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PEY YPEJHUKA

3axBasbyjyhu paJMKaJHUM TNpPOMEHAaMa Ha TCOMOJUTHYKO] Maru
EBporne y nocnenmum nenennjama XX Beka, 3eMJbe U Hapoau bankana
VIUIM Cy, HE IO NPBU IMYT Y UCTOPUJU MOJEPHOT CBeTa, Y caM (hokyc
MaKHkE CBETCKE jaBHOCTH. Y HayYHHM KpyroBuma, bamkan je 6uo mpero-
3HAT Kao ,,He3anoceanyTa“ reputopuja (M. Tomoposa), a meroo dorato
U Pa3HOBPCHO KYJITYPHO M YMETHHYKO Haciele M3HOBA je IOKPEHYJIO U
WHTEH3WBUPAJIO CaBpeMEHa TOJIMTHYKa, ICTOPH]jCKa, aHTPOIIOJIOINIKA, CO-
[UOJIONIKA, KA0 ¥ MY3HKOJIOIIKA U €THOMY3HKOJIOIIKA HCTPAXKHBAA.

PaioBu OKyIUbEHHU Yy IIEHTPaAJIHO] pyOpHIi ocMor Opoja Mysukono-
2uje JOHOCE joIl jelaH KaJeHIOCKOIICKU MPUIIOr MHOTOOPOjHUM IIJIOA-
HUM Hay4YHuUM Je0aTaMa o nmuTamuMma My3uke bankana. Temy Opoja —
My3uka Bankana: Tpaaunuja, mpoMeHe, H3a30BH — OTBapa IPHUIIOT
buspane MumnanoBuh koja yBepJbHUBO, Y OyXYy CaBpeMEHHX TEOpHja O
UACHTUTETHMA, uuIe 0 bankaHy kao cum0O0Iy KylType y CpIICKOj My3H-
I TIpBe ToJIoBUHE XX Beka. 30MBama y TPUYKO] YMETHHYKO] MY3HITH
uctor nepuoja npeamer cy Hanuca Coduje Konrocu, 10k je pax Januca
Bbenonnca nocsehen mMano mozHatum, MiiagagadkuM KoMmo3unujama Ju-
MuTpHca MuTpoIynoca, KOju je CBETCKY ClaBy JOKHBEO IIpe CBEera Kao
IUpUTeHT. JIBe CTyauje UCTPaxyjy y3ajaMHe Be3€ MOJIUTHKE U MY3HKE:
Kern Pomany ocBeTspaBa mpobiiemMe KyATypHE HONMUTHKE Y [ puKoj y me-
puoay XuagHor parta, 1ok Menuta MunuH, nuiyhu o geBeneceTim ro-
muHama XX BeKa, yka3yje Ha pediexcuje ApaMaTHYHUX 30MBama TOT
BpeMeHa Ha MY3HUYKOr cTBapanamTBo y CpOuju. YBeK MPOBOKaTHBHO
MUTakEe OJHOCA aBaHTaple U (OJIKIOpHE Tpalulvje, U TO Ha MPUMEPY
My3uke Januca KceHnakuca, aprymenToBaHo nocrtasjba Kocrac Ilanapu-
romynoc, 1ok Hukoc [ynakuc — npoy4daBajyhu ¢punmcky my3uky Huko-
ca Mamasnrakuca — pacrpasiba O MEpUEMNIHjH IPUKe KYJIType Kao noceo-
HOT citydaja Mys3uke 3anazna. LleHTpanHy pyOpHKY 3a0KpyXyjy ZIBa CTy-
JIMO3Ha aHAJIIMTHYKA paja — npwior BecHe [leHo koja crpoBoan nerasb-
HY yIOpeaHy aHaJM3y JeCTBUYHUX OCOOCHOCTH TPUKUX U CPIICKHUX HAaIle-
Ba OCMO2IACHUKA, U TIPOBOKAaTHBHA, KPUTUYKH MHTOHHUPAHA CTYIHja KO-
nere n3 Ouncke — Pucto Ileka llenanena, mocseheHa KOHCTPYKIHjH
,»OPHjEHTATHUX * JIECTBUIIA, ,,Ka0 W HAYMHUMA Ha KOje Cy HAyYHHIH 3a-
MUILJBAIIM U ONaXKaJu KyATypHY no3unujy bankana nsmely Opujenra u
EBpome®. Bepyjemo u ouekyjemo ma he ympaBo oBu mnpmiozn y Temu
Opoja, naTu cBexe UMITyJICE HOBUM HCTPaKUBAmBUMA O MOPEKITY H y3a-
jaMHHMM Be3ama JIECTBHYHHMX CUCTEMa y My3MUYKUM Tpaguliujama My3ud-
Ke ,,TIopouIle’ OalKaHCKUX HApO/a.

[IpBu npunor y pyOpunm Varia BezaH je y3 HEeKoIHMKO jyouneja. Y
2008. ToauHN HAaBPIIWIIO c€ MyHHUX IIIECT JCICHUja O OCHUBama My3Hn-
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KoJtomkor HHCTUTyTa Cpricke akajgeMuje Hayka u ymMmeTHocTH. CBOj /101I-
pHUHOC jyOmiiejy 4acomnuc gaje myOJIMKOBameM CTyIHje 0 MY3HUKOj Apa-
Mu Kne3 00 3eme. AyTop OBOT pelpe3eHTaTHBHOT JieJla CPIICKOT My3Hd-
Kor mozaepuusMa 6uo je Ilerap Kowosuh, ocHrBay UHCTUTYTa U HETOB
npBu aupektop. O6jaBbUBamkEM OBOT pana, nocseheHor 125-rogummu-
M 0J1 KOMIIO3UTOPOBOT pohera, obenexkaBaMo UcToBpeMeHo u 80 roam-
Ha XUBOTa ayTopke — Hanmexae MocycoBe, HECyMIBUBO Haj0OJbEr I10-
3HaBaoua KomoBuheBor aena u 1oajeHa HAIIMOHATIHE MY3HKOJIOTH]€.

Cnenehu npunor y uctoj pyopuiu, u3 nepa Jparane CrojaHoBuh-
Hosuuuh, npencraBiba hommage HafgaxHyTOM M A0 AaHAC HEIOBOJHHO
UCTPaXEHOM KOMIIO3UTOPCKOM omycy Bmactummupa Ilepnunha, unju je
VKyIIaH, IJI0AaH paji Kao TeopeThdapa, Muclia U Iejarora OCTaBuo Iy-
0OK Tpar y UCTOPHjU HAllMOHATHE MY3HKOJIOTHje. 3a pagoM AJeKcanapa
Bacwuha, xoju numre o oaMkama crtapHje Cpricke My3HdKe KpUTHKE, cie-
ne TekcToBu JenmeHe JoBaHoBHh, Koja Haje TeMebaH aHATUTHIKA JTOTIPH-
HOC M3y4aBamby MY3HYKE MEMOpPHje KOJl CAMOYKHX JapOBUTHX CBUpaya,
kao u [anke Jlajuh-MuxajnoBuh, unja je maxxma ycMepeHa Ka CJI0KEHOC-
TH OHorpad)CKOT JAUCKypCa y CaBPEMEHO] €THOMY3UKOJIOTHjU. Y WCTO]
pyOpurtu cy u Teket Joproca Biracroca 0o HEOKIIaCHYHUM acCleKTHMa My-
3uke Anbepa Pycena, kao u cryauja danujene Kynesuh-Buicon, kxoja
3HaJIAYKH UCIIUTY]je pernanyje u3Mel)y My3ndKor U QriIMCKOT BpeMeHa.

VY okBupy obumue pyOpuke Ilpukazu u peyensuje, oCuM Hamuca o
3HAYajHUM MOHOTpadCKUM ITyOJuKanujaMa W HAyYHHM CKYITOBHMA,
ocMu Opoj Mysuxonozuje 1o IPBH MyT AOHOCH M MPHUKa3e 3BYYHUX W3/a-
HBa: TIOpe]] TeKCTOBa O KOMITaKT JTUCKOBUMA Koje je mpupenuia JeieHa
JoBanoswuh, OBJle je M TpUKa3 ABOCTPYKOT KOMMAKT AMCKA, 00jaBIJbEHOT
MOBOJIOM O0elekaBama TP JelieHUje 0J] OCHUBamba ENeKTpoHCKOT cTy-
nuja Panno beorpana.

Penakuuja Mysukonozuje ca ®aJbemheM je 0BE TOAUHE MPHUMUIA BECT
0 CMpTH yBakeHOT akaaemuka Jlejana Menakosuha (1922-2008), npex-
cenHuKa YmpasHoOr onoopa UuctutyTa, unana M3naBaukor caBera 4aco-
MUca M BEJMKOT 3HAIA MYy3UKE KOjH je C TTaXKEbOM MPATHO U MOJCTUIA0
Halll paj.

O6jaespyjyhin Hagaxaytu npuior Becue IleHo, ¢ nujereToM U 3ax-
BanHomhy ce cehamo u Musoma Bennmuposuha (1922-2008), mocsehe-
HOT' U LIMPOM CBETa LEHEHOI MCTPaKMBAua BU3AHTH]CKE M CPEAHOBE-
KOBHE CJIOBEHCKE MYy3HKe, NpHjartesba My3ukonomkor MHCTHTYTA U Hhe-
TOBOT BEJIMKOT I0OpPOTBOpA.
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FROM THE EDITOR

Thanks to radical changes in the geo-political map of Europe at the
end of the 20™ century, the countries and nations of the Balkans have
become—and not for the first time—the focus of world attention . In
scholarly circles the Balkans was identified as an “uncharted” territory
(M. Todorova), and its rich and diverse cultural and artistic heritage once
again triggered extensive researches from political, historical, anthropo-
logical and sociological perspectives. Musicology and ethnomusicology
were by no means immune from this explosion of new research.

The articles gathered together in this eighth issue of Musicology
bring another kaleidoscopic contribution to the numerous fruitful debates
about the music of the Balkans. The main theme of the issue—Music of
the Balkans: Tradition, Changes, Challenges—is launched by the arti-
cle of Biljana Milanovi¢, who convincingly, and in the spirit of contem-
porary theories of identity, writes about the Balkans as a symbol of cul-
ture in Serbian music during the first half of the 20™ century. The events
in Greek art music of the same period are recounted by Sofia Kontossi,
while Yannis Belonis’s contribution is dedicated to the little-known
youthful compositions of Dimitri Mitropoulos, known primarily as a con-
ductor. Two articles examine the interrelation of politics and music. Katy
Romanou illuminates the problem of cultural politics in Greece during
the Cold war period, while Melita Milin, writing about the 1990s, dis-
cusses the impact of the dramatic events of that period on musical works
in Serbia. The problematical question of the relationship between an
avant-garde and folklore traditions is posed provocatively by Kostas
Paparrigopoulos with reference to the music of lannis Xenakis, while
Nick Poulakis—examining Nikos Mamangakis’s film music—discusses
the perception of Greek culture as a special case in the Western music.
The main body of texts is then rounded off by two analytical studies—
the contribution by Vesna Peno who conducts a detailed comparative
analysis of Greek and Serbian scale features of the octoechos, and a pro-
vocative, polemical article by Risto Pekka Pennanen “dedicated to the
construction of ‘Oriental’ scales and the manner in which scholars have
imagined Oriental music and perceived the cultural position of the Bal-
kans between the Orient and Europe.” We believe and expect that this
latter contribution will give a fresh impulse to research about the origins
and interrelations of scale systems in musical traditions of the Balkans
family of nations.

The first contribution in the Varia is connected with several anni-
versaries. The year 2008 is the 60" anniversary of the foundation of the
Institute of Musicology of the Serbian Academy of Sciences and Arts.
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Our journal makes its contribution to this important jubilee by publishing
a study on the music drama The Prince of Zeta. The composer of this
representative achievement of Serbian musical modernism is Petar
Konjovi¢, the founder of the Institute and its first director. By publishing
this article, dedicated to the 125™ anniversary of the composers birth, we
also celebrate the 80™ birthday of Nadezda Mosusova, undoubtedly the
leading specialist of Konjovi¢’s oeuvre and the doyenne of our national
musicology.

The next contribution in the Varia, written by Dragana Stojanovi¢-
Novici¢, represents a homage to the inspired and insufficiently known
achievements of Vlastimir Peri¢i¢, whose prolific work as a theoretician,
writer and pedagogue has left a deep trace in the history of Serbian mu-
sicology. The article by Aleksandar Vasi¢, who writes on the character-
istics associated with an older generation of Serbian music critics, is
followed by the texts written by Jelena Jovanovi¢, who offers a detailed
analytical contribution to research into musical memory in the case of
self-taught players, and by Danka Laji¢-Mihajlovi¢, whose attention is
focused on the complexity of biographical discourses in contemporary
ethnomusicology. In addition there is a paper by Georges Vlastos on
neoclassical aspects of Albert Roussel’s music, and one by Danijela Ku-
lezi¢-Wilson, on the relations between music and filmic time.

In the Reviews section, besides the texts on significant publications
and scientific conferences, the eighth issue of Musicology introduces for
the first time reviews of audio compact discs, including two discs edited
by Jelena Jovanovié, and a double CD published on the occasion of 30"
anniversary of the Electronic Studio of the Radio Belgrade.

The editorial board of Musicology deeply regrets the death of the
eminent academician Dejan Medakovi¢ (1922-2008), President of the
Board of the Institute, member of the Editorial Council of the journal and
a great connoisseur of music, who followed and encouraged our work
with great care.

By publishing Vesna Peno’s inspired /n memoriam article, we also
remember with respect and gratitude Milo§ Velimirovi¢ (1922-2008), a
dedicated and world-famous researcher of Byzantine and medieval Sla-
vonic music, a great friend of the Institute of Musicology and its gener-
ous benefactor.
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Biljana Milanovi¢

THE BALKANS AS A CULTURAL SYMBOL
IN THE SERBIAN MUSIC OF THE FIRST HALF
OF THE TWENTIETH CENTURY"

Abstract: The focus on the internalization of Western images in the Balkans
has special significance in researching Serbian art. The functioning of
Balkanism as it overlapped and intersected with Orientalism is indicated in the
text by an examination of the cases of Petar Konjovi¢, Miloje Milojevi¢ and
Josip Slavenski, the three significant composers working in Serbia during the
first half of the twentieth century. Their modernistic projects present different
metaphors of the Balkans. Nevertheless each of them is marked by desire to
change the Balkan image into a ‘positive’ one and thus stands as a special
voice for Serbian and regional placing in European competition for musical
spaces.

Key Words: Balkanism, Orientalism, Petar Konjovi¢, Miloje Milojevi¢, Josip
Slavenski

The construction of identity in modern Serbian music was marked
by exclusivity which had its roots in the imperial contexts of the Austro-
Hungarian and Ottoman Empires and changeable geopolitical and sym-
bolic borders. In the continuity of change which was a distinctive feature
of the first half of the twentieth century, the old question of ‘ours’ and
‘foreign’ was posed over and over in different ways. Acts of national
identification — either Serbian and/or Yugoslav — survived longer, re-
maining relevant in the modernistic context as well and overlapping with
the ways that Balkan, Slav and European collectivities were imagined.

Serbian composers of the first half of the century thought intensively
about the Balkans as can be seen from their articles on music, the titles
they chose, and other signs from a great number of works. This is also
clear from their creative approach to the music of coexisting and inter-
weaving Balkan ethnicities from certain areas of the region. Stevan Mok-
ranjac (1856—1914) initiated this creative process, inventing his musical
geography on the basis of the newly discovered folklore of the central
Balkans, above all Kosovo, Old Serbia and Macedonia, blazing the trail

OBaj paj je pe3ynrar npojekra Mysuxa na packpuihy — cpncku, 6arKaHcKu u egpon-
cku oxgupu, 6p. 147033, dpunancupasor ox ctpane MUHHCTapCcTBa 32 HAYKY M TeX-
HOJIOWKH pa3Boj Peny6iuke Cpouje.
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for subsequent modernistic attempts and multiple collective positioning.
Therefore, for example, Legend of Ohrid [Ohridska legenda], the most
famous Serbian national ballet in which the composer Stevan Hristi¢
(1885-1958) refers to Serbian, Macedonian, Romanian, Bulgarian and
Greek folklore, can be perceived also as a distinctive representative of
the Balkan musical identities.'

In the investigation of such collective identifications we cannot ig-
nore the interpretative strategies in the Balkans which have, owing to
positions of power and cultural ideology drawn on the idea of progress,
set up by the West as a norm of objectivity. This essential system of
knowledge and stereotyped images has been the subject of different con-
cepts which were initially inspired by Said’s Orientalism and as dis-
courses on the ideology of domination, exploitation and marginalization
they represent an interdisciplinary academic genre which more or less
overlaps with postcolonial studies of culture.” Briefly, from the Western
point of view, the Balkans has been characterized as the ‘inner other-
ness’ of Europe where it belongs geographically but is defined by the

Nadezda Mosusova reached this conclusion in the middle of the sixties, dealing later
with the choreographic context of Hristi¢’s ballet where Russian artists, inspired by
folklore dances, made a priceless contribution to the creation of a special choreo-
graphic style which could be termed Balkan. Nadezda Mosusova, ‘Ohridska legenda
Stevana Hristica’ [ The Legend of Ohrid by Stevan Hristi¢’], Zvuk [Sound] 66 (1966),
96-115; Nadezda Mosusova, ‘Are folkloric ballets an anachronism today?’ in Alkis
Raftis (ed.), Dance as Intangible Heritage, Proceedings of the 16™ International
Congress on Dance Research, Corfu, 2002, 108-117.

This has to do with the concepts of Orientalist variations and nesting Orientalisms by
Milica Baki¢-Hayden, Balkanism by Marija Todorova, Imperialism of imagination
by Vesna Goldsworthy etc. The most important literature on this topic: Milica Baki¢-
Hayden and Robert M. Hayden, ‘Orientalist Variations on the Theme “Balkans™:
Symbolic Geography in Recent Yugoslav Cultural Politics’, Slavic Review, 51
(1992), 1-15; Maria Todorova, ‘The Balkans: From Discovery to Invention’, Slavic
Review, 53 (1994), 453-482; Milica Baki¢-Hayden, ‘Nesting Orientalisms: The Case
of the Former Yugoslavia’, Slavic Review, 54 (1995), 917-931; Maria Todorova,
Imagining the Balkans (Oxford University Press, 1997); Vesna Goldsworthy, In-
venting Ruritania: The Imperialism of Imagination, (New Haven and London: Yale
University Press, 1998); Kathryn E. Fleming, ‘Orientalism, the Balkans, and Balkan
Historiography’, American Historical Review, 105 (2000), 1218-1233; Obrad Savié¢
and Dusan Bejeli¢ (eds.), Balkan as Metaphor: Between Globalization and Frag-
mentation, (Cambridge: MIT Press, 2003); Marko Zivkovi¢, ‘Nesto izmedju: sim-
bolicka geografija Srbije’ [‘Something between: Symbolic Geography of Serbia’],
Filozofija i drustvo, Vol. XVIII, 73-110; Milica Baki¢-Hayden, Varijacije na temu
‘Balkan’ [Variations on the Theme ‘Balkans’] (Beograd: Institut za filozofiju i drust-
venu teoriju and I. P. ‘Filip Visnji¢’, 2006); Miodrag Maticki (ed.) Svoj i tudj. Slika
drugog u balkanskim i srednjoevropskim knjizevnostima [Own and Foreign — The
Image of Other in the Literatures of the Balkans and Middle Europe] (Beograd: In-
stitut za knjizevnost i umetnost, 2006).
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lack of European values and tradition. It is, actually, an extreme example
of the strategy of ‘including’ and ‘excluding’ in European value rankings
based, according to Hobsbaum, on the psychological mechanism of su-
periority and inferiority.’ Marija Todorova attributes this negative
inventing of the Balkans to the Ottoman heritage, and indicates a special
rhetorical arsenal of Balkanism, positioning the images of region in a
bastard, transitional world between East and West which actually corre-
sponds to attitudes on life at the crossroads or border where Balkan peo-
ples themselves established a sense of identity and importance in the
preservation of European values. Therefore Milica Baki¢-Hayden claims
convincingly that such a perception, blurring the categories of ‘East’ and
‘West’, demands a more comprehensive approach appropriate to the re-
gion’s liminal position. This is because pejorative connotations related to
the breakdown of the Ottoman Empire, the creation of small national
states and the problem of their status in Europe contain strata of earlier
mapped divisions going back to the schism between the Roman and
Byzantine Empire and they are also connected to the later, newest layer
of Eastern-Western distinctions in the ideological restructuring to the
world of communism and capitalism.

The focus on the internalization of Western images in the Balkans
has special significance in researching Serbian art because creative reac-
tion to stereotypes and stigmatization to a large extent determines its
physiognomy. Processes of musical self-presentation in the first half of
the twentieth century were marked by taking different stands towards
westernization and modernization but simultaneously they were bur-
dened by the problems of Turko-phobia which were not only part of the
process of overcoming history but also originated from negative Western
attitudes towards the Orient. A larger and more detailed study could in-
dicate the functioning of Balkanism as it overlapped and intersected with
Orientalism in the context of the music itself. Bearing in mind recent
conclusions formed in the coordinates of the East-West crossroads, I will
indicate such possibilities through a short examination of the cases of
Petar Konjovi¢ (1883-1970), Miloje Milojevi¢ (1884—1946) and Josip
Slavenski (1896—1955), the three most significant composers working in
Serbia during the first half of the twentieth century.’

*  Erik Hobsbaum, O istoriji [On History] (Beograd: Otkrovenje, 2003), 238239 (Ser-
bian translation).

On Serbian music in East-West coordinates in: Katarina Tomasevi¢, ‘Istok — Zapad u
polemickom kontekstu srpske umetnosti izmedju dva svetska rata’ [“The East — West
Relations in the Polemical Context of the Serbian Art between Two World Wars’],
Muzikologija, [Musicology], 5 (2005), 119-129.
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In relations of symbolic geography, Konjovi¢ distinguishes the term
‘East’, by which he maps the Slav East of Europe and the South-Slav
territory of the Balkans, from the ‘Orient’ as the presence of a ‘Non-
European’ heritage towards which he took a changeable and ambivalent
stand in his work. Occupied by the aspects of Slavism as identification in
the European context, he distinguishes ‘Western’ and ‘Eastern Slav ori-
entation’ and emphasizes the need to observe works of Balkan Slav
composers within the same coordinates.” In his most representative
works he commits himself to the ‘eastern’ stream which was, in his
opinion, first ‘felt and consciously comprehended’ by Modest Mussorg-
sky and presented in ‘its purest expression’ by Leo§ Janadek.

At first, Konjovi¢ welcomed a part of the Serbian romantic tradition
referring to elements of younger folklore irradiated by Ottoman
influences and points out the artistic form of the Sevdalinka as a peculiar
local variant of the Lied, love-song to whose development he also made
a personal contribution.” In articles dating from the thirties, as well as in
certain works, he keeps his distance from such attitudes actually thinking
about the Slav Balkans and the suppression of its peasant tradition under
the negative influence of contemporary civilization. Thus he finds his
modernistic alternative for worn-out western forms in the musical
folklore of the Balkan patriarchal community.®

Even though in this context his creative work is directly comparable
with Janacek’s ‘realism’, it should be emphasized that his attitudes are
related to some of Béla Bartok’s but were reached independently from
this modernist.” This has to do with the strict difference between peasant
and popular music that is ‘good’ and ‘bad hybridity’ and contamination
of the rural idiom by Gypsy musicians, which in Konjovi¢’s case, too,

Petar Konjovi¢, ‘Dve orijentacije u slavenskoj muzici’ [“Two Orientations in Slav
Music’], Muzicki glasnik [Musical Herald], 8-9 (1938), 160—164.

°  Ibid, 163.
Petar Konjovié, Licnosti [Personages] ( Zagreb: Celap i Popovac, 1920), 70, 133—134.

In this respect, Konjovié¢’s modernist alienation might also be described by the words
that Jim Samson, following Adorno, marked Bartok’s relation to ‘unrationalised
peasant idioms’ which ‘served to critique the used-up forms of an increasingly frag-
mented art music tradition’ in the West. Jim Samson, ‘Placing Genius: the Case of
George Enescu’, Trondheim Studies on East European Cultures and Societies, 17
(2006), 31 pp; Jim Samson, ‘Music and Nationalism: Five Historical Moments’ in
Athena S. Leoussi and Steven Grosby (eds.), Nationalism and Ethnosymbolism.
History, Culture and Ethnicity in the Formation of Nations, (Edinburgh: Edinburgh
University Press, 2007), 55-67.

Before the Second World War, Konjovi¢ was not aware of Bartok’s views, but in his
texts from 1947 onward he referred directly to some of Bartok’s conclusions related
to peasant folk songs, the problems of their origin and their blending.
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indicates the contribution of discourses on social Darwinism and idea of
racial purity.'” However, an example of the modernistic split between the
symbol of a rural, idealized peasantry and the deviant music of ‘Orien-
tals within’ related to the process of urban and commercial, is more
complex and ambivalent with this Serbian composer. Suitably for the
Balkan terrain, Konjovi¢ felt the need to separate folklore from other
aspects of the Orient, first of all from those revealing an Ottoman heri-
tage. In search for ‘purity’ cleansed of ‘oriental deposits’ that were for
him ‘clear signs of the degeneration of our folkloric motifs’, he finds a
paradigm of values in Mokranjac’s Tenth Garland [Deseta rukovet]."
Though he would later be guided by the same value criteria, with occa-
sional use of tried orientalistic rhetoric, Konjovi¢ made his discourses
relative as if he actually saw the utopia of his conception by getting to
know the folklore material of the Balkans better. The numerous exam-
ples from his monograph on Mokranjac, first published in 1956, actually
confirm that he established a new and greater time distance towards the
Orient as the Balkan past, at the same time justifying examples of the
artistic tradition referring to this stream.'? Thereby, Konjovi¢ surpasses
the dualism of his concept of ‘hybridity’, as Bartok did, in his way." His
modernistic ideas, however, can also be characterized either as resistance
against negative images of the Balkans or internal Orientalism and as a

19" Konjovi¢ draws a distinction between ‘folk’ and “popular, not created [...] but just

adopted by peasants’ because ‘what comes from outside, what travels, gets involved,
becomes dirty or stained’ for him is ‘regularly without quality’. Petar Konjovié,
‘Muzicki folkor, njegova vrednost, Cistota i interpretacija’ [‘Music Folklore, its
Value, Purity and Interpretation’], Srpski knjizevni glasnik [Serbian Literary Maga-
zine], 5 (1936), 370-371.

1 Ibid, 376.

His comment on the occasion of the song ‘Mirjano’ from Fourth Garland [Cetvrta
rukovet] can be an illustration: ‘Undoubtedly, the Orient has left a trace, not only in
our psychology but in our creative work, too; somewhere, that trace is even very pro-
found. Therefore, ‘Mirjano’, as well as all similar tone reminiscences, sounds like a
distant echo of time and place when sensuality was the substance of each and every
lyrical feeling. Shaped sophisticatedly or roughly, this sensual lyric with oriental col-
oration was maintained through the whole period of our romantic literature and [...]
we had a number of poets attracted by the opium spirit of the Orient. It is completely
natural that composers Marinkovi¢ and Mokranjac and some generations that fol-
lowed, fell under that influence from time to time’. Petar Konjovi¢, ‘Stevan St
Mokranjac’ in: Stevan Stojanovi¢ Mokranjac. Zivot i delo [Stevan Stojanovié Mok-
ranjac. Life and Work] (Beograd: Zavod za Udzbenike i nastavna sredstva,
Knjazevac: Nota, 1999), 53.

On Bartdk in: Julie Brown, ‘Bartdk, the Gypsies and Hybridity in Music’ in Georgina
Born and David Hesmondhalgh (eds.), Western Music and Its Others: Difference,
Representation, and Appropriation in Music, (Berkley — Los Angeles — London:
University of California Press, 2000), 119-142.
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way to overcome Turko-phobia. Those different and mutually overlap-
ping perspectives must be taken into consideration during detailed in-
vestigations of Konjovi¢’s work, especially his opera Kostana which,
through an outer oriental layer, represents a kind of psycho-cultural rec-
onciliation through integration of Roma, Ottoman and Slav rural ele-
ments. '

Two other characteristic, but in many ways opposite relations to-
wards the Balkans are represented by the composers Miloje Milojevié
and Josip Slavenski.

Milojevi¢ is the musical representative of those Serbian intellectuals
who considered the ideals of the modern man of Western European cul-
ture effective in the revival and modernization of the Serbian and Yugo-
slav nation. Being immensely open in a creative sense towards both
French and German music as well as towards that part of the Slav tradi-
tion which Konjovi¢ saw as ‘western’, Milojevi¢ was at the same time an
advocate of Slavophil ideas in his work as a critic. Nevertheless, his at-
titudes on modern Serbian music were determined by the dominant view
towards the centre thinking of ‘Serbia in the West’."” He imagined the
Balkans in the same terms. Within that context, the words he wrote on the
occasion of Josip Slavenski’s Four Balkan dances are very indicative:

‘The Balkans is a country attracting tourists. They take pictures of
the Balkans’ surface using cameras because tourists usually see the sur-
face. That is how the surface of Balkan music is exploited the most. And
since the Balkans in its time was presented [...] as “a man with a knife in
his teeth”, waves of these comprehensions can sometimes be felt: the
Balkans is something wild, tactless and uncultivated, disproportionate.
The Balkans, however, is original and friendly in its sensitivity. Excep-
tionally friendly. And exceptionally deep in the expression of colour and
very pure in the expression of joy. The Balkans are not a cauldron of
boiling blood, splattering everything.’'®

With the obvious allusion to travel-books and similar articles de-
scribing the Balkans using common rhetorical metaphors about friendly
or dangerous savages, Milojevi¢’s reaction is a reproduction of one part
of the cultural stereotype, one which is, in the eyes of the West, seen as
positive, unproblematic and which will not initiate fear of return to bar-

The same line can establish connection with Russian musical Orientalism which is
directly related to Hristi¢’s mentioned ballet The legend of Ohrid.

Katarina TomaSevi¢, ‘Istok — Zapad u polemi¢kom kontekstu srpske umetnosti iz-
medju dva svetska rata’, 123—4.

Miloje Milojevi¢, ‘Sedmi koncert Beogradske filharmonije’ [Seventh concert of Bel-
grade Philharmonic Orchestra] Politika, 6 May 1938.
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barism in a civilized European citizen. The nature of Milojevi¢’s mod-
ernism and his attitude towards collective identifications were marked by
vacillations and antagonisms but his view of the Balkans is consistently
conveyed to his composer’s work. It is implied by his late piano opuses
which are a sublimation of the composer’s broadly comprehended Ro-
manticism, with occasional excursions towards elements of impression-
ism and expressionism, anchored in a new, neo-classical simplicity rec-
ognized in folklore."” Modal scales, a modal diatonic, dissonances that
do not turn into roughness of sound, chords of fourth and fifth, sophisti-
cated counterpoint comments on themes with the occasional achieve-
ment of picturesque, psychologically deepened, dramaturgically damp-
ened sound scenes lead not only to Milojevi¢’s Western European stylis-
tic experience but also to his imagining of a tame and sensitive Balkans.
He probably reached this moment of synthesis owing to the experience
gained during his melographic trips to Kosovo, Metohija and Macedonia
in the thirties when he was writing down Serbian but also Macedonian,
Bulgarian, Turkish and Albanian songs and dances among which some
examples have archeological value by being part of old, then almost
vanished, ritual practice."

Milojevi¢’s opinion was a challenge to the music of Slavenski, to
which he attributed the characteristics of the negative side of the men-
tioned stereotype. Slavenski, for his part, used the metaphor of the Bal-
kans to criticize Western European bourgeois aesthetics and feedback
mechanisms of provincial narrow-mindedness that created an image of
cultural inferiority in the region. He deepened his creative affinities
through contact with the aesthetic of Zenithism, the avant-garde move-
ment whose ideas of Balkan Barbarogenius were founded on the oppo-
sition between the Balkans and (Western) Europe. He did not go so far in

7" Melodies and Rhythms from Sara, Drim and Vardar [Melodije i ritmovi sa domaka
Sare, Drima i Vardara) op. 66, 1942; Kosovo Suite [Kosovska svita] op. 68, 1942;
Melodies and Rhythms from the Balkans [Melodije i ritmovi sa Balkana] op. 69,
1942; Povardarje Suite [Povardarska svita] op. 71, 1942; Motives from the Village
[Motivi sa sela] op. 73, 1942; Sonata ritmica in modo balcanico, op. 82, 1944.

About some of these melodies used by Milojevi¢ in his late piano opus: Ana Ma-
tovi¢, ‘Odraz etnopsihologije u delima Miloja Milojevic¢a’ [‘Ethnopsychological Sub-
stance of the Folk Musical Idioms as Reflected Through Compositions of Miloje
Milojevi¢’] in Vojislav Simi¢ (ed), Miloje Milojevié, kompozitor i muzicki pisac
[Miloje Milojevi¢, Composer and Musical Writer] (Beograd: Udruzenje kompozitora
Srbije, 1986), 289-301; Ana Matovi¢, ‘Doprinos Miloja Milojevi¢a ocuvanju folk-
lora sa Kosova i Metohije’ [‘The Contribution of Miloje Milojevi¢ for the Preserva-
tion of the Folk Tradition from Kosovo and Metohia’] in Vlastimir Peri¢i¢ (ed.)
Kompozitorsko stvaralastvo Miloja Milojevi¢a [The Works of The Composer Miloje
Milojevic] (Beograd: Muzikoloski institut SANU, 1998), 203-215.
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subversion as the followers of Zenith but, unlike them, turned his ideas
into the work." Slavenski accomplished this due to a unique connection
of folklore and the investigation of sound which, in different emanations
of the opus, determined the constants of his language based on analysis
of mode-scale grounds, the intonation and rhythm of tunes, the structure
of the natural harmonic row in vertical and horizontal sonority, micro-
tones and an un-tempered system, the use of pedals, ostinatos, the reali-
zation of form based on a diptych of singing and dancing and so on.*
His approach to folklore as an independent value and purely acoustic
phenomenon included pensive, spiritual-emotional and extra-musical
aspects, determined by its very attitude towards the Balkans. Slavenski
had an extremely developed awareness of the co-existence, mixture and
amalgamation of various cultures in the region.”’ He counted not only on
the folkloric heritage of an entire region, from Croatia in the West to
Turkey in the East, but in his quests for spiritual roots he imagined ar-
chaic pagans and the tunes of old religions, constructing sound visions of
Plaut’s antiquity and had presentiments of the musical images of medie-
val Byzantium.*”> Simultaneously he attentively kept up to date with the

19 Ljubomir Mici¢, the founder of the Zenithist literature movement, was inclined to-

wards avant-garde gestures and provocations, but his negation of Western bourgeois
culture and demands for the ‘balkanization of Europe’ by his announcement of Bal-
kan ‘Barbarogenius’ were only on declarative level. On the other side, his changeable
constructions and concepts of the Balkans as well as stereotyping discourses are a
part of the rich image repertoire of the region. Stanislav Vujnovi¢, ‘Prevazilazenje
opozicije svoj/tudj u periodici srpske avangarde (Casopis Zenit)’ [‘Overcoming of
opposition of own/foreign in periodicals of Serbian avant-garde (journal Zenif)’] in
Miodrag Maticki (ed.) Svoj i tudj [Own and Foreign], 215-26.

The most representative Slavenski’s works referring to the Balkans in their titles are:
Songs and Dances from the Balkans [Pesme i igre sa Balkana] for piano in two Vol-
umes, 1927; Balkanophonia [Balkanofonija], suite for symphonic orchestra from
1927; From the Balkans [Sa Balkana], suite for chamber orchestra from 1930; Four
Balkan Dances [Cetiri balkanske igre], for symphonic orchestra from 1937. Many of
his other works are connected with the Balkans and among the most important com-
positions resulting from the synthesis of regional folk idiom and acoustic explora-
tions are: Chaos [Haos] for symphonic orchestra and organ from 1932; Music for
Orchestra/ Harmonies and Disharmonies/ Music 36 [Muzika za orkestar/ Harmonije
i Disharmonije/ Muzika 36] for symphonic orchestra from 1936; Music 38 [Muzika
38] for chamber orchestra from 1938.

Biljana Milanovi¢, ‘Stvaralastvo Josipa Slavenskog — prilog tumacenju opusa kao
jedinstvenog dela’ [‘The Work of Josip Slavenski — A Contribution to Interpreting
Oecuvre as a Single Work’] in Mirjana Zivkovi¢ (ed.), Josip Slavenski i njegovo doba
[Josip Slavenski and his time] (Beograd: SOKOJ-MIC, Fakultet muzicke umetnosti,
Muzikoloski institut SANU, 2006), 141-149.

Up to now, literature has not mentioned that Slavenski’s composition On the rivers of
Babylon [Na rekama Vavilonskim] (1937), originating from stage music for the
drama Kraljevi¢ Marko by Pura Dimovi¢, has undoubted comments on unisonous

20

21
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most recent aspirations in Western European music but he reached them
in his works via folklore. He perceived his integral image of the Balkans
as an advantage, which carried the potential to create a new centre from
the existing liminal position of the region. So, if Konjovié’s construction
of the Balkans was in Eastern Europe and Milojevi¢’s in the West then,
according to Slavenski’s imagining, Europe was in the Balkans.

These three short case studies indicate changeability and relativity in
the understanding of borders, time-space-place and metaphorical aspects
of the Balkans. In the wider context of Serbian art, the repertoire of re-
actions based on negative images regarding the region is ranged starting
from acceptance of the dominant stereotypes through their internal
relocations and ‘nesting Orientalisms’ leading to the reversal of the value
hierarchy into its opposite. This can be also perceived in certain relations
in the Serbian music of the first half of the twentieth century. However,
in spite of many examples demonstrating different musical ways of
surpassing the various antagonisms, the image of the Balkans still
remains a problem of contemporary Serbian culture due to the com-
plexity of the historical context as well as recent political, social and
cultural policies.

Bumana Munanosuh

BAJIKAH KAO CUMBOJI KVJITYPE ¥ CPIICKOJ MY3UIU
IMPBE TTOJIOBUHE XX BEKA
(Pesume)

VY npoydaBamy CpIICKE My3HKE IIPBE MOJ0BHHE XX BEKa HE MOTY CE UTHO-
pucaTu WTepIpeTaTHBHE cTpareruje o bankany koje je 3amanna EBpoma, cxon-
HO COIICTBEHHMM MO3MIKjaMa MONK U HJeooTHjaMa OCJIOmEHUM Ha HIE)y Mpo-
rpeca, CTBapaja M Iulacupaia Kao 00jeKTHBHE U HelpoMeHJbHBe naToctu. Cre-
PEOTHITHE MPE/ICTABE O OBOM PETHOHY Kao KYJITYpPHO HH(PEPHOPHOM, ITPETa3HOM
cery uamelhy Mcroka n 3anaja, moceOHO cy KyJIMHUHUpaIE Y HCTOPH]CKOM KOH-
TeKCTy npBHX JeneHrja XX Beka. OHe cy Owiie J1e0 TeONOIUTHYKUX, EKOHOM-
CKUX M KYJITYpHHX (pycTpanuja yrpaljeHHX y HO3UTHBHY CIIHKY ,,[{UBHIM30Ba-
He EBpomne®, ma Tako u jemaH ol CUMIITOMAa KpHU3€ 3arajHor JIMOepaHo-0ypiko-
ACKOT JIPYIITBAa M K-ETOBE MOJEPHOCTH. Mako cy QUPEKTHO IOBE3aHe ca MajoM
OTOMaHCKOT [apCTBa, HACTAHKOM HAaIMOHAIHHX JpkaBa Ha bankaHy m akTye-
JM30BakbEM BUXOBOT cTaTyca y EBpomy, oHe ymyhyjy Ha KOHTHHYHUTET pasiiu-
YUTHUX, aJId YBEK IPUCYTHHUX TOJIENIa y KOjUMa Cy ce cimke o bankaHy, kao pe-
JIUTH]CKOj, KYJITYPHO], UICOJIOIIKO] U/UITK TIOJIMTUYKOj APYTOCTH ,,yke* EBpore

singing practice which was probably heard by the composer in some monastery or
church in the South of the Balkans.
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MehycoOHO cMemuBalie U CHaXKWIIE Y UICTOPH]CKOM KOHTHHYYMY OJ CpE/Iber Be-
Ka 70 JaHalllker BpeMeHa.

VY TekcTy ce HCIHTYje MOTYRHOCT IpoydaBama M pasyMeBama CPICKe My-
3uKe npBe nojoBuHe XX croneha y KOHTEKCTY KpUTHKE OalkaHW3Ma U OpHjeH-
tanm3Ma. [Taxma je noceehena onycuma u/unm nucanoj peun Ilerpa Komosuha,
Murnoja Munojesuha u Jocuna CnaBeHCKOT, a CTBapajayKke peakiije OBUX KOM-
MO3UTOPA Ha JIMMMHAIIHY CTaTyC PETHOHA carjefaHe cy Kao TpH pa3iInuuTe Me-
tadope bankana. ¥ moxepuuctuukum koHuentuma Komosuha n Munojesuha,
MpeNcTaBe O PErHOHATHO] MYy3HUIIM U B-CHOM MECTY Yy pelanijama cuMOOIHIKe
reorpaduje EBpone ykazyjy Ha KPUTHYKH OJHOC IpeMa HEraTHBHHM CIIMKama
bankaHa, anu y NojeMHUM aclieKTUMa OTKPUBAjy M PEIPOAYKIH]Y U BapUpame
OaNKaHUCTUYKE U OpPHjCHTAINCTHYKE IIepCcIieKTHBe. BesuBame 3a ,,McTok™ mimm
3a ,,3amaa’ AeTMMHUYHO je pemaBayio mpobiieM mepreniuje bamkana xao ,,mpe-
Jaza‘“‘, a CTaBOBE O )KUBOTY Ha pacKpurhy WM IpaHHIH CBETOBA, I/ie Cy OajiKaH-
CKH HapoOJH 3aCHHBAJIM CMHCA0 COIICTBEHOT HACGHTUTETA, OO je, 3arpaBo, Beo-
Ma TEIIKO M3MECTUTH Yy HEeKe HOBE, JIpyraudje KOTHUTUBHE NUMeH3Hje. Y TOM
KOHTEKCTY, MOJICPHUCTHYKA MEPIEIIHja Kojy je monyauo CliaBeHCKH, KOHCTpY-
nmyhin uHTerpanHy ciauky bankaHa Kao MOTEHIMjaJHOT MY3HYKOT IIEHTpa
EBporie, Morna 61 ce NpOTYyMa4nuTH HE CaMo Kao KpUTHKA Beh 1 Kao yMeTHHYKa
WHBEP3Hja YCTAJbeHUX CTEPEOTUIIA O PETHOHY.

UDC 78.036(=163.41):781.7(497)
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Sofia Kontossi

THE TRANSITION OF GREEK ART SONG
FROM THE NATIONAL SCHOOL TO MODERNISM

Abstract: This study presents the different ways in which two Greek compos-
ers, Leonidas Zoras and Jani Christou, viewed modernism. The songs of Zoras
are typical example of the gradual withdrawal from the aesthetic framework
of the National School which dominated during the first decades of the twen-
tieth century. In contrast, Jani Christou, who spent his childhood in Alexan-
dria and received an exclusively Western-type education, remained untouched
by Greek traditional music or the Greek National School. His work was
moulded by the ancient Greek philosophical belief in the elation of the listener
through the transcendental power of Art. By his Six T. S. Eliot Songs Christou
offered some of the best examples of twentieth-century expressionistic vocal
music.

Keywords: Leonidas Zoras, Jani Christou, Greek National School of music,
Greek art song

After the First World War, during which the development of the
lied, which had by tradition been made widely known during the nine-
teenth century, was abruptly interrupted in countries in Europe', the
genre continues to flourish within National Schools. For composers it
provided a good alternative to the opera — the ideal reflection of the
ideological and aesthetic aspects of the nationalistic musical Movements®
— since, parallel to the elements of local musical tradition, it also embodied
extra-musical elements deriving from popular culture, history, topical
issues and expectations of society, thus fulfilling parameters then con-
sidered determinative to the creation of art of a national subject matter.

In Greece, in which the initial phase of the National School spanned
from 1900 to 1930, the song for voice and piano was embraced and
especially cultivated by the National School lieder, Manolis Kalomiris,
and by other representatives, who seized, by means of the particular
genre, the opportunity to declare their favoured standpoint on the lin-

Paul Griffiths, ‘Lied §V, The 20™ century’, The New Grove Dictionary of Music and
Musicians, S. Sadie and J. Tyrell (eds.), (London: Macmillan, 2001), vol. XIV, 678.

Olympia Frangou-Psyhopedis, H EOvikn Zyoin Movoikig, IIpofinuaro Idcoroyios
[The National School of Music, Problems of Ideology] (Athens: Foundation for
Mediterranean studies, 1990), 43—4.

Frangou-Psyhopedis, ibid, 46.
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guistic issue of ‘dimotikismos’ (i.e. the popular vernacular), by selecting
verses of like-minded poets.*

Here, I will present the different ways in which two Greek composers,
Leonidas Zoras and Jani Christou, viewed modernism. The former saw it as
the conclusion of a route that had the National School as its departure point,
while the latter saw modernism as the starting point of his compositional
course. I will explain the factors that contributed to that situation — apart
from the age difference of about twenty years that stands between them —
and I will refer to the Greek elements in their work. I will base my argument
on three pieces by Zoras, one from the National School creative period
(Skitsa [Sketches]) and two from the experimental transitional period
(Akariea [Instantaneous] and Prosfora [Offer]). I will avoid commenting on
the conclusion of this route (/4 Songs on verses by K. Kavafis) since they
constitute a set of techniques, positioned in a more atonal framework, which
have been investigated in the above-mentioned works. Christou will be
investigated through his work Six T S. Eliot Songs.

In 1925, the twenty-year old Leonidas Zoras, born in Sparta and raised
in Athens, a student of Kalomiris in Harmony at that time, gave us through a
set of ten songs for voice and piano published later under the title of Skitsa the
first specimens of music of national tone, which at the same time discreetly
suggests the composer’s shift to modernism, following his studies in Berlin
in the years 1938 to 1940. In these songs the melodic material derives from
chromatic modal scales, which are either met in traditional music per se or
are created by the composer himself. Let us now look into some characteris-
tic examples of the material he uses and the manner in which he treats it:’

In the early twentieth century the movement of ‘dimotikismos’ represented one of the
parties involved in the conflict on the linguistic issue. By ‘linguistic issue’ reference
is made to the deeply rooted linguistic split between the scholarly and the spoken
language. Historically it appeared during the first century B.C. when Greek scholars
introduced bilingualism to the Greek-speaking world, imposing a simulation of the
classical Attic Dialect as opposed to the already established popular vernacular. As-
sistant Professor at Athens University, Konstantinos D. Malafantis, mentions: ‘The
linguistic conflict between the archaists and the advocates of the popular language
reappears in the mid eighteenth century and coincides with the Enlightenment period
in Modern Greece and the inclination of scholars to work for the culture of the,
mostly, illiterate population. Between those two trends a third one was created, intro-
ducing the avoidance of linguistic extremities as well as the merge of the ancient and
popular language, by adherence to a cautious and compromising linguistic policy,
which the scholar, Adamantios Korais named “the middle path”. The linguistic issue
constituted an ideological field in the context of which severe conflict of ideas and
attitudes took place in a critical for the development and formation of the Modern
Greek Society phase.’

I would like to sincerely thank composer Fani Kosona, musicologist Victoria Taskou
and Mr. Fani Soulakelli for our discussions regarding analysis of the works.
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A) Traditional material — traditional usage

In the first song, the ‘Flogera’ [‘Flute’, example 1], the lonesome
shepherd is seeking companionship in his flute in the typical scenery of
the Greek mountain landscape. He therefore sings in a mode of two
chromatic tetrachords (augmented second between III-IV and VI-VII
degrees), a tune quite common in Western and South Greece. The
melodic line frequently follows the traditional process of the mode from
the dominant to the tonic. The plagal connections of the exceptionally
plain diatonic chord material (i.e. which derives from notes of the mode)
and a pedal note in the tonic, which runs throughout the song — and is
renewed not only in the downbeat but also in the upbeat, as typically
occurs in traditional music — provide the ethereal melancholy of the
result. It could be argued that in every way the composer remains totally
committed to tradition.
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Example 1: L. Zoras, ‘Flogera’, from Sketches, musical poems
for voice and piano, poetry by L. Zoras, b. 1-10.
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B) Traditional material — free usage

In ‘Mikros Theos’ (example 2), as opposed to the ‘Flogera’, there are
two interesting phenomena, which relate to later practices of mode usage:

a) Although the melodic material of the voice is traditional, the
composer handles it as a mere starting point, without feeling
obliged to respect its traditional melodic evolution. In the context
of this free use, in parallel with the multiple jumps and intervals
bigger than a fifth, the composer handles ornamentation notes in
the western tradition (featured in example 2, bar 8, observe the

usage of the notes mi b, miband mi H)).
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Example 2: L. Zoras, ‘Mikros Theos’, from Sketches, musical poems for voice and piano,
poetry by M. Malakasis, b. 1-9.

b) polymodality: the voice using a descendant nikriz pentachord® is
accompanied by a melodic line of the piano in an Aeolian mode

of the same base of sib (example 2, bars 7-8).

The nikriz pentachord is the basis of the nikriz makam which is a minor one,
characteristic for the augmented second between the 3d and the 4™ degree of the first
pentachord. See Marios D. Mavroidis, Ot uovoixoi tpomor oty Avorodikyy Meooyeio,
O Bolavtivog fiyog, To Apafixd uaxdu, To Tovpkiko uoxau [Musical Modes in East-
ern Mediterannean, The Byzantine Hhos, The Arabic Makam, The Turkish Makam],
Fagotto, Athens 1999, p. 79.

See Marios D. Mavroidis, Ot wovowxoi tpomor otnv Avaroiikny Meooyeio, O
Bolavtivog nyog, To Apafixé uoxau, To Todprixo poxoy [Musical Modes in Eastern
Mediterannean, The Byzantine Echos, The Arabic Makam, The Turkish Makam],
Fagotto, Athens 1999, p. 79.
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C) Original material of traditional character

In ‘“Varka’ [‘Boat’, example 3], we come across an Aeolian mode in
mi that is chromatic between the third and the fourth degree. The interval
composition of the mode recreates national elements, concerning the
tone color, reminiscent of urban music from Smyrna, but is also the
choice of the composer. In the frame of a mixture of modality with
tonality, its harmonization with a G major seventh chord surprises us by
creating a dangling feeling and a certain confusion regarding the tonal
center of an unclarified major or minor atmosphere. At the same time,
the ostinato appearance of the chromatic degrees of the mode in the bass
reminds us of an equivalent melodic persistence, which appears in the
articulation of Second Tone of Byzantine music.
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Ex.ample 3: L. Zoras, ‘Varka’, from Sketches, musical poems for voice and piano,
poetry by M. Malakassis, b. 1-3.

In all the songs, harmonization is delivered through common prac-
tices applied by composers of the National Schools: post-romantic and
impressionistic treatment (resonances of fifths and fourths, altered
chords with added notes — a sixth and a fourth, unresolved sevenths,
chromatic transfers of chord material, pedal notes in tonic and subdomi-
nant, double pedal notes etc.) in connection with more modern tech-
niques such as different types of clusters (e.g. a pentatonic cluster in the
frame of a whole-tone scale) and poly-modality. The accompaniment is
very rich, with independent melodic lines that thicken the sound, rhyth-
mic diversity and extensive tremolo. For the appropriate musical ar-
rangement of the text, the composer makes use of constant metrical
changes to five-part and seven-part rhythms, which are very common in
Greek music, while the voice enjoys a certain amount of melismatic
freedom.
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The selection of poems reveals that Zoras had a progressive concept
of the role of poetry and its subject matter. The ‘national’ poets Dionys-
sios Solomos’ and Kostis Palamas® with their references on historical
topics are completely absent, while Zoras’ predilection turns to poets
such as Miltiadis Malakassis’ who, under the influence of symbolism,
eliminated from poetry any utilitarian, didactic or moral aims providing
its self-sufficiency and orientating it to the inner self. Zoras, charmed by
the rare musicality of the lyrical, elegantly built verses of Malakassis,

Dionyssios Solomos (1798—1857) was born on the island of Zakynthos and studied in
Italy. A person of broad education, with progressive and liberal ideas, and strict
claims for his work, Solomos longed for the rebirth of Modern Greek literature. His
deep patriotic feeling, in combination with a powerful conviction of the value of the
popular vernacular, prompted him to undertake a titanic poetic work, that of the con-
figuration of the popular Modern Greek poetic language through the plethora of lin-
guistic trends and proposals suggested at that time, simultaneously developing the
previous poetic delivery of Cretan literature and popular song. In 1823, inspired by
the fight of Greeks for independence against the Ottoman Empire, he wrote the An-
them to Freedom, the two first turns of which were set up in 1964 from the composer
Nikolaos Mantzaros and constituted the Greek national anthem.

Kostis Palamas was born in Patras where he completed his secondary studies fol-
lowed by Law studies at Athens University. In 1925, he was honored with the Na-
tional Award for Fine Arts and Letters, while in 1926 he was nominated member of
the Academy of Athens and later on Chairman. He died in Athens in 1943 during the
German occupation; his death inspired hundreds of thousand of Athenians who
swarmed in the streets to bid farewell and cry their demand for freedom. A central
figure of Greek Letters and leader of the literary world for half a century, Palamas
developed through his work the treasure of folk tradition and especially the popular
vernacular, which he greatly promoted with his extraordinary faculties of a word-
maker. His aim was to deliver it back to the people, purified from the allegations of
trivialization attributed to it in the context of the linguistic conflict (see also footnote
4). Through his poetry and his review work he positioned himself on the big ideo-
logical juxtapositions of the, under configuration, Modern Greek society of the first
decades of the twentieth century.

Offspring of an affluent family, Miltiadis Malakassis (1869-1943) completed his
secondary studies in his birthplace (Mesologgi) and then attended Law studies at
Athens University. His acquaintance with the poet Jean Moreas (1897) deeply influ-
enced his poetic choices. His first collection, Syntrimmata, was published in 1898.
From 1909 to 1915 he lived in Paris. When back in Athens, he served as the Director
of the Parliament Library until 1937. He also was Chairman of the Greek Literature
Society. In 1923 he was honored with the National Award for Fine Arts and Letters.
‘An eminent case of survival of the nineteenth-century Greek neoclassic movement’,
as mentioned in the Dictionary of Greek Literature (Athens: Patakis, 2007),
Malakassis is considered to fall under Palamas’ sphere of influence (see footnote 7).
Romantic by nature, he cultivated a strain of poetry dominated by lyricism and lan-
guage musicality. His detractors sustain that philosophical reflection is absent from
his work, a statement reinforced actually by Malakassis’ admission that he feared the
world of ideas. He saw poetry as a song, like music played with the tongue as an in-
strument.
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reflects through his impressionistic touch the hazy aura they convey.
What impresses us though is the choice of a poem by Kostas Karyo-
takis.'” Research to date indicates that Zoras was the first Greek com-
poser to appreciate the grandeur of the neo-bourgeois realism of Kario-
takis and to set his lyrics to music (‘The Gypsy’, 1925) at a time when
his poetry did not yet enjoy its subsequent glory."!

Between 1938 and 1940 Zoras was to be found studying in Berlin
with the composer Boris Blacher'? where he was exposed to the prevail-
ing trends of the time. After a compositional break of considerable time,
due to his commitment to conducting the orchestra of the newly estab-
lished Opera Stage of the Greek Royal Theater, Zoras inaugurated, at the
end of the 1940’s, his second creative period experimenting in new tech-
niques. This is a conscious shift, realized through his favorite genre
(voice and piano song), as a result of his creative creed. The only pur-
pose of the composer, he wrote in 1948, was ‘the revelation of his true
creative self and its positioning into the natural context of place, musical
ambiance and generative environment [...] elements strongly related to

0 Asa representative of the neo-romantic and neo-symbolistic trends which developed

in Greek poetry in the interwar period, the poet and novelist Kostas Kariotakis con-
stitutes the perhaps more significant literary voice to rise in the 1920’s. Being among
the first to introduce elements of modernism into Greek poetry, he influenced many
important poets to follow his work, such as the Nobel prizewinners Y. Seferis and Y.
Ritsos. His first collection, O ponos tou anthropou kai ton pramaton (1919) distinctly
gives the mark of the desperate, cynical, ironical and anti-heroic poetry to follow,
expressing his personal impasse, which the poet ended with his suicide in 1928, at the
age of only thirty-two.

Kariotakis’ collection Nipenthi, of which ‘The Gypsy’ is part, was published only
four years earlier, in 1921. Zoras’ special affection for Karyotakis’ poetry was later
affirmed, in the 1950’s, with the setting of a nine song cycle entitled Nipenthi and
Satires. A new setting of ‘The Gypsy’ is included in this cycle (see Sofia Kontossi,
Aewvidag Zaopag, Exoto ypovia omd ) yévvnor tov [Leonidas Zoras, One Hundred
Years from his Birth], Athens: Leonidas Zoras’ Archive, 2005, 34-5).

Boris Blacher (1903-75) was born in China to a German mother and a Russian-
Esthonian father. In 1922 he went to Berlin to study, initially architecture and
mathematics, and later music (Hochschule fiir Music — of which he became Director
between 1953-70). In 1938 he worked as a professor of the composition in Dresden,
but his career was interrupted because his teaching didn’t agree with National So-
cialism cultural policy doctrines. He made a triumphant comeback in 1947 with his
work Orchestral Variations on a theme by N. Paganini. Since then he was considered
to be one of the central figures in Berlin’s musical life, important both as a composer
of orchestral and vivid stage works (many of them based on classical text, such as
Hamlet, Lysistrati, and Tristan) and as a teacher. His work is distinguished for its
contrapuntal mastery, rhythmical wealth, orchestral fist and its anti-romantic clarity.
His Paganini Variations are a repertory piece in the German orchestral world, been
recorded by Solti.
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the cause of his birth and existence.””” Although the ‘natural context of
place’ in which one is born is specific, one’s feeling for the musical cli-
mate and the generative environment is subject to change. Zoras contin-
ues: ‘Modern trends are to me a valuable enhancement of the means of
expression available to the inspired creator.”'* He later adds: ‘I am not by
nature opposed to any modern trend. Hence, without any dogmatic
prejudice I allowed my inspiration to soar free [...].”"

In 1950, Zoras composes Akariea, nine songs based on haiku poetry
by Yiorgos Seferis, the landmark poet of symbolism in Greece.'® They
make up a very successful play by the composer with the vocal miniature
— so incredibly short as to cause second thoughts as to whether it sup-
presses the essence of the work of art or not — probably this is a unique
example in Greek music literature.'” Elaborated in full detail they offer
concise, transparent music of exceptional aesthetic appeal. In the few
seconds of the duration of each song, Zoras achieves to project a fleet-
ing, lyrical, occasionally humorous glimpse.

In these songs new compositional techniques emerge, which he
never abandons thereafter:

a) His declared aesthetic need for simplicity in the melodic line in-

fluences the choice of an exclusively syllabic arrangement of the

Unpublished composer’s manuscript (Leonidas Zoras Archive, box 9K, nr. 14).
As above.

Programme notes by the composer for a vocal recital held on 1 February 1967 in
Athens (Leonidas Zoras Archive, [1X2).

The Nobel-winner poet Yiorgos Seferis (1900-71) was born in Smyrna, Asia Minor.
He attended school in Athens and Law studies at the University of Paris, where he
became interested in literature. Back in Athens he was admitted to the Royal Greek
Ministry of Foreign Affairs (1926). This was the beginning of a long and successful
diplomatic career. His wide travels provide the backdrop and colour for much of Se-
feris’ writing, which is filled with the themes of alienation, wandering, and death. Se-
feris’ early poetry is strongly influenced by the symbolists. In his mature poems one
senses an awareness of the presence of Greece’s great past as related to her present
(Mythistorema, 1935). Later on, Seferis verges on the surrealism (7ria Krypha Poie-
mata, 1966). In addition to poetry, Seferis published a book of essays, Dokimes, and
a collection of translations of foreign poetry (Antigrafes). In 1963, Seferis was
awarded the Nobel Prize for Literature ‘for his eminent lyrical writing, inspired by a
deep feeling for the Hellenic world of culture’. In 1967, after a coup d’état, the
nationalist, right-wing Regime of the Colonels took power in Greece. After two years
marked by widespread censorship, political detentions and torture, Seferis stated on
the BBC World Service and in every newspaper in Athens in authoritative and abso-
lute terms: ‘This anomaly must end’. Seferis did not live to see the end of the junta
(1974). At his funeral, huge crowds followed his coffin through the streets of Athens,
singing Mikis Theodorakis’ setting of Seferis’ poem ‘Denial’ (then banned).

17 Regarding Akariea, see also Kontossi, ibid, 29-30.
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text, which, combined with the demands of the contemporary
lyrics’ asymmetry, sets continuous alternating metrical indica-
tion, so that the natural flow of speech is ensured.

b) He sets out to promote the kind of atonality in which we still
come across hierarchical distinction among pitches. Although the
bonds with tonality are not completely broken (the key signature
is still noticed to imply the most important pitch, not to delimit a
pitch class collection), dissonance is established. The dissonant
material he selects (almost exclusively in all the songs, minor
and major second, augmented fourth and their inversions) is used
to divide the octave in symmetrical collections: whole-tone
scales, along with semitone motives (in the form of resonances or
melodic evolution) alternate with intervals of augmented fourth
(example 4).
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Example 4: L. Zoras, ‘Pou na mazevis’, from Akariea, 9 very short poems by Y. Seferis,
musical delivery for piano and voice. Final manuscript.
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c) As regards notation, pitches are used enharmonically, regardless
of their ‘tonal’ frame.

d) He elaborates the intonational shape of a motif according to pitch
class theory principles.

We must not forget to make reference to the use of a technique
which was particularly developed by Olivier Messiaen:'® the constitution
of pitches in a cell, the components of which are subject to an opposite
direction transposition resulting in the expansion of the cell in space (ex-
ample 5).
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Example 5: L. Zoras, ‘Dimotiko Tragoudi’, from Akariea, 9 very short poems by
Y. Seferis, musical delivery for piano and voice, b. 1-10. Final manuscript.

'8 See for instance ‘L’Echange’ from solo piano pieces Vingt Regards sur [’Enfant

Jésus (1944).
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In 1952 Prosfora was composed to Yiorgos Th. Vafopoulos’ lyr-
ics."” The bond between music and speech is tight.** The exceptional
musical economy in the composer’s means of expression reflects com-
pletely the restrained pain emanating from the unrestricted poetic verse,
free of any rhetorical elements, and therefore extremely direct. In re-
sponse to this need the musical text appears without a meter indication,
the traditional use of note-values is abolished, and bars are used to define
conceptual units of the text.”' From this point of view this is a unique
example in Zoras’ entire creation (example 6).
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Example 6: L. Zoras, ‘To Epathlo’, from Prosfora, three poems from the homonymous
collection of Y. Th. Vafopoulos,b. 1-2.

In the first song, ‘Epathlo’ [ Award’, example 6], the simple account
of the wanderer who is about to start his journey finds the ideal partner
in the technique balancing between Sprechgesang and singing/recitation
of the Orthodox Church psalms practice, while the lyrics condensing the
emotional intensity are elevated later on through singing and are differ-
entiated graphically with the use of legato slurs. The piano keeps the
pace with a minimalist accompaniment of two perfect fifths and later on
(example 7) provides, in the form of resonance, the material of an
acoustical scale from which voice enfolds, as well as its three ascending
semitonal transpositions. Here Zoras creates interval relationships with
priority over others governing the succession of notes.

1 Poet G. Th. Vafopoulos (1903-96) started as a neo-symbolist, with influences from

K. Palamas (see footnote 7), K. Kavafis, Ch. Baudelaire and K. Kariotakis (see foot-
note 9). Through the Prosfora poetic collection (1938) written in memory of his wife,
he turned to new expressive means — almost simultaneously to the movement of sur-
realism but without actually endorsing its doctrines. His poetic profile was shaped in
the last five-year period of the Interwar, while the most important part of his work
was created after World War II and the German occupation of Greece.

20 Regarding Prosfora, see also Kontossi, ibid, 27-8.

2 ‘Rhythm is subordinated only to speech. And, maybe, this is the deepest connection

of the form to Byzantine, in general the liturgical atmosphere that was standing next to
me.” Comment by the composer for Prosfora in the programme notes (see footnote 15).
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Ex. nr. 7: L. Zoras, ‘To Epathlo’, from Prosfora, three poems from the homonymous
collection of Y. Th. Vafopoulos, b. 15-16.

Arguably, transposition of the same referential sonority in all tones
(e.g. resonance of the minor type with a major seventh in ‘Anevasma’
[Ascension]) — a compositional practice which was developed by
Schoenberg and which refers to the early period of atonal music — is used
widely and puts in doubt at a macro-structural perspective the hierarchi-
cal order of pitches, within this atonal framework. In ‘Kalendari’ [*Cal-
endar’], chromatic transposition is dominated by a pre-decided ‘har-
monic’ plan with regard to the sequence of resonances (resonances of the
major type, which are exchanged equally from root position to first and
second inversion; example 8). Within this ensemble of the modern aes-
thetic, where key is eliminated, one can recognize the voice’s melodic
and rhythmic references to the Orthodox Church tradition.
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Example 8: L. Zoras, ‘To Kalentari’, from Prosfora, three poems from the homonymous
collection of Y. Th. Vafopoulos, b. 4.

Akariea and Prosfora were performed for the first time in 1953,
during a series of concerts first established in 1952 by the United States
Information Service, the aim of which was to present all the new musical
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developments to the Athenian public.”” The public enthusiastically wel-
comed Zoras’ works, which were however, not to be untouched by some
music critics’ writings:

‘His works [...] are moving within a field of hazardous experimen-
talism. His Akariea, 9 “little” songs of not more than 20 sec. duration
each, involve so much thought as to that contained in a sentence without
a verb. Which musical idea can one develop through so much laconic
sentiment? The Spartan composer has misunderstood his ancestors’ most
wonderful virtue. In Prosfora the idea of music recitation is reduced up
to the point of exhaustion.’*

Throughout his life Zoras was not firmly attached to any specific
musical system. He never used the twelve-tone system and the main goal
for the use of new atonal techniques was not originality per se. He saw
all these developments as the richness of different possibilities:

‘The knowledge needs to be as wide as possible for all musical
creative tendencies, from the older ones to the most modern ones, with
conscious even fanatical effort to prevent every dogmatic attachment to
any of the above. Thus, aim of this knowledge [...] [is] to develop the
subconscious, general and impersonal musical intuition.”**

If Zoras’ Hellenism is tangible and detectable throughout his whole
work and can be regarded as a natural development of the interaction
between the time and place he grew up in, the education he received, the
music he listened to and the ideological musical framework within which
he matured as a human being, these same factors actually apply to create
an Hellenism of philosophical character in the music of Jani Christou,
reflecting his Weltanschauung and moreover, his beliefs in the liturgical
role of art.”

Christou was born in Cairo in 1926. He was the son of a cosmo-
politan family of the elite. He received a traditional Anglo-Saxon educa-
tion from his childhood. Therefore, his early encounter with music (pi-
ano lessons) was accomplished in ‘neutral’ ground, as regards national

2 Regarding the introduction of the Avant-Garde in Athens, see Katy Romanou,

Evteyvy EAMnvikn poveixn orovg vedtepovg ypovovg [Greek Art Music in Modern
Times], (Athens: Koultoura, 2006), 234-7.

" Minos Dounias, review note in Kathimerini newspaper, 22 January 1953.

2 Unpublished composer’s manuscript (Leonidas Zoras Archive, box 9K, nr. 14).

2> “Christou’s creation stemmed from his deeply rooted belief that composition should

spring from and develop through firm philosophical grounds’ Anna-Martine Luc-
ciano mentions in her study I iavvyg Xprnotov, Epyo ko1 mpocwmikotyro evog Eilnvo
ovvémn s emoyns pog [Jani Christou, Work and Personality of a Greek composer of
our times], (Athens: Bibliosynergatiki, 1987), 184.
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sentiments. From his direct family environment (his mother was a poet)
he inherits his tendency to mysticism. On the other hand, from the wider
familiar environment he inherited a deep understanding of the thought of
ancient civilizations about afterlife. During the period 193844 he stud-
ied Philosophy, Linguistics and Symbolic Logic in Cambridge — studies
that deeply affected his work — and Composition with Hans Ferdinand
Redlich, who was a pupil of Alban Berg®®. Later on, Christou became
interested in the theory of the archetypal symbols of Carl Jung. The mu-
sical creations of Christou became expressions of his philosophical
thought. Through reconstruction of the arts (music, theatre/spectacle,
dance)”’ he suggests a disengagement of modern Man from his existen-
tial agony ‘connecting his ego with a collective unconscious, which is
archaic but eternal’,”® through a music ritual that achieves a catharsis
with the aid of power released by symbols and myths.

At an early stage of this course, Christou created in the Six 7. S.
Eliot Songs (1955),” as in other works of that period, a psychological
trail identified with the symbol of the Phoenix, a mythical bird that is
constantly reborn from its ashes and symbolizes the cycle of life: birth,
growth, destruction, death, and rebirth.”® The kids’ laughter in ‘New
Hampshire’ is abruptly wiped out when they comprehend the threat of
death (‘Death by Water’), the vanity of modern life (‘Mélange Adultere
de Tout’), the pain of loneliness (‘Eyes that Last I Saw in Tears’), the
nightmarish agony of Man coming face to face with his destiny (‘The
Wind Sprang Up at Four O’ Clock’) and finally death and purgatory that

% Hans Ferdinand Redlich (1903-68) was one of the most important musicologists and

authors of music books of his time, as well as Alban Berg’s biographer.

7 As a characteristic example, let us remember Epikyklos (1968), music for ‘continu-

um’ and group of adaptable structure, which includes a ‘continuum’ and a hap-
penings group. In the first audition, the participants involved the Dance Group of
Zouzou Nikoloudi, a show-man, an actor and a group of musicians with a simultane-
ous film projection.

Lucciano, ibid, 216.

The Nobel-winner poet, essayist and playwright Thomas Stern Eliot (1888—1965)
was born in Missouri, U.S.A and passed away in London. He studied multiple hu-
manistic sciences extensively, such as: history, French and German in Massachusetts,
comparative literature and history of modern philosophy in Harvard, French literature
and philosophy in Paris, with final studies in Oxford, eventually settling down in
England. His first, mature poem, The Love Song of J. Alfred Prufiock, was published
in 1915, though its impact in the field of English but also international poetry was
perceptible after 1922 after publishing The Waste Land, a twentieth-century land-
mark poem.

28
29

30 According to Hans Biedermann’s interpretation of the symbol in Enciclopedia dei

simboli (Milano: Garzanti, 1991), 184-6.
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bring rebirth in the endless flow of waters in the Red River (‘Virginia’).
This is an evolution of a drama, not in the sense of tragic or passion as
the romantics saw it but in the ancient Greek meaning. It is not a random
event; the composer decided to use as his vehicle the fully theatrical
verses of a poet, whose writings are characterized by major modifica-
tions in tone, quick succession of images, abrupt sentimental changes,
and use of symbols.”’ Here, it should be noted that Eliot also believed in
the myth as a means for re-establishing order in the modern world. The
poet and the composer had many things in common in their way of living
and thinking: social origin, catalytic effect of mother, cosmopolitan
thought, high level of Anglo-Saxon education, philosophy studies, inter-
est in mysticism, study of religions, meanings of symbols, attitude to-
wards aesthetics in art, persistent idea about death.*

Christou used various techniques in order to achieve dramatization
of the musical language and to express a vast array of sentiments:>

a) Thickening: from a rhythmic and melodic point of view well
built sound organisms, comprised of different cells (example 9 a,
b) are supposed under an ostinato repeat, with continuously ris-
ing dynamics and acceleration of tempo.
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I~ I~ M.D_hg hﬁ L i he
2 1o be | L Lo i |-ko I~ =~ o~ [~
bohP s e P —foke et b b bhae
e e Ll Y L o e L i ; X I r "
o e e e e e o T 7
P - PP staccato
F M.S. 1 .
g = : ; = 5 - P ——
- e e =" 1= — e 5 —
EESTSS - msess === =g = === =SS ==
lasciar vibrare " 9® ~_3* LT4 q‘f ge A7 95 -

2

Example 9 a, b: J. Christou, ‘New Hampshire’ and ‘Death by water’
from Six T. S. Eliot Songs

b) Impact: the sound organisms move on battling other entities of
adverse character (e.g. a cluster).

31 About Eliot’s theatricality, Peter Acroyd in his work 7. S. Eliot, O avfpwmog miow

a6 ) uaoxo [T. S. Eliot, The Man beyond the masque] (Athens, Nefeli, 2002), 95,
mentions: ‘It is possible that in a future survey, Eliot’s poetry will turn out to be
regarded as the genuine English theater of the beginning of the century’. Y. Seferis in
‘TYopw otov Elot’ [About Eliot] from Dokimes (Athens: Galaxias, 1996), 151, also
mentions among others: ‘Eliot’s poetry stirred in me a much deeper feeling, one that
was impossible not to move a Greek: the element of tragedy’.

32 See Victoria Taskou, ‘Tlomtg ko cuvBétg’ [Poet and composer], Critical Edition

on J. Christou Six T. S. Eliot Songs, seminar work for the Department of Music
Studies, Athens University, 2004.

33 Certain of the following data are based on Lucciano’s analysis, ibid, 87-103.
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¢) Outburst: sudden use of distant registers releases, through an

explosion, from the paroxysm caused by all kinds of thickening

(example 10, bar 26, and example 11, bars 11-12).
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Example 10: J. Christou, ‘The Wind Sprang Up at Four O’ Clock’, from Six 7. S. Eliot

Songs, b. 22-217.
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Example 11: J. Christou, ‘Virginia’, from Six 7. S. Eliot Songs, b. 7-12.
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d) Distortion: though in expressionism the creator does not re-
nounce the reason for the means he uses, the generally indifferent
role that tone pitch plays in the voice part™* enkindles the tradi-
tional relationship of the musician with his instrument, opening
up the road that leads to ‘metapraxis’, a concept that Christou
would devise, define and apply in his later works.

e) Abrupt stop: creates fragmentation of musical speech, a charac-
teristic expressionist medium.

f) Repeat: repeated forte notes in the part of the voice enhance the
energy and create an explosive environment (example 10, bars
22-25), while in piano they pile the sentiment of collapse and
agony (example 11, bars 7-11).

g) Description: by the word painting technique, the composer brings
out vividly words and images of the poetic text.

Concluding Six T. S. Eliot Songs we could say that, in this music, all
components of musical speech (form, texture, melody, rhythm) are to-
tally subordinated to expressive needs. This is music of antithesis, which
keeps us numb and psychologically strained, and transfers us through
threatening and nightmarish images brought out in Eliot’s verses to the
illogical world of dreams, madness but also of merciless reality. ‘Art
comes not from ability but from necessity’ said Schoenberg to summarize
the essence of expressionism that explains the need to defend the principle
of the inner reality, against the idea of beauty in Art.”> Christou,
neglecting the aesthetic side of music, moves a step further: through the
expression of personal experiences he directs Man to the route of salvation.

Codghuja Konmocu

I'PUKA YMETHUYKA COJIO ITECMA HA TIPEJIA3Y
Ol HAIITMOHAJIHE HIKOJIE 10 MOJEPHU3MA
(Pesume)

YMeTHHUKe coio necMe y I'pukoj TOKoM npBe Tpu JeneHuje XX Beka Ha-
cTajane cy nox yrunajeM Manonnca Kanomuprica u HaloHainHe 1kose. Ympa-
BO y IIPeNIOMHO] (ha3u pa3Boja MOJEPHOI IPUKOT JPYLITBA, KOMIIO3UTOPU CY ITy-

" In such cases importance lies on the register selected and by extension on the color of

voice as an aspect of the tone pitch [regarding the color as an aspect of tone pitch, see
Laura Vasiliu, Articularea si dramaturgia formei muzicale in epoca moderna (1900—
1920) (lasi: Artes, 2002), 89-96].

David Fanning, ‘Expressionism’ §3, The New Grove Dictionary of Music and Musi-
cians, S. Sadie and J. Tyrell (eds.), (London: Macmilann, 2001), vol. VIII, 473.
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TEM OBOTa XKaHPa U3PaXKaBalli CBOj€ IOJIUTHYKE, COLIMjaIHE U HICOJOIIKE CTaBOBE.
Ca My3uuKe Tadke ITIeMIITa, OBAa OCTBAapeHha MPEeBA3MIa3mia Cy OKBHPE TOHATIHOT
OKpY’KeHa, aJli Cy OcTajajia TyOOKO YKOpEeHeHa Y TpaJUIMOHAIHO] HECMH.

VY pany cy mpejicrajbeHa JiBa HaUMHA HA KOje Cy TPYKU KOMIIO3UTOpH, Jleo-
Huaac 3opac u Janu Xpucry, u3paxasain cBoj moaepuusam. Koa 3opaca, oH je
610 3aBpiiHa (asza 10 Koje je CTUrao KPeHyBINU o Hacjeha HalMOHATHE IIKO-
ne. 3a XpucTya, caM MOJIEpHU3aM MPEJICTaBIbAO je MOJIa3HY TaYKy EErOBOT KOM-
MO3UIIMOHOT CTHJIA.

INecme Jleonnnaca 3opaca TUIIMYAH Cy IPUMED MIOCTEIEHOT yajbaBarba O
€CTETCKMX OKBHpa HAI[MOHAJHE IIKoje. Y MpBOj CTBapaiaukoj (a3u KOMIIO3H-
TOp je KOMOMHOBAO MOCTPOMAHTHYAPCKE W WMIIPECHOHHCTHUKE €JIEMEHTE Ha-
cinehene ox cBor yunresba Kanomupuca u caBpeMeHHjy TeXHHKY, OCEOHO Kila-
cTepe U IOIMMOAAIHOCT, IITO CE youaBa y HErOBOM LUKIyCy necama Cxuye
(1925). ITocne crynuja y bepnuny (1938—40) Bpatno ce y ATHHY HalyCTHBIIN
1 TOHAJHOCT CBOT IPETXOIHOTI cTBapajaukor nepuona. Excrnepumenrucao je ca
(dbopMOM BOKaJHE MHUHH]jaType Koja je y uukiycy Tpenyyu (1950), Ha TekcTOBE
XauKy Toe3Hje, HEBepOBAaTHO CBEJICHA M KpaTKa, 3aTHM ca Sprechgesang TexHU-
KOM M PHTMHYKO-MEIOIMjCKUM OCOOMHAMa MPABOCIABHOT T0jama Y LHUKIYCY
Ionyoa (1952) u ca xpaj\lbuM XpOMaTH3MOM, CTIKYNH IO aTOHATHOCTH y CBO-
jux Yempnaecm necama na cmuxose Kasaguca.

3a pasnuky o 3opaca, Jann XpHcTy TOKOM CBOT (opMHUpama HHje OHO y
JIOJTUPY ca TPYKOM My3W4KoM TpamurmjoM. Poher y Kaupy rae je oOpasoBan y
aHTIIOCAKCOHCKOM IyXY, Iocie cTyauja ¢mro3oduje, TMHTBUCTHKE, JIOTHKE H
komnosumje v Kemopuy (1938-44) 6mo je ymasseH o motpede 1a ce y CBo-
juM nmenmMa ofpelyje mpeMa mocturHyhmma HarpoHanHe mkoie. bro je 3ams-
TEepecoBaH 3a MHCTHIHM3aM U 3a yUeme O 3arpoOHOM XHMBOTY. BepoBao je y
TPaHCIEHICHTAJIHY MOh YMETHOCTH M Y MHUT Kao MOTYNHOCT IIpOMEHe MopeTKa
MOJIEPHOT cBeTa. XeJIeHH3aM Y BheroBoj My3uiu 01O je (Gm1030(hCKOr KapakTe-
pa. Xpucty je y cBojux Illecm necama T. C. Exuoma xeneo ga OCTUTHE Jpa-
My, ca 3HaueHEeM Koje je OHa uMajia y aHTu4koj ['pukoj. C HaMepoM jaa cirymiao-
1a J0BeJe A0 EKCTPEMHOI IICHXOJIONIKOT CTamba, HCKOPHCTHO je CaB Jpamaryp-
KU TIOTCHIIMjaJI MOETCKUX CTUXOBA U MOHYIHO jelaH O] HajOOJBHX CKCIIPECHO-
HUCTHYKUX TpUMeEpa BOKaTHE My3HKe XX BeKa.

(C enrneckor npesena busrana Munanosuh)
UDC 78.036.087.6:781.7](495)
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Yannis Belonis

DIMITRI MITROPOULOS’
LONESOME PASSAGE TO MODERN MUSIC

Abstract: It is not widely known that Dimitri Mitropoulos’ first public ap-
pearances in Greece were as a composer. His early works (ca. 1912-1924),
distinguished by the blend of elements of the late-romantic style with in-
tensely impressionistic references, reflect the search for a personal, ‘ad-
vanced’ harmonic musical language. In his works written after 1924, Mitro-
poulos abandons tonality and adopts more modern idioms of composition
(atonality and 12-tone method). He is the first Greek composer to folow the
modern musical tendencies of Europe, when music by Manolis Kalomiris and
the other composers of the Greek National School was dominant in Greece.

Keywords: Dimitris Mitropoulos; Nikos Skalkottas; Ferrucio Busoni; Passa-
gaglia, Intermezzo e Fuga,; Ostinata for violin and piano,; Concerto Grosso.

Dimitri Mitropoulos (1896-1960) constitutes perhaps the most
charismatic musical personality which Greece has ever produced. He
became famous all over the world through his outstanding explanatory
performances (specifically works of the later-romantic and the modern
period), as the conductor of several orchestras in Europe and America,
and by his exceptional ability to play piano and simultaneously direct
some of the early 20™ century compositions in virtuoso concerts. Apart
from his astonishing ability to memorise works with enormous technical
and interpretative difficulties, which he directed by heart with more suc-
cess than any other conductor in his period, he was the only one who
dared to shoulder the double role of interpreter and conductor (from the
piano), in performances of modern composers’ works with: ‘such an ad-
vanced musical language and such technical requirements that even the
best pianists avoided including in their repertory’.' Nevertheless, some-
thing that is not widely known is that Mitropoulos, this multidimensional
personality, appeared as a composer in his early career in Greece.

Mitropoulos showed his talent for composition from a very early
age, from the first years of his systematic music studies in the Conser-
vatory of Athens (1910-19). Throughout the duration of his studies
there, simultaneously with the piano and theoretical studies, he also
tested his synthetic abilities, occasionally presenting part of his synthetic
works (mainly for piano) in public concerts. His natural melodic inspira-

' Postolos Kostios, Dimitri Mitropoulos: Leben und Werk 18961960, (Athens, Hel-
lenic Foundation for Culture, 1995), 26.
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tion with bold dissonances and varying timbre and orchestral combina-
tions in abundance with intense distinct signs of a personal character,
reflected both his romantic temperament and his need to express himself
sentimentally in this manner.

By the end of his musical studies in Greece in 1919* Mitropoulos
had shown that he incorporated many elements of the late romantic pe-
riod with a lot of impressionistic references in his works, the result of his
tuition by Armand Marsick in addition to his personal cosmopolitan
temperament, which was perhaps the emanation of his family and wider
social environment during his juvenile years. The Belgian Armand Mar-
sick contributed decisively to the young composer becoming acquainted
with the romantic French musical culture and the impressionist compos-
ers of this period. This is portrayed in the precocious works of Mitro-
poulos through his synthetic style, the texts that he selected to melodize,
and of course in the titles of his compositions. It is easy to distinguish in
his compositions until 1921 that his inspiration is guided,’ in most cases,
by a ‘programme’ or some accompanying text, without it being in re-
strictive structural engagements, as the objective was only the expression
of his sentimental world.*

During the period 1920 to 1924 he travelled abroad, where he had
the chance to observe closely for the first time musical developments in
a musically advanced Europe.’ Initially, he went to Brussels from 1920
to 1921 and after that to Berlin from 1921 to 1924 where a period of
historic alternations and conflicts in music and generally in arts pre-
sided.® There Mitropoulos was contacted by the famous composer, pian-

Mitropoulos was given his first music lessons before 1910 by the Italian pianist
Achilleas Delbuono. In 1910 he began his systematic musical studies at the Conser-
vatory of Athens. He studied theory under the guidance of Philoctitis Iconomidis
(1910-12) and Armand Marsick (1912-19), and piano under the guidance of Geor-
gios Agapitos (1910-11), Thiseas Pindios (1911-13) and Ludwig Wassenhoven
(1913-19). See Apostolos Kostios, Dimitris Mitropoulos, (Athens, National Bank of
Greek Cultural Foundation, 1995), 24-5.

See Apostolos Kostios, ‘O Sinthetis Dimitris Mitropoulos’ [The composer Dimitris
Mitropoulos] in Dimitris Mitropoulos — Afieroma sto sinthetiko tou ergo [Dimitris
Mitropoulos — Tribute to his compositional work], (The Athens Concert Hall, 1996),
16-8.

Apostolos Kostios, Dimitris Mitropoulos — Katalogos Ergon [Dimitri Mitropoulos —
Katalogue of Works], (Athens, Orchestra ton Chromaton, 1996).

Crossing the borders was an extremely interesting experience for Mitropoulos. Previ-
ously he had only been abroad once when at the age of sixteen, more specifically in
1912, he and his fellow student George Sklavos, were accommodated by their teacher
Armand Marsick in Rome during the entire summer season. (Apostolos Kostios,
Dimitris Mitropoulos, 1bid., 24)

Apostolos Kostios, Dimitris Mitropoulos, Ibid., 33—4.
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ist, conductor and aesthetician of music, Ferrucio Busoni and his associ-
ates. Nevertheless, there is no evidence to prove that he was Busoni’s
student. His three-year-abode in Berlin and his contact with Busoni con-
tributed decisively to the change of his synthetic route, as Busoni, who
was a worshipper of composers of ‘absolute music’, intensely expressed
his abomination of programmatic tendencies of romanticism to Mitro-
poulos.

The shock that Mitropoulos felt in his first meeting with Busoni,
when Busoni rejected Eine Griechishe Sonate for piano, his most im-
portant composition until that date, convulsed him. In his interview
many years later, Mitropoulos said that he felt a horrible shock at that
particular incident and from that moment he did not have any appetite to
compose.” Such was the impact created on him by Busoni’s speech. As
his temperament was naturally full of passion he devoted himself to this
god-given characteristic and nothing else. Thus, he felt like a sinner and
he wanted to find a balance between his nature, his thought, and his
heart. This was a decisive moment, he said, and perhaps he would have
given up if the possibility to be a conductor had not presented itself.*

During his stay in Berlin from 1921 to 1924, Mitropoulos stopped
composing. He began to think progressively about his music career
through the prism of regeneration.” In 1922 he started working as a musi-
cal repetitor in the National Opera of Berlin, Unter den Linden. His three
years abstention from composition helped him to understand the process
and absorb the new ‘principles’ that Busoni supported. Some of them
were selectively incorporated into his later works, adapted by his own
musical style. On his return to Greece in the summer of 1924, isolated
from the place where the advanced movement of the synthetic art and
more generally the international musical development existed, he re-
signed from the use of programmatic titles and texts.

T Ibid, 251-2.

Mitropoulos admired Busoni and always spoke about him with respect. [...] I think
that Busoni was a fanatic idealist. He was an unusual character’, Mitropoulos said in
an interview in 1959. Despite the rejection of his works by Busoni, Mitropoulos con-
tinued composing: ‘Of course I continued composing [...], whilst becoming familiar
with the works of Schonberg. It was the period that I started composing with the
twelve-note system. From that time on, whatever I composed was done in the same
manner’. (From the interview which was given to Josef Miiller-Marein and Hannes
Reinhardt for NDR Hamburg radio station, in 1959, published with the title of ‘Mis-
sionary of Music’, republished in William R. Trotter, O ierofantis tis mousikis [The
Priest of Music), Athens, Potamos, 2000, 720-1).

°  He added only one part of piano in the third Partita for solo Violin (BWV 1006) of
J. S. Bach.
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By following the movement of neoclassicism, he subjugated his in-
spiration in the forms of the previous times (ostinato, passacaglia, inven-
tion, fuga, sonata etc). Nevertheless, he wasn’t devoted passively to their
effects. Thus, he didn’t deny revolutionary tendencies of his period, but
instead, he hurried to adopt them in his later compositions. He entered
atonality territory, but he didn’t irrevocably give up traditional tonalities.
Despite this, in most of his works he used a much bolder musical lan-
guage which turned to atonality and even the method of twelve-note
compositions.'’ In this way he matched new material with traditional
forms, in a conscious effort to wed the old with new, as a product of a
creative coupling of his period’s elements with the elements of the recent
and distant past."

Mitropoulos established himself as the first Greek composer to write
pioneering music, even earlier than Nikos Skalkottas.'” During the same
period in Greece, where Manolis Kalomiris and his ‘fellow traveller’
composers of Greek National School of Music were at their zenith, de-
velopments in advanced musical countries were, if not completely un-
known, at least incomprehensible. In these musical circumstances, with no
more musical stimulus and above all with no sign of support or comprehen-
sion of his efforts from the musical circle of Athens, the effort of Mitropou-
los to write in an advanced musical style that even the closest students of
Schoenberg did not dare to write becomes much more admirable.

Among the works of the period from 1924 to 1928, the composi-
tions: Passagaglia, Intermezzo e Fuga (the first atonal work), Ostinata

1% Apostolos Kostios, ‘O sinthetis Dimitris Mitropoulo’ [The Composer Dimitri Mitro-

poulos], in CD with title Ellines sinthetes: Dimitris Mitropoulos — Nikos Skalkottas
[Greek Composers: Dimitri Mitropoulos —Nikos Skalkottas], (Athens, Radios’ ar-
chive ERT-ERA, 1997), 11-4.

