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Peu ypenHuue
Editor's Note

7'eMa bpoja 26 Vicliopuja My3uke gaHac UHCQUpPUCaHa je MehyHapogHom
KoHepeHyujom The Future of Music History [bygyhtoc ucitiopuje
My3uke], ogpxarom ceditiembpa 2017, 2ogure y Cplckoj akagemuju Hayka u
ymetHoclu, Y opeaHusayuju My3suxonowixo? urctutuyiua CAHY. lNpemga
Je caeza Hekonuko Ynaxaka y Temu 6poja Gpouciliexno U3 pagosa U3IoKeHUX
Ha KoHepeHyuju (Koju cy 3HayajHo GpoLUPEHU U peyeH3UpaHu) — gok cy
Gpeocttianu exclliosu HaCTIANU He3a8uUCHO 0g 0802 (i080ga — objequrbyje Ux
pasmailiparbe Gonoxaja Uctiopujcke MYy3UKoao2uje Kao HayyHe quCyulsuHe
y tpsum geyeHujama XXI sexa.

777e main theme of No 26 Music History Today was inspired by the
international conference The Future of Music History organised by the
Institute of Musicology SASA. The conference took place at the Serbian
Academy of Sciences and Arts in September 2017, Although only a few articles
in this issue originated from papers presented at the conference (which have
been significantly expanded and peer-reviewed) — while the remaining articles
were written independently — all authors gathered here share a consideration of
the current position of historical musicology as a scientific discipline in the first
decades of the 21st century.

@ ISSN 1450-9814

Y3UKOJIOINJA

>
(@)
(@)
—1
(@)
=
(98]
D

Meropuja mysnke paHac Music History Today

(&

/2019

Y3NKOJI0I NJA
USICOLOGY

VicTopuja
MY3H1Ke
naHac

Music
History
Today

Yaconvc MY3UKOJIOLWKOI UHCTUTYTA CAHY
Journal of THE INSTITUTE OF MUSICOLOGY SASA



@ /2019

McTopuja
MY3H1Ke
[aHaC

Music
History
Today







My3uKoAOTUjA
Yaconuc Mysukoaomxor uacruryra CAHY

MusicoLoGY
Journal of the Institute of Musicology SASA

26 (1/2019)

TAABHU Y1 OATOBOPHU YPEAHUK / EDITOR-IN-CHIEF
HBana Mepuh / Ivana Medi¢

PEAAKILIMJA / EDITORIAL BOARD
Aasexcanpap Bacuh, Bana Becuh, Jeaena Josanosuh, Aanka Aajuh Muxajaosuh, Busarna Musaxosuh,
Becna Ileno, Karapuna Tomamesuh /
Aleksandar Vasi¢, Ivana Vesi¢, Jelena Jovanovi¢, Danka Laji¢ Mihajlovi¢, Biljana Milanovi¢, Vesna Peno,
Katarina Tomasevié¢

CEKPETAP PEAAKIIVJE / EDITORIAL ASSISTANT
Harama Mapjasosuh / Natasa Marjanovié

MEBYHAPOAHHW YPEBHMBAYKM CABET / INTERNATIONAL EDITORIAL COUNCIL
Cserucaas Bosxuh (CAHY), ITum Cemcon (Aonpon), Aabepr Ban aep Cxoyt (Amcrepaam), Japmuaa
Ta6pujeacsa (Ilpar), Pasuja Cyaranosa (Kem6puy), Aernc Koaunc (Ksuncaena), Cpanu6op Ieran
(/oybmana), 3apasko Baasxexosuh (Ebyjopx), Aejs Buacon (Beamnrron), Aarmjeaa I11. Bepa (Kapaud) /
Svetislav Bozi¢ (SASA), Jim Samson (London), Albert van der Schoot (Amsterdam),
Jarmila Gabrijelova (Prague), Razia Sultanova (Cambridge), Denis Collins (Queensland), Svanibor Pettan
(Ljubljana), Zdravko Blazekovi¢ (New York), Dave Wilson (Wellington), Danijela S. Beard (Cardiff)

MysuKkoAOIdja je pelleHSUpaHHM HaydHH 4YacONHC y H3pamy Mysukosomkor uHcruryra CAHY.
TTocBeheH je mpoyuaBarmy My3HKe KaO eCTETCKOT, KyATYPHOI, HCTOPUjCKOT U APYIITBEHOT peHOMeHa K
HPUMAPHO yCMePEeH Ha MY3HKOAOIIKA F eTHOMY3HKOAOIIKA HCTpakiBara. Peaakiuja Takole mprxsara
HHTEPANCIMIIAMHAPHE pajoBe y umjeM je pokycy Mysuka. JacOINC M3AA3H ABA IIyTa TOAMIIEE.
YmyTcTBa 3a ayrope MOIy ce mpeyseTH OBAe: http://www.doiserbia.nb.rs/journal.aspx?issn=1450-
9814&pg=instructionsforauthors
Musicology is a peer-reviewed journal published by the Institute of Musicology SASA (Belgrade),
dedicated to the research of music as an aesthetical, cultural, historical and social phenomenon and
primarily focused on musicological and ethnomusicological research. Editorial board also welcomes
music-centred interdisciplinary research. The journal is published semiannually. Instructions
for contributois can be found on the following address: http://www.doiserbia.nb.rs/journal.
aspx?issn=1450-9814&pg=instructionsforauthors

ISSN 1450-9814
eISSN 2406-0976
UDK 78(05)

BEOI'PAA 2019.
BELGRADE 2019



OapHIIae 0A OATOBOPHOCTHU / Disclaimer
Cappxaj 06jaBoeHHX TEKCTOBA OAPA’KABA HCKAYYHBO CTABOBE BUXOBHX ayTOPA. YPEAHHK M pe-
AAKI[Hja He CHOCe OATOBOPHOCT 3a TAYHOCT M3HETHX MoAaTaka. EAeKTpOHCKe appece M AMHKOBH
Cy Ta4HHU y TPEHYTKY 06jaBAHBAIHa OBE CBECKe. YPEAHHK U PeAAKI[Hja He OATOBAPajy 3a TPAjHOCT,
TAYHOCT U IPHUKAQAHOCT AMHKOBAHOT CappiKaja. /
The content of published articles reflects only the individual authors' opinions, and not those of
the editor and the editorial board. Responsibility for the information and views expressed in the
articles therein lies entirely with the author(s). Electronic addresses and links are correct at the
moment of the publication of this volume. The editor and the editorial board are not responsible
for the persistence or accuracy of urls for external or third-party websites referred, and do not
guarantee that any content on such websites is, or will remain, accurate and appropriate.

TIPEBOAVOLIM / TRANSLATORS
3opuna Cumosuh, Illon Pajan, iBana Meauh / Zorica Simovi¢, Sean Reilly, Ivana Medi¢

AEKTOPU 3A EHTAECKM JE3MK / ENGLISH-LANGUAGE EDITING
ViBar Myau, 3opuna Cumosuh / Ivan Moody, Zorica Simovié

AEKTOPH 3A CPTICKU JE3HIK / SERBIAN-LANGUAGE EDITING
Mupjana Hemnh / Mirjana Nesi¢

KOPEKTYPA / PROOFREADING
Harama Mapjanosuh / Nataga Marjanovi¢

AVBAJH U TEXHITYKA OBPAAA / DESIGN & PREPRESS
Cryauo Omnibooks, Beorpay / Studio Omnibooks, Belgrade

IITAMIIA / PRINTED BY
Cxpurra MaTtepHanuonas, Beorpay / Scripta Internacional, Belgrade

Yaconuc je mHAekcupaH Ha http://doiserbia.nb.rs/, http://dais.sanu.ac.rs/handle/123456789
/914 ny mehynapoanoj 6asu ProQuest. /
The journal is indexed in http://doiserbia.nb.rs/, http://dais.sanu.ac.rs/handle/123456789/914

and in the international database ProQuest.

H3paBame oBe mybAMKaIuje MOAPXKAAK Cy MUHHMCTApCTBO KYATYpe H nuHGopMucama Perrybanke
Cpbuje, MuHHCTapCTBO IPOCBETE, HAyKe M TEXHOAOWKOT pa3Boja Penry6auxe Cpbuje u COKOJ -
Opranusayuja Mysnukux ayropa Cp6uje /

The publication of this volume was supported by the Ministry of Culture and Information of the
Republic of Serbia, the Ministry of Education, Science and Technological Development of the
Republic of Serbia and SOKQ]J - Serbian Music Authors' Organization




CAAPYKAJ/ CONTENTS

PEY YPEAHUIIE / EDITOR'S FOREWORD
9-12

TEMA BPOJA / THE MAIN THEME
NCTOPUJA MY3UKE AAHAC /MUSIC HISTORY TODAY

Zarko Cveji¢
Music HISTORY AND THE HISTORICIST IMAGINATION: REVISITING CARL
DAHLHAUS AND LEO TREITLER
XKapxo Lleejuh
HcToPUJA MY3UKE M IPOMUIIASAKBE HCTOPU3MA: CERABE HA Karaa
AAAXAYCA U AUJA TPAJTAEPA
15-26

Janis Kudins
PHENOMENON OF THE BALTIC SINGING REVOLUTION IN 1987-1991:
THREE LATVIAN SONGS AS HISTORICAL SYMBOLS OF NON-VIOLENT
RESISTANCE
Januc Kygqunwu
DEHOMEH BAATUYKE ITEBAHE PEBOAYITUJE 1987-1991: TP AETOHCKE
IIECME KAO UCTOPHUJCKHU CUMBOAHW HEHACUAHOT OTIIOPA
27-39

Nuppu Koivisto
NEw DaTA, NEW METHODS? SOURCES ON LADIES’ SALON ORCHESTRAS
IN EUROPE, 1870-1918
Hyiiy Kousuciuo
HoBu mopALTH, HOBE METOAE? ['PAFA O EBPOIICKMM >KEHCKUM
OPKECTPUMA, 1870-1918
41-60

Derek B. Scott
Music HALL: REGULATIONS AND BEHAVIOUR IN A BRiTISH CULTURAL
INSTITUTION



Aepex b. Cxoin
M) Y3UK-XOA: IIPOIIUCU U IIOHAIIAKE Y BPUTAHCKOJ KYATYPHO]
UHCTUTYLIUJU
61-74

Riita Staneviciute
BAvrTiCc MUSICOLOGICAL CONFERENCES: NATIONAL MUSIC
HiSTORIOGRAPHIES AND TRANSNATIONALISM
Pyiua Ciunanesuuuyiite
BAATHMYKE MY3UKOAOMIKE KOHOEPEHITHUJE: HAIITMOHAAHA MY3HUYKA
HNCTOPUOTPAOGHJA I TPAHCHAITUOHAAM3AM
75-89

Helmut Loos
Post-FACTUAL MUSIC HISTORIOGRAPHY: LEGENDS OF ART-RELIGION
Xeamyin Aoc
ITOCTYMBHEHUYHA HCTOPUOTPAGHJA MY3UKE: AETEHAE O
YMETHOCTHU—-PEAUTUJU
91-105

Valia Christopoulou
A NATIONAL PERSPECTIVE AND INTERNATIONAL THREADS TO
PoSTMODERNISM AT THE FIFTH HELLENIC WEEK OF CONTEMPORARY
Music
Baaua Xpucinoityry
HALIMOHAAHA MEPCOEKTUBA 1 UHTEPHAIITMOHAAHU
MMOCTMOAEPHUCTHUYKH TOKOBU HA IIETOJ TPYKOJ HEAEASU CABPEMEHE

MY3UKE
107-113

Mirjana Veselinovi¢-Hofman
ON THE FUTURE OF Music HISTORY IN PROFESSIONAL AND CENTRAL-
PERIPHERAL EUROPEAN MUSICAL CIRCUMSTANCES

Mupjana Beceaunosuh-Xopman
O BYAYBHOCTH UCTOPUJE MY3UKE Y IIPOOECUOHAAHOM U
LIEHTPAAHOIIEPUGEPHOM EBPOIICKOM MY3UYKOM OKPYIKEHY
115-124



Andrds Rdnki
THEORIES ON SOCIALIST REALISM AND SOCIALIST MUsiC CULTURE IN
THE 1960s IN HUNGARY
Angpaws Panxu
TEOPHUJE O COITUJAAMCTUYKOM PEAANU3MY U COLIUJAAUCTUYKO]
MY3UYKOJ] KYATYPU Y MABAPCKO]J IIE3AECETUX TOAUHA XX BEKA
125-140

VARIA

Monuxa Hosaxosuh
SILENTIUM EST AURUM: OAHOC THUIIUHE U 3BYKA Y ®UAMY HA IIPUMEPY
ouAMOBA CamyPAJ (LE SAMOURAT, 1967) I'ojuHE yTBAPE (GOYA'S GHOSTS,
2006), YMETHUK ( THE ARTIST, 2011) 1 YuHOBH OCBETE (ACTS OF
VENGEANCE, 2017)
Monika Novakovié
SILENTIUM EST AURUM: THE RELATIONSHIP BETWEEN SILENCE AND
SOUND IN FILM AS ILLUSTRATED BY FiLMs LE SAMOURAT (1967), GovA's
GHosTs (2006), THE ArTIST (2011) AND ACTS OF VENGEANCE (2017)
143-159

Bpanucaasa Tpupynosuh
KoMno3uTor PEBOAYIIUJE: CKPJABUHOBA 3AMICAO
MHUCTEPHJYMA — TOTAAHOT YMETHUYKOT AEAA
Branislava Trifunovi¢
COMPOSER OF THE REVOLUTION: SCRIABIN’S IDEA
OF THE MYSTERIUM — THE TOTAL WORK OF ART
161-181

Igor Radeta
ONTOLOGICAL HERMENEUTICS AS A CATALYST OF MUSICOLOGICAL
DiscoURsE: A FEw SKETCHES
Hiop Pageina
OHTOAOIIKA XEPMEHEYTHKA KAO KATAAHU3ATOP MY3UKOAOIIIKOT
AUCKYPCA: HEKOAMKO CKHUITA
183-192



HAYYHA KPUTHUKA U1 ITOAEMUKA
/ SCIENTIFIC REVIEWS AND POLEMICS

Aanxa Aajuh Muxajroeuh
MurjaHA 3AKUER, AYIIOM U ®PYAOM: AOBPUBOJE TOAOPOBUE.
DAKYATET MY3UYKE YMETHOCTH, YHUBEP3UTET YMETHOCTH, BEOTPAA,
2015. (ISBN 978-86-88619-59-2)
195-198

Hainawa Mapjanosuh
MarujaHA KOKAHOBUE MAPKOBUR, APYIIITBEHA YAOTA CAAOHCKE
MY3HUKE Y )KUBOTY Y CUCTEMY BPEAHOCTH CPIICKOT TPAFAHCTBA ¥
XIX BEKY. BEOrrap, Mysukoaomku nHCTUTYT CAHY, 2014. (ISBN
978-86-80639-20-8)
199-203

Cseiurana havanun
Munarorap AOHUR, KOPEOTPA®UJA. TPAAMITMOHAAHU IIAEC HA CLIEHU.
Hosu CAA: MATHUIIA CPIICKA, 2018. (ISBN 978-86-7946-230-5)
204-20S

Jeaena Janxoeuh Beiyw
O A~YBABU IMPEMA (TIOCT) OTIEPU
JELENA NOVAK, OPEROFILIA. BEOGRAD, ORION ART, 2018.
(ISBN 978-86-6389-088-6)
206-208

Kainapuna Tomawesuh
CotbA MAPUHKOBUE U JEAEHA JAHKOBUE-BErym (ve.), O yKyCUMA
CE PACITPAB&A. [TABAE CTE®AHOBUE (1901-1985). BEOTPAA,
My3uKOAOMKO APYIITBO CPBUJE U QAKYATET MY3UYKE YMETHOCTH,
KATEAPA 3A MY3UKOAOTHU]JY, 2017.
(ISBN 978-86-87757-08-0)
209-216



PEY YPEAHUIIE

Tema 6poja 26 Hciliopuja mysuke ganac A6AMMUYHO je HHCIIMPHCAaHA Mel)yHapopHOM
xouepennujom The Future of Music History [Byayhnoct ucropuje mysuxe],
OAPIXAHOM Y jeceH 2017. ropuHe y CpIICKOj aKapeMHjH HayKa U YMETHOCTH, Y
opranusanuju Mysuxosomkor uacTuryTa CAHY. Ilpemaa je cBera HeKOAMKO YaaHaKa
y Temu 6poja IPOKMCTEKAO M3 PAAOBA M3AOKEHNX Ha KOHPepeHIHju (KOjH Cy 3HaYajHO
IIPOIIMpPEHN 1 PELieH3UPAHH), AOK CY IPEOCTAAH YAAHIIM HACTAAM HE3aBUCHO OA OBOT
ITIOBOAQ, CBUMA je 33jeAHHMYKO pasMaTpame IMIOA0XKAaja HCTOPH)jCKe My3UKOAOTHje Kao
HayyHe AMCLIUIIAMHE y IpBUM AelieHujama XXI Beka, Kop HAC M1 y CBeTY.

Y texcty koju orBapa Temy 6poja, XKapko IIsejuh ce ocBphe Ha pompunoc
ABOjHIle BeANKaHa My3Hnuke ncropuorpadpuje, Kapaa Aasxayca u Auja Tpajraepa,
noce6HO y moraepy HacAelh)a HcTOpU3Ma M OSUTUBH3MA Y HCTOPHOTPAdHjH My3HKE,
Ka0 U TyMadera I10jMa My3HIKOT AeAd. Jaruc KyauHi ce 6aBu dpeHOMeHOM OaATHUKe
iiesane pesoryyuje y roauHama mpep, pacnap Cosjerckor Casesa, nmoxasyjyhu kako cy
opabpaHe mecMme, Ka0 CHMOOAH IIPOTECTA M GAATHYKe He3aBUCHOCTH, CUTHAAM3BHPAAL
Kpaj koMyHucTHukor pexxuma. Hymy KousucTo caraepaBa caoxkeHe mpobaeme
Be3aHe 33 AaHAAU3Y UCTOPHUjCKHX IIOAATAKA O KEHCKMM OpKecTpuMa, kopucrehn
npumepe u3 Pumncke c kpaja XIX Bexa, ook Aepuk b. CxoT npoydaBa Mjy3uk-xoa y
Beauxoj bpurtanuju c xpaja XIX Beka kao npuMep KyATypHe HHCTHTYIHje Y K0jOj
CY Ce TpeIAUTAAE 3aKOHCKe OApeAbe, MHTepHH IIPOIMCH M HelMCaHa MPAaBUAQ
noHamaa. Pyra CraHeBuunyTe MpoyYaBa HA KOjU HAYMH CY OAATHYKE MY3HKOAOIIKe
KOH{epeHIIHje oA 1967. A0 AAHAC IIPOITHPHAE HCTPAKUBAYKO MOAE Y Be3H Ca My3UKOM
CBOjHUX 3eMana, AAH M OTBOPHAE IIUTAke OAATHUKOT MY3HKOAOIIKOT IPOCTOPA Kao
moryhe coBjeTcke reomoAuTHYKe KOHCTPYKIHje. AoajeH HeMauke My3HKOAOTHje
XeamyT Aoc ykasyje pa mucame HCTOpHUja My3uke y Hemaukoj Ao pAaHanImer AaHa
KapaKTepHIlle pPOMAHTHYAPCKA BU3YPa U BeH ,MOAEA ABA CBETA', [IPH UeMY Ce PeaAHH
CBeT CYNIPOTCTaBAba HACAAHOM CBETY My3HKe, KaO BUIIeM CTYIHY IOCTOjama HAeja U
upeasa. Aoc ykasyje pAa OBaKBa pOMaHTH30BaHa ITOCTABKA AOBOAM AO HCKAYYHBaHa
MY3HKOAOTHje U3 jaBHOT AMCKYpCa U BeHOT HepasyMeBama Mehy cpopHuM
XyMaHMCTHYKUM AUCITUIIAMHAMA.

Baaua XpucromyAay mocMmarpa nero uspame dpectubasa ['puka Hepema caBpeMeHe
MYy3HUKe Y KOHTEKCTY APYIITBEHOINOAUTHYKHUX IIPeBHpabha CPEAMHOM CeAaMAeCeTUX
ropnHa XX BeKa U yKasyje Ha IpOMeHeHY YAOT'Y IpUKe My3H4Ke aBaHIapAe HaKOH
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mapa Aukrarype. Mupjana Beceannosuh-Xo¢gman caraepasa 6yayhuocr ucropuje
My3UKe Y IpopeCHOHAAHOM U LIeHTPAAHO-TIepH(ePHOM eBPOIICKOM MY3UIKOM
oKkpyxemy, Hyaehu oppehema mpema camom mojMy ucropuje My3uke, Kao 1 mpema
weHoj (Moryhoj) 6yayhaoctn. ¥ Tekcry xoju sakmydyje Temy 6poja, Anapam Panku
pa3MaTpa raaBHe AOIIPHHOCE eCTeTHIIU My3HKe OA CTPaHe 3aCTYITHUKA T3B. KpeaiiusHol
MapKcu3ma — TpOjulle yraeAHUX Mahapckux ecTeTHyapa U3 COLMjAAUCTHYKOT
Pasa06.a, YHjH PAAOBH CY AHAAMBHPAHH Y KOHTEKCTY TAAALIbE KYATYPHE IOAUTHKE.

Py6puxa Varia caAp>xu papOBe Tpoje CPIICKHMX My3HKoAora Maabe reneparnmuje,
KOjHMa Ce AeMOHCTPHpa MHUPOKA PAa3rPaHATOCT AAHAIIbe My3uKoAoruje. Monuka
Hosaxosuh mpoyyaBa TpeTmaH THIHHe Y $MAMCKOj yMeTHOCTH, bpanucaasa
Tpudynosuh caraepasa CxpjabuHoB HeocTBapeHHU npojekat Mucitiepujym xao
HarosemTaj OKkTOOapCKe peBoAyIHje, AOK ce Mrop PaseTa 6aBM OHTOAOIIKOM
XepMeHEeYTHKOM Kao KaTaAH3aTOPOM MY3HKOAOIIKOT AHCKYpCa.

Py6puka Hayuna kpuitiuka u noAemuka CAAP>KH IIeT OCBPTA Ha M3AAba Be3aHa
3a CPIICKY KYATYPY U TPaAHIIHjy, OAHOCHO 32 AGAATHOCT HAIIMX HAyYHHUKA Y
HMHOCTPAHCTBY.

Y uMe 4AQHOBA peAaKIfHje B CBOje AUYHO, 3aXBasyjeM ce Koaerama us Cpbuje u
MHOCTPAHCTBA KOjH CY, Y CBOjCTBY PeljeH3eHaTa, YNTAAU PaAOBe IPUIIPeMieHe 32 0Baj
0pOj 1 AAAM BEAUKHU OPOj KOPUCHUX CYTreCTHja 32 BIXOBO MOOOMIIALbE.

Y Beorpaay, 10. jyHa 2019. ropuHe
Ap HBana Meauh, raaBHa 11 OATOBOPHA ypeAHHITA



EDp1TOR’S FOREWORD

The main theme of No 26 Music History Today was partly inspired by the international
conference The Future of Music History, held in the autumn of 2017 at the Serbian
Academy of Sciences and Arts and organised by the Institute of Musicology SASA.
Although only a few articles in this issue originated from papers presented at the
conference (which have been significantly expanded and peer-reviewed), while the
remaining articles were written independently of this occasion, all authors gathered
here share a consideration of the current position of historical musicology as a scien-
tific discipline in the first decades of the 21* century.

In the article that opens the issue, Zarko Cveji¢ looks at the contributions of two
great historical musicologists, Karl Dahlhaus and Leo Treitler, especially in terms of
the legacies of historicism and positivism, as well as their interpretations of the work
concept. Janis Kudins deals with the phenomenon of the Baltic singing revolution in
the years before the collapse of the Soviet Union, demonstrating that selected songs
as symbols of protests and Baltic independence signaled the end of the communist
regime. Nuppu Koivisto examines complex problems related to the analysis of histo-
rical data on women’s orchestras, using examples from the late 19"-century Finland,
while Derek B Scott discusses British music hall of the same period as an example of
a cultural institution in which legal measures, in-house regulations and unscripted
codes of behaviour all came into play. Rata Stanevi¢iaté studies how the Baltic musi-
cological conferences organised since 1967 have expanded the research field related to
the music of their countries, but also opened the issue of Baltic musicological space as
apossible Soviet geopolitical construct. German musicologist Helmut Loos suggests
that writing history of music in Germany to this day is characterised by a romantic
“two-world-model’, with the real world opposing the ideal world of music as a higher
realm of existence of ideas and ideals. Loos indicates that such a romanticised view
leads to the exclusion of musicology from public discourse and its misunderstanding
among related humanistic disciplines.

Valia Hristopoulou overviews the Fifth Hellenic Week of Contemporary Music in
the context of socio-political turmoils in the mid-1970s and points to the changed role
of the Greek avant-garde after the fall of the dictatorship. Mirjana Veselinovi¢-Hofman
observes the future of music history in the professional and central-peripheral Euro-
pean music contexts, offering definitions for the very notion of music history, as well
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as its (possible) future. In the text that concludes this issue, Andras Ranki considers
the main contributions to the aesthetics of music by the advocates of the so-called
creative Marxism — the three distinguished Hungarian aesthetists from the socialist
era, whose works are analysed in the context of the cultural policy of that era.

The Varia section contains works by three young Serbian musicologists, demon-
strating the wide diversity of contemporary musicology. Monika Novakovi¢ studies
the treatment of silence in film, Branislava Trifunovi¢ regards Scriabin’s unfulfilled
project Mystery as an antecedent of the October Revolution, while Igor Radeta deals
with ontological hermeneutics as a catalyst for musical discourse.

The section Scientific Reviews and Polemics contains five reviews of publications
related to Serbian culture and tradition, and the activities of Serbian musicologists
abroad.

On behalf of the members of the editorial board and myself, I would like to thank
colleagues from Serbia and abroad who, in their capacity as peer-reviewers, read the
articles prepared for this issue and provided a great number of useful suggestions for
their improvement.

In Belgrade, 10 June 2019
Dr Ivana Medi¢, Editor-in-Chief
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ABSTRACT

This text offers a discussion and reappraisal of the historical impact of the Prussian
historical school in general and of historicism in particular, epitomised in the
works of Leopold von Ranke and Johann Gustav Droysen, on the historiography
of music, as diagnosed by Carl Dahlhaus and Leo Treitler in Foundations of Music
History and Music and Historical Imagination, with special focus on the distinction
between historicism and Treitler’s “neopositivism’, its role and those of narrativity,
aesthetics, and the work concept in music historiography.

KEYWORDS: music history & historiography, historicism, Leopold von Ranke, Gustav
Droysen, Leo Treitler, Carl Dahlhaus

This year, 2019, marks the 30" anniversary of two important events in the history of
musicology: the publication of Leo Treitler’s Music and the Historical Imagination
and the untimely passing of Carl Dahlhaus, the author of Grundlagen der Musikges-
chichte (1977) and a doyen of German and European musicology. The purpose of
this text is to commemorate these two important figures in the history of our disci-
pline and their contributions to the historiography of music, that is, in this context,
the scholarly examination of the doing of music history, with special focus on the two
seminal texts mentioned above. In my mind, their contributions to our discipline are
still invaluable, inasmuch as they address some of the central — and most challenging
— issues in the historiography of music, that is, in the production of music history. In
a few words, these comprise the paradigms of narrativity in music history — positivi-
stic, historicist, and so on — and the role of aesthetics in music historiography. I will
take them in order, with special attention to the heritage of Prussian/German histo-

1 zarko.cvejic@fmk.edu.rs
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ricism in music historiography, epitomised in the works of Leopold von Ranke and
Johann Gustav Droysen, who both feature prominently in the discussions of both
Treitler and Dahlhaus.

* Kk

“What Kind of Story Is History?”, asks the title of Chapter Six in Treitler’s Music
and the Historical Imagination, his collection of groundbreaking essays in the histo-
riography of music written during the 1960s and 7os. That history is indeed a kind
of story almost goes without saying. Almost, because history is no ordinary kind of
story, one that faithfully relates its subject matter without affecting it in any way. These
days, most of us would agree that telling such an objective and neutral story remains a
utopian ideal. But the historiography of music that Treitler attacked rested on a diffe-
rent premise — that of the pleasure of narration, a pleasure that allows one to forget
that narration not only relays but also constructs, forms its subject matter: “There is
a satisfaction in narrative, a sheer narrative pleasure. [ ... | To narrate is to depict, and
to evoke a sense of what happened. [ ... ] Nothing is more satisfying than the forma-
tion of a pattern in one’s mind through which once disjunct items from the distant
become recognizably connected past. [ ... ] an important component of the satisfac-
tion of history is the belief that one is depicting some real world of the past as it was
[...]” (Treitler 1989: 167-168).

In other words, it is an archaeological kind of pleasure: real events, real people,
excavated from the past and inserted into coherent stories, themselves supposedly
recovered from that past, so that the seemingly chaotic morass of the past may be
ordered, rationalised, and faithfully represented in meaningful narratives. History is
a story and in most languages this is incontrovertible at least as far as etymology goes.
Or, rather, it is a vast collection of stories that are waiting for the historian to unearth
them from the historical data and faithfully retell them to her audience.

This historiographic outlook, the belief in the existence of coherent narratives
in the past that are accessible to the historian, Treitler alternately labels “neopositi-
vism” and “historicism”. In his understanding, both terms denote roughly the same
conception of history: that events occur along the lines of causal narratives and that
the historian’s job is to uncover and retell those narratives. In other words, events do
not merely occur — they occur because they have to occur, having been caused by
preceding events; therefore, understanding an event comes down not to understan-
ding it in its own right, but to discovering its causes. “Historians fire on moving targets’,
Treitler writes; “they cannot take aim without plotting their course [ ... ] The histori-
cist can answer the recurring question, “‘Who are we, and what do we stand for?’ only
with reference to the past and the future” (Treitler 1989: 98).

And, as far as much of music historiography goes, Treitler is probably right. To
support his point, he offers a number of examples from some venerable sources,
such as Guido Adler’s Methode der Musikgeschichte (1919), for whom “[t]he task of
music history is the investigation and the setting forth of the development paths of
music” (Ibid.: 85). I might add that Raphael Georg Kiesewetter, writing his History of



17

ZARKO CVEJIC
MUSIC HISTORY AND THE HISTORICIST IMAGINATION

the Modern Music of Western Europe almost a century earlier, likewise saw as his task
to relate the “gradually progressive development of the art of sound to the present”
(Kiesewetter 1973: 29—30).

But returning to Treitler and his critique of positivist musicology, which, in Gary
Tomlinson’s phrase, “had taken the measure of the positivist approach to history”
(Tomlinson 2007: 4), “(neo-)positivism” does not equal “historicism” and the story
is a little more complex than the pleasure of the narrative, at least when it comes to the
historiography of music. In fact, positivism and historicism (sometimes also referred
to as “historism”) constituted in European and especially German historiography
two fiercely opposed conceptual outlooks for much of the 19" century, with histori-
cism finally winning the day after 1848, at least in German-speaking areas.> And this is
particularly important for the historiography of music, because on either side of the
Atlantic, Treitler’s “neopositivism” in our discipline was not only motivated by Cold
War concerns. Rather, its roots reach much deeper into the history of general historio-
graphy, back to the pioneers of historiography in the United States, including Andrew D.
White, John Fiske, and Henry and Brooks Adams. These scholars combined aspects of
both historical positivism, foremost represented by Auguste Comte and Henry Thomas
Buckle, and Prussian or later German historicism, defined by Ernst Troeltsch as “the
fundamental historicisation of all our thinking about man, his culture and his values”
(Beiser 2011: 2), foreshadowed by Wilhelm von Humboldt and championed by Leopold
von Ranke and Johann Gustav Droysen. And as Treitler asserts, the influence and reve-
rence of the Prussian School of historiography, led by Ranke, is chiefly to blame for the
imposition of positivism and later “neopositivism” on the historiography of music, as
its normative conception of history (Treitler 1989: 97).

To be sure, already in his lifetime, Ranke, “a groundbreaking figure in the history
of historiography” (Braw 2007: 46), virtually hegemonised Germanic historiography;
in Frederick Beiser’s assessment, he was “crucial in raising the scientific status of
history in nineteenth-century Germany” with his pioneering critical method (Beiser
2011: 254-255). After him, the supreme prestige of the Prussian School, as the concep-
tual paradigm of the discipline, was only enhanced by his heirs, most notably Droysen.
In Donald Kelly’s assessment, Ranke was “the doyen and leader of [the Prussian]
school for two generations and more, as well as the source and symbol of an extraor-
dinary posthumous legend, positive and negative, in Anglo- and Francophone as well
as German and East European areas, and a large professional progeny. [ ... ] Ranke
was the father — the Doktor-vater — of a great extended family of scholars, of disci-
ples, grand-disciples and great-grand-disciples over at least five academic generations”
(Kelly 2003: 175).

Perhaps owing as much to his scholarly prestige as to the complicated and scho-
larly nepotistic institutional setup of German universities in the 19* century, through
his pupils Ranke was able to hegemonise virtually all of Prussian and German history
departments: “This credentialed elite came to monopolize chairs of history in more

2 Agood survey of the hostility to positivism prevailing among Germany’s leading historians for much
of the 19™ century is found in Phillips 2018.
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than fifty German universities and to establish a scholarly community that was
broken only (and even then only occasionally) by the upheavals of the Third Reich.
Despite debates and revisionist moves this scholarly community preserved social and
intellectual coherence over space and time and imposed a certain methodological and
ideological orthodoxy on the interpretation of European as well as German history”
(Kelly 2003: 175). Soon after 1850, through the works of Lord Acton, Edward Pusey,
Goldwin Smith, and the aforementioned White and Fiske, the teaching of Ranke,
whom Helmut Berding counts “among the greatest of historians” (Berding 2005: 41),
achieved paradigmatic status in British and US historiography as well (Iggers 1968:
63-64). Therefore, by the time the new discipline of music historiography came into
being, in the latter half of the 19" century, the conception of history championed by
Ranke and the Prussian School had been accepted as normative both within and
without the newly unified Germany’s borders. Thus it is only inevitable that Ranke
should loom large in any account of the historiography of music in its nascent stages,
as he does in the analyses of both Treitler and Dahlhaus.

But pace Treitler, Ranke would have never accepted the label of positivism. In
fact, his entire project was motivated by his dissatisfaction with the rule of positi-
vism in 18"- and 19"-century historiography. A late offspring of the Enlightenment,
the historiographical positivism of Comte and Buckle was predicated on a dogmatic
belief in the presence of scientific causality in the subject matter of history, as well as,
concomitantly, in the applicability of causal deduction in the writing of history and
the “discovery” of causal narratives in the past. Comte, Buckle, and other positivists
modelled their methodologies after those of the natural sciences, which were at the
time enjoying unprecedented cultural prestige (much as they do in our time as well,
we might add). Briefly, positivist historiography sought to explain its subject matter
- historical events and other historical phenomena - not directly but by “discove-
ring” their causes and consequences; thus for instance, the French Revolution was
“explained” by the deteriorating economic conditions of most of France’s population
under Louis XIV, Louis XV, and Louis XVI, the economic rise of the third estate, the
arrogance and incompetence of Louis XVI and the nobility, and so on. Ultimately,
the goal was to demonstrate the operation of universal natural laws in the history of
humanity, and thus to order and rationalise the past.

For Ranke, who considered every generation “equally immediate to God”, this
amounted to no less than the violation of that same past. Positivism’s cardinal sin,
Ranke believed, was the imposition of preconceived narratives on the past, to which
preconceptions the past was then forced to conform and was therefore at once
distorted. To facilitate a faithful representation of the past, Ranke and Droysen after
him advocated instead a strictly historical contextualisation of every historical event
and phenomenon and separate historiographical consideration of every historical
period. “[E]very generation is immediate to God”, Ranke asserted, “and its worth is
not at all based on what derives from it but rests in its own existence, in its own self”

(Ranke 1973: 53).

3 For more on the reception of positivism in Germany, see, for instance, Fuchs 2000.
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From the same standpoint, Ranke rejected Hegel’s philosophical conception
of history as the unstoppable unfolding of the Spirit and man’s gradual progress to
freedom (which both Ranke and Hegel and later Droysen, too, rather conveniently
understood as the subject’s “freely” chosen existence inside the existing political
order). “To many”, Beiser writes, “Ranke was the gallant knight of history who slayed
the monster of Hegelianism” (Beiser 2011: 254 ). Thus “the gallant knight” asserted in
his first lecture to King Maximilian II of Bavaria, given in 1854, that “[t]he doctrine
according to which the world spirit produces things and uses human passions to
achieve its goals is based on an utterly unworthy idea of God and mankind. Pursued
to its logical conclusion consistently, this view can lead only to pantheism” (Ranke
1973: 55). Likewise Droysen, once a regular in Hegel’s lectures at the University of
Berlin, parted ideological company with the philosopher in his later years, sharing
much of Ranke’s motivation for his own anti-Hegelianism.*

But none of this is to say that there was no common ground between historicism
and Hegel’s philosophy of history or, for that matter, between historicism and histo-
rical positivism. For, just like the positivists and the idealists, Ranke, Droysen, and
the historicists believed in history as a coherent, causal, teleological, and meaningful
narrative waiting to be uncovered and retold by the historian. Thus Humboldt, one
of historicism’s early prophets, in 1821 lectured his audience at the University of Berlin
on the task of the historian: “The fabric of events is spread out before him in seeming
confusion, merely divided up chronologically and geographically. He must separate
the necessary from the accidental, uncover its inner structure, and make visible the
truly activating forces in order to give his presentation the form on which depends,
not some imaginary or dispensable philosophical value or some poetical charm, but
its truth and accuracy, its first and most essential requisite. For events are only half
understood or are distorted, if one stops with their superficial appearance” (quoted in
Ranke 1973: 10). In an 1830s manuscript Ranke likewise tells us that “[e]vents which
are simultaneous|,] touch and affect each other; what precedes determines what
follows; there is an inner connection of cause and effect. Although this causal nexus
is not designated by dates, it exists nevertheless. It exists, and because it exists we
must try to recognize it” (Ranke 1973: 40). The conclusion of a much later manus-
cript, dating from the 1860s, suggests that his basic convictions remained substanti-
ally the same until the end of his career: “we must work in two directions: the inve-
stigation of the effective forces behind events and the perception of their general
connection” (Ibid.: 59).

While Droysen and his generation certainly cherished similar convictions, their
conception of history was much more explicitly teleological than Ranke’ss For the
nationalist Droysen, who played an active role on Germany’s political stage, the telos
of all German and even world history was something much less lofty than Hegel’s
unfolding of the Spirit: it was the political unification of Germany under the domi-

4 OnDroysen’s complicated relationship with Hegel, see Southard 1995: 4-13.

5 Foradetailed discussion of Droysen’s Historik — his conceptions of historiography — see Assis 2014.
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nation of Hohenzollern Prussia. For much of his career, Droysen was an active player
on the German political scene. While still in Schleswig-Holstein, where he taught
at the University of Kiel, he helped energise the Duchy’s resistance to continued
Danish rule and was very much the spokesman of German nationalism there. Later
on, he stepped onto the national stage, as member of the Frankfurt Volksparlament for
Schleswig-Holstein in 1848 and 1849. When in the final months of 1849 things went
awry and the somewhat naive Frankfurt parliamentarians finally realised that their
nationalist political agenda was not yet going to materialise, Droysen and many of his
colleagues were forced to rethink their conceptions of history. In Droysen’s case, this
entailed a substantially more pragmatic outlook, with distinctly Darwinian overtones:
whatever happened in past and present political struggles (for international politics
always monopolised the scholarly attention of all the historians associated with the
Prussian School) Droysen now legitimised as the logical outcome of invisible poli-
tical forces, simply guided by the invisible hand of political power. While Droysen
now realised that it still lay in the future, the unification of Germany remained for him
the ultimate telos of history, and whatever happened in the meantime, even seemingly
regressive developments such as Friedrich Wilhelm IV’s refusal of the German crown,
Droysen sought to legitimise as steps that had to be taken on the path to that telos. “All
development and growth is movement toward an end, which is to be fulfilled by the
movement, thus coming to its realization”, he wrote in his influential Historik; “[i]n
the moral world end links itself to end in an infinite chain” (Droysen 1893: 46-47).

One of the difficulties in Droysen’s (and by extension Prussian) Historik or
conception of history is that it implicitly appears to advocate political conservatism,
or even passivism. For, if the invisible hand of history will take care of everything,
why bother to do anything? In other words, what might be the purpose of human
agency then? In fact, this was a major point of contention between Droysen and the
much more cosmopolitan (and conservative) Ranke, who considered man’s free will,
understood theologically according to the Judaeo-Christian tradition, equally respon-
sible for the progress of history as the invisible hand of God. Indeed, the preserva-
tion of free will was Ranke’s main motive for rejecting both the positivist and Hege-
lian conceptions of history, which, according to the historian, threatened “to do away
with human freedom and makes men into tools without a will of their own” (Ranke
1973: 51).

From an ethical point of view, however, a still greater difficulty in Droysen’s under-
standing of history lies in his relativisation of all value, historical, ethical, political, and
other. For, if all historical events are indispensable links in a vast teleological chain,
then none of them can be deemed undesirable, no matter how appalling or atrocious
they might be. This problem, implicit in all historicism, has been raised with varying
degrees of concern in most studies of Germanic 19"-century historiography. Thus
Paul Hamilton, for instance, acknowledges that historicism “progressively relativized
all historical truth, making it a function of the particular culture or group to which it
belonged”. He then attempts to mitigate “the fear that this amounts to an uncontrolled
relativism on the part of the historian or critic” by pointing out that “changeability
in our view of the past is a condition of getting our present into proper perspective”
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(Hamilton 2003: 16). By contrast, Georg Iggers offers a damning and, in my mind,
fair critique of historicism’s ethical relativism, going so far as to accuse it of proto-
fascism: “The classical national tradition of German historicism undoubtedly contri-
buted to the atmosphere that facilitated the rise of an authoritarian regime and many
of the historians in this tradition, but by no means all found it easy to come to terms
with the Nazis” (Iggers 1968: xi). To do justice to Droysen, perhaps he would have
rethought some of his core beliefs, had he lived to see the horrors of 1930s and 1940s
Europe. By then, many in Germany and beyond had been forced to view historical
“progress’, like Walter Benjamin’s angel of history, as “a single catastrophe which keeps
piling wreckage upon wreckage” (Benjamin 1969).

When it comes to the historiography of music, one need not look for too long to
find traces of the historicist conception of history. To be sure, there is much histori-
cist heritage in general as well as in music historiography that we should be thankful
for. Crucially, historicism helped historiography attain the status of a modern scien-
tific discipline, shedding much of its pre-Enlightenment metaphysical baggage along
the way. Its agenda was “simple but ambitious: to legitimize history as a science”, “to
justify the scientific status of history” (Beiser 2011: 6—7). While the Neapolitan early
18"-century philosopher and historian Giambattista Vico has sometimes been hailed
as a precursor of historicism, it was really the Prussian historians Humboldt, Ranke,
and Droysen who forcefully and irreversibly broke with both scholastic traditiona-
lism on the one hand, and the Diktat of positivism and the natural-law conception of
history on the other. In addition, as Peter Koslowski notes, historicism emancipated
the human sciences “from the metaphysics of German Idealism” (Koslowski 200s:
4), at a time when Hegel’s lectures at the University of Berlin were still thronged by
the city’s students, the young Droysen included. Ranke and Droysen’s generations of
Prussian and German historians are to be credited with the imposition on historio-
graphy of a scholarly respect for the past as its subject matter, which conditioned their
thoroughness and care in dealing with historical sources. Without these basic tenets of
the Prussian School, neither general nor music historiography would be conceivable
as modern scholarly disciplines. Toward 1900 and beyond, the then nascent histori-
ography of music benefited the most from the historicist treatment of the historical
sources, which facilitated the discovery of vast repertories of “early music”, which had
previously been all but forgotten. Only thanks to the historicist respect of history
could the founding texts of music historiography be written, such as the large histo-
ries of Brendel, Ambros, Adler, and Riemann, to name but a few. The works of these
figures unearthed a wealth of historical data without which our discipline would have
been bereft of its subject matter.

However, musicology bears not only traces, but also scars from its historicist heri-
tage. These are most conspicuous in the kinds of narratives that have, until recently,
been normative in the historiography of music. In so many 19"- and 20™-century histo-
ries of music the “inconsequential’, the “peripheral”, the “backward” are winnowed
from, to borrow Donald Francis Tovey’s coinage, “the mainstream of history”. Owing
to its interest in the biographies of “great composers”, which it adopted from general
historiography’s interest in “great men”, the historiography of music has erected a
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pantheon of masters, using as its foundation the remains of those “peripheral” ones
who were not admitted into the core canon: most typically Schubert, Chopin,
Mendelssohn, Tchaikovsky, Mahler, among others. In this way, the historicist concep-
tion of history as an amorally teleological narrative has served more often than not to
uphold thinly veiled chauvinist prejudices. On a still larger scale, it has also legitimised
the euro-centrism from which our discipline has not yet fully recovered and, when
it comes to the historiography of European music, the focus on the “central” and the
concomitant neglect of all the “peripheral” nations. Franz Brendel’s 1867 Geschichte
der Musik in Italien, Deutschland und Frankreich is an early and quite explicit docu-
ment of this valorisation.

* Ok

Of course, the present text is hardly the first complaint about the undesirable effects
of the heritage of Prussian/German historicism in the historiography of music. For
instance, in one of the essays assembled in Music and the Historical Imagination, Trei-
tler concludes that “[i]n our quest for the sources of art we neglect its quality. We do
so to the disadvantage of our faculty for judging artworks, for our standards of judge-
ment have little to do with the ways in which we apprehend works” (Treitler 1989:
93-94). But the rest of Treitler’s conclusion suggests that his concerns rest elsewhere,
away from the problems I have been discussing so far: “Then we are left with a history
in which aesthetics and hermeneutics play no significant part” (Ibid.). Two concepts
from these quotations are of utmost importance here: aesthetics and the work, the
indispensable category of all music aesthetics since at least the late 18" century.
Surprisingly, elsewhere in the same article Treitler blames the “essentialist” interpre-
tation and usage of the work concept in the historiography of music for enabling the
construction of distorting, “positivist” narratives: “at the core of each process of deve-
lopment [ ... ] there must be something that is recognizably the same even while it
changes with respect to its outer form. We affirm this in our willingness to name what
it is that is undergoing development [ ... ]” (Ibid.: 90). Treitler then goes on to outline
the defining characteristics of the developmental-essentialist historiography of music:
1) it is predicated on a fixed, closed, and abstract conception of the (musical) work,
of which essence individual instances are viewed as particular embodiments; 2) they
are understood in terms of their antecedents and consequences; and 3) the history
of music is presented as a teleological narrative of progressive (artistic) perfection.
By contrast, Dahlhaus shared few of Treitler’s concerns. In his view, not only are
musical works “historical facts” with which a conscientious music historian must
reckon, but they also define the “special nature” of music historiography and deli-
neate it from general historiography: “Music historiography has a different legiti-
mation from political historiography. It differs from its political counterpart in that
the essential relics that it investigates from the past — the musical works — are prima-
rily aesthetic objects and as such also represent an element of the present. [ ... ] The
concept ‘work), and not ‘event), is the cornerstone of music history” (Dahlhaus 1983:
4). Of course, a necessary ingredient of any such work-based historiography of music
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is aesthetic autonomy — “a primary category for Dahlhaus” (Zagorski 2015: 252) but
today a concept that is extremely difficult to sustain. On the left, some, most notably
Adorno (in the guise of his “relative” aesthetic autonomy of music), have used it as
the foundation of their music criticism. But on the whole, aesthetic autonomy has
been attacked more often than not, which has rendered any notion of a music histo-
riography predicated upon it increasingly precarious. For instance, Terry Eagleton
offered a particularly compelling Marxian critique in The Ideology of the Aesthetic,
as a phantasmatic sanctuary from the exigencies of advanced capitalism (Eagleton
1990). While aesthetic autonomy could perhaps be salvaged as one historiographic-
interpretative paradigm among many, Dahlhaus subscribed to it in the strong sense,
as a reality in the history of music: “aesthetic autonomy is not merely a methodolo-
gical principle an historian is free to take or leave, but an historical fact that he has to
accept” (Dalhaus 1983: 28). And despite his declarative openness to the possibility
of music historiographies based on different conceptual grounds, in a few instances
Dahlhaus issues some quite surprising verdicts: “The aesthetic premise behind the
history of reception — the thesis as to what music ‘really’ is — does not make good
historiographical tender” (Ibid.: 39). This is, Dahlhaus tells us, because the histori-
ography of music ought to be about music qua poiesis not praxis; in other words, the
subject matter of music historiography should comprise not music itself as a cultural
practice, but only the products of music inasmuch as they constitute musical works
in Dahlhaus’s fixed understanding of the concept.

This strict adherence to aesthetic autonomy on Dahlhaus’s part was motivated
by the sheer immensity of the repertory that music historiography must address and
the necessity to reduce and organise that vast body of music into more manageable
chunks. The aesthetic of music and music analysis as its main tool are meant to help
us winnow the influential from the inconsequential, the great from the not-so-great,
the canonical from the ephemeral. That is why, in Dahlhaus’s judgement, the canon
“is at one and the same time a bothersome impediment to, and an indispensable main-
stay of, historical criticism” (Ibid.: 97). While of course one cannot possibly discuss
all the composers who ever lived, Dahlhaus’s assertion that the concept of greatness
in music has only served us beneficently, that “[n]o-one had a burden to bear because
Beethoven wielded authority in music”, (Ibid.: 6) will strike anyone at least vaguely
familiar with the reception of, say, Schubert or Chopin in music scholarship as factu-
ally incorrect, if not also ethically bewildering.®

Although the difficulties entangled with the concepts of musical greatness, the
work, and aesthetic autonomy are indeed challenging, one need not dismiss them
altogether and thus throw out the baby with the bathwater. For, while we should no
longer labour under its tyranny, we must accept that the aesthetic autonomy of music
was at least a reality in the minds of such figures as Beethoven, E. T. A. Hoffmann,
Walter Pater, and Adorno, and that ought to count for something in our dealings with
music history. Aesthetic autonomy and its concomitant concepts have certainly regu-
lated the production and reception of “art music” (for want of a better term) in much

6 For more on the (ab)use of Beethoven in the early reception of Chopin, see Cveji¢ 2016: 254-261.
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of Europe at least since 1800, a historical fact we cannot afford to ignore. Few would
deny that the final decades of the 18" century saw a paradigm shift in the conception
of music in the West, whereby the disavowal of all social function became the sine qua
non of all “great” music and especially instrumental, which was elevated from Johann
Sulzer’s “pleasant nonsense” to the paradigm of all art, precisely on account of its non-
referentiality that had marginalised it in the first place.

In this context, it might be worthwhile to remember Lydia Goehr’s theorisation
of the work as a “regulative open” concept. Briefly, an open concept is determined
by the different tasks it performs within a given cultural practice and only receives
its meaning by functioning within that practice. A regulative open concept serves to
determine, stabilise, and order the structure of a practice, by means of determining the
normative content of its subsidiary concepts (for instance, in the case of 19"-century
European “art music”, concepts such as “composer” or “score”) and associated ideals
(for instance, perfect compliance with the score in performance). The regulation
proceeds not by Diktat but by setting ideals, which can, by definition, only ever be
approximated but never reached: “Recognizing something to be an ideal means that
it is rarely if ever perfectly realized, this does not undermine its existence and force
in any way” (Goehr 1992: 100). In this way — and this in my view constitutes Goehr’s
greatest potential contribution to the historiography of music — we get to have our
cake and eat it, too: we are forced neither to essentialise the work concept nor to
ignore its regulative operation.

In lieu of concluding, a few caveats: of course the construction of causal narratives will
always have a role to play in the writing/doing/making of history; as both Dahlhaus
and Treitler rightly observed, historiography would scarcely be conceivable without
them. Also, it would be equally inadvisable to dismiss aesthetic autonomy and its
satellite concepts. While we might agree with Eagleton and many others that aesthetic
autonomy was always-already an ideological concept, it has nonetheless shaped the
production and reception of European music for a long time and this should not be
ignored. For instance, the collusion between German cultural nationalism on the one
hand and so-called absolute music and aesthetic autonomy on the other is a complex
and fascinating topic that has not yet received enough attention in music scholarship.
The same can be said about similar ideological uses of historicism in music histori-
ography. These are some of the areas that historical musicology, mindful of the heri-
tage bequeathed to it by major figures such as Dahlhaus and Treitler, would do well
to pursue.
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JKarko LIBEJUR

NcTOPUJA MY3UKE U IPOMULLLASAKE UICTOPU3MA:
CEBAILE HA KAPAA AAAXAYCA U AUJA TPAJTAEPA

(PE3UME)

Ose ropune, 2019, o6eaexxaBamo 30. ropummurny npepane cupru Kapaa
Aaaxayca, kao u 30 roarHa op o6jaBA,HBaH>a 36upKe Harmvca moa HacAoBoM Music
and the Historical Imagination (Mysuxa u npomuuisarse ucmopuje) Auja Tpajraepa,
ABOjHUIle BeAUKaHA My3UUKe HCTOpUOTpaduje Y BeHOM U3BOPHOM CMHCAY — ¥
cMucAy OaBayera HCTOpUjoM Mysuke. Aok ¢y TpajTaepoBH MHOHUPCKY PaAOBU
y 0BOj 06AACTH, IIMCAHH LIE3AECETHX 1 CEAAMAECETUX FOAKHA IIPOIIAOT BEKa,
BehMHOM caKyILbeHH y 0BOj KEbH3H, AaAXayC ce OBOM IIPOOAEMATHKOM HajBHIIE
no3abasuo y kwu3u nop HacaosoM Grundlagen der Musikgeschichte (Ocrosu
ucmopuje mysuke) u3 1977. roaune. O60juua Cy UCIPaBHO AMjarHOCTUPHKOBAAA
AyOHHCKE MCTOPHjCKH YTHUIA] IPyCKe IIKOAe HCTOpHOrpaduje yommre a
noce6uo ucropusma (Historismus), c Aeonoapom ¢pon Pankeom u I'ycrasom
Apoj3eHoM Ha deAy, Ha UCTOPUOTrpadujy My3UKe Kao HAYyIHY AUCIIUIAMHY
(yxayayjyhu ucropujcky Mysukoaorujy) — Hapouuto TpajTaep, koju je, Aoaye,
MeIIA0 UCTOPU3AM C ,HEOIIO3UTHBU3MOM y IITO Ou Pankey, Apojseny u Behuuu
HeMaukux ucropudapa u3 XIX Bexa 6MAO HEIIPHXBATAUBO. Y IOrAeAy Hacaeha
HCTOPU3MA ¥ [IO3UTUBU3MA Y UCTOPHOTPadHjy My3HKe, TAABHU IIPOOAEMHU THIY
Ce CAO’KEHHX yAOTa HAPATMBHOCTH M €CTETHKE, TAYHHje MojMa (My3HUKOT) AeAd Y
[HCalby NCTOPHje MY3HKe, YUjH je YTHIIAj OO 1 KOPHUCTAH U IITETaH — KOPUCTaH
jep je ucropudapuMa My3uKe OMOryhaBao Hay4HO yTeMeseHO OaByerbe pasHUM
KaHOHM30BaHMM peIepTOApHMa, AAU U LITETAH, jep je HaMeTao M OIPaBAABAO
3aHeMapHUBambe CBUX APYTHX.

KaY4HE PEYU: UcTOpHja My3HKe U HCTOpHOTrpaduja, uctopunmsam, Aeornoap ¢pon Panke,
T'ycras Apojsen, Auo Tpajraep, Kapa Aaaxayc
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ABSTRACT

The denomination singing revolution (coined by Estonian artist Heinz Valk, b.
1936) is commonly used for events in Baltic States between 1987 and 1991 that
led to the restoration of the independence of Estonia, Latvia and Lithuania. Three
songs — the folk song Pit, véjini! (Blow, Wind!), the choir song Gaismas pils (The
Castle of Light) by the national classical composer Jazeps Vitols (1863-1948)
and the song Saule, Pérkons, Daugava (Sun, Thunder, Daugava) by the composer
Martins Brauns (1951) - at that time in Latvia had a special significance in society.
Each song represented references to different layers in Latvian cultural and
political history. The characteristics of the three songs in the Singing Revolution
process are based on the approach and methodology of distant (objective) analysis
of cultural context and recent historical experience. As a result, this article reveals
the meaning and reception of the three songs as symbols of nonviolent resistance
during the fall of communist regime in Latvia in the late 1980s.

KeYwoRDs: fall of communist regime, singing revolution, Latvian cultural-historical
traditions, songs, symbols

In 1988, the Estonian artist Heinz Valk (b. 1935) published a paper after the Estonian
Song Festival in Tallinn, and the term that he coined, singing revolution (Valk 1988)
immediately gained wide usage and was relevant to all three of the Baltic States —

1 janis.kudins@jvima.lv
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Estonia, Latvia, and Lithuania. Singing revolution characterized broad societal political
manifestations and events, at which hundreds of thousands participated to protest
against the Soviet occupation. In all three Baltic States, these grandiose national mani-
festations were characterized by the spontaneous singing of various songs. In each of
the Baltic States many songs with a patriotic theme crystallized. Those included folk,
rock and choir songs. It is interesting that a rock song written by two Latvian authors
— Boriss Rezniks (music) and Valdis Pavlovskis (lyrics) — with the symbolic title The
Baltics Are Waking Up! became very popular on account of its text being in all three
of the Baltic languages — Latvian, Lithuanian and Estonian, and became a symbol of
the Baltic singing revolution.>

Thirty years after these historic events, societal, cultural and musical questions
of the impact of the singing revolution on the fall of the communist regime in the
Baltic States gradually appear more often in the forefront in the fields of the huma-
nities and social sciences. To a certain degree, this was predictable. At the end of
the 1980s and beginning of the 1990s, as well as during the first decade of renewed
Latvian independence, there was a dominant desire primarily to accent the emoti-
onal experience of the events that had occurred. Over the last thirty years, singing
revolution, in its various meanings, has been actively described in papers and serves
as an important element in the explanation of national identity. At the end of the
1980s, the characterization of the singing revolution process reflected a link to both
the national awakening of the second half of the 19" century, when there was a
gradual crystallization of the idea of self-determination for all three Baltic nations,
as well as the formation of independent states in the 20™ century in the time
between the two World Wars. The time of the loss of independence after World
War II was notable for a hidden resistance, which was spontaneously activated at
the end of the Soviet Union, during the period of perestroika. In this way, today
the term singing revolution has become a notion that is topical in the explanation of
the histories of the Baltic States.

Another notable local trait of the singing revolution in the three Baltic States is the
link between the independence movement and the Song Festival tradition. At the end
of the 19" century in Estonia® and Latvia,* and chronologically later also in Lithuania,
a tradition of singing in choirs and gathering in large, grandiose choir concerts deve-
loped. This tradition was preserved in the second half of the 20" century, during the
time of the Soviet occupation. In turn, at the end of the 1980s, the Song Festival tradi-
tion was one of the impulses that stimulated the practice of spontaneous singing in
the political manifestations.

2 Atmostas Baltija, Bunda Jau Baltija, Argake Baltimaad, The Baltics Are Waking Up! https://www.
youtube.com/watch?_v=UKtdBAJGK9I&list=PLzw16m6yrbPMkvMXmFYYgOLPQIxbgoxNzN&in
dex=3&t=0s

3 https://estonianworld.com/culture/estonian-song-celebration-timeline/
4 https://dziesmusvetki.lv/en/about-the-celebration/history/
5 https://www.dainusvente.lt/en/history/
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It should be noted that, until now, the main focus has been on the research and
revelation of various social, political, and cultural-historical aspects of the Esto-
nian singing revolution. This is confirmed by information about research and sources
(Subrenat 2004; Vesilind 2008). Perhaps this is because that it was in Estonia that the
term singing revolution appeared, and, since then, it has been identified with Estonia,
even internationally. However, six years ago, in 2013, Guntis Smidchens, professor
at the University of Washington in Seattle, published his extensive monograph The
Power of Song: Nonviolent National Culture in the Baltic Singing Revolution (Smidchens
2013). Up until now, it is one of the largest additions to the research of the Baltic
singing revolution. Also in Lithuania, many authors have published research at the
beginning of the 21" century regarding the singing revolution (Martinelli 2014; Mini-
otaite 2002).

The key terms in the research of this phenomenon are nonviolent resistance and
singing tradition, as well as references to the unique cultural-historical experience of
the three Baltic States. Still, as one of the researchers of this questions writes, “As yet
only little is known about the actual musical mechanisms by which songs affected
people, expressed national identity, proposed action derived from that identity, and
moved historical events" (Kaire 2016).

One can truly agree with this statement, since research into the various aspects of
the Baltic singing revolution has really only just begun. It is also important to charac-
terize in detail the unique local aspects of each Baltic nation. That is why I will cover
three examples or symbolic songs and their cultural-historical context relating to the
singing revolution in Latvia.

* Kk

Regarding the Latvian folk song Pit, véjini / Blow, Wind, the first time this song
text was published was at the beginning of the 19" century, but the melody was first
published at the end of the same century. One of the first professional composers of
the era of Latvian national awakening, Andrejs Jurjans (1856-1922), arranged Blow,
Wind for choir in 1884, and since then this arrangement has become very popular.®
In the 20" century, other composers in Latvia created arrangements of the song, but
Andrejs Jurjans’ version has always been the most popular and has become one of the
most significant songs in the Song Festival repertoire (see Example 1). Additionally,
over time, this folk song has gained new aspects in societal reception.

6 Jurjans, Andrejs. Put, véjini. Latvie$u kordziesmas antologija VI / Anthology of Latvian Choral
Music VI. Riga: Musica Baltica, 1999, 120.
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Rainis (1865-1929), one of the most significant Latvian national poets and writers
in the first half of the 20th century, created an epic love drama in 190s, partially
rooted in the Latvian ethnographic environment and it was given the title of this
folk song — Blow, Wind. This play by Rainis is today a Latvian national cultural
symbol. It is interesting to note that, during the Soviet occupation, in 1973 in
Latvia, the Riga Film Studio made a film based upon the play. One of the most
distinguished Latvian 20" popular music composers, Imants Kalnins (b. 1941),
composed the music for this film, using the folk melody. Based on testimonies
found in current research, society in Latvia considers this film and its music as a
kind of resistance symbol to the Soviet regime. That was also certainly the genius
of the composer Imants Kalninsg, as he gave this Latvian folk song a unique musical
vividness in a rock music style.

When considering the previously discussed topics, one finds a basis for conclu-
ding that, even before the historical events of the end of the 1980s, the Latvian folk
song Blow, Wind had already gained significant meaning in Latvian national culture.
However, what can be considered unexpected is the fact that this song became one
of the most vivid symbols of resistance to the Soviet occupation. One reason for that
was the first true manifestation of a national spontaneous reaction, which began in
1986 in Latvia, protesting against the plans of the Soviet regime to build a gigantic
hydroelectric power plant on the Daugava River.

The Daugava is the largest river in Latvia and, in the second half of the 20th
century, large power plants were already built on it. The Daugava is treated as a
mythical symbol in Latvian folklore, literature and poetry, and this is why the deci-
sion by the Soviet regime to build yet another gigantic power plant on it was viewed
very negatively by Latvian society. Taking advantage of perestroika, begun by the final
Soviet leader Gorbachev, Latvians began actively gathering signatures against the buil-
ding of the power plant and to gather in protests. And it was at that time that, comple-
tely spontaneously, large groups began to sing the folk song Blow, Wind, turning it
into a protest song (King 2012).

Later, but particularly in 1988, 1989 and 1990, Blow, Wind became an essential poli-
tical element of the Singing Revolution — it was always sung at gatherings. It is intere-
sting to note that, at that time, an idea was circulated to make the folk song Blow, Wind
the Latvian national anthem when state once again became indepent. A vivid example
is the Song Festival that took place in Riga in 1990. On stage were gathered a record
number of singers, twenty thousand, a number never exceeded in the history of this
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festival. Blow, Wind, was sung in an atmosphere that was unique, especially when one

considers that on 4 May 1990 the independence was once again declared in Latvia.
Still, the representation of all the political protest and unity in the musical symbol

of this one folk song included a paradox. The text of the folk song Blow, Wind follows:

Pit, véjini, dzen laivinu,
Aizdzen mani Kurzeme.
Kurzemniece man solija
Sav’ meitipy maléjin’.
Solit sola, bet nedeva,
Teic man’ lielu dzérajin’.
Teic man’ lielu dzérajinu,
Kumelina skrejejin’.
Kuru krogu es izdzeéru,
Kam noskréju kumelin?
Pats par savu naudu dzéru,
Pats skrej’ savu kumelin’
Pit, véjini, dzen laivinu
Aizdzen mani Kurzemé.

Blow wind, drive my boat,

Drive me to Kurzeme.

A woman from Kurzeme promised me
Her daughter as a bride.

She promised, but didn’t fulfill the promise,
Calling me a drunkard.

She called me a drunkard

And a horse racer.

Where is the tavern in which I drank too much,
Whose horse did I run down?

I drink for my own money,

And ride my own horse.

Blow wind, drive my boat,

Drive me to Kurzeme.

The folk song itself is about love, possible drama, and there is also an indirect indica-
tion that the young man is a drunk, and that is why the girl’s mother turns him away.
Thus, one of the most significant political protest songs at the time of the fall of the
Latvian communist regime, was a folk song with an unpretentious text. Perhaps it
was a confluence of circumstances. After the renewal of Latvian independence, the
song Blow, Wind lost its previous symbolism of political protest. Today it represents
mainly the Song Festival tradition and exists in texts about recent historical events.
If Blow, Wind became one of the characteristic musical symbols of national political
manifestations during the time of the fall of the communist regime, then there was
a slightly different situation with the choral song Gaismas pils / The Castle of Light.

* Kk K

The text of this song involves a link to the National Awakening period in Latvia in the
second half of the 19th century. The poet Auseklis (1850-1979) initially published a
poem, in which there is encoded a message concerning the freedom of the Latvian
people. Later, at the very end of the 19" century, one of the composers of that era,
Jazeps Vitols (1863-1948), composed a choral song with the text of Auseklis’s poem.”
At the beginning of the 20" century, the choral song The Castle of Light became a

7 Vitols, Jazeps. Gaismas pils. Latvie$u kordziesmas antologija I / Anthology of Latvian Choral Music
1. Riga: Musica Baltica, 1997, 51-56 .



32

MY3UKOAOTHJA / MUSICOLOGY 26-2019

fundamental part of the Song Festival repertoire. The epic and musically expressive
message of the song became, over time, one of the most recognizable symbols of nati-
onal music culture (see Example 2).

12. Gaismas pils
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In turn, after World War II, when Latvia was under Soviet occupation, The Castle of
Light gradually became a symbol of secret resistance in various musical events. This
was related to the communist regime’s political censorship and the song was banned
from the Song Festival repertoire of the second half of the 20" century. This was on
account of the clearly expressed idea of the freedom of the Latvian nation and inde-
pendence. However, regardless of political censorship, it only facilitated the popula-
rity of The Castle of Light.

In 1985, when the former Soviet Union initiated a more liberal politics, or pere-
stroika, the 19" Song Festival took place in the summer in Riga. Political censorship
had again removed the song The Castle of Light from the grandiose concert of many
thousands of choir singers. However, during the concert, there was a spontaneous
event that today is considered one of the initial impulses for the fall of the commu-
nist regime and the beginning of the restoration of national independence in Latvia.
Disregarding the presence of representatives of the occupying regime, thousands
of singers and audience members spontaneously requested the performance of this
song, and there was a public call for the conductor Haralds Mednis (1906-2000) to
come on stage, even though he had been prohibited from participating in the concert.
Without a single rehearsal, the Song Festival choir performed the song The Castle of
Light, the event immediately acquiring the significance of a nonviolent resistance in
Latvia.

In contrast to Blow, Wind, whose melody can be sung by anyone at mass political
manifestations, The Castle of Light was created within the genre of art music. This
is why the representation of this song in the singing revolution related chiefly to the
highly developed choir singing and Song Festival tradition in Latvia. This tradition
was also one of the most vital elements of the Singing Revolution. In the summer of
1990, a few months after the declarations of the restoration of independence in Latvia,
a Song Festival took place, in which The Castle of Light was received by the public as
one of the particularly notable musical symbols of the revolution.

It is interesting that the songs Blow, Wind and The Castle of Light had already
gained broad popularity prior to the events of the singing revolution at the end of the
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1980s. The singing revolution process gave these songs new meanings, relating to the
protests against the communist regime. Still, these songs were not written during the
events of the revolution. The third example or song, however, was indeed born during
the singing revolution process.

* kK

In the summer of 1988, the premiere of a theatre play of the poet Rainis’s play Daugava
took place in the Valmiera theatre. The music for this performance was written by
composer Martins$ Brauns (b. 1951). One of the musical numbers in the play was
the song Saule, Pérkons, Daugava / Sun, Thunder, Daugava with lyrics by Rainis.
The composer called this song a Latvian Mass. A year later, the song was sung at the
Latvian Youth Song Festival in Riga and immediately became very popular, and also
became a part of the political process of the singing revolution, the main reason for this
being that the text was about the Daugava River as a significant symbol in Latvian
history and culture.

What is also interesting is the text and music synchronization of the song Sun,
Thunder, Daugava. The song text refers to aspects of Latvian folklore prior to Chri-
stianization or pagan culture and mythology, describing objects of nature as sources
of godly power.

In turn, in the song’s music is clearly a reference to the Christian church chorale
genre. This synthesis of various cultural elements in the song possibly reflects the
composers conscious artistic manipulation of text and musical symbols in one compo-
sition. At the Song Festival in the summer of 1990 in Riga, Sun, Thunder, Daugava atta-
ined the status of a Singing Revolution musical symbol among Latvian society. Simi-
larly to Blow, Wind and The Castle of Light, the song Sun, Thunder, Daugava has also
been, since that time, a consistent element of the Song Festival repertoire.
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Saule Latvi sedindja
Turkur gali satiekas
Balta jiira, zala zeme
Latvei vartu atslédzina
Latvei vartu atsledzina,
Daugavinas sargataja.

Svesi laudis vartus lauza
Jura krita atsledzina.
Zilzibenu pérkons spéra,
velniem néma atslédzinu.

Navi, dzivi Latve slédza,
Baltu jiru, zalu zemi
Saule Latvi sedindja
Baltas jiras malina

Veji smiltis putindja

ko lai dzeéra latvju berni?

Saule lika Dievinami,
Lai tas raka Daugavinu.
Zvéri raka, Dievins léja
No makona dzivirdeni.

Dzives adens, naves idens
Daugava satecéja.

Es pameércu pirkstu galu
Abus jitu dvéselé.

Naves tidens,dzives tidens
Abus jitu dveselé

Saule musu mate-
Daugav - sapju aukle.
Pérkons velna spéréjs
Tas miisu tévs.

Latvia was put down by the Sun,
Where the ends came together.
White sea, green land.

Latvia had the key of the gate.
Which Daugava did protect.

Foreigners tried to break the gate,

The key fell deep into the sea.

The ground was struck by blue lightning,
The key taken from the devil.

Death and life Latvia locked in,

White sea, green land.

Latvia was put down by the Sun

On the white sea’s land,

Wind blew over the sand.

What will the children of Latvia drink?

The sun ordered God,

To dig out Daugava.

Animals dug it out,

God filled it with water from a cloud.

Water of life, Water of death
Filled the river up,

Idipped in a finger tip,

And felt both in my soul.

Idipped in a finger tip,
And felt both in my soul.

Sun was our mother,

Daugava the nanny of our pain,
Thunder was the devil’s kicker,
That was our father.
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It should be noted that, in contrast to the two previously mentioned songs, the
song Sun, Thunder, Daugava regularly appears in various extra-musical cultural and
political processes, even after the fall of the communist regime and the renewal of
Latvian independence. In the last twenty years, there has been discussion in Latvian
society about how Sun, Thunder, Daugava should become the new national anthem,
partly based on the song’s symbolic significance in the Singing Revolution process.
However, it is considered that the anthem is a national symbol and it is a very complex
process to change it, and so this suggestion was not implemented. In addition, another
reason for the song not being appropriate for a national anthem is its changing time,
which regularly moves between 3/4 and 4/4 (see Example 3).

The song Sun, Thunder, Daugava in a certain way is also a unique example of how a
musical symbol of social and political change process in one nation can also be taken
over and adapted to similar processes in another nation. In 2014, it became known
that the song inspired representatives of the Catalonian independence movement and
the music was used in a new song with a text in Catalan — Ara és 'hora (Now is the
Time). The political process in Catalonia in recent years has been, to a great degree,
similar to the events of the singing revolution in Latvia thirty years ago. Catalonia has
also experienced large national political manifestations, and one of the elements is
the singing of various nationally important songs. The fact that a song symbolic of
Latvia’s singing revolution has been carried over to another nation’s political process,
which is similarly focused on the idea of independence, is of a particular interest.



36

MY3UKOAOTI'HJA / MUSICOLOGY 26-2019

SAULE, PERKONS, DAUGAVA
Rainis Martins Brauns

m

Punl:.

Sau-le  Latwi  sé-di-nd - ja

unis.

R e o

B

w=

=

E=




37

JANIS KUDINS
PHENOMENON OF BALTIC SINGING REVOLUTION IN 1987-1991

* Kk

To conclude, I would like to emphasize again that the end of the communist regime
and Soviet occupation in the Baltic nations thirty years ago was reflected in the events
of the singing revolution. Three songs of various styles — folk music, academic choral-
music and popular music — became symbolic elements in the political process in
Latvia. As a result is possible to assert, the meaning and reception of three songs as
musical symbols of nonviolent resistance during the fall of the communist regime in
Latvia in the late 1980s. Certain songs in the context of historical changes are prima-
rily perceived not as musical artefacts, but as deeply symbolic messages.

