greece in the
operas that were actually performed on that occasion: Gluck’s Iphi-
genie en Tauride and Alceste.

Depicting an event taken from the early history of Russia (Rus’),
The Early Reign of Oleg dramatized Catherine’s preparation for the
famous but yet unrealised “Greek project”, which was intended to re-
vive the Greek Empire from the ruins of the Ottoman Empire, and to
put Catherine’s grandson Konstantin Pavlovich (1779—1831) — Pavel
Petrovich’s son — on the Greek throne. The idea never received public

7 In the Argomento, Della Torre di Rezzonico recalls the use of Greek modes, namely
the Phrygian and the Lydian, with which the ancient Greek poet Timotheus used to
arouse emotions in Alexander the Great (Della Torre di Rezzonico 1782: viii). Brov-
er-Lubovsky and Kirillina demonstrate in their essays that in order to respond to the
Greek modes mentioned in Rezzonico’s text, Sarti used the ethical and emotional qual-
ities of the dithyramb and ode, coupled with their inherent poetic meters, but he did not
actually recreate the authentic tonal structures — an approach that was common to the
contemporary aesthetics of the revival of ancient music (Brover-Lubovsky 2013; Kirill-
ina 2013; some discussion Sarti’s use of Greek modes can be found in Levidou-Ro-
manou-Vlastos 2016, notably in the contribution authored by Marina Frolova-Walker).
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formulation, but was fully expressed by Catherine in her letter to Jo-
seph 11, dated 10 September 1782, and discussed by the tsarina in her
correspondence with her former favourite and secret husband Grigo-
ry Potyomkin, particularly during the second Russo-Turkish war. As
evidence of the existence of the project, and in accordance with it,
the birth of Konstantin Pavlovich was celebrated with the forging of
a new coin showing the image of the Saint Sophia Cathedral on the
reverse; Greek poetry was recited in the original on special events
dedicated to his birth. The Grand Duke was raised by a Greek nanny,
and his first servants and childhood friends were Greek. These cir-
cumstances underline the concreteness of Catherine’s project: since
his birth, her grandson was prepared to become the emperor of the
restored Byzantine Empire.

As [ will try to demonstrate, the music of the play reflects these
two thematic moments present in the play: the proto-nationalism of
the second part of Catherine’s rule and the reference to ancient Greek
as an ideal empire.

The Empress commissioned the music from her maestri di cap-
pella. As Khrapovitsky recalls in his memoirs, the music was initially
requested from Domenico Cimarosa. In 1789 he composed a Chorus
of warriors, possibly intended for this performance. On 5 September,
1789, Khrapovitsky records in his diary that the Empress did not ap-
preciate the chorus, and decided to send the text of Oleg to Potyomkin,
in order to have it set to music by Sarti.> The music was finally en-
trusted to Giuseppe Sarti, Carlo Canobbio’ and Vasily Pashkevich.

8 Cimarosa’s chorus for Oleg was not appreciated: “Cela ne peut aller: I have sent Oleg
to the Prince, in order for Sarti to compose it” (Gennady 1990: 205). Moreover, a ref-
erence to the commission can be read in a letter to Potyomkin dated 3 December 1789:
“Moreover, my friend, I beg you to remember, in your free time, to order Sarti to set
to music the choruses for Oleg. I have one of his choruses and find it very good, while
here they cannot compose so well. Please, do not forget” (Lopatin 1997: No. 1020). In
November 1790 Sarti was paid for the music on the occasion of the third performance
of the opera: “With this courier I send to Sarti 10000 roubles and a present for the music
for Oleg. Today Oleg is going to be staged for the third time in the city, it has a great
success, and on Sunday all the places were sold out. The performance is, as everyone
acknowledges, really unprecedented” (Lopatin 1997: No. 1092).

9 Violin player, composer and music director, Carlo Canobbio was probably born in
Venice (in 1741?), where he was initially associated to Luigi Marescalchi as a publish-
er, and later as a ballet composer. In 1773 he gave two ballets for S. Samuele Theatre:
L’eroico amor d’Alceste and La pastorella impertinente. Two years later (1775) he
gave Andromeda e Perseo, and in 1776 Andromaca, a ballet included in Sarti’s opera
Farnace, again for S. Samuele Theatre, where he worked as a music director and violin
player. In 1778 he composed the ballet La schiava fedele on G. Amendola’s scenario,
and some other small vocal works. When, on 24 February 1779 he performed as a violin
player together with the singer Anna Morichelli-Bosello in Trieste, he was announced
as future artist of the Russian empress’s theatre, as annotated by a contemporary. He
was engaged by the Russian Court on 30 May 1779 as director of the Italian opera and
composer of ballet music. He wrote the music score for the ballet that were introduced
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Canobbio composed the music for the overture, the five entr’actes and
a march in the third act; Pashkevich composed the three choruses of
act III, whereas Sarti was the author of the four great choruses and the
final scenes of act V, that is the scenes drawn from Euripides’ Alceste
(Act III, scenes 1, 2 and 3 of the tragedy).

Canobbio was responsible for the most stylistically neutral ele-
ments of the score. In any event, he introduced Russian folk themes,
such as the traditional tune Kamarinskaya in the entr’acte to act III.
Here is an excerpt from the 1893 piano reduction, which shows that
the composer presented the tune in the rhythm of a regular court min-
uet. The theme is worked out in variations that anticipate Glinka’s
custom known as ‘changing-background’ or ‘ostinato’ variations
(‘Glinka variations’ to Russian and Soviet musicologists), as showed
for instance in his Overture for orchestra of the same name (1848):

Example 1. C. Canobbio, The Early Reign of Oleg, Entr’acte
to act III, bars 1-4 (Canobbio et al. 1893: 27).

in Paisiello’s L’idolo cinese (Tsarskoe Selo, 30 August 1779) and Alcide al bivio (Court
theatre at the Winter Palace, 6 December 1780). In 1781 he gave the great ballet Don
Juan, in three acts, on a scenario by Francesco Rosetti. After a period of activity in
Italy, during which he created the ballet Cupido trionfatore for Antonio Pio’s Nettuno
ed Egle (Venice, 1783), and La discesa d’Ercole all’Inferno, danced during the staging
of Francesco Antonelli’s Catone in Utica (Naples, 1784), Canobbio went back to St.
Petersburg in 1784 and created some music for the ‘dramma giocoso’ Amore artigiano,
on Goldoni’s libretto. The indication on the libretto, issued in St. Petersburg in 1785,
suggests that Canobbio composed the music for the opera, but it is more likely that he
composed, as usual, the music for the ballets. In fact, the Archives of the Imperial The-
atres record an opera with the same title, the music of which was ascribed to the Czech
composer Florian-Leopold Gassmann, given in Vienna in 1767 and in the Russian cap-
ital in 1785-86. On 20 November 1789 Canobbio set to music the ballet Arianna e
Bacco, in one act, the scenario of which had been conceived by Giuseppe Canziani.
After composing the music of Oleg Canobbio created the ballet Piramo e Tisbe, in four
acts on a scenario by Giuseppe Canziani (St. Petersburg’s public theatre, 20 September
1791). In the same period, due to the difficult financial conditions of the Court’s thea-
tres, Canobbio lost his position of music director, while keeping those of ballet compos-
er and first violin in the Court’s orchestra. When in 1795 the Italian composer Gennaro
Astaritta arrived in the capital and took with him the new private troupe of opera buffa,
Canobbio continued to work as a music director for that troupe’s stagings. In 1797
he issued his Six sonates pour la guitarre accompagnées d’un violon avec sourdine,
oeuvre II, whereas in 1803 he gave his last work, the ‘ballet héroico-pantomime en 5
actes’ Castor et Pollux, by Charles Le Picq, the scenario of which was issued the same
year in St. Petersburg. He died in St. Petersburg on 6 March 1822.
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Pashkevich’s three-part female choruses, which set to music
the wedding between Igor’ and Prekrasa (Act III), recall other simi-
lar moments of devichnik (a hen party) in some of the coeval comic
operas, such as Ablesimov’s The Miller Magician, Cheat and Match-
maker (1779) or his Saint-Petersburg Bazaar (1782):

Example 2. V. Pashkevich, The Early Reign of Oleg, Act 1lI,
First chorus — vocal parts, bars 1-10 (Canobbio et al. 1893: 28)
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Russian tunes could not have been excluded from the most
Russianized section of the plot, and in order to give the piece the
necessary coleur locale Pashkevich included three folksongs in the
choruses. The use of folkloric elements by Canobbio and Pashkevich
is not only due to the coeval vogue of popular tunes. It serves also
as a display of the aforementioned political trend of Catherine’s rule.
Oleg can thus be considered as a sort of manifesto of an ideological
moment in the reign of Catherine II.

Within this proto-nationalistic frame, Oleg shows some pecu-
liar features that cast the staging in the more precise ideological mo-
ment of the mentioned “Greek project”. These features can be found
in the music by Giuseppe Sarti.

The composer was responsible for the four solemn choruses of
ActV, whose texts were borrowed from Mikhail Lomonosov’s poetry,
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as well as for the scenes drawn from the Greek tragedy — Euripides’s
play within the play staged at the hippodrome of Constantinople. In
his music setting, Sarti resorted to the ancient Greek modes. In mod-
ern times, his choice was criticised by Calvocoressi, who, perhaps
recalling the recollections of count Esterhazy, stated that the compos-
er gave “proof of considerable rigidity and certain arrogance” (Cal-
vocoressi 1947: 32). And yet, according to Bella Brover-Lubovsky,

Notwithstanding the Russian subject matter and those folk musical elements
deliberately employed by Sarti’s colleagues in order to construct a national
identity, this stylized representation of ancient Greek music was conceived
as the artistic apex of the entire work (Brover-Lubovsky 2007: 275)

Calvocoressi must not have fully understood the reasons that
stood as the basis of Sarti’s choice, which I am going to suggest here.
Sarti’s idea and its legitimacy are declared in an explanatory note
that precedes the score, apparently written by the composer himself
and translated into Russian by the ethnographer, writer and architect,
Nikolay A. L’vov. This commentary exists in two versions — French
and Russian. The former is the manuscript entitled Eclaircissement
sur la Musique composée pour Oleg (Clarification of the Music
composed for Oleg), housed at the Civic Library of Faenza — Sarti’s
hometown (Sarti, without date). The latter is printed as an introduc-
tion to the full score published in 1791. It carries the Russian title
of Ob’yasnenie (Explanation), and it is the exact translation of the
French text. In this commentary, the author upholds his choice stating
that: “The scene from Euripides, for its place and nature, must be rep-
resented according to the ancient Greek taste, so that also the music
must observe that character; therefore I have composed completely
Greek music, in regard to the vocal parts [...]” (Canobbio et al. 1791:
iii). Further in the text the author clarifies single dramatic moments
and the relative modes chosen for their music setting, with abundant
references to ancient sources.

Sarti’s artistic maturation had occurred in a local spirit that de-
veloped a cultural tradition of glorifying ancient music and blaming the
progress of modern music for losing both the moral purpose to which
the ancient Greeks had destined it and the quality previously reached by
means of “pureness and simplicity”.!” Described by his contemporar-

10 For instance, the author of Alessandro e Timoteo Carlo Castone della Torre di Rez-
zonico, wrote in the preface to the printed libretto (4rgomento), that “the distinguished
maestro [Sarti — A. G.] will make evident the impossibility of reaching the Greeks,
until the powerful melody which dominated the souls with its pureness and simplicity,
will be corrupted by the simultaneous harmony”. Moreover, in the same text the Italian
poet recalls that “the most learned Brown with an exact series of incontrovertible facts
proved that the three sisters Arts [melody, dance and poetry — A. G.], which for a long
time were not being divided by the ancient people, were separated by the development
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ies as one of the most learned composers of his epoch, he had studied
with Francescantonio Vallotti, who represented the Pythagorean branch
in North-Italian musical thinking, and later with Giambattista Martini
(Padre Martini), the foremost adept of ancient music revival. As Brov-
er-Lubovsky points out, as a disciple of such maestros Sarti was well
acquainted with the Greek heritage (Brover-Lubovsky 2007, 2013).

Meanwhile, other reasons, more consistent to the content of the
text, explain the Greek element of Oleg’s music.

In his article M. I. Glinka's Ruslan and Lyudmila. For the 50th
anniversary of this opera on the stage, published in the same year of
the 19™-century edition of Oleg’s score, Vladimir Stasov pointed out
Sarti’s attempt at introducing in the themes features belonging to the
ancient melodies — Greek and sacred. Although considering Sarti’s
attempt a failure, due to the insufficiency of the composer’s talent
and creative strength (!), Stasov pointed out his merit toward the his-
tory of Russia, and saw it as an important precedent to the use of kant
in 19%-century opera, suggesting the possibility that the Italian maes-
tro exerted some influence on Glinka (Stasov 1893)!.

Moreover, the Russian critic casts serious doubts on Sarti’s ac-
tual authorship of the idea, suggesting that Nikolay L’vov was not
a simple translator of the explanatory note, but its real creator, the
composer being a simple executor of his idea (Stasov 1893). In mod-
ern times his theory was definitely accepted by Mooser and Margery
Stomne Selden (Mooser 1951 (I1I); Kirillina 2013). Nowadays there
is no evidence, as far as I know, to attest or deny this theory, apart
from some considerations: on the one hand hardly Sarti could have
supported his cultivated introduction while being ‘exiled’ in Crimea
as he was when the music was written'?; on the other hand, the manu-
script actually exists, and, although it carries no autograph signature,
it attests that the composer edited the text himself. If we assume that

of'the civilian society; therefore the Music among Modern people lost its force and hon-
our, of which it was charged by the laws of the Maestros — the simplicity of costumes
and the tempered balance of the parts that formed it”. The poet considers opera as the
only way to get closer to that “unreachable excellence in which the Greeks stand out”
(Della Torre di Rezzonico 1781: Argomento, pages not numbered).

11 Both this late publication of Oleg*s score and the link established by Stasov between
Greek (mediated by Sarti) and Russian music are in line with the second flowering of
ancient Greece that Russian culture experienced from the 1890s on, which has been pointed
out by Marina Frolova-Walker, who also consider Catherine II’s Oleg as part of the trend
of ’imagining antiquity’ that characterized the late 18" century. Frolova-Walker, Frolova-
Walker 2016: 2-34.

12 At this time Sarti, who had been hired as Kapellmeister in St. Petersburg in 1784, held
no position at the Court chapel, having left the city due to the rivalry with the singer Luisa
Todi (Pasolini Zanelli 1883, Mooser 1951). In 1787 he was hired by Prince Potyomkin,
and followed him in his estates in the South of Russia. After the success gained with Oleg
and Potyomkin’s death, occurred in the following year, he returned to the capital, and in
1793 was taken on again as court Kapellmeister (Kirillina 2013, Pasolini Zanelli 1883).
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L’vov is the inventor or co-author of the text, some considerations
emerge that deserve our attention.

In the years when the opera was prepared and staged, L’vov
was working on his Collection of Russian Popular Songs, published
in 1790, for which he gathered tunes that were to be arranged by Jo-
hann Pratsch, and prepared the introductory text. L’vov was a great
admirer and connoisseur of ancient Greek culture and of its music,
and in the introduction to the collection (On Russian Folk Singing) he
draws a parallel between the Russian tunes he was studying and their
possible origin from Greek music:

The ancient Greeks developed music from the Egyptians, together with oth-
er arts, taking it to such perfection, [...] that its effect seems to us a miracle
or the mirage of a miracle. They divided their music into Theoretical or
Intellectual, and Practical or Performed. The latter was in turn divided into
two branches, Melody and Rhythmic, that is Melody and Harmony. This
distinction of the music made by the ancient Greeks fits much naturally also
to our popular singing. We call Harmonic the drawn-out songs [protyazhnye
—A. G.], and Melodic the dance songs [plyasovye — A. G.].

[...] For the pleasure of the lovers of ancient music Father Kircher and Mr Bu-
rette, after long and hard research found and transcribed in modern notation two
fragments of ancient Greek music — the Hymn of Nemesis and Pindar’s Ode.
Having deeply studied the latter, we find out with wonder that in our popular
singing we inherited from the ancient Greeks not only its distinction into two
parts, but also considerable similarities of their Melody and composition of the
drawn-out songs: because our ancient song No. 34 [“The hawk soars aloft”
“Vysoko sokol letaet”] and many others begin with the entry of one voice, and
then the whole chorus responds. Pindar’s Ode is structured like this, having the
character of singing, which the Italians call ‘Canto fermo’. A great part of our
drawn-out songs have the same character (Belyaev 1955: 38-9).

L’vov points out the similarity of other genres of popular songs
to Greek ancient music:

Our svyatochnye and podblyudnye songs demonstrate once more that in our
popular singing we absorbed much from the Greeks. The ancient Greek
game and song still known nowadays under the name of Klidon is the same
as our podblyudnye songs. [...]

To the Russian Klidon the Slavs added their favourite refrain, which the
Greek did not have: they repeatedly sang, and we too, “slava” [glory], which
is the main divinity of the Slavic people, the name of which they inherited
from their great deeds, and which they often used not only in songs, but
also in proper names for people. “Zhiv zhiv kurilka” [The ember is alight, is
alight], too, is a Greek game (Belyaev 1955: 41).

26



Anna Giust Catherine II’s The Early Reign of Oleg: Sarti, Canobbio and Pashkevic...

This idea was later continued by Guthrie in his Dissertations
sur les Antiquités de Russies (1795), in which the myths, rites, and
other Russian customs were, as the full title reads, “compared to
similar objects among the Ancients, and notably among the Greeks”
(Guthrie 1795). In the preface to his work, Guthrie expansively re-
fers to the considerable personal interest Catherine herself had in
scholarly research, focusing on the relationships between ancient
Greek and Russian art. In turn, these theories recall similar research
that was being developed in the field of linguistics, which aimed at
demonstrating the relationship between the Russian and the Greek
language.

The relationship between ancient Greek music and Russian
folksong, in which L’vov and Guthrie believed, appears to be used
in The Early Reign of Oleg in order to embody Catherine’s own in-
terest in the cultural link between Russian and Ancient Greek em-
pires, which was a legitimation of her geopolitical project. The pas-
sage from folk quotation to its Greek ancestor in the opera seems to
represent a wider vision of Russia as the Empire it was to become,
folksong having ascended to a wider, universal dimension. Accord-
ing to Lurana Donnels O’Malley, notably the performance of Alcestis
“reveals the apparatus of Catherine’s ownership of the display™:

By emphasizing the containment of Euripides within Oleg, she also empha-
sizes the containment of Russia’s historical past within her own contempo-
rary Empire. One has only to raise a curtain to be drawn into ninth-centu-
ry Byzantium, and to raise yet another curtain to be transported to ancient
Greece. Time, culture, space, style — all are collapsed and contained by the
boundaries of the performance of Oleg for which Catherine herself raised
the curtain (O’Malley 2006: 166).

In this sense, the idea of combining Greek modes with Russian
folksong appears consistent with the entire project of the opera, and
more generally with the wider idea of kinship between the two Em-
pires that characterized Catherine’s ideology.

The form of this performance too, staged with magnificence
and including large masses of extras and singers for the choruses, re-
calls that of a Baroque spectacle and the manner of Gluck’s tragédie
lyrique. At the same time, it testifies to the widened concept of ‘peo-
ple’ that had developed from Anna loannovna’s time on, which was
gradually including the nation in the rhetoric of happiness and love
as addressee of this early idea of Empire.

By the end of the century, Russian Opera — it being understood
that Oleg can only partially be included in the genre, — seemed to
have replaced Italian seria and its most distinguished exponents in
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its function as a vehicle for the ‘scenario of power,” and in the cele-
brative role it played when it was imported to the country. A process
that explains also the non-exclusively Italian commission for the mu-
sic, which included the composer Pashkevich as the leading figure of
Russian musical identity. While the most distinguished Italian maes-
tros had left Russia and the Italian Court troupe had been disbanded
in 1791 due to financial troubles, by the end of the 18" century a first
loop seems to close down in the history of Italian opera at the Russian
Court. Even if Italian music was going to play a key role for some
time still in the musical life of the Russian country, this was going to
be achieved by different protagonists in different ways.
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Ana byciu

PAHA BJIAJJABUHA OJIEI'A KATAPUHE II:
CAPTHU, KAHOBMO U ITAIIKEBHUY
Y CTPEMJBEBY KA UJIEAITY

(Pe3ume)

Omnepa Pana enadasuna Onela je npyru mokymaj Karapune II Ha mosby
ucropujcke apame. IlocraBibena je y Epmurax tearpy 1790, ma mysuky Kapna
Kanobuja, Pyszena Capruja u Bacunmja [lamkeBnua; meHo u3Boheme Owmio je
npaheHo 00jaBJbMBamk-EM OPKECTAPCKE MAPTUTYPE. Y OKBHPY NMAPTUTYPE MITAMIIAHO je
Objawmerve, xoje je motmicao Capta (a Ha pycku BepoBaTHO peBeo Hukomnaj JbeoB),
y KojeM je emabopupaHa ynoTpeda aHTHIKHX MOJIyca Y MY3HUIIH OBE OTiepe, TauHHje Y
cuienu u3 EypunujioBe Aruecitie ykjbydeHe y IeTH YHH Kao ,,[IPEeACTaBa y mpeicTaBn’.

CmMmarpaH jemqHHM O] HajydeHHjUX KOMIIO3MTOpa cBoje reHepauuje, Captu
ce MHTEPEecoBao 3a pecraypupame Hacieha antnuke rpuke mysuke. Caprtu je Beh
MIPETXOTHO KOPUCTHO aHTHYKe Moxyce 1782. roaune, Kajia je KOMIIOHOBAO MY3HUKY
Ha muopeto Alessandro e Timoteo rpoda Kapna 'acronea nena Topa nu Peronuka
y ITapmu. OBoM mpunukoM, pedepeHie Ha TPUKy KyITypy Omie cy y Besu ca
PYCKHM MHTEPECOBAEM 32 jy)KHE TEPUTOPH]jE, a caMO H3BOheme je yIpPHIMYCHO
noBojioM niocete Karapununor cuna I[1asena [lerpoBuua ca cynpyrom.

VY onepu OzeZ no3uBame Ha aHTUYKY KYJITYpY je joIl jacHHje, a ynorpely
Mojyca je moryhe 00jacHUTH TEMOHCTPATHBHOM MPUPOIOM OIepe, Koja je m3pa-
yKaBaJla ApCKy MOJUTHKY. M3BohemeM je cliaBibeHa pycKka BOjHa MO, CKOpaIlby
ycrecu y pary npotus Typaka u npunpema 3a HHBa3ujy Ha KoHncraruHomnoss, a ca
JIlyTOPOYHUM IIMJbeM peanu3anuje KarapuHuHOT ,,rpYKOT MpojeKTa”, KOjH je Mmoj-
pasymeBao pecraypaiujy MCTo4HOr pUMCKOT LapcTBa M MocTaBibambe KoHcTaH-
tuHa [laBioBrYa Ha WeroB TpoH. Ha ruiaHy Kynrtype, oBaj MOJMTHYKU TPEH]I OX-
pabpmo je ucTpaxknBame aHaiornja namel)y Pyckor apcTsa 1 aHTHUKNX HHIIEPH]ja
— mTo je 6Wo jemaH on omrydyjyhux (akropa MO3UTHBHE CaMOUACHTHU(HKAIIN]ES
pyCKe IpKaBe, Kao U JISTUTUMH3AIIHje BIACTH HBEHE ,,HeMadKe [apuie’”.

U3 oBe Buzype, ynorpeda rpukux Moyca, KOMOMHOBaHUX ca PYCKUM HapoJIi-
HUM TeMaMa UHKOpIiopucanuMm y KaHoOMjeBy mapTUTypy M ca )KEHCKUM XOPOBH-
Ma y pycKoM cTuity koje je [lamrkeBud KOMIIOHOBAO 3a CIieHE BeHuawa y Tpehem
YHHY, MOTY C€ MHTEPIIPETHPATH KA0 KOH3MCTEHTHH Ca WJICOJOIIKOM CaJp>KHHOM
muopera. durypa Hukomnaja JbBoBa Takole ce ykasyje kao criona usmel)y pyckux u
TPYKHX eJIeMeHaTa, IoImTo je JbBOB y mpearoBopy cBoje 36upke pycKux HapoOHUx
iflecama CTIEKYIIMCAO0 JIa PycKa HapoHa My3HKa MIOTHYE OJf aHTHUKE TPUKE MYy3HKe.
VYrpkoc TOME IMITO jeé KOMIIOHOBaHA ,,IIECTOPYYHO™, My3uKy 3a OneZa He Tpeba
MoCMaTpaTH Kao nactuii, Beh kao cuHTe3y Koja je Tpedasio j1a JeMOHCTpUpa CPpoI-
HocT n3Mel)y 1Be pkase, OJHOCHO BU3HUjy PycHje kao napcTsa CripeMHOT /1a TIpH-
XBaTH KYJITYPHO M IOJUTHYKO Hacnehe Buzanruje.
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Abstract

In this paper I reveal how the cult of Empress Elisabeth affected the reception of
three different volumes of Hungarian music. These three works are: Erzsébet-emlény
(Elisabeth Memorial Album, 1854) edited by Kornél Abranyi; Erzsébet (Elisabeth,
1854) opera by Karoly Doppler, Ferenc Doppler and Ferenc Erkel; and Die Legende
von der heiligen Elisabeth (The Legend of Saint Elisabeth, 1865) by Franz Liszt. In
spite of their high artistic level, the first two works were banned by the cultural elite who
interpreted them as Habsburgian political music after the downfall of the dual state.
On the other hand, the intentionally apolitical oratorio by Franz Liszt was regarded by
the same cultural elite as the highest standard of artistic representation of the Empress.
As a consequence of parallel distribution of both imperially and nationally constructed
memories, a strange diffusion appeared in the social sphere, especially in Hungarian
cultural memory. Conflicting memories emerged due to the discrepancy between the
original Hungarian political myth (Kossuth-myth) and Empress Elisabeth’s cult. Using
the terminology introduced by Claude Lévi-Strauss, I have labeled this situation as the
clash of the cold and hot society in Hungary during the 19" century.

Keywords
Empress Elisabeth, Sissi, Erzsébet, Franz Liszt, Hungarian cultural elite

“O Ungarn, geliebtes Ungarnland!
Ich weil} dich in schweren Ketten.
Wie gern bot ich meine Hand,

Von Sklaverei dich zu retten!”

O kénnt ich Euch den Kénig geben!

Empress and Queen Elisabeth, 1886.

I windhager.akos@gmail.com

2 The title of the poem is O kénnt ich Euch den Kénig geben! (I wish I could give you
the King!) The quoted poem is not included in the publication of Empress Elisabeth’s
Das poetische Tagebuch (The Poetic Diary; Wien: Osterreichische Akademie der Wis-
senschaften, 1984). I found it in: Wallersee 1935: 255. Here is a rough English transla-
tion: “Oh, Hungary, beloved Hungarian land, / I know you in heavy chains. / How I'd
scratch my hands / You to save from slavery.”
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Introduction

This article sheds the light on the musical pieces aimed at
creating and spreading the cult of Empress Elisabeth in Hungary. While
various facets of this cult have been discussed, the representation of
Empress Elisabeth in contemporary music of that period has rarely
been touched upon. I am focusing on Hungarian sources to discuss
three volumes of music: Erzsébet-emlény (Elisabeth Memorial
Album, 1854) edited by Kornél Abranyi (1822-1903); Erzsébet
(Elisabeth, 1854) opera by Karoly Doppler (1825-1900), Ferenc
Doppler (1821-1883) and Ferenc Erkel (1810-1893); and Die Legen-
de von der heiligen Elisabeth (The Legend of Saint Elisabeth, 1865)
by Franz Liszt (1811-1886). These three works became the standard
cannon pieces of her cult until the downfall of the dual state. In order
to compare the relevance of Hungarian subjects I will apply some
aspects of Claude Levi-Strauss’ cultural memorial studies.

This is the first part of an ongoing research on the Austro-
Hungarian imperial political images present in music. Thus, I refer
both to some already known and speculative sources, documents and
items. I begin with a short introduction on Empress Elisabeth’s image
in music and cultural memory; afterwards I present some examples
of how Austrian Imperial Anthem was included in the pieces named
after her; finally, I discuss the aforementioned works of Hungarian
music dedicated to her.

Empress Elisabeth’s Image in Music

There have been numerous studies dedicated to the aspects of
Franz Joseph’s and Elisabeth’s cults. Beyond their political roles,
their private lives, personalities and their cultural importance are all
well-known. In the Austrian part of the former Habsburg Empire, the
Empress was called Sisi, while in the Hungarian part of the dual state
her official name, Erzsébet kirdalyné (Queen Elisabeth) became the
popular version. The official definition of her position was the Ruler
Consort, which means that she was the Empress consort (Kaiserin)
of Austria, and the Queen consort (kirdlyné) of Hungary, Croatia
and Bohemia. In order to avoid further misunderstandings and
difficulties, I will identify her either as Empress or Queen, depending
on the political context.

Her cult contains some well-known imagery based on her
biographical background:

- Elisabeth as the young, independent, liberal princess;
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- Elisabeth who became an empress “all of a sudden”;

- Elisabeth as a beautiful woman;

- Elisabeth as a “Mater dolorosa” — a mother in pain (Unter-
reiter 2005: 16).

The real facts and mythical elements of these images have already
been discussed many times (most recently in Hain 2015). However,
there are very few scholarly analyses of the musical pieces dedicated to
Empress Elisabeth. Brigitte Hamann was the first scholar who focused
on Empress Elisabeth’s life, political role and special activities aimed at
hermusical affirmation. In 1987 Hamann described the Empress’musical
taste, skills and some pieces of music dedicated to her (Hamann 1987).
Giinther Brosche discovered the collection Huldigung der Tonsetzer
Wiens (In Honour of Vienna Composers, 1854) containing 91 pieces
written for the Empress on the occasion of her wedding. He recounted
the story of the honouring collection and identified the composers as
well (Brosche 1987). He discovered that Johann Vesque von Piittlingen
(1803-1883), the leader of Die Geselschaft der Musikfreunde (The
Society of the Friends of Music) was the organiser and editor of the
Huldigung der Tonsetzer Wiens. This collection was also discussed by
Ulla Fischer-Westhauser, who edited and introduced the ceremonial
gifts received by the just married ruling couple in 1854 in a decorative
album (Fischer-Westhauser 2007).

Another wedding song collection was uncovered and released
by Walter Deutsch (Deutsch 1997: 19). He discovered that,
simultaneously with Vesque, a young composer, Carl Anton Spina
(1827-1906) edited another song collection, the Oesterreichische
National Melodien (Austrian National Melodies) (Ibid). Deutsch
presents the circumstances of Spina’s collection mentioning the
rearrangement of the Kaiserhymne (Austrian Imperial Anthem)
and an application of the anthem in other honouring music pieces.
However, the works dedicated to Empress Elisabeth are discussed
most detailedly by Gabriele Praschl-Bichler and Gerhard Bruckner
in their book Sisis Melodien: Die Musik der Kaiserin Elisabeth
(Sisi’s Melodies, The Music of Empress Elisabeth) (Praschl-Bichler
and Bruckner 1998). This study summarises all the aforementioned
music collections, the Elisabeth-titled pieces, and especially Strauss’
compositions, and shows the empress’ musical representation.

Reviewing all these Austrian studies I can detect that all
these compositions were the gesture of the dynastic honour towards
Empress Elisabeth. All of them were written for various occasions
and celebrations; Ulla Fischer-Westhauser lists the following ce-
lebrations: the betrothal, the wedding, the birth of their children,
important visits, the enthronement with the Hungarian regalia, the
25™ anniversary of her husband’s reign, the 25" anniversary of their
marriage, the weddings of their children, and Elisabeth’s death
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(Fischer-Westhauser 2007: 27). Musical pieces written by Austrian
composers had almost no political overtones, irrespective of whether
they were written in the more or less popular times of Elisabeth’s life
(Hamann 1997: 233).

In contrast, Hungarian musical works dedicated to Elisabeth
were inspired by many difficult political ambitions. Their
contemporary interpretation and reception depended absolutely on
the political situation. A few examples of her Hungarian honouring
music are mentioned in the aforementioned studies, but a systematic
scientific research of these works has only just begun in the twenty-
first century. While the Erzsébet-emlény (Elisabeth Memorial Album,
1854) has only been mentioned in some history books, the Erzsébet
(Elisabeth, 1854) opera was discussed by Katalin Szacsvai Kim in her
doctoral thesis (Szacsvai 2012). My final example, Franz Liszt’s Die
Legende von der heiligen Elisabeth was analysed by many scholars
again and again (recently in Saffle 2003: 3-25). Nevertheless, the
research on the Empress’ memorials in Hungarian music has just
begun. Two of the honouring art works, the Erzsébet-emlény and
Erzsébet opera lost their importance after the downfall of the dual
state and disappeared from Hungarian cultural life. Liszt’s oratorio is
still a part of the Hungarian concert life; however, as I aim to show,
its interpretations both by musicologists and historians are full of
false nostalgia for Empress Elisabeth.

Empress Elisabeth in Cultural Memory

In the middle of the nineteenth century the sovereign’s political
representation fell into two channels: protocol events and artistic
manifestation. The protocol art works are usually literary texts,
musical pieces, paintings and photos. These works are two-faceted:
they aim to be eternal — as their artistic value could indeed have
been timeless — but they are often ephemeral. This duality gives
them a special, sinister aura, which makes it difficult to assess their
value. Although we do not regard Wellington's Victory by Ludwig
van Beethoven or the /812 Overture solenelle by Pyotr Tchaikovsky
as their masterpieces, these art works emphasise the political
interpretation, putting behind the historical and artistic aspects.

The pieces dedicated to Empress Elisabeth contain the same
features: very few of them can be viewed as timeless art, but they
do represent her image. In Hungarian context, it was more important
to present her political image than any other historical or artistic
aspects. In Hungary, Queen Elisabeth’s cult was based on three
different political components: the (feudal) reverence towards the
ruling dynasty, the symbolism of the ambitions towards Hungarian
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independence and Saint Elisabeth of Hungary’s cult. As these
components supported each other, a new image of Elisabeth was
born: “the Loveable Habsburg” (Ger6 2016: 160). As Alice Freifeld
wrote: “Elisabeth filled the public sphere with the glamour of a new
monarchism and gave royalty a human face” (Freifeld 2007: 139).

This image was created and supported by the Hungarian political
elite and the imperial management, although their aims were quite
different. On the one hand, the Hungarian elite’s memory amounted
to historical facts about the suppressed war of independence, the
disintegration of the state, as well as political ambitions to reach a
beneficial consensus with the ruler. On the other hand, the imperial
management expected the Hungarian elite’s collaboration with the
unchanged status quo. The cult, which was created and nourished
by accidental occasions and strategic decisions, emerged for the first
time as a real political-cultural phenomenon in 1866 (Vér 2006: 16).

The cult itself was also two-faceted. While the political
expectations towards the queen were illusory (Gerd 2016: 172),
some scholars agree that Elisabeth played a dominant role in the
political events of the so-called Austrian-Hungarian compromise in
1867 (Hamann 1997: 231-234). Otto von Habsburg (1912-2011)
interpreted Empress Elisabeth’s political role in following terms: “It
is always the emperor, who decides. ... She behaves like a woman in
a proper marriage. The husband is the commander, but the commands
are given by the wife” (cf. Szabd 1998: 7).

Queen Elisabeth became the key figure in the imperial identity
of the Hungarian society. Between 1867 and 1916 she was the subject
of both traditional feudal and modern political adoration. It is quite
unusual that the imperially constructed Elisabeth-cult could push
the original Kossuth-myth® to the background (Freifeld 2007: 148).
Her counter-myth was to tell the story, dubbed by Jan Assmann as
a counter-history (Assmann 1999: 84). Thus, the conflict between
the hot and cold societies described by Claude Lévi-Strauss emerged
within the Hungarian community. Lévi-Strauss defined his invention
by the following:

“I called [them] ‘cold” and ‘hot’ societies: the former seeking through the
institutions they gave themselves to annul the possible effects of historical
factors on their equilibrium and continuity in a quasi-automatic fashion;

3 Lajos Kossuth (1802-1895) was the political leader of the war of independence in
1848-1849. His myth was one of a strong national identity: for example he was called
“Our Kossuth-Father”. His political activity was met with much criticism. He died in
emigration in Torino. Due to the trauma of the supressed war of independence, the
Hungarian society turned to be a cold one, and its rearranged myth became the Kos-
suth-myth. It had a long historical background for many former national tragedies, and
its essence is that Hungary would be a martyr of the European history.
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the latter resolutely internalizing the historical process and making it the

moving power of their development” (Lévi-Strauss 1966: 233-234).

Although Levi-Strauss’ idea was criticised by a number of
scholars (for example Assmann 1999: 69), in order to understand the
emergence of the cult of Elisabeth, it is important to note that a cold
society prefers the myth instead of the history, while a hot society
accepts true historical facts. Thus I argue that Queen Elisabeth’s very
popular and successful cult provided an opportunity for Hungary to
become a hot society.

Queen Elisabeth’s Political Representation in Hungarian Music

1854: The Austrian Imperial Anthem and Empress Elisabeth

In the first period of the cult formation Empress Elisabeth
was portrayed in musical works by a quotation both of the Austrian
Imperial and the Bavarian Royal Anthems. For her wedding the
Empress received two honouring collections of music, mentioned
earlier. Carl Anton Spina (1827-1906) collected songs (and one
dance) from all the nations of all states of the Empire (Deutsch
1997: 19). For example, he included two Hungarian songs, one
from the Hungarian Kingdom and one from Transylvania (he also
added a Saxon melody and Romanian melodies from Transylvania).
However, Spina edited the album in such way that the Kaiserhymne
was presented on the very first pages. The album, thus, symbolises
the entire Habsburg Empire.

The Huldigung der Tonsetzer Wiens was edited and released
by Johann Vesque von Piittlingen (1803—1883), the leader of Die
Geselschaft der Musikfreunde (the Society of the Friends of Music)
(Fischer-Westhauser, 2007: 14). Following his invitation, 88
composers sent him 91 compositions. The pieces were composed
by the cultural elite and bureaucratic imperial management. Among
the composers who contributed their pieces one finds conductors,
chamber musicians, high ranking officers and diplomats; however,
the famous composers did not send their scores (Deutsch 1997: 20).
The collection features many songs and waltzes.

In spite of Vesque’s original intention, the most famous Austrian
composer of that period, Johann Strauss Jr. (1825-1899) did not
contribute to this collection. However, he composed — independently
— his own musical offering, the waltz Elisabeth-Kldngen (Tunes for
Elisabeth, 1854).* Other popular dance-composers of this time, like

4 Strauss, Johann Junior, Die Elisabeth-kiingen (Op. 154, 1854). In: Thematisch-Bi-
bliographischer Katalog der Werke von Johann Strauf3 (Sohn), Strauf3-Elementar-Ver-
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Philipp Fahrbach Sr. (1815-1885), August Lanner (1835-1855) and
Joseph Gungl (1810-1889) composed a march, waltz or czardas with
the title of Elisabeth.> We learn from biographies that Anton Bruckner
(1824-1896) and Bediich Smetana (1824—1884), who were totally
unknown that time, composed music for the wedding celebration.®
While Smetana composed a four-movement symphony on
the variation of Kaiserhymne, Carl Haslinger (1816-1868) in his
Osterreichische Jubel-Overtiire (Austrian Festive Overture, 1854)
and Johann Srauss Jr. in his Elisabeth-Kldnge applied the same
political anthem and the Bavarian Royal Anthem (Hamann 1987: x).
The application of the Austrian anthem is the first symptom of the
empress’ representation. These applications did not have any deep
political meaning; they represented her highest imperial rank.

1857: The Hungarian Honouring Music Pieces

In 1857 the reigning couple visited Hungary —ruled the Habsburg
dynasty since 1849 — for the first time. The goal of the emperor was
to demonstrate his power to the subordinated country. Elisabeth was
just a kind of a decorative figure on the emperor’s side. This role of
hers did not change during the tour, but her attitude did, for example
she decided to study Hungarian to be able to communicate with the
people (Vér 2006: 14). The official events were suddenly interrupted

zeichnis (SEU) (Thematic-Bibliographic Catalogue of Johann Strauss Jr.’s Works,
Strauss-Elementary-Dictionary), Edited by Wiener Institute fiirStrauf3-Forschung,
Hans Schmeider, Tutzing, 1992, 226. Further information: Hain & Hain, 2015: 50 and
Hamann 1997: 73.

The author later replaced the title with Myrthenkrinze (Myrtle-Wreath). The long
version of the title is: Myrthenkrdnze. Walzer zur allerhocheste Vermdhlungs feier Seiner
k. k. apostolischen Majestiit. des Kaisers Franz Josef I mit Ihrer kéniglichen Hoheit
der Herzogin Elisabeth von Bayern (Myrtle-Wreath, Waltz for the Highest Wedding
Celebration of his Majesty Emperor and King Franz Josef with Her Royal Duchess
Elisabeth of Bavaria). The title is readable on the front page of its first publication:
Strauss, Johann, Myrthen-Krdnze, Carl Haslinger quondam Tobias, Wien (1855?)

5 The details listed below require further research. I found them on a professional, but
not scientific web dictionary of The Johann Strauss Society of Great Britain.

Philipp Fahrbach, Erzsebeth Marsch (Elisabeth-March), Op. 21, 1854, http://www.
johann-strauss.org.uk/composers-a-m.php?id=204
August Lanner, Kaiser-Braut-Ankunfts-Marsch (The Arrival of the Emperor s Fianceé
— March), Op. 18, 1854, http://www.johann-strauss.org.uk/composers-a-m.php?id=134

Joseph Gungl, Elisabeth-Csardas, Op. 375, 1854, http://www.johann-strauss.org.uk/
composers-a-m.php?id=205
6 Anton Bruckner, Lafit Jubeltone lauter klingen! (Let the exultation sound loud!),
WAB 76, 1854. Its first performance: Linz, 22 April 1854. See Hawkshaw 2001: 481.

Bedfich Smetana, Triumf-Sinfonie mit Beniitzung der Osterreichen Volkshymne
(Triumph Symphony with the Applyig of the Austrian Anthem), Op. 6, 1854 (rev. 1881).
See Ottlova 2001: 550.
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by the death of Archduchess Sophie (1855—-1857), the couple’s first
child. Although Hungarian society hated the Emperor, it sympathised
with the mourning mother. At this point an emotional relation was
born between the Empress and the Hungarian society.

The political establishment forced Hungarian cultural elite to
celebrate the ruler. The composers were obliged to offer their music
to the majesties. Twelve composers sent honouring pieces to the
Publisher Rozsavolgyi; these were placed in an embellished album
titled Erzsébet-emlény (Elisabeth Memorial Album,1857). The leading
musicians of the Nemzeti Szinhaz (National Theater) composed the
Erzsébet (Elisabeth, 1857) opera in cooperation. Although both of
these were produced for a specific occasion, exceprts from these
works were performed on several later occasions.

Erzsébet-emlény (Elisabeth Memorial Album)

As soon as the date of the ruler’s visit became known (September
1856), the founding director of the R6zsavolgyi Music Edition assigned
one of the most popular composers of the period, Kornél Abrany1
(1822-1903) to edit an illustrated album for the occasion (Abranyi
1900: 243). The idea was the same as Vesque had in 1854 — to collect
piano pieces. Abranyi and Rozsavolgyi demanded pieces written in
style hongrois to emphasise the Hungarian couleur locale. Their idea
was that the themes of compositions had to correspond with the ruler’s
itinerary in Hungary. The most difficult dilemma was who to involve
in the project. For example, they did not invite the leading composer
of the time, Ferenc Erkel (1810—1893), because they were aware of his
duty to compose an opera for the same occasion (see later). Finally,
they chose the following musicians and their compositions:

Abréanyi Kornél Magyarorszag hatarnal [On Hungary’s Border]

Bartay Ede (1825-1901) Unnepléindulé [Festive March]

Brand Michael (1815-1870)  Pusztaiélet [Puszta Life]

Doppler Ferenc (1821-1883)  Pdsztorhangok [Pastorale]

Doppler Karoly (1825-1900) Magyar idylla [Hungarian Idyll]

Huber Jozsef (1823—-1878) Magyar hangok [Hungarian Tunes]

Huber Karoly (1828-1885)  Magyar czigany dal [Hungarian Gypsy Song]

Merkl Jozsef (1811-1887) Magyar impromtu [Hungarian Impromptu]

Pet6 Janos (1822—-1881) Szerenada [Serenade]

10. Schmidt Gyula (1810-1865)  Capricietto

11. Székely Imre (1823-1887) Honiiidvozlet [Greetings from the Homeland]

12. Thern Kéroly (1817-1886) Csajka dal [Boat Song] (Abranyi 1854).”
Almost all composers were happy to contribute to the album,

00NN B W =

7 1 used the original Hungarian form of the names in the list to present the composers
in an alphabetical order. The composers, even the Dopplers, the Hubers or Merkl used
Hungarian version of their names in that period, as seen in the score.
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except for Michael Brand. He refused the invitation many times,
explaining that he had never composed music in style hongrois
(Abranyi 1900: 242). However, he changed his mind and wrote
his Pusztai élet (Life on the Great Plane, 1857), which is the most
remarkable piece of the whole album; it was played even by Franz
Liszt. Brand was so inspired that he devoted the rest of his life to
become “The Hungarian Composer”, who elevated the style hongrois
to European standards. He even changed his name into a Hungarian
version: Mosonyi Mihaly (Bénis 2001: 183).

Compared to other Hungarian compositions of the time, the
pieces from the album were composed in the most advanced style. The
composers employed various keys throughout the album (sometimes
even within one piece). Among the scales the style hongrois became
the most significant. The pieces were written in simple times (duple and
quadruple), as their structures appear usually in the ternary form. On the
other side, we can find plenty of genres, for example march (Bartay),
song (Thern), piece for saloon (Merkl), and short through-composed
(Doppler-brothers). All compositions showcase a high entertaining
character; the style is derived from the dances and songs, but realised
on the level of the abstraction. Although each piece can be seen as a
separate composition, a hidden narrative of the whole album can also
be discovered. In the ensuing analysis I interpret four thematic cycles
corresponding to the plot, character and place of the pieces in the album.

— The Overture — The Arrival

The first two introductory pieces depicts the beginning of the
ruler’s journey. Abranyi’s Magyarorszag hataranal (On Hungary's
Border, 1854) is a typical programmatic salon piece. It is divided
into six parts; while four of them (Maestoso, Piu mosso, Meno
mosso, Marcia) have a special theme, two transitional episodes
(Piu allegretto, Presto) vary the formal themes. The first theme is a
sorrowful fanfare, the second is a serious march, the third is a dance
and the fourth recalls Beethovenian tunes. The program of Abranyi’s
piece resembles the ceremony of a royal visit. People hear the fanfare
which draws their attention. Then the guards and the sovereign march
in. The dance forms a part of the greeting celebration. Finally, people
sing a hymn to pray for the ruler’s safe arrival. The piece begins in a
dark, gloomy B flat minor, then goes through C major and ends in a
bright B flat major. The interchange of minor and major keys could
have an auxiliary meaning: the way the travellers cross the border
of Hungary. The piece can be called considered an overture on his
own due to its length, thematic content and structure. This serenity is
broken by Ede Bartay’s joyous Unnepi indulo (Festive march, 1854),
which uses a ternary form with Trio in C major.
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Example 1. K. Abranyi’s Magyarorszdg hatdrandl

- The Scherzo — The Couleur Locale

I call the next five pieces (by Brand, the Doppler- and Huber-
brothers) the Scherzo-cycle. Their common genre is the musical
picaresque, which guides the listeners to the regions that the reigning
couple have visited. The editor’s aim could have been to emphasise
the Hungarian couleur locale.

Magyarorszag hataranal
Themes of On Hungary's Border
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Example 2. M. Brand’s Pusztai élet
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Themes of The Life on the Grand Plaine
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Brand’s Pusztai élet (Life on the Great Plane) piano fantasy
comprises eight sections. It begins with a long, cadenza-like
Introduction, then the fast Allegretto part intercepts the slow episodes
(Adagio, Largo and Andante) three times; it ends with an Andante.
In the Introduction we hear a long and sorrowful violin-like melody
in D minor. The central theme is presented for the first time in the
second part, which is a passionate style hongrois theme in D minor.
The marching theme in F major arrives after several short episodes
and leads to the culmination of the piece. After the climax, the
Kaiserhymn begins in D major in quiet dynamics. The volume of
the anthem gradually increases until it blasts triumphantly. As the
anthem comes to the end, none of the themes return and we can only
hear scales in piano montuno. The piece concludes in a quiet D major.
It implies a hidden aim: instead of the final culmination of Hungarian
themes, the imperial anthem appears (Bonis 1960: 68). However,
it is also significant that after the anthem none of the formal tunes
can be heard. Brand realised that the style hongrois tunes and the
imperial anthem do not match. The programme of the Pusztai élet
can be interpreted using the narrative of the whole album: the people
of the puszta sing about their daily life, when the emperor arrives
(Kassai 2001: 95). A certain amount of political irony can be found
in the musical incompatibility of the Hungarian melodies and the
imperial anthem.

Example 3. Themes from the Erzsébet-emlény

Themes from the Erzsébet-emlény

F. Doppler: Pasztorhangok (Pastorale)
Lento 3

e Ot
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M =
8-10. bar g

K. Huber: Magyar czigiany-dal (Hungarian Gypsy Song)
Allegro

1-6. bar

The four pieces by the Doppler- and Huber-brothers are also
picaresque images of the romantic idylls set in the puszta. Ferenc
Doppler’s Pdasztorhangok (Pastorale) uses the dotted rhythm,
syncopated patterns and a quart-theme, all of which were popular in
the period. The quart-theme may have reminded the contemporary
audience of the politically banned Rakoczi-March. The Pasztorhangok
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is defined as a capriccio by the author; it starts in A minor lento and
arrives to an A major Allegretto.

Kéroly Doppler’s Magyar Idylla (Hungarian Idyll) has a
different character. It opens with a harsh, instrumental theme in A flat
major. In the middle section the theme is played in D flat major. The
last section presents a monumental marching theme, which returns to
the opening key. Jozsef Huber’s Magyar hangok (Hungarian Tunes)
is also based on two violin-like themes. The music of Andante in B
minor transforms to the Allegro’s B major coloured by the Hungarian
scale. Finally, the melody of Karoly Huber’s Magyar czigany-dal
(Hungarian Gypsy Song) sounds like it were sung by a human voice.
Its theme is quite simple, likewise its tonal design which departs from
A minor and ends in the light A major.

- The Serenade — Personal Respect for the Empress Elisabeth

The next three short pieces can be regarded as a Serenade
cycle. Jozsef Merkl’s Magyar impromptu (Hungarian impromptu) is
really a sparkling piano improvisation. It falls into three sections,
each of them built around its own theme. Although it contains only
two tempo markings, a slow (Lento di molto) and a fast one (Poco
Allegro), the keys vary. The opening section is realised in a tragic F
minor, which is followed by a bright C major. However, when the
opening theme returns the key also changes back to F minor. Finally,
the piece finishes in the relative major of the opening key.

Janos Pet0’s Szerenad (Serenade) beginning in C minor and
ending in C major, and Gyula Schmidt’s Capricietto opening in E
major and ending in E minor are written in the same capricious and
whimsical style. Schmidt’s counterpoint technique merges German
melody type with Hungarian scales and rhythm. The tragic overtone
of the third cycle provides an almost prophetic vision to the album.

- The Finale — The Farewell

The last two pieces can be regarded as the finale. Imre Székely’s
Honi iidvozlet (Greetings from the Homeland) is a vivid farewell song,
opening in A minor and ending in its relative major key. Just like
Schmidt’s composition, it originates from the German Lied-tradition
(e.g. in its dramaturgy and structure), but employs style hongrois.
Finally, Karoly Thern, the popular opera composer, put his Csajkas
dal (The Boatsong) in E major to the end of the album. Its text is as
follows:
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Usszdl szivem hajojal Swim the ship of my heart!
Ringassatok, habok! Rock me, waves!

A Balatonnak tiikrén On Balaton's surface

Ket ég kozott vagyok: I am in the middle between two skies:
Majd folfelé a kek ég I am longing towards the blue sky,
Felé kivankozom Up and Up,

Majd mélyen a z6ld éledbe,  Then towards thy green depth,
hullamzo Balaton! Oh, waving Balaton! (Garay 1854: 32)

Other Themes from the Erzsébet-emlény

Merkl: Magyar Impromtu (Hungarian Impormtu)
Lento di molto
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Although the pieces follow each other alphabetically in the
album, the titles and programs suggest a conscious narrative that can
be summarised as a warning to the rulers of an uncertain outcome
of their journey by comparing it to a boat travel. The boats, as it is
known, rock. They can easily overturn. It is true that the boat can
transfer the passengers to the other bank, but one may never know
what will happen on the river or on the other side.
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The Reception of the Album

According to Abranyi’s interpretation in 1900, all composers
were deeply touched by the respect shown for the queen. He said:
“May the God bless the name of Queen Elisabeth, which had such
magic power, that it was strong enough to transform the lost Shauls
into Hungarian musical Pauls” (Abranyi 1900: 246). This pathetic
sentence seems to be a belated illusion that appeared in Abranyi’s
consciousness in retrospect. However, there is a symbolic drawing
on the album cover. The twelve composers’ figures stand around the
queen’s marble bust and raise their eyes to her. This position — twelve
people surrounding a central figure — resembles the usual positioning
of the apostles and Jesus Christ in Christian visual presentations.
Thus, the album image implies secondary sacredness. This drawing
can Verlfy Abranyi’s late retrospect, by suggesting that the album
was not just addressed to the Empress, but highly inspired by her.

The album was published on 4 May 1857, on the day when
the Emperor and Empress visited Pest. This edition was displayed in
the shop window to catch the audience’s attention, who were indeed
highly interested in it. Finally, the pieces by Kornél Abranyi, Michael
Brand, Ferenc Doppler, Imre Székely and Karoly Thern became
popular (Ibid: 244).

The Erzsébet Opera

The same occasion drove the director of the National Theatre
to invite Ferenc Erkel to compose an opera addressing the Empress
(Szacsvai 2012: 151). Due to the fact that the director made the offer
in September 1856, and the visit was due to take place in May 1857,
there was not enough time to compose a grand opéra. Hence Erkel
decided to compose a bel canto opera and shared the assignment
with his musician colleagues — the afforementioned Doppler brothers.
They contributed one act each. The favourite librettist of that time,
Jozset Czanyuga (1816-1894) wrote the drama with the title of
Erzsébet (Elisabeth) about Saint Elisabeth’s fictional romance.

In the first act, which takes place in the early thirteenth century,
German crusaders go to the Holy Land and pass across Hungary.
Among the knights, the Landgrave Ludwig, the fiancé of Princess
Elisabeth, visits Hungary to find out if his spouse would fall in love
with him. Ludwig and his friend disguise themselves as lute players.
The princess also puts on a disguise to attend the diamond wedding
anniversary of her friend’s grandparents. Ludwig and Elisabeth have
a brief encounter and they fall in love with each other. In the first
finale the princess attends the wedding anniversary.
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In the second act Elisabeth is torn by her faithfulness to her
fiancé and her new burning passion. She gives food to the beggars
and goes with them to a chapel to pray. Ludwig comes in and
demands her to answer his love. Elisabeth tells him the truth about
her engagement, sends him away and returns to the royal court. The
king organises a tournament for the knights.

In the third act Ludwig wins the tournament and it is Elisabeth’s
duty to put the winner’s crown on his head. They recognise each other
and marry happily. When the opera was renewed in later decades, the
directors omitted the last act and the story ended with the second
finale substituted by the wedding of Elisabeth and Ludwig. The
Dopplers and Erkel created their own operatic style by merging bel
canto, the style hongrois and the early German Romanticism.

As to the political symbolism of Elisabeth, Erkel wrote his
act with enthusiasm. It was his first opera after recovering from
depression caused by the unsuccessful war of independence. He had
to make a compromise to write an opera dedicated to the rulers, but
in terms of music he had considerable freedom. Since he liked the
light romantic plot of the opera, he composed one of his best scores.
His cabalettas, duets, ensembles, finale and symphonic intermezzo
are quite advanced when assessed against contemporary Hungarian
music, and even his own earlier oeuvre. However, he remained
loyal to his rebellious liberal ideas, by including two of his earlier,
politically motivated compositions in the second act.

In the beginning of the second act Princess Elisabeth is walking
around in a valley and gives bread to the beggars, who praise her
benevolence. In the nearby chapel the bells call people to pray.
Elisabeth and the beggars go there and, while praying, they sing the
Hungarian anthem, composed by Erkel in 1845. The first verse of
the anthem is close to the religious hymns, thus it is appropriate for
this scene.® The Hungarian national anthem had not been performed
to the rulers until that moment, hence the Emperor did not recognise
it. While it was not a banned political music, as the Rdkoczi-march
was, its political significance could hardly be denied. The audience
immediately understood the symbolic political gesture. It was a
roguish nod between the composer and the audience.

8 The Hungarian anthem was written by Ferenc Kdlcsey (1790—1838) with the title of
Himnusz (Hymn, 1823). Its poetic English translation by William N. Loew:
“0O, my God, the Magyar bless

With Thy plenty and good cheer!

With Thine aid his just cause press,

Where his foes to fight appear.

Fate, who for so long did’st frown,

Bring him happy times and ways;

Atoning sorrow hath weighed down

Sins of past and future days.”

In Loew 1881: 103.
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Another Erkel’s similarly politically symbolic gesture is that he
included the Magyar indulo (Hungarian March, 1850) in the finale
of the second act.’ This popular march was written by Erkel as a
memorial of the war of independence. In the opera its patriotic text
was replaced with a neutral one about knights and fights. Thus these
two political musical pieces did not stir any scandal and remained
constant parts of the opera in later renewals too.

The opera was premicred with great success on 6 May 1857
in the presence of the ruling couple. All the omens suggested a huge
operatic triumph. Franz Joseph, who usually insisted on his Austrian
Imperial uniform, donned a Hussar-uniform for this celebration
(Freifeld 2007: 144). The Empress also wore an attire resembling a
Hungarian costume. As Franz Joseph had low affinity for music, he
did not find any problems with the melodies. He and his wife enjoyed
the melodious, dynamic love-story about a young royal couple. The
ruler’s favourable opinion supported the success of the opera. Due
to its popularity it was played many times and renewed in further
three decades. However, in the twentieth century the opera received
exaggerated criticism, with its detractors claiming that it was a poorly
constructed occasional work.

The opera Erzsébet is one of the earliest appearances of Queen
Elisabeth’s specific Hungarian image: it focuses on Saint Elisabeth,
but addresses the Queen as a living person. The success of the opera
was great thanks to its charming love story, passionate style and the
two political music pieces included. This gesture was well received
by the audience. The application of Hungarian anthem in a musical
work of highest importance is one of the first symptoms of the
memorial clashes mentioned earlier. Erkel’s quotation represents an
original symbol of a cold society, although the opera was meant to
be a cultural memorial work of a hot society. While Brand applied
the Kaiserhymne, Erkel confronted the audience with the national
anthem. Hence the clash between the two memorial intentions began
with Brand’s and Erkel’s works.

However, Erkel’s playing with the anthem could be perceived
as the best advantage of Queen Elisabeth’s political representation:
it allowed a Hungarian national gesture within the legal borders.
However, the cold society’s (hot) expectation that the political borders
could be expanded by the support of the cult of Saint Elisabeth’s
proved to be an illusion.

9 The story of Magyar indulé (Hungarian March) is an adventurous one; see Szacsvai
2012: 178.
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Epilogue: The Legend of Saint Elisabeth

The factual relationship between the two Elisabeths (Queen
Elisabeth is the fifteenth descendent of Saint Elisabeth) was
emphasised by the Hofburg on many political platforms (Ger6 2016:
111). For example, at the eve of the aforemenioned opera premiére
Empress Elisabeth received an illustrated hagiography, The Legend
of Saint Elisabeth from Szent Istvan Tarsulat (the Saint Stephen
Association) (Ibid: 179). Even though the honour gift was a beautiful
book, it was not given to celebrate an important biographical
relationship, but in order to mask the resistance of the Hungarian
poets. The poets invited to contribute to an honouring panegyrics-
album hardly sent any poems; thus, the hagiography seemed like a
more respectful gift than a very slim volume of poetry.

In the Central European folklore the image of Queen Elisabeth
was sometimes associated with the cult of the saint. For example,
there are stories that she went to the poor Hungarians and usually
gave them bread (Magyar 2010: 139). The angry Franz Joseph ran
to her and demanded to tell him what she was carrying in her basket.
She said they were only roses. Another anecdote tells a story that the
Queen visited and helped a sick soldier as well.

Since 1866 the relationship between the Saint and the Queen
became the main focus of many works of art, including the oratorio
Die Legende von der heiligen Elisabeth (The Legend of Saint
Elisabeth, 1862) by Franz Liszt. Musicians, politicians and even
historians interpreted the oratorio, which had its premiere in Pest in
1865, as a political address to Queen Elisabeth (Abranyi 1900: 320;
Ger6 2016: 179; Freifeld 2007: 148). Notwithstanding the fact that
Liszt composed some political music (e.g. Missa Coronationalis —
The Coronation Mass, 1866), The Legend of Saint Elisabeth was not
intended to be such work.!? In his letters Liszt mentioned the reasons
that inspired him to deal with the saint’s fate:!! he sympatihised
with her and found similarity between the life of the saint and his
own. Both of them had to leave their homeland and live in a small
German region (Wartburg and Weimar respectively). Furthermore,
they shared Franciscan devotion. Finally, she became an ideal figure
due to her strong faith, charity and modesty.

10" Liszt applied concrete and direct political references in many compositions. For
example, in the Missa Coronationalis he applied direct quotation from the politically
banned Rokoczi-March. The Hungarian audience was aware of the thematic applica-
tion. Thus, the lack of any concrete political quotation in the oratorio also has a pro-
found political meaning, as I will argue below.

11" Haburger 2000: 348. The letter was written on 2 December 1862 in Rome. Liszt’s
personal inspiration is discussed in Walker 1970: 32.

47



My3ukonoruja 2016 1(20) Musicology

Since there are some well known analyses of this oratorio,'? I
focus only on the recent topic of the inclusion of anthems. Liszt chose
the genre of oratorio rather than the opera. He presented the saint’s
life in a prelude and six scenes, using five main themes for the musical
narrative containing seven chapters. He employed the motives not
as Wagnerian leitmotivs, but with respect to the dramaturgy of the
symphonic abstraction.

Liszt searched for a long time for the melodies relating to Saint
Elisabeth."® The first and central motif is an old Gregorian chant, the
Quasi stella matutina, which was widely popular in Hungary. The
second one is also a religious song, the Cantio de Sanct Elisabetha
Hungariae Regis Filia, which was believed to be a mediaeval psalm.'*
In order to evoke the Hungarian coelour locale Liszt included a
favourite dance-song in, which was suggested to him by his friend,
the famous violin player Ede Reményi (1828-1898). He chose the
tune Schonster Herr Jesu, which was believed to be an old crusader
pilgrim’s melody, to represent German knights. Finally, there is a key
motif, which is present in every scene: the cross. Thus, he applied
two Gregorian chants, Hungarian and German songs and, finally, a
very personal motif as a musical self-portrait. In Liszt’s musical
interpretation, Hungarian and German histories are just episodes in the
universal story of the saint. The story is not about a woman, a princess
or an empress, but about universal fate, faith and bearing the cross.

The Hungarian cultural elite used Liszt’s personal confession of
his faith to be a symbolic landmark of the cold social movements. The
cultural (and political) elite interpreted the oratorio as a masterpiece
honouring the Queen. This interpretation could have seemed right
in the light of the Erkel-Doppler-opera, which also managed to
sing about the saint while addressing the queen. The reception of
the oratorio was supported by the political establishment that sought
escape in Queen Elisabeth’s cult. In 1865, when both the imperial
and Hungarian political elites needed social support, the premicre of
the oratorio was a good choice to demonstrate the image of a strong
nation and a good Queen. Both the Habsburgs and the Hungarian elite
could see the oratorio as a symbolic vision of the Austro-Hungarian
compromise.

A decade later, when the political powers did not support the
performance of the oratorio, it became a mere musical event and the

12" A recent analysis is found in Saffle 2003: 3-25.

13 Further information in Liszt 1986: 458.

14 The Hungarian editor of Die Legende von der heiligen Elisabeth, Imre Sulyok had
discussed the story of the mentioned Cantio... and the crusaders’ song: Schénster....
The Cantio is a Baroque hymn composed by Gyorgy Naray (1645-1699), the Schonster
Herr Jesu is a late baroque song from the 18th century. SULYOK Imre, “Preface”, In:
LISZT, 1986, Ibid, VII.
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very same Pest audience did not appreciate it (1877) (Legany 1986:
76-7T). However, on the occasion of Elisabeth’s official funeral the
Hungarian Royal Opera performed the oratorio (Abranyi 1900: 320),
thus establishing a tradition that on every 18 November — the Saint
Elisabeth Day — the oratorio would be performed. And every year
the Opera house was crowded on that day, because everybody in
attendance was aware of the double meaning of The Legend of Saint
Elisabeth.
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Axow Bunoxazep

[TOUTPABABLE XUMHAMA: ®OPMUPABE KVIITA LTAPULIE
EJIN3ABETE ¥V MABAPCKOJ YMETHUYKOJ MY3UILU

(Pe3ume)

Y Mabapckoj je kyat llapune Enuzabere ycrmocTaB/beH yClen MOTMTHUKHX
OYCKMBama (M WIy3Wja) ycMepeHuX npema woj. Llapunum cy moceehena OpojHa My-
3WUKa JieJa, HIIp. MapIleBH, ecMe U urpe. J[Ba ocrBapema cy ce, MeljyTum, n3mur-
JIa M3HAJ{ yOOM4ajeHOT HIBOA OBHX MY3HMYKHX ITOCBETA: 30MpKa KIABUPCKUX KOMaja
Erzsébet-emlény n oniepa Epkena u Jlonnepa nocsehena Enmzabern.

VYV xomany Pusztaiélet (n3 anbyma Erzsébet-emlény) Muxaen bpana mutupa
Kaiserhymne y cBedanom manupy. Meljytnm, HakoH Mahapckor mernoca, 3a KOjuM ciie-
I [[ApCKa XMMHA, KOMIIO3UTOp HE pa3BHja MPBOOUTHE Teme, Beh My3HMYKH TOK Camo
MeaHJpHpa JOK He CTHrHe a0 (uHamHOr akopaa [le mypa. OBume je 1o HpBU IyT
,,AHOCTPAHOCT”’ TIapcKe XMUMHE peduiekroBana y Mahapckoj HHCTPYMEHTAIHO] MY3HIIH.
®Depentr Epken Takohe ykasyje Ha MONMUTAYKE TEH3Uj€ Y CBOjOj HHTEPIPETAIIN]H TPHIIO-
Bectn 0 Ceeroj Enmzaberun. OH je y cBojy onepy Enuzabeiia WHKOpIioprcao Mahapcky
XUMHY 1 OyHTOBHHM MapIlI u3 00a Mah)apckor para 3a He3aBHCHOCT; LIap U IIapyiia cy Ha
MPEMUjEpH OJICITYIIAIHN OBE ,,IIOJUTUYKH HEKOPEKTHE” MEINOMHje, ali X HUCY MPero-
3Ham. JIok, akiie, apcka XMMHa 3By4H 4yHO y bpannoBom komany, Mahapcka XumMHa
1 MaplI Cy UJICATHO YKIIOIUBCHH Y My3HUKH canpxaj Epkenose onepe. @panry Jluct ce
HEje npuKIoHno Kyarty Llapume Emmsabere, anmu je meroBuM Jeimma HIak MpHITicana
TaKBa Hamepa. YMecTto Mahapcke WM Iapcke XUMHe, JIuct je y oparopujym noceehen
Cgeroj Enmzabetn HHKOpIIOpHCAO TPEropujaHCKe HAINeBe, Ka0 M HeMadyke u Mahapcke
necme. Hberosa Hamepa 6ma je na kynt Cete Enmszabere u3aurHe u3Haza akTyenHe 1o-
JIMTUYKE T1aT(hopMe, aji Cy HEeroBe MONTUTHYKE MMILTHKALH]e UIaK OCTajle BanJIHe.

Mahapcko mpe-MOoepHO PYIITBO UMAJIO je Be MOTYNHOCTH, TIpeMa TepMUHO-
noruju Kiona Jlesu-Crpoca: win 1a ocTaHe ,,XJiagHo” (Tj. 3aIvIeJaH0 Y MUTOBE) WIIN
Jla TIOCTaHe ,,Tor1o” (Tj. Ja MPUXBATH aKTyeIHY MOJUTHYKY peanHoct). Kynt [apu-
e Enuzabere nmao je mpenmyhcTBO Ja je MOTrao Aa IOAPKH M KOHIENT ,,TOTLIOr
npymra. Lapuuus kyart je nmotucHyo npehammu mut o Jlajoury Komryty. Cyko0
0Ba J[Ba Ky/ITa OMO je OUMIVIEIaH YaK M Ha IIPUMEpPY MIPOTOKOJIAPHUX MY3HYKUX OCT-
Bapema, Kao mTo cy Oune 30upka Erzsébet-emlény u onepa Erzsébet. HanokoH je
kynt Emmzabere npesnanao n 060juo cBe KyITypalHe HapaTHBE MHUTCKO-TTOTUTHY-
KHM MPETMBUMA, YaK U Y CIydajy Hau3IJIe/ aloIUTHYHIX YMETHHYKHX OCTBAPCHHA,
noryT JluctoBor opatopujyma. Tako je jenaH on moroHa MOACpHH3AIH]E ,,TOTLIOT
JPYIITBA IIOCTA0 MpEIpeKa UCTO].

W3Ban cykoOa MeMOpHjaTHUX HapaTHUBa, MOJUTHYKA mpeacTasa Lapune Enusa-
OeTe mocTana je cBe CIIOKeHH]ja U CBE yaJbeHH]ja Off CTBapHE JUIHOCTH. theH monu-
THYKH ,,AMUII” ¥ IPYIITBEHH KyIT OWIIH Cy opyha y pykama meHor cymnpyra. [Tomro
je ®@panr Jozed omdro ma urpa ymory ,,1o0por Biagapa”’, KyAT HBEToBe KeHE Kao
nerie u 1o0pe BiIagapKe je 0jadao, a 3aTUM H ,,HAJDKUBEO™ KaKo CMPT came Lapulie,
TaKo | pacmaj AycTpo-Yrapcke.
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[Ipenyaraemasi crarbss OCHOBaHA Ha MaTepHANIaxX NEPENUCKH
JIByX KPYITHBIX €BPOIIEMCKHMX MY3BIKOBEIOB BTOPOW udeTBepTH XX
Beka — JKaka ['anammna u Moxuan AHrieca; ctatbs pacCMOTPUBAET
JUIIb OJIMH ACTEKT U OJAMH BPEMEHHOHN OTPE30K 3TOM MNEPENUCKH, a
MMEHHO, — cofepkaniuecs B nmucbMax 1930-x romoB BbICKa3bIBaHUSA
YYEHBIX IO BOIIPOCAM aKTyaJlbHOW TOTAA ITOJTUTHKH.

Koneuno, o6a My3bikoBe1a HE OBLIM MOJUTOIOTaMH, U UX CY-
KICHUST TI0 ATOMY BOMpOCy He mpodeccroHanbHbl.? OmHaKO pas-
MBIIUICHHs] YYEHBIX O MPOUCXOJAMBIIEM BOKpPYI NAlOT HaM IIAHC
B3IVISIHYTh HA SIOXY IVIa3aMH €€ MHTeJUIeKTyanoB. Kpome toro, atn
Pa3MBIIUICHHS TTO3BOJISIOT BBISIBUTH HEKOTOPBIE BHEPO(PECCUOHATb-
HbIE YOKIEHUS ABYX KPYITHBIX MY3bIKOBEJJOB-UCTOPUKOB, — YBUJIETh
UX CTpaxH, HaJAEXK/bl, U3yUUTh UX MHEHHUS, UX PEAKLIUIO HA U3BECT-
HBIE TOTUTHYECKUE COOBITHS 1930-X, — 94TO mMOMOTAET JTyUIle MOHATh
ux Kak mbicaureneil. [Ipu 3Tom cyObeKTUBHOCTH BbICKA3bIBaHUS (B

! jeanna.kniazeva@mail.ru

2 Xots B cuTyaluu ¢ [aHIIIMHBIM 9TOT BOMPOC HE CTONb OAHO3HAYeH. B MosonocTu
OH M3y4al B YHuBepcuTeTax basenss u MIOHXeHa, Cpelu IPOYEro, HCTOPUIO U
HAI[HOHAIBHYIO 3KOHOMHKY. [103TOMY €ro B3IIsAa Ha TOTHTHYIECKHE BOIPOCHI SIIOXH
He OBbUT B MOJHOM CMBICNIE AuieTaHTcKuM. [loxoxke, n caMm y4eHbldl He cuurtan ceOs
JJIETAaHTOM B 3TOM Bompoce: panee (B 1919—1921 rr.) oH omyOiukoBan LeIblil psi
aHanuTHuecknx crateil o IlepBoif MHPOBOH BOWHE M COOBITHAX OONBIIEBHCTCKOM
peBomonnu B Poccnu. (Kusizera 2011c¢).
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MUChME K JIPYTY, — )KaHpe, KaK IPaBUIIO, CIOHTAHHOM U JIOBEPUTEIb-
HOM) OKa3bIBa€TCs MOBBIIICHHO WH()OPMAaTHUBHA: OHA MPUOTKPHIBACT
chepbl, 0OBIYHO CKPBITHIE JJI aHAJIN3A.

OpHako J1e710 He TOJBKO B YACTHBIX yOoexxaeHusx. U [anammn
u Aamiec B 1930-e rogpl Menu npsiMoe OTHOIIEHUE K KPYITHBIM Ha-
YYHO-OPTaHU3alMOHHBIM CTPYKTYypaM, OKa3bIBaJId BIUSHHUE, a TO U
OTIPEACIISIIN MOJIMTUKY STUX CTPYKTYp. Peub UIeT 0 cTosb BaKHBIX
JUTSL aKaJIEeMUYEeCKOTO MY3bIKOBEICHUSI MHCTUTYUSX, Kak MexayHa-
pornHoe MysbikoBeaueckoe O6mectso (IMS, Bulie-npe3nIeHTOM KO-
toporo ¢ 1933 o 1958 rr. 6611 AHritec, a ['anamue B 1936-1949 .
Bxoauna B Jlupekropuio) u My3bIKoBequeckuii cemuHap baszenbckoro
yHuBepcutera (kotopbiM ['anamun pykoBoaua B 1935-1955). Yacr-
HbI€ BBICKA3bIBAHUS, TAKUM 00pa30M, CTAHOBATCS CEPbE3HbIM Mare-
pHAJIOM K UCTOPUM MY3bIKO3HAHUS B CTOJb CIOXKHYIO U JpamMaruy-
HYIO 310XY, KakoBo# ObutH 1930-¢ Tob!.

Kak lN'angmmna u Vkuan AHITISC CTajd TOTJA CBUICTEIISIMH, a
TO ¥ YYaCTHUKAMH, KOJIOCCAIbHBIX UCTOPUYECKUX COOBITUH. DTO KO-
Herl (meyanbHbIi ucxon) Beitmapckoii pecryOnmuk — v ohuiuaibHOe
BCTYIUIEHUE B CHIIy, MOIIHBINA MOIBEM HALMCTCKOrO pexxkuma B [ep-
MaHHU. A PaBHO U BCE CBA3aHHBIE C ITHUM COOBITHS, CPEAN KOTOPBIX
— packoll B Cpe/ie MHTEIJIEKTYaloB (Ha CTOPOHHUKOB U MPOTUBHUKOB
HOBBIX T'€PMAHCKUX BJIacTei), OETCTBO MHOTUX HEMEIKUX YUEHBIX B
[Beitaputo, Aarmuio u CIIA. OnHako BaKHBI HE TOJBKO COOBITHS B
I'epmannu. B 1930-e roasl pe3ko Bo3pocio HanpsbkeHuu Bo @panuuu,
Kak BHYTPH CTPaHBbI (B CBA3H C YKPEIUICHHMEM TaM JIEBbIX CHJI M CO3/1a-
nuem HapoaHnoro ¢pponra), Tak BOKpYT Hee, TOCKOJIbKY BOEHHAasi MOIIb
nobeautensHUIBI B [IepBoit MUPOBOI BOHE (MOIIb WILTIO30PHAS, KaK
CKOPO BBISICHIJIOCH) Ka3aJ1ach TOI/Ia HECOKPYIIMMOI — U Iyrajia B CH-
Tyalul BUJIMMOW yrpo3bl KOMMYHHCTHYECKOTO IMEPEeBOpOTa B ITOM
ctpane. Ha BocToke e npoctupancs 6eckpaitauii CoBerckuii Coros.
ITo cnoBam 0HOTO W3 JIMAEPOB AM0XU, YUHCTOHA Yepuniis, “aBe To-
tamutapubie umnepun (I'epmanus u CCCP — XK. K.), B paBHOii Mepe
HE eJaBIlIKe CCPKUBAIOIIUX MOMEHTOB MOPAJILHOTO CBOICTBA, CTO-
SUTA JIPYT HaIpOTHB ApPYyra BEXJIHMBBIC, HO HeyMonmuMble” (Yepumsuib
2010b: 585). Pa3pa3zuBiasicsi B cepeiuHe ACCATHIICTHS, Y)Kacarolas
10 CBOEH KECTOKOCTH I'pak/IaHCKas BoWHA B VcriaHnu crana HayanoM
COOCTBEHHO BOCHHBIX MOTPsICEHUH. MU BCTYIHII B IEPHOJ “CyMEpeK
BOMHBI, M KaK MUCaN TOT e Yepunuib, “3ByK Habara y>xe MOYTH BH-
cen B Bo3ayxe” (Uepuwmis 2010a: 306).

Kak u B Kakoil creneHu HallM repod OKa3aluCh MPUYACTHBI
UCTOPUYECKUM COOBITUSM 3110XH? HECKOIBKO CIIOB O Ka)KJIOM U3 HUX.

Opranuct u my3bikoBen JKak [Manmmun (Jacques Handschin;
1886, MockBa — 1955, bazens) nepeexan B 1920 . u3 Poccun, rae on
poauics, BeIpoc ¥ ¢ 1909 mo 1920 r. pykoBOAMII OPTaHHBIM KJIACCOM
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Cankr-IletepOyprekoii koHcepBaropun® — B IlIBeiiapuro. B IlBeii-
napuu ['apamun crpemutensbHo (B 1921 u 1924 rr.) 3amurun nse
nuccepTanuu (o0e 1o 3amaJHONW My3bIKaJIbHOH MeANEeBUCTHKE). EMy
MPUIIIOCH PACCTaThCsl ¢ Kapbepoil OpraHUCTa-BUPTYO03a, OTYACTH
13-3a IPOTrpeccUupoBaBleii 00JIe3HN PYK, OTYACTH U3-32 U3MEHEHUS
pakypca MHTEPECOB: OTHBIHE OH IIETMKOM IOCBATUI ceOsi Hayke, U
oKazajcsl B 3TOM 001acTh HE MEHee YCIEelIeH, YeM B KOHIEPTHOM
ucniotauTenberBe. B 1935 1 mocne konunnsl Kapna Heda [Nanammn
CTaJl OpAMHAPUYCOM, T.€. BO3IIABUJI MY3bIKOBEAUECKOE OTIEICHHE
(My3bIKOBeTUECKHM ceMuHap) bazenbckoro yauBepcuteTa. OH ocTa-
BaJICS B OTOM JIOJDKHOCTH 0 KOHIIA KW3HH, T.€. 10 oceHH 1955 1. 3a
ro/ibl Hay4HoU paboTel ["aHIIKH OMyOIMKOBAT MHOKECTBO TPY/IOB B
CaMbIX pa3HbIX c(hepax My3bIKO3HAHUSI, HA HECKOJIBKUX €BPOIEHCKUX
s3pikax (Stroux 1962) u 3aBoeBasl OTPOMHBIN ABTOPUTET B HAYYHOM
MUpe. DTOT aBTOPUTET HE IMOMIATHYJICS U MOHbIHE: cerofgHs ['aHn-
[IMHA OTHOCAT K KPYyHHEHIINM MPEeICTaBUTEISIM aKaJeMHUeCKOTo
My3bIKOBeeHHsT XX Beka,* a MoCaeIHHe TOAbI MPUHECIN OTYCTIIHN-
BbIil IOJ/bEM MHTEpeca K HAyYHOMY HACJIEUIO 3TOTO BBLAAIOIIETOCS
poccuiickoro msennapma.’

B wunTepecytonryto Hac snoxy [anammH xun u pabortan B
HerTpanpHOU I[lIBeliniapuu, OTHOCUTEIBHO (HO JIMIIb OTHOCHTEIIb-
HO) HE3aTPOHYTOW MUPOBBIMH moTpsiceHusMu. C cepenunbl 1930-x
IT. OH, Oyay4H 1aBoi 0a3enbCKOrO0 MY3bIKOBEIYECKOIO CEeMHHapa,
o0nagay BIUSHAEM U J1a)K€ HEKOTOPHIMU (ITyCTh HEOOIbIIMMU) (hu-
HAHCOBBIMHU BO3MOXKHOCTSIMU. B cinoxuBiieiica nocne 1933 r. oOGcra-
HOBKE, 9TO OBLJI CIOXKHBIA U B BBICLICH Mepe OTBETCTBEHHBIN MOCT.
Benps nmenno Hemenkos3piyHOMY basento Bbinana Toraa 3ajaada aep-
KaTb YpOBEHb CBOOOIHOM, OTKPBITOM MEXKIYHAPOAHBIM KOHTAKTaM
HEMEIKOS3bIYHON HayKu. HyHO ObLTIO yMyIPUTHCA MPOUTH MEXKITY
HECKOJIbKUMH OMACHBIMH “OTHSIMU’: TIPUHATH XJIBIHYBIIMX U3 [ep-
MaHUHM OE€XEHIIEB — KOJUIET M CTYAEHTOB (WM, IO KpaiiHeil mepe,
OKa3aTh UM COICHCTBHUE B JaJIbHEHIIIEM ITyTH Ha 3ara), He IOTePsTh
IIpU 3TOM COOCTBEHHOTO CBO€OOpasus (HE pacTBOPUTHCS B MOTOKE
HEMEIKHUX MHTEJUIEKTYaJIbHBIX CHJI) U €Ile MOAIEPKUBATh KOHTAKTHI
C MHBIMH HIKOJIAMH, C aHIVIO- U (PPAHKOSI3BIYHBIMU KoJuieramu. [1pu

3 O poccniickoM Tieprosie KU3HA 1 TBopuecTBa I'armmmHa cM. Kniazeva 2011,

4 Comumioch B JaHHOM Clydae Ha MHEHHE CTOJb KPYIHBIX MPEJICTABUTENEH COBpEMEH-
HOTO 3aIlaJIHOr0 My3bIKO3HaHUs Kak npodeccopa Paitnxapn Crpowm (Strohm; 'amOypr/
Oxcdopn) u I'epman danysep (Danuser; bepnun), Beicka3zaHHOe B Oeceiax ¢ aBTOPOM
9THX CTPOK BecHOM u geTtoM 2014 roga. 3anuck 3Tux Oecen ceifuac TOTOBUTCS K IyOu-
Kaluy Ha cTpaHunax Bpemennuka PUNAN.

5 Vkaxy Ha uccrnenosanus M. Maitepa (M. Maier; Bepnun), M. Kupu6ayspa (M.
Kirnbauer; bazens), X. [{lummepmans (H. Zimmermann; bazens), A. M. Bycce beprep
(A. M. Busse Berger; [sBuc/bepnun). ITonnas 6ubmuorpadus COBpeMEHHOH ranamu-
HHUaHbI Oy/ieT puBesieHa B cOopHuke JKak Ianowun u mysvikoseoenue XXI 6exa, KoTo-
PBIil B HacTosIIIee BpeMsl TOTOBUTCS K COBMECTHOMY M3naHuIo B [letepOypre n bazere.
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stoMm llIBeiiapus Bcerna ObuTa U OCTaBaJIach HEUTPATBHOM CTPAHOM,
U COTPYAHHYECTBA ¢ OUIINATILHON HAyKOM THUTIEpOBCKOM [ epManun
TOYKE HUKTO HE OTMEHSLIL.

[aHamyMH BO3IIABISUT BCIO 3Ty padoty.® OH ObUT B KOHTAKTe
(mepenucke) ¢ KoJIeraMu-IpeCTaBUTENIIMA CaMbIX Pa3HbIX CTpaH
1, KaXKeTCsl, BCEX CTOPOH MOJUTHYECKOT0, a 3aTeM BOCHHOT'O KOH(ITH-
kta. Cpenu ero y4eHUKOB (M KOPPECIIOHICHTOB) ObLIIN €BpelicKue Oe-
KeH1bl u3 ['epmanuu (B HepanekoM Toraa OyayiieM — KpyInHble ame-
pukaHckue my3bikoBenbl) Mandpen bykoduep (Bukofzer) m Otro
T'om603u (Gombosi). C apyroii CTOpOHBI, KPYTy KOPPECIOHICHTOB
[NanamvHa mpuHaIekal HbIHE CKaHJaIbHO U3BECTHBIN MY3BbIKOBE/L
Xaitapux beccenep (Besseler), croponnuk Hanusma, uieH HCJIATL

Cpenu xoppecnoHeHTOB ['aHammHa ObLT U UCIIAHCKHK CBS-
IIEHHUK U MY3bIKOBe/ VDKMHM AHTVIE3, IBITABIIMICS (KaK HCTHHHBIN
CIIY)KUTEJb IEPKBH) “‘CTOSATH HAJ[ CXBATKOK B CTOJIb JpaMaTUYHOU
CUTYaIUH.