Apostolos Kostios, ‘O Sinthetis Dimitris Mitropoulos’ [The composer Dimitris
Mitropoulos], /bid., 21.

Mitropoulos was eight years older than Skalkottas (1904-49). Nevertheless, the
switch that both of the Greek composers made to the modern style of music, was al-
most simultaneous. It seems that Mitropoulos wrote his first composition in modern
style Passagaglia, Intermezzo e Fuga in 1924. Skalkottas first piece work in the
modern style, Sonata for solo Violin, was written a year later. In addition, Mitropou-
los wrote his one and only twelve note composition between 1925 and 1927 (Osti-
nata for violin and piano) while Skalkottas composed his first work with the twelve
note series (without having progress to serialism) in his piano compositions Sonatina
and /5 Little Variations in 1927. Nevertheless the modernism of the two Greek com-
posers is very different. Kostis Demertzis, ‘O Dimitris Mitropoulos apo tin plevra tou
skalkotikou erevniti’ [Dimitri Mitropoulos from the perspective of Skalkottas’ re-
searcher] in Dimitris Mitropoulos — Afieroma [Dimitris Mitropoulos — Tribute],
(Cultural Organization of Athens, 1995), 54. Further reading Apostolos Kostios, ‘O
Sinthetis Dimitris Mitropoulos [The composer Dimitris Mitropoulos], /bid., 18.
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for violin and piano (the first work with the twelve note method) and
Concerto Grosso (the last work of the period in which the composer ap-
pears to lead himself towards a completely personal musical language)
are considered the most important. In these works, we realise the com-
poser’s inner fight with his innately romantic and fully passionate nature.
Besides the intellectual attraction that Mitropulos felt to neoclassical
principles, they also acted as a kind of self-protection from the danger-
ous expression of his own extremely romantic thoughts when he tried to
write ‘absolute music’."> These commitments are varied and they were
adjusted according to the circumstances: the various internal symmetries,
the repeated intervals in horizontal or (and) vertical layers, the regularly
repeated phrases and their precise shifting to another tone etc.

Passagaglia, Intermezzo e Fuga for piano was completed on 26
June 1924, immediately after the return of Mitropoulos from Berlin to
Athens, and it constitutes the first evidence of the influence that Busoni
and the artistic circle of Berlin had on Mitropoulos. It constitutes the first
atonal work by a Greek composer."” The ostinato subject of passagaglia,
which continually returns without the least melodic or rhythmical differ-
entiation, functions as a base of reference, as a conjunctive ring of the
variants that are observed in the overlying voices.'
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The complex rhythm of the 7/4, conveying the simple rhythms that
contributes to its structure, functions as a rhythmical ostinato that re-
mains stable, while the continuous use of intervals of thirds in the over-
lying voices, with successive subdivisions of values of the notes and re-
peated graduations of the dynamics, prompt the process of variations in a
model of evolution and return to the starting point with the final conclusion
of the fusion of these two different worlds. As is obvious in the first part, the
mission of repression of the romantic nature of Mitropoulos undertakes the
continuous presence of the ostinato subject. In the shorter Second movement

Apostolos Kostios, ‘Keimena Dimitri Mitropoulou’ [Dimitris Mitropoulos’ texts],
(Athens, Orchestra ton Chromaton, 1997), 127-9.

Apostolos Kostios, Dimitris Mitropoulos-Katalogos Ergon [Dimitri Mitropoulos —
Katalogue of Works), Ibid., 58.

See Nikos Maliaras, ‘Passakalia, Intermetzo kai fuga’ [Passagaglia, Intermezzo e
Fuga] in Dimitris Mitropoulos-Afieroma sto sinthetiko tou ergo [Dimitris Mitropou-
los-Tribute to his compositional work], Ibid., 50.

Apostolos Kostios, preface of Passagaglia, Intermezzo e Fuga, (Ministry of Cultural,
Athens, 1986), XI-XII.
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(“Intermezzo”), the same role is played by the continuous presence of
intervals of fourths in the horizontal and the vertical writing.
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“Intermezzo”, with a dense flow of notes, intense alternation of tim-
bre areas, and continuous precessions of dynamics with peroration of the
twelve-note assonance with all notes of the chromatic scale, substantially
constitutes the prelude of the extensive “Fuga” that follows in the Third
and last movement of the composition. The head of the subject ‘is built’
through successive intervals overlying fourths, respectively with the be-
ginning of “Intermezzo”, while as much of the answer as the counter
subject absolutely maintain their initial interval distances of notes in all
their appearances. The structure of “Fuga”, with the almost continuous
presence of the subject and countersubject or their extracts in their initial
or inversion form, ensures that the composer provides the mesh of the
protection that he seeks, so that it does not proceed to further dangerous
quests, simultaneously providing him with the possibility for continuous
alternations of timbre areas and successive sound increases and ebbs that
keep the interest of the listener undiminished.
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Ostinata for violin and piano constitutes the first work of any Greek
composer with the twelve-note method, written before the 5" of June
1927 (world premiere), but after the publication of the first twelve-note
compositions and fundamental principals of the so called ‘Twelve-note-
system’ by Arnold Schoenberg in 1925."” The composer uses a different
series for each one of the three movements of Ostinata, selecting the
classical structure of sonata for both the First and the Second movement
and the structure of fuga for the Third movement of his composition.

Generally, Mitropoulos put into practice the twelve-note technique,
without rejecting the achievements of tradition in favour of an affected
avant-gardism. A conscious choice aimed at the reconciliation of old and
new, through the renewal of the old and the enrichment of the new. The
composer insinuated this combination when he named his work (be-
longing to the sonata genre) Ostinata, since he uses the twelve-note se-
ries as an ostinato, the series that has a determined tone not to be rear-
ranged while it is repeated as ostinato in the musical composition. This is
the reason that he uses only the prime and the retrograde of the four of
Modus-Quaternion, and he doesn’t use the inversion and retrograde-in-
version, which import new material.'® It is characteristic also that the
composer uses only the horizontal of the three structural types of ordering
the series for the three contrapuntal written parts (violin, piano right and left
hand). He composed a great section of the Ostinata so that all three parts are
derived only from one form, but the repetitions are differentiated because of
the various rhythmical combinations used by the composer.
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17" Apostolos Kostios, preface of Dimitri Mitropoulos: Ostinata in Tre Parti — for violin

and piano, (Athens, Ministry of Culture and Science, 1984), VII-XI.
18 Apostolos Kostios, Dimitri Mitropoulos: Leben und Werk 18961960, Ibid., 82-7.
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In the first part, the exposition and recapitulation are based exclu-
sively on the basic series, while the retrograde is presented only in the
development section. The second part unfolds with a basso ostinato on
the piano (left hand) that remains through the duration of the part, and
the series functions as the sonata theme, in a combination of atonal and
twelve-note elements. Finally, in the Third movement the transpositions
of the new series being at the same time as the subject of the fuga, serve
as the answer procedure. The series, which simultaneously constitutes
also the subject of fuga, has been structured in such a way that its trans-
position by a whole tone provides the necessary notes for the free inver-
sion of the subject.

The last piece of work to which I will refer to, is the Concerto
Grosso written in 1928. In that work, Mitropoulos returns to the starting
line of atonality and organises his shapeless material selecting as a basic
principal the parallel movement of voices, in the four successive move-
ments: with fifth, fourth, third and second intervals correspondingly for
each movement.
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It is a work in which assonance and dissonance, counterpoint and
homophony, the elements of neoclassicism with those of modernism and
romanticism live together, in a work that condenses and recaps the musi-
cal developments of many centuries, from the time of Baroque until the
first third of the 20" century.' In Concerto Grosso Mitropoulos tries to

9 Ibid., 84.
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combine the passage in chromatic style in atonality, with the aestheti-
cally and structurally nepclassicism ideal. In the four movements, the
composer separates the instruments that he uses in each movement in 3,
4 or 5 groups and organises the various levels of writing depending on
the interval which has been fixed from the beginning of each part of
work.” The last part of the composition, an elaborate fuga, consists of an
ingenious development of an idea borrowed from Greek folk music, which
Mitropoulos had already used in the first of the Four Cytherean Dances, in
1926. The composer uses the pattern from the Cytherean dance called
Diplos Palaios and organises his material with the vertical assonances of
intervals of seconds as a base, in the various levels of writing.

Conclusion

We therefore observed in the compositions from 1924 onwards, that
the innate romantic nature of Mitropoulos forced him, apart from the
form that changed each time, to fix more ways of protecting his work
from such types of quests. Mitropoulos was a brilliant artist who con-
sciously selected to offer his services with all of his power, aiming for
the development of the art of music according to the needs imposed by
the period in which he lived. This was probably also one of the reasons,
apart from the influence of Busoni, for his isolation from the remainder
of the Greek composers, the weakness of the Greek public, the Greeks’
incapacity to comprehend and to accept his pioneering compositional
ideas, but also the international recognition and the encomiastic com-
ments in the sector of conducting, that forced him to abandon the com-
position early. Moreover, his decisions appear objective, in the sense that
he always contributed with all his powers as his main focus, so that he
could offer as much as possible to the art that he worshipped, music, and
to the world that loved him more than any other conductor of his period.
This becomes perceptible from the letter to his friend Katy Katsogianni
when he took the painful decision to reject henceforth the double role of
conductor-pianist: ‘[...] I prefer to stop in time, before I begin to become
a burden on my admirers!’*'

2 George Leotsakos, Dimitris Mitropoulos — Concerto Grosso (Athens, Greek Ministry

of Culture and Science, 1980), [I] — [II].
Dimitris Mitropoulos: I allilografia tou me tin Keti Katsogianni [Dimitris Mitropou-
los: his correspondence with Katy Katsoyannis], (Athens, Ikaros, 1966), 63.

21
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Januc Benonuc

JUMUTPU MUTPOITYJIOC: YCAMIJBEHU TTPEJIA3
Y MOJIEPHY MVY3UKY
(Pesume)

Mauto je mosnaro ma je Jumutpu Mutpomyioc (1896-1960) ceoja mpsa
jaBHa HMCTymama y [ pukoj ocTBapro kao Kommo3uTop. Hherosa pana nena (oko
1912-1924), xoja ce OIMKYjy KOMOWHOBAaHkEM MO3HOPOMAHTUYAPCKUX U UM-
MPECUOHUCTHYKUX CTHIICKUX €JIeMEHATa, YKa3yjy Ha KOHTHHYUTET MIIaJalaukKor
Tparama 3a JINYHUM, ,,HATPSITHUM® XapMOHCKUM jE3UKOM. Y OCTBapemHMa IO-
cie 1924, ayrop HamyIita TOHAJIHOCT U YCBaja MHOTO MOJICPHUJU KOMIIO3UIIHO-
HU je3WK (ATOHATHOCT ¥ JOJCKaQOHH]Y).

Cnenehu MuHU]Y HEOKIacHIM3Ma, MUTPOIYJIOC C€ MHCITUPAIIEC MY3HYKUM
dhopmama MUHYJIHX BpeMeHa (Ilacakasba, MHBEHIHM]ja, ¢yra, coHata utn). Unak,
HE TIPEIyINTa ce IMACHBHO HHUXOBUM 3aKoHHTOCTUMA. OH pajio MpHUXBaTa PeBO-
JYIMOHAPHE KOMITO3UIIMOHE TCHECHIIMjE CBOTa J100a W MpHME’Yje UX y Ka-
CHHUM JIeMa. 3aJia3d y IoJpydje aTOHATHOCTH, alld He OAYCTaje OJ TPaTUIIHO-
HAITHUX TOHANUTETa. Y BeNHHU [lefla KOPUCTH aTOHAIHOCT, [1a YaK ¥ METOJIE JI0-
nekaOHCKOT KOMIIOHOBamka, CBECHO HACTOjehn Ja moBexe cTapo ca HOBUM, OJI-
HOCHO Jia jiol)e 710 KpeaTHBHOT CI0ja KOMITO3UIIMOHE TEXHUKE CBOT BpEeMEHa U
Omke M 1aJhe MPOIIIOCTH.

Mely octBapewuma HacTanum usmely 1924. n 1928, tpu nena cy carnena-
Ha Kao Haj3HaudajHuja: Passacaglia, Intermezzo e Fuga (pBa aTOHATHA KOMIIO-
sunwja), Ostinata 3a BUONWHY U KJIaBHp (TIpBO noaekadoncko nemno) u Concerto
Grosso (mocnenme 16710 OBOT Mepro/ia Koje y MOTITYHOCTH CBEIOYH O TIOCTH3a-
By JHYHOT CTBapaJlaukor W3pasa). YIPKOC HMHTENEKTYyaldHO] IPUBIAYHOCTH
HEOKJIAaCHYHMX IIPUHIINIA, KOja je JeJoBaia Ha MUTpoIynoca, cBa TpH OCTBape-
ha yKa3yjy Ha KOMIO3UTOPOBY YHyTpaulby 60pOy ca poMaHTHYapCKOM, H3pa-
3UTO eMOoIMoHamHOM TpuposoM. Kaga ce obpahao genmma ,,aricoiyTHe My3H-
Ke“, 3a bera Cy HEOKJIACHYHU eJIEMEHTH IIPEACTaBJbald CBOJEBPCHO CPEACTBO
,»,CaMO3aIITUTE" 0] HEKOHTPOJIMCAHUX CTBapalayKUX M3JIMBA COTICTBEHE POMaH-
THUYApCKe MPUPOJIE.

(C enrneckor npesena brsbana MuanoBuh)

UDC 78.071.1:78.036.083] Mitropoulos Dimitris
781.22
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Katy Romanou

STYLE AND IDEOLOGY:
THE COLD WAR ‘BLEND’ IN GREECE

Abstract: This paper describes cultural policy in Greece from the end of
World War II up to the fall of the junta of colonels in 1974. The writer’s ob-
ject is to show how the Cold War favoured defeated Western countries, which
participated effectively in the globalisation of American culture, as in the
Western world de-nazification was transformed into a purge of communism.
Using the careers of three composers active in communist resistance organi-
zations as examples (lannis Xenakis, Mikis Theodorakis and Alecos Xenos),
the writer describes the repercussions of this phenomenon in Greek musical
life and creativity.

Keywords: lannis Xenakis, Mikis Theodorakis, Alecos Xenos, Avant-garde
music, Greece.

The Second World War, the Cold War, and the civil wars that broke
out in the imminence of peace, have lately moved from the sphere of po-
litically coloured discussions to the sphere of history.

New aspects are examined, with an awareness that people who lived
through those events have been left out of histories, and that if they had
been taken into account, all three kinds of war would not be considered
as having ended with the signature of treaties.

This paper deals with the exclusion of the Greek people from the
country’s history, specifically its cultural history; it investigates cultural
policy in Greece from World War II up to the fall of the junta of the
colonels (1969-74), a policy dependent on western dominant powers,
which included countries that had lost the war. Germany acted as a pro-
moter of the new western (American) culture in Greece.

One could measure a country’s dependency on foreign powers and
its contribution to world culture by the percentage of its people left out
of history and by the degree of ineptness applied to fit its history into
circulating ideas.

Numerous theories that appear daily in musicological texts are
adopted instantly, paving the way to the blunting of identity differences.
Events and situations are adapted, often clumsily, to new theories. Evi-
dence of these forced adaptations is the use of English terms ‘that cannot
be translated’, or, if translated, are clarified with the English word in pa-
renthesis. This habit is at times amusingly frustrating. Since Greek lan-
guage is still producing international terms, one might often see in Greek
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texts, Greek words explained in parenthesis with their English translitera-
tion, such as: ‘tomog (topos)’, which should be further clarified and ex-
tended to ‘tomog (topos (t6moc))’.

Care has been taken to ensure that the following narration will not
be procrustean.

During the war, the communists’ domination over resistance groups,
and the general propensity towards the Left in Europe, resulted in the
unprecedented popularity of the communists in Greece — whose party
had been completely dissolved and disorganized during the dictatorship
of Metaxas (1936-41)."

The National Popular Liberation Army (ELAS),> one of the most mas-
sive resistance groups in Europe, and its branch, the National Liberation
Front (EAM)’ undertook the organization and distribution of food, hygienic
care, and the education of common people. Many Greeks in remote villages
had never before experienced such attention from state centres.”

Education and culture was primarily the work of the youth organi-
zation EPON’ which was founded on 23 February 1943.

Theatrical and musical representations were given on improvised
stages in villages, where the participation of the villagers themselves was
encouraged. For many Greeks, this was the first and last time they had
ever seen theatre.’

Many artists and intellectuals, influential after the war, had been
members of EAM and EPON. Three composers among them will be pre-
sented here as examples of how the different roads they had chosen to
follow were affected.

See, T'dpyog Mavpoyopddtog, ‘Meta&h 600 IoAépwv. IMolrtikn Iotopio 1922—
1940°, in: Iotopio. tov Néov EAnvicuod 1770-2000, vol. VII (Athens: EAAnvikd
Ipappara, 2003), 9-32:31.

EAAZ = EOvikog Adikdg ATteviendpoticds ZTpotoc.

EAM = EBviké Anelevbepotikd Métomo.

All historic information not related to music in this paper is — unless otherwise stated
— from: Mark Mazower, ‘Introduction’, in Mark Mazower (ed.), After the War was
over. Reconstructing the Family, Nation and State in Greece, 1943—1960 (Princeton
& Oxford: Princeton University Press, 2000), 3-23.

EIION = Evwia IMavedladwkn Opydvwon Néwov = Uniform Pan-Hellenic Youth
Organization.

With the exception of a few areas in Peloponnesus and Thessaly, where theatrical
performances were given by the ‘Arma Thespidos’ (modelled on the fascist ‘I carri di
Tespi’ and the Nazi ‘Wanderbiihnen’), which was founded in September 1939 under
the loannes Metaxas dictatorship. See, ['dvvng K. Mraotidc, O Kwotiic Mrooridg
ota. Xpovia. tov Meoomoléuov. Meoororeuog Karoyn ArnelevOépwaon, vol. 1 (Athens:
Exdotucy Abnvav, 1997), 73.
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They are lannis Xenakis (1922-2001) who became an international
figure of avant-garde music; Mikis Theodorakis (1925-), whose vocal
music, based on high quality Greek poetry and traditional music, has ex-
perienced great and long lasting popularity in Greece and has deeply in-
fluenced Greek music as well as political life; and Alecos Xenos (1912—
95), a trombonist and composer of popular resistance songs and inci-
dental music for EPON theatrical performances, as well as symphonic
music influenced by Soviet composers.

Xenos was the more faithful to Soviet culture and conformed more
to the lines drawn by the Greek Communist Party. He criticized Theo-
dorakis for having propagated, through musical quotations, the rebetika.
To his view, those popular urban songs of obscene and immoral content,
should not have been presented as songs of the Greek people. Xenos be-
lieved that the Greek people would some day become familiar with the
symphonic works of the Greek National School, and he worked to that
end.

When the Germans left in 1 October 1944, the entire country was
under the National Liberation Front. Communists were now the most
important political and social force in the country. The British, to whose
sphere of influence Greece was entrusted (in an agreement between
Churchill and Stalin of which Greek communists were not aware) had
supported and collaborated with EAM/ELAS because of their effective-
ness in military operations. British politicians, however, anxious to put in
order the situation after the war, formed EDES’ —a counterbalancing
anti-communist resistance group—, and collaborated for some time with
both, finally watching the two groups fighting each other.

Concurrently, the British were building connections with the gen-
darmerie and other nationalist units and were paving the way for the re-
turn to power of Nazi collaborators.

The communists welcomed Georgios Papandreou as Prime Minister,
when he returned from exile, and participated in his government. Obey-
ing Russia, they did not move to seize power. Gradually, mistrust grew
between the leaders, who had the support of the British, and among
many resistance fighters.

Then in December 1944 a demonstration in the streets of Athens
ended with several deaths, British soldiers enclosed in the Grande Bre-
tagne Hotel, appropriately, and British jets bombarding leftist positions
in suburbs of the city.

" EAEZX = Efvikdg Anpokpotikdc EAAnvicog Zovdeopog = National Democratic Greek

League.
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After the fighting was over in January 1945, peace terms were
agreed in Varkiza in February 1945.

A period of ‘rehabilitation’ began, which purged civil services not
of Nazi collaborators, but of communists and heroes of the Resistance. It
was one of the earliest cases of this mutation that became the norm dur-
ing the Cold War on the western side of the Iron Curtain.®

To shorten the story, the communists formed armed groups again
and the Greek Civil War broke out, which Mark Mazower characterized
as the bloodiest conflict in Europe from 1945 until the break-up of
Yugoslavia.”

In 1949 the war ended with the defeat of the communists.

In 1950 the country was at peace. This was peace where hatred, fear,
pain and poverty reigned. Communists and leftists were persecuted.
Many left the country or went to its northern borders. Thousands were
interned in island camps and prisons.

In 1944 Xenakis was wounded on the left side of his face, in Athens.
In February 1946 he completed the Polytechnic School. In September
1947 he deserted the army (where he would have been fighting against
his comrades) and left Greece.

In July 1947 Mikis Theodorakis was arrested and sent to camps on
the islands of Ikaria and Macronesos, where he was badly injured by
torture.

Alecos Xenos joined the EAM in 1941. He worked for the organi-
zation of music ensembles throughout the country and wrote numerous
resistance songs that became very popular. His was the first Greek re-
sistance song. Also, according to him, his Eicaywyn Asvtepidg [Freedom
Overture] was the first anti-Nazi or anti-fascist symphonic work in the
world."” It was performed, under a misleading title, by the Greek Radio
Orchestra and the Athens State Orchestra.'' The latter was the first state
symphonic orchestra of Greece and was founded under the Nazis in

Toby Thacker gives an eloquent description of this mutation in Western Germany, in
combination with the support of avant-garde music the Germans were ‘forced’ to
give. See, Toby Thacker, Music after Hitler, 1945-1955 (Aldershot: Ashgate, 2007), 229.
Mazower, ‘Introduction’, 7.

Xenos has noted down this on the title page of the score. See, Atovoong
Mmovkovfdrac, ‘Katdroyog Epymv Arékov Eévov (1912-1995)°, Movaixoloyia., 18
(2003), 164-207:192.

Ewoaywyn Agvtepiag [Freedom Overture] was first performed on 23 October 1941 by
the recently founded National Radio Orchestra, under the title Zoupwvixn zeloypagpio
— Hoapoidoyy o’éva EMnviko Ofuo. [Symphonic prose — Variation on a Greek
Theme). See, ibid.
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1942, because, before that, no Greek government had understood the
necessity. Among Greek musicians who grasped the opportunity offered
by the music loving conquerors, and worked to pass the law of the or-
chestrzllz’s foundation, was Xenos himself, the musician of the resis-
tance!

In 1952 the program of ‘national rehabilitation” was completed.

Theodorakis returned to his studies in the Athens Conservatory of
Music and received his diploma in composition. He went to Paris in
1954 where he studied with Messiaen and others. He composed a num-
ber of symphonic works that were successfully performed in the West.
But in 1960 he changed direction, composing vocal works based on
modern Greek poetry, conceived to attract a vast Greek public. Those
popular cantatas, oratorios and song cycles brought his fame to heights
that no musician had ever known before in Greece.

In 1951 Xenakis met Messiaen, whose advice and encouragement
propelled his lonely but successful international career.

In the 1950s a second phase of ‘rehabilitation’ begun, undertaken by
foreign powers, victors and defeated together.

In 1951 the Italians founded the Instituto Italiano di Cultura in
Atene.

In 1952 the United States Information Service initiated concerts and
conferences of modern (mostly American) music.

The Marshall Plan had ended in 1951, and the economic stabiliza-
tion of Greece relied thereafter upon West Germany (the country that

had obliterated its economy"?), with whom diplomatic relations were re-
sumed at the end of 1950.

The Germans negotiated economic support in conjunction with a
noiseless solution of the war-crimes issue. Economic support contained a
not very noiseless propagation of cultural products in Greece.

The Goethe Institute was established in Munich in 1951 in order to
spread German language and culture abroad. Its first branch was estab-

In contrast to other non-leftist musicians who collaborated with the Germans for the
foundation of the Athens State Orchestra, Alecos Xenos, never tried to conceal his
contribution. See, his interview given to the composer Stephanos Vassiliades in 1987,
published in: AAékog Eévoc, ‘T tov Ayyeho Zikehovd kot to Movoikd Znmuato
tov Tomov’ Aléxog Zévog (1912—1995). Emravnoioxa Dvila, xxv/3—4 (Autumn —
Winter 2005), 485-490:488.

The ‘seizure of the financial wealth of Greece’ already occurring during the first
weeks of the occupation, is described in Mark Mazower, ‘O Awdc’, Zmiyv EAAdda tov

Xitiep. H Eumeipio e Koroyng, translated by Kdotog Kovpepévog (Athens:
Ale&avdpera 1994), 49-78.
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lished in Athens the following year. According to H.A. Oehler, working
in the Athens institute in 1980, the aim of the Goethe Institute in Athens
was ‘the collaboration of Greek and German specialists in contemporary

music and jazz’."

This blend is certainly not very representative of German culture. It
showed though that, as stated by Toby Thacker, ‘the goal of internation-
alising German music was [...] hugely successful’"” or, to fill in the gap
in that statement, it showed that German music was successfully interna-
tionalized after its hugely successful Americanisation.

Commenting on John Cage’s remark that ‘Europe will and must
give up being Europe for the world is one world now’, Alan Sinfield
says: ‘One world is in actuality, a world dominated by the United States;
and United States modernism, thus understood, merges internationalist
and chauvinist criteria, folding the two so that world culture is United
States culture’'®

So, in essence, the Goethe Institute aimed to propagate American
music in Greece. In 1956 Giinter Becker began teaching in Athens.'” In
1962 he founded the Workshop of Contemporary Music in the Goethe
Institute in collaboration with Yannis Papaioannou, a leading figure in
the promotion of avant-garde music in Athens. Papaioannou founded an
Hellenic Association of Contemporary Music, as well as the Greek
branch of the International Society for Contemporary Music (both in
1965). He organized a number of avant-garde music concerts, supported
by foreign institutions in Athens and by the Greek Tourism Organisation,
which is up to this day responsible for the Festival of Athens (inaugu-
rated in August 1955), this being one proof that the Greek state is inter-
ested in exhibiting rather than cultivating culture. It should be stressed
that the public of New Music in Greece formed a minor part of the small
public of serious music.

The first TV station in Greece was established in 1966 by the Greek
Armed Forces, as if to prepare for the coming of the junta of colonels the
following year (21 April 1967) and to facilitate their propaganda.

" 'H.A. Ochler, ‘Ivotitovto Goethe ABnvév’, Xpovikd ‘80 (Athens: Qpa, 1981), 73.
15 Thacker, Music after Hitler, 226.

Alan Sinfield, ‘The Migration of Modernism: Remaking English Studies in the Cold
War’, New Formations, 2 (Summer 1987), 111; quoted in: lan Wellens, Music on the
Frontline. Nicolas Nabokov’s Struggle against Communism and Middlebrow Culture
(Aldershot: Ashgate, 2002), 118.

He taught music in Anavryta, the school attended by the royal family (1956-1958)
and at the Goethe Institute (1957-1968).
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A new round of imprisonments, prosecutions, and island camps be-
gan for people with a great variety of political ideas, communism in-
cluded.

Theodorakis, arrested in 1967 and confined, was permitted to leave
the country after a worldwide campaign by famous personalities (in-
cluding Dimitri Shostakovich, Leonard Bernstein, Laurence Olivier,
Yves Montand, and Arthur Miller). He lived in exile from 1970 to 1974,
performing his music around the world and directing universal attention
towards the Greek Cause. His songs and popular oratorios, though pro-
hibited in Greece, were miraculously widespread, instilling enthusiasm
and accompanying every revolt before the final fall of the junta.

Avant-garde music continued to be backed during the junta and a
number of concerts were organized with music by both foreign and
Greek composers, some of whom had left Greece either to study or to
escape capture, or both; a great number of young composers attracted to
avant-garde music were politically at the Left. It was considered abso-
lutely normal and natural that people of progressive, revolutionary etc
ideas would compose progressive, revolutionary etc. music.

New generous benefactors appeared, such as the Ford Foundation,
which paid both for avant-garde music (for scholarships, concerts and
commissions of works) and for concerts, editions and recordings of
Greek folk music, to satisfy the colonels’ cultural interests and help them
with their propaganda. As for the Athens State Orchestra, its director
responded much too readily to the dictators’ requests to perform at their
nationalistic feasts and dinners. Alecos Xenos did not participate; he was

dismissed from the orchestra, because of his “political views’."®

In 1974 the junta fell and a spirit of unbelievable and unfounded op-
timism spread among Greeks in general and Greek artists in particular.

Many musicians returned from abroad, some having studied with
leading figures of the avant-garde.

Mikis Theodorakis also returned and was welcomed as a hero.

He gave a number of concerts in stadiums and other open-air venues
to celebrate the return to democracy. The atmosphere of those concerts
was unique. The audience was electrified, its participation absolute, its
enthusiasm noble and sincere, its emotions moved to their extreme; thou-
sands of strangers feeling like brothers.

" The letter announcing to Alecos Xenos his dismissal is published in: Atovoong

Zéppag, ‘Xpovordylo yia tov Aréko Zévo’, Extavioiaxd Polia, xxv/3—4 (Autumn —
Winter 2005), 410-450:437.
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lannis Xenakis returned to Athens in 1975, twenty-eight years after
he had left the country. This fact transformed all the concerts of his mu-
sic that he attended into highly moving events, culminating in the Poly-
tope he presented in Mycaenes in 1978. It is not safe to speak of others’
feelings, but my impression is that the public’s reactions were quite
similar at Theodorakis and Xenakis concerts.

I end my story at this high point. In those days it was regarded as
one point of an ascending road. Today, we see it as the acme.

“A unique experience: the public of a performance in a Greek village in 1944”
[photo by Dimitri Megalides]

Kemu Pomany

CTUII U NAEOJIOTUJA:
XITAJHOPATOBCKA ,,CMEIIA*“ Y I'PYKOJ
(Pesume)

VY pany ce pa3marpa HCKJbYUHMBam-€¢ I'PUKOT HapoJa M3 JpXKaBHE UCTOpH]E,

noceOHO M3 BEroBe KyiITypHe ucropuje. CTynuja npati KyJaTypHY MOJUTHKY Y
I'pukoj ox Ipyror cBeTckor pata a0 nazaa BojHe XyHre (1969—1974) — kyntypHy
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MOJMTHKY OOJIMKOBAaHY IMOJI YTHLIAjeM JOMHUHAHTHHX 3allaJHUX cuia, Mehy Ko-
juMa cy 6me M 3eMJbe KOje Cy U3 paTa u3aluie Kao nopaxeHe. Hemauka je nma-
Jla yJ0Ty mpoMoTepa HoBe 3amajaHe (amepuuke) Kyntype y ['pukoj. AyTopka je
JKeJlena Jia MoKake Kako je XiaaHu paT (haBopH30BO NOpaKEHE 3arajaHe 3eMJibe,
Koje Cy epHuKacHO ydecTBOBaJlle y TI00ANM3aIMjH aMEepHUIKe KYIType, ¢ 003H-
pOM Ha TO J1a je neHanu(uKaIrja y 3amagHoM CBeTy Omira TpaHcpopMucaHa y
gumheme 0] KOMyHH3Ma.

VY3umajyhu 3a npumep Januca Kcenaxuca (1922-2001), Mukuca Teonopa-
kuca (1925-) u Anekoca Kcenoca (1912-1995), Tpojuily KOMIo3uropa Koju cy
YUYECTBOBAJIH Y TPUKOM ITOKPETY OTIOpa (2 KOju Cy YMHOTOME BOJIIIH KOMYHH-
CTH), ayTOpKa yKa3yje Ha MOCJe/MIe HABeJCHNX ()eHOMEHA Ha TPYKH MY3HYKU
JKHBOT U CTBApaJIaITBO.

Haxon [lpyror cBerckor para y I'pukoj je ycinenuo kpBaBu rpaljaHcku par
Koju je 3aBpmieH 1949. rogune mopa3zoM KomyHHcTa. [leneceTnx romuna mpo-
IUIOT BeKa oTmouena je (asa ,,pexabmauranyje’ Kojy Cy CIPOBOAWIC CTPaHE
cuite, Mel)y KojuMa cy OuIle MmojjeHako U OHE Koje Cy Kpaj paTa JodeKaie Kao
moOeTHUTIE U OHE Koje Cy Omiie T'yOUTHHUIIE.

MapinanoB miaH je okoH4aH 1951, a ekoHOMcKa crabmim3zanuja ['puke on
Taja ce oclamaia Ha 3amanaHny Hemauky (3eMJpy KOja je YHHIITHIA TPUKY €KO-
HOMH]Y).

Hemiu cy UCIIOCTOBAIM 1a Y 3aMEHY 32 €KOHOMCKY MOAPINKY H00Hjy THXO
pelaBame npodaeMa paTHUX 3JI0YHHA, K0 W CIUYHO THXOT HIMPCHA HHHXOBHX
KyJITYPHUX NPpou3Boza y I'pukoj.

Orpanak 'eTe mHCTHTYTa OCHOBaH je y ATHHHU 1952. TonnHe U U3 Bera cy
ce IMPUIIK [1e3 M aBaHTapAHa My3uka y ['pukoj. Y nepuony ox 1962. mo 1965.
HEKOJIMKO JPYyIITaBa CaBpeMeHe My3HKe je OCHOBAaHO Y ATHHH.

[IpBy TeneBusmjcky cranuny y I'pukoj ocHoBane cy ['puke opyxaHe cHare
1966, xao na cy mpunpemaie Aoja3ak BOjHE XyHTE HapeIHE TOANHE U MTOCTICIIIH-
BaJIC BEHY IPOIaranmy.

OTI04eo je MPOroH JbYIM KOjU Cy 3aCTyINaly HIMPOK CIIEKTap HOJIUTHYKHX
nzeja, ykpydyjyhn xomynusam. TeomopaknucoBa My3nka, Hako je Ouia 3abpa-
BeHa y [ puKkoj, mpaTuia je cBe NpoTecTHE MaHU(ecTanuje Mpe KOHAYHOT CJIoMa
XYHTE.

Caza 3HaMO J1a je ONTUMHK3aM KOjH je 3aBJIaJla0 HAKOH I1ajia XyHTe OHO Heo-
CHOBaH.

(C enrneckor nperene Becna [Terno u Menuta MuinH)

UDC 78.036:316.75](495)1945/1974”
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Kostas Paparrigopoulos

XENAKIS ET LE PASSAGE VERS L’UNIVERSEL

Résumé: La recherche de I’identité culturelle, notamment aux pays qui sont
menacés ou se sentent menacés par une culture dominante, peut conduire, bien
des fois, au nationalisme et I’isolement. Elle peut aussi, peut-étre plus rare-
ment, conduire & des chemins inattendus qui ouvrent de nouveaux horizons
non seulement au niveau local mais aussi au niveau universel. Le cas de lannis
Xenakis s’insére dans la deuxiéme catégorie.

De 1949 jusqu’aux Metastaseis (1953-54), sa premicre ceuvre ‘officielle’,
Xenakis écrit des picces dans lesquelles il essaie de marier le folklore grec
avec 1’avant-garde européenne. En 1955, il écrit un article consacré a ce ‘ma-
riage’, premier et en méme temps dernier texte publié¢ sur ce sujet. D’ores et
déja, sa musique se déplace du cadre local et s’étend vers I'universel, avec
I’ambition d’inclure toutes les musiques du monde. Dans cette communica-
tion, nous allons essayer de suivre ce passage et clarifier certains aspects de
cette trajectoire.

Mots-clés: Tannis Xenakis, mondialisation, cosmopolitisme, tradition et avant-
garde.

Introduction

A notre époque dite de globalisation, nous voyons aussi fleurir, en
contrepartie, le protectionnisme, ou en d’autres termes, le nationalisme,
le régionalisme, le religion-isme et bien d’autres local-ismes. La recher-
che d’une ‘identité culturelle locale’, définie la plupart du temps comme
une opposition a une ‘identité culturelle dominante’, fait souvent nais-
sance a des exagérations et a des aberrations. Comment pouvons-nous
s’évader de cette bipolarité plutot stérile? En nous attachant a un de ses
deux poles? En faisant une sorte de syncrétisme?

Il serait intéressant de voir la proposition que nous fait lannis Xena-
kis. Dans cette communication, nous allons suivre le cheminement de
I’évolution du jeune Xenakis vers une attitude plutot originale qui a pris
face a un dilemme analogue. De 1949 jusqu’aux Metastaseis (1953-54),
il a passé une période de recherches, pendant laquelle il était intéressé a
I’utilisation des éléments grecs dans ses premicres compositions. En
1955, il publie un article intitulé, ‘Problémes de la Composition Musi-
cale Grecque’,' dans lequel il esquisse le cadre d’un probable ‘mariage’

lannis Xenakis, ‘IIpopAnpata EAAnvikng Movowmc ZovBeong’ [Problémes de Com-
position Musicale Grecque], Embecopnon Téxvyg, No 9 (Athénes, 1955), 185-189,
traduit en frangais dans Makis Solomos (éd), Présences de lannis Xenakis (Paris:
CDMC, 2001), 11-4.
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entre la musique folklorique rurale grecque et celle de I’avant-garde eu-
ropéenne. Cet article, rédigé probablement en 19547, est le premier et en
méme temps le dernier texte publié qu’il consacre & ce sujet. Méme si
dans ses carnets de notes’ et dans certains écrits’ nous voyons que
I’intérét pour les musiques traditionnelles ne cesse jamais, 1’idée d’un
‘mariage’ est définitivement rejetée. A partir de Metastaseis, il va se ‘li-
bérer’ du cadre local et passer a la construction d’un monde personnel et
en méme temps universel avec 1’ambition d’inclure toutes les musiques
du monde.

Pendant longtemps, nous ignorions 1’existence de ces premieres pie-
ces ‘helléniques’.” Xenakis a toujours considéré Metastaseis comme son
opus No 1 et il ne parlait presque jamais de compositions antérieures a
cette ceuvre.

Les questions qui vont nous préoccuper ici sont: pourquoi, Xenakis
s’était intéressé a la musique folklorique et plus précisément a celle de
son pays? Pourquoi, ensuite, cette envie de faire une musique qui mé-
lange le folklore avec I’avant-garde? Et pourquoi, finalement, I’abandon
de cette entreprise?

Makis Solomos, ‘Continuité et Discontinuité Historique chez le Premier Xenakis’,
communication donnée au colloque Continu et Discontinu dans L’euvre de lannis
Xenakis, sous la direction de Frangois-Bernard Mache (Couvent de La Tourette, avril
2003): 1) communication publiée sous le titre ‘Les Anastenaria de Xenakis.
Continuité et Discontinuité Historique’, in www.iannis-xenakis.org/enligne.html; 2)
version grecque: ‘Ta Avaotevdpia tov Eevékn. Muw IMopaderypoticry Topr’,
Movaixog Aéyog N° 4 (Athenes, 2002), 58-81.

Dans les Archives Xenakis’ a la Bibliothéque Nationale de France.

Comme dans Iannis Xenakis ‘Culture et Créativité’ et ‘Pour L’innovation Culturelle’,
dans Iannis Xenakis Kéleiitha — Ecrits (Paris: L’ Arche, 1994), 129-132 et 133-135.

— En 1981 Nouritza Matossian publie son livre lannis Xenakis [Nouritza Matossian,
lannis Xenakis (Paris: Fayard/Sacem, 1981), 36-66] par lequel on apprend
I’existence de ces oeuvres.

— En 1988, Frangois—Bernard Mache écrit un article, intitulé ‘L’ellenismo di Xena-
kis‘ (Frangois—Bernard Mache ‘L’ellenismo di Xenakis’, dans Enzo Restagno (éd.),
Xenakis (Torino: EDT/Musica, 1988), traduction frangaise dans Frangois—Bernard
Mache, Un Demi-siéecle de Musique... et Toujours Contemporaine (Paris:
L’Harmattan, 2000), 302-321), dans lequel nous trouvons une premicre analyse de
cette période ‘hellénique’ de Xenakis ainsi qu’un catalogue des oeuvres antérieurs a
Metastaseis.

— Makis Solomos, dans son article de 2001 ‘Du Projet Bartdkien au Son. L’évolution
du Jeune Xenakis’ (Makis Solomos ‘Du Projet Bartokien au Son. L’évolution du
Jeune Xenakis’, dans M. Solomos (éd.) Présences de lannis Xenakis (Paris: CDMC,
2001), 15-28) et dans un deuxiéme de 2002 ‘Ta Avacrevapia tov Egvdxn. M
Hopaderypotikn Topn® (voir note 2) démontre I’existence d’une continuité entre les
oeuvres de la jeunesse et celles qui vont suivre, les dites ‘officielles’, sans pour autant
vouloir metre en question la rupture ‘extraordinaire’.
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Les années avant la composition

Quant Xenakis quitte la Gréce en 1947, il est un ‘héros’ avec des
‘blessures glorieuses’® a son visage; un héros de la Résistance contre les
Allemandes de Hitler mais aussi contre les Anglais qui apres Yalta vou-
laient protéger la Gréce du ‘danger communiste’. Xenakis entra a la ré-
sistance avec le Parti Communiste Grec, mais il semblait étre un com-
muniste hors du ‘commun’. Il était plutét un matérialiste — idéaliste,
curieux mélange, qui arrive a faire coexister Marx et Platon. Comme il
disait en 1975:

A cette époque [en 1940] je lisais Platon [...]. La situation en
Greéce était tellement étouffante qu’il fallait trouver des sorties. Je
construisais alors un espace personnel, tout a fait imaginaire, qui était
en contradiction avec la réalité. [...] je lisais, je comprenais et
j’acceptais les théses du marxisme; je les considérais comme une sorte
de distorsion des idées platoniciennes. [...] Je suis devenu marxiste a
cause de besoins quotidiens, a cause de la lutte et surtout parce que je
voyais un pont avec le platonisme.’

Par ses écrits, nous apprenons que son éducation générale avait une
connotation plutot ‘classique’. Parmi les noms qu’il cite a cette époque
est Sappho, Anacréon, Platon, Thucydide, Xénophon, Shakespeare, mais
aussi Marx, Engels et Lénine. Ses intéréts musicaux en étaient ainsi. Il
cite Palestrina, Mozart, Beethoven, Johann Strauss, Bellini, Brahms, etc.

Il faut noter également que, pendant sa jeunesse, il ne semble pas
étre attiré par la musique folklorique. On apprend par lui-méme que, du-
rant son enfance en Roumanie il écoutait la musique folklorique rou-
maine et gitane, et ensuite en Gréce la musique folklorique grecque et la
musique religieuse byzantine, ‘[...] comme on devrait aller a 1’église tous
les Dimanches’ et il continue: ‘Je n’ai aimé aucune d’elles particuliére-
ment, mais toutes avait eu une influence en moi.”® Pour la musique reli-
gieuse, il dit que: ‘La liturgie orthodoxe ne m’a jamais intéressé. Quant a
sa musique, je la trouvais bavarde et sans intérét particulier.”®

Son intérét pour la musique folklorique viendra donc plus tard, pro-
bablement a Paris. Nous pouvons supposer plusieurs raisons qui justifie-
raient cet intérét: il était intéressé par un patriotisme, disons ‘socialiste’,

Matossian, lannis Xenakis, 57.

Iannis Xenakis, ‘Avtopioypagwd’ [Autobiographique], 1975, dans M. Solomos
(éd.), Iavvne Eevaxng, Keiuevo mepi Movoikng ko Apyitektovikne (Athénes:
Yoyoyog, 2001), 28.

Balint Andras Varga, Conversations with lannis Xenakis (London: Faber and Faber,
1996), 10.

Solomos, ‘Les Anastenaria’, 6.
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lié aux années de la résistance? Par une nostalgie au pays auquel il ne
pouvait plus retourner a cause de sa condamnation a mort pour ses opi-
nions politiques? Par une sorte de ‘dette’ qu’il sentait avoir envers ses
camarades qui étaient morts et envers la lutte qu’il avait abandonnée?"’
Toutes ces ‘réponses’ forment un ensemble qui semble probable. Mais
nous pouvons trouver aussi une raison musicale: I’exemple de Bartok; la
liaison de la musique folklorique avec la musique d’avant-garde.

Les compositions ‘helléniques’

En arrivant clandestinement a Paris le 11 Novembre 1947, Xenakis
se trouve dans une ville qui était peut-€tre a 1’époque, le centre le plus
important de I’art moderne. C’est probablement ici que nait son intérét
pour la musique de I’avant-garde.

Presque une année plus tard, il commence a étudier la composition.
En Grece, pendant la guerre, il avait écrit quelques mélodies sur des
poémes de Sappho'', mais maintenant a Paris il s’intéresse plus sérieuse-
ment a la composition. Il cherche des personnes qui voudront lui ensei-
gner la musique — malgré son manque de formation de base.' Il contacte
— sans ou avec peu de succés — Nadia Boulanger, Arthur Honegger, Da-
rius Milhaud, Annette Dieudonné, et finalement en 1951, Olivier Mes-
siaen, la seule personne qui va s’intéresser a cet homme tellement hors
du ‘commun’!"

Les premiéres 13 picces de Xenakis composées a Paris de 1949 a
1950 sont pour piano; ces pieces sont courtes et semblaient étre des
exercices pour les cours qu’il suivait avec Honegger et Milhaud. Xenakis
dit qu’une piece d’entre elles, intitulée Air populaire (1949), était écrite
pour les cours avec Milhaud a I’Ecole Normale, basée sur une métrique
saphique et influencée par Bartok.'*

En 1951 il écrit une suite de 6 picces, pour piano aussi, inspirées du
folklore grec. Ces piéces sont des harmonisations de chansons populaires
du Dodécanése. Nous voyons qu’a cette époque, Xenakis était attiré par
I’idée d’une synthése grec — européenne; il écrivait dans ses carnets de
notes de 1951:

Xenakis, ‘Avtoploypapiko’, 29-30.
Varga, Conversations, 14.

Katy Romanou, ‘Stochastic Jeux’, Musicology, Journal of Institute of Musicology of
the Serbian Academy of Sciences and Arts, 6 (2006), 212.

Matossian, lannis Xenakis, 58.
Varga, Conversations, 28.
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Pour sauvegarder la séve musicale du peuple Grec et la faire
monter et sortir de son domaine traditionnel et simpliste [...] il faut
I’épurer et I’enrichir de moyens élaborés par I’occident au cours des
derniéres siécles. Lesquels? Les combinaisons des timbres, la forme et
les harmonies — contrepoints.

Ni ’imitation [sévére?] et stérile ni une implantation de la musi-
que Européenne. Mais une synthése géniale de deux éléments contra-
dictoires la plupart du temps.

Ne pas avoir peur de créer ou d’employer des accords dissonants,
atonaux etc. Rien n’est plus idiot que la théorie qui prétend que la
mélodie ou la gamme porte en germe son harmonie. [...] Pour la poly-
phonlise de méme. La ‘polytonalité’ peut donner des résultats formida-
bles.

L’article ‘Problémes de Composition Musicale Grecque’ de 1955 est
trés important pour la compréhension de ’esprit qui animait cette pé-
riode ‘hellénique’ de Xenakis. Ici, il explique clairement pourquoi et
comment faire cette synthése: Il se questionne sur les caractéristiques
principales de la musique ‘démotique’, la musique traditionnelle rurale
grecque, en utilisant une division en 4 catégories: mélodie, harmonie,
morphologie et rythme.

— Sur la mélodie, il remarque que les mélodies ‘héroiques’ de la mu-
sique de cléftes, sont souvent écrites non pas ‘a I’Européenne’, dans le
mode ‘héroique’ de do majeur, mais dans un mode mineur, et il arrive a
la constatation qu’il y a ‘des mondes paralléles, souvent en confronta-
tion’, et qu’ ‘on ne peut pas passer sans conséquences d’un systéme a

l’autre’.'®

— Sur ’harmonie, il observe que les musiques polyphoniques grec-
ques ne sont pas basées sur le contrepoint européen mais sur 1’intervalle
de seconde et de quarte. Il suppose alors ‘que la polyphonie et
I’harmonie peuvent se développer en dehors de la ‘consonance naturelle’
des accords en tierces.”"”’

— Sur la morphologie, il remarque que la forme de chanson de cléf-
tes est basée sur la juxtaposition; une monodie avec des mélismes, répé-
tée jusqu’a I’épuisement des vers, et interrompue systématiquement par
de tsakismata, sorte de refrains, chantés par le cheeur. Il propose alors

15 Archives Xenakis 4 la B.N.F., carnet MS. 24357 (1), 10-11.

lannis Xenakis, ‘Problémes de Composition Musicale Grecque’, dans M. Solomos
(éd.) Présences de lannis Xenakis (Paris: CDMC, 2001), 11-14 (traduction frangaise
de Idvvng Eevixng ‘Ilpofinuote EAAnvikrig Movowng Xovleong Embewpnon
Téyvng No 9 (Athénes, 1955), 185-189), 12.

Xenakis, ‘Problémes de Composition’, 13.
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aux compositeurs grecs d’utiliser une morphologie qui nait de cette ob-
servation et d’éviter, ‘d’écrire des menuets ou des gavottes sous
I’ Acropole’.

— Sur le rythme, il ne veut pas insister; il écrit: ‘Je considére comme
acquise la rupture du rythme symétrique, comme généralisée
I’acceptation des mesures composées et comme connues les recherches
rythmiques de Stravinski, Bartok, Messiaen.’

Il conclut son analyse sur la musique démotique ainsi:

Le jeune compositeur grec doit oublier le contrepoint qu’il a ap-
pris et replonger dans le questionnement de sa technique en explorant
les chefs-d’ceuvre populaires. La conscience critique 1’obligera a re-
chercher des moyens expressifs et structurels dans la musique démoti-
que et ecclésiastique d’une part, et dans les découvertes d’avant-garde
de la musique européenne d’autre part. L’une de ses oreilles écoutera
la voix de la Gréce et I’autre la voix de I’Europe.'®

Selon Frangois-Bernard Mache, si ‘On peut dire qu’au milieu de
I’année 1951, a aucun moment encore le tempérament caractéristique de
Xenakis ne se laisse deviner’, par contre une pi¢ce que Xenakis nomme
Zyia, [...] marque en 1952 le premier signe d’une prise de conscience du
niveau d’exigence qu’un compositeur européen des années 50 se doit
d’avoir a I’égard de son travail.”"’ Zyia, pour soprano, choeur d’hommes,
flite et piano, parait comme une démonstration des idées qui seront
exposées plus tard, dans I’article de 1955 Xenakis a écrit que:

Avec Zyia j’ai ouvert des nouvelles voies (pour moi). Morpholo-
giquement, la chanson de cléftes avec le protagoniste et le cheeur, re-
gne. Harmoniquement j’ai chassé, avec I’aide de Stravinski et surtout
de Bartok et de la musique populaire grecque, 1’harmonisation acadé-
mique européenne. Mélodiquement elle n’est ni romantique (euro-
péenne) ni frangaise ni sérielle, elle est simplement grecque — popu-
laire. Finalement organologiquement la flite surpasse les autres ins-
truments a vent et le choix de flite — voix — piano (avec 1’utilisation
que j’en ai faite) est une synthése populaire — européenne assez réus-
site. Le rythme [...] est devenu essence unique, existence.”

Dans Zyia, on voit apparaitre une premicre abstraction mathémati-
que. Les 11 premicres mesures de la piece sont une répétition de la note
sol sur un rythme qui provient d’une série Fibonacci: 13, 8, 5, 3, 2, 1, 2,
3, 5, doubles-croches, avec les ‘exceptions’ de 7 et 11 doubles-croches

B 1bid, 14.
19 Mache, Un Demi-siécle, 306-307.

lannis Xenakis, Lettre a Foula Hadjidakis, 22 Avril 1954, publiée dans le journal 7o
Brjua (11 Février 2001), C07.
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aux mesures 10 et 11 (voir ci-dessous I’extrait de la partition de Zyia).
Le rythme est accentué avec les trois touches les plus graves du piano,
qui donnent un timbre percussif.

Example: Zyia, mesures 1 — 25
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La mélodie est ‘grecque — populaire’, ‘héroique’en mode mineur,
chantée par la soprano qui joue le role du ‘protagoniste’. Cette mélodie
s’interrompt par des tsakismata du chceur de ténors, comme celui des
mesures 20 a 23.

L’harmonisation est basée sur les intervalles de quarte et de seconde
et de leurs renversements, en ‘chassant’ ainsi ‘I’harmonisation académi-
que européenne’. Le rythme est celui de la danse de kalamatianos a 7/8
(3+2+2) avec des permutations et de déplacement d’accents. Son titre
Zyia, ou Ensemble en frangais, évoque les ensembles de deux instru-
ments — clarinette ou violon (lyra) avec luth — que nous trouvons fré-
quemment dans la musique folklorique grecque; ici, les deux instruments
sont remplacés par la flite et le piano.
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Xenakis montra Zyia & Messiaen qui lui dit: ‘Mais c’est formidable
le progrés que vous avez fait depuis les harmonisations.”’ Vous avez
maintenant une langue, un style. C’est trés trés bien.” Comme écrit Xe-
nakis dans ses carnets: ‘Je commence a me sentir & nouveau un homme
[...]. C’est le début de la fin du Moyen age?’*

Les Anastenaria, écrits en 1953, sera la derniére composition de la
période hellénique de Xenakis. Elle est un triptyque sur un rite paien de
Thrace qui survit jusqu’ aujourd’hui. Tandis que la premiére partie, Pro-
cession vers les eaux claires, garde son caractére grec, la seconde, Le
Sacrifice, est déja éloignée de la musique traditionnelle.”® Metastaseis
devrait étre le troisiéme volet des Anastenaria, mais Xenakis 1’a fait sor-
tir du triptyque parce qu’il dit ‘elle est tellement différente, parce que j’ai
tellement progressé avec elle.”**

Liberté et tradition

Pour F. B. Mache, il semble que la cérémonie des Anastenaria ‘[...]
ait joué dans I’imaginaire de Xenakis le role d’un rite de passage vers un
état de conscience supérieur, une purification [...]’*°. En 1980, Xenakis
se rappelle que:

[...] quant je cherchait & trouver mon identité [...] et mes origines
grecques, soudain est devenue important pour moi, I’exemple de Mous-
sorgski et de Bartok qui m’alertait que je devait comprendre et aimer la
musique folklorique grecque. Toutefois, j’ai vite réalisé que c’était une
maniére provinciale de penser — si je continuais ainsi, je serai tomb¢é dans
une trappe. J’avais besoin de quelque chose de plus générale.”®

Cette ‘chose de plus générale’ est déja présente, mais pas encore assez
élaborée,”” dans une partie de 1’article de 1955. Dans cette partie, qui laisse
entrevoir le scientisme de Xenakis qui va se manifester a partir de Metasta-
seis, il parle d’un lien qui existe entre toutes les musiques. Ce lien est /e son,
qui est une grandeur quantitative en tant que phénomene physique, et qui
devient grandeur qualitative en tant que phénoméne psychophysiologique.
Mais si ‘la psychophysiologie de la musique n’est pas encore une science’,

2l Probablement la suite de 6 piéces pour piano de 1950-51.

22 Archives Xenakis, carnet MS. 24357 (1), 40-42.

2 M. Solomos a présenté un mécanisme, le premier mécanisme de Xenakis, sur lequel

Le Sacrifice est basé (Solomos, Présences, 19).

u Varga, Conversations, 73.

25 Mache, Un Demi-siécle, 308-9.

26 Varga, Conversations, 52.

2 . , , ,
7 Xenakis, Keiueva mepi Movouiic, xv.
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écrit Xenakis, et que ‘le bon compositeur peut exprimer les sens qu’il désire
exprimer’,”® la physique, quant a elle, en est une! Ici, Xenakis fait entrer les
sciences dans 1'univers musical a travers la partie quantitative du phéno-
mene sonore et, avec elles, 'universalisme de la musique.

La recherche de I’identité dans les racines sera remplacée par la re-
cherche de la liberté dans 1’universel. C’est dans une pensée musicale
universelle, que Xenakis peut se sentir libre; il déclare en 1980:

Je ne veux pas avoir de racines. Bien slir j’en ai quelques-unes;
Javais aussi mes influences, ainsi que la chance qu’il en avait tellement,
donc aucune ne c’est avérer décisive. [...] Musique folklorique roumaine
et grecque, chant byzantin, musique occidentale, musique non-
européenne. J’ai essayé de les comprendre; j’en ai aimé quelques-unes et
je n’en ai pas aimé d’autres, mais j’ai laissé venir chacune d’elles prés de
moi, je n’en ai laissé aucune en dehors ou dire pour quelconque d’entre
elles qu’elle n’est pas de la musique. A travers cette maniére, j’ai réussi a
devenir libre et ¢’est pour ¢a que je n’ai pas de racines.”

La liberté est une idée qui prend une place capitale dans la pensée de
Xenakis. Pour comprendre — et interpréter — cette rupture ‘extraordinaire’
avec le passé, il faut peut-étre se pencher sur cette idée et sur la signifi-
cation qu’il donne a ce mot. Pour lui la recherche de I’originalité dans
I’art passe par la recherche de la liberté. I1 dit que:

L’idée de I’originalité est inhérente a la question de la liberté. La
valeur de I’art, de 1’offre artistique d’une personne, d’une nation, d’un
peuple, d’une civilisation dépend de I’originalité — cette liberté fonda-
mentale.*

C’est la recherche de la liberté (pour laquelle il avait déja payé cher
a Athénes) qui va le conduire également a sa premicre grande décou-
verte, bien originale: 1’introduction du hasard dans sa musique a travers
la stochastique. L’intérét de Xenakis pour les masses sonores le conduira
a la confrontation du déterminisme avec I’indéterminisme. La question
de la liberté est ici centrale. Dans plusieurs occasions, Xenakis va se ré-
férer & Epicure et & la place privilégiée que la notion du clinamen donne
au libre-arbitre. Grace a Epicure, la liberté de la nature et de I’homme
peut exister! C’est par une telle double attitude, physique et humaine,
que liberté et indéterminisme se rencontrent.

Dans son discours ‘Pensée Scientifique et Musique’, qu’il a fait a
Athénes en 1975, Xenakis est trés explicite sur la relation de la liberté

2 Xenakis, ‘Problémes de Composition’, 12.

» Varga, Conversations, 51.

3 Tannis Xenakis, ‘Emompoviki Zkéyn kot Movowkh” [Pensée Scientifique et

Musique], 1975, dans M. Solomos (éd.) lavvne Eevikng, Keiueva...,120.
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avec I’indéterminisme dans sa musique. A un moment de son discours,
se référant a la musique stochastique et plus précisément a une réparti-
tion asymétrique de points sur une ligne, il donne 1I’exemple d’une musi-
que construite sur un rythme traditionnel, ici le rythme grecque de kala-
matianos, et il conclut: ‘Mais ici j’abolis ma liberté parce que j’utilise un
rythme donné (le kalamatianos). Comme j’ai dit auparavant, 1’originalité
est une demande fondamentale de 1’art. Je veux, donc, m’échapper du
déterminisme, de la soumission aux traditions et aux idées du passé.”’
Pour Xenakis, la symétrie, comme celle de la répétition continuelle d’un
rythme donné, empéche la liberté; il affirme: ‘C’est ainsi que je définis le
niveau maximum de ma liberté: n’avoir aucune symétrie.””* Les tradi-
tions et les idées du passé seront donc vues par lui comme un obstacle.
Leur écartement semble étre indispensable a la réalisation de la liberté.

Mais il ne faut pas tomber non plus a 1’autre extréme; Xenakis ne
prone pas pour la disparition des traditions. Son universalisme est juste-
ment D’effort d’inclure toutes les musiques du monde. Pourtant, il pose
clairement une condition: la tradition ne doit pas devenir un obstacle a
I’exercice de sa liberté! 11 dit:

Je ne suis pas contre la tradition. Je lutte pour différents objectifs,
mais ¢a ne veut pas dire que je veux détruire la tradition, a condition
qu’elle ne veuille pas détruire mes objectifs.™

Conclusion

Il semble que la question que nous avons posée au début de notre
communication, le dépassement de la bipolarité ‘culture locale’ —
‘culture dominante’, n’a pas été répondue par Xenakis d’une fagon ‘or-
dinaire’. La solution qu’il a donnée au probléme était plutét une non-so-
lution; c¢’était presque la négation méme du probléme. Xenakis est arrivé
a une solution inattendue, qui nie les dilemmes comme ‘dominant — lo-
cal’, ‘musique savante — musique folklorique’ etc. Il a d’abord essayé de
‘marier’ les contraires, de les concilier, afin de faire une sorte de syncré-
tisme, sans pour autant arriver a une synthése satisfaisante pour lui. La
négation de la dichotomie en tant que telle, la recherche d’une solution
‘autre’, était 1’apport génial de Xenakis. Le bipole, méme s’il reste en-
core vivant, est placé maintenant dans un contexte beaucoup plus large,
et ainsi, ses forces opposantes sont amorties.

31 Xenakis, ‘Emotnpoviki Zxéyn’, 128.

32 Ibid, 129.

33 Varga, Conversations, 50.
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Kocmac Ilanapuzonynoc

KCEHAKHNC U ITYT KA YHUBEP3AJIHOM
(Pesume)

VY emoxm Tako3BaHE Tio0aNM3aIije €BUICHTHO je /a, HACYNPOT TIAaBHO]
TeHICHLHjH, [BETa IPOTEKIUOHMU3AM, WIH IPYIHM peYnMa HallMOHAIH3aM, pe-
THOHAJIM3aM, PEJIMTHOHU3aM U APYTH JIOKaIU3MHU. Tparame 3a ,,JJOKaJTHUM KyJI-
TYPHUM HJACHTUTETOM®, KOjU ce Je(UHHIIE YIIaBHOM Kao OIMO3WIHja ,,IOMH-
HAaHTHOM KYJTYPHOM HJIEHTHUTETY, 4€CTO JOBOJAU IO Pa3sHHUX IPETEpaHOCTH U
UCKpUBJbewa. Kako 1a ce 0cnodoanMo Te, yriiaBHOM CTEpUIIHE OUTIONapHOCTH?
BesuBameM 3a jenan on apa mona? CtBapajyhin HeKy BpCTy CHHKpeTH3Ma?

VY oBOM paay nparumo eBoayuujy muagor KceHaknca ka jeHOM OpHIH-
HAJIHOM CTaBY KOjH je HacTao Kao oAroBop Ha ciuune auieme. Ox 1949. no Me-
macmacuca (1953—-54) oH je mporao Kpo3 MEPUO] UCTPAKMBakba TOKOM KOjer
je 6uo 3amHTEepecoBaH 3a Kopuiheme TPUKUX eleMeHaTa y CBOjUM KOMITO3UIIH-
jama. I'omuHe 1955. 06jaBibyje WwiaHak MoJ| HA3UBOM ,,[Ipo0iieMu rpUke My3ud-
K€ KOMIIO3HIIHje* Y KOjeM CKHIMPa OKBUD 3a MOrylie TOBE3UBambE IPUKE CEOCKE
HapoJHe My3UKe U €BPOIICKE aBaHTapHe My3HKe. Taj WiaHak je Beros MpBH, a
U jeJMHU 00jaBJLEHHU TEKCT Ha TY TEMY.

Haxo je, cyaehn npema cauyBanum Gerneriikama v TekctoBuma, KceHakuc u xa-
CHHjE CauyBao MHTEPECOBALE 3a TPAAMIMOHATHY MY3HKY, 3aMUCA0 O ITOBE3UBADY
HapoJHE W aBaHrapjHe My3UKe Ae(UHUTUBHO je ondanuo. [loueB og Memacmacu-
ca oH hie ce ,,ocnobahaTi JIOKATHOT OKBUpA M MPHUCTYNATH W3TPAIbU JTMYHOT K
HCTOBPEMEHO YHUBEP3aJIHOT CBEeTa, Ca aMOMLIOM JIa YKJbYYH CBE MY3HKE CBETa.

[Mutama Koja Hac 3a0KyIJbajy Cy: 3amTo ce KceHakuc MHTepecoBao 3a Ha-
POIHY MY3HKY, KOHKPETHO 3a rpuky? OTKy/a, 3aTHM, Ta XkeJba JIa CTBapa My3u-
Ky Koja moBe3yje ¢Goakiop ca aBanrapaom? U Haj3an, 3aliTo je HAIyCTHO Taj
MoayXxBat?

Wucuctupamo Ha 1mojMy cr10600e, OHaKO Kako je MpeacTaBibeH y Kcenaku-
COBOj MMarvHaI¥jHu, Ha HETOBOM OJHOCY IpeMa HMHICTCPMHHH3MY U HETOBOj
yIJIO3H y yBOlemY CIy4ajHOCTH y MY3HKY Ipeko croxactuke. [lokymiaBamo aa
JIOKKEMO Jia mo4eB oa Memacmacuca OH opndallyje TpaauIMOHAIN3aM jep ra
cMaTpa MPenpeKoM y peannsanuju ciiodo/e.

(C dpanmyckor npesena Menura MuiiH)

UDC781.7(=14):78.036.071.1 Xenakis Kostas
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Nick Poulakis

THE ‘POST-" IN THE ‘MODERN’:
GREEK FILM MUSIC AND THE WORK
OF NIKOS MAMANGAKIS'

Abstract: This article is focused on Nikos Mamangakis, one of the most am-
biguous art-popular composers in Greece. His compositions for cinema are
also quite provocative. Mamangakis’ cooperation with Finos Film (the major
Greek film production company in post-war era) and, on the contrary, his
collaboration with Nikos Perakis (one of the most well-known contemporary
film directors) vividly illustrate the transformation of film music from the so-
called Old to the New Greek Cinema. Through an overall analysis of two of
Mamangakis’ most important film scores, I hope to reveal the transition proc-
ess from a realistic modernist perspective to a postmodern one. A second goal
is to present critically the general ideological shift in Greek socio-cultural
sphere following the seventies change of polity. This paper underlines the per-
ception of Greek music culture as a special case of Western music, which
however holds its very distinct stylistic idioms, cultural practices and ideo-
logical functions.

Keywords: Nikos Mamangakis, Greek film music, art-popular music, ethno-
musicology, anthropology

Somehow, they [i.e. film directors] are right! Somehow, they
can hear what their film needs better than you do. They don’t
know how to describe it, that’s true. However, it’s them who know
exactly what their movie wants.

Nikos Mamangakis®

First of all, I would like to comment on the key theoretical concepts
that underline the main orientation of this paper. I conceive the terms

I would like to thank the musicologists Dr. Ekaterini (Katy) Romanou and Dr. Melita
Milin for organising the panel /nto Modernism and out of It: The Balkan Rites of
Passage, during the 18" International Musicological Society Congress Transitions
(University of Zurich, 10—15 July 2007), where I presented a draft copy of this arti-
cle, as well as for their endorsement concerning the research project about Greek and
Serbian music culture through a Balkan and European perspective. I would also like
to thank my colleagues, the members of the Greek musicological team from the Na-
tional and Kapodistrian University of Athens, for their collaboration within the above
project. Finally, I would like to mention the Propontis Foundation and the Hellenic
Culture Organisation for financially supporting this assignment.

Panos Chrysostomou, Nikos Mamangakis: Mousiki Akouo, Zoi Katalaveno [Nikos
Mamangakis: Listening to Music, Understanding Life] (Athens: Agyra, 2006), 351.
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‘modernism’ and ‘postmodernism’ not as contrasting, as they are usually
regarded, but as existing in a dialogical continuum, where each one
stands only by the other’s presence. Therefore, ‘modernism’ refers to the
culture of modernity, which is the pre-industrial and industrial era cov-
ering the late sixteenth until the mid-twentieth century. During this pe-
riod, rationalism, materialism and capitalism dominated the western
world. On the other hand, since postmodernity ranges from the late
twentieth century until today, ‘postmodernism’ is used to describe the
way of life after the modernity era and implies aspects of contemporary
cultural, socio-political and economical areas, such as commercialisa-
tion, consumerism, fragmentation, globalisation and the critique of au-
thorities.” I also use the term ‘rites of passage’ in its anthropological
sense to describe those rituals that indicate a person’s transition from one
stage of cultural status to another. For me, ‘rites of passage’ stands for
any symbolic liminal change that goes beyond the margins of binary
constructions.” By means of post-modern logic, this paper deals with a
complex ‘rite of passage’ involving personal, theoretical, performative
and historical dimensions. Namely, it is the first written-in-English pres-
entation of my ongoing work about Greek film music; it adopts an eth-
nomusicological-anthropological approach to film music; it deals with an
eccentric film composer; and it is connected with a crucial historical pe-
riod in Greece.

Film musicology was established as a discipline in the mid 1980’s,
but it was introduced in Greece only recently. It compounds several
methodologies borrowed from different areas such as cinema, music and
cultural studies and aims towards analysing the relationship between mu-
sic and the screen.” My methodology is not restricted to the content

For different aspects of the ‘modernism-postmodernism’ debate, see Jean-Frangois
Lyotard, The Postmodern Condition: A Report of Knowledge, trans. Geoffrey Ben-
nington and Brian Massumi (Manchester University Press, 1984), Fredric Jameson,
Postmodernism, or, The Cultural Logic of Late Capitalism (Durham: Duke Univer-
sity Press, 1991) and Linda Hutcheon, 4 Poetics of Postmodernism: History, Theory,
Fiction (London and New York: Routledge, 1987).

The anthropological concept of the ‘rites of passage’ was initially presented in Ar-
nold van Gennep, The Rites of Passage, trans. Monika B. Vizedom and Gabrielle L.
Caffee (University of Chicago Press, 1960) and, later on, it was applied by Victor W.
Turner in his ‘ritual theory’. See Victor W. Turner, The Ritual Process: Structure and
Anti-Structure (Chicago: Aldine, 1969).

See, for instance, James Buhler, Caryl Flinn and David P. Neumeyer (eds.), Music
and Cinema (Hanover and London: Wesleyan University Press, 2000), Kevin J.
Donnelly (ed.), Film Music: Critical Approaches, (Edinburgh University Press,
2001), Pamela R. Wojcik and Arthur Knight (eds.), Soundtrack Available: Essays on
Film and Popular Music (Durham and London: Duke University Press, 2001), Daniel
Goldmark, Lawrence Kramer and Richard Leppert (eds.), Beyond the Soundtrack:
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analysis of films or to a pure functionalistic study of their music but em-
phasises the context that formulates the filmic soundscape. In other
words, I deal with cinema and its music not as absolute artwork but as an
open-ended text. Furthermore, I consider cinema to be a locale for sev-
eral representations and negotiations. My attempt is to portray the ways
in which film music contributes to the shaping and projecting of various
personal preferences and cultural confrontations by underling the per-
formativity of film music practice and questioning the filmic audiovisual
representation. In such an ethnomusicological-anthropological approach
to film music, concepts such as ethnic identity, cultural policy, intercul-
tural influences, and socio-cultural transitions are critically explored and
assessed.® As the anthropologist William O. Beeman states, film music is
related to music as an aspect of society’s culture in general. Thus, the
consideration of film music practices formulates a broader model for the
study of cultural morphemes of a particular society. And vice-versa, the
status of music as a part of a society’s performing art culture provides a
conception of the function of music as a filmic practice.’

The ideological confrontations between the western and the eastern
bloc of the cold-war polarity represented a nodal point in the turn of
cultural politics, regarding both its artistic and its educative dimensions
in European countries after the end of the Second World War. Under the
circumstances of political propaganda, international forces founded in-
stitutes in various countries that became systematically active in the
fields of the fine arts and sciences. More specifically, during the early
post-war years the base was laid for new, pioneering quests and experi-
mentations in western art music. The extensive use of atonality in com-
bination with the unavoidable transition to total serialism, the use of
aleatory techniques, the birth of electronic and electro-acoustic music,

Representing Music in Cinema (Berkeley, Los Angeles and London: University of
California Press, 2007).

For example, see my critical musicological analyses of the Greek films ‘Politiki
Kouzina’ [‘A Touch of Spice’] (Tasos Boulmetis, 2003) and ‘Akropol’ (Pantelis
Voulgaris, 1995) in Nick Poulakis, ‘Ethnotita, Taytotita ke Mousiki: I Kinima-
tografiki Kataskevi tou Parelthontos’ [‘Ethnicity, Identity and Music: The Cinematic
Construction of the Past’] in Mousiki, Ichos, Topos: Ta Keimena [Music, Sound,
Place: The Texts] (Arta: Department of Traditional Music, Technological Educa-
tional Institution of Epirus, 2006), 111-127 and ‘4kropol: Mia Mousikologiki Anag-
nosi’ [‘dkropol: A Musicological Reading’] in Fotini Tomai (ed.), Istoria ke Politiki
sto Ergo tou Panteli Voulgari [History and Politics in the Work of Pantelis Voul-
garis] (Athens: Papazisis, 2007), 239-249.

William O. Beeman, ‘The Use of Music in Popular Film: East and West’, Society for
Visual Anthropology Newsletter 4 (1981), vol. 1, 8-13.
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along with the spread of music theatre and multi-art works produced
novel creations and dialects within a web of musical universalism.®

During the same period in Greece the socio-political, economic and
cultural situation was characterised by great fluidity and successive mu-
tations, at least until the 1970’s change of policy. The rise of the urban
population along with modifications in the structure of production, the
change in consumer practices and thus of personal expectations, the
boosting and the thickening of the political course on the level of formal
institutions and mass politics transformed the image of Greek society
and culture into different ideological and material preferences.’

Specifically, in the case of contemporary Greek music from the
1950°s onwards, a vivid mobility was evident both within Greece and
abroad. Greek art composers shaped modern tendencies through the fu-
sion of indigenous (local or national) tradition with elements of western
music culture. The composers’ adjustability to the demands of current
musical creation was related to the fact that the innovations adopted by
western pioneers included features that were very coherent to those of
the Greek musical tradition, such as the use of micro-intervals and
modes, free or controlled improvisation, as well as various special tech-
niques of vocal and instrumental performance."

In Greece, the popular song began to flourish along with avant-
garde music. Music fusions in this field started with the challenge to bind
together ‘western’ and ‘eastern’ elements, but not in the same way that
avant-garde also attempted this. Various personalities in Greek musical
and cultural life in general became involved in this process one way or
another. The point of reference turns out to be the ‘Mikis Theodorakis
vs. Manos Hadjidakis’ contrast. Beyond these two composers, whose

8 For further information about the contemporary Greek art music, see Katy Romanou,

Istoria tis Entechnis Neoellinikis Mousikis [History of the Neo-Hellenic Art Music)
(Athens: Koultoura, 2000) and George Leotsakos, ‘Greece, §III, 5: Art Music since
1945’ in Stanley Sadie (ed.), The New Grove Dictionary of Music and Musicians
(Oxford University Press, 2001), vol. X, 351-352.

The Greek National Tourism Organisation was mutated into the main agent of culture
and development. One of its primary objectives was the construction of an — other-
wise fictitious — image of cultural prosperity. Culture was clearly related to the mimic
adoption of western models and modes of behaviour. On the socio-political and cul-
tural setting of the post-war life in Greece, see suggestively Jane Lambiri-Dimaki,
Social Stratification in Greece 1962—1982: Eleven Essays (Athens: Sakkoulas,
1983), Nicos Mouzelis, ‘The Concept of Modernization: Its Relevance for Greece’,
Journal of Modern Greek Studies 14 (1996), vol. 11, 215-227 and Dimitris Charalam-
bis, Laura Maratou-Alipranti and Andromachi Hadjiyanni (eds.), Recent Social
Trends in Greece: 1960-2000 (Montreal: McGill-Queen’s University Press, 2004).

19" Romanou, Istoria tis Entechnis Neoellinikis Mousikis, 167—-168.
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work and attitude deeply influenced their current as well as following
generations of musicians, some others moved towards a similar frame-
work, each one with distinct personal aesthetic, ideological and socio-
political beliefs. More particularly, the so-called ‘art popular songs’ be-
gan to shape a new music genre. Its main characteristics were the inner
ambiguity — as is shown through the combination of the terms ‘art’ and
‘popular’ in its name —, the composer’s formal music education, the use
of poetic lyrics, and its massive acceptance by audiences."

This article is focused on Nikos Mamangakis, one of the most am-
biguous art-popular composers in Greece. His compositions for cinema
are also quite provocative. Mamangakis’ cooperation with Finos Film
(the major Greek film production company in the post-war era)'? and, in
contrast, his collaboration with Nikos Perakis (one of the most well-
known contemporary film directors) vividly illustrate the transformation of
film music from the so-called Old to the New Greek Cinema."* Through an
overall analysis of two of Mamangakis’ most important film scores, I hope
to reveal the transition process from a realistic modernist perspective to a
postmodern one. A second goal is critically to present the general ideologi-
cal shift in Greek socio-cultural sphere following the 1970’s change of pol-
icy. This paper underlines the perception of Greek music culture as a special
case in Western music, which however maintains its very distinct stylistic
idioms, cultural practices and ideological functions.

Nikos Mamangakis was born in Crete. He studied classical theory in
Athens and composition with electronic media in Munich. He has written
many pieces for these types of music but he has tried to maintain a rather
personal musical idiom regarding Greek folk music features, sound organi-
sation and structural methodology. Besides that, he has worked on operatic

See Kostas Mylonas, Istoria tou Ellinikou Tragoudiou [Greek Song History] (Athens:
Kedros, 1985), vol. II and Gail Holst-Warhaft, ‘Song, Self-Identity and the Neohel-
lenic’, Journal of Modern Greek Studies 15 (1997), vol. 11, 232-238.

For a detailed history of the Finos Film company, see lasonas Triantafyllidis, Tainies
gia Filima: Ena Afieroma ston Filopimena Fino ke tis Tainies tou [Films for Kissing:
A Tribute to Filopimin Finos and his Films]| (Athens: Exantas, 2000) and Stelios
Kymionis, ‘I Viomichania tou Kinimatografikou Theamatos stin Ellada: I Periptosi
tis Finos Film’ [‘Film Spectacle Industry in Greece: The Case of Finos Film’] in
Christina Agriantoni and Lida Papastefanaki (eds.), Tekmiria Viomichanikis Istorias
[Records of Industrial History] (Athens: Greek Section of the International Commit-
tee for the Conservation of the Industrial Heritage, 2002), 240-249.

For a useful discussion on the periodisation and the main characteristics of Greek
cinema, see the collective volumes, both edited by Diamantis Leventakos, Opseis tou
Neou Ellinikou Kinimatografou [Aspects of New Greek Cinema] (Athens: Centre of
Audiovisual Studies, 2002) and Xanavlepontas ton Palio Elliniko Kinimatografo
[Reviewing Old Greek Cinema] (Athens: Centre of Audiovisual Studies, 2002).
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forms as a distinct part of popular melodrama, paying special attention to the
use of voice and to song forms. He has also composed for various festivals
and concerts, as well as for television series in Greece and abroad. Maman-
gakis has always been eccentric in dealing with his double participation in
Greek music culture: the avant-garde and the mainstream.'*

1 Daskala me ta Chrysa Mallia [The Golden Haired Teacher] was re-
leased in 1969 during the first years of the military occupation in Greece. It
was produced by Finos Film under the direction of Dinos Dimopoulos.
Thematically it concerns a love story that evolves during the Greek-Alba-
nian war." It is about a young teacher who takes over a primary school in
the Greek countryside. The schoolmistress truly enjoys her profession. She
recommends a brand new pedagogical system for educating the pupils but
her attitude is opposed to that of the children’s parents. She later falls in love
with the son of the president of the village council but during their marriage
ceremony they separate from each other due to the outbreak of the war. The
soldier’s later comeback will be heartbreaking.

Perhaps the most important thing about this movie is the appearance
of two of the most popular Greek actors of this period, Aliki Vougiouk-
laki and Dimitris Papamichael.'® Although both Vougiouklaki and Papa-
michael were famous for their realistic singing in other films of the Old
Greek Cinema, this time they were led by Mamangakis beyond a pure
diegetic musical sequence (that is music as a part of the narrative sphere
of the film)."” It might be that the composer did not want the spectators
subliminally to identify the film’s music with previous scores of other
similar movies.

For a comprehensive biographical outline of the composer Nikos Mamangakis, see
Aleka Symeonidou, Lexiko Ellinon Syntheton: Viografiko, Ergografiko [The Greek
Composers’ Dictionary: Biographies, Works] (Athens: Filippos Nakas, 1995), 247—
250, Takis Kalogeropoulos, To Lexiko tis Ellinikis Mousikis: Apo ton Orfea eos Si-
mera [The Greek Music Dictionary: From Orpheus to the Present] (Athens: Giallelis,
1998), vol. III, 567-569 and George Leotsakos (work-list with Kostas Moschos),
‘Nikos Mamangakis’ in Stanley Sadie (ed.), The New Grove Dictionary of Music and
Musicians (Oxford University Press, 2001), vol. XV, 717.

Lydia Papadimitriou analyses this movie from a different perspective. According to
cinema studies — and especially ‘genre theory’— the film is considered to be a ‘female
war melodrama’. See Lydia Papadimitriou, ‘Greek War Film as Melodrama: Women,
Female Stars and the Nation as Victim’ in Yvonne Tasker (ed.), Action and Adven-
ture Cinema (London and New York: Routledge, 2004), 297-308.

For more information about the Aliki Vougiouklaki’s nationally renowned persona,
see Lydia Papadimitriou, The Greek Film Musical: A Critical and Cultural History
(London: McFarland, 2005), 123—140.

The distinction between the ‘diegetic’ and the ‘non-diegetic’ role of music in film
was first cited critically in Claudia Gorbman, Unheard Melodies: Narrative Film
Music (Bloomington: Indiana University Press, 1987), 11-30.
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1 Daskala me ta Chrysa Mallia [The Golden Haired Teacher]
(Dinos Dimopoulos, 1969)

Most of the film’s music plays a non-diegetic role — it is neither
visible on the screen nor is it implied to be present in the action— and
employs the basic stylistic and aesthetic principles of the western classi-
cal background score. Mamangakis prefers symphonic orchestration with
emphasis given primarily to strings in order to create a stable harmonic
frame but also transparent melodic lines. Secondly, he uses rhythmic
percussion to establish the beat section as well as wind instruments and
melodic percussion for the specific colouring of the music. Moreover,
the composer applies the leitmotif technique to make a distinction be-
tween the ‘good’ and the ‘bad’ characters of the film and some choral
parts for a more realistic effect.'

The presence of non-diegetic music is dominant, just like a classical
Hollywood film score. Furthermore, Mamangakis tries to merge western

'8 For the use of leitmotif in film music see Justin London, ‘Leitmotifs and Musical

Reference in Classical Film Score’ in James Buhler, Caryl Flinn and David
Neumeyer (eds.), Music and Cinema (Hanover and London: Wesleyan University
Press, 2000), 85-96, and Ronald Rodman, ‘The Popular Song as Leitmotif in 1990s
Film’ in Phil Powrie and Robynn Stilwell (eds.), Changing Tunes: The Use of Pre-
existing Music in Film (Aldershot and Burlington: Ashgate, 2006), 119-136.
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film music clichés (stinger'’ for sharpness, string pizzicato for lightness,
string tremolo for continuous agony, military band orchestration for
marching rhythms, solo flute for lyric passages, solo violin and harp for
melodramatic scenes, solo cello for erotic incidents, bass ostinato for
pending seriousness, aleatoric and atonal style for misty atmosphere)
with ethnic/national ones (folkloristic music and dance groups, art and
popular music and dance aspects mixture, traditional instruments like
santour and lute, modal melodies in five-tone scales, chimes, flute, violin
and xylophone for the Greek rural soundscape).*

The music of Nikos Mamangakis reveals a modernistic mode of fil-
mic representation, especially through the way that he musically visual-
ises the static dipoles of Greek culture of this period, such as ‘good vs.
bad’, ‘urban vs. rural’, ‘male vs. female’, ‘love vs. war’ and ‘art vs.
popular’. All these attributes aim towards an elitist and moralistic ideol-
ogy of the Greek bourgeoisie together with the militaristic and national-
istic orientation of the colonels of the military junta. The superiority of
the non-diegetic music is actually evident in this movie. It is related to
Anahid Kassabian’s distinction regarding the two categories of audience
identification with film music: the ‘assimilating’ and the ‘affiliating’.*!
During the assimilating identification, the audience perceives music as a
strictly controlled condition. See, for instance, the original background
scores that reproduce aspects of the hegemony of the post-romantic and
neoclassic Hollywood tradition. In contrast, through affiliating identifi-
cation spectators relate to the film’s music by means of an open, totally
subjective and emergent procedure. This association, which principally
involves compilation scores, supports the creation of a multiform experi-
ence and it has to do with popular songs along with various cultural pro-
jections. As it appears, Mamangakis’ music in this film functions
through the assimilating identification process.

Nikos Perakis’ Loufa kai Parallaghi [Loafing and Camouflage] was
shown in Greece in 1984, ten years after the end of the dictatorship, and
had great artistic and commercial success. The film’s soundtrack was
released two years later, in 1986. The series of the musical pieces in the

In film music theory, stinger indicates that the action has taken a surprising turn. This

is usually presented by a sforzando chord or sharply marked short gesture.

2 The application of western music conventions to Hollywood film music is reviewed

in Gorbman, Unheard Melodies, 86. For Bollywood film music, see respectively
Anna Morcom, ‘An Understanding between Bollywood and Hollywood? The Mean-
ing of Hollywood-style Music in Hindi Films’, British Journal of Ethnomusicology
10 (2001), vol. I, 63-84.

Anahid Kassabian, Hearing Film: Tracking Identifications in Contemporary Holly-
wood Film Music (London and New York: Routledge, 2001).

21
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album is not the same as in the film itself and this creates a different in-
ternal structure and the special dynamics of the film’s music.”

Loufa kai Parallaghi [Loafing and Camouflage]
(Nikos Perakis, 1984)

The film’s story starts a few days before the 21st of April of 1967,
when a group of colonels initiated military rule in Greece. It is about a
team of soldiers who face the dictatorship in the course of their military
service. The main characters, a soldier (a professional cinematographer)
as well as his associates, who all served in the army at the Greek border-
lines, are transferred to Athens to support the recently founded Armed
Forces Television. The Cinematographic Unit of the Greek Army pro-
duced propaganda films and newsreels and it was responsible for enter-
taining the troops and other charity organisations with movie screenings.
While being close to their relatives and friends, these soldiers never
stopped being subject to questioning by their senior officers for their
controversial political beliefs.

22 For a systematic examination of the ‘soundtrack’ as a political, economic and techno-

logical element in film and music industry, see Jeff Smith, The Sounds of Commerce:
Marketing Popular Film Music (New York: Columbia University Press, 1998).
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The film’s narration combines its own cinematic temporality with
other heterochronic elements. It mixes reality with fiction and socio-po-
litical events with everyday life. The narration is not limited to a detailed
approach to the exact facts but it also refers to more specific and subjec-
tive topics such as military service, family, friends and other interper-
sonal affairs, cultural and political stereotypes. This film —in connection
with its music — constitutes an utterance of irony, contradiction, ambigu-
ity and parody that emerges through the postmodern discourse of both
the director and the composer.”

In this particular case, the postmodern character of Mamangakis’
music is not only a matter of contemporary art conception, but stands out
as a political statement. In other words, the critical perspective articu-
lated by the composer should not be reduced to a stylistic expression.
Mamangakis’ and Perakis’ political discourse rests on a straightforward
critique of the representation itself. The satire and irony of postmodern
discourse do not reflect ahistorical and apolitical artistic forms, as it is
usually believed. This film transfers the concept of the construction of
the past from an all inclusive, general and absolute notion of History to a
more dialogical and reflective view of /ife-stories.

The main music theme is heard for the first time during the film’s
opening titles as a non-diegetic military march. But it is not just a usual
march. Mamangakis’ music is not conventional in this movie. He seeks
new ways to go beyond traditional impressions and interpretations: the
lack of symmetry as interference to the regular rhythmic movement; the
syncopation as destabilisation of the consistent accents; the appoggiatu-
ras and other ornaments as transformation of the flat melodic lines; the
unexpected endings and the sophisticated connections as interfusion of
the main harmonic structure.

Concerning the film’s soundtrack, the music as a whole serves a
meta-diegetic function. The form of character variations (meaning vari-
ous stylistic transformations of the main music theme) is perhaps the
most frequently used one in the film’s music. This is similar to the form
of fantasia, in which the main theme becomes the starting point for a
series of free — almost improvised — variations. The film’s main music

2 One of the functions of diegetic/realistic music in film is its power to create ironic

atmosphere in a more natural way that non-diegetic/non-realistic music does. See
Gorbman, Unheard Melodies, 23. Feminist and postmodern studies theorist Linda
Hutcheon suggests that irony, satire and parody may be critically used as a means of
historical consciousness and cultural dynamics. See Linda Hutcheon, ‘Irony, Satire,
Parody’, Poetique 46 (1981), 140-156. For an anthropological approach of postmodern
irony, see James W. Fernandez and Mary Taylor Huber (eds.), frony in Action: An-
thropology, Practice and the Moral Imagination (University of Chicago Press, 2001).
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theme appears in two groups of ‘character variations’: a) the ‘nostalgic’
variations with solo guitar instrumentation, which refer sentimentally to
the past and b) the ‘ironic’ variations with Greek popular music (bou-
zouki and folk clarinet) orchestration, which mix up the military with the
traditional (urban and rural) expression. The most interesting part of the
realistic popular songs in this film is the satirical and metaphorical com-
mentary of their lyrics, implying the Greek folk and suburban traditions
of the demotika and the rebetika songs.**

Mamangakis and Perakis also simulate the stereotyped uses of west-
ern music in films. Hence, the music of Richard Wagner (The Ride of the
Valkyries) is presented as colossal and glorious, accompanying war
documentaries and propaganda films while, on the other hand, the music
of Maurice Ravel (Boléro) is used as background in the sensual scenes of
a Greek erotic movie. In addition, the film satirises the outdated practice
of film song play-back through the composers’ intertextual self-refer-
ences. Mamangakis uses an older melodramatic song of his in other
ironic contexts, such as ‘lounge music’, ‘dining music’, ‘tragic music’ or
‘humorous music’, creating a kind of musical self-parody.”

