Music Criticism,
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Pey ypeaHuka
Editor's Note

7-ema 31. 6poja yacormca ,My3aukonoruja” jecte My3nuka KpuTuka, naeonornja
1 nonntuka. Temy 6poja ypeawna je ap VisaHa Meauh, Buwia Hay4Ha
capaaHnya Mysukonowwkor nHctutyta CAHY n anymHa Yavueepauteta y
Maruectepy. Tema 6poja okynuaa je Lectopo HayyHuKa u3 Pycuje, Besmke
Bputanuje, Hemauke n Cpbuje. O61MHa je 1 TeMATCKu PA3HOBPCHA v pyGpuKa
Naria'y kojoj ce Hanazw wect cryamja. OHe ce kpehy n3meRy BU3QHTOIOLLKe
My3uKosorvje, 6aPOKHMX CTYauja, OCOBEHUX yBUAQ Y MY3UKY MMIPECUOHN3MA,
ncTopuje My3uyke nepuogmke v npaherba MPOMeHa y MOIoXKajy My3uke 1
My314apa y OKOTHOCTMMA aKTyesHe naxaemuje kosuaa-19. Y py6puum ,HaydHa
KDPUTUKA M MOAEMUKA" MPUKA3aHe Cy 3HaYajHe Hay4YHe MOHOrpagcke nybvkaumje
rocBefieHe npaBOC/IABHO] AyXOBHOj My3uLiy, My3ULIM DEHECAHCE U UCTOPUjN
beorpazcke onepe. 3aBpLLIHUM HAMMUCOM ypenHuULITBO Yyaconmca ,My3ukonoruja”
€0 Xa/berbeM Ce 0MPaLLTa 04 NMPEPAaHo NpemuHyse KonervHuue ap Laxujene
Kyne3uh-BuncoH, BpcHOr CTpy4HaKa 3a pUIMCKy My3uKy.

Fe main theme of the 31st issue of the journal “Musicology" is Music Criticism,
Ideology and Politics, guest-edited by Dr lvana Medi¢, Senior Research
Associate of the Institute of Musicology SASA and an alumna of the University of
Manchester. The main theme of the issue encompasses original scientific articles
written by six scholars from Russia, the United Kingdom, Germany and Serbia. The
"Varia" section, which includes six studies, is also extensive and thematically
diverse, with articles encompassing the topics of Byzantine musicology, Baroque
studies, the music of Impressionism, the history of musical periodicals, as well as
changes in the position of music and musicians in the circumstances of the current
Covid-19 pandemic. The section "Scientific Reviews and Polemics” presents
important scientific monographic publications dedicated to Orthodox church music,
Renaissance music and the history of the Belgrade Opera. With the final article, the
editorial team of the journal “Musicology” sadly bids farewell to the prematurely
deceased colleague Dr Danijela Kulezi¢-Wilson, a distinguished expert in film
music.
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PEY YPEAHUKA

Tema 31. 6poja wacomuca ,Mysuxosormja® jectre Mysuuka xpuiliuka, ugeoroiuja
u doiuitiuka. Temy 6poja ypeauaa je ap Msana Mepuh, Buma Hay4Ha CapaAHMILA
Mysuxosomkor nactuTyTa CAHY 1 asymua Yausepsurera y Mandecrepy.

Tema Opoja oxymmaa je mecrtopo HayuHuka u3 Pycuje, Beanxe Bpuranuje,
Hemauxe u Cpbuje. Eman Xoaacsopr Ksun ucmuryje penemnuujy mpocaaBseHOT
pycxor mujanucte Huxoaaja OpaoBa y 6PHUTAHCKOj My3HYKO]j IITAMIIH IIPe H IIOCAe
Apyror cBerckor para. Cseraana Casenko anaausupa Knuiy o Ciipasunckom Bopuca
Acadjesa. ObjaBmena 1929. roaune, To je jeAHa 0 IpBUX MOHOTpaduja mocsehennx
toM komnosuropy. Ilarpux Bexep-Hajaeros mpatu porahaje us moautuuxu 6ypre
1968. roaune y Oyrapckoj MysuuKoj KyATYpH, HCTpaxyjyhu peaaruje usmely
¢ecruBara ,IIpamko mpoaehe’, ,Cerckor omaapmuckor aera“ u ,Codujcke
jeceHn. ABa omcexxHa papa mocseheHa cy CpPIICKIM KOMIIO3UTOPUMA-aKAAEMHUIIIMA,
IbHXOBO] IIHCAHO]j Pedr, OAHOCHO, IIMCaHOj peun o muMa. [Bana Meanh 1 Muaom
BparoBuh AaAM Cy HCLpPIIHY CTYAHjY O KPUTHUKOj perermuju akasemuka CraHojaa
Pajuauha, jeaHe 0OA LIEHTPAAHIX AUMHOCTH CPIICKE MY3HKe ApyTe IIoAoBHHe XX Beka,
4Hja je Kapujepa Tpajasa TOTOBO CEAAM AelieHHja. AyTOPU CarAeAaBajy pelemniyjy
PajuuanheBor cTBapaAamTBa y CBETAY HCTOPH)jCKUX AOTal)aja KOJU CY KAYHIHO YTHIIAAM
Ha pasBoj cpIicke yMmeTHuuke Mysuke y XX Beky. Hajsaa, Jeaena Jarxosuh-Berym
IpeACTaBAba CIHCEe U MOTAeAe akapeMuka Baacrmmupa Tpajkosuha, xommosuropa
KOjH je MIMao U3PaXKeHy CKAOHOCT Ka TeOPHjCKOj pePAEKCHjU O My3MIKOj YMETHOCTH.
AyTopka je opabpasa objaBmeHe cmmce y KojuMa ce yodaBa Tpajkosuheso
HeIpecTaHo 3aAarame 3a IpaBepAHHjeé BPEAHOBaHe CPIICKE YMETHMYKE My3HKe Y
IIpeM, eBPOIICKOM U CBETCKOM KOHTEKCTY, AAH U Y/ HALIMOHAAHIM OKBHPHMA.

O6uMHa je U TeMaTCKH PasHOBPCHA U pybpuka ,Varia‘, y k0joj ce Haaasu mecT
cryauja. One ce xpehy usmely BusaHTOAOLIKE MY3HKOAOTHje, GAPOKHUX CTYAHja,
OCOOEHHX YBHAA Y My3HKy HMMIIPECHOHHM3MA, HUCTOpHje My3HUKe IIePHOAMKE I
npahema IPOMeHa y IIOAOXKAjy My3HKe M My3HYapa y OKOAHOCTHMA aKTyeAHe
maHAeMuje KoBHAA-19. Becma Ileno yaasu y pacmpaBy O IaTpHjapIIujcKoM/
KOHCTaHTHHOIIOASCKOM UPOCy Y HOBHjOj TPAAUIIH)H I'PUKOT IIPKBEHOT M0jaka. ApeTH
ITubyaa u Axa Mapuja Pennmepu LloHy 6aBe ce HAaCTaHKOM eBpOIICKe OIllepe U
nuTameM uzbopa aubpera. Ppancuc Hajrc roBopu 0 xAaBHPCKOj My3uiy JoxaHa
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Cebacrujana Baxa, 1 To ¢ 003MpOM Ha AMHH]Y KOja BOAM OA MY3HUKOT H3BOhema A0
ncrpaxusama. Yacomuc ,Iycae” (1911-1914) o060 je IPBY My3HKOAOWIKY CTYAH)Y,
KOjy MpaTu KoMIAeTHa 6ubanorpaduja Tora raacuaa (Asexcanaap Bacuh u Mapuja
Toay6osuh). Mapuja Tomuh je mpeseHTOBaAa MUHYIMO3HY aHAAU3Y KOMIIO3ULUje
Cupunkc Kaopa Aebucuja. Busana Muaanosuh ce okpeHyAa aKTyeAHOM TPEHYTKY:
OHa je MCIIUTaAa OAHOC My3H4apa IIpeMa KOHIIePTHUM aKTHBHOCTHMA Y TIPBOj TOAMHH
MaHAEMUje, ¥ TO Ha IpUMepy 6e0rpaACKHX Mys3Hdapa.

Y pybpuriu ,Hayusa kpuTHKa 1 moAeMuKa“ IpuKasaHe Cy TPH 3HA4ajHe HaydHe
MOHorpadcke mybaukaruje mocseheHe IPaBOCAABHOj AYXOBHOj MYSHIIH, MY3UIH
peHecaHce u ucropuju beorpaacke omepe.

3aBpIIHMM HANMCOM YPEAHMINTBO dacomuca ,Mysukororuja“ ca kamemeM
Ce ompamiTa oA IPepaHo mpeMuHyAe KoaernHuie Ap Aanumjese Kyaesuh-Buacos,
IIeEeHOT CTPYYHbaKa 32 QHMAMCKY MY3HKY.

Y Beorpaay, 1. periembpa 202 1. ropnse
Anexcanpap Bacuh, raaBHu 1 0OATOBOPHE ypeAHHK



EDITOR’S FOREWORD

The main theme of the 31st issue of the journal “Musicology” is Music Criticism,
Ideology and Politics, guest-edited by Dr Ivana Medi¢, Senior Research Associate of
the Institute of Musicology SASA and an alumna of the University of Manchester.

The main theme of the issue encompasses original scientific articles written by
six scholars from Russia, the United Kingdom, Germany and Serbia. Ashley Hold-
sworth Quinn examines the reception of the famous Russian pianist Nikolai Orlov
in the British music press before and after World War II. Svetlana Savenko analyzes
Boris Asafyev’s A Book About Stravinsky. Published in 1929, it is one of the first
monographs dedicated to Stravinsky. Patrick Becker-Naydenov follows the events of
the politically turbulent 1968 in Bulgarian music culture, exploring the relationship
between the Prague Spring Festival, the World Youth Summer Festival and the Sofia
Autumn Festival. Two comprehensive articles are dedicated to Serbian composers,
tellows of the Serbian Academy of Sciences and Arts, putting in focus either their
own writings, or the writings about them. Ivana Medi¢ and Milo§ Bralovi¢ wrote an
extensive study on the critical reception of the work of academician Stanojlo Raji¢i¢,
one of the central figures of Serbian music of the second half of the 20th century,
whose career lasted for almost seven decades. The authors discuss the reception
of Raji¢i¢’s work as related to a series of historical events that crucially influenced
the development of Serbian art music in the twentieth century. Finally, Jelena Jan-
kovi¢-Begu$ presents the writings and views of academician Vlastimir Trajkovi¢, a
composer who had a strong inclination towards theoretical reflection on music. The
author has selected published writings which demonstrate Trajkovi¢’s lifelong com-
mitment to a fairer evaluation of Serbian art music both locally and in the wider,
European and global contexts.

The “Varia” section, which includes six studies, is also extensive and thematically
diverse, with articles encompassing the topics of Byzantine musicology, Baroque
studies, the music of Impressionism, the history of musical periodicals, as well as
changes in the position of music and musicians in the circumstances of the current
Covid-19 pandemic. Vesna Peno discusses the patriarchal / Constantinople ifos
in the recent tradition of Greek church chanting. Areti Tziboula and Ana Maria
Rentzeperi Tsonou deal with the origins of European opera and the issue of libretto
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selection. Francis Knights writes about the piano music of Johann Sebastian Bach,
considering the trajectory from musical performance to research. The magazine
“Gusle” (1911-1914) received its first musicological study, supplemented by a
complete bibliography of that journal (Aleksandar Vasi¢ and Marija Golubovi¢).
Marija Tomi¢ submitted a meticulous analysis of Claude Debussy’s composition
Syrinx. Biljana Milanovi¢ writes about the current moment: she examines the
attitude of musicians towards concert activities in the first year of the pandemic,
using the example of Belgrade musicians.

The section “Scientific Reviews and Polemics” presents three important scientific
monographic publications dedicated to Orthodox church music, Renaissance music
and the history of the Belgrade Opera. With the final article, the editorial team of the
journal “Musicology” sadly bids farewell to the prematurely deceased colleague Dr
Danijela Kulezi¢-Wilson, a distinguished expert in film music.

Belgrade, 1 December 2021
Aleksandar Vasi¢, Editor-in-Chief
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ABSTRACT

This article considers the reception of pianist Nikolai Orloff (1892-1964) by
the British musical press through an analysis of reviews published by The Musi-
cal Times, and also by national and local newspapers held in digital archives. A
hybrid methodology was used to identify, sift, and code relevant primary source
material in a large digital archive within the context of existing Orloff scholarship.
Examples of the reviews relating to Orloft’s performances are given, and sugges-
tions for future projects made.

Keyworbs: Nikolai Orloff, concert pianist, Russian diaspora, digital archives, newspaper

reviews.
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ATICTPAKT

Y oBoM 4AaHKy ce MCTUTYyje pelenuuja mujanucte Huxoaaja Opaosa (1892
1964) y 6pUTaHCKOj MY3HYKOj IITaMIH KPO3 aHAAU3Y KPHTHKA 06jaBAEHHX Yy
raacuay ,The Musical Times®, ka0 U y HAIIMOHAAHHM M AOKAAHUM AMCTOBHMA
AOCTYIIHEM y AWUTHTAAHHM apxXMBHMa. Y papy je IpHMemeHa XHOpHAHA
MEeTOAOAOTHja KaKO OU ce MAEHTHPUKOBAO, M3ABOJUO U KOAUPAO PEAEBAHTaH
IpPUMapHH M3BOPHM MaTepHjaA M3 BEAMKOT AUTMTAAHOT apxuBa. Mcrpaxusame
je obaBmeHo 3axBanyjyhu crunenanju ,Hukoaaj Opaos”. suetu cy npumepu
KpUTHKA Koje ce opHOoce Ha OpAoBmeBe MHTepIpeTalyje, a HAuMEEeHH Cy H
npeaaosu 6yayhux ncrpaxusarma.

Kay4yHE PEUM: Huxoaaj OpAoB, KOHIIepTHH ITHjaHKCTA, PYCKa AMjacIIOpa, AUTUTAAHH

ApXMBM, HOBUHCKA My3H4Ka KPUTHKA.

Nikolai Andreyevich Orloff* (14/26 February 1892 — 31 March 1964) was a concert
pianist, radio broadcaster, occasional recording artist and, for the first decade of his
professional career, a professor at Moscow Conservatory. He left Russia in 1921,
rapidly establishing a career on the international performing circuit. Newspaper re-
views held at the British Newspaper Archive and other digitised archives attest to his
popularity with critics and audiences in the two decades between the First and Sec-
ond World Wars, yet his reputation faded after his death, leaving him known today
primarily as a footnote in other musicians’ biographies, including those on Lionel
Tertis (White 2006) and Guilhermina Suggia (Mercier 2008) and diaries, notably
those kept by his close contemporary Sergei Prokofiev (Prokofiev, trans. Phillips
2006, 2008, 2012) and, to a lesser extent Gregor Piatigorski (Piatigorski 1965). His
entries in twentieth and twenty-first music dictionaries and compendia, where they
exist at all, are brief. Wilson Lyle’s Dictionary of Pianists states, “Claimed to have no
speciality but was noted for beautiful interpretation of Chopin and Scriabin. [ ... ]
Tended to be overshadowed by his more famous Russian counterparts” (Lyle 1985:
206-207). Grove Music Online states, “A distinguished artist with an immaculately
finished technique, Orlov was particularly successful in achieving poetic tonal ef-
fects; his elegant style of playing belonged more to the late 19th century than to
the modern Russian school. He was especially noted as an interpreter of Chopin,
Schumann and Skryabin” (Yampol'sky, revised Methuen — Campbell 2001). How-
ever interest in his career has been revived in recent years, partly through the efforts
of his great-great niece, Lucja Orlow-Gozdowska, who has instigated the website
http://www.nikolai-orloff.eu/ to celebrate his life and work, and also releases by
the British Library in 2018 of some of his test recordings made for Decca between

2 His name is variously transcribed as Nicolas, Nicholas, Nicolai, Nikolaj, Nikolai, Mikolaj, Orloff,
Orlow, Ortow and Orlov. Orloffis used here as it is his preferred spelling, and the name by which he is
most likely to be found in archival material.


http://www.nikolai-orloff.eu/
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1946-1948 (Orloff 2018), and undated re-releases on Sakuraphon of commercial
recordings made for Nuova Academia in the 1950s (Orloffn. d.).

Prior to his departure from Russia he had been a member of the Derzhanovsky
circle (founded in 1908) grouped around the journal Muzika. Israel Nest’yev, in
his biography of Sergei Prokofiev, describes how during the first two decades of the
twentieth century the group produced a series of summer concerts in Moscow fea-

turing contemporary music from France and Russia:

Here, at the Sokolniki Circle, symphonic works by Debussy, Ravel, Dukas, Satie, Rog-
er-Ducasse, and Florent Schmitt as well as works by the modern Russian composers
S. Vasilenko, A. Krein, R. Gliére, V. Senilov, and A. Yurasovsky, were performed for
the first time in Russia. Here, too, were presented such young and as yet unrecognised
performers as the pianists S. Feinberg, A. Borovsky, and N. Orlov and the singer Nina
Koshetz. On the recommendation of Kryzhanovsky, the young St. Petersburgites
Prokofiev and Miaskovsky were also introduced into the Derzhanovsky-Saradzhev
group (Nest’yev 1961: 52-53).

Orloff thus was part of a dynamic musical grouping that celebrated the modern,
the contemporary, and the new. However just a few years later, after the devastation
and social upheaval caused in Russia by war, civil war and revolution, the ‘newness’
espoused by the Derzhanovsky group already seemed out of date. As the music critic
Leonid Sabaneyev observed in 1922, “All that took place five years ago — is this not
history and legend already?” (Sabaneyev 1922: 51-55). It is understandable in the
profoundly changed context of early 1920s Moscow that some participants in that
‘historical and legendary” musical world would wish to pursue their art in an envi-
ronment more aligned with their creative and personal values. Emigration to West-
ern Europe and North America offered musicians the opportunity to continue mak-
ing music as they had always done, performing both for Russian émigré audiences
abroad, and audiences of people from the host community (Bychkova 2013: 155).

Orloft was one of a number of musicians that left Russia in the early 1920s with
no intention of returning any time soon. To facilitate this, “Nikolai got Lenin's per-
sonal consent only for the needs of the concert tour” (Orlow-Gozdowska 2019).}
On 4/17 December 1917 Elena Gnesina wrote to Sergei Rachmaninoff with the
news that Orloff had left Russia with Glazunoyv,

MysbIKkaAbHAS KU3HD y HAC HAYMHAET 3aMHPATh, TaK KaK BCe HAUOOAee BUAHBIE APTH-
CTBI, My3bIKaHTBI HAC HOKMHYAH. Ha mpomaoit Hepeae yexaa 3a rpaHHMITy TIOCACAHHI
Ham nuasucT Huxoaait Opaos, BMecTe ¢ [Aa3yHOBBIM, U Telleph OCTAAHCH TOABKO
Hamu npo¢eccopa Mrymuos aa ToabpenBeiisep, aa eme Eaena AaekcaHppoBHa Bex-
man-1l[ep6una* (Tartakovskaia 2006: 40).

3 Tam deeply grateful to Orloff’s great-great niece Lucja Orlow-Gozdowska for sharing her family
album, oral histories and collection of concert programmes from her personal archive.
4 Our musical life is beginning to die down, as all the most prominent artists and musicians have left us. Last
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Mrs. Orlow-Gozdowska’s personal collection of concert programmes demon-
strates that Orloff was able to sustain a career as a concert pianist outside Russia,
starting with the Baltic states in 1922, and moving westwards towards Berlin, Par-
is, and London in the subsequent years. Her collection is summarised in the web-
site dedicated to Orloff noted above (Orlow-Gozdowska 2006 — date). Orloff’s
reception in Berlin and Paris lies outside the scope of this article, which will now
turn to his performances in the United Kingdom, where he was a frequent visitor
between 1924-1939, and citizen from 1951 (see UK National Archives ref HO
334/356/20769).

The British Library, in partnership with commercial genealogy company Find-
MyPast.com has made a range of national and local newspapers available online
and is one of the biggest collections of journalism available. The newspapers are
scanned copies of the original printed documents (including advertisements and
photographs) and are a rich source of information about British musical culture as
Orloft would have known it during his concert tours of the United Kingdom. The
archive does not hold all titles; some newspapers maintain standalone digital ar-
chives of their back copies. For the purposes of this paper the British Newspaper
Archive (BNA) (https://www.britishnewspaperarchive.co.uk) , The Times Digital
Archive (https:// www.gale.com/intl/c/ the—times—digital—archive) and The Musical
Times digital archive held on JStor (https:/ /wwwijstor.org/journal/ musicaltimes)
have been consulted. A similar search was undertaken in the Music & Letters digital
archive (https://academic.oup.com/ml). This yielded one result which, on inspec-
tion, was a review of Constance Morse’s book Music and Music Makers rather than
one of Orloft’s performances; consequently, this archive has not been consulted fur-
ther (Sc. G. 1928).

Research using the digital, i.e. computer-facilitated, humanities has been prac-
tised since the 1980s. According to Michelle Urberg in a survey of digital tech-
nologies as used by musicologists and music the earliest projects were studies of
“quantifiable parts of literary corpora’, often seeking pattern recognition in linguistic
content stored in large-scale databases (Urberg 2017: 136). These were rapidly fol-
lowed by a range of music-specific programs including “notation software, music in-
formation retrieval systems, and digital sound production [...] and digital archiving”
(ibid.: 137).

In all disciplines research using digitised archives has increased even more rap-
idly in the twenty-first century. Andrei Vasiliu has noted that the digital turn in the
humanities has opened strands of enquiry to researchers in three significant ways.
To summarise Vasiliu's findings, firstly digital archives host a broad amount of data
in various formats, and are inexpensive and easy to access with personal equipment
(Vasiliu 2017: 50). Secondly, digitised newspapers are readily available to the re-
searcher at any time without restriction, without the need to travel, without risk of
damaging fragile paper, and without the need to obtain photocopies or manually

week, our last pianist Nikolai Orloff went abroad, along with Glazunov, and now only our professors Igumnov
and Goldenweiset, and even Elena Alexandrovna Beckman-Shcherbina, are left.


https://www.britishnewspaperarchive.co.uk
https://www.gale.com/intl/c/the-times-digital-archive
https://www.jstor.org/journal/musicaltimes
https://academic.oup.com/ml
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copy the content (ibid.: 50). Finally, the quantity of data available enables the re-
searcher to address questions different from those the contributors to the archive in-
tended. They are “regarded not only as a modern access gate to primary sources, but
also as an innovative method of providing additional interpretation of the content”,
enabling non-linear investigations across documents and databases (ibid.: S50-51).

However, use of digital archives is not entirely without risk. Baumgarten &
Grauel remind all researchers who use archives (physical or digital) to consider the
production and selection biases that will have informed the initial creation of the
archive. Production bias applies to all edited content; it is the mechanism through
which journalists, editors, newspaper owners etc. decide what is published and what
is not (Baumgarten & Grauel 2009: 98). Selection bias occurs if data that existed
at a particular point in time is not preserved (ibid.: 100-101). Vasiliu emphasises
the significance of selection bias within the digital archive: not all titles, including
important national papers, currently have digitised archives (Vasiliu 2017: 54). Fur-
thermore, Vasiliu’s case study demonstrates that the Optical Character Recognition
used by digital archivists is not 100% reliable and proposes the text produced by
OCR should be used in tandem with the hard copy of the newspaper (ibid.: $4-57).

In the case of the search for Nikolai Orloff the following questions were con-
sidered: How were Orloff’s performances in the United Kingdom received by the critical
press, and does the language used justify Yampol'sky and Methuen-Campbell’s assertion
that his playing belonged stylistically to the nineteenth century? To seek an answer, Rea-
son & Garcia’s approach, in which a combination of quantitative analysis in the early
stages of the investigation to determine ‘objective’ facts followed by finer-grained
qualitative analysis of these results, was found helpful (Reason & Garcia 2007).
Their study focussed on the analysis of a collection of over 5,000 press clippings,
news stories, articles and comment pieces produced in response to the appointment
of Glasgow as European City of Culture 1990, and collected by the Year of Culture
Press Office (ibid.: 309). As the dataset under consideration had already been col-
lected and consisted of a substantial quantity of data it was necessary to develop a
methodology that allowed analysis of large quantities of text whilst maintaining the
ability to record context, nuance, and bias. Reason & Garcia’s solution was to devel-
op a hybrid method of content analysis whereby each press clipping was manually
coded to record pre-selected types of data (ibid.: 313). This included objective data,
such as the name and type of periodical, and date of publication, and subjective in-
formation, notably the opinions of the writers on topics such as themes and issues,
images and impressions of Glasgow, and the attitude of the writer towards the Year
of Culture, etc. (ibid.: 315).

It was proposed that a similar approach might be taken towards reviews of Or-
loff’s performances. Texts that might be coded and assessed for information about
a range of issues such as technique, interpretation, chosen repertory, audience re-
sponse, type of event, nature of the audience present or other sociological factors
that constituted British musical culture in the interwar period. It is acknowledged
that a full assessment of each of these criteria would require a significant level of
analysis given the amount of available data, hence this study will examine only the
critics’ responses to Orloff’s pianistic technique and musical interpretation.
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Unlike Reason & Garcia’s study no dataset of Orloft’s reviews had been estab-
lished, so it was necessary to identify suitable source material. Search criteria were
set up using the BNA’s Advanced Search facility, using a combination of Orloft’s
name (including its variables noted above), a start date of 1 January 1920 (the de-
cade he left Russia) and an end date of 31 December 1964 (his year of death). A sim-
ilar approach was taken with the separate digital archives maintained by The Times
and The Musical Times. Several initial sifts of the archive were undertaken between
the period 28 May 2020 — 9 July 2021, and where new titles had been added to the
BNA, newly-available articles were added to the dataset.

The initial sifts yielded hundreds of results, many of which were immediately
discounted as they were not connected with Orloff the pianist. These articles were
discounted for two reasons: they were either about different people (or items) with
the name Orloff, or they were determined by the OCR to contain a combination of
characters shaped similarly to his name; for example, the town of Crieff in Perthshire
was frequently mis-labelled ‘Orloff. Two deductions could be made at this stage.
Firstly, it was apparent that the OCR was unlikely to omit a possible source that had
been scanned and recorded on the database, in fact, it was more likely to include
irrelevant material than exclude something of value. Secondly, it was apparent that
the BNA’s “Article copy and paste” facility was unreliable and likely to produce in-
comprehensible results (see Image 1 for screenshot). This meant the review texts, al-
though initially sifted by OCR from the digitised archives (over 44,000,000 pages in
the BNA alone at time of writing) to a much smaller sample size, still needed human
intervention to prepare a dataset that related to the research subject.

A second, finer-grained sift of the relevant articles was then conducted, with each
article read and transcribed by hand. Also recorded were the title of the newspaper,
date of publication, page, title of article, textual content, nature of the event (private
party, chamber concert, solo recital, orchestral concert), a note of the repertory per-
formed (where stated) and name or initials of the writer (where known). A third
sift sorted the articles into folders by type; including reviews of past performances,
advance notices of concerts, listings for radio broadcasts, and commercial endorse-
ments of pianos. This sift yielded 124 reviews held in the BNA (see Table 2 for titles),
37 in The Times archive, and 12 in The Musical Times archive, a total of 173 reviews.

Finally, the fourth, ‘qualitative) sift coded each review by the attitude of the writ-
er: was the piece a uniformly positive view of Orloft’s performance, an entirely nega-
tive notice, or a mixed review? Paul Watt’s analysis of the ‘new criticism’ instigated in
1894/95 by John F. Runciman was used as a point of reference. For Runciman, the
critic’s personal, even emotional, response to a performance was more valuable than
rigid ‘old style’ criticism that compared contemporary performances with historic
performances from the past. This study interrogates each review to identify “wheth-
er [the performance] gives, or does not give, [the reviewer] pleasure! The new critic,
therefore, frequently gives no opinion [ ... ] His criticism is purely an expression of
personal feeling” (Watt 2019: 374). This form of criticism, adopted by George Ber-
nard Shaw, Ernest Newman, and Neville Cardus, became increasingly common in
the early decades of the twentieth century, to the extent that newspaper critics in
the interwar period included personal impressions and subjective opinions about a
performance in their reviews as a matter of routine. It therefore seems appropriate
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to acknowledge these criteria when assessing review text. Hence if the reviewer en-
thusiastically praised the performance the review was coded ‘positive’. If the writer
enjoyed much of it but found some element of the performance unsatisfactory the
review was coded ‘mixed), and if the writer found very little pleasure or value in the
performance it was coded ‘negative’.

The coded reviews were tabulated by archival source, type of review, and type
of concert (see Table 1). From this table it is immediately obvious that some types
of newspaper were more likely to print only positive, or positive / mixed reviews
than others, perhaps unsurprisingly reflecting the nature of the publication. ‘Light-
er’ reads such as weekly magazines and Sunday papers (27 reviews) carried entirely
positive or mixed reviews; local papers (55 reviews) were similarly positive, with the
exception of one negative review. Society and gossip magazines (three reviews) were
uniformly positive. The ‘quality daily press’ represented in this study by The Times
(37 reviews) and The Scotsman (29 reviews) carried mostly positive and mixed no-
tices. The professional and specialist music and theatre press carried more varied
criticism, with The Musical Times, The Era and The Stage carrying 22 reviews in total,
of which 15 were positive, four were mixed, and 3 were negative.

However, although these figures can tell us that Orloff performed frequently in
the UK over several decades, they tell us very little about Orloft’s performance style,
and what exactly the critics found attractive (or not) in his performances. To gain
deeper insight we need to revisit the content of the texts from which the coding was
derived. The reviews scan the period 19241955, and as such are a document of Or-
loff’s life and career. The remainder of this paper will consider a sample of reviews. It
should be noted that many reviews of this period are anonymous or signed by initials
only; it should be assumed that a review is anonymous unless otherwise stated.

Orloff’s first British performances, of Rachmaninoff’s 2™ Piano Concerto plus
some solo pieces, took place with the Scottish Orchestra in Edinburgh and Glasgow
in February 1924. The Scotsman’s unnamed reviewer was delighted with the perfor-
mance at the Usher Hall, Edinburgh, on 11 February 1924:

The opening passages for the piano proclaimed him an artist of exceptional quali-
ties, and the conclusion of each movement of the delightful work brought forth an
increasing display of enthusiasm on the part of the audience. Mr Orloff possesses a
magnificent technique, and he has to a remarkable degree the facility of producing a
tone which blends with that of the orchestra (Scotsman, 12 February 1924: 6).

However, the Edinburgh Evening News, reviewing the same concert, was less
impressed:

...anew pianist, Mr Nicolas Orloff, who, while admirably endowed technically, was
too much given to under-playing. His climaxes lacked vitality and dynamic strength,
and in the first movement, which is rather heavily orchestrated, the piano solo was
at time almost swamped. The same impression of underplaying was also given in the
group of solos which Mr Orloff later submitted. These were Scriabin’s Valse in A flat
major, a Chopin study and the same composer’s Scherzo in B flat minor (Edinburgh
Evening News, 12 February 1924: 6).
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But the same critic amended their opinion following Orloft’s solo recital in Ed-
inburgh’s Music Hall:

Mr Orloff was heard under much better circumstances than in the first occasion, with
the result that a very different impression was gathered of his technique. His climaxes
were magnificent — full in tone and remarkably broad in conception. In everything he
did there was a sincere endeavour to bring out every beauty in the music (Edinburgh
Evening News, 14 February 1924: 5).

While his technical ability was not in doubt, it appears the difference between
the reviews is purely a matter of the reviewers’ personal preferences. A review of
another performance of the Rachmaninoff 2™ Piano Concerto assessed Orloff’s un-
derstanding of the music and the rapport with his orchestral collaborators:

Itis one of “the modern type” of this art-form, as might be expected, that is to say, the
solo and instrument is treated as an integral part of the orchestra rather than as a fill-
ing up of orchestral voids. M. Orloff evidently understands this relationship perfectly
for, while maintaining his own part as a carefully studied individual thing, he knows
when to subordinate it to the whole. [ ... ] the pianoforte melodies in this were “sung”
in poetic vein by the soloist (Eastbourne Chronicle, 10 October 1925: 1).

As well as a beautiful cantabile, he was noted for other technical features which
the reviewers found pleasing; clean, “crisp” fingerwork was often praised in terms
of providing a solid technique which enabled him to convey beauty, meaning, and
pleasure, and his use of tone and colour were frequently singled out for praise:

With all his power, his tone was rich and not hard. Of recent comers, he is in the front
rank (“Marcato”, The Weekly Dispatch, 25 October 1925: ).

His touch is as crisp as a cream-cracker. He has brilliant execution, but at the same
time never fails to exercise his temperamental powers, and does not indulge in mere
virtuosic display at the expense of the composer he happens to be exploiting (Aber-
deen Press & Journal, 17 April 1926: 6).

... his performance in two compositions by Debussy revealed him to be a master of
pianoforte colour (Yorkshire Post, 23 February 1933: 3).

Nicolas Orloff’s playing of the Greig Concerto was clean and crisp in the rhythmi-
cal passages, and ever ready to turn to a sweet cantabile (Yorkshire Post, 18 February
1937:5).

Very possibly, the group of Chopin pieces gave Orloff his best opportunity of dis-
playing his mastery of tone-colour. He played the F minor Fantasie, Opus 49. The
Barcarolle Opus 60 and then six of the twenty-four Preludes, and ended with the gay
and nimble Scherzo in E major Opus 54 (Banbury Guardian, 14 February 1946: 3).

The reviewer at Eastbourne in April 1926 for a performance of Tchaikovsky’s
Concerto in B flat minor, observed Orloft’s physical mannerisms during his perfor-
mance, described here in sensual terminology:
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As his hands rose and fell on the keyboard so did his body literally bounce on the pi-
ano stool, while his head jerked to and fro in vigorous nods of emphasis and determi-
nation. Yet there was nothing ungainly or incongruous about his movement; every-
thing he did was rhythmic and natural, like the gyrations of a dancing violinist, and
suggestive of a man whose whole being is steeped in his art. This characteristic was
further illustrated by his graceful, dreamy swayings from side to side as changed from
the pompous fortissimo passages to the lighter and more fluent stanzas, and then he
was no longer the stern, commanding disciplinarian, but the gentle persuasive wooer,
with a touch that was a caress (Eastbourne Chronicle, 1 May 1926: 2).

It is perhaps unsurprising that the reviewer here was somewhat smitten with Or-
loff. A publicity shot from 1928 styled him as a brooding, somewhat Byronic mat-
inée — idol (see Image 2), even if accounts of his temperament were in fact rather
different:

He is modest and self-effacing ( The Times, 10 June 1927: 12).
...he is interesting for his personality, though so unassuming (Birmingham Daily Ga-
zette, 10 December 1928: 6).

Many reviews reveal appreciation for the fine balance in which he was able to
hold the cerebral and the emotional:

M. Orloft’s pianoforte-playing shows that nice adjustment of the balance between
heart and head, intellect and feeling, which makes for great performances ( The Times,
10 December 1928: 8).

Here is a pianist with a conscience, one who never palms off on us mere virtuosity,
but gives with each composition a considered interpretation — hot from the mint of
his mind, but entirely devoid of extravagance (L. Henderson Williams, The Era, 19
December 1928: S).

For an encore to the last we were given the same composer’s little waltz in G sharp
minor. Itis a piece of which nearly every pianist has tried to give an “individual” read-
ing, but Mr Orloff, instead of emphasizing the middle voices, speeding up the final
section, or indulging in any other eccentricities, played it exactly as the score indi-
cates, in strict time. This delightful result was a performance that was not only truly
individual, but exactly what Chopin must have intended (Western Morning News and
Daily Gazette, 12 February 1935: 6).

Although on at least one occasion the reviewer was displeased with the pleasure
Orloft himself took in the music:

His enjoyment of the works should not manifest itself, as it sometimes did, in audible
song (Yorkshire Post, 18 February 1937: S).
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However, the majority of reviewers clearly found Orloff’s performances aesthet-
ically and technically satisfying. The next consideration is whether these qualities
were considered representative of a nineteenth century school of performance, as
Grove Online suggests. Another sift of the revue texts indicates reviewers described
Orloft’s performances in terms of newness, modernity, and freshness of interpreta-
tion. Table 3 below provides example review texts for the period 1926-1946 which
indicate the originality of Orloft’s interpretations. These descriptions apply both to
his rendering of nineteenth century works, and to his programming of twentieth
century composers, many of which were his contemporaries or composed within
his living memory, such as Scriabin, Prokofiev, Debussy, Ravel, and Medtner. In
contrast, a search for the phrase ‘old-fashioned’ yields no results, and “hackneyed”
produces three, none of which applied to Orloff’s share in the performance. The
Banbury Guardian summed up Orloft’s versatility, “Orloff is as great an exponent
of the modern school of pianoforte writing as he is of the earlier ‘classical’ School”
(Banbury Guardian 14 February 1946: 8).

As Orloff’s performances were perceived by contemporary audiences as versatile
and well-adapted to modern and older styles of composition, Grove Online’s claim
that Orloff embodied a nineteenth century performance style seems unjustified.
Indeed, his performances appear to have been exactly of his own time, not earlier,
and there is no evidence that contemporary British audiences considered his perfor-
mance style old-fashioned.

A lacuna in the list of Orloff’s reviews and concert advertisements between
1940-1945 has been observed in the digitised newspaper archives. The last entry
from 1940, six months into British involvement in the Second World War, reveals he
had encountered bureaucratic difficulties while touring in Europe:

In the first place Egon Petri was engaged for the concert (a piano recital). He is in
America, and in the present state of travelling facilities was probably wise, if he has
any choice in the matter, to remain there. When it was known that Petri was not able
to fulfil, a substitute was booked in Orloff, another famed pianist, who, travelling
on the Continent, has got into visa difficulties; with the result, we hear, that, being
booked for months ahead, he lost the Cheltenham and eight other engagements
(Gloucestershire Echo, 26 January 1940: 9).

Orloft returned to the United Kingdom in 1945 to resume his career with a tour
of the provinces. Many of the notices for these performances explain why he hadn’t
been seen on stage for several years:

It is 14 years since Orloff, the well-known Russian pianist, last played in Derby, and
in spite of the fact that until a month ago he had not played the piano for five years
he gave a brilliant recital to a large and appreciative audience at the Central Hall last
night. [ ... ] Orloff returned to this country in September from the South of France,
where he worked during the German occupation. He started a tour of the provinces
on October 1, and last night’s concert was the ninth he has already given in eleven
days. [ ...] A slender figure with prematurely grey hair, Orloff’s spirited interpreta-
tions revealed a freshness and vigour which belied his long absence from the concert
platform (Derby Evening Telegraph, 12 October 1945).
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While some of this review seems hyperbolic, particularly the story that Orloff
had not played the piano for five years, it could be argued that purpose of the review
is as much about creating a narrative of shared struggle, as it is about the music itself.
Writing about Orloff’s personal wartime experiences and the physical impact (“pre-
maturely grey hair”) seeks empathy for him from the reader; describing the concert
itself as a great success despite Orloff’s personal tribulations mirrors the postwar
British self-narrative of victory over evil, linking the ideas of personal and national
struggle for a shared cause.

Another local paper made a point of listing Orloff’s civic credentials:

[...] comes to the King’s Hall an eminent Russian, Nikolai Orloff, regarded as one
of the greatest exponents of the Russian School of piano playing. For several years he
was a professor of music in Moscow, is a Commander of the Order of Leopold, and
had the misfortune to be in occupied France during the war. Orloff’s programme
includes the Russian composers Rachamninoff and Medtner, with Mozart, Chopin
and César Franck (Newcastle Journal and North Mail, 26 January 1946: 2).

This review demonstrates a tonal shift between the notices of the interwar pe-
riod, and those produced immediately after the war. The above review links Orloff
strongly to Russia, despite leaving 25 years earlier. Whereas the interwar reviews
usually state he was a Russian pianist but not explain what that might mean in terms
of his performance style, here he is explicitly presented as an exponent of a National
School of playing connected with his former employment as a professor at Moscow
Conservatory, observations which went unremarked in his pre-war notices. Given
that the alliance between the United Kingdom and the Soviet Union during the
Second World War would have been a recent memory for the British concert-going
public, and in a period just before the onset of the Cold War (commonly associat-
ed with the launch of the Truman Doctrine in 1947), references to Orloff’s Rus-
sian-ness could have served to enhance his appeal as a representative of an Allied
power (Dukes 1998: 270-271).

Orloff continued concert performances until the mid-1950s. His last British con-
cert review dates to 1955, when he performed at slightly below his best but was still
received with affection by the reviewer:

Mr. Orloff returned to Wigmore Hall on Saturday afternoon to play a programme of
Chopin, Mendelssohn, Ravel, Falla and Scriabine in what is to be his only London
recital this season. His approach to each composer was warm-hearted and expan-
sive, though his performances were not quite as accurate and clean on this occasion
as when he is in best form. More worrying than his lack of care in the use of the
right pedal was his excessive rubato; in Chopin, in particular, this was in danger of
amounting to rhythmic distortion. Nevertheless it was good to hear the big, romantic
B minor sonata opened out to its full stature with so generous an impulse behind the
performance, and it was equally pleasant to hear Mendelssohn’s Variations Sérieuses
in full spate, as it were, instead of just a neat trickle of notes ( The Times, 19 December
1955: 10).
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Future Possibilities for Digital Archives?

This article has described one approach to using centralised digital archives to
obtain information that would otherwise have been very difficult to collate, due to
the scattered location of the local newspapers consulted, the material fragility of
newsprint, and the time required to consult thousands of editions that may not have
contained any relevant data. Lacunae in Orloff’s life and touring career have been
filled by consulting these digital editions, and information about the nature of his
pianistic style and the critical responses to it have been gleaned.

The methodology need not be restricted to critical reception. This study was
carried out with basic Microsoft Office applications, notably Word documents and
Excel spreadsheets, however there may be scope for the data to be transferred to
specialist Qualitative Data Analysis Computer Software (QDACS). This would fa-
cilitate a wider range of coding, and potentially enable a deeper linguistic study of
critical nuance, and broader range of analysis. This in turn opens the possibility of
investigating many other facets of Orloff’s life: his professional musical contacts,
his international touring commitments, and his links with other Russian musicians
within the Diaspora. It may also be possible to address types of journalism other
than reviews; The Times’s Court Circulars have been entirely omitted from this study
as they contain no concert reviews or other subjective information, yet it is apparent
that they contain a wealth of data about those present, including musicians, at official
diplomatic functions. These documents have never been studied as source material
for the relationship between music and diplomacy and could provide insight into
forms of soft power used during this period. Although Orloff’s recording output is
very small, reviews from The Musical Times demonstrate he made piano-rolls 1920.
The BBC’s Genome Project is another digital resource which may yield information
about Orloft’s broadcasting career; both archives are potentially of interest to schol-
ars of early musical reproduction and broadcasting.

A final word on Orloff’s legacy. Newspaper publishers survive when they reflect
the preoccupations of their readers, writers, and owners, and as such are a testament
to the society in which they were produced. Analysis of the copy printed about Or-
loff demonstrates that, far from performing in an old-fashioned or nineteenth-cen-
tury style as Grove Online suggests, his contemporary British audiences found his
technique and repertory fresh, stylish, modern, and “crisp.” While he remains an ob-
scure figure in the field of twentieth century pianism, it is likely that the reasons for
this obscurity are connected with factors other than his performance style. A study
combining content of digitised archives plus original, unscanned documents is likely
to provide other possibilities in this field.
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Image 1. Screenshots from The British Newspaper Archive showing scanned newspa-
per text, and distorted text produced by Optical Character Recognition software.
Copyright Johnston Press plc. With thanks to The British Newspaper Archive.
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Image 2: Johan Hagermeyer, Nikolai Orloff - Pianist, 1928. The Art Institute of
Chicago.
This information, which is available on the object page for each work, is also made available

under Creative Commons Zero (CC0).
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Table 1. Types of review, by type of paper

Archive / news- | Positive Negative Mixed Total number
paper type review review review reviews
BNA total 105 3 16 124
reviews

BNA national 26 1 2 29
daily

BNA local | 45 1 9 55
newspaper

BNA specialist 7 1 2 10
music / theatre

BNA weekly 24 27
BNA Society / 3 3
gossip

Total reviews 108 3 16 124
The Times 28 1 37

The Musical 8 2 2 12
Times

TOTAL 141 S 27 173
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Table 2: List of Newspaper Titles consulted at the British Newspaper Archive

Title Type

Aberdeen Press & Journal Local

Ashbourne Telegraph Society Magazine
Banbury Advertiser Local

Banbury Guardian Local

Bath Chronicle and Weekly Gazette Local
Bedfordshire Times and Independent Local
Birmingham Daily Gazette Local
Bournemouth Weekly Post Local

Cheshire Observer Local

Derby Evening Telegraph Local

Devon and Exeter Gazette Local

Dundee Courier Local

East London Observer Local
Eastbourne Chronicle Local

Edinburgh Evening News Local

Exeter and Plymouth Gazette Local
Gentlewoman and Modern Life Society Magazine
Gloucestershire Echo Local

Hull Daily Mail Local

Mlustrated London News Society Magazine
Kent and Sussex Courier Local

Leeds Mercury Local

Liverpool Echo Local

Newcastle Journal and North Mail Local

Newcastle Journal and North Star Local
Northwood and Ruislip Advertiser and Gazette Local

Scotsman National Daily
Sheffield Daily Independent Local

Surrey Mirror and County Post Local

Tatler Society Magazine
The Era Specialist Theatrical
The Gloucester Citizen Local
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The People Sunday newspaper
The Sketch Society Magazine
The Southern Reporter Local

The Stage Specialist Theatrical
The Weekly Dispatch Weekly

Tonbridge Courier Local

Truth Weekly

West Sussex Gazette Local

Western Mail Local

Western Morning News and Mercury Local
Westminster Gazette Local

Yorkshire Evening Post Local

Yorkshire Post Local

Table 3: Review texts describing Orloff’s performances

Date Source Text
1 May 1926 The Musical Times, Vol. 67, No. | One enjoyed afresh the romantic and
999: 451 vigorous Etudes Symphoniques of
Schumann, in spite of having already
listened to many attempts at their inter-
pretation this year.

26 March 1927 The Times: 10 His best playing was, perhaps, in a
group of modern Russian pieces,
though the Chopin group at the end
was also excellent.

1 April 1927 Western Daily Press: 12 There was a good attendance at the

Pump Room yesterday afternoon,
when a recital was given by Orloff, the
new Russian pianist, who played with
rare finish and great power. He drew
upon olden and modern masters for his
programme, and was especially happy
in his selection of Liszt’s works. It was
an interesting programme, varied and
never hackneyed...
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23 November 1928

Gloucestershire Echo: 1

There are few players who handle Scri-
abine as much “as to the manner born.”
These works are vastly difficult tech-
nically, but wonderfully brilliant in a
way that, mayhap, makes rather large
demands upon those nurtured on the
tuneful writers of an older school.

16 November 1931

The Times: 10

In a modern group two mazurkas by
Szymanowski and Debussy’s “Reflets
dans l'eau” were beautifully played.

21 February 1933

Western Mail and South Wales
News: 9

For his finale Orloff gave many present
a new impression of Scriabine.

2 February 1935

G. R. Harvey. Aberdeen Press &
Journal: 8

Clean, lovely playing, with as much
freshness as is possible he gave us — a
personal phrasing here and there, and
just a touch of newness in an accentua-
tion. In the more massive passages was
anervous yet controlled energy that re-
vivified familiar beauties.

8 March 1935

“M?, Yorkshire Evening Post: S

A final modern group included a Toc-
cata of Prokofief (as dull and unmusi-
cal as the work of any exercise-maker
of any period), the very elegant “Jeux
d’eau” of Ravel, which was made a fas-
cinating essay in delicacy and changeful
tone-values.

13 November 1939

Western Morning News: 4

The Scarlatti sonatas chose were
over-familiar, yet seemed new under
his crisp treatment...

13 February 1946

Banbury Advertiser: 5

A player with great natural gifts, which
flourish under the impress of a highly
sensitive imagination and of a perfect,
yet distinctive, technique, Mr. Orloff
has few equals among modern pia-
nists, and his recital at the Town Hall,
Banbury, on Thursday evening, gave
a considerable audience a chance to
hear some remarkably accomplished

playing.

14 February 1946

Banbury Guardian: 8

...but we heard sufficient to know that
Orloff is as great an exponent of the
modern school of pianoforte writing
as he is of the earlier “classical” School.
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Emau XoaacBorT KBUH

»XPCKAB ITOTTYT BUCKBUTA C KPEMOM :
Hwukoaay OPAOB ¥ BPUTAHCKO MY3UYKO HOBUHAPCTBO

(PE3UME)

Pyckor mujanucty Huxoaaja Opaosa (1892-1964) kao HCTpakMBauky Temy
npBo6uTHO je mpepaokno mokojHu Ap Crjyapr Kembea. Pap xoju omucyje
OpaoB&EB SKMBOT U KapHjepy INPEeACTaBbEH je Ha KOHQepeHLUju O PYyCcKoj u
HCTOYHOEBPOIICKO] MY3HUIH, OAP>KaHOj okTobpa 2019. Ha YHuBepaurery y Aapamy,
y opranusanuju bpuTanckor yapy»kema 3a CAOBEHCKe M HCTOYHOEBPOIICKE CTYAHje.
Hosu waamak ucmuryje penennujy H. OpaoBa xao mysuuapa y YjeaumeHoM
KpanescTBy mocae merosor opaacka u3 Pycuje 1922. roaune, 1 TO Ipeko yBHAQ Y
AMTUTAAM30BaHH ApXUBCKU MaTepHjaA M3 BpuTaHCKOr HOBMHCKOT apXHBa, Kao U y
ApyTe AUTHUTAaAM30BaHe TEKCTOBE IPe3eHTHEe Ha UHTepHeTY, HApOUYUTO M3 TAACHAQA
yIhe Times“ u ,The Musical Times“ Op mocebHor unrepeca 6uaa je aHasusa
AOCTYIIHHX KPHUTHKA, 1 TO C 063upoM Ha canky OpaoBmeBe m3Bolauke mpakce
KOjy je cyrepucaaa ennukaoneauja Grove Music Online. TIpeAAOKHAY CMO M HAYMH
Kopuinhema AMTHTAAU30BAHHUX H3BOPA KOju 6U ce MOrao mpuMeHHTH y 6Gyayhum
HCTPAXXUBABIMA Y 0BOj 06AACTH.

HcrpaxuBame KpuTuuke penennuje OpAOBAEBOT YMETHHYKOT AaHTKMaHA Y
Yjeaumenom KpameBcTBy AOBeAO je A0 3aKmydKa AA je OH TOKOM CBOje KapHjepe
ykuBao BUCOK yraep. OBaj uaaHak omucyje kako je OpAOB OHO IIpeACTaBAeH
OPUTAHCKOj KOHIIEPTHOj IMyOAHITM U KAKO CY MY3HUKH KPUTUYAPH TACAAAH HA FeTOB
NHjaHUCTHYKU CTHA. Takohe, uaaHaK pacmpaBsa 0 ToMe kako ¢y OpAoBa Kao pycKor
My3Hdapa HOBHHAPHU IPEACTABUAU CBOJUM UHTAOI[MMA TOKOM MelyyparHor mepuoaa
U TIOCAe 3aBpIeTKa Apyror CBeTCKOT para.

KayyHE PEUM: Huxoaaj OpAoB, KOHIIEPTHM NHjaHMCTA, PYCKA AHjACIIOpPA, AMTHTAAHU
ApXMBH, HOBHHCKA MY3HYKA KPUTHKA.
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ABSTRACT

Boris Asafiev, pen name Igor Glebov, was a Russian musicologist, composer,
music critic, pedagogue, public figure, publicist; author of works devoted to the
music of Igor Stravinsky. The article examines A Book about Stravinsky (1929),
one of the earliest monographs on the composer in any language and the first
one in Russian. It is characterized as an outstanding musicological study of
Stravinsky’s works that had appeared by that time, that is, from the early period
to the works completed in 1927 (Oedipus rex, Apollon musagéte and The Fairy's
Kiss).

KEYWORDS: Boris Asafiev / Igor Glebov, Igor Stravinsky’s oeuvre, Russian style,
composer’s evaluation.

ATICTPAKT

Bopuc Acadjes, mceyaorum Hrop I're60B, 61O je pycKu My3HKOAOT, KOMIIO3HTOP,
My3HYKH KPUTHIAP, [IEAATOT, jABHA AFMHOCT, IfyOAULIICTA, Ay TOP AeAd TocBeheHux

savenkosi@mail.ru


mailto:savenkosi@mail.ru
https://doi.org/10.2298/MUZ2131037S

38

MY3UKOAOTHJA / MUSICOLOGY 31-2021

mysunu HUropa Crpasusckor. Y 4aanky je ped o Krusu o Citipasunckom (1929),
jJEAHOj OA HajpaHHjUX MOHOTpaduja O TOM KOMIIO3UTOPY Ha OHAO KOM je3HKy U
npBOj Ha pycKoM. Kmury opAmkyje M3BPCHO My3HMKOAONIKO IIPOYYaBame ACAd
CTpaBHHCKOT KOja Cy AO TaAa OFAQ KOMIIOHOBAHA, AAKAE OA PAHOT CTBAPAAAIITBA
A0 KoMITo3uLuja 3aBpuiennx 1927. roaune (Lap Equn, Aiioron v Buau iiory6ay,).
KayyaHE PEUM: Bopuc Acadjes / Mrop Iae6oB, omyc Mropa CTpaBHHCKOI, PyCKH CTHA,

BpEAHOBab€ KOMIIO3MTOPA.

According to Asafiev’s® later memoirs (My Life, 1941-1942), it was he who, as
a twenty-five-year-old Conservatoire student, as early as 1909 advised Sergey Di-
aghilev to propose to Stravinsky a commission for the so-called ‘Russian Fairy-Tale
Ballet for Paris’ — that is, the future L'Oiseau de feu (Asaf’ev 1974: 242).

Asafiev’s attitude towards Stravinsky’s work developed gradually and underwent
a noticeable evolution. In May 1914, Asafiev went to Paris to attend the premiere of
Stravinsky’s opera The Nightingale and other performances of the “Ballets Russes”
By that time, he had been working at the Imperial Mariinsky Theatre for about four
years as a ballet accompanist, occasionally composing music for small choreograph-
ic performances. He managed to see the opera and get acquainted with the score. He
liked The Nightingale, although the music seemed not entirely clear. However, Asa-
fiev was obviously unable to penetrate into Diaghilev’s circle, although he had many
contacts among the members of his ballet company. He reacted very sharply to Di-
aghilev’s enterprise. “It is a sink of iniquity. I see no higher purpose in it”, he wrote to
Vladimir Derzhanovsky, the editor of the Moscow periodical Muzyka.* Asafiev did
not write a review of The Nightingale at that time. Nevertheless, twelve articles about
the music of Stravinsky were published over the next two years under his pen name
“Igor Glebov”. The first of them — a review of the concert at which Three Japanese
Lyrics were performed — was published in 1914 in Muzyka (No. 203, December 27
[O.S.]). In 1917, his first major article on the composer appeared in the collection
Melos, Petrograd.

As a champion of new art, Asafiev contributed to the renewal of the musical life
in Petrograd/Leningrad. He worked in the Music Department of Narkompros (Peo-

2 Asafiev, Boris Vladimirovich, pen name Igor Glebov (born St. Petersburg, July 17 (29), 1884 — died
Moscow, January 27, 1949). Composer, musicologist, music critic, pedagogue, public figure, publicist.
Between 1904 and 1910 he studied at the St. Petersburg Conservatoire in the composition classes of
Nikolay Rimsky-Korsakov and Anatoliy Lyadov: his fellow students included Sergey Prokofiev and
Nikolay Myaskovsky. He also studied at the Department of History and Philology of St. Petersburg
University, from where he graduated in 1908.

Asafiev was a prolific composer, above all in the field of ballet. He energetically participated in the
formation of the musical culture of Russia, and founded the school of Soviet musicology. His literary
heritage included over 900 published works.

3  May 11 (24), 1914 (Stravinskii 2000: 256).
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ple’s Commissariat of Education, since 1918), collaborated with the musical the-
atres of Petrograd / Leningrad (Mariinsky and Mikhailovsky) as a repertoire adviser
(from 1919); he was the artistic director of the Petrograd/Leningrad Philharmonia
(1921-1930). In 1926, he became one of the founders of the Leningrad branch of
the Association of Contemporary Music. Almost all of Stravinsky’s works were per-
formed at his homeland in the 1920s, they were regularly played in concerts. Asafiev
wrote detailed annotations and reviews on them.* In parallel with writing for com-
mon readers, he was busy with a theoretical research of Stravinsky’s music, which de-
veloped as a part of his academic activities at the Zubovsky Institute for Art History.*
He himself refers to this work in one of his articles, concisely setting out theoretical
observations on the music of Stravinsky.®

On the basis of these activities, Asafiev wrote a large essay “Igor Stravinsky and
his ballets” which he included in his book Symphonic Etudes published by the Petro-
grad State Philharmonia in 1922. In this academic research (written in a style that is
far from being really academic), the study of Russian musical theatre begins with a
chapter on Glinka’s Ruslan and Lyudmila and ends with the aforementioned essay:
Stravinsky’s work appears as a legitimate part of Russian classical heritage.

During his foreign duty tour from July 20 to November 30, 1928, Asafiev had the
opportunity to listen to Stravinsky’s new works; however, he could not meet their
author, and their personal acquaintance never materialized.

His impressions were mixed. “Stravinsky is not here. He’s in Nice. I'm afraid for
his creative activity: he is at the peak of fame, and he began to write a very dry mu-
sic. [ ...] Yet, Stravinsky’s last ballet on themes by Tchaikovsky is interesting. I will
probably bring the sheet music, that is, the full score of this ballet”” “T heard Apollo
(after that my opinion got even worse), Oedipus, Soldat (that’s great). In my opinion,
Ansermet performs Stravinsky better than Klemperer.”

Upon his return to Leningrad, Asafiev made a report to the Committee of Con-
temporary Music of the Institute for Art History, published by his postgraduate stu-
dent A.E. Budyakovsky under the title “Musical Composition in the West (accord-
ing to the reports of BV. Asafiev)”, in the newspaper Zhizn’ iskusstva. Stravinsky was
given a significant place in it:

“The name of the Russian composer 1. Stravinsky, who has mastered the French cul-
ture, is usually associated with Paris; his mission is similar to that of Lully and Gluck.
Stravinsky is ‘recognized’ by the most diverse social strata in France. His influence
is noticeable everywhere, although in recent years it has become not so boundless
as it was in the past. The novelty of Stravinsky’s earlier works, emphasized by his

4 For the most part they were later collected and reprinted. See their list (Stravinskii 2003: Appendix II).

S Now Russian Institute of Art History, St. Petersburg.

6 Thearticle was published in an abbreviated German translation: Der Auftakt: Moderne Musikblitter,
JgIX (1929), Ne4, 101-103.

7  Letter to his wife Irina Asafieva; Paris, October 28, 1928 (Stravinskii 2003: 314).

8 Letter to Sergey Prokofiev; Berlin, November 10, 1928 (Stravinskii 2003: 319).



40

MY3UKOAOTHJA / MUSICOLOGY 31-2021

specifically “Russian” musical language, was incomparably more astounding for the
West than the novelty of his latest works, written in a “cosmopolitan” idiom. The cos-
mopolitan language and the austere simplicity of his latest works run up against an
indifferent attitude on the part of the French, as well as against some bewilderment
on the part of the Germans. However, Stravinsky, as a master of ballet (the last works

of Stravinsky are ballets), is of much greater value for the French.”’

Performances of Stravinsky’s music continued in Leningrad at that time. The
premiere of Oedipus rex took place on April 8, 1928 under the direction of Mikhail
Klimov. In the spring of 1929, Ernest Ansermet came on tour to Leningrad for the
second time, with a new Russian premiere of Stravinsky’s work. “I heard yesterday
[May 8] Stravinsky’s Piano Concerto. An amazing thing. The sonority is as if steely—
grey. The rhythms are devilishly elastic, especially in the last movement. Even the
second movement is more solid than I supposed. [ ... ] Stravinsky rides here from
Vivaldi, Handel, etc. right into the twentieth century. There are more Paris and mod-
ern urban Europe in this thing than in all the writings of the French themselves.”'’ By
that time, Asafiev had already written the section on the Concerto for Piano, Winds,
Double Basses and Timpani in his forthcoming monograph, and he was checking his
interpretation of the work.

Hence, A Book about Stravinsky (1929) arose in the atmosphere of keen inter-
est in the composer’s work, which Asafiev shared with the Russian audience and to
which he contributed through his professional activities. Moreover, A Book about
Stravinsky was not only the first Russian monograph on the composer, but one of
the first full-length studies of Stravinsky’s music in any language. Compared to oth-
er contemporary studies — including books by Alfredo Casella, Boris de Schloezer
and André Schaefner - it is distinguished by its analytical depth and the range of
covered issues. No doubt, it was the first comprehensive musicological study of Stra-
vinsky’s works that had appeared up to that time, from early compositions through
Oedipus rex, Apollon musagéte and The Fairy's Kiss.

The Book about Stravinsky is structured as a series of analytical sketches (thirteen
“etudes-variations”, as defined by the author) devoted to major works presented in
chronological order. Some chapters are of a summarizing nature: these are “Early
Stravinsky” which ends with Petrushka; “On the Edge” (pieces surrounding The
Rite of Spring); “The Importance of Stravinsky’s Oeuvre” and “New Instrumental
Style”. The most recent works are described in the book’s last chapter, “Instead of an
Afterword. Oedipus rex and New Ballets” (1925). The New Instrumental Style is of
particular interest since it deals with the pieces of the 1920s, later characterized as
neoclassical.

The monograph’s first striking feature is the precise and expressive description of
Stravinsky’s music, of its sound, intonation, rhythm, and timbre. The ear of an enthu-
siastic musician meets here Asafyev’s extraordinary literary gift, honed in his previ-

9 Zhizn’ iskusstva 1929, No. §, January 27: 17.
10 Letter to Nikolay Myaskovsky: May 9, 1929 (Asaf’ev, Miaskovski 2020: 418).
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ous writings on Stravinsky. A good example is his description of the “techniques of
accentuation by means of ‘percussive’ intonations that cause a sensation of ‘tinkling),
‘hammering), ‘clanging’, ‘thud), ‘clicking’ etc. From the dry ‘non-resonating’ pizzicato
of a separate tone to the sonorous ringing of a bell, all this is makes a vast scale of
percussive intonations abounding in subtle gradations...” (Glebov 1929: 131-132).
It is noteworthy that this is not about a percussion ensemble, but about the accom-
paniment in the cycle Four Russian Songs for voice and piano.

No less fascinating are the author’s comments concerning the musical language,
the style of Stravinsky’s oeuvre and its roots. There are real artistic aphorisms here,
for example, “slanting rain of strong beats”, or “The form of Introduction to The Rite
of Spring is the process of growth of musical material.” On the other hand, the book
contains a very detailed musicological analysis of Stravinsky’s works, supported by
musical examples, scale diagrams and rhythmic tables. The author tried to elaborate
the most complete and concrete idea of Stravinsky’s innovative style, the profession-
al description of which still presented considerable difficulties.

Asafiev’s research and theoretical ideas were confirmed by later works and be-
came generally accepted. He formulated key features of Stravinsky’s style, such as
the irregularity of metric accents and the principle of structural asymmetry; the pre-
dominance of concise motifs (popevki and naigryshi) and heterophonic texture; the
peculiarities of pitch organization and timbral innovations; and, last but not least,
the penchant for montage-like structures (in Asafiev’s terms, “mosaic” - ibid.: 239).
Asafiev, indeed, created the research tradition which was followed by the authors of
later works on Stravinsky.

Over time, the merit of Asafiev’s historical and stylistic conclusions was also
confirmed. Especially valuable are his observations concerning new chamber-instru-
mental writing (a topic that was relevant in those years). Asafiev discusses it in the
most detail in connection with the Three Pieces for String Quartet, but he also touch-
es on this topic in other places in the book. “The very concept of chamber music
has changed” (ibid.: 136). Hence follows a new type of writing, new “tasks” which
“naturally lead to an extraordinary complication of the linear technique of composi-
tion and to a peculiar kind of polyphony and polyrhythm with a tendency towards
polytonality” (ibid.: 139). Asafiev not only presents an innovative phenomenon as
such, but also determines the significance of the Russian master in its formation:
“Stravinsky stood in the front line of this movement and preserves his position, and
his experiments in the new chamber style have served as a model for almost all the
best French, Italian and even German composers” (ibid.). This is Asafiev’s conscious
position, which runs like a red thread throughout the monograph. Stravinsky’s oeu-
vre appears in the book as the most important innovative phenomenon of musical
modernity, which has an objective character. “The revolution was carried out not by
personal creativity, but by the common experience of the epoch, which manifested
itself most vividly and first of all in Stravinsky’s music” (ibid.: 219). This is what Asa-
fiev writes in the chapter with the characteristic title The Importance of Stravinsky’s
Oeuvre.

In general, Asafiev highly appreciated the music of Stravinsky as a whole and
was convinced that some of his compositions were real masterpieces. The context in
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which Stravinsky’s music is considered in the book is also very significant. Such mo-
ments are infrequent, but every time great names emerge herewith: Glinka, Bach,
Mozart. Asafiev also refers to the name Bach in another context, which by the end
of the 1920s still remained highly relevant: “Stravinsky is now sarcastically called a
modern ‘Bachian, and if he really gravitates towards Bach, not as a particular com-
poser, but as the greatest phenomenon in which the musical thinking of the Enlight-
enment has shown itself with colossal energy, then he is deeply right.” (Ibid.: 223)
He says the similar thing in the penultimate chapter New Instrumental Style, which
deals with the works of the 1920s, later labeled “neoclassicistic”

Nevertheless, the book’s main advantages are related to Stravinsky’s works of his
Russian period. Asafiev identified the Russian genesis of Stravinsky’s music, specifi-
cally its roots in archaic folklore, peasant polyphony and Orthodox liturgy. Stravin-
sky’s music appears in the book as a Russian sound universe in all its inexhaustible
diversity. Brilliant analytical descriptions are devoted to Renard (Baika), Les noces,
The Soldier’s Tale and Mavra: in all of them we can feel a genuine delight in musico-
logical research. Perhaps no one could surpass Asafiev in the “Russian” part of Stra-
vinsky studies, and his observations became the basis for subsequent writings, in-
cluding the fundamental Stravinsky and the Russian Traditions by Richard Taruskin.

However, the book as a whole turned out to be uneven in quality. This is partly
due to Asafiev’s literary manner, his spontaneous creative process. In his own words,
he wrote all at once, immediately clean copy, without drafts and sketches, keeping
all the working material in his head. In addition, A Book about Stravinsky is largely
composed of material from earlier works; the temporal distance between different
essays reached seven years (1922-1929). During that period, not only the subject
of study, Stravinsky’s music, had changed; Asafiev’s view of it was also transformed.

Asafiev directly states this in the short text “From the Author”, which opens the
book: “Now, three years later, having been abroad and having familiarized myself
with the way of life in which Stravinsky’s work evolves, I could write another book
about him” (ibid.: 1). Then he develops his idea: “Musical hegemony is in his [ Stra-
vinsky’s] hands. But the crisis, I'm afraid, is close. [ ... ] Surprise passes. Stravinsky
may find himself ‘without an audience’ [...] The latest ballets by Stravinsky, despite
their high intellectual value, are already frightening with the lack of firm ground be-
hind them” (ibid.: 1-2). Asafiev considers Stravinsky’s neoclassical turn to “visible
universal humanity” to be inorganic. All this, in both tone and meaning, is in con-
tradiction with the interpretation of not mentioned here overtly, but implied works
(opera-oratorio Oedipus rex, ballets Apollon musagéte and The Fairy's Kiss), presented
in the last chapter of the monograph “Instead of an Afterword. ‘Oedipus rex’ and
the New Ballets”. The opera-oratorio is described there with Asafiev’s inherent skill
and insight into the essence of Stravinsky’s new style: “I don’t believe in Stravinsky’s
imitative Bachianism or Handelianism (which is now so commonly spoken about),
thatis, | don’t believe in deliberate stylization” (ibid.: 369). As for the “audience”, that
is, the degree of relevance of Oedipus rex, the afterword says about it in a way that
is directly opposite to the initial section: “The music of Oedipus sounds timely, as a
strong word in defense of humanity and the ideas of humanism trampled by modern
European civilization.” (ibid.: 367-368). Though Asafiev is not so fond of Apollo,
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he brilliantly portrays the ballet’s material (Lully, of course, but also Tchaikovsky’s
String Serenade and the St. Petersburg ballet repertoire, up to Le Roi Candaule by
Cesare Pugni), as well as the methods of working with it, without concealing his
admiration for Stravinsky’s skill.

If we also remember that throughout the entire book Asafiev now and then takes
up arms against retrogrades unable to appreciate Stravinsky’s innovative achieve-
ments, then the sharp change of tone in the initial text From the Author can be per-
ceived as a forced move in response to a pressure from outside. This was additionally
stimulated by Asafiev’s ability to change his opinions to diametrically opposite and
reflected the new attitude towards Stravinsky’s music in Soviet Russia. Therefore,
it is not surprising that from time to time passages of a straightforward materialis-
tic and sociological nature appear in Asafiev’s text. They look like alien inclusions.
For example, “invention changes with the age of a person and with the success of
science” (ibid.: 97); or “... Stravinsky can find a way to the great festive symphony
of our time” (ibid.: 108); or “Our proud time knows that everything is simple and
clear: the laws of nature and the world energy govern substance, being themselves
a product of it...” (ibid.: 226). Stravinsky marked such passages in the margin with
the words “this is for communists” (though he suspected irony in the last phrase).

By the time the monograph was published, Stravinsky already knew the writings
of Igor Glebov."' He subsequently acquired and studied in detail A Book about Stra-
vinsky, as evidenced by numerous marginalia in the surviving copy. His notes were
investigated by Robert Craft, Viktor Varunts and, more fundamentally, by Tatiana
Baranova, whose article “Stravinsky as a Reader and a Bibliophile” contains all for-
ty-nine remarks by Stravinsky versus the text of the book (Baranova 2013). In the
same publication, the author proposed a classification of the composer’s marginalia,
from which it follows that most of them are related to the correction of inaccuracies,
including in music examples; there are also direct disagreement with the details of
the analysis. Six remarks are of approving nature and, finally, eleven contain strong
objections.

The composer’s protest was caused mostly by Asafiev’s sociological and straight-
forward materialistic interpretations of his music, which primarily concerned Les
noces ( The Wedding), where Asafiev emphasizes the physiological implications in the
spirit of Freudianism: “a person in the face of the reproductive instinct”; “like it or
not, obey the instinct” (Glebov 1929: 182). They served as an incentive for the for-
mulation of Stravinsky’s own definition of the opus, also fixed on the margins of the
book: “Les noces is nothing but a symphony of Russian song and Russian language.”"
(Ibid.: 213-214; Baranova 2013: 23).

However, a few years later, in response to an enquiry from Prokofiev, Stravinsky
described Asafiev’s book as the best of those written about him." Asafiev’s work was
highly appreciated by Stravinsky’s closest circle. The review of Asafiev’s former col-

11  Inhislibrary there were two of his earlier books (Baranova 2013: 27).
12 “Svadebka’ eto nichto inoe kak simfoniya russkoy pesennosti i russkogo sloga.”
13 Prokofiev’s letter to Asafiev; September 6, 1934 (Stravinskii 2003: 542).
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laborator and associate Pierre Souvtchinsky, published in Musique (Paris), opened
with the words: “This is a book by a great critic about the great musician; it is one of
the most remarkable and competent studies that have been devoted to the Stravin-
sky problem, and it will serve, without any doubt, as the basis for further works on
Stravinsky and his time” (quoted in Baranova 2013: 28). Nicolas Nabokov’s opinion
was similar: “I am reading Glebov’s book about Stravinsky. It’s an absolutely won-
derful book. Not because of what is written in it about Stravinsky (we all know ev-
erything), but because of those amazing, purely musical positions and views that
are expressed in it” (Stravinskii 2003: 382). These responses reached Asafiev (with
some unsurprising exaggerations): “Did I write to you that Stravinsky really liked
my book about him and that he was surprised how without knowing him personally,
without any correspondence and ‘interviews, I figured out his method of creativi-
ty (or rather, his creative process). It recompensed me ethically for all the barking
here'*

We can even assume that some aspects of Asafiev’s book could indirectly influ-
ence the later statements of Stravinsky himself. An example we can find in the sum-
mary of the chapter The Importance of Stravinsky’s Oeuvre: “If you like, Stravinsky’s
thought is ‘soulless’ and impersonal, just as his music is non-sensual (but not insen-
sible and not lifeless) ...” (Glebov 1929: 222). These words anticipate the compos-
er’s future reasoning about the inability of music to express anything (in Chronicle
of My Life).

Stravinsky’s evaluation of Asafiev’s monograph fluctuated throughout his life.
Many years later, Pierre Souvtchinsky mentioned a rather less flattering opinion
about the work: “Asafiev’s book [ ...] contains many true thoughts, but, unfortu-
nately, BV.A. began later to write extraordinary nonsense. [ ... ] (LE.S. himself hates
this book by L. Glebov).”’* It is known that Stravinsky objected to the translation of
Asafiev’s book into English (Craft 1982: VII).

A Book about Stravinsky was Asafiev’s last major work on the composer, and one
of the last ones published under the name of Igor Glebov. By the time the book was
published, he had stopped writing reviews of performances of Stravinsky’s works."®
The activities of the Association of Contemporary Music ceased in 1931. On No-
vember 7, 1932, on the day of the 15th anniversary of the October Revolution, the
premiere of the ballet The Flames of Paris (or The Triumph of the Republic) took place,
which marked the beginning of Asafiev’s successful career as a Soviet ballet compos-
er. As we know, the ballet’s music was based on quotations from Jean Baptiste Lully,
Christophe Willibald Gluck, André Grétry, Luigi Cherubini, Frangois Gossec, Eti-
enne-Nicolas Méhul, etc. The study of Stravinsky’s ballets, The Fairy’s Kiss (based on
Tchaikovsky’s music) and especially Pulcinella, recently staged in Leningrad, turned
out to be very useful for Asafiev."”

14 Letter to Myaskovsky, October 26, 1931 (Asaf’ev — Miaskovski 2020: 465).

1S Letter to Maria Yudina. April 26, 1960 (Iudina 2009: 288).

16  The last review was written about Oedipus Rex: Krasnaya Gazeta, October 12, 1927.

17  Prokofiev noticed in his Diary “unexpected signs of megalomania: he [Asafiev] finds The Flames
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Stravinsky’s music was seldom performed in the USSR in the 1930s, until it al-
most completely disappeared in the 1940s. In 1948, the composer’s music was of-
ficially condemned in the Soviet Union as “bourgeois and formalistic”. Sadly, as a
member of the establishment, Academician Asafiev also fell in line with the official
view.

The fate of the Book about Stravinsky was dramatic, just as dramatic was the fate of
Stravinsky’s music in his homeland. This is undoubtedly one of Asafiev’s best books,
if not the best. Of course, he was aware of its value, but had to do everything to forget
about it. And he succeeded: Asafiev’s musicological insights for many decades disap-
peared from scholarly usage, and new Stravinsky scholars followed in his footsteps
without suspecting this.'® The Book about Stravinsky was not allowed to appear in the
posthumous five-volume edition of Asafiev’s works (1952-1957). A reprint of the
1929 edition appeared half a century later, in 1977.

Be that as it may, in the memoirs My Life, written in 1941-1942 in besieged Len-
ingrad, Asafiev recalled both Diaghilev’s Ballets Russes and his own advice to com-
mission a new work from young Igor Fedorovich Stravinsky. Whether it was really
so, probably did not matter anymore.

to be more significant than Pulcinella. So, even good musicians have some bad luck as soon as it comes
to their own compositions!” (Prokof’ev 2002: 836).

18 As far as we know, the first mention of Asafiev’s book outside Russia was in the monograph
of Roman Vlad Stravinsky (Oxford University Press: London— N.Y .- Toronto, 1967) where it was
characterized as “the only book of any importance on Stravinsky published in USSR” (p. 258).
However, in the main text of Vlad’s book the name Asafiev is missing.
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SVETLANA SAVENKO
BORIS ASAFIEV AS A STRAVINSKY SCHOLAR

CBETAAHA CABEHKO
Boruc ACA®JEB KAO IIPOYYABAAAILL OITYCA VITOPA CTPABUHCKOT
(PE3UME)

IlpeaMeT OBOI 4YAAHKA je jeAHA OA IpPBHX — U Haj0OSHX — MOHOrpaduja
nocsehennx crsapansamrsy Crpasunckor. Kuia o Ciipasurckom (1929) uctude
ce MO AyOMHH aHAAMTHYKOT 3aXBaTa M OIICETY Pa3MAaTPAHUX TeMa, y OAHOCY Ha
ApyTe 3HadajHe IybAMKAIFje O TOM KOMIIO3UTOPY HACTAAE Y CAUYHOM BPEeMEHCKOM
paspobmy. AcadjeBmeBe HCTpasKUBaUKe HAeje KACHHUje Cy Pa3BUjAAU APYTH ayTOPU
u mocrase cy ommrenpuxsahene. OH je (OPMyAHCAO KnydHE OAAMKE CTHAQ
CTpaBHHCKOT, IOy T HENPABMAHOCTH METPHYKIX aKI[eHaTa U HadeAd CTPYKTypasHe
acuMeTpHje; TNPeOBAAAABAIbe KOHIM3HMX MoTHBa (fodlesku) u xeTepodoHe
dakType; crenuPUIHOCTH OpraHM3allMje TOHCKMX BMCHHA M COQUCTHLUPAHOCT
TeMbpa. [AaBHa BPeAHOCT OBe KHbHIe OAHOCH Ce Ha ocTBapera CTpaBHHCKOT U3
HeTroBOT pycKor mepuopa. Acadjes je HAGHTHPHKOBAO PYCKY IeHEaAOTHjy My3UKe
CrpaBUHCKOT, TIOCEOHO HheHe KOpeHe ¥ apXandHOM $POAKAOPY, CEOCKO]j MOAUPOHHjH
U TIPaBOCAABHOj AMTYpruju. Mysuka CTpaBHHCKOT IPEACTaBAEHA je Y OBOj KIbU3H
Kao PYCKH 3BYYHU YHHBEP3yM HEUCIL[PIIHE Pa3HOAMKOCTH. YoIuTe y3eBur, Acadjen
je BHCOKO BpeAHOBao omyc CTPaBUHCKOT Y IJeAMHH M BEPOBAO je Ad CY HeKe Hherope
KOMIIO3HIIHj€e jeAHOCTaBHO CjajHe.

Kwuia o Citipasurckom HacTasa je y arMocpepu HarAalleHOT HHTEPecoBama 3a
my3uky HMropa CrpaBuHCKOr — HHTepecoBama Koje je AcadjeB AGAHO ca PyCKHM
CAYNIAOLIIMA M KOjeM je AONpPHMHEO CBOjUM IPO(ECHOHAAHHUM aKTHBHOCTHMA.
BpeanocT AcadjeBreBHX HCTOPHUjCKUX U 3aKAydaKa O CTHAY BpeMEHOM je MOTBpheHa.

Y uaanky je Takobhe ommcana peakrmja CrpaBuHCKOr Ha AcadjeBmeBy
MOHOTpadHjy, KOjy HIIYHTABAMO M3 KOMIIO3MTOPOBHMX OeAeaka M IIpeIrcKe.
Mumseme CTpaBHHCKOT O 0BOj KEGM3M KOHCTAaHTHO je BapHUPAAO TOKOM HeroBOT
JKHMBOTA.

Cyab6una Krsuie o Ciiipasurckom 61 je ApaMaTHIHa, 6l Kao ¥ CyAOHHA My3HKe
Hropa CrpaBUHCKOT Y H:eI0OBOj AOMOBHHH.

KayyuHE PEYN: Bopuc Acadjes / Hrop Iae6os, omyc HMropa CTpaBHHCKOL, PYCKH CTHA,
BPEAHOBatbe KOMIIO3HTOPA.
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ABSTRACT
This article deals with the events of 1968 in Bulgarian musical culture. Depart-
ing from recent Bulgarian discourses that have emerged in the new millennium
and often regard Bulgarian responses to the Prague Spring as nearly non-existing,
a closer look at music and the arts reveals a more detailed picture. Here, ‘1968’
is especially interesting since it saw the beginning of a Bulgarian New Folklore
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Wave that challenged existing compositional models for adapting folk music. Fur-
thermore, right before the military intervention in Czechoslovakia in August, the
Bulgarian capital Sofia became a center of international attention for hosting the
9th World Festival of Youth and Students. Finally, a look at a series of infamous
party meetings held at the Union of Bulgarian Composers in November 1968 re-
veals that unknown protagonists managed to destroy paper evidence that could
have shed a better light at the events of this year.

Keyworps: Cold War, music, transsystemic exchange, music analysis, music

historiography.

ATICTPAKT

OBaj paa ymosHaje auraore ca sorahajuma us 1968. ropute y 6yrapckoj My3HIKoj
KyATypH. YaamaBajyhu ce oap CKoOpammux Oyrapckux pacipaBa Koje Cy ce
I0jaBHA€ Y HOBOM MHAEHHjyMY, a KOje 6yrapcke peakuuje Ha ,[Ipamko nmpoaehe®
1eCTO BUAE KA0 TOTOBO HenocTojehe, Mk pUBH)H ITOTA€A HA MY3HKY M YMETHOCT
orkpuBa Aybmy cauky. Haume, roanna 1968. moce6HO je 3aHMMAHUBA 3aTO LITO
je Tasa OTImoYeo Oyrapcku HOBH (OAKAOPHH TAAAC, KOjU je AOBEO y IHTame
nocrojehe xommosurinoHe Mopeae Tperupama HapopHe Mysuke. Illtasuure,
HEIIOCPEAHO IIpeA BOjHy MHTepBeHIHjy ¥ UexocAOBaukoj y aBrycry, Oyrapcka
npecrounna Coduja Hamaa ce y neHTpy MehyHaposHe maxme Kao soMahux
aeseror Cperckor decTtmBara oMaapmHe U cTyaeHata. Hajsap, moraep Ha Hu3
3AOTAACHHX ITAPTHjCKUX CACTAHAKA OAP>KaHUX y CaBe3y OyrapCKix KOMIIO3UTOPA
y HoBeMOpy 1968. ropuHe, OTKpHBa Ad Cy HEIIO3HATH IIPOTATOHKCTH YCIIEAH
A YKAOHe IIAIIUPHE TparoBe KOju 6u Moram 6ome Aa ocBeTae aorabaje u3 Te
TOAMHE.

KayyHE PEYM: XAapHM paT, Mysuka, TPaHCCHCTeMCKAa pa3MeHa, My3WdKa aHAAHM33,
My3U4Ka HCTOpHOrpaduja.

INTRODUCTION

The 50th anniversary of 1968 in 2018 saw an increased scholarly and public inter-
est into this ‘year of the revolt. The same holds true for Bulgaria. Yet, the Bulgarian
perspective could not be more different than general accounts in, say, Germany. In
2018, Bulgarian newspapers, radio stations, talk shows, and blogs all dedicated space
to the “stormiest year of Socialism,” as a newspaper called it (Stoyanova 2018). How-
ever, the essential question that looms through all these accounts is why there were
seemingly no effects of Prague Spring in Bulgaria.
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For example, in a newspaper article, the influential literary critic and professor of
contemporary history at Sofia’s St. Kliment Ohridski University, Iskra Baeva, asks:
“Why Didn’t We Have a Dissident Movement in Bulgaria after Prague Spring?”
(Baeva 2018). According to her:

The intelligentsia created dissident movements everywhere in Eastern Europe. In
our country, too, many of its representatives also thought about their East Euro-
pean counterparts, but they did this in secret, at their homes, not in public. That
is why the Bulgarian dissident movement could not be born after 21 August 1968
(Gospodinov 2008).2

Such accounts have led the Bulgarian writer Georgi Gospodinov to conclude the
Bulgarian year 1968 was an ‘anti-event’ par excellence:

Sometimes time and geography differ dramatically. The same year can happen in Par-
is, Prague, Berlin, get to Belgrade and fail to enter Sofia. Compared to all the abun-
dance of celebrations, discussions, memories of "68, today Bulgaria remains silent.
That might have even looked nice if it were not traumatic. It is easy to say that Bulgar-
ia was silent in 68, so what is there to celebrate today (Gospodinov 2008)?

However, these statements are rather superficial to the historian’s eyes, as Gos-
podinov notes, too:

Well, that silence has to be noted, to be explored. The silence must be spoken. [ ... ]
In the literal sense, the Bulgarian year ’68, if we assume that it happened, is an an-
ti-event. I am referring to an event in the strict sense of the word, as an interruption
in the established order, an interruption of the usual flow. [ ... ] The Bulgarian case is
asad exception. We say “Czech events” or “Hungarian events,” but did you hear about
“Bulgarian events” (Gospodinov 2008)?

These accounts notwithstanding, something certainly happened in Bulgaria in
1968. To be more precise, the year 1968 coincides with the beginning of this coun-
try’s ‘New Folklore Wave” in Bulgaria.

THE BuLGARIAN NEwW FOLKLORE WAVE

Rarely is it that simple to relate an emerging stylistic tendency with the premiere
of a new work: The Bulgarian New Folklore wave started with Konstantin Iliev’s
Fragments for Large Symphony Orchestra, a four-movement composition created for
the 40th anniversary of the Sofia Philharmonic Orchestra and premiered by this en-
semble on 13 November 1968.

3 All translations by Patrick Becker-Naydenov, unless stated otherwise.
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The research of other scholars on Poland (Mika 2008 ) and the Soviet Union (Re-
depenning 2008) suggests that the re-incorporation of traditional musical material
— at least on the side of this music’s reception by contemporary audiences — could
bear a heightened sense of opposition against the state.* However, does Iliev even
aim at resistance against socialist realism’s ‘authoritative discourse’ (Yurchak 2006)?

The special place of Fragments in Iliev’s ccuvre points to the same direction if I-
iev’s remarks in his 1986 autobiography Being and Work hold true:

During the performance, the sold-out hall responded in a way that puzzled me, ini-
tially. Due to the unusual movements of the conductor, which indicate the begin-
nings of the segments and cues of the instruments or groups of instruments, the au-
dience began to comment loudly the unfamiliar sight. But gradually it became quiet
until there was no sound at the end of the work, not even coughing or sneezing in
the hall. When Fragments ended, I experienced one of my greatest successes, the au-
dience shouted “Bravo!” and applauded so that I had to come on stage seven or eight
times (Iliev 1997).

Is Iliev’s composition an answer to the events of 19682 How did people in the
country receive the news from Prague and what role did these unfolding events play
for members of Bulgaria’s cultural elite such as Iliev?

1968 1IN BULGARIA

In contrast to the 1956 Hungarian uprising, Bulgarian intellectuals were quite
well informed about the events happening on both sides of the Iron Curtain — given
the growing influence of mass media such as radio and TV. However, it is not even
necessary to look that far because the Prague Spring came to Sofia, too.

The most critical event in this respect was the First Congress of the Bulgarian
Union of Writers (BUW) in May 1968. On 20 May, the writer and delegate of the
Czechoslovak delegation Petr Pujman addressed his Bulgarian colleagues partici-
pating in the Congress to explain and defend the new measures taken in his home
country. Fortunately, there is still a tape recording available of this speech that allows
quoting Pujman’s actual text:

Very often such questions arise: What are these Czechoslovak writers doing? What
is actually going on in Czechoslovakia? The question stood before the writers: Did
they close their ears, shut their mouth, close their ears, and kill their conscience? The
writers decided to speak. We decided: We are for the truth. Now, very briefly, what is
happening at our place? No return to capitalism! No counter-revolution! It is an ideal

4 The German translation of Mikhail Bakhtin’s book on Rabelais suggests a connection between the
monograph’s first publication in 1965 and the Soviet New Folklore Wave. In the German version, the
book’s subtitle is Popular Culture as Counterculture. Cf. Bachtin 1987.
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attempt to unite socialism with freedom! We want the people to control the govern-
ment and not the government to control the people. I will refute the last argument
that could be made against us — the argument of “non-freedom”. There is a saying in
our country that whoever is afraid, should not go into the forest. We are not afraid.
Today, I would like to say, and again to guarantee that Socialism in Czechoslovakia
will remain. So, what about socialist realism? (Laughter.) Those who want to write
it will write it, and those who do not want to write it will write differently. So, then it
will eventually come out, which is one better (BUW [Petr Pujman] 20 May 1968).

This speech was an occasion that the Bulgarian intellectual elite discussed in de-
tail. However, even after the military intervention in August, only very few accounts
of open protests among these figures or the younger generation exists.

THE 9TH WORLD FESTIVAL OF YOUTH AND STUDENTS

For Bulgaria, and even more so for its capital, Sofia, the most important event
during the summer of 1968 was the 9th World Festival of Youth and Students. Be-
tween 15,000 and 20,000 people from around 140 countries came to Sofia under the
slogan “For solidarity, peace, and friendship” — overall, a fulminant representation of
Bulgaria’s cultural power and the seemingly unwavering attractiveness of state social-
ism. Although contemporary media coverage in Bulgaria suggested that the event
was flawless, some foreign guests could not fail to notice the heated atmosphere of
the festival. For example, in August 1968, shortly after the Festival’s conclusion, the
West-German magazine Der Spiegel printed an article titled “Schone Schweine,” a
colloquial pun playing with the peculiar feco-sarcasm of the German language:

Czechoslovak and West German Young Socialists denied the festival-bureaucrats’
hope for a World Youth Meeting without the world youth’s favorite pastime: world
revolution. They turned the traditional meeting of young Communist officials into
a demonstration of the worldwide youth movement against establishments of all
stripes and colors — even red ones. [ ... ] There, they already caused official displea-
sure at the opening ceremony: During the march in front of the government loge in
Sofia’s Vasil Levski stadium, they shouted “Dubchek, Dubchek.” Startled, the head
of the Bulgarian KP, Todor Zhivkov, dropped his clapping hands. Shortly after that,
the Czech delegation appeared with images of the Czechoslovak Party Leader, who
is also unloved in Sofia. Zhivkov retired angrily to the party loge. Zhivkov’s icy wel-
come to the Praguers prompted the young leftists from Yugoslavia, Romania, and the
Federal Republic to show solidarity with the snubbed Czechoslovaks against the fes-
tival establishment. [ ... ] The festival’s motto “solidarity, peace, and friendship” had
given way to a sharp ideological duel in the left-wing camp (Anon. 1968).

What none of these participants could know was that they all missed most sig-
nificant act of the festival — a Beatles concert that the band had requested months
before. As the protocol “A’ 225” of the Secretariat to the Bulgarian Communist Par-
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ty’s Central Comittee from 14 May reveals: “[ The Secretariat] instructs the National
Committee’s Operations Bureau to find a suitable form to divert the request of the
Beatles to take part in the 9th World Festival of Youth and Students, which will be
held in Sofia in July this year” (BCP CC Secreteriat 1968)

PARTY GROUP MEETINGS IN THE UNION OF BULGARIAN
COMPOSERS

As we approach the premiere of Iliev’s Fragments in November 1968, we arrive at
one of the pivotal events in the Union of Bulgarian Composers. In October, mem-
bers of the Union’s party group organized meetings to bring fellow members back
on track after the military intervention. These meetings were held simultaneously
with similar events in the other Bulgarian artistic organizations. Although Bulgarian
musicologists agree on the importance of these meetings, they are an actual riddle
for researchers:

These [oppressive mechanisms] led to the famous “illegal” party meetings in the
Union of Bulgarian Composers in October 1968. They turned out to be “illegal” be-
cause they were organized in compliance with all rules of conspiracy — hence no one
can find these documents or printed information today (Khlebarov 1997).

The composer Ivan Spasov — 34 years old at that time — makes more detailed
indications about these meetings that were held on the 4th, 8th, 11th, and 16th of
October in his 1993 autobiography:

These meetings of the party group during the [ ...] night would become memora-
ble. Although they were “secret,” we learned about what was discussed, and who said
what, on the same night. Moreover, shamefully, many things were said. When will
those documents be published and where are they kept? [...] Once, I looked for
these [...] recordings — and no one knew anything. No, gentlemen, everything is
known! It is known, who [ ... ] played which role. It is funny to me that, today, in the
“renewed” Composers’ Union, some of these birds [still] flutter around in the man-
aging board (Spasov 2004).

In a footnote to his remarks cited above, the musicologist Khlebarov explains he
once saw a magnetophone tape recording of the sessions that were transcribed into
a protocol with the title: Party Group of the BKP at the Union of Bulgarian Composers.
The Essence of the West European "Avant-Garde” and its Influence on Bulgarian Music. A
protocol that, according to Khlebarov, is 386 pages long.

It is possible to see how, shortly before the premiere of Iliev’s Fragments, a new
oppressive wave swept away the liberal atmosphere of Prague Spring. The tide of the
zigzag-course had turned again.
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THE FRAGMENTARY RE-EMERGENCE OF THE PAST:
IL1EV IN THE LATE 1960s

It does not seem entirely far-fetched to see Iliev’s Fragments as an answer to the
events of 1968. Yet, did the composer intentionally create this work with those
events in mind, or is it rather its relation to the more general discourses of a New
Folklore Wave and temporal proximity that makes it appear as an authentic product
of the Bulgarian year 19682

It is tempting to say that this work and its composer are a typical example of a
closet dissident, whose music contains multiple layers of meaning. However, I argue
for an immanently compositional solution. The key to this piece is Iliev’s use of ale-
atorics in it. Yet, Iliev had already started using aleatorics in the early 1960s. What
differentiates Fragments from these earlier attempts and characterizes the work as
opening up an entirely new approach is not the application of a technique, but Iliev’s
attempt to synthesize avant-gardist means and folklore material.

In contrast to Iliev’s more abstract intentions, it is possible to trace this more
technical goal back to some extant sources. For example, the Bulgarian musicolo-
gist Angelina Petrova in her monograph on Iliev’s colleague and close friend Lazar
Nikolov explains that Iliev had already argued for the combination of aleatoric and
folklore music on several occasions in public meetings of the Composers’ Union
during the mid-1960s (Petrova 2003). Lazar Nikolov himself remembers that Iliev,
beginning around 1965, tried to persuade Nikolov that their compositions had al-
ways employed folklore elements without them even noticing (Petrova 2003). Fur-
thermore, Iliev’s second autobiography from 1986 contains an illuminating remark
about his oratorio Eulogy of Konstantin the Philosopher, called Cyril (1970) —a central
document to Iliev’s growing interest into traditional musical material is a book, first

published in 1966:

A fewyears before [I finished the composition], Prof [ Petir] Dinekov’s book Old-Bul-
garian Pages was published. In it, the famous literary critic had collected a consider-
able number of texts from different medieval authors, legends of the Bogumil move-
ment, and apokrypha. These interesting documents fascinated me with their pristine
viridity and deep wisdom. From the beginning, I thought about writing a choral
work on the ingenious Alphabetical Prayer. But it was not yet the time to realize what
anidealhad formed. [ ...] I admit that it was my intention to write a work that would
not only be understood by the audience (I was confident about that), but that would
also force the vindicators of Realism to understand the purpose of my twenty years
of activity (Iliev 1997).

Thus, it is easy to see how Iliev’s Fragments were not so much born out of the
moment as they were the result of the composer’s renewed interest into Old Bulgar-
ian culture. Nevertheless, using Georgi Gospodinov’s aforementioned notion of the
“anti-event” as an “interruption of the established order, an interruption of the usual
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flow” (Gospodinov 2008), the premiere of Fragments in November 1968 was very
much an anti-anti-event. Something happened and it would remain incomprehen-
sible, were it not for music historiography to discover the conditions of post-World
War II Bulgarian culture that made this New Folklore Wave possible.

CONCLUSION

In conclusion, the Bulgarian year 1968 shows that — at least in the domain of
music history — this time marked a decisive shift. The Bulgarian post-World War II
avant-garde seemingly turned away from their ideal of absolute music devoid of any
extra-musical meaning. Instead, it began to engage with Bulgarian folk music - a
new musical material that could be hailed by the official, authoritative discourse of
socialist realism, yet simultaneously still change the attire of socialist realism itself.
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ITaTruk BEKEP-HAJAEHOB
TPU TOAUIITHA AOBA — ,IIPAIIIKO TPOAERE", ,,CBETCKO OMAAANHCKO AETO
u ,CODUJCKA JECEH, UAU: AHTUAOTABAJ, ABAHTAPAA 1 TIOYETAK HOBOT
®OAKAOPHOT TAAACA Y BYTAPCKO]

(PE3UME)

OBaj paa ymosHaje unTaorie ca poorahajuma us 1968. roause y 6yrapckoj MysHuKoj
KYATypH. YAanaBajyhu ce op ckopanimsux 6yrapckux pacrpasa Koje Cy ce IojaBHAe y
HOBOM MHUAEHHjyMy, a Koje byrapcke peakruje Ha ,IIpamko mpoaehe® gecro Bupe
Ka0 FOTOBO Henocrojehe, MaskmsHUBUjH IIOTAEA Ha MY3HKY H YMETHOCT OTKPUBA AyOAY
cAuKy. Jep 1968. roprHa je moce6HO 3aHMMAHBA 3aTO IITO je TAAA 3aI10¥e0 OYrapcku
HOBH QOAKAOPHH TAAAC, KOJH je AOBEO y IIUTakbe IOCTOojehe KOoMIosHIOHe MoaeAe
TpeTHpamba HAPOAHE MY3HKe.

Cryamja yrmo3Haje 4uTaoIle ca MHTeAeKTyaAHHM Aebarama mocae 2000. ropuse
U UCTOPUOTPadCKUM MOKYIAjuMa Aa ce 1968. omunre Kao TaKO3BaHU aHTHAOTahaj
TOKOM KOjer Ce, KaKO ce CyTepHile, Hije AOTOAUAO HumTa. MehyTum, Hepopmarnu
u GOpMaAHM KOHTAKTH CIIOH30PHMCAHH OA NMPOPEeCHOHAAHMX OPraHM3allMja, Kao U
MeAHjCKO M3BeIITaBakbe, OMOr'yhHAM Cy 3aHHTepecOBAaHNUM OyTrap CKUM II0CMATPavHMa
Aa CTeKHy IpeacTaBy o porahajuma y Yexocaosaukoj. IIraBuine, HemocpeaAHO mpep
BOjHY MHTEPBEHIHjy y aBrycry, 6yrapcka npecronuna Coduja Hamaa ce y IeHTPY
mehyHapoaHe maxme kao pomahuu aeBeror CBerckor pecTHBara OMAAAMHE H
cryaenara. Tapa je Cexperapujar Llenrpaanor xomurera Byrapcke xomyHuCTHYKE
HapTHje yCreo Aa cIpeun HacTymame ,Buraca” Ha Qecrusaay. ITocae 3aBpureTka
®decruBasa u BojHe nHTepBeHnuje, CaBe3 Oyrapckux KOMIO3UTOPA je KpajeM 1968.
OAP>KA0 HEKOAMKO CACTAHAKA TajHUX IAPTHUjCKUX IPYIIA, C IfiAeM OOHABAbAbA YBPCTE
[apTHjCKe AMHHje HAKOH IepruoAa cBe Behe anbepasusariuje y epu ,0oaMp3aBama’
nocae 1956. roaune. MelyTim, oraep Ha Te 3A0raacHe MAPTHjCKe CACTAHKE OAPIKAHE
y CaBesy Oyrapckux KOMIIO3HTOpa y HOBeMOpY 1968. oTKkpuBa Aa Cy HENO3HATH
AKTepH YCIIeAU AQ YKAOHE IIAIIHPHE TParoBe Koju 61 MOrau 6ome Aa ocBeTae porahaje
U3 Te TOAUHe. AaKAe, U3 AQHAIIbe TepCIIeKTHBE jOLI yBeK Hije MOryhHO 0ArOBOpUTH
Ha NHUTame Kako ce Oyrapcka 1968. MaHMecToBaAd ¥ TapalImkoj Mysuip. Mk,
npumep Qpaimenaitia 3a seiuxu cumponujcku opkeciiap Koncranrtuna Faujesa,
npeMujepHO usBepeHHX 13. HoBemOpa 1968. ropmHe, ykasyje Ha IIOTEHIjHjaAHe
npasiie 6yayhux cryauja.

Kay4yHE PEYM: XAapHH paT, Mysuka, TpaHCCHCTeMCKa pa3MeHa, My3HYKa aHAAN33, My3HIKa
ucropuorpaduja.
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ABSTRACT
In this article we discuss the critical reception of the work of composer Stano-
jlo Rajic¢i¢ (1910-2000), whose presence in the public musical life of Belgrade
was noted already in the 1920s, when he was a student at the “Stankovi¢” Music

*  OBaj paa je HACTAO Y OKBHPY HayYHOHCTpaskuBauke opranusanuje (HMO) MysHKoAOIIKH HHCTHTYT

CAHY, xojy ¢unancupa MHUHHUCTapCTBO IPOCBeTe, HayKe M TEXHOAONIKOr pasBoja Baape Perybanke
Cp6uje (PC-200176). 3axsanyjemo Xpucrunu Meauh, Bpanucaasy Japuhy, Ap Asexcanapy Bacuhy u
AP Aaexcanapu ITarapuH Ha TOMOMH OKO IIPUKYIIbAEha MATEPUjAAA M MACHTHPHKOBAIHA H3BOPA.
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School and then the Belgrade Music School. The critical reception of his compo-
sitional work can be followed for almost seven decades. Performances of Raji¢ic’s
works often provoked controversies and polemics — which speak not only about
the composer’s oeuvre itself, but even more so about the state of musical life of
Belgrade, Serbia and Yugoslavia in the 20th century. Thus we analyze the recep-
tion of Rajic¢i¢’s work in the light of historical events that crucially influenced the
development of Serbian art music throughout the twentieth century. The article
is based on the study of extensive archival material preserved at the Institute of
Musicology SASA, Radio Belgrade, as well as private collections.

KEYWORDS: Stanojlo Raji¢i¢, compositional opus, music criticism, controversy, polemic,
ideology, turnover.

ATICTPAKT

Y oBOM papy mpeacTaBs~>aMO KPUTHUKY Pellelliijy CTBapaAallTBa KOMIIO3UTOPA,
akapemuka CAHY Cranojaa Pajiranha (1910-2000), quje je IpucycTBO y jaBHOM
My3HIKOM KMBOTY Deorpaaa 610 3abesexeHo jom ABapeceTHx roanHa XX Beka,
y TIeproAy Kapa je 610 ydeHHK Mysmuke mxoAe ,Crankouh” u moTom Mysmake
mkose y Beorpapy. Kpurmuky penennujy PajudpheBor KOMIO3HTOpPCKOT
AeAoBara Moryhe je HCIIpaTHTH y pacrioHy 0a FOTOBO cepaM AerjeHuja. Fzsohema
PajirarheBrx Aeaa HepeTKO Cy IpaTHAe KOHTPOBEpP3e U IIOAEMHKe, KOje ToBope
He CaMO O KOMIIO3UTOPOBOM OIIycy, Beh jomr Buime O My3HYKOM >KHBOTY
Beorpaaa, Cpbuje u Jyrocaasuje Toxom XX Beka. Otyaa penentiujy Pajianhesor
CTBApAAALITBA CArAAABAMO y CBETAY HCTOPHjcKuX Aorabaja KoOju Cy KiaydHO
YTHIJAAU Ha Pa3Boj CpIicke yMeTHHYKe My3uke y XX Bexy. Cryauja je 3acHoBaHa
Ha IIpoy4aBary obuMHe apxuBcKe rpabe cadyBate y MysHKOAOIIKOM HHCTHTYTY
CAHY, Papnio Beorpaay 1 mpuBaTHHUM KOA€KITHjaMa.

KnygHE PEuM: CraHojao Pajuunb, KOMIOSHTOpPCKH OITyC, MysHdKa KpPHTHKA,

KOHTPOBEp3e, MOAEMHKE, HACOAOTH]ja, 3A0KPeT.

MaAo6pojHH Cy CTBapaoljM y HAIIOj] CPEAMHH KOjH Cy MMAAM TAaKO AyTe, IIAOAHE
u ycrnemse kapujepe kao Cranojao Pajuamh (1910-2000) - xommosuTop,
Ayroropummsu npodecop um pykosopuaarn Kareape 3a xommosunujy Mysmdke
akapemuje, opHocHO, (Paxyarera Mmysumuke ymerHocTH y bBeorpaay, ampexrop
Mysuxkosomkor uHcTuTyra CAHY, pepoBHm uaan Cprcke akapeMuje Hayka M
YMETHOCTH, IPHMAEH Kao jeAaH 0 HeHux HajMaahux daanoBa mxapa, xoju je,
npuTOM, 006aBAA0 AYKHOCT cekperapa Opemera AUKOBHE M MY3HYKe YMETHOCTH
CAHY (pamac: Opemema ymernocru CAHY) mymumx 3S roauna. Pajuunhes
npodecHOHaAHM XXHMBOTOITHC 3aII0YeT je jOII KpajeM ABAACEeTHX TOAMHA IIPOIIAOT
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BeKa, Kapa je Oyayhu KOMIOBHTOp 6HO TeK AAOAECIIEHT, a IPOTerao ce Ha IYHHX
cepaM AeljeHwja. Jom cy pehu npruMepr KOMIIO3UTOPA UHjy je LIeAOKYIIHY KapHjepy,
OA HajpaHHjHX AaHA, MOr'yhe IPeIM3HO UCIPATUTH Iy TeM CaqyBaHUX KPUTHYAPCKUX
HaITHCa M APYTHX BHAOBA IIMCaHe peleNniiyje. Y OBOM YAAHKY, )KEAMMO AQ HCTPasKHMMO
peneriyjy PajuurheBor omyca, kao 1 Herobe IJeAOKyIIHe yMETHHMYKe AUYHOCTH,
ToxoMm Beher peaa XX Bexa. C 063upom Ha To Aa je (n3melyy ocrasor, u 3araramem
camor Pajuanha) cadyBan BeAnKH 6poj IITAMITAHUX CBEAOYAHCTaBa O N3BohemnMa 1
IpUjeMy erOBHX A€Ad y TOTOBO CBUM (pa3aMa meroBe KapHjepe, 61AO je HEOIIXOAHO
IPOYYUTH OBy H3Y3eTHO OOMMHY rpal)y, Ha OCHOBY e M3ABOJUTH HEKOAUKO
erama y npucrymy Pajuanhy-kommosutopy u Pajuanhy-4oseky, Te mpobparu oxe
KPUTHYApCKe OCBPTE KOjH Te eTalle HajyedaTsrUBLje HAYCTPYjy.”

OBaj moAyxBar OHO je AOAATHO YCAOXKIbeH THMe 1To ce Pajuunhes crBapasadku
IpoQuA MeHao, YaK M CYIITHHCKH, TOKOM AelleHHja Bherose Kapujepe, oA yTUIlajeM
KaKO CIOMAIIKHX OKOAHOCTH M MPUTHCAKA, TAKO M AUYHOT caspeBama. Hauwme, kao
M CBAKM CTBAPAAAI] KOjU je UMao Ty cpehy Aa IPOXMBU AYT U HCITYHbeH XUBOTHH H
npodecroHasHu Bek, Pajuanh je 610 CBeAOK M AKTHBHH y4eCHHK PAa3HUX HCTOPH)CKUX
Aorabaja, mpahennx mnpomenama mHAeoAOTHja, ApymITBeHHX ypehema u yaore
yMeTHOCTH y ApymTBy. OBe IpOMeHsSHBE OKOAHOCTH HEMHHOBHO CY Ce OApasMAe
KaKO Ha CTHACKe KapakrepucTuke PajiamheBor ormyca, Tako M Ha yAOTy KOjy je
KOMITO3HTOP HAMEHHO CBOJHM AEAUMA H, C APyTe CTPaHe, Ha BUXOBY perjenujy. 36or
TOTa je OMAO HEOMXOAHO crpaTutH Pajudnhese cTBapasauke TpaHchopmarmje, y3
YIIOPEAHO TyMaderhe OKOAHOCTH Y KOjHMa Cy BeroBa AeAa HaCTajaAa, braa n3solera
U Ha BHX pearoBaHo. Hamr mpumapHu 1ius 6O je Ad IIOKaXKeMO KaKO Ce Ha IPHMepy
PajuunheBe MoOHyMeHTaAHe QUIype IpeAaMajy yMEeTHHYKO-MACOAONIKA TpPBEHa
KapaKTepUCTUYHA 33 YuTaB XX BeK y HaIllOj CPEAHHHU.

I'paba y kojy cMo mMaam yBup obyxBaTa HeKOAMKO Bpcra Hammca. Hajmpe, Ty
je obmMmHa apxuBa u3 3aocrasmTue camor Cranojaa Pajuumha. Kommnosurop je
IIeAQHTHO, TOKOM YHTaBe KapHjepe, CAKYIIoA0 HAIHCe O CeOM A0 KOjJHX je MOTao Ad
aobe (d4ax u oHe Kpajibe HeraTHBHe ), 06jaByeHE y PA3HUM AHEBHUM U [TEPHOANYHUM
my6ankanujama (HIIp. HOBUHCKe YAQHKe, KPUTHYKE OCBPTE, MHTEPBjye, IOAEMHKE),
Kao0 U mporpame KoHuepara (4ecTo ca OGMMHMM MPOrPaMCKMM KEIbVDKHIIAMA),
obaBemrema 0 Harpapama utA. OBaj jeAMHCTBEHH IPeC-KAMIMHI OOjeAHIbeH je y
AeceT ykopudeHnX aAbyMa KOju Cy cadyBaHM y apXuBH My3HKOAOIIKOT HHCTHTYTA
CAHY.* ITomrro Pajuunhesa apxuBa HIIak Hije KOMIIAETHA, KOHCYATOBAAU CMO U CBe
HepUOANYHE YACOIIHCe 1 Mara3uHe y KOjuUMa Cy 00jaBiKBaHe KPUTHKE, AAH M AYXKU
AHAAMTHYKO-KPUTHYKM Tpukasu Pajuunhesux peaa (Pro Musica, Zvuk, Treci pro-
gram, Mysuuxu farac uta.).

3 Kpuruke u Apyru AOCTYIIHM HAIIKICH MOTY Ce Pa3BPCTAaTH y TPH IPYIIe: IPBA IPYIa OAHOCH Ce Ha
peuenyjy Pajiarha kao ymeTHHKa, KpO3 pasHe XXHBOTHE M CTBAPAAAUKe $ase; APYra, Ha pelielujy
IErOBUX AOBPIIEHHX KOMIIO3HIMja; a Tpeha, Ha perenujy jaBHUX M3BOlera MAM CHMMAKA HErOBUX
KkoMrosunuja. JecTo ce ABA MAM TPH THIIA peLlellljyje IIPEKAAIAjy y jeAHOM OCBPTY, AOK Cy Marbe
3aCTYILAS@HM TEKCTOBH Y KOJHMA Ce IIUIIe CAMO O jeAHOM aCIIeKTY.

4  Muanna Pajiranh, KOMIIO3HTOPOBA YAOBHMIA, IIOKAOHHAQ je IIOMeHyTe arOyme My3HKOAOIIKOM
uncruryty CAHY.
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Beoma aparoneny rpaly npeacraBsajy Mysudke KPUTHKe U3 Ilepa eMHHEHTHHX
My3HKOAOTa, Koje Cy OuAe mmcade 3a morpebe mporpama Papmo Beorpapa u
APYTHX papuo craHuia. 3axBanyjyhu mpepaHoMm paay u 3aaramy XpHCTHHE
Mepuh, payroropumme ypearurie y Mysuukoj pepaxiuju Tpeher nporpama Papno
Beorpapa u ypepHuije Mysuuke eaunuje y Georpapackoj msaasaukoj kyhu Clio,
CBe OBe KPHTHKe — KOje Cy OuAe cauyBaHe y apXHBCKOj AokyMmeHTauumju Tpeher
Iporpama My IpMBaTHUM KOAEKIIHjaMa CAMUX ayTOpa — IPUKYILseHe Cy, PeAMroBaHe
u npupehene 3a o6jaBsusame.” Xpucruna Meauh Ham je mybasHO ycTymmaa Ha
xopumheme 0By rpaby, obuma oxo 1000 mpexynjaHHX cTpaHa, TA€ Ce HAAa3U U
3HaYajaH OPOj KPUTUYKUX OCBpTa O Pajiramhy Koju AOCap HHUCY OHAM AOCTYIIHHU 32
Ipoy4aBarbe. JOILI jeAQH BpeAaH u3Bop jecte kura Aapunke Cumuh Murposuh Da
capo al infinito, rAe Cy 06jeANbeHI KPUTHIKM HAIMCH Be3aHU 3a aHcambOae Papmo-
teaesusmje Beorpap (aanac: Papuo-reaesusuje Cp6uje) ao 1988. roaune. Ipemaa
KPHTHKE CAKyILbeHe Y OBOj KEbH3U HICY KOMIIAETHE, A AeO KPHTHKA KOjH je 00jaBseH
Ce Y BEAMKOj MepH IIOAYAApa Ca MaTepHjasOM AOCTYHHHUM Y KoAekimjama CraHojaa
Pajuunha, Xpucrune Meauh u Tpeher nporpama, 6uao je moTpe6HO U BUX y3eTH
y 003up, paAu KOMIIAETHOCTH YBHAA. AOcap jeaHHa o6jaByeHa MOHOrpadwuja o
Pajuauhy (Perici¢ 1971), xao u omncexHa MoHOrpadcka cryauja objaBmeHa y3
ABOCTPYKH KOMIIAKT-AMCK Ca CHUMIIUMA onepe CumoHuga 1 IKAyca coao mecama Ha
auiiapy (Tomamesuh 2010) u Heo6jasmenn aunmaomcku pas Karapune Tomamesuh
nocsehen Pajuunhesum onepama (Tomasevi¢ 1986), mpeacraBmajy Aparonene
u3Bope HHPoOpMarja.

Ilocebny Bpcry rpahe umHe cauyBaHM CHUMIJM PAAMjCKMX M TEAEBU3MjCKHX
eMucHja y KojuMa je rocroBao Pajuunh, y kojuMa je mpeAcTaBAEH HeroB OIIyc, HAH,
Iak, BoheHa AMCKycHja y K0joj je anocrpodupan u Pajuunh.® IIpempa oBa Bpcra
usBopa 3aBpel)yje moce6HO MCTpakuBame, BE3aHO 3a MPE3EHTALHY U Peljeriujy
CaBpeMeHe CpIICKe YMeTHHYKe MY3HKe ITyTeM eAeKTPOHCKMX MACOBHHMX MeAHja, Te
crora Hehe 6uTH y $pOKyCy OBOT pasa, HIIAK CMO Y3€AH y 003HMp HEKOAMKO eMHCHja ¥
KojuMa Pajuunh AvpexTHO KOMeHTapHIIe MOjeAuHe KPUTHYKE TEKCTOBE 00jaBnreHe
y LITaMIIH, jep ce OHe MOTY CMaTpaTh AGAOM HCTe NoAeMuke (caMo HacTaBmeHe y
APYTOM MeaAHjy).’

Iupoxo mpuxsahena nepuoausanuja Pajuanhepor crBapasamTsa mpeseHTOBaHA
je y MOHOrpaduju HeroBor CTyAeHTa U 3aTHM acucTeHTa, Baactumupa Iepuunha,
o6jaBrenoj 1971. ropune.® OBa mepHOAHM3aIHja je M AAHAC PEAEBAHTHA, YIIPKOC
4HbeHUIH A je Pajuanh HacTaBHO Aa KOMIIOHYje U TOKOM IOCAEAIbE TPH AelieHUje
XX Bexa — jep, HAKOH AOCe3aha 3PeAOT CTHAA CPEAUHOM LIe3AeCeTHX, BUIIeE Ta Huje

S X.Meauh 2021, k. ITu 1L (y IITAMITH).

6 Hexoanko ayaMo KaceTa ca CHMMIIMMA OBHMX €MHCHja CadyyBaHO je y apxuBy My3HKOAOIIKOT
uncruryra CAHY; caumxe je aururasnsoBao Musom Bpasosuh y asrycry 2021. roause.

7 Tlopea cHMMaka, HCTHYE Ce HHTEPBjy ca KOMIIO3UTOPOM KOju je Boauaa Karapuna Tomamresuh, a
Koju je o6jaBaen y wacormcy Hosu 3gyx (Tomamesuh 1993: 17-28).

8 Hemro Apyraumja IepuOAM3aIMja AATA je ¥ HEKPOAOTy ObjaBAeHOM y mpBoM Opojy wacommca
Mpysuxoaoiuja moBopoM Pajuauhese cmpru (Bacuh 2001: 174-178).
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Memao. OBa mepruoausanuja 00yxsaTa, yCAOBHO, mecT $pasa, Hako Melyy mruMa AooAa3u
AO Y32jaMHOT TIpeNAUTamba:’

1.

2.

MAAAQAQYKA/aMaTepCKa OCTBapema — A0 opracka y Ilpar Ha cryamje
xomnosunuje 1930. roaune (Perici¢ 1971: 7-12);

paHa, excmpecHOHHCTHYKa ¢asa — op mouerka cryauja y Ilpary ao
usbujara Apyror cserckor pata. HajsHadajHuje ocTBapeme u3 oBe dase je
IlpBa cumdonmja, Hactasa kao Pajuunhes saBpunm pap Ha Majcropckoj
mkoan, 1935. roaune (ibid.: 13-19);

Apyru cBerckm part — neprop PajuunheBor moBaayera U3 jaBHOT KUBOTA.
Mmnax, 3a BpeMe para Pajuunh u pame KOMITOHYje eKCIIPECHOHUCTIYKA ACAQ,
meby xojuma cy Apyra cumponnja (1941) u IpBu KOHLEPT 3a KAAPHHET
u opkecrap (1943). Hasnake nmpomene cruaa BupsuBe Cy y Ganery Iog
semwom (1940), nuKaycy cHMOHHCKHX T0eMa Ha HAPOAHY €IICKy T10e3ujy
(1942), neoxaacuunoj Tpehoj cumponnuju (1944) uta. (ibid.: 20-58);
KpaTaK COIPeaAMCTHYKHM IepPHOA — OO0yXBaTa IIOCAE€paTHE TOAHHe.
Hajsnauajuuje octBapeme u3 oBor pazpobma je Yerspra cumdonmuja (1946)
(ibid.: 59-89);

IIOCTENeHH OTKAOH OA COI[HjaAMCTHYKOr peasmsMa — op 1953. Hapane.
HajsHauajuuja ocTBapema us oBor paspobsa cy onepa Cumonuga (1953
1967), Ilera cumonuja (1959), xantara Caeitay na cabopy (1961) u Apyru
KOHIIepT 3a KAapuHeT u opkectap (1962) (ibid.: 90-111);

3peAd CTHA, op Lukayca Mainosersa (1964) ao sapmerka Pajuauhese
xomnosutopcke kapujepe (ibid.: 112-126) - xapujepe koja je, HakoH
objaBsusamba [lepuunhese monorpaduje, morpajaaa joir Tpu aetienuje. Kao
raaBHy opAnky Pajuunhesor speaor cruaa IMepuunh mspBaja mpenaunrame
OUTOHAAHHUX CAOjeBa, KOjU HpecTajy Aa OyAy jacHO andepeHuupanu y
naprutypu (ibid.: 114) — mTo jecte ounraeano y yuxaycy Mainosersa.

Hasepene neprnopusanuje HeheMo ce CTPUKTHO NMPHAPKABATH, jep TOKOM (pasa
y xojuma je Pajuauh mperesxso oxpenyT excipecnonusmy (apyra u tpeha) mucy
CBa AeAQ Y TIOAjeAHAKOj MepH eKCIIpecHoHucTHIKa. Hanme, Tokom Apyror ceerckor
para, Pajuanh je KOMIIOHOBAO M eKCIIPECHOHHCTHYKA U (pOAKAOPHO MHCITMPUCAHA
Aeaa. TTeprop COIMjaAMCTHYKOT PeAAM3Ma U 320KpeTa 0OeAeXKEH je U OTKAOHOM OA
bera TOKOM PaHHX IleAeceTHX (a IIpe HaCTAaHKa IIPETEXXHO GUTOHAAHHX A€AA Kao IITO
je ITera cumonuja).

9  Vcaep OBHX IIpelANTaBA, IIOrAaBAa u3 ITeprunhese MoHOrpaduje ce caMo ACAMMIYHO ITOAYAAPAjY

Ca HaBeACHOM ITePHOAHM3ALIjOM.
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CBE JE ITIOYEAO JEAHUM MATYPCKHM PECUTAAOM
N IIO3UBOM HA YA]J...

Jom xao yuenux mysmuke mkoae ,Crankosuh’, Cranojao Pajuuanh je moxasusao

aduHHUTET 32 MPOPECHOHAAHO OaBierme MysukoM. TokoM mmKoAoBawa y Beorpaay,
Pajuuuh je ycMmepaBan Ha Kapujepy IPOQEeCHOHAAHOT IHjaHKCTE, AOK je, IpeMa
peunma Baactumupa Iepuunha, pAepuuuTHBHO OmIpepemerse mpeMa KOMIIOHOBAY
AOIIIAO KacHHje, 110 IIOBpaTKy y Beorpap ca cryauja kommnosunuje u kaasupa y Ipary
u Beuy (Peri¢i¢ 1971: 18-19). O Pajuurthesom mxoaosamy y Beorpaay cseaoue Tpu
AOKYMEHTA M3 apXMBCKe 3a0CTaBIITHHE KOja ce YyBa Yy My3MKOAOIIKOM MHCTUTYTY

CAHY:

IToxBaaunua HacraBamukor Beha Mysunuxke mxoae ,Crankosuh®, aarupana
28. jyna 1922, a xojy Cy HOTHHMCaAM TAaAAIIEBH AUPEKTOp MKOAe, XUHKO
Mapxusen u Pajmauhesa npodecopxa kaasupa, Pyxa Bunasep (Cauka 1);
ITporpam xoHnepra yaeHnka Mysmuke mxoae ,Crankosuh’, oapsxasor 21.
aetiembpa 1924. roaune (Pajuauh je usseo kaaBupcku komap om. 82 6p. 8
Maxca Perepa, us 36upke Hs moia gresnuxa);"

ITporpam mujanucTuakor pecutasa Cranojaa Pajuanha, yu.[ernxa] VIIL pas.
[peaa] IV. B.[eorpaacke] [mmuasuje (xoHLepT je oapsKaH y ABopanu Apyre
Mymke rumHasuje). CadyBana je kputuka Cranucaasa Bunasepa!! y kojoj ce
HaBoAM A2 je Pajuanh ,[y] Menaeaconosoum koHuepry e-moa [ ...] moxazao
nopea A0bOpe TeXHIUKe, UCIPABHOT $pasHparba, jOLI U APArolleHa CBOjCTBA
IIPaBOT CTHAQ, & TO je OHO IITO je Ko ydeHuka Hajpehe” (B.[unasep], 24. 3.
1926).