Woxunu Anrnec (Higini Angles; 1888, Macmy»xomc 6mu3 Tap-
paronsl, Karamonus —1969, Pum) Bcro xu3nb ciayxui Cearomy [lpe-
CTOJIY: OH IpUHsJI caH B 1912 1., a yxke nociie Bropoii MupoBoO#i BOM-
HbI (B 1948) O6b11 mpusBan B Pum, rne BosraBwi [lanckuit MHCTUTYT
nepkoBHoM My3biku (Instituto Pontifico di Musica Sacra) u pykoBo-
JIAJT UM JI0 CBOEH KOHUYMHBI.

B npenmectByronuii, 6apcenoHCKHM, TEPUO] CBOCH JKU3HH,
Amnrnec paboran corpyaHukoM (¢ 1917), a 3arem pykoBoaHTE-
neM (¢ 1944 o 1958) My3sbikanpHOTO OTAena HanmmonaneHoi bu-
onuorexn Karanonuu. Kak v monaraeTcss ICTUHHOMY KaTallOHILY,
y4eHbli ObUT MaTPUOTOM CBOETO OTEUECTBA; MPU STOM B HAYYHOI
JIeATEIbHOCTH OH HEPEIKO OKa3bIBAJICA MEPBbIM: AHIVIEC NEPBHIM
cAenan KpymnHble MyOJuKalMu OOpa3loB CTAPUHHOM HMCHaHCKON
MY3bIKH U UX aHaIu3a. ITU pabOThl U CErOAHS UMEIOT OTPOMHYIO
LIEHHOCTD JIJIsl CIICLMAJIMCTOB B JAHHOI 001acTH M BXOASAT B 6a3y
My3bIKOBeIUecKoro oOpa3zoBanus B Mcmanmn.” B 1943 r. AHniec
CTajJ OCHOBATeJeM U MEepPBbIM AUPEKTOpoM mepBoro Mcmanckoro
HNuctutyta my3siko3nanus (Instituto Espafiol de Musicologia del
CSIC [Consejo Superior de Investigaciones Cientificas]). [lepBbim
13 UCHAHCKUX MY3BIKOBEJOB AHIVIEC MOIYYHJI U MEXKIyHApPOIHOE
MIPU3HAHKE: KaK y>K€ yKa3aHO, OH JIOJITUE TObl BXOJIUJ B IUPEKTO-
puto IMS, Ha IPOTSHKEHUU JIBAAIATH TIATH JIET OB €ro BHIlS-TIpe-

¢ Ero pa3sMblIUIeHUs O 3aja4aXx COBPEMEHHOM Torya mpeiinapckoil Hayku cm.: Hand-
schin 1957. Ananu3 pesrenpbHocTH ['aHIINHA HA IIOCTY [VIaBbl 0a3€JIbCKOIO MY3bIKO-
BEUECKOTO CeMHHapa JiaH B ctarbe Kirnbauer, Zimmermann 2000.

7 HasoBy BBe KpynHeiiume monorpaduu Aumieca: El Codex Musical de Las Huelgas
(Angles 1931) u La musica de las Cantigas de Santa Maria del Rey Alfonso X el Sabio
(Anglés 1943-1964). O630pbI MY3bIKOBETYECKON JEATEILHOCTH AHIJIECA PEIaratoT
crareu: Cistero, L., J. M* 1999, Bernadd 2001.
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suneaToM. Ceromas MokuHu AHIVIEC CYUTAETCSI OOHUM K3 OCHOBO-
MOJIOKHUKOB MCIAHCKOTO aKaJeMUYECKOTO MY3bIKOBEACHHS, UMS
€ro BBICOKO MTOYUTAETCS B KPyrax JajieKo HE TOJIbKO CIIEIHAINCTOB
10 MY3bIKaJIbHON HOEPUCTHUKE.

JIBa MOMEHTA CYIIIECTBEHHBI JIJIsl HOHUMaHUsl AHIVIeca Kak yde-
HOTO. BO-11epBbIX, My3bIKOBEICHUIO OH yuuJics B [epManuu, y Kpyn-
HBIX NpPEJCTaBUTENIeH CTapIIero MOKOJCHHS HEMELKHX MY3bIKOBe-
noB-uctopukoB, Bummbanena I'ypiaurra (Gurlitt; B 1923-1924 1)
n @punpuxa Jlronsura (Ludwig; B 1928 1.). C 3THX yuyeHHUYECKHUX
nop AHIVIEC HaBCerJa MPUBS3AJICS K HEMELKOW KyJIBType U caMou
CTpaHe, cTall yOeKJICHHBIM aJIeTITOM HEMEIIKON Hay4YHOU KOkl OH
XOPOIIIO OBJIAJIE] HEMEIIKUM SI3BIKOM U BEJl MEPENUCKY C HEMEIKOs-
3BIYHBIMU KOJIJIETAMU TOJIBKO MO-HEMEIKU. AHIVIEC TUTAJ OTPOMHBIIH
MUUTET NIepe] HEMEIIKOW HAyYHOM IIKOJION U, HEB3Upas HU Ha KaKue
MOJIUTUYECKUE TIOBOPOTHI U KaTaKJIM3MBbI dII0XH, Bceraa umen B [ep-
MaHUH Maccy JIPYKECKUX KOHTAKTOB.

BTopoit MOMEHT COCTOUT B TOM, UTO, HECMOTPS Ha HAILIMOHAb-
HYI0 OPUEHTUPOBAHHOCTH AHIVIECa—yU€HOTr0, €ro BCEerja HHTepeco-
BaJla MeNCOYHAPOOHAs OPTaHU3ATOPCKAs ACATEIBHOCTh. AHITIEC ObLT
yOeXICHHBIM CTOPOHHUKOM Pa3BUTHS MHTEPHAIMOHAIBHBIX CTPYK-
Typ B opraHuzanuu Hayku. OJTHUM U3 €ro JAEsiHU B 3TOM HampasJie-
HUM CTAJI HBIHE 3HAMEHUTBIA MY3bIKOBETUECKUM KOHTpecc 1936 rona
B bapcenone.?

OOpatumMcst Tenepb K Mepenucke yueHbIX. JTa rnepenucka xpa-
HUTCS CErOJIHs B IBYX apXUBHBIX coOpanusx: 1) OpuruHaiel nucem
["anmrHa ¥ HECKOJIBKO YEPHOBHUKOB IHceM AHIVeca (001uM yuc-
oM 76 enunmi]) — B bapcenone, B ¢donae Mxunu Anrneca (My3bI-
KaJbHbIH oTaen Harmonaneao#t bubmunorexu Karamonun),” 2) ITuck-
Ma AHIIe3a M MalIMHOINHKCHBIE Komuu nuceM [anmmuba (o0mmm
o0bemMoM 142 enunmIbl) — B UTHCTUTYTE My3bIKO3HAHUS YHUBEPCH-
teta Bropuobypra (I'epmanus).'® JIums HegasHo (B 2014 1) BiepBbie
CBE/ICHHAs BOCIMHO U KaTaJIOTM3UpOBaHHAs, [IEpPEeNnrcKa HaCUUThIBA-
et 182 nucwMa 3a nepuoa ¢ 1926 no 1954 rox. Hu ogue 10KyMeHT U3
9TO# KOJUIEKIIUHU TTOKa HE OIyOIMKOBaH. !

8 Ha nocnenneii Bcemupnoii Bcrpede IMS B Pume (2012) GapcenoHCKOMY KOHIpeccy
1936 r. maxe MOCBATUIIN CTIEIMATBHOE 3acenanne (KPYIJIbi CTOM), B KOTOPOM TPUHSIITH
y4acTHe HCCIENOBAaTeN U3 MHOTUX CTPaH; OPraHW3aTOPaMy IUCKYCCHUM BBICTYIIHIN
X. Kappepac (Mcnanus) u K. Dppenneiin (Benukobpuranus).

9 Fons Higini Anglés: Correspondéncia. Biblioteca de Catalunya. Seccié de Musica, M
7084/74; nanee: BC.

10 Institut fiir Musikwissenschaft der Universitit Wiirzburg. Jacques Handschin Nach-
lass, B 1/21; manee: HN.

11 PaGounit kaTanor 9Toit KOpPeCHOHAEHIINN XPAHUTCA (B HIEKTPOHHOM BH/IE) y aBTOpa
JIAHHOM CTaThH; €ro myonukanus (Hapsily ¢ KaTajloraMH JIPYTuX KOPPeCHOHISHIU)
TUTAHUPYETCST Ha CTPaHUIAX MOHOTPa(UH, TTOCBIIIEHHOH AUCTOISIPHOMY HACIIEIUIO
XKaxa TangmuHa, paboTa HaJ KOTOPO#i B HacTosiee Bpems Beaercs B PUNN.
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W3y4das 5Ty nuchMa, cienyeT MOCTOSHHO MMEThb BBHJY, YTO
Mbl HaONIOJaéM B HUX JUAJIOT JBYX, XOTS U JUIMTEIHLHOE BpPEMs
JIPY>KUBILKX, HO, [0-4€JIOBEYECKH OYEHb pa3HbIX Jrofeil. AHIJeC,
— YOeXJIEHHBIN CITY’KUTENb LIEPKBU, CO CKJIOHHOCTSIMHM K KaTOJIU4e-
CKOH CBSITOCTU. [JIaBHBIM JIEJIOM €r0 JKU3HH ObLjIa MOMOIIb JIFOISIM.
[Ipu 3TOM TeprieHHe U CMUPEHHOCTh HpaBa AHIveca MoyTH Oe3rpa-
HUYHBI. (B0O3MOXHO, B HEPOCTHIX CUTYaLUAX €My IIOMOTau Kper-
KHE KOPHU CEMBbHU: YUCHBIN ObLT BHIXOAIEM M3 celbckoi Katanonuu,
u [anAmmH nucan Kak-To o “700poM KpeCThSTHCKOM CTHIIe” AHTeca
(Handschin — Besseler 11.02.46). OgHako Kak >KHBOM 4eJIOBEK AH-
IJIeC SIBHO TATOTEI K UIIOXOHIAPUYECKOMY THUITY: MOCTOSIHHO XBOpaJ,
’KayoBasicsl Ha ¢1ab0CTh 340pOBbs (U TEM HEe MeHee, epexun ["ans-
[IMHA HAa HEMAJIbIX YeThIPHAIATD JIET).

Kak 'apammH — coBcem uHOM TUIL. B “niepBoit” (poccuiickoil)
KU3HU — KOHIEPTHBIM BHUPTYO3, 3B€3/la MMIIEPCKOI CTOJIHULIBI, TO-
3HABIIMI BKYC CJaBbl M ycriexa y nyonuku. [Ipu aTom — Momomoi
U CMEJIbIil MMO3UTUBUCT—AHTUPOMAHTHUK, CTPEMHUBIIUICS BCE MpPOBeE-
PHUTB JIFOOMMOM UM MaTeMaTUKOU (SIPKUi TaJaHT K KOTOPOH OH yHac-
Jie0Ball OT 0a3eIbCKUX MpeaKoB). A 3atem, B LlIBelinapuu, “Bapyr”
— paccesHHbIN KaOMHETHBINW YUEHBIH, Mpodeccop, KOTOPBIH, ObIBAIIO,
B CaMblil HETIOAXOAAIIUN MOMEHT IIEJIMKOM YXOJWJI B CBOM MBICIIH,
Tepsisl KOHTAKT ¢ ayauTopueil. K Tomy ke B mo3aHue rojpl (BO3MOKHO
B CHJIy IIEPEXUTHIX B CBSI3U C OThe310M U3 Poccum morpsiceHuit) —
YeJI0BEK KpailHe HEPBO3HbIM, MHUTEJIbHBIN, BEUHO U BCIOAY TOJ103pe-
BaBIIUI HHTPUTH U KO3HH NMPOTUB ceOsl.

Uro 00beANHSIO 3TUX CTONb PA3HBIX JIIOACH U YIEp KUBAJIO
UX JIMAJor Ha MPOTSHKEHUM MouTu Tpuauaru jer? [lepBoe 3HaKoM-
CTBO CO BCEM KOPITyCOM JIOKYMEHTOB I10Ka3aJI0 HECKOJIBKO CKBO3HBIX
TeM. DTO, IPEXK/E BCETO, HayKa (B HECKOJIBKHUX aCTEKTaX) — a TaKkKe
aKTyaJjbHas MOJUTUKA: KOJUIETH U CTapble JIPY3bsl JEIUIUCH JIPYT C
JPyrOM BIICUATIICHUSIMU U PA3MBIIUICHUSIMU O MPOUCXOMAIIEM BO-
KPYT, paccka3aMu O JIMYHBIX COOBITUSX B BOJOBOPOTAX SIOXHU.

Mys3sbikoBen-uctopuk Ilaynp Jlanr (oOmuii 3HakoMbll 1 ['aH-
muHa 1 AHrieca), 6exener; 1930-x romoB u3 I'epmanuu, nucan o
Hayke ['epmaHuu Tex JeT:

[...] (HoBoe moxonenne) HauIo ce0st He B JIOHE TPAAUIIMOHHONW HEMEIIKOH
HayKH, CIIOKOWHO 3aHMMABIICHCS CBOMMH HCCIEIOBAaHUSAMH, a B IEHTpPE
OypJIIsiIIero Mupa, U OHO HEe MOIJIO OCTaThCsl HeUTpaibHbIM. KpyrHbie yue-
HbIE, el HEJJABHO CUMTABIIHNE HAYKY Ba)KHEE BCETO B MUPE, TEHEPh MOKH-
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JTATA CONUIHBIC OCHOBBI YUCHHU W CTYNAld B HAIIPABICHHUH, YTO BEIO IO
OTAaCHBIM 3BIOYYHNM TiecKaM. [IONMUTHKY yke He OBUTM B HayKe dy)KaKaMU.
U ecnu B ObUTBIC BpeMEHa YYCHBIX 3aHMMAlla YHCTAas HAyIHAS MBICITbB, TO
TENeph CTPACTH U MPEAPACCYAKH BCTPEUAIHNCH HA KaXKJIOM IIary. 30J0TO
MHpa TIPEBPATHIIOCH B TPs3b, a PABHO — B HEOBUTHIYY. MHOTHE, OTHIONE HE
TONBKO M3THAHHUKH, THITATNCH 3AIIUTUTh YUCTOTY W CBOOOIY MBICIH OT
Iryxa, KOTOPBI MEXIY JBYX MHUPOBBIX BOIH MTOCTENIEHHO TpaHCchopMuUpo-
BaJ OJIArOPOIHYIO HHTEIUICKTYa IbHYIO TPAJUIIIO cTapoii [epmanuu B ape-
HY aHTHHHTEIUICKTYaJbHBIX MOJUTHYCCKIX CXBaToK. HaydHas “OamrHs u3
CIIOHOBOW KOCTH yXe Oolee He sBIsia coO0H CBATHIIMINA, HO CTala Me-
ctoM cpakeHnit. [logoOHO mpeBHEMY OOkecTBY, [ epMaHus OKHUpana cBoe
cobctBenHoe motoMcTBO (Lang 1956).

MpeIcip 0 KpaliHEH MOJUTU3NPOBaHHOCTH Hayku 1930-Xx romgos
CIPaBE/UIMBA HE TOJIBKO MO OTHOUIEHMM K I'epmanuu. OTKpBITOCTH
MOJIMTUYECKUM BETPaM 3aTpOHyJa B TE€ TOfbl, MOXaJlyl, BECh €B-
PONENCKUN HAy4YHBI MU, XOTS U MPOSBUIACH MO-pa3HoMy. llIBein-
[apusi Heclla CJI0KHOE OpeMsi OTBETCTBEHHOCTH 3a Cy/IbObl HEMell-
KosA3bIYHOM Hayku. Hayka »xe Mcnmanum, mocie nepBbIX HaAekKn Ha
pecmyOiI1Ky, yKe B CepeIMHE ASCITUIETUS OKa3ajach N3yBEUEHHOM,
MOYTH MOrpeOeHHOM MOl pyHHaMM CTpaHbl, pa3AupaeMoil rpakiaH-
CKOU BOWHOM.

Tem He MeHee, B nepenucke ['anammHa 1 AHnieca noJuTude-
CKasl TeMa JIOJITHE TOfbl HE 3aTparuBajach BoOOIIe, U BeHMapCKuit
NepuoJ] MpoLIeN CIOBHO Obl He3aMeuYeHHBIM. Jla M BIOCIENCTBUU
3Ta TeMa 00CyXk/1ajaach Y4eHbIMU XOTh M aKTMBHO, HO HUKOT/A MPO-
CTpaHHO. MBI BUIUM B UX NUCbMax HE Pa3BEPHYTHIE Pa3MBIIUICHUS
(Kak, HaTmpuMep, O JIelax Hay4HbIX), HO POCCHINb KPATKUX PETUIHK.
3TO MOHATHO, BEJb B CTOJNb CIOKHOE BpeMsl Jake ONU3KHE Jpy3bs
MOIJIM OKa3aTbCsd CTOPOHHUKAMHU pa3HbIX TOYEK 3peHud. Iloaromy,
LIEHsI OTHOILIEHMUS, JTy4llle OblJI0 HE PUCKOBATh.

ITepBbIM «3BOHKOMY, MPOOYAMBIINM TMOJUTHYECKYIO TEMY B
nepenucke, crai npuxon pecnyonuku B Mcnanuu B anpene 1931 .
JKak I'aHAIINH — 1aBHO MHTEPECOBABILNNCS IOJTUTUKON U K TOMY XK€
nepexxusnil B [lerporpane norpsicenust 1917 r. — reneps nposBisi
’KMBOM MHTEPEC B X0y UCTIAHCKUX J1eT1. “‘Bbl 00801bHbl liepegopoitiom
6 Uciianuu?” — cripaimimBaeT oH AHmeca (B caMOM KOHIIE JUIMHHOTO
nuchMa U coBHO Obl HeB3Havait) BecHor 1931 1. (Handschin — An-
gles 31.05.31). OOparum BHUMaHMe, ['aHAIIMH TUILIET “TIepeBOpoT”,
a He “pecmy0OamKa” (XOTs, KaK U3BE€CTHO, PECITYOIMKAHIIbI TPUIILIN K
Bi1acTH B McnaHuu B pe3yabraTe JETHTUMHBIX BBIOOPOB). BeposiTHO,
BOCIIOMUHAHUS O POCCUICKON COBETCKOW COLMAIMCTUYECKOU pec-
nyOJIMKe He CTEPIINCH B €r0 MaMATH, U TAKOH MOBOPOT UCTOPUUECKUX
COOBITHI €CTh JUISl HEero “repeBopot”.
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OtBeT AHIe3a criokoitHbIi. Ha ero B3misi, HUYTO HE Mpe.-
Belaer oeny:

MpI ObLTH OYEHB JOBOJBHBI MPUXOAOM pecnyOnuku. Mbl HazeeMcs, 4To
CO BPEMEHEM BCE YCIIOKOUTCS, U Y Hac OyIyT TBepAas MeceTa U XOpOIas
kynbTypa (Anglés — Handschin 31.05.31).

AHIIIEC W MpaBia HAacCTPOEH ONTUMHUCTHYECKH, OH BEPUT B
rpsayIIee YCIIOKOCHHE M HAlMOHAIBHBIN mogbseM. M B oOcTaHOBKe
(araabHO HApACTAIOIIETO B CTPAaHE HANPSDHKCHUS M HACTYIAIOIIETO
CO BCEX CTOPOH Xaoca, OH (OECKOHEYHO yroBapuBas U yCIOKauBas
IIPUIJIALIEHHBIX KOJUIEr) IPOBOAUT B ampesie 1936 1. ynoMmsiHyThIH
BbIIlIe BceMUpHbIN KoHrpecc IMS. A B utone, — korja y4eHbli OT/Abl-
xan B pogHoi Tapparose ot TPEBOJHEHHM TOJIBKO IPOBEAECHHOTIO UM
MacIITa0HOrO0 HAy4HOI'0 MEpONPUATHUS U MONPABIISI BEYHO IIATKOE
310pOBbe — B Vcrianum rpsiHysa rpa)x1aHcKas BOMHa.

Kak wu3BecTHO, pecrmyOnMKaHIBl Bcerga ObBUIM HACTPOSHBI
O4YEeHb aHTUKJIEpUKaJIbHO. HO TO, YTO OHM TBOpPMIJIM CO CBSILEHHOC-
Jy’)KATEISIMH C Hadajaa BOWHBI, IPOCTO Heonucyemo. Ilorpscennsii
MPOUCXOIAIIMM M OYKBaJIbHO cIiacasi CBOIO KHM3Hb, AHIVIEC Oexal
(110 HEKOTOPBIM JAHHBIM, IEIIKOM, I10 MajbIM CEJIbCKUM JIOPOIaM,
[I€PEOIEBILIMCH TOPTOBIIEM CKOTOM) CHauyajia Bo ®DpaHIuIo, a 3aTeM
yke noesqoM B I'epmanuto. Ilociae HEKOTOPBIX MEPBBIX MPOOIEM C
YCTPONCTBOM (M3BECTHO, YTO HALIUCTHI TOXKE HE KAJIOBAJIH CBSILEH-
HUKOB) AHIIEC Haien cede IPUIOT B OMHOM M3 MOHACThIpe MIoH-
xeHa. biaronaps nomoim u noajiep>KKe HEMELKUX KOJUIET OH CMOT
ocratbes B [ epmMannu, 1adbl epexaaTh HCIAHCKHE COOBITHSI.

VYueHblii OMJIaKUBaJl CUTYalMIO Ha POJUHE:

51 mo-nipexxHEeMy MpadeH U MOAABIIEH Y)KaCHBIMH HOBOCTSIMH M3 Mcnanum.
Bennas crpana! Bee pymmres u tuoHeT. S penko nony4varo Bectu u3 bapce-
nousl (Anglés —Handschin, s.a. [19367]).

HcnaHckasi BOWHA MPOAOIDKACTCS; BCe THOHET, M JIFOIM, )KUBYIIHE HA Tep-
PHUTOPUSIX, 3aHATHIX KPACHBIMH, CTPAJIAIOT U YMHUPAIOT OT TOJIOAA M HYKIbI
(Angles — Handschin 15.12.38).

OnHako y»e CKOpO BOCIIUTaHHAs B HEM HEMelKasi TUCLUILTIHA
MBICJIU ¥ CTOUIIM3M CBSIIIIEHHOCITYKHUTEIS C/IENAN CBOE AEN0, U AHITIEC
Hares B ce0e CHITbI BEpHYThCs K Hayke. KoHTakT ¢ oTBoeBaHHOM (ppaH-
kuctamu (AHmec Ha3bIBaeT ux “Nationalen” — “HalOHAIbHBIC CHITBI
(Ibid.) wactero Mcianum nam eMy BO3MOKHOCTD TIOTy9YHUTh MUKPO(DHITb-
MbI MY3bIKaJIbHBIX PYKOIIHCEH W HadaTh padoTars ¢ HuMH (Ibid.).

3aberast Briepen, CKaxy, uto B Micranuto AHriiec BepHETCs 4epes
Tpu roma, B 1939, korna 3akoHUMTCS TpaknaHckas BoitHa. OH Oyner
u3MyueH U notpsiceH. OHako COOCTBEHHO Ha ATOM MEPHOJ BETUKUX
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KaTracTpo( /Ui HEero 3akOH4YMTCS. B3NIsHYB Ha JesiHus pecimyOnuku
(KOTOpOM, KaKk Mbl BHUJIEJIH, OH TIOHA4Yaly CUMITaTU3UPOBai), AHIJIEC
CTaHeT yOeXIECHHBIM CTOPOHHHKOM reHepana PpaHKO M MPEKpacHO
BITUIIIETCS B €ro pexuM. Vcnanckoe 0Te4ecTBo, yCMUPEHHOE AUKTATY-
POIi, CO CBOEH CTOPOHBI, IPU3HAET 3aCITyTH YYEHOTO U OyJIeT BCAYECKU
IOJ/IEP/KUBATL €r0 AEATENBbHOCTh. biarogaps 3ToMy B Tparndeckue
1utst MHOTUX 1940-€ ronel AHTIIEC okakeTcs BHE BTopoii MupoBoii Bo-
itHbL. "2 Y mepuos, moTpsICIIui, a TO ¥ MOryOHBIIINIA HEMAJIO ero KOJUIET,
JUISl HETO CaMOr'o CTaHeT O1aronoIy4YHENIINM BpEMEHEM, — IEPUOTOM
paciiBera ero Hay4HoO# aesitenbHocTr B Mcnanuu.

Onnako BepHemcs B no3auue 1930-e roaepl, k quanory ¢ ['anm-
mHbIM. OueBUIHA 0CO0OCTDh MOJIOKEHUS 00OUX yUEHBIX B TOT II€-
puoz. ITocne Bo3Bpaienus AHIeca Ha poIuHY, MOXKHO CKa3aTb, 4TO
HACTYIABIIY10, @ 3aT€M U BCIIBIXHYBIIYI0 BTOpYyI0 MUPOBYIO BOHHY
oHU 00a HaOIIOANIM U3 HE3aTPOHYTHIX €l BOPAMYIO CTpaH: U3 HEl-
TpanbHol [1IBelinapuu u 3akpeiToil ppankucrckoit Mcnanuu. OnHa-
KO IIPU 3TOM YUYE€HBIE HE OCTAJINCh HEMPUKOCHOBEHHBI, BEb K TOMY
BpeMEHHU 00a YK€ XOpOLIO 3HAJM, YTO Takoe Oelcuigo. I'aHIIINH
TOXKe nepexxui amurpanuto (eme B 1920 r. u3 Poccun; u oH norepsi,
BCJIEZICTBUE UCIBITAHHOTO TOINA, OOOMX CBOMX JAETEH, — CTpallHas
1aTa 3a NpeKHUu, He0OOCHOBAaHHBIN MOJTUTHUYECKUI ONITUMU3M ).

Oo6parumcst Teneps K Hemy. KakoBbl OblH B3TIsAIb1 [ anammHa
Ha WCIIaHCKHUE COOBITHS cepenuHbl U KoHma 1930-x rogos?

C nauvanom Bo¥iHbl B Mcnmanuu [ManammH cTpamHo o0ecrnoko-
niics 3a kosuery: “Jloporoit Apyr, [...] HOCKOJIBKY 5 MaJIO YMTAIO ra-
3€Thl, TO HE 3HaJ, B Kakoi Bel omacHoctH [...]” (Handschin — Angles
13.10.36). I'anammH noMoraer AHIVIECY, YEM MOXET, yCTpauBacT
eMy (KpaiiHe Hy»/JaBLIeMycsl TOria B IeHbrax) Jexuuu B bazene. B
JIHH 3THUX JIEKIMKA AHIJIE3 )KUBET Y HETO A0MA.

I"anmunH caenuT 3a UCIIAHCKOW CUTyalluel, 3HaKOM C JeTallsl-
mu. Hanpumep, B cenTsi6pe 1938 1. oH pazmbiiuiseT:

[...] s vacto myman o Bac, Benp B Micrianuu Bee Tak YKacHO TOJTO TSHETCS.
Bo3morkHO, Bce Obl ObUTO cKOpee, eciin Obl CaHXypXO OCTalICsl B JKUBBIX.
DpaHKo KaKEeTCs1 00pa3IoM MY)KYHHBI, T.€. OH MOT ObI CTaTh KOPOJIEM, Ofl-
HAKO HE TaKUM Kak HamoneoH (KOTOpbIi B CBOO OYepe/h HE MOMXOMMI K
poiu umneparopa) (Handschin — Anglés 11.09.38).

12 Kak m3BecTHO dpaHKO Tak W HE BCTYIIIT B BOIHY, 6ECKOHETHO 3aTATHBAS 3TOT BO-
IIPOC — ¥ IPUBOJIS TEM caMbIM [ UTiIepa B HEUCTOBCTBO.

13 B 1941 . Anmiec cran wienom KaranoHCKOro HayqHO-HCCIEN0BATENLCKOTO MHCTHTY-
ta (Instituto d’Etudis Catalans), a B 1943 1. unerHoM Akajemuu u3siiHbIX HcKyccTB (Real
Academia de Bellas Artes de S. Fernando) B Manpune. Tor sxe 1943 ron o3HameHoBasIcs
OTKpPBITHEM VICIIAHCKOTO MHCTHUTYTA My3bIKO3HAHMS (HAITOMHIO: OCHOBATENIeM U HEPBBIM
JTUPEKTOPOM KOTOPOTO ObLIT AHIVIEC), M OCHOBaHHAs UM elie B 1941 1. u3naresbekas cepust
«[TaMATHUKM NCTIAHCKOH MY3BIKI CTaJIa C 3TOTO TOJla BEIXOIUTH 1oA rpudom MHCeTuTyTA.
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VYyenblil ynomuHaer 31ech uMsi CaHXypXxo. IT0 UMEHHO TOT I0JIU-
TUYECKUI ¥ BOCHHBIN JIesiTeNb, KOTOPBIA HAMEPEBAJICS CTaTh AUKTATO-
poM noctpecnyonrkanckor Mcnanuu (a otHIONs He DpaHKo), OTHAKO,
noru6 B 3aragouHoi aBuakaractpode. Cyzst o naHHou peruiike, ['an-
IMH cuMnatu3rpoBasl CaHXypxo, BEPOSITHO, BUJIS B HEM MACIITaOHYIO
U CWIBHYIO JIMYHOCTb, CIIOCOOHYIO K JICHCTBHIO — CIIOCOOHOCTb, KOTO-
pyto 'anmmH KpaiiHe HEeHWT B NOJUTHKAX (M KOTOpas B CBOE BpeMsi
MpUBeNia ero Jake K BPeMEHHOMY COTPYAHUYECTBY C OOJbLICBUKAMU
(Cwm.: Kuszera, Muxaiinos 2011). A Bot nukrarop ®panko mst ['ana-
IIMHA — XOTh | “‘00pa3er] My»XYHHbBI’, OJTHAKO MEJIOK JIJIsl UMIIeparopa,
Kak fgaxke u caM Hamoneon! OcTaeTcst 3araakoi, KTo ke ObL 11t I aH/-
IMHA 00pa3IoM UMITEPATOPa, ¥ U3 Ybei UCTOPUH OH Opast TOT 0Opasell.

B nepuon “cymepex BOWHBI” B MUCbMAaxX HAIIMX I'€POEB U UX
Pa3MBIIUICHUSIX O IPOUCXOSIIEM BOKPYT MOXHO Pa3IuYUTh TPU IO~
CTOSTHHBIX MOTHBa, UMeIolIe reorpadpuyeckue umena. 3ro dDpan-
uusi, ['epmanus u Poccus.

AHT7IeC MPUIUCHIBAI BCIO BUHY 3a MCIIAHCKYIO TPAareanio KOM-
MYHHCTaM, U B YaCTHOCTU BIMsAHUIO DpaHuu (B KOTOPOI, HAOM-
HI0, OBUTH CHJIBHBI MTO3HIMH JieBoro HapoaHoro ¢ponTa). OH nuca
lanammny: “Mcnanckast BoiiHa ¢ caMOTo Hayajla — HUKaKasi He Tpak-
JIaHCKas, a HTepHauuoHaibHass. Y Buna dpaniuu B 3TOM Beuka!”
(Anglés — Handschin 12.01.37).

lanammH Taxke He mUTal (TouHee, OoJiee HE MTUTAJT) CUMITaTHA
K KOMMYHHCTaM (Bellb OHU JIMIIWJIN €ro MepBoro oredectna, Poccun).
OnHaKo TYT e MEX/Ty YYEHBIMH BO3HUKAIOT pazHoriacus. Poccuiickuit
bpankodwn [Maamma'® KaTeropudecK He Kejai pasieiaTh aHTH(-
PaHILy3CKMX HAaCTpOCHUM AHIVIe3a; OH mucai: “[...] s BCe ke HUKOIA
HE MOJIHUIITYCh I10]1 YaCTO MPOoU3HOCUMbIM [1tomd. aBT. — XK. K.] ceronus
‘910 @panmums Bcemy BuHon ™ (Handschin — Anglés 12.01.37). Ilo ero
yOeKAeHHI0, HEHABUCTHbIE KOMMYHHCTBI HATBOPHITU Oe/] 1 BO DpaHIuu.
U on yOexieH, 4To repMaHckuii Peiix coBepimaeT orpoMHYIO OIIHOKY,
“3aurppIBas’’ ¢ HOBEUIIMMH MOJIUTUYECKUMU criiaMu DpaHimu v mpo-
THUBOIIOCTABJISIST ce0sl “‘HAllMOHAJIBHO OPHUEHTHPOBAHHBIM (ppaHiry3am’
(KaK X Ha3bIBAaCT CaM YUEHbIH, 1 KOMY OH BCEMEPHO COUYBCTBYET).

Tax Bo3HUKAET ele ofHa 001as s 000MX yUYeHBIX Tema: uy-
kasi (B CMBICJIE, HE POHAs), OHAKO He Yy aas oooum ['epmanus.

AHTIIIEC HU MIPU KaKUX YCJIOBUSIX HE TepsUl KOHTAKTa C 3TOM cTpa-
HOM, cTaBIlel eMy BTopoi poauHoi. [Toka MHE HE y1a10Ch HAMUTH €ro
BBICKA3bIBAaHUI O HOBOM F€pMaHCKOM peKUMe. AHIIEC ObUIT MPEAEIbHO

14 Cm. 06 3ToM moapobree: Kniazeva 2004
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OCTOPOKEH, MOJB3YSCh TOCTEIPUUMCTBOM MPUIOTUBIIEH €r0 B TPYAHYIO
MUHYTY CTpaHbl, a [I03/JHee — MUTas O1arogapHocTh 3a 310. Ho 1 B ipuH-
e, oH Bceraa Ha cropone I'epmannu. (Tak ke kak ['anmimmH Beerma
Ha ctopoHe PpaHiuu). 3amedy, 4yTo CTONb JOJIT0oe (M MPaKTUIeCKH Jie-
ATeNbHOE'®) OTHOLICHHE MOKE MPUHECTO AHIVIECY CBOM IUIOIBI: yXKe
1ocJjie BOMHBI OH ObLT HArpa)/ieH rocyJapCTBEHHbIMU Harpaaamu lep-
MaHUHU 3a 3aCJIyTy Mepe] ATOM CTPAHOU U KYJIBTYPOH.

VYV Tanamuza otHoueHue Kk I'epmannu cioxkuee. OH miBeia-
pell, ¥ HEMEIIKUM SI3bIK — €T0 TIEPBBIM pOAHOU s13bIK. K ToMy ke, Oyy-
yu yueHukoM Makca Perepa u Kapaa [lItpayOe, oH To)ke 4yBCTBOBAI
ce0st MpuYacTHBIM HEMEIKOM 1mkose. OgHako ponHas emy Poccust u
m000Bb K [lapuxy (Toxe okpallieHHasi Cepbe3HOCThIO POCCHICKOTO
(dbpankopuiIbCTBA) MHAYE cHOPMUPOBAIIN CO3HAHUE. UTO MBI BUIUM
B ero nucbMax cepeaunnl 1930-x rogoB o I'epmanuu, — B mepuo,
KOTJIa MHOTO€ B MUPE YK€ IIPOU30IILII0, MHOTOE YK€ TIOUTH SICHO?

B 1936 r. 'anammn numer Aamiecy: “CTOMT IpU3HATh, YTO B
001aCTH OJMTUKK HEMITBI MHOTOE JieniatoT paBuiibHO” (Handschin —
Angles 13.10.36). MoXHO TIpeONI0KHTh, YTO YUEHBIN 3/1eCh UMEET
BBUJy YCHWJIEHHME TrOCylapcTBa IMpHU HauucTax. [aHammH — yOex-
JICHHBIN TOCYJIApPCTBEHHUK €IIe CO BPEMEH POCCHUMCKON MOJOIOCTH.
W naxe ombIT CTpaHbl COBETOB HE M3MEHHII ATOH ero yoeKIeHHOCTH.
Tem He mMeHee, B oTHOIICHUH K Peiixy mMHOro “Ho”. OHU BHOBb CBS-
3aHbl ¢ @pannuen. [[aHAMMH TUIIET NOYTH C BO3MYIICHUEM:

Haxe B Hayke Oyib TO OBI TONBKO '€PMAHCKOE JOIDKHO OBITh Ba)KHBIM H
MHTEPECHBIM; B MIKOJMAX (PPAHI[y3CKUil SI3bIK 3aMEHSIOT AHIIMHCKAM; a
Gmarogapst uemy ['epMaHust cTana B KyJIbTYPHOM OTHOIICHUH BEIHKOM, KaK
He Garozapst IMOCTOSTHHOMY OIUIOZOTBOPESHHIO U JAUAJIOTY C (DPaHIIy3CKOMN
kynbTypoii? (Handschin — Angleés 12.01.37).

OH JAMCTaHIUPYETCS OT KOJUICT, CIIMIIIKOM, Ha €ro B3IV, YB-
JIEKIINXCSI HOBBIMU TepMaHCKMMU wuaesmu (“Beccenep npuenacun
meHs 6 BepnuH; HO MHe He xouemcs [examv]; amom akcmpemucm
Haobopom’ mosxce mHe He cumnamuyer’ (Ibid.)). A monb3yscek mono-
JKCHHEM HEHTpalbHOTO IIBeHIapia (1 4yBCTBYs CBOIO cuily B ba-
3eJIbCKOM YHHBEPCHUTETE), OH U caMoMy beccesepy Mmuiier o ToMm e
U C TOM K€ IMOLMOHAJIbHOW UHTOHAIUEH:

3aueM TONBKO B OOJNIACTH T'YMaHHUTAPHBIX HAyK Takoe OECKOHEYHOE IMOj-
YEPKUBAHKUE BCEr0 HEMEIKOro, OyaTO ObI OHO OCOOCHHO MHTEPECHO U CY-
miectBeHHO? Kak MHOTO MHTEPECHOTO M CYIIECTBEHHOTO MBI MOXKEM I10-
YEepIHYTh KaK pa3 U3 UCTOPHUH POMAHCKHUX HApPOJOB, UIMEHHO B IUIAHE UX
6ombmmoro ormmunst! (Handschin — Besseler [?77].03.37).

15 B nocnepoennble Tofbpl AHIIEC HEMANO YCUIIMH MPUIOKUI [ BO3BPALICHUS He-
MEIKHX YYCHBIX-MY3bIKOBEIOB, OTBEPIHYTHIX II0CIC BOMHBI MEXIyHAPOIHBIM Hayd-
HBIM coobmiecTBoM (B T.4. X. beccenepa), B MUPOBOI Hay4HBIN TpoOLIECC.

63



My3ukonoruja 2016 1(20) Musicology

Eme B 1936 r. B nucbme k Anrmecy ["aHammH 3aBepiiiaeT CBOU
U3JI0KEHHBIE B TOM IMOCIIEHUU Pa3MbIIUIEHUSI O cOBpeMeHHOH [ep-
MaHWHU U OCTaJIbHOM €BPOIECHCKOM MHpe ciioBamu: “HaMm Henb3s B
TaKOM Mepe OTIAJATHCS OT CTapPbIX UCTOYHUKOB €BPOIEHUCKON KyIb-
Typsl”. U pestomupyer: “BbITh OMHOBPEMEHHO M CUJIBHBIM U LIMBH-
JIM30BaHHBIM, KakeTcs, oueHb TpyaHo (ITomu. aBT. — JK. K.)” (Hand-
schin — Anglés 13.10.36).'¢

SIcHO, 4TO OAMH M3 MIABHBIX ‘“‘CTapbIX MCTOYHUKOB €BPOICH-
CKOM KynbTypbl” Uil ['anamuHa, — 310 @pannus, a eue TouHee —
ctapas, TpaaunuoHHas @Opanius (K COBpeMEHHBIM (PpaHIly3CKUM
JIEBBIM Y HETO TOXE HET CUMIIATUi).

Opnnako mia [ManammHa ecTh U Ipyrod HECOMHEHHBIN KOMITO-
HEHT ATOH KYJBTYpBbI, €II€ OAUH €€ CTapblid MICTOYHUK, — 3TO Poccus.
B nucemax Anmiecy ['aHAmMH HEOJHOKPATHO CPaBHUBAET MCIIAH-
CKHE COOBITHS C TEMH, CBUJETEIEM KOTOPhIM OH Obu1 B 1917-1920
rogax B Poccuu, u 3amedaer: “U Bce xe B Bamel cTtpane Bce Ha-
nagutcs ckopee, yeM B Poccun” (Handschin - Angles, 30.05.38). A
mo3xe, oceHblo 1942 1., HaOmoas y)Kackl HA HEMEIIKOM BOCTOYHOM
dbponte, — Giokay modbumoro um IlerepOypra/JleHuHrpana, HO yxe
Y pa3rpoM HEMIIEB O]l POJHON eMy MOCKBO#, — OH OyJIeT pa3MBbIIiI-
math: “[...] Ho xak moiigyt nenma B Moem mepBoMm oteudectBe? OT
ATOTO0 MHOTOE€ 3aBHCHUT, HE TOJBKO JIMUHO i MeHs...” (Handschin
— Angles 15.09.42).

Kak 310 HU cTpaHHO, HO B “poccuiickoi Teme’” ['aHImHa KOHIa
1930-x rofoB ecThb Jake COOBITHIHBIN psii. HemaBHO (M IMEHHO 110 €10
Tepernucke ¢ AHITIECOM) BBISICHWIIOCH, YTO OCeHbI0 1938 I (T.e. Bcero
3a TOJI JI0 Ha4ajla MUPOBOM BOWMHBI, KOT/Ia OHA Y)Ke OyKBaJIbHO “‘BHCEIIA
B Bo3ayxe”) ['aHAIIMH IpeAnprHST HEMBICIIMMOE TTyTernecTBue. Bos-
MOYXHO B MPEIYYBCTBUH TOTO, YTO MHOTOE BCKOPE MU3MEHUTCS, a YTO-
TO 1 0E3BO3BPATHO MCUE3HET, OH U3 baszens ornpaBuiics... Ha OCTPOB
Bamaam! 11cenTs6ps 1938 r. ['anammn nucan AHIIE3y:

S ceituac B nyt u3 bazens B bepnun. Eny uepes Pury — Pesens — I'enb-
cuHr(Oopc B OAWH PyCcCKHI MOHACTHIPH Ha Jlagoskckom o3epe (Bamaam). A
0TTyza IOMOii, HaBepHOe, uepe3 Yrmcary (Handschin — Anglés 11.09.38).

IIpounraB 310 u3Bectue, AHmiec npuiena B yxkac. (MoxHO
NPEACTaBUTh, YTO JUIS HETo, KaTtajoHIa, Baxaam BooOm1e ObU1 HOUYTH
“3a kpaem cBeTa’”):

16 Tloxoxe, Fanammn He BriepBhIe UTs CE0S MPUXOIUT K TAKOMY BBIBOTY. BO3MOXKHO,
HE OCO3HAHHO IS HEro CaMoro, B 3TOM BBICKAa3bIBAHHH PE30HHPYIOT €ro MPEKHUE
cioBa 0 OombleBUCTCKON nukrarype B Poccun. Torma (eme B 1919 1), pasmbinuiss
00 ycrmexax NPUIIEANINX K BIACTH CHWJI, OH mucai: “OcraeTcs, JIHIIb COXAJIETh, YTO
rpyIna, okasasiias ce0st Hanbosee IeecrnocoOHOM, oKka3aiach OJJHOBPEMEHHO CaMOi
yOoro#i 1o KyasType u oopazosanuto” (Handschin 1919).
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VikacHas BOIfHa yKe CTosIa y rmopora, a BeI 0cMeNMiInch Ha MyTeIeCTBUE
B cTONb nanmbHEE Kpast! (Anglés — Handschin 15.12.38).

CroxkeT ¢ pTou moe3akou ['anmmuna Ha BanaaM ere sk aet cBo-
ero uccienoBanus.'’ [Toka oTMeuy JIMIIb TOT, BRITCKAKOIIUI U3 ITON
urdopmanuu dakrt, uto Poccus'® Becerna Oblta — 1 0CTaBaNaCh Jake
B CTOJIb CTIOXKHBIE BPEMEHAa — TaK CKa3aThb, Ha reorpaduyeckoii kapte
['annmuHa, B TOM 4MCle B MOJIE €r0 peajbHbIX nepemelieHuii. Oxa
ObLIa YacThIO €0 KM3HU U HEOTHEMIJIEMO BXOJHA B TE€ caMble “‘CTa-
pbleé UCTOYHUKH EBPONEUCKOW KYIBTYpPbl, OTAAIATHCS OT KOTOPBIX
ATOHN KYIBTYpe, 1O ero yOexKIeH! 0, ONacHO, U 0e3 MOCTUKEHUS KO-
TOPBIX HEBO3MOXKHO IOHMUMaHUE CaMOW 3TOM KyJbTypbl. MHOrO pa-
Hee, eme Ha 3ape 1920-X ronos oH nucai:

Poccus myxHa 3anmagHoit EBporre, kak EBpora HykHa Poccuu. Bee Gomnee
3JI0BEIME YKOHOMHUYECKUE TIEPCTIEKTHBEI (€CIH YIOMSHYTH TOJIBKO MX), B
3HAUUTEJILHON CTENEHH, — CIICICTBHE MO/IPBIBA KOHTAKTOB ¢ Poccueit. Jto
MOKA3bIBACT, YTO HEJB3s1 O€3HAKA3aHHO OTJEIATH OJHY YacTh CJHHOTO Op-
ranu3Ma ot apyroil. M cumraercs, uro Poccust He cocTaBisieT eAnHCTBA
¢ EBponoii, a npunaanexutr Azun? Tak MOXKET rOBOPUTH TOJIBKO TOT, KTO
He 3HaeT Poccun u Bcero xofa eBporneiickoit ucropuu (Handschin 1921).

Pa3smbinuienus o Poccun u ee ¢i10KHOM BIUIETEHHOCTH B €BPO-
NENCKY0 UCTOPUIO PE30HUPYIOT B no3auue 1930-e roasl eme B oa-
HOM acIieKTe MbIciH ['anamuna. B yke quTHpoBaHHOM BbILIE MEpe-
nucke Tex xe Jet ¢ . beccenepom anamumH pasmbiiuiseT 00 o1HOM
CJIO)KHOM U TOHKOM ITOHSTHH:

MIPU3HAIOCH, YTO KaK WCTOPHK, 5 M3HAYAJIHHO HE MOTY paccMaTpUBaTh Ha-
ponubIi puHIHI [HeM.: “das volkische Prinzip” — oguH U3 BeAymux Kyiab-
TYypOJIOTUYECKUX TEPMHUHOB HauucToB — JK. K.] Kak goMuHUpYyrommi. 1u-
TEepECHEE MHE MPEICTABISIETCS IOHATHE “‘B3aMMO3aBUCUMOCTH TPAIULIMNA™
[mem.: Traditionszusammenhang — JK. K.]. Hamust, morstas xak Traditions-
zusammenhang, — Gomemre yvem Hapox (Handschin — Besseler 09.05.37).

B 5Tux ciioBax Mbl BCTpedaeM HEMEIKOs3bIYHbIN TepMuH “Tra-
ditionszusammenhang”. Jlymaercs, 0 HEM CTOMT CETO/HS BCIIOM-

17 Tloxa MOYHO TMILB IPEATIONI0KUTE, uTo ['anamuna pieksia Ha Banaam MoHacThIpcKas
6ubnuorexa. Bo3sMOXKHO, OH HafesUICSI HAMTH TaM NeBYECKHE pyKOIMCcH koHIa XIV-
Hayasia XV BEKOB U3 CTAPOr0 MOHACTBIPCKOrO coOpaHus (yTpaueHHOro, KaK CerojHs
MIPEONIATAI0T MCCIIEIOBATEIH, TIOCIIE PA30PEHUST MOHACTBIPS IIBEJCKHIMHI BOHCKAMHU
emie B 1611 ). O cynp0e 6ubnmoTexn BanaaMcKOro MOHACTBIPS U €€ PYKOIHCSAX CM.:
Oxotuna-JIung 1996a, 1996b.

18 Toumee To, uto 'ammuMH accormmponan ¢ Poccueit, Beap Bamaam ocenpio 1938 1.
IOpUAMYECKH MTPUHAJUIEk AN He3aBUCUMOI DUHIISTHINY.
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HUTh: OH IOMOTAeT HaM BBIUTH 332 paMKH HAIlMOHAIBHBIX (a, cleio-
BaTeJIbHO, MOJUTHUYECKNX) UHTEPECOB U JIOMYCKAET Ba)KHBIN HBIHE
pe2uoHanbHbLil MOMEHT, HE CY>KHUBas IIPU 3TOM OOILEro TUCKypca.

Jna langmvba 3Ta 83aumo-cBsi3b, B3aMMO-3aBUCUMOCTD Tpa-
JIIAE BaykHA. MBI BUJICIIH, YTO B OCHOBE 3anA0HOCBPOIICHCKOTO JIJIs
Hero JexuT (ctapo)dpaniryzckoe. Ho mpu atom [anamme HE OTOX-
JIECTBIIACT ‘‘3araiHOEBpoOIEiickoe” U COOCTBEHHO ‘‘eBporeickoe’.
[Tozxke (B 1948 1.) o m3nact cBoro “Uctoputo my3siku” (Handschin
1948), u cpasy xe 3aaymacT BTOPOE €€ M3JaHue, C PacCIIMpEHHON
I1aBOM 0 My3bIKasibHOM Buzantuu. Ho 1 B mepBoM (Tak U OCTaBIIIEM-
Csl €IMHCTBEHHBIM) M3aHUM OH Ha3bIBACT ATy IaBy “‘EBporeiickuii
BOCTOK” ¥ OOJIBIIIYIO €€ YacTh IMOCBAILIACT PACCKA3y O BEIUKOJICTTHU
1 ITyOWHE PYyCCKOW MY3BIKIBHOW TPAUIINH, V)K€ Ha TPEThEeH CTpa-
Hune nuutupys [lymkuna (ibid: 137).

B umenHo TakuMm 00pa3oM BBICTPOCHHOH KapTUHE MHpa IUis
lManammHa-ydyeHoro 3akitoueHa noajivHHas EBpoma, eBponenckas
“B3aMMOCBSI3b TPAJUIIMNA~, OMPEICISIONIas HEMOBTOPUMBIN OOIUK
ATOU KYJIBTYPBI, KaK ¥ €€ UCTOPUYECKHI yTh. 1 B 3TOM — 0c000CTh
WHTOHaMKU ‘“3anagHoro” l'anamumHa, ['aHammHa—MCTOpUKA, — TOU
HOTBI, KOTOPYI0 OH HEC B CBOM (3amajHO)eBpONEIiCKUE IHajorH,
nepeaaBall KoJuleraM M Y4eHHKaM BIUIOTh 110 cepeaunbl 1950-x ro-
JIOB. YUUTBIBasi MacIITaOHOCTh (PUTYphl YUEHOTO, €ro BIUSHHE Ha
3arajHoe aKaJIeMUYeCKoe My3bIKO3HAaHUE X X BeKa, a paBHO U COBpe-
MEHHBI MHTEpPEC K HEMY CO CTOPOHBI Cpa3y HECKOJIBKUX KYIBTYD,
JlyMaeTcsi, UMEEeT CMBICI U3y4uTh 3TU auanoru. [IpencraBieHHble
MaTepuabl epenucku ¢ V>kuHu AHINIeCOM — JIMIIb Majiasi UX 4acTb.
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“TO BE STRONG AND CIVILISED AT THE SAME TIME
IS VERY DIFFICULT...” MUSICOLOGISTS ABOUT THE
POLITICS: JACQUES HANDSCHIN AND HIGINI ANGLES,
FROM THE CORRESPONDENCE OF THE 1930S

(Summary)

This article deals with the correspondence between two prominent Europe-
an musicologists of the second quarter of the 20" century: Jacques Handschin (b.
1896, Moscow, Russia — d. 1955, Basel, Switzerland) and Higini Anglés (b. 1888,
Maspujols, Spain — d. 1969, Rome, Italy). A total of 182 letters from the period
1926 to 1954 are preserved today in two archives: the Handschin archive in the In-
stitute of Musicology at the University of Wiirzburg, Germany, and in the National
Library of Catalonia in Barcelona, Spain.

The article focuses on political matters discussed in the letters from the 1930s.
At this time both musicologists were first hand witnesses of fundamental changes
in the world politics, such as the unfortunate demise of the Weimar Republic and
the installation of the Nazi government, the growing tensions inside France (due
to the strengthening of the leftists) as well as the fear of its military power by its
neighbours. The outbreak of the Spanish civil war was at the same time the begin-
ning of a long warlike period, which Winston Churchill called the ‘Twilight War’.

Both Handschin and Anglés were musicologists, not political scientists, but
their comments on political matters have enabled me to paint their intellectual and
historical profiles. Also, during this period both scholars were protagonists of sig-
nificant changes in scientific structures: in the International Musicological Society
(IMS), where Anglées acted as Vice President and Handschin was a board member,
and in the Institute of Musicology at the University of Basel, directed by Handschin.
Therefore their political opinions led directly to developments in their discipline.

Handschin and Anglés discussed at length the events of the Spanish Civil War.
Although both of them were on the side of the Nationalists and General Franco,
disagreements occurred. Their differences of opinion were rooted in the differ-
ence between their views of France and Germany: Angles, who was trained in the
German scientific tradition and who passed the years of the Civil War in Munich,
was anti-France and accused France to be guilty of the conflict in Spain. The Fran-
cophile Handschin did not agree: for him France was one of two main cradles of
European culture, while the other one was the so-called European East (including
Russia). He followed attentively what was going on in the East and he wrote to An-
gles already in 1942 that the outcome of the siege of Moscow would be important
for the future. In his view the connection between France and Eastern Europe (i.e.
Russia) constituted the base of European culture; in this respect he was opposed to
Anglés, who favoured German culture. This view was Handschin’s very specific
“intonation” in the scientific musicological circles of the 1930s.
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Star Persona and National Identity in the Age of the
Empire: The Role of Maja Strozzi-Peci¢ in Petar
Konjovi¢’s Opus

Verica Grmusa'
Goldsmiths, University of London

Abstract

This study explores the collaboration between the soprano Maja Strozzi-Pecic¢
and the composer Petar Konjovi¢. It sheds light on the relations between the star
and the musical work, as well as the notions of gender and genre, reinstating the
performer to the centre of the historical stage within the epoch and the genre of
music not usually associated with stardom. It examines the star as both the product
and the producer, and as an embodiment of a national identity, highlighting the
star’s agency in the creation of her own persona and the co-authoring of the works
that she performed.

Keywords
Maja Strozzi-Peci¢, Petar Konjovié, art song, stardom, national identity

Introduction

Despite an engagement with the issues of body and voice,
particularly in popular music, research into Balkan musical identities
centres largely on composers and their works. This is particularly the
case with the research on the role of music in the formation of small-
state nationalism in the Balkans at the beginning of the 20" century,
with the role of the performer largely passed over. Though traditional
notions of the ‘work-concept’ and the role of the performer have been
challenged in the last couple of decades, with studies on the careers
of famous singers, studies on body and voice and performance
studies all finally changing the commonly perceived role of singers
as ‘megaphones’ — that is, instruments to amplify the composer’s
voice — the singers’ contributions have not been explored further
(Strohm 2002).

The story of Croatian soprano Maja Strozzi-Peci¢ (1882—-1962)
shows how, even in the realm of art song, star production and the
performer could shape the repertoire, deploying nationalism to
1

vericagrmusa@yahoo.co.uk
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promote both the star and the music. Strozzi-Peci¢ was a top opera
singer who subsequently turned into an active promoter of a ‘national
repertoire’, collaborating with a number of composers.? She formed a
particularly close partnership with Petar Konjovi¢ (1883—-1970), who
dedicated all of his songs to her.

In this article I argue that the role of Strozzi-Peci¢ in the genesis
of this repertoire was manifold: as a performer, authoring distinct
performance mannerisms which helped shape the composers’ melodic
lines; as an inspiration for folk song collections and arrangements;
and as an performer whose dramatic interpretations shaped both the
works and the public reception of the songs that she performed as
expressions of a ‘national’ identity. I will particularly examine the
role of Strozzi-Peci¢’s star factor in this process.

Issues of voice and national identity

Among the many meanings that the term voice has for scholars, I
draw on Strohm‘s definition to interpret the evidence found. The term
voice encompasses a multitude of facets, embracing the vocalist’s
instrument, casting history, personality and the qualities that he or she
is famous for. According to Strohm, the singer’s voice interacts with
other voices creating the work, with the work performed eventually
made up of a ‘conglomeration of voices’ — stories, authors, fictional
characters, performers and listeners/readers (Strohm 2002: 53-58).
Although he discussed it in the realm of dramma per musica, it can
be applied to Serbian art song as well. Just as dramma per musica
often revolved around a particular singer, Konjovi¢’s output was
centred on Strozzi-Peci¢, calling thus for this research and a belated
recognition of her contribution. The emphasis on the information
about historical reception is vital both for the evaluation of Strozzi-
Pecic’s star status with audiences and critics, as well as the reception
of the repertoire presented as the newly established ‘national music’.

The question of national identity in the Balkans has been a
highly politically charged issue throughout the history. Creating a
distinctive cultural identity was a key task for small nations fighting
for independence from two Empires (Ottoman and Austro-Hungar-
ian) at the beginning of the 20" century. The emerging Yugoslav
idea and subsequent formation of the joint Yugoslav state further
complicated the musical landscape (Djoki¢ 2003). The ‘locality’ of
composers posed more questions at times as many of them lived and

2 The term ‘national repertoire’ stands here for the repertoire written by the com-
posers from the territory of the former Yugoslavia. I will look closer into the defi-
nition of ‘national’ later in the text.
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worked in countries other than the ones of their origin, often being
appropriated by their ‘adoptive’ environments (including parts of
the newly established Kingdom of Serbs, Croats and Slovenes i.e.
Kingdom of Yugoslavia).* Konjovi¢ spent most of his early career
in Croatia, gaining initial recognition as a composer there. His stud-
ies in Prague as well as the time spent in Croatia broadened the
borders of his ‘imagined homeland’. He shared the dominant idea
among South Slavic intellectuals of the early 20" century — the idea
of Yugoslavism, understood mostly as a cultural union of kindred
but separate nations* (Trgovéevi¢ 2003). Konjovié’s five-volume
song collection Moja zemlja [My Country], subtitled /00 jugoslov-
enskih narodnih pesama za glas i klavir [100 Yugoslav Folk Songs
for Voice and Piano] can be regarded as his musical manifesto of
Yugoslavism (Tomasevi¢ 2014: 89).

In the time of shifting borders and changing ideology, the
terminology used by the composers was inevitably fluid. Konjovi¢
was no exception to the composers’ practice at the time to use both
national/ethnic (Serbian/Croatian/Slovene) and Yugoslav attributes
in their works, as well as Balkan and Slavic ones (Vasi¢ 2004; Mi-
lanovi¢ 2008; Atanasovski 2011). Defining the ‘national’ in these
complex identity grids within which Konjovi¢ and Strozzi-Peci¢
were operating is beyond the scope of this article. I use the term
‘national’ as an umbrella for the repertoire composed, as well as for
the composers’ projections of emerging musical identities in the ter-
ritory of the former Yugoslavia. Rather than focus on explaining the
variable terminology within the context of Konjovi¢’s ‘integral Yu-
goslavism’, I will use the terms ‘Serbian’, ‘ours’ and ‘Yugoslav’ as
he used them in his writings.” I will explore whether Strozzi-Peci¢’s
agency helped Konjovi¢ to shape and draw the borders of his ‘im-
agined homeland’; also, how her performances delivered these ideas
to the audiences and whether her projection of a ‘national’ music
identity corresponded to his.

3 Best known are the cases of Davorin Jenko (1835-1914), an ethnic Slovene, and Josip
Slavenski (1896—1955), an ethnic Croat, who both lived and worked in Serbia.

4 Historians have often overlooked the musicians’ role in creating national identities.
Ljubinka Trgovcevi¢ (2003) mentions no musicians, be it composers, critics or per-
formers, although she writes about writers, painters and sculptors. Further complicating
the question of national identity was formation of new states during the 20" centu-
ry, with political establishments accordingly recognising and re-appropriating certain
composers (Milin 2014; Markovi¢ 2009).

5 For more information about Konjovi¢’s evolving political profile see: Tomasevié 2014.
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Who is singing?

Recent studies on music in the Balkans have filled the void
of previously almost nonexistent literature on the topic in English.°
They deal with different aspects of musical life in the region, but
one important avenue usually remains closed. Who was performing
the repertoire? Performers in general, and singers in this particular
case, are rarely ‘heard’, with existing studies on performers usually
focused on popular music and recent history.” Classical singers are
still denied claims to authorship and their agency in the creation of a
musical work during the performance, and in the case of the national
identity as well, remains unrecognised. There are various examples
of acknowledged chauvinism in discourses of music history, whether
towards small nations, gender or various minorities groups, and the
oversight of performers is no exception. In a system run by music
historians, an ‘outsider’ view by a singer can provide a different
insight by shifting the focus from grand narratives to music as a
performing art; exploring agencies, events and practices rather than
works (Fulcher 2011).

The Composer and his Muse — Recovering the Lost Voice of Maja
Strozzi-Peci¢

Strozzi-Peci¢ was born in Zagreb into an artistic family. Her
mother was a famous Croatian actress Marija Ruzic¢ka-Strozzi, herself
an aspiring singer who switched to acting after an illness. After initial
studies in Zagreb, Strozzi-Pe¢i¢ went to Vienna where she studied
singing with J. Gansbacher. Following her operatic debut in 1901
in Wiesbaden as Zerline (Auber, Fra Diavolo), she joined Opera
in Graz in 1903. She joined Zagreb Opera as Rosina (Rossini, The
Barber of Seville) in 1910, where she sang until her retirement from
the operatic stage. Her roles included Madame Butterfly (Puccini),
Rusalka (Dvotak), Lucia di Lammermoor (Donizetti), Mimi (Puccini,
La Boheme), Melisande (Debussy, Pelléas et Mélisande), Marguerite
(Gounod, Faust), Desdemona (Verdi, Otello) and Violetta (Verdi, La
Traviata) — her signature role.

Strozzi-Peci¢ was a world-famous Violetta of her time. Thomas
Mann in his novel Doktor Faustus described her as “perhaps the

¢ For more information on historiography see: Romanou 2014. There has been a surge
in scholarly interest in the last couple of years, partly fuelled by the centenary of the
beginning of World War I. Recent publications include Samson 2013; Milin and Samson
2014; Medi¢ and Tomasevi¢ 2015.

7 Samson discuses ‘divas’ in ‘turbo folk’ music in the Balkans (Samson 2013: 605-611);
and Petrov deals with the success of Yugoslav popular music in the Soviet Union in the
1950s and onwards (Petrov 2014).
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most beautiful voice of both hemispheres” (Mann 1948: chapter
37), and, amongst many other composers, Igor Stravinsky dedicated
four songs to her.® However, there are virtually no scholarly works
about her. While modern scholars acknowledge Konjovi¢’s role in
forging an early twentieth-century Serbian musical identity within
the supranational Yugoslav identity, Strozzi-Peci¢’s contributions
have gone largely unnoticed.’

At the time when Strozzi-Peci¢ was already a famous opera
singer, Konjovi¢ was still a fairly unknown composer. Born in Curug
— then within the borders of Austro-Hungarian Empire, nowadays
in Vojvodina, the northern province of Serbia — he was a self-taught
musician by the time he submitted his first opera Zenidba Miloseva
[The Marriage of Milo§] to Prague Conservatory in 1904. He was
accepted to the second year of studies and graduated in 1906. He was
director of both Opera (1921-1926) and Croatian National Theatre
in Zagreb (1933-1935), Rector and Professor at the Music Academy
in Belgrade, and the founder and first director of the Institute of
Musicology of the Serbian Academy of Sciences and Arts.

Konjovi¢ first met Strozzi-Peci¢ in a concert organised by the
Serbo-Croat Academic Youth Organisation in Budapest in 1914.1°
In 1916 Konjovi¢ and Strozzi-Peci¢ started their collaboration in
Zagreb, with an impromptu session resulting in Sabah [Morning] —
one of Konjovi¢’s most vocally demanding songs, to which I will
return later." The following year Strozzi-Peci¢ premiered Konjovic¢’s
songs in Zagreb, and afterwards regularly performed them until one
of her last concerts in 1951."2 They collaborated both on the concert
and opera stages, including the Yugoslav premiere of Pelléas and
Mélisande in Zagreb in 1923, which Konjovi¢ conducted with
Strozzi-Peci¢ singing the title role.

Although Strozzi-Peci¢ actively performed until the 1930s,
there are unfortunately no recordings of her voice. The only evidence
available is in the ‘ventriloquistic detritus’: descriptions by critics,
admirers and the like, with a wealth of surviving visual evidence
overwhelming the lost voicel3 (Smart 1994: 32). Recordings

8 1gor Stravinsky, Quatre Chants Russes Pour Voix et Piano, London: J&W Chester,
1920.

9 For the most up-to-date list of writings on Petar Konjovi¢ see: Tomagevié¢ 2011.

10 On 28 February 1914 Strozzi-Pegi¢ sang two songs (Jesenja Elegija and Japan)
by Miloje Milojevi¢ (1884—1946), Serbian composer and a close friend of Konjovié.
Pianist Rajna Dimitrijevic performed Konjovi¢’s piano piece (Legenda).

' Konjovi¢ composed Sabah to his own lyrics about unrequited love.

12 Strozzi-Pegi¢ celebrated her seventieth birthday with a recital in the concert hall Istra
in Zagreb on 8 December 1951. She sang Konjovi¢’s song Umre, umre Rajole from his
song collection Moja zemlja [My Homeland].

13 Maja Strozzi-Pegié¢’s collection held in Hrvatski glazbeni zavod (HGZ) [Croatian
Music Institute] in Zagreb holds a vast amount of photo-postcards, photographs,
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from the early 20" century showed that singers produced bright
vowels and quick vibrato; used more portamento and rubato, and
transposed or omitted high notes more often (Crutchfield 2012).
The extensive body of research into performance practice based on
recordings of singers from that era can be used to extrapolate the
same conclusions about Strozzi-Peci¢’s vocal style, although these
remain inevitably speculative (Day 2002; Cook et al 2009; Leech-
Wilkinson 2009).'

The most detailed account on Strozzi-Peci¢ is actually by
Konjovié, in his essay Maja de Strozzi, the essay was first published
in a journal Savremenik in 1918, i.e. just a year after Strozzi-Peci¢
premiered his songs in Zagreb:

Her voice is not big and it does not affect one with its volume; its virtues
lay elsewhere. She is an unusually delicate soprano, slightly covered in the
middle range, which gives it a certain edge, dark and fluid in the lower
range. Vibrant and elastic, without tremolo though slightly nervous at times,
it is able to paint the finest lines in music, from the Italian fioraturas and
coloraturas to the melancholy of our folk song. Her artistic self oscillates
between those two simultaneously existing poles (Konjovi¢ 1920: 106).

Konjovi¢ praised not just Strozzi-Peci¢’s vocal technique, but
also her acting skills and her psychological portrayal of coloraturas,
setting her apart from all other performers. He particularly found it
evident in her role in La Traviata, where she managed to surpass
the failings of a “frail libretto” and transform a “poor and meager
piece” into an impressive dramatic creation that evokes the strongest
emotions on “our” stage (Ibid: 108—109).

programmes. According to the curator Nada Bezi¢, the amount of material implying
Maja Strozzi-Peci¢’s star status exceeds that of any other singer of that time. Another
significant Strozzi-Peci¢ collection is held in Muzej grada Samobora [Samobor Town
Museum)].

14 1t is therefore of particular interest to read Konjovié¢’s review of Elena Gerhardt’s
concert in Zagreb in 1918, both to help ‘recover’ the voice of Strozzi-Peci¢ and re-
view the changes in performance practice (Konjovi¢ 1920: 170—173). Elena Gerhardt
(1883-1961), German mezzo-soprano and Strozzi-Peci¢’s contemporary, was famous
for her Lieder performance. Konjovi¢ praised her performance, which would be con-
sidered “frankly appailing” by today’s standards (Leech-Wilkinson 2009: chapter 4,
paragraph 1), for her colossal vocal technique, an even vocal production in all reg-
isters and an amazing breath control. Konjovi¢ criticised her lack of passion though,
a trait that he valued highly in Strozzi-Peci¢’s performances. Strozzi-Peci¢ was an
opera singer who ventured into Lieder later in her career, as opposed to Gerhardt who
specialised as a concert singer from the start. Strozzi-PeCi¢’s operatic experience
may have influenced her emotionally charged performances that Konjovi¢ approved
of. His stand corresponds with a general trend towards more emotionally expressive
performances in all kinds of music during the first four decades of the 20" century
(Leech-Wilkinson 2009: chapter 4, paragraph 23).
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Particularly valuable is Konjovi¢’s witness account of Strozzi-
Peci¢’s transition into the concert repertoire and, subsequently,
national repertoire. At the beginning of the World War One Strozzi-
Peci¢ took a two-year break from the operatic stage due to a dispute
with the Opera House management. Bela Peci¢, her husband, an
excellent amateur pianist, undertook a mission to facilitate his wife’s
evolution into a Lieder singer. He diverted her professional path
from theatre into a ‘noble’ performance of art song (Ibid: 112—116).
After performing works by French, German and Russian composers,
Strozzi-Peci¢ turned to the ‘national’ repertoire. I will later explore
in detail her activity in this field, but at this point I wish to highlight
the extent to which ‘national art’ and Strozzi-PecCi¢’s part in creating
it were the main focus for Konjovi¢: “her biggest merit is the fact that
she dedicated herself completely to the service of national art, and
with her artistic skills she raised the standard of our singing tradition”
(Ibid: 105). Konjovi¢ disagreed when Strozzi-Peci¢ complained that
“Composers’ art is a lasting one, performers’ art is a fading one”;
in his view, the power of a performer’s artistic persona determines
the audience’s reception of the piece: it is the performers who shape
collective memory and the audience’s taste, give the artwork a stamp
and help decide the work’s destiny (Ibid: 104—105):

The art song, where the souls of a poet and a composer meet to create
the most honest of all music forms, needs the input of the third soul — the
performer’s. The performer has to eliminate the poet, the composer, and the
voice itself, creating thus the work as the purest impression (Ibid: 170-171).

Critics at the time acknowledged Strozzi-Peci¢ input: “Together
with Konjovi¢ and Nikoli¢ [lyrics], she was the third author of this
song” (Obzor, 6 March 1917). However, despite what composers and
critics wrote about Strozzi-Peci¢, there is still hardly any mention of
her in scholarly studies. Perhaps if composers were writing the music
histories, since they are more acutely aware of the unique value
that the right performer can bring to their pieces, the performers’
contribution would be appreciated more.

Maja Strozzi-Peci¢ — a Star

A champion of the ‘national’ art song, as well as a celebrat-
ed prima donna, Strozzi-Peci¢ was arguably more influential than
Konjovi¢ in the first decades of the twentieth century. There are nu-
merous reviews of her unrivaled status with the audiences and critics,
but could she be called a star? Do any of the scholarly criteria of
stardom apply to her? Could it be argued that the economic, social
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and technological conditions needed to allow the stars to reflect the
audiences’ tastes were met in Croatia at the time?'> Considering the
surge in interest in stardom and celebrity in contemporary popular
discourse and the perceived change in the nature of modern stardom,
it is easy to disregard the past. There have been shifts in the nature
of fame, with apparent move towards a culture of ‘attributed’ celeb-
rity, emerging from concentrated media representation, rather than
previous ‘achieved’ celebrity, linked to talent and accomplishment
(Rojek 2001). However, many of the concepts of stardom discourse,
starting with Dyer’s focus on stars and ideology, remain universal
(Dyer 1979). Musicologists in the Balkans have not looked into how
scholarship on modern day stars may have a bearing in the cases of
specific singers who shaped the repertoire.

The concept of stardom encompasses different criteria depend-
ing on the field of study. For musicologists, a star is a performer of
unparalleled virtuosity. For theatre and cinema scholars, a star is a
commodity with a unique value depending on their irreproducibility.
A star’s value is conditioned by consumer demand and scholars rec-
ognise stardom when a performer becomes essential to the marketing
and dissemination of an entertainment'® (Joncus 2010: 277). I argue
that Strozzi-Peci¢ fulfills all of these criteria.

Virtuosity

Konjovi¢ was not alone in admiring Strozzi-Peci¢’s outstand-
ing coloraturas and acting skills. There are numerous reviews of her
operatic performances, praising her coloraturas in Lucia di Lammer-
moor, or her acting skills in La Boheme and La Traviata; reports of
enthralled audiences and numerous curtain calls. She is often distin-
guished from other singers, the characteristic deemed essential for
the acquisition of a star status (Morin 1962):

Audience, usually not generous when praising local artists, yesterday called
Maja for ten curtain calls after [Lucia’s] madness scene (Male novine, 14
March 1913).

While performances of this [Lucia’s] aria by Hempel, Kurz or Bosetti
[sopranos performing in Croatian Opera] sound dazzling and spectacular,

15 Joncus (2010) examines the sociological parameters of stardom and their

applicability to dramma per musica. The surplus of labour in the entertainment market,
entertainment that is centralised and specialised, as well as consumers with purchasing
power, were the conditions mostly met in Croatia at the time of Strozzi-Peci¢’s and
Konjovi¢’s collaboration.

16 Joncus uses the model proposed by Barry King (1987) to identify stardom at work in
dramma per musica. 1 argue that it can apply to these particular circumstances as well.
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in the performance by Mrs. Strozzi coloratura is in service of musical
expression; we forget virtuosity because we are enchanted by art (Hrvatski
pokret, 15 March 1913).

Strozzi-Peci¢’s comeback to the opera stage after her self-
imposed break was described as a revelation: “the audience did not
realize the artistic value they enjoyed in her performances until they
lost it” (Pokret, 20 January 1915).

Irreproducibility

The concert in Budapest in 1914 where Konjovi¢ and Strozzi-
Peci¢ met for the first time proved to be pivotal for Konjovié’s work.
Although he first heard her perform in Belgrade Opera in 1911, the
Budapest concert was the first time he heard her sing the ‘national’
repertoire. According to Konjovié¢, that concert was a sign that
Strozzi-Pec€i¢’s calling was to promote the artistic folk song among
Yugoslav people in her concerts:

In Budapest... in the young composer Miloje Milojevi¢’s heartfelt gratitude,
whom she helped so much in achieving success, Maja felt all the lure and
power of her [newly discovered] artistic mission (Konjovi¢ 1920: 111).

This quote highlights Strozzi-Pe€i¢’s contribution to the songs’
success. When, two years later, Konjovi¢ was trying to organise his
first concert in Zagreb, there was no doubt in his mind who should be
performing his songs:

I am still waiting for a reply from Maja Strozzi, to decide if there will be a
concert. She has been in a dispute with the Opera management since before
the war started and has not performed in Zagreb since. I am not putting my
hopes too high up, but I will not go ahead without her (Mosusova 1971: 163)."7

Strozzi-Peci¢ agreed to perform Konjovi¢’s songs, and the
concert was held on 3 March 1917 in the concert hall of the Croatian
Conservatoire. Strozzi-Peci¢ and baritone Marko Vuskovi¢ (1877—
1960) sang eleven songs.'® Such was the success of the concert that it
was repeated only three weeks later, on 24 March 1917. For a young
composer wishing to present his work for the first time, to rather

17 This quote is from a letter to Tihomir Ostoji¢ (1865—1921), a distinguished literary
historian and music connoisseur, who was Konjovi¢’s professor at Grand Serbian
Orthodox High School in Novi Sad. For more on Konjovi¢’s and Ostoji¢’s friendship
see: TomasSevi¢ 2014.

18 Strozzi-Pei¢ sang Chanson, Iicekivanje, Vecernja pesma, Pod pendzeri, San
zaspala, Nane, kazi tajku and Sabah. Vuskovi¢ sang Minadir, Ukop, No¢ and Cekanje.
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not have it performed if not by Strozzi-Pecic¢ is a telling sign of her
unique value. Though it can be argued that he chose Strozzi-Peci¢
simply because of her vocal skills, I believe it not to be the case. She
was not only a good singer, but a singer whose performing gifts let
her uniquely make his music a force for binding together members
of a community.

Strozzi-Pec€i¢’s Star Persona and the Creation of the ‘National’

So far I have explored the collaboration between Konjovi¢ and
Strozzi-Pec€i¢ and her role in the creation of his vocal oeuvre, as well
as her links with the ‘national’ repertoire written by other composers.
She was a performer whose vocal qualities influenced the composers’
melodic line and prompted the collection of folk songs that the
composers elevated to the level of an art song by tailoring them to her
strengths. I will now argue that her input went even further, and that
she served as an interpreter whose dramatic representations shaped
the public reception of the songs performed as expressions of the
‘national’ identity.

Melodic Lines

In case of at least one song we have Konjovi¢’s direct testimony
of Konjovi¢’s and Strozzi-Peci¢’s ‘co-authorship’. In a letter to Ostojié
dated 25 June 1916 Konjovi¢ wrote that Maja de Strozzi spoke to him
about her artistic plans involving the national repertoire and asked
to see his songs. The following day they met again, and Konjovi¢
was so fascinated by how she sang the songs he had brought, that
they had an impromptu session improvising a new song (Mosusova
1971: 158). The song in question was the aforementioned Sabah,
Konjovi¢’s most vocally demanding and, with its fioraturas and an
optional ending on the high C in piano dynamics, his most ‘operatic’
song. In Strozzi-Peci¢’s collection in HGZ there is Konjovi¢’s sketch
of this song with his dedication “Improvisation - to Maja de Strozzi”
dated 15 June 1916. The extent to which both sides were impressed
with their budding collaboration is evident from Konjovi¢’s passing
comment in the same letter: only a few days after their meeting,
Strozzi-Peci¢ sent Konjovi¢ a telegram asking urgently for sheet
music of his songs. Sabah was hugely successful with the audiences
and the critics alike: “The way she sang Sabah was a crown she
placed on the composer” (Obzor, 6 March 1917). But although she
was praised for her performance, her role in creating the song was
never recognised. However, it cannot be ignored though its fioraturas
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match the tessitura, the outline and even some notes of the first
Violetta/Alfredo duet, and the ending of the song matches the end of
Violetta’s second aria, undoubtedly as the result of Strozzi-Peci¢’s
improvisation on her signature role.

Though Konjovi¢’s melodic lines became more elaborate
during this time, the creative collaboration with Strozzi-Peci¢ did not
end solely with his song opus:

While talking about the sevdalinka style, she [Strozzi-Peci¢] asked me if it
would be possible to compose an opera in that style. I told them [Strozzi-
Peci¢ and Bela Peci¢] about Kostana, the one that I have been carrying in
my heart for some time now, in the hope that the passionate motifs from
Vranje [a town in the southern part of Serbia] could create a new Carmen.
The enthusiasm she showed, and the way she understood instantly the soul
of this music with her supple voice and passionate heart fuelled my desire
and nothing will quench my angst till my dream becomes a finished work
(Mosusova 1971: 158)."

Konjovi¢ worked on his most popular opera Kostana with
Strozzi-Peci¢ in mind. However, the realisation of the project took
longer than expected and by 1931, when it premiered, she was no
longer actively performing on opera stage. However, for ten years
from their first creative meeting they collaborated extensively on
Konjovi¢’s song opus. There are Konjovi¢’s sketches in Strozzi-
Peci¢ collection showing he was sending her his musical ideas in
initial stages. At times these were no more than a couple of bars long
phrases of vocal line, as if asking for her opinion or validation of the
folk motives he chose to arrange.

Folk Song Arrangements

Konjovi¢ started arranging folk songs during his student days
in Prague, publishing the five-song collection Iz nasih krajeva [From
our lands] in 1906.%° His interest in this repertoire intensified during
his time in Croatia, resulting in the aforementioned collection Moja
zemlja. TomaSevi¢ uses these two collections to explore the shifting
borders of Konjovi¢’s imagined homeland (Tomasevi¢ 2014). Moja
zemlja includes arrangements from all parts of the former Yugoslavia,
composed between 1905 and 1925. Konjovi¢ worked on it mostly
while he lived in Croatia and it would certainly be farfetched to claim

19 Mosusova mentions briefly Strozzi-Pe¢i¢ and Sabah (Mosusova 2011), but only
in the context of Konjovi¢’s opera Kostana.

20 The first song in this collection, Pod pendzeri [Under your window] is Konjovié’s
original work — he wrote both the lyrics and music.
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that Strozzi-Peci¢ was the crucial factor influencing his broadening of
the geographical area covered by the songs. However, their ongoing
exchange of the music material that he worked on, documented in
the song sketches preserved in HGZ, indicates that she was actively
involved in the process of creating the collection. She regularly
performed songs from Moja zemlja alongside Konjovi¢’s original
songs, which was certainly an incentive for such an increase in their
number. Telling of her role is also the chronology of Konjovié¢’s
song opus. He arranged the bulk of the songs from the collection
Moja zemlja while he lived in Zagreb and actively collaborated with
Strozzi-PecCi¢. After he left Zagreb in 1926, he not only stopped
arranging folk songs, but he never again composed a single original
song either.?!

Maja Strozzi-Peci¢ — The Face and Voice of National Identity

Moja zemlja was not the only instance of Strozzi-Peci¢’s active
part in the creation of the ‘national’ repertoire. Rather than merely
arranging the folk songs, Konjovi¢ and other composers set poems
specifically with her in mind. Antun Dobroni¢ (1878-1955), Croatian
composer and music critic, wrote a review to mark Strozzi-Peci¢’s
celebration of 25 years in Croatian Opera. He singled out Violetta
as the “role and face [my italics] she is best known for”. However,
just like Konjovi¢, Dobroni¢ put an emphasis on her transition to
concert activity, the fact he credited her husband for. According to
Dobroni¢, the actual scope of this [national] repertoire is largely due
to the efforts of this “artistic power-couple”, as Bela Peci¢ “literally
chased and nagged” the composers to compose more songs for them
to perform. He listed composers “who should feel personally indebted
to Maja and Bela” [in the following order] — Konjovi¢, [Bozidar]
Sirola, [Jakov] Gotovac, [Zlatko] Grgosevi¢, [Marko] Tajcevi¢ and
himself (Narodne novine, 4 April 1936).

Strozzi-Peci¢’s transition to the ‘national’ repertoire can itself
be viewed in the light of her star production. The change of genre is
often a tool for reinventing the failing star, as giving the old image
a new framework allows the star persona to be reread through the
lens of a new genre. It could be argued that, rather than a patriotic
sentiment, Strozzi-PeCi¢’s change of genre was simply a clever
assessment of then current consumer demand which she used to
rebrand her star persona. It could also be argued that she chose the

21 Konjovi¢ focused on instrumental music and opera after leaving Zagreb. There is
a manuscript of one unfinished song (Jesenja pesma [Autumnal Song]) in the archive
of the Institute of Musicology SASA (catalog number PK172), which dates after this
period.
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genre of art song for being the last refuge for autonomous art work,
one not being tainted with celebrity consumer driven opera world
that she had a conflict with. Stepping out of that opera world into
the realm of the ‘noble art’ provided a ‘magical’ moment, giving
her the necessary ‘it factor’ (Roach 2007). Regardless of the driving
force behind it, starting from the concert in Budapest in 1914, she
was an established promoter — the face of the ‘national’ repertoire.
When Konjovi¢ chose Strozzi-Peci¢ to premiere his songs, he did
not choose her merely as an accomplished singer. The fact that she
premiered a certain repertoire gave it double gravity, marking it both
as the work of high artistic standards and the representative of the
‘national’ repertoire — a highly sought-after trait at that time:

Maja Strozzi was born to be an apostle of our [my italics] folk song, which
she performs with her artistic instinct and her vast musical culture like no
one before her (Obzor, 6 March 1917)

(She) is famous for her operatic and demanding concert repertoire, but we
were surprised how, using the simplest natural means, particularly her clear
diction and supple voice, she made these [Konjovi¢’s] songs particularly
enchanting. She is, without a doubt, the best performer of the lyrical folk
song (Nezavisnost, 26 May 1917)

Strozzi-Peci¢ toured extensively accompanied by Bela Peci¢,
performing both Konjovi¢’s folk arrangements and original songs,
embodying and shaping the national identity that the composer created.
Her reputation as a champion of the ‘national’ art preconditioned
the audiences’ reception of the repertoire she presented. A detailed
analysis of her concert programmes calls for a separate study, but
in general, the ‘national’ identity she projected was Yugoslav. She
sang songs by composers from all parts of the territory that would
form the Kingdom of Yugoslavia. When choosing the folk song
arrangements for her concerts, she selected songs from across the
region and performed them as par to the original songs. She used the
“Yugoslav’ attribute in her concert programmes, referring both to the
music and the composers. Of particular interest is a concert held on
19 January 1919 in Zurich, titled “A Night of Slavic songs — Works
by Yugoslav, Czech-Slovak and Russian Composers”. According to
Ernst Isler (1879—1944), this concert proved that Yugoslav music
[my italics] existed, and could be compared in value to Russian and
Czech traditions.?? Isler found that some of Konjovi¢’s songs had an
operatic quality [among other songs Strozzi-Peci¢ performed Sabah];
he particularly valued the fact that his music drew both its melodic

22 The quote is from Strozzi-Pe¢i¢’s personally annotated interview notes, held in HGZ.
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line and harmony from the characteristics of the language, a comment
which would have been the ultimate compliment for Konjovi¢ who
wrote extensively on this topic.

Numerous reviews of Strozzi-Peci¢’s enthralled audiences give
an overwhelming evidence of Strozzi-Peci¢’s binding power for the
nationalist ambitions articulated by the composers whose works she
performed. The following excerpt may be read as a common patriotic
manifesto of that time, but it also highlights the complexity of the
national landscape in the region:

Maja de Strozzi was no longer an artist supposed to entertain the audience.
That night, her art was intertwined with the audience’s national feelings, as
if her soul whispered after each song: “yes, I am yours, we belong to each
other”.

She was supposed to finish the concert with Konjovi¢’s song Sabah, but it
was not to be. It was as if with this song she touched everyone’s emotions
and lifted them in thoughts to ‘Allah’, and as if in The Nightingale [a
character in the song] she depicted our people, who are crying for freedom
that was promised by ‘Allah’... (Primorske novine, 30 May 1917).

