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ABSTRACT

The beginnings of Serbian musical historiography can be traced back to the nineteenth
century. The first half of that century is marked by the work of musical amateurs,
and later professionals were gradually trained. The beginnings of Serbian musical
historiography can be found in articles published in memorials of singing societies,
as well as in periodicals. These were portraits of composers and performers, texts on
church and folk music, obituaries and other articles. The first history of music in the
Serbian language appeared in 1921 in Pan¢evo. Its author was Ljubomir Bo$njakovi¢
(1891-1987), composer and conductor. This short history of music is written in a
popular way, as a guide-book for concert and opera audiences, and as a manual for
school youth. It includes a professional approach and a free, literary expression. This
study paints a picture of the initial phase of the development of musical historiography
in Serbia, as well as an analysis of Ljubomir Bo$njakovi¢’s book.
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In the complex social and political circumstances of the nineteenth century in which
the modern Serbian state was formed, writing about music also made its contribu-
tion to the shaping of national cultural identity. It found its place in daily newspapers,
literary and later music magazines. The Serbian reading public, scattered amongst
the state borders of the Principality, and then the Kingdom of Serbia and Habsburg
Monarchy, for a long time received reports on contemporary music events that did
not offer objective critical insights. Over time, the number of exhaustive reports on
music affairs, as well as articles on specific issues in music theory and texts portraying
prominent figures among Serbian composers and performers proliferated. In the
circumstances in which music amateurs far exceeded the few professional musicians
educated in the Western tradition who had only started to shape the Serbian music
scene, the very first bibliography of Serbian music appeared in 1874.}

In contrast to texts dealing with literary and visual arts, which reflected the
author’s insight into the historical development and current trends in European
literary theory and arts, aesthetics and philosophical standpoints, writings on
music bore testimony to the more than modest formal musical knowledge of their
authors.* These authors, with few exceptions, were vaguely familiar with the histo-
rical development and theoretical systems of European artistic music or with the
church and folk music practices of neighbouring nations. Nevertheless, written
material on music over the entire nineteenth century had, beside its crucially infor-
mative message, a pronounced didactic and patriotism-promoting character. A
primary task was to enlighten; foundations for a national music tradition were to
be laid following the example of European tradition which at the time seemed in
many aspects unfamiliar and unattainable. To attain this aim was only possible with
the help of existing church and folk music which had exclusively been fostered and
transmitted orally and which was yet to be incorporated in a methodically justi-
fied and purposeful pedagogical process (Peno 2016: 117-123, 235-241). The process
itself needed to be invented.

3 A choirmaster and music teacher, Dusan Permekov, made a list of the music works inspired by histor-
ical motifs and folk melodies whose authors were mainly foreign, with a few Serbian composers. The bibli-
ography by Dermekov was published only five years after Stojan Novakovi¢, a famous Serbian literary histo-
rian, compiled the first bibliography of Serbian literature, showing the general efforts of cultural promoters
of the time to follow contemporary tendencies in European culture, art and science. The words taken from
the first part of his article entitled A view on the current situation of our music, unambiguously depict the
position of music in the Serbian culture of 1880’s: “Our music is still in a cradle. This branch of art is so
neglected that one may assume this nation is deprived of a heart, deprived of a language that is able easily
and aptly to express diverse feelings — deprived of singing” (Dermekov 1874: 93).

4  Professional musicians were quite rare in Serbian lands by the middle of the nineteenth century,
which explains why lawyers, politicians and doctors were those who wrote about music affairs. There was
no expert music terminology by the late 1860s. A substantial contribution to its formation was another
musical “layman’, a mathematician and economist, Milan Milovuk, in his books Teoricki osnovi muzike

(1866) and Nauka o muzici (1867). See Vasiljevi¢ 2000: 46-51.
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Although Western cultural models, and accordingly European music practices,
were unconditionally accepted in Serbian society during the century of national flou-
rishing (Bikicki 1987), in public discourse, music propagators in Serbia were spreading
the idea that folk music, having been cultivated for centuries, was uniquely capable
of uniting, and keeping united, the Serbian ethnos.s Church chant and folk melodies
were therefore favoured over “European” music, although it was clear that their preser-
vation was only possible through a correct notational system and artistic processing
that followed the rules of European music theory.