Before closing this presentation, I would like to make some com-
ments that I think are useful and which I believe summarise Maman-
gakis’ pathway in the field of Greek film music production as well as his
position at the post-war music scene in Greece. I think that Mamangakis
succeeds in blending some of the ‘formal’ and the ‘traditional’ aspects of
Greek music culture with the ‘unofficial’ and the ‘popular’ ones. Thus,
he creates new hybrid musical forms and soundscapes, putting forth a
dialectical critique. By blending together high and popular styles, he
proves the way for the transition from modernism to postmodernism.
Mamangakis presence continues to be regarded as controversial and
vague, although personally he does not see any paradox in making music
within the art and the popular music system at the same time and allow-
ing or even seeking an osmosis between them.

The film music scholar Claudia Gorbman has suggested that ‘we
need to start listening to the cinema’s uses of music in order to read

2% For various models of textual analysis of popular music, see Richard Middleton (ed.),

Reading Pop: Approaches to Textual Analysis in Popular Music (Oxford University
Press, 2000).

For self-reflexivity and its relation with current anthropology, see Jay Ruby (ed.), 4
Crack in the Mirror: Reflexive Perspectives in Anthropology (Philadelphia, Univer-
sity of Pennsylvania Press, 1982). For intertextuality in film music, see Sue Tuohy,
‘Metropolitan Sounds: Music in Chinese Films of the 1930s’ in Yingjin Zhang (ed.),
Cinema and Urban Culture in Shanghai (1922—1943) (Stanford University Press,
1999), 200-221.
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films in a literate way’.”® My personal research concerning the practice
of film music is based upon Gorbman’s above recommendation. Using a
film’s music as a starting point, I try to explore critically the broader
context of the movie, but not relying solely on a narrow musicological
analysis. Film anthropology considers cinema to be an ethnographic
practice and as a vehicle for cultural critique, putting special emphasis
on the relationship between power and representation.”’ It is also about
how music is transformed into a lived experience for cinema spectators
through filmic narration.®® Working in the field of the anthropology of
film music, I take cinema and its music to be not simply artistic creations
but cultural performances. Moving away from the positivistic and ana-
lytical techniques of classical film theory, according to which filmic im-
ages are seen as motionless and soundless pictures, I focus on films as
juxtapositions of textual (i.e. audiovisual) and dialogical (i.e. critically
reflexive) discourses.

Hux Ilynaxuc

‘TIOCT’ V ‘MOJEPHOM’: TPUKA ®UJIMCKA MVY3UKA
N TEJIO HUKOCA MAMAHI'AKHMCA
(Pesume)

Crynuja je nmocBehena Hukocy Mamanrakucy, jelHUM O] HajCIIOMKESHUJUX
KOMITO3MTOpa YMETHUYKO-TIONyapHe My3uke y I'pukoj. Hberosa dunmcka my-
3MKa YIIpaBo je NMpOBOKaTHBHA. MaMaHrakucoBa capaama ¢ GpuiMckoM Kyhom
»@nHOC* (BomehoM rpykoM (QHIMCKOM NPOIYLEHTCKOM KOMIIAaHHjOM IIOCiIe
Jlpyror cBeTckor para), U Berosa capaiama ¢ Hukocom Ilepakrcom (jenHuM on
HAjTIO3HATHJUX CaBpPEeMEHNX (DMIMCKHX PeIuTelha), )KUBO HIIYCTPYjy Mpeodpa-
’Kaj (GUIMCKe My3HKe O] T3B. CTapoOT J0 HOBOT TpUkor ¢guiama. Kpo3 oOyxBaTHy
aHanmM3y ABejy MaMaHTaKMCOBUX Haj3HAYAjHUjUX (UIMCKUX IMAPTUTYpa KEIHM

26 Gorbman, Unheard Melodies, 2.

27 See Michael M. J. Fischer, ‘Film as Ethnography and Cultural Critique in the Late
Twentieth Century’ in Diane Carson and Lester D. Friedman (eds.), Shared Differ-
ences: Multicultural Media and Practical Pedagogy (Urbana and Chicago: Univer-
sity of Illinois Press, 1995), 29-56, and Steven Caton, Lawrence of Arabia: A Film’s
Anthropology (Berkeley, Los Angeles and London: University of California Press,
1999).

Following the work of the phenomenologist Maurice Merleau-Ponty, postmodern
film theorist Vivian Sobchack looks on cinema as ‘an expression of experience by
experience’. See Vivian Sobchack, The Address of the Eye: A Phenomenology of
Film Experience (Princeton University Press, 1992), 3. For film music as cinematic
experience, see Russell Lack, Twenty Four Frames Under: A Buried History of Film
Music (London: Quartet Books, 1997), 63—68.
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Jla OTIMIIEM IIPOIeC MPOMEHE OJ] PEATUCTHUKE MOJEPHUCTHYKE MEPCIEKTHRE 10
MOCTMOJIEpHUCTHYKE. J[pyri IMJb jecTe KPUTHYKO MPECTaBIbambe OMIITE HIEO-
JIOIIKE TIPOMEHE Y TPYKOM JIPYIITBY U KYJITYpH, Iparehn MoJUTHYKE IpOMEHE
n3 cejaMJeceTuX roguHa. Mucnmm n1a je MaMaHrakuc ycreo y oBe3HBamby He-
KHX ,,3BaHUYHHX" U ,,TPAIUIIMOHAIHUX * BUJIOBA TPUKE MYy3HUKE KYJITYype C ,,He-
3BaHMYHAMA W ,JIomyjiapHuMa™. Tako OH cTBapa HOBE XHOPHIHE MYy3WYKE
dopme u 3ByUHE Tej3axke. Memajyhu BUCOKe U TOITyJIapHE CTHJIOBE, OH ITIOKa3y-
je yT IpoMeHe O MOAEPHU3Ma JI0 IIOCTMOAEPHU3MA.

OBaj pajx Hamiamasa HEpUENIMjy TpuKe My3WUKe KyJIType Kao 1moceOHOr
cllydaja 3amajgHe Mys3uke. Hamme, rpuka My3uKka HOCedyje CBOje BeoMa [IH-
CTHHKTUBHE CTUIICKEC HANOME, KyATypHE IpaKkce ¥ HIAeoJomKe GpyHKuuje. Moja
METOZOJIOTHja HUje OrpaHuYeHa Ha aHAJIM3y cajapaja (pHIMOBa HATH HAa YHCTO
(YHKIHMOHAIUCTUYKY CTYAHjY My3HKe Y THM (HIMOBHMA; OHA CTaBJba HATIACAK
Ha KOHTEKCT KOju OOJIMKyje (UIMCKe 3By4YHE Mej3axke. JpyruMm pednma, ja ce
6aBuM QUIMOM M (HUIMCKOM MY3HKOM, HE KaO alCOJXYTHHM YMETHHYKHM Jie-
soM, Beh kao ,,orBopeHnM™ TekctoMm. OcuM TOra, ja UM mocMarpam Kao Me-
CTO HEKOJIMKHX perpe3eHTalnuja 1 nocpeaoBama. Hacrojum ia npukaxem myre-
Be KojuMa (pUIMCKAa My3HKa JOMPUHOCH OOJIMKOBAKY U H3TPAlIbU PA3InIUTHX
JMYHHUX CKIOHOCTH M KYJITYpPHUX KOoH(ppoHTanuja, Harnamasajyhu nepdopma-
TUBHOCT (DMIIMCKE My3HUKe TpaKce U UCIUTYjyhn puIMcke ayJoBU3yallHe pe-
npe3eHTanyje. Y TaKBOM, €THOMY3HMKOJIOLIKO-aHTPOIIOJIOMIKOM IPUCTYITY (HIIM-
CKOj MY3HIH, KPUTUYKHU Cy UCITUTAHU U OLCHCHHU II0JMOBH Kao LITO CY €THUYKU
UJICHTHTET, KYJITYpHa IOJUTHKA, MEhyKyNTYpHH YTHUIAjH H COLHO-KYITypHA
TpaH3HIIH]ja.

(ITpeBon ¢ enrieckor: Anexkcanmap Bacuh)

UDC 78.071.1 Mamangakis Nikos
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Melita Milin

FROM COMMUNISM TO CAPITALISM VIA
THE WARS. THE LANDSCAPE OF SERBIAN
MUSIC 1985-2005"

Abstract: Two related processes were taking place in ex-Yugoslavia during
the chosen period: 1) The transition from communism to capitalism, and 2)
unsuccessful dealing with the political/economical crisis that led to the wars in
the 1990s, both followed by the necessity to face the outcome and establish new
identities. Although those eventful and tragic two decades have deeply shaken
Serbian society, the art music production has not mirrored them in ways that might
have been expected. Whereas pacifistic and oppositional political ideas were
openly voiced in the public life, the majority of composers wished to distance
themselves from explicit engagement in their works. That was probably due to the
mistrust that art music, whose influence has always been very limited in the
country, could make a strong impact on the political events.

Key-words: Serbian art music, music and war, music and politics, transition in
Serbia

Like all wars, those that accompanied the disintegration of Yugosla-
via during the last decade of the twentieth century have left deep scars on
all social levels of the people involved. The armed conflicts that came as
a result of a decade-long, steadily increasing, economic and inter-ethnic
crisis in that most liberal of all communist countries, began only a year
or two after the fall of the Berlin Wall and the successful overturning of
East-European communist regimes. All six republics of Yugoslavia had
had their first multi-party elections in 1990, which did nothing to prevent
the escalation of the tragic and fateful events that followed. So, instead
of conducting a peaceful transition to the world of democracy and capi-
talism, there was a long nightmare, different in duration and intensity in
different parts of the disintegrating country. For the Serbian people it
started in June 1991 and it has had several phases: the conflicts in Bosnia
and Krajina in Croatia were ended in Dayton in 1995; the 78-day-long
bombardment of Serbia by the NATO forces finished in June 1999; Slo-
bodan Milosevi¢ stepped down from the the position of president fol-
lowing the results of the elections in October 2000; the Serbian province
Kosovo proclaimed independence in February 2008.

OBaj paj je pe3yntar npojekra Mysuxa Ha packpuihy — cpncku, 6aIKaHcKu u egpon-
cku oxeupu, 6p. 147033, dpunancupasor ox ctpane MUHHCTapCcTBa 32 HAYKY M TeX-
HOJIOWIKH pa3Boj Peny6iuke Cpouje.
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The purpose of the present paper is to investigate reflections of
those dramatic historical events in the sphere of the work of composers;
namely, to identify possible deviations from developments that could
have been expected to happen in normal circumstances.

It should be stressed at the very beginning that, except for several
months in 1998 and 1999 in the autonomous province of Kosovo (when
the Serbian/Yugoslav Army fought against separatist Albanian para-
military forces) the territory of Serbia was spared armed conflict, but had
the moral obligation to accept several hundred thousand Serbian refugees
from Croatia and Bosnia-Hercegovina where the war had lasted one and
three years respectively. Everyday life was stressful and the future un-
foreseeable, cultural sanctions imposed by international organizations
were effective for several years, but all institutions functioned, although
with great difficulties, so that at least an appearence of normal life was
preserved.

In the years preceding the outbreak of the war (1991) Serbian music
produced a number of outstanding works and the overall view of the pe-
riod was that of rich diversity. After the first confrontations with Post-
modernism in music around 1980, different aspects of that idea began to
gain ever more space in the works of Serbian composers. The new mu-
sic, mainly that of the youngest composers, assimilated impulses from
the spheres of jazz and rock music, which influenced the creation of
works with elements of repetition and minimalism. Some of the finest
examples of serious engagement with postmodernist re-evaluations of
traditional form and tonality can be found in the works of Zoran Eri¢
(b.1950), especially in his Talea Konzertstiick for violin and orchestra
(1989). It could be said that Eri¢’s music occupied centre stage in Ser-
bian musical landscape. Quite a large group of composers were posi-
tioned in the broad area open to novel interpretations of the twentieth-
century musical legacy, such as Dusan Radi¢ (b.1929), Dejan Despic¢
(b.1930), Rajko Maksimovi¢ (b.1935), Milan Mihajlovi¢ (b.1945),
Vlastimir Trajkovi¢ (b.1947), Ivan Jevti¢ (b.1947) and Vuk Kulenovié
(b. 1946). Two composers were most inclined to introduce new technol-
ogy into their works: Vladan Radovanovi¢ (b.1932), the most consistent
of the avant-gardists who composed mainly electro-acoustic music, but
did not neglect radiophonic works or the metamusical sphere; then,
Srdjan Hofman (b.1944) who explored the possibilities of electro-acous-
tic music in modernist and postmodernist approaches.

A special place in Serbian music of the 1980s, as well as of whole
twentieth century, was occupied by Ljubica Mari¢ (1909-2003) who had
returned to composing after a longish break. During the 1980s she cre-
ated several chamber works that draw inspiration from the same ancient
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sources (Serbian church and folk music) as her previous works, creating
the same modernistically intense and compressed expression: Chants
Out of Darkness, recitative cantata for voice and piano (1984), Monody
of the Octoechos for solo cello (1984), and Asymptote for violin and
string orchestra (1986). During that same decade the number of women
composers, already relatively high, continued to rise. New generations of
women were certainly encouraged by the success of Ljubica Marié.'
Among her most creative successors was Ivana Stefanovi¢ (b.1948), who
provided evidence of this when still a young composer with Whither with
the Bird on the Palm, for percussion and tape, made at Ircam in Paris,
1980. Another female composer whose talent was quickly recognised
was Katarina Miljkovi¢ (b.1959). She created a subtle atmosphere, mix-
ing sound and noise in her minimalist and repetitive works (E silentio for
voice, prepared piano, strings and tape, 1987).

The jubilees of two important Serbian historical events, six hundred
years since the Battle of Kosovo (1389) and three hundred years since
the Great migration of Serbs from their lands occupied by the Turks to
the Austrian empire (1690) inspired several composers to contribute to
the celebrations. Here will be mentioned three of the works that were
composed in a rather traditional vein but whose significance was not just
occasional: The Passion of St. Prince Lasarus for chorus and orchestra
(1989) by Rajko Maksimovié, Legacy of Kosovo for chorus and
orchestra (1989) by Ivan Jevti¢, Psalm (no. 137) for choir by Dejan Des-
pi¢ (1990), And there came no succour for ancient instruments and choir
(1989) and Psalm for soloist and choir (1990) by Ivana Stefanovié. It is
questionable if those and similar works should be observed as national-
istic, as has been done sometimes. The choice of texts for those works
shows a revived interest for national history and cultural heritage, which
was to be expected in the threatening socio-political climate of the late
1980s. The works themselves usually possessed quite discreet ingredi-
ents of folk and church music. As to their authors, their behaviour in the
following dramatic period proved that their political attitudes were as a
rule non-nationalistic.

For the first time after 1945 new church music was composed,
which could be linked to better relations between the State and the Ser-
bian Orthodox Church in those years of the intensification of nationalis-
tic feelings in all parts of Yugoslavia. Only a handful of composers
showed interest for that genre (among them Svetislav Bozi¢, b.1954,
Aleksandar Vuji¢, b.1945, Dimitrije Golemovi¢, b.1954) and this stayed

' Among those who deserve mentioning are: Mirjana Zivkovic (b.1935), Svetlana

Maksimovi¢ (b.1948) and Vera Milankovi¢ (b.1953).
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so throughout the next decade, the 1990s. In their works for choir a cap-
pella, those composers followed quite strictly the compositional tech-
nique of Stevan Mokranjac, the great Serbian composer who had lived a
century before. Their conservative approach together with official recog-
nition and awards, provoked a lot of criticism from their colleagues who
found their music too functionalised and responsive to the needs of the
times.

In those same years a group of very young, talented composers,
some of them still students, made their appearance on the Serbian art
music scene. They called themselves auto-ironically ‘The Magnificent
Seven’ and organised their first concert in 1988. Their members were:
Vladimir Jovanovi¢ (b.1956), Srdjan Ja¢imovi¢ (1960-2006), Ognjen
Bogdanovi¢ (b.1965), Natasa Bogojevi¢ (b.1966), Igor Gostuski (b.1966),
Isidora Zebeljan (b.1967), and Ana Mihajlovi¢ (b.1968). They were
ambitious and impatient to get recognition for their works, into which
they introduced elements of popular music. Among their first works to
gain attention was Natasa Bogojevi¢’s Different Forms of Sounding of
the Rose and Cross for piano, prepared piano and harpsichord (1989).
Preoccupied by their world of music, these young composers hardly
noticed that their country was nearing some big events — not only the
end of the communist era, but also the break-out of secessionist wars that
would change dramatically the map of their country and the fate of
millions of people.

It is understandable why consideration of Serbian music of the last
decade of the twentieth century usually invites questions about scars left
on it by wars and other turbulant events in the country. Conditions for
creative work—Tlike life itself—were almost unbearable. Apart from the
war itself, sanctions imposed by international organisations in the field
of cultural exchange threatened any dedication to composition. There
were anti-war protests by composers and other musicians, but they could
not, of course, influence the tragic events. A protest was organized in
June 1992 when around fifty composers knelt in a central Belgrade park,
symbolically asking the president MiloSevi¢ to step down from power. A
number of composers also signed a protest against war and cultural
sanctions during the 1st International Festival of Contemporary Music
(Tribina, Novi Sad / Sremski Karlovci, May 1992). A few middle-aged
composers emigrated to the United States of America, Canada or West-
ern Europe (Vuk Kulenovi¢, Svetlana Maksimovic), but most emigrants
belonged to younger generations (Katarina Miljkovi¢, Ognjen Bogdanovic,
Natasa Bogojevi¢, Ana Mihajlovi¢, Igor Gostuski, Milica Paranosic).

There is no doubt that the several-year-long pressure of the threat of
war and the war operations in neighbouring territories had negative in-
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fluences on the everyday life of the whole population of Serbia, including
composers and musicians, but it is difficult to pinpoint specific effects of
those circumstances on the work of composers. The shock produced by the
actual beginning of the war at the end of June 1991 had certainly annihilated
the wish of composers to work, but little by little, they recovered and started
composing again. The second half of 1991 must have been marked by very
low quantity of new works, but that cannot be proved, as statistical data are
not available. As to the main features of the works composed during the
whole last decade of the century, they essentially stayed the same as they
were before the tragic events began. The great majority of the new music
could not be linked in any way to the surrounding catastrophy. On the
programmes of the single annual festival of contemporary music (7ribina,
Novi Sad / Belgrade) at which only most recent works were performed, the
majority of works focused on the ‘purely musical’ or subjects other than
political, such as Ozone of Homeland by Dejan Despi¢, on the lyric poems
of Desanka Maksimovi¢ (1991), Music for piano and strings (1991) by
Aleksandar Obradovi¢, Concerto for Viola and Orchestra (1992) by
Vlastimir Trajkovi¢, Musica concertante for piano, strings and electronics
(1992) by Srdjan Hofman, Sonority of Twittering Machine (1993) for horn
and strings, inspired by Paul Klee’s paintings, by Natasa Bogojevi¢, Prélude
a Uavant-midi d'un faune for flute and strings (1994) by Rajko
Maksimovi¢,” etc. Vladan Radovanovié¢ mainly continued his works in the
domain of multimedia, which he defined more precisely as ‘synthesic’,
stressing that in those works all media should be of equal importance and at
the same time mutually dependant. A characteristic example of that can be
seen in Constellations (1997), a complex work for mixed electronics, in
which three components belonging to different media are active: sound,
visual and kinetic.

On the other hand, there were composers who felt the need to ex-
press their feelings about the whole situation, usually very discreetly in
verbal comments to their works. For her Clinical Quartet (1991) the
young composer Svetlana Kresi¢ was inspired by a poem in which the
author Bozidar Milidragovi¢ alluded to the tragic inter-ethnic conflict
that was happening at the time. Vojin Komadina (1933-1997), a refugee
from Bosnia, composed Sad Songs for voice and piano (1992) on the
poems by Dusan Trifunovi¢, another refugee from Bosnia. Still a student
at that time, Jovana Stefanovi¢ composed The City of Mirrors for two

Maksimovi¢’s words on the piece are characteristic:‘This work was composed during
one of the darkest times we have ever had. I tried to reach in it the spheres of pure
beauty, without any drama [...]". Quoted from the programme booklet of the concert
given by the Symphonic Orchestra and Choir of Radio Television Belgrade, on 10
February 2008.

95



My3ukoinoruja 8 —2008 Musicology

pianos (1993), giving a clue to its meaning in a comment published in
the concert programme: ‘The City of Mirrors refers to the city inhabited
by the tribe of Aureliano Babilonia from Marquez’ novel [Hundred
Years of Solitude]. The men of the city are seized by the madness of
making war, while the women fight against destruction (...)’.> There are
also works whose titles could indicate a reference to the political circum-
stances (although it is difficult to be sure about it), such as Vlastimir
Trajkovi¢’s Sonata for violin and piano D major whose movements bear
the titles: 1. Repressing irrepressible panic, 2. Calm by force, but in vain
anyway, 3. Irascibly, without end.* When asked if he had ever wished to
introduce any political message into his works, another composer, Zoran
Eri¢ replied that perhaps that could be said of his work I have not spoken
(1995), but that its inner musical raison d’étre was most important.’
Commenting on the fact that that piece was a part of the cycle /mages of
Chaos, 1-1V, 1990-95, Eri¢ stated that ‘chaos’ could be related both to
chaos theory, so popular among intellectuals in the two last decades of
the twentieth century, and to the situation in the country — the isolation,
helplessness, agression in everyday communication, the rise in crime etc.

Much more direct was Ivana Stefanovi¢’s message in Lacrimosa for
tape (1993). She composed a moving work constructed with quotations
from ‘lacrimosae’ by Mozart, Pergolesi, Verdi, Britten, Penderecki, and
also fragments from the ‘opelos’ (requiems) of Mokranjac and Hristic.
By using radiophonic techniques these quotations were treated as musical
material and intertwined with recordings of sounds from the streets of
Sarajevo and Belgrade on the eve of the war and later. One should also
note A Nocturne of Belgrade Spring 1999 (1999-2000) for chamber en-
semble, live electronics and audio tape by Srdjan Hofman. The composer
used his own recording of the nocturnal sounds of May 1999, when
bombs were falling on Belgrade and whole Serbia. Contrary to expecta-
tions, the tape recorded ‘silence and sounds of a suburban night’®. The
composed music of the work is built out of six rhythmic-intervallic mod-
els which result from ‘a game with friends’ and acquaintances’ phone
numbers’.” In VrisKrik.exe (ScreamingCry.exe), 1999, for live electron-
ics and orchestra by the young Jasna Velickovi¢ (b.1974), the omnipres-
ent anguish was expressed by the author’s manipulations with recordings
of her own suffocating and crying.

> Bulletin no. 2 of Tribina 1994.

*  Bulletin of Tribina 1992.

Eri¢ was interviewed by the author of this paper in May 2006.

¢ Author’s comment in the bulletin no. 1 of the IX Tribina, 2000.
T Ibid.
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Dejan Despi¢ reacted to the brutal events in two ways. He succes-
sively composed works such as Dies irae for oboe, violin, viola, cello
and piano (1992), with musically transposed symbols of death and hate,
and works that ignored such a reality (Concerto sereno for piano and
orchestra, 1993). Despi¢ expressed his views on composers’ attitudes
towards the tragic events and massive suffering in the following way: ‘It
is one of the virtues of music, and at the same time one of the privilegies
of composers in relation to writers, poets and painters, that its language
is not explicit, thus it has plural meanings and possible messages. There-
fore, the mark of the times that it possesses, is sometimes clearly visible
or faintly seen, while at other times it is hidden. A piece of music can be
clear and direct response of a composer to concrete events, situations or
challenges. Such engaged art is, however, always threatened by dangers
to which not only street singers of newly composed patriotic songs
succumb. A necessary process and indispensable measure of sublimation
make so that in fact sometimes more engaged is a work that does not
appear to be such [...] The cathartic effect is the best possible engage-
ment! It can be realised in two quite different ways. One is more direct:
by empathy and identification with sufficiently clear ideas expressed in
music, primarily on the basis of their texts, be it programmes or titles.
The other one acts by the power of contrasts, thus in an indirect way —
not necessarily producing a weaker effect![...] In that way the listener is
taken to his own shelter in some other, lovelier and gentler world, in rec-
reating some past lights, or visions of some future ones.”®

Most of the composers who emigrated to Western countries have
maintained good relations and contacts with fellow-composers who
stayed in Serbia. The case of Vuk Kulenovi¢ (b.1946) is a little different
and deserves a short comment. He was born in Sarajevo, studied in
Ljubljana and Belgrade, where he stayed from the late 1970s. While in
Belgrade his work was very much admired. In 1993 he obtained a Ful-
bright scholarship and afterwards stayed in the USA. He was initiator of
the anti-MiloSevi¢ protest of ‘kneeling’ in June 1992. When listening to
his Boogie for piano and orchestra (1992), the Belgrade public recog-
nised its ecstatic mood and explosive repetitive rhythmic energy as ‘mu-
sic of despair’.’ Asked one year later if he still reacted to the catastrophic
events in the same way, he answered: ‘I believe that Boogie would be the
same, no matter the circumstances. I think that people liked the music in
the first place...”.'" As emigrant Kulenovi¢ has broken all ties with Ser-

Dejan Despi¢, ‘Pecat (ne)vremena’, Muzicki talas 1 (1994), 1-2.
°  Zorica Premate, ‘Blistavi feti§ o¢ajanja’, Novi Zvuk 2 (1993), 119—128.
19" Bulletin no. 2 of Tribina 1993.
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bia. It is interesting that in the latest edition of the New Grove’s Diction-
ary (2001) the entry about him presents him as a Yugoslav composer,
whereas all other ex-Yugoslav composers had to have their new national
identity or citizenship stated. On the Internet information about his ca-
reer displays some minor, but significant changes as regards his past.
One can read there that he was forced to flee the country (which was not
the case), the new title of Boogie is War Boogie, etc. It is quite possible
that the composer is not to be blamed for those changes, but that it is his
manager who, like all managers, has his own views on commercial effects.

The years since 2000, when the post-MiloSevi¢ era began (itself
marked by difficulties in overcoming the heavy consequences of the
1990s), have not shown any significant changes in the Serbian musical
landscape. It is impossible to designate any work composed in this pe-
riod that would have even slight allusions to the terrible past decade.
There are good signs that Serbian composers, especially the younger
ones, are building good ties with the international circles for new music.
The premiere of the chamber opera Zora D. by Isidora Zebeljan in Am-
sterdam in 2005 and its subsequent performances in different European
cities, including Belgrade, range among the most outstanding successes
of Serbian music ever.

Outside the ambit of this paper has been Serbian popular music,
dominated by the so-called ‘newly composed folk music’, which con-
trary to art music, did respond, and usually very promptly, to the events
on the social and political scene. There are already many studies of that
sphere, of its nationalistic excesses, bad taste, and media manipulation,
in the times already behind us, so that anybody interested can find
enough information. The position of composers of art music was differ-
ent, as we have seen.

Although the eventful and tragic two decades 1985-2005 have
deeply shaken Serbian society, art music production has not mirrored
them in ways that might have been expected. Whereas pacifist and op-
positional political ideas were openly voiced in public life, the majority
of composers wished to distance themselves from explicit political en-
gagement in their works. That was probably due, at least partly, to their
doubts concerning their ability to be up to the task and escape propagan-
distic effects. Most of them must have also been sceptical that art music,
whose influence has always been very limited in the country, could make
a stronger impact on the political events. The anguish and desillusions of the
war times were thus most often expressed in indirect and subtle ways.
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Menuma Munun

N3 KOMYHU3MA VY KATIUTAJIM3AM ITPEKO PATOBA.
IMEJ3AXK CPIICKE MVY3UKE 1985-2005
(Pesume)

Llwb oBor pana je a UCTpaXu AEIOBame JApaMaTHYHUX 30MBama U3 M0-
cnenmwe aeneHuje XX Beka Ha Ty OuBiie JyrocnaBuje Ha CTBapajaliTBO Y
obnactu ymeTHuuke mysuke y Cpouju. Jla Ou ce mobOwia pesbedHHUja civKa, y
pasMarpame Cy yKJbydeHe U FOIMHE KOje CY MPETXOANIIe KPU3HUM JIeBEICCETHM
U OHE Koje Cy ycieaue 3a ibuMa. VICTakHyTo je 1a je cpIcka My3HuKa CleHa Y
TOJMHAaMa TIpeJ paT Ouiia HeoOMYHO Oorata M pa3HOBpPCHA M Yy OJMCKO] KOMYHH-
KallMju ca MeljyHapoJAHUM TOKOBHMA. PaTHe roanHe IOHee Cy MHOTE TpayMe,
YKIbYUyjyhH MONMATHYKY W KYyATYPHY HU30JIAIH]Y 3€MJbEe — aMOHjeHT Kpajibe He-
MIOBOJbAH 3a CTBAPATAYKU paj. Y HOINIEAY CTHICKUX KapaKTepHCTHKA KOMIIO3H-
TOPCKOT CTBapama, HHje JOIUIO 0 HEKNX 3HA4YajHHjUX MpoMeHa. Bemmka Behu-
Ha HOBHX JIeJla HHje C€ MOTJIa IOBECTH y Be3y ca KaTracTpodalHiM aorahajuma,
Beh je Omia ycmepeHa Ka ,,YMCTO My3HYKO] cepu” W Temama BaH IMOJUTHKE
(O30n 3asuuaja 1. Jlectinha, Konyepm 3a euony u opxecmap B. Tpajkopuha,
Caszeexcha B. Pamosanosuha). buio je, Mmehytum, 1 KOMIIO3uTOpa KOju Cy Oce-
hanu notpeOy aa u3pase CBOje I0KUBIbAje aKTYEIHE CUTYAIlHje, a TO Cy OOUYHO
YHHWIN AUCKPETHO, Y HACIOBMMA H/WITH BepOATHUM KOMEHTapHMa CBOjUX JeNa
(Cnuxe xaoca 3. Epuha, Ipao oereoana Jopane Credanosuh). JupextHuje ox
IpYTHX y TOM morieny je paguodoHcko neno Lacrimosa VBane Credanosuh y
KOMe cy KOpHIINieHH OJJIOMIM MTO3HATUX PeKBHjeMa M omneia. Hexn koMnosuro-
pH Cy pearoBaid JBOjako, HAN3MEHUYHO CTBapajyhu gena koja cy Omia ycpen-
cpeheHa Ha TeMe cTpaxa M CMPTH U OHa y KOjuMa je OpyTalHa peasHOCT UTHO-
pucana (. Jecnimh). Y meproay Koju je ycieamo mocje KpU3HUX JIEBEIeCETHX
HUj€ HapyIIeH J0Taja yCIOCTaBJbeHH JIMK CPIICKE CaBpeMEHe My3HKe.

Moskza pasiore 3a CTBapanadko IUCTAaHIUPAmke O] aKTyelHHX norahaja u3
JICBE/ICCETHX TOIMHA KOJI IIPETEIKHOT JIela CPIICKUX KOMITO3UTOpa Tpeda TpaKu-
TH y BUXOBOM CTPaxy O HPONAaraHIUCTHYKHX U IUIaKaTHHUX pesynrara. Ocum
TOTa, BEPOBATHO Cy OMIM CKENTHYHH y TOTJIEAY CHare yTHIaja Kojy om ymer-
HMYKa My3HKa MOIJIa 1a IMa y IaTUM OKOJIHOCTHMA.

VY pany Huje mocBeheHa maXkmba CPIICKO] ITIOIYJIAPHO] MY3HILHM Koja je, 3a
pasJHKy 0]l yMEeTHHYKE, pearoBaia, ¥ To Bpjio 0p30, Ha foraljaje Ha IPYIITBEHO]
U MOJHUTHYKOj clieHd. O TOj TEMH je, YOCTalloM, IOCTa MHCAHO M KOJ Hac U y
MHOCTPAHCTBY.

UDC 316.423:78.038.6](497.11)»1985/2005»
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Becna Ileno

3AJEJJHUYKE JIECTBUYHE
OCOBEHOCTH HOBUJE I'PYKE U CPIICKE
IPKBEHO-ITIOJAYKE TPAJUIIAJE’

Ancmpaxkm: Y 11by YCTaHOBJbAaBaba KapaKTEPUCTHKA JIECTBUYHOT CHCTEMA
CPIICKOT IIPKBEHOT T10jarba Y pajy je CIpoBe/IeHa YIIOpeaAHa aHaIN3a TOHCKHX
HM30Ba Ie€caMa 0CMO2IACHUKA, Y HEYMCKOM 3anucy JoBaHa IIpoTomncanra u 'y
HOoTHOM 3amucy CreBana Mokpamna. Llyub cTyauje je 1a mokaxe 3ajeTHHIKe
CJIEMEHTE y TOHAJIHOM YCTPOjCTBY HalleBa, OJHOCHO IJIacoBa ocMoriacja y
JBEMa, M [0 MHOTUM JPYTUM MY3HYKUM [apaMeTPHMa, CPOJHUM IOjauyKUM
TpaguiujaMa. HajBuiue mogy1apHOCTH yOU€He Cy y T3B. AUjaTOHCKUM IJIAcO-
BUMa (IIpPBOM, NETOM — IIPBOM IularajiHoM, Ttpehem m cegmom — Bapucy,
OCMOM — YETBPTOM IUIArajJHOM) U TO Y CBMM HalleBMMa KOjH yJjla3e y HHXOB
cacTaB, Kao U 'y l'lee)II/IHI/lM HaleBuMa MomyT CTUXHUPAPCKOT YETBPTOI' U 1€~
CTOT, OJTHOCHO JIPYTor IuIaraiHor. Mlako Ha BU3YeNTHOM IUIaHYy, Y YIIOPEIHOM
NPYKa3y TOHCKUX HHM30BA, TIPE CBEra Y UPMOJIOLIKUM HaleBUMa, IPYror, 4e-
TBPTOT U IIECTOT Illaca HeMa CJIMYHOCTH, YKOJIMKO CE allCTpaxyjy 3a0eieKeHu
Ipea3Hald y CPICKO]j BEP3UjU OCMO2NACHUKA M YKOIUKO CE MOMEHYTE IecMe
TIeBajy ca NPUPOJHUM MHTEpBAaINMAa JICCTBULA OJroBapajyhux rpukux XMMHH,
OHa I0CTaje BUIIE HEro OYHUIJIeHa. Y TOHCKUM HM30BHMa OBUX MeEJIO/Mja Ha-
Ja3¥ ce yMameHa, He HU MaJjla, He HU BEJUKa Teplia, Kojy ¢y MoKpamlly neBa-
au nojun kpajem XIX Beka, a Koja HajBepOBaTHHjE OATOBapa TEPLH M3 MEKE
XpOMATCKe JISCTBHULE THUIIMYHE 34 1aTe I1acoBe.

Kuwyune peuu: 1pxBeHo nojame, NeCTBUIA, IJIAC, HANIEB, aHACTACUMATaPHUOH,
OCMOTJIACHHK, TPYKO, CPIICKO, HHTEPBAJ, HEYMCKO MHCMO, JHHHjCKa HOTAIIU-
ja, Mesoujcku obpasail.

Hone ynyhenuju mo3HaBamnam rpuke U cprcke OorociayxOeHe mpak-
ce MOJKE C MMPaBOM KOHCTAaTOBATH JIa Cy jeHOTJIACHE M0jadyKe TPaJHIrje
y OBHM MOMECHUM IIpKBama y onpeljeHUM cerMeHTHMa CIIMYHe U Melhy-
COOHO MOBe3aHe, a OMeT, Y U3BECHO] MEPH Pa3lIMuuTe U jeJHa O Apyre
ynasbeHe. CTeneH MoIyJapHOCTH y YTHCKY KOjH Ha CIyIIaola OCTaBJba
3BYYHH PE3YJITAT IPUKE U CPIICKE NMEBHHUIIE TOCIIENIIA j€ YUTABOT CKYIIa
MEJIOJIUjCKHUX eIeMeHaTa KOjH KapaKTepHIy CHUCTEM OCaM IJIacoBa y KO-
juMa cy pacriopeheHn HaneBH IPKBEHOT Tojama. [lopen Hy)KHO apyradujux
PUTMHYKO-METPUYKHAX OCOOCHOCTH MEJNOJMja KOje MPOM3iia3e U3 pasiniu-
THX je3UKa IeBaHe XUMHOrpaduje, IBa Cy KbydHa apaMeTpa oJ1 KOjux ce y
YIIOPEHO] aHAJIM3HU JIATHX MOjauKuX Tpaaunuja Mopa nohu. IIpsu u 3Ha4aj-

OBaj paj je pe3ynrar npojekra Mysuxa na packpuihy — cpncku, 6arKaHcKu u egpon-
cku oxgupu, 6p. 147033, dpunancupasor ox ctpane MUHHCTapCcTBa 32 HAYKY M TeX-
HOJIOWKH pa3Boj Peny6iuke Cpouje.
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HUjU, Ha KoMe hy ce OBOM MPUIIMKOM 3aJpXKaTH, THYE C€ JIECTBUYHOT
YCTpOjCTBa HaMeBa, 0K Ce APYTU THYE M3IJIe/a U paciopena MEJIOANjCKHUX
o6pasaria yHyTap IbHX, Tj. MUKPOCTPYKTYpPE LPKBEHIX XUMHH. '

,»HOBH MeTol My3uKe™ Koju cy modeTkoM XIX Beka ocMHCIWIA Uy
MpaKkch ca CBOJHM YyYEHHIIMA CIIPOBENia TPOjUIla KOHCTAHTHHOTIOJHCKUX
yuHTelba Mojama, XpUucaHt, XypMmysuje u ['puropuje, Huje ce THIao Impe-
BacXOJHO PEeBU3Mj€ KaCHOBM3aHTHjCKe HEyMCKe HoTauuje. Ped je o mpBoM
TEMEJHHOM ITOKYIIIAjy JIa C€ Y BEeKOBUMA JIYT0j MICTOPHjH TI0jauKe YMETHOCTH
Je(hUHUIIE BEeH TEOPHjCKH CUCTEM M TO Y CBUM BKHUM €JIEMEHTHMA.

ITocebHa maxma mocBeheHa je TOHCKO] OpraHmM3aldju IIacoBa OCMO-
riacja. Y 7iBa CBOjeBpPCHA TPAaKTaTa, Y Y600y y meopujy u npaxcy ypkeexe
My3uKe,” Wl 3aTHM y 3HATHO TIPOIIUPEHOM H3/arby MO3HATHjeM Kao Benuxu
meopemukon My3uKe,” TCTBHYHH WIH, TIPSIH3HHUjE PEYEHO, MOJIATHH CH-
CTeM BU3AHTH]CKE MY3HUKE je MOCTaB/beH Ha PAIOHAIIHE OCHOBE.

AKO je y BU3aHTH]CKUM IallaukaMa ¥ TCOPHjCKUM Hamucuma u Ou-
JI0 Ha3HAKe Jia Cy My3WU4apu OCMOTJIACje TIepIeTOBall MPEeBACXOAHO Kao
ypeheHu pemocie TOHCKHX HU30Ba, TpeMaa 0 TOMe 10 Beauxoe meope-
MUKOHA HUKO HUj€ eKCIUTUIIMTHO TOBOPHO, TO j€ TMOCBE U3BECHO TOKa3a-
na pedopma ¢ noderka XIX Beka. Y3 craHaapaAn30Bamke¢ BUCHHA OCHOB-

Tpeba uMatu y BHIy JAa je OpraHu3anija MeNOJMjCKOI MaTepujaja y HareBHMa
YMHOTOME TIOBE3aHa ca 0AroBapajyhuM JIeCTBUYHUM O0coOeHOCTHMA TacoBa. Hanwme,
HaIeBU YHyTap IJIacoBa C€ MOpell pUTMHUYKO-METPHUKUX CBOjCTaBa MeENoauja Mehy-
COOHO Pa3IHKYyjy YIpaBo IO JECTBUYHIM CBOjCTBHMA, IIABHIM TOHOBHUMA KOjH YHHE
OKOCHHUITy MEJIOJIH]ja, TUIIMYHIM aJITeparijamMa, a HePeTKO M KapaKTePUCTHIHIM MO-
nynanujama. O HareBMMa y HOBHjEM CPIICKOM y I'PYKOM Iojamy yrop. Becna Ileno,
,,O HaleBy y MpaBOCIaBHOM I[PKBEHOM I0jarby — MPHJIOT TUIIOJIOTHjH IPKBEHUX Ha-
neBa“, Mysurxonoeuja, beorpan 2003, 6p. 3, 219-234.

Xpuoarov *Apylemiokdmou Avppaylov, Eloaywyn e€lc 10 Gewpnrikoy kel mpaxTikov
s ékKkAnoLaoTikfs povoikfic ovvtayfelon TPog YPROLY TV OTOVR{OVTWY aUTY
kata Ty Néay MéQosov, Tlapior 1821.

XpuoarBov ‘ApyLemiokémov  Aippaylov, Méyalo Oewpnrikd ths Movoikhg, &5.
Towayrdtng I'. Tledomidng, Tepyéorn 1832, ABva 1977.2

V. "Avtéviov E. AAvywlakn, Kelueve Bewpnricdv eyyeipidiwr y: ‘H Okranyia
oty EAnvikn Aectovpyikn tuvoypagin, . 11. Tlovpvapd, Oeccoadovikn 1985; O
TOHAJTHOM CHCTeMy BU3aHTHjcke My3uke Buaet u: Oliver Strunk, ,,The tonal System
of Byzantine Music®, y: Essays on Music in the Byzantine World, W. W. Norton &
Company INC, New York 1977, 3—18. Ha mocrojame XpoMaTCKe JICCTBUIIC Y BU3aH-
THjCKOj 110ja4yKoj Tpaguuuju ykasao je I'eopruje Amapjanakuc. Y. G. Amargianakis,
»An Analysis of Stichera in the Deuteros Modes, The Stichera idiomela for the
Month of September in the Modes Deuteros, Plagal Deuteros and Nenano, Transcri-
bed from the Manuscript Sinai 1230 (A.D. 1365)“, Cahiers de I’Institut du Moyen
Age grec et latin, Kopenhagen 1977, vol. 22-23; uctu, ,,The Chromatic Modes®, y:
Jahrbuch der Osterreichischen Byzantinistik, XV1 Internationaler Byzantinistenkon-
gress, Wien 4 — 9 Oktober 1981, Akten I1/7, leitung J. Raasted, Wien 1982, 32/7, 8-17.

102



Becna Ileno 3AJEJHUYKE JIECTBUYHE OCOBEHOCTMU...

HUX TOHOBA — (DMHAJINCA TVIABHMX M IUIATAITHAX I71aCOBa OCMOTIIAC]a,” KO-
je Huje OMJI0 TO3HATO CTapHUjoj MpaKcH, XPUCAHT U HETOBU CapalHULN
Cy TJIacOBE TPEJCTaBHJIM Ca acleKTa HHXOBOI JICCTBUYHOT ypehema:
TOHCKOT HHU3a W oiroBapajyher cucrema (IIEHTaXxOpJalHOT, TeTPaxopa-
CKOT U TPUXOPJCKOT) 0 KOME C€ TOHOBU W WHTEpBaiu u3Mel)y mux Ha-
JOBE3yjy, Kao W OAroBapajyhux TIIAaBHUX — YMOPHUITHUX TOHOBa KOJH
MPEJICTaBIba]y OKOCHHUILY MEJIOM]E U YjSIHO MIPEIO3HATURE 3aBPIIETKE Y
CKJIaJy Ca MHTEPIYHKIHjCKUM 3HAKOBUMA y TEKCTYaTHOM TPEIJIONIKY .

[IpupoaHYU JIGCTBUYHU CUCTEM KaCHOBHM3AHTUjCKOTI IOjama KOjer Cy
Tpojuua pedopmaropa HaCcTOjadd HA HOB HAYMH NPUOIIKUTH TOYETHH-
[IMa, YUHWIE Cy TPH CKajle, pa3IMuuTe 10 BEIMYMHU U PACIIOpery HH-
TepBaja: MMjaTOHCKa, XpOMATCKa U eHxapMOHCKa.6 Xpucant, ['puropuje
n XypMmy3Hje ¢y y CBOjUM NpOpadyyHUMa MHTEPBAJICKUX BPETHOCTH Ka-
PAaKTEpUCTUYHHMX 33 HaBE/CHE CKaje MOIUIN OJ IPHPOIHE THjaTOHCKE
JIECTBHIIE 32 KOjy Cy THITMYHE TPH BEIHMUYHHE CEKYHNE: MU3OH, €l1ACOH U
enaxucmoc.” OpeKBeHIMje OBHX MHTEPBANA M3PA3WIH Cy Pa3IoOMIMMA
(9/8, 12/11 u 88/81), onHocHO GpojeBuma T38. Mopuja: 12,9 u 7.0

[oBuIIIaBa-eM WM CHIDKABambeM ojpeljeHrx TOHOBA yHyTap Auja-
TOHCKHMX TeTpaxopaza 100ujajy ce XpOMAaTCKH, OJHOCHO €HXapMOHCKH
HUHTEPBAIM KOjH YMHE XPOMATCKY M €HXapMOHCKY CKaly. XpHUCaHT rOBO-
pH O /IBe BPCTE XPOMATCKHX JIGCTBHIIA, O KOJUX IPBA — MeKd Y CBOjOj
CTPYKTYpH MMa WHTEPBAJIC BETMUUHE MUZOHA U eLAXUCMONA, U IpyTa —

VYnop. Eycratnoc Makpuc, ,,3Ha4aj TOHCKHX BHcuHa y ‘HoBom MeTomy’ rpuke Lp-
kBeHe My3uke*, Hosu 38yk, beorpan 2000, 6p. 16, 90-98.

OBa Tpu JeCTBUYHA MOJIENIa CBOj€ TIOPEKIIO0 UMajy Y aHTHYKOj MY3HIIH, & Ha TbUXOBO
HPHUCYCTBO y BH3AaHTHjCKO] MY3HMYKOj MpakcH yrnyhuBaiu cy cpeimbOBEKOBHH TEOpe-
THyapu nonyT Bpujennjyca, Ilaxumepuca u np. Yu. The New Grove Dictionary of
Music and Musicians, ed. By Stanley Sadie, An imprint of Oxford University Press,
Oxford — New York 2001, vol. 4, 747-748; Zipwvog Kapde, [évn kel Siaorruete
elg w Pugavrivny povoikny, Aval 1970, 9-11.

HHTepBan noj Ha3MBOM Mu30H TIPEACTaBIba PasIuKy U3Mel)y KBHHTE M KBapTe y NpH-
POJIHOM CHCTEMY, enacor — u3Mel)y Teple ¥ MU30Ha, a eraxucmoc u3Mel)y KBapre u
Tepue. XpUCaHT je y Benukom meopemukony UCTaKao Aa O MOMEHYTHX MHTEPBala
jEIUHO MU30H OArOBAPA AHTMYKOM MHTEPBAJY MO3HATH]EM KaO MOH, JIOK Cy e1acon |
enaxucmoc Behu OJ1 ume, ONHOCHO NOIYCIMENneHa y 3alalHo-eBPOIICKO] My3HIH. YII.
Yipwvog Kapde, Has. deno, 102.

ITojaM MOpHja TPYKK TEOPETHYAPH KOPHCTE Yy 3HAUCHY YCCTHIA MM HajMamH Je0
KOjUM ce M3paXkaBajy OJHOCH (ppeKBEeHIMja y3aCTONHHUX TOHOBA. TpojUla ydyuTesba
Cy aKyCTH4YKa MCIHTHBAba BPLIMIA Ha MOHOXOPIY KOMe je nyuHa xuie 108 M, a
JIe0 JKHIIE Ha KO0jOj je 3By4ao TOH KOjU ca OCHOBHHM 00pa3yje HHTEPBaJl OKTaBe JIeIIH-
7 cy Ha 68 moaeoka — Mopuja. OpeKBeHIInje M0jeJMHUX TOHOBA CY, JaKiie, MpeacTa-
BJbAJIU M PA3JIOMKOM U OpojeM mopuja. Has. deno, 94-99.

Meka u TBpzia Xpoa miu 00ja IpeICTaBibajy Y CTBAPH MArbe WITH BUIIE YIIa/[JbUB TIpe-
J1a3 ca jeTHOT TOHA Ha APYTH.
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mepoa, IOpell OBUX, UMa U T3B. UMUMOHE — TIONyCTENICHE U MPUUMUINO-
He — UHTEPBAJI BeJIMUMHE TpU monycreneHa. [Ipeno3naruse ocobeHoCTH
€HXapPMOHCKE JIECTBHIIE CY eHXAPMOHCKA CHUSUIUYA T NOBUCUTUYA, TT]je
MPUCYCTBO YKa3yje Ha MHTEPBAI 32 KOjU XPHUCAHT Kaxke Ja MPUOIHKHO
0ArOBapa BETUUHHH memapmumopie — Tpu Mopuje.'”

Bpio 6p30 HakoH mITO je TeopHja pedopmaropa modesna Jia ce Ipu-
MemYje Y NeBHUYKO] MIPAKCH U HOIITO Cy HEHE IOCTaBKE MOJIErIIe Ipo-
BEpH TIOCTAJIO j€ jaCHO Jla OHHU y CBOJUM TIpOpadyHHUMa HHTSPBAJICKHUX BE-
JIMYMHA HUCY OWJIM CacBMM TIpemm3HH.' BHO je To moBox GpojHuM rpu-
KUM My3W4apuMa ¥ MareMaTHYaphMa Ja IPUMEHE COIICTBEHE METO/E Y
aKyCTUYKUM MeperhrUMa Ha MOHOXOP/Y U JIa JABHOCTH Mpeiode Jo0ujeHe
pesyiTarte Koju cy ce 4ecto MeljycoOHO 3HATHO pasnnKoBamn.'” Jomr 3Ha-
YajHUjU PasJior M0jadyaHor MHTepecoBamba 3a MPOOJIEeMaTHKY JIECTBHLIA Y
IPKBEHOM OCMOTJIAcjy OHO je Taj IITO je, C jeJHe CTpaHe, TPaIUI[HOHA-
HO TI0jarke TpeDajo 3aITUTH O] YTUIaja aparcKo-TiepcHjcKor (hoaKiIopa
¥ YHOIICH:A Pa3sHUX MakaMa y IPKBEHE MeJIOjuje,” alu M O CBE EBU-

10 XpI/IcaHT HallOMUELE 1a CHXapMOHCKa JIECTBULIA IMOTUYE U3 aHTUYKE TeOpI/Ije MY3HKE, HO

Ila je Tajla UMajia JApyraudji MHTEPBAICKH cacTaB. Xpuoavbov, Méyalo Oewpnrixd,
Has. oeno, 113—115.

V Benuxom meopemukxory mysuke Tpojulia peopMaTopa Cy Ha JIECTBULE LPKBEHOT
nojarsa, Kako caM Beh MpeTXOHO yKaszana, He YBEK KPUTHUKH NMPUMEH-HBAIH aKy-
CTUYKE U MaTeMaTHYKe MPOpauyHe JI0 KOjUX Cy AOUUIM aHTuukH punocodu. Ipeyse-
JIM CY TIPUTOM U TEPMUHOJIOTH]Y, &JlH Cy Y MHOTHM €JIEMEHTHMa OCTAIIM HEJJOPEUCHH,
HAPOYMTO Y BE3M Ca OMHMCOM HAYMHA KOjU Cy TIPUMEHUIH Y oApeluBamy MojeuHuxX
uHTepBana. Xpvoavov, Has. deno, 94-123. V TeopeTHKOHNMA IITAMIIAHMM CPEIH-
HoM XIX Beka, uMju Cy ayTOpy OWIIM WM YYEHHIH Tpojule pedopmaTopa wim yde-
HUIM F-UXOBHMX HEMOCPEIHUX HACTABJbaua, MHTEPBAIM Cy HA MCTH HAYWH OPOjUYaHO
npukazanu. Y. Qewdopoc dwkeéws, Kprimic tov Gewpnrikol ker mpaktikoU TG
exrkAnowaotikric povoikris, Kovotavtivoimoder 1864, 'Ev "Addvaic 1902; Xtepavou
Aapmadaplov, Kpnmic firor oroLyelddons Sidmokaiin tov Gewpnrikol kel moaKTLKOU
s ekKANOLaoTIKAG OVOLKTIS, ovvTayBOelon TPOG YPHoLY TwV OTOVdalOVTwYn Uty
Katd Ty véay uéfodov kai uetd mPooOnKnG €ENyNoews TG EEWTEPLKTE HOUTLKRG,
Kwvotavtivodmoier 1875.

OBwu HanucH cy npeBacxoaHo oOjaBipuBaHu KpajeM XIX u mouetkom XX croneha y
PKBEHUM yacomucuma: Exkinolaotikn AAGei, Ilapaptnue tne ExkAnoieotikng
APerag, ®opunyE, Mouoikdc Kdopog.

Kwvotavtivov Ilpwtoyditov, Hpunvele tne e wTepLkric HOUOLKTG KoL edapuoyr
autric ewc v ka® ' nuds povoukriy, Ev Kwvotavtivovméier 1843, avdotatikn €éks.
KovAtolpa, AbMva; II. T'. Knitlavidov Ilpovooaéws, Mebodikri Sioworedia
OcwpnTLKT] KoL TPAKTLKT TPOS €KUdOLoLY Kl OSLddooLy Tov yvnoiov e£wTtepLkol
wélove tne Kkl ' tuac ElAnvikrc uovoiwktc ket avtimepdbeowv  mpoc Ty
Apeforepaikriv, Ev Kwvotavtivovmdiews 1881, &d. B. Pryomollov, Ocooulovikn;
Avtdviog E. Advyilakng, EkwkAnowaorikol ket apeforepoikd puekdiiie, Oeooulovikn
1990; loanneis Zannos, Ichos und Makam. Vergleichende Untersuchungen zum
Tonsystem der griechischorthodoxen Kirchenmusik und der tiirkischen Kunstmusik,

Bonn 1994,
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JEHTHH]jET MPOJI0pa TEMIIEPOBAHE 3alaTHOEBPOIICKE MYy3HKE HA YHjHM CY
OCHOBAMa TOjeIMHH YUHTeJbH 0jarba 00yJaBaI CBOje yUeHHKe.

Ca 3a7aTKOM Jja ce BEJIMYMHE MHTEpBAJa MOABPrHY MPELUU3HO] Ma-
TEeMaTH4KO] M Hay4YHO] MPOBEPH, YMME O Ce CIPEUHIIO MEHamke U KBa-
peme Menoauja nocieamux genenrja XIX Beka je oopMibeHa u CIieu-
jamHa xomucuja mpu llapurpaackoj maTpujapiidju y Kojoj cy ydemrhe
y3€IIM CBU Y TO BpeMe Bul)eHHjH Mojiy U TeopeTnyapy Mysuke. ' UmaHo-
BU KOMHCH]j€ Cy OMJIM carilaCHM y Haja3uMa Ja JI0 IPOU3BOJGHOCTH Y MH-
TepIpeTalujyu pa3InuuTHX BpPCTa JIECTBUIIA, OJHOCHO MHTEpBaia, a 3a-
TUM U BUXOBOT TEOPH]CKOI' TyMadema, J10Ja3 Mpe cBera 300r ycMeHe
mojauke mpakce. Kao mpBo perieme koje je moHyheHo y by ouyBama
jeIMHOOOPa3HOCTH T0jadKe Tpaaulidje OWII0 je KOHCTPYHCAHme MOCeOHOT
WHCTPYMEHTA, T3B. ICAITUPHOHA Ha KOME Cy CBH Pa3IMYUTH HUHTECPBAIU
JIECTBHIA TIPUPOIHOT JIECTBHYHOT cHCTeMa (pUKCHO oapelhenu, 3ampaBo
TeMIepoBaHm. ¢

Komucwuja je 3ampkana TUMHYHE WHTEpBaie NMPUPOIHE JHjaTOHCKE
JIECTBUIIE, C THM J]a Cy U3BPILICHE KOPEKIHje lUXOBUX BEINIUHA: MUZOH
9/8 wimu 12 mopwuja, eracon 800/728 v 10 mopuja u eraxucmoc 27/25
wim § Mopuja. 3a MEKy XpOMATCKy JIECTBHUILY Cy KapaKTEPUCTHIHU M-
301 VI UNEpMU30H — TIPEKOMEPHH 11e0 cTeneH o 14 mopuja,'” a 3a TBpIy
XPOMATCKY CKaly HHTepBaIu Benuunse 4, 6, 12 u 20 mopuja.'® CTpykTy-
Py €HXapMOHCKE JIECTBHUIIC YMHE MTOBE3aHU TETPAXOPIH Ca IBA MUZOHA U
jemroM numom (ox 6 mopuja)."’

41 E. ®opudlne, Oi yopwbiaxés exdOoeLc TG eKKANOLAOTIKT LOUOLKT; O€
evpwmaLkt] povoLkt ypagr otic 6o oplodofec elinvikés eexinoiec tne Bidwag,
Oecooarovikn 1967, Tiwdvvng ®uromoddog, Eroaywyri ortny ellnvikt moivgwvikry
exrkAnoiaotikt povoikr, Nepén Movoikn, A6nve 1990.

V. Xrowyerdsne Avdmoraiin the Ekxinowaotikfic Movoikhs ExmovnOeion émi
Baoer 100 ¥Padriplov Vmo  the Movowhs  Emitporfic  tob  Olkoyuevikod

sy

Tetprapyeiov, év éror 1883, Kwvotavtivotmorel 1888.

VY HOMEHYTOj CTyIHMjH je JIeTaJbHO ONMCAaHAa KOHCTPYKIMja OBOI' MHCTpyMeHTa. Has.
oeno, 27-30.

OBakBa XpoMarcka CTpYKTypa ce Jo0uja CHHKaBamheM JPYTOT CTYIha Y OKBHPY IH-
JaTOHCKOT TeTpaxopna ou—ru, Hu—ea 3a 4 mopuje (21/20), Tako na ce obpasyje yma-
BEeHU MHTEpBal ox 8§ Mopuja (15/14). MctoBpemeno ce n3mely Tako CHIXEHOT Jpy-
ror u Tpeher cTynma popMupa IpeKoMepHH HHTepBai o 14 Mopuja nm 7/6.

3a TBpAYy XpOMATCKY JIECTBHILY j€, IaK, KAPAKTECPUCTUYHO CHIDKCHE APYTOr CTYIHha
(30 i 6y) 3a 135/138 nnn 4 mopwje, WTO OroBapa HHTEPBaNy KOjU Ce Ha3MBa ano-
momu enacow, v NoBUILIeKke Tpeher crymmba (nu win ea) 3a 16/15 wnu 8 Mopuja, y
OKBHpY IMjaTOHCKOT TeTpaxopia xe—nd, na—ou. OBUM MpOMeHaMa Ce YjeIHO yMambyje
BPEIHOCT €JaCOH TOHA (ke — 30, na—6y) KOjH MocTaje JIuMa = 6 Mopuja uim 256/243,
a eJaxucToc ToH (30—Hu, 8y—ea) ce yBehasa, Tako na m3nocu 20 Mopuja wmu 6/5.

JInma ce nobuja xaga ce ogpeheHH TOHOBH KOju 00pa3yjy HHTEPBAI BEJIMIHNHE €Iaco-
Ha WIN yMame 3a 4 MopHje, OJHOCHO 3a MHTEePBAJ MO3HATH]H Ka0 allOTOMH €JacOH
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[Mpumep Op. 1

HuTepBajicka CTpyKTypa JecTBUIA O npopauyHuma [laTpujapiiujcke
KOMUCH]E

la) JUJATOHCKA JIECTBULIA

v T 6 r A ® 2! v'  TOHOBH JIECTBHIIE

dh q x 1 N 4 X 11 MapTHpHje TOHOBA

2 10 8 12 12 10 8 6poj Mopuja
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v T 6 r A % 2' v'  TOHOBHU JIECTBHIIE
— & — & — & — & Maprupuje TOHOBa

8 14 8 12 8 14 8 6poj mopuja
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20

toHa (135/128) wim xana ce enaxuctoH yBeha 3a 2 Mopuje, 0THOCHO 32 KOMY, YHja je
(hpexBenmyja u3paxeHa kao 81/80.

TpaHCKpHIIIHja HEYMCKOT 3aIlica y NETOJMHI]CKY HOTALH]y je HY)KHO ICIUMUYHA 1
HCaCKBaTHa, HAPOYMUTO Kaja C€ I/IMajy Y BUAY HUHTEPBAJIA HNPUPOAHOT JICCTBUYHOI
cucrema. 300r Tora cy yKJbyYeHH JAOJATHH HOTHH CUMOOJIH 32 TOBHCHIIMIIE U CHU3HU-
nuie 0e3 kojux Huje Moryhe mpuOIKHUjEe MPEACTaBUTH CBE mocTojehe BemuunHe
WHTEpBaja (BUAETH y mpuiory Tabemy Op. 1). lomraTHH HOTHHM 3HAKOBH CY MPEYy3eTH
n3: Dimitri Giannelos, La Musique Byzantine, Le chant ecclésiastique grec sa nota-
tion et sa pratique actuelle, L’Harmattan, Paris 1996, 62—63). Hamomumem 1a pasmm-
Ka u3Mely TemiiepoBaHe IypcKe U MPUPOAHE CHXapMOHCKE JIECTBUIIE, C je/IHE CTpa-
HE, U IPUPOJIHE JHjaTOHCKE JICCTBUIIE, C IPYTe CTPaHe, HHUje TAKO U3pa3uTa MpH Mpo-
CTOM CJIyLIHOM ONaXewy, U TO je ynpaBo 6uo nosox Jumutpujy Janenocy na y Ha-
BEJICHOj CTYAWjU NPUPOJHY IMjaTOHCKY JIECTBUILY O Hi O Hu TOUCTOBETH y TpPaH-
CKPHIILHUJH ca TyPCKOM CKaJloM o1 ¢’ 10 ¢. Y 0BOM paiy caM ce OAIy4HiIa 3a IpHu-
MEHY JOJIaTHUX MOBHCHJIMIA M CHU3WIMIA Y JMjaTOHCKHM IJIACOBMMa TPYKOT MOja-
B, KaKO OU ce NMPUPOTHU M TEMIICPOBAHW MHTEPBAIN BHU3YEIHO Pa3/BOjHJIH, HAKO
caM CBECHa Jia TO, UCTO TaKO BHU3YEJHO, yMamyje YTHCAK CIMYHOCTH Y YIOPEIHOM
[PHKa3y TOHCKUX HH30Ba CPIICKOT M TPUKOT OCMOSAACHUKA.
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3BaHUYHO CAONIITEHE aKyCTHUKUX HCTpakuBama [laTpujapmimjcke
KOMHCH]€ je HENOCPEHO 110 00jaBJbHBahy HAUIIUIO HA BPJIO OIITPE KPH-
THKE y LIPKBEHUM KpPYroBHMa Kako npu Bemnnkoj upksu y KoHncrantiHo-
HO0JBY, TaKO M y uuTaBoj ['pukoj. TeopeTndyapn M mojuu Cy ce MOAeIIN
y IIBE CTpyje: Ha OHE KOjU CY IOIITOBAJH ayTOPUTET KOMHUCH]E W TIPHU-
XBaTaJld BEHE OJIIyKe, TIOCEOHO cTora ITO je u3a e crajao Llapurpan-
CKM CHMHOJ, U Ha OHE KOjH Cy pe3yirare paja KOMHCHje CMaTpaid Cy-
IPOTHHUM NPBOOUTHOM Iiuby. Hanme, ynorpeba HHCTpyMeHTa, YakK y Hc-
KJbYUUBO TEJarouike CBpxe, Ouia je 1Mo mHUMa HE3aMHUCIHBA y CKIOIY
NpeNambCKOr KapakTepa LPKBEHOT I0jama, a TeMICPOBambe MHTEpBaa,
YIIPKOC TOME IITO OHM HHUCY 3BYYallMl IOITYT, YCIOBHO PEUCHO, ,,3aIa-
HOEBPOICKHX“ cxBalieHO je ympaBo Kao MpUOIMKaBambe €BPOICKO] MY-
3WYKO] TPaAWLMjH U cao0pa)kaBame HEHOM TEOpHjcKoM cucTemy. Ho,
YIPKOC pa3IMuUTHM OIleHaMa paga oJa0paHHX KOHCTAHTHHOIIOJbCKUX
HpencTaBHUKA Mel)y IpKBEHHM My3W4YapHMa, HaBeJCHE BEIMYMHE HH-
TepBajia Cy, ca TeK PeTKUM H3y3eluMa, ocTaie Baxkehe cBe /10 gaHac y
TEOPHjCKO] HACTABH LIPKBEHOT Mojama y I'puxoj.”’

21 . .
Jeman on HajmO3HATHjUX TPYKMX TEOpEeTHUapa M eTHoMy3ukonora XX Beka, CHMOH

Kapac, orumrao je xopak majbe Ol CBOjHX NPETXOAHHMKA M CaBPEMEHHKA y aHAIH3U
nectBuiia. OH je Ha OCHOBY IpOy4aBarma BEJIHKOr Opoja HareBa W3 IPKBEHOT M Ha-
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Kao u y XpucantoBom Teopemuxory, Tako cy u 'y ciucy [larpujap-
IIMjCKE MY3MYKE KOMHCHjEe TIJIaCOBH OCMOIJIACHOI CHCTEMa IIpemMa
OCHOBHUM THITOBMMA JIECTBHIIA TIOJIEJbEHN y TPH TIABHE TPyIE WM I10-
pomuiie (Ip. yévn): AUJaTOHCKU Cy TPBU, YSTBPTH W FHUXOBH IIAraIHH
TJIACOBH, XPOMATCKH Cy APYTH U APYTH IUIAraliHu, 0K cy Tpehu u Bapuc
— eHxXapMOHCKH.”> AKo ce, MelyTHM, aHANM3UPAjy CBE IeCMe y OKBHPY
jenHor ozapeleHOr rilaca 1 TO Ha MPUMEPY MCKIbYYHUBO OCHOBHE TI0jaduke
KEbHTe KaKBa je 0CMO2IACHUK — anacmacumamapuon,” younhe ce 1a oHe

POZIHOT Iojarka yCTAaHOBHO Ja IIOCTOje TPH OCHOBHA JIECTBUYHA poja H JBe Ooje —
xpoe (TBpa 1 MeKa) Koje TO/jeIHAKO BaXKe U 3a JHjATOHCKY U 3@ XPOMATCKY CKaly.
WHTepBany MHU30H, €JIACOH U eIaXKCTOC ¢y 1Mo Kapacy THITMYHH 332 MEKY [HjaTOHCKY
JIECTBULLY, JIOK CY 3a TBPAY AMjaTOHCKY XpOY KapaKTEPHUCTHYHH MHU30H M MHTEpBal
MambH O IMUTOHA — KOjU OJrOoBapa MOIyCTENeHy, a KOjU MO HEeroBOj pauyyHUIIH H3-
Hocu 5 Y2 mopuja. OBakBy JIECTBUYHY CTPYKTYPY Ca HHTEPBAJIIOM 4YHja BEIHYHHA
OpHOIKHO OArOBapa IHjaTOHCKOM IOJIYCTEHeHY O 6 MOpHUja FOTOBO CBH TEOPETH-
qapu ¢ Kpaja XIX Beka, mo4eB of wiaHoBa IlaTpujapiiunjcke KOMHCH]E, CMaTpaIu Cy
€HXapMOHCKOM. ApryMeHT koju Kapac HaBoaM y IpHIIOT CBOjOj TE3H J1a je ped O TBP-
J10j, a HE CHXapMOHCKO] JICCTBHIIM, jECTE Taj [a je TUMHMYHA OJIMKA CHXapMOHCKE
CKaJIe eHXAPMOHCKA NOsUCUIUYa W chusuauya, y3 nomoh koje ce o0Opasyje uHTEp-
BaJl MamH OJ1 CBAKOT JIMjaTOHCKOT M XPOMATCKOT MOJIyCTeNeHa 1 KOju ce Hajupubim-
KHHjE MOXe NpeacTaBuTH ca 4 Mopuje. OinKe eHXapMOHCKE CKajle Cy U JABE BEJIH-
YiHE MHTEpBana Tepie, o 16 u 26 mopuja. Hajzax, 3a MeKy XpoMarcKy JICCTBUILY
TUINYHH Cy XPOMaTCKU MMHUTOH — noycreneH (6 2 mopuja), enaxucroc (7 2 Mmopu-
ja) 1 IPEeKOMEPHH BENHKHU 1[€0 CTEHeH MM UIepMu30H (0x 16 Mopuja), 10K ¢y obe-
JIeXKja TBPJIE XPOMATHKE: XPOMATCKA UMHTOH (6 2 MOpHja), TMjaTOHCKHU MOIyCTeneH
(5 2 Mmopwmja) ¥ TPHMMHUTOH — BeM4YKMHE TpU noaycreneHa (18 mopuja). Hamomumem
na je Kapac okraBy nenno He Ha 72, Hero Ha 71 MopHjy, Te je U3 TOT pasjora MHTEp-
BaJIe U3PAXKABAO U y TIOJIOBMHAaMa MopHja. Y. Lipwvog Kapac, 1évn kal Saorijuara
elc tnr Bufavrivny uovowkny, ‘AOfval  1970; uctu, MéGodoc the EAlnvikiic
uovoikhic — Ipaxtikor pépog, tedy. A', B', "A0var 1981; wuctu, Mé@odos thg
ElAnvikic povoikhc — Oewpnrikdy, tou. A’, B', ’AdfvaL 1982. Cse BenuumHe 10
cajia IOMHI-aHNX MHTEpBalla BUIETH y TabenapHOM nperieny y: Becna M. Ileno, /ipaso-
CNagHo ypKeero nojarve na bankany y 19. eexy — Ha npumepuma cpncke u gpuxke mpaou-

Yuje, MarucTapcKa Te3a y pykomucy, Akanemuja ymetnoctr y Hopom Cajy, 50.

2 Movowt Emtpord, Has. deno, 49—62.

2 Y rpuKoj pyKONHCHOj TPAHIIjH HOBHjET 1063 TOCTOjH BHIIE MENOIM]CKAX BEP3Uja aHA-

cmacumamapuona, Of KOJUX Cy HeKe IOXHBeJe M CBOja INTaMIlaHa H3/ama. YII
Fewpylov 1. Xat{nBeodwpov, Biplioypapin the Buiavrivic ékkAnoLaorikig
puovoikiic — meplodoc A7 1820-1899, Tatprapykov “Idpupe Tatepikdy Meretqv,
Ocooarovikn 1998. I'pUKM MOJIM Y CBAKOIHEBHO] 6OrOCTYKOEHO] YIIOTPEOH KOPUCTE CH-
nabu4Hy | cpelmepasBujeHy Bapujanty [lerpa Jlammangapuja [lemononeckor. Hajuemthe,
TaK, ITAMITAHO M3JIaEhe¢ OBE BapHjaHTe aHacmacumamapuora je y oopamu Josana Ilpo-
TorcanTa. Hberoo npBo m3name je odjaBireHo y KoHcTantnHONOIBY 1858. romume, a 1o
JIaHac je MMaJIo IIPEKO JieceT peprHTa. Y OBOM pajy je 3a OCHOB yHOpeIHe aHaIu3e ca
CPIICKHM OCMO2acHuKomM KopuIiheH 300pHUK n3naBauke kyhe 3ou u3 1990. romune. Y.
Ambotorde A. BaAdivdpog, Ilpdroyoc Arvacracwuardpiov apydv kei ovvrouov
uelomoLn@éy vnd Ilémpov Aaumadapiov tov Ilelomovvnoiov ker Sieokevacbéy vmd
lwdvvov Ipwroyditov, éd. 11, Adedpding Beordywr 1 "Zwn", ABuo. 1990
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y CBOjOj OCHOBH HeMajy yBeK MCTH JecTBU4HHM Hu3.”' Hamme, y OKBHpY
MOjeIMHUX TJ1acoBa MOCTOje jaCHO OJCJbeHE IpyIle MENOAHja — HAIleBU
3aCHOBAHM Ha PA3IMYMTHM JIECTBHIIAMa KOjU MpE CBETa M3 TOT Pasjiora,
Y3 pasInduTe MEIo/MjcKe o0paciie, 3By4HO HUCY MelycoOHO camdnm.”

Cxonuo mpeonnal)yjyhum mHTEpBasiMMa y TOHCKOM HHU3Y, HETOBOj
CTPYKTYpH M aMOUTYCY, KapaKTEpUCTHYHOM (PHHAIUCY W JPYTUM TJaB-
HUM TOHOBHMA, y aprOCHHAOMO — Cpelhepa3BUjeHo] Bep3Uuju Anacma-
cumamapuora Koja ce PeJOBHO KOPHUCTH y HOBHjO] T'PUYKO] IT0jadKoj
MpakcH, Yuju je cacraBibad JoBan [IpoToricant, eBHICHTHA Cy CBa TpU

TUIIAa TOMCHYTHUX JICCTBULIA TPUPOJHOT CI/ICTeMa.26

Cprcku mojiuu u Menorpadu LPKBEHOT Iojama, u3y3eB CTeBaHa
Mokpasbiia,”’ HHCy YKa3HBATH HH HA KaKBe CrENU(GUUHOCTH y MHTEp-
MpeTaIyju TOHCKUX HU30Ba WIIM WHTEPBaa, a CACBUM j€ M3BECHO J1a TJa-
COBe, TaUuHUje HaleBe YHyTap IiacoBa, HUCY HH MOBE3WBAIU ca ojapehe-
HUM JISCTBUYHUM THIIOBUMa. Buile myTa caM y pa3lu4uTUM CTyAHjaMa
yKaszuBajia Ha TO Jia Cy y MpOIECYy yderma HareBa, Kao U y IEeBHUYKO]
MPaKCH, CPIICKHU IO HOBHjET J100a MPEeBacXOMHO OWIHM OpHjeHTHUCAHHU
Ha MEMOPHCakE YUTABUX MEJOAMjCKUX oOpa3aria, caMUM TUM U JIOMH-
HAaHTHUX TOHOBA W yKpaca y OKBUPY HHX, Ka0 M Ha TO Ja CE€ Yy HaIIOj
CpeIuHH, y TPONIIJIOCTH W JaHAC, MOCEOHMM 3HAKOM II0jauKe BEUITHHE
cMarpa TOIITOBake yTBpheHor pemocnena oOpasania, HAPOYUTO TPU
Kpojery — NCTIeBaBalby HEHOTHPAHOT Gorocmyx6eHor Tekcra.”

** Ha oBy mojaBy je IpBH y CPIICKO] JINTEPATYPH CKPeHyo maxiby Ilerap Bunryman y

CBOM MPETJIIEHOM TEKCTY ,,O TOHAJIHMM OCHOBaMa y LIPKBEHOM I€Batby OAIKaHCKHX
Hapona“, y: Pao XIV xonepeca Casesa ¢oaxnopucma Jyeocnasuje y I[lpuspeny 1967,
Beorpan 1974, 6p. 14, 561.

O 0BOT ca3Hama je Y KOHLEIIH]U CBOI' TEOPETHKOHA LIPKBEHOT U HAPOJHOT T0jarba Mo-
mao Cumon Kapac, koju je pema yTBpheHHM THIIOBHUMA JIECTBHI[A IPYIIHCA0 HE [I1AaCOBE
ocMoracja y renvHy, Beh muxoBe oarosapajyhe Hanese. Y. HariomeHy Op. 21.

25

26 OBoMm MPUIIMKOM CBECHO U3Yy3WUMaM IIOMCHYTY KapaCOBy CI/ICTeMaTPBaLII/ij BCJIMYMHaA

MHTEpBaJla U TUIIOBA JIECTBUIIA, HAKO j€ CMAaTpaM BPJIO APArOLEHOM U PYKOBOAUM C€
omuite npuxBaheHOM TEOPHjOM IO K0jOj Ce IPKBEHO IOjare YUU y MY3WYKHM IIKO-
Jama, ca M3y3eTKOM OHHX y KOjuMa Jelyjy HacTaBjbauu KapacoBe Teopujcke MUCIH.
Pasnor Mor omnpe/esbeiha je HCKIbYYHBO MpakTHYaH U onapeheH je moTpebom aa ce y
rpaHUNaMa OB CTYAWje NMPUKaKy IJaBHE CIUYHOCTH M PA3JIMKEe TOHCKHX HH30Ba y
IJIacCOBUMA TPUKOT M CpIIcKor ocMoriacja. [TogpoOHujy aHanu3y cBUX cerMeHara je-
CTBUYHOI' YCTPOjCTBA IecaMa Koje yliase y cacTaB ocmo2nachuka BUAETH y: Becna
M. IleHo, Pesynmamu ananusze 1ecmeuya y 21aco8umMa epukoe i Cpuckoe 0CMo2id-
CHuUKa, y: Has. 0eno, 57-98.

Mokpamarl je y Ilpedzosopy 3a Ocmoerachux TIOKYyIIao 7a, 3a MPaKTUYHE HOTpede
CBOjHMX YYCHHKa, Y INIABHUM L[PTaMa CUCTEMATH3Yje My3HUKe KapaKTepPUCTHKE IIaco-

Ba U TO IPE CBETa Ca JIECTBUYHOT aCIE€KTa, Ka0 U Ha IUIaHY pUTMa, TEMIIA U JIP.

% Bumern: Becha IleHo, ,,Kpojeme ka0 06THKOTBOPHH MPHHIMIT y LPKBEHO-TI0jadKO]

npakcu*, 36opuux Mamuye cpncke 3a cyencke ymemuocmu u mysuxy, Hosu Can
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VYMecTo uHTOHAUMOHE (opMyIie, T3B. anuxume (Ip. ATMYNLE) U3 BH-
3aHTHjCKOT W TPUKOT I10jama, Koja y ceOM HOCH CBa IPETO3HATHBA 00¢-
JIeXKja JIeCTBUIIC Y KOjoj fie ce Mesoauja rmesartu, Impe Hero IITO 3aroyHy Ie-
Bamb¢ HOBOI' TEKCTa Mame BUYHM CPIICKU MOjuM y ceOM OTIEBajy YBOIHU
00pa3zall MeIOIOEeTCKOT MOOe/id, BerOB TEKCT U MENOH]y, TOK HCKYCHH]H,
3Hajyhrn HamameT mIpaBall MeJOWje W HEHy 3aBpINHUIYYy, MOTY U 0e3
orrcaHe TpunpeMe aa yfjy y riiac, 0IHOCHO NPONMCAHN HaIleB.

benexehn xuMHE €BPONCKMM HOTHHUM IHCMOM, Menorpadu cy Ha-
MeBe TPETUPAIU CXOJHO 3aKOHUTOCTHMA Jyp-MoJ cucTeMma. BehnHa 3a-
MHUCHBa4Ya Ce U3 MPAaKTUYHUX pazjiora omnpeleswia 3a jeman oxpeheHu
,,IITAM®, KaKO ce KOPUCHHUIIM BbUXOBHUX 300pHHUKA HE O1 MOCEOHO TPYIH-
JIM y WITYUTaBamky MpeA3HaKa Pa3sHUX JECTBUIA, U Aa OU yHAIIpes youH-
JM y KOM ce JIjamna3oHy TOHOBa Menonuje kpehy. ¥V ckmamy ca uHTEp-
BAJICKOM CTPYKTYpOM MEJIOAM]ja, IIpea3HanuMa cy AepUHUCAIN IPUNAJ-
HOCT JAYypPCKOM, OJHOCHO MOJICKOM TOHCKOM pPOJy, a IIOpeJ OAroBapajy-
hux mpen3Haka, Ha MECTHMA T'Jie je TO MEJIOAHja 3axTeBajia, YHOCHIHU CY
U JI0JJaTHE TIOBUCHJIMLIC, CHU3WINLIE WIH Pa3peLIIILIE.

Nako je Omo cBecTaH HECYMEMBE MOBE3aHOCTH LPKBEHUX U (oI-
KJIOPHUX HaleBa y KOjuMa Cy ce, TEHEpaIHO y3€B, OUYBAIN TOHCKH HHU-
30BM Ca MPUPOJHUM HHTEPBAINMA, Ka0 M UYUIHEHUIIE Ja c€ MOjeANHU
TOHCKH HHU30BH Y TJIACOBHMa CPIICKOT IPKBEHOT I0jarha M HAYWHU WH-
TepIpeTalrje Koje je y JeTUICTBY MMao MPUJIMKE Ja CIyIlia, He yKJiana-
Jy Y TEMIIEpOBaHU 3BYK HUTH Yy JIOTHKY 3aI1aTHOEBPOIICKOT TOHAIHOT CH-
cteMa, Mokpamal je y npearoBopy Ocmoerachuka 0 TOHATHAM OCHOBa-
Ma OCMOTJIACHUX HareBa TOBOPHO Ca aCleKTa TEMIIEPOBAHOT JIECTBUYHOT
noperka.” Kao mro je 106po MO3HATO, HATEBE CBHX I71ACOBA je 3abere-
*kwuo in F, a 0Baj TOH je mporiacuio TOHWKOM Yak M 'y OHHM MeJlofjaMa y
KOjuMa yJIOTY TOHAJIHOT IIeHTpa MMa HEeKu Jpyru ToH. [Ipema maroj To-
HUIM je nedUHICca0 U CBEe WHUIMjalnce U (pHHAIICe MENOAM]ja IO TIIaco-
BUMa, TOHCKH PO, MOJYJalije U JIp.

1994, 6p. 15, 145-155; ucra, ,,The Tonal Foundations of Serbian Church Chant*, Ac-
ta Musicae Byzantinae, lasi 2001, vol. III, 21-30; ucra, ,,Tailoring of Texts Rather
Than Melodies in the Serbian 19™ and 20™ Century Church Chanting®, y: Music and
Networking, The Seventh International Conference, editors T. Markovi¢ and V.
Miki¢, Department of Musicology and Ethnomusicology, Faculty of Music, Univer-
sity of Arts, Belgrade 2005, 211-220; ucra, ,,How Have Serbian Chanters Learned to
Chant in Recent History“, y: Papers Read at the 12" Study Group — Cantus Planus,
Lillafiired / Hungary 2004 August 23-28, ed. L. Dobszay, Institute for Musicology of
the Hungarian Academy of Sciences, Budapest 2006, 893—906.

CreBan Ct. Mokpaman, Ocmoenacuuk, npup. /. Ilerpouh. (Cabpana nema, J{yxos-
Ha Mys3uka [V, tom 7), Mysuuko-n3naBauko npenysehe ,,Hora“, 3aBox 3a yndennke
U HacTaBHa cpejcTsa, Kmwaxesal — beorpan 1996, 3—13.

29
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Hypcky nectBuily Mokpamall je mperno3Hao y CBUM MecMama MpBor,
Tpeher, ceMor ¥ OCMOT TIlaca, Kao My CHUXUPAMA HA CIUXosee, cmene-
HuMa, npoxumeny, iecMu boropomutie Beauuum oyuia moja I'ocnooa n
bnasicenuma IPyTor Ti1aca u cmuxupama na I ocnoou 6036ax U Ha X6a.u-
me 4eTBpTOr Iinaca. Jlypmon je HaBeo y Be3u ca crmuxupama Ha I'ocnoou
6038ax W HA Xanume, Mponapom, 6020pOOUYHUM T CeOANHUMA JPYTOT
riaca, mponapom, 6020poouUdHUM N Ce0anHUMAa YETBPTOT Taca U Crmiu-
Xupama Ha cmuxoee, mponapy, ceOaiHuMa, cmenenumd, XuMHu Benu-
wum Oywa moja T'ocnoda v bnascenuma mector riaca.” Hajsam, meno-
JiHje MeTOor I71aca Cy 10 HeMy MOJICKE, 0K 33 CTHXUPAPCKU HAIeB® ' Iie-
CTOT IJiaca Kaxe Ja ce ,,He Kpehy HU 1Mo jenHo] y TEOpHjU MPHU3HATO)]
MoJICKOj siecTBUIM. OHE MMajy CBOT COIICTBEHOT 3aKOHA, MO0 KOME ce
kpehy. To 9yaHOBaTO KpeTame ca Iy JHUM pacTojalbuMa u3Mely mojenu-

HUX CTYIIaiba Jaje OBUM MeJOMjaMa 0COOUTY OpHjeHTaIHy 60jy*.*”

30 AMGHTYC TOHCKOT HH3a KOji MOKparbal Ha3HBa AyPMOJIOM y TPOMapy, GOropoamd-

HOM ¥ CeJalHNMa APYToT M YeTBPTOT Iilaca 00yxBaTa IeT TOHOBAa U Mel)y miMa He-
Ma CHIDKEHOT HIECTOT CTYIIba, TJIEAaHO y OAHOCY Ha ToH F koju je 3ammcuBad mpo-
TJIaCHO 3a TOHUKY. MOKpamall je OBy BPCTY JICCTBHIIC HABEO HAjBEPOBATHH]E 110 aHa-
JIOTHjH Ca OCTaJIUM IlecMaMa U3 LUKIyca CBAaKOJHEBHOT M IPa3HUYHOT II0jamba Koje
cy My Omie no0po Mmo3Hate, a Koje MPHUIMajajy HUCTOj BPCTH — CHIA0MYHOT HAIeBa.
Y. CreBan Ct. Mokpaman, Onuime u npueoono nojawe, npup. J1. Ilerposuh. (Ca-
Opana nena, JlyxoBHa my3uka V, ToM 9), My3uuko-usnasauko mnpenysehe ,,Hora“,
3aBoz 3a yuOeHuke U HacTaBHa cpezcTBa, Kmaxesan — beorpan 1998, 25, 171, 221 u
1p. CHIKEHHU IIECTH CTyNam yOWHUB jé y MPMOJIOIIKOM HameBy YeTBPTOTr Iiaca y
Ocmoenacnuyuma Murte Tonanosuha u bossaprha n Tajmanosuha. Yn. M. Tonaio-
Buh, Ocmoznacnux 3a éenuxo u mano njenuje, 1879, pykonuc y bubnuoreru Ilande-
BAYKOI' CPIICKOT IpKBeHOr nesaukor apymTsa; I'. bossapuh u H. Tajmanosuh, Cpn-

cKO npasocnasto njenuje, Oxmoux, Kib. 2, CapajeBo 1891.

31 Peu je 0 cperbe pasBUjEHOM MENOCY KOMe IPHNagajy cTuxupe #a I ocnodu 6036ax u

Ha xeanume, a 3a Koje Mokpamal] KOPUCTH Ha3uB camoaziache menoouje. O KpuTepu-
jyMuMa y TOZAENH MeNouja ocmoziachuka y HaneBe Bunetu: Becua Ilewo, ,,O nane-
8y Y NPABOCIABHOM YPKEEHOM NOjaIbY — NPUILO2 MUNOLO2UjU YPKEEHUX HANEe8a™, HAS.
oeno, 219-234.

CreBan Ct. Mokpaman, OcmoeracHux, Has. dero, 9. OnpaBIaHOCT, OZHOCHO HEO-
MIPaBIaHOCT yNoOTpeOe TepMUHA OpujeHmanHo y BEe3W ca IPaBOCIABHUM LPKBEHHM
IojareM, a HapOYHTO y BE3M ca JIECCTBUYHHM OCHOBaMa I[PKBEHUX MeEJIOfHja, 3aBpe-
hyje 3aceOHy U Bpi0 00MMHY cTymujy. M3BecHO je na je oBaj mojam Mokpamail Kopu-
CTHO Ca IEeXOPAaTUBHOM KOHOTAIMjoM, Oall Kao IITO r'a M JaHac, mo3usajyhu ce Ha
yTHUIIaj OCMaHIIMjCKe MYy3HMKe Ha MCTOYHO MOjame, moceOHO Ha mpocropy bankawna,
ynotpebJbaBajy, YIJIaBHOM Y jaBHUM H3JIarambuMa, 10jeJHHU IPEICTaBHULM CTPyYHE
JaBHOCTH, a jOII BUIIE, My3WYKA Mame 00pa30BaHM WM MOTIYHO HEOOpa30BaHM IO~
jenunIM (TocebHO Mehy wiaHOBMMA KiHpa U BepHHUIMa Cpricke npkse). OBoM mpu-
KoM nozcehaM J1a Cy XpOMaTcKy JIECTBHUHY CTPYKTYPY, X TO y Ba BUAA: Ka0 MEKY
U Kao TBPAY, MMO3HABAJH M y CBOJUM CIIMCHMa OIMCAJH, Janeko rnpe Busantunana u
OcMmannuja, aHTHUK| TeopeTnuapu: Apucrokcen, Kneonnn u Iltonomej. Y. Zéiwve,
MuxamAtldn, Eykuvkiomaibeie tne apyaies elinvikiic povoikric, Mopdwtik6 Topupe
E6vikic Tpamélne, Abhva 1982, 356.
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Bpiio je Baxkna MokpamueBa npumei0a y Be3u ca BEIUIHHOM Teplie
y JECTBHLM C1A80CN06/bA NIECTOT Tiaca, Kao0 M CTHXMPApCKOr HareBa
JPYTOT U MPMOJIONIKMX XHMHH YETBPTOT M ITOHOBO HIecTor riaca. OH je,
HauMe, KOHCTaTOBaO Ja TOjEJMHH CPIICKU MOjIM MMa]y TEHACHIU]Y Jaa
C1a80C106/be ECTOT TJlaca MeBajy y AypMOIly, ¢ TUM J1a ,,HUKaga He U3-
BYKY BEJIMKO]j TP OHY JIOBOJbHY BHCHHY, KOjy OHa Tpeba Ja MMa Kao
tpehu mypcku crynamk. OHH 1eBajy OBY TepIly Malio HWXKE HE 33 TO IITO
OHHU He OM MOTJIH I'pjoM u3BYhH BelHKy Tepily, Beh ITo ce ToMe MpoTH-
BH KapaKTep OBHX Menomja“.” ¥V NMOMEHYTHM HameBMMa JPYror U de-
TBPTOT Ti1aca MoKpamall je MPIMETHO CYIPOTHO, 1a IMa MHOTO TIeBada
KOjU TepIlly HE MPOU3HOCE JIOBOJBHO BHUCOKO Kao AYPcKy, Beh je memajy
HIDKE, CKOpO Kao Moicky. Yumenunna u na je Kopuenuje Crankosuh,
MaKko jenuHH Mehy CpIicKuM MemorpaduMa, XapMOHH30Ba0 MCTE MEJO-
nuje y mony>* HaBene cy Mokpamlia Ha JBOjaKH 3aKJbydaK: WJIH Cy CE
OHE 3aKcTa MeBajie paHuje y MOy HJIH Cy Ce, IITO je joIll BepOBaTHH]E,
neBaie ,,He apTUKYJINCaHO, Tj. 0e3 MpaBWIHOT ofHOca m3Mely mojenu-

HUX CTYIIakba, O]l NPHIIMKE Ka0 MeJIO/Hje HAIMX rycana®.”