A significant impact on the recent revolution that has been labelled singing revo-
lution in Latvia and the Baltic States was made by the historical tradition of the Song
Festival. This is why in Latvia, during the fall of the communist regime, songs of diffe-
rent genres were so important, not only in the area of popular music (especially in
rock music) as was the case in other countries, but also in the field of classical style a
cappella choral songs. This is an aspect of the fall of the communist regime in the late
1980s in Latvia (as also in the other two Baltic States - Estonia and Lithuania) which
is characterized by a special local cultural context and musical aspect.

In turn, the analysis of such musical messages allows us to reveal references to
different layers of culture and specific local traditions and their resonances nowadays
within the framework of one national culture. And it is possible that further research
into the historical experience could include questions of cultural memory and cultural
trauma in social, psychological, semiotic, and communicational aspects in society.
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Januc KvanHm

OEHOMEH BAATUYKE IIEBAHE PEBOAYIIHJE 1987-1991: TPU AETOHCKE IECME
KAO MCTOPUJCKH CUMBOAU HEHACHUAHOT OTIIOPA

(PE3UME)

TepMUH ile6ana pesosyyuja, KOjH je ckoBao ecTOHCKU yMeTHHK Xajui Baak (Heinz
Valk, 1936-), pedepupa Ha 36uBatba y 6arTHukuM 3eMmama usmehy 1987. u 1991.
TOAMHE, KOja Cy AOBeAa AO IIOHOBHOT YCIIOCTaBMbalha He3aBucHOCTH EcTonuje,
Aetonuje u AutBanuje. MacoBHe AeMOHCTpaljyje IIPOTHB COBjeTCKe OKyIaluje
3aroyeAe Cy HAKOH CBeOOyXBaTHe AHOepaAn3ariuje CoBjeTcKor pexxuma. Y Mocksu
cy ce HapaAu aa he He-pycke Hanuje ocratu y okBupy Cosjerckor Casesa,
3axBasyjyhu ykaamamy OrpaHHderha y Be3U ca CAOOOAOM roBopa u Kopuirhermem
HAIJMOHAAHHX cUMO0Aa (IOITyT AOKAAHMX 3acTaBa U3 paspobma npe 1940. ropuse
1 cA.) MebyTum, curyanmja ce A0 Te Mepe moropmaaa Aa ¢y jou npe 1989. roause
3amoyeTe KaMmrame 3a ocaobabhame 6aaTHukux Harmja us okosa CosjeTckor
Casesa. ['paHAHO3He MaHH(eCTaIMje HA KOJEMA CY SYAH 33jEAHO IIEBAAU OHAe Cy
KapaKTepPUCTHYHE 32 CBe TPH baATHuKe ApkaBe. ITecMe, ka0 cuMO0AM IpOTeCTa U
ocaobohema, CHTHAAM3HpPAAe CY KPaj KOMYHHCTHYKOT PEKHUMA.
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Tpu necme — HapopHa niecma Piit, véjini! (Aynu, sempe!), xopcka necma Gaismas
pils (3amax ceemaocmu) ACTOHCKOT HALMOHAAHOT KOMIIO3UTOpA Jasenca Burtoaca
(Jazeps Vitols, 1863-1948) u necma Saule, Pérkons, Daugava (Cynye, zpom,
Aayiasa) xomnoszuropa Maprunma Bpaysca (Martins Brauns, 1951-), umaae
Cy mocebaH ApyLITBeHHU 3Hauaj y AeToHuju Tora poo6a. CBaka mecMa je capprkasa
pedepenrie Ha oppeleHe cA0jeBe A€TOHCKE KYATYPHE M IOAMTHYKE HCTOPHje.
Csaka oA OBe TpH IleCMe HMAAQ je APYTauHjy CyAOUHY HAKOH IIAAQ COBjeTCKOT
PeX¥Ma M IIOHOBHOT YCIIOCTaBbakha AeTOHCKe HedaBHCHOCTH. Crora, okycupame
Ha OBe IlecMe IIPy>kKa HUjaHCHPAH IIOTAEA Ha Pa3AMYUTE KYATYpPHE U IOAUTHYIKE
KOHTEKCTe Ilapd KOMYHHUCTHYKOT PeXUMa y OAATHUKUM ApP>KaBaMa, HOCe6HO y
AeTtonuju.

Y npucTyny oBUM IeCMaMa, KapaKTEPUCTUYHHUM 3a IeBaHY PeBOAYLH]Y,
MIPUMEEHA j€ METOAOAOTHjH AUCTAaHIIMPaHe (o6j eKTHBHE) aHaAU3e KYATYpHOT
KOHTEKCTa M CKOpalllkher HCTOPHjCKOT UcKycTBa. IlocaepndHO, OBUM YAQHKOM
ce ocBpheMo Ha 3Haueme U pellelNIujy OBe TPH IecMe Ka0 CUMO0AQ HEHACHAHOT
OTIIOpa y BpeMe ITapa KOMYHHCTHYKOT peXXuMa y AeTOHUjH, KpajeM 0CaMAeCeTUX
roAMHa rpomAor Beka. Moryhe je sakmydnTs Aa ce IojeArHe TecMe, y KOMTEKCTY
HCTOPHjCKHX IIPOMEHa, He AOXKUBAABAjy K20 IPUMAPHO My3HIKH apTedakTH, Beh
Ka0 Ay60KO cHMOOAMYHE IOpYKe. 3ay3BpaT, aHAAKN3a OBHX IIOPyKa oMoryhasa Ham
Aa oTKpHjeMo pedepeHlie Ha pa3He CAOjeBe KYATYpe U CllelfMPUIHNX AOKAAHUX
TpaAuIiyja, Ka0 ¥ HUXOBHUX AAHAIIKBMX OAjeKa Y OKBUPUMA TPAAMLIMOHAAHE

KyATYpe.

KoY9HE PEYM: ap KOMYHHCTHYKOT PEXIMA, IIeBAHA PEBOAYIIHja, ACTOHCKE KYATYPHO-
HCTOPHjCKE TPAAUILIY]jE, IIECME, cuMboAu
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ABSTRACT
This article addresses the problems that pertain to macro-historical data in music
research. By presenting examples from recent research on European ladies’
orchestras of the late nineteenth century, I aim to establish how large data sets
could be used in a meaningful way. First, I shall present an overview of source
materials. Second, methods for analyzing concert programmes will be critically
assessed. Third, the possibilities of visualizing concert tours will be explored.
Finally, special attention will be paid to questions regarding social class and gender.

KeYwoORDS: ladies’ orchestras, digital humanities, gender history, nineteenth-century music

1. INTRODUCTION

As several publications have shown, the use of quantitative data and digital methods
in historical research remains a widely debated issues in the academic commu-
nity (see e. g. Burdick 2012). In the age of information technology, new tools and
applications are constantly being developed for analyzing big data and finding new
approaches to traditional source criticism. This is also the case in the field of music
history. With the help of innovations and high-speed global telecommunications, it
is possible to gather data on musicians, composers, audiences, and musical works
with increasing efficiency.

1 nuppukoivisto@helsinki.fi
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In this article, I shall discuss the question of data management in music histo-
riography with an emphasis on issues of social class and gender. As the digitiza-
tion of sources and the availability of new data management applications are being
developed, individual researchers have better possibilities to collect large amounts
of information and observe this information from a macro-historical point of view.
This raises some crucial questions for the socially conscious historian. How can one
utilize the new technological possibilities in a historiographically meaningful way?
When conducting research on international phenomena, what ways are there to share
data among historians? Is it possible to avoid an overly simplifying view of different
social groups and individuals when dealing with quantitative information? This is of
special importance with regard to minorities such as women, lower-class musicians,
and people of colour which have traditionally been excluded from the canons of music
history (Citron 2000: 2—4; George-Graves 2000: 2-3).

The above-mentioned issues are closely related to broader trends in music history
making. Even though various socio-historical and transnational topics have sparked
interest among academics during recent years (see e.g Kurkela & Mantere 2015) ’
the traditions of European music history remain focused on so-called art music and
nation states (Fulcher 2013: 5, 7). The study of women musicians, for example, tends
to limit itself to cultural elites, famous soloists, and key figures in nationalist and femi-
nist movements (cf. Reich 1993: 127-129). This localized and monolithic narrative is
what I aim to challenge by gathering and analyzing data on so-called ladies’ orchestras.
My other important objective is to find ways of mediating the discoveries of resear-
chers working in different parts of the world in order to help disseminate a broader
perspective of the transnational endeavours of historical musicians.

The examples shown in this article have been drawn from the data I have used
in my doctoral thesis.” In the thesis, I analyze the transnational activities of so-called
ladies’ orchestras (Damenkapellen) in late nineteenth-century Finland. These itine-
rant ensembles were very much in vogue throughout Europe from the 1890s until
the Great War. Their members usually came from the German-speaking regions of
Central Europe, and the bands played in urban restaurants, cafés and variety thea-
ters. A typical ladies’ orchestra would consist of some ten to fifteen musicians, and
the line-up would be that of a salon orchestra centred around a piano trio. The bands’
repertoire consisted of entertainment music and hit tunes, such as opera paraphrases,
waltzes, marches, and character pieces. The orchestras had close ties to the variety
show business of the era and often performed together with chansonettes, clowns,
or dancers (see e. g. Program-bladet 25.12.1895, no 50, p. 3). Since competition for
jobs in this field was stiff, the bands’ public image was carefully constructed and
maintained. Most of the orchestras advertised themselves as Viennese to emphasize

2 My doctoral thesis Sahkovaloa, shampanjaa ja Wiener Damenkapelle: naisten salonkiorkesterit ja
varieteealan transnationaaliset verkostot Suomessa 1877-1916 [ Electric lights, champagne, and a Wiener
Damenkapelle: women’s salon orchestras and transnational variety show networks in Finland, 1877-1916]
has passed the preliminary review process at the University of Helsinki. The thesis is due to be

published in September 2019.
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their musical talent and cosmopolitan allure, and the musicians normally performed
in long, white evening gowns that accentuated their youth, innocence, and charm
(Babbe 2011; Babbe 2017; Bagge 2018; Kaufmann 1997; Myers 1993).

Methodologically, my approach includes elements from three traditions of
music research: gender history, social history, and transnationalism. Following the
example of scholars such as Nancy B. Reich, Dorothea Kaufmann, Margaret Myers
and Susanne Rode-Breymann, I am interested in the complex relationship between
gender, class, and music-making in European society (see e. g. Reich 1993; Rode-
Breymann 2017). On the other hand, the transnational networks between musicians,
impresarios, and restaurant owners offer a fruitful new perspective on data analysis
(Vertovec 2009: 32—36). It should be noted that these social issues and cross-border
cultural transfers had an impact not only on ladies’ orchestras, but on other musicians
and ensembles as well (see e. g. Everist & Fauser 2009). Thus, the examples shown
here may be applicable to other case studies.

Ladies’ orchestras form an intriguing example for discussing the previously menti-
oned issues of social class and gender. So far, these bands have been studied only
sporadically, mainly in Germany, Scandinavia, and the United States (e. g. Keil 1998;
Neuls-Bates 1987). The most in-depth publications in the field have been the doctoral
theses of Margaret Myers (1993) and Dorothea Kaufmann (1997). In my opinion,
this marginalization in music history results from three different factors. First of all,
women musicians in general have been neglected in the patriarchal canon of “great
composers” and eminent musicians because of their gender, as Marcia J. Citron has
shown (Citron 2000: 219). Second, since the bands’ repertoire consisted of waltzes,
potpourris, and other types of “light” salon music, they have not been considered
worthy of academic attention (Kaufmann 1997: 113-125; Myers 1993: 162-176). Third,
ladies’ orchestras have been excluded from music history because of the musicians’
cosmopolitan work routine which does not fit into the framework of nationally
oriented developments in music history (Kaufmann 1997: 97-100).

2. SOURCE MATERIALS: AN OVERVIEW

Music historians use a myriad of different sources in their work — sheet music, recor-
dings, newspaper clippings, and letters, to name just a few. Every source type has its
own characteristics that should be considered when analyzing the material critically
(see e. g. Monika Tibbe’s comments on Marie Stiitz’s diaries, Tibbe 2012: 109-121). In
addition, historians working with little-known phenomena such as women musicians
or early popular music often need to tackle the problems of fragmentary sources and
missing pieces of personal information on historical actors (Kaufmann 1997: 16-17).
However, it has turned out that the case of ladies’ orchestras offers somewhat surpri-
singly varied data sets which include information on dozens of different bands.

The focus of this article will be on two such corpora of data gathered from late
nineteenth-century press. For one, a series of 850 concert programmes by five diffe-
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rent ladies’ orchestras will be presented.’ These concerts were played at the famous
luxury hotel Kimp in Helsinki between 1895 and 1901.+ The programmes were
published in a local periodical Program-bladet (1882-1916) which followed the enter-
tainment business in the capital region closely. In the programme analysis, I have
followed the example set by Vesa Kurkela and Olli Heikkinen, who have collected
a comprehensive database of similar data gathered from the Helsinki Philharmonic
Society’s late nineteenth-century popular concerts (see e. g. Kurkela 2015; Kurkela
2017: 72-74).

For my second example, I have gathered data concerning the European touring
routes of 48 different ladies’ orchestras in the year 1892.* This information can be
found in the Diisseldorf-based paper Der Artist which first started appearing in 1882
(Kaufmann 1997: 17, Anhang 2). As Der Artist was a so-called Fachblatt, i. e. a publi-
cation for entrepreneurs and artistes within the entertainment business, it contains
much fruitful information on the career possibilities and the everyday life of restau-
rant musicians (see e. g. Der Artist 13.11.1898 (no 718) P 17-18).

As the materials here consist only of printed sources, it should be kept in mind that
they do not offer a comprehensive account on ladies’” orchestras as a cultural pheno-
menon. Rather, these data sets are presented as examples for treating the theoretical
problems of quantifying and analyzing source material in historical research. In addi-
tion, it should be noted that both of the aforementioned publications have been avai-
lable only as reproductions for the purposes of this article.®

3 The five musical groups in question are the ladies' orchestras of Marie Mikloska’s (1895-1896), 1.
C. Schwarz’s (1896-1900), Marie Pollak’s (1896-1897), Geschwister von Bugényi’s (1898), and Gustav
Richter’s (1898-1899, 1901). It seems that they originally came from Central Europe. This was the case
with most other ladies’ orchestras that visited Finland during the late nineteenth century. For a more
detailed analysis on the five orchestras, see Koivisto 2018 and Koivisto 2019 (forthcoming).

4 The data presented in this article includes approximately half of the concerts in my dissertation data-
base, into which I have incorporated 1 340 concert programmes for 11 ladies’ orchestras that performed
in Helsinki between 1895 and 190s. This corpus of 850 concert programmes has been analyzed previo-
usly from a different point of view related to the cultural and national identities of different composers
(Koivisto 2018).

5 Like the concert programmes, this data set has been extracted from my thesis database which
contains routes for approximately 350 ladies’ orchestras for the periods 1885-1887, 18921896, and 1898—
1899. Unfortunately, the Der Artist material includes only scant information on the bands’ line-up, origins,
and public image. However, the 48 ladies’ orchestras do seem typical examples of Central European
ladies’ orchestras. For example, they mostly advertised themselves as Viennese (Wiener) or Austrian
(8sterreichische). For a thorough list of the orchestras, please see Table 2.

6 Program-bladet has been digitized until the year 1901 (https://www.doria.fi/ and https:// digi.
kansalliskirjasto.fi/etusivu, accessed 11.03.2019), whereas Der Artist may only be viewed on microfilm at
the Carl-von-Ossietzky Universitit Oldenburg (sig. F 61 mus 545 VT 0076, 1892).
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3. CASE STUDY: PROGRAM-BLADET AND LADIES’ ORCHESTRAS’
CONCERT PROGRAMMES

The series of 850 concerts published in the Helsinki-based Program-bladet newspaper
offers a new and unique perspective on the repertoires of late nineteenth-century
ladies’ orchestras. Even though Margaret Myers has analyzed such information before,
she used considerably smaller samples based on approximately 150 programme leaflets
from different decades (Myers 1993: 162-163, 176, 263-273 ). Moreover, as the concerts
analyzed here were played during six entertainment seasons, the data may help us
understand what the core repertoire of restaurant music in Northern Europe consi-
sted of during these years. Thus, the results could be of use for urban historians and
soundscape researchers on a wider spectrum.

However, the data studied here give a somewhat restricted picture of ladies’
orchestras’ repertoires, as the 850 concerts were played by only five orchestras: those
of Marie Mikloska, I. C. Schwarz, Pollak, Geschwister von Buganyi and Gustav
Richter (Koivisto 2018: 254-256). According to newspaper articles, critiques, and
other sources, the line-up for all these bands was that of a traditional salon orche-
stra (Koivisto 2019, forthcoming). Consequently, any conclusions do not necessarily
apply to other popular types of ladies’ orchestras such as brass bands and folk ensem-
bles (Kaufmann 1997: 67-78). Secondly, all the performances took place in Helsinki’s
hotel Kdmp, a well-known elite establishment frequented by local and international
high society (Kolbe 2016: 31). Thus, the present analysis does not take into account
different audiences or concert venues.

The programmes demonstrate that a typical concert consisted of circa 12 pieces
and it included one intermission (see illustration 1). The key in concert planning was
variability: restaurant concerts were meant to entertain the audience, first and fore-
most. Thus, the evening both started and ended with energetic and cheerful tunes,
typically military marches or fast polkas (see also Myers 1993; 173; Kaufmann 1997;
113). In between, the audience heard various types of salon music, including opera
excerpts and potpourris, character pieces, waltzes, and mazurkas. This uniformity in
structure makes individual concert programmes mutually comparable, which, in turn,
facilitates refining and analyzing the data.

Working with a large corpus of data, the first critical question that arises is
what kind of information needs to be extracted and why. Even though the concert
programme format may seem simple, and even though it normally includes only
the names of composers and pieces, there are myriad potential starting points. For
example, one could try and categorize all the pieces into different groups — such as
overtures, polkas, waltzes, and potpourris — and find out which individual pieces or
types of music were most common in the orchestras’ repertoires. This is what I have
attempted in my doctoral thesis, and Margaret Myers has used a similar approach
(Myers 1993: 163-164). Another possibility would be to concentrate on the differences
between individual orchestras or to trace regular or repeating patterns in concert-
planning, as Myers has also done (Myers 1993: 176). Information on composers could,
in turn, help us find out where the music came from and when it was written. Myers
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has included information on composers in her thesis, and the issues have also been
addressed in an earlier publication based on the Program-bladet material (Koivisto
2018: 260—-265; Myers 1993: 166—167).

Converting these types of information into a quantified form presents, of course,
problems relating to source criticism that need to be carefully considered. First of all,
information on composers, pieces and piece types in concert programmes is sporadic
and prone to variation in spelling. This is especially challenging in the case of prolific
composers and families of composers who shared similar names from generation to
generation. For example, if the concert programme states that a “gallop” by “Fahrbach”
was played, it is simply impossible to identify either the piece or the composer (see e. g.
Program-bladet 5.10.1898 (no 14) p. 4). Moreover, the programmes do not include infor-
mation on encores or changes that might have been made to the programme on the spot.

In addition, since the “light” repertoire of late nineteenth-century restaurant
orchestras has been neglected by music historians, the names of many composers
and hit tunes have not been included in academic catalogues or encyclopaedias. My
data suggests that it was also typical for bandleaders to compose potpourris and other
works for their own orchestras. Apparently, these pieces were rarely published unless
they were exceptionally popular, which further complicates the identification process
(for further information on potpourris, see e. g. Jalkanen 1989, 216-217).

I have tried to tackle these problems by taking extreme care in the categorizing
process. If sufficient information on the composer or the type of the piece cannot be
found in original sources such as sheet music catalogues (Pazdirek 1904-1911; The
Hofmeister XIX Catalogue, http://www.hofmeister.rhul.ac.uk/2008/index.html,
accessed on 11.03.2019), I have avoided making straight-forward assumptions and
speculations.” On the other hand, this results in a relatively large amount of uniden-
tified composers and pieces within the data set, which needs to be taken into account
in the analysis. When categorizing the pieces, I have followed the specifications in the
original sources as closely as possible. As a rule, if a piece was marked as a “polka” in
the programme, for example, I have included it in that category in my database as well.

On account of the aforementioned problems, it is vitally important that data sets
such as the concert programme database be available to other scholars in open access
formats. This has been successfully done, to give an example, by Simon McVeigh, whose
list of London concerts from the second half of the 18" century is freely downloadable
on the website of Royal Holloway, University of London, in xIsx, csv and PDF formats
(http:// research.gold.ac.uk/10342/, accessed on 11.03.2019). Not only do they offer
points of reference for academics working in different fields of expertise, but digital
availability also means that potential errors and misinterpretations are easier to point
out. In this way, open access concert databases can raise new questions and enhance
the discussion on source criticism within the field of music history.

7 There are, however, some individual exceptions to the rule. For example, if a very well-known
piece was regularly played and if it was erroneously placed under the name of another composer in a
programme, I have treated this as a mistake. This also applies for simple typographic variations: a gallop

composed by E. Hornischer, for example, was performed both under the name "Buzgo” and "Buzco”.
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4. CASE STUDY: DER ARTIST AND TOURING ROUTES OF LADIES’
ORCHESTRAS IN 1892

Another interesting example of quantifying and visualizing large data sets can be
found in digital map applications which have been specifically developed for visuali-
zing historical data. For example, a tool of this type, named Palladio, has been deve-
loped by researchers in the University of Stanford and it is available on the Internet
for everyone to use (https://hdlab.stanford.edu/palladio/, accessed on 28.02.2019).
The application may be used for many purposes, such as constructing charts and
tables. However, one of its most interesting features is the possibility of visualizing
historical data layers on geographical maps. A somewhat similar, albeit considerably
simpler feature is offered by Google Maps (https://www.google.com/maps, acce-
ssed on 11.03.2019).

In my research, I have used the Palladio map feature to exemplify ladies’ orchestras
touring routes in Europe. As the bands travelled constantly from town to town and
across borders, it is vitally important to try and trace their itineraries (Kaufmann 1997:
97; Tibbe 2011: 217-218). This has not been done on a large scale in previous scho-
larship, partly because Palladio-like tools have not been available. However, taking
into account the transnational aspects of the musicians’ careers as well as their close
ties to the cosmopolitan music hall industry considerably lowers the risk of metho-
dological nationalism in historical research.

Palladio provides an excellent way of analyzing data derived from Der Artist, as
the periodical included a list of addresses for ladies’ orchestras (Damen-Capellen) and
other variety performers in its every issue. By following these lists, it is possible to
create an overview of the orchestras’ touring routes. It should be noted, however, that
since the publication only appeared bi-weekly and, later, weekly, there are limits to
the level of detail the address information can provides. Furthermore, because of the
scarcity of information on individual bands, identifying ensembles is often challen-
ging. These problems need to be carefully considered when tracking the geographical
centres and peripheries of the ladies’ orchestra phenomenon.

For this article, I have drawn two Palladio maps reflecting the touring routes of the
48 ladies’ orchestras found in the address lists of Der Artist in the year 1892 (see Maps
1and 2). The first map shows the bands’ destinations, mostly larger cities which have
been scaled according to the number of the orchestras’ visits to each town. Based on
these results, we may deduce that the bands mostly toured in Central Europe and in
the German Empire, occasionally venturing into Russia and France. More detailed
information on the number of different orchestras, on their destinations, and on the
number of times they visited different cities may be found in Table 1. By combining
statistical analysis with a visualized data set, it is possible to create a multifaceted over-
view of the transnational touring practices of ladies’ orchestras.

The second map, in turn, shows nodes and linkages between different destina-
tions. By connecting the dots, so to speak, we may find valuable information on the
orchestras’ travelling patterns, popular itineraries and restaurant networks. Links have
only been drawn when continuous address information has been found so as not to
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suggest unnecessarily straightforward conclusions. If there has been an interruption
in the list, i. e. if the orchestra’s address is missing right before an address change, a
connection has not been established. This is to ensure that the map stays as faithful
to the original sources as possible.

We should bear in mind that these visualizations do not offer a complete view of
ladies’ orchestras touring routes. First of all, the data is gathered from a single source —
not all orchestras advertised in Der Artist, and some bands did so periodically (see e. g.
Myers 1993: 279—280). Since sources on ladies’ orchestras itineraries are scarce, there
are no points of reference to examine the reliability of these maps critically. There-
fore, sharing both the data and the results between researchers would be of the utmost
importance. Furthermore, if data of this kind were available on a single website or
database that researchers from across the globe could access, a great deal of time and
effort could be saved. As information on musicians’ and orchestras’ touring routes is
scattered around in different archives, a shared database for academics working on
transnational networks would greatly facilitate the research process.

S. GENDER, SocIiAL CLASS, AND Big DATA

The aforementioned information gathered from Program-bladet and Der Artist does,
of course, have its limitations. Statistical approaches to concert programmes and
bands’ touring routes tend to overpower historical actors such as individual musi-
cians. Furthermore, concentrating on printed and published sources emphasizes the
point of view of the public, not the musicians’ perspective. This is problematic since
anonymization of historical actors might lead to neglecting questions of social class
and gender which are of utmost importance when doing research on marginalized
groups in music history.

In the case of ladies’” orchestras, the issue of social class could be dealt with in
various ways. The most effective method would be properly to contextualize data
on touring itineraries and repertoires, i. e. to incorporate as much textual evidence
as possible to research databases. Special attention should be paid to archival refe-
rences or source excerpts on individual musicians and bands. Another way of empha-
sizing the topic of social class would be to compare routes and programmes with
similar data on other types of ensembles. In addition, it should be noted that a great
amount of information on women musicians’ salaries can be found in the adver-
tisement section of Der Artist (Kaufmann 1997: 131-133). A systematic, quantified
analysis of revenue logic could offer us a clearer picture on the social status of musi-
cians working in ladies’ orchestras.

As for the question of gender, the key concern would be to avoid the white,
middle-class, and emancipated gaze in gender history. When doing feminist rese-
arch, it is all too easy to concentrate on major opinion-leaders such as women’s rights
activists or well-known composers. Building these kinds of “counter-canons” (Dolan
2012: 7) is by no means redundant, quite the contrary. However, it is at least equally
important to shed light on women musicians from modest socio-economic backgro-
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unds or cultural minorities. Ladies’ orchestras offer an excellent example of such a
doubly marginalized group in music history.

In addition to clearly indicating the musicians’ and bands’ names in databases,
the gender issue could be tackled by gathering additional data on women’s colle-
gial networks and musical education. Since we know that many musicians who
worked in ladies’ bands came from the Ore Mountains region (Erzgebirge) in north-
western Bohemia, biographical sources such as baptismal books, marriage and death
records from the area could be used in finding out their identities and social backgro-
unds (Babbe 2017: 305-306). This is what I have attempted to do on a small scale in
my doctoral thesis by examining 136 musicians from the renowned Musikerstadt of
Pressnitz (Pise¢nice) during the 1870s. The analysis on their parents’ professions and
family networks revealed surprising facts about the patriarchal power structures and
about women musicians’ positions in local ladies’ orchestras.

A somewhat similar analysis could be made based on conservatories’ student
records which might reveal more on women musicians’ professional networks and
profiles. These types of surveys have been successfully executed by Margaret Myers
and Carita Bjorkstrand, who have included a thorough analysis of women students
in the Helsinki Music Institute and in the Stockholm Conservatory in their disser-
tations (Bjorkstrand 1999: 91-125; Myers 1993: 59-94). Combining and comparing
these types of background information with data on the orchestras’ itineraries could
produce fruitful results, especially within transnational research.

In short, there is a plethora of different approaches that could be used to tackle the
questions of gender and social class in data management. They could be utilized indi-
vidually or combined in different ways. Furthermore, analyses on women musicians’
education and background could offer a fruitful way of incorporating more traditi-
onal archival work and textual information into quantified, macro-historical data sets.

6. CONCLUSION

In conclusion, I argue that in the era of digital opportunities, music historians could
greatly benefit from databases and applications. Not only do these new tools faci-
litate data management on a practical level, they also have crucial implications on a
broader historiographical scope. The availability of both data and research on the
Internet may, in turn, enhance contacts and facilitate the accumulation of information
between academics, especially researchers studying transnational themes. In addition,
these aspects may serve to provide a wider background for the marginalized history
of music hall and early popular music.

As I have demonstrated, even a marginalized historiographical topic like the
Damenkapelle phenomenon offers multiple ways of constructing large data sets. Even
though first-hand archival evidence is scarce, information on the bands’ itineraries,
repertoires, and social status can be extracted from late nineteenth-century sources.
First of all, the orchestras’ programs can be charted and statistically analyzed based on
publication like Program-bladet. Second, address lists published in the weekly maga-
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zine Der Artist offer an overview on the orchestras’ touring routes. This geographical
information can be further illuminated by turning the results into various kinds of
historical maps. In addition, all this data could be backed up with content drawn from
biographical sources such as baptismal books and conservatories’ student records so
as to highlight individual musicians’ perspectives. This diversity of textual and stati-
stical evidence would ensure that crucial ethical issues concerning social background
and gender would be taken into account.

It should be emphasized that this is not to discard traditional, qualitative, and
narrative ways of writing history but rather to offer concrete tools and new pros-
pects for music historians. My aim is by no means to undermine traditional histori-
ographical source work which should always be respected and carefully conducted.
Rather, I suggest that by openly collecting and sharing our data, maps, and charts
amongst ourselves as well as by working on them as a collective, we might be able to
streamline and focus our research processes even better.

Obviously, developing and maintaining large digital databases requires resources
and continuous funding. International networks and platforms such as web pages of
academic institutes or musicological societies could certainly be of use in hosting new
databases. These kinds of initiatives have already been taken in Germany, where the
Sophie-Drinker-Institut of Oldenburg Unversity and the Musik und Gender Insti-
tute in Hamburg have successfully constructed Internet encyclopaedias on women
musicians and composers (https://www.sophie-drinker-institut.de/lexikon and
https://mugi.hfmt-hamburg.de/, accessed on 11.03.2019). This goes to show that
issues concerning the digital future of transnational and cosmopolitan music history
are important. It is crucial that they be thoroughly and internationally addressed
within the academic community.
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Hotel Kamp.

Fredagen den 17 Janupari kI B & m.

Program:

I. Dornbacher Hetz-Marsch . . . Bohrammel.
4. Frangaise ur wFogelbandlaren® | Heller.

4. Quv. Zigepershan . . . . . . . Balfe

4. Byesvalor, wale . . . . . - ., Siraoss

5, Copeerting tor 2 Violer , . . . Berion
ifrke. Halimu neli Poapischily

0, Firgit mig ej, sing . . . . . . Suppé.

7. Fanlasie ur TIngenotterna® . . Meyerboer,

PAUS.

& Mandolinen-Polka . . . . . . . Desormea.
o Brillopet pa Mifisa . . . . . . Sodermam.
it Winlergartensterne, vals ., . . . Hersten.
1. & B G-Potpowrri . . . . . . . Knel

1. Aiiln
. Falinizs. 7.
gerl. 11, Lashengran.
1% Praphet, 1R ifulttagsegdaer
mernachtgermnms, [ Tannehode
22 Wandn, 20X 24 Ylanu

4, Cugliosiro. 4. [Hueesh, 5 Froant.

1] L, Kablro-
1 Thrphens
ul, 14, Som
2L, Vieldiese hen.

¢, Militarisch, Polka . . . . . . . Flehrer
14, 0 dyra Margarstha. eing . . . Kils
14. Kapp-snabbar, gelopp . . . . . Fabrbach.

lllustration 1: Concert program for I. C. Schwartz's Viennese Ladies’ Orchestra
(Hotel Kédmp, Helsinki, published in Program-bladet 17.1.1896 (no 60) p. 3)
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Map 1: Destinations of 48 ladies’ orchestras (Der Artist 1892, nodes sized to match the number of visits)
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Map 2: Itineraries of 48 ladies’ orchestras (Der Artist 1892)
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Table 1: European cities visited by ladies’ orchestras (Der Artist 1892)

Aachen 7 10
Altona 3 3
Amsterdam 1 1
Antwerp 2 3
Barmen 6 8
Bergen 1 1
Berlin 13 19
Bielefeld 2 2
Bochum 1 1
Bonn 1 2
Bordeaux 1 1
Bremen 2 2
Budapest 1 1
Bydgoszcz [Bromberg] 1 1
Cologne 6 6
Copenhagen 2 2
Cottbus 1 1
Daugavpils [Diinaburg] 1 1
Dortmund 3 4
Dresden 6 7
Duishurg 3 3
Dusseldorf il 3
Elberfeld 1 1
Essen 3 3
Gdartsk [Danzig] 1 1
Hagen 2 2
Halberstadt 1 1
Halle 5 5
Hamburg 11 13




55

NUPPU KOIVISTO
NEW DATA, NEW METHODS? SOURCES ON LADIES’ SALON ORCHESTRAS IN EUROPE, 1870-1918

Hannover 6 6
Kiel 5 5
Koblenz 1 1
Krefeld 2 2
Leipzig 2 3
Liege [Littich] 1 1
Lille 3 3
London 1 1
Luxemburg 1 1
Magdeburg 8 8
Mannheim 1 1
Milheim 1 1
Ménchengladbach 2 3
Nantes 1 1
Neuss 1 1
Paris 1 1
Posen 1 1
Prisecnice [Pressnitz] 4 5
Riga 1 1
Rostock 1 1
Rotterdam 2 2
St. Petersburg 1 1
Stettin 1 1
Thessaloniki 1 1
Trouville 1 1
Valendia 1 1
Wetter 1 1
Vilnius 1 1
Witten 1 1
Vlissingen 1 1
Wrocfaw [Breslau] 1 1
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Table 2: Ladies orchestras in Der Artist’s address lists (1892)°

QOesterreich. Damen-Orchester (dir. Franz Bart! [Bartl])

Damencapelle [A.] Boriska

|. Concert-Damen-Capelle, Humor” (dir. L. Brumond)

Wiener Damen-Orchester (dir. Franz Bértl)

Osterreichische Damenkapelle I. Ranges (dir. K. Dittl)

Ungarische Damen-Capelle M. Ehall-Rollinger

Original Krakauer Damencapelle Ehrlich

Original Wiener Damencapelle (dir. Henriette Fahrbach)

Original Wiener Damencapelle (dir. Henriette Fahrbach) [II]

Damencapelle Humor (dir. A. Fehnl)

Fellinghauer's Concert-Capelle

Damencapelle |. Ranges (dir. Joh. Fischer)

Damencapelle Josef Fischer

Damencapelle Flora

['Orchestre des Dames francaises (dir. Mme Lena Forgues)

[Ungar.] Damencapelle Rakdczy (dir. Stephan Geyer [& Constantin Nicolis])

Hansa-Capelle, uniformirtes [sic] Damentrompetercorps

Grand Orchestre des Dames Hongroises (dir. Jos. Heisler)

[Carlsbader] Damencapelle (dir. Anton Huss)

Damen-Capelle . Iser (dir. Frl . Engelhardt)

Ungarische Damencapelle (Hegediis Janka)

Kranl, Wiener Elite-Damen-Orch. [Elite Wiener Damenkapelle]

Damencapelle Adele Kullmann

1. Budapester Original ungarische National-Damen-Capelle [1. Budapester Original-Zigeuner-Mddchen] (Hegedils Lip6t)

Steyerische Mddchentruppe Gisela [Streichorchester] /1. Steirische Damencapelle Gisela (dir. [D.] Ludwig)

Malakoff, russ. Damencapelle

Erste Oesterr. Damenorchester (dir. Jos. Mann)

8 Thave tried to preserve the original spelling and orthography as much as possible. All variations or
additions in the orchestras’ names have been marked in square brackets.
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Damen-Capelle Flora (dir. Robert Mewes)

Polnische Concertcapelle (dir. Weni Nikovec [Mikovec])

Osterreichische Damenkapelle (dir. J. Modell)

I. Carlsbader Damencapelle (dir. Josef Panhans)

Adalb. Peinelt's Concert-Capelle [Isabella]

Osterreichische Damencapelle Wiener Blut (dir. Josef Peinelt)

Wiener Schwalben [Original-Wiener-Damen-Orchester] (dir. Marie Pollak)

QOesterr. Damencapelle 0. Puhl

Rauscher’s Concert-Capelle (Leitung: Frl. Lucie Rauscher)

Schleswig Holsteinische Ensemble-Concert-Sanger-Gesellschaft und Damencapelle (dir. Fritz Rudolph)

Damencapelle [Concertcapelle] Flora (dir. Therese [Theresia] Rudolf)

Oesterr. Damencapelle (dir. Aadalb. Schlosser)

1. Wiener Damen-Capelle Leopold Schrenk

Qesterreichische Damencapelle (dir. Ed. Schiller)

Original Wiener Concert-Damen-Orchester J. . Schwarz

Professor Joseph Seebold’s Jungfrau-Capelle, Schweizer-Orchester und Gebirgssanger

Helgolander Damen-Capelle (dir. Seeloff)

Wiener Damencapelle Seeloff

Damencapelle H. Skala

Oesterreichische Damencapelle (dir. Josef Tauber)

Damen-Capelle Wendisch

In total: 48 orchestras
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Hynry KouBucrto

HoBu mopA1LIv, HOBE METOAE? ['PABA O EBPOIICKHUM
JXEHCKHM OPKECTPUMA, 1870-1918

(PE3UME)

Y 0BOM TeKCTY 6aBUM Ce CAOXKEHHM ITPOOAEMIMA Be3aHHM 33 AHAAU3Y UCTOPHjCKUX
II0AATaKa O eBPOIICKUM XEHCKMM OPKeCTPHMa, IIPH YeMy KOPUCTHM IpuMepe
u3 Ouncke ¢ kpaja XIX Beka. IlomTo cy 0BM XKeHCKHM OpKeCTpU HACTYIIAAH Y
pecTopaHMMa M TeHePaAHO MMAaAHU AOIIY PeIryTaliujy, H3BOPH U3 IIpBe pyKe
O BUXOBUM aKTHBHOCTHMA Cy HeKoMnaeTHH. Mako cy o oBoj TeMu mmcase
ayTopke momyT MaprapeT Majepc u Aopoteje Kaypman nmpe ABapeceTak roAHHa,
HEAABHHU [IOPACT 6p0Oja AOCTYIHUX AUTHTAAN30BAHHMX U3BOPA H, TOCACAMYHO,
HOBa METOAOAOIIKA ITUTamkba KOja 0Baj MaTePHjaA IOCTaBoA, MOPAjy Ce MAXHSHBO
Tperupatu. Kako MoxxeMo Aa 06papuMO OBe M3BOpPE Ha peA€BAHTAH HAUUH Y
COLIOUCTOPHjCKOM CMHCAY U KOje BPCTe 3aKAydaKa MOKEMO II0Y3AAHO usByhu?

HaBeaeHa muTama caraepaHa Cy M3 HEKOAMKO Pa3AUdHUTHX yraoBa. Hajmpe, y oBom
YAQHKY IPY>KaM AeTabaH OCBPT Ha rpal)y 1 U3BOpe y Be3U Ca XKEHCKUM OPKECTPHMA.
Aane, mocebHa naxma nocsehena je MmelyyHapoAHHM TYypHCTHIKUM pyTaMa U
KOHL|epTHUM IIPOrPaMUMa KOjU AOCaA HUCY 6uAn npoydaBanu. McnuruBamem
ABa CeTa IIOAATAKa 3BEACHUX U3 rpal)e Koja ce OAHOCH Ha OBe TeMe, CIIPOBOAMM
aHAAM3Y YIIOTpebe KBAHTHPHKOBAHUX M AUTUTAAN30BaHUX 13Bopa. KoHauHo, kako
OBaKBHM M3BOPUMA YECTO HEAOCTAje AUYHU [IeYaT [IMCAMa F MEMOApa, Pa3MaTpaAa
CaM M HCTOPHOTPadCKa [IUTAkbA ¥ BE3H CA KAACOM U POAOM.

Moj Ky qHH apTyMeHT jecTe A OH, ¥ CAy4ajy XKeHCKHIX OPKeCTapa, aHaAN3a HOBHUX
MaTepHjaAa U IPEACTABASEHIX METOAQ MOTAQ MIMAaTH KOPUCTH OA KOMOHHAIH)je
BHIIIe PASAMMUTUX IIPUCTYIIA U3 0OAACTH AUTUTAAHE XYMAHHCTHKE, POAHE UCTOpHje
u ApymTBeHe uctopuje. OBa Tauka TA€AMIITA MOKe Ad IIOHYAU 3aHHMAKBE U
COILIMOUCTOPHjCKU OCeTAHBE MePCIeKTHBe, KaKo 3a HCTOpHYape MOIyAapHe
MYy3HUKe, TaKO ¥ 32 HCTOpHYape poaa KOjH pase ca KBAHTHTATUBHUM AOKA3HMa.
[IraBuire, HOBY IPUCTYIIN MOTY IOHYAUTH HAYYHHITIMA HOBE aAare 3a OaBoerbe
IIeHTPAAHUM HCTOPUOTPpadCKUM MUTABKUMA KOja ce OAHOCEe Ha MY3HUKY, IIOA U
CoLIMjaAHY KAACY.

K4y4YHE PEYM: 5KeHCKH OPKeCTPH, AMTUTAAHA XyMaHHUCTHKA, POAHA HCTOPH]ja, My3HKa Y
AEBETHAeCTOM BeKy
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ABSTRACT
The music hall in late nineteenth-century Britain offers an example of a cultural
institution in which legal measures, in-house regulations, and unscripted codes
of behaviour all come into play. At times, the performers or audience were under
coercion to act in a certain way, but at other times constraints on behaviour
were more indirect, because the music hall created common understanding of
what was acceptable or respectable. There is, however, a further complication to
consider: sometimes insider notions of what is normative or appropriate come
into conflict with outsider concerns about music-hall behaviour. These various
pressures are examined in the context of rowdiness, drunkenness, obscenity, and
prostitution, and conflicts that result when internal institutional notions of what
is normative or appropriate come into conflict with external social anxieties.

KeywoRDs: Institutionalism, Music Hall, drink, sexual innuendo, prostitution

The new institutionalism in sociological analysis of organizations strives not only to
reveal the way human beings are under obligations to comply with rules and regula-
tions, but also to show how an institution encourages actions that appear to be volun-
tary, self-governing, or taken for granted. The music hall in nineteenth-century Britain
offers an example of a cultural institution that was governed by legal measures and
in-house regulations, but in which unscripted codes of behaviour also came into play.
Its organizational dynamics, its routines, classifications, and ambiguous goals, make it
aripe subject for an investigation guided by the shifts in emphases that have characte-
rized the methodology of new institutional research (see Powell and Di Maggio, 1991:
13). At times, the performers or audience were under coercion to act in a certain way,

1 D.Scott@leeds.ac.uk
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but at other times constraints on behaviour were more indirect, because the music
hall created common understanding of what was acceptable or respectable. There is,
however, a further complication to consider: sometimes insider notions of what is
normative or appropriate come into conflict with outsider concerns about music-hall
behaviour. These various pressures are examined in the context of rowdiness, drun-
kenness, obscenity, prostitution, and aggressive nationalism.

The UK’s Theatres Act of 1843 (which lasted until 1968) allowed magistrates to
grant licences for popular entertainments, such as those that took place in saloons
and pubs. Those entertainments developed into music hall. The Lord Chamberlain,
however, retained control of theatres of spoken drama, and continued to censor plays
before their production. Thus, it came about that some of the rules that music halls
had to follow were not imposed primarily for moral reasons or for reasons linked to
conventional ideas of criminality. For example, it was a contentious issue how long a
sketch could be in a venue licenced as a music hall or theatre of varieties, rather than a
legitimate theatre. The spoken drama was prohibited at music halls, because the legiti-
mate theatre was its home. A problem arose in the 1880s, however, about the duration
a comic sketch might have before it was considered a play. Sketches were becoming
longer, but overstepping the mark was by consensus rather than a law demanding
strictly that a sketch should not exceed a duration of ten minutes. However, although
stretching a sketch to fifteen minutes might be tolerated, this flexible attitude was
being severely tested in the 1890s, as sketches began to expand further. The problem
was not resolved until 1912, when the Lord Chamberlain insisted that, for every sketch,
there must be six other variety turns on the bill (see Russell 1996: 69).

Outsider concerns about the morality of the halls were strongly expressed in the
1890s by Mrs Ormiston Chant and others, who were scornfully labelled “prudes on
the prowl,” a phrase coined by Clement Scott of the Daily Telegraph (Short 1951:
212). The Empire Theatre of Varieties in Leicester Square had a spacious promenade
at the back of the dress circle which, in the 1890s, became a focus of moral anxiety
about prostitutes and young men of the town. Mrs Chant and her friends opposed
the Empire Theatre’s licence on the grounds that this part of the theatre “was a rende-
zvous for the purposes of solicitation by women of an improper character” (Stuart and
Park 1895: 194). A screen was erected to allay some of these concerns, but it was torn
down by a group of young men and deposited in pieces outside the theatre. It should
not be casually assumed that those responsible for this action were members of a
disaffected working class; Winston Churchill, who had been born into the aristocratic
family of the Dukes of Marlborough, was among them (Short 1951: 212).

Changes took place in the auditoriums of music halls, and had an influenced on
the behaviour of patrons. Figure 1 shows the interior of the Oxford around 1870, with
its apse stage (one that resembles a chapel).?

2 London Theatre Museum collection (wrongly dated as c.1875). Public Domain. <https://commons.
wikimedia.org/w/index.php?curid=19934650>.
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Figure 1: Oxford Music Hall, London, c. 1870
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When it was rebuilt following a fire in November 1872, it acquired a proscenium,
which created its typical window around the stage. The most significant change,
however, was that benches replaced the tables and chairs in the auditoria. In Figure
1, people can be seen eating, drinking, chatting, and even ignoring what is happening
on stage, but this now became more difficult. The next step in changing behaviour
was to come about when London County Council, which had regulatory responsi-
bility for the halls, began to refuse licences for the consumption of alcoholic drinks
in the auditorium of newly built music halls.

That was part of a new phase of music hall development that took place in the
1880s and 1890s, as they were turned into theatres of variety. Cultural historian Dave
Russell stresses that this change “was not the result of a coherent, planned strategy;
individual managers and owners utilized numerous approaches” (1996: 61). Among
the external influences on change were increases in disposable income, and increased
desire on the part of women to attend theatrical performances. In the 1890s, the entre-
preneur-manager George Edwardes had promoted a new genre of musical comedy
that was attractive to women who would have harboured doubts about the respecta-
bility of music halls. There were legal pressures towards change, too, especially when
London County Council showed growing reluctance to grant drink licences in the
1890s. In that decade, Russell estimates that drink sales brought in 15% to 20% of the
total takings (1996: 62).

There is also a need to consider that the regulatory framework and practices of
institutions change over time in response to competition from other institutions.
Where music hall is concerned, such changes were brought about by competition in
the entertainment business. The appeal of the newer style of variety entertainment
that catered for family audiences in the later nineteenth century led to the “conti-
nuous show,” in which one performer followed on from another performer without
the need for a chairman to make announcements, or maintain order when audience
noise increased during the breaks between ‘turns’

All these factors were drivers for change, although attention has tended to focus
on the moral agendas of Oswald Stoll and Edward Moss who formed a business
partnership in 1898, and, by 1905, controlled thirty-seven variety theatres in cities
throughout the UK. These were commonly referred to as the Moss Empires, since
they almost all had “Empire” in their name. The dominance of the singer—espe-
cially, the comic singer—began to weaken in the two closing decades of the nine-
teenth century, as the programme incorporated more diversity of performance
(see Tables 1 and 2).2 That, of course, is the very meaning of “variety theatre.”

3 Table1is drawn from a programme reproduced in Short, 1951: 229. Table 2 is drawn from a playbill
reproduced on the Arthur Lloyd web pages: <http://www.arthurlloyd.co.uk/Tivoli/ TivoliTheatre-

Programme.htm>.
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Table 1: Music hall programme from the Oxford Music Hall, 18 September 1893

1 Overture By the Band
“Electric,"J. Wosswick

2 Miss Winifred Johnson Banjoist & Dancer

3 Mr.Tom Leamore Comedian

4 Mr. Will Evans and Miss Ada Luxmore Eccentric Instrumentalists

5 Miss Ada Lundberg Comedienne

6 Miss Flo Hastings Serio Comic

7 Mr. Sam Redfern Negro Comedian

8 Miss Kate James Comedienne

9 Miss Lucy Clarke Ballad Vocalist

10 The Bros. Horn In their Boxing Sketch

1 Miss Florrie Gallimore Serio Comic

12 Mr. Harry Atkinson The Australian Orpheus

3 Mr.R. G. Knowles Comedian

14 Miss Minnie Cunningham Serio Comic & Dancer

15 Mr. Leo Stormont Baritone Vocalist

16 Miss Nellie Navette Serio Comic & Dancer

17 Mr Charles Godfrey Comedian

18 Miss Fannie Leslie Burlesque Artist

19 Mr. Dan Leno Comedian

20 Miss Marie Lloyd Comedienne

21 Miss Jenny Valmore Serio Comic

22 Mr. Arthur Rigby Comedian
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Table 2. Tivoli Music Hall on the Strand, programme for 2.30 Saturday matinee,
30 December 1893

1 Overture, “Tivoli Revels” Angelo Asher

2 Little Chip Comedian

3 Flo Gallimore Comedienne

4 G. W, Kenway Mimic

5 Bros. Horn Boxing Sketch

6 Jenny Valmore Serio-Comic

7 Dutch Daly Comedian

8 Ada Lundberg Comedienne

9 Harry Atkinson The Australian Orpheus
10 | Marie Le Blanc Comedienne

11 | TheThree Delevines In their Satanic Gambols
12| Minnie Cunningham Serio & Dancer

13| G.W.Hunter Comedian

14 | Howard Reynolds Cornet Soloist

15 | “Mahomet” The educated Talking and Thought-Reading Horse.
16 | Tom White's Arabs [Horses]

17| Kate James Comedienne

18 | FH.Celli Baritone Vocalist

19 | Nellie Navette Serio-Comic & Dancer
20 | Sam Redfern The Black Philosopher
21 | TheKellinos In their Risley Act

22 | Bvansand Luxmore Musical Eccentrics
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The subject position of music halls and cafés-concerts was that of the upper-working-
class or lower-middle-class male. Even the large Queen’s Music Hall, situated in
solidly working-class Poplar, assumed the audience would share the values of those
social groups. Matthew Hanly, a representative of the London United Workmen’s
Committee (established in 1878), informed a Parliamentary Select Committee
that the music halls in the East End and south east of London (home to a popula-
tion of two million) were “considered the great entertainment of the working man
and his family” He gave the example of the Queen’s music hall at Poplar, and then
added, “at the present time music halls have reached a very high state of morality,
and can compare very favourably with the theatres” (Minutes of Evidence, 1892: 327).
The performers themselves were of a mixed class background: of the lions comiques
in London, for example, George Leybourne had been a mechanic and the Great
MacDermott a bricklayer, but the Great Vance was formerly a solicitor’s clerk. The
toff or “swell” character of the 1860s appealed to socially aspiring lower-middle-class
males. Leybourne, the most acclaimed of the swells, was given a contract in 1868, at
the height of his success with the song “Champagne Charlie” (Fig. 2) requiring that
he continued his swell persona off stage (Bailey 1986: 50-51, and 1998: 102-104). The
swell, however, is double-coded: he might inscribe admiration for wealth and status,
but he subverts bourgeois values in celebrating excess and idleness (“A noise all night,
in bed all day and swimming in Champagne,” boasts Charlie). In London, the soci-
ally-mixed music halls were in the center and attracted bohemian types from the
beginning; the working-class halls were in the East End and south London.
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Figure 2: Sheet music title-page depicting George Leybourne as“Champagne Charlie”
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In London, attempts were made to control rowdy behaviour in music halls, although
Peter Bailey observes that magistrates were generally tolerant to the halls unless they
were “under pressure from reform lobbies” (1987: 157). Concern about prostitution
in theatres and music halls grew in the second half of the century (Kift, 1996: 136-39,
and Héher, 1986: 74—75). The music hall was especially disliked by some sections of
“respectable” society, not just because of the availability of alcohol there, but because
alcohol was also celebrated in song (hence, there were attempts to create “coffee music
halls”). At one social level could be found Cockney costermonger characters such as
Bessie Bellwood calling for her pint of stout (“What Cheer, 'Ria,” 1885), or Gus Elen
yearning constantly for half pints of ale (“’Arf a Pint of Ale,” 1905), and, at another,
dandy characters George Leybourne and Alfred Vance praising, respectively, cham-
pagne from Moét (“Champagne Charlie,” 1866) and from Cliquot (“Cliquot,” 1870).

The music hall audience in London, however, defended its values and behavior
when the law was used in a repressive manner, turning up in large numbers at the halls,
at law courts and licensing sessions, and writing letters and petitions (Kift, 1996: 183).
Indeed, when morality-campaigner Laura Ormiston Chant initiated action in 1894
against the Empire Theatre of Varieties, Leicester Square, claiming that prostitutes
frequented its promenade, there was even middle-class resentment. It is a case that
challenges the usual assumption of Victorian prudery.

Neglected in the above account of music-hall morality is the wholesome presence
of entertainers like Harry Clifton and Felix McGlennon who prided themselves
on their impeccable repertoire. Moreover, despite the variety of music-hall audi-
ences, and despite the presence at times of subversive elements in the entertainment
provided, it must be stressed again that the values most commonly upheld were bour-
geois in character. This does not mean that the London bourgeoisie were unanimo-
usly in an insistence on moral propriety. Edward Pigott, Examiner of Stage Plays for
the Lord Chamberlain, informed the Select Committee on Theatres and Places of
Entertainment in 1892, “generally, it is towards the West End of the town, and amongst
richer, idler, and more fashionable audiences that a famished manager would prefer
to seek in scandal and indecency the means of replenishing an exhausted treasury”
(Minutes of Evidence, 1892: 330).

The clearest example of coercive control is censorship. Censorship of British music-
hall songs was a responsibility given, in the first instance, to the managers. A contract
offered to performers at Collins’s Music Hall, Islington Green, required them to present
any new song to the management for approval seven days before it was to be sung,
and anyone “giving expression to any vulgarity” on stage was subject to instant dismi-
ssal.* Similar rules applied at the Middlesex Music Hall. In 1871, the Middlesex magi-
strates temporarily closed down the Alhambra Music Hall in Leicester Square after a
high-kicking routine performed by a dancer outraged decency (while delighting most
of the audience). The young woman responsible for the performance was immedia-
tely engaged at the Philharmonic Music Hall in Islington. The manager of that esta-

4 Contract reproduced in Appendix 4 of Minutes of Evidence taken before the Select Committee on
Theatres and Places of Entertainment, 1892, 441.
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blishment, Charles Morton, who had been fined for presenting spoken plays in the
past had managed to obtain a full theatre licence and, therefore, his premises came
under the jurisdiction of the Lord Chamberlain’s Office. As a consequence, ‘that wicked,
wicked dance was danced every night’(Soldene 1897: 95). The lesson was learnt by
the Alhambra and, when it was rebuilt after a fire in 1882, it re-opened with a theatre
licence. That meant it could continue to offer variety performance, but, as a legitimate
theatre, it was not allowed to sell drinks in the auditorium. After the passing of the Local
Government Act in 1888, London County Council (LCC) became responsible for regu-
lating and licensing music halls, meaning that, should a manager fail to restrain indecent
performers, then the LCC could step in and, if deemed necessary, withdraw the hall’s
licence, thereby putting all its related staff out of work.

The music halls were diligently policed, and the law was sometimes used harshly. A
hall could be closed if single women were seen entering without men, the assumption
being that they were looking for business as prostitutes. Yet, it was more difficult to use
the law to enforce moral rectitude where songs were concerned. The saucy song with
a sexual theme was part of music hall from its beginnings. The difficulty for censorship
was that “suggestiveness” was something difficult to pinpoint or prove. In “Jones’s Sister”
(c.1865), the singer makes the mistake of courting his friend’s wife under the impre-
ssion, that she is his friend’s sister. Since she makes no attempt to correct the mistake,
this might be thought a song about licentious behaviour, or, it might be believed that she
merely enjoys the flattery of his attentions. As another example, consider a song written,
composed and sung by the lion comique Arthur Lloyd, a song whose title is still a well-
known saying today, “It's Naughty but It's Nice” (1873). Here is a sample:

I kiss’d her two times on the cheek,
I would have kiss'd her thrice,

But I whisper’d, ain’t it naughty?
She said, Yes, but it’s so nice.

The words are innocent enough, but the implication that naughtiness is nice brings
with it a sense of moral danger. Another song plays upon fears of a moral threat to
women and girls of respectable families. What men could pose a seductive danger
in the hallowed middle-class home? For one, the piano tuner. We can only speculate
about the parental reaction to the chorus of “The Tuner’s Oppor-tuner-ty” (1879).

At first he'd tune it gently, then he’d tune it strong,

Then he'd touch a short note, then he’'d run along,

Then he’d go with a vengeance, enough to break the key,
At last he tuned whene'er he got an opportunity.

Censorship was also blunt weapon when deployed against certain performers, and
it is here that we find the more indirect forms of institutional constraints on beha-
viour coming into play. The music-hall audience had a common understanding of
what was acceptable and what was obscene. The institution created common under-
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standings and normative obligations. Obscenity might have been tolerated on the
make-shift”stages of the “Penny Gaff,” but not in the music hall, and compliance
in this matter was assured because obscene behaviour was something that was not
even conceived of in this context. It furnishes an example of the kind of compliance
without direct constraint that Richard W. Scott sees occurring in those circumstances
where alternative behavior is unthinkable (2014: 68). In the music hall, it was innu-
endo that appealed to a knowing audience, not outright crudity.

The difficulty for the law was that suggestiveness was something awkward to pinpoint or
prove, and I'll end with some examples. There is no doubt, for example, that it was the way
Marie Lloyd performed that had such an impact on her audience—the lack of bodily disci-
pline seen in the gestures, winks, and knowing smiles that she employed to lend suggestive-
ness to apparently innocent music hall songs, like “What's That For, Eh?” (Fig. 3).

mj,c.‘. b Junry o Fublz withiol foe s ficomer, Eaven’ 31 Tooidbos i Mosie Moty

ALso KNown As JOHNNY JONES.

T CHORUS . =—
“ihars that for, ehT oh! el me Ma—
I yow wont telf me, [il ack Pa,
Dot Mo cid B8, i 25thing shol pour row>
Well /e skl Jahnny Joses, see!

S0 IKNOW Now”

Whitten by
W T-LYTTON,

Figure 3: “What's That For, Eh?”Words by W.T. Lytton, music by G. Le Brunn (London: Francis, Day & Hunter, 1892).
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Marie Lloyd sang this song at the Oxford, and it was the subject of a complaint at a
meeting of the London County Council in October 1896 (Pennybacker, 1986, 131).
However, Marie Lloyd constantly found ways to evade censorship, even when it was
clear that she was overstepping the mark. The device of innuendo is found in many
of her best-known songs, such as “A Little of What You Fancy Does You Good” (1915)
and “When I Take My Morning Promenade” (1910). In the latter, she concedes that
her dress shows her shape just a little bit, but that’s “the little bit the boys admire.” Her
song, “Twiggy Voo?” (1892), is entirely about the role of innuendo in its diverse social
contexts. She often signalled an innuendo with a wink of the eye, and sings about that
stratagem in “The Twiddly Wink” (1912).

What does it mean? Don’t know. Do you?
Still it’s wonderful what a wonderful lot
The twiddly wink can do

Some of her songs built on innuendo now require a little information to be given
beforehand. It was common for prostitutes to avoid entrapment by police officers
by using railway metaphors. Wondering how far a client wants to go, could easily be
converted into talk about whether you want to get off a one railway station or another
further down the line. In the song “Oh, Mr Porter” (1892) she sings of being taken on
to Crewe when she meant to get off at Birmingham. When Marie Lloyd sang songs
about the railways, it was never quite what it seemed. One of Lloyd’s songs told of
a young woman with no experience of the railways, and contained the line: “She’d
never had her ticket punched before” (“What Did She Know about Railways?”). The
moral outrage felt by some people can easily be imagined, but it is far more difficult to
say what they could have done about it. The words are absolutely harmless, and she
would have argued—she always did—that those who protested about the vulgarity
of her songs merely made their own filthy minds known to the public.

Marie Lloyd’s career illustrates the complex manner in which institutional
power operated directly and indirectly. She achieved the highest stardom in the
institution of music hall, and she may have seemed to have succeeded in always
having her own way. However, when a shift in the institution’s quest for respecta-
bility led to the production of the very first Royal Variety Show in 1912, with
royalty present, she was denied the opportunity to perform. Yet, saucy songs, of
varying degrees of vulgarity, had continued unabated in the Edwardian music
hall, an example being “Has Anybody Seen My Tiddler?” (1910). Royal Variety
Shows were not going to put a stop to something so characteristic of the music
hall. Indeed, such songs clearly informed the repertoire of later variety artists like
George Formby, whose father (of the same name) was a music hall entertainer.
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ABSTRACT
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INTRODUCTION

For decades, the canons of national music historiography — especially in the so-called
peripherical countries — have been dominated by a research paradigm of advance
of national music culture. Recent paradigmatic shifts in historiography as well as in
the humanities at large, including numerous turns (e.g. material, transnational, dias-
poric, global, affective, etc.) coincided with the epistemic crisis in national history
writing. This relates to the current position of national music histories within post-
national historiography, which might be primarily associated with two directions:
critical re-assessment of the canons of the national music history in relation to the
theory of nationalism or illumination of muted transnational elements in national
music traditions.

The transnational perspective encourages both the detection of elements that
may have been not assimilated or have been marginalised as part of national music
and the exploration of the impact of cultural comparativism in the formation of
national historiographies of music. Even though transnational processes are most
frequently associated with the expansion of globalisation, according to Steven
Vertovec, cross-border relationships, patterns of exchange, affiliations, and social
formations are not a new phenomenon, thus transnationalism is even earlier than
"nation" (Vertovec 2009: 3). Likewise, transnational music practices have inevitably
left a deep imprint on the formation and development of national music cultures.
A typical example is national music education institutions: particularly in smaller
countries, they formed in the period of the international standardisation of music
education, taking over the values and standards established in such cosmopolitan
music centres as Paris, Vienna, Berlin, St. Petersburg, or other music metropolises
having emerged as early as in the 18th-19th centuries. Here, just as in other fields
of musical culture (e.g., composition, performance, musicology, music criticism,
etc.), we are facing the transfer of the practices of one cultural milieu to another.
In the attempts to find out how the process of transfer was proceeding, traditi-
onal comparativism studied in depth the similarities and differences of interacting
cultures. The contemporary transnational turn, on the contrary, promotes atten-
tion to trends of a different character. On the one hand, it becomes important to
study the process of change when the norms and representation of one culture
are transferred to the context of another culture. On the other hand, the process
is believed to usually be not one-way, which makes it possible to highlight the
histories of cultural tangles. The concept of entangled history, or histoire croisée,
proposed by Michael Werner and Bénédicte Zimmermann, points to another cate-
gory important for transnationalism, i.e. that of a network (Cf. Werner and Zimmer-
mann 2006). From the viewpoint of the researchers on transnationalism, it is the
network as a complex system of interactions that is the central category ,to the
analysis of transnational social formations [that] are structures or systems of rela-
tionships” (Vertovec 2009: 4).

Lately the concept of network interaction has spread in the studies of social and
cultural processes in the USSR. Such an approach deepened the understanding
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of the structure of the Soviet society through the dissociation from the concept
of hierarchised society, formed by the totalitarianism theories of the Cold War
period. The change in the approach simultaneously gave special prominence to the
phenomenon of informal networking by opening its impact on diverse social and
cultural practices.* However, the said approach was mainly used for the studies of
the formation and development of local social and cultural networks in the USSR,
while transnational processes less frequently came into focus of the research on
that kind of themes.?

A transnational dimension was undoubtedly characteristic of the field of Soviet
musicology. In it, we can identify hierarchical relationships, based on the official
ideology of internationalism and developed from the centre to the periphery, and
horizontal relationships forged between musicological organisations and indivi-
dual musicologists either in the Soviet republics or stretching beyond the Iron
Curtain.* A vivid example of such a transnational interaction was the Baltic musi-
cological conferences launched in 1967 as an interinstitutional musicological rese-
arch network of three Soviet republics, Lithuania, Latvia, and Estonia. The confe-
rences were launched simultaneously with the formation of the national canons
of music historiography in those countries. In this context, it is important to find
out the significance of transnational cooperation for the writing of the history of
national music in the Soviet era, and at the same time to see whether the transna-
tional network of conferences had an impact on the comparative studies in the
Baltic region.

FOUNDING OF THE BALTIC MUSICOLOGICAL CONFERENCES:
FroM OFFICIAL RELATIONSHIPS TO AN INFORMAL NETWORK

Like most of the Soviet cultural cooperation initiatives of a similar character, the Baltic
musicological conferences were initiated as regional forums of the official culture. In
the musicological conferences of three Baltic states, i.e. Lithuania, Latvia, and Estonia,
first launched in 1967, science and politics intertwined from the very start. Officially,
the first conference was dedicated to the soth anniversary of the October Revolution.
On 26-29 September 1967, in the capitals of the three Soviet republics - Vilnius, Riga,
and Tallinn - influential official figures, musicologists Juozas Gaudrimas, Jékabs Vito-
lins, and Avo Hirvesoo gave the same presentations, while the concert programmes

2 InLithuania, the most significant study on this topic is conducted recently by a team of researchers
led by Ainé Ramonaité. See Ramonaité 201s.

3 The rare exception in the field of musicology is the publications by Peter J. Schmelz on transnational
informal networking between Russian, Ukrainian and German musicians. For more see Schmelz 2015.
4  For example, the horizontal relationships between Russian and Lithuanian musicologists which

transformed into informal networking during late Soviet period have been analysed in article by Grazina

Daunoravi¢iené (2017).
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consisted of symphonic and chamber compositions of Estonian, Latvian, and Lithu-
anian composers. However, even then, the organisers and participants of the confe-
rences unofficially, in private conversations, remembered the interrupted prewar
tradition of cooperation of the musicians of the Baltic states — the meetings of the
Baltic musicians in Kaunas in 1939 and in Tallinn in 1940 that had set an example
for the conferences. Latvian musicologist Arnolds Klotins, one of the most active
members of the Baltic meetings, recalls the atmosphere of the 1967 conference: “At
our founding conference no one mentioned these events of 1940, few even knew of
them. But the formal nod to the founding of soviet rule ensured that our conferences
would not be found guilty of that which the Russian soviet rule hated with biblical
hatred — namely, the cultivation of Baltic unity. By flirting with the devil we actually
invited Beelzebub again into our home, but this time — to our advantage. A paradox.”
(Klotins 2007: 98).

The 1967 conference was the only one to be held in all capital cities of the Baltic
republics. The subsequent conferences were in turn organised in the capital of each
time different republic; later other cities were included as well. The musicological
section of the composers’ union of the respective republic acted as a counsel for gene-
rating ideas, and then organising and implementing the entire event. Soon the confe-
rences became thematic, addressing the matters relevant to the musicologists of all
three Baltic republics.*

At the same time, the most important goals in the establishment of the Baltic
musicological conferences were scientific exchange and professional development.
As stated by Lithuanian musicologist Jaraté Burokaité, “in the 1960s, the Baltic musi-
cologists who attended the plenary sessions, congresses, and seminars for musical
critics organised by the Soviet Composers’ Union, had limited opportunities to parti-
cipate in discussions and voice their opinions. Secondly, a new generation of musico-
logists, educated at the local conservatories in Riga, Tallinn and Vilnius, was up and
coming, with their first books being published and their candidate (a Soviet equi-
valent for PhD) dissertations defended, and establishing their careers as teachers,
scholars, and critics. Observing this, their senior colleagues understod a necessity
of regular meetings and closer cooperation between the nearest neighbours in order
to stimulate the advancement of musical science, address the pressing issues of the
day, and exchange experience as well as latest news.” (Burokaité 2007: 83). From the
historical perspective, those ideas presented in 2007 sound somewhat naive, espe-
cially on the limited opportunities to speak in the events held by the institutional
Centre, however, it is certain that, as early as in the Soviet years, the Baltic musico-
logist cooperation initiatives were forming as an alternative network to the hierar-
chical Soviet system of the musicology, based on the colonial relations between the
centre and the periphery.

5 The programmes of the 1st-39th Baltic musicological conferences published in bilingual collec-
tion on the history and reception of the conferences, see Stanevi¢iaté, Burokaité 2007: 43-69, 125-154.
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SOVIET-TIME LITHUANIAN MUSICOLOGY: PHENOMENOLOGICAL
ASPECTS OF THE INSTITUTIONAL STRUCTURE

In order to understand the place of the Baltic musicologist networking in the field of
official Soviet musicology, the institutional structure of the science of music must be
taken into account. In the Soviet era, Lithuania, just as all the other Soviet republics,
did not have an institutional network of musicology as an alternative to governmental
organisations, and therefore the divides between the official and unofficial cultures,
and particularly between the official and unofficial science, were rather imaginary
modi operandi. Should we try to draw a boundary between the modi, in the case of
musicology, the divide between the censored and uncensored activities would be
more appropriate. The latter especially makes it possible to understand the way in
which official events eventually transformed into spaces of gatherings and communi-
cation of musicians connected by informal relationships. For the purpose, it is useful
to distinguish between the phenomenological and axiological aspects of the Soviet
system of science.

In the post-Soviet research on the Soviet science system from the phenomenolo-
gical perspective, two trends of its analysis formed: exploring the external characte-
ristics (the place, the role, and the function) or the internal characteristics (the state,
the structure, internal rules, priorities, prevailing themes, methodology, and style)
(Cf. Svedas 2009). I shall mention several characteristic trends in this regard, based
on the analysis of the Soviet time Lithuanian musicology field.

During the Soviet years, the main centres of Lithuanian musicology from the insti-
tutional viewpoint included the Section of Musicology of the Lithuanian Composers’
Union and the divisions of the Lithuanian State Conservatoire: the Departments of
Musicology and the labs of Folk Music and Music Theory. Thus, the official music
research infrastructure was weak and had no coordinating centre, while in the evalu-
ation of the Soviet science policies, an opinion formed that the area of music was
hardly supervised from the ideological viewpoint, compared to other areas of the
humanities. Valdemaras Klumbys who analysed the politicisation of Lithuanian
culture indicated that “the humanities were treated differently: philosophy was parti-
cularly supervised, as well as history, while philologists were in a better position, and
linguists in a still better one. In other words, the closer the science was to ideology,
the more the regime was interested in it, and the more rigorous control that science
experienced. Creators in some areas of arts that did not easily yield to ideologisation,
and particularly musicians, found themselves in an intermediate position between the
exact sciences and the humanities.” (Klumbys 2009: 30).

Nevertheless, the research on music, especially in the area of musical heritage,
experienced ideological constraints and faced the barriers of conjuncture. However,
in the field of musicology, to recreate the impact of political decisions through incul-
cation of the mix of ideology and methodology is not so simple. As an example, we
can use the situation of Lithuanian music historiography during Soviet times, as there
was no academic institution that officially coordinated research on the history of
music or assumed the responsibility for it.
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The inculcation of the provisions and methodologies of Soviet musicology was
particularly manifestly expressed in the preparation of comprehensive histories of
Lithuanian music: three volumes of the “new”, Sovietised, history of Lithuanian music
were published in the period between 1958 and 1967. The collective works were a
tribute to the official science policy, even though they were coordinated not by an
institution, but by an official figure that rose in the postwar years, academician Juozas
Gaudrimas (Gaudrimas 1958, 1964, 1967). Immediately after publishing, the syntheses
of the official history of Lithuanian music were sharply criticised in the articles of the
younger generation musicologists Jonas Bruveris and Vytautas Landsbergis as exam-
ples of superficial traditional historicism, lacking solid foundations of the theory and
methodology of historiography, the “space of historical summaries”, and ,significant
historical conclusions” (Bruveris 1969: 166).

Therefore, the Baltic musicological conferences were launched by already criti-
cally evaluating, or ignoring, the official discourse of the music historiography. To
illustrate, during the conferences, Vytautas Landsbergis stated that the main objec-
tive of Lithuanian musicology was to develop a model of the historiography of Lithu-
anian music, thus ignoring the works that had established an official Soviet discourse
(Landsbergis 1982). In consequence, the conferences brought together critics of the
Soviet science doctrine imposed upon the musicology of the Baltic countries and
became a productive laboratory of the search for alternative historical narratives.

THE BALTIC MUSICOLOGICAL CONFERENCES IN THE SOVIET YEARS:
THE AXIOLOGICAL PERSPECTIVE

In the analysis of the factual situation of musicology from the axiological perspective,
first and foremost, the criteria of the research culture and openness are important. In
the late Soviet years, in the discussion of the tradition developed by the Lithuanian,
Latvian, and Estonian musicologists, Landsbergis emphasised the sth Baltic Musi-
cological Conference held in Vilnius and devoted to the general problems of musi-
cology: he remembered the early 1970s as the time of self-evaluation of the situation
of Baltic musicologists, the projections of study and science updating, and opening
up for broader discussions (Landsbergis 1988b: 23). When disclosing the contribu-
tion of those conferences to the development of the aforementioned ideologically
unrelated horizontal relations, the Soviet-time introspection cannot be ignored. In
the mid-1980s, comprehensive overviews of the scientific contribution of the Baltic
conferences were published by Lithuanian Vytautas Landsbergis and Estonian Mart
Humal (Landsbergis 1988b, Humal 1985). The meaningful accents highlighted by the
authors are structurised below:

« Origins and stimuli: scientific exchange and the Baltic solidarity.

« Culminations: the sth conference (1971), the 12th—15th conferences (1978-1981).
« Thematic focus: musicological problems, national composer schools, the new music.
« Problematic focus: the interaction of the national uniqueness and cultural integrity.
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« Theoretical and methodological exposures: the methodology of music histori-
ography, theoretical national research, and comparativism.