/\
=3k
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TUXBAAHWUA

WE TEAAWLY WATTEBAWUKQT BERA OL 26 jIHA
1922, ro;&v&ra PEWEAS JE, AR TE JHERUK MISWIKE
UKD SE L, CTAHAOBUL " LCmevogue Togrunnde. ..
Anloon mntirogeic  ppbe doovnetopae
L AeEhoiga e XBK“M ot o
XBRAHWUOM 37 DPUMEPHD ABNPELOBAHE 4 MY3U’

Pt QHPEKTOP:

Cnuka 1: MoxsanHuua HactaBHuukor Beha ML, CraHkoBuh” noperbeHa CraHojny

Pajuunhy

10 Huje HazHaueHO M3 KOje OA YETHPH CBECKE je 0Baj KOMaA,.

11

Mysuuku xputnyap Cranucaas Bunasep (1891-1955) 6uo je cun nujanucrkume Pyske Bunasep

(poby. Pozenbepr, 1871-1942), y unjoj je kaacu Pajuauh yumo kaasup.
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Hajsehy makmy cBakako NpUBAAYM KOMIIO3UTOPCKHM PeCHTaA, OApXKaH 1.
HoBeMOpa 1928. ropune. Ha ocHOBY cauyBaHOT KOHIJePTHOT IIPOrpaMa, Ca3HajeMo
Aaje Maaau MarypanT Pajuuanh opcBrpao sHauajan 6poj cBojux kommosunuja: Oyray
LHC-MOAY, o116, ITpeayaujym u ¢pyra y 6e-MoAy 3a AeBY pyKy, o1 2 6p. 1, ITpeayaujym
1 dyra y ie-Moay, orL. 2 6p. 2, Tpu komapa 3a kaasup (Feu Follet, Cepenaga, ITpoaehna
uipa), norom Tpu mpeayanjyma om. 1 (y 6e-Moay, Ae-Moay u ¢uc-moay), Marche
funébre, on. 4 u Tpu pancoanje or. S (y e-MoAy, Xxa-MOAy 1 e-MoAy).'? Y kputuKama
PajuupnheBor pecuTasa, 3abeAeKeHO je Ad je ped O BeOMa TAAEHTOBAHOM MAAAOM
MysH4apy, KOji ce y CBOjUM IIPBUM KOMIIO3HUIIMjaMa yrAeAd Ha BEAMKe MajcTope
MO3HOT POMAHTH3MA, AAK U A, KA0 PETKO KOjH HAIl KOMIIO3UTOP, AOOPO Cjeprmbyje
POMaHTHYApCKe TEHAEHIMje M HAI[OHAAHM My3Huku upuoM. Kako 6Geaesxu
Cranncaas Bunasep: ,Hama mysuuxa mybauxa ocernaa je y Cranojay Pajuumhy
jeAAH Halll BEAUKH 1M ay TEHTUYHHU TaAeHaT. Ha oBoMe, o HameM Munsemy, He cMe Ad
ce 3aApXH yuernhe HaIIMX My3HKAAHHX KPYTOBA ¥ jJEAHOM TAKO HEOUEKHBAHOM H TAKO
Aparorierom orkpuhy. AyxHOCT je Hamer ApymTBa Aa Cranojay Pajuunhy ob6e3beau
Bume My3uuko mKoAoBame” (Bumasep, Bpeme, 3. 11. 1928). Kao Pajuunhese
y3ope, Bunasep HaBopu JoxaHeca Bpamca, Joxana Cebacrujana Baxa, Aaexcanppa
Cxpjabuna, Opanna Aucra. O eAeMeHTHMA HAIJHOHAAHOT yCMepeba ITHUIIe: ,Y CBOjUM
npeayaujymuma u dyrama Pajuunh ycrnesa pa Baxoscke u Bpamcoscke [sic!] moaere
1 IIOHOpe y cebu pooBeae A0 Hekor Behma cprickor, Behma paspparaHor, a Ha MaxoBe
Behma cymopHo-jeanocTaBHOT 3By4ama“! (ibid.). Konauno, Bunasep nume: ,Hajszaa,
y TPH CPIICKe PaIicoAnje A0OMjaMo IPaBO pelerhe Koje HAIIK POAKAOPCKU My3HIapu
He MOTOIIle AATH. JaBsa Cé HAPOAHH MOTHUB, aAM He Ka0o HaMelITeHU U XOTEeHH YKpac,
Beh Kkao cTBapasauka norpeba. [...] MoTus, A0 KOTa je HApOA AOLIA0 Y jeAHOj CBOjOj
PEANIHO3HOj MAM PACKAAAIIHOj IPO3HUIY, I0jaBuo ce U kop CraHojaa Pajuumha
K20 OATOBOP Ha ApYyTa, cacBuM Apyra nutama“ (ibid.). Apyru, anonumHyu KpuTHIap
Hosociiunctuye Pajuanheny camoykocrt, asunnpumehyje yruaj Illonenose mysuxe,
mro Bunasep Huje yourno. O ocaamamy Ha ¢poskaop, nuire caepehe: ,Y merosum
pancopnjaMa OTKPHMAM CMO HAjUHTEPECAHTHMjy M Haj3HAYajHUjy CTPaHy HeroBor
TaAeHTa. 10 je IpOXMBAaBame My3HIKOT HAIIMOHAAM3MA. Jep HAIlMOHAAM3aM HHje
¢oaxaop, Beh opHrHHAAHO CTBapame Ha OCHOBY KAPAKTEPHCTHKA HAlle HAPOAHE
mysuke. TakBo cxBaTame HalOHAaAM3Ma I. Pajirdnh je AOCAGAHO CIIPOBEO y CBOjHM
MaAUM ParCoAjaMa, CjajHO KAABUPCKH HAITMCAHUM, Ca ITHO KOHTPACTA Y IITUMYHI'Y,
YaK macrepaAHuX [sic!], ac MeaanxoAmHHX, 9ac Apamarnanux” (Anon. Hosocmu,
2.11.1928).

Ilpema peunma Baacrumupa Ilepmumha, PajuumheBa mpodecopxa kaaBumpa
y mkoan ,Crankosuh” u Mysuuxoj mkoau y Beorpaay, Pyxxa Bunasep, umaasa je
06muaj Aa ,pozove krug prijatelja i poznanika da ¢uju njenog talentovanog u¢enika“

12 Pajuanh je op KaaBupckor tpuja u3 1934. ropuHe IIOHOBO 3aII049€0 HYMEPALHjy A€Ad OA OIL 1.
TTpema ToMe, YBepTupa us 1934. roante Hocu o3Haxy orn. 2, [Tpsa cumdonuja (1935) orn. 3 nTaxo pase.
Aetaman nonuc peaa HacTaaux A0 1969. ropune Bupern y: Perici¢ 1971: 136-139.

13V cBUM LMTHPAHHM OAAOMIJMMA M3 KPHUTHYAPCKUX HAIIKCA, CAYyBaH je OPMIMHAAHU IPABOIIKC U3
Tor pAoba.
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(Peri¢i¢ 1971: 9). Crora He uyau A2 cy PajuumheBn mxoAcku jaBHM 4Yacosw, a
IIOTOTOBY KOMITIO3UTOPCKHU PECUTaA € Kpaja 1928. ropriHe HMaAu OpjeKa Y OHAAIIEO]
0€e0rpaaCKoj UITaMIIH.

Becr 0 MAapoM My3udapy, KOju je y CBOjUM KOMIIO3UIIMjaMa OYUTACAHO YCIIENTHO
CjeAME>aBa0 YTHUIIAje HEKUX OA Haj3HAYAjHHMjUX 3aIIAAHOEBPOIICKUX KOMIIO3UTOpPA ca
TeHAEHIMjaMa HaIJHOHAAHOT yCMepema, a IIOpeA TOra YCIeBao A AOCTHIHE AMYaH
KOMITO3UTOPCKH H3pa3 Beh kao MaTypaHT, mpouyaa ce y Beorpaay. lurepecanTHo je
Aa je 24. mMaja, HajsepoBaTHHje 1929. roarHe, OApKaHa YajaHKa y okBupy Exraecko-
jyrocaosenckor kay6a y Beorpaay, a Ha mosus 6padnor mapa Bajac (J. W. Wiles).
Tum noBopoM, ,[r]ocriopun Cranoje Pajuanh [sic!] je umao po6pory o6eharu nam
Aa he cBuparu cBoje opurnnasne kommosunyje Ha kKaapupy “ (Cauxa 2).

ANGLO-YUGOSLAV CLUB ! EHIJIECKO-JYT OCHUBEHCKH KIIYE
BELGRADE BEOTPRAL
At the invitation of Mr. and Mrs J. W. Wiles, the Committee Ha nosus Tocromura u Focnoke J. W. Wiles, Ynpastom OnGopy
have great pleasure in inviting you to a je wact nossath Bac Ha

to be held, at Villa Cambridge, Titelska ulica, Toptidersko Brdo, on Koju he ce npupenni y Bunn KemBpuy, ymuua Turencka, Tomum-
Saturday next, 24th May, from 4 p. m. fepcko Bpao, y cyboty 24 o. m. on 16 sacosa.

Mr. Stanoje Rajicié has kindly promised to play various original Focnonnt Craroje Pajuunh je nmao poGpory obehats wam, na
compositions on the pianoforte. he CupaTH CROje OPHTHHAIHE KOMNOJMLM]E HA KMABMDY-

If the day is very wet the tea will be in the Club. Y cnysajy spo phasor Bpeena waj he ce oapwatu y Knyby.

(,Villa Cambridge* is quite near to the Kralj Petar Muzej. It (,Buna Kembpuu* je ca canm Gnuay Myaeja Kpama Merpa. [lo
may be reached either from the Zvezda (by Dedinje Autobus) or e ce mowe noh og 3sesne (ca RyTodycom Jemurne) wnm on Map-
from Markarnica, via Ruska and Majdanska ulica (Tram Ne 3 to Mar- xaphute, Pyckom u Majnanckom ynuuom (tpameajem Ne 3 o Map-
Karnica), and also from Senjacka ulica, straight up the hill to Kralj Kapiuue), ¥ Takohe Ao Cervadke ynuue, mpaso y3 GpRo 40 wyseja
Petar Muzej and then sharp to the right). Kpama [letpa 1 OHpa OKpeHyTH ORiMaXx RECHO.

Cnuka 2: MNo3mBHMLA 3a YajaHKy

Mo>keMO 3aKAYUIUTH AQ je, jOIII ITpe ,3BAHHYHOT  [OYeTKA CBOT KOMIIO3UTOPCKOT
obpasoBama, Cranojao Pajuunh ysxusao pernyranujy cBojeBpcHOT ,9yAa OA AeTeTa” ¥
0€e0rpaaCKoj My3HIKOj CPEAHHH, Te AA CE OA Ebel'a jOII TAAQ OYeKHUBAAO AQ Ce IIOCBETH
MYSHIH 1 Ad IOCTaHE 3Ha4ajaH KOMIIO3UTOP — IITO CE U OCTBAPHAO.

ITpAr. CTYAEHTCKE TOAMHE (1930-1935); BEOTrPAA AO APYTOT
CBETCKOT PATA (1935-1941)

Toxom cryamja y Ilpary, Pajuunh je, mocae cBOjUX MAAAAAAUKHX,
HO3HOPOMAHTUYAPCKUX KOMIIO3HIIHja, IIPUXBATHO HeKa OA CaBPEeMEeHHUX CTpYyjamba
yMeTHHYKe My3HKe, KOja Cy Ce y TO BpeMe, y OKBUPHMA eKCIIPeCHOHHM3Ma, KpeTaAa
9ak M A0 4eTBpTTOHCKe Mysuke (Peri¢i¢ 1971: 14). Pajuamhes crua ce xperao
u3Mel)y ekcIpecHOHHMCTHYKOT XapMOHCKOT je3HKa M HeOKAACHII3MA Y GOPMAAHOM
noraeay (ibid.: 20). Ta cTuacka opujeHTanuja ocrasa je mpucyTHa y Pajuunhesom
OITyCy TOTOBO AO Kpaja Apyror CBeTCKOT para.

Vceuxe 13 HOBMHA Ha YEITKOM je3HKY, 13 KOjHX Ce He MOXKe YOUHTH HACAOB AMCTA,
HUTH MMe KpUTHYapa, CyMupao je Baacrumup Hepn'mh. Paj nunhesa CTYACHTCKA ACAQ,
KOMEHTapHCaHa y yemkoj mrammu 6uaa cy Kaasupcexu tpuo om. 1 (1934), Veeprupa
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on. 2 (1934) uIlpsa cumdponnja om. 3 (1935), yjeaHo u 3aBpiHu paa y kaacu Jozeda
Cyxa (Josef Suk) u Pysoapa Kapeaa (Rudolf Karel). ITpema [Tepuanhesnm pednma,
KaaBupcku Tpro je m3BepaeH 13. jyna 1934. roanHe, a HaBeAeHO je:

Jugosloven Stanojlo Raji¢i¢ iz klase prof. R. Karela pokazao je ¢etvorostava¢nim
Triom za klavir, violinu i violon¢elo nesumnjiv talenat, a takode i modernu zvu¢nu
orijentaciju. Izmedu uvodnog Allegra i ostalih stavova nema doduse ¢vrstog stilskog
jedinstva, ali upravo to pruza zanimljivu priliku da se posmatra kako je mladi kom-
pozitor od stava do stava sve intenzivnije tezio od starijeg stila ka danasnjem (rmpema:

ibid.: 15).
YBepTupa je uzsepera 20. jyna 1934, a y mramnu je 3abeaesxero caepehe:

Mladi kompozitor Stanojlo Raji¢i¢... dao je kao samostalnu orkestarsku ta¢ku pod na-
zivom 'Predigra’ partituru ne obimne, ali instrumentalno veoma jedre kompozicije,
¢ija su mesta ukazivala na stvaralacku fantaziju i okretno kori$¢enje moderne kom-
pozicione tehnike(ibid.).

Konauro, moBopom ussohema II u III craBa Pajuanhese Ilpse cumonnje, 14.
jyHa 1935. ropune, yemxu kpuridap je, nopepehu Pajuanhesa aBa crasa ca ITposoiom
32 CUMOHHMjCKM OpKecTap CAOBauKor kommosurtopa Jana Llukepa (Jan Cikker,
1911-1989), unja dopma, mpema pedrma KpUTHIapa, HUje 6HAQ AOBOASHO AOGPO
npoduancana, HaBeo: ,Rajic¢i¢ev simfonijski torzo [je] u tom pogledu [forme] mno-
go lapidarniji i muzicki jedinstveniji [ ...a] adekvatna instrumentacija tmurnih stavo-
va jasno ukazuje na uticaj preminulog majstora Jozefa Suka“ (ibid.: 17).

Haxo IlpBa cumdponmja HYje U3BeAEHA Y IIEAOCTH, ITPAIIKA KPUTHKA je OYUTACAHO
Iperno3Hasa ’eHy (OpMasHy KOHCTPYKIHjy Kao TAaBHM KBaaurer. Kako je
Oeorpaacka IyOAMKa pearoBaAa Ha TO eKCIPECHOHMCTIYKO OCTBapeme, Oyayhu Aa
joj ce Pajuauh, mpe opaacka y Ipar, mpeacTaBHO CBOjUM ITO3HOPOMAHTHYAPCKUM
Aeanma? KpuTnyapcky HammcH u3 TOr A06a IOKa3yjy Ad Cy eKCIIPeCHOHHCTHYKA
AeAa OTBApaAa TIOAEMHKe, I1a YaK M YTHIAAA HA CTBaparme Tabopa mehy mysumukum
MHUCIIMMA — jJEAHOT, HAKAOI€HOT HOBUM TEHAEHIIUjaMa U APYTOT, KOjH je 610 IIPOTHB
IPUXBATamkha eBPOIICKHIX TPEHAOBA, YCAEA CTPaxa Aa he OHM IIOTHCHYTH HALJIOHAAHE
CreruGUUHOCTH CPIICKE KYAType.

Beorpaacka npemujepa Ilpse cumponuje Cranojaa Pajuunha emuroBaHa je Ha
Papno Beorpaay 23. aenembpa 1938. ropune. Cumdonujckum opkecrpom Papro
Beorpapa aupurosao je Muxanao Byxpparosuh. O oBom m3Bohewy Karapuna
Tomamesuh (Ha ocHoBy Pajuuuhesor cseaodema nutupanor y: Veselinovié¢ 1983:
299)'* maBoau caepche:

14 AeramHuje Bupern y: Veselinovié¢ 1983: 299, fn. 248, rae ayTopKa HABOAU 0Baj IIOAATAK HA OCHOBY
pasrosopa ca Cranojaom Pajuunhenm op 24. maja 1980. Ayropka Takohe ncTHde Ad Cy CAYIIAOIHM 3BAAK
Papno Beorpap u Tpakuau aa ce npexune usBoheme Pajuunhesor IIpBor ryaaukor kBapTeTa; MOAATAK
je AOGujeH Ha OCHOBY pasroBopa ca KOMIo3uTopoM Bohenor 19. anpuaa 1980. (Ibid: 297-298, fn. 246).
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[1]sBoheme IIpse cumponuje Cranojaa Pajuunha [...] Tpajaso [je] ABocTpyxo ayxe
HeTo IITO CY TO IpeABHlase MAPTUTYPHE O3HAKe 33 TeMIIA. Y AUPEKTHO] Be3U Ca OBOM
YMHEHHUIIOM CTOjH HM3Y3€THO HEMOBOMHA PpelelNiuja HajaKTyeAHHjer pereproapa
MOAEpHE 3By4YHe KOHIeniuje. PaAUKaAHMjH MMPOAOPHU Y 3BYK €KCIPECHOHUCTHYKE
omrpuHe 6uAM cy, HauMe, y beorpaay ocyhenu Ha pujacko; To cy Hajbose oceTHAH
[peACTaBHULM HajMAabe KOMIO3UTOpCKe reHepaluje, Kapa Cy KpajeM 4YeTBpTe
AelieHHje ca IKoAoBamba y IIpary aooHeAr cBoje ‘ambunuosne’ maprurype (Tomamesunh
2009: 99).

Ha cpehy, nakoH oBor ¢pujacka, [Tpsa cuMdoHuja je MIOHOBO U3BEAEHA, H TO Y>KHBO,
Ha KOHIIePTy oAp>kaHoM 31. jaryapa 1939. ropune. YyecTBoBaAHU Cy HCTH H3BOhauH,
a orjeHe je AaAO BHIIe Georpaackux Kpurudapa. Y PajuunheBoj apxuBu mpeTesxHo
Cy cauyBaHH a$pUpPMATHBHH OCBPTH Ha OBO IIOHOB&SEHO H3BoDeme, y Kojuma ce
MHCHCTHPA Ha , AyIIEBHOCTH , & C APyTe CTPaHe, Ha ,MOAEPHOCTH U ,,CHa3H MAAAOT
kommosuropa. Hrp. ITaBae Credanosuh HaBoau:

Fberosa nmpsa Cumdonuja kojy je curoh usBeo opkecrap Papno cranmie AMBHO je
CBEAOYAHCTBO O IPO3HMYABOM, YIIOPHOM NPOOHjamsy HaIIer, 6e0rpaACKor Y0BeKa y
CBETCKY 3ajeAHHUL)y AQHALIILKX TOHCKMX yMeTHHKA. Kao TakBo, 0BO mpobujame je u
BHIIlE HO HeroB AMYHU CAy4aj. OHO je Ka0o HeKM CHMOOA Hallle KpIIHe SKMAABOCTH,
Hallle yCTpeMAeHe BOse Ad He IIyIIPUMO BEYMTO Ha yAA3HMA, A yheMmo, pa cTymumo
Ha HIXOB, eBPOIICKH IIAAH, AQ CMO 3aCTYILASEHH M IIPUCYTHHU U Y3€TH Y 063up.
Pafjena, kako BeAM KOHIIEPTHH IIPOrpaM, Ha 0a3M KAACHYAPCKHX 3aKOHHTOCTH
cuMpoHmjckor obarka, werosa npsa CUMPOHMja MAAAAAAUKU je 3arpabraa u3
IITyMHOT, KAYY9aAOT BPeAd MOAEPHE MEAOAHKE, YMOPHE 0A TOHAAHOCTH, IpecuheHe
POMAHTHKOM, HECTPILSUBE H yXypbaHe IpeA YAOOHHM, IIMPOKO Pa3BHjeHHM H
paspahuBanum Temama Mysuke npomraor [19.] Bexa. [...]

Om ce Hmje cTapao Aa YToAM KOMOAHTETy caymaona. Iberos sapuxanm HavmH
HCKA3HBAaIba, HCKMAAH 4eCTO y 3aMapajyhe koMapnhe MOTHBCKOT TOHCKOT TKHBa, HHje
Ce YaK yAOBHO HY Ha TOAHIJABH ¥ IIPHMAMASUBH MaMal] TOeHTHPAHOT 3aBpIIeTKa. [ ... ]
AAM OHO IITO Ce He A CIIOPUTH, TO je: Ad AGAO HHU 33 4ac Huje 6aHaAHO, AQ je
IOIITEHO U IO PABUAMMA HayKe HHCTPYMEHTHUPAHO, Ad je ApyrH cTaB (AHAaHTe), y
TeMITy IOCMPTHe KOpadHHLIe, A0 IOTPECHOCTH YoBedaH, A2 je Cxepuo (Tpehu cras)
ca msyserkoM Tpma, kpemak u 4o a y macaxuma ydemha KCHAOPOHA MOHOCHTO
XYMOPHCTHYAH 1 BEAAP, AA j€ Haj3aA YNTABO AEAO jeAQH OANCTaBU AOKYMEHT HaIlpe3arha
KOMe CaM Ce y II04eTKY BAAKAHCKH M CPIICKM IIOKAOHHUO, A Ce CaAd, 3ajEAHO Ca UM,
eBPOICKY U MHTepHarmoHasucTHyku ucnpeum (Ilasae Credanosuh, ITpasga, 2. 2.
1939).

Credpanosuh je mcrakao Beauku 3Ha4aj PajuunheBe cumonumje 3a HCTOpH)Y
CpPIICKe My3HKe, KOjH Ce OTA€AA Y UMIbeHHIHM Ad je Pajuunh mpomamao ,mpearan”
6aanc usmelyy onora mro cy 6MAM caBpeMeHH TPEHAOBH €BPOIICKE My3HKe, IITO je
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O¥AQa CPIICKa My3HKa KACHUX TpHAeceTux roanHa XX Beka u AudHOT u3pasa. CAndHy
orieHy A0 je 1 Muaenko JKuskoBuh, HaKo BeroB OCBPT CAAPIKU ACTASHH]Y AHAAUSY
IIpse cumdonuje:

O PajuunheBoj CuMmpoHUjU MOXe Ce TOBOPHTH KA0 O AEAY O30MAHUX TEKHU
OCTBapeHNX CTUACKH NOTIIYHO yjeAHAYeHO M TEXHWUKU COAMAHO. [...] Kaaa ce Hexn
CaBpeMeHH KOMIIO3HTOP MOAEPHHX HAKAOHOCTH OAAYYH 33 CHMQOHHCKH OOAMK,
oH je Beh camnm THM Hampasmo Hems6exaH kommpomwc. [..] Kapakrepucrmaan
npuMep 3a 0Bo TBpherse npysxa ynpaso Pajuuanhesa Cumponnja. OHa Uy 1eAOCTH U
y TI0jeAMHOCTHMA IIPY>Ka IIPUMep KAACHYHOT OOAMKA COHATE, IIITO Ce HEHOM ayTopy
YOIIIITe MOXe IIPH3HATH KA0 BPAMHA. AAM jOj Ce YIPaBO 360T BeHOT MaPaAOKCAAHOT
KapakTepa, He MO)ke TIPU3HATH CTONPOIIeHTHA PeBOAYIIMOHApHOCT. I1a unak 3a oBy
Comonnjy [sic!] moxe ce pehu Aa je TO AeA0, HaKO He HAPOYMTO GOraTe, aAU CBEXe
1 IOA€THE HHBeHnwje. [...] TAABHO je TO, A je 3BY4HH OAHOC NTOjeAHHMX HHCTPYMeHaTa
HAM Tpyma A06po mpoHal)eH M CKAAAHO TOCTaBAEH UM AQ Ce CIIEKTap 3BY4YHHX 60ja
pasAuBa PUPOAHO U HeHaMmeTsUBO. I1o cTrAacKoj cposHOcTH Pajiunh je HajbAwKu
Ipoxodjey u AoHekae Xupemury. |[...] Pajuunhesa Cumdonuja mpeacTaBma
3HAYajaH TIPUAOT HANNOj MHAYe CHPOMAmHOj cuMponujckoj Mysurm (JKusxosuh,
Bpewue, 2.2.1939).

Kao u Cre¢anosuh, XKuskosuh ncrnye Pajuunhes xomnpomuc usmely onora
LITO Cy OMAe CTpYyje caBpeMeHe My3HKe M AWYaH KOMIIO3UTOPCKU u3pa3. Konauno,
Mruaoje MuaojeBuh y HAGHTHIHOM MaHHPY OeAeKH:

PajuanheBa MopAepHa je y 3HaKy M3AMBa jeAHOT MAAAOT YOBeKa Ha IIPBUM [OYeLMa
CBOTa pa3BOja, TEMIIEDAMEHTHOI, KOjU yXMBAa y pasMaxy CBOT TeMIIepaMeHTa.
Taj pasmax TemIepaMeHTa HCTHYEM KaO A€IO 3HaMeme CTBAapaAadKOr TaAeHTA
r. Pajuunha. Aan y cumonuju 1. Pajuunha nMa u nspasa MUCAOHOCTH, KOjU MU ce
0COBUTO CBUAEO, K20 KAPAKTEPHCTHKYM AyXa ayTOPOBA. [...| AAM 1 Ta KakopoHHja,
[POCTHje peyeHo, KAPHUIMO3HH 3BYYHH HeCKAaA, CYKob y cumonuju I. Pajiunha
Huje 6e3 kapaxrepa. IITro snaun: Pajuuuh je, cBojom cumponujom oTKpuO cebe, 1 OHO
IIITO CMO MU Y EbeMy YTAEAAAH, AOKa3 je: Aa je I. Pajuanh koMIosuTop Koju npesxussyje
€M10Xy CBOTa HECTAAOXKEHOT Pa3B0Oja, aAM KPO3 by IPOAA3U Ca CBUM KAHMI]AMa CBOTa
TemmepamenTa u — ocehajuocru. Kap HacTynmm crasoxaBame TeMmIepaMeHTa H
uAeonoryje, [...] . Pajiranh he Ha ocHOBaMa peaAHVX YMEEHNIA BEYHO YMETHHIKOTA
MMATH IITa AQ KaXKe M YMETHU TO Ad KaKe ADYKYHje HO Y CUMQOHH]jHU, MaKO OCHOBY Ha
KOjOj BeI0B yMETHUYKH HAA30p MmourBa Hehe AeMaHTOBAaTH — IOWITO je OHA U3HHKAQ
U3 MEHTaAUTeTa capalllibulle — U He Tpeba pa ce oeManTyje (Muaojesuh, IToauttiuxa,
4.2.1939).

Topure 1940, Cranojao Pajuunh je A06MO Harpapy Ha KOHKYPCY YAPYKerba
yLIBujera 3ysopuh’, sa Apyrm rysauxu KBapTeT, KOMIIOHOBaH IpeTxopHe 1939.
O oBOM AeAy MAGHTHYHOT CTHACKOT ycMepera kKao u IIpBa cumdonuja, Muaenko
JKuskosuh je Hamcao caepehe:
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OBaj KBapTeT ce OAAMKYje HApOUUTO CHAXXHHM PUTMHYKUM ITyACHpameM, Koje ce y
HeOoGHMYHO XXMBAM TeMIIMMA IIOHEKaA [IpeTBapa y mpasy Buxop. Temarcku Matepujas
je xpuTmaku mpo6pad, AOGPO 3a I'yAauKe MHCTPYMEHTE IIOCTABAEH Uy H3pasy
nperHanTat. [...] VHaue neao AeA0 MMa MAAAAAQUKe CBeXMHe H OyjHe cHare, Koja
ce, pexau OrcMO, IPKOCHO padMehe mpep 3amameHNM GHANCTPUMA, HA3AAMALUMA U
cHoboBuMa Hante Mysuuke crBaprocT (JKuskosuh, Bpeme, 29. 2. 1940).

Candan, nosurusat cras uMao je n IlaBae Crepanosuh (I1pasga, 29.2.1940). Ao
capa, BehuHa H3pedyeHNX 3aMepKU KPUTHIAPA OAHOCHAA Ce Ha TEXHHUYKEe HEAOCTATKe
KOjH IIPOU3AA3e U3 UHIbEHHUI]E AQ j€ Ped O MAAAOM CTBAPAOLLY, AAH Ce YCIIeX HerOBUX
AeAa yrAaBHOM HHje ocriopasao. Takolhe, Ao Apyror cBeTckor para, A0 U3paxkaja cy
Aoman u PajuunheBr 1MKAycH cOAO mecama, Kao IITO Cy Jeganaeciti MOOPUHUX
iiecama (mecma 6p. 4 po6uaa je Harpaay yapyxema ,LIBujera 3ysopuh® y jyay 1940,
a LUKAYC je y neAnHu noxsaneH, cf. AHoH. [Toauttiuka, 28. 7. 1940) u Yysapu cseitia
(marpapa Akapemuje ceaam ymetHoCTH, cf. Anon. [Toauttiuka, [2] 9. 1940).

Mysuukom sxuBory Mehyparnor Beorpasa moce6Hy HOTy je Aara mosemmka
usmelyy Ceromupa Hacracujesuha u Cranojaa Pajuanha, xoja je Pajurauhy npysxuaa
IPUANKY AQ Ce OKYIIA y AO3H MY3HYKOT IHCIIA, T Ad TIPHKAXe CBOjy ePYAULIH)Y
U jacaH ayTomoeTHyku cTas. IToaemuxa je naunupasa janyapa 1940. roause, kapa
je v texcry ,I. HacracujeBuh mam 'Aaxk u tama MopepHe Mysuke', oOjaBseHOM
y debpyapckom 6pojy uacomuca Ciasercka mysuka,” Pajuanh oprosopmo Ha
HacracujeBuheBy KpuTuKy deTBpTOr KOHLepTa bBeorpaacke ¢uaxapMoHpje,
oapkaHor 16. jaryapa 1940. roanHe, y OKBUpPY KojerT je n3BeaeHa bpykneposa AeBeTa
cumdonmja; Hacracujesuhes ocspr o6jamen je y Cpiickom inacy (25. 1. 1940).
Pajuranh je, ncrposonupan HacracujepnhesnuM nMeHOBameM caBpeMeHe My3HKe Ko
Heyera IITO je ,A&KHO U TAMHO', HaBeO:

I H. Hac motceha Ha ynTaoma Koju He IIpU3Haje He CAMO BPEAHOCT A€AQ Ha CTPAHUM
jE3HIIMMA, jep He 3Ha Te je3HKe, Beh e TIPU3HAj€ HA BPEAHOCT CPIICKMX A€AA HAITUCAHUX
‘AarunurioM', Kojy r. H tako ucro ne 3na. OH je ycreo 6e3 munje momohu aAa caBaapa
camo 'hupuanny', u 3aro mpusHaje jeAHHO CPIICKA M PyCKa A€Ad, OAHOCHO cebe u
Mycoprckor. He npusnaje r. H. nu bpamca nu Barsepa, Hu MHOTe Apyre BeAHKaHe,
a Aa je oBOr IyTa y3e0 y oAbpaHy BpyxHepa uMa ce 3aXBaAUTH HeroBOj IPOBUAHO]
HaMepu A2 OOeCHaXM HaveAHEe 3aMepKe jeAHOI MPETCTaBHUKA MOAEPHE My3HKe,
ynyhene ymernuakom Bohcry Beorpaacke praxapmonuje, a He BpykHepy, uspaxene
oBoAOM IIpBor usBohema Bpykuepose IX cumponuje (Pajnqnh, Caasencka mysuxa,
1940:2).

Caeromup Hacracujesuh je, motom, y yaanky o6jaBserom y aucty Paguo Beoipag,
3.janyapa 1941, mop Ha3uBOM ,,/AeroTa M BpEAHOCT Halllel HAPOAHOT ITeBarba U Hallle

1S O Pajuunhesom Texcty y wacomucy Caasercka mysuka supetu y: Bacih 2020.
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HapOAHe IIeCMe 3aHeMapyjy ce y HallleM My3HdYKOM CTBapamy” IIOHOBO H3PAa3HoO
3a0pHHYTOCT 3a CTame caBpeMeHe cpiicke mysuke. On HaBoau: ,Ham ymernmaku
JKMBOT M3 AAHA Y AQH CBe BHIIE W BHUIIE Ao61/1ja eBpOIICKy QU3NOHOMHU]Y, CBe BHINE
Ce yAanyje Op HALlel POAHOT TAA M OA HAIIer YoBeka“ (HaCTacnjeBHh, 1941).
AyTop HelTO KacHUje MPOHMYHO HABOAM: ,jep 3abora, Mysuka je somaa y hop-
COKaK U Tpeba je XUTPO U eHepriIHO CIacasary, jep cy je Bax, Berosen, Momapr,
Mycopreku, Cmerana, Mokpamail, AoTepasu y hop-cokax. Tpeba Ty 'mpexuseay’
MY3HKY CIIACaBaTU MOAEPHOM MOTOPHYHOM 'MY3HKOM', KOja je y CTBapH MapapOKC,
Kapukarypa u pyrao meno”. (Ibid.) MopepHa, MOTOpHYHa MysuKa Koja, Ipema
HacracujesuheBuM peurma, HOCTaje AOMUHAHTHA y 6€0IPAACKOM My3UIKOM KHBOTY,
OAHOCH Ce Ha II0jaBy eKCIIPeCHOHHICTUIKUX TeHAeHIHja ¥ Mel)ypaTHom mepuoay. O
HacracujeBuheBoj peBOATHpPaHOCTH caBpeMeHOM MY3HKOM TOBOPH U BeroB caepehn
HCKa3: ,0Ba 'MOAEpPHA MY3HKA, IPaBAEHA [0 AAHALIBUM pelleNTHMa, He MOXe ce
OAP>KaTH. Jep je OHa BellTauka TBOpeBHHa [,] jep cy menu kopenu 6oaecuu’, (ibid.)
a crac Mysuxe HacracujeBuh BHAM y MHCIIUPAIINjU AOKAAHUM MY3HIKIM POAKAOPOM
U OCTBAaperbUMa KOja IPUITAAQ]Y POMAHTH3MY HAI[IOHAAHOT yCMeperba.

Pajiranh je oprosopro Ha Hacracujesuhes Texcr, raxobe y aucry Paguo Beoipag,
12. jamyapa 1941. Mamehy ocrasor, Pajianh HaBoAu Aa ,HE KOA KPUTHKE HH KOA
mybArIKe He IPOAA3H phaBa MOAepPHA KOMIIOBHIIMja Kao IITO He MOXe Aa Ipobe
Hu phaso xomupame jearor CreBana Mokparmija. 3Ha4l A2 HU HajAeIlIIa HApPOAHA
MEAOAMja He MOXe AQ CIIAce jeAHY CAaby KOMIIO3HIJHjy Kao IITO HU HajMOACPHHUjH
aKOPAH He MOTy Aa yrporacte jeAHy Ao6py xomnosunmjy“ (Pajuanh, Paguo Beoipag,
1941). Pajuuuh nanomumbe A2 6pojHM ,MOAepHH KommosuTopu', Mehy kojuma cy
Bojucaas Byukosuh, Muxosua Aorap, Muaenko JKuskosuh u Aparyrun Joanh
[IOAjEAHAKO AOOPO BAAAQjy M ,MOAEPHOM MY3HKOM® M HApPOAHOM IIECMOM M He
oapmay ce poakaopHor myswaror Hacaeha. (Cf. ibid.)

Ha ocHOBY LUTHpaHHMX KPUTHKA UM IIOAEMHUKe, 3aKmpydyjeMo Aa Pajuumhy
(I/I BEeroBUM CaBpeMeHI/II_[I/IMa, 3aCTyImHHUINMa MOAePHI/ICTH‘{Ke, OAHOCHO,
eKCIIPECHOHUCTUYKE OpHjeHTanuje) y MehyparHoM mHepuoay Huje 3aMepaH
HeAOCTaTaK KOMIIO3UIIMOHO-TEXHIIKE CIIPeMe, KOAUKO Ce Iaxibe 0bpahaAo Ha meros
OAHOC IIpeMa My3HYKOM HacAel)y, kako eBpoIckoM, Tako i A0KaaHOM. OBa ImoAeMHKa
j€ MMaAa 3HAYajHOT OAjeKa My HOTORMMM HHTEPIPETAI[jaMa AOMUHAHTHHX, OTIPE€YHIX
CTpyjama y CpIICKOM MYy3H4YKOM )XUBOTY TOT BpeMeHA, OCTABHBIIN TPAT 1 Y OIILITHjHM
caraepaBammMa HcTopHje cpricke Mysuke (cf. Veselinovi¢ 1983, Tomamesuh 2009).

Ilepuoa oxymanuje Pajpmnhy jé AOHEO M30AALMjy M3 jaBHOT JXXMBOTA, AAH He
U TpeKup y KOMIIOHOBamy. TokoM Apyror cBeTckor para, HacTajaaa Cy TOTOBO
MIOAJEAHAKO A€AQ TPETEXHO eKCIIPECHOHMCTHYKE OPHjeHTalHje, Kao mTo je Apyru
KOHLIepT 3a KAaBup u opkectap (1942), uan Konnepr 3a kaapurer n opkecrap (1943),
QAU U AeAa HeoKAacHuHe,/ HEOPOMAHTHUYAPCKE OPHjeHTAlWje, Ka0 IITO je IUKAYC
cumonnjckux noema (Maau Pagojuya, Cmpi majke Jyiosuha, Mapxo tiuje y3 pamasan
suro, 3ugare Cxagpa, 1942), nau Tpeha cumponnja (1944). Hexa peaa Hanmcana 3a
Bpeme okymnanyje, oyt Apyre (1941) n Tpehe cumdonuje, Hucy Hu n3Bohena; a ona
KOja jecy, usBoheHa cy mocae 194S. MelyTum, HOBO ApYIITBEHOIIOAUTHYKO ypeherse,
YCIIOCTaBAEHO 10 3aBPLIETKY PaTa, AOHEAO je M HOB OAHOC mpema Pajuumhesnm
OCTBapemUMa.
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COILIPEAAU3AM U ,TIPEBACITUTABAIHE"

Toxom mpBux mocaeparHux ropuHa y Qepeparmsnoj Hapoanoj Pery6anrm
JyrocaaBuju, Ha cHa3H je 6HMAa AOKTPHHA COLIMjAAMCTHYKOT PeaAU3Ma, IPeHeTa U3
Cosjerckor CaBesa, IITO Ce OAPA3HAO U Ha pelenuujy Pajuauhesux ocrBapema,
YCAOBAEHY, 1K, 3aXTEBOM 33 TeHePAaAHOM KOMITO3HIJHOHO -TeXHIIKOM U HACOAOIIKOM
IPEOPUjeHTALIN]OM CBUX jyrOCAOBEHCKIX KOMIIO3HTOPA TOT BpeMeHa.'®

ITpBo PajuunheBo aeao koje je HacTaro mocae ApPyror cBeTckor para, a Koje je
IIPUBYKAO TIAKIy CTPY4YHe jaBHOCTH, 6uaa je Yerspra cumdonmuja (1946). [Ipema
Iepuunhy, Ta U3pasUTO aKapeMCKa M KAACHYHO KOHIUIIMpaHa cUMQOHMja HUje
Aote onjereHa (Ha jaBHOj mpo6u Beorpaacke puaxapMoHHje Ha Kojoj Cy u3BoheHa u
AVCKyTOBaHa HajHOBHja AGAQ YAAHOBA TaAd HOBOOCHOBAHOT YAPY>KeHha KOMIIO3UTOpa
Cpbuje) 360r cBOjUX My3HYKHX KapakTepucTHKa: ,Razlozi su lezali pre svega u klimi
na$eg muzickog zivota tih godina, kada je odiozni, nikad ta¢no definisani pojam ‘for-
malizam’ ve¢ poceo igrati ulogu bauka koju su mu poverila ¢uvena Zdanovljevska
‘postanovljenja™ (Peri¢i¢ 1971: 62). [Tepuunh ucrude Aa je Pajuunh je mpuxsatno
KPUTHKY KOja My je TOM IPHAMKOM yIyheHa, a KOja ce THUIJaAQ HerOBOT HABOAHOT
IPHKAABAbA TAKO3BAHUM (POPMAAMCTUYKMM TEHACHIIMjaMa y My3HIH, Koje Cy
Tapa 6usre menoxemne (cf. ibid.: 62-63; Muaun 1998: 41).7 Pajuunh je motom
IPHOHYO Ha CTBApake HOBUX A€AQ, KOja Cy KPUTHYAPHU OLIeHHAHN Kao peOpMHUCAHA;
MAPAAUTMATUIHO OCTBapere Y TOM CMHUCAY jecTe Pajuamhes Apyru koHiepr 3a
BHOAMHY 1 opKecTap (1946-1947). CTHACKM 320KpeT Ka pOMAHTH3MY HAIHOHAAHOT
ycMepera youuo je Bparko Aparyrunosuh, npuanukom npemujepHor ussolema ror
KOHIjepTa, 28. okTo6pa 1947. Aparyrunosuh 6eaexu: ,Pajuuanh ce, c jeaHe crpane,
Bpaha Ha IIMPOKY CAOBEHCKY pacIieBaHOCT Tuma ajKOBCKOT MAM ABOpP)KAKa, a ca
Apyre cTpaHe 60raTo KOPHUCTH MEAOAUCKE eAeMEeHTe KOje My IIpy)ka Hallla HapOAHA
mysuka“ (A.[ paryrunosuh)], [Toauitiuka, 1. 11. 1947)

3BaHMYHO ,3eAeHO cBeTAO" PajuumheBoM ,pedpopmucaHOM” CTHAY A20 je
kommosuTop Aparytus Yoanh, Tasa y HOTIIYHOCTH MapPKCHCTUYKA OPUjeHTHCAH:

dopmarusam y MySULE CTaBbda y APYTM IIAAQH HAHM IOTIIYHO OAQAllyje CaApKaj
(eMOTHBHH MAM IPOTPAaMCKH) y MY3HYKOM A€AY M IPEHOCH TEKHUIITE HA TEXHUKY
My3HYKOI M3pa)kKaBarba, H3HaAazehn yBek HOBe U HOBe MHTepeCaHTHE XAPMOHCKE,
KOHTPAIlyHKTCKe U MeAOAMjcKe KombuHanmje. [...] Tako je eBpomcka MopepHa
popMarmcTHIKa My3uKa, Herupajyhu kyarypHo Hacaehe y Tpuum 3a 'HoBuM u

16 O AOKTPHMHH COLHMjAAMCTHYKOT PEAAM3Ma, IHeHOM yBOhemy M IOCTelIeHOM HAIyIITay Yy
Jyrocaasuju Bupern: Muann 1998; Muaun 2006; Tomamesuh 2009; Veselinovié-Hofman 2017.

17 W y APYyrMM KOMYHHCTHYKMM 3€MAAMa KOMIIO3UTOPH Cy OHMAM TOABPTHYTH HAEOAOIIKOM
yTpesacnuTasaty , moce6no y CCCP-y ToxoM ,xpanosiraune (1946-1948); maatperupara HUCY
6uan nomrel)eHn 9ak HU HajCAABHHUjH yMeTHULH cBOje eroxe. Hip. Amutpyj [IlocTakoBud je 4ak ABa
IyTa 6MO OMITPO KPUTUKOBAH U IIPHUMOPAH A2 MeHa CBOj CTBapaAadku Kypc (Hajope 1936, satum 1948);
3a pasanky op ITlocrakoBuda, Koju je y 06a HaBpaTa ycrieo Aa ce ,pexabHAMTYje” U Ad HACTABH KapHjepy,
Ceprej IIpoxodjes ce HIKa HUje OIIOPABUO, HE IPOPECHOHAAHO HH 3APABCTBEHO, OA IIPOTOHA KOjeM je
610 usroxen 1948. ropune (cf. I. Medi¢ 2020: 87-105).
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"MHTEPECAHTHUM M3IyOHAA KOHTAKT HE CAMO Ca HAPOAHHMM MAacaMa M KOHIJePTHOM
y6AnKoM, Beh 1 ca BeAMKHM A€AOM My3HYapa, a HAPOUMTO Ca H3BOhaunMa.

Kao u cBY Hamy KOMIIO3UTOPH KOjU Cy OHAY TAAY TIOA YTULAj $OPMAAN3MA, TAKO je
u Cranojao Pajunh [sic!] pannje nmao osum myrem. MelyTum, AMHaMUKa KyATYpHOT
SKMBOTA Hallle HAPOAHE APJKaBe KOja CBAaKOM YAAHY 3ajeAHMIIe, TIa U KOMITO3UTOPUMA,
MOCTaB/»>a KOHKPETHE 3aAaTKe Y HAATPAAU HOBE ADYIITBEHE CTBADHOCTHU Ha ITyTY
U3IPaAlbe COLMjaAM3Ma U COLIMjAaAMCTHYKE KYAType, aoBeaa je Cramojaa Pajumha
AO TIPAaBHAHOI CXBATaHha YMETHOCTH INTO je OOOTAaTHAO HeroB CTBAPAAAUKU DAA.
Pajunh je oceTHO Aa He MOXe OCTaTH Ha AMHHjU jAAOBOT AQpITypPAApTHUCTUYIKOT
dopMasM3Ma I Ad CBOj HECYMIHBH KOMITO3UTOPCKH TAACHT TPeba Ad CTABU Y CAYXOY
TOAM3arha Hallle HapopHe KyaType. To ce y M3BeCHOj MepH HCIIOAHAO Y HErOBOM
CTBAPAAAIITBY, jOLI TIPe TOAMHY AAQHA, Y AeAMMA Mamer obuma. Mehyrum, koHmepr
32 BUOAMHY M OPKEeCTap IPeTCTaBAba MPEKPETHUIlY Y HeroBOM CTBAPAAAYKOM PaAY.
Ocaamajyhu ce Ha eaeMeHTe My3IIKOT GOAKAOPA ¥ KYATYPHO HacAehe OH HamymrTa
POPMAAMCTHYKM TeXHUUKY ersuburuoHusaM. Passujajyhu eMOTHBHO cappsKajHYy,
LIMPOKY M paclieBaHy MEAOAUjCKy AMHU]Y, 00AnK PajunheBor koHuepra, ocaamajyhu
ce Ha kaacuune y3ope (Menaeacon, YajkoBcku i ABOpKak) CIIOHTAHO Ce Pa3Buja y
jeAHY GOpMaAHO ypaBHOTEXeHY, IAACTUIHO H3rpal)eny reanHy. XapMOHCKA IIOAAOTA
Aeaa decTo je, Mebhyrum, mcysmme jeaHocraBHa. COAMCTHYKA IIApTHja BUOAMHE
nucaHa je 6paBypHO, CIPETHO U epeKTHO. Y IOTAeAy MHCTPYMEHTAIHje IIOTPeGHO
011, M3rA€Al, GHAO YIMHHTH H3BECHE Makbe KOPEeKIjHje, HAPOUHUTO Y IIPBOM CTaBY, TAC
I'ycTa HHCTPYMEHTAI[Mja Ha U3BECHUM MECTHUMA MOKPHBA COAUCTHYKU HHCTPYMEHT.
Hajepuxacuuje 6u MOXAa 6HAO Aa ce TPOMOOHH YONIITE U3 OPKECTPA YKAOHE.
PajunheB KOHIIEPT 32 BHOAMHY M OPKECTap CBAaKaKO je A€l AOIIPUHOC HAIIOj MY3UUKOj
aureparypu (Yoanh, Inac, 2. 11. 1947).

Pajuuuh je, oumraepno, pearosao Ha YoamheBe cyrecruje, Te je KOHIEPT
pesuaupao. HoBa Bepsuja mpemujepHO je m3BepeHa 1949. ropune, a jom jeaHa
y6ehena mapkcucrkuma, Crana Bypuh-Kaaju,'® morspanaa je Yoanhesy oneny aa je
Pajirapth A0IIa0 AO ,[IPAaBHAHOT CXBATaHbha YMETHOCTH', jep je OADALINO ,HATAAOXKEHE
nature popmasmsma’“ (Bypuh-Kaaju, Mysuka 1949: 66). Candny oueHy Aao je u
Bpanko Aparyrusosuh HakoH npemujepe Pajuunhesor KoHiepTa 3a BHoAOHYEAO U
opkecTap, HoBeMbpa 1949. ropune, ncTuayhu Aa ce OBUM A€AOM KPUCTAAMIIIE HEIITO
»1ITO 611 ce Beh Morao HasBaru ctuaoM Cranojaa Pajuunha, cruaom kome ocehajuoct
U My3MYKA MHCA0 ayTOPa, HBeroB OAHOC IIpeMa HAPOAHOj MY3HIIH, KOMIIO3HIIHOHA
TeXHUKAa ¥ MHCTPyMEHTallja A3jy MHAMBHAyarHe ocobexoctn” (Aparytuxosuh,
IMoauttiuxa, 28. 11. 1949).

18 ¥ Bpeme objaBauBarba KpUTHKe Apyror KOHIEpTa 3a BHOAMHY U opkectap Cranojaa Pajuunha,
Crana Bypuh-Kaaju (1905-1986) 6uaa je Beoma adpupMUCaHA KAO My3WYKH IHCAL] A€BUYAPCKOT
ycmepesba. Hamelyy ocrasor, 61aa je ypeanuna jeaHor op Bopehnx My3idkux sacomwca y JyrocaaBuju
— 3eyk. JyiocAosercka my3udxa pesuja y ABa HaBpara, Tipe 1 nocae Apyror cserckor para (1932-1936,
1955-1966), ypeanuna Mysuuxoi iracnuxa (1938-1941), moroM, ayTopka IpBe HCTOpHje CpIICKe
mysuxe (Bypuh-Kaaju 1962), npodecopka ucropuje jyrocaosencke Mysuke Ha Kareapu 3a ncropujy
My3uKe 1 My3uakH Goakaop Mysuuxe akapemuje y Beorpaay (1949-1974), ka0 1 HaydHH CApaAHUK U
aupexrop (1962-1974) Mysukoaomxkor uncruryra CAHY.
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Basxno je ucrahu aa je Pajiranh HoBem6bpa 1950. ropune, Mecelj AaHa Ipe CBOT
JeTpAeceTor poheHaaHa, nzabpan 3a ponucHor uaana CAHY, na npepaor Ilerpa
Komosuha," mro je, y3 meros pacryhu yraep kao npodpecopa Mysmuke akapemuje
y Beorpaay, cBakako AOIIpHHEAO ITOCTEIIEHO CBe IIO3UTHUBHU]jO]j PellelIIHjH HeroBor
CTBAPAAAIITBA — MAAA Ce AO e, Ko ITO heMO BUAETH, HUje CTHIAO HU Op30, HU
TAATKO.

ITOCTEIIEHO YAAMSABAKE OA COITPEAAU3MA U YCITOCTABASAKE
3PEAOT CTHAA

Toxom mepecetnx ropuHa XX Beka, y penennuju PajuunheBor crBapasamrsa
H3ABaja Ce HEKOAMKO IIPEAOMHMX MOMeHara: mosemuka ca ITaaom Credanosuhem,
npemujepa nukayca Ha Auiiapy, Te peakiiuje Ha capajeBCKy, a IIOTOM U 6eOrpascKy
npoaykuyjy onepe Cumonuga. Y AHEBHUM HOBUHAMA M APYTHM MEAUjUMA TI0jaBAYjy
Ce ¥ AyXKHU TeKCTOBH, moprpery Pajuunha, kojuma ce mpyska 06yXBaTHHjU IIOTAeA Ha
HeTrOBO AOTAAAIIbe CTBAPAAAIITBO.

IIpBo PajuunheBo ocrBapeme M3 IepeceTHx Koje je NPUBYKAO MAXEY OHO je
Tpehu xoHUepPT 32 KAABHp M OpKecTap, IpeMHjepHO H3BepeH HoBeMbOpa 1950.
ropure, ca coanctom 3perkoMm Mapacosuhem. Kputnyap Bpanko Aparyrunosuh
HCTAKao je: ,Y oBoM HajHOBHjeM PajuunheBoM aeAy AeUHUTHBHO ce KpUCTAAU3Yje
EEeroB CTHA, KA0 OAPA3 H3y3eTHe CTBAPAAAUKe HHAMBHAYAAHOCTH, PUTMUYKH OyjaH,
MEAOAUCKH TOIIAO PaciieBaH, OCAOKEH Ha HAPOAHH MEAOC, XapPMOHCKHU HHTePeCaHTaH
(maKko ToHaAaH), HeOOMYAH Y MHCTPYMEHTALHjH, jacaH U TIPETAeAAH Y GOPMAAHO]
crpykrypu” (Aparyrunosuh, [Toauitiuka, 30. 11. 1950).

Mebyrum, ocspr ITaBaa Credanosuha, Takohe y To Bpeme AeBHYApCKU
OPHjeHTHCAHOT My3HUKOT IIHCIA, HA OBO A€AO, 0bjaBreH pebpyapa 1951. y aucty
Krusesrociti, mopcTakao je 6ypHy nosemuxy. Hamme, kpuriuap je Hajipe orieHHO
A2 ,My3HKa MOpa OHTH HCKpeHa, Aa Ou Omaa yMeTHHuka, a PajuunheBa mysuxa y
KOHIIEPTY O KOjeM je ped HajBehuM CBOjuUM AeAOM ITyCTa je KOHCTPYKTUBHCTHYKA
UIpa, BEIlITa, BPAO BENITA er3MOHUIIja AOOPOTr MO3HABAKA KOMIIOZHIJOHE TEXHHUKE
KaKBOM Ce CaBpeMeHa MY3HKa CAYXHM, IIPeBACXOAAH IpUMep KaKo cCe yCTaseHe
IIeMe My3HYKHX OPMH €BPOIICKOT THIIA MOTY IPHUMEHHBATH ca IpenusHomhy
MajCTOpa MY3HMYKOT KAACHIIM3MA A AQ CaMa My3HKa He Oyae HH IO YeMy KAACHJHa"
(Credanosuh, Krsucesroci, 2. 2. 1951: 189); 3aTum je KOHCTaTOB2O A2 je Pajuauhy
npe Apyror BHOAMHCKOT KOHIJePTa OMAO 3aMEPaHO ,Ad He yMe pasBujaTh $opmy,
AQ je HEMEAOAUYAH, A jeé aTOHAAMCT, A HeMa HHKAKBOT OAHOCA IpeMa MY3UYKOM
poaxaopy u ap. Pajuunh ce Tapa M3BaHpeAHO CHANIAO: 1OYEO je NPUMEHUBATH
CTpore meMe KAACUYHUX (OPMH, Yy CBAKM KOHI[EPT YHEO je pacleBaHM CpeAlH,
AAraHy CTaB, YOAKHO je XapMOHCKe IIOTe3e ¥ CBOM AOTAAAIIBEM CTUAY, ITOjeAMHUM
MeAOAHjaMa-TeMaMa [OYeo IOAPAKABATH HEKOM OA TUIIOBA HAPOAHUX MeAOAHja (He
yrocehu ayTenTuane meaopuje u3 Hamer poakaopa)“ (ibid., 190). Ho, Credanosuh
capa 3amepa Pajuarhy Ha TOBPIIHOCTH y KpeHparmy COHATHOT 00OAMKA IIPBOT CTaBa:

19 O oxoanocruma merosor u3bopa 3a poormcuor uaana CAHY supern: Pajiranh 1979: 1128-1163.
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Conarna $opma je cBa y 3HAKy KOHTPACTa, KOjH He A€XH jEAHHO y CIOAAIIO]
OAAULIM jepHe U Apyre TeMe Beh y BHXOBOj peaanuju, y ompedHocTd, Hajuemhe y
YHyTaptbeM KOHPAUKTHOM OAHOCY OBHX TeMa. A 'y 0BUM cTaBoBuMa Pajuuunh 6am Huje
npobupad, OH He HHCHCTHPA Ha M300py TeMa Koje he caMHM CBOjUM eMOIJMOHAAHIM
crerM$UIHOCTHMA U3paXkaBaTH Te ompedHocTH. Kapa ce Tome jom aopa momeryTa
MIAQXOBHTA AMHAMHMYHOCT TaKBUX F€TOBHX CTaBOBAa, OHAQ 32 yXO, 3a CAyIIaolla
H30CTaHe OalI OHO IITO je YHyTapka OHTHOCT COHATHOT IPHHIMMIA. AKO TaKO CTOjH
CTBap, OHAQ COHaTHa $OpPMa HHje OBAE OPTaHCKU YCAOBAEHA CAMOM YMETHHYKOM
capp>xuHOM Beh IIPOCTO jeaHa OA LleMa y KOjy CY YTHCHYTe YCBOjeHe TeMe U MOTHBU

(ibid.).

Credanosuh rakohe youasa Heckaap usmelyy npsor u apyror crasa: ,3aumro je
TaKO 3ryCHYT, TAKO HATPIIAH TOHCKOM MaTePHjOM IIPBU CTaB, KaAd APy 6ana jacHy
CBETAOCT Ha 4OBeKa KOjeM Cy HOPMaAHe U Ad KaXeM IpocedHe syAcke ocehajuocTr
caceum 6ancke?” (Ibid.: 191). Credanosuh saxmyuyje:

Aenao je epeKTHO, BEIITO HAYMIHEHO, OBAE-OHAE BUPTYO3HO Y KAABUPCKOM IAPTY, HO
cacBuM HeoppeheHOr TOHyca, 6e3 OCHOBHe ‘arMOCepe, MOHTaKa MHOIOOPOJHHX
CEKBEHIa, eKCIO3MIMja 3aHATCKOT 3Haa, KOHIIEPTHH KOMaA jeAHE HM3y3eTHO IO
rAe-TA€ MOXAQ YaK M caBpeMeHe HOBe ocehajHOCTH aAM Koja je HACHAHO YTHUCHYTa
y $opmarHe OKBUpE KOjH jOj He OArOBapajy. AaAeko caM OA CBAaKOI IAGAHpama 3a
PajuquheB OHMBIIM QTOHAAUCTHYKA CTHA, AAH TBPAHM AQ je CBOJUM MAAAQAAIKUM
samucanMa (KOje Cy uae y HeKaa caBpeMeHOM TOHYCY OIIITeeBPOICKOr MOAEPHH3MA)
Pajiranh ymeo aa moroan oprosapajyhu HadnH cMQOHHCKOT H3paXkaBamba, AOK CaA,
3peAmju U cpel)eHnji Kao JOBeK, OTeXe 3a CTEPEOTHITHIM KOMITO3HIIOHHM IIeMaMa
jEAHOT Pa3BOJHOT CTaAUyMa My3HKe KOjH je OO IPUPOAAH M AOTHYAH Y IIPOLIAOCTH
AAU KOjH TO Huje BHIIE Ha TIOTITYHO 3aA0BOMaBajyhu Haunn y capammoctu (ibid.).

Pajuunh je na oBakBy CredanosuheBy olleHy BeoMa OIITPO pearoBao H
3aTPaXKMO CACTAHAK YAAHOBA YApPYKera Kommosutopa Cpbuje, Kako 61 H3AOXKHO
CBOje HecAarame ca oBoM KputukoM. CacraHak je oapkaH 8. ampuaa 1951. a
Pajuuph je MHCHCTHPAO HAa TOMe AA je HEroB HOBH CTHMA HACTA0 KAO OALOBOP Ha
paHuje KpUTHKe, ¥ KOjUMa My je 3aMepaH HepOCTaTak popMasHe jacHohe. Y cBojy
opbpany, Credanosuh je pekao Aa je meros rus 610 Aa ce ,mponale mpasu myT
KojuM Tpeba Aa ce pasBHUja Halla caBpeMeHa KPUTHKA [ ... ] To 61 6uaa cappikajHa
aHaAM3a AeAd, Koja je, melyTum, Hajpeha, wy HaABAapaBa pOpMaAHA AHAAMBA AEAQ,
HAH, IITO je jom MHOro yemrhy CAy4aj, KOHBEHIIMOHAAHA M HeoapeleHa KpHTHKA,
Ca CTAAHHM TpaKelmeM H3BeCHe PaBHOTeXe, KaAd Ce IIOXBaAe OAMAX YOAAKYjy
HCTULIAKbeM HepocTaraka uau o6patno” (Anon., [Toauiniuxa, 9. 4. 1951: 2). Tlpema
cBepouery pemopTepa Ilouitiuke, BehuHa OKYIAeHHX KOMIIO3UTOPA CAOXKHAQ
ce ca CredanosuheBom mporeHom aa je ,Pajuunh oBOoM cBOM AeAy HMIIaK IpHUIIAO
IPBEHCTBEHO ca pOPMaAHE CTPAHE, & AA je 3 Bbera CAAPXKUHA OHAA OA APYTOCTeTIeHe
saxnoctu” (ibid.), aAn ce Mmax HHUCY caraacuam ca yKyIHO HEraTMBHOM OLiHOM
oBor koH1epTa. Beh cyTpasan o6jaBaseH je jom jepaH YAQHAK, IOTIINCAH HHALMAAOM
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A. (Beposarno Aparyrunosuh); ayTop ce OcBpHYO Ha 4mmbeHHIY A je Pajuauhes
KOHIIePT [IOCTUTA0 M3Y3eTaH YCIeX KOA ITyOAMKe H KOHCTATOBAO:

To Huje IPBHU CAyYaj A Ce KPUTHYAP K ITyOAMKA Pa3MUMOMAA3e. Y HCTOPH)H, CKOPO ce
HHCY HH cacTajaan. Camo ITTo je Kop Hac CTBOpeHa YyAHA HaBUKA A Ce Y KPUTHKY TAEAA
Ka0 Ha HEeKOT BPXOBHOT CYAH]jY, KOjU He CMe U He MOXe A IorpemH. Aa Huje 0BaKBOT
¢erummsupara kpuTnke, Pajuanh curypHu cMo, He 64 HU IIOTETa0 0BO MUTarbe. AAU
A06poO je mTo ra je moTerao — pa ce pasysepu (1 ApyTH, Takole) A2 KPHTHKA HHje
He MOXKe GUTH APYTO AO MHILAbEHe jeAHOT 90BEKa, | ... | aAM HUKAKO HEKH allCOAYTHH
CyA U OIjeHa pAeAd. YToanko mpe mrro je ITasae Credanosuh npusHao y anckycuju
Aa je ’beroBa KPUTHKA jeAQH eKCIIePUMEHT Y TPaXkeky HOBOT, HEKOHBEHIIMOHAAHOT,
AWMjaAEKTHYKOT METOAA KPUTHKe [ ...] Aa AM je y TOMe ycIrieo, TO je 3a AHCKYCHjY.
Mebyrum, Pajuanha je 3a60aeA0 mITO ce Ha WeMy Bple eKCIepUMeHTH, cMaTpajyhu,
¥3 TO, A2 KpUTUYAp HeMa AOBOASHO CTPYYHOCTH 3a 0Bakas nocao (A.[paryrunosuh],
Bop6a, 10.4.1951).

PajuunheBo HapepHO u3BepAeHO Aeno, Kouyepitina ysepiniupa, Takohe Huje
opymesuao kpurudape. Hup. Aparyrun Yoauh je ucrakao: ,U svojoj Koncertnoj
uvertiri, pisanoj u sonatnom obliku, Raji¢i¢u nije poslo za rukom da i ovoga puta ost-
vari pregnantnu i stilski homogenu celinu. Spretno instrumentiranom delu, koje ima
stilski heterogenih kadenciranja, koje je po karakteru tema i koncepciji mnogo blize
simfonijskoj poemi, nedostaje izrazita zavrina gradacija i ubedljiv svrsetak” (Coli¢,
Knjizevne novine br. 42, 28. 5. 1951); a canuHe oueHe Aaau ¢y u AparyTuHoBrh 1
Xepuuroma. Ho, nmpemujepa Pajuanhesor nuxayca necama Ha Auiiapy aenembpa
1951. 6uaa je 3HATHO yCIIENIHHja:

TemmepamenTHy poMaHTHYapcKy moeswjy Dype Jakmha, meHy excraHsuBHY
OYjHOCT, )eCTOKY U UyAHY CTPACHOCT, OYajHH i OOAHH ITeCUMH3aM, aAKOXOA Kao 3aHOC
u 3a6opas, Cranojao Pajuuuh ocTBapuo je WHPOKO pasBUjeHMM U YHYTPALIBUM
AMHAMHYMOM [sic!] HCIymeHMM apuHOSHMM pednTaTHBOM. Y MOMEHTHMA jaKO
HOTEHIUPAHEe AMPCKE EMOIIMOHAAHOCTH APHO3HH PEYHTATHB AOOHMja aKijeHTe
pacrieBaHe MEAOAMKE, KOja HHTOHAI[MOHO Kao AQ MpOHMCTHYe M3 MokpamueBor Aem
Eguma. KaaBupcka mpaTma, yCTBapU KAQBUPCKU H3BOA OPKECTAPCKM 3aMHIILbeHe
IpaTie, 3aCHOBAaHA Ha yMEPEHO MOAEPHOj XapMOHHjH, IpoAybayje ocehajue
AMPCKe IITHMYHIe M IOABAAQYH BeAHKe H y30yasHBe ApaMcke ycroHe. IsBecua
vemhe ynorpe6yeHa KOMIO3HIMOHO-TEXHHYKA CPEACTBA (XpOMATHKa, CeKBeHIje Ha
BHIIE) AOAA3€ Y ONACHOCT A2 Iipel)y y Manup. Y neannu ysesmy, nukayc Ha Auiiapy
[PeTCTaBAda He CaMo jOII jeAaH 3HaYajHU cTBaparadky ycrex Cranojaa Pajuunha, Beh
3HAYU Aell AOTIPMHOC HAIIOj BOKaAHOj Auteparypu (Aparyrunosuh, IToiumiuxa, 13.
12.1951).

Huxosa Xepruroma, mak, 3amaxa: ,KommosuTopa Huje 3ByK CTHXa OABEO Ha
KOHCTPYKIIHjY POMaHTHYAPCKe MEAOAH]€, 3 HUje OIeT TPAXKMO U3Aa3 HU Y CYBOIAPHO]
PeIMTATHBHO] MHTOHAIIMjH, Ka0 IITO Ce TO 4ecTo aoraha y Hamioj caBpeMeHOj
coro-mrecmu. Pajuranh je ycmemHo Aa0 MEAOAUCKe AMHHje, OPUIHHAAHO H3pedeHe
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HErOBUM MY3HYKUM j€3UKOM, a Ad HITAK BEPHO UHTepIpeTHpajy Jakmuhese moeTcke
mucan u cauke. Illrera je jeanno wmro ce 6am y mecmu Ilonoh, xoja je y meanHn
HajAerIe KOHI[UIIUPAHA, [0jaBsyjy MOMAAO KOHBEHIIMOHAAHE PUTMUYKe GopMyAe
3a 3aBpmeTak Hekux cruxoBa” (Xepuuroma, Bopba, 12. 12. 1951). Mapxo Tajuesuh
uMao je 3aMmepke Ha PajuunmheB msbop cruxosa Bype Jaxwmuha, xoje je ouenuo
HEMOAECHHM 33 KOMIIOHOBAmbe:

TTocaeamu aeo uxayca ITonol yBeANKO MpeBasHAasu 06MM OHOTA INTO y My3HIKUM
O6AHIMMA MOKeMO HOPMAAHO CXBATUTH Kao Tecmy. To je IIpe ApaMcKu MOHOAOT, y
KOMe KOAMYHMHA TEeKCTa CKOpPO OHeMoryhasa oHO HajOUTHHje y IecMH: MEAOAHCKY
AMHHJy rAaca, pOpPMUPAHY AOTHYKIM aKI}eHTHMA TEKCTA U 3aAPYKABAIbeM Ha BaKHIM,
HCTAKHYTHM PedMMa IMeCHUYKor cruxa. OBako, y Mpeobusy pedr, HEMUHOBHO ce
MOpAAa TOjaBUTH U3BECHA MOTOPUYHOCT — PaHHUje KAPAKTEPHCTUYHA KOMIIOHEHTa
PajurauheBor Ha4MHA KOMIIOHOBAtba — CA TIOHErAe MHAMPEPEHTHUM OAHOCOM TpeMa
TICHXOAOIIKOMe TOHCKOM TyMadety Tekcra ( Tajuesuh, Pesuja, 12. 12.1951).

Caepehe ropune usBepeHa je HOBa Bep3uja, 3a TAAC U opKecTtap. TuM moBoaOM,
Muxauao Byxaparosuh, y To Bpeme uaar CAHY, 0p Kora ce 1 09eKHBAAO AQ IIPYXKU
noapmky cBoMm Maahem xoserm us Opemerma AMKOBHE M My3HUKe YMETHOCTH,
HAITHCAO0 je OIICeXXaH OCBPT, ImoxpaAuBmy PajuunheBy ymopHocCT, cipeMHOCT aa ce
CTaAHO yCaBpIIaBa M Ad IIPHXBATa KOHCTPYKTUBHE KPUTHKE:

Cranojao Pajuuuh je AyruM v MyKOTPITHUM PaAOM HIIA0 KOPAK IT0 KOPAK Y OBAAAABAGY
OHOTa IITO y HAjIIMPeM CMHCAY 3HAYM TEXHUYKY CTPAHY KOMIIO3MUTODCKOT paaa.
YIIopeAo ¢ THM IPONIMPHUBAO Ce H HeroB OIIITH YMEeTHUYKI XOPH30HT M OIAO)aBao
HOBHM BPEAHOCTHMA FeTOBY CTBAPAAAUKY HHBEHIIHjY. 32 Hallle yCAOBe K MOTyhHOCTH
U, MOrOTOBO, 3a Halle YKODEHeHe HaBHKe MOBPUIHOT OIleHmHBaba 3HAYaja OBMX
KOMIIOHEHATa y MPaBIy U3PacTamba M Ca3peBama yMETHUYKE AMMHOCTHU, AOCAAAIBLU
crBapaaauky 1myT CraHojaa Pajuanha je kao mojaBa mosurusaH a u oxpabpyjyhu xao
KB IIPHMeP 32 yTA€A HauM MAahuM 1 HajMaah M KOMITOBHTOPCKIM reHeparijama.
Ha Auiiapy je HajBumm pocapammsyu crBapasadku Aomer Pajuunhes. OBaj unuxayc,
IMOCMaTPaH U Kao IIeAOBUTO OCTBApEIhe M Y N3ABajalby IOjeAMHHMX ITeCaMa, AOCETao je
OHaj HUBO KaAad Ce cappkaj U popma, MMarvHaIyja 1 3ByYHA peaAusaliija OpraHCKI
ucnpernanhy U HaAONYHYjy HajeAaH HAYUH KOjH YOEANHBO TOBOPH Ad je ayTop
AOPACTao 3a 3peAa pelera U A2 X je y MHOTOME y IOTIIyHOCTH OCTBapHo. | ... ] Ha
CappyKajHUM U GOPMAAHHM eAeMeHTHMa [lecaMa IPAAKo je U oAroBapajyhy Mysuuky
dopMy u ycIIeBaO A2 ce BPAO MHOTO OCAOGOAM O IIEMATH3MA KOME je Y PaHHjHM
Aeanma 6uo ckaon (Byxaparosuh, Bop6a, 12. 12.1952).

Hajnosurusaujy, 4ak ekcTaTuyHy, olleHy Lukayca Ha Auiiapy y Bepauju 3a raac u
opxecrap Aa0 je Cranucaas Bunapep, Koji je, Kao IITO CMO paHH]je YKa3aAH, IIPYXKa0
CHaXHY ToApIIKy Pajuunhy, yueHuky merose Majke Pyske BuHaBep, IpakTHUHO OA
CaMOT MOYeTKa HeroBor KOMIIO3UTOPCKOT AGAOBakba:
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To je BEAMIKH AMjaAOT IIECHUKA Ca BACHOHOM. PajuunheBa KoMIo3umyja y ay TeHTHIHOj
CPIICKOj AUKIIUJH AEAO je HajBehe M3PA3UTOCTH U KOHauHe 3pesoctu. Kapay TTonohu
Bype Jaxmmha mase nruumne paspelmieHO — HaTypaAMCTHYKM LBpKyhy aa 6u ce
[I0KA320 TELIKH HECKAAA Y IIECHUKOBO] AYILH, TO je HEIITO TaKO U3Pas3uTO X MONHO Aa
ce canyHH ipuMepu Mory Hahu camo kop Maaepa, Mycoprckor u Janadexa. CraHojao
Pajuauh, Bepan Beanxome necuuky Bypu Jakumhy aouapao HaM je meroB jyHauKku
BACHOHCKH 6OA ¥ CBETy y KOMe HeMa nybaBH. AAM je Ta My3HKa TakO HU3PasHTa,
TaKo AyboKa Aa HaM OCTBapyje U Hajsehe IepcIIeKTHBe KMBOTA M CYAOUHE; MH TUM
[ePCIIeKTUBAMA, KPO3 My3HKYM BAAAAMO U ocehaMo ce AOpPacAU CBaKOM >KHBOTHOM
6poaoromy (Bunasep, Peitybauka, 16.12.1951).

PajuunheBo ocTBapeme M3 IepeceTHX Koje je HAjCHAKHUje OAjeKHYAO Y
jYTOCAOBEHCKOj MY3HUKOj jaBHOCTH jecTe omepa CumoHuga, M3BeAeHa Hajmpe
y CapajeBy moBopom pobenaana Jocuma Bposa Tuta, maja 1957. ropmne (cf.
Aparytunosuh, Ioaumiuka 3. 6. 1957: §), a caepehe ropune, y AOHEKAE H3MEHEHO]
Bep3uju, y Beorpaay. CauyBaH je BeAuku 6poj KpUTHIAPCKUX OCBPTa, KOJU CBEAOUE
0 TOMe Ad je MeAECeTHX TOAMHA MPOIIAOT BEKAa jyTOCAOBEHCKA MY3HMYKa KPHTHKA
61Aa AMHAMMYHA, PeAeBaHTHA M yTHIAjHA. Ocum Tora, Pajnqnh j€ AQ0 M BEAMKH
0poj uHTepBjya, IIpe ¥ IIOCAe OBHX IIPEMHUjepa; Y BHUMA je OIICA0 KAKO je, HAKOH
CcapajeBCKOT M3BOhemba, CTEKA0 jaCHy CAHKY O TOMe IITa MOpPa Ad Ce IPepaAH, IIa je
3a beorpaacko msBoheme A0OA20 U Tpehu 4UMH, a yjeAHO M MCIPEMEIITA0 CIjeHe U
HyMepe, Kako O oIlepy YIMHUO 3aHUMAHMBHjOM U IIPUjeMINBUjOM. AAKA€, U Y OBOj
npuanny Pajuanh je yBaxkio mpumepbe Koje je A0OHO KaKO 0p KPHTHYAPA, TAKO U OA
CAyIIaAaIia.

Kpurrke capajeBcke mpeMujepe yTAABHOM Cy Ce OAHOCHA€ HA UHEbeHHUIfY AQ, Ganr
Kao Uy cayuajy mecama Bype Jakmnha, apama Kpawesa jecen Muaytura Bojuha nuje
HajIIOTOAHHja OCHOBA 32 OIIEPCKHU AHOPETO, yCAeA CTATUYHOCTHU PaAtbe. Y OICeKHOM
IIPHKa3y capajeBcKe mocTaBKe, Kpurmdap Mupo Aacuh® je ucrakao aa ,pojava jedne
nove domace opere mora da nas duboko i iskreno obraduje®, mororoso 3aro mro
je To 6mAO IpBO U3BOheme jeAHe caBpeMeHe Ollepe IpeA CapajeBCKOM ITyOAUKOM,
aAM ¥ IpUMeTHO Aa ,Raji¢i¢ nije imao inspiraciju koja bi ga obuhvatila od pocetka
do kraja u jednom zamaju, pa je ustvari napisao dvije razli¢ite opere: prvi ¢in — tip
jedne konverzacijske opere, i drugi &in - tip opere — spektakla“ (Lasi¢, Oslobodenje,
26. 5. 1957) Y omncexxHOM MpHKasy 32 acomuc 38Kk, My3UKOAOT U KPUTHYAP 3Ujo
Kyuayxaanh ncrmge:

Operski libreto oblikovan je u dva ¢ina, koji pretstavljaju kontrast. Dok se prvi ¢in
temelji na ocrtavanju karaktera protagonista dramske radnje i njthovom psiholoskom
prikazivanju, drugi ¢in dovodi na scenu mnogo vise li¢nosti, a kolektiv postaje jedan
od znacajnih faktora. Ipak ostaje ¢injenica, da je Bojiceva Kraljeva jesen nepogodna za
oblikovanje operskog libreta i da su sve intervencije libretiste, kao i reditelja pretstave
i kompozitora, u tom smislu bile nedovoljne. Naime, vrlo je tesko jedan tekst, ¢ija je

20 Buromup Mupo Aacuh (1930-2014), NpaBHHK, HOBUHAP M MO3OPUIIHM KPHTHYAP, HOBHHAP
Ocaro6ohersa, Bjecnuxa, Beueptsux Hosuma.
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dramska akcija sasvim u drugom planu, uspje$no prilagoditi zahtjevima scene koja
trazi stalni pokret, dinamiku radnje. Pisci libreta nastojali su da ovaj problem rijese
u drugom ¢inu uvodenjem znatnog broja novih li¢nosti koje dolaze povremeno na
scenu. Medutim, to njihovo kretanje djeluje pomalo neuvijerljivo i ono ne proizilazi
uvijek iz zahtjeva dramske radnje (Ku¢ukali¢ 1957: 140-141).

Wzyserno adupmarusHe kxpuruke Cumoxuge cy Hamucaan Muxosua Aorap
(Bopba, 26. 5. 1957) u Bpauko Aparytunosuh (IToauitiuka, 3. 6. 1957). C apyre
crpane, Crama Bypuh-Kaaju je, HakoH Georpascke Ipemwujepe, KpHUTHKOBAAA
AMOPETO, KAKO Ca MY3MYKO-APAMCKOL, TAKO M €4 MACOAOLIKOT CTAHOBHMIITA, jep jOj
je, OYMTAEAHO, 3aCMeTaAa TeMa M3 CPICKe CPEAmOBEKOBHE, Tj. MOHApPXHCTHYKe
MPOIIAOCTH:

AyTtop anbperaJocun KyayHiuh 4iHu ce A2 je y 0OCHOBH IMAO HCYBHIIIE [THjeTeTa [IpeMa
Bojuhesom opurunasy — Kpawesoj jeceru. MHOTH A€AOBU YHCTO HAPATHBHE IPUPOAE
— Ko IITO je IleAa Ayra eKCIIO3UIIMja y IPBOM YHHY, KOja C€ TEIIKO MOXe IPAaTUTH U Y
APAMCKOM M3AAramy a KAMOAM y OIIEPCKOM — MOTAH CYy C€ CaXKeTH M APAaMAaTH30BaTU Y
CMHCAY KOHA€H30BAHUJUX U JACHUJUX 36MBarba, a CAMUM TUM M CMAFbUTH OHaj BEAVKH
6p0j eMM30AHUX POAQ, KOj€ Cy CBE OAPEAA TIPEHeTe 13 OPUTMHAAHE ApaMe. | ... | IpBu
u Tpehu YMH MMajy BHIIe CTATUYHH, TOTOBO OPATOPUjyMCKH KapakTep, AOK je Tek
APYTH IIpaBa APaMa y K0jOj CY JaCHO U3PaXKeHU CYKOOU rAQBHHX MPOTArOHUCTA. [ ]
Komnonosate Bojuhese Kpasese jecenu moBaaun 3a coboM 1 IOHOBO OTEHIUPA OHO
jOII yBeK aKyTHO M BAKHO ITMTAlbe HAIleT AAHAIIbEr OMEPCKOT CTBapama — MHTAkbe
caBpemenocTu aubpera. U Pajuunh — xao u Aesunh, Xepruroma, [lIsapa u Ilyaex y
IIOCAGAEE BpeMe — Y3UMajy 38 KIbIDKeBHY IIOAAOTY CBOjUX OIIepa HCTOPHUCKE TeMe HAU
ApaMe M3 Hallle A CTPaHe KibIDKeBHE IIPOIIAOCTH. Aa AH je TO IIPABH ITyT K AQ AH TO
HHje jOII yBeK ITpeTepaHy CTPAX KOMIIO3UTOPA IIPeA OBOM My3HYKOM GOPMOM KOja je
TOKOM BeKOBa IIPHMHAQ CBOja yTBpheHa oberexja, Aa AHL je TO Y OCHOBH XOAQIb€ 110
yTBpheHUM cTa3aMma, Aa AW Ha Taj HAYUH AOOUjaMO Hallle CAAAIIEbe YMETHHIKO ACAO
HAM He — Ta TUTamkba 3aCaAd CAMO ITOCTABAAMO, @ OATOBOPH Ce MOT'Y AATH CaMO Y AYSKOj
u aprymenrucanoj cryauju (Bypuh-Kaaju, [Moauiniuxa, 21. 4. 1958: 6).

Jom jeaaH MapKcuCTHYKY OpHjeHTHCaH KpuTndap, Ayman ITaaBura, y To Bpeme
TAABHH M OATOBOPHH ypeAHHK dacormca Caspemenu axopgu, Takohe AMCKpeTHO
yKa3yje Ha IOAUTHYKY HEKOPEKTHOCT APAMCKOT [IPEAAOIIKA U U3 Ebera IPOUCTEKAOT
Aubpera, MOCeOHO Y IPBOM YHHY:

OBae mpe cBera MHCAMMO Ha — Ad Ce TaKO M3Pa3UMO — eICKO-HAPATHBHU TOH TOTa
YHMHA, Ha CYBHIIHY JKeAy AMOPETHCTe U KOMIIOBUTOPA A Ce KPO3 IIPUYatbe BOjBOAE
I'pebocreka, kaToAndykor Hapbuckyma I'mjoma ApaMa u urymana AaHuAa CTeKHe
CAMIKA HCTOPHCKOT aMOUjeHTa, yMEeCTO Ad ce (xao y Bopucy HaHpHMep) HCTOPHCKe
HoAyre 30KBarba HEIOCPEAHO AEMOHCTPHpajy Beh y excriosunuju, ynme Ou crop u
HeAMHAMUYaH TOK OBOT YuHA 610 OxuBseH. MIcTo Tako HaM ce He YMHU MOTpebaH
IIPOAOT, C IIOETCKMM TEKCTOM KOjH AAQHAIIEKEM CAYIIAOLly He Kasyje MHOro, ca
HAejaMa Koje Cy y MHOTO 4eMy CyIpOTHe HMCTOPUCKUM ITOTAGAMMA AAHAIIE Hayke
Ha MuayTunOoBo A0Oa. CaMma 3aMHCao Aa yMecCTO yBepTHpe 6yae Ipe IIPBOT YHHA
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MeAOApaMa FIMA U3PAXKAJHOT ACjCTBA KOje ce He MOXKe OCIIOPHUTH, [I0A YCAOBOM Aa Ce
cAymaaan He yay6ayje y cmucao penurarustor texcra (Ilaasma, HHH, 4. 5. 1958).

Kaaa je y nuramy mysuxa, Bypuh-Kaaju uctmye mery caBpemenoct (y oaHOCY Ha
AM6PETO) M 3aIaXKa AA jé KOMIIOZHTOP

CBOM IIPBOM OIIEPCKOM OITyCy IIPHUIIA0 Ca YeAHOIIhy HCTpasKKBada y TOj 06AACTH, AU
U Ca HCKYCTBOM CTeYeHHUM KPO3 MHOTOOPOjHA AOTAE CTBOpeHa KOHIlepTHA Aead. OH je,
II0 MY3HYKOM H3PaXKajHOM je3HKY, CTBOPHO OAUCTA CaBpeMeHy oIepy, IpuMesyjyhu
[OBe3aHe apHO3He PeYNTATHBE HAMECTO 3aTBOPEHUX OIEPCKUX HyMepa, yHOcehu y
OBY, y OCHOBH TOHAAHY KOMIIO3HI{HjY, X IOAUTOHAAHE KOMOUHaIHje, Aajyhu opkecTpy
Bulle CUMQPOHMCKY M HAYCTPAaTHUBHY Hero mparuaauky yaory. OH je, moBepeH
TEKCTOM H TICHXOAOIIKOM IIO3aAHOM APaMe, OAHOCHO Hy>KHOILINY EbHXOBe My3HUKe
TPAHCIIO3MIIHj€, AAO AOKA32a AA j€ Y OBOME AeAY MHTeHTHBHUjU, CMEAMjH 1 CAO6OAHI/IjI/I
Y M3Pa)KajHUM CPEACTBMMA HErO y MHCTPYMEHTAAHMM KOMIIO3HMIIHjaMa, Ad AeloTa
KIbIDKEBHOT TEKCTa OTAeMerbyje i oborahyje weros Mysuuku nspas. (Ibid.).

C apyre cTpane, Muayrus Paperkosuh® kpurukyje ynpaso Pajuunhesy mysuky:

He MOXeMO pehu Aa je MysHmuka KOMIIOHEHTA OIl€pe yjeAHadeHa y BPEAHOCTH.
CBakako Aa je HajCHOKHUjU 1 HajBpeaHHju Apyru uuH. Ty Ham ce Pajuunh npukasao
Ka0 M3Pa3sUTU My3HIKO APAMCKU CTBapaAall Kapap Ad AO Kpaja OCeTH IIyAC ClieHe U
IICHXOAOIIKA Tpelleperha AMYHOCTH Ha 10j. YuHu Ham ce, MehyTim, aa ocrasa ABa
YMHA y IJeAMHH Y3€B 3a0CTajy 110 BPEAHOCTH 3a APYTHM. To HApOYMTO BaXkH 3a IPBU
YHH KOjJH je TpebaAo A2 HAC yBeAe Y OIIITy aTMOcdepy AeAa, HIPEeTCTaBH AMYHOCTH
U yHece y OIlepy M3BeCTaH OCBeXaBajyhu cBeTamju KoHTpacT. CMarpamMo Aa HU y
CLIEHCKOM, a HOTOTOBY y MY3UYKOM IIOTAEAY OH HHUje OATOBOPHO CBOjOj HaMeHH
(Pasenkosuh, Beueproe Hosocitiu, 21. 4. 1958: 4).

Aecer roauna kxacuuje, Pajuauh je monoBo peBuaupao Cumorugy, MOBOAOM
npocaase croropnmmsune Hapoaror mosopumrra, 26. cenrembpa 1968. roause.
Y oBoj Bepauju Cumonuga je mocrasa jepHounnka. Kpuruke oBor ussohema 6uae
Ccy roToBO 6e3 m3yserka nosurusHe; Hip. Mapuja Kopen (Bepramo) je onenmaa
Cumonugy xao ,jedno od najvrednijih dela nage operske literature®, istakavsi da je Ra-
ji¢i¢ iskazao ,kosmopolitskim sredstvima izraza [...] duhovni svet nageg podneblja“
(Koren, Telegram, 25. 10. 1968). Ycniex oBe Bepsuje Cumonuge, koja je 1969. nssepena
y okBupy pecruBara BEMYC, a 1971. y IlIsajuapckoj (Tomamesuh 2010: 33-34)
uHCIpucao je Pajuuanha aa, y 3peAoj XXHUBOTHOj U CTBapaAauKoj $pasu, KOMIIOHYje
jom Tpu omnepe: Kapahophe — Ceme 3ra, npema apamu Msana Crysena (1977),
Anesnuk jegroi aygaxa, npema Huxoaajy Toroay (1981) u Beae nohu, mpema ®jopopy
Aocrojesckom (1985) — koje, MehyTrm, HUuCY AOKHBeAe Mpemujepy Ha crien, Beh cy

21 Muaytun Papenxosuh (1921-2007), KOMIOSUTOp, AMIAOMUPaoO Ha MysHuKOj akapeMuju y
Beorpaay 194S. roaune y xaacu Cresana Xpucruha. (cf. Peri¢i¢ 1969: 400). XonopapHo ce 6aBuo
My3HUIKOM KPUTHKOM, PeBacXoAHO Ha Papno Beorpaay, rae je AeAOBaO U Kao POAYIIEHT.
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peaAn3oBaHe Kao TEAEBUBHjCKE OIlepe, y mpoAyKuuju Papno-TeseBusuje Beorpaa.”

[Touerxkom miespecerw, Pajnqnh je seh IIPU3HAT Ka0 jeAaH OA Haj3HAYAjHUjUX
CaBpeMeHHX CPIICKMX KOMIIO3HTOPA, O 4eMy FOBOPE OIICEKHH HOBHHCKU YAQHIIH,
»IOPTPETH" OBOT KOMIIO3UTOPA, Y KOjIMA Ce CYMHPa FeTOB AOTAAALIELH CTBAPAAATKH
IOyT, HACHTHQUKYjy KU 00passaxy HajymassuBuju 3aokpern. Hajsamaxernja
PajnqnheBa KOMIIO3HIMja C IIOYETKA IIEe3AECETHX 6uaa je Cumdonmja in G
(Tera cumdonnja, 1959); mehyrum, ona je usBepaena Ha xoHuepry Beorpapcke
QuAXapMOHHje Tae Ce Ha IpOrpaMy Hamrao u dyBeHu 0Oaser Mropa CrpaBunckor
Ioceehere nposeha, Tako aa ce Behu 6poj xpuTudapa $poxycupao Ha ITocseherve.
Munaytun Papenkosuh je y ocBpry 3a Papno Beorpap Haraacro aa ce mosuTHBHE
ocobune cuMOHUje ,CACTOje Y UBPCTOj U IPETACAHO] pOPMAAHO] CTPYKTYPHU H
HACTOjalby AQ Ce KPO3 CBa YETHPH CTaBa OCTBAPH jEAUHCTBO Y PACIIOAOXKEIsY, KOjUM
AOMHUHHpa HeKa TYpOOHOCT U CeTa, AOK 61 ce MOje 3aMepKe TUIL]AAe OPKeCTaPCKOT
KOAOPHTA, KOjU [I0 MOM MUY HUje HAPOIUTO OOraT U AepeHIIMPaH, U TOHEKaA
HEeAOBOMbHE EKCIIPECHBHOCTH TeMaTckor Marepujara” (Paserxosuh, Paano Beorpaa,
[pyxomuc], 3. 3. 1961). OuexuBaHo adpupMaTHBaH MpUKa3 HamHcao je Bpawko
Aparytunosuh, KOju je jeAMHO HMAo 3aMepKe Ha HHTepIIPETALYjy AHPUTeHTa
JKusojuna 3apaBkoBuha, Koja je ,Ha MHOIO MeCTa AGAOBAAd PABHO, YjeAHAUEHO
u jeanoanko“ (B. M. A.[paryrunosuh)], IToauiiuka, 2. 3. 1961). C apyre crpae,
INerap Bunryaar yrpaso ucrude 60rarcTBO OpKeCTapCKOT KOAOPUTA: ,HajBXKHU]E je
OHO IITO je KOMIIO3UTOP, mummyhu capa cCMM(OHH]Y, IPOHAAA3HUO0 HOBOT HEOKYIIAHOT,
OHOT Yera ce yIpaBO yXKeAeo. A OH Ce 3a)KeA€O 3BYKA, AIIOT, TOIIAOIL, IPOMKOT —
rycror u 3acuhenor, MohHoOr u pednTor, i cA06OAHOT, Ha IITa HUje CMEeO HH AQ MECAH,
Opunyhu ce y KOHIepTHMa HAM [leCMaMa, HAM Olepy, 3a coancty. Kakas Aem 3Byx
MOXe Ad CTBOpH MOhaH OpKecTap y pyKaMa 40BeKa KOjH BOAH Taj CPAAYaH TOBOP,
KOjH jeABa Y€Ka AQ UM IIPOrOBOPH M KOjH, IITO j€ MCTO TaKO Ba)XKHO, YME Ad HHM
yBepsuBo u uckpeno ropopu” (Bunryaan, Paguo Beoipag [pyxomuc], 2. 3. 1961).
Y oIce)XHOM aHAAUTHYKOM YAAHKY 00jaBreHOM Y daconucy 38y, Ayuran CxoBpan
Takohe caraepasa PajuurheBy opkectpanyjy y nosutusaoM ceetay (1961: 72-81).
Y pedepary nmpounranoMm Ha 4. kourpecy Casesa KOMIO3UTOpa Jyrocaasuje, Aejan
Aecnih 1 Baactumup Ileprranh ncriay pa Pajuanhesa ,Simfonija in Ge predstavlja
nov korak u ostvarivanju jednog oporijeg i savremenijeg izraza, iako se u harmons-
kom jeziku jo$ uglavnom zadovoljava umerenim sredstvima bitonalnosti. To delo
mozda nije najveci dosadasnji Raji¢i¢ev domet, i nekome moze smetati ponesto pre-
gusto zvucno tkivo, ali se ozbiljnosti i dramatici njegove sadrzine ne moze poreci
snaga i efekat” (Despi¢ i Peri¢i¢ [neobjavljeni rukopis] 1961).

Hcre Te 1961. ropuse 6uBa mokpenyT ¢pecruBasr Mysuuku 6GujeHase 3arpe6,
koju he jyrocAOBeHCKOj IIyOAWIM IIPEACTABUTH, 32 5y IIOTIIYHO HOBY, €CTETHKY
3AIIAAHOEBPOIICKe aBAHIAapAe M AMEPUUKOr eKCIepHMeHTaAu3Ma. Beauxu 6poj
XPBATCKUX U CAOBEHAYKUX KOMIIO3UTOpa IPUKAOHKNE ce 0BOj aBaHIAPAHOj CTPYjH,
Tako Aa he y 3arpe6adxoj mTamMIIM TO3UTHBHI OCBPTH Ha CTBAPAAAIITBO KOMIIO3UTOPA
yMepeHOMOAEPHUCTHUKe OpHjeHTanyje, ykaydyjyhu u Pajiauha, mocraru cse pebu.
C ApyrTe cTpaHe, PUMTAAHHUIH 6E0rPAACKOT KOMIIO3UTOPCKOT Kpyra (ca M3yseTkom

22 AeramHuje o 0BUM omepama BUAeTH y: Tomasevi¢ 1986.
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Baapana PapoBanoBrha) HMKapa ce HHMCYy y IOTIYHOCTH IPHKAOHHAM OBOM
aBaHTAPAHOM 3a0KpeTy, ocTajyhu Ha moaa myTa usmelyy momrroBama Tpapunuje u
OIIpe3He, IIOCTelleHe MOAepHU3aIuje.

Pajirapth he yckopo 6uTu nmeHOBaH 0p cTpane MAahux reneparuja 6eorpasckux
KOMIIO3UTOPA K0 jeAQH OA 3aTOBOPHMKA TPAAULIOHAAN3MA, KOjH Cy 00ecXpabpuBasu
U CIpeYaBaAl ,0CaBpeMemUBabe” CPICKOr KOMIIO3UTOPCKOT ~CTBAPAAAIITBA,
IOroToBo y mopehesy ca TapaIImbOM XPBaTCKOM M CAOBEHAYKOM CIIEHOM CaBpeMeHe
Mysuke. ITIpBH MAQAK CTBAPAAAL] KOJH Ce OABAXHO Ad KpuTHKYyje Pajuanhes cTia 61o
je Aocaearn (mpempa ,Hecyhenn“) aBarrapaucra Baasan Paposanosuh, aapecer
ABe ropune Maahu op Pajuunha, koju je y ayTopckoM TekcTy 3a wacomuc Zvuk 6p.
54 omTpo kpuTHKOBao PajuurheB MaHHpH3aM H, YOIIITE, HACOAOTH)Y IIO3UTHBHOT
BpeAHOBama 8aHgoOHoi (Tj. HecaBpeMeHOT U Heay TeHTHYHOT ):

Vrednovanje prema vandobnom i konzervativnom proisti¢e iz potrebe razlikovanja
epigonstva, zakasnelog epigonstva i zasnivanja izraza na izvesnim tradicionalnim
elementima.

Neoklasicizam i neobarok za razliku od polineoizma uspostavljaju samo jedan odnos
prema tradiciji. [ ... ]

Ima dela koja su postigla izvesnu olicenost, dakle prepoznajemo ko je kompozitor i
prema malom fragmentu. Medutim prenatrpana su tradicionalnim a daleko od van-
dobnog. U tom slucaju re¢ je o smanjenom broju beznacajnih formula koje se preces-
to pojavljuju, dobro upoznaju i stvaraju privid oli¢enosti; olicenje bez autenti¢nosti.
Violinski i ¢elo koncert Stanojla Raji¢i¢a podesan su primer neoriginalne oli¢enosti
(Radovanovi¢ 1962: 393-394).

Hekoanko ropusa xacuuje, PajuumheB omyc y mneamHm carupmdHo je
IPOKOMEHTAPHCAH Y AUCTY Jex, 1967. roaune. Hanwme, y rekcry ,Cranojao Pajuunh.
Ha amBapm, mop xaaBupom..” apamarypr Caobopan Hosakosuh® HaBoam aa ce
KOMIIOBUTOP ,M AQHAC Koaeba mamely cprckor (Myswdukor) mammaka M YeImKor
(aBanrapanor) kaasupa“ (Hosakosuh, Jex 1967: 3). Hosaxosuh je Ha npoHmaHo-
IIMHMYAaH HAYMH IIPEACTABUO KOMIIO3UTOPOB 3PEAM CTHA KaO CHHTe3y (POAKAOPHO
OPHjeHTHCAHOT HAI[OHAAHOT yCMepera M eKCIPeCHOHHCTHYKHMX TeHASHIHja M3
MAAAOCTH:

23 Baapan Paposanosuh (pob. 1932) je o saspuenoj Mysuukoj akapemuju y Beorpaay, 1956. roaune
(y xaacu npodecopa Muaenxa XKuskopuha [1900-1964], na Oacexy 3a KOMIIO3UIHjy 1 AUPHIOBatbe)
KOMIIOHOBAO aBaHrapAHa OCTBapema, noues o Ileciti kopara (1955-1956) sa xaasup, uau Kopasa,
uniiepmeya u yie (1957) 3a kamepru ancam6a. CpeAHHOM IeAeCeTHX FOAUHA IPOIIAOT BeKa IOYeO je
AQ pasBHja 1 KoHUenT cuniliesujcxe ymeinnoctiu (Jankosuh [=Meauh] 2003: 141-186) xojom ce 6aBu
Ao Aatac. O PapoBanosuheBoMm crarycy ,Hecyhenor aBanrapaucre” Bupern: I. Medi¢ 2019: 157-176.
24  Caobopan Hosakosuh (1939-2007), ApaMarypr, CLleHAPHCTA, PEAUTE s, KPUTHYAP U Iy GAUIINCTA,
AHMIIAOMHPAO je Ha AKaAeMHUjHU 34 TTO30pHIITe, GHAM, PAAHO U TeAeBU3Hjy y Kaacu Jocuma Kyaynyuha,
Aubperncre u pepuresa Pajuanhese onepe Cumonuga. Kao opamarypr, Hosaxosuh je masxisy jaBHoCTH
CTEKA0 CPEANHOM IIe3AeCeTHX FTOANHA IIPOIIAOT BeKa, AOK Ce HOBUHAPCTBOM 6aBro jour op 1958. ropuse.
Buo je jeaan op ocuusasa PECT-a u PecruBasa ayTopckor dpruama. Buperu: https://sh.wikipedia.org/
wiki/Slobodan_Novakovi%C4%87 [mpucrymnmeno 26. 11. 2021].
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Ty OH mHje y3 pamasad BuHO (y3 pamasaH u y3 cUMOHHjCKy My3uky),”> raeaa
KaKo AuCje xyTH 1o Apsehy (AFCje TaMO XyTH y LIMKAYCY 3 TAAC M OPKECTap: UM
sarpeneps, 6MAO OpKecTap, GHAO TAAC, OTMIAAHE IO HeKH AUCT!),*® KOMIIOHYje THK
Ha yBo Maaom Papojunr’’ u Hapoasum macama® [...] Cranojao Pajuumh, aamac,
KOMIIOHyje Kao IOjEAUHAL] HEAAACKO OA CBOI HapoAa: mocae 1945. ropune, oH ce
CacBUM BpaTHO HAPOAY M MEAOAHjH, Kao BoaehuM uspaskajuum cpeacrsuma. Taxo je
IOCTA0 jeAQH OA HAJIIAOAHMJUX CPIICKHMX KOMIIO3HTOPA: OH Aaje Hapoay Behu mpunoc
op cake muse (ibid.).”

Haxko je ped 0 CAaTUPHIHOM TEKCTY, IeTOB AyTOP jé OYUTAEAHO AOOPO IIO3HABAO
Mysuuke npuanke y Cp6uju, kpurukyjyhu, us concrseror yraa, Pajuanheny moxaa
IpeBHIIe Ay TOKPATCKY U CBAKAKO KOH3EPBATHBHY IIO3ULIL)Y.

PeTpoakTHBHO Cy HeraTHBHO BpeAHOBaHa 1 PajuunheBa ocrTBapema us
COLIPEAACTHYKOT Pa3p00mda, u To He camo y CaoBeHmju u XpBaTCKoj; HIIp.
npuankoM usobhema Tpeher xaaBupckor xonmepra y Ckomny, kpurmdap Baapo
Yyuxos je Hamucao: ,Hakon mocaepamux axopapa Cemupamige, U3BeAeH je jeaaH
My3HYKH XHOpHA, ycmaBmyjyhe aocasan, saraymayjyhe mydam: Tpehu xonmepr
3a KaaBup u opkecrap Cranojaa Pajuuanha. Hamucan 1950. roaute, o4uraepHo y
CKAQAY Ca TEHAGHIIMjaMa M TAAAIIBUM OHPOKPATCKUM AMPEKTHBAMA, CA HAEjOM O
HeTOBakby COLl. PeaAU3Ma U yIOTpebe HAPOAHHX MEAOAUjA Y CUMOHMUjCKOj MY3HIIU
KOMOUHOBAHUX Ca, TAAQ HAM3IACA MOACPHHUM MY3HIKIM CXBATAbIIMA, 0BAj KOHLIEPT
je y cBakoM cayuajy noydan kypuosuter” (Uyuxos, Hosa Makegonuja, 6. 11. 1971
[mpes. Y. Meauh] ). Hemro Mame ,0TpoBaH') aAM OAjEAHAKO KPUTHYAH je M KaCHHjHU
ocsprt 3opure IIpemare Ha 0BO ocTBapeme:

Tpehu xonepr 3a xaaBup u opkecrap CraHojaa Pajuunha, xao Tpehu cruacku ank
[IeAECeTHX Y HAIIOj MY3HIIH, KA0 Ad je HajMare H3APKao mpoby Bpemena. Moxaa
M CTOra IITO Cy y OBOj NAPTHTYPH HAJIOTIyHHje IAACHDAHE HAEje O "My3HIH
PasyMsHBOj HApPOAHHM MacaMma. AAAeKO OA TOTa A2 CBOje TOHCKe HA€je Ha CHAY
cumnandukyje, Pajuunh je Buire Boaeo a2 ce CKAOHHM Yy 3aBeTPHHY KAQBUPCKOT 3BYKa
jeanor PaxmMamMHOBA M AQ TaKaB 3BYK IOjEAHOCTAaBM AO OKTaBHMX MapaAeAM3aMa y
KAABUPCKOj AGOHUIIM, MAM TAAKATHOT, MATETHYHOT, HAM AUPCKH IIPHIIPOCTOr 3ByKa
y opkectpy. OHo mTo je Pajiranh 0BUM A€AOM IOCTHIAo jecTe jeAHOCTaBHA, jaCHA
popMarHa CTPYKTYpa, GACKOCT KOMyHHUKaIHje Ca ITyOAMKOM ITyTeM YKYCHHX aAy3Hja

25  Aaysuja Ha cumdoHnujcky noemy Mapxo iiuje y3 pamasan suro (1942).

26  Axysuja Ha LUKAyC Iecama 3a 6ac u okpectap Aucje cyitiu (1953).

27 Axysuja Ha cumonujcky noemy Maau Pagojuya (1942).

28 Moryha aaysuja Ha Mysuky 3a 6aset ITog semmom (1940), nan MoxAa 4ak Mysuxy 3a puam XKusoili
je naw (1948).

29 BepoBaTHO je IIOBOA 32 HACTAHAK OBE KPHUTHKE OHMO CIIOj HAIMOHAAHO ,000jeHHX” AeAd KAo
wro cy xautara Caeilay Ha cabopy (1961) uam meroapam Heiipecaxau ussopu (1967) ca uspasuro
»AKAAEMCKIM" OCTBapemMa MOIyT LUKAYCa [lecamMa 3a MeLjoCOIpaH U opkectap Mainosersa (1964)
nan llecre cumponnje (1967) TOKOM IIe3AeCETHX TOAUHA IIPOMIAOT BeKa.
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Ha GOAKAOD, ¥ eKOHOMUYHO OCTBAPeHa OPKeCTaPCKa CAMKA, Ca AAHAC ITPETeHITHO3HUM
¥ IIpeTepaHo CyreCTUBHUM eMonroHasHuM Habojem (TTpemare, Mysuuxu wiaiac 4-6
[aoaarak], 1995: 52).3°

Ca MAaAMM KOMIIO3UTOPCKHM TeHepalijaMa y jaBHOCT je M3alIAd M HeraTHBHA
onexa Pajuunhesor meparomkor papa Ha Mysuukoj akapemuju. I'pyma kommosuropa
nosHara kao OITYC 4,*' pomiaa je y aupekTan cyko6 ca Pajuunhewm, xoju Huje nmao
IpeBHIlle PasyMeBama 3a HHXOBE CTBApAAAUKe TeHAEHIHje, KOje Cy APACTHIHO
opyaapase op HactaHor mporpama Opcexa 3a xoMmosunujy Paxyarera Mysmuxe
YMeTHOCTH. Y TeKCTY , AKaAeMHja MAHU 3aTyILouBatbe” Aparan Maahenosuh HaBoau:

Yernpu crypeHTa us kaace npod. Bacuanja Moxpamiia, kopucrehu cBoja akapemcka
IPaBa ¥ KOHCYATYjyhul IpHTOM QaKyATeTCKH CTATYT, 3BaHHYHO Cy 3aTPAXKHAA AA C€ U3
KOMIICHje 32 OLieibHBalbe TOAUIIBET UCIUTA UCKaydl npodecop Cranojao Pajuunh.
JaBHa je TajHa A2 HapedeHH IIPodecop M yBaXKeHH aKapeMHK Beh roanHaMa BpepHyje
'cAOGOAHO' CTBAPAAAIITBO CBOJUX U TYHHX CTYAeHATa HA HEKHM TajaHCTBEH U CaMO
HheMy [O3HAT HAYMH, CTBapajyhl Tako, U3 OAMHE Yy TOAUHY, CBe OPOjHH)Y epresy
ucToMUIIbeHnKa U enurona (Maabernosuh, Omraguscke nosune 1977: 23).32

Pajuuuh je oaroBopno aa Huje MOTao Aa Ad MO3UTUBHY OLleHY CTYAGHTHMA 3a
KOje HHje MOTao Ad IPOILIeHH Ad AW MMajy TaAeHTA U 3Hama HAU He, Kao IITO je To,
3a wera, 610 cay4aj ca rpynom OITYC 4 (Pajuunh 1979: 1134). Y oBaj ciop 6uo je
yBydeH u akapeMuk Bacrauje Moxpamail, Pajuanhes koaera i Ha MecTy mpodecopa
xommnosunuje Ha PMY u Ha MecTy yaaHa Opeserha AMKOBHE H My3UYKe YMEeTHOCTH
CAHY, koju ce HexoruIle Hamao ,u3Mely aBe Batpe’, Tj. usmely cBojux crysenara u
CBOT CTapujer KoAeTe U HeKapammer npodecopa. Ha xpajy criopa, y mpoaehe 1977.
ropuse Pajuunh je mopHeo 3axTeB 3a [EH3Mjy U 3aBPIINO CBOjy [IEAATOLIKY KapHjepy
(ibid.: 1135).%

Toauny 1977. obeaexuaa je n MOAeMHKA HAa CTpaHWIlaMa HepesHuka HITH,
MOBOAOM TeAeBu3HjcKe mpemujepe Pajuunhese omepe Ceme 31a. OpuruHasHo
HassaHa Kapahophe, omepa je samodera, ca naejoM a2 OyAe CLIEHCKH IOCTaBAEHA,
jomr 1970. ropune, a pospieHa 1973; mehyrum, npemujepHo je emuTOBaHA TeK
1977. ropuse. Kaxo naBopu Karapuna Tomamresuh, Ha 0cHOBY pasroBopa ca caMuM
Pajuanthem, pupurent Ayman Muaapusosuh, ,tada na polozaju direktora Beo-

30 3aHUMMHUBO je A2 Cy ayTOpU PasAMYMTUX reHepanmja, Baapo Uyuxos (1929-1997) u 3opuna
ITpemare (pob. 1956), y KpUTUYKMM HAMNCHMA HACTAAUM Y Pa3MaKy OA 24 TOAHMHE, IMAAU MAGHTHYAH
HeraruBaH cTaB npema PajuunheBom Tpehem xoHuepry 3a KAaBHp, KaO ,peAMKBHjH‘ M3 BpeMeHa
COIIMjAaAMCTHYKOT PeaAu3Ma.

31 Osy rpyny cy unnuau Baapumup Tomuh (pob. 1949), Muoapar Aasapos ITacxy (pob. 1949),
Muaumup Apamxosuh (1952-2014) 1 Mupocaas Muma Casuh (pob. 1954).

32 Tekcr je objaByuBan y Tpu HaBpara, 9.4, 7. 5. u 31. 5. 1977. roaune (Togi¢ 2001: 35).

33 Cyxkob6 ca PajuunheM i HeroBo IIOCAEAMYHO ITOBAAUEHE Ca MeCTa Ipodecopa KOMIIO3UIHje Ha
®MY BeoMa Cy HETaTHBHO YTHIJAAM Ha HerOBOT HEKAAAIIILET CTYACHTA, KOAETY M IpHjaTesa Bacuanja
Moxpatiia, KOjH je U3BpIIMO caMOyOHCTBO 1984. ropune.
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gradske opere, nije bio spreman i da ponese odgovornost za pripremu izvodenja
dela kome bi se, u politickoj klimi tih godina, mogle pripisati nacionalisticke pre-
tenzije. Na sli¢na razmisljanja Raji¢i¢ je nai$ao i od strane direktora ansambla Sara-
jevske opere Tihomira Miri¢a“ (Tomasevi¢ 1986: 38). Buao je To Bpeme BeAMKux
noautnykux Tensuja y COP Jyrocaasuju; HanMe, IIOYETaK CEAAMAECETHX 00eASKUAO
je T3B. ,XpBarcko mposehe’, opAHocHO, ,MacmoK’) HAKOH Yera Cy ycAeArAe , aucTKe” y
peaoBuMa uaanoBa Casesa komyHucTa y XpBarckoj u Cpbuju, a MOTOM 1 AOHOIIIeHbe
nocaepmer Ycrasa Jyrocaasuje 1974. ropuHe, KOjUM je AaTa BeAMKa ayTOHOMHja
JYTOCAOBEHCKHMM perybANKaMa, Kao U ABeMa ayTOHOMHHM IIOKPajUHAMA Y CACTaBY
CP Cpbuje. 3anaramem Caobopana Xabuha, Pajuuanhesa omepa je cHummeHa 3a
Papno-teaeBusnjy Cpbuje; mebhyrum, xaxo ncrude Tomamesuh, ,delo se ipak
ni 1977. godine nije pojavilo pod imenom koje je predvideo kompozitor. Novi
naziv — Seme zla, rezultat je kompromisa ucinjenog iz ve¢ pomenutih pobuda®
(Tomagevi¢ 1986: 38). Ho, oBpe Huje 6uo xpaj mepunernjama ca Kapahophem,
jep je, IOBOAOM TeAeBH3HjCKe IpeMEjepe, KOMIIO3UTOP, My3HKOAOr U Pajuunhen
koaera u3 Mysuxoaokor uacturyta CAHY, Aparyrun I'octyuixy, o6jasio BeoMa
HEraTUBHY KPHTHUKY 10A HacAoBoM ,Kaacje Heraopnor cemena“ (Tocrymxu, HHH,
10.7.1977),%* xoja je 3aTiM HCIpoBOLMpaAa omTpy noseMuky namelyy Pajianhesor
yOpanuresa“ ITepranha u Tocrymxor Ha crpanunama HYIH-a.

OaAasak y neHsujy Huje 3Hauno 1 PajuanheBo moBAademe 13 jaBHOT XUBOTA, jep
je OH HaCTaBMO Ca AKTUBHOCTHMA y okBHpYy CpIICcKe akapeMHUje HayKa M YMEeTHOCTH,
HOCeOHO KA0 MAEjHM TBOpAI] M IpOIArarop bOecrmaaTHUX KoHIepara y [aaepuju
CAHY,* Ha xojuMa Cy Kapujepy 3alloueAa MHOTA AQHAC 3HAYajHA UMEHA CPIICKOT
Mysuukor usBohamrrsa. ITopep Tora, HacTaBHO je A KOMIIOHYje, MaAd HEIITO
CTIIOpUjEM TEMIIOM y OAHOCY Ha TIPETXOAHE AelieHHje CBOje Kapujepe (aau u pane
BeOoMa IIPOAYKTUBHO, y OAHOCY Ha APyT€ CPIICKe KOMIIO3HTOPe ). JeAHO 0A Pajuanhenrx
AeAa C Kpaja CepaMAECeTHX IOAMHA KOje je IPOBOLMPAAO ONPeYHa MHUILbEHA jecy
Bapujayuje 3a opkeciuap (1979). Kpurmuapka Mupjana Beceaunosuh, umju je
cynpyr Cphan Xo¢man 610 acucrent y PajuanheBoj kaacy, ncrakaa je:

PajuanheB Heokaacuumsam y Bapujayujama  3a  opkeciiap  HWeroso  je
eKCIIPeCHOHHMCTIYKO Bul)ee NpHHIMIA IPONIAOTA CTHAA. EKCIpecHOHMCTHYKA
TeH3HMja M ApaMaTHKa Koje Hoce 0BO PajuumheBo HOBO Aeo (Ha OBOM KOHIEpTY
TpeMHjepHO U3BeAEHO! ) HUCY, HCTHHA, 3aCTyTLbEHe Y OHOj MepH y Kojoj ux cpehemo
y BehuHU BeroBux ocrBaperma: Kao A je ped O jeAHOM eKCIIPeCHOHHU3MY KOjU ce
HEOKAACHYHHM CPEACTBHMA BPATHO Ha CBOje POMAHTHYAPCKO mopexao. ITpodua

34 HszpBojuhemo HexOAMKO OAAOMAKA KOjU MOKA3yjy KOAHMKO je OIITPO OHMAQ MHTOHHPAHA KPHTHKA
Tocrymxkor: ,Yumbenuna aa je onepa ’CumoHuAa’ IpeTpriea Tpu 06pase, OAHOCHO Bepauje (0 Kojux je
nocaepma Hajkpaha) cacBUM yBepAUBO CBEAOUH O HECUTYPHOCTH ayTOpa Ha TOM Tepery. Ca My3HYKoM
Apamom "Ceme 342, Pajiranh je jom aame op Tajie HO WTO je uKap 6uo. [ ... ] Cranojao Pajuunh noxasao
Ce jOIII jeAHOM y OBOj IIPUAHIIY KA0 YOBEeK KOjH H3Mel)y 0CTaAOr CBOje AeAO He 3Ha AQ CarAeAa Y BeroBOj
IIeAMHH ¥ QY TEHTHIHOM CMFEICAY, AOK Ce HAIlIA TeAeBH3Hja IPEACTABHAA KA0 TEAO KOje He yMe Ad opabepe
HpaBor capapHuKa 3a jeaan ckym moayxsat” (Tocrymxu, HUH, 10.7.1977).

35 3asmme napopmanmja Bupserr: Bacuh 1997.
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MY3HYKOT MaTe€PHUjaAd A€AQ, HAYHMH HerOBOT Pa3BUjama y OKBUPY BapujaliuoHe gopme
a — Ipe CBera — HErOBO OPKECTAPCKO M3AArame CAojeBUTHje Hero y Pajuumhenum
IPETXOAHUM KoMIosunujama, o6e3belyjy Bapujayujama 3Hadajuo MecTo y omycy
oBOr McTakHyTOr cTBapaora. IlltaBume, oBo HaMm ce aeao Hamehe kao jepaan op
KOMIIO3UTOPOBHX HAjBHIIMX AOMETa y OOAACTH HeroBe OpKeCTapCKe My3HKe
(Beceaunosuh, [Toautiuka, 25. 1. 1980; mpema X. Meauh, 2021: 275).

Hacynpor Mupjaru Beceaunosuh, Bpanka Pasosuh je onennaa aa ,Bapujayuje
3a opkectiiap notsphyjy Heka Beh mpoBepena u A06po 3HaHa ymeha xommosuTopa,
AAM He AOHOCe MHOTO HOBMHA y 3BYKy HMTH y cappkajy. Hosocr je camo obaumk
Bapujalyja KOMe Ce ayTop, MO IPBHU IIyT Y TOKY CBOTa OOMMHOT U AyrOTpPajHOT
cTBapaAaykor myra, obparuo. Ho, 0BO Aea0 He pempeseHTyje y Haj6oseM CBETAY
ayTOpoBe IIO3HATE M MpH3HATE YMETHHYKe OCOOMHE, HA MOMEHTe 3By4YM IIO3HATO,
a 1o cTHAY U AyXy Hac Bpaha y Mysmdko Bpeme Koje je u3a Hac“ (Paposuh, Tpehu
nporpam Paauo Beorpapa [ pyxomuc], 25. 1. 1980; npema X. Meauh, 2021: 276).

C Apyre cTpaHe, O3UTHBHO Cy oljereHn Pajuunhes 1ukayc mecama 3a compan
u opkecrap Tpaxcum domurosare Ha cruxoBe Aecanke Makcumosuh (Ilemwuh,
Tpehu nporpam Paano Beorpaa [pyxonuc], 15. 3. 1981; npema X. Meauh, 2021:
317-318), kao n uukayc Manaciuupu us 1987. roAuHe, KOju HAYCTpyje jOII jeaaH,
3a PajuunheBor >kMBOTa MOCAEARM MACOAOIIKM 330KPET y CPIICKOM APYIITBY —
HanMe, (IIOHOBHO) Gyheme HACOAOTHje CPIICKOT HALMOHAAHOT MAGHTHUTETA, Na U
HAITMOHAAU3MA, HerocpeAHo npep pacmap COP Jyrocaasuje:

Aeaa HajHOBHjer paryMa cy Acumiiiniomia /oybune Mapuh u npemujepHO H3BeaeH
nukayc Manacinupu Cranojaa Pajuunha, 06a cBepouehu 0 HecBakMAQAIIIbOj CBEXHHU
HMHCIIHMpPaLHje CBOjUX ayTopa. [...] IloeTcku 3amucu Aejara Mepakosuha moacrakau
cy Cranojaa Pajuanha pa Hanmmre TpunTux nocseheH cprckiM MaHaCTHpUMa, BEpaH
CBOME OMHAEHOM OOAVKY, IIeCMH y3 MHCTPYMEHTaAHy Ipariy. PykoMm MajcTopa
CTOIAEH j€ TIECHUYKU M MY3HYKH AOXKMBMKA) Y JEAUHCTBEH HM3Pa3 3By4YHE BH3Hje
npomaocru. [ecme Aeuanu, Ipauanuya u Ipeg Coniohanuma u Muewiesom Tymadrno
je Tenop Ceap Bysy6amuh Ha cyrectupan u kyarusucan nauus (Ilemmuh, [Toaumuxka,
31.5.1987).

Enuaor

Ha ocHoBy pernentiuje PajiraiheBor cTBapaAaliTsa TOKOM CEAAM ACTIEHH]a IheTroBe
Kapujepe, MOXXeMO 3aKAy9UTH AA je HeroB OMyC Yy HOTIYHOCTH pedAeKTOBAO CBe
HACOAOIIKE IPEOKPETe, N3a30Be H ,AOMOBe” Ca KOjUMa Ce CPIICKO (¥ jyTOCAOBEHCKO)
APYILITBO CyO4aBAaAO TOKOM ABaA€CeTOr Beka. PajiurheB AMYHH CTBAPAAAUKU CTHA
IPOIIA0 je KPO3 HEKOAMKO, Mame MAM BHIIE APaMaTHYHUX TpaHCPOpMaIiMja, Koje
Cy Y BEAHKOj Mepu OMAe M3pa3 peakiiuje Ha peIleNlijy HeroBUX OCTBAPEHa OA
CTpaHe MY3HYKHX KPHUTHYApa, KOAEra-KOMIIO3HTOPA, KOHIIEPTHe IyOAMKe, aAM
U KOMYHHUCTUYKMX HAEOAOTa ImocAe Apyror ceeTckor paTa. Hakon moueTHux
ycIexa y crarycy 6eorpaackor ByHAepKHHAQ, PajuumheBa ocTBapema u3BepeHa
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IO MOBpaTKy ca cryauja y llpary yraaBHOM cy Hamaasuwaa Ha HepasyMeBame, a
IbIXOBA HEraTHBHA PellenIinja pedAeKTOBAAA je AyTOTPajHY U MyKOTpPIHY 60p0y 3a
npodeCHOHAAUBAIN]Y U MOAEPHH3AIM)y MY3HUKOT SKMBOTA 1 ImKoAcTBa y Cpbujy,
Te 3a YCIOCTaBdame My3HMYKHMX MHCTHTyIHja. C Apyre cTpaHe, AeAa HAcTaAa 3a
BpeMe AMKTaTa HACOAOTH]je COIIPeaAr3Ma, IOy T APYyror BAOAMHCKOT KOHI[epTa HAM
Tpeher xaaBupCcKOT KOHIIEPTA, 32 KOja Ce ¥ TPEHYTKY BUXOBOT HACTAHKA CMATPAAO
Ad Cy, MapKCUCTHYKH TAGAAHO, HA ,MIPABHAHOM  IyTy HPHOAMKAaBama BHCOKeE
YMETHOCTH HAjIIMPUM CAOjeBHMA APYLITBA, KACHHje Cy KPUTUKOBAHA yIPaBO 360r
KOMIIO3UTOPOBE CIIPEMHOCTH Ad H3ah)e y cycpeT MapKCUCTHUKMM MACOAO3HMA U Ad
HA€ AVIHHjOM MarbeT OTIIOpa.

Kpajem cepampecerux ropuna XX Beka, HEKAAAIIBY aBAHTAPAMCTA KPUTHKOBAH
je Kao 3arOBOPHMK 3a0CTAAMX U IIpeBasuleHHX KOMIIOBHUTOPCKUX TEHAEHIH)a,
YuMe je CIyTaBaO MOAEPHH3AIMjy CPIICKe MYy3HKe Y TAAAIIBeM jyTOCAOBEHCKOM
konTekcry. Hajsaa, Pajianhes craryc ayropuraTusHOr npodecopa KOMIIO3HIMje Ha
Mysuukoj akapemuju 1 usana CAHY uzasuBao je, moce6HO mpep 3aBpIIeTaK Herope
aKapeMcKe Kapujepe, OYHT MAAAMX TeHepalja Koje Cy OHAe CKAOHE aKTYeAHHM
CBETCKHM TeHAGHIIMjaMa 1 He3auHTepecoBaHe 3a Pajuunhesy ,Mucujy” momymasama
HepoCTajyhux kaTeropuja u >kaHpOBa CPIICKe yMETHHYKe My3uke (IIpeBacXOAHO
KOHIIEPTAHTHOT, AU M CUMQOHM]jCKOT, OnepcKor UTA.). CBe HabpojaHe TeHAeHLuje
6uae cy ounraepHe jom PajuanheBuM caBpeMeHHIIMMA TOKOM IIE3AECETHX TOAMHA
npomaor Beka, Te hemo oBaj ucrpmau nperaep perenmuje Pajuanhesor creapasaimrsa
3aBpumnTu peunma AHapeje IIperepa, koju je jomr 1961. ropuse omucao Pajuunheny
KOMITO3UTOPCKY ,,0AHCEjy

PasBojuu myT Pajuurha AuHMja je myHa KpUBHHA M OLITPHX 3aBOja, YCIIOHA M [TAAOBA,
HCIyIeHa HAIeTOCTHMA M CyIPOTHOCTHMA M yHyTpaummoM 6opbom. Op mpBux
[OYeTaKa OH IOYMIbe YIOTPeOOM MOTHBA M eAEMEHATA y AyXy HAapOAHE MeAOAHje.
Kakso pazowapeme Ha cTypanjama y IIpary, TpraeceTHX roauHa, Kapa My ce U KOAeTe
H IleAd OKOAMHA ITIOTCMeBaAa 360r Tora! KoMmosuTop mpoaasu mpBy KpH3y U IIOCAE
npuamyHor hyrama oxpehe y anjamerpasno onpeunom cmepy. | ... ]

Y BPTAOT'Y IIPaBOT IOCAEpATHOT HaAeTa ekcTpemusma y Ilpary, [ ... ] Pajuanh nocraje
KOA HAC jeAQH OA IPBHX BECHHKA M IIOOOPHIKA OBUX My3HUKuX KpajHocTi. Ho, Beh
Tapa 6uo j€ HaTlapaH He CaMo C AeCHa, Beh u c aeBa. 3aTo je M IopeA Harpapa M jaBHUX
npusHama, Pajuunh Tpaxkno HOBe IyTeBe KOjU Ce HA3UPY Y HajKapaKTEPUCTUIHHjEM
HETOBOM ACAY IIHCAHOM IIpep paT, 6asery Ilog sempom. Pajuanh Aorasu A0 casHamba
A4 HIICY TEXHHYKA CPEACTBA H3PAXKaBaHA OMTHO y YMETHIYIKOM AeAY, Beh apeKBaTHOCT
cappxuHe. [ ... ]

Apyru Beauku mpeo6paxaj Pajuunhes 36usa ce mocae para. MHOrm cy KpHuBO
TYMaulAN FeroB HOBH CTHA. CMaTpaAM Cy Ad Ceé PapH O IIPOAA3HOM YAOBOLEHY
TpeHyTHEM noTpebama. OH je 6MO HamapaH, mpebarBaAa My Ce HEHCKPEHOCT,
rpab)aHCKM CeHTHMEHTAAM3aM, HECATAACHOCT MY3HYKe TEMATHKE C 0OAUKOM y KOMe ce
H3PaXkaBa, IIpeBeArKa yrpoimheHoCT xapMoHuje. Y CYIITHHE GHAO je ITIOCPeAH HeIITo
Apyro. Kommosurop je caraepao jepaH BHA NpOOAeMa AQHANIE MY3HKE, MOXAQ
HajaKyTHHjH Y LIEAOM CBeTy I1a ¥ Ko Hac. To je muTame Bese IyOAMKe M KOMIIO3HTOpA.
Pajuuuh, ymopas, maopaH v 6eCKOMIPOMMCAH CTBapaAal, AO Kpaja je YBHAEO
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OHO WITO je paHuje HacAyhuBao Aa je yMeTHHKY Hemoryhe aa ce 3arBapa y Kyay oA
CAOHOBaue, OKPy>KeHy [Pe3UPOM 3a CBe WITO je CMPTHO. [...] Moxaa je y Toj Texmu
3a pasyMuBoinhy OTHIIA0 I AAAEKO Y yIIpourheHOCT. AAH, ITYT Ia je BOAMO Y IIPaBIy
HaAaKema CBOje Mpase cTBapaaauke amanoctu u npupoae (IIperep, [oiuitiuka, 18.