As the number of transcriptions of church melodies increased, they were natu-
rally followed by the first historiographical articles on the development of litur-
gical music in the “national’, that is, Serbian Church. These found their place in the
forewords of some notated church chant collections.® The first steps towards a nati-
onal history of church music were taken within singing societies where music activi-
ties were, no doubt, nationally coloured (Pejovi¢ 1994: 30, 231232, 257-267), but we
also trace them in some texts dedicated to historical reviews of folk music, prima-
rily of the instruments in wide national use (1. S. 1842; Milankovi¢ 1891; Pejovi¢
1994: 7, 235-236).

To fragmentary historiographical accounts, given in the form of lists, biographies and
obituaries of deserving music activists, especially those who were spreading European
music culture among their compatriots,” one should also add the first reviews of some
famous European composers’ opuses.® At the beginning of the twentieth century, the

5 “In Serbia, Serbian words must be uttered and Serbian songs must resonate”, according to Pejovi¢ 1994: 39.

6  The first authors who notated church music used a famous work of archimandrite Jovan Raji¢: Isto-
rija Katihizma Pravoslavnih Srbalja u Cesarskim drzavama, for the sake ofits diachronic account of more
than scarce primary music sources from recent history, that is, from the eighteenth century onwards. See
Boljari¢ and Taj$anovi¢, 1891: I-IV; Ostoji¢ 1896; VII-X and 1897. In the dominant air of Romanticism,
these works primarily served to create a myth of an autochthonous and invaluable Serbian music tradi-
tion, for which there was no evidence in either the distant or in the recent past, oor in the authors’ time.
On the real situation regarding chanting in the Serbian Orthodox Church and on teaching chanting in
seminaries and regular schools many wrote with skepticism and with gloom (Peno 2011). Writers of the
twentieth century, primarily Kosta P. Manojlovi¢, would continue in the same manner, but far more
grounded in scientific research concerning the Serbian musical tradition (Peno 2017a).

7 Many articles on their activities as artists, written during their lives and posthumously, helped K.
Stankovi¢ and Stevan Stojanovi¢ Mokranjac to establish themselves above other Serbian musicians
educated in the Western tradition during the second half of the nineteenth century (Peri¢ 1985 and 1999).
It is vital to mention that first outlines of the history of Serbian music were given in the composer Petar
Konjovi¢’s article Muzika u Srba in his book Licnosti in 1920, but they also partially resulted from an article
by another active musician and music critic, Stevan Hristi¢, in which he strictly selected who among Serbian
music authors deserved to be mentioned in the history of Serbian music (Pejovi¢ 1994: 122).

8 Jovan Ivanigevi¢ wrote the first, very short biography of Mozart with a list of his works (IvaniSevi¢

1887). The composer and music critic Stevan Hristi¢ in his early articles wrote about famous European
and Russian musicians. See Hristi¢ 1908; 1909a-c; 1912a-b; 1914.
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first more demanding compilations dealing with the historical development of ancient
music traditions (Greek, that of the Old and New Testament) also appeared in church
periodicals.?® In these studies, the authors tried to satisfy the basic principles of scientific
methodology. As a result, in the footnotes one may find a wide range of mainly foreign
bibliographical references that they used while writing their studies.”

A good command of foreign languages, primarily of German, definitely gave a
chance to those more influential and relevant Serbian musicians at the turn of the
last century, in the first place to those who stood an opportunity to acquire their
music education or to master their profession abroad, to become acquainted with
current work in music historiography. However, amongst those well-educated and
influential musicians and composers, of older but also younger generations, there
were none interested in translating a solid volume on the history of music from a
foreign language. They saw their priorities as being on the other side. In such condi-
tions, in which it was urgent to provide music literacy to the nation and find the

9 At the dawn of the twentieth century, hieromonk Vladimir Boberi¢, a teacher of church chant
at the Seminary in Ralja and a catechist at the Great Serbian Grammar School in Sarajevo, published
in the magazine Dabro-bosanski isto¢nik a comprehensive series of articles entitled “Slike iz istorije
crkvenoga pjesnistva i muzika u pravoslavnoj crkvi” on the historical development of Christian poetry
and psalmody, on its origins and theoretical system. Three years later, a liturgics teacher in Sremski
Karlovci Seminary, protopresbyter Jovan Zivkovi¢, published a study of a similar concept, also as a series,
with the rather ordinary title “Church chant” in the magazine Bogoslovski glasnik. These historiographic
and theoretical texts were quite unique amongst the modest reference texts written for church chanters
and those who loved liturgical hymns (Peno 2017b).