Strozzi-Peci¢, a Croatian singer, sang a song by a Serbian
composer that evokes Bosnian sevdalinka tradition and calls Allah.
None of these facts seemed to get in the way for the Croatian audience
in Rijeka, then part of the Austro-Hungarian Empire, to applaud the
performer and share the ‘national’ sentiment.

Conclusion

While there are numerous studies of the ideas that Konjovi¢
promoted in his music and writing, so far there has hardly been any
mention of Strozzi-Peci¢, the singer who was the first voice and
face of his songs. By exploring the role that Strozzi-Peci¢ played in
Konjovié’s creative output, I have attempted to give the performers
their rightful place as co-authors of the work. Though it would be
an exaggeration to claim that this repertoire would not exist without
Strozzi-Peci¢, it is certain that she was instrumental in its creation,
with Sabah and Moja zemlja as the most obvious examples of Kon-
jovi¢’s and Strozzi-Peci¢’s collaboration. Her input went further than
that, as she also played a vital role in the audiences’ reception of this
repertoire. Would it be met with the same response if someone else
was singing it? Could it have been another soprano or a male singer?
Without going into discussion about the male gaze, scopophilia or the
effects of a female voice (Mulvey 1975), it is worth noting that the
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champions of the national repertoire in both Croatia and Serbia were
women. Soprano [vanka Milojevi¢ (1881-1975) was the first concert
singer in Serbia and an active promoter of the ‘national repertoire’.
In the patriarchal environment of Serbia and Croatia at that time,
both sopranos performed almost exclusively with their husbands as
accompanists: Strozzi-Peci¢ with Bela Peci¢, and Ivanka Milojevié¢
with Miloje Milojevi¢. The testimonies about Ivanka Milojevi¢ are
much more scarce due to the fact that she did not command the same
star status as Strozzi-Peci¢ — possibly because she did not sing opera,
the most visible form of vocal performance in Belgrade at that time.
Their gender, however, opens a significant question beyond the scope
of this paper: that of the role of a female as a binding force in identity
formation.

Strozzi-PeCi¢, an internationally recognised performer, a
celebrated prima donna, a star, was the winning choice to advocate
Konjovi¢’s ideas — i.e. to integrate Serbian art music, as part of
Yugoslav music, into the modern European musical nations’
landscape:

We are not the ones to estimate the musical value of these songs, but
Mrs. Strozzi sang them in such a way that the audience, by approving her
interpretation, also approved this upcoming composer’s work (Nezavisnost,
26 May 1917).

It could be debated whether her shift to the “national” reper-
toire was a calculated move in order to reinvent her star persona or
a sincere patriotic quest for the national musical identity. What is
evident, however, is that, thanks to the attention commanded by her
status of an operatic star and the resulting publicity, she embodied for
the audience the nationalist ambitions articulated by the composers
that she promoted. Her agency in the creation of her own persona and
the co-authoring of the works that she performed needs to be recog-
nised by the scholars in the same way as it was recognised by her au-
dience, thus opening new ways to address the persistently neglected
performers’ role in shaping musical works.
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Bepuya I'pmywa

[1OJAM 3BE3JE U ITPOBJIEM HALIMOHAJIHOI
NJAEHTUTETA Y JOBA UMIIEPUJA: JOITPUHOC MAJE
CTPOILU-IIEYN'R CTBAPAJIAILITBY IIETPA KOBOBHURA

(Pe3ume)

VYrproc CKOpalmuM pa3MarpamiuMa ipobneMa iena M 2nacd, ToceOHO Ha TOof-
py4jy TOImyliapHe My3HKe, pOyJaBame My3WUKNX MJIICHTHTETa Ha bakany yriaBHOM
j€ YCMEpeHO Ha KOMITO3UTOpe U KHXoBa Jienia. OBO je HapourTO BUIJBHBO Kajia ce Mpo-
ydaBa yrora My3uke y (opMHparsy HallFIOHATM3aMa MaiX JprkaBa Ha bankany y moba
BEJIMKHX UMIIEpH]ja, [IPH YEMY je IpOoydaBarbe JIONPUHOCA n3Bolada y MOTIyHOCTH 3aHe-
MapeHo. Pa3marparse KUBOTHOT ImyTa XpBaTrckor conpana Maje Crporm-Ileunh (1882—
1962) ykazyje kKako Cy, 4aK H y JOMEHY YMCTHHYKE TIecMe, CTaryc 3Be3le W M3Bohad
MOIIM JIa YTH4Yy Ha OOJIMKOBAIGE Pereproapa, Ipy YeMy je HalMOHAIM3aM CTaBJbCH Y
CIty>0y IPOMOBHCAba M CAME 3BE3/IC M My3HUUKHX JIeJIa.

Kao npocnassbeHa xpBarcka onepcka 3se3zia, Crpouu-Ileunh je mocneano mpo-
MOBHCaJia HOBOHACTajyhu ,,HAMOHATHI ~ periepToap, n3Boaehn mpeMujepHo BETUKI
0poj Kako yMETHHYKHX Ilecama Tako M 00pajia HapoIHHX TTecaMa U3 Iepa XpBaTcKuX,
CPIICKHUX U CJIOBCHAUYKHX KOMIIO3UTOpa Tora 100a. 3axBasbyjylin OpojHUM TypHEjama
Ha KOjiMa je U3BOJIMIIA OBAaKaB PEIepToap, OHa je MPOjeKTOBaNIA UJIEjy jYTOCIOBEH-
CTBa, JIOMUHAHTHY Meljy jy’)KHOCIIOBCHCKUM MHTEICKTYaI[MMa oueTkoM XX Beka.
Cprcku xomnozutop Ilerap Komosuh (1883—1970) ymosnao je Majy Crpouu-ITe-
yrh Ha KOHLEPTY KOjU je opraHuzoBajia CpIICKOXpBaTCKa akaJeMCKa OMJIaJHHCKa
opranmsanyja y bymuvmemtn 1914. roqune, ma Ou 3aTUM TOTOBO CBE CBOjE COIO
recMe 1mocBeTHo woj. Komosuh u Crporm-Ileunh 3amouenu cy capaamy y 3arpe6y
1916. roauue; Kao wiox jeaHe npode Ha KO_]OJ Ce MMIPOBH30BAJIO HACTAlIA je mecma
Cabax, jenna on KomoBrheBruX BOKTHO Haj3axTeBHHjUX necama. Crenehe roguHe
Crpouw-ITeunh je npemujepro usBena Kowouhese necme y 3arpedy, a 3aTum ux
j€ penoBHO M3BOAMIIA CBE JIO CBOT TOCIEA-ET KOHIEpTa ompxaHor 1951. romgume.
[Mpemaa nanammyu My3nKoso3u mpusHajy KomoBuheBy yiory y Kpeuparmy CpIcKor
MY3HUKOT UJICHTHTETA YHYTApP CIIOKEHOT JYTOCIOBEHCKOT HACHTUTETA y MPBUM Jie-
nenrjama XX Beka, fonpuHoc Maje Crponn-Ileunh je y mormyHocTH 3aHeMapeH.

Y 0oBOM uJlaHKy 3acTymam Te3y Ja je, kKao ambacaiopka ,,HallHOHATHE ymer-
HHUKE NIECMe, allil i Ka0 MPOCIIaB/heHa MPUMaJIOHa, Crporm-Ileunh 6una ytumaj-
nuja ox Kowosuha y npBum nenenujama XX Beka. Moje HcTpakuBambe je ImoKa-
3aJI0 J1a je ’eH ycrnex nojactakao KowoBuha 1 Ipyre KOMIIO3UTOPE J1a c€ TIOCBETE
KOMITOHOBAabY IlecamMa Ha CPIICKOM M XPBAaTCKOM je3WKy, Kao M Ja obOpalyjy Ha-
ponne necme. Ha ocHoBy kommo3suiija koje je Maja Crporu-Ileunh usBoauna u
MyOIMIIITETa KOjH j€ MPAaTHO, Y OBOM WIAHKY aHAJIM3MPaM Kako je OHA MPUBYKIIA
Yy OKpHJbE CBOjE 3BE3/IaHe aype TeK MCKOBaHY (jyrOCIIOBEHCKY) YMETHHUKY TIECMY
Kao OTEJIOTBOPEH:-E ,,HAIIOHAIHOT MY3HUYKOT HACHTUTETA, 00jeAnbyjyhn mpuTomM
HalMOHAIMCTUYKE aMOHIIMje Koje Cy Ha JIpyTrIM MECTHMa apTHKYJIHCAI KOMITO3H-
TOPH 4YHje je CTBapaalliTBO MPOMOBHCAJIA.
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Abstract

Aram Khachaturian remains a neglected figure in scholarship on Soviet music,
his work often held as exemplifying Socialist Realism at its most conformist. In
this article I suggest that folk music strongly influenced his style well before the
imposition of Socialist Realism, and that his musical language and aesthetics have
much more in common with those of contemporary composers in the West than
has previously been assumed. A central focus of the paper will be to examine the
role played by Soviet musicologists in placing questionable critical constructs on
Khachaturian’s career and creative achievement.

Keywords
Khachaturian, Socialist Realism, folk traditions

Despite his position of indisputable significance in Soviet
musical life, the scholarly literature on Aram Khachaturian
(1903-1978), especially in the West, is surprisingly sparse.
Furthermore, it often tends to be dismissive of (or at best ambivalent
towards) Khachaturian’s output, and adopts a stereotypical view of it.
His work seems long overdue for a comprehensive, more sympathetic
reappraisal.

When one examines the manner in which Western commentators
have written about Khachaturian in reference works and general
studies of Soviet music, it is difficult not to be struck by the tone
of dismissiveness and condescension that is consistently in evidence
towards him as both person and artist. Almost without exception,
these depict Khachaturian as a loyal lackey of the Communist Party,
most notably in relation to his perceived contribution to the Stalinist
project of creating national musical cultures in the Caucasian and
Central Asian Republics of the USSR. Even if the authors do not
say so explicitly, one gathers that he is regarded by them as morally
culpable for his apparent willingness to collaborate with the regime
and artistically culpable for writing bland orientalist kitsch. Andrey
Olkhovsky sneeringly described him as having been “kept in
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Moscow by the Committee for Art Affairs as an exhibit for export”
(Olkhovsky 1955: 263). Similarly, Stanley Dale Krebs claimed that
“Soviet ideological demands fettered Khachaturian as an ‘Armenian’
composer in the mid-thirties” and that he subsequently “travelled a
creative path into triviality” (Krebs 1970: 217, 232).

Boris Schwarz could find little better to say than to suggest
that Khachaturian “represented socialist realism at its best” — a
decidedly back-handed compliment (Schwarz 1980). In his book
Music of the Soviet Age: 1917—-1987 Levon Hakobian is frankly
dismissive, suggesting that “the critique of our epoch is inclined
to ignore Khachaturian [...]” (Hakobian 1998: 142). Francis Maes
similarly seems to regard Khachaturian as being a composer who
is at best of minor significance: insofar as he discusses him at all,
Maes characterises him as the best-known composer to work on the
“colonialist” project (Maes’s adjective) of Stalinist musical nation-
building and describes his work as derivative of the orientalist styles
of Glinka, Balakirev, and Borodin (Maes 2002: 259).

More openly negative views of the composer are encountered in
the writings of Richard Taruskin and Marina Frolova-Walker. Taruskin,
who unequivocally considers Khachaturian to be a composer of the
second rank (Taruskin 2009: 280), contends that he was forced by
the Soviet regime to exaggerate nationalist traits in his work and “to
compose in Borodin’s patented ‘Polovtsian’ style”, which the broader
Soviet milieu regarded with a “pretense of admiration” (Taruskin
2000: xvi). Similarly, Frolova-Walker asserts that Khachaturian’s
music “does not even begin to challenge the Russian Orientalist style.
He never dissociated himself from the traditions of Russian music,
and came to be regarded in Moscow as a mouthpiece of the whole
Soviet Orient, sweeping up all the diverse traditions into a grand
generalization once more” (Frolova-Walker 2007: 337-338).

These sweeping generalisations about Khachaturian’s work
deserve closer examination. Although the influence of Borodin and
the rest of the kuchka upon Khachaturian’s musical style is not in
dispute (indeed, the composer openly acknowledged his indebtedness
to both Transcaucasian folk music and to nineteenth-century
Russian precedents) (Arutyunov 1983: 15), they seem particularly
questionable in two respects: first of all, that the composer’s style can
be so casually reduced to a pallid facsimile of this tradition, entirely
disregarding his considerable debt to contemporary Western musical
modernism; and secondly that his musical language was shaped —
either partially or wholly — by the demands of the regime in enforced
conformity with the doctrines of Socialist Realism. The possibility
that Khachaturian may have felt himself to be exploring an authentic
vein of creativity is not considered at all.
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The first question that should be asked is whether there was a
strong causal relationship between Stalinist cultural policy in regard
of music and Khachaturian’s neo-nationalist musical language.
Accompanying the rapid development of national musical institutions
in the Caucasian and Central Asian Republics of the USSR after
1934, which saw the establishment of conservatoires, opera houses,
and orchestras in these regions, composers were actively encouraged
to use native folk-musics as a basis for their creative work, following
on from nineteenth-century kuchkist traditions. Because of the
generally-held perception that Khachaturian sought to adhere to this
quasi-official policy of developing nationalist styles (especially in
having recourse to oriental elements), and perhaps also due to his own
Georgian/Armenian nationality, commentators have consequently
assumed that the composer’s musical language transpired as a direct
response to this policy. However, it is important to emphasise that
the surface connections in much of Khachaturian’s music with the
musical practice of the kuchka — features such as drone-like pedal
points, modal melodic writing and extended string techniques —
should not be taken as proof of a conscious conformism with official
policy. Even a superficial investigation of some of the well-known
works which Khachaturian composed before 1934 indicates that his
style did not differ markedly from those written subsequent to the
imposition of Socialist Realism. In his early student composition the
Song of the Wandering Ashug (1925), for instance, Khachaturian’s
distinctive neo-nationalist style is already clearly perceptible in the
work’s modal violin melodies and oriental arabesque-like figurations,
and there is no obvious break in style between this work and the
works written after the imposition of Socialist Realism (that is, from
the First Symphony onwards).

Indeed, this ‘nationalist’ style was a consistent feature of the
works of the pre-Socialist Realist period. Folk influences permeate the
Clarinet Trio (1932) to a striking degree: from the first movement’s
numerous winding arabesque-like figurations giving the impression
of an extended improvisation, its use of drone-like pedal points,
frequent modality, techniques of developing variation and cadenza-
like passages, to the second movement’s irregular rhythms and
imitation of drone-folk instruments, the work reads as an extremely
colourful emulation of kuchkist compositional procedures that
were held up as models for Soviet composers to imitate. Likewise,
the famous 7occata (1932) evokes the sound-world of Balakirev’s
Islamey with its rapid repeated notes and short motivic fragments,
developed by means of a background-variation technique ultimately
deriving from Glinka’s Kamarinskaya. It is worth reiterating here that
Khachaturian himself made no secret of the fact that such material
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had always been a great source of inspiration for him, suggesting that
he consciously desired to develop the Russian traditions before the
imposition of Socialist Realism:

[Russian Oriental music] showed me not only the possibility, but also the
necessity of a rapprochement between, and mutual enrichment of Eastern
and Western cultures, of Transcaucasian music and Russian music... the
Oriental elements in Glinka’s Ruslan, and in Balakirev’s Tamara and
Islamey [...] were striking models for me, and provided a strong impulse for
a new creative quest in this direction (Arutyunov 1983: 15).

The student works listed above also clearly betray the influ-
ence of Debussy and Ravel in their harmonic vocabulary and piano
writing. Khachaturian encountered these composers during his vis-
its to the pianist Elena Bekman-Shcherbina, a professor at the Mos-
cow Conservatoire who hosted frequent musical gatherings and was
a noted interpreter of French Impressionist keyboard works. While
Grigory Shneerson and Viktor Yuzefovich, the authors of the two bi-
ographies of Khachaturian readily available in an English translation
(Shneerson 1959; Yuzefovich 1985), make passing reference to this
early influence of Debussy and Ravel, other Western musical influ-
ences — apparent in Khachaturian’s oeuvre both before and after the
advent of Socialist Realism — have been significantly played down
by Soviet commentators, and this important facet of the composer’s
music is rarely given sufficient attention. Unlike a composer such
as Reinhold Gliére, who can be regarded as conforming largely to
this quasi-kuchkist style (in his famous ballet The Red Poppy, for
instance) Khachaturian’s music is considerably more individual, and
is far from being what Frolova-Walker has already been quoted in
this article as terming a “grand generalization [of the] traditions of
Russian music”.

The deviation from kuchkist norms is especially true with re-
gards to the composer’s harmonic vocabulary, which manifests in
a number of ways. First of all, in spite of his utilisation of familiar
kuchkist devices such as pedal points and octatonic scales, Kha-
chaturian deploys these in strikingly inventive ways. With regards
to the former, for instance, this tonal staticity is often maintained
for what can seem like almost excessive periods of time — one case
in point would be the middle section of the second movement of
the Second Symphony (1943). With regards to the latter, a work
such as the Violin Concerto-Rhapsody (1961) makes use of octa-
tonic chordal writing as a harmonic tool, rather than the more fre-
quently-encountered melodic octatonicism of a figure such as Rim-
sky-Korsakov.
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Just as importantly, however, Khachaturian’s harmonic language
itself is often remarkably dissonant, making use of trenchant bitonality
and polytonality and sometimes bordering even on atonality. An exam-
ination of the Third Symphony (1947) makes clear the lengths to which
Khachaturian was willing to go in having recourse to extreme disso-
nance. The most initially striking features of this score, which is scored
for the unusual combination of large symphony orchestra, organ, and
fifteen additional trumpets, are the extraordinarily disparate nature of
its musical material — a fact that seems to have escaped the attention
of all commentators — and the strangeness of this thematic content in
a work that supposedly adheres to the tenets of Socialist Realism (it
was written for the celebrations marking the thirtieth anniversary of
the October Revolution). The first subject group of this one-movement
symphony is particularly remarkable. It comprises two principal ideas;
the first (bars 1-54) is a fanfare-like idea stated by the massed trum-
pets. The entire passage is constructed from reiterations of a handful of
motifs that are taken up by all of the trumpets in turn, developing into
a complex multilayered polyphony. It is noteworthy that this material
does not define a stable tonal centre; on the contrary, it is surprisingly
dissonant, featuring harsh polytonal clashes and complex chords built
of stacks of thirds. Furthermore, the character of this material, far from
suggesting a festive mood of celebration, establishes a highly sinister
atmosphere in its obsessive rhythmic repetitions and strident timbres.
The upper voices are consistently in a very high register, which lends
a piercingly insistent sonority to the whole, and the mass of trumpets
establishes itself as a loud, steely, unyielding presence, seeking to over-
whelm and dominate from the outset (Example 1).

The second idea of the First Subject group is even more sur-
prising. This is stated by the organ, which interrupts dramatically as
the trumpet fanfares reach their climax in bar 53. Khachaturian’s use
of the organ throughout the symphony is most unusual: it is utilised
not only as a means of reinforcing orchestral sonorities at climaxes
but is additionally allotted a prominent solo part. The intrusion of its
timbral character at this point in the music is completely unexpect-
ed, and even startling. It presents contrasting material which takes
the form of highly virtuosic figurations in turbulent sextuplet semi-
quavers ranging brilliantly over the entire compass of the keyboard.
Once again, this material does not establish a stable tonal centre, and
is highly chromatic and dissonant. The musical temperament remains
darkly sinister with a fierce manic energy (Example 2). The trumpet
fanfares subsequently return and are superimposed onto the organ
music (bar 78), generating even higher levels of dissonance and ten-
sion; indeed, as the First Subject group reaches its main climax, the
harmonic language becomes virtually atonal.
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Example 1. Aram Khachaturian, Symphony No. 3, bars 44-46
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lixample 1. Khachaturian, Symphony No. 3. bars 4446

Example 2. Aram Khachaturian, Symphony No. 3, bars 53-54
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Tixample 2, Khachaturian, Symphony No. 3, bars 53-54

The idea that a composer such as Khachaturian could deviate
so markedly from Socialist Realist stylistic norms escapes many
prominent commentators, including Hakobian, who has ironically
described Khachaturian’s art as “sane” Socialist Realism (Hakobian
1998: 198), and especially Maes, who notes that “even Khachatury-
an” [my emphasis] was reprimanded for musical formalism due to
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the Third Symphony in 1948 (Maes 2002: 347). Writing about the
official condemnation of the work, Maes explains that “Khachatu-
ryan blamed his own temporary deviation from socialist realism on
the noxious influence of critics and musicologists who had urged him
to overcome the limitations of his strict Armenian national style. He
accordingly returned to the folkloristic and heroic style he had devel-
oped in his ballet Gayaneh (1942)” (Ibid: 312).

However, even if the Third Symphony represents something
of an extreme in this regard, Khachaturian nevertheless used such
devices extensively in his more well-known works. The famous Pi-
ano Concerto (1936) features an abundance of chromatic and tritonal
figurations, as well as harmonic progressions which frequently ex-
tend past the usual major/minor relations. Similarly, the Second Sym-
phony situates folk-like melodic material over extremely dissonant
orchestral backgrounds. A case in point for the latter is the tonally
indeterminate opening of the third movement, with a dirge pattern
simultaneously stressing the semitonal clash between Bb and BA.
Though it has been asserted by commentators such as Yuzefovich
that these dissonances arose as a response to the folk instruments
Khachaturian heard in his childhood (Yuzefovich 1985: 261), the
point should be stressed that such techniques were also employed by
contemporary Western composers such as Karol Szymanowski.

Indeed, many aspects of Khachaturian’s style and musical lan-
guage, if viewed in a wider international context, seem far from ex-
ceptional, and one wonders whether Western commentators may be
fundamentally incorrect in assuming that the ‘exotic’ and ‘national-
ist’ traits of his work resulted from a capitulation to Socialist Realist
dictates, and that he could have written very differently under other
circumstances — perhaps exploring more avant-garde idioms. It is
important to bear in mind that idioms such as atonality or serialism
were by no means universally adopted in the West before the 1950s.
Indeed, many composers remained sceptical about the value of such
idioms. The English composer Arnold Bax, for instance, wrote that
it was “improbable that healthy and natural things like the coming of
spring, young love, or any gay or happy idea can ever be associated
with so turgid a medium [that is, atonality]” (Bax 1943: 63). Figures
such as Ralph Vaughan Williams and Zoltan Kodaly also represent
good cases in point. Such composers not only saw no reason to break
violently with tradition, but also had no difficulty writing appealing
works of a more accessible nature alongside their more serious com-
positions. Vaughan Williams, for instance, was capable of writing
such popular pieces as his English Folk Song Suite (1923), whose
sound-world is far removed from that of his violent and dissonant
Fourth Symphony (1935). Moreover, many Western composers cul-
tivated neo-nationalist styles of various kinds that displayed continu-
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ities with nineteenth-century traditions. It is interesting to recall Kod-
aly’s comments made in the 1930s concerning his desire to cultivate
a Hungarian national music:

Along series of endeavours in Hungarian composed music was unsuccessful
because they were not rooted in folk music but tried to imitate various
foreign forms as did literature a long time ago with German, French and
Latin schools (Kodaly 1974: 222).

Nor is it warranted to assume that scores by Khachaturian
such as Gayane (1942), though undeniably of a lighter and more
conservative idiom than the Piano Concerto or Second Symphony,
were not composed with sincerity. Even Shostakovich, frequently
held as the model of the dissident composer, was happy to produce
lighter works when required, such as the Festive Overture (1954).
Indeed, to quote Vaughan Williams:

We are too apt to divide our music into popular and classical, the highbrow
and the lowbrow. One day perhaps we shall find an ideal music which will
be neither popular nor classical, highbrow or lowbrow, but an art in which
all can take part (Vaughan Williams 1934: 39).

All of these considerations raise the question of why
Khachaturian’s music was singled out for much dismissive criticism
by Western commentators. Arguably, this problem has its source in the
fact that Western views of the composer have been deeply influenced
by Soviet writings about him, many of which present a highly
tendentious image of him as a dutiful adherent to Socialist Realism. A
further obstacle for the Western scholar is the fact that, as previously
noted, there are only two readily-available substantial biographies on
Khachaturian in English,? both of which are themselves translations
of Soviet sources. Despite the fact that both Shneerson and Yuzefovich
knew the composer personally, these works nevertheless display
the typical shortcomings of Soviet musicological publications. As
Patrick Zuk has observed:

Even the best of these have significant limitations (Soviet biographies, for
example, mostly present their subjects in a highly idealized manner); and

2 Other works in the English language do exist, but these are not detailed enough to
warrant the title of biography; indeed, Geoffrey Norris’ entry in The Oxford Companion
to Music quotes entirely from Yuzefovich (Norris 2011). Of note, however, should be
mentioned Svetlana Sarkisyan’s writing in Grove Music Online which consults an
extensive bibliography of foreign sources (Sarkisyan 2001), Hakobian’s aforementioned
Soviet history (Hakobian 1997), and Stanley Krebs’ work in his Soviet Composers and
the Development of Soviet Music (Krebs 1970).
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at worst, they are not only of poor quality, but written from tendentious
perspectives. Not infrequently, such publications are more notable for what
they omit to mention than what they reveal. As Detlef Gojowy observed,
the advent of perestroika confronted musicologists with nothing less than
the task of thoroughgoing and radical reassessment: “How many allegedly
established ‘facts’ that have been reiterated as certitudes in book after
book must now be called into question and revised?... Entire biographies
must be rewritten afresh.” Until new biographies and studies of individual
composers’ outputs grow considerably more numerous, there is a danger
that the music of this period will continue to be appraised on the basis of
questionable assumptions (Zuk 2014: 358).

This is not to overlook the genuinely valuable aspects of the
major Soviet publications on Khachaturian; for instance, Shneerson’s
monograph (Shneerson 1959) makes anumber of insightful observations
regarding technical features of Khachaturian’s compositions: the
significance of the composer’s innovative contribution to symphonism
(Ibid: 7) via “an organic unity of the two sources of music coming from
the East and from the West” (Ibid: 99), in particular in the “conflict
between free improvisation and a deep sense of the laws of classical
sonata form” (Ibid: 60) is noted, for instance, as is the use of taut
motivic development in the First Symphony:

The melodies of the introduction, ‘the quintessence of the entire work,’ to
quote Khachaturyan’s own words, play a very important part in the further
development of this musical epic. Thus the agitated and impassioned melodic
elements of the introduction give rise to a majestic and manful, if somewhat
elegiac, theme stated for the first time by the cellos and basses. Then this
theme is elaborated in a variety of ways and followed by contrasting themes
whose melodic and rhythmical elements — curious to say — are derived from
the main theme itself (Ibid: 35)

Similarly, Georgi Khubov’s monograph (Khubov 1962) contains
an entire chapter demonstrating Khachaturian’s extensive indebtedness
to stylistic features of Armenian folk music, and features reasonable
discussions on a variety of musical topics such as the formal plan of the
first movement of the First Symphony.

Unfortunately, however, these publications have consistent
recourse to questionable arguments in an attempt to show that
Khachaturian’s body of work is closely aligned with the core tenets
of Socialist Realism. This is perhaps most notable in their frequent
application of phantom programmes, a term coined by Frolova-
Walker to describe an imaginary ideological programme given to
an abstract work by a commentator (Frolova-Walker 2013). Such
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ideological motives wholly permeate the books, attempting to portray
Khachaturian as the model Soviet composer which many Western
commentators have subsequently appropriated. Shneerson claims,
for instance, that “[t]he theme of love of his country, of his people
is manifest in all of his work. His full-blooded and joyous music is
imbued with the spirit of our days, of the novel features of socialist
society” (Shneerson 1959: 10), and that “[w]ith each new work grew
the popularity and fame of the composer, whose works vividly and
optimistically portrayed Soviet life” (Ibid: 79). Though writing many
years later, Yuzefovich nonetheless sought to portray the composer as a
committed Communist (Yuzefovich 1985: 2) and an exemplary model
for younger Soviet artists. In some passages, this idealised portrayal
borders on the ludicrous: Yuzefovich claims Khachaturian was able
to predict that Arno Babajanyan would have a “wonderful musical
career” while the latter was still in kindergarten (Ibid: 35). Moreover,
Yuzefovich deliberately downplays Khachaturian’s significant debt
to contemporary Western classical music, to the point of distorting
the evidence. When discussing his reminiscences of his composition
teacher Nikolay Myaskovsky, for example, Yuzefovich stresses that
Myaskovsky brought his students up on the Russian classics (Ibid: 43),
but omits to mention that Myaskovsky also introduced his students to the
work of contemporary Western composers such as Bartok, Stravinsky,
Hindemith, Berg, and Schoenberg (Myaskovsky 1964: 301-302). As
Khachaturian explicitly remarks, “[Myaskovsky] encouraged curiosity
in his pupils” about Western modernism (Ibid: 302).

Despite the usefulness of the interviews with Khachaturian
in Yuzefovich’s book, others written around the same time such as
Georgi Tigranov’s 1987 book are content to rehash earlier publications
and resort to familiar clichés and stereotypes about Khachaturian’s
work without examining the music closely. The opening paragraph
of Tigranov’s book illustrates the tone and general tenor of the work:

The history of art knows many artists whose creations shine like sunbeams.
Through storm and stress they carry faith in life, an exultation of freedom
and happiness. Such a creator was our marvellous contemporary, the
outstanding Soviet composer Aram IlI’ich Khachaturian. [...] He could
melt down the multifacted phenomena of life, complex social and moral
problems of the epoch, thoughts and feelings of his contemporaries in truly
living music, displayed concretely, expressive and clear to the nth degree.
His music is thrilling, sincere speech, addressing the people.

Khachaturian is one of those artist-enthusiasts, composer-narrators, of
which all his versatile activities asserted [...] the lofty ideals of Communism.
All of his life and creative path was inseperably connected with the fate of his
country [...] the thoughts and aspirations of the Soviet nation (Tigranov 1987: 5).
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On the whole, these Soviet publications devote far more space
to discussing Khachaturian’s supposed ideological commitment than
to musical analysis (Khubov’s monograph apart); Shneerson’s book,
for instance, confines itself merely to superficial description of the
Violin and Cello Concertos, and Khachaturian’s return to a more
diatonic musical language in the former is interpreted as a direct
response to Socialist Realism:

Khachaturyan’s Violin Concerto is extra proof of the fact that modern music
(modern in the strictest sense of the term) can win popularity with broad
democratic audiences and yet remain original and new. A searching and
original composer, Khachaturyan does not strive to obey the dictates of
modernistic fashion. He is fully aware of his duty as a humanist artist, of his
responsibility to his people and to his art. That is why, unlike some composers
who, faced with the audience’s indifference to their work, haughtily declare
that they are writing the ‘music of the future,” Khachaturyan composes for
his contemporaries. He addresses himself to them and from them he expects
a response. (Shneerson 1959: 53).

The appropriation of phantom programmes is most clearly
discernible in discussions of the Second Symphony, which is
presumed to have a programmatic basis reflecting the composer’s
artistic response to the events of the Second World War. Shneerson
asserts that Khachaturian sought “to depict the heroic struggle of
the people fighting against a terrible and cruel enemy, to glorify
the spiritual beauty and grandeur of the people defending their
music” (Ibid: 62). Writing about the first movement, he claims that
the “tempestuous development section, filled with acute conflicts
and reminding one of the tragic days of war, is interrupted by short
episodes of calm — reminders of the carefree past. But the visions
of peace are all too short-lived; we hear again the mournful tread
of the main songful theme bringing us back to the thoughts of our
suffering country, of the fierce battle with the forces of evil” (Ibid:
65). Though the work is undoubtedly suggestive of conflict, these
hermeneutic strategies are highly dubious.

Other Soviet commentators followed suit. Khubov described the
Second Symphony as embodying “[t]he idea of the life-asserting fight,
binding at the start the tragic and the heroic [...]” (Khubov 1962: 239),
and “[...] a dramatic poem of war, executed with connected hatred to
the enemy, the high ideals of freedom trampling them, of love, beauty
and justice; we hear sorrow, calling to vengeance, and an exciting son
about the spirit of great national heroism, overcoming grief, sufferings
and laborious death, in thorny paths to victory over the grim forces of
evil...” (Ibid: 237). Tigranov writes in a similar vein:
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Created in the years of the Great Patriotic War the Second Symphony — a
heroic-tragic episode narrating of the fight for freedom and independence
of the Motherland, about the greatness of the spirited exploit of the nation,
about the patriotism of the Soviet people. [...] Like the Seventh and
Eighth of Shostakovich, the Fifth of Prokofiev, the Second Symphony of
Khachaturian is permeated with a genuine humanism, with the belief in the
victory of the Soviet nation (Tigranov 1987: 64).

By way of conclusion, it is worth noting the composer’s own
writings on the matter of official interference in musical matters. One
of the most interesting of these indicates that the composer was not
in slavish conformity to the dictates of Socialist Realism, and was far
from uncritical of that doctrine. Writing shortly after the death of Stalin
in the November 1953 edition of Sovetskaya muzika he remarked:

So-called ‘monumental’ works were produced for choirs and grand
orchestras, and with nothing in them! But one had to put up with it just
because the title had something about ‘Love for the Soviet Homeland’ or
‘Struggle for Peace’ or ‘Friendship among the Nations’. But in the end life
itself gave a proper estimate of these works: they were forgotten overnight.
[...] no good art is produced by people constantly afraid of ‘saying the wrong
thing’ (Frank 1954: 80).

As Alan Frank has observed, it seems remarkable that these
intriguing comments were published at all. Further research
on Khachaturian, drawing on previously unconsulted archival
documentation available since glasnost’ may well offer a very
different view of the composer than the obedient conformist depicted
in Western writings.
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Lozeqh LLlyny

APAM XAYATVYPJAH N COITNIJAJTIMCTUYKHU PEAJIM3AM:
HOBO PASMATPAILE

(Pe3ume)

IIpemna ce, Ha mpBu momten, Hajsehm neo omyca Apama XadaTypjaHa
NPUKJIakba HOpMama COLPEANNCTHYKE ECTETHKE, MOCEOHO Kaja Cy y MNHUTamby
CrOBE CTHJIM30BAaHE CBOKAIIM]E TPY3UjCKE U jepMEHCKe (OJKIOPHE My3HKE, Kao
1 KopHuIIheme TPOona OpujeHTaIn3Ma U er30TH3Ma, 3aI1aJHOEBPOIICKH ayTOpH KOjU
Cy TMHCAJIi O OBOM KOMITO3MUTOPY OOMYHO Cy INpeBUlaly YMILCHHIY /1a Cy OBH
CTHJICKU €JIEMEHTH OWJIM PUCYTHHU Y EETOBOM OIyCY MHOT'O TIPE YCIIOCTaBIbatbha
COLIMjaIMCTHYKOT peain3Ma Kao 3BaHUYHE ecTeThke. Hema HEKHMX yMajJbUBUX
pas3irka y KOMIIO3UTOPOBOM MY3HYKOM je3HMKy mpe u mocie 1934. roauue, mTo
OIOHUPA TBP/IHhaMa H3HETUM Y CTaHJap/IHOj ITepaTypu kopuiheHoj Ha 3anany aa
ce XaJarypjaH J00pOBOJBHO MPUKIOHNO CTaJbHHUCTUYKOM ,,KOJIOHU]aJIHCTHYKOM
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MIPOjEKTy CTBaparma HalMOHAIHUX MY3MUYKHX KynTypa Ha KaBkady m y meHTtpan-
HoasmjckuM perryonnkama Cosjerckor Casesa. IlpernocraBka ma je Xadarypjan
610 y o0aBe3u jaa muiie Oje1a HCOPOMAHTHIAPCKA JIeja 10 Y30py Ha TPaIULIH]jy
ileitiopke TIPE/ICTaBJba JPACTUYHO TMOTPEIIHO TyMa4yeHe HEroBe KOMITO3HTOPCKE
€CTETHKE.

XauarypjaHOB My3WYKH jE3HK je JaJIeKO CII0KEHHU]H HEeTO IITO je CyreprucaHo
OBaKBUM KBaJM(uKaImjamMa. Maja je pycka My3udka TpaJullija urpaja 3HadajHy
yaory y popMupamy BeroBor CTHIIA, Yak U paHa nena nomnyt Ipuja (1932) u Ilniecne
ceuitie (1933) pediekryjy HMPOK Aujana3oH 3aM1a/IHOEBPOTICKHX MOJCPHHCTHYKHX
yrunaja (a Hapounto PaBenoBor onyca) BUX OJIJIMKYje CMEO TPETMaH XapMOHH]e
n 3By4HuX Ooja. OBa TEHAEHIM]ja je HACTaBJbeHa y XadaTypjaHOBHM HapeIHUM
JIeNIMMa; YaK je ¥y ocTBapemy nomyT Tpehe cumdoHuje, nmpeMujepHo n3BeieHe
1947. rogure Tj. Ha BpXYHIYy JKIaHOBJhEBE KaMIIamhe, MPUMETHO OJCTYIIAE O
KOHBEHIIM]a COIMjAIIMCTUYKOT peajgn3Ma y HEKOJIMKO BEOMa BA)KHHUX acmekara. ¥
OBOM WJIAHKY 3aCTyIlaM Te3y [a XadaTypjaHOBO CTBapaJIallITBO 3aCIyXKyje jeIHO
00jeKTUBHH]E pa3Marpame, Mambe onrepeheHo npenyoelhemrma Hero mITo je 10ca
O0uo cityuaj. Y 3aKkJbydKy aHaJM3MpaM Ha KOjU HAauWH Cy BPEIHOCHU CYIOBH O
HETOBOM OITyCy pe(IeKTOBaIN aKTyeJIHy €CTETHKY U CTHIICKE IIpeapacye u3 106a
XnagHor para.
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AncTpakr

[Tponop Typcke uMnepuje Ha bankaHCKO MOJIyOCTpPBO JIOBEO je 10 Mciamu3aruje
CTaHOBHUINTBA M CTBapama CennpUIHUX KYJITYPHUX yCIOBa, HAPOUUTO KOJ| OHUX
3ajeJIHULIA KOje Cy cadyBajie M HeKe HaBHKe W3 Iepuona xpuirhanctea. Y o0nactu
I'opa, Ha oOponuuma lllap-ruiaHnHe, »KMBU CTAaHOBHHIITBO YHjH TOBOP NPHUIIAJAA
TPYTH CIOBEHCKHUX je3WKa M KOje y CBOjoj 00pemH0-00MYajHOj TPAKCH CBETKYje
uciamcke 1 nojenuHe xpuithancke rnpassnuke: cyHet, bajpam, boxuh, Byphesnan
u apyre. Y CBETIy OBaKO CHEUU(PHUYHUX KYJITYPHUX OKOJIHOCTH CJIOXKEHOI MJICH-
TUTETA, paJl pa3Marpa My3nukooskiaopHy rpaly ['ope kpo3 KoHTEKCT U TekcT. Y
OKBHPY carjelaBaba MY3UYKOT KOpIlyca pa3asHajy ce MOjeJMHH CIIEMEHTH KOjU
ynyhyjy Ha Iepron mpe mpuxBaramka uciiama, Kao U Ha cepy TypCKO-HCTOImhad-
KUX KyJATYPHHX yTHLAja.

Kibyune peun
l'opa, opujeHTaNHN YTHLAjH, UCIaM, XpUIThaHCTBO, TPaJUIMOHATHA My3HKa

OcMaHIHMjCKO 1IApCTBO je Y 3aMaxy OCBajamba, HAPOYUTO TOKOM
XVI Beka (hoposuh 1989: 152—156), 3ay3eno mpuin4aH MpoOCTOP
wmpehu cBoj yruiaj ka EBporn, BenukoM n3asoBy 3a cynrate. bai-
KaHCKO T0JIyOCTPBO je OMIIO TEPUTOPHja Ha KOJOj Cy €& CMEHUBAIH
cTparellky noresu Hapupyhe Otomancke umrepuje u Aycrpoyrap-
CKe MOHapxuje, Koja je yysaia nosuuuje xpuurhancrsa (Baren 2002:
82—-84). YV cynmapy /1Bejy BETMKHX BOJHHUX CHJIA, PEJIUTHja U KYATYypa,
Hapoau bankaHa cy ce HalUM y BPTJIOTY, KOjU j€ TIOHEeKa i BOIUO H 10
MOTITYHE WIN JeIMMUYHE IPOMEHE ETHUYKOT U KYJITYPHOT HJICHTUTE-
ta. [Ipomopom Ocmannuja Ha bankan cpenunom XIV Beka (hoposuh
1989: 113), Typcko-ncroumadka KyiTypHa cepa ce HajBHILC LHPH-
na nenamusanujoM xpuihanckor cranoauuTBa (Vukanovie 1986:
153). Ha taj Haunn cy xpumhanu, y3 noucroBehuBame ca ocBaja-
YyrMa, TOKYyIIalu Ja Y3 PEIMTHO3HY MHUMHKPH]Y OINCTaHy Y HOBUM

* OBa CTyIM]ja je pe3yJTar pajia Ha NpojeKkTy Mysuxa u uzpauka mpaouyuja myuiuei-
Huuke u mymuuxymuypaite Cpouje (6p. 177024), punancupanor ox crpane MuHuc-
TapcTBa MPOCBETE, HAYKe M TEXHOJIOIIKOT pa3Boja Pemybnuke Cpouje.

I sanjaetno@gmail.com
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HCTOPH]JCKUM OKoJTHOCTHMa. KOHBEp3HMja BEpOUCIIOBECTH OmIa je Ma-
COBHa I0jaBa W 3axBaruia je bocHy n XepiieroBuny, o0acTu jyHO
on ianuHe Porosne u Hosor [1a3zapa, mpoctop Kocosa u Metoxuje,
AnbGanujy u aenose Maxkenonuje u byrapcke (Llujuh 1987: 310).

Masie eTHMYKe 3ajemHuIle Koje cy moj yTumajeM Ocmaniuja
MemaJie CBOj€ HaBUKE HUCY OMTHO yTHUIIAIEC HA cCaMy UMIIEPH]Y, aJld CY
bopmupane crnenuduyne jgokanHe uaeHrurere. OHe cy ersuctupaie
y cenyu MohHe np)kaBe cTBapajyhu CBOj KYJITypHHU MHKPO-CBET, KOjH
je ¢untpupao HoBonpuxBaheHe BpemHOCTH W mpuiarohaBao ux Beh
YCTaHOBJbEHUM OKBHPHUMA. Y TOM CMHUCIY, HAPOYHUTO CE€ M3/(Baja UCIa-
MH30BaHO MTPABOCIABHO CTAHOBHUIITBO TopOemia y Makenonuju u [lo-
Mmaka y byrapckoj (IIujuh 1987: 310). TakBy rpyny unne u ['opaHim
i ['opanu, xoju sxuBe Ha oOponuma [llaprnanunae y oomactu [opa,
10 K0joj ¢y M 100uan Ha3uB. ['opa kao reorpad)cka ¥ eTHUYKA [IETMHA
He npunaza y normyHoctu Cpouju, jep je HakoH [IpBor cBeTCcKor para
KOMICHja 3a pasrpaHHyea JoJenuia aeBeTHaecT cena KpasbeBuHu
JyrocnaBuju (cemaMHaecT ce Hanase y qaHammboj Cpouju, 1a y Make-
nonuju), a aeser Anbanuju (Jlyrosar 1955: 5). Tepmun lpuspencka
T'opa 6mxe onpebyje Hajsehu ieo [ope, koju TepuUTOPHjaIHO IPHIIA/A
Peny6mim CpOuju 1 MO3UIMOHNUPAH j¢ Ha IPAHALN ca AOAaHHjOM 1
Maxkenonnjom. Ha magunama [lape u y ;eHOj OIM3MHN Halla3e Ce jOII
TPH KyTI€ YHje j¢ CTAHOBHMIITBO MO CIMYHE MCTOPH]CKE M KYJI-
typHe npuiuke: Onosse, Cupunuh u Cpezcka.

JKurespu ope cy nponuti kpo3 Oypat npouec peaepuHncarma
HJICHTUTETA Y HCTOPH]CKO] AMMEH3UJH, @ HBUX0BA KYJITypHA [0CEO-
HOCT OMNHCaHA je y eTHorpa(bCKOJ, aHTPONOreorpahckoj, eTHOMy-
3MKOJIONIKOj W Jpyroj aureparypu.’ Tlopea mojequHauHKX paaoBa,
pacBeTJbaBamby FOpaHCKOT HAEGHTUTETa aonpuHeo je u ['eorpadceku
uHctutyT CAHY ,,JoBan l{Bujuh” mokpeHyBIIM HHTEPAUCITUTIIINHAD-
HU Hay4YHU MPOjeKaT, JeBEACCETUX IoJuHa MPOILIOT BeKa, MoJ Ha3u-
BOM ,,Pa3BOjHO-TIpOrpamMcke 1 (QyHIaMEHTAIHO-AIUINKATHBHE Hay4-
HE OCHOBE yOp3aHOTr pa3Boja MIAPIUIAHNHCKUX Kyna [opa, Onosbe 1
Cpencka”.> Y oKBHpY OBOTI MPOjeKTa HMaJla caM M cama MPHUIIHKY J1a
CIPOBE/IEM TEPEHCKA UCTPaKUBaba HAa IOMEHYTOM IIPOCTODY.

IIpoyuasarse MysuukodoiuknopHe rpahe Tope u meHe TpaH-
copmanmje, y KOHTEKCTY OCMAHIM]CKHX OCBajarba U HCTOYHAd-
KHUX yTHIlaja, BEOMa j€ CIIOKEHO 3a YCIOCTaBJhamhE JTUjaXpPOHU]jCKE
nepcrexkrue Oyayhu Aa je mpBa €eTHOMY3UKOJIOIIKA HCTPAKUBaHha
OBOT TpocTopa 3amoveo Tek 1946. romune Mwuoapar BacusbeBuh

2 'V ToM cMHCITY, OJT HEPOIIEHUBOT Cy 3Hauaja €THOTPa()CKH MOJAIM PyCKOT (PUIIOJIOra
u koH3yna VMBana CrenanoBuua JactpeboBa u3 apyre nonosure XIX Beka (Jactepe6oB
1995), xao u reorpada Mumnmcasa Jlyrosia u3 npse nonosune XX Beka (JIyrosair 1955).
3 Ogaj npojexar MHTEPIUCIUILTMHAPHOT KapakTepa Tpajao je of 1991-1994. ronume,
OKYITUBILIK JICCETHHE CTPy4Ymaka. IberoB Haj3HauajHUju pe3yaTar je 300pHHUK paaoBa
(AnTonujesuh u Pagosanosuh 1995).
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(BacusbeBuh 1950). OH je 3anucao U 00jaBHO YETPIAESCET IIECT jelI-
HOIJIACHUX I€caMa, IOMMHAHTHO MYIIKHUX TeBaya, a y Mamb0] MEpH
HA OCHOBY I'DYITHOT >KEHCKOT M3BOhema, 6e3 ocBpTa Ha KOHTEKCTY-
aJIHy paBaH. 3HauajaH MOMakK y OrcepBallijy TPaJUuIMOHATIHEe FOpaH-
CKe My3HKe Jlajia je ¥ JaHCcKa uctpaxkupauuiia bupre Tpepyn (Birthe
Traerup) ca MOTHYHO APYradyujoM METOJOJIOTHjOM TEPEHCKOT paja u
JIeTaJbHUJUM OTTMCUMa MY3HUKOT ,,0kpyxema’” (Traerup 1972, 1974,
1980).* Topancka meBayka Mpakca je HaydHO HHTPUTHpaia U Ma-
KEJOHCKE UCTpa)KUBaue IIE3/IeCeTUX M CeldameceTux roauHa XX
Beka. Pe3ynTar BUIIErOAMIIBLUX UCTPAKHUBaha je 30MpKa rnecama ca
ykynHo 400 mpumepa, Kojy je Ipupeano eTHoMy3ukojor Tprnko bu-
neBcku (buneBcku 2001).

Tepencku pan Ha Teputopuju ['ope, OIHOCHO BEHOT Jela KOjUu
npunaga Pernyomumu Cpbuju, cposena cam tokoM 1992. u 1993.
ronuHe. McTpakuBauku Mpoliec je y mo4yeTKy noapxkana Bykosa 3a-
Iy>KOMHA, a KaCHHj€ caM Ce MPUKIbYUYHIIa UCTPAXKUBAYKOM THUMY [e-
orpadckor nacturyta CAHY. Pesynrare OGenexxema TpauIiMOHAIHE
My3uke [ope o6jaBuia cam y HEKOJIMKO MamuX panoBa (CrankoBuh
1995; PankoBuh 2013), ka0 W y IUIJIOMCKOM paay OAOpameHOM
Ha Karenpu 3a erHoMy3ukonorujy @MY y beorpany, momx MeHTOp-
ctBoM Jip Jlparocnasa Jlesuha u komenTOopcTBOM Jip OnuBepe Bacuh
(CrankoBuh 1993). On ykynHo 17 ropanckux Hacesba Ha KocoBy u
MeToxuju, TOKOM HCTpaKMBamba caM o0uILIa BHuX 12, Mehy kojuma
cy: Bpanumre, [mo6ouuna, Pamua, bpon, Pecrenuna, JbyOosuire,
Mnuxke, Ophymia, Panema, bahka, Jlemrane u [param. ITopen om-
cepBanuje y camoj l'opu, HacTaBuiIa caMm ca MpOydyaBambeM OBE €T-
Huuke rpyne u 'y beorpany, 6ynyhu na Benuku 6poj ['opanama nanac
KUBHU y cprckoj npectonunu. [lopen tora, mparuna cam ropaHcky
TPaJAULIMOHAIHY MY3UKY U KpO3 Tpervie/ie CaBpeMeHOr BUIe0-Mare-
pujana cHUMJbeHOT y [opu, Kao U MmyTeM yno3HaBama ca UHTEPHET
MOpTaIMMa y OKBHPY KOjUX C€ MOry mpoHahu NmpUBAaTHU CHUMIIM

AparoLenH 3a npaherme KynTypHor Hacnieha [opanana. V' pokycy nc-
TpaXKHBama OWila je rOpaHCKa TPAIULHOHAIHA My3HKa, a MOCCOHO
NCBAbE, KA0 HajOUyBaHNU]H U HAJBUTAIIHU]JH CETMCHT FHIXOBE My3H4-
ke npakce. [lopen ncrpaxkrpada Koju cy O0paBUIHM y CPIICKOM ey
I'ope, mouetrkom oBor Beka, ox 2008. 1o 2012. rogune, yciaeauso je
1 €THOMY3HUKOJIOIIKO UCTpakuBamwe [opanama y AnbaHuju, Koje je
nnunupana Becenka TonueBa (TonueBa 2012). OHa je y OKBUPY CBOT
paja eKCIUIMLMpala BOKAIHY IpaKcy JBa ropaHcka cena u3 Aunba-
nyje (nmresan u bopje). Haxanoct, roparcka cena y Maxeno-
HUjU, YpBUY U JeloBjaHe, HUCY OuJia MPEAMET €THOMY3HKOIOMIKUX
UCTPa)KMBaa U JIeTaJbHUjE HayuHEe aHAIM3e.

4 Bupre Tpepyn y Topu je 6opasmma ox 1959. 1o 1966. roaure n cruMmIa je 470
MarHeTo(pOHCKUX CHUMaKa 1 3By4HH QUIIM y 00ju y Tpajamy oa 45 MuHyTa.
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CBeoOyXBaTHUM TOIVIEIOM JIOCAAAlIbUX HCTPAXKHUBaba YO-
yaBa ce Jla TpaJAullMoHaNIHa My3uka [opaHana reorpadcku mpocTop
YUHH ,,0NUIMJBUBUM U MapKHpa UHIUBUAYATHU U KOJCKTUBHU KyJI-
TypHH UACHTUTET. V3 BEHOT CI0jeBUTOT cajpikaja Ouhe uirauTanu
HajTPaHCIIAPEHTHU]U OPHjEHTATHU yTUIAjH, HACTAIIN K0 TUION KYJI-
TypHOT KoHTakTa. [la Ou ce uaeHTugpuKoBaIM O3HAYNUTEIbH ,,HOBUX
yIUIMBa TOTPEOHO je AedUHMCATH ETHUYKU HIACHTUTET [opanaima
CIIO3HajOM MpoIeca UCIaMU3alje Kao BaXHOT M YECTO MHUIUja-
HOT (pakTOpa y KyATYpPHHM IpOMEHama, cariefaTd MY3HKY Y KOH-
TEKCTyaTHO] paBHHU, Kao U T0jeIMHAYHE MY3UYKE TCKCTOBE M I10jaBe.

Ucnamuzayuja I'ope u etunuuxu uoeniuiied I opanaya

I'eorpadcka nosunmja F'ope u 6nu3una [Ipuspena, nonpuHene
Cy Ja ce oBa obnact Hale y cacTaBy CpellbOBEKOBHE CPIICKE JIPIKaBe
u JlymanoBor napcrsa. [IpBu nrcanu JOKyMEHT Y KOME C€ TIOMHBY
ropaHcka cena narupa u3 XIV Beka, kana ce y ,,XpUCOBYJbH 11apa
Jymana HaBoge obOaBe3e cejbaka KOjU Haracajy MaHacTUPCKY CTO-
ky (LHadapuk 1862: 307). Kuresmu [ope cy, npema eTHOrpadcKuM
noJlaliuMa, y TOM Tiepuoay Ownu mpaBociaBHu CpOu, MO3HATH MO
HOMA/ICKOM CTOYapCTBY, IITO j€ MOAPAa3yMeBao Ja JieTa IPOBOAC Y
['opu a 3uMe y TOIUIMjUM KpajeBHMa, YIIIaBHOM Ha TanimbanuMa Ma-
kenonuje, ['puke u Typcke (JIyroar 1955: 15). Ilopen crouapctsa,
oOpahuBanu cy 3eMJby M KpYWIU LIyME, a BPEMEHOM Cy C€ Ollpe-
JIETAITU 1 3a TiedanOy, Oymyhu na Huje OWiio JOBOJFHO OOpaIUBUX
MOBPIITUHA KaKO O¥ C€ CTaHOBHUIIITBO Mpexpanmio (Jactpebor 1995:
127; JIytoBary 1955: 24-26).

[lazom cpricke apkaBe MO TypeKy Biact, IlpuspeH je ocsojeH
1455, xana nmounme u3paxkenuja qomuHanuja OcMaHiIdja HA OBOM
npocropy (Jactpebos 1995: 32). IIpema uctpaxunsamnma TaromMupa
Bykanosuha, ynopeno ca BojHU4KHM OCBajarbuma Typiu cy node-
JIM MCIIAMHU3alijy CTAHOBHHILITBA Y KOCOBCKOMETOXH]CKOj 001MacTH
KpajeM cpenmer Beka (Vukanovi¢ 1986: 153). Yruuaj myxameiancke
BEPOHCIIOBECTH €€ OIVIEAA0 Y rpaljeH)y yJamuja, MpeTBapamy MpaBo-
CIIABHUX LIPKaBa y yamuje, ,,rypuetby” xpuiuhana, kKao 1y Apyrum
cerMeHTuMa xuBoTa (JactpeboB 1995: 32-33). V Topu je mporec
ucnammzaiyje ornodeo y X VI Beky,” a 3aBpieH je cpeauHoM XIX
BeKa, Kaja je y ceny bpox 1855. rogune ympia nocnenma xpunthanka
boxana (ucro: 136—137). T'opaniu cy npuxBaTtajiyd HOBY BEpy Ha Iie-
4anOu WK TPU CTOYAPCKUM HOMAJICKUM KpeTamkuMa Kako OH JaKiie

5 Tlpema peunma JacTpe6oBa, Ipoliec ucaaMusanuje je 6uo uzpasut ox X VI sexa ,,kana
Cy Cynuje MpH MapHUIamMa 1aBajiy 3a npaBo [opaHIrMa caMo ako npomeHe Bepy. Jbymu
Cy MEHAalli Bepy Kako OM Ha Cyly WIH [J¢ APYIZC HAHEIH 3710 CBOM CYHApPOIHHKY”
(Jactpebos 1995: 136).
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nposasuiy kpo3 Ocmancko naperso. IIpomeny penmuruje je nozar-
HO yOp3ano ynumtemwe [lehke marpujapimje, 6eKCTBO marpujapxa
Apcennja IV JoBanoBuha m HaMeTH IpUKHX BIIaJUKA M CBEIITCHH-
ka (ucro: 137-138). [Ipe ucnamuzanuje xutesbu lope cy HajBHIIE
koHTakTupanu ca Cpbuma u3 Cpenauke xKyre, Ka0 U ca CyCeAHUM
OnosseM. Mehytum, OnoJbIu Cy YIIopeno ca BEpCKOM KOHBEP3UjOM
YMECTO CPIICKOT ITOYEJIH J1a TOBOPE aJI0AHCKH jE3HK, IITO UX j& 10/1aT-
HO ynaseuio o ['opanana (ucto: 128). McimamuzoBanu AnGaHIu cy y
XVIII u XIX Beky Ounw ,,HajBEpHH]jE CIIyre U uyBapu Typcke” MmoKy-
maBajyhu 1a anbaHu3yjy CTAaHOBHHUIITBO MCIAMCKE BEPOHCIIOBECTH
paznuuute eTHUYKe npurnaanoctu (bapjakraposuh 2014: 220-221).

Naxo cy npuxBaruiu uciam, [opaniuu cy Tokom XIX Beka u
JlaJbe MOIITOBAIM MECTA Ha KOjUMa Cy OWJIM OCTaIl MPaBOCIABHUX
1pkaBa u Mma"actupa (Jactpedon 1995: 130—134). Aarponoreorpad-
CKa UCTpakuBama Jap Munucasa JlyToBla goHOCe OpojHE 1MOAaTKE O
MaTepHjaTHUM JJOKa3uMa KOju CBE0YEe O MPUCYCTBY MPaBOCIaB/ba y
T'opu (JIytoBam 1955: 43—44). YV XIX Beky je y ceny bpon joun yBek
nocrojana npkea Ceetor Hukose, y Kojy cy Jona3uie )KeHe Kako Ou
nanuie ceehe u nenuie kojad 3a aymie ympiaux (Jactpebos 1995:
139). ¥V tom nepuony, npema HaBoauMa JactpeboBa, [opaHIu HUCY
OWJIM HApOYMUTO PEIIMTHO3HU M Y YHWTaBO] oOiacTu je Omio camo 7
yamuja (UCTo).

Hakon ucnamuzanuje cy nuuHa uMmeHa y lopu mpomemeHa
(JIyrosair 1955: 15), a mocne JIpyror CBeTCKOT paTta ropaHcKa Ipe3u-
MeHa Cy HaCUJIHO al0aHM30BaHa y3 NMpehyTHY cariacHOCT Taallibhe
nosmtuuke Biaactu (Tomamesuh 1989: 53; bapjakraposuh 2014:
221).5 OHo mITO MX y MOTIYHOCTH OfBaja o AltbaHalia jecTe je3uk,
Ooynyhu na I'opaniu He roBope anbdancku (Tomameuh 1989: 51). Et-
Horpadcka u npyra aureparypa u3 XIX u npBe nmonoBuHe XX Beka
ynyhyje Ha 1o 1a ce y ['opu kopuctu cprncku je3uk (Jactpe6or 1995:
135; JlyroBam 1955: 43).” JIMHrBUCTHYKA UCTPAKUBAIA Y OKBHPY
npojekta ['eorpadckor nuncturyra CAHY ,Josan LlBujuh” monena

6 'V mpBOj MOTOBWHK TIPOIIIOT Beka y cehamy CTAHOBHWKA jOIT YBEK Cy OWIIa TO3HATA
HeKaJamma npesuMena (amunuja nomyT [Jparamesna y Jparamry, IlaBkoBua y
Jby6oBumity wim Pamuha y Jukanmy (JlyroBam 1955: 43). TokoM HcTpakuBama
ayTOpKe OBOT pajia youeHa je TeHJeHIMja Bpahama CTapux Mpe3rMeHa HITH JI0/1aBama
anbaHCKOM Npe3UMEHy HacTaBKa -u/i (Tako Ja je, Ha mpumep, npesume MOpaxumu
nocrajano Mopaxumosuh). OBa tenaeHnuja je 3aycrasibeHa HATO GombapaoBameM
Cp6uje, Taxo na Behuna [opanana u 1ajbe MMa HCTa IMEHA U TPE3UMEHa Kao a0aHCKo
CTaHOBHHIITBO.

7Y aHanM3M ropaHcKor je3uka JacTpe6os je octasuo crenehu sammc: ,,[opanu He Bone
Jla TOBOpe apHayTCKH H Tipe hie cBa ['opa ToBOpHUTH TYpCKH, HETo apHayTcku. Bimactu ce
Tpyae 1a cacBuM norypue [opy, Hamehyhu skeHama TypckH je3HK, 3a TO Cy HallpaBUIH
y Topu Koty 3a TypCcKH je3HK 3a JedaKe | JAeBojuHle. Y3amys cy ce Tpyamwm! Jlokie
Topaniy He Oyay CTyNWIIN y CPOITHHYKE Be3e ca ApHayTHMa, 1oTie fie 3HaTH camo CBoj
jesuk” (Jacrpebos 1995: 136).
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Cy 00yXBaTHH]y aHAJIU3Y, Y KOjO] j€ TOPAHCKH TOBOP Je(puHMCAH Kao
npena3Hu. Ha meroBo ¢popMupame yTHIao je AujaaeKaTCKu KOHTaKT
M CPOJHOCT Ca CYCEJHMM TOBOPUMA: 3allaIHOMAKEIOHCKHM 1 METO-
XHjCKUM cprickum rosopuma (Miagenosuh 1995: 110, 112). OH je
NPETPIICO U yHYTPAIIBbU Pa3Boj MO OPOJHUM YTHLAJUMA, Of KOJHX
Je HajcTapyju BIIAIIKH, 8 HOBHJU Cy TypcKH H anbancku (ucro: 110,
112). Yopkoc Tome, CIIOBEHCKa OCHOBA je3UKa HHje HapylleHa, YeMy
JIOTIPUHOCH YMIbEHUIIA Ja ce aena y [opu u 1aHac mikoiyjy Ha cpi-
CKOM ]€3HKY.

[Topen cprckux ayropa, FOPaHCKUM HICHTUTETOM M j€3UKOM
0aBWIIM Cy C€ U JAPYTd HAay4yHHUIHU, JoHOcehu pa3nuuuTe 3aKJbyuKe.
[Ipema HaBoguma Becenke ToHueBe, Oyrapckul JIMHTBUCTH CMaTpajy
na ['opaniu roBope ,,unct Oyrapcku’ je3uk (Tonuesa 2012: 65), nok
Ce y MaKeJJOHCKO] JINTepaTypH FOPaHCKH IOBOp pa3MaTpa Kao Jujase-
Kar MakeJoHCKor jesnka ([lpsomanos 2012: 268-292).

Bbynyhu na je y ropaHCKOM KyJATYpHOM CHUCTEMY KPO3 IPUMaE
UCjaMa M KOHTaKT ca OTOMAaHCKOM KYJITYpOM JOILIO JI0 MPOMEHa,
MOCTaBJba CE MUTAKE BUXOBOT €THUUKOT UACHTUTETA U OJTHOCA Ipe-
Ma JIpyruM 3ajeqauniama. Pagosan TomameBuh je y apyroj mosoBu-
HU TIponuior Beka ucrpaxusao [opy, Cpeacky u Ilpuspencku Ilon-
rop; CTaHOBHUIITBO OBHX 00nacTu AedUHUCAO KAO ,,IIOUCIAMIbCHE
Cp6e” 1 ycimoBHO UX Ha3uBao ,,HammHNuMa’ (Tomamesuh 1987: 47—
57). Ilpema tymauewy Taromupa Bykanosuha, paau ce o ,,moTant-
HOj eTHHuKOj ckynuan” (Vukanovi¢ 1986: 208-211), mTo roBopu o
HEJI0OBOJHHO CTAOMITHOM U ,,Kos1e0sprBOM” uaeHTuTeTy (TomarmeBuh
1989: 51-55; PamoBanoBuh 1995: 47). MunoBan PamoBanoBuh je
MPEJIOKHUO J1a UICHTUTET CTaHOBHMKA ['ope Oyne Mcka3aH y OKBH-
puMa JIoKajgHe HIeHTH(]HKaIje Kpo3 Ha3uB [ opaHIy, Kako He Ou
JIOLLLIO JI0 Mpolieca anbaHu3alyje v MOTIyHOr HeCTaHKa OBE €THUY-
ke rpyne.! OH je KOHCTAaToOBao Ja ce TOpaHCKa 3ajelHHIA 10 CBOM
»KYJITYPHOM U €THONCUXUYKOM €HTUTETY OUTHO PA3JIUKYyje OfI CBUX
OCTaJIUX MYCJIMMAaHCKHMX IOMYyJlaluja y 3eMJbaMa mnperxoaHe Jyro-
cnaBuje” (PamoBanoBuh 1995: 14). Y cBakoJHEBHOM KUBOTY HHXO-
Ba NMpyUMapHa uaeHTU(UKaIMja je uCKa3aHa nmojMoM [opaHail, yunme
ce cyOnuMupa YKyImHOCT CIOKEHUX KyATYPHHX Mpolieca Kpo3 Koje je
Ipouuia oBa eTHUYKa rpyna. Tepmun [opanuu Huje akTyejaaH caMo
Kpo3 camousieHTu(uKanujy Beh u Kpo3 uaeHTU(GUKAIM]Y TPYIIE O
CTpaHe JPYTHUX.

8 Jlo me3neceTnx roamna mponuior Beka, y oksupy Ousme C®OPJ, cTaHOBHHUIITBO
HCTaMCKe BEPOHCIIOBECTH je MOITIO Ia ce ompeaenn kpo3 cieache ogpennume: Cpou
Mycnumanu, Xpsaru Myciumanu, Makenonun Mycinmanu u HeonpeaesbeHr Myciu-
Mmanu (Pagoanosuh 1995: 15). MehyTtum, noauruuka oulyka aa ce CBU IPHUIIAJHUIU
MyXaMeJaHCKe BEPOHCIIOBECTH O3HAYaBajy kKao MyCIHMaHH IOBeNa je 0 Tora aa ce
€BUJICHTHE Pa3JIMKe KOje€ MOCTOje KO MOjeMHUX IpyIia MOTIYHO 3aHEMape.
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[Tosuara T'opa’: kownitexciuyanna pasan

My3uuka u miecHa Tpaaunyja ['opanana KuBHM y pa3iuduTUM
KOHTEKCTYalTHUM PaBHMMA. Y OKBUPY CHEIU(PUYIHOT 0OpeaHO-00u-
YajHOT OKBHpa YBPCTO YCTAHOBJbEHE IMPAKCE Cy OCHOB 3a XOMOTe-
HOCT KYJITYyp€ U €THUYKOT UJEHTUTETa. EbXOBOM JAEKOHCTPYKIIH)jOM
MOTY C€ €BHJICHTUPATH PAa3IHUUTH YTHIA]JH, IITO CE UIIYNUTABA U3
TOIMIIKET U KUBOTHOI IMKIyca oOpenHux paorahaja. Ha ocHoBy
HCTPRKMBAIbA koja je cuposeo I'eorpadeku uucruryr CAHY ,Jo-
BaH [[Bujuh”, y npyroj nosoBuHU MpoLUIOT Beka, 3amnaxa ce aa [o-
PaHIM TOKOM rofuHe npastyjy boxwuh, Bor0JaBJLaH,e DypheBnan u
nBa bajpama, 10K je >KMBOTHH OKBUP CBAaKor' MOjeIUHIIA OOeNeKeH
CYHETOM, {OKI0OHOM, cBafOoM U caxpaHoM. [IpocnaBmmame boxuha,
borojaBmsema, Cetor TpudyHna u Byphesnana Ha akiIMOHOM TUTaHY
Je cBesieHHje Hero y 00acTMa HaCTabeHNM MPUITAIHHULIIMA [IPABO-
cnaBHe BepoucnoBectd. CtanoBHUIITBO [ope je obenexaBano bo-
xwuh, borojaBmsame u Ceror TpudyHa camo y 1nojeIMHUM MECTUMA,
nok je byphesnan, ogHOCHO BypeH, MpociaB/baH y YUTABO] FopH.
[To ny>xuHU Mpa3HOBamka, PA3HOBPCHOCTU OOPETHUX AKTUBHOCTH U
OoraTcTBy My3HUYKO-TIECHE Mpakce, Dyphesnan u cBaabda 3ay3umajy
LEHTPAJIHO MECTO Y BpelHOCHOM cucTtemy [ opanaria.

boxkuh ce cBetkyje y ceny bpon,'” rie ce 006aBibajy camo Heke
Ofl paAlbi TUIIMYHHUX 32 MPABOCIaBHE BEpHUKE: KyBambe JKUTAPHIIA,
kuheme Bpara Kyhe H eKOHOMCKHX 3rpajia XpacTOBHM IpaH4HIiama
(AnToHMjeBrh 1995 83) u Mememe OOKMNHOT Koma4ya, y KOjU ce
cTaBiba ,jaka napa” (Crankosuh 1993: 22). Y bpony je 3a0eeKeHa
1 JIBOITIACHO U3BE/ICHA MlecMa KOjy Cy MeBavyHIle OKapaKTepucanie Kao
0oxuhHy (McTO: 22), aH KOja IO CBOJUM MY3HWYKO-TIOETCKHM Kapak-
TEepUCTUKAMa HE KOPECTIOHNpa ca MpUMEpUMa UCTOT KaHpa Yy JIpy-
rum kpajeBuma Cpouje u bankana.

Hopen boxnha, y Topu ce kao 3HauajaH NPasHUK HOMHEGC
Ceeru TpudyH, koju je y ceny /lukanue nosHaruju kao babun oan.
HampaBibena nmyTka y o0nuky 60ade Oamana je Tor JaHa y peKy, YnMe
ce CUMOOITMYHO Tepasia 3UMa U3 Cena, y3 peun: ,»ATaHac, TaHac, Bpa-
TH JeTo Ha Hac...” [loMenyTa mpakca ce moBesyje U ca TpaJuliijoM
OaNKaHCKHUX CToqapa Bnaxa anu u xpumhanckum CB. ATaHacoMm Kao
MOOPOYMHUTEIEM M 3alITUTHUKOM crodapa (AnToHHMjeBuh 1995:
84). Naxo obenexaBame Creror TpudyHna He moapazymeBa nocedan

9 Hosnaitia I'opa je onosut HacnoBy kimure Becenke Toruese Heitosnaitia I'opa, Kojum
je MOTIyHO MpeHeOperHyTa YMIESHHUIIA J1a Cy 3Hamba 0 KyITypHu [ope cTedeHa u paHuje,
3axBaJbyjyhn HcTpaxkuBamuMa cTpydmaka n3 CpOuje, npe noceehuBama ToHueBe
oBoj Temu. CaMuM THM, JIOK je anbaHcku aeo [ope npe ucrpaxuBama ToHueBe OHO
HETO3HaT, CPIICKH Jieo [ope je O1o mo3HaT KyATypHO] U HAy4HO] jJABHOCTH.

10 TIpocnasmame boxuha je, mpema 70 caja MO3HATHM TIOJAIIMA, 3a0eTeKEHO CaMo
y Hacesby bpog.
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MY3UYKH PEIIepTOap, BaXXHO j€ H3ABOJUTH U IOMCHYTH 0Baj IPA3HHUK,
KOJU Ka0 PEIUKT MPETXPUITNAHCKOT (MCTO) M XpHUIThaHCKOT Iepro/ia
MOCTOJU U Y OKBUPHMA HCJIama.

Haxon Cseror Tpudyna, nponehHe CBETKOBHHE MOYUBY iO-
KJIOHOM, OJHOCHO pa3MeHOM JapoBa mpe cBajbe.!! MehyTum, 1ieH-
TPaJIHO MECTO Y TONHILIBbEM ciiefly obudaja 3ay3uma byphesnat, kao
XpuIhaHCKH U CTOYAPCKU IPa3HHK, KOJU CE MPOCIaB/ba HEKOIHKO
nana, a Hajuenthe ox 5. 10 9. maja (CrankoBuh 1993: 18-19)."? Un-
TEpPECaHTHO je J1a je HaBUKa MPOCaB/baba TOJUKO YKOPEHhEeHA Y To-
PaHCKU WACHTUTETCKU KOJI J1a ¥ IaHac, KaJa je CTOYapCTBO Y Mamb0j
MEpH 3aCTYIUbEHO a XpUIINAaHCTBO MOTIYHO U30pUCAHO U3 PEJIUTH-
o3He npakce, [ opaHiu npasnyjy Dyphemaad. AKIIMOHH TUIaH CBETKO-
BHHE IO/Ipa3yMeBa Opame pa3IMuuTOr OuJba, IUIETCHE BEHIA, KOJU
ce CTaBJba M3HAJ Bpara, KPMJbEHE CTOKE, CBUPAIbE Jieuaka y BpOoBe
cBUpalie — bopuje, JbyJbambe JeBOjaKka, UTPY HA OTBOPEHOM MIPOCTOPY
(Ha MMBaM WM Kpaj JEKOBUTE BOJIC), CTABJhAhE Macja y KHUTO, Ta-
ponujy cBagbenor oopena'® ura. (ucrto: 18; Antonujesuh 1995: 85,
87). Ilpocnasibame DypheBaana nparu 6orata My3ndka rmpakca: Bo-
KaJIHO U3Boleme )keHa, MyIIIKa UM MEIIOBUTA UTPa Y3 IIPaTHy 3ypiiu
U TylaHa, U Urpa JeBojaka y3 necmy u aaupe. LlenokynHa mysuuka
U TUIECHA aKTUBHOCT y OKBHPY ypheBaaHCcKor oKymibama O/IBHja ce
y npupoau.'* TpeHyTak y koMe ce IeBa HHje Ta4yHO yTBpheH, anu je
BaXXHO J1a IECMY MHTEPIPETUPA]y KEHE WM JIEBOJKE Ha OTBOPEHOM
MIPOCTOPY U Jia cy TeKCTOBU nocehenu cBeTkoBamy Dyphepnana.

[Topen Byphesnana, Hajpeha naxma yuTaBe 3ajeTHUIIC yCMe-
peHa je Ha ofpKaBame cBai0eHe IIEpeMOHHM]e. Y TPOIIJIOCTH CE OBaj
0bpex obaBbao Hajuewhe JIETH, jep Cy y TO Bpeme nedanbdapu poia-
3HIIM Y 3aBUYQj, TC je MOCTOjaa MOTyhHOCT /ia ce 00aBe BeHYambA.
3aro ce, y cily4ajy TOpaHCKe TpaJullfjcKe KyJIType, cBajada Koja ce
OJIBHja y JICTHEM MNEPUOy MOXKE TYMauWTH HE CaMoO Kao JIe0 KH-
BOTHOT Beh 1 Kao 11e0 rouiber uuKiIyca. BaxHy yiory Ha cBanou
uMajy ulytianu 'y CacTaBy wiajpu, kako I'opaHIn Ha3HBajy MHCTpY-
MEHTAJIHE cacTaBe Koje YhHe Tpu 3ypinaiua u Tpu tynanuuje (Tpepyn
1980: 483). CBupauu cy Pomu u3 Ilpuspena, 6e3 kojux cBagda nma
KaMEpPHHJH U HE TAKO ITOMIIE3aH KapaKTep, KakaB J100Hja ca CHAKHUM

11 To je 61O TpeHyTak y KOMe Cy yueCTBOBAJlE CaMo JKeHe U JIEBOjKE, OJHOCHO MJIaJi0-
KemHHe pohake Koje Cy oIazmiie KoJ Miaje Ha pydak. Hakon jena, ycnemuo 6u na-
pHBame, a OHJIAa Urpa ¥ IIecMa y3 Jlaupe WK m3uke (yCHAa XapMOHHUKa), Koje Ou cBupana
HeKa Of] IPHCYTHHX KeHa.

12 TIpeu man npocnase Byphesaana je 5. Maj u Ha3uBa ce iwpaghke, APyTH AaH je 6. Maj
u I'opaniy ra 30By — ioiure. Ha3us iupagxe ce 0THOCH Ha TpaBe U OUIbE KOj€ C& TOKOM
Hpa3HUKa CaKyIlba y TOJbY, JOK CEMAaHTHKA PEUH iHoluKe 3a caja HHje yTBpheHa.

13 Tlopen mecme u urpe, ToxkoM Byphepnana y ceny Miuke MyIIKapIy Cy M3BOIMIH
U CBOjeBpCTaH TeaTap npasehu mapoaujy Ha cBagOeHU 00pel ca TPaHCBECTUPAHUM
nmukoBuMa (AnToHHUjeBrh 1995: 87)

14y ceny BpanumTe To je 61umo MecTo Branika, a y cemy Minke MHIKH MOCT, UTJL.
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3BYKOM 3YpJIAIKOT cacTaBa. YKOJIMKO HUje OUJI0 CBUpaya Ha 3ypiama
W TyIIaHMMa, CBaJIOCHU TOK j€ TpaThjia CBUPKa KaBaJia, IeBambe 00-
pEeAHMX Tecama WIH MeBambe y3 aaupe (UCTo).

bupre Tpepyn je moceOHO nCTpaxuBaia MHCTPYMCHTAIHY
MY3HKY Ha TOPaHCKO] CBaf0K 1 OaBHIa CE HBCHOM KOMIUICKCHOLINY,
kinacudukyjyhu je Ha: pUTMUYKHU 3HAK, My3UKY KOja MpaTu MOBOP-
Ke, Hebeil W Hubei (HU3 UMITPOBU3AIIM]A WM Tecama), My3UKy
y3 KOJIO M MY3HUKY y3 criopTcke urpe (ucro: 484-485). OBa nojaemna
UCXOJM U3 KOHTEKCTa y KOME Ce My3HKa U3BOJHU jep je, Ha IpuMep,
PUTMHUKH 3HaK TPEHYTAK KaJla MOMIIU U3 MIIaJloKemhHe Kyhe n3na-
3e y cycper Mmy3uuapuma. Hubeiu ce n3Boau 3a joMahHa UM rOCTe
U IIPEJCTaB/ba MEIU3MATUYHY 3ypJalllKy CBUPKY Y rubato MeTpopu-
TMHYKOj OpraHu3aiuju. My3uka Koja je mpaTuia CBaJ0CHe TOBOPKE
VIJIaBHOM j€ 3aCHOBaHa Ha IMecMama pa3Iu4uTOr MOpeKyia: TopaHc-
KHUM, TYPCKUM, POMCKUM, a710aHCKUM, MAaKEZIOHCKUM U IPYTUM (HUCTO:
486). bupte Tpepy1 je 3a0enexuiia v jeIHy TYPCKy IecMy Koja HOCH
Ha3uB En 2asunep (MCTO), a KOja TOKOM KaCHH]JUX TEPEHCKUX OTICEP-
BallMja KpajeM IpoIuIor BeKa HUje UAeHTH(HUKOBaHA.

Ceup je y mponuioctu OMo €0 TOPaHCKE CBai0€ Y OKBUPY Kora
Cy OpraHU30BaHe TPKe KOHha, BUTCIIIKE UTpe, Te O0pOe nenrBaHa Koju
cy nonaswmm u3 Typcke u Makenonuje (CrankoBuh 1993: 18; AH-
tonujeBuh 1995: 88). Tom mpuirMKoM je 3ypiarika HHTepIrpeTanja
Takohe monaswmia 10 u3paxkaja rnparehu yutaB TOK TakMuuewa. Ha
OCHOBY YCMEHHUX CBEJJOYaHCTAaBa MOXKE CE€ MPETIOCTABUTH JIa j€ OBaj
neo oopena y ['opu HecTao TokoM Japyre mojoBuHE XX Beka ¢ 003u-
poM Ha To 1a TokoM 1990-ux BuIlle HUje OMO Yy TIPAKCH.

[InecHa akTUBHOCT y OKBUpY CBaji0e U JaHAC C€ U3BOJHU Y3
3ypie U TylaHe, Maja cy IMOCJIeIbUX JeleHH]ja CBE MOIyJapHUjU
MOJICPHHU €JIEKTPUYHH CACTABH Yy KOjUMa je INIaBHU UHCTPYMEHT KJia-
BHjaTypa. Y OKBHUPY cBajOeHOT oOpeaa, KOME caM IPHCYCTBOBaJa
JIeBE/ICCETHX TOAMHA IIPOLLIOL BEKa, yOUCHA Cy JIBA KIby4HA MOMCH-
Ta y KojuMa Mrpa Mma 3HadajHy ynory. IIpsu je xeHCka urpa Koja
ce y TOKy HOhM M3BOIM y LIEHTPY cela, a kojy lopaHuu Ha3uBajy
mawana (CraakoBuh 1993: 14). Tom nprJIMKOM HHUCY UTpajie caMo
’KeHe Beh u MylIKaplu, ajy Cy IIaBHU aKTepH, Ha MECTy KOJOBOhe
TOKOM u3Bohera — neBojke.!® JIpyru BakaH MOMEHAT je APYror JaHa
cBaj0e 1 Takohe mpejcTaBiba BULICYACOBHY HONHY WIPY y LEHTPY
cela, IPHU YeMy je KOJIO BOJIMO MIIaJIOKEHa ca CBOJUM IpHjaTesbuMa
u poljauHMa. OBoOM HUIpOM Cy MJIaJIEHIIM IPUIIPEMaHHU 3a TpBYy Opauy-
HYy HOR, jep je To OMo TpeHyTak Kaja Cy MPBU MyT MOTIIH Ja UTPajy

15 Viory npBor urpaua y koly MMa MIIafia, Koja je KaCHHUje IPBEHCTBO y UIPH IIpeaBala
CECTpH WJIM HEKOj Apyroj pohaku. Ha Taj HauMH ce maajHectda onpaniraia o YUTaBe
3ajeIHUILE, jep je OBOM Jioraljajy mprcycTBOBAJIO YATABO CEJI0 — HEKH Y CBOjCTBY HI'paya
a IpyTd y CBOjCTBY mocMarpada. JIOMHHAHTHHA MIpavkd oOpasail ¥ OBOM IIPHUIHKOM
[IpUNajaa TUIY 1aK0Z KOJia TOKOM BUILIEYacOBHOT IiecHOT Toka (CtankoBuh 1993: 17).
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jemHo mopen apyror. TokoMm cBaj0e MoCTOju U3BECHA POAHA T10/era,
jep JKEeHE YUYeCTBY]y Y PUTyaJIHUM CETMEHTHMa CBaade, JTOK MYIII-
Kaply JOMUHHPA]y Y IeJIOBUMa o0pe1a Koju MOHEKa I U3UCKY]y Behy
coboy y MmoHaramy. ¢

[Topen mHCTpyMeHTAIHOT M3BOhema Ha 3ypiiama, [eJIOKyIaH
CBaJIOCHU TOK MPATHUIIO j€ 0OpETHO JIBOTTIACHO MEBAaE )KEHA, KOje CY
M3MHUIILbAJIC TEKCTOBE IIecama Koje je Omio npuroaHo pehu y onpehe-
HOM TPEHYTKY (mpumep Op. 2), a moceOHO Kaja MIIaay wapajy, npu
OIpaIITamky O/l POIUTEha WU Kajia cpamyje.'” [llaparwe ce ofBUjao
BeYE Ipe oJyIacka U3 poauTesbeke Kyhe u moapasymenao je gpapoame
PYKY M KOCE KaHOM, JIOK Cy C€ Ha JIMIe HaHOocue cnenuduyune 6oje,
TaKoO J1a JIelTyje Kao Macka ca TaukoM — fiukom Ha deiy. lllapame nuia
j€ 3aCTYIJbEHO U KOJI OCTAJINX MCIAMU30BaHHUX CIIOBEHCKHX Tpyma y
Cpenaukoj >xynu Ha KocoBy n Meroxuju, Makenonuju, byrapckoj u
kon ['opanana y Anbanuju (Toruesa 2012: 116—117).

[Topen cBanbe, cyHET WM OOpe3uBambe CHaja y BaskaH Cer-
MEHT KUBOTHOT ITUKJIyca M JICO j€ UCIaMCKOT BEpCKOT oOpea Koju
je y IpoIuIOCTH U3BOAMO CeOCKH xolia. OBaj CBEUaHH TPEHYTaK TOJI-
pasymeBao je aa ce aewa obnade y HapOJHY HOLIbY KOja Ce HPaBH
crienyjaiHo 3a BbuXx. CaM YMH CyHETa U NMPHMamke J1apoBa MOTIYHO
KOPECIIOHMPAjy ca U3BOheHeM 0BOr 061Haja y APYTrHM MCIaMCKUM
3ajeHMIIAMa. 3ypiie ¥ TyHaHu cy Takohe Hen3OexaH Jeo mpociase,
noceOHo 3a umyhHuje noponuie. Yurtas norahaj mpatuio je odpen-
HO TIeBamE CTApPHUjUX KEHA KOje Cy, Kao M Ha cBanOu u byphesnany,
CMUIIJbAJIE 0JiroBapajyhe TEKCTOBE 3a Jieuaka 3a Kora ce opraHu3syje
cyHet (mpumep 0p. 3).

Mysuuko mapkuparse tipociiopa

My3uka cBojom nepdopmarnBronthy omoryhasa aa ce onpelhe-
HU TIPOCTOP, Y OBOM CIy4ajy reorpadcku, o3HayaBa M MpETO3Haje
K20 MECTO y KOME Ce ofipakaBa ofpeheHH KyITypHH HIEHTUTET
(Bohlman 2012: 4). Ha Taj HauMH OHA CBOjUM (DU3HUKHM »TpHCY-
cTBOM” MapKHpa Taj MPOCTOP U YUHHU Ta KyITYPHO ,,0NUIBUBEM
¥ ,,BUIJbMBAM” . Y TOM CMHUCIy ce My3ndKka Tpaauimja Ilpuspencke
['ope carneaBa Kao CJI0jeBUTa U CIIOXKEHA, jep C€ Y HOj MPEro3Hajy

16 CpojeBpcHU eeMeHTH TeaTpa U ,,CHeKTakia” BUAJBUBU Cy Y H3BOhemY MyIlIKe Urpe
HOJT MacKaMa — yuyesyu. Y 1H0j y4eCTBYje TPAHCBECTUPAHH MYIIKH JIHK — HEBECTa, KOjy
j€ oIl HacpTaja Apyrux Mylikapana OpaHHO MiIaJoXKema ca MackoM Jene (AHrtonujeBuh
1995: 88).