« Scientific value: cumulation of musicological knowledge and theoretical and
methodological insights.

« Cultural meaning: the discourse of liberation.

Humal believed that scientific exchange was of “great significance in the field of
comparative musicology” (Humal 1985: 109), while Landsbergis was impressed by
the summary of the “becoming, developing, and flourishing” of national cultures, and
he was especially interested in the “historical consideration, inventory and strategy”
of national musicology as well as the integration of Lithuanian, Latvian and Estonian
musicology (Landsbergis 1988b: 24.).

To sum up the role of the Baltic musicological conferences before 1990, it should
be noted that the culminations of their development, as identified by both musico-
logists — Vytautas Landsbergis and Mart Humal, were important conceptual turning
points in getting rid of the Sovietisation of musicology. It is typical that the changes
took place in the early 1970s and in the late 1970s and early 1980s, when in the USSR
the fights about the interpretations of musical, and more broadly, cultural heritage
escalated and the new Soviet strategies of falsification of the past in the official scien-
tific discourse surfaced.

Bartic COMPARATIVISM AND
MaPrPING NATIONAL CULTURES OF MUSIC

The impact of the Soviet science doctrine on the historiography of music mani-
fested itself primarily through ideological schemas, defining the field of research in
national cultures from the geopolitical and chronological viewpoints. It is only natural
that the official discourse of the history of music in the Baltic countries was squeezed
into the framework of the historical period preferable for research: from the mid-19th
century through the Soviet period, thus ignoring and severely distorting the early
music history and the period of independence between the First and the Second
World Wars. Equally mandatory was the emphasis of the essential impact of Russian
musical culture on national schools of composers and performers, simultaneously
ranking the canon of national classic musicians in accordance with their closeness
to the normative guidelines of Soviet music — links with folklore, commitment to
social progress, and stylistic models convenient for the development of Soviet music.

By opposing the imposed Sovietised approach to the development of national
culture, the Baltic musicological conferences were expanding the geopolitical and
chronological research field of the music of their countries. First of all, the rese-
arch focused on the “rehabilitation” of the interwar period: three conferences on
its critical reconsideration were held (1978, 1979, 1989). In the late Soviet era, the
historical musical heritage and the music of emigration were actualised, although
in the concerts accompanying the conferences the music of émigré composers was
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performed as early as in the late 1960s. The said geopolitical and chronological rese-
arch expansion opened up the space for comparative studies. Even though Lithu-
ania, Latvia, and Estonia have been often considered as a homogeneous region, the
cultural traditions and geocultural identifications of the three countries are diffe-
rent. The linguistic and religious identity differences here are complemented by
different centres of cultural attraction, predetermined by political history: Germany
and Northern Europe in the case of Estonia and Latvia, and Eastern and Central
Europe in the case of Lithuania. Still, the dependence on the Russian Empire in
the long 19th century and the Soviet occupation encouraged the musicologists
of the three Baltic countries to look for similarities of their cultural development
both during the periods of oppression and independence. Efforts were inspired
to identify the similarities and differences in the transformation of the instituti-
onal structure of musical culture, stylistic changes in composition, educational
systems, and musicological discourses in a broader historical context than advo-
cated in the official historiography of music. Here, extremely rare cases of compa-
rative analysis on selective issues should be noted: from that viewpoint, the works
of Latvian musicologist Arnolds Klotin$ devoted to the comparison of the compo-
sition schools in the three countries and the stylistic development of symphonic
music deserve special mention.®

Modest attempts to develop comparativism were best promoted by the common
efforts to define the concept of national music culture and the categories typical of
the concept: national school and national style. The comparative perspective was
particularly characteristic of the presentations of Arnolds Kloting, Mart Humal, Vyta-
utas Landsbergis, and Algirdas Ambrazas who summarised their fundamental rese-
arch in the fields of music as a cultural practice and music styles. However, even in
the works of the said musicologists, a more universal aspect was overshadowed by
the traditional conception of the nationality expression in music. The fundamental
ideas underlying the conceptions of the above mentioned musicologists were the nati-
onal music tradition as a modernisation project and the definition of national iden-
tity through the means of music. As an example, the conception of possible theore-
tical-methodological approaches of the historiography of Lithuanian music laid out
in 1979 by Vytautas Landsbergis’ can be presented. The periodisation of the history
of Lithuanian music proposed by Landsbergis and disproportionate attention to the
period of Lithuanian history which highlighted the narrative of the political libera-
tion of a modern nation (mid-19th through the 20th century) proved that he did not
move away from the ideology of cultural nationalism.

6  In this context, the papers by Latvian musicologist “Issues of New Directions in Contemporary
Music of the Baltic Republics” (1970) and “On the Parallels of Compositional Schools of the Baltic
Republics” (1978) delivered at the Baltic musicological conferences must be distinguished.

7 Vytautas Landsbergis (b. 1932) — Lithuanian musicologist, pianist and politician. In 1988, he became
one of founders and leaders of Sajudis, Lithuanian pro-independence movement which led to the rees-

tablishment of the Lithuanian Republic in 1990.
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Up to now, the only sketch of the theory of Lithuanian music historiography
by Vytautas Landsbergis was intended not only to develop a research model but
also to homogenise the image of national tradition. For its analysis, it is useful to
consider a more general conception of music as a cultural practice in the works of
Landsbergis. Without any more specific references to the theoretical foundations
of his conception, Landsbergis defined music as a way of aesthetic self-expre-
ssion and self-awareness of human communities and described its specificity as a
system of three chains: creator-performer-perceiver. The conception of music as
a socio-cultural practice allowed the author to overstep the distinction between
the creation and the functioning of music in culture and society, characteristic
of the works of Baltic musicologists at that time. When looking deeper into the
theoretical inspirations of the musicological works of Landsbergis, his efforts
should be noted to renew national musicology by including the approaches of
music semiotics, hermeneutics, and sociocultural analysis, popular in the inter-
national musicology of the time, in the interpretation of music. The interaction
of his activities as a music historian and critic highlighted Landsbergis’ attention
to the cultural significance and the social function of creation, which encouraged
some researchers to emphasise the meaningful values of the sociality of music
in Landsbergis’ works.

For Landsbergis’ conception of music, both its signification and communicative
powers seemed to be equally important: he emphasised that music could model (a
movement, a thought, life, or the Universe), express (spiritual and emotional states),
and encode (cultural messages defined as containing metaphysical and psychological
contents). Based on the concepts typical of the semiotic tradition, music was eventu-
ally defined as a system of signs serving communal communication (“music becomes
people’s communication”) and the affirmation of reality (“music in a general sense
is the expression of love for life in all its variations”).® At the same time, it should
be noted that Landsbergis avoided defining music as a language, which indirectly
suggested a reserved attitude to the approaches typical of the structuralist semiotics
of music in the 1960s to the 1970s that influenced the use of the that time concept of
music language. Based on in-depth studies of the notional accents of Landsbergis’
interpretations, one can state that individual creative innovations reflected upon
by him and their cultural messages were interpreted as serving the dissemination
of national identity or, to paraphrase Benedict Anderson, the creation of a nation
as a product of common cultural imagination (Cf. Anderson 1999: 152). Nationa-
lity unfolded there as the non-verbalised perception of the ‘national spirit’ whose
traces could be detected in mysterious imprints — details of compositions, musical
gestures, atmosphere, and symbolism. From Landsbergis’ viewpoint, music creators
were linked not by institutions or rules, but rather by the cultural soil, esoteric cogni-
tion of “genuine music” and creativity, and the awareness of the creative mission (Cf.
Landsbergis 1988a: 48-52).

8  The most comprehensive summary of musicologist’s concept of music is represented in Lands-

bergis’ post-soviet article “Music” written for national music encyclopedia (Landsbergis 2003: 495-496).
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In the explanations of the historical and cultural development of national music,
Landsbergis was particularly attentive to the interaction of individual intentions and
public expectations. He was concerned with the creator’s commitment to national
culture as an ideological position, presented in a broad context of a wide variety of
artistic phenomena as well as individual-psychological and cultural-social tensions.
On the one hand, Landsbergis emphasised that composer’s creativity unfolded at
a specific time and place, under definite, and simultaneously contradictory, histo-
rical, cultural, and socio-political circumstances. On the other hand, the absorption
and resonance of the cultural messages of composer’s music were predetermined not
merely by some special features of a musical style, but also by the historical situation,
cultural awareness, and the horizons of the audience expectations. Following the
hermeneutical interpretation of music, the inheritance of tradition was debated there,
and the fullness of the tradition itself turned into an event, unexpected fulfillment,
and creative illumination. Tradition was each time invented ex nihilo, however, simul-
taneously its sustainability was ensured by the vision of a non-verbalised imaginary
foundation. The connection with that imaginary cosmos of tradition was precon-
ditioned by the “subconscious reflections of cultural heritage” (Landsbergis 2008
[1979]: 86).

Landsbergis had never written an exhaustive study of a historical character on the
development of music of Lithuanian composers or a theory of the meaning of music,
however, the ideas laid out in his individual works were a vivid example of the self-
awareness of Lithuanian musicologists in the Soviet and early post-Soviet periods.
Opposition to the official discourse of Soviet musicology and commitment to the
ideology of cultural nationalism predetermined their historical significance for the
renewal of the national musicology, yet at the same time defined the limitations of
the efforts to de-Sovietise musicology.

Utoria oF THE BaLTIiC UNITY

Another special topic, matured in the early history of the Baltic musicological confe-
rences, was the idea of the Baltic unity. Although even as early as in the Soviet years
the Baltic Region was believed to be a Soviet geopolitical construct, artificially uniting
the states with different histories and different cultural memories, the common poli-
tical experience and cultural co-existence encouraged musicologists to consider such
a utopia of Baltic unity.

In 1986, when the conferences only gathered pace and political and cultural
changes were beginning to take shape, Vytautas Landsbergis shared his thoughts:

“One can speak of tangible and obvious results such as perception of music and
diverse musical and musicological ideas generated in neighbouring republics; [..]
the feeling of professional solidarity, and mutual perception of musicologist’s lot in
given environment and time. Today we are happy not only about our own achie-
vements, but also about the Latvian and Estonian ones. That is different from the
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way we were in the past. And, respectively, we are saddened not only by our own
failures and difficulties. However, even if we look at the two recent decades self-
critically and acknowledge myriads of unsolved questions, our life is dominated
by moderate joy. We existed and were doing something.” (Landsbergis 2007: 96).

An extraordinary uplift was experienced by the participants of the Baltic conferences
during the years of political and cultural revival, which have inspired discussions
about the more general search for Baltic cultural identity and the possibilities of insti-
tutional establishment thereof. In the late 1980s and early 1990s, some of the old-
timers and activists of the conferences, like Estonian musicologist Mart Humal, called
for the institution of the association of Baltic musicologists and a centre for regional
culture studies. At the 23rd Baltic Musicological Conference held in Kaunas in 1989,
the joint declaration to found a non-governmental organization — a Baltic Musicolo-
gical Association was accepted by the representatives of Estonia, Latvia and Lithuania
(Gostautiené 1989: 70). These initiatives, however, were not destined to be realised.’
The Baltic unity idea seemed to have lost its past appeal, and the international inte-
gration of Lithuanian, Latvian and Estonian music cultures and musicology became
the key incitement for the renewal and further development of the conferences.

CONCLUSION

The illusionarity of the Baltic unity became especially evident after 1990, when
the three Baltic states regained their independence. In the second half of the 20th
century, in Lithuania, Latvia, and Estonia, their specific musicological traditions,
original research trends, and priorities formed. Despite the diversity of the Baltic
musicological orientations surfacing after 1990, two distinct periods of the new self-
awareness can be distinguished in the Baltic musicological conferences.” To sum
up the themes of the conferences in the last decade of the 20th century, those were
attempts to deal with the past and to critically review the musical heritage and the
relations with the neighbouring musical cultures. In the 21th century, a more global
approach to the situation of national cultures in the international science and culture

9  The fall of these initiatives were analysed in the article by Mart Humal (Humal 2007).

10 After the three Baltic states had regained their independence in 1990, the tradition of the Baltic
conferences was resumed. The ranks of their organisers, next to the musicologist sections of the
Composers’ Unions, were joined by other musical institutions, such as music academies and musico-
logical associations. In the very first conference held in the years of independence — that was the 24th
Conference in Viljandi, Estonia — musicologists from abroad took part. After 1990, the Baltic musico-
logical conferences developed into an open international forum, especially consolidated by the collab-
oration with the International Musicological Society since 2007. However, over the last decade, the
conferences were held every two years, and the institutional relations of the musicologists of the three

countries significantly weakened.
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area became relevant. The need to integrate the national experience into a wider
context and to respond to the change in the paradigms of musicology itself exacer-
bated the problems formed as early as during the period of uplift of the Baltic musi-
cological conferences, i.e. in the 1970s and 1980s. In the analysis of the problems of
historiography of Baltic musicologists, as early as in 1999, Estonian musicologist Urve
Lippus noted: “However, a music history written basically from this point of view —
advance of national music — brings up several problems. <...> Discussions about the
essence of national individuality of some composer and descriptions of a national
style were among the favourite themes at the Baltic conferences. It is clear that many
musicologists avoided going directly into ideology and aesthetics. Those fields had
double censorship - official doctrine from the outside and the need to support, not
to question national values from inside.” (Lippus 1999: 55, 58).

Urve Lippus’ evaluation of the Soviet period works of Baltic musicologists leads to
critical evaluation of the historical role of Baltic musicological conferences as a non-
hierarchical musicological network. Formed as an alternative to the Soviet system of
official musicology manipulated from the centre, the network of Baltic musicological
conferences served as a catalyst for science and a platform for the exchange of scien-
tific ideas. Within the framework of an increasing interest in non-formal networks and
microcommunities in the post-Soviet research on the USSR history, Baltic musicolo-
gical conferences can be assigned to numerous movements of that type that contri-
buted to the emancipation of the Soviet Empire and its political fallout. The history of
the conferences simultaneously shows that transnational interaction and the accom-
panying cultural comparativism can be promoted by political processes and the chan-
ging geocultural identifications.
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PyTA CTAHEBUYUMYTE

BAATUYKE MY3UKOAOUIKE KOHOEPEHITUJE: HAITMOHAAHA MY3HU4YKA
HUCTOPUOTPAOPUJA 1 TPAHCHAITMOHAAU3AM

(PE3UME)

bBaATuuku KyATypHHM IPOCTOP — AQ AM je TO PEaAHOCT MAM QMKIUja, CIOHTaHA
TPaHCKYATYPaAHA TPaAMIIMja AU BeIITayKa FeOMOAMTHYKA KOHCTPYyKIHja?
OBa nuTama, K0ja AOBOAE IIOA CYMIbY OAATHYKE My3HKOAOIIKe KOH(epeHIuje,
KOje ce y KOHTHHYHTETY OAPXKaBajy Beh mepeceTak ropmHa, yommre HUCY
peropuuka. Op 1967. ropune, Kapa je 0ApXKaHa pBa KOHPEpeHITHja, TOANIIbHA
OKYILAAHhA OAATHYKIX MY3HKOAOTA HICY OMAQ OTpaHHYEHA CAMO Ha OCTBAapHUBakbe
npodecuoHaAHUX IUmeBa. IloAuTHYKe IpOMeHe U KYATypHe IIyKOTHHE YBeK
HM3HOBA OCTaBAajy CBOje OTHCKe Y HCTOPHjH TPAHCHAIIMOHAAHE OaATHUKe
MY3HUKOAOIIKe capapmwe. [IpuankoM moxkperama npse KoOHPepeHIHje Ipe
BHIIIE OA TIET ACLleHH]ja, IPUMEEH je COBjeTCKH MeToA obpeaHor nmocsehema:
OKYTIbaEbe MY3HKOAOTA U3 TPH OaATHUKe ApxKaBe GOPMAAHO je 6uao0 mocseheno
50. ropummuim OKTobapcKe peBOAyIiHje, YMMe je je YCIIOCTaBseHa TPAAULja
KOja je MPKOCHAA COBjeTCKOj LIeHTPAAU3ALIUjH.

Yckopo cy koHepeHIIHje TOCTaAe IPOCTOP 32 MPOPECHOHAAHO CAMOM3PaXKaBabe
Y TPAaHCHAIIMOHAAHO HEXHjePapXHjCKO YMPEXaBabhe MAAAUX MY3HKOAOI'a KOjH CY
CTacaBaAM TOKOM IIe3AeCeTHX roprHa XX Beka, Kao M KaCHUjHX reHeparuja. Opa
TPaAMIIKja je AOIIPHHEAA YCIIOCTABA>AY HHCTUTYLIHOHAAHOT CTaTyca GaATHIKe
MY3HKOAOTHj€, HACTAA€ KAO AATEPHATHUBA 3BAHUYHOj AOKTPHUHU COBjETCKE MY3HKe
U MY3UKOAOTHje Y Apyroj morosuHM XX Beka.

Cymnpotcrasmajyhu ce HAMETHYTOM COBjeTCKOM IIPUCTYITY Pa3BOjy HALHOHAAHE
KYAType, 6aATHIKe My3HKOAOIIKe KOHpePeHIIHje IPOIIIPHAE CY TeOMOAUTHIKO
U XPOHOAOIIKO MCTPa)KMBAYKO IIOse Y BE3H Ca My3MKOM CBOjHUX 3eMasa.
CKpOMHH IIOKYIIAjH AQ Ce pa3BHje KOMIIAPATUBU3AM Haj6Ome Cy IPOMOBHCAHH
3aje AHMYKUM HAIlOpHMMa A ce AeUHMUIIe IT0jaM HalluOHAAHE My3HUUKe KYAType U
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KaTeropuje THUIIMYHE 3a OBAj KOHIIEIT: HAIJMOHAAHA IIKOAA U HAIJMOHAAHH CTHA.
KommapaTusHa mepcriekTiBa 61Aa je OCeOHO KapaKTePUCTHYHA 3a IIPe3eHTaruje
Apnoaaca Kaorunma (Arnolds Klotins), Mapra Xymasa (Mart Humal),
Burayraca Aanac6epruca (Vytautas Landsbergis) u Aaruppaca Am6pasaca
(Algirdas Ambrazas), xoju cy cymupasn cBoja yHAAMEHTaAHA HCTPAKUBAHA
y 00AaCTH My3HKe Ka0 KyATYpHe IIpaKce ¥ My3H4YKUX CTHAOBA. MehyTum, gak
U Y PAAOBHUMA HaBEAEHHX My3UKOAOTQ, YHUBEP3AAHH)H ACIIEKT je 610 3acemeH
TPaAULOHAAHOM KOHIJEIII[IjOM HAIIMOHAAHOT U3Pa3a y MY3HIIU. YCIIOCTaBoakbe
AATepHATHBHHX KAaHOHA HAI[MOHAAHE KAACHYHE M MOAEPHE My3HKe, Kao H
MOAEPHHU3AIINja My3HUKOAOTH]€, CIIAAQjy Y Pe3yATaTe OBHX KoHdepeHruja. Toxom
FOAMHA IIOAUTHYKHX [IPOMEHA AeBEAECETHX FOAUHA [IPOIIAOT BeKa, KYATYPHO
OXHBMDABAE je HHCIIHPHCAAO AHCKYCHje O OIINITHjOj IIOTPA3H 32 GAATUIKIM
KYATYPHUM HAE€HTUTETOM U MOTYhHOCTHMa HeroBOr MHCTHTYIIMOHAAHOT
ycrmocraBnama. MelyTim, nctoBpeMeHoO Cy ce OTBOpPHAQA MUTakba HACHTHTETA
ose MaHudecranuje, ooBoaehu y muTame cam $opMaT OAATHIKOT My3HKOAOIIKOT
IpOCTOpa Kao Moryhe cOBjeTCKe reOOANTHYKEe KOHCTPYKIIHje.

Ka&YYHE PEYH: GaATHYKe My3HKOAOLIKe KOHpEePeHIIHje, ANTBAHCKA My3HKOAOIH)d, [IUCAIbe
HAITMOHAAHHUX MCTOPHja My3UKe, TPAHCHAIIMOHAAN3aM, KOMITAPATHBHE CTYAHje My3HKe,
BurayTac Aanacbepruc
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ABSTRACT
In many of its areas, the writing of music history in Germany is characterised by
the Romantic music outlook and its “Two-World-Model”: the real world is seen
as opposing the ideal world of music as a higher existence of ideas and ideals. Art
music in the emphatic sense, commonly designated as serious music, pretends to
represent that ideal world and makes claims to truthfulness. The science of music
actually believes it is able to prove the universality of these claims. A large part
of musicological publications are characterised by this assumption. However, a
public discussion among musicologists as to whether such writings should belong
to the field of theology rather than to historico-critical historiography (as a science
in the strict sense) is non-existent. As a result, our field has not only disappeared
from a public sphere that wishes to leave those claims to small elitist circles, but
has also encountered a growing lack of understanding among other disciplines,
even to the point of mockery. It would suffice here to refer to the lawyer Bernhard
Weck, who wrote with regard to Beethoven’s Opus 112: “Only musicology could

2%

prove that ‘political ideas of freedom can be expressed through gestures of sound.

KeywoRDS: music history, “Two-World Model’, historiography, post-truth, Beethoven

The term “postfaktisch” (a loan translation of “post-truth”) was selected in 2016 as the
German Word of the Year, raising public awareness of a phenomenon that is neither
new nor unexplored in its dimensions. In fact, it is a topic for the field of Epistemology,
which has constituted a central branch of European philosophy since antiquity and
whose focus is on knowledge-the possibility of an exact rendering of reality, which in
turn provides mankind with a reliable orientation in the world. In light of the complexity
of these sorts of problems and the corresponding centuries-long struggle for a breakt-
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hrough, the term “postfaktisch” indeed comes across as a most naive battle cry, having
a specific historical situation to thank for its current status in connection with “Brexit”
and “Trump”. The term implies that its antonym, “faktisch’, describes a foregone conclu-
sion and leaves no room for doubt. Now, there is no question as to the audacity and
insolence with which “fake news” is produced and obvious circumstances are misinter-
preted; the question nevertheless is, how could it come so far, to a point where it seems
that a significant part of society is prepared to willingly accept such misconstructions?

Human knowledge and experience are topics traditionally addressed by the
sciences, where they are systematically accounted for, preserved, taught, and
examined with regard to their validity. Scientific theory has carried out this
process time and again, culminating in the sociology of science, which, in turn,
deals with procedures and dependencies within individual disciplines. Despite
all efforts to treat intellect and nature separately in accordance with the princi-
ples of understanding and explaining, the entire scientific complex with regard
to its goals and obligations is still dictated by the natural sciences. The demands
on the humanities have thus been adapted, conforming to the use of precise
methodology with the goal of making assertions that are verifiable and univer-
sally valid. Such a claim is frequently, and rather carelessly, skewed into a proc-
lamation of fact; and a society that values scientific principles has accepted it all
too willingly, to a certain degree even sanctifying it as a scientific world view. In
the long run, however, this totalitarian claim to sovereignty with regard to the
interpretation of reality has suffered, since so many statements have proven to be
untenable due to the mere fact that they can be refuted by common knowledge.
This situation has had an especially serious effect on the disciplines of arts rese-
arch. The following will consider the field of German musicology, in particular
its central figure, Ludwig van Beethoven.

The special role of music in the biirgerliche Gesellschaft, or middle-class society, since
the Enlightenment consists in its apostrophization as modernist art-religion under the
premises of the romantic music outlook (Cf. Loos 2017). Standing out among the many
sources demonstrating this fact is an overwhelming number of publications with philo-
sophic, literary, belletristic, and of course, scientific provenance. The divisions are not
always distinguishable; however, a clear tendency is recognisable in an emphasis on the
vital importance of principally German art music (serious music). Thus, in many areas,
including source-philology and hermeneutics, German musicology is oriented around
theology, the Christian doctrine of the understanding of God. Legends belonging to
Christian tradition are theologically always understood as literary genres bearing a histo-
rical reference, and yet they lay no claim to verifiable reality; in fact, their intention is
to provide an example of the Christian way of life. A similar phenomenon also occurs
in modern art movements, when an author appropriates historical subjects. Friedrich
Schiller provided perhaps some of the most prominent examples of the way in which
personalities in history were artistically interpreted and shaped into societal role models
in the context of modernism; the dramas Maria Stuart, Die Jungfrau von Orleans, and
Wilhelm Tell are worth mentioning here. Schiller’s interpretation was, however, under-
stood by the likes of Richard Wagner as truth ahead of a “lagging historical criticism”
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(Cf. Loos 2013: 221-228). Wagner is only one of many representatives of this kind of
animosity toward science that descended from early romanticism: Robert Schumann
also apodictically voiced the primacy of art over science. His remark “reason makes
mistakes, feeling does not” (Schumann 1914: 25) has become a dictum.

The romantic music outlook has its origins in the legend-creation of the time,
appropriating composers and presenting them as guiding models for society.
Beethoven played the most important role in this process. By virtue of his soci-
alisation as a court musician, he himself was influenced by the notion of genius
espoused by the Sturm und Drang movement and was indeed open to the heroic
idealisation of the arts; in fact, he even promoted it in much of his writing, for
example in the Heiligenstddter Testament. At the same time and while he was still
alive, the literary idealisation of Beethoven took shape, a fact first made clear by
Arnold Schmitz in 1927. Beethoven’s words assumed the stature of proverbs and
played a decisive role in the understanding of his life and music. In doing so, histo-
rical and literary witnesses merged into an impermeable conglomerate, so that the
separation of authentic statements made by Beethoven from those that were attri-
buted to him either by memory or as literary devices is even today still not easy to
make. The public interest was always widespread; an edition of letters (in selec-
tion) by Albert Leitzmann from 1909 reached in its second, improved edition a
circulation of 40,000 into the 1930s (Leitzmann 1909).> A collection “Beethoven
in his own words” by Friedrich Kerst (1904) was translated into English as early
as one year after its publication in 1904 (Kerst, transl. Krehbiel 1905). This edition
proves to be just as rudimentary as the editions by Otto Hellinghaus (1920)* and
by Leitzmann (1933), Letters and Personal Notes, which was reprinted in 1952.* A
colorful mixture of verified remarks as well as those attributed to Beethoven is
found in Willi Reich’s collection Beethoven. His intellectual personality in his own
words (1963). At the very least Reich, in contrast to his predecessors, makes the
effort to provide citations for sources; however, he handles these rather carelessly
when he writes about Bettina Brentano’s (married name von Arnim) portrayal
of a leisurely walk that Goethe and Beethoven reportedly took in Teplitz: “Even
though Bettina certainly took many liberties in her portrayal, it is nevertheless
rather safe to assume that her account is based on actual occurrences.” (Reich
1963: 104).5 In the following I would like to take a closer look at how music histo-
riography as a whole has negligently handled these sources.

2 Ludwigvan Beethovens Briefe in Auswahl, hrsg. von Albert Leitzmann, Leipzig: Insel-Verlag, 1909. — Second,
revised edition (11,000—20,000) 1912. — (21,000—25,000) 1917. — (26,000—31,000) 1924.— (36,000—40,000) [1938?].

3 Beethoven. Seine Personlichkeit in den Aufzeichnungen seiner Zeitgenossen, seinen Briefen und Tagebii-
chern, hrsg. von Otto Hellinghaus, Freiburg i. Br. 1920. — 2. u. 3. Aufl. Freiburg i. B. 1922 (5,000-9,000).
4 Briefe und personliche Aufzeichnungen / ausgewahlt und erliutert von Albert Leitzmann. — Leipzig :
Insel-Verlag, 1933. — Beethovens Briefe und personliche Aufzeichnungen, herausgegeben von Albert

Leitzmann, Leipzig 1952.

5 Inaddition, see Moering 2003: 251-277.
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While efforts to publish a critical edition of Beethoven’s works began early on,®
the question of the origin of his spoken remarks had been neglected for far too long.
The accounts were not only handed down unreflected upon, but were often further
embellished by surviving witnesses. Considering Beethoven’s prominence, or better,
his deification, one could even speak here of a competition among the story-tellers to
outdo one another, a competition that was fueled by the sensationalism of the public.
The validity of such sources is now looked upon critically by historians, their credi-
bility being judged not just by external criteria, but also by taking into account the
self-interest of each individual witness. A famous example is Anton Schindler, who,
we all know, served as Beethoven’s secretary for an extended period of time and later
claimed sole legal guardianship of his estate. The arrogance exhibited by this claim
was revealed by Heinrich Heine in the story of being in Cologne and seeing “ami
de Beethoven” printed on Schindler’s calling card. The story was actually fictitious,
but Heine knew how to cleverly escape the accusation of lying: “Regarding the card
I must charitably admit that I myself have doubts about whether those words were
actually written on it. I did not invent the story, but maybe I believed, with great
courtesy, that it, like everything in the world, had more to do with probability than
with truth itself” (Heine 1843). The primacy of art over science, the higher truth
before reality: Heine also followed this principle. In any case, Schindler’s reputa-
tion was ruined: to this day and particularly since the discovery of his later entries in
Beethoven’s conversation booklets, he is regarded as a completely unreliable source.
Ludwig Nohl judged Schindler harshly early in his edition of a collection of “passages
from early and modern poets and writers selected or commented on by Beethoven”
in the anniversary year 1870.” Though the excerpts would not give insight into the
“poetic idea” (Nohl 1870: X) of Beethoven’s works, they would indeed prove informa-
tive with regard to his heroic personality. Nohl described instructions given by Beet-
hoven, “the musical Faust”, to his “Schindler-Wagner”, as having “little success, more
likely leading to misunderstandings and even outrage than lending actual insights”
(Nohl 1870: XV). On the other hand, the quote about the two principles, which was
attributed to Beethoven by Schindler-—“two principles also in the middle movement
of the Pathetique——thousands do not grasp this” (K&hler und Beck 1983: 350) —has
deeply influenced Beethoven-analysis since Arnold Schmitz (1923). A comprehen-
sive examination of the credibility of Schindler as a contemporary witness is yet to
be carried out (Cf. Brenner 2013).}

6  Ludwig van Beethoven, Vollstindige kritisch durchgesehene iiberall berechtigte Ausgabe, 24 Bde, Leipzig
1862-1865, Supplement Bd. 25, Leipzig 1888.

7 Beethovens Brevier. Ssmmlung der von ihm selbst ausgezogenen oder angemerkten Stellen aus Dich-
tern und Schriftstellern alter und neuer Zeit. Nebst einer Darstellung von Beethovens geistiger Entwick-
lung, hrsg. von Ludwig Nohl, Leipzig 1870. This is hardly a groundbreaking work by Schering (1936).
Lately there are also writings on Beethoven’s faith (Grigat 2008; Appel und Ronge 2016).

8  Brenner does not consider aspects as they have been put forward, for example, by Hartmut Krones

(2001: 94-113).
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The same is true of other contemporary witnesses. For far too long there had
been no reliable basis for making the simple distinction between their testimony and
remarks verifiably made by Beethoven. Critical editions of Beethoven’s writings were
not published until later on: the conversation booklets 1972—2001 the diary 1982, the
letters 1996." Even to this day, a compilation of Beethoven’s commentary and notes
in his sketchbooks does not exist. Although there is a large number of preliminary
works (especially in the field of draft-research), these are so scattered and isolated
that a systematic differentiation is hardly possible. In contrast, comprehensive collec-
tions of memoirs of Beethoven contemporaries were published early on (Nohl 1877;
Kalischer 1908-10; Kerst 1913; Leitzmann 1914).” A scholarly edition finally came in
2009 (Kopitz und Cadenbach 2009), though, needless to say, it does not include a
thorough source criticism. To this day, it is more common for biographies and mono-
graphs to incorporate Beethoven’s statements without any attempt at verification, a
method which, depending on how dubious the supporting evidence is, inevitably
leads to misinterpretations.

Here I would like to single out and take a closer look at one example of a
particularly successful and significant writer on culture. Richard Benz is still well
known today as a literary culture enthusiast. He supported the religious glorifi-
cation of art, especially German art, in many of his widely distributed works (Cf.
Loos 1998: 469-486). He occasionally apostrophised Beethoven as “God” and
compiled his “Monument in Words” (Benz 1924 ). This short book was published
in 1924 in Offenbach by the publishing house W. Gerstung as a “print of the
gate in Heidelberg” and set generously in Fraktur (95 pages). The publishing
house Piper in Munich bought it in 1935 and reprinted it in identical typeset
and layout (supplemented only by a note on page 41 “Klopstock”) (Benz 1935).
Piper published it once again in Fraktur in 1946 (then 81 pages) with the “Mili-
tary Government Information Control License Number US-E-125” (Benz 1946).
A new edition was published in a modern layout four years later, of which at least
20,000 copies were printed (Benz 1950). Benz modernised Beethoven’s writing
style so that it could be understood more easily. He improved capitalisation and
the spelling of individual words according to current conventions. He frequ-
ently changed punctuation; for example, he liked to use semicolons and periods
where Beethoven used commas or even no punctuation at all. While this is all in
good taste, it becomes more tendentious with the addition of exclamation points,
which Benz tended to use particularly in key sentences.

9 Ludwig van Beethovens Konversationshefte, hrsg. von Grita Herre u. a., 11 Bde, Leipzig 1972—2001.

10 Maynard Solomon, Beethoven’s Tagebuch of 1812-1818, in: Beethoven Studies 3, ed. Alan Tyson,
Cambridge u. a. 1982, S. 193-285. — Beethovens Tagebuch 1812-1818, hrsg. von Maynard Solomon, 2. Aufl.
Bonn 200s.

11 Ludwig van Beethoven. Briefwechsel-Gesamtausgabe, 6 Bde, hrsg. von Sieghard Brandenburg,
Miinchen 1996 [hereafter abbreviated BGA].

12 Seealso Sonneck 1926; Prod’homme 1927.
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Benz’s collection is introduced by an extensive excerpt from Bettina von Armin’s
epistolary novel Goethe’s Correspondence with a Child from 1835, which Ann Willison
Lemke called a “musical dream-autobiography” (Willison Lemke 2001: 145). It
contains a few famous Beethoven quotations that have to be regarded as fictitious,
such as the one at the very beginning: “I must condemn the world that does not reco-
gnise that music is a higher revelation than all wisdom and philosophy” (von Arnim
1835: 192 £.). The following quote by Goethe originates from the same literary source
and, taken separately, in a sense forms the motto for the following first section: “Of
that, however, which is uttered by such a person possessed by demons, a lay person
must stand in awe. Goethe” (Benz 1935: IX). The blessed composer as leader, how
could the claim be expressed more clearly? Overall, 180 Beethoven quotations follow,
of which 153 are verifiable as original: 132 come from letters, 15 from the “diary” (the
well known collection of notebook pages from the estate), three from scattered notes,
two from the conversation books, and one from a draft from 1824 (Rexroth).

An original letter dated February 10, 1811, to Bettina Brentano (BGA 48s), which
Benz cites once, can be found in Beethoven’s correspondence. The authenticity of
the 27 other Beethoven quotations is, however, questionable; of these, 10 trace back
to Bettina von Arnims literary works (in addition to the introduction). Benz cites one
time each from a letter to Prince Hermann von PUckler-Muskau from March, 1832
(in addition to the introduction), and from the novel Goethe’s Correspondence with a
Child with the subtitle His Memorial (published 1835), and eight times from the last
publication Three Letters to Beethoven (published 1841). The remaining 17 citations
are listed here only with information regarding the date of origin or, as the case may
be, the first publication: seven testimonies of Johann Andreas Stumpff (firstin TDR
S, 1908) , one each by Fanny Giannatasio del Rio (earliest 1812) , Georg August Grie-
singer (earliest 1802, according to excerpts of Carl Ferdinand Pohl 1882), Friedrich
Rochlitz (1822), Carl Czerny (1852), Ignaz Ritter von Seyfried (second edition, 1853),
Ferdinand Hiller (1870), Karl Gottlieb Freudenberg (1870), from the family register
of the merchant Mr. A. Vocke in Nuremberg (1877), Louis Schlsser (1880), and from
the “Notebook” (Notebook with drawings and sketches, autograph. Beethoven-Haus
Bonn, Collection of H. C. Bodmer, HCB Br 2776).

Following the extensive introduction, which is completely shaped by the romantic
Beethoven image, come four sections that can be organised into specific subject areas
according to their content, similar to the organisation of Hans Heinrich Eggebrecht
in his content analysis of Beethoven-reception (Eggebrecht 1972).

The first section (pp. 1-17) — “Transcendence” — has to do with suffering and
overcoming. It deals with the “better human being”, with friendship, justice, and
freedom.

The second complex (pp. 21-40) is introduced by the motto: “Resignation! What
713

a miserable means of escape, and yet it is the only one left to me.
The third part (pp. 43-69), is introduced by an excerpt from Beethoven’s diary

13 BGA 65: ,resignation: welches elende Zufluchtsmittel, und mir bleibt es doch das einzige tibrige. —*
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(Tagebuch 2005: 37 £.), possibly (according to the supplement of 1935) a Klopstock
quote: “Show me the path at whose far end the palms are standing! Lend gran-
deur to my noble thoughts, lead them to truths that remain for eternity!” (p. 41)
The fourth section (pp. 73-79) broaches the issue of “the inevitable”: “Oh God
— look into the beautiful nature and quiet your mind about the inevitable!” (p.
71, BGA 582)

The conclusion comprises the “Heiligenstdter Testament” (pp. 81~91) and Franz
Grillparzers memorial speech for Beethoven (pp. 93-95).

The incompleteness of Eggebrecht’s categories, ideas which themselves in fact are
influenced by a heroic image of Beethoven, is evident in his omission of certain
concepts that could be seen as negative, ones which are noticeably present in the
compilation by Benz. These do not relate to nationalism, a characteristic that has
been attributed to Beethoven by others (Cf. Loos 2006: 251-263), but rather prima-
rily exhibit a general dislike of mankind, which emanates from a superiority complex
and is characterised by a certain affinity with the romantic idea of “Weltenriss”, or
world ambivalence. To this effect, Benz combines a Bettina quote with an original
passage of a letter: “One has to be something if he wants to appear as something. The
world must recognise him, it is not always unjust. This is not, however, important to
me, since I have loftier goals”** Moving on from Bettina, a sentence follows from an
undated letter from Beethoven to Frau von Streicher: “For my own part, I never pay
attention or listen to the gossip of the riffraff.”s A fundamental problem becomes
apparent here, which originates in taking sentences out of their contexts and implying
their general validity, which Benz reinforces with the addition of exclamation points
in other places. Beethoven speaks of “riffraff” only in relation to his housemaids, with
whom, as is well known, he had such a bad relationship it could be considered patho-
logical. In a letter to his nephew Karl, he attributed to the “Satan” Barbara Holzmann
“seething rage and madness”. Benz cites the following passage from this letter: “— away
with this riffraff vermin, that disgrace to our culture, to need what we despise, to have
to let them come so close to us”® At this point Benz reinforces even more strongly the
semblance of misanthropic arrogance with a third quotation: “They say: vox populi,
vox dei — I never believed in this.” This sentence was attributed to Beethoven by Ferdi-
nand Hiller, published in the K&lnische Zeitung in 1870 (Kopitz/Cadenbach 2009:
Vol 1, 437). Stefan Rumph builds an entire chapter of his Beethoven book (2004)
upon this statement (Rumph 2004: 19 5).

Further questionable remarks by Beethoven that supposedly document his ruthle-
ssness toward humankind are still circulating. The following rebuke, which appa-
rently is directed toward Schuppanzigh, is not found in Benz: “Does he believe that I

14  Drei Briefe von Beethoven, in: Athendum. Zeitschrift fiir das gebildete Deutschland 1 (1841), 21.
15  BGA 120s. Cited in: Lenz 1855: 176; also in Nohl 1865: 182.

16 Letter to the nephew Karl, possibly dated 29 August 1825, BGA 2034. Benz: ,benétigen, was wir

verachten, uns so nahe wissen zu miissen.
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am thinking about his wretched violin when the spirit speaks to me and I write down
what it says?” (von Lenz 1855: 104; also in Kopitz/Cadenbach 2009: Vol 2, 867). It
traces back to Wilhelm von Lenz’s work on Beethoven from 1855 and can be found
in the Beethoven biography of Adolf Bernhard Marx from 1859 as follows: “Does he
believe that I think of his miserable violin when the spirit speaks to me?” (Marx 1859;
1979: Vol. 2, 46). The statement has been modified many times. Max Kalbeck writes:
“Does he believe that I care about his wretched violin when the spirit passes over me?”
(Kalbeck 1904: Vol. 1, 472). Philipp Spitta cites von Lenz exactly (Spitta 1892; 1976:
190). In later years, the remark was regarded as entirely legitimate in its frequent use,
such as early on by Paul Mies (Mies 1925: 144 ), but also as recently as Gerd Indorf
in 2004 (Indorf 2004: 33). Today one can only speculate about the reliability of von
Lenz (1808-1883) as a witness. Perhaps he did indeed get the anecdote first hand from
Schuppanzigh, since von Lenz lived in Riga until 1827 and Schuppanzigh spent many
years in Russia, possibly also in Riga, up until his return to Vienna in 1823. Lenz was
still a child at this time, so it would be appropriate to have doubts about this. Lenz
could also, however, have heard the anecdote from Count Michail Wielhorsky (1788
1856), a source he quotes on multiple occasions and who, beginning in 1808, lived for
an extended period in Vienna (Kopitz/Cadenbach 2009: Vol. 2, 1099).” This would
seem to fit even better, since the famous remark is supposed have been made in regard
to the Rasumowsky Quartet op. 59 no. 1, which had been composed shortly before.
Furthermore, it seems natural to assume that Wielhorsky, when in Vienna, commu-
nicated with his compatriot Rasumowsky. When one looks at the particular circum-
stances, however, the authenticity of the statement becomes more questionable, incre-
asing the probability of a case of legend-making, or rather “fake news”. This is evident
in the fact that one finds with von Lenz a whole string of questionable communica-
tions that emphasise the heroization of Beethoven. Take, for example, the story of
Schupannzigh’s arriving to pick up Beethoven to go dine with the Russian ambassador
Count Andreas Rasumovski. Annoyed at the interference with his work on Missa sole-
mnis, Beethoven reportedly drew a cross on Schupannzigh’s white vest and necktie
with his ink, commenting: “He can wait, this comes first”. Von Lenz uses a compa-
rison from nature to describe this situation: “This is how swarming insects feast on
the blessing tree” (von Lenz 1855: Vol. 1, 104 £.). Characterising this anecdote and the
concluding account as misanthropic does not seem to be exaggerated.

Careless treatment of such statements is even harder to understand. The case
of Theodor W. Adorno must be classified as especially consequential considering
his influence on at least one entire generation of musicologists. He uses the remark
about the “wretched violin” twice without any elaboration, seeing fit to assume that
itis so well known and the context obvious. He sees it as an important argument for
the idea taking priority over reality, for “the primacy of the composed as a confron-
tation suspended from realisation, not adapting itself to fit it, perhaps thinking so
little about it as Beethoven did about his “wretched violin”. Then the inner-compo-
sitional methods no longer wield blind authority: the authority is itself one of mere

17 I am grateful to Klaus Martin Kopitz for this kind suggestion.
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appearance. At the same time, the full sociological consequence would be extracted
from a state of the music that only then tells the societal truth when it denies the
dominant societal norm its allegiance, that existence of everything for everything, in
which merely the will of those who dictate the production hides” (Adorno 2003: 239).
Adorno takes his apostrophisation of the “Wiener Schule” also from this emphatic
claim to truth: “Since Beethoven made his insult about the wretched violin, the
indisputable primacy of the fantasy of sound prevails within the Wiener Schule. The
productive imagination of sounds not yet heard goes hand-in-hand with a certain
indifference to the execution” (Adorno 2003: 402).

If source criticism belongs to the indispensable foundation of musicology, then
the careless handling of alleged Beethoven quotations must be seen not as a pardo-
nable lapse, but as an evil that touches on the foundation of our self-understanding
as a science, which allows us to separate the discipline from literary genres such as
feuilleton, novel, emphatic apotheosis, or even the philosophy of history. If this is
neglected, musicology will come across for those beyond the realm of academia as
implausible; already today the field incurs criticism and occasionally even ridicule.
Helmut Kirchmeyer, also a trained lawyer, has long criticised the careless treatment
of sources (Kirchmeyer 2006: 257-271); Bernhard Weck caustically comments on
the article Meeresstille und gliickliche Fahrt op. 112 in the respected standard work Beet-
hoven. Interpretationen seiner Werke with the remark: “Only in musicology can one find
evidence of ‘political ideas of freedom through gestures of sound”” (Weck 2007: 54).

Translated by Sean Reilly
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Figure 1. The Beethoven bust by Emil-Antoine Bourdelle from 1902 stands in the Beethoven-Halle Bonn (B 2741; photo credit:

Klaus Weidner). The inscription on the pedestal reads: “I am Bacchus, who makes the delicious nectar for humans. Beethoven". This
supposed Beethoven quote comes from Bettina von Arnim in her epistolary novel “Goethe’s Correspondence with a Child” from 1835.
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Figure 2. The Beethoven monument by Hugo Uher (1882—1945) was unveiled in 1929 in Karlovy Vary. The reliefs in the frame show
how carelessly genuine Beethoven quotations were mixed with those that Bettina von Armin attributed to him: On the left, a
made-up quote by Bettina from “Three Letters from Beethoven” (published 1841): “The music should strike fire from the soul of man".
In the original of Bettina it goes: “Emotion is only for womankind (forgive me for saying this), with a man, music must strike fire from
his mind.” Or:, Emotion only affects women (forgive me); for a man, music must bring forth fire from his mind.” On the right, a quota-
tion from Beethoven's “diary”: “Show your might, destiny! We are not masters over ourselves, what is resolved, must be, and so be it!”
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XEAMYT AOC

ITOCTYUBHEHUYHA HUCTOPUOTIPAPHJA MY3HKE:
AETEHAE O YMETHOCTHU—-PEAUTHUJU

(PE3UME)

Y MHOTMM CBOjUM CerMEHTHMA, ITHCakbe UCTOpHUja My3uke y Hemaukoj kapakTepuie
POMaHTHYAPCKA BUSYPA U FeH ,MOACA ABA CBETA": PEAAHH CBET Ce IIOCMaTpa Kao
CYIPOTCTaBAo€H UAGAAHOM CBETY MY3HKe Kao BHIIeM CTYIHY IIOCTOjamba HAeja U
HAeaAa. YMEeTHUYKA My3HKa Y U3BOPHOM CMHUCAY, OOMYHO O3HaueHa TePMUHOM
»030MoHA My3HKa', IIPETBAPA Ce AQ [IPEACTABAA Taj HACAAAH CBET U IIPETEHAYje Ha
ucTHHUTOCT. Hayka o Mysuiu 3arcTa Bepyje Aa MOXe Ad AOKaXKe YHHBEP3aAHOCT
OBHUX TBPABH. JHATAH OPOj MY3HKOAOINIKUX IIyOANKALIMja KapaKTepHIIe 0Ba
npernocraBka. MehyruM, jaBHa auckycuja Mehy Mysukoso3uMa o TOMe Aa AU
TAKBH CITHCH TPeba A IPUIIAAAjy OOAACTU TEOAOTHj€, a He HCTOPH)CKO-KPUTUUKO]
ucroprorpaduju (Kao HayIH y CTpOroM CMHCAY) He rocToju. Kao pesyatar Tora,
Hallle TI0se HHUje CaMO HeCTaAO U3 jaBHe cdepe, KOja XKeAU Ad Te TBPAE OCTaBU
MaAUM eAUTHCTHYKUM Kpyrosuma, Beh je Hammao u Ha cBe Behu HepocTaTak
pasymeBaba Mel)y ADYTHM AMCIHIIAMHAMA, JaK U AO TauUKe Pyramba. AOBOSHO je Ad
ce Mo3oBeMo Ha peur apBokata Bepnapaa Bexa (Bernhard Weck), xoju je y Besu
ca berosenosuM ormycom 112 Hamucao: ,CaMo My3HKOAOTHja MOXe AOKA3aTH Ad
ce TIOAUTHYKE HAeje CAOBOAE MOT'Y U3PA3UTH 3BYYHIM [€CTOBUMA.

K/oyIHE PEYM: HCTOPHja MY3HKE, ,MOAEA ABA CBETA', HCTOPUOrpaduja, IOCTIHIEHIIHO
crame, berosen
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ABSTRACT

The Fifth Hellenic Week of Contemporary Music (Athens, 1976) has been
mainly considered in the context of a major political event: the fall of the military
dictatorship in 1974. However, it may also be seen as a landmark for the transition
to a postmodern era in Greece. The musical works presented during the Week, as
well as their reception by the musical community are indicative of this transition.
This paper aims at exploring those two perspectives and places the emphasis
on the second, through an analytical comment on Le Tricot Rouge by Giorgos
Kouroupos and the critiques in the press.

Keyworps: Postmodernism, Greece, Fifth Hellenic Week of Contemporary Music, Graphic
and Verbal Scores, Giorgos Kouroupos

The Hellenic Weeks of Contemporary Music, which were organized by the Hellenic
Association of Contemporary Music during the decade 1966-1976, were events of
seminal importance for the dissemination of the avant-garde in Greece. The Asso-
ciation commissioned many new works from Greek composers, while numerous
performances and lectures were given on “new” music. This resulted in a passionate
dialogue on political, social, aesthetic and technical issues. However, in the mid-7os
the conflicts and polemics of the 1950s and 1960s gave way to a mutual acceptance and
peaceful coexistence of several trends. This transition from the polemical to the disen-
gaged has been associated with two different perspectives. First, it has been linked to
a major political change: the fall of the military dictatorship (thereafter Junta) that

1 vchristopoulou@gmail.com



108

MY3UKOAOTHJA / MUSICOLOGY 26-2019

ruled Greece from 1967 to 1974. Secondly, it has been associated with the internati-
onal transition to a postmodern era (Samson 2013: 535-536). In this paper I will suggest
that the Fifth Week of Contemporary Music, which took place in 1976, emerges as a
landmark of this transition, and I will place the emphasis on the international perspec-
tive. In particular, I will focus on Giorgos Kouroupos's piece Le Tricot Rouge [The
Red Knitting],* for a singer and a pianist, which was presented in the Fifth Week, and
I'will argue that the work and its critical reception, as well as the broader attitude of
listeners during the Fifth Week, are closely associated with postmodernism.

Before presenting Le Tricot Rouge I will briefly mention some biographical infor-
mation about Giorgos Kouroupos. He was born in 1942. After graduating in the piano
(1965) from the Athens Conservatory and mathematics (1967) from Athens Univer-
sity, he studied with Messiaen at the Paris Conservatoire (1968-72), where in 1971 he
was appointed assistant for the propagation of contemporary music. He returned to
Greece in 1976 and worked as a freelance composer and also held several positions in
musical institutions (Leotsakos 2001). In 2003 he was appointed professor of compo-
sition at the Ionian University.

Le Tricot was written in 1976 and it is not only a musical performance but also a
dramatic event, or, in other words, a musical theatre piece. The composer specifies
in his subtitle that the singer and the pianist should be “above all good actors” The
form is a closed predetermined structure consisting of 16 consecutive “[scenes] ™ in a
fixed order. In the score there are mainly graphic and verbal instructions (in French)
with only the occasional use of conventional notation (in scenes 2, 4 and 9), but still
leaving indeterminate most of the musical parameters. The composer gives the inter-
preters detailed stage directions: what to do, where to look, how to look, how to react
to one another, where to go, among others; apart from the piano the performers make
use of a scarf. However, he doesn’t provide them with the actual music to play and in
some scenes there is not any performed music at all.

The text doesn’t exist in the conventional form that serves a specific narrative. It
is mostly a fragmented, disparate and non-specific sonic material: phonemes uttered
with a gagged mouth (scene 7), a variety of vowels (scene 3), meaningless sylla-
bles (scene 2: tsak — klik — klak — kla - tsi — pto — kia — kia), unspecified military
commands (scene 10), or totally indeterminate improvised text (as in scene 14 where
the instruction to the baritone by the composer is as follows: “improvise (using the
full scale of your potential)”. For the music the composer uses two contiguous tech-
niques: firstly indeterminacy, when he indicates only some of the musical parameters
(for example, in scene 2 he indicates the dynamics, the articulation and to a certain
degree the rhythm) and, secondly, improvisation (for example, in scene 14 as already
mentioned above).

Although there is no text in a conventional form, there is a narrative built around
the basic idea that the baritone and the pianist come into confrontation. This confron-

2 All translations from French and Greek to English are my own.

3 Inthis paper I use the term “scenes” in order to refer to the consecutive sections of the score.
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tation starts at scene s. In scene 4 the scarfis on the keys. The baritone sings held
notes pianissimo. The pianist tries to “catch” the notes of the baritone, but fails,
because of the scarf hiding the keys. In the next scene (5) the composer writes: “the
baritone is having fun with the difficulties of the pianist. He changes his notes faster
and faster. He makes the notes shorter and surprises the poor pianist. This increases
until the pianist is having a crisis and plays with his fists anywhere. He makes the
scarf fall”. In the rest of the piece there are several conflicts between the singer and the
pianist, or else points of tension alternating with more relaxed actions. All this adds
up to the climax of the two final scenes, where the pianist strangles the singer (scene
15) and kills a spectator with a revolver (in scene 16, the final scene).

This macabre ending lends the whole work a tragic quality. However, there is an
element of wild humor and sarcasm which is equally significant and is found throu-
ghout the piece. For example, in scene 7, a parody of pianistic virtuosity overlaps with
the vocal manipulations of the gagged baritone. The instructions read as follows: “the
pianist [after having gagged the singer with a scarf] is able to demonstrate at last his
qualities. He improvises in a slow and pompous way. He goes from piano to subito
forte and the other way round from chords to skillful arpeggios etc. in a pompous
delirium of self-satisfaction...”. In the next scene, the baritone ties the hands of the
pianist with the scarf. They play a march (the pianist with clusters), which “becomes
more and more fascist”. It ends with the baritone screaming military orders, marching
on the scene and taking the pianist’s seat (scenes 8-11). And it becomes ever more
aggressive and grotesque when the pianist and the singer are ridiculed in scene 13
which brings to mind some of the silent movie comedies: “[ ... ] [the baritone] chasses
him [the pianist] with kicks. [The pianist] finds refuge under the piano. The bari-
tone is left alone. He doesn’t need this asshole”. I would therefore argue that this
piece could be seen as a caricature of a recital and also as a critique both of western
musical culture and of the political establishment. The parody of the march in parti-
cular may be viewed not only as a critique of dictatorial regimes, but perhaps also as
a critique of implicit political assumptions and notions concerning the Western art
music tradition.

Many of the above-mentioned features of Kouroupos’s piece may be associated
with musical postmodernism: the fragmented textual and musical material, the
episodic character of the 16 consecutive scenes, a quote (for instance, the march:
even though it isn’t borrowed it in fact functions as an extraneous material, a “found
object”), indeterminacy, improvisation, humor and irony, as well as disdain for
the distinction between “high” and “low” styles, which serve obvious political and
cultural ends (the theoretical background on musical postmodernism in this paper is
based mainly on Gloag 2012). Finally, there are also elements of music theater, which
lends itself to cultural and political critique, as opposed to the modernist work which
is viewed as a unified, self-contained entity. However, all this material is embedded
in a teleological closed form, culminating in a climax. As a result, although the piece
questions conventional cultural codes on several levels, and does seem subversive,
it finally leads to a kind of closure that makes the material seem coherent. It conveys
its meaning and critique, as a truthful and spontaneous expression. Thus Le Tricot
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Rouge fits within a postmodern context while at the same time bears some links to
the modernist tradition.

Apart from identifying postmodern elements in the piece itself, I want to
also consider its reception. To that end I will use Katy Romanou’s critique in the
newspaper Kathimerini. About Le Tricot Romanou writtes:

Giorgos Kouroupos’s work Le Tricot Rouge reminded me of Beethoven who, they
say, became furious with those who were moved by his improvisations, calling
them ridiculous. In our time, it is more important for music to be interesting than
to invoke emotion, and this is exactly what ‘Le Tricot Rouge’ derides and makes
ridiculous. Thus it is one of the few works that we cannot describe as ...‘intere-
sting’! It is comic and vulgar — almost a joke. However, although it makes us laugh
spontaneously, at the same time it creates an unpleasant void, because it strips
naked the social function of ‘interesting’ music nowadays; a truthful, powerful
work and, in its own way, ‘not interesting’ (Romanou 1976).

This critique summarizes many of the aforementioned features often associated with
postmodernism: firstly, the classical - romantic (and modernist) conception of the
musical Work as a closed entity versus the postmodern approach to music as an open
process with no determinate result; secondly, the element of irony and the grotesque;
and thirdly a critique of the rational and the cerebral in musical experience, which also
signals a shift of emphasis from the technical (“interesting”) achievements associated
with the modernist “autonomy project” to a socially engaged art that questions conven-
tional musical practices and exposes a lack of connection with “real life” and people.

Through the presentation of Kouroupos’s work and its critical reception I have so
far attempted to illustrate in aesthetic and technical terms how elements of postmo-
dernism appeared in the Fifth Hellenic Week of Contemporary Music. However, as
Jonathan D. Kramer has argued in his text titled “Nature and Origins of Postmoder-
nism’, postmodernism may also be viewed as a particular attitude. “But postmoder-
nism taken as an attitude suggests ways listeners of today can understand music of
various eras. It is in the minds of today’s listeners, more than in history, that we find
clues to the sources of postmodernism. It comes from the present-from ourselves-
more than from the past. Music has become postmodern as we, its late twentieth-
century listeners, have become postmodern” (Kramer 2002: 17). Proceeding from
this suggestion I will now discuss the change in the attitude of audiences during the
Fifth Week.

That change is immediately apparent if we compare the Fourth and Fifth Weeks.
Giorgos Leotsakos in his critical note published in Ta Nea [?] newspaper attributes
it to the fall of the Junta:

[The] audience is differentiated emotionally from audiences during the seven
year Junta, who came in large numbers in order to support something regarded as
suspicious by the oppressor: the new audiences are more sober and more critical
(Leotsakos 1976).
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Indeed a number of works presented in the Fourth Week, as well as some of the
audience reaction, were direct or indirect protests against the regime. In a chapter
about the Fourth Hellenic Week of Contemporary Music in his doctoral thesis on
Greek Musical Modernism, Ioannis Tsagkarakis includes a section titled Protesting
in which he spotlights those works: Theodore Antoniou’s Protest II, for an instru-
mental ensemble, baritone, actors, strobe lights, electronic synthesizer, tape and slide
projectors (1971); Dimitri Dragatakis’s Zalouh, for clarinet, trombone, tuba, piano,
percussion and four narrators (1971); Giorgos Kouroupos’s Greek Song, for a baritone
and piano (1971); Yorgos Sicilianos’s Fourth String Quartet (1968); and Stephanos
Vassiliadis’s, The secret Songs of silence for electronic tape [?]. Among those works
Greek song by Kouroupos and Protest I by Antoniou were explicit protests against
the regime. In Kouroupos’s work the baritone was gagged with a scarf —an obvious
denouncement of censorship, and Antoniou’s work provoked the audience to a spon-
taneous demonstration against the regime (Tsagkarakis 2013: 166—170).

Going back to Katy Romanou’s critique in Kathimerini, she too deals with the
same question concerning the change in the audience’s reactions in the Fifth Week.
However she does so through a different perspective:

Hey folks, all this may be nonsense. Why don’t we sing a song all together!” said [the
baritone] Spyros Sakkas, the leading figure of the 4™ evening of the Fifth Hellenic
Week of Contemporary Music, after finishing Mesostics IT by John Cage, clearly
sensing, the audience’s lukewarm reaction to this music. And this response to the
subdued interest and enthusiasm of the audience, at least in the first four events of
the Week I discuss here, is one of the most interesting and revealing remarks of this
whole event organized by the Hellenic Association of Contemporary Music and
taking place in the new beautiful concert hall of the French Institute. The ambiance
[of the Fifth Hellenic Week of Contemporary Music] is infused by the quality of the
end of an era and the beginning of another, a quality recalling many other border-
line moments in the history of music (Romanou 1976).

Romanou then goes on to mention the basic features of the ambiance of the Fifth
Week:

The absence of fanatical fans among the young people and of fanatical enemies
among the older listeners. In the Fifth Week of Contemporary Music young
people don’t have the enthusiasm and older people don’t have the scepticism
they had in the previous four Weeks for anything that differs from the forms and
the performance praxes of the previous centuries (Romanou 1976).

To begin with, Romanou depicts an action fairly uncommon for a classical recital in
that the performer (Sakkas) addresses the listeners in an informal and iconoclastic
way. Apart from that, one may discern two main points. Firstly, a more uninterested
and dispassionate attitude on the part of the audience compared to the polemics of
the previous Weeks. Secondly, she discusses signals pointing to a transition to a new
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era. Interestingly, this change is also reflected in the reception of music critics during
the same period. In the past the critics were divided into two clearly discernible and
passionately held positions: broadly speaking the “conservative” and the “innova-
tory” camps, those who were opposed to and those who were in favor of the avant-
garde in Greece. However, since the early 8os this divide doesn’t seem very much in
evidence anymore and the polemical character of the critique, along with an active
interest in developments in musical life, seem to have receded (Christopoulou 2009:
234, 247). In this sense, the behavior of the interpreter, who transcends the traditi-
onal strict concert protocol and the disengaged behavior of the listeners, as well as
the character of the public dialogue, fits well within what may be viewed as a postmo-
dern attitude, that is, a postmodern acceptance of plural voices.

In conclusion, this paper to explored how two different perspectives — a political
and an aesthetic one — have affected the construction of meaning of a single musical
event, namely the Fifth Hellenic Week of Contemporary Music. From a national
perspective, the change in the attitude of listeners may be seen as the result of signi-
ficant political changes in Greece. However, seen from an international perspective
the Fifth Week emerges as an event of seminal importance underlining the transition
to a postmodern era, and as such it is closely aligned to analogous developments in
the rest of Europe and North America during the period under study. This second
perspective is corroborated by the presentation of such works as Giorgos’s Kouro-
upos Le Tricot Rouge, which introduces a postmodern material while still retaining
some allegiance to more “traditional” formal processes. However, these two readings
are in no way mutually exclusive but rather complementary, underscoring the range
of forces at play affecting the broader developments of musical life during the last
quarter of the 20™ century in Greece.
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Baaua Xpucronyay

HAUITMOHAAHA HEPCIIEKTUBA U UHTEPHAL[TMOHAAHE HUTHU
IIOCTMOAEPHHM3MA HA HETO_] T'PYKOJ HEAEAUW CABPEMEHE MY3UKE

(PE3UME)

ITera rpuka Hepemsa caBpeMeHe MY3HKe OApXKaHa je 1976. ropuHe y ATHHH.
Peneniuja aBaHrapAHUX A€AQ, KOja Cy Ce HAAa3HMAA ¥ CPEAUIITY IPETXOAHUX
H3AaEba OBOT $peCTHBAA], ADAMATHYHO Ce IIPOMEHHAA — OA TIOAEMHYKOT U/ HUAN
€HTY3MjaCTHIHOT CTaBa HPUCYTHOT ¥ IPETXOAHUM U3AABUMA, AO MUPHHjeT U
KputuuHHUjer ctaa y Ileroj cepmunu. OBa 3HauajHa MpoMeHa ITOBe3aHa je ¢
HAIIMOHAAHUM ITOAMTHYKHMM H HACOAOIIKMM pasdao3uma. MehyTum, y mupem
€BpPOIICKOM KOHTEKCTY OBa IPOMeHa MOXXe YKasHBaTH M Ha IpeAas3ak ca
MOAEPHUCTUYKOT Ha TOCTMOAEPHHCTHIKO CXBaTame.

OBaj paa uMa 3a IIUAd AQ UCTPAKH KAKO ABE Pa3AMUYHTE IepCIeKTHBEe MOTY
YTHIJATH Ha KOHCTPYKIH)Y 3HaUeHha THX My3HIKHX Aoral)aja 1 cTaBsa akijeHaT Ha
»ACHAIIMOHAAM30BaHy  HEPCIEKTHBY, KOja y IIPBH IIAQH HCTHIE AUPEKTHH)Y Be3y
0A epudepuje Ka Xapu3MaTuIHuM IeHTpuMa. C jepHe cTpaHe, U3 HaIlHOHAAHE
IepCHeKTHBe, IOMEHYTa IPOMEHa IMIOBE3aHa je Ca BOJHOM AMKTATypOM Koja je
ycrocraBaena y Ipukoj 1967. roaune, a ykunyra 1974. ropune (Leotsakos 1976).
Crora cy 1 KOMIIO3uIIHje IOpyYeHe OA IPUYKUX KOMITO3UTOPA M BIXO0BA pelielIiyja
ToKkoM YeTBpTe Hepese MpeACTaB/AAE AMPEKTHE AU HHAMPEKTHE H3pase
npoTecra poTHB AuKTaTopckor pexxuma (Tsagkarakis 2013). C apyre cTpate,
HAIIOp IPUKe ,IPOrpecuBHe” My3HYIKe 3ajeAHHIIe A PABHOIIPABHO KOMYHHUIMpA Ca
HMHTEPHALMOHAAHOM aBaHTaPAOM AOBEO j€, HajIIpe, AO MPUCBajarba MOCTMOAEPHUX
TEXHHUKA Y My3UYKUM ACAMIMA, 2 3aTHM U AO IIPUXBaTaka M MUPHOT CAallOCTOjamba
HEKOAMKO TpeHAOBa. OBaKaB CTaB je OUMIACAQH Y peakijujama iy barke TokoM Iere
cepmurie. ITocaepnano, Ilera Hepesa ce MOXKe IOCMATPATH Y CBETAY CBEOIIITHX
npomena y I'puxoj u EBporu rora po06a (Romanou 1976, Christopoulou 2009,
Samson 2013). Y oBoM KoHTeKcTY, 0Baj pap he ce pokycuparu u Ha crenuduysa
MysH4Ka Aea, toce6Ho Le Tricot Rouge kommosutopa Joproca Kypymoca (Giorgos
Kouroupos), Kao 1 Ha OIIITe CTaBOBe My3HYKe 3ajeAHHIle, YKayuyjyhu Ty
KOMITO3UTOpE, U3Bohade, MyOAUKY U KpUTHYAPE.

Kay4uHE PEYM: nocTMopepHu3aM, I'puxa, Ieta rpuka Hepesa caBpeMene My3uke, rpaduike
u Bepbaane maprurype, [noproc Koypoymoc
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ABSTRACT

In considering the chosen topic, I proceed from the complex relationship between
music history, music historiography and musicology, focusing on musicology as
an interdisciplinary branch of music history. I consider the issue of its future from
two viewpoints: 1) from the viewpoint of the future which we can control through
professional means, striving for a certain professional vision and the highest professional
criteria, and 2) of the future we cannot influence through the profession itself. This aspect
of the future is a problem of peripheral musicologies, because these are axiologically
dependent on the centre’s relationships towards the Other and scepticism regarding its
evaluation.

KeywoRDS: music history, music historiography, musicology, centre, periphery

On this occasion I would like to consider the issue I have chosen as my direction of
pondering the future of our scientific discipline, from two angles: from the angle of
the discipline itself — pointing to the aspects of its future which we can influence by
professional means, and from the social angle — pointing to the aspects which we
cannot influence in that way but can only try to, by some other means, first of all the
social, that is, those which are beyond our discipline.

* This research was carried out as part of the scientific project of the Department of Musicology of the
Faculty of Music in Belgrade Identiteti srpske muzike u svetskom kulturnom kontekstu [1dentities of Serbian
Music in the World Cultural Context], supported by the Ministry of Education, Science and Techno-
logical Development of the Republic of Serbia.
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Reflection on the future of music history - as is the case with the future of any
other phenomena — implies an orientation towards the meaning and sense of that
phenomenon in the present; of course, provided that the way towards the future is
considered as a process in which the past bequeaths to the present its living matter
that will in some form outlive this present, and become the past from the point of
view of some future present. If, from that viewpoint, we were to comprehend the lack
of a great narrative, being supplanted by the co-existence of divergent small narratives
about music as an identifiable feature of the present in the sphere of musical research,
the history of music would necessarily appear as a multidimensional, hybrid discipline
with different perspectives of the development and survival of the components of that
multidimensionality; and thereby, to some extent, the inadequacy of its very name.

In this respect, the most stable are those components of the phenomenon of the
history of music which have outlasted the past, and the most questionable are those
that feature the current moments of research approaches to music. Hence, the term
history of music is most enduring in its elementary, oldest meaning, something which
we often forget, and which ultimately has a phenomenal basis. Namely, this applies to
all occurrences of music itself, generally of sound as music, given that music already has
its history as an aesthetic phenomenon,* regardless of the extent to which this history
is — and whether at all — discovered and scientifically investigated.’

Then, the term history of music also signifies a science that provides a knowledge
of the history of sound as music. That is why the syntagm history of music is a blanket
term for various methods, branches and (sub)disciplines of musical research: for the
historiography of music — that is, for the aspects of representing mostly the historical
sequence of musical occurrences, as well as dealing with composers’ biographies, and
all that based on scientifically explored, systematized and processed factual materials;*
for research procedures that are close to historiography, and which Adler in his text
“Umfang, Methode und Ziel der Musikwissenschaft” (Adler 1885) defines as histo-
rical musicology; then, for the analytical-theoretical approaches to music, which Adler
would place in the focus of systemic musicology (Ibid.); and then, quite generally and
undifferentiated, for contemporary musical examination (in the sense of the history
of contemporary music). This examination is characterized by interdisciplinarity as
the basis of the contextual interpretation of music, which is the main point of critical

2 For a more extensive elaboration of this issue, see Treitler 2001: 356—377.

3 Inthat sense, the history of music exists in a way in which the laws of nature existed and acted before

we became aware of them, that is, before they were discovered.

4  As historiography has changed its focus in different historical, philosophical and cultural condi-
tions, it has its own history that reflects these conditions by representing various problem-research orien-
tations such as, for example: in the eighteenth century, the chronological classification and periodiza-
tion of musical styles; in the nineteenth, issues of national identities; or in the twentieth — besides the
above-mentioned orientations, also an intensified tendency towards the more comprehensive writing
of historical surveys of music, such as the Oxford History of Music or the New Grove Dictionary of Music.

For more about this, see Beard and Gloag 2005: 61-63.
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musicology as the prevailing postmodern practice of scientifically dealing with this
art. By the nature of things, those methods, branches and disciplines whose profiles
and practices have been steadily developed and affirmed, seem to have the most pros-
pects for the undisturbed preservation of their own identity in some future times.
However, interpretive practices can easily reach the point where disciplinary speci-
ficity might be lost.

But since Adler’s official foundation of the science of music, and his essentially
still relevant classification of it, the term history of music — although it has remained
in use in all of the above given meanings — has become too narrow and inadequate to
signify the particular musicological ramifications that have appeared during the deve-
lopment of musicology after Adler, both within historical and systemic musicology,
and also where they permeate each other, too. In particular, that term has become
inadequate for signifying critical musicology, and branches such as cognitive musi-
cology, psycho musicology, neuro musicology, zoo musicology, and many others,
which have evolved in the tracks of criticism, more specifically, from issues that domi-
nate the interpretive interest of musicologists in terms of themes and problem circles,
and their results. Those interpretations can have a broad span whose interdisciplina-
rity might easily shift into transdisciplinarity. And that would mean the annulment
of the “spherical model” of disciplines (Welsch 2010: 39-65), which still functions
in interdisciplinarity, despite its transdisciplinary symptoms (Veselinovi¢-Hofman
2016: 92-99). In other words, it would mean the removal of disciplinary competencies
through optional combinations of established disciplinary methods and procedures,
more precisely, treating them as irrelevant. And in this manner of neutralizing disci-
plinary identities, the very object of interpretation would also be neglected. Because,
in a transdisciplinary treatment it does not act primarily as the object of analysis and
examination but as the starting point, as an incentive for imaginative representations,
descriptions, free associations and observations, which pass through disciplines, in
fact surpass them, without lingering in any of them. And caught in such an interpre-
tive net, the music as an object with the characteristic traits of its various appearances
might be completely suppressed. The transdisciplinary focus is not on music and its
theoretical interpretation in which some musical phenomenon will figure as a reco-
gnizable object, but on reflections that can be evoked by any of the object’s elements
(even extra-musical) and subsequently guided by a transversal path (Veselinovi¢-
Hofman 2016). Thus, in practically an unlimited associational efflorescence, in which
the object moves away from itself, it ceases to be relevant as the real object of inter-
pretation; it becomes merely a reason for the interpretation.

But although an existential crisis is lurking around musicology from the direction
of transdisciplinary practice, since it neglects both the competencies of this science,
and the ontology and authority of the world of music as the science’s object, in prin-
ciple and from a personal poetic attitude I still advocate the risky paths of critical
musicological trends (Veselinovi¢-Hofman 1998; 2005; 2007). With the awareness
that between interdisciplinarity and transdisciplinarity, as the agency of the latter,
there exists hyperinterpretation. It is crucially initiated by the transversal mind, so that
transdisciplinarity is actually its fulfilment. I here refer to the phenomenon close to
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that which Umberto Eco explains as “overinterpretation”: as a kind of interpretation in
which “the rights of the interpreters have been overstressed” (Eco 1992a: 23), whereby
the fact has been ignored that besides “the intention of the interpreter” and “of the
author” of the text to be interpreted, there also is “the intention of the text” (Ibid: 25).
With this observation Eco ultimately introduces the reader into the process of inter-
pretation, whereby he considers “the intention of the text” as the result of the reader’s
speculations about the intention of the text. To unravel this intention, the reader must
become immersed in the text and draw conclusions about everything the text could
be saying. He arrives at these conclusions on account of the coherence of the text,
the consistency of its signification system and, of course, his personal interpretational
expectations and understanding: If the system’s consistency is missing, the interpre-
tation is on the way to becoming a goal in itself, and ignoring the “semantic isotope”
relevant for the text in question (Eco 1992b: 62). In other words, when we exceed the
boundaries of a reasonable interpretation in which its object must be recognized, “we
simply risk facing a linguistic paradox”. (Eco 1992a: 41)

And yet — as I emphasized four years ago when I raised this question about musi-
cology and transdisciplinarity® — the problem of the disciplinary crisis of musicology
does not occur when the transversal method is applied to music by authors who are
not musicologists, but by those who are musicologists. The reason is that those who
are not, have no responsibility at all towards the competencies of musicology, and,
besides, their reflections on music might be very inventive and original; in any case,
they can be enriching for the reception of music. The crisis is however incited by
authors who are professionals in musicology, but resort to relativization and disre-
gard of the profession’s standards, and thereby also to the conscious undermining of
the profession’s integrity.”