10 Vladimir Boberi¢ and Jovan Zivkovi¢ quoted in their references a famous book, Geschichte der
byzantinischen Literatur von Justinian bis zum Ende des ostromischen Reiches, which Karl Krumbacher
(1856-1909), a founder of Byzantine studies in the Western Europe, wrote in collaboration with a Roman
Catholic priest and Church historian Albert Ehrhard (1962-1940) and philologist Heinrich Gelzer (1847-
1906). Boberi¢ also quoted a book by Raphael Georg Kiesewetter Edler von Wiesenbrunn (1773-1850),
Geschichte der europdisch-abendlindischen oder unserer heutigen Musik (Leipzig: Druck und Verlag von
Breitkopf und Hirtel), first published in 1834, then in 1846, and reissued in English (Robert Miiller
[transl.]. History of the Modern Music of Western Europe, from the First Century of the Christian Era to
the Present Day, with Examples, and an Appendix, Explanatory of the Theory of the Ancient Greek Music.
London: T. C. Newby, 1848). The odds are that he perused Hans Michael Schletterer, Geschichte der
geistlichen Dichtung und kirchlichen Tonkunst: in ihrem Zusammenhange mit der politischen und socialen
Entwickelung insbesondere des deutschen Volkes, Hannover 1869. Both authors quoted the opinion of
Ludwig Nohl (1831-1885), a German musicologist and writer, which he had presented in his Allgemeine
Musikgeschichte, Leipzig: Reclam 1881. They took over theoretical foundations from a work by Ivan
Ivanovich Voznesensky, a Russian protopresbyter and a scholar of the tradition of church chant (see
Voznesensky 1890). Surprisingly, Zivkovic was also familiar with a comprehensive study of church music
in the Greek language in which a thorough account of Eastern chanting tradition “from the time of the
Apostles to the present day” was given, as the title itself says, and which was written by a theoretician
and musicologist, Georgios 1. Papadopoulos (ITana8émovlog 1890).
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most effective way to educate proper vocal and instrumental performers, work on
a handbook on the history of art music was not mentioned at all.”

Ljubomir Bo$njakovi¢, a student in Berlin, was the one who undertook this task in
1920 among his far more prominent contemporaries. At the same time, Miloje Milo-
jevi¢, already distinguished for his writings on music and who was among the few Serbs
to acquire a PhD degree in musicology, four years afterwards, pointed in his article
Mysukaano saciutmiarse (Music Education) at core faults in the teaching of music in
Serbian schools (Milojevi¢ 1920). In particular, he analysed the situation in private music
schools, that is, specialized schools, and only sporadically mentioned the importance of a
knowledge of music history, without making any actual proposals regarding methods for
becoming familiar with the evolution of styles and with the works of composers whose
scores/sheet music Serbian musicians aspired to read. Without any pretentiousness,
which, in contrast, oozes from Milojevi¢’s paper, Bo$njakovi¢ opened the foreword to his
book in optimistic tones, honestly believing that “after the gigantic efforts” the Serbian
people had made in the field of musical culture, they had finally found themselves on
the right and good path. Aiming to enable both musicians and music lovers “to orientate
themselves easily in a music hall or at an opera house”, he compiled this concise history
of music looking up first-class German and French sources.” His aim was to present what
he believed was most essential in a simple and appropriate manner.

FkK

Ljubomir Bo$njakovi¢’s History of Music was published in 1921 in Pan¢evo by the
publishing house ‘Napredak’ (Progress). It was its first and only edition, though the
author worked on a second (Figure 1).