Haj3an, mo3HaTH CPIICKH KOMIIO3UTOP W MeJorpad H3HEO j& U IpeT-
MOCTABKY JIa je HECTAOMIIHOCT TepIle MOCIe 1A IEBHIUYKE MpaKce y KO-
jOj cy CpIICKM TOjuM HacTojanu jaa, uzberaBajyhu ma meBajy yHHUCOHO,
Jj€THOTTIACHO] MEJIOIMj! JTO/IABAIIH NPAThY Y MapalieIHuM Tepiiama. Me-
hyTum, ocTao je roToBO yBepeH a ,,HallluM ¥ CYBHIIE MIPUPOJHUM U HE
MY3HMKaJIHUM TIeBaylMa Majia Tepla HHje UIIUIA TaKO JIAKO U TI0Yy31aHO U3
rpia, a jOII BHILE 3aTO LITO BEJIHMKA Tepla Ha CBPILETKY KAaKBOT MEJIOH]-
CKOT' CTaBa y JIBOTJIACHOM CJIOTY 3BYYH IIyHH]¢ W TIPHjaTHH]E O] MOJICKE
Tepla, IeBayl KOjH Cy BOAWIM MEJOAH]Y BYKIIM Cy TEpIly CBE Ha BHIIIE,
ma ce Tako Tepla MMOCTENEHO 3a0llTpaBana AOK HHje MocTala BeluKa —

nypeka“.

HoBo cBetsio Ha MokpamieBe NPeTIOCTaBKE Y BE3H Ca HEOOUYHOM
TEPLIOM y IPYIrOM, YETBPTOM M ILIECTOM IJIacy, Ka0 U Ha pa3yMeBambe Jie-
CTBHUYHHX MPUHIIMIIA HA KOjuMa je ypel)eHO CPIICKO LPKBEHO MOjarbe J10-
JIa3u O pe3yJiTaTa YIopeaHe aHalIu3€ HOTHOT U HeyMckor OcmoenacHu-
ka. Ho, mpe Hero mro ce 3aAp>KUM Ha KOHPETHUM 3aKjbydlluMa yKazahy
Ha OCHOBHE NMPHUHIIHUIE O] KOjUX CaM y NMPUMEHEHO] METOAOIOTHjH I10-

3 Cresan Cr. Mokpaman, Has. deno, 9—10. HanomumeM aa ce Mokpamall 0/uTy4ro 3a

AYPCKY JIECTBUILLY Y HAIIEBY CIAB80CN06/ba IIECTOT I'J1aca.

* Y. Ana Credanosuh, ,,HoBH mpuios3u mopeljery KapIoBaukor i 6eorpaackor moja-

ma Ha npuMepy OcmornacHuka Kopaenuja CrankoBuha u CteBana Mokpamua“, y:
Paszeumax, 3ajeqap 1991, 6p. 1-2, 83-90.

CreBan Ct. Mokpama, Has. dezo, 10.

3% Hemo, 10-11.
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1JIa, Ka0 ¥ Ha TOjeIMHE EJIEMEHTE KOjH, TIpeMa Ce HEe YMHE OJUIydy]y-
huM 3a paBHIIHY er3eresy, TO 3ampaBo jecy.

Kao npenycioB nopehery rpukux u CprcKUX HaleBa HAMETHYJIO ce
npeHeOperaBame BP0 BAXKHUX PasiMKa y IPUPOIU U 0COOCHOCTHMA 1B
THIIa HOTALIW]e KOjUMa Cy OHH Y HOBHjO] HCTOPHjU Oenexeru.” Y LHibY
IITO BEPHHjET TPapUUKOT MPEACTaB/baba CIMYHOCTH U Pa3liuKa y CBH-
JEHTUPAaHUM TOHCKMM HH30BHMa, HEYMCKH 3aIlHC je TPaHCKpUOOBaH y
MIETOJIMHUjCKO HOTHO MHCMO. Menoauje u3 cprckor Ocmoenachuxa Cy,
MelyTum, y BelinHu ri1acoBa U HaleBa CBeJieHE Ha (PMHAIUCE TPUKKUX Ha-
nesa,” jep ce jeAMHO Tako y 3HATHO] MEPH TOKA3yje BAIMIHOCT TEOPHje
0 ypeheHOM HOpETKy JeCTBHIA Y IJIacOBHMa LPKBEHOI I0jama, Kao U
MOy NapHOCT y BehWHHM eneMeHaTa KOju JIECTBUYHY CTPYKTYpY onpehe-
HOT TJ1aca, ¥ TPYKOT M CPIICKOT, YNHE Mpeno3HaTiuBoM. [Iputom, jour jexa-
HOM HarjaimaBaM, MOLUIO C€ O]l YMIEHHLE N1a jefaH TOHCKU HU3 HUje
YBEK KapaKTEepUCTHYaH 3a CBE IIECME Yy OKBHPY jeJHOI IJaca, T€ Ja ce
Mame uiIu Behe pasnuke y aMOWTYCy, BPCTH M pacnopeny WHTepBaia,
TJIaBHUM TOHOBMMa T10jaBJbyjy O HalleBa A0 HaleBa KOju y 30Mpy UMHE
riac. Takobe, mpemaa jenaH riac y LEIHMHN MOXE UMAaTH UCTY BPCTY Jie-
CTBUIIE, Y CKJIaJly ca THM y KOM C€ H€HOM JIeTy (HUCKOM HIIM BHCOKOM)
Uy KOM 00MMY TOHOBa Pa3BHjajy MeJOAMj€ KOje HaleBy NpHUMIajajy, He-
MHUHOBHE Cy Mam€ WM BHUILIE yIedaT/bUBE 3ByUHE pasjiuke Mely muma.
OBo crora mITO HUXOBY OKOCHHILY YHHE JPYTadMjH IIaBHU TOHOBH, OU-
JI0 A2 je ped o (UHATHOM, KOjH je ¥ HajBaXKHHUjH, WIIK O OHUM KOjH ce Ha-
Ja3e Ha 3aBpIIELMMA MEIOIMjCKUX 0bpasama.”

3a aneKkBaTHO TyMaudeHme pe3yiTaTa aHalu3e JIECTBUYHHMX OCHOBA
IPUYKOT M CPIICKOT OCMOTJIacja HOTPEOHO je y3eTH y pa3MaTpame u TOHO-
B€ YHja BHCHWHA, Y 3aBHCHOCTH O] MpaBlla y KoMe ce Kpehe Mernonuja,
ocumiyje. OBu cieqU(UYHA TOHOBHU, y MOJMOBHHKY 3aIlaJHOEBPOIICKE
TeopHje My3HKe Ha3BaHH aJITEPOBAHHU, a Y TPUKUM TeOpUjamMa — rPaBUTH-

7 O HeKOMITaTHOWITHOCTH ABe HOTammje BumeTH: I'pnyopiov ©. Ytdbn, ,’H modaid

Bulavtivy onueloypadier kel TO TPOPALLE peTaypadnc THE €l TO Tevtdypoppupovs,
Bugavrive, *AOve 1975, 193-220; Vesna Peno, ,,Von der Sinoptischen bis zur
Analytischen Neumatischen Notation — Am Beispiel des Sticherons von German

Neon Patron®, Mysuxonoeuja, beorpan 2007, 6p. 7, 259-278.

*¥ 'V nojenunuM ciyuajeBMMa TPAHCIO3MIMjA HUje M3BEICHA NpeMa GHHAIUCY FPUKHMX

Menozmja, HETO Hpema OZ[FOBapajyheM HUHTEpBAJly, TaKO Aa CIMYHOCT Yy OJHOCUMa

u3Mel)y TOHOBa 1071831 10 ITYHOT U3paxaja.

¥ Ila je GuTHO OGeIeKje [IOjeAMHIX HATEBA 1 MPENIO3HATHBO CBOJCTBO I71aca y LENHHH,

MO3HILMja KOHKPETHOT TOHCKOT HHM3a Y JAaTOj JIECTBHIM, IPYTUM PEYUMa, MECTO UHH-
Lyjanrca u (puHaAIICa U caMiM THM pacIiopell MHTepBajia, OTBPhyjy XUMHE MpBOT, de-
TBPTOT ¥ YETBPTOr IUIAraJHOT IJIaca U3 rpuke Tpaauiwje. lako UM je y OCHOBU HCTa —
JIMjaTOHCKA JIECTBHIIA, Y KOjOj Cy MHTEPBAIN UCTE BEIMYKMHE 300T PA3INYUTOr TOHAIHOT
LEeHTpa U (prHAIICa MeIMjTHIX Ka/IeHIH, 3ByYHH YTHCAK j& Hy)KHO JApyTradnjH.
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pajyhu TOHOBM, HUCY YBEK y HEYMCKOM 3allMCy O3HA4YCHU, ald Ce Ha
OCHOBY yCMEHE TpaJullMje FOTOBO IOY3aHO 3Ha Kako ce u3Boge. Mo-
Kpamall je Ha OBAKBE TOHOBE CKPEHYO Na)Kiby KOPHCHUIMMA HETOBOT
Ocmoenacnuxa y HalloMeHaMa y KOjUMa je TPeIoYro MENOANjCKEe BapH-
jaHTe, alu cy yInpaBo MHIUKATHBHU OHU KOj€ HaJla3uMO y TJIaBHOM HOT-
HOM TeKcTy. CXOJHO IPUMEHEHO] METOAOJIOTHjH, BbUX He Tpeda Be3nBa-
TH 3a npeonial)yjyhu TOHCKHM HHU3 y HareBy, Beh WX je TOTpeOHO TpeTH-
paTu Kao MpUBpPEMEHE alTepaluje Wil, MaK, Kao TOHOBE KOjH yKa3yjy Ha
MPUCYCTBO MOJYyJaLHje.

VY HeyMCcKOM IHCMy MOZyNalyje cy HeJBOCMUCIeHe, Oyayhu na cy
03HaueHe MOCeGHMM 3HAKOBHMA, T3B. mopama,’ M 10 mpaBmwiy cy y
(GYHKIM]M TOJAaTHOT MCTHUIAa TEKCTYAIHOT Mpeonika, ojapehere pe-
YM WIM YUTABOT CTHXA. Y CKIIOIY MEJOJMjCKUX oOpa3ala Koje Cy y4uin
HamameT, CPIICKH II0jIM CY YYWIH U MOJYJalMje Koje Y ’bhMa MoCToje, a
Jla TO HUCY peTUcTpoBamu. Mokpamail je, y CKIaay ca TEeOPHjCKOM KOH-
LEMIINjOM 3aMaJHOEBPOIICKE MYy3HKe, MOIyJanuje YHYTap MeJOI!jCKIX
oOpazala TyMauuo Kao CKpeTamba y JOMUHAHTHH TOHAJIUTET WJIM UCTOH-
MEHHU MOJI, OTHOCHO Jyp, HO, Kao mTo hy y HacTaBKy HOKa3aTH, lBUXOBO
MPUCYCTBO Cce y mecMama Cprckor OcmoeiacHuka TOTOBO TIO MPAaBHITY
Be3yje 3a HeMucaHa MpaBWiia O MPOXKHUMamy oIpeheHuX riacoBa 0CMO-
rjacja, OJHOCHO FbUXOBHX JIECTBHUIIA, YEMy Mapajiesie TIOHOBO HAJIA3UMO
y rpukom Anacmacumamapuony.”'

Hajounrneaanja moxyaapHocT n3Mmel)y HameBa nBe Tojadke Tpaju-
1yje, Mperno3HaT/biBa KaKo Ha OCHOBY 3BYYHE MEpLEIIUje, TAKO U Ha
OCHOBY Tpa(uuKOr TpUKa3a TOHCKUX HHU30Ba, MPUCYTHA je y Tpehem u
ceaMoM ritacy — Bapucy.” JlecTBUUHY CTPYKTYPY MeJIOMja OBHX IIaco-
Ba YMHE MHTEPBAJIM MCTUX BEJIMYMHA: J[BA IIeJIa CTEIICHA U jeJaH IOJTy-
CTETIeH, a 3ajeTHMYKU Cy UM (PMHAIHMCH U 3aBPIIHU TOHOBH y KaJeHIaMa,
aNTepOBAHM TOHOBH '~ M TUIMYAH, PABHOMEPAH MENOIHjCKO-PHTMHUUYKH
okper y obpacimma.**

40 :
OBH HEYMCKH KapaKTepH Cy y HOBOM Memody jacHO Ae(UHUCAHN U Yy 3aBUCHOCTH O]

TOra KOjy JIECTBHUILYy WITH, OJHOCHO, KOjy HHTEPBAJICKY CTPYKTYpy O3HA4YaBajy, MOTY
OUTH JMjaTOHCKE, XpPOMATCKE MJIM CHXapMOHCKe. dmope Cy yBeK Be3aHe 3a KOHKPET-
HE TOHOBE, aJIi C€ YjeIHO MO/ HhHMa Mopa3yMeBajy U MHTEPBAIU Koje 00pasyjy ca

CyCE€AHUM TOHOM, OHUM KOjI/I OpeTXOAN WK CIICU.

1" Becna IleHo, ,,CTaHOCTH Meljy MTacoBUMa CPIICKOT OCMOTTIACHOT T0jakha — TPHITOT

aHAIMTHYKOM [POYyYaBamy LPKBEHOT mojama‘, 36opnurx Mamuye cpncke 3a cyencke

ymenocmu u mysuxy, Hopu Can 1998, 6p. 22-23, 67-77.

2 Bugmern y npuiory HoTHe npuMepe 6p. 3.3 1 3.7.

'V rpukom Tpehem riacy ce ¥ y HPMOIOLIKOM H Y CTHXHPApCKOM HAIIEBY jaBIbajy II0-

BUILICHU JIPYTH U YETBPTH TOH Y OZHOCY Ha (MHAIIHC, JIOK ce y cprckoM Tpehewm ria-
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3ajemHuuke 0COOCHOCTH J10J1a3e JI0 M3paXkaja U MPU aHAJIM3U CBUX
HareBa IpBOT ¥ HETOr — MPBOT IUIArajHoOr IJlaca, Ka0 ¥ OCMOT — YETBP-
TOT IIAraJHOT TJIaca, M, Haj3aj, y CTHXUPAPCKOM MEJOCY IIECTOT — JIpy-
ror mnaraaHor rinaca.” Ca H3y3eTKOM OCMOT TJIaca, 3a CBE OCTajle TIoMe-
HyT€ IJIacoBe, y 00€ mojauke TpaJuiiuje, KapaKTepPUCTUYHO je MPeruInTa-
e JjaToHNKe (KOoja je TI1aBHO o0ererkje JeCTBHIA IPBOT U METOT — IIp-
BOT TIAraJTHOT) U XpOMatuke (Koja je CBOjCTBEHA IIECTOM — JIPYTOM Ijia-
TaJHOM TJacy). Y TOHCKMM HH30BMMa JAaTHUX TJlacoBa MOCEOHO MECTO
MMajy ¥ aITepOBAaHH TOHOBH.

Kao mnmycrpanuja 3Hauaja Koju y TyMauemy TOHCKHX HHM30Ba CpII-
CKOT Y TPUKOT T0jarha UMajy aaTepOBaHH TOHOBH, W, jOII BaKHHjE, Kao
MOTBpPJIa ]a OHU YECTO yKa3yjy Ha MPUCYCTBO KOHKPETHE MOIyJalHje Yy
HEKH APYTH THUIl JIECTBHIE, MOXE /a MOCIYXH I0jaBa MPEKOMEpPHE Ce-
KyHJIe Ha KOjy je 1 MoKpamall CKpeHyo NaKiby Yy HallOMEHaMa y Be3H ca
NPBUM, IETUM H OIECTHM IJacoM. Y JOJATKy Y3 MEJOAN]y BO3BaTEJHHOT
ctuxa [ 'ocnoou 6036ax MPBOT T1aca Meyorpad je moCcBeI04ro J1a MOjIu Y
JpYyroM y HU3Y MEJOAMjCKOM oOpacily NeBajy U yucm U npeKomepau
JIPYTH CTyIam, ® MTO K OBOM, K20 M IETOM M IIECTOM TJIacy Jaje ,,0pH-
jentanny 60jy“.*” IlojaBy npekoMepHe ceKyHze y IIPBOM, alld H Y IIETOM
riacy cprckor Ocmoenacuuxa Tpebda, MehyTum, pasyMeTn Kao MoIyJsa-

Cy T0jaBJbyje NOBHUIIEHH Y€TBPTU TOH oX uHaiMca. 11 y HacTaBKy paja, CTYIEBH y

nectBunama he 6uTn HyMeprdkH ofpel)eHn y ofHOCY Ha CTBapHH (hHHAIIMC MEIIOH]ja.

' 3aHEMIBMBO je MOMEHYTH M Ja CBOjEBPCHM M3y3eTaK yHyTap XuMHH Tpeher riaca,

no3Hatu OoxkuhHu KOHAAK /[jesa Onec, KOjU je MOJEIN 3a CBE OcTalie KOHIAKe OBOT
r71aca, IMa UCTy MEJOZIUjy M Y TPUYKOM U y CPIICKOM MY3MYKOM Ipeniamy. Bunetn: Becna
[eno, ,,0 menomuju 6oxuhHor KOHMaka Tpeher raca ‘ljea gHec™, 360pHux Mamuye

cpncke 3a cyercke ymemuocmu u mysuxy, Hosu Cax 2005, 6p. 32-33, 25-42.

* Bugern y mpunory HoTHe npumepe 6p. 3.1, 3.5, 3.8a u 3.86, 3.6a. Hanmomumem n1a je

y Be3W ca IPBHM, [IETUM U IIECTHM IJIACOM H3/BOjeH caMo IpeoBnalyjyhn ToHCKH
HU3, JIaKje, OHaj KOjU KapaKTepHIIe JIECTBUUHY CTPYKTYpY Y BehMHHU MeloJujcKux
obpazana yHyTap IecMe, OHOCHO y LieJMHM HareBa. HoTupane cy M camo IiaBHe,

anu He U cBe npuMeheHe anrepanyje.

% Mokparmal] CXOIHO CBOjOj KOHIISTILIH]H HABOIK [a jé TO YeTBPTH CTymam. Has. deno, 15.

47 Cam MokparmaIl ce y TTaBHOM HOTHOM 3alIUCy HPBOT [IIAca OMPENEITHO 32 YuCH HH-

TepBa, Kako Ou u3berao opujenmannu npu3Byk. Mcmo. IlpekomepHa cekyHza je 3a-
curypHo ortexana Koprennjy CrankoBuhy XapMOHM3anUjy CTUXHUpa IECTOT TJiaca, a
n3berasaiy cy je, kajx rox cy moriu, 1 bossapuh u ce y Tajmanosuh. Ha oBy nojaBy
je ckpeHyo naxmy jom kpajem XIX Bexa Anexcannap JKuBkoBuh Mcrakasmm 1a J10-
6pu nojum y KapinoBaukoj MUTPOIIONHjH NEBajy IPEKOMEPHY CEKyHAY YIIpPaBo Ha Me-
CTHMa Ha KOjUMa je IIOMEeHYTH 3alucuBadl U30cTaBibajy. Y. A. Kuskosuh, ,,Hame
LPKBEHO Mojame", y: Becnux cpncke ypkae, beorpan 1899, 6p. 1-2, 142. 3aHUMIBHBO
je u To 1a je y cTuxupama npsor riaca Henmax bapauku peroBHO yHOCHO IpeKoMep-
HY CeKyHIY, 1 To y Tpehu no pexy menoaujcku obpaszan. Y. Henan bapauku, Hom-
HU 300pHUK CPNCKO2 HAPOOHOZ YPKBEHO2 NOjarba NO Kaprogaykom Hanesy, (poToTur-
cko mname), Kparyjesar 1995, Kanennh, 81-85.
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Hjy Y TBPO XPOMATCKY JICCTBUILY,® INTO je YOOHYajeHO HAPOUHTO 3a
CTUXHPAPCKE MEJIOIUje MPBOT ¥ MPBOT TUIATATHOT Tlaca KACHOBU3AHTH]-
CKe TI0jauke Tpaaullrje U3 Koje Cy IPOUCTEKIIE U HOBHja TpUKa M HOBHja
CpIiCKa My3uuKa mpakca. Y Anacmacumamapuony JoBana [Iporomncanra,
Kao ¥ y JPYrMM HEyMCKUM 300pHHULIMMA CIIMYHE BPCTE YHjU Cy MOTIIH-
CHHIIM Pa3NIMYUTH ayTOPH, Y MeJIOHjaMa IaTHX TJ1acOBa je UCTYMamke U3
JIMjaTOHCKE y TBP/Y XPOMATCKy CKally TOTOBO HE3a00MIIa3HO U, Kao IITO
cam Beh ucrakna, yBek je y CiayOHM JOJaTHOT HarjaniaBamba CMHCIA
TekcTa 1moja Heymama. To, MehyTum, J1a jour jefTHOM TTOHOBUM, HUje CIIy-
4aj y cprickoM Ocmoenachuxy TOe je IpeKoMepHa CEKyHIa CBOjY ITO3H-
1IUjy CTEKIA ,,[10 MIA0JIOHY ™, Y MPOIeCy Kpojerba XUMHOTPad)CKOT Tpe/-
JIOIIKa IpeMa yTBphEHUM MeNIO1jCKUM 00paciyuMa.

Ha Beh onmcan HaunH oyyBaHa je U y3ajaMHa IOBE3aHOCT I1jaTOHU-
K€ M TBpJIE XpOMATUKE y CPIICKOM IIecToM riacy. Hamme, ,,HeoOmuan®,
,,OPHJEHTATHU TUI JIECTBUIIC ¥ CTHXHpaMa IIeCTOT Taca, 3a Koju Mo-
Kpamall y Typ-MoJl CHCTEMY HHje HaIllao aJeKBaTHO MME, jecTe Y CTBapu
TBPIIO XpOMATCKa CKaJla CTUXUPAPCKOT APYTOT IUIArajlHor riaca y Kojoj
je, 6arm kao u y ciy4ajy MeJIoArja IpBOT Tiaca u3 cprckor Ocmoanachu-
Ka, y TIOJSIMHUM MEJIOJINjCKUM OOpaciiiMa IpUCyTHA MOAYJIAlMja Y -
jatomcky nectsuly, ogHOCHO y mpu rmac.’’ Tpe6a ucrahu na je 3aBp-
IIHY, IPUTOM JIMjaTOHCKH, a HE XPOMATCKH o0Opasall y CTHXupama Iie-
CTOT TJlaca HECBOJCTBEH T'PYKUM MENIo/HjaMa, Kao M TO Ja je (uHAIHU
TOH 3a KBapTy HM3HAJ OCHOBHOT TOHA JPYTOr IUIATaTHOT CTUXUPAPCKOT
riaca. Tako ce, ynIpKoc BH3YE€JIHO KOMIATHOMJIHUM TOHCKUM HHU30BHUMa
CTUXHPAPCKUX MEJIOJHja CPIICKOT IIECTOT M T'PYKOT JPYTOT IDIarajHoT
riaca, ycieJ pa3iuiuTux GUHaIrca U OMMCaHOT 3aBpIIHOT o0pacua, J10-
6uja apyraumja 3ByuHa ci1uKa. VicTa 1mojaBa ce MOXKeE YOUHTH U Y TIETOM
rinacy cprckor Ocmoenachuxka, y CTUXHUpaMa y Kojuma ce (GPUHAINC T10-
KJiara ca 3aBpIIHUM TOHOM THUIIMYHHM 32 UPMOJIOIIKE, ajli HE U 32 CTH-
XHpapcKe MeNoArje TPUKOT MPBOT IUIarajHoT Triaca.

4
'V merom rmacy y MokpamueBom OcMo21achuky XPOMATHKA A IPEKOMEPHHM HII

,,TBPJIUM" HHTEPBAJIOM CEKyHJIE C€ HAJIa3M y NPETIOCIeA’eM U (HHATHOM o0paciyy,
HajIIpe Ha peYrMa ENErAA BO33BATH J1a OM ce 0J]Max y HACTaBKY BpaTHJIA JAWjaTOHU-
Ka, M OH/Ia TIOHOBO Y 3aBPIIHULIA HA PEYUMA O CABILH MA.

#  KoHKpeTaH IpyMep HCTyIama y THjaTOHHKY, Kaja je Ped O BO3BaTe/bHOM cTuxy I o-

cnodu 6036ax, Hanasu ce y Tpehem no pexy obpaciyy Ha cTux I'ocnoAn BO33BAXh Kh
Tesk oycanm (OBpaTaKk y XpOMATHKY je Beh Ha PEUM MA), 3aTHM Y KPaTKOM MO-
TUBY Ha peUH BO33BATH MM Yy IIpEeTHOCIEmbeM obpacily U, Haj3al, Y (GUHAIHOM KOjU
npemMsia XpOMaTckKu y TMPBOM Jely, y KaJCeHIM MOCTaje AWjaTOHCKH, HAJIUK MEeTOM

riacy (yI. IPeTXOAHY HallOMEHY).

0 DuHaNHE TOH 3a KBApTy HIDKE KOjH OF Ce, TaKiIe, TOKIONNO ca (DHHAIICOM H3 CTH-

XHPapcKUX MeNOAWja APYTOor IUIArajHoT IJlaca jé TOHAJTHO yOeIJbUBHjU, HETO HOTH-
paHa KajieHla y cprckoM OcmMo2nacHuxy.
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3ajemHuuUKo 00eNeKje y IIIaCOBUMA: IIPBOM, TIETOM U IPBOM ILIaraj-
HOM jecy ¥ TOHOBHU y (PyHKIMjU NpoJIa3HULIA WIIM CKPETHHULA. Y HOBHjEM
TPYKOM TI0jarby C€ yCTallO MaHUP Ja C€ Yy 3aBUCHOCTH O MEJIOJIH]CKOT
nokpeTta onpelheHu — rpaBUTHPajyhn TOHOBHM TieBajy CHUKEHO WJIH TTOBH-
LIEHO, OJJHOCHO Y CBOjOj PeajHo]j Mo3ULUUju. Tako ce Ha mp. y OUjaTOH-
CKHM JIECTBUI[aMa, HAPOYNTO Yy HAIIEBUMa IPBOT U TPBOT ILIarajHoOT TJ1a-
ca, aJli UCTO TaKO U Y YETBPTOM U YETBPTOM ILIaraiHOM, TOH 30 TIeBa Ha
CB0jOj MPUPOIHOj BUCHHHU WK BUILE of Tora. Mako ce y HajseheM Opojy
clly4ajeBa JIelllaBa Jia je 30 MOBUIIIEHO KaJia ra MeJIouja Ipesasu, 0e3 1a
ce yOp30 Ha Iera BpaTu WIIH, MaK, YKOJIUKO OCIIIIYje U3HAI Hera, Tako
Jia je OH HajHW)KU TOH y MOTHBY, U OOPHYTO, Jia jé Ha CBOM OATrOoBapajyhem
MECTY Yy TOPH-EM JINJaTOHCKOM TETPaxopAy Kaja je ynpaBo OH HajBHIIN TOH
Y MOTHBY WJTH KaJia C€ MEJIOJIHja CITyIITa UCTIOM HEra, IOCTOje OPOjHH TIPH-
MepH y KOjUMa Ce TOjIH 3a jeIHy WIN IAPYrY BapujaHTy OINpelesbyjy Ha
OCHOBY JINUHOT MCKYCTBa y KOME BayKHO MECTO 3ay3MMa yCMEHO T10jauKo
npename, OHO Ha MITa Cy HABHKIM. 3aHUMJBUBO j€ Ja je IOMEHYTH TOH
30, Yy €BPOIICKOM HOTAIMjOM HOTHpPAHHM IIeCMama CPIICKOT IETOT Tiaca
TOH /1, OJTHOCHO b, TOTOBO Ha IIKOJICKM HAYMH TPETHPAH.

Ha ocnoBy mnopehema HHTEeprpeTanyja IpUKHUX H CPICKUX HaIeBa
JpYyror, YeTBPTOr U CUIaOMYHUX MEJNOAWja OPYror IUIarajHor, Tj. Ie-
CTOT TJ1aca, ONpaB/IaHO ce MOKE KOHCTATOBATH Ja je CINYHOCT Mel)y mu-
Ma MPUCYyTHA y OHOj MEPHU KOja C€ MOKE CMAaTPaTH CIyIajHOM. Y pa3BH-
jeHujoj menomujckoj Bepauju OcmoeracrHuxa JoBana [lpotoricanra TH-
NMYHE Cy U MEKa M TBpPZa XpOMATCcKa JICCTBUIIA, U TO KaKO 3a JPYTH, Ta-
KO W 3a IeroB IUIArajH{ Ijac. Y JApYyroM riacy Meka XpoMmaTHka je y
OCHOBH CTHXHPApPCKOT HAIeBa, OMNyCmumenHoe mponapd, 6020poout-
Hoz, xuMHe Boz ['ocnod u cedannux Koju NpUNagajy UPMOJIOIIKOM Me-
nocy. Harnamasam ma je ped o mecMama Koje Io JISCTBUYHHM 0COOCHO-
CTHMa YrHE 3ace0Hy TpyIy U y cprickoM OcmoznacHuxy, y YijeM je TOH-
CKOM HH3y MOKpamarl KOHCTaToBao AypMoiL.’> OcTaje Melouje Apyror
rnaca y o0e Tpagunuje Koje NpUIaaajy CHIA0OMYHOM HAIeBY KOPHCTE
JPyTavdju THII JIECTBUIE: TBPAY XPOMATCKY Y TPUKOM MOjarmby, OJTHOCHO
JYPCKY Y CPIICKOM TIojamy.” Ho, 0Be HaM3IJIe HECTIOjHBE CHIU(HIHO-
CTH JIPYTOT IJIaca OcMorjiacja y ABeMa My3W4KHUM TpaJHiijama y MoTIry-
HOCTH OWBajy TOHHINTEHE TIPH BPJIO jETHOCTABHOM CKCIIEPUMEHTY. AKO
ce Menouje 00a HareBa CPIICKOT I0jamka MeBajy ca HHTEpBATUMAa MEKe,
OJTHOCHO TBPJE XPOMATHKE, CIMYHOCT ca TPUYKUM IOjarbeM 0 T€ Mepe

' Ped je o apyrom cTymmy y oaHOCY Ha $uHAamAC a. Menoauje metor rmaca us Mo-

KpamwueBor Ocyoziachuka TPAHCIIOHOBAJIA CaM 3a BEIIMKY CEKyH]y HABHIIIE.

52 Bujern y IpHIIOTY HOTHH TIpHMep Op. 3.24.

53 BumerH y IprIIoTy HOTHH mpuMep 6p. 3.26.
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MocTaje yrnaJbuBa Jia je Hen30ekaH 3akJby4ak Ja Ce paju O jeJHOM U
MCTOM IIPKBEHOM I0jamy. HeBenmku aMmOuTyC Meloiuje, MUKPOCTPYKTY-
pa oOpazaria y kojuMma mpeosial)yje eBOIyTHBHU TPHUHIIHIT Ca YECTUM TIOHA-
BJbAKEM TJIABHUX TOHOBA, 33jeJHUYKH TOHOBH KOjH 00pazyjy OKOCHHILY
rinaca, ykibydyjyhu HapaBHO u ¢uHanmc, 60e3 cymme moTBplhyjy 3ajex-
HUYKM My3HYKH M3BOP TPYKOT M CPIICKOT APYyTOr Tiaca ocMoriacja.™

[Tpumep 6p. 2
I/IHTepBaHCKa CTPYKTYpa JICTCTOC U MEKO XPOMATCKE JICCTBHUIIC:
N 11 dh q x 4y q
8 12 10 12 8 12
6 r A % %’ v’ T
8 12 8 14 8 12
— & — & — o —

Jlo rcroBeTHOT 3aKJbydKa J0JIa3U CE U KaJa ce 3aHeMape Ipea3Ha-
muMa JeuHuCcaHe MHTEPBAICKe BENMYMHE CHIA0UYHOT HAIeBa MIECTOT
rmaca y MokpamueBoM OcmocnacHuxy, KOMe TPUTANA)y CHUX0BCKe
cmuxupe, 6020poouUan, O1ANCEHA, KOHOAK U RPOKUMEH, ATH U CLABOCI0-
/e, y KOMEe MENOAMja MMa HeITo Apyraudju mpaparn.’ Hamme, mpu
MPUMEHHA MEKE XPOMAaTHUKE CBOjCTBEHE MCTO] BPCTH TiecaMa Yy Anacmacu-
mamapuony Joana [Ipororncanrta, CIMYHOCT UPMOJIOUIKOT MeJioca Iiie-
CTOT M JIpyror IularaiHor riaaca he Outu Bumie Hero ouurieaHa. OBy
crienupuIHy yMarbeHy, Nakie, He HU Mally, HU BEIHKY Tepiy Io0po je
yyo CteBaH MoKpamall y yrpaBo ONMCAaHUM MEJO1jaMa, Kao U y cuia-
OMYHOM HANeBY YETBPTOT TJlaca 3a KOJH j& Y HO80M Memody TIPOIUcaHa
JIECTBHUIIA TI03HATH]A Kao iecemoc.”® Ped je 0 TOHCKOM HH3Y KOjH ce jomr
Ha3WBa OUjamoHCKu Opyeu nia2ainu; OCHOBA je TOH ), a CTPYKTYpPY UHd-
HE /IBa TPUXOpJa pa3JBOjeHa AUA3EeBTHUKYCOM. YCliell Jpyradujer pacio-
pella MHTepBalia M Pa3InYUuTOr (PMHAINCA, OBa] TOHCKH HHU3, OJJHOCHO TIe-
CMe KOje ce 10 HBheMy TeBajy ce pasziuKyjy O OCTAIHNX JHjaTOHCKUX Tie-
cama, Oam kao mro ce Mel)ycoOHO pas3NiuKyjy MPBH H IIE€TH TJIac C jeJHe
CTpaHe, M1 OCMH TJ1ac ¢ apyre ctpane. Ho, 30or nosunmje punanuca y je-

Buneru y npunory HoTHH ipumep 6p. 4.

> Bupern y npunory HOTHH npumMep 6p. 3.66.

% Bupern y npunory HoTHH mpuMep Op. 3.46.
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reToCy 4YecTo ce KO/ Iojana MovYeTHHKa JellaBa Jja ra Meliajy ca MeKo
XPOMATCKHM THIIOM JICCTBHIIE, T¢ 1a YMECTO JMjaTOHCKHUX, MEBAjy ympa-
BO XpoMaTcke MHTepBajie. MoX/a je TO y CTapuHH OHWO CIy4aj U ca CpIl-
CKUM TIOjIIMMA, TaKo Ja je Mokpamall CHjIaOuYHe MEJIOUje YETBPTOT
rjiaca CBpPCTao 3ajeIHO Ca MEKO XPOMATCKHM CTUXHPAPCKUM HAINEBOM
JPYTOT ¥ HPMOJIOLIKAM MEJIOCOM LIIECTOr riaca.’’

[IpencraBibeHe 0cOOMHE JECTBUYHOT CUCTEMA Ha IpUMepuMa Axnacma-
cumamapuona JoBana IIpotoncanra u Ocmoenacnurxa CteBana MokparbIia,
HECYMIGUBO TMOTBPHYjy UMIGEHUILY Ja HOBHMja IPKBEHO-TIOjadyKa MPaKCH Y
mmpeM nojacy bankana uma 3ajenauuky kopeH. Mcruna je, Takohe, na cy
TpUKa U CPIICKA MOjavka TPaJUIHja, IPEBACXOHO 300T PasIHINTHX je3UKa
neBaHe XUMHOTpaduje, alr U KOHKPETHUX OKOITHOCTH y KOjHMa Cy ce Kpo3
BEKOBE pa3BHjaie, JoOujaie BpeMeHOM ojipelieHe crienupuuHOCTH Koje Cy
ux MelycoOHO ynaspaBaie. Jenan of 3acCUrypHO ojuTydyjyhux y3poka 360r
KOJHIX C€ y Tparamy 3a CIIMYHOCTHMA M3Mely OBe IBe My3HUKe IPaKce Mopa
MPUMEHUTH METOJ] KOjU C€ HE JIPKU CTPUKTHO 3allMCaHOT HOTHOT IPEIo-
IIKa, HO KOjH MOApa3yMeBa ¥ HEMHUHOBHO YKJbYUMBAH-E CIYIIHOT MM aK-
THUBHOT TI0ja4KOT' MICKYCTBa, jECTe Taj IITO HE TOCTOjH aIeKBaTHA TEOpHja
CPIICKOT IIPKBEHOT T10jarha, OHA KOja OM TIPOMHUIIIBAJIA U MPaBIiIa U H3y3eT-
Ke, a HE caMO KOHCTaTOBaJla YH-CHUYHO cTambe. OACYCTBO TaKBe TEOpHje
TIOCIIE/TNIIA je yIpoIheHOT HauMHa y4era IPKBEHOT Tojamka ko1 Cpda u To
y Iy’)KeM BpPEMEHCKOM IEepHOIy, HE camMO y HOBHjOj ncropuju. [IpuHImn
Kpojerba MENOANja, TAUHH]E Kpojerbe TEKCTa TI0 MEJIOAMjCKUM o0paciuMa y
CpIICKOj Ipakcu je Ouo ommydyjyhu u y HOTHpamy perneproapa Oorociy-
KOCHMX TIecaMa, YMMe je KOHIICTIIHja OCMOTJIACHOT CHCTeMa Kao YMTaBOT
CIIIeTa MY3UUKHX M XUMHOTPa(CKHX OCOOCHOCTH YMHOTOME M3Makia Ia-
JKEbU KaKoO T10jala, TAKO ¥ POyvaBaolia.

Hema HuKakBe CyMmbe Jia Cy CPIICKH MeJorpadu caBecHO OCNeKUIH
LPKBEHE MeNOoJMje, HA HaYMH KOjU UM je Ouo jenuHo Moryh u y ckiamy ca
3aKOHHUTOCTHMA 3aIaHOEBPOIICKE MYy3HKE KOjy CY jEIMHO YUIIM. YTIO3Ha-
Bamh¢ ca MojaukuM Tpaaunvjama bankana, y IpBoM peay ca CTapujuM Ciio-
j€M — BH3aHTH]CKOM U KaCHOBH3AHTHjCKOM LIPKBEHOM MY3HMKOM KOja je Kpo3
BEKOBa Omyia OCHOBa OOTOCITYXEHY y IMHPEM I10jacy MPaBOCIABHE UKyMe-
He, a 3aTUM M HOBHjUM TI0jayKKUM IpaKcama, Marhe WM BUIIE MOy IAPHUM,
HO 3aCHTYpHO, OOJIMKOBaHUM Ha OCHOBY HMCTOT y30pa U y jeTMHCTBESHOM JTH-
TYpPrUYKOM TUTIHIKY, YCIIOB je Ja O ce HaciieheHo Tojame MPaBUITHO pa3y-
MeJIo, a CAMHM THM | o4dyBaio. CaBpeMeHH CPIICKH TOjIIH, YIUTEIbH I10ja-
Ha U BErOBH MPOYYaBaOly PUBUIIETOBAHU]U Cy O] OHUX Y MPOLUIOCTH, TE
OTyZa HCTPajaBamke y jeJHOM YCIIOCTaB/bEHOM HHUBOY Iojaukor ymeha u He-

7 .
7 Ha HeTeMIepoBaHy — HEyTpalHy Teplly y HAPOJHHM IECMaMa ykas3ao je u BuHKo

Kranen. Y. Muzicki folklor, 1, izdanje autora, Zagreb 1962, 155.
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YIIUTAHOCTH Y BE3U Ca MPUHIMIIMMA Ha KOJUMa CE€ OHO TPajiy, U3IJeaajy
Kpajibe IcKaaeHTHO. icTHHCKA MoTpeda 1a ce MIMAHEHTHE 3aKOHUTOCTH 00-
ToCTy)XOeHEe My3UKe carjiefiajy M OXKHBOTBOPE Y JHUTYPIHIKOM OOpemy
YCJIOB je J1a ce O]l MUHYIIO3HE, Makap M BPJIO MCLPIIHE aHAIN3e KOja OIH-
cyje nohe 1o OHe Koja TyMadu, Kao U Ja ce OJf IIEBaYKOT MCKYCTBa Johe 10
MOjaYKOr — OHOT KOje TOJpa3yMeBa BIaJake My3UYKOM yMeTHomhy, aiu
WCTOBPEMEHO U YMETHOIINY MOJIUTBE.

IIPHIIOI — Ynopeonu npukaz moHCKUX HU3084 O 214cCO6UMA — HA-
nesuma 2puKoz u cpncKoz ocmoznacia’

Tabena Op. 1.
Heymcku n ofroBapajyhu HOTHH Tipea3HAIH
TPAHCKPUIILIUIA
[HOBHUCHUJIMLIA H ol 4 4
HEYMCKU CUMBOJIA
3A TIOBUCHJIUIIE d o o o
TOHCKA BPEJIHOCT 5 4 6 X
INOBUCHJIMIIA (y 6pojy MopHja)
HEYMCKU CUMBOJIA 5 o o
3A CHU3WINILIE L
TPAHCKPUIILIMJA CHU3WJINLIA < o b H
[Tpumep Op. 3.

Toucku HU3 Y CTUXUPAPCKUM U UPMOJIOIIIKHUM MCJ'IOZ[I/IjaMa Irnaca

Tp. 3.1.

AJII
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IIp. 3.2.a. ToHCKHW HU3 y cTUXUpapckuM Menoanjama Il rmaca

)

2N NN

¥ Jlerenpa:

— A JII (AnacracumatapuoH JoBana IIporomncanta)

— O CM (Ocmornacuuk CteBaHa MokpamIia)

— YOKBHPEHH TOHOBH Cy (DHHAIHNCH

— Mpea3HAlM HCIOA HOTa yKasyjy Ha HPHUCYTHE ajTepoBaHE TOHOBE Y MeEJIO-
IjaMa

— Y3 JIECTBHIIE CPIICKOT OCMOTIJIacja O3HA4eH je WHTEpBaJl 3a KOjH je M3BpIIeHa
TPaHCIIO3UIIH]a.
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Ip. 3.5. ToHCKH HU3 y CTUXUPAPCKUM M UPMOJIOIIKUM MeJiorjama V riaca

(3arpaama MapkupanyuM coBoM C 03HaYeH je aMOUTYC CTHXHPAPCKUX MENOJHja, a clioBoM 1
— aMOUTYyC MPMOJIOIIKHX MeJIOo/INja)
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Ip. 3.6.a. ToHCKM HU3 y CTUXUPAPCKUM Meoujama VI riiaca
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Ip. 3.8.6. ToHcku HU3 y upMmostomkumM Menoaujama VIII rmaca
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COMMON SCALE FEATURES OF THE RECENT GREEK
AND SERBIAN CHURCH CHANT TRADITIONS
(Summary)

This papar is an attempt to show the similarity between the Serbian and

Greek Post-Byzantine chanting traditions, especially those which relate to the
scale organization of modes.
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Three teachers and reformers from Constantinople, Chrisantos, Gregorios
and Chourmousios, established a fairly firm theoretical system for the first time
during the long history of church chant. One of the main results of their reform,
beside changes relating to neums, was the assignment of strict sizes to the inter-
vals in the natural tonal system.

There are three kinds of natural scales: diatonic, chromatic and enchar-
monic. They all have their place in the Greek Anastasimatarion chant book,
whose first edition was prepared by Petar Peloponesios, and later edited by Ion-
nes Protopsaltes. The first, first plagal and forth plagal modes are diatonic in
each of their melos, with very few exceptions; the second and second plagal are
soft and hard chromatic, while the third and varis are encharmonic.

It is important to note that the Greek chanter is very conscious of the scale
foundation of the melody, so he begins to chant the apechima foremost, the in-
tonation formula that comprehends all indisposed details to enter the adequate
mode, i. e. melos. One mode could use one sort of scale for all groups of melo-
dies — melos. However, in some modes there are different melos, whose scale
organisation is not equal at all. That means that it is not proper to equate mode
with scale, but rather to look for the specific scale’s shape through the melodies
that belong to the melos.

The absence of formal Serbian church music theory and, especially, the
very conservative way in which church melodies are learnt by ear and by heart,
has caused significant gaps, which preclude an adequate approach to the essen-
tional principals of Serbian chant. Over the years many Serbian chanters and
musicians have noted down church melodies, especially those from the Oc-
toechos, in F or in G, with the key defined as either major or minor. However, it
ought to be said that Serbian chanters in the recent past, as well as those who
take part in worship today, do not consciously connect the mode, melos or mel-
ody with scale progression, but rather with melodic patterns. In other words,
neither in the 19th century nor today have Serbian chanters sung characteristic
intonation formulae for their respective scale structures, when crossing from one
mode to another. The reason this practice has already been mentioned: they
learn complete melodies by heart, without thinking about their scale system.

In this paper I looked for a proper methodology by which similarities and
changes between Greek and Serbian chanting traditions could be discovered.
The basis for my comparison was served by the main chant book in two, very
popular versions: the Greek Anastasimatarion of Joannes Protopsaltes and the
Serbian Octoechos by Stevan Mokranjac. In the analysis it was essential to ab-
stract important data concerning differences between the natural and tempered
tone systems, which originated in the natural neumatic and staff notation, re-
spectively. Greek melodies were transcribed, but with additional sharp and flat
signs to indicate the natural values of intervals. In contrast, most Serbian melos
were transposed into the final tones of the respective Greek hymns.

The comparison confirmed my original expectations. The scale progression
of Serbian melodies correspond to the natural scale progression of Greek hymns
of the first, first plagal — fifth, third, varis — the third plagal and eight modes.
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They have the main tones which appear at the end of melodic patterns, along
with other main tones which represent the framework of the melody.

Obvious discrepances are present in the syllabic, so called eirmologic
melos of the second, fourth and sixth modes. Serbian scribes of church melodies
generally noted these hymns in major (IVth and VIth modes) or major-minor
(IInd mode), whereas in neumatic chant soft chromatic is typical for melodies of
the same modes (IInd and IInd plagal) and the scale known as legefos hymns (of
the IVth mode). But if one tries to chant Serbian melodies of the IInd and VIth
modes using the intervals of the chromatic scale, and the melodies of [Vth mode
with intervals of legetos scale, the resulting sound is surprising. The similarity
between the two traditions appears more than obvious. As an excuse for such an
experiment, Mokranjac’s testimony about his chanters serve well: “these melo-
dies never give the major third its full height. They sing it a little lower, not be-
cause the mode could not encompass a major third but because it goes against
the character of these melodies that stand as they are written down here, and as
they are sung by all our older experienced singers”.

By accepting the staff notation system, Serbian church melodies are
graphically fixed in the tempered major-minor system. The process of learning
them from notes, especially using intonation from a piano or other temperd in-
strument, has meant that the various sizes of intervals of the second and third
have led to only two sizes in the tempered system.

Despite the consequences arising from the use of the staff system, which
evidently reflect modern Serbian chant practice, it is a fact that key melodic
elements from the neumatic chant tradition of the Orthodox people in the Bal-
kans have been preserved.

UDC 783:781.43](495:497.11)
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Risto Pekka Pennanen

LOST IN SCALES: BALKAN FOLK MUSIC
RESEARCH AND THE OTTOMAN LEGACY

Abstract: Balkan folk music researchers have articulated various views on
what they have considered Oriental or Turkish musical legacy. The discourses
the article analyses are nationalism, Orientalism, Occidentalism and
Balkanism. Scholars have handled the awkward Ottoman issue in several
manners: They have represented ‘Oriental’ musical characteristics as
domestic, claimed that Ottoman Turks merely imitated Arab and Persian
culture, and viewed Indian classical raga scales as sources for Oriental scales
in the Balkans. In addition, some scholars have viewed the ‘Oriental’
characteristics as stemming from ancient Greece.

The treatment of the Segdh family of Ottoman makams in theories and
analyses reveals several features of folk music research in the Balkans, the
most important of which are the use of Western concepts and the exclusive
dependence on printed sources. The strategies for handling the Orient within
have meandered between Occidentalism and Orientalism, creating an
ambiguity which is called Balkanism.

Key words: The Balkans, the Orient, folk music research, scales.

The centuries of Ottoman domination in the Balkans had a marked
effect on the populations and cultures of the peninsula. After the intro-
duction of nationalism in the area during the first half of the nineteenth
century, ‘the Turkish yoke’, or the Ottoman political and cultural influ-
ence, became a serious problem for the Western-oriented members of the
educated classes. In their train of thought, national culture, including folk
music, had to be free from foreign influences—including those of the
Ottoman Turks." Consequently, in the early 1900s, the intelligentsia
found itself in an awkward position between the Ottoman past and the
semi-European present.

By and large, this transitional ambiguity has endured to the present
in folk music research in all Balkan countries. This paper addresses the
views Balkan folk music researchers have articulated on what they re-

See e.g., Karel A. Mahan, ‘Nashata narodna muzika samostozatelna li e?’, Kaval, 2
(1901), 1-5; Franjo S. Kuha¢, ‘Turski Zivalj u pu¢koj glazbi Hrvata, Srba i Bugara’,
Glasnik Zemaljskog Muzeja u Bosni i Hercegovini, 10 (Sarajevo: Zemaljska Stam-
parija, 1898), 216; also published as ‘Das tiirkische Element in der Volksmusik der
Croaten, Serben und Bulgaren. Ein Beitrag zur vergleichenden Musikwissenschaft’,
Wissenschaftliche Mitteilungen aus Bosnien und der Hercegovina, 6 (Vienna: Carl
Gerold’s Sohn, 1899), 545-584.
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garded as Oriental or Turkish musical legacy in their respective coun-
tries.” The analysis concentrates on the construction of ‘Oriental’ scales
and, more importantly, the manner in which Balkan scholars, in their
discourses on nationalism, Orientalism, Occidentalism and Balkanism,
have imagined Oriental music and perceived the cultural position of the
Balkans between the Orient and Europe. Maria Todorova defines the
differences between Orientalism and Balkanism as follows: ‘[While
Orientalism is dealing with a difference between (imputed) types, Bal-
kanism treats the differences within one type.”® Thus, the two discourses
relate to an imputed opposition between the West and the Orient on one
hand and an imputed ambiguity in the Balkans on the other.

Nation-states create their own culture and history. Most narratives
on national culture and the past are subject to national memory which,
according to James Fentress and Chris Wickham, refers to the mode the
upper middle classes and the intelligentsia in each country perceive the
past. The official history that is taught at school and supported in the
media constitutes national memory. National memory reconstructs, le-
gitimises and maintains the nation-state and national culture.’

With few exceptions, Balkan narratives of the national memory in-
terpret the multi-ethnic Ottoman past anachronistically as a struggle be-
tween the repressive Turkish culture and the suppressed national cultures
of the non-Turks or non-Muslims. In addition, national memory repre-
sents most Ottoman musical traditions as uniformly Turkish and static,
which strengthens self-identity as well as contributes to the construction
of the Other.”

That said, let us have a closer look at the numerous multi-ethnic
forms of music in the Ottoman Empire. Take, for instance, the flourish-
ing Ottoman urban music culture in the cities and towns of the Balkans,
Anatolia and the Levant. In the Balkans, that culture had many branches;
a large part of the music café repertoire in Greece before the Second
World War consisted of Ottoman popular pieces and new compositions
in that style. Other Ottoman-influenced traditions are Greek rebetika,

The pioneers of Balkan folk song studies originated from Central Europe rather than
from the peninsula. Karel Mahan (Machan; 1867—1923) was a Czech who settled in
Bulgaria, whilst his fellow countryman Ludvik Kuba (1863-1956) travelled
extensively in the Balkans. The scholar, pedagogue and music journalist Franjo
Ksaver (Saverijski) Kuha¢ (1834-1911) was a Croat from Osijek/Eszék.

3 Maria Todorova, Imagining the Balkans, (Oxford: Oxford Univ. Press, 1997), 19.
4 James Fentress and Chris Wickham, Social Memory, (Oxford: Blackwell, 1992), 127.

Maria Todorova, ‘The Balkans: from discovery to invention’, Slavic Review, 53
(1994), 455.
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Macedonian calgiska muzika, Bosnian sevdalinke, the older strata of
gradski pesni or starogradske pesme ([old] town songs) of Bulgaria, Ma-
cedonia and Serbia, and the corresponding styles of Albania, Kosovo and
Walachia.

Because of religious and cultural restrictions, public performers of
music—especially women—in the Ottoman Empire were often non-
Muslims, that is Ottoman Sephardic Jews, Ottoman Armenians and Ot-
toman Greeks. Even more commonly, Muslim and Christian Roma em-
barked upon careers in music. In addition, Ottoman Turks could work as
singers and musicians, and in the Balkans, bands could include South
Slavs and Albanians as well. Similar plurality expressed itself in the au-
diences of such ensembles during the late Ottoman period and the dec-
ades after it. During the reign of Abdiilhamid II (1876-1909), music ca-
fés gained considerable popularity as scenes for Ottoman urban music.
The band type frequently associated with the cafés was ince saz whose
basic repertoire consisted of Ottoman light classical music. Furthermore,
more modest cafés offered other sorts of music.’

The well-preserved and detailed archives of the Austrian-Hungarian
administration in Sarajevo document the presence of Ottoman musicians
in Bosnia-Herzegovina in detail. Before the Great War, multi-ethnic en-
sembles of Ottoman semi-classical and popular music visited Bosnia-
Herzegovina relatively frequently, and some groups stayed there for
years. The band of Ferhad Ahmed (b. 1882 in Bandirma on the Sea of
Marmara, Anatolia), which visited Sarajevo in autumn 1913, is an exam-
ple of a multi-ethnic Ottoman group with Slavic musicians. The line-up
consisted of the male musicians Ismail Regep (b. 1880 in Adriano-
ple/Edirne) and Jovan Konstantinov alias Ivan Konstantinovi¢ (b. 1885
in Radovis, Macedonia), and the female musicians Verleina Vortanos (b.
1892 in Contantinople) and Ratka Atanasova (b. 1878 in Sumen/Sumnu,
Principality of Bulgaria).”

In addition to live performances, gramophone records also dissemi-
nated music in the Balkans. Ottoman and Turkish recordings from Con-
stantinople/Istanbul, Ottoman Salonika and Smyrna/lzmir were available
at least in Bosnia, Bulgaria and Greece till the Second World War. Fur-
thermore, in Habsburg Bosnia, Roma musicians played and even re-

®  Mohamed Askari, Rudolf Brandl and Hans-Jorg Maucksch, ‘Das volkstiimliche
Klarinettenensemble zwischen Orient und Balkan’ in: Erich Stockmann (ed.) Studia
Instrumentorum Musicae Popularis, 8 (Stockholm: Musikmuseet, 1985), 67-85;
Martin Greve, Die Europdisierung orientalischer Kunstmusik in der Tiirkei (Frank-
furt a/M: Peter Lang, 1995), 79—-83; Risto Pekka Pennanen, ‘The Nationalization of
Ottoman Popular Music in Greece’, Ethnomusicology, 48 (2004), 6.

" Arhiv Bosne i Hercegovine, Zemaljska Vlada Sarajevo, 21/21/476-1913.
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corded Ottoman marches and popular music, and Ottoman-Greek café
music was a major recorded genre in Greece from the mid-1920s to the
mid-1930s.*

In spite of the multifaceted Ottoman past, Balkan national histories
of music usually concentrate exclusively on local forms of Western art
music, and national church and folk music. Historians marginalise Otto-
man music in national discourse and tend to exclude it from the canon of
national music. This marginalisation, or rather the negation of the Otto-
man past, has had a long-lasting, powerful effect on Balkan folk music
research: instead of historical facts, music studies are often based on an
imagined Orient and speculative Oriental influence.

Representing Foreign as Domestic

Ever since the nineteenth century, folk music researchers in the Bal-
kans have concentrated on intervals, tetrachords, pentachords and scales
rather than melodic characteristics which are crucial for, among others,
Ottoman modal systems called makams (Turk. sing. makam, pl.
makamlar) and their rural equivalents ayaks (Turk. sing. ayak, pl. ayak-
lar).’ Scholars have used scales for melodic classification and stratifica-
tion, the central research methods in the Balkans and East Europe.'
Thus, Balkan scholars have tended to apply a Western scale concept to
musics which function more or less in terms of other principles.

In the West, one of the main Orientalist musical devices since the mid-
nineteenth century has been the interval of the augmented second which
composers have used for representing the Other, for instance Hungarian
Gypsy, Turkish and Arabic music.'" Figure 1 shows the interval in a

See Risto Pekka Pennanen, ‘Greek Music Policy under the Dictatorship of General
Ioannis Metaxas (1936-1941)’, in: Leena Pietild-Castrén and M. Vesterinen (eds.),
Grapta Poikila, 1 (Helsinki: Foundation of the Finnish Institute at Athens, 2003),
110-11; Ibid., ‘Immortalised on Wax: Professional Folk Musicians and Their
Gramophone Recordings Made in Sarajevo, 1907 and 1908’ in: Bozidar Jezernik,
Rajko Mursi¢ and Alenka Bartulovi¢ (eds.) Europe and Its Other—Notes on the Bal-
kans (Ljubljana: Filozofska fakulteta, 2007), 120-121, 128-129.

For ayaklar, see Dan Lundberg, Persikotrddgdardarnas musik. En studie av modal
improvisation i turkisk folk- och populdrmusik baserad pd improvisationer av Ziya
Aytekin (Univ. of Stockholm: Stockholm, 1994), 90-99.

See Oskar Elschek, ‘Ideas, Principles, Motivations, and Results in East European
Folk-Music Research’ in: Bruno Nettl and Philip V. Bohlman (eds.), Comparative
Musicology and Anthropology of Music. Essays on the History of Ethnomusicology
(Chicago: The Univ. of Chicago Press, 1991), 97-98.

" Scott, Derek B., ‘Orientalism and Musical Style’, The Musical Quarterly, 82 (1998),
312-314.
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descending tetrachord; the succession of notes is akin to the Hicaz tetrachord
of Ottoman and Arabic music theory. Musical Orientalism was familiar to
Balkan folk music researchers through their education in Western classical
music. The augmented second as a musical emblem of the Orient is still a
common notion in the West as well as in the Balkans.

Fig. 1: The ‘Oriental tetrachord’ containing the augmented second."
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Although the augmented second represents the Orient in the Orien-
talist discourse, it is not omnipresent in Ottoman classical music or other
forms of Turkish music. As we shall see below, the absence of this em-
blematic interval usually leads Balkan scholars to switch to Occidentalist
discourse and analyse makam melodies through ‘ancient Greek modes’,
or more properly church modes.

Surprisingly enough, the standard Orientalist device has been repre-
sented as of non-Oriental origin in some Balkan nationalist discourses. In
the 1890s, Franjo Kuhac offered an alternative view to the history of the
augmented second."” According to him, Arabs and Turks did not initially
use that interval in their scales and melodies. Instead, the augmented
second originated from the Slavic minor scale (C-D-Eb-F-G-Ab-B-C)
and South Slavic melodies; Turks and Muslim Slavs adopted the interval
since it lends itself to courting and expressing melancholy.'*

Furthermore, in the late 1920s, the Bulgarian composer and folk
music theoretician Dobri Hristov (1875—1941) explained that the Turco-
Arabic intervals of Bulgarian folk music, such as the half-flat fourth de-
gree of makam ‘Sebaa’ (i.e., Saba) or the half-flat second degree of
makam ‘Ushak’ (i.e., Ussak), were not necessarily of Arabic origin; peo-
ple hear such intervals in nature and imitate them. Hristov added that he
has heard many times how a slowly boiling kettle or the dying embers of
green wood in a stove produce melodic lines similar to the sad melodies
of the gaida bagpipe."”

Vinko Zganec, ‘Orijentalizmi u jugoslavenskom muzickom folklorw’, Tkalcicev
zbornik, 1 (1955), 83.

1 Kuhag, ‘Turski zivalj’, 193.
Kuha¢ used the terms asikovanje and melanholija. The German translation (Kuhac,

‘Das tiirkische Element’, 562), however, used the terms Liebesschwermuth and
orientalische Melancholie (i.e., love’s yearnings and Oriental melancholy).

Dobri Hristov, Tehnicheskiyat stroezh na biilgarskata narodna muzika (Sofia: self
published, 1928), 45.
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Both Kuha¢ and Hristov clearly have an agenda. As comparative
musicology took interest in tuning systems, interval measurement and
scales in the spirit of positivism,'® Hristov concentrates on a particular
interval of ‘Sebaa’. An interval, however, cannot define a whole makam.
Furthermore, the actual makam Saba is identifiable even in equal tem-
perament as in Greek bouzouki music.'” In point of fact, Hristov fails to
mention that Bulgarian folk musicians used to play melodic formulae
characteristic of makam Saba.

The myths of domestic intervallic genesis, which Kuha¢ and Hristov
offer, try to purify national folk music from foreign influence: Dubious
Oriental characteristics are not alien at all. Instead, in the latter case, in-
tervals originate from the Bulgarian fireside and therefore they are na-
tional and pure. Correspondingly, it did not occur to Hristov that most
dishes cooked on the Bulgarian stove, such as shkembe chorba, yahniya
and kavarma kebap, derive from Anatolia and the Middle East.

Eluding the Ottomans

The cultural inactiveness of Ottoman Turks was an axiom of Orien-
talism during the early phases of Balkan musicology: Ottoman Turks
merely imitated Arab and Persian culture. Take, for example, Kuhac’s
assertion that Turks were originally savages who did not have a culture.
Poetry, singing or music made no difference for Turks until they came
under the civilising influence of Arabs and Persians.'® The unbridgeable
incompatibility between Islam and Christianity, and the nomadic civili-
zation of the Turks and the older civilizations of the Balkans and the
Middle East was a common belief in Kuha&’s time and even later."”

Towards the end of the nineteenth century, Herbert Spencer’s
(1820-1903) theory of cultural evolution became an important model for
structuring music history. Western savants saw all Oriental societies and
cultures as being stuck on lower stages in the evolutionary process than
the dynamic and innovative Western societies and high culture.® For

See Albrecht Schneider ‘Psychological Theory and Comparative Musicology’ in
Bruno Nettl and Philip V. Bohlman (eds.), Comparative Musicology and Anthropol-
ogy of Music. Essays on the History of Ethnomusicology (Chicago: The Univ. of Chi-
cago Press, 1991), 293-317.

Risto Pekka Pennanen, Westernisation and Modernisation in Greek Popular Music
(Tampere: Univ. of Tampere, 1999), 77-79.

'8 Kuhag, ‘Turski zivalj’, 176.
See Todorova, Imagining the Balkans, 162.

Martin Clayton, ‘Musical Renaissance and its Margins in England and India, 1874—
1914’ in: Martin Clayton and Bennett Zon (eds.), Music and Orientalism in the
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example, Kuha¢ was convinced that Middle Eastern culture and music
had remained the same for five hundred years.*' Given this, it was natu-
ral for Balkan musicologists to make references to Ottoman music
through mediaeval Arabic treatises; mediaeval ‘Arabo-Persian theory’
facilitated ignorance of the subsequent Ottoman music, which, in any
case, was no more than imitation of the ‘Arabo-Persian’ tradition. In the
Balkans, the evasive term ‘Arabo-Persian’ has a long tradition from the
mid-nineteenth century onwards in music publications by cantors of the
Greek Orthodox Church.

Sometimes the term ‘Arabic music’ has been used as a euphemism
for Ottoman music. In his 1976 article Arabic Elements in Bulgarian
Musical Folklore, the Bulgarian folk music researcher Stoyan Dzhudz-
hev (1902-98) seemed to abandon Rauf Yekta’s? classic text on Otto-
man music as the basis for his theories.” According to him, ‘[n]Jowadays
the term “Arabic music” does not only mean Bedouin and nomad music
of the Arabian Peninsula; it refers to the music of a vast area comprising
such peoples as Arabs, Persians, Syrians, Egyptians, Iraqis, Azerbaijanis,
Turks, Afghans, Maghrebians, etc.” The sudden shift of emphasis to
Rouanet’s** writings on Arabic music must have been a reaction to the
heightened anti-Turkish atmosphere in Bulgaria and a means to defend
the theoretical frame of reference.”> Dzhudzhev’s terminology, however,
still remained basically Ottoman.

British Empire, 1780s to 1940s: Portrayal of the East (Aldershot: Ashgate, 2007),
75-76.
2l Kuhag, ‘Turski zivalj’, 190-191, 216.
22 Rauf Yekta Bey, ‘La musique Turque’ in: Albert Lavignac (ed.), Encyclopédie de la
musique et dictionnaire du Conservatoire (Paris: Librairie Delagrave, 1922), vol. V,
2945-3064.

Stoyan Dzhudzhev, ‘Arabski elementi v bulgarski muzikalen folklor’, in: Stoyan
Dzhudzhev, Muzikografski eseta i studii (Sofia: Muzika, 1977), 146-161; originally
published in Bilgarski folklore, 2 (1976).

Jules Rouanet, ‘La musique arabe’ in: Albert Lavignac (ed.) Encyclopédie de la
musique et dictionnaire du Conservatoire (Paris: Librairie Delagrave, 1922), vol. V,
2676-2944.

For further references to ‘Arabic’ influences in: Bulgarian folk music, see Karel A.
Mabhan, ‘Perso-arabski motivi v biilgarskite napevi’, Biilgarski pregled spisanie za
nauka, literatura i obshtestven zhivot, 2 (1895), 90-96; Samokovlieva, Mariya,
‘Arabskata muzika i biilgarskata narodna muzika’, Godishnik na Akademiyata za mu-
zikalno i tantsovo izkustvo, (Plovdiv: Akademiya za muzikalno i tantsovo izkustvo,
1995), 44-50.

Dzhudzhev (‘Arabski elementi’, 154-155) found exact similarities between the
rhythms of Bulgarian folk songs and the usu/ rhythmic modes of classical Arabo-
Ottoman classical music, usul semai in 10/4 being a good example. For the most part,
this presumed similarity is wishful thinking due to differences in tempo and the

23

24

25

26
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One can also elude the Ottomans by going geographically further
away from Anatolia. In the 1950s, Yugoslav folk music and dance re-
searchers in particular began taking an interest in southern Asia.”” They
found suitable equivalents for Balkan scales in introductory books of
Indian classical raga scales.”® The newly independent post-colonial India
was a culturally neutral and politically acceptable area, thus forming a
suitable reference for scholars in socialist countries. Moreover, the
presence of musically extremely active Roma of Indian origin in the
Balkans strengthened the hypothetical links between the age-old Indian
classical and Balkan folk music.”’ In the midst of their fervent specula-
tions, the scholars ignored performance practice and its change during
past centuries or even millennia.*® Once again we meet the old Oriental-
ist notion: Eastern cultures do not change.

Another approach to the awkward Ottoman issue has been the return
to the alleged roots of civilization; in the nineteenth century, European
travellers and scholars commonly supposed that the Old Bridge in Mo-
star was of Roman origin since they considered such a demanding con-
struction impossible for the Turks.’' In musicology, scholars used the
surviving theoretical writings from ancient Greece for analysing folk
music. The Occidentalist myth of classical Greece as the cradle of West-
ern civilization was so powerful that from the 1860s onwards even
Czech and Slovak musicologists tried to analyse their own folk music
through the tone groups of Greek theories.”” A similar situation prevailed
in the theories of neo-Byzantine church music and Ottoman classical

relationship of note values to the basic time unit. The comparison is solely based on
written representations of Arabic and Ottoman music theory without any reference to

live music and performance practice.

2T See e.g., Zganec, ‘Orijentalizmi’, 87-89; Ljubica and Danica Jankovi¢, ‘Tragom

naseg najstarijeg orskog kulturnog nasleda’, Glasnik etnografskog muzeja u
Beogradu, 20 (1957), 74-77.

Alain Daniélou, A Catalogue of Recorded Classical and Traditional Indian Music. With
an Introduction on Indian Musical Theory and Instruments (Paris: Unesco, 1952).

28

°  For a considerably earlier view in a similar vein, see Branimir Mariji¢, Volksmusik

Bosniens und der Herzegowina (unpubl. PhD diss. Univ. of Vienna, 1936), 58.

3% Jankovié, ‘Tragom’, 74-77; Borivoje Dzimrevski, Calgiskata tradicija vo Make-

donija (Skopje: Makedonska kniga, 1985), 10—12; Gheorghe Ciobanu, ‘Les modes
chromatiques dans la musique populaire roumaine’, Izvestiya na Instituta za muzika,
13 (1969), 386—389.

Bozidar Jezernik, Wild Europe. The Balkans in the Gaze of Western Travellers (Lon-
don: Saqi, 2004), 196-203.

Ladislav Burlas, ‘Die Stilentwicklung der slowakischen Musik im Lichte der
musikwissenschaftlichen Forschung’ in: Oskar Elschek (ed.), Entwicklungswege der
Musikwissenschaft (Bratislava: Veda, 1986), 18.
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music: Archbishop Chrysanthos of Madytos (ca 1770—-1846) had a strong
ideological motive for reintroducing ancient Greek theoretical concepts
into church music. In Ottoman theory, Rauf Yekta referred to octave
scales consisting of tetrachords and pentachords with illogical results in
the context Ottoman classical music.” His immediate followers continued
exploiting modified ancient Greek and modern Western concepts.™*

Ludvik Kuba, a Czech specialist of Slavic folk music, used a system
of ‘ancient Greek modes’ in many of his analyses of South Slavic music
and found the ‘Oriental scale’ as an echo of Turkish influence unessen-
tial in his corpus of Bulgarian folk songs.” However, in his studies on
Bosnian music Kuba accepted the ‘Oriental scale’ as a part of Bosnian
Ottoman-influenced urban music culture.*

Some Greek musicologists and musicians still take pains to explain
that their national music is purely Greek, stemming from ancient Greece
via Byzantium. Cultural continuity of several thousand years is one of
the basic features of the Greek myth of national culture.’’” This tendency
is obvious, although unstated, in Lambros Liavas’ study on folk music
instrumentalists in the Evros Prefecture, Greek Thrace.™® Despite the fact
that the instrumentation and repertoire of several Thracian orchestras
Liavas interviewed are related to the Ottoman café music tradition, no
traces of makams appear in the music analyses. Instead, Liavas uses a
neo-Byzantine scale system of Greek church music without stating his
reasons at all.

Outside Greece, Miodrag Vasiljevi¢ (1903—-63) was one of the
leading figures who drew upon ancient Greek terminology, for instance
that of Aristoxenos, in the theory of folk music. Vasiljevi¢ constructed

33 Rauf Yekta Bey, ‘La musique Turque’.

3% Tannis Zannos ‘Intonation in Theory and Practice of Greek and Turkish Music’, Year-

book for Traditional Music, 22 (1990), 46—49 passim; Biilent Aksoy, ‘Towards the
Definition of the Makam’ in: Jiirgen Elsner and Risto Pekka Pennanen (eds.), The
Structure and Idea of Magam: Historical Approaches (Tampere: Univ. of Tampere,
Dept. of Folk Tradition, 1997), 8-12.

Ludvik Kuba, ‘Tonalnostite v biilgarskite napevi’, Sbornik za narodni umotvoreniya,
nauka i knizhnina, 14 (1897), 663.

Ljudevit Kuba, ‘Pjesme i napjevi iz Bosne i Hercegovine’, Glasnik Zemaljskog
muzeja u Bosni i Hercegovini, 18 (1906), 194-195; see also Franjo Kuha¢, ‘Sta-
rogrcki motivi u nasoj narodnoj glazbi’, Nada, 1 (1895), 51-55; also published in
Bulgarian in Kaval, 1 (1895), 77-82.

7 See e.g., Lakis Halkias, 2500 hronia Elliniki mousiki (Athens: Kendro Ellinikis
Mousikis Halkias, 1999).

Lambros Liavas, ‘The Musical Instruments of Evros: Tradition and Modernity’ in:
Loukia Drulia and Lambros Liavas (eds.), Music of Thrace. An Interdisciplinary Ap-
proach: Evros (Athens: The Friends of Music Society, 1999), 249-318.
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scales such as ‘the antique major’ (anticki dur), the basic scale of Serbian
folk music.”” The scale is based on the symmetry of tetrachords, which is
an intellectually beautiful theoretical device. In Western terms, however,
the scale has a minor rather than major character. In the light of modern
research, the use of ancient Greek treatises is not without severe
problems. Representing octave scales as consisting of diatonic, chro-
matic or enharmonic tetrachords and pentachords, writing them in de-
scending form, and naming them after the classical Greek practice is
hardly sufficient for establishing anything.** One can also justly question
the relevance of the theories in modern contexts: Claiming a cultural
continuity from antiquity to the present is skating on very thin ice. It
goes without saying that Vasiljevi¢'s theory met severe criticism.*’

After discussing the strategies of denying or disguising Ottoman
Turkish musical influence, we should keep in mind that especially in
Titoist Yugoslavia, scholars often recognised the strong Ottoman impact
on, for example, Bosnian music.*” Such scholars, however, did not
apparently know much about Ottoman music; Vlado Milosevi¢ tried to
analyse Bosnian Quranic recitations through church modes.*

Scholars and their Scales

Several branches of Balkan folk music research tend to discuss the
influence of Ottoman makams on national folk music by constructing
and comparing scales. Although one can form makam scales theoreti-
cally by combining trichords, tetrachords and pentachords, scales as such
are insufficient for defining makams. Karl Signell observes that makams
have several characteristics through which they can be identified.** These
features are: (a) scale intervals, (b) stereotyped motives and phrases, (c)
seyir or the sequence of tonal centres, (d) typical modulations, and (e)

3 Miodrag A. Vasiljevi¢, Jugoslovenski muzicki folklor, 1. Narodne melodije koje se

pevaju na Kosmetu (Belgrade: Prosveta, 1950), 350-355.

0 See e.g., Ibid., ‘Kvalitativne funkcije tonova u tonalnim osnovama naseg muzidkog

folklora’ in M.S. Lalevi¢ (ed.), Treci kongres folklorista Jugoslavije drzan od 1-9.
IX. 1956. godine u Crnoj Gori (Cetinje, 1958), 199-209; Ghizela Suliteanu, Muzica
dansurilor populare din Muscel-Arges (Bucarest: Editura Muzicala, 1976), 56-59.

41 See Milenko Zivkovié, “Tonalni problem narodnih melodija’, Zvuk 4-5 (1955), 145-157.

42 Vlado Milogevié, Sevdalinka (Banja Luka: Muzej Bosanske krajine, 1964), 32.
4

999

1bid., ‘Melografija arapskih testova “Suretun-nahl” i “Salla”” in Desanka Kovacevi¢-
Koji¢ (ed.) Radovi, 73 (Sarajevo: Akademija nauka i umjetnosti Bosne i Hercego-
vine, 1983), 57-70.

* Karl Signell, Makam: Modal Practice in Turkish Art Music (Seattle: Asian Music
Publications, 1977), 149.
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tessitura.” It is important to realise that the Ottoman-Turkish makam
system is not unchanging or monolithic: The system has undergone
tremendous modifications in both theory and practice during the last
hundred years. The twentieth century has seen significant differences in
intonation habits, performance practice and theoretical representation.*®
In addition, non-classical traditions tend to have their own musical
practices and aesthetics; popular and folk tunes rarely follow the rules of
classical seyir and may contain modified tonal structures. Furthermore,
makam-specific melodic formulae and modulations may be different in
classical and popular styles.*’

Balkan folk music researchers have typically obtained their infor-
mation on makams exclusively from printed sources with no references
to actual performance practice. Such a mode of inquiry brings about dif-
ficulties in understanding makams with the theoretical final on the note
segah (bd") and the melodic dominant or giicli on neva (d”). This group
of makams consists of Segédh and its close relatives Miistear and Hiiz-
zam. Makam Segah and its rural counterpart Misket ayag: are common
in Balkan music but since the narrow-range, restricted form of this
makam lacks the Orientalist augmented second, scholars exclude such
melodies and their scales from the Orientalist folk music discourse.*®

Makam Segah of Ottoman classical music contains various compo-
nents which can be analysed as genera (see Figure 2). Segah melodies in
popular and folk music, however, often lack some of the elements listed
here. Restricted Segah melodies do not descend below the final. They
exclusively utilise the notes of the Segah trichord and the Rast tetrachord
on neva (d”) or the corresponding Buselik tetrachord (see Figure 3a).

# See also Aksoy, ‘Towards the Definition’, passim.

* T am indebted to Martin Stokes for drawing my attention to these developments. See

Aksoy, ‘Towards the Definition’; Karl Signell, ‘Esthetics of Improvisation in Turkish
Art Music’, Asian Music, 5 (1974), 45-49; Ibid., ‘The Modernization Process in Two
Oriental Music Cultures: Turkish and Japanese’, Asian Music, 7 (1976), 75-82. For
the relationship between theory and intonation habits in contemporary Egypt, see
Scott Marcus, ‘The Interface between Theory and Practice: Intonation in Arab Mu-
sic’, Asian Music, 24 (1993), 39-58.

47 See Pennanen, Westernisation, 44-58.

* For Misket ayagi, see Lundberg, Persikotridgardarnas musik, 94-95, 202-216.
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Fig. 2. Makam Segéh as genera.
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The confusion in the Balkan analyses of Segah, Miistear and
Hiizzam scales and melodies stems from the understanding of the terms
‘final’ and ‘tonic’. ‘Final’ is the concluding scale degree of any melody
said to be in a mode. ‘Tonic’ has a three-fold meaning: firstly, in the
major-minor tonal system, it is the main note of a key after which the
key is named, secondly it is the name of the degree of that note and
thirdly, it is the triad built on that note. Western melodies usually finish
on the tonic note. As Harold Powers observes, the near synonymity of
‘final’ and ‘tonic’ has remained a pervasive notion of Western music
culture.*” This assumption has had a considerable effect on the analysis
of various non-Western musics.

In analysis, Balkan musicologists have used two basic approaches
for interpreting the restricted Segéh scale: the tonic-orientation and the
final-orientation. Tonic-orientation follows the Western concept of final-
tonic by filling up the gap between the root of I and the final with the
note al that usually does not appear at all in the melodies (see Figure
3b).” The position of the final on the third degree of the artificially

4 Harold S. Powers, ‘Final’ in: S. Sadie (ed.), New Grove Dictionary of Music and

Musicians, 20 vols. (London: Macmillan, 1980), vol. VI, 558.
Non-classical traditions have developed a modified form of makam Segéh that util-
ises the low extension of the Segah trichord with the note a#' and finishes on g'. For

50
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constructed scale does not affect the scale classification which is dictated
by the root of 1. This Western concept leads to the total absorption of
restricted Segah melodies into the Western major scale. The restricted
makam Segah as ‘major scale finishing on the third degree’ implies
Western influence on the melodies, or even their Western origin, which
is often debatable in Balkan folk music.”'

Fig. 3. a) The restricted makam Segah as a scale, and its b) tonic-orientated
and c) final-orientated interpretations.

a)p : d ; o ©

Because the final of this scale seems to be on the third degree, it is
known as the Eb major tonality or the major of the third (tercni dur)" in
Yugoslav scholarly discourse. For some time, Yugoslav scholars were
puzzled upon finding this scale in Bosnia, Dalmatia and as far in the
south as in Macedonia. In the early 1950s, Vinko Zganec speculated that
such melodies were originally in the Phrygian mode but singing in
parallel thirds subsequently transformed them into Eb major, whereas
Miodrag Vasiljevi¢ based his hypothesis on the playing techniques of
folk instruments.”> The Yugoslav discourse claimed that the Eb major
tonality originated from Dalmatia, a coastal region that had been under
Venetian influence for a long time. This explanation seemed to solve the
quandary, and restricted makam Segah melodies of Macedonia became a

such Segah tunes in rebetika, see Pennanen, Westernisation, 34-38; for Macedonian
examples, see Dzimrevski, Calgiskata tradicija, 179-220, 214.

1 See e.g., Béla Bartok and Albert B. Lord, Yugoslav Folk Music. Serbo-Croatian Folk
Songs and Instrumental Pieces from the Milman Parry Collection, 4 vols. (Albany,
N.Y.: State Univ. of New York Press, (1978 [1951]), vol. L., 61; Vinko Zganec ‘The
Tonal and Modal Structure of Yugoslav Folk Music’, Journal of the International
Folk Music Council, 10 (1958), 19.

The note of the Editorial board: In Serbian ethnomusicology it is considered that the

term tercni dur was introduced by Miodrag Vasiljevic.

52 Vinko Zganec, ‘Osnovni stilovi hrvatskih narodnih pjesama’ in: Vinko Zganec and

Nada Sremec (eds.), Hrvatske narodne pjesme i plesovi, 1 (Zagreb: Seljacka sloga,
1951), 9; Miodrag A. Vasiljevi¢, ‘Struktura tonskih nizova u nasoj muzici’ in: Zorislava
M. Vasiljevi¢ (ed.), Narodne melodije s Kosova i Metohije (Knjazevac: Nota, 2003), 354.
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part of ‘Western influence from the Mediterranean’.® Here we can see

how a narrowly national perspective tends to block scholarship. How
could Venetian and Dalmatian influence explain the Eb major tonality in
Greek rebetika or Bulgarian folk music?

We will now move on to consider final-orientation, which is a way
of viewing the concept of the final-tonic which totally ignores chordal
and implied harmony. This pattern rests on the assumption that melodies
always finish on the tonic. When scholars interpret the final as tonic,
they classify the unmistakably major-key-sounding restricted Segédh
melodies erroneously as Phrygian (see Figure 3c). It actually looks as
though final-oriented analyses are based solely on written notation and
do not take into account what is actually heard in performance.

The distorting effect of the final-orientation on makam Segah
melodies becomes evident when comparing the two representations of a
Macedonian tune in Figures 4a and 4b. Borivoje Dzimrevski analyses the
melody as the ancient Greek Dorian (i.e., the modern Phrygian) scale
which for him equates to makam Mahajer Curdi.** In a similar vein,
practically all melodies Stoyan Dzhudzhev presents to exemplify the
ancient Greek Dorian and Mixolydian or Hyperdorian (i.e. the modern
Locrian) modes can be readily analysed as makam Segah tunes.”

Fig. 4. The last section of Askersko oro which The Tikve§ Calgija Band recorded
in 1939 as a) Dzimrevski’s transcription and b) written in the theoretical pitch
of makam Segah by RPP.

As we have seen, the peculiarity of the bd'-based makams from the
conventional Western viewpoint is the fact that on paper these scales

53 Dragoslav Devi¢, ‘Stylistic-Genetic Characteristics of Tonal Relationships in Serbian

Folk Songs’ in: Misko Suvanovi¢ (ed.), Exclusivity and Coexistence (Belgrade: Fac-
ulty of Music, 1997), 221. For Miodrag Vasiljevi¢’s interpretation of the tercni dur,
see Jelena Jovanovi¢, ‘Marginalije Miodraga Vasiljevi¢a o studiji Bele Bartoka Mor-
fologija srpsko-hrvatskih narodnih melodija’, Muzikologija, 6 (2006), 382—383.
Dzimrevski, Calgiskata tradicija, 173, 440. Strangely enough, some other scales in
the ‘ancient Greek Dorian’ category do not have their final on g'; Dzimrevski actually
shifts the final in order to find matching interval structures for his scale formations.

54

> Stoyan Dzhudzhev, Biilgarska narodna muzika. Uchebnik, 2 vols. (Sofia: Nauka i

izkustvo, 1970), vol. 1, 276, 278, 298; cf. Lidiya Litova-Nikolova, Biilgarska narodna
muzika. Uchebnik zasrednite muzukalni uchilishta (Sofia: Muzika, 1995), 163.
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seem to have a minor character, but in performance they are
unquestionably in major. Consider makam Miistear in Figure 5a, which
shares most genera with makam Segéh. Miistear, however, stresses the
Miistear trichord, descends only to the leading note a#' (kiirdi) and does
not utilise the Rast pentachord. Greek and some Serbian and Romanian
scholars have recognised the true nature of makam Miistear through its
affinity with Ottoman makam Segdh or Legetos ichos of Orthodox
church music.® In Figure 5b, we see a rare case of tonic-oriented
interpretation of Miistear.’’

Fig. 5. a) Basic makam Miistear as a scale, b) its tonic-orientated interpretation,
¢) magam Hisar as makam Myustaar and d) Dzhudzhev’s Bulgarian Myustaar.
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The main reason for discussing Miistear is not the tonic-orientation
but something rather unexpected: Figure 5¢ may look like a final-ori-
ented version of Miistear, but actually it is a case in point of a far-reach-
ing human error. This strangely distorted interpretation of Miistear origi-
nates from the influential study The Technical Structure of Bulgarian
Folk Music by Dobri Hristov, who described makam Miistear as an
equivalent of ‘the minor scale with raised fourth and seventh degrees’.*
Even though he failed to mention it, Hristov used Abraham Zevi
Idelsohn’s (1882—-1938) famous study on Arabic magamat (sing. magam)
as his source. He cited Idelsohn’s list of Egyptian magamat carelessly,

describing Hisar as Musta‘ar.” The blunder passed on to later genera-

36 Vasiljevi¢, Jugoslovenski muzicki, 367; Ciobanu, ‘Les modes chromatiques’, 389.

7 Suliteanu, Muzica dansurilor, 58-59.

% Hristov, Tehnicheskiyat stroezh, 74.

% See A. Z. Idelsohn, ‘Die Magam der arabischen Musik’, Sammelbdnde der Interna-

tionalen Musikgesellschaft, 15 (1913-14), 1-66.
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tions and in his theory of Bulgarian folk music, Stoyan Dzhudzhev pre-
sented Hristov’s interpretation as the ‘Turkish Myustaar’ and noted its
similarity with the Hungarian Gypsy minor.”” For his own purposes,
Dzhudzhev created the ‘Bulgarian makam Myustaar’ by raising the sixth
and lowering the seventh degree of Hristov’s scale (see Figure 5d).”
Zganec® and his followers® found an equivalent for the ‘Turkish
Myustaar’ in Alain Daniélou’s® article on Indian classical music,
namely the Carnatic raga Crimhandra.

We should now consider one further point. A careful observer would
notice that Miistear is a rather uncommon makam even in Ottoman classical
repertoire. Notwithstanding the appearance of the Miistear trichord in brief
passages in other makams,” it would be extraordinary to perceive a
considerable number of Miistear tunes in Balkan rural or urban folk music.
Instead of Miistear or Hisar, many Balkan folk tunes are in makam Nikriz
(see Figure 6) or in its rural equivalent Yanik Kerem ayag:.®®

Fig. 6. Makam Nikriz as a scale.
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Let us turn to makam Hiizzam, the third member of the Segdh fam-
ily (see Figure 7a). Following Rauf Yekta,” Dzhudzhev points out accu-
rately that the third step is the ‘dominant’ tone (see Figure 7b).%* He finds
the Hiizzam (or Huzam) scale in Bulgarian folk music, notes the narrow
range of rural Huzam melodies and adds that the lowered second degree
lends the scale a Dorian (i.e., Phrygian) character. Confusingly, Dzhudz-
hev seems to realise the quality of the Hiizzam scale correctly in his mu-
sic examples but simultaneously he undermines it theoretically.®’ Judging

8 Stoyan Dzhudzhev, Teoriva na biilgarskata narodna muzika: Melodika, 4 vols.

(Sofia: Nauka i izkustvo, 1955), vol. II; Ibid., Biilgarska narodna, 316-324.
Litova-Nikolova, Biilgarska narodna, 176—179.

Zganec, ‘Orijentalizmi’, 87-88.

61
62

0 See e.g., Metodi Simonovski, ‘Orijentalizmi u tonalnoj grasi nasih narodnih
melodija’, Zvuk 26-27 (1959), 225.

% Daniélou, ‘A Catalogue’.

8 See e.g., Dzimrevski, Calgiskata tradicija, 195, 214.

8 See Lundberg, Persikotridgdrdarnas musik, 94.

87 Rauf Yekta Bey, ‘La musique Turque’, 3007.
o8 Dzhudzhev, Biilgarska narodna, 325-326.

® cf Litova-Nikolova, Biilgarska narodna, 182—183.
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from his analyses of Segah melodies as the ancient Greek Dorian (mod-
ern Phrygian), Dzhudzhev apparently views his Huzam as a minor-based
scale, thus employing the final-oriented approach.”

Fig. 7. a) The basic makam Hiizzam as a scale and b) Dzhudzhev’s Turkish Hiizzam.”
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The treatment of the Segah family makams in various Balkan coun-
tries reveals several features of folk music research in the area. Firstly,
the confusingly Western-like makam Segéh melodies can lead into two
sorts of misinterpretations, both of which employ Western scale con-
cepts, failing to capture the essence of Segah melodies. Secondly, a hu-
man error led to the transformation of the makam Mistear scale, or the
misnaming of the magam Hisar scale, in Bulgaria. The results are con-
fusing for a scholar familiar with Ottoman makams, and they also exem-
plify the low number of sources and the quality of source criticism at the
very least in the Bulgarian academic tradition of folk music. Thirdly, the
trouble with the Hiizzam scale is closely related to the Segah problem:
The interpretation of the scale’s basic nature differs totally from the na-
ture of the actual Hiizzam melodies.