17 enrpanuu norahaj y kyhn Mnanoxkeme, HAKOH J0Tacka HEBECTe, jecTe J1a OHA cpa-
myje. To je 3HAYMIIO 1a MJTala HEKOJIMKO CaTH CTOjU TOTOBO HEMIOMUYHO 03 KOMYHHKa-
yje ca octainma u 0e3 KOH3yMupama xpaHe. JIok je Miaja crajana, y coou cy Omim
M3JI0KEHH HeHHU TAPOBH U JIEBOjavKa CIipema.
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Pa3IMYUTU KYITYPHU YTHULAJU KPO3 BOKAJIHO, BOKAJIHO-UHCTPYMEH-
TaJHO U MHCTPYMEHTAIHO n3Boheme. CarenaBameM TpaIuuoHa-
HE MY3UKE M HEHOI HcIoJbaBama ) cenyu OTOMaHCKE UMIIEpH]E,
WHTPUTAHTHO j€ CIIO3HATH JIa JIM j€ M KaKO OpHjeHTajHa KyJTypa
ycMepuina My3udke nponece y ['opu Bpiehu ,,ciospamimbu yTunaj”
— akyarypauujy (Merriam 1987: 303). Mako ce BehnHa 0cMaHCKUX
yTHUIaja Y €THOMY3HKOJIOIIKOM AMCKYPCY TyMauH Kao JIe0 OpHjeH-
TAJIHOT KYJITYpPHOT CHCTeMa, He Tpeba 3a00paBuTH J1a je y Mporecy
MIPEHONICHAa UCTOYauKe ecTeTHKe Buzantuja npBoOUTHO ogurpaia
3HauajHy ynory (Jesuh 1983: 123; Jovanovi¢ 2012). Y my3unu 6a-
KaHCKUX Hapopa Jlparocias JleBuh je 3ama3uo W eleMeHTe Koje je
neduHMCa0 Kao CropauvaH yTHIA] aparCKO-TIEPCHUJCKE MEJIOIUKE
(Hdeuh 1983: 123). MehyTum, TEmIKo je yBeK MPEHU3HO pacro3Ha-
TH Pa3IMYUTE KYITypHE TBOPEBHHE UCTOYHAYKOT IOPEKJIA, 1A CE TO
KOMIIEH3Yj€ YONIITEHUM Ha3WBHMa OpHjEHTAIHU, TYPCKU WIHU HUC-
tourbayku. OHO mMTO X 00jenumyje jecy Typuu U HUXOBA BOjHA U
JIpYILITBEHA JOMHHAIIM]jA, KOja je Ha pa3IMyuTe HAYMHE YYBPCTHUIIA
»OPUJEHTAIHU AyX” Yy TpaJuLIMju MHOTHX Hapozaa. CTaloHupameM
Typaka Ha moapydje KocoBa m MeTtoxuje n0uuio je 10 CHaKHHUX
JIPYLITBEHUX TpaHcopMalMja U KOHTAKTa JBEJy Pa3lIUYUTHX KyJ-
Typaux coepa. Ilpema tymauewy Pagmune [lerpoBuh, muxoBoM
WHTepakiujoM, modeBmu ox XVI Beka Hacrama je ,,OpHjeHTalHa
akynrtypanuja” (Petrovi¢ 1974: 156—-157). YUak u HakoH bankaHckux
paroBa U TypCKOT MOBJIa4YeHha, TBOPEBUHE UCTOUHAYKE TPOBEHU)CH-
1[1je OCTaje Cy YKOpEHhEHE y KyATypHe Ipakce OalKaHCKUX Hapoaa
(Petrovi¢ 1974; [euh 1983; Mumnojesuh 2004: 37; Pennanen 2008:
127-147; Jovanovi¢ 2012: 183-202). Jla 6u ce TOBOpUIIO O OPH]jEH-
TaJIHUM YTHIIajIMa y TOPAHCKOM MY3UYKOM jE€3HKY, TOTPEOHO je ca-
IeJIaTH 1ITa je Y A0CaJalllbUM €THOMY3UKOJIOIIKUM UCTPaKUBAHHU-
Ma Je(hUHUCAHO KA0 OpUjeHIlaIHO WITH HYPCKO.

VYBua y My3ndKko(OJIKIOpHA MaTepHjasl KOjHu je 0 caja 3amu-
cad Ha KocoBy 1 MeToxuju rnokasyje 1a y KOMEHTapuma MpuKyIbe-
He rpalhe He u30cTaje 0aBJbEeHE CIIOBEHCKUM, UJTH OMIITEOAIKAHCKUM
Ka0 OTEJIOTBOPEH-EM CPIICKOT Y MY3MUYKOM TEKCTY, U ca JIpyre CTpaHe
LHapyroctuma”. TyMadema My3UdKOT MaTeprjalia y CBETITY HCTOUHa4-
KHX yTHIaja cy OpojHa M HaJa3uMO UX KoJl BehuHe €eTHOMY3HKOJI0Ta
u menorpada (Bophesuh 1928: 20; Bacumseuh 1950: 341; Bartok
1951: 59-65; Petrovi¢ 1974; Munojesuh 2004: 29; Jovanovic¢ 2012).
Hparocnas JleBuh je pazmaTpao opHjeHTaTHE YIJIMBE Ha MY3HYKO-
dbonxnopau marepujan KocoBa u Meroxuje komeHTapuIryhu My3ud-
Ky rpahy kommo3utopa Musnoja MusojeBuha. OH ce moceOHO OCBp-
HYO Ha IpaJICKe U CEOCKe TecMe, Koje je MuitojeBuh Ha3Bao mecmama
Sropmer” u , omer cinoja’ (MmuojeBuh 2004: 29). Ceocke necme
Cy O3Ha4yeHe kKao (hopMe Koje UMajy ,,00ei1exja CJIOBEHCKE KyaType”,
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JIOK Cy TPaJICKOj My3UIU MIPUIIMCAHU €JIEMEHTH 3aaJHOEBPOIICKE U
,,ACTOUIbAYKe KYITypHE cepe”, HITO je 03HAYEHO Kao KapaKTepUCTH-
Ka ,,0ankaHckux necama’ (ncto). OBy KOHCTaTalujy He Tpeda y3eTtu
0e3 pesepse, ¢ 003UPOM Ha TO Ja je TOTOBO HeMoryhe na ce Hujenan
€JIEMEHT TYpPCKO-UCTOUIHAYKUX YTHUIAja HUjE OIPa3HuO U Ha CEOCKY
MY3HUKY, Ka0 M TO J]a jé My3UKa U3 TPaJCKUX CperHa NpuxBaTaHa u
y CEOCKHM moapy4juma. TpaauiuoHanHa My3uKa pypajHUX Cpeau-
Ha Ha KocoBy n MeToxuju HHMje JOBOJHPHO MCTPa)KEHa, MOCEOHO KO/
CTAaHOBHHMKA KOjU Cy MPUXBATUIHN UCIIaM, IITO OM CUTYPHO HPYKUIIO
HOBA Ca3Hamba 3a pazMarpame OBE TeMe. Y HEKHM CilydajeBUMa Kao
MOCJIeINIIA KYJATYPHUX KOHTAaKaTa HacTajy HoBe (hopme, T€ je TEIIKO
JaCHO pa3rpaHUyUTH ,,IPYTOCT” O] OHOTA IITO UAECHTU(HUKY]jEMO Kao
JIE0 YCTaHOBJbEHUX BpEeNHOCTH jemHe mpaxce. C o03upom Ha Mu-
nojeBuheBe omacke, kao u JleBuheBy HaydHy Haarpajmy, MOXKE Ce€
pehu fa ce UCTOuauKK €JIEeMEHTH UCII0JbaBajy KpO3 pernepTroap, nH-
CTPYMEHTE U MY3UUYKU TEKCT y BHUJLy UIPE ,,Ha KaJlalJOJHO”, IeBamba
y3 OKpETame TEICHje, yrnoTpede OpHjeHTaTHUX HHCTpyMeHara, '® kao
U KpO3 M0jaBy MIPEKOMEpPHE CEKyH/Ie, MaKaMa U MeJIU3MaTuke (UCTO:
28, 34-39). Ilopen /leBuha, u xox nIpyrux aytopa ce 3amaxka MHTE-
pecoBame 3a UCTOUAUKe €JIEMEHTE KOjU Ce MOHEKaJ| WIIYUTaBajy
Kpo3 aHanuzy jectBuma (bophesuh 1928: XV; Barték 1951: 59-65;
Pennanen 2008: 127-147; Jovanovi¢ 2012: 183-202).

OpujeHTanHu yIUIMBY HA TUIAaHYy MY3UYKOT KOpIyca y Haylu
ce uckazyjy uspazom azauypka (O’Conell 2005: 177-178; Pettan
2007: 89-98), koju 3HauM ,,Ha Typcku HaunH~ (O’Conell 2005: 177-
178). Cranu6op IleTan je ekcrummmmupao oBaj KOHIEIT Y OKBUPY CPII-
cke U pomcke my3uke Ha KocoBy m MeToxuju U CynpoTCTaBUO Ta
3aImaIHOEBPOIICKOM Haciel)y, kKoje je ucka3aHo y Ha3uBy aragpania
(Pettan 2007: 89-98). Anarypka KapaKTEpUCTHKE y CPIICKO] My3HU-
koj Tpamuiuju Iletan je neduHMCA0 Kpo3 MOjaBy IMpPEKOMEpHE ce-
KyH/Ie, aCHMETPUYHE PUTMUYKE CTPYKTYPE U TYPCKHUX PEUH y BUIY
pedpena (ucro: 93). OH je yka3ao Ha ajarypka CTUI U Y POMCKO]
MY3HUIHU, KOJU j€ BUJIJbUB Y JKEHCKOM II€BaY y3 MpaTkhy Jaupa Wil
OKpeTamYy TEICHje U Pa3TUYUTUM BpCTaMa HHCTPYMEHTAIHUX CacTa-
Ba (ucto: 94).

OcnamameM Ha O’KoHenOB KOHIIENT JIMjaxXpPOHU]CKE aHAIN-
3e apyroctu (O’Conell 2005: 177), Ha mpuMepy ropaHCKe My3UUYKe
mpakce HUje Moryhe TayHO YTBPAUTH KaJia j€ jeJlaH My3UIKH CHUCTEM
3aMEeHhEH HOBOYCBOJEHHMM BpenHoctuMa. Melhytum, moryhe je ro-

18'Y cBojum Tymauemuma Munojesuhese rpahe parocnas Jlesuh je HaBeo ynorpedy
HEKUX OpWjEHTATHUX HHCTPyMEHATa y ,,uairijama’”, ajii He arnocTpodupa KOHKPETHE
uHcTpyMeHnTte. MehyTum, kaja je TOBOPHO O MHCTPYMEHTAJIHHMM TPAHCKPUIILUjaMa
aJI0aHCKOT eTHOMY3uKojora JlopeHna AHTOHMja, OH je TIOMEHYO M cacTaB YalrHje, Te
ce MPeTIoCTaBlba Jla jeé MHUCIMO Ha HEeKE O]l HHCTpyMEHara Koje je AHTOHH 3aIucao:
KJIApUHET, TPU BUOJIMHE, Oyrapuja, ned, rapadyka (Munojesuh 2004: 28).
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BOPHUTH O PYPaIHOj, JOKAIHO] TPAAHIIHjU, KOja €BHICHTHO HE TPH-
1aJjia HCTOYHaYKOM KOPITyCy (BPEMEHCKH j€ MPETXOIUIa OBUM YTH-
11ajuMa), Ka0 U O €JIEMEHTUMA KOJU Cy NMpUXBaheHH y TOKY BEpCKe
KOHBEp3Hje, Koja je 3aBpuieHa y XIX Beky. PeneBaHTHH 3aKibydlin
KOJU C€ MOTY M3BECTH O TOPAHCKO] TPAJAUIIMOHATIHO] MY3HIIH U Typ-
CKO-OpHjEHTAJTHUM yTHUIIajuMa Ouhe carienanu IpeTeKHO Ha OCHOBY
ABa HajoOyXBaTHUja HCTpakuBama: bupre Tpepyn u ayropke oBor
paza. OHa npyxajy cBeoOyXBaTHe IOJATKE O My3HYKO] TPaJIULUjH
[Tpuspencke [ope, koja je eKCIUIMIIMpaHa KpO3 carjielaBambe KOH-
TEKCTa, MY3WYKE TEPMHHOJIOTHjE W aHAIHM3€ MY3HUYKHX TEKCTOBA.
VY 36upkama Muogapara BacusseBuha u Tprika burieBckor m3ocraje
OIKC TPUKYIUBCHOT MarepHjaja Mako Cy HCTpaKuBama paheHa y
NPUOJIMKHO CIIMYHOM TIEPHOY Kao M TepeHCKa orcepsaiuja bup-
te Tpepyn. Ha ocHoBy BacuibeBuheBux 3amuca cTude ce yTUCak jaa
je neBame y ['opu OMII0 UCKIBYYHMBO jE€AHOITIACHO, IITO OMOBPTaBajy
CBa KaCHHja HCTPaXXKHBAtba. 1 To moTkpermbyje u KoHCTarauuja bupre
Tpepym, koja ToKOM BUILETOAMIIILET GopaBka y [opu Huje 3abenexn-
J1a jJe/IHOMIACHO NIEBabe M CKCIUIMLIUTHO TBP/M 1A j€ OHO PETKOCT, Te
Jla je Be3aHO yIiiaBHOM 3a u3Bohemwe ycnaBanku (Traerup 1972: 345).
MehyTtum, neBeeceTux roarHa MpoInior BeKa, TOKOM MOT UCTPaXKH-
Bama, y [opu Cy mecMe HHTEpIpEeTUPAHE U jeHOTIIACHO U IBOTJIACHO
(CrankoBuh 1993; PankoBuh 2013). JIBomiiac ¢y y pa3au4uTHM MPHU-
JMKaMa U3BOIMIIC y/IaTe )KEHE, MaXOM y OOpEIHOM KOHTEKCTY, TOK CY
JIEBOjJKE TIEBaJIe JeIHOIIACHO, TTOCEOHO TIPH UTPH y3 MpaTHhy Jaupa,
WITO, y3 ofpeheHe eleMeHTe My3HUKe CTPYKType OBAaKBUX Iecama,
ynyhyje Ha ofipeheHe 3aKbyUKe, Koju he OUTH H3I0KEHH Y HACTABKY
oBor paja. OHOC e/leMeHaTa CTapuje CEOCKEe U OPHjEHTATHE My3Hd-
Ke TIpaKce, Kao U HHX0Ba 3aCTYIUBCHOCT Y TOPAHCKO] MY3HUKOj Tpa-
nunrju, Ouhe pazmarpaHu Kpo3 ABOTIIACHO MEBAWkE HA 21ac, TIEBAbE
y3 JIaupe, BOKaJTHO-MHCTPYMECHTAIHY M HHCTPYMEHTAIIHY TIPAKCY.
Hay4He mHTeprpeTanuje JABOIIACHOT NeBama [OpaHKH, Koje
je nana bupre Tpepyn (Traerup 1972: 345-347), nonynapajy ce ca
aHAIM30M MOjUX NPUMEPA CHUMIBEHHX JCBE/ICCETHX TOAMHA U Kac-
HHj€, KaJla je BULIC NaXHbe 0CBEheHO BOKAIHOj IPAKCH, QyHKLMjH
IVIACOBHMX JICOHMLIA, & HAPOUHTO EMCKO]j TEPMHHOJIOTH]H, KOjy bup-
te Tpepyn Huje nmoceOHO pa3marpana. CariieaBambeM CBHX elieMe-
HaTa My3HYKO-TIOETCKE M KOHTEKCTyaJlHe aHAlM3e, 3anaxa ce aa y
OKBUPY My3HYKE PaBHH HHje OWJIO MOjaBa Koje ce MOry TyMaduTH
YTHUAjeM JPYTHX KyITypa, JIOK Ce TaKO MOrY IOCMarparH jeAMHO
TYyPIIM3MH KOjH C€ jaBJbajy Ha IOETCKOM IUIaHy (mpumepu 6p. 1 u 3).

19 Ha ocHoBy Menosuke mecama Koje cy MHTepnpeTHpane aesojke (Bacumesuh 1950:
mp. 6p. 15, 260), Moxxe ce NPETIOCTaBUTH Ja HEAOCTaje MeIoAuja Apyror riaca Oyayhu
Jla Cy CIIMYHE IPUMEPHMa KOjU Cy CHUMJBCHHU Y BpeMe MOjUX HCTpaxuBama (CtankoBuh
1993: mp. 6p. 31)
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To roBopu 0 CTaOMIIHOCTH 3KEHCKOT BOKAJIHOT cucTema y lopu, koju
MPaKTHUKY]y YaK M )KeHE Koje JaHac xuBe y beorpany. OBaj Bua my-
3UYKOT U3paXkaBamba CUTYPHO HE MpeACTaBJba TPATUIU]y YCBOjEHY
U3 OPUJCHTAJIHE KYJIType, KOjOj HHje CBOJCTBCH JBOIIIAC CEKYHIHOT
ca3By4ja. CHHOHIM 32 JKCHCKO JBOITIACHO M3BONCH:C ¢ TEPMUH H
enac (npumepu Op. 1, 2 u 3) 1 MHTEPIPETHPA]y Ta [BE KCHE Koje
IIpU MeBamky CTOje jeHa Kpaj Apyre mpuciomeHux raBa. CBaka
oIl BUX uMa oapeheHy ymnory y o0nukoBamy HameBa: IpBa — 800U,
a apyra — tuepa o HA. YuTtaB MEIOIUjCKUA TOK ce Kpehe y oOumy
KBapte (g—as—a—b—c) u ymamene (f—g—as—b—ces) Wim 4ucTe KBUHTE
(f~g—as—b—c), ca HU30M MPABUITHOCTHU Y KpeTamy IacoBa. OCHOB-
HH aMOWTYCH MEIIOAHMJCKOr pacIioHa Hajuernhe cajpxe HecTaOmil-
HY XHUIICPTOHUKY (a/as), 4nje ce 0be peannsaluje jaBbajy y OKBUPY
ucte Meioctpode. Y TOM ciayyajy IpBHU IVIaC HE U3BOAU HAJBUIIU
TOH amMOuTyca, a Ipyru Iiiac He MeBa HAjHUKU TOH — XUIIOTOHUKY
(mpumepu Op. 1, 2 u 3). Ha Taj HauuH je aBOIvIac KOju HacTaje Mehy
I1aCOBHMA 3aCHOBAaH Ha XCTEPOGOHHUJH M JOMUHAHTHOM 3BYKY HH-
TepBaja CeKyHJe, [PU YeMy j¢ ACOHNIA [IEBAYHLIC KOja wepd o Hd
BHUILIIA OJ ICOHHULIC [IEBAYHIIC KOja 600u (pumepu 0p. 1, 2 u 3). OBa-
KO Pa3BHJEHO CEKYHIHO JBOIVIACHO MEBamkE€ HE MOCTOJU y APYTUM
nenosuma Kocosa u Metoxuje cem y Ilpuspenckoj 'opu (Cranko-
Buh 1993: 24-43), a Mmoxe ce mpaTtuTu W y 3anucuma Tprnka bu-
uesckor (bumescku 2001: mpumepu 6p. 11, 12, 13, 14, 15 utn). ¥
rpahu xojy je Becenka TonueBa 3ammcana y andoanckom neny [ope
HEMa IyHO JBOIVIaca, a y MpuMeprMa y KojuMa je 3acTylJbeH HHUje
HU 130113a Tako pa3BujeH kao y [lpuspenckoj ['opu (Tonuera 2012:
npumepu of 1-70). Ciuuno je u 'y Cpenadkoj Ky, TJae cam 3abe-
JIeKUIIa IOBPEMEHO XeTepOo(OHO U3BONEHE CPIICKUX )KEHA Y KOME je
(bpexBeHIM]a CEKYyHAHOT HHTEPBAIIA TAKOhe Makbe 3aCTYIIbCHA HETO
y T'opu.? [leBame Cpnkuta Cpenadke xyre u TopaHKy je CIMYHO
Y 10 U3BUKHBamky Ha Kpajy menoctpode (3akuh u PaHKOBHh 2013:
13), ka0 u mo 3actymbeHocTH ,,kBouajyhnx 3BykoBa” — clucking
sounds (Bartok 1951: 77), xoje bupre Tpepyn Ha3uBa ,,ajaceTHUM
opunasuma u Haxuurasuma” (Tpepym 1972: 346). Mebytum, pas-
JUKYje ce TI0 TeMOpY, I/I3BOI’)€I—LY BoKauna koju ¢y y I'opu ,,cBemin”, a
y Cpenaukoj Kymu ,,TAMHUJU, KA0 U 110 UHTOHAIUjH, KOja j& HeIlITO
BuIa y ['opu Hero y CpeI[CKO_].

[leBame na cnac n3Bonu ce 'y rubato METpOPUTMUUKOM CHUCTE-
My (tipumepu 1, 2 1 3), y OKBUpY KOjer Ce IOCTCKH CaipKaj HMIIPO-
BU3Yje, TO JeCT CTBapa ce y TPEHyTKY KaJa ce u nesa. Ha oBaj HaunH
Ce MHTEPIIPETUpajy necMe 3a iokiox, Dyphesnan (mpumep Op. 1),

20y Cpenckoj je oBaKkaB HAYMH HHTEpPIpPETAlMje Be3aH 3a YCKpC, HPU MeBamby y KOy
WK KaJla CTapHje eHe MpUIpemMajy asapuye 3a odunasak cena (3akuh u Pankosuh
2013: 13).
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cBanoy (mpumep Op. 2), cyHet (mpumep Op. 3), npu ucnpahajy myi-
Kaparia y rnevajly u y Apyrum npuirkama.?! JlomuHaHTHHA Bepcudu-
KallMUOHU OKBHD j€ aCUMETPUYHHU OCMepall, KO KOjer ce MOCceamba
TpH cTUXxa jeaHe menoctpode y ciaenaehoj mo3umoHnpajy Ha camoM
nmouetky (mpumep Op. 1). KanpoBcky 03HAKy Ha MOETCKOM IUIAHY
YUHE MPBH YIaHaK CTUXa U eKckiamalja. Behuna cBanbenux nec-
Mama I[OoYHEbe pevnma ja, a, miajaecto (CrankoBuh 1993: 25), a
hyphesnanckux: ja, a, 6ojonana wim Kypro Oyxana (ucro). 2 Usy-
3eTaK YWHE IIeCMe KOje Cce MeBajy 3a BpeMe CyHeTa, YhjU )KaHPOBCKU
u OpI/I]eHTaJ'IHI/I O3HAuUMTEJb, HA TMOJbY TEKCTA, MPEJCTaB/ba pedpeH
Oepbep "oua, MHKOpIIOpHpaH u3Mehy wianaka cruxa (mp. op. 3).

3aHHMIBHBO je a cy MeNoAujcKu Mojaenu BehuHe necama Ha
2nac Beoma CpoaHHu 0e3 003uMpa Ha >KaHPOBCKY MPHUIAIHOCT (UCTO).
JemHo o1 Tymadema oBe IojaBe je moBe3aHocT odpena, Oynyhu na ce u
cBaj0a H {OKIOH, Kao JIe0 XHUBOTHOT IpoLeca, koi lopaHaria n3soze y
yTBpheHo 106a roause (1cTo). ¥ NPOLUIOCTH Cy HOjeAMHI 00peaH 13-
BOl)€HM CHMYNTAaHO U KOJIEKTUBHO, LITO je BEPOBATHO MOAPA3yMEBAIIO
WCTH HauWH reBama. Jactpebos je y XIX Beky 3a0e/e:Kno KOJIeKTHBHO
CYHETHCamE U CBaji0OBame y ceny Pectenunia 23. aBrycra, Ha MECTY
e ce HeKaja Hayasmia npkBa 1 Manactup Csete Bapsape. [Ipu Tom
Becesby, [opaHiy cy JOBOIMIIM 3yprialle U MeluBaHe, Koju ¢y ce 60-
PN TaKo Jia je CBe U3IIeAalo, Kako caMm JacTpeOoB kaxe, Kao ,,Tea-
Tap puctanuiku [pecrennuku]’ (Jacrpedor 1995: 132). Menonujcku
MOJIEJH CY, 10 HaBeJICHUM IPETIIOCTaBKaMa, U Mocje pa3Bajama 00-
pena octaym cpomuu (CrankoBuh 1993: 42-43). JKeHcko neBame Ha
2nac CBaKako YMHM CTapHjU MY3HUYKHU CJIOj, Ha KOjer KyJITYpPHHU Tajiac
OToMaHCKOT LIapcTBa HUje MMao 3HATHUjU yTuiaj. OHO Mo BehuHu
CBOjuX 0coOuHa rmoyceha Ha cTapHje CEOCKO MEeBaE PACIPOCTPAHEHO
y CpOuju: eMcKa TePMUHOJIOTH]a, TOHCKH HHU30BH, aMOUTYC, KPETambhe
[J1acOBa, Ca3ByyHa KOMIIOHEHTa, METPOpPUTAM, U3BUKUBAKE U JIPYTO
(T'onemouh 1996: 11-22). YumBu ,,ipyrocTy’”’ BUAJBUBH Cy CaMO Ha
IUIaHy TEKCTa yciie[ OpOjHUX TyplM3aMa, U KOHTEKCTa (YKOJIHKO Ce
MIECME Ha 21ac N3BOJIEC Y OKBUPY CYHETA).

Jlpyry HauMH BOKAJIHOT M3pa)KaBama )KEHa jecy IecMe Koje ce
wyiiajy co oaupe v u3Boae y3 urpy. lleBajy ux niBe keHe U y Ciy-
4ajy Kaja cy TO cTapuje ocobe, mecMme cy MaxoM xetepodone (Tp.
Op. 4), a npu u3Bohewy N1eBoOjaka jaBba Ce€ jeHOITIAaCHA MHTEPIIpe-
taruja (mpumep Op. 5, 6 u 7).* JeqHoracHo IeBame 3a0e/IeKEeHO Y

21 TIpema Ka3uBaKUMA MeBAYHIA, y GIUCKO] TIPONITIOCTH, HAKOH JIPyToT CBETCKOT paTa
necMe Ha 2nac ¢y Morjie OUTH MHTeprpeTupaHe u aHTH(OHO, y3 yuemrhe ABe rpyrne
NeBavymIa.

22 ‘Byphepnancke TecMe U3 cella Koja Cy MO3MIMOHMpaHa y >KyIlHoM jery lope —
donojuwity, TIOYNIbY peduMa ja a 60jodanda, a M3 IJIAHWHCKHX Hacesba CHHTAarMoMm
Kypiuio 6yoana.

23 TokoM mcTpakuBama 90-HX TORMHA MPOIIIOT BeKa, JeBOjKe Cy iyilare co daupe
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30upkama Muonpara BacusseBuha (BacusseBuh 1950) u Tprika bu-
neBckor (bumnecku 2001) mo cBOjuM KapakTepHCTHKaMa OJIroBapa
JETHOTIIACHOM TI€Bamy JIeBOjaKa y3 JIaupe, jep je cBaka rmecma Moria
Jla ce U3Be/Ie y3 OBaj MHCTPYMEHT. BepoBaTHO cy Heke of mecama y
IbUXOBUM CTyAMjaMa U3BEJCHE y3 Jlaupe, ajid O TOME HeMa OJIMKUX
nojgaraka. AMOUTYCH jeIHOIVIACHUX TecaMa Cy HIMper orcera y of-
HOCY Ha MeBame Ha 2nac 1 Kpehy ce y pacroHy of KBapTe /10 OKTaBe
(CrankoBuh 1993: nip. 6p. 38—48). Y okBHpPY TOHCKOT MOTEHIIM]jaIa
HE MOYKE CE TOBOPUTH O MPUCYCTBY MaKaMa y IIPaBOM CMUCIY peyH,
alu je 3aTo MpEeKOMepHa CEeKyHAa Y OKBHpY ,,0PH]EHTAIHOT TeTpa-
xopaa” (Pennanen 2008: 130—131) uecra nojaBa (BacusbeBuh 1950:
mp. 6p.87, 117, 135, 167, 346B; CrankoBuh 1993: nip. Op. 34; bu-
neBcku 2001: mp. 6p. 38, 39, 84 utn.). Yak u y mpumepuma Koju He
Moceyjy MPEKOMEpPHY CEKYHY jaBJbajy C€ MEJIOI1]CKO-PUTMHUKE
KOMOWHaIKje, Koje acoLUpajy Ha MEJIOJN]e OPHjEHTAIHOr IIOPEKIIa,
MOMYT KaJIeHI[MjaTHUX 00pTa y KOjuMa ce CHIKEHHU XurepduHainc
u (puHamc KOMOMHY]y ca CHHKOIMPAaHUM PUTMOM (1pumep Op. 5).
Pa3HOBpPCHOCT jeHOINTACHUX MecaMma Ha BepCU(UKALMOHOM U Me-
JIOJIMJCKOM IUIaHY CBEJOYH O H-MXOBOM HOBHJEM CEOCKOM IOPEKIY
(CrankoBuh 1993: 40). One cy Hajuemhe JpyOaBHOT cajapikaja, ca
pedpeHnMa Koju y HEKUM CllydajeBuMa pedepupajy Ha TypCKO Io-
BOPHO noapyd4je (mpumep 6p. 6). Putmuika ocHOBa necama Koje ce
iyiiajy co 0aupe TOMUHAHTHO j€ UCKa3aHa y Mepama JIBe YeTBPTHHE
(mpumepu Op. 4, 5 1 7), aju U Y aCUMETPUYHUM: OCaM OCMHUHA WUJIN
ce/laM IlIeCHaeCTHHA, CeJlaM OCMHUHA U JIeBET OcMuHa (UcTo: 38; mpu-
Mmep Op. 6). [Ipema nocamammuM nmoganuMa U3 JIMTEparype, mpakca
NeBama y3 Jaupe U aCUMETPUYHa METPUUKa CTPYKTypa Besyje ce 3a
opujentanHo Haciehe (Pettan 2007: 94). bynyhu na ce y3 naupe nesa
1 XeTepodoHO, EBUACHTHO j€ Ja je AOILIO J0 CIoja JIBE MpaKce, TaKo
Jla je HacTana ,,HoBa (hopMa’ My3HUKOT U3pakaBama (mpumep op. 4).
CekyHIHH Ca3ByK Yy IecMama y3 Jaupe HHje Tako YecT U JOMHUHaH-
TaH Kao y MeBamby Ha 21dc, KapaKTepUCTUYHOM 3a DyphesnaH, cBaj-
Oy wiu cyHeT. Jenan Bua xerepodoHOT TieBama y3 Aed 3a0enexno je
u Jlopennn AuToHU y ceny bpesna y Omosby (Antoni 1975: 21). On
j€ 3amucao cropajnyaH JBOIVIAC UCKJbYYHBO y KEHCKOM H3BOhemY
recaMa y3 MHTepecaHTaH KomeHTtap: ,,Ha KocoBy Ha cianuan HauuH
neBajy jour camo cycenny [opaHIM Ha jeJHOM CTapOCPIICKOM Jinja-
nekry” (ucto: 22). CIMYHOCT KOjy AHTOHHM HAaBOLH OCTAaTaK je Kyll-
TypHE Be€3€ OBE JIBE XKYIIe, O K0joj je OMIIO pedH, a Koja je MPeKUHyTa
ycnen andoanuzanuje Onosba (Tomameuh 1989: 47-55).

U HEKe HOBOKOMIIOHOBAaHE IE€CME Koje Cy dyde Ha paguo-liporpamuma. Tokom
ucTpaxkuBama y ceny Pagema 1991. rommne, 3abenexusia caMm Tpyly J€BOjKa Koje
cy oTmeBalie y3 gampe u necmy [1ozopasu je, ti030pasu Koja je IIHUPOKO MO3HATA 10
uHTepnperauuju Mupocnasa Wnuha (ayrop . Anekcannpuh).
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Bokanmno-unctpymenranna npakca I[Ipuspencke ['ope 6azupana
Je yIIIaBHOM Ha IIeBatbe Y3 Nparkby TamOype. OBaj HHCTPYMEHT Cy 110~
Henun Typru Ha KocoBo n Metoxujy npu ocBajamy baiikana, Tokom
XIV u XV Beka (BacusbeBuh 1950: 363). Muoapar BacusbeBuh je
TaMOypy OKapaKTepHcao Kao MHCTPYMEHT KOjU ,,HH]e ceJbauku’ (uc-
T0)** M MpBO je mpuxBaheH O CTpaHE MYCIMMAHCKOI CTAHOBHHIIITBA
(Gojkovi¢ 1989: 187-188).% Kon I'opanaria TaMOype CBUpajy HCKIbY-
YMBO MYIIKapLU KOJU NEBAjy, alld Ce MPAKTUKYje Aa UHCTPyMEHTAIIU-
CTa IMpaTy U Jpyror mnepada. TOKOM CBOT UCTpa)kMBama 3adesexuia
caMm KopHIheme OBOT MHCTPYMEHTA U 'y OKBHPY aHcaMOJ1a KOju je Jie-
JIOBAO Kao HEMOTIIyH YaJl'MjCKU CacTaB, a KOjU Cy MOopeJ IeBaya Yu-
HuM TamOypa u naupe (Pankosuh 2013: mip. Op. 8). Mehytum, y T'opu
YaJITHjCKO CBHpAE y MPABOM CMHUCITY PEYH HHje MPABHIIO, Maja je
TOKOM JIeBEJIECETHUX TO/IMHA MPOLUIOr BeKa OMJIO MOBPEMEHUX YApY-
YKUBamba MOjeAMHUX MHCTpYMEeHaTa (Ha mpuMep naupe u kasan). [1pu-
MepH IeBamba y3 TaMOypy Koz ['opanana HUCY JOBOJBHO HCTPAKCHU H
npy>xajy MOryhHOCT 3a orcepBauyjy 1 JOHOLICHE HOBHX 3aKJbydaka

y Oynyhnoctu. Ha ocHOBY CcBOr MCKyCTBa y MOCMarpiby OBE I0jaBe
3ana3nna caMm Jia je ped o mecmama Beher amOutyca (McCTO, Tp. Op.
8), Koje KapakTepulle crenrduuHa Ha3zajdHa MHTEpHpeTalyja (Koja
3axTeBa MOTHUCKMBAk€ TOHA Ka HOCY), KO OJIMKA MHTEpIIpeTalyje
opujeHTaHKMX neBada. [Ipema TBphemuma bupre Tpepyn, mymikapim
Cy ILIe3/IeCeTUX TOAMHA MPOLUIOT BeKa pajuje MeBalu IPyIHo, a Mpu
IbUXOBOM H3BOheY ce MoIiia 3amas3uTH ,,peMUHHCIEHIIA J1Boraca”
(Traerup 1972: 345). TokoM MOT TEPEHCKOT MCTPaKHBamba JCBEIeCe-
TuX roguHa XX Beka HUje OMIIO TBOIIACHOT, Ka0 HU TPYITHOT IE€Bamka
MyIKapaia, Beh Hajuenihe ConMcTHIKor, y3 TaMOypy.

[Topen TamOype, ['opanmm cBupajy colucTUyKe, 400aHCKE, UH-
CTpPYMEHTe, IOIyT KaBaja, MojyKasajia ¥ uiynesbke. Kasan je uH-
CTPYMEHT MCTOYH-A4KOr IOPEKIIa, KOjU je Ha Teputopuju baikaxa
pacIpoCTpamEeH Y JYKHUM M JyroucTouHuM npenenuma (Zaki¢ 2007:
44; 3axkuh u JoBanosuh 2013: 12). Ha memy ce MaxoM U3BOJIE MEIH-
TaTUBHE HyMepe WU MEJIoJHje recama, IITo je JaHac peTkocT. Ha-
koH 1999. roguHe U MpOMEHe APYIITBEHO-TIOJIMTHYKE CUTYyalllje Ha
KocoBy m MeToxuju, I01UIO j€ 0 MOTIYHOI HECTaHKA IOjeAMHUX
o0nMKa U3 My3HUYKOT MCKycTBa [opaHalia, a Ty cnajia u CBUpame Ha
HIYIEJbIN U ITOJTyKaBay.”

3ypunatiky cBupKy l'opaHiu HICHTHQUKY]Y Kao €0 CBOT KyJl-
TYpHOT HJIEHTUTETa MAKO CaMH HE CBHPAJy 3ypiie U TymaHe, y3 Koje

24 BacusbeBuh ceockuM TaMOypaMa cMaTpa MHCTPYMEHTE Kao IITO Cy ufiuiliepauja u
kapadysen (BacuspeBuh 1950: 363).

25 Cam Ha3MB MHCTPYMEHTA je MepcHjcKo-aparnckor nopekna (Gojkovié 1989: 187-188).
26 TokOM MCTpakMBama NEBEIECETHX TOAMHA UMala caM MPWINKY 1a 3a0eleKuM U
IPYIIHO CBUpAHE U IICBAKC Y Ceily Bpanuiire, Ipu 4eMy je HHCTPYMCHTAJIHHU CacTaB
0OMO cauMIbEeH O] Jlanpa, KaBaya, TaMOype U COJIMCTHYKOT TIeBamba.
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IIpaBe TOTOBO CBa CBOja BeceJba. 3a Ty MPUIMKY OHU [103UBAJy POM-
cke cBupade u3 [IpuspeHa, 3a koje u3/aBajajy BEIMKE HOBYAHE CBOTE.
Beh je peueno na iuajghe unnu mecT cBUpada, 0 KOjuX My3HUKH TOK
M3BO/IM CaMO HbUX YETHUPH (JIBE 3ypiie U JBa TylaHa). 3ypjie U Ty-
MaHu, Ka0 MHCTPYMEHTH OpHjeHTaIHE NTpoBuHU]jeHIHje (Zaki¢ 2007:
54), OuM cy 3aCTYIJb€HH W KOJ CPIICKOT cTaHOBHUINTBA (JaHkoBHh
u JankoBuh 1951: 62), Koje uX je 3aMEHWIO JIPYTUM OPKECTAPCKUM
cacTaBUMa HAKOH TYpCKOT MoBiauewa ca bankana. Tome y mpuiior
une u BacuwpeBuhesa Oenenika o oBoj mojaBu: ,,Oamax u3a ojyiac-
ka Typaka Hapon y CpOuju je mobarao 3ypsie u Tajgamodace, MpBo y
beorpany, a 3arum u y ocraimm rpagoBuma...” (BacusbeBuh 1950:
345). MelhyTuM, CTaHOBHHUIIITBO MCIIAMCKE BEPOUCIIOBECTH U JaHAC
y)XMBa y u3Bohewmy oBuX aHcamOana. 3ypina je ynpaso y ['opu uma-
Ja u cBOj ocobeH HazuB — ceupia (Gojkovic 1989: 180), xoju je 3a-
oenexuna u bupre Tpepyn (Traerup 1980: 483-488), a koju HuUje
O0Mo y ynoTpeOu TOKOM MOJHX HCTPaKMBama JIEBEIECCETHX TOJMHA
npomior Beka (CrankoBuh 1993: 12). bupre Tpepyn je xoMeHTa-
pucana MomyJIapHOCT 3ypJialllke My3UKE TOKOM CBaJIOEHOT Becesba,
KaJia je Ipu U3JIUBYy cpehe HEKO 0/ MOMaKa MOTao Jia ce 0alu y peKy
(Traerup 1980: 486). OpujeHTaIHHN YTHIIAJU CE€ OYUTY]Y U y BehuHu
HA3MBa UTapa Koje Cy CBUpAJIU 3ypJie U TyNaHH: iewKouo U Kanado-
JHa, cam iio cam, Zopancko opo, Kapa Jycygosa, wiockanucka (Ucto:
484).27 Jpamarypruja ucrpeaarma My3U4KOr TOKa Y 3ypIIALIKOj CBUP-
M pa3BHja C€ y CMEHU YHHCOHOTL, XeTepo(oHOr Wi OOPIyHCKOT
u3Bohema, TO AUHAMU3HUPA MEJIOAU]CKY JIMHU]Y. OCHOBHU HAYHMH
CBUpamba MOJApa3ymMeBa H3BOhEeHE MENM3MATUYHHUX Tajlaca, y KOjH-
Ma OKO YIMOPHILIHUX TOHOBA OOMIpaBajy KUTHACTO MO3UIIMOHUPAHU
ykpacu (bophesuh 1928: 15), mITo je TUIMMYHO 3a MEJIOANKY OPH]jCH-
TaJHOT nopekia. MHCTpyMeHTanHa 3ypIialika TpaJulifja je yTuiana
Ha BOKAJHY Ipakcy Kpo3 u3Boleme MHCTPYMEHTAJIHUX BapujaHaTa
TYpPCKHX, aJI0AaHCKUX U JPYTUX necama. Moxe ce MpeTnoCcTaBUTH Ja
j€ MeNoJuKa OBUX Iecama, Kpo3 HHCTPYMEHTAIIHY MY3HKY, TocTaia
OmucKa cTaHOBHUIIMMA [Ope U Tako mpoHalia myT 0 jeIHONIaCHOT
NeBamka, y KOje jé MHKOPIOpHpaHa MpPEeKoOMepHa CEKyHJa U acuMme-
Tpu4HH putaM. Jlanac l'opaHiM CBe BHUINE aHTaXy]y CBHpaie Koju
CBUPAjy Ha CaBPEMCHUM CJICKTPHYHUM MHCTPyMCHTHMA (Hajuernhe
KIIaBHjaTypama), MoKyIapajyhn na y uMnpoBusanujamMa u TOHCKO]
00ju BUXOBa My3HKa Oy/le CIIMYHA 3yPJIAIIKO].

27 Jlanac je IOMMHAHTHM HAa4MH MTpe y3 HecMe M paBHO yueinhe MonoBa, IpU 4eMy
JIOMUHHpPaA 00pa3all 1ako Ko/, ITO je ¥ Y MPONUIOCTH OMO Hajuerthy HaunuH n3Bohema
(JankoBuh 1937: 36).
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Hezoe usmehy

OuurnenHo je a cy TOPaHCKH €THUYKU WJCHTUTET U Tpaau-
[[MOHAJTHA MY3HKa, Ka0 HErOB CACTaBHH €0, BEOMa KOMILJICKCHH.
VcnpernieraHoCT KyNTypHHX elIeMeHaTa 13 100a Koje je HPETXOANI0
XxpurhaHcTBy, 3aTUM U3 came Xpulthancke ¢ase, Te Ha Kpajy U3 Bpe-
MeHa of1 KaJa cy 'opaHuy NpUMUIN HCHaM, JIONPUHOCH CTBaparmby
CIIOKEHOT 00peIHO-00MYajHOT KOMILIEKCA. FopaHuI/I TIPOC/IaBIbajy
xpumhancke npazHuke (boxuh u Byper), a oapkaBajy U OHE KOjH
Cy Jle0 uciamMcke mpakce (cyHeT u ABa bajpama). OBakBa JUXOTO-
MH]ja, Ha pelaluju XpHUIMhaHCTBO—HCIIaM KapaKTepUCTUYHA j& U Y
ropanckum cenuma y Anbanuju (TonueBa 2012: 86—105), kao u y
IpyruMm obnactuma Ha banmkaHy y kojuMa je CTaHOBHMILITBO Ipa-
BOCIIaBHEe BepowmcroBectd npummio uciaam (L[sujuh 1987: 380).%
Usyszes Byphesnana u boxnha, ocrany npasHuLK y KOjuMa ce mpe-
no3Hajy 00pucH xpuihancTsa ce o0enexasajy CUMOOINYHO, jep je
HOBa pejuruja BUIHO IMpeoBnaaana. YuHu ce na je Benuka MpuBp-
KEHOCT PETUTMO3HOM KUBOTY HApPOUUTO U3pakeHa kpajeM XX Beka
U JIa je BEpOBaTHO M3pa3UTHja HErO0 y BPEME OTOMAHCKOT LapCTBa
(JacTpeboB 1995: 139).

Jlocananima UCTpakuBamba Takohe cy MapKupayia OpujeHTal-
HE YTHllaje Ha TpaaunuoHaiHy my3uky llpuspencke T'ope (Cran-
kouh 1993: 5). Moxe ce MpeTnocTaBUTH Ja Ha MPEIOTOMAHCKH
nepuoj yryhyje npakca »KCHCKOT MeBamba Ha 21dc, KOje IpemMa Tep-
MHHOJIOTHJH ¥ My3WYKHM KapaKTepPHCTHKaMa MOKa3yje CPOAHOCT ca
CPIICKOM BOKAJIHOM TPaJHLMjOM y APYruM KpajeBuma. IIpucycrso
MHCTpyMEHaTa MOMyT Jaupa, KaBaja, TaMOypa M 3ypiu IOKazyje
JaK TYpPCKO-HUCTOUHAUYKH YTHIA] HA TPAJAMIMOHAIHUA MY3HUKH KOp-
nyc. OH je moceOHO BUAJBUB Y POMCKOM MY3UIIMpamy Ha 3ypiama,
Koje Hajuemrhe moapa3zyMeBa KOMOMHAIIN]Y TPaJUIIMOHATHE MY3HKE
pazIMYUTUX HApOJa, a HapouuTo Typcke U anbdancke (Pettan 2010:
52). To ne uynu, 6ynyhu na Pomu moce6HO nMajy auHUTET npemMa
Typckoj Mysuiu (ucro: 30-31) u fa HUCY HHKAJa CBUPAIIM CPIICKE
TpaJULUOHAIHE HHCTPyMEHTE, Beh caMO MHCTPYMEHTEC OpHjeHTAll-
HE TIPOBUHUjEHIIH]E MOMYT 3ypiiy, KaBaia, aeda, napadyke u Apyrux
(Petrovi¢ 1974: 157). Tlpema peunma PanMI/me HeTpOBHh Pomu cy
Onin ,,iocpeHIIE U3MeDy B My3HUKe KyIType”, IPH YeMy Ce MU-
CIIM Ha OPUJCHTAJIHY U ayTOXTOHY (KCTO). Byz[yhn Jla Cy CKOpO CBe
eTHUUKe 3ajenHulie Ha KocoBy u MeToxuju 3a cBoje MOPOAUYHE U Ce-
OCKE CBETKOBHHE aHIa)X0BaJe NPO(ECHOHAIHE POMCKE CBHpaYe, TO
j€ JOTPUHEINO MPEHOIICHY MENo1ja 1 HHCTpYMeHaTa U3 jeiHe KyJ-

28 [[Bujuh je TOKOM CBOjUX HCTPAXUBAMmAa HA BalKaHCKOM MONYOCTPBY 3a0€Nekho
mpUMepe MyXaMeTaHCKHX OpaTcraBa M3 OKolMHe bapa koju cy cauyBanmu oOHuaj
HOLIICH:A JINTHjE U ciaBibewa ciase (L{pujuh 1987: 380).
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TypHE cdepe y apyry. Cpou cy y nponuiocty Ha noapydjy Kocosa u
MeTtoxwuje Takohe aHra)xoBaiy 3ypJiallie 1 TanaHluje, alii Cy, mpemMa
HaBoauma CBanuOopa [lerana, kacHUje oa0AIMIIM OBE HHCTPYMEHTE
Kao ,,(eTHUYKH) ‘anbancke’ u (Bepcku) ‘Myciaumancke’” (Petan 2010:
48). Mehytum, 3ajeqHuIe Koje Cy UCIaMCKe BEPOUCIIOBECTH, TOMYT
['opanana, HiCy HamylTae NPAaKCy aHTAKOBakba POMCKHX My3HYa-
pa, Te Cy Ha Taj HAYMH YK€ U WHTCH3MBHHjC OHWIIC MOJ YTHIIajeM
JIOMUHAHTHO TYPCKO-UCTOYHAUKEe MY3HUKE.

CarnenaBambeM TOpPaHCKE MY3MYKE IMpakce U ,,Apyroctu’ y
nujaxponuju (O’Conell 2005: 177), eBUAEHTHO je 1a OHO IITO je y
MPOINLIOCTH OMJIa IPYToCT Cajia MPEACTaBba MHTETPAITHH JICO UICH-
TUTETA U HETrOBY CEeHKY, TO jeCT KyITYpHH Tpar KoHTakrta ca Oro-
MaHCKOM MMIIEPHjOM. YCTaHOBJbEHE MpAKCE Npe UCIIaMa, Kao U OHE
KOj€ je JIOHEeJIa OBa PEJIUTHja, UCII0JhEHE CY M Ha TUTAHY KOHTEKCTa U
Ha IJIaHy TeKkcTa. Yak Uy CHHXPOHH]CKOM MOIJIely ITOCTOje pa3iinKe
Ha €MCKa U €TCKa TyMadema jeJHe Te HcTe rnojaBe. Hayyna Tymauema
KOja TI0jeIMHE TBOPEBUHE Je(HHUIINY Ka0 OpUJCHTAIIHE YTHUIIaje HE
NojyJapajy ce ca HapoIHUM HHTEpIpeTannjama, Koje X WIIIUTa-
Bajy Kao Jieo ropaHcke Kyirype. Ounro je na cy [opaHum y BuIie-
BEKOBHUM KYJITYPHHM IPEBHPAmbHMa CTBOPHIIN COTICTBEHY MY3UYKY
yHukatHocT. Ha kpajy ce nocrasiba nuratse: j1a i he Topanuu y
BPEMEHY KOj€ A0JIa3H YCIETH Ja 04yBajy ayTeHTHYHOCT CBOT M/ICH-
TUTETa, WK he ce MPUKIOHUTH YTHIAjy HeKoT oj Behux Hapoma Ha
BanKaHy? Jla mu he ycneTn, kao u 110 cajia, 1a OCTaHy Herae u3mehy
ceera u usmel)y cBux?
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HOTHU ITPUMEPU

Ipumep op. 1.
he 'ne na wera 3ejHena

(hyphesoancrka necma "na eaac")

Peduja Puszsann poh). Asumu (1951)
Jbuda Pussanu pol). Butamu (1940)
cc10 Miuke

3
! f\—‘zl‘\‘d—lk —8— 3 — 83— | v ~

U, ja, a, 6ojonana, he ‘me ma mera 3ejHerna,
U, ja, he ‘nme ma meta 3ejuena, u!

he ‘ne ma mera 3ejHena
3a oBja Mcha byphesnen.
Jla 6epem TpaBke 3eJbeHE,
BOJIE Ja Jella OK TIeM,
3a oBja Meha ByphesneH,
CMe TO CBa 3eMa YeKale.

Cuumuia (1992) u tpanckpubosaia: Cama Pankopuh
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IIpumep Op. 2.

Maiuana, uio cu npucrana

(necuma "na enac” koja ce uz600u Ha c6addu)

J = cca 69 ce10 Pagenta
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E. muajaecto, Marana 1o ce npecrana(j),
€, Mailasa 1o ce jobasa(j).

Marmasna, 1o cu npucrana,
Marmarna, o cu yoasa.
Jla Te ot oue HebOeO
he ne ce BeHaj 1o Tej
Crpary Halllero jyHave,
110 T€ je paJjia CBEKpBa.

Canmuna (1992) u Tpanckpubosana: Cama Pankosuh
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ITpumep op. 3.
[ITo Hema Te, T1 aa nojaew?
(necma "na enac” koja ce uzeoou 3a cynem)
Xaruua Unujasu pob. 3ypamm (1949) u
euja Cenmmu (oxo 70 rozmHa)
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U, ja, mo Hema ce, 6epbOepora, Te oa J0jer,
U, ja, 6epOep oua, TH 1a 10j10a, u!
[Io Hema Te Tu aa gojaert?
Te uekaje nyze aeua,
Jla 'e YNHHMII CYHETIH]e,
Jla TH OHJIe JaKa pyka.

Canmmna (1992) u tpanckpuboana: Cama Pankosuh
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IIpumep Op. 4.
Bp6uie, Bpbo 3e/beHa
(hyphesoancka necma y3 uzpy)
Aviuja Crzivaitn polj. Anmamu (1955), Baxua Makeyru poly. Creriepu (1945)
J =100 1 Pacuva Pamazann poly. Xacamu (1949), ceito Bpanmre
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Bpbwure, Bp6o, 3espeHa,

BpOO 3esbeHa, hypherneHona,

10 CH C€ paHo pa3Buia?

,,Bpoutie, Bpdo 3esbeHa,
III0 CH C€ paHo pa3Buia?
He nut cu rajne nmana,
HE JIM T¢ MajKa Kapana?”’
,,.Bpoutie, Bpoo 3esbeHa,
OBYapa COM IO MMaJa,
110 moHoh coM To uekaia,
of1 ToHOh COM TIpecIuBaIa,
CO TeJb CUTapKa Ha IJ1aBa,
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CO KopaHwuIITa Ha cebe,
CO HaIlIapeHe PyYHuIIe.
Ja he Bu octanMm Hammja,
oBuapa Ja He 3umare!”

Cuummina (1992) u tpanckpubosana: Cama Pankosuh
IIpumep Op. 5.

He me Bukaj, nejke T

J=60 Jecranu Anuca (1974), 3apuja Masoku (1977) u
- Jlecranu Cehuma (1978). cexo Pamua

He wme Bu-xaj, aej-xe ™, HE ME BH-Ka] HE COM  camM,
|

) o —_ === ==
P’ A - S T2l T T I -
v% g E j—— = '

HC MC BH - Kaj HC COM  CaM, co apy - ra - pu ja we - Tam,
0 5 ' = _ = ===,

] I [
r

G T T 5 ] )
© =1 e —

C MC BM- Kaj, HC COM  caMm, co apy - ra - pu ja wc - Ttawm.

He me BuKaj, nejke TH,
HE M€ BHKAaj, HE COM CaM,
HE Me BHKAj, HE CO CaM,
CO JIpyTapH ja Imeram,
HE Me BHKaj, HE CO caM,
CO JpyTapHy ja meTaM.

He me Bukaj, nejke 1w,
HE Me BHKaj, HE COM caM,
CO JIpyTapH ja Imeram,
JpyTe IejKe ja TIbeaaM,
Tebe he ma ocraBipam.
He ce dasmu, aejko 1u,
He ce dasbH, ACjKEM TH,
ja 3a Te0e a maTtum.
Xonawu Beuep, 6ehapy,
BeYep Ja TH n3deram.
Beuep he me nasae,
3a TBYEro Jpyrapa.

Cuummina (1993) u Tpanckpubosana: Cama Pankosuh
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IIpumep Op. 6.

Bo name ceno Manoo
(necua ys uepy)

cerno Ophvuia
npuspencka [opa
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Bo name cero Maioso,
rMa Jigjue IpUCTao.
Bo namre ceno Manogo,
nMa Jiejae TIpUcTao.
AmaH, amaH.amMaH, amaH, J1aJio ope,
nMa jiejue TpHCTalo.

AMaH, aMaH,aMaH, aMaH, J1aJio Ope,
uMa jiejue TMPUCTAIIO.

Bo name ceno Manoso,
nMa Jiejae IpucTao.
Mopw, fejue npucrano,
Jia i Ou Me cakaio?
Ja 6u Tebe cakaino
ka' Om xyha mmaro.

CaumMmiia ¥ TpanckpuboBana: Cama Pankosuh
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ITpumep op. 7.

[pHa K®ura o1 10Ma MU 10j7€e

Mupsaga Abuyaa (1971) n Panma

.k =373 [ajasuru (1975), ceno JbyGopuiute
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sempre simile
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H CBE UP- HO, Ope Maj - um - ne MH  OM - Wy - je, W CBE Lp - HO.

Ope maj - um - we, MH nu - wy - je.

Lpna xmura, Ope MajuuIre, o 1oMa MH J0jIe,
1 CBE LIPHO, Ope MajuuIie, MU MHUIIY]e,
1 CBE LIPHO, Ope MajuuIle, MU MTHUIITY]e.

Jpyrap mMu ce keHU, HaHE, Mya JIcjKa 3UMa,
Mya JiejKa 3uMa, IIpBa TIIeAaHuIa,
Mya JiejKa 3uMa, TIpBa TIIeAaHuTIa,

TTocpen ceno, O6pe mMajuuile, TynaHu TyTaje,
Tynanu Tynaje, CeBna opo BojH,
‘He me tiienaj, Ceno, opo he usrpemmr!”

Hanomena: 3amicaH je HEJIOBHUT TEKCT yCIIeN YecTe MpOMEHe Bepchu(HKalyje.
Canmuna (1993) u Tpanckpubosana: Cama Pankosuh
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Sanja Rankovic¢

TRADITIONAL MUSIC OF PRIZREN GORA
IN THE SHADOW OF THE OTTOMAN EMPIRE

(Summary)

Located at the southernmost part of Kosovo and Metohija, on the slopes of the
Sharr Mountains, Gora represents a place once inhabited by the Serbian Orthodox
population, who converted to Islam under the Turkish occupation of the Balkans.
The faith conversion began in the 16" and ended in the 19 century, at which point
there had still been some remains of Orthodox churches left on the territory of Gora.
The acceptance of the new religion and other values passed on by the Ottoman
Empire brought about changes in terms of identity, so, nowadays, inhabitants identify
themselves as the Goranci/Gorani people. To this very day, their cultural matrix
reflects a combination of musical creations which probably preceded the change of
religion as well as those variations established by the Turkish domination. These
phenomena can be tracked on the level of both their context and the musical text.

The Gorani celebrate Christian holidays (Christmas and St George’s Day), and
keep those holidays that are part of Islamic practice (Sunnah and Bayram). As an
example of an older, traditional manner of musical expression, the two-part “aloud”
(na glas) singing has a dominant second interval in a narrow tonal ambitus and a free
metro-rhythmical organization. This form of singing is usually shaped into octosyllable
and it is characterized by text improvisation which happens simultaneously with a
certain action. Its interpretation is associated with St George’s Day, wedding, Sunnah,
and other holidays. Songs that accompany the dance are sung in a heterophonic
manner or in unison, accompanied by the tambourine (emic term: daire or def). Unlike
the two-part “aloud” singing, performing the songs in unison with the tambourine and
dance has wider tonal systems with a periodical case of an excessive second.

However, the very emergence of numerous instruments such as the tambourine,
kaval, tambura and zurla, shows a considerable Turkish-Eastern influence.
This influence is especially noticeable in the Romani “musicking” using zurla,
which typically involves a combination of traditional music of different nations,
predominantly Turkish and Albanian. Turkish influence tied to instrumental music
was conveyed to the vocal singing, particularly to singing songs together with using
the tambourine while dancing, as well as to singing to the accompaniment of the
tambura. Within these modes of musical performance, asymmetrical rhythms are
used, along with the augmented second, which ethnomusicological literature often
cites as an element of Oriental culture.

By overviewing the Gorani musical practice and the “otherness” in diachrony,
it is evident that what was known as otherness in the past now represents an integral
part of the identity. The practices established before Islam, as well as those brought
by this religion, are manifested in terms of context and text. It is obvious that the
Gorani people have created their own musical uniqueness throughout the centuries
of cultural turmoil.

Ipmmibeno 16. pedbpyapa 2016.

[IpuxBaheno 3a mrammy 24. maja 2016.
OpurnHaIHA HAyYHH paj
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Ancrpakr

VY 0BOM pajy pa3MaTpain CMO T€He3y U OTEJIOBJbEHE KOHIIENTa CPICKOT HApOIHOT
IpKBEHOT Mojarba TokoM XIX u mouyerka XX Beka MPBESHCTBCHO KPO3 aHAIIU3Y Hapa-
THBA O [IPKBEHO] My3HIH Tor 100a. Ha ocHOBY pacrpaBa 00jaB/beHHX Y IIEPUOJIHILIH,
Kao 1y 30MpKama [PKBEHHX HareBa OWIIo je Moryhe yBuieTn Kako cy caBpeMeHUIN
TIOjMUJIM HACTAHAK M Pa3B0j LPKBEHOT Mojama y okBupy Cpricke npkse. C THM y Be3u
ce HAMETHYJIO TyMadere penanuja u3Mehy cprcke IpKBeHe My3HKe HETOBaHE KPo3
BEKOBE C [10ja4KUM IIpaKcamMa y ApyruM LpKBaMa IPaBOCIaBHE eKyMEHe, Kao U ¢ Ha-
POITHOM MY3MKOM Ha OBHM IIPOCTOpUMA. 3axBasbyjyhy MIMPOj KOHTEKCTyaln3alnju
IJICJIUIITA U MPETIOCTABKHU KOj€ Cy M3HOCHIIHM TI03HABAOLIH CPIICKE IIPKBEHE MYy3HYKEe
TpajnIFje, TO jeCT HBUXOBHM JIOBO)CHEM Y BE3y ca paclpoCTPa-eHUM CXBaTambuMa
CpIICKe Halyje 1 KynType Mel)y IpumaTHAIMa HHTEICKTYaIHE U TOJUTHYKE ST,
OmyIH CMO y TIPIITHIIN J1a YKaskemo Ha cienehe: 1) ma je oOnmiKoBame KOHIIETITa CpIl-
CKOI' HAPOIHOT LIPKBCHOT I10jarba OMIIO YCIIOBJBEHO BiiaaajyhinM ApyIITBEHO-IIONH-
THYKUAM TCHCHIIMjaMa Yy CPIICKO] IPKaBH; 2) 1 j€ pa3syMeBamke HCTOPH)E OBE My3UY-
Ke TpaJMIIFje y aToM IepHoy OWIIO y KOpelalujy ca TOJMTHYKHM CTPEeMJbeHhuMa
cprcke enure; 3) aa je Cpricka LpKBa 3ajeIHO ca MO3HABAOIMMa [IPKBEHE MY3HKe,
Mely KojuMa cy TojenuHr OWIT FeHH TIPBU HCTPaKUBaYH (amMaTepr) Omia yKIbyde-
Ha y TIPOIIEC ,,3aMHUIIJbarba’ CPIICKE HAITH]C.

Kibyune peun
CPIICKO HApOJHO IIPKBEHO M0jamke, KOHIICT HallHje, CpIicka eiurta, CpIicka IpKBa,
XIX Bek, mouerak XX Beka

Veoo

Vnora KyATypHUX ¥ YMETHHYKHX TI0jaBa y MPOLIECY 3aCHUBambA
HAlMOHAJIHE ujeje Mel)y eBpOIICKMM M BaHEBPOIICKMM HapoOauMa TO-
koM XIX Beka UCIIMTHUBAHA € U3 PA3IIMUUTHUX YITIOBA Y IIPOTEKIIUM Je-

* OBa cTynyja je pe3ynrar paja Ha npojekTy MeHTUTeTn cprcke My3uKe O] JJOKAIHUX
10 TIIO0ATHUX OKBHpA: TpauIiMje, IPoOMeHe, n3a3oBu (0p. 177004), puHaHcupaHOT Off
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LIEHHjaMa y CKJIOIY UCTOPHU)CKUX, €THOrpapCKUX, MY3HKOJIOLIKUX U
JPyTUX BpCTa UCTpakuBama. [IpeTrnocraBka 1a je pasymMeBame Hallo-
HaJIHE 3ajeTHHIIC KA0 MOJIUTUYKH W/WUIIM €THUYKH 3aCHOBaHE TBOPEBU-
He OuI1o mpaheHo MperIuTakeM HapaTHBa, MHCTUTYIIMOHATHUX MpaK-
cH, Te OpPOJHUX BHUIOBA JAPYIITBEHOT Je/ama, MOCEOHO UCTaKHYyTa Y
KOHCTPYKTHBUCTHUUYKU yTeMEJbEHUM MOCMaTpamiMa Halllje U HaIHo-
HaiHe KyaType (Buaeru Applegate, Potter 2002; Hobsbom, Rejndzer
2002; Anderson [1991] 2006; Bacht 2006), nonpunena je yBuhamy
HEOITXOJJTHOCTH CTaBJbama y (OKYC, MOPE OCTalOr, U O0JNacTH KyJl-
Type U ymeTHOCTH. Mako crieruduuHe ycies cBoje ,,pelaTUBHO ay-
TOHOMHE” JPYIITBEHE MO3UIIMOHUPAHOCTH, OBE OOJIACTH CY, KAaKO je
HAroBEIITCHO y TOJeIMHUM yTHUIIQJHUM CTYyAHMjaMa, UMaJjie BaKHOCT Y
PenpoAyKOBamkY U YKOPEHUBahy MPEICTaBa O HAIlMjU U HALMOHAIIHO]
KYATYpU y KOHKPETHUM JPYIITBUMA OJ IEPHOJIa lbUXOBOI HAMETaHa
Kao TOJIMTUYKY W COLIMjaTHO pesieBaHTHUX. To je y mojeiHaKo] Mepu
OUJI0 KapaKTEPUCTUYHO 32 Mel)ycOOHO HemoAyapHe TUIIOBE JpyITa-
Ba — OJ] MyJATHHAIIMOHAIHO U MYITUKOH()ECHOHATHO OOJIMKOBAHUX J10
OHUX ,,CY’)KEHH]jer’’ THIIa, 3aTUM OJ1 EKOHOMCKHU U KYJITYPHO Pa3BHjEHUX
1o cinabuje pa3BUjeHUX M, Haj3ajl, Of] EKCIIaH3MOHUCTHYKHA HACTPOje-
HUX JI0 OHUX Y (ha3u KOHCTUTYHUCAmbA.

[ToBezanocTt u3Mel)y ycrocraBibama HallIOHAJIHE HJEje Kao
JIOMUHAHTHE Y M0JbY MOJUTUKE U YCMEpea KYJITypHUX U YMETHUY-
KHUX IPaKCH Yy ,,HAIIMOHAIHOM TpaBily’”’ youeHa je U y (YHKIHMOHU-
cawy Knexesune, a 3atum u KpasseBune CpOuje o1 TpHIECETHX TO-
nuna XIX Beka z0 noderka IIpsor cBerckor para (yr. Makyssesuh
2006; Wachtel 2008). C M y Be3u, H3pasuT 3Ha4Yaj UMAO je MPoLec
CTaHJapAu3alMje CPICKOT je3HKa, a 3aj€JHO C BbHUM, U TeHe3a CPIICKEe
KIbM)KEBHOCTH, TMKOBHE YMETHOCTH U MY3HKE. Kaz[a je ped o My3uu-
KHUM I10jaBaMa, HApOYUTa NaXbha y J0CaJalllbUM HCTPaKUBAmBIMA
Owia je mpuaBaHa carjienaBamy ornpeaMmehema KoHIENTa Haluje
y cepu u3BohaiTBa, 0COOUTO XOPCKOT TEBAIITBA, ITOTOM CTBapa-
JalliTBa Yy >KaHPOBHMAa XOPCKE U KJIaBUPCKE MYy3HKe, KoMaja C Ie-
BalbEM U KAMEpPHE U OPKECTapCKe MYy3UKeE, T€, HAllOCIETKY, My3HUKe
KypHaJIMCTHKe, uctopuorpaduje u ,,etHorpaduje” (ym. Atanasovski
2012, 2015; Markovi¢ 2005; Munanosuh 2006; Milanovi¢ 2014a, 6).
VYnpkoc MHUPUHY MEPCIEKTUBE Y BehMHY MOMEHYTUX PajioBa, yCpe-
cpeheHoCT MPBEHCTBEHO Ha CETMEHT YMETHUYKE MYy3HKEe OHEMOryhu-
J1a je Ja ce APYrd CErMEHTH IOIYT, HA MPUMEP, UPKBCHE My3HKe H
nojadke 1 u3Bohauke npaxce yHyrap CpIicke IPKBE OHOTa BpEMCHa,
ocMarpajy Kpo3 npusMy Kopesainuje u3Mel)y HallMOHaIHOT U My-
3UYKUX MHUTAbA.

Vmajyhu To y By, Kao 1 OTpeOy /ia Ce Ha3UB CPUCKO HAPOO-
HO YPKBEHO liojarve, KOJH €& NCKPHUCTAINCA0 YIPABO y 100a HALHO-
HaJIHOT Oyhema Ha OBUM MPOCTOPUMA, TEMEJbHU]E KPUTUYKU MPEU-
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CIHTA, OANYYUIH CMO C€ JIa OBOM IMPHJIMKOM YKPCTUMO pe3yJiTare
JIBajy 3aceOHMX HCIUTHBaWba — JEJHOT KOj€ CE THUIIAJIO pa3Marpama
pasBoja mojauke mpakce y okBHpy CpIICKe IIPKBE y MOCTBU3AHTH]-
CKOM IMEPUOAY Y3 OCBPT Ha CIIOKEHU CILJIET MOJUTHYKHX, KYJITYPHUX,
YHYTapUHCTUTYIIMOHATHUX OKOJIHOCTH OJ1 3Ha4yaja y OBOM IIpoliecy
(ITeno 2016) u apyror, y KoMe je KJbYYHHU ITUJb OWJIO aHATM3UPALE
THIIOJIOTH]€ KOHIICTITAa Hallhj€ pacipocTpameHe Mel)y CprickoM uHTe-
JIEKTYaJIHOM M IMOJIMTUYKOM enuToM 110 [IpBor cBeTckor para u Bu-
JIOBa BbEHOT OTEJIOBJbEHA Y TIoJby My3uke (Vesi¢ 2013; Becuh 2014).
CuHTE30M yBHA 10 KOJUX CMO JONUIM Omiio je Moryhe na ce Kpeu-
pame 1 O0JIMKOBakE KOHIICTITA CPUCKOE HAPOOHOZ YPKBEHOZ HOjarbd
tokoM XIX u mouyetka XX Beka (1o [IpBor cBeTckor para) mocmarpa
y TENIH0] B3 C TyMavyemhHMa Ueje HallMje U HAIIMOHAIIHE KYJITYpe
CBOjCTBEHHUM TaJIalllkb0j CPIICKO] €IUTH. 3axBajbyjyhu Tome, Ouin
CMO Y IIPHIIMLH J1a PA3MOTPHMO Ha4MHE Ha KOje Ce IIPE/CTaBa O CpII-
CKOj HalWJU U KyITypH peduieKkToBaa Ha 00IacT UPKBEHE MY3HKE,
TauyHH]€ Ha TIOUMAabE UCTOPH]je CPIICKOT IPKBEHOT 1ojama, T€ HeroBe
ayTeHTUYHOCTH U ,,apXauuyHOCTH .

Cpiicko HapOoOHO YpKEeHo tlojarbe: 0C8pill Ha Oedhuruyuje y iepuody
0o itloueuixka [Ipsoé ceeilickoZ paiua

OyHaupamwy ciinke o Hauuju y XIX BeKy Cy Ha pa3InyuTe Ha-
YUHE U Y PA3IMYUTO] MEPHU JOTPUHENN MOMMCUBAKE U UCTPAKUBAE
eTHOrpa)cKUX H3BOpa, OTKPUBAHKE PA3IUUYUTUX BUIOBA HAPOAHE
KyATYpe, U y CKJIaay C HOM IOKpEHYTa MHTEpEecoBama U Mpoyya-
Balba y UCTOPHUJU KHWKEBHOCTH U JIMKOBHUM yMmeTHOcTuMa. Ha-
LIMOHAJIHU MIPOrpaM C€ O/IBHjao, Mamke WM BUILIE IJIAHCKHU, U OHO je
npaheH nenoBameM JPYIITBEHO-MOJIUTUYKUX MHCTUTYIHM]a, TOBpe-
MEHO M YKJbYyUHBambEM LIPKBEHUX IpEJICTaBHUKA. Y (PE)KOHCTPYK-
LIMjU 110jauKe TPaJuIIKje TOMOh U CMEPHHUIIE C IP>KaBHOT U LIPKBEHOT
BpXa M30CTaJe Cy, U 0Ba] 3a/laTaK Mpey3eiu Cy, CTUXHUJCKU U CaMo-
MHUIMJaTUBHO, EHTY3H]aCTU KOjU Cy IPETO3HAIN BaXKHOCT LIPKBEHE
HecMe 3a BaCIIMTAkhC U IyXOBHH HAIlpeaK HalMoHa.?

3 Tuxomup Octojuh je 1896. 6MO M3PUUMT y KOHCTATAaLWjH J1a, 38 PasIuKy of Beh
OCTBApEHHX pe3y/iTara y JOMEHY BH3aHTOJIOLIKHX MPOy4YaBama CPEJEHOBEKOBHE
CPIICKE KEbHKEBHOCTH, 3aKOHOIABCTBA U apXUTEKTypE, Ha M0JbY IIPKBEHOT I0jarba,
,,HUje HI MOTHKOM ynapeHo”; ym. Octojuh 1896: IX. Crudan koMeHTap a0 je u
QHOHMMHHM ayTOp Haruca 1oj Ha3uBoM ,,CpIICKO MPABOCIABHO LPKBEHO MjeHuje”,
o0jassbeHoTr 1912, y waconucy [ ycre. Onncyjyhu mra je cBe y Be3u ¢ pa3inanTiM
rpaHaMa CpIICKe HapOJHE YMETHOCTH YUHE-CHO, THcall mnpuMehyje na je ,Hame
JIMBHO I[PKBEHO IjeHHje, 0 KoMe ce 0e3 M TpyHKa HIOBHHHM3Ma CMEJO MOXeE Ja
TBPJM 1 je JICNIEe W 3Ha4YajHUje W O IPETOPHUjAHCKOT W O Ma KOjer HapOJHOT
LIPKBEHOT IjaHUja Apyre KAKOBE BEPOHCIIOBECTH, CKYIIJbEHO U CTAaBJBEHO Y HOTE, U
T€ HOTE Cy yIlieasie HeKOJIMKO M3/iaa. HuTH cy ce Hallu cTpydmaiy My3udapu
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Wneanu3oBany CIMKY CPICKE IPKBEHOMY3WYKE MPOIJIOCTH,
y 4djeM Cy OOJIHMKOBalY MOCPEIHO YUECTBOBAIU, HUCY UM MPUTOM
MOTJIM 3aCEHUTU HEIBOCMHUCJICHHM I10Ka3aTesbu HEHOI TPajHO 3a-
nymreHor crama (yi. bossapuh n Tajmanosuh 1891: V).* TIpene-
Operu cy, Takohe, ¥ YHICHHILY /A ,,OMUIJBUBH U ,,TICBJbUBU MY-
3UYKU CIIOMEHUIIU He nocToje. CTapuHy CpIicKe Mojayke Tpaaulyje,
y CKJIOIy €THUYKOT KOHLEINTAa HallMOHAJHE KYNIType, Tpebaio je, u
MopeJ Tora, Makap MUTOJIOTM30BAaHUM Ka3UBAHEM YTEMEJbUTH.

JloxuBJbeHA Kao TIpojaBa ,,CPICKE” TMOOOKHOCTH, CPIICKHX
ocehama ¥ JyXOBHUX MOTpeda, PKBEHOMOjadyKa YMETHOCT j& Mpe-
CTaBJbCHA JOLI JEHOM y HU3Y MaHH(ecTanuja Ceu(uIHOr BEPCKOr
unenturera Cpba. Camum tM 00e30eheHo joj je MecTo y KopIycy
CBEYKYITHOT HCTOPUJCKOT M KyATYpHOT Hacieha mpenaka, Ha uuje je
OuyBame OMO TMO3BaH CBaKW POA0JbyObeM oOaBe3an CpOWH mpaBo-
CJIaBHE Bepe.

Hako ce mojam Hapoono, n3y3eB Apyradvjer — UMEHUYKOT 00-
nuka y HacnoBy Jluiuypzuje Kopuenuja CrankoBuha, HUje OeIUIu-
paHo HaIllao HU Y JEHOM 3arfiaBjby HOTHUX 300pHHUKA KapIOBaYKUX
nuTOMala, Mmopa3yMeBaio ce Jia je caap)kaH y Ha3uBY y KOjeM Cy
KOMOMHOBAHU TEPMUHU: CPICKO, UpasociasHo, ypkeeHo WM (cida-
po) Kaprosauro. 30or ucropujckor 3nadaja Cpemckux Kapiosaua
— LPKBEHOL, YJEJHO M JPYIUTBCHONOIMTHYIKOr LeHTpa Kapuosad-
K& MUTPOIIONIHje, [10jaM KAp/lo6auKo UMAO je 3Ha4aj CUMOOIIA, HO Y
CYIITUHHU j¢ OMO CHHOHUM 3a HAPOOHO.

Mucnu o Hapoonom TOPEKIY M KapakTepy LpPKBEHE IecMe
kojom ce Cpbu bory more, kojuma je mpomparuo u3jia3ak CBOje
napturype boowcanciusene nuiiypuje Kopuenuje Crankosuh, mely
npBUMa je aojaatHo paspaauo Baca Ilymmubpk. ,IIpaBu Cpoun, ox-
HErOBaH W BaCIIUTaH y CPIICKOM JYXY M CPIICKOM IpaBociaBby” (1) —
MMCA0 j€ TyTrOrOAMIIbGN YIIPAaBHUK HOBOCAICKE TUMHA3HU]E — ,,y)KUBA
HajpehMa y OHUM LPKBEHUM MeEJIO/IMjaMa, KOje je caM CTBOPHO, KOje
j€ Kpo3 TOJMKO BEKOBa MpeMa CBOME YBY Y/EIIaBao U MpeMa CBOM
cpiy yrahao” (Ilymmuopk 1887: 600). Ona mak menonuja Koja HUje
,,A3 Hapo/1a MOHWKJIAa”, YaK 1 KaJia je JOCTOjHa MmoxBaje, ocraje ,,Cp-

110320aBNIIN TTOPOOHHM]E ca HAIIMM LPKBEHUM ITjeHHjeM, HUTH j€ HCTO IIHUpa myo-
JIUKa TIPUTPIIAJIA TaKo, KaKO OHO 3aciyxyje [...] Hamm my3udapu, u3y3eB 1o rie
KOjU M3y3€TaK, Kao IITO je U3BPCHU U MHOro3acayxuu Cr[eBan]| Mokpamall HUCY
oOparnim cpr[cKoM| MpaBoCIaB[HOM| IPKBEHOM ITj€HH]y OHOJIMKO MaKEbe, HUCY
Ce TaKo Hallajajy JIEToTaMa TOT CBar/a CBEKET U3BOpa U HUCY CE TOJIUKO TPYAWUIN
Jla TIPHCBOj€ OHAj YHCTH, Y3BUIICHH PEJIMTUO3HU J1yX, KOJUM TO IjEeHHU]je JUIIIe, KaKO
CY TO YMHWJIN BEJIMKU My3WYapy 3anaHUX KyJITYpPHUX Hapoja ca lbMXOBUM IIPKBE-
HUM mjeHujem”; yi. AHoHEM 1912: 146-147.

4 Jlemota m pasnu4uTe BapujaHTe Mojama, Mehy kojuma Bossapuh moceGHO m3-
JIBOJUO KPYWEOOACKY Y CUOHCKY, TOCTHIVIE Cy BPXyHAIl Y €pH KapJIOBauKoI' MUTPO-
nmonuta Crepana CrparumupoBuha, 1a 6u Bpio 6p30 MOTOM 3amaio y Kpu3sy; yII.
bosbapuh u Tajuranosuh 1891: V.
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OuHy Tyha, CPIICKOM yBY YrOIMTH, CPIICKO CPIIE 3arpejaT U 3a7100u-
TH HE MOXKe HUKana” (KCTO).

[TymuOpk je Tex y3rpea U TO He ¢ IMYHOM yBepeHoInhy rmome-
Hyo naa cy Cp0wu, ,,l0 CBOj MPWIUIK, MPUMHUBIIHU ,,u3 buzanuuje,
nakie on I'pka” Bepy, YCBOJUIM W TpUKe HameBe. TauHUje, 3a mera
je MHoro Behy 3Ha4aj NPEACTaBIbAIO TO Ja CC ,,JaHACKe OMTHO pa3-
J'II/IKy_]y Hae MeJOANj€ OJf TPUKUX M O]l APYTUX MPABOCIABHUX Me-
noauja”, v 1a cy WX, WITAaBUIIIE, ,,TATIEKO OCTABHIIE 32 co0OM y CB0jOj
CymITHHU y ¢B0joj Jenotu’” (ym. Ilymmbpk 1914: 69). O eTHUYKH
cxBaheHOM KOHIENTY HallMOHAIHE KyaType cBenoun u [1ymmbpkoBo
MOjallkbehe /1a je MPUMIBEHU MEJIOC ,,Hapoj caM COOOM MEHmao U
yJelaBao mpema cBoMe ocehamy, npema cBome ykycy” (ucrto: 71),°
1 J1a j€ Ha Taj HAYMH CTBOPEHA KapAKTEPUCTUYHA HAWA HAPOOHA CPil-
cka upkBeHa necma. Hapon je, nakie, ,,cam ceOu yaecHo KIacHUYHY
CITyKO0Y, K0jy he Temko Koju KOMITIO3UTOP JOCTHNH, a KaMO JIU MpeBa-
suhu” (ucto).

Y neuHncamy CpICKOr Hapooroe nojatsa y upkeu [Tymmopk,
JaKie, HUje UMao Ha yMmy caM jesuk. Of mera ce Yak JCLHIUpaHo
orpaauo, 3Hajyhu Ja je UCTH je3uK y pa3iIMyUTUM Je3MYKUM pelak-
1yjama, OCHOB Oorociyxemwa orthodoxia slavica-e. EXCKITy3WBHOCT
CPIICKE HapoOHe TI0jadyKe TPAIUIU]e OH j& BUJICO YIPABO Y ,,apHju HIN
MeJIoAujH”’, TIPOUCTEKIIO] U3 OCOOMUTOT ,,HAYMHA U3roBapama’ MOJIHUT-
BEHHUX PEYU KOj€ C€ Hajla3e y ’bUXOBO] OCHOBH. Y3/IM3amy TMOO0KHOC-
TH, KOJYy j€, IOyIIIe, U3]jeTHAYNO Ca 33]J0BOJbEHEM IICUXOJIONIKE TIOT-
pebe 3a ,,yBecesbemheM JyXa”, JeIuHO je Mora JonpuHeTH ,,CpOuHy
HajMUJIMja MeJIoInja, oHa Kojy je cam ctBopuo” (ITymmopk 1887: 600).

VY ronunu nouetka Benukor para yrineaan HoBocahanun umao
J€ pasJior BUIIIE J1a CBOj€ CaBPEMEHUKE IMOJICETH J1a Tpeba aa ce ,,Io-
HOCE CBOJUM IPABOCIIABJbEM — JICTIUM CITY>KEHEM Y LIPKBU U JICTTUM
nmojameM” W Ja MpeJ AeBacTHpajyhuM MOJIEpPHHU3AIM]CKUM IPOIIe-
cMMa He TOCYCTaHy y HEToBamy ,,HapomaHocHe ocodune” (Ilymm-
Oopk 1914: 71). Pauynajyhu na he meros miac nmpoOyauTH ,,ycriaBaHe
ocehaje Haposa mpemMa cBOME HapOIHOM YMOTBOPY , y3 TO MOApa3zy-
MeBajyhu 1o HapoaHUM OaroM ¥ HapOAHY XOPCKY IIPKBEHY Iec-
My, [lymumbpk je wranoBuma CprCKOT MEBAaYKOI caBe3a MPEI0uro
OIACHOCTH ,,TYHMHCKHX MeJoJuja, MyHUX KaTOJMIKU3MA U CTPaHOT

5 O pasymeBamy KOHIIENTA HALIW]€ M HAIMOHATHE KYJIType Mel)y CpIICKOM MOTUTHIKOM
Y MHTENIEKTYaTHOM €JTUTOM M FbUXOBOM OTEJIOBJBEILY Y MOJBY MY3HKE OJT PYTe MOJIOBHU-
He XIX Beka o mouyerka [IpBor cBeTckor para Buaety nerabuuje y Vesi¢ 2013.

¢ Kao wmiycTpauujy CBOje TBPAEE Jia Cy HAPOIHH YUHTEJbH, Mehy EHMa U CPIICKH
CBELITEHHLIH, ITTABHHU TBOPIIH CPIICKHUX [[PKBEHUX HareBa, [1yIOpK MOMHIE U3BECHOT
npory Cranuha, 1oOpor mnojua, o Kora je Mao MPUIUKY Aa CIyllla BAHPEIHO JIEy
»Xepypuky (sic) no apuju 'Ej mycto Mope, €j myctu Banu’ u3 Makcuma LipHojeBuha”.
[Ipota My je OTKpHO Ja je ,,lipeMa HapOTHIUM CBETCKUM MeIToIMjamMa 3a IPKBY yI€CETHO
BHIIIC TAKO KOMIIOHOBaHUX CBOjUX Xepyhuka u npuuacHux” (I[Tymmbpk 1914: 71).
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JlyXa, Koje Halll HAPOJHU YKYC KBape W IMoMajo yHUIITaBajy” (HUCTO).
,»IBp1” 3arOBOPHUK €THUYKOT MPaBla y KPEUpamby HallMOHAIIHE MY-
3UYKe KyIType OO je HeIBOCMHUCIICHO MPOTUB I[PKBEHUX KOMIIO3U-
1IMja YUju Cy TBOPIIM CTPaHIH, ,,BACTUTAHN y TYHHHCKOM AyXy U 0e3
CMHCJIa 3a Hale ocooune”.’

[Tonjennaxy ormacHOCT BUJIEO j€ U Y IPOAOPY IPUKHUX, PYCKUX, YaK
U PYMYHCKUX, CBE CKYTla CTPaHUX LIPKBEHUX Mecama. UnmbeHuIIa J1a ux
YYHTEJbU NIeBaba U XOpoBohe nmpoTexupajy, y3nemupanaia je [lymmu-
Opka, Oar Kao 1a cy, ,,JIeMIe, KIaCHYHHUje Ol HallluX PoheHUx, Koje Cy
HaM M3 Haller cplia MOHUKIIE, [1] Kao Ja je Jierniie OUTH MpaBociaBaH
Pyc, I'pk, PymyH, Hero npaBociaBau Cpoun’ (ucto). ETHOQHIeTHC-
THYKa ocehama Koja cy HaIuIIa, 00Jb€ PEYCHO, TOTUCHYIIA XpuITthaH-
CKO-TIPaBOCJIaBHO pacyhuBambe U pa30TKpuiIa HESKJIMCHOOIIKY CBECT
YIJICZHOT CPIICKOT MHTEJIEKTYallla, YjeHO U akKTUBHOT uiaHa Cpricke
L[PKBE, caJip’kaHa Cy y TOEHTH HEroBe KPUTHUKE CaBPEMEHUX MY3HU-
KHX T0jaBa: ,,A ja 3HaM” — ¢ BEJIMKUM Moy3aameM uctude Baca Ily-
muoOpK — ,,J1a HU jenad paBu CpOouH He sxenu outu HU Pyc, Hu [ pk, HA
PymyH, Hero camo u jenuao Cpoun” (KCTO).