Bosnjakovi¢ was born in Mostar (Bosnia and Herzegovina) in 1891. He gained his
musical education in Belgrade at the Serbian School of Music, furthered his studies
in Vienna, Berlin and graduated from the Naples Conservatory of music. He was a
music teacher in Skopje and Aleksinac, and from 1925 to 1941 he worked as a mili-
tary conductor at Royal Yugoslav army — in Bitola, Zrenjanin, Subotica and Belgrade.
Following the Second World War, he was appointed general director of the Second
Broadcasting Channel of Radio Belgrade. 1964 onwards, he lived in Hvar (Republic
of Croatia) where he composed a number of his works. He died in 1987.

11 Bythesecond decade of the twentieth century, at Serbian schools and seminaries, church and folk chants
had been learned by heart. Pupils often memorized choir parts without using any sheet music when preparing
for different public performances. Some less demanding church melodies were even taught at kindergartens in
Vojvodina (Anonymous 1888). The situation did not improve much in the period between the World Wars,
as many appeals by music experts and distinguished men bear witness (Vesi¢ and Peno 2016).

12 Bosnjakovi¢ listed his references at the beginning of his book: Ludwig Nohl, Musikgeschichte (1917);
Kothe-Prochazka, Abriss der Musikgeschichte (1919): Ernst Wickenhagen, Geschichte der Kunst (1919); Richard
Batka, Geschichte der Musik (Bd. I und II); Alfred Bruneau, Musique de Russie (1903); Alfred Bruneau, La
musique frangaise (1901); Rudolf Louis, Die Deutsche Musik der Gegenwart (1909); Edgar Istel, Die moderne
Oper (1883-1914); Richard Hofmann, Musikinstrumente (1903); Petar Konjovi¢, Linosti, Zagreb 1920.
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Figure 1. The front cover of Ljubomir Bo3njakovi¢'s History of Music

Serbian music history has put Ljubomir Bo$njakovi¢ in the category of so-called
minor masters and recognized his artistic output as the last offspring of romanti-
cism in Serbian music. Bo$njakovi¢ tried out different musical genres. He composed
one opera, a number of works for plays, and orchestral overtures. His most signifi-
cant achievements were in choral music, for cappella choir of for choir and orche-
stra. These are arrangements of folk melodies, linked together into “garlands” on the
model of to older Serbian composer. His rhapsodies for orchestra as well as his piano
music, were based on folk motifs.

His plain, romantic musical compositions have not been performed in concert
halls for many years. Nevertheless, Bosnjakovi¢’s name has not been forgotten in
Serbian musical lexicography. There are entries on him in the Yugoslav Encyclopaedia
of Music (Duri¢-Klajn MCMLXXI*), Lexicon of Yugoslav Music (Anon. 1984.), Serbian
Biographical Dictionary (Gaji¢ 2004.), Serbian Encyclopaedia (Gaji¢ 2011). Bognjakovi¢
was mentioned in the first history of Serbian music by Stana Puri¢-Klajn (1962: 698),
but was omitted from the latest collective history of Serbian music, written by profe-
ssors from the Faculty of Music in Belgrade (Veselinovi¢-Hofman et al. 2007). A
short and succinct outline of Bo$njakovic’s life and work was given by academician
Vlastimir Peri¢i¢ in his renowned book Composers in Serbia (Peri¢ié 1969: 64-66).
In 1994, Biljana Milanovi¢ published a study on Bo$njakovi¢’s work as a composer,
with new facts, offering a suggestive assessment of his position in Serbian music. She
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also attached to her study a list of Bo$njakovi¢’s works and manuscripts that are kept
at the Institute of Musicology of the Serbian Academy (Milanovi¢ 1994).

Bosnjakovi¢ earned his place in Gordana Krajaci¢’s history of Serbian military
music 1831-194§ (Krajaéic’ 2003: 106—107 ). Basic observations on Bosnjakovi¢’s book,
noting that it deserves a more thorough review, were presented by Sonja Marinkovi¢
in the journal New Sound (Marinkovié¢ 1995: 147).

Roksanda Pejovi¢’s history of Serbian music criticism and essays in the interwar
period was published in 1999. The book contains a short review of Bosnjakovic’s
History of Music (Pejovié 1999: 169—170).