But regardless of the extent to which an interdisciplinary musicological interpreta-
tion is ramified — including even what I would call the symptom of passing contexts, that

5 “Thus it is possible to speak of the text’s intention only as the result of a conjecture on the part of
the reader. The initiative of the reader basically consists in making a conjecture about the text’s inten-
tion.” (Eco 1992b: 64)

6 It concerns my contribution to an international debate on the crisis in the humanities, within the
conference “Beyond the Crisis in the Humanities: Transdisciplinary Transformations of Contemporary
Discourses on Art and Culture”, held in Belgrade, on 24 and 25 April 2015, at the Faculty for Media and
Communication of the University Singidunum. A book based on this conference was published a year
later. (Veselinovi¢-Hofman 2016)

7 On this occasion, I will not go into the reasons for such an attitude, which, otherwise, may origi-
nate not only from the general attitude of a musicologist towards the necessary and sufficient integrity
of his own profession, but also from his psychological and ethical attributes, or, perhaps in the first place,
from social benefits in the sense of the fulfillment of criteria that enable faster and easier personal pene-
tration into the global market of discourses on art. The transdisciplinary method in particular is much
“quicker”, in terms of marketing and socially much more agile and pervasive than the interdisciplinary

method which still implies delving deeply into disciplines and not traversing them.
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is, contexts that in an interdisciplinary discourse are only indicated, through which
the thought just passes without any development and argumentation — it will remain
musicological as long as by professional methods and the means of musicology, and
together with music as its object, it is maintained as recognizable and authoritative
in the “brilliant flash of idiosyncratic writing” (Treitler 2001: 357-358).

Actually, what I am referring to is the future of musicology, which we can keep
under control; which we can influence in one or another direction. And, it certainly
concerns the future in which we can enrich musicology with new views, visions, new
interdisciplinary connections and still untested pathways of research, without jeopar-
dizing it as a profiled scientific area, in any sense.

In the main, Serbian contemporary musicology implements such a strategy; our
academic practice in the field of musicology is deliberately and zealously attached to
that goal, and the results achieved so far, for the most part fulfil the highest criteria
that our state bureaucracy prescribes in accordance with the requirements of the
respective system that, in not-so-mutually-different local variants, functions on a
global scientific ground.

That system of the bureaucratic implementation of a specific canon is metapho-
rically called by Kevin Korsyn the Ministry of Truth (Korsyn 2003: 25)* paraphrasing

8  The Ministry of Truth is one of two occurrences that Korsyn considers as the main causes of the crisis
in the field of musical research, more precisely, of contemporary musicology, which, from the angle of
its academic discourse in the USA, he specifies as the historical. Otherwise, to mark academic musical
investigations on a global level, Korsyn uses terms such as “musical research” or “musical scholarship”.
(Korsyn 2003: 192, fn. 11)

To designate the other cause of the crisis, Korsyn applies, also metaphorically, the syntagm of the Tower
of Babel. By means of this formulation he points to the differences of thoughts, methods, procedures,
languages and discourses among musicological practices and policies, more precisely, to their “fraction-
alization”; in fact, primarily to “rhetorical violence among factions” (Ibid: 176). Thereby, he does not
consider the crisis is in the very existence of different discourses, but in the lack of communication which
he notices among them, in both their mechanical and their oppressive co-existence. Therefore, as a way
to overcome this situation he proposes, on the one hand, reliance on the logic of the Mobius Strip as the
criterion of a desirable research view of the relating of disciplines, at which their boundaries disappear
through the seamless transition of one discipline into another. He exemplifies that by the relationship
between the history of music and the theory of music, as opposite members of the binary hierarchy,
and thus in the way they are positioned in the light of the standpoints of Josef Kerman (Kerman 1985)
and Kofi Agawu (Agawu 1993). By means of a deconstructive procedure Korsyn has demonstrated that
these disciplines are mutually determining, in the sense that “theory becomes history becomes theory
becomes history in a never-ending cycle, as each impulse turns into its opposite without ever reaching
a synthesis or coming to rest”. (Korsyn 2003: 89)

On the other hand, in close connection with the previously said, and relying on Chantal Mouffe and her
explication of the difference between antagonism and agonism, Korsyn infers that we ought to strive for
the building of such a musical-research community that shall ethically rely on tolerance and agonism: on
opposed relationships, which would work on the constructing of their “shared symbolic space in which
differences would be nonoppresive”. (Ibid: 177)
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George Orwell from his book 1984. As the crisis point of this system, he singles out
the kind of professionalization in which “the bureaucratic treadmill manufactures
individuality - or a type of individuality — even as it produces conformity” (Korsyn
2003: 26).°

As we know, scientists’ obligation in university practice — and not only there! —
is to fulfil bureaucratic requirements that aim at influencing professionalization, first
of all in the sense of the unification of criteria on the evaluation scale of the quan-
tity and quality of scientific work. Evaluation tables, the index of quotation, the “cult
of the abstract” and “its circulation” in the role of information, reports and various
reviews, “whereby knowledge is summarized, paraphrased (...) so that it can assume
a portable form in the competition for cultural capital, becoming a kind of currency”
(Korsyn 2003: 24), and then, research categories as the mark of the scientist’s rating,
but also educational compression and acceleration in an endeavour to enable students
to venture into the musicological market as early as possible, function as the basic
forms and demands of a practice, whereby the Ministry of Truth regulates the way to
relevance in scientific research, based on which it classifies achievements, evaluates
them and financially supports them as commodities (Cf. Korsyn 2003: 21-27).

All musicologically relevant institutions are bound in a network to the above
described system, but, in addition, within this network, they themselves perform
various estimations and selections according to their own, individual programme
orientations and criteria, whereby they significantly regulate discourses on music.”
And in the end, administration is nevertheless the one that by its own excellence
confirms the excellence in everything: teaching, research projects, the ranking of
teachers, universities, students... (Cf. Korsyn 2003: 21).

But, at the same time, bearing in mind Foucault’s “radical shift from conceiving
power in negative, repressive terms to seeing it as productive”, Korsyn emphasises
that “[w]hen the status quo demands constant change, however — when the system
itself demands relentless progress and innovation — change and constancy can trade
places, turning into each other” (Korsyn 2003: 26).

From that angle it can hardly be denied that the power of market logic and compe-
tition, which are now dominant in the field of musical research — and in whose mecha-
nism quantity can seriously endanger quality! — have had a significant effect in inten-
sifying our musicological production, on aspects of musicological activity in Serbia,
and also on their visibility on the domestic and foreign musicological market.

And yet, we must ask ourselves what the current degree of visibility achieved
so far in the domestic and global system of the Ministry of Truth essentially means

9  That is why taking into account Michel Foucault on this subject, Korsyn would say that “[t]he
new forms of power colonize individuals from within, so that they submit willingly and spontaneously”.
(Ibid: 27)

10 For example, according to these criteria, institutions sponsor awards; journals; projects; reward
students; support peer reviewed investigations; organize conferences and select conference submis-

sions. (Cf. Korsyn 2003: 21-22)
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for our musicology in the future. I find that this needs to be answered realistically
by saying that it is about a future that will not be much different from the present,
since in this respect it concerns a future that we cannot influence through the profe-
ssion itself, contrary to the future of musicology as an interdisciplinary science and
a science turning towards transdisciplinarity, whose future, as stressed above, can
be shaped within the framework and means of the discipline itself. In other words,
the future of the real visibility and presence of our musicology as the living matter
of the present at the global level, is no longer solely a professional issue. Although
the “archive” of the Ministry of Truth clearly shows that Serbian musicology receives
appropriate recognition for appropriate results — in the field of pedagogy,” the sphere
of scientific work, and the engagement of individual musicologists in various inter-
national bodies — there are also clear indicators of the reality in which that measure
of our presence, meaning, true respect on the world musicological stage depends,
crucially, on the politics of the centre, that is, centres of influence and adjudication. In
that framework, Serbian musicology belongs to the category of the Other, for which,
granted, the centre advocates generally and declaratively, indeed with a great many
practical steps, too. However, essentially, it seems as if the centre does not feel an
authentic, true need also to take into account the research results of that Other, as
potentially, equally relevant as its own. For example, I cannot find any convincing
professional reason for a situation in which the musicology of the centre does not
also feature — on an equal footing! — original and interesting musicological viewpo-
ints and treatises on some issues, which come from the periphery, especially when
they are chronologically even older than those which deal with the same issues, and
originate from the musicology of the centre.

Let me give just a symptomatic example of this absence of the habit of taking the
periphery into consideration. It is a “standard” example, which means that the number
of its other appearances is not small. Thus: our two leading musicological institu-
tions — the Department of Musicology of the Faculty of Music, University of Arts in
Belgrade, and the Musicological Institute of the Serbian Academy of Sciences and
Arts — regularly organize international scientific gatherings. Usually, quite a number
of musicologists from all over the world, including the countries of the centre parti-
cipate in them. The selected contributions are printed in their extended versions in
the corresponding thematic collections, which are available to all the authors of the
texts, and all the participants in the gatherings. However, one is left with the impre-
ssion that the majority of participants who belong to the central musicological regions
do not read the papers from the periphery. For instance, some of these participants
failed to notice the papers by their colleagues from the periphery, when, in some of
their further investigations, they dealt with issues akin to those from the conferences’
topic areas, otherwise issues about which our authors had expressed very grounded
theoretical views, proposals for new research directions and new evidence. In this

11 Here, I shall mention only the twice-accepted project proposals (in 2014 and 2017!) with which the
Department of Musicology of the Faculty of Music in Belgrade has become a participant of the Erasmus+
Programme: Higher Education, Jean Monnet Module.
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regard, I am not at all saying that somebody should have commented on those works
(under the assumption that somebody had read them in the available collections of
papers). I am merely saying that those papers from the periphery, should also have
been indicated as existing in the corresponding bibliographies, in addition to those
that originated from the centre.

Ultimately, in this case, it appears that the true state of affairs concerning the Other
is characteristically revealed. And that in such a constellation even the highest achie-
vements of the Other can be a priori treated with scepticism, regardless, even, of the
Other’s high position as approved by the Ministry of Truth. However, this is not a case
of a situation that can be improved by musicologists themselves, because, as already
stressed, it is not only a musicological issue but an issue of the entire cultural and
socio-economic authority of the state that stands behind musicology (or any other
profession), of the maturity of its political mind, and the standards of its action.

Hence, not every Otherness is equally positioned towards the centre, and not every
peripheral musicology has an equal meaning, sense and value from the viewpoint
of the centre. From this aspect, our musicology is not only a “proven” Other, but
marginally Other.* And it will remain in such a position until it is supported by the
state’s appropriate reputation and the strength ofits cultural, economic and political
“passport”. Because, ultimately, it is precisely this “passport” which makes or does not
make us marginal. Today and in the future.
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MurjAHA BECEAMHOBUE-XOOMAH

(¢} BYAYBHOCTH NCTOPHJE MY3HUKE Y IIPOPECHMOHAAHOM U ITEHTPAAHO-
IIEPUOEPHOM EBPOIICKOM MY3HNYKOM OKPYXEWHY

(PE3UME)

Tema KOjy caM 06paprAa y OBOM pasy OAHOCH Ce Ha ABa BaXKHa, a Melyyco6HO
HEOABOjHBA, YBPCTO MPOTKAHA IPOo6AEMa, Ca KOjIMa Ce HY>KHO CyOodaBaMo Kapd
[OCTaBUMO IHuTame 0 6yayhHOCTH HcTOpHje My3uke. Ped je o oppehemy mpema
CaMOM IIOjMy HCTOpHje My3HKe, TOME IITa HCTOPHja My3HUKe 3a HAC 3alpaBo 3HAYH
H, Y OAHOCY Ha TO, 0 oppeljemsy pema sHauemsy U CMICAY BeHe OyayhHOCTHL

Crora caM mpu pasMaTpamy 0pAabpaHe TeMe IIONIAA OA KOMIIAEKCHOT OAHOCA
usMehy ncTopuje Mysuke, ucropuorpaduje Mysuke U MySHKOAOTHje, cxBaTajyhu
TEePMUH UCIiopuja my3uke y TpojakoM cMucAy. Kao ommiry, 3a cBe mojase 1 poorahaje
U3 caMe My3H4Ke IPOIIAOCTH aAH, jEAHUM ACAOM, HCTOBPeMEeHO U Ka0 CHHOHUM
32 MCTOpHOTrpadujy My3HKe U My3HUKOAOTHjY; Aakae — y oapeleHoj caraacHoCTH
ca TymauemeM Aea Tpajraepa — 1 Kao 3Hame 0 Toj mpomaocTu. OAHOCHO, Kao
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TepMHUH KOjUM ce 00yXBarajy ANCKYPCH O pasHUM II0jaBaMa U sorabajuma us
My3HYKe CTBAPHOCTH jeAHOT T'€OIIOAMTHUYKOT M KYATYPHOT aMOMjeHTa, a Ha TeMesy
Hay4HO UCTPAXEHOT, CHCTeMATH30BAHOT 1 0Opal)eHOr YnmbeHIYHOT MaTepHjaAa.
To 3Hambe O IPOIIAOCTH IIPOAYKYje Ce Pa3HUM MeToAaMa, Melyy KojiMa je KaydHa
My3HKOAOIKA. My3HKOAOTH]ja je TaKo 0BAe cxBaheHa Ka0 HHTEPIIPETATUBHO-
KOHTEKCTYaAHa ,TIPOM3BOAMA” 3HAtA 0 WLOM 3HAY Y OKBHPY HUCTOpHje MY3HKe,
a ca OCAOHIIEM y aHAAUSH CaMe My3U4Ke CyIICTaHIIe.

Yepeacpebyjyhu ce y oBoM paay yrpaBo Ha My3HKOAOTHjy KaO HHTEPIIPETATHBHY,
HMHTEPAHUCIMIAMHAPHY IPaHy HCTOPHje My3UKe, Pa3MOTPHAA CaM IIUTamkbe BheHe
OyayhrocTH, C jeAHe cTpaHe, C 063MPOM Ha TPAHCAUCIUIIAMHAPHOCT K20 KPH3HY
TayKy pa3Boja My3UKOAOIIKe HHTEPAUCIIUIIAMHAPHOCTH H, Ca ApyTe CTpaHe, C
0031pPOM Ha AUXOTOMHY IIPUPOAY 32IIAAHOEBPOIICKOT BPEAHOCHOT CHUCTEMA, ¥
KojeM oaHOC u3Mel)y HeHTpaAHOr U epruepHOr jour yBeK GYHKIJHOHHUIIE K0
jeAaH OA TeMesHHMX BPEAHOCHHUX OpHUjeHTHpA. APYTHM pedrMa, UMaM Y BHAY
OyayhHoCT KOjy MOXKEMO A2 KOHTpOAHIIEMO 00AKKYjyhY je y ckaaay ca oapeheroM
po¢eCHOHAAHOM BH3HjOM M HajBUIIMM IPO(PECHOHAAHNM CTAaHAAPAUMA, AAU U
OyayhHOCT Ha KOjy He MOXKEMO AQ YTHYEMO IIPOPECHOHAAHIM CPEACTBHMA, Y KOjOj
YaK Y TH HajBHUIIN AOMETH BPEAHOCHO ITOAAEXY OAHOCY IIpeMa gpyiom U CKEeIrcH
IIPU BeTOBOM YBaXKaBakby.

ITuTarme mTa y TAKBMM OKOAHOCTHMA CPIICKA My3HMKOAOTH]ja (Kao ,0cBepOYeHn”
gpyiu!) AAHAC 9MHHM M 10T 61 jom MOTAa/Tpe6aAo A2 YIMHH, GUAO je TOKpeTauKH
MOTHB 32 HaCTajame OBOI HAIKCA, a TOKYIIAj OArOBOPA Ha TO IIMTake — Bheros
KeoeHH LU/,

KaAYYHE PEYU: HCTOPHja MY3UKe, HCTOpHOTPadHja My3uKe, My3SUKOAOTHja, IIeHTap,
nepuepuja
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ABSTRACT

In the 1960s, the quantity of publications on aesthetics of music significantly
increased in Hungary. The variability of the subjects, the approaches and the
opinions are result of an explicit ideological reordering based on the consequently
articulated politics of anti-Stalinism. By the mid-sixties the economic founding
and sustainability of socialism and its optimized operation became the crucial
problem for the power, hence the importance of natural and social sciences
increased in the public discourses. The arts were no longer treated as mere
illustrations of the political power and its intentions. I focus on the main
contributions to aesthetics of music of the so-called creative Marxism written
by three internationally acknowledged Hungarian scholars of this period: Jézsef
Uijfalussy, Dénes Zoltai and Janos Mardthy. Selected texts are analized from
theoretical points of view and interpreted in the context of the Hungarian cultural
policy and the national and international career of their authors as well.

KEYwORDS: socialist realism, music culture, Hungary, 1960s, anti-Stalinism

INTRODUCTION

In the 1960s, the quantity of publications on aesthetics of music based on original
researches significantly increased in Hungary. The variability of the subjects, the
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approaches and the opinions discussed in the lively debates indicates that the repre-
ssion characterising the 1950s was gradually diminishing the process of liberaliza-
tion of the public and private life together with the culture began (see Romsics 2011:
879). The strengthening of this tendency was founded on the consciously articulated
politics of anti-Stalinism “that was sanctified by the 20" Congress of the Commu-
nist Party of the Soviet Union (CPSU) 14-25 February 1956. At that time, the Soviet
leaders announced the principle of the peaceful coexistence of the two social systems.
They expressed and canonized that there are several ways to reach socialism and that
the mechanic reproduction of the Soviet model would result in mistakes” (Romsics
2011: 881-882). After the Hungarian Revolution of 1956 it became obvious that the
practice of political oppression is , thanks to the emigrants more and more people
could get information about the life beyond the iron curtain (see Rainer 2016).

The codification of anti-dogmatism and coexistence, and the broadening of
the worldview in informal ways changed the official position concerning the arts.
A 1958 document of the Hungarian Socialist Workers’ Party (HSWP) (MSZMP
1958) declared the acceptance of all humanistic efforts existing besides the social
realism (see Romsics 2011: 895). There was one more important tendency of the
ideological reordering. By the mid-sixties the economic founding and sustaina-
bility of socialism and its optimized operation became the crucial problem for
the power; the natural and social sciences came into prominence in the main
discourses, so the arts could discharge the ballast of direct conveying of political
ideology (see Kalmar 2004). Although the arts remained important means of the
shaping of personality, they were not treated any more as mere illustration of the
power and its intentions.

MUSICAL REALISM AND ITS THEORETICAL FOUNDATION

Jozsef Ujfalussy played a historical role in the positioning of music under the present
circumstances of the socialist culture in Hungary. In his book A valésdg zenei képe
[ The Musical Image of Reality] (Ujfalusy 1962), he undertook to concretize the basic
categories of the general aesthetics of Marxism-Leninism in music to create a theore-
tical foundation for the debates on musical realism. He wanted to complete “the rese-
arch method based on the category of intonation of historical-materialist aesthetics
of music with a dialectical-materialist contribution” (Ujfalusy 1962: 157). Ujfalussy’s
main questions are: is the music capable of mirroring the objective reality and how do
the socially determined relations appear on the different levels of music? His achie-
vements were methodologically fundamental in terms of the theoretical coherence
of Marxist aesthetics and the discourse concerning socialist realism.

Analysing the musical substance, Ujfalussy argued for the concept that the musical
sound with its peculiarities (fixed pitch, timbre, volume, temporality) is not a natu-
rally existing phenomenon, but a product of a socially determined stylizing process in
which the individual effort of understanding the world and the collective interest of
communication are of cardinal importance. According to Ujfalussy, both understan-
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ding and communication are originally based on the reduction of the phenomena to
the essential characteristics apprehensible by the senses. The stylized characteristics
and forms referring to concrete objects or relations of reality are results of the specific
possibilities of imitation and its repetition in collective dimensions (see Ujfalusy 1962:
22,30). The imitation of the audible side of reality shows a kind of impoverishment
in comparison to the richness of the original, noise-like soundings referring to the
objects almost so explicitly as the verbal concept. According to Ujfalussy, the simpli-
fication and purification of the acoustic imitation led to the clarity of musical sound.
As he argued, its fixed quality in pitch and timbre is an abstraction from the characte-
ristics of static objects whereas the alternation of pitches, volume etc. and its measure
and temporal articulation are abstracted from the dynamic features of reality (see
Ujfalusy 1962: 30-33). Thus Ujfalussy characterised the musical material as a system of
static and dynamic coefficients (differentiated musical parameters and their changes)
derived from the reality to evoke reality itself and this way he defined music as a gene-
ralized sounding depiction of the experienced world.

It was Ujfalussy’s innovation to deploy certain accomplishments of psychology
and neurophysiology” in this aesthetic theory. According to him, the effect of music
does not depend exclusively on pure musicality. Through the perception of music,
a broad circle of mental images is activated which is based on the transposition and
integration of the kinesthesia of motor muscles and sense organs to dynamic stere-
otypes® in the higher neural processes informing the man about the relations of the
objective reality and about his subjective relation to them as well (see Ujfalusy 1962:
146-149). Ujfalussys genuine interpretation of musical influence on emotions sprung
from this concept.

These statements concerning the genesis and meaning of music had an explicitly
antidogmatic character. Especially because these statements concluded in the negation
of the vulgar Marxist theory which originateds music from work. As Ujfalussy said, in
labour songs music is an already existing thing and in order to know what the music is
and how it conveys specifically human content, we must avoid the unscholarly practice
of using notions of our culture to interpret the historical past (see Ujfalusy 1962: 5-19).

Analysing the logic of the development of musical formulas, Ujfalussy similarly
focused on the objective reality and the social determination. He stressed that besides
the physical qualities of musical sounds and the general categories of human cogni-
tion, the moments originating from the collectivity are also fundamental (see Ujfalusy
1962: 40—42): the physical and physiological measure of ability to unite into harmonic
relations and the cognitive orientation by the categories of identity and noniden-
tity are the fundamentals of the selection of the interval set from which the simple
formulas and the syntactical basics are built, and which can be observed in clear forms

2 Ujfalussy referred to several works of P.M. Jakobson, L. Kardos, IL.P. Pavlov, G. Révész, C. Stumpf,
B.M. Teplov.

3 The concept of dynamic stereotype used by Ujfalussy came from Pavlov.



128

MY3UKOAOTHJA / MUSICOLOGY 26-2019

at the beginning of the melodic and harmonic evolution.* The historical unfolding of
this evolution, the differences and the increasingly complex logic of the musical thin-
king in different cultures, nations, classes, genres etc. are determined mostly by the
concrete and historically changing social circumstances (see Ujfalusy 1962: 42-54,
94-101).

The third level of the analyses is the semantic typology of increasingly complex
musical units. Mental images of kinetic experiences and the connecting visual (move,
luminance) and gestural associations represents the first category which is in a close
relationship with the higher integrative activities of the neural system mentioned
above (see Ujfalusy 1962: 106108, 110-111). The directly sensual and naturalistic refe-
rences constitute the second group involving timbre imitations of acoustic pheno-
mena of objective reality and the formulas of few tones referring to a concrete object
(e.g. sound imitations, see Ujfalusy 1962: 112-113).

The third category includes elaborated semantic units with their meaning origi-
nating from the social practice. Such a general content or situation can also be evoked
by a timrale imitation (e.g. the hunting, the forest or even the nature by a horn). The
citations from already existing compositions interlinked closely with certain charac-
ters, ideas, types of behaviour, social classes or epochs also belong to this category.
According to Ujfalussy these can be indicated in a more general level also by different
genres and styles whose general nature gives more possibilities to deploy the crea-
tivity and individuality of the composer. The intonation is interpreted by Ujfalussy
as the highest level of this double tendency of the generalization in the content and
the individualization by the composer. According to him, the essential feature of this
special type of evoking a socially fixed general content is that the characteristics of the
forms crystallized in the collective practice are completely assimilated into the indivi-
dual style of the composer which requires the cooperation and mutual complementa-
tion of the three levels of this typology in the articulation of the content (see Ujfalusy
1962: 114-118). Thus intonation regarded as the musical equivalent of the notion of
type of the general aesthetics is described as a physically, physiologically, psycholo-
gically, historically and socially determined category integrating the moments of the
individual compositional style as well.

In his work Ujfalussy explicitly intended to give an evaluation concerning the
music of the twentieth century (see e.g., Ujfalusy 1962: 87-88). According to his
starting point the individual’s relation to the world can be directly realized by the
emotions which are also fundamental motivations of action. Furthermore, the
social function of arts is exactly the refining of the culture of emotions. According
to Ujfalussy this can be achieved the most effectively through the artworks having a
subtle system of expression. From his dissertation we might conclude that musical
works can only fulfil this criterion if, instead of the mere sensual and hedonistic
moments, the socialness, that might be described by the category of intonation, plays
the decisive role in the composition and the reception. It can also be seen, that accor-

4 Ujfalussy demonstrated his theory using examples from the Hungarian folk music and the tradi-

tion of European art music.
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ding to him, the required complexity must be graspable primarily by the senses, and
not only by the intellect, to talk about a piece of artwork.

Uijfalussy’s relationship to the modernity is characterised by a moderate conser-
vatism determined by these presuppositions. He stressed that Schoenberg’s school
and its tradition can not fulfil the criterion of the sensual grasp and Stravinsky
gave up the principle of the responsibility for the society. Ujfalussy declares that
although the fulfilment of the double criteria and the integration of European
traditions can be observed also in the works of Prokofiev and Honegger, the most
significant and “intercontinental” synthesis is created by Bartok, whom Ujfalussy
clearly considered as the paradigmatic composer for the socialist music culture (see
Ujfalusy 1962: 100-101).

THE MUSIC AND SOCIALIST REALISM
IN THE LIGHT OF THE GENERAL AESTHETICS

Dénes Zoltai, the philosopher and aesthetician, an important participant in the
discourse on the realism of music and the social realism wrote in 1964 his collected
theses A szocialista realizmus ‘irodalomkozpontisdgdnak’ meghaladdsa [ Exceeding the
‘Literature-Centeredness’ in Socialist Realism] (Zoltai 1969) which was published five
years later in a volume of his essays.*

These theses were originally intended for internal use to the debate of the Depar-
tment of Aesthetics of Institute for Philosophy of the Hungarian Academy of Sciences.
Due to their explicit references to the history of politics and scholarship they are espe-
cially relevant in terms of the actual state of the discourses on aesthetics of music and
also in terms of aesthetics in general. Zoltai declared the necessity of breaking with
the dogmatic concept of arts and with the interpretation of the socialist realism based
on the direct political efficiency. In his argument he focused on three fundamental
questions: what are the structural peculiarities of art in general and in its individual
branches when art is regarded as the reobjectivation of the reality; what is its histo-
rically changing function in the society; how do the individual artistic traditions of
the different societies determine the history of the socialist realism.

Zoltai’s reference to the 20th Congress of the CPSU made it clear that the way
scholars were thinking on the concept of art during the period of personality cult
could not be defended (see Zoltai 1969: 370). At the same time he declared that
the music research based on the category of intonation represents the method to be
followed by the creative marxist musicology (see Zoltai 1969: 368-369). However, he
still criticised the theory of B.V. Asaf’yev because of his phenomenological approach
to the form. As Zoltai argued Asaf’yev could not reveal precisely the nature of the
specific medium of music, i.e. of the specifically musical method of mirroring the
reality. At this point he referred to the historical researches of Ujfalussy (see ibid.,

5 There is a shortened German version of this volume (Menschenbild moderner Musik. Budapest:
Akadémiai, 1978) which does not include the studies mentioned in this chapter.
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369), nevertheless, it is obvious that he wanted to propagate his colleague’s achieve-
ments® in terms of the technical analysis of the “homogeneous medium” of music.

Examining the problem of “literature-centeredness” Zoltai focused on the objec-
tivity of the art and on the concreteness of the so called content and he differentiated
three fundamental questions (see Zoltai 1969: 358-360): first, whether literature provide
sufficient ground for the aesthetic inductions; second, if the isolable and verbalizable
ideal content is a specificity of art; how the relationship of these two questions deve-
lops throughout history and how it determines the aesthetic reflections.

Already at the beginning of his collected theses Zoltai states that the defining
character of art is its capability to evoke reality in its completeness and, in this way,
create the richness of experience in the recipient (see Zoltai 1969: 358-363). Oppo-
sing the concreteness of the notion, he identifies the artistic meaning and its scope in
a broader sense as a constitutive moment of art in general describing it with Lukécs’s
category of “undefined objectivity”. He reveals that the “literature-centeredness” inter-
preted as unambiguousness has nothing to do with literature and with arts in general.
An outstanding achievement of his collected theses is that it clarifies that the norm of
directly shaping the society, that is the agitative practice expected from art is a result
of the distorted view of the dogmatic period.

It is important to see that Zoltai points out that the dogmatic art concept is based
on the illusion as if the statements of Marx and Engels referring to the art would make
up a complete system. As he argued since they were not professional aestheticians and
their statements were motivated by their actual political aims it is a current challenge
to elaborate the Marxist aesthetics in general and in the different branches of art inclu-
ding the theory of the historically changing socialist realism (see Zoltai 1969: 363-364.).

Zoltai completes his arguments by emphasizing the different aspects of histo-
ricalness. Thus the collected theses can be an effective basis for exceeding the
concept based on extrinsic expectations, and for the establishing a more liberal
theory of art.® By stressing that the “socialist realism [...] is not the autonomous
realization of an abstract ‘principle’ or an aesthetic ‘ideal” (Zoltai 1969: 364). Zoltai
makes way for the unfolding of the concept that socialist realism is rather a general
method for the representation of typical emotions and attitudes being characteri-
stic of a certain social and cultural environment, than a norm prescribing elements
of form and content.

6 Ujfalussy published both his historical and theoretical achievements in his CSc dissertation analysed
above. Moreover, the director of the Institute of Philosophy was Jozsef Szigeti at the time who supported
Ujfalussy in the obtaining the CSs degree as an opponent.

7 The “homogeneous medium” category has a central role in the The Specificity of Aesthetic of Georg
Lukécs. Ujfalussy, Zoltai and Janos Maréthy belonged to the broader circle of Lukécs’s followers who
could read the his main work on aesthetics in manuscript. Their relationship can be seen also by the
adaptation of his category of “undefined objectivity”.

8 Igndc Romsics states that during the 1960s an increasing liberalization can be observed in Hungary

(see Romsics 2011, 897).
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In Zoltai’s interpretation the main characteristics of socialist realism are on the
one hand, the adherence to the human values of the European tradition in spite of
the crisis of the so called bourgeois world and its cataclysm in the 20th century and
the belief that these values become available for the masses and, on the other hand,
the ability to synthesize the “classical” forms of the artistic expression and the achie-
vements of their deconstruction (see Zoltai 1969: 384).

Concerning the historicalness it is of particular importance that Zoltai realized the
significance of national traditions in the development of socialist realism (see Zoltai
1969: 366-368). We must stress that Zoltai does not speak about folklore, folkloristic
style elements and patterns of intonation based on them which belong to the obso-
lete dogmatism characterised by the slogan “national in form, socialist in content”.
He argues for the concept that socialist realism evolves from the progressive local
traditions of the so called high culture, independently from the ideological or bure-
aucratic control from above (see Zoltai 1969.). Thus Zoltai points out implicitly that
there are many ways leading to socialist realism and we must accept the differences
of the branches of art and the various genres determined by the specific development
of national cultures.’

It is remarkable that the former political-ideological narrative based on the prole-
tariat does not play a role in Zoltai’s interpretation. The reason for this might be that
the “human values” often referred by him are considered universal, i.e. they can not
be monopolized by any classes of the society. The disavowal of the politically moti-
vated proletarian-centeredness in art theory was also strengthened by the Eighth
Congress of the HSWP where it was declared that the doctrine of “constant ‘inten-
sifying’ of class struggle” is not adequate anymore in Hungary and that “the founda-
tion of socialism has successfully ended [and] the ‘exploiting classes’ have ceased to
exist” (Romsics 2011: 896-897).

Besides the considerations on general aesthetics Zoltai focuses on the peculiarities
of the music regarded as the paradigm of the realism of art and art in general. As he
argues, the basically conceptless medium of music draws attention to two moments:
art in general has to be a representation based on sensual generalization and realism
is not identical with the objectively concrete and conceptually unambiguous imita-
ting of reality. According to Zoltai the cathartic representation of personal charac-
ters determined by the society, and the sensualization of typical emotions indicating
characteristic relations between the objective reality and the personality are the speci-
ficities of music and the realism of arts in general (see Zoltai 1969: 374, 385).

In these theses Zoltai articulates his opinion that the socialist realist music with
a high aesthetic quality is still only an unfulfilled promise (see Zoltai 1969: 368, 382).
Like Ujfalussy, he mentions the work of Bart6k as an example and aesthetic measure
of “combative humanism” and of synthesizing the different musical idioms.

Zoltai strengthened his main ideas in an article published within the frame of the
realism debate unfolded in the Social Review which was the ideological and cultural

9 This harmonizes with the statements of the 1956 Congress of CPSU and the 1958 directives of HSWP
cited in the Introduction.
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journal of the HSWP (Zoltai 1965). He stressed that socialist realism is a method
determined by the social mission, the observation and typifying of the social-human
reality, the belief that people can be formed by art and finally by the requirement of
cathartic representation of reality (see Zoltai 1965: 354 ). The latter’s appearance in
the musical and general aesthetic discourses is of a special importance, because the
experiential world of the recipient is a constitutive element of the catharsis and this
indicates that, according to Zoltai, it is an essential criterion of socialist realism that it
finds its way to a wide circle of receivers. Zoltai also points out that the music concept
determined by these criteria has a long history (see Zoltai 1965). In his CSc disser-
tation (Zoltai 1966) ,which Zoltai finished about that time, he analyses the Euro-
pean tradition of the philosophical aesthetics of music from these aspects from the
beginnings to Hegel.

THE HISTORICAL INTERPRETATION
OF SOCIALIST REALISM IN MUSIC

Janos Mar6thy, a prominent historian and sociologist of music in the Hungarian musi-
cological scene, was also an important participant in the Hungarian discourse on soci-
alist realist music in 1960s. In his monumental DSc dissertation Zene és polgdr, zene és
proletdr [Music and The Bourgeois, Music and The Proletarian] (see Maréthy 1966a),
finished in 1964, he undertook to outline the historical antecedents of socialist realist
music wanting to demonstrate that it is not a brainchild of bureaucrat-aestheticians
and there are many connections binding the socialist realist music to the rich Euro-
pean traditions (see Mardthy 1966a: 5-6).° In his work based on the analyses of an
enormous historical material, it is methodologically important that he puts in the
centre the category of genre and the concept of type, e.g. the intonation concretized
in music by Ujfalussy.

It is of crucial importance that Maréthy realized that the mass music is also an
organic part of the music history, moreover, there is an interaction between the deve-
lopment of the genres of the professional and the mass music. Therefore, as he argues,
the real historical processes can not be understood omitting either of them. This
correlation also plays a central role in Mar6thy’s interpretation of socialist realist
music. In his definition it is an organic synthesis of the mass music, especially the
workers’ folk music characterised by extraordinary variability, and the forms and tech-
niques of art music (see Maréthy 1974: 569-571).

Owing to this theory, Mar6thy’s work is relevant in terms of the contemporary
musical and musicological life. It served as a ground for the theoretical possibility and
practical acceptance of diversity of contemporary music. Focusing on musical type
as a unit of the musical form and socially determined content, he demonstrated that
it is necessary to research the musical products in a broad spectrum. Hence he made

10 The short Introduction to the Hungarian version is omitted from the English. Hereafter I am
referring to the latter (Mar6thy 1974).
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the techniques and styles of a considerable part of the bourgeois and mass music avai-
lable and applicable for the contemporary compositional practice and he also made
it a legitimate subject for different musicological investigations.

However it is obvious that Mar6thy’s ideological view of history marks out
the limits of the artistic application and the theoretical frame of scholarly evalu-
ation. His view was based on the class principle and determined by the opposi-
tion between the isolated individuals and the more conscious masses, the model
well known from the dogmatism of the 1950s. Mar6thy described the period
of the professional music from the late Middle Ages into the 19th century as
to be uniformly characterised by the negativity of the bourgeois mentality. Its
most essential feature is the increasingly introverted ego-centrism. It generated
a duality of the private and public life, in which all kinds of collectivity become
an abstract generality (see Maréthy 1966a: 11-12). He argued, that this trend
appeared also in the communities and culture of the peasantry bequeathing the
traditional “folklore”. And opposing to this trend, the proletariat represents the
principle of collectivity adopting or creating ligaments that is excluded from the
life of bourgeoisie and peasantry (see Maréthy 1966a: 253-259). As Ujfalussy
pointed out as well, these two poles are separated by undialectical and unhisto-
rical rigidity in Mar6thy’s theory, which is in sharp contrast with the historian’s
and aesthetician’s sensitivity observable in his concrete musical analyses focu-
sing on the history of certain genres (see Ujfalussy 1967).

According to Mar6thy’s obviously tendentious interpretation the ego-centered
world view is represented by the type of solo song characterised by homogeneity
in the mood and rounded-off form making a closed musical unity. Furthermore,
this social-psychological ego-centredness is strengthened by the monocentrism
of the tonality, the dualism of 4/4 and 3/4, the uniformly graded proportioning,
the homorhythm, and the homophony (see Maréthy 1974: 17-22). In a broader
sense, Mar6thy sees all types of rounded-off forms and harmonious arrangement
of musical elements as attributes of bourgeois music (see e.g. Mar6thy 1974: 38).

Contrary to the negative individualism of schematized forms of bourgeois culture,
for some time the original collectivity is expressed by the peasantry and later by the
protoproletariat and proletariat. In their music Maréthy observes a high degree of
variability of formal elements which come from the collectivity itself and their direct
relationship to the harsh reality (see Maréthy 1974: 271-273). Maréthy, however, stre-
sses that the “workers’ folk music” has many connections to the bourgeois culture and
to the peasant and urban folklore which are analysed from compositional, sociolo-
gical, and historical aspects. Mar6thy’s aim is to demonstrate that the peculiar realism
of the “workers’ folk music” is based on its variability mentioned above, and on its
unstylized character and outspokeness. The attributes of this realism are the recon-
textualizing and transmuting employment of the common genres of bourgeois music
in order to express the special proletarian content or social criticism (see Maréthy
1974: 429-484).

Although Maré6thy does not deny the realism of the bourgeois music, he stre-
sses that it comes only from the fundamentally realistic character of music itself,
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which is a system of intonation “conveying the behaviour patterns of social man”
(Maréthy 1974: 102). He also does not argue that the static song-centeredness of
the bourgeois culture ends around the late Middle Ages and that from that time the
forms of professional music is becoming more dynamic and elaborated (multithe-
matic structures, motivic development) (see Maréthy 1974: 106). But he interprets
the growing possibility of depicting reality as an involuntary effect of the deve-
lopment of the bourgeois world view. Thus he considers it only a product-like
realism which is different from the conscious mirroring of the social reality (see
Maréthy 1974: 9o—111).

In Maréthys analyses the bourgeois realism can not select and generalize the
directly existing characteristics of the individual and its world because of its ego-
centeredness (see Mar6thy 1974: 96). “The ‘luxury’ of showing reality from every
angle” (Mardthy 1974: 109) is the consequence of this, and that is why the works of
bourgeois artists are unable to convey unambiguous moral judgements. This conclu-
sion makes it evident that the dogmatic criterion that art is a vehicle of clear political
and moral directives still plays a fundamental role in Maré6thy’s concept on socia-
list music.

The same doctrinairism, outmoded by that time in Hungary, underlies another
essential criterion defined by Maréthy. Like others, he also declares that socia-
list realism grasps the reality of its time based on the world view of the proleta-
riat. He adds that its realization in music is possible only if the forms and intona-
tions developed during the history of workers’ music appear in the art music (see
Maréthy 1966b, 3-4). In addition, he stresses that socialist realist music cannot
simply continue the workers’ folk music since socialist music culture must be made
for all people (see Maréthy 1974, 569—571). It must involve all genres of mass and art
music and it has to assimilate the former and actual technical achievements of the
professional music culture. In this context it is noticeable that in Mar6thys theory
the products of mass music are important both in terms of content and form, but
the professional line of bourgeois music is relevant only because of its compositi-
onal technique.

It was undoubtedly significant that Maréthy, the influential music historian,
spoke up for the many-sided approach of the bourgeois music culture, especially
for the modernity of the 20th century. He theoretically legitimized certain applica-
tions of atonality and dodecaphony, which were excluded from the mainstream in
the dogmatic period, and he drew attention to the epochal achievements of diffe-
rent artistic “isms” and the Eastern-European national schools. Although he also
included Ferenc Szabd, a Hungarian composer, into his concept on socialist realism,
all these could not compensate for his statement that the bourgeois trends are defi-
cient because they “tried to break loose from the traditional bourgeois world image
without discovering its only real possibility and social foundation - the proletariat”
(Maréthy 1974 567-568). By the mid-sixties this view was considered queer in the
socialist Hungary where the task of rehabilitating and canonizing the entire work of
Bartok was already completed.



135

ANDRAS RANKI
THEORIES ON SOCIALIST REALISM AND SOCIALIST MUSIC CULTURE...

PARALLEL STORIES — THE COMMON PURPOSE AND THE CROSSROADS

The work of Ujfalussy, Zoltai and Mar6thy in the 1960s marked the new era. Their
planned and well organized collaboration served as the basis for founding the aesthe-
tics of music and musicology in the spirit of creative marxism in Hungary. Ujfalussy
elaborates the category of intonation on the basis of musical theory, history of melody
and psychology, thus introducing the specific musical interpretation of the mirro-
ring theory.

He stresses the relevance of his work by adding references to certain historical
studies of Mar6thy and Bence Szabolcsi - a doyen of Hungarian musicology of the
time, and by adopting Zoltai’s aesthetic narrative. In order to clarify the concept and
history of socialist realist music, Maréthy develops a music historical typology using
the category of intonation previously elaborated by Ujfalussy. In parallel with this,
Zoltai contextualizes the aesthetics of music, positioning it in the general aesthetics
of the time and in the aesthetic tradition of European philosophy.

The first International Seminar on Marxist Musicology in 1963 in Prague reve-
aled their common purpose. Here Ujfalussy presented the main principles of his CSs
dissertation (see Ujfalussy 1963) while Mar6thy sketched the challenges of contem-
porary musical historiography based on the concepts and methodology of his DSc
dissertation (see Maréthy 1963) that he was working on at the time. According to the
published protocol their clearly antidogmatic theories brought success to them (see e.g.
Beitrige 1963, 365). The peak of the career of the three scholars was undoubtedly the
second International Seminar on Marxist Musicology in 1965 in Berlin. The fact, that
they together made one of the keynote speeches (see Maréthy-Ujfalussy-Zoltai 1965)
is already remarkable in itself and indicates the reputation of Hungarian aesthetics of
music in the eastern bloc. The next important step was the third seminar in Moscow
in 1966, but they gave individual speeches there (see Maréthy-Ujfalussy-Zoltai 1967).

The mutual aim of the three scholars made the basis of their collaboration: brea-
king with the dogmatic music concept of the 1950s, the softened approach to the bour-
geois musical traditions and the theoretical foundation of the practical assimilation
of the results of musical modernity. Despite the success they achieved together we
could see the signs of disagreement already in 1964-s.

Their views collided on the interpretation of the achievements of bourgeois tradi-
tions and the positioning of Bartok’s importance in terms of socialist music culture.
Despite his many important and detailed theoretical and historical analysis Mar6thy
condemned the achievements of the bourgeois tradition as products of narrow
minded egocentrism. Ujfalussy and Zoltai could not agree with his obvious ideo-
logical commitment. Zoltai’s collected theses (see Zoltai 1969) clearly shows his
respect for the humanism of bourgeois tradition. However, from the same point of
view, it was Ujfalussy who openly confronted Maréthy in the article (see Ujfalussy
1965a) published within the realism debate.” This confrontation might resulted that

11 Ujfalussy answered to an article of Maréthy (Maréthy 1064) in which he comprised his main theses
on realism of his DSc dissertation. Many well known Hungarian theoretician participated in this debate.
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in the co-authorized Berlin keynote speech the section on socialist realism - obvio-
usly written by Maréthy - is quite permissive on the bourgeois tradition and rather
moderate about the role of mass music (see Maréthy-Ujfalussy-Zoltai 1965, 269-273).

As for Bart6k they are also the previously mentioned works of Zoltai and
Ujfalussy which are the starting points. In their publications the works of Bartok
is clearly regarded as paradigmatic. Certainly the construction and acceptance
of the Barték paradigm had its antecedents. From the 1950s Hungarian musi-
cology put a lot of effort in this task. In 1958 Ujfalussy published his Bartok-
breviary (Ujfalussy 1958). In his 1959 Debussy monograph (Ujfalussy 1959) many
references stresses that Bartok carried on the epochal work of Debussy to inte-
grate the musical traditions inside and outside Europe, including the different
branches of modernity, into a coherent musical language. The Bart6k paradigm
culminated in the 1965 Barték-monograph of Ujfalussy (Ujfalussy 1965b) which
was translated into many foreign languages*” and awarded with the Kossuth prize
(the highest state honor) in 1966. This together with the comment made by Jénos
Kadar, the First Secretary of the HSWP at the 1966 Congress that “the Bartok
tradition has been placed to its worthy position in our musical life” (Breuer 1975,
220) demonstrate that the Barték interpretation of Ujfalussy, also strengthened
by Zoltai, became officially acknowledged.

The disagreement between the Ujfalussy-Zoltai platform and Mar6thy certainly
had an important role in developing the special circumstances of the publication of
Zoltai’s CSc dissertation. It was pressed in the same year as the above analyzed DSc
dissertation of Mar6thy. It was unusual that Zoltai’s work, with Ujfalussy’s recommen-
dation, was published before receiving the CSc degree. The small number of copies
and the low quality of printing may reflect that it had to be published urgently. In
my view the aim of this was to counterbalance the ideologically biased and therefore
politically less supported work of Maré6thy. The fact that the next publication on a
subject in which all of them had interest was coauthored only by Ujfalussy and Zoltai
(Ujfalussy-Zoltai 1966) underlined their disagreement with Maréthy.

The differences in interpreting the relationship between the bourgeois tradition,
Bartok and the socialist musical culture become more obvious in 1967-68. Ujfalussy
does not even mention in his review on the DSc dissertation of Maréthy the arti-
culated aim of the monumental work to sketch the historical narrative of the deve-
lopment of the socialist realist music. In my interpretation it clearly shows that by this
time Mar6thy was excluded from the mainstream of developing the official ideology.

The final moment of this process was when Lukdacs, who recently regained his
party membership, wrote an introduction (Lukacs 1968) where he stresses that the
art of Bartok conveys the spirit of democratism orientated towards the people in an
exemplary way (see Lukdcs 1968: 5). He calls the attention to the Hungarian musico-
logy which is well ahead of the other scholar interpretations of arts in terms of “real
marxism”. He explained this with the many defining impulses of Béla Bartdk on the
Hungarian musicology. He mentioned by name Ujfalussy and Zoltai and their works

12 In1971into Russian and English, in 1973 into German.
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in general but only one work of Maréthy, which was not even his 1966 DSc disserta-
tion on the development of the socialist realist music.

This selective reference to Maré6thy’s work implies that the official ideologists
of the socialist music culture of the time had already broken with the oversimpli-
fied and ideologically distorted concept of class struggle. The official concept of
binding the socialist music culture with Bartok is a clear sign and catalyst of the
increasing liberalization of musical and cultural life. Although this progress can be
a tactical element in a cultural and political strategy cautiously opening to the West,
still nobody doubts that it enhanced a less biased recognition and a more diverse
creation of real values.
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AHAPAII PAHKH

TEOPI/IJE O COOUJAANUCTHUYIKOM PEAAUSMY U COJUJAANCTHUYIKOJ
MY3U4YKOJ KYATYPU Y MA’BAPCKO] IIE3AECETHUX TOAUHA XX BEKA

(PE3UME)

ToKOM IIe3AeCceTHX rOANHA IIPOIIAOT BeKa, 6pOj Iy OAMKAIHja O eCTeTHIIM My3HKe
3Ha4ajHO ce mosehao y Mahapckoj. PasHOBpCHOCT TeMa, IPUCTYIIA U MHUIILbEHhA
Pe3YATaT je eKCIAMIIUTHOT HAEOAOIIKOT IIPeCTPOjaBama yCAeA ApTUKYyAalIHje
MOAUTHKE aHTHCTasHHU3MA. Byayhu aa cy cpearHOM me3peceTHx ropnHa
€KOHOMCKA yTeMeAbEHOCT M OAPXKUBOCT COIMjaAM3Ma M HeroBa ONTHMHU3aIlHja
OCTaAe KAoy9HH IPOOAEM BAACTH, TOPACTAO je 3HAYaj IPUPOAHHX U APYLITBEHHX
HayKa y jaBHUM AMCKYpCHMa. YMEeTHOCT BHUIlle HHje TpeTHpaHa Kao Imyka
HAYCTpAIIMja TOAUTHYKE MONH U IbeHHX I[HAeBa.

Y oBoM papy GpoKycupam ce Ha TAQBHE AOIIPUHOCE €CTETHULIU MY3HKe OA CTPaHe
3aCTYIHUKA T3B. KPEAMUBH0Z MAPKCU3MA; Ay TOPH YUje PaAOBe pasMaTpaM jecy
Tpu MehyHapoaHo npusHara Mahapcka ecreTudapa i3 oor pasaobsa. Opabpanu
TEKCTOBH AHAAUBUPAHU CY Ca TEOPHjCKOI CTAHOBUUITA ¥ HHTEPIPETHPAHH Y
KOHTeKCTy Mahapcke KyATypHe IOAUTHUKE, K0 U HaloHaAHe u MehyyHapoane
Kapujepe ayTopa.

Ha ocHoBy ceMuHaaHe kwure Mysuuka cauxa cmeaprocmu (1962) ucnuryjem kako
ce Joxed Yjpaaycu (Jozsef Ujfalussy) o6aBesao pa he koHKpeTH3OBaTH OCHOBHE
KaTeropuje OIIITe eCTeTHKe MAPKCU3MA-ACHUHHU3MA Y MY3HIIH, Ad 61 CTBOPHO
MY3HYKO-TEOPHjCKY OCHOBY 3a Ae6ate O (COLMjaANCTHYKOM) PEaAU3MY y My3ULIA.
Kao pesyarar cBojux ucrpaxusama, YjpaAycu je paspapro HHTEPIpeTaIHjy
KaTeropuje uHmoHayuje, Koja Capp>u ICHXOAOIIKe, HeYPOPHU3UOAOIIKE U
aKyCTHYKe KOMIIOHEHTe, Ka0 U pasMaTpama O HCTOPHjU MY3UYKOT MaTepHjaAa,
MEAOAUjH, XapMOHMjHU U >KaHpoBHUMa yornmre. IIpeMa Mojoj xumnoresy, merosa
€CTeTHKaA je OA BeAMKe BaXKHOCTH jep je IOCAYXKHMAA Kao YBPCTa OCHOBA 3a
baprokoy mapasurmy KyATypHe MOAMTHKE KOja ce OIIPe3HO OpHjeHTHCaAa ITpeMa
3amaay U BeroBoj ,0ypyK0ackoj” KyATYpH.

OBy TeHAeHLHjY je AoopaaTHO pas3suo Aenem 3oatam (Dénes Zoltai). Y oBom
CerMeHTY TeKCTa HCTPaXKyjeM Kako je 30ATau 3aroBapao aHTUAOTMATCKY U
AubepaAn3OBaHy TEOPHjy YMETHOCTH y CBOjoOj 36upriu paposa Ilpesasuiaxcetoe
JKrbuxcesHoyenmpuunocmu” coyujarucmuuxoz peasusma (1964), y xojoj je mysuxa
xopumheHa Kao METOAOAOIIKA OCHOBA (2 He KIIDKeBHOCT). Y CBOjUM HAIMCHMA
OH je H3HEeO M HOBO TyMadere HalluOHAAHOT KapaKTepa COLMjaAUCTHIKE KYATYPe,
HarAamaBajth/I BaXHOCT MHTErpaljije pa3HUX AUBEPTEHTHUX HAJMOHAAHHUX
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TpaauLuja 6ypsKoacke YMETHOCTH. Y OBOM Paay, 30ATaH Ce U3PHIUTO MTO3BA0 Ha
MOAMTHYKY MapTHHAAM30BAHOT, CBETCKH ITO3HATOT $priao3oda 1 ecreTudapa Hepha
Ayxama (Gyorgy Lukics), koju je ca eHTy3HjasMOM 3aroBapao opHjeHTaLujy
COLIMjaAMCTHYKe My3U4Ke KyAType ImpeMa bapTokoBoM AyXy 1 yKymHOM omycy.

Kwura Mysuxa u 6ypxoasuja, mysuka u nposemepujam (1966) xojy je Hammucao
Janom Mapotu (Janos Maréthy) taxobe je npectaBsara pynpamenraran
AOIIPMHOC MYATUANCIMIIAMHAPHOM YCIIOCTaBAalby MAPKCHUCTUYIKE MYSI/IKOAOI'I/Ije
y Mabhapckoj. MuTerpumyhu nexe pesyarare Yjdaaycuja u 3oaraja, Maporu je
KOHCTPYHCA0 HapaTHB KOjU je Tpebaro Aa 6yae IPEANCTOPHja COLUjaAUCTIIKOT
peaaunsma. YCAGA HETOBUX ITOAUTHUYKHN MOTHBHMCAHHX U 3aCTapEANX CTaBOBa O
$YHKITMjI yMETHOCTH,Ka0 ¥ ACAUMHUYHO T€A€OAOIIKOT 1 HOPMAaTHBHOT KapaKTepa
IeToBe TeOpHje, OBa KIbHTA Ce U3PA3UTO CYIPOTCTaBAbA APYTHM ABEMa KEbHTraMa
KOje Cy IpeAMeT OBOT pa3MaTpamba.

YropehusameM KOMIIAEMEHTAPHUX U CYIPOTCTaBAEHUX €AEMEHATA OBHX A€Ad
U BHXOBE pellelliyje, II0CTajy HaM Pa3yMAUBU TEOPH)jCKU IPOOAEMH peaAn3Ma
U COLIMjaAMCTHIKE MY3UUKe KYyAType TOT BpeMeHa, a MOXe Ce BUAETH M KaKO Cy
MapKCHCTHYKH TeOpeTHIapH [OKYIIABAaAK A2 IpoHalyy Besy usmelyy caBpemermx
M3a30Ba 1 eBPOIICKHX TPAAULIHT]a.

KiYIHE PEYH: COLMjaANCTHYKY PeaAr3aM, My3HdKa KyArypa, Mahapcka, mespecere, anTu-
Crasunuzam
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AIICTPAKT

Cxparame THUIIHHE y CEAMO]j YMETHOCTH IIO CBOjOj IIPUPOAH OTBapa MHOTA IIUTamba.
®uam Camypaj (Le Samourai, 1967; p. )Kan-Tljep Measua) ocTBapeme je koje je
yTeMeAHAO ITyT HOBOM CXBaTawy THiuHe y duamy. Lojune yisape (Goya's Ghosts,
2006; p. Muaom ®opman) HOCe ca cO60M HAyCTpanujy rybuTka ayaa cayxa. C
Apyre crpane, Yueiirux (The Artist, 2011; p. Mumea AsHaBuquyc) mOKasyje Haray
IPOMEHY, OAHOCHO, Pe3UTHAIIU)Y jEAHOT AMKA ITpeA 3aXTeBHMa TEXHOAOMIKE IIPOMeHe.
Yerspru duam, Yunosu ocseitie (Acts of Vengeance, 2017; p. Ucax daopentun)
AOHOCH 1 TIOTA€A Ha THIINHY y BUAY 3aBeTa hyTarma, KOji FAABHH AMK OBOT $HAMA
HPaKTHKYje CBe AOK He OCBETH CMPT cBoje cympyre i Khepke. OBa yeTHpH OCTBapersa
HaBOAE Ha IPOMHUIILAAEe O TOMe KaKO Ce THIIMHA TPeTHPA Y TUM KOHTeKCTHMA,
KOj¥ TUITOBH THIIINHE AOAA3€ y 003U KaAd je ped 0 pexXHparsy i KaKBO joj Ce MeCTO
Aaje y duamy. Takohe, Hamehe ce 1 nuTame jeAHaKOr TpeTMaHA THIIMHE H 3ByKa Y
$rAMy, MAU TTaK, MAPTHHAAK3ALMje THIIHHE Y OAHOCY Ha 3BYK. Ilopep Tparama 3a
OArOBOPMMA Ha OBa IIMTakha, KPO3 aHAAU3Y OBUX PHAMOBA, MOXKE Ce CarAeAATU U
OAHOC pexrcepa IpeMa THIIHHH, Ka0 jEAHOM OA MOTYhHX peAHTesCKUX pellrersa.

Cryauja je pabena y oxBupy mpojexra Hgenitiuiieitiu cpiicke mysuke 0g AOKAAHUX §O TAOOAAHUX
oxeupa: ipaguyuje, iipomete, usasosu (O 177004), xoju duHaHCHpa MUHUCTAPCTBO MIPOCBeTe, Hayke
H TeXHOAOLIKOT pa3Boja Pemybauke Cpbuje.

1 monynok@gmail.com
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Kay4HE PEYM: THIINHA, HAMCKA MY3HKa, PHAMCKA YMETHOCT, TUIIHHA y PUAMY, PHUAMCKA
pexuja, 3ByK

Tuwuna je cywinuncka. Ilomwpe6na nam je Wuwund, Kao wisio Ham je toipeban
8A3gyx, KAO WITLO je burkama HotpedHa ceeiliAocti. Ako cy Hawu ymosu otitiepehenu
PeHUMa U MUCAUMA, THAMO OHGA HeMA MeCTa 34 HAC.

Twra Har Xan (Thich Nhat Hanh)

CxBaTame THUIIMHE y CEAMOj YMETHOCTH IIO CBOjOj IIPHPOAM OTBapa MHOTA IIUTAka.
®uam Camypaj (Le Samourai, 1967; p. XKau-Tljep Measua [ Jean-Pierre Melville])
OCTBapeme je Koje je yTeMesHAO ITyT HOBOM CXBaTalby TULIUHE y duamy. Iojune yiisape
(Goya'’s Ghosts, 2006; p. Muaom ®opwman [ Milog Forman]) Hoce ca co6om naycrpaumjy
ry6burka uyaa cayxa. C apyre crpane, Yueitinux (The Artist, 2011; p. Mumea AsaHasuamyc
[Michel Hazanavicius]) noxasyje Haray mpomeHy, OAHOCHO, pe3HIHALU)Y jeAHOT AMKA
Ipea 3aXTeBHMa TeXHOAOIIKE IIPOMEHe — HalMe, PeY je O jeAHOM TAYMITY, 3Be3AU HeMOT
¢$raMa KOra AOAa3aK 3ByYHOT PprAMA AoueKyje HecripeMHor. Yersptu ¢uam, Junosu
ocseitie (Acts of Vengeance, 2017; p. icax ®aopentun [Isaac Florentine]) sonocu n
IIOTA€A HA THIINHY Y BUAY 3aBeTa hyTama, KOj rAABHU AMK OBOT GpHAMA IIPAKTHKYje
CBe AOK He OCBETH CMPT cBOje cympyre 1 Khepke. OBa ueTHpH OCTBapema HABOAE Ha
IPOMMIIAARKE O TOME KAKO Ce TUIIMHA TPeTHPa Y TUM KOHTEKCTHMA, KOjU TUIIOBH
THILHHE AOA23€ Y O03HP KAl je ped 0 PeXHpary U KaKBO jOj ce MeCTO Adje Y GHAMY.
Takolye, Hamehe ce u muTame jepAHAKOT TpeTMaHA THIINHE U 3BYKA § GUAMY, UAH ITAK,
MapruHaAu3alyje THIIHHE ¥ OAHOCY Ha 3ByK. [lopea Tparama 3a OATOBOpHMA Ha OBa
IHTaka, KPO3 aHAAU3Y OBUX HUAMOBA, MOXE Ce CarAeAaTH OAHOC peKucepa mpema
THIIHHE KA0 JEAHOM OA MOT'YhHX peAHTEeACKUX pelersa. Y TOM CMHCAY, MOXEMO ce
OCBPHYTH Ha TPeTMaH THIIHHE ¥ OAHOCY Ha 3BYK Y KOHTEKCTY OBa YeTHpH QHAMCKa
OCTBapema, XPOHOAOIIKHMM PEAOCACAOM HHXOBOT HACTajamba.

O TUIIUHU

TumuHa je peHOMEH KOjH YeCTO IPUXBATAMO ,3APaBO 3a FOTOBO' . THINMHY Be3yjeMo
3a rybuTaK, 3a AUCTAHIIPabe OA CBETA, 33 Pe3urHanwyjy, 3a mpehyrHo opobpasaibe,
32 HCKAYyYere U3 cBeTa ((PHU3NIKO, MEHTAAHO, AyXOBHO...), 3a ipehyTkuBarme Heder, 3a
TEH3Hjy, 32 HEIIOCTOjalbe, 3 HUIITABHAO... 1eCTO 0 H0j FOBOPUMO KA0 O TeCKOOHOj,
TYpO6HOj, HEIIPHUjaTHO], TOrPebHOj, MEAUTATUBHO], 3AATHOj UTA. THIINHA Y AOMeHY
duaMa 1 pHAMCKE YMETHOCTH HaBOAM Ha ITOCTaBmambe caepeher murama: pa An
Ce THIIMHA ¥ GUAMY TpeTHpa jeAHAKO Kao U 3BYK, HAM Ce THIIMHA MapTUHAAU3Yje
Y OAHOCY Ha 3BYK, HAU IIaK 06paTHO? AHaAHM3a KOja IPeACTOju mokasahe Ha xoju
HAUUH je TUIINHA TPETUPAHA y 0AAOpaHUM GHAMOBHMA M Y KOM CMHCAY je Be3aHa 3a
IPOTaroHMCTe OBUX PUAMOBA; CBPXa OBAKBE aHAAM3€ OTACAA Ce Y PasMaTpary OAHOCA
KOjU TAQBHH AMKOBH, AAU U CBET y KojeM ce Kpehy, ycriocTaBsajy ca THIIMHOM, Te ITa
THIIMHA MOXKE AQ HaM ,KaXke" O IhHMa.
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Yunu ce Aa je 6eKcTBO 0A 3acuhera 3ByKOM U HErOBabe THIIMHE U3PAKEHO Y
CKOpammbuM GHAMOBHMA. JeAaH 0p TakBuX jecte u dpuam Tuxo mecitio (A Quiet
Place, 2018; p. Llon Kpacuncku [ John Krasinski]), xoju nocraBsa tTumuny xao
YATUMATUBHHU ycA0B orncTanka. Crusen 3ajruuk (Steven Zeitchik) nsasaja caepehe
npuMepe $UAMOBA y KOjHMA je THIINHA BPEAHOBaHA KOAUKO M MY3HMYKa IIAPTUTYPA:
O6ux soge (The Shape of Water, 2017; p. Tnnepmo aea Topo [Guillermo del Toro]),
Yy KOjeM mocToju Hema yaora, satum Aankupk (Dunkirk, 2017; p. Kpuctodep Hoaan
[Christopher Nolan]) uta. (Zeitchik 2017). UnTepecantre npumepe dpruamosa koju
ce oxpehy nHOBaTHBHOj yroTpe6u THmuUHE, Takohe ciomutbe u Pajan ['mabu (Ryan
Gilbey) y uaanky noa nacaosom “The new silent era: how films turned the volume
down” (Gilbey 2018), ynpaso ucruayhu dpuam Tuxo mecitio u ApyTe.

3ancTa, 4uHH ce Aa je 2017. (AAM M TOCAEABHX HEKOAMKO TOAMHA TAOGAAHO
IA€AQHO) 6uAQ ,ToAMHA THIMHE ; MelyyTuM, ncTopHja $rAMa MaMTH U paHUje IpuMepe
H3BPCHUX PEAUTESCKHX PEllerba KAAQ je Ped O TPeTMaHy THIINHE — CETHMO Ce CaMO
duama Heobuuna 6anga (Bande a part,1964; p. JKan-Ank Topap [ Jean-Luc Godard]) y
KOjeM IAaBHU AUKOBH IPOBopAe MUHYT hyTamba y 6apy; satum ¢puama Bosau (Drive, 2011;
p- Huxoaac Bunaunr Pepn [Nicolas Winding Refn]), unjer mporaronucry oppebyjy
TUIIMHA ¥ AUCKPEL[Hja; IIOTOM H CBOjeBPCHOT eKCTPeMa KAAA je ped O TUIIMHH Y GUAMY
— ITaeme (The Tribe, 2014, p. Mupocaas Caa6ommurcku [ Myroslav Slaboshpytskiy]), y
KOjeM IPaTHMO KUBOTE TAYBOHEMHUX 0CO0a U3 MHTEPHATA, YMjH Ce KOMIIACTAH AMjaAOT
CBOAH CaMO Ha je3HK 32 TAyBOHEMe.

TummHa MOXe A2 H3Pa3H MHOTO TOTQ — MOXXAQ U BUIIe Hero (Bep6aAHH) rOBOP.
ToBOp TeAa, 3HaYajHU ITOrAepH ... CeTHMO ce CaMO MOHTAKHHX TeXHUKA Ka0 IITO Cy
,Kjy6puxos noraea“ (The Kubrick Stare) u Kyaemosses edexar (The Kuleshov
Effect), koje noTeHIMpajy AjCTBO AMMHOCTH AMKA, 2 M IPOAYOAYjy 3Ha4aj yHY Tpalibe
peTpocIeKIyje jeAHOT AuKa. MOKe ce IIPeTIIOCTABUTU AA CY Ce PEAUTENH 3ACHTHAN
3BYKa, Te OAAYYHAM AQ C€ OKPeHy THIIMHH KOja je AAAeKO epUKACHH)jA YKOAUKO je
BELITO yoTpebareHa y PUAMCKOj yMeTHOCTH. 3By4HO 3acuherbe je peasaH mpobaem
Y AQHAIIIbEM CBETY; CTOTA Ce YNHH Ad je 6eT Y APYTy AMMEH3Hjy KOjU IIPy>Ka TUIIMHA
U BHIIIe HETO IIOTPeHaH — KaKO PEXXUCEPUMA, TAKO U ITyOAHIIA.

ITop THIIHHOM Yy 0BOj CTYAHjU IIOAPa3yMeBaM IIOTIIYHO, AAHM M HEIIOTIIyHO
OACYCTBO AHjaAOTra, My3HKe OAHOCHO My3HYKe MAPTUTYpPe Y GUAMY, OACYCTBO
aMOUjeHTaAHOT 3ByKa, THIIMHY KaO [OCAEANYHH edekaT Hekor porabaja (kao mTo
je, Ha IpuMep, CAy4aj ca ekcriaosujoM 6ombe y duamy Ciiacasawe pegosa Pajana
(Saving Private Ryan, 1998; p. Crusen Criua6epr [Steven Spielberg]), tumumy xao
paspellebe HIIMEKMBatba HEKOT porahaja nau ¢peHoMeHa (kao IITO je Harap peAaTopa
y duamy Ipegaisiop (Predator, 1987, pexc. [ lon MexTupnas [ John McTiernan]) uta.
Y cay4ajy dpuamosa koju he oBae 6utu pasmarpanu, Tumuna he 6urn mocMarpasa
Kao MHXepeHTHO cBOjcTBO auka (Camypaj), OKOAHOCT KOjOj AMK MOpa Aa ce
IIPHAAroAH U Koja ra pepunue (Iojune yiisape), cuM60a 0AGUjatba U HETOAOBAIR,
a Ha Kpajy ¥ IpUXBaTamba U npuaarohasama (Yaedinux ), a 3aTUM 1 3HaK OAAYIHOCTH
u nocsehenocru 3apatky (Yurnosu ocseitie). Tumuru Hehy cynpoTcTaBsaTh 3ByK
(Mysuka, 3BydHH edeKTH y PHAMY) IPUAMKOM aHAAM3€ OBUX QHAMOBA, 3aTO IITO U
TUIIHMHY U 3BYK CMATPaM [IOAjEAHAKO BAXKHUM AEAOBHMA UCTOT criekTpa. foBopuhy o
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$MAMCKOj THIIMHY, IPe HEro alCOAYTHOj THIIHHY, KOja, Kao TaKBa, y AOMeHy ¢prama
He ITOCTOjH.

TEOPI/I_]CKI/I IIOTAEAY HA TUIIIKHY

(He)nocrojatbe jacHe pasauke y pasymeBarsy THIIMHE M OHOTA IITO Ce MepPLUIHPa Kao
THIINHA IPOOAEM je O KOjeM je IHCa0 BeAUKH 6poj ayTopa, a oA Kojux he HekoAuIHa
6utH npeacTaBsena oBae. Aes O'Poys (Des O’Rawe) y texcry “The great secret:
Silence, cinema and modernism” (O’Rawe 2006: 395—405) KOHCTaTyje Ad , THIIMHA
TPAHCIIEHAUPA CBe BPCTe KOHTEKCTa: HUKAaA HHUje allCOAYyTHA M OCTBapyje 3Hadaj y
OAHOCY Ha OHO IITO HETMpa, U3MeInTa i onosprasa. Hemoryhe je mucanry, roopuru
VAU IIMCAaTH O THIIMHHU 6e3 nHBokanuje 3Byka” (O’Rawe 2006: 395). AyTop ce Tume
HapoBesyje Ha Mucao Cysan 3onrar (Susan Sontag) Aa ,THIIMHA HUKaAQ He TIPECTaje Ad
HMITAMIIEPA CBOjY CYIIPOTHOCT H A 3aBUCH OA HeHe IPUCYTHOCTH: KA0 IITO He IOCTOjH
rope 6e3 AOA€, AU A€BO 6e3 AeCHO, TAKO Ce MOpa IIPU3HATH OKPYXyjyha OKOAMHA 3ByKa
HAY je3UKa Aa OU ce [pero3HaAa THIIHHA" (Sontag 1969, 11; ipema O’Rawe 2006: 395)

3aHuMApUBO je u Mumaee Beae Basama (Béla Balazs) aa ,rummuna uuje camo
IHTamke aKyCTHKe, Hero BeoMa KOHIM3HA U yIedaTsuBa GopMa eKcIpecHje 3a OKo,
KOja je yBeK MMaAa HapoOuuT 3Ha4aj 3a oppehene momente y puamy* (yurupano
npema Carter 2010: 26). Buanjam O. Buman (William O. Beeman) panse nopsaaun
AQ je THIIMHA APYIITBEHU KOHCTPYKT, KOHCTAaTYjyhu Aa ,He IOCTOjH TAKBO HEIITO
Y ASYACKOM XXHMBOTY Ko IITO je OACYCTBO 3ByKa, OCHM 32 OHe 3a KOje je OACYCTBO
3ByKa A€O CTAOMAHOT CTama ersucTeHnuje, 6yayhu aa cy cymruncku raysu. Takobe,
THIINHA HYje AeO YHUBEP3yMa IAYBHX, 3aTO LITO OHU HEMAjy 3ByYHY OKOAMHY KOja Ou
jOj KOHTpacTHpaAa. YKPAaTKO: TUIIMHA K0 GpeHOMeH MOKe OUTH AePHHHCAHA JEAHO
Y KOHTPACTY Ca 3BYKOM; IITABHUIIE, YCTAHOBASEHA je Y KOHTPACTY Ca CIelUPUIHHM,
KyATypaAHO AepuHucanum 3BykoM” (Beeman 2005: 23-34). MebyTum, Bepyjem aa
OACYCTBO 3ByKa He Ba)XKH Y IIOTIIYHOCTH 3a TAYBE AyA€, C 003MPOM Ha MEAHIJHHCKO
KOHCTaToOBame YHeHNULIe Ad TAYBH AYAH UMajy 3ByduHe XaaynuHanuje (Atkinson
2006: 701-708). Mel)y HaBepeHUM ayTOpUMa, MOja MHCA0 HajBHUIIe PE3OHHpA ca
npomunisamumMa CysaH 30HTar — HaKo Cy CBU IIOMEHYTH ayTOPH, Y Marw0j Hal Behoj
MepH, HCTaKAM KOMIIAeMEHTapHU OAHOC 3ByKa U TummrHe. HapasHo, opAHOC OBa ABa
PeHOMeHa YBEAUKO je U KYATYPAAHO YCAOBACH.