4.1961).
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MiLo$ BRaLOVIC AND IVANA MEDIC

THE COMPOSER AND HIS CRITICS: THE RECEPTION OF STANOJLO
RaAJI1C1¢’s WORKS IN THE LIGHT OF CRUCIAL EVENTS FOR THE
DEVELOPMENT OF SERBIAN MUSIC IN THE TWENTIETH CENTURY

(SUMMARY)

In this article we discuss the critical reception of the work of composer Stanojlo Ra-
ji¢i¢ (1910-2000), whose presence in the public musical life of Belgrade was noted
already in the 1920s, when he was a student at the “Stankovi¢” Music School and
then the Belgrade Music School. The critical reception of his compositional work
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can be followed for almost seven decades. Performances of Raji¢i¢’s works often
provoked controversies and polemics — which speak not only about the composer’s
oeuvre itself, but even more so about the state of musical life of Belgrade, Serbia
and Yugoslavia in the 20th century. Thus we analyze the reception of Raji¢i¢’s work
in the light of historical events that crucially influenced the development of Serbi-
an art music throughout the twentieth century. The article is based on the study of
extensive archival material preserved at the Institute of Musicology SASA, Radio
Belgrade, as well as private collections.

Based on the reception of Raji¢i¢’s compositional output during the seven de-
cades of his career, we come to a conclusion that his oeuvre fully reflected all the
ideological upheavals, challenges and turnovers that Serbian and Yugoslav society
experienced during the twentieth century. Raji¢i¢’s personal creative style under-
went several, more or less dramatic transformations, which were largely motivated
by his reactions to the reception of his works by music critics, fellow composers,
concert audiences, but also by the communist ideologues after World War IL

After Raji¢ic’s initial success as a young Belgrade prodigy, upon his return from
Prague where he studied composition, Raji¢i¢’s modernist works were mostly mis-
understood, and their negative reception reflected a long and arduous struggle for
the professionalization and modernization of musical life and education in Serbia.
On the other hand, Raji¢i¢’s works written during the dictates of the ideology of
socialist realism, such as the Second Violin Concerto or the Third Piano Concerto
— which at the time of their creation were considered by the Marxist critics to be
on the “correct” path of bringing high art closer to the broadest audience — were
later harshly criticized precisely because of the composer’s readiness to meet the
expectations of the Marxist ideologues and to follow the path of least resistance.
Furthermore, Raji¢i¢, a former modernist, became notorious in the late 1970s as an
advocate of “backward” and “outdated” compositional tendencies, which hindered
the modernization of Serbian music in the Yugoslavand European contexts. Last but
not least, towards the end of his academic career, Raji¢i¢’s status as an authoritative
professor of composition at the Belgrade Academy of Music and a fellow of the Ser-
bian Academy of Sciences and Arts provoked a revolt of the youngest generation of
composers, who strived to emulate the most innovative global music tendencies of
that time.

Keyworbps: Stanojlo Raji¢i¢, compositional opus, music criticism, controversy, polemic,
ideology, turnover.
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ABSTRACT

In this paper I analyse selected articles by the composer and academician Vlastimir
Trajkovi¢ (1947-2017), published in various collective monographs and journals
over the period of nearly three decades (1982-2008). These writings emphasise
Trajkovi¢’s constant urging for a fairer (from his point of view) evaluation of Ser-
bian art music in a wider, European and global context, but also within the state /
national frameworks. Trajkovi¢ aimed to prove that Serbian art music, as well as
writings on music, would have enjoyed a wider recognition, had certain of their top
achievements not been left forgotten and unpublished, and thus unavailable to po-
tential researchers and performers. That is why he pleaded for the improvement of
sheet music publishing in the country, as well as for the targeted promotion of Ser-
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bian art music repertoire. Moreover, he insisted on the proximity of the Belgrade
‘cultural climate’ in the interwar period with the artistic and scholarly tendencies
in France and its "zones of influence’ in the same period. Consequently, Trajkovi¢
particularly insists on the new evaluation of the opuses of the composers and mu-
sicologists Miloje Milojevi¢ (1884-1946) and Dragutin Gostugki (1923-1998) —
whom he saw as those creative and intellectual individuals who had fallen victims
to the “historical injustice’” and whose (re)positioning within the Serbian music
culture would increase the relevance of that same culture both in the national and
international contexts.

KeywoRrps: Miloje Milojevi¢, Dragutin Gostuski, Impressionism, Claude Debussy, Manu-
el de Falla, reduction, antiromanticism.

ATICTPAKT

Y oBOM paay pasMaTpaM opabpaHe YAaHKe KOMITO3UTOPa K akapeMuKa Baactumupa
Tpajkosuha (1947-2017), xoju Cy 06jaByeHH y pasAMMUTIM 360PHHULIMMA PAAOBa
¥ YacONHCHMA y TIEPUOAY OA HemyHe TpH Aemenuje (1982-2008), a y xojuma
AOAA3M A0 H3pakaja ayTOPOBO HENPECTAHO 3aAarame 3a IpaBeAHHje, C Herose
TauKe TASAUINTA, BPEAHOBAE CPIICKe YMETHHYKE MY3HKe Y IIHpeM, eBPOIICKOM
M CBETCKOM KOHTEKCTY, aAH M 'y APYKaBHUM/HAIJMOHAAHMM OKBHpHMA. Tpajkosuh
HACTOjH AQ AOKQXe KaKO OH CpPIICKA YMeTHMYKA My3HKa, aAM M HAayKa O My3HIIH,
nMase OOMU peHOMe KaAd IIOjeAUHH HHXOBU BPXYHCKH AOMETH He O AeXaAn
3a00paByeHM UM HeOOjaBbeHH, Te CAMHUM THM HEAOCTYIIHH IIOTEHIIMjaAHHUM
HCTpaXHBauMMa M u3Bobhaunmma. Crora OH maepupa 3a yHampelerme n3paBauke
AEGAATHOCTH y 00AACTH My3HKAAHja, KAO U 32 ILASAHY IIPOMOIIH)Y CPIICKOT MY3HUUYKOT
crBapasamTBa. Takobe, oH ce 3aAaxe 3a IpenosHaBame GAMCKOCTH Georpapcke
KYATypHE KAUMe y [IepHOAY M3Mel)y ABa CBETCKa paTa ca yMETHHYKHMM M HAYYHUM
TeHAeHIMjaMa y QpaHIfycKoj U BeHUM '30HaMa yTHIaja’ y ucToM mmepuoay. C tum
y Besn, TpajkoBuh ce moce6HO 3aAaxke 32 HOBO BPEAHOBAHE OIyCa KOMIIO3UTOPA
u Mysukorora Muaoja Munojeuha (1884-1946) m Aparyruna Tocrymxor
(1923-1998) - ka0 yIIpaBO OHNX KPEATHBHIX M YMHUX [IOjeAMHAIIA TIPeMa KOjiMa
je yunmeHa mcTopujcka Hempasaa U umjoM 61 ce (pe)adupmanjom y oKBHpPY
CPIICKe My3HYKe KYATYpe U CaMa Ta KyATYPa Y3AUTAQ Ha BUIIU HUBO PEACBAHTHOCTH
Y HaIlHOHAAHMM M MHTEPHAIIMOHAAHMM OKBHPUMA.

KxoydHE PEYM: Mmusoje Muaojesuh, Aparyrun Tocrymku, ummpecnonusaM, Kaoa
Aebucu, Manyea pe Pana, pepykiinja, aHTHPOMAHTH3aM.

O6jaBreHn My3HYIKOTEOPHjCKU TEKCTOBH KOMIIOZHTOpPA M aKapeMUKa Baacrumupa
Tpajkosrha (1947-2017), aHAAOTHO HErOBOM KOMIIO3UTOPCKOM OIYCy, HHCY
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HapouuTO OPOjHH,> aAM Cy BPAO 3HAYAJHM 32 PasyMeBambe HErOBOI II€AOKYITHOT
cTBapaAamTBa U (ayTo)IOeTHYKe NO3UIMjE, KAO U 32 CATAEAABAIbE TOT OIyca y
OKBHPY CaBpeMeHe CpIICKe CaBpeMeHe yMeTHHUKe My3uke. ITopel)emem Maaparaukmx
TEKCTOBA CA OHMMA KOjH Cy HACTAAM ¥ KOMIIO3UTOPOBOM 3PEAOM AO0DY, MOTY Aa ce

3 OsBaj pap IpeACTaBb>a M3BOA U3 LIMPEr UCTPAXKUBamba olryca Baactumupa Tpajkosuha, y okBupy
Moje AOKTOpCKe AncepTauuje Anitiuixa (ipuka) diapaguina y caspemenof ymeilinuuxoj mysuyu. Ciiyguje
cayuaja/xousepienyuje: Januc Kcenaxuc, Baaciuumup Tpajkosuh, pahene mop menTOpcTBOM AP Aparase
Crojanosuh-Hosnunh, Beorpas, Qakyarer mysuuke ymernoctu y Beorpaay, 2021. (Jamkosuh-
Berym 2021; oa6pana auceprauuje npeasubena je 3a 2022. roauty). OBOM MPUAUKOM pasMarpam
uaanke Baacrumupa Tpajkosuha xoju cy objaBmenn y 360pHHIMMA PaAOBa HAK JacomucuMa, Oyayhu
AQ HBeroBH Heo6jaBoeHU TEKCTOBH MPEACTABAA]y YTAABHOM aHAAM3e CONCTBEHMX KoMmosuuuja (Ha
IIpUMep, y IPOrPaMCKUM KEbIKHIIAMa [IOBOAOM KOHLIePTHHX H3Bolerba M0jeANHHX A€AQ), KOjH HHCY OA
[PUMApPHOT 3HAYAja 32 OBO pasMarparbe. 360r PACIIOAOKHUBOT OOMMA TEKCTA, U3 OBOT PAa3MATpPakha CaM
usocTasuAa u pykomuc Tpajkosuhese HepoBpmene kwure Opkeciipayuja IT 3a ciiygenitie Komnosuyuje
(imeopujcku geo), kojy caM, 3ajeAHO Ca TEeKCTOBUMA KOje OBAe aHAAUBHPAM, AETAAHO PasMarpasa y
[IOMEHYTOj AUCEPTAILHjH.

Tpajkosuhesa o6jaBrena 6ubanorpaduja obyxsara caepehe jeannmrie:

. Aktuelni problemi i zadaci muzitke kritike u nasoj sredini, tribina u: Muzicko stvaralastvo
i kritika (ur. Slobodan Stefanovi¢), Beograd, Marksisti¢ki centar organizacije SK, 1982,
28-40 (Trajkovi¢ 1982a);

«  Karakteristike jugoslavenskog muzi¢kog stvaralastva u protekla dva decenija, Muzicka
kultura 4/1982,172-175 (Trajkovi¢ 1982b);

. Miloje Milojevi¢ — Stota godi$njica od rodenja kompozitora, u: dr Nadezda Mosusova, dr
Roksanda Pejovi¢, dr Radmila Petrovi¢, Vlastimir Peric¢i¢ (ur.), Miloje Milojevié, Kompozitor
imuzikolog, zbornik radova, Beograd, Udruzenje kompozitora Srbije, 1986, 9-38 (Trajkovi¢
1986);

. Konzertstiick za violinu i orkestar Zorana Eri¢a, Zvuk 1, 1989, 33-36 (Trajkovi¢ 1989);

. Sergej Vasiljevi¢ Rahmanjinov — pedeset godina od smrti, Treci program 92-95, I-IV 1992,
25-30 (Trajkovi¢ 1992);

«  Kayusu omycn y crsapasamtsy Muaoja Musojesuha, y: Baactumup Tepuunh (yp), Meanta
Muaun (npup.), Komilosustiopcko ciisaparawinieo Musroja Musojesuha, 360pHUK papoBa,
Beorpaa, Mysuxoaoumku uacruryr CAHY, 1998, 18-31 (Tpajkosuh 1998);

«  C ony crpany mehe mopepHa — mocrmopepua: Kouyeptii 3a kaasup u iygauku opxecitiap
Jyrocaasa Bommaka nau noysaame y npuHiun mysukaanocrs, Hosu ssyx 15,2000, 95-100
(Tpajkosuh 2000);

. Muzi¢ka moderna Manuela de Falje, u: Manuel de Falja, Zapisi o muzici i muzicarima,
Uvodna re¢ i komentari Federiko Sopenja, prevela sa $panskog Biljana Bukvi¢, Beograd,
CLIO, 2001, 135-146 (Trajkovi¢ 2001a);

«  Cehame na Ap Aparyruna Tocrymxor, Mysuxoaoiuja 1,2001, 165-167 (Tpajkosuh 20016);

«  Thinking the Rethinking (of the Notion of) Modernity (in Music) [O mpomumsamy
(nojma) mopepuurera (y mysuuu)], In: Despi¢ Dejan & Melita Milin (eds.), Rethinking
Musical Modernism / Mysuuku MopepHH3aM — HOBa TyMadersa, Belgrade, Serbian Academy
of Sciences and Arts and Institute of Musicology of SASA, 2008, 27-40 (Trajkovi¢ 2008a);

. Na$ Bemus - juce, danas, sutra, u: Neda Bebler (prir.), Bemus memorabilia 1969-2008,
Beograd, Jugokoncert, 2008, $8-59 (Trajkovi¢ 2008b).

Cppauno ce 3axBasyjem Mysnkososuma Xpucruan Meauh u Ap Meantin Muavs Ha nomohu nipuarkom
GopMUparba OBOT CIIMCKA U IPHUKYILAAbA CTAPHUX M TEIIKO AOCTYIHUX H3AAEHA.
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youe KOHTUHYUTETH 1 AUCKOHTHHYUTETH Y leTOBUM ITOTAEAMMA M CTABOBUMA, Ka0 U
TeMe Koje ce IpoBAaye’ Ka0 AQjTMOTHB Kpo3 unTas TpajkoBuheB MysuukoTeOpHjcKu
omyc — 6anr Kao IITO je U BEroBO KOMIIO3UTOPCKO CTBAPAAAIITBO IIPOAA3UAO KPO3
pasauunTe Ppase AAU UMK 3aAPXKABAAO HeKe IIepMaHeHTHEe OAAMKE.

TexcToBU KOje OBA€ AHAAUBHPAM ITHCAHH CY 32 PA3AMYHTE OTpeOe 1 IPHAKKE Te
Cy cTOra XAHPOBCKU Pa3HOBPCHU — 0A cehama Ha mojepnHe 3HaYajHe CTBapaAauKe
AMYHOCTH M3 OAMDKe U Adde My3HuKe IIPONIAOCTH, MPEeKO AaHAAUTHUYKMX HAIHCA O
TIOjeAMHUM AEAMMA, AO HIMPHX PaclpaBa 0 My3MYKoM crBapaamTsy y Cpbuju (u
HEKAAAIIb0j JyTOCAABHjH) U IUTAbMMa yMETHIYKHX CTHAOBA U rpaBana. OBy 4aaHIm
Cy 06jaB&eHHU Y PAcTioHy oA HemyHe Tpu Aetienuje (1982-2008) u unHe peAaTuBHO
XOMOTeHy IIeAMHY, MaKO Ce y HBHMa pedAeKTYjy BeAHKe APYIITBEHOMCTODPHjCKe
IpoMeHe Koje Cy Ce, y MOCMATPaHOM IIEPUOAY, OAMIpaAe Ha HameM TAy. Beh
AETHMIYHIM [IOTACAOM Ha CITHCAK PAAOBa, jaCHO ce youaBajy oapehern mpobaemcku
kpyrosu' kojuma ce Tpajkosuh vecro Bpaha. Hajupe, Ty cy 'TexcroBu ¢ moBosom'
Tj. 'oMaXH' CTBapaoLuMa Koje MoceOHO IieHH, kao wTo ¢y Mnaoje Munojesuh
(1884-1946), nnaue Tpajkosuhes pAeaa 1o Majuu, sarum Maryea ae ®ana (Manu-
el de Falla, 1876-1946) u Ceprej Paxmamunos (Cepreit Bacuabesna Paxvanunos,
1873-1943). V3 1o, Tpajkosuh mume AupsuB 'in memoriam' o KOMIOBUTOPY
u Mysukoaory Aparytury Tocrymxom (1923-1998), xao u xpahe anaanTmuke
TEKCTOBE O II0jeAMHHMM OCTBAPEHMa CBOjHX KOoAera i caBpeMenuka 3opana Epuha
(1950) uJyrocaasa Bommaxa (1954-2018). Mebytum, nojeaune 'Aajr Teme', To ject
koHcranTe TpajkoBuheBe MucAn, He OTKpHBajy ce Ha IPBH IOrAea, Beh Tek HAKOH
AeTasHHjer YBUAQ y CAMe HAIMCe KOjH, Kao ITo he ce KaCHHje BUAETH, IPEACTABAA)Y
CBOjeBpCHY 'Mpexy' y KOjoj Cy CBe Tauke BHIIECTPYKO IIOBE3aHe. JeAHY OA THX
Tema unHM TpajkoBuheBo HempecTaHO 3ararame 3a MPAaBEAHHje, C IErOBe TaukKe
TAGAUIITA, BpEAHOBaK:e CPIICKe YMEeTHUYKE My3HKe Y IIHPeM, eBPOIICKOM U CBETCKOM
KOHTEKCTY, aAHl K Y APXKQBHUM OKBHPHMA, KOjH TOA OHU OMAM Y AATOM TPEHYTKY.
ABa Hajpannja TpajkoBuheBa YaaHKa KOju Cy Op 3Hadaja 3a OBY TeMy O0jaBieHH
cy ucre, 1982. ropuse U UMajy 'OMIITHj1' KapaKTep: y IPBOM, AyTOP IHIIE O CTARY
jyTOCAOBEHCKe My3HKe y TOM TpeHyTKy (Ha mo3us TpubrHe My3HdKOT CTBapaAamITBa
Jyrocaasuje y Onaruju), a y APyroM o CTaiby My3H4Ke KDHTHKE, O HeHIM (JKeAHeHHM)
LMmceBAMA M 3aAauMa (M3AOXKEH y OKBHPY TpubuHe MapKCHCTHYKOr LeHTpa
opranmnsanuje Casesa Komynucra). OBH TeKCTOBH, Mako 'Hapy4eHH', OTKpHUBajy
TpajkoBrha Kao HacTaBmada TIPOCBETHUTEACKE MHCHje' KOjy Cy 3allOYeAd HeKH
OA HeTroBUX HAjBOXHUjUX KOMIIO3UTOPCKUX Y30pa M3 PaHMjHX eIloXa — IIOHajImpe
Mruaoje Muaojesuh, kao u Manyea ae @ama. YipaBo 3aTo, pasmMaTparme 3aIlI04HmbeM
TexcToBUMa Koje je TpajkoBuh mocBeTro 0BOj ABOjHIIM peACTABHUKA fin-de-siécle-a y
€BPOIICKOj YMETHUYKO] My3HIIH.

Ha nouerxy cBor npsor 4aanka o Muaojesuhy (1984, 06j. 1986), Tpajkosuh
caommTaBa A2 je ,,ca Muoro okaeBama“ (Trajkovi¢ 1986: 9) mpuxsaruo pa yuecTsyje
Ha HayYHOM CKyITy TocBeheHOM 06eAexaBary CTOTe TOAMIIIbIIIE OA pOl)erba ’eToBor
A€A€, AA¥L AA je HIIAK TO YYHHHO jep cMarpa Aa je y oapehusamy MuaojeBuhesor
MeCTa y OKBHPY UCTOpHje CPIICKe My3HKe YIMibeHa ,ICTOPHjcKa Herpaaa“ (HCTo).
Pasaore 3a oBakBy TBpAWBY TpajkoBuh NIpoHaAasy y YMEEHHIM AQ BEAMKH A€O
MunojeuheBor 06MMHOT OIyca 3alpaBO HHje MO3HAT jaBHOCTH, 300T HEAOCTATKA
IITaMIaHUX mapTuTypa (Ma U 06jaBreHNX M3Aaba ¢ PYKOIMCHOM HOTOrpadujom)
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M CHMMaKa KOMITO3HI[Hja KOji OM FeroBO CTBAPAAAIITBO HA AAKBATHHjH HAYMH
npeacTaBuAd jaBHocTH. LluTnpajyhn cor Beankor ysopa Aparyrusa Tocrymxor
KOjH je H3jaBUO AQ Ce 10 TIPABHAY HCTOPH)CKA CYAOMHA yMETHOCTH pemasa BehuHom
raacoBa y oksupy kommerenTHor caoja‘ (Toctymku 1977: 19 u pane; HaB. mpema:
Trajkovic¢ 1986: 9) 1 Aa ce cTeneH BpeAHOCTH jeAHOT Aeaa yTBphyje 'pedepersymonm’
(ucto), Tpajkosuh KOHCTaTYje A je 3a IPUIIPeMy TaKBOT 'PedepeHAyMa’ HEOIIXOAQH
IIPEAYCAOB Aa OITYC KOjHU Ce IOCMATpa OyAe ,[I03HAT U AOCTIDKAH (MCTO) OHMMA KOju
AOHOCe BPEAHOCHH CyA Te Ce CTOTa IIMTa O OKOAHOCTHMA KOje ,CaMy ersHCTeHIIHUjy
My3HYKOT AeAd CIIpeYaBajy, yHUIITaBajyhu y KOpeHy IyKy MOryhHOCT KOMyHHUKa1jHje.
Y cTBapH, IITa AOBOAU AO TOTA AQ jeAAQH OITYC YOIIITe U HyAe KPO3 CBOj MATePHjaAHO-
3ByYHM HHKAPHAT TMOHyDeH Ha pedepeHAyM KOMIIETEHTHOj jaBHocTH? MaAm, mpe
UCTOpHje KoOja KPHUCTaAMIle, IIPOMOBHUIIE U ATPOHMpPA CBe BPEAHOCHE CYAOBe,
HOCTOjU AU M 'TIPEAHCTOpHja APYIUTBEHHX OKOAHOCTH, SYACKE IICHXOAOTHje' H
’wyACKe comMoAOTHje' KOja OBy ApyTY 'Tpasy' uctopujy ycaosasa?“ (ucro: 11-12).
Baraxyhu ce 3a (pe)adupmanmjy MuaojesrheBor omyca, y AOKaAHUM M IIMPUM
oksupuma, Tpajkosuh ncroBpemeno moxpehe ommrrujy pacnpasy o cramy cpricke
YMeTHHYKe My3HKe.

Kaaa je peu o camoj crBapasaukoj anunocta Muaoja Muaojesuha, Tpajkosuh
cMaTpa HeTaYHOM KBaAMQHKAIMjy KOja je IPUCYTHA y CTapHjoj AMTEPaTypH O
Mrunaojesuhy,* HarMe Aa je OH KOMIIO3HTOP KOjH Ce IIPETeXXHO U3PAKABAO Y 'MAANM
popmama’. OBaxsa kBasnuKanuja, npema TpajkoBuheBoM MUIINEIY, H3PeUeHa je
s6or ,Hepocrarka cumponuja‘ (Trajkovi¢ 1986: 17) y Muaojesrhesom omycy (ca
H3y3eTKOM jeAHOI, MAAAAAQUKOT aAu obumHOr aesa, CumdoHuje y A-aypy Beeiopg
u Austa uz 1903. roaune). Hacynpot tome, Tpajkosuh TBpan Aa mukayc (y o6auky
CBHUTe) MPEACTaB&»a OCHOBHY $popMy y kojoj ce MunojeBuh uspaxasa, 6ur0 A je
ped 0 MHCTPYMEHTAAHMM KOMIO3HUIIMjaMa HAU O COAO TTeCMaMa: TH LIUKAYCH CY TI0
IpaBHAY OOUMHH, TOHEKaA 00yXBaTajy BEAUKH OPOj KPATKHX CTABOBA, AAH ce demthe
3ACHHBAjy Ha MameM Opojy Ay>KHX, MOPOAOIIKH Pa3BHjeHHX CTaBOBA, IPH YeMy je
CBaKHM LJUKAYC IIOTHCAH Kao jeAMHCTBeH omyc (ncro: 14). OBo samaxarme je cBakako
TaYyHO, IOTOTOBY aKO Ce MMa y BUAY YMHEHHUIIA AA TIPAKTHYHO IIEAOKYIIAH KAABUPCKH
omyc Muaojesuha aune ynpaso csure.’® Tpajkosrh cMarpa (Masa 0BOM IpHAMKOM
He HaBOAM apTyMeHTe 3a Ty TBpAIY) A2 MuaojeBrheBH LIMKAyCH He TOApasyMeBajy
AabaBy Besy maMel)y craBoBa, MaKo Ce NMOjeAMHM KOMaAH M3 Behux rieanHa Mory
M3BOAUTH M TI0jeAMHayHo (ucTo: 18).

4  TpajkoBuh He yKasyje Ha TO KOjy 'CTapujy’ AHTepaTypy MMa y BHAY, aAM C OG3UPOM Ha TO Ad O
Muaojesuhy Huje 6HAO MHOTO IIMCAHO, BEPOBATHO je HMAO y BUAY MAAOGPOjHE pedepeHTHE KbKre Kao
o je Moxorpaduja [Terpa Komosrha (Komosrh 1954) nan mak aexcuxon Baacrumupa ITepranha
(y3 capaamy Aymana Kocrrha u Aymana Crospana) (Peridic et. al [1969]) mTo Moske aa ce saxmyan
u3 Hacraska TpajkosuheBor Texcra.

S Kaasupcke xommosummje Muaoja Munojesumha yxawyuayjy: Munujainiype, om. 2 (1905-1912),
Yerupu koMaAa 32 kaasup, orr. 23 ( 1917), Puitimuuxce ipumace, om. 47 (1933), Kawmeje, 3a kaasup, om. 51
(1937-1942), Meaoguje u puitimosu ca gomaxa Ilape, Apuma u Bapgapa, 3a xaasup (1942), Kocoscka
C6UIlia, 32 KAQBHP (1942), Menoguje u puitimosu ca baskana, 3a kaaBup, om. 69 (1942), Tosapgapcka
ceuitia, 3a kaasup (1942), Modiusu ca ceaa, 3a kaasup (1942). Bume o xaasupckoj Mysumu Muaoja
Mimnojesuha Bupern y: Katunac 2004.
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Takohe, Tpajkosuh wmcrmde BpepHOCT MuAojeBrheBUX HHCTPYMEHTAAHHX
coHara,® ,,0A KOjUX HHjeAHA HuUje Mare GpOpMe, HU IIO TPajaiby HH IO CAOXKEHOCTH
craBoBa Koju ux unHe” (ucto). Kao mpumep naBoan CoHaTy 3a BHOAY COAO, OIL
86 (1943), ,TO MO OMOPOCTH XapMOHHKE U MO T'YCTUHHU MOAUPOHOT TKUBA Y
COAO TYAQUKOM MHCTPYMEHTY TaKO AMYH Ha OA e FOAMHY AaHA KAaCHHje HaCTaAy
Baproxosy Conary 3a coao Buoauny“ (ucro). Tpajkosuh cmarpa A2 Huje TadaH
II0AATaK Koju ce Haaasu y MoHorpauju ITerpa Komosuha u y aekcukony Muzicki
stvaraoci u Srbiji aa je CoHaTa 3a BLUOAY COAO HEAOBPILIEHO A€AO, Beh Aa ABOcTaBauHa
$opma 3arpaBo IPHUKpPHBA YeTBOPOACAHOCT LIUKAYCa (IIPBHU M ADYTH CTaB Cy CIIOjeHH,
ka0 1 Tpehy 1 YeTBPTH) — a TOMe y IPUAOT HA€ U Tpajaibe AeAd OA OKO TPUAECET
munyTa. Ha oBoM Mecty Tpajkosuh U3HOCH Haj3aHUMMSUBHU]Y TBPAIY, A ,CAXKUMAEbE
4eTBOPOCTaBaYHOT COHATHOT ITMKAYCA Y ABOCTaBaYHH aHTUIIUIIMPA KACHH]€, a CAMYHE
MHTeHLHje y CUMOHH]CKOM CTBapaAamTBy Bacuanja Mokpamia“ (1cTo) u Aoaaje:

A xapa je Beh o meroBom [Moxpamuesom, npum. J. J. B.] crBapasamrsy pev,
ucTakHUMO 3adyhyjylly CAMYHOCT Ha pPasHHH je3MKa OTEAOBAEHOI Kpo3 baary
MAHAMJATOHCKY MOAAQAHOCT HAIOHAAHOT IIPH3BYKa, u3Mel)y MHPHHMX AHPCKHX
0a3a y TIOCAGATLUM AGAVIMA BEAMKOT CPIICKOT CHMOHHMYApa, C jeAHe CTpaHe, H, C
ApyTre CTpaHe, ca IOCAEABUM oIycoM Muaoja Muaojesuha — ca Lukiycom fiecama
Ha citiuxose jailanckoi tiecnuka Huuxase, 3a BUCOKU TAaC U KaaBup om. 87 us 1944.
ropuse... (UcTo).

OsuM nckasoM TpajkoBuh MMIAMIUTHO yCIIOCTaBs>Aa HEKY BPCTY 'My3HUKOT
POAOCAOBA' — AUHU)Y KOja BoAU 0A Muaojesuha, npexo Tpajkosuhesor npodecopa
xomnosunuje Bacuanja Moxpamiia (koju je, ca cBoje cTpaHe, y 6AMCKOM HOPOAUIHOM
cpoactBy ca CreBanoM Crojanosrhem MoxpamiieM, Muaojesuhesum npodpecopom
y Cprckoj Mysnukoj mkoau y Beorpaay),” ao camor Tpajkosuha® — jep, ynpaso je
'MAHAMjaTOHCKA MOAAAHOCT HAIIMOHAAHOT NMPH3BYKA”® OIMC 3BYYHOT YTUCKA KOjU
OCTaBMbajy U MojeAnHa weroBa Aeaa (Ha npumep, Yeitupu noxiuypra/Tlein noxiliypra
HAM, OA KOMIIO3MIIMja KacHHjer paTyMma, 3edupos tiospainak, Tecitiuje u koHgupu u

APYI'S.) .

6 VxaHpy HHCTpyMeHTaAHe coHate Munojesuh je xommonoBao CoHaTy 3a BUOAMHY U KAABHP Y Xa-
Moay, otL. 36 (1924), Conary 3a 060y (BuoAuHy) 1 KAaBHP Y Ae-MOAY, orL. 76 (1943), Conary 3a Buoay
coro in g, om. 86 (1944) u Conary 3a dpaayTy U KAQBHp y puc-Moay, orL. 89 (1944).

7 Cprcka My3udka mKoAa, Kojy je CreBan Mokpamary ocHoBao 1899. ropuHe, AaHAC HOCH HMe CBOT
ocHuBada — My3muka mkoaa ,Mokpamary”.

8 Osa mpuya 0 'POAOCAOBY' HMa U CBOj 3aHUMAHUB ermaor: Musom Tpajkosuh (1974), 6paranan
Baactumupa Tpajkosuha, AHIIAOMEpPAO je KOMIIO3HIHMjy y HeroBoj kaacu Ha Dakyarery Mmysmuke
ymernocru y Beorpaay. Melyyrnm, Muaour Tpajkosuh ce, HakoH 3aBpuIeHHX CTyAMja, HUje Bule 6aBHO
AKTHBHO KOMIIOHOBAeM Beh ce II0CBeTHO My3HYKOj IIeAArOrHjH, Hajipe Kao IMpodecop TeOPHjCKHX
IpeAMeTa, a ITOTOM U AupekTop Mysmuke mxoae ,Mokpamar. Ha nsBecran HauuH, Kpyr ce 3aTBOPHO.
9 KomenTap u aHaAm3y crBapasamrsa Bacmamja Mokpamija y OAHOCY Ha I0jaM 'HAIOHAAHOT'
usnoxuaa je sana Meanh y xwusu Klavirska muzika Vasilija Mokranjca (Medi¢ 2004).
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Aan 0BO Huje jepuHa TeHeasorwja' kojy TpajkoBuh ycmocraBma y Besm ca
COIICTBEHUM CTBapaAamTBoM. ITumyhu y HacTaBKy HCTOT YAQHKA O My3HKOAOIIKO]
— ¥ My3HYKO-TIPOCBETUTEACKO] — AeAaTHOCTH Muaoja Muaojesuha, 3a xojy Takohe
CMaTpa Aa HHje A0OMAA aAeKBATaH TPETMaH Y UCTOPHjH CPIICKe My3Hke, Tpajkosuh
KaXKe AQ OHA Y HAIOj CPEAMHH HHje 0CTaAd CACBUM 0e3 cBOT 'HaejHOT' Hacaeha: weH
HPOAYKETAK BUAH Y 30HPIIK TeKCTOBA YMEIHOCH Y HegoCIlailiky gokasa AparyTuHa
Tocrymxor (Tocrymku 1977), koja , He camo Aa 110 popmu oaroapa Muaojesrhesnm
KIbMIaMa CTyAMja M 9AaHaKa [...] — Beh, a To cMaTpaMo u 3Ha4ajHUjUM, OATOBapa U
Y MA€JHOM U y AUTEPApPHO-CTHACKOM cMucAy. Taj 'hackajyhu', Hausraep HeoGaBesan
TOH, Ta Macka QPHUBOAHOCTU MAM 'BaTpeHe' eMdaze — KOAHKO y CBEMy TOMe HMMa
FAACKOT HHTEAEKTYaAHOT OOH-TOHA KOjU 3aIll0BeAd Ad Ce M O Hajo30MmHUjUM
CTBapyMa roBOpH Ha AexepaH HaunH' (ucto). BakHo je pa ce mcTakHe 'HacaepHa
auapja’ xojy TpajkoBuh ycmocraBya usmel)y ABojuije CpIICKMX KOMIIO3UTOpA U
My3uKoAora, Oyayhu Aa je TpajkoBrh y MHOIMM CBOjUM HAIIHCHMA UCTUIJA0 BEAUKO
HOIITOBAbE KOje je Tajuo Impema AeAy [oCTyIIKor, HAPOYUTO IpeMa BeroBOM 'MarHyM
omycy', kiwusu Vreme umetnosti (Gostuski 1968), uemy hy nocserurn naxiy Hemro
Kacuyje. "

TTopep tora, Tpajkosuh ucrude aa je Muaojesuh 6uo u ,neparor mpocserures'
(Trajkovi¢ 1986: 21), mro CBakako MOXe Aa Ce YIOPEAH C jOII jeAHHM
TpajkoBuheBUM My3HYKAM 'HAOAOM', @ TO je IIMAHCKM KOMIO3UTOp MaHyea aAe
®amva. Cpopnocr aBojurje caBpemennka, Ae Pane um MunojeBuha, y mMHOrUM
acreKTHMA IPOQPEeCHOHAAHOT PAAA U MUIILAEHA, TTIOCEOHO je aKIIeHTOBAHA Y APYIOM
TpajkosuheBom uaanky mocsehenom Muaojesuhy, kao u y Tekcty mocsehenom
IIITAHCKOM KOMITO3UTOPY Koju hy MaAro xacHuje pasmorpuru.'' OBpe, mak, He 6e3
uponnje, TpajkoBuh KoMeHTapuie: ,a mOTpeOy 3a My3HYKHM HpocBehuBameM
MU cMO 'Ha OpaoBuTOM DaskaHy', M3raesa, A0 Te Mepe MpPEeBasHIIAM Ad My cCe
[Munojesuhy] Ta 'mpocseTuTemCKa HOTA', YMHU HAM Ce, HajTexe ompamTa“ (KCTO).

Yommreno rosopehn, Tpajkosuh je mummera pa je Muaojesuhes rieAoKyman
MY3HKOAONIKU OITyC HeIOBOAHO OIleHeH Y HaIlloj CPeAMHH 3aTO HITO Ce He 3aXBara
AOBOMSHO 'y IIMPHHY' TOI OITyCa IIPHUAMKOM AABaEad OIfeHe O HeTOBOM CAAPXKAjy U
3Havajy."> IIpumepa paan, ,kao 'HaydaH MysHKOAOMIKH cTaB Muaojesuhes nurnpa ce

10  Osae moce6HO MMaM y BUAY Kparak ocBpT Koju je Tpajkosuh mocserno cehamy Ha Aparyrnna
Tocrymxor (Tpajkosuh 2001), aau u cryaujy Trajkovié¢ 2008a: 37 (usBopua Hanomena 13), xao u
heroBy HeobjaBmeHy kwury Opkecilipayuja y Kojoj ce, Ha MHOTO MeCTa, cTude 3Hadaj [ocTymkose
TEOPHjCKEe MUCAH.

naue, 3aHUMAUBO je Ad Ce TIOMEHe Aa je M 0Ba 'HacAepHa Ammja' MMaAa CBOj HACTaBaK: CUH AparyTuHa
Tocrymxor, Urop Tocrymxu (1966), cryanpao je kommosunujy y kaacu Baacrumupa Tpajkosuha.
Hrop Tocrymku ce ycremHo 6aBu KOMIIOHOBAEM IIPHMeheHe My3HKe 3a POAYKIIHje O30PHIIHIX
kyha y semmu 1 mHOCTpaHCTBY.

11 Peu je o TpajkosuheBom morosopy 3a cprcko uspame 36upke Manuel de Falja, Zapisi o muzici i
muziéarima, xoje Hocu Hasus ,Muzi¢ka moderna Manuela de Falje (Trajkovi¢ 2001a).

12 Kao maycrparusan npumep Tpajkosrh HaBoar HeapexBaTaH TpermMan Muaojesuhese nuoHupcke
Hayxe o xapmonuju (Musojesuh 1934), y sHavajHOj kiusu Baactumupa Ilepuuntha Razvoj tonalnog
sistema (Peric¢i¢ 1968) — mpema TpajkosuheBom MuIImewy ,lpBe HaydHe MybAMKaluje Te BpCTe



102

MY3UKOAOTHJA / MUSICOLOGY 31-2021

[...], ma ce oHAA ¢ TMM MOAeMHIIIE, OHO INTO MY HA3MBAMO TONAQPHUM IIPEAABAbIMA
Koja je MuaojeBuh aHMMaTOpcKu Apao 3a WHUpoko rpahancTso, npuaarohasajyhu
IIPHMAML 1 TOH M Hay9HY PasuHy n3aarama’“ (ucro: 22)."* Hapasno, Tpajkosrh He Mucan
Aa ce ca MuaojesuheBum craBoBuMa ,He Tpefa U He MOXe CIOPHUTH. [...| Aan, pasa
BEAMYMHA HeroBe MHCAH, U IIPAaBa CAMKA O HErOBOM ACAOBamY, AOOHMjajy ce TeK Kapa
Ce 3aXBaTH Y, 10 OOMMY H 110 PeAEBAHTHOCTH, AOBOSAH KOPITYC HeroBUX TeKcToBa. To
YOCTAAOM BXKH 1 32 FbeTOBe KOMITO3HIIHje, OA KOjHX HaM je TAKO MHOTO TOTa CKPHBEHO
(ucro: 23). Apyrnm peunma, 3a OleHy HMHAMBHAYaAHHX AOMETa CTBAapaAallTBa
HEKOT' ayTopa, OMAO ¥ AOMeHy KOMITO3HIIMje MAH MUCAHe Peyl, HEOIIXOAHO je A0OpO
MO3HABame TOT OIyCa, IITO OMNeT MOBAAYM 32 COOOM H IHTAe AOCTYITHOCTH TOT
omyca 3a mpoyuasame. CurypHo je Aa Tpajkosuhes namop 3a (pe)adupmarnmjy
MinojesuheBor cTBapaAaIITBa HUje UCKAYYHBO AMYHO MOTHBHCAH, Beh je, kao mro
he ce BUATH 1 y KACHU]UM TEKCTOBHMMA, OH MPBEHCTBEHO YCMEPEH Ka MOKYIIAjy Ad Ce
HOKaxKe KaKo 61 CpIICKa yMeTHMYKA My3HKa yrkuBasa Behu yraep y EBpormv u ceTy Kapa
HeKU FeHH BPXYHCKH AOMETH He 61 AeXKaAH 3a00paBAeHH Y TOKYTEAUM PYKOIIMCHMA,
HeAOCTYIIHH ITOTEHIJMjaAHIM HCTPAXHMBAYMMA 1 H3BOhaurMa.

Ympaso y Tom Ayxy mporude u TekcT Kayunu oitycu y ciusaparawitiey Muaroja
Muaojesuha, objaBmen asanaect ropuHa kacuuje (Tpajkosuh 1998). Yax u
BUIle HErO y paHHjeM YAaHKY, oBAe TpajkoBuh moxasyje Hamepy Aa 'yMpexu'
MunojeBuheBo CTBAPAAALITBO CA OHUM €BPOIICKUM KOMIIO3UTOPHMA U My3HYKHUM
HpaBIIIMa KOjU Cy MY BPEMEHCKHU B AyXOBHO OAMCKH, He 61 AM TOTBPAHO 3HAYaj TOT
omyca. HajsHauajHuju MyHKTOBM' y TOM KOOPAMHATHOM cHcTeMy jecy OpaHirycka
U MMIIPECHOHH3aM Ka0 MY3HMYKHM IIpaBall, Te Herosu mpeactaBHunu Kaop Aebucu
(Claude Debussy, 1862-1918) u Manyea e ®ama.

Tpajkosuh 3amounme cBoje U3Aarame KOHCTATALIUjOM AQ je ,ONIITe |...] MecTo
y cBeTckoj Mysukoaoruju 1o pa Aebucu u Pasea (Ravel [Maurice Ravel, 1875-
1937]) nemajy npasux HacaepHuka Meby Beanmkum crtBapaoumma. OcuM jepHOT
jeantor — ocum Ilnanna Manyeaa Ae @ame” (Tpajkosuh 1998: 21). Oamax sarum,
OH TNOEHTHPA, He THUM pedyuMa, aAM CBAKAKO C TOM HaMepOM: 3aTO IITO CBEeTCKa
My3HKOAOTHja He IIO3Haje cTBapasamTBo Muaoja Muaojesuha! Tpajkosuh moTom
H3HOCH IIpHMepe KOjUMa SKeAU AQ TIOTKPEIH OBy TBPAY: MuaojeBuhen rmkayc
I1rase acienge, ilechuuka iipo3a y3 ipailirey krasupa, on. 34 (1927), oH AOBOAH y Be3y
Kako ca AebucujeM, TaKo M Ca IMOCT/MMIIPECHOHU3MOM Y GPAHI[yCKOM U CPIICKOM
CAMKApCTBY:

ymbennuxor kapakrepa kop Cp6a [..], y k0joj ce cucremarcku ycrmocrassa, He caMO HaydHa
TEPMUHOAOIMja Ha CPIICKOXPBATCKOM je3HKY, Beh ce, y OCHOBH, II0CTaB/Aba U CUCTEM U3y4YaBatba MaTepHje
10 METOACKHUM jeAMHHIIaMa M 110 HayYHOj METOAOAOTH)jU KOjH C€ Y YHUBEP3UTETCKOj MPAKCH IOIITYjy K
Aanac“ (Trajkovi¢ 1986: 22-23).

13 Y TOM CMHCAY je 3aHHUMAHBO A Ce Hampasu mapaseaa usMelhy Munojesuhesux npepasama u
TeKcTOBa '3a mupe rpabancrso’ ca TB cepujasom Palhare cpiicke mysuuke KyAiliype, KOjH je peaAU3OBaH
y oxsupy Ilkoackor mporpama TB Beorpap — ca AparytusoM IocTymkuM y yAo3u cIieHapucre u
BopuTesma. LleAoKynaH TekcT cepHjasa o6jaBmeH je Kao mTamnaHo usaame ca nparehum DVD-jem (Ha
KOMe Ce HaAase CBe eNusoAe) 1 ca 06UMHOM yBoAHOM cTyarjoM Ap Karapune Tomamesuh (TocTymxu
2017; Tomamesuh 2017).



103

JELENA JANKOVIC-BEGUS
MUSIC-THEORETICAL WRITINGS OF VLASTIMIR TRAJKOVIC AS A REFLECTION OF HIS
ADVOCATING FOR ANEW RECOGNITION OF SERBIAN ART MUSIC

Ono mro 3amamyje y Munojesuhesum Ilrasum seieHgama jecTe aebucusam, aAn
AeOHCH3aM TaKO KOMIIACTAH U HEABOCMICAEH Ad 6u ce, caymajyhu aeso, cao60pHO
MOTAO IIOMHCAHTH AQ IIPHCYCTBYjeMO M3BOleIy HEKOI HENO3HATOT M TeK CaAd
OTKPHBEHOT OCTBapema (QpaHIyCcKOr MajcTopa. AyOMHA Iak H3pasa Taksa je
[...], Tako ymeuarsusa, cesanoscka (Cézanne) mpupopa CAMKe, IApaseAHA a He
CYIPOTCTABA>EHA OHTOAOLIKO] IIPHPOAY CBETA, TAKO PEAAHCTHYKU BHOPAHTHA, Ad je
0Baj, ,HajaeOuCHjeBckuju” 0a cBUX MuaojeBrheBHX PaAOBa, ITIOCACABH 33 KOjU OHCMO
IIOMUCAMAH AQ je TIAOA eIIMTOHCTBA HAU HeayTeHTHaHOCTH (1cTo: 22).

TpajkoBuh AynuAHO yKasyje Ha pasAMKy 'y HAI[OHAAHHM 0ojama’ PppaHIfycKOr
M CPIICKOT CAMKApPCKOT MMIIPECHOHM3Ma/IIOCTUMIIPECHOHM3MA,'* ITO ce cBakako
MOXe IpeHeTH Kao MeTagopa M Ha pasauky usMely 'woaopura' mysuxe jepHor
Aebucuja u jeaHor MunojeBuha — umja cy MHOra seaa oOojeHa 'HaIlMOHAAHUM
6ojama."® Meby cpnckum cankapuma, Tpajkosuh usaBaja Mraana Musosanosuha
(1876-1946), 3aT0 WTO je KOA Hera ,BHIIe HETO KOA APYTHX, IPHMMeTHA OHA TaKo
MOAEPHA, OHA 3a [IOETHKY YUTABOr cToAeha Tako TUIMYHA TeXHba Ka PEAYKIIHjH, Ka
cBODemy Ha eAeMeHTapHO, TeXIba Ka CTHAN3ALH]U KOja BOAU Y ancTpakuujy“ (ucro:
23). Ilpema TpajkoBuheBoM MHUIINElsY, PEAYKLIMOHN3AM je ,[IOPYKa M MOCAEAHX
AebucujeBux AeAa — A€Aa Ca CBe IIKPTHjOM, CBe AAITMAAPHH)jOM, CBe eAeMEeHTAPHH)jOM
¥l CBe aIICTPaKTHHjoM MOTHBIKOM" (1CT0), a Takole je mpucyTan ny Muaojesunhesom
omycy: ,tberose Agse iecme na inexcii ®panya Tycema (Franz Toussaint) sa
COIpaH, TeHOp, BHOAY U KaaBup, omyc 29 (1927) [...], npsu cy semapm y mpasiy
jeAHOT aHTHPOMAHTU3MA, TAKO KAPAKTEPUCTHYHOT U 3a jOII IIOHEKe OA AyTOPOBHUX
Haj6omux papoa“ (ucro: 24). Baxwo je aa ce ncrakne TpajkoBnheso samaxarme
0 aHTHPOMAHTU3MY MuaojeBuheBOr 3peAOr CTBAapaAalITBA, y CBETAY OAHOCA
usMelyy eAeMeHaTa MMITPeCHOHI3MA U eKCIIPECHOHU3MA KOjH je HCTAKHYT Y PaHHjOj
AUTepaTypu 0 0BoM KoMnosutopy. IIpema TpajkosruheBoM MunLbetby, Hije IIOTIYHO
HeyMecHa oLjeHa Mysukoaora Kopaske Koc'® pa mojeannn xacauju Muaojesuhesu
papoBu'’ II0Ka3yjy 'BebepPHOBCKY 3I'YCHYTOCT M3pasa, aAM HIIAK CMATPa Ad HHje HU
CaCBUM TadHa:

14 ,Tlo HameMm casHamy, ma ako xohere M oOLjeHH, BaH (PAHIYCKHX IeONOETCKUX KOOPAMHATA
CAMKAPCKH UMITPECHOHHM3AM U [IOCTUMIIPECHOHHM3AM HUTAE Y CBETY HHCY YPOAMAM TAKO OPHIMHAAHUM
BPEAHOCTHMMA KAa0 y CTBAPAAAIITBY TeHepalyje 0eOorpapCKHX CAMKApa C MOYETaK ABAAECETOr BeKa.
Kocra Muanyesuh, Bopusoje Cresanosuh, Maauma Taumuh u, pasyme ce, Muaan Muaosanosuh. | ...]
AAw, Te cAvKe He Tpeba caMO BHAETH, Tpeba MX M yMeTH rAepaTd. AKO QpPaHI[yCKH MMIIPeCHOHM3aM
pacBerpaBa maseTy y 6e36poj mpeAnBa IAABUYACTOI, CMAPATAHO 3€ACHOT M PEaAH3yje TPAHCKPHIIIH]y
CeHOBUTHX MeCTa BAAEPUMA /yOMYACTOT, HALIMOHAAHE 00je CPIICKMX MMIIPECHOHHCTA TOIIAKje Cy: Y3
BaAepe IMACTO3HO3eAEHOT U MPKOIJPBEHOT TO Cy BAAEPH XY TOT U OKepa — TO Cy 60je moxxyTeaor aumrha
BeaKa BHHOBE AO3€ IIOA CYHI}EM MHXOACKOT A€TA IITO Ipeje IOHEIITO HeypeaHa M 3aKOPOBAeHa
ABOpHIITA CPOMjAHCKUX TOPOAMYHIX Kyha. Aa, 6aur Tako, ABOPHIITA a He BPTOBE, ABOPUIITA y KOjHMA
je 1 cama 3eMma Hekako TamHa 1 BaaxHa“ (Tpajkosuh 1998: 22-23).

1S Kaxo 3amaxa mysukoaor Aaexcanpap Bacuh, mojam 'HaposaaHoOT crraa’ kop Muaojesuha Bpao je
KOHTPAAMKTOPAH U HEAOBOAHO IIPelj3HO AepuHucaH, yi. Bacih 2007.

16 Tpajkosuh nma y Buay uaanak Kopamke Koc o coao necmama Munojesrha (Kos 1986).

17 Mucau ce Ha BokasHe rukayce Tpu ilecme HA Hemauke CIUX06e 32 BUCOKU TAAC U KAABHP, OIL 67
(1924-1942) u Xau-Kau na cTuxoBe jananckor necHuxa Bamoa (1943).
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Jep Muaojesuh ce, peaykyjyhu cBoj TOHCKH MaTepHjaa, ITa ¥ CaM TOHAAHO/aTOHAAHH
CYIICTPAT CBOT MY3HYKOT [IMCMA, HHje 3aITyTHO IIeHOepProBCKO-Be0epHOBCKUM ITyTeM
cepujaAusaliMje 3aCHOBaHe Ha IPUHIMINMA Aopekadone TexHuke. [ToTmyHo cBecTan
IpaBIja CBOjHX CTPYKTYPaAHHX eKcIlepumeHaTa, Muaojesuh mpBy op Asejy fiecama
Ha texcii Qpanya Tycena pUrHAHO, y LieAUHU 6asupa Ha cepuju g-as-c-des-f-g, mma oBy
CepHjy U TAKCATUBHO HABOAM Y 3aTAaBAY MAPTUTYPe. AKO ITaK OBa CepHja MOXKAA 1 HHje
TOAMKO allAPTHA, jep OArOBapa AAACKOMCTOYHOM MOAAAUTETY, jallaHCKe HAU KHHeCKe
IPOBEHU]jeHIIHje, CepUja APYTe IecMe, as-c-d-es-g-d, Takol)e TAKCATHBHO HaBEACHA U
YIOPHO IPHCYTHA TOKOM YHMTaBe IIeCMe, Ca CBOJUM OIITPUM XPOMATCKHM AyOATOM
as-a peayKyje My3HIKO BpeMe H IIPOCTOP TOHCKOT 6uha y cacBUM HeCTaHAAPAHOM U
HeobudHOM npastyy (ucto: 24).

Apyrum peunma, TpajkoBuh cMaTpa pa ce Muaojesuh cBojuM crenu¢puaHHIM
'KOHCTPYKTHBU3MOM' HHje 3aITyTHO IIpaBLieM KOjH je YIPTaAd eKCIPeCHOHUCTHYKA
Apyra 6euka IIKOAA CBOjOM ABaHAeCTTOHCKOM TeXHUKOM, Beh OHUM KOj1 ITpeACTaBsda
Hacaehe Kaopa Aebucuja. To ce saxo youasa y TpajkoBuheBoM mHCHCTHpamy Ha
TOMe AQ 'cepuje’ OA IIO LIeCT TOHOBA, Koje Muaojesuh kopuctu y nukaycy Ase fiecme
Ha wexcit Ppanya Tycena, o HauMHY Ha KOjU Cy TPeTHPAHE TELIKO MOT'Y Ad Ce AOBEAY
y Besy c HAYMHOM Ha Koju ce (ABAaHAECTTOHCKe) cepuje KOpHCTe y AoAeKapoHmju.'®

ToBopehu pame O cTpykTypasHoj peaykuuju y MuaojeBuheBuM KacHHjUM
Aeanma, Tpajkosuh ncruae u obumuu nukayc Kameje — umiipecuje 3a xAasup, OIL
51 (1937-42), xoju yjeAHO HABOAM M KaO NPUMep KOMIIOBUTOPOBOT BAAAbA
'BeanxoM ¢popmom’. Hanme, Tpajkosuh mopeau yHyTpanissy opraHusanujy fKAyca
Kawmeje ca mumsermem Mysuxosora Opeaepuxa Toapbexa (Frédérick Goldbeck) o
AebucujeBum aABeMa cBeckama [Ipeduga 3a KAaBHp:

IpBa mam Apyra Kmura, OACBHpAaHa OA IIOYeTKa AO Kpaja, Adjy, CBaka IOHA0CO6,
CaCBHM APYTaduUji My3HUKH PE3YATAT — ¥ CTBAPH, AQjy IPBOKAACAH MY3HYKHU PE3YATAT.
Tu nipeayAujyMH [ ...] HACY, Kao My3udKa KOHCTPYKIHja, Matbe MONHU 04 ITOCAEAHX
Berosenosux (Beethoven) conara. [...] OacBupaH Ha CBOM MecTy yHyTap HH32 OA
ABaHAECT IIPEAYAHjyMa, CBAKH KOMaa AOOHja 3Hauerbe KOje, OACBUPAH CAMOCTAAHO, He
61 uMao [ ... ]. iMmpecuonusam 6uBa 3a60paBAeHIM: apXUTEKTypa 3ay3uMa CBOje
Mecro. I, ako 6mao mra ykasyje Ha Aebucuja kao Ha Hajpeher cTBapaora ABapeceTor
BEKa, OHAA je TO OBO MajCTOPCTBO Y BAAAAHY MYy3HYKOM apXUTEKTYPOM BEAHUKUX
aumensuja (Goldbeck 1988: 25; Has. mpema: ucro, 25).

18 Tpajkosuh mume y HarromeHu 6p. 6: ,YIIOPHO HCTOBPEMEHO 3By4Yarbe TOHOBA ‘as' U 'a' M CAOGOAAH
HACTYII 00ajy OBIX TOHOBA Y aKOPACKOM TPETMAHY YKa3yjy Ha TO Ad HUje ped 0 XaPMOHCKOj GUIypaLHjH,
eBEHTYaAHO O ‘AncasTepanuju, Beh o cTabUAHNM jeAHAKOBPEAHHIM €AeMEHTHMA TOHCKOT CHCTeMa — O
CBOjeBPCHO] 'AMjaTOHMIIU II0 CXBATAIby' (ka0 ¥ KO ITeAOCTeIleHe AeCTBHUIle HAH Ko KOA MOjeAMHHIX
CHHTETHYKHIX ACCTBUIJA C BHIIIE OA CEAAM AECTBHYHHX CTYIIIbeBa Y OKBHPY OKTaBe, HAM3IACA XPOMATCKU
BHA jaBAakba MOjEAMHUX HHTEPBAAA YKa3yje y CTBAPU CAMO HA HEAOCTATHOCT TPAAMIIHOHAAHOT HOTHOT
IHCMa CyO4YeHOr ¢ HoBuM motpebama). Apyrum pedmma, Tpajkosuh opbanuyje moryhnocr aa je y
KOHCTpPYWCaky OBe 'cepuje’ IpuMemeHa HeKakBa 'XpoMmatcka' AoTuka (Koja 6¥ yKasuBasa Ha TPETMaH
6AM3aK ABAHAECTTOHCKOj cepuju), Beh cMaTpa Aa je ped O HHOBATUBHOM M OpuitHdAHoM KopHIhemy
ToHcKor Marepujaaa (Tpajkosuh 1998: 24).
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LuTupajyhu Toap6exa, Tpajkosuh Tpaxul HOTIIOPY 3a TBPAIY A LIUKAYC KOMaAQ
HUje — MAM He MOpa HYXKHO Ad OyAe — apXuTeKTOHCKM MHepuopaH y mopehemy
Ca COHATHUM IMKAycoM. ITocpepHO, OH JkeAM AQ HarAacH MHIIbeHe Ad He-HeMadka
mysuka (Ha mpumep QpaHIycka) HHje caabuja Op TepMmaHCKe' Tpapuimje Koja je
AOMHHHPAAQ yMETHUYKOM My3HKOM (M My3HYKOM TEOPHjOM M HCTOPUOTpadmjom)
FOTOBO ABa BeKa, OA Oeuke kaacuke Apyre noaosure XVIII Beka Ao cepujasucThuke
aBaHrapae y AerieHujama rocae Apyror cerckor para. M y oBom uaanky Tpajkosuh
nocsehyje maxwy MuaojesuheBoj KapakTepHCTHIHOj CHHTE3H , IMIIPECHOHICTHIKOT
¥ eKCIIPECHOHICTIYKOT AOXKHBAaja cBera” (ucTo: 25-26), y Aeauma kao mro cy Tpu
ilecme Ha Hemauke Cliuxo6e 3a BUCOKU TAAC M KAABUP, HacTaAe jour 1924. roarHe, MAK ITaK
koMmmnosuuyja Muitiuma, ceuttia 3a iyga4ku opKeciiap io Moiiusy pe-Aa-go-mu-Ad, oIryc
S6a (1939), Te uncucrupa Ha opurnHaAHOCTH Muaojesuhese cunrese: ,Criojutu
HECIIOjHBO — TaKaB OM MHTEAEKTYAaAHH KOHIJeNT 6uo cacBuM cTpaH Muaojesuhy;
[..] u 3aT0 je OBAe ped O XeMHjcKOM CHOjy, a He O TMPOCTO (PHUIUUKOj cMech”
(ucto, 26; B. Taxohe 29). Haxo je, HapaBHO, CBeCTaH eAeMeHATa eKCIPECHOHU3MA
y MrunojesuheBom crBapasamrsy, TpajkoBuha HIaK IpPBEHCTBEHO IIOCMATpa
CTBApPAAAIITBO CBOT IIPeTKA Yy KOHTEKCTY (paHIyCKe MOAepHe IIpBe IIOAOBUHE
ABaAeceTor BeKa. Y TOM CMICAY, 3HAYQjHO je HeroBo Tymaueme Muaojesuhesor
'3a0KpeTa Ka QOAKOPY' y HeroBoj MOCAeAOj CTBapaaaikoj dasu (toxom Apyror
cBeTcKor para): ,Taj POAKAOp, BUCOKO apTHCTHYKH CTHAM30BAH, PaGUHUPAH, TAKO
Pa3AMYHT — IO CBOjOj eMaHAIMjU KPO3 allCOAYTHO My3H4Ky GOpPMY — OA APYTHX, ¥
HCTOPHjH CPIICKe My3HKe OPOjHUX pOAKAOPHHUX TPAHCIIOZUIH}a; POAKAOP TAEMEHHT
H 9HCT, yMHAAT, TOCIIOACTBEHO CBECTAH COIICTBEHOT aHTHBapBapcKor 6uha, poaxaop
0aAKaHCKH OTMeH U eAeraHTaH. KOAMKO je Taj 1 TakaB GOAKAOP HOB H Y OAHOCY Ha OHaj
urro ra cpehemo y peanma u camor Munojesuha, aan panor Muaojesuha — us npse
crBapanauke dpase!“ (ucro: 26). Moxe ce 3akmyuntu A2 Tpajkosuh skeAu A2 Hanpasu
pasAuKy usMel)y 'allOAOHHjCKOI', €CTETH30BAaHOT U O0jeKTHBU3MPAHOI TpPETMAHa
(6aakanckor) MysnaKor poakaopa y MuaojesnheBuM MO3HUM KAABUPCKUM ACAMMA,
M AMIOHU3HjCKOT', OPTHjaCTUYKOT MPHCTYIIA HCTOM MY3HYKOM IIPEAAOLIKY'” y AeAHMA
IPEACTABHHUKA 'pOAKAOPHOT eKCIPeCHOHM3MA' IIpBe IIOAOBUHE ABAAECETOT BeKa
(xao mTo je Munojesnhes maahu caspemennk Jocun Ilroanep Caasencku). Mako
TpajkoBuh He M3pUYe HEKAKAB BPEAHOCHH CYA KOjU 61 OHO y KOPHCT GHAO jeAHOT
OHMAO APYTOT IPHCTYIA, HHAUKATHBHO je TO IITO OH YIOPHO HACTOjH AQ 'OCAAbH'
MunojesuheBy Be3y ca eKCIPeCHOHM3MOM, KO M C POMAHTHU3MOM H3 Kojer je
IOTEeKAQ AyCTPO-HeMauKa BApHjaHTa eKCIIpeCHOHN3Ma. Y 0BoM 4AaHKy Tpajkosuh ce
He 0aBH IIPOOAEMATHKOM OAHOCA pOAKAOpA U 'HALIMOHAAHOT cTHAQ', Beh camo u3HOCH
reHepaAHY OMACKy Ad ,Muaojesuhen kocMornoauTH3aM Huje cMeTao MuaojesuheBom
HAIMOHAAM3MY, 2 OBO BaXKH U y o6pHyTOM cMepy* (McTo), ocraBmajyhu To U xao
CBOjeBPCHY MOPaAHY 'TIOyKy' AoAasehym reHepariujaMma CpIiCKUX CTBapaAalia.

19  OBae UMaM y BHAY KOHIJEIITE 'AIIOAOHH]CKOT' M AUOHU3HUjCKOT' KOje je opmyarcao Ppuapux Hiue
(Friedrich Nietzche) y cBom nosnarom aeay Poherse dipaieguje (Die Geburt der Tragddie), yn. Bypuh
2001. Bypuh, unade, oBe TepMuHe Ha3UBa 'AMOAOHCKH' ¥ AUOHHUCKH .
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Oa 3Hauaja 3a OBO pasMaTpare Cy jOLI HEKH CTABOBH O IMPOOAEMATHII OAHOCA
'cTAa emoxe' M 'MHAMBHAYaAHOT CTHAQ, koje TpajkoBuh MsHOCH y 3akmydKy papa
0 Muaojesuhy. ITo meroBoM MHILbERY, OPUIMHAAHA BPEAHOCT AeAd je H3pa3
»QYHKIIMOHAAHO TpaHCIIAPEHTHE eMaHalLjHje ayTOPOBOT AMYHOT cTHAa“ (ucro: 28),
Te Ce TaKO MOXe 3aKAYYHTH AA CY AeAd KOjHMA je MOCBETUO MaXIby ¥ CBOM TEKCTY
YIIpaBO OHa y KOjUMa je, IpeMa BberoBoM MulLbersy, Muaojesuh HajayTeHTHYHU)H,
HajpenosHarsusuju. Taxolhe, TpajkoBuh M3HOCH cBOje cTaHOBHMINTE AQ ,IIPaBU
CTBapaAal] HMKapa He Moxe 6uTu 'aBanrappHu’ crBapasan’ (ucto: 29), y cmucay
A4 OH He HA€ MCIIpeA CBOT BpeMeHa Beh je, HampoTuB, A€o corcrseHor Zeitgeist-a“
(ucTo), 1 3aTnM noeHTHpa: , AKO HaM Ce TIOHEKaA YIMHHU AQ Cy TI0jEAUHHU CTBAPAOLI
HINAM HCIIPeA CBOT BPeMEHa, TO je caMo 3a0yHa. Y3 MaAO HCTOPHjCKe AMCTAHIIE,
yBupehemo aa Zeitgeist paTe eroxe y CTBapH M AOKHUBAABAMO KPO3 eMAHAIH)y AyXa
CTBapaAaImTsa THX ayTopa“ (MCTO). APyInM peunma, yMeTHUUKE AOMETe Heke eroxe
CaraeAaBaMo KpO3 AOMeTe HheHHX HajHCTaKHY THUjHX IPeACTABHUKA.

IMopeaehnu aBa Tpajkosuhesa Tekcra 0 Muaojesuhy, Hactaaa y pasmaxy o Ipexo
jeAHe AelieHHje, CTUYe Ce yTHUCAK A je Y IIPBOM IIPUCYTHA HaMepa ayTopa Aa ce 3Havaj
u MecTo MuaojesrheBOr CTBAPAAAIITBA IOTBPAE IIPe CBera y OKBHPUMA HAI[OHAAHE,
CPIICKe MY3HMKOAOTHje/HCTOpHje MY3HKe, AOK je Y KaCHHUjeM TeKCTy OYHTACAHVjH
MOKyIIaj CMeIITama TOT OIlyca y IIHpe, eBPOIICKe KOOPAUHATe. Y TOM KOHTEKCTY,
3HAYAJHO je AA Ce HAYMHHM Kparak ocBpT Ha TpajkoBuheB uaamax o Manyeay ae
Qany, y XoMe Cy jako aKIIeHTOBAHH ACIIeKTH CTBAPAAAYKe AMYHOCTH IIINAHCKOT
KOMIIO3UTOPA KOjH YKa3yjy Ha cpopAHOCTH ¢ MuaojesuheM, UMIAMITUTHO yKasyjyhu
Ha TO Aa je TpajkoBuh poxuBsSaBao Muaojesrha xao 'cprickor Ae @any'. IllTasuime,
MOXXe Ce M3BECTH 3aKny4ak Al je TpajkoBuh cMaTpao Aa CPIICKOM KOMIIOBHTOPY
Tpeba Aa mpumapgHe MecTo aHAAOTHO Ae PasMHOM y CBETCKHM €HIIMKAOIIEAHjaMa
My3H4Ke YMETHOCTH — a CaMHM THM, M HAIld TPaAMIIHja YMETHHYKE My3uKe Ou
AOOMAQ TPaBeAHHjU TPETMaH ¥ TAOGAAHUM OKBUpPHMa!

Ha camom mouerky uaanka o Ae ®anu, Tpajkosuh usHocu cBOjy oljeHy 3HaYaja
CTBApaAAIITBA TOT KOMIIO3UTOpA:

[Peu je] o jeamom op Hajsehmx mmamckux xommosuropa (OBakaB cys ommiTe je
npuxsahen), aAu Takole 1 0 jeAHOM OA HajAy 651X M HAjOPHTUHAAHH]IX KOMIIO3HTOPA
Koje maMTH cBeTcKa ucToprja (oBakas cyp 6u Beh 610 AOKHBAEH KAO TIPOTIPUANYIHO
KOHTPOBEp3aH — IITO je IIAK BEPOBATHO 3a OYeKMBame, MMajyhu Ha yMy mupHHY
3axBaTa IIOCPeAOBAHOT BpepAHOCHHM cyaoM). OHo wmro 6u ce, mehyTum, Temxo
Morao nopehu jecre To pa Ae DaniHa My3uKa Huje caMO jeAUHCTBEHO OTEAOBAEHE
mraHckor 6uha M INMAHCKOT AyxXa, IIIAHCKE eTHKe W INNAHCKe ecTeTHke, Beh u
IPBOKAACHH M3Pa3 My3HdKe MOAepPHe y Bpeme IIpBOr CBeTCKOr para, OAHOCHO y
nepuoay usmeby Asajy parosa (Tpajkosuh 2001a: 135).

ITpeMa BeroBOM MHUIILAEIY, OBAKaB BPEAHOCHH CYA OH Ce TELIKO MOTa0 AOBECTH
y THTame YKOAMKO OHM Ce TeXHIITe IocMarpama moMmepuao ca Ae Parunux
HAjIIO3HATHjHX A€Ad, HACTAAUX Tpe IIpBor cBeTCKOr para, Ha BmeroBo MehyparHo
CTBapaAANITBO — KAABUPCKY Komnosuwujy Fantasia Baetica (1919), jeanounny onepy
Ayiuxapcko iosopuwitie majciopa Ilegpa (El retablo de maese Pedro, 1919-1922),
Icuxy 3a raac u ner unctpymenara (Psyché, 1924), Konyepini 3a wembaro u ileiti
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uncitipymenaiia (Concierto para clave y cinco instrumentos, 1926 ) nan Ha OpKecTapcKy
xomnosunujy Homenajes (1939) (ym: ucro).

U3 nepropa Ae @asure myne crBapasauke 3peaoctr (1916-1939) aarmpajy
W HeroBH 3amucH, objeanmenn y 36upuu Qepepuxa Comeme: ,[Y] To poba cy
cacBuM IpoyvninrheHN IPUHIMIN Ha KOjUMA Ce 3aCHUBA II0ETHKA ayTOPOBE My3UUKe
MOAEPHE, KaKO Yy IerOBHM My3HYKHM OCTBapeHMa TaKo U KpO3 Iucany ped” (ucro:
136). Tpajxosuh 3amasa Aa ce y 36MpIH HaAa3U U jeAQH 6POj TEKCTOBA , IPHTOAHOT
KapakTepa, OHHX KOjU Ce OAHOCE Ha OpTaHM3aIlHjy HAaIlHMOHAAHOT My3HYKOT KUBOTA,
TEKCTOBA 9aK AMAAKTHYKE U AHUMATOPCKE PHPOAE | ... ] HAKO Cy ayTOPOBU BUCOKH
YMETHHUYIKHU HACAAM, I1a U 3aCTyIIalbe CTaBOBa nponsaumnx HX IEroBe ayTEHTHUIHO
MOAepHe TOeTHKe MMIAMIMTHO Ty (HCTO). JacHO je A2 Ce MOKe YCTIOCTaBHTH
mapasesa ¢ MuaojeBuheBIM TeKCTOBMMA AMAAKTHYKE M aHUMATOPCKe' IIPHPOAE,
o xojuma je TpajkoBuh roBOpHO y CBOM IIPBOM YAQHKY O CPIICKOM KOMIIO3HTOPY.
Yocraaom, roBopehu o Ae QanHHOM IIperasaukoM My3HIKO-IIPOCBETUTEACKOM PAAY
y Hlmanuju, koja je oa cBOr '3sAaTHOT A062' (XVII Beka) a0 MMOCMATPaHOT TPEHyTKA
IPaKTUYHO 6OMAA HA MAPIMHU My3HYKUX AemaBama y Esporu, Tpajkosuh, He Oe3
pasAora, youaBa CAUMHOCTH ca curyanujoM y Melyparaoj Cpouju:

BaBurn ce ,HAlMOHAAHMM IIOCAOBUMA“ Y YMETHOCTH, IIMCATH IIPEACTABKe
MUHHCTAPCTBMMA, OCHMBATH MY3HUKe IIKOAE M OPKEeCTpe, IPONArupaTH BHCOKe
HAeaAe YMETHUYKE My3HKe, IIPU TOM Ce 3aAKYNH Aa ce TU BHCOKU HAEAAM AOCETHY
[IOHHpAbeM y AyOUHY HAPOAHOT MY3HYKOT AyXa, Y METapOAKAOD, @ He [IPHXBATAHEM
Beh OQyIlaHUX HAM jeAHOCTABHO 3aCTapeAMX M KAHIIETUPAHUX GpOpMU ,eBpoIcKe”
My3HKe M KyAType — eTO OHOTa IITO je TaKO CAMYHO HerAe y IpBUM AeceTAehnma
IIPOLIAOT BeKa ABaMa ,3a0CTAAMM" eBPOIICKUM 3eMaama, IllnaHujuy, ¢ jeaHe cTpaHe,
u CpOuju, ¢ Apyre, ¥ €TO OHOIa INTO YMHU TAKO CAUYHHMM U IIOCAEHHIITBO jEAHOT
Ae Qane, c jepne crpane, u jeanor Cresana Mokpamiia uan Muaoja Muaojesuha,
C ApyTe CTpaHe, HaKO Cy CBAa TPOjHI}A UMAAK U AOBOAHO CTBApaAadke MHCIHpAIiHje
IIa ¥ TeXHUYKe YMEIIHOCTH, PasyMe Ce, Ad OCTaHy ¥ CBOJHM ,KyAaMa OA CAOHOBade”
HCKAY4HBOT GaBmera ymerHomhy komrnoHoBama (ucro: 138).

3a TpajkoBuha je, AakAe, pas Ha yTeMemery, MOAM3AIY HUBOA HALIMOHAAHE
My3H4Ke KYAType U ieHOj Mel)yHapoAHOj adupMarimju, 610 II0AjeAHAKO BaKaH Kao
caMa yMeTHOCT KOMIIOHOBAIba — YIIPABO Y TOME je BHAEO BPEAHOCT HHAMBHAYAAHHX
HAIopa CBOjUX BEAHKHX y30pa, a MCKPEHOCT Hherobe Hamepe IorBphyje u meros
AVIMHU IIEAQTOLIKY U MY3HYKOTEOPHjCKHU PAA.

Caepehe BaxHo murame koje TpajkoBuh pasmarpa y Besu ca Ae Qamumuum
HAIKCHMA jecTe MpobAeM HOBe, MOAEPHE My3HKe (,He 1 moMOAHe! ), a ¢ THM y Bes3u
U IIUTAakE€ OAHOCA HAITMOHAAHOT U yHI/IBep3aAHOI', mTOo Cy 6I/ITHe TEME€ U IBEroBUX
MaAo¥ac pasMaTpaHux Hammca o Mwuaojy Munojesuhy. Ilpema TpajrkoBuheBom
munseny, 3a Ae Pavy ,' MOAEPHO', AaKAe 'YHUBEP3AAHO', jeCTe OHO IITO je OAAYIHO
'AaHTUPOMAHTHIAPCKO'“ (ucT0).?  Aaxae, TpajkoBuh 0BAe Adje HajaupeKTHUjY

20 Mako Tpajkosuh He mojaimmsaBa 0By KOHCTATALIHjy, OLIPABAAEbE 32 OBAKBY TBPAESY MOXKe ce IIpoHahu
y AeAOBHMa 361pKe Kao mTo je Hip. noraasse IX "De Falja i romantizam® (De Falja 2001: 94-95).
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AebUHUIINjY 'MOAPHH3MA KAO AaHTHPOMAHTH3MA, UCTOT OHOT KOjH je HUCTHIN0 Y
crBapasamTBy Muaoja Muaojesuha, ncrospemeHo opbaryjyhu Hacaehe Hemauxor
MO3HOT POMAHTH3MA U eTOB AASU Pa3BOj Y OKBUPY My3Hke Apyre beuxe IIKoAe —
Herupajyhu My 'yHHBep3aAHOCT' ¥, CAMHUM THM, TIPaBO Ha IIPEBAACT y eBPOIICKO]
Mysuru ABapeceror Beka.”' 3a Tpajkosuha je BaxkHo ToO mTo je Ae Pana akTHBHO
PaAMO Ha TOMe AQ Ce LITAHCKA YMETHHYKA MY3HKA Y3AMTHE HA OCHOBY CBOjHX
HAIIMOHAAHMX, Tj. MY3MYKO(POAKAOPHHX IOTEHIHjaAd, ,KAKO Ce MAAAU HAPAIITAjH
IIMAHCKMX KOMITO3UTOpPA He 6U BAaCIUTABAAH Ha ,'MOTHBCKOM PaAy', Ha 'Pa3sBOjHUM
A€AOBHMMa' HEMAYKMX COHATHUX 06AanKka“ (MCTO). Y TOM IOTAeay, OH je y IIIaHCKOM
KOMIIO3UTOPY IPOHAIIA0 cBOr — H Muaojesuhepor! — HCTOMHILSEHNKA Y TIOTACAY
noTpebe 3a adpUpPMAIMjOM HAI[IOHAAHE MY3HMUKe KyAType y IIHPUM OKBHPUMA, U
TO KyAType Koja Ou ce 6asipaAa Ha HEKOj BPCTH 'HAIJIOHAAHOT MOAEPHH3MA' — IITO
OM MOTAO A2 A€AYje KaOo OKCHMOPOH, jep je MOAepPHH3aM IIO CBOjOj IIPETIIOCTABIIH
yHuBep3araH. MehyTum, ako ysmMeMo y 063up HA€jy O '3ajeAHHYKOM AHTHYKOM
mopeKay > Koje AeXH y OCHOBU CBUX MOAepHM3aMa Koje Tpajkosuh renu, oHpa
rOpia CHHTarMa A0OMja AOTHYHHMje TyMauere jep ce 'HAIIMOHAAHO' OBAe He yKasyje
Ka0 MAPTHKYAAPHO — CAMHUM TUM IITO IPHIIAAA jeAUHCTBEHOM KyATYPHOM IIpOCTOpY!
MoskeMO 3aKAYUUTH AQ je YIIPABO MOAEPHHU3AM 3aTA€AQH Y aHTHKY' 610 TO 'pelerbe’
npobaeMa Kpuse HOBe MY3HKe, KOje Cy IOHYAMAH KOMIIOBUTOPU 'MEAUTEPAHCKOT
Kpyra' — axoje je TpajkoBuh >xeaeo IOHOBO Aa IPUMEHH, HEKOAMKO AelieHHja KacHuje,
Kao 0ATOBOp Ha 'hopcokak' y koju je 3amasa caBpeMeHa My3HKa 3axBasyjyhu ycrony
CepHjaAHCTUYKe U eKCIIePUMEHTaAHe CTPYje Y IEPHOAY IIOCAe APYTOT CBETCKOT para.

Ha ocnoBy anaauza TpajkosuheBux yaanaka o Muaojy Muaojesuhy u Manyeay
Ae ®amn, Moxe ce u3Byhu sakmydak Aa je OH jKeAeo pa peadpupmunre Muaojesuha
Kkao 'cprickor Ae Pany', ykasyjyhu nHa Munojesuhes ‘Aebucusam’, aHTHpOMAHTH3aM
H My3HUYKO-IIPOCBETUTENCKY AAATHOCT. YTIOpeAO ¢ ThM, HaMehe ce U KOHCTaTanuja
Aa je TpajkoBuh caraepaBao yAOry KOMIIO3MTOpa 6all OHAKO KAKO je TO YUHHO H
Ae Qana, Te A2 ce 1 AMYHO MouCcTOBehMBAO ca CBOjUM IIITAHCKUM Y30POM KOjH je,
npema TpajkoBuheBom MuLISelsy, 61O YjeAHO 1 6OpAL, HACOAOT ¥ MIOAUTHYAP — ¥
KAQCHYHOM CMHCAY Te peun. CBaka HAIlHCAaHa HOTA, CBAKK 0AAOpaHK MHTEPBAA, CBAKU

21 Tpeba umaru y Buay unmeHuny Aa Tpajkosuh 'kopuctu' Ae Pasune HaBope pa 61 ce 'obpadyHao'
ca IMlenbeprosom aronasnomhy, nckasyjyhu mpurom cBOjy KpUTHKY MHOTO OLITPHje HETO IITO TO
YMHM CaM IITAaHCKH Kommosutop. IIpumepa paan, eBo xaxo Tpajkosuh 'cymupa’ Ae ®amune 'crasose’
uspeuere y 36upuu (noce6no mmajyhu y suay uaanax ,Uvod u novu muziku us 1916. ropune, De
Falja 2001: 20-29): ,ITo KOH3epBaTUBHOM MY3HKOM KOja HHKYAQ He BOAH IIOAPasyMeBa ce [eAOKYIIHO
CTBapaAAIITBO HEMAYKHX KOMIIO3HTOpa op Barnepa (Wagner) na napane, He usysumajyhu ty nu Bpamca
(Brahms), autu Puxappa Irpayca (Richard Strauss) auru Illen6epra (Schénberg). Xpomarusosanu
'OMHHTOHAAUTET Ha OCHOBY 'QpyHKIIMOHAAHe XapMOHHje jecTe yIpaBoO Taj cBeT Ge3 Gyayhmocru.
ATOHAAHOCT Ka0 PeaKIjija Ha XpOMATH30BaHy OMHUTOHAAHOCT HEIIOTPeOHa je ¥ HCTOPHjCKH H3AMIIHA
jep ce mpaBa MoAepHHCTHYKa peBoAyLja Beh poropmaa (aam, BaH aycTpo-HeMauKor TepeHa)“; VIL
Trajkovi¢ 2001: 138.

22 Xwumoresy o '06HOBH aHTHKe' Ka0 y30py 3a popMyArcame oppel)eHrX MOAePHUCTHYKHIX IpaBaria
U MHAMBUAYAAHHUX KOMIIO3UTOPCKHUX IT0eTHKA y XX BeKy, AeTAAHO CaM O0OPA3AOXKHAA Y AUCEPTALIHjH
Anitiunka ( ipuka ) flapaguina y caspemenoj ymeitinu4xoj mysuyu... (Janxosuh-Berym 2021).
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YHOTpeOseHH aKOpPA CBEAOUE O jeAHO] OAAYIIA — UACOAOIIKOj OAAYIH, TTIOAUTUYKO]
Jak. Jep, BapKa je yMa [..] Mummeme Aa ce MOXKe GUTH CAOGOAQH 0A HACOAOTH)E,
CAOOOAQH OA TIOAUTHKE. MUCAUTH TaKO HEIITO 3HAYHAO OU OAPHIjAEe APYIITBEHe
yaore ymernoctu” (Trajkovi¢ 2001a: 144). Y Tom cBeTay Tpeba MOCMATpPaTH U ABa
Tpajkosuhesa TekcTa, HacTaaa jom 1982. ropuHe, y KojuMa OH IpeysHMa YIIPABO
TaKBY YAOTY '60OpIIa, MACOAOTA ¥ IIOAMTHYAPA, KOjH OpaHH HHTepece HAIIMOHAAHE
(cprcke!) ymeTHWdKe MysuKe M 3aAakKe ce 3a BeHO 3HadajHHje MecTo u Behy
BHAMSHBOCT Y HamieM ApymTBy u mupe. HMaxo ce cam Tpajkosuh Hukapa Huje 6aBHoO
My3HYKOM KPUTHKOM, OH je HTeKaKO OO CBeCTaH HheHOT MOTEHIIN]aAd 3a TOAU3AEbe
HHBOA HUHPOPMHUCAHOCTH jABHOCTH O My3HIKOj YMETHOCTHU — BEPOBATHO ITOACTAKHY T
U 3HavajeM Koju cy Hammcu Muaoja MuaojeBuha umasu y mehyparHoj cprckoj
mrramni.*® OBO Cy HeCyMBHBO OMAM pa3aos3u 360r kojux je Tpajkosuh mpuxBaTHO
Aa OyAe jeaaH oOp TOBOPHHKA HA BEAMKOj TPHOMHHM MapKCHCTHYKOT IleHTpa
opranusanuje CaBesa koMyHHCTa y Beorpaay, rae je H3A0X10 pedepaT oA Ha3HBOM
AxittyeAnu iipobremu u 3agayu my3uske kputiiuke y Hauioj cpequnu.** Tpajkosuh, y To
BpeMe MAAA CTBapaAar U AoLeHT Ha QakyATeTy MysHuKe YMeTHOCTH y Beorpaay,
y CBOM pedepaTy je MOCBETHO MAXIY ,IPOOAEMHMA JKUBOT AKTYEAHOT MY3HUKOT
XKMBOTA, Kako MH ce oHu Hamehy kao crBapaony. [...] Caxero rosopehu e
npobaeme 6GHCMO MOTAM AQ O3HAYMMO K0 MPOOAEM jaBHOCTH KOMIIO3UTOPOBOT PaAQ,
Tj., Y CMHCAY APYIITBEHOT U €CTETCKOT BPEAHOBAMA [ ...], Kao 1 IpobaeM ceaekijuje”
(Trajkovi¢ 1982a: 28). 3a Tpajkosuha cy murama ceAeKuHje M BPeAHOBAMbA TaKo
BaXXHa jep, Kako npumehyje, ,HoBa kommosumuja poomaher ayTopa XHBH y KpaTKoM
BpeMeHy CBOra usBol)ema 1, 110 [IPaBHAY, HUKAA BUILE | ... ] Y HEAOCTATKy CTpy4He
KpHTHKe, Hehe APYIITBEHA M eCTETHYKA BPEAHOCT HOBHX AEAQ YTHIIATH HA HUXOBO
yCTasuBame y BpeMeHy, Ila CAMUM THM H Ha HBHXOBY AOCTYIIHOCT jaBHOCTH, Beh,
Ha ITpUMep, TIOAOXKAj KOjH TIOjeAHU ayTOPH 3ay3UMajy y YAPYKemy KOMIIO3UTOPa,

23 Mnaue, pasmarpajyhu pasaore 36or xojux je omyc Muaoja Musojesuha 6o sanemapen mocae
Apyror cBeTCKOT para i KOMIIO3HTOpoBe cMpTH, Tpajkosrth mopceha Ha nponuuny omacky AparyruHa
TocTymkor, H3roBOpeHy IOBOAOM '3abopaBa Munojesuha': ,Bio je kriticar ‘Politike), dugogodisnji
kriti¢ar ‘Politike™ (ym. Trajkovi¢ 1986: 23).

24 Ha Tpuburu kojy je MapKcuCTHYKY LleHTap opraHm3osao 18. maja 1982. roaune, BoheHa je
pacnpaBa Ha TeMy Mysuuko cii6aparauiiso u Kpuiuka. Y pasroBopy je y4ecTBOBAAO YaK OCaMHAeCT
TOBOPHHKA, OAAOPAHHX U3 PeAOBA My3HUYKHX M3BOhada, cTBapaAala, MUCAIA H KyATYPHHX II0CACHUKA,
NPUITAAHUKA PA3AMYHTHX reHepanuja: Mupocaas Yanrasosuh, myswaxu ymernux; /oybomup Korph,
caBerHuk Papno Beorpapa; Xpucruma Meauh, mysiuka ypeaunna y pepaximju Tpeher mporpama
Papno Beorpapa; mpod. Ap Cao6opan Typaakos, MysHuKu KPUTHIAP AHEBHOT ArcTa Bopba u Apyror
nporpama Papno Beorpaaa; Pajxo Maxcumosuh, kommosutop; Baactumup Tpajkosuh, kommosurop;
Aapunxa Cavuh-Murposuh, caernuma y Papno Beorpaay; Muoapar Aazapos ITacxy, xommosurop;
Ayman ITaasma, mysuxosor; Koncraurun Bumasep, apamarypr Omepe Hapopsor mosopumTa y
Beorpapy; Huxoaa JKaneruh, xommosurop; /oymao Camaprmjcku, kouTpabacucra; npod. mp Panko
Tyaop, nujanucra; Kcennja 3evennh, KOMIO3UTOPKA, MHjAHUCTKHIEGA K My3HIKA KPUTHIAPKA; 30paH
Xpucruh, xommosurop; /oybuako Mumkosuh, ernomysuxosor; Bypa Jaxmuh, pupurent u Mysuuxu
mmcan; 1 Exprko Jocu¢, kommosurop. Hacraak pasroBopa opranusosat je 28. cerrreMbpa, ca Apyrum
yYeCHHIMMA, a Ha TeMy Ynanpehusaree mysuuxoz susotia y Beoipagy. AyropusoBaHa usaarama CBHX
y4ecHHKa 06ejy TpubuHa o6jaBmeHa cy y s6opuuky Muzicko stvaraladtvo i kritika (Stefanovi¢ 1982).
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FIAML Ha PAAMOCTAHHIIAMA, KOHIIepTHUM areHnujama u cA’ (ucro). themy je craso po
TOTa AQ Ce, C jeAHe CTpaHe, CTPYYHOM KPUTHUKOM BPEAHYjY Ha IIPAaBU HAYHH II0jaBe ¥
CPIICKOM MY3HYKOM SKHBOTY, @ C ADyTe CTPaHe, Ad TH BPEAHOCHH CYAOBHU AODy A0 IITO
Beher ayauTopujyma: ,My3HuKa KpUTHKA HAM MOpPA TOMONH Aa IIPEIIO3HAMO Koje Cy
TO IpaBe, ayTEHTUYHe BPeAHOCTH Koje nmMamo* (ucro: 37). Tpajkosuh, Aakae, Texxu
TOMe AQ Ce, TOCPEACTBOM CTPYUHe KPUTHKe, ITyOAUIIH TPEACTaBe TIpaBe BPEAHOCTH
Oyayhu aa je, mpeMa BeroBOM MHIIbERY, '030MAHA My3HKa' TAKBA AEAATHOCT ,,y KOjOj
ce 360r (TexHUUKe), T1a U PUHAHCHjCKe KOMIIAGKCHOCTH Y BE3H Ca HeHUM OABUjambeM,
TEIIKO MOXe OYeKHMBATH A Ce TIpaBe BPEAHOCTH OTKpH]jy 'came 1o cebu'™ (ucro: 32)
— APYTUM PedYnMa, HEOTIXOAHO je AHTXKOBakbe CTPYUHUX AUIIA KA0 TOCPEAHHUKA.

TpajkoBuh ¢ mpaBoM 3amaXka Aa BOXKHY YAOTY y THM HACTOjamHMa Tpeba Aa
OAWTPAjy MACOBHU MEAUjH, Te ca XamemeM ckpehe Maxmy Ha MaAK OPOj KPUTHKA Y
IITaMIIH, KA0 ¥ TO BpeMe jOIll yBeK BeOMa 3HA4ajHOM MEAHjy MACOBHOT MHOPMHUCaHha
(mopea paauja u Teaesusmje).” OH ykasyje Ha MOR KOjy MACOBHH MeAMjH UMajy ¥
dopMupasy APYLITBEHOT MHILSEHA M CTABOBA O II0jeAUHHM II0jaBaMa — ,HHje AU
OHO IITO je AAQHAC Y JKIDKU HHTEPeCOBAHa, OHO YeMy CY jyde CPEeACTBA MACOBHHX
jaBHMX rAacuaa mocseTHAa naxiy! (ucro: 29). Takobe, OH rOBOpH O 'HEraTHBHO]
CeAeKIJHjH KOjy BpIle YPEAHHIIM KYATYPHHX PyOpUKa y AHEBHUM HOBHHAMA, ASYAH
'6e3 AOBOAHOT MY3HYKOT 00pasoBarba HAM aQHHHUTETA 32 OBy YMETHHYKY 00AacT),
U 3aMepa UM IITO AQjy MPOCTOpa 'MUHOPHHM HMAM APyropaspesHuM porabajuma’
U3 ADYTHX YMETHHYKHMX OOAACTH, AOK 3aIIOCTaBAdAjy TpBOpaspeaHe aorabaje’ us
MY3HMYKOT )XUBOTA Kao IITO je ,IpeMujepa HoBor poomaher aeaa“ (ucro).

Kao u y TekcroBuma o Muaojy Muaojesuhy, Tpajkosuh ce ocsphe Ha mpobaem
AOCTYIIHOCTH KOMIIO3MIIMja CPIICKMX CTBApaAalja K0 HEOMXOAHOT IIPeAyCAOBA 3a
EbHXOB SKHBOT' Y CPIICKO] jABHOCTH M IIKPE, 4 TO IIOAPA3yMeBa OCTOjakbe MTAMITAHIX
MApTUTYPA U ACOHMIIA, Kao 1 cHUMaka. OH cMaTpa Aa 6u MysHUKa KPUTHKA TpebaAo
Ad ce 103abaBM IHCAbeM O ,TENIKOM MPOOAEMy HEAOCTATKA My3HuKe HM3AABAuKe
xyhe xop Hac” (ucro: 37), mucaehu Bpao koHkpeTHO Ha curyauujy y Cpbuju, jep
npumehyje A2, y TOM TpeHyTKy, Apyre jyrocaoBeHcke pemybauke (XpBaTcka,
CaoBeHuja) UMajy CONCTBEHE eAMLUje HaMelbeHe NCKAYIMBO ayTOPHMA U3 BUXOBUX
CpPeAMHA — AOK PYKOIKCHe MAPTHTYpPe CPICKUX KOMIIO3UTOPA MMajy MHOTO Makbe
moryhHocTH A2 AODY A0 HM3BODhaYa 1 AO KOHIJEPTHHX IIOAMjyMa, T1a CAMUM THM U AQ

25 TpajkoBuh 3amaxka Aa je, y TOM TPEHYTKy, CUTyaljija ca CTPYYHOM KPHTHKOM AJA€KO 60na Ha
Paaro Beorpaay u Teaesusuju Heroan y mramnu. OH UBHOCH Tpeasor (KOju uilldAuyusupd, y cBom
TIPeIO3HATAMBOM MAHHPY HATAAllaBaiba OHOTA IITO je BaXKHO) Ad MY3HYKH KPHTHYApH Tpeba A2 Gyay
SHAGHOBU KYATIYPHUX PeGaKyuja, y CillaAHoMm pagrom 0gHoCy 8e3anu 3a ilojequre Hosurcke kyhe, a axo o
He Ou 6uo moiyhe, onga 6u u camu mwpebaro ga 6ygy ma iora iyiia’ ypegruyy, Heka 8pcitia caselliHuKa
Ko0g 'iwpujance’, He MysuuKu Komecapu', iia Uiiak ygu uuju 6u citias Ouo CAYUaH U peciieKiiosaH ipusuKom
sohersa mysuuke KyAillypHe doAuiliuke y fojequnum pegaxyujama, y Hosuxama ipe ceeia. Kaxem 'mpe
cBera y HOBHHAMA, jep je My3HdKa CTPYYHOCT KaAPOBA, YPEAHHUKIX KAAPOBA, HA PAAH]Y M TEACBUBHjH
HIIAK HeITO 60sa Op OHE Y HOBUHCKHM KyhaMma, ykmydyjyhu Ty u Bopehe HoBuHCKe Kyhe. Ypeanunu
KYATYPHHX PyOpHKA [0 HAlIMM HOBHUHAMA Cy YTAABHOM IIECHHIIM, AUTEpaTe, HAM BUl)eHH HOBHUHApH
omuTer Mpo$pUA, a He 3HAM HH 32 jeAHOT KOji 61 ce pasyMeBao y My3HKY U Y IPOOAEMATHKY My3HUKe
KYATypPHe IIOAUTHKE. aKO je YOIIITe MOTPeGHO BOAUTH My3HUKY KyATYpHY IOAUTHKY! TBpAMM Aa OHa
capa ne nocroju!“ (Trajkovi¢ 1982a: 31-32).
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6GyAy TIpeAMeT 6UAO KaKBe cTpy4He (MAM AaMuKe) IIPOLeHe:

Henocrojame M3paBadKe ACAATHOCTH [ ...], y CTapTy XeHAHWKeNHpa GHAO KakBy
aKIUjy ¥ CMUCAY IIPOIIAraHAE Hallle My3HKe jep OHa OCTaje OYKBAAHO HEHU3BOAMHBA
(moroToBy Kapa ce papd O AeAMMA ayTopa IPOMIAMX reHepauuja, Mehy xojuma uma
M OHHX KOjU 6H, Kapa 61 ce BHXOBA My3HKa YOIIIITe MOTAA H3BOAUTH YMECTO LITO
HaMu y u36AEA€AUM M 32 TPAKTUYHO H3BOheme HeyHmoTpeOGsuBHM pykoiucuma),
MOTEHIMjaAHO GUAM ayTOPH céeilickol snauaja (ncro).”

TpajkoBuh Kao IpUMep HABOAU HEIIOCTOjarbe IMITAMITAHE [IAPTUTYPE U ACOHHIIA
peMek-peAa cpIicke Mysuke, 6asera Oxpugcka seienga Cresana Xpuctuha,” aan
CBaKaKo UMa y BUAY U OpojHe pykorrce Muaoja Muaojesuha, o xojuma je Beh 61mao
peun, 11a U APYTHX 3HAYajHUX CPIICKKX KomrosuTopa. OH ca xasemeM npumehyje aa
IpobAeM U3AABAYKE ACAATHOCTH ,HHje CaMO YCKO KOMIIO3UTOPCKH ITPOOAEM, HaKO je
IIpe CBera To. Jep KaKo KPUTHKOBATH HEIITO IITO HHje U3BEACHO, A HHUje H3BEACHO 3aTO
IITO HYje NMAAO U3 9era Aa Ce N3BeAe YaK HH Ty KOA Hac, a KaMoan y cBeTy “ (ucto: 38).
TpajkoBuh cMarpa a2 He Tpeba A2 KPUBUMO ,TOOOXKIU 'KOAOHHjAAHH MEHTAAUTET'
Pa3BHjeHNX eBPOIICKUX CPEANHA y OAHOCY Ha Hallle My3HYKO CTBapaAamTBo” (HCTO:
38), jep Te CpeAMHe, y HEAOCTATKy IITAMIIAHUX NAPTUTYpa U LjbaHe IIPOMOLIHje, 1
He MOT'y OMTH YIIO3HATE Ca AOMETHMA Hallle yMeTHHUYKe My3HKe:

CriopapuHO H3Boheme, jeAAHITYT ¥ HEKOAMKO TOAWHA, HEKOT HaIleT AGAd Op CTpPaHe
Beorpaacke $uAXapMOHHje, Kapa TOCTyje y MHOCTPAHCTBY, 33 IAACMAH Haer
CTBapaAAIITBa He 3HAYM FOTOBO HUmTA (MCTO).2®

HapasHo, y TpenyTKy y KoMe je Tpajkosuh mcmmcao oBe pepoBe, HHje MOTAO Ad
OyAe rOBOpa O AUTHTAAHUM U3AABUMA, KOMITjyTePCKUM IIPEMHCHMa HOTA U INTHMOBA
M CAMYHHM CPEACTBHMA KOja CY, 3aXBasyjyhi TeXHOAONIKOM HAMPETKY, AOCTYIIHA
CaBpeMeHHM My3HYKHM CTBAPAOIUMA — MeDyTuM, MOXe Aa ce KOHCTATYyje Ad TUTakbe

26 Mmuoro xacuuje, 2014. ropune, Tpajkosuh je y jeaHO] u3jaBu 32 AHeBHH AMCT AAaHAC MOHOBO
Haraacro Aa Hajsehu mpobaeM 3amTuTe CpIIcKe My3muKe GamTrHe AeXH y ToMe mTo y Cpbuju HEKapa
HHje II0CTOjaAa MpaBa n3pAaBauka kyha ,kao mro nocroje y csery*, Te Hema mramnanux Hota (A. V. M.
2014).

27 Tex 2012. ropune, Bume op mosa Beka mocae cvprtu Cresama Xpucruha, ,Jyroxonmepr” u
Yapyxeme xommosuropa Cpbuje CIpOBeAM Cy KAIHTAAHU IPOjeKaT PeKOHCTPYKIMje M HM3AABAEbA
KOMIIAeTHe MapTuType 6asera Oxpugcka seienga (ca AeOHHUIAMA), KAO M 4ETHPH OPKECTApCKe CBHTE
u3 6anrera (Takobe ca peonmnama). PeaakTop KPHTHUKOT M3Aama 6uAa je kKommosuropka Mupjana
JKuskosuh (1935-2020). Baactumup Tpajkosuh je 6uo uaan Ypeauumrsa YKC xoje je nHHLIpas0
0Baj IpOjeKar.

28 TpajkoBuh AOAATHO MAYCTpPyje OBy HENOBOMHY CHTYALHjy IO CPICKe KOMIIo3uTope mnpasehu
CAMIKOBUTY aHAAOTH]Y ca KibiDkeBHOIINY: , Aa A 0¥ 'BpeMe' 1 ICTOpUja IOCTaBUAH jeAHOT AHApuha HAK
Kpaexxy Ha cBOje MeCTO, Ad IPXOBA AeAd HUKAAQ HHCY OMAQ H3AATA M AQ @BEHTYAAHO KOAQjy HAOKOAO
y pyxommcy? A aKo HalIM HOBHHCKM YPEAHHI[H KYATYPHHX PyOpHKAa MECAE AQ HAIIA My3HMKA HeMa
BPEAHOCTH, KOMIIO3UTOPCKHX HMEHA, Y CBOM AOMEHY HCTO TAKO 3HAYAjHHIX KAO IITO Cy TO jeAar AHApuh
nau Kpaeska y cBom pooMeHy, BOACO 6ux A2 TIOKyIajy oa mu To pokaxy!“ (Trajkovi¢ 1982a: 32).
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(mehynapoane) mpomonuje u Aame OCTaje HepelIeHo, 9aK U 'y AQHAIIIbEM TPEHYTKY.
ITopea mpobAeMa AOCTYITHOCTH KOMITO3HIH]ja 32 usBoheme, Tpajkosuh ce y cBom
pedepary 6aBu U IIUTaEM CeAeKIyje Tj. H360pa My3HKe K0joj Ce ,Aaje IPOCTOp ¥
HOBHHAMa, [1Ja U Y OCTAAUM CPEACTBHMA MACOBHHMX MEAHja KOMYHI/ILII/IpaH:a“ (I/ICTO:
32). OH cMaTpa Aa ce KBAAWTETHA MOMyAapHa My3HKa (POK, HOBOKOMIIOHOBAHA,
ye3) usbopuaa 3a apUpMALHjy Y CPEACTBUMA jaBHOT HHPOPMHUCARR, ,3axBaryjyhu
JACHOM HAIIOPY IOjEAMHHX SYAH, T1A F HOBHHAPA CABPEMEHOT CeH3UOUANTETA, JeAHOT
Munana Baajunha“ (ucro: 33). Mebytuwm, Tpajkosuh ynosopasa Ha TO A2 je ,,cacBiM
HEOAP)KMBA KOHKypeHIHja usMel)y jeaHe M Apyre Mysuke, oHe '030mnHe' M OHe
'Heo360mnHe'. [IpeToyeHa KpO3 MeAHje MACOBHOT KOMYHHIIMPAaha, 0Ba KOHKYPeHIHja
TOCTaje CBe APYTO CaMo He AOjaAHa, M TO Ha mTeTy '036unHe’ Mysuke (ucTO) —
IIOHOBO MOXe AA Ce IPHMETH AA Ce HU AAHAC, Kapa yuTamo ose Tpajkosuhese peaose
Ca AMCTaHIje OA TOTOBO YeTPAECeT FOAMHA, CUTYAI[Hja HUIMAAO HHje IIPOMeHHAA !
Kaaaje ped o ‘auckypcy’ nau ‘xapaxrepy' Mysmake kputuke, Tpajkosuh cMaTpa aa
OHa Tpeba Aa 6yae ,jacHO ompeaeseHa, 3a MAU IpoTHB. HUKo HeMa HUIITA OA KPUTHKe
Koja je 'okpyrao nana home': , [ ... ] Cya kpuTnaapes je cy6jekTrHBaH, 2AH TO He 3HAIH
H A2 je HyXHO HeaprymenToBan” (ucro: 35). Takohe, OH cMaTpa Aa KpHTHKa He
Tpeba A2 ce OAHOCH caMo Ha nojeanHIe (u3Bohade, cTBapaolie) H I0jeANHe My3HuKe
Aorabaje, Beh 11 ,cBe OKOAHOCTH KOje AeTepMUHHIIY ITIOHEKAA HE3ABHAHY CHTYALHjy
036usHe MysuKe y Hamoj cpeannn” (ucto: 36). C TUM y Be3u, OH yKasyje Ha 3HA4aj
Auckorpadcke HHAyCTpuje jep mpumehyje aa Myswuka, 360r ycaosa 'caBpeMeHOr
JKMBOTA', ,CBE BUIIIE SKMBU IIPEKO CPEACTaBA MACOBHUX KOMyHHUKALHja [ ... ], a Hama
KPHTHKA Ce [IOHAIIA KA0 AQ SKMBUMO IIpe CTOTUHY FOAUHA, KAAA Ce My3HIKA AKTUBHOCT
AOWICTa jEAMHO M OABHjara Ha KoHLepruMa“ (ucto). Moke Aa ce IpuMeTH AQ je y
[OTAeAy HauMHA 'KOH3YMHparma My3HKe', CHTyaljfja AAHAC AAAEKO CAOXKEHHja Hero
IIpe YeTUPH AelleHH]e, IITO je IOCACAUIIA Pa3BOja HHTEPHETAa M AUTUTAAHMX CEpBHUCA
3a'cTpuMOBame' My3uKe, aAu Ad ToBehame 00MMa HHAUBHAYaAHe TIOTPOILIbE' My3HKe
PasHMX KaHPOBa (a1 yMEeTHUUKe) 3aXBasyjyhi MHTEPHETY, Huje yTHIIAAO Ha PasBoj
My3HU4Ke KPUTHKE U BeHO Behe IPHUCYCTBO y MEAVIMA 1 AUTHTAAHOM OKPYIKersy.”
TpajkoBuh AyIIMAHO 3aITaKa A Ce My3HYKa TPAAUIIHjA IIPABH, TO jeCT AA je Pe3yATaT
CBECHOT HaIlopa M MHTEHIMjEe, K AOAdj€ Ad ,OHA IIOCTOjU y OHOj MEPH y KOjOj CMO
je ceecan” (ucro: 39).% 3aomrpasajyhu oBaj cTaB, OH Kaxe A je y HAIIOj CpeAMHH
(y Cpbuju) npucyTHO ,3aTamKaBame pe3yATaTa KOjU Cy €BHACHTHH M IOCTOje”
U KOjH Cy IPOHM3BOA PaAd IOjeAHHAIlA K0 'KATAAM3aTOPa BPEAHOCTH' Y 030HAHO]
mysutm (ucro). CBecTaH OKOAHOCTH y KOjUMa M3Aaxke pedepar u moryhnocru
A2 HeroBa Hamepa Oype MOTPEmIHO NpoTyMmadeHa (y CMHCAy MHCHCTHpama Ha
HekakBuM TpabhaHckuM, Gypikoackum, a He 'COLMjaAMCTHYKHM' BPEAHOCTHMA),
OH WIIAK OIIPE3HO yKa3yje Ha HEONXOAHOCT MHAMBHMAYAAHOT CTBAPAAAUKOT YHHA

29 HTepecaHTaH H3y3eTaK IPeACTAB»A HHTEPHET NpesenTanuja ,Mysuaku aum60“ (muzickilimbo.
1s) 6eorpascKor TeopeTHyapa My3HKe U My3HYKOT kpuTmdapa Ap Cphana Tenapuha, Ha kojoj ayTop
PeAOBHO 06jaBayje CBOje CTpydYHe KPUTUKe KOHIIepaTa Koju ce oppxkasajy y Beorpaay u Cp6uju.

30 Tpajkosuh HaBoAH MpHMepe MaAuX 3eMana (DuHCKa, AaHCKa), KOje CY LIMAAHOM AKIIHjOM yCrieAe
AR O TIOjEAMHEIX CBOjHX KOMIIO3UTOpA HApaBe '6peHp’ KojH je mpernosHaTsHe cByaa y ceety (Trajkovié
1982a: 32).
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Y IPOAYKLUjU YMETHOCTH, T€ M3HOCH IIOMAAO HECIPETHY TBPABY A2 YMETHHIIU
IpeACTaBaajy '6a3y’ 1 'HenmocpeaHy mpousBoay' (3a pasAnKy 0 OpPraHM3aTOpa HAU
MeHalepa, 'yMeTHHYKe AAMHHHICTpaLyje’) — Yak TOBOPH O 'yMETHHYKO] PAAHUHUKO]
KAACH' KOja CTBapa TIPOHM3BOA (I/ICTO: 39—40). Mako ¢ paHamme Tauke TAGAMINTA
3aMHCA0 'KOMITOBUTOPCKE PAAHIUKe KAACE' MOXKeE Ad AeAyje HeyBepsHBoO, Tpajkosuh
y OBOM pedepaTy U3HOCH MHOTA BPEAHA 3aIIaXKarba O IOAOXKAjy YMETHHUYKE My3HKe
Y CPIICKOM APYLITBY, KOja Cy, HAXAAOCT, H AQHAC AaKTyeAHAa. Y OAHOCY Ha Yrao
[IOCMaTparba 3ay3eT y OBOM paAy, HajBaxHwje je To mTo ce TpajkoBuh oBae y myHOj
Mepu adpHpMHIIe KA0 HACTaBAAY TIPOCBETHTEMCKE AeaaTHOCTH Manyeaa pe Qane u
Munoja Muaojesuha, cBOjIX BeAUKUX IpeTXOAHUKA. Yurehu To, OH ce, mocpeaHo,
'cTaBnda Ha CTPaHy' BUXOBUX '60pOeHHX' HadeAa M OTKPHBA CBOjy CIIPEMHOCT AQd Ce
AMYHO aHTaXyje ca IunpeM adUpMHCama CPIICKe My3HdYKe YMETHOCTH. JOII jepaH
IpHMep OBHX HACTOjarba IMPOHAAA3UMO U y TpajkoBuheBoM pedepaTy, HamrcaHOM
Ha [1031B opranusaTopa Tpubune My3H4KOr cTBapaAramrsa Jyrocaasuje y Omarujy,
Y Be3H C KapaKTepHCTUKAMA jyTOCAOBEHCKOT My3HUYKOT CTBAPAAAIITBA Y IEPHOAY OA
ocuuBama Tpubune (1954) po Tor rpenyrxa (Trajkovi¢ 1982b).>

TpajkoBuh wncrpaBHO 3amaka Ad je Yy HCTOPHjCKO-COLIMOAONIKOM CMHUCAY
HEOCHOPHA YMHIEHHI]A IIOCTOjalba PA3AMYUTHUX HAIMOHAAHUX jYTOCAOBEHCKUX
My3HYKHX KYATYpa, KOje, CBe 3ajeAHO, Ipase KOHIIENT jy>KHOCAOBEHCKe IIa H
jyrocAoBeHCKe My3H4Ke KYAType, ,He Y HeKaKBOM 'HAAHALMOHAAHOM' CMIECAY, AU
He HU Kao mpocT 36up cacrapuux perosa” (Trajkovié 1982b: 173).* On zamaxa a2
cy Tpu 'cThACKa ompepesema-pase’ (HEOKAACHIIM3aM, aBAHTApAA U TIOCTMOAEPHA),
3aCTYILbEHA Ha YUTAaBOM TAY HeKaAalliibe JyrocAaByje y IOCMATPAHOM IIEPHOAY, AAH A
Ce y CBaKOj 0A jyrOCAOBEHCKHX CPeAMHA IIPEIo3Haje ,Malbe AU BHIIe apTHKYAUCAHA
U Malbe HAH BHIIle XPOHOAOIIKY OApel)eHa IIpeBAACT [OjeArHe OA TPHUjy HIMEHOBAHHX

31 O xoHuenyuju JyrocaoseHcke Mysudke Tpubute (Tpr6uHe MysUuKOT CTBapaAIITBa Jyrocaasyje)
y Omaruju, op OCHHBaKA AO TpeHyTKa 0 KoMe roBopu Tpajkosuh, Buure y: Korecka 2017. ITomuc
H3BeACHHX AeAd Ha omarujckoj Tpubunu somocu kmura: Erika Krpan (2003) (ur.) Medunarodna
glazbena tribina: 40 godina, Opatija — Pula, Zagreb: Hrvatsko drustvo skladatelja, ,Cantus® (Krpan
2003). Buperu takohe: Marinkovié¢ 2019.

32 Ha pesersaecroj Tpubuu Mmysudxor crsapasamrsa Jyrocaasuje y Omaruju (3-7. Hosem6pa
1982) oapxaHa je, y OKBHPY AUCKYCHOHOT KAy6a, ABOAHEBHA pacripasa Ha TeMy Kapakiiepucitiuke
jytocaasenckoi mysuuxol cisaparawitiea y iipoitiekaa gea geyenuja. Hexoanko ayTopa, y AOTOBOpY C
IOjEAUHHM ADYIITBMMA U YADYXKEHHMA KOMIIOSUTODA, 0OAA3BAAO Ce MO3HBY pepakuuje Tpubume pa
HAIMIIY NPUCTYIIHA M3AAraba. YPEAHUINTBO 3arpebadkor yacomuca Mysuuka KyAillypa OAAYHHAO je
Aa 00jaBU YeTHPH IIPHAOTra 300r HUXOBE HOCeOHE 3aHMMASHUBOCTH ,yIIPABO C APYIITBEHOr ACIeKTa
npucryma oomaheM raasbeHoM cTBapasamTBy “ — ayTOpy THX puaora 6uan cy Baactumup Tpajkosuh,
Ayman Muxaaex, Bojun Komapuna u Mapko Pyshaxk.

33 TpajkoBuh KOHCTaTYyje Ad je IUTaRbe KOje [I0CTABAA ,0CETAHUBO, He CAMO 300T Hallle, HCTOPHjCKUM
OKOAHOCTH YCAOBAEHE, OCETAHBOCTH HA TAKBA IIHTakba, Beh i 360 merose 06jeKTUBHE CAOXKEHOCTH.
Ha mera HHAPEKTHO 4eCTO OATOBAPaMO, I1a, HAKO je Moryhe Aa ce ayTOp OBHX peAOBa Bapa, YHHK My Ce
Adje jepaH TaKaB OATOBOD BHAEO M y HEAABHO] IIPOMeHH 3BaHUYHOT Hasusa Tpubure, op 'Jyrocaasencka
Mysuuka TpubuHa' y "Tpubuna Mysmdkor crBapasamTsa Jyrocaasuje'. OCHM IITO je OUMIAAHO Ad
Ce HOBHMM HACAOBOM >XeAeAO HcTahu Ad ce papH O My3HYKOM CTBAPAAQAIITBY, A He YOIIUTE O MY3HIH,
moryhe je pa ce 'y pasannu usmelyy apjextuBa 'jyrocaaBeHCKU' U TeHUTHBA CYIICTAHTHBA Jyrocaasuje’,
KpHje sHavemcKa pasauka“ (Trajkovi¢ 1982b: 173).
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CTHACKHX ompepesema-pasa‘ (ncro).>* Tpajkosuh cmaTpa Aa je y jyrocAoBeHCKUM
ycaoBuMa '60p6a’ m3melyy ‘Heokaacmuapa' i 'aBaHrapArCcTa BoheHa ca HEKUX ABaAeceT
rOAMHA 3aKalliberha Y OAHOCY Ha 36usatba y EBponu (1 cBery),® A0k je, Hacympor
ToMe, '60p6a’ m3Mel)y 'aBanrappucra’ M 'mocTMOAEpHHCTA', KOja Y jyrOCAOBEHCKUM
OKBHPHMA 3alOYUIbe CPEAHHOM CeAAMAECeTHX TOAMHA, XPOHOAOUIKH HAEAAHO
yckaahena ca ceeTckuM crpyjamuma. OH 3aKmydyje Ad je THMe TIpobAeM peiiapgayuje
(xammera) jyrocAOBeHCKe My3HKe' pa3pelleH — aAH, IIUTA Ce AyTOp, IO KOjy LieHy?

Mopamo [...] 6urn cBecun ummenuie pa je cruacku accelerando jyrocaosencke
My3I/IKe H_AaheH MHOT'UM I/I3HeBepeHI/IM BOKa]_u/Ij aMa, MHOT'UM Hepa3pemeHI/IM ApaMaMa
Ha UHAMBHAYaAHO KOMIIO3UTOPCKOM IIAQHY, MHOTHM ,AXKHHUM MOAEPHH3aLHjaMa U
noGpKaHHM BPEAHOCHHMM CHCTEMHMA (I/ICTO: 174).

Ocum Tora, TpajkoBuh He cMaTpa Ad je TOMeHyTa 'peTapAaLiyja’ Hy>KHO 'XeHAMKeI
jyrocAoBeHCKe My3HKe — HAIpOTHB, Y TOj IIOjaBU OH CaraepaBa IIPHAMKY Ad ce
crapujuM U BehuM My3HYKIM KyATYpaMa IIOHYAHM HELITO PA3AMYHUTO, jep ,OABHILE je
AOOPO MO3HATO AQ Ce IIO THM 'CBeTCKUM' CTAHAAPAMMA TaKBe PA3AUYUTOCTH, aKO CY
ayTeHTUYHe, YIPABO U IjeHe" (ucro).’® Burno je cTora aa ce youH M TO Ad, IpeMa

34 Tpajkosuh cmaTpa pa 61 eBeHTyaAHe pe3epBe y OAHOCY Ha pOPMYAY , HEOKAACHI[H3AM — ABAHTAPAL
—IIOCTMOAEPHA" MOTA€ Ad Ce OAHOCE Ha UHIbeHHMIY AA je Ha TAY JyrOCAaBHje AEAOBAO M ,HAIIMOHAAHK
poAkAOpH3aM pOMAHTHYAPCKE IPOBEHHjEHIIHje” U A je TAKBHX KOMITO3HIIMja GMAO HAPOUYMTO HA IIPBUM
Tpubunama, aAM Aa OHe HHMKAAQ HHCY OmAe 'TurdHe' 3a 0Baj GeCTHBAA M AQ je TAKBA TEHACHIH)a, ¥
TPEeHyTKY Y KoMe MHIle, eBUACHTHO y HecTajamy (Trajkovi¢ 1982b: 173).

35 Tpajkosuh nctude pa ce, y cBeTcKuM pasmepama, '6op6a’ usmelyy 'Heokaacuyapa' u ‘aBanrapaucra’
OABHjaAQ y AECeTaK TOAMHA OAMAX IOCAe APYTOI CBETCKOT papa (AaKAe, OA CPEAHHE 4eTPAECETHX AO
CPeAHHe IIeAeCeTHX FOAUHA IPOIIAOT BeKa), IITO je CBAKAKO TAaYHO, AOK Ce y JyTOCAABUjU OHa OABHjaAa
OA CPeAMHE CeAME AO CPeAMHe ocMe Aellenuje. Pasaore 3a To kammbere Tpajkosuh BuAM y ,TOAKTHIKO]
KAHMH [TOCAEPATHHX TOAMHA KOja je 3aroBapaAa COLMjAAMCTHYKO PEAAMCTHYKHI eCTETCKU KOHIIEIIT ) KOjH
ce 'cAarao’ ca HEOKAACHLMCTHMKUM NPUHIMIUMA (Te ce, AAKAe, aBAHTapAQ [OjaBHAQ 3HATHO KacHUje
Hero Ha 3araay). 3aHEMAMBO je U HeroBo 3amaxkarme Aa 'crieudukyM’ jyrocaoBeHcke Mysuke (aau He
Y CBUM CpeAMHaMa) MPeACTaBs»a KACHHU)U ,aBaHTapAHU' COLMjAAMCTHYKI PeaAn3aM’; KOjU OH OBAE He
AeQUHMIIIE IPEIMB3HO OCHM INTO KXKE A Y TAKBHM ACAMMA ,COIIPEAANCTHYKY HOTY Tpeba TpaxuTu
TP CBEra y AUTEPAPHOM IPOrpamy U TeKCTy . Moike ce PeTIOCTaBITH AQ OH OBAE MIMa Y BUAY AyTOpe
KOjU Cy ¥ CPIICKOj TEOPHjCKOj AUTEPAaTyPH pasMaTpPaHH Kao ACO OpHjeHTanuje Kojy je Jema AeHerpu
HA3BAO COyUjaruCiiukum mogepuusmom (Ko HACAEAHHKOM paHHUje AeQHHHCAHOT COYUjauciiukol
eciiietmiusma, yi. Jankovié-Begu$ 2017), KapakTepHCTHYHEM YIPaBO 3a enoxy o kojoj Tpajkosuh
rosopu. OH cMaTpa Aa ,eCTeTCKH Heycrex HajBeher peAa TaKBUX KOMITOSHIIHjA“ AKH Y ,PACKOPAKY
usmel)y cTEACKOT MOTEHIMjaAQ My3HYKOT M BAHMY3HUKOT ITAPTA; PACKOPAKY IITO AOBOAH AO TOTA AQ
'aBaHrapAHH' TIOCTYTILIM Y 'My3UdKOM TapTy’ AeAyjy ‘moctapeno’ u ‘akagemusupano’ (Trajkovié 1982b:
174).

36 Tlpema TpajkoBuheBoM MHILMeRy, IOjeANHe TEKOBHMHE CaBpeMeHe MysHKe KOje ce Y3HMajy Kao
'KOCMOIIOAUTCKE' HAYL 'YHUBEp3aAHe', 3aIIpaBo Cy reorpadcKy M KyATYPOAOLIKH jacHO oApeleHe Te HeMajy
3HAYAj Ay TEHTUYHOCTH Y ADYTUM CPEAHHAMA KOje MX Ipey3uMajy. Y TOM IOTAeAy, OH Ce y IOTIyHOCTH
caaxe ca Aparyrusom TocrymkuM, xoju mpumehyje: ,Y cayuajy Bamre HepAOBOAHE ObaBeIITEHOCTH,
BEAMKH HapOAK he BaM CIIpeMHO AATH Ha 3HAEbe KOjH A€O KOCMOTIOAMTH3MA IPEACTABAA FHXOB HCKAYIHBH,
nanuonaan cregujasuter (Focrymxu 1977: 201; oBae Has. npema: Trajkovi¢ 1982b: 174).
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HerOBOM MHIIAEHY, MOeTUKA TTOCTMOAEPHE Ha jYTOCAOBEHCKOM IIPOCTOPY, HaKO
FOTOBO HCTOBPEMEHA C (heHOM II0jaBOM Y APYTUM CPeAMHAMa, Huje ‘ay TeHTHIHa' > ma
CaMHM THM 1 He AOHOCH CBETCKOj My3HI[{ HUIITA CYIITHHCKU HOBO, IITO UMIIAUIIIPA
3aKAYYAK AQ ITyTeBe CAMOCBOJHOCTH CPIICKE YMETHHMYKe My3HKe Tpeba IMpOKPUHTH
APYTHM CpeACTBHMA.

Kao u y mperxopHo pasmarpaHoM TekcTy, TpajkoBuh mpakTudHO cMaTpa Ag,
y IIOCMATPaHOM TPEHYTKY, He MOXXe OHTH roBOpa O GOPMYAHCAHOM KOHILIEITY
HeKaKBe 'jyroCAOBEHCKe My3HKe' KOja 61 OMAQ PasAMYUTA Y OAHOCY Ha aKTyeAHe
CBETCKe TOKOBE, OMAO Ha HHBOY IjeA€ APXKAaBe MAM y HEKOj OA jYTOCAOBEHCKHX
KOMIIO3UTOPCKUX CPeAMHA — aAM Aa je Moryhe Aa TakBMX TeXmH MMa 'Ha
HHAVIBHAYAAHOM IIAQHY' — ADYTHM pednuMa, OH AO3BOsABa MOIYhHOCT IocTojama
Ay TEHTUYHUX KOMIIO3UTOPCKHUX ITOETHKA KOje O MOTAe A2 IIOHYA€ HELITO HOBO H
opuruHaAHO: ,[ Jep], HOBO ce cTBapa y paKcy, a He y TEOPHjH, MUCAMMO, AQ HUKAKBa
KOAEKTHBHO OPTaHM30BAaHA BOSA, KOAGKTHBHO HACTOjakbe, 'TEOPHjCKH KOHIJUIIMPAH
Iporpam’, HeMajy M3raeaa Ha ycrex [...]. IlyHa cTBapasauka cao6opa 1 arMocepa
TOAepaHIuje Y OAHOCY Ha CBa HACTOjama Haj6oma Cy rapannmja passoja“ (ucro:
175). Uako Tpajkosuh y oBoM pedepary He HABOAU KOHKPETHe IPUMEPE, MOT'Y AQ
IIPUMETUM AQ je OH, MPAKTUYHO, aHTUITMIIUPAO YCIIeX KOjH je, y IPBUM AeljeHHjaMa
HOBOT MHAEHHjyMa, TOCTUTAA HeroBa HEeKAAAIIha CTyAeHTKHIba Mcrpopa XKebeman
(1967-2020), ynpaBo 3axBamyjyhu TOMe IITO je CBETCKOj jaBHOCTH MOHYAMAR
jeAaH ‘ayTeHTHuaH' cTBapaAauky u3pas. Tpajkosuh, aaxae, Beh y oBum panuM
TeKCTOBMMA MHCHCTHPA Ha TOMe AA ITYT Ka aQupMaluju CpIICKe yMeTHUYKe My3UKe
y IIMPUM OKBHpHMA Tpeba Aa MPOKpYe IIOCEOHO HAAAPEHHU IOjeAUHIH, 6e3 YHjix
MHAMBHAYaAHHX AOMETAa HeMa HM pa3Boja HAI[MOHAAHE MY3U4Ke KyAType. Y TOM
CBETAy Tpeba BepOBATHO CAaTAEAABATH U YAOTY Kojy je Tpajkosuh ‘Aopeano’ camom
cebu y Be3H Ca CPIICKOM YMETHHYKOM MY3HKOM — YAOTY M3Y3€THOI, CTBAPAAAIKH
00AapEHOr I0jeAMHII, KOjU TeXH Aa CBojoM akruBHOIhy Oyse MOTOp pasBoja
My3HYKe KYAType U3 KOje je MOTeKao.

kkk

Bam kao M y Be3HM C KOMIIOBUTOPCKHM CTBAapaAamrTsoM, Tpajkosuh je
HEe3aA0BOASHO CMATPAO AQ BPXYHCKM AOMETH CPIICKe HayKe O MY3HUIIM HHCY AOBOAHO
MO3HATH HY NPeIo3HaTH BaH PaHUIA HAllle 3eM&e, AAU A CY, IOHEKaA, TH AOMETH
HerpuMmehenn 1 y AokaanuM okBupuma. Kao mro je ykasuBao Ha AOII TpeTMaH
Munojesuhese Hayxe o xapmonuju, Tpajkosuh je Ap>kao Aa My3HIKOTEOPHjCKH OITyC

37 Y Tom moraepsy, 3anuMauBo je Tpajkosuheso oppeheme moernke mocTmopepHe kao Hewera
ITO y BeAMKOj Mepu Byde kopene u3 CjepmmeHnx AMepHuKux Apiasa: ,jeAHOCTABHOCT, HOBA
KOMYHHKATHBHOCT, PEaKIjija Ha eBPOIOLEHTPUYHN MUT BEAMKE My3HKe' Te eCTeTHYHa GAMCKOCT ca
oapeheHnM TparamiMa y POrpecHBHOj rock MysHIiH, GAMCKOCT HA PasHHH CTPYKTYPAAHHX pellera
Y MHKPO ¥ Makpo $OPMH, & He TeK Ha PasHHH CIIOMAIIEr ACKOPATUBHO 336aBAaYKOr eAeMeHTa, INTO
je moHeKap GMAO KapaKTepPUCTHYHO 3a M3BECHA OCTBAPEHa IAPUCKOI HEOKAACHIU3MA ABAAECETHX
TOAMHA y OAHOCY Ha PaHH jAZZ; HAAACBE IIPHHIIMIL 'PENIeTUTHBHOCTH' M HOBOT KOHIIEIITA OPraHM3aIjyje
mysuukor Bpemena (Rily, Glass, Reich, Eno)“ (Trajkovi¢ 1982b: 175).
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AparyTuna I'ocrymkor, pe cBera meroBo KalUTAAHO AeAo Vreme umetnosti, Huje
AOOHO aAeKBATHO MECTO YHYTap CPIICKE My3UKOAOTHje.