All the three examples above are typical of theories drawn solely
from printed sources with no references to the repertoire and perform-
ance practice. Now it is time to move on to a Macedonian study on Ot-
toman and Ottoman-influenced pieces. Ottoman classical compositions
form the focal point of the following section.

Studying Ottoman Classical Music: An Example

Borivoje Dzimrevski’s study The Calgija Tradition in Macedonia
(1985) on instrumental Calgiska muzika shows typical scholarly attitudes
towards ‘Oriental music’ in the Balkans. Several Ottoman classical
pieces exist in the corpus, and Dzimrevski treats them essentially simi-
larly as folk music: He compares the qualities of ‘Oriental music’ with

" Dzhudzhev, Biilgarska narodna, 276, 278-279, 298.
' Ibid., 324.
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the musical folklore of the West.”” This approach is purely etic, and the
research method is inductive with no adequate references to the formal
and tonal structures of Ottoman classical music, although the informants
used Ottoman terminology in the field recordings. Instead, Dzimrevski
tries to pigeonhole the scale structures of the melodies mainly according
to Dzhudzhev’s system.

All transcriptions in the book have g' as the final note—a practice
Ilmari Krohn standardised as a means of comparing folk melodies.”
Such uniformity misses the theoretical finals of makams on various scale
steps and blurs their mutual relations. Furthermore, Dzimrevski does not
attempt to identify the pieces and their composers but regrets not having
sheet music or other sources at hand which would enable comparison.”
Actually, such material would be difficult to trace as long as the pieces
and their composers remain unknown.

Leaning on the writings of Zganec and Dzhudhzev,” Dzimrevski
finds in his Macedonian material eleven makam scales whose origins are
in ancient Greece, the Middle East and India, respectively. More specifi-
cally, scales with the interval of the augmented second presumably
originate from Indian folk music.”®

An illustrating example of Dzimrevski’s etic induction is Taksim
naaven which the violinist Alo Toncov (b. 1910) recorded in Titov Veles
in 1977.” This “piece’ is actually an Ottoman fasi/ suite of several parts
in makam Nihdavend. Whilst Dzimrevski makes no effort to recognise
either the pieces or the usu/ rhythmic modes, the sections are: (A) Ni-
hdvend taksim, i.e., improvisation in flowing rhythm, (B) Nihdvend pes-
rev (usul devr-i kebir 28/4) by Tanburi Biiyiikk Osman Bey (1816-85),
(C) the sarki song Bakmiyor ¢esm-i siydh ferydde (usul aksak 9/8) by
Hac1 Arif Bey (1831-85), (D) name, that is the improvised section mane
and (E) Nihdvend saz semai (usul aksak semai 10/4 and yiiriksemai 6/4)
by Yusuf Pasa (1821-84).

Alo Toncov does not perform Nihavend pesrev in its entirety; the
recording consists of the first dne section, the ritornello teslim, second

2 Dyimrevski, Calgiskata tradicija, 48.

3 Ilmari Krohn, ‘Welche ist die beste Methode, um Volks- und volksmissige Lieder

nach ihrer melodischen (nicht textlichen) Beschaffenheit lexikalisch zu ordnen?’,
Sammelbdnde der Internationalen Musikgesellschaft, 4 (1902—1903), 649.
Dzimrevski, Calgiskata tradicija, 59.

5 7ganec, ‘Orijentalizmi’; Dzhudhzev, Biilgarska narodna, 307-337; Ibid., ‘ Arabski
elementi’, 155-160.

Dzimrevski, Calgiskata tradicija, 49-50.

77 Ibid., 352-358.
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hdne and teslim, after which follows a short transition to the sarki. The
musician has omitted the third and fourth Adne and the teslim after each
of them. He frequently departs from the customary version of the com-
position, constituting a good example of the popularised performance
aesthetics of Ottoman classical music. Interestingly, in the second Adne,
the melody begins an octave higher than normally, only to descend rela-
tively soon to the standard octave. This temporary transposition refers to
the late nineteenth-century Ottoman nightclub style.

According to Dzimrevski’s analysis, section (A) is in the Oriental
scale of makam Mustar (i.e., Myustaar or the lower part of magam Hisar
scale) with a low Hidzaskar tetrachord extension, section (B) is in
makam Mustar 1 (i.e., magam Hisar, the Hungarian Gypsy scale and raga
Crimhandra), whist section (D) is partly in the ancient Greek Aeolian
scale which is akin to makam Isfahan Bejat, and partly in the ancient
Greek Ionian scale, i.e. Dzimrevski’s makam USak. Section (E) is in
makam Sultani Jegjah which is identical with to raga Surykanta.” Sec-
tion (C) goes without analysis.

The ambiguity of Dzimrevski’s analysis method becomes obvious
when comparing the results above with those of another version of the
same piece. In his 1954 recording, Alo Toncov played a short introduc-
tory taksim and the first hdne, teslim and the second hdne of Nihdvend
pesrev under the name Pesref naaven.” This time Dzimrevski extracts
the ancient Greek Aecolian scale (makam Isfahan Bejat), makam Mustar
I, makam Hidzaskar (raga Mayamalavagaula), a pentachord and two
kinds of hexachords from the melody.* To sum up, the analyses rarely
match with the reality, and they lack any deeper understanding of the
music they purport to explain.

Conclusion

As emerged from this study, narratives of the national memory in
the Balkans have strengthened self-identity and contributed to the con-
struction of the Other by sometimes redefining and appropriating Otto-
man music or, more frequently, by marginalising and excluding it from
the canons of national music histories. Balkan folk music research has
utilised several discourses in processing music and its history: national-
ism, Occidentalism and Orientalism. The strategies developed in order to
handle the Orient within have meandered between Occidentalism and

8 Ibid., 468, 470, 446, 449, 472.
" Ibid., 334-336.
80 Ibid., 446, 470, 473, 426, 422, 432.
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Orientalism, creating an ambiguity which belongs to the realm of Bal-
kanism.

The emphasis on various discourses has varied geographically and
over time: Through their knowledge of Greek church music, most Greek
folk music scholars have had potential theoretical tools for analysing
makam-related music. Scholars, however, have excluded such forms of
music from the canon of national music due to their alleged Turkish,
morally dubious, inauthentic or commercial nature. As examples, Otto-
man-Greek café music, rebetika and laika spring to mind first.

This Balkan in-betweenness expresses itself especially clearly in
analyses of major-sounding restricted makam Segah tunes which are pre-
sented as being in the minor modes of ancient Greece. On the other hand,
the very same melodies have been analysed as being in the Western ma-
jor scale. Here, Segah melodies have literally been seen through the dis-
torting lens of Western concepts and theories.

One can adequately challenge the relevance of most Balkan scale
theories for music they strive to analyse. Instead, just as myths are re-
lated to other myths, the scale theories are related to previous theories
rather than to the music they try to elucidate; ‘Oriental music’ manifests
itself to scholars as the inaccessible, mysterious Other. A huge gap sepa-
rates the imagined Oriental music from what Ottoman makams and their
folk equivalents or derivatives actually are and how they function. A
proper understanding of the makams has been beyond the grasp of the
Balkan scholar for over a century. The Orient—real or imagined—is os-
tensibly far away.
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Pucmo Ilexa Ilenanen

U3T'YBJBEHU V JIECTBULIAMA: TIPOYUABAKE
®OJIKJIOPA HA BAJIKAHY U OTOMAHCKO HACJIEBE
(Pe3ume)

Hayuynnnu xoju npoydasajy My3mdku ¢onkiaop bankana Ha pa3nuanTe Ha-
YHHE TyMaye OHO LITO CMAaTpajy OPUjEeHTATHUM WIIM TYPCKUM MY3HYKHUM Haclie-
hem. Ilentpanna pasmarpama y OBOM wWiaHKy mnocBeheHa cy KOHCTpYyKUHjU
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,»OPHJEHTAIHUX JIECTBULA®, KA0 U HAYMHUMA Ha KOj€ Cy HayYHHLH 3aMHILbaIN
OpHjEHTAIHY MY3UKY U ONaKalld KyATypHY no3unujy bankana usmehy Opujen-
Ta ¥ EBpone. YV unaHKy ce aHanM3npajy QUCKYpCH HAI[MOHAIN3Ma, OpHjeHTaIH-
3Ma, OKIUACHTAIN3MA U OalKaHU3Ma.

HaparuBu o HanuoHanHOj MeMopHju Ha bailkaHy NONpPUHEIH Cy 4ECTOM
KOHCTpyHcamwy /Jlpyror myreM MapruHajiu3aluje ¥ WUCKJby4HMBamba OTOMAaHCKE
MY3MKEe U3 KaHOHA HallMOHAIHUX MY3WYKUX UCTOpHja. HayuHunu cy pas3nnunTo
MPUCTYTIANN ,,0CETJFUBOj* OTOMAaHCKO] TeMH. HeloBOJbHO jacHe OpHjeHTaIHe
KapaKkTepUCTUKe Owile Cy IpejcTaBibaHe Kao nomahe, MojeAnHN HAayYHHIH CY
TBPAWIM Ja Cy OTOMaHCKH Typuu caMO MMHTHPAIN aparcKy M MepCHjCKy KyJ-
TYpY, @ jYTOCJIOBEHCKH HCTPaXWBauyl Cy M3BOPHINTA OPUjSHTATHHX CKaja Ha
bankany Bunenu y necTBHIlaMa HHIHjCKUX KIACHYHUX para.

Haxo unTepBal IpekoMepHe ceKkyHae 3acTyna OpHujeHT y AUCKYPCY O OpH-
jeHTanu3My, Taj WHTEpBal HHUje CByJa NPHCYTaH Y OTOMAaHCKO] KJIACHYHO] U
IpyruM opmama Typcke My3uke. OCyCTBO OBOT CUMOOJIMYHOT HHTEpBaja 4e-
CTO HaBOJM Hay4HHKe ca bankaHa pa menoauje maxama aHAIN3UPAjy TPEKO
,,CTApPUX TPUKUX Mojyca‘.

Ocnamame Ha 3amnajpbayke KOHIENTe U UCKJbYYMBO KopHIIheme mramia-
HHUX M3BOpa TUIIMYHU CYy 3a IpoydaBame Qoiikiopa Ha bankany. [Ipobiemu koju
U3 TOTa IIPOUCTUYY MOCEOHO Cy OUMTIIETHH Y TPETMaHy OTOMAaHCKUX MAKAMA W3
nopoauie Cerax (Segah). Kao npso, 30ymyjyha cnmmunoct menoauja Cerax ma-
Kama ca 3amajkadkKiuM MelloAnjaMa MOXKe Ja HaBele Ha JBE BPCTE MOTPELIHUX
UHTepIIpeTanuja, Koje 00e MPOUCTHYY U3 IMPHMEHE 3allaJHUX JICCTBUYHUX KOH-
nenara. JIpyro, Tpanchopmanuja makam Mucteap (Miistear) nectsurne y byrap-
CKOj, pe3ynTaT je JjpyAcke rpemke. Tpehe, mHTEpIpeTanija OCHOBHIX KapakKTe-
puctuka Xuzam (Hiizzam) smecTBume y TOTIYHOCTH C€ PasiHKyje OJ MPHPOJE
caspemene Xuzam Mmenoauje. Cryauja bopuBoja [Iumpesckor, Yaneujcka mpa-
ouyuja y Maxedonuju (1985), npeacraBjba TUMIMYAH MPUMEP HAYyYHOT OJHOCA
npema ,,0pHujeHTaIHoj My3uln™ Ha bankany.

Mora 6u ce ompaBIaHO IPEUCTIHTATH PeJeBaHTHOCT BehmHe OamKaHCKIX
TEeopHja O JIECTBHUIIaMa KaJl je Y MUTakby caMa My3HKa 9Hjoj aHAJIN3W OHE TEXkKe.
Kao 1mTo cy MUTOBH y pesanuju ca JpyruM MUTOBHMA, TaKko Cy U TEOpHje o Jie-
CTBHIIAMa TIpe Yy peJialijaMa ca NPeTXOAHUM TeopHjaMa HEero ca My3HKOM KOjy
MOKyIIaBajy ma oceerie. Ctparerdje pasBujeHe ca mubeM ga ce o OpHjeHty
pacmpasiba yHyTap TOKOBa KOjU KPUBYAA]y O]l OKIIMJICHTAIU3MA J0 OpHjeHTaIIH-
3Ma, POM3BO/IE IBOCMHCIIEHOCT KOja Ce 30BE OaJIKaHU3aM.

(C enrneckor npesena Karapuna Tomaresuh)

UDC 781.7:39(497)
781.22(=511.161)
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Haoeoxcoa Mocycosa

KHE3 O/ 3ETE IETPA KOBbOBHU'RA

MoBoaom 125. rogummsuie KOMIIO3UTOPOBOT poljema

Ancmpaxkm: My3mika npama Knes 00 3eme nmana je BHIIE TOCTaBKH, CBAKH
IyT ¢ Ha3HaKoM Ipemujepe. M3Benena je y beorpamy 1929, 1946, 1968. u
1989, y HoBom Cany 1966. Ibena npBa mnojasa Ha ciieru 6eorpazackor Hapon-
HOT [I030pHILTa 3Ha4Mna je, nocie Xpucruhesor Cymorna, HOBY U BpJIO 3Ha-
YyajHy CTpaHHMIy Y MCTOPHjU CPIICKE U Taja jyrociioBeHcke Mysuke. Ca3nana
Ha OCHOBHU MEJIO/IMKE M TEKCTOBA HAPOJHHX IIPHOTOPCKUX M MPUMOPCKHUX Te-
cama, Knez 00 3eme Huje QoskinopHa ornepa Beh ekjIaTaHTaH MPUMEP MOZEP-
HOT' CXBaTama IPUMEHE HapOIHE IIECME U eIICKE M0e3Hje Y YMETHUUKO]j My3HILIH.

Kmyune peuu: Tlerap Kowosuh, Jlaza Koctuh, Maxcum Llpnojesuhi, Knez 00
3eme, jamO.

VY Bpeme kaza je Ilerap Komosuh crajao Ha yeny 3arpebauke Orme-
pe, CTBapao CBOje APYro My3HUKOCIIEHCKO neno Kuesz 00 3eme, Habanu-
Bao ckwile 3a Tpehy onepy, u nmputoM npepahupao npBy (Ha HHUIHMjATH-
By Muioja Munojesuha), Boauna ce y beorpany n 3arpe®y 6opba 3a Ha-
[MOHAIHU CTHJI y yMETHOCTH. buio je To no6a Hemocpeano nocne Ip-
BOT' CBETCKOT' paTa, KaJia Cy ce KOHCOJHIOBAIH jYTOCIOBEHCKH JIMKOBHU
Y MY3UYKH YMETHHIIHU Y TPpaXKelhy U OCTBApUBAKY MOJEPHOT HAllMOHAI-
HOT WJIGHTUTETa y HOBOj, MOJIepHO] npkaBu. Mely muma je [lerap Ko-
moBHh M3a0pao aa cBoje MOACpHE HC|e M MONMamhe HAITMOHATHOT CTHJIa
MPE3CHTYje Y BEIUKHUM MY3HYKOCHEHCKHM (popMama.

[Homro je Kneza n Kowmany KomoBuh MHTEH3MBHO KOMITOHOBAO
Haropeno, y Tpehoj aenennju XX Beka, Hamehy ce n3BecHa mopehema.
Beh y Kne3y KOMIO3UTOp je BPIJIO LEIOBHTO OCTBAPHO ,,CTIOJBHU H3pa3
OHOT' YHyTapmer, HHTYHTHBHOT ocehara JIeroTe, MTOo Ta HOcH y cebn'
(peun ynyhene Maju e Crtpoum), koju he O6utu peanmzoBad u 'y Ko-
wmanu. Y o0e oBe omepe ayTop, 3a PasiHKy O] HEroBe IpBE Omepe
(#Kenuoba Munowesa, 6eorpaacka npemujepa 1923), KOpUCTH yBEIHKO
LIUTATe HAPOJHUX MEJNOAuja. AJIM, KOMIIO3UTOP j€ *Keieo Aa (OJIKIop Y
Kowmanu Oyne ,,BunypuB‘, N0k je y Kuesy 00 3eme ycreo a HapoJHU
[UTaT YYUHU ,,HEBUIJBMBHUM®, ca M3Yy3€TKOM KaJa ce OH jaBJba Kao 3a-
TBOpeH 00iuK. OBakBa My3WdYKa KOHIIEMI[Mja 3aBUCHIIA j€ O]l My3HUYKOT
MaTepHjajia U BepOasHUX Npeanoxkaka koje je KomoBuh nzadbpao 3a cBo-
ja 1Ba KJby4Ha MY3HYKOCIICHCKA OCTBapCHa.

Hpamy Maxcum [{pnojesuli Jlaze Koctuha (ca ClieHCKOM MY3HUKOM
Axkcenrrja MakcuMoBuha) 1mo3HaBao je KOMIIO3UTOP OJ1 JIETUECTBA, Ha-

151



My3ukoinoruja 8 —2008 Musicology

ponHy necMy Koja je uncnupucana Koctuha ucro tako. Kao crynenrt y
[Ipary Beh nomunuba kako he u jenHy U Jpyry TBOPEBUHY NPETOYUTH Y
onepy, kojy he 3aBpmuTu kpajem 1926. rogune. Hemanu moacrumaj y
pajay 1ao My je joIl Ha cTyaujaMa cBojuM omycom Puxapn Baruep (Ric-
hard Wagner), Hapouuto naejama erncke MOHYMEHTATHOCTH U TPaHANO-
3Hoctn. KacHuju cycper ca gemom Mopecta Mycoprekor (Mogect
[MerpoBruu Mycoropckuit) omnyuyjyhe je onpenenno Komosuhes myT ka
WHIWBUAYATHOM M AYOOKO MPOKMBJBEHOM IpPETBapamy MY3UKE OHH-
KJIE M3 HapoJia Y COIICTBEHH, BPJIO OPUTHHANIAH CTHIL.

[MotmyHO (hopMUpaHUM KOMIIO3HTOPOM II0Ka3a0 Ce ayTop Kaja je
KOHa4HO, o7 Maxcuma Llprojesufia, Koctuhese ,,rparenuje y meT pai-
ma“, HacTao Kue3 00 3eme, ,,My3WdKa ApaMa y JEBET CIUKa™. Y TOM BHU-
1y je Komonuheso meno m3seneno 1. jyna 1929. romuue y beorpany.'
[Ipecrornuka My3ndKa KpUTHKA OWJIa je TO3UTHBHA, MOXK/a BUIIIE HU3HE-
Hal)eHa HOBHHOM, HETO IITO je Omia oxymieBbeHa. [loxBae cy uiie He
camo kommo3utopy Beh u uzBohaurnma, Ha dyeny ca JloBpom Martaunhem.
I'oBopu ce o mapturypu Kresa, ,,TAITIYHO] 33 CIIOBEHCKH E€KCIIPECUOHH-
3aM“, moapa3ymeBajyhu, He TOIMKO caM CTHJI, KOJIUKO ,,eKCIIPECH]jy*, U3-
pas, ocehajuoct.” Mosxaa 6u ce mMorio kox KomoBrha rOBOPHTH O Ci10-
BEHCKOM Bepu3My (uju je pomoHauenHuk Jleom Janauex/ Leo§ Ja-
nacek) na Hema y Kuesy nocra o Koctuhese TeaTpamHOCTH, HEMUHOBHE
y TMOCTYIIKY MHIIYEBE POMaHTH3AIM]je HATYPAIUCTHYKE HAPOIHE MMOC3H-
je, xakBa je JKenuoba Maxcuma L{projesuna.

Kommno3uropor 3amarak Huje 6uo jak (y jeanoM nmcMmy Jynujy bene-
mmhy crnomuise pan Ha ,,MyKOTPIIHO] omnepu‘’) y mpeHomewy Koctuhese
HOETCKE EJIOKBEHTHOCTH y MY3HUKY, y TpuiarohaBamy MECHUKOBOI jamOa
COTICTBEHO] TUIACTHUIIM TTE€BAHOT ToBopa. Mcro Tako je cagprkaj OMiio BaxKHO
aJICKBaTHO YKJIOIIMTH Y 3aKOHE onepcke ciieHe. Koctuh je ox jenne ,,pa3z00j-
HHUYKE™ MMOoeMe HAaYMHUO PUTEPCKY Ipamy, KopucTehw u3 HapojgHe mecme
OormmamMa HapyKEeHO JIHIIe, ITOOPaTUMCTBO M 3aMeHy JIMIHOCTH. [lncar je
CTBOPHO KOMIUTHKOBaHY pPajliby, Y KIbyYHHUM TPEHYIMMA JIMIIECHY JIOTHKE,
CaMHM THM 3aMpIIIeHyY, aJi MyHYy y3BHIICHUX oceharma, Koja Kpace JBa 1o-
Oparnma, Makcuma LlpHojesrnha m Munoma O6penberoBruha, nHa4Ye UCTO-
pHjcKe TMIHOCTH, Kao 1mTo je i ViBo Llprojesuh. Cama cTopuja je mpon3Boa
naponue u Koctuhese (panTasuje, 6€3 HKakBe HCTOPHjCKE TOUIOTE.”

Texct onepe o0jaBibeH HcTe ToAWHE Kao O6poj 5 y cepuju [lozopuwna dubauomexa:
[erap Komosuh, ,, Knes 00 3eme “, myzuuka opama y 0esem ciuxa, mexcm no mpa-
2eouju 00 Jlasze Kocmuha ,, Maxcum Lpnojesuh  npepaouo komnosumop, beorpan 1929.
Munoje Munojesuh, ,,Tpu onepe Ierpa Komosuha®, Mysuuxe cmyouje u uranyu,
k. 11, U3naBuka kmmwxkapuuna [enie Kona, beorpax 1933, 67.

Vu: Jlaza Koctuh, Makcum Lipnojesuh, Tpareauja y net pajama, (110 IPBOM U3AbBY
u3 1866. rogune), C. ®. Ormanosuh, Hosu Cax 1921.

152



Hanexna Mocycosa KHE3 OJ] 3ETE TIETPA KOIbOBURA

[Mo6patumcrBo Ha kome uHCcHucTHpa Koctuh, a npeysuma Komosuh,
Hozpa3yMeBa IMOTIIYHO TOBEpeme, Oe3pe3epBHO MpeAaBame, IITO 3HAUU
OJICYCTBO CBHIX TajHH Meljy OHMMa KOjH Cy C€ Ha TaKkaB HA4WH 3aBETOBA-
T jenaH npyrome. Mehytrum Makcum je, Koju ce BHUILE TyTa 3a/ipKaBao y
Benenuju 300r jpy0aBu npema nyxnaeBoj khepu Anhenuju (ycneBiu Ta-
Mo 112 fiohe y cykob ¢ ’eHnM OpatoM, OUIeTHHIM MY>XeM, U Ja ra you-
je y caMoo10paHu), Cakpro CBOjy macujy, Ha AnhenujuHy MoJi0y, He ca-
Mo of poautesba Beh u ox mobparuma. To he nosectn no datamHOr He-
Cropa3yMa 1 TParuvHor Kpaja, Ha pa3lImInuTe HaYuHe, Y PaMU Uy OTIepH.

Haunme, 6onemhy ynpomamhena MakcuMoBa j1emnora, KOjuM ce Io-
HocHu otarl Bo LlpHojeBrh xBanmo npex Mneunhnma, nmpocehu 3a cuna
nyxneBy khep Auhenujy (ue 3Hajyhn na ce oHM MO3HAjY ,,011 paHUje™),
JIOBeNa je oTie Aa je Mopana OuTH cMulJbeHa nozasana. Visu LpHoje-
Buhy je Taj Opak OMO Bpyio BakaH 300r BOjHOT caBe3a (mpen mperehom
HaBasioM Typaka), Koju je oH ckiamao y Bewernuju. Ilpema xomany, u
IIy’KI je ©Mao CBOj€ pas3yiore 3a TakaB ,,lIaKT". 3a yroBOPEHO ,,0paKoco-
yeranuje” je MBo Hamao cmacoHOCHO peuleme (Tako My ce 6ap YMHHIIO)
y MakcuMmoBOM moOpatnMy Mustomnty, koju he Ha BeHUamY ,,A3UTpaBa-
i Makcuma, a IOTOM MIIaAy MpenaTH MmpaBoM Mianoxkemu. Kako he
Ha TO pearoBaTH HEBECTa, HUTJE C€ HUKO HE MHUTA.

[open HyxHuX ckpahema komaa, IeBeT ciMKa NpBe Bepauje Kuesa
00 3eme pacniopenno je Komosuh, ciuyHo ayTopy ApaMe, y IeT YHHOBA.
[IpBa u npyra ,,mojaBa* (cnwka) mpBe ,,panme’ (unHa) Koctuhesor Mak-
cuma Iprojesuha criojeHe Cy y onepH y jeAHy, npBy ciuky (Duierta,
Amnhenuja u Panoje y Benenmju). Tpeha nojaBa Koctuhesa, oner BeHe-
nujaHcka civka, koa Komosuha je apyra (cycper Hyxna u MBa LpHoje-
Bruha y majarn). OBUM ce 3aBplaBa NMPBU YKH Y OMEPH, MOMITO KOMIIO-
3uTop HUje y3eo y 003up Kocrtuhery yerBpry nojaBy (dyxn u Jlyxne-
Buh). Ipyra KocruheBa panma nma yetupu nojase. On npse nse Komo-
Buh je HaumHMO Tpehy CIMKY orepe, Koja je yjeaHo meH apyru 9uH (Je-
BpocuMa U OosiecHu Makcum ca Munomem y 3etu, moBpatak MBa kyhwu).
Tpeha u yeTBpTa MmojaBa npame n3octasjbeHe cy (gorosop Mea LlpHoje-
Buha ¢ JoBanom kaneraHoM u Haganom Bojumupowm, 3atum npunpeme 3a
CBaTOBCKH ITyT y Benenujy).

VYV tpehoj panmu Komoruh je mcmyctno apyry mojaBy (Pwmirera u
Muronr), cknanajyhu o npBe u Tpehe mojaBe ApaMe YETBPTY OMEPCKY
CIIMKY, y CTBapH meH Tpehu ynH (MakcuM y CIMKapHHULM TyKAEBe maja-
te, AHhenuja, Muomr). Y 4eTBpTOj ,,paamBH j€ MpBa 1MojaBa MpecKode-
Ha (MBO ca cBOjUM JhyMMa), a OJ IPYTe j€ KOMIIO3UTOP CAaCTaBHO Kap-
HEBAJICKY, MeTy cueHy (ca Makcumom u Hananowm, Ha doHy Becesba, me-
Bamka U Wrpama), Ha Tpry ceeror Mapka, KOjoM 3al0YHh-¢ YeTBPTH YHH
onepe. Kocrtuhera tpeha nojaBa werBpror unHa (Pumera u lyxeB cuH)
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jecTe LIecTa omepcka ciaMKa, a YeTBpTa HojaBa (CILeHa ¢ JaXXHUM Tyclia-
peM Ha BEHEIIMjaHCKO] CBEYaHOCTH) CeIMa je CITMKA YeTBPTOT YnHa Kuesa.

[era ,,panma* KoctuheBa n KomoBuhes netu 4uH y moTmyHOCTH ce
pasunaze. Mecto KocruheBe npame y mpeocrane ase ciuke je Llpaa ['o-
pa (y HecmopasyMy OKO Tpey3uMama miane Makcum yowmja Mmomia,
3atuM cebe), 1ok KomoBuh paspeimaBa Tpareaujy y ocMoj ciuiu y Be-
Henuju camoyouctBoM Makcuma u Aufenuje. JleBera ciuka MMa HEIITO
Majio CIIMYHOCTH ca 3aBpurieTkoM KocTuheBuMm: mouwmHmMIA je caMOyOu-
cTBO 1 JeBpocuMa, GaIMBIIHN ce y Mope n30e3yMibeHa o/ jana.”

Tek kama KOMIO3UTOP CBOjy ONEpy JOKMBM Ha CIIEHH, OH carjena
BECHE MaHe M HefopeueHocTH. To ce aecuno ca JKenuobom Munowesom
(3arpebaukum Burunum genom), MOIWTO je OMII0 y MUTamwky AEJo ABajece-
TOTO/MIIELET TAJEHTOBAHOT IWIETaHTa, 4HMje Cy HENOCTaTKe IpYyTH
younnu 1 npe u3Bohemwa. Mehyrum, Komosuh ce mocie ycremne mnpe-
MHjepe CBOT 3peJIor ONMEPCKOT JAeja, KaKBUM ce Mmoka3zao Kxez 00 3eme,
pEeIro A2 MPUCTYIH pepau.

[erpy KomoBuhy, mo3opuiiHoM 4oBeKy, HE caMO My3U4apy, BpIO je
OmJI0 cTaJIo 10 jaCHOT caaprKaja orepe, A0 TEKCTa, ¥ TO j€ cajia IoCTao IIiaB-
HH Pa3JIor MITO C€ OH JIaBao y TPEMPABKy CBOJUX CIEHCKUX KOMITO3HIIH]a.
IMocrano je BaXHO Ja ce y paJmbu CBE 10 TAaHYMHA OTIIEBA, OJHOCHO H3JIe-
KJIamyje, la ce U3Hece Ha CBETJIOCT JlaHa CBaKa HHjaHCa y JielambuMa U pas-
MUIIJBAbUMa OMEPCKUX jyHaKa, /1a C€ BWIIE WCTAaKHY MPOTArOHUCTU. Y
oriepH, ¢ajia MOJICPHO] My3HUKOj JpaMu, Kao Ja ce 3a00paBUiIO Ha MY3HKY,
Ma Kako TO MapaJOKCaTIHO 3BYYAIIO, jep ce MHOTO Belin 3Hauaj MpHaBao me-
BaHOj peun U camoj crienu! ,,Kpuparr™ 3a To 6mo je memmvuaao Puxapm Bar-
Hep KOjH je MHAYTypHCcao HOBO BpeMe KOHCTHTYHCAha OTIEPCKOT 00JIHKa.

Ilerap bunrynar no6po nmpumehyje, yropehyjyhu nee Beps3uje JKe-
Huobe Munowese, na je y Komworuhy, npuimkom npepanie oBe orepe
(oHa ce, KaKo je peueHo, OJ[BHjajia HAMope0 ca KOMIIOHOBambeM Kueza U
Kowmane), y ipBu 1utaH n30ujao peauTelb, a a je My3WIKHX W3MEHa
61110 3aHeMapIbUBO Mano.” CMaTpajyhu, ¢ IpaBoM, 1a MOCTOje HPOMyCTH
y jacHohu nubpera (ueMy cy y3pok Ouse HejacHOhe y apamu), KOMITO3H-
TOp (M pemuTehb Y BeMy) 3a IpyTy, U Ae(PUHUTHBHY Bep3ujy omepe Kues
00 3eme xopuctu aenose Koctuhliese apame, koje je paHuje H30CTaBUO, C
THM IITO j€ IOjeIMHE JICJIOBE PaHUje BEp3Hje omepe APyKYHje pa3me-
cTHO. 3a KOMIO3UTOPOBA MPOIIUpPEHa, OUTHA 3a JOTUWKY jorahjaja, mo-
TpeOHO je OMJIO JOJaTH jOII HOBOT TEKCTa M Ty CE€ HAIlao Y CBOM elle-
MeHty KomoBuh apamatypr u necHuk.

4 [Ipema maptutypu opuruHamHor pykomuca (Mysukonomky HHCTHTYT CAHY).

> IIpema HeoGjaBIbEHOM PYKOIIHCY.
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[pepany je 3aBpmrio 1939. roanHe ca TpUHAECT U KOHAYHO ca 4eTp-
HAeCT CIIMKa y 4eThpu YuHa. HoBOCT cy OmiM 1 HaCcIOBH KojuMa je oberre-
keHa cBaka cimka: 1 Ilpeduepa, 11 T'ocnoocmeo (I1psu unn), 111 u IV Mamu
— bonosarwe, V Yeoucrwa, VI Cmpaxosarwe, VII Monumea, VIII 3axniemea
(Apyru uun), IX Odpuyarve, X u X1 Jlakpouje — Mporcroa, X1l Banaoa
(Tpehn gun), XIII Cyobe Cyo n XIV Ceaobenu noeped (UeTBpTr UuH).

Hoga je cnuka, y ogHocy Ha npBY Bep3Hjy, /Ipeducpa, K0joj mpeTxo-
I JakoHCcka 1o ¢opmm yBeptupa. llpHoropan Pamoje m Mneunh Ha
YJIMIKA KOMEHTAPHIIY [PHOIOPCKO-BEHEIIUjaHCKH JOTOBOP YHjHU j€ 3aJI0T
Oyayhu Opak n3mehy ayxaese khepu u cuHa Ma LlpHojeBuha. Ca ¢an-
(bapama ce npenasu ¢ yiauie y CBeuaHy JBOPaHY MIICTAYKOT CEHATa, TAKO
na cimuka I ocnodcmeo oaropapa nperxonaHoj 2. cnunu 1. unna. Mamu v
bonosamwe onrosapajy 1. cnunu 2. yuHa y IpBOj Bep3uju. Yeorcrwa ce ol
Hocu Ha AHbhenwjy (,,Ej, mycTo mycro Mope, €j IycTH Bainu'‘, ’beHa je Te-
cMa-apwja, Koja ce y IIpBOj BEP3HjH U y APaMHU jaBJba HA TIOYETKY OTepe,
omHOCHO komana). Cmpaxosare je nonasak Mea llpuojeBuha kyhu.
(MakcuMoB H3IJIen je 3a ola HemoJHOUUBUB yxac: ,,0, boxxe Onaru, na
71 cu TH Onar!* — y3BuKyje odajau MBo. Ciiemu moroBop ¢ Mujtorrem).

Cnuke Monumea v 3akniemea HOBE Cy y OJHOCY HAa LPBY BEp3Hjy
omnepe. 3akremsa je caunmbeHa on KoctuheBe mpBe mojaBe 4eTBPTE paj-
we. Odpuyarve je ,,TaKMHUYCH-C" Y TaJaHTHOCTH nM3Mel)y /Ba moOparuma:
jenan apyrom Hyzae Anbenujy. Makcum noctaje JbyOOMOpaH, >Kenu He-
KaKo Ja CTaBH J0 3Hama AHennju Ko je OH, KHBaH IITO j¢ HEeMPEno3HaT
(To je y mpBOOHTHO] Bep3uju 4. cnuka 3. ynHa). Jlakpouje Cy KapHEBaI y
Beneuuju, npBobutHo 4. unH. [Ipukasyje LipHoropue n Mneunhe kako
ce 3a0aBipajy u HagMehy (aBa mymika xopa, Koctuhes Tekct ,JInumna
guTaB je cBeT”, y3 koju KomoBuh ybaiyje ,,Poca miere pyce koce* u
miec LpHoropara).

Mpoicroa: Guneta cHyje ocBeTy. barada y nyxaeBoj manatu. CBaj-
OcHH, ,,JIOCHTPUHOBCKHU* XOp 3aroueT y NPEeTXOHO] CIUIH U30CTao je y
0BOj, Ipyroj Bepauju omepe. [loHOBHO Hurpame u neBame L[pHoropara.
MakcuM je caunHuo TecMy, aleropujy Jea ce muha noopamuna. Hanas,
TOOOXKILH T'yCJIap, U3BOJIU MECMY IpeA FOCHoAoM. Y TOKyIIajy Aa pa3oT-
KpHje JIaKHy NpEeICTaBy, OJHOCHO 3aMeHy JBa nodparuma, Hanman crpa-
na o Usune pyke. Ha kpajy Cyobe cyo trne ce Arhenmju otkpuBa Mak-
cuM cam, OuBIIA je ocMa cirKa (MoYeTaK IMeTor YHHA Y MPBOj BEP3UjH).
Csaodbenu noeped — encku ¢punane y Lpuoj 'opu.

HoBu je Kuez 00 3eme u3Benen 29. nenemOpa 1946. (mupureHT
Kpemmmmup bapanosuh), 7. neunem6Opa 1968. ronune y Beorpagy u 11.
HoBeMOpa 1966. y HoBom Canmy (mupurent lyman MwunaguHosuh). IIpBo
MOCIIEPAaTHO U3BONEE MAJI0 je Y BpeMe HENPUKIIATHO 338 UCTOPUjCKE KoMa-
JIe U3 CPIICKE MPOILIOCTH, UCTO TAKO M 3a TICEYIOUCTOPHUjCKE OIepe CIINY-
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Hor koBa. Huje Bpezeno mro je Komosuh 1ao jaBHocTH Ha yBH| TMOpeTo’
U TIpesl IpeMUjepy OAprKao mpeaaBame Ha My3HuKoj akageMuju, Tymadehn
cBora Kuesa. Jleno je HauIuio Ha HEYMETHUYKY OCYIy JbYIH U3 KOMYHH-
CTHUKE ,,BpXyIIke . PexxuM ce mocrapao 3a oArosapajyhy ,,KpUTHKY  110-
30pUIIHUX TOCJIEHHUKA, Y KOjy HHj€ YCIIEo J1a yByUYe My3Hndape.

Kao na je Heka 31a ko0 nparuia onepy. [IpukasuBame nMpee Bep3uje
MPEKUHYTO je Mociie HEeKOIMKO MpezcTaBa n3HeHaaHoMm cMphy Cero3sa-
pa IMucapesnha, HOCcHota ynore Mse llpuojesunha. Cana je takohe Omo
Ha oMoty npekus. Komopuhiesa onopana nepunutuBHe Bep3uje Kuesa,
OMIIIUPHO MHCMO ONOHEeHTY Muany bormanoBuhy, y KoMme je U3I0KHO
TIPMHIIMIIE CBOje OMepcKe ApaMarypruje, Huje objaBibeHa.’ Yciemamo je
CKHUJIae C perneproapa 06e3 NKakBUX 00jammbema. 3a (HeOmpe3HoT) KOM-
MO3UTOPa HEMAJU 1opa3, KOju Ta je MOJACETHUO Ha MOTPEC O Mpe JBajc-
CeT roJIMHA, KaJ/Ia je U30CTaj0 MOTEeHIHjarHO m3Boheme Kueza 00 3eme 'y
3arpeby, Takolje U3 HeMy3HUKHX pasiora.’

My3HuKy pa3iios3u 3a opxkaBame Kneza 00 3eme Ha peniepToapy Be-
JIMKY Cy: Ha PBOM MECTY, U Y jeIHOj U y APYyroj Bep3uju, KomoBuheso
JIeNI0 penpe3eHTaTUBHA je My3WdYKa JApaMa y MajoOpOjHO] MPOAYKIHjU
cprickor omnepckor Hacieha. ¥ cylmTHHU, HEKe CTHIICKE pasiuke umely
IIBe Bep3uje u He moctoje. et je u cactaB opkectpa. Hamehe ce mope-
heme ¢ nocrojameM nBejy Bep3uja bopuca I'odyrnosa Monecta Mycopr-
CKOT, Ol KOjUX JIpyra BapHjaHTa MpeAcTaBiba MPOIINpPEHE MPBE Bep3uje
orepe. CTHICKU ce HUje HUIITA U3MEHWIO HH Koja MycCOprckor, ¢ THM
mro 0u ce Mmorjio pehm na je mpBa Bep3uja bopuca KOHIECH30BaHH]a.
CruvHO OW ce MOTJI0 KOHCTAaTOBaTh U 3a KHeza 00 3eme.

W y jennoj u y npyroj Bep3uju Kue3 ocTaje MPOKOMIIOHOBAHO MY-
3WYKOCLICHCKO JIEJI0 apUO3HOT THUIA, C MAJIUM H3y3€TKUM 3aTBOPEHUX
HyMepa Kao mTo je Anhenujuna apuja, Hamanosa rycnapcka necma, mp-
HOTOpCKE IecMe U urpe. Y mocedHe o0irKe MOry ce cBpcTatu VMBHHHU
Hactynu (y [ ocnoocmsy u banaou) u MakcuMoBHu MOHOII03H (y bosrosa-
wy U Oodpuyarsy). Ca momuHHpajyhoM JHHEAPHOM TIOCTaBKOM Jiefia,
KOMITO3UTOp CE HE JIMIIaBa aKOPIHUKE, AUjaTOHCKE MM XPOMATCKe, IMO-
BPEMEHO ,,Ki1acTepusoBane’’ (mpumepu Op. 1 u op. 2).

% OGjasmen mox Gpojem 1y cepuju Onepcku mexcmosu: Terap Komosuh ,, Kues 00

3eme*, mysuuxa opama y 4 wuna (14 ciuka), mexem no mpaeceouju ,, Maxcum Llpno-
Jjesuh “ 00 Jlaze Kocmuha npepaouo xomnosumop, beorpan 1946.

[Mucmo y pykomucy y 3aocraBmitiHd [letpa Komouha (My3uKOJIOMIKM HHCTHTYT
CAHY), Mmoxa 1 y 3aoctaBiITHHN bornanosuheroj, ako HUje YHHIITEHO.
Komosuher cTan kpacuie cy ypaMibeHe CKHIle Jekopa 3a Kuesa 00 3eme, xoje je 3a
3arpebauxy Onepy m3paauo crernorpad Jby6o babuh 1926. rogune, xaga je Komo-
Buh OMO MPUMOpaH /1a HAIyCTH MECTO H-EHOT JUPEKTOpA.
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[pumep 6p. 1
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[ITo ce cTuna Tude, MociepaTHa CTPYYHa KPUTHKA KOja je yclleanna
nociie u3Bohemwa Kresa 1968. rogune, ka0 U My3UKOJIOTHja, carjieaaia
je y OBOj omepH 1pTe eKCIPECHOHHCTHYKUX eleMeHaTa’, TO je CACBHM
MIPUXBATJHFMBO, Maa OM MOXKJa TIpe MOTJI0 OUTH pedr O (ITOCT)UMIIPECH-
OHH3MY, Ha IITa HaC HaBOIU (DaKTypa U OPKECTAPCKH 3BYK, YHjU Cy HH-
CTPYMEHTAJIHU CcacTojuu | aBe Xapde, yenecra u kiaaBup. Ty cMmo omer
JIONILTA JI0 Ta4yKe O HaruoHamHoM ctuiy kon Iletpa Komosuhia, koju oH
Kao 1 MY3WYKH HallMOHAJIM3aM YOIIITE, cCMaTpa 3a BpJIO JIM4UaH, UHIWBHU-
JlyaaH MPUCTYI HAPOTHO] MY3HIIH.

U3zpaxkaBame y HAQpOAHOM JyXy M KPEaTHBHOCT y oIxoljemy ¢ U3BOp-
HOM (POJIKJIOPHOM MATEpHjOM 3aKCTa je CBOjCTBO KOj€ KOMIIO3UTOP MU T10-
Celyje WM He, ¥ TO je CBaKaKO HEMITO IITO Ce y IIKOJIM HE MOXKE HAYUHTH.
CBaxw cTBapajall YMHH TO Ha COTICTBEHH, TICUXOJIOIIKH TIPOKUBIEEH HAYHH,
KOjU Ta pasiuKyje oJ JPYTuX ,HaMOHATHHX * KOMIIO3UTOpa. Jep, ekcipe-
CHOHM3aM WJIM MOCTHMIIPECHOHU3aM Cy OIMITE OIUKE KOMITO3uTopa XX
BeKa ca IMOCTYIIIMa Kao IITo ¢y: ““...putaM, (HOIKIOp, OCTHHATA, KOJIOPHT,
OHOMaronoesuja, cexkBeHie. CBU ONMEPCKU aBaHTapIHCTH: CEHTHMEHT, Ipa-
JIaIje, YaK U JIajTMOTHB, COPAMHUPAHH Ty1adH, TpeMorna®. "’

Ha, yak u najtMoTuB (y3 copAMHHUpaHe rydade u Tpemona). [lerap
Komosuh Huje Morao 6e3 J1ajTMOTHBa y omiepama, u TO je Onia jemHa oJ

Marija Koren, ,,Primjer ranog srpskog muzi¢kog ekspresionizma: Konjovicev Knez
od Zete na sceni Beogradske opere®, Telegram, Zagreb, 24. 11969, br. 456, 7.

CnaBko OcTtepll y CBOjJIM IPHKA3UMa CIIOBEHAYKOT MY3WYKOT KHBOTA Kao Jia je THCcao o
Komoguhy, B. ,,Muzika u zemlji“. Ljubljana, Delatnost Mirka Poli¢a, premiera u operi,
premiere u koncertnoj dvorani Zvuk, Beograd, 1. mart 1936, god. IV, br. 1, 23-24.
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KapaKTePHUCTHKA HETOBOI MY3HUYKOT MUIJbeHa. JlajTMoTHBUKaA Y KHe3y
UMa OCHOBY Y (DOJIKJIOPHUM IMTAaTHMa MPEy3eTUM M3 IpHOropcke Mo-
KpamueBe /Jeseme pykosemu. Kao mro 3Hamo, /Jegema iMa 4eTUpH Tie-
cme. TIpBa ox wux ,,IloskeM ce wuja, of 30p nenuja (IIpumep op. 3) y
pasHUM BHIOBMMa OMTaH eleMeHT onepe, MakcuMoB J1ajTMOTHB. Hhero-
Ba je mpBa mojaBa (IIpumep Op. 4) y mactymy WBe LlprojeBuha mpen
Muneunhuma y cimuru I ocnoocmeo (Bunetn takohe [Ipumep Op. 2).

[Ipumep Op. 3
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Jpyru najTMoTHB, y CTBapH NpBH, jep ra Ha caMOM HOYETKY YBOJHE
MY3HMKE JOHOCH OpKECTap y IYHOM cacTaBy, MOXXE IIOHETH Ha3WB ,,UTa-
JIAjaHCKH'* WITH ,,BeHEIIMjaHCKU ™ ca KapaKTePUCTUIHOM JIUIH]CKOM KBap-
ToM (BUAETH HOTHU npumep Op. 1). OH govapaBa MieTadyku amOUjeHT,
jaBJpajyhu ce 4ecTo y cimkama Koje ce 0JUrpaBajy Ha Tyhoj TepUTOpHju:
JOMHHHpa Y KapHEBAJICKAM CIIeHaMa, I'/ie ce mperutinhe ca IpHOrOpCKHM
Temama. themy je cponan AnlenujuH najTMOTUB, iprcyTad y JykaoBoM
MoHoory ([ 'ocnodcmeo): (Ilpumep Op. 5) KOjU je YOUbUB U y MpaTHU

necme ,,Ej, mycto mope*.

IIpumep 6p. 5
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O UpHOTOPCKUX TeMa U3 HaBeleHe Pyxosemu, Koje Cy Kao W MpeT-
XOIHE YTKaHE Y OPKECTapcKy (akTypy, CTaIHO je OF caMOr' IOYeTKa
,,HeBHIIJEUBO  TIPUCYTHA TIecMa ,,Y MBaHa rocmomapa‘, ca CBOjUM MUHU-
MQJIMCTUYKUM, OCTHHATHHM NPU3BYKOM, HAapaBHO, Kao JajTMOTHUB 3€T-
cKkor kHe3a VBe. BokamHOMHCTpYMEHTAIHOM CTaBy npumazaa ,,Poca me-
Te pyce koce*, kojy je KomoBuh mupoko paspaano (Ha TpeHyTKe Y Mo-
Kpam4eBOM CTHIIY) Yy CIIEHW KapHeBana (Jlakpouje), ca MyIIKAM XOpOM
Y3 CHHKOIIHpaHH opkectap  (mpumep 6p. 6). [Ipen mactyn Hanana Boju-
MHUpa y clieHH barada jom jeqHa ynedaT/bHBa XOpCKa ,,HyMepa', oBora
MyTa ca HapoIHUM TeKcToM u KomoBuheBoM My3ukoM. 3a pedu mecMe
u3 [puspena ,,I'pan rpaanna Gena Buia, Muiia cecTpa cy zBa Oparta, a
HEBjecTa C [jBa JjjeBepa‘, 4yo je KOMIO3UTop oA uctopudapa Hukone Pa-
nojunha.'? Yorpe6uo je y cBoM ,,uMaruHapHOM* (OIKIOPY I'yCIapCKh
edekT, y3uMame naxa y cpen peun. [lecma ,,Y MBana rocronapa‘ Hahu
he cBoje jeqMHO MECTO y XOPCKOj ACOHUIIM HEIIOCPEIHO MOCe ePeKTHOT
TIEBAYKOT TIpe/icTaBlbamka BUHIX paTHUKA (IprMep Op. 7).

IIpumep 6p. 6
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""" TIpumepu ce majy mpeMa KIABUPCKOM H3BOJIY Ca CPIICKMM H HEMAuKHM TEKCTOM: Petar

Konjovi¢, Knez od Zete. Muzicka drama u 4 ¢ina (14 slika). Tekst po tragediji ,, Maksim
Crnojevi¢* od Laze Kosti¢a preradio kompozitor. Potpun klavirski izvod s pevanjem
za Stampu spremio kompozitor. Savez kompozitora (Edicije kompozitora Jugoslavi-
je), Zagreb 1965.

[lecma ,3aronerka” Hanasu ce y 30upkama Byka Kaparnmha u Jlene ebespkoBuha: Ba-
nenruHa [ntymuh, Cemanmuxa booicypa, yemeno Kocoso, ,,Antepe” (bubmoreka ,,Ka-
nem”, k. 1) — Gunozodekn daxyrrer, beorpan — KocoBeka Mutposuma 2007, 46-49.
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Benenujanckum najtMotuBoM naje KomoBuh MeanTepancku mpu-
3ByK maptutypu Kwuesza. VICKYCTBO ¢ WTaJIMjaHCKOM MY3MKOM CTEKao je
mBohemeM Omena 7. janyapa 1922. roguHe, y CB0jOj KpaTKOTPajHO] IH-
PUTCHTCKO] KapHujepu y 3arpedauxoj Omnepu, Kao u ciyliameM Bepauje-
Bux (Giuseppe Verdi) omnepa Ha U3BOpY, NPUIMKOM OopaBka y Mranuju
1922. u 1924. ropune. Utanujarckor Omena noxuseo je y Teatro Polite-
ama Fiorentino maja 1922, manopamy BeHenuje ucroBpemeHo: ,,Jeqan tpe-
HYTaK OBJIE W jeJHAa UMIpecHja 3a BedHocT™ . Ha cBoj apyru nyt y Utanujy
HocHu Kresa ca coboM nta 6u noBpmiaBao okectpanujy. (Ha 3aBpmerky mp-
BOT YMHA OpUTHHAITHOT pykormca ctoju: Napoli, 4. XII 1924.)

MenuTepaH je MPUCYTaH y ONEPU W MOCPETHO, Mpeko Mokpamye-
BUX [Ipumopckux nanjesa, 9uju je MaJIH OJjeK TOCTIEO Y BOKATHE JCOHHU-
e U ca TEeKCTOM ,,TpajHa HUHAHMU HEHa“, Ka0 MOTKOM MOMEHYTOM CBaJ-
oenom xopy. Huje ciydajHO 11a je ucToBpeMeHo ¢ npepagoMm Kueza KOM-
MO3UTOP PaJMO HA CTBApaky BUOJHHCKOT KOHIIEPTA, JAOpaHCKo2 Kanpu-
yq, ca TMYHOM TNPHUMEHOM LuTata U3 [lpumopckux uanjeéa. VIcKycTBO
npeTBapamba HapoIHE MecMe y TeMy CoHaTHor oOnuka uMao je Beh ca
Cumgponujom y c-mony, xopucrehu ce Ilemom pyxosemu CteBana Mo-
Kpamla.

VY Kneszy 00 3eme Cy TOpUITa4Kd IPHOTOPCKH HAINIEBH Y KOHTPACTY
ca KomoBuheBum ,,ipuMOpPCKUM™ TeMama, ¢ U3y3eTKOM mecMme ,,Ilosmem
ce mbyja...“. O \be je KOMIIO3UTOp 0e3 HApOUUTOT MpuiIarohaBama HaYH-
HHO JIQjTMOTHB OIlepe, He MHOTO IPHMETHOT, TOTOBO ,,HEBUIJBHBOT* (hoJI-
KJIOPHOT TOpEKIIa, KOjU ce 300T TOra HEOCETHO yTana y BEHEIMjaHCKU
My3W4YKu amOujeHt. ,,HeyTpamHu pa3nokeHH MOJICKUA TPO3BYK, Ha IO-
YeTKy IlecMe, CTBapa Takohe yTHcaK HeKe COHATHE TeMe WIIH jOII Ipe Te-
Mme 3a ¢yry. Komosuh, mel)ytum, y 0BOj onepu HHj€ ,,BeHUABAO 3aKOHU-
TUM OpakoMm™ 3anaaHy (yry ca upHOropcKkoM necMmowm, Beh je obe rmaBne
TEeMe YIJIUTA0 y HEMY CBOjCTBEH HEMMHTAILIMOHM KOHTPAIlyHKT, Oorat
HEIPECYITHOM MAIITOM Yy 00JIaCTH pUTMHKE, cTBapajyhu ycmery KoMOun-
HaIMjy HPHOIOPCKE W BarHEPOBCKE My3W4YKe enuke. Tpedaio je y ToM
CMHCIY BpeIHOBaTH 1ojaBy Kuesa 00 3eme Ha cuienu, usmel)y aBa pata,
a He pa3MHUILBaTh 0 ToMe J1a Jii je KomoBuheso ieno onepa win My3ud-
Ka npama. ['ne je rpannma m3mely mux? Y cuxey?

Bpahajyhwu ce campxajy Kuesa, Tpeba TOMEHYTH jOII jeIHY BEP3H]Y,
amu He Komosuhesy, u3Beneny 27. HoemOpa 1989. y Beorpany. dupu-
rent Ockap [anon u peauress [ejan MunagunoBuh caxxumaiu cy ore-
Py, Y NIy BEHOT OcaBpeMemnBama, Muciehn mga he mpomeHoM Kkpaja,
onHOocHO wm30eraBameM KomoBuheBOr meKcMpoBCKO-CaMOyOMIIadKOT
Jby0aBHOT 3aBpLIETKA JONPUHETH O0JbeM paciuieTy apame. Y ciuuu ba-
nada, iomro je Mo ycmptno Hagana, MakcuMm xBara Taj 00/IeXK U HH-
Me JiimmaBa kuBota Musoma O6penberosuha, ga 6u cebm oaMax 3aTUM
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MpeKkpaTuo Bek. Anljenuja, He pa3yMeBIIM HUINTA, YaJbaBa CE PE3UTHU-
pana. Jluk ®unere nornyHo je uzocrao. Ocraje ¢punane ¢ MBom, JeBpo-
CHMOM U XopoM Tokajuutia. Kao mro ce Buam, arje 1o HA Jlaza Koctuh,
ca CBOJOM MLIMPOKO paclpelaHOM TEMOM MOOPaTUMCTBA, KOjy HEKO KO
HHUje ca OBHX MpOCTOpa jeaBa da Ou pazymeo. Temko je pehu na nu je
OBaj mocnenmu Kpaj Kueza ApaMaTypIIKH jaCHUJU W TIIEJAONHMa IIPH-
BJIayHHju. My3HWUKa jaBHOCT je WHaue Owiia MOTITYHO paBHOYIIHA Ipe-
Mma MemamnMa KoctuheBor Tekcra, nok je Kowmosuhese nomyne Cran-
koBuheBo] Kowmarnu NpUIAKOM TIpeMujepe Apyre U AeGUHUTHBHE Bep-
3uje 1940. ronune y beorpamay KaTeropudky OCyIua.

Huje ce xox nmocnenme nocraBke Kresa, 3a Kojy ce 3amarao Ockap
JlaHOoH, paiiIo 0 HOBOM pacIuieTy, Beh o Heuem apyrom: ,,Jako su beograd-
ski mediji izrazito podrzali obnovu Konjoviceve opere, a i sve kritike su bile
vrlo pozitivne, opet se, nazalost, pokazalo da nasa operska publika nema
sluha za sloZeniji muzicki jezik domacdeg autora. Kneza od Zete smo us-
peli da igramo samo 27, 28. novembra, 4. decembra 1989. i 29. januara
1990. godine. Veliku krivicu za ovakav odnos snosi repertoarska politi-

ka, koja forsira izvodenja standardnih dela italijanskog repertoara“."

Moro 61 ce UCTO TaKO MOCTABUTH MUTAKE KAKO €€ TO AOTOJUIIO 1A
HUje Aonuio A0 npensuheHor ydentha Kueza Ha MO30PUITHOM M MY3HY-
koM (ectuBany y Theater des Westens 3ananHor bepnuna, y jecen 1969.
roauHe. Y mocieqmeM TpeHYTKy, Takopehu, 3amemeHa je KomoBuhesa
onepa Maszenom YajKOBCKOT 3a TIPHKA3WBamhE BEIMKOM CBETy. Mokma
Ou MHOCTpaHa MyOJIMKa M KPUTHKA OWia BUIIE 3aMHTEPECOBAHA 3a jeTHO
WCTAaKHYTO /IO CaBPEMEHOT CPIICKOT KOMIIO3MTOpA, a HE 3a Mame Mo-
3Hary omepy Ilerpa Yajrosckor (I1€rp Unbuu Yankosckwii). [Ipema [la-
HOHOBOM (YCMEHOM) Ka3WBamy MEHallepH W3 bepiwHa HHUCY XTenu Ja
peckupajy ca HeBuhenum pomahum nemom. Ilomro cy UCKIBYYMBO OHH
¢unancupanu yuemhe Ha dectuBany, Mopana je 6eorpaacka Onepa na
ce TIOBUHY]E.

Knez 00 3eme je 3acmyxuo na Oyne MOCTaBJbeH W Ha HEKO] JIPYTOj
crienn y EBponm, kako je To y cBoje BpeMme aoxuBena Kowmana, aa je
Mponarupame CpICKe My3HKe Koa Kylie W BaH TpaHulla 3eMJbe Ouia, u
JaH-TlaHac ocTaja OOJIHA TauKa Halle YMETHUUKE KynType. UnmbeHnua je na
HHCMO MIMaJIi, HUTH heMo y JoryieqHo BpeMe UMaT CPIICKH HAIlMOHATHA
orepcku perieproap. To je pasior ia Hac CTpaHIM MaJio IMO3HAjy U HE MOTY
CJICZICTBEHO JIOHOCHTH MPaBHJIaH CyJ] O HAIlleM MY3W4KOM Haciely.

13 Oskar Danon, Ritmovi nemira, zabiljezila Svjetlana Hribar, Beogradska filharmonija,

Beograd 2005, 557.
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Nadezda Mosusova

PRINCE OF ZETA BY PETAR KONJOVIC
OPERA IN FIVE/FOUR ACTS
ON THE 125™ ANNIVERSARY OF THE COMPOSER’S BIRTH

(Summary)

Petar Konjovi¢ (Curug, May 5, 1883 — Belgrade, October 1, 1970) stands
out among Serbian composers as an author of instrumental and vocal composi-
tions. Studies at the Prague Conservatory (1904-1906) acquainted Konjovi¢
with Czech music, Wagner’s opus, and the Russian national-romantic school,
which contributed to the evolution of his talent for both music and stage, ena-
bling him to express his ideas more explicitly in operatic works. It was in the
Prague that the second opera — Prince of Zeta — was conceived, with new musi-
cal vividness and dramatic appeal (first version composed 1906—1926, the sec-
ond and final 1929-1939), followed by Kostana (1928), Peasants (1951) and
Fatherland (1960).

Konjovi¢’s mature operas are characterized by his masterful handling of
form, both in close-ups and in detail, as well as his deeply individual assimila-
tion of musical folklore into his work. The Prince of Zeta is not to be under-
stood as a folk opera, but some main themes are directly derived from folk mu-
sic, precisely from the Montenegrin folk songs quoted in the Mokranjac’s Ninth
Garland and treated in Konjovié¢’s post-romantic, almost expressionistic way,
interwoven with some Italianate leitmotifs, so as to present the opera’s two
worlds, Montenegrin and Venetian.

In the process of forming Konjovi¢’s operatic style, with vocal parts based
mainly on the principle of declamation, the opera Prince of Zeta (first performed
in Belgrade, 1929, conducted by Lovro von Matacic) proved to be a work of
great impact. Hardly anyone grasped then the wide sweep of inspiration which
allowed the composer to set and to solve several important problems connected
with music drama, essential also in his subsequent stage works.

First of all, Konjovi¢ had to handle in his own way the verbal drama, the
prototype of his opera, Maxim Crnojevi¢ by the Serbian poet Laza Kosti¢
(1841-1910). Permission came from the playwright in the first decade of the
1900, Prince of Zeta being partly set musically, but from then on with new in-
terventions in the poet’s text. Being a highly skilled writer, poet, musicologist
and essayist (he wrote four books and a great number of articles on music and
the theatre, and translated opera librettos of Wagner and Moussorgsky), Kon-
jovi¢ felt free to introduce some daring alterations to the literary works he used
for his music dramas. So it was with the play Maxim Crnojevi¢, premiered in
Novi Sad in 1870 (printed in the same place in 1846 and 1866).

On the other hand, the young poet Kosti¢ (he was in his early twenties
when he wrote Maxim Crnojevi¢) had the prototype for his play in the folk-
poem The Marriage of Maxim Crnojevi¢, turning a naturalistic folk-story into a
Hellenic-Shakespearian drama of friendship and love, full of chivalrous deeds
and emotions. The once handsome Maxim, his face ruined by heavy disease, can
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no longer make his marriage with the doge’s daughter Angelica (with whom he
was already acquainted). The nobles of Montenegro, particularly Ivo Crnojevic,
who in the meanwhile, proud of his son, boasted in Venice, conspire a double-
crossing plot (with another man, Milo§, resembling Maxim as bridegroom)
which works in the folk-poem, in some ways in drama, but not in the opera,
with the story changed by Konjovi¢.

The difference between drama and folk poetry is essential: in Montenegro
Maxim murders Milo$ for the doge’s daughter’s dowry, on their way back. In
the play, too, the tragic event takes place in Montenegro: on the way home
Maxim kills Milo§, thinking Milo§ is going to keep the beautiful Angelica for
himself (the agreement was that he will hand over the bride to Maxim immedi-
ately after the wedding in Venice), then commits suicide realizing his fatal mis-
take. The girl, deeply disappointed leaves Montenegro. In the opera Maxim re-
veals the truth to Angelica in Venice, before she is to be wedded with Milos,
and stabs himself. She chooses death also, drinking poison — a dramatically and
musically very capturing finale in the style of Romeo and Juliet! In some re-
cently performed versions of the opera (1989) the director (Dejan Miladinovic)
and conductor (Oskar Danon) returned to the playwright’s original denouement,
avoiding the Shakespearian end of Konjovi¢ (although in the spirit of Kosti¢
who was also appreciated as a skillful translator of Shakespeare into Serbian
language).

In the opera Prince of Zeta Konjovié focuses on Ivo Crnojevi¢, making his
role dominant to that of Maxim. The unhappy father, the tragic Hellenic figure,
is with his son Maxim the main historical personality in both opera and drama.
Zeta forms part of present-day Montenegro but was independent for a short pe-
riod, then came under Byzantium, and eventually Rashka-Serbia. After the fall
of last remnants of the Serbian vassal state in 1439, Zeta was partly independ-
ent, protected by Venetians under the ruler Ivo Crnojevié, before the Turks
grasped Montenegro.

Serbian drama, which is usually trochaic, took an iambic course in Kosti¢’s
play. The composer preserved the poet’s iambs, following the musically ac-
cented flexions of spoken language, which remains the main feature of his style.
The impressive vocal parts, especially those of Ivo Crnojevi¢, starting from the
Prologue and the first act, are supported by the dynamic and highly sympho-
nized orchestra. For effective choral music the monks’ ensemble in the second
act (in the final version) and the dramatic Venetian carnival scene with the styl-
ized Montenegrin folk-dances should be noted in both versions.

With Prince of Zeta the author definitely made a distinguished name as a
composer in Serbian culture, with a strong influence on younger generations of
Serbian musicians.

UDC 782:78.071.1] Konjovi¢ Petar
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Mupocnas Yanramosuh y yno3u HBa L{prHojeBuha, beorpancka omepa, 1968. rogune
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Hanexxna MocycoBa KHE3 O/] 3ETE IIETPA KOBbOBURA

Cuene u3 onepe ,,Kues ox 3ere®, beorpancka onepa, 1968. rogune
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Jlpaecana Cmojanosuh-Hosuuuh

TAHAHO U INTPEINU3HO:
YMHA 3BYUYAIbA BJIACTUMHUPA IIEPUUNRA"

,»OCTao0 je ca HamMa Kao TPAK TaHaHE
peTko BuheHe cBeTIocTH. !
Jbybuya Mapuh

Ancmpaxkm: Cprcku komnosutop Brmactumup Ilepuunh je, kpehyhu ce ma-
xoM tparoM XwunnemutoBux (Paul Hindemith) nasopa, ocrao npuBpxeH To-
HAJTHOM Hauelly My3WYKOT MUIIJbeHa U mperienHoj Gopmu. CBojoM yreda-
TJLUBOM CYIICTAHIIOM MCTHUY ce EheroBa aena: I yoauxu keapmem, Cumgponu-
jema 3a 2ydaue M MKIycu cono necama Hoh 6es jympa w I paounap. Kao
aytop MoHorpaduja o Jocudpy MapunkoBuhy u Cranojny Pajuunhy, mocta-
BHO je y30pHEe My3HKoyomke Monene. Mely nenmma xojuma je oboratno Ha-
Iy MY3WYKOTECOPHjCKY JINTEpaTypy W3IBajajy ce: Razvoj tonalnog sistema,
Buwejesuunu peunux myzuuxux mepmuna u Vokalni i vokalno-instrumentalni
kontrapunkt.

Kmyune peuu: HEOpOMaHTH3aM, TOHAIMTET, MYy3HMKOJOrHja, Biactumup
[epuunh, [Tayn Xungemur

Bnactumup [Tepuunh (7. neuembap 1927 — 1. mapt 2000) cioBu kao
BpPCTaH TEOpeTHYap My3WKe, My3MUYKU MHCall, MY3UKOJOr U mpodecop,
KOjU je Y jeJHOM IepuoIy CBOje KapHjepe AeI0Bao M Kao KOMITO3UTOP.
Kao ma ce yBpexuia MHCao Jia OH, 3alpaBo, 300T KPaTKOT HCHjaBama
CTBapaJlauKor MOpUBa, BEPOBATHO M HUjE 0 Kpaja OCTBAPHO CBOje KOM-
MO3UTOPCKE MOTEHIMjane. Bpeme je 1a TakaB cTaB Kopuryjemo. Hheros
OTIyC je CHaXKaH M CaMOCBOjaH, 3a0KpY>KECH, HaKo He M MHOTO pasyhen. 1
JIOK Cy TEOpHUjCKa MUTama Koja Cy ra MHTpUTUpaja, YHHH CE, YTIaBHOM
enabopupaHa y BEeroBUM pajoBUMa, KOMIIO3UTOPCKH OMYyC OCTA0 je Kao
CBOjeBPCHHU KOHIIEHTPOBAH CYIICTPAT YUTABOT jeJHOT y30YIJHHBOT 3BYY-
HO-MHCaoHOT cBeTa. To mTo je penatuBHO paHo (1964) npecrao aa nu-
e U TeK ce, MOCJe BUIIE O] TPU JCleHuje ayre mayse (cpeaurom 90-
WX), TOTOBO TIpeJ Kpaj )KMBOTa BPaTHO KOMIIOHOBamWY, HE OM CMEINo /a
yMarm¥H 3Hauaj OHOTA IITO je CBOJUM OITycoM mocturao. CpasMepHO Main
Opoj KOMIIO3MIIMja HUjE Pa3jior 332 MHHUMHU3HPAamhE HEUWjer cTBapaiad-

Ogaj pan je pesynrat npojekra Ceemcku xponomonu cpncke mysuke, op. 147045,
¢uHaHCHpaHOT 07 cTpaHe MUHHMCTAapCTBa 332 HAyKy M TEXHOJOIIKU pa3Boj PemyOnu-
ke Cpouje.

.Y criomeH Bractumupy Iepuanhy®, Mysuuku manac, beorpan 2000, 6p. 26, 4.
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Kor pornpuHoca. Tpeba ce — y TpeHyIMa UCKYIIeHa Ja Ha OCHOBY Ipe-
OpojaBama Jiena 0 lbUMa TOYHEMO H Ja CYJAMMO — CETUTH KOMITO3UTOPa
Enrapa Bapesa (Edgard Varése, 1883—1965), koju je CBETCKY pemyTain-
Jy cTekao Ha 06a3u ABajeceTak omyca.

[epuunheBa KOMIO3WIMOHA TEXHWKA ca3peBaia je, a YMETHHYKH
XOPU30HTH Ce€ MPOIIMPHUBAIH, KAKO KpO3 WHTEH3WBHE JIMYHE HAIOpe U
Tparama, Tako M 3axBajbyjyhu yuemwy Kox HEKuX of HajBehux cTpyuma-
Ka y MOjeTUHUM MY3HIKOTeOpHjcKUM obyactuma. Hajmpe cy To, y TOKy
TOIMHA MPOBEJICHUX Y CPENh0j My3UUKOj KoK, Ouinr Muonpar Bacu-
seeBuh (1903-1963), na Jocun CrnaBencku (1896—1955), a motom, y me-
puony cryauja, Cranojmo Pajuumh (1910-2000) u Ilerap bunrynam
(1897-1991). Mepuunher npodecop kommnosunuje, Pajuuuhi, cBpcTaBao
ra je, nopen Bacunuja Mokpamiua (1923—-1984) u Msana Jestuha (1947), y
TpyIy CBOjHX CTy/I€HATA YHja je Jesia HajBUIIe [ISHHO.

[lepuunh je mpumagao reHepanyju CPICKUX KOMIIO3UTOpa Koja ce
npodecnoHaNHO Kajlwia y IPBUM rofuHaMa nocie [pyror cBeTckor pa-
Ta. Y TO BpeMe, Ha My3uuKkoj akanemMuju (kacHuje: PakyiaTeTy My3HUdKe
yMeTHOCTH) y beorpagy cTyneHTH KOMMO3WIMje MPONa3WiId Cy Kpo3
CTPOTY U jacHO MpodHINCaHy KOMIO3ULHOHY LIKONY — HHXOB j€ Ipe-
BAaCXOJIHM 3a7aTak OWo ;a moOpo caBiaaajy KOMIO3UITMOHY TEXHHUKY, 1a
u3yue 3aHaT Koju hie M OUTH OCHOBA 3a Jlajbe CTBapaiadke ysiere. Ta-
KBa OopHjeHTauyja Owia je ommydyjyha u y mporecy Kpeupama CBOjEBp-
CHOT ,,3a]€JHUYKOr* CTWJICKOI OKBHpPA CBUX OHHX KOjU Cy CTacaBajd y
ToM niepuoay. Mehytum, ucroBpcHa cTuicka ,Iutardpopma’ Ouna je y Be-
JIMKOj MEPHU U MOCTeTUIa IPYIITBEHUX 30MBamba, OKOJIHOCTH KOje Cy ca-
YUIbABAJIC KOHTEKCT COLUjaUCTUYKOI peajln3Ma U Koje Cy, IPaKTHYHO,
YTHUIAJIE Ha TPOQIIT My3UKE CBUX T€HEpAIlHja CPIICKUX CTBapaiana y mp-
BUM II0CJIEpaTHUM roguHama.” OBe 3ajeIHHUKE KapaKTEPUCTHKE KOje CY,
de facto, Guie 0AroBOp Ha M3BECHE 3aXTEBE BPEMEHa', OOMYHO O3HAua-
BaMO Kao HEOKJIacHITu3aM. 1o je, MeljyTuM, CTHIICKH OKBHp KOjH je y Ha-
BEJCHOM pa3fo0Jby 00yxBaTao BPJO IIHUPOK PACIOH KOMIIO3HUIIMOHHX
ompelesbelhba M pelleha, O HajjeJHOCTaBHUjUX o0paza (OIKIOPHHX
y30paKa, 10 eKCIPECHOHUCTHYKH y30ypkaHuX cepa My3HUKOT HCKasa
Ha TPAaHUYHOM TOJPYYjy TOHATHO-aTOHAJIHO, TeMaTcKo-aTemarcko. Ile-
puuuh je Taga, adM U y KaCHUjUM TOJMHAMa, TOBOPHUO MY3HUYKUM je3H-
KOM KOjH je Hajuyemhe Mpe/ICTaB/hao 0CaBpEMEHEHY BapHjaHTy ITO3HOPO-

VYu. Mupjana Becennnosuh-Xodman, ,,Cpricka My3uka apyre monoBuHe 20. Beka“,
Beorpan, pykomuc, 6. r., 6-7.

HaBogumo Tana ,,oxespHe 0COOMHE MY3HYKOT je3HWKa: HEroBa IMOBE3aHOCT ¢ (OII-
KJIOPHUM HIHOMOM, jeZIHOCTABHA XapMOHCKaA pelIeha y OKBUPY TpaHHIA TOHAJIHUTE-
Ta, IperyiefHa Gpopma.
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MaHTHYapCKOT CTHJICKOT ManoMa. [Ipema CONCTBEHMM pedyuMa ,,Hero-
MPaBJBHB POMAHTHYAP™, ayTOP je Y CTHJIICKOM MOTJIEY KPO3 I TOK
CTBapama OCTAa0 BEpaH je3MYKO-M3paXKajHUM cdepamMa poOMaHTH3Ma, U
TO, OTET MpeMa JIMYHOM TyMadyewy ayTopa, ,,3aKacHEeJIOM POMaHTU3MY U
noctpomanTu3My ‘. Kao u Behuna crynenata komnosunuje, [lepuunh je
CBOje TIpBe KOMIIO3UTOPCKE TIOKYIIIaje TIOCBETHO MHCTPYMEHTY KOjH je U
MPETXOHUM U MOTOBMM I'€HepalrjaMa KOMIIO3UTopa 4ecTo Ouo 0a3ny-
HU CEKTOp TOAelIaBamka COICTBEHUX CTUICKHX ,,0pYyXja™ — KIaBHPY.
Weroa Cowama 3a xmaBup (1949), cBojuM NO3HOPOMAHTUYAPCKAM
MITUMYHTOM H Y30ypKaHUM MOTHBCKHM ,,3aBeCIajuMa‘‘, 0cBaja mpocTope
paxMamUHOBCKOT CCH3UOMIUTETa. Y OBOM JIeTy KOMIO3HUTOP j€ IOTIYHO
OTBOPHO CBOje MJIaZI0 KOMIIO3UTOPCKO ,,cpue’, He miamehu ce ga ucmo-
JbM W TIOMAJIO 3acTapelry poMaHTH4YapcKy ocehajHocT, koja je, 3aBHCHO
O]l TIOJIOKAja CTaBa y OKBHPY IMKIyCa, UCKa3aHa CTPACTBEHUM, y3aBpe-
JUM U TYCTUM PEYHUKOM, WIIH, MaK, HEepIacTUM, HCKpHUaBUM KacKaja-
Ma. AyTop Ha MOMEHTE, Kao y JIpyroj TEMH IPBOTa CTaBa, My3HYKH TOK
CEeHYM eJIeMEHTHMa HMCKa3a KOjH CBOj€ MOpEeKIo nMajy y donkiopy. Y
YEeTBPTOM CTaBY aKIIEHAT je€ Ha BUPTYO3HOj KOMIIOHEHTH, KOja je, Kao U
MPETJIeTHO OPTaHW30BaH LUKIYC y IENWHU, OYUTIICAaH TUIOJ y4uemha U
CTHIaka Oa3MYHWUX 3aHATCKUX BemTHHAa Konx Pajuumha. IlepmumheBo
ycaBpiaBambe y bedy Ha AkageMuju 3a My3UKy W JPaMCKy YMETHOCT
(Akademie fiir Musik und darstellende Kunst) y xmacu Andpena Yna
(Alfred Uhl, 1908-1992), akanemcke 1955/56, Huje OutHUje yTUIANO Ha
mpoMeHy 110 Taja Beh yrBpheHe opujenraimje; u cam Yi ocehao je MHO-
ro Behy npucHoCT ca HeokIacUIIU3MOM Hero ¢ gocTurayhuma ,,HoBe (Tj.
npyre) 6euke mKomie’.

@dacuunanTHa je IlepuunheBa cynepuopHOCT Kaja je mocpenn KoM-
NOHOBame 3a Tynauke mHcTpyMmeHte. Kopenn oBora ymeha mortmday u3
MJIaJlaTavkuX JaHa Kajaa je 6mo mocBeheH cBupamy BuonuHe. Kao cTBa-
panarl, u3 TyAadyke CeKIHje U U3 CBAKOT MOjeAUHAYHOT MM COTMCTHYKU
TPETHPAaHOT UHCTPYMEHTA OBE OPOJIUIIE, YMEO je Ja ,,M3Byde’* Kako Oia-
re, HeJKHE MacTelHe HUjaHCe JIUPCKUX OKBUPA, TAaKO U (PypHO3HE U BUP-
TyO3HE IUI0OXE; KaTKaJ CTUYEMO YTHCAaK Ja je caM menuj 6mo mohaH re-
HEpaTop KOMIIO3UTOPOBHUX MY3MUKHX 3aMucid. Jlokasze 3a OBE TBPAE
py»kajy penpesenratnBHa [lepuunhea mena kao mro cy I yoauku keap-
mem (1950), Conamuna 3a Buonuny u knasup (1951), Cumgonujcru
cmae (1951), Fantasia quasi una sonata 3a BUONHHY (BHOJIY) U KJIaBUD
(1954), mmu Cumeponujema 3a rynauku opkectap (1957).

Y OpwbaHTHO HANMCAaHOM TPOCTABA4HOM [ yOaukom Keapmemy
[TepmumheBa packormma Bu3Hja mocexke BucoBe lllernbeprose (Arnold
Schonberg, 1874—-1951) Ipeobpasicene (os3apene) nohu (Verklirte Nacht,
op. 4, 1899) (yBoauu oncex u nmouetak | teme I craBa I yoauxoe keapme-
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ma Bunenatu y [Ipumepy 0p. 1). OHOTHUKO KOTUKO T'a CPOJTHOCT C paHUM
[llenOeproM YMHU BEIMKHM, TOJHKO Ta y W3BECHO] MEpU CUTyUpa y
CTHJICKE OKBHpPE YBPCTO MOBE3aHE ca (HEO)I03HOPOMAHTHYAPCKOM Tpa-
munujoM. Ta je cpogHOCT joun y Bpeme HactaHka [ yoaukoe keapmema
Moruia 1a Oyne NOKUBJbEHA Kao ,,aHaxpoHHuHa“. Y Keapmemy cy npH-
CYyTHU W OZICjaju OIMEPEHOCTH W eJeTaHIMje YelKuX majcropa Jozeda
Cyxka (Josef Suk) u BuhecnaBa HoBaka (Vitézslav Novak, 1870-1949).
Kesapmem je cBojeBpeMeHO M3a3Ba0 CEH3ALUjy y HAIIOj CPEAWHH: Harpa-
heH je, y MTUCIUILTHHN KOMITO3UIHje, Ha MelyHapotHOM My3U4KOM KOH-
Kypcy ,,boBanu barncra Buoru (Concorso Internazionale di Musica
Viotti) y utanujanckoM rpany Bepuemujy (Vercelli), y ronuan ocHUBama
OBOT IpeCTIKHOT TakMuuewa (1950). Hakne, npBu noOeIHUK TOra TAKMH-
4erha, y KaTeTOpPHUjH KOMIIO3HUITHje, OMO j& CPIICKH/jyTOCTIOBEHCKH KOMITO3H-
top Bnactumup Ilepuunh! Moryhe je na je To Ouiia cacBUM COJTHUIHA TIO-
4eTHa no3unyja 3a [lepuanheBy eBporicKy peryTaiyjy IUpHX pasMepa; HO,
MOJIMTUYKE OKOJIHOCTH M HEIOCTATaK MApKETHHIIKHUX aKI{ja, YIUHWIH CY
Jla ce CBE, Y CMUCITY €BPOIICKOT MPOJIOPa, Ha OBOME U 3aBPILIIIO.

VY nopehewy ¢ Keapmemom, IlepuanheBa tpocraBauna Conamuna
3a BHOJIMHY U KJIABUP, JIOHEKJIC Y CKJIAy C H3BOHAaYKHM CAacTaBOM, HPO-
3pauHuja je mo GakTypu. A, HAKO HE HAJIA3UMO MoJjenHaKo OyjHy 10-
3y XpOMaTHKE W €HXapMOHHKE KOje Cy TaKO MHTCH3MBHO OOjHIIe KBap-
TeTcke gorahaje, moMaly cy M Jlajbe rycTd, CHaXHU. [IpumerHa cy um-
MPECHOHUCTUYKA CEHUYCHa, Ka0 M ITUCKPETHH aKLEHTH PYCKE POMAaHTH-
yapcke mkone. [lepuunheBa numiaomcka kommosunuja, Cum@oHnujcku
cmas, TIOYNILE ,,IEpUIHNEBCKH" MpadHO, da OM ce KacHHje MOCTEIIeHO
OTKPHJIO Jia CYMOPHH TOHOBH MMajy MOPEKIO Y (PaTyMCKUM aKIEHTHMAa
Yajkosckor (I[1érp Unpuu Yaiikosckuii, 1840—1893). C apyre crpane, 1o
3aculieHOCTH ¥ CBOjEBPCHOj CTPACTBEHOCTH MY3WUYKOT MCKa3a KOjU HIaK
YBEK OCTaje YBPCTO OCIIOECH Ha COHATHU IMKIYC Kao TeHEpalHy OKO-
CHHILY, Ka0 U Ha TOHAJIIHU YHUBEp3yM, [lepuunh HUje naneko HU of moje-
MUHUX JOpaMckux akineHara ManepoBux (Gustav Mahler, 1860—1911)
cumdonnja. Fantasia quasi una sonata 3a BUOJIWHY U KIaBUP y MOTITY-
HOCTH TIPUTIAJIa je3MYKOM XaOUTYCy TMO3HOT POMAHTHU3Ma, ITOTOTOBO aKO
MMaMo Y BUAY M3Y3€THO I'yCTE€ XpOMATCKe ,,Hacjare 1 HempeKuaHy, po-
MaHTHYapCKH 3acuhieHy HAMETOCT MY3HYKUX KpeTamba.

Tpeba youunTu j1a je 0BO €0 HACTao ynpaBo ucte one rogune (1954) koje cy — ta-
na miaau cprcku aytopu — Eapuko Jocud (1924-2003) u dymian Paguh (1929), na
3ajeJHNYKH IpUpe)eHOM KOHLEPTY, OTKPWIIM CBOje HACTOjamke Aa Ce OAYIpYy H3a30-
BUMa KPYTHX WJIH CYBHILE CUMIUTH(UKOBAHUX KJIACHLIUCTHYKHX MOJIeNIa 1 1a Ce CJIO-
0OIHO 3aImyTe Ka aBaHTapAUCTHYKNM KpajonuimMa. PanuheBa komnosummja Cnucax,
,,k0ja je, HacynpoT IOCIepaTHO] EMOIMOHAIHO HATJAIICHO] MY3WYKOj NPOIYKIHjH,
’00jaBmIa’ €KCTPEMHO IpyOH M3pakajHN U je3WYKH acKeTH3aM, JOHEKJIe Pe30HaHTaH
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Jenna on IlepuumheBux HajcaapkajHUjUX W HAJKOH3UCTEHTHHjUX
kommnozunuja jecre Cumgonujema 3a rygade. OBO J1€JI0 jecTe KOMIICH-
mujym [lepmauheBor monmama M CTBapanaykor cariefaBama I'yJZadKor
aHcaM0nia, y KOMe OH TpoHana3u HecinyheHe u3pakajae MOTyhHOCTH.
MpauHa, roToBO HeBecena aTMocdepa, Koja je amoctpodupana seh ca-
MHM yBOJIOM, KOPECTIOHJHPa ¢ MHOTHUM CTpaHMI[aMa CUM(OHH]jCKOT TKa-
wa Bacwuinja Mokpamia. OunriieqHo aa je, nuimyhu y cynepjaTuBuMa
o cuM(oHHjcKoj Apamarypruju Bacummuja Mokpamua®, u cam Iepuunh
MMao Ha yMy CIIMYHA CTBapasiadyka periemha: 0eTOBEHCKH cUM(OHU3aM y
KOjeM je ToOpO W CBETJIIO jaCHO pa3IBOjeHO O JIOMIEr W MpPAdHOT, Jia-
TEHTHO WM EKCIUIMIUTHO TPUCYTaH TPHjyMQalHH X0 OJ TaMe Ka CBe-
TJIIOCTH, Ka0 ¥ BUCOKHM HAllOH CyKo0a Pa3IMYUTHX MY3UYKHX ,,OpraHH3a-
Ma“ — TeMaTCKHUX Cy0OjeKarTa.

Kpehyhu ce y okBupruMa XapMOHCKOT je3WKa ¥ MEJIOUjCKUX JTUHH]ja
KOje Cy y HEOIO3WBOj Be3H ca (IT03HO)POMAaHTHIAPCKOM E€BPOTICKOM MY-
3puxoM Gamruaom®, [epuunh je cBoja ema — moceGHO OHA HHCTPYMEH-
TaJlHa, IITO CE MOKa3yje U Kaja Cy y MUTamy CBE [0 casa HaBeJeHE KOM-
HO3UIIHje — apTUKYJINCA0 KPO3 MpeTJieHe U TpaHCTIapeHTHe (opme, mpe
CBEra COHATHY U TpoJienHy. Huje umao motpedy, HUTH je BEroB je3UK TO
W3UCKHUBAO, J1a Tpara 3a HeYUM IITO OM y OMIIO KOM CMHCITY HapyllIaBaio
YBPCTY apMaTypy HETOBHX TOHCKHX 37ama.’ IToMeHyTa jena mapaur-
MaTH4YHa Cy Ha MHOT'O HUBOA: OHa Cy, Mpe CBera, HemoOWTaH JOKa3 Jia
MOCTOjU TadyKa OKO KOje Hema cropa Kajaa pacmpasibamo o Ilepuuunhy
Kao ayTopy Mmy3uke. OH je OMO KOMIIO3UTOP KOjU HU IO KOjy LIEHY HHUje
xkemneo, HUTH ocehao moTpedy, ma mpekopaywm TPaHUIY TOHATHO-
TEMaTCKOT CHCTEMa MY3UYKOT MHUIIJBEHA. Ty TPaHUIly BHUACO j& UCTHM
ounma kao u [layn Xunnemut (Paul Hindemith, 1895-1963) kora je To-

ca 00jeKTHBUCTHYKOM LPTOM HeoksacunnimMa CTpaBHHCKOT, “ M3BEAeHa Ha TOM KOH-
1epTy, U3a3Baia je ,,0ypHe peakuuje Oeorpajacke My3HUKe jaBHOCTH, a EbeH ayTop je
okBann(HUKOBaH Kao IPCKH aBaHrapaucra“; Mupjana BecenunoBuh-Xodmasn, ,, Tese
3a pEMHTEpPIIPETalHjy jyrOCIOBEHCKe My3WuKe aBaHrapae, Mysuuxu manac, beo-
rpax 2002, 6p. 30-31, 26.

Vlastimir Peri¢i¢, ,,Druga simfonija Vasilija Mokranjca®, Zvuk, Sarajevo 1966, br.
69, 505-512. Ucrw, ,,9Yemsepma cumgponuja Bacummja Moxkpamna®, Pro musica, beo-
rpax 1973, 6p. 65, 16—19. Ucry, ,,Bacunuje Mokpaman, Koryepmanmua my3uxa 3a
KIaBHp U opkectap, Pro musica, beorpan 1977, 6p. 92, 14-15.

VY npykumjeM KOHTEKCTY, aJld Ha CIMYaH HaYMH, TaKkaB HAYMH MULUbewa [lepuunh je
OCTBApHO ¥ y HEKHUM JeJIMMa oceOHe HaMeHe, Kao ILUTO je My3HKa 3a HO30PHIIHH KO-
Mmap llenemyza.

Kao mrro je mpumernna Mapuja Macuukoca, [lepuunh ,,y cBUM cBojuM Aennma (Kao
1 y npodecHOHATHIM KOHTAaKTUMa) W30eraBa CrioJbHE e(eKTe U MPUBpEMEHa MOIHA
cTpemibema’. Y. Mapuja Macuukoca, ,,My3ukonomku omyc Bractumupa Iepran-
ha“, Hosu 38yk, beorpan 1997, 6p. 10, 34.
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JIMKO [eHno. ['paHuIy je mpencTaBibaio OHO MITO je¢ XMHIEMUT TyMadyro
Kao ,,TOTaJHU TOHAJIMTET" — I1€0 jeJJaH OrPOMaH YHHBEP3YM TOHAIHHUX
Tparama u3BaH Kojer U He IMOCTOjH ,,IpaBa’, ,,.aucTa‘, ,, He3araheHa My3u-
ka. U, xako je [leprunh npennsHo o0jacHno XWHIEMUTOB TEOPHjCKU CH-
creM, ,,nije re¢ o dursko-molskom tonalitetu kakav je vladao evropskom
muzikom XVIII i XIX veka, nego o pojmu tonaliteta prosirenog do kraj-
njih granica, unutar kojih tradicionalna funkcionalna harmonija sa akordi-
ma tercne konstrukcije &ini samo jedno malo podrugje (...)** Kao u A. C.
Oroneser’ win Xunaemur, n [lepuunh je moxprkasao cras ,da je tonal-
na kohezija fenomen isto onako elementaran kao sila gravitacije, feno-
men koji se moZe poricati, ignorisati, prikrivati, privremeno obezvaziti

. . . o vy, 10
silama suprotnog dejstva — ali se ne moZze unistiti*.