O HaumHY Ha KOjU ApyTe KyAType CXBaTajy THIUMHY Ircaaa je u Aanujeaa Kyaesuh-
Buacon (Danijela Kulezic-Wilson), koja roBopu o BaxxHOM acrieKTy 6yAUCTHYKe 3eH
KYATYPe, KOHIIETITY ,Md, KOj! [IPeTO3Haje TUIIKMHY KA0 KOMIIAEMEHTAPAaH A0 3BYKa', IIPH
4eMy Kao ,jeAMHCTBEeHA HAEja CAAPIKHL Y ICTO BpeMe AyOOKy, MONHy 1 60raTy pe3oHaHLYy,
Koja Moxe pa ce cynporcrasu 38yky“ (Kulezic-Wilson 2015, 26) Taxobe, Kyaesuh-
Buacon naBoau npumep dpriama Matipuxc (The Matrix, 1999; p. Aapu u Enau Bavoscku
[Larry and Andy Watchowski] ) kao uspcran npumep ymorpe6e TUIIHHE K20 aKIleHTa
— HauMe, TPEHYIIU THIIHHE CAYXKe ,Ka0 Ije3ype y OKBUPY MUKPO-$popMe, Mapkupajyhu
IpOMeHy TeMIIa Y aKIHjH HAM aKIjeHTyjyhu MOMeHTe OA ApaMaTypIiKe BaXKHOCTH
(Kulezic-Wilson 2015: 91). C Apyre cTpaHe, Kao CTYAHjy cAy4aja y3uma ¢uam Mpitias
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wosex (Dead Man, 1995) 1luma I Tapmyma ( Jim Jarmusch) xoju, xao peskucep, roBopu A2
CYIITHHY HeroBUX $UAMOBA YMHE CTBAPH KOje APYTH PEXUCEPU H30CTaBAA)y — KAO IITO
cy TpeHy1m usMel)y Aujasora u usmelyy axrmje. OTyaa, kako HaBoau Kyaesuh-Bracos,
ITapmynra uHTEpeCyjy THIIMHE HAM CTBApH KOje IeTOBH AUKOBU HUCY CIIOCOOHHM Ad
H3rOBOpe MAM APTHKYAMIIL, 3aTO IITO OH Bepyje Ad CIleHe 0e3 AMjasora Ipelu3Huje
OTKpHBajy OHO IITO ce Aemmasa u3mely anxosa (Kulezic-Wilson 2015: 128)

Y com Tekcry " The Music of Film Silence” Kyaesuh-Buaco je mocseTnaa maxisy
U OKOAHOCTH AQ je , TUIIMHA YeCTO CUMOOA CMPTH, HAH, IPeLU3HUje, Hellocilojara”
(Kulezic-Wilson 2009: 1), ka0 1 A2 je THIIMHA HEWITO WITO Ce HEPETKO u3beiasa nan
fl0ifiUCKYje, YIIPAaBO 300T YHIbEHMIIe A H3a3MBA AHKCHO3HOCT U IMoAceha raepaorte pa
PEAAHOCT IIOCTOjH, Te AA je OHO LITO Ce MIPHKA3yje Ha IAATHY BPAO Moryhe: ,Mysuka
je Ty Aa nomorse my6annu” (Kulezic-Wilson 2009: 1). Takobe, ayropka npumehyje
A HAMOBH eBPOIICKE HAH a3HjCKe IIPOAYKITHje IPHXBaTajy TUIIMHY K0 TaKBY, AOK je
Xoausyp usberasa (Kulezic-Wilson 2009: 2). MelyTum, Ha 0cHOBY paHHje HCTaKHyTHX
YUEEHHIIA, YHHH Ce A XOAUBYA IIOAAKO IOYHIbE AQ YIH KAKO AQ IIPHXBATH TUIIUHY,
dHMe Ce jOII jeAHOM IOTBphyje Ad je TpeTMaH TUIIMHE KyATYPAAHO YCAOB&SEH. Ad AU
TO 3HAYM AQ je AOIIAO BpeMe 3a IIpUXBaTame TUIINHE Kao, Kako uctude Auca Kyarapa,
(Lisa Coulthard), ,Mecra KOHTeMIAQLHj€ M CAMOAHAAW3E, HEKOHBEHIMOHAAHHX 1 4€CTO
HETIPUjaTHUX YMHOBA 32 TAAAOLA KOju Tpara 3a 3apoBosctoM” (Coulthard 2012: 5)?

Vimajyhu y BHAY OBa TeopHjcKa pasMaTparma i OpojHe IIpHUMepe TPeTMAHA TUIIHHE
H BeHOT II0Ce0HOT HHKOPIIOPHCAa Y PUAMCKY YMETHOCT, ITOCBeTHNY ce puaMOBHMA
KOjH Ha CIeIMPUYIaH HAYMH NOTEHIHPajy H3PAKajHO-HAPAaTUBHO® CBOjCTBO THIIMHE,
oppeheny motemxkohy, HarAy IpOMeHy HAU YBPCTY OAAYKY.

CamyPraj

Topune 1967. XKan Iljep MeaBHA pexXHpao je 0BO UMIIPECHBHO GHAMCKO OCTBApembe
¢panIycke KuHeMaTorpaduje, Koje je Cyreprcaso HOB HAYUH CXBaTama TUIIMHE U
M3Pa’KajHUX CBOjCTaBa KOjMA OHA pUAMY AOTIPHHOCH. 3aHCTa, CaM GpUAM IOUHIHe
THIIMHOM! YBOAHA IIIHMITA UMA CBOjCTBO YCIIOCTaBAalkha OCHOBHE aTMOcdepe GHAMa,
UAM OapeM cyrecTHje KakBo he pacrmosoxeme TOKOM ¢praMa OUTH, OAHOCHO, OHOTa
ITo 61 raepaaart Tpebano aa odexyje; mehyrum, kapa je pea o Camypajy, cyodaBamo
ce ca tumuHOM. Yyjy ce caMo aMOujeHTaAHH 3BYIH amapTMaHa y KojeM 6opasu ITed
Kocreao (Jef Costello; Tymaun ra Asen Aeaon [Alain Delon]) — uspxyT nuue y
KaBe3y, KHIIA KOja I1aAa Hammosy. Aakae, OBAe THIIMHA UCITYbaBa GYHKIHU]y KOjy O,
HHAaYe, My3HKa YBOAHE IIITHIle HCIyHaBaAQ; THIINHA je, CaMa II0 CeOH, HHAMKATOP
pacmoaoxema Koje he raepasan xacHuje IpoXXuBeTH Iraepajyhu oBaj puam.
IpeacTaBiarbe BpeMeHa KOje AMK IIPOBOAM Y THIIMHHU M CAMONH MOXe A Cyrepuiie
0 KaKBOj je AMHOCTH ped, Te je Oamr u3 Tor pazaora uHTepecantan Kocreaos opHOC
IpeMa APYTHM AMKOBHMA y GHAMY. Aa AM je HEOIIXOAHA BepbaAsHa MHTepaKIHja ca
APYTHM AMKOBHMA Kako 61 KocTeAao ApyIITBeHO $pyHKITMOHKUCAO?

2 Osom TIPUAMKOM Hehe 6I/ITI/[ pasMaTpaHe €CTETCKE U HACOAOIIKE YAOTE (IJI/[AMCKe THIIWHE.
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Hanwme, y cuenn (06:12) xaaa ce Kocreao ykpapeHHM KOAUMA YIIyTH y rapasy, Ad
01 My ayTOMeXaHIYap IPOMEHHO PErkCTAPCKe TAOAHIIE Ha Ay TOMOOHAY, jOII yBeK HeMa
Amjasora. IlltaBume, y TpeHyTKY Kapa 6u KocTeao Tpe6aso Aa M3pekHe 3axTeB A My
ayTOMeXaHHUYap AQ ITHIITO, OH CaMO ITyIjHe MPCTUMA, IITO je AOBOSAH 3HAK IO Ceb1 1
3HauajaH CUMOOA KOj! TOBOPH O TOMe AQ MM je OBO yCTaseHa papmba. ClieHa mpoTide
y aMOujeHTaAHNM 3ByLjUMAa rapake (aAaT, AyIKambe, IylIKathe AIMpuMa...). FHTepe-
CaHTHO je A2 he QpHAM Tako IIPOTHIIATH YaK AO 9. MEHYTA, KAAQ je IIPBa ped KOjy uyjeMo
nMe raaBHor Arka — ITed. Maxo je Beh mcrakuyTO 0ACycTBO AMjasora, Tpeba HamoMe-
HYTH AQ AUjaAOT, KaAd je y TOKY, HYje TpeTpraH uH$OopMallijaMa, jep TO Huje HU Heoll-
XOAHO. AMjaAO3H CY KOHIJH3HH U CAAP)Ke BaXHe Tauke pasme prama. Pokyc, y Kpajmoj
AUHUjH, HYje Ha AWjaAOTry, HeTO yIIpaBo Ha TUIIMHM, KOja HHje IOTIyHa, Beh je rpaase
amOujeHTaAHM 3By1H. THINMHA Ce II0KA3aAa KAO AOMHHAHTHO CPEACTBO H3PaXKaBabha,
OAHOCHO, Hapaiyje; MeABHA ITOKasyje Ad je Makbe 3alCTa BUIIIe Y CAY4ajy OBOT $pHAMA.

HapaBHo, 0ACYcTBO AMjasora He 3HA4M M OACYCTBO My3uke. Mysuuke Hymepe
IIOCTOje U YTAABHOM je ped O OPUTMHAAHOj My3HUITH IIMCAHO] 33 OBaj PUAM, KA0O U O
HMIIPOBH3AL[FIOHOM [Je3y KOjH Ce Uyje AUjereTCKH y Oapy, a H3BOAU I'a aHCaMbA unja je
IMjaHUCTKUE:A JeAAH OA 3HAYAjHUX AUKOBA. MeABHA eKOHOMMIIIE U Ca MY3HYKHM HyMe-
paMa: MOCTaBAA UX HA CTPATENIKK BAXKHA MECTA Y IIeAOKYITHOM IAaHy praMa, Boaehn
payyHa 0 TOHYCy HaXKibe FAeAAOIIa.

TumuHy 3aKCTa He MOXKeMO Y HOTIIYHOCTH AQ CarAeAaMO be3 caraepaBamba My3HUKe,
OAHOCHO 3BYKa KOjH je KpeHpaH 3a 0Baj $UAM U Koju je yrpal)eH y mera. AyTop My3uke
je ®pancoa ae Py6e (Francois de Roubaix, 1939-1975) 1 13 MOTHBa OCHOBHe TeMe je
PasBHO My3HKY 3a YUTaB GpUAM. 3aHUMAHBH Cy HACAOBH HyMepa: Le samourai, Jef et
Valérie, Valérie, Martey’s, Hotel Sandwich, Jef et Jeanne.

Aaxae, Hymepa Le samourai je 0CHOBHa TeMa M3 YUjUX MOTUBA U3BUPY CBE OCTAAL.
Hapouuro je 3aHnMAHBa YibeHULIA A TOCTOje HyMepe Jef et Valérie u Jef et Jeanne,
mro uMnaunupa Aa Ilep Kocreao nma pABa sybaBHa HHTEpeca y pUAMY — HAKO je,
GapeM Kako ce Ha IIPBO raepame ynny, XKana Aarpamk (Tymaun je Hataau Aeaon
[Natalie Delon]) Ta koja unrepecyje Lleda u xoja My 360r Tora mpyxa asu6u.
Mehyrtum, xacHuje y TOKy ¢prama casHajeMo Aa je Ile¢p Kocreao 0p6mO0 a2 usBpmn
noroa0y u ybuje MUjaHUCTKHbY, ITO CyTepUIle Ad je pa3Buo oceharma npema 1oj;
CTOTa 3aBpIlIaBa MPTAB, KAAQA I TOAULAJLIH CAYEKajy Y 3aCeAl Y KAy Oy. Y IUTamy Cy ABe
HyMepe PasAUYUTOr PACIIOAOXKeba. /DYOaBHY HHTepecH MAM He — MeABHA He pasBuja
Aane 0By TeMy, pokycupajyhu ce Ha KocreaoBy camohy i Hamepy Aa cazHa 3amTo cy
My merosu Happehenu okpenyan aeba, a moToMm 1 Ha s AQ TIPEXKUBU OKOAHOCTH
koje he ycaepurm.

Aa je MeABuA 610 HHCITHPHCAH aMEPUYKUM FAHICTEPCKUM (HUAMOBHIMA, jACHO je
YIIPaBo U3 caMor XaHpa puama — y muray je ,upau duam” (film noir). Ocnm unme-
Hulle Aa je KocTeao maahenn youria, oH je 00ydeH y KUIIHA MAaHTUA U GEAOPY, LITO CY
CUMOOAU HEKUX OA HAjIIO3HATHjHX AUKOBA U3 GHAMOBA IAHICTEPCKOT XKAHPA, A TY je ’
I1e3 MY3HKa, KOja Ce ,4eCTO [0Be3yje ca KPUMUHAAUCTUYKUAM HOAp GpHAMOBHMMA’, KAKO
nctrae Openk Casamon (Frank A. Salamone) (2017: 143-157) Mysunuxke Hymepe ce
YTAQBHOM jaBAajy Kao My3HUKH ITpeAasy u3Mel)y cileHa, AOK ce [1e3 HCKAYIUBO Uyje y
6apy. He Tpe6a HrHOprCcaTH YMmbEHHITY AQ, KAKO TO IIPUAMYHM GHAMOBHMA U3 IIOMe-
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HyTOT )XaHPA, Ha KPajy jeAaH OA TAQBHUX AMKOBA OMBa ycMpheH, Kao 1 AQ je M3 YNTaBOor
HapaTHUBHOT TOKa prAMa jacHO Aa cpehHor kpaja Hehe 6uTH.

Hapanuja ce cipoBopu ImyTeM MOKpeTa 1 BUSYEAHOT CAEAQA CIIeHa ITPeA TACAAOLIEM.
YKOAMKO UMaMO y BHAY Ad CY TIOCTYAATH 4UCiliol puima GOKYC Ha eAeMEeHTHMA Kao
IUTO Cy MOKPeT, BudyeaHa komnoaunuja 1 puram (Cinéma Pur 2018), moran 6ucmo pa
ucrakaeMo ¢puam Camypaj Kao npuMep OCTBaperha HHCIMPUCAHOT YUCIUM PUAMOM.

Kapa je ped 0 aMbujeHTaAHMM 3ByIIMMA, KA0 M 3BYYHUM eeKTHMA, IIBPKYT IITULIE
KaBe3y je KOHCTaHTaH M Hajy4eCTaAUjH 3BYK y HAMY, He CaMO KaAa je ped o cIieHama y
KocreaoBoM amapT™maHy, Hero ¥ KaAa ra y OAMIIHjCKOj CTAHMITM IIPUCAYIIKY]Y — AAKAE,
aMOUjeHT HeroBOT CTAHA IIPEHOCH Ce y MOAMIIHjCKY CTaHHUIYY. MOXAQ je Ta mTuna y
KaBe3y yIpaBo CUMOOA TAQBHOT AMKa, C 0O3MPOM Ha TO Aa OH buBa ,carepan y homax”
y 60p6u — ¢ jeAHe CTpaHe, ca IIOAMIIHjOM, & C APYTe CTPaHe, Ca CBOJHM ITIOCAOAABIIFIMA.

IlocTrynak moHaBmama je 3aCTyIoEH — HauMe, My3UUKe HyMepe ce jaBmajy
Y CAMYHMM APaMaTCKUM OKOAHOCTuMA. [Topea Tora, moHaBma ce u cijeHa kpabe
ayToMobuAa ca oyeTka pUAMA — AAM CAAQ Y IIOTITYHO APYToM KOoHTeKcTy: KocTeao
je capa YoBeK ca IOTePHHIE H, KOAUKO I'OA IIOKYIIABAO AQ OCTAHE PHOPaH AOK Kpape
ayToMo6HA, BUAMMO AQ je HepBO3aH U 1oA TeH3njoM (1:32:51). Takobe, oH OHOBO
AOAQ3H y TApaXy Ha POMEHY PerNCTAPCKUX TAOAMIIA, AAK TO je Capd TECKOOHA TUIIMHA
KOja ce 3aBpIIaBa peurMa MexaHmdapa: ,OBo je mocaeamu myT . M saucra, To je 1 610
Kocreaos nocaepmu myt. Obe crieHe y rapaku IIPEACTaB»Ajy HAj3AHUMASHBH)H BHA
THHe. AMOUjEHT je MCTH, aAU je IIPY IIOHABAAISY CUTYAllHja ApYTadurja, 030 sHIja.
Y npsoj tumunn, Kocreao je umao aa youje MeTy koja My je pA0AemeHa. Y APYTOj
THIIMHY, OH je MeTa. AoBalj je ocTao AoBuHA. OBa IIOHABASAA YKA3Yjy Ha allCy PAHOCT
U 6e3M3AA3HOCT Herope cuTyanuje. IberoBu mocTynuu u KapAuUHaAHe Ipelike y
IpHKpHBaiby youcTsa (IOHOBHA [IOCETa MECTY 3A0YMHA, Oallatbe MHIITONA Y OOAIKIBY
PeKy, OAAararme KpBaBHX 3aBoja 6AM3y anapTMaHa Tae GOpaBH UTA.) MMIIAMLIEPAjy AQ je
YMOPaH 0a jypHaBe, Ad KeAU Ad OYAe YAOBAEH — IITO Ce, Ha KPajy, U AellaBa.

T'OJUHE YTBAPE

Pexxujy oBOr ocTBapema 0 caaBHOM yMeTHuky ®pannucky Toju (Francisco Jose de
Goya y Lucientes, 1746-1828; Tymaun ra Creaan Ckapcrapa [Stellan Skarsgard])
noTmucyje peaures Musom Qopman. LenTpasna Tauka GpuaMa jecTe CKaHAAA Y KOjH
je ynaerena Tojuna mysa, Mues (y Tymademy Hataau IToprman [Natalie Portman)),
KOja je HeIpaBeAHO MPOTAAIIEHA jePeTHKOM OA CTPaHe IIITaHCKe HHKBU3UIIYje.
Magpa ¢uam Hocu T'ojuno ume u I'oja jecTe H3y3eTHO BakaH AUK, OH 4eCTO OuBa
MaprHHAAM30BaH ¥ OAHOCY Ha AMKOBe Koje OH, [0 IpUpoAH brorpadckux GpuaMoBa,
Tpe6aAo mocMaTpaTH Kao crnopepre. I'oja, cTuIajeM OKOAHOCTH, OUBA YIIAETEH Y
npuuy usmeby Bpara Aopenna (Tymauu ra Xasujep Bapaem [ Javier Bardem]) u
Mues, nocrajyhu Ha TpeHyTKe ITyKU MOCMATPay, CBEAOK jeAHOT BpeMeHa H CBera IITO
je To BpeMe ca co6om Hocrao. OBy npeTnocrasky moTsphyjy Popmanose peun aa je
T'oja 610 HA€aAHA AMYHOCT KPO3 YHjy BUSYPY je TpeOaAo HCIPHUYATH IPHIY O KPajy
XVIII u noyerxy XIX Bexa, TypbyaenTHnM BpeMeHnMa 3a I1Inanujy, HamoaeonoBuM
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ocsajamuma... (Cf. Levy 2007). Haume, Muaom QopmaH je A0mao Ha HAejy 0
0BaKBOM QHAMY jOII 3a BpeMe CTyaHja Yy dexocA0BauKoj, Kapa je YUTAO0 O IIIIAHCKO]
MHKBUBUIIUJH — AOK CY I'a, C ApyTe CTpaHe, pacllMHUpPaAe CAMKE H CTBAPaAAIITBO
Toje (Cf. Levy 2007). ®opmana je Hajeume dacuunupasa [ojuHa anOAUTHIHOCT y
u360py AMYHOCTH Koje he A2 CAMKA — CAMKAO je HHKBH3UTOPE, 0CObe U3 BHCOKOT
APYIITBA, AAU 1 YA€ M3 HAjHIDKHX ADYIITBEHHX CAOjeBa, KOjU CBOje AaHe ITPOBOAE Ha
yanim nan y kapauu (Levy 2007). Y ToM cMHCAY, 3aHIMAHBA Cy APYTa ABa [IOMEHYTa
rAaBHA AMKa y 0BOM ¢uamy — Bpar Aopenno u Mue3 Buabarya. Bpar Aopenrno
je YOBEK CHAXXHUX yBepema, AMK KOjH je y IOTIYHOCTH mocBeheH AOKTpHHHU
HHKBH3HUIHje, 6apeM A0 PppaHIfyCKe MHBA3Hje K HAAETA PEBOAYIIMOHAPHUX HAE)a,
Koje he 3HauajHO IPOMEHNTH HETOB IIOTAEA HA CBET; C ApyTe cTpaHe, MHes je Maapa
lmankuma 13 A0bpocrojehe mopoauie, koja 61Ba AQKHO ONTYXKEHA 32 jepec U 3a
IIpaKkTUKOBame jeBpejckux obuaja (Levy 2007). Peanres priama je ncTakao Aa oBae
yomuTe Huje ped o T'ojunoj 6uorpapuju. Puam ce ¢ pazaorom 3ose Tojune yiniape,
3aTO IITO Ce 3aKMCTa PAaAH O yTBapaMa — AyXOBUMa CTBAPHUX AYAU, MAU SYAH KOje je
T0ja 3aMHCAHO; AYAH KOje OH CAMKA... (Smith 2018).

3uavajua nHPopmanuja u3 [ojune 6uorpaduje, mpepcraBseHa y puamy, jecre
YMeTHHKOB ryburak cayxa. Kako je To Tperupaso y ¢puamy?

Y 50. MUHYTY, IPHAMKOM II0OCMATParha AOMade Ha KOjoj je CaseH MopTpeT bpara
Aopenna xoju je I'oja HacAuKao, TOKOM 3BOH-€Hba IIPKBEHHX 3BOHR, [0ju movume A 3yju
y ymmma. 3yjare ce KOHTHHYHPAHO Yyje AO S1. MUHYTa GpHAMA, AOK Ce KAAPOBH OIITPO
ceky, mpeaasehu Harao ca T'oje, koju je y aronuju, Ha ouut Bpara Aopeniia Ha mopTpery
KOjH TOPH. AaKAe, YMECTO AUPEKTHOT I'yOUTKA CAyXa y BUAY MEHyTa hyTama, pesxucep ce
OAAYUYje 32 MUHYT 3yjarba, TUMe IIPIMOPaBajyhiui rAeAa0lIie AQ CXBaTe KaKBY je HeAAroAy
T'oja oceTHO y TOM TPEHYTKY, Tepajyhu x A2 oceTe HeroB 6OA.

IMoTmynu ry6utax cayxa npeaodet je (James 2018) y Buay Tojune koncTatanmje:
»Mory pAa BUAUM OBe eKCIIAO3Hje, aAU He MOTY Aa X uyjeM. [ays cam. Capa cam
notmyHo rayB...“ (,I can see these explosions but I can’t hear them. I am deaf. I am
completely deaf now... “) *Tek 0a 58. MuHyTa duAMA.

3 TojaxoHcraryje y T0j cienu caepehe: ,Capa caM moTIyHO rayB, aAu cBaKor jyTpa 3axsasyjem Bory
IITO MM HHje OAY3€0 BHA, Te MOTY AQ BUAUM M 3a0eAexuM 1ITa ce oBae Aemraa. OBo cy ¢ppaHIycku
Bojuuuu. Mameaynu. Crierinjassa xommiia kojy je Hammoaeon perpyrosao y Erunty, aa 61 ocaob60am0
Imanujy. Aa 61y iy AOHeO naeMeHuTe Hpeje dpariycke peBoaynuje. CA060Aa, jeAHAKOCT, 6PATCTBO.
Aau A2 61 opbpaHKO peBoAyLHOHApHe HAeje, HamoAeoH, koju je Mp3eo MOHAPXH]y, IPOTAACHO je CBOT
6para Xoszeda xpasem IlInanuje. Aan, 3a Moje 3emmaxe, Illnanne, HamoaeonoBa Bojcka Huje HumTa
APYTO AO CTpaHKX ocBajada, okymaropa.” (”I am completely deaf now, but every morning I thank the Lord
that He hasn’t taken my sight away that I've been able to witness and record what has been happening
here. These are French soldiers. The Mamelukes. Special cavalry recruited from Egypt by Napoleon to
help liberate Spain. To bring us the noble ideas of the French Revolution. Liberty, equality, brotherhood.
Then to defend the ideas of the Revolution Napoleon, this scourge of royalty, made his own brother,
Joseph, the King of Spain. But to my fellow Spaniard, Napoleon’s armies are nothing but foreign invaders,
occupiers.”) ITpeysero ca: https://www.springfieldspringfield.co.uk/movie_script.php?movie=goyas-
ghosts, mpucrynmeno 2.8. 2018.
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HaxoH AepUHUTHBHOT I'ybHUTKA CAyXa, 3HAYAjHU CYy KaApOBH y kKojuma T'oja
TIOKYIIaBa APYTHM AMKOBHMA AQ YT Ca ycaHa. IIpUTOM, je3UK HHje OACYTaH Y GUAMY.
Bep6aanu jesux ce TpaHcOpMHUILE Y je3UK 3a TAyBOHeMe, 00e36elyyjyhu tume Tojuny
KOMYHHUKAI[Hjy. YMECTO je3MKa, CAAQ MIMAMO MUMHUKY 1 TOBOP T€AA KaO OTEAOTBOPEre
TUIIKHE, KA0 HheH 13pa3. [0ja capa )KHBU y TULIMHH, AAU U IECTBYje Y KOMYHHKALIU)H
TumuHOM. Y nopehemy ca ITepom Kocreaom, koju ce u3paxkaBa CBOjOM XAAAHOM
criopamsoirhy, Toja oBae Hema H360pa, OCKM A2 KOMYHHIIUPA FTOBOPOM TeAQ.

Peputesr Qopman $poxycupa ce Ha mpukasuBame [0juHOr TybUTKA CAyXa
y ¢usmukom (mocrasmajyhu raepaone y Tojun yrao raepama) u MCUXUIKOM
cmucay (yTHIj Koju ry6uTak cAyxa uMa Ha [0jUHO MEHTaAHO 3ApaBse). Y TOM
CMUCAY, 3AHMAUBO je PeACTaBAambe [0jHHOT IyOUuTKa CAyXa KPO3 HeroBy AMYHY
nepcrekTuBy. ¥ cijeHu Kapa FHes, HAKOH M3AACKa M3 3aTBOPA, AOAA3H KOA Hhera Ad
MOAH 32 TOMOR, raepasais je mpuxyhen pa moHoso 3aysme [ojuny nosuimjy 1 u3 npse
PpyKe HCKycH meroBe Temkohe. I'oja mocMaTpa Iice Koju Aajy Ha BpaTa, cxaTajyhu aa
je HeKO Ty, aAH He Uyje HHXOB AABEX, I1a ra He uyjy Hu raepaoru. Kaaa mocmarpamo
TI'ojy, 3Byk mocroju. Kasa 6usamo I'oja, 3Byk He nocroju, Beh camo mornyHa
THIINHA U BU3YEAHA HHTEPIPETALINja OHOTA IITO He MOXe Aa ce dyje. TummuHa je, y
KOHTEKCTY OBOT QHMAMA, 3aCTYIHUI]A HHBAAUAUTETA U MPOOAEMa KOjH HACTAjy HAKOH
HHBAAHAUTETA, Te Ce OAHOCH Ha QUBHMYKU eAeMEHT AUYHOCTH.

YMETHHUK

Hemu ¢puam y 2011. roansn? AncoayTHo Moryhe — kao oMax epu HeMoT GpuaMa, y
BHAY OCTBapema YMemiHuK, y KOjeM IPaTHMO YCIIOH U I 3Be3Ae HeMOT QHAMA, Koja
Ce CycpeAa ca M3a30BOM KOjH je ca CO60OM AOHEO TEXHOAOIIKH Hanpepak. ITo3Haro je
Aa CBaKU HOBH TeXHOAOUIKH U3yM IIPEACTaBoa U3a30B 32 BpeMe y KOMe je OCTBapeH,
AAM U 32 YA€ KOjHU CY Ce YAYSKAAM Y AAXKHY CUIYPHOCT CBOj€ CAABe, Y KOHTEKCTY
$uamcke ymernocru. Takas je cay4aj u ca amkom Llopua Basentajua (George
Valentin; Tymauu ra YKan Awxapaen [ Jean Dujardin] ). Kako tummumy y Hemom ¢pramy
He MOKeMO HHKAKO IIOCMATPATH Ka0 alICOAYTHY, IIOTPEOHO je OCBPHYTH Ce 1 HA HAYHH
Ha KOjH je AooyapaHa aTMocdepa ,3AaTHe epe” HACTAHKA U pa3Boja GpHAMA KAO cepaMe
ymerHoctH. Ayaosuk Bypc (Ludovic Bource) nornucyje mysuky, kako opurnHaamy,
TaKO U APXUBCKY, CIIELMjAAHO 0AAOpaHy 32 0Baj PUAM.

Quam Ymetinuk cAeAM IPUHIKIE U TOCTyAaTe HeMoT ¢puama. [oBopa Hema, a
yMecTo mera KopuurheHa je My3HKa, Koja [0 CBOjUM CBOjcTBHMA oAceha Ha apxuBcKy
My3uKy kopumtheHy y npasum Hemum ¢ramosuma. Ho, Huje ped o mykoj mMuTALHjH
HeMmor $uama, Beh 0, KaKO caM IOMEHYAQ, BEIITOM OMaXXy, KOjU OAUIIE AYXOM H
arMocdepoM Kojy Mmo3HajeMo U3 HeMUX GHAMOBA. YBEPTHPA, KOja je u3BoheHa Ha
IOYeTKy IpojeKiije $UAMA, YCIOCTaBbA HeTOBO OCHOBHO PAaCIIOAOXKEHe, A 3aTUM
CBa [TIOTOK:A My3HKa BpIIK QYHKIIHjY KOjy je HeKaad HCITyHhaBaAd apXUBCKA MY3HKa.
YKOAHKO je ped 0 Ay0aBHO]j CLieHH, yIOTpebseHa je MHAO3BYYHA MY3HKa I[YAQYa;
YKOAMKO je CIleHa ApaMaTH4YHA, UAM [IOAPa3yMeBa 3HadajaH APAMCKHU 00pT, uyjeMo
ApamatuyHy My3uky. byayhu aa ce yHyTap oBor $prAMa HaAa3U ¥ MUHHjATypPHI GHAM
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Pycxa adepa, xao joI jeAHO ycIlelHO ocTBapee y kojeM ,raymu’ [lopi Baaenraj,
YKOAHKO je ped O CIjeHH y KOjOj Ce TAABHU IPOTATOHHUCTA WIykha, 1 My3uka he 6utu
TajancTBeHa. Hanme, cam ¢puam Ymedinuk nouume clieHaMa U3 TOT MUHMjaTypPHOT
$uama; raepamo npemujepy Pycke agepe n opxectap (2:35) Koju je u3a sacTopa.
JacHo je Aa ce aAyAMpa Ha IIPAKCy KOja je OHAA 3aCTYILSEHA TOKOM 3AATHOT A0GA HeMor
¢rAMa: IHjaHUCTa MAK OPKeCTap Cy IPATHAH CIIeHe Ha IIAATHY, u3BoAehu Hymepe 13
CIIMCKOBA ApXHBCKe My3HUKe Koja 61 61aa IIpUroaHa.

Paau 6oner cxBaTama THIIMHE, KOje TAABHU AWK He JKeAH Aa ce oppekHe (y
MuHHjaTypHOM dramy oH Bude ,Hehy aa mpuuam!”), Mopamo Aa 06paTumo maxisy
Ha cam noverax ¢puama. Hamme, Beh op 5. MunyTa (05:43 — 07:39) BHAUMO AQ je ped
O TAyMa4KoOj 3Be3AH, PHAMCKOj aTPaKIUj1 Ha BPXYHITy lheHe caaBe. ClieHa IpuKasyje
3aBpIIeTaK MpeMujepe GHAMA U eKCTATHUAH AIAAY3 IyOAKMKe HAKOH IITO YTACAQjY
IIopnia BasenTajH, xoju je usamao Aa ce mokAoHuU. [Tounme KOMUYHO TaKMIYEHE ABE
3Be3Ae, Oyayhu pa oH 0AOHja AQ IPEACTABH TAYMHITY Ca KOjOM je CHUMUO GUAM, a 1
KaAQ je PeACTaBH ITyOAUIH, 6P30 je OABYUeE ca CIjeHe U BPaTH Ce, Ad 0¥ UMAO CBETAA
HIO30PHHMITE CaMO 3a cebe.

3aHUMAHBO je Aa ce He IOjaBAoYjy 4eCTO KapTHIje ca TeKCTOM Ha Koje cy
MI03HABAOIIM HeMOT puaMa HaBUKHYTH. Behuny prama raepasar nposepe untajyhu
He3alMCaHH TEeKCT ca TAyMYeBHX yCaHa.

Papwa ¢uaMa Ymeminuk CMeIITeHA je Y BpeMEHCKOM OKBHPY OA 1927. AO
1932. TOAMHE, C THM IITO je 1929. TOAMHA II0CEOHO HCTAKHYTa Ka0O BpeMe KaAa je
HMHKOPIIOPHPAH 3BYK ¥ $HAMOBE U KaAd Cy IIOUYeAN MHTeH3UBHY 3BYYHH TeCTOBH 3a
raymre. M3 ucropuje ¢puama mosHajeMo npumepe npodecHoHAAHOT ,M3yMUPamba”
TAyMalia ¥ TAyMHIIa 360r Heoarosapajyhe 60oje raaca, HeapTHKYAMCAHOT FOBOPA,
HAM, C ApyTe CTpaHe, IpeBHUIIe HATAALIIEHOT TOBOPA TeAa, IITO je 610 3HaUajaH
npodecOHAAHU MAHUP FAyMe Y HeMUM QHAMOBUMA YMjH je U3Pa3 AOCTA 3aBHCUO
OA FeCTHKyAallMje U MUMHUKe auna. IlpeMa papwu oBor ¢puamMa, 1929. TOAUHE
cy y Kunorpa¢ cryaujy (Kinograph Motion Picture Company) ciposesenn
3By4HHU TecTOBH. [Aymuna ca xojoM je ITopn BasenTaju capahusao y mperxoprnm
OCTBapeHHMA TPOAA3H KPO3 TECT LITO Y HeMy U3a31Ba MOACMeX, He 3Hajyhu aa he u
OH AQ HICKYCH CAMYHY CYAOUHY BPAO 6P30.

Y TOM CMHUCAY, THIIHHA K0 CUMOOA Harae IpoMeHe HajOose je HAYCTPOBaHA y
CIIeHHU KOja Ce OABHja Y TAyMueBOj rapaepobu. HakoH 3aBpimerka cHUMama ClleHe, OH
OAAA3M Cca ceTa y rapaepo0y, MCIuja BOAy U CIyIITa yamry Ha cto. HakoH moaa cara
6e3 6MAO KOT ADYTOT 3ByKa y HAMY OCUM MY3HKe, 3BYK KOjH AHO Yallle HAIIPaBU ¥
KOHTAaKTy Ca CTOAOM H3a3MBa IIOK U 32 raepaona. Kao u cam raymar, u my6auka je
YisysKaHA Y AKHY CUT'yPHOCT HeMOT GHMAMA, Te K HaMa Kao ITyOAHITH 3BYK IPEACTaBoA
npaso usHeHahewe. OHO IITO CAAH je MajCTOPCKO HACAOjaBakbe 3BYKOBA AO IPaHHUIle
sByuHoOT 3acuhema u npeonrepehema (ca)yxa. [Togerak BasentajHosor kpaja
obeAexeH je KyIiKameM 4allle, 3 HAIKOH TOT'a, 3ByKOBHMA APYTHX IIPeAMeTa Koje OH
noMepa, unrayhasajyhu ce 36or mocrojarma 3ByKa; 3aTHM, 3ByKOBHMA Ca YAHIIE, 3BYKOM
TeAedOHA KOjU 3BOHH, AABEXKOM HeroBor GUAMCKOT IapTHepa, IIca oA UMEHOM
Aru (Uggie), 3aTiM 1 cMeXOM jeAHe [AECAYHUILIE, A IOTOM M I'PYyIle IIA€CAUHIIa YHjH
IPOXOTaH CMeX ITOCTaje 6pojHUju 1 cTora cBe raacHuju. [lopn Basenraju ce oxpehe
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Ka CeTy, CAyIIa BeTap Koju mymry Kpo3 aunthe apseha u mpumehyje jeano mepo xoje
Mapa ca Heba, OAAKO U THXO, CBe AOK He AOTAKHe 3eMAy, HAKOH 4era HacTyIIa 3By4Ha
KYAMUHAIIMja y BHAY 3arAyuryjyher sByka Koju ra mpumMopasa Aa okpuje yuri. Hakon
TOTa, OH Ce OYAH Y IIOTIIYHOj TUIIMHK U3 PO3HUYABOT CHA, OAHOCHO HohHe Mope.
ITy6AvKa je, 3ajeAHO ca TAyMIjeM, TPOXMBEAA YUTAB 3BYYHU AYK OA TIOTITYHE THIIHNHE
AO 3By4He 3acHheHOCTH, Te Ha3aA AO IIOTITyHe THIINHE, y CBEra HEKOAMKO MHUHYTA.

3ByK je HelpHjaTes U TAYMIY U Bberosoj kapujepu. Ilybauxa y puamy sxean
CeH3allHjy, )XeAU HOBHMHY, )XeAU UCKYCTBO CHHXPOHHU30BAHOT 3ByKa M CAUKe!
Crora, peauTes OAAYYYje Ad KAO APXUBCKY HyMepY, 3HaYajHy 3a CTame OBOT AUKA,
ynotpebu cras CaittypH, Hocuray ctiiapoi goba us cure Ilranerie I'yctaBa XoacTa
(Gustav Holst), yxasyjyhu Aa je oBa 3Be3pa HeMOT puaMa 3auCTa CUMEOA CTApOT U
IPOLIAOT. YATHMATYM MY je TOCTaBseH: MOPa A IIPOTOBOPH, HHaYe Hehe mpexxuBeTn
OBy 3HaYajHy TpaH3uuujy. Iaepaonu osor Gpuama 61 0UeKMBAAU AQ HAKOH 3BYKOM
TOAHKO 060jeHe cljeHe, pHAM HACTABH AQ IPOTHYE ¥ AMjaAOry; MehyTuM, THIIHHA
je omer kvyuna! Tummna je cum60A BaaeHTajHOBE TBPAOTAQBOCTH 1 0AOMjarba AQ ce
OKpeHe 3ByYHOM QUAMY U IIOBUHYje 3aKOHMMa PpuaMcKe nHAycTpHje. OH je THIIMHA.
Thepaonu (xao ny caydajy duama Iojure yitisape) 6uBajy cCMeIITEHN y IEPCIIEKTUBY
ITopira BaaeHnTajHa: HaKo je CHUMame 3By4HHX pramoBa Beh 3axxuBeAo, mTo Moxe
Aa Ce 3aKAYYH M3 Papme $pHAMa, MU He UyjeMO AMjasore ApyTHX raymania. He uyjemo
OHO IITO OHH HeMy F'OBOpe, 3aTO0 IITO CMO MM CaAa ¥ erosoj mosunuju. OH, Kao
cHMO0A THIIMHE, 6Hpa Aa cebe caxkaseBa M BpeMe IpoBeAe Y 6apy ucnmjajyhu aakoxoa
(01:04:03), Aok My ce npusubajy auxosu us Hemor duama Cyse wybasu (The Tears of
Love) xoju je oH pexxupao, npasehu ce6u mocao y ceTy y kojeM BUIIe HeMa MecTa
HeMOM QHUAMY.

Mosxke ce moyhu mapaseaa usmelyy panuje comenyror I'oje u Ilopia Baaenrajua:
jeAQH AWK je H3T'YOHO CAYX, AOK APYTH HMa IPHAHUKY AQ Uyje, MehyTHM, TO He JKeAH.
Pey je 0 3aHMMAUBOM IICHXOAOMIKOM IIOPTPETY ABA AMKA ¥ ABEMA Pa3sAHYUTHM
curyarujama. [oja rybu cAyx, aAu YMHH ce AQ TO HeMa IIPeTePAHOT YTHIIAja HA BerOBY
TIICHXY, Te Ad Ce TIOMUPHUO ca ToM yuseHuioM. Ca apyre crpane, Ilopi Basenraju ne
JKEAH Ad dyje U TO 3a ’era IpeacTaBsya onTepeheme: usmelyy ocrasor, pusmaku je
MPHUKA32HO HeTOBO OAOUjarbe HOBUX OKOAHOCTH — OH IIOKPHBA YIIU. JeAHOM AMKY Ce
OAY3HMa 3BY4HH CBET, AOK Ce ADYTOM AUKY TIpY>ka IIPHAUKA Ad Ta OTKpHje.

ITocAeaMYHO TOMe, HAKOH IITO je IPeXHBEO IOXAP U IIOKYIIAj CAMOYOHCTBa,
BaaenTaju ce oxpehe capaamu ca naecaununom Ilenu Muaep (Peppy Miller,
Tymauu je Bepennc Bexo [Bérénice Bejo]), capa ycrnemnom $uaMCKOM 3Be3A0M,
KOja My IIpeAAaKe Ad IIAEINIy 3ajeAHO y $HMAMOBHMMA, TUMe CTBapajyhu HOBY
aTpaknujy (01:34:04), no ysopy Ha ®peaa Acrepa (Fred Astaire) u [Iunmep
Poyepc (Ginger Rogers). McnocTasa ce Aa BaaeHTajn unak He Mopa Aa ce
OApeKHe THIIHHE, C 063MPOM Ha TO Aa My 3a IAec He Tpeba rosop. Mehyrtum,
AMjanor mouume Tapa y duamy, peyjy ,Cenu!” ("Cut!”) u pexxucepckum moxsasama
3a CjajHO H3BeAeHY IAECHY clieHy. PeanTes IOCTaBs»a MUTARKE TAYMITY AQ AU MOT'Y
A2 CHHMMe CIIeHY IIOHOBO, Ha IITa IIPBH IIy T YyjeMO FAyMyYeB T'AAC, Kapd Ce CAOXKH Ad
Ce IOHOBO CHUMHU CIj€Ha, Teé OTKPHBAaMO Ad OH TOBOPH €HTAECKH Ca QPaHITyCKUM
akieHTOM (IPUPOAHO, C 063UPOM Ha TO Aa je TAyMall KOjU TyMadd OBY YAOTY
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®pannys). Ty ce mocTaBya M HOBO IUTAIE: AA AM TAYMAl] HUje MOTA0 A2 yCIle y
3By4HOM $uAMy 360T 60je raaca, uau 36or jesmuke 6apujepe (mro je 3aucra u 610
CAy4aj y 3AaTHO Bpeme HeMoT dpuaMa)?

TumuHa je, AakAe, y 0BOM GHAMY IIPEACTaBASEHA KAO CUMOOA HAarAe mpoMeHe,
IPKOCA, PEBOATA, CAMOCAXKarerha U Ha Kpajy, pesurHanuje. Mehyrum, cam xpaj
puaMa yKasyje Ha YHIEHHUI[y AQ TOBOD HHUje HEOIIXOAQH M HUIIOLITO He MOXKe Ad
Ce aIICOAYTHO M3jeAHAYH Ca H3PAa30M, 3aTO LITO Ce YATUMATHBHO U BaAeHTajHOBO
H3paKaBame CBEAO, Kao u y caydajy Ilepa Kocreaa u Toje, Ha roBop Teaa.
CHMOOAHYHO je A BeroB AMK Y MUHUjaTypHOM GHAMY, IPHAMKOM Myderha, 0AOuja
A4 TOBOPH, IITO je CHMOOAMYHO 32 paAwsy camor ¢uama Yueinuk, kapa ITopix opbuja
peAuTesEBY MOADY A IIPOTOBOPH H Ad Ce OKpeHe 3By4HUM pramoBuma. YuHu ce a2
je, Ha Kpajy, UIlaK IIpOroBOPHO.

OAHeAABHH IIOBPATAK PEAUTENHA HA HEMH GUAM, 3aTHM M AABaFbe HOBOT My3HIKOT
AVIKa HeMHUM UAMOBHMA IPHAMKOM peCTaypaliije, jeAHO je 0 IIUTakba Ha Koje Cy ce
OCBpHyAH ayTOpPH TekcToBa y 360opauxy Today’s Sound for Yesterday's Films. (Wall-
engren & Donelly 2016). Ypeaunuu Au-Kpucrun Basenrpen (Ann-Kristin Wallen-
gren) u K. II. Aonean (K. J. Donnelly) ysubhajy napaaeay usmely ynorpe6e mysuxe
y ¢uamoBuMa y IpBoj AerjeHuju XX Beka U ynorpebe Mysuke y $UAMOBHMA HEKHX
CTO TOAMHA KACHH]j€, T€ je y TOM CMICAY My3HKa BAXKHO CPEACTBO Pa3BOja IOHOBHOT
MHTepecoBama 32 HeMu puaM, a Takohe u werose peunsennuje (Wallengren &
Donnelly 2016: 1-9).

YHUHOBU OCBETE

®uam Yurosu oceertie peautesa Fcaka Paopenrtnna moaceha Hac 360r yera mpodecuja
aABOKATa M HHje Oalll TAKO AelIa, KAKO je 4eCTO MIPUKA3aHa Y GHAMOBHMA U cepujaMa.
Maxo cam noveTak ¢puaMa, ycaep XMIEPCeH3UTUBHOCTH Ha 3BYK IIPOTArOHUCTE, ACAYje
Kao I0YeTaK Hay4YHO(PaHTACTHIHOT PUAMA, TIOCPEAH je TPUYA O AUYHOj OCBETH jeAHOT
My>Xa ¥ OIja, KOjH OIIAAKyje youjeHy sxeHy u KhepKy. YMeCTO peun Koje Cy OCHOBa
BeroBe npodecuje, Te Beroso opyxje, ®penx Baaepa (Frank Valera; yaory rymaun
Anronno Banpepac [Antonio Banderas)) ux ce oppude u 6upa MHOTO edexTHuje
OpY>Xje Y CBOjOj MOTPa3Hu 3a IIPaBAOM — TUIIKHY.

OcHoBy ¢uama npepcTaBmajy Meguiiayuje Mapxa Aypeanja (Marcus Aure-
lius), kmura Koja je cBojeBpcHU myTOKa3 u cumboA Baaepune 6opbe 3a mpasay.
Haume, Basepa nponasasu 3HavajHe cMepHHuIle y Meguiiayujama, Te ce OAAyYyje
Aa ce 3aBeTyje Ha hyTarme AOK He OCBETH CBOjy IIOPOAHITY. BupeBIIN Aa 0A AOKaAHE
HOAHIIHje HeMa MHOTO KOPHCTH, OAAYYYje Ce Ad CaM CIIPOBeAe UCTpary. 3HadajHa CIleHa
(34:32), y k0joj Baaepa o6jammaa mocTyaate cTonyusMa 1 3Ha4aj Mucan Mapka
Aypeanja, moppasyMeBa mberoBo nocsehuBame GU3MIKOM yCaBpIIABakhY, YUy
OOPUAAYKMX BENITHHA, YATAY KIbUIa 3HAMEHUTUX MHCAHAQLIA, AAH K YBPCTY OAAYKY
Aa TIpOBeAE XKUBOT Y TULIMHU AOK He TIOCTUTHe CBOjy ocseTy. Haume, Baaepa ucruye
Aa cy AypeanjeBe Meguiliayuje ,IiicaHe IIpe CKOPO 2000 TOAMHA H IIOCTaAe Cy 6a3a
CTOMLIM3MA, YHje BepOBaIbe AeXKH Y CXBATaIby Ad je Hajbosra HHAMKaLHUja Ppruao3oduje
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jeAHe MHAMBHAYe He OHO IITO je peKAa, Hero OHo WTo je ypapuaa. Crourm 6u ce
3aBETOBAAM HA THIIMHY y HaMepH Aa ce OKycupajy Ha oppehenn saparax.” (Acts of
Vengeance, Matt Venne) ¥ 0Boj ¢puaosoduju Barepa mpoHara3H CHAr'Y B TyTOKa3 Ka
OCTBapemy CBOje Hamepe.

OBuM $pHAMOM IpeAOveH HaM je 3HaYaj raaca. MeAUITMHCKA cecTpa Koja yKasyje
nomoh BaAepu HaKkOH OKpIIaja ca yAUYHOM OAaHAOM OYeKyje Ad jOj OH OATOBODH Ha
IUTamkba, HAU Ce YYAH KaAd He A0OUja 0ArOBOpe, He cxBarajyhu Aa ce OH 3aBeTOBaO
Ha TumuHy. OACYCTBO raaca Kao BUA THIIHMHE YHOCH KOHQY3Hjy, HepasyMeBabe,
pycrparmjy u 3a6puHyTOCT. Tek HAKOH CXBaTamba AA Ce OH 0aBK UCTPAroM U YBHAOM
Y I5€I'OB XUBOTHHU CTHA HAKOH I'yOHTKA IIOPOAHIIE, MEAHIINHCKA CECTPA CXBATA HETOBY
THIIUHY.

Kapa je ped 0 3ByKy, eroBa TUIIMHA/ OACYCTBO rAdaca, AOHeAa je oppehene
OeHeduiuje AUKy y cMHCAY, Kako caM Openk Baaepa kaxe, ,o60mmarma cayxa seh
IIOCA€ ITap AQHA OA 3aBeTOBama’. Pexaa 61X Aa je ped 0 6050 mepLemnIuji, 3aT0 WITO
je, He onrrepehyjyhu ce Bumre pasmumsamem o Tome mra he pehwu, Bumre gpoxycupan
Ha OHO IITO he YyTH M yYMHHUTH, OAHOCHO Ha OHO IITO FHeroBa YyAd MEPIUIHPA)y.

Kao mro je panuje criomMeHyTO, y $UAMY je HCTAKHYTO je HEKOAUKO OAAOMAKa U3
Meguinayuja (Aypeauje 2004):

Ovuexusaitiu 0g A0WUX LYGu ga He uuHe 340 je Ayguro. (00:51)

Kaxo 6p3o iiporasu cge... (05:18

Kasnu camo onoia xo je iiouunuo sa0uu... (31:51)

Mopaw eeposaitiu ga, axo je uwiia yoiwiie moiyhe, u wu 1o moxeut Hoctiuhu.
(32:39)

Peuu cy mumiswetoe, He wuroenuya. Akyuja je jeguna uciiuna. (34:14)

Huwitia iwie e ciipeuasa ga ypaguui 0Ho wiitio mopa 6uitiu ypahero. (53:00)
Haj6oswa je oceeitia ne 6uitiu kao inieoj neiipujaities. (01:05:32

Ipuxeatiiu clisapu 3a Koje itie cygouna sesyje. (01:21:36)

Hasepenu nutaryu us Meguitiayuja npeacTaBnajy TeMesar Baaepune tumune. Hanve,
MHKOPIIOPHCAhe OBHX OAAOMaKa y $UAM Takole cAyxu 0OeAesxaBary OKOAHOCTH
Be3aHux 3a Baaepy: nmpBu IUTaT 0AHOCH Ce Ha HeroBo Npo¢eCHOHAAHO II03HABakhe
HPUPOAE SYAH KOje je OPaHHO Ha CYAY; APYTH LIUTAT OAHOCH Ce Ha IIPOITYIITEHO BpeMe,
KOje Huje MPOBEeO Ca CBOjOM OPOAULIOM; Tpehu 1uTaT, KaKo je IpHKasaHo 1y GHAMY,
ocemnthyje Baaepy pa Tpeba A2 Ka3HU ITOUHHKOLIA 3A0YKHA, 4 He Ad KaXKibaBa cebe 3a
CMPT CBOje IIOPOAHMIIe; YeTBPTHU IIUTAT OAHOCH Ce Ha HeroBy QU3HUKY U IICUXUYKY
IpUIIpeMy 3a CYKOO ca IIOYMHHOIIEM; eTH IJUTAT OAHOCH Ce Ha PeaAu30oBambe
BHeroBOr IAAHA OCBeTe HAKOH LITO Ca3Ha KO je OHO MOYMHHUAAL); WIeCTH IJUTAT
OIIpaBAaBa MOCTYIIKe Koje Basepa Mopa Aa mpeay3Me y peaausoBamy CBOje OCBeTe;
CEAMH LJUTAT OAHOCH Ce Ha YMIbeHHITY Ad je Barepa nomreaeo ocoby (xopymnupanu
TOAMIIAjal}) KOja je yCMPTHAQ HeroBy IOPOAULY U TOKa3a0 MUAOCT IIPeMa HheMy;
Haj3aA, TIOCAGAH, OCMH ITUTAT OAHOCHU Ce Ha BasepuHO npuxBaTame YHIbEHHUIIE A3,
IITA FOA AQ YPAAH, He MOXe AQ TIOBPATH U3T'YOoeHY IIOPOAULLY, T€ Y TOM IIPUXBATAY
IIPOHAAA3H AYIIEBHU MHUP.
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Tumuna, y cAydajy oBor $uAMa, He IPEACTABSA PE3UTHALN]Y U 6€3BOSHO
npemnymTame CyAOuHH, Beh MeAUTHpame U MAAHHpabe KOPAaKa Ka IPeAy3HMamy
OCBeTe H, y KPajib0j AUHHjH, IIPeAy3UMarbe KOPaKa Ka AyXOBHOM UCIienrersy ocobe
KOja je U3ry0HAa IIOPOAHILLY.

3AKHSYIAK

HaxkoH aHaAM3€e TpeTMaHa TUIIKHE Y 0AAOPAHNM GUAMCKHMM OCTBAPEHHMa, jACHO je Ad
je THIIMHA TPeTHpaHa Kao BaXKAH AeO KaKO 3ByYHe ITAAETe, TAKO U ITAACTE PEAUTENSCKHX
pellema 3a IpuYame IpHuye, HCTUIJalkhe HeKe YHIbeHUIle O AUKY, HCTPAKUBambe
OAHOCA AMKOBA Y QHAMY, CTYAMjY IIOKpeTa y HAMY, MeHbarbe PUTMA U TeMIIa GHAMA,
ckpahuBame n mpoaysxeme puamckor BpeMeHa. TumuHa 3aBpelyje jeanaky maxsy
Kao M My3H4Ka IAPTHTYPA, Te Ce yOuaBa HAIIOp PeXKCePa A Taj KBAAUTET IIPEIIO3Hajy
U YKiy4e Y CBOje GHAMOBe.

THUIOBY THINHMHE KOjH Cy OMAM 3aCTYILbEHH y OB YeTHPH PHAMA jecy rybHuTaK
3BYYHOT CBETa U yAa3ak y okpune Tumute (Iojune yiisape), TAMNHA CBOjCTBeHA
xapy (Ymetinuk), croraxa Tummsa (Jurosu ocseilie ), TUIMHA KaO OACYCTBO AMjaAOra
M Ka0 AOMHHAHTHH ,,3ByYHH I1€j3aK" pHUAMA UCITYeH aMOUjeHTaAHUM 3BYILIHMA, CTOTa
u peaancrudan (Camypaj).

Kapa je ped o0 MecTy Koje ce Aaje THIIHHY, YOUHAN CMO CAyYajeBe KaAd THIIMHA
AoMuHHpa Hap MysudkoM nparmoM (Camypaj); Kapa je ycaraameHa ca 3ByKOM,
yCIOCTaBba BpeMe papibe puaMa u pacnoroxeme crena (Iojune yiwisape); kapa
HAYCTpYje Y MOTIYHOCTH QHAM, a HAPOYHTO KaAd ACAYje Ha ABAa HUBOA Y OKBUPY
jeAHOT QHUAMCKOT OCTBaperma — ped je O OKOAHOCTH Ad je YBOAHA IIHIa uaMa
(Vmeinnux) yjearo u yBopHa mmmna ¢puama y puamy (muxu dpuam Pycxka/Hemauka
agepa). Taxohe, THIIMHA MOYXKe A2 A€Ayje Y CarAacjy ca PHPOAOM PUAMA, HE3ABUCHO Y
0AHOCY Ha My3udKy npatisy (Yunosu ocseitie). TummHa je cBaKako cpeacTBo Kojem he
ce peauTenH OKpeTaTH y cBe Behoj Mepu y 6yayhHocTn, a ogexyjemo u Aa he konauno
OUTH IIperno3HaTa Kao AUMeH3Hja Koja $UAMCKOj YMETHOCTH MOXe CaMo jOII BHIIe
HPUAOAATH Ha KBAAUTETY.
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MonNikAa Novakovic

SILENTIUM EST AURUM: THE RELATIONSHIP BETWEEN SILENCE AND SOUND IN
FILM AS ILLUSTRATED BY FILMS LE SAMOURAI (1967) Gova’s GHosTs (2006), THE
ARrTIsT (2011) 1 ACTS OF VENGEANCE (2017)

(SuMMARY)

Silence in film and understanding of silence in the seventh art poses many
questions. The results of the analysis of these four films gave their unique
answers to the said questions. The unique relationship of silence and sound was
considered, and the reason for dedicating equal attention to both ends of this
important spectre was to reach better understanding of the films that served as
case studies, as well as to understand message or messages that were given to the
viewers in conjuction with the action on screen (or lack thereof).

Special attention was also given to several elements that, I believe, play vital part
in understanding the usage of silence in film, such as: character’s behaviour and
body language as well as his appearance, his relationship with other characters,
and, maybe most important, the reason why director chose to build specific sound
world around the particular character. Jef Costello (Le Samourai), as a character,
is defined by his cold exterior, few words and little to no dialogue he exchanges
with other characters - silence is inherent to him as a person. Goya’s Ghosts is the
perfect example of the biopic that can be built around one specific information
from a person’s biography. Of course, I'm speaking of Goya’s loss of hearing which
was illustrated in the film via his relationship with other characters and also via the
fact that, like Costello, he expresses himself using body language, except it is for
entirely different reasons. In the third case study, George Valentin is a character
whose profession is silence and who refuses to give it up for the sake of new
technological advancement in films — sound, the sole enemy to his professional
survival (the very film The Artist is a silent movie depicting this golden era of film
history). Last case study provides an insight into the nature of vow of silence,
especially in stoic sense of the word. Namely, character Frank Valera takes a vow of
silence until he avenges his family and the basis for his vow is the book Meditations
which Marcus Aurelius wrote. Equipped with the appropriate theoretical
apparatus, these four “views” on silence show how silence can be understood
and presented in diverse ways. Directors may use it to reach better effectiveness
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of the film they direct and that fact has been, ultimately, manifested through four
unique types of silence: 1) silence as the absence of dialogue and as dominant
“sound landscape” of the film, filled with ambient sounds and, therefore, realistic
(Le Samourai), 2) loss of auditory world and entrance into the embrace of silence
(Goya's Ghosts), 3) genre-specific silence (The Artist) and 4) stoic silence (Acts
of Vengeance).

KeywoRDs: silence, film music, film art, silence in film, film directing, sound
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ATICTPAKT

IIpeaMeT ucTpakuBama MOCTaBAEH Y OBOM PaAy je HEOCTBAapeHH IpOjeKar
TOTAAHOT YMETHUUKOT AeAd — Mucitiepujym Asexcauppa Hukoaajesudya Ckpjabuna,
IIOCMaTpPaH Kao AUPEKTAaH IPOM3BOA APYLITBEHe KANMe Yy Pycuju y mepuoay
npe pesoAynuje u3 1917. ropune. Y HacTojamy Aa 0AAydyjyhu unHEOIM 32
Cxpjabunoy xounenuujy Gesamtkunstwerk-a 6yay mocraBseHn y oprosapajyhu
KOHTEKCT, Y PaAy CY IPeACTaBsbEeHe APYIITBEHO-TOAUTHIKE OKOAHOCTH, a 3aTHM
CYMHPAHH YTHUIAjH KOjUMa je KOMIIO3UTOP GHO AUPeKTHO u3AaoxeH. IToToM je
IPUCTYILSEHO MY3HKOAOIIKOM TyMadersy CkpjabunoBor Mucitiepujyma ca jiseMm
nosuronnpama CKpjabruHa Kao MOAEPHHUCTHUYKOT CybjeKTa, HeCBECHO yPOMEHOT
Y IOAUTHYKY HACOAOTHjY COLIMjaAU3Ma.

Kxy4aHE PEUM: Anexcanpap Hukonaajesuu Ckpjabun, Gesamtkunstwerk, Muciiepujym,
Oxkrobapcka peBOAyLHja, MOACPHU3AM.

HeocTBapenu npojekaT TOTaAHOT YMeTHHMYKOT AeAa* — Muciiepujym Asexcanppa
Huxoaajesnaa Cxpjabuna (Aaexcanap Hukoaaesna Cxpsbun, 1871-1915) A0 capa
je y 6uorpa¢ckoj u TEOPHUjCKOj AUTEPATYPHU pasMaTpaH Kao XUIepTpodupaHa
POMaHTHYapCcKa IMoTpara 3a 60xxaHCKuUM AricoayToM.> OBakaB IPUCTYII je CACBUM

1 branislavatrifunovicoo@gmail.com

2 y paay he, KaO CHHOHUMH, 6uTtu KOPI/I]J_IheHI/[ uspasu CBeOGYXBaTHO YMETHHYKO A€AO, TOTAAHO

yMeTHHIUKO Aeao, Gesamtkunstwerk, sceucckyciiigo.

3 Hajsnavajuuju poocTrynau mopanu o Mucitiepujymy Haaase ce y 3allMCHUMa IIPUBATHUX Pa3roBopa

Cxpjabuna ca cBOjUM IIpHjaTesHMA, KAO U Y HETOBUM AMYHUM CIIMCHMA U Geaemkama. IIpBy ncypnay
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M3BeCHO MHHUIMpaH BepoBameM camor Ckpjabuna y To aa he ympaso meroso
CTBAPAAANITBO OUTH jepArHH MOTYhH MeAHj IIyTeM KOjer MOxe U MOpa Aohu A0
TpaHcpopMaluje CBeTa Y CMHICAY Y3AU3amkha, HA HOBU HUBO, CBECTH CBHX AYAH Ha
cety.* Tako je Ckpjabun nucao, Ha mpumep, caeaehe:

Mu cMo — cBU MU — jepAHA

Crpyja, ycMepeHa OA BeHOCTH Ka TPEHYTKY
Ha myTy xa 4yoBeyaHCTBY,

Oa TpaHCIapeHTHOCTH

Ka xameHOM Mpaky

Tako Aa MOXXeMO Ha KaMeH,

Y ormenoj KpeaTHBHOCTH,

YTHCHYTH CAMKY Bailer 60XKaHCKOT AHIIA.

[...]

HHTpeMpeTalyjy KOMIIO3UTOPOBHX HACTOjatba OCTaBHO je buorpad u caBpemerux Bopuc ae IMaenep
(Boris de Schldzer/Bopuc ®époposuy Illaéuep), Te je werosa kwura A.Ckpabun: monoipadus o
AUMHOCTIU U TUBOpHecilise (1919) moAa3Ha Tauka HCTPaXKUBAha, TOCEOHO KaAQ je ped O MO3UTHBUCTHIKK
OpUjeHTHCAaHIM My3HKOAO3MMA. AOK Ce ApyTra HensocTaBHa 6ubArorpadcka jeAMHHIIA 3a IPOyYaBarbe
Cxpjabuna, Bayepcosa (Faubion Bowers) 6uorpa¢uja, cmarpa anaeranrckom (Brown 1979), Ilaere-
pOBa OCTaje HEYNMUTHO ACTHTUMHA Y HAYYHOM AMCKYPCY HaKO y K0j IOCTOjH 036MAaH XPOHOAOIIKH
AeduIUT pU H3HOIIERY nibeHHIja. [Topea Tora ITO je U CyBuIle Cy6jeKTHBHA, 060jeHa AMYHUM CHMITa-
THjama IpeMa CynpyTy cBoje cectpe, Tarjane Illaenep (Tarpana dépoposna Illaéuep), apyre Cxpjabu-
HOBe CyIIpyTe, 0Ba Guorpaduja je mpeTexxHO MUCaHa 10 ceharmy Ha ycMeHe KOHBEpP3aIiyje TaAd MAAAOT
My3HKOAOTA U IIPEeBOAKOI]A ca koMnosuTopoM. Crora y Hoj He II0CTOje IIOAAIIM O PAHHM YTHUIAjHMa Ha
CxpjabyHa, 1eroBoM IIKOAOBAlY, TyPHEjaMa, KpeaTHBHOM IPOLIECy, HUTH HAEjaMa HACTAAMM TOKOM
6opaska y unocrpascrsy. Illaerieposo u CkpjabHHOBO IIpHjaTeACTBO MOUMEbE 1902. TOAVHE, A OA TAAA 1A
A0 cMpTH 1915. roaute, CkpjabuH je yak mect roauta (1904-1910) nposeo Bat Pycuje. Cae 0Bo je Haro-
MeHyTO 360r HEAOYMHIIA Ca KOjUMA Ce AQHALIEH Ay TOPH CYOYaBajy: YCAEA PASAMYMTUX IIOAATAKA KOjUMA
ce cayxe CxpjabunoBu 6rorpadu 1 OHH KOjH ce Ha Te Grorpaduje 0CAambajy, He MOXe Ce TAYHO OApe-
AWTH FOAMHA 3a4eTKa upeje o Mucitiepujymy. O ToMe 360T dera je BaXKHO IIPeLjU3HO oapeljerme ropuna,
Kao U Ta4HO oppel)ere AoOMUHAHTHUX yTHIaja TOA KojuMa HacTaje CkpjabuHOBa AOKTpPHHA, Grhe BHiTe

peun y HEHTPAAHOM ACAY OBE CTYAHje.

4 3aMHMIINEH Kao CeAMOAHEBHH pUTyaa, Muciliepujym Asexkcanapa CkpjabuHa 611 IpeACTaBs»a0 CHHTE3Y
MY3HUKHX, BU3yEAHHX, ADAMCKHX, PEAHTHO3HUX 1 GHAO30CKHX ACTIeKaTa, Ge3 MKAKBOT CTelleHa ay TOHOMUje
KO OBHIX eAeMeHara. Y OBy jeAMHCTBeHy opkecTparjy CKpjabuH 61 ,yTiHcao” 1 caMy IIPHPOAY, KIBY H HEXUBY
Marepujy, yKaydyjyhu 1 Basayx, Kao H , AMPHIOBarbe” IyArMa YKyca, MUPHUCa B AOAUPa: ,,OBO A€AO 3aXTeBa
ocebHe syAe, TOCeOHe YMETHIKE U IIOTIIYHO HOBY KYATYPY. I3Bolauka mocraBa ykayyjy OpKecTap, BEAUKHI
MELIOBHTH XOp, HHCTPYMEHT Ca BU3yeAHUM eeKTHMA, [IAeCaye, POLIECH)y, TAMjaH H PUTMHIIKO-TEKCTYPAAHO
aprukyaucame. Kareppasa y xojoj he ce oppsxaru nehe 6urut op jeatie Bpcre kamena, Beh he ce craano memari
(7 cxaagy ca) atmocdepom 1 kperamem Muciiepujyma. Opo he 6uTi mocTurHyTO oMoy H3MarAHIIe 1 CBETAR,
Koji he MOAUHKOBATH APXUTEKTOHCKE KOHTYPE... Y 0BOj My3HLK heTe KUBETH, Ca CBUM CeH3AIIjaMa, XapMO-
HIjOM 3ByK0Ba, 60jama, Mupucuma’. (LTurupano npema Levitas 2013: 37).
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Mu cMo cjajHa ucapera 60XKaHCKe MHICAH,
Kpos xonTemmaanujy hemo 6uTH HHKapHUPAHH y YUCTe Aymie.”

36o0r Tora cy y Hamucuma o CKpjabHHOBOM TOTAAHOM YMETHHYKOM AEAY AeLieHHjaMa
yo4aBaHH, 0CHM PHAO30(CKUX, U TPArOBU Pa3HUX PEAMTHjCKHMX M IICEYAO-PEAUTHjCKUX
auckypca. Tako, Ha ipumep, Aok Aejsup Pobeptc (Roberts 2011), Llyaujan Anaepcon
(Anderson 2009) u Xepbepr Autkaud (Antcliffe 1926) yxasyjy na Cxpjabunosy
AMPEKTHY Be3y ca dprro3odujom Hemaukux upaeasucta, Bopuc Ilaenep (Schldzer
1919), Maakoam Bpayn (Brown 1979) u Llejmc Bejxep (Baker 1997) youasajy y
CxpjabrHOBOM MUILNely yTHIAje MUCTHLM3MA; Bepruc Posentaa (Rosenthal 2002)
1 Mapuja Kapacon (Carlson 2000) roBope papuje 0 OKyATHOM MUCTULIM3MY KaAd
pasmarpajy CxpjabHHOBY yMETHIYKY IIOETHKY,” a Ka0 YCaMAeHO CTAHOBHIITE H3ABAja
ce cras [Toanse Aumose (Dimova 2013) o Besu nsmely CkpjabuHoBor cTBapasamrsa
U MHCTHIIM3MA Y OHOM OOAHKY y KOjeM TIa je Y TO BpeMe IMPOIarupasa MpaBoCAaBHA
PYycKa IIpKBa.

MehyTum, mMOAUTHIKO-APYIITBEHN TPeHYTAK Y KojeM je CKpjabuH pasMaTpao
crBapame corcrseHor Gesamtkunstwerk-a yxasyje Ha jeAQH acIleKT (eroBe 3aMUCAH,
Apyraduju oA IOMEHYTHX, a Kojer Hu cAM CkpjabuH, YMHU ce, HUje 6MO CBeCTaH.
HaumMme, papu ce 0 aHTUITUMIIALM]CKOj CBECTH KOMIIO3UTOPA, KOjH je MUIIAY O
rpaHAno3HOM Muciliepujymy IpeAOCeTHo, i, ako ce Moxke pehu, HajaBuo OxTobapcky
PEBOAYIIHjY 1917. TOAUHE.

CkpjabuH je 5XHBeO U CTBapao ¥ APYIITBEHOj KAMMH KOjy Cy €KCIAUIIMTHO
IPEACTABHAM U OPOjHH APYTH yMeTHHUI TOT BpeMeHa y Pycuju nomyT Kanpusckor

5 Ceamopearn Muciliepujym 61 YKioydUBAO B CeAaM YBOAHMX UMHOBA 0A KOjuX je CKpjabun pooHexae
u peaansosao jepan (ITpesumunapnu wun, Acte préalable, 1913-1915), HaIMCABIIY TEKCT 3 1bera, YHj
OAAOMAK je HaBeACH y OBOM TEKCTY, Ka0 U AGAOBE My3HKe. Je3uK KOju O KOPHCTHO je CAHCKPHT, a 32
MecTo H3Bohera AeAa-pUTYyasa H3abpao je mopHoxkje Xumaaaja. Bepauja rexcra ITpesumunaiiioproi yuna
Ha €HTAECKOM je3UKY AOCTYTIHa y: Bowers 1996: 271—6. CBH IPeBOAM Ca €HTAECKOT M PYCKOT Ha CPIICKH
Cy ayTOPOBH, CeM IPEBOAA KOA KOjUX je TPeBOAMAAL] HaBeAeH. Y OBOM CAy4ajy je Ha CPIICKOM je3HKy
AocTymaH u npesoa Mupjane I'p6uh ca pyckor jesuka: ,CBU CMO — jeAaH TOK, YCTPeMAEHHU Kap TPeHy
O BEYHOCTH, Ha ITyT Ka YOBEYHOCTH, Ha ITyT OA MPO3PAYHOCTH Ka KAMEHOj MPAYHOCTH A O¥ Ha KaMeHy

CTBapameM MAAMEHUM AHK TBOj Boxancku oxoseunan” (Ckpjabu 2018: 205).

6  MucrunusaM ce poeuHHMIIE KAO CBAKO BepOBakbe y HATIIPUPOAHO /HeMaTepujasHo. Bepcka ncky-
CTBA y AATEPHATHBHIM CTalUMA CBECTH Cy PA3HOBPCHA. Y eHIJMKAOIEANjCKOj jeauHuny y Encyclopedia
Britannica croju pa je y MoAepHOM A06y AedUHUIIM]a MUCTUIIU3MA Cy>KeHa Ha BEPOBambe Y yjeAubeme
ca Anicoayrom/Borom/BeckoHauHNM Ka0 KPajEBUM LIHbEM ASYACKOT IOCTOjatba. MUCTHIM3aM Ce MOXKe

nponahn Y CBUM BEPCKHM CHCTEMHMaA, Ay TOXTOHUM HAW HAPOAHHM.

7 Vlaxo rpaHuYaH ca MHCTHIIM3MOM, OKYATHU MUCTHIIM3aM Ce OA IIPBOT Pa3AHKYje II0 3aTBOPEHOCTH
Kpyra HOKAOHMKA. ITpHITAAHUIIM KyATa OKYATHOT, Hajuemrhe XujepapXujcKu OPraHU30BAHHM, MOPajy HOCe-
AoBaru oppehyena sHama us esorepuje. Fako mprcyTHY YMTAB HU3 BEKOBA HA IICEYAO-PEAUTHjCKO] CLIEHH,
OKYATHH MHCTHIIM HAKOH CPeAmer BeKa, mpema peunma Bepric PosenTaa, y cBojy AokTpuny ymauhy

YTONUCTUMKe, MECHjRHCKe H peBoAyLMoHapHe Texibe (Rosenthal 1993: 2).
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(Bacuanit Bacuabesua Kanpuncxuit), Mamesuua (Kasumup Cesepunosud Masesuu),
Tonuapose (Haraabs Cepreesna ['onuaposa), Bypsyxa (AaBup AaBuposud
Bypatok), Majakosckor (Baapumup Baapumuposua Maskosckuit), Xme6muKkosa
(Beanmup Xae6uuxos) u Mejepxompa (BceBoroa Imuanesud Meitepxoaba ), a quja
Ce OCTBApema jeAHUM TEOPHUjCKUM IIOTE30M MOT'Y CBPCTAaTH y AOMeHe aBaHrapae.’
AKXO ce y OBOM TPEHYTKY Kao jeAHa OA KAoYYHHMX OAAMKA aBaHTapAe M3ABOjU HeHa
noTpeba 3a TpaHCPOPMAIIHjOM CBeTa ITyTeM YMETHOCTH, MOXe Ce ¥ TOM KOHTEKCTY
CKpeHyTH aXXiba Ha TBpAY Mumika IITysakoBiha Aa CBH IT0jaBHU BHAOBH aBaHIapAe
IPeACTaBAAjy PEBOAYLMOHAPHY peaknujy Ha mocrojehu ApymrBeHu cucrem
(IIysaxosuh 2012a: 50).