Hcnucyjyhu cBoje cehawe Ha Aparyruna Tocrymkor y mpsoM 6pojy dacommca
Mysuxosroiuja, Tpajxosuh ucrmae pa Vieme umetnosti IpeAcTaBda ,IHOHHPCKI
[...] mpoaop y jeaHy Ho8y mayumy obaaciti, y 06AaCT Ha KOjy yKasyje MOAHACAOB
HaBeAeH Ha KOpHIlaMa KHure, a Koju raacu Ilpuioi sacnusarsy jegue oiuiitie Hayke
0 obauyuma“ (Tpajkosuh 20016: 166). OBa xoHcTaTanmja 3aBpelyje komeHTap:
kako je mpumermaa Karapuma Tomamesuh, jesan op HajbosHx mo3HaBaAala
omyca Aparyruna locrymkor y Hamoj semaH, Kibura Vreme umetnosti, mpousaiisa
U3 AOKTOpPCKE AUCepTanuje YMemHoC y esoAyyuju cidurosa kojy je locTymku
camocrarHo (6es MeHTOpa) Hammcao u opbpanmo Ha Puaozodckom daxyarery
196S. roause, ,AO AAHAC IPEACTABSA U Y HHTEPHAIIIOHAAHIM pa3MepaMa, HKaAOCT
HEAOBOMSHO IIO3HAT, YCAMAEH YCIIEAH MOKYIIAj Y 00AACTH KOMIIAPATHBHE €CTETCKe
mopdoaoruje umju je sageTHux 6uo Erjen Cypuo. ¥ Bpeme pasa A. Tocrymkor, 6xaa
je TO CacBMM MAAAQ AVMCLIUIIAMHA ... IIEpPCIEKTHBHA 0e3 CyMibe, aAH HCTOBpPEeMeHO
u obecxpabpyjyha 3a MHOTre KOju HHCY, IIOIYT [OCTYIIKOL, IOCEAOBAAY KAACHIHO
obpasoBame, epyAULIHjy, TO3HABabe OIIIITe YMETHHYKE TEOPHje U MpaKce, MAIITY,
cmenocr...“ (Tomamesuh 2001: 169) Y xwusu Vreme umetnosti, saucra ce meby
pedepenrama 1 AuTeparypom Haaasu cryauja Ogroc mehy ymeifinociiuma — ipoOsemu
yilopegre ecitietiiuxe Gppaniryckor ¢puaosoda u ecrernaapa Erjena Cypuoa (Etienne
Souriau, 1892-1979) — u To y opurusaay, Ha gppaniyckom jesuky (Souriau 1947),
HaKo je OHa 6¥Aa peBeAeHa Ha CPIICKOXPBATCKH jesuk jour 1958. roaune (Surio 1958).
Cypuo je y 0Boj KibH3K AePHHICAO0 'YIIOPEAHY €CTETHKY ' KaO ,0HY AUCLIUIIAMHY 4Hja
je OCHOBa ymopehuBame PasAMYHTHX YMETHHYKHX AEAQ, KAO M IIOCTYIAKA PA3HHUX
yMeTHOCTH (K20 IITO Cy CAMKAPCTBO, LIPTakbe, BajapPCTBO, APXUTEKTYPA, IECHUIITEO,
naec, mysuka utA.) (ucro: 11). BaxHo je yountn pa Tocrymxu mae Kopak pame
op Cypmuoa ympaBo 3aTo mTo ce 6aBH aHAAN30M YMETHHIKUX CTHAOBA, AOK Cypro
0asupa CBOjy aHaAM3y Ha aHaAOTHjaMa usMel)y 0OAMKOTBOPHHX IIOCTYIIaKa KOjU ce
MPUMERYjy Y MOjeAMHIM YMETHUIKUM AucrumanHaMa. C OGSI/IPOM Ha HECYMIbUBY
OPHMIMHAAHOCT XHIIOTe3a U BUPTYO3HOCT apryMeHTalHje y KibU3u Vreme umetno-
sti, TpajxoBuh y cBojoj 'eyaoruju’ TocTyIKoM OropueHo KOHCTaTyje Ad O HEroBoj
KIbH3H ,,jeABA AQ je IIMCAHO, KOAUKO TOA AQ j€ PEBOAYLIIOHAPHO AOBOlerbe y IUTarbe
BehuHe erabAMpaHNX HOCTyAaTa OUIUjeAHe My3HKOAOTHje IIPOCTO BAIlHAO 32
HayuHHYKUM 3ay3umambeM ctaBa“ (Tpajkosuh 20016: 166). Tpajkosuh, yak, rosopu
O CBOjeBpCHOj ,3aBepu hyTama“ kapa je ped o oBoj kmwmsu (ucro: 167),* 1j. 0
HPETIIOCTaBACHO) 'HelpaBau' yuumeHoj [ocTymkoM TuMe mro Vieme umetnosti Huje
Aybme 'pedopmucano’ cprcky Mysuxoaorujy.* 36or rora, Tpajkosuh sakmydyje cBOj

38 Tpajkosuh HamoMuIbe AQ je, Y BpeMe M3AACKa Kibure, objaBmen mprkas sama Qoxra y mpeom
6pojy yaconuca Tredi program (Focht 1969), aau aa ce y Tom Hanucy ,ipehyTKyje cBe OHO IITO je HOBO
1 PAAHKAAHO KPUTHYKH eAa60pHpaHo, pelumo u3 obaactu Mysuxoaoruje” (Tpajkosuh 20016: 167).
39  Eso kapakrepucTuusor Mecra rae Tpajkosih AamenTHpa Hap 'HempaBaoM' yuumeroM focTymkom
KOja Ce, IPAKTHYHO, CACTOjH y TOMe IITO ce Vreme umetnosti He KOPUCTH KAO OCHOBHA AMTEPATYypa y
HAaCTaBHOM IIPOLIECY HA MYy3HYKUM PaKyATeTHMA:
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omax TocTymkoM KoHcTaTanujoM, Koja he ce peAOBHO I0jaBAUBATH My KACHHUjUM
TEKCTOBHMMA, A2 je ,HEONMXOAHO MOTpeOHO IpeBecTH Vreme umetnosti Ha HeKH
CBETCKH je3HK — Ha eHIAeCKH je3HK, Ipe cBera. IloTpebHO je TO He 360r mpecTmKa
CPIICKe HayKe — IIOTPeOHO je TO 3aTO INTO OM THUMe AOOMAA Ha IIPECTIDKY CBETCKA

Hayka“ (ucro).
kkk

Baraxyhu ce 3a (pe)adupMaiujy Cprcke TpapHLMje yMEeTHHYKEe My3HKe H
Hayke o My3uny, Tpajkosuh je, Aoakae, peAOBHO yKa31BaO Ha 3HAYAj MHAUBHUAYAAHOT
nocrurayha’ Koje CAy)XH Ka0o MOTOp, IIOKpeTauKa CHara pasBoja Heke HAIIMOHAAHE
KyAType. Y TOM CMUCAY j€ 3aHUMAHBO Ad CE YKPATKO Pa3MOTpe jOIII ABa YAAHKA Y KOjIMA
OH CAABH AOMeTe Hallle yMeTHHYKe MY3HKe § AOMEeHy My3HYKOT CTBAPAAAIITBA, AAU
U UHTepIpeTanuje: Npsu je mocsehen kommosunuju Talea Konzertstiick 3a Buoanny
U TYAQUKH OPKeCTap HeroBOT KOAeTe M CABPEMEHHKA, CPIICKOT KOMITO3UTOpa 30paHa
Epuha (1950) (Trajkovi¢ 1989), a Apyru Beorpasckim My3udKiM CBEYaHOCTHMR,
HajcTapyjeM U HajsHaYajHHjeM pecTuBaAy yMeTHHUKe My3uke y Beorpaay u Cpbuju
(Trajkovi¢ 2008b).

Y npBom wAaanky, TpajkoBuh m3paxkaBa CBOje 3aA0BOACTBO 300r TOra WITO je
»ayo Hosy, u Aobpy mysuxy: Konzertstiick 3a suoruny u iygauku opkecitiap cBora
cyrpabanuna u koaere 3opana Epuha“ (Trajkovi¢ 1989: 33).* Hakon npemujepe Ha
20. BEMYC-y, TpajkoBuh usjaBayje Aa je CHEIMAaK KOMIIO3HIIHje CAyIIA0 'HeOpojeHo
myTa':

U, cBaku myT mcTo: Beh IOCAe HEKOAMKO TAKTOBA AELIABAAO Ce€ OHO INTO Ce U
HHaye poraha rOTOBO TPeHYTHO KaAd je ped O pasoj, ayleHiliu4HOj U BPXYHCKO]
My3ulyu, Clapoj UAU HOB0j: CHAXKAH AOXKHBAA] M MaTUIHO xunsorumryhe A€jCTBO He
OCTaB»ajy HH TPYHKE CyMIbe Y BEAUKY BPEAHOCT Aeaa (Aa... cMarpam — Tpaso ce
AGAO TIperio3Haje oA IpBe; [ ... ] 3a mpocyhuBarwe 1 Barame HHje MOTpeOHA HUKAKBA
»HUCTOPHjCKA AMICTAHIA“ — OCTABHMO je OHMMA KOjH, A2 OU AOHEAH CYA O A€AY, Hajpe
Tpeba Aa BUAE Ha KAKAB je IIPUjeM OA CTpaHe ITyOANKe OHO HAKIIAO HAM UMajy TOTpeby
AR ce, y KMBOTY, 6aBe aparbkupatbeM Tor pujema (ucro: 33-34).

Vreme umetnosti ce AOWICTa HAaAa3W HA CIIMCKY AMTEpaType 3a CTYAEHTE 3aBPIIHMX
TOAMHA MY3HKOAOTHje, I jOII ¥ HEKHMX APYTMX OOpa3sOBHO-HACTABMX MpOduAa
cryaeHara Mysuuke akapemuje y Beorpaay, asu 1y, usmely jeaHor ApopHa, jeaHor
Aaaxayca (Dahlhaus) u ToAMKUX APYTHX — TO je caMo joll jeAHO TAGAMIITe BHUIIe —
raepuire ,cy6jexruBHO” — pasyme ce! AkapeMcka ckernca he, y uMe ,HaydgHOTr roraepa
Ha CBEeT OAyCTaTH OA OGHAO KAKBOT BPEAHOBAba 1 ,He-Adj-Boske”/ !/ HayuHe moAeMrike,
a Kap je ped O KAHOHM30BAHMM ObjalliberlMa KOHKPETHHX II0jaBa, Kapad je ped o
,0apPOKHOj MOHOAMjH Ha IIPUMEP — IIOjMY 3a KOju je TOCTYIIKH MaeCTPaAHO AOKA3a0
Aa mpeacTaBaa contradictio in adiecto, ma... ,6e3 peun” u ,ca cmemkom® Apxkahemo
Ce TIpOBepeHUX CBETCKHX ayTOPUTeTa — PeluMo, jeaHor Bykoduepa (Bukofzer) u
IEroBHX TOTACAQ Ha MPUPOAY Mysuuke Penecance u mysuuxor 6apoxa (Tpajkosuh
20016: 167).
40 Kommosunmjy je mpemujepHo usseo Beorpaacku rypauxu opkectap , Aymas Cxkospan® y oksupy 20.
BEMYC-a, 18. oxrobpa 1988. y 3aayx6unu Manje M. Koaapria, mop aupurentckom masumjom Llejmca
Llapa (James Judd), a coAMCTHNKY A€OHHITY MHTEPTIPETHPAO je BHOAMHKCTA ArekcanAap [Taaosuh.
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TpajkoBuh moroM mcTnye oHe opauke EpmheBe maprurype Koje cy Ha mera
OCTaBHAE II0CEOHO jaK YTUCAK, KAO IITO Cy XapPMOHCKU CKAOTIOBH OAVICKH [e3y, HAK
onH koju noacehajy Ha xapmoncka pemema Oausjea Mecujana (Olivier Messiaen),
aau u Tpajkosuhesor nmpogecopa Bacuauja Moxpamna.*' Tpajkosuha osymeBsasa
oacex Cantabile delicatamente, ,ia TUIICKY jazz-rock XapMOHHIIM 1 MEAOAUj U Pa3BHjeHa
macakasa“ Te ra ymopebyje ca ,MohHMM AyruMm paxoM oacexa Lever du jour us
PaBeaoBor Aagnuca u Xaoje” — op TpajkoBuha je T0, cBakako, OrpoOMaH KOMIIAUMEHT!
Y 0BOM OA€AKY KOMITO3ULMjE OH IMPOHAAA3H U ,HEMITO UTAAMJAHCKH TOMAO” (McTO:
34), nopeaehu ra ca armocdpepom puamona Amapkopg Peaepuxa Oeanrnja (Federi-
co Fellini, Amarcord, 1973) u Cmpiti y Beneyuju Ayxuna Buckontuja (Luchino Vis-
conti, Morte a Venezia, 1971).” Tpajkosuh cMarpa pa Epuhesa komnosunuja, ocum
yHAMEePHO GAHAAHOT U TeBTOHCKY TPAIIABOT, Ay0OKO HPOHUYHOT HACAOBA" HU Ha KOjU
(Apyrn) HaunH He pedepupa Ha ,repMaHCKO My3Huko Hacaehe', Beh y woj mponasasu
»CTBAPAAAUKH OPUTMHAAHO M CAAPKHMHCKM TPAHCIIOHOBAHO® pedepupame Ha
yPacleBaHu UTaAujaHcKu MeauTepan', ppaHIfycKy MysuKy ¢ modeTka XX BeKa U 11e3-
pok upnome ,Hosor cBera c oHy cTpany AtaanTtuxa“ (1ucro).

3a Tpajkosuhes aoxuBaaj EpuheBe xoMmosunuje moceOHO je 3HauajHa HO84
{lOHAAHOCITL OAMYEHA Y 'ayTEHTHYHMM KaAeHIlaMa' ,4Hja je IPOBEHHjeHIMja OIeT
u3 jazz-rock BoxabyAapa, aAH, AAKAKO, OIIeT OPUTMHAAHO IIOCPEAOBAHA Ay TOPOBHM
Hauurom (ucto). IlojaBy THX KaAeHUW y LEHTPAAHOM, 'CTPaBHHCKHMjaHCKH
MOTOPHUYHOM' 0ACeKy AeAa TpajkoBuh caraepaBa He Kao HEKaKaB AYT  HEOKAACHLIU3MY,
Beh moHOBO Kao meuar Mysuxe nmorexae 13 'Hosor cBera’ — cBakako umajyhu y Buay
aMepI/I‘IKI/I MHUHHMAAHU3aM, HAN Hpe ITOCTMHUHHMAaAN3aM:

U eTo Tporieca KOjH ,CTOJH; €TO CTatba i MAKpOPOPMaAHe OpTaHH3AIHje IITO HX, AO
HCKYCTBa PEAYKITMOHHUCTHIKN Ppasyl)eHuX MUpOKUX BPeMEHCKUX MOTe3a, eBPOTICKa
MY3HUKa TPAAHIHja HHje TTo3HaBaAd. M TO je MOAEPHO, HAHM ITOCTMOAEPHO MOAEPHO,
y Epuhesom peay [...]. To je popma mMopepHe enmzoaryHe (CMEMO AU AQ KQXKeMO
M ,AeKOpaTHBHe") Hapaiyje, a He 3acBobeHe excriosuuumje u Apame [..]. Lleauna
MOCpeAOBaHA PUTMHYKUM HH3ameM 6e36POjHOr MAIIMHCKU MPABHAHOT MHOIITBA

41 ,[IIecra] cTpanuIa MAHYCKPHUIIIITa HMa 32 pedepeHILy, He MOXKAA AUPEKTHO MeCHjaHOBCKY IyAHY
XapMOHHKY; HheHa je MeTaTeKcTyaAHa pedepenna, mpe he 6uTH, Ta MCTa MeCHjaHOBCKA XapMOHHKA
OHAKO Kao IIITO je AATa Y jeAHOM OA IIPBHX jyTOCAOBEHCKHX ITIOCTMOACPHHX My3HYKUX AeAd, y Ogjeyuma,
CBHTH 32 KAQBHP coro Bacnanja Moxpama, u3 1973. roaune (Oaenax X; Adagio, crp. 13. mrammanor
nspama YKC us 1977. godine)“ (Trajkovi¢ 1989: 34).

42 Tpajkosuh IIpaBy 3aHUMAKBY AHAAOTH]Y Ca CIleHOM y BuckoHTHjeBOM QHAMY y KOjoj MaAK aHCAMOA
u3BoAM KaHIoHy ApManaa Imaa (Armando Gil) ,Chi Con Le Donne Vuole Aver Fortuna®, mto memy
3BY4H ,Ka0 requein BEAUKOj eroneju TeBToHcku cxsahene mysuuke ymerHocru” (Trajkovié 1989: 34).
OsBo nopeheme Huje HUMaAO cAydajHO, HMajyhu y BuAy cappikaj GHAMa KOjU IIPEACTABAA AAANTALIHY
ucroumere Hosese Tomaca Mana (Thomas Mann, Der Tod in Venedig, 1912). INporaronucra puama,
ayCTPHjCKU aBaHTapAHU KOMIIO3UTOp (y POMaHY je HeroBO 3aHMMalbe [HCAl]), TIPUKA3aH' je My3uKoM
T'ycraBa Maaepa (Gustav Mahler), koja 3a Tpajkosrha eBUAHTHO NpeACTaBaa Ty 'Ha CMPT ocyheny’,
AEKAAEHTHY 'TeBTOHCKY' My3HMYKy TPAAMIMjy Koja OMBa 3acemeHa TIPOGAHOM' M KHBOTHOM My3HKOM
jyra Uraanje.
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npedabpHKOBAHUX MOAYAA-MOAEAR: €TO MOAEPHe IoeTHKe trame sonore [$p. '3Byune
saBece' — mpuM. J. J. B. ] maoxa [...]; eTo Heuera y xopeHy Apyradmjer op KAaCHYHOT
OCTHHATa; eTO HOBOT 6OrarcTsa y HoBoM cupomamtsy (ucro: 34-35).

3anuMsuBa je u TpajkoBuheBa KOHCTaTanuja O 'MOAEPHO IOCTMOAEPHOM'
kapaxrepy EpuheBor aeaa, koja oBAe mompuMa adUpPMATHBHO 3HAUEHE: Hjep TO HHje
My3HKa 3a Kpaj oBor, Beh 3a mouerax caepeher Bexa“ (ucro: 34). ToBopehu o Tome
IITa, IO HEroBOM MHILbewy, uspaxasa Epuhesa mysuxa, Tpajkosuh cMaTpa pa y
kommnosutmju Talea Konzertstiick Hema Hu Tpara o, 'ayCTpO-HeMauKe IPOrPaMHOCTH
Beh je peu o Heuemy Apyrom: mosuBajyhm ce Ha CBOT HeKapammer mpodecopa
Baapgumupa Janxeaesuya (Vladimir Jankélévitch), umju ommmenu xommosutopu
Pumcku-Kopcakos (Huxonait A. PHMCKHﬁ—KopcaKOB), Pasea, Aebucu ,Hucy 6uan
HUKAKBH IIPOrPAMCKH KOMIIO3UTOPH KOjU OU Ce TPYAHAM A2 OA My3HKe HauKHe 'je3HK'
- Beh o6jexTHBUCTIYKY peaAncTH Y CAyxOH 'Ge3ocehajuor' roBopa 'cTBapu mo cebu',
Tpajkosuh je yBeper pa ce sHauere Epuhese xommosuimje oTkpuBa Ha HCTOM Tpary:

Y Konzertstiick-y npero3HajeMo Ka0 OCHOBHH KBAAHTET A€AA AMYAH U OPHUIMHAAAH,
CTBAPAAAUKH YOEASHB ¥ jEAMHCTBEHO HOB HAYMH KOjUM ce ayTop obpaha
MeTATeKCTyaAHHM pedepeHIjamMa Koje He uTHpa Beh X Bapupa, MyTHpa, KAOHHpA
u XHOpUAU3yje. AeAO, 32 HAC, OAMIIIE BEAMKOM YHCTOTOM AUYHOT CTHAQ AAH, Y HeMy
IPOHAAAZMMO M HEIITO APYTO, HAMa MOKAA HE Mambe, AParo |...]: 0Ba yp6aHa Mysnka
OAMIIe CHELUPUIHIM AYXOM IPapd y KOjeM je HacTaAa; TO je My3HKa 6eorpasckor
KOCMOIIOAMTH3MA — He HY)XHO eBPOIOLEHTPUIHOT; [...] Tpaaa Koju je, y3 Armmy
CBAaKaKO, jeAMHA IIpaBa KOCMOIIOAMTCKA MeTpomnoaa Ha Baakany (ucro: 35-36).

Hako Tpajkosuh mpusHaje Aa Cy y TeKCTy M3HeTa HEroBa AHMYHA CXBATAmHA),
eBHAEHTHO je Aa OH 'mpunucyje’ EpuheBoj koMosunuju oHe KBaAuTeTe KOje U caM
BHCOKO IIeHH — a Koje, 6e3 cymme, Talea Konzertstiick 1 capp>xut — aAd, MOXAQ, H y3
HeKe Apyre HEBOe 3HaYera Koje Tpajkosuh He momume y cBojoj aHaansu.”

Tlocaeparmr TekCT Koju oBAe pasmarpaMm jecte TpajkosuheB KpaTku HpHAOT
urTaMiaH y keusu Bemus memorabilia 1969-2008, xojy je mpupeauaa merosa

43  Mapuja Machuxoca cvmarpa komnosunujy Talea Konzertstiick 3a ,perpeseHTaTUBHO OCTBaperse
My3HYKOT OCTMOAepHI3MA y CpOuju” — 10 HeHOM MHIILbEIY, TO je jeAHa 0A KOMITO3HIIHja Koje Cy
CHarom m3pasa u caoxxenomhy cBoje moeruke obeaexxnae kpaj XX Bexa y CPIICKOj My3HIjH. AyTOpKa,
usmel)y ocrasor, ucTHde Kao 3HAYAjHY TEKCTYaAHy PasAMKy u3Melyy KmydHHX peroBa popme: ,jacHa
cermeHTanuja $popMe KOMIIO3UIHje ¥ CAAEjCTBY Ca TEKCTYaAHOM XereporeHomhy meHHX oaceKxa,
IIPOM3BOAM YTHCAK KAPAKTEPHCTHYHO NOCTMOAEPHe, 'Telke, KoaaxkHe neante’ [ ...]. [ToctMopepHOj
AOTHIM pparMeHTaIyje i AUCKOHTHHYHTETA MOAAETAE CY YaK M KOHI[EPTAHTHE COAMCTHYKE KAAEHIle
[...]. TIocTMOAEpHUCTHMKH 'HOBM POMAHTH3aM' M MUHHMAAMCTHUKH AMCKYPC He KOET3HCTHpAjy
— CYNPOTCTAaBAEHH Cy jEAQH APYroMe y pasamduTuM cermMeHtHMa Qopme. HeBupmusy aumamjy
KOHTHHYHTeTa KOja IoBe3dyje oBe MelyycobHO pasamdure auckypce, obesbehyje camo ammensumja
HMHAMBHAYAAHO TIpOHal)eHOr My3HUKOT je3HKa KOjU IPUITAAA IIUPOKOM IIOAY 'CaBpeMeHe TOHAAHOCTH .
Jeaurn moxymaj momuperma ABajy XeTepOTeHHX ANMCKypca je ckpahena pempusa oacexka A yIL
Masnikosa 2010: 247-248.
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AyTOTOAMIIA TpHjaTesuia, Mysukoaor Hepa DBebaep, mosopoM uerppecere
ropumsbune Beorpasckux mysmaxux csedanoctu — BEMYC-a (Trajkovi¢ 2008b).
ITosBan Aa u3Hece AMYHE UMIpPeCHje O 3HaYajy TOT $pecTHBAAA YMETHHYKEe MY3HUKe,
Ha KOMe Cy IpeMHUjepHO H3BEeAeHa HeKa OA HeroBUX HajsHadajHUjHX OCTBapema
(usmeby ocraamx, KoHuepr 3a xaasup u opkecrap y Be-aypy, Aok cy Ilei iiecama
Citiegarna Marapmea yjeaHo 6uae u mopyubuHa BEMYC-a, y Bepsuju 3a raac u
opkecrap),* Tpajkosuh je MOHOBMO CBOje paHHje M3HETe CTaBOBE, MOTBPAUBIIH
cBOje ecTeTcke mpedepennuje. Hajnpe, on He mpomyniTa IPUAUKY A CKpeHe MaXIby
Ha 3aIIOCTABAEHOCT YMETHOCTH KOMIIO3ULUje Y CPIICKOj jaBHOCTH (KOja je y ceHuu
YMETHOCTH My3WdKe HMHTEpIIpeTaluje) M HCTH4e HEONXOAHOCT 'OpraHM30BaHe
nporaraHae' Koja 6u AOIpHHeAa A ce MyOAMKA ¥ 3eMAU U Y MHOCTPAHCTBY BHIIE
YIO3HA C 'KBAAHUTETHHUM CaBPEMEHHM KOMIIO3UTOPCKMM CTBApPAAAIITBOM', KOjer y
Cp6uju, mpemMa BeroBOM MHUIILAEHY, UMA ,CPA3MEPHO BHIIE U YCIIENIHUjeT Hero MITO
je TO AQHAC CAydaj IPAKTHYHO y CBUM eBpONCcKuM 3eMmaMma“ (ucto: S8). Tpajkosuh
je — He 6e3 pa3Aora — pa3oyapaH AOIIOM IIPOMOLIMjOM CaMOT $pecTHBaAa y AooMahum
MeAMjHMa, Kao 1 u30cTaHKoM maacMana BEMYC-a y mHOCTpaHCTBY, Te alleAyje Ha TO
Ad Ce YAOXKH HOBAI] ¥ Te aKTMBHOCTH HAYIITPO CKYIHX U YMETHHUYKH IPOMAIIEHHX
'YMETHHMUKHUX IpOjeKara KaKBH Cy HEPeTKO KPaCHAM M3Aama Tor pectuBara. Kapa
je peu o weroBoM u3bopy 'HesabopasHux' BEMYC-a, Tj. mojeAMHNX KOHIIEPTHHUX
IporpaMa 1 MHTepIIpeTalyja, HeMa HUKAKBUX M3HeHalema: moues op Aebucujesor
Mopa n PaBeaose Moje majke iycke Ha mpsoM BEMYC-y, 1969. roaune,* xacHujux
usBobema Aebucujese mysuke,* Exioie Ayamuae Opajt, kojy Hasusa ,[j]earom oa
HajAyOAUX My3HKa Y YUTABOj CPIICKOj yMeTHHUKOj Mysuuu',” Kruie 3a opkeciiap
Butoaaa Ayrocaasckor (Witold Lutostawski),* npexo pecurasa conpana Oausepe
Mumaxosuh u nujanucre Xeamyra Aojua (Helmut Deutsch) ¢ nporpamom ayTopa
xao mTo cy Muaoje Muaojesuh, Tabpujea ®ope (Gabriel Fauré), M. ae ®ama, X.
Poapuro (Joaquin Rodrigo), X. Typusa (Joaquin Turina),* e koHLepata c My3nkom

44  Bume o Tome Bupetn y: Medi¢ & Jankovi¢-Begu$ 2016: 317-329, moce6bno 318-320. u 323-325.
Buperu takohe Apxusy Beorpapckux Mysuukux cBedanocty, https://www.bemus.rs/sr/arhiva-bemus.
html.

4S  Tlpsu BEMYC, 13. oxrobap 1969, 20.30, Koaapue mapopuu ynusepsuter: CumpoHHjcKM
opkecrap XOAaHACKOT papHja, AupurenT Pobepro Bennu — Pasea, Moja majka iycka, Aebucu, Mope.
(ucro).

46 Ilecru BEMYC, 17. oxrobap 1974, 20.00, Koaapues Hapoaxu yuusepsuret: Kamepuu opkecrap
JKan ®pancoa Iajapa — Aebucu: leciti aninuuxux eiiuipaga (ucto).

47  Ocmu BEMYC, 16. oxrobap 1976,20.00, Koaapues napopnu yuusepsurer: Beorpapcku kamepHu
opxecrap, aupurent ITasae Aemmnan — Ayamuaa Opajr, Exaoia (ucro).

48 Jepamaectu BEMYC, 11. oxrobap 1979, 20.00, Koaapues Hapopnu yuusepaurer: CuMPpOHHjCKH
opkecrap Kpaxoscke ¢puaxapmonnje ,Kapoa ITumanoscku’, aupurent Bojhex Muxmescku: Buroap
Ayrocaascku, Kwuia 3a opkecitiap (ucro).

49 Yerpmaecru BEMYC, 13. oxrobap 1982, 20.00, Koaapues mapopun yuusepsurer: Oansepa
Mumwaxosuh, conpan u Xeamyr Aoju, kaasup — Boap-Pepapu, Pope, Bapanosuh, Munojesuh, Ae
Dama, Poppuro, Basseppe, Typuna. ,BpxyHcko Mysuipuparme 1 Iporpam Koji Hije cacraBseH op Beh
oTpuanux 'eseprpuna“ (1cro).
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CreBana Mokxkpamia,*® Asexcanppa O6paposuha,® Ilocsehersa iiporeha Hropa
Crpasunckor (Urops Crpasunckuit),” KamepHHX omepa Ayilikapcko ilo3opuuiitie
majcinopa Ilegpa Manyeaa e ®ane®® nu Hapyuc u Exo Tpajkosuhese crypaeHTKHIBE
Ame Hophesuh,** pecutasra Buoronyeancrkume Kcenuje Jankosuh u nujaHucTkume
3uake Asenxayc (Silke Avenhaus) Ha 4mjem ce mporpamy HamAO 3aIOCTaBAEHO a
,IOTEHIIHjAAHO AaHTOAOTHjCKO AEAO CPIICKE, 1A M CBETCKE AUTEPaType 32 BUOAOHYEAO
1 kaaBup, Munojesuhesa Aeienga o Jegumuju (1915)% u nanokon, IToeme excitiase
Ckpjabuna (Aaexcanpap H. Ckpsabun),*® 1y cy npakruano csu Tpajkosuhesu

S0 Asapecer apyru BEMYC, 1S. okro6ap 1990, 20.00, Koaapues Hapopuu yausepaureT: Xop Papno
teaeBusmje Beorpaa, aupurent Baapumup Kpamuesuh — Cresan Mokpawary, Mysuka 3a 6oiocayxnetoa
y gane Citipacte cegmuye. ,TIpBu 3aucra mpodeCHOHAAHHM CPIICKH KOMIIO3UTOP HOBHjHX BPEMeHa H, 10
MHIILbEEsY 3aUCTA BeP3UPAHUX MTO3HABAAALA — jouu ysex 1 Hajbosu. To je crora ImMTO HUKO HHje yCIIeo
A4 Ca ,TaKO MAAO HOTA" M3PA3H CBY AOOPOTY, CBY ACIIOTY U CBY IAEMEHHTOCT — QAU U CBY II0OCEOHOCT
U OPUTMHAAHOCT HA My3HUKOM IIOAY — CBOjCTBEHY CPIICKOj HAIMHOHAAHO] BepH — xpuimhanckom
IpaBOCAaBsy. TO IITO je TAKO TEIIKO AYAMMA BaH OAAKAHCKHX IeONOETCKHX AYXOBHUX KOOPAHMHATA
AQ HEroBO IIMCMO He AOXHBE TeK KA0 AaHAXPOHHYHO BeXDame M3 3aMaAHOEBPOICKOT XapMOHCKOT
4eTBOpoOraaca — oceba je u e masu mpobaem” (UcTo).

51 Asapecer meru BEMYC, 17. oxrobap 1993, 20.00, 3aayx6una Maunje M. Kosapria: Beorpapcku
ryaauxu opkecrap ,Ayman Cxospan‘, pupurent Aaexcaupap ITasaosuh, Mcrpa Ileusapu, kaaBup —
Anexcanpap O6pasosuh, Mysuka 3a krasup u fygase (1cTo).

52 Asapecer aesern BEMYC, 3. oxrobap 1997, 20.00, Casa nenrap: OpaHiyckn HarlMOHaAHH
opkectap, aupureHT Illapa Aurya, Mumea Aaabepro, xaasup — Aebucu, Mara ceuitia, Ilyman,
Kaasupcku xonuept, Crpasuncku, ITocseherse iiposeha (ucro).

53 Asapecer aesert BEMYC, 15. oxrobap 1997, 21.30, Buockon ,REX“: ®ectuascku aHcamba,
aupurent ITpemua ITerpouh, coancru Karapuna Josanosuh, Pagmuao ITerposuh, Cphan Hophesuh
— Manyea pe ®ama, Ayiixapcko nosopuiiie majciiopa Ilegpa, apananmja u pexxuja Bojana Isejuh.
»Maaan, cacBum Maapu (HeKu jom yBek 6eOrPaACKH CTYAGHTH) CaBplIEHH M3BOHaum MOXAa
HAjOPUTHHAAHKjE U Haj3aHMMAKBHje Ollepe CBUX BpeMeHA, d peMeK-AeAd MY3HIKO-CIIeHCKe YMETHOCTH
ABapeceTor Bexa — curypHo. Kpuruxka je mpomynaaa’ mosurusHe kputrke (Aa ce Bampa 'He 3aneru’ y
IOXBaAaMa, M A2 6H Ce OTIIOIITOBAO HATPHjapXaAHO-4apIIUjcky (He)pea KOjU HaAaKe AQ ce TIOXBAAe —
OIleT AO3HPAHO', pasyMe ce, KaAa je ped o gomahum yMEeTHUIMMA — HAMEHE CaMO ,[IPOBEPEHUM "y IIITO
3HA4M peHOMUpaHUM H3Bohaunma). Huje HU HoMUIISAAR HA TO AQ je CyoueHa ca HedHM IITO je Tpe6aro
O3HAYMTH KA0 HCTOPHjCKM TPEHYTAK CPIICKe MY3HMYKO-CIIeHCKe YMETHOCTH, KAO MOAYXBAT KAaKaB Ce
OA BpeMeHa IIe3AeCeTHX TOAUHA ABAAECETOTr BeKa, KaAA je CPIICKY My3HUKY CIieHYy yCMepaBao BEAUKH
Ocxkap Aanon, e mamtu. Huje mpumeheno aa je 0Bo u3Boherme MMaAO MKAKBOT yTHIIja HA YIMAAO
CTame AyXOBa KOje Baaaa y Beorpaackoj onepu (oHoj Ha 6eorpaackom Tpry permy6anke) (ucro).

5S4 Tpupecer uyerspru BEMYC, 10. okrobap 2002, 20.00 BUTE® Tearap: Ancamba APTE,
aupureHT IIpemua ITerposuh, coancru Pasmuao Ilerposuh, Ama Hophesuh, Anera Mauh, FBana
Amvurpujesnh — Ama Hophesuh, Hapyuc u Exo, xamepHa omepa, pexuja Asuca Crojanosuh.
»OPUIHHAAHA M HHCIIMPHCAHA CaBpeMeHa onepa cprickor ayropa (Ame Fophesuh)“ (ucro).

5SS Tpupecer gerspru BEMYC, 9. oxro6ap 2002, 20.00, 3apayx6ura Mauje M. Koaapra: Kcennja
Jankosuh, BuoroHueso u 3uake Asenxays, kaaBup — Muaojesuh, Aeienga o Jepumuju. ,VisBpcra o6a
Mysudapa y Ayy! Ha mporpamy moTeHIjmjaAHO aHTOAOTHJCKO AEAO CPIICKe, T1a K CBETCKE AMTepaType 3a
BHOAOHYEAO U KAaBHP, Muaojesuhesa Aeienga o Jegumuju (1915). 3amro 0Bo AeA0 ynopHO 3a06maase
cBu cpricku yeancty (usyses Kcennje Jankosuh)? Yemy cayxu Yeao pect?” (ucro).

56 Tpupecer mectu BEMYC, 16. oxro6ap 2004, 20.00, 3aay>x6uma Mauje M. Koaapia: Beorpapcka
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OMIbEHH CTBAPAOLM — HeroB ANYHY 'TIaHTeOH', y KOMe Cy CBOje MeCTO PaBHOIIPABHO
3ayseAu U opabpanu cprcku xommosuropu. CeM TOra, MOXKe AQ Ce IPUMETH Ad
Tpajkosuh He 3a60paBsa AQ MCTAKHE M AOIIPUHOC CPIICKHMX My3HYKHMX yMETHHKA
Pa3AMYMTUX TeHepalyja, KOju Cy CBOJUM HHTepIIpeTaljdjaMa AOIPHUHEAM TOMe
A2 opabpaHa AeAa CBETCKUX, aAM HApPOYUTO CPICKMX KommosuTopa (Moxkpamia,
Munojesuha, ®pajrose, O6pasosuha, Hophesuhese) A06Hjy apekBaTHY 3By4HY
peaansanujy Ha HamreM HajBeheM My3HYKOM pecTHBaAy U Aa He OCTaHY CaKpHBeHa
0A 'pedepeHayMa jaBHOCTH .

kKK

AHAAM3UPAaHHU TEKCTOBM, HACTAAU Y IIHMPOKOM BPEMEHCKOM AHjalla3OHY, jacCHO
nokasyjy Aa ce Tpajkosuh cBecppHO 3ararao 3a yHampeheme mosoxaja cpricke
YMeTHHYKE My3HKe, KAaKO Y HaIJMOHAAHIM, TAKO U Y UHTE€PHAIIMOHAAHUM OKBUPUMA. Y
TOM IIOTA€AY, BOXKHO je Her0BO HHCHCTHPAHhe Ha TOME Ad jé YMETHUYKO CTBAPAAANITBO
'MOCA0 IMOjeAUHINA’, AAML U AQ je TO 'KOAEKTHBHO A00pO', Koje omoryhasa Hampeaak
ApYyIITBa M adpHpPMAIIKjy HalluOHAAHE KyAType. Ca XasemeM MOTyY Ad KOHCTATYjeM Ad
IHsdeBH KojuMa je TpajrkoBuh Texxno HUCY joIn yBeK AOCETHYTH, Te Ad CPIICKA jaBHOCT
TeK Tpeba Ha IPABU HAYMH AA CATAEAQ AOMETe CBOje My3HIKe YMETHOCTH H HayKe.
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MusiC-THEORETICAL WRITINGS OF VLASTIMIR TRAJKOVIC AS A REFLECTION OF
His ADVOCATING FOR A NEW RECOGNITION OF SERBIAN ART MUSIC

(SuMMARY)

In this paper I analyse selected articles by the composer and academician Vlastimir
Trajkovi¢ (1947-2017), published in various collective monographs and journals
over the period of nearly three decades (1982-2008). These writings emphasise
Trajkovi¢’s constant urging for a fairer (from his point of view) evaluation of Ser-
bian art music in a wider, European and global context, but also within the state
/ national frameworks. Trajkovi¢ aimed to prove that Serbian art music, as well as
writings on music, would have enjoyed a wider recognition, had certain of their top
achievements not been left forgotten and unpublished, and thus unavailable to po-
tential researchers and performers. Already in his earliest published texts (1982) he
pleaded for the improvement of music scores publishing in the country, as well as
for the targeted promotion of Serbian art music repertoire, and this remained a con-
stant in many of his subsequent articles. Moreover, he insisted on the proximity of
the Belgrade “cultural climate’ in the interwar period with the artistic and scholarly
tendencies in France and its ’zones of influence’ in the same period. Consequently,
Trajkovi¢ particularly insists on the new evaluation of the opuses of the composers
and musicologists Miloje Milojevi¢ (1884-1946) and Dragutin Gostuski (1923
1998) — whom he saw as those creative and intellectual individuals who had fallen
victims to the ’historical injustice’ and whose (re)positioning within the Serbian
music culture would increase the relevance of that same culture both in the national
and international contexts. In doing so, Trajkovi¢ established a very interesting and
meaningful comparison between the endeavors of Miloje Milojevi¢ and his Spanish
contemporary and ‘kindred spirit’ Manuel de Falla (1876-1946), because they both
devoted significant parts of their respective careers to the ‘cultural’ and ‘music-edu-
cational’ activities. On several occasions, Trajkovi¢ stressed out the importance of
individual creation as a motor of collective advancement of a national culture, and
he highlighted several peak achievements of Serbian art music, pleading for their
more frequent performances and a greater recognition.

Keyworbps: Miloje Milojevi¢, Dragutin Gostuski, Impressionism, Claude Debussy, Manuel
de Falla, reduction, antiromanticism.
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ABSTRACT
The paper deals with the so-called patriarchal — Constantinople ifos in the recent
church-singing tradition. Different aspects of this phenomenon are presented,
about which numerous stereotypical attitudes have been expressed in different
kind of narratives. In considering the phenomenon of ifos in this study, we started
from the fact that it was at the center of a dispute between the reformers of the
late Byzantine Neum notation - the so-called the “old method” and the conser-
vative among Constantinople’s renowned singers, who did not accept the “new
method” without resistance. It was also stated that the patriarchal ifos by inertia
and not always justifiably attributed to the singers who were active in the Church
of St. George on Fanar. Also, arguments were presented in favor of a critical re-
view of contemporary discourses in which the ideologized belief is repeated that
the Constantinople throne is the guarantee of any kind of saint church tradition,
and thus the patristic Orthodox church music.
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AIICTPAKT

Y ¢oxycy paaa je T3B. dlatiipujapuiujcku — KOHCIUAHIUHOTLObCKYU UPOC Y HOBHjO]
TPAaAULIUjH jEeAMHCKOT Tojama. IIpeAcTaBmyeHM Cy pasAMYUTH aCIeKTH OBOT
deHOMEHA y Be3U C KOJUM CY Y Pa3AMYMTHUM BPCTaMa HAPATHBA U3HETH OpOjHU
CTePeOTHUIIHH CTABOBHU. Y pasMaTpamy GpeHOMeHa upoc y 0BOj CTYAHjH, IOIIAO Ce
O UHEbEHHIT je OH 01O y cpxu criopa usMel)y pedpopmaropa KacHOBU3AHTHjCKe
HOTaljje, T3B. ,CTApOr MeTOAQ, M KOH3epBaTHBallA Mel)y peHOMHpaHUM
KOHCTAHTUHOIIOACKUM IIOjIjMA, KOjH ,HOBM MeTOA® HUCY MpPHXBATHAU 0e3
ornopa. KoHcTaToBaHoO je 1 Aa ce MaTpujapIIMjcku HOC 110 HHEPIHjU U He yBeK
oIpaBAaHo npumrcuBao nojuuMa y Lipksu Ceeror [eopruja na Panapy. Ykasano
jé ¥ Ha apryMeHTe y IPUAOT KPUTHYKOM OCBPTY Ha CaBpeMeHe AUCKypce O udocy
Y KOjrMa Ce IOHaB/»a MAEOAOTU30BAHO YBEPEHE Ad j&é KOHCTAHTUHOIOACKH TPOH
FapaHT CBAaKOI OOAMKA OCBEINTAHOI IIPKBEHOTr IPeAAlba, CAMHM THM H OTauke
MIPABOCAABHE L[PKBEHE MY3HUKe.

KAy4YHE PEYM: IIPKBEHO IIOjambe, MATPHjapIIHjcKU HPOC, My3Hdka pedopMa, HeyMcKa
HOTaIMja, yCMEHO IIpeAare, MHTePIpeTalluja, MojayK: MaHHpP.

Topune 2014. HaBpumAa cy ce ABa Beka oA Kaaa je y Llapurpaackoj nmarpujapimuju
3BaHMYHO IIPH3HATa pedopMa HeyMCKe HOTaIiHje, 3a KOjy je, y I0jaykoj IpaKcH
Jeauncke npKBe M caBpeMeHOj My3HKOAOIIKOj HayLu, ommuTenpuxsaheH Hasus
»HOBH MeTOA Mysuke‘, JyOMAapHY IOAMHY LIAPUIPaACKU Tarpujapx Baproaomej
(BapBolopaiog) mocserno je HOCHOLMMa MysWuke pedopMe KOju Cy OUTHO
YHAIIPpEAVAM 1 YOP3aAH IIPOIleC yuera I[PKBEHOT II0jalba M CHCTEMATCKUM PAAOM
Ha TPaHCKpUIIIMjaMa 3alica ca ,CTApUM~ — KACHOBH3AHTHjCKMM Ha ,HOBO® —
AHAAMTHYHH]je HEYMCKO IIHCMO 00e30eArAM 32 60r0CAyKOeHy IIPAKCy CBY HEOTIXOAHY
My3uuKy auteparypy. IloraaBap Ilapurpapcke marpujapmmje ce y 3Hak cehama
Ha IpeKpeTHHMITy y PasBojy LjpkBeHe Icaamoauje ¢ moderka XIX Beka oraacmo
OKPY>KHOM ITIOCAQHHUI[OM. Y TIPEIIO3HATAHUBOM PETOPCKOM TOHY, ,1I0 CAOBY U Y AYXy
HAAMK MHOTHMM HeIOBHUM IIPETXOAHMITMMA Ha LAPUI'PAACKOM TPOHY, BapTosomej je
CBOje CAOIIIITelbe 3aII0¥e0 PEKABIIN Ad CY TBOPIH ,HOBOI METOAQ" AOIIPHHEAH Ad
»KOHCTaHTHHOMOACKA MajKa I[pKBa OCTaHe KOBYET Cllacema OTadyke IIPaBOCAABHe
IIpKBeHe My3HKe', Ad CY APEBHY IICAAMOAHUjy OHHU ,CAuyBaAH OA AyXa HOBOTAapHja
[...] xOju je MOrao A2 IPOMEHH HeH, TOCPEACTBOM OTalja LPKBe IIPEAATH UPoc”, Te
Ad je TIOMeHyTH ,0TauKku HPOC“ OHAj KOjH Ce BeKOBHMA OOAMKOBAO U IOTBphHHBAO
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IPUMEHOM U YHUPOpPMMCameM NPaKTUYHOT II0jalma Y ,0CBEIITaHHM IeBHHIjaMa
cBecsere marpujapummjcke Lpkse Cseror I'eopruja na Qanapy“?

IMaxxmHBU ¥ y MOjauke IPUANKE JEAUHCKe IPKBe HEAOBOMHO yIryheHu umTasary
MOrao 61 ce Ha OCHOBY IIPBOIIOMEHYTOT IJUTATA C IIPABOM YIIHTATH KAKO je TO ,HO8U
MeTOA" CadyBao KapakTep U CYLITHHY ,Cillapoi’ — TPAAULIMOHAAHOT HOTOCAYKOeHOT
TI0jarba U HHje A IIocpeAr contradictio in adjecto y maTpujapxoBoM rckasy? Yuraaary
KOjU O Pa3BOjy IPABOCAABHE I0jadke YMETHOCTH Yy II€AWHH, KaKO JeAMHa, Tako M
APYTHX HCTOBEPHHX HAPOAA MMa U3BECHO 3HAMe U IOjauko HCKYCTBO, MOrao 6u ce
YIIUTATH Y KOjeM Ce OA IIMPOKOT CIIEKTPA CBOjHX 3HAYEHHa [I0jaM UPoC® THUE II0jauKe
YMETHOCTH H Ha IITa Ce TAYHO OAHOCH Y 60raToM U pa3HOBPCHOM My3HYKOM HacAehy
npasocaaBHor Fcroka? Morao 6u IOCTaBUTH U ITUTAEE: AQ AH Ce 3aKCTa ,0TAYKU
(cBeTOmpeAAIbCKI) UPOC MOXKE CBECTH IPEBACXOAHO/HCKAYIMBO HA IOjambe M3
cabopuor xpama Llapurpascke marpujapmje, Ma KOAMKO Ta LJpKBa ¥ MCTOPHjCKO]
CBeCTHU CBUX ITPABOCAABHMX, A HE CaMO JeAMHa, 3ay3MMaAa BUCOKO MeCTO?

Hepoymurie y Be3au ¢ TUM Aa AU Cy TIPOMeHE Y HEYMCKOj HOTAIIHjH IPOY3pOKOBaAe
U IPOMEeHe y 3By4YHOM KOPIIyCy LpKBeHe IICAAMOAHUje paspellleHe Cy TeMesHUM
Hay4YHMM aHAAM3aMa, II0CeOHO OHMM KOje Cy TOKOM Apyre moAoBuHe XX Beka
CIIPOBEAM TIPYKH MY3MKOAO3M. Pe3yATaTM AEAATHOCTH KOHCTaHTHHOIIOACKHX
pedopmaTopa LpKBEHOT IOjaba M BPEAHOBaMhEe HIXOBUX 3aCAYTa, K0 M Y CBETCKO]
MY3HKOAOTHjH 33AyTO IPUCY THU AUCTIYT O (AUC)KOHTHHYHUTeTY usMel)y BusaHTHjCKe,
MOCTBU3AHTHjCKE M HOBHje I0jayke TPaAUIIMje NPaBOCAABHUX HAPOAA Ha IIMPOKO
cxBahenoM BaAxany, 6uAH Cy IIOCPEAHO MAM HEIIOCPEAHO BHIIE ITyTa TeMa KOjy y
COTICTBEHMM UCTPAKMBAYKMM 3aXBaTUMA HUCaM Moraa 3a06uhu (ITeno 2015, 2016).
Y 0Boj cryauju ocBpHyhy ce Ha HOBO y ,HOBOM METOAY, IITO je 3a mojie Beanxe
npxse ¢ noyerka XIX croaeha — 3acrymHuke ,crape mKOAe”, IPEACTABAAAO KAMEH
CIoTHIjamka y mpuxsaTamwy pedpopme. Kao mro he ce moxasary, jepaH, ako He U TAABHH
pasaor mTo cy y cpeaumity Lapurpapcke marpujapiiuje H3BeCHO BpeMe YIIOpeAo y
[eBHUILIAMa ITOjLIM MeBAAH II0 ,CTAPOM” U IO ,HOBOM“ HEYMCKOM CHCTeMy, OuAa je
norpeba Aa ce y paKcH MPOBEPH T3B. UP0C HaTleBa KOje Cy pepOpMATOPHU 3AMUCAAH
AHAAMTHYHHjOM HOTanujoM. Tymaueme capp»kaja OBOI BHIIECMMCAEHOT IPYKOT
nojMa 1 GpeHoOMeHa KOjU Ce y Be3H C IjPKBEHOII0jauKOM yMeTHoIhy mhiMe UMeHYje,
IPeACTaBAoa OKOCHHITY PaAQ.

kK

2 MetappdOuion exkhnotactikig Pulavivig povours https://enromiosini.gr (mpucrymmero 2. 9.
2021).

3 AaTunojaMm ce y rpuKOM je3UKy AOBOAU IIPEBACXOAHO Y Be3y C HAYMHOM Ha KOje Cy peur UAu ppase
OpraHM30BaHE yHyTap TEKCTyaAHe IleArHe Buer peaa. OBOM 3HaUeHY IIPUAPYKY]Y Ce U ApyTa: AMIHH/
0COOeHN HAYMH [MCAHOT MAM YCMEHOT M3PAKABAha, YMETHIYKU M3DPa3 y KEWKEBHOCTH HAM OHAO
KOjOj APYTOj YMETHOCTH, CTHA, AU M AYIIEBHO PACIOAOXKEHe YTHCHYTO y IIpTe AHIA. Y YOIIITeHOM
CMHCAY ugoc ce MOXe MPEBECTH Kao CHOMANIBH uraea, mpesentanuja (Teoyémovhog-Gutpdkng 807;
MrapmvidTng, 2002: 1861).


https://enromiosini.gr
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HoBo noraasme y MCTOpUjU MCTOYHOXPHUIINAHCKE MCAAMOAMje OTBOPEHO je y
ma"actupy Cseror Josana Ilperede ma Ilararwjy, y KorcranTunonmosy, xoju je
Ha xoHiy XVIII Beka 6HO CpeaMINTe HAIPEAHUX, IPOCBETHTEHCTBY E€BPOICKOT
Tuma mocBeheHNX AMYHOCTH U3 PepOBa ($aHAPHOTCKE XHjepapxuje U IPUKOr
jaBHOT M KyaTypHOr >xuBoTa.* Bopeha ¢urypa y mamacTupckom 6parctBy 6umo je
apxumanaput Koncrantun (Kwvotavtivog 1770-1859), HcTakHy TH MHTeAEKTyaAaL]
€BPOIICKOT KOBA, TUTOMAI] TEOAOIIKHUX yYuAMIITa U3 Jamuja u Kujesa, xoju je 180S.
XMPOTOHHCAH 3a CHHAjCKOT apxuenmckomna, a 1830. ropnHe yBeAeH C THTYAOM
narpujapxa y uapurpapcku TpoH (T(eSdxng 1990). KoncranTuHOBH 6AmCKH
CapaAHHUIIU C KOJUMA je AGAMO IPOCBETHTEACKE HACAAe OMAM CYy HOCHOLIM My3HUKe
pedopme: Xpucant Kapamaauc (Xpdoavbog Kapapalis),’ y nsBopuma nosHatuju
xao emmckon mpycujcku (ITpodons), Ipuropuje Jamaauc (Ipnydprog Tapadi),”
Xypwmysuje Teoprujy (Xovppovliog Tewpyiov) nan Teopruoc (Tewpytog).”

IloTOMOrHYT yTHLIQjHMM IIPKBEHUM BEAMKOAOCTOjHHIIUMA, XPHCAHT je
OA TPBOOUTHO CAHKIMOHHMCAHOT ,HATIPeAAKa’, KOKmEeHOr 3060r Tora mro je y
o0yuaBary yYeHHKA KOPHCTHO HETPAAMIIMOHAAHHM METOA, TOKOM ApYTe AelleHHje
XIX Bexa IOCTA0 AUAEP Y CIIPOBOI)ery HOBOT AUAAKTHYKOT TEOPHjCKO-IPAKTUIHOT
cucrema.® TTokpeTameM papa Iojadke IIKOAe, HAjIIpe y OKBUpPY MaHacTupa CseTor
ITpereue 1815. roanne (Pwpavod 1985: 10), motom u y oxupy came Ilarpujapmmuje,
y KojuMa Cy nopep XpHCaHTa, aHTAXOBAHOT 32 TEOPHjCKYy OOYKYy IOAA3HHKA, Y
IPaKTUYHOj HacTaBy 6uau u Ipuropuje, Tapa Beh aammapapuje y Beanxoj upxsu,’

4 Tlomenyru MaHactup je kpajem XVIII Bexa 610 ,My3ej u akapemuja yuernx KoHcranTHHOMOMAIIA,
Hmarpujapaxa, apxujepeja M APYIHMX KAMPHKA, MOAMTHYKHX IPBAKA, MHTEAEKTYaAdlld M ydHTera"
(Aprotéxdevs 1866: 6).

S Xpucanr je pohen 1770. Ha MapuTocy, y rpaay Ha ceBepHoj o6aau Eancrionpa. ¥ aureparypu ce
HABOAE PABAHYHTE TOAMHE HETOBOT yToKojera 1843, 1846, ma u 1849. (ITanaSomothov 1977% 334;
Aplotéxhevg 1 1866: 61).

6 Tpuropuje je pohen y Koncranrunonosy 1777. nau 1778. Hapumak AeBuT M3raepa Aa my je
HAKHAAHO TIPHUITHCAH ¥ TO 360T OIja Koju je 610 jepej — aesut (Aevitng), cxoano jesuxy Hosor aseta
(ManaSomothov 19772 329-331; Sxdbn, ,[pnydprog mpwroyddtng o Buldvtioc’,

http:// www.rel.gr/index.php?rpage=ByzantineMusic/mousourgoi&rpage2=grigoriosProt.ph
plpristupljeno 24. 3. 2021.]

7 Ocum ropuse u Mecra pohema — 1870. Ha Xaaxu — o XypMmysujy JaMaAuCy HHje HHIITA APYTO
TIO3HATO M3 TIePHOAA KOjU je NMPeTXOAMO HeroBOM aHTaKMaHy 3a IeBHHIIOM y Manacrupy CseTor
Josana Ilpereue, rae je ymosnao Xpucanra u I'puropuja. JKuseo je y Korcrantunomosy ao cmpru 1840.
ropute. Byayhu aa My je raasuu nosus npu Beankoj npksu 6uo nucapckw, ynamheH je kao apxusap
(xaprodmaaxc) (Aptotérhevs 1866: 62-63; TlanaSomohovdov 19772 331-332; Mmiddng 2004).

8 Xpucanr je 1814. ropMHe, 3ararameM MPAKAMjCKOI MHTporoauTa Meaertuja (pnrpomohitng
Hpaxdeiag Melétiog), xoju je Ha (DamHapy mMao moceGHe HHTepeHIje, GHO MO3BAH AQ IpPeA
CHHOAOM OTIpaBAQ METOAOAOTH]jY KOjy je YBeO y paay C IIOjIMMA MOYETHHIMMA. YBEPHUBIIU IIpKBeHe
AOCTOjaHCTBEHHKE AAd HHje YTPO3HO IIPErO3HATAUBOCT M ITOCTOjAHOCT TPAAHIMOHAAHHX MEAOAHM)a,
CTeKAO je HUXOBO IOBEpErbE, & CAMUM TUM A0OHO 1 MOryhHOCT Aa HacTaBu ¢ 6aBs>EHEM LIPKBEHOM
My3HKOM.

9 BanpeaHe mojauke CocOGHOCTH Koje Cy Kpacuae Ipuropuja obesbeprae cy My, HAKOH IIO3HIjHje
nojua y meBHunM MaHactupa Cperor Josana Ilpereue, 3Bame AOMECTHKA, IIOTOM AAMIIAAApHja,
HAIIOCACTKY M IIPOTOIICAATA y BeAnkoj mpxsm.
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u XypMy3uje, TAABHU apXHBap — IHCAp ¥ PYKOBOAHMAALL 0OHOBMbEHE IIATPHUjapIInjcKe
ITaMIapuje, ,HOBU MeTOA’ je AOOMO IyHy AErMTHMHOCT y TMpPOKAAMaLHjd
napurpaackor marpujapxa Kupuaa VI (Kopiog =T ),'° 2S. nosembpa 181S.
Hassasmu pedopmy ,mpojaom Boxujer yosekomybma u 6aarocaosa“ (Ocia ¢i-
AavBpwria ko ydprrt) (Opaykiokog 2008: 189, 192-193), nucan mocaanune c
MaTPHUjApPXOBUM IOTIIMCOM Ce CTPYYHO OCBPHYO HA IbeHe ImeBe U pesyarare.'' Y
OBOM HCTOPHjCKOM AOKYMEHTY ACLIUAMPAHO Ce HABOAM AQ ,METOA KOjH CY IIPOHAIIA]
M CACTAaBHAA TPOjHIIA IPey3BHIIEHNX MY>KeBa, TPeBA3UAA3H CTape TPAAHIIHje, jep je
jeAHHM TadaH ¥ npocBersyjyhu, 6yayhu aa caBpmeHo objaiumaBa, U TEOPHjCKH U
HPAKTUIHO, MEAOAHU]j€ M OOAKKE TAACOBA, M AOOPO MOKA3Yje pUTMITUKE 3HAKOBE; H AOK
je Y3 MeToae CTapux TpapuLHja o6yKa Tpajasa MPeKo AeceT TOAMHA, C OBUM [HOBUM,
npum. B. I1.] o6ehano je aa he Tpajatu ropuny aasa; yuenux he ce ocriocoburu aa
meBa 6MAO KOjU HaIleB BUMe HCITMCAH, Y3 MAAO M KPAaTKO IMpoyuyaBame 1 Mohu he aa
II0je Ha OCHOBY 3alllICAaHe MEAOAMje M TEKCTa, 6e3 mpeTxopHe 00OyKe; u ce he oBo
6urn Moryhe a Aa ce mputoM [npuMemerny, npum. B. I1.] MeTosom He Hapymasa u
He KBapH y3BUIIEHN MEAOC KOjH HaM je IIPEeAAT, 3apaa IocBeheHOCTH U CKPyIIeHOCTH
CpIja y Haj0OsEeM OIOHANIAMY IIOCPEACTBOM INPBUX OHUX CBEIITEHHX MEAOAA M
dackara [yaurema, npum. B. I1.], n 6es yHomema HenpuMepeHe HOBe MeAOAHje”
(ManaSomovhov 1977%: 698). [Topsaauu ce, mehyTum, 6am kao mto he To yuunuTH

10 Tlarpujapx Kupuao, npe Monamena Koncrantun Ceprenasoray (Kwvotavtivog Sepmevt{dylov)
Ha BaceAEHCKOM TPOHY je 6uo op 1813. po 1818. ropune. Ipe Hero je yBeaeH y HaTpHjapalIKy TPOH,
nocseheno ce crapao o marpujapmujckoj mxoan. ITpocseheme macse 610 je mpropuTeT U Y I1eroBoM
IACTHPCKOM AGAABY Y CBOjCTBY MuTpomnoauta Mkonuje, morom u Appujanonoauca. Kapa je mocrao
BaceAEHCKH TIATPUjapX, OCHHUBAO je IIKOAe, OHO MeljeHa CHPOMANIHNM yYeHHIIMM, IIHCA0 je HEOIIXOAHE
IIKOACKe 1 6orocaoBcke yibernuxe. [Topea Tora mro je ocHoBao Tpehy o peay MysuuKy IKOAY, M3HOBA
je noxpenyo paa Ilarpujapmujcke mramnapuje, asn 1 Beanke Hapoate mxoae (Qopomotdov 1996:
596-599). Y3 Kupuaa, mpocBeTUTESCKO] MAEOAOTH]H OUO je HAKAOKWEH M MOMEHYTH MUTPOIOAUT
Meaernje.

11 Tlocaanuny je HajBepoOBaTHHje CAaCTaBUO HEKO KOMe Cy My3MYKM je3UK M TEOPHUjCKHM MOjMOBH
6uAM mocBe GAMCKM. 3aHHMAHBO je, IIPEBACXOAHO 3apap YBHAA Y PETOPCKM CTHA IATPHjAPIINjCKHX
nocaanuna ¢ Ganapa, HaBecTn komenTap Aaamanpa Kopanca (ASapdvtiog Koparig) xoju je nosoaom
AATOT AOKyMeHTa H3Heo y MHcMy npujatesy Asexcanapy Bacuanjy (ANé€av8pog Baoikeiov), oobpom
TpHjaTesy U MEIIEHH — H3AABATY HerOBUX 6pojm[x aena: ,Huje jomr ysex Bpeme 3a tlieopeitiusme; TpeGaAo
je Hajpe AQ TIOYHY OA My3HKe Y TAQBH, KOja 6H 10 HEOIIXOAHOCTH AOBEAA A0 My3MKe raaca [...] unHu
ce Aa Cy IAaBe HalLje yxBaruae HOBH IyT [...] To 3aucra Huje TPe6arO A2 Ce AOTOAH YKOAHKO je XTeo
[marpujapx Kupuao VI, mpum. B. T1.] A2 umM A06po nokaxke MCTHHUTH MeTOA 06pasoBama; aau byayhu aa
je 1 caM HeAOCTOjaH, OH He MOJKe AQ TIPOLIEHH KaKO AA IX PyKOBOAH, TA€ AQ TIOYHY 1 FAe A 3aspite [ ...] O
nocaaHuLy, mra A2 Kaxem? [...] CTHa je yo6uuajen, MHOTo MakapoHa 6e3 coan u myTepa“ (Opaykiokog
2008: 191). Ono wrto je Koparca noce6HO y3HeMUPHAO y OKPY’KHO]j OCAQHHIIH jecTe HAIMH Ha KOjH
Ce y KOH3epBaTHBHOM KOHCTaHTUHOIIOACKOM KPYTY II04e0 YCBAjaTH yTHIIAj HATIPEAHHUX HAeja. Ayradka
IOCAQHMIJA, HAIKMCAHA CTAPOMOAHHM je3UYKHM CTHAOM, HEAOBOAHO PA3yMMAUBUM UUTAOLMMA, HO
npe cBera, meH nornucHuk, Kupuao VI, koju je Kopanca ocyamo xao 6esboxHuxa, 36or npearosopa
HCITyHeHOT POCBETUTEACKIM HA€jaMa, KOjH je Hamucao 3a Tpehu oM IMayrapxosux (ITAovtapnog)
AeAa, CTBOPHAM Cy KOA rpukor EBporejija 0AG0jHOCT Yak U peMa My3HYKIM HHOBALMjaMa U3 [[PKBEHOT
1 KyATypHOT cpeauinra Hanuje (Ppaykiokog 2008: 195).
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U ABa BeKa KacHHje Marpujapx BapTosomej, Aa ,HOBH METOA" HHje YTPO3UO MpeAarbe
U AQ HUje 3aCHOBaH Ha ,HOBOTapHjaMa’,

Pepopma us 1814. roapuse, HCTHHA, HHje NpPeTEHAOBAAA HAa OHY BPCTY
yHOBOTapuja“ Kojy cy cpeauHoM XVI, oaHOCHO mpep kpaj XVIII Bexa HacTojasu a2
jeAMHCKUM IIOjIIMMa HAMETHY Ha OCHOBaMa 3aMapHOEBPOIICKE My3MKe IIKOAOBAHHU
cynapopuunm: Jepornm Kunpannn (Iepavopog Konpiog)'? n Aranmje us ITarepma
(Ayémog TMaiéppog).”* Ykupame oppehene rpyme HeyMcKux 3HAKOBa M HBHXOBA
3ameHa BehuM 6pojeM HHTEPBAACKHX CHMOOAA y TPAAUIHOHAAHOM HEYMCKOM
IIICMY, 3aHCTa HUje HU H30AM3a MOTAQ A HCIIPOBOIIMPA KOHCTAHTUHOIIOACKE TIOjITe,
LITO jecTe GO CAy4Yaj paHHje, KAAd je KAO pellerhe AUAAKTHIKUX IPOobAeMa y Be3H
C HejacHMM HeyMaMa HyleHa y 1]eAOCTH HOBa — IETOAMHMjCKA HOTALMjA U C HOM
3almapAHOMY3HYKa TeopHja.

Cymma, mak, a2 pehpopMa HEMHHOBHO ,Ha MaAa BpaTa“ yBOAU HOBHHE, MIIAK
je mocrojaaa. IIpe Hero mro cy pBapecerux ropusa XIX croaeha Boaehu mojuu
y TaTPUjapIIMjCKOj ILPKBU IIPEAy3eAM KOHKpeTHe KOpake y ypyuaBamy Beh
odopmmenor craryca Mysudkux pepopmaropa (Tep{omovhog 2004: 117), 6utky 3a
»CTApH METOA  3aI04eo je yTuLajHu ,y4emak ¢ bocpopa, Bacuamje Crepannpnc
Heoxopuruc Busanrunan (Baoileiog Sregavidng Neoxwpitng Buldvtiog), mo ysxoj
cnenmjasHocty Aekap u dpuaozod (IlamaSomovdov 1990% 137-138). YV Cruyu o
Mmy3uyu, iocebHo ypkeenoj, koja Aaryje u3 1819. ropune,'* Crepanupuc je ykasao
A je Y My3UYKOM OIMCMEHaBaky M3Y3eTHO 3HayajaH yCMEHM HAyMH IIPeHOIeHa
3HAKbA O MEAOAMjCKOM CAAPKAjy HEYMCKHX 3HAKOBA, MOCEOHO XUPOHOMUJCKUX M
agoHux KOjU Cy MPEACTABASAAM CUHONTUYKM IMPUKA3 BPAO AYTAuKMX MEAOAMjCKHX
obpasara. Yuuteses ,KHBH TAAC U IIOKPeTH HeroBux ocehama’, momyr peropckux
¢urypa BpXyHCKOT FOBOPHHUKA KOjH HX CAQXe Y HeMy CBOjCTBEHH CTHA, He MOXe
ce, TBpauo je Credanmamuc, HUYMM ApyTuM HapoMmectHTH (ZtegaviSov 1902:
274). TlojepHOCTaBAEIbE 3alMCA, APYTUM PEYNMa, YHAIPEA AATO ,MOjamlmbere”
XUPOHOMUCKUX KAapaKTepa Y3 TIOMON aHAAMTHYHMjer HOTHPakha, KBAPU TPAAHUIIH]Y.
I'raBuu y3pok CredpaHUAMCOBOT MPOTHBASEHA HOBUM TEHAEHIIHjaMa OHO je y ToMe
IITO je CMAaTPao Ad YKUAAMKE XUPOHOMUjA HY>KHO AOHOCU AAAEKOCEXHY IPOMEeHY y

12 Jeponum Kumpanun, xoju je Mysuuko obpasoBame crekao ys BHosepa Llapauna (Gioseffo
Zarlino) y Uraauju, cacrasuo je 1556/1557. roaute npupydHux y kojeM je, usmely ocrasor, usteo
CBOje 3amaxkame Aa I'pijy, ynpkoc ToMe IITO He 3Hajy IPABMAHO 3HAYEHe XUPOHOMUCKUX 3HAK08A K
T3B. 8eAukux uilociniaca, oe Heymcke cumboae xopucre y 6eaexemy nanesa (Palisca 1980: 646-649).
VBepeH Aa je ETOAMHMjCKA HOTaIHja 60AH M300D, 3ay3MMA0 Ce 32 YKHAAE HEYMa, Kao U 3a yBoheme
BHIIETAACHMX KOMIIO3MIjMja HAMECTO jeAHOTAAca y ILpkBeHO 6Gorocayxeme. Fberose mpeje Hucy
IIPUBYKAe 3aUHTepecoBaHe caepbeHKe 1 y6p3o cy 3abopasaene (Strunk 1962: 101-113; Stathis 1972:
271-308; Schartau 1990).

13 Ogaj I'px, mopexaom ¢ Xuoca, mpoBeo je U3BecHO BpeMe y MrTaamju, rae je CTyAMpao 3amapHy
My3uaKy Teopujy. Y Koncrantunomosy ce mojasuo 1797. ropue ¢ MAjOM AQ My3HUKH IIPOCBETH CBOje
CYHApOAHHUKE U AQ MM IIPeHeCe HOBOCTeYeHa eBPOIICKA HCKyCTBA. ITAQaHHPAO je Ad yBeAe IIETOAMHUjCKY
HOTALWjy 1 BoMe 3abeaexu cBe noTpebre 6orocayx6bene meaopuje (TTheppévov 2003: 69-102).

14  CredaHMAMCOB TEOPHjCKH CIIHC CAuyBaH je y PyKOIHCY U 06jaBieH je Tek moyeTkoM XX Beka y
waconucy Iogaucitiax ypkeene ucitiune (StepaviSov 1902: 207-279).
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udOCy, y OHOMe IITO je 3a era OHAa CyITHHA IT0jauke yMeTHOCTH. TBpAHO je, Takobe,
Aa TIeBam-e HCKAYIMBO Ha OCHOBY GHKCHPAHHX 3aMuca — TPAaHCKPUIIIHja, H3HeBepaBa
Y3BHIIIEHH I}PKBeHH HPOC, BEKOBIMA OPIDKHO HErOBaH y MeBHHIIaMa Bearke 1ipkse.

Ha ocnosy CredaHnANCOBOT Objalimbera HaKpe ce jeAHO 0A KuyuHHX oapehera
udoca. Kao u Apyru KOHCTaHTHHOIOACKM YYBapU KACHOBH3AHTHjCKOT HEYMCKOT
cucrema, 1 CTepaHUANC je BepOBAO AA CTeHOrpadCKa HOTAIIHja IPEACTaBA>A YMETHOCT
no cebu, Te AQ YIPaBO HA IOTEHLHUjAAY APOHUX M XUPOHOMUJCKUX 3HAKOBA IIOJIH
MOT'y IOKAa3aTH MHBEHTHUBHOCT M AyTEHTHYHOCT y 300Dy MEAOAMjCKHX pellerba.
Anocroa Koncrac ¢ Xuoca (Amdotolog Kwvorag o Xiog),'s a Hagacse nmpotoncaatu
Beauxe Llpxse Manyua Busantunar (Mavovi) o Bvlavtiog) (Patrineli 1973: 157)
u Koncrantun Busanrunan (Kwvotavtivog Bulavtiov) (Patrineli 1973: 157, 164;
Teplomovhov 2004), 060ju1}a TOHATHU)U IO OBUM PEIUTHM HAAUMIIIMA HETO 10 CBOM
CTBapHOM ITpe3MMEeHY, HCTPajHO Cy HACTaBUAHU AQ KOPHCTe HepedOpMUCaHy HOTAIHjY,
KaKO y IeBHIYKO] IIPAKCH, TAKO Uy 00y1IM CBOjuX yueHHKa. CadyBaHa Cy CBEAOYAHCTBA
CaBpeMeHMKA O TOMe Al je yledaTsUBM HAauMH MHTepIIpeTaluje IPKBeHMX HareBa
MOMEHYTHX I10jalja IPUBAAYMO BEAMKH OPOj BEPHHKA Ha OOTOCAYKEHHMA ¥ BpeMe
AOK Cy HPeABOAMAM TeBHHIle IaTPHjapIIMjcKOT Haoca. BoAymMuHO3HM raacosu
creruduyHe 60je, HHTEpIpeTAIUje C OAMEPEHUM YKPACHMAa M MY3HUKUM A€TaSUMa
Y CTaHAQPAHHM MEAOAHjCKHM AMHHjaMa, OeCIpeKopHa PHUTMHYKA ITyACAIiHja, Y3
MPABUAHO U jaCHO apTHUKYAHCAH TEKCT, OMAM Cy AOBOASHH EAEMEHTH AQ Ce HBUXOBa
TyMauemha APEBHHX HEYMCKHMX 3allcCa IIOMCTOBeTe C MAaHMPOM MajcTopa IIOjauke
YMETHOCTH U3 OAMCKe, [Ta M OHHMA U3 AaAeke mpomaocti. JKusux cBepoka ApeBHe
Iojauke IpaKce U3 MaTpHjapmjcke cabopHe pkse cpeanHoM XIX Bexa CBakako
HuYje OKMAO, HUTH je MOTAO OMTH, aAM Cy Hy Ha OCOOMTH HAUMH AOXKUBMAABAAU U Y
AMYHO II0ja4KO HCKYCTBO YTKAAM AYOUTEAHU IIPKBEHOIIOjauKe YMETHOCTH Ha OCHOBY
YCMEHOT IpeAarba y KojeM ce dyBaao ceharbe Ha I10jauKy U GUAOKAAHMCKY €CTETHKY
HeNpUKOCHOBEHHX Mojanja 1 Meaypra Beanxe Ipxse.

O ToMe Ad je TPAAMIIMOHAAHM — IATPUjapLIMjCKU IOjadky upoc 06e3b6earo
TpajaH ayTOPUTET 3aCTYMHUIMMA ,CTAPOT METOAA“ y HOBUM BPEMEHHMA, TOBOPHU
AOOpO TO3HATa UHMIeHHI]A Ad Cy HpoTomcaAT KOHCTaHTHH M AaMmapapuje U
MysH4Ku pedopmarop Ipuropuje y mMcTo Bpeme IeBaAM IO KaCHOBH3AHTHjCKOj,
OAHOCHO QHAAMTHYKOj HEYMCKOj HOTALUjU CBe A0 185S. roanHe,' TOKOM HEKOAMKO
AelleHHja TomTO je pedpopMa 3BAHUYHO 3aMEHMAA KACHOBH3AHTHjCKM HEYMCKH

15 3aroBopHMK OuyBama KaCHOBH3aHTHjCKe CHMHOTpaduje, KOjOM je MCIIMCAO0 XHAaAe CTPAHMIA
My3MYKUX pyKoIHca, 6uo je u momenytn Amocroa Koncrac, y usBopuma mosHar u kao Kpycraaac
(Kpovotddas), Kpucrasac (Kpvordag) n Koncrasac (KwvotdMag) (Amootolomotdov 2002: 33—
46). V1 OH ce, CAEACTBEHO aKTyeAHHM MY3HYKUM TOKOBUMA TIpU BeAHKOj LIPKBH, YKiy4HO y HpoLiec
peBu3Hje HOTAIMje, AAM C IIOCBe ApyraumjuM mpepyOehemem op OHOra Koje Cy AEAMAM M3yMHUTENH
yHOBOT MeToaa". CMaTpao je Aa ce KACHOBM3AHTHjCKO HEYMCKO IHCMO MOpA CadyBaTH, C THM A je 610
cBecTaH noTpebe AopaTHOT yrpomhersa HejacHHX adpOHKX 3HAKOBA, KA0 U AePpUHICARA ommTeBaxehix
KaHOHA y HOTHPAy M UIIYATABAKY HEYMCKOT TEKCTa, Koje 61 Iojiy Tpebaro AOCAEAHO Ad IIOWITYjy
(Wéixog 1908: 3—4; Z140n 1993%).

16 TlomenyTe ropuse KoHcTaHTHH je 360r CTApOCTH HAIYCTHO IO3HMIMjy IIPOTOINCAATA y Beankoj

Ilpxsu.
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CHCTEM U TIOTHCHYAA AOTAAAIIBM HA4MH ydyema mojama. CaepoBame M BEPHOCT
HATPUjapLUINjCKOM UPOCY OCTaAM Cy, MelhyTuM, YIpPKOC OQUIHMjeAHO] IpOLIeHH
IIPKBEHHX BEAMKOAOCTOjHMKA 3aAyXKeHMX 3a II0jauyKy YMEeTHOCT, 3HaK IpecTiKa
IPUCTAAMIIA KOH3epBaTHBHE CTPYyje, KOja je HaKHAAHO IpHIAAA HaIpeAmalMa.
Hanme, HemocpepAHHM capapHMITMMA U y9eHHITMMA pedOopMaTOpCKe TPOjKe UTeKaKo
je 61AO BaXKHO Aa OCTaHY yraMheHH Kao OHU KOjH IeBajy ,,0HAKO KaKO e II0je 1 KaKo
ce n1ojaao y Xpucrosoj Beanxoj upxsu”.'”

IMarpujapmmjcku udpoc je OHO M OCTAO HA€AA 32 jEAMHCKe IIOjile KaKko y
KOHCTAHTUHOIIOACKOM OKPYXKeHY, TaKO M Yy OCTAAHM AEAOBHMA IIOpOOmeHe
AOMOBHHe, AAH Taj HACAA, BAXKHO je HarAacHTH, ¢ u3yserkoM CredaHmanca, HUKO Huje
CHCTeMaTCKM OIMCA0. YYeHHK Tpojulle pedpopMaropa U mpomaraTop XpHCaHTOBe
mysuuke Teopuje, Kupnjaxoc Ouaokcennc (Kvpiakdg Dilofévng), ncnpsa je y ceom
npupy4HuKy: Teopuja o ochosama mysuke CymTrHy udpoca Be3ao 3a ,Aerio M OAMEPEHO
NOBe3MBabe MYy3HYKMX KapaKkTepa MAM 3alMCHBAIbe MY3HUKMX TOHOBA MeAOCA',
Ha3BABIIH Ia, IIOETCKMM pedrMa, HajsumuM Mehy ,cpeacTBuMa® y3 momoh kojux ce
My3HKa OCTBapyje, y3 TO jOII 1 ,,CMAOM puTMa 1 cymTnHOM Meaoca” (Dhofévng 1859:
194). ITotoMm je y Aekcuxony ipuxe ypxeere mysuke op 6UA0 KakBe AedpuHUIIHIje nPoca
HAIIPOCTO OAYCTAO, 32Ky dHBIIH jeAHOCTABHO AQ je ,udoc Heormcus” (10 Hpog siva
anepiypantov) (dhokévng 1869: 54).

Oaaazax mpBaka Mel)y sacTymHMIIMMA KACHOBM3aHTHjCKe HOTAIIMje U3 MEeBHUIA
Beauxe mpxBe, c jeAHe CTpaHe, U TeKOBHHe My3uuke pedopme, y IPBOM peAy
pesyATatu TuHorpaduje Ha aHAAMTUYKOj HOTAIMjH, O3HAYUAM Cy AeQUHUTHBHY
obeay ,HOBOT METOAQ", & KOHCIAHITUHOTOLCKY UPOC je, TIO Ay TOMATHU3MY, IIPUIIA0
caepbenmriuMa Xpucanta, I'puropuja u XypMmysuja Koju cy mpeyseAn BohCTBO y
nesHunaMa Llpkse Cseror Ieopruja. EaeMeHTH Koju Ta 4MHe Npeno3HATAUBUM,
HCIIPABHHM U TIPEAAEbCKUM HHCY, MeljyTHM, HU Y ITOTOBHM AeljeHHjaMa H3ABOjeHU K
T0jallkbeHH, Kao IITO TeOPH)jCKH HICY NPOPUAMCAHH HU eAeMEeHTH IT0jauyke BeIITHHe
KOjH 0OAAUKY]y mojua — , KoHcTaHTHHOMOSIA .

YIpkoc ToMe IITO HY y CAaBpeMEHHM, HAyYHO YTAABHOM HEAOBOAHO yTeMeseHUM
HAIHMCHMA He TI0CTOjHU 33jeAHHYKa MAATPOpPMa C KOje Ce Y AUCKYPCY O IIpeAamhCKOM
uocy moaasy,'® yommreHa, Buine MeTadOpPHUIKA HETO €r3akTHA AeQHHMIIMjA OBOT

17 TlomeHyTa OAPEAHHIA O KOHCTAHTHHOIIOASCKOM CTHAY IOjama moctahe roToBo HesaobnaasHa y
HACAOBMMA INTAMIAHHMX HeyMcKHX 360pHuKa. Teopop ®Poxaesc (@e68opog Dokadvg), mpucrasnna
Tpojuie pepopmaropa, aau 1 npomohypru capapnuk Manynaa u Koncrantuna Buszanrumia, r. 1831.
je Ha ,HOBOM MeTOAY " 0bjaBro 36upky uguomera u iwponapa Marnyuaa Ipotiioiicarinia, ,0HaKO KakKo ce
1nojy y XpucroBoj BeAnkoj jpkBu’, a HapeAHe FOAMHE, C ICTOM YITy THHIIOM Ha IATPHjapIIHjCKH IT0jadKK
crua, n Xypmysujes Anacinacumaiiapuon; superu: Iapdoyov 1831; Xaptogddakog 1832. Ynmenmura
Ad je pepOpMHUCAHMM HEYMCKUM IIMCMOM MCIIOA IITAMIIAPCKe Ipece M3AIMAO MY3HYKO TyMaueme
3aroBOPHMKA KACHOBU3AHTHjCKe HOTAIj¥je, FOBOPH y IIPUAOT TOME AQ je IIOpeA IOTpebe Ad ce HeyMcKa
cuMuorpaduja yIMHH jeAHOCTABHMjOM U MOjIIUMA AOCTYITHHjOM, IIOAj€AHAKO 6HAO BaXXKHO Aa ce cayuyBa
APEBHH I10ja4KU MAHHP, KaPaKTepUCTUYAH YyIIpaBo 3a Beauky npxsy.

18  AocrymHu TeKCTOBH 0 HPOCY YIAABHOM NpeACTaBs>ajy Kpahe Hammce mam uHTEpBjye BubeHHjUX
IPYKKX IIOjalja CaBpeMeHOr A00a. Y mHMa HeMa jeAHHCTBEHOI METOAOAOLIKOT IIPHCTYII, YIIPKOC
32jeAHMYKUM OIIITHM TePMHHHIMA KOjUMa Ce O IaTpHjapuujckoM uPocy roBopr. CAMYHO 3amaxame
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PeHOMEHa UITaK Ce Ha OCHOBY HHX MOXKe H3BECTH: HPOC HHje MEAOAU)CKH CAAPKaj,
HUTH je MEAOAMjCKA CTPYKTypa, Beh je OHO IITO HEyMCKOM 3aIIHCy ,Adje XKHBOT"
(Khalil 2009: 216 ). ITperusHuje pedeHo, 1POC je NCTO ITO M HAIUH MHTEPIIPETALHje
MeAOAHje, OMAO AQ TIOjal] TyMauyl HEYMCKHU IIPEAAOIKAK, TIeBa 10 3aIMCY HAM IIeBa Oe3
IPEAAOIIKA, Ha OCHOBY aMhera, OHAKO KAKO je YCMEeHHM ITyTeM MEAOAH]Y YCBOjHO.
Tymauere HeyMCKOT 3aIIMCa, KA0 1 TyMayere OUAO KOT HOTHOT TeKCTa — IAPTHUTYPe,
yBEK IOApa3yMeBa H3BECTaH CTEIleH CTBApPaAauKe KpeaTwBHOCTH wu3Bohaua. C
003MpOM Ha CHHONTUYKU KapaKTep HEyMCKe HOTAIHje ¥ CBUM HEeHUM Pa3BOjHHM
dasamMa, Op paHHMX — IIAACOBHBAHTHjCKUX OOAMKA, MPEKO CPEAHEBH3AHTHjCKe H
KaCHOBM3AHTHjCKe, [T CBe aHAAMTHUKe C rmodeTka XIX Bexa, AMMHM IeYaT IIOjIja
je AopaTHO m3paxkeH. MHTepmpeTanuja HeymaMa 3a0eAeeHe MeAOAMje, AAKAe,
IOApPa3yMeBa CIIOj HAM3TAeA HECIIOjUBOT: AyTEeHTHYHO CAEAOBAIbE TPAAMIHjOM
YCTaHOBAEHUX ITPABUAA M3 4eTa IIPOM3AA3H jaCHO MPEIIO3HATASHB 3BYUHH Pe3YATaTr,
aAM OAeBeH y 0cobenu uoc.

Y 10jaykoM MaHHPY Ce OAPaXKaBa U ,aKyMyAaLjHja My3H4Kor mamhesa’, ABOCTpyKa
BpeMeHCKa PeaAHoCT: ,ipomaoct y capammocti (Khalil 2009: 192). Ped je o Tome
Ad CBaKM HAAAPEHH, Y TEOPHUjU U IPAKTHYHOM II0jary AOOPO yTeMeseHH Iojall, ¥
CBOjUM HHTepIIpeTaljjaMa M3HOBA OXKMBMAABA TyMademe 3aIlMca Koje je Ipeyseo
OA CBOT y4uTesa, CAMHM THM U TyMadere y4HuTesa CBOT yuuTema. IlocraBmame
MOYeTKA I10jaykoj BEUITHHU M y IPOLIAOCTH, Oall Kao M AAHAC, 3HAYMAO OH Hajmpe
H300p TPAAMIIMOHAAHHM BPEAHOCTHMA IIeBHHYKE IPAKCe BEPHOI U IPOBEPEHOT
gackaaa. YcBajame HberoBOT MOjauKor CTHUAA ,i AyXOM U CAYXOM', OMAM Cy BEKOBHMA
yHa3a 3HAYajHUjU OA CAMOT HAEAAA OCIIOCOOAHEHOCTH MEeBakha [0 HEYMCKOM 3aITHCY.
Hurepaximja usMely yunTesa 1 ieroBUX yUeHHKA, eBHACHTHA Y AOMEHY TyMaderha
HEeyMCKOT 3allMCa, HAYMHA MEAOAMjCKOr (pasupara M YKpallaBama, arormdke
IOCTaBKe, TeMIa, NPOM3HOIIEHA TEeKCTa (APTHKyAaLuje BOKAAA, AKLEHTOBAmbA
TIOjeAVHUX PEYd U Ap.), YKiydyje U TeXHy 3a noucToBehemeM Ha IICHXOAOIIKOM,
OAHOCHO AyXOBHOM IIAAQHY C AMYHOIINY OHOra OA Kora ce 3Hame ycBaja. IeaocHa
II0jaBa IPEeABOAHMKA Y MEBHMIIM: Herosa ycpeacpeheHocT Ha TOK 6orocayxema,
CaAGjCTBO Ca CAYHAWMUMA, ADXKambe KOje ce MAHH(eCTyje Kako y CrelidpHIHEM
HOKpeTHMa PyKy U MHMHMIIA IPHAMKOM PyKOBODema MOjIjiiMa TOKOM 32jeAHMYKOT
nesama (T3B. XUPOHOMUjA, TP. XELPOVOLA — 3AKOH PYKe), TAKO Uy eKCIIPECHj1 ANIHOT
MOAMTBEHOT CTama U ocehara Koja TO cTame Ipare, IPOMEHH HHTEH3UTETA IAACA Y
3aBHCHOCTH OA BPCTe IecMe Koja Ce M3BOAM M IIOPyKe Koja ce BoMe IIPEHOCH, CBe
noMeHyTo yrpabjyje ce y MOAEA KOjH II0jal| IIOYETHHK CBECHO M CBOj€BOAHO, AAH
U HeCBeCHO IIoppaxkaBa. bes pasymeBama Iporieca IpeHOIIema M Ipey3HMarba

je y Be3u ¢ opHocoM nojara Llapurpaacke narpujapidje npemMa yCMeHOj M IIMCaHOj TPAAULIUjU U3HEO
u Asexcanpap Xaana (Alexander Khalil) y com poxropckom paay (Khalil 2009). Ao camunmx
pesyaTara je, Takohe, HeaaBHO Aomao u Aapujan Cup6y (Adrian Sirbu) y cBojoj orncexHoj AokTopckoj
AMCepTalluju Y K0joj je TeMy MpOCa Caraepa0 Ha OCHOBY I'DUKe, aAU M MOAAABCKE I0jauKe TPaAMIIUje
(Sirbu 2019). Ha ofe oBe AparolieHe AOKTOpPCKe AMCEpTaLjuje yKasao MU je, y TPeHyTKy KaAa caMm
paa o udocy uMaa y 3aBpiHoj pasy, koaera Ap Bacuauje Bacuany (Bacideiog Baotikeiov), ¢ Kareape
32 My3HUKYy HayKy U yMeTHOCT YHusepautera ,Makesonnja“ y Coayny. OBuUM IryTeM H3paskaBaM My
BEAUKY 3aXBaAHOCT.
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II0jaYKOT HCKYCTBA yCMEHUM IIPeAarbeM Huje Moryhe MpoHUKHYTH y GeHOMEH 3BaHH
udoc.

OBuM [TOjMOM Ce Y jeAHHCKOj LIpKBEHOIIOja4KO0j TPAAULIAjH 0OyXBaTa U CACBHM
oppeheHr — KAACHYHM perepToap MeAOAUja. Y HEYMCKUM KOAEKCHMA BH3AHTHjCKe
U TIOCTBH3AHTHjCKe epe y3 IOjeAuHe HameBe IHCApH Cy AOIMCHBAAM OAIDKe
oapeaHutie xoje yyhyjy Ha muxosy craputy (apyaiov — ApeBHO, Talaldy — cTapo),
npoBeHHjeHLHjy (AY10pELTIKI — CBETOTOPCKO, AY1000PITIKOV — CBeTOCOPHjcKo, Deo-
calovikaiov — coayHcko, adnvaitkov — aTuHCKO, BovAydpikov — Gyrapcko, SuTikév —
3aIlaAHO, TEPOIKOV — IEPCHjCKO UTA.) HAH Cy, TIaK, 6AMIKe 0ApeluBaAn camu KapakTep
Menoarje (KaNoQwVIKOY — YKpaLIeHO, yAETIIAHO; SUOKONOV — TeIKO, 0pYAvIKoY —
uHCTpyMeHTaAHO)."” TIpempa ce y cTapujuM M3BOpUMA y3 HaBeAeHe HAllOMeHe He
nojaBayje ped u$oc, Ha OCHOBY H360pa MeAOAHUja KOje Cy ce Hamiae Melyy Kopuijama
NPBHUXIITAMIIAHUXHEYMCKHUX300pHuKay XIX Beky,jacHoje AacympupehuBaunusparma
Ha pepOPMHICAHO] HOTAIIMjH HACTOjaAH AA TIOjLIIMA TIOHYAE Y IPBOM peAy KAaCUYHe
My3HuKe KOMaAe, jeAHOCTAaBHHX MEAOAMjCKHX AMHU]jA, IIPETAeAHe CTPYKType, Oe3
CYBMIIHMX yKpaca U HeTPUMEpeHHX MY3HYKHX edekaTa (MEAOAHMjCKHX CKOKOBa,
naysa, y4ecTaAMX IPOMeHa AeCTBHIL}A yHYTap jeAHOT HAleBa M CA.). Y BPEMeHOM
cBe 6OTraTHjoj CTBAPAAAUKO]j IPOAYKIHH JEAMHCKIX MEAYPra, [IOCeOHO OHUX C Kpaja
XIX u Toxom XX Beka, He IIPEIO3Hajy ce, MehyTuM, yBek 0COOHOCTH Koje Kpace
HareBe KAACHYHOTI pereproapa. YIPKOC ToMe, ITaTpujapmujcki uPoc je y HOBH)jOj
HCTOPUjH IPUITICAH K AAbe Ce IPHUIKCYje Oe3 u3yseTKa CBIM BoAehnM mojIiuma Koju
Cy AesoBaau ipu narpujapmujckoj Lipksu Cseror I'eopruja y KoncranTusOnOMSY, M2
9aK X OHHUMA KOjHU Cy C KOHCTAaHTUHOIIOACKUM YUUTESUMA TI0jakba M OOTOCAYKOEHOM
npakcoM y oksupy llapurpapcke maTpujapiiyje MMaAM IIOBpeMeH M IIOCpeAaH
KOHTaKT.”’

Y Hu3y pasAMYUTHX I'PYKUX HAPATHBA y Be3U C II0jauKOM MHPaKCOM y KPHAY
Ilapurpapcke marpujapuivje IPUCYTHO je HEYNUTHO Caraacje y CACAOBAEY
jeAMHCTBEHOM MHUTY O TOME Aa je BaceseHCKM TPOH JKMBOHOCHA PH3HHMIIA U
HacAepHHK PoMejckor IjapcTBa, caMUM THM M HheHe OCBellTaHe ymeTHocTu.”' Y
uMIepHjasHoj cBecTu JearHa XIX Beka U BUXOBUX IOTOMaKa — HAllIUX CABPEMEHHKA,
Iapurpaacka marpujapiumja je y BU3aHTHjCKOM U IIOCTBU3AHTH]CKOM A0OY 6uaa 1
CBe A0 AQHAC OCTaAQ IeHTap XpUIhaHCTBa, ,CBETHOHKK (Tp. pApOG) MPaBOCAABSA Y

19 VY3 oBakBe HamoMeHe y ApEBHUM HEYMCKMM PYKOIUCHMA He CTOjU caM ITojam Hoc.

20 Osy uumenuny je Moryhe Aaxo mpoBepuTH Ha OCHOBY CadyBaHMX 3BYYHHX 3aIlHCa IIOjaria
cabopuor xpama Ifapurpascke marpujapimje, aAM M IIPOTOICAATA LJEHTPAAHUX IPAACKHX IJPKaBa
CoAyHa u ATHHE U3 HOCAEABHX AeljeHHja XX Beka. YKOAMKO Ce HHXOBe HHTepIpeTalluje yIopeae C
u3BOh e Ma I10jalia KOjHi Ce AAHAC CMATPAjy pelpe3eHTHMA ,lTaTpujapirjcKor upoca’, younhe ce Mame
nau Behe pasauke. ITokyimaj Aa ce y AATHM OKOAHOCTHMA ,,)KMBOT IIPEAABCKOT UPoca“ oBaj peHOMeH
OAPEAH Ha €r3aKTHUjH HAYMH — KPUTEPUjyMHMA KOjU IIPOU3AA3€E U3 CaMe My3MYKe MHTepIpeTaluje
— AEAOM je yCIieo Ha IIPUMepPy MOAAABCKHX mojarja Appujas CupOy y HOMEHYTOM AOKTOPCKOM paay.
21 Y cxAapy C M3BHETHM yBepemeM Y jaBHOj pedr IPYKHUX M0jalla B My3HMKOAOTA IPUCYTAaH je CTaB Ad Ce
y mojaukoj mpakcu BeAnxe IjpkBe 09yBao KOHTHHYHUTET OA BpemeHa Cperor JoBaHa AaMacKuHa, IIPEKO
Bu3aHTHjcKor Meaypra Kcemoca Kopormca, 1ma cBe A0 HaIIMX AQHA, TO jeCT AQ je IOCPEAM jeAHa HCTa,
yTHIajiIMa 1 IPOMeHaMa HeAOCTYIIHA Mysudka Tpaaunuja (Gapdooylov 1994: 13).
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LleAMHH, IyBap Berosor noperka u npeaama’ (Gapdooylov 1994: 13). Crporocr u
OYAHO CTpaskere Hap HacAeleM, IIOAjeAHAKO IPEACTABHUKA KAHPA H BEPHOT HApOAQ
cabpanux oxo Llapurpapscke marpujapumje, cMarpa ce HCITYHEHHM YCAOBOM 3a
O4YyBame OCBEIITEHOT MY3HYKOT M CBAKOT APYTOT BHAA OOTrOCAYXOeHOTr moperka
(@apacoyrov 1994: 19).

Toa AejcTBOM aHeCTETHKA HETAAIIbe CAABe H, LIITO je jOIl omacHuje, y yoehewy
Ad je OHa HemMOTPOWIMBH 3aAor 3a Oyayhy caaBy, mpeHeOperaBame KOHKPETHHX
HCTOPUjCKHUX YME-eHUIA IPHPOAHA je i OdeKknBaHa mocaeauna. IpehyTkyje ce Tako
HCTHHA AQ je IuTae ndoca 61A0 y cpxxu cropa usMelyy mojaria TpapuImoHaAucTa
u pedpopmaropa Ha DPanapy TokoM neae mpse nmososuHe XIX croaeha. Opsarxe ce
cyoueme ¢ eTHOopHAaeTHCTHIKOM (mceyA0)AyxoBHOmhy M3 KOje je MpOUCTeKAO
yBepeme Aa je cBop Llapurpaacke marpujapimje rapaHT HelPOMEHAUBOCTH IT0jadKOT
U CBAKOT APYTOT IIPKBEHOYMETHMYKOT IPEAACKOT u3pasa. Jomr je 1904. ropune
yrunajan Koncrantusonosar Korcranrun Ilcaxoc, koju ce 3a TpapAHIIOHAAHY
TICAAMOAH]Y 3AYIIHO 3aAarao LJeAOTa XMBOTA, IpeMAa He YBeK M TPAAUIIMOHAAHUM
cpeactsuma (Ileno 2016: 79-82), nucao y waconucy Ilawipujapuwujcku gopmunic
O TOMe Aa HeroBd caBpeMeHunu mnojiu ca ®Qanapa usHeBepaBajy Hacaehenu
MaTpHjapmHUjcku UPOC, MOAJEAHAKO U Y MOjadyKOM MAHHPY — TyMauery HEeyMCKHX
3amuca M y OIpeApesUBalmy 32 HOBOKOMIIOHOBAHE AUTYPIHMjcKe HameBe KOju
KapaKTepoM He OArOBapajy MeAOCy KOjUM Cy MOAUTBe Bory ysHocuam muxosu
IIPETXOAHUITH (‘I’dxog 1904: 1-3).

ABa Bexka mocae o3BaHMYeHa Mysuuke pedopme M Bek HakoH Ilcaxocosor
CBEAOYAHCTBA, He ITPEACTABAAjY HEAOCTIDKHE HCKOPaKe Y MPOIIAOCT 33 OHe KOjH Cy
PpeleHN AQ HCTHHOAYOUBO CaTAEAdjy CTarbe y HOBHjOj Imojaukoj mpaxcu Lfapurpapcke
marpujapumje. Tu wmckopary, MelyTuMm, mposase MHMO IjMdAd U HEMHUHOBHO
UM H3MUYe ,0TAYKH UPOC, YKOAUKO MM IIPETXOAE M YKOAHMKO HX Y CTOIIy IIpaTe
3Beyehn XBAAOCIIEBHH TAQCOBH jEAMHCKHX I10jalla O AYXOBHOj HEIIPHUKOCHOBEHOCTH
COIICTBEHOT HAIIOHA Y CBMM AOMEHMMa IIPKBEHOI YCTPOjCTBa, IIa M y IIPKBEHOM
I0jamby.

Y MHOTOOPOjHIM I AAAEKO BaYKHHjUM IJPKBEHOTIOAUTUYKMM ITHTAHHIMA [IOKA3aA0
Ce AQ HU aKTyeAHOM IJapPUTPAACKOM TATPHjApXy HUje OAMCKA, jOII Marme CBOjCTBEHA
KpuAaTHIa wdv pétpov dpiotov. OTyaa meroBa IIOCAQHMIJA TOBOAOM jyOumaeja
Mysuake pepopme ozBanmdeHe 1814. Ha Qanapy Huje AoOHeAa HHKAKBO U3HeHal)eme.
Tocaysxuaa je, MelyTrm, kao uHcIHpanuja 3a 0Baj paj y KojeM je TeMa II0jaduKor
udoca u tiaitipujapuiujckoi iojaukoi uPoca N3ByIeHa HCIIOA ,jeAUHCKUX  pedaeKTOpa
0 KOjHMa jOj Ce 4ecTo rybe peaAHH OOPHUCH, IIOHEKAA U caMa CYIITHHA.
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In 2014, Patriarch of Constantinople Bartholomeos signed a circular epistle on
the occasion of the two hundredth anniversary of the reform of music / the so-called
“new method”. In 1814, namely, three musicians from Constantinople — Chrysan-
thos, Gregorios and Churmusios — reformed the late Byzantine neum notation and
introduced a new, shortened way of learning church melodies. At the beginning of
his epistle, Patriarch Bartholomeos pointed out that, thanks to the three reformers,
“the Mother Church of Constantinople remained the ark of salvation of the father's
Orthodox church music”

The Patriarch’s panigiric text on the jubilee also states that the reform did not
introduce any novelties and that the ifos of the ancient paternal psalmody was pre-
served in the pulpits of the so-called Great Church dedicated to St George. As ex-
pected, the current Patriarch of Constantinople neither referred in the text to what
was the content of ifos in church music, nor what were the features of the patriarchal
— Constantinople musical ifos. Based on the existing musicological sources, it is also
evident that there is no single platform among singers and musicologists in defining
and describing this phenomenon, nor are there pre-agreed criteria. The writings on
ifos do not mention the important fact that precisely ifos was one, if not the key con-
troversial issue that divided the singers in the Great Church in Constantinople at the
beginning of the 19th century: conservatives continued to sing according to the “old
method”, while progressives sang on the “new method”. This fact determined the
concept of this article, the first part of which considers what was “new” in the “new
method” that provoked the reactions of the leading figures among singers on Phanar
and convinced them against the reform.

The famous Constantinople philosopher, physician and connoisseur of church
music Basilios Stefanidis was the first scholar who tried to define the meaning of
ifos. He brought ifos primarily in connection with: 1) the creative potential of the
singer while interpreting the stenographic / synoptic late Byzantine Neum record;
and with 2) adopting a chanting manner in the process of oral interaction between
teachers and students. A follower of the three music reformers, Kyriakos Philoxenis,
initially tried to supplement Stefanidis’ definition of ifos with more metaphorical
than clear comments, but soon afterwards he gave up on any definition, stating that
ifos was simply indescribable.

An insight into the available narratives, in which patriarchal ifos is mostly reduced
to a scientifically unfounded stereotype, makes several possible meanings of this
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term stand out: 1) interpretation of the melody, regardless of whether the singer
sings according to neum records or on the basis of his own musical memory; 2) “ac-
cumulation of musical memory’, as Alexander Khalil lucidly described the manner
of singing which is trasmitted by “ear and spirit” from teacher to student; and finally
3) arepertoire of “classical” melodies that, with their simple melodic elements, best
fit into worship.

At the end of the article, it was critically stated that there are certain ideologized
attitudes in the discourses on patriarchal ifos. One of them is undoubtedly that the
throne of the Patriarchate of Constantinople is the guarantee of the preservation of
every kind of holy church tradition, and thus of musical ifos. Unobjective perception,
based primarily of spiritual ethnophiletism, leads to the belief that patriarchal ifos
has been one and the same for centuries, from St John of Damascus, through Xenos
Corones, to three reformers Chrisanthos, Gregorios and Chourmouzios and the
present-day singers in the Constantinople Patriarchate.

KeywoRrbps: church chanting, patriarchal ihos, musical reform, neum notation, oral tradi-
tion, interpretation, chanting manner.
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ABSTRACT

The creators of opera in Italy at the end of the 16th century gave great impor-
tance to the choice of their subject matter in order to reproduce an overall work
of art according to the archetype of ancient Greek tragedy. During its progres-
sive course, opera underwent changes, in which libretto and its subject matter
constituted major issues of study and criticism and were reformed according to
the style of each period but always with quality as a keystone. The present study
examines the formation of the Italian opera based on the choice of the librettos
from its birth to the first Italian reform.
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ITtalian Reform.

ATICTPAKT

Omnepcku creapaonu y Mraauju ¢ xpaja XVI Bexa BEAUKY Cy XXy IIPUAABAAK
n300py TeMa oIlepe, Kako 61 IPOU3BEAH CBEOOYXBATHO YMETHHYKO AEAO IIpeMa
apxeruny aHTHYKe ['puke Tpareauje. TokoM cBOT pa3Boja, oIepa ce MemaAa, I1a Cy
CaMHM THM AHOPETO U TeMe Koje Cy OMpaHe IOCTajaAH [IOBOA 3a IPOyYaBarbe U
KPUTHKOBaEbe U OUAY Cy peOPMUCAHH Y CKAAAY Ca CTHAOM CBAKE €II0X€, a KAYIHA
oApeaHuIia pepopme 6rAa je KBaAUTET. Y OBOj CTYAHjH 6aBUMO ce GopMUparmeM
HTaAMjaHCKe Ollepe Ha OCHOBY M300pa AMOpeTa, 0p HEHOI HACTAaHKA AO IpBe
HTaAMjaHCKe pedpopme.

KnoyaHE PEYM: MTaamjaHcka omepa, Anb6pero, GpUpeHTHHCKA KamepaTa, ApKaAHjcKa

aKaAeMuja, IpBa UTAAMjaHCKA pedopma.

The opera’s libretto-theme varies depending on the historical period and the region
that it comes from, while there are some common features in terms of its choice that
reflect the historical and social context in which it is placed. This paper examines the
development of the Italian libretto from its beginnings until the middle of the 18th
century.

THEMATOLOGY OF THE FIRST LIBRETTOS

The first attempts to write an opera took place in Florence at the end of the 16™
and the beginning of the 17" centuries by circles of intellectuals, including the so-
called Florentine Camerata, under the auspices of Count Bardi and the composer
Jacopo Corsi (Fawcett-Lothson 2009: 29-30). The choice of their subject-matter
indicates the general tendency of Europeans for an intellectual and artistic Renais-
sance that began in the 15th century and continued in the 16th. This tendency was
connected with the admiration for the Greek classical antiquity and the study of
its philology. Thus, between 1502 and 1518, all the ancient Greek tragedies were
translated, first into Latin and then into Italian. At the same time, the humanists of
the Renaissance became acquainted with Aristotle’s Poetics, a treatise that primarily
focused on the analysis of tragedy. Specifically, in this work Aristotle states that trag-
edy is a complete imitation of a serious and remarkable act to a certain extent, which
uses rhythm, harmony, chorus and dance, and, by stimulating the mental passions
of compassion and fear, leads to purification. The revival of this total work of art was
attempted by the first librettists, as they characteristically noted in prologues of their
librettos (Aristotélés 1447a-1450b; Kimbell 1991: 35; Rana 2014a: 3).
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The lyric theatre of Bardi’s Camerata has similarities with the pastoral drama that
had been popular in Italy since the mid-16th century. The pastoral drama is inspired
by the golden age of classical antiquity and describes a blessed world where shep-
herds and nymphs, in cosmic harmony, lovingly relax in a nature of total beauty un-
der the Mediterranean sky, with music as a way of life. Its basic techniques are the
dream, the omens, the processions and the sacrifices. If in real life the combination
of spirituality and feeling is difficult to achieve, in pastoral themes it is possible. The
librettist takes the role of the shepherd and wishes to be in close contact with na-
ture. The deities live blissfully in this blessed world and the phenomenon of passive
delusion prevails, something that the artist takes full advantage of. Two of the most
famous pastoral works of the time that inspired the first librettists were Aminta by
Torquato Tasso (1573) and Il pastor fido by Battista Guarini (1581-1590). The first
is superior in poetry and form, but the second is a model of combining poetry with
theatrical and musical elements (Kimbell 1991: 42; Tampdké 2015: 42).

Another element incorporated in these first operatic efforts that creates the con-
ditions for the acceptance of opera by the general public is the intermezzo — a small-
scale spectacular and independent action of allegorical or mythological nature, in the
form of ballet or imitation that may contain songs for one voice or chorus. The inter-
mezzo was presented at the intervals of the comedies, between the acts, during events
in the princes’ courts. It was influenced by the popular comic theater that flourished
in Italy of the time, the commedia dell’ arte. The comic characters of the 17" century
librettos derived directly from improvisations of previous years based on scripts by
commedia dell’ arte (Pirrota 1955: 315; Smith 1970: 10; Tampéké 2015: 40-42).

The first operas were gradually shaped by a peculiar connection of social, ideo-
logical and artistic ideas and practices and were written, as mentioned above, by hu-
manists and musicians who excelled in the circles of aristocratic academies and the
court. They were played mainly at royal weddings, princes' birthdays and state visits,
but also at the Academies.

The first opera was performed during the Carnival of 1597-1598 in Florence. Its
libretto was written by one of the representatives of the Florentine Camerata, the
poet and humanist Ottavio Rinuccini (1562-1621), a student of Tasso. The opera
was called Daphne and the music was written by Jacopo Peri (1561-1633). The work
however, had been written earlier, according to a note by the composer himself in
the prologue of his next opera, Eurydice. Eurydice is the first surviving opera; it was
premiered at the wedding of Mary of Medici to King Henry IV of France in 1600.
The libretto for Eurydice was written again by Rinuccini. Both operas have elements
from pastoral and Greek drama with themes inspired by mythological myths and
they are placed in a pastoral setting, with the chorus leading the action. The first
opera is short, possibly as an aftereffect of the intermezzo. The second opera lasts
almost twice as long, due to the belief of its creators that music-drama can stand on a
more ambitious scale (Smith 1970: 6; Kimbell 1991: 53, 58-59; Sternfeld 1993: 4).

Eurydice influenced the writing of the second surviving opera Orfeo (1607), for
the 1607 carnival season at the Mantuan court under the patronage of the Acca-
demia degli Invaghiti. This opera, to a libretto by Striggio and music by Monteverdi,
is widely regarded as the first significant opera (Rosand 1989: 115; Whenham 2002;
Coelho 2018: 311).
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Rinuccini's third libretto, Ariadne (1608) for Monteverdi, shows significant
progress in comparison to his two previous operas, while the influence of the com-
poser who collaborates in shaping the libretto is evident for the first time. Although
the opera is mainly pastoral, the main characters are distinguished as archetypes of a
higher class. It is noticeably longer, with the dramatic possibilities developed and the
virtuosic elements accentuated, as well as full of color and spectacle borrowed from
the intermezzi Kimbell 1991: 61-62). According to the Milanese friend of Mon-
teverdi, Aquilino Coppini, with this opera the magical powers of ancient music have
returned since it has the power to cause thousands of tears to the audience. Unfortu-
nately, this opera has not been preserved (Schrade 1951: 240).

Gradually the libretto stabilized in a number of practices that characterized it
and that were reproduced, with minor differences, from town to town, whereas its
full development was noted in Venice after 1637, fostered by the ruling class of the
Republic of Venice, which consisted of an oligarchy of doges and aristocrats. It sup-
ported the arts, financed the construction of theaters and decided on their manage-
ment and repertoire. It was in Venice that the first opera house opened, the Teatro
San Cassiano (1637), for the general public of different social classes with a differen-
tiated ticket depending on the part of the auditorium (Smith 1970: 13; Rutschman
1979: 84; Tampakeé 2015: 42).

THEMATOLOGY OF THE LIBRETTOS OF THE 17™ CENTURY OPERA

Opera found the appropriate conditions for its development in Venice. The cru-
cial importance of Venetian opera for the history of libretto lies in the fact that the
majority of its librettists were members of the Accademia degli Incogniti® and stu-
dents of the Italian philosopher and scholar of Aristotle, Cremonini. The first gen-
eration of librettists of this Academy questioned the Aristotelian philosophy and
discussed issues of opera’s libretto, such as the subject of separation into acts, the
Aristotelian units, the use of dance, the happy ending and the use of comic charac-
ters in opera. They decided that although specific rules had been applied in ancient
Greek tragedies, their modern society allowed the infraction of some (but not all)
of them. Thus, they wrote their works either in 3 or in § acts, they established the
happy ending and their plots were complicated. Important works of this period were
Monteverdi’s last operas I Ritorno d'Ulisse in patria (1640) and Le Nozze d’Enea in
Lavinia (1641) with a libretto by Badoaro, and L’ Incoronazione de Poppea (1643),
one of the first historical operas with a libretto by Busenello (Rosand 1989: 114;
Knippschild 2005: 4; Muir 2006: 350).

But the Venetian opera itself was influenced by the developments in opera that
took place in Rome between 1620 and 1640. These developments concerned on
the one hand the settings which were supported by elaborate machinery and on the

3 Accademia degli Incogniti = Academy of the Unknown, as its members come in masks in order to
have the comfort to express extreme ideological views (Rana 2014b: 3).
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other hand the huge number of actors on stage with emphasis on immense choral
parts. In addition, some of the operas in Rome were instructive and aimed to teach
their audience the virtues of Christianity, so they used formal language to express
finer feelings. The main opera house in Rome of the time was the Barberini Theater,
founded by the homonymous family in 1632. It had a capacity of 3,000 spectators
who came at the invitation of the owner and the audience was mainly noble and cler-
gy. Festivals were also common in Rome and over time they become systematized.
However, wars and rivalries among aristocratic families prevailed in the city, which
resulted in an inferior operatic outcome. Thus, soon the main composers headed to
Venice, taking with them the knowledge they had gained. Rome continued to pro-
duce opera, depending on the caprices of each pope, but its glorious days were over.
In Venice conversely, there was cultural prosperity as evidenced by the fact that the
number of four theaters that had been established until 1641, increased to sixteen by
the end of the century, which operated in the various parishes of the city, with noble
owners who rented them to businessmen, if and some fell into disuse* (Smith 1970:
12-13; Rosand 1990: 1).

As the audience flocked to the various theaters with enthusiasm, it was constant-
ly asking for new productions. Thus librettists resorted to the method of renewing
their popular librettos by inserting scenes and settings in the existing text and by
adding new music. This policy lasted until the 18th century, with some examples
found in the 19th century. Thus the same libretto could be used by many composers,
a fact that indicated the importance of the libretto over the music which, after one
or two performances, was lost. For this reason the music score of the operas of the
period was seldom published while the opposite was done with the librettos (Smith
1970: 11, 14).

The preference for mythological themes soon subsided. A torrent of a variety of
subjects overshadowed the pastoral. The Venetians were no longer attracted to the
spectacle of man as a means of entertainment for the gods, nor were they fascinated
by the heroes and deities of classical mythology. They were interested in the human
element and the morality of the characters. Hence the librettos expanded with he-
roic, chivalrous, fictional and historical themes® (Ibid.: 9, 11; Kimbell 1991: 134).

4 All the theaters of Venice generally operated on the same basis. They opened in autumn and during
the winter carnival season until the fasting period and the spectators went almost every night to see
the same opera two or three times. At the beginning of the show, the lanterns and candlesticks were
turned off to leave only the stage illuminated and the curtain was raised, while the opera often lasted
until two in the morning. The general public attended in the open space of the theater and often had
to stand while the boxes were leased throughout the year to nobles or diplomats who treated them like
their private drawing rooms. Dinner was served there and at the same time there were transactions and
gossip. Noise was very common in the theater and it bothered both composers and librettists as it did
not allow the meaning of the opera to be understood. That is why librettists resorted to visual effects for
the success of the performances (Smith 1970: 14-15).

S Giovanni Faustini for example, known for his collaborations with Cavalli, wrote only 3 librettos
based on mythological themes, while by the 1640s the plots of his librettos were based on his
imagination (Kimbell 1991: 134).
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Kimbell suggested that “the movement of opera away from a philosophical world
of myth into an enchanted world of fantasy helps prepare the way for a strong influ-
ence from Spanish drama”, as touring Spanish troupes carried Spanish culture across
the Italian Peninsula and mainly, for political reasons, Naples (Kimbell 1991: 134).
The flourishing Spanish theater was characterized by complex and peculiar plots, full
of intrigue and emotion. The Italian librettos borrowed the intricate plot from the
Spanish drama and took elements from the style of the Spanish poet Luis de Gon-
gora (1561-1627) which was characterized by phrasal exaggerations, ostentatious
vocabulary, numerous metaphors and complex syntax. This tendency for charming
language and embellished text become known as gongorism® (Smith 1970: 9, 11;
Kimbell 1991: 134).

It is not possible to define the dominance of a genre among the various libret-
to-themes of the period because many librettos of this era were either lost or impos-
sible to find. The first historical opera, however, is the opera Il Sant’ Alessio, with a
libretto by Giulio Cardinal Rospigliosi written in 1631 and performed in 1632. The
opera attempts a depiction of the psychology of the Saint who lived in the 4th cen-
tury A. D. The same opera is also regarded as the first opera buffa because it contains
comic scenes with characters realistically designed from the everyday life of the 17th
century. However, the comic scenes are secondary, so some musicologists suggest
the opera Diana schermita (1629) by Parisani as the first opera buffa, and others the
opera Che soffre speri (1639) by Rospigliosi’ or the Dal male il bene (1653) by the
same librettist.

After 1650 it became a constant practice to use the historical base of the classical
sources differentiated and enriched with fantastic elements. Two of the most suc-
cessful operas of the period were Cicognini's Giasone (1649) and Orontea (1656).
The same tactic was used by the librettist Minato whose librettos were distinguished
for their heroic tone. After the 1680s and 1690s there was a general tendency for
historical operas due to the political conditions of the time, the Turkish threat and
the establishment of the Holy Coalition in 1684 to fight it, but also to the trend of
Italian society for reading history books. This trend was also promoted by the Italian
politicians of the nationalist movement (Kimbell 1991: 135-136, 165).

Apart from historical themes, popular themes were those related to love affairs,
where the lovers had to overcome obstacles in order to achieve happiness. The
advantage of this type of libretto was that it could include a wide variety of emotions;
furthermore, it offered opportunities for frequent changes of scenes during the

6 The Italian society of the time was generally extroverted, hungry for learning and receptive towards
the culture of various European countries. In this context the Italian playwright, actor and publisher
Flaminio Scala in 1611 published a volume of 50 works, mainly comedies and pastoral works from
distant lands such as Russia and Poland (Smith 1970: 10).

7  Rospigliosi, since 1667 Pope Clement IX, was fully committed to the idea of opera — so much that,
when he was crowned pope, he was accused of paying more attention to opera than to church matters.
His comedies were influenced both by the Spanish theater and the commedia del arte, for which he
had a deep knowledge. He also enriched the libretto with exuberant scenes inspired by the hustle and
bustle of the 17th century Italian city (Smith, 1970: 12).
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performance resulting in a majestic and imposing spectacle (Smith 1970: 11;
Kimbell 1991: 134).

Thus, the plot of the Italian opera libretto of the second half of the 17" century is
based rather on emotion and love than onlogic, unfolding magically, with all sorts of
spectacular mechanisms, and developing on a series of intrigues, mixing the quality
of mythology and tragedy with the scandal of comedy. Most themes revolve around
the trials of a knight or a heroine who opposes the tyrant. Disguise, cunning, courage
and luck play a major role in the development of the story, while elaborate love chains
occur as sub-themes. After many adventures, which usually include imprisoning the
hero, the tyrant is defeated and the hero merges with his lover in a victorious closing
scene. Towards the end of the 17th century librettos with a satirical character appear,
which indirectly refer to the customs of the time and to specific public figures.

From the genesis of the opera, much emphasis is given to the subject of the end-
ing. In the first mythological operas the ending is characterized by the transforma-
tion of the tyrant-villain through the deus ex machina. That is in line with the general
belief of the people of the time in the divine intervention to give a solution when the
situation reaches a dead end. But this solution is not so happy after all. By the end of
the 17th and the beginning of the 18th century, the happy ending evolves into the
repentance and reformation of the evil tyrant. The librettist Giacomo Badoaro writes
in the introduction to his opera L’ Ulisse errante (1644 ) that the first librettists wrote
operas that just showed the flaws of tyrants and led the public to despise tyranny,
while the happy ending that is based on the reformation of the tyrant is instructive
and also makes the audience happy.

Many scenes and comic characters are stereotyped and appear in every opera.
These scenes become known as contrascenes and they derive from the commedia
dell’ arte. Typical comic characters are: the cute and lively younger cousin, the wrin-
kled nanny who whines about her old age and gives advice to the audience, the
servant who stutters while the audience has understood what he wants to say and
shouts it. These characters serve to emphasize, through contrast, the superior nature
of the main heroes, to reveal the different aspects of their personalities and to pro-
vide a pleasant tone to the opera (Smith 1970: 8, 18-20; Kimbell 1991: 135, 186).

The opera of the 17th century also includes a number of standard scenes. One of
them is the scene of light sleep, something that was common in the plays long before
opera. It usually occurs in a garden or in woodland. The protagonist is often sleep-
talking, revealing their real feelings for another character in the story. Occasionally
their beloved arrives and overhears the unconscious confession of love and is pleas-
antly surprised. At times the hero is attacked by a villain. Other times he falls asleep
without being noticed and when he wakes up he overhears the others. By the end of
the 17th century and early 18th, these scenes evolve into dream scenes and are used
as an occasion for impressive ballet.

There are also shadow scenes where a ghost or a shadow comes to the protago-
nist’s sleep to advise or alert him. These scenes are known as ombra scenes. They are
associated with dream scenes or they are independent.

Another standard scene is that of the protagonists reading aloud letters they
receive. According to Smith, the reason that the librettists of the 17th century
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preferred such scenes was that the audience, illiterate to a large extent, considered
reading to be particularly important, almost magical, like the magic tricks unfolding
in front of it. The same applies to the mirror, another standard object of the opera of
the time (Smith 1970: 20-21).

As for the machines of the settings, they are the result of professional work and
include clouds hanging from the stage, large chariots, moving walls, monsters that
turn into warriors, downhill dragons, buildings that collapse due to earthquakes,
magicians resurrected from the depths of the earth to a fireball, falling libraries, and
other common smaller stage props. Objects such as chains symbolizing the prison,
crowns and scepters, are entered into the stage in a basin covered with a cloth and are
revealed when the cloth is removed (Larson 1980: 453).

Disguises are also necessary. It is rare for the 17th century opera not to involve
one or more gender reassignments through costume. The beginning of this tactic is
found in the commedia dell ‘arte but it extends beyond comic opera, when for exam-
ple the female protagonist disguises herself as a man to save her beloved.

All of the above are complemented by more immediate effects such as smoke.

It is very important to have a balance between the settings. Thus in the opera of
the beginning of the 17th century that is based on mythological plots, God, who
symbolically and naturally excels all, descends from heaven to the center of the scene
and the smaller deities descend in clouds on the sides. In the second half of the 17th
century, when opera abstains from mythology, the difference in height is given by
the use of towers: e.g. tyrants manipulate their people from their towers. The towers
are also used as prisons for the heroes. Often there are two towers on stage at the
same time where rival warriors shout curses at each other. When boats are needed
for the plot, the person on deck stands higher than the others. The ship, as a stage ob-
ject, gives the engineer the opportunity to demonstrate his abilities with the waves
he is called to create (Smith 1970: 22-23).

All these visual media were important for the public to understand the plot of
the 17th century opera, as the noise that prevailed in the theater made it difficult to
understand the text. The spectacle was therefore a key component of the opera of the
time. Sometimes however, the optical media was abused, hence, towards the end of
the 17th century, Italian opera was in a chaotic state (Ibid.: 23).