CX0HO HEeMMCaHOM MpaBUITY J1a Cy 3HAIM MPONACTH jeHOT Ha-
pona ryospeme je3nka, necme u oonuaja (Ilymmopk 1887: 602), 3m0-
CJIyTHOM TIpOpOKoBamwy na hemo ,,ipectaru outu CpOu, Kaj HAITyCTH-
MO CBOj€ YMHE MPOM3BOJIe a mpurpiaumo tyhe”, 3abenexenom 1887,
HEIyHE JIBE JICLIEHHU]€ KaCHHU]e IPHUJI0/1a0 j€ HOBH CaBET, yjeIHO U apry-
MeHT: ,,He naure TyhuHy Ha jiernak 300T MaJICHKOCTH, jep C€ U3 MaJIuX
cTBapu Mory uzineh Bpio Benuke nocneaune” (ITymmbpk 1914: 71).

Hapoounociu cpnckor pKBEHOT MOjama JOKa3UBao je capajeB-
CKU KaTHUXeTa W CBEeIITeHOCHyxurtesb ['aBpunio bossapuh, u Hotama,
aJ¥ U pedjy y mpearoBopuma 300pHHUKaA Koje je 3ajenHo ¢ Hukomom
Tajmanosuhem npenao oradactsy. Maxko je, mOmyT yIjeIHor yrpaB-
Huka HoBocajcke rumHaszuje, cmarpao na KopHenuje Huje ycneo na
BEPHO 3a0€JIeXKH 1 XapMOHH3Y]e HAIICBE, OH je C IPBUM CPIICKUM Me-
norpa)oM y IOTIYHOCTH OUO cariiacaH y Te3u Jja Cy MEIIO/H]e KOjH-
Mma CpOu npuHoce MonuTBe TBOpILY Mpey3BUILIEHHU]E O]l TI0jaba CBUX
npyrux npasociaaBaux Hapoaa.! Ha xouiy XIX croneha, y cpeaunu

7 Mely BramajyhuM JIUCTHHKTUBHMM TPUCTYIMMA KOHIIENTA €THUYKOT HAIUO-
HaJIHOT' WICHTUTETa, 3aCHOBAHOT HA OPTaHUIIMCTUYKUM HAIlMOHATHUM TeOpHjama,
[TymmOpk ce ca CBOjUM CTaBOBHMMA CBPCTaBa y OHY IPYITy IPEACTABHUKA CPIICKE
MHTEJEKTyallHe eIUTE Koja je Ha (OopMHpare HallMOHATHOT WACHTHUTETa CPIICKE
KyJAType Ienana u3 Cy)keHe Bu3ype mojma etHuakor. Hammve, [TymmOpxk Huje Bepo-
BAO J1a IPHUIMATHNULIU JPYTUX HApO/ia — HeCpOM MOTY Ha aJIeKBaTaH HauuH MPOIPETH
y AyX HapoJHE KYJIType U Jia CBOJUM CTBapaJalliTBOM, YaK M KaJla je yTeMEeJbeHO Ha
CpPIICKOM HAapOIHOM ITOTEHIIH]jally, HICY Y CTaly Ja joj Jajy oAroBapajyhu mompu-
Hoc. O OUMoIapHOM HAaCTPOjeby CPICKUX My3H4apa y Be3U ¢ yHarpehemem BUco-
KOoyMeTHHYKe My3uke y CpOHju y HCTOM NepHoly U, KOHKPETHO, yiio3u /laBopuHa
Jenka y »0j, Bumetn Vesi¢ 2013.

8 OBo MunuBemE je, nctnna, bossapuh npunmcao Anamanay Kopaucy koje je om,
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e cy ce (haHapHOTCKH CIHMCKOIN 3apXKal JIy)Ke Hero y OCTaJluM
CPIICKMM KpajeBHUMa, Y LIPKBaMa Cy CE JOLI YBEK MOIJIC 1y TH MEIIOAH]e
KOje Ha ,,rpUYKe HarI/IH,y” ? OTyna je merosa anonomja ,,HAPOJTHOCHE
0COOMHE U KapaKTePUCTHKE HAPOAHOT Ayxa’ KapjOBaYKUX HareBa
owa mocee ouekuBana (yn. bossapuh u Tajuranosuh 1891: IV-V).

VY mpaBiy yTemesbema TeOpHje 0 CaMOCBOJHO] CPIICKO] OoTro-
CITY’KOCHO] TIECMHU CapajeBCKU KaTHXETa j€, Y CaKeTo] (hOpMH, U3JI0-
’KHO CBOje Buljer€e IHCHOI MMOpeKIa M MCTOPHjCcKor pas3Boja.'’ Mako
cy ,,01 Bpemena Ceeror CaBe, Hallli CTapu jaMavyHO J00Wjad T10j1Ie
U3 rpukujex kamyhepa u ca ['ope ATOHCKE”, U yIPKOC TOME IITO je€
y BpeMmeHy porictBa non Typuuma mnojame mehy CpOuma Omiio Ha
Kpajilhe HUCKOM HHUBOY, T€ j€ JI0 M3BECHOT HAaIpeTKa, 3axBasbyjyhu
IPYKUM Aackaauma, noinio Tek Tokom X VIII Beka, TBopima Hapoo-
HOZ — KapJIOBAuYKoOT ijeHuja, kKako je Beh pedueno, bospapuh je cmaTpao
cprcke nojue: Jlnonucuja Uynuha u Jeporeja Myrubapuha. Onu cy,
JIPYTUM peurMa, 3aCTy>KHH IIITO j€ CTBOPEHA MEJIO/INja Koja 3a ,,IyITy
[cpnckux, mpum. B. C. IT u U. B.] cnymanana npujama’™ 1 ¢ KOjoM ce
Cp6u ycpano bory more.

Heo06jexTHBHO je 0 ayTeHTUYHOCTH CPIICKOT HAPOHOT IOjarba
nucao u Tuxomup Octojuh, KOMe aKpUOMYHHM HAyYHU METOJ HUje
M3MaKao y MpoydyaBamkbhMa UCTOPH]E KEMIKEBHOCTH M (DUIIONOTH]E.
Hberosa Te3a racuna je ga cy Cpou, npumuBmud o ['pka Bepy, yc-
BOJWJIM U I[PKBEHE XMMHE M HbUXOBE HAIeBe, HO J1a Cy C€ BPEMEHOM
MEJOAHj€ ,,y CPIICKUM YCTUMA Tako JOTOHWJIE HA Kallyl HapOJHUX
MeJoAMja, 1a C€ JJaH JJaHAC CACBUM PA3JIMKY]y O] TPUKHUX, CAMO UM
je ocnoBa ucta” (Octojuh 1893: 58). C 063upom Ha TO Ja HUje OmIa
(¢buKcHpaHa HOTHUM 3HAIMMa U J1a je MO/ YTUIIajeM HapOJHE IecMe
HEIPECTaHO MEWbaHa, NCaIMO/I1]a j€ Y TOJIMKO] MEPH ,,lT0CpOIbeHa”,
Jla y 1b0j BUIlIe HeMa HUYer Tyher. Y3 cBe To, ,,I[pKBEHE MOIEeBKE CPII-
CKE MPaBOCJIaBHE, 0COOUTO KaJ C€ YKYCHO yINIaJie U JIeTo NeBajy, Of-
roBapajy MOTIYHO CBETULH JIoMa 00Kjera U MOTY C€ Y CBOjO] JICTIOTH
MEpHUTH C IlecMamMa Ma Koje LPKBE W Ma Kojer Hapoaa” (ucto: 59).

HABOIHO, M3pekao momro je y Cpemckum KapioBmmma cirymao cpricke ,,IeBie”.
bospapuh HaBoau na my je Ceprej Hukonuh, npodecop y Benunkoj mkonu, nucao
na je Kopauc mraBuiie TBpJIMO /1a je CPIICKO ifjeHuje jeqUHO MPaBOCIaBHO, ,,a 0C-
TAJIO ¥ 'y TPYKUM LPKBaMa U y PycHju BeroBUM yIIMMa CIIyLIaHO Jia je HUIITA 10
ceOu; nierno anu He npasocyiaBHo”; yi1. bosbapuh u Tajmanosuh 1891: IV.

9 Hakanoct, meTy CBECKy y OKBUPY TIPBOT U3[amba, Y K0joj je Tpebaso jaa mpes-
CTaBe TPYKe MENIOHje Koje Cy Ce jOII YBEK 3ajpiKalie y CPICKOj O00rociyk0eHo]
npakcu, boseapuh u TajianoBuh HUCY 00jaBHIIH.

10 Ckpomue nonarke Bosbapuh je mpeyseo Behum nenom us Pajuhese Hcinopuje,
KopucTehH IPUTOM Kao M3BOP y BE3H C IPYKOM I10ja4yKOM LIKOJIOM TECTAaMEHT MUT-
porosuta Mojcuja, mtammnan y becjeou on 1846. ronuue, kao u Hamuc o Yynuhy
o0jaBibeH y bpwwany 1886. bospapuhy je Omito moszHaro u oTkpuhe cTUxupe u3
XHUIIAaHAAapPCKOT pyKomwmca o kojoj je Hukanop Jyuuh mucao y [acnuxy cpiickoé
VUEHOZ OpPYUWIBA.
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[Tonyt ITymm6pxka, u Octojuh je yrnozopaBao Ha OMACHOCT MPEKUIA
,,ACTOPH]CKE HUTH Yy HaIIO] [PKBEHO] MYy3HUIIN

»MH ce pago XBaJUMO Ja je, CpICKa IpaBocIaBHa LPKBa HapoAHa (IUTO U
ject). Hapony je Hamre 0OMYHO CTapHHCKO (KapIoBadyKo) I0jame aparo; OH
pazio Tyau 3a MeBIEeM U IIOMHO MPaTH LNy CIyXO0y [...] Mu mrta Bure (sic)
HEMaMO HH TpaBa ycKpahmBaTH Hapomy TO yXKuBame” (UCTO: 61).

Mely peBHOCHHM 3aCTYITHULIUMA HAPOOHOZ IPKBEHOT TOjaba
Halllao ce€ ¥ My3uyap yemkor nopekia paryrun brnaxek. Hexonu-
KHM Hamuicuma, Mehy kojuMma cy u npukasu bossapuhesor u Tajmra-
HoBuhesor, kao 1 OcrojuheBor Menorpadckor paja, OH je CBOje HOBE
CYHapOJHHMKE POMaHTHYapCKH 3aHECEHO Kpemnuo y yoehemy ma cy
BJIACHUIIM PETKOT KanuTtaia. CBEeJOK Ty>KHOT CTamba y CPICKUM IPK-
BaMa y KojuMa ce cBe pehe morao uyTu ,,1ieBall Koju je BepaH y u3pa-
3UMa MPUPOTHOT ¥ HEIIPUTBOPHOT MOjama’, COMOOPCKU YUUTEIb MY-
3HK€ je, TOCPEACTBOM MOBPIIHE My3UUYKE aHAJIU3€E [JIACOBA MMOKYIIA0
Jla IoKake J1a cy mely mpaBociaBHuMa jeauHo CpOu oprkalid BeKo-
BHUMa cTapy paHoxpuinhaHcky ncanmonujy. U3BopHoO rpuke mpkse-
HE MeJIoJiije, KOje CYy BPEMEHOM YMHOTOME ,,[IPEMHAYUIN HHUXOBU
I'pYKH TBOPIIH, ITpema braxxekoBoM yoehemy, cauyBamu cy ,,y CBOjOj
MPBOOUTHOCTU U KYJITUBUPAJIM UX CPIICKU CBELITEHULU U Kanmyhepu
y npomactom [XVIII, npum. B. C. II. u W. B.] Bexy u y nouerky
oBora ctojiecha 0coOUTO y PPYIIKOTOPCKUM MaHACTUPHMa a JIOIHU]e
y KapJIOBa4yKoj OOTOCIIOBUJH U OCTAJIUM HAIIMM OOTOCIIOBCKHM 3aBO-
JIMMa, Kao U 'y coMOOpCKo]j yuuTesbckoj mkonu” (braxkek 1890: 178).
On Cpba cy, HeoOjekTuBHO je 3akibyuno CpOuma HakinomeHn Yex,
KapJIOBAYKO #ijeHuje YCBOJUIIU hary pyMyHCKOT TTOPEKIIa KOjU Cy TI0-
xahamu GorocioBuje u npenapanauje y Bpminy u Apamy, Te ce Tako
ono u mehy Pymynuma parmmpuio (ucro).!!

[Torryt braxeka, er3aaTupaHiM HAYMHOM j€ O ,,aHhEOCKUM apHja-
Ma, (GMHUM YMUJBATUM TpUJIaMa 1 JJAKUM U HEOCETHUM IPEKPACHUM IIpe-
JIa3uMa Kapoeaykoe tjenuja’, macao ocjeuku rpora Jlazap bormanoswuh.
Bpennowm cakyrspady nojaraka o [pKBEHOyMETHUYKUM CTapuHaMa OuIio
j€ JIOBOJBHO JIa CE€ CETH TMBHUX MEJIO/Mja Ta Ja Tra ,,MpaBu roauhy”’, a
MHOTO IyTa j€ MMao MPWIUKY Jia C€ YBEPH KaKO H-UXOBO CITYILIAHE, jOII
BHIIIC TIOjarh€ ,,TONH O]l MIJIMHE aylry He camo CpOuHY, HEero u TyhuHy

1 Tlonecen ponosbyOuBUM oceharmeM U OPUIOM 3a CPIICKY TPAIMIIK]y, KOjy j& cMa-
TPao CBOjOM COIICTBEHOM, biiakek je y TeKCTy KOjU je MOTIHCA0 NCEYIOHUMOM
bauBanuH caBpeMmeHHMIIMMa ymyTHo amein: ,,CracaBajMo 3a paHa IITO CE CIacTh
MOX€ M 04yBajMO Halle IPKBEHE MEJIOHje YNCTe, HEH30IayeHe, IIOTOMCTBY Ha-
mem. JemHoM y HOTe TpubpaHo 61aro HUKaga ce BUIle 3ryouTu Hehe, mta Buie
oHo he ocraru Bazza CBjexe, HICTHHUTO U JKUBO, jep hie ca yuermeM HOTHOT Tojama
Y HaIIUM HIKOJIaMa, HaIlle JIKjero KapJIOBayKo 110jamke CAaCBUM Y OPUTHHAIY OfpsKa-
TH C€ U 32 BjeunTa BpeMeHa cauyBaHo outu’’; yn. bausanun 1891: 174-175.
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u jenHoBepHOM U nHOBepHOM ™ (bormanoBuh 1893: 231). 3a borjanoBuha
HUje Omwio cymme 1a je jom y Ilehkoj marpujapimju mocrojano cremy-
(bMYHO CPIICKO ,,0CMOITIACHO M Oap HEKa BPCTa BEJIMKOT IjeHH]a, KOje je
xonrieM XVII Beka ca ceoOoM 1oa ApceH-TIaTpHjapXoM IPEHECEHO Y
Ayctpujy” (ucto: 232). U npemma je Cpricka 1pkBa ¢ BEpOM IpUMHIIIA
u obpen o ['pka, Te je y BpeMe TPUKHX CIMCKOIa Y CPIICKO] TIOCTOjOMHM
y LIPKBEHOM {fjeHujy ,,IpoBejaBao ayX rpuky’’, bormanosuh je TBpayo aa
OPUTHUHAITHOCT CPIICKE PKBEHE IECME HUje YMAFEHA:

»Jep Kaj cy cpricke 3aayxomne y Typckoj nMane kamyhepa, Koju cy mpe-
KPacHO KIbUTE IHCAIH U IITAMIAJIH, KOjH CY PaBH BU3AHTHjCKH KHBOTO-
IIMC M BajapCKy BEIUTHHY KyJITHBUPAIH, TO je OHJA JIAKO C IPaBUM IOY3-
JameM TIPEeNIOCTaBUTH (sic), Aa Cy OHe Mopasie uMaTé U cBojux Kocwma,
Hamackuna, Ctynura, AHaTONHja U Ap. KOjU Cy c€ OaBUIM U KOMITIOHOBAEEM
LPKBEHHUX MEJO/IMja M yCaBpIIaBaheM IIPaBOTa CPIICKOTa TjeHnja” (UCTO).

Henosuarnm TBOpLUMMA IPEBHOT HAPOOHOS tjeHuja, bornano-
Brh je MPUAPYXKHO YNTAB KATalIOr UMEHa crauikouojaya y Kapio-
BA4KOj Aujanesu, 06e30ehyjyhu Ha Taj Ha4MH JCTUTHMHUTCT Kapiio-
BaYKOT I10jama, ToT ,,0ecienbnara koje CpOMH HEU3MEPHO IOIITY]e
1 KO O4M y TiiaBu uyBa” (ucto: 231).

Ha nouetky cBoje ymernuuke kapujepe, Ucunop bajuh je mno-
OMO MPWINKY Jla Ha KOHTPeCy YrapcKux My3udapa, oApKaHoM y By-
mumrernta 1901, rogune,'> mporoBopu o ,,HEYIOTPEOLEHOM 3J1aTy
Yy HEOTKPUBEHHUM PYIHUIIMMa MY3HUYKOT JKMBOTa CpIICKOora Hapojaa”
(bajuh 1902: 239). HapogHo-LIpKBEHO iljeHuje, HApOAHE MENIOAM]E U
MYy3HKa 3a Urpy, UMaJii cy 1 3a bajuha KynTypHU 1 HallMOHAIHU CTa-
TYC, Y3 TO 1 YMETHHYKH 3HA4aj, T M CE CTOTa y CBOM M3JIaramy y jel-
HaKoj MepH MocBeTro. MahapckuM My3udapuma CKPEHYO j€ MaXKby
Ha HEKOJIMKO KJbYYHHX TE€Ma y BE3H C I[PKBEHUM iljeHujem. YKa3ao je
Ha BH3aHTH]CKO MTOPEKIJIO CPIICKUX OOTOCTY)KOCHUX MEJIOINja, alld U
Ha HEMOTYNHOCT HBUXOBE BEpHE PEKOHCTPYKIIH]je, ¢ 003UpOM Ha TO
Ja ,,CeMaHTHKa, KaKo j€ Ha3Bao HEYMCKY HOTaIljy, Huje aemudpo-
BaHa. [Ipenpexy n3Hanmaxxewy KJby4a 3a JpeBHH 3BYK bajuh je Buaeo
y ,,MHOTOOpPOjHUM penakijama’, TauHHje, MEJOIUJCKUM BapHjaH-
Tama MPOMCTEKIUM U3 YCMEHOT MPEHOIIICHA I0jamka, ,,jep j& CBaKu
1ojart IOTEpUBao MecMy IIpemMa cBoMe miacy u ykycy” (ucto: 240). U
MopeJl Tora MITO Cy MOjeMHH TJIACOBH ,,CPIICKOT” OCMOTIIacja, Kako
npaBuiHO ipumehyje bajuh, 3aapskanu y cBojoj OCHOBH ,,IpUKe IIIKa-
7e”, OHU C€ OJUIMKY]Y U3BECHUM crienupuaHocTMa. OpUTHHATHUM
CPIICKMM HApOJHHMM MeEJIOFjamMa je MPUTOM, Oe3 CTBapHOT OCHOBA,

12 Jlerasban u3Bemraj ¢ oBor ckyna o6jasuo je Tuxomup Octojuh y uctom 6pojy
bpanxosos kona y xojem je mrammano bajuheBo jaBHO mpemaBame; yn. Octojuh
1902: 244-249.
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Ha3Bao onroBope Ha Jlutypruju, nonajyhu y3 To odjammemne 1a ,,Io-
OOKHM CPIICKM Hapoj caMO HApOIHY LPKBEHY JUTYPrujy APXKH 3a
NOCTOjHY mocpennuity usmely mera u bora” (ucto: 241). Uako je
MahjapcKuM ydecHHUIIMMA CKyTia IOMEHYO Ja je MPBU CPIICKE LIPKBEHE
Menoauje xapmonuzoao Kopnemuje CrankoBuh, TaBHE 3aciiyre y
MPUKYIUbAY U aJanTUpamby MENIOoAHje MpeMa XapMOHCKHUM IpaBu-
JUMa TIPUITHCAO je, Kpajibe nmpuctpacHo Tuxomupy Octojuhy, koju je
¥ caM Ha KOHrpecy Ouo mpucyrtas.'

UYeTtupu roauHe nocie u3narama y bymumnemTy, y 4iaHky Koju
je bajuh oGjaBuo y bpankosom Koy OYUTIETHO j€ Aa je TPBOOUTHO
OZLYLICBIBCELE, C KOJUM € O ,,HALIMOHAIHOM 3J1aTy” roBOpHo y bymm-
TCLITH, HITYE3JI0 PE TMYPHOM I10ja4KoM cBakuzaimbuiom. Ho, yii-
PKOC IIPOMEHCHOM TOHY KOJHM je OBOTra IyTa O ijeHujy U3HEO CBO]
Cyll, OHO je U JaJbe 3a Iera UMajo BEJIHUKY YJOTY Y ,,pelIMTHO3HOM
BACTIMTARLY OMJIA/IMHE, Y YMETHUHYKOM JKUBOTY Haluje, a rpe cBera y
04yBakby NPEKO MOTpeOHe Hapoore muudypeuje” (bajuh 1906: 396).

Ipodecop nutypruxe, Jopan JKuskoBuh je IMTYprudkuM pas-
J03MMa HacTojao Aa ompasaa To mrto cy CpOu ,,0nCTynuiIu o1 Me-
Jo7Mja ca CTpaHe I[O6I/IBCHI/IX” H IITO Cy HX BPEMEHOM ,,l10 HAPOA-
HUM MOTHBHMA NIPeHHAYMIN”. Kao 1o je y IpaBoCIaBHO) CKYMEHH
yoOu4ajeHo ia CBaKH HapOA IPOCiaBiba bora je3snkoM KojuM roBopH,
TaKo j€ U C IIPKBEHUM MEJIOCOM:

,»JEIMHCTBO Ca BaCEJLEHCKOM MaTepOM IIPKBOM OJpKaBaMo 4yBajyhu jeaHy
BepY, jelaH 3aKoH, CBpIIaBajyhu jeqHo Gorocimykeme U mojyhu mecme jeane
1 HCTE CaAp KUHE, Pa3HUM je3HIMMa T1a ¥ pa3HUM MENIo/ijaMa, Koje JKUBe y
JIOTUYHOM HapoIy WU Kpajy, Kao U HAPOJHHM je3WK; jep ce WHANBUIYATHU
ocehaj u mojeanHAaIA M YUTABOT HApoOa Aaje MOTIIYHO U 3a JOTHYHHU HAPOTT
jacHO M3pa3UTH CaMO je3UKOM KOjUM Taj HAapOXI CBOje MHCIH HCKazyje, U
MEJIOINjOM, KOja Ce U3 BeroBa Cplia M3JIHBa, U KOja My je 3a cpIie mpupacia’
(Kuskosuh 1905: V).

Bolhen HOB0O3aBETHOM MCTHHOM O Pa3Je/beiby je3UKa Ha ITpas-
HuK [lenecerHuiie, Ha KojeM Cy arioCTOJH 3ar04Yel MUCH]Y IIHPEHa
XpunthancTBa y pa3HUM Hapoauma, yueHu npodecop Kapmopauke 60-
rocioBuje'* kao aa je cMeTHyo ¢ yma aa ce y CpIicKoj IPKBH HE TI€Ba
HapOJIHUM JE€3MKOM, T€ J1a je Beh IpKBEHOCIOBEHCKH, JOIII O] YBOhera
PYCKHX OOTOCITy>KOCHHX KEbHMra CPIICKUM BEpHHUIIMMa OO caabo pas-

13 Peunma Vicunopa Bajuha, Octojuh je oBaj mocao o6asmo ,,Hajcpehnuje, Hajsepuuje,
ca HajBHIIE MTO3HaBamba 1 UCTHHE . Y3 To je OcTojuheBy 30MpKy HareBa MpeacTaBuo
MahapckuM My3ndaprMa Kao HajooJpH MaTepHjan y3 moMoh kojer OM ce cpricka
HapoJiHa [PKBEHA My3HKa Moruia yro3Hary; yn. bajuh 1902: 241-242.

14V 0cBpPTY Ha HCTOPHjCKH Pa3BOj CPIICKOT HPKBEHOT Mojarba JKuBkosuh ce oc-
Jamao Ha CBOje MPETXOAHUKE, Y TpBoM pexy Ha bosrapuha m Bormanosuha; yi.
Kuskosuh 1905: VI.
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YMJBUB, a JOIII Mame Cy Tra pa3yMelie T'eHepallyje Ha rpesa3y /Ba BeKa.

Axo je cpemnaoMm XIX Beka, Ha MOYETKY HM3A ,,[IPUITIOKHHUKA”
CPIICKO] HapoOHOoj PKBEHO] IECMHU, KapJI0BaYKOT MaHHUpPa, CTajao MJia-
nmu pomantruap Kopraenuje CrankoBuh ca cBojoM HapooHom 60dican-
cuiiBeHOM C1yoicOoM, Ha APYTOM Kpajy je, IpBy AeneHnjy XX crojicha
CBOJM B&)KHUM YMETHHYKUM pajioM 3akbyuno CteBan CrojaHoBmh
Mokpamail. Kako je Beh moMeHyTo, 0 HapooHom KapakTepy CBOje
Jluitiypeuje 1 LENOKYITHOM MEIOrpad)ckoM pajly Ha IOJbY HapOOHOZ

LPKBEHOT' je[HOIIaca OH OYMIVICAHO HHje MMAo MoTpede [a M3HOCH
JI0NaTHO TIOJaIlIbCEbE, A JOII Matbe Jla Ce OaBH MCTOPUJATOM IIOjatba.
J10BOJBHO je OUJII0 TO LITO Ce M0jaM HApOoOHO HAIIA0 Y Ha3uBy Jluiuyp-
euje u OcmoznacHuxa, POUCTEKIINX U3 Herosor nepa. Obaserra-
Bajyhu 1901. jaBHOCT 0 TOMe na je Jluiiypeuja Kojy jeé KOMIIOHOBAO
,,[T0 CPIICKOM HapOJHOM HareBy’, u3aluia u3 mramie, Mokpamail je,
nonyT Kopuemja CrankoBuha, cBoje €710 HCTOBPEMEHO U ITOCBETHO
U TMPUIIKCA0 CpPICKOM Hapoxay. CBecTaH Jia je 0TadyacTBy ,,lIOTpeOHA
YMETHOCT Yy OMIIITE, a JOII BHIIIE OHA KOja j€ Y ’beMy camoMe T0CTala,
1 KojoM ce oH bory Moym”, KOMITO3UTOP je, KaKo CE /14 3aKJbyUUTH U3
ETOBHX PEUH, TIOCPEI0BAO0 Y CTBApaY LUKITYCa JIUTYPrHjCKUX Meca-
Mma: ,,IIpaBu TBOpall leroBe OCHOBE jeCTe CPIICKU Hapo[. Ja cam ra ox
CPIICKOT Hapoja 1M03ajMHO0, U CaJl Ta Y CKPOMHOME YMETHUYKOM PyXY
omer npeaajem cprickome Hapory” (Mokpamarir 1901: 64).

AKO ¥ HMje yHampe pauyyHao Ha edekar Koju je coOOM HOCH-
Ja OpeaHUIla HapoOHO, C TIPABOM CE€ MOKE KOHCTATOBaTH Ja je U
Mokpam4eBo UMe TOMEHYTOM TEPMUHY J1aJI0 TOJATHY TEXKHUHY, alu
U vice versa — CpicKo HapoOHO YpKeeHo Hojarve yrpaleHo je, kao u
CBE JPYrO Y HErOBOM PENEePTOapy, C JACHUM IPU3BYKOM HAPOOHOZ Y
bErOB IOCTUYKU CUCTEM.

Mokpam4eBO OIpee/behe 32 EKCKIY3UBHUCTUYKO TyMauyeHe
€THUYKOT KOHILIETITa HAI[MOHAJHOT UCHTUTETA Y TIOMEHY MY3HKe HU
y HajMameM, Mel)yTuM, HHje CIIOPHO U YIIPaBO j€ TPaHCIAPEHTHO Yy
OHOME IITO CE€ Ha OCHOBY H»ErOBOT ILIEJIOKYITHOT OIlyca MOXKE OKa-
pakTepucaTé Kao YMETHUUYKH credo: 1ITeApa yrnorpeda HapOAHUX —
(boNKIOpHUX MeJIoAMja Y IIPKBEHOM U CBETOBHOM YKaHPY YMETHHUKE
MY3HKE U TO Y lbUXOBO] IIEJIOBUTOCTH, Y (GOPMHU JUPEKTHUX LUTATA.
C oBux nonasuiTa Mokpamail je y 3aliCHBauKOM 3aXBary peauro-
Ba0 JETHOTIIACHE MEJIOJIN]E CPIUCKOZ HAPOOHOE YPKBEHOZ 1l0jarba KaKo
OM UX Kao ,,yKyCHO yJellleH” 3BYYHH H3pa3 ICHUXOJIOIIKE, KapaKTep-
HE ¥ €MOLIMOHAJIHE TOCEOHOCTH CPIICKE €THUYKE 3aj€qHHIIE, ITPEe1ao
CPIICKOM HapoJy Ha UyBambe.

15 O MokpamueBOM MIPHUCTYITy EBUIEHTHOM U3 B-ErOBe peleniyje gonpunoca Ja-
BOpHHA JeHka cprickoj My3unu Buaetu Vesi¢ 2013: 188-189.
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3akmyuna pasmartiparea

Vmajyhu y Buty mieiiiTa Koja ¢y o UPKBEHOM mojarmy y Cpri-
CKOj LIPKBU M3HOCHJIM LPKBEHH TIOjIIM U JbyOUTEIbH IPKBEHE MECMe
pasnuuutux npoduia Tokom XIX u nmoyerkom XX Beka, Hamehe ce
HEKOJIUKO KJby4HUX ynopuinta. [Ipe cBera, ounTo je 1a je moctojana
jelHa BpCTa KOHCEH3yca Y BE3H C NMUTAmhEeM MOpeKiia U ayTeHTHYHO-
CTH CPICKHMX LIPKBEHMX HameBa. Haume, kao IITO je HATOBEIITEHO Y
MPETXOHOM IOTIIOTIABJBY, MPETIIOCTABKA /1A j€ YIPKOC BU3AHTH]C-
KOM IOpeKITy, IJpkBeHa necMa Mel)y CpOuma BpeMEeHOM MONpUMUIIa
CacBUM cHelU(pHUUHE OJUITUKE Y CKIAy C J€3UUYKHM, OOTroCITyKOeHUM
¥ JlyXOBHMM [IOCEOHOCTIMA y OBOM [IeITy IPABOCIIaBHE eKyMeHe CMa-
TpaHa je HeynurHoM. llTaBuure, He camo xa ce ,,CPICKU” KapakTep
[PKBEHOT TI0jarka HUje JOBOJIUO Yy MHTamke, Beh HU HeroBa moBesa-
HOCT ca CPICKUM (OJKIOPHUM MY3UUKUM HacneljeM HUje mojJsera-
na unemMi. OBaKBe TBP/AEE HUCY OHIIE MOTIKPEIUBCHE TEMEJbHIM
MCTPXKMBabUMa KaKko pa3Boja LPKBEHOT nojama y CpIickoj LpKBH,
TAaKO M YNOPEIHUM aHaJlM3aMa CPIICKe U JIPYTUX IOJauKUX Tpaju-
11ja, 3a mra yoctaioMm Ha koHiy XIX croneha y CpOuju u Huje OmIto
peanHux ycioBa.' YMecTo Tora, CTpydmhaly cy ayTeHTUYHOCT CpII-
CKe IJPKBEHE IecMe JTOKa3UBaJIM MMPOU3BOJBHUM TyMadyehuMa 00JIu-
KOBama YCMEHE TpaJuliije Ha OBUM IIPOCTOPHMA.
YumeHnIa /1a Cy pacrpase 0 IOPEKIy U CaMOCBOJHOCTH CPIIC-
KOT' IIPKBEHOT' I10jarba MOKPEHYTE Y MEePHOLY Y KOME Ce MHTEH3UBHO
paauiio Ha epUHHICAKY CPIICKEe My3UYKe TPAIUIIM]e Kao MoceOHe Ha-
[IMOHAJIHE TPAJUIINje, CBAKAKO HUje 3aHeMapspuBa. O TOME CBEIOYH
U MOJaTaK Ja je y OBUM MPOLECHMa MCTaKHYTY MO3UIM]y 3ay3UMao
ucroBetan ckyn nojeausana (Kopuenuje CrankoBuh, Tuxomup Oc-
tojuh, CreBan Ct. MOKpamail) Koju Cy COICTBEHA CXBaTama HAIHO-
HaJIHE MY3HKe IOJ[jeJHAKO PENpOAYKOBAIM y CTBapamy, U3Bohewy n
npoyyaBamy yMETHUYKE, HAPOTHE U I[PKBEHE MY3HKe. 3axBasbyjyhu
TOME, OHH CY, 33j€THO C IpyTUM CTPYUHaI[Ma KOJU Cy YYECTBOBAIU Y
Kpeupamy HapaTuBa O CPIICKOj IIPKBEHO] MY3HIIH, TOTIPUHEIN HHKOP-
NopHpaby Mojela i Cykoba Mely CpIICKOM MOIMTHYKOM M MHTEJIEKTY-
aJTHOM EJIMTOM y BE3H Ca CXBATabeM Hallije U HALHOHAIIHE KYJITYpe Uy
oBe obmactu. Mnak, y nopehemy ¢ pacnpaBaMa 0 CpIiCKOj YMETHHYKO]
MY3HUIH Y KOJUMa C€ UCKPUCTAIMCAIO BUIIIE CTajauiuTa onpeamehe-
HUX Y pa3IM4uTHM BapHjaHTaMa eKCKITy3MBUCTHYKH VT HHKITY3UBHUC-
THYKA TYMa4EHOT KOHLENITA HALIHOHATHOT MCHTHTETa (BUICTH Vesié
2013), auckycunje 0 UPKBEHO] My3HLH [IOYUBAIE Cy HA ,,MOHOJIUTHO]”
OCHOBH, y3 jaCHY JIOMHUHAIIN]y €KCKIIy3UBUCTHUKUX cXBaTama. OBakBa

16y yetoM nepuosty ce, 10/yIiie Ha MHOTO yTeMEJbeH ]| HayHU HAYUH, BU3AHTHjCKOM 1
MOCTBU3aHTH]CKOM IT0ja4KOM TPaJIHIHjOM ITOYHIbY OaBUTH I'pIH, U TO HCIPOBOLIMPAHU
HEOOJeKTHBHOM TPOjEKIIMjOM KOjy Cy y MCTOM IMEpHOLy Ha 3amajy IuiacHpalii NpBU
MY3HKOJIO3H-BH3aHTO03U (Buzetu [leno 2015).
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T0jaBa 3axTeBa JIOJIaTHO T0jalllibEebe KOje OM TPOU3aIlio U3 yIopes-
HOT HCTPAaKUBamba IMIUPET IPYILITBEHO-UCTOPH]CKOT KOHTEKCTa CPIICKE
YMETHUYKE, HAPOJAHE U L[PKBEHE My3uke y nepuoay XIX u mouerka
XX Beka. YIIPKOC TOME IITO j& TaKBa BPCTa HCTPAKHUBamba TEK Y T10-
BOJY, MOKEMO Jia KOHCTATyjeMO J1a je¢ KpO3 OBO U Jpyra HCIIUTHBAbA
KOja CMO 00aBHIIM NpuUIpeMajyhu 1aty CTyaujy, eBHACHTHO OCTOjatbe
YBpCTE Be3e u3Mel)y TeHaenmja y nojby My3uke Kako YMETHUYKE, TaKO
Y HapOJHE U I[PKBEHE U Thdama y CPIICKOM JIPYILTBY TOT 100a, HApO-
quTO Mel)y MOMUTHYKOM U MHTENEeKTyalHoM eauToM. OHa 6e3 CyMibe
CBE/I0Ue O HEONXOJHOCTHU Jia C€ LPKBEHA MY3HWKa, Koja je 300T CBOje
creun(UIHOCTH U ayTOHOMHOCTH 4ecTo Omiia u3BaH (pokyca y cuH-
TEeTHUYKU 3aMUIILJbEHUM, KOHTEKCTyaJTHUM HMCIUTHUBAKbUMa, TIocMarpa
y Hapajeiny ¢ IpyruM My3u4KHM Ipakcama Ha OBUM IPOCTOpUMA IITO
Ou, mopes OCTaJIOrT, MOIPa3yMeBao youaBamke M pa3Marparme HhHMa
3ajeIHNYKUX T10jaBa, Ka0 U Kpeupame UHTErpUCcaHe MpeAcTaBe O yio-
31 MY3HKE Y CPIICKOM JIPYIITBY TOKOM pa3MaTpaHor MepHoa.
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SERBIAN CHURCH CHANT IN THE
SERVICE OF NATIONAL IDEOLOGY

(Summary)

In this paper we investigate the process of the creation and embodiment of
the concept of Serbian folk church chant throughout the 19" and the beginning
of the 20™ century among Serbian intellectuals and scholars. In order to indicate
its main dimensions we focused on church music narratives of that time. Due to a
detailed analysis of discussions and writings in periodicals as well as the published
chant collections themselves, we were able to assess the dominant interpretations
of the historical development of church singing in the Serbian Orthodox church.
Looking closely at suppositions made about the origins and formation of church
chants through the history of the Serbian church we could unveil their character e.g.
whether they were the result of previously done research or were just a product of
speculative thinking. In addition, we formed assumptions on the embeddedness of
the concept of Serbian folk church chant in influential narratives on national identity
and culture developed among the Serbian political and intellectual elite. The aim of
our investigation was to show that the concept of Serbian folk church chant was not
only determined by socio-political strivings in the Serbian state but that it was also
a product of the wider political and cultural goals of the Serbian elite. Finally, we
sought to suggest the important role played by 19" and early 20" century Serbian
church music scholars in the process of imagining the Serbian nation.
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Abstract

The article examines the relation between traditional vocal music and contempo-
rary compositional poetics in Serbian art song, created in the last two decades.
The special relationship between the “eastern” Balkans inheritance and “west-
ern” compositional practices which characterized Serbian music throughout the
20™ century is considered in a contemporary, post-modern context and within a
particular genre framework. The status of the reference itself, as well as of ref-
erential relationships, are examined through examples taken from three works:
Dve tuzbalice (1997) for soprano, viola and piano by Puro Zivkovié (1975), Da
su meni oci tvoje (2008) for soprano, flute and piano by Ivan Brkljaci¢ (1977) and
Rukoveti (2000) for soprano and orchestra by Isidora Zebeljan (1967).

Keywords
Art song, traditional vocal music, reference, intertextuality, postmodernism

From its very beginnings in Serbian music, art song was in a kind
of collusion with the patterns of traditional vocal music because of the
nature of its genre field. That is why specific relations between eastern-
Balkan heritage and western compositional practice have followed
Serbian art song from its origins. Harmonizations of folk melodies by
Kornelije Stankovi¢ (1831-1865)* represented, even by the middle
of the 19™ century, a joining together of traditional vocal music and
the classical language of western harmony. Again, a characteristic
Balkan genre of love song of oriental origin (sevdalinka) was already
interwoven in early songs by Josif Marinkovi¢ (1851-1931)%, built
on the complex influences of western European variants of the genre
and vocal styles: from German Lieder to Italian bel canto. However,
a notable intertwining of these two languages/idioms was introduced
by a generation of composers of art song who were active at the

* This paper was written as part of the project Identities of Serbian Music in the World
Cultural Context (No. 177019) financed by the Ministry of Education, Science and
Technological Development of the Republic of Serbia.

 ast@eunet.rs

% The most important of Stankovi¢’s harmonizations of folk tunes for voice and piano
are Srbske narodne pesme (Serbian Folk Songs), published in Vienna in 1859.

3 Marinkovié’s earliest dated song is from 1880.
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beginning of the 20™ century — the generation of Miloje Milojevi¢
(1884—1946) and Petar Konjovi¢ (1883-1970) — who joined the texts
of Serbian folk poetry, as well as melodies of traditional music or their
elements, characteristic patterns, with the contemporary tendencies
of western-European music: impressionistic and expressionistic. The
dialogue and bond between two spheres of European creativity, the
eastern and western ones, as a dialogue of heritage and contemporary
currents of musical expression, followed Serbian art song throughout
the 20™ century.* Although one can say that traditional vocal music was
somewhat pushed aside in representative modernistic renderings of
the genre, it nevertheless remained present. However, the last decades
of the 20™ century, especially the 1990s and postmodern stylistic
ambience, naturally signified a new turning towards the vocal heritage,
bringing a new stylistic and aesthetic quality to the bond of the two
language spheres; all the more because the authors had at their disposal,
in equal measure, the heritage hinterland of national music, on the one
hand, and the holistic artistic experience of musical modernism, on
the other hand. That is why the bonds which are discussed here, in the
context of musical postmodernism, are, in fact, actualized as specific
relations between different discursive models, equally traditional and
contemporary, eastern and western, all of which, are historic. This
change of status of the traditional vocal idiom in contemporary Serbian
art song, in which it becomes a reference actualizing referential
relations from the perspective of a “foreign”, “other” context, has
provided Serbian art song with quite new expressive possibilities.

In the works of contemporary authors, twofold relationship
with the older layers of Serbian music is crystallized, reflecting a
duality of modern and postmodern ways of musical thinking. On
the one hand, this relationship is established in a modernistic way,
turning, as a rule, to ‘deeper’ tradition, primarily to folklore patterns
which support the ritual or magical functions of music. In that
case, its ‘evoked’ elements have a structural status within the work,
a consequence of architextual bonds established in distant eras of
musical history. On the other hand, when the folklore patterns from
the recent past are evoked, they appear, in a post-modern way, as
intertexts, more precisely, like stylistic quotations, reaching a certain
incongruity with the contemporary context and becoming exposed
to ludic, i.e. ironic reassessment. Understandably, in contemporary
Serbian art song one can see the borderline status of the reference
itself, various kinds of referential relationships, as well as a different
degree of “foreignness” of present discursive models, which are often
joined with the reference to the artistic history of music itself.

4 See my studies (2007; 2008; 2014) about the development of Serbian art song during the late
19%and 20" centuries, as well as about its connections with different cultural and stylistic contexts.
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These relations will be discussed separately with examples
from three works: Two Sad Songs (Dve tuzbalice, 1997) for soprano,
viola and piano by Puro Zivkovié (1975), Had I but your eyes (Da su
meni oci tvoje, 2008) for soprano, flute and piano by Ivan Brkljaci¢
(1977) and Song-Wreaths (Rukoveti, 1998-2000) for soprano and
orchestra by Isidora Zebeljan (1967).

In the diptych Two Sad Songs by Duro Zivkovié for soprano,
viola and piano, composed following folk lyrics, the tradition of
singing accompanied with the gusle is incorporated in a specific way
into the genre field of Lieder; namely, it is a dirge of Montenegrin
provenance, the first example of such a compound in the history
of Serbian art song. The relation with traditional vocal music is
established as a generic one in such a way that folk reference
acquires a structural status within the stylistic framework of musical
modernism. At the same time, the generic connection is indexed
solely by the title of the work indicating a folk genre. The basis of
this procedure is derived from the fact that Zivkovi¢’s diptych is
not exhausted in the evocation of a specific folk genre, its vocal and
instrumental procedure, but it stylizes it in the way that the poetic
procedure of representative modernism is derived from it, and then
returned to it. This is achieved thanks to the presence of its architext,
of similar genre, thematic, modal and formal characteristics:
thematically, the diptych is articulated as a lamentation and cry;
as a genre it is a mono-dramatic whole i.e. a musical-dramatic
monologue; modally it is a confession; and, finally, regarding musical
expression, it derives its impulse from the folk-like interval of the
(predominantly minor) second in the melodic line (in the Viola part,
Example 1), as a source of the comprehensive foundation of musical
texture. The expressionistic quality of Zivkovié’s songs is especially
indebted to the choice of soprano and to the treatment of vocal part
itself, which provides these songs with high degree of affectivity
and exteriorization of affective contents (affective tension, but not
necessarily and not always so). The traditional layer is contained in
voice and viola parts, which carry stylistic matrices of singing with
the gusle, the melodic motion of the voice is in patterns with small
ambitus, with characteristic embellishments and of strict syllabic
character, doubled in the low register of the viola. Additionally,
it is identified in solo appearances of the viola between greater
wholes of voice parts. A quasi- folk gusle chant, i.e. folk reference,
is, according to Jean-Marie Schaeffer (1999: 92—-103) not imitated
so that it would produce a simulation or deception (it is not in the
key of Platonic mimesis), but it is re-instanced and recreated in the
Aristotelian sense of the word, in the folk manner itself. That is why
it does not represent, as Genette would say, a simple reduplication
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of a generic model, but it elaborates on it, sufficiently so as not to
be identical, but insufficiently so as not to abandon it; to transform it
generically, securing a dynamic, historic aspect of a generic relation.
In such status of reference lies the basis of its structural integration
into a new context, and coherence, the balance of assimilating and
assimilated milieus. This is accomplished by the fact that quasi
popular singing, monotonous and monochromatic, ‘ostinato’ circling
of sorrow in the “sacred” time, is almost imperceptibly and gradually
transformed into an expressionistic recitative of monodic origin, into
a live — and “profane” outpouring of utter anxiety, despair and pain,
achieved in time. By retaining the characteristics of a folk melodic
particle, and fully using its inner chromatic potential as well as rests
between melopoetic wholes, the composer constructs an uneven,
developed curve of tension by using so-to-speak micro-interventions:
transpositions, complete or partial repetitions of the units, variations,
‘irregular’ breaking of the musical flow, or, on the other hand, by long
‘procrastinations’, also gradually intensifying affective amplitude.
Such status of reference bridges not only the great time distance, but
also the East-West divide. This bridging is convincingly achieved
in the piano part, which, as a counter balance to perspective of real
time, is realized from the beginning as a background, as a great
‘ostinato’, as a continuous murmur. When meeting the melodic voice
of the viola, it, in micro-polyphonic relations in the manner of Ligeti,
derives from half-tone impulse of the folk pattern, articulated as an
immobile ‘noise’ of eternity — as an indeterminate sound equivalent
of its secret ties with death (see Example 1).

The song Had I but Your Eyes for soprano, flute and piano by
Ivan Brkljaci¢, indicates to an equal degree a different reference and
change of status in the field of solo song. Here is, namely, the ques-
tion of double referential relations: in parallel with urban vocal tra-
dition (a “younger” folk layer) — a love song of oriental style with
Bosnian-Herzegovinian origins — a reference in the song by Ivan
Brkljaci¢ is represented also by its artistic equivalent in a Serbian
song from the beginning of the 20" century. It was composed af-
ter the same poetic text, a love poem by Jovan Ili¢, which was, al-
most a century earlier, the textual basis for the homonymous song
by Stanislav Binicki.’ That is why Ivan Brkljaci¢ reaches to both the
poetic convention of romantic Lied and its sentimental variant in Ser-
bian music in the first decades of the 20™ century. In it we find one af-
ter another, general, pronounced features of the sentimental art song:

5 Published in the collection Zejnabi, Leipzig: Breitkopf&Hirtel, s.a; Beograd: M.
Staji¢, s. a; and in the collection: Spava moma, Po polju je kisa, Zejnabi, Beograd:
Geca Kon, 1924. All songs by Stanislav Binicki were published in the third decade of
the 20™ century.
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abrupt dynamic gradations, rubatos in tempo, chromatic descending
or ascending movements of quasi-leading tones, long sustained tones
on one syllable, and the texture of compact chords in the piano part.
This concentration of stylistic constants of sentimental vocal lyri-
cism also acquires, from time to time, the tone of an ‘oriental love
song’ — primarily owing to the phonetic characteristics of the Serbian
language, as well as the melismatic movement of voice on a descend-
ing augmented second. The quantity of marked, “surface elements”
of evoked corpus, in Schaeffer’s terms (Schaeffer 1999), is here not
a result of “reinstanced imitation”, but of constructing a feintise, a
simulation, in such a way that the ontological status of hypertext is
changed in its relation with hypotext, which subsequently appears as
a non-structural element in a new context. However, the very quan-
tity of these features, which, in Serbian art song of sentimental tone
(to which also belongs art song of the so-called Belgrade school, i.e.
Binicki) suspended the primacy of an aesthetic function in favour of
a social one, makes possible such a deflection in Brkljac¢i¢’s song,
realized through ludic gestures, such as sudden parlando or the ef-
fect of repeated sounds on a single tone. Owing to this, a postmodern
ironic distance towards evoked pattern and inter-textual segments is
formed. This distance between context and reference is diminished,
however, by western compositional poetics from the first decades of
the 20™ century, i.e. the poetics of French mélodies, which, strangely,
coincides historically with Serbian art song by Binicki and his con-
temporaries. Brkljac¢i¢’s song indicates the above-mentioned French
genre corpus, relying on its characteristic features: harmonic solu-
tions — constant multiple (mostly seventh-chord) third structures, a
pronounced static quality of the flow with repetitive segments in pi-
ano and voice parts, trill effects in piano and flute, arpeggios, short
as well as multiple appogiaturas, as well as elements which indicate
the influence of jazz and other popular genres. In that way, owing to
the similarity of affective tones of two stylistic fields indicated, their
continuity and mutual assimilation are made possible, and their dis-
cursive difference is thus neutralized. The multiple referentiality of
Brkljac¢i¢’s song (in which not even the actual context doesn’t escape
the referential relation), from the perspective of French musical tradi-
tion, enables us to understand this composition as an iomage to Ser-
bian musical tradition, as an ironic, but not unfavourable view of it.
Song-Wreaths by Isidora Zebeljan a cycle of five songs for
soprano and symphony orchestra, treats the Serbian poetic and
musical heritage in a special way, 1nsp1red by folk and urban poetry
from Vojvodina dating from the end of the 18" and beginning of
19" centuries. Textual parts of songs: 4 Cradle Song; A Rose-Tree
I planted; All the Yawl Men; Whether a True Love, or a Joke; Oh,
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My Sweetie, Oh..., required evocation of the original musical milieu,
so the composer resorted to imitation of stylistic patterns carrying
this segment of Serbian folklore of a more recent tradition. This
procedure is particularly relevant regarding the way of conceiving
the voice part and its melodic direction and rhythmic configuration,
which are, in their tonal framework, determined by characteristic
folk, particularly cadence turns. However, this stylistic layer is placed
within a language framework of musical modernism and joined with
orchestral biting, dissonant harmonies in a generally atonal context.
This harmonic context is joined with textural solutions, long rhythmic,
pregnantly profiled Stravinskian ostinatos, which are bordered and
mixed with repetitiveness of minimalist provenance. Embedded into
a generally high tension level, naturally created by this procedure and
supported by great dynamic ascents, they result in generally tense
expressionistic discourse.

In the cycle of Isidora Zebeljan, as well as in Brkljacic’s song,
evoking the matrix of folk song acquires the meaning of stylistic
quotation, i.e. the function of intertext. However, here, the stylistic
scope between quoting and quoted milieu is far greater: urban poetry
and expressmnlstlc tragic impulse, so that their mutual assimilation
is a priori practically excluded, in the measure in which both stylistic
fields retain their autonomy. This condition is then significantly
spread into the discursive, i.e. narrative, plane of the work, owing
to the procedure which Francoise Escal calls “enchassement”
(embeddedness), rather than “enchainement” (stringing; Escal 1984:
106—-107). This is particularly interesting in the synchronic axes of
the work, as well as on its diachronic plane, where the two discursive
flows are mutually related as “foreign” to each other. Lawrence
Kramer speaks of this procedure in a postmodern context in terms
of other-voicedness (Kramer 1990: 177 ff.). One could say that one
currently dominant discourse is “dislocated” by another discursive
voice. In the first song, after their synchronic presence, in the way
that “crumbs” of modernistic expression are packed onto stylistic
quotations of a folk melody, gradual abandoning of a quasi-folk song
in favour of a developed, highly-strung, expressionistic recitative
follows, increasingly covering the domain of high register. This
change of discursive registers, or playing with level of their mutual
dissimilarity/closeness, is reflected on the disposition of cycles and
their dramaturgy, constructed into two lines which cross at the end.
Namely, the beginning of the cycle is marked by a pronounced
contrast, fixing two stylistic fields: songs of moderate tempo and
lyrically coloured emotionality, as is the case with the previous one,
and highly-strung, affectively distant Intermezzos, which affirm
Stravinskian sound (the first diptych is 4 Cradle song — Furioso).
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At the end of the cycle, however, this contrast is diminished, and the
two expressive and discursive models are completely merged, in a
two-sided assimilation in the last song. In it, the longing folk melodic
Slocculea in: Oh, My Sweetie, Oh, in a wide range from the beginning
to the end of the song, acquire the meaning of a scream, resulting in
one ostinato four de force of the orchestra, in an expressionistic as
well as folkloric, tragic and transcendent meaning of Eros. Owing to
this, the postmodern stylistic framework of rukoveti becomes highly
functionalized semantically.

Overcoming spatial/geographic divides in eastern and western
music, in the multiplicity of worlds of Serbian contemporary Lieder,
and from the perspective of the current status of music, means, at
the same time, overcoming divides on “past” and “present” music.
Equality of discursive possibilities signifies, at the same time, equality
of writing. Nowadays, Serbian Lieder are positioned, fundamentally,
in the space between the (eastern) past, “torn” by time, and (western)
historical writing.
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Example 1. DBuro Zivkovi¢, Two Sad Songs, 1, bars 1-19
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This musical example has been taken
from: Stefanovic. A. (ed.) (2014)

Anthology of Serbian Art Song VI,

Beograd: UKS.
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Example 2a. Stanislav Binicki, Da su meni oci tvoje, bars 1-28
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About publications where this musical example
has been taken see the Footnote 5 (Editor’s note).
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Example 2b. Ivan Brkljaci¢, Had I but Your Eyes, bars 1-44
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from: Stefanovié. A. (ed.) (2014)
Anthology of Serbian Art Song VI,

Beograd: UKS.
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Example 3a. Isidora Zebeljan, Song-Wreaths, “A Cradle Song”

Largamente J:so (Tempo giusto)
mf rubato
dolce e molto delicato N
A e —
2 % i o — =
o L4
Ta - vna noc¢ je pa-la
Dark, the night is dark;— N
¢ v . é
e =
% —
T T T -
A = > e *
. e S mp J\’* J
il ! ¥
o y " 3
Er— . . ) %
—%— ;( T %
Tempo giusto,
rubato (mf’) o . . ( PO & )
e — T T T T
ey =si=—==—— =E1
: ™7 L4 & 145
J — T i
sve je ti - jo i da - vno veé spa - va,
still an” si - lent eve-ry-thing’s a - sleep, bJ.
O 1. _———-ll =
p s o > % (T —7z
o % = f
o ; 3 e — S —
o = = —
—_— — — T ﬂml;y
» .
S % =
% 3 T + 3

" mp rubato _
T
GESES | = e %
oJ L -1 4 . V=& &
= — =
sa - mo mo - je ma - lo, u - Qe
But my  sweet bon - ny, my sweet
0O |4
o 5
" T T 3
’ 7 19
R 3 :
_—_— Al s 4
H | m b ~ — —
— T T
SEE=—=——=r=——x == =
5. C — i i P — - —  — T o | e
o L& S — h A g # 7 il
jos - te ni - je za - spa-lo, . sne - no maj - - ki-no,
But my sweet dear— one, oh, my de - ar slee - - py onme.
Y | AL
e — e %ﬁ
- — T it
z /‘a‘. =
1
= ~
< T
(E=E= o —

o
ol
a4

165



My3ukonoruja 2016 1(20) Musicology

Andante o =60 Piil mosso = 66

sub. poco a poco accel. cresc. poco a poco ma sempre delicato 3
N Pr— | A frm——
 ————— — N — Nr—T T
e S i " S— Vo i s
g ha e > "
7 R —— o o c—— T
= = — = =
=
mo - - - je, je - di-no dra - go mi- le - no,
dar - - - ling, the on-ly be-loved one, lit-tle one;
T -
£’ = o
4 S
» e =
1 1
p— — —
L i £ e L e
Hiw f i i i T
hai 7 1 ¥ 1 2
T f T T T i
T T 1 T T T
T T T
m —_—
S ——mf — f B
—— # 72— T = —"—— L S 1t s —
o RO = = = = =
I =
zla - to mo-je, bla - go lub - - - ﬁ - - no, ¢ - do ne bu - di se
pre - cious li’l one, pre - cious sweet - heart, my ba - by. Dar-ling,  dearone.
T =
. S —
ghe s L5 she =
e i i >
7= o — frr »
D— - - ! - =
Y, —_— T T
— — — —
2 t> £ fe £ s -
N — H T Hw T e
2 1t 2 1! 2 1! 2
;s T —r T T T
1 I T ¥ 1

poco pesante
g _ ol > _ - - = >
= e e e e e e
. oo l._-l-s——| 4 e i 2 f—
e 3
So mi - li mnaj-dra-zi, e, la-ne—— mo-je u-snu-lo tvo - ja te ma-ti
a-sleep! my heart, my heart; My lamb, oh, my child, my child. Your mo-ther, 1i’l one;
5 e z— - . > ® :
A2k B8 g "
7 o =
i T
2 I
\ s
B @E'/_\ h)é_\
/ E 2 £ £
G 4 im #rr — Hr
i 1 # - f
7 I T ; — ;
1 i T ;
—
T L — @_,
e st i s o i o e s |
15— — ; "0 cs———a e —a o |
—  — 1 — 1 T ; i 1
= S R — 4 = ]
moj mi - - -1li tvo-ja ma-ti du - njo spa - vaj
ho - ney; Your mo-ther, li’l one; Dar - ling, ho - ney,
- -

VRl
L 101

166



Ana Stefanovic¢ Traditional Vocal Music as a Reference in Contemporary Serbian...

” O -
P e =
2 T I i — T t SE== 1

Ba, — ba - ji, ba ba ba
Bye, o bye - byes, Bye. bye bye.
z e 2z > Z s z e 2z s z =
O i > > > > b > = > = > >
p s
\ s

I ‘";‘ I T -1
= ' i — : :
Dy
/e = L : , : 1
75 —  —— I ] f t - H
o s  — —a - T 1 T T H
D T = — 1 1 T t H
D) 4 Y1
ba. - ba -l
bye - - - - byes.—
e : oz : z £ 2z 2 22 » 2z
& — 2 = & = “ e 2
= = = i = = = —
o >
) L = z > 23 > =3
\yn‘r
.
—

—
N
Ll
¥
IS
ﬁp)
e
sy
lines
HSTD
11y

This musical example has been
published with the permission of the
author, Isidora Zebeljan (Editor s note).
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Example 3b. Isidora Zebeljan, Song-Wreaths, Oh, my sweetie,
Oh, bars 25-70
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This musical example has been
published with the permission of the
author, Isidora Zebeljan (Editor s note).
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Ana Ciuegpanosuh

TPAJULIMOHAJIHA BOKAJIHA MY3UKA KAO PE®EPEHIIA
Y CABPEMEHOJ CPIICKOJ COJIO ITECMH

(Pesume)

Cpricka oo rmecMa, y IHPOKOM BPEMEHCKOM OIICETY MY3WYKOT MOJIEPHU3Ma,
Ha pa34uTe HAYMHE Upu3u6d OCIOHLE TPAIUIMOHATHUX BOKaTHUX (opmu. Como
recMa caBpeMEHHX ayTopa KapaKTEepUCTHYHA je U [0 TOME IITO ce 3aXBasbyjyhu nBoja-
KOM OTHOCY TIpeMa (pOIKJIOPHOM BOKATHOM Hacitel)y Ha 1] IperamMa | ABOjCTBO MO-
JCPHUCTUYKOT X ITOCTMOJACPHUCTUYIKOT HAYMHA MY3UYKOI' MUIIIJbEH-A, I1a CaMHUM THM,
1 JIBOJCTBO pehepeHIMjTHOT OHOCA TIPeMa CTAPHUjUM CII0jeBHMa cpricke My3uke. C
JjeIHe CTpaHe, 0Baj ce OHOC MOJEPHHUCTHYKH YCIIOCTaBJba Ha TeHEPUUKH HAYMH, U 110
npaBuity ce okpehe ‘my0sb0j’ Tpaanumju, Ipe cBera OHUM (POJIKIOPHUM oOpacruma
KOjH TIONIPYKaBajy PUTYaIHy WM MardjcKy (yHKIHje My3uKe. Y TOM CIIy4ajy, FCHU
‘IpU3BaHK’ JIGJIOBH MMajy CTPYKTYPHHU CTaTyC Y OKBUpPY Jela, U MOCIeIHIa Cy apXu-
TEKCTYaJIHUX Be3a YCIIOCTaBIbEHNX Ha JAJIEKNM KpajeBUMa My3uuke rosectu. C npyre
CTpaHe, Kajia je ped O SBOIMPAHUM (POJIKIIOPHUM MaTpuiiaMa 13 OJIFKe MPOIUIOCTH,
OHE Ce Ha MOCTMOJCPHUCTHYKU HAYHH jaBJbajy Y BUAY HHTEPTEKCTa, PEIM3HIje, Ha
HAYMH CTHJIUCTUYKOI [IUTATa, [JIe JI0JIa3e Y HECAlIACHOCT C aKTYaTHUM KOHTEKCTOM
1 OMBajy M3JIOKECHH JIYANYKOM, OJJHOCHO, MPOHHJCKOM TIPEBpEHOBamY. Pazyme ce, y
CaBPEMEHOM CPIICKOM JIJY CE MOXE YOUNTH KaKo TPaHUYHH CTaTyc came pedepeHre,
TaKo M BpcTa pedepentmjaiHor oxHoca. OBa je npodieMarrka NoceOHO pa3MoTpeHa
Ha IpUMepuMa 13 TpH jena: /{ge wyorcoanuye (1997) 3a conpas, Buony u kinasup bypa
JKuskosuha (1975), Pykoseiun (2000) 3a compan u opkectap Mcunope JKeberpan
(1967) u Jla cy menu ouu tsoje (2008) 3a conpan, ¢nayry u kinasup Vsana bpkiba-
grha (1977). YV npBom neny ce kao pedepeHiia jaBjba HapoqHa TY>KOAITUIIA IPHOTO-
PCKe TIpOBEHH]jEHIMje, y IpyroM BojBohaHCKa rpaacka nmecma XIX Beka, a y Tpehem,
KaKko HapoJiHa CEBIAJIMHKA OOCAHCKOXEPIIErOBauKOr MOPEKJa, TAKO HeH YMETHHYKA
€KBHBAJICHT y CPIICKOj COJIO MecMH ¢ TtodeTka XX Beka. TpauioHa He My3udKke pe-
¢epente, hopMmysrcaHe Ha 0Baj HAYKH, YCIIOCTaBIbajy CJIOKEHE OJJHOCE Ca IHPOKUM
CIIEKTPOM ITOSTHKA Y OTICEKHOM MCTOPH)CKOM JIYKY 3alajHe My3H4Ke UCTOpHje, Koja,
U3 TIOCTMOJICPHUCTHYKOT YIVIa IJIeaHo, U cama 3a100Hja cTaryc pedepeHte.
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BacusbeBuheBu 360pHI/I*1lI/I HAPOAHUX MeJIoAuja:
CPIICKO MY3HYKO 0J1aro

Cama Pamunosuh'
daxynrer My3uuke ymetHoctu (beorpan)

ArncTpakTt

[Tocie ocBpra Ha KJbyuHe gonpuHoce Muoapara A. Bacwibesuha (1903-1963)
Pa3Bojy CpIICKE ETHOMY3HKOJIOTH]je, ayTOpKa rocBehyje maxmy CBaKoj Ol FberoBUX
JBaHAaeCT 300pHUYKHX ITyOIUKaIHja, Ol KOjUX Cy HeKe (IIPeBacXOIHO MOCTXyMHA
U3/aka) y CaolllTeHUMa IPETXOJHNKA OMile BeoMa Majlo 3acTyIJBCHE HIIM YaK
CacBUM 3arocraBibeHe. BacusbeBuheBr HaCIOBY pasMaTpajy ce KPUTHUKH, Y XpO-
HOJIOILIKOM TOPETKY HHXOBOT 00jaBsbuBatba o1 1950. no 2009. ronune. Ha kpajy
U3Jlarama, KOpIyc MyOIMKOBaHOT MaTepHjajia CyMapHO je IO3ULHOHUpPaH y OHO-
cy Ha Menorpadcku JonpuHoc BacusbeBnheBuX NMpeTXogHHMKa M HA OHAj M3 I10-
TOBET pa3nolJpa.

Kibyune peun
Muogpar A. BacusbeBuh, 300pHUIIM HAPOTHUX MEJIOAN]jA, CPIICKH My3HUUKH (OJIK-
Jop, eTHoMy3ukojoruja y Cpouju, menorpaduja

Muozpary A. Bacubesuhy (1903-1963) npunana je yiora,
JEIMHCTBEHA y MCTOPHjaTy PErHOHAIHE CPIICKE €THOMY3HKONIOTH]E,
na cpeanHoM XX BeKa MPEMOCTH JIBE HEHE BEJIMKE pa3BOjHE eTare
1 o0eNexu uX yreuaT/buBUM Tparom. [Ipsa je MeljypaTHa y K0j0j Je
CPIICKH MY3HYKH (POJIKIIOP II0CTA0 HEroBa )KUBOTHA MAacKja U y K0joj
Je 0cTBapyo cBoje paHe NpO(eCcHOHANHE TOAYXBaTe, YKOPCHEHE Y
HacneheHuM crapujuM oOpacuuma. Y HapeaHOj eTaru, 3armoueTo]
HakoH J[pyror cBeTcKoOr para, TOKOM HEMYHHUX J[Ba/IECET TOANHA OBaj
HECBAKU/IAIIHE CAMOTIPETOPHH UCTPAKMBAY JOCErao je 3eHUT CTBa-
pama, yCIIOCTaBHO HOBE CTaHAap/e AUCLUUIUIMHE, 3al[pTa0 TEMEJbHE
CMEpHHULIE HACIEIHULIMMA, U NPU CBEMY TOME HeMepJbHBO yBehao
KopIyc cakymsbeHe rpahe. Ympapo 3ato mto cy cBa BacusbeBuhe-
Ba MOCTUrHyha M3 TOT APYTOT, MOCIEpaTHOT Mepuoia Ouia BakHa
MPEKPCTHA HOBHWHA, 3aCHOBAHA HAa EHCTOBOM BCJIMKOM eMHI/IpI/I_]CKOM
3HaH)y ¥ CaMOCBOJHOCTH, aJl U yCMepeHa Ka CaBPEMEHU]UM TOKOBH-

* Osa CTyAdja je pe3yirar paja Ha Mpojekty Mysuuxka u ucpauxa wpaduyuja
mymuuetinuuke u mymuuxymuyparse Cpouje (0p. 177024), dbunaHCHpaHOM Of
cTpane MUHHCTapCTBA IPOCBETE, HayKe M TEXHOIIOMIKOT pa3Boja Pemybmuke Cpouje.
I radinovicsanja62@gmail.com
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Ma y Haylld, OH C€ JaHac C pa3joroM cMarpa ,,oCHHUBaYeM MOJIEpPHE
cpricke erHomysukosoruje” (JIlyben 1993: 123), a mo omnenu Mia-
neHa MapkoBuha 4ak W JUYHOIINY KOja j€ Y HaIlloj CPEIUHH MpBa
3acIy)Kuia J1a TIOHEeCEe Ha3UB €THOMY3HUKOJIOra Yy MyHOM CMHCIY T€
peun (Mapkosuh 1993: 128-130; 1994: 22-23).

OHo mTo YMHU Haj3HaYajHUja BacuspeBrheBa nmuoHupcka ao0c-
TurHyha caketo uckasyje cienehu momuc: 10K Cy CBU HBErOBU MPET-
XOJTHUIU OWJIM TIPEBACXOHO KOMITO3UTOPH WJIM MY3UYKH IEarosu,
BacusseBuh je y Hamoj cpenvHu mpBa JMYHOCT KOja j& 1O CBOM OC-
HOBHOM NPO()eCHOHAIHOM 01a0upy OHIila eTHOMY3UKOJIOT (IUTO je
HApOYUTO BUIUBUBO Y HIOCICPATHOM IEPUOY); HAKO HUJE OCTBAPHO
00MMaH Hay4YHH OIIyC, OH CE€ NPBH y HCTOPHjaTy HAIE PErHOHAIHE
HayKe YIyCTHO Yy 030UJbHU]jE€ CUHTETUYKE TEOPUjCKE EKCIUIMKAIIN]E;
MIPBU j€ Y TPAHCKPHUIILIMJU U aHAJIN3U CPIICKUX HAPOJHUX IIecama Io-
4yeo 1a npuMemyje huncky merony (1950, ckopo ucto kama u bap-
TOK); OMO je TIPBH CPIICKK €THOMY3HUKOJIOT KOjH j€ Yy CBOM CaMOCTaJl-
HOM TEPEHCKOM pajly 104eo ia KOpucTH Maraetopon (1951, ynm je
OBaj amapar yuao y KoMeplujaiHy ynorpedy); ocHuBame Onceka 3a
My3u4KH (onkiop Ha beorpazickoj Mysuuxoj akagemuju (1961), na-
CTUTYLHJH Y KOJy je yrpaauo Ge3maino neo pajxu Bek (1938-1963),
OuJI0 je MOHAjBUIIE HEroBa 3aciayra; BEJIUKU YJIe0 UMao je U 'y yTe-
MeJbey Yipyxkema ¢onkiopucta Cpouje, Capesa ynapyxema (Ho-
Kkiopucta Jyrocnasuje, kao u J{parauesckor cabopa Tpybaya.

HajucraknyTuju on 6pojHuX pesynrara kojuma je BacusbeBuh
TPajHO 3aIy’)KHO CBOj HApOJ HE yJIa3U UITaK y KaTeropujy MPETXOTHO
HaBEJCHUX MMMOHUPCKUX IO/IyXBaTa, Beh ce ouuTyje y ’eroBoM Me-
sorpa)cKoM OImycy — ocTBapemwy koje je y Cpouju mo ooumy, 3axBa-
Ty ¥ BPEIHOCTH OCTAJI0 HENPEBasHheHO CBE 0 JAHALIBUX NaHa, U
KOj€ HCTOBPEMEHO, 300T 3a0ENEeKCHHUX TEKCTOBA JMPCKUX HAPOIHHUX
necama, IpecTaBsba 3aMalllal JONPUHOC U HAIIO] KEbHKEBHO] GoJI-
kiopucTtuiy. Tako BesrKa 3anucuBadKa MPOAyKTUBHOCT IPOUCTEKIA
je u3 unmeHuIle na je BacusbeBuh cBoje nmpBe Menorpadcke Kopake
OCTBapHoO JOII y JACTHECTBY, J1a j€ MeJorpaduju 0cTao MPUBPIKEH U
y MJIaJIOCTH, U Ja je MOTOM H-eroBa IMyHa MMocBeheHOCT TOM MOJbY
KOHTHHYHMPAHO Tpajajia BUIIE O TPH JeleHuje, on 1932. ma cBe a0
Kpaja HEeroBor KUBOTA.

Tauan Opoj mpumepa koje je BacusbeBuh go 1951. romune
TPaHCKpUOOBAO UPEKTHO HA TEPEHY M OHUX KOje je TOoCie Te Bpe-
MEHCKE TpaHHUIle CHUIMHO MarHeTo()OHOM jOIIl YBEK HUj€ MO3HAT, jep
MHOTH KOjU Cy TOXPamEeHU y MPUBATHO] apXUBCKO] 3a0CTaBIITUHU
MOPOJUIIE U JaJb€ Cy HEIOCTYIIHU JaBHOCTH. MoOke ce MpeTnocTa-
BUTH JIa je CBEYKYITHO peu O HEKOJIIMKO XWUJbaJa MEJIo/Ija, IPU YeMy
1o naHac myonukoBanux uma 3.198 (He pauyHajyhu Mambu Opoj OHUX
KOje Cy o0jaBJpbMBaHE BHIIIE ITyTa). Taj AparoneHu KOpIyc TOCTYTI-
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He BacusweBuheBe rpahe campkad je y yak JBaHaecT IMyOiHKaIiyja
300pHUYKOT THNA (IITO je 10 cana U Hajehu Opoj koju ce y CpOuju
Be3yje 3a M€ JeTHOT CaKyIlJbadya), HACTAJIUX Y BPEMEHCKOM PacIOHY
on ckopo mect aerenuja, ox 1950. no 2009. rogune. [IpBa yeTnpu
300pHMKA 3a IITaMITy je IpUIpeMuo caM BacuibeBuh y mocieamux
JleceTak roJliHa JKMBOTA, JOK Cy MOCTXyMHAa M3/ama IUION peAak-
TOPCKOT TpyJa pa3auuuTux npupehusada. Mehy muma Hajpeha 3a-
ciyra npunaaa 3opuciasu M. Bacusbesuh (1932-2009), koja je ce
JI0 CMPTH Ca BEJIMKOM NpeAaHouihy OpuHysia 0 €THOMY3HKOJIOIIKO]
H JIPyroj 3a0CTaBIITHHH CBOTa OL1a, HaCTojehH Jla CE BErOBO UME U
JIeno He 3a00paBe U J1a ¢e NOCTOJHO YBakasajy.’

O BacunibeBrheBoj eTHOMY3HKOJIOLIKO] JACIATHOCTH HU 110 Ja-
HAC HHje Ca4MbeHa HCLPIIHA CTYH]a, allk O 0] HIIAK [0CTOJe BPE-
HU TpwiIo3n.’ Y bHMa je, pasyM/bUBO, 0OMYHO MHOTO BHIIIE Hara-
IIeH ayTOPOB MeJIorpa)CcKu JOMPUHOC HETO HAyYHH, KOJH j& JaJIeKO
ckpomHHjer oouma. Melhytum, mocrojehu Hamucu yriiaBHOM ce J10-
TUYy OHE TpehuHe 300pHUUYKHX MyOauKalnja Koja je ooenonameHa
3a BacuibeBuheBor >kuBoTa, JOK je O MOCTXYMHUM HU3JambUMa 10
caJia UCKa3aHO BeoMa MaJlo WM ToTOBO HUMITa. Texyhu nperen us3-
pa3 je HaMepe Ja ce MO JaTOM MUTamy MOHYAM MOTIYHA CIUKa, U
ctora he Ha cTpaHHMIIama Koje cliefie OuTH pa3sMoTpeHu cBU Bacuibe-
BUNEBU HACJIOBU OBOT THUIIA, Y XPOHOJIOIIKOM MOPETKY HUXOBOT Ha-
CTajama.

[IpBu BacusseBuhes 360puuk, Hapoone menoouje koje ce iie-
sajy na Kocmeiy, objaBibet je 1950. roauHe, yjenHO Kao IpBEHALL
y aMOMIMO3HO IUIAHUPAHO] CEPHJH JYZ0CI08EHCKU MY3UUKU POTKIOD
(M. A. Bacubesuh 1950). Hherosa nojasa e camo wro je odeie-
KHJIa OYeTaKk ayTOPOBOI Haj3HAYajHUJEr CTBapajaykor Mepuojaa Ha
IJIaHy Halle Hayke, Beh je oTBopuiia M HOBO IOIVIaBJbE y MCTOpH]ja-
Ty CpIICKE €THOMY3HKOJIOTH]j€, HAPOUUTO Kajia je ped 0 Ha4YuHYy Ipe-
3eHTaIMje caKylsbeHe rpalje u yoOnuuaBamy NyOIHMKaIlija OBaKBE
Bpcre. [Ipema cBenouewy 3opucinaBe M. BacusbeBuh, onpenespeme
ayTopa jaa npBo o0jaBu rpal)y ca oBor tepeHa HHje OMIIO CITy4ajHO,

2 JlparoueHy MOAPUIKY Y THM HANOpMMa y HEKOJIMKO HaBpaTa Mpyxkuo joj je Heman
Jbybunxosuh (Bumetu nasbe). Ilaxmwy 3aBpehyje u moparak na cy y BacusbeBuhes
CaKyIUbauKH, apXHUBUCTHYKH W MpUpehUBauku pax Ha pa3He HaYMHE TOKOM MHOTHX
JIelieHUja OWIIN YKJbYUYEHH TOTOBO CBU YWIAHOBH H-ETOBE YK€ TIOPO/THIIC.

3 Bacuisesuhesom sieny nocsehere cy jiBe 3ace0He mMyOnuKaiuje, HACTAIE TTOBOIOM
o0eJexxaBama TOIUIIBUIIA BErOBOI poljema u cMpTH: 11eo 1B0Opoj 47/48 yacomnmca
Hapoono ciusapanawiuso — folklor w3 1973. ronuHe n 300pHUK pajioBa ca OKPYIJIOT
crona oxpxanor 2003. rogune (Jby6unkosuh u 3. M. Bacusesuh 2006). Ilopen
MMOMEHYTOI, HAMHMCaHO je Hekoauko Hekponora (Petrovic 1963; Devic 1963),
ennukioneaujckux Tekcroa (Plavsa 1977; Kovacevi¢c 1984, 493-494; Jlajuh-
Muxajnosuh 2006; Mapkosuh 2013) u apyrux 3ace6HuX caomiuTema (Z. Vasiljevié
1988; Mapkosuh 1993; 1994; Crojanosuh 2004; JoBanosuh 2006). I[Tpuo3u pasHux
ayTopa rocroje u 'y okBupy BacuibeBruheBnx 300pHHUKHX MyOnKaluja (BUACTH J1aJbe).
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Beh je mMpouCTeKII0 U3 HBEroBOT JAJICKOBUIOT HacyhuBama aa cy Ko-
coBo u Metoxwuja obnactu ,,onakie he Cpou Hajipe 1a Hectajy” (M.
A. BacuseBuh 2008: X).

300pHUK caapku OOMMaH W CIIOJEBUT MaTepujall, CaOMpaH 1o
BehuM mectuMma ca yxe Tepuropuje Kocosa, uz Meroxwuje, [Togpume,
T'opckor cpesa, bunauke Mopase u Cpenauke XKyne. MHore necme
3abenexene cy y Cxorsby 1 beorpaiy, o jbyau Koju cy MOTHIIAIU ca
MOMEHYTHX MpocTopa (1to he 6utu ayTopoBa yecTa npakca 1y Be3u
ca rpahom u3 apyrux 30opHuka). Ilecme cy npukymsate oz 1932. no
1948. ronuHe, ¢ TUM IITO j€ HAJUHTECH3WBHU]A Menorpadcka aKTHUB-
HocT Tekia 1946. u 1947. Ynpaso Taga Ha Kocmery cy ce onBujam
00padyHHU ca MPeoCTaJIuM CHarama ajg0aHCKuX OanucTa, 300T KOjuxX
ce BacuspeBuh TOKOM jeHE 071 CBOjUX EKCIIeIUITM]ja HAaJla3uo YaK U Yy
KUBOTHO] onacHocTH (3. M. BacuwseBuh 1973: 14-15).

CxonHO ayXy emnoxe, y K0joj ¢y y3 HOBOOTBOPEHE XOPHU30HTE
JOII YBEK OIICTajalidi U HEKU W3 MehypaTHOr pa3mno0sba, ayTop OBaj
300pHUK HUje HaMEHHWO camo OyayhuMm eTHomy3ukoio3umMa, Beh u
KOMITO3UTOpUMA, M3BOhaurMa HapoOJHHX Iecama, YYCHHUIIUMa MYy-
3MYKHUX IIKOJIa pajy caBiahuBama (QOJKIOPHE MHTOHAIM]E, KA0 U
JpyOuTesbuMa-amaTepuma. Kmura caipxu yKynHo 526 mecama (ca
BapHjaHTaMa), pa3/IBOjeHUX Ha HOTHU U TEKCTYaJIHH MPUJIOT, U IO/
je capagme ca OpojHMM IeBaynMa (TIPETEKHO IPABOCIABHUM, Y
MameM 0pojy u ca mycaumanuma u3 ['ope). C o63upom 1a je Beh u ta
KOJIMYMHA MaTepujalia mpeacTaBbaja 030MIbaH U3/1aBauKH MOy XBaT,
MHOTe 3a0€JIeKCeHE [PUMEPE NHCTPYMEHTAJIHOL, Ka0 M My3HULHUpaba
LIMITAPCKOT CTAHOBHHILTBA AyTOP j€ IIIAHUPAO 32 HeKy Oyayhy mmy0-
JTUKanyjy. Y Be3u ca eTHUYKUM MOpeKsioM o0jaBibeHe rpabe, y HO-
BUjC BPEME 3aMEPECHO My j€ LITO je MPOIYCTHO Jia y OBaj 300PHHK
yBperu unn y [IpearoBopy 6apem momeHe MoCTojambe MENoAHja Typ-
CKOT' U POMCKOT KHBJba, J€p j€ TUME JIOBEO y MHUTAHkE aJeKBATHOCT
HETOBOT HACJIOBA (Petan 2010: 254). I'paha je xaHPOBCKH HOZEIbCHA
Ha JIBC BEIIMKE LIEIMHE — Y IPBO]j Cy JbyOaBHE MeCMe, pasBpcTaHe
npema caapxajy, y Apyroj oopense, yija naba pa3ueo6a Tede mpema
(YHKIIMOHATTHOM KPUTEPH]YMY.

Ono wTo y (opMaIHOM MOMIEAY yHaIJbUBO PA3NIUKYje OBY
KEBbUTY O/ MaJOOPOJHUX CIMYHUX MyOJMKaldja U3 MpPBE MOJOBUHE
XX Beka, a mto he U HaylaJbe OMTH MPEMO3HATIHUBA OJIJTMKA BehrHE
npeoctanux BacusbeBuheBux 300pHHKA, jeCTE 3aCHOBAHOCT Ha TPH
KapaKkTepUCTUYHE 1IeJIMHE. JeqHa je My3uKOJIOoLIKa (ca pe3uMeoM Ha
CTPaHOM j€3HKY), Ipyra HOTHO-TEKCTyaJlHa, 0K Tpehy unHe mparehu
caJipKaju: aHAJTUTUYKU Tpervie/ld, perucTpy NeBaya U rnecama, ped-
HUK Mambe I03HATUX PeYH JIOKAJIHOT roBopa. Takas (hopMaIHU OKBUD
HHje 01O 110 Kpaja n3rpaleH y npeTxoiHOM pa3no0iby U JaIeKOCeK-
HO j€ YTHIIA0 Ha MIPaKCy HapeIHUX reHepalyja CprckuxX €eTHOMY3HKO-
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JIoTa, TOCTABIIIY CBOJEBPCHU CTaHJIap/1 KOjU UCTpajaBa U JgaHac.

Baxxny HOBUHY IutacupaHy y KOCMETCKOM 300pHHUKY Mpea-
CTaBJbAJIM Cy W IOYELU NpuUMeHe (PUHCKEe METoje, Tajla MPBU IMYT
aIIMIMPaHe Ha CPIICKOj Tpahu v 0 CTpaHe jeAHOr CPIICKOT ayTopa.*
VY TO Bpeme, cBera JiBe TOAMHE IOIITO ce y 3arpedaukum Muzickim
novinama nojasuo Tekct Bunka XKranena (1890-1976) koju je ca
OBOM METOJOM YIO3HA0 JYTOCIOBEHCKY CTPYYHY jaBHOCT (Zganec
1948), Bacusbesnh jour ysek Huje 6no npucHuje ynyher y cse meHe
koMrioHeHTe. CTora je y TpaHCKpHUIIIUje YHEO caMo JIyre JyKOBe
KOjUMa Ce M3BOPHO O3HaYaBajy yO4eHH Menoiaujcku oxesbuu. Huje
YaK CNPOBEO HU jelaH O OCHOBHHUX NOJpasyMeBaHKX MOCTyaKa,
TPAHCIIO3UIIN]jy MeIo/IMja Ha 3ajeqHuyku huHamuc g/, Beh ra je npu-
MEHHO CaMO Y aHaJIMTUYKOM IIperiely TOHCKHX Hu30Ba. [1a unak, T
FCIOBH NPBH KOPALM UMa]y UCTOPH]CKY BPEAHOCT, jep Cy yTUCHYTH
y HPEKPETHE Pa3BOjHE TPajeKTOPHU]JE CPIICKE CTHOMY3HKOJIOTH]E.