Pasmarparbe aBAHrapAHe YMETHOCTH CTOTa je Hemoryhe 6e3 AyOoKor 3araxema y
AOMEH HOAUTTUHKOT Y YMEHOCITIY, TIPU YeMy ce, peMa nucassy IllyBakosuha, ymeTHOCT
MOJKe ITI0CMaTpaTH Kao aorahaj y opHocy Ha porabaje ypeherma myackux-ApymTBeHHX
oAHOCa (TOAUTHKY), K20 1y OAHOCY Ha A€AOBatbe K0 HHTEPBEHIUjY Y APYIITBEHOM
cunryaapaoM opsocy (Illysakosuh 2009, 20126). Vimajyhu To y Buay, Mysukoaomko
Tymauere CkpjabuHOBOT Muciiepujyma OBAE je HAUHEEHO Ca IiHbeM IIO3HITMOHIPAha
CkpjabuHa Ka0 MOAEPHHCTHYKOL Cy0jeKTa, HECBECHO YPOHEHOT Y IIOAUTHUKY
upeosorujy conujarusma. Temom Cxpjabunosor cxsarama Gesamtkunstwerk-a,
opHOcHO CKpjabuHa Ka0 MOAEPHHCTHYKOT YMETHHKA, ¥ HAIIOj My3HKOAOILIKOj
cpeauHHU AeTamHO ce 6auaa MBana Meauh (Medi¢ 2005), anaausupajyhu csa
CkpjabuHOBa OCcTBapema Koja Cy yMeTHHUKA — ca OPOjHUM HAEOAOTHjaMa KOjuMa
Cy Ta OCTBapera OMAA MPOXKETa — BOAMAA KA PEaAU3AIIMjH UITAK HUKAA OCTBAPEHOT,
yromujckor mpojexta Muciliepujym. Visana Meauh usHeaa je y cBOM papy moce6wny,
IpOBOKATUBHY Te3y Aa je Aaekcanpap Ckpjabun 610 ,jepaH op paHHX IMOHHUPA
xoHnenryaate ymernoctn” (Medi¢ 2005: 67). Ha usBecran Hauns ce, ysumajyhu y
0631p, y 06a cay4aja, CkpjabrHa Kao IIpe CBera MOAEPHHUCTHUUKOT YMETHHKA, IIOMEHYTa
Te3a ¥ Te3a M3HeTa y OBOM TeKCTy — mpernauhy.

Aa 6u CxpjabuHOBe AaTeHTHE APYIITBEHO-IIOAMTHUKE AAy3Hje U TeXibe O1Ae
OATOHETHYTe, HEOIIXOAHO je Pa3MOTPUTH HEKOAMKO KAYYHHX GakTopa, KOju Cy
obankoBaan u moTBpArAK CkpjabunoB kpeatusHu Iy T. C 063MpOM Ha TO AQ Ce paAK
0 H3y3eTHO CAOXKEHHM IIPHAMKAMA, K0 1 OPOjHUM YMETHHUIJMMA U aKTUBHCTHMA KOjH
4UHe Te KisydHe PaKTope, Y OBOM TEKCTY Cy CYMMPaHHU YTHIIAjU KOjUMA je KOMIIO3UTOP
01O AUPEKTHO H3A0XKEH, Ad OH, 3aTHM, OMAO YKA3aHO HA AYXOBHY KAUMY, KyATYPHH
KOHTEKCT U APYILITBeHe CHCTeMe Y Pycuju Tor TpaH3UTHOT U TypOyA€HTHOT epHoAd
Kao opAyuyjyhux unHMAaLa 32 CKPjaOHUHOBY KOHIIIIIIH)Y TOTAAHOT YMETHHYKOT ACAQ.

*kk

Caeaehu Maakoama Bpayha, moryhe je nparury CkpjabHHOB 3a0KPET 0A TEOAOIIKOT
IPaBOCAABAA IIPEKO ATEM3MA, COAHUIICH3MA U Cy0jeKTHBHOT MACAAM3MA, AO

8  IlojeAuHu paHu npuMepH pycKux aBaHrapaucta cy Komiiosuyuja V (1911) Kanausckor, Owiipay
noxesa (1912—3) Mamesuua, Buyuraucinia (1913) Tonuapose, Bypaykos Paiiap (1910), manudect
dyrypusma amap jasrom yxycy (1912), Xaebmwukos 3mujcku 603 (1910).
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cuMboAauCTHYKe Teypruje u camor cumboansma (Brown 1979). Mebytum, ¢ 063upom
Ha YMEEHHITY Ad Ce Y OBOM TEKCTY Maxkiba ycpeacpelyje Ha CkpjabuHOBY 3aMicao
Gesamtkunstwerk-a, pasmMaTpare KOMIIO3HTOPOBOT AYXOBHOT ITyTa OA IIPAaBOCAABAA
IIPeKO aTern3Ma U CoAuIcu3Ma 6uhe, HIak, H30cTaBseHO, GyAyhu A HX je KOMITO3UTOP
Ao pabama upeje o Mucitiepujymy, MOIeTKOM 20. BeKa, Takopehu mpesasurao. Tpeba
HAarAaCHTH A2 je $pasa aTensma 61Aa KPaTKOTPajHa y XKUBOTY AsekcaHapa CkpjabuHa;
KOMITO3UTOD je 610 Ay6OKO HHCIIMPHCAH UCTOUHAYKAM BePOBABUMA, IPEBACXOAHO
XUHAYHM3MOM, Te je 0CTa0 PEAMTHO3aH AO Kpaja sxuBoTa (Cabanees 1925, Bowers 1969,
Aeascon 1971, Py6joa 1989).

Behwuna reopermuapa xoju cy ce 6aBran xxusotom 1 pasom Cxpjabuna (Aeabcon
1971, Baker 1986, AeBas 1995, Garcia 2000, Morrison 2002, Hyposa 2014 u ApyrI/I)
yKa3yje Ha YHIbEHHITY A je KOMIIO3UTOP OO M3AOKEH yTHIjuMa $prA030dpa — aAn
H TIHCAIA U My3Udapa — MOTEKAUM U3 AMHHUje HeMadKuX AeaAnucTa momyt Quxrea
(Johann Gottlieb Fichte), Kanra (Immanuel Kant), [Ileaunra (Friedrich Wilhelm
Joseph von Schelling), Terea (Johann Wolfgang von Goethe), Hosaauca (Georg
Philipp Friedrich Freiherr von Hardenberg), sarum [llonenxayepa (Arthur Schope-
nhauer), Baruepa (Richard Wagner), Illaereaa (Friedrich von Schlegel) n Xodpmana
(Ernst Theodor Wilhelm Hoffmann). Cxpja6unosu 6uorpadu nomyt Illaerepa,
Bpayna, Py6uose (Barentuna Py6uosa) u CabamejeBa, cAaKy ce y jeAHOM:
KOMITO3HTOP HHje YNTA0 CBe HaBeAeHe ayTope, cyaehu o mwerosoj 6ubarnoreny, Kojy
je ormucao ITAerep,® aAu ce y APYIITBEHHM KPYTOBHMA, MOITYT GUAO30PCKHX Bedepr
xop kHesa Cepreja Tpy6enkor (Cepreit Huxoaaesua Tpy6enxoit), cycpeTao ca
BuxoBuM Haejama (Brown 1979: 44). IToce6HO je 3aHUMMSUBO, y KOHTEKCTY HACTAHKA
CKpjabUHOBOT CBETOHA30PA, TO IITO je KHe3 3aroBapao Criajame XereAOBOT HACAAU3MA
1 muctHaHOr HAeaansma Corosjosa (Baaanmup Cepreesna Conrosnés) (M6ua).
36or Tora, Baapumupy CoaosjoBy CkpjabuH Ayryje cBOje Teyprujcko mouMarme
YMETHOCTH,'® eKCTATUYHOCTH, KA0 ¥ CTaB O HEOABOJUBOCTU GHAO30(Hje, peArTHje U

9 Ao 1903. ropure CkpjabunoBa AndHa 6ubanoTeka je cappskasa caepehe ximure: Opuapux IToacen
Yeog y pusrozodujy (Friedrich Paulsen: Einleitung in die Philosophie), ITaaronose Aujasore u Toz6y y
pyckom nipeoay B. Conosjosa, Hciliopujy gurosopuje Aappepa Gounea (Alfred Fouillée: Histoire de
la philosophie), Tereosor ®ayciia (Johann Wolfgang von Goethe: Faust), Taxo je iosopuo 3apaiuycitipa
Huuea (Friedrich Nietzsche: Also sprach Zarathustra: Ein Buch fiir Alle und Keinen) u poxTopcky
aucepranujy Tpy6eukor. Mnak, npema Illaeneposom muisetsy, CkpjabuH je IMao Apyraduje CTaBOBe

oA $rA030¢a ca KojiMa Ce CyCPeTao Ha OKyILbambHMa Kop KHesa Tpy6erkor (Brown 1979: 44).

10 Teypruja (rpu. Oeovpyia, 6oKAHCKO AeAOBatbe) OAHOCH Ce Ha IIPH3UBambe GOXKAHCKOT/HAAPEAAHOT y
LUy A€YeHsa, IYAOTBOPCTBA, IIPOPOKOBama. Y ¢pra030¢ckoj Mucau COAOBjOBa, yMETHOCTH je IPUIUCHBAHA
Teyprujcka QpyHKI[Hja: yMETHOCT je AOKMB/ASABAHA KAO CPEACTBO KOJHM MO>Ke OHTH pr3BaHa 6oyancka Moh.
Camum um, 0p CosoBjosa je, mpexo cumboarcTa, Ao CkpjabuHa mpeHoIeHa MAeja O IPAKTHKOBAY YMeT-
HOCTH y Iy TpaHchopmarmje moctojehe peaanocru. Ilpema mucamy Bopuca Ipojca (Groys), Coaosjos
je BEpOBao A Cy CBH AYAM HOCHOLM OApPel)eHHX KOCMUYKIX CHAQ K MOTY Ce CITACHTH CaMO 3ajeAHHUKIM,
YHHBEep3aAHUM YHHOM aIlOKATACTA3€e, HAKOH Yera 61 IIOHOBO GHAM YCIIOCTABA>EHH XAPMOHUYHM OAHOCH

PISMSI:)Y CBHX J)KMBHX 1 HEOKMBHX CTBAPH Ha IIAAHETH (Gl’OyS 1992: 18—19).
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ymerHoctn.” Ckpjabunos Gesamtkunstwerk, npenusHuje, 6ceucckyclii6o — TePMUH KOjU
Cy Y CBOJHM pacrpaBaMa O CBeOOyXBATHOM YMETHIYKOM A€AY KOPHCTHAHU OBaj PYCKH
KOMITO3HTOP U H€eTOB IIpHjaTes,” IOMEHYTH [eCHUK CUMOOANCTa, Bjagecaas MBaHoB
— OArOBapa CHHKPETHYHOM TPeTMaHy IITo Beher 6poja yMETHOCTH y OKBUPHMA jeAHOT
AeAa M3y3eTHHX pasMepa. Aau, crienuduxym CKpjabHHOBE 3aMUCAM CHHKPETHYHOT
TpeTMaHa mTo Beher 6poja yMeTHOCTH MO>Ke Ce — y OKBUPHMA HCTOPHUje My3HKe —
YOUHTHU y KOMIIO3UTOPOBOM OACTYIIAEY OA POMaHTUYAPCKOT MIPOCEAEA, YA bABAKLY
0A POMAHTHYAPCKe HHAMBHAYAAMCTHYKE MO3UIIHje {eHija Ka aBaHTapPAHO] TTO3HLIUj1
ungusugye — pedopmatiopa korekitiusa. Tako, ymopeao ca paAUKaAHMM APYIITBEHMM U
YMeTHHYKMM IIpoMeHama y Pycuju, poomusanTHa CKpjabHHOBA yMETHHYKA HACOAOTHjA
HoIpHMa 0bprice MOAepHe.®

Y o6umHOj AuTepaTypu 0 CKpjabrHy HaBOAM e AQ je KoHLenuja Mucitiepujyma
Ka0 TOTAaAHOT YMETHHMYKOT A€Ad Ca €CXAaTOAOIIKMM IpeMHCaMa HHCIHpPHCAaHa
€30TePHjCKMM MAU OKYATHHM 3HaleM, HAPOUUTO Te030(pHUjoM, U HHAUjCKOM
KOCMOTOHHjOM'* — H3y3eTHO IIOITyAAPHIM yUelHMa y IIepHoAy fin de siecle-a kako y
Pycuju, Tako u 'y 3amapnoj EBporu — a Hajuenthe ce AOBOAH y Be3y ca MECTHIJM3MOM
u pokTpunHoM XeaeHe Baasanke (Eaena Ierposra Baasarckas).” [Ipema nucamy

11 YcAep HEAOCTATKA [IOAATAKA, HE MOXKE Ce Ca AlICOAYTHOM curypHouthy TBpAUTH Aa Ax je Cxpjabus
6HO caMO IOCPEAHO Y AOAMDY ca AOKTpHHOM COAOBjOBa, TOKOM $HAO30PCKUX BedepH, a KaCHHje
U IIPeKO yTUIaja CAMOOAUCTA, AU TaK HerocpeaHo unTajyhu aeaa Coaosjosa momyt O6ujuii cmvica
uckyccinsa (2), Kpacoinia 6 ipupoge (1889), Cmorca a066u (1892—4). Pycku kyarypoasor Cetaana
Baapumuposna IToropeaaja, usmelyy ocraaux, cmarpa pa je Hemoryhe aa Ckpjabun Huje HMao KOHTaKT
ca AeAMMa Haj3HadajHUje Pprao3oPcke purype mehy pyckoM MHTeAUTeHIIMjOM Ha CAMOM Kpajy 19. BeKa
(Cf. TToropeaas 2004: 273). Vinax tpe6a HanomeryTH A2 CKpjabHHOBO BAACTHTO GHUAO30PCKO MUNILmEHE
IPEACTaBAA CBOjeBPCHY CHHTE3Y MHOIOOPOJHHX 3aIIaABAIKUX H HCTOYRHAYKHX HHTEAEKTYaAHHX CTPYja,

TaKO A2 He MOXKe OUTH Peyl O IIpey3uMarby jeAHe CreluduIHe AOKTPHHE.

12 OpHOCH ce Ha 3a6eAellKe O IIOjMy/ TepMIHY 8ceucckycifiso koje je CKpjabHH OCTaBHO Y IIpeIrCcKaMa,
cakynweHuM y 36upky A. H. Ckpabun. ITucoma 1965 ropue. OBaj TEpMUH je KOMIIO3UTOP IIPey3e0
op VBanoBa, koju ra ymorpebsasa Beh y 36upim Ilo ssesgam. Ciliaitivy u apopusmol U3 1909. TOAHHE.
TToaaru o 3ajeAHHYKO] yIIOTpeOH TepMUHA 8ceucckyciiso y Hamucuma Cxpjabuna u ViBasoBa mocroje
xop, Cabamejesa (Cabanees 1925), Illaenepa (Schloezer 1987), Bpayna (Brown 1979).

13 Y paay je kopumhena cucremarusanuja Aybpaske Opanh Toanh xoja MopepHOM HazuBa cBe
yMeTHIYKe IIPaKce HACTaAe HAKOH POMAHTU3MA, OAHOCHO Ha Ipeaacky Bexosa (Oparth Toanh 1996: 10).

14  Ecxarfioroiuja je ccTeM yderba ¥ IPEACTABA O KPajy CBETA; e30iepuja je cBeoOyXBaTaH CHCTEM TajHHX
y4ema 0 MeTaQH3UIKUM U TPAHCIIEHAGHTAAHNM 3HAWHMA; OKYAUHA 3HAHA CTIAAA]Y Y TPYITy €30TePUIHMX
y4ema, aAMl Ce Pa3AUKY]jy y HarAallleHOj TajHOCTH MOKAOHUKA; ifie030¢uja — TI0jaM KOjU ce KOPHUCTH 3a
O3HAYABAIbE 3HAKHA O HOKAHCKOM IIOMOly HETIOCPEAHOT Ca3HAIbA; UHGUCKA KOCMOIOHUjA 0ByXBaTa TEOPHjCKe
MOA@A€ HACTAHKA KOCMOCa IPUCYTHE Y XUHAyU3My. AeuHMIIIje KoHIlerara HapeaeHe mpema OxkcpopackoMm

peurnky enraeckor jesuxa (Oxford English Dictionary). https://en.oxforddictionaries.com/

15 Mapam Xeaena Baasanka (1831-1891) 6maa je yxpajurcku ¢praozod u ocuusay Teosodekoi gpywiinisa
1875. ropune y Ibyjopky. baBuaa ce okyATHHM, T€030HjOM U MUCTHUIIM3MOM, IIPETEXHO Ha IPOCTOPY
3amapne Epomne u CAA-a. IITupese cBOje AOKTPHHE OCTBAPHAA je IHCAmheM ABe KibHre: TajHa AOKTPHHA
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Mapraper Cvut (Margaret Smith), MmucTunmsam je Texxma aa ce ,,ipesasube pasym
¥ [IOCTHTHE AUPEKTHO HCcKycTBO Bora [...] Aa 61 myacka pyma 6uaa yjeAumeHa ca
yaTEMaTuBHOM peasnomhy“ (Smith 1977: 2).' OBa TeMa je, y AOHEKAe U3MEHEHO]
BapujaHTH, oKocHHIla CKpjabHHOBE 3aMHCAU CBEOOYXBATHOT yMETHHYKOT AeAd. C
0031pOM Ha TO Aa ce paHa 3amucao Mucitiepujyma jaBuaa y BpeMe kapa je Ckpjabun
paauo Ha (HeAOBPIIEHOj) OnepH O 6e3UMEHOM XepOjy, PUAO30PY-My3ULAPY-TIECHUKY,
Y HePHOAY OA 1900. AO 1903. TOAMHE, Ka0 M Ha YHILEHHUITY Ad C€ KOMIIO3HTOP ca
Teo3oujom U Kmburom Mapam baasarke cycpeo Tek 190s. roaune (Bowers 1996: 11
52), pabame uaeje 0 Mucitiepujymy Tpeba TPaXKUTH Ha APYTOM MeCTY.” JeAVHN 3aIucaH
Cxpjabunos komenTap — mosopom kibure La Clef de la Théosophie Xeaene Baasarjke
(1889) — Haben je y mucmy yryherowm Tatjanu llaenep 5. Maja 1905: ,,Kayd reozoduje
je u3BaHpeAHa Kibura. Buhenr samameHa KOAMKO je 6AMCKA MOjUM pasMHILbABUMA
(V16ua)." OrxpuBame camaHOCTH H3Mel)y Te030CKHX y4erba 1 BAACTUTHX [IAQHOB2
Aaao je CkpjabuHy IIOTBPAY 3a CTaB O IIOCTOjakby BHIINX CTYIHEBA XUBAEHA,
pasBujeHnjux/ y3BuIIeHNX 61ha, ¥ IIOACTAKAO BeroBY Bepy Y MOh yMeTHOCTH, TBPAU
Bopuc Iaenep (Schloezer 1987: 191). Mak, KOMIIO3BUTOpOBe HA€je HACY IOTEKAE OA
AokTpune Masam Baasaiku, Beh op pycxnx cumboancra.

Kouuenuuja Mucitiepujyma 6yjasa je y KOMIOSHTOPOBOj CTBAPAAAYKOj MALITH
TOKOM TOAMHA, MehaAa OOpHCe U YCAOBE PeaAnsalfije 0 MOYeTKa 20. BeKa CBE AO
Bberose CMpTH 1915. ropuHe. Tux ropnsa CxpjabuH je 610 H3A0KeH AUPEKTHOM
YTHIajy CHMOOAKCTA, Ca KOjHMa A€AU HEMOITOBAkE TPAAULIMOHAAHHX IPAHUIA
usMmely ymerHoCTH, drrozoduje u peaurnje. ITpexo cumboancra je CxpjaduH 3ampaso
¥ AOIIA0 Y AOAMP €2 MUCTHLIM3MOM. Y HOBHjOj AuTeparypu (Brown 1979, Matlaw 1979,
Marvick 1986, Carlson 2000, Garcia 2000, IToropeaas 2004, Ballard 2009, Roberts
2011, Gawboy 2012, ITorspxuna 2012, Dimova 2013, Hyposa 2014, Kasabys 2017 u
Apyru) cpehy ce noaanu o Besama usmeby 138. Cpe6pHoi o6a pycKe KibH>KEBHOCTH —
PYCKHX ITecHHKa cuMboAncTa — 1 CKpjabrHa, HACTAANM HAKOH HherOBOT IIOBPATKa Y
Pycujy 1910. ropuse. AAM, 1 IIpe TOra, KOMIIO3UTOPY CY HA€je OBOT KPyTa KIbIDKeBHHKA
OxAe AOOPO TO3HATE MPEKO HIXOBOT YACOIHCA U3AABAHOT ¥ Pycuju — 3aatio pyHo
(3oa0ii0e pyro). Cxpjabu je 6uo npernaahen Ha MOMeHYTH 9acOMUC TOKOM 60paBKa
y lIBajuapckoj, a ypeanux yaconuca, Emuanj Mernep (Omuamit Kapaosua Mernep),
T03Ba0 je KOMIIO3UTOpa Aa 32 aconuc e (Brown 1979: 47). Bancko npujarescrso
ca MBanoBuM, 3aTuM necHunuma Jyprucom baarpymauntucom u KorcTanTHHOM
BasmonTom (Koncrantun Amurpuesud BaabMoHT), a KacHHUje 1 AAeKCAaHAPOM

(The Secret Doctrine: The Synthesis of Science, Religion, and Philosophy, 1888) 1 Kay4 Teozoduje (La Clef
de la Théosophie, 1889).

16 Y cryauju Mapraper CmuT npeyser je u3 xpumrhancrsa koxuent bora, oox Ckpjabusx ropopu o
Jeguncitisy, Boxcarckom, Yuusesymy, Koaexitiustoj ceecitiu, na 4ax u o Oyy (supetu Texct IIperumunaproi
yuna'y: Bowers 1996: 271), aAU He U3 BU3ype 3allaAHe PeAUTHje.

17 Ilaenep vax momumbe pa ce upeja o Muciliepujymy jaBuaa Toko 1901. roputie (Schloezer 1987: 162).
18 IIpema Maakoamy Bpayny, Ckpjabun je uurao u Le lotus bleu, Teosogcku scyprar 'y Pycuju u jom
jeary ximure Xeaene Baasanke, Tajua goxitipuna (Brown 1979: 42).
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Baokom (Aaexcanap Anexcanaposud Baok) u Auapejem Beanm (Anapeit Beasrit,
nceyAOHHM), oMOTryhHAO je TeopeTHIapHMa yMETHOCTHU TPakelbe y3ajaMHUX
IIAOAOHOCHHX yTHIaja n3Mel)y OBUX yMeTHHUKA, Hajuenrhe 3aCHOBAHHMX HA 3ajeAHIIKOM
PEeAUTHO3HOM CKeNITULIU3MY U CKAOHOCTH Ka ¢puao3oduju.

3aHHMAUBO je A2 U3a HA€ja CBUX OBUX cuMOoancTa cToju CoA0BjOB, 0A KOjer
HOTHYE MUCIU4HO Y PYCKOM CUMOOAU3MY, Kao U IpBe GOPMyAAIIHje eCXaTOAOIIKHIX
ouekuBama y Pycuju kpajeM 19. Beka, Koja cy Beh moueTKoM HapeAHOT Beka A0OHA
Ao Tapa Hesubhene pasmepe (IToropeaas 2004: 263). Hasusajyhu ra ,,aerenpaprom
durypom” pyckor Hapoaa, IToropeaaja HaBoau aa je CoroBjoB nMao opAyuyjyhu
ytunaj Ha Bephajesa (Hukoaait Asexcanpposuu Bepases), Byarakosa (Muxaua
Adanacrenu Byarakos), @aopenckor (ITaBea Arexcanaposud OaopeHckuir),
Benaor, Banosa, Baoka u 6pojue aApyre ymernuke (Iloropeaas 2004: 264).
CoAOBjOB je pa3BUO AOKTPHUHY ,,yHHUBEP3aAHE TEOKpaTHje’, IO KOjoj OU HAeaAHO
ApymrBo 6yayhHOCTH 61A0 H3Trpal)eHO Ha AYXOBHHM NMPUHIIUIINMA; [IEHTPAAHA
KaTeropuja y HeroBoM ydemwy OMAa je ,,[JeAOBUTOCT CBeMHUpPa, KOHTPOAUCAHA
jeAMHCTBEHHM KOCMHYKHM yMOoM — Borom. Pycujy y 6yayhrocTn 3amumsao je Ban
AOMeTa ,HCKBapeHOr 3amapa’, IOHOBHO poleHy Ka0o MOPaAHO TpaHCPOPMHCAHY
nytem ymerHoctr (Kaaabyn 2017: 26). CoAOBjOB, KOjeM Cy HeroBH caBpeMeHHIH
MPUIMCHBAAU IPOPOYKH AP, FOBOPHO je 0 yMeTHHKY OyayhHOCTH KOju he mMaTn Moh
A4 IIPOOYAM HATIIPUPOAHE CHAE H TAKO IIPOMEHH IOCTojehn CBeT: 0 Hhera IIoTHde Ayra
U CHa)XHA PYCKa TPaAUILIHja Be3aHa 3a YMETHOCT Ca QyHKITHjOM HUSHECHIPOUIieAbCIiB0-a
— usrpaame xusora (Groys 2012: 254.).

Haxo je Ckpjabun npesasuurao xpuurhaHcke HOpMe TOKOM TOAUHA, BEPOBAO je,
nomyT CoA0BjoBa y ITOCTOjambe jeAHe OpraHU3aAlMOHe CHAre CBera MaTepHjaAHOT
AYXOBHOT, BpeMeHa U IIPOCTOPA, HasKuBajyhu y MHOrMM MOMEHTHM, IOITYT MUCTHKA,
Ty cuay YHuBep3ymoM. O60jurja cy BepOBaAU Y CTAIlakbe ASYACKOT Ca HEUHM BHILHM,
He4YUM TPAHCIIEeHAGHTHHUM 1 CTPEMHUAHM Cy Ka TOMe IIOCPeACTBOM YMETHOCTH.

YmeTHHUKY AentoTy COAOBjOB HasuBa ,TPaHCOUTYPAIIHjOM MaTepHUjasa KPoO3
OTeAOTBOpele HeKUX BUIIMX NPHHIMIA 0p Marepujaanux (Brown 1979: 48),
a caBpLIeHCTBO yMeTHOCTH yBuba, momyt CkpjabuHa, y BeHOj CTOCOOHOCTH Ad
AOBeAe AO AyXoBHe TpaHcpopmanuje nocrojeher sxusota (IToropeaast 2004: 265).
3a CxpjabuHa je yMETHHUKO AAO OHMAO HEMOTIYHH U HeCaBPIIEHHU 3aCTYIMHUK
TpPaHCIIeHAGHTHE HAeje — OHO Ce YBeK OAHOCHAO Ha HEIIITO U3BaH ceOe, HAAMAA3UAO
CBOjy MaTepHUjaAHy CTBAPHOCT Y KOjOj je MpHHYheHO Aa ITOCTOju. YMETHOCT 3a Ibera
HHje MOTAA OMTH IHn caMa o ceOH, Beh cpeACTBO [OCTH3aba HOBOT, MHTEH3UBUPAHOT
Mopyca nocrojama. 3ato je Illaenep mucao: ,,CkpjabuH je IeHUO KXUBOT U3HAA
YMeTHOCTH; y YMETHOCTH, BUA€O je cpeacTBa oborahema 1 moboslama CyIITUAHOCTH
XKHMBOTA, y3 CTHLalbe MUCTHYHUX Mohu Kao KyamuHarmoHoM TaukoM” (Schloezer
1987: 99). CHHTe3a yMETHOCTH je CTOTa MPEeACTaBAaAA CYIITHHCKU KOPAK y IIPABIy
cruriama Te Mohu. Cumboanctu cy, npe CkpjabuHa, HapAaxXHYTH yuereM COAOBjoBa I
EerOBHM BepPOBaheM y MON yMETHOCTH, IIOCTABHAM 3aXTeB 33 BUIIIOM, YHHBEP3aAHOM
ymeTHomthy, nomohy koje he ayxosna kpusa y Pycuju 6utu npesasubena (Karabyn
2017: 10). CyoueH ca pasapamuMa (paTHUX) BpeMeHa, KOja OTKPHBajy AeKaAeHIHjy
apucToxparuje, CKpjabuH je pelo3Hao 3HA4aj yMeTHHKA 3a Bpahame paBHOTeXe
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cBety. MoMmeHar kapa je Huue usrosopuo ,,bor je mpras!” Ha Kpajy 19. Beka,” 6uo
je MCTH MOMEHAT KaAd je yMEeTHHK cebe IIporaaciuo HoBuM Borom mau mecujom, a
CBOjy AeAaTHOCT HOBOM peaurnjoM. Cxpjabu, kora je FIBaHOB Ha3Ba0 AIOAUTUYHUM
ymeTHuxoM (VIBaHOB 1917), Huje 6MO CBeCTAaH YHIEHHIIE AQ M FheTOBa yMeTHUUKA
AeAa MOT'Y Aa pedAeKTYjy COlMjaAHa, MOAUTHYKA U MOPAaAHa yBepema. Hak, ko mera
IIOCTOjH jaCcaH YMETHUYKH pOPMYAHCAH 3aXTeB 32 CIIACeHheM CBeTa ¥ CBOjoj GU3HIKO]
II0jaBHOCTH, YHMe je HajaBHO CAOM Tapalller IopeTka apcke Pycuje.

IIPpUnIPEMA PEBOAYIIHUJE

Y Pycuju cy HHTeAeKTyaAIlH, OA APYTe IIOAOBHHE 19. BeKa, TParaAu 3a XapMOHHUjOM
KOjoM 6M ApymTBeHa PpparMeHTAIMja 1 KAACHU KOHPAUKT TOT BpeMeHa OUAH
npesasuhenn. CyoueHH ca IpeAaCKOM M3 CTApOT AlICOAYTH3MA y HOBH CBET, PaHH
PYCKH MOAEPHHCTH, KAKO CUMOOAKCTH, TAKO 1 aBaHrapAucTy oyt VBaHosa, beaor,
Tarmuna (Baapumup Esrpadosuy Taraun), KanpAuHCKOT U ADPYTHX, Kpeupaau cy
yTOmuUjcKy cAMKY 3ajepnune. Baok u Tpouxu (Aes AaBuaosud Tpoukuit), mecHUK
U IIOAMTHYAP, HA MCTe HaUKMHe OMHUCYjy CTame MeDy pycKoM MHTEAUTeHIIHjOM,
3aCAY’KHOM 32 IIUPemhe PeBOAYIIHOHAPHE HACOAOTHje IIOCPEACTBOM YMETHOCTH:
Y AGAQTHOCTH UHTEAUTEHIHje BHAE TEXIbY 3a eBPOIIeH3al[ijoM K0 Hen30esXHOM
IIOCAGAMIIOM PYCKe HCTOpHje Y KOHTeKCTHMA Hepa3BUjeHOCTH, eKOHOMCKOT H
KYATYPHOT CHpOMAIITBa. Pycko APyIITBO je IIOKyIIaAo Aa IpoHabe corncTBenu myT
Y MOAEPHOCTH, a HajOpKH je 610 OCPeACTBOM CBeobyxBaTHe TpaHCPOpMaIHje
omoryheHe 1jeAOKyITHUM PEBOAYIIMOHAPHUM AUCKYPCOM. Y TAKBOM IIOITyAAPHOM
eHTY3Hja3My AeKU CyOAMMHU TPeHyTaK pesoaynuje. Posa Aykcembypr (Rosa Luxem-
burg) je cmaTpasa Aa ,conujaausaM y peBOAYLHjH BUAU IIPe CBera Ay6OKOCeKHH
YHYTPAIIlbU 320KPeT y COLMjaAHMM KAacHUM opHOcuMa“ (mpema Raunig 2006:
20). Ay6okocexnu saokpet ymyhyje Ha To A2 peBOAYLIHja He CMe, IIpeLju3HHuje, He
MOXe OHTH PeAyKOBaHa Ha jeAHY TauKy: Ha TAYKy HACHAHOT ITPey3HMamba BAACTH.
Ipeysumare Ap>KaBHOT arnapaTa mpaheHo je peBOAyIIMOHAPHUM IIHo>eBHMA Be3aHUM
3a cTBapame HOBOT — IIOAPa3yMeBa Ce, ¥ TeOPHjU, OAHOCHO Y PEeBOAYIIMOHAPHOM
MaHugecry — 6oner apymrsa. [ToanTrnaxom npespary, o kojem [epaap Payrux rosopu
Ka0 0 ,jeAHOAMMEH3MOHAAHOM CYXXaBalby PEBOAYIHje, HIIaK MOPa Ad IIPETXOAU
nepuop npunpeme peBoayruje. OKT06apCcKoj peBOAYLIH)H 1917. TOAUHE TIPETXOAHAL
Cy HOAMTHYKE AMICKYP3UBHE M aKTUBUCTHYIKE CTPYje, aAH jeAHA OA HajBXKHHjHX YAOTA
Y YCIIeITHOj MMIIAGMEHTAIIUj U ITMAeBa PEBOAYIIU]je IPHITAAd YMETHOCTHL.

IeaoxymHa arMocdepa y Pycuju Ha mpeaasy BekoBa 00eAerkeHa je TeXHOM Ka
IOMepamy T'PaHHUIIA YMETHOCTH, Y BUAY CHHTe3e Ce Pa3HOPOAHHM PEANTHO3HHIM,
eTHYKUM, AAU M HOAUTHYKUM acrekTuMa. Cumboaunctu cy ocetuau Aa ,Pycuja
AeTH y aMbiuc, Aa cTapa Pycuja HecTaje 1 Aa ce jaBsa HOBA, jOII yBeK HEMO3HATA™

19  Huue je usjasy Gott ist tot! npsu myT ynorpe6uo y seay Beceaa nayxa (Die frohliche Wissenschaft,
1882), aAH TeK MOHABMAEM Y KEbU3H Tako je iosopuo 3apainyciapa (Also sprach Zarathustra, 1883-1885)

OBaj CTaB A,O6I/Ija Ha IOITYAAPHOCTH, HAKOH Yera HOCTaje CIIOpHa Ta4Ka y 6POjHI/IM HayYHUM AI/ICKYCI/IjaMa.
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(BepasieB 1946: 199). Mako je, ka0 AyXOBHH IOKpET, IPECTABAA0 CAMO MPEAA3HH
TaAac 0A jeAHOT (PeaANCTHYKOT/IAPHCTHYKOT ) MAaTePHjaAUCTIYKOT Ha30pa Ka APYTOM
(aBaHrapAHOM/TIpEACOLMjRANCTHYKOM), KOjH je, HAIIOCAETKY, IIpeMa TBPAbaMa
Bopuca I'pojca (Boris Groys), AoBeo A0 cTBapama conujasncTHykor peasnsma (Groys
2012), PycKH cuM60AM3aM je y IpOLeCy IPeAacKa U3 allCOAYTH3MA Y COLiMjaAn3aM
HIOHEeO Haj3HauyajHUjy yAory. [IpucyTaH roTOBO HCKAYUMBO Y KEBHDKEBHOCTH,™® PYCKH
cumboansam ce MaHHdecTOBaO Beh MpU caMoj I0jaBH KA0 OTIIOP AOTAAAILIEbEM
PeaAM3My U HATYyPAAU3MY, A Ca APYIITBEHO-IIOAUTHUKIM IIPOMEHAMA Y 3eMAH PYCKH
CUMOOAHCTH Cy Ha cebe IIPey3uMaAK YAOTY MHHIJMjaTOpa pedOpMH IIHperheM IOpyke
oTropa MoHapxuju Mel)y He0Opa3oOBaHMUM, YjeAHO M HAjMACOBHHjUM APYLITBEHUM
caojeuma (Brown 2013: 78). CUM60AKCTH Cy NPBU OCTAAU CBECHH KPH3€e APYIITBA
U KyAType y Pycuju, Te mpumicaAu yMeTHOCTH aKCHOAOLIKY $yHKIH)Y. [Ipema mucamy
Cao60opara Mujymikosuha, 3a4ery pycke aBaHrapae Cy yIPaBo y PyCKOM CUMOOAM3MY:
»OCHM ‘OTBOPEHHX CTPYKTypa M HAIYIITakha MHMeTHUKe pedepeHInjaAHOCTH,
CHMOOANCTHYKA TEOPHja, CXOAHO CBOjOj PEeBOAYLIMOHAPHOj akcuoaorHju (‘peBoayimja
AyXa’'), IOCTyAHpa M HOBU THII OAHOCA IIpeMa [I0CMaTpady/pelunujeHTy, Tj.
IPETIIOCTaB»a KPEATHBHY PellelIiyjy Koja 61 Tpebaso Aa H3a30Be IIPOMEHY CBECTH
u npeo6paxaj ananoctu” (Mujymkosuh 1998: 10).

Kao 1 aBaHTapAHCTH, UHja je ACAATHOCT PEBOAYLIHOHAPHA PeaKijfja Ha APYLITBO
H KOA, KOJHIX Ce PAAH O YMETHHKOBOM ,HEIIPHCTAjarby Ha TPAAMIIMOHAAHY YMETHOCT,
rpabancky kyarypy u Apymrso” (Illysakosuh 2012a: 50), U CAM6OAMCTH Cy TPAXUAH
HOB KOAEKTHB, VjeAHberbe, YHHBeP3aAHOCT. FIBAHOB y TOM KOHTEKCTY IIMIIE 1907.
TOAMHE Y PycKOM "aconucy cumboancta 3aaiito pyro caepehe: ,,CAUKapCTBO XKyAH
3a ppecKaMa, apXUTEKTYPa KYAH 3a CKYIIMHAMA AYAU, My3HKa XYAHU 32 XOPOM H
APaMOM, APaMa XXYAHU 32 My3HUKOM, T€aTap TeXXH jeAUHCTBY Y jeAHOM YKHY, TOMHAN
OKYIIoEeHOj y IPOCAABH KOAeKTHBHe papocTu” (u3paro y: MIBaHOB 1909: 244).
Cumboauctu cy y Pycuju mpBu MOCTaBUAH 3aXTeBe 32 APYIITBEHUM IIPOMeHaMa
u npBH, caepehu Cor0BjoBa, HAjABUAM YMETHUKOBY QYHKIIMjY U aHTAKMAH y

20 Mako Ckpjabuna HasuBajy cumboauctiuxum kommosuropom (Cooper 1972, Brown 1979, Marvick
1986, Albright 2004, Ballard 2009; 1ax je 1 CrpaBurcku usjasro 3a CkpjabuHa Aa je ,lIceyA0-e30TepUIHI
cuM60AnCTa), OBaj CTHA H Aasme Huje ipuxBahen y Teopuju Mysuke. U 3a came CHMGOANCTE je, TBPAH
Maec, ,Mysnxa 61Aa BHIIIe TOETCKA CAUKA TEYPryje Hero pedepeHiia Ha KOHKPETaH OOAMK YMETHOCTH
(Maes 1996: 210). Besa uamelyy cumboancra u CxpjabuHa HaauibeHa je Ha OCHOBY CAUMHOCTH Y BUXOBHM
ecreTnkama. 3a IBaHOBa, KOjU je BEPOBAO ¥ TO AQ je CAaBPEMEHO APYIITBO AOCETAO KYAMUHAI[HOHY TauKy
CBOT IIOCTOjamka 1 AQ je Ha IIPary AyXOBHE M HCTOPHjCKe TPAH3HIIUje KOja 0¥ AOBEAA A0 KOAEKTHBHOT
yjeaumema — coboprocii-u (Ballard 2009: 53), Ckpjabu je usjaBro Aa je ,,TOAMKO 6AM3aK MOjOj MUCAU —
Kkao Huko Apyru” (CabaHeeB 1925: 162), C TUM Aa Ce MOXe AOAATH AQ je y VIBaHOBmeBy ONTHMAAHY BU3Ljy
6yayhroctu Cxpjabun ynucao u kocmudxy aumensnjy. Cumon Mopucon (Morrison) jeauu je ayTop
KOjH je HacTOjao Aa y Mysunu Cxpjabuna nponabe u peseae oppehere mysutke exeMeHTe Koje 61 3aTiM
MOTa0 HAYMHUTH BUASUBAM KaTeropHjama Mysudkor cumboausma (Morrison 2002). Ca aApyre crpate,
Mujymkosuh KOHCTaTyje IpuMepe CUMOOAM3MA Y PYCKOM CAMKAPCTBY Ha [IOYETKY 20. BEKA, AAU HATIOCAETKY
3aKAYUYje Ad Cy HOCTYAATH CHMOOAM3MA CBOj KOHAYHHM BUA 3AA00HAK M TEOPETCKHU KOHIIEIITYaAM30BAAU TEK

Y HapeAHOj reHepaLHji YMEeTHHKA — reHepanyju aBanrapaucta (Mujymkosuh 1998: 11).
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Ipeobpakajy CBeTa, a aBAHIAPAVCTHU Cy HACTABHAM Y ICTOM IIPaBIfy,” mpeBoaehu naeje
CUMOOAMCTA Y OTIUILAUBE, MATEpHjaAHe IIPOjeKTe: ,yMETHUIIM PYCKe aBaHTapAe HECY
IPOM3BEAH IIPEAMETe eCTeTCKe MOTPOIIbe, Beh pojekTe HAK MOAeA€ 32 IOTITYHO
PeCTPYKTyHparbe CBeTa HOBUM IIPHHIIUIINMA, KOje Tpeba CITpOBeCTH KOAeKTHBHUM
aKIjMjaMa M APYIITBEHOM IIPAKCOM y KOjUMa je pasdauka usmely morpomada u
npousBol)aua, yMeTHHKA U A€AA0Id, YMETHHUYKOT AeAd U 00jeKTa ymoTpebe, u
TaKo pame, Hectaaa“ (Groys 2012: 3). HoBa yMeTHOCT, KaKo aBaHrapAHa Tako U
cuMOoAnCTHYKA, oApeheHa je QpyHKIMjOM pe3HAYNTESA: PAAU CE O TPe3HAYEHbY
MuMe3Hca uaM, pednma Aeanha koju cymupa craBose Aewuna (Baapumup Mapua
YabsiHoB — Aennn), Aykada (Gyorgy Lukacs) n ITaexanosa (Teopruit BarentnsoBrY
ITaexaHOB), O TOMe Ad ,yMETHOCT He Tpeba Aa oppakaBa camo noctojehy crBapHocT,
Beh Aa mpojexryje onTuMaAHy BusHjy 6yayher )KHBOTA y eTOBOM PEBOAYLIHOHAPHOM
pasBojy* (Aeauh 2009: 79).*

3axTeBH 3a yjeAUbEHheM KOAEKTHBA M [IOCTABKOM ,,0IITHMAaAHe BusHje Oyayher
JKHBOTA", OAHOCHO OHoT 11T0 he y 6yayhHOCTH pepacTy y COLMjaAMCTHYKH IPOjeKaT
»OPaTCTBa U jeAUHCTBA', MMAAK Cy pasAMuuTe GpopMe U AUMEH3HUje Y YMEeTHUIKUM
npaxcama, Mel)y kojuma noce6Ho MecTo mpumnapa Cxpjabunosoj. OBaj HeoOnyHN
nanuducra Huje Hu Hacayhusao (6apem He cBecno) I1psu cBercku par. Hanporus
— 6uo0 je usHenahen mume. Bayep TBpAU Aa je par moropno Cxpjabuna moTmyHoO
HEeO4eKMBAHO 1914, YIPKOC CBUM HaroBemrajuMa. Msbujame parta je 36yHHAO
YMETHHKA, ,jep TO HHje IPeABHAEO U TOMe HHUje OHAO Objalumerha Y BeroBoM
Muctiepujymy syackor nukayca. OaMax je pekao Aa ce Ty PaAH O BPCTU AyXOBHe
06HOBe 3a myA€, HaKo he UX TO MOXKXAA YHUIITHTH MaTepujasHo. Kako ce 6opba
3aXyKTaBaAa, TOBOPHO je Aa je par [ ... | kocMmaka 6uTKa pedaeKToBaHa Ha 3eMmu”
(Bowers 1996: 11 265-266). Kako ce uunnao, CkpjabuH je Kperpao cBOj CTBaparadKH
IyT HETAKHYT yTHIIAjiMa OKpyxerba. Tek he y mocTxymunm unamima CxpjabHHOBHX
OIyca M CIIMCa GUTH IIPENO3HAT YIIUC PEBOAYLIMOHAPHOT AUCKYPCa, AAH TO He Tpeba
MeIIaTH Cca MOAUTHYKOM anpornpujanujoM CKpjabHHOBOT CTBapaAamTBa. 3aTo,
na ipumep, [lonatan I[Tayea (Jonathan Powell) y enijuxaoneanjckoj jeaunuru o

21 Bopuc I'pojc HaBOAU AA Cy aBaHTAPAKCTH, IIOIYT CUMOOAUCTA, Takohe 6ram rop yrunajem CoaoBjoBa
H 1beTOBe HAje O YMETHOCTH Kao CPEACTBY 3a ,U3rpaamsy skusora” (Groys 2012: 254).

22 Ilpema Hukoan Aepuhy, Xana Apenr (Hannah Arendt) Y CBeMY OBOM ITPOHAAA3H ,APYTY CTPaHy
Mepane“: ,ppPOHTOBCKA reHepanuja” aHTHOYPHKOACKH HACTPOjeHe HHTEAEKTYaAHE EAHTE je Y XKesH
AQ YHHIITH ADKHE Ocehaj CHI'ypHOCTH U AQXKHY KYATYpPY ,HEeCBECHO M HEXOTHIje OTBOPHAA BpaTa

penpecusHuM HpeororHjama romuae” (Aearh 2009: 203).

23 Upeja ,bparcrsa u jeaurcrsa” npunasa ®jopoposy (Hukoaait @époposua GEAOPOB), 3aueTHHKY
roBOpa O YHHBEP3AAHOM CIacemy y Pycuju, Koju je CBOjoM KOPeAAIMjoM PYCKOT IPABOCAABAA U
MeCHjaHCTBA YTHIA0 HA [IEAOKYIIHY PyCKy HHTEAMTEeHIMjy ca odeTKa 20. Beka. PjopopoB, koju Tymaun
PpasaBajarbe ,,yIeHUX O ,HEYKHX KaO FAABHHM Y3POK ,He-OparcTBa’ M, paspopa’ ADPYILITBA, Adje CBOj
OATOBOP Ha PYCKO IHTakbe O IIOHOBHOM YjeAUIbEelbY ,IHTeAUTeHIInje” i ,,HAPOAA™ [IAACHPAEM HAeje O
MOBPATKY Ha POAOBCKE 3ajeAHHIIe, ITO he KacHHje 6MTH OCTBAPEHO Y IIPOjeKTy ,,0pPaTCTBA U jeAMHCTBA”

(Khomyakov 2017: 230-231).



172

MY3UKOAOTHJA / MUSICOLOGY 26-2019

Ckpjabuny ucTHYe YHIBEHHIIY AQ je ,,TOKOM PaHOT COBjeTcKor mepuopa, Cxpjabux
CMaTpaH 3a KOMIIO3UTOPA KOjH je HajybeasUBUje IPEACTABUO PEBOAYIIMOHAPHH
KapakTep OBe epe M Ha Taj HAYMH aIlleAOBAO He CaMO Ha Mysudape, Beh u Ha BAacT
y TIOBOjy, M Ha HOBY, pomupeHy KoHIepTHy my6auxy” (Powell 2011: 492). Wnax,
Tpeba UMATU Ha YMY Ad yCA€A MHOTOOPOJHHX, PASANYHUTO MOTUBUCAHHX, HAIIMCA O
CkpjabuUHOBOM CTBAapaAAIITBY KOjU AATHPAjy U3 IEPHOAA HAKOH HeroBe CMpPTH,
3aK;ydKe 0 MaHHecTalMjaMa PeBOAYIIMOHAPHUX XTekha Y ’berOBOM PHAO30PCKOM U
KpeaTHBHOM HAPATUBY Tpeba AOHOCUTU Ha OCHOBY OHMX PedH KOje OTHUYY U3 Iepa
Yj€AHO M YMEeTHHKA 1 II03HaBaAalja KOMIIO3UTOPOBOT PaAd, Y IpBOM peay Bjauecaasa
MBanosa.*

OayBex cy nocTojase MpOHHUIIAUBE HHAUBHAYE, ca clocobHomhy Aa mpepBrAe
uAH, 6ose pedeHo, cxsare 6yayhe porahaje. Tu mojeannIy, Ha pa3AndKTe HAUKHE,
YHHE AQ i OCTAAM SYAU IIOCTAHY CBeCHHUjU mocTojehnx mpobaema. Beoma yecro cy
yMeTHUIM IpBY Mehy TakBuM syauma. ITpema XoATepy ,,yMeTHHK IIOCeAyje mocebHe
CIIOCOOHOCTH KOje My oMoryhasajy Aa Ipoape Ayb;e OA APYTHX Y CPXK IIOCTOjarba” 1
»HMaKO He MOpa OMTH CBECTaH IOAUTHUKHX U APYIITBEHHX OKOAHOCTH, YIIPKOC TOME,
MO>Ke MT'PATH 3HA4ajHY YAOTY y Pas3Bojy moautmukux uaeja... (Holter 1970: 274).
YMeTHHIIM YBeK M3HAaAa3e 0COOKTe, HOBE HAUMHE AA OATOBOpE Ha PEaAHOCT, 6uA0
Ad je Taj OATOBOP CIIacere YOBEUAHCTBA, FheroBa KPUTHKA AU caMo IpeacTaBa. O
1903. ropue, CKpjabUH je HHTeH3HBHO y CBOjUM OeAelnKaMa II03UBAO MPEBACXOAHO
Ha ocaobobeme Ayxa U mopu3ame HUBOA CBECTU KaKO OM AOLIAO AO CTBAapama
jeAMHCTBeHe, KOAeKTUBHE CBeCTH:™

...Kaxo je 6aepo0 ysehe yxxusama TpenyTHOT,
IIITo ce mpaBAa MUILAY O )KHBOTA OeAH

U cauka MyTHa cBeTa 3arpo6HOT,

IITo cMpTHYKA ITAQIIK M CBYAQ Ta CACAH.
T'ae je cmeaoct! 3ap HUKO OHTKe Aa Ce AATH
U nobepnnyxy Harpea, xoau?!

Ko 6apjax HOCH 11 KO HX, KpHAaTe,

24 Kao mro je Beh momenyro, ViBana Meaunh ce, Ha oBuM npocropuma, 6aBuaa maxasusum rnpahereM,
OA ACAQ AO AGAQ, U3PACTARA HUTU PAa3MHIILAAA O TOTAAHOM YMETHHYKOM AEAY y OOMMHOM MaruCTapCKoM
paay (Medi¢ 2005). Doxyc y 0BOM TEeKCTy yCMepeH je Ha HACOAOIIKe MHTepIIeAalHje KOje Cy CTH3aAe U3
APYLITBEHOT KOHTeKCTa 1 HaBoprAe CkpjabuHa Ha pasBujarbe HAeje 0 Muciliepujymy, a Koje Cy ocBeTreHe
YKAYIUBAbEM Y AUjAAOT Ca ayTOPUMA KOjH Cy M3 Pa3AUYMTHX BU3YPa, HajBHIIE TEOPHje YMETHOCTH U

q)I/IAOSO(bI/[je, YOUYHAH KOMITIO3UTOPOBO HECBECHO yTallalbe€ Y AOMUHAHTHH APYIITBEHHU AMCKYPC.

25 Toxkom xxuBoTa, Asexcanpap CkpjabuH je CBOje MECAM 1 HiAEje 3aIIICHBAO Y HEKOAMKO KEbFDKHIIA —
Y AMTepaTypH O leMy HaBoleHe 110 60jaMa HA¥ CAOBHMA,  HEPETKO je U Ha 3aCeOHMM ArcTHhIMA U TT0
MaprrHaMa KIbHTIa Koje je 4uTao 6eaexuo cBoja samaxarma. [oaune 1919. Muxana Tepmeson (Muxana
Ocunosuy Tepmenson) Ao6u0 je A03Boay op Cxpjabunose apyre cymnpyre, Tarjane Illaenep, Aa u3aa
u3b0p u3 momeHyTHX cBepodancrasa. OBo uspame je 6ubanorexa Aoroc je mpeseaa y Tekyhoj, 2018.

TOAMHU, H M3AAAQ TI0A HasuBoM Mucitiepuja.
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y HO6€AHI/I‘{KY Outky Bopu?!!

Aa au hem, nape, mojmuTu 6ap caa,

Koauxa je moh Bose TBOje?!

Kapa hem T, po6e, moxxeaern Hajzap

Aa 36arum cpaMHe OKOBe CBOje...

(OasoMak 13 Au6pera 3a IAQHUpAHY OIEpY, OKO 1903. TOAUHE)

*

AOIIao caM Aa criaceM CBeT OA THPAHA-IJAPeBa, KA0 M OA THPAHA-HAPOAQ. Ja caM
AOHEO 6e3rpaHHYHy CAOOOAY U IIPABAY...

(Cxpjabun, 1904-1905, cBecka HauMmbeHa 0A 3ace6HuX ancTuha).
*

O, Bu Hapopwanu u BY, apuctokpaTe! Kako cy yssumena u nmaemenuTa Bamra
CTpeMiserba, MOIITO CY YUCTA, ¥ KAKO CAMO HUCTe y IPaBy Kapa xoheTe Aa yHHUIITHTE
oHe koju ux pabajy. Boaure cBoje nenpujarese [...] u Tamo, Ha BpxyHuy Bamux
oceharma, criosnahere cebe y jeauncrsy ¢ Bamum HenpujaTesuma u criosHahere
cebe kao HumTa (nmrdestyhere y menn). Kaa 6ucre sHaau koanko Beanko he 6utn
Bame 6aaxencTBo u kako he Boxancko 6utu Bame cmupeme (Ibid).*

Jeaan op mpBHX yMeTHMKA KOjH je IPENO3HA0 PEBOAYLMOHAPHH Ha00j y Ckpjabuny u
IEeT0BOM 0IIycy 010 je Bjagecaas Vanos. OH je mucao:

Ckpjabus [...] AeMOKpaTa He caMO 110 IHTakby AyXOBHOCTH M HCTHHOAYOM, Ca
ocehajem 3a yHHBep3aAHO 6PATCTBO U PAAHHYKY KOMYHY, Beh 1 o Ay60ko0j u
KOHCTATHOj TeXH 3a cabopromhy; [ ...] Barpenn narpuota cyaehu no sxusom
ocehamy cBOjux AyXOBHHUX KOpeHa, o ycaheHoj sybasu npema Hacaehy u
TPAAUILIUjU PYCKOT XXUBOTA, [I0 BEPH y HAIly HAIJHOHAAHY CYAOHHY, X KOHAYHO,
10 CBOjOM HajAyO/reM MACHTHUTETY — HAGHTHUTETY O JEAHOM OA TBOpPAIia pycKe
uaeje... AKo je peBOAYIIHja KPO3 KOjy Cap IPOAA3ZUMO 3aMCTa BEAMKA pPycKa
peBOAyILIMja, AyTOTpajHa u 6OAHA BPCTA ,He3aBHCHe pycke uaeje” Oyayhu
ucTopuyap he mpenosHaTH jeAHOT 0A BbeHHX AyXOBHUX KpuBanja y Ckpjabuny, a
MOXAQ H jeAaH OA BeHUX IPBUX YAApa Y BeroBOM HeHanucanoM Muctiepujymy
(BanoB 1917).

PeBoAyIoHapHa CBeCT je, mocAe porahaja U3 1905. roAHHe, palTAHO ITOCTajaAd
OAAHYje PyCcKOr KoAeKTHBA, a CKpjabHHOBO BepoBame y aCTPAAHHU CBET U
HHXEPEHTHO jeAUHCTBO CBUX CTBAPH, Y3 BUOPAIHOHY IIPUPOAY ITPEAMETA, MOXe
6uTH o3HaveHO IIlAerlepOBOM CHHTarMOM , KOAEKTHBHA AylIa”; TAHAQH OBOME
je KoA CUMOOAMCTA, @ IIOTOM M ABAHTAPAUCTA, KOAEKTHB, COO0PHOCTIL — jeAaH U
jEAMHCTBEHH:

Hehe 6utn nurama o mojeaunnyy y Mucitiepujymy. To he 6urn xorexTusHa
(cobopruu) xpeanmja, korexrushu unH. Buhe To jeaHa cBeo6yxBaTHa, BUmecTpyKa

26  OpaTeMa je 06palyuBaHa 1 HAKHAAHO, 1906. TOAVIHE, Y TEKCTY 32 CUMOHHCKO AeAo TToema excifiase, OIL §4.
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HHAUBUAYAAHOCT, KA0 Ad Ce CYHIle pedAeKTYje y XUAaAAMa KAILOHUIL[A BOAE
(Cxpjabun, npema: Cabanees 1925: 150).”7

Hajasa cobopHoctiiv-u ce unrdntasa u3 ose CKpjabHMHOBE 3aMUCAU O TOMe AQ Ce
I1e0 CBET MOpA YKAYIHTH y MOHYMeHTaAHH Aorahaj ussohema Mucitiepujyma u
TO IIOCPEACTBOM BHOPpaIja Koje 61 ce IpeHOCHAe U3 TOAHOXK]a X1MaAaja,™ Kao
eMHUI[eHTPA PUTYAAQ, Ha OCTATAK IIAAHETE, a CTBOPEHA CHHepruja 61 IIOKpeHyAa
YHHBep3yM, HAKOH 4Yera 61 1jeA0 JOBEYaHCTBO AOCETAO HOBE HHBOE CBECTH, OAHOCHO,
TPaHCPOPMHCAAO Ce U3 PUMIKUX Yy eHepPIHUjCKe AeAOBe YHUBEp3yMa:

ITpema Cxpjabumry, 0BO 3By4HO TEAO He yTHYEe CAMO Ha PUBHMIKO OKpyKere, Beh
M Ha acTpaAHe U MeHTAaAHe pasuHe 6uha, YnMe AeAyje HEBHASHMBO HA BUASUBE
npeaMeTe, pou3BoAehu mepTypbanuje MaTepHje y CBIM BHEHHM CTABUMA ... AKO
usBobeme [ ... ] MOKe mposkeTH Teaa caymaaana crenu$udHUM BH6panujama,
HelpuMeTHO yBoaehu mepTypb6anuje y XuBy U HEXXUBY MaTepujy [ ... ] oHpa TO
usBoheme yHyTap KOHI|epPTHe ABOPaHe reHepHiIle KOASKTHBHY AYIIy, KOja oOyxBara
ypebeno aeroBame cux nojeaunaunux ayma (Schloezer 1987: 242-5).»

27 Ykupame jaza usmelyy ussobaua u mybanke kop CKpjabiHa, aAl 1 APYTHX ayTOpa PYCKOT CUMOOAN3MA
(MBanos, Baok, Baamonrt) u pycke asanrapae (Mejepxomp, Ajsenmraji) Takobe ykasyje Ha TeXmy Ka co6op-
Hocinv-u: ,CrieHa je 6apujepa nsmel)y raeaaona u ussohaua — ona Mopa 6utu ckaomeHa [ ...] ITy6anxa,
TIOCMAaTpaiu OABOjEHH Cy CLICHOM YMeCTO A2 Cy Ipuapyxenu (usBobady) y jeAuHcTseHoM wuHy. Ja Hehy
MMaTU HUKAKBY BPCTY Tearpa. Barnep (yIpKoc cBOM cBOM reHujy) HHKaAa He MOYKE CABAAAATH TeaTapcKo/
CIIeHy, 3aTO IIITO HHUje PadyMeo O ueMy ce 3arpaso paau. Huje cxBaTao Aa CBO 3A0 OBOT pa3ABajamba AKH Y
HeTIOCTOjarby jeAMHCTBa, HUTH (MCTHHCKOT ) HCKYCTBa, Beh caMo pernpeseHTalyje HCKyCTBa... [IpaBo ncko-
peruBarbe clieHe Moke 6uTH ocTBapeHo Tek y Mucitiepujymy” (Cabanees 1925: 160).

28  Moxe ce mpeTnocTaBUTH, y ckaapy ca CkpjabMHOBUM aQMHUTETOM Ka MEUCTHYHOM, Ad je
KOMIIO3UTOD HMAEjy O IPeHOCy BUOpAIjHja 103ajMHIO U3 XMHAYHCTHYKe KocMoronuje. Konkperso,
paau ce o IIpanasa 3ByKy — CBeTOj, IPAUCKOHCKO]j BUOpanuju mocpearoj usmehy Ayxa u matepuje,
KOja IoBe3yje HeCBeCHe HMBOE CBECTH Y jeAHY 3ajeAHHUKY. Beae omucyjy oBaj 3ByKk Kao HEeMaHHU-
decroano crame 6ora Bpaxme Koje ce kacHHje MpeTBOPHAO y 6e36poj Bapujaruja MaTepHUjaAHOT
u MeTadusnukor xusora. Teopernuapka mysuxe Ana [o60j (Anna Gawboy) mume pa je Ckpjabun
610 nop yTuajeM upeje Bepa o 6oxanckoj cuau Axaca (Akdsa) xoja npoxuma reo YHUBep3yM.
Ilpema mucamwy Ane F060j, Axaca je jepHa BM6paqua KOja je MMaAa AyXOBHA CBOjCTBa AaXa, 3BYKa,
CBETAOCTH M AOAMPA. AyTopka cMaTpa Aa je Ckpjabun BepoBao Aa Akaca ImyTeM IaXXnsHBE KOOP-
AMHAI[Hje eAeMEeHATa AM3ajHUPAHUX AQ CTUMYAHMIIY BHIIE YyAd, MOXKE OXXMBETH HMCKOHCKY BUOpa-
IIMjy, TAKO CHAOXKHY Ad OM M3a3BaAa A€3MHTErPALIUjy MaTePHjaAHOT, eKCTATHIHY YHUBEP3AAHY CMPT U
KOAEKTUBHO [IOHOBHO poljerse Ha BUILIO] (aCTpaAHOj) pasuu. http://mtosmt.org/issues/mto.12.18.2/

mto.12.18.2.gawboy_townsend.php

29  KoHuent ,koreKTHBHe Aylie” IPOUBHINAO je U3 KOHLeNTa , Ayma cBeta” (anima mundi) — cxsararma
CYIIPOTHOT MaTepUjaAUCTIYKOM IOMMAlby CBETa Koje yIIyhyje Ha [OBE3aHOCT CBUX AYACKHX AYIIIA Y jEAHY,
KOAEKTHUBHO HECBECHY AYIIY KOja je HOCHAAL] IIeAOKYIIHe HCTOpHje yoBeuaHcTBa. OBa Teopuja jaBuaa

ce IPBOOUTHO y IPYKOj KOCMOAOTH)H, & 3aTUM OKyIHpaAa 6pojHe prao3ode: OA IMUTArOpejara, mpeKo
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He paau ce, 3Ha4H, O jeAHOCMEPHOM KpeTamy OBHX TaAaca, Beh o perumpoynom
npoiecy npujema u cTBapama. Konnent Mucitiepujyma je oBae KOHIIENIT CHAe KOja
HATOHH YMETHHKA AQ TPAKH OOMHU CBET,*® OAHOCHO CIIacerhe Y0BEYAHCTBA, HOCeOHO
y KPM3HUM BPeMeHUMa, IITO je i MHHUIUjaAHH MMIIyAC OBAKBUX HapaxHyha Ha HHBOY
KOAEKTHBa, a He 10jeauH (a)na. Cepam paHa n3Boljerba Aeaa Be3aHH Cy 3a ceAaM paca,
IpelusHyje UBUAK3AIMja — KOHLENT MPUCYTaH Y XUHAY PEAUTHUjH, HCTOYHAIKOM
MUCTHIM3MY, Te030¢uju, 6yAnsmy utA. IIpema TUM yuemiMa, CBaKa [IMBUAM3ALIM)a,
0A KOjHUX je Capallliba IIeTa IO PeAy, MMa CBOj IepuoA AKTHBHOCTHU U HEIIOCTOjama.
IIpenusnuje, papu ce 0 CMeHU KOCMMYKUX Ieproaa Manrasape u IIpasaje — muxayca
xuBoTa 1 cMpTH. CKpjabuH je BepoBao Aa HAKOH usBohewa Muciiepujyma He 6u
Hacrynuaa IIpaaaja, meproa HelmocTojama UBUAN3ALHje/ IIUKAyC cMpTH/ ByanHa
Hoh u camuHo, Beh 61 ce cMeHa uKAyca 3aBpIIMAa KOHAYHO, a 6uha 61 mocTasa
A€o KOCMHYKHX CHAQ yjeAumsyjyhu cBojy cBect ca ocrarkoM Yuusepsyma. Crora,
anoxaawuica y CkpjabuHOBOj AOKTPHHH HHje CMAK CBETa Y OHOAMjCKOM KOHTEKCTY
(AeUHUTHBHY Kpaj HAKOH KOjer MOCTOjH CaMO MpeAasak Aylle y paj, aKkao HAU
YMCTUAMIITE) IITO je y CKAAAY Ca IheTOBMM PaHMM PAacKUAOM ca XpUIIhaHCTBOM,
Beh (kao wTo je mMoMeHyTO y $ycHOTH 6p. 17 OBOT TeKCTa) OGHOBA KUBOTA, HOBO
pobeme.* OBuM ce y xonuenuuju CkpjabHHOBOT CBeOOYXBATHOT yMETHHUYKOT A€AQ
MIOHHMIITABA €CXaTOAOIIKA AUMEH3Hja. JaCHO je Aa Ce OBA@ PaAH O MIPEBAZHAAKEHY
IPaHHUIIA YMETHOCTH, O FeHOj HOBOj, IPEBACXOAHO YTOIIHjCKOj PYHKIHjH; CAMUM THM
1 Muciliepujym MO>Xe OGUTH pa3MaTpPaH CaMO Kao PUTYaA/06peA KOjH IPETXOAH jeAHOM
BEAUYAHCTBEHOM ITPOjeKTy — YTOIHjH:

AAY ITOCTOjM BUIIIa CHHTe3a KOja je 60KaHCTBeHe IPUPOAE U Koja he Ha BpxyHIy
IOCTOjakba 3aXBaTHTH 11€0 CBEMHP U YHETH Y H-era XapMOHUYHO 1IBeTame, TO jecT,
excrasy, Bpahajyhu ra y npBo6HUTHO CTarbe IOYMHKA OAHOCHO HEMoCTojamba. Taksy
CHHTe3y MOXKe KOH3yMHMPAaTU CaMO AYACKA CBECT, Y3AUTHYTA AO HUBOA CyIIepUOpPHe

Tlaarona, ApucTOTEAQ, CTOMKA, PeHECAHCHUX MUCAMAAIIA CBE AO JyHTa (Carl Gustav]ung). https://www.
encyclopedia.com/religion/encyclopedias-almanacs-transcripts-and-maps/world-soul-anima-mundi

30  OBaj HaroH yMeTHHKA noropHo onucyje Ilejmc Bect (James West), cTpyumax 3a pycku
cumboAn3aM, kapaa roopu o FIBaHOBY U Heroj Bepu y Moh yMeTHHKa Aa TpaHcpOpMIIIIe CBeT y3AmKyhu
YOBEYAHCTBO: ,, YMETHHUK CATA€AABA ,0HO CTBAapHHj€, KOje IPOHAAA3U U3 0bjeKaTa CTBAPHOCTH, U ,y3AIDKe
ce’ y [IOTpasu 3a THM; OH Ce ,CIIylITa M3 CBOje BH3Hje BHIlle CTBAPHOCTH, KAKO OU je M3Pasuo y TepMHHUMA
HIDKe CTBaPHOCTH, OAHOCHO MaTepHjaaHOr cBeTa. Eberosa ymeTHoCT, 3ay3Bpart, BOAH [TOCMaTpaya us
MaTrepHjaAHe PeaAHOCTH CBOje OKOAMHE AO CTBAPHOCTHU BHUINX BPEAHOCTH - realibus ad realiora (on
crBapHor ka creapHujem) (Lutupano y: Ballard 2009: 54). VIBaHOB je TBpAHO A2 yMeTHUK He Tpe6a Aa
Ce M3PAXKaBa y MHAUBHAYaAHOCTH, Beh Aa AeAa ITOIyT 60XXaHCKOT IIAOBHAQ KOje IPOCBETAYje Iy OANKY

IIyTeM YMETHOCTH (HBaHOB 1909).

31 Y aureparypu o Ckpjabuny Mucitiepujym ce Hajuemrhe HasuBa amoKaAUITHIHMM IpojekToM. [ Tpumep:
Andpen Cson (Alfred Swan), napadpasupajyhu Cabamejesa, rosopu o Muciliepujymy Kao o ,3aBpIIHOM
YUHY )XUBOTA Hallle pace, KOHAYHOj MAHM(ECTAIIHjU HerOBe BUTAAHOCTH, OTPOMHOj MUCTHYHOj KaTaKAM3MHU

KOja 61 0ABOjUAQ HAIlly TPKY 32 IPONaAambeM U3 HoBopohere pace” (Swan 1969: 77).
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cBecTH cBeTa, ocaob6abajyhu Ayx u3 aanana npomaocru u npesocehu Ayme cux
xuBux 6uha y cBoj 60xancku kpearusas AeT. OBo he 6uTn mocaepma excTasa, u
Beh je Ha poxBar pyke (Schloezer 1987: 120).

Cam CkpjabuH je, Beh npu mojasu npsux HazHaka Muciiepujyma, ocehao aa je Taj myT
Ka CBeOOYXBaTHOj TPAaHCPOPMAIIMjH CBETA HETAE M3BaH bera, mocrTojehu, a Ha memy
Ka0 YMETHUKY je 6HAO Aa ra IpeBeAe U3 gyX08HOT y matiiepujasto cTame. Illaerep je
IIHCAOo:

(Ckpjabun) je mpusHao A2 je UCIIPBA OCETHO, 6e3 HajMambe CYMIbe, A2 je ACAO
IIOCTOjaAO HeTA€ M3BaH Hera, OABOjEHO OA Hhera, HOTIIYHO He3aBMCHO, KaO CAMKA
KOjy je HeMoOryhe IPeACTaBHTH PedrMa, TAKO AA Ia OH He 61 KOMITIOHOBAO, CTBOPHO
u3 Hirdera, Beh caMo ca mera CKUHYO Beo, unHeh ra BUASHBUM 32 AyA€, TTpeBoaehu
ra U3 AATEHTHOT y MaHHpecTHO cTame. CTora, Beros YuTas IpobaeM je 610 y
TOMe A2 He M306AMH, He 3aMarAl CAuKy Kojy ,mpuma“ (Illaenep, npema: Brown

1979: 51).

Y KOMIIO3UTOPOBMM IMCAaHUM CBEAOYAHCTBUMA U HAKHAAHO YCMEHUM M3AArambiuMa
HeMa 3HAYajHMjUX TParoBa O CTABOBUMA O PEBOAYIIMjH, AAU OKOCHHUIIA HeIOBUX
PasMHUILbakha — OBAE KOHKPETHO BedaHUx 3a PebpyapcKy peBOAYIH)jy U3 1905.
TOAMHE — AXKH Yy IIHCMY U3 HapeAHe ropuHe yryhernom meriens Maprapuru Moposos
(Maprapura Kupuasosna Mopososa):

IToanTHnuka peBoAynHja y 0BOj ¢pasu U IpeBpaT KOjHU ja KEAUM Cy Pa3AHYUTE
CTBAapH, AAH CBAKAKO OBA PEBOAYIIMja, KA0 OHAO KOju APYTH HeMHpH, yop3aBa
HPHUCTYII XeseHOM MOMEHTY. I'pemtnm kapa KOpHUCTHM ped TpeBpaT. To Hutje
peaAMsaliuja HUYera IITo ja keAuM, Beh BeuHO BeAMyare KpeaTHBHe aKTHBHOCTH
koje he 6urn mpussaxo Mojom ymerHomhy. To sHauu Ipe cBera A2 Moje KaImMTaAHO
AeAo Mopa 6uTu 3aBpieHo. Moj MoMeHar jour Huje Ty. Aau ce 6armxu. Buhe
caaBaa! Yexopo! (mpema Brown 1979).

Kaaa ra je Aaexcanpap Bpjarnuannnos (Asexcanap BpsiHuanuHOB), pycku caaBodua,
uspaBad yaconuca Hosoe 36eH0, 3aMOAMO Ad IIHIIE O eAyKATHBHOM 3HAYajy para,
CxkpjabuH je Hamucao caepehe:

Hapoake mace Mopajy 6utu y3ppmare. Ha oBaj Hauns Mory 6uTH oceTsuBHUje Ha
BHOparyje Hero wto je yobnuajao. Kako je morpernso mocmarparu par caMmo Kao
paspop usmeby Harmja. OHo mTO MeAUTHPAjyhu IPOPOK M KpeaTUBHY YMETHHK
ocehajy y MoMeHTY nHCIIHpanyje U3paKeHO je Ha nepudepuju. AAM TO Mace He
ocehajy. Onu Ty Haejy moppel)yjy corcTBeHOj HHAMBHAYaAHOCTH U EeHOM Pa3Bojy.
MehyTum, nepropudHo KpeaTnsHa eHepruja [...] epyntupa Ha nepudepuju. Ha
OBaj HAYMH pace eBOABUPAjy... [IpeBupama, KaTakau3Me, KaTacTpode, paToBH,
PpeBoAyIIHje, CBe OBO IIOTpeca Ayllle AYAU U Tepa HX Ad IPUXBaTe UACjY KOja CToju
M3a OBHX CIIOsAIIBUX Aorabaja... BpeMe je AomIA0 aa omaauem cBe OHe criocoOHe
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3a HOBY KOHIJeTII[Hjy, CBe YMeTHHKe U HAyYHHUKe KOj1 HeCBECHO Ipape HCTOPHjY.
Ha muma je pa cHHTeTH3Yjy HOBe IpobAeMe, Ad YjeAUHE YMETHOCTH, Ad IIOTPaXKe
HOBa ucKycTBa... (Bowers 1996: 11 266).