Bosnjakovi¢’s 167-pages long History of Music consists of 13 chapters divided into
three parts, containing also the author’s foreword, a list of bibliographical references and
a glossary of basic musical terms. The volume offers 48 photos of European and Yugo-
slav musicians, as well as a few examples of original sheet music. The author dedicated
his book to Stanislav Bini¢ki (1872-1942), a composer and conductor, and presented
its purpose in the foreword. Having argued that music was evidently on the rise in the
Kingdom of Serbs, Croats and Slovenes, he recommended his book as a guide or manual
for concert and opera audiences and for the pupils of music schools and conservato-
ries. In the foreword, one may also find information on the author’s approach to music
history. He was of the notion that only the most urgent topics should be presented, and
these are the history of polyphony, church music, opera and symphony.

Bosnjakovi¢’s book is organized with an emphasis on the musical genres selected. The
first part covers the musical culture of ancient times only to continue with the rise of polyp-
hony in Europe and then, in the last chapter he gives an account of oratorio as a musical
genre. The second part follows the historical development of opera and its representatives in
Italy, Germany, Austria, France, and opera production among the so-called national schools
of the nineteenth century. Finally, the third part of the book deals with types of instrumental
music such as sonata, symphony, symphonic poem, etc. Bosnjakovi¢’s History extends all
the way to Claude Debussy and Ferruccio Busoni, and among the younger generation of
Serbian composers, it mentions Petar Konjovi¢, Miloje Milojevi¢ and Stevan Hristié.

The book may be approached in at least three different ways: in terms of content,
methodology and language.

This History of Music is under 200 pages; hence a more accurate title would
be a short music history. Such a limited space definitely influenced the choice and
amount of information it could share. One question is whether we can agree with the
author’s criterion regarding the choice of data to be included. An example is a rela-
tively comprehensive subchapter on Ancient Greek music, in which different musi-
cians, instruments and notational systems are discussed, but there is no mention of
literary references for Greek music — not even a word on a very important source
such as Pseudo-Plutarch’s treatise On Music. Such examples can hardly be listed in
detail here;* nevertheless, imbalance is a general impression. The way he dealt with
the issue of Serbian music reflects this impression best.

13 Here we will not present examples of mistakes in Ljubomir Bo$njakovi¢’s book. Roksanda Pejovié¢
has pointed some of them out (Pejovi¢ 1999: 169-170).
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Bosnjakovi¢ saw the works of Yugoslav composers in the light of the national
schools in European music. Among Croat composers he chose to give an account of
Vatroslav Lisinski and Ivan Zajc, but chose none of Slovenes. The account of Serbian
music is also problematic. Although there is a chapter on romantic piano music, there
is no information about Kornelije Stankovié¢.™*

Since the book did not contain a chapter on choral music, an outline of Stevan
Mokranjac’s works was omitted (whereas his theatre music for Ivkova slava was menti-
oned together with two authors who wrote about Mokranjac). The only Serbian
composer who was given more space in this book was Stanislav Binic¢ki. Bo$njakovi¢
assessed his work more than favourably: he says for Bini¢ki’s overture Equinowx that
it is “authentically Serbian and the greatest instrumental work of genuine musical
quality (in the highest sense of the word)” (Bosnjakovi¢ 1921: 106). Indeed, contem-
porary Serbian musicology considers Equinox as one of the finest works by Binicki.
But Ljubomir Bo§njakovi¢ does not mention the Symphony in C Minor by Petar
Konjovi¢, the first symphony in Serbian music, which has not only a historical but
also a real artistic significance. This way, Bo$njakovi¢’s outlook on Serbian music
proves to be not only fragmentary but also unbalanced.

Before literary science, musicology arrived at the concept of art history as a history
of forms. Advocating the so called intrinsic approach in the history of literature, René
Wellek took the example and accomplishments of music historiography as a history of
forms, not as a chronological account of composers’ biographical portraits (Velek 19853
294 ). Bosnjakovié¢ conceived his book to be a history of music forms. However — as he
hinted in the foreword — he neither omitted biographical data nor information on the
context in which certain forms were born. This was certainly necessary since musical
genres were developing and changing under specific historical and social conditions.