Y 0BOj KEU3H jOLI MCTAKHYTHJH UCTOPUJCKH 3HA4aj IpHrajia
KOHTPOBEP3HO] CTY[MjU O TOHAIHMM OCHOBaMa JyTOCIOBEHCKE Ha-
poOIHE MY3HKe, TauHH]j€, ’eHOM MPBOM JIeITy O3HAYEHOM HACJIOBOM
,,JOHaJTHE OCHOBE HaImIer My3u4dkor ¢oikiopa”. [lomasmum ox Koim-
raiuoHuX (OMIITHX) aMOUTyca OPOJHUX CPIICKUX HAPOJHUX TIEecama,
BacuspeBuh je n3Beo HEOOMYHY JIECTBUYHY KOHCTPYKIIH]Y H3Tpale-
HY CyIlepHoHallijaMa HEKOJIMKO MOJICKUX TeTpaxopaja Be3aHUX CH-
Hadama, Kojy je 300T y4ecTajaoCTH MPOIIACHO TJIaBHOM JIECTBUIIOM
Hallle HapOJHE MY3UKE. YBEpEeH Ja je OHAa CBOJEBPCHU IPEKUTAK
aHTHYKOT TPUKOT Hacjeha, mpeHolieH Kpo3 BEKOBE U MOCPEICTBOM
BH3aHTH]CKE LIPKBEHE MY3HUKe, HA3BAO ]y j€ aHUUUKUM OYPOM Y TIPH-
MMCA0 jOj YyIHOBATa MEJIO/IHM]CKa M XapMOHCKA CBOjCTBa, MaXOM IOT-
ITyHO OMO3UTHA OHUMA KOJI MOAEPHOT Aypa. Y TeOpHjCKOj UHTEpIIpe-
TaIMju UCTUX TOIIIA0 j& OJ1 YNCHHMIIE Jla C€ Y YII03H Jekehnx ToHOBa
y TPaJUIIMOHAIIHO] BOKATHO] H, JOIII BUIIIE, HHCTPYMEHTAJIHO] MPAKCH
Hajuenthe mojaBsbyjy ¢, f u g. OBaj peHOMEH 00janImaBao je THMe
Jla TIOMEHYTe TOHOBE ,, XapMOHCKW MHCTUHKT  CBHpaya U IeBaya He-
CBECHO MPEI03HAaje U UICTHYE Ka0 0COOeHa YITOPHUIIITA, jep ce cuHade,
CITOjHUIIE TETpaxopaja Koju u3rpalyjy oBy JeCTBHILY, OCTBAPY]y YII-
paBo Ha muMa.” Haxkanoct, BacuibeBuh ce HHje 3aycTaBUO Ha MU3HE-
TOj KOHCTaTaIlMj1 — KOja HECYME-UBO U JIaHac 3aBpel)yje myHy naxmby
eTHOMY3HKojora — Beh ce, ontepehen morpedom 3a My3UUKOM Teope-

4 Tonuny mana kacHuje my6mukoBana je 1 baprokopa (Béla Bartok, 1881-1945) ctynuja
ca IIpUMEHOM (PUHCKE METOJIe Ha CPIICKOXPBAaTCKOM Matepujairy (Bartok u Lord 1951),
MIPBOM M3 Tiepa je[IHOT cTpaHor uctpakusada (Pagunosuh 2011: 44—67).

5 EKCIIIMIMTHO 0Gjalliberbe U30CTaje U3 TOMEHYTOr TeKcTa, alli ce Moxke Hahu Ha
JIpyrom mecrty: ,,Nasa narodna, preteZzno jednoglasna melodija, stvorila je iz glavnih
tonova skale, iz tonova sinafa, elemente toni¢ne funkcije — tonus finalis i njegov
prateci ton: dvozvuk u pevanju, odnosno akord u sviranju” (M. A. Vasiljevi¢ 1957: 18).
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THU3AIMjOM M HAMEPaH Jia je U3BeJIe M0 CBaKY IICHY,’ YITyCTHO Y 3aMp-
LICHA CIICKY/IATHBHA TyMaverba (I0YeB O/ yBOhera CaMor KOHLeINTa
KOJIUTalHOHOT aMOUTyCa), y KOjuMa je GHIIOo U pasHHX APYTHX MaHa.
Hapnasee, mopen aniuuukoZ oypa, Ha CIvMYaH HAYUH TYMaduo je jOII
U OpujeHtuarHu Oyp U aHiuyku Moa0yp, BapujeTeTe HacTalle MyTeM
ayiTepalja yHyTpallmbiuX TOHOBA TETPaxopaia, Kao U iiepyHe N3Be-
JICHHIIE CBUX MOOPOjaHUX JIECTBHYHUX HU30BA, IPOUCTEKIIE U3 TIPO-
MeHe MecTa puHamca. Ha ucipnHy jaBHY KpUTHKY HHjE CE MPEAYTO
yekaso. IlojaBuna ce y waconucy Zvuk 1955. ronune, HanucaHa of
cTpane komrosuropa Munetka XKuskosuha (1901-1964) (Zivkovié
1955), xoju ce y mMehyBpemeHy Hamao y yino3u peLeH3eHTa 3a Ba-
CHJbeBHNEB HAPE/IHH, CAHIIAYKU 300PHHK, y KoMe je Tpebaio ja Oyne
00jaBJbCH HACTaBaK FHETOBUX TCOPHjCKHUX MPOMHILbama. CIpoBo-
nehu takcaruBHy aHanu3y BacusbeBuheBux craBoBa, JKukoBuh mx
j€ TPOIICHHO Kao CIEKyJIaTUBaH TEOPUJCKHM KOHCTPYKT M Ha Kpajy
JIOHEO 3aKJby4dak na je BacuibeBuh ,,HemokoneOpUB y 3a0ayau” u
Ja ,,lI0 KOJIMYMHU M BPETHOCTU pesyarara BacuibeBuh TeopeTruap
JIaJIeKo 3aocTaje u3a BacuibeBuha menmorpada’ (ucrto: 156).” JIpyro-
HaBEJICHUM MCKa30M je y HajkpaheM yjeTHO aHTHUIUITUPAO OHO IITO
Kao0 BPEIHOCHHU CYJI O LIEJOKYITHUM BacuibeBuheBuM nocTurayhnma
Ha TI0JbY €THOMY3HKOJIOTH]j€ OIICTaje W JaHac, C TOM Pa3IMKOM IITO
aKTYeITHU TIOTJIe] Ha CTBAPH OJJIMKYje JaJIeKO BHILE TONITOBAKkA U
0J1arOHaKJIOHOCTH HETO IITO Cy UX MCIOJbIiIN BacribeBrheBu caBpe-
MEHHIIM TIpeMa ’ETOBUM ITOPUBHAMA M CAMOIIPETOPHUM Haropuma, u
ITO JaHac MOCTOJU pa3yMeBame Ja ,,...lberoBa IojaBa mpemonihyje
BpEMe HEIBOCMHUCIIEHE onTepeheHOCTH Typ-MOJl KOMITJIEKCOM, U Ja-
HAIlll-¢ BpEMe Y KOME C€ TEOPHjCKa MUCA0 TeMeJbU Ha IIOMHO carjie-
nanuM ynmbeHunama’” (Crojanosuh 2004: 11). Haxkanoct, crapa cen-
Ka OIITPHX KPUTHKA U JaHAC 3aKiiamka MHora Jpyra BacusreBuhena
BpE/HA 3araKara, MPETIIOCTABKE W 3aKJbyUKe U3HETE Y OKBUPY OBE
BEroBe cTynuje. Ha ayTopcTBO MOMEHYTOT TOIPUHOCA BPEMEHOM je
a0 HEOIpaBIaHu 3a00paB, YIPKOC TOME IITO j€ OAABHO IMOCTAO J€0
CaMHX TeMeJba CPIICKE ETHOMY3UKOJIOIIKE MUCIIH.

6 Jleo pasiora 3a To TpeOa NPUIMCATH HETOBHUM Pa3MHUILBAKUMA O aAeKBATHUM
XapMOHCKHM pEIICHhHUMa NPU YMETHHUYKO] OOpajyd HApOAHUX MEJOjAuja, IITO CY
peduiekcu Mo3HATHX MPEOoKynaluja U3 MehyparHe ernoxe, kaja cy ce MejaorpagcKkum
MOCJIOM OaBHJIM MPBEHCTBEHO KOMIIO3UTOPH.

7 Ha JKuskouheBy kpuTuky myny uponuje Bacusbesuh je jetko omrosopuo 1957.
rogune (M. A. Vasiljevi¢ 1957). AprymMeHTH Koje je H3HeO HIIaK HUCY OWIIN 10OBOJBHU J1a
WeroBe uieje Oymy npuxsahene Mel)y CpricKuM €THOMY3HKOIO3MMA. AJH, IPBEHCTBEHO
3axBaJbyjyhH HMCTpajHUM HacTojakbuMa 3opuciaBe M. BacusbeBuh, JTyroroguiimer
npodecopa condeha u meroguke HactaBe coneha Ha PMY y Beorpany, ocHOBHE
MOCTAaBKE OBE TEOPHje Cy C€ KO/ HEKHX FheHUX HACIIEHIKA YrPpaniie y HACTaBy HOTHOT
MeBama Ha OCHOBaMa TPaJAMIMOHAIHOT My3ndkor Hacieha (Jouh-Muneruh 2008;
2010; 2010a; 2011; 3enoBuh 2014).
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36opuuk Hapoonux menoouja uz Canuaxa (M. A. Bacube-
Buh 1953), npukyrybanux Ha 00a Jp)kaBHA IMOJpYyYja OBE BEIIHKE
001acTH, CPIICKOM U IPHOTOPCKOM, OO je Takohe pesynrar Bacuibe-
BuheBe ayrorpaje Menorpad)cke aKTHBHOCTH, KOJy j€ OCTBapHO O]
1932. no 1951. ronune, y rOTOBO HJACHTUYHOM BPEMEHCKOM PACIIOHY
Kao y ciiydajy Oesexema MaTeprjaia U 3a IPETXOIHY U 3a HApEIAHY
nyonukanujy. O0jaBibeHa rpala HEMTO je Mamber 00MMa y OJTHOCY Ha
CBE IITO je OMJI0 TpaHCKpUOOBAHO HA TEPEHY, jep Cy 3amucu u3 1934,
n 1935. roguHe cTpagany y mokapy Ha O€OrpajicKoj KEJIe3HUYKO]
CTaHUIIM 3a Bpeme OombapaoBama 1941. ronune.

U y 0BOj KiU3M Hamasu ce Bpio obuman marepujai. Kana
ce yopoje u BapujaHTe, peu je o paBHo S00 mpumepa ClojeBUTE U
mapoike rpahe Cpba u bommaka, cabupaHo]j yIIaBHOM y Bapol-
KOj CPelMHH, a YOOIN4ICHO] Y AYroTPajHUM MPOLECHMA CIIOKCHHX
KyJATYPHUX U €THUYKUX CTalama, Ha IPOCTOPY KOjH je OyBeK Ouo
CTELMILTE U packpiihe, HaKo je HEroB MOJIUTUYKU CTaTyC Kpo3 HC-
TOpHUjy Bapupao u3Mel)y NOrpaHUYHOT, TPAH3UTHOT U YHYTpAIIHET.
3aro He u3HeHalyje mTo mopea OHUX KOJH Cy M3JaHaK JIOKAJTHOT
Ti1a, MaTepujai odyxsara u npumepe nopekiom ca Kocosa, u3 Lpne
I'ope, bocue, nma yak u Bojogune u XpBarcke (Ipucresie BEpoBaTHO
MOCPEJICTBOM ayCTPOYTapCKUX BOJHUKA, KOjU cy mocie bepauHckor
koHrpeca y CaHyiaky Oy CTallMOHUPAHU CKOPO TPH JACIICHH]E).

VYmpaBo y oBoM 300pHHKY, IpBOM 0oJ1 Tpu U3 cepuje Iloceo-
HUX U3aamba My3UKOJIOUIKOT UHCTUTYTA, JIOIJIa je A0 u3paxkaja 3a-
OpaHa myOJIMKOBamka HacTaBKa TEKCTa O TEOPUJU TOHAIHUX OCHOBA.
[Tnanupana crynuja HagomemheHa je jeJHUM MambUM JABOJE3MUYHUM
TEPMUHOJIOIIKAM PEYHUKOM (Ha CPIICKOM U (PpaHIyCKOM), y KOME je
ayTop CBOje HJieje caMo JSIMMHUYHO MOTao Jia U3HEece, YIJIaBHOM I10-
HaBJbajyhu 0OHO IITO je y MPeTX0/1HOj Beh HCKa3ao, y3 MOHEKY KOpeK-
1]y U JOMYHY CIPOBEIECHY Ha OCHOBY yBa)kKaBambha PELICH3CHTCKUX
npumenou.’ Camy cucremarusanmjy rpalhe ycreo je umak jaa u3Beje
IpeMa TOHAJTHOM KPUTEpHU]jyMy, MOLIABIIN O] TOeIIe Ha TUjaTOHUKY
U XpOMAaTHKy. Y OKBUPY MPBONOMEHYTE IpyIie, Jajbe pa3BpCTaBambe
MOYMBa Ha JIECTBUIIaMa Koje je BacuibeBuh paHuje KOHCTpyHcao u
MMEHOBAO, T1a TAKO U OBJIC HAJIA3UMO HETOB AHIUUYKY KEUHIUHU OVD,
opujeniuantu 0yp, tepyHu 0yp N opujeHiuainu moaoyp. Y CKJIOIY
JIaTOT peYHHMKa, 0OMMOM U 3Ha4ajeM H3/Baja ce Jeo nmocseheH Bokas-
HOM JIBOTJIACY WJIU Ouagornuju (TEPMUH KOjU NpuMemyje Bacuibe-
Buh), oboraheH M3BeCHMM OpOjeM WIYCTPAaTUBHHX TPAHCKDHIILHja
U3 pa3HuX Kpajesa apyre Jyrociasuje. buo je To npBu 030MIbHUjU
3aXBaT y OBy TEMaTHKy OCTBAapEH y HAIIO] CPEAWHHM, YH]ja j& BPSITHOCT
HeocrnopHa Beh u 1o Tome mto je y BacusbeBuheBo Bpeme mocrojano

8 Ipumepune, mox cyrectHjom Mitenka XKuskorha JOMyHHO je HA3WB CBOje OCHOBHE
JICCTBHIIE IPUICBOM ,,KBUHTHH, T€ jy j€ OTa/la UMCHOBAO AHILUYKUM KEUHIUHUM OYPOM.
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jenBa map JeceTHHa 3aluca CPICKOT JBOIIACHOT neBama. Mnak, Hu
OBaj TEKCT, HM cama rpaha 300pHUKa, HE 3aCTymajy CaHIJauKO JBO-
IJIaCHO TIeBame (M3y3€B IPEKO JIBa jeTHOCTaBHA IPHUMEpPA CTapujer
cloja u jeHor Ha 6ac). Aytop je y [IpearoBopy HaBeo /1a ABOTIIACHO
MIeBamkE Ha JaTOM TOAPYYjy IMOCTOjH, allv Ja JyTOCIOBEHCKOM BOKaJI-
HOM JIBOIVIacy HaMepaBa Jia Ce UCIPITHO [TOCBETH y HEKO] IPYToj Mpu-
JIUIM, BEPOBAaTHO MMajyhul y BHAY Taja TEK OTBOPEHE MOTyhHOCTH
ynorpebe MarHerooHa y €THOMY3HUKOJIOIIKOM TEPSHCKOM pay,’
KOja 61 ra oco00011IIa TEITKO U3BOIJBUBOT 3a/1aTKa TPAHCKPHUOOBamka
JIBOTJIACHUX Iecama JUPEKTHO Ha TepeHy. Haxainoct, 36or mpemaio
TOJIMHA KUBOTA KOj€ Cy CTajaje Mpea BbUM, IOMEHYTY CTYAHjy HUje
JIOCTIE0 Ja OCTBapH, Ka0 HU MHOTE JAPYTe Koje Cy My Ouiie y IiaHy.

VY canpaukoM 300pHHUKY CBEe Cy MeEJOAMj€ TPAHCIIOHOBAHE
Ha 3ajeIHuYKH (puHANMKMC g/, MITO 3ajeHO ca CTHIW30BAHUM JTyTHM
JykoBHMa 3a (ppase M yHyTap FHX MCIHCAHHM aHaiu3ama (popme
M KaJICHIMjaJHUX TOHOBA CBEJOYM O 3HATHO NOTIIYHW]EM yCBajarby
NPHHIKIA (UHCKE METO/E, K0 U O HA4HHY FbCHE IIPHMCHE HajCIIH4-
HujeM JKranueBoMm. OBakBe KapaKTepUCTUYHE, aHAIM3aMa JOIyHe-
HE TpaHCKpHIMIMje ocTahe Nmpemno3HaT/bUBO 00€eXkje CBUX Hape-
Hux BacuibeBuheBux 300pHUKa 00jaBibeHUX 10 1967. TonuHe.

Nako je mpuKynbambe MaKeOHCKUX HAPOJIHUX Iecama Be3aHO
3a caMe MoYeTKe ayTOPOBOT MPOPECHOHATTHOT aHTaXKOBaka Ha MOJbY
CTHOMY3HUKOJIOTHje,'® MakeTOHCKOM Mestocy rmocBehena je Tek mero-
Ba Tpeha xwura, Hapoone menoouje koje ce iesajy y Maxkeoonuju
(M. A. Bacusbeuh 1953a), koja je HICTOBpPEMEHO Jpyra M MOCIIe/IHbha
y cepuju Jy2ocnosencku mysuuku ¢goaxnop. l'oguHa meHOT 00jaBIbH-
Baba j€ MCTa Ka0 y MPETXOJHOM CIIy4ajy, C TUM ILITO y XPOHOJIOII-
KOM TIOPETKY IpUMAT MIaK MpHUIMaja caHa4koM 300pHUKY'' (HMako
j€ MaKeIOHCKH TI0 CBUM CBOJUM KapaKTEPHCTHKaMa JAJICKO OJFKU
MIPBOHACTAJIOM, KOCMETCKOM).

[IpencraBibeHe cy BehMHOM MakeJIOHCKE BapOLIKE MEIOAH]E,
ca BapujaHtama ykynHo 422. CKopo CBe Cy jeIHOINIaCHE, JIOK je
JIBOTJIAC 3aCTYIJBEH caMoO jelHMM IpumepoM. [paha 3a oBaj 300p-
HUK cabpana je ox 1932. no 1950. ronune. KontunyuteT 1 pe3ynrare
BacusbeBuheBor cakymnpbadkor paja U OBOTa je IMyTa YBEIUKO OMEO
Jpyru cBeTCKHU part, He caMo 3aTo LITO C€ Yy PaTHOM pa3io0iby Melo-
rpad)CKku Mocao HUje MOTao JIAKO OJIBHjaTH, Beh u crora mro je oou-
MaH marepujal, koju je BacusbeBuh on 1932. mo 1937. ca mHOTO TpY-
Jla 3a0eJIeKHUO0 Of] CBOJUX CKOIICKHUX faka, Kao U Ha TePEHY Y OKOJIMHU

9 Toncehamo, u3yses Kocre I1. Manojnosuha y mehypartHom pazno6iby, Gonorpadom
ce y CpOuju HUje KOPUCTHO HUjEaH Halll eTHOMY3HKOJIOT.

10 Cmarpa ce na je BacusbeBrheBo yHO €THOMY3HKOIOIIKO IeoBamke 3arnoueno 1932.
TOZIMHE, 32 BPEME FErOBOT IIPBOT HACTABHUYKOT HaMeITemha y CKOIIBY.

1 To ce jacHo BuaM MO TOME IITO Ce y MaKeJOHCKOM 300pHUKY BacuibeBuh Ha mera
HEKOJIMKO ITyTa M03KBa Kao Ha Beh 00jaBibeHy MyOIUKAIIN]y.
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Ckorba 1 y mmpoj MakenoHuju, yIjiaBHOM Takohe cTpaiao 3a Bpeme
ooMOapnoBama 1941. ronune, 3ajeHO Ca BETOBUM ApYTUM Jparore-
HUM pyKomucuma. 300pHUK je yTeMeJbeH Ha cadyBaHOj rpahu Mujad-
Ke eTHUYKE TPyIe — 3armcanoj TokoM 1938, nocnente rogune Ba-
CUJbEBUNEBUX TEPEHCKUX IYTOBama 10 MaKeI[OHI/I]I/I KOjy je ayTop
y IIpenroBopy HaszBao ,,ocHoBHOM rpaljom”. Taj marepujai je mociue
para ynoTmnyHuo OpojHUM npuMepuma TpaHckpuOoBaHuM y beorpa-
Iy, IpeMa MeBamby J0CEJbEHUKA U3 Pa3HUX MaKeJIOHCKUX KpajeBa.
[Ty6nukoBanom rpahom oOyxBaheHu cy MHOTH AeioBH Ma-
KeJIOHH]je, alu He y cpa3MepHOM oaHocy. HajBuie necama notu-
ye u3 l'annunuka, 3atum KuueBa, Cxomsba, bepoa u Ilpuiena,
oK je mamu Opoj u3 KaBamapa, PamoBumira, TeroBa, Kpymiesa,
Beneca, butospa, Ctpymunie, Oxpuna, Kparora, /leOpa, DHeshe-
nuje, Kymanosa u Ctpyre. YaapuBo je J1a ce Benuka BehuHa oBor
Marepujaia Be3yje 3a obnactu y3 rpanuiy ca CpOujoM M 3a OHE
KOje Cy O/ JaBHHHA HacTameHe MujanuMa, CTaHOBHUIIMMA 3ara/l-
He MakezoHMje ca IUTAaHMHCKUX CTpaHa y CIuBy peke Paauke, u
Bbpcjanuma, xuTesbuMa CpeUIIBEr M Jyro3amnajHor Aeia 3eMJbe,
13 OUTOJbCKO-TIpUIICTICKE KOoTiauHe. Te cycenmne u mehycobHo He-
HAKJIOIEHE CJIIOBEHCKE €THHMYKE IpyNe MO3HATe Cy UCTOPHUJU jOIII
0]l BpeMeHa HaceJbaBama CioBeHa. 3axBasbyjyhu paTHUUYKOM TEeM-
MepaMeHTy W €HJOTaMHju, OHE Cy Kpo3 MHora crosicha y moOpoj
MepHU OuyBaJie KapaKTEPUCTUYHE aHTPOIIOJIOIIKE IPTe, CaMOCBOj-
HOCT W OIITPE OJJIMKE M30JIOBAakha U OJIBajamka, a y 00OMYajHOM JKH-
BOTY, NpeJalbiMa U TOTIOHUMHUJU joIT U OpOjHE TparoBe CBOT CPII-
CKOT TIOpeKJia u mpexpuinhanckor Hacieha (ympkoc Tome mTO ce
BPEMEHOM JIe0 CTAHOBHHMILITBA MCIAMHU3UPA0, TOTOTOBO MH]Ja4YKOr)
(IIBujuh 1987: 449—457; Smiljani¢ 1924; Smiljani¢-Bradina 1930;
1931). Mmajyhu cBe HaBeneHO y BUY, Ka0 U YME-CHHUITY Ja je Ba-
cuJbeBUh y CBOjUM OcTaiuM 300pHUIIMMa OWO MocBeheH HCKIbY-
4MBO My3n4KOM Haciehy cprickor erHoca (6e3 o03upa Ha TEpUTO-
pHjasHy WM BEPCKY NPUNAJHOCT Ka31Baya), TELIKO je MOBEpPOBATH
Ja je caMo IyKH ciy4aj wro Mehy rpahom u3 oBe KibHre U3pasuTo
npeosial)yjy IpuMepH ca poCTopa KOjH Cy CTHHYKU ¥ HCTOPH]CKH
HajTenmke nose3anu ca Cpoujom. Ipe he unak 6urtu 1a je mo gaTom
MMTaky Ipecyauia ayTopoBa CBECHA HaMepa, HaKo TO y TEKCTY HH-
I7Ie HUj€ TTIOMEHYTO — IITO CBaKaKO HUj€ HU MOIJIO OUTH YUHUE-CHO,
¢ 003upoM J1a y roguHama mocie Jpyror cBerckor para, Kao MITO
j€ OMIITEe MO3HATO, 3aJIaramke 3a CPIICKEe HAllMOHATHE UHTEepece He
O HauILIO Ha J00ap MpHjeM KO 3aCTyITHHUKA Biajajyher pexxuma.
[lITaBumie, jJako je MOIIO OUTH MPUITHCAHO UHKPUMHUHHCAHUM Be-
JIMKOCPIICKUM MOOYy/1aMa U3 MUHYJIUX Pa3fao0Jba, YTOIUKO MPE IITO
Cy TOKOM TIpBe mojioBUHEe XX BeKa, Kaja je excrian3uja nmpema Co-
nyHy Ouna neo nprkaHe nonutuke KpasseBune Cpouje u Kpasbe-
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BuHe Jyrocnasuje (Jezernik 2007), cBu ucraknytu BacusreBuheBu
MPETXOHHIINA OUIH BeoMa OocBeheHH MeJIoCy ,,CpIICKOT jyra”.!?

VY Be3u ca NpeTxoAHO MOMEHYTHM, NMaXmku ce Hamehe ynmbe-
HUIA JIa je CpIICKa MMEHa U Ipe3uMeHa Hocuiio ckopo 80% mesava
4uje Cy MHTEePIpETalHje yTeMe/bUiIe MakeJOHCKH 300pHuK. [laHac
Je Beoma TEIIKO MPOCYIUTH Jia JIi Cy OHa CBEJOYaHCTBO O TOME Ja
je Bacwbesnh Hactojao xa aHraxyje BehMHOM IPHUIa{HUKE CPIICKE
HApOJHOCTH, UM MaK O TOME Jla C€ MaXxOM PaJiiio O JbyAUMa KOjU
cy npe [pyror cBeTckor para Owim Ha cuiy nocpOsberu (Jezernik
2007: 211-218). Varpenne ayropoBe HamomeHe u3 I[Ipearosopa u
peructpa ,,I'eputoprja u neBaun’ AUCKPETHO OTKPHBAjy 1a je Mehy
IErOBUM Ka3uBauMMa 3aCUTypHO OMJIO JbyIU TakBe cyaOuHe. Jep, y
HOBOM BpPEMEHY M y HOBOj apkaBu — Tanammoj ®HPJ y kojoj cy
MaxkenoHI Oniy MpU3HATH Ka0 HApOJ HACTAbEH Y KOHCTUTYTHBHO]
Haponnoj PenmyOnunn MakeqoHMjM — HEKH OJl HbUX MOBPATHIN CY
CBOjUM MMEHHUMA U MPE3UMEHUMa MPBOOUTHY (OpMY, KOJy ayTop Y
Hajpehem Opojy ciydajeBa unak HHje OMO y MOTyhHOCTH J1a J03HA
TOKOM MPUIIPEME PYKOIHCA 3a IITaMITY.

3a pa3nuky oxa 30opHuka menoauja ca Kocmera, »kaHpOBCKH
JIMjaria3oH OBJe HUje TOOHMO 3HAYajHU]Y MKy U BUJIJBHB j€ JETUHO
KpO3 HallOMEHE JIaTe y3 TEKCTOBE Iecama 1 Kpo3 perucrap ,,[ eKCToBu
1o BpcTtaMa”. AJM 3aTO, CIIMYHO KOHIICTIIIMJU MPBOHACTAJNIE KIbUTE,
U MaKeIOHCKU 300pHUK CaJp>KU MY3UKOJIONIKY CTyAujy moceheny
ofabpaHoOM MapamMeTpy My3W4Ke CTPYKType, U3 dera MpOUCXOId U
cucemMaru3alija 4hTaBe HOTHO-TeKcTyasHe rpahe. OBora myta y
doxycy je 6miia ocobeHa My3UyKa METPHKa, jeIHA Of] HajyleuaT/bu-
BHjUX KapaKTEPUCTHKAa MAaKEIOHCKOT MeJIoca, Koja je TOJCTaKia
BacusbeBuha fa cauuHU TEKCT MOJ HACIOBOM ,,IPOXEjCKH METpUY-
Ki 00muI y mMy3udkoM ¢onkiiopy Hapoaa JyrocnaBuje”. Crymauja
Hajla3M YIMOPHUINITE y TOJAa3HUM KOHCTaramujama Ja je Hama (jyro-
CJIOBEHCKA) HapOJIHa MYy3HKa ,,...33JIp)Kajia CBOj€ JaBHAIIKE 0COOHU-
HEe, pUTMHUYKY JOMHUHAIIH]Y, KOja CTaBJhba CEOM y CIIy)kOy CBE HEHE
KOMIIOHCHTE: eKClll, XAPMOHUJY, MeIUSMAIUUKY, opmy, TIa YaK U
{OHCKY KONIopuild”, M a METPUKa T€ HapOJAHE MY3HKe ,,HOCU y cebu
CBOj€ TOBOPHO MOPEKJIO”, TAKO IITO ,,...y HAIIUM HAPOAHUM MeEJO-
Jijama nMa IpeBary MeTpuKa HapOJAHOT MECHUYKOT TOBOpa, KOJU je
BpJIO OJM3aK aKIEHATCKUM OJJIMKamMa HapOJHOT MPO3HOI roopa”

12 Beh u camo oapeheme Teputopuje Jyxue Cpouje y MelyypaTHOM pa3no6i6y T0BOJBHO
TOBOPH O TOME KaKaB je Tajaa 6o craryc Makenonwuje: ,,Prve juznoslovenske oblasti (...)
jesu Severna i JuZna Srbija. Severnu ¢ini predjaSnja kraljevina Srbija od pre Svetskog
Rata, a Juzna Srbija obuhvata Staru Srbiju i severni deo Makedonije. Staru Srbiju Cini
poimence ceo raniji Novopazarski Sandzak, cela Kosovsko-metohiska Oblast, i predeli
oko Tetova, Skoplja, Kratova i Kocana, a ostatak Juzne Srbije spada u Makedoniju (sa
gradovima Stipom, Velesom, Prilepom, Ohridom, Bitoljem i Strumicom)” (Erdeljanovi¢
1924: 330).
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(M. A. BacuseBuh 1953a: XVIII-XIX). OkocHHIly CTyaHje YUHU
CHCTeMaTH3alKja B¢ BPCTE TAKTOBA, IPOCTHX M CIOKCHHUX, OHOC-
HO MOHOUOOUja WA Meluapa (z[Boz[ena H TpOZAena), u uwluuodu]a
U3rpa)eHUX YAPYXUBAKEM JCAHAKUX WIN HEJeJHAKUX Meldapa (U3
4yera IpOUCTHYE MIOCTOJAbE PABHOCIONCHUX U MEULOBULHUX TAKTOBA).
Tlonuiioouje cy moyieJbeHe Ha CelaM BPCTa, 011 Ouiioouja (ABOCIOXK]a)
10 oKiuoiioouja (0OCMOCIIOX]a), BpCTE Ha KJlace, a Kjlace Ha aKIleHaT-
cke cinuke. CBe Kareropuje peioM Cy OMUcaHe U KOMEHTapHCaHe,
HILyCTPOBaHE METPOPUTMUYKHM 00paciiMa i HOTHHM HPHMEpHMa,
¥ Ha Kpajy YKJIOIUbEHE y 00yXBaTHY nupamuzaiHy memy Ilackaino-
BOr Tpoyria. Pasmarpara 3a0KpysKyje JofaTak y KOMe Cy H3JI0KeHa
ayTOpoBa NpeJMMHUHApHA Ola)kamba 0 CUMETPUJU METPUUKUX OOJIH-
Ka, 3aHMMJbHMBO] TEMH KOja JI0 JaHAC, HAXKaJOCT, HUje MOJCTaKIa
Behy Mmaxmy CPICKUX €THOMY3UKOJIOTa.

[IpouewnBana M3 caBpemMeHe NepcriekTuBe, BacuibeBuhepa
CTy/IMja O METPHUIIH BUIIIC j€ OJT ICTOPU]CKOT HETO OJ1 HAYYHOT 3Hauaja,
U 3aCHTYPHO OYMTYje M3BECHE HEIOCTATKe: HealeKBaTaH HAcyoB,'”
Hepaspal)eHOCT 00MJba €MIIUPH]CKH 3aCHOBAaHUX HATYKHHIIA, HEIO-
TpeOHO mpuderaBame MaTeMaTHYKUM Mojaenuma. [la umak, Oymyhn
Jla je y 3HaTHO Mam0] Mepu onTepeheHa TeopujcKuM KOHCTPYKTHMA,
OHAa ce€ MOXKE CMaTpaTH J1aJIeKO yCIEeINjoM Ol TEOpHje TOHATHUX OC-
HOBa. BacuspreBrheBo npebdoraro TepeHcko U Menorpagcko UCKyCTBO
UIIYMTABa CE Ca CBAKe CTPAHMIIC U MOTUPE IMOMEHYTE MambKaBOCTH
OBE CTy/IHje, KOja je y Halllo] CPeIMHU CBE JI0 JaHac OCTaja U jelaH
0]l BEOMa PETKUX €THOMY3HUKOJIOMIKUX IMPUJIOora O MUTalkUMa PUTMa
U MYy3HUYKE METPHKE.

Hapooune menoouje uz neckosaukoZ Kpaja, nocienmwa mehy 300p-
HUYKUM ITyONMKaljama koje je BacusbeBuh 110 kpaja cam yoOrmmuro u
MIPUITPEMHO 3a IITaMITy, Yj€IHO j& TIOCeImha Kibura 00jaB/beHa 3a Hhe-
TOBOT ’KMBOTA U JIPyTra y HU3Y OHHUX KOj€ Cy MPOUCTEKIIE U3 U3aBauKOr
aHraxxmana Mysukonomikor uHctuTyTa (M. A. Bacmmweuh 1960). U3-
JIBaja e O]l CBMX OCTAJIMX IT0 TOME IITO Y HajBehoj Mepu caapxku rpahy
CEOCKOT MOPEeKJIa, TOMHO CarvielaHy y KOHTEKCTY TPaIulMOHAIHOT Ha-
POZIHOT KHBOTA.

VY cenmuma neckoBauke obnactu BacusseBuh je 6opasuo 1950.
TOJIMHE M Ca CBOjJHX IyTOBama J0Heo je 416 Menmorpadckux 3amuca,
npaheHnx 3HaTHO BehwM OpojeM TEKCTyaJHUX BapujaHara. Y KH-
BOj Mpakcu win cehamynma kasuBaya Taja jol MPHIMYHO BUTAJHA
oOpenHa mecMa OBUX MPOCTOpa, MOCEOHO OHA U3 JIOMEHA KalleH-
JApCKOT LMKIyca o0pena, Mo/ACTakia je ayTopa Ha BEeJIMKH HayYHU
3aokpeT. CucTemaru3aijy mMarepujajia cajaa jeé ClipoBeO Ha OCHOBY
YKaHPOBCKOT KpUTEPHjyMa, ocliambajyhu ce mocieaHo Ha Toey Ie-

13 Ocramno je cacuM HejacHO 360T eTa je y leMy IIOMEHYT TPOXej, KOjH He TIpeicTaBIha
HU jeTMHN HU JIOMUHAHTaH METPUYKH OJTHOC Mel)y OHMMa 0 KOjuMa ce TOBOPH Y CTYIH]H.
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caMa mpema (PyHKIIMOHAJTHOM aHPY M MocMarpajyhu umx kao neo
CUHKpETHUYHE IIEJIMHE KOjy u3rpalyje cnpera menoauje, TeKCTa, mie-
ca, oOpeHUX pajiibi, KOCTUMA, U CBera APYyror IITO YUHU O0OpeaHH
cucteM. Taj KOHTEKCTyaJIM30BaHHW MPHUCTYI, KOju oOyxBara kpahe
onmuce oOpena u oOM4Yaja, Ka0 W pa3He KOMITAPAaTUBHE KOMEHTape U
Jpyra BpeaHa 3ama)xkama, 0JIpa3uo je ¢ jeaHe ctpane BacuibeBuheno
HAy4YHO Ca3peBarbe OJMULIAKEM OX ,,KAOMHETCKHUX TeMa”, a ca JIpyre
ycrocrasibame YBpiihe Bese ca eTHOrpadujomM U CMEpHHLAMa Koje
je jour moueTkoM XX BeKa HaroBeCTHO CBOJUM 300pHUKOM 3 JIeBua
ckpomuu yuutesb Topop bymerunh (bymerunh 1902). Oe unmeHute
MIPEICTaBIbajy BayKaH €0 pasiiora 300r kojux je Mnanen Mapkosuh
KOHCTaToBao Ja BacusibeBuha Tpeba cMaTpatu mpBUM MpaBUM CpII-
CKUM eTHoMy3uKojoroMm (MapkoBuh 1993: 128-130; 1994: 22-23;
2013: 131). IloBpx cmera, npema oneHu Henana JbyObunkoBuha
(alias Xamwmn JIyoen), BacusbeBuheB npuctymn 3a0e1eKeHOM KOPITYCY
JUPCKHUX IecaMma U3 JIECKOBAUYKOI Kpaja UMao je 3Ha4ajHOr YILIUBA
U Ha KIbWXKEBHY (OIKIOPUCTHKY, jep: ,lIpemioxkuBiim mnoxeny Ha
KaJICHJIapCKe M Ha HEKaJleHJapcke oOpemHe mecme, BacuibeBuh je
M0JbYJhA0 U3 OCHOBA CBE 'yoOMUajeHe’ cucTeMaTh3aluje u kiacudu-
kanuje Hapoane aupuke” (JIyoen 1993: 119).

VY Be3u ca JIECKOBaYKUM 300pHUKOM Tpeba Takole HarlacuTH
Jia je OH Je[IMHH KOJH je y LeIMHU ypaheH [1BOje3nYHO, Ha CPIICKOM
u (paniyckom jesuxy. Ilo npsu myT y 300pHHYKOM OIyCy OBOT ay-
Topa, y MyOnuKanujy je yHetra BpenHa ¢oTo JOKyMEHTaluja, Kao 1
reorpadcka KapTa ca IpuKa3oM Mecta o0yxBaheHHUX TEPEHCKUM HC-
TpakUBambUMA.

[Tocne meroBor npepanor ojjacka 1963. romune, npsa Ba-
cubeBrheBa MOCTXYMHO 00jaBJbeHA KIbHUTa OWO j€ KalMTaIHHA 300p-
HUK 1107 HacioBoM Hapoone menoouje Llpue I'ope (M. A. Bacuibe-
Buh 1965), y BeroBoM oIycy yjeaHo Tpehu u mocienmby U3 cepuje
[ToceOHux nznama My3ukosomkor HHCTUTyTa. C 003UpOM Ha KOJIH-
YUHY PUKYIJBEHOT MaTepHjaia, 0Ba KibUra 3a/1yTo je IpeacTaBibaia
HajOOMMHU]U M3BOP IpHOTOpPCKE My3udke rpahe, a cama L{pua 'opa
Kpo3 By C€ yKazaja Kao Hajmupe obpaheHo moapyyje y Bacuibe-
BHheBOM IIETOKyITHOM Mestorpad)CKOM 3aBelITamy. Jep, myonukaiyja
caJp>ku 4aKk 568 nmpumepa, u3 MHOTHX obnacth: ca lletuma, uz Tuto-
rpana, Hukmmha, Jlypmutopa, Canraka, boxe Koropcke, [Tamtpo-
Buha, bapa, Auapujesunie, Mapcennha Pujeke, ['ycuma u okonuse,
Konammna u okonvHe, ¥ Ha MOCIIETKY U3 JBE L[PHOTOPCKE CHKJIaBe,
[TerpoBor Cena xox Knanosa u [lepoja y Mctpu (ca cenam aBorac-
HUX 3anuca). 300pHUK 3aKJby4y]y MapTU3aHCKE, Ka0 U IIecMe 0OHOBE
u m3rpaame. Kmura je npouctekia u3 BacusbeBuheBuX MCTpajHUX
TEPEHCKHUX ToayxBara ocTBapeHux m3mehy 1948. u 1959. roaune,
Koje My je mocie 1951. yBenuko onakimana ynorpeda Mmaraetodona.
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IpHoropcku 300pHUK Mpy»k,a HETOOUTHO CBEIOYAHCTBO O Be-
JIUKOM JINPCKOM OOraTCTBY BOKaJIHE OAIITHHE ca AaTUX MIPOCTOpa, 3a
KOJy C€ 4eCTO JIJaMuKH MUCIIH Ja je MPUMapPHO 3acTyIa erCcKu U3pas3
npahen rycnama. Ca npyre crpaHe, oOjaBJbeHa Ipaha cBakako Io-
TBphyje mbeHe y3aHe KaHPOBCKE OKBUPE, KA0 U CPOIHOCT CBEACHOT
LIPHOTOPCKOT' BOKAJIHOT H/IHOMA €4 OLIOPHM MY3UYKHM jE3UKOM TyC-
napckor Hacieha. C 063upom na BacuibeBrh Huje cTurao 1a pyko-
IKC [0 Kpaja IPUIPEMH 3a LiTaMily, iyOnuKauja je octaina 6e3 mia-
HHUpaHe ,,CTyauje 0 CTUXy ' u 6e3 ayTOpPOBHX APYTUX IPAroleHUX
KOMEHTapa Koju Ou MHaue 3aCUTYPHO MPATHIIM MPUIIOKEHE 3arluce.
YMecTo cBera Tora, 4urajall Hajia3u camMO CKPOMHO YBOJHO CJIOBO
penaktopa m3nama Crane bBypuh-Knajn, ,,Muonpar BacuseBuh u
IbETOB paj] Ha MPUKYIJbakby IPHOTOPCKOr My3UUKor (ponkiopa”, ca
YOIIITEHUM OCBPTOM Ha Pe3yNTare MPEeTXOJHUX €THOMY3UKOJIOLI-
KHX HCTpaxuBama LpHe Tope, Ha canpikaj 300pHHKA W OKOJIHOCTH
BE3aHE 3a Heros HacraHak. [locie yieckoBadkor, 0BO je join jenuHu
KOju cajpxu reorpacky Kapry, anu oOuheHa MecTa Ha HOj HHCY
O3HAYCHA, IITO je BEPOBATHO TaKkohe mocneauna oKoIHoCTH 1a Ba-
CHJBbCBHN IIPUIIPEMY CBOT PYKOIINCA HHUJE JOCIICO /ia IPUBE/E KPajy.

Kpahu yBoanu texcroBu mpupehuBaua oTBapajy M JpyTry
BacubeBuheBy moctxymHo myOnukoBaHy KTy, FOQzocnaéckue
HapooHvie nechu u3 Canoxcaxa (3anucanvt om HAPoOHO20 Nnes-
ua Xamouu Illaxunnawuua), 00jaBJbeHy y MOCKBH JBE TOJUHE
KacCHHje, Ha PYCKOM Je3UKy U y penakmnuju komnosutupa Cepreja
BacupeBruua Axcjyka (Cepreit BacmibeBuu Akcrok, 1901-1994;
BacuneBuu 1967). OHa je ocoOeHa He camo 10 TOME IITO j& Mpo-
nctekina u3 MehyHnaponne capaame (Kojy je MOACTAKIO MO3HAH-
cTtBo BacuspeBrha n Akcjyka ca jeHor o1 KoHrpeca (GoiIKIopucTa
Jyrocnasuje), seh u 360r pasHnx apyrux pasnora. llpe csera, T0
j€ y Hallloj €THOMY3UKOJIOTH]U MPBU U J0 JAaHAC jeJaH Of PETKUX
npumepa oOMMHUX MOHOTpadwuja nmocBeheHux jemHoM u3Bohady —
caapxu 300 cTapux JUPCKUX Mecama, MPETEKHO CEBIATMHKH, Ca
pereproapa M3y3€THO JAapOBUTOI IJbEBAJHCKOT HAPOIHOT IeBavya
Xammmje [laxunnamuha (1914/16-2003). Ox moceGHOT je UCTo-
PHjCKOT 3Ha4yaja U Kao pe3yarar BacusbeBuheBor TepeHCKOT paja
Yy KOME je OH IO MPBH IYT CaMOCTAJIHO KOPUCTHO MarHeTogoH,
cHuMajyhu oBor nesada y ¢cBom ctany y beorpamy 1951. roqune!'’

14 BepogatHo je ped o cTyamjn moceeheHo] MOP(ONOTHjH MEeBaHOT TeKCTa HAPOTHHIX
recama, K0joj Cy IoBOJ MOIVIa IPYXKUTH KapaKTePUCTUYHA 00esIexkja caMme [IPHOTOPCKE
rpalje — CIIMYHO Kao IITO Cy TO y BE3U Ca KOCMETCKHM 300pPHUKOM OHUIIE TOHCKE OCHOBE,
a 'y Be3W Ca MAaKEAOHCKHM yTaJbUBE CICIU(YHUIHOCTH PUTMA H METpa.

13 TIperxonna ynorpe6a MarueTodoHa y oBe CBPXE, Yje/IHO IPBa y CPIICKO] €THOMY3UKO-
JIOTHjH, JOTOAMIA ce ucTe ToauHe y boxn Kotopckoj, kaja je ekuia HOBOOCHOBaHOT My-
sukonomikor nHetuTyTa CAH, y K0jOj ce Kao CrioJbHH capaHHK Hajla3uo u BacusbeBuh,
CMPOBOAMIIA TUMCKO TePEHCKO HcTpakuBame (Jlajuh-Muxajnosuh 2010: 142).

183



My3ukonoruja 2016 1(20) Musicology

(mTo je m JOKyMeHTOBaHO (poTorpadrjoM NpUIOKEHOM Ha ITOYET-
Ky KIbUTE).

Xamauja [Mlaxuanammh je ox AeTHHCTBA MATHO O TEIIKOT
omrehema Buaa. [loHajBuie ycMepeH Ha Cityliame, joIl Kao JIe4aK
JIaKo je ycBojuo MHore necme of majke lllepude, uyBene mo usyser-
HOM reBaykoM ymehy. OHa HX je Kao jeTe Hay4uia oJf 00CaHCKUX Oe-
roBa, JbyAH HEMOKOPHUX ayCTPOYrapCKOM PEXHMY YBEIACHOM IOCIEe
bepnunckor konrpeca (Maglajli¢ 2002), koju cy ycien Tora, 6amr kao
U BbEHa MOopoAula, OWiIM Jeo Tajaca Myxayupa uszberiux u3 boc-
He U XeplLeroBuHe U J0CEJbeHUX Ha TypcKy Tepuropujy y [libesba.
Ca tum murpanujama, y CaHiak cy Jocrelie MHOT€ MYCIMMAaHCKe
necme u3 buX (mana, mo3Hato je, MHTEH3MBHA KyATypHa pa3MeHa
Mehy MyciauMMaHMMa Ha MOMEHYTUM MPOCTOPUMA Teue joll O Ipo-
nopa Typaka y XV Beky, a ofiBHja ce 1 JaHac). 3axBajbyjyhu ominy-
HOj MEMOPH]jH, UCTPAJHOM MHTEPECOBaKHY W BaHPEIHHUM IJIACOBHUM
Moryhunoctuma, [llaxuanammh je BpeMeHOM Beoma MPOIIUPHO CBOj
penieproap, Koju je yBeiauko npernrao okBupe Canyaka. bynyhu obpa-
30BaH YOBEK, CBECTaH BPEJHOCTU MPUMIBEHOT Haclieha U YumbeHUIle
Jla OHO TOJIAKO UIIIYe3aBa, IOMHO je HaCTOjao Jia ra cadyyBa U IIpeHece
MialjuM HapamTajuMma.

300r BacusbeBuhese npepane CMpTH, U OBa KEbHra JIMIICHA je
FCTOBE CTYIU]C O KOMIUICKCHOM M 3aHMMJbHBOM MaTepHjaiy — KOjH
Cce MHa4e NPUPOJHO Ha/loBe3yje HAa 300pHUK Menonuja n3 CaHlaka 1
OJl Hera Jajieko MOTIYHH]je 3acTyna MYCIMMaHCKO Hacliehe ca Tux
MIPOCTOpa — a HEIOCTAjy U OUEKHBAHU KOMEHTApH y3 [0jeIMHE HyMe-
pe. HoTHu 3anucu, 1o npupoau CTBapH MPUIMYHO 3aXTEBHU, HUCY
YOIILITE CUCTEMATH30BaHH, Beh ce CMekbY]y y HEAOKYYHBOM I1OPET-
Ky, KOJH MOK/1a OZIrOBapa pef0Ciely CHUMaba WM TPaHCKPHOOBaba
rpale. 3axBasbyjyhu npeBosuMa recama Ha PyCKH Je3HK, U BEIHKO
MOETCKO OOraTcTBO 00jaBJHEHOT MarepHjayia MocTalo je TOCTYIHO
pyckuM yuTaouuMma. A mpeko kpahux yBOAHUX u3narama Panmuie
[TerpoBuh omoryheno um je na ce yno3Hajy ca OCHOBHUM UYHHCHH-
nama o BacusbeBuhy 1 /eroBOM HECBaKHIAIIHEM Ka3nuBauy.

[Tocnenmwa 30upka myOnvkoBaHa y nerieHUju BacuibeBuheBor
OJIJIacKa CacBUM je Majior o0uma — caJip>ku 23 HyMmepe ca perneproapa
yyBeHe Manuke JemunoBuh Komrane (18727-1945), Behunom neca-
Ma 1 Hekonuko urapa. O6jaBibene cy 1969. y Bparsckom enacuuxy, y
TeKCTy ,, Komranune necme (mo 3anucy Muoapara BacusbeBuha)”,
TpyznoMm 3opuciaBe M. BacusbeBuh koja ce Taaa 1o mpBH MyT HalLIa
y yJI034 camocTaiHOT npupehuBaua oueBux pykomnuca (3. Bacuberuh
1969). Hajpaauju cycper ca oBoMm meBauniioM BacusbeBuh je mmao
JOII y AETUILCTBY, 10K je 1911. 6uo Ha neyewy y Bpamckoj bamu. [1o-
TOoM je y mimahum ronuHama, o 1922. o 1932, kpo3 HEKOJIMKO HaBpara
on Komrane 3a6enexxno neneceTak rnecama u urapa, ajiy je BUIIE Off
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noJjIoBUHE Te rpahe cTpajgaio y Beh moMumbaHoM Moxapy TOKOM OOM-
O0apnoBama beorpana 1941. romuHe. Y KpaTKoOM TEKCTY KOJU TIPETXOIN
BacusbeBrheBuM 3amcumMa myOnMKoBaHUM Yy (pakcummity, 30puciiaBa
M. BacusbeBuh je u3nokuia OCHOBHE YHHbEHHUIIE O HACTAHKY 30MpKe
U cIipoBesia kpahy aHanmu3y Hymepa ca CTaHOBUIIITA TOHAJTHUX OCHOBA,
MY3HUKE U CTUXOBHE METPUKE. YCTAaHOBMIIA j€ JIa j€ PEeY O BapOIIKOM
Hacnely mopexsiom u3 Bpamwa, Makenonuje, [Ipuspena u Bojeoause,
KOj€ ce y IOIIey JKaHpa CBOAM Ha JbyOaBHE U CBaJOCHE recMe, Oarir
Kao IITO C€ U MOIVIO OUEKHBATHU O] pereproapa jeHe noiaynpodecro-
HaJIHE POMCKE I1eBaYuIle TOra BpeMeHa.

T'ogune 1927, Komitana je Ha HaroBOp aJIBOKara CyACKH 3aXTe-
Baia o1 bope Crankosuha (1876-1927) neo TanTHjema of NpHUKa3H-
Batba (CIOBOT CIIABHOT IO30PHIIHOT KOMA/[a, 33 KOJH j€ [UCILY IpYy-
JKUJIA HEMIOCPEeHY HHCIHUpaLyjy. O HOMEHYTOM CYACKOM CIIOpY, KO_]I/I
je Ha Kpajy u3ryOmiia, M3BELITaBajle Cy pa3He TaJallkbe HOBHHE.'
C o063upom na ce BacusbeBuheBa menorpadcka akTUBHOCT OfBHja-
Ja y TOM UCTOM JeJIMKaTHOM pa3no0sby u na Komrana Huje onmax
IpucTaja Ha capajmy, OBaj yCIellaH MOIyXBaT MOXKE Ce cMaTpaTu
JOIII jeTHOM MOTBPJIOM H-ETOBOT OCBEI0UYEHO BEHITOT U MPUCHOT OIl-
xohema ca Ka3uBayuma.

Hactymnuna je ckopo TpuaeceToroiuiima nay3a mpe Hero mro
je 1996. jaHoCTH MOHOBO TpenaT 1eo BacuibeBUheBUX apXUBCKHUX
3amuca. Y HaMepH Jia U3BOjU MaTrepujall kKoju he OUTH U My3UdYKH
M TEKCTyaJlHO BPCJaH aHTOJOruje, koju he MiaquM Hapairajuma
npejicTaBsbaTi Hajaxuyhe 3a ycBajambe QOIKIOPHOT My3HUIKOT je3H-
Ka CBOJUX Ipe/aKa, ¥ Koju he UM yjeIHO MpyKaTu IUJaKTHUKY OCHO-
By 3a HEroBO MoCTeneHo cariahuBame, 3opucinaBa M. BacusbeBuh
00jaBuIIa je KIbHUTy O3HAUCHY TOSTUYHUM HacioBoM Cpiicko my3uu-
Ko 071020 — useminuK cpiickux Hapoonux iecama (3. M. Bacuibe-
Buh 1996)."7 Ta HeyoOHMUajeHa €THOMY3HMKOJIOIIKA ITyOJHKAIMja HE
canapxxu camo BacuibeBuheBe n0 Taja HeoOjaBbeHe 3amuce, Beh u
HEKe KOjU Cy OWJIM TO3HATH O] PaHHje, Ka0 U TPAHCKPHUIILIH]E KOje
MOTUYY 071 caMmor npupehuBaua U on1 MojeAMHUX 3HAMEHUTHUX CpII-
ckux menorpada: Creana Ct. Mokpamia (1856—1914), Bmanumupa
P. Bophesuha (1869-1938), Kocte I1. Manojnosuha (1890-1949),

16 Bunern:
http://www.digitalna.nb.rs/wb/NBS/novine/politika/1927/03/13#page/5/mode/lup;
http://riznicasrpska.net/knjizevnost/index.php?action=printpage;topic=403.0; Kadi¢ 2005.

17 Maxmy 3aBpehyje unmeHnIa 12 je camMo TOAMHY JaHa PaHHje Y HATIOj 3eMIBH MPEHO-
HICHE TPAIUIHOHATHOT My3HYKO(OIKIOpHOT Hacieha Ha Mialje reHepalmje yBenIeHo
y 00pa3oBHH CHCTEM, OCHHBameM OJceKa 3a CPIICKO TPAAUIMOHAIHO MEBakEe U CBH-
pame y Oeorpaickoj My3uukoj mkoiu ,,Mokpamwair”. CilyuajHO WM CBECHOM HAMEPOM
npupehrBaya, mojaBa OBe KibHIre KOMHIUANPA TOMEHYTOM Joraljajy, Kao U peBUTAIHU-
3alMjy CPIICKEe HApOJHE IeCMe M OIILITEM jayary CPICKE HAIIMOHAIIHE CBECTH ITOCIIE
pacriaga apyre Jyrociasuje 1990-ux roguHa.
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Bnage Munomesuha (1901-1990) u Jbyounka MusskoBuha (193 1—
2004). Mnax, on ykynHo 100 npumepa oBe Majie aHToI0THje, BehuHy
of yaK 72 menoauje 3abenexuo je cam Bacubesuh y pasHum kpaje-
Buma Cpouje, uzmely 1922. u 1947. ronune, a ox Tora je 44 y natoj
MPWIKIK 00jaBJBEHO IO MPBHU ITyT. YMECTO yOOH4ajeHOT CBOhema Ha
3ajeHUYKU (pUHAITKC g', 3aIUCH Cy 1aTH Ha TOHCKUM BHCHHAaMa Koje
MOTO/TY]y MOCTYIHOCTH AUAAKTUYKOT Mpoueca. Kao mito je Haraie-
Ho y IlpenroBopy, cacraBibeHom on Tekcta Henana JbyounkoBuha
,»OTKpUBambE CPIICKe My3UUKe OalITHHE WIM 3aBEUITamhe MeJorpa-
¢a” u Peun npupehupaua, o6pazoBHa CBpXa yCMepUJia j& U 3HAJIAYKH
U3BEJICH 0/1a0Mp Mecama pa3IndUTHX KaHPOBA, IOPEaaK MpuMepa oj
JETHOCTAaBHHM]UX Ka TEXUMa, YHOC Kpahux Ouorpadckux Oeneniku o
3aCTYIbEHUM MeJorpaduma (Maja oMaIikoM He 1 OHUX 0 MaHojj10-
Buhy), 1 u300p ¢ororpaduja kKoje MpuKazyjy HEKe O] TUX JbYIU U
M0je/InHE HUXOBE IIACOBUTE Ka3uBaue. Y TOM MOCIEAHEM CErMEHTY
Taxkohe ToMUHUPajy JIUK U aeino Muoapara A. BacusseBuha, caobpas-
HO YUH-EHUIIM 12 je 11€0 300pHUK yIPaBO U HACTA0 HEMY Y CIIOMEH.
Hparonenn BacusbeBuheB 300pHUK mecama ca perneproapa
Xamauje [Mlaxuanammha 6uo je neneHWjama TEIIKO NPHUCTyIadyaH
JYTOCIIOBEHCKO] jaBHOCTH. YaKk HM HEKE MHCTUTYIIH]E€ CKCIUTMIIUTHO
nocBehene My3udkom (HONKIOpPY HE MOCEAY]y OPUTHHAJIAH TMPUME-
pak, Beh Tek MOoHEKy JIOIly KOIHUjy CTapor MOCKOBCKOT u3fama. [Ipu
TOM, TIOMEHYTa IMyOJIMKaIKja j€ Y CTPYYHHM KPYroBHMa Je€TaJbHH]e
pa3MarpaHa caMO y PeTKUM MpujNKama, U TO YIIaBHOM y MYCIH-
MaHckoj cpenunu (Softi¢c 1991; Maglajli¢ 2002). Bohenu namepom
J1a KIbIDKEBHO M MY3UUKH BpeaH KOPIYC TPaJUIIMOHATTHUUX Tlecama
ca perneproapa CBOT U3y3€THOTI cyrpal)aHiuHa yurnHe HIMPOKO AOCTYT-
HUM, TIPUIAIHUIM 3aBr4UajHOT Ki1yOa [IybeBibaka u npujaresba [libe-
Basba n3 buX o6jaBuiu cy monoBo BacusbeBuheB 30opHuk y CapajeBy
2002. roauHe, anu y 10cTa Apyradyujoj GOpMH U TOJ U3MEHEHUM
nacnosom: Po TaslidZi pala magla (Narodne pjesme iz SandZaka
po pjevanju: Hamdije Sahinpasica iz Pljevalja) (Sahinpagi¢ 2002).
Haxainoct, 106pa 3amucao Huje 100ni1a J0CTOJHY peanusaLujy, npe
CBEra 3aTo IITO C€ MME 3HAMEHUTOI €THOMY3MKOJIOTa HMj€ HAIJIOo
HU Ha KOpHUIlama KibHre, HU Yy UMIpecyMmy, Beh je HberoB KJby4HH
yI€0 Y HacTaHKy 300pHHMKA CaCBUM MapruHajIn30BaH, CBohemeM Ha
jelaH jeIMHU TIOMEH y PEYEHHUIIM KOjOM OTHo4Yui-e moroBop Huja-
3uje Komrosuha (y »0j je Bacuibesuh yak n Hetadno oxpehen kao
akaneMuk): ,,Cudno je to da su ove pjesme, zalaganjem akademika
Miodraga Vasiljevica, putem Akademije nauka i umjetnosti SSSR-a
usle u svjetsku umjetni¢ku bastinu muzicke kulture, a da kod nas ne
samo da nisu objavljivane ve¢ nije zabiljezen mkakakv trag o ovom
narodnom stvarala$tvu univerzalne vrijednosti” (Sahinpagié¢ 2002:
170). Kmura Hajape He caipku HUKaKaB CTPYYHH KOMEHTap O Iy0-
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JIMKOBaHOM MY3UYKO(OJIKIOPHOM MaTepujaly — MIPUI0KEHH HAITUCH
yKa3yjy camo Ha BaKHH]e HcToprorpadcke M MojaTKe y Be3u ca eT-
HOTEHE30M IJbEBAJHCKOT MYCJIIMMAHCKOT JKUBJbA, HA OCHOBHE YHHbE-
Hule o paxy ancam6ia [libeBasbcku TamOypaliy U Ha OHE U3 JKHUBO-
tonuca Xamauje [llaxunmamuha (koje mornucyje Ecan Codosuh).

[ToHOBJbEHO M3aHE YHEKOIUKO CE Pas3iiuKyje oJ] IPBOOUTHOT,
IIpHU YeMy Cy IpOMEHEe CIpoBeieHe 0e3 MKakBor oOpaszioxema. Pa-
3yMJBHBO j€ IITO Cy M30CTaJM MPEBOJM IlecaMa Ha PYCKH U IITO je
TEKCT MCIOJ] HOTHUX 3arKca UCIHUCAH JaTUHULIOM, Y CKJIaay ca oja-
Ooupom mucma 3a ey nyonukanujy. MehyTtum, ocTano je cacBum
HEjacHO 300T 4era Ccy IOjeIMHA TEKCTOBH JIaTH Y HEIITO APyTradyujuM
BapHjaHTaMa U 3allTO Cy YETUPH MpUMEpa MOTIIYHO H30CTaBJbEHA.
Nnak, oBaj 300pHUK je U 1ajbe y yHO] Mepu BacuibeBuheBo Mero-
rpadcko AeIo, jep cBe APyro y Be3u ca 3abenexeHoM rpaljom mpowc-
THYE U3 HETOBE MMPBOOUTHE BEP3HjE€ — HEU3MEHEH j€ 0CTa0 MopeaK
IpUMepa, a TAKBU Cy U CaMU HOTHHU 3aIHCH, MPEY3eTH Y POTOTHUIIC-
KOM BUJY, 3aje/IHO ca KapaKTepucTHUYHUM BacuspreBuheBum anaimnsa-
Ma (hopMe ¥ KaJICHIIMjaTHIX TOHOBA.

Beh cneaehe rogune mojaBuiio ce joir jeTHO TTOHOBJHEHO H3-
namwe. [Ipenanu npupehupay oueBux pagona, 3opuciaBa M. Bacube-
Buh, omabpana je na obenexxabame 100-ronummuiie BacusbeBuheBor
pohemwa u 40-roauImkHIe BHErOBE CMPTH KpyHHIIEe HacioBoM Ha-
poone menoouje ¢ Kocosa u Meimoxuje (M. A. BacuseBuh 2003).
Ta mo3anyHa myOnuKalyja He MpeCTaB/ba CaMO PENPUHT ayTopo-
BOT' IPBOT' M Haj3Ha4ajHHjer 300pHUKA, Beh HErOBYy U3MCHECHY U Y
MPWINYHO] MEpU AOMyHeHy Bep3ujy. OcuM HacloBa, MPOMEHE ce
TUYY pefociieia AejioBa KibHUre, Kao U UCIIICHBamha TEKCTOBA Iiecama
ucrnon npuranajyhux menonuja. Hexkoanko HOBOYHETHX cerMeHara
pazIMYuUTOr je ayTopcTBa. Mely muMa 1aneko HajBehy BaXHOCT UMa
MOTJIaBJbE€ MO/ HAcIOBOM ,,CTPYyKTypa TOHCKMX HM30Ba y HAIllO] Ha-
ponHoj My3unu”’, mTO je BacusbeBuheBa npepaja 1 HaCTaBaK HETo-
B€ CTY/IMj€ O TOHAJTHUM OCHOBama. To je ympaBo OHaj TEKCT KOJU CY
PEIEH3CHTH CaHIIaYKor 300pHUKa Tpy00 0a0aluid M KOJU j€ OBJE
JIOYEKao CBOje MPBO 00jaB/bUBAIE IMOCE YUTABUX Tojia crtojeha.
Tume ce npex crpy4soM jaBHoihy HamoKoH OTBOpHIIa MoryhHoct
Jla y IeJIMHU 110jMU He camo BacuibeBrheBa Teopujcka pa3MUllIbamba
0 MHUTakbUMa KOja Cy 3a0KyIUballa HaJBULIC EIOBE HAYYHE MAXKIbE,
Beh 1 na pasyme nmyHy Mepy y Kojoj My je Ouio yckpaheHo na cBoja
ca3Hama M CTaBOBE 00esI0laHu 3a )KUBOTA. Jep, TeK ce U3 OBOT HalH-
ca, Ma KOJIMKO y OCHOBHU CIIOPHOT, cariiefiaBajy pa3He A0TaJ Hermo3Ha-
Te unmeHule: BacusbeBuheBa ynyheHOCT y €THOMY3UKOJIOLIKY JIU-
Teparypy Koja ce TH4Ye MOMEHYTHX MMHUTama, IOBE3aHOCT TEOpHje ca
IETOBUM Ca3HambMMa O HapOJIHOM JBOIJIACY, H-ETOBE MPETIIOCTABKE
0 Pa3BOJy OjKara U3 e2arba W YOIILTE O MOPEKITy JABoIvaca Ha Impo-
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cropuma jipyre Jyrociasuje, THIIOJIOTHja HAPOIHOT JIBOTIIAca, pas-
Marpame Bese M3Mehy BokanHe aujaQoHMje M HHCTpyMeHara ca
nexehuM TOHOBMMA, CTaBOBM O a/ICKBATHO] XAapMOHH3ALMjU IPH
YMETHUYKO] o6pazu/1 HapoaHUX Menonuja, u ap. Ca MOMEHyTUM
MOTVIaBJHEM HETIOCPEIHO KOPECTIOHANPA TIPUA0IAT KOAYTOPCKH TEKCT
Mupjane Bykuueuh-3akuh u Came PagmnoBuh, ,,BacupeBnuhena
Tabena gexxehnx ToHOBA”, ITO j& KPUTUIKH KOMEHTAp O JeTHO] PYKO-
MMCHO] paJHO] IIEMHU KOja j€ BEpOBAaTHO OMiIa MCXOMMIIHU HAIPT 3a
MHore BacuipeBuheBe npeTnocTaBke U 3aKkJbydke, Oymyhu ga cymmupa
HETrOBa Ca3Hama O JIekehMM TOHOBHUMA y TPaIUIIMOHATHOM MY3U4-
KoM Haclieh)y Hapoja neHTpaiHe U JWHapcKe 30He bankaHa, kao u
MaHOHCKUX o0sacTu apyre JyrocinaBuje. Y 3aBpIIHUIM KEbUTE Hala-
3e ce joun Tpu aonatka. [IpBu je mpommpeHu pe3umMe Teoprje ToHa-
HUX OCHOBA Ha CHIVICCKOM j€3HKY, HAITUCAH O]l CTpaHe npupehusaya.
Hpyru unnu Iloroop Henama JbyOunkoBuha, Koju cakeTy OICHY
BacuspeBuheBor ykymHOr nenoBamba Ha IUIAHY €THOMY3UKOJIOTH)E
3a0KpYy)Kyje amesjaoM 3a 00jaBJbHBAEM HHETOBUX CaOpaHHMX Jeia,
Kao yraoHOT KaMeHa CPIICKE HAIMOHAJHE KYJIType M HENpOICHUBE
MOTIOPE HAIlleM ONCTaHKYy. 3aBpiiHa Peu npupehusava ocBphe ce Ha
HaIJIo HECTajame Cpricke My3nuke OamrtuHe Ha KocoBy u Meroxuju
y Apyroj mojoBuHU XX BeKa, YCIOBJBEHO MOTYOHHM ITOJUTHYKAM
MOTe3UMa KOMYHHCTHYKE BJIACTH TIpeMa jy>KHO] CPIICKO] MTOKPaAjUHH.

Oo6umna nyonukanuja ox 340 BacribeBrheBux 3amuca'® Maxom
U3 [EHTPAJIHMUX JIeJIOBa HAllle 3eMJbe, O3HAYCHA HACIIOBOM 3aiiucu
Hapoonux iiecama — Cpouja (M. A. BacusbeBuh 2008), mocienmsa je
y HHU3Y OHHUX KOj€ je CTUIVIa Ja nmpupenu 3opuciaBa M. BacusbeBuh.
U Ta je xmpura 6mia peaaKTOPCKH MOJABUT CBOj€ BPCTE, C 003UPOM J1a
obernoamyje BeoMa XeTeporeH u 10 Taja yriiaBHoM HecpeleH mare-
pujai — OeeKeH y BpJIO IyToM pa3no0Jiey, ox 1922. no 1956. roguse,
Y TIPY TOM Y Pa3HUM OKOJIHOCTHMA, OOMYHO 0€3 TIaHUPaHOT HCTPa-
YKUBAYKOT IHJba (IITO je y OpOjHUM cCilydyajeBHMa MpOy3pOKOBAIO
M30CTaHaK BAKHUX Nparehux rmojaraka).

Haxko oBa rpabha mpyka npecek CeoCKOT U CEMUPYPaTHOT BO-
KanmHor Hacieha u3 MHOTHX KpajeBa CpOwuje, HAjIOTIyHH]a CIMKA
CTHYE Ce€ O HeKaJalmbeM perneproapy Temrnha, KpymieBadkor Kpaja
u Pecase.! [ToceOHa apa myOIuKaIyje orjiea ce y TOME IITO Y O]

18V Tpenrosopy ce rpenikom noMumse ja Kibura caapxu 400 menomuja (M. A. Bacusbe-
Buh 2008: VIII), mito ce BepoBaTHO JOTOAMIO YCIIe H30CTAHKA BbUXOBE HyMepallyje.

19 Ocum u3 HaBeeHUX, PUMEPH TIOTHYY U3 PasHUX ApYrux obnactu: Pamke, Yxua,
Yauka, BasseBa, Muonurie, Janpa, Tamuase, Mause, Konaonuka, Pacune, Jlesua, I'py-
ke, benune, Jlenenune, Jacenure, Kocmaja, ITomopasiba, Cmeznepera, [logyHarsba,
Bpama, I'pnennuke Knucype, Brnacornnna, Jleckosua, IIpokynisa, Huma, Cspibura,
IMupota, Jumutposrpana, ¥Y6a, O6penosua, beorpana, 3emyna. Manu 0poj 3amuca je
n3 Bojoaune u ca KocoBa, a Kol HEKOJIMKO JI€CeTHHA HeloCTaje MmoaaTak o reorpad-
CKOM IIOpEKITY.
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uMa JI0CcTa necama koje ¢y BacusbeBuhy M3Besy 4iaHOBU HErOBE M0-
poauiie, rmpe cBUX Majka /lapuHka, BeroB MpBU KazuBad. Y KmHU3U
ce Hawio U 50 ox panuje oOjaBibeHUX Menoauja (22 Komranune
1 28 OHUX KOje Cy MPETXOAHO IMyOJuKOoBaHe y aHTojoruju Cpiicko
My3uuKo 61a20), Ta TaKo YKyIlaH Opoj Taja MpBU MyT 00e101alkeHUX
BacuspeBuheBux 3anuca nznocu 3anpaso 290. HoBuHy y o1HOCY Ha
npoII paHUjUX 300pPHKKA YNHH [ECeTaK PUMEepa ABOIIACHOT Iie-
Bama (M cTapujer ¥ HOBHUjeT BOKAIHOT CJi0ja), Ka0 U MHCTPyMEHTall-
HOT MY3UIMpamba.

Bynyhu na osaj xereporeHn marepujan Huje O6uino moryhe
CHCTEMATH30BaTH Ha HEKU Ol yoON4ajeHNX Ha4MHa, Ipupehusad je
ofabpajia MOTIYHO HOB U OPHIMHAIAH KPUTEPUJYM — TOH HHHIIH]a-
muca. [Ipu ToM ce rpymne necama cMemYjy y KEbH3U OHUM PEIOM KOjU
MOCTEIEHO, MMOYEB O/ MHUIIMjaInca ¢’ Ta CBe 710 MHUIMjajuca f°, pe-
KOHCTPYHIIE JICCTBUIY aHIuuuKU KeuniuHu oyp. 3opucinaBa M. Ba-
cuibeBuh je y cBoMm [IpearoBopy MoryhHOCT f1a ce yorTe yCrocTaBu
OBaKaB IMOPe/IaK, Kao 1 npeonialyyjyhe BUCHHE MHUITM]ATIUCA Y 1aTOM
My3HU4KO(DOIKIOPHOM MaTepHjaly, HHTepIpeTHpaa Kao HelloOUTHY
NOTBPAY MCIPAaBHOCTH BacuibeBrheBe Teopyje TOHANTHUX OCHOBA, Y
KOJy j€ HermoKkojaeOJpUBO BepoBaja J10 Kpaja *KHUBOTa.

Ha 3aBprietky 300pHUKa, MEMO ITIaBHOT KOpityca rpalje, Hanase
ce JIBe Mame 3aceOHe nenune. [IpBy unHM HeoOUYHA PYKOBET ,,0yrap-
cko-cprckux’’ mpumepa u3 Pecase (ykymHo 19), ca kpahum ocBpTom
Bopha [lepuha Ha reorpadcke OKBUpE, ETHUUKH CacTaB U €THOJIOII-
Ka UCTpakuBamba 00JIacTH, Ha OCKy/IHE Menorpadceke gonpunoce Ba-
CUJbEBUNEBUX MPETXOJHUKA U HA HEKOJIHKO KAPAKTEePUCTHUUHUX TEK-
CTOBa 3a0eJIeKeHNX PecaBCKUX necama. J[pyru mpuior cacTtoju ce o
oHOBO 00OjaBsbeHnX Komrrannuux menonuja (ykymao 22)%. Kpahu
[Toroop u y oBoj kwu3u nornucyje Henan Jbyounkosuh.

[Tocnenmu 10 cana o6jaBibeH BacusbeBuheB 300pHUK Caapku
ceera 109 3anmca (ca Bapujantama). O3HaueH je HaciioBoM Hapoone
itecme u3 Bojeooune u jenvHu je y OBOM 3aMallHOM HHU3Y KOjH j€ Ha
cebu cBojcTBeH HaunH npupeano parocnas [esuh (M. A. Bacusbe-
Buh 2009). Kmura je ocTBapeme NpecTwKHUX u3aaBada — y HoBom
Cany o0jaBwmia jy je Marunia cpricka y capajmH ca 3aBOJIOM 3a KyJl-
Typy BojBonuHe, a Ha OCHOBY pykomnuca Koju je BacuipeBuh MHO-
ro ToIMHa paHuje octaBuo Bojsohanckom my3ejy. I'palhy mpetexxHo
yuHe necme u3 Cpema, y MameMm O0pojy u3 bauke u banara. Tpan-
CKpuOOBaHe Cy IMPEKTHO Ha TepeHy uamehy 1939. u 1952. ronuwe,
LITO OBY IyOIMKALM]y MOBE3yje ca IPBE TPH, Maja 00jaBJbCHE 3HAT-
HO panuje. [Ipumepu cy pa3BpcTaHu )KaHPOBCKH U YIIOTIyH-eHU Ba-

20y onnocy Ha Beh pasmarpany myGnukanujy y kojoj cy Komranune necme o6jasibene
npeu nyT (3. Bacusbesuh 1969), uz Cpouje je, BEpOBaTHO OMAIIIKOM, H30CTA0 jelaH
IpUMED.

189



My3ukonoruja 2016 1(20) Musicology

cusbeBrheBuM u [leBuheBruM KomeHTapuma. 3aHUMJBHBOCT j€ J1a CY
CBOjUM IIE€BakHEM YOOJIHUYECHY OBOT 300pHHKA y I00pOj MEpH JOTPH-
HeJIe U HeKe M03HAaTe 3aciIy KHe JUYHOCTH: akajeMuk JoBaH Tynakos
(1905-1978), uyBenu dapmakosor; Mwmna Mmujun (1910-1992),
€THOKOPEOJIOT, Hay4HU capaaHuk My3ukosomkor uHcTuTyTa CAHY;
Becenunka CrankoBuh (?—-?), mociiepaTHa pajujcka meBavyuiia moc-
BeheHa BojBohaHCKOM MeIocy.

JlesuheBo kpahe yBomHO ciioBO cactoju ce u3 Ilpemnrosopa,
KOJU YIJIaBHOM CyMHpa KaHPOBCKE U MOP(OJIOIIKE KapaKTePUCTUKE
npumepa, u benemike o ayropy. Kmura je mpupehena Ha muzpazuro
IpHUCTyHayaH Ha4yMH, Kako OM CTpyKTypa mecama Ouia Jako pas-
YMJbMBA U LIUPEM KPYTy 3aMHTEPECOBAHMX YUTAJIAIIA.

Nako je moHekaa pa3MUIIbao Kao YOBEK MpeApaTHOT pa3no0iba
(OroTOBO OHJIA Ka/ia je MMao Y BUAY MOTpede KOMIIO3UTOpa HAIMO-
HaJHEe opujeHTauuje), Bacubesnh je, 3a pasiuky of CKOpO CBHX
CBOJHX IPETXOJHUKA, [PUKYIUbatby HAPOIHUX MEJIOJHja IPHCTYIIA0
ca MyHOM cBellhy Hay4yHUKa, YUjU je OCHOBHHM 3aJlaTaK Jia Cauyuibe-
HUM 3allCUMa yTeMeJbH 0a3y 3a UCTPakKUBauKH paj, y CBOM U Oy-
nyhem Bpemeny. Ocum Tora, Kpo3 COINCTBEHY MpaKCy MoKa3ao je Ja
caOpaHe HapoJHE MEJIOJH]je HHje CMaTpao CaMO MY3EjCKHM CBEJIO-
YaHCTBOM O TPAAMIIMOHAIIHO] MY3UYKO(POJIKIOPHO] OAIITHHU CPIIC-
KOT Haposa, Beh U BpeHUM CpPEICTBOM 3a MOCTHU3AE IIHJbEBA MY-
3UYe Mearoruje, Kao U M3BOPOM 3a PEBUTANIM3ALIN]Y HAPOTHE TTECMe
U BCHO Tpajamke Y CTHIN30BaHO] (hOPMH, CBOJCTBEHO] perepToapy
npodecuoHaNIHUX IPaJICKUX IIeBaya.

BacusbeBuheBu 300pHUIIM HapOIHMX MesoAuja y BehuHH
clydajeBa M JIaHac MPECTaBsbajy HAjJIOTIYHU]U U3BOP MY3HUYKO- U
KESHKEBHO(OJIKIIOpHE rpahe u3 o0yxsalieHHX 00/1aCTH, OHAKBE KaK-
By je Menorpag 3aTuiao y Hapoly y NMpBOj MOJOBHHU U CPEIHHOM
XX Beka. MHorH 011 3a0eIe)KeHNX IIpuMepa 3acTyIajy mecMe Koje
Cy O/IaBHO MIIIYE3JIe U3 JKUBE MPAKCE, U YECTO CY JeIMHO CBEAOYaH-
CTBO O TOME JIa UX je MKaja yormTe u 0uio. BacuseBuheB merno-
rpadcku moctynak Huje, Mehytum, nmumien mana. OHe ce yriaBHOM
UCII0JbABa]y Yy MOHEKa HACUJIHOM CMEITalkhy MENOANja Y TaKTOBE
U y HeobOenexaBawby MHTOHATUBHUX OJICTYMarma Of TEMIIEPOBAHOT
CHUCTEMa — YIPKOC TOME IITO je Ha HUXOBO MPUCYCTBO JOLI YHUTAB
BeK paHuje ykasusao Aunoj3 Kanays (?—?; Kanay3s 1855), u wro cy
UX Yy CBOJUM 3alKcHMa MPUKA3UBAIU Bacusbesnhesn HEIMOCPEeIHU
nperxogaunu Bragumup P. Bophesuh (bophesuh 1931) u Munoje
Munojesuh (1884—1946; Munojesuh 2004). Pa3nore 3a momenyre
MIPOITyCTe BEpOBaTHO Tpeba Mpeno3HaBaTu y ToMe mTo je Bacusbe-
Brh MHOTE IecMe TpaHCKpUOOBAO TUPEKTHO HA TEPEHY, IIITO j€ TO-
BPEMEHO YMHHO YCTYNKE CBOjUM TEOPH]CKUM IIECAUIITHMA U ILITO
ce HHUje 710 Kpaja 0cs100011o 3acTapenux Meaorpadgekux Hopmu. Ho
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W MOpeJ ToTra, HECTIOPHO j€ Ja j€ OH 3HAa4ajHO MOJUTa0 KBaJUTET
paza Ha oJby Haie menorpaduje u 1a je CBojuM 300pHHUITMMA He-
MEpJBUBO YHAINPEIUO CTaHIap/e 3a yoOIndaBame myouKalja OBe
BpCTE.

VY ocBpTy Ha pa3nobspe mpe mojaBe pa3MarpaHux 300pHHUKA,
OCHM HEY]eTHaYCHOCTH MPUCTYIIAa U HEOPOJeHUX APYTUX HEAOCTaTa-
Ka CTapHjUX CaKyIlybaya,’' JTIaKo je YOUUTH OTPOMHY KBAHTUTATHBHY
HecpasMepHocT m3Mely muxoBor u BacuibeBuheBor mompuHoca.
Tex ykymHa o0jaBJbeHa Mesorpad)cka 3a0CTaBIITHHA MPETXOAHUKA
(Yykspydyjyhu u oHy Koja je o0enogameHa nociie BacusbeBuheBor mp-
BeHIa u3 1950. roguHe) ycrnocraBiba paBHOTEXKY Opojuu ox 3.198
nmpuMepa KojuMa je€ OCHHMBAu MOJIEPHE CPIICKE €THOMY3HKOJIOTH]E
YYBPCTHO TEMEJbe Hallle HALMOHANHE Kynarype. Ocum Tora, Kazxa je
ped o o0jaBJbeHUM 3anucuma, BacuibeBuh je u 'y nopeljerby ca joc-
TUTHyhMMa MOTOBMX Hapanitaja 0CcTao CBE JIO JaHAC HajIUIOAHUjU
CaKyIlJbad CPIICKOT My3UYKOT Oara.

Y CpbOuju TOKOM MOCTICEHIX HEKOJIUKO JCTIEHH]a CBEIOYMMO OT1a-
JIaby TPOIAYKIIM]je €THOMY3HUKOJIOIIKAX 300pHUUYKUX IMyOnuKanyja. Taj
HEeraTuBaH TPEH]I OTIIOYEO je ca reHepanujoM BacuibeBHheBHUX HETIO-
CpEIIHUX HAaCJICHUKA M HACTABUO CE JIO HAIMX JIaHa, a JIAKo Ta je 3ara-
3uTH Beh ¥ MPEKO YMELEHUIIE Ja CY CE HErOBHM PE3yJTaTiMa Ha IMOoJbY
TEPEHCKOT pajia u/uiau Menorpaduje mpuommkmm jenuao Pagmua [le-
tpoBuh (1923-2003), JIparocnas Jleuh (p. 1925), Jbyobunko Musbko-
Buh (1931-2004) u Jumurpuje O. T'onemoruh (p. 1954). Moryhe je
W3/IBOJUTH JIBa MPECy/IHA pasjiora 300T KOjUX je 300pHUIIMMA HAPOIHUX
MeJIoMja BPEMEHOM YMarheHa yJiora BaKHOT M3BOpa ,,KOH3epBHpaHe™
MY3HUKO(OJIKIIOpHE Tpal)e, U To He caMo y CPIICKOj, Beh U y Ipyrum pe-
TMOHAJIHUM Hay4YHUM TpaauimjaMa. [IpBu je Beoma ycaBplleHa U JIako
JOCTYITHA TEXHOJIOTHja IUTHTAIHOT ayJi0 CHHMama M YMHOKaBarbha
3BYYHMX 3aIIHCA — 3aCHI'YPHO HAJBEPHHMJUX JIOKYMEHATA O HCTPAXKHUBA-
HOM HacJiey — LUTO cTBapa OICEHy /ia Cy OHH YBEK HYXKHO H TPajHHjH 0%
UXOBUX TPAHCKPHIIIHMja. J[pyru pasior oriesa ce y TOMe IITO je mpe-
BacxoHa moceeheHocT My3n4aKooNKIopHOj Tpahu, cBojcTBeHA Mitahum
Pa3BOJHHUM eTaraMa eTHOMY3HKOJIOTHje, TAaHAC YBEITMKO TIOTHCHYTa — Cca
JeIHe CTpaHe ycIie IPUPOTHOT HAlpeI0Barmha caMe HayKe, ca Apyre 300r
YHILEHUIIC JIa CBE YOp3aHHWjU MPOIIECH ITPOMEHE U HecTajama Haciehe-
HUX MY3UYKO(DOIKIOPHUX OOJIMKA PEeNaTUBU3Y]y BAKHOCT OCJIekKeHa
M3pa3uTo eeMepHOr Marepujaia, a ca Tpehe paau Tora ITo Cy OKBH-
U €THOMY3HKOJIOIIKOT MPeIMETa Mpoy4JaBama Beh jerneHnjama yHazan
NPOIIMPEHU HA TOTOBO CBE MY3HWYKE CUCTEME CBETa. Y aKTYEeJIHOM Bpe-

21 Crapuju 3anmucHBaYd 4eCTO HUCY BOIMIIM PauyHa O ,,MeTa MOJaruMa”: HMEHHMA U
CTapOCTU CBOJUX Ka3KBaya, IOPEKILY MEJIOAN]a, BUXOBO] Ieorpa)CKoj UM )KaHPOBCKO]
npunagaHoctd. OcuM Tora, BUXOBE TPAHCKPHUIIIH]jE, H3y3eB JoHeKIe MusojesuheBux,
JIATIeKo Cy Off MPEL3HOCTH CBOjCcTBeHEe BacuspeBuheBum.
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MeHy, onrepeheHoM joll M HM3a30BMMa Iobanu3aije, BacrbeBuheB
Meorpad)CcKu oryc Tpeba cMaTpary yTOIHMKO AparotieHujuM. Heka 3ato
OBO CaoIIITeHe Oylie OKOHYaHO NpHIpYKUBameM areny Henama Jby-
ounkoBuha 3a m3naBamweM BacuibeBnheBux cabpanux nena (M. A. Ba-
cusbeBuh 2003: 407), koja Ou camprkasia U lerose Beh mo3Hare 3arnmuce,
Y OHE M3 JOIIl yBEK HEJIOCTYITHE PYKOIIMCHE U 3BYyYHE 3a0CTaBIITHHE. Ta-
KaB M3/IaBauKH MOyXBaT OMO O JTyXaH M3pa3 MOIITOBakha COIICTBEHOT
HAI[MOHATHOT MICHTUTETA, U BPEIHOBAbA JINKA M JIeNla YOBEKa KOjU je
YIIPABO TOM IAJbY MOKJIOHUO YHUTAB JKHBOT.
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Sanja Radinovi¢

VASILJEVIC’S COLLECTIONS OF FOLK MELODIES:
A SERBIAN MUSICAL TREASURE

(Summary)

Miodrag A. Vasiljevi¢ (1903-1963) was given a unique opportunity to span
two great developmental stages in the history of Serbian ethnomusicology, occur-
ring in the middle of the 20" century. The first of them was between the two World
Wars, the stage in which Serbian musical folklore became Vasiljevi¢’s life passion
and in which he accomplished his early professional achievements. In the next
stage, which started after World War 11, he reached the zenith of his creation in
slightly less than twenty years, setting new standards of the discipline, and provid-
ing fundamental directions for his successors, thereby immeasurably enlarging the
corpus of collected material. Due all of these revolutionary innovations from the
post-war period, Vasiljevi¢ is rightly considered to be not only the founder of mod-
ern Serbian ethnomusicology, but also the first person in Serbia worthy of being
called an ethnomusicologist in the full sense of the word.