THE FIRST ITALIAN REFORM

As the 17th century drew to a close, the opera lacked moral meaning and the sa-
cred was increasingly mixed with the profane, the historical with the imaginary, the
natural with the unreal, the mythology with the modern, the truth with the allegory.
Critics and scholars of the time perceived all of those as a shame of art and looked
with contempt on the Italian opera productions of the 17th century. In addition, the
pompous scenes with the magical mechanisms ceased to impress the audience that
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had matured and thus saw the ridiculous sides of the spectacle and asked for some-
thing different® (Ibid.: 63; Kimbell 1991: 182).

Thus, the artists and intellectuals of the last decades of the 17th century and the
beginning of the 18th, believed that the opera had to be purified and returned to
the only true golden path of classicism and simplicity from which it had begun. In
addition, they realized the perspective of installing moral, national and artistic ideas
through opera and they were not satisfied with its mere entertaining role. Further-
more, the decay of excessive machinery on stage served the impresarios since they
saved money by reducing it (Smith 1970: 63, Kimbell 1991: 184).

The operatic change, however, began with literature’ and was centered in the
Queen Christina’s of Sweden (1626-1689) salon in Rome. Christina was one of the
leading figures for culture in Rome. Poets recited their poems in her salon having
adopted names of classic shepherds-poets of the mythical region of Arcadia in Pelo-
ponnese. They called Christina “Empress” or “Queen”. They officially established an
Academy after Christina's death in 1689, under the name Arcadian Academy and
with the pipe of Pan as its emblem. Its members were clergy, aristocrats, poets and
musicians. Their name referred to the Golden Age of the simplicity of Greek antiqui-
ty, but this was somewhat misleading as the character of the Academy evolved even
as anti-pastoral. Namely, the main concern of its members became the “cleansing”
of Italian poetry mainly from Marinism'® which characterized the verse of the 17th
century and the return of drama to the model of ancient Greek tragedy as expressed
in the Aristotelian principles. Nevertheless, the libretto grew beyond Rinuccini and
Striggio.

For the “aristocratic” opera written for the royal court, a simple folk pastoral tale
was not enough. The ideals of Cornelius and Rakina worked to the benefit of both
the “Greekideal” and opera, as they provided a solid cohesion within a field far more
comprehensive than the pastoral could ever offer (Burt 1955: 151; Smith 1970: 64;
Kimbell 2014: 184; Rana 2014a: 5-6).

In the first half of the 18th century the Arcadian Academy grew and dominated
in the Italian literature, having members from all over Italy and with the patrons
of the opera seeking their inclusion in it and considering it an honor to receive
Arcadian names."" Music was a major topic for its members. They considered the
17th century opera libretto as inferior poetry with unfortunate impurities of ancient
elements with modern and tragic with comic, violating the Aristotelian principles
of drama. They claimed the return to the pastoral character of the libretto-theme,

8 The French critics also commented negatively on the Italian opera and they wrote that it distorted
the Greek ideals (Smith 1970: 63).

9 This may seem strange to the modern era that classifies opera to the musical genres. But in 18th
century Italy, opera was considered a drama, a trend that had begun in 1650 (Burt 1955: 152).

10 Marinism is the elaborate and witty style of poetry and drama lyrics written in the style of the
poet Giambattista Marino (1569-1625) https:// en.wikipedia.org/wiki/Marinism, [accessed on 22.
8.2020]

11  After these names they often added the initials P.A. for Pastor / Pastorella-Arcade (Smith 1970:
66).
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purity of style, clearness from the comic aspects, re-establishment of the chorus and
reduction of the arias which impeded the development of the action with equivalent
increment of the recitativo parts. In other words, they argued for the reform of the
libretto. In order to do that, the authors of the Arcadian Academy adopted the model
of the French drama taking after the style of the French dramatists such as Corneille,
Racine, Pradon and Moliére. These writers stood out for their pure dramatic
organization, austerity of structure, clarity and perspicuity of style, recording of
the natural and real, analytical and discriminating moral and psychological analysis
of the characters. The first libretto to adapt the above model was Grimani’s Orazio
(1688) and it was linked to Corneille’s French drama, Horace (Smith 1970: 66; Rana
2014b: 6-7).

Whereas opera was forbidden in the Papal States during 1697-1709, certain
changes in opera occured in San Giovanni Grisostomo theater in Venice. There, the
operas of previous years were gradually replaced by reformed ones, with librettos
written by major poets, mainly members of the Arcadian Academy. One element
remained constant though, and that was the aspect of love that the audience of all
social levels and times looked for.

Silvio Stampiglia (1664-1725), founder member of the Arcadian Academy and
court poet in Vienna was influenced by the ideas of the Arcadians. He reformed his
librettos into concise and coherent works and he became the precursor of the well
known librettists of the time Apostolo Zeno and Pietro Metastasio (Smith 1970: 68;
Rana 2014b: 7).

The opera La Forza del Virtui by Domenico David of the Teatro san Giovanni
Grisostomo in Venice in 1693 was considered by the Arcadians themselves as the
first Arcadian opera. This work achieved great success, it was admired by Zeno and
provided the source of inspiration for the development of opera of Metastasio (Burt
1955: 154).

Apostolo Zeno (1668-1750) originated from a well known Venetian family and
he was a historian, critic and member of the Academia degli Animosi. In his free time
he wrote librettos which served mainly pedagogical purposes and were supposed to
be read or recited in his cycle rather than to be sung. He felt that the Italian libretto
had to be cleared from the exaggeration and that its reputation had to be reestab-
lished towards the French predominance. As he was one of the founders and a main
publisher of the journal Giornale de’ letterati d’ Italia from 1710 until 1719, he was
aware of the criticism from the other side of the Alps for the decadent artistic values
that predominated all over Italy. His major contribution to the Arcadian reform was
the standardization of the form and the systematization of verse, with the order: rec-
itativo — aria da capo - exit of the singer. Zeno was considered to be the initiator of
the reformed style. His collaboration with the composer Antonio Caldara in Vienna
helped the establishment of opera seria and opened up the way to Metastasio’s inno-
vations. He was indifferent to the music though, and his contribution was probably
overestimated (Smith 1970: 68-69; Canon 2012: 34; Rana 2014b: 7).
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As far as Metastasio'? (1698-1782) is concerned, he literally grew up in the Ar-
cadian Academy as he was grandson of the librettist and member of the Academy,
Cardinal Ottoni and student of the author and one of the founders of the Academy,
Gravina. His operas were played in Venice from the 1720s until the beginning of the
1730s when he succeeded Zeno at the post of court poet in Vienna. He was influ-
enced by the Arcadians’ style, but he developed it believing that he wrote in the Ar-
istotelian style, in spite of the fact that he did neither obey the Aristotelian principles
of space and time, nor used a chorus. Characteristic were the hints on philosophical
and theological matters. His literary sources were the texts by Pertarch, Tasso, Ari-
osto, Guarini and Marini and from the ancient Greeks, Thoukididis and Herodotus
while remarkable is the absence of the classical tragedians such as Euripides."”* He
also used travel and memory books as a source for inspiration such as the Travels in
the Mogul Empire by Francesco Bernier. His plots usually represented the everyday
life of the time and often had an exotic element given in an alleged historical way. He
used six or maximum eight basic characters: at the top a couple of nobles to which
another noble couple is added and a couple of servants or peasants, with intrigues
developing among all the couples. The plots were developed in three, or four or five
acts and in the form of dramatic scenes until the climax, which led to the happy end-
ing. Metastasio achieved balance among the Arcadian rules, the practical needs of
the Italian scene and the demands of the composers and the singers. He closely col-
laborated with his musicians and perhaps he understood the music more than any
other theatre-poet of his time. His art was closer to the comic spirit than to drama
even in his most passionate plays. For example, in his opera L'Olimpiade (1733), he
plays amid lament and idyll and there is no sign of tragedy at all. In the next century,
more than 300 composers set music to his librettos. He was not considered to be a
mere “librettist” but the most acclaimed Italian poet, although he lived mainly in
Austria (Burt 1955: 147; Kimbell 1991: 193; Burney 2010: 179; Rana 2014b: 8,
11).

The Arcadians, in general, did not base the development of their plots on the ma-
chinery, the spectacular settings and the magical elements.Furthermore, they collab-
orated with the composers only very rarely, so the latter missed the opportunity to
intensify the dramatic climax with music. Of course the operas of the time offered
spectacle, happy ending and a wide range of feelings — with those coming from erotic
passions regarded as effeminate by the conservative critics of the time. The libret-
tists chose their literary sources according to the morality and the patriotic actions
of the main characters. In their plots, they dissociated the social classes and reduced
the number of the servants and peasants. They removed the comic elements and es-
tablished a sincere style, with special emphasis on outlining the virtue and the no-
ble feelings of the protagonist, rather than recording their whole personality. But the
most significant result of the Arcadian reform was the actual distinction between the
genres of opera into opera seria and opera buffa (Kimbell 1991: 187, Rana 2014b: 10).

12 His real name was Pietro Antonio Trapassi.
13 He wrote a libretto with the name Ifigenia, but his source was Racine (Smith 1970: 70).
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Of course, the Arcadian Academy was not the only advocate of the libretto’s re-
form towards classicism. Other scholars and writers, such as Giuseppe Gaetano Sal-
vatore in his work Poetica toscana all'uso (Naples, 1691) and Andrea Perucci, mem-
ber of the Accademia dei Raccesi, in his work Dellarte rappresentativa premediata ed
all' improviso (Naples, 1699), were strong proponents of the reform (Rana 2014b:
9).

Between the years 1725 and 1740 opera seria, at the time termed dramma per
musica, reached a peak of perfection and preference on behalf of the public. Still,
the Arcadian reform though utopian. It would be very hard, if not impossible for a
theatre to survive only by performing reformed operas since the audience thrived
on spectacle and the singers wanted to showcase their talent. In the middle of the
18™ century opera seria entered a new critical phase which led to the second Italian
reform (Kimbell 1991: 228).

CONCLUSIONS

The Italian opera was conceived as a total work of art, in accordance with the
Aristotelian unities. Consequently, the first librettists searched for subjects from the
Greek mythology, but soon opera evolved into a popular phantasmagoric spectacle,
whereas the mythological subjects subsided and heroic, chivalrous, fictional and his-
torical themes emerged. By the end of the 17th century, it ceased to exhibit noble
feelings and in the 18th century an attempt were made for a reform which led to
the distinction between the genres of opera seria and opera buffa. The librettists of
the time were inspired by the great French playwrights and by Italian poets of the
Renaissance. That reform seemed utopian though, and opera entered a new critical
phase while a second reform was approaching.

The Italian libretto, since its inception, was subject to changes and continuous
developments, always owing to the unceasing effort of the librettists and musicians
to produce a finer form of art. It did pass through periods of decline or exaggeration,
but a constant strain for purification and perfection with quality as a keystone, ulti-
mately led to reforms (Kotnik 2013: 303).
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AreTu LJlubyAA 1 AHA-MAPHUJA PEHIENEPU-LIOHY

HcToPUjCKY MPUCTYI TEMAMA ONIEPCKUX AUBPETA Y ITAAUTU OA
3ABPIIETKA XVI BEKA AO IIPBE UTAAUJAHCKE PEOOPME

(PE3UME)

Y 0BOj CTyAMju pasMaTpPaMO PasBOj TeMa 3a AHOPETO OA MOMEHTA HACTaHKA OIepe
AO ApyTe utasujancke pedpopme (Apkapujcka akapemuja) y npsoj mososunn XVIII
BeKa, Ka0 M peAeBaHTHE IIOAATKE O OIepPCKUM XaHPOBHMA.

Kpajem XVI Beka peHecaHCHH XYMaHHCTH CTBOPHAU Cy OIlepy KAO CKYIIHO
YMETHHUKO A€AO, MpHAjyhu BeAanky maxwy usbopy cukea. ITpBe omepe mucasu
cy uaanoBu QupeHTHHCKe KaMmepare IIpeMa apXeTHITy aHTHYKe IPUKe Tpareauje
U ApHCTOTEAOBUM jEAHMHCTBHMA eAabOpuUpaHMM y eroBoM cmucy Iloemuxa.
YMeTHUIIM Cy OMpaAM TeMe U3 aHTUYKe I'PUKe MUTOAOTHje U IPey3UMAAH YTHIIAje OA
MACTOPAAHOT KOMaAQd, UHTEPMeIla 1 KOMeAHje AeA apTe.

Yckopo je omepa eBoAynpaia y morryAapHU paHTa3MarOpHIHH CIIEKTaKA Y KojeM
je ClleHcKa IOCTaBKa MMaAa IIPECYAHY YAOTY 33 Pa3BOj Pase, AOK Cy MHTOAOIIKH
CIDKeM TIOTHCHYTHU Y APYTH IIAQH Y KOPUCT XepOjCKHX, BUTENIKUX, GUKIIMOHAAHUX U
HCTOPHjCKHX T€Ma, Ca CAOXKEHMM 3allAeTUMa U UHTPHUIraMa, ITOA YTHUIIAjeM IIITaHCKOT
APaMCKOT Tearpa.

Kpajem XVII Bexka mTaAmMjaHCKa oIlepa BHIIE HHUje HMAAd MOPAAHY IIOTKY.
ITouetkoM caepeher Beka usaHOBM ApKapHMjCKe aKapeMHje IIOKYLUIAAM Cy Ad
IpoYKCcTe AMOpeTa M Ad Ce BpaTe HAYeAMMa KAACHIM3MA M jeAHOCTABHOCTH,
OprcameM KOMHYHIX eAeMEHATa H PeAyKOBambeM CIieHCKor excrjeca. OBO je A0BeAO
AO pa3ABajara ABA OIEPCKA JKAHPA, HA3BaHA opera seria u opera buffa. Aubperucru
TOra AO00Q MHCIIHPUCAAU CYy Ce OCTBapEHmMMA BEAMKHX (PAHI[yCKHX APAMCKHX
nucaria momyT Moaunjepa, Kopreaa u PacuHa, aAM U MTaAMjaHCKUX peHeCaHCHUX
necuuka nomyt Ilerpapke, Apuocta u Taca. Mcrakaytn anbpernctu tora A06a,
Ilerno u MeTacTasuo, UIpaAu Cy BaXKHY YAOTY Y Pa3Bojy pepopmucasor ctuaa. Mnak,
apkapHjcka pedpopMa je OrAa yTOIMjCKa M YCKOPO je OIepa 3allaAa y HOBY KpPHU3Y,
orBapajyhu nmpocTop 3a HOBY pepopmy.

KanyyHE PEYM: Mrasmjascka omepa, AuOpero, QupeHTHHCKa Kamepara, ApKaAMjcKa
aKaAeMuja, IpBa UTAAMjaHCKA pedopma.
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ABSTRACT

Practice-led research in classical music has tended to deal with specific and lim-
ited case studies, examining in detail the ways in which one musician’s individ-
ual responses to a work or genre can lead to a new understanding of that object,
and assessing the different forms of knowledge generated. This project discus-
sion however deals with a complete corpus created over one composer’s lifetime,
Bach’s works for clavier, and looks at the very many different aspects of musical
understanding - including pedagogy, technique, compositional practice, perfor-
mance practice, attribution studies and organology — that can be enriched by
hands-on engagement with a substantial and high-quality repertoire.

KEYWORDS: J. S. Bach, keyboard music, performance practice, research, pedagogy.

ATICTPAKT
ITpoyuaBame yMeTHHYKe My3HKe BO)EHO IIPaKcoM, IIO IIPABHAY je yCMepeHO
Ha KOHKPETHE U OTPaHMYEHEe CTYAHje CAy4Yaja, y KOjUMa C€ ACTasHO HCTPAXY)Y
HaYMHM Ha KOjé MHAMBHMAYaAHE peaKIMje My3udapa Ha AGAO HMAM JKaHP MOIy
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AOBECTH AO HOBOT pasdyMeBama IIpeAMeTa, Te MCIIOCTaBAAjy PasAMYHMTEe BpPCTe
TAKO CTBOPEHHX casHama. MehyTumM, oBa pacmpaBa ce 6aBM KOMAETHUM
KOPITyCOM CTBOPEHHM TOKOM )KHBOTA jeAHOT KOMIIo3uTopa — baxosum peanma 3a
KAQBUjaTypHe MHCTPYMEHTE — H CarAeAaBa OpOjHe aCIIeKTe My3HUUYKOT pasyMeBarba,
yKmydyjyhu meparornjy, TeXHuKy, KOMIIO3HIJMOHY M U3BO)auKy IpaKcy, CTyAuje
AyTOPCTBA M OPTaHOAOTH]jY — KOje MOXKe 00OraTHTH IPAKTUYAH Pap Ha 0OUMHOM
perneproapy BUCOKOT KBaAUTETA.

KanyuHE PEYM: Joxam Cebactmaju Bax, Mysuka 3a KAaBHjaTypHE HMHCTPYMEHTE,
H3BOl)auKa IIPaKca, HCTPAXKUBAELE, TIEAATOTH]A.

INTRODUCTION

Any subject that relies on data in order to undertake research, such as musicology,
has to engage with the problem of incompleteness: full information for analysis is
rarely available, even within one corpus.> With increasing digitization of scores and
the increased use of coding systems, it may one day be possible to (for example)
provide a complete chronological typology of cadence structures in Haydn. But the
questions asked of this data are most fruitfully originated from direct engagement
with the scores,’ and this often means from those who engage most intimately with
such representations of the musical text — the performers. The project described here
shows how a performer perspective can generate direct research questions, and how
some of these questions would not have arisen without such a perspective. Much
practice-led research in classical music has tended to deal with specific and limit-
ed case studies,* but the Bach project discussed here deals with a very substantial
and complete corpus created over one composer’s lifetime. Through performance of
Bach’s clavier works, issues lying within the very varied fields of pedagogy, keyboard
technique, compositional practice, performance practice, attribution studies and or-
ganology arose, and have been the stimulus for about a dozen published articles and
essays.

The issue of ‘completeness’ — here, of the surviving Bachian canon - is an import-
ant one, as it provides the background to a problem that has been troubling both the
humanities and social sciences for some while, particularly in respect to a theoretical
grounding of observation: the relationship between the particular and the universal.
No artistic corpus is uniform — composers write differently at different times and
places, for different performers and venues, for different scorings and so on — but

2 This is described as the ‘against the world’ problem in Burrows and Love 1999: 156-157.

3 See Francis Knights and Pablo Padilla, Computational Analysis and Musical Style (forthcoming).

4 See, for example, Dogantan-Dack 2015. Early music repertoire has not been a major part of the
debate to date.
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there is nevertheless often a strong compositional ‘voice), even if chronological divi-
sions are imposed upon it (for example, Beethoven’s ‘late’ period) by later scholars
in order to make sense of a developmental narrative. Without knowing every pos-
sible musical component of every Beethoven work, what observations enable us to
meaningfully describe what Beethoven ‘is”? Or why it sounds like ‘Beethoven’? The
obvious answers lie in headline features that the ear can assimilate easily — melody,
harmony, musical rhetoric and so on — but this leaves out many smaller components
that also contribute. Contextualizing these specific components — the ‘particular’
— into the sense of compositional identity - the ‘universal’ - is not easy, but such
engagement can be quite revealing. It can be positive as well as negative: Palestrina
always does this, Byrd never does that. Even the observation of one such small fea-
ture can lead to the asking of these fundamental questions.

Numerous performers have written on music since the Middle Ages, but the bi-
furcation between composers and performers that started in the 19" century and
accelerated and further divided in the 20" century has sometimes led to a gulf of
understanding between those who create music, who study music and who perform
music (composer, musicologist, performer). In the early music world, revival pio-
neers from Arnold Dolmetsch onwards were forced to become their own scholars,
in order to access, edit and understand manuscript and other sources, and there is
a strong tradition of professional performers writing about music. However, when
they do this, the perspective is often pedagogical rather than self-reflexive (see Kirk-
patrick 1987, Valenti 1990, Troeger 2003, Booth 2010), and the knowledge trans-
mitted is intended to help a prospective student understand the context and techni-
cal components of a repertoire or style rather than explain how the writer/perform-
er gained and assimilated that knowledge themselves. The formal authorial voice of
a text is probably a necessary component in such cases, by way of reinforcing the
expertise and credibility of the writer, but it tends to blur the sources of knowledge
obtained, and any ambiguities and doubts about the interpretation of the informa-
tion presented.®

REPERTOIRE AND INSTRUMENT

From his mid-30s, Bach started collecting many of his works in fair copy sets of
six or multiples thereof, possibly even revising some with a view to making sure that
bar number tallies for sets were adjusted according to numerological principles (see
Tatlow 2015). While the process was not completed, or at least fair copies of some
sets may not have survived (for example, the flute sonatas), it is the keyboard and
organ works which include many of the uncollected miscellanea. The reasons for this
are probably varied: some were early works that he did not consider worthy, or were

S Similar issues are doubly relevant when assessing the historical treatise writers who have formed
the greater part of our understanding of music from before the 19th century: how much did they really
know, and how far is it applicable? See Knights 2019a.
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awaiting revision; some were probably of the wrong scale (the Preludes & Fugues
in the Well-tempered Clavier appear to have had a length limit); and some he may
have mislaid. We know of pieces which only survived due to very limited circulation
amongst former pupils or collectors, for example. This raises the interesting question
as to what Bach might have considered his ‘complete’ clavier works to comprise,®
and indeed whether he would even have approved of performances and recordings
of works such as the Suites in A minor BWV 818/818a and E®* BWV 819/819a:
both of these were ‘French suites’ that did not make it into his final set of six. Bach
seems to have been an excellent judge of his own works in making his collections,
and allowing for particular one-off works such as the Chromatic Fantasia & Fugue
BWYV 903, that leaves many single preludes, suites, fantasias and fugues remaining.
Among them are many pieces of great quality, but also many lesser works. Given
Bach’s serious concern about revising his music to bring it up to standard (an entire
chapter of Forkel’s 1802 Bach biography is entitled ‘Bach the Reviser of His Own
Works, David and Mendel 1998: 474-476), which is often forgotten when we use
only his final versions today, it may be the case that he would have objected to the
lesser works being performed, as being unrepresentative of his highest standards.
The moral question of whether a composer ‘owns’ his own works in perpetuity is
unanswerable at this distance in time, but certainly exploring every note of Bach’s
surviving clavier music allows that particular canon to be put into context, and an
understanding of his musical development, compositional technique and perform-
ing practices to be refined.

This project arose as a follow-up to a final-year undergraduate course I taught
a few years ago, on Bach’s clavier and organ music. Although I knew the repertoire
very well as a listener, teacher and record reviewer, I had actually learned relatively
little of it myself, and so set out a plan to cover all of the keyboard (that is, non-or-
gan) music over a period of four years. The programmes were divided into groups of
approximately 60 pages of score each (without repeats, average duration worked out
at a little over a minute per page), and the 21 resulting recitals took place between
Spring 2017 and Autumn 2020.” By happy coincidence, that meant it was possible
to perform one concert on the very day of Bach 333" birthday (a programme reflect-
ing the composer’s numerological interests (see Tatlow 2015), consisting of music
entirely in triple time, in three flats or sharps. in three sections or in three parts, plus
BWYV 333 and the Canon at the Third from the Goldberg Variations); and to give a
performance of the Wilhelm Friedemann Bach Book, 300 years to the day since the
composer began the manuscript on 22 January 1720. At the beginning, there was no
intention to do any writing as part of the project, but hands-on engagement with the

6 This would presumably have included at least the Clavieriibung I, I, the Goldberg Variations, the
48, the English and French Suites and Partitas, the Toccatas, the Art of Fugue and the Inventions &
Sinfonias.

7  For the sake of variety, these recitals alternated with others from three ongoing projects using early
keyboard instruments (harpsichord, virginals, spinet, ottavino, fortepiano and organ), including the
complete Fitzwilliam Virginal Book, a sequence of 40 German Baroque clavichord programmes and a
contemporary music series; see www.francisknights.co.uk.
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music, and queries about some of the ideas presented in the standard narratives of
Bach, led to almost continuous note-taking and eventual publications. This research
could and would not have arisen without the performances.

The recitals grouped works by genre as far as possible, allowing that larger sets
had to be split: Clavieriibung 11, the Goldberg Variations, the French Suites, the Art
of Fugue and the Inventions & Sinfonias were single concerts each, while the 48 was
divided into five (Book 2 is longer than Book 1), and the English Suites, Partitas and
Toccatas were split between pairs of concerts. Playing in sets allows for a greater un-
derstanding of the internal structures, as for example in the six Partitas, where Bach
makes a point of varying the content (eg six different types of Sarabande) through
the collection as widely as possible.

In terms of attributions (see Knights and Padilla 2021), a fairly broad approach
was taken; after careful examination, a number of pieces from the Neue Bach Aus-
gabe volume Keyboard Works of Doubtful Authenticity (Bartels and Rempp 2008)
were included in the series,® but none from its Keyboard Works attributed to J. S. Bach
(Bartels and Rempp 2008a). One near-canonic suite, the Priludium et Partita del
Tuono Terzo in F BWV 833, was discarded. Although this appears in the Moller
Manuscript (Berlin Staatsbibliothek Mus.ms.40644), a very important early Bach
source, not one of its movements seemed to me to contain any Bachian fingerprints,
despite the copy and attribution coming directly from the composer’s older brother
Johann Christoph (Schulenberg 2006: 35-38).°

The secondary source material in English was very familiar at the start, having
been used for teaching for years, but a search for recent material proved very useful.
As well as the essential New Bach Reader, David Schulenberg’s Keyboard Music of ]. S.
Bach, and specific repertoire volumes by Peter Williams, David Ledbetter and Ralph
Kirkpatrick (David and Mendel 1998, Schulenberg 2006, Williams 2001, Ledbetter
1987, Kirkpatrick 1987), three new books were particularly stimulating: Richard
Jones on The Creative Development of Johann Sebastian Bach, Peter Williams’ Bach: A
Musical Biography and Robin A. Leaver’s Companion to Johann Sebastian Bach (Jones
2007, Williams 2016, Leaver 2017); the latter is an invaluable digest of the state of
Bach research. References to all these and many other books were then organized
and presented as a short guide for the benefit of other players (Knights 2020: 32).
Following this, an edition had to be chosen. The choices were between Urtext copies
without fingerings, and the project started using the Neue Bach Ausgabe (Birenreit-
er), but soon transferred to the Henle series after working with its exemplary copy of
Book 2 of the Well-tempered Clavier. The reasons were as much practical as scholar-
ly: the Henle volumes are more clearly printed on better paper, with fewer page turns
and more informative critical commentaries.

8 Itis very surprising that no Critical Commentary is included in this volume.
9  Schulenberg seems inclined to accept it. For a discussion of stylistic development in Bach’s earliest
keyboard music, including the dubious Neumeister Chorales, see Knights and Padilla, forthcoming.
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All the concerts were performed on the clavichord (a first, for a complete cy-
cle),”® the most common domestic keyboard instrument in 18" century Germany
(see Brauchili 1998); and in the spirit of performances from before the invention
of the public ‘keyboard recital’ in the late 18" century, they were presented on a
small scale, with an audience of listeners who were expert in Baroque music." The
historical conceit imagined here was of a complete Bachian cycle performed to the
composer by his pupils in the 1740s, bringing together all the clavier music he had
written in the previous half-century. The venues were nearly all very small, main-
taining a sense of domestic intimacy, and allowing the clavichord (a quiet but very
expressive instrument) to sound out well.

Perhaps surprisingly, the concept of ‘interpretation’ as such did not arise as a sep-
arate idea; after a lifetime listening to (and especially, reviewing) this music, clear
ideas about the parameters for tempo, articulation, dynamics, ornamentation and so
on were already very well formed; the concern was the application of fingering and
other performance techniques to make these a reality.

The clavichord used was a fine copy by Dennis Woolley (1993) of an instrument
built by Johann Adolph Hass (c.1720-c.1773/6) in Hamburg in 1763, the original
of which is now in the Russell Collection at Edinburgh University.'* The 1763 Hass is
in excellent playing order,"* and has been copied successfully many times. Although
this particular instrument dates from after Bach’s death, the original design, by Jo-
hann’s father Hieronymous Albrecht Hass (1689-1746 or later) was very similar,
and the 18 or so surviving FF—{3 unfretted clavichords of this model by both father
and son vary in length only between 170 and 176cm (Boalch 1995: 365-376). The
earliest is from 1732, and is already a fully worked-out design from the period of (for
example) Bach’s mature clavier works. A close comparison I was able to make by giv-
ing recitals on the 1742 instrument in the Bate Collection, University of Oxford and
the 1763 copy, confirms their great similarity in terms of tone, touch and response.'*
The Hass family instruments (including their very large harpsichords) were often
highly finished, expensive and complex, using exotic materials such as mother of
pearl and tortoiseshell for the keys; it is likely that they would have been well out of
Bach’s price range, but something he might well have coveted. The only element of
query as regards a suitable clavichord for Bach is the use by Hass of 4’ strings in the
bottom octave and a half; C. P. E. Bach did not like these," but we do not know that
his father would have concurred.

An examination of the changes in Bach’s clavier style between 1700 and 1750
leads to further speculation about the instruments he used and had access to. The
estate inventory at his death notes that he had five harpsichords (clavecin) of various

10  Richard Troeger (clavichord) began an excellent recorded cycle on Lyrichord in 1999, but it
ceased after only four volumes; See Knights 2020b for details.

11  All the concerts were by invitation, and free.

12 See Whitehead 1996; https://collections.ed.ac.uk/mimed/record/153662highlight="*:*.

13 See Knights 2020b for a list of recordings.

14 Atother times I have also tried the original 1763 Edinburgh Hass and another Hass of 1761.

1S Noted in aletter to Johann Nikolaus Forkel in November 1773.
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sizes, two lute harpsichords and a spinet, and that three ‘clavichords with pedals” had
previously been given to the young J. C. Bach (David and Mendel 1998: 251-252).
How long he had all these instruments and what they were used for is unknown,'¢
but they give no information about his previous collection. For example, his earliest
work specifying a two-manual harpsichord is Clavieriibung I (1735);'” did he him-
self even own a double before that date,'® or was its acquisition the inspiration for
this collection and the subsequent Goldberg Variations (1741)? Many of his earlier
works use full-voiced chords, rather in the manner of Kuhnau’s keyboard music, in
an attempt to produce what looks like a big tone — see BWV 832,903 (octaves in the
bass), 922,923, 944, 963, 992, 993 etc — while the later works focus more on formal
contrapuntal clarity. Large chords are less effective and indeed less necessary on an
instrument like the clavichord, with its possibility of dynamics instead, and so is it
possible that this change is related not only to the development of Bach’s stylistic
thinking, but also to the instruments he preferred to work on? Although Forkel’s
statement that Bach ‘liked best to play upon the clavichord’, considering it ‘the best
instrument for study, and, in general, for private musical entertainment’ (David and
Mendel 1998: 436) has been disputed for obvious reasons by generations of modern
harpsichordist recitalists since Landowska (Knights 1990), it could be the case that
Bach actually conceived his earlier clavier works for the harpsichord, then moved
to the clavichord as wider-compass unfretted instruments became available in the
1720s."”

PEDAGOGY

The first goal of the series was learning the complete Well-tempered Clavier, on
the basis that after this compendium, all of Bach’s other technical demands would
seem relatively straightforward. For an early keyboard specialist, the major difficulty
is remote keys (very little harpsichord music strays outside four sharps or flats), so
the decision was made to group the works by key rather than book, and work to-
wards the extreme sharps and flats in the fourth and fifth programmes. In addition,
a formal study-structure scheme was devised, which was then written up (Knights
2018), with suggested times for the benefit of amateur players with variable levels of
technical skill and practice time; between three and five months per concert was sug-
gested. The order of preparation for each unit was as follows: 1. Analysis of the score

16  See Francis Knights, ‘J. S. Bach as instrument collector’ (forthcoming).

17 The two manuals are needed for the notated forte and piano dynamics only, not for any hand-
crossings, and thus work well on the clavichord too.

18 He would of course have had access to institutional double-manual harpsichords throughout his
career. Forthcoming research by Leonard Schlick indicates that two-manual instruments were much
more common in 18th century Germany than previously thought.

19  Early examples include the FF-d’ Johann Christoph Fleischer (1723) now in the Drottningholm
Museum Theatre (Boalch 1995: 316-317), which is only a little smaller than the Hass clavichords
described above.
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and background reading; 2. Fingering; 3. Basic learning; 4. Improving problem pas-
sages; S. Familiarity and revision; and 6. Preparation for performance, each of which
was described in detail. This kind of structure® is especially useful for those without
regular access to a teacher, and the point was made that there had to be a purpose:
‘Each unit must end with a performance of some kind: this is the goal that defines the
end of a unit, and is absolutely vital’ (Knights 2018: 26). As well as the structured
learning system proposed, a list was made of the individual technical components
in the music, which included the following: interleaving of voices; independent
moving parts within one hand; metrical arpeggiation and patterns; reading double
sharps and double flats; clarity of trills and ornaments; trills on weak fingers; extend-
ed trills; wide-range arpeggios; wide leaps; hand crossing; hand rotation; playing
quickly; complex chromaticism; performing in the free fantasia style; voicing large
chords; wide stretches; cantabile and legato style; consistent and clear articulation
in fugue subjects; overholding techniques; and playing in up to five voices at once.
The idea that a new technique (such as hand crossing) only needs assimilating once
is not quite true, as such techniques will feel different according to style, key and so
on.

The principal challenge for the 48 is fingering; there was no contemporary meth-
od and little precedent for fingering in remote keys, and the lack of fingering in Bach’s
pupils’ copies is intriguing. In the 1754 Obituary written by C. P. E. Bach and Agri-
cola, Bach’s own fingering abilities are described in some detail:

All his fingers were equally skillful; all were equally capable of the most perfect accu-
racy in performance. He had devised for himself so convenient a system of fingering
that it was not hard for him to conquer the greatest difficulties with the most flowing
facility. Before him, the most famous clavier players in Germany and other lands had
used the thumb but little. All the better did he know how to use it (David and Mendel
1998: 306).

The point about use of the thumb is very important, and there are numerous in-
stances where Bach has the player using that digit on a black key; in fact, throughout
the two Books there are many instances where the composer virtually forces the
student to make the right choice. Thus, the only way of learning workable fingering
for the 48 is to learn the 48 itself, and perhaps this is why J. S. Bach (unlike C. P. E.

20 The method was successful, and used for all subsequent concerts, with the additional refinement
that sections one and two were overlapped, so that the start of each recital learning process, fingering
and so on were ready in the next score. My own learning times for each programme turned out to be
three weeks ordinarily, with four weeks for the Art of Fugue and the 48, and five weeks for the Goldberg
Variations. Ton Koopman (2009: 27) notes in his complete Bach organ set that ‘doubtful’ works
required ‘more extensive preparation than other pieces which are technically much more difficult’ The
reason is likely that they do not use the familiar hand shape vocabulary that is built up playing the
mainstream Bach repertoire; and I find the same holds true of genuine Bach works which use patterns
he never returned to, such as the very chromatic Allemande from the Suite in Eb BWV819a and the Bb
Fugue on a theme of Reincken BWV 954.
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Bach) did not feel the need to write a keyboard method. Learning the music actually
teaches the technique, a reversal of later keyboard pedagogical methods using tech-
nical etudes and the like in order to be able to learn the repertoire.

Players” hands are all different sizes, and keyboards vary too (for example, it is
harder to play with good tone in extreme sharp and flat keys on the clavichord, as the
finger has to be kept nearer the front of the key, due to the position of the balance
pin), but it would be possible to produce a worked-out fingering guide to Bach from
the experience here, even if it would not be applicable to every player and instru-
ment.”! One point of note was that so-called ‘early fingering’ (as used in the 16™ and
17" centuries, and taught for white-note scales by Bach in the Wilhelm Friedemann
book of 1720 [Plath 1979: 4] and noted as normal by C. P. E. Bach too in 1753 [Bach
r/1974: 46]),% is often extremely useful in counterpoint where one part is held and
another moves scalically: in (for example) a rising right-hand scale, paired fingers
3-4 3-4 are used, with the longer finger leading. An example occurs in the final bar of
the very first Fugue of the Well-tempered Clavier (Book 1), right hand.

A further unexpected observation from performing the Well-tempered Clavier
is that Bach mutates the fugue subject - that is, the statement in the original key,
not the answer — quite often; this is not something that is mentioned (or would be
approved) in fugue theory texts. A good example occurs in the Eb Fugue from Book
1, where in bars 28-29 the first note of the subject is a tone lower, and tied back over
the barline. The purpose seems to be to disguise the entry, and a look over all the
fugues in the 48 shows that such changes of pitch or rhythm occur no fewer than
38 times (Knights, forthcoming). Further examination suggests fifteen different
categories of changes, including lengthening or shortening the first note, changing
tonality, rhetorical interruption and so on. That the fugue subject, the building block
of the entire piece, is not inviolate is itself interesting, but it also has implication for
Bach’s compositional method: the structure of a fugue (exposition, episodes, modu-
lations etc) is assumed to be planned on paper so that the subject can be placed first
and the additional counterpoint built around it. But the composer seems willing to
compromise the integrity of the subject after those other parts are created - in the D
minor Fugue of Book 1, bars 34-35, the subject is even partly in the major.

Following on from these technical studies of the 48, a more detailed account was
made of the earlier Inventions & Sinfonias as a result of the performance (Knights
2019). These two sets were put into final form when Wilhelm Friedemann was about
ten, and the composer’s manuscript Preface explains the dual purposes, for student
performer and composer: “to learn to play clearly in two voices” then “deal correctly
and well with three obbligato parts”, as well as learning how to develop good musical
ideas and “a singing style of playing” What is not evident from modern editions*
is that two thirds of the works also involve reading the alto clef, an additional im-

21  Throughout the entire project, I only found one bar it was impossible to finger satisfactorily with
the method developed: the Prelude in E minor, Well-tempered Clavier (Book 2), bar 30, right hand.
22 Ttwas unchanged in the 1787 edition.

23 An exception is Pickett 2004.
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portant skill. The works have been an important part of piano pedagogy since the
19" century, but without ever explaining what specifically was being taught. A close
analysis of the score shows just how much needs to be assimilated: matching figu-
ration patterns in both hands; continuous semiquaver movement; division of the
inner voice between two hands; scale patterns of more than a octave; leaping down
with the RH 5th finger; leaping up with the LH Sth finger; long trills; trills against a
moving part; broken thirds; parallel thirds and sixths in one hand; broken chord pat-
terns and figuration; one held and one moving voice in one hand; chromatic scales;
wide leaps and stretches; arpeggios of more than an octave; part crossing; legato;
two against three; syncopation; fast demisemiquavers; double sharps and flats; com-
plex ornamentation and much else.* This list absolutely validates Bach’s own meth-
od of making these works an early goal of study, and it is worth noting that the full
benefits only come if both sets are learned complete.” It also removes the element
of personal preference: when you can choose which pieces to learn, it will often be
those for which one’s technique is already sufficient - few students choose to learn a
difficult piece just because of its difficulty.

THE ART OF FUGUE

One aspect a player becomes very aware of in keyboard music is hand stretch-
es, where more than an octave is asked for. Although physical keyboard compass
varied slightly in Bach’s Germany, between different regions, types of instrument
and makers, the composer’s usual practice was to make the octave span the normal
limit (that is, after all, why the keyboard octave is the size it is), with an occasional
ninth and an even rarer tenth at cadences. This is information well ‘known’ to the
fingers, and deviations from it are noticeable. An interesting case arises in the Art
of Fugue (Knights 2020a), which has generally been accepted as a keyboard work
for many years, since the writings of Donald Tovey and Gustav Leonhardt (Tovey
1931; Leonhardt 1952). As with the problematic A minor fugue in Book 1 of the
48 (see below), some sections of this ask for ‘impossible” stretches, a fact which is
glossed over. In reality, the Art of Fugue cannot be played on a single keyboard un-
less the player has very large hands indeed; the posthumous published edition also
includes an organ chorale prelude, Vor Deinen Thron, and an arrangement for two
keyboards of the second pair of mirror fugues. Experience with the ongoing recit-
al project meant that the mirror fugues and chorale were performed separately as
part of a clavichord duet concert, and the solo clavichord Art of Fugue was given as
Contrapunctus I-XI, XIV plus the four canons. The completion supplied at the end
of the Henle edition (Moroney 1989: 69) was also omitted, and this tied in with a
further piece of related research, described next.

24 In Knights 2019 all these components are identified by specific bar.

25 This is one of the justifications of ‘completist’ projects; as expressed by Damian Thompson in
a different context, “The most perceptive performances of Beethoven’s sonatas tend to come from
pianists who play all of them” (Thompson 2020: 36).
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Computational tools have developed sufficiently that they are able to process
symbolic music data meaningfully, and have many applications, such as in attribu-
tion studies. The comparison problem is that works by the same composer can be
quite varied, and a sufficient corpus is needed to compare (for example) an anony-
mous 18" century German fugue with other known repertoire to have any chance
of a plausible identification result. The systems used can be simple enough to be
considered robust,** but Contrapunctus XIV offers another way of comparing re-
constructed music to actual Bach (Paz, Knights and Padilla, forthcoming). There are
some two dozen completions of the Art of Fugue, of varying levels of success, but
they all tightly use Bach’s existing material and contrapuntal structures to try and
produce a seamless finish to the concluding fugue. By measuring the shape (interval-
lic rise and fall) of the individual lines and comparing them with the surviving 239
bars of Contrapunctus XIV, the closeness of the various completions can be mea-
sured. This does not of course directly correlate with any guaranteed sense of artistic
or contrapuntal success, but does show which scholars have been able to create lines
that are very similar to Bach’s own. Using a mathematical method called Information
Theory, it can be demonstrated that Tovey’s 1929 completion (Tovey 1929) holds
up well, but is eclipsed by the recent Zoltdn Géncz version (Géncz 2006).

PERFORMANCE PRACTICE ISSUES

A number of Bach’s early works survive in sources that are very highly ornament-
ed in the French manner, some of which derive from later copyists;*’ it is not certain
how much this tradition has a direct line to Bach - there are very few early Bach
autographs, for confirmation. While there certainly are examples of Bach providing
highly ornamented alternative versions (e.g. the Sinfonia in E> BWV 791a), there
appears to be a difference in the amount and type of ornamentation used from the
mid-1720s onwards, when he started to publish his clavier music. There, added dec-
oration to individual notes gives way to complex notated patterns written out in full
(see the Sarabande of Partita No. 6 in E minor, BWV 830, for example). There is thus
a case to be made that Bach’s ornamentation practice changed during his composi-
tional lifetime, and in the spirit of the ‘1740s’ approach outlined above, the decision
was made to use throughout the type and quantity of ornaments from the later pe-
riod.”® This also seemed to work better on the clavichord, where excessive French-
style decoration makes it more difficult to produce good tone — Hass clavichords are
notorious in their demands in that respect (see Bavington 2019: 7-14).

26 See as an example the Formal Methods in Musicology project, https://formal-methods-in-
musicology.webnode.com.

27 See for example the excerpts or scores included in Steglich (r/2008: 87); von Dadelsen (r/2009:
6); von Dadelsen and Ronnau (r/2009: 141).

28 'This raises a very interesting question: did Bach play his early works in later years using the
ornaments he had first envisioned, or in his current playing style, if these were different?
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Performance of the English Suites led to an interesting tangential piece of re-
search about Bach’s cantatas (Knights 2020c). Observing while playing that Bach’s
binary-form dance movements nearly always end with matching broken-chord ca-
dential patterns (all six Allemandes from the English Suites, for example), a parallel
listening project working through all of Bach’s cantatas® with scores in hand noted
that recitative perfect cadences with obligato instruments were both generally har-
monically plain but rather varied in layout. This resulted in a typology of all these
111 cadences, the purpose of which was to provide practical guidance to organists,
many of whom (on the evidence of concerts and recordings) have been providing
excessively florid continuo parts in Bach recitative. This is particularly useful for the
many basso continuo parts which are unfigured, and hence where no guidance is giv-
en by the composer. The sometimes surprising results indicated what was appropri-
ate voice-leading, and what level of dissonance was typical (for example, dominant
7ths and falling 7ths are relatively rare in minor keys). A comparison of the cantata
texts being set for the cadences indicated that certain types of words evidently sug-
gested melodic elaboration to Bach, and that decorated (as opposed to plain V-I)
cadence chords were far more common in some keys than others, major and minor
keys having some further differences also.

One interesting performance issue noted during the ongoing series was one of
relative accuracy; as Bach’s numerous finger-patterns and hand-shapes were ever
more thoroughly assimilated, a ‘backup’ for mistakes started to appear. That is,
where a note or pattern was misread in concert, the actual notes played would be
replaced not by (for example) just one too high or too low, but by something else
from the ‘Bachian’ finger-palette, which was often fitted sufficiently well that listeners
were not aware of a mistake. The same process must surely support improvisation
in historical style, as practiced by expert performers like Mikko Korhonen,* where
a whole repertoire of unconscious patterns under the fingers can be drawn on; and
it would of course have been true for Bach himself, in his own improvisations. A
further manifestation of this unconscious activity occurred in the F major Prelude
from Book 2 of the Well-tempered Clavier: in bars 5 and 61 the tenor voice has two
crotchets, the first of which is tied over from the previous bar, but the same passage
in bar 21 has a minim; despite the latter being a fourth lower, my fingers would rou-
tinely play the version from the other bars. Here, finger memory trumped reading
the actual score.

One interesting set of works noted for consideration during the project were
those which use occasional pedal notes.*’ The usual distinction in Bach between
organ and clavier works is that the former either have an obligato pedal part or a
liturgical purpose (eg a chorale prelude). This leaves a small group of works which
are unplayable as they stand on harpsichord and clavichord, but have been largely

29 Collected recording by the Vienna Concentus Musicus and the Leonhardt Consort, Teldec
Classics 2564 69943-7 (2007), recorded 1971-1989.

30 See for example Korhonen 1997.

31 For a detailed discussion, see Knights 2020d.
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ignored by organists as they are usually included in editions of the clavier works:
pieces that require an intermittent or very occasional pedal part, such as at the end of
a fugue. None of them appear to need a 16’ pedal, and the majority (while not pre-
cisely dateable) seem to come from around 1710-171S5. Not all sources even men-
tion the word ‘pedal) or comment in any way on the impossible stretches for the left
hand. The options for performance are the use of a third hand; a pedal harpsichord
or clavichord (see Speestra 2005); putting the unreachable notes up an octave; us-
ing the ‘stick in mouth’ technique described by Charles Burney (see below); or the
use of an instrument with pedal pulldowns (a small pedalboard connecting to the
lowest notes of the manuals by cords or trackers).> The eight works fall into two
groups, those requiring just a few pitches at the end (Fugue in A minor BWV 865
from The Well-tempered Clavier, Book 1, Fugue in C major BWV 946, Fugue in A
major BWV 949, Fugue in A major BWV 950), and those requiring a wider range
of pitches (Fugue in D minor BWV 948, Sonata in D major BWV 963, Aria Variata
BWV 989, Capriccio in E major, BWV 993). Both groups seem closer to clavier than
organ in terms of style (for example, dense left-hand chords in BWV 993, arpeg-
gios in BWV 948). While BWV 948 looks like an organ fugue for the most part, it
concludes with two entire pages of wide-compass demisemiquaver arpeggios that
modulate wildly, rather in the manner of the clavier Fantasia in A minor BWV 922;
it also requires top c#, which was not available on most organs. The apparent pedal
part is rather unusual in its demands, and resembles no known Bach organ or clavier
fugue in its layout here; see Example 1.
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Example 1: Bach, Fugue in D minor BWV 948, bars 64-66

By way of an applied musicology experiment to follow this up discussion of these
‘occasional’ pedal parts, the ‘stick in mouth’ method (option four) was tested. This
was referred to by Burney as an evident absurdity: Bach “was so fond of full harmo-
ny that, besides a constant and active use of the pedals, he is said to have put down

32 Inperformance, the third option was taken, apart from BWV 948, which was omitted as impossible
without a proper pedalboard.
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such keys with a stick in his mouth as neither hands nor feet could reach”* and has
so been treated by later writers, but what if it had some basis in fact? While hardly
seeming necessary for the organ, with its additional pedals, it could be applied to the
harpsichord and clavichord, and was tested using a long and thin wooden spoon of
35cm, which could be easily held between the teeth. The conclusion was that it was
very difficult to use on a touch-sensitive instrument like the clavichord, with issues
of balancing the tone and volume with the notes played by the hands, but that it
could work on harpsichord. It is probably too inelegant to use in a normal recital,
and angling the head to reach the low bass notes with the stick means the music
cannot been seen while doing it, but it is not actually impossible as a technique.
Accurately hitting sharps is much harder than naturals.

FURTHER EXPERIMENTS

In addition to the 21 clavichord performances, four other concerts took place
by way of appendix: a repeat of one of the ‘48’ programmes on the new organ of
St Edmundsbury Cathedral, demonstrating the easy transferability of the music be-
tween various keyboard instruments (there are at least five complete recordings of
the ‘48 on organ); a second complete performance of the Goldberg Variations on
harpsichord, including those two-manual variations which cannot be comfortably
be played on the single keyboard of the clavichord; a duet recital on two clavichords
with Dan Tidhar of the Art of Fugue, including the two-keyboard versions of the
mirror fugues; and a special sightreading concert early on. In this last, an invited
audience was invited to pick works at random from supplied collections of pieces
by Bach, Bohm, Buxtehude, Reincken and others distributed among them. The pur-
pose of this was twofold: to see what it was like for an audience to knowingly hear
a sight-read recital, and for the performer to experience the pressures of playing at
prima vista. Much of the music was straightforward, and the experiment appeared
to work well; it was not evident that there was much additional tension for either
player or listeners caused by concern about misreadings or slips happening, proba-
bly because we were ‘among friends’ This was all done in reference to an anecdote
in Forkel’s biography of Bach: at Weimar he told an acquaintance that he “really
believed he could play everything, without hesitating, at first sight”. Nemesis came
when the friend deliberately supplied a score with an unplayable passage, to which
Bach responded, after failing to negotiate it successfully: “one cannot play every-
thing at first sight; it is not possible” (Forkel, in Mendel and David 1998: 435). One
assumes that Bach must have told this story against himself, for it to have become
part of family lore. The essential point is that the German organist tradition placed

33 Charles Burney on Bach, Rees’s Cyclopaedia, Vol. 3, section 2, part 6 (1804). His original notebook
comments (c.1772-c.1790) were “This Musician was so fond of Polyphonic Music & full harmony that
besides a constant & active use of Pedals, he is said to have had a stick (some say a short Tobacco-pipe)
in his mouth, by wch. he put down such notes as neither feet nor Hands cd. get at”; see Gilman 2014.
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a considerable premium on the ability to sightread (and of course, to improvise),
practice access to the instrument being problematic when an additional person or
two were needed to work the bellows. In addition, the modest level of technical diffi-
culty of early 18" century German keyboard music, and the lack of indications such
as fingering in manuscript scores, leads one to ponder whether indeed many players
simply read through the music domestically as best they could, by way of a kind of
personal ‘performance’** Such an attitude is hardly possible with Bach’s own music
of course, which really does need learning; Forkel also notes that the compositions
of Bach’s contemporaries were all ‘easier than his own’ (ibid.: 435).

One additional skill in learning music is retaining it; it is hard to keep a ful-
ly-worked version of a Bach piece under the fingers without deterioration for very
long, so an experiment was added to the project in which either Book 1 or Book 2 of
the 48, the Goldberg Variations or the Art of Fugue, was played though alternately
on the first day of every month. Some sense of decline could then be measured for
works not kept up to concert standard by continued performance (a familiar problem
for professional recitalists). The Goldberg Variations fared well, but some of the most
intricate hand-crossing passages fell away and would have needed re-learning; and (as
expected), the Preludes & Fugues in remote (and therefore rarely-used) keys did not
do so well during the following year or two. The Fugues in C# (Book 1) and F# (Book
2) were particular victims; whether repeated performances would have embedded
the finger-memory more strongly than for a single concert seems highly likely.

The performances of the 48 and of the many other miscellaneous preludes
and fugues led to what is perhaps a quixotic editing project: a ‘third’ Book of the
Well-tempered Clavier, assembled from the latter material (Knights, forthcoming a).
Many of the miscellanea are high quality but not well known, and there seemed mer-
itin collecting these together for the benefit of players; to fit the 24 major and minor
keys, all were transposed by a tone or semitone,* and some additional material was
also sourced from the unaccompanied violin and cello works. Perhaps the greatest
value of the new collection is the fact that — unlike Bach’s own Books 1 and 2 — the
works in remote keys are deliberately short and easy, and thus ideal preparation for
study of the real Well-tempered Clavier.

Various follow-up recital projects are now under consideration; an obvious one
is the exact same repertoire but on harpsichord; and another is a complete perfor-
mance of Bach’s organ works. This second idea has a particular appeal: much of Bach’s
music for string and wind keyboard instruments utilizes a very similar technique (it
was not until the 19" century that organ technique became clearly distinguished
from piano technique, for example), yet there are both notational differences (espe-
cially with regard to the sustain of voices)* and differences in the use of the left hand
in particular. The end of the first Prelude from Bach’s Well-tempered Clavier (see ex-
ample 2) shows one interesting notational example: the bass C minims in the penul-

34 We know very little of how thoroughly music was learned by non-professionals in this period.

35 AsBach appears to have done when compiling part of Book 1, at least.

36 Foradiscussion of editorial concerns about the tying of notes for different keyboard instruments,
see Knights 2021.
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timate bar are always tied in modern editions (sometimes without even mentioning

it in the Commentary), to match the layout of the previous bar. On the clavichord at
least, the written version works perfectly well; it might be done differently on organ.
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Example 2: J. S Bach, Prelude in C BWV846, bars 34-35

Overall, a detailed comparative study of the precise technical demands of Bach’s
clavier and organ works arising from performance would be most instructive.
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®rancuc Hajtc

AEAA . C. BAXA 3A KAABUJATYPHE UHCTPYMEHTE:
OA U3BOBEA AO ITIPOYYABAKA

(PE3UME)

ITpojexar ommcaH y 0BOj CTYAHjH ITOKa3yje KAKO H3BOlauKe IIepCIIeKTUBE IIPOU3BOAE
KOHKpPEeTHA HayYHA [UTamba y IPOyIaBakbUMa PyKOBOl)eHNM IIPaKcOM, OBAE Ha IIPH-
Mepy HCTpakHBamba KOMIIAETHOT ITHKAyca BaxoBux aeAa 3a KAaBHjaTypHe HHCTPY-
MeHTe, cripoBeaeHoT op 2017. o0 2021. roaune.

Aeaa cy, KoAnKO je To MoryhHo, rpymucaHa IpeMa SKaHpY, ¥3 MaXoHBO Pa3MaTparbe
kopumheHUX HHCTPyMeHATa, HOTHHX U3AAa U yCAOBa usBobema. IIpojexar je 3a-
[O0Y€e0 [UKAYCOM AOOPO TeMITepOBaHU KAABHP, CAAPIKAO je IIECT ACAOBA, OA AHAAM3E
AO KOHAYHe IIPHIIpeMe U3BOlerba, IITO je II0CTAA0 OCHOBOM 3a IIEAATOLIKY CTYAH]Y.
Ycaearaa je AMcKycHja 0 TIpeIU3HUM TeXHUYKMM KOMIIOHEHTaMa ABOTAACHHX U TPO-
raacHux uuseHnuja. ITo usBohemy YmernocTu $pyre HacTasa Cy ABa HCTPKHMBAUKA
eceja, jeAaH 0 AAy Ka0 KOMIIOBHIIM)U 32 KAABUjaTypHU HHCTPYMeHT (T je 610 3aKmy-
YaK, aAU He TIOCTOjH jEAUHCTBEHA KAABHJATyPa), 2 APYTU O Pa3AUMHTHM MOAEPHHM
3aBpIIeIMa ImocAeamer, HesappmeHor Kontpamynkra. OBae je 3ajeAHHYKH pady-
HAPCKHU IpOjeKaT HAEHTHPHKOBAO 3aBpIIeTKe KOjH HajBUIIe Ade Ha baxosy mysuxy
y IIOTA€AY BOherba rAacoBa 1 MEAOAHjCKe KOHTYPe.
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HN3zBohauxa mpaxca je 6uaa jour jepAHO KAYUHO [TOAE MHTEPECOBaAA, YKAYIYjyhu
u opHamenTauyjy (pasamautu pyxonucu u3 XVIII Beka, pasandute paTanuje, HyAe
BeAMKH 0pOj PasAMMUTHX OIILUja), HOBe3UBatbe GaXOBCKHX IIPCTOPeAa ca usBohad-
KOM TEXHHKOM M MoryhHe yTHIlaje Ha caBpeMeHy HMITPOBH3AIHOHY IIPAKCY, Ka0 U
HOBPEMeHY YIOTpeby IIeAAAHHX TOHOBA y MAAOM OpOjy paHuX, 3a baxa HeTunuuHux
AEAQ, TAE Ce CyTrepHIlie A je KOMIIO3UTOP Y TOM IIePUOAY UMAO MHCTPYMEHT C Ileaa-
AaMa Koje IToBAaYe AUPKe.

Aamy IpaKTUYHK eKCIIePHMEHTH CIpoBoleHM cy Kako OH ce TecTHpasa MHTe-
pecanrHa npuya Yapaca Bepuuja o Baxy, koju je , AupKe IIOBAAUKO HaHIKe TOMOhy
IITAIa y CBOjUM YCTHMA, 2 KOjH HUje MOTa0 AQ AOXBAaTH HU pyKkaMa Hu Horama'. Ko-
HA4YHO, HA AOAATHHM PEeCHTaAMMA HCTPaKeHa je pasauka usMely ussohema Aobpo
TEMIIEPOBAHOT KAABHPA HA OPTys»aMa M Ha KAABHKOPAY, BEIITHHA YUTaHa C AUCTA
(mpema cBepouemuMa, Bax je Morao pa ,cBEpa CBe, 63 OKAeBarba, Ha IIPBH MIOTAEA”),
U HA€ja TEXHHYKOT ypyIlaBaka HAy4eHOT pelepToapa TOKoM BpeMeHa. Behuna Tux
HCTPAXUBAYKKX IINTakba He O MOTAQA Ad Ce IIOCTaBHU Oe3 u3Bohauke mepcrexruse. Y
TOM CMHCAY, CACBUM je jaCHa BXXHOCT Mel)ycoOHOT pasyMeBama HAyYHUKA, YPEAHHKA
U M3BODaua KaAd je ped O BHXOBUM PA3AUYUTUM IPUCTYIINMA.

Kay4aHE PEUM: Joxan Cebacrujan Bax, Mysuka 3a KAaBHjaTypHe HHCTPYMEHTe, 13-
BobauKa IpaKca, UCTPaXKUBaIbE, [IEAATOTHja.
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ABSTRACT

The Association of Serbian Singing Societies in Sombor started the magazine
“Gusle” in May 1911. It was a monthly magazine with each issue sixteen pages
long. In the introductory place in each issue “Gusle” brought extensive texts ded-
icated to the problems in the work of Serbian singing societies. One column fol-
lowed the work of the Association, and one brought news from the life of singing
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societies. The magazine was concluded by notes and advertisements. The out-
break of the First World War stopped the publication of this magazine. The last is-
sue was published in April 1914. This is the first study dedicated to the magazine
“Gusle’) its structure, content and ideological profile. In the appendix, the paper
brings an integral bibliography of the journal, which did not exist until now.

KEYWORDS: Magazine “Gusle” (1911-1914), The Association of Serbian Singing Soci-
eties — Sombor, Pura Cveji¢, Serbian music periodicals — 20th century, singing societies.

ATICTPAKT

Cases cprickux neBaukux Apyurrasa y Combopy mokpenyo je y Majy 1911. ropuse
gaconuc ,I'ycae”. Hacomuc je n3Aa3HO jeAHOM MeCEYHO Ha IIIECHAECT CTPAHHIA.
Ha yBopnOM MecTy y cBakoM 6pojy ,I'ycae” cy poonocnae obuman Tekcr nocsehen
npobAeMHMa Y PaAy CPIICKHX ITeBAUYKHX ADYKHHA. JeAHA pyOpHKa je IIpaTHAa pap
CaBesa, a jeAHa je AOHOCHAQ BECTH U3 XMBOTA IIeBaYKUX ApymTasa. Jacomuc cy
3aKmydrBaAe beAemke u oraacu. Ms6umjame IIpBOr cBeTCKOr para 3ayCTaBHAO
je u3aaxeme oBora raacuaa. ITocaepmu 0poj je uzamao y anpuay 1914. Oso je
npBa cryauja mocsehena wacomucy ,I'ycae’, 1meroBoj CTpyKTypH, caapxajy u
HACOAOIIKOM MPOJHAY. Y AOAATKY, Pap AOHOCH HMHTErpaAHy Oubamorpadujy
JaCOIIMCa, KOja AO CaAd HHje IIOCTOjaAa.

Kwyasg pEun: Yaconuc ,Iycae” (1911-1914), CaBes CpIcKuX IeBa4KUX APYLITABA —
Combop, Bypa Lisejuh, cpricka my3muka neproprka — XX Bek, IIeBauKka APyIITBa.

Yjanyapy 1911. ropure y Combopy je ocHoBan CaBes CPIICKHX [IEBAYKHX APYIITABA.>
Y Majy uCTe ropuHe mojaBuo ce mpBu 6poj uacomuca ,I'ycae, 3BaHUYHOr TAacHAQ
Casesa. bro je To Meceunnk, ykynHor obuma o mecHaect crpanuiia. OArOBOpHH
ypeanuk 6uo je Bypa Llsejuh, uaan npepcepnmmrsa CaBe3a CPICKHX MEBaYKHMX
ApymTaBa. OCTaAM YAQHOBH YPEAHHMINITBA Y YaCOIMCY HUCY HOTImHCaHH. Yacomuc
jé M3Aa3M0 PepOBHO, CBe A0 ampuaa 1914. roaune. Huje u3aasuo y jyay u aBrycry.
HM36ujame ITpBor cBeTCKOr paTa 3ayCTABHAO je KHBOT OBOTA IAACHAA.

ToxoM Tpu ropuHe mocrojama ,I'ycae” cy objaBiae ABe CTOTHHE ILIe3peceT TPH
4AaHKa ¥ npusora. Ha mpBoM MecTy, y cBakoM 6pojy, HaAa3HO ce OOMMHHUjU TEKCT
nocseheH TeMeASHMM INPAKTHUYHUMM MUTAEBKMMA M IPOOAEMHMAa y PaAy CPIICKHX
HeBaYKUX ApymTaBa. FI3a Tux Hammca poaasuaa je pybpuka ,Pap Capesa® koja je
AOHOCHAQ BECTH O AKTUBHOCTHMA coMbopckor CaBesa CPIICKUX ITeBAYKUX APYIITABA.

3 O Casesy cprickux eBaukux Apyurrasa Bupetu Mapkosuh 1994. u Aranacoscku 2007.



183

ALEKSANDAR VASIC & MARIJA GOLUBOVIC
THE MAGAZINE ,GUSLE* (1911-1914) IN THE HISTORY OF SERBIAN MUSIC PERIODICALS

Tpeha pybpuka je caommTaBasa BeCTH O paAy HH3a CPICKHX II€BAYKHX APYKHHA.
Bpoj cy 3akayunBase Geaelike pa3sHOBPCHOT CAAPXKaAja, @ HA CAMOM Kpajy IITAMIIAHU
CY OTAACH.

ITo npaBuAy, YAQHIIM HECY HOTIIMCHBAHK. YPEAHHUIITBO je KO TAKBO HaBEACHO U3a
IOHABAAHMX ITO3MBA Ha IIPETIIAATY, A CAMO IIECT YAAHAKA CAAPXKH MMEHA, OAHOCHO
MHUIIFjaAe ayTOpa HAK IIceyaOoHIMe. OA THX IIeCT YAAHAKA jeAQH IIPUIIAAA IIPEBOAHO]
AUTEpaTypH.

O uacomucy ,Iycae” mpsa je mmcaaa Crana Bypuh-Kaaju, y oxsupy cor
Tperaepa MCTOpHjaTa jyrocaoBeHcke Mysmuke mepuoauke (Duri¢-Klajn 1940: 10;
OBaj TEKCT je MpemITaMNaH ¢ Ipepajama u pormyHama y: Bypuh-Kaaju 1956). Crana
Bypuh-Kaaju je poaaa OCHOBHe HalOMeHe O YACOIHCY, CTHAOM H IOCTYIIKOM KOjH
0¥ OArOBapao eHIMKAOIEAMjCKOj AuTepaTypr. CaXkeTak THX HAIIOMEHA YHeAQ je y
CBOj YAQHAK O CPIICKMM My3HUYKUM JACOINCHMA, 00jaBAoeH Y IPBOM M APYTOM H3AABY
Muzicke enciklopedije Jyrocaasenckor aexcukorpapexor 3aBopa (Purié¢-Klajn MC-
MLXIIIL: 25S; Durié-Klajn MCMLXXIV: 650). Caudny — THIOM U caApkajeM
- kapakTepusanujy combopckux ,Iycana“ Haaasumo y 4aaHKy (BepoBaTHO)
Poxcanpe ITejosuh, mocsehenom Tome raacuay y Leksikonu jugoslavenske muzike
Jyrocaasenckor aexcuxorpadckor 3aBoaa ,Mupocaas Kpaexa“ (Pejovié 1984:299).
Ona je HamreM YacoONUCy IMOCBETHAA BUIIE HAITIOMEHA y IIPBOM TOMY CBOje HCTOpHje
HarmoHaaHe mysukorpaduje (Pejovi¢ 1994: 24). ,I'ycae” cy momeHyTe y caxxeroM
noraassy Come MapuakoBuh 0 My3HYKMM YaCOIMCHMA, Y KOAeKTHBHOj Hciliopuju
cpiicke mysuxe (Mapuukosrh 2007: 681). Hajsap, HajoOUMHH]U €HIMKAOTIEAHjCKH
uaaHak o ,I'ycaama® Aao je jeaaH op ABOje ayTopa oBor pasa y Cpiickoj enyurroiieqguju
(Bacuh 2018).

Kao mro ce nzaoxkeHOr MOXe BHAETH, O ,I'ycaama“ He IOCTOjU My3HKOAOIIKA
CTyAHMja. 3aTO je Halll IIU» AQ Ce TIPEACTaBe CTPYKTYPa, CAAPIKaj  HACOAONIKHU IIPOYHUA
OBOT IAACHAQ. Y3 HAIIy CTYAMjY AOHOCHMO M HHTETPaAHY 61bArorpadujy yacomuca,
Koja Takohe A0 capa Huje ypahena.

IIPOrPAM YACOIIMCA U OBMMHHUJU CACTABHU

CBoj mporpam ypeAHHMIITBO je H3HEAO Ha MOYeTKy mpBor 6poja. Ifum raacuaa
CTajao je y cAyx6u naeje koja je crBopraa CaBe3 CPIICKUX ITEBAYKUX APYIITABA — AQ
Ce OKyTle U ITOBEeXY CBe CPIICKe IIeBauKe APY>KHHe, U3 Pa3AMYUTHX APJKaBa y KOjuMa
JKUBe, Te AQ TAKO YjeAHIbeHe jOII YCIIeIHMUje HEeTyjy CPIICKY MY3HKY. ,I'ycae” cy nmaae
Aa TIOMOTHY CaBeTHMa HAIIUM APYIITBEMA KaKO ce HeroBame pAoMahe Mysuke moxe
yHaIpeAuTH H, Takohe, Ad AONPHHECY IIOCTH3ay jEAMHCTBEHOT CHCTEMA y PaAy
Apymrasa. OcuM TOra, YaCOIHUC je Tpebas0 AQ IIOMOTHE A Ce Y CBAKOM MeCTY y KOjeM
sxuBe CpOu OCHYje IIeBauKo APYLITBO.

»Lycae® cy Ha cebe Omae y3eAe aa IpaTe pap CPICKHX IEBAYKHX APYLITaBA U3
CBUX CPIICKHX KpajeBa U A2 AOHOCE BeCTH O paay THX apymTaBa. HajaBmeHno je aa
he ce papuTH 1 Ha CTBaparby Be3a ca CaBe3MMa M IEBAYKUM APYIITBUMA KOA OCTAAMX
CAOBEHCKUX HApOAQ, a TaXKHa je Y CMUCAY IAACHpama KOPUCHUX MHPOpMAIMja U
HCKYCTaBa MMaAa Ad IIPaTH U APYyTe, HeCAOBeHCKe Harmje. Mmak, raaBHa obaBesa
OHAM Cy HeTOBarbe U IIPOMOI[Hja CPIICKe MY3HUKe.
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Texxurre y cBakoM Opojy IPEACTABASAAM CY YBOAHH, OOMMHU)jH TeKCTOBH. Teme
THX HAIlMCa OTKPHBAjy MOOyAe ypeaHuurrBa. Hanme, yBoAHH cacTaBu HHCY OHAM
3AMHIILSEHH KA0 My3HKOTPAadCKM OTAAH HOAE OPMTHHAAHHX ACIMPAIiNja; HaMepa
je 6uaa pa ce oTBOpe mpakTH4HA, ropyha mmurama Koja pedaexTyjy mpobaeme y
QYHKIOHHCaby EBAYKHX APYIITaBa. /ABe Cy IIepCIIeKTUBE OHA€ CyrepHCcaHe y THM
YAQHIMMA: OAHOC YAQHCTBA IIPeMa MEeBAYKHM APYIITBEMA M OAHOC ,APYTHX " IIpeMa
APYLITBHMA — ITyOAMKe U APYTHX HHCTHTYIHja.

Y yBOAHHM IITHBUMA IIpeTpecaHe Cy HEKOAUKe TeMe. Pa3MaTparma 0 TOMe Kako
IPABHAHO YIPABAbATH IEBAYKHM APYXKHHAMA YKAa3aAa Cy U Ha IOTpebHe ocobuHe
xoposolje. Tema yrpaBsarma MPOUIMPHAA Ce U HA TPOPUAE AUYHOCTH IPEACEAHHKA,
MOTIIPEACEAHHKA, CeKpeTapa M OAArajHMKA, Ha HUXOBE IOXEnrHEe L[PTe M HUXOBe
o6aBese. Huje n3ocraro HUM OCBpTame HA CaMO YAAHCTBO, Y3 CHAKHO aIleAOBambe
Ha Behy ancuumnandy u (camo)HoOImITOBambe MEBAYKUX ApyIITaBa. [oBOpHAO ce O
BACIIUTHOM 3HAa4ajy IeBaYKUX APYIITABA, AAH, HEPETKO, U O (bUXOBOM MaTEPHjaAHOM
crarycy. HapounTo ce ykasmBaao Ha OHOAMOTeKe IpH IeBAYKHM APYIITBHMA, Ha
BHUXOB OCKYAHH (OHA y KOjeM Cy AOMHHHpase epemepHe kommosunuje. Tpeba
HAITOMEHYTH AQ Cy Ce, y HEAOCTaTKy IITAMIIAHMX H3AAiba, HOTE y OHO BpeMe
IpeICHBaAe, U TO je GHO Pa3AOT WITO Cy Ce jaBiase OPOjHe IOTpelIKe y CaMHM
HOTaMa U y U3BOherbIMa.

Apxehu pa meBauka ApymITBa HHCY U A He Tpeba A2 GYAy caMO HAIIMOHAAHO-
npomnaraHaHe Beh 1 yMeTHIYKe yCTaHOBE, ypeAHHIITBO ,['ycara“ je HAPOUHTY HaXKELY
IIOCBETHAO KBAAUTETHOM II€BAFhy U TEXHIYKO]j CIIPEMH MEBAYKHX ApyIITaBa. VzHeTH
Cy CaBeTH Ha KOje ce eAeMeHTe Bara pOKYCHPATH KAAd je Ped O T3B. ACTIOM IeBalby.'
M samcra, KpO3 CeAaM Tavyaka CAOIIITEH je ,Iporpam” IpodeCHOHAAHOI OAHOCA
IpeMa BOKAAHOj yMETHOCTH: U3060p IlecMe, XapMOHCKA YHCTOTA, jaCHA U KOPEKTHA
AeKAaMal[Hja, AMCaibe, PHTAM, AMHAMUKA U CXBAaTambe M TyMauerme XOPCKe IecMe.
yI'ycae” cy HacTyImase IPeCKPHUIITHBHO, M Y CTPYYHOM U Y MOPAAHOM CMHCAY PEUH.

YpeaunmrBo combopckux ,I'ycasa“ HempeKMAHO je ameAOBaAO HA IeBade M
APYIITBA AQ Ce CEPHO3HO OAHOCE IPeMa PAAY U Ad IIOAMDKY HUBO CBOje CIIPEMHOCTH
M YMETHHYKOT AOMeTa. 32 HEAOBOAHO yYBAXKABambe Y jaBHOCTH M KOA ITyOAMKe
YPEAHHMIITBO je OKPHBHAO CaMe IIeBave, YAaHOBe ApymrTaBa. MelyTum, MeTa BUXOBHX
KpHUTHKA 61AM cy n apyru. Tako je mpukasaHa phaBa mpakca yuera IeBarba ,II0
CAyXy " y IIKOAAMa, Ka0 U $OPCHPabe TAACHOT IIeBakba, YMECTO AA C€ ACLIH IPHOAMKY
¢u3HOAOIIKA CTPaHA NeBama. A MOBOA je OHO HAPT HOBOT HACTABHOI IAAHA 3
CpPIICKe HAapOAHE IIKOAE Y KOjeM Ce MHHMMAAHO TOBOPHAO O IIeBakby; CACTABAAUM
AOTHYHOT HAI[PTA HHCY Y3€AU y OO3HpP OCBEAOYEHY AOODY IPAKCY KOA KYATYPHO
HampeAHUjuX Hapopa 3amapue Espome.® ,I'ycae® cy y phaBo nmocraBmeHOj mMKOACKO]
HACTaBH C PA3AOTOM BHAEAE Y3POK TEXHHYKHX IPOOAeMa KOA IeBada, OTOHHX
YAQHOBA II€BAYKUX APYIITABA.

Combopcke ,I'ycae“ cy ,mposBase” u cpIicke LpKBeHe OIIITHHE AQ C BHUIIE
BOMSE M, TIOCEOHO: MaTepHjaAHe IOTIIOPE MOAPXe IeBauKa APYIITBA, yKasyjyhu

4,0 aenom nesawy ) I'ycae 4 (1912): 49-53.
S ,Iesame n mxoaa“, I'ycre 7 (1912): 97-101.
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Ha IpUMepe HajyCrellHHjuX ApymTaBa momyT IlaHueBaykor cpIckor ILpKBeHOT
IIeBAYKOT APYIITBA M KHKHHACKHX ,I'ycaaa’; koja cy ce pasBraa ynpaso 3axBanyjyhu
OKPHAY U TIOAPIIIY [jPKBEHHX OMIITHHA.®

Ypeannmtso ,Iycara“ je cHaXXHO YCTaAO MPOTHB jeAHOT mocTymka Marue
cpucke. Hanme, Maruuusn KssmoxeBau opb0p ocHOBao je 1913. opbop 3a HapoaHO
npocsehuBame. Y Taj opbop Omae cy xoomTupaHe OpojHe M pasHe AHYHOCTU H
YAPY’KeHa, aAl HHjeAHO MeBAYKO APYIITBO, Ma Hu combopcku Cases. Haaasehu
Aa je MaTuIla ¢ HTHOPAHIIMjOM ITPEeIIAA IIPEKO IOAYCTOAETHOT Pajd U AOTIPHHOCA
[eBAYKHMX APYILITaBa CPIICKO] KyATypH, ,I'ycae” mMmeHyjy Haj3HauajHHja MeBauka
ApymTBa, op ITaHueBauKOr CPIICKOT IJPKBEHOT IIEBAYKOT APyIITBAa A0 ,DaAxana’)
yHeena“ u aApyrux. Koauko roa, c passorom, ,I'ycae” ,6yanae” cprcka meBauxa
APYIITBa U3 BUXOBOT ,APEMeXa’, HITaK Cy jACHO, U OIeT C PA3AOTOM CTaA€ Y BUXOBY
0AOpaHy OHAA KaAQ je TO GUAO HEOIIXOAHO.”

Tlopep pepoBHe obpape Teme u3 poMeHa actualia, pepaximja je o6jaBuaa
U Apyraumja obmmuuja mrTuBa. Ha mpBoM MecTy Bama CKpeHyTH HaXiy Ha
6ubanorpadujy kommosurmja Mure Tomasosuha.® O KkopHCHOCTH M 3HaYajy
TaKBUX IIPUAOTa CYBUIIHO je roBoputi. Tpeba ucrahu aAa je 6ubamorpadpuja
jeAQH OA HAj3aroCTaBA>EHMjUX MY3HUKOIPAQCKUX JKAHPOBA Y CPIICKOj MY3HMYKO] M
MY3HKOAOIIKOj TEPHOAMIIN AO HaIllel BpeMeHa.

Y ABe IpHANKE YPEAHHIITBO Ce€ OAAYYHAO AQ O0jaBH IIPEBOAHY AUTEpATYDY.
YnpaBseHOCT Ha BPEAHOCTH AoMahe MysHuke TpaAHIjje Y OKBHPY HACOAOTHje
My3HYKOT HAIJHOHAAM3Ma, objammaBa HHTepecoBame ,I'ycaaa® 3a ¢oaxaop. Y
debpyapckoj cecru 3a 1913. ropuHy objaBmeH je mpeBoa uaaHKa Jyaujyca J. Majopa
(Julius J. Major) o opankama HapopHe Mmysuke Jyxuux Caosena.’ ,Iycae” cy xao
HajBaKHMjU 3aparak CaBesa CPIICKMX IEBAYKHX APYIITaBa BUAEAE OCTBApPeHe YUBPCTe,
jeAMHCTBeHe opraHusanyje koja he okymuTu i ycmeputu pooMaha mesauka Apymrsa.
Manudecranuja Koja je Tpebaro Aa AOIPHHeCe TOj OpraHU3aLUju OHAa je CAaBa,
Tj. CAET CPIICKHX IIeBauKHX ApyuITaBa. ,I'ycae” cy ¢ BeAMKHM eAaHOM HajaBiHBAAE
U IIpunpemaae Taj Aorahaj, roBoprae o BEroBoM 3Ha4ajy, u3Hocehu u mpomnosuiuje
3a yuecnuke. [IpBa caaBa CPIICKHX IeBAYKMX APYIITaBa oppkaHa je o CB. AyxoBuma
1914. ropuse. Aa 6u ce YUTAOIMMA U [IEBAYKUM APYIITBUMA IPY>KHMAA CAUKA TAKBHX
MaHudecTaluja Kop KyATYPHO pasBHjeHHjUX Hapoaa, y Opojy oa jaHyapa 1914.
06jaBreH je IMpeBOA TEKCTa O MPBOj MeBavkoj caasu y Ilomckoj, oppxanoj 1913.
ropuse.!?

3a ucTopuyapa Cpricke MysHKe IMOCeOHY BPeAHOCT MMa YAAHAK M3 MapTa 1913.
ropune — Ilitia cmo pagusu iipowise iogurne? OH AOHOCH CTaTHCTHYKE IIOAATKE O
AKTMBHOCTHMA CPIICKUX IeBAYKUX APYIITaBa y 1912. roAuHH, aAM — IITO je mocebHO

,Halue pksene ommTHHe 1 cpricka nesauka Apymrsa’, Iycae 1 (1913): 3-7.

»Kako ce jenu paa cpr. mepauxux apymrasal®, Iycae S (1913): 67.

Casajancky, ,Komnosuropcku pag Mute Torasosuha (*1849 +1912) I'ycae 4 (1913): 54-57.
»Hapoana Mysuxa Jyxuux Caosena. Op mpod. Jya. J. Majopa’, Iycae 2 (1913): 19-23. Yaanak je
Ha HEMAYKOM 06jaBAeH Y ayCTPHjCKOM YacOIIMCY 3a My3HKy u mosopuurre ,Der Merker®, 1912, 6p. 12.
10 ,ITeBauka cAaBa MOACKUX MeBaukux Apymrasa’y Iycie 1 (1914): 2-6. Yaanax je Ha HeMaukoM
o6jasen 1913. y raacuay ,Neue Musik-Zeitung®

O 0 N N
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3HAYAjHO — U IIONMHC HM3BEACHHUX KOMIIO3HIMja CPIICKUX, CAOBEHCKHX H APYTHX
eBPOICKUX KoMIo3uTopa. Taj Mceyak M3 MCTOpHUje CPIICKUX MEBAYKUX APYIITaBa
OTBapa ABOjaKy IepCIeKTHBY. Tako casHajeMoO KOja Cy ce AeAd Tapd HAAA3MAQA HA
pemeproapy, Kao IITO CA3HAjeMO INTA je CPIICKUM IIeBauYKMM APYIITBMMA OHAO
AOCTYIIHO 0 HOTHOT MaTepujasa. Bparuhemo ce kacHuje 0BOj TeMu.

Yuraowy He Moxe mpoMahu cHaxxaH poaosyOuBH Ha60j combopekux ,I'ycana’.
M3 6poja y 6poj, U3 YAQHKA y YAAHAK, OMHIbY Ce PAIITPKAHH CPIICKH HAPOA U
HEOITXOAHOCT HeroBOT MOBe3Bama. Ty MUCH)Y je Ha cebe, y OKBHPHMA COIICTBEHHX
moryhHocTtH, y3eo oBaj raacHuk CaBe3a CPIICKHMX IIeBaYKHMX ApymrTaBa. Tpeba
OpUMeTUTH Ad ¥ ,I'ycaama® Hema McrmomaBama MAgje jyrOCAOBEHCTBA. AKO ce
roBOpH O [OBE3UBatby C APYTHM HapoAuMa (Ha IIAAHy My3HKe), oHAA Cy To CAOBeHH
yommute; He Jysxuu Caosenn. Hukaksa unrerpanuja ¢ Xpsaruma u CaoBeHIMA
HUje MOMeHyTa. JeAHOM mpuankoM cy Xpsaru 1 CAOBEHIIM IIOMEHYTH Kao ,Halla
caoBeHcka 6Opaha xaroamuke Bepe”.!! AAM y OOMMHHM, MHULMjAAHUM TeKCTOBHMA
peu Jyiocrogenu Huje ynorpebyena. Bparnhemo ce TeMu jyrocAOBeHCTBA y APYTOM
OACEKy HallleT paja.

Hepetko mopuray T, adpexTuBHE TOH ,I'ycara“ 610 je ypeAHHUIKO OpysKje cripam
HHAOAEHTHOCTH U AMAETAHTH3MA IIeBAYKHX APYIITaBa 1 AoMahe cpeanHe yormmre.
Melyytum, cpehemo ra, mpempa peTko, u'y cAy»KOu raopruKaliije COICTBEHe HaljHje
u weHnx pocturayha. ,I'ycae” cy cBoje unTaone 3acyAe H3AMBHMA OAYLIEBAEHHA KOje
He II03Haje IPaHMIe KA je Ped O CPIICKOM HAPOAY H BerOBOM KYATypHOM Hacaelyy.
Tako y anpuackoj cBecriu 3a 1913. roansy HaraasuMo Ha caepehe pepose:

yHeocnopHa je ucTuHa, Aa je CPIICKH je3HK HajAEIIIIH OA CBUX CAOBEHCKHX je3uka. A
HCTO TO CTOjU M O CPIICKOj mecMu. CTpyusmaliy, My3HJIapy HeMajy AOBOAHO PedH, a Ad
HaXBaAe AEIOTy CPIICKe IecMe .

U oHAA Ce HaBepeHa Te3a MOAYIMPE pedrMa Koje je yacomuc ,Yemxa Mysuka“
06jaBHO MOBOAOM M3AACKA M3 LITAMIIE [IPBe CBECKE MAPTUTYPA 3 IIeBAYKa APYIITBA
o jy je u3pao combopcku Cases."?

HWcry uncnmpanyjy Hahu hemo y waanky mocseheHom cprickoMm npkseHOM
nojawy.'* Hemormnucanu ayTop ¢ mpaBoM roBopu o 6Aary Koje ce KpHje y pKBeHHM
MeAOAMjaMa; OH yKa3yje Ha HEAOBOAAH PaA Ha IPOydaBamy LpkBeHe Mysuke. Omer
C IpaBOM KOHCTaTyje MOCTOjae MaAOr 6poja LIpKBEHHX KoMIosurmja Aomahux
ayTopa. 3aTo Cy mpeAAOsKeHe OATOBapajyhe Mepe M aKTUBHOCTH: CTaBAae HACTABE
LIPKBEHOT I10jaba y IIKOAAMA U MPENApaHAUjaMa y KOMIIETEHTHE PyKe, IIOKpeTarhe
CTPYYHOT AMCTa, AP)Kalbe jaBHUX [IPeAABatba U TeuajeBa, PACIUCHBatbe KOHKypCa 3a
LIpKBeHe KOMIIO3HIuje, HarpahuBame ycreanx Aeaa u Ap. I1a urak, eHrysujasam Huje
MOTa0 A Ce OAYIIpe XUIep6oAHu:

11 ,Cprcko npaBocaaBHO HpkseHo mjennje’, Iycae 10 (1912): 147.

12 ,Hemro noyke', I'ycae 4 (1913): S1.

13 ,Yemxwu cy o uspamy Hamera Casesa. Mysmuka kiwkesHocT I'ycae 4 (1913): 62.
14 ,Cprcko npaBocaaBHO LpkseHo mjenuje’y Iycae 10 (1912): 145-149.
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,Hailre AMBHO IpKBeHO mjeHHje, 0 KOMe ce (e3 M TPYHKA IIOBUHM3MA CMEAO MOXKe
AQ TBPAU AQ je AeMIe M 3HAYajHHje M OA IPErOPHMjaHCKOT M OA Ma KOjer HapOAHOT
IIPKBEHOT IjeHHja APyTe KaKoBe BePOHMCIIOBECTH, CKYILoEHO je M CTaBAEHO Y HOTe, U
Te HOTe Cy yrAeAaAe HEKOAUKO U3Aama. [1a je AW TO cBe IITO ce HAa TOM MO&Y MOXKe U

Tpeba pa yaunu? Huje '

3aHOC MOKe AQ OABeAe Y IipeTepuBatbe. CTpore i 00jeKTUBHE Y CBOjIM OLleHaMa
CTama y MeBAYKUM APYIITBHMA, ,['ycae” cy oBakBuM cTaBOBMMA U $pOpMyAaIHjaMa
MOKa3aAe HeOYeKUBAHH HeAOCTATaK KPUTUYHOCTH.

MaABU OBAUITU

Apyra craaHa pybpuka y qacornucy HaszuBaaa ce Pag Casesa. Y mpBuM Mecerjma
Ta pyOpHKa je YUTAOLMA HyAMAQ HajBUIIe HHPOpMaIuja 0 opAykama u pasy Case-
3a CPIICKMX MeBaYKUX APYLITaBa, KA0 U O MOTE3MMa YPEAHHUIITBA, YUMe je OIPaBAAH
MIOAHACAOB YacOITHCa — ,3BAaHMUYHO raacka0 CaBesa CPIICKHX II€BAYKHX APYIITAaBa'.
Kao mTo je HaBeAeHO y IIPBOM AEAY HaIler pPajd, Yacomuc I'ycie je y HAEOAONIIKOM
CMIHCAY 0AMYaBao Texxwy Capesa — oBe3HBambe CPIICKHX ITeBaYKHUX APYIITaBa Ha Te-
puTopHji AyCTpOyTrapcKe, aAl U Kpenparbe Telllibe Bese Mel)y meBaukuM ApyImTBUMa
caOBeHCKHX Hapopa (Aranacoscku 2007). ApyruM pednma, TAaBHA HAEja 4acomuca
npeAcTaBbaAa je opranusanujy Cpba nesaua, mobyhusame BUXOBe Bose ACAOBAHA,
pasyMeBama LinseBa papd IEBAYKUX ApyluTaBa.'s BpemeHoM ce oBa py6puka y Beau-
KOj MepH cBeAa Ha mopcehame ApymiTaBa Aa je moTpe6HO Ha BpeMe raahaTu yaaHapu-
HY ¥ Ha OTTOMeHe CAUYHOT THIIA.

Y npBom 6pojy ce y TOj pyOpHIK HAllIA0 U3BEIITAj C PEAOBHE CepHHIle YIIpaBHOT
oabopa Casesa (op 19. anpuaa / 3. Maja), Ha K0joj je OAAYYEHO AQ Ce TIOKpeHe AMCT
»I'ycae’, ma je Tom npuankom yMoser Hypa Llsejuh pa ce mpumu Ay>xHOCTH ypeaHUKa.
ITopep Tora, AOTOBOpEHO je Aa Tpeba Aa Ce M3PAAU 3HAUKA, Te AA Ce aHTAXyje Bajap
3a HU3paAy MAAKeTe M Mepdsme. Y MameM POpMaTy, Meaasa OH CAY)KHAA APYIITBY Ko
3HauKa, a y Behem ¢popmary, ypaheHa y cpeOpy uau 3aary, IpeAcTaBrara 61 Harpasy
KOjoM 61 ce OAAMKOBAAU 3aCAY>KHH YAAHOBH APYLITBA U TaKMUYapH. ToM IIpHAKKOM je
opaydeHo Aa he ce nspapnTn mocaoBHUK Koju he peryancaru casusatbe i Tok IaaBHOT
ckyma u ceprniia Opbopa, BepuUKAIHjy 3alMCHUKA, KOHTPOAY OAarajHe, pyKoBarbe
HMMOBHHOM U ApyTe aktuBHOCTU Casesa. M3 Te mpBe py6Oprke casHajeMo Aa ce Cases
OA CaMOT IIOYeTKa CBOT AGAOBAhA ITOBE3A0 C TOCTOjeh1M MCTOBETHUM HHCTUTYIIHjaMa:
CaBe3oM XpBaTCKUX ITeBaYKHUX ApylTaBa y 3arpe6y, CaBe3oM CAOBEHAUKIX IIeBAYKUX
ApyiTaBa y /oybsann 1 CaBe3oM YelIKHX IeBauKux apymrasa y Ipary, y iy pas-
BUjama capapmbe U bparcke Bese.'” 3axBamyjyhu Toj pyOpurm 3Hamo Aa je Cases Beh
IPBOT AAHA MOTA0 AQ Ce TIOXBAAM Ca ABAAECET PeAOBHMX YAAHOBA, jeAHUM TTIOMaraieM

1S HUcro, 146.
16 HAC, ¢. 42, uus. 6p. 378.
17 ,Pap Casesa’, I'ycae 1 (1911): 7.
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Tpu OcHUBa4a: Ap JoBaHoM Manojaosuhewm, I]BeTkom Manojaosuhem u3 Cy6oruue'®
u Muaanom Koaapuhem us Combopa.

Kako ce y Hcropujcxom apxusy Combopa, y ponay CaBesa CPIICKUX IT€BAYKHX
apymrasa (¢. 42), HaAasM MAaAO MaTepHjaAa Koju 6 HaM IIOMOTA0 A2 TIOAPOGHHje
pexoHcTpyuireMo peaaTHoct Casesa, To pybpuka Pag Casesa mpysxa obapemremna
KOje AaHaC 3a HaC MMajy BeAMKH 3Hayaj. CaBes je MMao HaMepy Aa CBOj OpraHM3aIlU-
OHHM pap passuje y yetupu npasia: (1) oxymmame nocrojehux nesaukux Apymrasa
y jeAHO KoA0; (2) MOACTHIIalbe OCHUBAMKba HOBUX IEBAYKHX ApymITasa; (3) moky-
I1aj 0OHABAABA PAAA APYILITABA KOja MMAjy CBOja IPABUAQ, AAM CY U3 HEKOT Pa3Ao-
ra mpecraaa ¢ paAoM u (4) momarame APyIITBHMA Koja Hemajy 0A06peH cTaTyT.'” Y
toM cmucAy, Cases y CoMO0Opy HMAO je TOTOBO HAGHTHYHE OCHOBHE IIMbeBe Kao U
Cpricku eBadku caBe3 ocHOBaH y beorpaay o Ayxosuma 6. jyna 1903. ropune, xoju
je OKyILbAO IeBavKa APYIITBA II0A ,BohcTBOM” BeorpaAckor meBadkor ApyIITBa, Ha
geay ca CreBanom Moxkpamiiem.*’

Jeana oa 3aHUMAUBHjHX 1 OOUMHUJUX PyOpHKa Y 4aCOIUCY HACAOBAEHA je Beciiu
u3 wcusotiia tiesaukux gpywiiasa. OHa je y IPBOM peAy TeXHAA AA OCTaBU TpPara o
My3HYKHM AoTabajuMa ¥ IpaTHaa je pap CPIICKHX IEBAUKUX APYIITaBa HA TEPUTO-
puju AycTpoyrapcke MOHApXHje. JeAHO 0 CACBHM MaAOOPOjJHHX IeBAUKUX APYIITA-
Ba'y Kpanesunn Cp6uju uuju cy paa ,I'ycae” moBpemeno mparuae 61aa je IleBauxa
Apyxuta ,Crankosuh® Crora je u orBapame Mysuuke mxoae (1911) u moxperame
Apy>KuHCKOT AucTa ,CTaHKoBHN, 3AMHUIILAEHOT Ad OYA€ CTPYIHE MY3HIKI AUCT, GHAO
npaheHO BeAMKMM HHTepecOBameM 1 OYeKuBabiMa.”' Youasa ce Ad je ypeAHHIITBO
TEXHAO [IPHKA3KBAIGY HAjpa3sHOBPCHHUJHIX 301Bamba y OHAAIIBEM My3HIKOM SKHUBOTY,
nocebno xop Cpba y Aycrpoyrapcekoj u y Kpasesunu Cpbuju, aau My je To 360r
OACYCTBA IIHpe Capapbe TeK ACAUMUYHO ITOAA3UAO 32 PYKOM.

Kao raacuao CaBesa cpIicKuX IeBauKuX ApyITaBa, daconuc ,I'ycae” moacrunao
je MpHUKyILvarbe OAATAKA 3 rpal)y B CTaTHCTHKY, KPO3 KOjy 61 ce BUACO HHTEH3UTET
AeAOBaa MEeBAYKUX APYILITAaBa, KOje KOMIIO3UIIUje Ce HaAa3e Ha HIXOBOM pelepro-
apy U U3 KOjHX 3eMasa Cy BUXOBU AyTOPH, IIOTOM KAKaB YCIIeX MOCTHXKY APY>KHHe
U A AU UM je oTpebHa momoh. 360r Tora je ypeAHHIITBO [TOCTOjaHO HATAAIIABAAO
KOAHKO je BOXKHO Ad ITeBaUKa APYLITBA, OHAO Aa cy usaHOBH CaBesa MAU He, INCMOM
HAH IITAMIIAHUM IporpamoM ussecte Cases o npupehusaiy 3a0aBe, KOHIlEpTa, H3-
AeTa MAH O IO0jarsy cAy»xOe y LTpKBH, Kao U Aa Iasy KpaTKe U3BEIITAje O OAPKAHUM
konnepruma.”? ITpempa nojeansn uaanosy CaBesa HICY PEAOBHO CAQAM U3BEIITAje O
CBOjUM aKTHBHOCTHMA, YACOIIXC je U3BEIITaBa0 O PAAy HEeBAUKHX APYLITaBA YKOAMKO
61 AOAQ3HO AO TTOAATaKa.?

18 O mopopuuu Manojaosuh Bupern y Cerepnraes 20006.

19 ,Pap Casesa’; I'ycae 2 (1911): 21.

20 UAB, ¢. 1089 [1903, 1905, 1906], [Tpasuaa Cprickor MeBadKor capesa.

21 Aucr Koju je APY>KMHA OKpeHyAa HasuBao ce , Citiankosuh: opran nesauke Apyxune Ciiankosuh
— AWCT 32 BOKAAHY HHCTPYMEHTAAHY MY3HKY", a U3Aa3u0 je TokoM 1911. roaune (suaern: Kucuh —
Byaarosuh: 186). ITpema noaaumma us eaexrponcke 6ase COBISS.SR, Hujeana cpricka 6u6amnorexa
HeMa IIpuMepak Tora aucra u'y HapoaHoj 6ubanorern Cpbuje o3HadeH je Kao Ae3HAEpAT.

22 ,Becru us mysuukor sxusota’y I'ycre 2 (1911): 25.

23 UAC, ¢. 42, uns. 6p. 378.
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Be3 063upa Ha TO IITO Cy CBU OPOjeBU YACOIMICA CAUYHE 10 CAAPIKajy, pyOpHKa
Becitiu u3 scusoitia fiesaukux gpyuiiiaéd MOToAHa je 3a mpaherme aKTHBHOCTH APyIITa-
Ba Ha TepuTOpUjU AycTpoyrapcke MoHapxuje. Tokom 1912. yacomnuc je u3Bemrabao
0 aKTHBHHjeM PaAy MOjeAMHHX MeBayKUX APYIITaBa, Te je MMOpeA U PaHHje arMAHOT
TTaH4yeBavYKOr CPIICKOT LIPKBEHOT MIEBAYKOT APYILITBa Koje je mpupehrBaso KoHmep-
Te AYXOBHe My3HKe, HCTHL]A0 Paj KMKHHACKOT IeBadkor Apymrsa ,I'ycae, Cprcke
IIpKBeHe IeBauke Apy>kuHe y Murposuiy, LpkseHor meBaykor ApymTsa y Bpuigy u
IleBauxor apymrsa y Combopy.*

Haxo n3pa3uTo nHGOPMATUBHOT KapaKTepa, KPaTKH U3BEIITAjH O HACTyIMambUMa
APY’KHHa IIOTOAHH CY 3a yOUaBame II0jeAUHUX KapaKTepUCTHKA IBUXOBOT ACAOBAbA:
KaKaB peIepToap Cy U3BOAHMAH, KAaKBU Cy aHCAMOAU OHMAM IIOCPEAH, KOJUM ITOBOAOM
Cy buAe OAp)KaBaHe IPOCAaBe, 3a0aBe M KOHLIEPTH, Ad AW Cy MMAAM XyMaHUTAPHU
Kapakrep UTA. OA jY’KHOCAOBEHCKUX KOMITIO3UTOPA Ha PeIepToapy Cy y TOAMHAMA
npep IIpsu cBercku par Hajuemhe 6uau Mcupop Bajuh, Cresan Mokpamar, Jocudp
Mapunkosuh, Cranucaas bunnuxu, AasopuH Jenko, ITerap Kpanuesuh, Mura To-
nasosuh, aau u [lerap Komwosuh (y To Bpeme noa nceysonumonm I1. K. Bosxuncku),
Munoje Musojesuh, Kopreanje Crauxosuh un Baasumup P. Hophesuh. Oa pycxux
ayTopa MoBpeMeHO Cy ce MOTAa 9yTH Aeaa Amurpuja Boprmwanckor (Amurpuit Cre-
nanosud BoprHanckuit), Muxauaa Taunke (Muxaua Vanosud [annka), AHTOHA
Apenckor (Anron Crenanosuu Apenckuit), Crenana Cmonaenckor (Crenan Bacu-
AbeBry CmoneHckuil, 1848-1909), Anrona Py6unmrajua (Anton Ipuropsesu Py-
6unmTeiin) u Asekceja /oBoBa (Anexceit ®époposry AbBos, 1789-1870). Yemku
xomnosutopu Beaxux Cumerana (Bedtich Smetana) u Anrowun Asopxak (Antonin
Dvoték) peTko cy ce HaAa3HAU HA PemepToapy, a To je 6HO cAydaj U ca 3amapAHOeB-
pornckum komnosutopuma — Bertosenom (Ludwig van Beethoven), Cen-Cancom
(Camille Saint-Saéns), I'purom (Edvard Grieg), Illymanom (Robert Schumann),
Bpamcom (Johannes Brahms) u Menaeaconom (Felix Mendelssohn-Bartholdy); na
3abaBaMa Cy ce H3BOAMAQ IIPEBACXOAHO HIX0BA HHCTPYMeHTaAHA AeAa. Takas pemnep-
TOAp TOBOPH Y MPHUAOT CHAXKHOj OpHUjeHTalllj1 Ha HAIIMOHAAHO M CAOBEHCKO Koja je
0CTOjaAa y CpIICKUM (MY3UYKUM) KPYTOBMMA Ha TEPUTOPHjU AycTpoyrapcke.

Ypepuumtso ,I'ycasa” je HacTojaro A2 OOYXBATH M OCBETAM MHOTA II05A MY3HY-
KOT AeAoBarba. MelyyTiM, yacommc ce TOKOM eproAa OA TPU FOAUHE, KPO3 TPHAECET
ob6jaBreHNX OpojeBa, MOKA3a0 Ka0 BPAO CKPOMAH U He T0ce6HO MHBeHTHBaH. Pazaor
Tpeba TPAKUTH Y OACYCTBY YTACAHHJHX CTPyUbaka ¢ Kojuma 6u capahuBao Ha opa-
Oupy 1 06papu TeMa, Ia je MOCAEANYHO OCKYAEBAO Y OOMMHMjUM U CTPYYHUM Ha-
[MCHUMA, K0 ¥ Y KPUTHYKUM IIPHUKa3aMa. Y YaCOIUCY Cy ce 0bjaBsHBaAse HOBOCTH O
MEeBaYKUM YAPY>KeHHMA M IBUXOBHM KOHIIEPTHMA, HOTHUM H3AAEBUMA U TI0jeAUHUM
Aorabajuma y eBpOIICKOj My3HIH, aAu 6e3 BUASUBOL MAaHA. ToO yjeAHO ykasyje Ha
HeIIO3HaBabe HAY, 6apeM, HeAOBOAHO Ipaherbe My3HYKIX 9ACOMKUCA ¥ XKy PHAAA KOJU
Cy Y TO BpeMe HM3Aa3MAM y EBpOIM MAM MaKap y BEAUKMM MY3HUYKHM IjeHTpUMa Ay-
cTpoyrapcke nomyT beua, bysumnemre u Ilpara. Ilpomycru u orpanuyeHocT noaa-
TaKa Koje je IIpy»Kao AOAa3e 0 OACYCTBa HHPOPMALHja, AU U OA HEAOBOAHOT 6poja

24 ,Becru us xuBoTa nesaukux Apymrasa’, I'ycie 4 (1912): S4.
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capaAHUKa Koju 61 acormmc oborahuBasu pasHOBpcHUjuM cappixajeM. OuuTo, ypea-
HUIITBO HHje CMAaTPaAO Ad U3 6pojay 6poj Tpeba Aa OAMDKe HEBO CBOjHX aCIIUpariyja
y IIOTAEAY CAAPIKaja, PA3HOAMKOCTH U KBAAUTETA TEKCTOBA.

,Lycae“ cy objaBsuBase TEKCTOBe O My3MYKHM Hpuamkama y Yemkoj (Taaa y
cactasy Aycrpoyrapcke), Hemaukoj u ITomckoj, y kojuma ce mocebHa maxma mo-
CBehI/IBaAa II€BAQYKUM yAPy)KeH;HMa, IbUXOBHM AKTHBHOCTHMA H HpOCAaBaMa KOje
Cy OpraHH30BaAHd, KaO U HAYMHY papad. JeAaH op HajBehux ysopa 6uo je ,Xaaxoa®
(,Hlahol*), HajcTapuje Yemxko meBavKko APYIITBO KOje je Y BEAMKOj MepH yTHLIAAO HA
Oybeme Hanmonaane cBecTn koA Uexa 1 Koje je Te TOAUHE IPOCAABAAAO [IEACCETO-
TOAMIIIBULYY CBOTa mocTojama.”® ITope Tora, 3amucao CaBe3a XpBaTCKUX II€BAYKIX
APYIITaBa A2 IPUAUKOM IIPOCAABE IIeAECETOTOAMIIIBIIIE XPBATCKOT ApymTBa ,Koao®
IPHPEAU IPBU CBECAOBEHCKH [IEBAYKH CACTAHAK YKa3yje HA TO Ad Cy TeXIbe Ka YIBp-
whuBamy kyaTypHOT jeauHcTBa CAOBeHa U Aase Orae Bpao akTyeaHe. ITucmo Casesa
XPBATCKUX IIeBAYKUX APYIITABA Y LIEAOCTH je 06jaBreHo y ,I'ycaama® u y memy je jac-
HO HATAQIIEHO Ad YIIpaBa [03KBa CBa IIeBaYKa APYIITBA CBUX CAABEHCKHX HAPOAA Ad
Y4eCTBYjy Ha CAABH KOja 61 ncTOBpeMeHO Omaa U ,prvi sveslavenski pjevacki sastanak
— u gradu Zagrebu, kao protuteja svenjemackomu pjevackomu sastanku, $to ga g.
1912. gotovo u isto doba uprili¢uju u Niirnbergu njemacka pjevacka drustva drustva
i njihovi 'Bundi' ne samo iz 'Reicha’, ve¢ iz svih zemalja, gdje nastavoju Nijemci!“*
YKOAUKO y3MeMO y 003Up AQ je CBera HEKOAMKO roauHa panuje y Ilpary oapxan Cao-
BeHcku kKoHrpec (1908) koju je 0AUTpao KiaydHy yAOTY Y dOpMUpatsy HAEOAOTHjE U
IIpOrpaMa HEOCAABHM3Ma, jACHO je AQ je 3ajeAHMYKH OTIIOP HEMA4KOj U ayCTpoyrap-
CKOj eKCIIaH3HjU ITOCTAjao CBe jauu y CBUM cpepama, IITO je YKAYIMBAAO U 3AIUTUTY
HAIIMOHAAHO-KYATypHEX HHTepeca.”” Caepehe ropnse gacomuc je usBectro aa ce 3a
HupH6epuku cBeHeMauKH [IeBaYKU CACTAHAK MPHjaBHAO 1700 HeMauKUX IeBaYKIX
Apyurrasa, Mely xojuma je 6mao u onux u3 Yrapcke, Pycuje, Typcke u Amepuxe, Te
AQ Ce TAKO PAAU TaMO A€ MIMa OpraHH3alyje U jake HAljMOHaAHe CBeCTH.” YjeAumerbe
Hewmauke u3 1871. HeCyMBUBO je HapEAHHX A€LIeHHUja AOIIPUHOCHAO jadary HeMauKe
HAIIMOHAAHE CBECTH U Y TOM aCIIeKTY je OHMAO BEAKH y30p, 0e3 003Hpa Ha KYATYpHY
AOMMHAIIK]y KOjy je Ha pasMebn BekoBa Hemauko 1japcTBO 1OYeAO MHTEH3MBHO Ad
ncnonasa. CriomeHnmo HobeaoBue Tomaca Mana (Thomas Mann) u Teopopa Mowm-
sena (Theodor Mommsen), nctakuyTor onepckor komnosuropa Puxapaa Illtpayca
(Richard Strauss), rpyme caukapa-excrpecuonucra ,Mocr“ (Die Briicke, 1905) us

25 ,Becru us mysmukor xusora’, Iycae 2 (1911) 25-26; Pamdtnik zpévdckého spolku Hlaholu v Praze,
vydany na oslavu SOtileté tinnosti: 1861-1911, Praha: Hlahol, 1911.

26 ,Pap Casesa’, I'ycae S (1911): 70.

27 TyMademe TepMHHA HEOCAABU3AM PA3AMKYje Ce KOA, C jeAHe CTpaHe, 3aMAAHOEBPOICKHUX U
aMepUYKUX UCTOPUYApa, a ¢ APyre PyCKHX UcTopudapa. Aok mpsu y BehuHu Tymade HeocaaBu3aM
Kao jeAHy OA TpaHcopMaryja MAHCAABU3MA H, y IIMPeM KOHTEKCTY, KaO I10jaBy HALIMOHAAM3MA KOA
CAOBEHCKHX HAPOAR, PyCKa HCTOPHOrpaduja CMaTpa Ad je ,0y prkOa3HO-HALMOHAANCTHIKY HEOCAQBU3aM
Y CBOjOj CYIUITHHU HECYMIUBH HACACAHUK HAEOAOTHj€ ACBOT KPHAA CAABeHOPUACTBA HAKOH pedopmu’.
O rome perasHuje Bupern y Henamena 1994.

28 ,Pasmo’ I'ycae S (1912): 79.
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Apesaena u ,I1aasu jaxaa“ (Der Blaue Reiter, 1909) us MunxeHa, koje Cy 3Ha4ajHO
yTHIJaAe Ha MOAepHY yMeTHOCT XX Beka.”

Youmuso je, MehyTum, A2 Hema 3HAYajHUjUX TEKCTOBA O KOMIIO3UTOPUMA H M-
XOBOM CTBApAAAINTBY, KA0 HU O HOBUM TEHAEHIIMjaMa M My3HYKUM TOKOBHMa. 1o je
[OCeOHO 3aHUMAHBO YKOAMKO Y3MEMO Y 003Hp Ad je Y BpeMEeHCKOM IIePHOAY ¥ KOjeM
je wacormc ,Iycae” manazno npemunyo I'ycras Maaep (Gustav Mahler), jeaan op
HajBeh1x KOMII03UTOPA II03HOT POMAHTH3MA, A CY IIPEMUjePY AOKIBEAQ MHOTA ACAQ
Puxapaa IlIrpayca, Jana Cubeanjyca ( Jean Sibelius), Mopuca Papeaa (Maurice Rav-
el), Uropa Crpasuuckor (Uropp ®époposua Crpasunckuii), Aproapa [llen6epra
(Arnold Schénberg), Cepreja I[Tpoxodjesa (Cepreit Cepreesud ITpoxodnes) u Apy-
FUX KOMIIO3UTOpa urje he cTBaparamTBo 06eAeXXUTH IPBY MHOAOBHHY XX Beka.

Py6puxe Mysuuka krsunesrociti u Mysuuxa Auitiepaiiiypa HUCY 6uae ,06aBe3Hn”
Aeo cBaxor 6poja, Beh cy ce mojaBsuBase mospemero. OHe Cy U3BelITaBaAe O HO-
BUM H3AAUMA, I1a je TaKko urTasal 1911. Morao pAa mpovuTa AQ je U3 mTamIle M3araa
IIpBa IIKOAQ 32 KAABHP Ha CPIICKOM je3uky. MzpaBad je 6maa Mysuuxa mkoaa ,Cran-
koBrh“** Heo6H14HO je Aa HICY HaBeAeHA ABa BXKHA U OYEKHBAHA IIOAATKA, O ayTO-
py 1 turorpaduju. Haume, ayropka kibure 6uaa je Aanuna Kperuh (1873-1966),
npogecopka kaaBupa y Mysuukoj mkoau y beorpaay, a Tunorpadujy je ocrsapuaa
YyBeHa HeMauKa M3AaBauka u HoTorpadcka kyha ,Bpajrkond u Xeprea“ (Breitkoph
& Hirtel), Hajcrapuja MysnukomnspaBadka Kyha Ha csery.! AucT je ykparko usBe-
CTHO 0 HOBOM AeAy Tapa Maapor Cresana Xpucruha, o merosom oparopujymy Ba-
cKpcetve, U U3BOemy y3 Iparmwy ,,0pKecTpa Kpas. rapae Citiankosuh® y Hapoprom
nosopumTy.*” Flako je y KpaTKOM YAQHKY HATAAIIEHO Ad je XpucTuh IpBH KOMIIO3H-
TOP KOJjH je CPIICKY MY3HUKY AUTEPATYPy 00OraTHO ACAOM TOTa XAHPA, IOAPOOHU)U
IIPHIKA3 TOT4, 3a CPIICKY MY3HKY 3Ha4ajHOTr Aorabaja, usocrao je.”

Py6puxa Pasno cappku pa3HOBpCHe beAellke U3 My3HUdIKOT CBeTa 1 00yxBara IIu-
POK CIIeKTap TeMa, HaKO TeKCTOBU HHCY OMAU BEAHKOT 00MMA. Y 10j je yPEAHHIITBO
CKPeTaAO MAXIbY Ha PaA BOJHHYKUX OpPKeCTapa, Ha HOBe My3HuKe GOHAOBE, My3HIKe
aorabaje, konnepre u csevanocru y Opanryckoj, Mraauju, Hemaukoj u Aycrpoy-
rapCKoj, TOAHIIbHIe KOMIIO3UTOPA U IBUXOBA HOBA A€AQ, & [TIOTOM H Ha IIeBayKe CAaBe
u jybuaeje meBaukux Apyurrasa. OBa pyoprKa je AOHOCHAQ U HEKPOAOTHKY. Tako je
o6jaByen obuman Hekpoaor Murtu Tonmasosuhy (1849-1912), xoposohu Cprickor

29 Tlucay Tomac Man (1875-195S) o6jasuo je 1901. cBoj mpsu poman Bygenbpokosu, 3a xoju je
1929. po6uo Hobeaosy Harpaay 3a kismkesHOCT. Teopop Momsen (1817-1903), ncropudap, mecHHK
U npaBHUK, A06Ko je HobeaoBy marpaay 3a xmrvkeBHocT 1902. 3a cBoje peao Hcitiopuja Puma. O
HEMa4KOM APYIITBY U KyATypu BuAeTH y Blackbourn 1998: 351-399.

30 ,Mysuuxa kiwkeBHOCT. 1Ikoaa 3a kaasup') I'ycae 6 (1911): 90.

31 Buperu: Duri¢-Klajn 1981: 111. Buorpaduja Aauure Kpceruh: Koxanosih 2011.

32 Opxkecrap Kpanepe rapae dpopmmpao ce 1904. u3 npsor cumponujckor beorpaackor BojHOT
opxecrpa (1899) u peaoBao je mop ynpasom Cranucaasa Bunmakor. Opkecrap, MehyTim, HiKasa Huje
Hocuo HazuB ,CrankoBuh’.

33 ,Mysuuka Auteparypa. Mysuuka npunosa’, I'ycae 4 (1912): 60-61. O Xpuctuhesom Aeay u
IHeroBoj perernmuju BupeTH: Muaojesuh 1912; Mux. M. T 1912; Bacuh 1994; Tomamesuh 2004.



192

MY3UKOAOTHJA / MUSICOLOGY 31-2021

LIPKBEHOTI IeBaykor Apymrsa y ITandey.** Tpeba momenytu u Hexposor Opamu
Kyxauay (1834-1911), eMHHEHTHOM XPBATCKOM eTHOMY3HKOAOT'Y H HCTOPHYApY My-
3MKe, KOjU je O3HAYeH KaO0 ,jeAAH OA Haj3aCAY>KHMjUX XPBATCKUX U jyTOCAOBEHCKHUX
Mysudapa“ Topure 1912, ,T'ycae® cy 3abeaexuae 0AAa3aK XPBATCKOT KOMIIO3HTOPA
u oprynama Barpocaasa Koaanpepa (1848-1912).3° Y npsom Aeay Hamer paaa seh
je mpumeheHo oAcycTBO 3acTymama maeoaoruje jyrocaoBeHcTsa y ,I'ycaama’. U 3a-
HCTa, OAPEAHHIIA ,jYTOCAOBEHCKU “ IIPEACTABAA U3Y3€TaK Y YACOIUCY U HUKAAQ HUje
eaabopupana. ITojeAnHH ayTOPH jYTOCAOBEHCTBO TOra A00a O3HAYABAjY KAO TEXKIBY
AeAa cpricke rpahaHcke HHTeAMIeHIMje IpeMa jy>KHOCAOBEHCKOj COAMAAPHOCTH H
jeanHCTBY 6AnCKUX Hapoaa 1 Kyarypa (ITujanosuh 2004: 19). Caaba sacTynmeHocT
XPBaTCKUX M CAOBEHAUKUX CaAprKaja M CAaCBUM 3aHeMapasMBa ppeKBeHLuja peun Jy-
focAoBeH U jylocAosencitiBo, Tokasyjy Aa ,I'ycae” Ty Texxmy HuCY oandaBase. OACYCTBO
Te TeXIbe OHAO je ¥ CKAAAY CY € jaCHO HCTAKHYTUM IIPOrPaMOM JaCOIIUCA, A OH je, Kao
IITO CMO BUAEAH, IOAPA3yMeBao yjeaumere Cpba, a He JyrocaoBeHa.

kKK

Ha npocropuma Aycrpoyrapcke MOHapxuje y kojuma cy sxusear Cpou BAaparo
je oapeheno unTepecoBame 3a vacomuc ,I'ycae”. Caame vacommca, MelyyTum, Hanaa-
3UAO je Ha IpernpeKe, Ia Cy MOjeAUHIU 32 IbUX OKPUB/ASABAAM AOKAAHE BAACTH. Y ap-
XMBCKOM MaT€PHjaAy IIOCTOjH MPEMHCKa KOja IOKa3yje A je YPEAHHIITBO ABa ITyTa
cAaAo cBe Opojese y Brcoko y Bocuu, aan nx aorwanu ITanra Aasuh Huje A06m0, 3a
IITA je OKPHUBAABAO GOCAHCKY BAAAY U CMATPAO Ad CY YaCOIICH HecCTajaau y Bocan-
cxoM Bpoay, jep ¢y Tamo HajBHIIe CTPAAAAH CPIICKU AUCTOBH U TO IIOCEOHO OHU KOjH
cy ce pocTaBmyaau us Cpouje u Mabhapcxe.”” TIpobaemu ca AOCTaBAdAIbEM 9ACOIUCA
IIOCTOjaAM Cy M Ha TEPUTOPUjH AaHAIIme BojBoAMHe, ITO ce BUAU U3 AOTIHCA TIpeA-
ceanrka Cprckor meBauxor ApymTsa y Beaoj Llpksu i CpIickor meBaukor ApyITsa
y Pymu CaBesy cprickux nesaukux Apymrasa y Combopy.®® Aomrc us Pyme nokasyje
Aacy 1912.1 1913. 61ae meproA CTarHaIMje My3HIKOT XXUBOTA 300T GaAKAHCKUX pa-
TOBA, Te Ad Cy 3abaBe Koje Cy IIeBauKa APYLITBA OKAA y 00aBe3H A IIPUPEAE ¥ KOPUCT
CaBe3sa ueKkaae Aa ce ,[IOANTHYKE, AU U HOBYaHe mmpuauke cpepe”.” IIpema Heparn-
paHoM u3BemTajy 0 papy CaBesa KOju ce OAHOCH Ha IIEPUOA [IOCAE CEAHHIIE OAPIKAHE
27. anpuaa / 10. maja 1912, caame AncTa je 6MAO OOYCTaBAEHO CBUMA KOjH U IIO-
peA GpOjHUX OITOMeHa HUCY CAAAHM HOBAIl 3 IpeTIAaTy. TakBux Apymrasa je 61A0
MHOTO, AAM je HHAVIKATHBHO AQ je BeArKa Behnna mux 6uaa us Kpasesune Cpbuje.
OcraAu IpeTIAATHHIM CY HOBAL] CAAAH AOCTa ypeaHo. Kako 6u ,I'ycae” crexae mro
IIMPHU KPYT YMTAAALA, IeBAYMMA U [TeBAYMIIAMa Cy Ce IIPUMEPIM CAAAH [I0 CUMOOANY-
HOj IleHH 0A 1 KpyHe roaMInme, IIa U je 1 mopea Tako IPUCTYIAYHe LjeHe TeK IIeCT

34 ,Pasuo. + Mura Tonaaosuh’, I'ycae 2 (1912): 28-29.
35 ,Pasno. + ®pamwo XK. Kyxau  I'ycae 6 (1911): 90.

36 ,Pasno. t+ Barpocaas Koaanaep  I'ycae 6 (1912): 92.
37 UAC, §. 42, uns. 6p. 442.

38 MUAC, §. 42, uns. 6p. 395; IAC . 42, uns. 6p. 377.
39 HAC, . 42, uns. 6p. 377.
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II€BAQYKHUX ApyHlTaBa HPI/IKYHI/IAO HHAHUBHUAYAAHE HpeTHAaTe. HpeMa CIIOMEHYTOM H3-
BEIITajy, KyIaH 6poj IpeTnaaTHIKA u3HocKo 218 mo 3 xpyne u 105 o 1 kpyHy.*

Yacomnuc je A06mjao kpuruke. Meaununap (sic!) Papgusoj ITasaosuh us Byanm-
IIELITe OAAYYMO je AQ HAIIHIIe OIICEXHO IIHCMO Y KOjeM je H3Heo 6pojHe mpuMepAbe Ha
pauyH gacoruca. ITpema meroBoM MuILbersy, cBu Opojesu ,I'ycara“ 6uau cy ucry,
IITO je GUO TAAQBHH Y3pOK M30CTAaHKy Beher umTasadxor op3usa. 3aTo je OH case-
TOBA0O YPEAHHUINTBY Ad Ce OCBPHE HA aKTyeAHA IIMTarba CPIICKOT MY3HYKOT KHUBOTA,
AQ IMKAHBO IIPATH My3HUYKH XUBOT y EBporu 1 pa myOAuKyje cTpydHe KpUTHKe O
HOBUM KOMITO3HI[MjaMa CPIICKUX ayTopa. Bumme mpocropa je Tpebaao moceTuTn
Ba>XXHUM T€MaMa IIOITy T HAllTMOHAAM3MA Yy My3HIIN HAN HapOAHe, q)OAKAOPHe MYy3HKeE.
ITocebna 3amepka opHOCHAA ce Ha TO mTO ,I'ycae” He mpare y AOBOAHOj MEpH paa,
HAIIMX My3Udapa U WTo ce BbruMa He 00pahajy 3a obaBemrema u moaarke. [TaBaosuh
Kao npumMep HaBoau Aa Mcupop Bajuh cipema HOBY onepy Xacanaiunuya o k0joj A0
TaAd HUje OHAO pedn, a yKasyje U Aa Tpeba 06jaBAUBATH OIICEXKHY CTPYIHY KPUTHKY
KaKBa je HepocTajaAa 3a onepy Kues Heo og Cembepuje ucror ayropa.*!

ITaBaoBuheso mucmo IoKa3yje Aa Cy MPHUIAAHMIIA OHAAIIBHX CPIICKUX rpabaH-
CKHX KPyroBa OMAM CBECHH HEAOCTAaTaKa YacOIMCA. 3a MCTOPHYAPA CPIICKE My3HKe
»L'ycAe” Ha IPBOM MeCTY IIPeACTaBAAjy H3BOP 3a IIO3HABAE MY3HIKHX IPHAKA Melyy
Cpbuma y AycTpoyrapckoj U y BUXOBUM II€BAaYKIM APYIITBHMA, Y TOAUHAMA IIPEA
IpBu cBercku par. ,I'ycae” cy Grae OpUjeHTHpP U IPAKTUIHY CaBETHUK OHAALIBIM
[IeBAYKUM APYIITBIMA Y BHXOBOM paay. EbrxoBa ambunuja Hyje HIAQ IIpeKo Te yAO-
re. OACYCTBO CTPYUHHX CTYAHja U OTA€AQ U YOIILITE U3PA3HTH)HX Ay TOPCKUX TEKCTO-
Ba, ,['ycae” unHU AaAeKHIM IIPeTKOM IPOpecHOHAAHE My3HUKe IIEPUOALKe Koja he ce
Ha CPIICKOM je3UKy PasBUTH TeK y IlepHOAy usMehy ABa para.

40 MAC, §. 42, uns. 6p. 378.
41 UAC, . 42, uns. 6p. 283.
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ITpuaor:
BUBAMOTPA®HUJA YACOMHCA ,['VCAE“ 1911-1914.,

1. (14.) maj 1911, roa. I, 6p. 1:

1. Ypearumrso u apmunucrpanyja ,I'ycae’, Hawa tipsa peu u iio3us Ha Gperiniainy,
1-3.

2. Aaaunam je iiotipeban Cases?, 3-6.

3. Cpbune u Cpikuro! [[Io3uB Ha OCHHMBambe CPICKHX IeBaYKHX APYIITaBa H
yapyxuBame y Cabe3 CpIICKUX IIeBaUYKIX ApymTaBa.] , 6.

4. Pag Casesa: Yipasuu Ogbop Casesa. Ipsu copayu, 7-10.

S. Becitiu u3 suseotia tiesaukux gpywitiasa: Yrarnosu Casesa. Hoso tiesauxo gpyuiitiso.
Sanariujcko iesauxo gpywineo ,Hesen” y Hosom Cagy. Ocsehere gpywinsere
sacinase. Citiapobeyejcko cpiicko 3anailiAUjCKo esayko gpyuwineo. AyHascko esako
gpywingo Kahawncku y Beoipagy. Yauarncko iiesauxo gpywinso ,Llap Aasap”. ,Ro-
doljub” xpeatiicko iiesauxo gpywineo y Buposuinuyu. ,Nada" xpeatticko iiesauxo
gpywigo y Muitiposuyu. ,Javor” xpeatiicko iiesauxo gpywingo y ITuiticypiy.
»HIlahol" uewxo iiesauxo gpywineo y Ipaiy. ,Kolo” xpsaiticko ilesauxo gpywiinieo
y 3aipeby, 10-12.

6. Ymemnocin u krswncesrocini: Boxxurcku IT. K, Ase tiecme 3a mywixu 360p. H3 nawux
kpajesa II. Cpiicke Hapogre fiecme 3a mewosuiniu 360p; Xpucruh Cr, Jecen; Pjevacki
Vijesnik, 12-13.

7. Muaan Cimanuwuh. Cliosapuwiiie ciiakAd, HOPYYAaHAd, KAMEHUIuX Cygoed,
oiregasa, cauxa u ramiie, Combop, wpz ce. Bypha. [Oraac.], 13.