Following the evolution of musical forms, Bo$njakovi¢ does not provide much
professional musicological analysis. He lists names of the composers and presents their
short biographies and bibliographies. Instead of an analytical review, he chooses rather
a literary style of expression. And here we come to the central issue of this book.

Specifically, in some cases, Bosnjakovic¢’s plastic formulations strongly affect the
reader, especially one who is not a musician. Speaking about the music of Tchai-
kovsky, he says: “His works are full of captivating melodies” (Bosnjakovi¢ 1921: 150).
This is forceful and accurate, but this is all that Bo$njakovi¢ says about Tchaikovsky’s
melodies. And he does not give a musicological overview of other expressive devices
of his music.

A deeper and more elaborate analysis is also missing in the fragment dedicated to
Chopin: “As a composer he is among the most original ... In all his works he proves
to be a real romanticist, portraying all the particularities of Polish character in the
most expressive and ideal manner” (Bo$njakovi¢ 1921: 131).

There is not a word on Chopin’s harmonic language and style, his melodic aspects
or music forms. Generally speaking, the scholarly aspect of this book is carefully
“supervised”; the professional layer is so confined that in some places musical remarks

14  Kornelije Stankovi¢ (1831-1865) was the founder of modern Serbian art music.
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are strikingly absent. There remains the question why Bo$njakovi¢, a professional
musician, adopted such a style. It is possible that he perceived concert and opera audi-
ences, for whom he intended this book, to be an audience lacking music education.
Therefore what we have here is a book for ordinary use.

The transcription of foreign names in Serbian in this book does not conform to
modern orthographical standards. Ljubomir Bo$njakovi¢ cannot be blamed for this;
at the time he was writing his History of Music these issues were not in focus. We must
not forget that in some music journals of the interwar period, for instance in Zvuk, it
was common to write names in the original form (Zvuk was printed in Latin script).
As it is known, basic normative orthographical principles regarding the transcription
and adaptation of foreign names were established in the Serbo-Croatian Language
Orthography [ Pravopis srpskohrvatskoga knjizevnog jezika ] published by Matica srpska
and Matica hrvatska only in 1960.

Ljubomir Bo$njakovi¢’s History of music emerged unexpectedly, almost having
no direct predecessors in Serbia. The book brought a great deal of information on
European musicians of whom little was known in Serbia. Therein lies its importance.
Unbalanced regarding the selection and presentation of material, it arose as a herald
of a presently distant future after World War II, when favourable circumstances in
Serbia and Yugoslavia enabled music historiography to flourish.

Hoping his book would attract in the first place young people who could then
dedicate themselves more conscientiously to music, Bo$njakovi¢ showed in the last
sentence of his foreword that he was well aware that an optimistic pledge he had taken
when he began and finished his undertaking had no actual coverage in real Serbian life.
It was clear to him that there was a great deal more to be done for the sake of elemen-
tary music education before knowledge of artistic music history would make any sense.
However, he wanted to believe that the future would justify his endeavours. The fact
that before this paper Serbian musicology has hardly mentioned this first Serbian
volume on music history and that so far it has not been the subject of a thorough
analysis does not diminish its relevance, but rather tells us to what extent our public
sphere appreciates the efforts of modest and non-established music scholars.

Translated by Biljana Grujovic
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BecHA ITEHO, AAEKCAHAAP BACUR

I'AACOBHY C TOYETKA:
PAHA ®A3A MY3UYKE HUCTOPUOTIPAPUJE Y CPBI/I]I/I

(PE3UME)