JIupcko-poMaHTHYapCKy LPTY cBoje mHcnupauuje [lepuuunh je ot-
KpPHBAO KPO3 MOETCKE M3BOPE KOje je TPAHCIIOHOBAO Y MY3HUUYKU MEIH].
MehytnMm, Ta mupcka opujeHTaryja koa [lepuanha roToBo peoBHO TO-
pasyMeBa M YIUIMB JUHAMHYHUX, OypHUX, YaK IpaMaTHYHUX Y3JIeTa WIN
npeokpeta. Ilepuuuh je, mopen Tora mTO yKHBa y TajHaMa M OCOOEHO-
CTHMa NIPUPOJIE, OKPEHYT Jby0aBHO] TEMATHIN; Y FeTOBUM ITIECMaMa CBE
KJby4a 01 OypHHX €MOIIM]ja KOje Cy 110 OOJIHUX MOKYIaja A3 Ce Peasu-
3yje JbyOaBHa 4exma. [lokperanu cy ra ctuxoBu Brnaammupa Hazopa
(1876-1949; muknyc ILllymcke uoune, 1950), Padbunnpanara Tarope
(1861-1941; muxnycu Tpu necme Pabunopanama Taeope, 1958. u I pa-
OJunap, 1964), a jeman ox mecHUKa Koju je MeTamopdo3ama CBOjUX JbY-
0aBHUX ycxuhema 1 HEeMHpa HajBHIe pe3oHHpao ca llepuuuheBum my-
3UYKUM TpaHchurypanujama 6mo je u Backo Iloma (1922—-1991). V xom-
MO3UTOPOBOM TPOJEITHOM LUKIyCy coiio mecama Hoh 6e3 jympa
(1959)"", na IMonuHe CTHXOBE, TIAC je MOTIIYHO Y CIIyXOH TEKCTA; CIINY-
HO kao u kox lllenbepra moues ox 1912. FO,Z[I/IHGIZ, (hexcuOnITHO je 1mo-
CTaBJbCH Y jETHOM MINpexre3aHroBckoM (Sprechgesang), eMOTHBHO Ha-
MPErHyTOM CTaBy, a HCIIOJbEH M EMHUTOBAH KpO3 HameTe popMaIHe JTyKo-
Be. Tp3aj, KpUK, y31aX, yCTPENTAIO UITYCKUBALE, CMEIbY]jy CE CTBapajy-
hu don koHnenTpoBannM [lonranM Bamajuma (outomMak u3 Tpehe necme

Vlastimir Peric¢i¢, ,,Re¢ prevodioca®, [u]: Paul Hindemith, Teknika tonskog sloga,
prev. Vlastimir Peri¢i¢, Univerzitet umetnosti, Beograd 1978, 7.

3aKkJby4HO IOIJIABIBE CBOjE CTYAHj€ O pa3Bojy TOHaIHOr cucrema [lepuunh je mocse-
THO pactipaBu o Teopuju A. Orojesia o HaCTaHKY U Pa3BOjy TOHAJIHOT CUCTeMa. YII.
Vlastimir Peri¢i¢, Razvoj tonalnog sistema, Umetni¢ka akademija, Beograd 1968,
73-75.

1 Hero, 75.

Hyman Tp6ojeBuh M3HOCH MPETIOCTABKY J1a OBaj IUKIYC MMa ayToOHorpadcku Ka-
paxtep. ,,Y cnomeH Binactumupy [epuunhy*, Has. deno, 4.

Nmamo y Buny Lllen6eproso neno Iljepo meceuap (Pierrot Lunaire).
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mukinyca — Odjexugarve — nart je y [lpumepy Op. 2). ExcnpecnonuctTuaku
aKI[EHTH CPOJHU CYy OHUM OCTBapeHHM y PajuunhieBuM 1ukiycuma comio
rmecamMa — 10jaBJbyjy c€ HarJo, y30ypKaHOT Cy TOKa, HECTa]y y TajJlacuMa.
Huknycom I padunap noMuHUpajy 30MjeHU XapMOHCKH OTKYIaju KOjU CY
MpaTkha HEMPEABU/INBIM BOKATHAM MPENIUBAMA, CKPOjEHHM Y CKIaIy ca
3aculieHMM XpOMAaTCKO-EHXaPMOHCKUM BEPTHKATHUM CcTyOoBHMa (01710~
Mak Jpyre necMe mukinyca — K'o geuepmu obnax cu mu — nar je y [pu-
Mmepy Op. 3). OBo je nmeno jeman o BpxyHaina [lepuumnheBor ctBapana-
1ITBA, BOKANHU manaan Cumgonujemu 3a ryaade.

Tewuiko je naTu jenHO3HA4YaH OArOBOP Ha MUTame 3amuTo je [lepuuunh
y jeZIHOM TpEeHYTKY IpecTao Ja KOMIIOHYyje. JemaH ox pasiora Moxe Ja
NpejicTaBJba U, KaKo je caM TyMauHo, pecaxiia cTBapajayka HHBEHIIH]a.
BeposatHuje je, nak, Aa je jauu pasnor IlepuunheBor noenavema Ouna
WHTUMHA CII03H3ja J]a KETOB je3WK HUje y CKJIaxy C HajHOBHjUM CTHJI-
CKHM TOKOBHMA, Jla HHje JOBOJHHO aKTYeJaH; OBY OIUIYKY O ,,AyTamy*
YVUBPCTHWIIA j€ ¥ YNE-CHUIIA J]a HHjE JKelleo J1a YCBOjU HEKe O]l MOJIEPHUX
TPEeHAO0Ba, ONHOCHO JAa HHje OHMO CHpeMaH Ha CTBapaJlauKe YCTYIIKe:
,,CMaTpao je — morpemntHo! — ga ra je BpeMe Iperas3uiio, jep y cTBapamy
HUje GHO CIIpeMaH Jia IPUXBATH HEKe caBpeMeHe TeHaeHuuje”.” OBo je
— 0e3 003upa Ha TeHe3y caMe OJyKe O MPECTaHKy CTBapama — U jeJaH
0]l JI0Ka3a HErOBe CTBapajayke M JbYJCKE €THYHOCTH. buo je cnpeman
Jla BEeroBO JIeJI0 MajHe y 3a00paB, ajid HH IO KOjy IIeHY HHje XKelleo Ja
TIHIIE j€3UKOM y KOjH HHUje HOTIIyHO BEpPOBAo.

[epuunheBa 3HavajHa BHUIIEICIICHU)CKA JICNIATHOCT Ha MOJbY TIHCAHE
peuu o My3uIHM 00yXBaTa IIUPOK CIEKTap pajoBa, Oj CaKETUX MPHKa3a,
MPEKO TEOPHjCKUX CIHCA PAIMIUTOT 0OMMa U HaMeHe, /0 MoHorpaduja
1 JICKCUKOHA. IberoB cTui je TedaH, ,,KOMOTaH' 332 YHTAMkE, JE3UIKH HC-
Ka3 JOCJIEIHO W MPEUU3HO CIIEAW KOHJCH30BaHY U IMPErJIeHY MHCAO.
[lepuunh HE ocTaB/ba MecTa 3a HEJOYMHUILE, U PEJATHBHO YECTO, Maja
IACKPETHO W HEHAMETJbHMBO, onpehyje (KBaauTaTWBHE) pasinuke Mely
KOMITO3UTOpUMa | T0jaBaMa. JJoHeKiie, ¥ caMUM TakBHM ojpeadama Kao

3 Ogo cy peun Jlymana TpGojesiha. ,,Y criomen Bractiumupy Iepuanty*, Has. deno, 4.

14 . R .
YouaBamo na [lepuanh Bepyje Aa o HaUMHY Ha KOjH je 3ByYHA MaTepHja 00JIMKOBa-

Ha MOYKEMO Ja TIPOCY/IMMO [Ia JIH je KOMITO3UTOp OHO cTBapanayku uckpeH. [Tepuunh
BpJIO YECTO KOPHUCTH CHHTAarMmy ,,MCKpeHo mpoocehano®. Heka 3a mpuMep MOCIyXH
oJToMaK u3 TekcTa o Biamu Munomesuhy: ,,Cini se da je upravo takvim isticanjem
latentnih melodijskih fleksija rodne reci ostvaren specifi¢an nacionalni izaz. Ne ona-
kav kakav je u naSoj muzici toliko decenija preovladivao — zasnovan na prisustvu di-
rektnih asocijacija na narodni melos, katkad vise dekorativno primenjenih no iskreno
proosecanih, — ve¢ nacionalni izraz savremenijeg tipa i (ako smemo re¢i) viSeg reda,
nenametljiv, ali sa dubljim korenima®. Vlastimir Peri¢i¢, ,,Cetiri pjesme za bariton i
orkestar Vlade MiloSevic¢a“, Putevi, Banjaluka, septembar — oktobar 1976, br. 5,
393-394.
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Jla MCKa3yje COICTBEHE CUMIMaTHje. Jenan o IpuMepa TakBor pacyhuBama,
KOje YKJbYyYyje KBaIuTaTuBHO nopeheme, jecte u [lepuunhepa kBanmudurka-
ija mom(oHOT HaYMHA MUTIUbea koa CtpaBuHcKor (Mrops ®Enopoud
CrpasuHckuii, 1882—-1971) u baproka (Béla Bartok, 1881-1945):

,»Kon CrpaBunckor hemo perko kax Hahm m3pasuro nomugpoHe
MOMEHTE KOj! He OM OMii y OMTH 3aCHOBaHM Ha 3aMHCIIAMa Jpyre Bp-
CTe: y ,HAalMOHATHOM ' NEPUOY TO CYy IPUMAPHO PUTMHUUYKE — U TIOJIHU-
PHUTMHUYKE — MPEOKyIalyje, eBEHTYAHO jOII M IPOTrPaMCKO-CLECHCKH
ycnoBibeHe ([lempywika), a y HEOKIIaCHYHOj (a3 paau ce Hajuenhe o
KOHIIEPTaHTHO-(UI'YPAMOHUM HMITYJICHMa, KOjU MCTHHA yMHOTOME
onpel)yjy 3BydHy CIHKY Jiesia, aJiid MOoMU(OHUja y BUMa HHje TOoTa3Ha
Tauka, Beh ¢punamHM npoaykr. Y nopehemy ca CtpaBuHckuM, bapTok
j€ 3HaTHO BuUIIe 'MOJU(GOHH MHUCIWIAN’; OH y3 TO OCIYIIKYje U Jia-
TeHTHE nojudoHe MoryhHocTu Koje ce Kpujy y doukiopy win ¢God-
KJIOPOM MHCITUPHUCAHOM TOHCKOM MaTepujaimy‘.

3aceOHO IITaMIaHOM OICEXHOM CTynujoM Razvoj tonalnog siste-
ma'® 120 je NPBM OPUIMHANHM, y MOTIYHOCTH HAYYHO JIOKYMEHTOBAHH
pang U3 Te momo0JacTH y CPIICKO] TEOPH|CKOj JUTEPATypPH O MY3HIIH.
OBHUM paioM YCTaHOBHO je M CBOj KOMIIO3UTOpPCKHU credo, He ycTpydaBa-
jyhu na uckaxe 0oja3aH y Be3W ca Pa3IMYUTHM YMETHUYKHUM ,,JTyTambH-
Ma“ kommo3uTopa XX Beka. Ha oBy cTyaujy 1o CBOjUM ce ycMepemuMa
W 3aKkJbyunMa HaznoBedyje u [lepuunheBa etuna o memy Ludus tonalis
ayna Xunmemuta.' V cTBapu, ako MakJbHBO pasMoTpuMo Ileprumhe-
BY TEOPHjCKY OCTaBIITHHY, yBHIeheMO 1a je€ OH TOTOBO YBEK BPJIO OTBO-
PEHO HMCKa3MBao CBOj CyJ, OJHOCHO YKa3MBao Ha OHO IITO je BEeMy ca-
MOM M Kao TEOpETHYapy M Kao KOMIO3HTOPY HU3IJIeNaI0 MIPUXBATIEUBO,
OIpaBIaHO, MY3WYKH ,,010PaUBO‘‘, Ka0 H JIa je ca CKEIICOM T'OBOPHO O
MojaBaMa Koje HHje Morao Ja npuxBaru. Mako mucanu BUCOKOMPOQecH-
OHAJIHO, a TIOHEeKa/l ¥ HarJalleHoO MO3UTUBUCTUYKH 00jeKTHBHO, HETOBU
TEKCTOBU yBEK OTKPHBAjy M Tpar HEroBor oJHOca mpema oopaheHoj ma-
tepuju. OH je Taj CBOj HEHAMETJBUB, a HIIaK OTBOPEH CTaB MCII0JhaBA0 Ha
pa3nuuuTe HauYMHe, KaTKaj yinazehu y omTpy TEOPHjCKY ,,AUCKYyCHjy ca
3aMUIIJBEHUM OMOHEHTOM. TakaB je ciydaj ca jeIHUM Ol HheTOBUX Haj-
JparoleHnjux Hamuca, crymujoM ,,0 dodekafonskoj tehnici®."® Kao mrro
HUje MOrao Jia NMPHXBATH PYIICH¢ TOHAIHOT CHUCTEMa, TAKO CE€ TEIIKO
MHUPHO M Ca YCIIOCTaBJbakheM J10JIeKa(DOHCKOr MOpeTKa KOju je, mpeMa
IETOBOM MHIUBEHY, OMO 3aCHOBaH Ha HayeluMa CYNpPOTHHM My3Wd-

Bnactumup [epuunh, ,,Ludus tonalis Ilayna Xunnemura“, Mysuuxu manac, beorpan
1998, 6p. 24, 98.

Vlastimir Peri¢i¢, Razvoj tonalnog sistema, Has. oeno.
Bnactumup [epuunh, ,,Ludus Tonalis...“, Has. deno, 98—120.
8 Vlastimir Pericié, ,,0 dodekafonskoj tehnici“, Zvuk, Sarajevo 1962, br. 53, 265-275.
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KuM. Y oBoM TekcTy [lepuunheBa OpUTKOCT A0s1a3u 10 HEOOUYHO jaKoT
ycHujama, 1a He U30CTaje HW CapKacTUYHH OCBPT HA OJJHOCHY Ipoliema-
THKY: ,,Uostalom, i najvatreniji pobornici dodekafonije slazu se u tome
da slusalac ne moze pratiti tok serije, a kamoli njenih derivata i njihovih
kombinacija. (No ako slusalac postavi ,naivno® pitanje: cemu onda sluzi
struktura? — izazvace najpre konsternaciju zbog svoje neobavestenosti i
povrsnosti, a zatim ¢e dobiti objasnjenja o ,unifikatorskom principu® i
,tehnickom jedinstvu‘, i biti upu¢en da ih otkriva putem strpljive analize

koja nema vise nikakvih dodirnih tadaka sa muzi¢kim dozivljajem)-."

Mely nennma koja cy roguHama, ra U JelieHujama, Ouiia HempeKu/I-
HO KOHCYJTOBaHa O] CTpaHE MHOTUX MY3MUKHX mnociieHnka y Cpowuju,
noceGHO MecTo 3ay3uMmajy Kibure Muzicki stvaraoci u Srbiji*’, Buweje-
SuuHU peunuk My3uukux mepmuna®' u Vokalni i vokalno-instrumentalni
kontrapunkt.* TIpBa nmoMeHyTa KibHra Jaje MperienaH yBu/ y Haj3Hadaj-
HHja OCTBapema CPIICKUX KOMIIO3UTOpA HACcTaNa 10 Kpaja ceMe JeeHHU-
je XX Beka. My3W4YKUM PEUYHHKOM KOjUM je OOyXBaTHO celaM je3HKa
[lepuuuh je cazmao meno TpajHe BpPEAHOCTH, KOje MOXe na Oyae on Ko-
PHCTH HE caMO YHTAOI[MMa aKTHBHUM Ha CPIICKOM TOBOPHOM HOAPYYjY,
HETO U CBUM 3aWHTEPECOBAHUM HCTPaXKHBAYMMAa M3 Pa3IMIUTUX 3eMaba.
VY o0uMHOj cTyauju o KoHTpanyHKTy [lepuunh je ncrnosbno BaHCEpHjCKO
NO3HaBakEe KAaKO MPUHINIA OUTHUX 32 TBOPOY MOIM(OHOT HAUYMHA MH-
NbEHA, TAKO U UCTOPHjCKE TpaHchopMaliije OBora CuCTeMa CTPYKTYpH-
pama fiena, Kao U uHeca y BeroBoj aluIMKaljH y MojeJMHAYHUM KOM-
MO3UTOPCKUM MOETHYKHUM CBETOBHMA.

[Mocebno moapyuyje IlepuumnheBe mucaHe peud NMpHIIAAa HETOBUM
HaIMcHUMa O CPIICKUM KoMIto3utopuMa. CaMuM H300pOM JIMYHOCTH O KO-
juma he mucatu [lepuunh je Hajuernnhe cyrepmcao na ce oHe Hajase Mpu
BpXy (1u Oar Ha caMOM BpXY) HEroBe BpEAHOCHE JiecTBHILE. To OTBp-
bhyje u merosa Mounorpaduja o Jocudy Mapuukosuhy (1851-1931)%:

¥ Hcro, 274.

20 Vlastimir Peri¢i¢, uz saradnju Dusana Kosti¢a i DuSana Skovrana, Muzicki stvaraoci

u Srbiji, Prosveta, Beograd b.g. [1969].

Bractumup Ilepuanh, Buwejesuunu peunux myzuuxux mepmuna, CAHY — My3zuko-
nomku nHetHTYT CAHY, Beorpan 1985.

21

2 OBy CTy,Z[I/ij BUAUMO Kao, Y U3BECHOM CMHCITy, AYXOBHH IIaHJaH MHOTO paHI/Ije Ha-

nucanoj Nauci o muzickim oblicima: moTOWa KIHHUTa, KOja je MPBU MyT 00jaB/bCHA
1961. roxune, npeacTaBba 3Ha4YajaH YUOCHUK KOjH Ce U JaHAC KOPUCTH y CPEIEbO-
[IKOJICKMM M BUCOKOIIKOJCKMM MHcTuTynHjama (y Cp6uju u PemyGmuim Cprickoj),
any Koju, 4YMHU ce, y Behoj mepu omepuire 0a3UYHUM TEXHHYKAM TEPMHHUMA U HE
npy)Xa CHHTCTHYKH YBHI y MaTepHjy y MepH y KO0jOj je OH MpPUCYTaH Y KHbU3H
Vokalni i vokalno-instrumentalni kontrapunkt.

2 Bracrumup Ilepuanh, Jocud Mapunkosuh — scusom u dena, CAHY, Beorpax 1967.
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OBOT ayTopa je, 03 CBake CyMIbe, CMaTpao MOCEOHO 3HAYAJHUM CPIICKUM
KOMIIO3UTOPOM POMaHTHYApPCKE OPHjeHTAIUje KOjH je JeJI0Bao Ha Mehu
nBajy Bekosa. Ilopen oapehenmx cumriatvja 3a PajuumheBo cTBapaia-
1ITBO, CBOjoM MoHOrpadujom o oBoM ayTopy>* Ilepuunh je HCTOBHO U
WCTHHCKY 3aXBaJTHOCT yuuTesby. [lepnunh je Hanmmucao u u3y3eTHO Aparo-
TIeHy OTICEIKHY MpEryieTHy CTY/IH]y O CPIICKOj CABPEMEHOj My3HIIL.> Y Tek-
CTOBMMa Mamer 00uMa IOCeOHY MCTPaXKMBAUKY €HEPTHjy YCMEPHUO je Ka
omycuma Crepana Crojanosuha Mokpamua (1856-1914)*, Jocuna Cna-
BeHcKor, BojucnaBa Byukosnha (1910-1942), Bacuinja Mokpas-
ua”’, Ierpa Osrujana (Petar Osghian, 1932-1979)*. Maxsuso je pas-
MoTpuo MoOKpamueBe PYKOBETH, OTKpUBajyhn HEKe elIeMEHTE HHUXOBE
(opmanHe KOHCTPYKIHMjE KOje MPETXOAHO HHje JACTEeKTOBAO HUjEAaH HC-
TpakuBad MoKpamueBor cTBapanamTsa.’ CIABEHCKH Ta je TPHUBYKAO
CBOjUM BH3HMOHApCKHUM cTaBoM. Hamucao je cuHTeTHYaH TeKCT 0 Bydko-
BulieBUM KOMIIO3WIMjaMa W MY3HKOJOMKOM pangy. C BEIMKUM OIyle-
BJbCHEM JIOUEKHMBAO je HOBa cMM(OHHjCKa ocTBapema Bacmimja Mo-
kpamIa. O3rijaHa je MeHWO Kao ayTopa KOjU je YCIEO J1a CHHTETHIIE
TpaJULIHMOHATIHE METOC M HOBE KOMITO3HIIMOHE TEXHHUKE, a Ja MPUTOM
OCTBapH NPETO3HATIBUB U yIeYaTIbUB My3HUKH je3uk. Y, Oamr onaa kazna
j€ mmucao o cTBapaoIlMa Koje je cMaTpao KBAIUTETHUM W BPEIHHUM IIO-
ceOHe maxkme, [lepnunh je MCIUCHBAO M HAJIIOCTCKUje MY3HKOJIOIIKE
ananmse.”” T10 je3MUKOj JIETIOTH HEKH CErMEHTH OBHX TEKCTOBA KAO J1a Cy
U3MELITCHN U3 OEJIeTPUCTHUKE.

2 Vlastimir Peri&i¢, Stvaralacki put Stanojla Rajici¢a, Umetnicka akademija, Beograd

1971.

Bractumup Ilepuunh, ,, Tennenmuje passoja mysuke y Cpouju‘, Mysuuxu manac, be-
orpaz 2000, 6p. 26, 64-80.

Brnactumup Ilepuunh, ,Benemke o ¢popmanHoj cTpykrypu MoKpamueBHX pyKOBe-
1, Pro musica, beorpan 1981, Baupennu 6poj.

25
26

2 Vlastimir Peri¢i¢, ,,Josip Slavenski i njegova Astroakustika“, Zvuk, Sarajevo 1984,

br. 4, 5-14.

Bnactumup Ilepuuuh, ,,CtBapamauku nmuk BojucmaBa Byukosuha“, [y]: Bojucras
Byukosuli, ymemuux u 6opay: nux — cehara — céedovancmed, penakrop Bractumup
[epuuuh, Homut, beorpan 1968, 94—128.

V1. Hanomeny Op. 5 oBora TeKCTa.

28

29

30 Vlastimir PeriGi¢, ,,In memoriam: Petar Ozgijan (1932-1979)“, Zvuk, Sarajevo 1979,

br. 2, 31-34.

Tpeba umatu y BULY U unibeHHLy jAa je Biactumup Ilepuunh 6uo jenan on penakro-
pa cabpanux nena CreBana CrojanoBuha Mokpamla; y TOM CBOjCTBY HAIKCAo je U
HEKOJIHKO CTy/rja 0 MOKpambIly Koje Cy YBPLITEHE y TIOMEHYTY KOJICKIH]Y.

31

2 . . . .
32" Mapuja Macuukoca je Beh mpuMeTHIa 1a ce y IOjeIUHIM CIydajeBIMa MOXKE yCIIO-

CTaBUTHU aHaJorHja u3Meljy ayTOpOBOT My3HUKOT je3WKa M H-ETOBOT IMHCAHOT je3Md-
kor uckasza. 'oBopehn o IlepnunheBoj monorpaduju o Pajuuanhy, Macaukoca KoH-
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CBoje u3y3eTHe MHTENEKTyallHe CIIOCOOHOCTH, HECBAaKUAALIBY epy-
munyjy, [lepuuuh je nucnosbaBao on mmaauhkux roguna. Konere ca cry-
IIMja yodaBaje Cy HEeroBy JAyXOBHY CYNEPHOPHOCT, HHTEIICKTYaIHy Hal-
Moh Koja HUKaJa HHUje Ouia HameTJbuBa. [1o3HaTo je u aa je Ouo 3auHTe-
pecoBaH 3a pa3nuuuTa nmocturayha JpyJCKOT yMa, a Cy Ta 3a0KyIJbaie
MHOTe 00JIaCTH, KOj€ j€ C TaKKHOM IPOyYaBao M HEOUEKHBAHO J00PO IT0-
3HaBAao. ,,Iberosa epyauiyja je jomr y oHO BpeMe y OJHOCY Ha CBE Hac
Ouna cynepuopHa. Kan rog 6u ce mocTaBuiio HEKO NHUTAkE — HE CaMmo
(u3) My3uuke, Hero u3 OMIoO Koje obimacTu — yBek HaMm je Bnacra maBao
TIpaBU OATOBOp, HUKAM He ,mapagupajyhu’ tum suamem; (...) Tu pas-
JIMYNTH UHTEIEKTYalHN ,M31eTH " 6e3 CyMHbe Cy YMHOTOME JIONPUHENH
00yXBaTHOCTH M CHHTETUYHOCTH H-ETOBE MY3HMKOJIOIIKE Bu3ype. Cma-
Tpao je aa cy YMETHOCT M Hayka OJHMCKe 10 CBOjoj TeHe3u. U mopen Tora
HITO j& EMUTET 00jeKmusHO ¢ IPaBOM KOpHIINeH Kajaa ce TyMaduia mbe-
roBa Hay4YHa MHCa0, OH je Harjamasao yJeo 3aHoca, MHchupauyje. ,,1
3ap je, Haj3all, 3aUCTa HEMTPEMOCTHB ja3 u3Mel)y Toka HaydyHe U YMEeTHHY-
ke mucnu? Huje nu mocraBibarbe HOBE HAaydHE XHUIIOTE3€ HCTO TOJIHKO
CTBap MHTYHIHMje KOJIUKO U PAllHOHATHOT YMOBamba, U HeMa JIM OHAj MO-
MEHAT KaJa ce XHUIIoTe3a, MOTBpheHa eKCIHEePHMMEHTOM WM [ocMarpa-
EM, IIPETBapa y TEOPHjy W MPUPOIHH 3aKOH, HEIITO O] 0KHBJbaja Be-
JIMKE YMETHHUKe MHCTmpanuje?*” XUHIEMHTOB CBET KOjH je GHO CHHTe-
3a TEOPHUjCKH JIeTaJbHO 00jallll-eHOT U pallwIambeHOT CUCTEMA, ajld U UH-
TYUTHBHHUX MY3HUYKHX OTKpuha, 3aTO M jecTe IpencTaBbao HIeal, y30-

craryje: ,,JuHH ce, HauMe, Jia rycra moercka mMucao osor IlepuunheBor Tekcra y ce-
OM KpHje UCTy OHY BPCTY ,HOBOPOMAHTHYHE  EMOIMOHAIHOCTU KOjy UYjeMO U Y Hhe-
rOBUM KOMMO3HIMjaMa“. AyTOpKa HCIPAaBHO yO4aBa U Ja je Y TeKCTOBHMA O HOBUM
nenmrMa [lepruanh Hekako HajMame yCIIeBao J1a Cakpuje CBOj JIMYHH CTaB: ,,... IlocTy-
IaK ,CKpuBama‘® COICTBEHE JIMYHOCTH, M30eraBama cyOjektuBHOCTH (...) Ilepuunhy
HajMame M0JIa31 33 PYKOM Y TEKCTOBHMA O HOBUM JIEIUMA, Y KOjUMA je, 3aXBalbyjy-
hu al fresco TeXHULM KOjOM Cy NHCaHH, caauyBaHa OHA ayTEHTHYHA €MOLMja ca KO-
jOM je mucar] 4yo, CXBaTHO M oueHHo aeio”. Mapuja MacHukoca, ,,My3HKOIOIIKA

onyc Brnactumupa Ilepuunha®, Has. oeno, 39, 46.

3 Iurupane cy peun Jyurana Tp6ojesuha. ,,Y criomen Bractumupy Hepuunhy*, Has.

oeino, 4.

PanuBoj Jlazuh, wian [lepuunheBe moposmiie, cBEIOYM O HETOBOj OTPOMHO] epy/IH-
muju: ,,Ynka Bracra je y cio6oxHO Bpeme IO Iienu JaH YHTA0 KEWTe Ha (paHIly-
CKOM, CHIJIECKOM, HEMayKOM, PyCKOM WJIM INIIAaHCKOM jE3WKY, M3 pa3sHHX 00acTu:
acTpOHOMHje, OHOJIOTHje, UCTOpHje, XeMHuje, GU3KKe, MaTeMaTuke. YecTo caM ra BH-
hao nma cebu 3ama HEkM 3aJaTak U3 XeMHje, PU3MKe MM BUIIE MaTeMaTHKe, a Ja ra
pelaBa CBOjHM YCUTEH-CHUM pyKomHcoM (...) Hekonmko nana mpen cMpT cam ra yIm-
Tao: ,Kaga 6u ce MOHOBO poAMO, 3a IITa OM ce y KHUBOTY ompenenno?‘ ,UnHu Mu ce
Jla OuX oreT m3adpao MY3HKY,* Majlo je 3acTao, XyOsbe MPOMHCIHO U J0/Aa0, ,Maja
BOJIUM U OWOJIOTH]jy, aly, UIak, Omia 6u To Mmy3uka“. Hcro, 8.

34

3> Bracrumup Ilepuant, ,,Jocun Crasencku u merosa Acmpoaxycmuxa, Has. deno.
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pan mozen [lepuuuheBor pana, ¥ TO Kako HErOBE TEOPUjCKE, TAKO H
CTBapajavyke akKTHBHOCTHU.

Jenna ox HajyowbMBUjHX U IIKMPOj jaBHOCTH HajaocTynHUjux [lepu-
unheBHX JENATHOCTH OMNA je HeroBa yuumencka Mucuja.>® OHa je Guna
KOHCTaHTa ETOBOT pajia; TOIydaBao je Miaae JbyAe Kojuma je 6e3
ocTaTKa MpenaBao cBoje 3Hame. [lepuuuh HUje, Kao WITO TO MOKOjH Tpe-
JaBayd KaTKaJ 4YMHE, IapHBao CBOjUM CIyIIaoluMa camo jAeiuh cBora
3Hama HETO je, YIpaBo CYNPOTHO, MOKYIIAaBao Jla CBE OHO INTO caM 3HA
npeHece W ycaad Y MHCAOHU CBET cBora ydeHuka. [loHekan cy mMoxna
HBEroBa TpeiaBamba Orna HalopHa, jep cy Oniia MUHYIHO3HA 10 HAjCUT-
HUjuX mojenuHocTH. To je Omia mocnenniia MHTETpaIje ABe UCTPaKH-
BayKe MEPCIIEKTHBE CjeIUbEHE Y J€HO] JIMYHOCTH: OHE KOMITO3UTOPCKE
u oHe My3ukousomke. Takohe, y Toj mpeaaBadkoj ,,nepheKIHOHICTHIKO]
CHUTHHYABOCTH* KpHJIa C€ U €THYKAa KOMIIOHEHTAa: HACTOjame Ja ce HHU-
Ta HEe MPECKOYH, J1a c€ CBe 00jacHM, Kako OM ce Ha TeMeJbY TOoTa paji-
JIO jOIII aJbe U joul ,,y0sbe .

Kana roBopumo o [MepuunheBoM npodecHoHANTHOM MyTY, HE MOXe-
MO a J]a He NMOMEHEMO H-ETOBY AYTOTOIUIILY OOpOy ca TemkoM OoJe-
mhy Koja je CBe IpacTUYHHje YTUIAJIa Ha HETOBY MOKPETIFUBOCT. YIIp-
KOC M3paKeHUM (HU3MIKHM TTpoOIeMrMa, HacTaBJkao je 1a ce 6opw U 1a
pamu. To je 3amcra Ouia mpaBa cTBapajadka macHja Kojy OM peTKo KO
MOTao Aa U3PXKH, a KaMOJIH Ja, 00y3eT ’boMe, Oyze y cTamy Aa MUIle U
moaydaBa. O ToMme je ¢ m3pakeHOM emmatujoM mucao Jlyman Tpooje-
Buh: ,,Camo je BiacTta 3Ha0 Kpo3 1Ta je mpoJia3uo nocrajyhu cBe Hemo-
KPETHUjH; Ty BErOBY TParuKy MU CMO MOTJIM OCETHTH CaMmo JEITHMHUYHO,
HeMOhHO TocMaTpajyhn BEeroBo cBe Texe U Je)OpMUCAHHjE JPKAHE U
nmokpete. M mok cy Tonmku mitahu u 3npasuju ryahajyhu, 6€3B0JbHO ,011-
pahuBanu‘ croje mociose, Bnacra je 10 kpaja meganTtHo (...) mHcao pe-
LEeH3H]je, KIbUTe, CIIPEMA0 IpeaBamba, CIPEMHO [TOMarao cBakoMe Ko Ou
My Ce 06PaTHO 33 MUILBEEE WK caBeT”. MuCTepHja y BE3H ca cTBapa-
JauykuM hyTameM, CBOJEBPCHUM ,,IPOAYKEHUM' YMETHUUKUM sabbati-
cal-oMm, nonymasa ce ca muctepujoM llepuunha kao doseka. 3amro je
noHekas hyTao, kaja ce MOX/Ja M MOTJIO OYEKHBATH Ja HEIITO Kaie?

% [epuunh je Hajmpe paguo kao HacTaBHHK Mysuuke mkone ,Jocud Mapunkosuh®

(1948-1951), 3atum kao mpodecop Cpenme My3HuKe IIKoje nmpu My3udKkoj akaje-
Muju (1951-1955), a motom kao acucteHt (1954-1961), mouent (1961-1965), Ban-
pentu (1965-1988) u penosuu (1988-1993) mpodecop My3uuke akagemuje, OAHO-
cHo PakynTeTa My3uuKe yMETHOCTH y beorpany.

37V criomen Bractumupy Iepuunthy, Has. deno, 4.

8 . .
3O Tome je pasmunubana u mucana u 3opuciasa Bacumesuh: ,, AyTmoM HiKOra HUje

MOBPEANO0, HUKOI'a YHHU3UO0, HUKOr'a JOBEO Y NCKYIICHE, HUKOME PYKHY ped U3PEKao,
HUKOME 3J1a HaHeo — Beh je 0CTao BE€paH cebu. YMmecTo 3a pacniiaMmcaBame cyK06a,
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UuHY ce 5a je MOKYIIaBao Aa PacUIlaleM peud JOJATHO HE MOBpPEAN
Iapyre uiau noropma Beh 3aredeHo ctame. OHO MITO 0CTaje HECYMILHBO
jecTe na je \meroBa MyXOBHA CHara Owiia BelMKa, MHTEJICKTYaTHH aHTa-
JKMaH OTPOMaH, | JIa je, yIpKoC CBEMY TOME, YBEK 0CTajao CKpOMaH, Io-
ctaBbajyhu camoMm ceOu HajBuUILE PO(ECHOHATTHE U JbYACKE KPUTEPHU]y-
Mme. TaHaHocT meroBor 6uha, BeroBa y3ap)KaHOCT, IOBY4YEHOCT, OUIIe Cy
KOJIMKO Y3BHUIIIEHE, TOJINKO M HEIOKy4YHBE BehwHU Jbynu Kojuma je Ouo
okpyxeH. ['ogune 2000, y Gonecanukoj nocresbu, [lepuuuh je, mpema
CBEIOUEHbY CBOTa pohaka, MMao JOXKHBJbA] OJIMCKOI CycpeTa ca CPIICKUM
cBeturesbeM CaoMm. Ta Bu3mja, kao u IlepuunheBa xopcka a cappella
xomrosuumja Kmo boe éenuj (1998)* ceemoue, moryhe, o jennoj (HOBOj)
IYXOBHO] JMMEH3HUjH Y K0jOj je OBaj M3BaHPEIHO CKPOMaH M IJIEMEHHT
YOBEK, KOMIIO3UTOP BEJIMKE CHAre, IPOHAIIA0 CBOj BEYHU MHUP.

ompernesbiBao ce 3a hyrame. Ryrao je u3 modporte, hiyrao je u3 pasmora mro, u Kaja ce
yCIIeo [0 HajBUIIMX BUCHHA M TI0YACTH, HIje 010 Ha BPXY BJIACTH, 11a KaJa HIje MOrao Ja
MOMa)ke, OJTyCTajao je Of TOKYIIIaja J1a 3alITHTH y3aTyJHAM peunma‘. Kcro, 7.

3 OBa koMmo3HIMja IIeBaHa je moce omena Hax IleprantieBuM oxpoM.
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Dragana Stojanovic-Novici¢

SUBLIME AND PRECISE: MIND SONORITIES
OF VLASTIMIR PERICIC
(Summary)

The author discusses the course and results of the professional activity of
Serbian composer and musicologist Vlastimir Perici¢ (1927-2000).

At the beginning of his career Peri¢i¢ was a promising young composer
who won a prestigous Vercelli Competition Prize in 1950 for his String quartet.
His style was characterized by post-romantic musical expression. He was con-
vinced that a tonal system was the only acceptable base for making new music.
In that sense, he came close to Paul Hindemith’s approach to the world of new
sonorities.

The author explains Peri¢i¢’s position in the context of Serbian music of
the second half of the 20" century. He was considered somewhat conservative
because he never accepted avant-garde techniques and procedures. His imagi-
nation and concentration on compositional process made him competent in the
technical realization of his rich musical ideas. On the other hand, he was a shy
personality who had never been penetrating enough to promote his own works.
Hence, during the last decades of his life (when he stopped composing) almost
no one was conscious of the great value of his works.

Perici¢ suddenly interrupted his compositional career in the mid 1960s and
thereafter devoted himself to theoretical work. His books on counterpoint, har-
mony, and Serbian composers, many articles on contemporary Serbian composers,
as well as his major multilingual dictionary of musical terms which includes seven
languages, were among the finest fruits of Serbian theoretical achievements in the
field of music.

Now is the moment to reexamine Peri¢i¢’s opus because his compositional
achievements, as well as his theoretical studies, were of the highest quality.
Peri¢i¢ was a real part of the European music elite as a composer and musicolo-
gist, but he never received adequate professional recognition, especially in a
broader European context.

UDC 781.22:78.071.1 Peric¢i¢ Vlastimir
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Anexcanoap Bacuh

CTAPHUJA CPIICKA MY3UUYKA KPUTHKA:
KAHOH, IOCTYIIAK, TIPOCBETUTE/bCKA
TEHJAEHIAJA

Ancmpakm: Y pany ce aHATU3HUPAjy JBa KapaKTepUCTHYHA Npobiema / acriekra
CpIICKe My3M4YKe KPHTHKE IpBe MONOoBHHE XX BEKa: HEraTHBaH OJHOC IpeMa
MY3WYKOM BHUPTYO3UTETy Kao OMTaH eJIeMeHAaT eCTETHYKOT KaHOHA cTapHje
CpIICKE KPUTHUKE, ¥ IPOOJIeM ITOCTYIKA OHAMBIX KpuTndapa. Oba mpodiema
MOBE3aHa Cy ca MPOCBETUTEJHCKOM TEHJICHINOM Koja je 00eNexuia CTapujy
cpIcKy My3ukorpadujy. 3a y3opak je ogabpaHa 1o caja HEHCTpaKMBaHa rpa-
ha Cpnckoe kwudicesroe enachuka, Haj3HAUYajHU]ET CPIICKOT KEbMKEBHOT 4aco-
nuca nzmely 1901. n 1941. rogune.

Kwyune peuu: cpricka My3udka Kputhka — XX BeK, Cpncku KroUdIcegHU NACHUK,
MY3UUYKH BUPTYO3UTET, TEOpHja YMETHHYKE KpHTHKe, Mmioje MwuiojeBuh.

[Ipunpemana kpo3 untaB XIX Bek, mpe cBera TeKCTOBUMA JbyOHTe-
Jba My3HKE, CPIICKa My3HUKa KPUTHKA KOHAYHO JIOCIIEBA Y PyKe Ipode-
CHOHAJHMX My3uuapa Ha moueTky XX croneha. Jlanac cMo y mpuiunu
na ¢ BehuM moyszgameM OBOPHUMO M CyIMMO O Pa3BOjHHUM HpPOLIECHMMA
CpIICKe KPUTHKE M, yOIIITe, JTuTeparype o Mysumu.' U mame ce, mehy-
THM, MOpa 33/Ip>KaTh Mepa oIpe3a Kako y FeHepallHuM CyJ0BHMa, Tako,
a HapO4MTO, y MOjeJMHAYHUM NuTamuMa. [lo maHac HUje cauMmbeHa HU
oberonameHa TeMesbHa OnbIHorpaduja cpricke My3UdKe KPUTHUKE U ece-
juctuke XIX u npse mosoBuHe XX BeKa, U Taj HaC GyHIaMEHTATHU He-
JOCTaTaKk onoMumbe Aa he Oyayha MCIUTHBamka CPIICKUX JIMCTOBA, Yaco-
nUca U Ipyrux, CIMYHUX IMyONUKalMja, HYKHO PE3YyNTHUPATH KOPEKIH-
JOM Haller cajallliber II03HaBamkba OBOI'a 3HAYAjHOI'a CEITMEHTa CPIICKE
MYy3HU4Ke ITPOIUIOCTH.

VY ucropuju cpricke My3HKorpaduje jeTHO Of HAjUCTAKHYTHJHX Me-
cra npunana Cpnckom krudicesHom enacuuxy (1901-1914, 1920-1941),
HEHTPAITHOM TJIACHITY €II0Xe CPIICKOT KEIKEBHOT MOJIEpHU3MA. YTIPKOC

OBaj paj je pesyntar npojexra Mysuxa na packpuwhy — cpncku, 6aIKaHcKu u egpon-
cku oxeupu, 6p. 147033, dunancupan ox ctpane MUHHCTapCTBa 32 HAyKy M TEXHO-
nomky pas3Boj Perry6mke Cpbuje.

Hcropujy uctpaxuBama W MpoydyaBama CTapHje CPICKe My3HKorpaduje BHIECTH Y
CTYAMjU TpEeTIeTHOT KapakTepa: Anekcangap Bacwuh, ,,Cpricka My3udka KpUTHKA U
ecejuctrka XIX u npBe monoBuHe XX BeKa Kao MpeAMET MY3HKOJOMIKHX UCTPaXKH-
Bama“, Mysuxonocuja, beorpan 2006, 6p. 6, 317-342.
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($yHIaMEHTaIHOM 3Ha4yajy OBOTa YacOIUCa 3a UCTOPHU]y CPIICKE MYy3HUKE
KPHUTHKE M €CEjUCTHKE MPBE MOJ0BHHE XX BeKa, HAIIMOHAIHA MY3HKOJIO-
ruja "Ha [ racnuk nyro HUje oOpahama maxmy. Tek ¢y y HOBHje W HajHO-
BUje BpeMe 00jaBJbeHE CTyAMje Koje oOpalyjy HajBaxkHuje acniekte [ na-
cuukoge mysuxorpaduje.” Y oBoM paxy Mu heMo ce 3aap:KaTi Ha 1BaMa
KapaKTePUCTHUYHUM ACTICKTUMA MY3UYKe KPUTUKE KudicesHoe 2lacHuKa
— Ha 0COOCHOM acreKTy [ 1acHUK0802 eCTETUYKOT KaHOHA, U Ha OJIJTUKA-
Ma nocTtymnka / 1acHuxosux Kputudapa. M Kpo3 jeAHO U Kpo3 Ipyro muTa-
e TpenaMa ce mpooiIeM MPOCBETUTEIbCKE TEHICHITH]E KOjy je 0Baj 4aco-
¢ OWOo y3€0 3a OCHOBY cBoTra mporpama. [IpobiemMu My3udke KpUTHKE
Cpnckoe xmudicegnoe enracHuxka Koje heMo pasMOTpUTH Yy OBOME pajuy,
YjeTHO Cy ¥ HEKH OJ1 IJIABHUX MPOOJIeMa CPIICKE My3UUYKe KPUTHKE MPBE
nmosioBuHe XX Beka. M3abpaBmm 3a mperpec rpalyy Kojy HyIU jemaH of
HajOOJBHX Yacomuca y WCTOPHjH CPIICKE KEHXKEBHOCTH, H 'y HCTOPUjU
CpIICKE MY3HUKe, 0Aa0paiu CMO penpe3eHTaTHBaH y30pPaK KOjU CBEIOYH O
KapaKTepPUCTHKAaMa, aclupalyjamMa U MPOTHBPEUYHOCTHMA YHTABE CMOXE
Y HCTOPH)jU CPIICKE MY3WUYKE KPUTHKE — O MIPBOj MTOJIOBHHU XX BEKa.

Bunern crynmje mmcnma oBuX penosa: ,,Omepcke kputike Mminoja Munojesnha y
Cpnckom krwudicesnom enacuux)y™, [y:] Cpncka mysuuxa cyena, 300pHUK pajioBa ca
Hay4HOT CKyma oxapxxaHor ox 15. no 18. neuemOpa 1993. rogune nosoxom 125. ro-
nmunimuine Hapoasor mosopuiura, npupeawie: Ana Matosuh, Menura MusuH, Ha-
nexxna Mocycosa u Katapuna TomameBuh, rmaBHu U oarosopuu ypeaauk H. Mocy-
coBa, My3sukonomky HHCTUTYT CpIicKe akaJeMuje HayKa M YMETHOCTH, beorpan
1995, 224-238; ,,BojucnaB Byukosuh y Cpnckom xrousicesnom enacuuxy™, [y:] Cmo
200una Cpnckoe KrudiceHoe 21acHuKd. AKCUOIOWKY achekm mpaouyuje y Cpnckoj
KroUdicesHoj nepuoouyu, 300pHUK panosa, ypexwm Cranmma Tyrmesuh u Mapko
Henuh, Matuna cpricka — HCTHTYT 3a KibrpkeBHOCT 1 yMeTHocT (Cepuja: Ucropuja
cpricke KimkeBHe nepuonuke, 14), Hoeu Can — beorpan 2003, 213-224; , My3uko-
rpaduja Cpncroe Krudicesnoe 2nachuka W UAEOJIO0THja jyrocioBeHcTBa’, Mysukono-
euja, Beorpax 2004, 6p. 4, 39-59; ,,Ilonoxaj aBaHrapze y CprcKoj My3HYKOj KPUTH-
M ¥ €CEJUCTUIN TpBe NmoJoBUHE XX Beka — Cpncku KrudicegHu enachuk, Mysuko-
noeuja, beorpax 2005, 6p. 5, 289-306; ,,Penenuuja eBporcke My3uKe y My3HYKO]
kputai Cpnckoe krudicesroz enaciuka (1901-1941), Hayynu cacmanax crasucma
y Byxose oane, beorpan 2005, k. 34/2, 213-224; ,,Cpncku KRudice6HU 2I1ACHUK |
HAIIMOHAIHA YMETHUYKA MYy3HUKa“, 360pHux Mamuye cpncke 3a cyencke yMemHocmu
u mysuxy, Hoeu Can 2005. [2006!], 6p. 32-33, 101-116; ,,Cpncku xkrwuscesnu ena-
CHUK Y TIOJbCKA yMETHHYKa My3uka“, [y:] 110 coouna nononucmuxe y Cpouju, 360p-
HUK panoBa, ypeauuk Ilerap Bymak, CnaBuctuuko apyurrso Cp6uje, beorpan 2006,
243-256. (ctyauja obpahyje peueniujy mojbcke My3HKe — KOMIIO3HILIH]ja, U3Bohaua,
KIbUTa U MPOOJIEMCKUX TeMa — O KojuMa je mHcaHo y Cprckom KrudiCce8HOM 21acHU-
Ky, alld U y JPYIHM CPICKUM MelhypaTHUM 4acomucuMa M JHCToBHUMA). IlojenuHu
TeKCTOBU U3 Cpnckoe KrpudicegHoe 2nacHuka TIPETPecaHd Cy y TpHMa CTyAujaMa
WCTOT THcIa: ,,Jl[yxoBHa My3uka y Hanrcuma Munoja Muojesuha®, 36opnux Mamu-
ye cpncke 3a cyercke ymemnocmu u mysuxy, Hosu Can 1994, 6p. 15, 155-164; ,,My-
3uuku kputnydap ['ycraB Muxen“, Mysuxonoeuja, beorpag 2004, 6p. 4, 167-195;
,,I1pobieM HanuoHANHOT cTWia y Hanucuma Mmuoja Munojesuha®, Mysuxonozuja,
Beorpan 2007, 6p. 7, 231-244.
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EE S

On cBux my3ukorpadckux Bpera 'y Cpnckom KreUudce8HOM 2lIACHUKY
HajUCTpajHUje je HErOBaHa My3WYKa KPUTHKA. YuecTaHOWhy, KpUTHUKA
TEKCTOBH IIPEMAIIlyjy OINCEeXHHUje PopMe My3HUYKOT eceja; OpojeM cy uM
OJIMDKY CUTHU)U OOJTUITH pa3HOPOIHUX Oeekaka O My3HIIH.

Huje Temko ycTaHOBUTH KOje je OMII0 TeMeJbHO Hauelno I 1acHukoge
CBEYKYIIHE MPOrpaMcKe — YMETHUYKE U Hay4YHe opujeHTaiuje. be3 cym-
e, Onna je To HemoKoJeObUBa OKPEHYTOCT BUCOKONPO(ECHOHATHIM,
€BPOIICKMM M MOAEPHUM MeprinMa M crangapauma. OTyaa He M3HEHa-
hyje unmenunna na ce Krmuoicesnu enachux ogabupoM JIMIHOCTH CBOJHX
MY3HUYKUX KPUTHYapa KeJeo AUCTaHIMpaTH OJi HaHOCa Tpaauluje ama-
TEPCKOT MHCamba 0 MY3ULH KOje je, 0 NPUPOAN CTBApU, JOMUHHUPAJIO Yy
cprickoMm XIX Beky. Kputuuke npukasze xKoHIlepaTa, ONEpPCKHUX, OMEPeT-
CKUX U OaJIETCKHX MPEJICTaBa, aHAIM3E U OlIEHE HHOCTpaHe U jomahe Ju-
TepaType O MY3HLH, paclpaBjbamba T3B. NPOOJIIEMCKHX TeMa, ypeIHUIN
cy, HajBehuM Jermom, moBepaBaiy akaJeMCKU 00pa3oBaHUM, mpodecro-
HAJTHUM My3n4yapuma. Y BpeIHOCHOM NPOICHUBAKBY MYy3UUKUX 110jaBa U
norahaja [nacnux je TIABHY ped JOACTHO KOMITO3UTOPHMA, MY3UKOJIO-
3UMa, alli U PENPOAYKTUBHUM MY3UYKUM YMETHUIMMA — ITHjaHUCTUMA U
BHOJIMHHUCTHMA, KOjH Cy OaBJheHEe KPUTHKOM JOKHBJHABaIH Kao CBOjY
JPYroCTereHy My3W4YKy BOKAllMjy M Kao jOUI jejaH BHJ| jaBHE MYy3WUUYKE
nenatHoctu. [Ipodun [acnuxose My3nmdke KpUTUKE yoOIH4Hia Cy, Ha
MPBOM MecTy, KomrneTeHTHa nMeHa CteBana CtojaHoBnha MokpamIia,
Bboxunapa Jokcumoruha, [lpetka Manojnosuha, [Terpa Kpcruha, Muio-
ja Munojesuha (koju je 6uo Bojehm KpuTHUap Hacomuca y pa3noOsby
1908-1941), CreBana Xpuctuha, JoBana 3opka, Kocre Manojiosuha,
Kao u xpBarckux aytopa boxunapa lllupone n Autyna Jlobponunha.

Unak, Cpncku Kroudicegnu 21acHUK ce HUje ce 'y MOTIIYHOCTH JIUIINO
MPHUCYCTBA MY3UUKHUX KpUTHUYapa APYTUX 3aHUMama. Pasiore Tom, y u3-
BECHOM CMUCIy, OJICTYTNamy OJ FOPEHAaBEIEHOT MPUHIIUIMA MOMITOBAHOT
NPWIMKOM aHTa)XO0Bamba MY3MUYKHX MHcala, MoryhHo je mponahu y ase-
Ma YH-eHUIaMa.

VY noba xama je Cpncku xrudcesHu eracuux mokperyt (1901), y
Kpamserunu Cp6Ouju, kao, yocraiaom, u meh)y Cpouma y AycTpoyrapckoj,
0uio je mpemaino npodecHoHATHUX My3H4apa, Ia je capalmba My3HYKd
npocBeheHnx amatepa Ouna mobdpopomnuia. MelhyTum, U ONHHU]E, Y CBe-
cKaMma Kako cTape, TaKO M HOBE CepHje, jaBlbasie Cy Ce My3HUKe PElCH3H-
je mucana Apyrux cryaujckux ¢popmanuja. To mro je [ nacuux u'y roam-
Hama kajga je Beh Omo BuaHO HapacTao Opoj Hamux NPodhecHOHaTHO
eAyKOBaHMX My3HW4yapa W MY3WUYKHX TIHcalla HAacTaBHO Ja 00jaBibyje
YJIaHKe HEMy3W4apa O My3HIIH, MOTJI0 OU ce 00jaCHUTH YHEEHUIIOM KOja
HeMa napaiiene y KacHujuM Bpemenuma y Cpouju u Jyrocnasuju. Hau-
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Me, y npBoj nosioBuHu XX crojicha Hemanu Opoj MpeacTaBHUKA CPIICKE
XYMaHUCTHYKE MHTEIUTCHIMjE MOCEA0BA0 j€ My3UUYKONPAKTUYHO UCKY-
CTBO U MY3WUYKOTEOPHjCKO 00pa3oBame Koje je, y 3Ha4ajHO] MEPH, HaIH-
Ja3UII0 OKBUPE JbYOUTEIHCKOT OIHOCA TIPEMa MY3HIIM M OMOryhaBaio UM
Ja 0 My3HMYKUM H3Bo)elbuMa M KOMIIO3UIMjaMa MUINY 3HajJauyku. Tako y
Cpnckom KruicesHOM 21acHUKy HauIa3uMO Ha NOTKPEIJbeHE MY3HUYKO-
KPUTHYKE MPUIOTe JUTUIOMATA, MO30PHUIIHAX KPUTHYAPA U KEbFKEBHUX
npesonmiana (dparomup M. JankoBuh), ucTopuuapa KmUKEBHOCTH
(Tuxomup Ocrojuh), ctpyumaka 3a npamy u nozopuiure (Mwunas ['podr),
IIPUIIOBEAaYa, POMaHOIIMCALA, €CEJUCTA U, OET, IPEBOAMIIALIA C MOAEP-
Hux jesuka (HMcumopa Cekynuh), ucropuyapa u maneorpada (Bukrop
Hogak); a ctpyune kputuke y [ nacuuxy je Tokom 1902. ronuHe nucao u
jeman amotekap. C muM, ca ['yctaBom Muxesnom, 3apaBo U OTHOYHILES
penoBHa [ 1acHUK08a My3UUKa KPUTHKA.®

Mysuukn kputudapu Cpnckoe KibudicegHoe 2lACHUKA 3aCTYIal Cy
onpehen u aptukynucan ecreruuku nporpam. Opne hemo ce Hajpe 3ay-
CTaBHUTH KOJI JeJHOT 0] ONTHMX, KOHCTAHTHHUX €JIEMEHATA TOra Iporpama.

1. Hajcmpooice mepunio: Kanon y ciyxucou npoceehusarna

HemomyctipuB vy €BOjOj TpoCcKpUNTHBHOCTH OWO je ctaB Cpnckoe
KFUIICeBHO2 2NACHUKA TIpeMa MY3HYKOM BHpTyo3uteTy. [IpocBeTnTesb-
cku Onujyhu Haj MIIaZoM CPIICKOM MY3HUYKOM ITyOJIMKOM U H-€HHM IIpa-
BIJTHMM YMETHHUYKUM BAaCIHTameM, [ 1ACHUKO6YU KPUTHYAPU HENPECTAHO
cy ocyhuBanu ucnpasHe TexHuuke eekre — onn Ou kazanu: ,,01edose”
— MY3WYKHUX W3Bohaua U KoMmmnosuropa. JequHo y ciydajy kaga Ou ce cy-
OYMJIM C OJIMCTA BEJIMKUM MHTEPIIPETATOPOM KOjH OM CHaroMm cBora japa
ycmeo na caapxkajHo wHpepruopne eruacke daktype mpesene y chepe
YMETHOCTH, OWJIM Cy CIIPEMHHU Ha YCTYyNKe. AJi O M Yy TUM TpeHyluMa
nosicehany Ha CBOj Ha4YelTHU, 0100JHH CTaB IIpeMa My3U4IK0j OpaBypH.

Ha mpBome Mmecty, my3nuku kputuuapu CK/-a HUCY omoOpaBaiu
NPUCYCTBO JAOMHWHAHTHO BHPTYO3HHMX KOMaja y OeorpaJcKoM KOHIEp-
TaHTHOM peIepToapy — CBEjEAHO Ja JU je ped o JoMahuM yMeTHHIIIMAa
WM TOCTHMa U3 cBeTa. Taj oTmop yoyasa ce Beh y IpBUM CBeckaMa HO-
BOOCHOBAHOT yacomuca. [lumyhu o MujaHUCTHYKOM pecuTaly Koju je
Andpen I'pundenn (Alfred Grienfeld) mpupenno mapra 1902. y 6eo-
rpagckom Hapomnom mosopumiry, L[Betko ManojnoBuh He 3a00miasu
HU BEroBy OpaBypo3Ho nucany I asomy, opus 40. Ilpemna ['pundenno-
BOj KJIABUPCKO] MY3UIIH MPHU3HAj€ IPUPOJHOCT, TEYHOCT, JIely GopMy U
Jno0ap KIIaBUPCKH CIIOT, PEIEH3EHT He JOMYIITa YUTAOIY Ja TIOMUCIH 12

3 O oBOMe KpHTHUAPY BHIETH HALTY CTY/Hjy ATHPAHY Y HATIOMEHH Op. 2.
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j€ To penepToapcku moTe3 koju oH, MaHojinoBuh, eHu. 3aTo U Hariama-
Ba na cy ['puHdennoBe KOMIO3UIIHU]E ,,... CPAUYHATE JSTUHO HA CIIOJHHU
e(deKT... u... IMajy MaJio My3muke caapxkuHe”. M ma Om cBaka miy3uja
Ona pa3OujeHa, 1o/aje Kako ce THM M TaKBHM JIeTIMa Koja cy mpeTpria-
Ha TEXHUYKHUM Telkonama, 3acerbyje IMUPH ayaAUTOPH]YM.

Tpu rogvHe KacHUje UCTH KPUTHYAp cMaTpa CBOjoM AykHomhy aa
ce TOKJIOHH TpeJ HeCBaKUAAIIKH-OM TEXHUYKOM CYNEPHOPHOIINY BHOJIH-
aucre Emanyema Ormkndeka (Emanuel Ondfic¢ek). Mehytum, Manojn0-
Bul Hac WMaK yBepapa Jia je TpajHO Ha CTPaHU MY3HKE, a He BUPTYO3HO-
ctu. OH, HauMe, Harnamana aa je OHIKUYEKOBO My3HUYKO ocehame Haj-
jacHmWjera m3pasa AOOWIO y MHTEepHpeTaluju kommnosunuje Adagio Mak-
ca Bpyxa (Max Bruch), a Taj je koMax ocTBapeH Cpa3MEpPHO jE€AHOCTAB-

HOM BHOJIMHCKOM TC€XHUKOM.

U npyru cy ce kputHyapu OYHWIN POTUB pa3METJEUBUX BaTpOMETa
MOjeAMHUX MHTEpIIpeTaTopa 3amepajyhu um mro onadbupom Oecaapxaj-
HUX KOMaJla YWHE KOHIIeCHje HAIl0j IMyOJIMIN — Ha KeHY ITeTy. Musoje
MuuojeBuh omomume MujaHUCTKUBY JeneHy [lokuh mTo je cBOj KOH-
uept 3atBopuia mpasHoMm [labctoBom (ITaBenm AmrycroBuu Ilabcer, Tj.
Christian Georg Paul Pabst) Konyepmnom napaghpaszom uz onepe ,, Egee-
nuje Omeeun . a ymernuny ua Buomnnu, Jloxy Tesu (Lola Tesi), mpo-
3uBa 3aro 1To je cBupaya [laranunujer (Niccolo Paganini) Buoauncku
xouyepm y D-dur-y, ,jenHy ofl HajHENIpHjaTHHjUX KoMmo3uuuja“.’ ITara-
HUHU je OM0 Y HEMHJIOCTH HajIo3BaHHUjer Mel)y OeorpaackuM KpUTHYIA-

*#% [= IlBetko ManojnoBuh; nemmdpanuja: Jbybuna bophesuh, bubauospaguja
Cpnckoe krudiceenoz enacuuxa 1901-1914, Haponna 6ubmmnorexa Cpouje, beorpaz
1982, 501-502.], ,,Ymeranukn npernen. Konnepru: — A. I'puadenn — Beorpancku
BojHH opkecTap — I'-ha 'opnenko-Jlommua®, CKT, 1. V 1902, xm. VI, 6p. 1, 704.

X. X. X. [= lserko Manojnosuh; nemmudpanuja: Jbyouna bophesuh, Has. oeno,
503.], ,,Ymernuuku npernea. Emanyuno Ougpuuex,, CKT, 16. XI 1905, kw. XV,
op. 10, 772.

Muioje Munojesuh, ,,YMetHudku nperien. Mysuuko Matune I'-hune Jene Jokuh u
I'. Joana 3opxo, y camu I'pahancke Kacune 3 oxrobpa 1910 rogune, CKT, 1. XI
1910, k. XXV, 6p. 9, 696. MunojeBuh oBne mMucim Ha GopMHUpame yKyca Hale
miaze myonuke: ,, KoHIepar je 3aBpIueH jeqHOM KOHIECHjOM IyOnuiu. JeaHoM na-
pagpazom 3a xnasup... OBaj paj nmosnatora haxa JIucrosor u nemarora MockoBcko-
ra cinaba je umuranuja Jincropux onepckux napadpasa. [To mome Munseny I'-huma
Jlokuh je HUje Tpebana yHeTH y mporpam. [1y0nuky Tpeba HaBHKaBaTH Ha JICTIIIC U
My3UKaJIHUje U 3[paBHje 3aBpLIeTKe KOHIepaTa U MaTHHe-a“.

Muoje MusojeBul, ,,Ymernnuku npernen. Konuepar I'ocriohure Jlone Tesu y Ha-
poxsom Ilozopumry 12 HoBemOpa 1913 rogune, CKI, 16. XI 1913, k. XXXI, Op.
10, 791. Kputnuap je munsema aa je JI. Te3u norpemmina mro, Ha IpuMep, HUje U3-
Benta @pankoBy (César-Auguste Franck) Conamy 3a suonuny u xnasup y A-dur-y, na-
KJIE je/IHO YMETHHYKH [IEJIOBUTO M BPETHO JEJIO, U LITO je KOMIUIETaH Mporpam CKIIO-
1A ¢ BUPTYO3HE Ta4yKe IVICIMIITA.
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pUMa U JIBaHAeCT TOJMHA JIOIHUje, KajJa je meroB Mojcuje 03Ha4YeH Kao
,HeoTMeHa (anrazuja“.® Phago je mpouuta u nujanuctkuma Jemua Cy-
6otuh, jep ce ompobana y n3Bohemy TeXHnmIkH packomrHe Jlucrose (Franz
Liszt) Emuoe y Des-dur-y u merose Jeceme mahapcke pancoduje,” a n
MPOCIaBJ/bEHU XPBAaTCKH BUoJMHUCTA 31aTtko banokosuh. banokosuh ce
Hallao Ha yrapy KpUTHYKOT ayroputera Mmioja Mumnojesuha 3ato mTo
je y cBoj mporpam npuiyctuo Konyepm 3a euoauny u opxkecmap y D-
dur-y Tlerpa Umsnua Yajkosckor ([letp Mnsuu Yaiixosckuit)!'® Ho, 3ato
j€ Kao mpuMepaH y3IUTHYT GpaHIlycKku BruonnHACTa AHpH Mapto (Henri
Marteau): ,,Jep je cBupao berxoBHOB D-dur koHmepr, jep je cBHpao
Mennenconos e-moll konnept. M TiMe je pedeno cee®."

[IpomycHy KapTy H30MpJFUBOT KpUTHYapa A0OWIA je u Oyrapcka mu-
januctkuma Jbusbana Xpucrosa (JImsina lobpesa Xpucrosa), nzBohau
HU3a KOMITO3UIMja kiacuyHe BpenmHocTH — baxose (Johann Sebastian
Bach) Xpomamcke panmasuje u ghyee, berosenone (Ludwig van Beetho-
ven) Coname y As-dur-y, opus 110, uerupujy npenuna Kioga Jlebucuja
(Claude-Achille Debussy) u lllonenose (Frédéric-Frangois Chopin) Tpe-
he coname. O Jbusbann XpucroBoj Mumojesuh omgpemmuro cynu: ,,CBoOjy

KyNTypy je mokasana n36opom mporpama‘.'”

Hukana ce mMy3nmuku penieH3eHTH CprCKOZ KIbUJICe8HOZ 2NACHUKA
HUCY YMOPHJIM OJI MHCUCTHpakha Ha CBOjOj, YOCTAIOM, OIIPaBJIaHo] TBP/I-
U J1a HUKaKaB BUPTYO3UTET HE MOXE HAJIOMECTUTH ayTEHTUYHO yMET-
HUIKo ocehame. 1[BeTko MaHojmoBuh mpu3Haje PycKoj NMHjaHUCTKUEHH
Bepu Uepmwerikoj (Bepa UepHenkas) na ¢ J1akohoM HU3HOCH TEXHHYKE
MajcTopHje, ajJd MCTHYE W TO Ja jOj HEAOCTajy 3HauyajHHje BPIMHE Kao

8 M. M. [= Muoje Munojesuhi; paspememse: Crannira Bojunosuh, Cpneku Kivuoices-

Hu enachux 1920—1941: bubauoepaghuja nose cepuje, Maruna cpricka — IHCTUTYT 3a
KiKkeBHOCT U yMmetHocT (Cepuja: Vcropuja cpricke KEMKEBHE nepuopauke, 15),
Hosu Cag — Beorpaz 2005, 179.], ,,benemke. YMeTHoCcT. MaTHHE YeLIKOT BUOJINHU-
cre I'. Cmura®, CKT, 1. X1 1925, k. X VI, 6p. 5, 400.

Muoje Munojesuh, ,,YMernuuku npernen. Konnepar I'-hune Jenmuune Cy6ortuh y
Hapomaowm ITozopumry 16 nenembpa 1913 rogune, CKT, 1. 1 1914, k. XXXII, 6p.
1, 57.

M. M. [= Munoje Munojesuh; pa3penteme: Crannma Bojunosuh, Has. deno, 211.],
,.benemke. My3uka. /IBa 6eorpancka konuepra I'. 3marka bamokosnha®, CKT, 16. X
1926, xm. XIX, Op. 4, 320. Munojesuh, Haume, cmMatpa 1a je bamokosuh Konyepm
YajkoBCKOT CBHPAo pajau eeKra.

Muoje MusiojeBul, ,,YMeTHHYKU mperie. PyMyHCKO MeBa4YKo APYIITBO XapmoHu-
ja 'y beorpany. — Ipyru konuepat Aapua Maproa. — Mysuka I'. b. Jokcumosuha y3
Yeaweno oerouwme*, CKT, 1. V 1914, k. XXXII, 6p. 9, 708.

M. M. [= Munoje MunojeBuh; paspememe: Cranuma Bojunosuh, Has. deno, 308.],
,.bermemxke. Mysuka. Konnepr I'-hune Jbumane Xpucros®, CKT, 1. XII 1929, k.
XXVIII, 6p. 7, 566.
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mrto cy TomuHa u ocehame. C TakBUM (DyHIaMEHTATHUM HEAOCTAIlMMa
Huje joj Hu morao ycneru Lloneno Hokmypro." Kpuruuap ce camanO
mpaxasa o BepuHoj cectpu, merocomnpany Hanexmnn Yepmerkoj (Ha-
nexaa YepHerkas) Koja je Ouia HaKJIOkeHa BUPTYO3HO] CTPaHH MeBavKe
YMETHOCTH M TEaTPATHOCTH, aJIM 3aTO ylaJbeHa of AyOJber MmouMarma My-
siukux nenma.'* Vcumopa Cexynmh, y ersanTHpaHOM HpHKasy KOHIEpTA
IIMaHCKOr BHONMHKCTE XyaHa ManeHa (Juan Manén), y Be3u ¢ HETOBUM
Bapujayujama na Iazanunujegy memy, e 3a00papiba la BAPTYO3UTET HUjE
MMaHEHTaH IIpaBoj YMETHOCTH: ,,Hruuera MOHIECHOT y TOj OpUIBAHTHO] KOM-

TIO3HLIH]H; HAYEra akpoOaTCKOT y TOj BUPTYO3HOCTH .

Jla cy 3a CHHOHMM YMETHOCTH [ 1aCHUKO6U KPUTHYAPH TIPU3HABAIH
OJIMEpEH, Y3[pXKaH TeCT U CHa)KaH YHYTPAIIbH JI0KUBIBA], & HE CIIOJbha-
nIBH 0J1ecak TeXHUYKEe HaMONHOCTH, pa3abupe ce U Kpo3 HBUXOB OJTHOC
npemMa My3uvapuMa HHTEpHAIMOHaIHe pernyTtanyje. Tako je kon Munoja
Munojesuha mocra phaBo mpomrao jegan Aptyp PyOmnmraja (Artur /
Arthur Rubinstein). [Tpuznao My je MusnojeBuh 1 1a je cyrecTuBas, U aa
j€ CHakaH pUTMHYap, Ja 33AMBJbyje CBOjOM TEXHHYKOM cCIIpeTHoIhy.
AJM KpUTHYap OCTaje HEYMOJbHUB: MOJAECPHU BHUPTY03 PyOmHIITajH HEO0-
BosbHO y30yhyje!'® Crora cy y Kmuoicesnom enachuxy pamipeHnx pyKy
JOYECKaHW HM3BOhauM KOjU HHCY CBpPCTaBaHU y ,,ruMHactuuape™: [lerap
Kpcrtuh nzpuue moxsaie XpBaTrckoMm BHOJIOHYETHCTH Jocuy CTaHo 3aTO
LITO je IeMOHCTPHPAo Ay6OKO YMETHHUKO cXBaTame,  a Muioje Muio-

B X. X. X. [= Lisetko Mamojnosuli; paspemresse: Jby6uua Bophesnh, Has. deno, 503.],

. YMerHnuku nperien. Konueptu cecrapa Uepmenxux“, CKT, 1. XI 1906, k. XVI,
6p. 9, 705.
Hcro.

Ucnpnopa Cexymuh, ,,My3nukn mpernen. JemHa jmandka Oenelka Imocie KOHIEPTa
Xyana Manena®, CKT, 16. XII 1930, k. XXXI, 6p. 8, 621. O oBome koHuepty U.
Cexysuh roBopu u 'y nucmy Munany I'pony ox 7. XII 1930; yn. ,,JTucma HMcunope
Cexynuh Munany I'pony*, npup. Bojucnas I'pon, Jlemonuc Mamuye cpncke, HoBu
Can, centembap 1985, rox. 161, km. 436, cB. 3, 272. OBO NHCMO MPELITAMIAHO je Y
JI0 caJa HajuoOTIyHHjeM m3lamy McupopuHe KopecmoHAeHIMje; BuaeTH: Vcumopa
Cekymuh, [Tucma, npup. Pagosan [Tomoeuh (Cabpana nena Ucumope Cekynuh, Kib.
14), ,,Stylos®, Hosu Cax 2004, 253-254.

M. M. [= Munoje Munojesuh; paspenteme: Crannma Bojunosuh, Has. deno, 246.],
benemke. My3uka. /Ia koHnepra Aprypa Pyounmrajua“, CKT, 16. X 1927, k.
XXII, op. 4, 318. Munojesuha Huje 3an0BosbIII0 PyOunITajHOBO TyMadyeme betose-
HOBe Banowmajn-coname u lllymanoBor (Robert Schumann) Kapresana: ,,Buptyo3
je Ty 6uo Han my3udapem‘. PyOuniraju je y Mel)ypaTHoM pa3mo6iby HEKOIHKO IyTa
HacTynao y beorpagy u MunojeBuh he m3menutu cBojy oueny u3 1927. ronune; Bu-
neru: Anexcannap Bacuh, ,,Cpncku krusicegHy 21achux v MojbCKa yMETHHYKA My3H-
ka“, [y:] 110 co0una nonronucmuxe y Cpouju, 300pHUK panoBa, ypenuuk Ilerap By-
wak, CrnaBuctiuko apymreo Cpouje, beorpax 2006, 248-249, 254-255.

[erap J. Kpcruh, ,,YMernnuku npernen. Krasup-andoym on J. Ypbana — konrnepar I
Jocumna Crano®, CKT, 1. 11 1907, k. XVIII, 6p. 3, 213-214.
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jeuh u3aBaja CeerucnaBa Cranunha koju je beroBeHOBe coHare, opus
28.u 111, 03ByumoO ,,... 6e3 OpaBype U jeBTUHHX edekaTa, Beh akageMcKu
036HMJBHO U Ca MyHAM CpIEM... "

Kpurnuapuma Cpnckoe KroudicesHoe enachuka BUPTYO3UTET je CMe-
TA0 YaK M y MIPAvKoj YMETHOCTU. banepunu, penuresby U Kopeorpady
Hunn Kupcanosoj (Huna BacunbeBna KupcanoBa; poljena xao H. B.
Baneposa / Waner) koja je Ha kpajy ce3one 1931/32. y 6eorpanckom Ha-
POIHOM IO30pHINTY TocTaBmia Oamer Tajra nupamuode Hukomaja Ye-
penmuHa (Huxonait Hukonmaeswmu YepennwmH), MunojeBuh 3axBasbyje
mTo je ,,u30eraBasia akpoOarcke edekre Koju He Uy y OKBHP 030HJbHE

19
OaseTcKke YMETHOCTH .

Mebhytum, My3uukun Kputudapu Cpnckoe KrudcegHoe lacHUKa
YMEJH Cy c€ TUCTAHIMPaTH Of CBOra €CTETCKOI YHCTYHCTBA OHAA Kaaa
Ou oceTHNM Ja Tpej HHMa BEIUKH YMETHHK TPaHCIEHAMPA TEXHHUYKE
rpuQoBe y HCTUHCKY MYy3UKaIHOCT. Taza Ou yTuIIanu cBoje yooudajeHe
npumMe0e; HaMecTo 00jKOTa JoNas3wiie Ou pedn mpu3Hama: ,,CBe KOMIIO-
3WIHje, C TEXHUYKE CTpaHe, CBUpaHe Cy OpaBypOM Koja M3a3HWBa JUBJHEC-
Be, TO je OMJI0 YMETHHUYKO CBUpame MpBora peaa. BuptyosHoct y Ta-
KBOM CaBpILIEHCTBY OCBaja yoBeka. HUKako He TBpAMMO Ja ce Yy TeXHULU
YMETHOCT WCITOJhaBa y CBOjOj HajBeho] BHCHHM, alM TOJIMKA BEIITHHA,
CIOjeHa ca CaBpIIEHOM eJieraHIHjoM U (UHHUM YKyCOM, HaroHH Hac Ha
M3BECHO MOIITOBame".”’

Oo6enexaBajyhu mneaeceTorouIImbUIly pol)ema jeIHOT 01 Haj3Havaj-
HUjUX BHOJMHHCTA CBUX BpeMeHa, Jana Kybenuka (Jan Kubelik), Muio-
jeBHh ycreBa 1a ce cycrnperte oj ynorpede CynpoTHUX PeUeHHUIIa U ce-
Ou HE 103BOJbABA TMCOHAHIU]Y MpeOaluBama: ,,... HeMa CBHpama J0K Ce
U HAjTeKM TEXHUYKU MPOOJIEMH MHCTPYMEHTAIHOT MY3HIMpama He ca-

'8 M. M. [= Munoje Munojesuh: paspememe: Craruma Bojunosuh, Has. deno, 229.],

,,My3uuku npersien. Y crnaBy berxosena®, CKT, 16. IV 1927, kw. XX, 0p. 8, 626.

J-p Munoje Munojesuh, ,,My3uuku npernen. baser Hukonaja Hukonajesuha Ye-
penuuna: Tajua nupamuoe’, CKI, 1. VII 1932, k. XXXVI, 6p. 5, 390. (beorpancka
npemujepa ox 25. jyHa 1932. yjenHo je Ouia u cBeTCKa IMpeMHjepa OBOTa Jieia Kojoj
je, Ha no3uB KupcaHoBe, npucycrBoBao kommo3utop. Hara my6ivka je oaymieBsbe-
HO puMHmIa oBo aeno; yi. Kcennja Ilykyssesuh-Mapxosuh, Huna Kupcanosa: npu-
Mmabanepuna, kopeoepagh u neoazoe, Mysej nozopuinse ymernocta Cpouje, beorpan
1999, 37—-42.) CBoj ctaB na y Ganery ,,BUPTYO3HUTET 03 Ha MOCICIAEHE MECTO™,
MmutojeBuh je caommuTHO MET rOAMHA paHHUje, Y TEKCTy O CIIABHOj PYCKOj OallepiHU
Ann ITaBnoBoj (Auna ITaBnosa [TaBnoBHa); yn. -p Muioje Musojesuh, ,,My3uuku
npernen. Axa [lasnosa®, CKT, 1. IV 1927, xw. XX, 6p. 7, 550.

X. X. X. [= LIpetko Manojnosuh; paspememe: Jbyouna Bophesuh, Has. deno, 503.],
. YMmerHnuku npernen. Konmepar I'. Jana Byxrene®, CKT, 16. 11 1905, ks. X1V, 4,
302. Ha xonuepty npupehenom 28. I 1905. y KonapueBoj nBopanu y beorpamy ue-
KK My3H9ap CBHPAO je UCKJbYIHBO BHPTYO3HY JINTEPATYPY.
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BJIaaajy... Jlanac kaja je cBe OYMIJICAHUJU YMETHUYKH HAJIET U YaK y He-
KM MpaBiuMa u npectik CIIOBEHCTBA Y YOBEYAHCTBY, CETUMO CE U MU
3HAYajHE YJIOTe KOjy j€ MMao, W KOjy jOII YBEK C ITyHOM CHAaroM y ToMe,

¥IMa M BEJIMKH YeIIKN BUOTMHCKH BUPTY03 Jan Ky6emnk >

Ha kpajy, Basba moaByhu u 10O 52 je [7nacnuxoe HETaTUBaH OJHOC
npeMa My3WYKOM BHPTYO3UTETY KOPECTIOHIUPAO Ca CTPOTHM CTaBOBHMA
EBPOINCKHUX KpHUTHUapa. JegaH on MasoOpojHHX capaJHUKa OBOTa 4aco-
nrca n3 3anagHe EBpome — mapucku kputnuap Pobep beprap (Robert
Bernard) — oayuieBiseHO MUIle O METHACCTOTOUIIELEM BUOIMHUCTHU Je-
xyanjy Memyxuny (Yehudi Menuhin) u He 3a00paBiba 1a HCTaKHE KaKO

0Baj CaBpLICHU MJIaId My3H4ap ,,H1je HUMao akpobara®.

2. Kpumuuapu U IUX06 NOCMYNAK: npomuepedHocmu npoceehuearba

Huje camo onbojaH craB mpeMa BHPTYO3UTETy OHMO 3HAK CHAaXKHE
npocBeTUTEJbCKE TeHaeHuuje Cpnckoe krudcesnoz enacuuxa. I npyru,
OpojHM TIpUMeEpH CBEIOYE O TOj MUCHjU Oeorpajickor yacommca. Tako
Cy, IpuMepune, My3UdKU PEHCH3CHTU HEHU30CTaBHO HMHCUCTHUpPAINA Ha
YHUCTOTH CPIICKOTa KEMIKEBHOTA je3MKa M Ha MPAaBUIIHOCTH aKleHaTa —
KaKO y KOMITO3UI[Hjama (COJIO MmecMe, omepe), TAKO U Y HHTEPIpETaIlH-
jama BokanHe My3HuKe JuTeparype.” Hucy mpomymranm 1a yKaxy Ha

2l JI-p Munoje Munojesuh, ,,Benemke. Mysuka. Ilegeceroroaummsuna Jana KyGemu-

ka“, CKT, 1. VII 1930, ks. XXX, 0p. 5, 38.

P. bepnap, ,,My3uuku npernen. My3suka y [lapusy: Benuku AMPUTE€HTH, CIaBHU BUP-
Tyosu, HoBa aena”, CKT', 16. VII 1930, k». XXX, 6p. 6, 621.

Munoje /1. Munojesuh, ,,YMmetanuku npernen. I1. K. Boxuncku: Ilecme 3a jeoan
enac u knasup. Cs. 1, opus 2, 6p. 1-6. Mzname ayroposo. Llena 6 xpyna®, CKT, 16.
VIII 1910, k. XXV, 6p. 4, 302: ,,... [1. K. BoxXHHCKY JekIaMyje YiCTO, jJaCHO U H3-
pasuto, 1 oOpaha maxxmky W Ha MEJIOANjCKEe HUAHCE U IIUPHHY U JIEHOTY MENOJIH]jCKe
munuje. [o rre, kax ce camo oceha nposuHnMjanHu akneHat . Kocra I1. Manojo-
Buh (,,Ymernnuku npernen. Konnepru Hukonaja Opnosa u Mapcena Yammnu. — Kon-
ueptu Mysuuke Illkone u Opkectpa Cmanxosuhi, CKT, 16. 111 1925, kw. XIV, 6p.
6, 459—460), xBanmu HajMmialje u3Bohaue, y cTBapH: MONA3HUKE CLIEHCKOTa cMepa y Oe-
orpazckoj My3ndkoj KoK, MTO Cy je3WYKH MpuMepeHo u3Benu MomaptoBy (Wol-
fgang Amadeus Mozart) onepy bacmujen u bacmujena, ctp. 460: ,,OHo mTO je 60
CHMITATHYHO, a IITO Ce, Ha YKaJIOCT, KOJl HAC PETKO dyje, jecTe /1a je KIbIDKEBHH je3UK Te
BEYEpH OJ1 YUEHNKA ONEPCKOT o7iceka OHO IPHU3HAT KA0 OCHOB MY3HYKOT ONEPCKOT YKUBO-
Ta“. A JoBan 3opko Hehe MporycTHTH J1a HCTaKHE TOMETE YHUCTE ¥ MPaBIJIHE apTHKYJIa-
1mje xopa IIpBor Georpanckor neBadykor IpyIiTea Koje je, noxa ynpasom JloBpe Ma-
taunha, 14. jyna 1925. y Hapoanom mosopuiuty y Beorpaay, ¢ BeaMkuM ycriexom
u3Beno Ilanecrpununy (Giovanni Pierluigi da Palestrina) Mucy nane Mapuenuja:
,,OTpOMaH HampeJak rmeBaya y AWKLHUJH MOKA3a0 je Aa Ce U y OBOME MPEKUHYIO ca
M3BECHUM CTapUM TPAAULMjaMa IeBaYKUX JPYIITABa, U Jia CE U/ie HOBUM IIyTeBHMA.
V. JoBan 3opko, ,,YMeranuku npernen. [japcka neeecma, on Pumckor-Kopcakosa
— Missa Papae Marcelli, on Ilanectpune®, CKT, 1. VII 1925, k. XV, 6p. 5, 387.
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KBaJIUTETE WM MPOITyCTE y CPICKUM MPEBOJMMA OMEPCKUX W OIMEpeT-
ckux nubpera.

Wnak, naxmwy npuBiaun jenad nocedad Bua [ nacHuxoge pOCBETU-
TeJbCKE TEHJACHIM]jE, a TO 300T OJUIMKA MOCTYIKA MY3WYKHX KPHUTHYApa
0BOI'a 4acOIHUCA.

Cpncku KrudicesHy enachuk HAje ONO HU MY3HYKH, HU MY3HKOJIO-
Ky, Beh KibmkeBHU aconuc. He 6u ce, meljyTuM, Morio kKazaTu 1a je
Ta YMHCHHULA Ha CYIITACTBEH HAYHMH onpenenwia Gusnonomujy I nachu-
Ko6e My3W4YKe KPUTHUKE, HJIH J1a je YaKk Omia cMeTHa [ 1acHuKosum KpHu-
THYapUMa Y lUXOBOM TIociTy. VcTHHa je la ¢y My3W4KH PEelleH3eHTH O1-
T yMEPEHH y KopHIIhewny MOjMOBHOT je3UKa My3HUYKE TEOpHje, allu ce
HUTZE HE MOXE ONa3UTH TEeHACHLIMO3HO OJYCTajarbe O CTPYUYHUX TEp-
MHHA J1a OM Cce YIOBOJBHJIO €BEHTYaJHUM OUYCKHBAFMMa YHTAJIAlla KOjU
HUCY YIO3HATH C HOTHUM MHCMOM. My3uuka KpuTuka y Cprckom Krbu-
JHCe6HOM 2NacHuKy Ouia je mpaBa CTpydYHa KpPUTHKA M HUje CHJIa3uia y
pErucTap aMaTepCcKUX pa3MaTpara BAHMY3UYKUX yTHCAKa KOje IPOU3BO-
Jie My3HUKO JIENI0 WIIM My3W4Ka HHTEPIIpETaIyja.

U nmomeHyTy 0AMepeHOCT U y3APKIBHBOCT y TIOCE3amy 3a mpodecu-
OHAJITHUM, MY3HKOJIOIIKAM TEXHHYKUM H3pa3umMa, Tpeda pasyMeTH ¢ 00-
3UpPOM Ha HEHY HCTOPHjCKY T€HE3y, OAHOCHO Kao MOCJIEOHIy jeHOTra
MPETXOHOT pa3iora U cTama. HanMe, y XpOHUYHOM HEIOCTATKY CTPY4-
HUX M CTAJEMIKMX MY3WYKHX YacolHca W Tjacuja, Hama KpUTHKa je
Kpo3 untaB XIX Bek, IpakTUYHO CBE 0 MoyeTka Jpyrora cBeTckora pa-
Ta, OWJIa TIOTJIABUTO HETOBaHA y JHEBHO] W MEPUOIUYHO] IITAMIH U y
KIIDKEBHIM YacomucuMa. Taj KOHTEKCT CUTYPHO j€ YTHIao Ha (hOpMHU-
pambe JOMHUHAHTHOT THIIA CPIICKE MY3HUYKe KPUTHUKE Y H-EHOM YHUTaBOM
pas3BojHOM JIyKy oA npBux Jenenuja XIX croneha, ma no 1945. ronune,
Y TOj TPATUIIjH MPHUIMaIa U My3udKka KpUTHKa Cpnckoe KrbUdicesHoe 2id-

2 ym. Jiparomup M. Jankosuh, ,,ITosopumnn npernes. Ipencrase 3a hake. — Penepro-

ap u roctu. — [ ejuia, CKT, 16. VI 1901, k. I, 6p. 6, 471. (IToxBana [dparytuny bp-
3aKy 3a TayHe akieHTe y npeBoay cruxoBa CugnujeBe /John Sidni/ omepere [ejua.)
Munoje MunojeBuh, ,, Y MeTHUUKH Tiperien. 7pybadyp. Onepa y dyetupu ynHa. Hamm-
cao CanBarope Kapamano. My3uka ox Bysene Bepana. IIpeeo Muan /Iumosuh.
IIpsu nmyT y Cpnckom Haponnowm Ilosopumry, 24. anpuna 1913, CKT, 1. V 1913,
kb, XXX, 6p. 9, 699: ,,I'. Jlumosuh je mokazao ja yme Jia mpeBOJIU ONEPCKO JMOpe-
to*“. Jlyjo Illadppanex-Kasuh, ,,YMernnuku npernen. My3udku kuBoT y 3arpe0y:
Cjene n JKpmea Abpaxamosa on boxunapa llupone. — Ilereac u Menusanoa on Je-
6ucua. — OtBapawbe Humumnoe Teampa, CKT, 16. 1 1924, xw. X1, 6p. 2, 141-146.
Ha crp. 145. ladpanex-Kasuh uspuue Benuke moxsane [lerpy Komosuhy kao mpe-
Bozuony JlebucujeBe My3UUKe OpaMe: ,,... y IPEBOAY [je] A0 CKpajHUX TpaHHULA MO-
ryhHOCTH cadyBaHa M YHCTOTa AEKJIaMallHje ¥ OPUTHHATHA KOMIIO3HTOPOBA My3HUKa
¢pa3za. OBakoBoM u3Bendom adupmupao ce I'. Komouh moHOBHO U Kao My3udap-
YMjETHHUK U Kao IjECHHUK .
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cHuxa. I 1acnukosa KpuTHKa jecTe OWila aHANWTHYKA, HO Ta aHAJUTHY-
HOCT HHMKaJa HUje TPeNia3uiia y IEMOHCTPAIN]y €COTEPUIHE TEPMHHOIIO-
THje HaMehEeHEe 3aTBOPEHOM KpYTY ITOCBEheHHNX CTpydrmhaKa.

On cxBatama Jia My3U4Ka KPUTHKA — YKOIUKO JKeJU Ja Oynie Basba-
Ha — Mopa OWTH CHTyHpaHa y CTPYYHOM MPHUCTYNY U CTPYYHOM je3UKY,
HUCY OACTYNWIH [ 1acHuKo6y KpUTHYapH y LETHHA. Y TOME HeMa pas-
JuKe u3Mel)y TeKcToBa NpoeCHOHATHAX My3UYKUX MHCAIA U OHUX YHjH
cy aytopu Omin oOpa3oBaHM JbyOWTEIbH My3uKe. OICYyCTBO TaKBe pas-
nrke oHemoryhyje yHyTpailmby NeprHoan3annjy My3udKe KPUTHKE OBOT
YJacormuca.