8. Tocmuonuya kog Aesepa. [Oraac.], 14.

9. Hoeo! Yacit mu je winios. ipaharciisy ... [Oraac.], 14.

10. ITpuspegna Llineguonuya geonusapcko gpywineo y Combopy. [Oraac.], 15.

11. Bougap Paguwuh 6awiniosan y Combopy. [Oraac.], 15.

12. Cinosapuwitie krasupa Kapaa Paba. [Oraac.], 16.

1. (14.) jyma 1911, roa. I, 6p. 2:

13. Ypeauumrso u apmunucrpanyja ,l'ycae’, Hawum uuiniaoyuma, 17.

14. Hsgasarse cpiickux Komiiosuyuja, 17-21.

15.Pag Casesa: Casesna 3uauka. Hos uran. Ilpew. foci. Muayimun Iaspurosuh.
Otiomera Hawum yrarosuma, 21-25.

16. Bectiu u3 wusoinia iiesaukux gpywinasa: Moaba. Hlahol. Hosocagcko cpiicko
3anainiaujcko iiesauxo gpywiinso ,Hesen". Ilesauxo gpywineo ,Kaharncku”. ITesauxo
gpywinso ,Cinanxosuh” y Beoipagy. Cpiicko paimiapcko ilesauxo gpywineo y Hosom
Cagy. Cpiicko ypxeero ilesauxo gpywitieo y Ilaranyu. Cpiicko ypkeeHo iiesauxo
gpywineo y Kycuhy. Cpiicko ypkeero tiesauxo gpywineo 3maj y Kamenuyu. Cpil.
iipasocA. ypkeero tiesauko gpywiniso y Agu. Cpii. paiiapcko ilesauxo gpyuinso y
Ciu. Hlosama. Cpil. paimiapcko ypxeero fiesauko gpyuiitieo y Hosom Cagy. Llpxeero
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iiesauko gpywinso y Bpuyy. Cpiicka ypkeena tiesauxa gpywuna ,Ipanuuap” y
Cypuumny, 25-28.

17. Pasno: Bojuuuxu opxkecitipu. Hos mysuuxu pong, 28-29.

18.Cpbune u Cpixurwo! [I[lo3ns Ha OCHHBame CpPIICKMX I€BAIKUX APYIUTaBA M
yapyxuBame y Cabes CpIICKUX ITeBaYKHX ApymTaBa.] ,29.

19. Musan Cinanuwuh. Citiogapuwiitie Cillakad, HOPYYAGHd, KAMEHUIBUX CYgoed,
oiregasa, cauxa u ramiie, Combop, wipz ce. Bypha. [Oraac.], 30.

20. Hoso! ¥ nosooinisoperom ogenwervy uiileyepaja, geAuxaiiecd, BUHA U MUHEPAIHUX
60ga ... [Oraac.], 30.

21. [Mpuspegna linequonuya geonuuapcko gpywinso y Combopy. [Oraac.], 31.

22. Bowugap Paguwuh 6awiniosar y Combopy. [Oraac.], 31.

23. Tocinuonuya xog Aesepa. [Oraac.], 32.

24. Hoeo! Yaciu mu je witios. ipahancinsy ... [Oraac.], 32.

25. Ciniosapuwitie krasupa Kapaa Paba [Oraac, Henarnaupaso. |

1. (14.) centem6pa 1911, roa. I, 6p. 3:

26. Ocnusajmo iiesauxa gpywiisa!, 33-37.

27. Pag Casesa: Hosu uranosu, Otiomena Hawum iesauuma, 37—38.

28. Beciniu u3 xcugotiia tiesauxux gpywiniasa: Moaba. Ilanvesauko cpiicko ypkeeHo
iesauxo gpywingo. ,Kahancku” y Cenitiomaury. Hesen. Cpiicko ilesauxo gpyuiiieo
JTycae” y Aorosu. Ipexogruya. Cpiicka ypkeena tiesauxa gpyswuna y Muttiposuyu.
3anatmiaujcko iiesauxo gpywinso y Aorosu. Cpiicka mysuuxa wikora y Beoipagy,
38-42.

29. Pasno: Iepmanu na itocry. Byiapcka xumna. Beauka unitiepnayuonaina my3uuxa u
itesauxa ceeuarnoct y Ilapusy. XKyitia otiacrociti y mysuyu, 42—44.

30. Cpbune u Cpiikuwo! [[To3uB Ha OCHHBame CPIICKUX [€BAYKMX APYIUTaBA H
yapyxuBame y Cabe3 CpIICKUX ITIeBaYKHX ApymTaBa.] , 44.

31. Oirac kog ITpuspegne witieguonuye g. gp. y Combopy, 4S.

32. Munan Cinanuwuh. Ciiosapuwiiie CllakAd, HOPYYAGHA, KAMEHUTHUX CYgoed,
oiregasa, cauxa u ramiie, Combop, iipi ce. Bypha. [Oraac.], 46.

33. Hoso! Y nosoottisoperom ogenersy wilieyepaja, geAukaiieca, 6UHA U MUHeparnux
6oga ... [Oraac.], 46.

34. [Mpuspegna liequonuya geonuuapcko gpywinso y Combopy. [Oraac.], 47.

3S. Bowugap Paguwuh 6awiniosar y Combopy. [Oraac.], 47.

36. Citiosapuwitie krasupa Kapaa Paba. [Oraac. ], 48.

37. Earextupuuna witamiapuja M. Buxapa u gpyiosa y Combopy. [Oraac,
HeIarMHAPAHo. |

1. (14.) oxro6pa 1911, roa. I, 6p. 4:

38. Kaxo tipeba yipasratiu tiesawicum gpywurama? I. Koposoha, 49-53.
39. Pag Casesa: Hosu uranosu. Cegruya yiipastoi ogbopa. Oiiomena. Ciiucak tiesauxux
gpywinasa, S3-54.
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40. Becitiu u3 xusoinia iesaukux gpywitiasa: Combopcka cpiicka ypkeexa iiesauxa
gpywuna. ,Citianxosuh”. Baixan. Beoipagcko diesauxo gpywinso. Cpil. ies.
gpywineo ,Ppywxa iopa” y Beouuny. ,Buwruh”. Ipkeeno fiesauxo gpywiinieo,
54-58.

41. Pasno: Mygpe peuu. Beauxa ilesauxa caaea. Ciioiotuumruya Bepgujesa. Ko je
KOMII0HO08A0 XPBATHCKY XUMHY. JyOUAE]U CAOBEHCKUX CIRAPUJUX Tle6aUKUX pYULTHAsA.
Hajcinapuju tiesay. Aucitiosu, S8—60.

42. Musan Cinianuwuh. Ciliosapuwiiie CliakAa, UOPYYAAHA, KAMEHUIUX CYgosd,
oiregasa, cauxa u ramiie, Combop, iipi ce. Bypha. [Oraac.], 61.

43. Hoso! Y nosoottisoperom ogewervy wiileyepaja, geAuxaitieca, BUHA U MUHEPAAHUX
6oga... [Oraac.], 61.

44. Oinac. xog ITpuspegre witiequonuye g. gp. y Combopy, 62.

4S. Ipuspegna Ilieguonuya geonuuapcxo gpywinso y Combopy. [Oraac.], 63.

46. Boxcugap Paguwuh 6awiniosar y Combopy. [Oraac.], 63.

47. Cinosapuwitie krasupa Kapaa Paba. [Oraac.], 64.

48. Esexinpuuna winamiapuja M. Buxapa u gpyiosa y Combopy. [Oraac,
HeIarMHUPAHo. |

1. (14.) nosem6pa 1911, roa. I, 6p. 5:

49. Kaxo tapeba yipasraiau iesaukum gpyrunama? I1. ITpegcegruyu, 65-69.

50. Pag Casesa: Ilpsu ceecrasercku tiesauxu caciianax. Rudolf Horvat i Ante Gavanek
— Savez srpskih pevackih drustava, 69-72.

S1. Becitiu u3 musotiia iesauxux gpywiiniasa: Oceehere cpiickoi fiesaukoi goma y
Combopy. Ceieguncka ypkeena iiesauka gpyxcuna. Beoipagcko tiesauxo gpywiisieo y
Tpciny. I1peo ypxeeno iesauxo gpywiiniso ,Fbeiow” na Lleitiury. AosHuuio iiesauio
u mysuuxo gpywineo Kapayuh. Axagemcko ymeiinuuxo gpywineo ,Oimaybuna’.
Mutuposauka cpiicka ypkeena ilesa4xa gpyxcuna, 72=75.

S2. Mysuuxa krouncesrociti: Ilecme cplickux xomuiua, 75.

53. Pasno: Hemauku tiesauxu caeiti og i. 1861 y Huprbepiy. Mysuxa kao aex. Hucy nama
Hamersene. Obunaju Koutosuinopa, 76-78.

54. Cinpyunu aucitiosu: Lyra. Ceska Hudba. Cerkveni Glasbenik. Sv. Cecilija. Tamburi-
ca, 78.

SS. Cpbune u Cpiikumwo! [[1o3uB Ha OCHHMBame CPICKUX MeBAYKHX APYIUTaBA H
yApyxuBame y CaBes CpICKUX eBavKUX APYINTABA. |, 79.

S6. Hoso! Y nosooilisoperom ogenersy wilieyepaja, geAukailieca, 6UHA U MUHepaiAHux
60ga ... [Oraac.], 79.

57. Ipuspegna Ilinequoruya geonusapcko gpywinso y Combopy. [Oraac.], 80.

58. Boxugap Paguwuh 6awiniosan y Combopy. [Oraac. ], 80.

S9. Eaexitipuuna winamiapuja M. Buxapa u gpyiosa y Combopy. [Oraac,
HeIarMHUPAHo. |

1. (14.) penem6pa 1911, roa. I, 6p. 6:

60. Kaxo tipeba yipasoariu tiesaskum gpywurama? I11. Tajuuyu, 81-8S.
61. Pag Casesa: Otiomena nawium uranosuma. Ceecaasencku tiesauku cactuanax y
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3aipeby. Cegnuya Yiapasroi Ogbopa. Hos uran, 85-87.

62. Becitiu u3 wusoiia ilesauxux gpywiiasa: Ocnusare cpi. iiesauxoi gpywinsa y Citl.
Oyinoty, Kpcua caasa Combopcke cpiicke ypkeene tesauxe gpyxcune. ,00usuh” y
Ianuesy. ,Baixan”. Cpil. 3anamiaujcko iesauxo gpywiiso y Cini. Beuejy. Kamepra
mysuxa y Beoipagy. ,Pogory6” y Bunkosyuma. ,3purscku”. ,Haga", 87-89.

63. Mysuuica kwuxcesociti: Illkora 3a krasup, 90.

64. Pazno: 1+ Opawo K. Kyxau. Kako Hemyu page!?. Auciti u Aese. M3 ymeitinuuxoi
wusoitia, 90-93.

6S. Cpbune u Cpiikurwo! [[1o3uB Ha OCHHMBabe CPICKUX eBAYKHX APYIUTaBa H
yApyxuBame y CaBes CpIICKUX IeBaYKUX APYINTaBA. |, 93.

66. Cinteuaj. Yipasa Casesa cpiickusx flesaqukux gpywinasa osum paciucyje ... [Oraac.],
94.

67. Oirac. xog ITpuspegne witieguonuye g. gp. y Combopy, 9S.

68. Hoso! Y nosootuisoperom ogenery wileyepaja, geAuxatieca, UHA U MUHEPAAHUX
60ga ... [Oraac.], 96.

69. Boxugap Paguwuh 6awiniosar y Combopy. [Oraac.], 96.

70. Earexiupuuna wiamiapuja M. Buxapa u gpyiosa y Combopy. [Oraac,
HeIarMHUPAHo. |

1. (14.) jamyapa 1912, roa. II, 6p. 1:

71. YpeaHumTBo 3BaHHYHOT raacuaa CaBesa CPIICKUX IIeBAYKMX ApymITasa ,l'ycae’)
Ilosus na npeiuiirainy, 1-2.

72. Kaxo tiipeba yipasoatiu tiesawicum gpywunama? IV. Braiajuuyu, 2-6.

73. Pag Casesa: Otiomena nHawium yranosuma. Hos uran. loguuru ussewitiaj. Citieuaj,
6-7.

74. Hawa yeciiuitika, 8.

75. Becitiu u3 wusotiia itesauxux gpywiniasa: Obnosmero iles. gpywiiso. Illabauio
iesauxo gpywineo. Kay6 Ciiygenamia us Cinape Cpbuje u Mahegonuje, , Hesen”,
»Caoia”, Oiwitie 3anamiaujcko pagenuuxo ygpymewe y Cmegepesy. Combopcka
cpiicka tiesauxa gpyxuna. ,Cinanxosuh”, 8-10.

76. Pasno: Ogauxosan. Iracbena Mainuya y /bybranu. Aasopuna Jenka. Hemyu Ha
iocay. Tumnacinuxa iayha. Ko uma najmysuxasnuju cayx?, 10-13.

77. Cpbune u Cpiikurwo! [[1o3uB Ha OCHHMBambe CPICKUX [€BaYKHX APYIUTaBa H
yApyxuBame y CaBes CpIICKUX eBaYKUX APyIITaBa. |, 13.

78. Cinteuaj. Yipasa Casesa cpiickusx flesaqukux gpywinasa osum paciucyje ... [Oraac.],
14.

79. Oinac xog ITpuspegne witieguornuye g. gp. y Combopy, 15.

80. Hoso! ¥ nosooinisoperom ogenwervy uiileyepaja, geAuxaiiecd, BUHA U MUHeparHux
60ga ... [Oraac.], 16.

81. Bowugap Paguwuh 6awiniosar y Combopy. [Oraac.], 16.

82. Eaeximpuuna winiamiapuja M. Bukapa u gpyzosa y Combopy. [Oraac,
HeIarMHUPAHo. |
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1. (14.) debpyapa 1912, roa. I, 6p. 2:

83. Kaxo tiipeba yiipaswariu iesauxum gpyrcunama? V. Yranosu iesauu, 17-22.

84. Pag Casesa, 22.

8S. Becitiu u3 susomia iesaukux gpywinasa: ,Caoia”. ,3opa”. Temuwsapcko cpiicko
itesauxo gpywiuso. Cpil. ypkeeno tiesauko gpywitieo. Cpiicka ypkeeHa iiesauxa
gpywuna y Cupuiy. Cpii. fiesauxo gpywiitieo marobeuxepeuio. Cpiicko ypkseHo
iiesauko gpywinieo Ha Peyu. Jegnaxociti. ,Musyimunosuh”. Jasop I'ycae. Cpiicka
iiesauxa gpyxuna y Cyboinuyu. Cpiicko tiesauxo gpywiiso y Pymu. ,Koro mragux
Cpba y Bygumiiewiiniu”. I'ycae y Aorosu. Cs. Cascke. ,Hesen”. Beauko beuxepeuxa
cpiicka ypkeena iies. gpyxcuna. ,Caoia”. ,Koro”. Jybuaej, 22-28.

86. Pasno: + Muinia Totiarosuh, 28-29.

87. Hoso! Y nosooinisoperom ogenwersy uiileyepaja, geAuxaitiecd, BUHA U MUHeparHux
60ga ... [Oraac.], 29.

88. Ipuspegna witieguonuya geonuuapcko gpywiniso y Combopy, 30-31.

89. Oirac xog ITpuspegne witiequonuye g. gp. y Combopy, 32.

90. Esexiupuuna wimamiapuja M. Buxapa u gpyiosa y Combopy. [Oraac,
HeIarMHUpPAHO. |

1. (14.) mapra 1912, roa. IL, 6p. 3:

91. Baciiuttinu pag cpiickux ilesauiux gpywinasa, 33—-36.

92. Pag Cagesa: Hos uran. Morba. Pesyainiaiti Hawiei citieuaja, 37.

93. Becitiu u3 scusotiia tiesaukux gpywiiasa: Cpil. iies. gpywitiso y Kpatyjesyy. I'parnuuap.
,O6uruh”. Ipaharcko (3anaitiaujcko) desauxo gpywinso. ,Bpanxo”. Ceiegurcka
cpii. iipas. nesauxa gpyxuna. Cpiicko iesauxo gpywineo ,3opa”. ,I'ycae”. ,Koso
mragux Cpba y Bygumitewsiiu”. Combopcka cpilcka ypkeena ilesauka gpymuna.
Cpii. sanatisujcko tiesauxo gpywitiso y Citi. beuejy. Ilesauka gpysmcuna ,Murow
Beauxu". Cpiicko iies. gpywinso y Cii. Qyiioiy. ,Baskan”. ,Jasop”. ,Cinanxosuh”.
Obuauh, 37-42.

94. Pasno: Yiregajmo ce na nauy 6pahy Yexe, Crosene u Ilowaxe!. Yygrosaitia 6oreciii.
Hemyu na siocay. llina cinaje Kybeauxos apci. Moh opianusayuje. Kpynucanu
mysunapu u iesauu. 10.000 mapaka 3a eojuuuke Kopauuuye. JagHo ciliaroe
kaileaHuka, 42—45.

9S. Cpbune u Cpiikurwo! [[To3uB Ha OCHHMBame CPIICKUX I€BaYKHX APYIUTaBa H
yApyxuBame y CaBes CpIICKUX IeBaYKUX APYINTABA. |, 46.

96. Tpiosuna isoxcha, yira u papbe Aanuaa Iepiyposa u Cunay Combopy. [Oraac.], 46.

97. Oinawyjinie y ,I'ycae”. [Oraac.], 46.

98. Bowugap Paguwuh 6awiniosar y Combopy. [Oraac.], 47.

99. Hoso! Y nosooinisoperom ogenwersy uiileyepaja, geAuxaitiecd, BUHA U MUHeParHux
60ga ... [Oraac.], 47.

100. Oirac xog Ipuspegre witieguotuye g. gp. y Combopy, 48.

101. Eaeximpuuna wiiamiapuja M. Buxapa u gpyiosa y Combopy. [Oraac,
HeIarMHUPAHO. |
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1. (14.) anpuaa 1912, roa. II, 6p. 4:

102. O seitom itesarsy, 49—-53.

103. Pag Casesa, S3.

104. Becitiu u3 scusoinia tiesaykux gpywiniasa: Pagocua tiojasa. Obnoswetve cpil. tiesat.
gpywiea y 3emyny. ,Hesen". Cyboimuuka cpiicka ilesauxa gpysuna. AyxosHu
konyepins. ,I'ycae”. ,Murow Beauxu”. ,Ciianxosuh”. Cpicka diecma y Pycuju.
»Koro®. Cpiicko iiesauxo gpywiiniso y Tysau, S4-58.

105. Bojan Cpbaros, A-p Tux. Ocrojul, Bubauoiieka Maitiuye cpiicke. Moaba,
58-60.

106. Mysuuka auttiepatiypa: Mysuuka iipunosa. Ceecrosercku cokorcku maput, 60-61.

107. Pasno: Illesgeceitiotoguuruya ipodecopa Illesuuka. Pycku ilesau y bygumiiewiiu.
Hogooitixpusenu mysuuxu ienuje, 61-62.

108. Cpbune u Cpixuro! [[lo3us Ha OCHMBame CPICKUX MEBAYKHX APYIITABA U
yApyxuBame y CaBes CpIICKUX IeBaYKUX APYINTABA. |, 63.

109. Kouxypc. Bea. Ipaguwitianckoj ilesauxoj gpyscunu iiotipedan xoposoha, 63.

110. Oinac xog Ipuspegre witieguotuye g. gp. y Combopy, 64.

111. Eaeximpuuna witiamiapuja M. Buxapa u gpyiosa y Combopy. [Oraac,
HeIarMHUpPAHO. |

1. (14.) maja 1912, rop. IL, 6p. 5:

112. Koposoha, 65-70.

113. Pag Casesa: Cegnuya Yipasuoi Ogbopa. Haypii iipasura 3a ties. gpywinsa,
70-71.

114. Mysuuka rutuepaimiypa: Jegna tipurosa, 72.

11S. Beciiu u3 susoitia ilesaukux gpywitiasa: Cpiicka ypkeena ilesauxa gpyxuna y
Muiaposuyu. Cybottiuuka cpiicka iesauxa gpyxuna. Ilesauxo gpywiniso y Cil.
Iaranyu. Bpuwauxo 3anaiiaujcko iesauxo gpywiniso. Cpil. ipaharcko ties. gpyuliniéo
y Combopy. ,Opywika iopa”. Cpi. 3anaii. tiesauxa gpyxuna y Citr. Beuejy. Cpil.
ypreeno ies. gpywinso y ITomasy. Ciiapoiiasosauio ypkeero iies. gpywiiso. Cpiicko
ypkeeHo iles. gpywineo y Basanuwiny. ,Hesen". 3ajegnuuxu gyxosHu xoHyepii.
»O6uruh”y Pycuju. , Muayinunosuh”. Huwka ypxeena iiesauxa gpyxcuna , bpanxo”.
Huxwuhko siesauxo gpywinso. Ilogiopuuko iiesauxo gpywinso ,Bparnko”, 72-78.

116. Pasno: Kaxo xyaitypru napogu page. Haceo kpuiniunap. Hupnbepuiku céenemauxu
tiesauxu cactuanax, 78-79.

117. Ipeinirahyjinie ce na ,I'ycae”. [Oraac.], 79.

118. Oinac xog Ipuspegre witieguotuye g. gp. y Combopy, 80.

119. Eaeximpuuna wiiamiapuja M. Buxapa u gpyiosa y Combopy. [Oraac,
HeIlarMHUPAHO. |



200

MY3UKOAOTHJA / MUSICOLOGY 31-2021

1. (14.) jyma 1912, roa. IL, 6p. 6:

120. Cpiicka iiesauka gpywiniéa u oiiwinia aiiainuja iybiuxe, 81-86.

121. Pag Casesa: Hos uaan. Casesna usgarea, 87-88.

122. Becitiu u3 scusotia iesauxux gpywinasa: Cpiicko iies. gpywiniso y 3aipe6y. ITpso
ypkeeHo iesauxo gpywineo ,Fbeiow” na Llemury. Cpiicka ypkeena iesauxa
gpywcuna y Ciii. Beuejy.

123. Cpiicko iiesauxo gpywinso ,I'ycae” y Aorosu. Ilanwesauxa cpil. 3amainujcka
gobpoinsopHa u ipoceeiina 3agpyia. Cpiicka iesauka gpyxuna ,3opa”. Cpiicko
akagemcko ies. u imambypawko gpywinso ,Barkan” us 3aipeba. Cpiicko
sauatiaujcko ygpywerse y Muitiposuyu. Ilpso 6eoipagcko iiesauko gpyutinieo.
,Koro”, 88-92.

124. Pasno: 1 Bainpocaas Korangep. Iuitiomay, 3a ypxeery myzuxy. Cpoun supiiiyo3 Ha
suorunu. Cegamgeceimioiogumrsuya Massenet-osa. Citiesa Mapxosuh. + Opanitiuuex
Kmox. Ilpsa crogencka oparmopuja. Toacitiojes ,Pati u mup” gpamainuzosat.
Henosnaitie Asoprcaxose komitosuyuje. 3anumibus UpoHaIA3aK HA MYSUMKOM HOLbY.
Tuitiomya napogroi tiosopuwina y Beoipagy, 92-9S.

125. ITpuspegra witieguonuya g. gp. y Combopy. [Oraac.], 96.

126. Eaeximpuuna wiiamiapuja M. Buxapa u gpyiosa y Combopy. [Oraac,
HeIarMHApPAHO. |

1. (14.) centem6pa 1912, roa. I, 6p. 7:

127. Ilesarve u wixora, 97-101.

128. Pag Casesa: Hosu uranosu. Cegruya yiipasroi ogbopa, 101-103.

129. Bectuu u3 scusoiia iiesauxux gpywinasa: Muitiposauka cpiicka ypxsena Ilesauxa
gpywuna. Ilanuesauka cpil. 3anamaujcka goOpoieopra u wpe08auka 3agpyia.
»Hesen" nosocagcro cpiicko iiesauxo gpywineo.Cpi. iies. gpywingo y basanuwiny.
Hosocagcko cpiicko  paitiapcko  tiesauko gpywinso. Cpiicko iies. gpywiiiiso
»Cyngeuuh” y Aujesny. ,I'ycae”. Cpil. iiesauxo gpywinso ,I'ycae” y Aorosu. Cpiicko
UPKBEHO U CPIICKO 3aHATUAUCKO Tesayuko gpyuiinso, 4ranosu Casesa. ,Ciniankosuh”.
»Caoia” cpit. iies. gpywiniso y Capajesy, 103-106.

130. Mysuuxa xrouncesrocitt: ,Maru mysuuxu peunux”. Citiankosuhesa mysuuxa gera
y usgawy Cpil. kpas. akagemuje nayka y beoipagy. Hosa xopucna kwuia. Hosa
cpiicka komitosuyuja. Hosa xumna. Ilecme wvybasu, 106-107.

131. Pasno: Hupnbepuika iiesauxa caasa. Maagu Aaimamiiunay, supityo3 Ha 6UOAUHU.
ITecme, komiionosare Hekoruxo cioiiuna iyma. Haipahena cpiicka xomiiosuyuja.
Kpawesu xao mysuuapu. Cpiicka mysuuxa wixora y beoipagy, 107-111.

132. [Tpuspegra witieguonuya g. gp. y Combopy. [Oraac.], 112.

133. Eaexinpuuna wiiamiapuja M. Buxapa u gpyiosa y Combopy. [Oraac,
HeIarMHApPAHo. |
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1. (14.) oxto6pa 1912, roa. 11, 6p. 8:

134. Hauunumo Hawa cpi. fies. gpywinisa upasum gpocseiinum ycianosama! ,
113-117.

13S. Pag Casesa: Casesto usgarse u ,I'ycae”, 117-121.

136. Becitiu us wusoima iesaukux gpywitiasa: Cpiicko ilesauxo gpywitiso y Hosoj
I'paguuuyu. Cpiicko ypkeeno fiesauko gpywinso y Basanuwiiy. Pymcko cpiicko
iiesauxo gpywinso. Cpiicka ypkeena iesauxa gpywuna Qyitiowxa. Celeguncka
cpiicka ipas. ypkeena iesauxa gpyxcuna. Cpiicko fesauko gpywinso ,I'ycae” y
Ibyjopxy. Hosu koposoha epwiauxoi cpil. ypke. gpywinsa. ,Musow Beuxu”.
Beoipagcko tiesauxo gpywinso. Jybuarej. Haipaga, 121-124.

137. Mysuuka xwuicesHocti: Cpiicka oitepa. Hose cpiicke kopcke komnosuyuje. Hosu
axopgulewxa Xyg6a. ITesauxu Bectux. Tambypuya. Ce. Lleyuauja, 124-128.

138. Pasno: Paciiucana Haipaga 3a Komilosuitiope ceeia ceeitia. OgAukoean cA06eHcKu
mysuuap. Ilpocaasa. Cpiicka mysuuxa wikora y Ckoiivy. Mehynapognu ionipec
mysuuapa. + Dr Emuavujan Kaydman. Opanyysu o crosenckoj mysuyu. Tpujyme
crosemcke mysuxe, 125-127.

139. [Tpuspegra witieguonuya g. gp. y Combopy. [Oraac.], 112.

140. Eaexinpuuna winamiapuja M. Bukapa u gpyzosa y Combopy. [Oraac,
HeIarMHApPAHO. |

1. (14.) noem6pa 1912, roa. I, 6p. 9:

141. ITesauxe crase, 129-133.

142. Pag Casesa: Hos yaan. Cxyiioarse Hosux yrarosa. Oilomena, 133-138S.

143. Beciiu u3 susoma iesaukux gpywinasa: Yewxo iiesauxo gpywinso ,Bopusoj”,
135-136.

144. Mysuuxa krsuncesrociii: Tocnoha ca cynyoxpeiion xao oiiepa. AHaru3a cpiickux
moinusa. Hosa pycka oiiepa. Teopeiniuuxa u iipaxinuuna yiiyima 3a yuinuparse. Ho[s]
ocitiu Ha my3uukom nory, 136-137.

14S. Pasno: Xymop cpiickux my3usapa npeg paii. LIproiopcka xumna. Hemyu o fionckoj
my3uyu. Bex crasnux xomiiosutiopa. Ige ce tpowiu Hajeuuie na mysuxy?. Mysuuro
ilegaiowku ciiewaj. Apxasua ¢onoipadcka apxusa. Mawuna 3a KomiloHosarve,
137-141.

146. Oirac. Aau cmo y winiamity iipey ceecky Uapimiuiaypa ..., 142.

147. Cpbune u Cpixuro! [[1o3us Ha OCHMBame CPICKUX MEBAYKHX APYIITaBa
yapyxuBame y CaBes CpIICKUX eBaYKHX ApymITaBa. |, 143.

148. Basxcro! Mysuuxo-usgasayxu 3aeog ,ITeraiuh”y Ianuesy. [Oraac.], 143.

149. [Tpuspegna witieguonuya g. gp. y Combopy. [Oraac.], 144.

150. Eaeximpuuna wmamnapuja M. Bukapa u gpyzosa y Combopy. [Oraac,
HeIarMHApPAHo. |
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1. (14.) aenem6pa 1912, roa. 11, 6p. 10:

151. Cpiicko fipasocaasto ypxeero ijernuje, 145-149.

152. Pag Casesa: Ilpomena y yipasu. Oiiomena. Hos uran. Casesro usgaree cpiickux
komitosuyuja, 149-151.

153. Beciniu u3 xcugotiia iesaukux gpywiiniasa: Buwwuh. Cpiicka akagemcka tiesa4xo-
wmambypawka gpyswuna ,Baskcan”. Cpil. sanamiaujcko iiesauxo gpywinieo y Citiapom
Beuejy. O6Hosneno cpil. iies. gpywinso. ,Bpanxo Paguuesuh”. Xpsaiticko iiesauxo
gpywineo ,Koro” y 3aipeby. Tpu jybuaeja, 151-153.

154. Mysuuxa krousxcesrocti: Meitioguka iiesarea, 153—154.

1S55. Pasno: Pycke napogHe fiecme 3a Hemauka ilesauka gpywiusa. CroseHcka mysuka
y Bepauny. Iloyunu xonyeptuu. Yspyjauociti diesava tpu cilyiiary Ha jasHOCIL.
Huinepecaninine cinapune. Egeap Tunea +. Citiologuwrsuya Baineposa pohersa. Aa
AU TAY80-Hemu pasyme mysuxy?, 154-157.

156. Oirac. Aaru cmo y winiamity fipey ceecky iapimiuiiypa ..., 158.

157. Cpbune u Cpikuro! [[1o3us Ha OCHMBame CPICKUX MEBAYKHX APYIITaBa
yapyxuBame y CaBes CpricCKuX MeBaukux Apymrasa. |, 159.

158. Basxcro! Mysuuxo-usgasauxu 3asog ,ITerazuh”y Ianuesy. [Oraac.], 159.

159. ITpuspegra witieguonuya g. gp. y Combopy. [Oraac.], 160.

160. Eaeximpuuna wiiamiapuja M. Buxapa u gpyiosa y Combopy. [Oraac,
HeMaruHMPaHo. |

1. (14.) jamyap 1913, roa. I11, 6p. 1:

161. Ypeauumrso u Apmunucrpanyja aucra ,Iycae’, Combop (Zombor) Bauxa,
Ilosus na tpeiuinaainy, 1-2.

162. Hawe ypreere oiwitiune u cpiicka ilesauia gpywiisa, 3-7.

163. Pag Casesa: Hosu uaarosu. Otiomena, 7-8.

164. Becitiu u3 susoitia tiesauxux gpywiiniasa: Combopcka Cpiicka Lipkeena ITesauxa
Apysxcuna. Cpiicko Llpxseno ITesauxo Apywiniso y Basanuwiny. Cpiicka Ahancka
Llpxeena Ilesauxa Apywuna. Cpiicko Ilesauxo Apywineo ,I'ycae” y Ebyjopxky.
Heussecrociu, 8—10.

165. Krowncesnocti: 3a cupouag Kocosckux Ocsettinuxa, 11-12.

166. Pazno: Iloiienosa mysuka cauxama usyciiposana. Huxoraj Buitiaresuh Ausenxo
t. Jybuaeju. Ciioioguiuruya. Pycu u mysuxa. Kamoruuku yprsero irasbenu kouipec.
Jan Iaa . Iaemenuitiu 3asewiiniaj. Jocup Buenascku +. Maro ware, 12—-18.

167. ITpuspegna Ilineguoruya g. gp. y Combopy. [Oraac.], 16.

1. (14.) pebpyap 1913, roa. I11, 6p. 2:

168. Jegro scusoitino nuitiarse desaukux gpywiiiasa, 17-19.
169. ITpo¢. Jya. ]. Majop, Hapognra mysuxa Jysrux Crosena, 19-23.
170. Bectiu u3 xwusoitia tesaukux gpywinasa: Combopcka Cpiicka Ilpkeena
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Iesauxa Apysmuna. Buwruh. Ianuesauxa Cpiicka 3anaimiaujcka Aobpotisopra
u Ilpocsetuna 3agpyia. Bpwauko Cpiicko Llpxeeno Ilesauxo Apywinso. Hoso
ocHosano dies. gpywitieo. Cpiicko Llpkseno Ilesauxo Apywitiso y beroj Lpxsu.
Cpicka Ilpas. Llpke. ITesauxo Apywinso ,Ceemiu Casa” y Qouu. Ilanuesauxo
Lpxseno Ilesauxo Apywinso, 23-2S.

171. Mysuuka krumncesnociti: Hean ia. 3ajy. @. Buaxap. Hose carosencke Komiiosuyusje.
Apamaiiusosana Typieweswesa Hosera. Hose komilosuyuje og pyckoia
komiiosuttiopa. ,Baskancka kopaunuya”, 25-26.

172. Pasno: Ilpeu iy na cyenu. Hsareili Gepaunckoi kpab. geopckol u gomckol
kopa y Pycujy. + Opanhuwex Cumanga. + Jocuii Ljumepman. Aeuerwe xainiapa
Ha dpaimatiudan nawun. H3rowba mysukaruja y geopckoj bubaujotiieyu y Beuy.
Pybunwiiajn o mysuukom ykycy pasuux Hapoga. Mysuuku unciipymenitiu og Hose
ipahe. Opuiunar nemauxe Hapogre xumne. Ilpsu tpuxas nose Ilimpaycose oiiepe,
27-31.

173. Cpbune u Cpikuro! [[1o3ns Ha OCHMBame CPICKUX MEBAYKHX APYIITaBa M
yApyxuBame y CaBes CpIICKUX eBa4KUX APyITaBa. |, 31.

174. ITpuspegna Ilineguonuya g. gp. y Combopy. [Oraac.], 32.

175. Eaeximpuuna wiiamiapuja M. Buxapa u gpyiosa y Combopy. [Oraac,
HeMaruHMPaHo. |

1. (14.) mapra 1913, rop. ITI, 6p. 3:

176. K., itia cmo paguau dpowise iogunre?, 33-42.

177. Pag Casesa, 42—43.

178. Becinu u3 usotiia esaukux gpywiiasa: Cpiicko iesauxo gpyuiineo ,3opa”y Hosoj
Ipaguwku. Cpiicko ilesauxo gpywinso ,I'ycae”. Ilanvesauxa cpil. 3anamisujcka
gobpoinieopra u Ilpoceetina 3agpyia. Cpiicko combopcko ipaharcko iiesauxo
gpywingo. Cpiicko apas. ypk. iesauxo gpywiuso ,Iycae’. Combopcka cpiicka
ypkeena tiesauxa gpymuna. ,Hesen" nogocagcko 3anamiaujcko iiesaqxo gpyuineo.
Buwwuh. Cpiicko ypxeeno tiesauxo gpywitieo y Hoeom Cagy. 3anaiirujcko
iesauxo gpywineo y Kosuwy. Cpiicko iipasocaasHo iiesauxo gpywiinso ,I'ycae”.
Depenysapouiko cpiicko ipasocaasro iesauxo gpywinso ,3opa”. Cpiicko iiesauxo
gpywingo ,Benay” y Ilanuesy. Cpiicko fiesauxo gpywinso ,Bura” y Bunkosyuma,
43-47.

179. Pasno: Pagu cehara. S0-ioguuirbuya wewixoi ilesauxoi gpywinea. Hajuosuja oiiepa
Mackaroujesa, 47.

180. ITpuspegna Ilineguoruya g. gp. y Combopy. [Oraac.], 48.

181. Eaexinpuuna winamiapuja M. Bukapa u gpyzosa y Combopy. [Oraac,
HeMaruHMPaHo. |

1. (14.) anpua 1913, roa. I11, 6p. 4:

182. Hewitio tioyxe, 49-54.
183. Casajancku, Komitosuitiopcku pag Muitie Toiarosuha (* 1849 1 1912), 54-57.
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184. Pag Casesa: Hosu uranosu. Ceguuya yipasuoi ogbopa. Yrarncke gyxcrociiiu,
57-60.

185. Becttiu us scusotiia tiesauxux gpywinasa: Hosu Cag. Bea. Kukunga. bygumiiewiua,
60-61.

186. Mysuuka xruxcesnocti: Hewxu cyg o usgarsy naweia Casesa. Hosa crosencka
komiiosuyuja. ,Drdtenik”. Hose cpiicke komitosuyuje 3a iracosup, 62—63.

187. Pasno: Beauxu ycitex Asopucaxos mehy Hemyuma y Hewixoj. IToxojruyu, 63.

188. Ipuspegna Ilimeguonuya g. gp. y Combopy. [Oraac.], 64.

1. (14.) maj 1913, roa. I11, 6p. 5:

189. Kaxo ce yenu pag cpii. ilesaukux gpywitiasa?, 65—69.

190. Pag Casesa: Cegnuya Yiipasnoi ogbopa, 69-72.

191. Beciiu u3 swusoinia iesaukux gpywinasa: Bea. Kuxunga. Combop. Pyma.
Bygumitewsitia. Cenitia. Cili. Beuej. Aga. Apau — Bpareso. 3aipe6. Hosu Cag.
Qenaax. Combop, 72-76.

192. Mysuuxa kruncesrocti: Hosa cpiicka komnosuyuja. Hcugop Bajuh, 77.

193. Pasno: Citiotogumruya. Hemyu HUCy 3ag060HI CBOjOM GAHAWMHOM HAPOGHOM
xumuom. Hekoruxa iipasura 3a diesase. Ocegeo kao tiesau. 70-ioguiuruya.
Aobpotuisopxa mysuuke wxore, 78-79.

194. Ipuspegna Ilimeguonuya g. gp. y Combopy. [Oraac.], 80.

1. (14.) jyn 1913, roa. I11, 6p. 6:

19S. 3nauaj cpii. ilesauxux gpywinasa, 81-8S.

196. Pag Casesa: Ilpuiipeme 3a I. iiesauxy crasy. Casesna snauxa, 85-87.

197. Becitiu u3 »usoiia tiesauxux gpywiniasa: Bea. Kuxunga. Bpuay. Aoroso. Hosu
Cag. Bygumiiewitia. Ciii. Beuej. Combop, 87-89.

198. Mysuuxa xwuxcesrociti: ,Cpiicka mysuuka 6ubiuotiexa”. Hosa floncka oilepa,
89-90.

199. Cpbune u Cpiixuro! [[Io3us Ha OCHHBarmbe CPICKHX MEeBAaKMX APYIITaBa U
yApyxuBate y CaBes CpIICKUX IeBaYKuX Apy1uTasa. ], 90.

200. Pasno: Yewko iiesauxo gpywinso ,Aykec” y Cmuxosy. Yewiko tiesa4ko gpyuiiniéo
upawxux yuuitieod. Ilpodecop Aarexcangap Ileunuxos. Jocud Tuxauex. Aygeui
Ky6a. Yex Eg. Haupasuuk. Ilosanu Ciambaimu. Camoybucitiéo jegHe caase
iesavuye. + A. A. Bjaayesa, ygaina Buckyiickaja. Cpbun ce ygociniojuo, ga 3aysme
mecitio tiopeg baxa. Og iumuasujcxot iipodecopa tiocitiao oiiepcku tiesay. CilomeHux
Egyapgy Xaysauxy. Kypc 3a wxoacko fiesare. Baineposa citiotoguwrouya, 91-95.

201. Oinac. Ilpeiiopyuyjemo ceuma iesaukum gpyxcunama 1. ceecky taptiuitiypa kojy je
usgao Cases Cpiickux Ilesauxux Apywitiasa..., 9S.

202. Ilpuspegna Illineguonuya g. gp. y Combopy. [Oraac.], 96.
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1. (14.) cent. 1913, roa. I11, 6p. 7:

203. Cpiicka Ilesauxa Apywitisa u Cpiicku Coxo, 97-100.

204. Pag Casesa: Hosu uranosu. Ilpea iiesauxa caasa Cpba itesaua. Cases uaam 36opa
3a gpywiisero ipocsehusarse. Casesna 3abasa, 100-102.

20S. Bectuu us xusotia tesaukux gpywinuasa: Ilanueso. Ilaxpay. Ba. Beuxepex.
Citiatiap. Hosu Cag. Ocex. Ilanueso. Pexa. Hosu Cag. basanuwiie. Bparseso. Hosu
Cag. Pyma. Ceiequn. Typcku Beuej — Bpareso, 103-107.

206. Mysuuxa krowncesHociti: Cplicka mysuuka 6ubiuotiiexa. Baxcnu u tioyunu yAanyu.
Cpiicka mysuuxa iipemjepa, 107-108.

207. Pasno: Hciipasak. Bpoj cpiickux diesaukux gpywinasa y bBocuu u Xepyeiosunu
Ha kpajy 1912. iog. Jocuii Koyjanuuh, crosenauxu xomiosuiniop. 60-ioguuireuya
xpearickoi komiosutiopa. Pycku gupuienit Koncitianitiun Coromonosuh Capagues.
t Jocu¢ Puxapg Rozkosny. + Huxoaa iia. Ilizioc. Beauku ycilex 4euikux ymemiHuka y
Enizeckoj. + Aasug Ioiiep (Popper), 109-111.

208. ITpuspegna Llineguonuya g. gp. y Combopy. [Oraac.], 112.

1. (14.) oxt. 1913, roa. I11, 6p. 8:

209. Hawa iipéa crasa, 113-116.

210. Pag Casesa: Hosu uranosu, 116-117.

211. Becttiu u3 scusoinia iesaqkux gpywitiasa: Basanuwitie. Kosus. Temuwsap. Combop.
Pyma. Kymanoso, 117-119.

212. Mysuuka kruxcesrociti: Cpiicka mysuuia 6ubauotiexa, 119.

213. Pasno: Auune seciuiu. tAwnatiosuj Hean. Aeman. Hoso pycko mysuuxo geso.
Cegamgeceitiotogumiruya jegHol Hewikoi mysuukoi Komiosuitiopa. Jegan og
Hajgpaioyenujux ciisapu beuxe geopcke bubuoitiexe. SO-ioguwruya. Bepgujesa
ciwotoguuruya. Aecetioioguirbuya esaukol gpyuiiiea HewKux MopascKux
yuuttiera. XKencka gobura osoioguurey pumcky Haipagy 3a mysuxy. Aecetiopuya
page Ha jeguoj oiiepetiu. Cilomen-iroua jegnoj taiujanckoj tiesauuyu. Ilina
Ham Kasyjy pykoiucu mysuuapa. Koauko ce itipowiu Ha mysuuke yeu y cjequroet.
amepuukum gpycasama. Ilitia je gupuienitios sagatiax. +Hean Heii. Citiprag. Apyiu
ypkeeroirasbenu ioyunu twexaj Ieyurujuna gpywiniea. Pagu ciiomena, 119-126.

214. Mucau o mysuyu: Munroje Munojesuh. Munoje Muaojesuh. Illexciup. Hlexciup, 127.

21S. Cpbune u Cpiikurso! [ITo3uB Ha OCHHMBabe CPICKHX MEBAYKHX APYUITaBa H
yApyxuBame y CaBes CpricKUX eBaYKux Apymrasa. |, 127.

216. Ipuspegna Llineguonuya g. gp. y Combopy. [Oraac.], 128.

1. (14.) vos. 1913, rop. IIL, 6p. 9:

217. Ilocao je oiutioueo, 129-133.

218. Pag Casesa: Ilesauxa caasa, 133-135.

219. Cpiicka mysuuxa wkora y Beoipagy (Kpaiiax iipeireg paga 3a iipsux 14 foguna
wesunux), 135-137.
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220. Becinu us susoinia tiesaukux gpywinasa: Combop. Hypyi. Ilanueso. 3aipeo.
Cyboiniuya. Pujexa, 137-139.

221. Mysuuxa xwuxcesrocii: Cpiicka mysuuka Oubsuotiiexa. Mysuuxa gera 3a
jyiocaasencky auitiepaiiypy, 139-140.

222. Pasno: Apywiiiso 3a camoobpasosatse y mysuyu y Kymarosy. IToraxcerse fiesauxux
iipoba. Citiologuwirsuya tipycke Hapogre xumne, 140-142.

223. Mucau o mysuyu: Kongyuuje. Ilrataon. Hlexciup. Aajonuy. Ilodenxayep. Puxapg
Bainep. Counbepn, 142-143.

224. Cpbune u Cpiikutso! [ITo3MB Ha OCHHMBarbe CPIICKHX I€BAYKHX APYUITaBa M
yapyxusame y Cabes CpricKux neBadukux Apymrasa. |, 143.

2285. Ipuspegna Lliieguonuya g. gp. y Combopy. [Oraac.], 144.

1. (14.) aen. 1913, roa. I1I, 6p. 10:

226. Mysuxa kao saciiuiiay, 145-148.

227. Pag Casesa: ITpuiipeme 3a L. ITesauxy cragy Cpba iiesaua, 149-152.

228. Becitiu u3 »susoitia tiesaukux gpywitiasa: Citiapu Beuej. Bpuay. Aoroso. Bocancka
Aybuya. Cenitiomaws. Hosu Cag. Byqumiiewiia, 152—15S.

229. Mpysuuka xwumesHocti: Bajuhesa Cpiicka mysuuka Oubauotiiexa. Muaoje
Muuaojesuh, 155-156.

230. Pasuo: Axagemuja mysuke u ietiux sewdtiuna y beuy. Moyapitiosa pyuna
bubauotiiexa. Bepgu xao ocegeau ciliapay cilisopuo je c80ja HAjcHa}cHUja gead.
Hciopujexa itosopuwna usronba y Ilarepmy. Yeiiomena na Yajkosckoia y Ilpaiy.
Yewku ymeminux mehy Caosenyuma. Komiosuyuja kparesuha Mapka. Aopenyo
Ilepocu, 156-158.

231. Mucau o mysuyu: Jeaena J. Aokuhesa. Iseitixo Manojrosuh. Lseitiko Marojrosuh.
Pobepin Ilyman. Po6. Ilyman, 158-159.

232. Cpbune u Cpiikutso! [IT03MB Ha OCHHMBarbe CPIICKHX II€BAYKHX APYUITaBa M
yapyxusame y Cases Cprickux neBaukux Apymrasa. |, 159.

233. IIpuspegna Iliieguonuya g. gp. y Combopy. [Oraac.], 160.

1. (14.) jamyap 1914, roa. IV, 6p. 1:

234. YpepauumTso 1 aaMuHuCTpanyja ,I'ycae’, sanmanor oprana Casesa Cpir. Iles.
Apymwirasa, Ilosus na npeitiiiraitiy, 1-2.

23S. Ilesauka caasa iosckux fiesaukux gpyuinasa, 2—6.

236. Pag Casesa: Otiomena. Ilpuiipema 3a 1. tiesauxy caasy Cpba iiesaua, 6-8.

237. Becitiu u3 xusotia ilesaukux gpywinasa: Ber. Kukunga. Ilanueso. Aga. Aoroso.
Beaa Ipkea. Hosu Cag. Muitiposuya. Bpuiay. Merenyu. Sypyi. 3aipe6, 8—12.

238. Pasno: beuxu my3uuku sueott notuucHyt ca fipeoi meciiia. Bepgujesa ciiomenuya.
Caetli uewkux wwambypawkux 360posa 1914. Apywitieo crogenauxux opianucitia
(opiyrawa) 3a ynaipehere ypxsene mysuxe y Kopywixoj. Yeaucii Tkaruh na
Caosenciom Jyiy. Moyapitiosa ciiorawnocit. Hosa Mackawujesa oiiepa, 12—-18.
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239. Cpbune u Cpiikutso! [ITo3MB Ha OCHHMBarbe CPIICKHX I€BAYKHX APYUITaBa M
yapy*usame y Cases Cprickux neBadukux Apymrasa. |, 15.
240. ITpuspegna Ilieguonuya g. gp. y Combopy. [Oraac.], 16.

1. (14.) de6p. 1914, roa. IV, 6p. 2:

241. Yaoia Casesa cpil. fies. gpywiiasa y HapogHom xusoitiy, 17-22.

242. Pag Casesa: Hog uran. ITpuiipema 3a I tiesauxy caasy Cpba iiesaua. Pong Casesa,
22-24.

243. Becitiu u3 wcusotia tiesaukux gpyuitiasa: Cmegepeso. Ilanueso. Citi. Beuej. Pujexa.
3aipeb. Bea. Kuxunga. Temuwsap. Pyma. Bawaxug. Aoroso. Tuitier. Muitiposuya.
Tocauh. Beaa ILlpxea. Aas. Bunkosyu. Bucoxo. Ilug. Pakosay. Bygumnewisia.
Combop. Pyma, 24-31.

244. Pasuo: Hosa sipaga 3a konyepitie y beuy. Yewrco itesauro gpywinso y Ileitipoipagy.
»Mysukaino oko”. Tpugeceiiemioioguuiruya pyckoi komiosuinopa, 31-34.

24S5. Mucau o mysuyu: Pob6. Illyman. Jeaena J. Aoxuhesa, 34-35.

246. Cpbune u Cpiikutso! [ITo3MB Ha OCHHMBarbe CPIICKHX II€BAYKHX APYUITaBa M
yapy*usame y Cases CpricKux neBaukux Apymrasa. |, 35.

247. IIpuspegna Iliieguonuya g. gp. y Combopy. [Oraac.], 36.

1. (14.) mapra 1914, roa. IV, 6p. 3:

248. M. T., O 6ygyhnocinu marux tiesaqkux gpyuinasa, 37-40.

249. Pag Casesa: Hosu uranosu. L. ITesauxa caasa Cpba tiesaya, 40—42.

250. Bectiiu u3 scusoinia tiesauxux gpywiniasa: Combop. Hosa I'paguwa. Bygumitewsitia.
Bpway. Ilug. Kymanu. Besuxuceniimurxroyus. Gypyt. 3emyn. Aoroso. Aujesno.
Ceiegun. 3aipeb. Centiangpeja. Ilanueso. Beoipag. Kpaiyjesay. Bpatseso, 42—49.

251. Pasno: Muaan Josanosuh-Bpaya. Citoitiu pohenu gan jegnoi 3abopaswerol
ilarujanckoi komiiosuitiopa, 49-51.

252. Mucau o mysuyu, S1.

253. Cpbune u Cpiikutso! [IT03MB Ha OCHHMBarbe CPIICKHX I€BAYKHX APYUITaBa M
yapy*xusame y Cabes Cprickux nepaukux Apymrasa. |, S1.

254. Ipuspegna Ilieguonuya g. gp. y Combopy. [Oraac.], 52.

1. (14.) anpuaa 1914, roa. IV, 6p. 4:

255. M. I, I1orosxcaj koposoha, S3-57.

256. Pag Casesa: Hosu uran. ITpuiipema 3a L. iiesauxy crasy Cpba tiesaua, 57-59.

257. Becttiu u3 scusoitia iiesauxux gpywinasa: Osoia meceya ilesauxa gpywinsa... Ilau-
uego. Cyboriuya, 59-60.

258. Mysuuka krouxcesHoctii: Jegan ckpoman jybuaej. Hoso gero Cpbuna xomiiosuitiopa,
60-61.

259. Pazno: Ocnusare 3emanckol mahapckoi mysuuxoi gpywinsa. Ilesare je 3gpaso.
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Kencku thenop. ITroua y ciiomen Bettioseny y kynainury Kapacbagy. Boiaitiu ymeit-
nuyu. Kapmen Cursa u mysuxa. Ciiomen-iiroua na Illybepitiosoj xyhu y beuy. Hew-
o o aruyu 3a waxii. Mysuuap wacnux Aeiuje Qaciiu, 61-66.

260. Mucau o mysuyu: M. Tujo. I'ycitias Manrep. Beprep Combapiti. Ilraition, 66—-67.

261. Haitjeuaj: Cpiicko tijesauxo gpywinso ,Caoia” y Capajesy paciiucyje naiijeuaj 3a
gpywitiseHoi xoposohy..., 67.

262. Cpbune u Cpiikutoo! [T103nB Ha OCHUBAIbe CPIICKUX [IeBAYKUX ADYIITABa U YAPY-
xuBate y CaBes CpIICKUX IeBaYKUX ApyIITaBa. ], 67.

263. [Tpuspegna Llineguonuya g. gp. y Combopy. [Oraac.], 68.
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AVICTA PEGEPEHIIU

APXVBCKA T'PABA

Istorijski arhiv Beograda (IAB) / Mcropujcku apxus Beorpasa (MAB)
fond 1089 (Savez srpskih pevackih drustava — Beograd) / ¢omna 1089 (Cases cprckux nepadxux
ApywTasa — Beorpaa)

Istorijski arhiv Sombora (IAS) / Ucropujcxu apxus Combopa (MAC)
fond 42 (Savez srpskih pevackih drustava) / poma 42 (Cases cpricKuX MeBaYKHX APYIITaBa)
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David, Blackbourn (1998) The Long Nineteenth Century. A History of Germany, 1780~1918, New York—
Oxford: Oxford University Press.
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ALEKSANDAR VASIC
Marija GoLUBOVIC

THE MAGAZINE “GUSLE” (1911-1914)
IN THE HISTORY OF SERBIAN MUSIC PERIODICALS

(SuMMARY)

In January 1911, the Association of Serbian Singing Societies was founded in
Sombor. The firstissue of the magazine “Gusle”, the official gazette of the Association,
appeared in May of the same year. It was a monthly magazine with each issue sixteen
pages long. The magazine was published regularly until April 1914. The outbreak of
the First World War halted the publication of the magazine.

During the three years of its existence, “Gusle” published two hundred and sixty-
three articles. Each issue opened with an extensive text dedicated to practical issues
and problems related to the work of Serbian singing societies. Those articles were
followd by the column “Work of the Association”, which brought news about the
activities of the Sombor Association of Serbian Singing Societies. The third column
reported on the work of a number of Serbian singing societies. The journal was
concluded by notes of various contents, and advertisements were printed at the very
end. The magazine also published translations of articles from foreign periodicals.

The editorial board presented its program at the beginning of the first issue. The
goal of the magazine was to serve the idea that led to the creation of the Association
of Serbian Singing Societies — to gather together and connect Serbian singing
societies. “Gusle” intended to contribute to achieving a unique system in the work of
singing societies. In addition, the magazine was supposed to help establish a singing
society in every Serbian place.

The focus in each issue was on the introductory, extensive texts. The themes of
these articles revealed the motives of the editorial board. Namely, the introductory
texts were not conceived as musicological essays of original aspirations; the
intention was to open practical, important questions that reflected the problems in
the functioning of singing societies.

Although at the beginning of the 20th century the idea of Yugoslavism was
present in Serbian intellectual circles, the magazine “Gusle” did not show interest in
it. There are very few Croatian and Slovenian topics in “Gusle”. Croats and Slovenes



were mentioned only as part of strengthening ties with the Slavic peoples in general.
The word Yugoslav was used only a few times, without elaboration.

For the historian of Serbian music, the magazine “Gusle” in the first place
represents a source of information on musical opportunities among the Serbs in
Austria-Hungary and in their singing societies, in the years before the First World
War. “Gusle” served as a practical advisor to the singing societies in their work. The
ambition of the magazine publishers did not go beyond that role. The absence of
professional studies and reviews makes “Gusle” a distant ancestor of professional
music periodicals that would be established and developed in the Serbian language
only in the period between the two world wars.

KEYWORDS: Magazine “Gusle” (1911-1914), The Association of Serbian Singing Societies —
Sombor, Pura Cveji¢, Serbian musical periodicals — 20th century, singing societies.
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ABSTRACT

The basic thesis of this paper is that ‘pause’ represents the ontological center of
Claude Debussy’s (1862-1918) Syrinx for solo flute (1913). The phenomenon
of the musical work is interpreted through an ontological perspective, following
Roman Ingarden’s reflections presented in his Ontology of the Work of Art, having
also in mind the different modes in which music can exist, that can be read from
Ferruccio Busoni’s Sketch of a New Esthetic of Music. Since the programmatic con-
tent of Syrinx represents the myth of Pan’s flute, we necessarily introduce Mircea

* OBaj TeKCT IPeACTaBAA AOITyHeH 1 pHAarohen ecej nucan akapemcke 2019/2020. ropuse y OKBUpPY

npeamera EcTeTuka, moeTHka M CTHAMCTHKA CaBpeMeHe My3HKe 1, Ha APYroj TOAMHH AOKTOPCKHX
aKaAeMCKHX CTyAMja Mysukosoruje Ha QakyareTy Mysuuke yMETHOCTH YHHBEp3UTETa YMETHOCTH y
Beorpaay, moa MenTOpcTBOM pea. mpod. op Tujane ITonosuh Maaherosuh, u Aeo je ncrpaskusarma Ha
npojexty Hgenituitieitiu cplicke my3uie y ceeilickom KyAiliypHom Konitiexcily Kateape 3a Mysuxosorujy
(QaxyATeTa My3WuKe YMETHOCTH, YHUBep3uTeTa yMeTHOCTH y Beorpaay (es. 6p. 177019), xoju
uHancupa MUHHCTapCTBO IPOCBETE, HayKe M TEXHOAOIIKOT pa3Boja Pemy6anke Cpbuje.

1 marijatomic@fmu.bg.ac.rs
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Eliade’s explication of the phenomenon of myth, more precisely, of the mythical
time, into the theoretical discussion as well.

KeywoRrbps: Syrinx by Claude Debussy, ontology of the musical work, myth of Pan’s
flute, musical time, Great Time.

ATICTPAKT

OcHOBHa Te3a OBOI papa jecTe Aa ‘Tay3a’ IMPEACTABA>A OHTOAOIIKU II€HTAp
Aebucujese (Claude Debussy, 1862-1918) xomnosuumje Cupumnkc 3a coao
$aayTy (1913). DeHOMEH My3HYKOT AeAd TYMAYMMO M3 OHTOAOIIKE [IEPCIIEKTHBE,
1o ysopy Ha Marapaenosa (Roman Ingarden) mpomummarba H3A0KeHa y BETOBOj
Onitioroiuju ymeitinocitiu, AMajyhu y BIAY M pa3AMYHTE MOAYCe ITOjaBHOCTH MY3HKe
Koju ce uuranTaBajy us Bysonnjesor (Ferruccio Busoni) Haypinia 3a jegry 1osy
ecitietiuxy mysuie. byayhu aa mporpamcky ocHoBy xommosuiuje Cupunkc InHu
mur o IlaHoBOj $pyAH, y TeOpHjCKy pacmpaBy HyXXHO yBoAuMO u EanjapeoBy
(Mircea Eliade) excriauxanujy peHomeHa MUTa, IPeLjU3HHj€, MUTCKOT BpeMeHa.

KanyusE PEUM: Cupunic Kaosa Aebrcuja, OHTOAOTHja My3HUYKOT AeAd, MUT O ITaHOBO]
$pyaun, mysuuko Bpeme, Beauko Bpewme.

Ay, caga Ilan fion060 tiouurbe ga céupa ceojy PAayiiy...

CaaBuu Qpannycku daayructa u meparor Kpuctujan Aappe (Christian Lardé,
1930-2012) cToju Ha CTAHOBMINTY A2 HOBO IIOTAABAe (PAAYTCKE AUTEPATYype,
TauHHje HeH APYTH Tlepuoy, ,nountbe Aebucujem [Claude Debussy, 1862-1918] u
werosoM ‘Cupunrom” (Josanosuh 1992: 4). ¥ ckaaay ¢ THM, 3Ha4ajHa U3BOhauKa
— aAM U MY3UKOAOIIKA M My3MYKOTEOPHjCKa — IaXKiha KOHTUHYHMPAHO Ce IpHAaje
KOMITO3UTOPOBOM AeAy Cupumkc 3a COAO (AAyTY, MHUIMjAAHO OCMHIIAEHOM H
1913. roauHe mpeMHjepHO M3BEACHOM KA0 MY3HKA 3a IpBY clieHy Tpeher unmHa
Apamcke noeme ITcuxa Ta6pujeaa Mypeja (Gabriel Mourey) (mpema: Heinemann
1994; Ljungar-Chapelon 1996: 3; McQuinn 2003: 126).> ¥ paay hemo $penomen
My3uaKor/ AeOUCHjeBOT AeAd TYMAYUTH U3 OHTOAOIIKE IIepPCIIeKTHBE, II0 Y30Py Ha
Unrapaenosa (Roman Ingarden) npomummara u3soxkeHa y mberosoj Owitiosoiuju
ymetunociuy (Ingarden 1991), u3 KojuX IPOMCTHYE 3aKAY9aK AA ,MY3HYKO AEAO
er3fCTHpa KA0 KOHKPeTHA M jeAMHCTBEHAa KOMIIOBHTOPCKAa / KOMIIO3UI[HOHA,
u3Bohauka / MHTepIpeTaTHBHA M CAyIIAAQdKa / IIepIielTHBHO-PEeljelITHBHA
acummrora’ (Beceantosnh-Xodpman 2007: 111), umajyhu y Buay u pasaumdmte
MOAyCe I0jaBHOCTH My3HUKe Koju ce uiraurasajy us Bysonujesor (Ferruccio Busoni)

2 Maxo y pokyc mocraBsamo Cupunikc 3a COAO $pAAyTY, KOHTEKCT HACTAHKA M IPBOOUTHOT H3BOhema
AebucujeBe My3HKe Hy>KHO y3UMaMoO y 063up, 6yayhi Aa cy HaBeAeHHU ‘TparoBu’ AaA€KOCeXKHe IIPUPOAE.
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Haypiia 3a jegry nosy ecitietiuxy mysuxe (Buzoni 2014; cf. Focht 1980).% Byayhu aa
IpOrpaMcKy ocHOBY Komnosuiuje Cupurikc aunau MUT o ITaHoBOj ppyan, y Teopujcky
pacripaBy HyxHo yBoauMo 1 Eanjaseosy (Mircea Eliade) excnankanujy dpenomena
MuTa, ipenusHuje, Mutckor Bpemena (Eamjase 2003; Elijade 2020).

Osom nprankoM hemo HajIpe U3ABOJUTH ABa cerMeHTa AeOHCHjeBe KOMITO3HIHje
KOjH, IIpeMa HallleM MHIILbersy, TapaAurMarinaHo yuyhyjy Ha MarapaeHOBY Tesy aa
ce TI0jaBHOCT AeAd OAMYABA Y 3AIKCY, 3BY4YHOj PeaAnsanyju u mepremmju (mpemaa
hemo Hamry makmy 3aApXaTH caMo Ha 3allMCy M 3BYYHOj peaansaumju),’ a xoju
HCTOBpPEeMEHO Pe30HMpAjy Ca IIPBHUX IeT OY30HMjeBCKUX MOAYCA ,y KOjHMA My3HKa
moxe pa nocroju” (Popovi¢ Mladenovi¢ 2015: 20).° ¥ nutamy cy Apyru u ocmu
TAaKT KOMIIO3HI¥je, TAYHHUje POCTOPU KOjU Ce Y BHMa M KPO3 HHX OTBapajy, Kao
KOHCeKBeHIle II0jaBe dpepMare y APYTOM TaKTy H, IIOTOM, ABOCTPyKe TaKTHe LipTe
KOjoM ce 3aBpIraBa ocMu TakT. Hanme, pepmara je 3ammcaHa mocAe CBHX jeAMHHIA
6pojama, a mpe o3Hake 3a AaX (*) U TaKTHIE, AOK ABOCTPYKA TaKTHI]a CAEAH HAKOH
ycroperma Mysudkor Toka (refenu), cHmkema AuHamuakor Husoa (decrescendo y
OKBUpPY AMHAMUKe piano) 1 o3Hake 3a Aax (Bupetu [Tpumep 1).

Trés modéré

\_34L—37J
p — —_— —_— —_— p /]

un peu mouvementé, mais trés peu

Mpumep 1: Knop flebucu, CupuHkc 3a cono ¢nayTy, T. 1-10 (HoTorpaduja aytopa paga
ypaheHa npema: Debussy 1994: 2).

3 Kaxo sanmaxa Tujana ITonosnh Maahenosuh, Msan ®oxr (Ivan Focht) ,Ha ocHosy Bysonujesux
CAOBOAHO HaHM3AHHX pedaexcuja [..] permcTpyje aecer Moryhux Mopasurera MysHKe ca Kojuma
Bysonu onepume” (Popovi¢ Mladenovi¢ 2015: 20).

4 AyTop, HauMe, TOBOPHU O MY3HYKOM A€AY KA0 YMETHHYKO]j TBOPEBHHH KOja je HHTEeHIjCKH oppehena
HOTHHM TEKCTOM, O MY3HYKOM AEAY KaO MACAAHOM IPEAMETY KOjU HCITyHaBa ayTOPOB HMHTEHIH)jCKH
HAGAA CYTepPHCAH MAPTHTYPOM, H O MYy3HYKOM AEAY KO KOHKPETHOM eCTeTCKOM IPEAMETY, AATOM y
cBaKoM nojepnHadHoM ussobemy (Beceannosrh-Xodman 2007: 109; Busern y: Ingarden 1991: 78—
83).

S To cy MOAyCH Koju ce 0OAHOCe Ha ,06jeKTuBHY cTpany Mysuukor dernomena” (Focht 1980: 85), To
ject ,‘mpaMysuka’ (IPBH MOAYC), KOMIIO3UTOPOB YHYTPAUIBH CAYX (APYTH MOAYC), 3aIlHC, IAPTHTYpa
(Tpehn Moayc), Tymademe 3amuca y cBecTH M3Bobaua MAM AMPHIEHTR, KOHIMIHja HHTEepIpeTaLyje
(uerBpTH MOAYC) W cama uHTepIperanuja, Ipesoleme, peasusanuja Te koHuenuuje (metu mopyc)”
(npema: Popovi¢ Mladenovi¢ 2015: 21).
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Beh ce npu caraepaBatsy oBor ,HessydHor Bupa Mysmukor peaa” (ibid.: $9) jasmajy
MHora muTama, Mehy xojuma cy: Koju cappikaj ¢pepmara y Apyrom rakry/Ha Kpajy
Apyror/HakoH apyror/msmely apyror u tpeher Takra (y Aamem Texcry ®epmara)
npoayxasa? Koauko, 6aaropapehn mnojasu Qepmare, Taj cappkaj Tpaje? Y KoM
BpeMeHY Ce OABUja TO TIPOAY’KaBarbe' M Ha KOjU HAYMH OHO HHTepdepHpa ca CBOjUM
okpyxemeM? Kakas je onTosomku craryc Pepmare? Ha Kxoju HaumH ce OHa yoAHOIIABA
Cca ABOCTPYKOM TaKTHL}OM H, Ha IipuMep, depmatoM y T. 24[ -25] xoje Takohe mperxope
HOBpATKy Ha IIOYeTHH MaTepujaa Aeaa? 36or dera je Aebucu mocae Oepmare 3amrcao
03HaKy 3a Aax,® 6yayhu pa 61 Ty PusroAowIKy TOTpeby u3Bohad 3acCUrypHO UCITYHHO
uMajyhuy Buay Ay>xuny nmpse ¢ppase, mojasy Oepmare 1 Mysaku Tok Koju caean? Kaksa
je yaora ABocTpyke TakTHe IpTe? Ha Kxoju HauMH oBe IojaBe yTUYY Ha APaMaTypTHjy
1 popMHUpambe MHTepIpeTaLyje, a IOTOM H Ha TepLelyjy 1 petenuujy (ussobherma)
Aeaa? Aa Au je muxoBa cymTHHA Heuspenusa’ (Jankeaesuy 1987)?

Hapepenu mapameTpu HHTPUTHPAjy HAC M CXOAHO YHEEHHUIIU AA Ce Y PA3AMIUTHM
H3AAIGKMA IPOCTOP AoaeseH DepMaTu HCIOCTaBAsa KAO APYTAUMjH, Y IIOTACAY HheHe
(yaAameHuje nam 6ADKe) O3HLHje Y OAHOCY HA TaKTULy HAU TOH 6e’ koju Pepmaru
TIPEeTXOAH, 3aIUCaHy AMHAMUYKY KoMIoHeHTy (decrescendo), 03HaKy 3a AaX, Kao 1 cam
AMHU]jCKH CHCTeM; AAKA€, II0A0Kaj DepMaTe MOAAOXKAH je IPOMeHaMa y BEPTHKAAHOM
u xopusonTaaHoMm mnoraepy (cf. Debussy 1927; Debussy 1994; Debussy 1996;
Debussy 2011). Y u3BecHOM CMHUCAY, C OBUM BapHjabMAHOCTHMA KOPECIIOHAHMPAjy
TyMadema HAN TperMaHn Pepmare Koje MPOHAAA3HUMO y HamucuMa o AebrcujeBoM
aeay. Ha npumep, ITapke (Richard S. Parks) HaBoar a2 oHa mpoayskaBa Tpajare TOHa
6¢*, Taunmje mocaeprer ToHa y Apyrom TakTy (cf. Parks 2003: 207), poox y Harjeosum
(Jean-Jacques Nattiez) mapapurmarckum Tabesama ®epmara usocraje (cf. Nattiez
1975). AnaeMe n3paBada 0 MUTaky OPTOrpadckor pemena (OKpyskerma) ABOCTPyKe
TakTHLle GUAe Cy Mame, mpempa je uspamy ,Bepenpajrep” (Birenreiter-Verlag)
CBOjCTBeHa pepMaTa U3HAA TAKTHIIA, AOK — Y MHOTHM H3AQBUMA yOOHYajeHa — 03HAKA
3a pax ‘usocraje’ (cf. Debussy 2011).

HMcrakHyTe pasauke M NUTara KOja CMO ITOCTABHAM HaroHe Hac Ha Pa3MMIILbake
0 QYHKIMjH, 3HAYajy U 3HAYeHy IapTUTYype sui generis, Ka0 CBOjeBPCHOT ,CHCTeMa
snaxoBa” (Ingarden 1991: 24). Ilpema HrappeHOBUM TBpAbaMa, OHA je ,CaMo jeAHa

6 Pyxomuc Aebucnjese mysuxe 3a MypejeBy apamy mpomaleH je MOYeTKOM AeBeAECETHX TOAMHA
ABapeceTor Beka y Bpuceay (y aamem Tekcry Pykomuc). Y 0BoM — IpeMa MUIInely MHOTUX ayTOpa
— pedepeHTHOM HOTHOM 3aIMCY MOCTOje O3HAKe 33 AaX caMmo y T. 2, 4 u 14. Ilpernocrassa ce Aa je
IpeocTaAe O3HaKe MCTOT THIIA AOTIHCA0 YyBeHH $ppaniycku daayrucra Mapcea Mojc (Marcel Moyse)
y Toky npurpewme nipsor mrammanor, Ko6eposor ( Jean Jobert) usaama (1927). Tapa je nacaos Ianosa
$pyaa (La flite de Pan), xoju je Ae6ucu mpBo6UTHO A20 Aeny, mpoMemser y Cupunxc (cf. Debussy 1927;
Debussy 1996; Ewell 2004: 6, 3, S; Cobussen 2005: 65, 61).

IlItereman (Michael Stegemann), jeAQH OA YpeAHHKa KPUTHUKOr H3pama u3 1996. ropume
(npunpemmenor y oaHocy Ha Pykommc), KOHCTaTyje Aa THMI Hucama y Pykomncy He Haaukyje
AebucujeBoM, mTo, Y3 YnbeHNLY A2 ce Y BeMy (y BuAy ‘HamomeHe’ 3a usBobaua) Haaase ABa cerMeHTa/
cruxa Mypejese moeme, HEMAaUKOT My3HKOAOTAa AOBOAM AO 3aKAYYKA AQ je HajBepOBATHHje Y IIUTAHY
npuMepak Koju je Haumuuo Qaayrucra Ayj Oaepu (Louis Fleury), npsu ussobhau Aebucujesor
ocrBapema (Buperu y: Stegemann 1996).



217

MARIJA TOMIC
ECOUTANT LA MUSIQUE DE PAN:
REGARDING THE ONTOLOGICAL HORIZONS OF ‘PAUSE’ IN CLAUDE DEBUSSY’S SYRINX

CXeMaTCKa TBOPeBHHA, OKBHP, 0AHOCHO ckuna” (mpema: Popovi¢ Mladenovi¢ 2015:
25), 6yayhu pa je opamkyje mocrojame ,mpasauHa’ (Ingarden 1991: 67), xoje cy
naop ,Hecaspurenoctu HotHor mucma” (ibid.).” OBaj, y BysoHujeBom oHTOAOIIKOM
cucreMy, Tpehu MOAyC IOCTOjarba My3HKe jecTe ,HM3BECHO OCHpOMAIlere’, HAM,
APYTUM pednMa, ,kommja opurnHasa’ (mpema: Popovié¢ Mladenovié¢ 2015: 21) To
jecT upeanne mysuke/mysuke no ce6u/mpamysuxe (ibid.; Focht 1980: 78), 6yayhu
Aa je ,cBaka HoTanuja Beh TpaHckpunuuja Heke ancrpaxTHe Mucan” (Buzoni 2014:
28). Pexan 6ucmo Aa ce 'y cayuajy Aebucujesor aeaa Cupunic ,HApOIUTO 3aMarseme”
(Ingarden 1991: 79) uam najsehe , Bapxe xapruje” (Jankeaesud 1987: 109) ountasajy
YIIPaBO y HaBEACHHM ,3HAaKOBUMA — 4YHjy ,KPyTOCT H3BOhad MoOpa Aa ,paspemn’
(Buzoni 2014: 25). Ta ,MecTa HenoTIyHe 0Apel)eHOCTH y CAMOM 3aIHCAaHOM AeAy
[....] oTBapajy moryhHOCT pasamuuTHX HHTepIpeTaLyja U UMAjy IIPECYAHY YAOTY Y
ecTeTckoMm 06amKOoBamby Aeaa” (mpema: Popovi¢ Mladenovi¢ 2015: 26-27; Buaetn
y: Ingarden 1991: 80), jep ce, kako MHrapaeH cmaTpa, eAeMEHTH KOjH Ce ,He MOTY
AO Kpaja pUKCHUPATH [...] MOy OCTBApHTH [...] Ha pasAMdUTe HAYMHE Y PABAMYUTHM
usBohemuma” (mpema: Beceannosuh-Xodman 2007: 110).* Mctu ayTop Haraamasa
AQ ,CXeMATTickd TBOPEBHHA [ ...] y TOM CBOME, CXeMaTCKOM BUAY He MOYKe HUKaAA OUTH
H3BeAEHA, HETO MOPa Y M3BeADH IOHOBO OUTH HAGOUytbena Aa Ou cTHIAA A0 TyHOhe
KOHKpeTHe TBOpEBHHe, Y IPHHIJHITY OHOAUKO UCTO MOTITYHE KaKO je KOMIIOHOBaHa
[...] y crBapasaukum akruma ayTopa” (Ingarden 1991: 78).

IIpMAMKOM OHTOAOLIKOT pacBeTmaBama ,HeA0BonHO oppebene” (ibid.: 67)
Depmare 1 ABOCTpYKe TAKTHUIle Y 3AIIUCY A€AQ 32 COAO $AAYTY, PAAYTUCTH ‘U3BOAE’
— 3HAYAjHO je — Iay3e, KAO 3BYYHO ,paspeliere’ OBHX 3HakoBa.’ Bepyjemo aa je
Ty mpakcy y Hacaehe maahum renepanmjama (Pppaniyckux) paayTucra OCTaBHO
Ayj Qaepn,' umje je mpemujepHO H3BObeme OHAO AMPHIOBAHO CapaABOM Ca
CaMUM KOMIIO3UTOPOM H — IIPETIHOCTABAAMO — 3aTO cMarpaHo yzopHuM.'' Taksa
u3BOhauKa OAAYKa 3acTyImeHa je, Aakae, (M) AaHAc, a TOACTaKHyTa, usMmeby
ocrasor, AeOucHjeBIM 3amuCHBalbeM O3HaKe 3a Aax mocae Pepmare, HaKoH yera
(y T. 3) caean noHOBHO (BapMpaHO) M3Aarame MHMLMjaAHOT MaTepujasa. O3Haka

7 Toje ,,AOBOASAH ITOBOA AQ MY3HYKO AEAO OOEAEKEHO TIAPTUTYPOM CMATPAMO UHCTO MHTEHI[HjCKUM
npeamerom” (Ingarden 1991: 67).

8  Ycaep Tora VIHrapaeH 3acTyma CTaB A2 MY3HUKO A€AO, Kao jegro 1 ucitio (ibid.: 85), Huje ncroserHo
HeroBuM ussolemnMa nau , MHOIITBY Moryhux xonkperHux Buposa aeaa” (ibid.).

9 Y roM cmucay, Tpeba ucrahu pa xoHueprHo ussobheme Emanyeaa ITajuja (Emmanuel Pahud) -
Emmanuel Pahud: Claude Debussy, “Syrinx” for solo flute [YouTube video]; [https://wwwyoutube.
com/watch?v=YEyKM13yf 4, accessed on 1. 11. 2019] - mpepcraBma jepaH OA HAjBKHHjUX
MOACTHI}Aja 32 HACTAHAK OBE CTYAHje, ¥ KOHTEKCTy n3bopa TeMe M MPOHAMCArha IPHUCTYIIA HABEACHO]
po6AeMaTHIIA.

10 ®aepu je 6MO 3HAYajaH MpeACTABHHK (paHIycke IKoAe cBupama daayre koja (je) mma(aa)
HeMepAUB YTHINA) Ha PasBoj ¢pAAyTH3MA. YBPEXKEHO je MUILbeHme Ad je 0Baj PpAayTHCTa IPOMOBUCAO
caBpeMeHy My3uKy NHcaHy 3a QaayTy (karkap meMy mocsehemy), wecto je usBopehm Ha cBOjuM
xonnepruma (Ljungar-Chapelon 1996: 3).

11 MoxeMO TIOBOPHTH O HAYEAHOj AHAAOTMjH C HAYMHHMA IPEHONIEHA, NPUIIOBEAARA HAH
yfpenpudasama Mutosa” (Elijade 2020: 26), koju ,lipeacTaBmajy 36up npeaauxmx rpapunuja” (ibid.: 22).


https://www.youtube.com/watch?v=YEyKM13yf_4
https://www.youtube.com/watch?v=YEyKM13yf_4
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3a AAX, HaMMe, OBAe MMa cMucao ynyhusama Ha crenu¢uuHo ,Aucame”,'” TO jecT
,Temropaay oprauusanujy” (Popovi¢ Mladjenovi¢ 2017: 288) (mysuuxor) roka.'
AyTOpOBO HMHTEHIIMOHAAHO 3aIMCHUBAIbe HaBeAHe O3HAKE MOXKEe Ce pasyMeTH U Ha
caepehy HaunH: peHOMeH Aaxa/ancama/Basayxa/Berpa y Muty o ITanoBoj ppyan
aKTyeAUsyje ce y TPeHyTKy HacTaHKa [TaHOBOT HHCTPYMEHTAa — AAX je HEIOOHTHO
[OBE3aH C HAYMHOM CTBapama TOHa/Mysuke Ha I[TaHOBOj ¢ppyan/daayTu/ cupuHkc/
cupunrn.'* CaMuM THM, cacBUM ce HCKay4yje MoryhHoct koprmhersa, Ha mpumMep,
TeXHHKe KPY>KHOT AMCaiba IMPHANKOM H3Bohema xommosurmje Cupunkc — ynpaso
CYNPOTHO; Ha Taj HAYMH AMcame m3Bohaya (He)cBecHO mocTaje ,3HAK ‘MHTCKOT
nounamama’” (Elijade 2020: 21). Cerumo ce jom jeanor AebucujeBor ‘TaHoBCKOT
Aeaa — Maunoi daciiupa w3 kaasupckor nukayca Aewju kyiak (1908) - y xome
ce MACTHPOBA UAHM, y mupeM cMucay, [lanosa ¢ppyaa (superu y: Tomié 2021: 25)
HAGHTHQUKYje MOYeTHHM COAOM, TO jeCT jeAHOTAACOM Y ACOHHIIU A€CHE PYKe,
TPeTMaHOM MEAOAHjCKe KOMIIOHEHTe, aAH U IPUCYTHOWNY O3HaKe 3a AAX Ha Kpajy
IPBOI YeTBOPOTAKTA, M3HAA KOje je, BOXKHO je MPHMETUTH, 3amucaHa depmaTa
(Buaeru [pumep 2).

m
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Mpumep 2: Knog lebucu, Manu Gacttiup n3 kKnaBupckor umknyca Jeyju kyak, T. 1-4 (Hotorpaduja
ayTopa pafa ypaheHa npema: Debussy 1908: 22).

Byayhu aa HaM je mosHaTa KOMIIO3UTOPOBA TeXHA Ka CTAAHOM Pa3BOjy TOKa
My3HKe KOjy je mucao 3a MypejeBy moemy, Mysuke y Kojoj ,paayTa Koja IIeBa
Ha XOPU3OHTY MOPa OAMAaxX Aa HCIIOMH CBOjy eMonmjy! Aakae, Hema BpeMeHa 3a
NOHaB&ama [...] jep ce [...] Meroamjcku o6pasal) He cMe OCAOHMTH Ha OHMAO KakKaB
npexus 6o0je” (mpema: Ljungar-Chapelon 1996: 3), monyauhemo Tymaueme
®depmare/pABoCTpyKe TaKTHUIE/ TIay3e’ KAO MECTA MHTEPCEKIfHje My3UIKOT X MUTCKOT
BpeMeHa, KOja — Y BEP3UjH AeAd 32 COAO paayTy — oMoryhaBa HelIpeKHHY T BpeMeHCKU
TOK. My3udKo BpeMe cXBaTaMoO Ha MCTH HauuH Ha koju Urop Crpasuncku (Mrops
Crpasunckuit), nosusajyhu ce na teopujy Iljepa Cysuunckor (Pierre Souvchin-
sky), mouMa oBaj KOHIIENT, paKAe, Kao ,Bpeme camor peaa” (Beceaunosuh-Xodpman
2007: 128). OHO je aHAAOTOH ,ICUXOAOIKOM~ BpeMeHy, Koje je, Kao TaKBo, ,yBeK

12 Hcry dynxunjy oHa uma y, Ha mpumep, Conaru sa paayTy, suoay uxapdy (1915) nany Ipeauguma
sa xaasup (1910, 1913) (Ljungar-Chapelon 1996: 3).

13  Pasmarpajyhu maparexcryasne eaemenrte y AebucmjeoM aeay, Kobycen (Marcel Cobussen)
MIOABAQUHM A2 O3HAKE 32 AAX ,HA CYIITHHCKH HAuMH ObeAeXaBajy pUTaM My3HHKOI TOBOpa |....] [u]
Aetepmunuity Tox (Mysuuke) npuae” (Cobussen 2005: 67).

14 Cacum je mupukatuHa Kobycenosa mucao aa Cupumkc moumme AucameM u3Bohada, a He
3amucanuM npsum Tonosuma (ibid.).
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Yy KOHTpAITyHKTCKOM OAHOCY IIpeMa OHTOAOLIKOM Tj. PEAAHOM BpPeMEeHCKOM
nporuyawy” (ibid.) naun dusnaxom Bpemeny. Y EanjapeoBoM TeOpHjcKOM AMCKYPCY
Pu3MUKO BpeMe MMeHyje ce Kao IMpodaHo, MUPCKO, ICTOPHjCKO, CBETOBHO, CAAAIIIIbE,
HEIIOBPAaTHO BpeMe, CBETOBHO BpeMe UCTOpPHje, CBAKOAHEBHO BPEMEHCKO Tpajabe,
HCTOPUjCKA CAAANIEOCT MAM HCTOPHUjcKU TpeHyTak (BuaeTH y: Eaujase 2003; Elijade
2020)."* OHo cToju HACYTIPOT MUTCKOM BpeMeHY, To jecT BeArkoM BpemeHy, cBeToM,
HCKOHCKOM, M3BOPHOM, IPUMOpAMjasHoM Bpemeny (Buaetu y: Eliade 1958; Eanjase
2003; Elijade 2020) (y pamem texcry Bpewme), jep ,mur je [...] mpuda o oHOMe mTO
ce poroanao in illo tempore, npuda 0 oHOMe mWTO Cy 6OroBHU MAM GoxkaHcka 6uha
y4MHHAU Ha I04eTKy Bpemena” (Eanjaae 2003: 130). MicTy ayTop H3HOCH CTaB A2 je
,j€AH2 OA OCHOBHMX QyHKIHMja MuTa omMoryhasame yaacka y Beauxo speme” (Elijade
2020: 24), xoje UMa ,KBAAMTATHBHO Apyraduju Bpemerncku putam” (ibid.) y oanocy
Ha ,ipodann Tox” (ibid.: 25). Apyrum, Ko6ycenosnum peunma, ,Ilanos mMutcku
CBET He KOPECIIOHAMpA Ca HANIMM padyHameM BpeMeHa, HAIlIOM XPOHOMETPUjoM™
(Cobussen 2005: 61).

Aaxae, DepMaTy HHTEpIIPETHPAMO KA0 YCeK MUTCKOT BpeMeHa y My3U4YKO BpeMe,
Kao yaasak (nau nosparak) y Bpeme. OBa Tauka ‘mpolierna), koja ce OABUja Ha TOTOBO
CaMOM IIOYETKY A€AQ, TIOAPaXKaBa IPOrPAMCKY yTeMeseHOCT AebucujeBe MysHKe;
KpO3 Iy HaM Ce OTBAapajy BpaTa MHTCKOI IIpeAeAd aHTHUKe Ipuxe, apkapmjckor
Iej3axa, ,HM3BOPHE IPUPOAE” (Suvakovi¢ 2016: 73), ,upeaanor csera” (ibid.). Y
TOM cMHCAy, ‘Tlay3a’ (3BydHO peasnsoBana {Pepmara), mpema HalleM MULLbelby, He
npeAcTaBaa npasuuHy/3acroj/mpexus (cf. Parks 2003: 207; Ewell 2004: 48-49),
Beh uMa dpyHAAMEHTAAHO ApyTauHje CBOjCTBO — KPO3 by Ce OIPHUCYTHYje Bpeme, xoje
uHTepdepupa c Mysuukum BpemeroM. Ha taj Hauun cxBaheHa, ona mocraje cpeacTBo
BPeMeHCKOT KOHTHHYHTETA Y OIIITEM APAMaTypIIKOM TOKY. Y OIMCAaHOM KOHTEKCTY
yauMame paxa, koje (u y sarucy [Buperu [lpumep 1] u y 3ByuHOj peansanuju)
npatu Pepmary, ocTaje ypomeHo y BpemeHy, jep TakaB H3BOhauku akT — KaKO CMO
paHuje HAIIOMEHYAH — KOPeCIIOHAMpa ¢ MUTCKUM obpactiem. M cam Mypej mpuaao
je BaskHOCT Aaxy caepehum cruxoBuma: Hucy au usuye / wiyive iipcke mectiio ige je
[Cupunkc; Han. M. T.] naciniasuaa ceoj nusoti / ige Ilanos gax paha / kpuaaitie 36yxe
u 3Aaitine puitimose / koju cejy pagocin y pygckum cpyuma? (MypejeBy noemy Busetu
y: Debussy 1996: 7-9). IlpenosHarauso, ,caMocBOjHO AeOUCHjeBO My3HYKO BpeMe
[...] Ha cnenmduyan HaumH u3HyTpa mpoayxeHo nau mpoayxkasaro” (ITomosuh
Maahenosuh 2014: 93) oTBapa ce y 0Boj koMnosuuju ka Bpemeny.

Vmajyhu y Buay Aa ce maysa y Mysuu ,Mepu Mepom Aatora aead” (Ingarden 1991:
75), mpeacTaBaajyhu ,3Hak 3a puTMIYKH 0Apel)eHO, TO jecT ‘BpeMeHCKH H3MepeHo’
OACYCTBO TOHCKOT cappskajay MysmukoM Toky (Veselinovié-Hofman 2018:3),aaa, ¢
ApyTe CTpaHe, y pa3MaTpaHUM CerMeHTHMA IIAPTUTYPe OHAa K0 TAKBA HUje HOTUPAHA
(Beh ce ‘ymecto’ me sammcyjy ®epmara M ABOCTpyKa TaKTHUIA), HMTH MepeHa
jeAMHHIIAMA MY3HYKOT TPajarsa, OAPEAHHIY ‘TIay3a ¥ HACAOBY M TEKCTY OBOT Pajd
CTaBA»aMo Hop HaBopHuKe. OHa ce y caydajy DepMare joln HHTEH3UBHU]e IIOCTAB&SA Y
My3HKOAOIIKH POKYC YKOAMKO 3HAMO Aa ¥ AebucujeBoM Ilpesugy 3a ioiiogHe jegrol

1S VHrapaeH ra mocMarpa kao GU3HKaAHO-CBETCKO, MaTeMaTHdkH cxBaheno speme (Ingarden 1991: 42).
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Payna (1894) — ¢ xojum Cupunkc AeAr IPOTPaM U IPOMHHEHTHY YAOTY dAaayTe —
reHepaAIlay3a UCIyHhaBa YUTaB IIECTH, U3MEPeHH TaKT, paspBajajyhu’ mpobuTHO
u3Aarame renepuiyhe teme'® u mweHy Apyry nojasy y BapupanoM suay (r. 11).

Y xomnosurmju Cupunkc y BpeMe ce yAasu Iocae caMo IIeCT jeAMHHUIA Opojaiba,
M3AOXKEHHX y ,TIpBa ABA TaKTa, Koju IpeAcTaBmajy mysuuku Hyxeyc (Ilerxosuh
2018: 225).”7 U y 0BOM AeAy ce ,paa ca MOTHBOM HaAasu y cpeauinry Aebucujese
naxibe”,'® ¥ TO M0 IPUHIMUITY ,KOHCTAHTHUX peAaTHBHIX Mukpo-ipomena” (ITonosrh
Maahenosuh 2014: 92; cf. Nattiez 1975), koje aconupajy Ha nponec metamopdose
cappkaH y Muty o ITanoBoj ¢ppyan. Mysuuxu Tok kommosunuje Ilapkc aepunnme xao
HU3 Pa3BOjHUX IIPOIIECa, OA KOjUX CBaKH ITOYMIbe OA HHUIIMjaAHE HAEj€, AAH Ce OABHUja Y
cebV CBOjCTBEHOM ITPABIfy CBe AO IIOBPATKA [TOYETHE HAeje Kaad MI3HOBA [IOYHEbe IIPOIjec
passoja (Parks 2003: 207). Aakae, ,CBaKM HOBH MOYETaK MPEACTABAA HOBU LIUKAYC
— Moryhu Kpyr — BapupaHHX HOHaBmaba KOHCTUTYTUBHUX ereMeHara” (IleTkosrh
2018: 234). 3ap TO He HaAMKYyje KOHLENTY ,KPY>KHOI, [IOHOBAHBOT M HOBPAaTUBOT
Bpemena” o kome rosopu Eamjape (Eanjage 2003: 111; cf. Tomié 2021: 31)?

3a Hale HCTpaXXUBake je 0A HAPOUHMTOT 3Ha4aja YHIbeHUIIa Aa yrpaBo Pepmara
IIPETXOAU TMOHOBHOM (BapMpaHOM) jaBmaiby IOYETHOT TEMATCKOT MaTepHjaAd
(Bupern Ilpumep 1 — 1. 1 u 3). Hapeann yaasax/moBparak y Bpeme opsmja ce
3axBasyjyhu ABOCTPYKOj TaKTHILM — ‘TIay3H — HAKOH Koje ce, Takole, HHHIIUjaAHH
TemaTcku Marepujaa maacupa (uam ,usnosa cineapa” Elijade 2020: 38]), y mpsom
daayrckom perucrpy (superu Ilpumep 1 — . 1 u 9). Aakae, ‘Tayse’ cy y AaTum
IpuMepuMa y 6AUCKO]j BE3H C OHMM IITO je 610 ,Ha mouetKy” (aar. ab origine) (ibid.:
43), yxasyjyhu yjeAHo Ha TO A2 je TOTpe6HO cBe Bume (My3HYKOT) BpeMeHa A2 6ucMo
ce Bparuau Bpemeny/mury/(ussoproj) npupoau/ussopumry/noverky.'’ Haume,
Moxke ce y usBecHOM cmucay pehu aa Cupunic uma Tpu modetka — y T. 1, 3 u 9 — meby
KOjHMa Ce APYTHU U Tpehu MOry cXBaTUTHU KO €XO OHOT IIPETXOAHOT, OA KOJHX CBAKH,
IIPHPOAHO, CBe KacHuje cTike A0 Hac. [Tocae Tpeher ‘Touerka’ (op T. 9) Mysuaku Tox
ce y un peu mouvementé, mais trés pey TeMITy pa3BHja y3 IOBpeMeHe peMHHHCLIeHIHje
Ha Bpewme, myTem o3naka 3a pax (Hapounto y T. 14, 17 u 33), ycnopema (Ha npumep,
y T. 1S — cédez), depmara (na mpumep, y T. 24[-25])*° n/uau ycaes nosparaka Ha

16 Cunrarmy ,renepumyha rema” npeysumamo us Hanuca Tujane [Tonosuh Maabhernosuh (ITorosuh
Maahenosuh 2008: 5S; TTorosrh Maahenosuh 2021: 43-44).

17 36or Tora MBana Ierkosuh HaBoan A2 depmara y Apyrom TakTy omoryhasa Aa ,0CHOBHA My3H4Ka
uAeja” AeAd ,OA3BYUH jOII MAAO AySKe, M Tako 6yae ‘ypesama' y yxy~ (ITerxosuh 2018: 226), mTo je
OAVICKO TAGAMINTY AQ ,IIay3a KOja Ce IOjaBiyje IIOCAE CAMO ABA TAKTA YCMEPABA IIAXIHY HA TEMATCKU
MaTepujaa U3 Kojer ce passuja kommosunuja” (Ewell 2014: 49), nau yBuay Aa ce epmMaToM U 03HAKOM
3a AAX ,aPTHKYAHMIIIE My3HYKH 3Ha1aj pBa ABa Takta” (Cobussen 2005: 65). C ApyrTe cTpaHe, ABOCTpYKa
TaKTHIA Ce CXBaTa Ko 3HAK KOJUM Ce 3aKnydyje ,CBOjeBpcHa excriosutmja” kommnosunuje (Ewell 2014
65).

18 HaAuk TOMe, Ka0O IPEAMET HALIET PAAd H3ABAjaMO ‘MOTHB) TauHHje ‘TIay3y.

19 Tloacerumo pa Cupunkc Hacraje y ocsut IIpBor cBerckor para, 360r 4era ce M360p MHTOAOIIKe
TeMe MOKe CXBAaTHTH U Kao ,HOCTaAruja sa mpsobutauM Pajem” (Elijade 2020: 34) nan sxema 3a
,BpahameM y MATCKO Bpeme uarybaeror Paja” (ibid.: 67; cf. Tomi¢ 2021: 22).

20 MWk, Tpe6a HamoMeHyTH A — 32 pasarKy 0p Depmare — pepmara y T. 24[-25 ] mpoaykasa Tpajarse
ToHa (6¢2); oHa je jeaaH Op ACjCTBYjYhHX eAeMeHAaTa cTBaparba KyAMUHALIHj€ y My3UdKOM TOKY Koju he
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noverak (aat. regressus ad originum) (cf. Elijade 2020: 37) xoju cy HajouuraeaHuju y
1. 10, 25, 28,29 1 30.*!

Mysuduko BpeMe KOpeAMpa C MUTCKHM y CBUM OHHM Heu3MepeHuUM /
‘HeoppeheHMM cerMeHTHMa AeAa M OACTYNAmHMa OA TeMma Kommosurmje Treés
modéré** — Temmo je, 6yayhu Aa My ‘HepocTaje’ METPOHOMCKA O3HAKA 32 jEAUHHIIY
Opojama, U caM OAMDKH CTPYKTYPH MUTCKOT HETO OHTOAOLIKOT BpeMeHa.”® Y muTarsy
cy 6pojHa ycriopaBatba 1 y6p3aBama My3HUKOT ToKa (refenu; un peu mouvementé, mais
trés peu; cédez; rubato; au mouvementé [ trés modéré]; en retenant jusqu'a la fin; trés re-
tenu) yHyTap ‘camo’ ABe CTpaHuIle NAapTUTYype.”* MOoXKeMO 3aKAyIUTH A2 Cy TIOYeTHH
TakTOBH Aeaa Cupuxkc, OCUM y ITIOTA€AY TEMATCKOT MaTepHjaAd, MCTOBPEMEHO U
HCXOAMIITE BPEMEHCKOI IPOTOKA LIEAOKYIIHOT AeAd, jep Bpeme/murcko Bpeme/
MUT Ha M3BECTaH HAuMH AeTepMHHMIIEe My3uuko Bpeme. OcuM Tora, opraHusarja
CIJeHCKOT IIPOCTOpa ¥ KOMe, TauHUje M3BaH KOra, U3Bohauu 4ecTo MHTepIpeTUupajy
KoMITo3unHjy Takobe je y capejcrBy ¢ muroM o ITaHOBOj dpyau 1, morom, MypejeBom
APaMoM, Y K0joj HuMe ,CAyIIajy CHPUHI'Y HeBHAsHBOT [Tana” koju 6opasu y cBojoj
nehuun. Y cBakoj Bepsuju OBOI MHTA IIPUCYTHA je My3HKA, OHA KOjy ,BEAHKH
ITan” npousBoAu cBHpajyhu ,I10 ycaMmdeHHM ITyMaMa Ha CBOjOj CBUPAAY CUPHHIH,
HMCITyhaBajyhu HeXHUM 3ByIMMa OKOAHe IaaHuHe u poaune” (Budzak 2006: 77,
79). Ty HepasABOjHUBOCT M HHTEPAKLUjy ABa MOAYCa BpeMeHa (MUTCKOT M My3HYKOT)
Ae6ucy peHOCH Y CBOje AeAO,”® urja ce KOMIIAEKCHOCT OTA€AQ Y TOME LITO Ce Y Hhera
HY>KHO YIIHCyje ¥ BpeMe ApaMe.

y6pso (y 1. 27) poctrhu Hajeumm Ton (pec3) meaokynue xommnosunuje. Cmarpa ce Aa Aebucu Huje
0A06paBao ysuMarbe Basayxa y T. 25, ocae ToHa poaykeHor dpepmaroM (mpema: Cobussen 2005: 65).
21 Tlocroje pasHOBpCHA TyMauema CTPYKTypHOr maana kommosutmje Cupunxc (cf. Nattiez 1975;
Parks 2003; TTetkosuh 2018: 230-235).

22 Y ucrom temny nporudy Maau iiaciuiup (Bupets Ipumep 2) u ITpeaug 3a iioiiogHe jegroi gpayna.
23  Ha omucanu HauuH u3Bobhau A06HMja MOryhHOCT Aa OCMHCAM jeAMHCTBEHY MHTepIIpeTalyjy y
AOMeHY aroruke, ITO HAPOUUTO AOAAZH AO M3Paxkaja IpH KoHunupaty (Tpajama) Oepmare, o yemy
he xacuuje 6utn peun.

24 HaBeaeHH acIIeKTH MOTY Ce AOBECTH y Bedy U ca Aebucujeom Busujom caobope (§pamirycke)
My3HKe, jep ce, kako kaxxe Tocroann Ocmuna (Aebucujes alter ego — Ionosuh Maahenosuh 2008:
49), , AMCIUIIAMHA MOPA TPXUTH y cA060AH, a He y dopmyaama” (mpema: Austin 1966: 14). ITosnar
je KOMIIO3UTOPOB HCKA3 Ad BeIOBY ,OMUASEHY MY3HKY HPEACTaBAAjy OHUX HEKOAMKO HOTA KOje CBUpa
erMIIATCKM NACTUP Ha CBOjOj PAAYTH: OH Ce yTala y Iej3ak KOjH je OKO Hera M 3Ha XapMOHHje Koje He
nocroje y HamuyM kiburama” (mpema: McQuinn 2003: 126). ErunaTcky nacTHp je AMK KOjU pelpesenTyje
MA€AAHH CIIOj My3HKe/yMeTHOCTH U (YHHBep3aaHe/H3BOpHe/BedHe/MHTCKe) HPHPOAE — HeCIyTaH
aKAAEMCKHM MPABHAMMA OH OCAYIIKYje IPUPOAY U IPOU3BOAH HheHe 3Byke (Potter 2003: 145).

25  VmpaBo TakBa MPOCTOPHA KOHCTEAAIHja AOITYIITA TOBOP O MEXaHM3My exa, jep mehuma mpysxa
moryhHocT ‘opjexuBama’ 3Byka ITanoBe cBupase. ITosHaro je pa je Ilan, ocum y Humdy CupuHkc,
6uo 3amybmen u y Humy Exo, koja je, y cKkaapay ca CBOjOM HPHUPOAOM, UMHUTHPAAA CBe IIOjaBe —
,AMHUTHpaAQ je 4ak u ITana kapa 6u cBupao ceojy ¢pyay” (Trzaskoma 2004: 278). Toxom mpemmujepe
Daepu je AebucujeBy MysHKy CBUPAO M3BaH CIieHe, a HCTY IPAKCY je HACTABHO HA CBOjUM PeCHTAaAMMA
(Heinemann 1994; cf. Ewell 2004: 75). Ha Taj HauuH ce, HeMHHOBHO, 1 y A€AO 3 COAO PAAYTY YTKHBAjy
TeaTapCKU UMITYACH.

26 3acebHO mcTpakuBame OM Ce AAAO CIIPOBECTH Y LAY CATAEAABAFA OAHOCA M3Melyy Mysudkor
BpeMeHa Koje xuBH’ y My3uukoM Aeay (Cupumxc) 1 My3HUKOT BpeMeHa KOje er3iCTHpa YHyTap MUTCKOT
BpemeHa (y muty o ITanoBoj ppyan).
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Yipkoc ToMe mro HaM je Mypejes TekcT AaHac nosHar (Buperu y: Debussy 1996:
7-9), AMHaMHKa KOjOM Ce OABHja0 APaMCKU HApaTHB — NPEACTaBAEH KPO3 AUjAAOT
aBe HuMde (Opeapa — MAAHMHCKA HUMA M Hajapd — BOAEHA HUMdaA) — Y OAHOCY
Ha My3HYKH TOK U Adse HUje y IOTIYHOCTH yTBpheHa.” Pasaor Tpeba Tpaxuru u
y unmbeHunu Aa aytorpadp Aebucujese ITanose gpyre nuje mponaben (cf. Heine-
mann 1994; Stegemann 1996). Mnax, y Pykonucy cy HasHa4eHa ABa CTHXa IOeMe,
3aAPKaHA Y KPUTHYKOM M3Aamy us 1996. roaune (uaern Ilpumep 3) u uspamy
,Bepenpajrep” (Debussy 2011) xommnosunuje Cupunkc 3a coro daayry. Cmarpa
ce Aa je crux Aau, caga Ilan ilonoso iiouurse ga céupa ceojy gaayimy... (Mais voici que
Pan de sa flite recommence a jouer... [crux 53?° y npBoj cienn Tpeher unna Apamcke
noeme]) ‘HajaByuBa0’ moveTak Aebucujese mysuke, jep je y Pyxomucy (cf. Debussy
1996: 12) 3anucan nsHap o3Hake 3a Temro. HaBeaeHe opeaarHe pedr Cy HaM BPAO
3HavajHe, jep ce BUMa pedeprpa Ha IOHOBHO OABHjambe jeaHe papme (cBupama), Ha
npunyun (Bapupasor)” noHaBaama (MAH, eAHjaAEOBCKH PeYeHo, ,[IOBpaTKa” ), KOju
je, KaKo CMO IIPUMETHAH, Y OCHOBH Pa3BOja My3HUKOT MaTepHjasa. YBHA Y IHCMO Koje
je xommosurop mucao Mypejy y Besu ¢ ITanosom ¢pyrom, u3 kora uspBajamo caepehe
pedH: ,peruTe MH, MOAMM Bac, cacBUM IIperinsHO, MOCAe KOjUX CTHXOBA Tpeba Ad
noune mysuka” (mpema: Ljungar-Chapelon 1996: 3), A0BoAU Hac AO IPeTIIOCTaBKe A
je Aebucy, 3Hajyhu 0ATOBOp Ha MOCTaBAEHO MUTakbe, (He)CBECHO 0A26pa0 HaBeACHH
HAYMH U3TPAAIbe My3HUUKOT TOKA; THMe Be3a H3Melyy MysuKe u ApaMe 1ocTaje upiha.

Crux 3ahyinu, 06y3gaj ceojy pagocit, caywaj. (Tais-toi, contiens ta joie, écoute.
[ctux 6p. 65°° y npBoj crienn Tpeher unHa ApamcKe ToeMe]) y KpUTHYKOM H3AQESY
ce Harasu usmely Tpeher u yerBpTOr MapTUTypHOr pepa, To ject ocmor (koju ce
3aBpIIaBa ABOCTPYKOM TaKTHLIOM) U AeBeTor TakTa (Buperu Ilpumep 3). Baxuo je
HAIIOMEHYTH A je 0Baj CTHX y PyKomucy 3aImicaH H3HAA TaKTa Y KOjeM je HOTHpaHa
camo dpepMaTa, a KOjU je MO3UIIMOHUPAH Y ‘Hen3MepeHOM IIPOCTOpy usMelyy ocmor
TakTa (‘3aTBOpeHOr’ ABOCTPYKOM TaKTHIIOM) U TaKTa KOjH je y CBUM CIIOMEHYTUM
IITAMIIAHUM HM3AABKMMA KOMIIO3UIIHje 32 COAO (AAYTy ‘H3MepeH Kao AeBeTH TaKT
(Buperu Ilpumep 4; cf. [lpumep 3).3' 3aTo ypeaHHIIM KPUTHYKOT H3Aamba U3 1996.
TOAMHE 3aKAYYyjy Ad je IOCAe MPBHX OCaM TaKTOBA AeAd (AAYTHCTA MOPA0 Ad

27 Kao wucxop Tparama 3a peaanmjama msmely smauema Mypejese moesmje u Aebucujennx
KoMrosurMonux mocrynaka (‘yrucanux’ y Pykomucy), Esea (Laurel Astrid Ewell) paje comcrseny
HHTEPIIPETALHjy YIOPEAHOr TOKA My3HKe M ApaMe, AQjyhl HamoCAeTKy IIPepAOr IjeAOKyIIHe
mysuakoapamcke ‘maprurype’ (Ewell 2004). ITpema AOCApQLIBbUM CAsHAHMA, Y NUTALY je jeAHHH
TeOPHjCKOAHAAUTHIKH 3aXBaT OBE BPCTe.

28 Bpoj cruxa HaBopnmo mpema: Ewell 2004: 12.

29 BapwujauTHOCT ce y cAydajy Aeaa Cupuukc O4UTaBa U Y AOMEHY IOCTOjamba Pa3AMYUTHX H3AAmba
napTuType y nmoraey (He)HaBohera cTUXOBa 1/ HAH IpoMeHAHBOCTH nosunije Pepmare, mTo ce MOKe
AOBECTH y Be3y C THUM AQ HE MHT He MOXe OHTH jeAHO3HAYHO 3aIIHCAH.

30 Bpoj cruxa HaBopumo npema: Ewell 2004: 12.

31 YmuMaje HABEACHH TAKT eANMUHICAH, TAYHHUje 3aMerbeH’ PePMATOM 3aIIHCAHOM U3HAA ABOCTPYKE
takrune (cf. Debussy 2011) mAm, Ha HpHMep, O3HAKOM 32 A3X MO3ZHIMOHMPAHOM Ipe ABOCTPYKe
takrute (Buperu [Tpumep 1; cf. Debussy 1927). C apyre crpate, y u3B0OhauKoj TPaAULIjU U CBECTH
OH je 0CTao OYyBaH KAo ‘Taysa, 3axBasyjyhu — Bepyjemo — usBohemwy Ayja Qaepuja, paayTucre koju
je mpBuU TpaHCIIOHOBaO AebucujeBy MysuKy us TeaTapckor y koHueprHu oksup (Heinemann 1994).
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caueka AOK HUMa He u3rosopu peun 3ahyiiu, 06y3gaj csojy pagoci, caywaj. (Ljun-
gar-Chapelon 1996: 4), To jecT A2 je AOAAZHAO AO IPEKHMAQA y MY3HIKOM TOKY KaKo 61
opeapa M3rOBOpHAA CBOjy pernauky (Stegemann 1996: 16);* sarum 6u ,paaytucra
II0Y€0 AQ CBHPA OA T. 9 1 He OH IIPeCTao CBe AO KPaja KOMITO3HIfHje — CHMYATAHO Y3
rosopenu rexkct” (Ljungar-Chapelon 1996: 4).

MebhyruM, kako cMO paHHje HCTAKAH, Yy OBOM TPEHYTKy He MOXEMO ca
curypHomthy yTBPAUTH THII OAHOCA KOjH je IIO0CTO0jao u3Mel)y MysHIKor i ApaMcKor
BpeMeHa, HUTU AA AW je 6uA0 mpeaBubeHO A2 OH TOKOM CBAKOr usBobema Oyae
ucroBerat. MIcTo Tako, He MOXKEMO 3HATH AQ AU je MHHIMjaAHH KOMIIO3UTOPOB (1
Mypeje) yum 610 Aa TyTeM ,IpekuAl” y My3HLM OCAe OCMOT TakTa (mTo 6u ce,
OAMCKO HaBEACHOM 3aKAYUKy, MOTAO IIPEHeTH U Ha TyMaderme Tiayse y3pOKOBaHe
DepmaroM, Kapa cy MOXKAQ OMAM H3rOBAPAHHU CTUXOBH KOjH IIPETXOAE CTHXY Op. 65, a
KOju HUCY 3anucany y Pykonucy) Apama 6yae OoCTaBseHa y IPBH IAQH THMe 7o he
ocraru 6e3 MysuuKe TIpaTie. 3aTO CTOJHMO HA CTAHOBHUINTY Ad ‘TIay3e Y KOHTEKCTY
(usBobhema) peaa 3a coao PaayTy PpuUrypupajy 3ampaso kao 3oHe Bpemena, a He kao
OMaXX HA€JH AQ Y HABeACHUM IIPHMePUMa APaMa OAHece IpeBary.

«Mais voici que Pan de sa flite recommence a jouer...»

Trés modéré
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«Tais-toi, contiens ta joie, écoute.»

9 Un peu mouvementé (mais trés peu) /—\
[, ——
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Mpumep 3: Knop [lebucu, CupuHkc 3a cono ¢nayty, T. 1-10 (HoTorpaduja aytopa papa

ypabeHa npema: Debussy 1996: 10).3

32 EBea HaBOAM Aa je Iay3a y My3HYKOM TOKY Y CKAAAy Ca OPEaAMHHM pedrMa Koje MO3HBajy Ha
hyrame (Ewell 2004: 65-66).
33 ¥V 0oBOM H3paIsY CTaBAEHE CY Y 3aIpase CBe O3HAKE 32 AAX KOje He IIocToje y Pykomucy.
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Mpumep 4: Knop lebucu, CupuHkc 3a cono dnayTy, T. [6]-[9/10?] (HoTorpaduja ayTopa papa ypaheHa
npema: Debussy 1996: 12).

Ha ocHOBy yBHAQ y CBakoBpCHA COAMCTHYKA u3Bohema KoMIIo3uijje
Cupunkc,™* MOXEMO 3aKAYIUTH AQ Ce OY30HHMjEBCKH YeTBPTH MOAYC — KOHIIEIIIIHja
MHTepIIpeTalyje — OABHja HajIpe Kpo3 OCMUILbaBame Tpajama Pepmare, Koja ce,
arocTpodHpajMo, TeK IPUAUKOM 3BYUHE peaAusariuje AeAa adupMuIile Kao Taysa,
npenusHuje pedeHo (IpBu yaasak y) Bpeme. Y paBHU eKkcriaoaTHCaba OHTOAOIIKOT
HOTeHIMjaAa ‘TIay3e HAjOuHIAeAHHje ce, Aakae, Mel)ycoOHO pasaukyjy msBohema
AebucujeBor Aeaa, jep ce Ha TOj OCHOBH (OpPMHpPA H3BODaueB OAHOC IIpeMa
(BpeMeHCKOj) ApamMaTypruju KOMIO3ULje Y LJeAMHH — HauMH Ha KOju M3Bobau
apruxyaume Qepmary man Bpeme oppebyje He camo mouerak, Beh yruue Ha
,BpemeHcKy ob6ojenoct” (Ingarden 1991: 43) 4nTaBOr AeAa, IITO MMa perepKycHje
Ha IepIeNIHjy 1 pelieliihjy AeAd Ka0 KOHKPeTHOT ecTeTckor mpeaMmeTa. Maxo ce
Cupunkc AaHAC U3BOAH 6e3 TOBOPEHOT APAMCKOT TeKCTa, GAAYTUCTA UITAK TyMadu/
HHTepIpeTHpa/IPUIIOBEAA jeAHY BapHjaHTy MHUTA, KOju IoApasymeBa Bpeme. Ha
Taj HAYMH OH IIOCTaje ,,CaBpeMeHHK MUTa , OyAyhu Aa MUT ,IoHaBAda” omoHammajyhu
ymocrynke mutckux aukosa” (Elijade 2020: 21) — y oBoM cayuajy cBupame 6ora
ITana. OH je Taj cybjexT KOjH, ,3ByYHO MaTepHjarusyjyhu erame Mysmykor Toxa
(Beceannosuh-Xogman 2007: 145), ,ypama y uckoncko u csero speme” (Elijade
2020: 21) u uspama u3 wera npasehu Moct usmelyy MUTCKOT U My3UUKOT BpeMeHa.

MoxkeMO 3aKmYUMTH AQ ‘TIay3a' IIPEACTaBAA OHTOAOIIKU IfeHTap KOMIIO3HIIUje
Cupunxc 3a coa0 PAayTy Ha TeMesy KOjer Ce 3aOIITPaBa CAMKA O HAEHTUTETY
MY3HYKOI A€Ad KA0 HMACAAHOT IIPeAMeTa,” aAM KOjH, MIIAK, ,M Adbe OCTaje Kao
HA€AAHA TPAHMIIA IpeMa KOjoj CTpeMe HHTEHIIUjaAHH AOMHUILAAJU CTBAPAAAUKHX

34 Ywraona ymyhyjemo Ha eMIHPHjCKO HCTPaXKUBAKbE CIIPOBEACHO Y LAY HCIIUTHBAA [TOBE3AHOCTH
eAeMeHaTa My3HdKe HHTEpPIpeTaliuje U yTHCKA O KapakTepy m3BeaeHOT aeaa CupuHikc Koju HacTaje y
CBECTH CAYIIAAAIA; TaAd CY Y OKyCy Halle Mmaxme OHAe MHTepIIpeTaljije TPU PeHOMHUpPAHa H3Bohada
— Emanyena ITajuja, Ilejmca Toaseja (James Galway) u JKan-TTjepa Pammasa (Jean-Pierre Rampal)
(supern y: Tomi¢ 2020).

35 TIlpema BysoHwjeBOM MHIInNEHY, ,0OHO IITO je y HAIIOj] AAQHANIKO] MYSHI[H HAjOAMKe HeHOM
npabuhy, To cy naysa u pepmara” (Buzoni 2014: 45) — ,BeAUKH yMeTHUI-U3BODauH, IMIIPOBU3ATOPH,
yMejy Aa 0Bo opyhe uspasa kopucre y 061aHOj Mepu 1 Ha y3pueH Hauns” (ibid.). MHrapaen Hasopu
Aa Ce ,Tlaysa — Ma KOAMKO AQ He CIIaAd y continuum BpeMeHa AeAd, Ma KOAUKO AQ je OHA M HeAOCTATaK
3BYYHHX TBOPEBHHA — M ITOPeA CBETa HITAK YKAyIyje Y LIeAUHY AeAQ, HCIIyhaBajyhul y imeroBoM oKBHpY
BA)XHY KOHCTPYKTHBHY YAOTY, KOja omoryhaBa aa ce IIpes CAyIIAoIeM OTKpHje IIPABU AMK AeAd”

(Ingarden 1991: 77).
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aKaTa ayTopa MAM INeplenuujckux akara caymasana’ (Ingarden 1991: 68). Haxko,
npema VIHTapAeHOBOM CXBaTamy, Taj MACAAMTET HUKAAA Y IIOTITYHOCTH He MOXKeMO
ynosHaru,* usBohay, kako By3oHnm Hamomume, MOXe Aa ,HAAMAIIM BPEAHOCT
3aIIKCa MY3UYKOT AeAd” M ,AMPEKTHO OXKHBHU Y30D KOjU je KOMIIO3HTOP YyO y CBOM
YHYTpAIIbeM CAyXy, aAU HUje YCIeo y MOTIyHOCTH A2 ukcupa y samucy” (mpema:
Popovi¢ Mladenovi¢ 2015: 21; Bupern y: Buzoni 2014: 25-26).

Yxoauko 3Byke [Tanose ,cexoanke ¢paayre” (mpema: Debussy 1996: 8) cxBatumo
Ka0 Taj y30p MAM IPAMY3HKY Y MOsY $AAYTCKE My3HKe, OHAQ OMCMO KOMIIO3UIIH)Y
Cupunkc MOTAM AQ MOCMATpaMO Kao Hcedak/exo ¢daayrcke mpamysuke. Crux
Ay, caga Ian fionoso fiowurse ga ceupa ceojy drayiiy.. umnauimpa Aa je Ilan seh
CBHPA0, Ka0 ITO U AebrcHjeBa KOMIIO3HIINja BUIIECTPYKHM ,ITOYeIiMMa” CyTepulle
IPETIOCTABKY A TOCTOje TIOYeLiH IIPe OHOT KOjH je 3aMUCaH y HApTUTYPU®’ U HAKOH
Kpaja ‘obeaexkeHOI” AMHAMUKOM piano, ycriopemeM (trés retenu) u $pepmaroMm Ha
nocaepmeM TOHY y perdendosi konrexcry (1. 33-35), Koju IoApasyMeBa OCTEIEHO
HeCTajame My3HKe/My3HYKOr BpeMeHa M oMoryhaBa IIOHOBHM yAasak/MOBpaTax
y Bpeme (‘HajaBmen’ yuecraamm Bpahamem ,Ha mouerak” y T. 25, 28, 29 u 30), y
BpeMe MUTa, My3HU4KO BpeMe MuTa, BpeMe ITaHoBe My3uke, y paayTcky mpamysuky.”®
‘Opjer’ ITanose/PayHoBe My3HKe OKOCHHUIJA Cy MHOTHX OITyCa PA3AMYUTHX ayTOPa
(Buaeru y: Tomié¢ 2021: 20-21), aau cy ce oHHU U 3HATaH 6poj MyTa 063HABUBAAK
y AebucujeBom ,yHyTpammeM cAyxy . Tapa 6u HacTajasu, Ha mpumep, Ilpesug 3a
iioiiogne jegroi payna, Ilanosa $ppyra us Busuimiucunux iecama (1898), necma Qayn us
uukayca [araninne ceevanociiu (1904), Mau iaciuup, Cupunxc, satum Husokayuja
Ilana, 6oia aedtiroei seitipa u3 Lleciti anituuxux eiuipada (1914) nau Comara 3a

$aayTy, BHOAY U XapPy.

Ay, caga Ilan fioH060 fiouurbe ga céupa ceojy PAayiiy...

36 CpoaHO TOMe, 360T [I0CTOjarba MHOIITBA PasAMYNTHX pabyra MuTa 0 ITaHOBOj PpyAH, HHKAAA He
MOYKEMO AOCETHYTH eT0B ‘OpPHIHHAA.

37 Taxohe, Pepmara/ ‘maysa’ KopecroHAMPa ca ‘Tray30M’ Ipe PBOr TOHA Ae6ucHjeBe My3HKe.

38 TIlojaBa Bpemena omoryhema ®epmaroM M ABOCTPYKOM TakTHIOM Takohe je IpHIpemaHa
AGKPeIIIeHAOM U YCIIOpaBarkheM IPOTOKa My3UIKOT BpeMeHa (Koje je y T. 8 HOTHpAHO, a 1eCTO je — HaKko y
NapTHTYpH HEHA3HAYEHO — IPHCYTHO U Y 3BYYHO] PEAAM3ALIUU APYTOT TaKTa).
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ECOUTANT LA MUSIQUE DE PAN:
REGARDING THE ONTOLOGICAL HORIZONS OF ‘PAUSE’ IN CLAUDE DEBUSSY’S
SYRINX

(SuMMARY)

Symbol of the (modern) flute music, Claude Debussy’s (1862-1918) composition
Syrinx for solo flute was initially conceived and premiered in 1913 as music for the
first scene of the third act of Gabriel Mourey’s dramatic poem Psyché. The phenom-
enon of musical/Debussy’s work is interpreted through an ontological perspective,
following Roman Ingarden’s reflections presented in his Ontology of the Work of Art,
having also in mind the different modes in which music can exist, that can be read
from Ferruccio Busoni’s Sketch of a New Esthetic of Music. Since the programmatic
content of Syrinx represents the myth of Pan’s flute, we necessarily introduce into
the theoretical discussion as well Mircea Eliade’s explication of the phenomenon
of myth, more precisely, of the mythical/sacred time (Great Time), which stands
in contrast to the profane or historical time. Entering the Time takes place, signifi-
cantly, almost at the very beginning of the composition, thanks to the appearance of
the Fermata written after all beats in the second bar and, then, to the double bar line
which completes the eighth bar — during the sound realization of these signs flutists
‘perform’ pauses, which we understand as places of the intersection of musical and
mythical time, that is, as a mean of temporal continuity in the overall dramaturgical
flow. It becomes apparent that the Time (Fermata/double bar line/“pause’) in a cer-
tain way determines the musical time, i.e. the temporal organization of Syrinx. There-
fore, the constitutive elements of the myth are the hallmarks of this work — apart
from, for example, the interaction of two modes of time (mythical and musical) in-
habiting each version of the myth of Pan’s flute, which the composer transposed to
his work, treatment of the musical material also resonates with mythical patterns,
particularly the concept of returning “at the beginning”. Since Busoni’s fourth mode
— the conception of interpretation — likewise takes place primarily through ‘creating’
the Fermata’s duration, we conclude that ‘pause’ represents the ontological center of
Syrinx for solo flute, which intensifies the image of the identity of a musical work as
an ideal object.

Keyworps: Syrinx by Claude Debussy, ontology of the musical work, myth of Pan’s flute,
musical time, Great Time.
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ATICTPAKT

OBaj paa ce TeMesH Ha YKPIITalky CTYAUja M3BODAUKHX yMETHOCTH, My3HKe H
AUTUTAAHUX MeAHja y OOAACTH My3HKOAOTHje, a IPOMCTUYE U3 eMIIHPHjCKOT
HCTPaKHBamba OAHOCA IIPOPECHOHAAHNX My3UYapa MpeMa KOHLePTHOM )XUBOTY
Beorpapa y chepu ymernmuke mysuke y IpBOj TOAUHM IAHAEMHje M3a3BaHe
xoponasupycom (COVID-19). McTpaxkuBarbe je CIIPOBEACHO Ha OCHOBY aHKETe
y KOjoOj je y4ecTBOBAAO IeTHAECT KOHIEPTHHX Mysudapa. VMajyhu y Buay
oarosapajyhy Teopujcky mepcriekTuBy, pa3MaTpama Cy KOHTEKCTYaAM30BaHA C
0631upoM Ha ra0baAHe OKBUpE IIPOMEHA.

KAYYHE PEYM: manpemuja koponasupyca (COVID-19), Mysudapy, KoHIepT, OHAQjH
KOHI]epT, KOHI]epTHH )XUBOT.