Y croxeHMM APYHIITBEHOMOAUTHYKUM ycaoBuMa y XIX Beky, moa kojuMa ce
dopMHupara MOAEPHA CPIICKA HAIIMOHAAHA APXKaBa, 0OAMKOBAY KYATYPHOT
HACHTHUTETa AOTIPHHEAR je M IHCaHa ped o My3umu. CBoje MecTo OHa je, IIo4eB OA
TpupeceTux roauHa XIX Bexa, HallAa y AHEBHHM AUCTOBHMMA, KIbHDKEBHHM, IIOTOM
U My3udkuM daconucuma. CpIicka YuTaAayuKa IyOAHKa MCIIPBa je 00aBelITaBaHa
0 aKTYeAHHMM MY3HYKHM Aorab)ajuMa, a IIOTOM je MOTAA Ad IIPATH pacIpase o
oApeheHHM My3HYKOTEOPHjCKUM IIUTABUMA, TE AQ CE YIIO3HAje C IOPTPeTUMa
3aIaKeHMjUX CPIICKUX KOMIIO3UTOPA 1 u3Bohaua. Y ycAoBUMa y KojuMa cy Mehy
AQAEKO OPOJHUjUM MY3HYKMM AMAaTEPHMA CPIICKY MY3HUKY CLieHY MOYHUEbAAN
A 0OAHKY]jy TeK HEKOAMIIMHA HA 3aIIAAHOEBPOIICKAM OCHOBAMA MIKOAOBAHUX
My3H4apa, roauHe 1874. mojasraa ce mpsa 6uOAHOrpaduja CpIicKe My3sHKe.

Hamucu o My3unu CBEAOYHMAM CY Y LIEAHMHH O BHIIE HEro CKPOMHOM
My3H4KOOOPa3OBHOM CTATyCy BUXOBUX IIHCALIA, KOJUMA CY; C PETKUM H3y3eIiMa,
HCTOPHjCKY Pa3BOj U TEOPHjCKH CUCTEM eBPOIICKE YMETHHYKE My3HUKe U L{PKBEHO-
(POAKAOPHHX MY3HYKUX [IPAKCH HAPOARA Y OAMICKOM OKDYKeHy OHAM TeK ACAUMUYHO
nosHaru. Ho, ayTopu HUCY OACTYIIAAN 04 TOTA AQ, Y3 KAYIHY — HHPOPMATHBHY
HOPYKY, CBOjUM CIIUCHMA 00e36beae HATAAIIEHO AMAAQKTHYKH M POAONYOHBO-
npomnaraHAHHU KapakTep. OTyAa BEAMKO MHTEPeCOBabhe IPBUX, YCAOBHO PeYeHO,
MY3HUYKHX HCTOpHOrpada 3a CPICKY LPKBEHY U POAKAOPHY MY3HUKY. 3aMelin
HAI[IOHAAHE UCTOPU]je L{pKBEeHe My3HKe HALIAU Cy Ce Y CIIOMEHHIIaMA PA3AMINTHX,
OpojHuX meBauKHX ApymTaBa. PparMeHTapHe HCTOPUOTPadCKe MPUAOTE
[PEACTaB»ajy U HOIIICH AeAd, Onorpaduje 1 HeKPOAO3H 3aCAYIKHUJUX MY3HIKHIX
[IOCA€HUKA, HAPOUUTO OHUX KOjHU CY Mel)y CyHapOAHHI[IMA MIUPHAU €BPOIICKY
My3HIKy KyATypy. EbuMa Tpeba mpubpojaru u mpBe 0CBpTe Ha CTBAPAAAIITBO
[0jeAVHUX [I0O3HATHX eBPOIICKIX KOMIIO3UTOPA.

IIpemaa cy 3HaYajHUjU U YTHUIIAQjHUjU CPIICKU MY3HYapHU Ha IIPEAOMY ABa
croAeha, mpe cBera OHU KOjU Cy My3HYKO 00pa3oBare CTEKAU HAH YCaBPIIABAAU
Yy UHOCTPAHCTBY, UMAAU NPUAUKY Ad Ce YIO3HAjy C Tapa aKTyeAHHUM
HCTOPHOrpadCKUM MY3HKOAOUIKMM PapOBHMA, Mehy muMa HUKO HUje 610
3aMHTEPEeCOBaH AQ 6ap Ha CPIICKM je3HK IIPeBEeAe COAMAHU]Y HHOCTPAHY UCTOPH)Y
My3HuKe. Y yCAOBHMMA Y KOJHMa je OMAO HEOIIXOAHO HajIIpe My3HUYKH OMHCMEHHUTH
Hanujy 1 usHahu HajedpUKaCHUjU Iy T AO TOTOBUX BOKAAHUX M HHCTPYMEHTAAHHX
usBohaua, cacTaBmarme IpUPYIHEe HCTOPHje YMETHHUKE My3UKe HHje YOIIIITe
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cnomumano. OBaj 3apaTax je, Melyy sHaTHO apupMICAHHjUM CaBpEMEHHUI[IMA,
npeyseo 1920. ropune /oybomup bommaxosuh,