O tome kakBy he BpcTy My3uuke KpUTHKE MOhHM Ja O4YeKyje Ha CTpa-
HHUIIaMa HOBOIIOKPEHYTOI'a YacolMca YuTanall ce yBepasa Beh y mpBUM
roguHama crape cepuje CKI-a. Tako 1[Berko Manojmosuh, mumryhu o
KOHIIepTUMa PyCKHX yMETHHIIa, cecTapa Yepmeukux, roaune 1906. y
Beorpany, y Be3u ¢ NMjaHUCTKUH-OM BepoM 1 B-eHOM WHTEpIpeTaiijoM
[y6eprosor (Franz Peter Schubert) Mapua y Taysurosoj (Karl Tausig)
o6pau, Kopuctn m3pase fortissimo, crescendo, decrescendo.” Jla 6u Morao
€r3aKTHO Pa3yduTH caboCTH MujaHucTHUKe TexHuke Yapnca Jlaypmana
(Charles Laufman), ameprdkor ymMeTHHKa KOju ce Oeorpajickoj myOmumn
npeacTaBuo y jeceH 1906, ManojmoBuh — 1 caM THjaHUCTa U KIABUPCKH
nenaror — Hehe To Mohu 1a yunnu 6e3 nomohu pogecHOHATHOT TEPMHU-
HOJIOIIKOT anapaTta. PenieH3eHT Ham cyrepuuie aa cy Jlaydmanosu aprme-
ho-macaxwu ciaabu, 1a cy My OKTaBe HEUHCTE M JIa je Ha KOHIEPTY o1 28.
okToOpa 1906. ynopHo HeuncTa Ousa ropmha OKTaBa.

CBoje npukaze My3UdKH KpuTHIapu Cprckoe KrbudicegHo2 2NacHUKA
HHUCY mpeonTepehuBaiy MOjMOBHUKOM MY3HWYKE TEOpPHje — OKPETalld Cy
My C€ OKOJIMKO KOJIMKO je TO M3MCKMBAO caMH IpeAMeT wiaHka. Kana
OINCYyje YMETHUYKE W TEXHUYKE BPJIMHE XPBATCKOT BHOJIOHYEIHCTE JO-
cuna Crano, [lerap Kpctuh cBenjeHO roBopu O HETOBUM 3a0KPYKEHUM
¢pazama, 0 OJJIMYHO] TEXHULU Bohema Tynana u jenHako 100poj yBex-
GaHOCTH y CBUpamby y apTHKYJIAlHju staccato.”’

Muoje MusojeBuh, IpBH CPIICKU TOKTOP MY3HMKOJIOTHj€, HAKO Cy-
MepropaH 3HaJal] CUCTEMAaTCKe MY3HKOJIOTHje, YECTO j€ Y CBOjUM KpH-

¥ X. X. X. [= llperko Manojnouh; paspememe: Jb. Bophesuh, Has. dero, 503.],

. YMerHuukH nperaen. Konuepru cecrapa Uepwenxux®, CKI, 1. V 1906, k. XVI,
6p. 9, 705.

X. X. X. [= LBerko Manojnosuh; paspememe: Jb. Bophesuh, Has. deno, 504.],
»YMmerHnuku npernea. Konnepar I'-he barp-Mapmu u I'. Jlaypmana®™, CKT, 16. XI
1906, k. XVII, 6p. 10, 785.

Merap J. Kpcruh, ,,YMernmuaxu npernexn. Krnasup-ardoym on J. Ypbana — konuepar I
Jocumna Crano®, CKT, 1. 11 1907, k. XVIII, 6p. 3, 214.
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TUYKUM HalMCUMa JaBao MPEAHOCT CII000JHOj, €CEJUCTUUKO] Hapaluju
HaJl CTPUKTHOM MY3HKOJIOIIKOM enaboparujoM. [Ipema MHOTUM mOKa3a-
TeJbUMa MOXeE Ce 3aKJbYUHTH J1a HHje 0J0annBao HEMOCPEIHY CHAry T3B.
OOMYHOT je3WKa Mpef CTPYKTYPOM U, HapOUdHuTO, ,,3HaYCHeM My3HYKOT
YMETHUUKOT JleJla U My3WdKe HHTeprperanuje. Mehytum, an Munoje-
Buh HHje 3arocTaBba0 My3UUKy TEPMHUHOJIOTH]Y, Makap ce ’OMe HHKa-
na Huje pasmeTao. Kama naOpaja npeaHoctu BuonnHUCTe JoBaHa 30pka
OH HE TOBOPU CaMO O HETOBOj AYOOKO] MYy3MKAIHOCTH, HETO M O CUTYP-
HOM Boljerby TyJana M 4HCTOj MHTOHAUHMju.”® A KaJa CaomITaBa CBOje
YTHUCKE C KOHIIEpTa KOjH je mpex kpaj 1913. rogune, y 6eorpaackom Ha-
POJTHOM TIO30PHINTY, OJipKajia MujaHUCTKUba Jenuna Cybotuh, Muoje
Munojesuh xBanu men 3acuhenn Tou u passujenu Anschlag.® TIpumep
ycIiene JIMTepapHe TPAHCIO3UIMje CTPYYHHX 3alaxama, OJXHOCHO yIie-
YaTJFUBOT @ HECTPYYHOM YHTAOILy OCTYITHH]ET je3MUYKOCTHUIICKOT PErH-
CTpa, Hanma3uMo y MunojeBuheBoj KpUTULH TpHjy OEOrpajcKuX KOHIIE-
pata HopBemkor TeHopa Kapna Arapna Ecteura (Karl Aagaard Oestvig)
KOjH je, y3 KIIaBUpCKy capaimy VMBana bpesosiueka, nesao 23, 24. u 25.
centemOpa 1925. y nBopanu Hosor ynmBepsuteta: ,,O0um riaca I,
EcrBura Huje Bennku. TOHOBH BHCOKOTa PEerucTpa BeroBora TeHopa He-
Majy THIIKOCTH, HH TIPHjaTHOT XyOopa, HM MeTayia, HH BEIypHE COHOP-
HOCTH CpeAmer 1 AyOOKOT peructpa. Anu Taj HejpocTaTak je boraro Ha-
JOKHal)eH LeJIOKYITHOM yMeTHHYKOM noctaBoM I'. Ectura. OH je Bajap
npeumBEeHNX MEJIOM]CKIX JIMHM]ja, ¥ KaJla Cy OHE y TpaHuIlaMa oOmMa
ETOBOT'a IJIaca... OH Jiaje caBplleHa Jelia IpoyObeHe KaMepHe CTHIIH-
CTHKE y CBHMa NpENMBUMA, Ol HMHTUMHE CPAAYHOCTH A0 OOJHE MPHTY-
IIEHOCTH, WJIM KPHKa JyIIe Koja rpia y cy3ama... Jlo)KuBIbaju Cy CHTYp-
HO 1 mojaBe I'. EctBura Ha ormepckoj crienw, jep je I'. EctBur ymeTHHK 011
JKUBOTAa TEMIIEpaMeHTa, CYreCTHBaH, JApaMaTHyaH y H3paszy, U yMme Jaa

30
CTBOPHU U OJIP’KM KOHTAKT ca Ciyliaonuma.

3a — ycnoBHO roBopehrt — METOAONOIKY MOCTYNaK [ 1aCHUKOBUX MY-
3WYKUX KpUTHUYapa KapaKTePUCTHYAH je YIIPaBO TPETMaH CTPYYHUX TEPMH-
Ha ¥ apryMeHata. TpeOa, HanMe, 0OpaTUTH M)XKy Ha TO y KOJUM C€ AEN0-
BUMa KPUTHYKHX Hamuca Hajuemhe jaBibajy My3HUKOTEOPH)CKU TEPMUHH.

2 Munoje Munojesuh, ,,YMeruuuxu npernex. Mysmako Marune I-fume Jene Jlokuh 1

I'. JoBana 3opko, y camu ['pahancke Kacune 3 okroopa 1910 rogune”, CKT, 1. XI
1910, xkm. XXV, 6p. 9, 695.

Munoje Mwunojesuh, ,,Ymernuuku npersen. Konnepar I'-hune Jemne Cyboruh y Ha-
poxHOM ozopuuty 16 nenem6pa 1913 romune™, CKT, 1. 11914, k. XXXII, 0p. 1, 57.

29

30 M. M. [= Munoje Munojesuh; paspememse: Bibliografija rasprava i ¢lanaka, knj. 13:

Muzika, Struka VI, A — R. Glavni urednik Marija Kuntari¢. Jugoslavenski leksiko-
grafski zavod ,,Miroslav Krleza“, Zagreb 1984, 520.], ,,benemke. Konuepru. Tpu
konuepra ['. Ecrura®, CKT, 1. X 1925, x». X VI, 0p. 3, 237-238.
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Kana ce cryaupajy my3uuke KpuTHKe Y CprcKkom KrudcesHOM 2ia-
CHUKY YHTAaOIly BeoMa Op30 BeXe MaXmky OJUIMKA KOja yjelubyje CBe
ErOBE MY3WUKE PEICH3EHTe, Y 00e cepHje Jaconwuca. To je ymaabuBa
HecpasMmepa u3Mel)y, ¢ jeaHe cTpaHe, OHHUX JeJ0Ba KPUTHKA y KOjUMa ce
pacnpasiba 0 opel)eHOM KOMITIO3UTOPY M CTPYKTYPHU HEroBora Jiea, u —
C JIpyre CTpaHe — OHUX IIeJIMHAa TeKCTa y KOjuMa ce Ipyska aHanm3sa 0eo-
rpajicke WHTEpIpeTanyje OJHOCHE KOMIIO3HIIMjE W CYTepHIle HheHa
BpeaHOocHa oueHa. [1o mpaBuity, OATIOMIM KOjU MPENCTaBIbajy caMo AEI0
U HBErOBOI ayTOpa HENPONOPLIMOHAIHO CYy OOMMHHUJU y OJHOCY Tpema
OTICery KpUTHUKE aHAIH3€ ¥ OLleHe H3Bohema.’ '

Cpncku KrpudicegHu 2nacHuK M3N1a3uo je y po0a Kaja ce CprcKa My-
3MKa Haja3mia y yOp3aHOM TIpOIleCy pa3BUTKA U eMaHIUIAIN]e, i je,
TO BaJba HATJIACHTH, MPBa MOJOBHHA XX BEKa jOII YBEK MpelCTaBIbaia
BpeMe y KojeM je Tpebano GopMupaTH U HeKe O]l HajOCHOBHHUjUX elieMe-
HaTa HAIMOHAJHE My3HWYKe YMETHOCTH M KyIType. My3WdKH KpUTHYApH
Iacnuxosu HUCY OMITM caMO CTPYYHH peleH3eHTH, Beh u mpoceTHTe-
Jbu. Y HHUXOBUM KPHUTHUKaMa 10 MPBH MYT CE MPOroBapaio O MOjeIuHUM
€BPOTICKUM KOMITIO3UTOPHMA, OJHOCHO OCTBapemHMMa Koja je v To moba
Hama myOJiika MMalia IpWIHKe Jia yrmo3Ha. [Ipu TakBoM CTamy Hailer
MY3HYKOT JKMBOTa JIaKO j€ pasyMeTH Ja cy KpUTHYapu cMaTpaiu Ja je
HOTPeOHO OIMIIMPHO TOBOPUTH O MY3HUYKHM JeJHMa Koja je beorpax tix
TOJIMHA TIPEMH]EPHO CITYIIIAO.

3ajeTHIYKO je CBUM MY3WYKHM KPUTHYApUMa TO Ja CY Y My3HIKOH-
CTOPHjCKUM H MY3HMUYKOTEOPH]CKHM JICJIOBUMAa CBOJUX WIAHAKA HajBUILE
HACTYIAJIX ca CTPYYHUM ITOjMOBHUKOM. VCTO je Tako 3a HUX TUIUYAH U
JIPYTH MOCTYIAK: Y HEPETKO OCKYIHUM U jEHOCTABHUM KPUTHUYKUM pe-
(dbnekcrjamMa 0 MHTEPIpPETANHjH, PEIOBHO ce ociobahajy mpodecuonan-
HOT' peYHHMKa W TIpeniaze Ha ommTe u3pase. Ty, yjeqHo, U I0Ja3uMo J0
OCHOBHE cnaboctu [ nacHuxoge My3UdKe KPUTHKE.

Hanme, kako cMO PUMETHIN Y jeHOj PaHH]jOj MPWIHILH, U3 TepCIeK-
THBe MUHYJOr XX Beka — croneha 00eNeKeHOr CHAKHUM YCIIOHOM METO-
JTOJIOIIKUX CTYAMja y CBUM 00JIaCTMa HayKe O YMETHOCTH — OTPABIAHO j€
MOCTAaBUTH MUTAE: UMa JIH, Y KPUTHIKOM THCAY O YMETHOCTH, UKaKBOT
MeTOoJ0oMKOr nporpeca?”” ¥ uacy Kaja TpeGa HCTYIIUTH C BPETHOBAEM,
a MOTOTOBO Kajia BepOaTHUM U3Pa30M Basba MPEHETH YTHCKE O MY3WYKOM
Jieny Win u3Bohery, My3U4KH KpUTHYAp ocTaje Oe3 OociioHIa. Y HemocTar-

31 Pasyme ce, oj1 OTIHCAHOTa Ce M3y3MMajy KPHTHUKE GeNeIlKe MOjeAMHNX KPUTHIApa —

CacBHM KpaTKe OlleHe MYy3MUYKHX Jorahaja y KojuMa 300T Malor mpocTopa HUje HU

MOTJIO OUTH MIMpPE PacipaBe 0 KOMIIO3UTOPY ¥ U3BEJCHUM JEIUMA.

2 Bupern: Anekcannap Bacuh, ,,My3uuku kputnyap ['yctaB Muxen, Mysukoroeuja,

Beorpanx 2004, 6p. 4, 193-194.
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Ky CTPYYHHUX CKBHUBAJICHATA, KPUTHYAP TaJa MOCEKE 32 OHUM YUME MHO
pacronaxe — 3a HSTEXHHUYKHM, ,,00MYHAM * je3UKOM.

MelyTuMm, cariaenaTé MocTojame jeIHOTa KPYIMHOTa METO/I0JIOIIKOT
npo0jeMa He Mopa HYXKHO Jia Ce 3aBpIIH MOTIYHUM OAyCTajamheM O]
ETOBOT pelaBama. YecTo moctoje MoryhHOCTH 1a ce Tpo0iieM — ako ce
Beh HUKaKo He MOXe 3200uhu — OapeM JIETUMUYIHO PEIII.

Kana cBojum (u motomuM?) untaonuMa Tpeba Ja MpUOIIKe yMeT-
HOCT MY3HMYKOT M3Bolada, 1a ¥ KOMIIO3UTOpa, Kputudapu Cpnckoe Kibu-
JHCE6HO2 2NIACHUKA YMHE TO TaKO A3 KHUXOBHM CaBPEMEHHUIMMA, a Hapo-
YUTO HaMa, UICTOPUIApUMA, T¢ BUXOBE €1adopalrje CBOjoM HEer3aTHO-
urhy He Ka3yjy MHoro. [la BuanMo npumepe.

Y Haponnom nozopumty y beorpamy, 30. mapra 1902, koHIEpT je
oIp)Kana pycka NpuMajgoHa, KoHTpaaldr Mapuja ['oposbenko-/losbrHa
(Mapus I'oponenko-/lonuna). O meHOM meBamy numie [[Betko MaHoj-
moBuh: ,,I'-ha omuua-I"opieHKo uMa alnT o1 HEOOWIHO BEITHUKOT 00MMa,
MajCTOPCKH BJIaJla TEXHUKOM, T€ HHUJjE YyJO0 IITO j& Ha jypHIl 3aa00uia
CpLa CBOjUM JICTI0 HUAHCHPAHUM H3BONEH-EM, CBOJUM Pa3JIOKUTHM TY-
MaveheM, U CHIMHOM H3pa3a MOYy3AaHOT y OOJIACTH M JHUPUYHHAX Kao U
IpaMcKux edekara... Ha OMINTH 3axTeB [Mopana je] nomatu lllymaHoBo:
Ich grolle nicht (Ja ce ne cpoum). To je oTnepana BanpegHo™.”

Haxko ce y nuTHpaHoM maca)xy MOXe OCETHTH Ja je KpuTHdap u3 pe-
Ja CTpy4mbaka, y jeJHaKoj je MepH eBUAEHTaH (IOTAaHTaH CTaTyC Hero-
Bor npucryna. llIta moxe, kako untaonuma Cpnckoe KreudicesHoz 2ia-
cHuka n3 1902. roguHe, Tako UCTO U UCTOpUYApy CPIICKE My3HUKe KpH-
TUKE MilaleM CTOTHHY I'OJIMHA, Ka3UBATU U 3HAYUTH ayTOPOBA HAIIOMEHA
Ja YMETHHUIA ,,MajCTOPCKU Bjiaga TEXHUKOM WM 1a je ,,TO... OTIEBaia
BaHpeaHo“? OBe cy ce (popMyJIannje CBaKako MOTJIE 3aMEHUTH TIPHUKIIA]I-
HUjOM, CTPYYHOM JECKPHUIIH]OM M3 KOje OCMO MOTJIM pa3a3HaTH ayTeH-
TUYHU HUBO NeBayke crpeme U BemtuHe M. ['opossenko-/ossuna. [a ce
HE 33Ap)KaBaMo Ha IIOTIIYHO] HeoapeheHocTH nu3pasa ,,Jierno HUaHCUPaHO
M3BOhemE™ W ,,pa3I0KUTO TyMauekwe . Yak ce U Ha cpa3MEepHO MambeM
MPOCTOPY KOjU KIbMDKEBHH YacONMCH Hajuemrhe ofBajajy 3a My3WYKY
KPUTHKY MOTJIO TOJpOOHHWje M TpedninheHje TOBOPUTH O HABEACHUM
acriekTuMa TexHuke u ymeha pyckor m3Bohaua. A [rachux HUjE MTEIE0
CBOj€ CTpaHHUIIE Ha YIITPO My3UYKe KPUTHKE.

Ha m3ocTanak Hamopa y mpaBily NMpenu3HUjer U3paxkaBama O H3BO-
haukum momerMMma Mys3Huapa Hawjaa3uMoO M y APYrHX Kputuuapa. Tako

3 wkx [= [Iperko Manojmoenh; paspemesse: Jbyouua Bophesut, Has. dero, 502.],

L, YMeTHI4kH npernnen. Konnepru: — A. I'pundenn. — beorpancku BojHE opKecTap. —
I'-ha Topnenko-Jomuna“, CKT, 1. V 1902, k&. VI, 6p. 1, 705.
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[erap Kpctuh cBemoun o Hactynawuma Emanyena Onmpkrudeka (BUOIH-
Ha), JenucaBere AnekcannposHe Kanyxcke (EnnzaBera AjekcanapoBHa
Kamyxckas), suonuaa, 1 Mapu XenepoBe-Canenke (Marie Hellerova-
Sadecka), kmaBup. O cBupamy Tora TpHuja y 6eorpajckoM Hapomaaowm mo-
3opuiuty 24. HoBeMOpa 1909. cpricku komnosuTop nure: ,,1 ako cy cBa
TPU YMETHHUKA AOPACIIM [IOCTAaBJLEHUM UM 3aJaTHHMa U caBlahuBamu ux
CaBPILEHO U TEXHUYKH U y U3BO)CHY, UITaK j¢ Y aTMOC(EepH HEI0CTajajao

oHor mpagor erepa“.**

[Ipemua ce M0XKBJbA] M3BOhEHA MYy3UYKOI YMETHHYKOT Jieja HE
MOXKE y CBEMY NMPHUBECTH PAIIMOHATHUM O0jalllehMa H CTPYYHOM I10j-
MOBHHUKY, ¥ TIPEMJIa C€ OJ MY3WYKEe KPHUTHKE, KPeaTHBHE a HE HaydHE
JHUCIHUIUTHHE,” HEe MOYXE OYEKHBATH Ja Oy/Ie MPeLr3Ha MOMyT jeHe Teo-
pHjCKe CTYIH]je, UIaK Ce HE MOXKEMO OTPTHYTH YTUCKY JIa j€ Halll KpUTH-
Yyap, MHA4YC KOMIIO3UTOP, JAKIC KOMIICTCHTaH My3H4ap, CYBHIIE JaKO
MPUTPIINO CHUHTArMy ,,CaBplIeHO U3Boheme™, a Jia MPETXOJAHO HUje HU
MOKYIIIA0 HEMmTO ojpeleHnje ucka3aTu 0 HaBeICHUM WHOCTPAHUM H3BO-
haunma. HemaTepujamHo mpoxuMame Cirylanana Koje MPOu3BOAH eMH-
cHja My3W9Ke YMETHOCTH, UIIaK ce Ja IJIaCTHYHHjEe U AyOJhe MpUKa3aTH
YUTAOIMMa HEro MPHUCTajarhbeM Ha KOHBEHIIMOHAIHE, O0e300jHe (hpase Ko-
je ce rpajne of ,,0HOT MPaBor eTepa‘’.

Onwcana pemema / 1acHuUK0gux KpUTHIapa y 1MojelMHAM Cy ce CIIy-
YyajeBUMa MpoTe3alla U Ha O0JIACTH KOje Cy MPUCTYNauyHHje TEXHUYKOM
HPHUCTYITY 0] cepe My3WdKe HHTEPIPETAIHje — MUCIHMO Ty Ha HHCTPY-
MEHTAIM]y WIKM aHATUTHYKY XapMoHH]jy. [Inmyhn o HopBemKoM pomaH-
tnuapy Ensapny [pury (Edvard Hagerup Grieg), LlBetko ManojnoBuh
HOMHIbE U U3BPCHE IOCTYIIKE HB-ErOBOT OpKecTapckor criia. Hamecro na
YKake Ha KOHKPETHE acliekTe [ puroBe MHCTPyMEHTAIIU]e, CPIICKH MY3H-
yap uzabupa Heoapehene popmynanuje: ,,Kao mysuuku konopuct ['pur
je jemaH on mpBUX yMeTHHKA. EberoBo memame '00ja y opkecTpy’, TO
jecT KOMOWHOBam€ pa3HUX HMHCTPYMEHAaTa, UMa Heuezca ocobumoea
[moxB. A. B.], caMo meroBora; MCTO TaKO HETOBO TCHHAIHO MEIIAHE
MHOTO OTpaHHYEHHjHX 'BOKAIHHX 00ja’, TO jecT rmacosa y xopy“.’® V

4 Merap J. Kpctuh, ,,.Ymeranuku nperien. Onepcko Bede meBaukor apymrsa Cmanko-

suh. — Konuepr Buonuuucra ®@panna on Beueja. — Konnepar na Buonnan Emanyena
Onpgpuueka u I'-hy JemmcaBere AnexcanngposHe KamyjckoBe u muanuctkumbe [-he
Mapuje Xenep-Canenuxe, CKT, 1. XII 1909, ks. XXIII, 6p. 11, 867.

VY Tymauerwy NpUpOJe KEbIKEBHE U, YOIIITE, yMETHHYKE KPUTHKE, cienuMo Caero-
3apa Iletposuha, Priroda kritike, Samizdat B92 (Edicija ,,Re¢*), Beograd 2003%!: O
pojmu knjizevne kritike®, str. 319-332.

[Henormucano] [= LiseTko ManojnoBuh; pekoHCTpyKIHja ayTopcTBa: Jbyouma Hop-
hesuh, Has. deno, 502.], ,,benemke. Ymernoct. Konneptu®, CKT,, 16. VI 1902, .
VI, 6p. 4, 959.
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ucrome Tekcty LIBeTko MaHojnoBuh u3nBaja Beoma ycmene MocTynke y
Lecemoj pyxogemu CreBana CtojanHoBuha MokpamLia, ald HU Ty HE Ha-
MepaBa Jla HamycTH moiryonpehene dopmynaruje. ManojnoBuh xBamu
,»OPUTHHAIHY MEJIOIUKy™ (sic!), ,,peTke XapMOHUYHE JIeroTe " u ,,0J1aro-
ponue koMbuHarmje” Mokpamuese.”’ A yak 64 U jelaH KHbHKEBHU da-
COIIHC M3/IP’KA0 €T3aKTHHje KaTeropusaiyje o Tako oxpeheHnm obmacTu-
Ma KaKBe Cy MEJIOJIMKA M XapMOHHja!

Vctunu 3a BoJby, HaBeIeHE IPHMEpe HEAOBOJBHOT Tpyaa [ 1acHuUKo-
6uUX MY3WYKHX KpUTHYapa Jia mpoHal)y cTpy4yHe eKBUBAJIEHTE 3a CBOjE
YTHCKE W HamoMeHe, Tpeba pasyMeTu ¢ 0O3MpOM Ha TpaAMLMje Halle
cTapuje My3W4Ke KpuTHKe U myonumucTuke. [la cy [ nacnukosu My3ndku
MUCIM — MAKO IIKOJIOBAHW Y MY3WUYKUM IeHTpuMa MojiepHe EBpore —
OWM Ty>KHUIIM poMaHTU3Ma cpricke my3ukorpaduje XIX Beka, jacHo ce
3araxca y TojeqHHUM, jOIl IPACTUIHHUjUM THIIOBHMA (opMyJialiyja.

VY 0ACYCTBY TEeXH€ Ja C BHUIE KOHKPETH30BAaHHMX 3allaKamba U y
MUPHHjEM CTHIICKOM PETUCTPY MPOTrOBOPH O YMETHOCTH HHTEPIIPETAIIU]E
nujaHucTkumbe Jenene Jlokuh, Kao m 0 caMoj My3HUITH KOjy j€ OHa Tpel-
ctaBuia, Munoje Munojesuh paguje nmpuberaBa maTeTUW U T3B. OHO-
rpadckoj meronu: ,lloercku ca myHo m3paza I'-huna Jloxuh cBupana je
KamnankoBa Chanson triste, Ty 601HYy iecMy HecpehHOT yMeTHHKa, KO-
J¥ je MayeKko HerJAe IOJ| JyKHHM CYHIIEM IUIaKao, JOK I'a je cyBa 0oJiecT
TMOATpPU3aNa U KHBOT My JaraHo mina“.>* Wi, y ucToMe Hamucy, o Kia-
BUpCcKUM komanuma EnBapna [pura: ,,... MOJ HEHAM TPCTHMA IIAPEHU
JISTITHP Jienpiiao [je] kpuauma Haja nBeheM W jaCMUHOM Y NMUKaHTHOM

nUpCcKoM Komany HexHora I'pura (Papillon).”

[open japkux u3iHMBa MaTeTuke, I 1ACHUKOBU MY3UUKHA KPUTHYAPH
Cy W Ha Jpyre HauyMHE OTKPUBAJIM CBOjy BE3aHOCT 3a HacieheHe ysyce
pOMaHTHUKe MIKoJie mucama o my3unu y XIX Beky. Iloroxbe crapwmje
nomahe KpuTHKe oOyXBaTayie Cy OCBPTE Ha peakiyje MyOiHuKe Ha KOH-
LePTAMA WIH My3HUKHM MO30PHIIHUM TPeCcTaBaMa,’’ kao U Ha IpernpH-

37 Hcero.

3 Munoje Munojesuh, ,,YMeruuuxu npernen. Mysuako Marune I-fumne Jene Jokuh 1

I'. Joana 3opko, y camu ['pahancke Kacune 3 okrobpa 1910 roguue, CKT, 1. XI
1910, x®». XXV, 0p. 9, 695.

¥ HUero.

4 Bupern Hrp. cienehe kputuke: Munoje Munojesuh, ,,YmerHuuku nperien. Kues

UBo ox Cembepuje. — Onepa y jenHom uuHy ox bpanucnasa Hymuha. Mys3uka ox
HUce bajuha. IIpeu myt y npusatnoj onepu . XKapka Casuha 6 janyapa 1911 roagu-
ue“, CKT, 16. 11911, xm. XXVI, 6p. 2, 160. (Onepa je nmana ycnexa Kox myOIuKe. )
Jenan mysmuap [= boxwunap Jokcumoruh; paspememe: Jbyonna Hophesuh, Has. de-
n0, 333.], ,,YMETHHUKH Hperiien. Y apykeme 3a KaMepHy My3HuKy HacTaBHUKa Cpr-
cke Mysmuke lkone”, CKT, 1. XI 1911, k. XXVII, 6p. 9, 704. (Oner mo3uTUBHO
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yaBame (padysa omnepa u onepera. O oBora mocieaAmer y [ nacHuxy ce
penaTuBHO Op30 OMYyCTallo, ald y MPBAM TOJWINTHMA HAWUJIA3UMO Ha
Mpakcy Jia ce y KPUTHYKHUM TEKCTOBUMA HEYIOPEJHMBO BUINE MecTa
0/1BOju 3a (habyJiapHU CaXKeTaK HEKOT CIIEHCKOT JIeJia, HETOJTH 3a KPUTHY-
Ky OLIeHy M KapaKTepUCTHKY caMor u3Bohema.”!

%k sk sk

My3suuka kputhka Cprckoea KrbudicesHo2a 2ndachuka ouna je cTpyd-
Ha, aHAIATHYKA KpuTrka. OHA je KPUTHIKA TPEACTaBJLeHUM HH(pOpMa-
MjamMa O €BPOICKO] MY3HWIIM CHAKHO IOJUIIa HUBO CPIICKE MY3HUKE
KyIType y TpBoj nonoBuHU XX Beka. MelyTum, y 1eIoBiuMa TeKcTa rie
je Tpebaso TOBOPUTH O YMETHUYKO] BPEAHOCTH W OJJIMKamMa H3Bohema,
OHA je — BHUIIIE HO LITO je TO MO MPHPOAU MY3WYKE KPUTHKE HYKHO —
yMeJa TI0Ce3aTH 3a JUTepapHUM CTUIIOM, MeTadopama U CHHecTe3Hnjama,
a TIeKaj M 3a MIabJOHCKUM M OaHaJIHUM u3pasuMa. [Ipen miany cprcky
My3W4Ky cpenuny kputuka CKI-a cTaBWiIa je HajBUIIE €CTETCKE 3aXTe-
Be, M 3aTO je BUPTyO3uTeT OMo ojabaueH. MicroBpeMeHo, Ta UCTa KPUTH-
Ka, MaKO0 KOMIIETEHTHA, HUje I0CeI0BaIa BPCTY U Mepy ayTopedeKCHB-
HOCTH Ko0ja 0m je oHemoryhuia fga y oapel)eHUM TpeHyIInMa CTPYUYHY €T-
3aKTHOCT 3aMEHU cla0uM WiH HeyOe bHBHM (opMmynanujama. ¥ ToMm
CerMenTy [/ nacHuxoga KpUTHKa HUje Ouia yBeK Ha HUBOY KOjH je, Y Apy-
TOM CMHCITY, 3aXT€BaJIa OJ1 CPIICKUX My3Udapa 1 O CpIICKe ITyOinKe.

pearoBame ciymianana.) Muoje MwuiojeBul, ,,YMeTHuuku nperaen. Bacmujan u
bacmujena. Komnuna onepa y jeqHom unHy. Mysuka on Momapra. Teker o ¢pas-
nyckom on Opunpuxa Bajckepna. [Ipepana Puxapna Knajammxma. [Ipeseo C. JI.
Mujankosuh. IIpsu iyt y Hapogaom Ilozopumty 14 nemem6pa 1911. — Konmepr
Bemumupa Jlozene y Hapomuom IMozopumry 22 nenem6pa ose romune, CKT, 1. 1
1912, k. XXVIII, 6p. 1, 69. (Ilybmuka Hapoanor nmozopuimra xiaaao npuMmia Mo-

HapToB POKOKO 3I/IHFIHHI/IJ1.)

" V. onepercke kputnke I'ycraBa Muxena: I'. M. [= 'ycraB Muxerr; paspeimebe:

Jby6uua bophesuh, Has. deno, 512.], ,,.YmeTnuuku nperien. JIymka. Onepera y Tpu
4HHa, ¢ npeaurpom; Hanucao Mopuc Opnono. Mysuka og Eamonna Onpana. — Cum-
¢onujcku kouueptu, CKT, 16. 111 1902, k. V, 6p. 6, 465-466; Uctw, ,,[Tozopuiusu
npernen. Opgej y naxny. Onepera y uetnpu ynHa o XK. Odendaxa“, CKT, 1. VII
1902, xw. VI, 6p. 5, 1029-1030; Uctw, ,,YMeTHHUKH Tperien. KopHegumcka 360HA.
PomaHTHYHO-KOMIYHA omepeTa y TpH unHA. Mysuka ox Pobepra ITnankera®, CKT,
16. X1 1902, xm. VII, 6p. 6, 468—469.
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Aleksandar Vasié

SERBIAN MUSIC CRITICISM IN THE FIRST HALF OF THE
TWENTIETH CENTURY: ITS CANON, ITS METHOD
AND ITS EDUCATIONAL ROLE
(Summary)

Serbian music criticism became a subject of professional music critics at
the beginning of the twentieth century, after being developed by music amateurs
throughout the whole previous century. The Serbian Literary Magazine (1901—
1914, 1920-1941), the forum of the Serbian modernist writers in the early
1900s, had a crucial role in shaping the Serbian music criticism and essayistics
of the modern era. The Serbian elite musicians wrote for the SLM, and therefore it
reflects the most important issues of the early twentieth century Serbian music.

The SLM undertook the mission of educating its readers. The music culture
of the Serbian public was only recently developed. The public needed an intro-
duction into the most important features of the European music, as well as de-
veloping its own taste in music. This paper deals with two aspects of the music
criticism in the SLM, in view of its educational role: the problem of virtuosity
and the method used by music critics in this magazine.

The aesthetic canon of the SLM was marked by decisively negative attitude
towards the virtuosity. Mainly concerned by educating the Serbian music public in
the spirit of the highest music achievements in Europe, the music writers of the SLM
criticized both domestic and foreign performers who favoured virtuosity over the
‘essence’ of music. Therefore, Niccold Paganini, Franz Liszt, and even Peter Tchai-
kowsky with his Violin concerto became the subject of the magazine's criticism.
However, their attitude towards the interpreters with both musicality and virtuoso
technique was always positive. That was evident in the writings on Jan Kubelik.

This educational mission also had its effect on the structure of critique
writings in the SLM. In their wish to inform the Serbian public on the European
music (which they did very professionally), the critics gave much more infor-
mation on biographies, bibliographies and style of the European composers,
than they valued the interpretation itself. That was by far the weakest aspect of
music criticism in the SLM.

Although the music criticism in the SLM was professional and analytic one,
it often used the literary style and sometimes even profane expressions in de-
scribing the artistic value and performance, more than it was necessary for the
genre of music criticism.

The music critics of the SLM set high aesthetic standards before the Serbian
music public, and therefore the virtuosity was rejected by them. At the same
time, these highly professional critics did not possess a certain level of intro-
spection that would allow them to abstain from using sometimes empty and un-
convincing phrases instead of exact formulations, suitable for the professional
music criticism. In that respect, music critics in the SLM did not match the stan-
dards they themselves set before both the performers and the public in Serbia.

(Translated from Serbian by Dr. Ranka Gasic)
UDC 78.072:78.01](497.11)»1901/1941%»
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Jenena Josanosuh

Y INIOTPA3H 3A )KEJbEHUM OBJIUKOM:
KUBO MPUCERAILE CAMOYKOI' CEOCKOTI'
CBUPAYA"

Ancmpakm: Pan je nonpuHOC H3y4aBamby My3HUKEe MEMOPH]jE KOJ CaMOYKUX
JApOBUTHX CBHpaya, HOCHJIAIA CEOCKE My3WUKe Tpaauluje. AHAIM3UpaHa je
My3H4Ka IPOMEHa IpH U3BohemY y TOKY ,,KOTHUTHBHOT HHTEpPBjya“ Kaja Io-
JlaIy Ipena3e U3 MacUBHOT y aKTHBHO My3uuko nmamheme. IIpn Tome OutHy
yJIOTy UMa ¥ MOTOPHA KOMITOHEHTA.

Kwyune peuu: npojauie, nyTHAYKa cBUpKa, lllymannja, My3udka MemMopuja,
JIyropo4Ho namheme

OBaj pan je 3aMUIIJBEH Kao MPWIOT UCTPaKUBAmBUMa U3 00IacTH
KOTHUTHBHE TICUXOJIOTHje MYy3HKE — KOHKPETHHje, Ka0 MPUIIOT MpoydYa-
Bakby My3HUYKE MEMOpPH]e, TO jecT, ,,0MXejBUOPAITHOT N3BOhema MPeTXo/-
HO HAy4YEeHOT MY3WYKOT MarepHjaja y KOjeM 3HadajaH yAeo WMa U Mo-
TOpHA KoMIoHeHTa . Paji je MCTOBPEMEHO U TPUJIOT Ca3HAmHMA O CTBa-
pamy CTPYKTYPHUX MOJIElNa y TPoLecy My3UdKe KOTHHIHje OHUX CAaMOYKHX
JMAPOBUTHX My3Huapa udje ymehe mpumama Kopiycy yCMeHe, TPaaullHjcKe
My3udke npakce. Koymko je mo3Haro, o mpodjeMumMa My3HIKe MEMOpPH)E Yy
OBOM CErMeHTY My3HuKe KyIType IICAHO je BeoMa Maso,” TaKo Ja je OBaj
HPIIIOT MICTOBPEMEHO H jeIaH OJ1 TOYETHUX KOpaKa y TOM HPaBILy.

HcrpaxuBame oBe npodiemaruke omoryhuo je cycper ca Mumaau-
HOM ApceHujeBuheM, BEIITHM CBHpavyeM Ha TPaJUIMOHATHUM HHCTPY-
MEHTHMA, OCTBapeH MPUIMKOM MOT €THOMY3HMKOJIOIIKOT MCTPaKHBAHa
Ha Tepeny Lllymanuje. Tom mpuimkoM 3abenexeH je ciydaj Kajga je
OBOM CBHpady, HaKJIOHEHOM MOJEPHHM]EM CBHPAYKOM perepToapy 4uje
je m3Boheme pa3Bro 10 CaBpIICHCTBA, yiryheHa Moa0a 1a JeMOHCTPHpa
(YHKIMOHAIHO U CTPYKTYpPHO Pa3fIMUUTy CTApPUHCKY, MYTHHYKY, OJHO-

OBaj paz je pe3yaTar npojekra Mysuxa Ha packpuihy — cpncku, OAIKAHCKU U e8pon-
cku oxeupu, op. 147033, punancupan on ctpaHe MHUHHUCTApCTBa 32 HAYKy U TEXHO-
nouiku pa3Boj Pemy6muke Cpbuje.

E. l'opaon, npema: Ksenija Mirkovi¢ Rados, Psihologija muzike, Zavod za udzbenike
i nastavna sredstva, Beograd 1996, 52.

Bupern: Oskar Elschek, Musikpsychologie — Psychology of Music. Eine selective
Bibliographie — A selective Bibliography (1980-2000), Systematische Musikwissen-
schaft — Systematic Musicology — Musicologie systematique, ASCO Art & Science
Bratislava, Musikwissenschaftliches Institut der Universitdt Hamburg, Bratislava 2000,
107-125.
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CHO pabayujcky (,,padayuHcKy ) cBUpKY. Taj 3a/arak je CXBaTHO Kao JIMY-
HU M3a30B W, akTuBHUpajyhu y cehamy MmoxpameHe IMOJaTKe O CTApUHCKO)]
CBHPITH KOjy AYTO HHje HA W3BOAWO HU CIIYIIA0, TIOCTEIIEHO je, U3 HEeKO-
JIMKO TPAaKTHYHHX MOKYIIIaja YCIeo /1a je y MOTIMYHOCTH PEKOHCTPYHIIIE.

Ha Taj maunH ce momio A0 MaTepujajia Koju oMmoryhyje ma ce dop-
MYJIMIIE CpeAMIIba TeMa paja: aHajdu3a TOKa MPOMEHe MY3HUYKe CTPYK-
Type Y TOKY MHIAMBUAYaJIHOT, IPAaKTHYHOT YHHA IpeBol)erba U3 MaCHBHOT
y aKTHBHO My3H4KO maMheme. Y TOM mpoliecy MmoJjany ,,HaImyITajy cBo-
jy NaTeHTHy IPHCYTHOCT M mocTtajy ManudecTHH . MopaMo uMaTH y
BUAY U JIa je OBJE ped O MOjeMHIy KOjU je HOCHJIAL KOJEKTHBHOT KyJI-
TYPHOT ¥ My3W4KOT mamhera, a OHO TI0YMBa Ha YBPCTO KOJUPAHUM MY-
3pukuM exeMentiMa’. C 063UpOM Ha TO, OBAj Paj je M IPHIOT Hpoyda-
Baby TAaKO3BAHE JIOKATHE MEPIEITHBHE OPraHM3aIije .

Cryuaj koju hemo ncnuTaTH 3aHUMIBHB je ¥ YTOJIHMKO IITO j& OH H3-
pasuT mpUMep JI0 cafa cpasMEPHO MaJlo MPOyYaBaHUX “‘PeaTHUX MY3U4-
KHX cuTyamuja”®: m3Bohau je GMO y MO3MIMjH 1a MCTOT Yaca, Ge3 IpH-
npeme, mo cehamy, penpoaykyje ompeljeHe Mysuuke CTPYKType', aKkTH-
Bupajyhu y cehamy penaTBHO TpajHe MOJaTKe KOjH MpUIAnajy Iyro-
pouHoM mamhemy . OTyna je oBaj CiIyd4aj joll jeJHa MOTBp/a BUIIE ITyTa
M3peUueHe KOHCTAaTaIlMje da Cy MoJaIy o onpeheHoj My3ndKoj CTPYKTYpH
y cehawy opranu3oBaHu y rpynama, TO jecT, Ja ,,MeMOpHja HHUje YHH-
¢dopmHH, Beh pazgenHu CHCTEM, YWjU Cy JIEJIOBH OATOBOPHU 3a JACIIH-
(dpoBame pa3zTMINTUX aclieKkaTa My3uke'; Takolhe, u ma je MmemopwHja ,,y
JIBOCTPYKO] CITY»KOW: OHa arcrpaxyje TeHepaiHa MpaBuia Kpo3 CIICIH-
(uuHa UCKYCTBa, U HEKE O JeTajba OBUX CIEHU(PUIHUX UCKYCTaBa OHA
3ap>KaBa 10 BUCOKOT crenena.*’

O ceupauy Munaouny Apcenujesuhy

Munaana Apcennjesuhi (1911-1998) u3 cena Bunua xon Tonore, y
obmactu 'opwa (KparyjeBauka) Jacenuna, cpenuiuma Lllymanuja, 6uo je

Todor Kuljié¢, Kultura seéanja — teorijska objasnjenja upotrebe proslosti, Cigoja, Be-
ograd 2006, 111.

IIpema Hcro: 110.

> Ksenija Mirkovi¢ Rados, Nav. delo, 106.

8 Hcro: 108.

7 Hcro: 131.

Ucro: 16; Peter Vazan, Memory for music: An overview, Systematische Musikwis-
senschaft — Systematic Musicology — Musicologie systematique, ASCO Art & Scien-
ce Bratislava, Musikwissenschaftliches Institut der Universitit Hamburg, Bratislava
2000, 7-31.

% Petar Vazan, Nav. delo, 26.
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CBHpa4Y 1 rpaauTesb TPpAAUIHUOHAIHUX CPICKHUX CCOCKUX MHCTPyYMEHATa
W jelaH O] MOCIEAbUX ayTCHTHYHUX HOCHJIAIA CEOCKE CBUPAYKE TPAIIH-
umje Tor kpaja.'’ YmosHama cam ra mpUIHKOM TEPEHCKOT MCTPaKHBAmba
HAPOJIHOT TIeBam-a M CBUPama y okouuu Tomone, 1988. roaume. '’

buo je MajcTop cBUpama Ha ceupanuemy (Kpatkoj ceupanu | ¢ppynu)
W Ha KpaTKUM 08ojHuyama, OJHOCHO, ,,JIeBUM JIBOJHHIIAMA™, KAKO UX je
Ha3uBao. (3a ABojHULE 3amanHe u HeHTpanHe Cpbuje yobudajeHo je na
ce MENOIMjCKa JTHHMjAa M3BOAM HA JIeBOj 1eBH.)'” CKPOMHOr MMOBHOT
CTama W HapyUICHOT 31paBiba, 0e3 MOryhHOCTH Ja ce MPUXBATH TEKET
1oca, )KMBEO je CKPOMHO Hanlazehn BeJMKO 3a10BOJCTBO Y CBUpPAmy Ha
WHCTPYMEHTHMa Koje je n3paljuBao cBojoM pykoM. bro je, konmko je me-
HU TI03HATO, TIOCIICAHN TPAANTESh NBOJHUIA Y cenuMa [ opme JaceHu-
1e,” 1emeH MajcTop KOjH je IpUMao HapyUOHHE U3 OKOIMHE, aly U U3
yIaJbeHUjUX KpajeBa. Hexonmuko reHepanujcku OMMCKUX, OOpHUX CBHpada
n3 cena ['opme Jacenwile, IMaiy Cy yIpaBo ABOJHHIIC KOje UM je HalpaBHO
Munanua ApcenujeBuh, U OWIKM cy BUMa 33J0BOJbHU. 3aHUMJBHBA je
YHIbEHHULIA KOjY CMO YCTaHOBMJIM Ha TE€PEHy, Aa je ApceHujeBuh Hapy4u-
onuMa m3pahuBao ABOjHHUIIE Ca YCKUM, HETEMIIEPOBAaHUM HHU30M, a HE
JMjaTOHCKe, KaKBe je mpasuo 3a cebe.'

ITpema MOjUM TepeHCKHUM Hajla3uMa, HHCTpYMEHTalHa Tpaauiuja Iopime JaceHuie
CpOJIHA je ca TPaJUIIjOM CYCeHUX 00nacT T3B. Bucoke (3ananue) lllymanuje u 3a-
nagHe CpOuje, y kojuMa npeoialjyje CTaHOBHHINTBO TUHAPCKOT mopekia. CTaHOB-
HULM cena Bunya HajsehuM nenoM cy MOTOMIM JOCE/bCHHKA U3 AUHAPCKUX KpajeBa.
IMoponuua ApcenujeBuh jeHa je oJ HajcTapUjUX U HajpasrpaHATHjHX TOCEIbEHUY-
kux ¢amunuja (bopuBoje [pobmakosuh, Jacenuya, anmponozeocpaghcka ucnumu-
sarva, Cpncku emuoepaghcku 360pHux, Hacewa u nopexno cmanosnuwimed, K. 13,
Cpricka kpajbeBCcKa akageMuja, beorpan 1923, 250, 286-288).

HN3y3eTHO MO3MTUBAH YTHUCAK KOjU CaM CTEKJIa O] IIPBOT CycpeTa ca BHM YYHHHO je
Jla caM ra U y TOKY HapeIHHX IOJIMHAa HEKOJMKO ITyTa MOHOBO nocehuBaia, He caMo
Kao JIparoleHor Ka3uBaya KOjH je y cBako J100a OMO cripeMaH Jia 14 HEKO J0JaTHO
objammeme, Beh 1 Kao rocTo/byOUBOT, JyXOBUTOT YoBeKa 100pe Bosbe. Paso je npu-
Mao rocTe 3aMHTEPECOBAHE 32 HErOBY BEIITHHY U BOJBHE J]a Ca HbHM I0JIEIIE 3HAKA O
0j. 3aXBAIHOCT 32 YCHEUIHO 00aBJ/bEH TEPEHCKH Paj AyTyjeM H CBOjOj HpHjaTeIbH-
1y, Mapujanu JoBaHoBuh U3 JapMeHOBana, a 3aXBaHOCT 3a MOJATaK O TOAUHU Mu-
JaINHOBOT yHokojemwa, [IpBocnaBy-I1uju Majcroposuhy u3 Tonone.

JlBa CHMMKa HETOBOT M3BOhema Kosla 00jaBJbeHa Cy Ha KOMIIAKT AUCKY [lesauxa u
ceupauka mpaouyuja I opre Jacenuye — LlIma ce uyje kpo3 eopy 3eneny? (Mpupeau-
na J. Joanosuh), Mysukononixu uactutytr CAHY, Beorpanx 2007, mymepe 20 u 21.
Hamr ka3uBau y rpaamy MHCTpyMEHaTa HUje MMao y30pa y CBOM Kpajy. Yrienao ce
Ha jemHor crapor cBupada u3 Kauepa, obaactu ceBeposanaguo ox Jacenuue. On mwe-
ra je mpeyseo mpakcy 1a ABojHule u3paljyje ol JPEeHOBUHE U [a UX yKpaliaBa pe3oa-
pemeM. ApceHnjeBuh kao 3HaYajaH MOAaTaK HaBOIM J1a je Majctop u3 Kauepa pacmo-
JIarao KBJIUTETHUM aJlaTOM 3a OBaj 110cao.

IITaBumie, cBaky 0Jf OBHX HHCTPYMEHATa, IO KOjHX CMO JIOIIIH, HOCHO j€ 3HAMEHE O
BpEMEHY KaJia je HaunbeH: TpaJiiTelb j€ Ha CBakoM H3pe3bapro roxuny (1939, 1957,
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VY cBupamy je, kao 1 BehnHa ceockux cBUpaya merose reHepammje, 0uo
camoyk. CBHpao je oJ ICTUILCTBA, a yUYHO je Ja CBHpa MO ciyxy. Hheros
MPUCTYI WHCTPYMEHTY MOXKEMO ONMUCATH Ka0 EMITUPHJCKH, MPaKTUYHH,
IITO CBEIOYE U PEUU KOjUMa OITUCYje TIPOLIEC CONICTBESHOT CaBJIajlaBarha OBE
BemtuHe: ,,CaMm, ’Jie uyjeM HeKOra, ja, y3rpeIHo, CIyX OHAj FoUH Y3HEM W...
TEK Mayo-romaro, ja ce Beh (...) ompaswo (...)*“ ,,Kako ce mpcTom paju, Tako
anachuye [pyme 3a npcre] odeosapajy. (...) Haeaham ja wiu 3amuuivam y
cebu kaxo hy da 0ocooum anacoge, maxo npcme nooudicem.” Jlakie, ped je
0 CaBpIIICHOM CarJjiacjy yHYTPalIiber CIyXa H MOTOPUKE TIPCTH]Y.

Hako no roguHama npuIiaga CTapujoj reHepalujy cBupaya, perneproap
KOjH HeTyje, CTHJI KOMe TeXH M BeIWYMHA WHCTpPyMeHaTa Koje m3pahyje u
KOPHCTHU CBpCTaBajy ApcenujeBuha Mel)y HOCHOIIE TIPOMEHA y CPIICKO] CEO0-
CKOj CBUpauKoj Tpaguimju XX Beka. CTapHuju CBUpayd y cely Cy KOPUCTH-
mm yxe uacTpyMente (400500 mm), anmu oH Ty mpakcy Huje npeyseo. O
TOME jacHO Kaxke: “Mmairo je cTapujux, oHe Ayradke CBUpAie, BEIHUKE, alH
ja HeKakKo (...) He moay, jep ¢y npcmu 0aneko jeOHo 00 opyeoad, He Mo2y Od
yoece 0a caupam K’o uimo mu 080 dohe.” OUUTIEAHO, 3AKOHUTOCTH CBUPA-
a Ha BEJIMKO] CBUPAJIM ApyTrauHje Cy, Oall Kao U CTApUHCKA €CTETCKa Me-
prIia 32 oOpo cBUpame. HoBHjU THIT OpHAMEHTHCAA U IPYTaurjH, Urpad-
KU KapakTep cBUpKe oMoryheHu cy kpaiuM MHCTpyMEHTHMA U OJIKE T0-
CTaBJHCHHM IIPCTHMA, YUMeE je ApceHnjeBih MOCTHTao CKIIaJ| CBOT JIMYHOT U
CEOCKOT', KOJISKTUBHOT €CTETCKOT Heaa.

Benuky BemTuHy y n3Bohemy k612 Ha 00a HHCTpyMEHTa Pa3BHO je
3axBajbyjyhin UCKYCTBY CBHpama y3 Urpy. buo je n3y3eTHO MHBEHTHUBaH
y MeJIOJ1jCKOM Bapupamy U OpHAMEHTHUCAY, HAPOUUTO MIPHU HEOTPaHH-
YEHO JYT'OM IOHABJbakby UCTUX MEJIOJIU]CKUX OACEKa. Y CBUPLH Ha JIBOj-
HuIamMa ApceHujeBuh mpu Bapupamy KOPHUCTH H3pakajHe MOTryhHOCTH
00e neonune, n3Bojehu Ha HUMa pa3IMYUTy apTUKYJALH]y Y 3aBHCHO-
CTH Ol TOTpede ANHAMHKE MHUKpPO- U Makpodopme (yBomehu putmMuuKe
3aCTaHKe M yKpacHe TOHOBe, m3Mely ocraior, y ckiagy ca MOKpeTHMa
HajBemTHjuX Wrpada). [lopen Tora mro cTBapanadky TPETUpPA JIMHH]Y
Bozehe JeoHMIe, HUILITa Malkbe BaXKHY YJIOTY HE Npuiaaje nparehoj: ymo-
Tpeba pa3nuuuTe apTUKyJalWje TOHOBA JIBE CBHUpajie (IPU HUXOBOM
HUCTOBPEMEHOM 3BYy4amby) MpEACTaB/ba BAXKHY OJUIMKY FHETOBOT CTHIIA
CBUpama Kojla U mecama y3 urpy. Ca BUCOKMM CTEIIEHOM CHUTYPHOCTH
MOYEMO TIPETIIOCTABUTH [1a je Ha Taj HAUMH y OBOM IOTIETy HOCTH3a0

1959). Hapyunonu cy MHCTpyMeHTe Iu1ahai y HaTypu; y jeHOM OJf cilydajeBa, [ieHa
JIBOjHHUIIa Omiia je paBHa IIeHHU jeHoT KyOHOT mMeTpa apBa. [lomaTke o cBupaunma Ha
OBUM HMHCTPYMEHTHMA BHCTH Y TIPONPATHO] KEGIKUIM 32 KOMIAKT quck: J. JoBaHo-
Buh, [lesauxa u ceupauxa mpaouyuja I opree Jacenuye, aymepe 16 u 31.

Haxkanoct, cHEMaka Koju Makap NMpUOIMKHO JOCTIXKY Tpajarseé CBHpama y MpaBOM
KOHTEKCTY UIPaHKE UMa CPa3MEPHO MaJIo.
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BUCOKY €CTETCKY BPEAHOCT y CBOjUM U3BohemrMa Koia. ApcenujeBuh je
010 Mo3MBaH Aa CBUPA HA CEOCKUM UIpaHKama, A€ CE U UTPajlo UCKIbY-
4HBO Y3 cBHpamde win aBojuune.'’ Tako je 6MI0 10 BpeMeHa Kaga ce
ycTanuia mpakca Jja Ha UrpaHKama CBHpajy aHcaMOJIM cacTaBJbEHH Be-
huHOM 0Il MHCTpyMeHaTa HHIYCTPHUjCKe H3pae.

MajcTopu Ha JBOjHUIIAMa EKETOBE IeHepallije U3 UCTOT Kpaja cpa-
3MEPHO Cy PETKO CBHPAIU TeCMe Ha H6ac W KOJa, U 'y TOM je Toraeny Ap-
cennjeBuh 6mo m3y3etak. Kox crapujux cBupada 3amagHe U, IeJI0M, IIeH-
Tpasiie CpOuje O1o je 3acCTyIJbeH MaxoM CTapHju pernepToap, KOju YHuHe
nyTHHUKa U, pele, 406aHCKa CBUpKa, | Koje TOTHYY U3 Apyradmjer KOH-
TEKCTa HETO Urpe. Y TOM MOriey Kao KapaKTepUCTHYHA U3/[Baja ce MyT-
HUYKa (pabanmjcka) CBUpPKa, Koja je y IMPOIUIOCTH W3BOhEHa 3a Bpeme
MyTOBaba y3 KoJIa ca BOJIOBCKOM 3arperom. tbeHe cTpykTypHE 0COOMHE Cy
JIMjaMETPAITHO Pa3NIMYuTe 0J] 0COOMHA CBHUpKE y3 mrpy. Omiira ocoOuHa
CBHpama KoJjla M IecamMa HOBHJET CPIICKOT CEOCKOT CJI0ja Ha JBOjHHIIAMA je-
cre XoMo(OHO M3BOlerbe, TIOTJIABUTO Y TIAPAJISITHAM Tepliama, ca TIoBpeMe-
HHM 10jaBaMa CeKYHIM Wi KBapTh.'w ITyTHHYKA CBHpKa ce, MehyTHM, 13-
BOJIY JpyTaduje: ,.BeoMa CI0001HO0, Ha 6a31 UMIIPOBH3AIIT]E, TAaKO J1a Ce Ha
JEIHOj CTPYKH CBHpa HEKa BpCTa Mejioavje Beher aaxa v OHa je YecTo HC-
MpEeKUIaHa KUBJHOM, ITOMAJI0O HEPBO3HOM MEJIO/IMjOM ca JpyTe CTpyke. 3a-
HUMJbMBA j€ BEJIMKa CAMOCTAJIHOCT 00€ JIEOHUIIE, KOja je MCIOJbEeHa JI0 Te
Mepe Jia ce cTHYe YTHCAaK CBHpama Ha JiBa HHeTpyMeHTa. Kao Hajuemhn ca-
3BYYHH HHTEpBAJ TOKOM CBUPAHHa, jaBIba ce HHTEpBA ceKyHe. !

'® O tome je cam kasuBao oako: “Kax je Herze Heka UrpaHka Beun — ‘Ajae, dnka Mu-

ho, cBupaj!” — ja cBupam, oHu ce pacrone urpajyhu. [la ce monome.” 3aHUMIBUBO je
Jla, YIIPKOC BEIITHHH C KOJOM j& CBUPAO BEJIMKH Opoj KoJia, 32 MHOTa OJ] lUX HHjE T10-
3HaBao Ha3WBe, Beh je KOPHCTHO CBOje JIMYHE, ONMCHE TEPMUHE, Ja 03HAuH oapeheH
KapakTep Urpe, Kao: KOJI0 OHAKO HOBO3HO, KAO 0OMOp, VI CIINYHO, W 110 TEKCTOBHMa
KOjU Cy IieBaHH y3 urpy. Melhytum, y Bpeme kaJj caM yrno3Hasia MunajgiHa ApceHu-
jesuha, urpanke cy Beh Guie Beoma npopeljene, a qpyIiTBeHa CpeiiHa BEroBor cena
BHIIIE HHje MHOTO IIEHWIA BEroBO yMehe: Mepuiia BPEHOCTH Y CEOCKUM CpelHaMa
Cpbuje BeoMa cy ce Op30 Memalla TOKOM MOCIEABHX JeleHrja XX Beka.

Buneru: [parocnas [desuh, Hapoona mysuxa /lpacayesa, beorpan 1986, 55; Anmutpuje
O. Tonmemosuh, Hapoonu mysuuap Kpcmusoje Cybomuh, Hcmpasxcusarsa 1, Bamwescka
Konybapa, emnomysuxonozuja u emnokopeonoeuja, Basseo 1984, 12; Uctu, Hapoona
mysuxa yorcuuxoe kpaja, CAHY, Etaorpadcku mactuTyT ([ToceOHa m3nama, K. 30. C.
2), beorpaza 1990, 35-36; Onusepa Bacuh u Jlumutpuje [Nonemoruh, Taxoso y uepu u ne-
cmu, Tunoractrka, [opwsun Munanosan 1994, 107; Jbyounko MusbkoBuh, Mysuuka
mpaouyuja Cpouje II, Mausa, 11labarr 1985, npumepu 365 u 366; Jenena I'uropujesuh,
Hncmpymenmanna mpaouyuja I opree Jacenuye — ceupana u 0gojenuye, Cadbop HapogHOT
crBapaiamTBa Cpouje, Tomonma 1992, 18-22; Ucra, Pabayurcko ceuparve u nesare y

Toproj Jacenuyu, Cabop HapoaHor ctBapanamrsa Cpouje, Tomona 1993, 18-23.

18 Mumurpuje Tonemoul, Hapoouu mysuap Kpemusoje Cy6omuh, 12.

" Hcro.
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VY BpeMe kaga caMm IpBU MYT noceTwia ApceHujesnha, UMana cam
(opMHUpaHO TEPEHCKO UCKYCTBO Ja MY3MYKH HaJapeHH HOCHUOLM IIeBay-
K& W CBHpayKe TPAIUIHje HEroBe TeHEpaIlHje Y OBOM Kpajy yriIaBHOM
MOCeyjy OCOOMHY OMMY3UKATHOCTH, TO jeCT, Jia MOJjeITHAKO J00po Io-
3Hajy U MOJjeIHaKO yCIelHo u3Boae (Mel)ycoOHO paznuuuTe) apxandHe
¥ HOBHje Menojmje,”’ Tako 1a caM TakKaB THII OTOBOpA OUEKHBAIA H OJI
Apcennjepuha. Y TOKy pasroBopa ¢ BHM, Ha MOje IIUTamkE O JIeNTy CTa-
PHHCKOT pereproapa, 0 MyTHUYKO] WU padayujckoj CBUPLH, ApceHu]je-
Buh je 1mokasao jJa je MOTIyHO CBECTaH CTPYKTypHE, KapaKTepHE U KOMY-
HUKAIH]CKe pa3InIUTOCTH CTapHjer U HOBHjeT pemneproapa. McroBpeme-
HO, M3pa3uo je Behy NWYHY HAKIOHOCT KOMMMa M HecMama. TepeHCKH
HaJla3u Ha IIKUPEM MOAPYY]jy Takohe Mmokasyjy Jia je y celluma U Of LIUper
KpyTa Cllynranana MeAUTaTUBHO, OTETHYTO ITyTHUYKO CBHPAmE y HOBHjE
BpEMe JIOKUBJBABAHO Ka0 3aCTapelio U 0 U3pa3y XepPMETHIHO.

O pasnmo3nma ApceHujesuheBe Behe Be3aHOCTH 3a KoJia U TIECME Ca-
3HajeMO Ha OCHOBY HETOBOT KCKa3a: ,, [0 [yTHHYKO]| je Majo MeH 3a-
MawHo cBUpaTH [Ha 0BOM MecTy hemMo HaBecTH CBa MO3HATa 3HA4YeHa OBE
peun: ,,3HaTHUX pa3Mepa, TUMeH3Hja, 00MMa™; ,,KOju AyTo Tpaje y BpeMeH-
CKOM CMHCITY*’; ,,KOjH c€ UCTHYE KpYIMHOhOM™; ,,KOjU HMa BEJIMKY WHEPIH]Y,
3aMajHy CHary; Koju JoOWja BEIMKY CHAry y 3amaxy‘’; ,,Teak, CHaXKaH,
edUKacan; M3BEICH BEIMKOM CHAroM, jak, mHteHsuBan].”’ Hayuno [cam]
BHUILIE OBa pa3Ha ceyarba, oBa kona*. [I[pema TUM HETOBUM peurnMa, MOXKe-
MO OWTH CUTYPHH Jia Cy My M3 pasiora JIM4HE MPHPOJE, a CBAKAKO YCIIO-
BJBCHHUX M KOJIEKTHBHHUM YKYCOM, PUTMHYKE MEJIOAHje, Koje OICyje pedjy
ceyarvba, OUiIe paske HEroO OTETHYTO, 3AMAULHO TIyTHUUYKO CBUPABE.

Kao mapoBuT cBHpay u MajcTop M3pane MHCTpyMeHaTa, OHo je cBe-
cTaH ¥ Meljy3aBUCHOCTH AMMEH3H]ja / BEIUYMHE JABOJHUIIA, FHUXOBHX MO-
ryhHocTH, 3ByuHe 00je M THNa perneproapa KOju ce Ha HHMa H3BOAH.
[ToTBpauo je na cy 3a MyTHUYKO CBHpaE MOTOJHHjE IBOJHULIE IyKE OJ
BEroBuX: ,,Jly’xe, Behe mBOjHUIIE OpyKue 00208apajy OHAJ NYMHUYKU
enac. (...) Mano 3BoHe, ayxe cy u mupe, u cBe je (...) cumerpuja.” OBe
Ce peyr MOTY HHTEPIPETUPATH Kao MOTBpIa CBUPAUYEBE CBECTH O 30Upy
CBUX TEXHHYKHX M M3PaXKajHUX OCOOMHA Iy>Ker MHCTPYMEHTA, YKJbYUy-
jyhu u 3BydHy 00jy, Ka0 YCJIOBa 3a OCTBapeme 3ByUHOT Hjeaa IMyTHUY-
ke cBupke. OBO je BakaH MOAAaTaK 3a MpoyyaBamba KOTHUTUBHE ICUXO0JIO-
THje My3UKe y 00JIACTH €THOMY3HKOJIOTHje, YTOJHMKO IIpe MITO je Apce-

2 Tlocrojame GEMMy3HKATHOCTH jeé KOHCTATOBAHO M Y KOHTAKTY Ca CBHPAYHMAa TAKOB-

CKHX cena, y MpuOImKkHO ucto Bpeme; B. OnuBepa Bacuh u Aumurpuje ['onemosuh,

Takoso y uepu u necmu, 107.

21 .
Peunux cpncrxoxpeamcrkoe xrudiceenoz u napoonoe jesuxa (kiw. 6, CAHY, Beorpan

1969).
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HUjeBHNEB UCKa3 Y CKIIaay ca pe3yliTaTuMa eKcliepuMeHara Koju MoKasyjy
Ia je TeMOp M3y3eTHO BayKaH mapaMerap Mpu MEMOPHCAlby MENOAu]a.

Pa3nosn mwerose Behe Be3aHOCTH 3a KOJIa M TIECMe MOTY OWTH H Yy 4H-
HEHUIM KOjy objamrmasa Mupjana Byknuesuh-3akuh: 1a cy oHM u3BOoheHH
,y Pa3sHHM TIpWIMKamMa ONIITEAPYIITBEHOT W 3a0aBHOT KapakTepa“, 1a je
CBHPAE Y3 UIPY ,,pe3yITaHTa KOMyHHUKaTHBHOT TpoIieca KOjU ce yCrocTa-
BJba U3Mel)y cBUpaya u urpada‘, Kao u 1a ,,Mel)yogHoC My3UUKOT U CBUpad-
KOT M3paza, Koju je 6a3upaH Ha CHHXPOHU3AIMjH TIOKPETa Y BPEeMEHY, y3po-
Kyje onropapajylly METpOPHUTMHUKY OPraHM30BAHOCT MY3HUKOT TekcTa™.’
Ortyna mporsnasyu U YHIeHHLA J1a jé TMYHOCT CBHpaya ,,I0CEOHO HCTaKHY-
Ta y CUTyalHju [IPOJYKOBamba IyTHUUKE CBUPKE, JOK CY Y OKOJIHOCTHMA pe-
anu3anyje MHCTPYMEHTATHOT UIPavKor (...) )KaHpa MapKUpaHe U JINIHOCTH
urpaua“.** Haxanocr, ca camuM ApcennjesuheM HICaM T0apoGHHje pasro-
Bapajia O 0BOj AMMEH3UjU HEroBe CBUPAUKe aKTUBHOCTH, TAaKO [1a Ha CBEHTY-
aJlHa IUTaka Y BE3U ¢ TUME MOXKEMO OTOBOPUTH CaMO MPETIIOCTABKOM, J0-
HETOM Ha OCHOBY CBHX M3JIOKEHHX IOAATAKa — [a j& leMy JIMIHO, Kao UH/IHU-
BUIYH, Behe 3a0BOJECTBO MPUUMIGABANIO CBUPAE Y TIPUCYCTBY APYTHX, KO-
MYHHUKaIFja ca UrpadnumMa, Jakie, yaemhe y 3ajeTHIIKOM, TPYITHOM YHHY.

00 jeone ghopme 00 dpyze

[IpunkoMm Haier mpBOr Cycpera, MOCiIe HU3a Koja Koja je OJICBU-
pao Ha cBHpaiueTy, ApceHujeBuh je y3eo y pyke cBoje Malyie IBOjHHUIIE.
Tana je Moje mUTamke Ja JIM MOXE J]a HAaM TIOKa)Xe MyTHHYKY CBHPKY,
03HAYIIIO MPEKPETHUILY KaKO y HallleM pa3roBOpPY, TAKO W Y JWHAMHIIU
HHU3akha MY3MYKHX KOJIOBA Y H-ETOBOj CBUPLHU. Y TPEHYTKY Kaj caM H3-
peKia cBojy MoJOy, jOII HUCAM 3HaJa Jla IIyTHUYKE MENOAHjE HUC) TIE0
ApcennjeBrheBor perneproapa. A OH WX j€ TT03HABAO TOJIMKO KOJIHKO WX
j€ cIyIao oj CTapHjux CBHUpaua y celly Kao jere u y mianoctu. Cam ux
j€ CBHpao BeoMa PETKO, a Y KOHTEKCTY y KOM Cy OBE MEJOJIHje KUBENe
CBOj TpaBU KUBOT, HUj€ CBHPAO HUKAJA.

buo je 3aTeden Mojom MOIOOM, allil je IMao HECYMILHBY XKEJbY Ja
joj ynoBoseHu. JlaHac WMaM yTHCAaK W Ja je CUTyallldjy y KO0joj ce HaIrao
CXBAaTHO HAjIpe Kao Urpy, a yop30 W Kao BPCTY JOCTOJHOT CBUPAYKOT
M3a30Ba — Jla PEKOHCTPYHIIIC MPaBy MyTHUUYKY CBUPKY. O TOT TpEeHYTKa
IIOY€0 je Ja ce y)KHMBO, MOpea YKJbyUYeHOT KaceTodoHa, OJIBHja TIPOIEC

2 Tpema: Petar Vazan, Nav. delo, 11.

% Mupjana Byumaesnh-3axuh, ,,KonTekeT-KoHcHTyammja-Tekct™, Melynapoouu nayy-

Hu ckyn ,,[{anu Braode C. Munowesuha “, barwa Jlyka 2008, yp. Jumutpuje I'onemo-
Buh, Akagemuja ymejeTHocTd U Mysukomnomko apymrso Pemy6mmuke Cprcke, bama
JIyka 2008, 223.

2 Ycro.
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KOjU TIPENICTaBJba CPEAUIIELY TEMY OBOT pama. MoxeMo ra cMarpaTd U
CacBUM JIMYHUM IyTEM Ka HaJaXermby jKeJbeHe My3udke (hopMe HCKIbY-
YHBO KPO3 MPAKCY; JIUYHHU OIMHUT UCKYCHOT W BEIITOT, My3UYKH HEMHCME-
HOT' CBHpaya ca OJJIMYHOM MY3HYKOM MemopujoM. IIporec koju je cie-
MO Takolje mpuraga KaTeropHju CIIOHTAHO HM3BEICHOT ,,KOTHUTHBHOT
HUHTEPBjya‘“ KOjH je MOJICTaKao CBHPAUYCBY JAyrOPOYHY MY3UYKY MEMOPH-
jy. Tpancdopmanuja menonoercke Gopme Kojy je ApceHujepuli cripoBeo
TOKOM TPH y3aCTOIHA TIOKYIIaja, IPEJCTaB/bha y UCTO BPEME U PECTPYK-
TYpHUpambe MY3WYKHX €lIEeMEHATa W3 jeJHOT KOJEKTHBHOI CEMaHTHYKOT
MY3HYKOT KO/1a Y IpYyTH.

PexoHCTpyKIHjy je OCTBapHO TaKo MITO je KpeHyo of ¢popme doOaH-
CKe TecMme, Ja Om mpen Kpaj mocturao ¢popMy MyTHHUKE cBHpKe. Jla Ou
ce TI0Ka3ajo MITa je moyetHa ¢popMa KOjy je OACBUPAO, a IITA KEJbEHU U
OCTBapeHH Pe3yJTaT KHEroBOI HAllopa J1a NPU30BE TPAXKECHY METIOAN]Y U3
cehama, npuiaxxeM Tabely ca OAIMKaMa OCHOBHUX MY3HYKHX I1apaMeTa-
pa dobaHcke mecMe (MPUMapHO BOKaIHOT oOsnka koju je y Llymanmju
3aCTYIUBCH U Y MHCTPYMEHTAJIHUM Bepaujama; BUAeTH Qyc. 29), u myT-
HHUYKE CBUPKE, U3BEICHUX Ha JBOjHULIAMa. Panu nakiier uynrama tadee,
omuke yobaHcke necme o3HaueHe ¢y IIOJYIHPHO, a oxnuke myTHAY-
ke cBupke — KVP3UB.

VII-1-b2-bb3-b4

YOBAHCKA IIECMA IIYTHUYKA CBUPKA
O06auk MOHOTEMATCKH, MOHOMEMAMCKU,
BHIIeAEJaH: A AV Avy jeonooenan: A
ToHCKH HU3 y3aH, HeTeMIIepOBaH, V3aH, HeMEMNEPOsaH,

VII-1-b2-bb3(b4)

Oncer (amburyc) VII - b4 VIl — bb3 (b4)
Menonujcku Mogen | gab-bag-gab Bag
Putam Rubato Rubato

Kanenue

nosaykaaenime: bb3 /1
3aBplIHA KageHua: 1/
VII

xaoenya: 1/ VIl

Tum gBoriacja

Xomodonuja

Xemepodghonuja

npajgTpuiep

Ca3Byrmu napaJjiejiHe Tepue, npume, cexyHoe
Y KaJleHIH CeKYH/1a
OpHaMmeHTH TPUJIep, MOPJEHT, mpuep, Mopoenm,

CUHKONUPAHU CURACYU HA
XUNOMOHUKY);

gruppetto oko nojedurux
monosa

Tperman Bonehe u
nparehe neonunie

napaJjieJiJHO KpeTame,
YIJIABHOM Y Teplama

Kpemarve y YHUCOHY, MHO20
opauwameHama, ,,Kao 08a
He3agucHa uncmpymenma *

210




Jenena Josanosuh V IIOTPA3U 3A XXEJbEHVIM OBJIMKOM...

Jlaksie, 3aje/IHUUKH €JIeMEHTH Y00aHCKe TIECME U ITyTHUYKE CBHPKE jeCy:
tempo rubato, HETEMIIEPOBAH, Y3aH TOHCKH HH3" M KaJICHI[A y HHTEPBAITy Ce-
kyHze. OcobrHe Koje MX Pas3iiKyjy Cy: OOJHK (Pa3BHjeHUJH Y YOOAHCKO] Tie-
CMH), MEJIOJIMjCKA MOJIEN, aMOWTYC, TUI JBOTJIAcja, 3aCTYIJBCHU Ca3BYIIH,
THIT OPHAMEHTHCAA U TpeTMaH Bojiehe u nparehe neonwurie.

[Iporiec pekOHCTPYKIMje MyTHUYKE CBUPKE Tpajao je yKymHo 2'43°.
ApcenujeBuh je CIIOHTAHO OPraHM30Ba0 CBOjE CBHUPAIE Y TPH LETIOBUTA
CErMEHTa HejefHaKe Ty)KUHE, Ca PA3NIMIUTO pacropeleHnM CTpyKTypHHM
eJleMeHTHMa. Y ToMe MOKeMO Hahil HeIBOCMHUCIIEHY TIOTBP/y KOHCTATallH-
je Aa ,,My3W4KHd MaTepHjasl Ma TaKBe CKJIONOBE KOjU C& KOTHUTUBHO MOTY
OpraHH30BATH TaKo Ja unHe nemny.“>® Hanr cinyuaj motephyje u ma My3u-
Ka 3aXTeBa JBOjaKy pernpe3eHTaljy: U UKOHUYIKY, 1 BoheHy 1o onpehernm
npasumima.”’ [ltaBumie, ApcerujesiheBa TpU TOKyIaja peKOHCTPYKIIHe,
KOjH TIOKa3yjy BHCOK CTEIICeH IPABIJIHOCTH Yy Torieny mehycoOHe ycaria-
IICHOCTH MY3HYKHX TTapaMeTapa, MOKEMO TYMAauUTH Kao TPH CIIOHTaHO ycC-
MOCTaBJbEHA U Y 3BYKY MaTepHjalIi30BaHa MEHTAIHA TIaHa U3BOlerba, Tpe-
BeJleHa y 001acT MOTOPHKE™, KOjUMA je, Ka0 KAKBOM MPOKOMIIOHOBAHOM
(hopMOM, YCITEIITHO OKOHYAO0 CBOjE Tpararme 3a KeJbEHUM OOJIHKOM.

TaGene ca pe3ynTaTimMa MeJIOIIOETCKE aHAIM3€e, 1aTe Ha Kpajy paja,
mox peaaumM opojesuma I, 11 u 111 momohu he Ham ma yoummo Koju Cy BU-
JOBU OJipeheHHX My3WUYKHX Mapamerapa OWIHM 3aCTYIUbEHH Y TOYETKY
MOKYIIaja pEKOHCTPYKIHMjE, Ha KOjU Cy HAYMH U KOJUM PEAOCIEIOM y TO-
Ky CBUpama MOIU(PUKOBAHHU H, Haj3al, y K0joj ¢y (hopMu OMIH yKIbyde-
HU Y KPajibH, )KEJbEHH PE3yJITaT.

Ha oBoM MecTy majemo TpaHCKpHUIIHje CBa TPH MOKyIIaja. Paau mak-
nIer mperjena, TPU TMOKyInaja AoOWjamka Mojenia MyTHHYKE CBUPKE —
obenexxena cy puMmckuM OpojeBuma on I mo III. Yuytpamme nenune,
OJIeJbITN, O3HAYEHN Cy KOMOHMHAIIMjaMa pUMCKUX U aparckux OpojeBa: o1t
I/1 no 1/4, ox 11/1 mo 11/3, m ox 111/1 mo 111/6.

[IpBu nokymraj, koju Tpaje 1°12"°, npukazan HotauM mpumepom I,
CBHUpay je MponpaTuo KoMeHTapoM: ,,To je Hanuk Ha myTHU4Ko . Fherosa
MEJIONOETCKA CTPYKTypa mpukaszana je y Tabenu 1.

 To y ApcennjernlicBoM H3BOljemy Hije MO0 OHTH OCTBAPEHO 3GOT IHjATOHCKOT

MHCTPYMEHTA HOBHjET THIIA.

% Ksenija Mirkovié¢ Rado§, Nav. delo, 103.

7 [Ipema: Petar Vazan, Nav. delo, 12.

2 Ksenija Mirkovié Rados, Nav. delo, 20, 153.
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[ocne yunmeHOT MPBOT MOKYyINaja, CBUpad je HaroBecTho Ja he y
JlaJbeM CBUpamby HEIITO MPOMEHUTH M HAIIPABUO j& IPYTH MOKYIaj, KOjU
Tpaje cBera 35" W KOjU ce cacToju OJ TpH ojesbka. bux je omcsupao ta-
KO IITO je 3a/pKao HeKe M3pa3uTe OcOoOMHE 4OoOaHCKe MecMme, anu je
YBEO U TOjeIMHE EIEMEHTE ITyTHUUKOT CBHpama (Buaetu u3 Tadene II),
KOjUX y TIPBOM TOKyIIajy Huje ouno. OBaj ApyTH, MO CTPYKTYPH U (ak-
TYpH Hajpa3HOBPCHUjH, a yjeTHO IO Tpajamy Hajkpahu MOKYIIaj, MOXKe-
MO CcMaTpaTH MOIU(PHUKOBAHOM MYTHUYKOM IIECMOM, M U IpPEIa3HOM
WM eKCTIEPUMEHTAITHOM (popMOM (WIIH, YCIIOBHO, YaK | ,,pa3BOjHHUM Jie-
JIOM** HOBOHACTAJIOT TPOIEITHOT O0JIMKA); caM CBHpAad ra je Ha3Bao, Kao 1
NPETXO/IHH, ,,CIIMYHUM ITyTHUYKOM™“ U MPOKOMEHTapucao: ,,Behnnom To
Mame yrnorpeospyjem!

HotHu npumep 11/ 1
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[Mocneamu, Tpehu nokymiaj, y Tpajamy ox 42", NOHEO je KEJbCHH
pe3yJITar: MpaBy MyTHUYKY CBUPKY, Ca CBUM HCHUM CJIIEMEHTAPHUM 0CO-
OmHamMa. 3aBpIIMBINY ca CBHpameM, ApceHujeBuh je, ca ocehameM na je
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[Ipema pesyntatuma ananuse y Tabenu I, mokasyje ce na je y npBom
NOKYIIajy OJCBHpaHa THIMYHA 4OOAaHCKa HecMa, KapaKTepHCTHYHA 32
obmact Bucoke Illymanuje, Ha 4uje BapHjaHTe, IO UCTOM MEIIOIH]CKOM
MoJIeNTy, HauJIa3uMo M y ApyruM obnactuma 3ananHe CpOuje: yKUIKoM
kpajy u Mausu.”’ Jequuu napamerap KOju HMje TUIIMYaH 3a OBY BPCTY
recama, a HaJla3uMo Ta 'y oBoM ApeHujesrnheBoM m3Bolemy, jecte puraMm
giusto. theroBo mpucycTBO y IpBOM IOKYIAj)y MOXe ce 00jaCHUTH CaMo
yTHUI[ajeM MPETXOAHO OJICBUPAHOT HHU3a KOJIa Y UTPAYKOM, giusto PUTMY.

Ha ocuoy Tabene II, Moxxe ce jacHO BUICTH J1a Y APYTOM MOKYIajy
HaIll CBMpayY Ha pa3jinyuTe HaunHe KOMOWHYje eleMeHTe YoOaHCKe Tie-
CMe U MyTHUYKE CBUPKE.

Kpajmu nokymaj, kako Buaumo u3 Tabene I, noHOCH MyTHHYKY
CBHUPKY, [I0 CBUM I1apaMeTpUMa.

Pesyflmamu ananusze

OpMax ce jacHO youapa Jia Cy NMPBHU M Tpehu MOKyIaj Kao IeTuHe
Mel)ycoOHO 3HaYajHO pa3IMYUTH, Ca CACBUM JAPYTravydjUM eIeMEHTapHUM
KapakTepuCTHKaMa. VICTOBpeMeHO, CBaKHM Of HUX je KOMIIAKTaH y IIOo-
TIiely 3acTyIUbEHOCTH o/ipel)eHnX My3WUYKHX eJieMeHaTa Kao O3HAdhTe-
Jba JIBa pa3nuuuTa )xaHpa. [lo roroBo cBUM napameTrpuMa (M3y3eB puTMa
y 9400aHCKOj ITeCMH), IPBU U Tpehu MoKyIIaj oAroBapajy ocoOnHama 4o-
OaHCKe 1lecMe, OTHOCHO, ITyTHUYKE CBHPKE.

C 003upoM Ha TO, O MOCEOHOT MHTEpeca 3a Hallle HCTPAKUBABE Cy
MY3HYKH TapaMeTpH JAPYror MOKylIaja, ,.lpeia3He” ¢popme, Koja je Ha-
CTajla CBHPAaueBHM TParameM 3a KeJbeHHUM OOJHKOM, MOAN(DUKOBAEKEM
MOjeIMHUX MY3HUYKHX eJleMeHara. 3ato hemo oOpartnté moapoOHUjy ma-
Kby Ha aHAJIU3y JAPYTOT MoKyIaja (HoTHU mpuMepH 11 u Tabena I1).

[IpBa ycnocTaBbeHa KOMIIOHEHTA XeJbeHe (opMe jecTe KOMIIOHEH-
Ta puTMa, 1 To Beh 01 camor moueTka Apyror nokyiiaja. To He W3HEeHa-
hyje, ¢ 003MpoM Ha TO 1A je puTaMm y JUTEPaTypH OKapaKTEpPHUCaH Kao
,,HAJTIOTOJTHHIj1 MeXaHu3aM rojcehama’, KOju ,,MOOHITHIIIE HU3 TEIIECHUX
MOTOpHHUX peduiekca y paay cehama*’. V3 pHTMHUKY KOMIOHEHTY, Kao

¥ umurpuje Tonemosnh, Hapoona mysuxa yacuuxoe kpaja, npamep 253; JbyGunKo

Mwsbkosuh, Mauea, npumepu 365 u 366, Ha seauxu enac; Jenena Jopanosuh, Xu-
6puonu (,, npenasznu ‘) obauyu necama y I'oprwoj Jacenuyu, Cabop HapoaHOT CTBapa-
naumrBa Cpb6uje, Tomona 1999, npumepu 1, 2, 4 (6eauku enac, nianuncku 2iac, me-
wiKu 2nac); KOMIAKT AUcK [lesauxa u ceupauxka mpaouyuja I opree Jacenuye, Hymepa
16 (vobancka necma Ha ABOjHHLIAMA, U3 cena JIumoBma, y cyceactsy Apcenujesuhe-

BOT poIHOT MecTa Bunue).

30 Pol Konerton, Kako drustva pamte, Re¢, prev. Slavica Mileti¢, Beograd 2002, Sami-

zdat B92, 104; Todor Kulji¢, HaBeneno nmeno, 20, 133. Ca Tume cy y CKIIaay U KOH-
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MPUMAapHU JIEO CEMAaHTHUYKOr KOJla IMyTHUYKE CBUPKE HCIOJbCHA je U
KOMITOHEHTA TOHCKOT HH3a: acollMjalnja Ha oaroBapajyhu HeTeMiepoBa-
HU, Y3aHH TOHCKHM HHU3 IYTHUYKE CBHUPKE yBEICHA je (Ha IAMjaTOHCKUM
JIBOjHMIIaMa) Takohe Ha MOYETKY JAPYror MOKyIaja, TIMcaHaoM usmelhy
ToHOBa bl u 2.

VY TOKy Ipyror mokyiuaja ofjBija ce IOCTeNeHo poMeHa Y GopMH —
BEHO caxuMmame: npBu onesbak (II/1) je werBoponenan, npyru (I1/2)
nBozaenan a tpehu (I11I/3) jemHomenan. Ymopemo ca TparameM 3a JKeJbe-
HUM OOJIMKOM, O/IBMja CE M Tparame 3a OAroBapajyhum Meioaujckum
MOJENIOM: TIOCTETIEHO CBOl)ere pa3BUjeHHjer Moiena Y00aHCKe mecMe Ha
jeIHOCTaBaH, KpaTak MOJeNl MyTHUYKe cBHUpKe. V3 Mozena wobaHcke 1e-
CMe TIpey3eT je caMo MOCIEeAH MEJIOINjCKU MTOKPeT HaHWxe, o Tpeher
CTyIHha Ka TOHWLH, bl-al-gl, Koju je 3ajefHnYKH 3a oba Mozena (4o-
OaHCKe necMe M IMyTHHYKE CBHpPKe). [locTymak peaykoBama MeENOJH)-
CKOT' MoJieJla, Mel)yTHM, y MOTIYHOCTH je IPUMEHEH CaMo y APYTOM Jie-
Ty Ipyror oxesbka. Y TpeheM zeny je crpoBeleH TeK JeTUMHYHO: OBJIC
j€ yTHlaj CBHUpayeBe CBECTH O MOTPEOU MEJIOIUjCKOT OKPETa HABHILIE Y
MTOJTYKaJIeHITH (Kao y 9400aHCKOj IIECMH) jOTII YBEK CYBHIIIE jaK, TaKo Ja je
3acBol)ere HaHMKe M30ETHYTO, MOXKeMO pehiH, y MoCIeNBbeM TPEHYTKY
(y o0muKy, yCIOBHO, TMHAMHYHE KaJleHIIe) Op3uM MOKPETOM HaBHIIIE HA
HOCJIE/TH-0j OCMUHH.

VY nupekTHOj Be3u ca (GOpMOM M MENIOJINjCKUM MOJIETIOM CTOj€ U Ka-
JICHIIC, OJTHOCHO, MOJYKaJICHIE MOjeJIMHUX ofieJbaka. CBe 3aBpIIIHE Ka-
JICHIIC Cy Y MHTEpBaly CeKyHe (IITO je W 3ajeJHUYKa 0COOMHA OBE Bp-
CTe 4O0OaHCKUX MecaMa U MyTHUYKE CBUPKE), allk ¢y ¥ oaesbky I1/1 3amp-
JKaHe M MONYKaJCHIe Y TepuH, g/-b1, mTo je y Meljy3aBucHOCTH ca 3a-
JIp>KaBam-EM MEJIOJIN)CKOT MoJIeTa Y00aHCKe CBHPKE.

VY ToKy Apyror MOKyIlaja ofBHja ce W MpOMeHa THIIa JBOTIIaca: ca
XOMO(OHOT Ka XeTepo(hOHOM U XeTepodoHO0-0opayHCKoM aBoriacy. [1p-
Ba Ha3zHaKa XeTepo(OHHUje U CaMOCTAIHHUjeT KpeTamka ACOHNUIA Y OKBUPY
CHJIa3HOT MEJIOJIMjCKOT IMOKpeTa CTHIJBUBO je yBeneHa y oxesbky 1I/1,
any ce yTBpamia TokoM ozesbka I1/2, nox y omessky 11/3 momasm u mo
cnobonHmnje BoheHOr XeTepodoHo-OopayHCKOr aBoriaca. Mehytum, y
CBa TPU OZieJbKa j€ BUIJBHBO MPUCYCTBO XOMO(OHH]jE 1 MapaseTHOT Kpe-
Tama neonnma (y Teprama), ueMy ourydyjyhy 0ojy naje mojasa mpateher
riaca y JOWOj TEPLUH — 10 JOTUIU XOMO(GOHOT HaunHa MHUILBEHA y Y0-
0aHCKO] TecMH, Kao MOJpLIKAa AyT'MM 3acTaHIMMa MeNojauje Ha TOHy bl
U Tpej 3aBpIIHMM KaJeHIlaMa, Ha xureproHunu. OuurienHo je ma ce

cTaranyje y APYTMM paJoBHMa O MY3WIM M KOJEKTHBHO] MeMopwju; B. Maurice
Halbwachs, La mémoire collective chez les musicians, Revue philosophique (de la
France et détranger) Nos 3 et 4, Mars-Avril 1939, 150.
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OBE 0COOMHE YO0aHCKE MECMe, Y CHHKPETUYHOM jeJIMHCTBY, HajIyKe 3a-
JIpKaBajy TOKOM Tparama 3a MpaBoM (OPMOM MyTHHUYKE CBHUpKE. Pekiio
Om ce ma Mehy \BUMa IIpuUMaT UIak HOCH TOK MEJIOJHjCKOT MOJena, a 1a
ce MmpeMa ’beMy paBHAjy OCTallu MapaMeTpH; Hheropa MoauduKaiyja mo-
BJIa4u 32 COOOM MPOMEHE OCTaIMX eJIeMEHATa, OYeB O KaJCHIIM U T10-
TyKaJICHIU, TIPEKO ca3Bydja, 10 THIIA IBOTJIACA.