OBaj pap ce TeMenH Ha YKPINTAEy CTYAMja M3BODAYKMX YMETHOCTH, MY3HKe H
AUTUTAAHUX MeAMja y OOAAQCTH My3HKOAOTHje, @ IPOUCTHYE U3 EeMIIHPUjCKOT
HCTPa)kKHBakba OAHOCA MPOQPECHOHAAHUX My3Hdapa IpeMa KOHLEPTHOM >XMBOTY
Beorpapa y cdepu ymernmuke Mysuke y IPBOj FOAMHU IAHAEMHUje H3a3BaHe
xopoHasupycom (COVID-19). V aHaAu3H peAeBaHTHHX HHPOPMALHja 3 AHEBHUX
U MeCeYHMX AMCTOBA U Ca 3BaHUYHMX BeO-CajToBa, KaHAAA Ha jyTjyby, 6aorosa u
APYIITBEHUX MpeKa My3H4KUX HHCTUTYIMja ¥ ¢pecTHBaAa U3ABOJHAE Cy Ce TI0jeAuHe
CIenUUIHOCTH AOKAAHOT KOHTEKCTa, aAM je cymmpawe rpahe u mopebheme
C IOAALFIMA C PAsAMYUTUX KpajeBa CBeTa yIyhMBAAO M Ha KAaydHe 3ajeAHHUKe
IIPOMEHe Y OAHOCY Ha BpeMe IIpe KOpPOHaBHpyca. ¥ papy caM ce 3aApKaAa yIpaBo
Ha 32jeAHITIKIM, TAOOAAHIM H3MeHAMa, KOje y CBAKOj AOKAAHOj CPEAUHH, IIa TaKO U
y camoM Beorpaay, mpoussoae jeAHy Bep3Hjy HOBe KOHIlepTHe peasHocTH. OHa je,
C jeAHE CTpaHe, OCBeAOYEHA IPAKCOM OHAQjH KOHII€pPAaTa eMUTOBAHUX Ha HHTEPHET
maarGopMaMa U APYIITBEHHM MpEeXaMa, Te 3HATHO CMAmbeHHM OpojeM My3HYKHX
Aorabhaja oApskaHMX Ipep IybAMKOM y KoHuepTHHM caaama. C apyre crpame,
yOuAUBa je TpaHCPOpMaliMja caMe HHCTUTYIIHje KOHIIePTa KaO YMETHUYKOT Aorabaja
U APYLITBEHOT PUTYaAa, KOja je ycAea yBolema erMAeMUOAOIIKHX Mepa IIpeTpIIeAd
MHOTe [IPOMeHe, 04 KOHBEHIIHja [IOHAIIAkha YMETHHUKA Ha CLIEHH U ITyOAUKe, IIPEKO
CTpareruja [AAHUpaka M KOHIUIIMpPamba pereproapa, A0 OpraHH30Bama mpoba u
usBobema nporpama. Fimajyhu y Buay te mpomene, poxycrupasa caM ce Ha MUIIbEEHA
CaMHX My3HM4apa aKTUBHO IPHUCYTHHUX Y jaBHOM KOHIIEPTHOM >XuUBOTy Beorpaaa.
MeToAOM KBAaAMTAaTUBHOT MCTPAXKMBamha ITyTeM aHKeTe OTBOPEHOr THIIA MCIHMTaA
caM U IPOOAEMATH30BaAd HUXOB OAHOC IIPeMa HOBOHACTAAMM IIPOMeHAMa, aAd H
IbMXOBE CTAaBOBE O TOME AQ AH C€ MOXKE OYEKMBATH AQ U3MEHE€HH ACIIeKTU KOHI[EPTHOT
JKMBOTA [TOCTaHy TPajHUju GaKTOPHU jaBHE My3HUKe CIieHe.

Y yBOAHHM IIOTAQBAUMA PA3MOTPEHHU CY OATOBapajyhu Teopujcku aclieKTH Koju
Cy 3aHYajHU 3a mpobaeMarusanujy rpalje, a mpeacTaBseH je U KOHIIENT IOMeHyTe
aHKeTe, KA0 METOAOAOIIKA OKOCHHMITA papa. CrcTeMaTH3anuja M aHAAN3a OATOBOPA
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U3 aHKETE CarA€AaHa je Y KOHTEKCTY TAODAAHUX U AOKAAHMX IIPOMEHA KOHIIEPTHOI
CBeTa. PaA HOKa3Yje Ad Cy HCIINTHBaba HEIIOCPEAHHMX HCKyCTaBa CaMHX HSBOba‘la
KOPHCHO ITOAAQ3HIITE MCTPAXKNBAIbA, TE Ad MOT'Y Ad AOIIPHHECY 60meM padyMeBamy
MY3HYKE KYATYp€ Y HOBOM BpEMEHY.

1. TEOPUJCKH ACIIEKTH

AWTHTaAHA TEXHOAOTHja 32 CHUMAbe U PEIIPOAYKOBAIbe CAMKE U 3BYKa, TAMETHH
TeAe(bOHI/I u HpeHOCI/IBI/I pa'{yHapH, KOMYHHK&LIHOHI/I CO(PTBQPI/I Ha I/IHTepHeTy u
APYIUTBEHU MeAHjU YCAOXKHUAHM Cy U y6psaau mponece meanjanuje (Jensen 2006),
LITO je CHAXXHO YTHIAAO HA IIPOMeHe HAuyMHA CTBApama, M3BOlermwa, apXUBHpamba,
aucTpubynmje u caymama mysuxe (Cook & Pettengill 2013; Jones & Bennett 2015;
Holt 2016; Cook et al. 2019). ITopeheme koHLepaTa H3BEACHHX YXKHBO M OHHX
IIOCPEAOBAHUX MEAMjHMA OKYIHPAAO je IaXIby jOII OA BpeMeHa papuja M IPBUX
ypebaja 3a cHuMarme 3ByKa, aAM je yIOTpeba caBpeMeHe TEXHOAOTHje BHIIECTPYKO
MPOIIMPUAA 1 peAePHHMCAAL OKBHPE TAKBHX HCIIMTUBAMKA. TeOpHjcKa M MpaKTHIHA
HCTPOKMBAMKA HAIYCTHAA Cy HEKAAANIY, PEAYKTUBHY OMHAPHY ONOSHIMjy H
TACAUINTA O SKMBOM U MEAMjCKH IIOCPEAOBAHOM H3BODhemy kao Melycobnum
CyporaTuMa, Haraamasajyhu BUXoBy MOBE3aHOCT i KOHBEPIeHTHOCT.

Cawm xonent ussohema yxuo (eHr. liveness), koju ce Besyje 3a cycper ussohaya
U IMyOANKe y peaAHOM BpeMeHy U MaTepHjasHO oMeleHOM mpocTopy, HHujaHCHPaHO
ce npobaemaruayje. [TojeANHH HCTPAXXUBAYN AOHEKAE I PEAATHBU3Yjy Mo3uBajyhu
ce Ha pasamdmTa cAymasauka uckycrsa (cf. Sanden 2019), nan ra npommpyjy moa
yTHiajeM MoryhHoCTH Aa myOAMKa MHTepPAKTHBHO NPHCYCTByje M3BOlhemHMa Ha
HHTEPHETY, Te AUPEKTHO AeAyje ,Ha KYATYypHA 3Hauera KOja FeHepHINy My3HIKH
porabaju (Bennett 201S: 4). Konuenr ussohema yxuBo Tpanchopmume ce u
KpO3 IpaKce TeAeMATCKUX U CAMYHUX BHAOBA MY3HIIMPaa Ha AASHHY, KOja ,MOTY
MMaTH IIOTEHIMjaA AQ IIPOMeHe U Ipounpe Hail ocehaj IpUCYycTBa, TeAq, YUbeba U
KOHTPOA€, Kao ¥ Hallle KOHBEHI[IOHAAHO cxBaleHe I10jMoBe ‘My3uke’ U ‘U3Bohemna)’
Ia 1 AQ ,TECTUPAjy Halle CIIOCOOHOCTH AQ CXBATUMO H3BOP, MECTO UAK TEMIIOPAAHO
nopexao 3Byka“ (Borgo 2013: 338).2

C apyre crpane, opHoc u3Melyy KoHuepTHOr H3BOhema yXHMBO M Herose
CHUM/’eHe pelpeseHTallfje yKasyje M Ha CYIITHHCKE HCKYCTBEHE M OHTOAOIIKE
pasanxe. O wuMa, Ha npumep, pacripasra Cysan Qacr (Susan Fast), pauynajyhu
Ha MaTepHUjaAHOCT KOMYHHUKAIIHj€e, TO jeCT Ha TEAECHO CAlPUCYCTBO U MHTEPAKIIH)Y
Y PeaAHOM BpeMeHy, Koju oMoryhaBajy Aa KOHLIEpPT Kao jeAMHCTBeH Aorabaj ysxuso

2 IlojMOBHM ITOIIYT TeAGMATCKe U MPeXHe My3UKe KOPHCTe Ce 32 BHAOBE My3HUIMpPamba Ha AASHHY, TPH
YeMy HH My3HMYapH HU ITyOAMKA He AeAe HCTH QU3HMUKH MPOCTOp, Beh mpocrop mpesxxe — uuTepHeTa.
3ajepHmuko u3Boheme M cAymame oMOryheHo je CriermjasM3oBaHEM COYTBEPHMA M CTPHUMOBABUMA
Ha AyAMOBH3YEeAHHMM IIAATGOPMaMa, a CBaKa 000 MMA HHAMBHAYAAHE YCAOBE M HCKYCTBO CAyIIAmha. 32
Iperae) pasBoja OBHX IPAKCH, Kao 1 AuTeparypy o muma cf. Loveridge 2020. u Rossetti and Bomfim
2021.
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YMHU 32jeAHHYKY Kpearujy Mysudapa u mybauke. ITomro Meanjcka mocpepoBama
ykupajy Ty nosparay copery, C. ®act cMarpa pa KOHIIEpTe M HHXOBEe CHHMbvEeHe
penpesenTanyje Tpeba IOCMATPaTH Kao (YHAAMEHTAAHO PA3AHYHTE BHAOBE
mysuakux uckycraa (Fast 2013). Camune nosunmje 3acryma u Tayea Xapmep
(Tauel Harper) xoju TBpau A2 OHAQjH u3BohemUMa HeAOCTaje ,jouissance’, TO ject
ocehame 3aA0BOACTBA AOXKHBAEHO ,KPO3 HECAMEPAHBY jeAMHCTBEHOCT aorabaja”
opranusosanor yxuso (Harper 2015: 17). Ilpema Xapmepy, TakBo HCKYCTBO
HMMaHEHTHO je U eKCTaTHYHO, OHO Ce He MOXKe OAPXKATH, 3aAPKATH, HUTH YHAIIpeA
nponucary, ,aau he umak ysek 6utu tpaxeno“ (Harper 201S: 22). Mssobema
OHAQjH MMajy IIOTEHIMjaAHO Behy AOCTYITHOCT, a 6yAth Ad TIpY>Kajy HEOTpaHHYEHY
MOI'YhHOCT per[poAyKunje, OHa MOTY Ad IIOHYA€ U Apyraqnje HaYMHE CAyIIara N
KPHTHYKOT BpPeAHOBama moHyheHor caapxkaja. MehyTum, ynpaso Taj OHTOAOMIKH
aCIIeKT MOTEHIMjaAHO 0eCKPAjHOT M CTAAHOT IPUCTYIA HACYIIPOT BUCLIEAAPHOCTH
HEIIOHOBAHMBOT MCKYCTBA KOHIIEPTa Y>KMBO MOrao OH, Kako HcTude Xaprep, aa
IpeACTaBAba IIPEAOMHY TauKy y K0joj ce Mel)ycoOHo pomymyjyha oHAajH 1 n3Bohema
Y>KUBO MOTY IIOCMATPATH U y aHTaroHUCTHIKOM Knydy (Harper 2015: 23-24).

Haxo AoHOCe pasanduTe, 4aK 1 MelycoOHO cympoTHe 3aKmyuKe, HABEACHE HAyqHe
HepCIeKTHBe II0Be3aHe Cy jeAHOTAACHHM CTaBOM O TOME ,Ad TEACCHO My3HYKO
HCKYCTBO Y)XHBO, AULIEM y AHUIle, HHje Y3yPIHUPAHO HAU 3aMEHEHO" y AUTHTAAHOM
OKpyxXemy, ,Beh Aa 3aysuma BaKHy M BHIIEMOAAAHY YAOTY Y KyATYPAAHOM,
KOHTEKCTYaAHOM II€j3aKy” KOjU cCe, 3axBanyjyhu TEXHOAOTHjH, CTaAHO Memba
(Jones & Bennett 2015a: [x]). Ha cauunum BuhemuMa 3acHHBa ce U AEAOBambe
MY3HYKUX IPAKTHYapa Y AUTUTAAHO] ChepH, U TO He CaMO My3HYapa HCKAYIHUBO
POKyCHpaHHX Ha KpeaTHBHA MCTPAXMBAha CaBpeMeHe TeXHOAOTHje M MHTepHeTa,
Beh u msBobhaya m amcambaAa KOjH Cy BUCOKO IIO3HIJMOHUPAHU Y TPAAUIIMOHAAHO
cxBahenom koHnepTHOM cBety. ITprmep pasa Bepanrcke raxapmMoHyje BepoBaTHO
je HajIO3HATHjH, jep Taj OpKecTap Beh Ayro M ycrmemHo pasBuja cBOjy AMUrHTaAHY
KOHIIepTHY ABOpaHy (2008) KojoM yTWde Ha YCIOCTaBbathe HOBHX IOCAOBHHX
MOAEAQ APYTUX BEAMKHX aHCaMbaAa u3 chepe ymeTHHUKe Mysuke. QyHkimornmryhn
Y CKAAAY C Pa3AMYMTUM CTYAMjaMa TPXKHIITA M IOTPeOOM 3a IMPOHAAAKEHEM HOBE
KOHIIEPTHE jaBHOCTU YpOMeHe y IIPOCTOp MHTepHeTa M APYIITBEHHX MPeXa,
AururasHa KOHIlePTHa ABOpaHa bBepamHcke ¢uAxapMoHHje KOHTHHYMPAaHO Ce
3acHMBa Ha Kopuuhery HACABPeMEHHjHX ayAMOBU3YEAHHX AAATa 33 CTPHMOBAbE
KOHI|epara, TO jecT yHampel)emy comCTBeHe AMrMTasHe maargopme ,Ha KOjoj ce
My3HKa AUTHTAAU3Yje U PelpOAYKYje YXKUBO, 1 HCTOBPEMEHO U CHHMA', IITO YHHH
3HavajHe eAeMeHTe cTparernje papa ose urcrurynyje (Rodriguez 2018: 85). Mako
je AeAoBaAa Ha Pa3BOj HOBHX MAPAAUTMHU CAyIIama Mysuke, PraxapMoHuja cBOjuM
IIOCAOBHHM MOAEAOM 3aCTyIIa CTaB ,Ad je HeMoryhe 3aMeHHTH HCKYCTBO KOHIIepTa
Y’KHBO,  T€ Ad je CACBMM OUHIACAHO AQ AWUTHTaAHA KOHI}ePTHA ABOPAHA M HEMA TAKBY
HaMepy, jep je IPBEHCTBEHO OKpeHyTa IIybAuIn Koja Huje y MoryhHocTu Aa mocehyje
KoHuepTHy cary y Bepanny (Rodriguez 2018: 96).

ITanaeMujcke OKOAHOCTH PEaKTHBHPAjy, AAU U Ha APYTaulje HAYHMHe HHTOHHPAjy
IUTakba O KOHIJePTHMA Y>KHBO U y AULTHTAAHOM OKpyerby. Byayhu aa manaemuja jour
yBeK Tpaje, HCIIMTHBAe HCKyCTaBa My3H4apa C Pa3AMYMTHX KpajeBa CBeTa KOjH Cy
AUPEKTHO YKAY4YeHHU Y KOHIIePTHpamhe MOXe Ad AOIPHHeCe HaBeACHOM KOHTEKCTY.
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Wmajyhu y Bupy Ty rao6aany AMMeH3Hjy, y 0BOM papy ¢okycupahy ce Ha MuIsema
0eorpaACKMX My3HYapa U BHXOBA MCKYCTBA y AOKAAHOM OKpyXemy, popMHpaHa
TOKOM IIpBe FOAMHE TTAHAEMUje.

2. METOAOAOIIIKA OKOCHMIIA UCTPAJKHBAA

KBaANTaTHBO MCTpaXKMBaEe IyTeM AHKeTe OTBOPEHOI THIIA M3abpPaHO je Kao
ONTHMAAHA METOAA KOja 61 oMOryhrAa MOAA3HINTE 32 KOH3HCTEHTHO CaTACAABAEbE K
po6AeMATH3AIMjy CTABOBA My3HMYapa IIpeMa HOBOHACTAAUM IPOMeHaMa. Y aHKeTH
j€ y4eCTBOBAAO YKYIIHO [IeTHAeCTOPO My3mdapa. Byayhu aa je ped o usBohaunma xoju
Cy BHIIIECTPYKO IPUCYTHH y My3HYKOM XHBOTY Beorpaaa, 3a ncrpaxusarme je A0
BA)KHO AQ aHKeTa He Oyae aHOHMMHA.® Y H0j Cy y4ecTBOBaAM caepehm ymeTHumIm:
Caobopan Tepuh, Mcnpopa Apamuhanns, Ceaena Jakossesuh, FBan Mapjarosuh,
Muna Menpeaco, /oy6omup Muaanosuh, Maja Muaarosuh, Mupjana Hemxosuh,
Cama Pomuh, Muaom Cumuh, Cphan Cperenosuh, Kara Crojamosuh, Hepa
Cperenosuh Xo¢man, Karapuna IIsjerkosuh u Jeancasera Yusosuh.*

MsBoheme ymeTHHYKe My3HKe IIPEACTaBAbA BEOMA KOHKYPEHTHY MPAKCy Koja
3aXTeBa CTAAHO YAArame BpPEMEHA y YCaBpIIaBalke U OAPXKaBambe H3BONaukor
HuBOA. Mysudyapy Cy 4ecTO eMOIMOHAAHO mocBeheHH CBOjUM Kapujepama, Ia
HX OHe 3Ha4ajHO oppelyyjy Kao AMYHOCTH, jep M3BODHAIITBO 32 HUX 3HAYM HE CAMO
npodecnonaaty peaatHoct, Beh u Hauun xuBota (cf. Cohen and Ginsborg 2021).
ITeTHaecTOpO My3HdYapa KOjH Cy y4eCTBOBAAU Y AHKETH YMHE PeIIPe3eHTATUBHY IPYILy
HCIIMTAHUKA y TOM KOHTeKcTy. Hanme, Hako camMo 4eTBOpPO MysHdYapa MMa CTAAHO
sarocaeme y ussohadkom cexropy (koHkpeTHO, y Beorpaackoj ¢puaxapmonwmju), a
BehuHa paau y MYSI/I‘lK006pa3OBHI/IM I/IHCTI/ITYLII/IjaMa,S ped je 0 yMeTHHIIIMA KOjH
Cy AO TOYeTKa IIAHAeMHje OMAM BeOMa aHTaXXOBAHH KAO KAMEPHH M OPKeCTapCKH
u3Bobaun, a mojeaunn meby muma u xao coamcru. ITopep pasHHMX MOBpeMeHHX
CacTaBa y KOjHUMa Cy HACTYIAAM, CBAKM OA UCIHTAaHHMKA CTAAHH je YAAH HajMame
jeAHOT aHcambAa. AeceTopo MysHuapa HACTyma y OKBHpYy opkecTpa I'yaaunm Cs.
Bopha, serBopo y cacraBy AHcambaa 3a HOBY My3HKY ,I'papuanimTe’, AOK je jepaH
My3Hdap YaaH 06a KaMepHa cacTaBa. ABoje u3Bohada CTaAHH Cy YAQHOBU AHcCaMbAa
» Kebeman®, a mo jeaHO op ucrnuranuka cupa y Cumdornujckom opkectpy PTC-a,
HoBocapckoM kamepHOM aHcambay, Ancambay ,Meramopdosuc’, Bojsohanckoj
OMAAAMHCKOj praxapMonuju, KamepHuM cactauma Classica Aeterna n Nexus, kao u

3 TIpuAmMKOM MOITymaBarka aHKeTe MY3HIAPHU Cy Ce CATAACHAM AQ C€ BHIXOBH OATOBOPH 00jaBe y OBOM
paay-

4 Meby wuma cy suoannucru (6) u Broaucru (4), AOK IO jeAHO Op H3Bobada CBUPa BHOAOHYEAO,
KOHTpabac, yaapasKe, KAQBUP U 060y.

S Aeceropo mysuyapa pase kao npodpecopu M NpepaaBadd Ha My3MYKHM ¢axysreTMma y Beorpaay
(5), Hosom Caay (1), Humry (1) u Kparyjesuy (1), y Illkoan 3a Mysuuxe Tasenre y Rynpuju (1) u
MysudKuM mkoaama y Beorpaay (1). ABe Hajmaabe Mysuuapke, Koje cy cTyAeHTKHIbe OCHOBHEX (1) 1
Aokropckux (1) cTyauja, Hemajy sarocaerbe.
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y Mehynapopunm opkecrpuma Balkan Chamber Orchestra, No Borders Orchestra,
Baltic Sea Philharmonic u omaapusckum oprecrpuma Euphony, Triorka u European
Spirit of Youth Orchestra (ESYO).

HaBepena pasmoBpcHocT omoryhaBa Aa ce Ha OCHOBY m3bopa Masor 6poja
yYeCHHKA aHKeTe IOKPHUje YKAYYEHOCT IIPEACTABHUKA PASAMYUTHX aHcambasa:
KaMepHI/IX nu CI/IM(POHI/IjCKHX, AOMahHX 48 MebyHapOAHHX, Te MabHuX KaMepHI/IX
cacTaBa, Kao U CyOBeHIMOHNCAHNX aHCaMbaAa nomyT Beorpaacke praxapmonuyje u
OHHUX KOju QYHKIMOHHIIY K0 YAPYKelba HAU yCTaHOBe KyAType. Takohe, 6yayhu aa
j€ ped 0 IPeACTaBHULIIMA HEKOAMKO CTApPOCHHX KaTeropHja, HCIIMTHBatbe oMoryhasa
pasMaTparbe CTaBOBA My3Hdapa KOjU Ce HaAase y PasAUdUTHM (azama yMeTHHYKe
kapujepe.®

CrpoBeAeHa aHKeTa, KOja YNHH OKOCHMIlY MCTPAXXKHBaha, OCMULIAEHA je Y TPH
Aeaa. TIpBH Op HHX CAAPKU OCHOBHE MOAATKE O My3H4apy/Mysudapku (crapocHa
rPyla, paAHM CTaTyC, CTAAHO YAQHCTBO y aHcambamma). Apyru ce OAHOCH Ha
nHpOpMaLHje 0 N3BOhAYKMM aKTUBHOCTUMA y TIPOTEKAO]j ropunu: (1) peaausosanu
KOHIepTH (HACTYIH y>KUBO; HACTYIIN OHAQjH); (2) MAQHUPAHY KOHL}EPTH, FOCTOBAbA
¥ TypHeje KOjH Cy ycAeA MaHAeMHje oTKa3aHy; (3) He/OCTBapeHe Apyre aKTHBHOCTH
u mpojexktu (CHMMamwa, paguoHHIE U cA). Tpehy, HajBOXHMjU CerMeHT aHKeTe
o6yxBaTa KOMEHTape M3 AMYHOI NPOPECHOHAAHOT YIAQ, U3HETE KPO3 OATOBOpE
Ha caepeha TPU MHUTamA: (1) Kaxo je maHpeMHja yTHIJaAQ Ha AOXKHBAAj KOHIIEPTa
kao porabaja, meby mssohaumma u mehy my6amkom? (2) Kaxas je Bam cras o
pasankama usmelyy KoHIepaTa yXuBo 1 Ha AuTUTaAHUM MAaTdopmama? (3) Aa am he
HOBOHACTaA€ IIPOMEHE Y KOHLIEPTHOM SKUBOTY TPajHHje 06EASKUTH KOMIIOHOBAbE,
usBolerbe, CAyIIatbe U pasyMeBarbe My3HKe y BpeMeHy [IOCAe KOPOHABHpyCa?

AHKeTa je CIIpoBeAGHa IIyTeM eAGKTPOHCKe IIpelMCKe II0 HaBpIIEeHO] IIPBOj
TOAMHU MAHAeMHje, TokoM armpuaa 2021. ropuHe, Ima Taj AATYM IPEACTaBs>A TOPEY
BPEMEHCKY IPaHHULly HCTPKUBAEbA.

3. YTI/ILIA_] ITAHAEMU]JE HA KOHIDEPTHE AKTUBHOCTHA

YKuAame HAU CMameH OOMM KOHIJePTHHX aKTHBHOCTH IIpep ITyOAHKOM TOKOM
MIAHAEMUje PeryAulle ce eMMAGMHOAOIIKMM MepaMa, a 3aBHCH OA IIePHOAA pacTa
U CITyIITamka eIHMAEMHjCKe KpHBe M IPHCTyIa APKaBHUX M AOKAAHUX YIpaBa U
OATOBOPHHX eIMAEMHUOAONIKMX TeAQ CIpeyYaBamy MKpema KOPOHaBLUpayca.

Y npBoj roAMHM IAHAEMHje OAAOXKEHH Cy MAM OTKa3aHU $peCTUBAAH, KOHIIePTH,
oIlepcke IpeACTaBe U Apyre My3uuke MaHHdecTanuje y yuraBoM cBeTy. Ilojeaune
KoHIjepTHe U omepcke Kyhe momyr Kapaerm xoaa m Merpomoauten orepe
KOHTHHYHPAHO Cy OHAe 3aTBOpeHe 3a IOCETHOLIE, AOK Cé OIPOMAH OPOj MY3HUKIX
HHCTUTYLMja M aHcaM0aAsa ca CBHX KOHTHMHEHaTa Cyod4aBao C AYTOTPajHUM
IpeKUANMA My3HULEIPaba IPeA IIyOAUKOM Y KOHIIEPTHUM ABOpaHama. Bpeme namelyy

6 Yersopo msBohaua je y ABapeceTHM, ABOje y TPHAECETHM, OCMOPO y YeTPAECETHM U jeAHO y
MeAeCeTHM rOAMHAMA KMBOTA.



237

BILJANA MILANOVIC
MUSICIANS' ATTITUDES TOWARDS CONCERT ACTIVITIES IN THE FIRST YEAR OF THE PANDEMIC:
BELGRADE CONTEXT

ABa poaeha 2020. 1 202 1. roauHe 61A0 je 06eAesKeHO IPOMEHAUBUM OKOAHOCTHMA
U HEM3BECHOCTHMA y KOjUMa Cy IIAQHHpame MysHukux Aorabaja m Ayropounmje
IPOjeKTOBakbe PaAd MY3UUKUX HHCTUTYIIMjA OUAHM 4eCTO HeOCTBAPUBH.”

Ilepuop Banpepsor crama y Cpbuju, Koju je Tpajao oA IIOAOBHHE MapTa AO 7.
Maja 2020. ropuHe, Kao U BpeMe HEeIIOCPEAHO MOCAE Hera, IPEACTABASAAM CY HAjAYKH
IpeKup y u3Bolersy MysHKe Ipea IIyOANKOM y 6€0rpaACKUM KOHIJEPTHHM CaAaMa.
Tako je mocaeama Tpehnna maanupane koHneprHe cesoHe 2019/20. ropure, xoja je
TpebaAo Aa ce 3aBpIIH Y jyHY, MOpaAa Aa Oyae oTkazana. Hacrojama pa ce TokoM AeTa
OpraHM3yjy My3HYKH Aoral)aju yraaBHOM Cy OCTajaAa HepeaAHM30BAHA, ITA Cy IPBU
KOHIIEPTH, KOjH Cy OAPXKAaHU Ha OTBOPEHOM, YCAEAUAHU KpajeM aBrycra. Konnepraa
cesona 2020/21. modeaa je y cermTeM6py. 3a pa3AMKY OA BEAHUKOT Opoja 3eMama y
CBETY, Y KOjUMa je IPeACTaBSAkbe MY3HKe YXKUBO IPeA ITyOANKOM TOKOM 3HATHOT AeAd
HAM 9aK TOKOM LIeAOT IIEPUOAQ OA jeceHH A0 mpoaeha 6uao onemoryhero, y Cpbuju
je OHO OHAO AO3BOMSEHO, y3 Kpahe IIpexnae H3a3BaHe OTOPIIAMHIMA EIIMAEMUOAOIIKE
curyanyje.”

Yumenna je, MehyTim, Aa je KoHneprHa cesona 2020/21. y Beorpaay mporumasa
y3 IOBpeMeHa OAAArama M OTKA3HBAa KOHIIEPATa, aAH H A je 6POj MAAHMpPaHHX
My3HIKHX Aoral)aja 610 3HATHO MamU y OAHOCY Ha BpeMe mpe maHaemuje. O Tome, Ha
IpUMep, CBEAOUH PeAyKOBaH My3HUKH mporpaM y 3aayx6unu Vanje M. Koaapia,’
Kao u y pehunu APYTHX KOHILIEPTHUX IPOCTOPA, Meby KOjuMa je 6MAO U OHUX C

7 3a uEpOpManHje U IperreAe CHTyalldje Be3aHe 3a KOHI[EPTHE aKTHBHOCTH y CBETY TOKOM IIpBe
ropuHe maapemuje Bupeti: Classic FM 2020, Bachtrack 2020a; 2020c.

8 VYpeabe, opayke, Hapepabe ¥ pelrera KOjuMa Ce peryAmire HOBOHAcTaAa cutyarmja y Cpbuju op
I0YeTKA [IAHAEMHje HaAa3e ce U3AOBjeHH Ha cajry Paragraf Lex. 2020. Op 24. aBrycra 2020. moueAu cy Aa
Ppaae 6HOCKOIIH, [IO30PHUIITA M KOHIIEPTHE ABOPAHE, a Mepe Koje Cy 0A TaAd O¥Ae Ha CHa3u AepHHMCAHE Cy
Tex ypeabom Baaae objasmenomy Cayscberom iracruxy 16. penembpa (Uredba o merama za sprecavanje
i suzbijanje zarazne bolesti COVID-19 2020), y x0joj je uaarom 10 nperusupano caeaehe: , ITpuankom
OAPIKaBakba jABHUX KYATYPHO-YMETHHUKHX AoTabaja y 3aTBOPEHOM IIPOCTOPY AO3BOSEHO je IPUCYCTBO
Hajsume S00 moceTHAAI]A HCTOBPEMEHO, M TO TAKO AQ CBAKO APYTO MECTO 3a ceperbe Oyae CAOOOAHO 1 Y3
00aBe3HO HOLIeHe 3ANTHTHUX MACKH [TOCETHAAL}A, KAO U 3AIIOCACHHX KOjH yUeCTBYjy y OpTaHM3aIMjH
aorahaja“ (ct. 1); ,Kapa ce jaBHU KyATypHO-yMeTHHUKHU Aorah)aj oApaBa Ha OTBOPEHOM IPOCTOPY,
AO3BONEHO je mprcycTBo Hajsume S00 moceTHAaria MCTOBPEMEHO TaKO Ad ce m3Mely mocermaara
OAPIKaBa AMICTAHIIA O HajMakbe ABA METPA, Y3 06aBe3HO HOIIeHe 3AIITUTHIUX MACKH [IOCETHUAAIIA, KA0 K
3aTOCAEHHX KOjH YYeCTBYjy y opranusanuju porahaja“ (cr. 2). Mcru uaan pomymen je Tpehum crasom
y Bepauju Ypeabe objasmenoj 12. mapra (Uredba o merama za sprecavanje i suzbijanje zarazne bolesti
COVID-19 (2021), xojum ce 3abpamyjy T3B. ecTpaptu porabaju. HaBeaeHH mpomnucy BaKHAH Cy AO
Kpaja eproAa KOjH je TPOydaBaH y OBOM pPaay.

9 Meceuynu pemepToapH C MOAALMMA O OAPXKAHHM M OTKA3aHHM KOHIIEPTHMA y HajBaKHUjeM
KOHIIEPTHOM IPOCTOPY Ipaad jacHo ymyhyjy Ha ymameHy Mysudky mpoaykimjy. Mssemraj o papy
Llentpa 3a Mysuky e ycranose (Dimitrijevi¢ 2020: S0-66) npysxa u Taune 6pojke Koje ce OAHOCe Ha
2020. ropuny. Hanme, kornepru y opranusanuju LlenTpa op moderxa 2020. A0 yBohema BaHpepHOT
CTama OAPXXABAAM Cy Ce y OKBHDY IIeT PasAMYUTHX IMKAYCa, AOK Ce HACTaBaK aKTUBHOCTH op 20.
cenrreMOpa ITa Hapase PEaAM30Ba0 caMo Kpo3 nukayce ,Koaapar — 1B0j cBer mysuke” u ,Beorpascke
npomenape”. Y nmpoaykiuju Llenrpa y 2020. rOAMHE OAPKAH je TPHAECET jeAaH KOHIIEPT, IIPH YeMy je
npe yBolema BAHPEAHOT CTakba PAeaAN30BAHO ABAAECET, A y IIEPHUOAY OA CerrTeMOpa A0 Kpaja AerieMbpa
caMo jepaHaecT My3udKux Aorabaja.
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AyXuM Tay3ama y paay.'’ Ha McTH 3akmydak HaBOAU M caraepaBarbe pecTUBAAA.
Behuna ¢pecTuBasa ycreaa je A2 OAPXKU KOHTHHYHTET, AAK Cy BUXOBA [IAHAEMUjCKA
u3pama OrAa peaansoBaHa y cMameHOM 00uMy. Taxo je Ha 52. BEMYC-y oppsxaHo
cepaM OA TIAAHHMPAHUX ABAHAeCT KOHIlepaTa (cf. BEMUS 2020). MebyHapoAHn
dectusaau pane mysuxe (17-30. cenrembap), opryma (11-18. okrobap), yembara
(16-17. noBembap), xapde (26. oxrobap, 12-13. u 26. penembap) u Apyre cAUdHe
MaHu$eCTalyje yHaIpea €y OnAn ocMuILbeHH Y ckpaheHOj popMu, Y3 IpeTesxHo
yuemhe poomahnx ymerHuka. "'

ITopep ymameHOr 6poja KOHIlepara, IyOAMKa KOja je MMaAa IPHAMKY Ad HX
nocehyje 6uaa je AoopaTHO pepykoBaHa 360r pecTpUKTUBHUX Mepa. Tako je Behuna
KOHIJePTHHX IIPOCTOPA MOTAQ Ad IIPHMA TeK [I0 HEKOAMKO AeCETHHA [I0CeTHAAI.

Y meaoM cBery jom op modeTka KoHIjeprHe cezoHe 2020/21. 6uao je jacHo
Aa usBoleme MysuKe YXHBO IIOApasyMeBa HOBe $popMe IOHAINAbA M HA CLEHH
u y my6annu. KoHiepr kao ymeTHnuku Aorahaj 1 APyLITBEHH PHUTYaA AOXHBEO
je TpaHcpOpMaIHjy Ha rAOGAAHOM HHBOY, YIPKOC IIAPOAUKOCTH Mepa Koje Cy y
PABAMYHTHM CPEAMHAMA PeTyANCaAe My3UIHpatbe Ipea rmybankom.* TTopea Tora mro

10 Ha npumep, AOK Cy KOHILepTH YXHMBO y peasmsanuju Kyarypuor nenrpa Beorpapa 6uam
peAaTHBHO pepOBHH, y3 Kpahe mayse, konuepry y Ilentpy aermx ymernoctu Guarnerius OAP>KaBaAH
cy ce op 9. oxrobpa Ao kpaja 2020. r., Aa 6u npBu KoHIepT y 2021. TOAMHH 6MO OPTaHM30BaH TeK
22. anpuaa (cf. Guarnerius Centar lepih umetnosti 2020-2021). Oaaarame xoHuepara y Tarepuju
CAHY HajaBseno je 6. HoBembpa 2020, Te ce OHH HICY OAPXKABAAM AO KPaja IIOCMATPAHOT IIEPHOAA.
Hernocpeano npe 3arapara 'asepuje, TOkOM OKTOOPa, peaAH30BaHa je cepuja KOHIjepaTa oA HA3HBOM
»MysnKa KOMIIO3HTOPa aKaAeMHKa: ITyToBae 1o Cpbuji’, koja je ocrBapena y AeseT rpapoBa’y Cpbouju
(cf. Srpska akademija nauka i umetnosti 2020).

11  3a mporpame u petase Bupern: Belgrade Early Music Festival 2020, Kulturni centar Beograda
2020-2021, Udruzenje harfista i prijatelja harfe Srbije 2020.

12 Ha npumep, 6poj nocermaara y lasepuju ,Aprrer” y Kyaryprom nenrpy Beorpaaa orpanudes je
Ha 25, a y CBeuanoj caau Cxymnurune rpapa u caau beorpaacke ¢puaxapmonuje Ha S0. Opranuszaropu
cy objaBsuBasn nHGOpMAIHje 0 00aBE3HO]j HAjaBH AOAACKA M Pe3epPBHCAlbY MeCTa 300r OrpaHHYIeHOTr
Opoja ceAMINTa U IIONITOBAbA eMHUAEMHOAOIIKHX Mepa. IIpema moparuma IlenTpa 3a MysuKy, y HpBHX
ABa U1 110 Mecella paaa y 2020. TOAMHM, AaKAe YOUH ITaHAeMuje, 6uao je 3abeaesxeHo 6.850, a y meproay
0 0OHAB&AKGY AKTHBHOCTH, OA cenrTeMOpa A0 aerieM6pa, camo 2.320 moceruaana. Ipurom, y Beankoj
caan KamaruTera 883 cepmimnra 6poj MOCETHAAIIA OA CenTeMbOpa A0 AeLieMOpa BapHpAOo je y 3aBHCHOCTH
op Tumma porahaja u rpeHyTHe enmaemuosomke curyanuje. OppkaBarme KoHIepara us iukayca ,Koaapary
~ TBOj CBET My3HKe", OCTBAPEHO je CaMO Ha MOYeTKy ce3oHe (TPH y3acTOIHA KOHL|EPTa BUOAHHHCTe
Hemame Papysosuha, 28, 29. cenrembpa u 1. okT00pa, U jeAaH KOHIJePT KOPejCKe IHjaHICTKUbE JOA
Eym Con, 17. oxro6pa). Te Mysuuke porabaje, peTXoAHO OAAOKeHE 360T BAHPEAHOT CTarba, IPATHAO
je 1.650 nmocernaana (o 450 na Papyaosuhesum nacrymuma, 300 Ha xouuepry J. E. Con). Llukayc
ybBeorpaacke mpoMeHape’, OAPXKABAH YTAQBHOM Y HEAGAHOM IIPENIOAHEBHOM TEePMHHY IIO3HATHX
»TIpOMeHaAHKX KOHIIepaTa’, OKYIIAA0 je 3HATHO Marbe IyOAKKe, Te je Ha YKYIIHO cepaM aorahaja u3 ose
cepuje 6ma0 camo 670 1moceTHAAIR, IPU YeMy je BHXO0B 6poj 110 KoHIepTy M3HOCKo n3mehy S0 u 200
(Dimitrijevi¢ 2020: 54-55).

13 TToce6HO Pa3HOAMKY OHMAM CY IPOIIMCH O PA3AMYHTHAM OOPACIHIMA CEACHhA, C IPA3HIM CEAHIITHMA
U/¥MIAU PEAOBHIMA, Y3 MpOIucaHy Mel)ycoGHY yAamEeHOCT OA jEAHOT, ABa HAM ABA U IO METPA, IOHETAE
u poparHO 06esbeheny mamomma op maekcuraaca. Takole, y mojeAMHHM KOHIIEPTHHM HPOCTOpPHMA
PA3BHjaHH Cy A€TASHHU EITHAEMIOAOIIKH IPOTOKOAH C TIAQHOM KPeTarha KOjH je 00yXBaTao jeAHOCMepHe
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je OCTA0 PeAAaK M AOCTYIIAH OTPAHUYEHOM OPOjy IIOCeTHAAIL]A, KOHIIEPT Ce H3MEHHO
y TIOTAeAy IpOrpaMcke U perepToapcke koHuemnnuje. [loTucHyTa je crampapaHa
IeAoBedeprba Gpopma Mysuukor sorahaja ycaep decror usbanusama mayse, 3Ha4ajHe
3a OKpeIlverbe My3Hdapa M IyOAMKe U COLMjaAHy KOMyHHKAIHjy Mely mpucyTHuMa.
OrpaungeH 6poj usBohada Ha CLieHH 06€AEXKHO je pellepToapcKe CTpaTeruje Koje cy
Ce MpeBAaCXOAHO GOKycHpase Ha M30OP A€AA 32 COANCTE U Marbe KaMepHe CacTase,
ymyqyjyhn U CUMQPOHHU]CKYy AUTEpPATypPy y PeAyKOBaHO] MHCTPyMEHTALUju 3a
KaMepHH aHCaMOA. AOK Cy XOPCKa AeAd 3HATHO IIOTHCHYTA C PeliepToapa, APACTHIHO
je cMameHO U usBoljerme omepa, Koje je y MAHAEMHjCKIM YCAOBHMA IPEACTABAAAO
HajCAOKeHHje H3Bohauke nsasose."

Hasepene Tpancdopmanmje obesexsse Cy U KOHTEKCT My3HUKOT H3BODamITBa
y camoMm Beorpapy op mouerka cesome 2020/21., koja je IpeBacXoAHO 6uaa
obeAesxeHa KAMEPHUM 3BYKOM M COAMCTHUKOM MY3MYKOM AHTEPATYypPOM y CBHM
KOHIIEPTHHUM IPOCTOPHMA. BeAnKy cyOBeHIIMOHNCAHN AHCAMOAU KOJU Cy Ce HAIIAH
npeA BUIIECTPYKUM MHCTHTYLIMOHAAHMM OAAYKAaMa IOKAa3aAU Cy PasAMYUTE HMBOE
AAANTHOMAHOCTH y HOBOHACTaAMM oOKoAHocTMa. Ha mpumep, Cumdonujcku
opkecrtap PTC-a ocTBapuo je cBOje KOHILlEpPTHe aKTUBHOCTHU IIpeA ITyOAMKOM Ha
IIOYEeTKY Ce30He, a 1o HacTyry Ha BEMYC-y ycaepraa je mecToMecedHa Imaysa y paAy
opkectpa.'® Ancamba Onepe Hapoaror nosopumra u Beorpaacka ¢puaxapmonuja
yAaraAu Cy KOHTHHyHPaHe Harlope y IPOMeHe YCTaseHUX CTPaTertja CBOT AGAOBalba,
C IIMAEM AQ OCTAHY Y AUPEKTHOM KOHTATKY ¢ IybarkoM. OAAYKa AQ Ce M3 CIjeHCKe
IpOrpamMcKe KOHIjEIIHje mpeMecTe y KOHIIepTHY cdepy papa omoryhuaa je Onepu
Ad KpO3 KOHIjepTHA HM3BOlea cerMeHaTa ONEPCKUX A€Ad M TEMATCKe KOHIjepTe
npoHalje npuxBaTAUBe BUAOBE IIPEACTABAAA COAUCTA, YAAHOBA OPKECTpa U xopa.'®
Beorpapcka ¢puaxapmoHuja ocTBapHaa je cepHje KOHIlepaTa y CBOjOj KAMEpPHOj CaAH,
usBoaehu rcTH IporpaM y HeKOAMKO KOHIIepTHHX TepMHHA 300T OrpaHuYeHor 6poja
CAyIIaAaria. 3a pasAmKy op aHcambaa Ormepe, KOjU je 0CTA0 y AOMUHAHTHO] cdepu
omepckux Hymepa, Puaxapmonuja ce Ppokycupasa Ha crposolerme mporpamcke
KOHIIEMIIMje CTUACKH PAa3HOBPCHMX KaMEPHHUX OCTBaperma 32 Pa3AMYHMTE CacTaBe,

cucTeMe 3a yaasak M m3aasak my6amke (Bachtrack 2020a). Y 6eorpaackuM KOHLiepTHHM carama
M30CTajaAr Cy TaKBH ACTAMbHU.

14  Opkecrapcxka pyrma, Koja je OOMYHO CMeIITeHa y3 orepcKy buny, Hema MmoryhHoCT poBeTpaBarmba,
I1a Cy OIlepCKe MHCTHTYIHje IIprberapase pasAMIMTHM pellerhMa Kako 61 obesbepnse mpeacrase. Ha
npumep, X0AaHACKA HAIjIOHaAHA ortepa mosehaaa je mpocrop 3a opkecrap, Onepay Pyany nckopucriaa
je aeo cepmmiTa y myOAnIH A2 0ca060am MecTo 3a Mysudape, Omepa y Iupuxy crpumoBaaa je 3ByK
opkecTpa ¢ Apyre Aokanuje, a Omepa ,3anep” u3 ApespeHa HAITYCTHAQ je HAEjy CIeHCKOr u3Bohema y
KopHCT ckpaheHOT, KOHIIEPTHOT MPEACTaBMaba My3HIKOAPAMCKUX ocTBapema (Bachtrack 2020a).

1S  Opxecrap ce BpaTno mpep mybanxy Tex 27. anpuaa 2021. roauHe, IleAOBeYePHUM KOHIIEPTOM Ha
yKoaapuy“ 3a aeTasme o konnepruma cf. RT'S Muzicka produkcija 2020-2021.

16 VsBobema cy 6rAa KOHIJMIIMPaHA TAKO AQ YAAHOBM XOpPAa M OPKECTPA HACTYIjy y KAMEPHHM
dopmarmjamMa, AOK Cy OIEPCKM COAMCTHM HACTYIAAUM Y3 KAAQBUPCKY HAM IIPaTEy PeAyKOBaHOT
opkecTapckor cacTasa. Mysudapu cy 6MAM CMelITeHH Ha CLieHH, Ha Mel)ycobHOj yaameHOCTH, @ AyBauKa
cexrmja 6mAa je opendeHA IAPABAHMMA OA IAEKCHTAAca. Y3 MHOpMaIHje 0 My3uukuM aorabajruma
HaBoheHO je A Ce OHH OAPIKABAjy y3 MOIITOBAK:E CBUX €ITHAEMHOAOIIKIX MePa 3alITHTe KOje IIPOIUCyje
Kpusnu mrab. 3a perame 0 Hacrynuma u peneproapy cf. Narodno pozoriste u Beogradu 2020-2021.
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yKmydyjyhu u npemmjepeHa msBohema HeAOBOAHO IIO3HATHX U HeyoOH4YajeHe
apamKMaHe IMO3HATHX M TOMyAapHHX kommosunuja.'’ Tako cy y mocMarpaHoM
cerMeHTy KoHIepTHe ce3oHe 2020/21. amcambau Omnepe u Ouaxapmonuje
[PEACTaBA>AAN HAjaKTHBHUje aKTepe jaBHOT My3HUUYKOT XUBOTA. '

Vmajyhu y BUAY YKPATKO OLIPTaH KOHTEKCT IIAHAEMHjCKUX KOHI[EPATa OAPYKAHHX
YKHBO IIpep ITyb6AMKOM, 3HaYajHO je ucTahu A2 Cy HOBe OKOAHOCTH BHIUIECTPYKO
CyKaBaAe pap aHcaMbaAa U coancTa. To ce MOXKe YOUUTH 1 Ha IPHMepPY aHKETHPAHUX
mysuuapa. ITopep OTKasuBama ¥ OAAArama IIOJEAMHHMX KOHI|EpATa y 3eMiH,
OTKA3aHU Cy CBH HUXOBU IIPETXOAHO IAAHUPAHH HHOCTPAHM HACTYIIH M TypHEje,
Ka0 M IIEAATOIIKe aKTUBHOCTH IIOjeAMHAI]d HA HHOCTPAHHMM CIIEIUjaAMCTUYKIM
KypceBuMa. 3aycTaBseH je U pap y Mel)yHapoaHMM opKkecTpuMa, a 6poj aKTUBHHX
Aomahux aHcamM6aAa y KOjuMa Cy paHHje PEAOBHO MY3UIJUPAAU 3HATHO Ce CMABUO. Y
IIOCMATPAHOM MePUOAY KoHIjepTHe ceone 2020/21. yerBopo uaanoBa Beorpaacke
rAXapMOHHje HACTYIIAAO je y OKBHPY PEAOBHOI Papa OBOT aHCaMbAa,' peceTopo
AHKeTHPAHMX My3HdYapa CBHPAAO je Ha KoHIepTuma I'yaada Cs. Hopha, oapsxanmm
npep mybauxoM y Beorpaay (31. oxro6ap) u Crapoj Ilasosu (1. nosembap),”
AOK je IO jepHa My3HWYapKa HACTYNHAA Ha KOHIEPTHMA jOII TPU OpKecTpa:
yMetamopdosuca“ y Beorpaay (20. cenrembap),”’ Bojsobharckor cumponujckor
opkecrpa y Yopranosuuma (29. centembap) u Hosom Capy (27. aeuembap; 9.
ampuA)** M JKEHCKOT MHCTPYMeHTaAHor aHcambaa Almazian Symphony y Beorpaay
(2S. oxrobap) u Hosom Caay (HOMYC, 26. okrobap).”> Mysudapke cy 6Guae
AKTHBHE Uy CBOjCTBY COAUCTA U KAMePHHX M3BOhaya. PecuTase M COAMCTHYKe HACTYIIE
ocrBapuae cy Kara Crojanosuh, Cama Pomuh, Muna Menpeacor, Hepaa Xopman
Cperenosuh u Jeancasera Ynsosuh, a y OKBHPY pasAMYMTHX KAMEPHHX CacTaBa
koHneprupase ¢y Cama Pomuh, Mupjana Hemxosuh, Mcupopa Apamuhanus,
Jeauncasera Yusosuh u Muna Menpeacon.”

17 Tpyaehu ce aa craano mpeacTaBsa pasandnTe CeKiuje cBOr opkectpa, Praxapmonuja je oppxkaa
u cBoj pecrusaa (2-13. pebpyap 2021). 3a AeTame 0 IpOrpaMuMa aHcaMbAa y IOCMATPAHOM IIEPUOAY
cf. Beogradska filharmonija 2020-2021.

18 ObjaBmyjyhu pemeproape Ha MeCeYHOM HHBOY, 0be HHCTHTYIje OCTBApHBAAE CY IPOCEIHO 10
HEKOAMKO KOHIIepATa MEeCEdHO, AAH je BUXOB OpOj BAPUPAO Y 3ABUCHOCTH OA TPEHYTHHX OKOAHOCTH.
Ha npumep, Ouaxapmonuja je y cenreMbpy opprkasa 3, y okroby 8, y HoBeMbOpy S xommepara. ITocae
IpPOAY>KeHe HOBOTOAMIIE€ [Tay3e K IIOrOPIIAHKX eITHAEMHOAOIIKHX YCAOBA YCAGAHAO je 13 KoHIlepara y
debpyapy, 7 y mapry u 10 y anpuay. ITopea HaBepaeHor, Tpeba rcrahu Aa cy 06e HHCTHTYIHje HAacTOjaAe
AQ AO IyOAMKe AOTIPY M CBOjUM HACTYIIMMA HA OTBOPEHOM, y ypOaHuM mpocropuma rpapa. Takobe,
DuaxapMoHHja je OCMHAMAA 1 TIpOjekaT ,Mysuka cBypa’, Koju 3aBpelyyje sace6Ha ncTpaskuBama.

19  Peuje o Mapuju Hemkosuh, Camu Pomuh, Cesern Jaxosmesuh 1 FiBany Mapjanosuhy.

20 Caobopan Tepuh, Mcupopa Apamuhanus, Cesena Jakosesuh, Mura Menaeacon, /oybomup
Musanosuh, Maja Musanosuh, Muaom Cumuh, Cphan Cperenosuh, Kara Crojanosuh, Karapuna
IIsjerxoBuh u Jeancasera Yusosuh.

21 Kara Crojanosuh.

22 Cama Pomuh.

23 Karapuna Isjerxosuh.

24 Kara Crojanosuh oppxasa je Tpu coaucrmuka konuepra: y Beorpapy (Tanepumja CAHY, 12.
oxrobap; Tsapnepujyc, 6. nosembap) u Kparyjesuy (Caaa Ilpse rumuasuje, 8. Mapt). ABa pecurasa
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Mako HejeAHAKO AKTHBHM y KOHIIEPTHpAlby IIpes IMyOAMKOM, aHKETHPAHH
My3HYapH ACAUAU CY CPOAHA IPOdEeCHOHAAHA HCKYCTBA M3 IIPBE TOAMHE IIAHAEMHje,
0 YeMy CBepOve U BHXOBU KOMeHTapH u3 Tpeher cermenTa ankeTe. Pasmuisajyhu o
OATOBOPY Ha IIPBO IIHTakb€, KOje Ce Be3yje 3a yTUIIAj ITAHAEMH)e Ha AOJKHBAAj KOHIIEpTa
kao porabaja, melyy usBohaunma u mehy mybauxom, Behuna mux poxycupasa ce Ha
eHOMEH OACYCTBa M CMameHOTr 0bKMMa KOHIIepTHUX Aorahaja, AOK ce HeKOAMIIMHA
My3HWdYapa AeTasHHje OCBPHYAA HA acHekTe TpaHCPOpMHCaHe (UIHOHOMIje
KOHIIEPTa U OAHOC IIpeMa IOCACAMITAMA Te II0jaBe.

3. 1. O 0ACYCTBY H/HAH PEAYKOBAHOM BPOJY KOHIJEPATA OAPKAHHUX Y>KHBO

YumeHNIa Ad Ce YaK AeBETOPO My3HMYapa IPBEHCTBEHO ycpeacpelyje Ha murama
IPUCYCTBA/OACYCTBA KOHIIEPTHHX AKTHBHOCTH Yy HOBOHACTAAMM OKOAHOCTHMA
jacHo ymyhyje Ha 3Ha4aj OBe AGAATHOCTH Y BHXOBO]j IPO(ECHOHAAHO], AAN U AUYHO)]
HMAEHTHPUKAIH)U.

Hanme, mectopo ymeTHHMKa rOBOPH O HOCTAATMjH M €KCIAUIIMTHO MCKa3yje
ocehame HepOCTaTKa My3MYKMX aKTHBHOCTH OA IIpe IAHAEMHje, IITO UX BOAH Ka
3aKAYUKY O TI0jaYaHOM HHTEPEeCOBakby My3Udapa U ITy OAMKe 32 OAPXKABarbe KOHI[epaTa
KOjH IIOCTajy Ba)XHHjU HETO Yy PAaHHMjUM OKOAHOCTHMA.

ITampemuja je mopemeTHAa CBAKOAHEBHH JXHMBOT, PaAHY PYTHHY M yCTameHe
HAaBHUKe, [Ta Ce HOCTAATHja 3a U3ryOAeHUM II0jaBAyje Kao jeAHO op decTux ocehara.
Ha mera pepepupa Hepa Xopman Cperenosuh koja mpumehyje ,Aa cBe akTuBHOCTH
KOje Cy HeKaAa b1iAe HOpMaAHe U ITOApasyMeBajyhe, capa mocMaTpamo ca AUCTaHIje i
ca usBecHOM A030M HocTaarHje”. To ocehame HepocTaTKa 1 MoTpebe 3a yekpahenum
Beayje ce 3a HacTyIIe, aAr ¥ 32 mpobe. Carma Pomuh 3amaska Aa je KOHIIEPT , AparoreH
Aorabaj xor ce yxxeaeaa Haira Iy6AuKa, a 1 Mu camu’, Musa Menpeacon npumehyje
»Aa Cy u3Bohaun, a MoceOHO ITyOAMKA, IIOCTAAM Y IIPABOM CMHCAY PeYH TAAAHH U
KeSHH KYATYpPHO-yMeTHHIKUX Aorab)aja’, a Karapuna I]sjerkoBuh nsHocu eaemenTe
HeKapalllibe TPOPecHOHAAHe PYTHHE MY3HYapa, KOjH y IPOMEHEeHHM YCAOBHMA
M30CTajy: ,u3Bol)adMMa MHOTO HeAOCTaje aTMOcdepa ca 3ajeAHHUYKUX mpoba u

Came Pomuh ¢ xapducrkumom Muaanom 3apuh ocrsapena cy y HoBom Capy (11. cenrrembap) u 'y
Beorpaay, y oxsupy ¢ecrusasa Ouaxapmonuje (9. pebpyap), a ABa koHiepra Mune MeHpeAcOH
¢ uraamjanckuM mujanucroM Hasapenom ®epyhom [Nazareno Ferruggio] y Bpmaukoj Bamwu (14.
nosembap) u Beorpaay (1S. nosem6ap). Heaa Xodman CpereHoBnh KOHLEPTHO je IpeACTaBHAA
cBOj koMnakT auck Apuiimuja (Tanepuja ,Aprrer, 2. HoBem6ap). Y oxsupy axrusHOcTH Kareape 3a
IyAQuKe HHCTPyMEHTe HACTYIIAAA je M KA0 KAABUPCKM CAPAAHHUK CTYAeHTKHIbe JeAncasere Ynposuh u
Apyrux Maapux ymernuxa (Guarnerius, 7. peuembap; CKL, 4. de6pyap; Beanxa aopana Koaapuese
3apyx6une, 25. pebpyap). Mehy kamepHuM koHLepTUMA Heka GyAy IOMeHyTa ABa Aorahaja us cesone
OuaxapmoHuje: Mysunuparme Mupjane Hemkosuh y ckaomy kaasupckor Tpuja (9. dpebpyap) u Cesene
JakoBmeBuh y OKBHpY IyAQUKOT KBapTeTa H KAQBHPCKOT KBUHTeTa (22. 1 23. alpHA), 3aTUM, KOHI|epT
Ha mpernocaepnoj Bedepu HOMYC-a, Ha xojem je Cama Pomuh cBupasa kao usaHMIja KBHHTETA
U cemnTeTa, Te KOHUEPT KaaBupckor Tpuja Classica Aeterna y KojeM, Kao CTaAHHM 4AaH, HacTyna Muna
Menpeacon (,Koaapan', 14. anpua).
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[O3UTHBHA TPeMa IIpeA HACTYII, IIOTOTOBO ITOBPAaTHA MHGOpMAaLHja IIyOAKKe 3a Ljeo
YAOXKEH TPYA U Paa’.

KoHmepr ce y MHOTMM KOMeHTapHMa IIOMHEbE KAO PEAAK F €KCKAY3UBaH Aorabaj,
Ia OBa IpyIla My3HMdYapa CMaTpa ,Ad je capa BEAMKO HMHTEpeCcOBabe 3a HACTYIIE
yxuso“ (C. Cperenosuh), Te pa ,koHUEpT [...] u3Bohaumma u my6amnu mpyxa
Behe 3apoBomcrBo Hero y ‘muphuMm’ Bpemenuma“ (H. Xo¢man Cperenoswuh).
yPearnsoBame U IAQHHpame OMAO KAKBUX KYATYpHHX Aorabaja mocraao je Beoma
HEHM3BECHO, a KA Ce HEeIlITO OCTBApHU — BeoMa cMo cpehnu’, HaBoar Mura MenpeAcoH
U HCTHYe AQ HAKOH KOHIIEPTA IOCTOjH ,03aPeHOCT” My3udapa U IIyOAuKe, KOjy
pannje Huje npuMehuBasa. Y3 CHOXXHMjY 3aHHTEPeCOBAHOCT U II0jadaHa IIO3UTUBHA
oceharsa Be3aHa 3a HACTYIIe Y)KHBO, KOHIIEPT 32 CaMe My3HdYape [OCTaje U3PasUTHja
NpOJeCHOHAAHA, AAM M JKMBOTHA BpeAHOCT. O TOMe HEABOCMHCAEHO CBEAOYH
caepehu craB Maape BuoannncTkume Kare Crojanosuh:

»Y MOM CAy4ajy, KOHLIEPTH Cy AOOHMAM Ha BOXKHOCTH y TOKy IIAHAEMHje, jep caM HX
panmje yemrhe nMaAa, HajMarbe jeAHOM MECEYHO, Te CaM HX y3HMaAa ‘3APaBO 32 FTOTOBO,
OHAM Cy cacTaBHU Ae0 Mor XuBoTa. Cap je CBaku KOHLIEPT APArolleH M 3HA4ajaH, U
TPYAHM Ce A My TaKO H IPHUCTYIINM, A2 Ce AOOPO IIPUIIPEMUM, KO Ad je IOCACABHL

3a PasAMKY OA HaBEAGHMX CTaBOBA, YUMHAK IAHAEMHje Ha M30CTaHAK PEAOBHOT
My3HIIpaba Ipej ITyOANKOM IIOCMATpa Ce M KPO3 MpH3My HerarmBHMX ocehama
THOMyT CTpaxa, yckpaheHOCTH, 3a6pHHYTOCTH U HEM3BECHOCTH, O KOJHMA AUCKYTYyje
Tpoje Mysudapa. IbuxoBM KOMeHTapu AOHOCE XeTepOreH CKYI pPa3MHILbamba
O TAAQHHPAKYy M PEAAHM30Baly HACTYIA, MHTEPECOBAMmY IyOAMKe 3a KOHIEPTE,
eHTy3Hja3My U3Bol)aua, yrpOKeHOCTH My3HUKe MPOdeCHje U pearoBamy MHCTHTYLHja
Y CHaAQXey C HOBOHACTAAOM CHTYaIlHjOM.

Taepumre Mupjane Hemxosuh o Tome pa j€ HOBOHACTaAa CUTYyallHja ,CTOIMPaAa
HHTepecoBame ITyOAUKe 3a KYATYpHe aora)aje” i Aa je THMe yMareH 1 eHTy3Hja3aM
u3Bohaya, cympoTHO je mpeTxopHMM KoMmeHTapuMma. ITopep Tora, Hemxosuhena
jeAHHA TIOMUbe HHCTUTYLIHje, ICTUIYhE Ad CY OHE , AOCTa HeaXyPHE KaAa je y IUTAkby
CHAaAQKeHe y HOBOHACTAAO] CUTYALUjHU, Te Ad ,IIOCTOjU CTPAX OA OPraHH30BambA
6HAO KOje BpCTe yMeTHHYKOT eppopManca’,

Ha mocrojame crpaxa ocsphe ce m Mpan Mapjanosuh, asu ra Besyje 3a
YTPOXXEHOCT caMe IIpodecHje Ha MOYeTKy IaHAeMuje: , BTy 3aTBoOpeH 1 MAamuTH ce
3a er3UCTEHIINjy OBe Ipodecuje yKacaH je AOKUBA). MelyTum, HeraTusHa ocehama
OH OINHUCYje Kao MPUBPEMEHO CTame, KOje je HeCTaAO C ACAUMHUYHUM IOBPAaTKOM
KOHILI@PTHOT KHBOTA:

»Kapa caM mocae Bumemeceuse mayse AOGHO IIPHANKY AQ 3aCBUPAM IIPeA ITyOAUKOM,
MaKap M OCETHO CMareHOM, ocehame HECHI'yPHOCTH je HECTAAO U JKUBOT je TIOAAKO
II0Y€0 AQ AMYM Ha OHaj npe maHaemuje. CTeKao caM yTHCAK Ad je MCTH CAYYaj K KOA
my6avke.”

Ocehame crpaxa camo je jeAHa OA AUMEH3Hja CAOXKEHHX ITpobaeMa yckpaheHocTH
usBobhaua u mybamke 3a Mysmuke porahaje, o uemy pasmumma Caobopan Iepuh
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KOjU OIpTaBa HHU3 COIIMjaAHO-KOHOMCKHX U KYATYPAaAHMX IMOCAEAMIIA M30CTaHKA
PeAOBHOT KOHIIepTHpama:

»L--] Hemoryhaoct wmactymama je oaysuMame OCHOBHE AEAATHOCTU CBAKOM
KOHIIEPTHOM u3Bobhauy, a Hajrope op cBera je HeoppeheHo Bpeme Tpajama
pecTpuxuuja. [...] Cako NAQHMpPae KOHIEPTHUX aKTUBHOCTH jeé BeOMa OTEXaHO.
IToceban mpobaeM je 3a Mysudyape KOjH HHCY CTAAHO 3allOCAeHH Beh MM je jeAuHU
IIPUXOA KOHIIEPTHO ACAOBAEbE.

ITybanka je Taxobhe yckpaheHa 3a pepOBHa KOHIIEpTHa AelllaBarba. Y BpeMeHHMa
KaAQ je MHaue CBe TeXe MAACHPATU M GUHAHCHPATH YMETHUUKY MY3HUKY, TaHAEMU]ja
3aAaje jak yaapal CBUMa KOju ce 6aBe OBMM ITOCAOM. Ped KyATypa 3Ha4u Herosabe, a
TO je roToBO HeMoryhe y oBUM yca0BHMa [...]. TToa TuMe oApasymeBaM u HeroBame
mybAVIKe, PEAOBHHM KOHIIEPTHHM AelaBamuMa. Ilybanka je 30o0r maHpeMmuje
AOAATHO yTIAQIIEHAa MAEjOM AOAACKA HAa KOHIIepTe, HAKO Ce Ha KOHI[ePTHMA IIOLITYjy
enupemujcke Mepe. CBe TO je AOAATHA QpycTpanuja, KAaKO 32 YMETHHKE, TaKO H 3a
1y 6AMKY.

3.2. O TPAHCOOPMHUCAHO] PU3UOHOMHUJU KOHIJEPTA

M3 opAroBopa Ha IIPBO [IUTAHE AHKETE U3ABOjHAQ Ce 3acebHA TeMa O HCKYCTBUMA U
AOKHIBAQjIMa My3HIapa 1 ITy OANKE HACTAAUM YCAEA TPAHCPOPMUCAHOT KOHIIEPTa KA0
aorabaja. Mako Behu 6poj Mysudapa momume U3MereH H3rAep KOHIIepaTa, CaMo IIeT
KOMeHTapa obyxBara 1 HeIIOCpeAHe YTHCKe Koje OBa IIpoMeHa n3asusa. Hajuemhe ce
npumehyje roroBo mpasHo raepaawure. JearcaBera YuBosuh H3HOCH AQ je ,lTOMAAO
TY>KHO BUAETH BeOMa MAAHM OPOj AYAU Y IIyOAMIIN®, AOK OCTAAM M30CTAHAK ITyOAMKe
BHAe K0 IPOOAeM KOjU OTexxaBa HAcTym Mysmdapa. Ilpema cepouersy Hcupope
Apamuhanus, uzBohauy je Hajrexxe Aa Mysunupa y mpasHoj caam: ,Ilybauxa je
HHTETPAAHH A0 CBAKOT HacTyma. 360r Tora, MCTHYE OHA, ,HEAOCTATaK IpeHOca
eHepIuje UTeKaKo Ce MOXKe OCeTHUTH Ha KOHIIEpPTHMA KOjU Ce OAPIXKaBajy 3a BpeMe
BaHpeAHOr crama.” HeraruBHe edexre ImprMeHe IIPOIKCAHOI OrpaHUYera Opoja
MIOCeTHAALIA, AU M APYTUX PeCTPUKTHBHUX Mepa, Maja MraaHoBuh AoxuBsaBa Kao
HOBe M TeIIKO NPUXBATAUBE eAeMEHTe KOHIIEpTa: ,Taj BU3YeAHH (2 M aKyCTUYKH)
MOMEHAT je HOB 3a My3Hdape ¥ Ha TO Ce He MOXeMO TeK Tako HaBuhu, Kao HU Ha
ImybANKYy KOja HOCH Macke. AOXMBAAj KOHIIEpPTa KAO HEIITO CAacBUM HOBO 3a
YMETHIKe AeTasHO KoMeHTapuie u /oybomup Musanosuh. HaBoaehu peayxosany
Iy OANIKY, H30CTAaHAK [1ay3e, HOIIEHhe MACKH 1 YCIIOCTABAAISE AVCTAHIIE Y TACAAAUIITY
U Ha CljeHH, OH mnpuMelyje HU3 HEraTHBHUX IIOCAEAUIIA OBUX PeCTPHUKIHja, Te Y
3aKAYIKY pedepHpa Ha yMameHy KOMYHHKATHBHOCT My3HYKOr aorabaja, ocehame
yCaMAeHOCTH U OTyherba y KOHI[EPTHOj CAAH:

»AKO 6UX MOPaO jeAHOM pedjy Ad OIMIIEM HOBOHACTaAy KOHLIEPTHY ‘HOPMAaAHOCT
[...], To 6u cBakako 6usa AUCTAHIIA. U To y cBakom mnoraeay. Camum TuM je
AOXKUB&Aj YMETHHUKA 1 ITy6ANKe, 6e3 MHTEpAKIMje U Y HEKOM YYAHOM ‘CaMOBamy’ y
KOHIIEPTHOj ABOPAHH, IOBPIIAH."
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3a pasauKy op ocrasux Mmysmdapa, CeaeHa JakoBmeBuD HACTOJH AQ caraepd U
[O3UTHBHE eAeMeHTe IPOMeHa Yy AOMeHY KOHIlepTHpatba, H3Hocehu cBoja Bubema
U3 MepCIieKTuBe YaaHa beorpaacke puaxapmonnje. ,OBa cuTyarmja uMa 1 CBOjUX
A0Opux crpaHa’, HCTHYe OHa, oOjambaBajyhu Aa usocraHak cuMGOHHUjCKe My3HKe
1 QOKYCHPAaHOCT ,Ha KaMepHO My3HLHpame 300I MPONNCAHHX Mepa“ Ipyxa
yHeKe HOBe MOryhHOCTH U MCKyCTBa 3a YAQHOBe cuM@oHHjcKor opkecTpa.” [Ipema
HBCHUM Pe‘IHMa, MYSI/I‘IapI/I HHTEH3HUBHO paAe Y MambHM IpylnaMa u HpO@eCI/IOHaAHO
ce yHampelyyjy xpo3 HOBOOAaOpaHy AuTeparypy. JakoBsesuheBa ce ocsphe u Ha
[OHABAabe My3HIKkux sorabaja: ,ITyOAuxke je MaAO Ha KOHIIEpPTHMA TAKO AQ CBUPAMO
TpHU BeYepH 3a PeAOM HMCTH Hporpam (Ha Taj HAYMH TPYAUMO Ce AQ HAC IUTO BHIIe
MyAH Uyje).

YBUAOM y HaBepeHe KOMEHTApe MOXKE Ce 3aKAyIHTH Ad CY PA3BAUYUTU ACIIEKTH
(peHOMeHa OACYCTBA M/HMAY CMAEeHOT IPHCYCTBA KOHI[epaTa U IIXOBE U3MeIbeHe
¢usroHOMMje y TPBOj TOAMHHM IAaHAEMHUje IIPeACTaBASEHHM M3 HelmOCPeAHOT
IPOECHOHAAHOT HCKYCTBA, Te€ OCBETAEHU M3 AUYHE AOXKHBAQjHE IIepPCIEKTHBE
KOHI|epTHHX Mysudapa. Maan 0Opoj KoMeHTapa HaAasu ce y MebycobHO]
CYIIPOTHOCTH, & AOMUHHPA BUCOK HUBO KOMIIA€MEHTAPHOCTHU HCKA3aHUX MUIIAEHHA,
jep ce PasAMYUTH YTAOBH PasMHIIbAIA Y BeAHKOj Mepu MehycobHO aomymyjy. OBa
CAVIKY AOAATHO he mpenusupary pasMaTpare OATOBOpPA Ha APyra ABa IIHTAEba U3
aHKeTe.

4. KOHL[EPTI/I Y2KHBO 1 HA AUTUTAAHUWUM ITAATOOPMAMA

ITosnaro je Aa je mpecTaHak KOHIIEPTHHX aKTMBHOCTH Ha IIOYETKY MaHAEMHje
610 ObGeAexkeH IpeMelITakheM My3UYKHX aKTHBHOCTH y IPOCTOP HMHTEPTHETA.
Aok cy OpojHH MysMYapH HAa APYIITBEHMM MpeXama oO0jaBmoHBaAM CBOje
My3HYKe BHAEO 3allFCe M3 M30AALUje, My3UdYKe U OIEpPCKe MHCTHTYLHje Ca CBUX
KOHTHUHEHATA TPYAHAE CY Ce Ad 3aApIKe KOHTAKT C IyOAUKOM KPO3 OTBApabe CBOjUX
ayAMOBU3yeAHUX APXUBA, 6ECIIAATHO EMUTOBabe KOHIIEPTHHX [IPEACTABA U3 IPA3HUX
CaAa, KaO M CHHMaKa OCTBaPeHHX IIyTEM Pa3AMIHNTHX BHAOBA MYy3HULMpabkba Ha
Aasuny. Y Beorpapy cy Hajopxe pearoBaan Hapoaro mosopumre u Beorpascka
¢uaxapmonuja. [Tosopuumre je yBeAO Ipakcy eMUTOBAEbA CHUMAKA CBOJUX APAMCKHX,
omepckux u 6aserckux mpeacrasa (cf. M.B./R.PN. 2020), a ®uaxapmonmuja je
OCMHCAMAQ OHAQjJH CE30HY KOjy je YNHHO AMHAMUYaH CII0j 3ByYHUX M BUACO 3alluca
13 QpHAXapMOHHjCKe apXHBe, TEKCTOBA, Ka0 U 6A0roBa yaaHosa opkecrpa (cf. Beo-
gradska filharmonija 2020). MebyTum, AOK Cy y MHOCTPaHMM CpeAMHAMA Pa3AMYHTH
Ha4MHU U3BOl)erba Ha AASHHY IIPEACTABAAAU BEOMA 3aCTYILbEHY IIPAKCY OBE3UBAbA
YAQHOBA aHCAMOAQ, KA0 U YAPYKHBara My3H4apa ¢ MehycoOHO yaameHIX AOKarmja
Y PeaAn3oBatsy 3ajeAHIHYKHX U3BODauKIX [IOAYXBATa, TAKAB BHA My3HLIpama 61O je
peaak y 6eorpapckoj cpeaunu.”

25 Ha npumep, y okBupy oHAajH ce30He Beorpapcke ¢praxapmoHuje objaBseH je cHUMaK uaBohema
Apyror craBa KoHilepra 3a BHOAMHY, BUOAOHUEAO M KaaBup Beropena [Ludwig van Beethoven], y
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MHOru MHOCTPaHHM aHCAMOAM, a HAPOYUTO OHM KOjH Cy Ce CyOdYaBaAH C
AYTOTPajHMM IIay3aMa y PaAy, HACTYIIAAH Cy y OHAQjH $OpMATy TOKOM Ce30He
2020/21. Ykoauko je mocrojasa u MoryhHocT 3a usBohema yX1BO, KOHIIEPTHPabe
peA ITy6AMKOM YABAjaHO je y OHAQjH cdepu.’® Y Beorpaay cy KOHIepTH OHAQjH 61AM
pebu, a Hajuemhe cy ra mpakTHKOBaAM IOjeAMHH KaMePHM KOHIJEPTHH IIPOCTOPU
u decruBasu. Tako je, Ha mpumep, Kyarypuu nentap Beorpapa koHTHHYHpaHO
06jaBAUBAO CHHMMKe KOHIIEPAaTa KOjU Cy HPETXOAHO OHMAM OAPXAHM y TaAepHju
»Aprret’, ykmyayjyhu u porabaje y oksupy momenyTux pecrubasa xapde u opryma.
HexoArKO KOHIJepaTa OCTBAapeHO je CaMO y OHAQjH BapUjaHTHU ycAeA HemoryhnocTn
aa ce peaamsyjy u yxuso (cf. Kulturni centar Beograda — Youtube 2020-2021).
Takobye, mojearru pecTrBaAK OUAK CY OCMHILASEHH Y MEIIOBUTOM $OPMATY, I1a Cy y3

KOHIepTe IIpeA ITy6AMKOM OPraHU30BAHU U My3HIKHU Aorabaju oHAajH.”

MckycTBO aHKeTHpaHUX My3udapa y cpepu OHAQjH KOHIlepaTa IPEBACXOAHO ce
3aCHHBA HA CHUMAIY U HAKHAAHOM eMHTOBamy My3HIKux porahaja. HajoOumuuju
IpojeKar OBe BPCTe IPEACTABAAAO je CHHMame H3Bohema HOBHX Aeaa 3a 29.

usBohemy coancra 6es opkecrpa. Aok cy Tujana Muaomesuh u Hemama Crankosuh HacTymasn us
Beorpaaa, med aupurent Ouaxapmonuje Fabpujea Gear [Gabriel Feltz], osor myra y yaosu nujanucre,
cBupao je us AoprmyHpa (Beogradska filharmonija — Youtube 2020). HexoAnko cHuMAaxa 0CTBApHAH
cy u ancambau PTC-a (RTS Muzi¢ka produkeija — Zvani¢ni kanal 2020a; 2020b; 2020c) 1 Onepe (cf.
M.b. 2020). Pey je 0 mpuao3uma y Kojuma je cBaKu H3BONad MOjeAMHAYHO CHUMAH Y3 MaTpUITY, A2 61
CHUMIJH ITOTOM OHAM TOABPTHYTH TEXHHMYKOj OOPAAM M MOHTAXXH, IIPH YeMy je UHTaB IPOLjeC yCMepeH
Ha CTBapame HAy3Hje 3ajeAHHYKOr My3HIHpama y peasHoM BpemeHy. OBaj BHA H3pape IMPHAOTA 3a
eMUTOBambe OHAAJH OHMO je BeOMa 3aCTYILweH y CBETY, AOK Cy APYIM HAUMHH KOjH IOAPAa3yMeBajy
32jEAHHYKO My3HIMpae ¢ GUIMYKH YAPASEHHX AOKAIMja ¥ peaaHOM BpemeHy 6maum pehu. Meby
PaBAMYHTHM TEXHOAOTHjaMa Koje ce Kopucre y oBe cBpxe, Texnoaoruja LOLA (LOw LAtency audio
visual streaming system) mpeAcTaBaya jeadH OA HAjHAIIPEAHUX CHCTEMA 32 MYSHMLUpPAmbe HA AASHHY
(cf. Dylan Smith et al. 2020). TIpema MOM casHamy, My3ULpale Ha OBAKAB HAIMH M30CTAjaAo je
y Beorpaay cBe A0 kpaja mocMaTpaHOTr IepuoAQ, a IPHUMEBEHO je cpeprHOM arpuaa 2021. ropuse y
oxsupy npojekra DEMUSIS, xapa cy cTyaenTH 1 HacTaBHMIH [je3a ¢ PakyaTeTa My3HdKe yMETHOCTH H
Kpasescke akapemuje u3 Xara OpraHM30BaAH 3ajeAHHYKO My3HIUpabe, Kopucrehu ypaso HaBepeHy
texnoaorujy LOLA (DEMUSIS Erasmus — Youtube 2021).

26 YV cAyuajy AOCTYIIHOCTH CaBpeMeHe CTyAHjCKe OIIpeMe Koja omMoryhasa crpuMoBarbe, H3Bohema cy
HCTOBPEMEHO AMTHUTAAM30BAHA, PEIIPOAYKOBAHA M CHHMAHA, OCTajyhu moxpameHa Ha oAroBapajyhum
AMTHTAAHMM IAATGOpMaMa. YKOAMKO Cy TaKBe TeXHHUKe MOTyhHOCTH H30CTajaAe, AO H3BOhera OHAAJH
CTH3aA0 Ce Ha TPAAMIIMOHAAHHjH HAYHH, TAKO IITO Cy KOHIIEPTH YHAIIpeA CHHMAHH, Te Cy CHUMIH
obpahuBaHn mpeMa TEAGBH3HjCKMM CTAHAAPAMMA M IOTOM O0jaBAMBAHM HA MHTEPHETY. 3a IPErAeA
HpUMepa MOjeAUHHUX OHAAjH H3Bol)erba OCTBAPEHUX y PasSAMYUTHM AeAoBuMa cBeTa cf. Bachtrack 2020d.
27 Ha npumep, Ha Ceamom MehyHapoaHoMm ¢ectusay cakcopona — Belgrade SAXperience (30.
cenTembap — 3. OKTO62ap) IpBa ABa KOHIEPTAa MOTAQ Cy AQ Ce IIPaTe caMO OHAQjH, AOK Cy APyTa ABa
KOHIIEPTA OAP)KAHA MPeA IIyOAMKOM y CaAH, Y3 IIPEHOC 3a ITyOANKY Ha nHTepHeTy. TrMe je omoryheno
u npahere HACTyIa MHOCTPAHUX My3M4Yapa, KOjU HHCY MOTAU Aa Hacryne y Beorpaay (cf. Belgrade
SAXperience - Youtube 2020). BaxxHo je momenyTu u ckpaheno usaame dpecrusara BYHT, koju je y3
"eTHpHU KOHIepTa npep mybankom (11-23. aeiembap) 06yXBaTHO U jeAQH OHAQjH KOHLIEPT y CAPAABH
¢ Koaextusom 3a mpomorujy caBpemene mysuke — Ancamba Cryauno 6. Konrepr je mpeacraBmen Ha
jyTjy6 kaHaay ancambaa u cajry BYHT-a (14. aetiembap), a IpeTX0AHO je 610 cHummen y Mraamjanckom
HHCTHTYTY 3a KyATypy y Beorpaay (cf. BUNT 8.0 2020).
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MehynapoaHy TprOUHY KOMIIO3HTOPA, OCTBapeHO y MapTy 2021. ropue, y Koje je
OHAO YKiy9eHO CeAMOpO aHKeTHpaHux Mysudapa.”® Kao craanm uaanosu I'ypaua
Cs. Hopha aAeceropo aHKeTHpaHHX My3Hdapa CBHPAAO je y OKBHUPY OpKeCTpa Ha
manu¢ecranuju ,Hoh Mysuke®, oapxanoj Ha Tammajaany 6e3 mpucycrsa IrybAuKe.
Aeo Te TpoaHeBHe MaHHdecTalyje, KOjU je IIPeACTaBHO HM3BoDhema aHcambaaa
PTC-a 1 MAQAMX COANICTA, CTPHMOBAH je YXKUBO Ha HHTEPHeT IMAAT$OpMamMa, AOK
Cy cHUMIU ApyTe U Tpehe Beuepy, y KOjIMa Cy y4eCTBOBAAU KaMepPHU OPKeCTPH,
emuroBanu Ha kaHaay PTC 2 (cf. RTS Muzi¢ka produkcija 2020). Opxkecrap I'ypaun
Cs. Hopha ocrBapro je 1 ABa My3nuka CIIOTa, KOjU Cy CHHUMAHU Ha Pa3AMIHTHM
I'paACKHM AOKaI_II/Ija_Ma, a II0TOM (bHAMOBaHH 1 €eMHUTOBAaHH Ha APYHITBCHI/IM Mpe)KaMa
(St George Strings, Belgrade — Facebook 2020a; 2020b). Ilopes HaseaeHor,
[OjeAMHAYHA MCKyCTBa Mel)y aHKeTHpaHMM My3HdYapHMa Y OKBHUPY OPKECTapCKOT
OHAQjH Mysurupama crekaa je Kara Crojamosuh, yvemhem y mpojexry mer
KOHIjepara aHcambaa ,MeTamMop¢osuc”) CHIMbEHUX y IpocTOpy bruockorma ,Baakan®
U eMUTOBaHUX Ha UHTepHeTY,” kao u Cama Pomuh, HacTyoM Ha HOBOTOAMIIEbEM
koHuepTy BojBobhanckor cumdonnjckor oprecrpa (27. senembap), koju je c Beanxe
crjede CpIICKOT HApOAHOT IIO30PHINTA CTPHMOBAH YXKMBO Ha jyTjy6 KaHaAMMA
Opxkecrpa u Mysuuxe omaasure Hosor Casa. PomuheBa je MMaAra M COAMCTHYKE
HacTynl ¢ rurapucroM 3opaHoM Axmhem Ha MelyHapopAHOM OHAQjH (ecTHBaAy
»NexTus“ (Bey, 18. anpua). Taxohe, onaaju xonuepr Hepe Xopman Cperenosuh
u Cphana CpereHoBrha IIpeTX0OAHO je CHUMMAEH, [Ta eMUTOBAH HA jyTjy0y y OKBUDPY
pernonaate nxnnujaruse United We Stream Balkan (United We Stream Balkan —
Youtube 2021).

Y mopehemy ¢ xoMeHTapyrMa Be3aHUM 3a IPBO IHTAHe U3 AHKETE, OATOBOPHU
Ha APyTO IHTaimbe, KOje ce OAHOCH HAa PasAMKe H3Mel)y KOHIlepara yXHMBO M Ha
AUTHTAaAHMM IAaTgopMaMa, yKasyjy Ha sHarHO Behy Mebycobmy ycaraameHocr
CTaBOBa QHKETHPAHUX My3muapa. Mako murame Huje OHAO IOCTaBAEHO C LUAEM
Ad Ce M3BOhauM oIpeAenyjy 3a jeAHY HAU APYT'Y BapUjaHTy KOHLIEPTHOT U3Bol)emba,
Mysudapu cy ocehaau morpedy Aa yrpaBo TO UnHe, jeAHOTAACHO Aajyhu mpeaHOCT
KOHIIEpPTUMA Y>KHBO, TAaYHMj€ OHUMA KOjH Ce€ OAPXKaBajy y KOHIIEPTHHM CaAaMa IIpeA
Iy OAMIKOM.

ABa oproBopa ymyhyjy Ha cTaB Aa KOHIIEPTH Y)XXHBO U Y OHAQjH popMary
He MOTY AQ Ce IIOpeAe, jep OBH APYTH ,mopcehajy Ha mpobe U CHEMame My3sHKe'
(. Mapjanosuh), Te 3ampaBo u ,Hucy KoHuepTH, Beh ,CTyAujcKa cHUMama,
OpraHM30BaHa y KOHL}ePTHOj ABopanu” (/o. Muaanosuh).

CBoje HEABOCMICAEHO OIIpeAesele 3a KOHIEPTe Y)XKHBO CBH My3HYapH

28  Peuje 0 craanum yaaHoBuMa opkectpa ,[pasuanmre” (H. Xopman Cperenosuh, C. Cperenosuh,
W. Mapjanosuh) 1 Mysudapuma koju cy y Aucambay 6uan anraxxosanu Tom npuankoM (C. Tepuh, M.
Munaunosuh, /o. Musanosuh), kao u 0 M. Hemkosuh, xoja je xao uaanuna ,Ipapnaumra” u opkecrpa
»Kebeman” yuecrBoBasa y HacTymuma oba aHcambaa. TpubuHa je eMHUTOBaHA Ha KaHAAY Ap)KaBHE
teaesusuje PTC Kaacuxa (14-19. jyn), a CHUMIM CBUX IIecT KOHLiepaTa KacHHje Cy IOCTaBAEHH Ha
3BaHMYaH jyTjy6 kaHaa Yapyxema komnosuropa Cpbuje (Udruzenje kompozitora Srbije / Composers’
Association of Serbia 2021). ¥ 2020. roannu Tpubuta Huje 61Aa OApKaHa 360T MaHAEMH]e.

29 3aperame 0 oBuM KoHnepTuma cf. Isakovid 2021.
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objamrsaBajy acmeKTHMa KOjU Cy 3a BUX CYIITHHCKH YMHHOLM HM3BODaIITBa.
yKoHTakT ¢ mybaukom’, ,138. feed-back™ ,uuTepaxumja“ u ,pasmena enepruje” ¢
mybANKOM, ,aTMOCcepa’; ,[IocebaH aApeHaAUH KOA u3Bohada, U Hapaxuyhe” — To cy
TePMUHHU ¥ CHHTarMe KOjHuMa Hajqemhe 03HAYaBajy AOKHBAAj KOHLIEPTHPAha YXKUBO.
TakaB AOXHBAQj omUCYjy Kao ,Hesamensus” (V1. Mapjanosuh), ,apyraunju (M.
Munanosuh), ma cy 1 KOHLEPTH yXuBO 3a Mysudape ,Hesamerusu” (M. Cumuh,
C. JaxoBmesuh), ,Haj6utauju“ (C. Jakosmesuh), ,ayTeHTHYHHU', ,HETIOHOBMUBH,
yHuKaTHEH Aorabaju’ (M. Menpeacon). CXopHO ToMe, M3BOhaun cMaTpajy Aa cy
OHAQjH HACTYIIH OOeAeXKeHH HEAOCTAINMA U 3HATHO CAAOHjUM YIHHKOM Y OAHOCY
Ha KOMYHHUKALIy AULeM Y AuLle’ ¢ myOAnkoM. Mysmdapu usHoce caepehe craBose o
OHAQjH KOHIIEpTUMa:

,duHE ce pa HeMa AOBomHO y36yhema koje Hocu HacTyn mpep my6amkom® (C.
Cperenosuh);

yHu Mysudapuma HU Iy6AuMLu TO He MOXe GUTH IPAaBH AOXKHBAQj — HEAOCTaje
anaaysa, y3byhema, nenspecnoctu” (K. Lisjerxosuh);

»[--] MH ka0 n3BOhauK He BupMMO 1 He ocehamo peakiujy Ty6ariKe, a my6AKKa He Tyje
YKUBO 3BYK U eHeprujy nssobhaua“ (J. Yusosuh);

»[-.] Temxo je Hauhu ce Ha oacycTBO MHTepakuuje usmehy my6auke u usohaya u
nponahu oarosapajyhy uncnupauujy“ (H. Xopman Cperenosuh);

y[-] KOHLIEPTH yXM1BO [...] y BeAHKOj MepH ry6e oA CBOje APaXKH M 4apOAHje KPO3
CHUMKe, 360T HEOIIXOAHOT HEeTIOCPEAHOT KOHTAKTA Ca ITy BANKOM, pa3MeHe eHepruje 1
ocehama“ (M. Hemxosuh);

yArrarasHe maarGpopme caMo mpeHoce uHpopManujy, 6es mMoryhHocTH mpeHoca
IpaBe 3ByYHE CAMKE U €HepIruje KOjy CTBapajy YMETHHULM, aAM M CaM KOHLepPTHH
npocrop” (C. Tepuh).

YkasuBarbe Ha IPEAHOCTH Koje oMoryhasajy AururasHe maar¢opme IpHCYTHO
je y camo Tpu KOMEHTapa, y KOjuMa Ce HCTUYE ,AAKIIA PACIPOCTPAEHOCT  My3HKe
(W. Apamuhanus) u meHa IomyAapH3anyja ,koa mupe mybanke” (M. Menaeacon),
Ka0 U AABarbe IIPUAUKE ,BEAUKOM OPOjy AYAH Ad TIPATe Pap YMETHHKA M AA Y5KUBAJY Y
My3HLH M OHAQ Kapa HUCY y MoryhHOCTH A2 ipucycTByjy yxuso“ (C. Jakopumesuh).

KapakTeprcTHIHO je AQ Ce HEKO OA My3H4apa He OCBphe Ha pasAHdmTe BAPHjaHTe
Aorabaja OHAQjH, HUTH Ha HHTePAKTUBHE MOI'YhHOCTH KOMYHHUKAILHje C Iy OAMKOM Ha
ApywTBeHHM Mpexama. CacBUM je OUMIAEAHO AA Cy HEAOCTATAK HACTYIIA y CaAaMa
IpeA IIyHUM ayAUTOPUjyMOM U IIpUberaBambe HACTYIIMMA OHAQjH 300 HAMETHYTHX
OKOAHOCTH AOIPMHEAH U CTaBOBHMMA H3BON)aua O OBOM APYIOM BHAY MY3HIIHPAIba.
OH ce AOXMBMSABA KAO ,HAYHH OAPYKABAIbA KOHIJEpATa“ KOjH ,je 60sU Hero HUIITA
y osum ycaoBuma“ (C. Tepuh), kao ,Heko TPeHyTHO TOMONHO CPeACTBO Koje Ham
omoryhasa pa ce My3nuKH (KyATYpHH) 5KMBOT HIIaK OABHja y HekoM 06auxy“ (M.
MeHAGACOH), aAH U K0 OILHUja KOja He MOKE AQ 3aMEHH HAU HAAOMECTH KOHLEPT
oapxat yxuso (C. Pomnh, Y. Apamuhanus).
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4. TIUTAKE TPAJHUJUX YTUIJAJA TIAHAEMUJE HA ACITEKTE
KOHITEPTHOT >KUBOTA

Aa an he HOBOHAacTaAe mpOMeHe y KOHIL|EPTHOM XXUBOTY TPajHUje OOEAeKUTH
KOMIIOHOBAe, U3BODeme, CAyllame M pasyMeBame My3HKEe Yy BPEMEHy IIOCAe
KOpOHaBHpyca? Y KOMeHTapHUMa BE3aHIM 32 OBO CAOXKEHO, 3aBPIIHO [IUTAlbe AHKETe,
BehuHa Mysuyapa ocTaje poKycHpaHa Ha KOHTEKCT KOHIIEPATa, IIyOAUKY M MY3HIKOT
U3BOhaya, AOK je HEKOAMIIMHA [IOACTAKHYTA HA PAaSMHUIIAAME M O APYTUM TeMaMa,
IOIyT KOMIIOHOBAKWA M AEAOBama HHCTUTYyHHWja. Takobe, MmojepAuHH MysudYapu
KpaTKo M3pa’kaBajy cBOje Hape Ad A0 Tpajuux npomena Hehe pohu (M. Cumuh, C.
Cperenosuh), a uckasyjy u xonrpactaa ocehama nomyr 6ojasuu pa he npomene
OCTaBHMTH HeraTHBaH Tpar y Mysudkoj kyarypu (K. Lisjerkosuh), opHOCHO yBepema
AQ TIpOMeHe He MOT'y Aa yrpose cmucao Mysuke (C. Pomuh).

ITeTopo My3uyapa ancoABHpa MUTabe KOHIepTHHX popmarta. FBan Mapjanosuh
HABOAM A2 Cy ,PasHM BHMAOBH HacTyIa mpeko uHepHeTa (,podcast’, BupTyesHu
9acoBU UTA.)“ IOCTOjAAU U LIMPHAM Ce U paHHje, Te Mucau (1 Haaa ce) ,Aa he ce
CTBapH BpaTHTH Kao wTo Cy Ouae mpe manpemuje.” 11 Hepa Xodpman Cperenosuh
npeaBuba MOBpaTak KOHIlepaTa U3 BpeMeHa Ipe KOPOHABUPYCA, AAH HCTHYE ,Aa he
Ce IMapaAeAHO Ca THM KOHIIePTH Yemrhe CHUMATH 1/ HAY IPEHOCHUTH, jep Ce IIOKa3aA0
Ad TIPEHOCH IIPEKO APYIITBEHHX MpeXa HMAjy BEAUKY TACAAHOCT. 3HATHH)Y
PAaCIPOCTPaEHOCT OBe IIPaKCe KA0 CBOjeBPCHO MO3UTUBHO HacAele manpeMujckor
KoHTeKcTa youaBa 1 CeaeHa JaxoBmesuh, xoja je curypHa ,Aa he u xonneprn Ha
AWTHTAAHHM HAAT$OpPMAMa OCTATH MHTEPECAHTAH HA4YMH papa’. Y HCTO Bepyje u
Hcupopa Apamuhanun, nctuayhu ae je 0Bo ,IoueTak jeAHe HOBe epe KOjy CBH
MOPaMO PUXBATHTH."

Kara Crojanosuh u /oybomup Munaanosuh moTBplyjy KOHTeKCT CBOjuX
IPETXOAHMX TBPABH, pasMulirajyhu o koHmepTHMa yxuBo. Aok ce CrojanoBuhesa
ocBphe Ha mojauany cBecT 0 3Hauajy usBobema Ipep IybAukoM, cMmarpajyhu pa
he ona Tpajuuje ocrati y Mysudkoj Kyarypu, MuaanoBuh uMa y BHAY cBeoITe
IPUCYTHY AMCTAHIly KaO TAODAAHY IOjaBy, Te HeMOryhHOCT IIOBpaTKa CTapor.
Mmax, oH u3paxkasa Haay ,Aa he TpeHA opraHu3oBara KOHIIEPATa Y)KUBO HACTABUTH

o
Y3AQ3HO Aa Ce pasBHja.

HexoAnko KoMeHTapa OCBeTAaBa TPAaHCPOPMICAHE ACIEKTE AEAOBaHbA CAMOT
usBohaua. Aok je Caobopan Tepuh curypan pa he ce mpomene ,HeraTuBHO OApa3UTH
Ha CBe KOju ce 0aBe KoHUepTHpameM', MuHa MeHAEACOH 3amaska KOMIIAEKCHU)H
aHIaXMaH My3H4apa YCA€A M3MEHeHOI KOHIIENTa HpHIpeMe My3HdKkor porahaja:
Oyayhu aa cy ,cBupame mpes MUKPOQOHUMA MAU Y BEAUKO]j KOHIIEPTHOj ABOPAHH
Melyco6HO BeoMa pasAMYMTH, ,yMETHHULM OA CAAQ MOPAjy OMTH CIpeMHH Ha obe
BapujanTe. C Apyre crpae, koMeHTap Maje Muaanosuh jeAuHn pAoTude Apyre
Ba)XKHE aKTHBHOCTH KOjHX je My3HYKHM H3BODau AMIIEH y YCAOBHMa IMaHAEMHUje:
yI1oce6HO HaM HeAOCTajy $ecTHBAAM M IOCTOBAMA Y HMHOCTPAHCTBY, IA€ CMO Y
HpUAULH AA capaljyjeMo ca yMeTHHIIMMA U3 APYTHX 3eMasa, Pa3MerbyjeMo HCKyCTBa
U Aa ce TpodecrnoHaAHo passujamo.” M3 nosunuje cBoje npodecuje, OHa UMa yTHCAK
»AQ OBA CHTYaI[Hja TPaje MHOTO AyKe“ y OAHOCY Ha PEAAHO BpeMe, F MULILAEHA je Ad
he y Tom moraeay ,,ipohu MHOrO BpeMeHa A2 ce U3ryb6seHO HapOKHAAM.
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Aok Cenena Jaxonesuh Bepyje ,Aa hemo y HapeAHHM ropuHama“ u y AOMeHy
KOMIIOHOBAMbA M pasyMeBama My3HKe ,yOUMTH BEAMKe IPOMeHe Koje HaM je
AOHeAa oBa maHaemuja‘, Mupjana Hemkosuh u JeancaBera Yusosuh ocsphy ce
Ha KOMIIO3UTOPCKH pap y peAauuju ¢ usBobhasem. IIpBa oa mux Bepyje aa he ce y
KOMIIOHOBalby OCETHTH Ipa3HUHA IOCAEe IIAHAEMH]E, ,jep Cy CTBapaoly, Kao H
usBol)auy, GUAUM CITyTaHM 3a CHOKHHjH YMETHIYIKH U3pa3.” Apyra HCTHYE Ad Ce capd
npumehyje KOAHKO je 3aHMMare My3HYapa HeCTAOMAHO y BaHPEAHHM CUTYaliHjaMa,
Te pa he ce 360r TOra , HeKM MAAAM ASYAU OKPEHYTH APYTOM IOCAY. CA€ACTBEHO TOMe,
OHa He HMCKnyYyje HH MoryhHOCT cMamema 6poja kommosutopa. Obe Mysuaapke,
kao 1 Muna MeHaeACOH, ocBphy ce u Ha IyOANKY, aAM CBaKa OA BUX TO UMHH U3
pasamunTHx yraosa. Aok HemxosuheBa pasMuisa o OBpaTKy MyOANKe Y ABOpaHe
u npumehyje pa he Ourn ,0Tpe6GHO BpeMe Aa ce AYAH IIOHOBO OCMEAE AQ AOAA3e
Ha yMeTHHYKe IepOpMaHCe U Ad IIOHOBO yXuBajy", MeHAeACOH ce PpOKycHpa Ha
AUTI'UTaAHe BHAOBe usBolema 1 cMarpa aa he Bpeme Tek rmokasaru Aa au he mprmena
OBe Ipakce ,y Behoj MepH IIOITyAApU30BAaTU KAACHYHY MY3HKY KOA IIHpe Irybanke.”
YusosuheBy 3aHMMa IMTame HABUKA CAyIIaba My3HKe Y KOHTeKCTy mmocehuBama
KoHIepTHUX porabaja. ,Kap ce cBe Bparu y Hopmaay, curypuo hy wemhe nhu Ha
KOHIjepTHe Hero npe’, ncrude YuBosuheBa, aAu ce IIUTA ,,AQ AM TO BOXKH 3a CBE, AA AUL
MOXAQ IIOCTOje HEeKH AYAHU KOJU Ce IPOCTO OABHKABAjY OA CAYIIAEa My3HKe YXKHBO',
AQ HH KacHHje ,BHIIe Hehie TOAVIKO 4eCTO OAAQ3UTH HA KOHIjepTe.

IojeanHn usBol)aun pasMHUIISAjy B O ACAOBAISY PEABAHTHHX HMHCTHUTYLHjA U/
HAU APYTHX YMHHAQLIA § KOHTEKCTY My3muke kyarype. Tako Carapa Pomuh cmarpa
Aa he curypro pohu A0 HekHX IpOMeHa IOCAe IIAHAEMU]E, AAM AQ OHE HCKAYIUBO
3aBHCe OA Mys3udapa M BUXOBe O0opbe 3a Mysuky. IIpema Mupjaru Hemkosuh,
»OA QHTAXXOBAA CBUX KYATYPHHX HHCTHTYLHjd, YMHOTOMe he 3aBHCHTH ITOHOBHO
Oybeme kyarypHe creHe u Hampepak ucre’, AOK /oybomup Muaanosuh HaBoAu
YMeTHIKe U OpraHHU3aTope: Ha IBbUMA OCTaje A Ce ,IIPUAAroAe Ha Hajoosu Moryhu
HAYMH HOBOHACTAAUM TPEHAOBHMA" U AQ Ce 3ajeAHIUKH ITOTPYAE ,Ad OyAe LITO BHIlle
[paBUX KOHIlepara, ca ITyOAMKOM y KOHLepTHUM ABopaHama.” Caobopan Iepuh
jEAUHI IIOMHEbe APYKABY U PA3MHIILbA Y IIPABLY KYATYPHE U COLMjaAHe [IOAUTHKE Y
AOMeHY YMeTHOCTH: ,AocTa Tora he 3aBucuTH 1 0A CTaBa Ap>KaBe y Be3H ca cBemhy o
TOMe KOAHIKO je KYATYpa IIOTpeOHa I KOAMKO AYAH KOjH OH Tpebaso Aa OpHHY O H0j
HMajy XKese M HadMHA A IOMOTHY YMETHHIINMA, II0CeOHO OHMMA KOjH CaMO OA TOTa
JKUBE.

S. KA 3AKAYYKY

OaHOC My3uyapa Impema KOHIIePTHHM aKTHUBHOCTHMA Y IIPBOj TOAUHHU MaHAEMHje
y Beorpaay, uurauran us crnpoBepaeHe aHkeTe, yryhyje Ha 6pojHe TeMe Koje ce y
AATOM KOHTEKCTY MOT'Y HAeHTHQUKOBATH: IINTAaba IIPUCYCTBA,/ OACYCTBA KOHI[EpaTa,
3aTUM OAHOCA HACTYTIA Y>KMBO M OHAQjH My3HIHPalba, KA0 M TPaHCPOPMAIIHje CaMOoT
KOHI[epTHOT Aorabaja; mpobaemu Mysuuke IpodecHje KOjU YKAYUYjy HECHI'YpaH
COLIMjaAHU IIOAOXKAj M3BODaua, 3aXTeBHUjU pap y IPHUIIPEMH HACTYIA, AMIIEHOCT
capaAme C THOCTPAHUM KOAETaMa M HeMOT'yhHOCT [Ty TOBamba; aCIeKTH KOMYHHUKALIHje
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U pa3MeHe eHeprHje C IyOAMKOM, IOPACT MAM IIap MHTEPecOBama ITyOAHMKe 3a
My3uuke sorabaje, opBukaBarme op mocehuBama KoHIepara, HeMoryhHoCT HeroBama
CAyIIAAAId y HOBMM OKOAHOCTHMA; IIOTpebe 32 pearoBameM ApKaBe Koja Tpeba Aa
nmoMorse ymerHunuma. Mako cy mojepuHe TemMe caMO AMCKPETHO Ha3HAaueHe, Kao
CIIOpeAHe Y OKBUpHMa AaTe aHKeTe, Pa3MHILAAha My3Udapa yKasyjy Ha BUIIECAOJHOCT
acrexara KOHIIEPTHOT CBeTa Y KOHTEKCTY MaHAeMuje.

Ilpucrynu Mysuyapa mnuTamuMa M3 aHKeTe AATH Cy M3 HEHNOCPEeAHOT
npodecroHarHoT nckycTBa. OHO MOApasyMeBa M AMMEH3H]y AMYHE AOKHBAAjHE
MePCIeKTUBE KOja YKiydyjeé €eMOTHBHE M IICMXOAONIKE H3a30B€ y Be3U C
HAEHTUTETCKHUM ITO3UITMOHUPAbUMa KOHI[EPTHOT My3HUYapa. Y ToMmmoraeay H3ABajajy
Ce IpyIle My3H4apa Koje UCTHYY IO3UTHBHA AU HeTaTUBHA oceharba, TO jecT papocr,
ycxuherbe M OAYIIeBAEHOCT HACYIIPOT CTPAXY, HeU3BeCHOCTHMA U yckpaheHocTHMA
Y KOHIIEPTHOM CBETY Y BpPeMEHY IaHAEMH]e. Y ucrom KoHTEKCTy CTOje M BHXOBa
PpasMHUIIbAa O AASHM MCXOAMMA ITPOMEHA M3a3BAHUX IAHAEMHUjOM, Te Ce jeAHHU
HapQjy A2 HOBOHACTaAe TpaHcpopMarmje KOHIepTHOr cBeTa Hehe OuTH TpajHujer
KapaKkTepa, AOK APYTHM He AeAe OBO Mulnere. MehyruM, pasamamrocr craBoBa
Mama je y OAHOCY Ha MeljyCOOHY CAMYHOCT, KOMIIATHOMAHOCT U KOMITAEMEHAPHOCT
MUIIAEHA KOje My3WMYapd MCIOAABajy IO HAjBAXHUjMM IMTAakbHMMa Ha Koja ce
$okycupajy.

AOMHUHAHTAH 3ajeAHHYKH CTaB My3UIapa OAHOCH ce Ha koHIjepTe. C jeaHe cTpaHe,
OBH yMEeTHHIIM IMajy CYLITHHCKH jeAHAK OAHOC IIpeMa KOHIIEPTY Kao Aorahajy yxxuso,
KOjU YMHY HajBOXHUjy M HEH30CTABHY MHCTHUTYLHjy IHHXOBE M3BODhauKe Ipaxce U
KoMyHuKanuje ¢ mybankoM. C Apyre cTpaHe, OHM OHAQjH HACTYIIe IPUXBATA]y, AAU
Cy TakBe BpCTe MY3UIIMpama 33 BUX CEKYHAAPHE U MamKaBe Y OAHOCY Ha KOHLIEPT
IpeA ITyOAUKOM.

CraBoBu 6eOI‘PaACKHX My3udapa HHCY CYHOPpOTHH HCKYCTBHMa Y APYIMM
cpepnHama. BehmHa KoHIepTHHMX My3H4apa U IPEACTaBHHMKA M3BODAUKUX
I/IHCTI/ITYLII/Ija M3 3allaAHOEBPOIICKMX 3€Maksa, TA€ Cy BHIIEETAIIHM IIEPHOAU
‘3aKyuaBama [OAPA3YMEBAAM AYTOTpajHe M30CTAHKE HACTYIA IIpep IyOAMKOM,
MHIILbEEba Cy AQ H3BODera OHAAjH AOHOCe OPOjHA OrpaHMYera H AA OTEAOTBOPEHa
HHTepAKIHja CBOjcTBeHa AorahajuMa y>XHBO He MOXKe AQ Ce 3aMeHM HHUTH KOIMpa
MY3HIHPAEM Ha AASUHY. OsBo HOTerHA)YjY HCKyCTaBa HOj €AMHHNX XOPCKHX I1€Ba4Ya
(Daffern et al. 2021) u 4aanoBa opkecrapa (Cohen and Ginsborg 2021), xao u
6PO]HI/I KOMEHTapH YMETHHKA CYyOY€HHUX C TEXHHUYIKHUM U EMOITMOHAAHHUM HU3a30BUMa
TOKOM HACTYIIa y IIPa3HUM casama.>

ITocmarpano M3 yraa TEOPHjCKMX pa3MaTpama IPEACTABAEHUX HA IIOYeTKY
PaAa, MoXe Ce 3aKAYYUTU AQ CY HAaMeTHYTe TTAHAEMHjCKe OKOAHOCTH PeakTHBUPAAL
CTepeOTHIIHE CTABOBE O MY3UIMPAky OHAQjH KA0 CyporaTy KOHIjepara y>xuso. Tome
jé AOIIPMHEO U CaM Ha4YMH MAACHpara OHAJjH Aorabaja, Ka0 U IbUXOBH CaAPXKajH
Meby xojuma BehuHa 3amcra n $pyHKIMOHMIIE KO 3aMeHA HACTYIAIbA Y>KUBO HAU
Kao BUX0BO yABajame. CTora je KOPHCHO MOACTHIJATH OHE OHAQjH CyCcpeTe Koju He
KOINPajy KOHILepT Beh Texxe cTBaparsy COICTBEHNX MOAEAQ IIPe3eHTaLHje CAAPIKaja,

30 Buaerw, Ha ipumep, HHTepBjy Aupurenta Xanca Ipada / Hans Graf (Bachtrack 2020) 1 nojeaune
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VMAHTE€HTHHX AUTUTAAHO] TEXHOAOTHJH H MorthOCTnMa HMHTEpHEeTA. OCTajth
Y KOHTEKCTy 3aKiydKa OBOI PaAd YHHE Ce AQ TEOPHUjCKe IepCIleKTHBe Tpeba jade
MOBE3aTH C EMIIMPHjCKHM HCTPaXKMBAIbHUMa, HAPOYUTO y BPEMEHY HMHTEH3MBHUX
TpaHcpopMaluja U IpeAOMa KOjU Cy TEIIKO CAaTAGAUBH KaAad YHHE AEO CaAALIHOCTH.
My3udapu KOju FOBOpe AUPEKTHO U3 IPaKce OCeOHO Cy PeAeBAHTHH CATOBOPHHIIM
Yy TOM KOHTEKCTY.
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BiLjANA MILANOVIC

MusiCIANS' ATTITUDES TOWARDS CONCERT ACTIVITIES IN THE FIRST YEAR OF
THE COVID-19 PANDEMIC:
BELGRADE CONTEXT

(SUMMARY)

This article is situated at the intersection of the studies of performing arts, music and
digital media in the field of musicology, which I connected with empirical research
of professional musicians’ attitudes towards Belgrade concert life in art music in the
first year of the coronavirus pandemic (COVID-19). In my research, I had in mind
a number of global changes in the sphere of concert practices, which produced spe-
cific versions of the new concert reality in each local environment. In that context,
I focused on the opinions of musicians, actively present in the public concert life of
Belgrade. Using a method of qualitative research through an open-ended survey, I
examined and problematized musicians' attitudes towards the recent changes, based
on their answers to the following three questions: (1) How did the pandemic af-
fect experiences of performers and audience related to the concert as a live event?
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(2) What is your position on the differences between online and offline concerts?
(3) Will the new changes in concert life more permanently mark the composing,
performing, listening and understanding of music in the time after the coronavirus
pandemic?

Significant topics have been identified through the analysis, systematization and
contectualization of answers and comments, showing that the diversity of attitudes
of musicians is smaller in relation to the mutual similarity, compatibility and com-
plementarity of their thinking. The dominant common attitude of the musicians
refers to the concerts. On the one hand, musicians have essentially the same atti-
tude towards the concert as a live event, which makes it the most important and
indispensable institution of their performing practice as well as materialization of
their communication with the audience. On the other hand, they accept online per-
formances, but such types of music making are secondary and deficient for them in
relation to the concert in front of the audience.

These opinions are also considered in a theoretical context of music and digital
media studies, with a conclusion that coercive pandemic circumstances have reacti-
vated some stereotypical views about online concerts as a surrogate of face-to-face
corporeal live musical experience. Such a situation is also affected by new ways of
creating, promoting and programming online events during pandemic, the majority
of which indeed serve as replacements of traditional live performances or as their
duplication. It is therefore useful to direct those online musical meetings to not copy
the concert, but instead strive to create their own models of presentations that are
immanent to digital technology and internet opportunities. It seems that theoreti-
cal perspectives have to be stronger connected with empirical research, and this is
especially true during intensive transformations and fractures such as the pandemic
time in which we live. The musicians who speak directly from practice are especially
relevant interlocutors in that context.

KEYWORDS: coronavirus pandemic (COVID-19), musicians, concert, online concert, con-
cert life.
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OBa pparorieHa 361pKa TEKCTOBA IIPEACTABAA PE3YATAT Mel)yHapopHe KoH(epeHIuje
u pecruBaaa mmop HacaosoM Orthodoxy, Music, Politics and Art in Contemporary Rus-
sia and Eastern Europe, opp>xaHux Ha YHuBepaurery Toapcmurc y AoHAOHY, 16. 1 17.
mapra 2013. ropnse, u HakHaAHO rocBeheHux opranuzaropy porahaja, mpemuHyAOM
MY3HKOAOTY M BUOAOHYeAMCTH AaekcaHApy VBamkuny (Aaekcanpp Bacnabesua
Usamxun, 1948-2014), 6uorpady Aappesa Iluutkea (Aandpep Tappuesna
IIlauTKe) U AMpeKTOpy Tamommber LleHTpa 3a PycKy My3uKy, Haj3acAy>KHUjeM
My3M4Yapy 3a MHHIHpPAEe jeAHOT OBAKO KOHIMIIMPAHOI HAYYHOT M YMETHHYKOT
ckyma. 3ajeano ¢ wum yuemhe je yseo Msan Myau (Ivan Moody), y Tom TpenyTky
npodecop Ha YHuBepautery Mcroune Ouncke, koju ce moToM 3ajepHo ¢ KBanoM
Mepuh, jeAHoM 0p MHOTOOpOjHNX VIBANIKMHOBUX CTYA€HATA M CAPAAHHKA, HAKOH
YUTABUX CeAAM TFOAMHA OA OAPXKAHOT Aorabaja pemmo aa M3AOKeHH pedepaTu
KOHAYHO YTAEAAjy CBETAOCT AaHA. Ilopes yduecHHMKA AOHAOHCKe KOHQepeHIHje
KOoypeaHHITa u3pama VBana Meauh sajepro ¢ MBanom MyaujeMm mosBasa je jour
wernpu 6usma MBamkunosa crypenta (Eaena Apramonosa / Eaena ApraMoHOBa,
Tarjana CoaosjoBa / Tarbsina CoaoBbeBa, Pejuen Ilepemaja-Poapac / Rachel Jer-
emiah-Foulds, Tapa Buacon / Tara Wilson) Aa cBojuM papoBUMa AOTIpHHECY
KBaAUTeTY OBOT 300pHuKa. Ha Taj HauMH AOIIAO Ce A0 KibHTe Koja 0byxBaTa pasoBe
PA3AMYHTOr 0OMMA M METOAOAOUIKHX IIPHCTYIIA KOjH IIOKPUBAjy BEOMA IIHPOKO II0Ne
TeMa Be3aHHUX 33 AyXOBHY M CBeTOBHY My3uky I'puxe, Pycuje, Aeronuja, Byrapcke
u Cpbuje, a cBe 3ajeAHO IOBe3aHe M MHCIHPUCAHE IPABOCAABHOM TPAAMIIUjOM.
Kayuma maeja opraHmsaropa cKyIa, IIa M OBOT H3Aama OHAQ je Ad Ce Y HajIIHpHUM
IIOTe3MMa OCBETAE Be3e U3Mel)y mpaBocAaBaa, MysHKe, IOAUTHKE M YMETHOCTH, U TO
YIIPaBO ITyTeM eKCIIePTH3a M3 PA3AMYUTHX 00AACTH, KOje Cy y CTamy Aa ce Mehyco6Ho
OCBeTAe Ha MaH-e MAM BUIIE HEITOCPEAAH HAYUH. Y TOM CMHCAY, KEbUT'Y XPOHOAOIIKH
Kao M3BOPHINTE IPAaBOCAABHOT MY3HYKOI KyATA OTBAapa CTYAMja M3 BH3aHTHjCKe
My3HYKe TPAAMIIHje; IOTOM Cy Ty TPH TeKCTa Be3aHa 3a CPeAHOBEKOBHY, II0jadKo-
jEAHOTAACHY HCTOPHUjy PycKe LIpKBeHe My3HKe — TOCAeABH Tpehu kpos3 crenuuany
Bedy komnosuropa XX Bexa Cepreja [Tpoxodjesa (Cepreit Cepreesud IIpokodnes)
¢ ¢uamckum peputesem Ajsenmrajuom (Cepreit Muxaiiaosuy Oi3eHIITeNH) —
Aa 61 ycAeAMAQ YETHPU TEKCTa Koja ce 6aBe IIO3ULIMjaMa LPKBeHe MYy3HKe, TO jecT
yHOTpebOoM II0jauke TPAAUIHje ¥ YMETHHYKOM CTBAPAAAIITBY Y HEKMM 3eMiaMa
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VUcroune Espone (Aerommja, Cpbuja, Byrapcka). ITocaeamnu aeo 360pHHKa
AOHOCH IeT CTyAMja Be3aHMX 33 Pa3sAMYUTE acIleKTe CaBpeMeHe PYyCKe My3HKe: OA
OAHOCa 4yBeHOT QUAMCKOT peputema AHppeja Tapkosckor (AHppeit ApceHbeBud
TapkoBckuil) HpeMa My3HLM y COICTBEHHM A€AMMA, IPEKO 3Hadaja M yAOTe
peaurujckor eaementa y crBapasamtsy Coduje ybajayanne (Codus AcraTosna
T'y6aitayanna) u laanse Yerasoacke (laanna MBanosHa YcTaBoAbcKast), AOTIPHHOCA
Y AOMeHy HOBe AUTYPIHjCKe My3HKe PycKo-KaHapcKor ayropa Hukoaaja Kopaaopda
(Huxoaait Cepreesna KopHAOP), AO U3Y3€THO CAOjeBUTE TEOPHjCKO-eCTETHIKE U
My3H4YKOAaHAAUTHYKE CTYAUje O CABPEMEHOM H, Y H3BECHOM CMHUCAY, KOHTPOBEP3HOM
pyckoMm ayTopy Baapumupy Maprunosy (Baagumup Msanosuy MapTHHOB).

Y HacraBky heMo MOKyIIaTH A2 IPEKO OAAOPAHUX HABOAA M3 [TOjeAUHHX CTYAHja
CTBOPUMO 32jeAHMYKY CAHKY BEOMa PpasTrpaHaTOT MY3UKOAOIIKOT MO3auKa ca
AUCKPETHOM IIOBE3HMIIOM — EeAeMEHTOM IPaBOCAABHE I[PKBeHe MY3uKe — KOju
ce OAMCTaBO OTBApA, 3pauM U OYAM HOBe acOLHjaliyje KPo3 CIIO3HAjy OCTBApPEHOT,
IPEOCTAAOM AEAy CBeTa H3BECHO Mame IIO3HATOI YMEeTHHYKOr Oorarcrsa
HCTOYHOEBPOIICKE U IIPABOCAABHE KYATYpe.

Y cryaunju ,Ceprej Bacuaenko u craposepriu® EaeHa ApramoHoBa AeduHmIIe
YTHIIQj CTAapOr PYCKOT IOjalka Ka0 IIOKPETAYyKOI MY3UYKOT HAMOMA YHYTap
xomnosutopckor uspaza Cepreja Bacuaenxa (Cepreit Hukupoposuu Bacuaenxo,
1872-1956), npsor ayTtopa omepe Acienga o wesugnusom ipagy Kuitexcy, mpe
SHATHO NOBHATHjer MCTOMMeHOr Aeaa Hukoaaja Pumckor-Kopcaxosa (Huxoaait
Anppeesua  Pumckuit-Kopcakos). CXOAHO NOTOBMM TeHepalujaMa CTBapaana
OAMCKHM OBMM TeMaMa M KOHKPETHOM My3HYKOM MaTepHjaAy, Kpo3 $popMmuparme
jeAHOT crendHUIHOr CTHAA KOjH Ce HA3MBA ,PEAMTHO3HH MY3HUKH CHMBOAH3aM
BacHAeHKO je IIOIyT APYTHX CTBapaAalia Yuja ce MMeHa [OMHEY ¥ OBOM 300pHUKY,
610 MHOTO Matbe 3aMHTepPEeCOBaH 3a YTUAUTAPHE $OpMe pEANTHje Y OAHOCY Ha BeoMa
y30yamrBe MaHIpeCTAINje PeAUTHO3HE eKCTa3e.

Pap Tatjane Coaosjose, ,Creman CMOASHCKH M peHECaHCa AYXOBHE My3HKe
y Pycuju®, mpeacraBsa KOHAGH30BAHY AOKTOPCKY Te3y ayTOpKe M FOBOPU O BeoMa
HHCIIMPaTHBHOM BpeMeHy OOHOBe PYyCKOT HMHTEPeCOBama 3a AOKAAHE IpKBeHe
My3HUuKe KOpeHe U BHUXOBY YMETHUUKY HaATPaAly y epropy usmely 1890. u 1917.
ropute. COAOBjOBa YCIIOCTaBb>A HHTEPECAHTHY Bedy uaMel)y Tor IokpeTa U CAUYHHX
AelllaBarka Ha eBPOIICKOM TAY: OA OKCPOPACKOT MOKpeTa Y AHTAMKAHCKO] IIPKBH
u3 1833. ropune, npeko uaeja A. A. Huaepmejepa (Abraham Louis Niedermeyer,
1802-1861) y ITapusy 1853. roanHe, AO LieLJUAM]RHCKOT IIOKpeTa 32 0GHOBY CTapyuX
IIPKBEHOMY3MYKUX TPAAUIIMja Y HEMAUYKHM KaTOAMYKUM IieHTpuMa kpajem XIX Bexa.
Y ToM pyckoM NOKpeTy yd4ecTBoBaAu Cy komnosuropu IlaBea Yecnokos (Ilaea
I'puroppesry Yecnokos, 1877-1944) m Anexcanpap Kacramcku (Aaexcanap
Amutpuesua Kacraabckuit, 1856-1926), xao u mysuxoaosu o. Bacuauj Meranos
(Bacuamit Muxaiirona Merasnos, 1862-1926) n Antomun IlpeobpaskeHcku
(AnTonun Buxroposuu Ilpeobpaskenckuit, 1870-1929), aau je sanpaso Crenan
Cwmonenckn (Crenan Bacuavesua Cmoaenckuit, 1848-1909), xoju Huje umao
dopMasHO My3HUKO 0OpasoBare, 610 cplie 1 ayma ose upeje. Hajoome mpemopyxe
A0buo je o0p o. Aumurpuja Pasymosckor (Amurpuit Bacuabesuu PasymoBckmii,
1818-1889), Kora je KacHHje MPEBa3HIIA0 y AOMEHY PasyMeBamba APEBHOT PycKOT
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IIPKBEHOT I10jaba. CyIITHHA BeroBOI HOBOT OAHOCA IIpeMa TPpOOAeMy TPaHCKPHITIHje
HeyMcKe HOTaIuje 6MAa je y HamymiTamy Haeje O AeQUHHCAmY CTPYKType HaleBa
KPO3 CHUCTeM CKaAd M TETPAXOPaAQd, a Y KOPHUCT IIOCTaBAAbA MEAOAHjCKUX 0Opasalia
U BUXOBUX CIeIU$UIHUX KOMOUHAIM]a — OAMCKO GOAKAOPHOj MY3HIM — Y IPBU
naaH. Ionyr namer Mcupopa Bajuha xoju je 1911. momao Ha Csety I'opy ca haruma
Kapaosauke 6orocaosuje, CMOAeHCKM y CKAaONy HayuHe ekcrepaunmje Ilapcxor
APYIITBa 32 sybuTese cTapux pykomwuca, ropute 1907. opaasu Ha ocTpBO ATOC U
TaMO peaAusyje 4ak ABe Xumape oTorpadckux cCHMMaKa cTapux pykomuca op IX po
XI Beka, Te MX Ka0O HEMPOILIEHHBO KYyATYPHO 6aaro pooHocu y Pycujy. CMoaeHCKH je
610 JOBeK OPHAAHTHOT XYMAaHHCTHYKOT 00Pa3oBama, MHUPOKKX IIOTACAd U &yOaBH
mpeMa MySHIIM. 3a YyBeHe ,HCTOPHjcKe KOHIjepTe MOCKOBCKOT CHHOAQAHOT XOpa
Cmonencku je oppehuBao ABa KayuHA acIeKTa: KaKo Ad Ce IeBa H IITa Ad Ce IeBa.
3ajeaHo ¢ mehynapoanum pomernma Bosmmmor tearpa u TperjakoBcke rasepuje,
Taj XOPCKM aHCAMOA IIOCTA0 je MPECTIDKHA MHCTHUTYIMja HAjBUINE HAIJMOHAAHE
BPEAHOCTH M HEIPHKOCHOBEHHM aMbacapop KyAType. Y AOMeHy oOpape PyCKHX
HameBa CYNpPOTCTaB&A0 Ce 3allAAHOj XapMOHMjH M KOHTDAIyHKTY KOjH, IpeMa
FeTOBOM MHUIILbEEbY, HUCY OHAH AA€KBATHHU 33 MOAU(OHO TpeTHpake PyCKUX HalleBa
U TIPEAAATa0 A Ce KOMIIOHYje Y AYXy ,IOATOAOIIOje MOANpOHHMje”, TIPUHIMIA
uspacaor u3 QoAKkAOpHe mpakce. Ympaso he Hajsehm Majcropm BuImeraacHe
XOpCKe My3HKe HOBe pycke mikoae nomyT JecHoxoBa, AaekcaHapa I'peyanunosa
(Aaexcanpp Tuxonosud [pedannnoB) nan Kacrasckor Herosats Taj Moaea, a Ceprej
Paxmanunos (Cepreit Bacuabesud Paxmannnos) Cmoaerckom he nocserutu cBoje
Ceenolino 6genuje (1915). AyTopKa cTyauje 3aKmydyje KAKO MHOTH CaBpeMeHHU PyCKU
xomnosutopu (Apxumanapur Marsej / Matseit, Baapumup Maprunos nau Ceprej
Tpy6asos / Cepreit 3ocumoBny Tpy6aués) cmarpajy Aa je MoryhHo HacraBuTH
CTBApAAAIITBO ¥ 0BOj YMETHUYKOj 00AACTH 6a3MPAHO HA APEBHIM PYCKUM HaIleBUMA
M MY3HKOAOIIKMM aKTHBHOCTHMA reHepariuje npe u camor CmoaeHckor. bes o63upa
Ha TO IITO je jeAaH MamH 6poj KommosuTopa, nomyT Eancona Aenncosa (Eancon
Bacuavesnu Aenncos, 1929-1996) ysepen aAa je Hemoryhe mosparutu U3BOpHY
ApXauYHOCT YHYTap MOAEPHOT AyXa, OTPOMHO My3HYKO-I[PKBEHO-HAIJMOHAAHO, AAU
u cenpaBocaaBHo nperuyhe Crenana CMOAEHCKOT CTOjU KAO HEABOCMHUCAEH BEPCKU
U XyYMaHUCTUYKH CTIOMEHHK.