CxpjabuHa Cy MpeBaCXOAHO MHTEPECOBAAH YMETHOCT Ka0 YTOIIHjCKM HHCTPYMEHT,
M YMEeTHHK y QYHKIIUjU IPEHOCHOLA ITIOPYKA YHUBEP3yMa OCTATKY YOBEYaHCTBa/
yMeTHUK y dyHKImju Mecuje.

He Tpeb6a caaBuru noautudape u 6upoxpare. ITuciu, KOMIO3UTOPH, ayTOPH U
CKYAIITOPH CY IPBOPAHIUPAHH ASYAU Y YHUBEP3YMY, IIPBH KOjH U3AQKY IPUHITHIIE U
AOKTpHHE, 1 KOjH pellaBajy cBeTcke pobaeme. [IpaBu mporpec mounsa NCKAYIHBO
Ha yMeTHuIUMa. OHU He CMejy AQTH IIPBEHCTBO OHMUMA Ca HIDKUM ITHbeBUMA
(Bowers 1996: 11 215).

3axBaheH amoOKAAMIOTHYHIM HITYEKHMBABUMA KOja CY 3aryIIHAA PYCKO APYIITBO,*
CxpjabuH je, KaKo je IIOKA3aHO, HECBECHO Y AOTHKY CBOT IIPOjeKTa YIUCHUBAO, IOy T
CHM6OANCTA U ABaHTAPAUCTA, PEBOAYLIMOHAPHO-UCKYILbeHIUKe Texe (Roberts
2011: 143). KOMIIO3uTOpOBa AyXOBHA PaAOCT OCTajaAa je IPUBHAHO KOHCTAHTHA
6e3 063upa Ha porabaje U3 oxpysKera, AAH HETOB PaA U ACAO OAPAXKABAJY YIIPABO
OIUCAHU Zzeitgeist ¥ TO ITyTeM KOMOMHAIHje eKCTase** M alOKAAMIITHYHO-Y TOIIN]jCKUX
cHoBa. CxpjabuHOBa yTOmMja je OCTaAA HA HUBOY CTBAPAAAIITBA; OH Ce HUKAAA HHje
IPHMKAYYHO peBoAyIHjuU. Texma 3a MoBe3snuBambeM YMETHOCTHU U KUBOTA, YKHAADbE
rpaHuija usMelyy peaAHOT U yTOIMjCKO-UMATHHAPHOT KOA hera HUje OuAa CBeCHO
oppebena Teopujcko-pApymTBeHuM KaTeropujama. Mak, saxsasyjyhu ysupuma
y Hanuce camor CkpjabuHa U HeroBUx CaBpeMeHHKA, IOAP)XAaHMM CTaBOBUMaA
CaBpeMeHHX ayTOpa IPEBACXOAHO M3 0OAACTH TeOPHje YMETHOCTH, ITOKA3aHO je Ad
je U IopeA HeCBeCHOT ynujama aorabaja u atMocdepe Koja ja BoAUAA PEBOAYLIUjH
1917. TOAMHE, TPaHANO3HA 3amucao, Gesamtkunstwerk Asexcanppa Ckpjabuna
pedaexroBasa ynpaso mocrojehe crame crBapm.

32 IToyuenu craBoM camor CkpjabuHa 0 yMETHHKY Kao HOBOM Mecuju, HCTOpHYAPH HEPETKO O HheMy
roBOpe y TOM KOHTeKCTY, HIIp: ,Xajae Aa ce paayjemo Hacaelyy koje HaM je ocTaBuo oBaj Mecuja melyy
syauma“ (Swan 1969: 77).

33 Zeitgeist (Ayx Bpemena) Pycuje Ha IpeAOMy BeKoBa jeAHOM pedjy ce OIHCYyje Kao aNOKAAMIITHYAH,
Ha IITa je, TOpeA PYCKO-jarancKor pata (1904/5) H peBOAYLIMOHAPHHX XTetba 60AIIeBUKA H MEIIEBHKA,

YTHIAO 1 HaAOAaSehI/I HPBI/I CBETCKH par.

34 Yecro cey anreparypu o Ckpjabury cpehy HariomeHe 0 excrTasu ca cekcyaAHOM KoHoTanujom. Cam
Cxpjabut je BepoBao y (IIOHOBHO) ClTajatbe IOAOBA AU TPAHCOUIypaLHjy CBeTa y GecrioAHa CTBOpeba,
YuMe ce OTHPY Te3e O KeroBOj M3PaKeHOj ceKCyaaHOCTH. ExcTasa je kop mera CHHOHUMM 33 HHTEH3HBH-

PpaHU 1 KOXePpEHTHU KOACKTHUBHH JKUBOT.
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BraNisLAVA TRIFUNOVIC

COMPOSER OF THE REVOLUTION: SCRIABIN’S IDEA OF THE MYSTERIUM
— THE TOTAL WORK OF ART

(SuMMARY)

The purpose of this paper is to demonstrate that Alexander Scriabin with his
conception of the total work of art, named Mysterium, unconsciously provided
the artistic vision of revolutionary claims, anticipating the October Revolution of
1917. Since the first decade of the 20™ century, the revolutionary conscience was
a singular feature of the Russian intelligentsia, so the concept of Mysterium was, in
such social climate, a concept of force that prompted the artist to seek a better world.
Just like avant-garde artists — whose actions are an intervention in social systems —
in his Mysterium Scriabin emphasized the need for a transformation of the world
through art. Bearing this in mind, the musicological interpretation of Mysterium here
is made with the aim of positioning Scriabin as a modernist subject. The insights
into the composer’s responses to socio-political reality — both within Scriabin’s
philosophical and creative narratives — refer to the demands of the revolutionaries
for the collective/sobornost. This study shows that those demands were, in the case
of Scriabin, shaped as the idea of the utopian function of art.

KeywoRrbDs: Alexander Nikolaevich Scriabin, Gesamtkunstwerk, Mysterium, October
Revolution, modernism
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ABSTRACT

From the invention of language, the phenomenon of Greek herméneia to biblical
exegesis, interpretation is one of the crucial paradigms of culture and civilization.
Joined with general ontology, hermeneutics offers original and intuitive theoretical
insights. In this paper the author proposes and examines several possibilities of
productive influence of ontological hermeneutics on musicological discourse.
Starting with the dilemma concerning the relationship on the axis text—being,
the first answers have been found in different definitions of discourse. A more
elaborate debate continues in the field of ontology, from Aristotle to meta-
ontology. Finally, cross-references that intersect types of hermeneutics/ontology
and musical phenomena are offered.
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To be or to be in the text (to be text/ual/) is a questionable and problematic propo-
sition/dilemma, as long as it remains in the sphere of ontic properties/ontology/
being. It is a mental crossroads unavoidable for any genuine viewpoint. Any chosen
path, however, is not without certain consequences, particularly outside the textual
frame. If one chooses to exist (or to acquire the specific worldview which does not
need any form of assignee) without any sustenance, then, from the discursive perspec-
tive, all that remains, in the end, is Maeterlinck-like grand silence, bottomless void,
self-sufficient being (or non-being in negative ontology). Standing in the field that
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grows on such a kernel makes any discursive or theoretical system superfluous. On the
other hand, going to the other extreme seems to set aside material/factual /tangible or
cultural/spiritual /transcendent instances. All that remains is the text in its signifying
form, deprived of any kind of obligatory relation to anything other/Other/Real/
tangible. The Question remains current.

One more paradox is hidden behind the cloak of discourse. In addition to this area
there is a linguistic (and not only linguistic) problem exemplified in the pair: musi-
cological discourse or discourse of musicology? First, we will attempt to outline the
discursive network. Discourse is:

1. Merely a word
2. A specific meaning derived from dis-course etymology
3. A multilayered and discordant term
4. A process
S. A dialogue (written or spoken)
6. The central philosophical notion of the past few decades
7. The product of the thought horizon
8. A distinctive type of text
9. The general domain of all statements
10. An individualisable group of statements
11. A regulated practice that accounts for a number of statements
12. An institutional legitimating context
13. Something else

Our path through a labyrinth of meaning always stays polyvalent. Discourse provides
the thinker with various strains from which one can make the first (or a new) step.
Before we start any other written textual dispute, it is essential to put the emphasis
on the preconceptual (re)configuration of plural metadiscourse that is planned to be
created. Proposition number one:

Text, discourse or sign order is a product and/or extension of Reality.

What is Reality is impossible to comprehend/define, especially by words, sentences
etc. If it were possible, it would mean that reality is a product of the text itself. Our
basic claim is quite the opposite. Beings are moving from illiteracy /unconscious to
literacy/ conscious/symbolic thought capacity. Therefore, the capability to express
anything was brought to the fore at a certain moment in history. To express it in the
form that is known to us in the twenty-first century, ontic properties are ground-level
in every formulation of sense, system, hypothesis, theory etc. If there is no Being,
beings, phenomena, there is no text either. Nevertheless, it is only the first step on
our journey. Knowing the path is conditioned by effective knowledge (which is the
hermeneutic key). The awareness of Reality of Being is valued only by profound and
solid understanding of itself and others (Other). Combined, these strains give Life
to, in our case, musicological discourse. Music lives without text, but the opposite
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is not valid. Empty signifiers, discourses stem and die in vain from Nothingness. To
recognize Being in Music and clarify Sense by an hermeneutic grip puts us in a posi-
tion to revive musicological discourse and to elevate speech-about-music onto a diffe-
rent level or to remove it from sterile and fixed/closed/limited positions. Text as text
has to be returned to its source: not as trash to be recycled, but as a transformed and
refreshed Voice, sounding as music, liberated as music, powerful and uncontrolled
like Music. Why do we need ontology and hermeneutics to do that? Ontology, by
which we presume the root of ancient Hellenic philosophy, presupposes the existence
of alive, active liberty of being. Isness is a precondition of fundamental ontology. No
other discipline could give such an advantage to music. The second step is important
to avoid a largely overrated organic, natural, materialistic view. Once reached, the level
of ontology is complemented by the hermeneutical apparatus. The thing itself is not
sufficient. The hermeneutic circle serves as a channel between the incomprehensive
“it” and manifest level. This passage in particular defines “how” and “why” in larger
superstructures such as culture, religion, civilization etc. No hermeneutics usually
means that there is no reflection whatsoever. Music as content critically depends
on the level of hermeneutical development and its potential to stand for something,
to make a text advocate and perform an interpretational act. Intertextuality begins
to appear on the horizon of the mind. This moment brings us closer to the second
statement.

It is fair to say that vulgar ‘objectivism’ — the quasi-scientific belief in our ability to know
objects ‘as they are in themselves’, independently of any prior discursive or theoretical
presuppositions — is largely discredited as an epistemological doctrine (Hooper 2006: 90).

Ontological hermeneutics, in this text, refers to the intentional act of interpretation
applied with regard to the intrinsic, essential substance of an analysed subject/object/
thing. Hermeneutics of being accounts for the basic, fundamental understanding of
the subject matter of interest. In his Categories Aristotle identifies ten possible types
of things that may be the subject or the predicate of a proposition. For Aristotle there
are four different ontological dimensions:

1. According to the various categories or ways of addressing a being as such

2. According to its truth or falsity (e.g. fake gold, counterfeit money)

3. Whether it exists in and of itself or simply “comes along” by accident

4. According to its potency, movement (energy) or finished presence (Cf. Aristotle 1998)

It could be said that ontology is the research of what there is. Some would chall-
enge this articulation of what ontology is, so this is merely an initial approximation.
Many classical philosophical problems are problems born in ontology: the question
whether or not there is a God/Supreme being, the problem of the existence of univer-
sals, etc. But, ontology is usually also taken to circumscribe problems concerning the
general features and relations of the integers which do exist. There are also a number
of classical philosophical knots that are problems in ontology understood in this way.
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These kinds of challenges quickly turn more generally into metaphysics, which is the
philosophical discipline that engirds ontology as one of its parts. The borders here
are a little foggy. But we have at least two parts to the overall philosophical project of
ontology, on our preliminary understanding of it: first, say what there is, what exists,
secondly, say what the most general features and relations of these things are.

This way of looking at ontology comes with two sets of quandaries which lead
to the philosophical discipline of ontology being more complex than merely answe-
ring the previous questions. The first set of problems is that it is not clear how to
approach answering these riddles. This leads to pondering ontological commitment.
The second set of sticky wickets is that it is not so clear what these questions really
are. This leads to the philosophical debate about meta-ontology.

One of the troubles with ontology is how to settle questions about what there is,
at least for the kinds of things that have traditionally been of special interest to philo-
sophers: numbers, properties, God, etc. Our how may greatly impact the outcome.
Ontology is thus a philosophical discipline that encloses the study of what there is
and the study of the general features of what there is, and also the study of what is
involved in clarifying questions about what there is in general, especially for philo-
sophically challenging cases.

How we can find out what there is cannot be answered easily. It might seem simple
enough for ordinary objects that we can perceive with our eyes, such as my notebook,
but how should we decide it for such things as, for example, properties or numbers?
One first step towards making progress on this question is to see if what we believe
already settles this question on a rational basis. That is to say, given that we have parti-
cular beliefs, do these beliefs already introduce with them a rational commitment to
the response to such questions as “Are there numbers?” If our beliefs bring with them
arational attachment to an answer to an ontological question about the existence of
certain bodies, then we can say that we are committed to the existence of these enti-
ties. What precisely is required for such an adhesion to occur is subject to debate, a
consideration we will look at presently. To find out what one is committed to with
an exact set of beliefs, or acceptance of a particular theory of the world, is part of the
broader discipline of ontology.

As we have seen, it is not so clear what an ontological question really is, and
thus what it is that ontology is supposed to accomplish. Thus, hermeneutics has
its role in illuminating these shades. To figure this out is the task of meta-ontology,
which strictly speaking is not part of ontology, but the study of what ontology is.
However, like most philosophical disciplines, ontology, when more broadly inter-
preted, contains its own meta-study, and thus meta-ontology is part of ontology, more
vastly construed. Nonetheless it is efficacious to separate it out as a special part of
ontology. Many of the philosophically most important questions about ontology are
really meta-ontological questions.

Meta-ontology has not been much in vogue during the last couple of decades,
partly on account of one meta-ontological view, often associated with Willard Van
Orman Quine. Finally, ontological hermeneutics can be seen precisely as a more
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acceptable catalyst,” not only for ontology itself but even more significantly for musi-
cological discourse. Nota bene, the discourse of musicology as a discipline may contain
multiple heterogenous discourses borrowed or appropriated from other disciplines/
fields. Musicological discourse is, on the contrary, only and exclusively, a way of
textual expression which autochthonously stem from disciplinary competence.

What is the question that we should aim to answer in ontology if we want to
find out if there are ideas, that is, if reality contains ideas besides whatever else it is
made up of? This way of outting it suggest an easy question: “Are there ideas?” But
this seems easy to answer. Can ontology be that easy? The study of meta-ontology
will have to arbitrate, amongst others, as to wheter “Are there ideas?” really is the
question that the discipline of ontology is supposed to answer. And more generally,
what ontology is presumed to do. The larger discipline of ontology can thus be seen
as having four parts:

1. The study of ontological constancy,

2. The study of what there is,

3. The study of the most generic features of what there is, and how the things there
are relate to each other, in the most general ways, metaphysically

4. The study of meta-ontology, i.e. saying what task it is that the discipline of onto-
logy should aim to accomplish (if any), how the questions it aims to answer
should be understood, and with what methodology they can be answered.

Starting with Aristotelian ontology as a basic knowledge of primary/first causes/prin-
ciples of things as a frame for research, a person needs to find at least traces of prime in
selected artefacts. A quest for musical substance is an old task. How does music exist?
Several propositions are available when discussing this issue of musical ontology:

1. Exists, but on an unspeakable level
2. Exists in itself
3. Exists as text
4. Exists as a material-textual relation
5. Does not exist, it only appears to be
6. Exists as a score
7. Exists as a performance /happening
8. Exists as a celestial phenomenon
9. Exists in a subject’s consciousness
10. Exists as sound
11. Exists as an ideal referent locus (score, performance, perception)
12. Exists as an object in human memory

2 A catalyst is a substance that speeds up a chemical reaction, but is not consumed by the reaction;
hence a catalyst can be recovered chemically unchanged at the end of the reaction it has been used
to speed up, or catalyze. Accordingly, ontological hermenutics can penetrate musicological discourse

without being consumed by it.
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13. Exists as a digital trace

14. Exists as a metaphysical entity
15. Exists...

16. Does not exist...

17. ...

In Roman Ingarden’s studies one can find enough space, words and aporias for
debate/discussion (Murapaes, 1991). However, our goal was to present different
propositions considering this matter. If we make an agreement on point 11 as the
mediative solution, it is plausible to turn our attention again to ontological issues.
Types of ontology not only separate the existential field but also point out to some
kind of parallel between onto-core principles and music. Therefore, these associa-
tions should be taken with some reservation. It seems that plunging into structuring of
ontology simultaneously gives space for the appearance of a metaphoric resemblance
between existential categories and paradigmatic phenomena in music (history). The
following list is, thus, more a sketch than summa summarum.

1. Ontology of Being (acoustics, Schenkerian ursatz, primordial music by Busoni)
2. Ontotheology (Music of the spheres, cosmic music, musica mundana)

3. Worldly ontology / Metaphysics ontology (musica instrumentalis)

4. Conditional Ontology (musica humana, open work concept)

S. Absolute Ontology (The Tone, concept opus absolutum et perfectum)

6. Negative Ontology / Existence of Nothingness - Nihilism (Silence)

As ontology can be observable on different manifestational levels, seen or un-seen,
the same may be true when we discuss pure sound in several acoustic phenomenal
shapes. Being may not be always prone to senses. The same is valid when music is
taken into account. Sometimes, silence is more important than the sound itself, in
regard to dynamics, formal process, rhythmic structuring etc. A ground-level, basic
and unchangeable ontology of Being is mirrored in the notion of ursatz which can
be discovered in the root of almost every piece of music. The existence of primordial
music as a concept is regulated through the fixed ideality from which the work of art
proceeds. This concept is more platonic in nature. Musica mundana, often associated
with movement of celestial bodies, seems to be the perfect embodiment of ontotheo-
logy. Music of the spheres reveals ontic properties of divine existence. Belief in perfect
conformation of the universe naturally fabricated the notion of supreme and pure
resonance between its elements. The artificial character of instrumental music, and
its bond with the human creative side, forces a strong connection with worldly actu-
ality. The lack of text, which is fundamentally united with music in vocal practice,
inherently pushes instrumental music towards an external, metaphysical criterion in
order to validate itself. Such a confirmation is not necessary for examples of conditi-
onal ontology, such as open work in modern and avant-garde music. On the other side
of the acceptance paradigm lies opus absolutum et perfectum. Its finitude and eternal set
of properties that defines self-sufficiency incarnates the Absolute. Independent and
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forever stable Tone survives all the distortions and silences of the ever-spinning wheel
of Life. In order to address the next point in the discussion we will change scenery. Yet
again, an interpretational turn is required. Starting with the types of hermeneutics:

1. Absolute (radical) hermeneutics — every act or statement is, first and foremost,
interpretation by itself; everything is interpretation; nothing can enter the text
(or become a text) or any other system of representation as if already inter-
preted in some way;

2. Contextual hermeneutics — making an interpretation is discovering a context of
a phenomenon; the analyzed object is configured by its surroundings;

3. Mediative hermenutics — understanding means a reconciliation between diffe-
rent angles/perspectives;

4. Literal hermeneutics — things are what they are or what they look like; expla-
nation is not necessary, but description is.

Ontology of music mainly falls into the first two categories. The first proposed defi-
nition deals with the fundamental explanatory pre-existent set of conditional factors.
These tools/axioms finished their course long before subjects came into play. The
state of things therefore is always found-state/found by individual subject/conscio-
usness. Here, the first similarity comes forth. Our perception of music is found-state,
we are the ones who entered its realm. Therefore, every contact with music, from a
radical perspective, occurs in a hermeneutical circle. This notion is not left without
consequences.

Ricoeur cautions against the “disturbing fecundity of the oblivion” of a circular
discourse on the impossibility of mastering the rhetorical field in which such a
discourse operates. Nevertheless, the allure of reducing this discourse’s circula-
rity to the aporias unleashed by the destruction of the metaphysics of presence
was tactically irresistible (Davidson 2010: 215).

Contextual hermeneutics and its full application in research and theory enabled the
rise of postmodern (critical, new) musicology. Without the tools of interpretation,
it would be almost impossible to create “new” surroundings for observations offered
by new musicology in the last decades of twentieth century. No discipline ever could
directly import terminology, definitions, logic and other things from external fields of
competence. Hermeneutics possesses the means to adapt external insights to a new
discoursive environment. This “translation” is a subject for individual debate. At this
moment, it is important to underline the significance of ontological hermeneutics
for, in our case, musicological discourse. In some cases interpretation include repre-
sentation by text, particularly when we dealt with new or imaginative procedures.
However, many concepts/words/notions/terms characteristic for musicolo-
gical discourse (melody, chord, rhythm, interval, tone, timbre, pitch (class), tona-
lity, concerto, key, vocal, fugue...) owe, especially generically, their own inception to
the explanatory devices of hermeneutics. When hermeneutics has ontological incli-
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nations, then all of them revive, bring into play, start to breathe, join the flux of intra
and extra-courses connected to the domain of Music. The power to include vitality
and anthropological dimension in theory, text and practice indicates a high dissemi-
national level of ontological hermeneutics.

According to Holy Scripture, God gave Adam the right to name beings/creatures
below him, thus including the crown of own creation in the creative process. Nomen
est omen. Similarly, disciplines through time yield things/objects/phenomena. Even
before naming them we sense their presence and the certainty of a soundly alive dicti-
onary of musicology.
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Hrop PAAETA

OHTOAOIIKA XEPMEHEYTHUKA KAO KATAAU3ATOP MY3UKOAOIIKOT AVUCKYPCA:
HEKOAHNKO CKHUITA

(PE3UME)

Aa Au je cBe TekcT? AKO jecTe, Ha IITa Ce TAYHO OAHOCH OHO ,je“ y murtamy? Ko
MAM 1ITa TocToju ¥ TeKcTy? Kakas je meros opHoc npema ceery? Ilokymraan cmo
A4 OATOBOpE Ha OB IIUTAkbA IIOTPAKHIMO II0A OKPHAEM OHTOAOTH]jE, IToAazehn
O XHIOTe3e Aa 61uT/6UBCTBO/OUTAK OCTAjy TeMes IPOOAEMa KOjUM ce GaBHMO.
Yrephyjyhu xoHType moueTHe amopuje HAMAA3UMO Ha [10jaM AMCKypCa M
HeKOAMIMHY BberoBux pepununuja. Mcnocrassa ce pa je AMCKYpC OKBUP
koju HaM oMoryhasa pa mpeLusHUje AUjarHOCTHPUKYjEMO KOPEH AUAEME O
HAYMHY [IOCTOjaba TeKCTyaAHHX pOpMalitja, HAPOIUTO ¥ OAHOCY Ha PEaAHOCT
Kao TakBy. PasyMauBO, IHpa pacmpasa 10 OBOM MHUTama je Hemoryha 6es
pasBHjeHMje AMCKYCHje Ha IIAATOY onmTe oHToAoruje. Mnak, npe me, HaBeaeHa
je MPOMO3UINOHA CEHTEHIIA O KPUTHIIM 00jeKTUBM3MA M €IINCTEMOAOIIKUM
IpemnpeKaMa ,4ucTOr " casHamwa. IbeHa gyHKIMja je Aa yKaKe HA CAOXKEHOCT
MeTOAOAOLIKOT paspelnera, u3Mel)y ocTasor, peHOMeHa MHTePTeKCTYyaAHOCTH U
HPHUCTYIIA ,CAMOj CTBapH .

Horupajyhu npeaycaose Teopujcke maar$popme Koja 61 MOTAA AQTH OCHOB 32
MOCTYAMPalke OAlOBOPA, MOYEAH CMO OHTOAOIIKH AMjaAOT APUCTOTEAOBUM
AMMeH3HjaMa rmocTojama. OAMax 3aTHM, H3AO0XKEHA je pacIpaBa O jeCTecTBY,
PUAO30PCKUM K TEOPH)CKUM ITOCAEAHIIAMA ITOCTOjarba/ HEIIOCTOjatba a IIOKPeHyTa
Cy M MeTa-OHTOAOIIKA MUTamka. AOTHYAH IMPOAYKeTaK Aebara A06Hja Kpo3
oHTOAOTHjy My3uke. HaBeaeHa je, mpema HameMm MuImersy, BehrHa MopaanTeTa
Hocrojama My3uke/Mysuaxor aeaa. [ToaBaauehu Be3y ca OHTOAOTHjOM, TOCEOHO
je M3ABOjeH jepaHaeCTH Ha4MH II0CTOjaka. My3uKa Kao MAGAAUTET Ka KOMe,
Kao pepepeHTHOM MeCTy, HICTOBpeMEeHO HHKAUHUPAjy IApTUTYpPa, udBoheme
U IEePLeENIHja jeCTe, Y OBOM TPEHYTKY, KOMIIPOMHUCHH T€OPHjCKH MOAEA KOjU
HYAY AOBOAHY IINPHHY 3a Adoe IIpobAeMaTH3aluje er3iCTeHIujaAHe MUCTEpU]je
MY3HYKOT A€Ad IO cebH. Y 3aBPIIHOM CEIMEHTY TeKCTa ayTOp je MOKYIIA0 Ad
MOBEeXe, Ca jeAHe CTPaHe, TUIIOAOTHje OIIIITe OHTOAOTHje M XepMeHeyTUKe U, ca
ApyTe CTpaHe, pa3sAndKTe MaHHecTaluje My3uuke ucTopuje. Mcnocrasuao ce
AQ Ce Pa3AMYHTE BPCTe OHTOAOIIKHX I0AA IIPOXKUMajy ca dpeHoMeHMMA (TeopHje)
MY3HKe Kao LITO Cy IeHKepHjaHCcKu ursatz, bysonujesa mpamysuka, Mysuka coepa,
KOHIJEIIT OTBOPEHOT AeAd, musica instrumentalis u TrmuHa. CAMYHY Be3y MOXKeMO
AOLIMIPATH U Y OAHOCY U3Mel)y pasAHYUTHX ycMepema YHyTap XepMeHeyTUKe U
MYy3HUYKHX ITapaAUTMH.
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CxBaTame My3uKe Kao ayTOHOMHOT II05a Y KOje YBEeK YAA3UMO Kao APYTH U
HACTaHaK HOBe/KPUTHYKE My3HKOAOTHje BU)eHM Cy K0 OAPa3H PapUKAAHE
U KOHTeKCTyaAHe xepMeHeyTuKe. KoHauHo, ykasyjyhu Ha HeKOAMKO mojmMoBa
KapaKTepPUCTUYHMX 32 MY3HYKY TEOPHjy IOTBPAHAHN CMO 3Ha4yaj OHTOAOIIKE
XepMeHeyTHKe 32 My3HKOAOMKHU AUCKypc. Nomen est omen.

K4Y4YHE PEYM: OHTOAOTHja, XepMEHEYTHKA, AUCKYPC, My3HKOAOTH]ja, IIOCTOjambhe My3HKe
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MuprjaHA 3AKWR
AvIIIOM H ®PYAOM: AOBPUBOJE TOAOPOBUER

(QaxyATeT My3uUKe YMETHOCTH, YHUBeP3UTeT yMeTHOCTH, beorpay, 201S.
ISBN 978-86-88619-59-2

O BpemeHy y KOMe XMBHUMO M PAAMMO MHOTO TOTa FOBOPH M UME-EHHUIIA Ad je jeAHa
BpeAHA eTHOMY3UKOAOIIKA MOHOTpaduja IIPOIIAA CPa3MePHO He3araXXeHO U Ha IIOAY
NKCcaHe HayuyHe KPUTHKE U Y IIOTAEAY ,’KHBOT IPEACTABASAMA HAYYHUX Pe3YATaTa.
Ipuxsartajyhu Ae0 OATOBOPHOCTH KOja MPHITaAA KOAETaMa, a IpaBAajyhu ce, Makap
ASAMIMIYHO, CTHIIajeM OKOAHOCTH AQ je H3AaEbe AO YMTAAAIIA AOIIAO KAaCHHU]je ¥ OAHOCY
Ha TOAMHY ITy0AMKOBamba, ckpehemo maxmy Ha MoHOTpadujy Ayuwom u $pyrom:
Aobpusoje Togoposuh Ap Mupjare 3akuh (Beorpap: ®akyateT My3Huke yMETHOCTH,
2015). OBO je moce6Ha 06aBesa u crora mro je MoHorpaduja nocsehena Aobpusojy
Topoposuhy, nsyseTHom capapHHKY capa Beh BuIre reHeparjyja eTHOMY3HKOAOTA Y
Cp6uju.

Kebury Aywiom u ppyrom: Aobpusoje Togoposuh, anau ITpearoBop ayTopke, CTyAnja
ca moraaBsuMa ,MeToAOAOIKY IPUCTYN HHANBHAYaAucTHMA (8-19), ,(AyTO)
6uorpadcxu Hapatus“ (20-33), ,Peneproap Aobpusoja Topoposuha“ (34-41),
,Cruacko-unTepnperaTusHa obeaexja“ (42-79), ,Ileparomku pas Ao6pusoja
Topoposuha“ (80-84), ,Capaauuim o Ao6puBojy“ (85-96) 1 ,3aBpmHa pasMarparma’
(97-99). Hakon o6umMHor nomuca auteparype, caepe ABa IIpuaora: y IpBom cy HOTHH
3aIMCH BUILe 0A 40 MeAopnja y usBobemy A. Topoposuha (Hymeprcanux 38, aam ux
je HEKOAMKO ca BApHjaHTaMa), AOK Cy y APYTOM GOTO-HAYCTpaLiHje HeroBor KHBOTa 1
nocrurayha. IToce6HO 3HaYajaH A€O OBOT M3AAbA YNHI KOMITAKT-AMCK Ca CHUMIJMA
mysunupama A. Toaoposuha, aAu i leTOBUM KOMEHTAPHMA BE3aHUM 32 IOjeAHe
HyMepe (yKyIIHO 43 jeAMHHIE).

YKyIHa eTHOMY3HMKOAOIIKA BPEAHOCT MOHOTpadHje ce, OCUM Ha BEAHKOM
HCKYCTBY ayTOpKe y MpOydYaBamy HHCTPYMEHTaAHEe My3HKe, TeMesH U Ha
YBHAMMA y CaBpeMeHy METOAOAOTHjy HCTPaXHBabha HHAUBHAYAAHOCTH (T3B.
Cy6jeKTHO-LleHTpUpaHy My3HuKy eTHOrpadwujy). Hanme, aHTpOnoAOmKY yTHIR]
Ha AHCIMIIAMHE U3 OKBHPA CTYAMja KYAType BOAUO je TOKOM APYyTe IIOAOBHHE
XX Beka Ka moMepamy GOKyca ca KyAType, OAHOCHO KYATYPHOT IIPOAYKTa Ha
Cy6jeKT, y eTHOMY3UKOAOTHjH — Ha my3uyupajyhei wosexa. Y ckaapy ca Tum, (pe)-
adupmucaH je 6norpadcku MeTop, y Haynu Ha pasmehu Bexosa (pe)o6aukosan
PeKOHCTPYKTUBHOM M MHTEPIIpeTaTUBHOM HapapurmoM. O cBeMy oBOMe IIupe ce
FOBOPH ¥ YBOAHOM IIOTAABAY, KOj€, TAKO, U 3aCeOHO IPEACTaB»A 3HAYAjaH AOIIPHHOC
CPIICKOj eTHOMY3HKOAOrHjU. UKHHU ce Aa OU Y TOM IIPaBIy AOAATHY BPEAHOCT
AOOHAO Ad je YKy UeH KPUTHIKH OCBPT Ha AOCAAAIIEY IIPOAYKIIU]Y OBOT IpodHAa
— pesyATaTe IpoOy4aBaa My3HUYapa-I0jeANHAI], & CBAKAKO O jaCHUje OCBETAHAO
MHOBaTUBHOCT MOHOTpaduje 0 K0joj je ped, KaKO Y OAHOCY Ha CPOAHE PapOBe Ha Koje
ce pedpepupa y aHAAUTHIKOM ACAY CTYAHj€, TAKO Uy OAHOCY Ha ApyTe IlepClleKTUBe
IpOy4YaBamba HHAUBHAYAAHOCTH Y CPIICKOj eTHOMY3UKOAOTH)H.
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ITpeacraBname A. Topoporuha oABHja ce KpPO3 CaaejCTBO CapApXKaja, y KoMe
AOMHHHPA HAPaTUB AUCKPETHOT Y0BEKA U XyMAaHHCTe 1 [IOBePebe Yy HCTPAKHIBAYA,
u popMe — ,CylepBU3HUje” HayYHHUIIE KOja OMpa i KOMOUHY]e aclieKTe KMBOTOIIHCA
Ba)XKHe 3a KOHTeKCTyaAusoBame Topoposuhesor yuemha y rpapuruju. Tako cy y
0Baj A€O YKAYUeHH ANYHO ceharbe Ha IIPBY HHCTPYMEHT Ca POMAHTUYHKM H TOMAAO
MHCTUYHHMM IIPU3BYKOM (20-21), aAU 1 eIU30A€ KOje IOTBphyjy y OAHOCY Ha TeMy
CBPCHCXOAHO yCMepaBaH PasroBop O 0COOMHAMA AUYHOCTH, My3HIKMM HCKYCTBUMA
¥ CTaBOBUMa, oy T ceharba Ha 3aBpIIeTaK BOjHOT PoKa (24), BepbaausoBatba AM4He
MHCHje ,ayBapa Tpapunmje” (33) u ca.

(AyTo)6unorpadckuM HapaTHBOM Ha3HAYeHA CAMKA YMETHHUKA AOMymyje ce
3a My3W4apa BaXHUM mpoduaoM — perneproapom. IIpeacTaBaeH je y Besu ca
OKOAHOCTHMA y KojuMa ce kapujepa A. Topoposuha passujasra, op pypasHux
Ka ypOaHHM CpeAMHaMa, Ha3Ha4YaBajyhu u 0AHOC pemepToapa KOA IPUBATHOT H
jaBHOT Mysurupama. Ha Taj Ha4MH ce, HHAUPEKTHO, IPATH U MPOMeHa QyHKIfHje
MHCTpyMeHaTa / HHCTpyMeHTaAHe My3uke. IToce6HO nHTepecaHTHO je mpaheme
IpEeHOIIerha AKIIEHTA Y )KAHPOBCKOM CHCTeMy HHCTPYMEHTAaAHe My3HKe ca 4o0arHcke
U pabayujcke céupke 1 MHCTPYMEHTAAHE My3HKe 3a UI'PY, Ka My3HI[H U PAYKOT
KapakTepa HAMEHEHO]j 32 pemnpe3eHTOBambe KBaAuTeTa n3Bohaua. C TuM je y
Be3U U MapIUHAAM30Bakbe TajAH, ABOJHHUIIA, AYAYKa, KOje Cy IOTHCHYAH HOBHjH H
HHAYCTPHjCKU MHCTPYMEHTH, Ka0 M HU3 IIPOMeHA Koje Cy Ce OApasuAe Ha GPyAALIKY
npaxkcy. Ha ocroBy npude o peneproapy A. Topoposuha oTBapa ce 1 Beoma BaxHa
TeMaTHKa IIPOMEHA y CAMOj My3HIfi Ha OCHOBY TPaHCIIOHOBAMba My3HKe KOjy OH
IaMTH y U3Bol)emrMa Ha APYTHM HHCTPyMeHTHMa, Ha $pyay. Ty cy, mpe cBera,
UTakba MEMOPHCAhA Y YCMEHOj TPAAULIM)H M CTPYKTYPHOT IpHAArol)aBamba 3By4HOT
cehama Apyroj TexHOAOTHjH AOOHjarba 3ByKa U KOHCTPYKIIMjU HHCTPyMeHTa. Apyra,
IOAjeAHAKO BaXKHA 0OAACT Y KOjy IIPHYA O PeIlePTOAPY BOAU jeCTe YTHIAj My3HUKe
HHAYCTPU]je, KOjH Ce II0CEOHO pa3MaTpa y [IeHTPAAHOM [IOTAABAY.

OCHOBHHU KPUTEPHUjyM IpeMa KOMe je KOPIYC CHUMaKa My3uInupama A.
Topoposuha pasmaTpaH jecTe BeroB cTBaparauku poonputnoc. Haume, ncrakuyro
je Aa Cy ABa HajBa)XHHMja HHBOA Ha KojuMa ce ounTasa Topoposuhesa morpeba 3a
MHOBaLMjaMa GOpMaLMjcKu 1 My3udkH (43). PopMalujcko HHOBUpatbe Ce OTAeAR
y OCHHMBamBUMa aHCAM0aAd HAPOAHHX MHCTPYMeHATa / HHCTPYMEHTAAUCTA, CAPAABU
Ca BOKAAHHMM M MHCTPYMEHTAAHUM aHCAMOAMMa Apyradujer mpoQuaa, IOImyT [1e3
aHCaMOAAQ, LITO je pe3yATHPAAO MHTEPeCAaHTHUM XXAaHPOBCKUM eKCIIePUMEHTHMA,
AAH ¥ Ca T3B. HAPOAHHM aHCAMOANMA M OPKECTPHUMA ,KAACHYHHX  HHCTPYMEHaTa.
IpoyuaBare HEIOCPEAHUX YTHIAja OBUX, pOPMALINjCKHX HHOBALIM]A, HA My3UI[HPatbe
A. Topoposuha je jeaaH op ImpaBaria y KOMe Ce HCTPAXKUBAbE IPEACTABAEHO Y
MOHOTpadHju MOXKe IIPOAYKTUBHO HacTaBUTH. OBOM IPUAMKOM, Ta Cy UCKYCTBA y3eTa
y 063Up Kao yTHIAj Ha yKyIIAH HAYMH MHIILAEEHA M ACAOBAEbA OBOT CBHPAYa, KPO3 HerOB
KpeaTHBaH IPUCTYI TPAAULHOHAAHOM MY3HYKOM MaTEPHjaAy.

Y aHaAUTHYKOM A€Ay ATamHO Cy pasMaTpaHu npuHnun (mpe)o6ankoBama
IecaMa y MeAOAMje UIPAuKoT KapaKTepa, OAHOC IIO3HATOT U HOBOT Kpo3 npaheme
HCTUX UAU CAMYHHX AEAOBA Y MHCTPYMEHTAAHHM MEAOAHjAMA, €CTeTCKHU IPUHIIUIIH
A. Toaoposuha u muxosa peausanuja (,60ratuje u pasnoBpcHuje’, 47), nocebHo
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y Ipe0OAMKOBabY MEAOAH)A KOj€ je YIIAMTHO IT0 M3BOlerby HEeKAAANIbIX CBUPada
Ha Pa3AMMUTHM HHCTPYMEHTHMA Y HeTOBOM Kpajy (Koje Cy 6uAe ,Aelle, aAU HEKAKO
jeaHOCTaBHE", 51). VAycTpanyje pasu, HOMEHUMO HEKOAMKO IOCe6GHO HHTepeCaHTHIX
AeTasa Ha KOjHMa Ce aHAAM3a 3aApKaBa. AMHAMH3aM TPaAHUIIMje HOBHjer A0b0a
M3y3€eTHO HAYCTpYje IyTOBama MOIMyAapHe KOMIIOHOBaHe necMe I1pujo [moja], kaxo
hemo (canmuo Bopa Apaada 1980), koja je ,lioHapoameHa“ ymaa y Topoposuhesy
MY3HUKy 3a UTPY — KOAO 380Hye (TIp. 3, 47—-48), cAy4aj Koaa kopuiniapka (1p. 5, 50),
MeAOAHje KOjy je MeMOPHCao y usBohemy yunTesuiie Pyckurbe Ha KAQBHPY 1 [IOTOM,
FOMe HHCITHPUCAH, 00AMKOBAO KOAO Ca 3HAYAJHUM Ay TOPCKMM 3axBaTuMA. IHOBHpama
MeAOAHUja H3BOHEHHX Ha ADYTHM MHCTPYMEHTHMA ¥ OKBHPY TPAHCIIOHOBAbA HA
$pyay kpehy ce op AMHAMIKe B arOTHKe AO CAAPIKAja, ¥ OAHOCY Ha CAM HHCTPYMEHT
(u Beamke pasamke usmely ABOjHHIIA M XaDMOHHKA), aAH U IIPeMa CAOGOAU KOjy
TICHXOAOIIKH OCTaBAa TPAAHLMOHAAHA Y OAHOCY Ha ay TOPU30BaHy My3HKy (0 deMy
cBepoue BepOAAHO MOMHbAE Liod ,AQ IITO BEPHHUje A0Yapa CTUA H3BO)ema Tor
XapMOHHKaIIA“ — ayTOpa KOAQ, 54, K0 U IapadpasupaH ,HaApOAHH HACAOB U OpojHe
BapujaHTe KOAQ ildAEHAHCKY 8€3, OTUTACAHO TPETHPAHOT KaO TPAAMLMOHAAHO, 55).
Y TOM mpaBIy BpeaaH AOIPHHOC IIPEACTaBsA ,eln30aa” 0 JKukunom kory, urje ce
HCTOpUjCKe MeHe npare rpema cehamuma u mysurmpamy A. Topoposuha op Bepsuja
HApOAHHUX CBHpAYa 32 ABe FeHepaluje CTapHjUX 0A Hhera (,CAYIIAo op cBora Aeae”),
A0 Hosoi JKukunoi kora, Bepsuju (Ipe)KOMIIOHOBaHOj 0A cTpaHe BaacTumupa
ITaBaosuha Ifapesia, yraeAHOT BHOAMHUCTe U pykoBoauoria HapoaHor opkectpa
Papno Beorpaaa, ¢ xojum je Topoposuh capahusao na mouerky cBoje xapujepe. ¥
OAHOCY Ha 3Ha4ajHO cBeCHO / ocBemheHO MPe0OANKOBabEe TPAAUIIMOHAAHE MY3HKe
M OCMHUIINABAKbE HOBUX CerMeHaTa, HHTepecaHTHO je aa A. Topoposuh Huje nMao
aMbuIHje Ka KOMIIOHOBAKY MEAOAH)jA Y IIEAHHH, OAHOCHO ayTOPU30Bay My3HKe.
MHANKATHBAH je BeroB KOMEHTAp AQ je TO MOAse KOMITETEHITHje CaMO IIKOAOBAHUX
Mysudapa (77), y OAHOCY Ha KOje Ce OH, AQKA€, jaCHO IO3ULIMOHHPA Ka0 ,HapOAHH
My3H4Yap’) KOjU ce Y CTBAPAAAIIKOj AUMEH3HjU 3aApiKaBa Ha ,KOMOHMHOBAY A€AO0Ba”
(77). OBakBa HA€0AOTH]j je U CBOjCTBEHA TPAAMIIMOHAAHO] KYATYPH, TAE Ce
TOIITOBaMbe 32 PETX0AHO yrpaljyje y cBecT HacaeAHHKa Kao ,He-moryhHocT (myaH,
Kao HOCHAALIA KYATYpe) Aa Ce CTBOPHU HEIITO CacBUM HOBO, OTPaHHYEHe AA Ce U
HajBeha KpaTuBHOCT McnOonK (CaMO) KPO3 BEAHKH HCKOPAK M3 TPAAHILIHje U, OIleT,
AOTIPHHOC 10j (Ha Tpary muper TyMadela OPUTMHAAHOCTH 0A cTpaHe EaBapaa
Iuaca (Shils, Tradition 1981: 236).

Maxo u caMa ayTopka yKasyje Ha IO3HATY AUMHUTHPaHY MHGOPMATUBHOCT
TPaHCKPUIILHja, 0Ba MOHOr'paduja joll jeAHOM IOTBplyje HEOIIXOAHOCT HOTHUX
3aI1MCa 32 APTYMEHTOBAHO AUCKYTOBabe My3HKe Y CMHCAY MY3UUKOT TEeKCTa, IIPOAYKTA
My3HIHPaiba — 2 OHO, YMHU Ce, He 01 CMeAO Ad OyAe CKPajHYTO Y eTHOMY3HKOAOTHjH
KaKo OH OHA CauyBaAd AUCLUIIAHAPHU UACHTHTET, 6e3 0031pa Ha [IpOMeHe HAYYHHX
MapAAMTMH, METOAOAOIIKE 1/ MAU eIMCTEMOAOIIKe 3a0Kpere. CBaka 30HMpKa 3aIuca,
HOCeOHO OHUX MUHYIIMO3HO ypal)eHHX, IpeACTaBs>a 3acebaH HayHH AOLIPHHOC U BUIIE
je oA ,rpabe’ c 063upom Ha TO Aa, Kako je Beh TymaueHo, KOHOTHpA U crienudpUIHA
3Haba, HCKYCTBA U AUYHE NCTPAXKMBAYKe KOHIenTe ayTopa. O OATOBOPHOCTH ayTOpKe
Y OAHOCY Ha TPAHCKPHIILIHje CBEAOYH M KPUTHYKO PasMHIILbakbe O CBOlersy 3armica Ha
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ucTH GUHAAHU TOH, Tpe cBera 36or crasa A. Topoposuha o yrurrajy nuséopa oapehene
dpyae (y cMucAy IITHMA) Ha €CTETCKy BPeAHOCT H3BeaeHe Mysuke (42), Te yBobhema
CHMO0AA 3a CIIIUPIUHY TEXHUKY CBUPakba ,Ha BUpamKy . KoHayHo, cBaka eBeHTyaAHa
HeAOCTATHOCT HOTHOT 3amuca HapoMemheHa je IyOAMKOBabeM 3BYYHHX 3aIIMCa Ha
AVICKY Koju Ipary Kisury. Ha oBaj HaunH ce oTBapa joll jeAHa AUMEeH3Hja ITyOAUKaLje,
aTO je IeHa MPHMeHa y IIPOLIeCy eAyKaruje Gppyaalia, IocebHO OHe KOjH Cy My3HUKH
MUCMeHH, KaKBHUX je AQHAC CBe 3HaYajHUju 6poj. Onu cy nmonyhenum moryhHoctrma
— KOMOMHAIIMjOM TPaHCKPHIIIHja U 3BYYHOT 3aIIMCa, Y IPUBHACTOBAHO]j MO3UIIM)H Ad
TEKCT YCBajajy IIPeKo HOTHOT 3aIIMCa, 3 A KOMIIAETHY 3BYYHY eKCIIPECUBHOCT AOXKHUBe
ca canMka. OBaj acIeKT MPUMEeHAUBOCTH M3AAKa ¥ BE3H je M Ca YHILeHHUIIOM A je
A. Topoposuh 3HaTaH A€O KHUBOTA ITOCBETHO IIOAYYABAKY MAAAMX QPYyAAlla, O YeMy
FOBOPH U jEAHO OA TTOTAAB&>A MOHOTpaduje.

Ioptpet A. Toaoposuha AoIIyHeH je MULLbEBUMA O BeMy U3 IIepa CAPAAHUKA, OA
eTHOMY3HKOAOTa Ap Aparocaasa Aesuha A0 HEKAAAIIBET YMETHUYKOT PYKOBOAHOLIA
Hapoasor opxecrpa Papno-teaeBusuje Cp6uje, xapmoHukama /oy6ume ITaBkosuha.
ITocebHe AOIPHHOCE OCBETAABAISY HErOBe YMETHHYKE AMYHOCTH YMHE IIPUAO3H
ucTopudapa ymeTHocTH U Kopeorpada Boraanke Bobe Bypuh u Muposy6a Llumuja
Toaoposuha — coancre Ha dpaayru y Hapoprom opkecrpy PTC, cuna Aobpusoja
Topoposuha.

3aBpIIHa pasMaTpama AOHOCE PEKAIINTYAALH)Y CTyAHje U mopcehajy Ha pasaore
360r kojux je Aobpusoje Topoposuh jepaH 0A IOIITOBAaHUX HAPOAHMX YMETHHUKA.
OcuM 1TO je y TOM CMUCAY MOHOTPadHjy aAeKBAaTHO HACAOBHAQ, MOXe ce pehu aa
je ayTopka oprosopHouthy u pesyaTupajyhum kBaAuTeTOM MOHOTpaduje OAyKUAL
MOPAaAHH AT CBHX eTHOMY3HKOAOTa Koju cy capahusaan ca A. Topoposuhem u
3aAyXKHAA CTPYKY AParolieHHUM HayYHHM IIPHAOTOM.

Aanxa Aajuh Muxajrosuh
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APYIITBEHA YAOTA CAAOHCKE MY3HKE Y >KUBOTY U CUCTEMY
BPEAHOCTH CPIICKOI TPABAHCTBA Y XIX BEKY
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Y noBuje Bpeme, peHOMEHHU KapaKTePUCTHYHH 32 UCTOPH)jY IPUBATHOT )KHBOTA
HOCTaAM Cy GOKYC MHOTUX HCTPaXKHBAKHA Y 00AACTH APYIITBEHO-XyMAaHUCTUYKHX
Hayka. Kaaa je ped o cpIIcKoj ApyIITBEHO]j M KYATYPHOj HCTOPHjH, PA3AMYUTA ITUTAkha
0 opAHOCY u3Mel)y jaBHOT M IPHBATHOT, KOAGKTHBHOT i HHAMBHAYAAHOT, Pa3MaTpaHa
Cy IPBEHCTBEHO Yy UCTOPHjCKUM, €THOAOUIKHM M AHTPOIIOAOIIKUM, PHUAOAOIIKIM
CTYAMjaMa, Ka0 M HCTPAXXKHBABUMA U3 0OAACTU UCTOPHje AMKOBHIX YMETHOCTH, AOK
je Mamu 6pOj CTPYYHHX TeKCTOBA II0CcBeheH cTaTycy My3HKe y AATHM KOHTEKCTHMA.
Momnorpaduja myaukosora Ap Mapujane Koxanosuh Mapkosuh Apywinigena
YyAOIQ CaAOHCKe MY3UKe Y HUBOULY U Cuciliemy 8pegHocitiu cplickoi ipahanciniea y XIX
8€Ky Adje Y TOM CMHCAY M3y3eTaH AOIIPHHOC, KAaKO Ha MO&Y MY3HKOAOIIKHX, TaKO U
IIHPHUX, HHTEPAUCLIUIIAMHAPHUX HCTpakuBaka eroxe XIX Beka y cpIickoj KyATypHO]
HCTOPHjH.

3acHoBaHa Ha 60raToM KOpIycy apxuBcke rpalje u pesyararuma mpepaHux
AHAAMTUYKUX HCTPAKUBAbA — ¥ YEMY AXKH M HeHa OCHOBHA BPEAHOCT — CTYAHja
IPeACTaB»a 3A0KPYKebhe ayTOPKMHUX BUIIETOAMIIIUX IPOMUIAAkbA peHOoMeHa
CPIICKe CAAOHCKe MY3HKe, OAHOCHO CAAOHCKe KYAType y IIHPUM KOHTEeKCTHMA.
Y TOM cMHECAY, 3Ha4ajHO je ucTahy ay TOPKUH IPHCTYI TeMH MarkCTapcKe Tese
Hipe u mapuwesu y cpiickoj krasupckoj mysuyu XIX sexa. Kyaitiypna tiosesanociti
y jasrom u ipusainnom xusoiny (Axapemuja ymernoctu y Hosom Caay, 2008),
capapmy Ha MehyHapopHOM npojexty Musik im stddtischen Milieu. Eine Unter-
suchung aus der Sicht interkultureller Beziehungen zwischen Mitteleuropa und dem
Balkan (Yausepsuter 3a My3uky u u3sohauxe ymeTHOCTH, Bed 2007-2009),
KOjU je AOAATHO Ipomupuo MoryhHocTu 3a pasymeBame peHOMEHA CAAOHCKe
MYy3UKe Y PAa3AUYHTHM TeOKYATYPHUM KOHTEKCTHMA, CTPYYHU PEAAKTOPCKH Paj Ha
IpHUIpPeMH 34 WTaMITy aA0yMa KAABUPCKUX KoMmosuiija M3 nosocagcxkux carona
(Maruna cprcka, Hou Caa 2010), Te pesyATaTe HCTpaXXHBamba y apXUBUMA U
6ubanorekama y beuy, Hosom Capy u Beorpaay, jeAuncTBeHHX AOTIpHHOCA
KBAaAUTETY CTyAHje KOja je IIpep Hama.'

O TeMesHOM, CBeOOYXBATHOM IIPUCTYILy OCHOBHOj TEMU MOjEAHAYHO CBEAOYH
CBaKH oA cermeHaTa MoHorpaduje. Hakon Ilpearosopa xojum uadopmuiie o

1 AoxTopcka aucepTanuja Apyuiisena yAoia caroncke My3uKe y HUB0ULY U CUCiieMy 8peqHOCiiu cpiickol
ipahancinea y XIX sexy, 13 Koje je MOHOTpadHja AUPEKTHO [POH3AIIA], OAOPatbeHa je 8. jyHa 2012. TOAHHE
Ha Akapemuju ymernoctn y Hosom Caay, mpes komucujom y cacrasy: mpod. ap Aanuna Ilerposuh
(mentop), ap HUpa INpopanos Kpajumnuk (npeaceanux komucuje), Ap Karapura Tomamesunh (vaan

KOMchje) .
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MOTHBYMA, €TallaMa ¥ OCHOBHHM H3BOPUMA HCTPa)KUBamkha, AyTOPKa je paspapy
rAaBHE TeMe CpoBeAa KpO3 IeT LeHTPAAHUX NIOTAaBAba: ,YBOA® (19-41), ,Mysuako
M3AABALITBO U IIPOAYKLUja caroHCKe My3HKe” (43-97), ,CaAOHCKa My3HKa y XKUBOTY
cprickor rpahancrsa“ (99-169), ,OyHKumje caroncke Mysuke” (171-207) u ,Kpaj epe
canoHcke Mysuke” (210-231). [1luprHa 1 HHTEPAUCIMIIAMHAPHOCT HCTPXKHUBAtba GHAH
CY IIPEAYCAOB AA Ce KPO3 I0jeAUHAYHA IIOTAABAA H IIOTIIOTAAB A MPHKAXKY BUIIECTPYKO
HMHGOPMATHBHE 1 OOTraTO HAYCTPATHBHE XKaHP CIieHe My3H4Kor uBoTa Mehy Cpbrma
y XIX Bexy. Xponoaomiko oMmeljere, ipeMa CTaHAAPAHO] IePHOAU3ALIU)H eBPOIICKe
ucropuje, Ha ,Ayro XIX croaehe’, moppasymeBaso je yBHA y IOAUTHYKA, APYIITBEHA
U KYATYpHA AelllaBakba Koja Cy oppehuBasa v MeCTO My3HKe y IPUBATHOM U jaABHOM
XKHUBOTY CPIICKOT XXHBAA, Ha IpocTopuMa Xab30ypuike MOHApXHje, OAHOCHO
Ayctpoyrapcke, Kuexxenune, opnocHo Kpamesune Cpbuje. ¥ ToM cMucay, 6uo
je HEOIIXOAQH YBHA Y CaBpeMeHa COLIMOAOIIKA MCTPAXUBAhA, CTYAHje H3 00AACTH
KyATypHe HCTOpHje, HCTOPHje CBAKOAHEBHOT )XHMBOTA U colHjasHe ucropuje. Kao
PEe3yATaT yKpIITalha 3HAMHA U3 AATHX 00AACTH, Ay TOPKHH IIPHKA3 CTATYCA CAAOHCKE
Mys3HKe y )XUBOTY cprckor rpahancrea y XIX Bexy opAMKyje B YBHA Y CAOKEHe
KOHTEKCTe KyATYPHOT IIAyPAAU3Ma, PA3AMYUTHX COIIMjaAHUX M APXKAaBHUX CUCTEMa
ca crenuQUIYHIM BHAOBHMA IIPHBATHOCTH, OAHOCOM jaBHe U IIpUBaTHe cpepe U
»IIOAMTHKOM POAQ".

Cryauosuu anaanTndky 3axsaT Mapujana Kokarnosih Mapkosuh je usBpirmiaa Ha
OCHOBY YBHAQ Y MHOTOOPOjHe, pa3HOBpCHe ucTopujcke usope. Ilopes npumapHux
yMY3HUKHX " H3BOPA, CAAOHCKMX KOMITO3HITHjA Y IITAMITAHIM H3AAMIMA U PYKOITHCHMA
H TIomuca 06jaBreHNX KOMIIO3HITHja TOMYAAPHUX U3AABAYA, ACTASHO CY IIPOYIeHH
HaIlMCHU O CAAOHCKO] My3HIIH Y CPIICKOj M1 HEMauKOj AHEBHO]j U IEPHOAUYHOj IITaMIIH
XIX Beka M pa3AMYUTH HPO3HU U APYTU AOKYMEHTapHH M3BOPH — CETMEHTHU
AHEBHUYKHX, MEMOAPCKHUX 3aIIHCa, KA0 X OAAOMI KIBIDKEBHUX ACAQ, IPHPYIHHKA O
BaCIIMTARY M O APYIITBeHNM HOpMaMa ITOHAIIamka Y 19. BEKY, Te KOHIIePTHH IIPOTPaMH,
MAAKATH U CA. YBUA ¥ CeKyHAAPHY AUTEPaTypPy Ha HEMAuKOM je3HKY 61O je U3y3eTHO
3Ha4ajaH AOTIPUHOC IIOAPOOHOj pa3spaAr OCHOBHE TeMe.

AokyMeHTOBaHO ucnpepajyhu caoxeHy nosect o peHoMeHnMa KyhHor u
CAAOHCKOT MYy3HIIHpPamka, Ay TOPKa je IIOKa3aAa A OBa AO HEAABHO MapTHHAAM30BaHA
TeMa — y OAHOCY Ha IIPHIMapHa My3HMKOAOIIKA HCTPAXKUBAKhA ,,yMETHIUUKE My3HKe" —
3aIIPaBO MPEACTaBSA KAYY 32 Pa3yMeBakbe THIIOBA My3HIJUPaba K OOAMKA My3HYKOT
xwusora Mehy Cpbuma, opHOCHO eBpoIensarmje cpricke Kyatype y XIX Beky. O Tome
3APYKEHO CBepaOUe TTOAAILIM O AEAATHOCTHMA KOMIIO3UTOpA U H3BOl)ada caAOHCKe
My3HKe, O My3HYKOM H3AABAIITBY, O PYHKIIHjH CAAOHCKE My3HKe ¥ 00pa3oBamy, Kao
U 0 MHOTOCTPYKHUM APYIITBEHUM QyHKIIHjaMa CAAOHa.

Beh moraaBse 0 mTaMIIAHUM MY3UYKUM H3AABUMA M IPOAYKIUjH CAAOHCKe
My3HKe yKa3yje Ha H3Y3eTHO BEAMKY ITOITyAAPHOCT MY3HYKHUX )KaHPOBA 3aCTYILbEHUX
y 06AaCTH CAAOHCKOT MY3HIHpama. Y OKBUPY LIMpPEr IPerseAd pasBoja CpICKOT
KEIbIDKAPCTBA U M3AABAIITBA, IOCeOHO Cy MpeaCTaByeHU H3paBadu — y Beuy, HoBom
Caay, ITanuesy u Beorpaay, koju cy ce 6aBHAY IITAMIIAbeM MY3HUKAAHja, A IPUKA3aHA
CY U pelnpe3eHTaTHBHA U3Aakha CPIICKUX U CTPAHUX KoMIo3uTopa. McraknyTa je
yIeyaTsHBA AOMHHAIIM]A KAABHPCKE MY3HKe, Ka0 U BEAHMKA IIOIYAAPHOCT XOPCKUX
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KOMITO3HIjHja U [IecaMa 3a TAAC ¥ KAABHP, Hajuemnhe 06papa HAPOAHKX HAM rpah)aHcKux
necama. Borato cHabAeBeHO AO Capa Mambe IIO3HATHM HAM CACBHUM HEIIO3HATHUM
uH$OpMallHjaMa, OBO IOTAABAE 3aHUMMAKBO ITPHKasyje U popMe, ONHOCHO TeXHUUKY
OIlpeMy M3AAHha CAAOHCKE MYy3HKe, HepeTKO OCMUIILA>AaBAHUX TAKO AQ aCOIMpajy Ha
HIAPHUCKY CAAOHCKY MOAY . IAycTpaTuBHU TpHA03U — TabeAe, rpadUKOHH, CAUKOBHE
HAYCTpAaIHje, 3HAYajHO AOTIPUHOCE IIPETAEAHOCTH 001Aa M3HECEHUX ITOAATAKA,
HOCeOHO M OHUX KOjU Ce OAHOCE Ha IIPEACTABAalbe IONYAAPHUX HOTHUX M3AAakha Ha
MY3HYKOM TPXKUIITY, Y KATAAO3MMA M3AaBaya, MITAMIAHUM MY3HYKUM U3AABHMA
U AHEBHOj U IIEPUOANYHO]j MTaMIH. 3aceOHO je pa3MaTpaH CTAaTyC KOMIIO3UTOPA
CAAOHCKe My3HKe — II03HATHX, aAM M Makbe II03HATHX AN FOTOBO 3a00paBseHUX
CPICKHUX M CTPaHHX ayTopa. OTBOPEHO je M MHUTame CTaTyca XeHa KOMIIO3UTOpa H
NMjaHUCTKHIbA KOje Cy Y OBOM IIePHOAY HAPOUHUTO OHAe IIOACTHIIAHE AQ KOMIIOHY]Y
A€AA CAAOHCKe MY3HKe, KaO U A jaBHO, KOHLIEPTHO HACTYTIajy.

M 1o o6umy 1 110 6pOjy OTBOPEHHX TeMa HajKOMIIAEKCHH]j€, IIeHTPAAHO ITOTAABAE
Aase paspabyje peHoMeHe ,poAHOT” CTaTyca M IPUKA3yje MHOTOCTPYKOCT GyHKIIHja
CaAOHCKe My3HKe y KUBOTY cprickor rpahancrsa. Kao mapapurMaruyaH COLMOAOIIKH
KOHTEKCT Y KOjeM je CAAOHCKa MY3UKa AOXKHBeAA IPUMapHH Pa3Boj, OBAE je IPUKA3aH
HA4YMH XUBOTA boraTor u ob6pasosanor rpabhancrsa, npsencrseno mehy Cpbuma y
Xa636ypukoj Mmonapxuju/Aycrpoyrapckoj, Kuexxesunu/Kpasesunu Cpouju.
ITpeacTaBHHIIL MAAAE ABOPCKE €AHTe, OAHOCHO uMyhHH, 06pasoBanu rpahanu
HNOPTPETHUCAHU Cy KAO HOCHOIIM CAAOHCKE My3HKe.

AparomeHocT pa3pape TAaBHe TeMe § OBOM IOTAABAY A€XKH Y KUBOIMHUCHO]
PpeKOHCTpykuuju rpahaHcke cBaKOAHEBHIIE Y KOjOj je CAAOHCKA My3MKa MMaAa
3HAYAjaH CTATYC Uy AyOOKOM 3aAQXKeHY ¥ ACAMKATHO ITUTaibe OAHOCA H3Melyy jaBHe
U IpuBaTHe cdpepe, OAHOCHO IPHUCYCTBA My3UKe ¥ CdepH ,I0AyjaBHE IIPUBATHOCTH .
Mysuka je, y HajIIupeM CMUCAY, aAH M KPO3 IIPUKa3 IOjeAMHAYHUX BUAOBA MY3HYKOT
XHMBOTA, TUIIOBA KYNHOT My3UIIMpama, My3HUIKe eCTeTHKe, IPHUKA3aHA KA0 A0
IaAeTe IMPOCBETUTEACKUX HACAAA HaArpal)eHUX KYATypoM OupepMajepa, TeMema
NPUBATHOCTH ¥ IIPUBATHOT XuBoTa rpahancke EBporne oHora o06a. HecymmuBo
je Aaje cuHTarMa ,rocrolue 3a kaaBupom” Mely MysHKOAOIIKOM, aAM U IILPOM
YUTAAAUKOM ITyOAMKOM Beh ImocTara AMpeKTHa acoLujanuja Ha Buhema Koja je
Mapujana Koxanosuh Mapxosuh nsHeAa 0 KAABUPCKOM MY3HIJUPAsy KA0 CETMEHTY
obpasoBama AeBojaka 13 rpabhanckux nopoauria y XIX sexy. Kao cumboa 6orarcrsa
U 00pa3oBama, YaK U HEM30CTABHH ACO CAAOHCKOT €HTepHjepa, HHCTPYMEHT
HajIIpUjeMJUBHjH 32 Y4elbe, a IOTOM U 32 KyhHO M CAAOHCKO My3HIIUpabe, KAABHD je,
KaKO je y OBOM IIOTAABAY MMOAPOOHO IPHUKA3aHO, IMAO APYIITBEHY YAOT'Y IIOCEOHOT
3Havaja. Mysuuko obpasoBarbe je IPeACTaBAAAO BPCTY ,APYIITBEHOT 06pa3oBama’,
KOje je, TaK, 61AO ,yAQ3HHUI]A Y BHCOKO ADYIITBO". Y OBOM IIOTAABAY OCEOHA MaXKEbA
nocseheHa je u muTamuMa omiTer 06pa3oBama XeHCcKe rpalaHcKe Aelle, Te BUXOBe
HPHUIPEeMAEHOCTH 3a jJABHO APYIITBEHO omxol)ere Ha 6aAOBHMA M UIPaHKaMA.

Kpos 3aceOHa moTmoraaBsa 0 APyIITBeHO] GYHKIIUjHU CAAOHA, TIPHKA3AHEe CY
crienupUIHOCTH ABOPCKMX U rpahaHckux caaoHa, Koju cy kop Cpba HacTajaan y
ApYyTauHjeM ApPYIITBEHO-UCTOPHjCKOM KOHTEKCTY 33 Pa3AUKY OA BUXOBHX €BPOIICKUX
y3opa. Kao momyaapHu BUAOBH APYXKEHa MOAjEAHAKO KOA ABOPCKE €AUTE U Y



202

MY3UKOAOTHJA / MUSICOLOGY 26-2019

rpal)aHCKOM CAOjy, OIIHICaHa Cy IIPAKTHYHO-TIOYYHA, 0OPa30OBHA K yMETHHYKA — KEHCKA,
Ko u Memosura noceaa (y poomosuma Tomanuje u Jespema O6penosuha, knerume
ITepcuae Kapahophesuh, Auke O6penosuh, Hataauje O6penosuh). [Tpeacrasmenn
CY YTAEAHH TOCTH OBHX OKYTLAaEa, IPOPECOPH, KIbMXKeBHUIIM U IIeCHHITH, CAUKAPH,
OUITMpPY U APXKABHHU CaBeTHHIY, U IIPUKa3aHe MpeXe APYIITBEeHHX KOHTAaKaTa
OCTBapHBaHe y3 HEM30CTaBHO IIPUCYCTBO My3HKe, KaO U PeljuTaluja, IAeCOBa,
Pa3AMYUTHX APYIITBEHHX HIapa.

Cryanja capp>xu U 0AesaK Y KOjeM Cy pa3MaTpaHe KapaKTePUCTHKE CAAOHCKUX
KOMITO3HUIIUja, OAAMKE CAAOHCKOT CTHAQ, OAHOCHO, QpYHKI[Hje CAAOHCKe MY3HKe, U TO
C 003MPOM Ha peAariuje: My3HIKO AEAO — U3BODay — ITyOAMKA — My3H4YKa KPUTHKA.
M oBo noraasse rpaheHo je Ha OCHOBY KOMIAPATHBHOT CarA€AdBaba peHOMeHa
caroHcKke My3uke y EBponu u Ha Baakany. 3a30B TexHuYKe jeAHOCTaBHOCTH,
OAHOCHO, AOCTYIIHOCT ITMPOKOM Kpyry usBohaua, ey xojuma cy HajsHauajHujn
YIIpaBO MY3MYKM aMaTepH, HCTAKHYT je Kao jeAaH OA KAYYHHX YCAOBA 32 yCIlexX
CaAOHCKMX KoMmmo3unyja. Ca Apyre cTpaHe, HarAallleHa je ¥ GpyHKIIMja BUPTYO3HUX
AeAa Kao CBEAOYAHCTaBa O HACTOjaly Ad Ce KPO3 XKaHPOBE CAAOHCKE MY3HKe AOCTUTHE
u Behu crenen nujanncTrukor ymeha, OAHOCHO Aa ce Kpo3 jaBHe HACTYIIE IPHKAXe
BHIIIM HUBO BAAAAa MHCTpYMeHTOM. Kpo3 mpumepe o3HaTHX AeAa CPIICKHX ayTopa
(Kopueanja Cranxosuha, icupopa Bajuha, Josana ITauya, aan u Caase Aranacujesuh,
Muaese KoncrantunoBrh 1 APyruX Marbe IO3HATHX Ay TOPKH) IIPEACTaBAEHE CY U
OCHOBHe $popMaAHe, XAPMOHCKe U APYTe My3HUKe OAAUKE 0AAOpaHuX ocTBapema. C
0031pOM Ha IIOMEeHYTe KapaKTePUCTHKE, MICAHO je K O PeljelNIitjH, OAAMKaMa ITepa
KPHUTHKe KOja je CAAOHCKY My3HKY Hajuelnhe ONMMCHBAaAA KO ,CEHTUMEHTAAHY . Y
CKAAAY ca Bul)elHMa O 3HAYajy HAIIMOHAAHE HA€je Y OKBUDPY APYLITBEHE HACOAOTHjE,
Ia ¥ KyATYpHO-yMeTHu4Ke cBecTd Mel)y Cpbuma y XIX Beky, TyMadeHo je U IUTambe
POMAaHTHYAPCKOT ,My3H4KOT HAIJMOHAAU3HPAbA’; OAHOCHO HOITYAAPHOCTH HAPOAHHUX
u rpahaHCKuX Ilecama y OKBHPHMa KAQBHPCKOT MY3HI[HPatha, a Pa3MATPaH je U CTaTyC
AeAa TTO3HATUX 3aIIAAHOEBPOIICKHMX KOMIIO3UTOPA ,KAACHYapa“ U ,pOMaHTHYapa” Ha
CAaAOHCKOM penepToapy.

YMecTo yobuuajeHHX ,3aBPUIHUX Pa3MaTpama“, y IOCACAHEM IOTAABAY
MoHOTpaduje Ha3HAYEHH Cy Y3POIM IOCTEIIEHOT HeCTajama IIPaKce CAAOHCKOT
My3HIMpakha i OTBOPEH HU3 MPOOAEMCKUX IHUTamkba Kao MoryhHocru 3a 6yayha
ucrpaxuBama. Hus mpomena y cpepu npusaTHor XmBoTa HakoH [Ipsor cBeTckor
paTa, IpBEHCTBEHO IPOMeHe eKOHOMCKHUX IIPHAMKA M OCHpOMallere rpahaHckor
CAOja, Ka0 1 HOBUHE Y 00pa3oBaby U BACIIUTAY JKeHa — KOMEHTApUCaHe H U3 yTAd
0Aa6paHNX GeMUHNUCTHIKUX TACAUINTA — IPEACTABASEHH CY KAO Y3POLIHU ,Kpaja epe
caaoHcke Mysuke'. Y Codi 3aBpIIHOT [TOTAaB/A»a HATOBEIITEHA CY IIUTAMbA KOja Ce OAHOCe
Ha II0jaBy PeNPOAYKTUBHE YMETHOCTH, HOBUX TEXHOAOTHja M MEAMja M KaPaKTePHCTHKe
HOBOT TaAaca My3H4Ke 3a0aBe 1 cTBapasamTsa y XX Beky. YKasaHO je Ha UHIbeHHUI]e
Ad je y HOBOj epH IIOHYAY MY3HYKHX M3AaBada YCAOBAABAAA CBE M3PaKeHH]ja
HOIIYAAPHOCT 0€UKHX OIlepeTa, AAU U IIPOU3BOAM aMepHUKe My3HUKe HHAYCTpHje.
ITojaBa rpamodoHa, poHOrpada U APyrux TeXHUYKUX aIlapaTa U3jeAHAdeHa je ca
MoryhHOCTHMa HOBHX BUAOBA KyhHOr Mysuliuparma 1 3a0aBAamka, OTBAPatba HOBHX
3BYYHUX CBETOBY, ¥ ,COOM KOja Ce IIpeTBapa y UMATHHAPHY KOHIIEPTHY CaAy .
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HaxoH 3aBpIIHOT IIOTAaBA3, CAEAH CITHCAK AMTEpPaType Ca jeAMHHUIIAMA Ha CPIICKOM,
€HIAeCKOM, HeMa4KOM H PYCKOM H Pe3HMe Ha eHIAeCKOM je3uKy. ITopea Beaukor 6poja
CAMKOBHHUX MAYCTPAI{Hja, HOTHHX IPUMePa, TAOEAAPHHX U APYTHX rPadUUKKX IIPHKA3a,
OIICeKAH MMEHCKHU PErHCTap Kao 3aceOHa jeAMHUI]A CBEAOYH O IIUPHHU CIIPOBEACHOT
HCTPAXXHBakha U 0 MHOTOCTPYKOCTH MOryhHOCTH 3a pOAyO~HBakbe MOjeAMHAYHHUX
TeMa, 3HaUajHUX 32 00AACT MY3UKOAOTHje, CPIICKE, AAH U eBPOIICKe KYATypHE U
APYIITBEHE HCTOPHje, eTHOAOTHje, HCTOPHje KIbHKeBHOCTH, HTA,.