Toaune 1921. uspaBauka kiwkapa ,Hanpesax” y ITanuesy objasuaa je Hcitiopujy
mysuxe /oy6omupa Bommakosuha (1891-1987). To je mpBo U jeAMHO U3AAE
Te KIbHI€, HAKO je ayTOp KacHHje paAuo Ha eHoj npepasu. Bommakosuhesa
Hcimopuja mysuxe KOMIIOHOBaHA je U3 TPH A€Ad U TPUHAECT ImoraaBsa. OHa
CaAPIKH U IIUIITYEB IIPEATOBOP, AUCTY KopHinheHe ANTepaType, pe4HUK OCHOBHHX
MY3HWYKHX TEpPMHUHA U CITHNCAK UCIIPABKH.

AyTop je cBOje AeA0 0p 167 cTpaHHUITA KOHIJUIINPAO KA0 UCTOPH]Y OAAOpaHUX
MY3HYKHX )KaHpoBa 1 BpcTa. OBa Hciiopuja my3uke mpaTi HCTOPH)Y OPaTOpHjyMa,
olepe 1 HHCTpyMeHTaAHe My3uKe y EBporm. HeBearkor o6uma, Kisura O6u 3arpaBo
TpebaA0o Aa HOCH HACAOB Kpailika ICTOPHja My3HKe.

Byayhu caxera, oBa 1 0BakBa KibHIa 0 AeQUHULUjU MOPa OUTHU ,HELIOTIIYHA,
I1a 3aTO eBEHTYaAHA IIPHUMeADA y TOM IIpaBIjy HeMa mpaBy moeHTy. MehyTuwm,
AyTOPH CTYAMje YKa3aAM Cy Ha IIpUMepe HejaCHOT KpUTepujyma y usbopy
My3HYKOUCTOpH]jcKe rpalje, a rAeKaA U HeyTeMeseHHX BPEAHOBAbA.

AnaAu3a IMIIYEBOT IIOCTYIIKA [I0KA3aAa je AA je OH CTPOro KOHTPOAKCAO YIOTpeby
CTPYYHUX U3pa3a U A j€ PEAATUBHO 9€CTO YMECTO 32 €AeMEHTHMA My3HKOAOILKeE
erabopanyje mocesao 3a CAOGOAHUM, AuTepapHUM HckasuMa. To ykasyje Ha
YUBEHHUIY A Ce IUcall npe cBera o6pahao my6aunu ckpoMHOr My3HYKOT
obpasoBama. TuMe je merosa Kimbura A061Aa KapaKTep MOMYAAPHOT, KPATKOT
BOAMYA KPO3 HCTOPHUjy MY3HUKe.

Bommakosuhesa Hcitiopuja mysuxe ojaBraa ce M3HeHaaa U 6e3 IIpaBe MpHIIpeMe,
Kao ITHOHUPCKO AGAO Y CBOjOj BPCTH. 3aAyTO, Y HAPEAHHX ABaAECeT TOAMHA, AOK
HICY HaCTaAa Heo0jaBreHa CKPHUIITA U3 UCTOpHje My3suke Muaoja Muaojesuha,
npodecopa Ha Purosodcxom dpakyarery y beorpapy, oHa Huje pobuaa
nocaepnuka. Kao rakBa, ona 3acayxyje maxiy. OBOM KIBUTOM CPIICKH YHTAAAIL
AOOHO je Ha CBOMe je3HKY AEAO KOje Hije YjeAHaueHO, AU KOje My je AOHEeAO OpojHe
MIOAATKE O eBPOIICKMM KOMIIO3UTOPHMA.

Kay9aHE PEYM: /oy6omup Bormakosuh, Mysuuka ncropuorpaduja y Cpbuju, Meropororuja
Mysuuke ucropuorpaduje, Ayman Hepmexos, Jopan Msanumesuh, Cresan Xpucruh