Of the numerous results by which Vasiljevi¢ permanently indebted his peo-
ple, the most pronounced does not belong to the category of pioneering endeav-
ours, but is manifested in his melographic opus —an achievement which even today
has not been surpassed in Serbia in terms of its span, scope and value. Such great
productivity in recording resulted from the fact that Vasiljevi¢ had been devoted
to melography from his childhood, and most intensely from 1932 to the end of his
life.

The exact number of examples which Vasiljevi¢ transcribed directly in the
field before 1951 and those which he recorded on a tape-recorder after that time
is still unknown, since many of them are still unavailable to the public, but it can
be assumed that there are several thousand melodies in total. Among them are
3,198 which have already been published. That precious corpus of Vasiljevic’s
available material is contained in twelve collections (the largest number ever
regarding any collector in Serbia so far), issued from 1950 to 2009. The first
four collections offer comprehensive material from Kosmet, Sandzak, Mace-
donia and the region of Leskovac, and they were edited by Vasiljevi¢ himself
during the last ten years of his life or so. Posthumous publications were devoted
to Montenegro, Vojvodina, Resava and various parts of central Serbia, as well as
to the repertoires of the famous singer Hamdija Sahinpasi¢ (1914/16-2003) from
Sandzak, and gypsy female singer Malika Jeminovi¢ Kostana (1872?-1945)
from the vicinity of Vranje.

Until now there have still not been any comprehensive studies on Vasiljevic’s
ethnomusicological activity, although there are valuable articles. In these, Vasilje-
vi¢’s melographic contribution is usually emphasised much more than his scientific
one, which is much more modest in its scope. Since the existing writings mostly
deal with collections published during his life, this paper results from the inten-
tion to give a complete picture of the material, so all Vasiljevi¢’s collections were
critically considered according to the chronology of their publication. Each of the
publications emerged to witness to both Vasiljevi¢ as a field worker and to some of
the important stages of his own ethnomusicological development.
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The last part of the text focuses on the fact that a decline in production of
ethnomusicological collection publications has been evident in Serbia over the last
few decades. Nowadays, this negative trend is conditioned by two key reasons.
One is the perfected and easily available technology of digital audio recording and
the copying of sound recordings. The second is reflected in the general develop-
mental orientation of the discipline.

Ipmmibeno 21. anpuma 2016.

IIpuxsaheno 3a mrammy 24. maja 2016.
OpuruHaIHU HayYHH paj
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IleBame y3 rycie u My3H4Ka HHAYCTPHja: rycaapcKa
u3pohema Ha IPBUM rpaMOPOHCKUM IJIOYAMA
(1908-1931/2)*

Hanxka P. Jlajuh Muxajnosuh'

Mys3uxonomku uaetutyT CAHY, Beorpan
Cmwbana XK. Bophesuh benuh?

WHCTUTYT 3a KEBIKEBHOCT M YMETHOCT, beorpas

Ancrpakr

[Tonazehn on xopmyca rpaModoHCKHX TUI04a Ha 78 00pTaja y MUHYTH ca CHUMIIH-
Ma Tycinapckux n3Boljema, Koje ¢y Hacraie y nepuony usmehy kpaja npse (1908)
W TIOYETKa YeTBpPTE JeleHu]je qBaneceTor Beka (1931/32), ayropke ykasyjy Ha MO-
ryhe mpaBile HCTpaKUBama TOT KyITypHOT (peHOMEHa, ompenespyjyhn ce oBom
MIPUJIMKOM 32 HbHXOBO aHAIIU3UPabe Kao TEKCTa Y KYJITYPU U aKTepa y TPaauIH]jH.
I'pamodoHCKe MI0Ye BUE ce Kao HACTaBaK TpaJulvje ,,KibHra 3a Hapoa™, aju 1
Kao MHOBaIMja, CrienuuIan Me/inj ca (TEXHUYKO-TEXHOJIONIIKIUM) OTpaHHYeHUMa,
ca jemHe cTpaHe, U 030MJbHUM (KOMYHHKAallMOHUM) MOTEHIMjaioM, ca apyre. Ha-
KOH Ha3HaKa O HCTOPHjCKO-IIOIMTHYKOM M COLMO-KYJITYPHOM KOHTEKCTY 32 KOjH j&
BE3aHO CHMMam-e npBux wioda y Kpammesunn CXC, moromoj Kpamsesunu Jyrocia-
BUjH, MMAXha C€ yCMepaBa Ha rpaMO(OHCKE TI0YE Kao KYJITYpHHU mpou3Boi. Kpos
pa3marpame oiHoca peMa BepOaHOj U My3UYKO] KOMIIOHECHTH U3Bol)erma 3abere-
JKCHHX Ha TUIOYaMma Imokasyje ce Jia je OBaj HOBU MEHjyM TPAJIUIU]y HCTOBPEME-
HO PENpEe3eHTOBA0 U MPEeoOINKOBao. Yiora ruioda y rpeycMepaBamby TPaanipje
IeBama y3 ryclie pa3Marpa ce Ha HHBOY pereproapa, CTHIIa, crtaryca u3Bohada, a
yKa3yje ce ¥ Ha U3MEeHE Y KOMYHHKAIMOHOM MOJIETy. YouaBa ce Jia je 0Baj MeIHjyM
MOCPEI0BA0 Yy MPOMOBHCALY TPAIUIIM]jE TIEBaba Y3 I'yClie Y IPaJCKUM CpeMHama
(1 Mehy TazalmbOM KYJITYPHOM €IMTOM), YUME j€ HECYMEbUBO JIOIPUHEO U HbEeHOM
orcTaHky. Vctnue ce moTeHnujais rpaMo(OHCKUX TUI0Ya 3a Pa3InyuTo yCMepeHa
NpOyYaBama, K0 ¥ HEOMXOAHOCT CYIITHHCKU HHTEPIUCHUIUTMHAPHUX PUCTYIIA.

Kiby4une peun
TpaauIyja, eruKa, MeBame y3 Tyciie, My3udKa HHIYCTpHUja, (ctape) rpaModOHCKe
ioue, mioue Ha 78 oopraja (y MUHYTH)

* OBa cTymuja je pesyiTar paga Ha NpojeKTuMa HMoewituitieiiu cpiicke My3uke 00
JIOKATHUX 00 Z0OANHUX OKeupa: upaouyuje, upomene, uzazosu (6p. 177004) u Cpiicko
VCMEHO Ccllgapanawineo y unidepkymuypHom xody (op. 178011), ¢puHaHcHpaHuM o1
cTpaHe MUHHCTapCTBa 3a IIPOCBETY, HAyKy ¥ TEXHOJIOMIKH pa3Boj Pemyomuke Cpowuje.
I danka.lajic.mihajlovic@gmail.com

2 smiljana78@yahoo.com
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I'pamogoncke inove Kao Haciuasax wpaouyuje ,, Kiuca 3a Hapoo

Koersucrennuja 1 MHTEPaKTUBHU OJHOC YCMEHOT U IHCAHOT,
MPUPOIHO CTAhE KYATYPE Ka0 IEIOBUTOT, KOMIUIEKCHOT M JJHHAMUY-
HOT CHCTEMa, y BHIIE HaBpaTa Cy NMOTBpHEHM Ka0 WHTPUTAHTHA U
TUTOJIOHOCHA TIOJha 33 PA3IMYUTO YCMEpEeHa MpoydaBarmba, a HCTpa-
KHUBambuMa cy 00yxBaheHH TOTOBO CBU UCTOPH)CKU TIEPUOAH, OJ] aH-
TUKE 710 caBpeMeHocTH. Kana je ped o GosnKIopuCTHYKOM YUTaky U
TyMaudemy MPOKUMamka KyATYPHUX CTpaTyMma Y CPIICKOj TPaIuIHjH,
N0CeOHO CC MHCIMPATUBHOM IOKa3ala rpaha U3 nepuoia ox Apyre
nosioBuHe XIX Beka, KOju je 00elIe)KeH U NHTECH3UBHUJUM paBBOJeM
mramie (mpemaa ¢y u3y3eTHe pe3yaTare JoHeNla ! ,,apXeosolka’
YUTamka CPEAHOBEKOBHE, PEHECAHCHE, OapOKHE M KIbM)KEBHOCTHU
enoxe npocBeheHOCTH). AHanu3u Cy OWBajIu TMOABPTHYTH pasiiv-
9UTH (POJKIIOPHU KAHPOBHU, O] IPUITOBEIHUX JI0 MOSTCKUX. Y KOH-
TEKCTY MOCTYITHOT ONMMCMEHaBakba CTAHOBHUIITBA, TOKOM XIX Beka
TaKO3BaHE ,,KIbUTE 32 HApOI~ A00Mjajy mocedaH 3Hayaj y Momyiapu-
3alMjU U TPAHCMHCH]H TEKCTOBA CICKMX Iecama (amu ce oBaj (e-
HOMCH PErUCTpyje U JAICKO paHuje, Ipu YeMy je Paseosop yeoonu
Hapooa crosunckoza Aunpuje Kaunha Muommuha cBakako jenan o
YIIEYaTJbUBH]UX U MIOCEOHO MITyCTPATUBHUX IPUMEDA).’

Kpajem XIX Beka, yHanpehemem TEXHOJIOTHje CHIMAamba 3ByKa
0TBapa ce MOTYNHOCT M ayJUTHBHOT PEIpPE3eHTOBAma T'YCIAPCKUX
nepopmanca. Hamme, pazBoj uHIycTpHje TpaMOPOHCKHUX ILUIOYA,
KOje Cy pelaTHBHO Op30 moTucHyie ¢opmy (oHorpadckor Basbka
Kao HOcaya 3ByKa, OJpa3uo C€ M Ha KYJITYpHY Ipakcy Ha jy>KHO-
CIIOBeHCKHM TipocTopuma. Beh on mouetka XX Beka bankan nmocraje
TPKUIITE HA KOje Cy IUTACHPaHU rpaMOOHH U TI04e, yOp30 Cy OBzIe
HAYMEHCHU U TIPBU CHUMIIH, & y IEpHOTy u3Mel)y CBETCKHMX paToBa Mo-
KpEeHyTa je U MPOU3BO/Ika I1oda. Paam ce o rroyama oj1 menak-cMo-
ne Ha 78 oOpraja y MuHyTH (0/M), Taga Beh 000CTpaHO CHUMaHUM, T¢
YKYITHOT KamauTeTa oko mecT MuHyTa (Bute y: Bicknell and Philip

3 3anmcwu w3 cpenune u apyre nonosune XIX Beka OTKPHBajy Jia Cy 0JIMaX HAKOH IIITaM-
nama 1 BykoBe 30upKe ,,lIOBpaTHO” yTHIIAJe Ha Tpaaunujy (yi. Maruiku u Panesuh
2007), mpu ueMy ce y OBOM IIEPUOY jOII YBEK MOXKE TOBOPUTH O 3HAYajHOM HPHUCYCTBY
umIposu3anyje (y 1oMeHy BepOaJIHOI TeKCTa) U Y IecMaMa Koje e ycBajajy IpeKo Mu-
CaHMX/YUTaHUX M3BOpa (OBaKaB CTATyC BepOATHOT TeKCcTa MOTBPlYjy U TepeHCKH 3amu-
CH TOTOBO KpO3 YUTaB XX BEK, IPH YEMY je OMHOC IIPpeMa TEKCTY ¥ KOHKPETHA pean3a-
1I1ja Tor OfIHOCA y caMOM U3Bohemy OUTHO oxpeleHa MHAUBUyaIHUM, 110je JUHAYHUM
npodunmma rycnapa). BpeMeHOM, PUHIAIT ,,ayTOPCTBA” ¥ ayTOPUTATHBHOCTH 3alld-
CaHOT TEKCTAa YyTUYy Ha CHI)KABambe CTeNEeHa MMIPOBU3AIHje, a y IOMEHYTOM HPOLecy
3HauajHy yJIory urpajy cse Behu Opoj mramnanux 30UpKH U3 IOMEHA ayTOPCKE eIHKe
(ITytuoB 1985) u perynaruBa BeoMa TOMYJIApHUX TakMHUuerma ryciapa (Jlajuh Mu-
xajnosuh 2011).
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1990; Holmes 2006: 278). [1noua je kao Meaujym Ousia HOBH OOJHMK
penpe3eHToBamka eMrKe, alli U HaCTaBaK MOMEHYTE TPAJHIIM]je MOIy-
JapHUX ,,KibUra 3a Hapon . KoHcekBeHIlaMa u3Menrama Qokiopa
y JOMEH MacOBHE, MEIMjCKe U MOMyJIapHe KyAType (OIKIOPUCTHKA
j€ TOCBEeTHIIa TTaXKEby JOII CPEIUHOM IMPOILIOT Beka (yII. HIIp. TTHO-
Hupcke pagose Burns 1969; Denby 1971; 3a cprickoxpBarcKy Tpaau-
nujy nmocedbno Boskovi¢-Stulli 1983: 151-178, 250—319; Rihtman
Augustin 1979: 9—19), a HapenHux aeneHuja 00jaBJbEH je HU3 CTY-
JIMja CHHTETUYKOT Kapakrepa. [locnenmux ronuna ce (1pe)uciuTyje
MOTEHIIMjaJl HOBUX MEJ1ja U pa3Marpajy OJJHOCH pa3IndUTHX TUIIOBA
PEKOHTEKCTyanu3aluje Goiakiopa, Ha OCHOBY Yera ce youana Mnorpe-
0a 3a HOBUM TEOPHJCKUM KOHIIETITUMA M Pa3BUjalbeM METATCOPH]CKE
muciu (ym. Hip. Warshaver 1991: 219-229; Dégh 1994; Blank 2009:
1-20). OnpaBaaHOCT TaKBHX MOAYyXBaTa HECYMIBHBO MOTBPhyYjy pe-
3yATaTU MpoydaBama clenuuuHOr Meauja KakaB Cy Iioue Ha 78
0/M, peaqn30BaHUX Yy JAPYTrUM HaydHUM cpeauHama (yrm. Pennanen
2003, 2005; Jumos 2006; Gronow u Englund 2007; Gronow u Hofer
2009-2013; Dimov 2012). ITocebHo cy nuHpOopMaTUBHU U HHCIIUPA-
TUBHU PE3YJITaTH AIJIMKaTUBHHUX IpojeKaTa KOju Cy TakBe Hocaye
3ByKa TMOCTaBW/IM y LieHTap naxme.* Hayunuim y CpOuju HUCY 110
cajia neTajbHUje pa3MaTpai YIOTy MPBUX IpaMO(OHCKUX IIoya y
Memay TPaJullije, ajli M0jeIMHU HAMCH YKa3yjy /1a Cy ¥ OBJAIIbH
UCTPa)KMBauu U OMOTMOTEKapH CBECHU HUXOBE BPEJIHOCTH Kao CBe-
JI0OYaHCTaBa KyJITypHE IPOILIOCTH, [1a U KA0 MOTEHIIUjaTHUX U3BOpa
3a €THOMY3HUKOJIOIIKA ucTpaxuBamwa (yi. Jlajuh Muxajnosuh 2003;
Aleksandrovi¢ 2007).

HumbeHHLA 1a je [IeBarbe y3 IyClie U3 IepCICKTUBE TPXKHIIHE
opujeHTanyje (Kao CyITHHE NPOAYKIH]e MUI04a) 0fabpaHo Kao je-
JIaH OJ1 MOXKEJbHUX KAHPOBA 3a Jy>KHOCIOBEHCKO MO/IPYYje CBE0UYH O
TOME J1a CY YpPEIHUYKE IMOJIUTHKE BEOMa HHTEPECAHTHO MPOOIEMCKO
UCTPA’KMUBAUKO MMOJbe. Tako yCMEpeHo MpoyyaBame YKIbYUHIO OU U
pa3marpame oJlHOCa KopIlyca Ijioya ca CHUMIIMMA TeBamba y3 rycie
y OAHOCY Ha Jpyre *aHpOBE TPaIUIMOHATIHE HAPOJHE W IMOMyJap-
He My3uke. Takohe, Oumo O 3Ha4ajHO jaCHU]j€ OCBETIMTH MOJUTHUKE
W MEXaHM3Me NTUCTpUOylMje, HAauMHEe yrnoTpede Imioda, Kao u Japyra
MUTaka y BE3H ca CIIylaiadkoM myonnkom.” MehyTum, ka0 OCHOBHU

4 Tlpe cBera uMaMo y BHLy TpPOjEKaT 36yunu Maidepujan Spamo@onckux iioua xkao
U360p 3a CIHOMY3UKOIOWKA U (POIKIoOpuUctuuuKa uctupaxcusarba (Zvocno gradivo
gramofonskih plos¢ kot vir etnomuzikoloskih in folkloristicnih raziskav), xoju cy y ne-
puoxy 2009-2012. peanuzosanu capagHuiu MHCTUTYTa 32 eTHOMY3UKosIorHjy CiaoBe-
Hauke akajemuje Hayka 1 ymeTHocTH (Glasbenonarodopisni inStitut ZRC SAZU); ym.
Kunej D. 2012; Klobcar 2014; Kovaci¢ 2014; Kunej R. 2014; Sivic 2014.

5 Ciymiame mioua je y Behoj Mepu 6miio Be3aHo 3a ypOaHM30BAaHE CPEIMHE, HITO j&
JIOZIATHO TIOJICTaKIIa eeKTpUu(HUKaIMja, U MPUMAPHO C€ OJBHjaJI0 Y TMPHBATHOM aM-
6ujenty. Mehytum, npema cehamnma HEKHX O HajCTapUjUX CapaJHUKa Ha TEPEHCKUM
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npoOieM 3a TaKBe aHAJIM3E MCIPEYHIIa C€ HEIOCTYITHOCT (KOMILIET-
HUX) KaTajora u3aaBadkux Kyha, JHEBHUKA CHUMarma U OCKYIHOCT
JPYTUX KOHTEKCTyaaHuX mofaraka.® Crora je y OBOj CTYIAMjU UCTpa-
’KMBaYKa MaKkha yCMEPEHA Ha aHAJIU3Y TUI0Ya Kao KyJITYpPHOT IPOU3-
BOJIa, OJJHOCHO, KA0 TEKCTA y KYJATYPH U aKTepa y TPaIulHju.’

Ca cTaHOBHIITAa KOMILICKCHE MEePPOPMAaTHBHOCTH (OIKIOP-
HUX YMETHOCTH YOIIIITE, 1a ¥ ENCKOT IeBama y3 Tyciie (BUIIC Y:
Jlajuh Muxajnosuh 2014a), a noce6HO Ha HUBOY BPEMEHCKE JTUMEH-
3Wje uHTepnperamnuje (o MpaBuIy OOMMHOT) EIICKOT TEKCTa, HOBU
Menuj Ouo je y 3HaTHOj Mepu orpanudaBajyhu. Mnmak, 3a rycnape je
OBa MHOBaIMja Ouiia BEJTMKH M3a30B, a 3a MyOJIMKY — NMPUXBAT/bUBA
3aMeHa 3a J)KUBU KOHTAKT Cca T'YCJIapoM, T1a U 3a COIICTBEHO MPAKTH-
KOBambe 0Be yMeTHOCTH.? CHUMIIH ca HaMa TOCTYITHHX [I04Ya y TPBU

UCTpaXXUBamkbUMa, TpaMO(OHH ,,HAa HaBHjame” KOPUIINEHU Cy 33 €eMHUTOBAmbE CHIMaKa
My CEOCKUM CpeJMHAMa, U TO Y jaBHOM aMOMjeHTY (Kao M Y TPaJCKUM M BapOIIKUM
TrOCTHOHHMIIAMa), 11a CE Ha 0BAaj HAUMH CHUTYyalldja MpuOrKaBaia KOJCKTUBHO] perier-
LMjH, THIMYHOJ 33 TPAAHLMOHAIHY Npakcy. CIMKy O CIylIanadkoj myOIuiu i npoaopy
HOBHX ME/IHja y CPIICKY KyiTypy Moryhe je senumudHo GOpMHUPATH Ha OCHOBY HITyC-
TPATHBHHUX I10/[ATAKA y BE3H Ca HCTOpHjaTOM pajmo-audysuje y Kpamesunn Jyrocia-
Buju. Ha npumep, 1934. roauHe 10123410 je jeiaH perucTpoBaHu pajauo-amnapar Ha 300
CTaHOBHHUKA, ITO je Omito yak 15,6 myra Buie y ogHocy Ha 1924. ronuny, ainu gajieko
Mame y OTHOCY Ha JIpyre eBpoIcKe JapxkaBe. Ha OCHOBY UMEbEHHIA J1a je eJEeKTPHU-
(ukanmja y 3eMJpu Ouia craba u Ja ¢y npeaHocT umainu Behu rpamosu, Te 1a cy pa-
JIMO-anapaTy OMIM CKyIH ¥ HHOCTpaHe MPOU3BO/IbE, 3aKJbydyje ce 1a je Hajaehu Opoj
MpeTIUIaTHUKA-CIIyIIaiana npunaaao ciojy umyhuujux rpahana. Te, 1934, najsehn
Opoj ciymianana je OMO 3aMHTEPECOBAaH 3a TOBOPHE CajpiKaje, ajlu je OMiIo MHOTO U
OHHX KOjH Cy CMaTpaiu Ja MPEAHOCT Tpeba JaTh My3H4YKHM Iporpamuma. IlocedHo
MHTEPECOBambE OMJIO je YCMEpeHO Ha HAPOIHY, YMETHHYKY M T3B. JIJAKY MY3HKY, TPaXKHU-
JIO Ce eMUTOBAE BHIIC My3HYKHX CaJpikaja ca ruiodya M npeHoca u3 kadana (mpema:
Nikoli¢ 2006: 72—73).

6 3a mHpopMarHje 0 cTapuM TPaMO(GOHCKHM II0YaMa Ha KOjIMa Cy CHIMJBEHA T'yciIap-
cka u3Bolerba, Ipe CBera 3a HU3 MoJaTaka U3 TeUIKO JOCTYITHUX KaTauora, 3aXBaJHOCT
JyI'yjeMO KOJIEKLIMOHApY ¥ UcTpaxuBady-amarepy Camu Cnacojeuly.

7 OBako KOHLMNMpaHA aHamu3a Ouhe MPUMApHO ycMepeHa Ha ejleMeHTe BepOaaHor
U MY3WYKOT KOJIa, TIPH YeMy Bajba HAIIOMEHYTH Jia Ce, KaJa je O Mpe3CHTAIMju U pe-
LEMIUjH KyITYPHOT MPOM3BOJA Ped, MOpa pauyHaTH U Ca BU3YEIHOM KOMIOHEHTOM Y
KoHIenTyaiu3anuju. OHa je, Mmel)yTuM, y OBOM NIEpHO/IY jOIII YBEK Ha PYTUMEHTAPHOM
HUBOY. Busyennu noreHuujan miode kao Menujyma 6uhe noceGHO eKCIIOATUCAH TeK
y HapeJHUM JelieHHjaMa, 3axBasbyjyhu, uzmel)y ocTaior, 1 MHTEH3UBHUjEM Pa3Bojy
CHeKTpa MapKeTHHIIKUX cTparerrja. OTyaa rpaMoQoHCKe IIode W U3 OBOT acleKTa
HACTAaBJbajy TPAAMIIHU]Y H3Iakha ,,3a HAPOJ ', Y KOjUMa Cy JIMKOBHA PEIICHa Urpaiia 3Ha-
YajHy YJIOTY y IpOLecy IpecTaBbamka, TpaHCPOpMalrje 1 prjeMa TPAAUIIHOHATHIX
caznpikaja (Ha 3Ha4Yaj JIMKOBHOCTH Y OBOM KOPITYCY, Kao U Ha 3Hayaj BU3YEIHOT Y yCMe-
HOJj (hOpMYJaTHBHOCTH YOIIIIITE, HEIABHO je yKka3aHo y: Pamgynosuh 2014).

8 Pasmunsbame 0 MparMaTHIM MeINja MOXe OUTH YCMEPEHO 1 Ha M0y Kao (PU3HUKH
npeamet (,,ornpeameheme” HeMarepujaiHe TPaIUIHje) YHjH je CUMOOJIMYKH TOTCH-
ujas JoHeKiIe Moryhe ofpenuTH Kao eKBHBAJCHTAH CHMOOJIMYKO] KOHOTHPAHOCTH
MHCTPYMEHTA U 32 Iera Be3aHne Tpaauimje (rpaMooHCKa IUiodYa Kao Cakpali30BaHU
IpenMeT), mTo MOTBphyjy HEKH O Hajla3a ca CaBPEMEHHUX TEPEHCKHX UCTPakKHBamba.
Haume, eBorupajyhu CONCTBEHO CiyIIaiaykKo MCKYCTBO, BE3aHO YIPABO 3a jEAHY Off
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IUTaH UCTUYY MPOOJIEMAaTHKY PENPE3eHTOBaba TPAIUIIH]E ETICKOT T1e-
Bama y3 T'yclie y OBOM MeJIMjCKOM (hopMmary M BeroBOT OIHOCA ITpeMa
,,HETIOCPEIOBaHO]” TYCIapCKO]j MPAaKCH TOTa BpeMeHa. Ycmepanajyhu
Ce Ka HCHOM JIeTaJbHHU]EM pa3Marpamy, YNHH Ce TIOTPEOHUM Ha3Ha-
YUTH Y OCHOBHUM I[pTama €JIEMEHTE TOJIMTHYKO-UICOJIOMIKOT U CO-
[IUO-KYJITYPHOT KOHTEKCTA.

Hciuopujcku koHtexkcid: KymuypHa doaumuka u (3aieyu,)
ipooykyuje inova

[Touerak XX Beka Hapoau Ha bankaHy cy JO4eKanu y OKBH-
pUMa pa3IMYUTHX IpKaBa, Ha pa3Mely rpaHuIa U WHTEpeca UMIe-
pHja W peNaTHBHO MJIAJUX HAIMOHAIHUX Jp)kKaBa. | eomonuThyka
KapTa ce OMTHO MpPOMEHUJIa KPO3 HU3 PaToBa, MPBO OAJTKAHCKHX, a
IIOTOM U CBETCKOT, TOKOM Kojer he ce ujaeja o 3ajeAHUYKO] JIp>KaBU
apTukyaucaru kpo3 popmupame Kpasmesune Cpba, Xpsara u Cio-
BeHana (1918). Ilonutuuku *KUBOT je OO MPOKET TEH3UjoM u3Mehy
,,] YTOCTIOBEHCKOT HWHTErpajn3Ma’ | TOJeIUHAYHUX HAIlMOHATHUX
uHtepeca. [IpocBeTra u Kynrypa cy u3aBajaHe Kao 00JACTH OJ] BaXK-
HOCTH 32 aUpMHUCam€ HOBE JIp’KaBe, alld Cy 32 OCMUILJbABABE U
crpoBoleme TpajHe U UBPCTE KYATYpPHE MOJIUTUKE HEJOCTajalu Qu-
HAHCHjCKH, AIMHHUCTPATHBHA M HMHCTHUTYIIMOHAJIHHU KaIalUTETH.
Tpunecere rogune XX Beka oOeyekeHe Cy €KOHOMCKOM KPU30M U
yBohewmem aukrarype (6. janyapa) 1929. rogune. lcrte rogune jy-
TOCJIOBEHCTBO j€ 03BaHMYEHO Kao ,,0MIITa HAPOJIHA UACOoIoTHja”, a
JpkaBa npenMeHoBaHa y Kpassesuny Jyrocnasujy. Mehytum, naea-
JIM HCKPEHOT JYTOCIIOBEHCTBA OMIIN CY Tajla U CYLITHHCKH [TOKOIIAHH,
Ia ce OBaj IEPHOJ] y HCTOPH]CKO] JINTEPATYPH OLCHY]e Ka0 PEaKiH-
OHapaH, penpecuBaH U KoH3epBaThBaH. [{0KJIOHMIIN JyrocIOBEHCTBA

ioya U3 MeljyparHor mepuosa, jeiaH oj CaroBOPHHUKA y JUTPECH)H OIUCYje U HAYUH
noctynama ca miouom: C: Ja cam cjeouo koo bpanka Ileposuha y pohenoj kyhu [...]
Y Huxkwuh. [...] ¥V iiocjeitiy ko0 weza. Tao ca majkom, bejawe sxusa, ciuapuya jeoud...
[...] M a0 cam apeu uyiu crywo wioza Ywhymnuha, wioZ yyeenoZ Zyciapa... Kocos-
CKy Ouiliky tipgy wio je ckunyo... Ha inouy... Huje raceiua... Ilnoua... Majka je yze,
iwamo 3agyye ce y neku OpeeHy Kogue2, 3asu o Yy Mapamy Ko 0d je, Ko 0d je cy6o 31a-
0... Taxo je uysa (oxonuna HeBecuma, okrobap 2007). MctoBpeMeHo, 3a myOiIuKy,
moceOHO OHY KOja je MpHIajaia cliojeBuMa eMurpaimje (kao u cliojeBUMa MHUTpaHara
y okBupy KpasbeBuHe), iode ca CHUMIMMa TPAIUIHOHATHE MY3UKe HECYMIbHBO CY
Ipe/cTaBJbalie U MpeaMeTe oceOHe eMOTHBHE BpenHOCTH, OuBajyhu U oBarutoheme
HOCTAJITUYHUX KOMIIOHEHTH (€)MHI'PAHTCKE KYAType, jeJaH OJ BHAOBA HAI[MOHAIHE
uaeHtudukanyje y ,,ryhoj” KynTypu (Ha oBy IEepCHEKTUBY j€ Ha OCHOBY CTaTyca IjIoua
ca CHUMIIMMa TPaAHuIHOHAIHE My3HKe Y KYJITYPH CIIOBEHAaUKUX eMUrpaHaTa y Amepu-
1y n3mel)y nBa para ykazano y Golez Kaucic¢ 2014: 204—206). Y ToMm cMucity uirycrpa-
THBaH je nojarak aa ce mehy uznamuma koje je y Amepuru (Hukary, HeHTpy CpIHCKOTr
WCEJbEHUIITBA) y MeljypaTHOM Ieproay INTaMao yrieaHu u3nasad [lomosuh Hamnio
HajBUILIC KEbUIa HAPOJHUX eNcKuX necama (mpema: Bupakosuh ITerpos 2007: 199).
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Cy ce MOACNWIHN Ha JBE CTPYyje: MOKIOHUKE YHUTAPUCTUYKOT (MHTE-
IPAJIHOT) jJYTOCJIOBEHCTBA, KOJU Cy 3aroBapalid PaJHKaTHU PACKH]I
ca npouutomihy, CTBapame jeANHCTBEHOT HalMOHATTHOT TIporpama,
u3rpahuBae ,,HOBOT' JyrOCIOBEHCKOT YOBEKa”, H, C JIpyre CTpaHe,
TIOKJIOHHKE YMEPCHOT jyroCIOBCHCTBA, y CMI/ICJ'Iy HACTOjama Jia ce
MOMHUPE UACOJIOTHja YHUTAPUCTUYKOT JyTOCIIOBEHCTBA Ca CPIICTBOM,
xpBarcTBoM U ciioBeHCTBOM (Iletpanouh 1981; Jlumuh 1997; I1aB-
nouh 2004).

[IpBa JyrocmaBuja je Ouna apkaBa yuja je BehmHa cTaHOB-
HUIITBA XUBEJNa y ceockuM cpeauHama (78%), a orpoman 11eo mo-
nynanuje 6uo je HenucMen (mpexo 50%, npema noganuma u3 1921,
[IpU YeMy je TMocTojasa ApacTU4Ha pa3iuka u3Mely peruona, ma je
y CrnoBeHuju HenucMeHnx ouso camo 8,8%, a y Cpouju u y LpHoj
T'opu uak 80% — Ilerpanosuh 1981: 324; Tumuh 1997: 418). I1pomue-
cu ypOaHH3aIije ¥ HHIYCTPpUjaIU3aIi]e TEKIH Cy PEJIaTUBHO CIIOPO,
y CKJIaJly ca eKOHOMCKUM MOTryhHOCTHMa U OyIETCKOM MOJUTHKOM.
Wnak, y Behum ypOaHUM LEHTpUMa UHTENIEKTyallHa eNuTa ,,XBara
KOpak” ca MOJICPHHM TOKOBHMA y HAyIld, KYJITYPU U YMETHOCTH,’ a
OTBapa Ce | IyT HOBMM MeaujuMa (3aKuBena je paano-audysuja'’
bunMcka npoaykuuja).'!

OpHoc npemMa Tpaauiiiju y OBOM IEPHUOLy HHjE Y jJaBHO] cepu
OMO jeTHO3HA4YaH, 0 Y€MY CBEJIOUE passIuKe y mporpamuma Boaehux
MOJUTUYKKX NapTyja. Y ITaMIIH TaJla u3y3eTHO yTuliajue Pagukanue
cTpaHke (Koja je MpuMapHO OKYIlJbaJia CPIICKE KOH3EPBAaTUBHE CHATE),
u3mehy ocraor, kaxe ce: ,,Basba pauyHatn Ha OMJIaJIUHY KOja jOIII
HE 3Ha KCTOPH]JY U KOja jOIIl HHje MpoKMaHa Tpaauiujama. (...) Tpeda
MOYETH O]l OCHOBHE IIIKOJIE, YITO3Hajyhu Jemy ¢ UCTOpHjOM, Koja je
noyesa oz[ neneMOpa 1918. roquHe U ynuBaTu UM TPAJUIIH]E O] TOT
Bpemena” (npema: Jumuh 1997: 419-420). Ha cynporsom crao-
BUIITY Haja3uia ce XpBarcka cesbadka CTPAHKa, YHjH je cTaB 0o fa
»--.HEMa Tpajuiuje 6e3 NOBHjeCTH, HUTU NMOBHjecTH 0e3 Tpaaunuje”
(mpema: umuh 1997: 420). YMepeHUju aHTUTPATUITHOHATUCTHYKH
cTaB uMana je Jlemokparcka cTpaHka, jeIMHa Koja je Y 3Ha4ajHu]o]

9 VYeranose ocnoane kpajem XIX u nouerkom XX Beka, momyT Cpricke KpaJbeBCke
akanemuje (1886), Cprcke my3uuke mkone (1899), npse I'mymauke mkone (1909) u
cnuvHe, y MelypaTHOM Neproly HACTaBJbajy U pa3BUjajy CBOjE aKTUBHOCTH.

10 TIpBa paano-cranuma movena je ¢ pagom 1926. y 3arpeby, a HOTOM Cy eMHTOBARE
mporpama nodesue u paguo-cranuue y JbyOssanu (1928) u beorpany (1929). I'onune
1929. ocHoBaH je LlenTpannu npec-0upo, YMMe je HEeIoKynaH HHPOPMATHBHH H TIPO-
[araHHYU anapaT KOHLEHTPUCAH Ha jeTHOM MecTy u noapeheH MuHHCTapcKoM CaBery,
ykspyuayjyhu u paguodonujy (Ilerpanosuh 1981: 328; Jumuh 1996: 286—288; Nikoli¢
2006: 17-25).

'Y 0BOM KOHTEKCTY MHTEpPECaHTHO je MoMeHyTH ja je OkraBujan Munetuh, koju je
cHuMuo Behu Opoj NOKyMEHTapHHX, eKCIIEPUMEHTATHAX U UTPaHUX (DUIIMOBA, TE a0
neyar (UIMCKO] YMETHOCTH TOT' BpeMeHa, pexupao u dpuim JKenuoba Kpawesuha
Maprxa (Ilerpanosuh 1981: 328).
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MEpH OKYIlJbajla MPHUMAJHUKE CBUX KOHCTUTYTUBHUX Hapoja, Impe-
TEXHO UHTeNIeKTyale u rpahancky kiacy. DopMmupame HOBOT, 0u-
I[1j€JTHOT UCTOPHJCKOT HapaTHBa OCIAmkallo Ce U Ha yCIOCTaBIbakhe
KOMEMOPATUBHUX Tpakcu. Tako je eCceTOroAMIIIbUILY 3aBpIIeTKa
IIpBor cBeTCKOr para OOENEKUIO U HOM3abe BEIMKOr Opoja Crio-
MEHHUKa KOjU ¢y Ouiiu rnocBeheHu CpIickoj paTHOj MPOIUIOCTH U JTU-
HacTHju. V3 okpusba HAlMOHAI-MATPUOTCKUX JPYIITaBa U JOKaJ-
HUX BJIaCTU OBM MOJYXBaTH Ipeiaze y HaAJE)KHOCT MUHHUCTApCTBa
npocsere. McTUM MOBOOM IITaMIlaHa Cy W M3/1amba JECeTePauKuX
eTNCKUX XPOHMKA O OalkaHCKUM paTtoBuma U [IpBoM cBeTckoM pary,
Kao BHJl KOHCTUTYHCAba CIICKE (IICCYL0)UCTOPH]E, NSO APKABHOT
HAlMOHAIHOT IIPOjeKTa, any U auHactidke noiuruke (bophesuh
Bennh 20146). Y 0BOM KOHTEKCTY 3Ha4ajHO je IOMEHYTH J1a je Kpasb
Anekcanmap | Kapahophesuh monmp:kaBao MHCTUTYIHOHAIU3AIM]Y
rycliapcke mpakce y GopMu TakMHUYCH:a Iyciapa — T3B. yTaKMHULIA.
Ha gerBproj ryciiapckoj yrakmuim, onpxatoj y beorpany 1931, cam
KpaJb je OMO MpeACeIHUK )KUPHja U TIIaBHU AapoIaBal] (ILo6quaHI/IH
2007: 58).

Jlakie, y TaKBOM MCTOPHJCKOM KOHTEKCTY J€ €TCKO MEBabE Y3
rycje UMajo CTaTyC KOju Ta je MPernopyyrnBao Kao pernpe3eHTaTHB-
HU XKaHp (OJIKIIOpHE Tpaaulije ca OBOT MOJApYyYja U Y TOM CMHCITY
Bpe/laH MaKibe NpeJCTaBHUKA MPOAYKIUjCKUX Kyha ca 3amaja koju
cy cuuManu Ha bankany. OBaj acniekT 1001ja 10/1aTHU 3HA4a] y CBET-
ny uHdopmanuje 1a je BehuHy mioda 3anmpemana KjJacudHa My3HKa,
300r TEXHHUUYKHUX OTpaHUYEHa — [IPEBACXOAHO OTepCKe apHje, U MoIy-
JapHa My3UKa TOra BpeMeHa.

[Ipema nocTynmHuM nojarMa MOXKe € 3aKJbyYUTH J1a Cy ILI0-
4ye Ha 78 0/M ca CHUMIIMMA EICKOT MeBama Ha CPIICKOM jE€3HKY Ha-
crajaie y nepuoly usmehy kpaja npse (1908) u mouerka derBpre
Aeuenuje aaneceror Beka (1931/32). Tlpea rycnapeka ruioda Be3yje
ce 3a caM MoYeTaKk CHUMamba y KoMeplrjaiHe cBpxe Ha baskany,'?
JIOK ce MpOMEeHa ofHoca AucKorpadckux Kyha mpema enuuu Moxe
JIOBECTH y B3y ca YOUCTBOM Kpasba Asekcauzapa (1934) u nonmutny-
KUM npomMeHama y Jyrocnabuju. CBakako je moTpeOHO UMATH y BUIY
1 OIIITY EKOHOMCKY KpH3Yy, KOja je yTHIlaia Ha IaJ pojaje, ma, KoH-
CEKBEHTHO, ¥ MPOIYKIIMje TJI04a, ¥ Ha HHTEPHAIIMOHAIIHOM HHBOY.
Konauno, namycTpuja mioda qo0uja HOBOT TPXKHUIITHOT KOHKYPEHTA
y paauo-CTaHUIaMa, YUju Cy MPOrpaMH MPOMOBUCAHU JBA/IECETUX
roauHa (B. Hartomeny 10).

VY 1oYeTHOM MEePHOYy j& TEXHOJIOTH]a MPOU3BOIHE TpaModOH-
CKHX IUIOYa MOoJpa3yMeBaja MpaBJbebe MacTep-CHUMAaKa ,,Ha Tepe-
Hy” y3 momoh MOOWJIHE ompeme, a TIOTOM HHXOBY 00paay W OTH-

12 TIppa exwma canMartessa y 3arpe6 je momma 1906. Vir.: Radiomuseum Croatia b.g.
13V Hexum 3emmama nmpozaja mioya je omana ak 3a 80-90%. V. Gronow 2014: 34.
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CKHBamb€ Ha MIEJIaK-TUCKOBUMa y (habpukama U eKCIOpTOBame Ha
TpXKUIITa KojuMa cy HamemeHe (yn. Gronow 1981: 253). Tako cy
CHHUMIIM TI€Bama y3 T'ycle, KOjU Cy Ce KacHHUje HAlllJIM Ha IJI04Yama,
Hactajanu Ha Lletumy, y beorpany u Yukary.

WNHnukatuBaH je mojarak Ja Cy Iuiode oOjaBHUJie Pa3uduTe
nuckorpadceke komranuje. [IpBy rycnapcky miody objaBuiia je Kom-
nanuja ,,Jlojue I'pamodon I'ezemmadt™ (Deutsche Grammophon
Gesellschaft mbH, ocnoBana 1898) n3 Hemauke, a Ha cicKy u3na-
Bava HaIIlJIe Cy CE jOIIl jeJTHa HeMavKa MpoAyKirjcka kyha — ,,Oneon
pexopac” (Odeon Records, ocHoBana 1903), xpBarcka ,,Enucon ben
ITenkana” (Edison Bell Penkala Ltd., ocHoBana 1926), kao u ame-
puuka pupma ,,Mapm taboparopuje” (Marsh Laboratories, Inc., oc-
HoBaHa 1922). YV moreny npoieHe MUbHUX Tpyna HHTEPECaHTaH je
moJiaTak jaa je camo ,,OJ1e0H’ mTaMIIao MoaTKe O CHUMIIMMA TIeBamba
y3 ryciie Ha eTUKeTH NUPUIMYHUM HUCMOM, JTOK Cy OCTaJId U3aBadu
KOPUCTHJIM JIATHHHMITY. '

Hpema Ciiucky yproopckux epamogonckux inoua n3 1909,
IIPBU T'ycliap 4yuje je u3Boheme 00jaBJbeHO Ha IJIOYH je BJ'Ia,Z[I/IMI/Ip
3umomuh ca Lletuma, 0 KOMe ce 1aHac He 3Ha TOTOBO HUILITA BUIIE.
Hacynpor meMy, octanu ryciapy KOju Cy CHUMHJIM IUToue Ha 78
o/m — Ilerap IlepynoBuh Ilepyn, Jespem Yurthymnuh u Mnuja Byko-
Buh, OMJIM Cy UCTAaKHYTE JIMYHOCTH Y JABHOM JKHMBOTY TOT' BPEMEHA.
N3mehy ocranor, Ymhymnuh u BykoBuh cy Omnm mobemHunu mo-
MEHYTHX TYCIapCKUX TaKMHYCHa, IITO je Ha YirhymnuheBoj miodn
u uctakuyto,'® a [lepynosuh u BykoBuh cy Ouau Beoma OIHCKH ca
Binagajyhum kpyroBuma. Konkperno IlepynoBuheBa kapujepa Ouia
j€ 3HauajHO oOeJeKeHa jJaBHUM TIOJTUTUYKHUM aHTaKOBAHEM U BE30M
ca muHactujom Kapahophesuha, ykibyuyjyhu u arutoBame mo Ame-
pHUII 3a TIPUKJBYUYUBAKE JOOPOBOJbAIla CPIICKO] Bojcim y IIpBoMm
cBerckoM pary (ym.: Jloopuuanun 2001). [Tpunmukom apyror, mocie-
parHor OopaBka y Amepuiu, Tamo je cHUMHUO jBe mioye. C apyre
ctpa”e, BykoBuh je Ono moOegHMK TakMUYEHa HAa KOME je Kpasb
MpeJIce1aBao KUPHjeM, T1a je HAKOH Tora OMBao YECT TOCT Ha JIBOPY,
a HacTyIao je ¥ y MHOCTPAHCTBY Kao ,,KyaTypHu ambacanop” (bpa-
tuh 1991; Jlo6puuanun n Anexcuh 2004: 27-29). MUaaukaTuBHO je

14 TInoue cy Guie auCTpUOyHpaHe y CacBUM jeJHOCTABHMM, TANMPHUM OMOTHMA Ca
JIOrOM NpoxyKLujcke Kyhe U OKpyIIMM OTBOPOM Ha CPEeJUHU, KOjU je oMoryhaBao um-
Tambe KOHKPETHUX MH(OpMAIIHja ca ETHKETE Ha TUIOYH. Y BE3H ca MUcMHUMa Kopuiirhe-
HUM 3a BepOasiHe MOJaTKe MHTEPECAHTHO je MPUMETUTH Ja Cy M Ha HEKHUM IuIoyaMa
XPBAaTCKUX YMETHMKA U3 OBOI IEpHOJa MOJALY IITaMIaHu hupmiunoM (,,...hrvatskim
jezikom, latinicom i ¢irilicom”, yr. Radiomuseum Croatia b.g.), 11ito je BepoBaTHO OHO
JIe0 CTpaTeTHje MIacMaHa MPOU3BO/IA.

15 Ha manennumu ma moun ctoju: ,Iljesa y3 rycie Jespem Vmhymmuh u3 Hukmuha,
MIPBH NIO0jeIUTEIh TYCIapCKe yTaKMUIIe 3a 1jeny apkaBy Cprickora Kona y Anunarim-
HOM MocTy (kox CapajeBa)”. Yi. Odeon A 192529b, npuitor 1.
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na cy obojuna, u [lepynosuh u BykoBuh, Ha eTukeTama Ha ruiogama
KBaJHM(UKOBAHU KO ,,HAPOTHH I'yCIapH’ .

CHumyu Ha inouama. peiipeseniiosare u(u) ipeycmepasarse
wipaouyuje iiegarba y3 cycie

Peneproap rycnapa mnpe3eHToBaH Ha Iuloyama oOyxBara
IIPBEHCTBEHO TEKCTOBE KJIACUYHE YCMEHE JEeCeTepauke €nuke, Tj.
AaHTOJIOTHJCKE TleCMe Koje cy Beh Owmie mpero3Hare Kao J1e0 pe-
MPEe3EeHTATUBHOT KOpITyca HalMOHAJHE KylITypHe OamTuHe. Ha
YuthymnuheBuM miodama, o ocaMm Hymepa cefiaM IMpHUIiaja OBOM
kopmycy, mehy octanum: Cupiu majre JyZosuha, Kocoska desojka,
IIpoiiaciu cpiicko yapciisa, Cmpiu yapa /{ywana. ,,Hoe” necme
(M3 TOMeHa ayTOpCKE €MUKe, TEMATCKU BE3aHe 3a aKTyeJHE HCTO-
pujcke u nonutuuke gorahaje) caumunu cy [lepynosuh u Bykosuh.
Hponykuuja ryciapa Ilepynosuha je cpasmepHo Beha (tpu miode
ca YKyImHO JIeCeT HyMepa), Te MpyXka MOTIYHU]H YBUA y TpaHC-
(dbopmMalnjy ernckor rnepama y ABaJ€CETOM BEKy. Y peneproap oBOT
ryciapa, OCUM KJIaCHYHUX YCMEHUX OCTBapema, yjia3ze U ayTOPCKU
TEKCTOBU y KOjUMa ce mpomnarupajy uzeje jyrociopeHcrBa. CHu-
MambeM OJIOMaKa U3 Jiejla YMETHUUYKE KibWKeBHOCTH (Tvarcoanuya
ceciupe baiupuhese 3 I'opcrkoz sujenya Ilerpa [lerpouha Hbero-
ma 1 ojuioMak u3 noeme //ywu bpanka Panuuesuha) [lepynoBuh he
JETUTUMHUCATH YBOlE€HEe y TyCIIapCKU PerepToap M TEKCTOBAa KOjU
IIPUMapHO HUCY HAMEHEHHU U3BOhEewmY y3 ryciie, IITO ce Kao rmpakca
npaTh Hajxabe, Kpo3 untaB XX Bek.'® MI300poM OBHX TEeKCTOBa He
U3J1a3u Ce U3 OKBMpA aJeKBAaTHOI CUMOOIMYKOT JoMeHa, Oyayhu na
je PanunueBnheBo cTBapaiaiTBo NoYMBajio Ha adhupMaluju ycMeHe
HapoJHE TpaJullkje, Te 1a ce MOoCeOHUM pyKaBLEM JUPEKTHO pede-
pupaiio Ha erncko Haciehe u cuMOO0JIHMKY, HITO je TOCeOHO Haramie-
Ho y beromeBum nenuma.

Ha orpanndema y cMHCITy BpEeMEHCKOT KallaluTeTa MeInjyMa
rycjapu Cy OAroBapaiy Ha pa3IMuuTe HauuHe. JeHO o1 peliema je
CBOheme TIecMe Ha CerMEHT KOju (DYHKIIMOHUIIIE Kao pPEeaTUBHO Ca-
MOCTaJlHa IIeJINHA, Kao y ciyuajy [lepyHoBuheBor u3Bohema necme
Omep u Mejpuma, e je yBOAHH OJJIOMAK ,,KJIaCHYHOT mpejiionka’’
3a0KpY>KEH KOMEHTapOM-TIOyKOM y LEJUHY OJIMCKY JTHPCKO] JbyOaB-
HOj MecMu (BHJIETH YIOpEIHE TEeKCTOBe, mpuior 2). Jpyru HauuH

16y ckmamy ca oBom akTorpadujoM MOTpeGHO je PeBHANPATH ,,THOHUPCKU cTaTyC”
(TmorpemrHo) JofesbEH T3B. JIOHT-IUIE] IUIOYaMa ca HeBameM IberomeBor [ opckoZ
suUjeHya y3 ryciie, u3aatum y apyroj nonosuan XX Beka (yi. Toixemosuh 2008: 108).
17"y Golez Kaugi¢ 2014, y onucy HCTOT AMHAMH3MA MPEUIOKEH je TEPMUH ipoilio-
iwexciu. Opae ra, Mehytum, He kopuctumo, Oyayhu na y cryaujama xoje ce 6aBe peKoH-
CTPYKIMjOM (DOJIKJIOPHOT TEKCTa MMa 3HATHO JPyraduje, a y CPICKOj (GOIKIOPUCTHIIN
Beh nmpuxBalieHO 3HaYCH-E MPETIOCTABIBEHOT, APXaUYHOT [IPOTOMO/IEIIA.
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ckpahema n3Bohemwa paau npuiarohaBama 3aXTEBHOCTH MEUjyMa je
,,KOMIIPIMOBab€” KJIACHYHOT TEKCTa (KOje Moapa3yMeBa 1 BUILHU CTe-
MIeH UMIIPOBH3aIlKje), ueMy je nmpuberao ryciap Jespem Ymrhymnuh
y u3Bohewy hoja na Muwapy (yn. Texct YuthymauheBor u3Bohema
Ha tioun Odeon A 192530, 3anuc nat y mpuitory 5, ca Byxk IV, 30).

3a pasznuKky of 3aJarka NpuiarohaBamba BPEMEHCKOM JHMHU-
Ty TUI04a, KOju je Omo HemsOexaH, MmpolieM cBohema KOMILIEKCHE
neppopMaTUBHOCTH, KOJy MOJpa3syMeBa HEMOCPEIHO KOMYHHUIIHU-
pame Tyciapa ca myOIMKOM, Ha ayIMTUBHY, OpaJiHy MOPYKY, BEpO-
BaTHO HHje OO (10 Kpaja) ocBemiheH 3axTeB 3a ryciapa. Mmak, u3
HEKUX pelleha Koja Ha IJIo4aMa MPOHaNa3uMO MOXKE CE 3aKJbYUUTH
Ja cy u3Bohayu (CBECHO WJIM MHTYHUTHBHO) HACTOjaIM Ja HaJlOMe-
CT€ M30CTaHaK IOjeIMHUX, WHAUe MPUCYTHUX BHUJ0BA HeBepOasHe
KOMYHUKAIMje: KWHETHYKE, TPOKCEMUYKE, 0JI(PaKTOPHE KOMIIOHEHTE
koMyHuIMpamwa. Ha Beh momenytom caumky Omep u Mejpuma, Kao
MoKa3aTesb CBECTH O KOMYHMKAaTHBHUM aclieKThMa Tekcra, Ilepy-
HOBUN je OCTBapuoO cHeUUUHY aKTyeJIU3alujy TeKCTa AUIaKTHY-
HOM (prHAITHOM (OopMYJSIOM, AUPEKTHO ce oOpahajyhu miagum Ha-
pamrajuma: Oj, wouyjiue momyu u djesojke,/ Hemojiue ce bupaiu iio
mupa3zy,/ Beh iio (uuciiy) cpyy u oopazy./ Oj, 00 mene eam ijecma
ca 2ycana,/ A 00 Boza eecema u 30pasma! Ha neppopmarnsaom
HUBOY BepOajHa M My3M4YKa KOMIIOHEHTa (PYHKLIHUOHHILY ,,00pHY-
TO MPOMOPLMOHAIHO: TTOYETaK U3BOhea HaIMIAIlEH je€ eKCTPEMHO
Pa3BHjEHOM EKCKJIaMallljoM (JaKje, My3UYKUM CPEACTBOM, B. HOT-
HU mpuMep | y Ipusory), 10K ce eKCTEH3MBHOM IOYKOM 3aKJbyuyje
KOMYHHKAITMOHH YMH (IpUMaT uMa BepOaiHu caapixkaj). Ha caumky
[TepynoBuheBor u3Bohema necme bpaii je Muo xkoje gjepe 6uo (dnuju
j€ W ayTop) Hajla3| Cce M M3y3e€TaH ClIy4aj CTUIIM30BaHE CUMYJIAIlHje
KOMYKAaIlHOHE CHUTYyaIlfje KOja yKJbydyje €ICKO IeBame y3 rycie:'®
rycjap OIMoOHalla Jujajor CiIyliaola U ryciapa, KOjuM ce oBaj Moj-
CTUYE Ja 3aro4He neBame (/...] mano, [[lepyne] cycrape,/ y3mu cycne
0a Hac pazeoeopuw,/ 6e3z Zycana pascosopa nema! / - "Ohy opaho,
o cam u dowao!).” ToBopHa CeKBEHI]a YMHU YOUJHUBUjOM ,,rpa-
HUIy” u3Mel)y CBaKOIHEBHOT U €ICKOT KOMYHHULIMpama, alu U JIpy-
TOCTEIICHO HJICOJI0TH3Yje U3BOhauKy CHTYyaIlu]y, IpeacTaBbajyhu je
Kao ,,[IOCPEIOBaHy TPAIULIHA]Y .

Crenuduyna KOMyHHUKAllMOHA BPEIHOCT CHHMMaka 3alelexe-
HUX Ha IUIoYaMa OCTBapHBaHa jeé U M3BOHECHEM TEKCTOBA KOJU M-
PEeKTHO pedepupajy Ha aKTyelTHH HICONOIMIKO-IIOJIUTHYKH KOHTEKCT.
OBakBuM moctyniuma nocebHo je 6uo ckion Ilepynosuh. Y [la-

18 ToBoOpHM 5kaHPOBM (MOHONO3H, JHjaNO3H, CKEIEBH M CII.) OMIN Cy CHOPaANIHO 3a-
CTYIUBCHH U Ha IIJI0YaMa M3 OBOT [IEPHOJa ca CHUMI[MMA My3HKe KOja MpHIaga Apyrum
skaHpoBuMa (yn. GoleZ Kauci¢ 2014: 202-204).

19 Oprorpadcko pememe Koje cyrepuiIe Moy Ha CTHXOBE PE3yITaT je HHTepIpeTIHje
AyTOPKH MPHJIOTA.
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wipuouickom toxnuuy u casgjeiry Cpouma, Xpsaimuma u Cnosenyuma
(mpuitor 4) akTUBHMpa Ce apXeTUIICKa MpeAcTaBa O Tyclapy Kao uy-
Bapy MHUTCKE IPOLUIOCTH 3aje[HAULIC, & Ta MPOLLIOCT ce (opmupa y
CKJIajly ca O(ULM]EITHOM HICONOTH]OM JyroCIOBEHCTBA (AaKLEHTY]e ce
3aj€IHIYKO TIOPEKIIO jY>KHOCIOBEHCKUX Hapojia, CTBApar-e KpameBu-
He CXC BuIu ce Kao HOBa ,,Tayka MoYeTka”, a Bpeme umely Tux Ta-
yaka OMBa KOMIIPIMOBAHO, 03HAYEHO Kao J100a POICTBA U HAMETHYTE
Hecyore). [lepynoBuh je xuneprpodupane koHTEKCTyaHe Gopmye,
HacTaJle Ha CTPYKTYPHOM MOJEIY TPaJUIMOHAIHOT TpUIleBa, Mpe-
CTaBJba0o Kao caMOCTalIHy GopMy — iokiuy (0 OBAKBHUM CTPYKTypama
Buie y: bophesuh benuh 20126). Bynyhu na ce ananorne ¢opme cBe
yemhe perncTpyjy y 3alncuMa ercKuX XPOHHKA U3 OBOT IEPHOJA,
Moryhe je npouec carneaTi Kao MOCTyIHY NPOGUIN3aLKjy U JICTH-
TUMU3AIU]y CTUIN30BAaHOT XUNIEPTPO(UPAHOT MpUIieBa (CIOJballlbE,
KOHTEKCTyasHe (popMysie) Kao HOBOT ryciapckor xaHpa. CHUMIbEHH
oKINY bpaiu je muo Koje gjepe buo (MpUIIOT 3) MOJCIIOBaH je& Tpaau-
[IUOHAJTHUM HU3aHEM CEHTEHIIMO3HUX UCKa3a, ajli Cy OHU HCIYHCHH
UJCOJIOIIKY AHTaKOBAHUM CafpKajeM. ATCOIyTu3aluja TeBayeBe
MEPCIIeKTUBE aKTUBUPA U MPEACTaBy O T'yclapy Kao ,,riacy Hapoaa”
U ,,HApOIHOM yuuTespy”’, mTo ce y IlepyHoBuheBom citydajy moxe
JIOBECTH y BE3y ca eJeMeHTHMa ayToouorpaduje (o mpodecuju je
ono yuurtesb; Bume y Jloopuuanun 2001). KoMIiekCHOCT HberoBor
T'YCJIapCKOT UINOJIEKTa, 00pa30BaHOT Kpo3 OpojHa 1 pa3HOBPCHA MYJI-
TUKYJTypajHa UCKYCTBa, ,,ylHcala ce”’ y CHUMKE Ha Iioyama Ha pas-
JUYUTUM HUBOMMA. EbeH je3nuku mokasaress je ajaTepHalnja eKaBCKUX
1 UJEKaBCKUX OOJMKA: 3a60.benu, ysjeiia, becjeou, hesojka/djesojka,
anu u dponehie. Ha HUBOY CTPYKTYPHO-CEMAHTHUYKHX OJIMKA TEKCTA
perucIpyje ce yKpliTambe TPajUIHOHAIHUX CICKUX (OpMyla  ca-
Ip>Kaja U3 AOMEHa HEroBOT MHAMBHIYaTHOT UCKYCTBA, yKJLyqnyhH
u o0pa3oBame (0 OBOj OCOOMHH ,,lTyYKe KEMKEBHOCTH B. Zecevic
1978), o uemy, Ha IpuMep, cBemoue cTUXoBH: Q0 kako cmo Ha bankan
upujewinu |V iiewiome u weciiom sujexy, / s cnosencke sajeonuye
cuiape, | Ko wpu 2pane ca jeonoa cuiabna... icra 0co0MHa JIATCHT-
HO je npucyTHa u y IlepyHoBuheBOM cacBUM KapaKTEpUCTUYHOM BO-
KaJHOM u3pasy. tberoso ce ¢popmupame Moxe OBE3aTH ca yTHUIlajeM
EKCTIIPECUBHUX €JIeMEeHaTa BOKAJIHUX H3pa3a APYrux (oikiopHux
’KaHpPOBA ca JAMHAPCKOT Mojpydyja (MOMYT ZpoKidanuya, po3zanuyd,
ojkaua, yn. www.youtube.com/watch?v=zQhSofthcUs), anu u ca ma-
HUpUMa BOKaJTHOT u3BohamiTBa y chepu yMEeTHHUKE MY3HKe (IOMyT
benxanio ctuia, yn. www.youtube.com/watch?v=0TMTOt2FJx0).
CHUMIIM Ha TPBUM rpaMO()OHCKUM TI0YaMa CBEOYAHCTBO CY
eTare KajJa je ercKka Tpajuuyja Ouna joul yBeK CHaXKHO o0elexKeHa
KpearuBHolhy ryciapa y o6e AMMCH3H]e: HAKO Ce y BEpOAIHO] Pert-
CTpyje omnajame 3Hayaja pe-Kpeupama TeKCTa y TPEHYTKY U3Bohema
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(ToMUHaIKMjOM TIecama M3 ITaMITaHUX 30MPKH), MPUMETHO je Ja U
IbUXOBO M3BOhEE O/IINKY]je pajl ca TeKCTOM — HEMa ,,JIOCIIOBHE pe-
MpoayKIKje” mramMmnaHor 3anuca. CHUMIIM CBEIOYE U O €KCIaH3UjH
PUMOBAHOT JieceTeplia, ITO MMOKa3yjy He caMO HOBHM TEKCTOBU Beh
W Ha4MH IpeoOJIMKOBama ,,HacieheHnx” cTuxoBa y kojuma ce oceha
(hpeKBEeHTHH]j€ MPHUCYCTBO MapesieHe 1/ Win JeoHnHCKe pume (Omep
momue, Mepuma ojesojka — Omep momue, Mepuma djesojue; Jbe-
ilom Daitiom nosoca cepoapa — Jbeiiom Paiuom Auinacuha snaiuom;
Huje 6nazo nu cpebpo nu 3naivo,/ éeh je bnaco wino je cpyy opazo
— Huje 3naiuo nu cpebpo nu 31aino,/ éeh je bnazo wito je cpyy opa-
20). Konauno, puma OMTHO oOenexaBa U UMIIPOBU30BaHE (DHMHAIIHE
bopmyne (Hemojiue ce oupaiu ilo mupasy, / Beh iio uuciuy cpyy u
obpasy...). Pactyha QpeKBEHTHOCT puMe yTHL@NA je U HA My3HYKY
quMeH31jy. OBUM CTUJICKMM MOCTYIIKOM IIPOMOBHCAaHA BayKHOCT I10-
CIIEJIIbET CJIOTa CTHXa €ITUMHUHHILE M3 MPAKCe apXauyHEe eJIeMEHTE
n3pasa, Koju cy uManu (PyHKIH]y 3aMarjbhuBama YHYTpallbUX KOH-
CTPYKTUBHUX TpaHuUla ,,[yTambeM WIH ,JIOHUPAKEM 3aBPLIHUX
cnoroBa (Bumie y: Jlajuh Muxajnosuh 20140), y KOPUCT HHUXOBOT
JacHOT apTUKYJHUCamba, 11a U UCTHULIAbA.

C 0063upom Ha TO Ja Tio4e Ha 78 o/M HUCY yIIUIe Y JOMEH Ma-
COBHE IPOHM3BOJHE U KOH3YMALHje, HU HBUXOBE CHECQUIHC OIJIMKE
Kao MeIyjyMa HUCY 3Ha4ajHHUje YTHIAJIC Ha My3HYKy AMMCH3H]Y Ha
HUBOY MMIIPOBHU3AIMj€ KAO0 OCHOBHOI OOJMKOTBOPHOT MPHUHIUIIA.
Haume, nako peraTHBHO KpaTKOr Tpajamba, HyMepe Ha II0YaMa Tpe-
BACXOJIHO Cy OHIIC CTHIICKH Y30PH, & HE ,,MeNI0A1jcKH Mozenu”. OcuM
TOra, Cpa3MepHO BEJIMKHU YTHUIIA) Tycliapa KOju Cy CHUMIIIU IUIoYe Ha
ryciape-caBpemenuke, nocebno IlepyHosuha, BepoBaTHO je camo
JIEJIOM OCTBApEH IMPEKO I1JI04a, a y 3Ha4ajH1]0] MepU TUPEKTHUM KOH-
TaKTHMa ca MAaCOBHOM ITyOJIMKOM Ha KOHLIEPTHUM TypHEjama IIUpOM
JY’)KHOCJIOBEHCKe TepuTopHje. Tako ce edekar HOBOT Menujyma (I110-
4a) MoBe3yje ca APyroM MHOBAIIMjOM Ha IMOJbY jaBHE MPE3CHTAIIH]e
TPaJAULIMOHAIIHE YMETHOCTH — OPraHU30BakbEM CLIEHCKHUX, OJHOCHO
KOHILIEPTHHUX M3BOlema, Ka0 00IMKOM MPEAy3eTHUIITBA Y KYITYPH.

Cynehu mpema cHUMIIMMA Ha TUIOYaMa Kao pernpe3eHTHMa Ha-
YiHA ,,0My3UKaJblUBamba’ ENCKOI TeKCTa MCTAKHYTHX IOjeMHala,
TOK MPOMEHA Y TPAJUIN]U TYCIAPCKUX U3BOlEHmha eruKe MPerno3Haje
Cce Kao €BOJYTHBHM: YaK M KOJ MHOBATUBHO OPHJEHTHCAHHX, IO-
nyT IlepynoBuha n BykoBuha, nomuHupa cpazMepHO KOHJIEH30Ba-
HO CaoIITaBambe, MUHUMAJIHU HUHTEPIYIUjyMU — ,,lIPOCBUpaBama”
n3mehy cTuxoBa, ¥ CHUIAOUYHOCT — OJHOC ,,cJIOT : TOH . CKJIOHOCT
Ka apTHCTHYKOM u3pasy, Hajjada ko IlepyHosuha, 3anpxasa ce Ha
,»,pyooBHMa” neppopmaHca — y OKBUpHUMa €KCKJIaMallija 1 3aBPIIHUX
dbopmyia. Behuna Hymepa 3a0enexeHuX Ha Tuiodama oJipakaBa CTHII
»[IPUPOJTHOT”’ PEUUTATUBA Y PETUCTPY U 00j1 HEPOPCHUPAHOT MYIIIKOT
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mraca. OHOC I1aca W Trycajla MaXxoM OJiroBapa WICju MHCTPYMEH-
TaJHOT MaCKUpama riiaca, MpeTe)XHO YHUCOHOT, a CaMO CIIOPaIHIHO
xetepodoHor cazBydyja. MctuHa je ma (J1omr) KBaauTET MpeCHUMAaKa
ILI0Ya U3 OBOT NIEPHO/A OTEXKABA [I0Y3/aH yBUJL y TOHCKE CTPYKTYPE,
aJI TIPEOBJIa/IaBa YTUCAK J1a j€ HETEMIIEPOBAHOCT EJIEMEHT KOjeM CY,
Kao Crienn(pUIHOM KBAIUTETY, OCTAJIN BEPHU U Cpa3MepHO npodecu-
OHAJIM30BaHU HOCHOIIH I'yCIIapCKe MPaKce 0 KOjuMa je ped.

3aspwna pazmaiuparea

Y 3aBpLIHOM OCBPTY Ha MPOAYKLK]Y I'yCIapCKuX IUIoYa y mp-
BOj ToJIOBMHM XX Beka Moxke ce pehu aa je oBaj, y TOM MEpUOTY
HOBU ME/MjyM, UCTOBPEMCHO TPAIMLHU]y PENPE3CHTOBAO M HA by
yTuuao. Kao wiro je Ha npumepy reparma y3 ryciie youeHO, OKOCHHLE
pernpe3eHToBamba TpaIullije Cy, TOpe]] caMuX ryciapa, kao seh npu-
3HATHX YMETHHKA y OBOM TPaIUIIMOHAIHOM aHPY, H CAMOT aKyc-
THUYKOT M3BOpA (IV1aca y3 MpaTlky Trycania), YMHWINA TPaJAUIIUOHATHA
TEKCTOBH, ajli Cy MOAM(HKAL]je/MHOBALM]e NPENO3HATIBUBE KaKO
Ha Pa3INYMTAM HUBOUMA BEPOAIIHOT CalpiKaja TaKo U Ha HUBOY My-
3u4Ke nHTepnperanuje. Ilnoue cy, HeCyMIBHBO, IONPUHENIE jaCHH]jeM
paszBajamy yiora nu3Bohaua u myOiIHMKe y OHOCY Ha TpaJUIIMOHATHE
KOMYHUKAI[MOHE CHUTyalldje KOje je KapakTepucala IMOJUIEHTPHY-
HOCT — MOTYhHOCT CMeHBamba CBUX MPUCYTHUX HA MECTYy W3BOhaua
(Bumre y: ‘Bophesuh benuh 2012a; JTajuh Muxajnosuh 2014a). Y Tom
CMUCITy MOXKE C€ TOBOPUTH M O yJIO3H OBOT MEIHjyMa y Tpodecro-
HAJIM30Bamy TeBama y3 rycie u, Hajabe, GopMupamy ,,ryCIapcKux
3Be3qa”, Kao U, ca Apyre CTpaHe, ,,HaCI/IBI/ISI/IpaH)y” myOJIMKE ¥ FheHOM
NOCTYITHOM IIPETBapaby y ,,KOH3yMEHTe” ryciapeke yMmerHocTd. Ha-
Jlajbe, Kaja je o TYCIapCKUM IpaMO(pOHCKMM IuIoYama ped, Beoma
j€ BaXHO MMaTH y BUJY BHIIECTPYKOCT TPaH3UIIHMje U TpaHChopMa-
Mje enuKe, o] U3MEIITakba Ha HOBH MeaH] (KOpak Jajbe O ,,KEbH-
ra 3a Hapox’), 10 MPOCTOPHO-BPEMEHCKOT ,,ITyToBama’ (pukcupa-
HOT M3BOheHa, KOje MoApasyMeBa MOCPEI0BaHy KBa3sHMHTEPAKLI]Y
(Thompson 1995) 1 MOHOBJFUBOCT (KJIACHYHA, JTH jOIII YBEK MHCITU-
paTMBHA JIMCTHHKIKM]ja U3MEDy TUIIOBA KOMYHULMPAbha U PELENLMje
(hosikopa npeznnoxkena je u auckyrosana y: Yucros 2005). U3 e nep-
CIIEKTHBE yo4aBa Ce Jla Cy IpBe IUIOUEe OAWTpale 3HAYajHy YIOTYy Y
OTICTajary TPaTUIIMje eTICKOT TeBama y3 rycie, nocpenyjyhu y me-
HOM IIPOMOBHCAmY y TPAJICKUM CpearHama U Mel)y Taganmom Kyit-
TYPHOM enToM. KOHa49HO, THM IIyTeM Cy [ONpPHHENEe OCHAXKUBAkY
0BE TPA/MLUje Y UCTOPU]CKOM IEPUOAY KOJH j& KPO3 MOCTYTIHY JIe-
3UHTETpalrjy CUCTEMA TPaIUI]CKe KyIType TOHeo ,,Kpu3y BehuHe
JI0 Ta/1a aKTYeJIHUX KJIACHYHHUX (POITKIOPHUX KAHPOBA.
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OcumM 1mITO je, nakie, moTBpheH 3Ha4aj mpoydaBama 1mioda Kao
W3BOpa Y UCTPaXHBAkUMa TUHAMUKE TPAIUIHje, OBOM IPUIUKOM
j€ yKa3aHO W Ha FHHXOBY BKHOCT 3a JUCHHUIUTMHAPHO Pa3THUYUTO
opujeHTHCaHe aHam3e (YKJbYuyjyhu u cTyauje KyaType y HajiupeM
cmuciy). [IpoydaBame mioda Moke OUTH TUIOJOTBOPHO HE Camo 3a
€THOMY3HUKOJIOIIKA UCTPaKHBama (IITO Ce MOIpa3yMeBa 10 OCHOBY
crnienu(UIHEe BPEAHOCTH KOjy HOCAY 3ByKa UMa 3a OBY JHCIHUIUINHY ),
Beh u 3a mosbe (punosnomnike) GOIKIOPUCTHKE / HAPOIAHE KHHIKEB-
HOCTH, OJJHOCHO 32 WHTEPIUCIHMILIMHAPHA HCTPAKUBAHA, KaKBO je
OBOM TIPHIIUKOM CIIPOBE/ICHO.

Mpumep 1. Hociuanax Lpue I'ope

Ojutomak u3 necme ,,ITocranak Lpue ['ope” (b. Paguuesnh)
I'ycnap: Ietap [Mepysosuh Ilepyn
3amuc: Jlanka Jlajuh Muxajinosuh
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IMPMJIO3HU

Ipuaor 1. [Tomanu o uiouama Ha 78 0/M ca CHUMITIMaA
neBama y3 ryclie

Brnagumup 3umomuh (7-?)

Grammophon, 1908. (?)

C. 19473 Ilpuiijes; 19474 boj na Ilpecjexu y /{yeu (1862. éo-
Ooune)

[Terap IlepynoBuh Ilepyn (1880-1952)

Gramophone concert record, caumano BepoBaTHo 1911. wim
1912. ronune y beorpany

14-12019 Guslarev poklic; 14-12020 Stari Vujadin

Marsh Laboratories, Inc., Srpske gusle, caumano 1927. ronune
y Yukary

4571 Patriotske pjesme Jugoslavenima; 4572 Narodne Saljive
pjesme;

4573 Omer i Mejrima, ljubavna narodna pjesma; 4574 Ustanak
na Dabhije. Srpska Junacka pjesma;

5668 Vojevanje za oslobodjenje i ujedinjenje jugoslavensko;

5669 Patriotski poklic i savjet Srbima, Hrvatima i Slovencima,

5570 Postanak Crne Gore. Pjesma od Branka Radicevica; [?]
Tuzbalica sestre Batriceve.

Jespem Ymhymuh (1890-1929)

Odeon, caumano 1927. ronune y beorpany

A 192512 Ilpuijes cycrapa; A 192512 Cmpiu yapa /[ywana

A 192529 Ilpouaciu cpiickoé yapcuisa; A 192529 Cmpiu majre
Jyeosuha;

A 192549 Cnasy cnasu cpiicku kues Jlazape; A 192549 Murow
VX0O0U tYpPCKY 80jCKY;

A 192530 Kocosxka djesojra; A 192530 boj na Muwapy

Nnuja Bykosuh (1906-1941)

Edison Bell Penkala LTD. Zagreb, Z 2002, cHumaHo BepoBaT-
Ho 1931. unu 1932. ronuse.

7 1814 Moravka djevojka; Z. 1816-15 Stari Vujadin
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IIpuaor 2. Ynopenuu tekctoBu Bykose Bapujante Cupiu Omepa
u Mepume n IlepynoBuheBor n3Bohema

JIBoje cy ce 3aMMIMIIN MJTaJInX:
Owmep momue, Mepuma JijeBojka,

VY nposbehe kan uMm 11Bjera 1Bujehe,
Kan M 1iBjeta 3ymMOMI U1 kaparQu;
VYna3u ux jezHa Mana cTpaxa,
Mauna crpaxxa OmepoBa Majka,

[Ta 6ecjenn OmepoBa mMajka:
»Munu cune, Omep, MoMue Miaa0!
Tu He 15y0u Mepume njeBojke!
Jbermom he Te oxeHUTH MajKa,
Jbenom ®arom HOBoOra cepaapa;
Jep je ®ara ox poxna Gorara,

U tebe he mornomohu 6marom.”
Ax’ 6ecjen Omep MOMYE MITATIO:
»LIpohu Me ce, Moja MuIa Majko!
Huje Gmaro HE cpedpo HE 37aTo,
Beh je 6maro mrro je cpiry aparo...”

IloyeTHHN CTUXOBU IIeCMe

Cwmpia Omepa u Mepume,
Byk 1, 34

214

Aj, 1Boje cy ce 3aBOJbEITH MITAJIH,
VY mponehe kan mm 1iBeTa 1ehe,
Kan um 1iBjera 3ymMOyn u kapanpw,
Owmep momue, Mepuma 1ijeBojue.
Omasy ux jesHa cTpaxka Maia,
Mana ctpaka, OMepoBa Majka,
[Ta 6ecjenn OmepoBa mMajka:

,,0, Omepe, M0j jeMHN CHHE,

Tu e 1yOu Mejpumy heBojky,
Jep je Mejpa pona cupotHOTa
Koja Hema rpoma y Mupasy,
Bossom he Te oxxeHnTH MajKa,
Jbermom ®@arom Amitarnha 31aToMm,
Jep je ®ara ox pona Oorara,

ITa he Te6e normomohu 3maTom.”
Axn G6ecjenn Omep, MOMYE MITAJIO:
”0j, He Jyayj MOja MIJIa MajKo,
Huje 3mato Hu cpedpo HU 31aTo,
Beh je 6maro miro je cpiy aparo.”
Oj, mouyjTe MOMIIM U JjeBOjKE,
Hewmojte ce 6upar 1o mupasy,
Beh mo gucry cpy u 06pasy.

Oj, ox MeHa BaM IjecMa ca rycaia,
A on bora Becesba 1 31paBibal

Omep u Mejpuma

WzBohau: I1. [Tepyrnosuh Ilepyn
Tpanckpunmuja TeKcTa: ayTopKe
CTyamje
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Ipuaor 3. TpaauunoHanHu TycIapcKy MPUIEB 3aCHOBAaH Ha
HU3alkby CEHTEHLIMO3HUX Hckasa u [lepyHnoBuhes ioxnuu

Cran’te, 6paho, ma ce mociymramo,
Ja 1o jegHy mjecMy 3artjeBamo.
JlacHO TH je TjaHy 3aI1jeBaTH,

U sxanocHOj MajI 3aKyKaTH,

A Oyaiy xKeHy ylIapuTy,

MitagoM MOMKY TIOJBYOHUT )eBojKy.
JlacHo 3ety y myHuLe nohu,

U nyHumy nosbyouTH pyKY,

W'y pyuu nyKar OCTaBHTH.

Temko Hama Oe3 pyjHOTa BUHA,
Temko ByKy Kora THIIE XpaHe,

A jyHaky Kora XeHe OpaHe,
Temko NMyIIy y CTpaniuBoj pyuy,
A hepaaHy Ha KajbaBy BpaTy,

A mycrahy Ha 6anaBy crapiry.

[a can 9yjTe 1a BU mMjecMy KaXeM...

3anuc u3 okojimHe ["anka
(TEM 1, 103)

Aj, 31a BpeMeHa HeMa Oe3 CHHjera,
Hut y Hapon rphera 6mspera,

Ho Opat Opara cBora kan m3naje,
A Tyhuny 3a 61aro nponaje
Croxxna 6paha kperocrt je u cHara,
A HECIIOXXHA OPYXKje CIIOMIBEHO.
0j, nouyjre Cpobu u XpBaru

[...]

He nupajre y momreme Tyhe,
[Ta3’Te mobpo kama pujed aare,
Kan pekHere 1a He IOpEKHeTe.
Konor Bexe KOme U BOJIOBE,

A 1monITeHa pujed BUTE30Be.

Oj, He UTajTe KOj Ce KaKO KPCTH,
Beh koja My kpBIa rpuje mpcu.

Aj, Opar je Muo koje Bjepe Ono.

bpaiu je muo koje sjepe 6uo

Aytop u u3Bohau: I1. [TepynoBuh
Ilepyn
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Mpwuaor 4. [Terap Ilepynosuh Ilepyn, [latupuoiucku ioxiuy u

casjeis Cpouma, Xpeauiuma u Cnosenyuma

Aj, Cpbu, 6paho, Xpearu, CiioBeHIH,
Op cTapuHe jefiHe MajKe CUHIIH,
Jenne xpBy, jenHOTA je3UKa,

O CIIOBEHCKOT pojia INIEMEHHTA,
On xako cMo Ha bankan npujenuiu
VY neToMe ¥ MIECTOM BHjEKY,

W3 cioBeHcke 3ajeHULIE cTape,
Ko tpu rpane ca jeqHora cra0na,
CrnoBeHckora cTabia BeJIMKora,
300r Hecore 4eCcTo IPoNanacMo,
300r Hecore ayro pooboBacMo
Iox Typunma u ox AycTpHjoM.
OHu cy HacC MpXHOM 3aBahaiu,

W nynry Ham CIIOBEHCKY TpOBain
Ja Opat Opata He 3aBOJIH CBOTa,
O], Ha 60jHA HAC TI0JbA OTIIPABIHAIIH.
Hewma Opary Opara ciioBeHcKora,
Ho 6par Gpara yia noryou cBora,
Ja Hac Mupe, OHH JIa ce IIHpe

A bor nmaze [...]

Carpujecmo Typke, 3Muje cTape,
U orpoBHy 3MHjy AycTpHjy,

O], mogurocmo JyrociaoBeHujy,
Kpamesuny Jyxunje CroBeHa
Crnogenara, Cp6a u XpBara,
Jenny kyhy na npumu tpu Opara,
A nox kpyHom Kapahophesuha,
Taxo cama 60Jb€ HO MKaA.

Aj, np>kM0 OpaTCTBO, CJIOTY U JEAMHCTBO

W mmmpumMo MEp U MPHjaTesbCTBo,
W mMupuMo 10TO CE 3aBaMIIO,
HcnpaBumo mTo ce UCKpUBUIIO,
Jla He OuBa HU TaMO HH aMo,

Ja ce He OU jeIMHCTBO CPYIIHIIO,
U crapo ce porcTBo NOBPaTHIIO.
Aj, Cpbu, 6paho, Xpsaru, CrioBeHIH,
He mienajre ko ce kako KpCTH,
Beh koja My kpBua rpuje npcu,
Bpar je muo koje Bjepe 6o,

[...] ma mo Mapubopa,

Opn JlynaBa o nnaBa Jaapana,
Aj], jenaH Hapon ¥ jeJHa ApKapal

Aytop u u3Bohau: I1. [Tepynosuh [lepyn
TpaHckpuIILUja TEKCTa: ayTOPKE CTyAUje
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pwuaor 5. hoj na Muwapy y nzBohewmy JeBpema Yirhymimha

ITonehena aBa BpaHa raBpaHa,
On Mumapa, noJjba HHPOKOra.
[pespeheme bocHy BanoBuTy,
Mo nBoposa Kynun-kaneraHa.
Yekana nx Kynunosa kana,

ITa Tu cama [oHa mporoBapa]:
[...]

Kan 6ujecte on mospa Mrmmapa,
Bubecrte nu aBHje CHITHE BOjCKeE,
[...] mpumoOwmIH,

Bubecre nm Mmora rocrionapa,
Kan he mohwn, na ce memy Hagam?”
Oj, roBope 110 J1Ba BpaHa IpHa:
”Panu 6ucmo n00pe kaszar |[...],
A HehieMo, HO Kako je OmITo.
JBHje cy ce Bojcke yaapuie,
Mely wuma nama ox [Mhomal,
Mel) [CpbOujom cunan Kapahophe].
[Moru6e T mama ox [Mhomral,
[Tory6wu ra cuman Kapahophe,
[Toru6e tTu Kynun-kanerane,
ITory6u ra Myrane Jlazape,
[Moru6e T [lepBeHT-KamneraHe,
[ory6u ra Uynmhy Crojane,
IToru6e tn [...],

[Tory6u ra Jlazapesuh Jlyka.
Hurtn une Kynun-kanerane,
Hutn nne, autu My ce Haziaj,
Panu cvHa nax IUJbU Ha BOJCKY,
0j, Cpbuja ce ymuputu Hehe,
Hoxk [...]!”

TpaHCKpHUIIIHja TEKCTa: ayTOPKE CTYIHje
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SINGING WITH GUSLE ACCOMPANIMENT AND THE MUSIC
INDUSTRY: THE FIRST GRAMOPHONE RECORDS OF
GUSLE PLAYERS® PERFORMANCES (1908-1931/2)

(Summary)

The gramophone record industry had developed in the Yugoslav region from
the beginning of the 20" century. The paper is based on an analysis of the corpus
of 78 rpm records of singing with gusle accompaniment, which were produced
between 1908 and 1932. Available recordings highlight the issue of representing
both the epic and the gusle playing tradition in this media format and its relation-
ship with “unmediated” live gusle playing practice. Therefore the authors opted
to analyze gramophone records as both a text in culture and an actor in tradition.

After introductory theoretical and methodological remarks, the authors offer a
brief description of the historical, political and socio-cultural context that emphasized
epic singing with gusle accompaniment as a representative traditional genre in this
area. For that reason it was noteworthy for both western and local production com-
panies which made recordings in the Balkans (Deutsche Grammophon Gesellschaft
mbH., Odeon Records, Marsh Laboratories, Inc., Edison Bell Penkala Ltd.).

Analysis of the recordings is focused on examination of the way in which gusle
players responded to different requirements of the new media (e.g. the insufficient
capacity of a record itself compared to the usual duration of a performance; the reduc-
tion of a complex form of artistic communication to an oral, auditory message, while
additional forms of non-verbal communication are excluded). Through discussion of
the treatment of verbal and musical components of the recorded performances it has
been shown that tradition was simultaneously exemplified and reshaped by this new
medium. In addition to the guslars themselves, being already recognized artists in this
traditional genre and the acoustic source (the voice accompanied by the gusle), the
representative base of the epic tradition comprised traditional (poetic) texts, although
modifications / innovations are recognizable at different levels of verbal content, as
well as on the level of music interpretation. On these bases, it is possible to talk about
the contribution of new media to the professionalization of guslars’ practice and the
creation of “stars” among them on the one hand, and the progressive transformation
of once-active audience members (in the sense of potentially exchangeable performer
/ listener positions) into passive buyers and consumers, on the other. It is noted that
these, first gramophone records of guslars had a great role in and impact on the sur-
vival of the epic singing tradition, brokering its promotion in urban areas and among
the “cultural elite”. Finally, in this way they contributed to the strengthening of this
tradition in a historical period that brought disintegration of the system of traditional
culture and “crisis” of the most of the current classic folklore genres.