3a CYITHHCKO pa3yMeBame CBUX OMEHYTHX GpeHOMEeHa U CAOYKEHHX APYIITBEHHIX
U KYATYPHHX IIpOIleca — OAHOCHO 3a IIOMMarhe H3y3eTHOT 3Hayaja MoHorpaduje
Mapujane Koxanosuh Mapxosuh, kiydHa je 4HIbeHHIIA AQ je CAAOHCKA My3HKa TeK
y HOBHUje BpeMe Ca MapTHHa IIpellAd Y IIeHTap II0jeAMHUX HayYHUX HHTepeCcOBamba.
Ha mowy cpricke My3HKOAOTHje, OBa MMOHUPCKA CTYAMja, ¥ lleAuHHU mocBehena
XKAaHPOBUMA CAAOHCKe My3HKe Kao MCTOPHjcKe popMe IoITyAapHe My3HUKe, II0CTaAd
je He3a006HMAA3HO WTHBO O cMMbOANMA Ipal)aHCKe KyAType U OTBOPHAA MHOIITBO
moryhHOCTH 3a Aama My3HKOAOIIKA, AAH U IIHPA HCTPAKUBAA CPIICKE My3HUKe
u KyaTypHe ucropuje XIX pexa. IlncaHa jeAHOCTaBHUM, IUTKUM M Pa3yMs>HUBUM
je3MKOM, MPHjeMYKBa je 3a OHABA>AHA HITIUTABAA, [IPH YeMy OOraTCTBO CaApKaja
YHHH AQ Ce Ca CBAaKMM HOBUM YUTabeM YOUaBajy PA3AMYHTH CAOjeBH HeHOT KBAAUTETA.

Hawawa Mapjanosuh



Muaorap AOHUR
Koreorraouja. TPAAMITHOHAAHU ITAEC HA CLIEHU

Hosu Cap: Maruna cprcka, 2018
ISBN 978-86-7946-230-5

Kwura Kopeoipaguja. Tpaguyuonarnu iirec Ha cyenu, ayropa Musopapa Aonnha,
IPEACTaBAA JEAMHCTBEH AOIIPHHOC U3y4aBakby CLIEHCKOT U3BONerba TPAAUIIOHAAHNX
naecosa. I[lutame xopeorpaduje TpaAHIIMOHAAHMX ITACOBA CBe BHINe HHTEpecyje
HAayYHY jaBHOCT, HAPOYUTO €THOKOPEOAOre U aHTPOIIOAOTE, a Kibura Muaopasa
Aonuha je mpBo 00YXBaTHO A€AO KOje HACTAje KAO IAOA BHIIEACI]eHHjCKOT HCKYCTBA
ayTopa y paay ca IIAeCHUM aHcaMOAnMa. Kao AyroroAMIImy yMeTHUUKH PyKOBOAHAALL
Y KyATYPHO-yMETHHUYKIM APYIITBMMA U KOpeorpad, ayTop U3HOCH CBOje Bubeme
Kopeorpaduje TPAAUIIOHAAHOT IIA€CA Ha CLjeHH, TOCMaTpajyhu 0Baj CIIeHCKH 00AMK
Ca BHIIIe acIleKara.

Ilpema peunMa ayTopa, HeroBa KIUIra MOTAA OU AQ CAYKH KaO BOAMY CBHM
oyayhum xopeorpapuma. 360r Tora Aoxuh u nounme cBojy npuday o kopeorpaduju
HCTHUIIakheM BaXXHOCTHU ,IPUIIPEMHOT IIPOLieca y CTBapamy Kopeorpaduje” uamu,
KaKO je TO jour $OpPMYAHCAHO, HEOTIXOAHOCTH IIOAPOOHOT ,yIio3HaBama ca rpahom”
(9). Kpos oBe nHnImjasHe HAeje ayTOp He TOBOPHU caMo O papmhaMa Koje IPEeTX0Ae
CTBapaAaYKOM IIPOIeCy, Hero U O 3Ha4ajy TPAAUIIMOHAAHMX ITAGCOBA Y CPIICKO]
HCTOPU]jH, KOjU IIPeMa BeTOBOM MUIILLEHY, OAPaXKaBajy KapaKTep M HAGHTHTET HApOAA.
Mruaopap Aonuh OTOM, KO3 BHIIIE OA AECET IIOTAABAA, CHCTEMATHYHO U IIOCTYITHO
H3HOCH CBOje CTaBOBE 1 Pa3MHUIILbARa O TIACCY, IIAECHUM CTPYKypaMa i GopMaliujama,
KOpeorpadcK1M eAeMEeHTHMA TIAeCA, CTHAY U3BOl)etba, TeaTPaAH3ALIjH, APAMATYPIHUjH,
KOHCYATYjyhu IIpu TOMe IUPOKY CTPYYHY AUTEPATYPY U3 PABAHUMTUX HAYUHUX
o6aactu. OBaKaB HHTEPAUCIUIIAMHAPHH [IPUCTYII YUTAOMMA oMoryhaBa u casHama
0 KOMIIO3UIIMOHUM IIPUHIIUIIMMA CTBapama Kopeorpaduje, o clieHorpaduju, Kao u
O My3MIJM KaO HHTETPAAHOM eAEMEHTY TAeca (HAPOUHMTO KaAa Cy y IIHTalby MY3HYKH
apamKMaHHU 32 Kopeorpaduje TpaAMLMOHAAHHX IIA€COBa).

IToaasehu op unmenmuIle AQ je TEAO OCHOBHM MEAHjyM 32 H3Bolerbe Iaeca KOju ce
U3paXkaBa KPO3 IIOKPET, Ay TOP UCTHYE A je CBAKHU SYACKHU IIOKPET TPOAMMEH3HOHAAAH,
Te 0bjammbaBa MpoLjeC IAeCHOT AM3ajHUpPaba IIOKPeTa Kpo3 IIPOCTOP U KPO3 BpeMe.
Toa TepMHHOM IIA€CHHU AM32jH ayTOP TIOAPAa3yMeBa ,BU3YeAHO 0OANKOBabe IIPOCTOPa
TeAOM IAecaya“ IITO je 3a Hera U ,HajsHadajHuju eaeMeHT maeca“ (53). OBakso
pasMHUIllbaEe O IIAECHOM AU33jHUPamY IPeACTaBsbA HHOBAIU]Y Y AOCAAANTHUM
HCTPaXXMBABUMa O MAeCY Ha moapydjy Cpbuje, mTO yKa3yje Aa TEOPETCKO U
eMIINPHUjCKO yTeMeseHO 3Habe Muaopapa Aoruha oTBapa u 6pojHe xumorese 3a
Oyayha ucrpaxuBama rmaeca He caMo y AOMeHy eTHOKOpeoaoruje Beh u apyrux
XyMaHHMCTHYKUX AUCLIUTIAMHA.

HeomnxoaHo je ucrahu u pa ayTop mopep HsHOIIekha HHOBATHUX HA€ja CBOj
PaA 3acHMBA U Ha 60raToj AMTepAaTypH U3 PASAMYUTHX HAYUHUX AUCIUIAMHA
(eTHOKOpeOAOTHje, ApaMATYpIHje, clieHOTpadHje, MeAaroruje, AMAAKTHKE ).
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KopumheHa je auTepaTypa Ha CPIICKOM, aAU U Ha CTPAHUM je3unuMa (eHIAecKoM,
HEMAIKOM, CAOBAYKOM H OyTapCKOM je3uKy).

Ipema Mumnersy Musopapa Aoxnha, cBako CIjeHCKO H3Boherbe TPAAUIMOHAAHHX
IIAECOBA HE 3aBUCH CaMO OA KPeaTUBHOCTH KOopeorpada, Hero 1 0p CaMMX IAecaya
— OA BHXOBHX eMOIHja K MOTHBAIIHj€, IPEBACXOAHO 3aCHOBAHUX Ha Mel)yco6HOj
KOMYHHKALIUj1 KOjy u3Bohauu ocTBapyjy TokoMm usBohema. Taj eMOTHBHU 1
MOTHBAIIMOHHU Ha60j n3Bohaya 4eCTO AOBOAU U AO BapHpama M MMIPOBH3aIiHje
IAECHHX CTPYKTYpa, T€ ayTOp KPO3 HEKOAMKO IIOrAaBba paspabyje u oBakas
KOMIIO3UIIMOHM NPHHIUII CTBapama Kopeorpaduje, KOju je 3a mera, YMHH Ce, jeAaH
OA HajBOXHUjUX IIPUHHMIIIA HA KOjUMA M caM 6a3Hpa CBOja CLjeHCKa OCTBAPEba.

IMTocTasmajyhu usBohaue kopeorpaduja TpapUIIMOHAAHHX ITAECOBA Y $OKYC,
Aonuh mure 1 0 MeTOAAMA YueHba IIAECOBA, AUAAKTHUKHIM IPHHIJUIINMA U YOIIITEHO
0 paay ca ancambaom (opHOCY u3Mely kopeorpada u naecaua, ypex6apamy
aHcaM6Aa UTA.), 3arasehu y ooMeH meparoruje u AMAaKTHKe. AyTOp HCTHYE
HEKOAMKO AMAAKTHYKHX IPUHITUIIA KOjH Ce KOPHCTe y 06pasoBamy, KAo MOCeOHO
3HayajHe ¥ papy ca $OAKAOPHUM aHCAMOAMMA: IPHHIIUII HHAUBHAYAAM3ALHje
y4ema IIAeCOBa, IPUHIIUII HOCTYIHOCTH U CUCTEeMATHYHOCTH, IPUHIIMII CBeCHe
aKTHBHOCTH, OYHTACAHOCTH, KPEaTUBHOCTH U MeHTOpCTBa. Kako je MeToAMKa yuema
TPAAULIMOHAHHX IIA€COBA TeMa O K0jOj Ce TeK OA HEAABHO TOBOPH Y €THOKOPEOAOTHjH
y Cpbuju, moxe ce pehu aa cryauja Muaopapa Aonuha u'y oBoM AOMeHy 3arcTa
MMa 3Ha4ajaH HayYHU AOTIPUHOC.

Ha camoM kpajy kibure ayTop ce mosabasuo caeaehym nurameM: Kakas 61 3amrpaBo
Tpebaro Aa 6yAe ycrenaH kopeorpad, Koje Cy berose 0cobuHe 1 MpeAUCIIO3uITje?
Ha oBaj HauuH ayTOp ycMepaBa CBOja pasMHILsbakba M Ha CaMy AMMHOCT Kopeorpada,
KOja, IIOpeA KPeaTUBHOCTH, MOPa AA OOHAYje U eCTeTCKUM, SKUBOTHHUM M YMETHUIKUM
HAEAAMMa, AQ YBeK CAepd CBOjy ocehajHOCT M MHTYULUjy, YIPKOC 4eCTOj
HecxBaheHOCTH 0A CTpaHe APYIITBA, KAO LITO je CAYYaj M Ca ADYTHUM YMETHHUIIUMA,
KOjH CY, KaKO je HaBeAEHO, ,HICIIPeA CBOT BpeMeHa'",

ITopea 0OYXBaTHOCTH U YMIbEHHI]e Ad OTBAPA XUIIOTe3e 3d AAba HCTPAKUBAKHA
Kopeorpaduje TPAAUIIMOHAAHOT IIA€CA Ha CLjeHH, Kibura Muaopapa Aonuha uma jour
jeAaH 3HavajaH AOTIPMHOC: CBAKM KOPeOorpadCKu eAeMeHT, IPUHIUII MAH TIOCTYTIaK,
ayTOp HAYCTPYje BU3yeAHUM IIPHKA3HMa KOjH ce HaAase y npuaory. OBaj 6oratu
yHAyc uuHe poTOorpaduje U3 OPOjHUX KYATYPHO-yMETHUIKUX ApyinTaBa 13 Cpouje,
canoce6HuM akrieHTOM Ha PoakaopHHU aHcaMbA ,Braa“ y koMme Beh aABapeceT ropuHa
A€Ayje U caM ayTop.

HeomnxoaHo je ucrahu pa kmwura Kopeoipaduja. Tpaguyuonainu iirec Ha cyenu He
Mopa aa 6yae HaMereHa HCKAYIHBO Kopeorpaduma TpapuiioHasHor naeca. Iupusa
3axBaheHHX TeMa YMHH OBY CTYAHjy IPUMEHAHUBOM U y AOMeHY Kopeorpaduje
6aaeTa u caBpeMeHor maeca. AonnheBo maecHo 1 KopeorpadcKo UCKYCTBO OTACAA
Ce U 'y HAYMHY Ha KOjU ayTOp MoBe3yje Kopeorpadujy TPaAUIIMOHAAHOT IAeca ca
CBaKOAHEBHUM XMBOTHHMM HCKYCTBHMA, IIITO CAMO AOAATHO HOTKpeILsyje YU eHUITY
AQ je AyTOTOAMIIEGY IPAKTHYAH PaA AyTOPA YTKAH Y OBY KIBUTY.

Ceeitirana Havanun



O AYBABY IIPEMA (ITOCT) OIIEPU
JELENA NOVAK
OPEROFILIA

Beograd, Orion Art, 2018.
ISBN 978-86-6389-088-6

Mspasauka xyha Orion Art u3 Beorpaaa 06jaBraa je, y 2018. TOAMHH, CeAAM H3Y3€THUX
KIbHTA Ay TOPKU U AyTOPA PA3AMYHUTHX reHepanuja, ud3 Cpbuje u HHOCTPAHCTBA, Y
oxsupy 6ubanorexe PH — Preko humanistike, unju je ypearuk Ap Muoapar (Mumiko)
ITysaxosuh. OBa ,HOBa XyMaHUCTHKA" OKYILbA PA3HOAHKE AUCKYPCe Koju ce Kpehy
Ha AVHUjU Weopuja — puA030Puja — ecllieiiuka — ymeimHocil, ykaydyjyhu u Hosy,
Tpehy kbury Mysukosomkume Ap Jeaene Hosak, koja Hocu Hasus Operofilia. Ped je
0 30HPIK TEKCTOBA HACTAjAANX Y PETXOAHUX ABAAECET TOAKHA, TPAKTHYHO TOKOM
YHTaBe AOCAAALIbE My3UKOAOLIKE KapHjepe ayTOpKe, KOjU XXaHPOBCKH 00yXxBaTajy
KPHUTHKe, eceje 1 pOTo-eceje, U3BBOPHE HaydHe CTYAHUje U jeAAH TeOPHjCKH MaHUPECT,
y IPOXHMamy Ca eAeMEeHTHMA HHTUMHOT AHEBHHKA, ITyTOIIMCHE PeIopTaXe HAU
MeMOapcKe Ipo3e.

AKo 61 jeAHOM pedjy MOTAQ Ad Ce CYMHPA CAAPXKKHA OBe KIbHTe, TO je YIPaBo
KOBaHMI]A U3 HeHOT HACAOBA, ,0lepodHANja” — jep U3 UNTaBe KIbUIe HCHjaBa CTPACT
npeMa onepu, aAu He 61AO K0joj, Beh oHOj caBpeMeHoj (i HajcaBpeMeHH;joj), U ¥
TEMIIOPAAHOM U Y KBAAMTATHBHOM 3Hadelsy OBOT IIpHAeBa. Ty BpcTy omepe ayTopka
O3HaYaBa, HA CAMOM ITIOYETKY KIbHUT'e, TEPMHHOM iociliofiepa, Koju yBoAu Llepemu
Tam6aunr (Jeremy Tambling). Jeaena HoBak ,iyHH” 0Baj TepMHH 3HaYemeM U
KOPHCTH ra Kao 30upHHM omuc 3a ,nekonvencionalna savremena operska dela u
kojima je odnos izmedu muzike i drame preosmisljen i u kojima je uticaj novih medija
znacajan” (16). Ynpaso TuM u TakBuM Aeanma Jeaena Hosak nocsehyje naxmy y
CBOjHM TEKCTOBMMA — II0YEB OA CEMUHAAHOT OCTBapema Ajuuitiaju na iaaxu (Einstein
on the Beach, 1976) ®uaunmna [haca u Po6epra Buacona (Philip Glass, Robert Wilson),
KOje ayTopKa cMaTpa ,otisnom tackom za nastanak opere koja nije zasnovana na
konvencionalnim hijerarhijskim principima meduzavisnosti tekstova libreta, muzike
i inscenacije” u mocMatpa kao ,rodonacelnika postopere, opere koja je istovremeno
postdramska i postmoderna“ (15). ITopea Ajuwiniajua na iiaaxcu, koMe je mocsehen
npBU Aeo Kibure, HoBax nuime u o ApyruM nNocTOnepcKUM A€AMMA KOja HACTajy y
HOCAeAEbE ABE AeLieHNje, a UHje POAYKIfHje 1 M3Bol)erha MUPOM CBeTa Ay TOPKa IIOMHO
IIPaTH, Y MAHHPY IIPABOT IIOCTMOAepHOT HoMaAa. Ibena naycrpanuja ,Postopera:
svet“ (ABOANMEH3MOHAAHH LpTeX rA06yca YMji CTATHB YMHA MHOTO ITyTa IOHOBAEHA
ped ,[I0CTOmEpPA’, a CaMy 3eMAUHY KYTAY HCITyHhaBajy HCIMCAHN HAa3UBY 0AAOpaHuX
IOCTONEPCKHX ACAQ), OAIITAMIIAHA Ha 14. CTPAHH, AYLIUAHO CyMUpa ay TOPKHH AMYHH
HCTPKUBAYKH credo.

Hajsehu xBaauter xmwure Operofilia cBakako AeXH y OPUTHHAAHOCTH
HCTPaXXKMBAUKOT ToAyxBaTa JeaeHe HoBak, 6yayhu pa meH Teopujcku HCKa3 0 OBUM
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IYAHOBATHUM HOBUM AEAHMA, KOja Ce OIIUPY TPAAUIIMOHAAHUM AePHUHHUIIIjaMa ,0IIepe’,
»MY3HYKOT II030PHIITA”  CA., HACTAje YIIOPeAO Ca BHMa, HyAehu Tymauera koja cy
TIOAjeAHAKO 3aHUMMAUBA KAO H CaM IIPeAMeT ITocMarpama. Eben Auckypc je xubpupas,
HCTOBpeMEHO HayJaH U ayTOpeAEKCHBaH, A CTUA [IUCakha je AHHAMIYAH, je3TPOBUT U
OCTaBmda yTHCAK AaKohe, yrpkoc Teopujckoj 6pemenurocty. [Tumryhu o mocromepu,
ayTOpKa IHIIe K O Ceb1 — O CBOjUM TEOPHjCKUM ITOYeIIIMa U Pa3BOjHUM Iy TambaMa,
0 MyTOBaKmMMa M OTKpUhKMa, O CBOjUM NPHjaTeACTBUMA Ca MPOTATOHUCTHMA
IOCTOIIePCKe CIleHe — YMjH je U caMa Aeo, 3aXBasyjyhu KoayTOPCTBY y IPOjeKTy
Operrra (je Zenskog roda) (2005) Koju je y 0BOj KIbU3H IPEACTABASEH HEHUM TEKCTOM-
nporaacom ,O operskoj izvesnosti“ (68-71). Peyenuna kojoum ce oBaj maHudecr
3aBpIIaBa, ,Ja znam da je to opera“, MOXe AQ ce CXBaTH KaO OCHOBHA HCTPAXKUBAYKA
xunotesa Jeaene Hosak. Kao u meHM nperu-MopenAoBIiH, ayTOpKa ce Xpabpo
OTHCKYyje Y Hello3HaTo, oTKpuBajyhu ,uncharted territories” u monymasajyhu
TEOpHjCKe Malle HOBUM Ca3HambUMa 0 MOTyhuM cIojeBMMa My3HuKe, CIIEHCKe,
MeAMjCKe, TEKCTyaAHe M XUIIepTeKCTyaAHe KOMIIOHEHTe yHyTap (IIOCT) ONEPCKHX AeAQ.

Kmura, o6uma 182 cTpaHe, MoAes€HA je HA T IIOTAABAA, CA YBOAOM H
6ubanorpa¢pujom. CBaKko IoraaBse MMa M COIICTBEHH KPATAK YBOA, y KOjeM ce
IpeAOYaBa HEroB CaApKaj. Y MPBOM MOTAABAY, HocBeheHOM AeAy AjHuwiniaju Ha
fiAaxcu, IoceGHO ce ncTHYe YaaHak ,Laboratorija Ajnstajnalija“ (24—42) nocsehen
HOBMM HHCIIeHaI[ijaMa y KOjiMa Huje yiecTBOBao Pobeprt BuacoH u xojuma je
IpoOAEMaTH30BAHO HUTAbE AyTOPCTBA OBOT AeAd. Apyru peo, ,Opera kao instituci-
onalizovanje sna“ (48-71), mocMarpa nocronepcka peaa Koja cy Ha oppeleHe Haunne
Be3aHa 3a ooMahy omepcky crjeHy — 6MAO aa cy ayTopu u ayTopke us Cpbuje, 61a0
Aa cy y usBohemy AeAd aHTOXKOBAHH HHTEPIIPeTaToOpH u3 Hame cpearte. ITopep Beh
IIOMEHYTOT ,IIPOTrAaca’, y OBOM IIOTAABAY ITOCEOHO je 3HauajaH TekcT ,Ekonomija
operske traume®, mpBO6UTHO 06jaBAEH jOII 2004. TOAUHE, Y KOjeM je ayTopKa
MOCMATPaAa ,eKCIIeCHy  II0jaBy TPHU CaBpeMeHa OMePCKa AeAA CPIICKUX KOMITO3UTOPKHU
KOja Cy OYeTKOM HOBOT MHACHHjyMa ,PasApMaAa’” yUMAAy CPIICKY MY3HUKY CLieHY
(aam He u Bopehe onepcke nncrurynmje y Cpouju u Beorpaay). Y pehem peay kibure,
,Instaliranje operskog” (75-97), ayTopxa ce 6aBu , HeAoyMHIIaMa Be3aHMM 3a 3HAYEHA
nojma ‘onepckor™ (75), Te je y TOM OraeAy HajsaHUMAUBH)H IPBH TEKCT U3 OBE IPYTIE,
,Opersko (operatic), predlog za definisanje pojma“ (76-78), y kojem ayTopka Hajmpe
yKasyje Ha ABOCTPYKy yIoTpeby OBOT TepMHHA — Kao IpuAeBa (y CBAKOAHEBHOM
roBopy) 1 Kao TeopHjckor nojma (y HayuHoM Auckypcy). Hosak ckpehe maxmsy
Ha YHIEHHUITY Ad Ce ¥ TocTojehruM TeopujckuM AepUHHUIIIjaMA, KOje HICY AOBOKSHO
Hpelu3He, UMIIAMIIAPA AQ je ‘OIIepCKO’ caMO OHO LITO MMa Be3e Ca KOHBEHYUOHAAHOM
onepoM. MelyTum, ayTopka cyrepuiie Aa je BaXXHO pasMHIIAATH O AePUHHCABY
‘OnepcKor” OHAA KaAa ce TO OTIEPCKO U3MEIIITa U3 IPaHuLa cBeTa omnepe (76—77). Crora
3akmydyje: ,Zalazem se za definisanje pojma ‘operskog’ u svetlu odnosa izmedu peva-
juéeg tela i pevanog glasa i njihove de/sinhronizacije“ (77). OBo je cBakaxo jeaHa op
HajBOXHHUjHX TeopHjcKuX GopMyaaruja y kiwusu Operofilia, 3aTo mro ce moMe mome
‘omepcKor’ IMPH AAAEKO BaH I'PaHHUIfA omTenpuxsaheHor u npehyTHOTr 3Hama 0 TOMe
wiia jecitie oiiepcko (a TO je, ApyTUM pedrMa, OHO IUTO Ce AelaBa YHyTap OMepCKHX
KOHBeHIWja 1 MHCTHTYLHja). OBaj 3aXBaT A03BOMABA Ay TOPKHU A IIOCMATpa y UCTOM
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KOHTEKCTy ‘TipecTynHuyka’ omepcka Aeaa Ayja Auppucena (Louis Andriessen) u
PasHOBpPCHe yMeTHHYKe IIPaKce IIOIyT HHCTAAAIIM]a, IeEPPOPMAHCA U CA., A€AA KOja
cy ,kreirana u polju vizuelnih umetnosti, a koja na razli¢ite na¢ine ukazuju na operu
i opersko i preispituju njihove granice“ (8s).

YersptH Ao, ,Realisti¢no pevanje“ (99-132), ayTopka nocsehyje , pitanjima (kapi-
talistickog) realizma u operi“ (99). 1 0Bo noraasse 3anounsme kpahum reopujcknm
TEKCTOM, y KOjeM ayTOpKa HajIpe I0jalllbaBa Ad Cy TEPMUH KAUUTHAAUCTAUKY
Peaiu3am yBeAr joI 1963. roArHe HeMauku cAnkapu 'epxapa Puxrep, 3urmap IToake
u Konpaa @umep Ayer (Gerhard Richter, Sigmar Polke, Konrad Fischer Lueg), ,,iz
potrebe za parodiranjem ameri¢kog pop arta i njegove recepcije u Evropi“ (100). Kaaa
je pe o (moct)omnepckoj npoaykuuju, HoBak ncThe A2 OCTOjH YMTaB HU3 ayTOpa
4Hja OIlepCKa OCTBAPEHA MOTY AQ Ce IIOABEAY ITOA OBY OApeAHHITY. Ta AeAa, IT0 BeHUM
peunma, kopucte ,neke vrste dokumentaristickog pristupa vezanih za masovne
medije, ¢esto kritikujuéi poznokapitalisticke modele i na¢ine preraspodele mo¢i*
(101). Tako y TexcroBuma ,Donald i Hilari kao operski junaci® (101-103) u ,Opera
nakon televizije“ (119-129) ayTopka mocmarpa oHa Aeaa y KojuMa ce pasma 6asupa
Ha MeAMjCKUM poraljajuma, Te KapakTepuine oAHOC usMelyy TeaeBH3Hje U ‘KAACHUIHE
My3HKe Kao ,0TBOPEHO [Obe KOje AOHOCH y30yAsHBe HHOBALIMjE, HAPOUIHTO MEAH)Y
onepe“ (101).

Y nocaeameM, nerom noraasay, ,Uglazbljena mitologija“ (133-169), Hosak
HCTPaXKyje ABe IIPOOAEMCKe PaBHHU: HHTEPECOBalbe CaBPEeMEHNX KOMIIO3UTOPA 3a
MHUTOAOTH)Y, Ka0 U KOHIenT ‘onepcke ause. HapounTo je sanumaus tekcr ,Diva/
Divo“ (133-138), TAe ayTopka TIpoBepaBa’ CBOjy paHHUje U3AOXKEHY AePUHHUIH]Y
‘onepckor’ Ha npuMepy nocronepe Aomosuna (Homeland) Aopu Anpepcon (Laurie
Anderson) — peaa y KojeM ce IPeUCTIATYje U IPeOCMUILAABA OAHOC TeAQ U TAACa KPO3
IPU3MY POAHOT HACHTUTETA.

Ha camoM Kpajy KibHure, yMeCTO 3aKAy4Ka, YUTAOLA 3aTHYe HHTUMHA HCIIOBECT
ayTopke y Bupy ,8est ‘perifernih pri¢a oko opere’ zasnovanih na uodnosavanju auto-
biografskih detalja i tragova sa zapaZanjima o funkcionisanju sveta savremene opere*
(133). OBuM mpuyama nperxoau Tekct ,Lisabonska pri¢a i operska otkri¢a“ (146
163), 0 npemujepHoM usBohemwy onepe beau iaspan (White Raven / O Corvo Branco)
Ouanmna T'aaca u Pobepra Bracona Ha CBeTckoj H3A0X0H 1998. ropuHe y Ancabony,
Kao TauKH ca Koje ce JeaeHa HoBak oTHCHYAQ, IIOIyT MpoTaroHucre ose omepe Backa
aa Tame (Vasco da Gama), y norpary 3a ,HOBUM CBeTOM" IIOCTONIEPCKe IIPaKce,
Kpeupajyhu ycrmyT u cBojy opurnHaAHy Teopujcky Mucao. Flako BpepHO HaydHO
Aeao, kmura Operofilia unTa ce cTora 1 Kao y30yAnSHB aBaHTYPHCTHYKH POMAH, YHjH
ce kpaj Bpaha Ha moyerax, ucipTaBajyhu jeAaH BeAUKH KPYT Pa3Boja IOCTOIIEPE OA
Ajruiitiajua Ha fiAaxcu A0 2018. TOAMHE.

IToTnucHALA OBUX PEAOBA C HECTPILAEHeM O4eKyje HacTaBak OBOT pomaHa (ca
XEAUKOINITEPHMA Y TAABHOj YAO3H).

Jeaena Janxosuh-Beiyw
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ComA MAPMHKOBUR U JEAEHA JAHKOBUE-BETYII (VP.)
O YKYCHMA CE PACIIPABbA. TTABAE CTEGAHOBUE (1901-1985)

Beorpap, Mysuxkoaomko Apymrso Cpouje
u Qaxyarer mysuuke ymeTHOCTH, Kareapa 3a My3HKOAOTH]Y, 2017.
ISBN 978-86-87757—08-0

VHuIMjaAHM TOACTPEK 32 HACTAaHAK OBOT TEKCTA OHO je MO3MB OPraHU3aTOPa Ad
21. MapTa 2019. TOAMHE, Y YHUBEP3UTeTCKOj bubanoTeru ,Coerozap Mapxosuh®
y Beorpapy rosopum Ha Tpubunu nocsehenoj Ilasay Crepanosuhy, a moBosom
Temarckor 36opauxa O ykycuma ce pacipasswa. Ilasre Cinedanosuh (1901-198s).
ToxoM ncTe Bedepu, Ha BeoMa A0OpoO HajaBseHOj, H3BaHpeAHO noceheHoj u,
3a Hallle IIPUAMKE — MEAMjCKHU AOCTOjHO nponpahenoj Tpubunu, o cBecTpanoj
ananocTu [TaBaa Credanosuha — dpuaozoda mo obpasopamwy, ecTeTudapa, Teope-
THYapa M eCTeTHYapa YMeTHOCTH, TOBOPHAHM Cy Hajupe AHa KoTeBcka, mpeace-
AHnia Mysukoaomxkor Apymrsa Cpbuje, koja je Aara yBOAHY ped, Ap AAeKCaHAAD
Jepxos — ynpasuuk Bubanorexe, op l'opaana Crokuh Cumonuuh — pepoBHH
npopecop Ousoromkor gpakyaTera, KOja ce OCBPHYAA HA M3BAHPEAHO 3Ha4ajHe
ropute pasa u CrepanoBuhes HCTAKHYTH AOTIPHHOC Kao 61bAnOTeKapa YHUBEp-
3UTeTCKe OMbAMOTeKe, TOTOM KibMKeBHU KpuTHuap Borpan ITomosuh, y unjem
cy okycy maxme 6uan autepapuu poometu Credanosuhesor aeaa, kao u Mpuna
Cy6oruh, ncTopuyapka yMeTHOCTH U Ipodecop eMepUTyC AKapeMuje yMeT-
HocTH Y HoBoMm Capy xoja je HapaXHYTO, C TOMAOM AUYHOM HOTOM, OCBETAHMAQ
Aenjernje CrepanoBrheBOr MCTAaHYAHOT M 3HAAAYKOT 3aAarama 3a Moh, cMucao
U 3Hayaj caBpeMeHe yMeTHOCTH. IIpeMa 3amMucau opranusatopa Tpubune, MeHn
je Te Bedepu NpeBaCXOAHO IPUIIA0 3aAATAK AA Ce Y IMPeM AyKY OCBPHEM Ha OHe
TeKCTOBe y 300pHHUKY KOjU OCBETAABAjy MHOTOOpOjHe U 3HavajHe Credanosuhese
AOIIPHHOCE IOAY My3H4Ke KPUTHKE U €CTeTUKe. Y TOM CMHCAY, i TEKCT KOjH OBA€
CTOjH IIpeA YUTAOLIeM, YHEKOAUKO OACTYIIA OA TPAAULIMOHAAHO cxBaheHOr xaHpa
IPHKa3a, TO jecT, Hay4He KpuTHKe, 6yayhu aa cy Me mojeannn macaxxu 360pHUKa
oxpabpuan pa myTeM Kpahux Aurpecuja AOAATHO HCTPAXKHMM U yKaXkKeM He CaMo
Ha cynTuAHe cTpy4He Bese ITaBaa Credpanosuha ca My3HKOAOIIKMM HHCTHTYTOM
CAHY, Beh u aa yxakeM Ha BUTAAHOCT HeTOBHX aKCHOAOUIKHMX CYAOBA ¥ CaBpe-
MEHOM MY3UKOAOIIKOM AUCKYPCY.

Temarcku 360pauk O yxycuma ce pacipasswa. Ilasre Ciie¢anosuh (1901-1985)
IPOMCTEKAO je Ha OCHOBY pedepaTa CaONIITEeHHX Ha MyATHAUCITMIIAMHAPHOM Hay4HOM
CKYITy OPraHM30BAHOM IIOBOAOM O0eAeXaBaba TPUACCETOTOAUIIbHIE OA CMPTH
ITaBaa Credanosuha, oppskaHoM 20. y 21. Maja y 3aayx6unu Manje M. Koaapua, y
opraHusanuju YApyxemwa komnosutopa Cpbuje, Mysukoaomxor apymrsa Cpbuje i
Kareape 3a Mysuxoasorujy Qakxyarera Mysuuke ymeTHOCTH Y Beorpaay. Y nenrpy name
makibe U 0BAe he, Aakae, 0 YKYIIHO ceAAMHAECT TeKCTOBA OBOT MYATUAMCLIUIIAMHAPHO
KOHIJUIIMPAHOT TEMATCKOT 300PHHKA, OUTH IIpe CBUX OHU PAAOBH KOjH Ce OAHOCE Ha
CredpanopuheBe ecTeTHyKe 1 KPUTHIKE IIOTAeAe Ha My3uKy. ITocsehen ycromenu pa
npod. Ap Pokcanay Iejosuh (1929-2018), 0Baj 06uman 360pHuKk (294 CTP.) IEAAHTHO
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Cy 1 y30pHO ocMucauae u ypeause Coma Mapunkosuh u Jeaena Jarnkosuh-Berym,
AOK je 3a KBAAMTET [IPEBOAA Pe3HMea Ha eHTACKH je3HK 3acAykHa FBana Meauh.'

kKKK

Hema cyMmibe Aa Cy TeXHIITe H3BAHPEAHO OOMMHOT M PACKOIIHOT CIIMCATEACKOT OITyCa
ITaBaa Crepanosuha YMHMAHM, CBAKAKO, HATIMCH O MY3HIfH. YKyIIaH 30Hp HeroBUX
My3HYKHMX KPUTHKA U HAMKCA MocBeheHnX caBpeMeHOM TPeHYTKY My3H4Ke CIieHe —
y Beorpaay, aAu 1 Ha jyrocAOBEHCKOM IPOCTOPY, YNHH 32 cebe CBOjeBPCHY XPOHHKY
A00a, MAH, YaK — BHUIIE X, jep, ped je O Ayroj HHCKH AelieHuja TokoM kojux Creda-
HoBuheBa TACHOHMPAHOCT 32 OXPAOpPHBae HHOBATUBHUX, MOAEPHHUCTHIKHX HCKO-
paKa My3MYKOT CTBApaAANITBA HUKAAA HHUje IIOCYCTajaAa, HUTH jemaBasa. Hempe-
CYIIIHO MOTHBHCAH y 60pOH 32 HadeAa H08e YMETHOCTH, KOHTHHYHPAHO je aKTUBHO 610
IPUCYTAH U, BHIIIE OA TOTA — CYIITHHCKH AHTKOBAH HA 3AAATKY €CTETUIKOT IIpocBehu-
Baiba U IIMPeba HAEja COIICTBEHOT AOXKMBAAja YMETHHUUKOT CTBapama. VMajyhu nspan-
PeAHO TeMesaH YBUA Y HHAUBHAYaAHe IIPaBIje U ayTOPCKe MOeTHKe CaBpeMeHUKa—
KOMII03UTOPa (HO, He camo My3udKuX, Beh 1 cTBapasara y ApyruM AucnumauHamal ),
ITaBae Credanosuh ce BpeMeHOM adpUPMICAO KAO jEAQH OA HAJIPOHHUILSHBUUX CEACK-
TOpPa OHMX BPEAHOCTH M YMETHHYKHUX OCTBaperha YHje BECOKO, HajBUIIe MECTO Y XHje-
PapXHjH eCTeTCKHMX AOCTHTHyha CTBapaAallTBa HEroBOT BpeMeHa TEIIKO Ad OH HKaA
BHIIIE MOTAO OHMTH OCIIOPEHO.

CredanopuheBu ecTeTHIKU OTAGAM, H3HEAPEHH 1 BpeMEeHOM MOAMHUKOBAHH
Ha pasMel)ma BUIITe MOAEPHUX M aKTyeAHHX PUAO30PCKHX M eCTeTHIKUX ITPaBaLja,
OA KOjHX je MApKCHCTHYKK OHO OHAj IOAA3HHU, OKYIIHAK Cy Y OBOM 3Ha4ajHOM 360p-
HUKY HaXIy HEKOAHUKO ayTOpa, YHje CTYAHje IIPEeACTaBsajy U3y3eTHe AOIIPHUHOCe
HOBOM CarA€AQBamby ecTeTiuKe MucAK 1 ntosunuje ITaBaa Credanosuha. Peu je Hajmpe
o pacipasu Mupjaue Beceannosuh-Xodman ,ITojam Mysuukor ykyca y Harmucuma
ITaBaa Credanosuha“ (7-17) koja, pasmarpajyhu nojam mysuukor yxyca y Credano-
BuheBUM 3aIMCHMa, KOHCTATYje AQ je Taj IT0jaM 61O TeMeraH U OCOBUHCKH Y HETOBHM
eCTeTHYKUM pedaeKcHjaMa. BpinksHBO BOheHOM TeKCTOAOIIKOM aHAAU30M, Ay TOPKA
yiyhyje na Crepanosuhes craB mpema KoMe je yKyC KOMIIO3UTOPA Taj , IyA€CHH TPAHC-
$opmaTop“ y KOMIIAEKCHOM MeXaHH3My (...) peo6paskaBarba MHTETPAAHOT XHBOTHOT
HICKYCTBa y Criein$uaHO TOHCKe cauke” (1), Aa 61 moToM — nosusajyhu ce na Creda-
Hosuhese peun: ,Moj komnosurop je Moj ncromummennk!“ (12), ykasasa Ha nive-
HUITY A4 he y KpUTHYAPCKO-eCTETHYKOM BPEAHOBAHY KOHKPETHOT MY3HUKOT AeAd

1 IIpBo npepcraBmame 360pHuKa npupeheHo je y oxsupy 6. Pecrusara BYHT, 9. HoBeMbpa 2018, y
ABopanu ApymTsa AOAd; O KEBU3HU Cy TOBOpHAe ypepHHune — mpod. ap Coma Mapunkosuh u Mp Jeaena
Jaukosuh Berym, xao u mosopumsu kpurimdap Muaan Baajunh. Hapepno npeacraBmame 360pHuka
61140 je 17. AerieMbpa 2017. ropune, y okBupy AQECT-a Axapemuje ymerHoctn y Hosom Capy, kaaa cy
y MyATyMeanjaaHOM IeHTPy AKapeMuje O KEbH3K FTOBOPUAH jeAHA OA YPeAHHIIA — Mp JeaeHa Jankosuh-
Berymr, Ap Muaan Musojkosuh, acucrenr Ha Mysuukom aenaprmany AYHC, n mp Ana Korescka,
npeaceprnia Mysukoasomkor aopymrsa Cpbuje, y3 mosppasry ped npod. op Boraana Haxosuha.
WsBanpepan npuxas 36opHuka us mepa 3opuije Ipemare o6jasmen je y Kyaryprom poparxy Iosutdiuke,

16. pebpyapa 2019.
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Credanosuh yBek AATH IIPEAHOCT ,, AYXOBHOM CPOAHHKY ‘, He 3aHeMapyjyhu mpurom
3HAAQUKY IIPUMEHY CAOXKEHOT aHAAMTIYKOT allapaTa y OIICepBUPAEY CTHACKHUX M U3Pa-
KajHHX acTeKara kommosunuje (12-13).

Konrekcryasusanujy CrepanosruheBux ecTeTHIKHIX HA30pa Yy II0SE MMAHEHTHO
IIOCTaBAEHE eCTETHKE MOAEPHH3MA, Te ,COLIMjAANCTHIKOT MOAePHH3MA* n3Bpunhe
notom Mumko Illysakosuh, y papay moa Hasusom ,EcTerruka Teopuja conuja-
Ancruaror mopeprusma. Cryauja caydaja: ITasae Credarosuh (18-31); Illysaxosuh
he 3akmyunTn a2 je Credanosuhes kpuTuuku 3axsar 610 BobeH ,AeaAIMa eMaHIH-
nanyje, MHOBALHje, SYACKOCTH H eBPOIICKOT upeHTUTeTa (27). JOI jeAaH mpHaor y
360pHHKY IocBeheH eCTeTHYKIM IIUTABIMA, , L IparinoHaAN30BaHN MAPKCH3AM y ecTe-
iy [TaBaa Crepanosuha“ (135-147), us nepa je Hemawe Copruha, xoju pasmarpa
moryhHocT caraepaBamba CrepaHoBHheBUX ITOrAEAQ Y CBETAY TAKO3BAHOT ,IPAIIMOHA-
AM30BAHOT MAPKCH3Ma’, KAO IITO IPABUTAIIMOHOM IIOAY €CTETHKE IPHIIAAAJY U ITOAALH
o CrepanouheBrM moraeArMa Ha MUTamkba PaHe My3HKe U leHe HHTepelpeTaryje, 0
gemy nue ITpeapar Hoxkosuh y Texcry , TIoxperHa cHara ayxa’ — ITaBae Credanosuh
0 eCTeTHIU U MHTepIpeTanuju pae mysuke” (164-177). Huje, cBakako, caydajao
Aa ce, kako po3HajeMo u3 Hokosuhesor mpuaora, y camoM enureHTpy Credaro-
BuheBux apMHUTeTa HAAA3HAO CTBapasamTBo JoxaHa Cebacrjana baxa, i TO He camo
300T CBOjHX BPXYHCKH H30aAQHCHPAHHIX MY3HYKHX M eKCIIPeCHBHUX CBOjCTaBa, Beh
Ipe cBera — 300T IIPHHIHIIA XYMAHOCIU KOjUM Cy Kako Bax, Tako u cim Credanosuh,
HEITPUKHUAHO 6uan 3a0KYILbEHH (168—173).

HMamehy Tor xwyunor mojma — xymanociti, u ykynaor Credanosuhesor 6uha u
Aeaama, uctahu he u Msana Credanosuh, hepxa ITaBaoBa, IpakTUYHO CTOjU 3HAK
jeAHAKOCTH, ¥ OH je HCTOBPEMeHO KAy4 3a padyMeBame CBEyKYIIHOT, Pa3rpaHaTor U
pasyhenor praozopcko-ecTernyxor MucaoHor csera mucua. [lpusor Msane Creda-
Houh y oBoM 300pHHKY , ,ITaBae Credpanosuh usmelyy mucanor rekcra, ummposu-
sauuje u (ayTo)unTeprnperanuje” (89-98), BUIIECTPYKO je AParoleH, jep, Hopea Tora
IITO OTKPUBA MAAO ITO3HATE AETase U3 IOPOAUYHE HCTOPHje, 3HAAAYKY K YMECHO
IIOCTaBbA MTUTakbe OpPeKAA CrieiuyHoOr crcaresckor cruaa ITasaa Credpanosuha.
Mapa, Ha 5KAAOCT CBHX HAC, HICY CaYyBaHH CHUMIHM 6e30pOjHUX PAAM)jCKHX M APYTHX
jaBuux ropopa ITaBaa Credanosuha, nmajyhu u cima ncranyan ocehaj 3a TpenyTak,
BpeMe U MeXaHH3Me KPeaTHBHOT CTBAPAha — He CAMO My3H4KOT, Beh U crircaresckor,
ayTOpKa AYIIMAHO YAa3H y Tpar nopekay CredanoBuheBor micaHOr TeKcTa, yKasyjyhu
Ha IIPOXHMAatbe M3TOBOPEeHe, YaK U TAYMAYK{ HHTePIIPETHPAHE MUCAH Ca ,KAACHIHUM
nvcaHuM HaparusoM. Huje HeobuuHo TO mTO je cBojeBpeMeno Muoppar ITomosuh
nmenosao Credanosuha ,ycmennm ecejucrom (93). C THM y Besn, unHu ce A2 He 61
OHAO HIMAAO HEOCHOBAHO ¥ TOM MCTOM KAYUy Pa3MHILSATH i 0 Hamucuma Craxmuc-
AaBa Bunasepa, xora je ITaBae Crepanosuh, jorn kao TPUHAECTOrOAUIIHAK, UMAO
IPHAMKE AQ YIIO3HA jOII CelITeMOpa 1914. TOAHHE, y TOpoANYHOM AoMy Y Kpyuresiry,
rAe je ,ayAecHH” BuHaBep — Tapa, kako nuure VBana Credanosuh — nzberanna us
Beorpaaa, ,BojHHK 60CHX HOTY Y OAQTHABIM LipleAamMa” Ha ,KyhHOM KAQBHpPY CBUpAO
Baxa u lllonena“ (91). MHOro6pojHe Cy AuTepapHe 1 KpHTUYAPCKe CIIOHE Koje 61
BPEAEAO AA Ce U AeTasHHje MCIMTAjy U IpoyYe Kapa Cy Y IUTamwy BunaBeposu u
CrepanopuheBr ecTeTHYKO-IIOETHIKU KPYToOBH UAeja. Y ToM Kpyry 3arehu he ce, Ha
npumep, jeaart Credanosuhes mpoBOKATUBAH, ITO€TCKH HAAAXHYT CTaB IIpeMa KOMe je
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My3HKa ,MHCa0 63 TojMoBa 1 eMonuja 6e3 cysa u cMexa“ (69), Koju 61 ce CIIOHTaHO 1
6e3 60jasHu Aa OH Ce ITOTPeIINAO, MOTA0 IpHIKCaTH U Bunasepy koju je Herae cBOje-
BpEeMeHO IPHUOEAEXKHO AQ je ,My3HKa 3aIIPaBO 00uHar gpaiu cax bes cHosa'. VIHAMKa-
THBHO je, Takobe, 0 yeMy Takole A03Hajemo u3 uctor mpuaora Msane Crepanosuh,
Aa je mecanx Momunao Hacracujesuh (xao u Bunasepy! Ilpum. K.T.), 6uo ITaBay
jeAaH oA HAjIpUCHUjUX IpUjaTena, Te Aa ce Bunasep, 3ajeano ca Pactkom IleTpo-
BuheM, Hamrao y Hajyxem uzbopy CrepanosuheBrx MOAEPHUCTHYKHX ,paBopuTa”
»CTapHje reHepanuje”. Y HCTOM KpyTy cy, op Maahux, 6uau mpe cBux Backo IToma u
Muoppar ITaBaosuh.

Camowm ITaBay Credanosuhy mucame je, unHuU ce, OMAO TAABHH OKpeTad, modus
vivendi. Hberos AOIIPHHOC OAY My3HYKe KPUTUKE HEMEPSHB je, Y TOMe Ce HellPHU-
KOCHOBEHO CAQXXY CBH MY3HKOAO3H — AyTOPHU IPHAOTa y 300pHHUKY. YIIPaBo 360rT
TOTa, IMoCcBeheHOj MaXKIH CBAKOT YNTaoLa 300PHMUKA, I1a HU HAIIOj, HHje MOTao Ad
IPOMAKHe jeAaH, PeKAO OH Ce y IOTIIyHOCTHU CIIOHTAaH, HHTHMAH U HCIIOBEAAH MCKa3
KPHUTHYApa KOjH je OCTABHO TaKO Ay0aK i IPOXKUBAEH TPAr ¥ CBOM MY3HYKOM BPEMeHY.
EBo Te peuenute, kojy Crepanosuh, He 6e3 pesurHaiyje, CAoIIITaBa CABPEMEHHUKY,
Aparony6y C. Urmarosuhy: , AKTHBHO 6aBserbe My3HIKOM KPUTHKOM CBET SKUBOTA
Me je AQBHAO. Ja caM IIPHUIIOBEARY, AAM HEAOPEYEHOT TaAeHTa, yCKOT'“ (49).

Osga omrpa camo-ocyaa KibikeBHOT Aapa ITaBaa Credanosuha xopurosasa je y
360pHuKy, cpehom, c mpuaorom ,Y Tparaiy 3a XaHPOM — KibI>KeBHU papoBu ITaBaa
Credanosuha“ (48-59) Mapka Heanha, koju pacripasya 0 peaAHHM KBaAUTeTHMA
Credanosuhesux kmmkeBHux paposa. O CrepanosuheBom, max, AompuHOCy adup-
MaIlMju MAaAe, MOAEPHE U aBAHTapPAHE AMKOBHe CIleHe M BheHUX IPOTArOHUCTA Y
HEU3BECHHUM U TYpOyAeHTHUM BpeMeHHMA ITOCAePaTHe YMeTHOCTH, Y 300pHHUKY je
HCIIPIIHO U HapaxHyTo nucasa Mpuna Cy6ortuh, unju pas Hocu Hasus ,, AUKOBHa
nHTepecoBama [1aBaa Crepanosrha“ (32—47), AOK je CAOXKeHY CAMKY O CBECTPaHOM
Y HHTEPAMCIIUIIAMHAPHOM AYXY IHCITa TOTBpAKO U TeKcT Kcennje Papyaosuh ,ITasae
Credanouh: naeja MopepHOT y Apamu 1 nosopumTy “ (122-133), y KOjeM je ayTopka
ucrpaxuaa CrepanosuheBo Bub)erme MOAEPHOCTH Y APaMH U TeaTpPy HEroBOT A0ba.
AOIPHHOC MyATUAUCITUIIANHAPHOj GH3nOHOMHj1 300PHHKA, AAK 1 [TOCeOHO HHOBA-
THBAH TEMAaTCKHU YBUA, AOHeO je pap ,ITaBae Crepanopuh — 6ubanorekap Yuusep-
suTetcke 6ubanorexe y Beorpaay” (79-88) Topaane Croxuh Cumonunh, xoja ce
MOOPHHYAA AQ OCBETAH Y My3HMKOAOIIKHUM KPYTOBHUMA BPAO CAA0O MO3HATE CTPAHHUIje
Credanosuhese 6norpaduje kao mocsehenor 6ubanorexapa YuusepauTercke 616AN-
oteke y Beorpaay (1926-1948), meroBe HCTaKHyTe yAOTe KaO jeAHOT 0A IHOHUPA
MOAEPHOT CPIICKOT OMOAHOTEKApCTBA, Te M BEerOBY KAYUHY 3aCAYTY Y 3alITHTH YTPO-
xeHHX $oHAOBA BrbAroTeke y BpeMe HeMauke OKyIIaliyje, C IOCeOHNUM OCBPTOM Ha
AMYHY XpabpoCT ¢ KOjoM ce OHO CYIPOTCTaBHO CAPAAH C OKYIIALIMOHUM BAACTHMA.

C 063upoM Ha IPUMAPHH 1IiAs OBOT IPHKa3a, pokycupaly ce, y HACTABKY, peBac-
XOAHO Ha IIPHAOTE KOjU AOMYyIsYjy Beh A0 capa cTedeny cauky o Ctepanosuhesum
AOIIpHHOCHMA ¥ 0bAacTH My3uke. ITopes TexcTa A0ajeHa HAIIMOHAAHE My3HUKOAOTHje
— ipod. Ap Poxcanpe Iejosuh (koja Haxkaroct Huje Buie meby Hama, a K0joj je, Kako
je ncrakuyro, 360pHuk nocsehen!), u koja je TokoM CBOT BUIIEAELIEHH]CKOT GaBberba
HCTOPHjOM My3HUKe KPUTHKE H HAITICA O MY3HUIIH, U PaHHje, KAo U ¥ OBAE 00jaBAreHOM
IPHAOTY, YMECHO HCTHUIIAAA U AOKyMeHTOBaAa Ad je ITaBae Credanosuh 6uo, kaxo
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CTOjH y HACAOBY, ,ATIOAOTET MOAEPHe My3uKe y beorpaay y Apyroj moaosunu XX Bexa“
(108-121)* ped je O IpymNy TeKCTOBA KOjH Y 0BOM 360PHHUKY IO IIPBH ITyT MPELU3HO
U MUHYLIHO3HO HCTPAXXYjy ¥ OCBETAaBajy MOjeArHe dase H aCIIeKTe ayTOPOBOT pasd
y HOMsY My3HKe.

Ty je, ajupe, mpuaor Hopha Masaspasuha ,Bucoku Moasepuuzam y erepy: ITaBae
Credanosuh kao caymaaar u crBapaaar papuo—emucuja“ (60-78). Byayhu ysex y
CyKoOy ca KoH3epBaTUBHOM ypehuBaukom moantukom, Credanosuh ce ynopHo, 6e3
OCTaTKa, HEPEKUAHO 3aAarao 3a Behy 3aCTyIAeHOCT CaBpeMeHOT MY3HYKOT CTBa-
pasamTBa Ha pereproapy (60). s nucke sanummusux Crepanosuhesux oncepsa-
I11ja HaBEAEHHX Yy OBOM IIPHAOTY, IIOCEOHO U3ABajaM jeAaH, KOjH ce OAHOCH Ha Mysu-
xoaomky uHCTUTYT CAHY. Tekcr je mucan aeceT ropuHa 1o ocHusamy MHcTUTYTA.
Credanosuh, Haume, kpuTukyje HCTHTYT 360T 3aHeMapuBamba oTpebe Aa ce 6aBu
nsrpahusamem Mysuuke ecteTrke: ,CTrde ce yTHCcak (...) Aa je TO y HajbomeM caydajy
ApXMBCKa yCTAHOBA 32 CaKyILbarbe GOAKAOPHE My3HdKO-HCcTOpHjcke rpabe” (68).

ITohumo Tparom ose Credanosuhese kpurruxe HoTe. Y omoh Ham ,prckaye”
Bunana Musanosuh xoja je, 3a norpebe cBoje cryauje , Aompunoc ITerpa Komo-
Brha KOHCTHUTYHCamy U IoveruMa papa Mysukosomxkor uacruryTa CpIicke akape-
muje Hayka u ymerHocTH (MuaanoBuh 2018: 15-48), MUHYIIMO3HO IPOYYHAA CBY
AocrymHy rpalyy y Besu ca ucropujarom FIHCTHTYTa U3 IPBUX TOAUHA HETOBOT PaAQ.
Ha ocHOBY poKyMeHTa1Hje KOjy HaM je koAernHuIa Muaanosuh rsy6a3Ho AocTaBHAa
Ha yBHA, a Koja obyxsara mucmo ITaBaa Credanosuha ynyheno ITerpy Komosuhy
0A 15. AeTieMOpa 1949. FOAMHE, KA0 M ABA 3AIIMCHHUKA ca ckymoBa Opemerha AUKOBHE
M My3U4Ke YMETHOCTH — OA 21. AeLieMOpa 1949. TOAMHE U 25. MAPTa 1950, 3aKmydyje
ce Ad je, ca moapmkoM u Ha npepaor ITerpa Komosuha — ocHuBava i mpBor aupex-
topa MucruryTa, [TaBae Crepanosuh 610 HajO3OMAHU)U KAHAHAAT 32 XOHOPAPHOT
CTPYYHOT CapaAHHKa, U TO 3a obAaacT Mysuuke ecTeTnke. HakoH pacrpase Ha npBoj
cepnnnu Opemera, Kapa je op Hayunor caBeta MHCTUTYTa 3aTpaskeHO AQ AOCTAaBH
aokase o CrepanosuheBoj Mysuukoj ,crpemu’, Komosuhes mpepaor je Ha HapeAHO]
CeAHHIIH, HAKOH Ay>Ke AUCKyCHje, TOHOBO BpaheH Ha pasmarpame Hayunowm casery,
y3 HaroMeHy aa he cBoje uspBojeHo Muiinrere Casery ynyTuTu akapeMuk CreBaH
Xpuctuh (Muaanosuh 2018: 28; 31-32). JacHO je, Aakae, pa ce ynpaso CreBaH
Xpucruh 6uo cynporcrasuo CrepanosnheBoM aHraxoBaiy, H3a dera je, moryhe
je, IPBEHCTBEHO CTajaAO PABMUMOUAAXKEHE II0 HACOAOIIKUM IUTABHUMA, O UeMY ¥
AocTynHoj rpahu Hema HaszHaxa.

Takohe y koHTekcTy HaBepeHe CredaHoBuheBe omacke U3 1958. roAUHe, 3aHU-
MAHBO je IpUMeTUTH Ad je Beh o 1952. ropnse y IHCTHTYTY 610 3arocAeH AparyTiH
TocTymxu, Koju ce 0A CaMoT II0YeTKa CBOT Pajd 0aBHO MUTAMIMA TEOPHje U ecTe-
THKe My3HKe, Kao IITO ce Beh TOKOM HCTe aAeljeHHje 610 1 adHUPMICA0 KA0 My3HIKH
kpuridap Bopbe. Ha ocHoBy caepa moTomux porabaja u3 ucropuje Mysukosomxor
uncruryta CAHY, Morao 6u ce 3aknyUUTH AQ CY eBEeHTyaAHe HECYTAACHIIE U3 ITeAe-
ceTHX ropuHa y MehyyBpeMeny 6uae mpesasubere, Te aa je ITaBae Credanosuh 61o
BHCOKO IlelheH K AOOPOAOIIA0 TOCT U ¥ KPYT'y HHCTUTYTCKUX capapHuka. O ToMe
yBepAHBO FOBOPH U YMEbEHHUIA Ad je yrpaBo Aparytus [ocTymky, nHUIMjaTOp U

2 Buperu raxobe: ITejosuh 2006: 102-120
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Moaepartop paao nocehenux Pasiosopa o nayyu u ymeiunociuu (Vitiopruuxe akagemuje;
1974-1980), y APYTOj CE30HH LMKAyca yIyTHo nosus ynpaso [Tasay Credanosuhy aa
Ha 0BOj HHTEPAUCLIUIIAMHAPHOj HayYHOj TPUOMHU 6. Maja 1975. TOAMHE OAPIXKH IIpeAa-
Bambe 110A HacA0BoM ,I1ITa je Mysuka“?

Y HacTaBKy IIperaeaa TeKCTOBa Koju ce y 36opHuky O ykycuma ce paciipasra
OAHOCe Ha MY3HKY, Tope rpusora Musana Muaojkosuha , XpoHHKa OAHOCA APYyLITBA
¥ My3HKe — Haruck o Mysunu I1asaa Crepanosuha y poomahum saconucuma (1950-
1970)“ (148-163)*, u3aBajamo oBae u cryanjy ,Hammcu ITaBaa Credanosuha y qaco-
nucy Mysuxa“ (179-191) Come Mapunkosuh, xoja ce nocsernaa Crepanosrhesnm
TEKCTOBMMA U3 TOAUTHIKO-HAEOAOIIKH ,0CETAUBHIX  TOAMHA IIOCAE APYTOT CBETCKOT
para 06jaBseHHM y KPaTKOBEYHOM Yaconucy Mysuka.

W3 mepcnexTHBe HCTOpHje, Ka0O U peljellyje CaBpeMeHOT My3HUYKOT CTBapa-
AQIITBA U3 APYTe IOAOBHHE IIEe3AeCETHX TOAUHA, II0CEOHO APAroljeH MPHAOT IPeA-
CTaBA»>a MCIPIIHA AHAAM3A TPAHCKPHIIATA AMCKYCHja BO)EHHX 0A 1967. AO 1969. TOAUHE
Ha Tpubunn Mysuuka mogepa Tpeher nporpama Papuo Beorpaaa, a unju je Mope-
parop Credanosuh 6uo. Cpehom, oBa AookyMeHTaIMja y IeAMHH je caTyBaHa, TAKO AQ
je ViBana Meawuh, ayTopxa Brcoko AokymenToBaHor mpraora ,ITasae Credanosuh u
Tpubuna Mysuka ganac / Mysuuxa mogepra Tpeher nporpama Paauo Beorpapa“ (192—
206), 6¥AQ Y IPHANLH AQ PEKOHCTPYHILE He CaMO PeNlPe3eHTaTUBHY AHCTY yTACAHHX
Credanosuhesnx caroBopHuka, yaecHuka Tpubune (193), Beh u A2 ncrakse ecre-
THYKe CTaBOBe Koju cy pooMuHupasn CrepanosuheBuM moraeprMa Tor BpeMeHa.
3HayajHO je U OBAe yKa3aTu Ha KoHCTaHTy CredanoBuheBor ecTeTHUKOr U360pa, a
TO je HHCUCTHPAKhe Ha XYMAHUCTUUMKUM FAEjaMa, KAO 1 IIPOTHBACHE XePMEeTHIHOCTH
Y HeKOMYHMKATHBHOCTH My3HKe X YMETHOCTH YOIIIITe.

He camo Tokom unTama oBe cTyauje, Beh Takopehu kpos cBe Haparuse y 360p-
HuKy nocsehene Mysurm, jacHo ce kpucraamiry CrepaHoBrheBH eCTETHYKH IIOTAEAH,
Ka0 U HeTOBU BPEAHOCHH U300PHU. Y TOM IIOTA€AY, aKO O Ce BEPOBAAO CEHTEHIIH Ad
je yBpeMe Hajbosu cyauja’, usbopu ITaBaa Crepanosuha, Maxap Kapa je ped o ucro-
PHju MY3HYKOT CTBAPAAAIITBA HA OBUM IPOCTOPUMA, ¥ IOTIIYHOCTU OAOAEBAjy
IPOTOKY BpeMeHa H, IITaBHIIe, Y MHOTO IIPHMepa MMajy U aHTHIJHIIATOPCKY BPEAHOCT.
Haseaumo oBae, camo Ha npumep, CtepanosuheBo raopudukopame Aapa U OCTBa-
pemba Jocuma CAaBeHCKOT, Kao U, mocebHo — foybuite Mapuh, HAu — BeroBo HcTaH-
YaHO [IPeNo3HaBame CywiliuHcky Ho80l y aoeauma Enpuxka Jocuda u Aymrana Papuha
CPEAMHOM IIEACCETHX 'OAMHA, HAH, ITAK, UCTOT TOT CBOjCTBA Y HHOBATUBHHUM PaAOBUMA
Maapor Baasana PapoBanosrha Ha caMOM IIOUETKY HCTe AeLieHHje.

Ha crpanurama 36opHuka morephyje ce oa je CredanosuheBo KpHTHYAPCKO IEPoO
MOTAO OHTH BeOMa M3OIITPEHO U CHAOBHTO KaAd je ped 0 aBep3uju Kojy je ocehao

3 BI/[AeTI/I IIO3WBHaA IIKMCMa KOja je rOCTyIJ_[KI/I YyIyTHO pEAOBHHUM IroCcTUMa TPI/IGI/IHC YyO4H M HAKOH

npepasama: ITucMo 6p. 28 — Beorpaa, 30.4.1975; ITucmo 6p. 29 — Beorpaa, 9.5.1975.

4 Munaojkosuhes pap AOHOCH ¥ 3HaYajHe IPHAOTE, TEMATCKH rpynucane nonuce Crepanosrhenux
texcrosa: ITpuaor 1 — Crmcak uaanaka nmocsehenux Mysuukoj Kpuruim u my6anmucrumy; Ipuaor 2 —
Crrcak YAaHaka roceheHIX My3HKOAOIIKUM U/ HAM ecTeTHdKuM Temama; [Tpuaor 3 — Crucak eceja;

HPI/IAOI‘ 4 — Crmcak TEKCTOBA O OCTAaAUM YMETHOCTHMa (156*162).



215

COIbA MAPUHKOBUE U JEAEHA JAHKOBU'R-BEI'YIII (YP.)
O YKYCHUMA CE PACITPAB/bA. ITABAE CTEQAHOBURE (1901-1985)

npema mMy3unu Kapaxajana IlltoxxayseHa, aAu U A4 je, KaO NP OMHIILAEH MECAMAAL,
Credanosuh 610 cripeMaH Aa CBOje CTaBOBE Y OAHOCY Ha aBaHIapAHe II0jaBe He arico-
AyTH3Yje, Beh 1 A2 MX HAKHAAHO PEBUAMPA, KAO LITO je TO YIMHHO HAKOH PasroBopa
ca ITonom Kejirom Ha 3arpe6auxom Bujenany.

O sxuBoM n nocsehenom Crepanosuhesom yuemhy y My3nukoM kuBoTy 6usiue
Jyrocaasuje moce6uo yBepauso roopu npusor Axne Korescke, ,ITaBae Credanosuh
u Jyiocrosencka mysuuka iipubuna y OmaTHji: OA IPOAKTUBHOT OCHHBAYA AO PEAKTH-
BHOT XPOHHMYApa M BepHOT poMoTepa’“ (207-222), TAe Ce YUTaAal] — ITyTeM pparme-
HaTa AO AQHAC HeoOjaBAeHe, CAMIM TUM M Takopehy cacBUM HeIo3HaTe IperucKe ca
Bpanumupom CaxadeM, Moxxe yBepuTH y macuonupanoct Crepanosuhese 60pbe
3a ,HOBH 3BYK . M1y ayTOpOBOM 3aAaramy 3a BUCOKO BPEAHOBamb€e AOMETa U IIPOMO-
IIMjy IIPEACTABHHKA T3B. ,[I0ACKe IKOAE” AAHAC HAAA3UMO CAMO jOIII jeAHY IIOTBPAY
AyrpaHOCTH U Ay6uHe CredanoBrheBor HCTAaHYAHOT YyAa 33 HHOBATHUBHA A€AQ UHje
CTabMAHO MeCTO ,KAACHYHHX BpeAHOCTH  ,HOBe Moae” Hehe mosymaru. Y ucrom
tekcTy AHa KoTeBcka mepaHTHO ykasyje u Ha CredanoBuhese Tapa ,akTyesne”
usbope Melyy jyrocAOBeHCKHMM KOMIIO3UTOPUMA; Ha TOj AUCTU UIyPHPAjy UMeHa
ITpumoxxa Pamosiua, ViBa Maaera, 3opana Xpucruha, Bpanumupa Caxaua, Maase
Aapunxe Cumuh, Bunka I'noboxapa, Baapana PapoBarosuha, Asexcanapa O6paso-
Buha... O6jeKTHBHO IOCMATPAHO, ¥ U3 AAHAIIbE IIePCIIEKTUBE, Pe je O CBOjeBPCHOM
AHTOAOTHjCKOM U300y, IITO UMeHa, ITO KOMITO3HIHja!

Aa je ITaBae Credanosuh 610 ecTeTHYap U3Y3eTHOT CEH3MOMAETA M OTBOPEHOCTH
IpeMa HOBMHAMA, TOTBpAUDE U CTyAHja KOjoM je 360pHHK 3a0Kpy>KeH — IIprAoT Becre
Muxuh ,ITaBae Credpanosuh u eaexTpoHcKa Mysuka: dekajyhu xyman(ucTuuxy)
cunresy“ (235-242).

Hewma, melyyTum, cymme aa cy ABe cTBapaAauke ITOeTHKe HAMAA3KAE HA HajTa-
HaHHUje pe30HaHIje ca AyXOBHUM U ecTeTndkuM 6uhem ITaBaa Crepanosuha. Peu
je, Kako cMo To Beh crioMeHyAH, 0 ,ABOje HCTOMUILSEHHUKA, AYXOBHUX CPOAHUKA"
- Jocuny CaaBenckoM u /oy6burin Mapuh, ca kxojuM cy nucija Be3uBase 1 CHaXKHe
npujarescke coHe. O ToMe cBeAOUH He caMo 6oraT usbop aparoreHor $oro-
MaTepujara y 360pHUKY, U3 IPUBATHE IOPOAUYIHE KOAEKIIH]e, O KOjOj Ce OPIKHO
crapa hepka VBana, Beh u cryauja Meante Muaus ,ITaBae Credpanosuh u foy6una
Mapuh - jeAHO 3HaYajHO OTAABAE HOBHje U UCTOPHje cpricke My3uke” (223-234),
TA€ AyTOPKa AO TaHYHMHA IpaTH eBoAyLHjy CredpanosuheBe HeABOCMICAEHE IOADIIKE
cTBapaAaukoj noetunu /oyburie Mapuh us ,Hose dpase” eHOT CTBaparba, IOYEB OA
sHamenuTux Ilecama ipocimiopa (u3 1954). U oae hemo npenosnatu Hebpojene
Aokase o mupunu CredanopuheBrux KOCMOIOAUTCKHX XOPU30OHATA, CYNITHAHOCTH
AOXHBAAja CMHCAQ IIOCTOjakba Y ,BEAUKOM BpeMeHY U IIPOCTOPY 0eCKOHAYHOCTH ) U
— IIOHAjIIpe — O XYMAHU3MY KAO CBPCH YMETHHYKOT, I1a M €CTeTUYAPCKOT IIOCTOjarba.
IMumyhu o Mysunu /oybune Mapuh, ITaBae Crepanosuh xao pa uctoBpemeHo
usHocu cBoj ecretnuku Credo: ,Basaa 6yaru npaTraal HajHOBHjHX oTKpuha caBpe-
MeHe QpU3HKe, ACTPOHOMHje, KO3MOHAYTHKe U APYTHX II0CeOHUX HayKa, /oybura
Mapuh ocTBapyje cBOjoM My3HKOM jEAHHCTBO apxamdHe rpale u MoasepHe koMrio-
3UITOHE TeXHUKe, PUAO30(CKO-IIOETCKY CAMKY BeYUTOr TajaHcTBa [IpocTopa
BpemeHa, reHujaAHy yMeTHIYKY BU3Hjy OAHOCA ASYACKE CBeCTH IIpeMa Beunocru u
IMpoaasuoctu® (229).
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MocT K0juM ce y CAyYajy yKyIHOT CIIHCaTesCKOT 3aBemTama [lasaa Credano-
Buha npesasuaasu ITposasnocini, ca 36opuukoM paposa O ykycuma ce paciipassa seh
jé YBEAMKO IIOCTaBs»eH: KOAMKO U3BAHPEAHHM, CAAPKAjHUM ¥ MHOBATHBHMM ayTOP-
CKHM IIPHAO3KMMA, TOAUKO H, Moryhe je, jour u 3HauajHHjuM 32 6yAyha ncrpaxusama
— AO Capa HajKOMIIACTHUJUM U HajupenusHujuM nonucoM Crepanosuhesux obja-
BayeHHUX Harmca (243-291), 32 KOjH KallUTaAHe 3aCAyTe IPUIAAQjy JeAeHH JaHkoBuh-
Berym. YHampe 3axBasyjeMo y MMe CBUX OHHX KojuMa he crase 6yayhux aBanTypa
KpO3 cAOXKeHe MeaHApe GpUA030PCKOr 1 ecTeTHIKOT AyxoBHOr cBera IlaBaa Creda-
HoBHha O6MTH HEYIIOPEAHBO AAKIIIe M IIPOXOAHH]E.
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My3unkonouwko apywTso Cpbuje, Muwwapcka 12-14, beorpag,
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KoHkypc 3a gopgeny loguwmwe Harpage ,CtaHa hypuh-Knaju” 3a
n3y3eTaH AONPUHOC My3UKONOrnjn

My3swukonolwko apywTeo Cpbuje no3mBa CBOje UNaHOBE, akafeMcKe UHCTUTY-
Lprje 1 My3n4Ka yapy»Kerba ¢ Teputopuje Cpbuje aa Ao 15. centembpa 2019. rognHe
pocTaBe obpasnoxeHe npepnore 3a loguwwy Harpapy ,,CtaHa Hypuh-Knaju” 3a
n3ysetaH AONPUHOC My3uKonoruju. Harpaga ce gogesbyje 3a CBaky of Tpu KaTe-
ropuje:

a) jeaHOM ayTopy UM rpynu ayTopa 3a opurmHanaH AONPUHOC CPNCKOj My3Hu-
KOMOTWjU: 3a My3MKONOLWKY Ny6nukauujy (CTyanjy nnm moHorpadujy) objasmeHy y
LWITaMMnaHOM W/WNN eNeKTPOHCKOM BUAY 2018. FOANHE;

6) 3a yKynaH fyroroguirbin JONPUHOC 0611acTy Cpricke My3UKONOruje;

B) 3a pe3ynTaTe 13 0651acTV NpUMeHbeHe My3MKOormje (3aLTTa CPRcKe My3nuke
6aLUTMHE, My3VKOMOLLKWN MPUIO3U KPUTUYKUM N3AakbIMa HOTHMX U 3BYYHUX 3aMu1ca,
My3MKoMoLWKa obpaja HOBOOTKPMBEHOT HOTHOT WM TEKCTYaNTHOT pyKonuca u
ocCTane TeKCTyasnHe 3a0CTaBLUTUHE. ..) MybnKoBaHe 2018. roaunHe.

3a HoMUMHOBatbE NpegJora 3a Harpagy y Kateropuvjama a v 8, NOTpe6HoO je Aa
npepnaray focTaBu:
+ 06paznoxeH npeanor (HoMMHauujy) Ay>KUHe MakCUManHo [0 500 peyu, Koju
YKJbyuyje 1 KomnneTHe 6ubnuorpadcke nogaTke NpeasioxKeHor gena;
* €/IEKTPOHCKM 1 WTaMNaHW NpUMepaK NpeanoXKeHor aena.

3a HoMKHOBahe nNpepsiora 3a Harpagy y kateropuju 6, notpebHo je ga npega-
naray focTaBsu:

+ 06pasnoxeH nNpeanor (HoMMHaLuujy) ByKrHe MakCMasiHoO A0 1500 peyn;

« LenokynHy 6ubnuorpadujy kaHguaara.

Mpenno3u ce Wwasby Ha 3BaHWYHY eNEKTPOHCKY agpecy My3nKonoLwKor ApyLuTBa
Cpbuje smusicologicalsociety@gmail.com, Kao 1 Ha NowWTaHCKy agpecy: My3nko-
nowko apywTso Cpbuje, Mmnwapcka 12-14, 11000 beorpag.
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