Texcr Kahe Epwmonajese (Katya Ermolaeva / Kars Epwmonaaesa), ,Banos
TPUXOPA: CPeAmOBeKOBHe Mysuuke cauke y Heauy Iposnom Ilpoxodjea u
Ajsenmrajua’, usmely ocraror mokpehe M HMHTEpeCAaHTHO NHTame BAAMAHOCTU
YMETHHYKHX OCTBapeHa NPUMApHO HACTAAMX M3 UACOAOUIKMX Pa3AOTa, IMIPU YeMy
je HEONMXOAHO pasyMeTH Ad je Y OKBUPY TOTAAMTAPHUX PEXHMMA, Kakas je OHO
Crasunos (Mocud Buccapnonosnu Craaun), oo Hajuemhe 6uaa jeanna moryha
OTIIIMja jaBHOT KPeaTHBHOI M3Pa’kaBaka YMETHHMKA Ha HMBOY BHCOKUX CTaHAAPAA.
duamMcka MysHKa 32 0BO KHHEMATOTpadcKo ocTBapeme u3 1944. ropnHe nmpeacraBsa
jEeAMHCTBeH NpuMep KOMOMHOBamba PYCKUX MPABOCAABHUX LIPKBEHUX XUMHH (jeAHa
tpehuna) u opurnnasue mysuke Cepreja ITpokodjesa (ase pehune). sberasajyhu
IyKO MMUTHPAake, KOMIIO3UTOP 3HATHO AyOHSHMM ITOCTYIIKOM YAQ3H y CPXK ITOjauke
eCTeTHKe CTAPUX HalleBa, CTBAPajyhu My3uKy ,y AyXy" MeAOAMja, OANCKO ayTOpUMa
HOBe DyCKe IIKOAE, a Y AyXy AeQHHHIMje — ,MMArMHAPHH IPKBEHH (OAKAOD'
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AeTarHO CIpoBeAeHa aHAAM3a ITOKA3aAa je A ABa OCHOBHA My3HYKa €AeMEeHTA UMajy
3ajeAHMYKe KOPEHE Yy TPUXOPAAAHOM MEAOAM)CKOM MOAEAY, Tj. Y TPHXOPAY KOju ce
O0MYHO HAAA3M Ha IIOYETKY MEAOAMjCKUX IleanHa. Ibera Hema Ha IOYeTKy cBake
dpase, aAl ce jaBbA AOBOSHO IeCTO Ad 00e36eAr TeMaTcKy koxesmjy. OBo pokasyje
3HATHY Be3y CAOBEHCKe My3HUKe KYAType C My3HKOM OBora ¢pHAMa, 0 K0joj ce IIpe oBe
CTYAMj€ MaAO 3HAAO.

Y papy ,IlojaBa pycKkux IPaBOCAAQBHHX >KQaHPOBA M KOMIIO3HUTOpa y OOHOBH
AeToHCKe AyxoBHe My3uke” Jyanje Jonane ( Jilija Jonane), ucrude ce BasxkHocT opHOCA
XPI/IH.[haHCKI/IX ACHOMHMHAIIMjA Y 3eMAH (eBaHI‘eAI/ILH/I, KaTOAHUIIY, npaBOCAaBuH) 3a
IPEBAACT YIOTPeOSbEHNIX TPAAMII]A, IIPH YeMy Cy HajCaAPIKajHUja AeAd IPABOCAABHE
IpoBeHHjeHIMje 6a3upaHa Ha MAEjHU CTapor ,AyxoBHOr KoHIepra’. OHa ce Maxom
peaausyjy y ¢OpMH OpaTopujyMa C IIOAKAHPOBCKOM OAPEAHHIIOM — eKYMEHCKU
xopcku konyepin. Tako, Ha ipumep, Aeao Boi je vybas Teopra [leaenmca (Georgs Pelé-
cis, 1947), HamucaHo je CTHAOM ,HOBe jeAHOCTABHOCTH" C IIPETEXXHO AMjATOHCKHM
XapMOHCKHM je3HKOM U TPAAULIMOHAAHOM YIOTPeOOM MoAudoHHje. YIIAMBH pycKe
AYXOBHE€ MY3HKE Y AE€TOHCKY YMETHHYKY AYXOBHY MY3UKY KOjI/I Ccy ce HOjaBI/IAI/I
Tek KpajeM XX Beka, KpO3 HOBOHACTaAd OCTBapema ITOKAa3aAd Cy jacaH TPeHA
YAA,aBamba OA TPAAUIIMOHAAHE I[PKBEHE MY3HKe Ka CTBAPAAAYKOj IIPAKCH HAMEHheHOj
KOHIIEPTHUM IIOAHjyMHMa.

Y Texcry , AyXOBHA My3HKa y My3HIKOoM xxuBoTy Cpbuje y BpeMeHy KOMyHH3Ma',
ITpeapar Hoxosuh caraepaBa APYIITBEHOIOAUTHUKE M KYATYPHE IPHAVKE Y KOjHMa
Ce HalllAa IIPaBOCAABHA I[pKBeHa My3HKa nocae 1945, ropune. Pasymesame nosunuja
AyXOBHE My3HKe Y TOM IIepuoAy Moryhe je, mpeMa ayTopOBOM YBHAY, jEAUHO KPO3
caraepaBambe CBeyKynHor craTyca CpIicke IpaBOCAaBHe IJPKBe TOKOM KOMYHHCTHYKe
BAaapaBuHe. Hoxosuh KOHCTaTyje AQ je Tek ca cAaOperseM KOMYHUCTUIKOT IPUTHCKA
[IOYETKOM OCAMAECETHX TOAMHA, A 3a PA3AMKYy OA IOBpeMeHHX MoryhHocTHm aa
ce 4yjy AeAa KaTOAMYKe M IPOTECTAHTCKe MY3HKe, jaBHH CTaTyC IIPaBOCAABHe
LIpKBeHe My3HKe II09e0 Ad II0Kasyje 3HakoBe obHOBe. Hepopmasna 3abpana jaBHIX
KOHIJepTHUX H3BOlerba LjpKBeHe My3HKe KOjy je BAACT CIIPOBOAHMAA, O1Aa je GasupaHa
Ha AOXKHBAAjy TAKBHIX OCTBaperha K0 MAaHH(eCTAIHjH PEAUTHO3HOCTH, a He Ko AeAd
KAQCHYHOT MY3UYKOI pereproapa. JeAHa OA Tadaka IpoMeHe Aoropuaa ce 1981.
TOAMHE IIOBOAOM IpocAaBe 125. ropummurie pohema Creama Mokpamiia Kaaa je
Xop Papuo Beorpapa ca aupurenToM MAapeHOM JarymToM CHUMHO ABAa Kioy4dHa
KOMITO3UTOpOBa AyXOBHa AeAa — Auitiypiujy Cs. Josana 3aaitioyciioi m Oiiero. Y
TEKCTY Ce IIOMHUIbe 3HAYaj XPAOpUX, HCTAKHYTUX U MAAOOPOJHUX MOjeAMHALIA KOjU
Ce OAPXKABaAU ,THXy BaTpy” LpkBeHe Mysuke. Mely muma ayrop msasaja Kocry
IT. ManojaoBuha, ocuuBada Mysuuke akasemuje y Beorpaay, Bojucaasa Vauha,
npogecopa ucre Axapemuje, kao u axkapemuka Ammurpuja Crepanosumha xoju
je oa 1969. Boano Crypmjcku xop Mysukoaomkor uncruryra CAHY, ¢ xojum je
IIPEMHjEPHO U3BOAHMO CBOj€ TPAaHCKPHUIIIHje CTape AyXOBHE MY3HKe, AW U IIpUMepe
jeAHOTAACHe, ITOTOM M BHIIETAACHE IIPKBeHe IpaKce APYTHX IIPaBOCAABHHX, Kao
U 3aIaAHMX XPUITNAHCKUX TPaAunuja. AyTOp Y 3aKaydKy HArAQUIAaBA U AQHAIIBH
HEAOCTATaK IOCBeheHNX IojeArHAIla KOjI OM MOPAAM AQ YAOXKE BEAHKY CHAr'y Ad
6I/I C€ Ha OIITEM HAMOHAAHOM HHBOY IIOIIPAaBHMO TPETMAaH AYXOBHE MYy3HKE H
HAAOKHAAUAE H3TyOneHe AelieHmje.
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Cryanjom ,,Opjeniu AoaBHE MIPOIIAOCTH: CPIICKA KAABUPCKA My3HKa HHCIIHPHCAHA
[IPaBOCAABHOM TpapumujoM’, Bana Meauh o6yxBaTa CTBapaAalITBO KOMIIO3HTOPA
Bacuanja Moxpamia (1923-1984), Byka Kyaenosuha (1946-2016), Cerucaasa
Boxwuha (1954), Mupocaasa Casuha (1954) u Aaexcanapa Aammanosuha (1958).
Oaabup ayTopa AOTOAHO Ce He CaMo 3060T BUXOBUX PA3BAUYUTUX KOMIIO3HUTOPCKUX
OpHCTyIa, Beh M 3aTO IITO OHU OCBETAABAjy PA3AMYUTE eAeMeHTe — eTHHUKE,
MHCTHYKE, HOCTAATUYHE HAM eCKAIUMCTUYKe — KOje je eBOKaljija IPaBOCAABHE
My3UKe MMaAd y HUXOBUM KAABUPCKUM AeanMa. [Ipema yBupuma Meante Muaus,
jOIII 0A TTeAeCeTHX U IIe3peceTux roprHa XX Beka IPUMETaH je ,AUjaAOT C MIPOIIAMM
BpeMEHOM', K0 CBOjeBPCTaH IIOBPATAK APXAHUI[M IPEKO CaBPeMEeHHX YMETHHYKIX
CPeACTaBa, Te Cé OH KAaOo BeOMa BHMTAAaH CTHA 3aAPKA0 IPAKTUYHO AO AAHAC.
KomenTapnmyhu BepoBarHO HajO3HATHjy KOMIIOBHIHjYy H3 TOI CTBAPAAAUKOT
kpyra — ToHcky moemy Ogjeyu (1973) Bacmamja Moxpamna — Meauhesa je
AeQUHUIIE KAO CaBPeMEeHO AEAO KOje TeXM IOBPATKy AYXOBHOCTH U Koje je y
[OTpPa3sy 32 U3IyOseHUM MUPOM H PAaBHOTEXXOM Y MOAepHOM cBety. [1axo je To peao
MHCIHPUCAHO jEAHOM BH3AaHTHjCKOM MEAOAMjOM — KaO IIOCTMOAEPHO TPETHpPAH
My3U4KH apTedakT — y3 kopumheme MHHIMAAHOT TeMATCKOT MAaTe€pHjaAd U Kpo3
CTBapame U3y3eTHEe APaMCKe CHare U MacHMBHE KyAMUHAIUje, HheH PUAO30(CKU CBeT
IIpeBa3tAA3U IPaHMIle TIPABOCAABAA U YAA3H Y APYTA y4YeHha OA HEOIAATOHHM3Ma AO
6yausma. Anaausupajyhu Busaniiujcku mozaux (mysmaxe camke nocsehene cprckum
manactupuma) Ceetncaasa Boxxuha, ayTopka npumehyje naycrparusHo eormpatbe
3BYYHHX CAMKAa MHCITMPHCAHHUX I/ICTOPI/Ij CKUM AOI‘ab aj HMa 1 KOMIIO3UTOPOBUM ANYHHUM
cehammma. Boxxuh ,u3mumsa® mpomaoct, mokymasajyhu Aa Ha Taj HA9HH IPeMOCTH
ja3 HaCTao 300r IpevecTo Oy PHUX 1 HCIPEKMAAHIX TOKOBA HCTOPH]je CPIICKOT HAPOAQ.
Ha cauvan Haums ce u AaekcaHpap AaMmanosuh 01<pehe IPUHLUITYy TOHOBHOT
Kpenpama MMaruHapHe npomaocTu. Kao cBojeBpcTaH mocT-IIOCTMOACPHUCTHYKH
yHacTaBak“ momeHyTe Mokpamuese moeme, Xuiangapcka 3éona (1992) Byka
Kyaenosuha npeacraBaajy Moryhe 3BydHe omoMeHe Koje je ayTop 4yo YHyTap CBOra
crBapasadkor 6uha, moBopoM KaracrpodasHnx porahaja 3a CpICKH HapoA TOKOM
AeBeAeCeTHX TOAUHA, Be3aHUX 32 PaTOBE, er30AyCe, CHPOMAIITBO U 6oMOapaoBarbe
HATO-a. Ho, MIBana Meauh cmarpa pa ce mberoBa Iopyka MOXKe IPOTYMAUUTH U
Ka0 ONTHMHCTHYHA: MOXAQ KyaemosBuh oBum peaom moaceha cprcku Hapop Ha
IPOLIeC OApP)KaBama Bepe U ceharbe Ha BeKOBHO HAPOAHO CTPAAAEbe OA USIPAAEE
XuAaHAApa, AAM MOITYT OIICTAHKA CAMOT MAHACTUPA, ayTOP HArAamasa UCTOPHUjCKO,
HAIMOHAAHO IPEXMBAABAKE M HEYTaCHB OTIIOP 3AY, YIPKOC CBOj HerOBOj CHAUHM.
Heryjyhu mocrMoaepHICTHYKY HPOHIYAH OAHOC IpeMa HAIIMOHAAHOM $peHOMEHY,
QAU U yoKe TAEAQHO, YMETHOCTH HACTAAO] Ha , HOBOM YHTAsy IPOMAOCTH , Mupocaas
Casuh y Baayepy 3a Bpbuyy MAUHMMAANCTHYKAM IOCTYIIKOM KOjH HUCTOBPEMEHO
AEKOHCTPYHIIIE (eTOBOM YIIOTPeOOM Yy IPOrpaMCKOM KOHTEKCTY, IAPOAUPA IPAKCY
(HOje,A,I/IHI/IX) KOA€ra KOMITIO3UTOpPA, Te MOKa3yje BUTAAHOCT MYy3MYKe MMaruHaIlMje
Kao TaKBe, KOja KPO3 HUMIIEPATHB HAeje O CAOOOAHOj KpearjHju o CBAKY IjeHY, MOXe
U yMe Ad Ce ,IIOUrpa” M ca OCETAUBUM TeMaMa HAIJMOHAAHE IPOIIAOCTU U IbeHe
(monexaa ApymTBeHO BeoMa 6uTHe!) caBpeMene dyHuHje.

Cpeaunmme MecTo y 360pHUKY 3aysuma TekcT [Bama Myauja ,IIpaBocaaBHa
LJPKBEHA My3HKa M IIOAUTHKE HEOAUTHYHNX . OH HYAU IIMPOKO YOKBHPEH IIOTAEA
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Ha OAHOC IIOAUTHKE, MOAEPHI3MA, peAuruje u Mysuke y Pycuju, Byrapckoj u Cpbuju;
Kpo3 mapadpasy HacroBa eceja Xepbepra Pupa (Herbert Reed) IMoauiniuxe (omux)
HeTLOAUTTIUMHUX, OHIUX , KOJH TeXe Aa OYAY YHCTH CpIieM’, TOTeHI[HPA 3HAYAj H3y3e THUX
[OjeAMHAL]A KOjU Cy Ge3pe3epBHO U3PAXKAaBAAU CBOj CTaB U Y BpeMeHHMa Hajjadux
MOAWTHYKHMX IpUTHCaKa. IIpUPOAHO, caMa TeMa CTBapaAallTBA HA IIOAY IfpKBeHe
My3HUKe y A00a KOMYHH3Ma OBA€ je HallAa CBOje ITyHO ymopuimTe. Myau Hajmpe
HCIUTyje YIAMBOM OHOBpDEMeHe IIeH3ype ,CaKPUBEHO XOPCKO CTBAPAAAIITBO
Teopruja Csupuposa (Teoprmit Bacuavesmu Csupuaos, 1915-1998), Popmona
Iueppuna (Popnon Koucrantunosma Ieapun, 1932) u Teopruja Aumurposa
(Teopruit Aumurpos, 1904-1979), aAM U HOTOWY CBOjeBPCHy 3allUTAHOCT
Eaucona AeHncoBa Koju je HeKe OA OBHX CTBapaAalja AOXKMBAABA0O KAO YMETHHYKeE
yKaMeAeoHe” IIOITO Cy C jeAHAKUM HHTEPEeCOBAHmeM HAjIpe CTBAPAAU MY3HKY Y
vact Aewnna (Baapnmup Viabud /YabsHOB/ AeHHH), 2 HEKOAMKO AeLieHHja KacHuje
camor Mcyca Xpucra. TakBy BpPCTY ,eAeraHTHe" 3aMeHe TeMa CAaCBHM AAKO CMO
MOTAH A YOYHMO TOKOM PaHHX AEBEAECETHX I'OAMHA H Meby H3BECHUM CPIICKHM
crapaonuma. ITocmarpajyhu poame pasamanTe THIIOBE IIPOLeca I0jaBe MOAEPHU3MA,
ayTOp yKasyje Ha IIAPaA€AHY CHUTYaLHjy y Oyrapckoj ¥ CPIICKOj YMETHHYKO) IIPAKCH
TOKOM IIPBUX AelleHMja XX BeKa, Kapd YAOTY IIPOINOBEAHHMKA HOBHUX CTPeMAeHha
uune apxutekta un caukap Yaspap Ilerpos Mytados (1889-1954), ca cBojum
IPOBOKATUBHUM YacorucoM 3aaiopoi (1920-1943), u /oybomup Munmh (1895
1971) ca yacommcom 3enuili y KojeM ce, uaMel)y 0CTaAOr, 3aAarao 3a 3aHUMAHB
CIIOj Pa3AUYUTUX eBPOIICKIX ITOKPeTa Y KOMOUHAIIMH Ca COBjETCKOM MACOAOTHjOM.
Kaaa je mysuxa nocpean, Myau ce ocBphe Ha TepMHH ,,yMepeHI MOAEPHH3aM " KOjH
BeoMa A0OpO AepuHumIe curyanyjy Ha Baskany c kpaja XIX u y npBuM AelieHHjaMa
XX Beka, e TakBa BPCTa CaBPEMEHOT IPHUCTYIAa KOMHIMAMpPA C HAI[MOHAAHHM
AP’KaBHHM IIPOjeKTHMa, TIPH YeMy Ce CTapH OPHjeHTAAHH AYX M KOH3epBaTHBHe
YMETHIYKe TPaAULHje AUPEKTHO CY4esaBajy ¢ aBaHIAPAHMM eAeMeHTHMa, YiHehu
Kpajibe yMETHHYKE PEe3yATATe BeOMA CBEXKHM M HAAAXHYTUM. TO ce Toce6HO MCKa3aA0
Y AOMeHy IpKBeHe, IIPeTeXXHO KOHIepTHe My3uke Muenka JKuskosuha, Muaoja
Munojesuha man cBemrennka Muansoja LlpBuanuHa, Ipy 4eMy je 0Baj IOCACABH
TOKOM CeAAMAECETHX TOAMHA XX BeKa CMEAO YBOAHMO M OPKECTapCKM HapT y CBOje
AWTYPIHjCKE CTaBOBE.

ITaoao Eycramu (Paolo Eustachi), aytop Tekcra ,Yrunaj npaBocaassa Ha PycKu
¢uAM B QHAMCKY MYSHKY', UCIIHTyje OAHOC YyBEHHX PYCKHX peAHTesA IpeMa
denomeHy Ppuamcke Mysuke, KoHCTaTyjyhu pa je Auapej Tapkoscku (1932-1986)
gecTo ynorpebsasao mysuky J. C. Baxa (Johann Sebastian Bach), aau je Takobe —
daBopusyjyhu eaexrponcky mysuxy u pap Eayapaa Apremjesa (Eayapa Huxoaaesna
Aprempes, 1937) — ucrunao pa Mysuka He Tpeba Aa CAYXKH IOApaBamsy oApehennx
€MOTHUBHUX CTaba y PUAMCKUM KapApOBUMa, Beh Tpeba aa Oyae 6AMICKA MIMaHEHTHIM
3BYLIIMA M3 IIPUPOAE, TIOIYT MaAama KHIle, CHEera, AyBama BeTpa, ITHYje IecMe H
camyno. Tume ce jom jade AepUHMCAO CTaB peAnTeNsa IIPEMA, 32 Hera IPUMApHOM,
€CTeTCKOM H3PaXkKaBaky AYXOBHOT M er3HCTEeHIMjaAHOr cBeTa. Texcr Takobhe Hyam
AyOuHCKe OCBpTe Ha capapwy peautesa Eaema Kammosa (Oaem Tepmanosmy
Kanmos, 1933-2003) ¢ komnosutopoM Aadppesom LIHUTKEOM, K20 IPHMED jeaHe
OA Hajy30yasHMBUjUX YMETHHUKUX CapaAly y UAMCKOj yMeTHOCTH XX Beka, Kao
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M Ha CAMMHYy capaawy msmely peaurema ITaseaa Aynruna (ITaea CeméHoBHY
Aynru, 1949) u xomnosuropa Baapumupa Maprunosa (1946) y Ocitipsy, caaBHOM
ocTBapemsy AyOoke mpaBocaaBHe ecteTnke u3 2007. ropuHe.

Y cryamju,, AyXOBHOCT Ka0 ANYHA ACHOMHUHAITHja: peAUTHjcKun3pasy aseay Coduje
T'y6ajayanne’, Bopuc Bear (Boris Belge) koHcTaryje Aa je ,peanrnosta AyxoBHOCT®
KOjy KOMIIO3UTOPK2 AOXKHBAABA KA0 KPajibe ANMaH eAeMeHaT (,KOMIIOHOBATH 3HAYH
MoauTH ce”), Beoma 6ansak jeanoM J. C. Baxy, ncroBpemeno 61aa ieHa IpOAYKTHBHA
CHAra, aAM M CMeTHa 3a KapHjepy. AyTop TeKCTa pa3Marpa oBaj GpeHOMeH KpPo3 TpH
acrexTa: 1. lbeHUX M3jaBa U CTABOBA; 2. BEHOT MECTa Ka0 KOMIIO3UTOPA Y TPAAHIIH)H
PYCcKor cuHKpeTH3Ma op KacHor XIX Beka A0 CeAAMAECeTHX M OCAMAECETHX FOAMHA
XX croaeha; 3. aHaamsoM HajsHauajHujux Aesa. Aeao Ogepiniopujym (1981)
OTKpHUBA HAEjy KpTBE KPO3 My3HMYKe IIaca’ke CaBPEMEHOI 3BYKa, aAM MHOIITBO
TAKBHX eAeMEeHATa He AONPHHOCH pellery ersuCTeHIHjaAHor mpobaema, Beh oo
KOHAYHO AOAA3H TeK y 3aBPIIHOM CMHpeHOM kopaay. Kao xoMmosuTop oHa je yecTo
PasMHMIIbAAQ Y KOOPAMHATAMA XOPH30HTAAHHX U BEPTHKAAHHX CTPYKTYpa, Kao
CBOjeBpCHOj GOpMHU KpCTa. Y IBeHOM AUYHOM XaOUTYCY eAeMEeHTH MHAUBHAYAAHOT
(BeprmKaAHO) M ucTopujckor (xopm3oHTaAHO) Takohe cy ce ykpmraan. Camo Ha
HAUMH CYIITHHCKOT [IOBE3KBakbha KioyYHUX acrekara ['y0ajAyAHHIHOT KMBOTA, Pajd U
KOMIIOHOBAEba, MOXKE Ce Pa3yMeTH YAOTa ,peAuruje” Koja je y IyHOj Mepu obeAexuaa
Fb@HO CTBAPAAAIITBO.

ITpema Pejuea Ilepemaja-®onaac, ayropku Tekcra ,EzoTepruuna nkonorpadmuja:
npaBocaaBse U nocseheme y cery laanne YcTaBOACKe, Ta KOMITO3HTOPKA CBOJHM
CHAKHHMM KPeATHBHHM I'eCTOM 0CAOOOlerha BpeMeHCKOT M TOHAAHOT aCIIeKTa IPaAK
IIPHH KAHBAC K40 AIIOKAAMIITHYKO Brl)erbe AaHAIIber BpeMeHa y KOMe je YOBEYaHCTBO
AOIIAO AO GesHapexHor cramba. [aanHa Yersoacka (1919-2006) cTBapaaa je AyxoBHY
MY3HKY AQ OU Ce OABOjHAQ OA APJKABHE HAEOAOTHje, Ad OM OCAOOOAMAA CONICTBEHY
MHCa0, Ka0 IIPOTECT MPOTUB MACOAOIIKE KOHTPOAE Hap HOM, Te y IOTpebu 3a
AYXOBHIM 6€roM TOKOM COLIHjaAHO ¥ AyXOBHO AeBacTupajyhe epe y x0joj je xxueaa.
Cama je TOBOpHAQ AQ Fb€HO ACAO HHUje PEAUTHO3HO y OYKBaAHOM CMHCAY peun, Beh pa
je BUIIIe OKPYIKEHO , PEAMTHO3HIM AyXOM . F13 Tora IpoM3Aa3u A eHa My3HKa U Huje
HAITMCAHA 32 KOHIIEPTHO H3BOl)ere, KOAUKO Ka0 ,3ByYHA MKOHA“ KOja MPEACTaBAA
HHTETPaAHU A€O BeHOT CYLITHHCKH AyXOBHOT 6rha.

Baehu ce Ttemom ,Mysuka Hukoaaja Kopuaoppa 3a cBetn mpoctop:
pasMuIllsama IOBOAOM Herobe peasusanuje boxcauciisene Auitiypiuje us 1978.
ropune’, I'peropu Majepc (Gregory Myers) aepuuume jacHe yruuaje Huxoaaja
Pumckor-Kopcaxosa, 'ycrasa Maaepa (Gustav Mahler), Amutpuja Illocrakosuda
(Amutpuit Amurpuesnd [locrakosud) u Aadpepa IllHuTKea Ha TOT KaHAACKO-
PYCKoOr ayTopa. Y HaCTaBKy CTYAH]j€ ayTOP ITOCTaB»A HEKOAUKO KAYYHIX ITUTAkba: IITa
je 61O CYIITHHCKU Pa3AOT 3a BeIOBY OAAYKY A IIHIIE AUTYPIUjCKO AeA0? Aa AM je TO
61aa Mepa rpahanckor ormopa AK pedAEKCHBAH OATOBOP Ha €CXaTOAOLIKH IIPH3HB
KOjH je KpacHo merose crapuje koaere nomyt ['y6ajayaunse, Ilepra (Arvo Pirt) nam
IMauTkea? Aa Au ra je mokperasa Bepa MAM AemoTa puTyara? Majepc sakmyuyje
Aa je puTyaA 61O IyT Ka MpOHaAaXewy paBHOTexe u3Mely amune Kopupopdose
IOTpare 3a COIICTBEHNM MY3HYKHM I'AACOM M Mepe AyXOBHOCTH. AeAO 1o cebu Huje
6orocayxbeHa My3uKa U Ipe CBera IIPeACTaBbA HEKY BPCTY IPHIIpeMe, urtext-a 3a
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BEAMKA AeAA KOja Cy TIOTOM AOAA3UAR, I TO KaKO ITyTeM CaMe My3H4Ke TEXHHKe, TaKO
W Ha IIAAHYy MYy3H4YKE €CTETHKE. To je H3HaA CB€ra YMETHHMYKH OIIPpaBAAH noxymaj
AQ Ce pecTaypHIile OpraHCKa yAora Mysuke y aurypruju: Huxoaaj Kopmaopd
(1947-2001) Ha Taj HaYMH je AOIIAO AO IOMMaFba CTBAPAAAYKOT AKTA BEOMA GAMCKOT
AUTYPIHUjCKOM PUTYAAy MAU IIAK, HOBOOCBOj€HOM PUTYaAHM30BAaHOM MY3UYKOM T'eCTy.

Tapa BuACOH, ayTOpKa IOCAEARET TeKCTa y KBH3H —,BaapuMup MapTuHOB:
PYCKO IpaBOCAaBSE KAO KYATYPHAa M KOMIIO3HMIJMOHA €CTETHKA“ — Ha H3y3eTaH
HAUUH KpO3 ,yIOTPeOY” AMKa U AeAd TOT KOMIIO3UTOPA KO Ad CYyOAMMHUIIE MHOTe
TIIPETXOAHO Y 36OPHI/IKY IIOMEHYTE€ YMETHHYKE N eI‘BI/ICTeHHI/IjaAHe ITapapurme, Te
Adje jeAaH BEAMYAHCTBEH OCBPT HE CaMO HA JeAMHCTBEHM CBET TOT aHTa’KOBAHOT
yMeTHHKA, Beh 1 00¥A€e IPOBOKATHBHUX HAEja O CHA3H M MOTEHI[HjaAy CaBpeMEeHOT
KOPI/IH.IhEH)a IIPpaBOCAABHE MY3HUYKE TpaAnque, AAM U IbEHHX IMHPHUX AOMEHA: OA
YKyIIHE €CTeTHKE, IPEKO LIPKBEHEe KYATYypPe AO AAHANIBMX IO3MIIMja / TyMa4yermba /
BpE€AHOBAarba BEYHUX BPEAHOCTU xpmuhaﬂcxor IIOTA€AQ Ha CBET.

KOMHO3I/ITOP MHUHHUMAANCTHYIKE €CTETHUKE, MY3HMYKOOPKBEHM  IHCAIl H
XHMHOTpad-pecTaypaTop CTapor pycKor 6orocayx6eHor mojama, Baasumump
Maptunos (1946), mosHaT 1 MO paAMKAAHOM KOMIIO3UTOPCKOM Manuecty Kpaj
KOMUO3UITOPCKOT 8pemend, CTBapa ,0PUKOAK" CTHAOM KOjH ObjallmaBa Kao ,I0CT-
TIOCTMOAEPHHUCTUYKN KOMEHTAp Ha MY3HUKY M KYATYPY IIPOIIAMX BpEMEHA KOjI/I
AeAyjyhu kao puryaa 6puie rpanuny usmely capamse u 6yayhe Mysuke i mosuruja
YOBEYAHCTBA [IOAEAHEHOT M3Mel)y MaTepUjaANCTHIKOT CBeTa M AyXOBHE XapMOHHje".
Craapajyhu mop AMpeKTHHUM yTHIjajeM 3HAMEHOT PacreBa M CTPOXHOT IOjama Kao
apXau4yHOT My3HYKOT pedHHKa, MapTHHOB KOHCTPYHIIE ,HOBU AyXOBHU HPOCTop“ Kao
BPCTY My3UYKOT AOXKHMB/53ja KOjH CIaja MEAUTATUBHY KOHTEMITAALIM]Y Ca CaBPEMEHNM
puTyasHUM OKpyxewmeM. Ilpumapajyhu caBpeMeHOM pyCKOM, IIOCTCOBjETCKOM U
IIOCTMOAEPHUCTHYKOM H3pasy, OH je GAM3aK Kpyry ayTopa ,HOBOT CHHKpeTH3Ma“
KOjU MY3WYKH aCIeKT YKPIITajy ¢ BAaHMY3HYKMM HM3BOpPHMA. TOKOM cBOra Apyror
CTBAPAAAUKOT PA3A00NA HCIYIEHOT eAeMEHTHMA CaBpeMeHe eBPOIICKe KYATYpe,
MapTuHOB Ce 3aAarao 3a MPOHAAAXKEHE ,HCTUHE  HA IPAHMIIAMA KOHTPACTHUX U
AMjaMeTPaAHO CYNPOTCTaBASEHUX HAja, AHTPOMOAOMIKUX ITO3UIIHja U PEAUTHO3HUX
aormu. Ha Taj HaumH je ycremso crBapao He caMO YMeTHHYKU YHHBEP3aAaH je3UK,
Beh je, mupe raepaHoO, MOCTH3A0 CjeAMIbeIbe PEAHTHO3HHX Tpapaunuja Fcroxa u
3amapa, CBETOBHOT M AYXOBHOT, Te IpOQecHOHaAHe M HapoaHe Mysuke. IlomyT
IpecTaHKa KOMIOHOBaa U ,lepuopa tumune  Apsa Ilepra xoju je TOM BeAHKOM
€CTOHCKOM KOMITO3HTOpPY OMOryhmo M3Aasak M3 CTBapasadke KpH3e KpO3 HOBY
TEXHHKY ,THHTHHAOyAU', U Baapumup Maprunos usmehy 1978. u 1984. rosune
npecraje Aa ctBapa: ,IIpecrao cam A2 KOMIIOHYjeM... OHO IITO CMaTpaM CONCTBEHOM
MY3HUKOM, Y MOM Cquajy IIyT€EM MUHHUMAAUCTHYIKOTI KAaHOHQA, 1 OKPEHYO C€ CTBapaiby
II0A yTHIIAjeM 3HATHO IIMper KaHOHAa — Boxwjer kaHoHa. Cebe AOKMBMSABAM Kao
XOPHCTY, NIKOHOIIHCITA, BEPHMKA H AHOHHMHOT YOBeKa. Ja caM cBe TO HabpojaHo, Mapa
CaM 0A OCaMAECETHX FOAMHA HCTOBPEMEHO 61O 1 KOMIIOZHTOP H He-KOMITO3UTOp".!

1 Buperu pap Tape Buacon y 36opauky, cTp. 262.
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Kao xoMImosurop OH ycIieBa He CaMO Ad MaKCHMaAu3yje Kopuimherme mpe-
CTBOPEHOT ,CBETOr " II0jayKOr MAaTepHjaAd — HA HAYHH CBOjeBPCHOT KOMEHIapa Ha
Ipey3eTH HAIleB YHYTap MAPTUTYPe, KA0 KOPaKa ,Adne” 0A, IPHMEpUIle, BPXyHCKe
cuMOHHU3AIMje TAKBOT eAaeMeHTa Kop jepHor Cepreja PaxmammHOBa — aAM Al
HCTOBPEMEHO TOKOM pa3BOja AeAd M KOHCTPYMIIE AUPEKTHY Be3y TOTa JKHUBOT
AYXOBHOT M3BOpa C YMTABOM HA€jOM MY3HYKOT KaHOHA, moABAadehu aa cy cBu TH
ereMeHTH (KyATYpHH M3BOPH, CPEABH BeK, apXaWyHO, TPAAMIMOHAAHO) BeOoMa
MOBE3aHH: ,Ja KOHCTHTYHIIEM HMHTEPTEKCTYaAHOCT Kao devotio moderna Hamier
BpeMeHa U PeaAn3yjeM ra IMpeA IIyOAUKOM Kao HOBH THII pedAaeKcHje, Kao HOBO Ouhe.
To je xpaj epe KOMIIOHOBama... U MOYETAK CIIO3HAje YMETHOCTH KAO CBECHOCTH,
YMeTHOCTH Kao HOCTaATHje U YMETHOCTH Kao ucrue? Kpajmu ncxop merobor peaa
HHje TeK KOM6I/IHaI_II/Ija PasAMYUTUX HCTOPHMjCKHX U KYATYPOAOUIKMX pedepeHIH
KOja Pe3yATHpa IOBPUIHUM MOAUCTUAM3MOM HAM €KAEKTHYHOM IIOCTABKOM je3uKa
KaKo ce IIOHeKaA cxBara, Beh aAyboxa ¢ysuja mpu K0joj ce CBAKM IPeY3eTH eAeMeHaT
AeCTHAMIIIe ITyTeM HapacTajyhux MeraMopo3a 1 IOHABAAA.

Canuno penennuju Odepiniopujyma Coduje I'ybajayaune kop 3amasHe myOArKe
y TOAMHAMa HEIMOCPEAHO HaKOH XAAAHOT paTa, Koje je IPEeACTaBA»aA0 MPOTOTHID
Ayro 00y3AaBAaHOI, Kako Bepyje caMa KOMIIO3UTOpPKa, ,3abpameHor Boha“ xoje
Ce KOHAYHO MPO6Ga C BEAUKUM 3aAOBOACTBOM, TAKO je, YMHH HAM Ce, M C OBHM
30OpHMKOM: 33 YMTAOLje Ca 3allapd OH AOHOCH TyCTO HCIIPeNAeTeHy IIOBECT O
PaBAMINTHUM, Y36YAA)I/IBI/IM, HCTOBPEMEHO BHCOKHM YMETHHYKHM AOMETHMA
UCIy’eHUM IIPAaBOCAABHUM AYXOM, 2 32 ,MATHYHY I/ICTO‘IHOXPI/IH.IhaHCKy HY6AI/IKy
CAOXKEHY PEKalUTYAAIlUjy BPEAHOCTH M OCTBapema IITO MX je IMPaBOCAABHH AYX
H3HEAPHO Y IIOAY IPEBACXOAHO MY3UYKE, AA K ADYTHUX YMETHOCTH. Ha oBom MeCTy
hemo mocernyTn 3a HaCAOBOM HEAABHO NPEMHjepHO NPHKA3AHOT PHAMA MAaAe
peauteske Cape MuaanoBrh 0 AMKY U A€AY jeAHOT OA PeljeH3eHATa OBOT H3AAMA,
Beh momenyror IIOKOjJHOT akapeMuKa AuMHuTpHja CTe(l)aHOBI/Iha; HavMe, OBO LITHUBO
Ce MO’Xe Ha3BaTU M MHOTOyKpmTajyhum ,cBepouersem o HauTwjy . Buo 6u To Beoma
IPUKAAAQH IIOETCKH IIOAHACAOB 33 CAAP)KA] M3BPCHOT 300DHHKA KOJH CMO OBAE
IPEACTaBHAM.

Boigan Bakosuh

2 Ibid.
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Toaune 2020. y nuzpamy OakyareTa My3HuKe YMETHOCTH YHUBEP3UTETA YMETHOCTH Y
Beorpapy mybankoBaHa je MOHOTpadHja My3HKOAOLIKHEbE U TEOPETHIAPKE My3HKe
Muaene Meauh, Musica ante oculos: ekfraza i njene vrline évdpyeia i éxmdnéic u vokalnoj
muzici na razmedu 16. i 17. veka, Kao pe3yATaT B€HOT AYTOTOAMIIIHET HCTPAKIBADA
eBPOIICKe BOKAAHe My3HKe peHecaHce U paHor bapoka. IHTepecoBaibe 3a OBy TeMy,
KOja CBaKaKoO He CIIaAd ¥ My3HKOAOLIKH M My3HUKOTeOpHjcKu mainstream y Cpouju,
ayTOpKa je pa3BHAa KPO3 CBOjy IACHOHMPaHY IIEAAromKy AesaTHOCT Ha Kareapu 3a
My3H4Ky Teopujy DakyaTeTa MysmdKke yMETHOCTH.

MoHorpaduja  penpeseHTyje ayTOPKHMH HHTEPANCIMIAMHADHHA  HAyYHU
PaA, Kao U HEeHO U3Y3eTHO LIMPOKO 0bpasoBame. IbeHO BAapame peAeBaHTHOM
TE€PMHUHOAOTH)jOM Ha CTApOTrPYKOM, AATHHCKOM M HTAAUjAHCKOM jE€3HUKY OYHUTAEAHO je
He CaMO y BeOMa Na’KAHUBOM M IIPEIU3HOM YHUTAY B TYMadery IIPHUMApHUX H3BOPA,
Beh 1 y 06MMHIM HCTOPH)jCKO-aHAAUTHYKIM CaTA€AAQBAUMA AaHTHIKOT HacAeh)a nan
KOMIIO3UIIMOHUX TEXHHKA U KoHIenara nosuor XVI u panor XVII croaeha.

Musica ante oculos je opraHH3OBaHA y IIeT IIOTAABAQA, YOKBUPEHHX YBOAHOM
PpacrIpaBoM K 3aBpIIHKM pa3MaTpameM. [ToToMm caepe HHAEKC IMeHa, HHAEKC II0jMOBa
Ha U3BOPHUM je3MITNMA, CXKETAK Ha EHTAGCKOM je3MKY, Kao M KpaTKa ABOje3HJHa
6uorpaduja ayropke. Bubanorpaduja cappsxu 211 jeAuHuIa Ha eHrA€CKOM, Ka0 U Ha
HeMa4KOM H CPIICKOM je3uxy. CTyaHnja je y OCHOBH ABOAEAHQ, IIpU 4eMy OH IIpBa TpU
[IOTAAB»a OHAQ YBpIITEHA Y IIPBH, A Y€TBPTO U IIETO IIOTAABbe Y APYTH Aeo. OBakBa
MOAEAQ TIPOU3HAA3H U3 TIOCTYIIHOT AGAYKTHBHOT QOKYCHpama Ha I[eHTPAAHY TeMy,
MOYEBIIN OA IMHper PHAOCOPCKO-ECTETHIKOT M KYATYPHOUCTOPHjCKOT AaHTHYKOT
KOHTEKCTa, IOHOBHOr oTKpuha anriakor Hacaeha y Mraamju y XVI Bexy. Yunn
ce pa 6u, y MHAYe MUHYIIMOZHOM Pa3MaTpamy IIOMEHYTOI KyATYpPHOI TpaHcdepa,
MOTAO OHTH IIOMEHYTO Ad je OH OHO pe3yATaT MUIpAljyje BH3aHTHjCKHUX HAyIHHKA
U yMeTHMKa HakoH mapa Ilapurpasa 1453. y Mraanjy. ¥ ToM cMucAy 6u TekCTOBH
O I'PYKMM MY3HYKHUM TeopeTmdapuMa y Mrasmju u3 mepa mysuxoaomkume Kern
Pomany (Kai'rr] Pwpavo / Katy Romanou) , MOTAHM AOAATHO Aa ocBeTAe Beh TemesHO
IPOMHUILbAMKE TeMe. APYTH ACO KIbHTE je AMPEKTHO Be3aH 3a My3HKy U TeMesH ce
Ha TEOPHUjCKOMY3HUIKOM OBaIlAOhemy ekppase y MOTETY H MAAPUTaAy PpAAMAHCKIX
U UTaAnjaHCKUX KoMrosuropa no3xor XVI u panor XVII Bexa. Cam 06um 0Ba ABa
OCHOBHA A€AQ TEKCTa TOBOPH O IIEHTPAAHOM 3HAYajy YeTBPTOT U IETOT IOTAABAA,
Koju unHe ABe Tpehure cryamje.
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YBopHa pasmarpama cy mocseheHa caBpemeHuMM AeHHMIMjaMa AHTHYKOT
peTopHuKOr mojMa ekdppasa, Behnnom us aeBepseceTrx roprHa XX Beka, TO jecT mmpe
U TIOCA€ NIOCTCTPYKTYPAAUCTHYKE U IOCTMOAEPHUCTHYKE AGKOHCTPYKIIHje U, KaKo
ayTOpKa OAMax HArAamlaBa, AeBHjalfije aHTHYKOT 3Hauerma ekppase. TokoMm mos3Hor
XVI u panor XVII Beka exdpasa je aoePprHMCAHA KAO TPAHCMEAMjAAHA PEIIPOAYKITHja
BHU3YEAHOT YMETHHYKOT A€Ad MAM CITAIMjaAHOT 0bjekTa y3 moMoh TeKcTa, je3HuKor
U3paXKaBama, IOYEBIIH OA KOHIenTa ut pictura poesis Keunra Xopanuja Paaka
(Quintus Horatius Flaccus) u3 npsor Beka 1. H. e. Ommrenpuxsaheny caspemery
AeduHMIIjy exppase Kao BepbasHe penpeseHTaldje rpaduuke perpeseHTalHje,
dopmyancao je xmwwkeBnu Teopermyap Llejmc Xedepuan (James Heffernan)
kpajem XX croaeha. AekoHCTpyKIHja Te AeQHUHUIMje U O] CAUYHUX, 3aCHOBAHUX
Ha aHTHUYKOM 3HAdely II0jMa, AOBeAe Cy — kako MuaeHa Meauh 3akwydyje — A0
yAamaBama ekdpase 0p IMPBOOUTHOr 3HAUeHa OApel)eHOr HmeHMM PeTOPHYKUM
nopekaoM y Harucuma Tamap Jako6u (Tamar Yacobi), Kaayca Kaumsepa (Claus
Cliiver) nan mysukoasomxkibe 3urannp bpyn (Siglind Bruhn). Ha Taj nauun cy ce
pedopMucare OCHOBHE KapakTepucTuke exdpase, Haume enargeia (mocrymak pe-
Kpenpamba BU3yaAHe [0jaBHOCTH pednma) u phantasia.

Y oBOM KOHTeKCTy pasmarpama exppase kpajem XX u mouerkom XXI croseha
ayTOpKa MperusHO GpOPMyAHIIe COIICTBEHH Mo Ad ,pojam i fenomen ekfraze vra-
ti njegovom izvornom teorijsko-konceptualnom okviru i razmotri njegov veliki
povratak kao konstitutivan za umetni¢ku praksu i teoriju renesansnog humanizma.
Opéte je poznato da se re¢ ekfraza prvi put pojavila u svom imeni¢nom obliku kod
grekog retoricara Elijusa Teona (Afdog @¢wv) iz Aleksandrije, u drugoj polovini
1. veka, u vrsti retori¢kog priru¢nika sa oratorskim vezbama. [ ... ] Taj se okvir ras-
prostire do stoika, Aristotela (ApiototéAng, 384-322 p. n. e.) i Platona (IT\dtwv,
427-347 p. n. e.) i jo§ dalje do Homera. Koreni vrlina ekfraze imaju, kako ¢emo
videti, svoje filosofski utemeljeno poreklo i artikulisanu predistoriju u konceptima
fantazije (pavracia) i mimeze (pipnotg)“ (crp. 12).

CyBepeHuM, CHCTeMaTHYHHM pa3MaTpameM PEeAeBaHTHUX AeQUHHUIIUjA ABa
MOMEHYTa [I0jMa y XeAeHHCTHIKUM $HA0COPCKUM Hamucuma, Muaena Meanh yBoan
YHTAOLA Y PA3OTKpUBatbe reHeasoruje ekdppase. IIpso noraasse, Filosofski okvir ek-
fraze u promisljanjima koncepata pavracia i pipeoig, CAAp>Ku TPU KiydHA ITYHKTA KAO
IOAA3HINTA 32 CBA AAdA Pa3MaTpama Koja ce IPaHajy y Pa3AMYHMTHM IIPABIUMA, KPO3
nornoraassa Iaattion, Apucinoities, Ciliouyu. AHaausupajyhu muxose AeQUHHIIHje
IIOMEeHyTa ABA IIOjMa, Y CBETAY MHAMBHAYAAHUX CHEIMQPUUHOCTH M IIPOXKHMAIbA,
ayTOpKa yKasyje Ha YMIEHHUIlY Ad Ce KOHIINT MUMe3HCa 3aCHUBAO Ha ,Zivotolikoj i
zivopisnoj neposrednosti reprezentacije i ekspresivnosi jezika“ (crp. 34).

Ekfraza u grckim retorickim preliminarnm vezbama, HacaoB je Apyror, Takobe
TPOAEAHOT IIOTAABAQ, O THIIOBHMA eKPPACTHYKOr IrOBOPA, Kao M AeHHHIMjH
exppase y opAHOCY Ha HapartuB U aeckpumuujy. IToaazehu op Eauja Teona, xoju
je CKOBao OBaj TEPMHH, ayTOPKAa pa3MaTpa Aase pacHpase O eKPpasu y AeArMa
CPeAlOBEKOBHUX peTopuyapa nomyT Busantunana Josana us Capaa (IX Bek) nau
JoBana Aokcanarpeca (XI Bex) U okasyje Aa ce BeHa IPBOOGUTHA AedUHUIIMjA HUje
KAYYHO MEHaAd y CMHCAY Be3HBarba 32 M3BECHY BPCTY IIyTOBamba Y KOjeM je BOAMY
FOBOPHHK, a Y LAY JKHBOIIMCHOT MPEAOYABAMmA PA3AMYUTHX Aorahaja u mojasa
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CAYIIAOIMMa, KOjH Ha OCHOBY TOTa A06ujajy ocehaj Aa cBe ommcaHo BuAe Ipep ounMa
(ante oculos), ma 1 A2 caMu y TOMe y4ecTByjy.

Aedunnunyje exppase cy morom mpahene ¢uaocopckom pacmpaBoMm pa 6u
Ce pa3jacHHAO IIO YeMy Ce OHa pasAMKyje Op HapaTuBa M Aeckpumnuje. Huxoaa
Coducra us Mupe pasrpaHnyaBa eKPppasy U HAPATUB Y OAHOCY Ha POKYC Ha AeTam,
C jeAHe, M HA LleAMHY, C ApyTe CTpaHe; ApyruM peunma, ,dok svi ostali tipovi gov-
ora ciljaju na sluaocevo uho i sluh, dotle ekfraza [ ...] cilja na o¢i i vid, a potom
[ ... ] na pobudivanje odgovarajuce emocije (1d00g)“ (crp. 41). AyTopka Taxo nparu
TeonoBo Hacaehe y moromum croaehrma i BUTaAHOCT BeroBe AepuHHIIMje exPpase,
nokasase Ha ipuMepy Xomeposux (‘Opnpog) enosa.

Exdpasa je, AakAe, ycKo Be3aHa 32 BU3Hjy H3BeCHe TeMe, 6e3 0031pa Ha TO AQ AU
je OHa peaAHO AATa MAM IPEACTaBA>EHA YMETHHYKH. Y TOM CMECAY, JoBan u3 Capaa
pasAmKyje ekppasy Kojy HasuBa peMOHcTpauujoM (demonstratio) oa Aeckpumumje

descriptio): AOK je A€CKpUIILUja 3aCHOBaHa Ha CTPOTOM H3AArambsy, Koje II0ApasyMeBa
00yxBaTHy Ipe3eHTAILHjy ¥ KPaTaKk rOBOP, AEMOHCTpAIfja je PeTOPHUYKA BPAHHA
>KMBOIIUCHOT TOBOPHOT M3Pa3a KOja M3a3uBa U3BEeCHE eMOTHBHE peakItje Tako IITO
H3BECHY I10jaBy CMeIITa TOTOBO IpeA O4H HAM ante oculos. Aasa MpOMHILbaba ABe
peTopuuKe BpCTe HaAasuMO y AeAy Mapxka Qabuja Ksunruanjana (Marcus Fabius
Quintilianus), TeoHOBOr PUMCKOT caBpeMeHHUKa U3 IIPBOT BeKa.

Tpehe noraasme, Zivopisno oprisucenje pred ocima uma, 4MHN TIOCAGABH CTeIIeH
HCTOPHjCKO-TeopHjcKe M PHAOCOPCKO-eCTeTHIKe KOHTEKCTyaAu3anuje ekppase npea
yBolere aHaAM3e BOKaAHe My3HKe. Y OBOM IIOTAABAY POYYaBakhe KAPAKTEPUCTUKA
exdpase obyxsara Hance 0p Ksuntranjanosor Ao Ilceyao-Aonrnnosor (Aoyyivog)
Kpo3 Tpu mepcrmextuBe: £vdpyed (enargeia) Kao AGAOTBOPHOCT ayTOpOBe
{aHTa3MjcKe HHTEHIUje, aTPUOYTUBHA BPAUHA TOBOPA U KA0 M3BOP €Xa IAEMEHUTOT
yMa, KaKo je ayTOpKa HaCAOBHAA Tpu motrnoraasna. ,Kardinalne tacke ekfrasti¢nog
procesa — umno vizualizujuéa intencija autora (pavtacia), reprezentacioni-i-ekspre-
sivni nacin otelotvorenja te intencije (pipnoig) i emocionalni smisao cilja te intencije
(mdBog) — saoblikuju krajnje dinamican Itk pod kojim Kvintilijan, kroz dvanaest kn-
jiga, razmatra terminologiju i razvija fenomenologiju évépyea“ (ctp. S5).

Ksunrunanjan ce, Haume, GOKycHupa Ha peTOPHIKY ICUXOAOTH]Y, T€ Pa3MaTpa OAHOC
nsMelyy mcuxoaomke uMIAMKanyje GpeHOMeHa enargeid (KMBOIMCHOT OKa3HUBamba
roBOpPOM) U IICHXOAOTHjy HeHe AeAOTBOPHOCTH Ha caymaona (ubere ounma yma u
eMOLIMOHAaAHO pearosame). C 063upoM Ha YMIeHULY A2 CY Ay TOPU IPOTMMHACMAaTa
MCIIMTHBaAM eKppasy Kpo3 IpHUMepe M3 apXajcKe rpuke KibikeBHOCTH (Xomep)
u ucropuorpaduje (Xepopor / HpéSotog), Musena Meanh saxmydyje a2 meHO
nopekao Huje peropuako Beh moernuxo. Tume ce paHTa3Hja, TO jeCT HEHO AjCTBO,
OTEAOTBOPYjy Kao IPHPOAHH M KAaO yMETHHYKM H3BOp y3BumeHOr. KommaekcHo
UCTPaXKMBame, KOje je Pe3yATUPAAO OBHUM 3aKAYYKOM, ayTOpPKAa CIPOBOAM KpO3
AHAAM3Y ¥ KOMIIAPaTHBHO CalloCTaBmame Hanuca Ksunruanjana, Hukoae us Mupe,
INceyao-Aouruna, Xepmorena (‘Eppoyévng), Auonucuja us Xaaukapnaca (Atoviotog
AdekavSpov Alikapvacoetg), Ouaoctpara Crapujer (Odotpatog 6 Afpviog),
®uaocrpara Maabher (OP\éotpatog 6 Newtepog) n Kaaucrpara (Kaliotparog),
HACTAAHMX y IEPHOAY OA CeAaM BEeKOBa.

Caepe ABa 0OMMHA, IO 3Hauajy IIeHTPAAHA IIOTAABASA, AUPEKTHO (OKYCHpaHA
Ha OTeAOTBOpeme ekPppase Y pAAMAHCKOj M UTAAMjAHCKO] BOKAAHOj MY3HUIIU BUCOKE
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peHecarce u paHor 6apoka. Y uersprom, Theoria delli maniera, concetto, affetto e
meraviglia, ykasyje ce Ha KAPAKTEPHCTHKE PeIjellliije aHTUIKOT U CPEAOBEKOBHOT
Hacaeha y XVII Bexy, npBeHCTBeHO y Be3u ¢ XopauujeBoM ut pictura poesis. To
noraasse obyxsara yetnpu aeaa: Ut Pictura Poesis: o stilskom dekorumu; Ut Rhe-
torica Musica: o retori¢kom poreklu uzvi$avanja madrigala i moteta 16.1 17. veka; Ut
Poesis Musica: o poetskom poreklu uzvi$avanja madrigala i moteta u 16. 1 17. veku,
u Ut Oratoria Musica: o ¢udesnim ucincima melopoeia. Ha ocHOBY koMmaexcHe
pacmpaBe O aHTHYKMM H3BOPUMA, ayTOpPKa IOKa3yje Ad Cy IIOjeAMHHM 3aKAYYIIU
AHTHMYKHMX MECAMAQIIA MAU IIECHUKA MOITyT XOpalnyja HeIpel3HO IPOTyMadeHH, Te
Ce HeKOPEKTHO BEPOBAAO Ad je OH H3jeAHAYHO MOe3Hjy 1 cAuKapcTBo. Kako Muaena
Mepuh poxasyje, ncrpaBHa MHTepIIpeTanyja ekppase y OPUTHHAAHOM KOHTEKCTY
3aCHMBA Ce Ha 3aKAYUKY Ad je ekdppasa, Kao 1 ,njena narocita vrlina Zivopisnog poka-
zivanja onog kazanog prema umnim o¢ima slusalaca kao i njen naro¢it cilj pobud-
jivanja fantazije-i-emocije koja slusalaca, gotovo jednoglasno bili smatrani produkti-
ma grandioznog i silnog, odnosno uzvisenog karaktera ili izraza“ (ctp. 86). Ynpaso
y TOM 3Hauely, ekppasa he OuTH MHCIIMpAIIMjA My3HUKIIM CTBAPAOIIMMA OA CPEAUHE
XVI Bexa.

Petopuuko mopexao y3pumapama Mappurasaumorera XVIu XVII seka sanounme
yBHAOM y cepam mcasama Opaanaa an Aaca (Orlando di Lasso, Psalmi Davidis poe-
nitentiales, 1559). Y npearoBopy HOTHOM u3pamwy u3 nepa Camyesa Keukeabepra
(Samuel Quickelberg), npsu myT ce exppasa MMIAMLUTHO MOMHIbE KO musica
reservata, AepUHHCAHA Y OAHOCY Ha IIOETCKH CaAPKAj OXKHBMAEH MY3HKOM, YKMe ce
MOETCKe CAMKE, eMOTHBHO ,[OTOBO OXKHBsEHE', IOCTABAAjy Mpes OUM CAYIIAAALa.
Taj mpasan] y My3H4KOj IIPAKCH CY IIOTOM HETOBAaAK OPOjHHI MY3HUYKU Ay TOPH MOTETa
u Mappurasa, mehy muma Buaapr (Adrian Willaert), Ae Pope (Cipriano de Rore),
Ae Moure (Philippe de Monte), Ae Bepr (Giaches de Wert), xacuuje Anppea u
'Hosanu [a6pujean (Andrea, Giovanni Gabrieli) u Hajzap, Mapennuo (Luca Maren-
zio), Aa Benosa (Carlo Gesualdo da Venosa) u Mouresepau (Claudio Monteverdi).

Cruacku decorum, xoju obyxsara 6pojHe AeduHHCaHe peTopuuke Qurype y
My3HIH, YIOTpebsbeHe Y IMsy Y3BUIIABAA TOBOPA y OAHOCY Ha CBAKOAHEBHH,
OOMYHY FOBOP, PA3MATPAH je y OPOjHIM aHTUYKUM K IIO3HH)jUM PACIIPaBaMa, a IOTOM
U IIPe3eHTOBAH KPO3 jeAaHaeCT MY3HYKUX IIPEMepa U3 HaBeACHOT IUKAyca AacoBUX
moreta. Y muMa M. Meauh noxasyje u aHaAM3upa My3H4KO-peTOpHUKe Qurype
Kao peIpe3eHTAI[MOHA M eKCIIPeCHBHA CPEACTBA KOjUMa Cy O3BydYeHe IIOjeAMHe
peun u3 TexcTa. Mehy momenyTum ¢urypama cy crarmjaAHa KOpeCIIOHAEHIH)a,
AVCjyHKTUBHA MEAOAMj, PUTMHYKA arMTaIHja, MEAOAUjCKH circulatio, ekcripecuBHa
maysa, (QOOYpAOHCKA TEKCTypa, MHTEPBAAM (QPUIHjCKOT M AMAHjCKOT MOAycCa
YHYTap PeAAIjHIOHOT XMIIOAOPCKOT MOAYCa, KOMOHMHAIIMje PasAMIUTHX PUTypa Y3
eKCIIpeCcHBHO Kopuuiherme AUCOHAHIJe K XPOMATHUKe Y LAy IIPOU3BOhema eMolHja
HOITYT 60AA M TTATHbE, TO jeCT PAKType, KOHTPAITYHKTA, IPYIINCAbeM FAACOBA Y OKBUDY
IIeTOTAACHOT BOKAAHOT CAOTa, PUTMUYKUX QHIypa 3a AOYapaBame HMHTEH3HBHUX
ocehamwa u yssumenocru (crp. 90-101). Cruacku decorum ce moToMm HpenosHaje
y Mysurin B. Tabpujeanja u Aa Berose y pasHOBpcHUjuM U OOraTujuM HHjaHCaMa.
MysH4KO-TeKCTyaAHa aHAAM3a je mpaheHa IUTAaTHMa U3 TEOPHjCKHX PACIpaBa H3
Apyre moaosuHe XVI u c mogerxa XVII Bexa. IlltaBuure, Musena Meauh ynormymyje
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IPETXOAHY TBPAIY O IOTPEITHOM TyMadersy Xoparujese ¢ppase ut pictura poesis, capa
Ha OCHOBY My3H4Ke IIPaKce BOKaAHe My3HKe Y OBOM IIePHOAY, AOBoAehn y nurame
jOLI yBEK aKTyeAHY TEOPHUjy O TAKO3BAHMM MAAPUIAAM3SMUMA KAO AECKPHIITHBHHM,
MKOHUYKHUM, IIUKTYPAAHUM IIOCTYIIIMMA, H AOKa3yje Ad M3a HOBOT eKCIIPECHBHOT
TPEeHAQ Y MAAPHIAACKOj M MOTeTCKOj Mysuiu XVI Beka HHje CTajao KOHIIENT CAMKe
Beh KOHIenT TOBOpa, Te Ad Cy OMAM CPEACTBA 3a IIOCTH3Abe enargeid y My3HIU
My3HKe Ka0 eKPpPaCTHIHOT FOBOPA.

AyTOpKa IOTOM aHAAM3MpPAa HOBe KOMIIO3MLMOHe Manupe (nuove maniere),
CTHAM30BaHe y Iy npousBohema usHeHahema 1 ycxuherma cAymasara 1 AOBOAM
ux y Besy ¢ Harmcuma Basapuja (Giorgio Vasari) u Aoposuka Aoatea (Lodovico
Dolce) o aukoBHOj ymerHocTH: ,Paralelan razvojni tok slikarske i muzi¢ke umetnosti
imao je zajednicki koren u eksplicitnom naglasavanju retorickih ciljeva umetnosti u
16. veku najpre u Italiji, a onda i ¢itavoj Evropi. [ ... ] Ekspanzija procesa retorizacije
umetnicke tehnike, u ime ostvarenja ekspresivne tezine kao dominantnog procesa
renesansne humanisti¢ke kulture, bila je podstaknuta novim otkri¢em Cicerona i
Kvintilijana kao autoriteta rimske elokvencije i novim ¢itanjem vernakularne poezije
Franceska Petrarke. Iza njihovog determini$uceg saoblikovanja nove teorije knjizev-
nog italijanskog (toskanskog) jezika kao prirodnog, govornog i uzvisenog jezika, a
koja je imala dalekoseZzan uticaj na kompozicionu praksu novog Zanra — madrigala,
a odatle i moteta, kao i na muzicku teoriju od sredine 16. veka, stajao je venecijanski
erudita i knjizevnik Pjetro Bembo“ (cTp. 112).

CBojeBpcHn MaHudecT HOBe Ipakce OHMAa je 30MpKa Mappuraa U MOTeTa
Appujana Buaapra, Musica nova (o6jaBvena 1559), a Ta HOBUHA ce OAHOCHAR Ha
eKCIIPECHBHOCT MHTEPBAaAa, TO jeCT HA MHTEPBAACKM KOHTpAmyHKT (concento),
Ka0 U MOAyCa, PHTMR, TeKcType u peructpa. Tume cy Bembose (Pietro Bembo)
eCTeTCKe KaTreropuje A0OuAe My3HuKe KOPeCIIOHAeHTe y KOHTpacTHuM molle u du-
rum. TIpenusHy pasAMKy BHXOBUX eMOTHBHIX CBOjCTaBa IIPBH Cy HaunHMAM Huxoaa
Buuentuno (Nicola Vicentino) u Hosedo Llapauno (Gioseffo Zarlino), meaecernx
ropuna XVI Beka: ,Krajnji cilj kompozitora i izvodaca, kao i samog Viéentina teo-
reticara, treba da bude [ ... ] anti¢ka muzika preobra¢ena u modernu praksu - ozivl-
javanje u kontekstu novog (renesansnog) vremena ne samo anti¢ke muzike, ve¢
¢udesno mo¢nih efekata muzike. Novi kompozicioni maniri musice nove ili reservate
ili secrete kako je sve bila nazivana, treba, drugim re¢ima, da budu izvor ¢udesnog”
(ctp. 119). Musena Meauh mOTOM AeTamHO calocTaBya MOMEHYTY AUXOTOMHjY
Ha HAYMH KaKO CYy je y CBOjUM TPAKTATHMA OKapakTeprcaiu Buuenruno, LTapanno
u Bem60. Yurasa Teopujcka pacmpasa ce ,AOKa3yje” y caMOj My3HIIU BHIIECTPYKO
AETaHHO AHAAUSHUPAHO] Y OAHOCY Ha TEOPHjCKe CITHCe, CAMY KOMITO3HIIU]Y U peAaljije
C QaHTHYKHMM H3BOPHMA.

Kaayano Montesepau (Claudio Monteverdi) u Byano Yesape Moureseapu
(Giulio Cesare Monteverdi) HOBy KOMIOSHIMOHy INpakcy HasBaAu cy seconda
prattica 'y OAHOCY Ha TPAAUITMOHAAHY prima prattica. HeonxopHo je HamoMeHyTH A
je MoHTeBepAM HOBa XapMOHCKA, KOHTPAIYHKTCKA, PUTMHYKA CPEACTBA CXBATA0 U
Y My3HIjM IPUMEBUBAO Y oY OXXUBAABAMA TOBOPA y CIIUPUIHNM adeKTUBHUM
CTamUMa, a He y CMHCAy HMHUTAlUje ,MIPHPOAE” Y CKAAAYy C MaTeMaTHYKHM
nponoprjama. Tume je MOHTeBEpAM My3HKOM OBAamAOTHO IIAATOHOB KOHIIENT
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melos, cxsaheH Kao CHUHTe3a TPHM eAeMeHTA, jeAHOT IecHWIKOr (roBOp) M ABa
My3HM4Ka (XapMOHMja MAM QHTHYKM MEAOAMjCKU MOAYCH M pUTam). YIPKOC Tome
urto cy ce LTapAMHO 1 HeroBH caBpeMeHHUIH Takohe MO3UBAAK Ha mojaM melopoeia
(mTo HHje 03HAYABAAO MeAOAMjy, Beh YMTaBy KOMIOBHUIIjy CauMIbeHY OA OMEHYTa
TPU eAeMeHTa), Apyraumje Cy ra NMPOTYMAadMAH YCA€A HENpPELU3HO MpeBeACHHX
CTapOTpYKMX TePMUHA. AyTOpKa A€TasHO pasmarpa cruce LlapAnHa u meroBux
CaBPeMEHHKA Y OAHOCY Ha aHTHYKe H3BOPe, KA0 M Ha My3HUKY IIPAKCY BUXOBOT A0Da.
Tako ce AOAA3U AO KOHIJEITA Corcetto TIO@TCKOT TeKCTa KAo eKCIIpelje HAeja AyIle,
KaKo ux Hasuba Bumaenno Maanaen (Vincenzo Galilei).

MoHTeBepAUjeBO MHCambe My3HKe ,sa novom upotrebon disonance i modalnom
mesavinom i nejedinstvom [ ...] u sluzbi Zivopisnosti i afektivne uverljivosti po-
etskog govora, tezi da bude ispunjen u pokretanju odgovarajuce emocije na strani
slugaoca“ (crp. 141), xaxo ce y caeaehem noraassy, Concetti nobili, alti e meravigli-
0si, U HETrOBUX ceAaM ToTHorAaBsa (Modernamente antica i anticamente moderna: o
kreativnoj imitaciji kao etiolo$kom re$enju gubitka antike; Ruinarum fragmenta sub
oculis erant; Ad imitazione del Petrarca e petrarchisti; Potenza ammirativa: o tudesnoj
modi fantazije; Una alta fantasia; Facitore del mirabile), AeMOHCTpUpa Kpo3 aHaAU3Y
HOBOT concenta u modulatione y 1juasy My3HYKOT oBaraohema Tpu OCHOBHA adeKTa
(cpuwba, yMepeHOCT, Kao ¥ MOHU3HOCT/ CKPOMHOCT), u3Mel)y ocTasor.

Pasauke y cxBaramy KOHIlNTa melopoeia MOKazaHe Cy KPO3 MHHYIHO3HY
TEOPHjCKY H II0€TCKO-MY3HUKy aHaAM3y Kommosurmja Ayke Mapenrmja u Kaayauja
Mounresepauja Ha ctuxose Iletpapke (Francesco Petrarca), Topxsara Taca (Tor-
quato Tasso) u Apyrux necuuka. C 063MpOM Ha YHIEHULY A je s KOMIO3UTOPA
010 AQ My3HYKH OKHBe adeKTe — IIaTHY, KOja Ce Y CTUXOBHMMA IIECHIKA IIPBEHCTBEHO
OAHOCH Ha IIaTEY YMPAE, yOujeHe, OcTaBseHe XeHe. AyTOPKa je AeTaoHO pa3MaTpaa
0eTCKe MOTHBE IOITYT AHTHYKUX PYHHA HAH IIACTOPAAA IIPe3eHTOBAHKX IpoAehHIM
Iej3aXKuMa, Te je 61A0 Moryhe aa 06parTH Maxiby U HA POAHY IIepPCIIEKTHBY MOe3Hje
— MOTHB >KeHe Ka0 XPTBE y AyOaBHOM BEPCKOM HAHM PATHOM KOHTEKCTY OYHUTAEAHO
je 3ajeAHHMYKH 3a M3BeCHA BOKAaAHA AeAd Koja je MuaeHa Meauh aHaamsupasa u
MIOMEHYAAQ.

BpusantHOM aHaAu3oM Mappurasa Mapennuja 1 MoHTeBepAHja, Ka0 U APYTHX
My3HYKHAX CTBApaAalld, BUPTYO3HO BODEHOM KpO3 4MTaBy Mpexy pedepeHIH Ha
aHTHYKe M3BOPE, PeHECAHCHe My3HYKe TPAKTATe, II0eTCKe $Urype, KOMIIO3UIJOHE
IOCTYIIKe, KA0 M Yy OAHOCY Ha CaBpeMeHy HMHTEPAMCLIUIIAMHAPHY CeKyHAAPHY
Auteparypy, Muaena Meauh cyBepeHo AeMOHCTpupa He caMo yIyheHOCT y akTyeAHa
HCTPaXKMBakba, Beh M CONCTBEHN ayTOPUTET HAY4YHHUIlE Y eBPOIICKAM OKBHPHMA.

3aBpiiHe MHCAH, KOjuMa ce MoHOrpauja Ante oculos 3akmydyje, mocsehene cy
HCIIOAABAIGY HA€je meraviglia y MoTeTHMa 1 MaAPUTaANMA, KaO HOCHOLIMA HOBE Sec-
onda prattica:

,U vokalnoj musica nova, ideja ¢udesnog kao neverovatnog (incredibile) i iznenadnog
(improvviso) ispunjava se u ekstenziviranoj musici ficti i u genus chromaticum, zatim
kao ostroumlje (concetto, ingenium, argutezza) u novom modulatione i concento, te kao
trenutnog spoznajnog uvida u stanju umne izmestenosti (kairos, ekstasis, episteme)
u novom dffetto. Potivajuci na premisi neo¢ekivanog, iznenadnog, neverovatnog,
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neobi¢nog, za¢udnog, novog, pomocu pavraoia i évapyeia, nova musica madrigala i
moteta je ra¢unala da slusaoci (cognoscenti) prepoznaju efekte te premise. Effeti mer-
avigliosi, kako su bili nazivani, mogli su se posti¢i intenzifikacijom (uzbudenje, 30k,
strah, smrt), magnifikacijom (fizikalnost, tezina i brzina zbivanja, voluminoznost,
ekspanzivnost, masovnost), sakralnom opskurno$éu (bozansko, profetsko, misteri-
0zno, numinozno, ceremonijalno)“ (crp. 275).

AHTHYKa TeopHjcka pacmpaBa O MaHuecTalujaMa y3BUIIEHOT cruaa (genus
grande), NOCTaByeHA y paHMjeM IMOTIOTAABAY O enargea Kao aTpHOYTUBHO]
BPAMHHU IOBOPA, TIOCTaje y 3aKmydKy IIPH3Ma KPO3 KOjy Ce IMOCTaB;ajy Mapapurme
AHAAM3MPAHOT eKppacTUYHOT omyca Maapurasa u Morera XVI u XVII Beka, uume ce
Ha HOB HAYMH OCBETAABA y3BUIIABAIbe MY3UKE OA musice reservate Ao seconda prattice,
Y BUAOKPYTY MAHHpPH3Ma U 6apoKa.

Mouorpaduja Ante oculos je HaMemeHa CTPYYHOj YATAAAYKO] ITYOAULH KAo
3aXTeBAaH TEKCT BHCOKO CTHAM3OBaHOr jesuka. CyBepeHO BAapame OOMMHHM
MaTepHjaAOM, KOjU YKAydyje ayTOPKUHO HCTPKUBAE Y AHjAAOTy C AUTEPATyPOM
u3 obaactu ucropyje, GpuaocoPpuje, My3HKOAOTHje, My3HUUIKe TeOpHUje, HCTOPHje H
Teopuje KibIDKeBHOCTH, YKa3yje Ha UHibeHHIy Aa oA Musene Meanh mMoxemo u y
6yayhHOCTH OYeKHBATH BUCOKO KOMITETEHTHE 1 Y eBPOIICKMM OKBUPHMA HHOBATHBHE
ny6aukarmje. BucokonpogecnoHaAHM HayYHH AOIIPHHOC My3HKOAOIIKHbA CPIICKO]
TEOPHUjU My3UKe AOBEO je Ty aKapeMCKY AUCIMIIAMHY Y PaBaH MHTEPHAIHOHAAHOT
aKTY@AHOT UCTPAKUBAMA.

Tatmjana Mapxosuh
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IToBopOM ObeAerxaBarba CTOTe roAUIIbHIe OcHIBamba Onepe Hapopnor nosopumra
y Beorpapy, mybanka je nMaAa IIpUAUKE AQ Ce KPO3 TPH PASAUIUTA MEAMja YIIO3HA
Ca UCTOPHjaTOM UHCTHUTYIH]j€ KOja IPEACTABAbA JEAAH OA Haj3HAYAjHHMjUX YMHHAALA
HAIller MY3HYKOT U KyATYpPHOI >KHBOTAa. Taj sHauajHH jybuaej obeAexeH je, mpe
CBera, cBeyaHMM KoHrlepToM mop Hasusom Oilepa Ha eogu (14. cenrembpa 2019,
Ha ITpomenapu ,CaBa“), y OKBHPY KOjer je MybAMKa yXuBasa y OAAOMIUMA U3
IIOITYAAPHHX OIIepa, a KOje UHHe AeO CTaAaHOr pemeproapa Hapopsor mosopumrTa.
Takolje, eMHTOBaH je AOKYMEHTApHO-UTPAaHH CEPHjaA IIOA HA3HBOM JSAAiliHU BeK
(mect enm3oaa, oa 8. Mapta Ao 13. ampuaa 2020. Ha Apyrom kanaay PTC-a), kao
oMax papy beorpaacke omepe. Y3 Ta CBEAOYAHCTBA O jeAHOM BeKy IIOCTOjama U
YMETHIYKOT AeAOBakba Halre HaroHaaHe Omepe, Tpeba poparu u kury 100 foguta
Oiiepe Hapognoi iozopuwitia y Beoipagy Baapumupa Josanosuha, kojy je 2020.
ropuHe objaBuaa m3paBauxa Kyha ,uroja’) a umja je mpomonuja 6maa Ha Beankoj
criern HapoaHor mo3opuinra, y3 IpHropaH KOHIEPT U y4emhe HCTAKHY THX COACTA
Beorpaacke omepe.

Kwura 100 itoguna Oiiepe Hapogroi ilosopuwiia y bBeoipagy derspTa je y
HHU3Y 00jaBAEHHX  My3HKOAOIIKO-TEATPOAONIKMX MOHOrpaduja  Baasummpa
Joanosuha, BoKaAHOT Ieparora 1 Hekaaaumer coarcre Beorpaacke onepe.' Eberos

1 Baapumup Josanosuh (Beorpap, 11. mapr 1941), aumaommpao je Ha Kareapu 3a ommry
KIbIDKeBHOCT H TeopHjy KiviikeBHOCTH Duaoaomkor dpakyarera y Beorpaay (1963). ITocaepnnaomcke-
Marucrapcke cTyauje 3apmmo je Ha uctom Paxyarery u 2003. Ha Kareapr 3a CpricKy KEIKeBHOCT
Ca jy’>KHOCAOBEHCKUM KHIDKEBHOCTHMA 0AGpaHHo Marucrapcky tesy Iloesuja Aecanxe Maxcumosuh kao
unciiupayuja mysuuxux ciisapasaya (xoMucujy cy cadumasasn npodecopn duaoromkor axyarera
Ap 3aara Bojosuh, menrop, u ap JoBan Aeanh, u oAp Aumurpuje Toaemosuh, npodecop Paxyarera
MysuuKe yMeTHOCTH y Beorpaay). Coao meBame je cTyaupao Ha Mysuukoj akapemuju y Beorpaay, y
kaacu npo¢. Huxoae I1sejuha, a Aumaomupao y kaacu npod. 3aeke 3ukose (1978). Buo je uaan Xopa
Onepe Hapoasor nosopumra y Beorpaay (1964-1973) u coaucra ucre Onepe (1973-1987). Toaune
1987. mpeaasu Ha Kareapy 3a coao meBame Axapemuje ymeTHOCTH YHUBepaurteTa y HoBom Capy, rae
je mpeaaBao OCHOBE BOKAAHE TeXHHKe M METOAUKY HacTaBe COAO IleBama. ¥ NeH3ujy ce mosykao 2008.
Yy 3Bamy pepoBHOr nmpodecopa. ITapaseano ¢ papoM Ha HOBOCAACKO] AKaAGMHjH YMETHOCTH IIPEAABAO
je y Mysmukoj mxoau ,Barpocaas Aucuncku® y Beorpaay (1995-1998) u Ha AxapeMuji yMeTHOCTH
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BUIIIEACIIEHHjCKM HCTPOKUBAYKU pap MocBeheH HCTOPHjH HAIjOHAAHe OIepCKe
Kyhe, leHOT 3AQTHOT ITepHOAA M HHOCTPAHHX FOCTOBAkbA, 3a0€AeXKeH je y OKBUDPY TPU
werose kiure: Beogradska opera u Evropi: gostovanja od 1954. do 1969. godine (Novi
Sad: Prometej, Akademija umetnosti, 1996); Espoiicka csegouanciiéa o Beoipagckoj
oitepu: focinosarea og 1939. go 1969. iogune = European testimonies on the Belgrade
Opera: tours 1939-1969. (Beorpaa: ®oto dyrypa, 1999) u Opera Narodnog pozo-
rista u Beogradu: inostrana gostovanja u XX veku (Beograd: Altera, 2010). Te xmure
Cy HOTKpeIlbeHe CBEAOYAHCTBUMA YMETHHKA, OHOBPEMEHHM MY3HYKUM KPHTHKaMa
u poTorpapujama. OBa, 4eTBpPTA KBKra 06jaBoeHA C HAMEPOM ayTOPa AA Ce 00eAeKH
3HAYajHHU jyOUAej, IPeACTaBAA 3HAAAUKH CAUMEbEH, CUHTETCKH MPeceK MPETXOAHHUX
JoBanosuheBux KibHra, a HCTOBPEMEHO je AOIYHeHAd PEAeBAHTHHUM ITOAAIIMMA KOjU
ce opHOCe Ha pap Beorpapcke onepe y mocaeame yetupu aetjennje. Ha Taj HaumH y
0Boj MoHOrpaduju je obyxsahen mepuop op ocHuBama Onepe Ao 2017. ropue, ca
AKIIEHTOM Ha perepToapcke U M3Boauke AOMeTe HAIMOHAAHOT ONEPCKOTr aHcaMbAa
HA MHOCTPAaHUM MY3HYKHM $eCTHBAAMMA TOKOM IIeACCeTHX M IIe3ACETHX TOAMHA
XX Beka. AyTopoBa HAe€ja OMAQ je A2 OBOM KIUIOM IIPY>KHM OCAOHar 3a Oyayha
HCTPaXKHMBamba M BPEAHOBAHkA YMETHHYKOT Papd IOMEeHyTe MHCTHTYLHje, U Y TOj
CBETAOCTH Tpeba CarAeAATH CAAPIKAj KIbUTE.

ITucar je y okBUpY YeTHpH IOTAaBAQ, 3 HA OCHOBY PeACBAHTHE AOKYMEHTapHe
rpabe, mpukazao pap Beorpapcke omepe. IlpeacTaBseHa Cy rocToBama OIEPCKOT
aHcaM0bAa Ha CBETCKUM OIIEPCKUM CIleHaMa Koja Cy OMAa Y KOpeAaIlnju ca OCBajambeM
CTAaHAAPAHOT OIIEPCKOT perepToapa y HAIIOj CpPeAMHH, Kao M oborahuBama
eBPOIICKOT perepToapa TOKOM IIeAECeTHX M IIe3AeCeTHX IOAMHA IPOIIAOT BeKa.
Kmura ce MOXxe OAGAMTH y ABe IIeAMHe: IIPBa, KOja Ce OAHOCH Ha HCTOPHjaT papa
Beorpaacke omepe op 1beHOT OCHUBAbA AO AaHAC (IIPBO [OTAABAE); U APYTA LiEAUHA
(Apyro, Tpehe 1 4eTBPTO OrAaBMDE) KOja Ce OAHOCH Ha HHOCTPAHa TOCTOBamba. ApPyro
IOTAABAe 00yXBaTa TOCTOBAMA Y IepHOAY 0A 1939. po 2017. ropuHe, ¢ KPUTHIKHAM
OCBpTHMA H3 OHAAIIlke mTamIre. I3 moMeHyTOr mepHopd, kao Tpehe moraasme,
ayTop je usaBojuo ussoheme ,6eorpapckor” Aon Kuxoitia JK. Macrea (Jules Mas-
senet) y HHOCTPaHCTBY 04 1957. A0 1976. ropune, kao jepan oa Hajpehux pomera
Beorpaacke ormepe y seMar 1 HHOCTpAHCTBY. HapeaHo, ueTBpTO moraasse takobe
Ce OAHOCH Ha FOCTOBAalha U Adje IIPerAeA HaCTYIamba H U3BEACHHX ACAA Ha CBETCKUM H

Yausepsurera ,Aada BK y Beorpaay (1995-1998). Mameby 2000. u 2003. 6uo je yMmeTHHIKH
cexperap Kamepue onepe ,Mapaenujanym” y 3emyny. Ilpupeano je xwury Hukoae Isejuha Hujegan
gan 6es iiesarsa (1994) u 36upKy HHKAyca Mecama 3a raac u kaasup — Coro flecme Ha citiuxose Aecarixe
Maxcumosuh (2004). O6jasuo je xmwure Ioesuja Aecanxe Maxcumosuh xao unciiupayuja mysuukux
cinsaparaya (2003), Byphesxa Yaxapesuh (2005), Kamepra oitepa ,Magaenuanym” (2014), Ieitiu uun
~ Topgana Jesitiosuh Mutnoe (2017). Basu ce u kibukeBHUM paAoM. Baapumup Josanosuh je sactymnen
y Leksikonu jugoslavenske muzike (Jugoslavenski leksikografski zavod ,Miroslav Krleza“, Zagreb 1984,
tom II, str. 395, ayropxa oppeanure: Poxcanpa Hejosnh).
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eBpOIICKUM crieHama. Ha kpajy MoHOrpaduje Harase ce MHAEKC MMEHA U ped ayTopa,
a IleAa KIbUTra MpOXKeTa je BU3YeAHUM ITpUMepHMa y BHAY $OoTorpaduja OHAAIMIEMX
YMETHHKA, CIIeHa U3 ITPEACTaBa M [TAAKaTa.

Y npBom noraasay — Ilpsu eex iiociiojara u paga Odiepe Hapogroi tiozopuwiitia
y Beoipagy — ayTop KpO3 MCTOPHUjCKO-COIJMOAONIKH MPHUCTYI U3ABAja TIeT pasA00ma
Yy HBEHOM CTOTOAMIIEeM KYATYPHOM M YMETHMYKOM AeAoBamy. IlodeTak papa u
OCHHMBame OIepcKe Kyhe mpeAMeT je i AQHANIBHX TOAEMHKA 6e3 KOHAYHOT pellera.
Y oBoj MOHOTpadujH ayTOP USHOCH PA3AOTe 32 PA3AUYMTA MUIILbEH:A, AAU Ce 3ay3UMa
3a 1920. ropuny, Kojy M caMa MHCTUTYIIMja y3MMa 3a CBOj ITOYETaK, Tj. 3a MOYeTaK
IPOQECHOHAAHOT Papa Cca aKLEHTOM HA MpBe BHCOKE yMeTHHYKe Aomere (mTo
je y TIPeTXOAHMM TOAMHAMA M30CTAAO, jep Cy HPEeACTaBe PeaAM30BAAU aMaTepH).
Apyru nepuop y papy beorpapcke onepe opHOCH ce Ha BpeMe A0 Apyror cBeTcKor
para, Kapa ce papMAO Ha GOpMHUpamy pereproapa, U3BOHAYKUM M YMETHHYKUM
AOMeTHMa IPEACTaBa y CKAapay ca MoryhHocruma amcambaa KOju je TeXHO Ka
npodecroHaAM3MY. Y TOM CMHUCAY, ayTOP U3ABAja U KaAyYHE AMYHOCTH Y KpeHpamy
omepcke M3BOhauKe Ipakce KOA HAC, Kao WITO Cy HpBU aupektopu CraHMCAaB
Bunnuxu u Cresan Xpucruh, a 3arum 1 ymerHuru-coaucrtu Baxpuja Hypu-Xanyuh,
Annta Me3seroBa, 3aara Bynbhenan, Meaanuja Byrapunosuh, Jocun Pujaserw,
Huxoaa IIBejuh, Muaopaa Josanosuh u 6pojun Apyru, xao Hocuonu oppeleror
perepToapa, AOK Cy 3a MY3HYKOCIIEHCKO pyKoBoleme OHAM 3aCAY)KHH AUPHICHTH
HWsau Bpesosmek, Kpemumup Bapanosuh, [Tpeapar Muaomesuh, Josan Bauayp u
Ap. Y mepuoay oa oxymaruje A0 1969. roaune ayTop Besyje pas U yCIIeX OmepcKor
aHcaMbAa 3a MOjeArHe yMeTHHKe unja je agupmariuja koa Hac u y EBpomnu oppas,
Ipe cBera, pyKoBohema M papd U3PA3UTO AyTOPUTATUBHE AMYHOCTH — AHPEKTOpa
u aupurenta Ockapa AaHoHa. 3axBamyjyhu meroBoM aKTHBHOM aHTQXOBAWY Y
Kpeupamy CTAAHOT OIlepCKOr aHcambAa, oborahmBamy cTaHAAQPAHOT perepToapa u
MOAM3akby YMETHUYKOT HHBOA IIPeACTaBa, beorpaacka omepa je ycmeaa pa mpoppe Ha
3aITAAHOEBPOIICKY ClieHy. ToMe Tpeba AOAATH U crieludIUHe IIOAUTHYKE H KYATypHe
oxoaHOCTH (6A0KOBCKa Iopeaa EBporte) koje cy OcTaBhAe IPOCTOpA Aa Ce ONepCKH
aHCAMOA IPEACTABH y MHOCTPAHCTBY M Oyse KYATYpHHM aMbacapop OHAQIIEbe
Jyrocaasuje. Ta cy rocToBama, IIpeMa pednma ayTopa, braa BakHa 3a MehyyHapoany
KYATYPHY Capaply U 3a ,H30IITpaBae KpPUTepHjyMa KOA Halle IMyOAHKe', Te TO
paszaobaye o3HauaBa ,3AaTHHM A0O0M“ Otepe, mpeacTaBaajyhu ra Kao ,cTBapasadku
1 usBohauxy seHut cpricke onepcke ymernocru* (crp. 48). Y HacTaBKy HCTOpHjcKOT
IperAeAd ayTop MpeacTaBsa pap Omepe y meproay op 1970. a0 2000. ropuHe, a
3aTHM Adje yBHA Y AeaaTHOCT Omepe y IpBOj AelleHMju HOBOT MHAeHHjyMa. Ta ABa
MOTIIOTAABAA CY IIPETACAHOT KapakTepa M yIyhyjy Ha HCTaKHYTa MMeHA M Ha BUCOKe
yMmeTHIUKe pAoMeTe Omepe Ko Hac 1 y MHOCTpaHCTBY. MelyTim, morpebHa je Ayoma
AHAAM3a APYIITBEHOIIOAUTHYKOT KOHTEKCTA ¥ KojeM je aeaoBara Omepa, a Ha Koju ce
KOHTEKCT ayTOP A€TUMHUYHO OCBPHYO. Tako, Ha mpuMep, Joarosuh ucTide mpobaem
CaMOYTIpaBAaa U ,HarpahuBarma mpema papy“ y cepamaeceTuM ropuHama XX Bexa,
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AOK y Be3U C AeBeAeCeTUM TOAMHAMA IMPOINIAOT BeKa u mpBe ABe AetjeHuje XXI Beka
FOBOPH O ,030HMAHOj CTBapaAadko-u3Bolaukoj kpusu“ y Omepu Kao ,[OCACAUIH
TIOAMTHYKOT, EKOHOMCKOT, IPHBPEAHOT M KyATypHOT cyHOBpata“ (cTp. 73). Pememe
3a pereproapcke, KAAPOBCKe H H3BODauke mpoOAeMe ¢ KOjUMa Ce U AAHAC CyOdaBa
Beorpapcka orepa, ayTop BUAH Y IPEKUAY CTATYCa ,CYCTAHAPCTBA', Tj. Y U3TPAABH
HOBe, 3aceOHe 3rpaae 3a Omepy u Baser.

Y apyrom moraasay, mop HacaoBoM Huocttipana iocitiosarwa Oiiepe Hapogroi
iosopuwiitia y Beoipagy og 1939. go 2017., ayTop je Kpo3 UCTOPHOTPadCKU NPUCTYII
AOKyMeHTapHOj rpabu mNpHKa3ao IyTamy TIOCTOBabA aHCAMOAA M KpeHparmba
perepToapa, u3ABajajyhu ycremne mpeacTaBe M KpUTHYKe MPHKA3e U3 HHOCTPaHe
AHesHe mramire. CA€ACTBEHO IIPBOM IIOTAaBAY, B. Joanosuh je 0Aabpao Aa HaBepeHH
HepPHOA FOCTOBAA HEOrPAACKOT OIIEPCKOT AaHCAMOAA XPOHOAOIIKH PEPE3eHTYje OA
IPBOT M3AACKa Ha eBPOIICKY OMeEPCKy ClieHY, PeKo 3AaTHor Aoba (1954-1969) u
MOCAEAE TPU AelleHHje rocToBama y XX BeKy, Ila CBe A0 HHOCTPAaHMX HACTYyTama
Ha TI0YeTKy HOBOT MHAeHHjyMa. IIpBu Kopak Ka M3rpapmu KyATypHe adpupManuje
y UHOCTpaHCTBY, beorpaacka omepa je HauMHMAQ peaAusanujoM IpeacTase Epo ¢
ool ceujettia Jaxosa Iorosua y @pankdypry Ha Majau 1939. ropune. Ty npeacray
Cy HeMauKM MY3HYKH KPHUTHYAPH OKAPAKTEPHCAAU KAO ,CeH3AIMOHAAAH yCIex"
rocryjyher aHcam6Aa, Kako Ha U3BOHaYKOM HHBOY TAKO U Y IIPEACTaBbamy AoMaher
onepckor crpapasamTsa (cTp. 88). [Tocae Apyror cBeTcKOT paTa, Kaaa Cy CTBOPEHH
YCAOBH 3a IOCTOBaK:a, YCAEAMO je IOBpaTaK Ha eBPOICKY ONepCKy IO30pHMILY
npeko Baseaa, Llupuxa u XKenese (1954), mro je Beorpaackoj onepu omoryhuao
Aa ce cBpcra Melyy Hajbome omepcke Tearpe y EBpormm A0 1969. ropuse. Ayrop je
Behu A€o0 Apyror moraaBma IOCBETHO TFOCTOBARMMA M3 TOT, 3AATHOT IIEPHOAR,
uaycTpyjyhu ycnex 6eorpapckor aHcaMbaa MHOrOOPOjHIM KPUTHIKUM ITPUKA3UMA Y
HeMauKKM, IIBajIlapCKUM, GPAHITyCKIM, HTAAHjaHCKHM, OPUTAHCKUM, ayCTPHjCKHUM,
TPYKHUM, [OSCKUM, IIMAHCKAM U HOpBemKUM AnctoBuMa. Hakon ,Tpujymdasanx”
U ,0AMCTaBUX" HACTYIIA, KAKO HEPETKO HCTHYE CaM ayTop, ONEPCKU aHCaMOA U3
Beorpaaa je, mocae mopmusama ,rBo3peHe 3aBece” m3Mely 6aokoBa Espore u 6es
QUHAHCHjCKe OAPIIKE OHAANIBIX YCTAHOBA KYATYpe, 1O ,CBe Marbe HHTepeCaHTaH
onepckoj Esporn” (crp. 158). Takohe, mpema Mumsersy ayTopa, MOCAEPATHO 3AATHO
Ao6a Omepe BepoBaTHO OH TpPajas0 AyXKe Ad ,CaAMOYIIpaBiae HHje YIIAO y CBe
cermeHTe Hamer ApymTBeHor cucrema“ (crp. 157). Y mocaepmUX TpuAeceT rOAMHA
npomursor Beka Orepa je MMaAa CBera HeKOAMKO HACTYIA, CKPOMHUX H3BODauKHX
MOryhHOCTH, ¢ NMPOBEPeHHM perepTOapoM, Tj. IPEACTaBaMa KOje Cy OCTBapHAe
odekuBaH ycrex. Toxom npse aBe aertennje XXI Bexa, CHOpapAuYHUM QUHAHCHPAEEM
nojepuHuX HMHCTUTYIMja, OIepa je IMOHOBO OCBajaAa eBPOIICKe CIIeHe, IIpe CBera
y WTasuju 1 perioHy, aAu C HEYIIOPEAHBO CAAOUjUM OAjeKOM, aKO YIOPEAUMO C
KPUTHKaMa U3 HBeHOT 3AaTHOT Iepuoad. CBepeHe, abupMaTHBHE KPUTHKE IPaTHAE
Cy TOCTOBamba, a K0 jEAMHO HeyCIIeNIHO H3BOlerme ayTOp je HaBeO MPHKA3HBambe
onepe Esienuje Orveiun I1. 1. Yajkosckor (ITérp Mabua YaiikoBckuit), y Mumkoarry
(Mabapcka), 2004. ropuse.
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BAAAMMUP JOBAHOBU'R
100 TOAMTHA OITEPE HAPOAHOTI ITO30OPUIITA Y BEOTPAAY

Omo mrTo je JoBaHoBrh 03HAYKO KA0 pelpe3eHTATUBHU IIPUMep OIlepCKe MpaKce,
TeMa je Tpeher moraasna: Beoipagceku , Aon Kuxoi” na otiepckum cyenama Espoite u
Eituiitia og 1957. go 1976. iogune. Ilop mojmMom ,6e0rpapcku” ayTop MmoapasyMesa
HAQuMH Ha KOjU je ONMepCKH aHCAMOA M3BeO IOMEHYTO AEAO, Tj. OAHOCH Ce Ha
cren$IYHA CTHACKA Pelllerha y CIleHOrpad ji K PeXHUjU H IPeKPOojaBamby My3HIKOT
toka.” Beorpaacky unrepmperanujy omepe y Ilapusy 1957. ropune ¢paniycka
My3HM4YKa KPUTHKA OKApaKTepHCAAd je Kao ,eCTeTcKy peBoaynujy omepe”’ (OKak
Bypskoa / Jacques Bourgeois u Auape Boa / André Boll), a Taxas yrucak onepcku
aHCaMOA OCTaBHO je M IOCAe M3BODema Ha jOLI NMeTHAeCT My3HUYKUX PpecTHBAAA ¥
Esponu u Erunty po 1976. ropmHe, mITO je ayTOp IIOTKPEIHO CBEAOYAHCTBUMA
YTAGAHUX MY3HYKUX KPUTHYAPA.

ITocaepme moraasme — Ilpeireg unoctipanux ioctiosawa Otiepe Hapoghoi
iosopuwitia y Beotpagy og 1939. go 2017. ioqune — AOHOCH YBUA Y TOCTOBama IO
Ce30HaMa, C IOAAIMMA O ydemhy Ha GeCTHBAAMMA U O PEAAM30BAHUM IIPEACTABAMA,
YuMe ayTOp 3a0KPyXKyje pasMaTparma O KYATYPHO-YMETHHYKOj apUpMallUju Halle
HaI[OHaAHe orepcke Kyhe Ha MelyyHapoAHMM My3HYKHM CIjeHaMa.

Kwura 100 ioguna Oidiepe Hapognoi tiosopuwitia y beoipagy Baapummpa
JoBanoBuha mpeacTaBma  pe3yATaT ayTOPOBOT  AYTOTOAMIIESEI, TeMESHOT MU
IACHOHHPAHOT UCTPAKUBAYKO-AOKYMEHTAIIMOHOT pasa. OHa mupeM ayAuTOpHUjyMy
omoryhasa 6AM3aK cycpeT ca AeAOBareM Hallle HaI[IOHAAHe omepcKe Kyhe y seMmu
M MHOCTPAHCTBY, a OyAyhum ucrpaxkusaunMa Hyan 60raT u360p mpuKyImseHe rpabe
O peneproapckoj M KAaAPOBCKOj IIOAUTHIIM, 33jeAHO C PEACBAHTHOM KPHTHYKOM
pelienujoM beHux yMmeTHHUkux AomeTa. C 063MpoM Ha TO Aa je ayToposa
HaMepa OHAa Aa 3HavajHK jyOuaej Beorpascke omepe obeaexu 06jaBiUBamEM
Hay4HOIIOITyAQPHE CTYAHje, TO Tpeba H3y3eTH OHe HEAOCTATKe KOjU 61 ce IPUIMCAAN
HAyYHOj AMTEepaTypu. Y IMTalky Cy HeAOBOAHA 3aCTYIAEHOCT pedepeHIu Koje
gmTaona ymyhyjy Ha usBope HH$OpPMAIIU)ja, TO3KMBAbE HA ADYTe PEAeBAHTHE CTyAHje
o Beorpapckoj omepu, Kao M M30CTaHAK MOjEAMHMX MMEHA MPHAMKOM HaBolema
oIepcKux coaucra. IloMeHyTH HepOCTay He yTHYy Ha BPEAHOCT M 3HAYaj OBe
MoHOTpaduje, Koja IPeACTaBAsA M CBOjeBPCTAH AOIPHHOC AOCAAAIIO0j AUTEPATyPH
o Beorpapckoj onepu. Baapumup JoBanosuh je npysxuo ucipnre uHPopManuje u
YKa3ao Ha H3BPCHE AOMeTe HOBe My3H4KOCIIeHCKe HHTePIIPeTallije U Ha IPEAHOCTH
MoaepHe crieHorpaduje u pexxuje y Onepu (Hapounro y pehem noraassy). Y okBupy
He3a001Aa3HOT AOTIPUHOCA HcTOpHjaTy beorpaacke omepe, kao 1ITO CY, Ha IpHUMep,

2V Beorpaackoj omepy IIOCTOjU BHIIETOAMIIEA IIPAKCA AA AMPHIeHT Bpmu ospehene msmene y
MAPTHUTYPH, ¥ BUAY CKpaherba II0jeAMHIX HBeHHX AEAOBA MAM YK HHXOBOT M30aIMBaIba, A AQ 3aTUM Y
»AYXY “ KOMITO3UTOPOBOT MY3HYKOT CTHAQ ,CIIaja“ Te Marbe HAM BHUIIE yAaseHe eanHe. To Imoppasymesa
BEAMKO 3HaAauko yMmehe u mosHaBame moermke M criaa oppehenor xommosuropa. Ha ocmosy
AMPUTeHTCKHX ,CYTeCTHj’, PeAuTes NPUCTYIIA OCMUNLAABARKY CIjeHCKe II0CTaBKe. Padyme ce, ocraje
[UTaFe ACTHTHMHUTETA TAKBOT MOCTYIIAka C IAPTUTYPOM, C 003MPOM HA HHTETPHUTET U Ay TEHTHIHOCT
KOMITO3UTOPCKOT A€AQ.
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monorpaduja Poxcanpe Ilejouh (o6yxsara Bpeme Hpe MHCTHTyLMOHAAHM3aLuje
Onepe 1 eprop A0 IoueTKa Apyror cBeTckor para) u kivure Cao60aana Typaakosa
(MehypaTHu mepnop, Ka0 U MTaAWjaHCKH, HEMAYKU M PYCKH ONEPCKH PerepToap
y Hac), uau IIposeiomena 3a uciiopujy Oidepe u Baaeitia Hapognoi tosopuwina
Bpanka M. AparyruHosuha, JoBanosuheBa Kibura y IMOBOPLU THX M APYIHX
KIbUTa U TeKCTOBA O HCTOpHju Beorpascke omepe 3HayajHO YIOTIYHYyje Ca3Hama O
HMHOCTPAaHHM TOCTOBamUMa Oeorpapckor omepckor aHcambaa. Kmura 100 foguma
Oiiepe Hapognoi iiosopuwsitia y Geoipagy peaCTaBsda M MO3KB CapallmbuM U 6yayhim
HayYHUM PAAHMIIMA AQ Ce YKivyde Y NCTPaKUBabe U IIPOyYaBake HCTOPH)jCKOT ITyTa
Beorpaacke onepe. JeaHa 0p Haj3HAYajHUjUX yCTaHOBA CPIICKe KYATYpe, Beorpaacka
orepa 3aBpelyyje IIyHy makiby Haller ApyIITBa.

Barwa Ciiacuh
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AAHUJEAA KYAE3UR-BUACOH
(II1aBALL 13. OKTOBAP 1966 — KoPK, IPCKA, 15. ArPHA 2021)

ITernaecror ampuaa 2021. ropuHe, HakOH Ayre u Teuke 6opbe ca 6oaemrhy,
npepaHo Hac je HamycTnaa Aanujeaa Kyaesuh-Buacon (Danijela Kulezi¢-Wilson),
MY3HKOAOIIKHIbA, BaHpeAHa podecopka Ilkoae 3a Ppram, My3UKy U ITO30PHIITE
Yuusepsurera y Kopky, Upcka (University College Cork). Cojum papoM yHeaa je
MHOTOOpOjHe 3Ha4ajHe HOBUHE Y 3aIIAAHOEBPOIICKE TOKOBE UCTPAKHIBAMbA GHAMCKE
MY3HKe, YhMe je HICTOBpPEeMEHO OTBOPHAA BPaTa CPIICKe MY3UKOAOTHje Ka TOj chepu
My3UKOAOIIKHX HcTpakuBama. Ocrahe ymamheHa 1o 6puTKOM yMy 1 HHOBATHBHUM
HA€jaMa Koje Cy ocTase 3aberexeHe y HeHUM MHOroOpojHHM papoBuMa. Ebenum
OAAACKOM CPIICKA M HPCKA MY3HKOAOTHja H3I'YOHAe Cy OPHAAHTHOI HAydHHKA H
HCTPaXXMBaYa, H3y3€THOT IIPeAaBada U IocseheHor MeHTOpA.

Aanmjeaa Kyaesuh-BuacoH je cBoje Mysuuko obpasoBame 3amodeAa Ha
KAQBHPCKOM 0aceKky Mysmuke mkoae ,Muxanao Bykaparosuh® y Iamiy. TTocae
3aBpIIeHe IpBe IOAMHE IIKOAOBamke je HacTaBuAd y MY3HUKOj IIKOAM ,JocHIl
CaaBencku”“ y Beorpapy, rae je marypupasa 1984. r. Cryauje Mysukoaoruje
je saBpmmaa Ha QaxyaTeTy Myswuke ymeTHOCTH y beorpaay 1992. roamse, ca
AUTIAOMCKEM paaoM Yioia mysuxe Cepieja Ilpokodjesa y citisaparawiiiey ueilispiiie
dusmcke gumensuje Cepieja Ejsenwitiajna, mop MeHTOpCTBOM mpod. Ap Mupjane
Beceannosuh-Xodpman. To je mpBu AUIIAOMCKH paa Ha 6€OrPAACKOj My3HKOAOTHjU
c TeMOM U3 00AaCTH QHUAMCKe My3HKe. Y TOM CMHCAY, OH HPEACTaBAA 3HAYAjHY
HMHOBAIIjy M IpOIIMpeme Y AOTaAammoj opujeHTanmju KaTteppe 3a mcropujy
My3uKe 1 My3udks poaxaop OMY. Toxom cTyamja pasraa je Ha Papno Beorpaay kao
ypearuta u npesentep (1986-1992). HakoH AUIIAOMHpatba PAAUAQ je KA U3BPIIHU
cexperap Yapyxema kommosuropa Cpbuje u cexperap Melynapoate tpubune
xomnosuropa (1993-1999). Taxohe je 6uaa aHraxxoBaHa Kao My3HYKa capapHHII
Yy MHOTUM AOKYMEHTApPHUM M KpaTKUM QHAMOBHMA H Ha TeaeBusuju. ¥ Mpckoj je
HEKOAMKO TOAMHA PaAMAA KAO HACTAaBHUK KAABHpa M KopemeTHTop y Mysuukoj
mkoan y Caajry (Sligo Academy of Music, 2002-2010). Kaxo je unTepecosame
3a QMAMCKY MY3UKy HHUje HAIyIITaAO, HACTABHAA je CTyAMje Ha YHHMBEP3UTETy y
Ancrepy (University of Ulster), Cesepna HMpcka, rae je ookropuaa 2006. ropuse, ca
auceprarujom Composing on Screen: The Musicality of Film, oa cynepsusujom I Tona
Xuaa (John Hill), Xuaapu Bpejcpuaa (Hilary Bracefield), u Mapruna Maxayna
(Martin McLoone). ITocae pooxropara kpahe Bpeme je peaaBasa Ha YHUBep3UTeTy
y Mejuyry (National University of Ireland, Maynooth), rae je cryaentuma
OCHOBHHX M MacTep CTYAHja APXaAa KypC O AOKyMEHTAPHOM H €BPOIICKOM QHAMY.
Oa 2010. mpeaaBaaa je Ha Yausepaurery y Kopky, Apsxehu cTyseHTHMA OCHOBHHX
U MacTep CTyAHUja MY3HKOAOTHje U PHUAMCKHX CTYAUja TeYajeBe 0 GUAMCKOj MY3UIIH,
QHAMCKOM 3ByKy, AM3ajHy 3ByKa, Kao M MHTepMeAHjckuM cryanjama (Music and
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Cinema, Sound and the Moving Image, An Introduction to Intermedia Studies). Buaa je
MEeHTOP 32 HEKOAMKO MACTeP PaAOBa, KAO 1 32 TPH AOKTOPCKe Te3e; OHAA je II031BaHa
kao cmosHu ucnutuBad Ha Kosenry ,Toapcmurc® Veupepsurera y AOHAOHY
(Goldsmiths, University of London), Yuusepsurery y Eaun6ypry (University of
Edinburgh), xao n na Texzoaomkom yHusepsurery ,CBunOypH® y AycTpasuju
(Swinburne University of Technology, Australia).

Ibenn KypceBM Kao M TeMe CTYAGHTCKHX pPaAOBa KOje je MEHTOPHCAAA,
OAAMKOBAAM Cy MHTEPAMCIUIIAMHAPHUM IIPUCTYIIOM KOjH je IOBE3UBAO MY3HUKY H
$UAM Ha BpAO 3aHHMMAmMBE U pasauduTe HauuHe. IbeHa mpepaBama cy yBek 6maa
IpoXKeTa KOHKPETHHM IIPEMepHMa Ha KOjHMa je CTYyACHTHMA Ha jeAHOCTAaBaH HaYUH
IpeACTaBA>AAA | ITOjallbaBaAd KOMIIAGKCHE Teopuje o puaMckoj mysunu. Kao jepan
op Bopehux crpyumaka u3 Te obaacTu 61Aa je mo3uBaHa kao rocryjyhu mpepasau
Ha TOTOBO CBMM MPCKUM yHUBepsuTeTnMa: YHuBepsuteT y Aabamxy (Dublin
City University), Yausepsurer y I'oasejy (University of Galway), Yausepsurer y
Aumepuxy (University of Limerick), Texnoaomxu uncturyt y Caajry (Institute of
Technology Sligo), Texunoaomku uncruryt y Aanaoxy (Institute of Technology,
Dundalk), xao u yausepsutetuma y Beauxoj Bpuranuju — Koaen ,Royal Holloway
Yuusepsurera y Aonpony (Royal Holloway, University of London) u Yausepsurer
y Euxuay (Edge Hill University), aan 1 Ha MHOTMM $ecTHBaAMMA U Y KYATYPHHM
ycTanosama kao mto cy Mpcku dpuamcku uacrutyt y Aabauny (Irish Film Institute
Dublin), Ymernnuxu nentap ,Tpuckes’ y Kopxy (Triskel Arts Centre, Cork),
Ouamcku pecrusaa y Kopky (Cork Film Festival), ®ecrusaa 3syxa y Kopxy (Cork
Sound Fair), kao u Aerwu pecrusas y Kopky (Cork Midsummer Festival).

YIopeao ¢ IIpepaHIM IIpeAaBavKuM akTHBHOCTHMA, Aanujeaa Kyaesuh-Buacon
je PeAOBHO ydecTBOBaAa Ha KOHepeHIMjaMa mocBeheHnM nsyuaBamy PuaMCKe
mysuke. Mebhy muma ce ncruue xondepennuja Music and the Moving Image Ha
Yuusepsurery ,Crajuxapa‘ y Ibyjopky (NYU Steinhardt) kojoj ce cBake ropuse
BpAO paao Bpahasa. CepaMHaecTo uspame Te KOHPepeH1uje, OApKaHo y Majy 2021.
roAMHe, 6¥AO je mocBeheHO 10j, AOK Cy HOjeAVHM yYeCHHULH, BbeHH NIpUjaTest U
KOAere CBOje IIpe3eHTalnje TaKole OAPIKAAH Y FbeHY JaCT.

Hcrpaxusawa Aanujese Kyaesuh-Buacon Ha mony duamcke Mysuxe, Kao u
OAHOCA QHAMCKE My3HUKe U AU3ajHa QHAMCKOT 3ByKa, THOHUPCKA Cy M MHOBAaTHBHA.
Hcrpaxusaaa je moryhe yTuijaje My3uKe M jeAMHCTBEHHX MY3HYKHX POPMH Ha
nojepuHe (QUAMCKe CTBapaolle M HBHMXOBe QHAMOBE, YHMe Ce jeAdH AeO IbeHHX
HCTPaXMBamba 0a3upa Ha MCIIMTUBARKY MOTYhIX My3HYKUX CBOjCTaBa Y PHAMOBHMA,
Tj. My3HYKe IMOeTHKe pUAMA, O YeMy FOBOPH U ieHa npBa Kiura The Musicality of
Narrative Film [Mysuxaanoct naparusHor guama) (Palgrave Macmillan, 2015).
Kao macuonupanor syburesa prAMA, AAM ¥ H3BPCHOT My3HKOAOT3, Ta HCTPAKHBAIbA
CY je KacHHje BOAUAQ y HCIIUTUBAIe My3UKAAHOCTH QHAMCKOT 3ByKa H3BaH OKBHPA
KOMIIOHOBaHe My3HKe. Tako je CIpOBOAMAA IIHOHMPCKA UCTPAXHUBAA UCIIUTYjyhu
My3HKAAHOCT 3ByKa AM3AjHHUPAHOT 3a QHAM, Ka0 U yHOTpeby KOHKpeTHe My3HKe
(musique concréte) y ¢uaMy, IITO je NPEACTABAEHO y FHEHOj APYTOj, B HaXKaAOCT
nocAepanoj Kiwusu — Sound Design is the New Score: Theory, Aesthetics, and Erotics
of the Integrated Soundtrack [ Ansaju 3Byka je HOBa mapTuTypa: Teopuja, ecTeTuka
¥ epOTHKA MHTETPUCAHOT CayHATpeKa / MHTerpucae Mmysuke 3a ¢puam] (Oxford
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University Press, 2019). Ilopea tora, Aanujeaa Kyaesuh-Buacon je 3ajeano ca Aus
I'pun (Liz Greene) ypeanna 360prux o gusajuy 36yka u my3uyu y mequjuma, Koju je
o6jaBnaa uspasauka kyha ,Ilaarpejs“ (The Palgrave Handbook of Sound Design and
Music in Screen Media: Integrated Soundtracks, 2016).

Y cBojuM papoBuMa Hajuenthe ce 6aBHAA AaMEPHUYKUM HE3aBUCHUM IIPOAYKIIHjaMa
M eKCIepUMeHTaAMM PUAMOBHMA, Kao u Aeauma [luma [lapmyma (Jim Jarmusch,
Dead Man), Aapena Aponodcxkor (Darren Aronofsky, Pi, Mother!), Tloaa Tomaca
Anpepcona (Paul Thomas Anderson, Magnolia), Tlutepa Crpuxaanaa (Peter
Strickland, Berberian Sound Studio, Katalin Varga), xao u Taca Ban Canra (Gus Van
Sant), y unjum ¢puAMOBHMA je M IPUBATHO yXKuBaAa. EbeHn paposu cy o6jasrusanu
y BopehnM gacomucuma us mosa GrAMCKe MysHKe y CBeTy Kao mto cy: Music and the
Moving Image, Alphaville, Music, Sound and the Moving Image, Film and Film Culture.
Y Cpbuju je o6jaBmrBasa usanke y vacormcuma Hosu ssyx, Mysuioroiuja u Mysuuku
imarac, AOK je y Mysuuxom aracy 6uaa u yaanuna ypehusauxor oabopa op 1993.
A0 2010. ropuHe. Braa je aHra)koBaHa Kao peljeH3eHT y IPeCTHKHUM U3AABAYKUM
kyhama xao mro cy Oxford University Press, ,Palgrave Macmillan® u ,Routledge".

Kao jepan op IpBHX MY3HKOAOTa-QHMAMOAOTA C HAIIMX IIPOCTOpa, AaHujesa
Kyaesuh-Buacon je xpabpo ymaa y cBeT CTyAHMja UAMCKE My3HKE, PEAATHBHO
MAAAOT HCTPAXHMBAYKOT [O&A y KojeM ce mpuMehyje sHadajaH pasBHTaK TOKOM
IOCACABMX TOAMHA, YMMe 3ay3MMa 3HA4ajHO MECTO Yy HMHTepPAMCIMIAHHAPHUM
MY3HKOAOIIKMM HCTpakuBamuMa. PoKycoM Ha My3MKaAHOCT ¢pHAMA IPEOKPeHyAa
je HauMHe rAepama Ha OAHOCe u3Mel)y ¢puama u Mysuke, caraepaBajyhu mysuky ne
Kao poparak puamy Beh kao crpykrypasny u GopmasHy GHAMCKY OApeAHHITY. Y
HajpeLleHTUHHUjUM PaAOBHMa je OTBOPHMAA AMCKYCHjy O 3HaYajHOM MECTy AM3ajHa
3ByKa Y QUAMY, YBPCTUBIIM Ha MHOBATHUBAaH HAYMH ¥ Pa3BOj My3UUYKe TEXHHUKE H
TEXHOAOTHje y MHTEPANCIUIAMHAPHU Ipecek usMmely mysuxe u ¢puama. Cpojum
pasom Aanmjeaa Kyaesuh-Buacon je oTBOoprAa HOBe aBeHHje y DPasMHILbAY
U IIMCAly O MYy3ULM U QHAMY, M TO IPEACTaBAA HeHO BeAMko HacAehe xoje he
HAAAXHYTH HOBE MAAAe MY3HMKOAOTE M CTYAGHTe (QUAMCKe My3HKe. Y CPIICKO]
MY3HKOAOTHjU je OTBOPHAA BpaTa Ka HCTPaXXHMBamy PHAMCKE MY3HKe, AOK je y
Mysuukom opceky YrauBepauTeTa y Kopky, Koju MMa u3y3eTHe HaCTaBHe IporpaMe
U3 00AACTH IIOITyAAPHE My3HKe, yBeAd Yy HACTAaBHH IPOTpaM OpojHe 3HadajHe TeuajeBe
0 $HUAMCKOj MY3HIIH, OKYIIMBIIN TAKO TOKOM FOAUHA BEAUKU OPOj CTyA€HATA U3 CBUX
AeaoBa MIpcke U ca rOTOBO CBUX CTpaHa CBeTa, 3AMHTEPECOBAHMX 3a Ty 00AACT.

Koauko cy meHH papOBHM OHAM MHCIHPATHBHH, TOAMKO je H pap C BOM 61O
MOACTHIJajaH M IMOKPETauKH. Y CBHM HAIIMM PasroBOPUMA yBeK je OMAa AMpeKTHa
U OTBOPEHO je TOBOPHMAA O HAIIOj CTPYLH, MPOPEcHjH, aKapeMCKOM paAy, aAH
M O MHOTHM >KMBOTHHMM TeMaMa M IIPoOAeMHMa C KOjEMAa CMO Ce CycpeTrase y
MIOCACAUX HEKOAUKO TopuHA. OA caMor ImoyeTka MOjHX CTyAHja y jaHyapy 2018.
FOAMHE, yro3opuaa Me je Aa he 6utnu Temxo, u Aa he ce oBaj meproa Ha MOMeHTe
YHHHUTU 0eCKPajHO AyTUM 1 6e3HaAeKHUM, 3Hajyhu 1 cama Aa je Iucarmbe AOKTOpaTa
ICHXHYKU U QUSMIKY UCIPILSYjyhU BULIETOAMIIILH IIPOjeKaT, Ka0 M Ad CY XKHBOT U
CTyAUparbe Y HHOCTPAHCTBY moceOHo u3azoBHuU. McmocTaBmao ce pa he oxosHOoCTH
OuTH HeMepAUBO Texe 3060r maHaeMuje KoBUAA-19 u mene 6opbe ca 6oaemhy.
MelyyTum, Yak U y TUM, U3Y3€THO TEIIKUM OKOAHOCTHMA HU jeAHOT TPEeHyTKa Hije
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npecraaa Aa 6yae nocsehenu MmenTop. Hamy pasroBopu cy My H3y3eTHO IIOMOTAU Y
IPBUM, HAPOYUTO HEU3BECHUM MecelnMa [IAaHAEeMHje, IIPU CyOYaBalsy ca IyOuiuMa
Y )KUBOTHHMM M3a30BHMA, AAAEKO OA CHIYPHOCTH AOMa U mopoaune. Kao menrop,
Ha AGAOBHIMA MOje Te3e PAaAUAA je CKOPO AO CaMOT KPaja, [1a Hallla KOpeCIOHAEHIIHja
CeXe TOTOBO AO HEHHX ITOCACAUX AQHA. Y THUM, IOCAEAHHM CBOjUM IIOpyKaMa
oxpabpuBasa Me je ¥ YIPAaBO CBOjUM IPHMEPOM IIOKAa3MBAaAd KaKO YIPKOC
TeLIKUM TPeHyLuMa Tpeba ocTaru xpabap, Aucatu Ay6oko u uhu same. Aanac ce
NpuGAKaBaM 3aBPIIETKY CTYAM]a, & FbeHe Pedr MU 0A3Bambajy y cehamby, Kao 1 jeaAHa
necma Maaae necHukume Cape Papojkosuh y kojoj ce kaxe: ,Y GpArMa rope myme
/ A Toauke Boae, Hu3 cTpMo 6ppo / Croje Hemommaso. Aanac te 60au oo / Illro
he cyTpa 6uTn maopHa 3eMaa”.' Y 0BOM HECHI'YPHOM M CTPECHOM BpPeMeHY YeCTHX 1
TypOyAeHTHUX IPOMeHa AaHWjeArHe Pedn, IPEAAHOCT U IOAPIIKA AQjy MU CHAr'y U
Hapy A hy jeaHOT paHa y6upaTn IA0AOBE papa KOjH CMO 3ajeAHO 3allodeAe.

Ana Bophesuh

1 Sara Radojkovi¢, Sonja Baji¢, ,Okrutnost utehe', Vezbanka za strah, Beograd: Kontrast izdavastvo,
2019, 40.
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ap Karepuna Aesmay, ponent, Hammonaanm KamoaucTpmacos yHHBep3uTer,
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Ap MBana Meauh, Bumum Hayumu capapnuk, Mysuxosomku uHcTuTyT CAHY,
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Beorpaa, Cpbuja
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KpasescTBO

Ap Eauna BuajaHeH, MMOCTAOKTOPCKM HCTpaXKMBay, YHHMBEP3UTeT y XeACHHKH]Y:
HucruryT ,Asexcantepu’, Xeacunku, PurHcka

Ap Aamxa Aajuh-Muxajaosuh, Hayanu caBeTHuK, Mysukosomku uacturyt CAHY,
Beorpap, Cpbuja

ApVBaHenuh, poonrent, axyarermysmuke ymerHocTy, Kateapasa erHoMysukosorujy
u eTHOKOpeoaoryjy, Beorpaa, Cpbuja

Ap Kpucrop ®aam, peposru npodecop, Yuusepsurer y Xajaeabepry, Xajaeabepr,
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Ap Karapuna Tomamesuh, nayunu caBerHuk, Mysuxosomku uncruryr CAHY,
Beorpap, Cpbuja

Ap Asexcarpap Bacuh, nayunu capapruk, Mysuxoaomxu nactutyT CAHY, Beorpaa,
Cpbuja

Ap Muaena Meauh, ponent, Oaxyarer Mysuuke ymerHocTH, KaTeapa 3a My3uuky
teopu;jy, beorpaa, Cpbuja

Ap Panka Tamwh, Hayusn caBeTnuk, MHCTHTYT 3a caBpeMeHy ucropujy, Beorpaa,
Cpbuja

Ap Tujana ITomosuh Maabhenosuh, pepoBHn mnpogecop, Daxyarer Mmysuuxe
ymerHocrH, Kareapa 3a mysuxoaorujy, Beorpaa, Cpbuja

Ap Meanra Muauns, Hayunu caseTHHK, Mysukosomku nactutyT CAHY, Beorpag,

Cpbuja
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Mysukonowko
apywTteo CpbBuje

Mysukonowko apywtso Cpbuje, Muwapcka 12-14, beorpag,
e-mail: smusicologicalsociety@gmail.com, www.mds.org.rs

KoHkypc 3a gogeny loguwe Haipage ,,CtaHa Hypuh-Knaju”
3a usyseitidH goiipuHoc my3ukoJoiuju 3a 2021. roguHy

My3ukonolwko apywtso Cpburje no3mBa cBoje unaHoBe, akaileMCKe UHCTUTYLMje
N My3uuKa yapyxera c Teputopuje Cpbuje pa og 01. jaHyapa go 30. jyHa 2022.
roguMHe goctaBe obpasnoxeHe npepnore 3a foguwry Haipagy ,CtaHa Hhypuh-
KnajH" 3a usyseluaH goupuHoc my3ukonoiuju. Harpaga ce gogesbyje 3a CBaky oa Tpu
KaTeropuje:

a) jepHom ayTopy WAM rpynu ayTopa 3a OpuriMHanaH JONPUHOC CPMCKOj
My3MKOMOTUjU: 3a My3MKOSIOWKY nybnukauujy (cTyamnjy wunu moHorpadujy)
o6jaBsbeHy y WTaMnaHoM 1 / NN eNeKTPOHCKOM Buay 2021. roanHe;

6) 3a yKynaH Ayroroguiuku JOMPUHOC 0611acTu CPrcKe My3MKONoruje;

B) 3a pesyntate 13 obnactm npumerbeHe My3MKosiorvje (3alwTuta Cpricke
My3uyke OalliTVHe, MY3MKOMOLWKN MPWUIO3N KPUTUYKUM W3AakbUMa HOTHUX
N 3BYYHMX 3anmca, My3MKOJSIOWKa obpajjla HOBOOTKPWMBEHOr HOTHOI WN
TeKCTyaJIHOr pyKomnuca 1 ocTane TekCTyaslHe 3a0CTaBLUTMHeE...) NybnnkoBaHe
2021. roanHe.

3a HoMUMHOBahe npepsiora 3a Harpagy y kKateropujama a u 8, notpebHo je aa
npegnaray 4oCTaBu:
«  O6pa3noxeH npegyor (HOMUHaUWjy) JyXMHE MaKCcumanHo fo 500 peun,
KOju YKJbyuyje 1 KoMmnneTHe 6ubnuorpadcke nogaTke NpeasioxXeHor aena;
«  EnekTpoHcKuM 1 wrtamnaHy npumepak npeanoXxeHor gena.

3a HOMUWHOBare npefnora 3a Harpagy y Kateropuju 6, notpebHo je Aa
npegnaray 4oCTaBu:

«  O6pa3noxeH npeanor (HomrHauujy) oyX)nHe makcmanHo fo 1500 peuu;

«  LenokynHy 6ubnuorpadujy KaHauaata.

Mpepnnosu ce warsby Ha 3BaHWYHY UMejn agpecy Mysukonolukor gpylwtea Cpbuje
smusicologicalsociety@gmail.com, Kao 1 Ha nowTaHcKy agpecy: My3MKonowKo
opywTteo Cpbuje, Muwapcka 12-14, 11 000 beorpag.
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