Ipumibeno 18. pedpyapa 2016.

IIpuxBaheno 3a mrammy 24. maja 2016.
OpHrHHaIHU Hay4YHH Paj
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Music as Intersubjectivity —
A Problematic for the Sociology of the Arts!

Mikko Lagerspetz?
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Abstract

Music has the power of establishing a sense of personal closeness and of confirming
the existence of a meaningful reality. This is because it creates, or imitates a face-to-
face situation in which participants experience the same events during shared time.
Face-to-face interaction is the primary means by which humans are able to conduct a
“reality check” in the face of chaos, sense of meaninglessness and unreality. However,
this interaction is basically “about nothing”; in this sense, it is an instance of “pure
sociality”. Musical phenomena are semiotic in nature only insofar as they do not
stand for themselves, but for something else. When describing social facts and social
practices, we are heavily dependent on words and concepts. At the same time, the arts
do, by definition, endeavour to bring about experiences that are untranslatable to any
other form of expression. Arts sociologists’ answer to this dilemma has most often
been to turn away from the arts themselves and to concentrate instead on the social
fields and activities that surround them. This essay suggests a perspective of music
as interaction creating an intersubjectively shared experience. At the same time, it is
admitted that music, similarly to any other kind of interaction, can also fail in this, or
be used deliberately for exclusion. This essay invites discussion on possible uses of
this perspective in sociological and cultural research.

Keywords
Music, face-to-face interaction, Schiitz, intersubjectivity, Sociology of the Arts

A person with whom I was close once recollected painful
experiences and moral dilemmas of his youth. As many other people
have done, he had felt confronted by what, as Camus puts it in The
Myth of Sisyphus, is the only “truly serious philosophical problem”
(Camus, 1991 (1942): 3). In a distressed state of mood, it happened
that he attended a symphony concert where some of Ludwig van
Beethoven’s works were played. After the concert he concluded that
as long as it was possible to go and listen to Beethoven’s music, he
would never commit suicide.
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Camus (Ibid: 6) explains suicide with a sudden, possibly intu-
itive insight into the ridiculousness and emptiness of the routine we
call life; of the lack of meaning of our sufferings and everyday activ-
ities. “[I]n a universe suddenly divested of illusions and lights, man
feels an alien, a stranger.”

What happened at that concert? Or, put in another way, through
which means is a musical experience, in this case the experience of
listening to Beethoven’s music, able to restore reliance on the existence
of a meaningful universe? In the present attempt to find answers, I will
discuss performing and listening to music as reality maintenance, as
practices that confirm our feeling of being in touch with a reality that
has a meaningful structure. Drawing on the insights of phenomenolog-
ical and constructionist sociology, I will further argue that the reality
maintaining function of an experience is due to its embeddedness in
social interaction — the intersubjective nature of that experience affirms
the individual’s connection with a humanity that shares his own af-
fections, concerns, delights, joys and sorrows. I am certainly not the
first to say that, for instance, musical experience can have this quality.
Having said that music is a type of social interaction, be it also said that
it is of a specific type: It is not carried out with the help of a language,
in the sense that it is not dependent on the use of symbols. A musical
gesture of course may, but does not need to refer to anything outside
the music itself. The existence of interaction and sociality outside the
realm of symbols poses a problem both to sociological and other re-
search on arts. A discussion of why it has often been overlooked, and
the challenges it implies for the sociology of the arts, will be proposed.

The music I will more specifically refer to in this essay belongs
to a tradition I feel confident enough to discuss — Western concert mu-
sic of the last two or three centuries. This neither implies that other
traditions or styles would not deserve attention, nor that I would not
think that what I am saying about music does, at least to some extent,
apply to them. A question I cannot answer here is in exactly what ways
the ideas of this essay are applicable to music cultures in which the
relationship between the musical event and the participants is radically
different from that of the early to late modern Western culture. The lat-
ter is the chief point of departure of the present discussion; to explore
its wider applicability remains the task of musical anthropology.

1. The Musical Experience as Reality Maintenance

The existential anxiety described by Camus is echoed by the
centrality that phenomenological and constructionist sociologists at-
tribute to a strain between our constructions of reality and the chaos
of a reality void of inherent meaning. “A// social reality is precarious.
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All societies are constructions in the face of chaos” (Berger & Luck-
mann 1991 (1966): 21). As I see it, this statement should not be seen
as a factual one: Of course, many of the ideas and social relations
we cherish are remarkably robust, able to be maintained over long
periods of time, through critical situations of various kinds. Instead,
it is a methodological statement, intended to highlight the various
practices we use in order to secure the mutual predictability of action
by people we are in contact with. According to this line of thought,
societies, culture and any social interaction are possible because we
bestow our environment and actions with meaning, simultaneously
convinced that our understanding of it is similar to that of our fellow
human beings. In ordinary circumstances, our constructions of reality
do not appear problematic. There are, however, situations in which
they become radically challenged. We can recall marginal situations
created by dreams, artistic experiences, philosophical or religious
meditation, or by contacts with death, that call into question the real-
ity and meaning of what we call real.

Faced with challenges of this kind, society responds with what
Berger and Luckmann call symbolic universes: meta-level constructions
of reality that are able to contain and order all conceivable realities, and
to explain or dismiss experiences that divert from the meanings jointly
agreed upon. The symbolic universe has the powerful nomic function of
putting “everything in its right place” again (Ibid: 116).

In music (and poetry), one of the most masterful and famous
examples of a fight between a marginal experience and its interpreta-
tion from the point of view of everyday reality is found in Schubert’s
(2005 (1821)) Lied of Johann Wolfgang von Goethe’s poem, The Al-
der King. It depicts a father’s ride through a night landscape with his
fever-ridden son. During the ride, the boy hears first the seducing,
then the threatening calls of a mythlcal Alder King, or the King of the
Elves. The father repeatedly calms his son, dismissing his visions of
the Alder King as the wind through dried leaves the view of ancient
willows, or, as in the example below, a foggy strain. In the end, the
father reaches their destination, a farmstead, but the boy is no longer
alive. Among the challenges of the singer is to impersonate four char-
acters: The narrator, the father, the son, and the Alder King.

The boy’s cries of anguish grow more and more dissonant and
the tonality becomes ambiguous, but the father always — except the
last time — gives a reassuring answer while the accompaniment again
establishes the main tonality. In measures 44—46 of the example, the
tonality progresses from C minor to B b minor, but the passage from
measures 51 to 53 again could be either in minor or major — until
the major third is introduced in measure 54. After that, a perfect ca-
dence in measures 5558 confirms that we have indeed returned to
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the Lied’s main tonality. For the composer, the performers, and the
listeners, the cadence’s progression from and back to the tonic chord
through the subdominant and dominant corresponds to the poet’s re-
ality of explicable natural phenomena. It is a return to the natural
order of things — and to what is beautiful (cf. Wittgenstein 1979: 29).3

Example 1. The Alder King (excerpt)
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Schubert’s Lied is tonal, despite the tensions he introduces;
consequently, a solution of those tensions by means of a return to the
main tonality is what the listener expects. Moreover, this was what
Western listeners to any piece of music in Schubert’s lifetime would
have expected, and what they most often do expect even today. For
most of us, a return to the original form of a 12-tone row after a
Krebsgang would not have the same effect.

For the record, I am not claiming any “natural” status for the
tonalities preferred by West European professional musicians from
the 17" to the early 20™ centuries. On the contrary, the tempered
scale’s equalling of 12 fifths with 7 octaves involves a conscious and

3 ”When people find a flower or an animal ugly, they always have the feeling that they
are artificial products. ‘It looks like...’, they say. This sheds some light on the meaning
of the words ‘ugly’ and ‘beautiful’.”
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carefully calculated deviation from natural harmonics.* However,
for those of us socialized within that tonal system, it gives us the
reassurance of being situated “in the most real world possible”, much
in the same way as any trivial and predictable things in our everyday
life (such as weather reports and help-wanted ads in a morning paper)
(Berger & Luckmann 1991 (1966): 116).

The feeling of predictability in music is of course supported by
numerous other things besides tonality —the dynamics, the length of the
phrases, or for an alert and knowledgeable listener, such recognizable
structures as the classical sonata form. A skilful composer is able to
create a strain between familiar and unexpected elements, first leading
us to emotional arousal, suspense and uncertainty by frustrating our
expectations, and then to an emotional release by a return to the
expected (Meyer 1970 (1956): 28). When performing or listening to
such passages, not only do we feel satisfaction when recognizing the
final return to familiar domains, we also feel mentally close to the
composer when we understand that, Oh yes, this is where he was
heading, this was where he wanted to lead us.

What we have been looking at until now is the relationship
between a solitary listener and an artefact. Even that can be seen
as a social relationship, insofar as it involves even those who have
produced the artefact, even if they are not physically present (cf.
Elias 1970: 130. And, if we consider a recorded performance, even
the musicians’ efforts become part of the artefact). A listener’s
relationship with the composer is a sort of indirect encounter, mediated
by the music. However, the reality maintaining the function of such
indirect social relationships is based on the fact that they are echoes
or remembrances of a more fundamental type of social relationship:
The face-to-face encounter.

2. The Musical Experience as Face-To-Face Interaction

Our experience of reality being meaningful requires that what
we perceive can be ordered within a meaningful context (a symbolic
universe, as Berger and Luckmann put it). But in addition to that, we
need to know that the contexts and meanings that define our reality
are also shared by our fellow men — that they perceive the world
substantially in the same way as we do (Schiitz 1964 (1953): 137).
Don Quixote’s perception of the world in terms of fantastic chivalry
novels — of, e.g., windmills as malicious giants in disguise, or a
barber’s basin as a knight’s helmet — was coherent with the frame of

4 This was also known for Max Weber when he wrote about the sociology of music.
Cf. Blaukopf 2012 (1979): 41.
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interpretation he knew from his favourite literature. In his story, the
comic elements consist of its conflict with other people’s perception
of reality, and tragedy walks in when he finally recognizes it as a
delusion. Alfred Schiitz’ analysis of the novel serves the purpose of
showing the difference between a privately perceived reality and a
perception anchored in a shared interpretation communicated in the
course of direct social interaction.

In another essay, The Homecomer, Schiitz (1964 (1945)) shows
a more everyday instance of incoherence between an individual’s
perception of reality and that of his environment. A soldier returning
from the front finds himself incapable of communicating his wartime
experiences in a meaningful way to those who stayed at home, and vice
versa, despite frequent contact by letters written to and from the front.

According to Schiitz, the failure was due to the lack of direct,
face-to-face interaction during the wartime events. Face-to-face
interaction requires, as he explains, that the participants share the
same space and time during the interaction; this makes them able
to observe each other’s bodies, facial expressions, gestures etc., and
read the effects of their own actions, as well as each other’s reactions
to outer stimuli. Through face-to-face interaction, a shared frame for
the interpretation of reality is intersubjectively created. Schiitz calls
it a basic social relationship, from which all other social relationships
are derived (Ibid: 109f). This kind of interaction provides participants
with the possibility of performing a “reality check” that other, indirect
and mediated forms of communication lack. If, on the other hand, we
find ourselves incapable of convincing ourselves of the existence of
an intersubjective experience of the world,

then the very possibility of establishing communication with any fellow-
men is destroyed. In such a crisis situation we become convinced that each
of us lives in the impenetrable shell of his solipsistic prison, the Others
becoming mere mirages to us, we to the Others, we to ourselves (Schiitz
1964 (1953): 143).

This is, indeed, another description of the same experience
that Camus referred to: of being an alien, a stranger. And there is
something in music that fights that feeling. Listening to music together,
possibly at a live concert, and playing (rehearsing or performing)
music together are all instances of face-to-face communication (with
a varying degree of intensity). Participants share, more or less, the
same acoustic space, the same time (divided by the performers by
means of rhythm and tone pitch into microstructures much finer than
those defined by the musical notes or the performing tradition alone),
and each other’s reactions to the musical events. Their initial frame
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of interpretation — their understanding of the music — is roughly the
same, but there are several different artistically acceptable (or should
we say: meaningful?) ways of performing the same piece of music
(Wittgenstein 1979: 155). The notes written by the composer are not
reproduced mechanically, like by a music box, but their performance
is modified by numerous rules of interpretation (Sundberg & Frydén
1985: 68—71; Mazzola 2011: 143—146).

However, as has been shown by computer simulations, even
these rules cannot be applied straightforwardly: They need to be used
in just the right proportion, and they frequently interfere with each
other. The performers ultimately have to pick up the rules they find
useful in the context and at the moment, and follow them to the extent
that suits their intentions (Sundberg & Frydén 1985: 71). When
playing together, musicians catch and react to each other’s intentions;
when enjoying music, the listener adopts the performers’ intentions
and shares their way of structuring time.

3. Interaction Without Words

All Arts, even if they grow from a common root, are strictly
divided as to their outgrowth. Where Poetry ends, Music starts.
Where the poet finds no more words, the musician shall make
appearance with his tones.

Franz Grillparzer (1893 (1821))°

It is not unusual to talk about “the language of music”.
However, the adequacy of this metaphor can be questioned. In
Kant’s (1914 (1790): § 53) hierarchy of Beautiful Arts, music has
the lowest place because its effect on humans is based on a play
with bodily sensations. “The art of tone” speaks without concepts
and “does not, like poetry, leave anything over for reflection”.
Schopenhauer, when constructing his own hierarchy of the Arts a
generation later, gives music the foremost position, but for a similar
reason: Music is not a representation of anything else. “Music is
[not] like the other arts, the copy of the Ideas, but the copy of the
will itself, whose objectivity the Ideas are” (Schopenhauer 1909
(1818): § 52). To explain “the meaning” of a piece of music or a
musical phrase amounts either to an analysis of its references to
other music or to acoustic phenomena outside music, or when this is
not possible, to contents of the musical experience. The latter kinds

5 A similar dictum is frequently, but without reference, attributed to Grillparzer’s con-
temporary, E. T. A. Hoffmann (“Where human language ends, music starts”’). However,
I have not been able to trace where, if at all, Hoffmann might have written this.
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of explanation tend to remain diffuse or outright platitudes when
expressed in words (Wittgenstein 1979: 132-133).% References to
other music can be about internal intertextuality (thematic work,
the Leitmotiv technique) or stylistic pastiches (say, the introduction
of ragtime rhythms or baroque polyphony in a post-modernist
concert piece). References to acoustic phenomena outside music
are, in turn, well-known to everybody who has listened to, for
example, some of the polkas of the Strauss Brothers, introducing
locomotives, a blacksmith’s hammer against the anvil, sleigh bells,
etc. We are surprised or amused (and sometimes not) by such effects
for the very reason that they add to the music an element that is
usually not there. And there are of course different combinations of
these various kinds of musical reference: The birds (flutes) singing
in numerous forests built of French horns and harps in romantic
concert pieces; or in films, the attics and cellars filled by ghosts,
vampires and post-Wagnerian tonalities; and so on. What is often
overlooked by those engaged in musical semiotics is that “musical
phenomena are semiotic in nature only insofar as they do not stand
for themselves, but for something else” (Mirigliano 1995: 55). In
this sense, musical semiotics is not concerned with music, but with
what music is not.

The Austrian music sociologist Kurt Blaukopf (2012 (2000): 23)
distinguished between semantic and aesthetic information in music.
The former means that the sound event is a carrier of meaning, and
thus pronounceable and translatable into another language; the latter
is not. It is only the former that can be subjected to semiotic analysis.
Along with the autonomisation of music as an art form distinct from
other social activities, its aesthetic character has become ever more
pronounced. So, for example, there is a tendency of modern composers
to avoid associations both to non-musical reality and to other music
alike. This can, for instance, be seen in the avoidance of programmatic
titles, and even of titles that refer to existing musical forms.

When stressing the untranslatable elements in music, I may
seem to contradict myself. Did I not, in the musical example I showed
above, point at the way in which tonal ambiguity and a confirmation
of the main tonality correspond to the dramatics of Goethe’s lyrics?
However, the tension created and released in this piece of music is not

6 Cf. Schonberg’s explanation of the contents of a sequence in his Piano Concerto:
“Life was so easy

Suddenly hatred broke out

A grave situation was created

But life goes on.”

(Quoted in Martin 1995: 66. “Even the publishers of Christmas cards look for a bit
more sophistication than this in their texts”, Martin comments.)
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dependent on its combination with the contents of the poem — it can
also be experienced by somebody who does not know the German
language. When saying this, I do not deny the close connection there
is between music and verbal interaction.

The way in which music can underline a verbal message, or in
instrumental passages, imitate verbal interaction, was already well
known to composers and musical theorists in the 18" century, and
even before then (e.g., Grétry 1978 (1789)). A musical theme can feel
like a sentence, and the way in which a musical work proceeds can
be compared with rhetoric (as Wittgenstein points out, cf. Hanfling
2004: 153—159). Music has not only been compared with language
but, more fittingly, with interaction. The basic features of any social
interaction include such ‘“adjacency pairs” as question and answer,
greeting and response, invitation or suggestion and acceptance/
refusal, statement and agreement/disagreement, and so on. During
the interaction, the participants also take the positions of “with-
actors” and “counter-actors” vis-a-vis each other, either focusing
on the messages sent by their partners, or foregrounding their own
agency (Schegloff & Sacks 1973; Stefanovi¢ and Kahri 2011). All
these features of communication are also reflected and emphasized in
ordinary speech by a variation of pitch, loudness and rhythm in the
speakers’ voices. Based on an acoustic analysis of everyday speech
situations, a study by Stefanovi¢ and Kahri (Ibid: 291-295) identifies
such signifiers of co- or counter-agency as intensity of voice, tone
pitch, pitch range (ambitus) of the spoken phrase, and the contrast
or continuation of the melodic line or rhythm of the phrase of the
previous speaker.

This is not unlike what Goethe wrote about the string quartet
(quoted in Drabkin 2000: 3): “One hears four intelligent people
conversing with one another, believes one might learn something
from their discourse, and recognize the special characteristics of
their instruments”. Music reminds one of the prosody of speech.
“Adjacency pairs” and actor roles similar to those in verbal
interaction can be discerned by an analysis of the relationships
between a vocal or instrumental soloist and the accompaniment,
between different soloists and between different musical themes. The
acoustic measures used for structuring the interaction are the same
as appear in verbal interaction; to those, one can add the closeness to
or distance from the prevailing tonality. In order to be experienced
as interaction, the music does not need the support of any verbal
message. The tension between tonality and tonal ambiguity of the
previous musical example from Schubert’s Alder King can, but
does not need to be, interpreted as representing a tension between
a marginal experience and an intersubjective reality, in the same
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way as the perpetual motion in the accompaniment can, but does
not need to, represent a horse ride. The additional meanings created
by song lyrics or a programmatic title are outside, and additional
to, the music. It is here that the listeners’ extra-musical experiences
enter a dialogue with their immediate musical experience. What
we find in the music itself is motion (or, rather, the appearance of
motion (Scruton 1989: 90) or, maybe more correctly, the sounding
result of the musician’s physical motion) and harmonic tension —
not “symbols” of motion and harmonic tension. To understand the
music is to recognize the gesture it enacts, as Roger Scruton (Ibid:
95) formulates (again, echoing Wittgenstein — cf. Sharpe 2004: 144
f.). We should add that the enjoyment brought forward by such
recognition is explained by the feeling of being in touch with the
composer, the musicians, with other human beings.

To sum up the argumentation up to this pomt the type of
interaction we have been focusing on is of course “staged” to the
extent that it is pre-determined by the written notes. This makes it
in part an indirect social relationship between the composer and the
performer. When rehearsed or performed by several musicians, the
freedom they have in their individual interpretation of the musical
text makes the playing also a form of face-to-face communication
among themselves. The string quartet — “the conversation between
four intelligent people” — did in fact historically emerge first as a
form of entertainment between the playing musicians themselves, not
for audiences (Barrett-Aynes 1974: 71). In concert, also the listeners
become involved in the communication, albeit in a more passive
way. The music’s questions and answers, greetings and responses
unite the listeners, performers and composers in an intersubjectively
shared meaningful world. What is peculiar about this interaction is
that it does not involve communication on anything specific save the
communication itself; it 1S communication on communication, or
interaction with the sole purpose of interacting.

We are here dealing with a fundamental, non-reducible form of
sociality. It is what remains when we take all possible forms of social
interaction and boil them down to what is their common denominator:
the interaction itself. It is the “inter-mental” scenery that Gabriel
Tarde (1843—1904), one of sociology’s side-tracked founding fathers,
regarded as the cornerstone of social life. As an example, he considers
conversation — or what we might call small talk:

By conversation, I mean every dialogue that involves no direct or

foreseeable gain, meaning that one talks mainly for the sake of talking, for
the enjoyment, like a game, for courtesy (as quoted by Asplund 1987: 168).
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Besides music (or small talk), there are numerous other examples
of social interaction that are not essentially dependent on references
to anything outside the interaction itself and its basic rules: playing
football, eating together, making love, etc.” But also communication
referring to any subject external to the communication itself requires
that we accept our counterparts’ status as communicating agents and
are responsive to their actions (cf. Lagerspetz2015: 122—-123). Indeed,
a readiness to be engaged in an interaction about “nothing”, or about
the mere interaction itself, is a precondition to any interaction at all
about “something”. In this sense, the essence of music is the same as
the essence of sociality itself.

4. Exclusion and Non-Interaction

Saying that music is interaction of a specific type means that
it shares basic preconditions and possibilities with other types of
interaction. It does not of course mean that they are always there —
that musical communication a/ways involves inclusion and mutual
recognition, or that music always creates an intersubjectively shared
understanding. This can be said as little of musical, as indeed of any
other kind of interaction. Some of the most intriguing sociological
real-life experiments known were conducted by Harold L. Garfinkel
and his disciples in the 1950s and 60s. A number of them included
staging situations where the basic structure of human communication
was deliberately violated. For instance, the experimenters came to
their parental homes and treated their close family members as if they
were strangers. The usual response to these and similar instances of
out-of-place behaviour was irritation and confusion (Garfinkel 1964).
The demonstrations were done in order to make visible, among other
things, the standard, taken-for-granted communicative practices —
such as mutual adherence to shared background knowledge and rules
of communication. From the point of view of our present discussion,
Garfinkel’s experiments are illustrative of two issues: first, disturbing
the basic structure of communication is fairly easy; and second, such
a disturbance is also easily recognized and strongly reacted upon.

The very fact that we expect inclusion from communication
means, by default, that every communicative act can also be easily
used in order to exclude, and to confront. The history and present
practice of musical performances provide ample evidence of both.
The introduction of new rhythms and tonalities was consciously used
by musical modernists in order to alienate one part of the public and

7 The very fact that these activities easily can become attached with many different
symbolic meanings indeed proves that they as such, as activities, lack any.
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to engage another. The performance of certain music for a certain
public may also make a deliberate statement about the public’s non-
inclusion in a respected tradition, or in an emerging one. A group of
jazz musicians playing a dance gig for an uninterested public can
often only sneak it into its performance of the other kind of music
that it has been hired to play (Becker 2004: 26); this can also become
a form of ironic musical joking. A musician or a band may choose not
to involve the listeners, to ignore, to mock or to challenge them. But
this is also a form of interaction.

There is still one more, more serious instance of failure of a
communicative situation, one in which the communicative act has
lost its capacities of both including and excluding. What in normal
circumstances constitutes communication is reduced to automatized
gestures that neither require nor create any field of intersubjectively
shared meaning. A condition resulting from non-voluntary exposure
to social interaction is known as burn-out (Asplund 1987: 140, 150).
That is, an asocial irresponsivity, the inability of, for example, a so-
cial worker, teacher, police officer, psychotherapist or a health care
professional to treat his or her clients, students or patients as individ-
ual persons — as something more than mere “cases”. If we compare
their working conditions with the continuous presence of music in
public places (cf. Smiers 2012), how might the latter influence our
capability of becoming engaged in the interaction it invites us to? We
close our ears and minds. It might not be easy to open them up again,
to restore the responsivity that we have been forced to lose.

5. A Problematic for the Sociology of Arts

As sociologists, we are seldom able to escape the realm of
words. When describing social facts and social practices, we are
heavily dependent on verbalized accounts. The sociological practice
consists, to a large extent, of interpretation: Unique phenomena are
placed within the larger context of social life. When doing that, we
have to make use of concepts that refer to something more general.
For instance, when analysing everyday life, we can thus make visible
its underlying rules, routines and regularities, and relate them to the
macro-level of social order (Scott 2009: 5). What might seem banal
and uninteresting at first sight has a larger, meaningful context that
sociology can reveal with the help of its words.

At the same time, something always gets lost in the process of
interpretation. Some of these concerns were addressed by Dorothy
E. Smith (Smith 1987) in her seminal book, The Everyday World
As Problematic. People’s actual everyday experiences cannot be
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satisfactorily described by means of a sociological discourse that
derives its concepts from elsewhere; thus, she proposes a shift in
approach (Ibid: 98):

The conception of an everyday life as a sociological problematic presents

a basis for a sociology that, like Marx and Engel’s [sic] conception of the

materialist method, begins not within the discourse but in the actual daily

relations between individuals.

For this reason, Smith considers such concepts as “class”, “cul-
ture”, or “meaning” misleading, insofar as they refer to something
pre-given, subjectlessly present. The main point in her criticism
against sociology is that it gives pre-eminence over practice to an
allegedly objective discourse. It is, instead, from the practice itself
than the concepts should be derived.

However, for the sociology of the Arts, this is just one part
of the problem. The arts do, by definition, endeavour to bring about
experiences that are untranslatable to any other form of expression;
in a way, a sociologist of the arts is trying to perform Baron Miinch-
hausen’s trick of lifting oneself up from a swamp by grasping one’s
own hair (or, pulling oneself up by one’s own bootstraps). To analyse
them is, to a certain extent, to banalise them.

The arts sociologists’ answer to this dilemma has most often been
to turn away from the arts themselves and to focus instead on the social
fields and activities that surround them. In the footsteps of Bourdieu,
they conduct analyses of how art professionals or different segments
of the public are located vis-a-vis different artistic forms and practic-
es. When demystifying the artistic experience and revealing the social
hierarchies lying behind aesthetic judgment, Bourdieu showed how a
specific artefact in some circumstances can become a means of cultural
distinction, in some others not. His analyses of the arts tell how and
why aesthetic value comes to be conferred on an object, but he does not
focus on the other things that an artistic experience is about. However,
even his often-subtle discussion on the specific features of an artistic
style and possible reasons of its appeal to a certain type of taste (e.g.,
1984 (1979): 18-19) is something that his latter-day followers mostly
fail to continue. In their analyses, the arts themselves remain strangely
invisible. Usually unanswered is, e.g. the question about what there
is in the substance of a specific art form or a piece of art that makes it
correspond to the aspirations of a certain individual or social group,
specifically positioned. In the same way, there is a not insubstantial
body of research on subcultures in which a certain type of music is an
important marker of identity; at the same time, there is little analysis
about what the specific traits in the music are that make it able to serve
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such a function. A very real danger is that such analyses remain general
and superficial. Could the same function be served by other music: is
the music itself here anything more than an empty signifier?

When analysing the arts as forms of interaction, we should also
consider exclusion and non-interaction. That is, the ways used to de-
liberately exclude parts of the public from the interaction; and the
effects that constant, unasked-for exposure to music may have on
people’s capacity of responsivity to music.

And to conclude with a question from yet one more angle: The
power that a joint musical experience has in forging strong emotional
ties 1s shown by the frequency of friendships, amorous relations and
even marriages built on such foundations; but how much do we know
about them? Are musicians better lovers (or are they perhaps worse)?

The issues I took up here are certainly not the only ones that a
view of musical expression and experience as intersubjectivity calls
upon, and they are maybe not even the most important ones. But the
fact remains that sociology of the arts, in the same way as all forms of
sociology, needs to penetrate the phenomenon itself, which lies at the
core of the social activities analysed, and not be content with leaving
it in a black box.

6. Coda

A challenge for the sociology of the arts is to bring the arts
themselves back to the analysis that is at present largely concerned
with issues around them. I suggest that the view presented here of
music — and probably the arts in general — as a basic form and ex-
pression of sociality could open a hitherto largely unexplored field
of inquiry for the sociology of the arts. At the same time one should
see, that when I depict music as a form of sociality — of interaction
— I do not mean only a sphere of mutual acceptance and affirmation.
Interaction has also the potential of belittlement, confrontation, and
exclusion. However, when that has been the intention, we are still
dealing with genuine interaction.

And what, then, about Beethoven? I have no pretension of
being a Beethoven expert. What has been discussed in this essay
applies, to a large extent, to Western tonal concert music, and to some
extent, even more generally to music of any kind. A pI‘eCOIldItIOI’l to
the experience of music as meaningful and as a form of interaction
is of course, that the participants recognize a familiar musical idiom
as a frame of reference — otherwise, the acoustic phenomena will
not be interpreted as music, but as meaningless noise. The better
the participants know it and the better they like it, the easier it will
be for them to engage in the interaction; in this respect it makes no
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difference whether they are friends of Beethoven’s or Bob Dylan’s
music. A tonal system or a recognizable musical style establishes
a frame of reference, within which the musical gestures will be
experienced as an interaction. Despite being interaction about
“nothing”, without reference to anything outside the interaction itself
and its basic rules, music possesses all the definitive features of an
interactive situation. The musical experience includes the perception
of a dynamics of interaction between participants in different roles.
Everybody involved is engaged in a quest for a shared understanding
of the interactive process, either as an active performer or as a
listener. Even if the interaction lacks any such specific content that
could be reduced to a verbal explanation, it bears within it a profound
message: the message about our placement in a shared world, in
which interaction between human beings is possible.
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Muko Jlazepciiey

MVY3UKA KAO UHTEPCYBJEKTHUBHOCT - ITUTABA 3A
COLMOJIOTU]Y YMETHOCTU

(Pe3ume)

[TonazHa Tayka OBOT OIie/ia jeCTE OlaXKarme Ja My3MYKO HCKYCTBO TOKOM
nepuosaojah)eHoCTH U TpayMaTHYHUX JI0KMBJbaja MOXKE JJOBECTH JI0 OOHABJbamba
YOBEKOBE BEpE y BPEIHOCT XHMBOTA. TO MCKYyCTBO MOKe IOBpaTUTH ocehaj mosesa-
HOCTH C APYTUM JbY/ICKUM OMhnMa ¥ IOTBPIUTH MTOCTOjaHhe CMUCIICHE PEATHOCTH.
Objammeme ce Tpakd y HAYMHAMA Ha KOje My3WKa cTBapa (WM MakK OIoHama
— KaJia je TI0Cpe/ioBaHa MapTUTYPOM HMJIM CHUMKOM), CHTYAllHjy Y KOjOj YYECHUIH
JIO)KMBJbaBajy MCTa UCKYCTBA TOKOM 3ajeJHUYKH TpoBeieHor BpemeHa. C 0cIoH-
uem Ha panose Andpena [lnna (Alfred Schiitz) u beprepa n Jlykmana (Peter L.
Berger & Thomas Luckmann), narepaxiyja jquiem y JIMIE BUAN Ce Ka0 OCHOBHO
CPEJICTBO ITPEKO KOjEr Cy JbY/N Y CTamy Ja CIIPOBEY ,,[TPOBEPY CTBAPHOCTH TPEN
xaocoM, ocehameM OecMucia 1 HepeaTHOCTH. Mel)yTuM, My3HKa ce pa3iuKyje o
BelinHe apyrux oOJMKa MHTEpaKiMje y TOM CMHUCIY IITO OHA HE 3aBHCH O]l OC-
Jamamba Ha OWIIO KOjy JIPyry CTBApHOCT M3BaH caMe KOMYHHKAaI[IOHE CHUTYyalluje.
My3uuke 1ojaBe o NPUPOAN CY 3HAKOBHE CaMO YTOJIMKO YKOJIMKO HE IMpejicTa-
BJbajy came cebe, Beh HemTo apyro. ¥ 6a3udHOM CMHCITY, My3UUKa HHTEPAKIIH]ja
,,HHje HA 0 UeMy’’; Y TOM CMHCITy, OHA je TPAMEP ,,9FCTE COIHjaTHOCTH .

Kana ommcyjemMo npymTBeHe YHEEHHUIE U APYIITBEHE IIPAKCE, MU y BEJIHKO]
MEpH 3aBUCHMO O]l PeYM M MOjMOBa. Y HCTO BpeMe, YMETHOCTH, N0 Je(UHUU]H,
HACTOj¢ Jla CTBOPC JIOKUBJbA] Jla CY HEMPEBOAMBE Y OWJIO KOjU APYTH BUI H3pa-
3a. OAroBOp COIMOJIOra YMETHOCTH Ha OBY JHMJIEMY 4ecTo je 6uo oxBpahame o
caMHMX YMETHOCTH M, YMECTO Tora, ycpenacpehuBame Ha JApyIITBEHA MOApydja 1
AKTHBHOCTH KOj€ MX OKPYXKyjy. Ornes cyrepuiie mories Ha My3UKy Kao HHTEpaK-
IIHjy KOja CTBapa MHTEPCYOjeKTHBHO MOAEIHEHO HCKYCTBO. Y MICTO BpeMe, IpHU3Haje
ce Ja My3WKa, CJIMYHO CBaKOj IPYroj BPCTH HHTEpaKIije, Takohe Moke moada-
IUTH Yy OBOME, WJIHM MaK OWTH HAMEPHO HMCKopwHifieHa 3a UCKIbyUeHwe. bpojHu cy
NPUMEPH CUTyallja y KOjUMa je TeMeJbHa CTPYKTYpa KOMyHHKalije HapylleHa.
[Mpumepurne, nexe 'appunkenose (Harold L. Garfinkel) erHomeromomnomnike cry-
JIMje TOKa3yjy KOJIMKO C€ JIAKO TaKaB IPEKpINaj MOJKe HAUMHUTH U, HICTOBPEMEHO,
KOJIMIKO Ta j€ jeJHOCTaBHO IMPETO3HATH Kao OCTYIIAmke O CTaHAapaHOT o0Opacra.
Pa3nuunTi HAYMHK UCKIJbYUYHBatha M CyKOOJbaBamba MOCTOje U Y My3UUKOj KOMYHH-
kaiuju; mehytum, oBo Buie norephyje Hero mTo MoOUja Buheme HHKITY3Hje Kao
EHOT ITofipasyMeBaHor oonuka. C apyre cTpaHe, HeIoOpPOBOJBHO H3JIarambe My3H-
IV Ha jaBHUM MECTHMa MOKE YHA3a/IMTH HAIIly CIIOCOOHOCT J1a JOKUBHMO MY3HUKY
Kao oOnmk mHTepakiyje. OBaj ories Mo3uBa Ha UCKYCHjy O MOTYRHUM IIpHUMEHa-
Ma OBE IEPCIIEKTHBE Y COLMOIOIIKIM U KYJATYPOJIOIIKAM UCTPAKUBABIIMA.
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Bornan bakosuh

bFOIOC/IYKBEHU U YMETHUYKHW EJIEMEHTH Y
CPIICKOJ [IPKBEHOJ XOPCKOJ MY3UIL[H
VIIEPUONY UBMEBY JIBA CBETCKA PATA

(1918-1941)
Hosu Can: Yausepsurer y HoBom Cany, AkagemMuja yMETHOCTH —
Maruua cprcka (2015)

Y wmpoj nomahoj, amm u 'y MehyHapo#HO] CTPY4YHO] — My3H-
KOJIONIKO] M MY3HHUKO]j jaBHOCTH, 1p bornan Bakosuh — ayTop MoHO-
rpaduje bococayscoenu u ymetHuuK e1eMeniu y CPUCKOj YpKeeHo]
xopckoj mysuyu y tepuody usmely osa ceewicka pauwia (1918—1941)
TO3HAT j& HE CAMO Ka0 MY3UKOJIOT 1 IIPOecop AKafeMHje yMETHOCTH
y HoBom Cany Beh 1 kao ymienHu XOpCKH AUPUTEHT U jeAaH O]l BO-
AiehuX 103HaBasana CPrCKe NPaBOCIaBHE IPKBCHE My3HKe KO/ Hac.

O6umua Monorpaduja (270 crp), 0 k0joj je oBze ped, 00jaBbe-
Ha 2015. roguHe Kao 3ajeAHMYKO H3lambe AKaIeMHje YMETHOCTH
Yuusepsurera y Hopom Cany u Maruie cpricke, IpOHCTeKIIa je Ha
OCHOBY ayTOpOBE JIOKTOPCKE Jucepranuje, ondpameHe Ha Karenpu
32 MY3HMKOJIOTH]Y H eTHOMy3I/IKOJIOFI/IJy Axkanemuje ymerHoct y Ho-
BoM Cany 2013. ronune.!

3a mpuMapHy OpHjEeHTAlM]y YMTaoLa OBOT MpHKa3a oBle hemo
Hajupe npunoxutu Caapkaj moHorpaduje, koju Beh mo cedu mo-
BOJHHO HCIIPITHO M PEYUTO TOBOPU O TEMATCKUM IPEOKYyIalujama,
U/1€JHO-TEOPH]CKO-METOI0JIOIIKUM IMOJIA3UIITUMA, Ka0 U O I[UJbEBU-
Ma KOjuMa je ayTop OMO MOTUBHUCAH y MPOLECY UCTPAKHUBAbA.

Canprkaj MoHOTpaduje 1nHe cineneha nornassba i npuiosu: 1.
Hpedzoeop (9-17); 2. Tpaouyuonanna ypkeena ymMemHoCul: OCHOBHU
uojmosu u uiymavera y XX eexy (19-27); 3. Lipxeeno ymeiunuuro
CUIBAPANAWIIBO U YPKBEHA XOPCKA MYSUKA Y CPUCKO] KYMUYDU U3-
mehy 0ea ceeuicka paiia (27-75): Ilo3unmje npKBeHE YMETHOCTH
YHyTap KyITypHE HOIUTHKE MehyparHor neproaa (28-34); Lipksenu
XOPCKH JKaHpP U MOJCPHHU3ALMja CPIICKE yMETHUUKE My3HKe (34-44);
VYTuuaj apymrBeHe cekynapuzauuje (44-53); Ilojam HarmoHaiHOT
CTHUJIA M OIHOC TPAJAULMOHAIHOT U MOJEPHOT y JIPYTUM KaHPOBUMA
LpKBeHE yMeTHOCTH (53—65); CTaBOBU CaBPEMEHHUKA O CTamY I[PKBE-
HE XOpcke MysuKke (65-75); 4. Hciuopuja scanpa Kpos caznedasaroe
6020CIyIHCOCHUX U KOHYEPUIHUX eleMEHAId — CUIUNLCKO-AHAIUIUUY-
ku napauiue (76-206): TlouetHa pasmarpamwa (76-81); JennocrasHe
XapMOHHM3aLHje U 06pazle TpagunuoHaiHuX Hanesa (81-94); Kom-
nosuuyje y ,,ayxy” Hamesa (94—116); Cio00qHO YMETHUYKO CTBapa-

I Menrop 3a uspany qucepranuje 6una je npod. ap Januua Ierposuh, a aytop pedepara
np Karapuna Tomamesuh, Buim HaydHU capagnuk Mysukosnonkor uactutyta CAHY.
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namTBo (116—196): borociyx6eHno-konueptau npuctyn (116—118);
Konneprrao-6orocnyx6enn npuctyn (144—173); Konueptau u KoH-
LepTHO-eKCcIepuMeHTaHA TIpUCTyT (173—-196) u Amarepcku pajo-
Bu (196-206); 5. 3axwyuax; 6. [Ipunosu: Op. 1: Tabenapuu npukas
Haj3HAYajHUjUX ayTopa, KOMIIO3HUIIH]ja IIPKBEHE XOPCKE MY3UKE U HH-
X0BOT n3Bohemwa y nepuony 19181941 (1944); 6p. 2: nonuc Haj3HA-
YajHUJUX TyXOBHUX KoHIepara; Op. 3: Cnucak IPKBEHUX XOPCKHX
kommno3uiyja; 7. Juiuepaiypa. Monorpaduja noHocu u Pesume Ha
EHITIECKOM je3uKy (257-265) u Umencku pecuciuap (265-270).

VY myHo] Mepu (PyHKIMOHAIHO Y OJHOCY Ha pa3Marpama y
IJJaBHOM TEKCTy, DakoBuheBa cTynuja caapxu U 27 HOTHHX MPUMeE-
pa, pernpe3eHTaTuBHUX 3a camy Temy. OOHMMaH MOMUC JTUTEepaType
KOju oOyxBaTa mnpeko 260 jenuHuIla Ha CPIICKOM, CHIJIECKOM M PyC-
KOM je3UKY HE CBEIOYM CaMmoO O IIMPOKOM aMOUTYCy ayTOpPOBUX WH-
TepecoBama U3HEIPEeHUX Ha MelaMma TEeOJIOIIKHUX, HCTOPH]CKO-yYMeT-
HUYKHX, KYJITYPOJIOIIKUX U, TOCEOHO — MY3HMKOJIOIIKKX Hieja, Beh,
Kao ¥ cama MoHorpaduja y eauHu, 00e30elyje conuaan Kompyc Jin-
Teparype 3a mpasiie Oyayhux uctpaxuBama.

CBeoOyxBaTHO TPUCTYMajyhu TeMH Koja HHUjE€ y MPETXOIHUM
JlelieHrjamMa Ouja mpeaMeT TEMEJbUTHX, (POKYCHpPaHUX pa3Marpama
HalMoHaJHEe My3uKosordje, bornan Hakosuh je y oBoj MoHOTpaduju
IPBU MyT €BUJCHTHPAO U MPE3EHTOBAO BPJIO OOMMAaH U JeMHCTBEH
KOPITYC CPIICKE IIPKBEHE My3HKe MelypaTHor 106a y XX Beky. AyTop
j€ eKCHEepTCKHU MPHUKYIHO, CUCTEMAaTu30Ba0 U aHAJIM3UpPAO CTBapa-
JIALITBO JBAJICCET JEAHOT KOMIIO3UTOPA, YMME je PAKTHYIHO yIHHHO
Haj3HAYajHUJU KOPAK y PEKOHCTPYKLHjU xaHpa. [loceOny maxiby 11o-
KJIOHHMO j€ aHTOJIOTUJCKHM OCTBapemruMa Boehux KOMIO3UTOPCKUX
¢durypa nepuoga — Hip. Munoja Munojesuha, Mapka TajueBuha,
[Terpa Komosuha, CreBana Xpuctuha, Munenka JKuBkoBuha, anm
je ¢ nmocseheHOM MaKEkbOM MPOYYHO U MPEJCTaBHO OITyCce CTBapala-
11a KOJU Cy WJIM OWJIM Ha MaprUHU J0CaJallllbUX UCTpaXUBamba (HIIP.
CranucnaB bunnuku, Munusoje Llpuanun, Csetonuk [lamthan),
WIH Cy, HITaBUILE, 10 DakoBUheBOr UCTpaKUBamba, OCTAIN CACBUM
3abopaBibeHn U HenpoydeHu (Hmp. BojucnmaB Wnumh, Cranucnas
[Ipenpek, Munytun Pyxuh).

‘DakoBuheB paa Ha OTKpUBaWwy U NPUKYIJbaly HOTHOT MaTe-
pyjana kao mpumapse rpalhe 3a ucropuorpadCku, TCOPHJCKH U aHa-
JIATHYKH JJUCKYPC CIPOBEICH y MOHOTpaduju 1o cebu mpescraBiba
3HA4YajaH JONPHHOC HALMOHAIHO] My3HKOJIOIUjH. 3a moTpede cBor

JyTOTOAMIII-ET UCTPaKMBamba, ayTop je 00aBUO JeTasbaH IMperies
HOTHHUX 30MPKH Y MHOTOOPOJHUM HHCTHTYIIMjaMa Y 3€MJbH M HMHO-
CTpaHCTBY — y apxuBuma Mys3ukosonikor uacturyra CAHY, [Ipsor
Oeorpajackor meBadykor ApymTBa, Cprckor meBaykor caBe3a Ame-
puke u Kanane y Jlerpouty (CAJl), Myseja rpama Hosor Cana,
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BojBohanckor myseja, HoBocaacke LlpkBene ommtune, y Pykommc-
HOM ofieJbeby Marune cprcke, bubnuorenn Maruiie cprcke, TuM-
Ha3uju ,,JoBan JoBanoBuh 3maj” y HoBom Cany, Manactupy CeTux
apxanrena y Kopusby u Teonmomkor akynrera Yausepsurera y Jo-
eHcyy (PuHCKa), MTO MO ceOn TOBOPU O aMOMOITMO3HOCTH M KOM-
IJIEKCHOCTHU ayTOPOBOT MOIyXBaTa.

Hoxam 1a je ox yKymHor 6poja NpOy4eHHX [MapTUTypa BULIC
OJI TIOJIOBHHE Y PYKOINUCY, WK Y JIUTOrpaducaHuM Bep3ujama, Te 1a
MHOTOOpPOjHE KOMITO3UIIH]je Takohe HHUCY 3a0esiekeHe y 3ByYHOM 3a-
MIUCY, PEYUTO TOBOPE O MPUPOJU MpoliieMa Koje je ayTop Mopao Aa
peIy NMpu aHAIMUTHYKO] 00pad U CHCTeMaTu3alju oouMHe rpahe.
la DBakoBuh HHUje Omo oOecxpaOpeH 3aTECUCHHM CTambEM, YBepaBa
Hac, u3Mely octasior, 1 YMBEHHIIA Ja j€ OH, MUHYLIMO3HUM aHaJu-
TUYKUM TIOCTYTIKOM 3HaJlauyKU Cariiefiao MEeTHAaecT JIMTYPrujCKUuX U
JABaHACCT 3a0KPYKCHNX (POPMAHHUX LIE/IMHA Ca OlleNa, Ka0 U BEJIUKH
0poj IojeIMHAYHNX KOMIIO3HII]ja — YKYITHO IIPEKO CTOTUHY JieJIa Ha-
CTaJIUX Y MelyypaTHUM JielieHujama.

Tparajyhu 3a onroBoprimMa Ha KOMIUIEKCHA IHTama peLen-
1IMje IPKBEHE MY3HKe TOT J100a, Kao U pasMarpajyhu cycper u cykod
ujeja y omHOCYy Ha mpolieMe yckiahuBama KaHpa ca CTUICKHUM U
UJCJHUM TEHJCHIMjamMa MepHoaa y KojeM je OuuTa MOJCpHHU3alIN]ja
W ceKylapu3alja rpahaHckor apyiiTea, bakoBuh je crpoBeo U 3a-
MaIllHO Tpoy4aBamke MehypaTHe MepuoAMKe M JHEBHE ILTamIle, pe-
KOHCTpyuIIyhH MpPUTOM M IIaBHUHY KOpITyca Haruca O ILPKBEHO]
My3ui. Haj3HauajHuje KpuTHKE, pUKa3e KOHIEpaTa i KOMITO3UIIM]a
MOHYAUJIM Cy My O€0rpajicku THEBHH JIUCTOBU M MY3UYKH YaCOIIHCH,
Kao M IJPKBEHA MEePHOINKA, T/Ie Cy CapaJHHIM Hajuyenrhe Owin yrpa-
BO KOMITO3UTOPU OBOT >KaHpa W/WIU KOMIIETEHTHU MY3WYKH IMUCIH
(M. Munojesuh, Kocra Manojmosuh, M. JKuskoBuh, Ilerap bunry-
narn, Muxauno Byknparosuh, bpanko [[parytunosuh).

Ha makporuiany MoHOrpaduje, ayTopoBH 3aKkiby4lH U JOIpPH-
HOCcH 00yxBarajy Hajupe: 1) IOKyIIaj KOHCTHTYHCarba TCOPH]JCKE
OCHOBE Kao MOJa3HOT TEOJIOIIKO-€CTETCKOT KPUTEPHjyMa y BPEIHO-
Baby LIPKBEHUX XOPCKUX KOMIIO3MIIMja CPIICKUX ayTopa mehyparnor
nepuosa, MoToM 2) cariefjaBambe TOKOBa [PKBEHE My3UYKE YMETHO-
CTH Y KOHTEKCTY MCTOBPEMEHHUX TEHJCHIIM]a IPKBEHO-YMETHUUYKUX
KaHpPOBA y IPYIMM YMETHOCTHUMA (CIIMKAPCTBO, apXUTEKTypa), Te 3)
KIaCH(UKALK]y IPOYYCHOr KOpITyca LPKBCHE My3HKE IIpeMa Kare-
ropvjuMa KOMIIO3ULIMOHO-CTBapaIauYKUX MPUCTYTIA, TO JECT KAHPOB-
CKO-U3BOhauKux cBOjcTaBa (6020CHydHCOEHU WA KOHYEPIHY ACTICKT).

3axBasbyjyhu camienaBamy JJOCETHYTHUX I[PKBEHOYMETHHY-
KUX KOMIIO3ULIMOHHUX pelIekha HACTAIUX Y MOCMaTPaHOM MEPHUO.NY,
‘BakoBuh myrem oxpehuBama ommre ,,Xujepapxuje omHoca u3mehy
KOMITO3UIIMOHUX MOCTyMNaKa” W Mperno3HaBama ,,TUIOJIOTHje Hauu-
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Ha yCBajama KOHBEHIIM]ja” J0Ja3d JI0 3HAYajHOT 3aKJbydKa — O W3-
MEHEHOM CTaTyCy JKaHpa Yy MpaBlly JOMHHAIIN]E€ CTUIICKO-ECTETCKOT
acriekTa HaJl GyHKIIHOHATHHUM.

[locmarpame aHanM3UpaHUX KOMIIO3MIIMja ca H3BOhadyKor
acriekTa, ofpeheHor peasHuM MOryhHOCTHMA MeBAUYKUX APYIITAaBa aK-
TUBHUX Yy MehypaTHOM 100y, caMo je TOTBPAMJIO ayTopoBe Mpeharme
YBUJE Yy MOJACPHHCTHYKH ,,0TKIOH” CTBapalialia O TpaiHHOHAIHOT
GorocityxOeHOr eneMeHTa Ka ymMerHn4KoM. [Taxibe BpenHa je u ay-
TOpOBa KOHCTaTalyja Jla ce TOjelrHa, Hajperpe3cHTaTUBHUja Jena
CpIICKe IJpKBEHE XOpcke My3uke mehyparnor noba (Xpuctuh, Tajue-
Buh, LpeyannH, MaHojnoBuh) y mHUpeM KOHTCKCTY CBETCKE IPaBO-
CIIaBHE LIPKBEHE XOPCKE MY3UKE MU3/Bajajy Kao KOMIIO3UIIH]E Of] U3Y-
3€THE KaHPOBCKE U €CTETKE BPEIHOCTH.

dyHaamMeHTallaH IONPUHOC Y MPaBIy PEKOHCTPYKIIN]jE YKYITHE
CIIUKE O CTaTyCy ’KaHpa LIPKBEHE XOpPCKe My3uke y MelyypaTHoM Tie-
puoay uune bakouheBe ncupnHe Tabesae U CIUCKOBU ayTopa, Aema
1 u3BOhema, JaTu y nmpuiio3uMa. Te mpusore Takohe u3aBajaMo Kao
MyTOKa3 Ka HApEJHUM KopalliMa UCTPaKMBamba OBE, HECYMIbUBO MH-
CIIUpaTUBHE U 3Ha4YajHE 00JacTH 3a (Pe)KOHCTPYKIIH]Y YJIOTe I[PKBE-
HOT XOPCKOT aHpa y UJIeJHO U UICOJIOIIKH TypOyJIeHTHUM Melyypar-
HUM JIelieHr]jaMa jyrociioBeHcknx KpaspeBuHa.

[ToceOHO McTHUEMO MHOBAaTUBHOCT DakoBuheBe cTymuje, Koja
ce He oriela camMoO y TOME HITO — Kako cMO Beh crioMeHynu, cama
TeMa 70 caja HHje Ouja mpeaMeT CBeoOyXBAaTHUX MY3HKOJIOIIKHX
pa3marpama Beh y ToMe MTo ce oHa aUpPMHUIIE U ITyTEM ayTOPOBUX
TEXU JJa METOJOJIOIIKY MOCTYIMpa U MITO MpEHU3HUje cucTeMa-
THU3Yj€ COTICTBEHA Ca3Hama 0 (PeHOMEHY IpKBeHEe My3uke Mehypar-
HOT 1004, T€ J1a X ¥ KOHTEKCTYaJIHO carfiie/la y HIMpPeM KyITYyPHOM U
YMETHUYKOM OKBUPY €roxe. ¥ TOM CMUCIY, Tpe3eHTallja KIbyYHUX
UJCJHUX M TEMATCKUX MPEoKyMalnja Nepruoia CBPCUCXOIHO je Iiia-
cUpaHa W apryMeHTOBaHa, 00yxBaTajyhu acmeKkTe OJHOCAa IPKBEHE
YMETHOCTHU U KYJITypHE MOJIUTUKE, TUTAE ,,MOJIepHU3AIIH]e” YMET-
HUYKE MYy3UKe, yTHIaja APYIITBEHE CEeKylapHu3aluje, Kao U MUTamba
CTpateruje ,,HOBOI” HAllMOHAJIHOT CTUJIA Y KOHTEKCTY jyrOCIOBEH-
CTBa Kao JIOMUHAHTHE UeooTuje. DakoBuheB yBUIl y HCTOPHU]Y Te-
OJIOIIKUX H7I€ja O OJHOCY PEIUTH]CKOT/CBETOT M €CTETCKOT (KOje pe-
YUTO FOBOPU O AyOJbUM, TyXOBHUM yIHUTAHOCTUMA CaMoOT ayTopal),
Ka0 U Y HallUOHAJIHY UCTOPH]Y JTUKOBHUX YMETHOCTH €I10Xe, AAJH CY,
nope MPUMapPHO MY3UKOJIOUIKO-aHAIIUTUYKOT, U MHTEPIUCIUILINHA-
paH OKBHP OBOJ CTYIH]H.

VY nmoTmyHOCTH, Jakje, 3a OBaj TPEHYTaK PEKOHCTpyHIIyhu
CJIMKY O OJUIMKaMa IIPKBEHE XOPCKe MY3HKE Y IOCMaTpaHOM IEPUOTY,
ayToOp je HU30M YMECHUX aHAJUTHUYKHUX Ola)kakba U KOMEHTapa J10-
MIpUHEO YBpCTOM no3unmoHupamy CreBaHa CtojanoBunha Mokpam-
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11a Kao ,,KJIaCHYHOT y30pa” 3a pa3HOBPCHE TOKOBE KOjUMa Ce€ CpIiCcKa
YMETHUYKA My3HKa, YKIbYdyjyhu Ty u 1mojbe JyXOBHE My3HKe, JiH-
BEPreHTHO pa3Bujaja y npsoj noxosunu 20. Beka. YBaxasajyhu HO-
BHj€ pe3y/ITaTe HAllMOHAJIHE HayKe O OJUIMKaMa YMETHUYKE MY3HKe
oCMaTpaHor neprojaa, Hakouh je CBOje UCTPAKUBAKHE YCMEPHO Ka
npahemy 01HOCA, Tj. y3ajaMHOT JIMjajiora ,,TPaJAUIIMOHAIHOT” U ,,MO-
JIEpHOr” y CTBapajadykoj MPaKCH KOMIIO3UTOpA U JAUPUTeHATa ILpK-
BEHE MY3HKe, YUME je J]a0 JOMPUHOC U3OIITPEHUJEM carjieaBamby
OMILTUX TEH/ICHIIM]a KYITypHE U YMETHUYKE MTpaKce MelyparHe emno-
xe. UcnutuBame cTeneHa ,,ynabaBamba’ MHOTOOPOjHUX Mel)ypaTHUX
CTBapaJjala IPKBEHOI XOPCKOI >kaHpa o MokpamueBe Tpaauliuje,
Kao U cariieJlaBame JIejCTBa pa3HOJIUKHUX yTHUIaja (IITKOJIoBamke U 00-
paBaKk CPIICKUX KOMIIO3UTOpA y UHOCTPAHCTBY, JIEJIOBabE U perep-
TOap XOPOBa PYCKHUX €MUTpPaHATa y CPIICKOj/JyrOCIOBEHCKO] CpeIu-
HU), Takohe ce mperno3Hajy ka0 MHOBAaTMBHU IpaBld DakoBuheBor
MIPOMUIILBbAKA O LIPKBEHO] MY3HUIIM Ka0 PAaBHOIIPABHO] U JICJIOTBOPHO]
CTPYjU My3UUKe MPAKCe U CTUIICKUX TEKIbU THHAMUYHHUX U CTBapa-
JauK¥ TUIoAHUX MelypaTHux nenenuja 20. Beka.

Kao moceban kBamuter DakoBuheBOr mocTynmka HCTUYEMO
YUELCHUILY /1A J€ ayTOP Y CBOJUM UCTPaKUBAbUMa IPUMAPHO MOJIa310
O]l MUTama 1 pobiieMa koje mokpehe cama rpaha. Takohe, HecyMmbH-
BO j€ J]a Cy MMUHYIMO3HOCT M JIYIIUJHOCT, THUIIKOCT U €JacCTUYHOCT
KOMITapaTUBHUX aHATUTUYKO-(hOpPMaTHHUX OINCEpBallfja MPOUCTEKIH
13 ayTOpPOBE BUIIIEACIICHH]CKE TTocBeheHe U ycmenHe 00rocimyxoe-
HE U KOHILIEPTAaHTHE AUPUTEHTCKE IpaKce. Y aHaATUTHUYKOM MOCTYIKY
noceOHO moapoOaH M Moy3aaH, bakoBuh o7 MUKpOILJIaHA MY3HUYKE
aHaJIM3e pa3BHja M IIKpe Horiene, Aoiazehu 10 ONmTHX 3aKbyyaka
0 crieni(pUIHO] MO3UIUjU KaHpa y IIUPEM, HAITMOHATTHOM M MHTEP-
HAI[MOHAJTHOM KOHTEKCTy MojiepHe EBporie melhypaTtHux nenenuja.

Kaiuapuna Tomawesuh
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Jenena Josanosuh / Jelena Jovanovié

IIEBAYKO HACJIEBE CPFA Y I'OPEBEM FAHATY YV
PYMYHUIU: CBEJJOYAHCTBA HA UCTEKY
XX BEKA / VOCAL TRADITION OF SERBS IN UPPER
BANAT IN ROMANIA:TESTIMONIES AT THE END
OF THE 20"CENTURY
beorpan — TemumBap: My3sukonomku nHctutyT CAHY — Cages
Cpb6a y Pymynuju / Belgrade — Timisoara: Institute of Musicology,
Serbian Academy of Sciences and Arts — Union of Serbs in
Romania, 2015

Turbulent historical turmoil during the 19" and 20™ centuries
has caused frequent shifting of the interior borders within the
geographical and historical region of Banat. After the First World
War this huge multiethnic and multicultural region of the Austro-
Hungarian Empire was finally politically divided between Serbia,
Romania and Hungary which directly influenced the establishment
of the minority or majority social and political status of the
many ethnicities who had lived there for centuries. Similar to the
Romanians in Serbia, the Serbian population in Romania thus
became a minority. This fact had a direct impact on their traditional
culture and relationship towards their vocal heritage. The book Vocal
tradition of Serbs in Upper Banat in Romania: Testimonies at the
end of the 20"century by the ethnomusicologist Jelena Jovanovi¢
comprehensively and carefully tries to present to the wider public not
only the huge richness and variety of many particular songs of the
Serbs from the northern Banat in Romania, the so-called Upper Banat
(a total of 92 musical transcriptions are enclosed in this publication),
but also to analyse and explain the variety of processes which have
influenced its heterogeneity.

The exploration of the vocal tradition of the Serbs in Upper
Banat has been based on Jelena Jovanovi¢’s field research in this area
undertaken in 1993, 1996 and 1997. The immediate reason for starting
this devoted fieldwork was the exceptional manuscript collection
of traditional songs of the Serbs in Romania made by the musical
theoretician, conductor and composer, Sava Ili¢ (1935-1989). This
material was given to the Institute of Musicology of the Serbian
Academy of Sciences and Arts in 1991 and more than a decade later
was prepared for print by Jelena Jovanovi¢. (This collection, which
was printed in 2006 under the title Musical heritage of Serbs, Sokci
and Karasevci, contains in total 555 musical notations as well as a
scholarly Introduction in Serbian, Romanian and English). In her
master’s thesis, that she successfully defended in 2001, Jovanovi¢
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used analytical findings from Ili¢’s inscriptions and networked these
with her own field research findings on the vocal tradition of the
Serbs in Romania. This comprehensive and scientifically grounded
study has been finally made available to the wider public through
this publication thanks to the financial support of two ministries:
the Serbian Ministry of Education, Science and Technological
Development and the Romanian Department for Interethnic
Relations of the Government of Romania. Consistently to its theme
and research subject, this book has two publishers: the Musicological
Institute of the Serbian Academy of Science and Arts, where Jelena
Jovanovi¢ has worked from the early 1990s, and the Union of the
Serbs in Romania, who enabled this publication to appear in a hard
backed version.

Starting from available historical sources such as song-books,
both in manuscript and print, consulting relevant ethnomusicologi-
cal, ethnological, historical, linguistic and sociological literature ded-
icated to the wide area of Central Europe and nowadays Vojvodina
and analysing her own field research experience and post-field ex-
plorations, the author carefully and meticulously builds her scientific
narrative, that is at the same time in a readable and appealing writing
style. She points out the importance and relevance of the influences
of the central and western European cultural models to the (re)shap-
ing of the rural culture of the Serbs of this part of the Austro-Hun-
garian Empire during the 19" century. The cultural trends in this pe-
riod and later on, as Jelena Jovanovi¢ notes, were under the strong
impact of wider social movements which led to the shattering of old
social patterns and to the establishment of the city culture based on
instigating public events such as concerts of newly founded choral
societies, balls and theatre performances. This inevitable shift of the
prevailing cultural model, which first developed in Timisoara as the
leading cultural center in this part of Banat and then spread into the
surrounding villages, caused transformation in the vocal practice of
the inhabitants. That is the main reason why Jelena Jovanovi¢ de-
votes the first part of her book to the historical and contextual dimen-
sions of traditional singing, and divides it into chapters and subchap-
ters focused on the particularities of the cultural circumstances in
Timisoara, and, subsequently, those in villages. Her field research in-
cluded both the city of Timisoara and three major groups of villages
situated in regions northwest, southwest, and east from this town;
finally, she decided to focus her attention on nine villages situated in
the north western region: Varias, Sannicolau Mare, Sampetru Mare,
Gelu, Manastur, Satu Mare, Saravale, Felnac and Cenad.

The impact of the city culture and “western” cultural aesthet-
ics were most evident in the singing events during village rituals and
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customs connected with the annual and life cycles. Contrary to the
primary ethnomusicological expectation which preceded the author’s
field research, ritual forms of the vocal tradition of the Serbs in Upper
Banat at the end of the 20™ century were saved only sporadically and
fragmentarily in the memories of the oldest singers. It could be said
that they were replaced by various songs of different origins. During
the 19" and early decades of the 20™ centuries, changes in the indig-
enous vocal tradition appeared not only in the repertoire, but also
in the melo-poetic structure and form of the songs, as well as in the
singing style. The central ethnomusicological chapter of this book
is devoted to the identification and careful and systematic analytical
exploration of all of the poetic and musical parameters of both the
songs published in Sava Ili¢’s collection and those collected during
fieldwork. The author’s paradigmatic conclusions relate to the ver-
sification, tonal structure, ways of cadencing melo-poetic phrases,
metrical-rhythmical organisation, melo-poetic form and specificity
of vocal performing. In all of those parameters Jelena Jovanovic¢ rec-
ognises ambivalent characteristics: those which primarily originate
from the archaic rural tradition and those connected to urban cultural
aesthetics.

Considering the songs’ versification, those based on one or two
verses as well as multi-verse forms could be linked with the indig-
enous Serb vocal tradition. On the other hand, the poetic structures
of the songs of city origin are based on stanzas and rhymed verses
of different length. A large group of songs are based on indigenous
South-Slav and Balkan tonal bases, while at the same time it could
be said that a vast group of songs has defined classical European to-
nality. Along with monothematic form (such is, for example, A, Av,
Avv), bithematic forms of AB type can be considered not only as the
most frequent, but also indigenous, while newer songs of city origin
often have polythematic forms of mutually contrasting parts (for ex-
ample, AABC, ABA C, ABBCCly etc.). In the songs based on indig-
enous South-Slav (Balkan) tonal base, cadences always gravitate to
the so-called second degree of the basic scale which can be diatonic
or chromatic. On the other hand, for the melodies in classical tonali-
ties cadences in most cases are linked to the tones of tonic function.
The metric-rhythmical organization is, contrary to other musical pa-
rameters, equal both in rural and city songs: it could be based both in
distributional rhythm and rubato; while 2/4 is very common and the
most frequent, three-part meter can appear in the songs of the Central
European origin. As is the case in other parts of the region, the so-
called aksak rhythm of uneven beats is extremely rare for the vocal
tradition of the Serbs in Upper Banat and could be considered as the
influence of Romanian folklore. All of those paradigmatic features of
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rural and/or city vocal idioms can appear separately, but also can be
interlinked in a particular song.

Vocal performance can be both solo or in a group. In her
devoted and careful observation of the performance style of the many
individuals with whom she worked “in the field”, the author notes
the prevailing influences of urban musical culture. While aesthetical
aspiration to dynamic and agogic shading could be noted in the
individual singing, in two-part or multi-part performances a tendency
toward uniformity prevails even though this was seldom reached.

Taking into account all the criteria that were considered which
include both contextual and textual aspects of the vocal tradition
that she observed, Jelena Jovanovi¢ pointed out that in the musical
tradition of the Serbs in Upper Banat during the 20" century two
aesthetic criteria interlink: one originating from the indigenous
rural cultural heritage, and the other penetrating from the urban
cultural settings of the Central European cities. Considering the fact
that most of the singers that Jovanovi¢ interviewed are not among
us anymore and that singing in choirs is not so popular among
the current younger generations, it could be said that this book is
a very significant, scholarly based testimony that comprehensively
covers the cultural heritage of the Serbs in Upper Banat in Romania.
The music transcriptions of the songs collected are of particular
significance because they can be used for their further preservation
and transmission.

Last, but not least, this book has comprehensive summaries in
Serbian, Romanian and English, which increases its significance both
in scholarly circles and among interested readers. Finally, thanks to
the publishers, 16 vivid colour photos of singers, tellers, objects,
and ambients are also included as a form of testimony of their early
village life.

Selena Rakocevic
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(npup. Cama PankoBuh)

, BPEUL]E, BPEO BEHEHA " — TPAJ[UIIHOHAJIHO
MY3UYKO HACJIIEBE IIPU3PEHCKE I OPE

KoMrmakT quck ca mpompaTHOM KEHKHUIIOM,
beorpan: ETHomnomiko-anTponosomko apymrteo Cpouje, 2013

[To mHOrO yemy crnenuduyHa My3WYKa TpaguiFja OOIacTH
Hpuspercke 'ope Ha lap mianuHu ocTaa je JoCTyIHa IUpOj jaB-
HOCTH 3axBasbyjyhu aynuo usnamwy Bpouye, 6pbo 3enena, Kao 1pBoj
MOHOTpa(cKoj 3By4HO] ImybnuKamuju rpahe ca 0Bor TepeHa ocTBape-
Hoj y CpOuju, a uuju je mpupehusau ernomysukosor Cama Panko-
Brh. My3uuKy 1moceOHOCT OBE MpeeoHe MeJnHe (Kpo3 KOjy Mpojiase
aaMuHUCTpaTtuBHE Tpanuiie Cpouje, Andanuje u Makenonwuje, a Yuju
HajBehu neo npunana KocoBy u Metoxuju) mpare Takohe crienmduy-
HU €THUYKH, J€3UYKH, aHTpOMoreorpadCcku U KyITypHH YHHUOIIM.
Hawnwme, ncnamuzoBanu ['opanu/I'opadiy esie npaBocIaBHU CIIOBEH-
cku kopeH ca CpOuma, Te CBETKY]y M UCIIaMCKe M XpHIThaHCKe mpa3-
HUKe W obOuuaje, momyT bajpama, cynera, DByphesnana u boxwuha.
3aTuM, TIAHUHCKO OKPYKEHE Y3POKOBAJIO j& JOMHUHAHTHO 0aBIbEHE
CTOYApPCTBOM, Koje je y XX BEeKy YCTYIHIO MECTO redyanon — rypoery,
OZTHOCHO, OJIJIACKY Ha IMPUBPEMEHH pajl y Apyre Kpajese. JleTmu me-
pHOJ, BpeMe IBUXOBOT IMOBPATKa U JIaHAC j€ ITIaBHO BpEMe OKYIIJbaba
I'opanaiia y pogHOM Kpajy, Kao U BpeMe CBaJJ0EHUX CBETKOBamba Mpo-
XKETUX OPOJHUM, KapaKTEPUCTUIHUM OOPEIHUM pajmhama.

Toxom 1992. u 1993. ronune, Cawa PankoBuh (Tama CraHko-
Buh) camocTaiHo je noceruia cena [puspencke T'ope, kao npsu 1 10
JaHac jeAHu cTpyumak u3 CpOuje Koju je cBOj paj MOCBETHO CHCTe-
MaTCKOM TE€PEHCKOM E€THOMY3UKOJIOIIKOM HCTPaKMBamy OBOI Peru-
oHa.? CHUMIIM HACTaJId TOM IMPHIUKOM, a 00jaBJbeHH JBE JCLCHH]E
KaCHH]j€ Ha KOMITaKT TUCKY Bpouye, 6poo 3enena, NpeacTaBibajy U3y-
3€THY BPEIHOCT, HE camo 300r OoraTcTBa U MHPOPMATUBHOCTH Mare-

! Mako npakca koayTopcTBa y nucamy MpHKasa Huje yoOUuajena, H3y3eTaK je y OBOM CITy-
Yajy yureH Oynyhu /1a je ped 0 MaJio HCTPpaXUBaHO] Tpahi M 0 Pa3IMIUTHM KOMIICTCH-
LMjaMa CTpyumaka koju ce nocsehyjy aHanusu oBor uznawma. O0e ayTopke Mnpukasa cy
y JIBa Maxa TOBOpUJIE Ha Ipe3eHTalujama KoMnakT aucka (y beorpany 2014. u IlanueBy
2015), Tako J1a KOayTOPCKH TMPHKa3 MPEACTaBIba IO KOJICTHjaHE capalmbe Y OMrmKeM
carjieJlaBamby U3y3eTHO 3aHMMJBHBE M MHCTIMPATHBHE My3uuKe rpahe u OpojHUX Tema Be-
3aHUX 32 BOKAJIHY, HHCTPYMEHTAIIHY W BOKAJTHO-HHCTPYMEHTAIIHY TpaauLujy Tope.

2 Mysmuako cTBapamamTso [ope G0 je mpemMeT HeTpaknBama Muonpara Bacube-
Buha, bupre Tpepyn (Birthe Traerup, Jlancka) u Tpnka buniesckor (Makeznonuja), Koju
je OBy TpajMIHjy M3y4aBao MCKJbYYHBO y OKBHPY MAaKEIOHCKOI My3HW4YKor Hacieha.
Cama Panxopuh (p. CrankoBuh) je cucTeMaTn30BaHEe pPe3y/TaTe CBOjHX UCTPAKUBAMA
MIPEICTaBMWIIa y OKBUPY CBOT' AWIUIOMCKOT paja MOX HAaclIOBOM Boxanma iipaduyuja
T'ope, onbpameHor Ha PakynteTy My3udke ymerHoctu y beorpany 1993. ronune (MeH-
top: nipod. 1. desuh). Y HajHOBH]jE Bpeme, Jico [ope Koju aIMUHUCTPATHBHO MTPHUTIA/Ia
AnbGanuju uctpaxupana je Becenka Tonuesa (byrapcka).
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pujana Koju npyxajy, Beh u 30or BpeMeHa kajna cy 3adenexernn. OHu
Cy, HalMe, CBE/IOUCHHE O HKHUBOJ MIPAKCU y UCTPAKUBAUKOM KOHTEKCTY,
IITO OBOM ayJIMo M3/1aky Aaje nmocedaH JOKYMEHTApHH 3HAUa].

KoMmakTt-auck caipku ABajJieCeT U YeTUPHU HyMepe: HajBUIle
ux je Bokanmnux (1, 3,4, 5,7,9, 11, 12, 13, 15, 16, 17, 22, 23), nok
Cy HEIITO Mame 3aCTyIJbeHe HHCTpyMeHTanHe (2, 6, 10, 14, 18, 19,
20, 21, 24) u BokamHo-uHCcTpyMeHTanHe (8). Beh Ha npBu moren
YO4WbHBA j€ pOJIHA MOJIBOJEHOCT perneproapa: JOK KeHe U3BOJIe Iec-
Me, Koje KaTKaJ caMe Ipare yaapameM y gaupe (iuyiare co oaupe
— "ymepe 4, 11, 13, 15, 23) u xoje ce U3BOJAC U y3 UTPY, MyIIKaPIH
Cy MHCTPYMEHTAJIMCTH, a JajeKo pehe BokanHu couuctu (8). Nure-
PECaHTHO e [1a )KCHE U JICBOJKE O KOJHX Cy IECME 3a0eIIeKCHE IPH-
najajy pasIMuuTEM reHepanujama: ox 15 1o 70 roanHa crapocT.

Pepociien Hymepa Ha AMCKy Ha49HEbCH je 110 KaHPOBCKOM KPHTe-
pHjyMy, IIpemMa BHXOBOM MECTy Y Tpajuiujckoj Kynrypu ope. Cama
PankoBuh je o1 camor noueTka UCTpaxKUBamba Ousa y MO3UIHjH yuec-
HUKa-[ocMarpaya; u3Mel)y ocrasior, Kao npBa HyMepa Ha JUCKY Hallljia
ce MpBa rnecma Kojy je OHa CHUMUIIA Ha TePeHy — IecMa I00poI0IuIn-
Lie, HCIIeBaHa Y TPCHYTKY Kajia je CHUMJbCHa, 1 1ocBehena romhu.

Kan je peu o BOKaJHOj TpaaullKdju, OHA j€ MPEACTaBIbEHA Y
okBUpY cienehux sxanpoa: necma noopogountuie (1), hyphesnan-
cke necme (2—11), mecme u3 mukiyca cBagOeHux obpena m oOu-
gaja (11-15), ycnaBanke (17), necme y3 urpy (18-20), bybaBHE
necme (21-23), ka0 1 npUMep HHCTPYMEHTAJIHOT H3BOheba recme
(24). 3abenesxene Hymepe BehMHOM MpHUITazajy CTapoj CEOCKoj Iie-
BauKOj] TPaJULIHUjH, KOje C€ EMCKH HA3UBajJy Ha 2iac Ulu 6ojooana,
npema npucycTBy crieuuuuHor pedpeHa 3a caja joll HEMO3HATOT
3Hayewa. OBakBe MecMe MO MPaBWILy M3BOJAE KEHE Yy AYeTy, IpH
yeMy jenHa ol \buX neBa Boxaehy, a npyra nparehy neonwmiyy. Peu
je o xetepoOHOM JBOIIACY, Ca CYIIPOTHUM WJIM MapaseIHUM Kpe-
TambeM IJIacOBa Y MaJlUM CEeKyHJaMma; IPUJIUKOM CIIyllama, CTUYe
ce yTHCaK jeHOINIacja ca MOBPEMEHHUM OJICTyNamuMa y JBOIJAC.
CrnenuuaHOCT NMpeACcTaBbajy M eKCKIaMallfje y TOKY U Ha Kpaje-
BHMa MejocTpoda, HajymneyarJbuBUje y lecMamMa u3 cena Pecre-
muna. [lecme cy cHUMIJbEHE Kao J1€0 JKMBE CEOCKe Tpajuliuje, ma
He U3HeHalyje unmbeHuIa J1a Cy ’UXOBH TEKCTOBU UMIIPOBU30BAHU
U y TOKy camor H3Bolema/CHUMama, y CKIaJay ca TpaJulluOoHa-
HOM M3BohaukoM mpakcoMm. Omiite ocoOMHE OBaKBUX Mecama Cy
Ttakohe cmabu3am (Kao Mmoka3aresb apXaudHOCTH OBHX BOKAJHHX
dbopMu U BLUXOBE OJIMCKOCTH ca 00peanma), CBEICHOCT M jeHOC-
TaBHOCT (MOHOJIUTHOCT) MEJIONIOCTCKUX (hOopMHU U yroTpeda Kapak-
TepuctTuyHuX pedpena. O oBOT mpaBuiia, Kaja je ped O KEHCKOM
H3BOhemYy, OJICTYyIAa camMo jeJHa HyMepa, Koja BEpOBATHO BOAH TO-
PEeKIIO U3 TpajicKe BoKaiaHe Tpaaunuje (21).
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Kencka Bokanna tpamunuja Ilpuspencke [ope Ha quCKy je
IIPEe3eHTOBaHa KPO3 CHUMKE M3 BHUIIE Cela, TaKo Ja ce A00Hja u uH-
dbopmanja o JIOKaTHUM cneuH(quHocmMa BOKAaJHOI U3pa3a y ca-
Moj ['opu. CTusicke Ui opHaMeHTaIHE pa3IuKe y eBamby UCTUX WU
BEOMa CPOJHHMX BOKAJIHUX (OPMH y MPOCTOPHO PEIATHBHO ylabe-
HUM CeJMMa, Koja IPAaBUTUpPajy APYTUM KyJITYPHUM (M aAMHHHUCTPA-
TUBHUM) CpeiMHaMa oceOHa Cy U U3Y3€THO 3aHUMJbUBA TEMA, K0jO]
Ou Moryia OuTH mocBeheHa 3acebHa CTyauja.

Kako caznajemo u3 3By4HHUX IpUMepa U U3 Beoma HMH(opma-
TUBHE TpaTehe CTyauje Ha CPIICKOM U €HIJIECKOM J€3UKY, HHCTPY-
MEHTH Ha KOjuMa JKeHE CBHPAjy Cy Jaupe (MMOHEeKal ce ynorpedspaBa
TePMUH Oegh) U masuxe (yCHA XapMOHHUKA) KOj€ Cy Hajuemrhe npaTuie
urpy. CHuMIbeHa je hypheBmaHcka mecma Kojy M3BOJIE JIBE JIEBOjKE
OJ1 KOJHX jeqHa wuyiia co oaupe (4); y3 UCTy MpaTHy TIeBa Ce U IIecMa
Ha {OoKI0H Kaj ce Hoce mapoBu Miaznoj (11), 3atum mecma koja ce
reBa nociie nmpe OpayHe HOhM KaJl ce MilaJieHIuMa MeKy Upucanuye
(15), xao u ;byOaBHE MTecMe. 3aHUMIBUB j€ OTHOC U3Mel)y BOKaaTHUX 1
MHCTPYMEHTAJIHE JICOHUIIE, IOTOTOBO y CBaJIOEHUM IlecMaMa Koje Cy
reBajie CTapuje KeHe, IJe Ce CEKYHHOM JIBOIIACYy U YIIaBHOM BHCO-
KO TMO3UITMOHUPAHUM IIIACOBUMA MPUKIbYUYje TAMHUJU TEMOp Jaupa
(c 003upoM Ha BEITUKH KOPITYC OBOT MHCTPYMEHTA) Y HE3aBHUCHUM
puTMHUKUM umnyncuma. O6pa3oBaHe nonupuTMuje usMel)y Bokaa
U IIpaTHe Y HEKUM IpUMepUMa Cy BeoMa yIevyarbuBe.

ConrcTHYKO MEBame 3aCTYIJBEHO je Ha JUCKY CaMO jeJHOM
HYMEPOM, U TO MyIIKHM H3BODCHEM MECME KOja € TPafHUHOHATIHO
TeBa Y )KCHCKO] IPYIIN U KOja nMa 00peHy QyHKIH]Y Y OKBUDY IIpa3-
HoBarma byphesnana (8). Peu je o mecmu Bpouye, poo senena, jen-
HOJ OJ] HajIoMyJapHUjUX NecaMa y [opH 1o K0joj je Ha3BaH U JUCK.
Osaj CHHMAK, y HCTO BPEME, PENPE3CHTYje U TOPAHCKY BOKAJIHO-MH-
CTpyMEHTaNHy Tpaauiujy. by Ha concrBenu HaunH u3Boau Pycrem
Kapandwosuh y3 nparsksy TaMOype OpHjeHTAIHOT THIIA U Jlanupa.

[Ipumepu ucTpyMeHTaNIHE Tpaguliuje 3a0elieKeHH Cy y Cely
Bpanuire; u3Bosne UX MyLIKaplyd Ha LIyNeJblM, MOTyKaBaly WIH
HIyrnesbly U Jgavpama, HeKaja y3 nparwy gaupa. lTo ce mynesbke
THYe, cyaehu 1mo 3By4HUM KapaKTepUCTHKama, OYMIVIEIHO je Ja ce
oBaj Ha3uB y [opu ynorpebsbaBao He caMo 3a TUIT KPaTKOT KaBaja,
Beh u 3a cBUpany ca muckoM, omHOCHO ¢Gpyiy. Pybaro purmMuuku cu-
CTEM KapaKTepHUCTHYaH je 3a M3Boheme Y0OAHCKUX MeJoauja, Mpu
OJUTacKy Ha medayi0y, ¥ MeJIo/ihja y OKBUPY CBaj0e KaJ ce miiana
BOJIM MJIAJI0KeHHHOj Kyhu (2), 10K je acuMeTpuyHa METPHUKa CBOj-
CTBEHA MHCTPYMEHTAJIHUM Bep3HjaMa recama y3 urpy.

3abenexeHo je Aa Cy JKeHe Y MPOLUIOCTH Urpajie 3acebHo, y3
IpaTky MecMe U Jaupa, a MyLIKapluu y3 3ypie (csupie) U TanaHe.
Ha sypnama, mehytum, Hucy cBupanu ['opanmnm. AncamOiu 3ypiiamia
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y3 IpaTkhy TamaHa J0JIa3uiu cy yriaBHoM u3 [Ipu3peHa u muxoBu
YIaHOBH ¢y Omim Pomu. Ykonuko Ou ce skernesno 1a cBajida nMa cBe-
YaHU]U KapakTep, ydyerrhe oBux ancambasa je Ouio moapa3yMeBaHo.

Kan je o Tome ped, HEONXOIHO j€ HAIIaCUTH Jia j€ YIpaBo y
TOKy uctpaxkuBama y ['opu Camwa PankoBuh ricrospriia u3y3eTHO BU-
COK CTEIeH CIIOCOOHOCTH 32 TePeHCKa UCTPaKMBamba, Ka0 U HEeCBa-
KHUJIAIIFbA MHCTUHKT 3a Pa3yMeBambe jeHE HOj CTpaHe, crenuduane
ceocke Kynrype. TeMesbHOCT BeHOT MpHUCTyNa oluyeHa je, umely
OCTAJIOT, U 'y OPMKIBUBO, MIPELIM3HO CAYMEHEHUM 3allCUMa TEKCTOBA
recaMa y ropaHCKOM TOBOPY, IITO OW 32 MHOTE UCTPa)KUBaue MOXKAa
Beh y caMOM MO4YeTKy pajia Ha TEPEeHy MOIJIO MpeACTaBJbaTh He-
MIPEeMOCTUBY TpernpeKky. KommakT Auck mpatu U y30pHa, J1BOje3Uy-
Ha KIIKHUIA Ca CBUM MOTPEOHUM MOAALMMA Y BE3H Ca CHUMJbEHUM
MaTepHjaioM, YKJbY4dyjyhu IIEJIOKYITHE TEKCTOBE CBHX Iecama, ca
objanrmembuMa Mamke MTO3HATUX PEeYH B U3pasa.

[Toce6HO je BayKHO HATJIACUTH CTPATEIIKK 3Ha4a] OBE MyOIMKa-
[1j€ HEe caMOo 3a €eTHOMY3HKoJIore, Beh U 3a CTpyUmake U3 IpyTrux Xy-
MaHUCTUYKUX AUCHUILIMHA (TIOpe] JbyOuTesba TpaJullMOHAIHE MYy3H-
Ke), y cBeTIy MOryhux, v mpeko noTpeOHNX, HHTEPIUCIUILTHHAPHUX
caryieiaBama (heHOMEHA IPEICTaBJbeHUX Ha AUCKY. OBaj 3Ha4aj je yo-
yuio ETHOJOIIKO M aHTpomnosomko apymTBo Cpouje kao u3aasay,’
YiMe€ je OCTBapeHa y30pHa MHTEPAMCUUILUIMHAPHA capajmba y ola-
CTH XyMaHHCTHKE. 3a 00paly TepeHCKHX CHUMaKa U U3pajay Macrepa
3acily’KaH je yrieaHu ToH Majctop 3opaH Jepkouh. M3y3eTHoO ycmesno
JIMKOBHO U TEXHUYKO pElICHe KOPHIIA MPOIpaTHE KIbUTe HAYMHUIN
cy 3Bonumup Jbyooruna u Urop Taawuh.

[Topen HemocpeqHOT HAYYHOT 3HAuaja, OBaj KOMIIAKT AUCK UMa
YW BUCOKY arulMKaTtuBHY BpenHocT. Kpo3 anraxoBamwe Came PaH-
koBHh Kao BOKajHOr meaarora Ha DakyiaTeTy My3UYKe YMETHOCTH
y beorpany u y My3uukoj mkoiu ,,Mokpamail”’, mecMe Koje cy Ha
MY MpPEeACTaB/bEHE YCBajajy MJIa/lu [I€Baur, yYEHUIU U CTYJICHTH,
U THUME ce OTBapa MOTYhHOCT 3a JaJbU KUBOT OBUX (PAaCIIMHAHTHUX
neBaHuX (HOPMH Yy JaHAITHUIM U Y OymyhHOCTH.

Jenena Josanosuh u Mupjana 3axuh

3 [Ty6rmmkoBame je 0CTBAPEHO M 3aXBasbyjyhn BETMKOM JTHIHOM aHTAKOBAKY TAIAIIHE
MIPE/ICE/IHUIIC OBOT YApYxkema, Anekcanape [Tapuhesuh
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