UnyctpatuBHa je KOHCTaTauyja y jeAHOM O PajoBa O MyTHUYKOM
CBUpamy Jia ce Y ’heMy JICOHHIIe Kpehy HA0KO HE3aBHCHO, Kao Ja MOTHIY
OJ JIBa pa3IuunTa HHCTpyMeHTa.” C THM y Be3H, 3aIaXaMo J1a je Y TOKY
JOpyror MOKyIllaja TpeTMaH JEOHHUIIA HA ABOjHHLIAMa Takohe MOABPIHYT
npomenu. [lpuHIMn mapanemHor kpeTama ApceHHjeBHh HaIyITa CIio-
po, mocrerneHo (Morio 0u ce pehu 1 HEBOJLHO), TOTOBO OJI CAMOT TOYET-
Ka apyror nokymaja. OnpeheHa mpaBUIIHOCT je JOCTHTHYTa y APYTOM
nexy nipsor onesbka (11/1), a mpaBu xerepodoHn u xeTepoPoHO-00payH-
CKH{ JIBOTJIAC CIPOBEJEH je TOKOM Tpeher nema. Y 4eTBpTOM AENy OJesb-
ka 1I/1, kao u y oxespriuma 11/2 u 11/3, noHOBO mpeoBiaaBa mapaneiu-
3aM JeoHUIa U Beh omncaHu MoBpaTak Ha XOMO(OHH CTaB; BEPOBATHO je
MOCpeIr TemIkoha CBHpada Ja HAIyCTH MEJOAHjCKH MOAeN Jo0aHCKe
CBHUPKE, KOME Ce, JeZJTHOM YCIIOCTAaBMBIIH IPpyTravlji pacrope] mapameTa-
pa, HecBeCHO TTOHOBO Bpaha.

VY HenocpeaHoj Be3u ca MENOAWjCKUM MOJICIIOM M THUIIOM JIBOTJIAC)a
CTOj€ 3aCTYILUbEHU MHTEPBAIH y IPYroM MOKYIIajy: TOpPea MpUMa U ce-
KYHIU y XeTepo)oHOM U XeTepodoHo-00pIyHCKOM ABOriacy, kao obe-
JIeKjA MYTHUYKOT CBHPamka, OCTaTaK XOMOQOHOT HAavyMHA MUIIBEHA
MpeJICTaBJba MojaBa TEPIM y MONTYyKaJCHIIAMA U TPeJ 3aBPIIHUM KaJICH-
nama. CBHpayeB MOBpaTak Ha XOMO(GOHHU]Y TOKOM pa3Boja JAPYror MOKy-
11aja, lBEroBO OCliambamke Ha TepIlHe ca3ByKe M HamymTame Beh ycrnocra-
BJbEHE XETEPO(OHU]je, y3 MOCTEICHO YCIEIIHO MPEHHAYCHE JApYyTre mapa-
METpe — jeTHOM pedjy, TellKohe 1a UCTOBPEMEHO KOHTPOJIHUIIIE U MPHJIa-
rohaBa cBe eIeMEHTE — MOXKZIa C€ MOKe 00jaCHUTH Kao jOII jeTHa TTOTBP-
Jla YME-CHUIIC J1a ,,[ICPLUEHTUBHU CHCTEM (...) Jenyje Kao QuiTep — uma
CIOCOOHOCT yCMepaBama MaKke CaMo Ha OrpaHuueH Opoj YyTHHX Moja-
TaKa y jeJTHOM TPEHYTKY .

Iupu TOHCKH OICer Be3aH 3a YOOAHCKY MecMy, KBUHTA, 3a/IpKaH je
KpO3 YMTaB JAPYTH TOKYIIAj. Y3aHU OICET MyTHHYKE CBUPKE, KBapTa, IMo-
CTHTHYT je Tek y Tpehem mokymajy, rae ce ToH ¢2 jaBjba y3 TIIMCAaHIO
WM caMo Kao yKpacHU ToH. Moryhe je u Aa je cBupau cBecHO n3beraBao
TOH ¢2 300or HeMoryhHocTH 1a Ta n3Bene Kao ces2, mto 6u Omino y Behem

31 nmurpuje Tonemoruh, Hapoouu mysuuap Kpemusoje Cy6omuh, 12.

32 Ksenija Mirkovié Radog, Nav. delo, 133.
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CKJIaJy ca 3aKOHUTOCTHMA CTapUHCKE MyTHHYKE CBUPKE; OBO, Meh)yTHM,
0CTaBJbaMO HA HUBOY NPETIIOCTaBKE.

Ha nnany opHameHTHKe, PBH MOKYIIIAj CAAPKH PEIaTUBHO jeAHONINY-
He, YHU(OpPMHE, IPeIBUIJbUBE OPHAMEHTE: MOPAEHTE, TPUIIEpEe, MPaNTPH-
Jiepe, KOju ce yIIIaBHOM jaBJbajy Ha pUTMHYKH HarJIallleHUM TOHOBHMA y
Bojiehoj JCOHUIIM, ajld MOHEKaa, Ha UCTHUM MeCTHMa, u y mparehoj. Y
JpyroM MOKYILIajy OpHaMeHTH Cy Beh pasyheHuju, Texe npeaBHIbUBH,
¥ Kao TaKBW jaBJhajy ce U y Boaehoj m y mparehoj meoHur. Y tome je
TEIIKO YTBPAWUTH MPaBUIHOCTH, OCUM yKpaca gruppetto OKO TOHUKE U
CHHKOIMPaHUX MOKpeTa npatehe AeoHnIe HaHWKE y OAHOCY Ha Boaehy.
[loceOHO je y TOM morneay 3aHUMJBHB IIPBHU Jeo onxelbka 1I/1, rme cy
KOMOMHOBaHM XOMO()OHO MUIILJBEHE M CHHKOIUPAH yja3aK J0Hke JIeO0-
Hue. OuuriaeHo, CBUpad je Ha OBOM MECTY MOKYIIA0 Ja U3Bele Kapak-
TEPUCTHYAaH CUHKOIIMPAHH [TOKPET JOKE ICOHUIIE HAaHWXKE, Nl je, yclen
3aIpyKaHoT XOMO(OHOT HauWHA MHILJBEHA (2 MOXKIa W 300T yCTajbeHE
HaBHKE J]a PCTe MOCTaBjba Ha ojpel)eHn HauMH — IITO NpHnaga chepu
MOTOPHKE), YMECTO JOH-E CEKyHJIE OICBUPAO TEPILY.

VY tpehem nokymajy, ApcennjeBuh je mocTUrao Ja CBU CHJIACIH JIOHE
JICOHHIIE YHHE CEKYHIy Y OHOCY Ha ropmy (B. ogespke 111/1, II1/2, 111/3).

3axkmwyuax

YuraB OMUCAHU TOK PEKOHCTPYKIIM]jE M MPECTPYKTYPUPAba MY3UUKHX
KoJz10Ba 1o cehamy npeIcTaBba MOTBPAY Te3€ 1a j€ ,,My3ryKa MeMopHja (...)
TOC/IE/NIA YOUaBamha CTPYKTYpe ™. Moske ce BHICTH Ja Cy ce Y TOKY pe-
KOHCTPYKIIMj€ HajIpe YCHOCTABIIM MapaMeTpd PUTMA M TOHCKOT HH3A.
®dopma 1 Meoaujcku Mozien ypeheHu Cy TOCTENeHO, a y CIyk0u Mojerna
MOCTaBJba CC HAUUH KaJCHIMpama. [lapayesHo ca mperHaYeHheM MEJIOH]-
CKOT MOJiefia TeKJIa je TPOMEHa THUIIa JBOIJIaca M HauMHA OpHAMEHTHCAbA,

HITO je y TeCHO] BE3U ca TpeTMaHOM Bojiehe u rpatehie neoHmure.

YV matom mpuMepy IMoKasyje ce u3pakeHa morpeda 3a XoMmoHoHHjoM
y CBHpIM Ha JBOjHUIIaMA. tby MokeMO 00jacHHTH YTHIIajeM HOBHjeT
KyJITYPHOT OKpYXeHa’' Ha CPIICKOM CelTy MOC/IeAmbuX AeleHnja XX Be-
Ka, M0jadyaHor TocpencTBoM Meauja. OBa OM KOHCTaTanyja Moriia J1a mo-
JPIKH Te3y fa ce ,,CBECHOCT™ 0 XapMOHHjH ~ — y HaIIeM CIIy4ajy, ,.CBe-
CHOCT" 0 THITy TPaIulIMOHAJIHOT ABoriacja — yuu. [la Ou momao 1o mpe-
hammux ycBOjeHHX MOAENa, MOXPAamEeHUX Y COICTBEHOM IYTOPOYHOM

3 Ksenija Mirkovi¢ Rados, Nav. delo, 78.
3* pema Ucro: 15.

3 Hcro: 54.
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namhewy, ApceHujeBuli je, TOKOM OBE PEKOHCTPYKIIHje, MOpao Ja af-
CTpaxyje Hay4eHe MOJIeNie MOJCPHUjUX BUIOBA CBUPKE HA JIBOJHUIAMA.

[Ipu peKOHCTPYKUHjHU, CBHpaU C€ MOCITY>KUO CONICTBEHHM aKTHBHUM
W MACUBHHUM TO3HABAKCM BHUIIIC TPAJUIM]CKUX CBUPAYKUX MOJena Koje
je pu cBUpamy KOMOMHOBAO, Tparajyhu 3a npaBom Gopmom. OcITymKy-
jyhu nobujene pesynrare GopMUpao je CONCTBEHH (huobex Kao UCKIbY-
YHMBHU perep Ha KOjH Ce OCIambao.

HckycTBa n3 001acTH KOTHUTHBHE TICHXOJIOTHjE MOKa3yjy a ce Uy
OBOM JIOMEHY MpeJl ETHOMY3UKOJIOTe MOCTaBba 030MIbaH 3aXTEB y METO-
JIOJIOTHjH TEPEHCKOT pajia U UCTpaKuBamba: 00e30ehmBame ycioBa CHUMa-
Ba y kojuma Ou Omia HajBeha BepoBaTHOhA HOOHjarba HAjBATMAHUJUX pe-
synrara. Haume, oarosapajyhu mamepujannu npocmop xoju, no XanOBak-
Cy, Jaje TIOAPITNKY ITOCTOjalby MEHTAITHOT IMPOCTOpa Y KOJICKTHBHOM ceha-
H)y37, BEpOBAaTHO OM M3BOhauMMa IMOMOTA0 Jia Y YCIOBAMa TOHCKOT CHH-
Mama npaBy GopMy YUYHHE IPUCYTHOM y CBECTH U My3HYKOj MEMOPH]H.

MunaanH ApcennjeBuhi je OO MpUIIQJAHUK TeHEpaldje CBUpaJa -
je je ,,camoHHKJIO® ymehe, Kao cacTaBHM J€0 KOJIEKTUBHOI YMETHHYKOT
HCKYCTBa, YMHOTOME 3aBHUCHIIO O] KOHTEKCTa Y KOME HACTaje, UCI0JhaBa
ce W xuBH. [Iporiec onmucaH y OBOM pany, Kao MPHIIOTY €MIIHPHjCKOM
poydaBarby My3UUKHX 110jaBa’", WIyCTpaTHBHA je MOTBPAA Te3e 1a je 3a
YCMEHY KYJITYPY KapakTepUCTHYHO Ja cehama monpumajy oOJIMK U3BO-
hema’’. C 063upoM Ha ManoOpojHa HCTPAKUBAEA OBE BPCTE Y JAOMCHY
yCMEHe TpaJulMjCKe IpaKce, pe3ysITaTy aHajJu3e 0 KOjUX Ce Y OBOM pa-
Jly JIOIIJIO MOTBPYY]jy J1a MOCTOj| OMpaBaaH pas3Jior Jajber Tparama y TOM
npasily. McTpaxnBameM TpeBoljeha W3 MACUBHOT Y aKTUBHO MY3HYKO
namheme, Kaj je ped 0 KOJIEKTUBHOM M HHAMBUAYAITHOM MY3UYKOM TaM-
hemy, Morio 6u ce, u3mel)y ocrasor, gohu u 10 BpeJHUX Ca3Hamka KOju-
Ma OM ce YIOTIYHHIIA TOCaallha UCKYCTBA y Tparamy 3a My3HYKUM ap-
XETUTIOBUMA.

3% TIpema Ucro: 20.

37 Pol Konerton, Hageaero aeno, 54.
38 Ksenija Mirkovi¢ Rados, Nav. delo, 131.

3% Pol Konerton, Nav. delo, 103.
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TABEJIE

Tabena I — yobaHcka ecma (CBHpad jy je Ha3Bao: ,,CIIMYHO My THIYKOM )

I/1 1/2 I/3 1/4
O06auk A Av Avy A Av Avy A Av Avv A Av Avy
TOHCKM HM3 U | AMJATOHCKH, |AHjaTOHCKH, |JAMjaTOHCKH, |AUJATOHCKH,
oricer VII-1-2-b3-4 | VII-1-2-b3-4 | VII-1-2-b3-4 |VII-1-2-b3-4
(ambuTyc) VII-4 VII4 VII-4 VII-4
Menonujcku | A, Av: gab- | A, Av: gab- | A, Av: gab- | A, Av: gab-
MOJIeN bag-gab bag-gab bag-gab bag-gab
Avv: bag Avv: bag Avv: bag ABB: bag
Puram A: rubato A: rubato A: rubato A: rubato
Av, Avv: Av, Avv: Av, Avv: Av, Avv:
giusto giusto giusto giusto
2/4 (5/8) (3/4), 2/4, 2/4 2/4
(5/8)
Kanenie u A, Av: b3/1 A, Av: b3/1 A, Av: b3/1 A, Av: b3/1
nonykagenne |Avv: 1/VII Avv: 1/VII Avv: 1/VII Avv: 1/VII
Tun TeHEPAJIHO: |TeHepaJTHO: |TeHepajHO: |reHepaJiHo:
JIBOTJIacja xoMo(oHHja | xoModoHHja |xomodoHHja |xXoMopoHHU]ja
Ca3Byiu MMapanenne |mapaneane |mapajiejiHe |mapaJiejHe
Tepue, Tepue, Tepue, Tepue,
NMOBPEMEHO |IOBPEMEHO |MOBPEMEHO |MOBPEMEHO
CeKyH/Ie, CeKyH/e, CeKyH/1e, CeKyH/e,
KBapTe KBapTe KBapTe KBapTe
KaJeHIe: KajleHe: KajJeHlle: KajJeHIe:
CeKYH/1a CeKyHAaa CeKYH/1a CeKYH/1a
Opnamentn | yHU¢opMHHU: |yHHGOPMHU: |yHHUPOPMHM: | YHUPOPMHU:
Tpuiep, TpuJep, TpuJiIep, Tpuiaep,
MOP/EHT, MOP/IEHT, MOP/EHT, MOP/EHT,
NpaaTpuiep |NpaJTpujep |NpajJTpuiep |npajaTpuiep
Tperman ITapaneqHo |mapajeJHo |mapajejaHo |napaJjejHO
Boaehe n KpeTame, KpeTame, KpeTame, KpeTame,
npatehe yIJIaBHOM YIJIaBHOM yIJIaBHOM YIJIaBHOM
JICOHUIIE y Tepuama y Tepuama y Tepuama y Tepuama
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Ta6ena I1 — pexykoBana yobaHcKa recMma, ,,CITMYHO Ty THUYKOM

m/1 /2 /3

O06auk BHUILIE/IC/IAH: 0sodenan: A Av, jeonooenan: A
A Av Avv AVvvv |00 3a8punoe 00 3a6pUWHO2

MmoOdena Mmodena
Avvy uz Il/1 Avvy uz Il/1

TOHCKM HU3 U | AMjaTOHCKH, JTHjaTOHCKH, JTHjaTOHCKH,

oricer VII-1-2-b3-4, VII-1-2-b3-4, VII-1-2-b3-4,

(ambutyc) VII-4, VII-4, VII-4,
ca UMHUTHpameM | 0e3 riaucanja. ca UMHUTUPAbEM
YCKOT MHTEpBaja YCKOT MHTEpBajIa
rMcagaoM, b3-b4 rMcanaoM, b3-b4

Menonmujcku | A: bag-gab Bag Bag

MOJIEI Av:bag
Avv: bag-c
Avvv: bag

Puram A: rubato A: rubato A: rubato
Av, Avv, Avvv: Av, Avv, Avvv: Av, Avv, Avvv:
rubato Rubato Rubato

Kanenne n A:b3/1 (3/2-1) -

nonykageHue |Av: 1/ VII 1/VII VII-4
Avv: (4/ VII)

Avvv: 1/ VII-(4)

Tum gBornacja | Xemepogonuja, Xemepoghonuja, xemepoghonuja,
TIOBpEeMEHO xoMo(oHHja, xoMo(oHHja,
xomodoHuja, xemepogonuja Xxemepoghonuja
xemepoghonuja (v kaoenyu) (v kadenyu)

(y kadenyu)

Caspyiu npume, cekyHoe, | npume, ceKyHoe, npume, cekyHoe,
y moJIyKaaeH- Tepia npen Tepia mpex
maMa u mpeq Ka/IEHI[OM Ka/IEHI[OM
3aBPIIHOM Ka-

JAEHIIOM — Tepue

OpHameHTH c10600HUjuU; c10O00HUjuU; c10600HUju;
mpunep, MOpOeHm, | mpuiep, MOpOeHm, | mpuiep, MOPOeHMm,
npaimp. npaimp. npaimp.

Tperman Oeonuye cy y 6ehoj | nezasucHo, He3a6UCHO,

Boaehe n Mepu He3asucHe, | MOBpPeMeHO napaseju3am

nparehe TOBPEMEHO napaseju3am

JICOHHUIIE napaJjejimn3am
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Ta6ena III — myTHHYKa cBUpKa

/1 I1/2 I11/3 111 /4 I1/5 I1/6
006k A A A A Av A A
ToHckn | aujaToH., | IMjaTOH., |IWjaTOH., |IUjaTOH., |IUjaTOH., |IHjaToH.,
HU3, VII-3 VII-b3 VII-4 VII-4 VII-4 VII-b3
oricer gliss. gliss. gliss. gliss. (4 xao
b3-4 b3-4 b3-4 OpHa-
MEHT)
Menon. |Bag bag Bag bag bag, bag |bag
Monen
Puram rubato rubato Rubato | rubato rubato rubato
Kanenne, |/ 1 j— 1 1 1
noJjy- 1-(4)-- 1-VII-(4) | VII-(4) (2-1)-VII | VII-(4) (1-VII-2-
KaJIeHIIe 1)
Tum aBo- | xemepodh. | xemepo. | xemepo. | xemep., | xemep., |xemep.,
riacja xemepog. xemepog. | xemepog. | xemepogp.
-00pOyH -0opoyn | -6opoyn | -60poyH
CazByuu |npunme, npume, npume, npume, npume, npume,
cexyHOe | cekyHOe |cexkyHOe |cexymoe |cexkynde |ceKkyHOe
OpHa- groupetto |sooeha | Obe cuHkone |Kaoy Kaoy
MEHTH OKO Oeonuya: |ceupane: |Hanudxce |III/4 111/4
monuke | mpunep, |mpunep, |y
MopOeHm, | MopOenm, | npamehoj
gruppetto | gruppetto | 0eonuyu,
OKO OKO gruppetto
MOHUKe | moHuKe | O0Ko
MOHUKeE
Tpetman |yuucono, |YHUCOHO, |YHUCOHO, |VYHUCOHO, |YHUCOHO, |YHUCOHO,
Bozehe cekynoe, |cexyHoe, |cexkynde, |cekynoe, |cexymoe, |cexyHoe,
u He3a- Hesa- He3a- He3a- Hesa- He3a-
nparehe | eucne sucHe sucHe 8UCHe sucHe sucHe
JICOHHIIE | DeoHuye |Oeonuye |Odeonuye |oeonuye |Oeonuye |deonuye
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~ensiog

Muagna Apcennjesuh ca cBupamueroM (cHumma J. JoBanosuh 1988)
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Jelena Jovanovic¢

SEARCHING FOR THE RIGHT FORM:
A SELF-TAUGHT VILLAGE PLAYER RECALLING
PERFORMANCE LIVE
(Summary)

The repertoire of the excellent self-taught traditional dvojnice-player, Mi-
ladin Arsenijevi¢, from the vicinity of Topola (central Serbia) consists of lyrical
songs of a newer rural repertoire. During a “cognitive interview”, in his attempt
to recall and reconstruct old-time traveler’s (putnicko) playing through perform-
ance, a “real music situation”, he has gradually condensed the developed form
of the homophonic shepherd's song into the fragmentary form of heterophonic
traveler’s playing. In this paper the accent is on the player's search and creative
process in his attempt to derive the right musical form of a piece, using his long-
term memory, since he has not heard or played the piece for quite a long time. It
is also a successful attempt to bring musical data from passive to active musical
memory, and a transit from one collective semantic musical code to another.
The motoric component plays an important role as well. The analysis of musical
change shows that musical memory is a distributive system, and data is organ-
ized in groups. Musical parameters change: rhythm and tone are changed first,
while other parameters seem to depend mostly on the shape of the melodic
model; they gradually change while this element finds its right form.
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Jlanka Jlajuh-Muxajnosuh

ETHOMY3UKOJIOWKHA ,,[TIOPTPET“ HAPOJIHOI'
MY3HUYAPA: I'YCJAP*

Ancmpaxkm: Pan npencrtaBiba NpHIIOT carjiiefiaBamby 3Hadaja Ouorpaduja kao
Hay4YHHUX H3BOpa Y €THOMY3HKoioruju. Kao kapakTepucTHYHH NPUMEpH H3a-
Opane cy Ouorpaduje ryciapa KOju Cy y CPIICKO] TPaIHIUOHAITHOj My3HUYKO]
KyJTYpH UCKJbYYHBO COJIMCTH. YKa3aHO je Ha HEOIXOIHOCT YBa)KaBamba Y0Be-
Ka Kao YBEeK CIelH(UYHOT KOMIUIEKCAa (PU3HONOLIKHUX, ICHXOJIOMIKHUX, MEH-
TaJHUX U UHTEIEKTyaJIHUX NMoTeHuujana. OcuM Tora, OTBOPEHOCT U IMHAMUY-
HOCT HPHpOJe 4YOoBeKa CKpelly makiby Ha 3Ha4aj carjiefaBarba MHTEpaKUuje
NOje/IMHIIA U JPYIITBA, KOHKPETHO HAPOAHOT My3uuapa u Kyntype. [Ipumepu-
Mma rycnapa [lerpa IlepyHosuha Ilepyna 1 Momumnna JlyroBua mmyctpoBaHa
je dynkmja 6uorpaduja y MO3UIHOHNpPAKY U HHTEPIPETHPAbY yiIora Ioje-
JMHAIA Y TPaJULHjH.

Kawyune peuu: 6uorpaduja, HapoaHU My3UUap, ryciap, enuKa, TpaIuLuja.

PasBujajyhu ce o1 koMmapaTHBHE TUCIMILIMHE Ka aHTPOIIOJIOIIKH
OPHjEHTUCAHO] HAYLIM, CTHOMY3HKOJIOTHja je MPBO MPOIINPUIA HHTEPE-
COBamEe Ha OJHOC MY3HKE Ca COITHjaTHHM >XHBOTOM — y CBOj (hOKyC je,
OCHM CaMe My3MKe, YKJbY4HIIa U KOHTEKCT, a BPEMEHOM je Pacio M MH-
TepecoBame 3a My3Hyapa-lojeHIa, TPUMapPHOT aKkTepa y (Tpagumuo-
HANHO]) My3uukoj Kynrypu.” Tumoru Pajc (Timothy Rice) je ympaso
npemMa OBUM ,,MapKepuMa‘‘ H3JIBOJHO TPH OCHOBHA CTaJMjyMa y UCTOPUjU
eTHOMY3HuKoJorrje: a3y MHTEpecoBama 3a MCTOPHjCKa (€BOMYLIMOHH-
CTUYKA) [TUTamba, [I0TOM JOMHUHAHTHY YCMEPEHOCT Ka COLMjaTHOM acIeKTy
My3HKe H, KOHa4HO, oBehaHo 3aHMMam-e 3a 3Hayaj MHAMBHIYyaTHOT.” 1
caMm TpeTMaH KOHTEKCTa MpOIIao je 3HauajaH eBOJyTUBHH ITyT: O OMHCa
MyTEM KOjer ce My3HKa reorpad)cku, KyJITypHO M COLUjaJIHO JIOLMPA, ajlid
CYLITHHCKH HE NOjallmkana (y MOJAENIY ,,JICCKPUITHBHE €THOMY3HKOJIOTH-
je“), mpeKo YKJbyunBama CHUCTEMa COLUOKYITYPHUX MPEACTaBa 0 My3H-

OBaj paz je pe3ynTar npojekra Mysuxa Ha packpuhy — cpncku, OAIKaHCKu u egpon-
cku oxeupu, op. 147033, ¢unancupan on ctpaHe MHUHUCTApCTBA 32 HAYKY U TEXHO-
nouku pa3Boj Pemy6muke Cpbuje.

Anthony Seeger, ,,Ethnography of Music”, [in:] Ethnomusicology. An Introduction,
ed. Helen Myers, W. W. Norton & Company, NewYork — London 1992, 99-104.

Y TOoM KOHTEKCTy Hajuemhe ce kao pedepeHia momume kmura: Alan P. Merriam,
The Anthropology of Music, Northwestern University Press, Evanston 1964.

Timothy Rice, ,,Toward the Remodeling of Ethnomusicology*, Ethnomusicology,
Los Angeles 1987, Vol. XXXI, No. 3, 469—-488.

225



My3ukoinoruja 8 —2008 Musicology

11 KOjU YYECTBYje y MPOIECY BEHOT HACTaHKa, Pelemiyje u TpaHcdop-
Malgje, a Koju Mopa ouTH 3axBalieH y mpoluecy ASCKpHIILHje, aHaAIn3e U
HHTEepIpeTalyje, 10 APYror BUIA aHAUTUTHYKE KPajHOCTH, KOHCTPYKTH-
BUCTHYKOT CTAaHOBHILTA, TIpeMa KOjeM MY3HYKH ,,MOJEN‘ y MOTIYHOCTH
KOPECIIOH/IPA Ca COLHMjaTHOM CTPYKTYPOM Koja ra reHepuie.’ OJuinke
JIPYIITBa M KyJNType BakaH cy Jeo 0aze mojaraka kKojoj ce oOpahajy ert-
HOMY3HMKOJIOTHja U My3W4Ka COI[HOJIOTH]ja y OKBUPUMA 3ajeTHUYKUX WH-
TepecoBama 3a MpOoydYaBambe WIACHTUTETa My3UKE, HICHTUTETa APYLITBA
¥ MIeHTHTeTa Be3a m3Mely Mysuke u apymrsa.’ C apyre cTpaHe, HH/IH-
BHIyaJIH3aM je Kao OTINTa KapaKTePUCTHKA MOJEPHOT BpeMeHa JOHEO
UCTHIAhE YOBEKa-TOjeIMHIa Kao cyOjeKkTa KynaType, 4ak U y OKBHUPY
TPaJULUOHAIHUX KYJITYypa, IITO je BOAMWIO Ka jOoUI jeJHOj 3Ha4ajHOj Ipo-
MEHH TeMEJFHUX MOCTaBKHA €THOMY3HKOJIOTH]jE: Y caMy NehUHUIIA]Y MY-
3MKE YBEJICH je, OCHM 3BYyKa, U 4YoBeK. HOBHjU €THOMY3HMKOJIOIIKA KOH-
LENTH Ha pa3nuuTe HaYMHE MPUCTYNAjy MY3ULH (M3 NEPCIEKTUBE CH-
cTeMa KOMyHHKaIuje, My3ndkor aorahaja, nepdopmanca, yuema, Moay-
YyaBama, MPOMEHa WTH), M ce MOAYAapajy y MpHXBaTaky YOBEKa Kao
cy0jexTa, HariamaBajy JbYACKO MOPEKIO W ONpeuINTa My3HKe. Y T3B.
,,JETHOCTaBHOM aHaJUTHYKOM Moneny™ koju je jomr 1964. monyano
Amnan Ilapkxepct Mepujam (Alan Parkhurst Merriam) 9oBek je TUpeKT-
HO MPHUCYTaH Ha J[Ba Of TPH HUBOA: Y OKBHPY KOHIIENTYaU3alHje My3H-
K€ U MOHAlIaka y BE3U C MY3UKOM, JIOK Tpehn HUBO YHMHH CaM MY3HUYKH
3Byk.® 13 oBe MOCTaBKe NPOM3ANLIN Cy MHOTH CIIMYHH HCTPAXKHBAUKH
MOJieIM. AHTPOIIOJIOIIKKA KOHIICTIT Hajasbe 100uja Guio30pCcKy opujeH-
TalMjy Ka YOBEKY Kao YBEK jeJMHCTBEHOM KOMIUIEKCY (H3HOJIOIIKUX,
TICHXOJIOIIKHX, MEHTAIHUX M MHTEJCKTyalHUX IMOTEHIHUjala, KOjU MpHU
ToM Huje dukcupan.” YeMmepeme Koje je MOTEKIO U3 aHTPOIONOTHje 1a
ce MpHUPOAa YOBEKa MPHUXBATH M TEOPUjCKM pazMarpa Kao OTBOpeHa U
JUHAMUYHA, Y €THOMY3UKOJIOIIKO] PaBHU PE3YJITUPAIO je MPUCTYIIOM

[Ipema: MBa Henuh, ,,TekcT 1 KOHTEKCT Ka0 MOJEIIN MHUIUBEHA Y €THOMY3UKOJIOTH-
ju*, [y:] Hcmopuja u mucmepuja mysuxe. ¥ wacm Poxcanoe Ilejosuh, yp. U. Tlepko-
Buh-Panak, /. CrojanoBuh-Hopuunh u /. Jlajuh-Muxajmouh, ®@akynrer my3uuke
ymetHOCTH (,,My3uKkonomke cryauje — Monorpaguje®, cs. 2/2006), beorpan 2006,
281-289.

Philip V. Bohlman, ,,Ethnomusicology and Music Sociology®, [in:] Musicology and
Sister Disciplines. Past, Present, Future. Proceedings of the 16 International Con-
gress of the International Musicological Society London 1997, ed. D. Greer, Oxford
University press, London 1997, 290.

8 A.P. Merriam, Op. cit., 32.

Volker Kalisch, ,,Music from an Anthropological Perspective®, [in:] Musicology and
Sister Disciplines. Past, Present, Future, Proceedings of the 16™ International Con-
gress of the International Musicological Society London 1997, ed. D. Greer, Oxford
University press, London 1997, 310.
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MY3HLHU Kao MPOAYKTY MHUILbEHA U TIOHAIIamha KOHKPETHOT My3Hu4apa y
crerpUIHUM OKOTHOCTHMA. KOHIIENT yMeTHHKA TOCEOHO je CIIOXKEeH Ha
MOJbY YCMEHE MY3UYKe KYyAType, TIIe ce CTBapame U U3Boheme crajajy y
JEIHOj TMYHOCTHU U TJIe TPOIeC MPEHOIIEHha ToApa3yMeBa JUPEKTHY KO-
MyHHKaiujy. Tako ce U3 mepHoja BaKHOCTH ,,0Horpaduja konekrusa“,”
MPEeKo anocTpodrparma WHAWBUAYAITHOT, A U YHUKATHOCTH WUHIIUBHILY-
ajiHoT, JouuIo 10 cBe Beher 3Hauaja Ouorpacduja Mysuuapa Kao U3BOpa

KOjH c€ KOPHUCTE Y €THOMY3HKOJIOTHjH.

[Tocneame neleHje pa3Boja ETHOMY3UKOJIOTHjE O0CICKUIIO je Ha-
CTOjakbe Ja ce AMXOTOMHj€ MY3HKOJOIMIKOI U COLHUOJOLIKOT, OJHOCHO
AQHTPOTIOJIOMIKOT TIPHCTYNa TpeBa3ul)y CHHTETH3yjyhnM KOHIeNTHMA,
CJIOKEHUM TPHUCTYIIUMa KOJU YKIBYUYjy MY3UKY, KYJITypy W YoBeka. Y
TOM CMHCIY, OceOHY MaXy MpHBJIaue pelanuje Ouorpaduja Hapoa-
HUX My3udapa u ,,0norpaduja konektuBa“. CioxeHOCT Omorpadckor
JMCKypca y €THOMY3HKOJIOTHjH BeoMa ToOpo ce MOXKe cariefaTH Ha
npumepy Ouorpaduja ryciapa, Kao >KaHpPOBCKH ojpeleHe COoNMCTHYKe
yiore y Tpaguunju. OCUM Tora, y CBETIIOCTH MPETHOCTAaBKE Ja Ce 3a4eln
Omorpadwuja Haaze y OMMCHUMa JKHBOTA U MTOJABHUTA Baaapa, BOjcKoBoha
¥l PATHHKA y APEBHHM CIOBHMA M carama,” W aHajgoruje msmely jyHaka
KOje erCKe IMecMe CiIaBe U ryciapa KOju Cy Y ayTeHTUYHO] eTICKOj Cpeu-
HU y30pHE JTMYHOCTH, OMorpaduje ryciapa ce MOry carjiefatd kao OJu-
CKe peIuTiKe M3BOpHO] maeju omorpaduje. TokoMm MCTOPHjCKOT pa3Boja
ouorpaduja je kao Gopma g00HjaNa pa3zIMUUTEe HAMEHE: O] OcleKeHma
UCTOPHjCKE MCTHHE J0 JAUAAKTHYKE Heann3alnje, O MO3UTHBHE 10 He-
raTUBHE TIpomaraHae o ozapeheHoj JTMYHOCTH, O] NOKyMEHTapHHX [0
YMETHHYKHX [MJbeBa, ’ 112 je 1 Guorpaduja ryciapa oO6IHKOBaHA peMa
norpebaMa caBpeMeHe €THOMY3HMKOJIOruje creuuduyHa ¢opma 10 Koje
ce JIONIIO SBOYIHjOM MHIIJBEHA MPe CBEra y MaTHYHO] HAYIH, i U Y
HayKkamMa M JHCIUIUIMHAMA KOje ce Ha pa3lInuuTe HaunHe OaBe Mmpoydva-
BamEM CIIOKEHOT OJHOCA JIMYHOCTH W KynType. HeonmxoaHo je na taksa

Mertadopa ,,0uorpaduja KolekTUBa“ OBIE je ymoTpeOsbeHa y 3HAUCHY KOHTEKCTa,
CIIOXKEHE CTPYKTYpPE PEICBaHTHUX HCTOPHjCKHX, ETHOJIOIIKHX, aHTPOHOJIOIIKHX, CO-
LUOJIOLIKUX, KyATYPOJONIKHX, PEIUTHjCKHX, UICOJOLIKAX U OPYTUX BpcTa MHOP-
Mmanuja. Tako Xemnen Majepc (Helen Myers) uctude na nepcreKTHBaH TEPEHCKH HC-
TpakMBad MOpa Jia BliaJa KOMIUICTHOM JINTEPaTypOM M3 CBOje 00JacTH MO KOjOM
mojpasymMeBa u Oubarorpadujy y Be3u ¢ KOHKPETHUM reorpad)CKUM PErHOHOM, Kao
¥ OHOM KOja ce oJJHOCH Ha TeopHjcke cryauje. Helen Myers, ,Fieldwork”, [in:] Et-
hnomusicology. An Introduction, ed. Helen Myers, W. W. Norton & Company,
NewYork — London 1992, 28-29.

Dimitrije Bogdanovi¢ — Svetozar Koljevi¢, ,,Biografija“, [u:] Recnik knjizevnih termi-
na, drugo, dopunjeno izdanje, gl. i odg. ur. Dragisa Zivkovi¢, Institut za knjizevnost i
umetnost — Nolit (Biblioteka ,,Odrednice*), Beograd 1992, 89-90.

1 Hcro.
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ouorpaduja Oyae pe3yiaTar KPpUTHUKE eBajlyaldje CIMKa JOOMjeHUX U3
€MCKe M eTcKe BHuzype. Ayroduorpadcke eIeMeHTe HCTPakKHBad-ayTop
Oouorpaduje cazHaje o1 caMor My3udapa, Hajuenrhe y OKBUpY HMHTEPBjya
TOKOM TEPEHCKUX HCTPaXXHBamba. Y TOM CMHCIY BeoMa je OMTHa MeMo-
pHja Ka3uBaya, a OHa 3aBHCH OJi MHOIITBA MHIMBUAYaJHUX OCOOMHA U
yTHIIaja APYIITBA, 1Ma ce ,,ayToonorpadcka MeMopuja““ u Ha HOj 3aCHO-
BaHH MCKa3W MOTY Pa3IMKOBATH y Pa3INUUTHM MEPUOTUMA HETOBOT KH-
BoTa.' OcuM ayToGHOrpahcKOr OCBPTA, TEPEHCKO HCTPAKHMBAKE OJIHO-
CHO JUPEKTaH KOHTAKT C My3HMYapuMma MpUJIMKa je W 3a olcepBauujy (1
Oelexxeme — BHIEO CHUMArhE¢) HUXOBOT IOHAIIama, IPe CBera TOKOM
MY3HLIUpaka, i Uy BepOalHOj KOMYHHUKAIIH]jH, IIPHITUKOM KOjeT ce OT-
KpHBajy (Mnu O6apeM MOTy Ha3peTd) LPTE JIMYHOCTH Ba)KHE 33 MY3MUYKH
npodmr. CrnermudpuyaHy BpPCTy mojaTaka duHe ,,0norpaduje cHUMakKa™,
HAIlOMEHE O OKOJIHOCTMMa KOHKPETHHX H3BOhema — KOHCHTYalldjama.
Haume, Ha 3ByYHH HPOIYKT MOTY YTHLATH Hajpa3iUIUTHjH ,,MUKPO-CO-
[UjaTHA ", ,,aKTYEITHO-TICHXOJIOMIKN‘, TEXHUYKH U JPYTH TapaMeTpH, Ia
je moTpeOHO J1a eTHOMY3HKOJIOIIKH MpojeKToBana ororpaduja o0yxsaTu
W TIOjeIUHOCTH KOj€ OCBETJbaBajy ,,MY3MUKO IMOHaIIame y oapeheHoj
curyaurju. KoHauHo, KOHCTaHTHY pedepeHIly U HEOIXOAHH ,,paM* OBa-
KBE Hay4He Onorpaduje YMHe TOJAIi U3 PA3IMIUTHX U3BOpa KOjH Toja-
UI/aBajy COLMjaHY CTpaHy JIMYHOCTH My3udapa: ol ,,00jeKTHBHUX'
JPYLITBEHUX OKOJIHOCTH KOj€ Cy ra MOZEJIOBaie, 10 MUILbEHha KyITyp-
HE CPEIUHE O BEeTOBOM MY3HLHPADY.

% 3k ok

Emncka tpagumwmja je jemaH on cuM0O0ia cpricke My3HIKO(OIKIOpHE
OamTHHE, a peCTaBsba je CIIOKEHA CIIMKa TparoBa BEKOBHOI HACIOja-
Bama yTHIaja TeHepaluja Koje Cy je 00JIMKoBaie Kao AUPEKTHHU MPEHO-
CHOIIM — TYCJIapW, &I W Kao aKTHBHU CJIYIIAOIH THIMYHH 3a ,,eTICKe
cpenuHe’. 3acTyIUbE€HA TIPETEKHO COJNMCTUIKAM MY3WIKOTIOCTCKIM
dopmama,'? enuka je ox moueTKa HEHOT HAYYHOT PA3MATPAm-a MOCTA-
BJbCHA KAO0 MPECEK MHIMBH/YATHOT ¥ KOJICKTUBHOT Hadena. OBakaB mpH-
CTYyIl y UCTOpHOTrpadHju U TEOPHjCKO] JTUTEPATYPH O CPICKO] KEHMIKEB-
HOCTH OfIpa3 je Tpesiamama OMIITHX TeOpHja YCMEHOT era, pOMaHTHIap-

Bumie o tome Bugetu y: Nancy Lee Ruyter, ,,Autobiografical Memory and Field-
work®, [in:] Dance and Society. Dancer as a cultural performer. eds. E. Ivancich Du-
nin, A. von Bibra Wharton and L. Felfoldi, European Folklore Institute, Budapest
2002, 146-153.

VY cprckoj My3HYKO(OIKIOPHO] MPAaKCH eICcKe TMecMe Hajuemhe meBajy MyIMIKapuu
COJIO KOju ce0e mpare Ha TyciiaMa, alli Cy 3a0elekeHa W ,,4HCTO’ BOKAllHa, COJIH-
CTUYKA U TpyIHa H3Bolera, Kao U MeBabe y3 NpaTiky APYTHX HHCTPyMEHaTa — JIBO-
CTPYHHX Tycaiia, TaMOypa ¥ rajan.
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CKe TeopHuje 0 ,,nieBajyhemM Hapoay* U HBeHEe MPOTHUBTEKE U3PAKECHE KPO3
T3B. ,,XOMEPCKO nHTame . Jou je HajBehu cpricku ¢onknopucra Byk Ka-
payuh cBoje TeBade MpeACTaB/bao Kao ,,HajoomapeHuje mehy wmHO-
mBoM™."” TaKo Cy ce y IperoBopuMa HeroBux 36upku (Cpncke Hapoo-
He njecme) HAIUIM W Onorpad)CKy MoJaly IeBaya, OJl JMYHUX IOjaTaka,
(GM3UYKNX ¥ KapaKTEPHUX OCOOWHA, JI0 3aMaKama O OMIITHM HHTEICKTyal-
HUM, KOTHUTHBHUAM W CIICHU(DUYHAM YMETHUYKHM (My3HYKAM U TIECHHY-
KHUM) cIOCOOHOCTHMA, ajli X j€ U ,,TIO3UIMOHUPA0" y BpEMEHY U IPYLITBY:
[PTHIAMA O COIMJATHOM CTaTyCy MOPOJUIIEC MeBava, OMUCUMa OKOTHOCTH
KOje Cy Ta JOBeJlie Y Be3y C eMUKOM, O ,,eTICKOj CPSANHH* y K0jOj CE Hhe-
TOB TajieHaT (JOpMHpao U UCTOJbaBao. Mmak, BaKHO je HATJacuTH Ja je
OBa BpcCTa NojaTaka Koja Byka nmpucyTHa CopajndHO, HECUCTEMATHYHO
¥ HE MOKE C€ cMaTpaTu Omorpadujama nesada, OJHOCHO Tyciapa.

[MoyeTak Hay4YHOT U3ydaBarha jY’>KHOCIOBECHCKE, A W CPIICKE CITHKE,
obeexwy ¢y cTpanu (unono3n: Matrja Mypko (Matija Murko), ['epxapm
I'eseman (Gerhard Gesemann), Muiman Ilapu (Milman Parry), AnGept
bejrc Jlopa (Albert Bates Lord). ¥V oncexxHum mMaTepujannma Koje cy ocra-
BWJIM Hajla3e ce U Omorpad)CKH MOJany O BEIMKOM Opojy Tyciapa ¢ KOojuMa
Cy Ce CpeTa, alli ce [0 BPCTH MMoJ[aTaka OTKPHBA HE-My3HUKa MEePCIICKTH-
Ba UCTpakuBaya. [IprcTyn nmpoydaBamy €NCKHX MecaMa Kao MPBEHCTBEHO
MOSTCKUX TBOPEBUHA YCJIOBHO je W TPEACTABIbALC CTBapaolia-u3Bohada
npe cBera Kao MECHUKA, JIOK Cy My3WYKe CTPaHEe FUXOBHX CTHJIOBA BHIIE
MapKHpaHe, Hero OMMCUBAHE H/HiK aHam3upane.

[IpBY MY3HKOJI03H KOjU Cy C€ 3aMHTEPECOBAIIN 3a jYKHOCIOBEHCKY
enuky Oounm cy Takohe ctpanuu: ['ycraB bekunr (Gustav Becking) u
Banrtep Bunm (Walther Wiinsch), mpu uemy je cBakako 3Ha4ajHUjU J10-
npusoc Bunma."” YV cBojoj kmusu Die geigentechnik der Siidsla-
wischen guslaren (I'yoauxa mexHuKa jysiCcHOCIO8EHCKUX 2YCAApd) OH je
pETHOHAITHY eTICKY IPaKCy NPUKa3ao Kao CyMy UHIMUBHIYaTHUX CTHIIO-
Ba ryciiapa Koje je HaBeo IMOWMEHIIE W MPEeCTaBuoO n30opom dmorpad-

Bnanan Henuh, Byxosu nesauu, Pan (bubnuorexa [Jom u wxoaa), beorpag 1990, 7.

3a eTHOMY3HKOJIOIIKO MpOy4YaBame CMUKe MOCEOHO Cy 3HAYajHH IMOJald Koje je
ocraBuo Maruja Mypxko. Bunern: Danka Laji¢-Mihajlovi¢, ,,Doprinos Matije Murka
etnomuzikoloskom proucavanju epike®, [in:] Slovansky svét oc¢ima badatelii 19. a 20.
stoleti. K 50. vyro¢i umrti Ludvika Kuby, eds. P. Kaleta, L. Tyllner, Etnologicky
ustav AV CR v. v. i., Praha 2007, 81-88.

HNako je Buni 6uo BekHHroB CTYZCHT U aCUCTEHT, OH jé BPEMEHOM CTEKao U MHOTO
BUIIIE TEPEHCKOT MCKYCTBA Y MCTPAKMBamYy jy)KHOCIOBEHCKE €IHKE, 4 OCTABHO je U
3Ha4ajHUju nucanu Tpar. Bunern: Danka Laji¢-Mihajlovié, ,,Epic in the Network of
Ethnomusicology*, [in:] Music & Networking. The Seventh International Conference,
eds. T. Markovi¢, V. Miki¢, Department of Musicology and Ethnomusicology, Faculty of
Music, University of Arts, Belgrade, IP Signature, Belgrade 2005, 276-277.

229



My3ukoinoruja 8 —2008 Musicology

CKHX MOJIaTaKa Koje je MPOLEHHO BaKHUM 3a CTHJI MEBamba, OJHOCHO
cBupama.'® Tako 0COGMHE JTMYHOCTH IOBE3Yje C OMIITUM KapaKTepoM
WHTepIIpeTanuje, oapeleHa Menoaujcka penema TYMadd Kao TOCIeIn-
Iy CTapoCTH IeBava, MPUPOJAHUM PETHCTPOM IJiaca oOjanimasa CIeln-
¢uuny 60jy, ,,cTUAN3ANM]Y" y NIEBamby, JOBOJAHM Y Be3y HHUBO 00pa3zoBa-
ma (Ipe cBera eJIeMEeHTapHO: MMCMEHOCT) ¢ HAYMHOM y4eHha, IpeHOIIIe-
’Ba U MpeoOIMKoBama fecaMa, ocBphe ce Ha yCIOBJBEHOCT perneproapa
JKUBOTHUM OKOJIHOCTHMA, a YKa3yje U Ha OAHOC CTHJIa MeBama U (U3Me-
mene) GpyHKImje enuke.'

W y okBupy npoyuaBama reBama y3 rycie ol CTpaHe CPIICKUX €THO-
My3uKonora (Apyra mojoBnHa XX Beka) omHOC mpema Oworpadmujama
ryciapa Heje ce OMTHO MPOMEHHO. 3aCTyIJbEHOCT OnorpadcKux moaara-
Ka cpa3MepHa je MaxmH Koja ce mocBehyje MHIUBHIYyaTHUM OCOOEHO-
CTHMa TIeBamba y OKBUPY CHHTETH30Bamba CTHIICKOT Mpoduia, IIpH 4eMy
j€ W majbe TO BHWIIIC COMHjaJIHA CTpaHa JUIHOCTH U TO 03 MOApOOHM]jer
pasmarpama Be3a u3Mel)y JTMYHOCTH M My3W4KOT u3pasa. [Ipumep oBa-
KBOT IpucTyna je MoHorpaduja obmactu [parayeBo [parocnasa [leBu-
ha, y kx0joj je erckoMm meBamy MocBeheHa cpa3MepHO BEJIMKa TMaKibha Ha
OCHOBY 3Hauaja U OYYBaHOCTH EIICKE TpPaKCEe Y BPEMEHY TEPEHCKOT HC-
TpaXXHBamba OBOTA Kpaja: CTyAMja CAAPKU CyMapHHU IMperiiesl OAJINKa ell-
CKOT TIeBama, ca pedepupameM Ha OHOrpad)CKO-CTHIICKE TpOQuie Ty-
crnapa koju cy 3ace6Ho mputoxkenn.'® ETHoMysuKomomke MoHOrpaduje
ryciapa cy MainoOpojHe, MaxoM Cy MO3UTHBUCTHYKE OpHWjeHTAIMje U He
JIOHOCE 3HAYAJHUjH [IOMAK Y HAUMHY TpeTHpama ouorpaduje.'”’ Ayropka
OBOT paja je MOKyIana Aa y OKBUPY Pa3IMIUTHX IPOOIEMCKHUX OpHjeH-
Talyja Ha MOJbY IPOYyYaBambe CPIICKE CICKe TPaauIHje 00jeIMHU MY3H-
KOJIOIIIKE, aHTPOIIOJIOLIKE, MCUXOJOUIKE U COLHUOJIOIIKE METOAE, Ma je
TaKO MHAMPEKTHO Ha3Ha4YeHa M BAXHOCT Ouorpaduje 3a ,,uirdnTaBame
cTBapanauko-u3Bohaukor omyca ryciapa.”’ Takohe, cyrepucana je To-

Musikwissenschaftlichen institutes der Deutschen universitat in Prag, Briinn — Prag —
Leipzig — Wien 1934.

W. Wiinsch, Die geigentechnik der Siidslawischen guslaren, 40, 42, 43, 48.

Hparocnas [esuh, Hapooua mysuxa /[paecauesa, ®akynrer My3udke yMETHOCTH, be-
orpazn 1986, 51-54, 288-292.

Dimitrije O. Golemovié, ,,Pesnik i guslar Rajko Tomovi¢“, Muzika i re¢, Beograd
1978, br. 10, 43-60; Jenena Josanosuh, ,,Tpojuna rycnapa y ['opmoj Jacenuiu — Ko-
penu u Hacnehe“, Cabop napoonoz cmeapanawmea Cpéuje, Tomona 1996, rox. X,
6p. 1, 11-13. Enckoj Tpanuuuju nocBeheHo je 1 HEKOJIMKO CTYJCHTCKUX PazoBa, ce-
MHHApPCKHX H JUIUIOMCKHUX, KOjU CYy y pyKomnucHoj popmu noctynau na Katenpu 3a

eTHOMYy3uKonorujy dakynrera My3uuke yMeTHOCTH y beorpany.

2 Nawka Jlajuh-Muxajrosuh, ,,lycnap Ilerap [epyrosuh IlepyH kao HHOBATOp TpaIH-

Ije MeBama eNcKuX necama y3 rycie, [y:] Janu Baaoe C. Munowesuha, Mehyna-
PpoOHu Hayunu ckyn, bawa Jlyka, 10—11. anpun 2008, 300pHHK panoBa, yp. Jumu-
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Tpeba 3a carjiefaBambeM OJHOCA MHIUBHIYE W APYIITBA, OJHOCHO OHO-
rpaduje ryciapa u Tpaauiyje Kao jaena ,,KOJIeKTUBHE Ouorpaduje — Ko-
opIHATa KOJUM j€ Y3pOYHO-TIOCTIEANYHO onpeheH My3WduKu TEeKCT, y
OBOM clTy4ajy ercka rmecMa.”’ Kako je ped 0 COMMCTHYKO] M TO CIIOXKEHO]
(BOKaTHOMHCTPYMEHTAIHO]) (QOpMH, 3HAYa] MHIUBUIYaTHOT TOCTIIKE
MaKCHMaJHy BPEIHOCT y OKBUPY Tpaiulidje, a y CIydajeBUMa HHBEH-
TUBHUX, XapU3MaTHYHUX WHJIMBHYATHOCTH, BOJAH O HAjCHAXKHU]jE WH-
Tepaklyje WHAWBUAYAITHOT U KOJEKTUBHOT. Tako Ouorpaduje ocBeTsba-
Bajy HE CaMO MHAMBHUAYyaJlHE CTUJIOBE, HEro M (yHKUHUje ryciapa y Tpa-
IUTIAJHA, OJTHOC ,,caMOM3pakaBama‘ W OHOT ,,HAITMIHOT", , KOJICKTHB-
HOT* y FbBUXOBOj €CTETHIIH, 11a e KBaTH(PUKYjy Kao ,,MIPEHOCHOIHN  — ,,pe-
NPOLYKTOpHU®, ,,ayBapu‘, ,,ipeoOpa3uBauu‘‘ UTA.

%k sk ok

EnemeHTapHu HUBO cariiefaBama BXKHOCTH OHOrpad)cKor MeTona y
npoydyaBamy My3HUYKEe AMMEH3Hje CICKUX Iecama jecTe HHBO OIHOCA
JIMYHOCTH ¥ yMETHHYKOT Jen1a.” Y caBpeMEeHOj ICHUXOIOTH]! JOMUHHPA-
j¥ KOHCTPYKTHBHCTHYKO, PEIAaTUBHCTHYKO U JHUHAMHYKO-XOIHCTHYKO-
crucTteMcko Buheme doBeka. CmaTtpa ce nma Ha (popMHupame JTMIHOCTH
yTHUy GHONOIIKH, COLMjaTHH, IEPCOHATHH U CIMPUTYATHH YHHHOLHM, "
na je HEONMXOAHO Y3UMAaTH je Yy 003Mp Kao KOMIUIEKCaH, OpraHW30BaH,
JIETEPMUHKCAH U Pa3BOjHH CHCTEM.” 3a MpOydYaBame OIHOCA JINYHOCTH
W CTHJIa MY3WUYKOT U3paXkaBama, KaJia Cy y MUTamy TyCIIapH, 3Ha4ajHoO je
uMaTu y BUIy MPOMEHy Mpoduia ryciapa kao usBohaua. Haume, y me-
puoay ,,aliCOIyTHE YCMEHOCTHU“ — Ipe (3Ha4ajHHUjer) NpUCYCTBa LITaMIa-
HHUX 30MpKHM TEKCTOBA ENCKHX IlecaMa y HapoJy, CTBapaladykd 3aJaTaK

tpuje O. ['onemoBuh, Akanemuja ymjerHoctr bama Jlyka — My3HKOJIOIIKO APYIITBO
Peny6muke Cpricke, bama Jlyka 2008, 197-214.

Ucra, ,I'ycnap: MHOMBUAYyalnHH UISHTHTET M Tpaguuuja“, Mysuxonozuja, beorpan
2007, 6p. 7, 135-156.

DPenana Buturovi¢, ,,Epske pjesme savremenog kazivaca kao izraz etnosocijalne sre-
dine“, Hapoono cmeapanrawmeo — Folklor, beorpan 1978, ron. XVII, cB. 65, 2-3;
Onyapn E. AnekceeB, Qonvkiop 6 kKonmexcme cogpemeHHoll Kyabnypsl, MUHHCTEp-
ctBO KyIbTypbl CCCP, BceecorosHblil HayuyHO-HCCIIEA0BATENbCKUI HHCTUTYT HCKYC-
ctBo3HaHMs, MockBa 1988, 49-50.

21

22

' Maxo y 0OCHOBHOM 3Haueky My3HuKa GHOrpaduja MoapasyMeBa HU3 YHE-CHHLA O K-

BOTY My3W4apa U OJHOC Ca& KOHTEKCTOM, OJJHOCHO JAPYTHM JbyIUMa U ClICHHDHIHIM
MectrMa, Behuna O6uorpaduja oBe BpcTe JOHOCH M OAHOC M3Mel)y »HBOTa M Jeia.
David Beard, Kenneth Gloag, ,,Biography (Life and work)”, [in:] Musicology — The
Key Concepts, Routledge, London — New York 2005, 26.

Tijana Mandi¢, Komunikologija. Psihologija komunikacije, Cetvrto, preradjeno izda-
nje, ,,Clio*, Beograd 2003, 9.

Isto.
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ryciapa y OKBHpPY €IcKe MpaKce UMao je ABe KOMIIOHEHTE: Y TPEHYTKY
n3BOhema HACTajaslu Cy M CaMU CTUXOBH U MEIIO/IMja Ha KOjy Cy UCIeBa-
BaHM, TYCIIapH Cy OWIHM MECHUITU-MY3HYapHu. Ycien nopacrta Opoja Im-
CMEHHUX TPEOBIaIaIo je M3Boheme 3alMCaHNX TEKCTOBA, Y TIOETCKOj JH-
MEH3HMjH KPEaTHBHOCT C€ CMarmbHBajla, a My3HKa je OcTaja jeANHO MOJbe
Ha KOME CE MOTJIa UCIIOJbUTH AAPOBHTOCT. Y TOM CMHCIY, H3MEHHO Ce
CTEleH BaXHOCTH MY3WYKHX CIIOCOOHOCTH, a KaO WHAWKATHBAH, TIOPE]
ocTanux, UcTu4ue ce buorpadcku nmoparak o oopaszosamwy. Hayka je moka-
3ama na Beh Ha pohemy Mo3ak Huje tabula rasa, Hero enabopupana
CTPYKTypa YHjH CY MHOTH JISJIOBH jJaCHO OJIpel)eHH U Y TOj MEpH CBaKH je
pasmmunt.”® Ha oBy Tesy HajoBe3yje ce IJIGAHIITE NpeMa KOjeM Cy
OCHOBHE KOMIIOHEHTE MY3WYKOI' TaleHTa ypoheHe M (QyHKIMOHHMILY Of
panor netumctBa. [Jon brekunar (John Blacking) je 3actymao Te3y ma cy
MY3UYKE CIIOCOOHOCTU I'EHETCKH JaTe, OUOJIONIKY MOTSHIIN]jall, a lbUXOB
HEIOCTAaTaK je WM MOCIIeAna TpayMe WK COLUjaTHe U KyATYPHE HHXH-
ourmje.”” HacynmpoT OBOM jecTe CTaB ja ce CelMpHUHe My3HUKe CIIO-
cobHOCTH (OpMHPajy KpO3 MPOIeC HHTEPAKIUjE ¢ MY3HUKUM CTHMYITY-
cuma.”® Tako ce ColHjaTHu Pa3Boj, OJHOCHO APYIITBEHO-KYITYPHH KOH-
TEKCT MOKa3yje JBOCTPYKO BaKHUM: Ha HUBOY Pa3Boja MYy3HUYKHX CIIO-
COOHOCTH, aJIM ¥ Ha HUBOY OJTHOCA THX CITOCOOHOCTH W IPYTUX (TIpe CBe-
ra KOTHUTHUBHUMX) CIIOCOOHOCTH YOBEKa 3a pealin3allujy yJore ryciapa.
VY ToM cMmucity, 6uorpaduja ryciapa 3a notpede eTHOMY3HUKOJIOTHje Tpe-
0a HEeM30CTaBHO Jla YKJbYYH M €JeMEHTe ,,KOJeKTHBHe Ouorpaduje”, a
WHTEPAKIIMje TAKBHX, KOMIUICKCHUX MHJIMBHIYaTHUX Onorpaduja Kibyd
Cy eBOJIylLIMje KOHKPETHE TpaAuLdje: elCKOr NeBama y3 rycie. Kao my-
CTPaTUBHU W KapaKTEPHUCTUYHU NPUMEpPHU onadpaHe cy Ouorpaduje ry-
cnapa Ilerpa Ilepynosuha n Momunia JlyToBma.

2 Francis Crick, The Astonishing Hypothesis, The Scientific Search for the Soul, New

York 1994, prema: Tijana Popovi¢-Mladjenovi¢, Procesi panstilistickog muzickog
misljenja, doktorska disertacija odbranjena na Fakultetu muzicke umetnosti u Beo-
gradu 2006, rukopis, 37.

IIpema: Tullia Magrini, ,,From Music-Makers to Virtual Singers: New Musics and
Puzzled Scholars®, [in:] Musicology and Sister Disciplines. Past, Present, Future,
Proceedings of the 16™ International Congress of the International Musicological So-
ciety London 1997, ed. D. Greer, Oxford University press, London 1997, 326.
Ipema: Ksenija Mirkovié-Rados, ,,Cinioci formiranja muzi¢kih sposobnosti, [u
autorkinoj knjizi:] Psihologija muzike, Zavod za udzbenike i nastavna sredstva (Bi-
blioteka ,,Psiholoske paralele), Beograd 1996, 43—44.
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I'ycnap Ierap [epyHosuh

O xwuBoty Ilerpa Ilepynosuha Ilepyna (1880-1952) ca3znajemo u3
6uorpaduja umju ayTOpH HUCY eTHOMY3MKON03M.” MaKo je y HacIoBHMa
HCTAKHYTO Jia ce omHoce Ha [lepyHa kao rycnapa, IITO je U He3ao0umma-
3HO ¢ 003WPOM Ha TO Ja je TIeBamke CICKUX ImecMa Onjla HheroBa KHBOTHA
npeoKynanuja, Morio Ou ce pehu ga cy mojmanu OWTHH 3a TyMadewme
(My3HUKOT) CTHIIA BHILE ,,IPOBYYEHU  KPO3 HAPATUB, HETO IITO CY HEro-
Ba TeMa. Emm3one o My3WYKHM CITOCOOHOCTHIMA FEeTOBE MajKe (HaBOAU
ce Ja je Omia rmo3Hara 1o neBamy U Ty)Xewy) U [lepyHOBOM paHOM HC-
MoJbaBamby TAJEHTA (jOII Ka0 CACBHM Malld CBOjUM II€BaEM j& MPUBIIA-
YHO MaXy W OJAPACIHX JbY/AU), Cyrepullly Ja je y MUTamy reHeTCKa
npenoapeheHoct 3a 0aBbemEe My3UuKoM. Y Ouorpadujama ce UCTHIC U
na je Ilepyn O0uo jeman ox ryciapa-uHTeleKkTyanana (OMo je yuyuTesb 1o
CTPYLH), IITO je, Y3 )KUBOT Y Pa3IMYUTUM BAPOLIKHM H TPAJCKUM CPEIH-

% Anmma Waymah, ,Ilerap epyroBuh — Hapomun rycmap®, [achux Emuozpaghckoe

uncmumyma CAH, k. II-1I1 (1953-1954), 663—-685; Mupxo Jlo6puuanun, I ycrap
Ilepyn, 111 n3name, Interpress (6udnmorexa Hckpe spemena), beorpan 2002.
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Hama, CBAKaKO MMaJo BEJMKOT YTHLAja Ha pa3Boj HETOBOT MUIIBEHA,
na " ,,My3W4KOT MHUIIJbEHa* 1 u3paxanama. W cam [lepyH je moTBpamo
Jla ce BaXKHE IIPOMEHE KOj€ j€ CBECHO YBEO Y IIEBamE EICKUX Iecama Of-
HOCE Ha JHMKIM]y M aKUEHTYalHjy — ,jacHO™ TeBame CBHX CJIOTOBa,’
LITO C€ MOYE MOBE3ATU C HETOBUM OIIITUM 00pa30BamkeM, alll U C TIPO-
MeHOM (YHKIIHje enmuKe, IMa U ’heHe My3nuke koMmroHenTe. OH je Bepo-
BaTHO TPBU T'yciap KOjU je MMao U U3BECHO (OPMaIHO My3UYKO 00pa3o-
Bam€: OCHOBHE MPEACTaBe O KJIACHYHO] MY3HUIH CTeKao je y [ uMHa3uju y
anmy, a kaga ce npecenuo y beorpan ynucao ce y Cprcky My3udky
mkoiy. OBa BpcTa mmoymaraka y IlepyHoBum Onorpacdujama nara je BUIIE
Kao KypHO3UTET, 0e3 ylaxema y JeTajbe KOjHu Cy OJ 3Hadaja 3a MPOLEeHY
Mepe yTHLaja My3HYKOr oOpa3oBama Ha apTUKYJIHCAE HEroBOT IPH-
POIHOT IJIACOBHOI IOTEHLMjala, ajll U Ha (OPMHUPAEkE HEroBOI YKYII-
HOT HaYMHA MHUIUBEHA ,,0 MY3UIH U ,,kpo3 My3uky"“. Cynehu mpema
ONMKCHMa U CHUMIMMa H-ETOBOT MeBama [lepyH je uMao BHUCOK, POJIO-
paH 1 BeoMa MOKPETJbUB I1ac. Iberos, y rycnapckum penanujama ,,0em1-
KaHTHCTUYKU ' HAYWH MEeBamba CBAKAKO je yTeMeJbeH Ha MPUPOJTHUM KBa-
JUTETHMA TJ1aca, ajli ce MOXKE MPETIOCTaBUTH Ja je CBOjY BOKAIHY TEX-
HUKY pa3BHjao M MOJ yTUIajeM HauMHa [eBaba KOjU ce MOAPa3yMeBao y
3aI1aIHOEBPOIICKH TPOGMINCAHOM MY3UUKOM 00pa3oBamy U JPYTUM My-
3MYKUM XKaHpoBUMa. [IepyHOBOj MMITO3aHTHO] TYCJIAPCKO] KapHjepH I0-
cBeheHa je y meroBuM Onorpadujama cpasMepHa Maxmsba, alli je U30CTa-
JI0 aJeKBaTHO IIOBE3UBAmE C KOHTEKCTOM KOje OM OCBETIIMIIO MHTEH3HB-
HY MHTEpakiujy u3Mely akTyeirHuX MpoMeHa y APYIITBY M KYIATYpU U
HBErOBOI' MHAMBUIYAIHOT Tyclapckor ctuia. Hamme, unHu ce na je of
KJbYYHOT 3Hauaja 3a llepyHOBy ynory y Tpaguuuju OMIO HOAYAApame
IETOBE KapHjepe ¢ MEepHoJIOM KYJITypHE TpaH3HUIHje Koja je 3axBaThia
YaK " ,,TBphaBy"* MaTpUjapXaqHOCTH U CPIICKE EHKe, BeroBy poany Llp-
Hy lopy. Cneumduune mnpupomHoreorpadcke OIUIMKE M HCTOPHUjCKE
OKOJIHOCTU YCJIOBWJIE Cy BEKOBHY M30JIOBAHOCT OBE OOJACTH M CHODPY
eBoNIyIMjy Kyatype. [lieme je Ouno ocHoBHa henmuja npymiTea, a wiry-
CTpaTHBHO je cBepoueme Byka Kapapuwha na ,,nu rpaga, Hu Bapomu, y
nmjernoj semsbr Hema Hurhe™.' Tparosn deynanusma 3aapxKaiu cy ce y
OBHUM KpajeBuMa 10 cpeauHe XIX Beka, a Ha Kpajy Tor crojicha crodap-
CTBO je U Ja/be GUIIO TIABHO 3aHHMAK-e CTAHOBHHINTBA. > OBO je, OCHM C

3% Matija Murko, Tragom srpsko-hrvatske narodne epike, JAZU, Zagreb 1951, 148.

Byk Credanosuh Kapayuh, ,,l{pua I'opa u LpHoropuu. Ipunor no3HaBamwy eBpori-
cke Typcke u cprckor Hapona“, [y K\u3u aytopa:] Emuoepaghcku cnucu. O Lpnoj
Topu, Ilpocsera — Homur, Jena Byka Kapauuha, npup. Munesaxo @unumnosuh u ['o-
1y6 JloopammuoBuh, beorpax 1985, 271.

31

32 Cperen Byjosuh, ,,Ilproropcko ceno y tpamsunmju®, [y:] Ceno y Lpnoj T'opu. Pado-

6u ca nayunoe ckyna, Iloozopuya, 18-20. oeyembap 2002, yp. Ilerap Bnaxosuh, Lp-
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MpUPOOM, OWIIO U y AMPEKTHO] BE3U Ca HEMPECTAaHUM PaTOBAKHEM, KOje
3aro (mumryhu o L{proropunma) [lasne PoBuHCKHM TpeTHpa Kao ,,eTHOJIO-
LIKY KaTeropujy*.” YCMEeHO MpeHOMe e GHII0 je TECHO ITOBE3aHO C UBp-
CTUM KaHOHUMa Tpajulidje, mTo je obe3d0ehuBano myro orncrajame y3
MHUHHMMAaJIHE IpoMeHe. Y mamheme cy ce ype3uBaia casHama O IperuMa
¥ JI0 JIBaJleceTak reHepanuja yHasan.” Taxo je Llpua [opa mocrana pu-
3HHUIA BeoMa apxandHux (onkiaopaux ¢popmu. [IpBa 3HauajHHja MOAEp-
HU3allFja OBOT JPYIITBA OTIIOYeNa je cpeauHoM 70-ux roauna XIX Beka,
Ta4yHHje 1ociie bepirHCKoT KOHTpeca M Kao mpea3ak U3 arpapHorT y UH-
AYCTPHjCKO APYLITBO Tpajana go Jlpyror ceerckor pata.” Tek Tama ce
OCHHUBAjy IIpBE IIKOJIE, 2 00aBe3Ha OeclylaTHA OCHOBHA HACTaBa YCTaHO-
BsbaBa ce 1907.%° Iponemyje ce na je mouerkom XX Bexa y Lipuoj Topu
6mo cera 15% rpafcKor CTAHOBHUINTBA, CACBUM YCJIOBHO y3uMajyhu
nojam ,,rpan”.’’ Jlaxie, [lepyH je poheH y Bpeme Tek 3a1mouere MoaepHH-
3alyje PHOTOPCKOT IPYINTBa, Ma Ta je aMOMLMO3HOCT IO 3aBPILIEHOM
OCHOBHOM 00pa3oBamy o/Bena ,,y cBeT — y Illabar, xoju je y oHO Bpe-
Me OMO eKOHOMCKHM BeoMa HaIlpelaH, a y KyJITYPHOM TIOTJIey — €BPOII-
CKHM OpHjeHTHCaH,”® a 3aTuM 1 y Beorpa, T/ie ra je HallHOHAIHO Ompe/e-
Jb€HE Y CIPE3H C TEMIIEPAMEHTOM IIOTAKJIO Ha aHTaXXOBaWke y UCTOPH]-
CKO-TIOIUTHIKUAM norahajuma. IMITyICHBHIM peakiiijaMa i eKCITOHHMpa-
HBEM Y BEIHKHM TIPaJICKUM CpeAMHAMa MPHUBYKAO j€ MaXiby TaJallmbhx
Menuja Koju Cy OTIPHHENH Jla MOCTaHe ,,jaBHa", ,,IOMyJIapHa‘ JTUIHOCT.
OH je mpBH ryciap KOju jeé UMao KOHIIEPTHE TypHEje 110 TOTOBO CBUM jy-
’KHOCJIOBEHCKUM KpajeBHMa, CTUTA0 je JI0 eHTpaHe U 3anaaHe EBporne,

HOTOpCKa akaJeMija Hayka U ymjeTHocTH — Y HuBep3urtet Lipae ['ope (k. 66), [lox-
ropura 2004, 93.

[MaBne A. PoBuncku, [[pra [opa y npownocmu u caoawrocmu, ToM 2, lletnme
1994, 6.

Ierap Bnaxosuh, Ceno y LpHoj opu, [y:] Ceno y Lpnoj I'opu. Padosu ca nayunoe
ckyna, Iloozopuya, 18-20. oeyembdap 2002, yp. Iletap Bnaxosuh, LlpHoropcka axkagemu-
ja Hayka u yMjetHoCcTH — YHuBep3uret Lpue ['ope (kib. 66), [Tonropuma 2004, 17.

3% C. Byjosuh, Has. deno, 92.
36

33

34

Jarom JoBanoBuh, Xcmopuja Llpne 'ope, npyro, HCIPaBILEHO U JOIYEHEHO H3IAHE,
HUA — U3naBauku uenrap, [loaropuna — Lertumwe 1995, 310-311, 383; Pagowm Jby-
uwh, Acmopuja cpncke opoicasnocmu, k. 11: Cpouja u Lpna I'opa — nooeexosHe
cpncke opacase, CAHY — Orpanak y HoBom Cany — ,,becena, nznaBayka ycranosa
IpaBocnaBHe enapxuje O6auke — JpymITBO HCTOpHYapa jy)KHOOAYKOT U CPEMCKOT
okpyra, Hosu Can 2001, 276.

37 C. Byjosuh, Has. deno, 94.

3 OcHOBHE MOACTHIA] A ce My3HUKH 00pasyje m06mo je Beh y kyhn moponuue Buua-

Bep, y K0jOj je KMBEO HEKO BpeMe, a 3HauajaH MMoJaTakK je Ja je y TO BpeMme y mabdad-
KOj THMHa3Mju My3uKy npenaBao Yex Pobept Tommarep, koju je hake ymosHao u ca
(habpuakuM, ,,eBPOIICKUM HHCTPYMEHTHMA.
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12 4aK U 0 AMepHKe,” IITO je MOAPa3yMeBaIo KOHTAKTe C APYTHM KyJl-
Typama, Kao MHCIIUpalyjaMa u yTULAjuMa, U Kao JPyroM, ,,MOJEPHOM"
myOJINKOM, KYATYPHO Pa3IMUUTOM OJ TPaIUIMOHAIHOI €IICKOT ayIHUTO-
pHjyMa y lberOBOM POAHOM Kpajy. [lepyHOB cTHI ce Tako (hopMHpao Kao
OJITOBOP Ha 3aXTEBE HOBOT BpeMeHa M MIMpET, ,,CPICKOT ImpocTopa‘, y
KOHTEKCTY KOjH j€ yCIIOBJhaBao Ja (OMINTENPUXBATIFUBE) YMETHHUYKE
TBOPEBHHE Ca/IpiKe JIOBOJBHO jacHy Be3y ca Jo Tajaa BaxkehuM BpeIHO-
CTHMa, 4yBajyhn Tako KyATYPHU W HallUOHAJIHU WACHTHUTET, alli U ,,CBE-
xKe eJeMEHTe KOjH Cy WX NMPHUOIIKaBajil eCTETHIH ,,HOBOT moba“. U
caM IlepyH je MCTHIIA0 OXHOC IOIITOBaEmA MpeMa TPATUIUU, alld
ocBelficH HTHOBATUBHU NIPUCTYII ¢ HAMEPOM Jia ce OHa yHampeau. Mueja
nporpeca, IpoMeHa ¢ HarjackoM Ha yHampehemy, jeHa je of OJuIMKa
MOJIEPHOT HAuWHA MHILbema." VMak, KJbydHH KPUTEPHjyM je TIpHXBa-
Tame MHOBAIM]e O] CTPaHe KOJEKTHBA, mheHa ,,pyTuHmsanmja.’’ O Ile-
PYHOBOM IIUPOKOM YTHIIajy Ha Tryciapcke Kpyrose Beli Ha HUBOY caBpe-
MEHMKA CBEIOYE TEPEHCKU HCTPaKMBayd OHOI' BpeMeHa. MypKoO IOMH-
€ YUTaBO MHOIITBO r'yciapa Koju ¢y ownu noj [lepyHoBuUM yTHIIajeM, a
BuHII ce yak KpUTHYKU OCBPHYO Ha ,,IOMOJApCKE*’ Tyciape KOjHu cy He-
MPOMUIIJBEHO OJ0AIMBalld YIPAaBO HajaparolieHHje W HajKapaKTepH-
CTHYHHje OTHKe jyHauKe mecme.'” BepoBaTHO je ma cy peaximja my6iu-
Ke W TpUXBaTame ,,KoJera’, Kao MO3WTHBHA peakiuja, yruuanu aa Ile-
PYH 3aJpKU CBOj CIeUU(PHUYHH CTHJI. Tako ce TeK Ha OCHOBY KOMILJIEK-
cHe Omorpaduje, OAHOCHO ycrocTaBibama penamnuje m3mely llepyHose
ouorpaduje y ,,y)KeM“ cMuCIy U ,,0MOrpaduje KOJNEKTHBA™, OTKpUBA
CJIOJKEHH IMPOIIeC HacTaHKa CTHJIA KOjU CE€ YECTO MOMHUILE Kao MPEKpET-
HUIIA Y CPIICKO] TyCIapCKOj TPAAHIIN]H.

PasrpaljuBame TpaaAMLIHOHAIHOT IPYIITBA U IPUXBATalkbE IPOMEHA y
OKBHpY OIIITE HAEje Mporpeca IOBEIO je IOCTENEHO 10 ,,TPaguluje
IpOMeHe™, I1a y HeKMM CJIydajeBUMa U [0 PaJuKaIHOT HporpecuBu3ma.”
Hapacrajyhe BepoBame y moTpely CTalHOT ,,ycaBpluaBama' Tpaauluja,
y TeXbBHU Ka ,,IepPEeKUNOHN3MY ", UMAJIO j€ 3a MOCIEeAULY OaBabe MPH-
3Hamka caMO WHOBAaTOpHMMa W, CXOJHO TOME, OMajoBaxkaBajyhu omHOC
npeMa OHMMa KOjH Cy OYyBaJld HEIITO Y CTamy y KOjeM Cy MPUMHIN —
npema ,,Tpamuiumju Tpaaunuonansoctu”.* I[Ipumep cBecHO-pecreKTa-

3 Tlepyn je 61O aHra)xOBaH Kao jeaH O arHTATOPA KOjU CY HOCIATH y AMEPHKY 14
MOTHBHIITY CpIICKe eMurpanTe 3a ydemhe y IIppom cBeTckom pary.

40" Edward Shils, Tradition, Faber and Faber Limited, London, Boston 1981, 2-3.

' HUcro, 230.

2 W. Wiinsch, Op. cit., 54.

#E. Shils, Op. cit., 2-3.

4 HUcro, 4.
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OMJIHOT OJTHOCA MTPEeMa TPAUIIU]H U MOTBPJIa HEONXOAHOCTH Ouorpaduje
3a mpoy4YaBame crpaturpaduje enuke jecte rycaap Momuuno JIytosaig
(1925-1990). UycTpaTHBHO j€ YIIpaBO JIMYHO HCKYCTBO ayTopa OBOTA
pana o Tome. Tparajyhu 3a BapujanTama jeqHe ,,KJIIACUYHE™, TPAJIHUIIAO-
HAJIHE HapoJHe ericke necme ([Jujoba Jaxwuha), npubaBIbEH je CHUMAK
rycnapa JlyroBua. YTBpheHo je 1a u3Boljere MMa OCHOBHE OJJTUKE OHO-
ra IITo ce cMarpa ,,TpaJANIIMOHATHIM CTHJIOM IIeBama‘, a mpemMa BehuHu
AQHAIMTHYKHX NapaMeTapa oBaj je MpPUMep yIpaBo CYIPOTHOCT BapHujaH-
TH UCTE TIeCMe Y M3BOlemY jelHOT O/ Haj3HAYajHHjUX CAaBPEMEHUX TY-
ciapa. 3a gajke IpoydaBame Owle ¢y HEOXOaHe ,,0norpaduja cHUMKA™,
ma ¥ KOMIUIeTHa Ouorpaduja ryciapa. McmnocraBuio ce ia je ped o ry-
cnapy pohenom y Llpnoj 'opu 1925. ronune, y moda xaza je ,,HOBU®
cTii Beh YBENMKO 3aXKMBEO. Y CIEAwIa je JIOTHYHA 3alMTaHOCT: IITa je
KJbYYHO YTHIANIO Jia C€ y ,,HOBOM BpEMEHY" ETOB T'YCIapCKH H3pa3
¢dopmupa roTOBO Kao ,,IpoTOTHN cTapor ctuna“? Jlerasmna buorpaduja
rycnapa Momumnia JIyToBiia HHje MyOJMKOBaHA M Y TIPBOM TPEHYTKY JI0-
CTYIHM cy GMIIM caMo eneMeHTapHM Guorpadceku mojgamm.” Buo je To
YOBEK KOjH je TOTOBO YMTaB JKUBOT MPOBEO Y rpaackuM cpeaunama (be-
panama u beorpany), HHTeNEKTyanal — AOKTOp aHTpororeorpaduje, na
j€ 1Mo yoOWdJajeHnM, jeTHO3HAYHNM CXBaTambMMa yTHIaja oOpa3oBama U
KYJITYpHE CpEeIMHE HETOB ,,TPAJUIMOHATHU CTHI OHMJIIO jou Texe 00ja-
cautH. Ynwennnu aa JlyToBan HUje ©IMao My3MYKO 00pa3oBambe HE MO-
e Ce TaTH NPecyTHU yTUIaj, C 003UPOM Ha TO Jia je U arcoiyTHa Behu-
Ha IOKJIOHWKa HOBOT' CTHJIa OMiia U3 PeloBa MY3WYKH HEoOpa30BaHHUX
neBava-ryciapa. butHuju 3a popmupame JlyToBueBOr HaUMHA MYy3UYKOT
MUIIBbEHa jecy TIOJAIM Ja je U3 poaHe Kyhe, mpe cBera off olla KOjH je
Omo ryciap u caKyIubad HapOJIHUX YMOTBOPHHA, TIOHEO HIE)y O TOTPEOH
ouyBama Tpaauiuje. Tako je U caM 3alMCUBA0, PEIUTOBA0 M 00jaBJbH-
BA0 HAPOJHE CTICKE MeCMe U OMO MHCHOHAD Ha MOJbY OUyBamba (OIKIopa
yommre. BaxkHo je ncrahu na ce enmmkoM 0aBHO MIPEIAaHO, ajld HA HUBOY
X00Hja — MaKCUMAJTHO 3aJI0BOJbCH:E aMOuIuje U o0e30eheme ersucren-
uuje JlyToBar je uMao Kpo3 mpodecujy, ITo My je OMOTyhnio 1a JIM4HU
ryciapcku ctull opMmupa mpemMa COnCTBEHUM ahUHUTETHMA, HE3aBHCHO
0]l OUCKUBaha MACOBHE ITyOJIMKE M KPUTEPUjyMa My3WUKe HHIYCTpHje —
3aKkoHa TpkuinTa. CHUMHO je BHIIE IJI0YA U KAaceTa, 1a YaK U yCIEIIHO
YYECTBOBAO HA jeJIHOM OJ1 TAKMHUEH:a TyClapa, i je BheroBo MoNMame
CYUITHHE TPAJUIIH]je Ka0 KOJIEKTUBHOCTH, CAOOPHOCTH, MOTUCKUBAIIO I10-

4 Mupxo Hob6puaanns, Cjaj eycana. Hpunor 30-oroqmmsumn Jpymrsa ryciapa ,,Byk

Kapayuh* beorpan, Uuarepmpec, beorpang 2007, 196. buorpadceku mogann Momunna
JIyToBIa IaTH y HaBEICHOM U3BOPY HAKHA/IHO Cy KOPUTOBaHH (TOMMHA CMPTH) H JI0-
MyHEHU y Pa3roBopy ¢ weropuM cuHoM Hebojmom JIyToBLeM, KoMe CpladHoO 3axBa-
JbyjeM Ha capajby.
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TpeOy 3a TMYHOM npoMoljoM. OBaKBO pa3MUILIbamke OWIIO je U 'y OCHO-
BU HETOBOT aHT'aKOBamkha HA OCHMBAamY NPBOT JIpYyIUTBa rycnapa y beo-
rpany, Kao U yApyKema Tyciapa Ha HuBOY Jyrocnasuje. Y cehamy ca-
BpeMeHuKa JlyTosarly je octao 3By4HO ynamlieH ,,l10 HaleBy U3 (FETOBOT)
3aBruaja®,’ mrTo je MOTBpA 1a je ycreo ja cauyBa CBOj ,,MAaTEPHU My-
3uukn (erncku) nujanekar. [lopen yTuiaja MOpONWYHOT BacIUTamba H
oOpa3oBama, y popmupamy JIyToBUEBOT T'yCIapCcKoOr ,,[ipoduiia“ BeoMa
3HAYajHUM Ce T0Ka3ao APYIITBEHH U KYJITYPHH KOHTeKCT. Iberopa ry-
clapcKka aKTMBHOCT OJ[BUjalia C€ Y COIMjalCTUYKOM mepuony Jyrocma-
BHUje, IEPHOAY HEyoOHM4ajeHO AYror MHpa Ha OBHM MPOCTOpUMA, IITO je
MOTIYHO MOMEPHIO (YHKIH]Y €MUKEe ca YTHIMTAPHOT Ha CUMOOIHYKU
HUBO. M1€0I0MIKO-TIONMUTHYKY KJIMMY TOTa BpeMEHa OJUINKOBajla je TeH-
JIeHITNja Ka HOBOM M Y TOM CMHCITy TpaJauIyja je KBanu(pukoBaHa kao Oa-
JIACT TIPOIUIOCTH KOjU Tpeba onbarmTu. VcTHIlamke €THUYKOT, a TIOCeOHO
CPIICKOT' €THUYKOT MICHTUTETa y BPEMEHY HPOKIAMOBamba HOBE, jyroCio-
BEHCKE Harldje, OMJIo je HeMoKeJBHO, T1a je OBa BPCTa CUMOOJIMKE CBOjCTBE-
Ha eTCKUM TIeCMaMa YCIIOBHIIa MAPTUHAIN30BAME KaHpa. 3a YoBeKa KOju je
U Yy OKBHPY CBOje ,,[IPUPO/IHhadke’ mpodecrje ToKa3a0 WHTEPECOBAmE 3a
JPYLITBEHH MpaBall, KOjU je aKTUBHO, 10 KOH(IIHMKATA Y CTPYLH, YYECTBO-
Ba0 y JMCKyCHjaMa O €THOTCHE3H, MIHTakhe OUyBamba eMuKe Kao cuMoOoIia
eTHYKOT HJCHTUTETa OWIIO je BakaH JIe0 CAaMOHMCHTU(HUKAIIL]E.

I'ycnap Momunio JlyroBan

4 Hecro.
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[Ipumepu rycnapa [lepynosuha u JlyroBua yka3yjy Ha BEJIUKH 3Ha-
4aj Ouorpaduja HapOAHUX My3udapa Ja OM ce HUXOBa JeNa, OAHOCHO
u3BOleba CHTyHpana M HHTEpIpeTHpana,  Ha oxpeljeHe CTPyKTypHE
KOMITIOHEeHTe Ouorpaduja moTpebHe 3a yTBphuBame renese (MHIUBHILY-
AJHOT) CTHJIA, 32 OWJIO KaKBY HEroBy KBaJH(HKALHKjy, MaKap U 3a KOpak
Jajbe Off JIMHUje MO3UTHUBUCTHUYKOT MPHUCTYNa MY3HYKOM TEKCTy. ,,Mo-
JICPHO]** €THOMY3HKOJIOTHjU HEONX0aH U3BOP jecTe Ouorpaduja ciaoxe-
Ha YIpaBO OHOJIMKO KOJMKO M cama JIMYHOCT My3Hyapa — HOCHOLA MYy-
3MYKE KYJITYpe, a IPUCYCTBO KOHTEKCTYaJIHOT, OAHOCHO ,,KOJIEKTHBHOT
j€ IIBOCTPYKO: MHKOPIIOPATHBHO M CUTyanmnoHO pedepentHo. OcumM do-
KyCHpama CHHXPOHOT OJHOCAa MHIUBHYaTHOT W KOJEKTHBHOT, HAYYHHU
NPUCTYN TOApa3syMeBa M pedepupame Ha OUjaxpOHHU]Y: ,,AHTCPAKTHB-
HAM 30UpOM‘ HHIWBHIyATHUX OWorpadwuja, OAHOCHO MPOydaBamHEeM ca-
OJIHOIIICH-A MHIMBUYa PA3IMYUTUX TeHepalija o0pasyjy ce ,,onorpadu-
je tpaguumja“. Tako je 6e3 Ouorpadwuje IlepyHoBuha Temko ,umranTa-
TH* TIPOMEHE KOj€ CY y TO BpeMe 3aXBaTHJIE CPICKY EICKY TPaauLujy,
MOYeTaK CTalama JrjaliekaTa CPICKOT TPaIUIMOHAIHOT EICKOT M3pasa
YHja ce JOTaJalllba MIapOIMKOCT 3aCHHUBANA Ha M30JIOBAHOCTH reorpad-
CKUX LIEJMHA U TAKO KOH3EPBHPAHO] ,,MUKPOKYJITYPHO]“ CTPYKTYpu. Y
TO BpeME 3aIloueTa TaKMUYEHa I'ycllapa Ha JpKaBHOM HHUBOY, KOHIEPT-
HE TypHEje U YTHILIAjU MEHja BOJUIU Cy CTUICKOM YHU(DUIMPAkY yCMe-
paBaHOM HM3pa3oM NOOETHHKAa M MPOMOBHUCAHUX Tyciapa. bp3uHa mpu-
XBaTama ,,HOBOT** I0jadyaBa e(eKaT HEOUEKUBAHOCTH ,,TPAJULNOHAIHO-
ctr’ y JIyTOBUEBOM CTHITY KOJH j€ M TeHEpaljcKH U 0Opa30BHO MOTao
TEXHUTH joul Behoj ,,aBaHrapaHOCTH™, ajlil je yIpaBO Ha OCHOBY BHCOKE
CBECTHU O NMOTPeOH OUyBama TEMEJFHUX BPEAHOCTH MOCTA0 MOOOPHHUK ,,Tpa-
TUIHje TpaaulinoHATHOCTH . Tako Omorpadwuje ryciapa mocTajy Kibyd
,ororpaduje Tpaauiuje: OHE OCBET/haBajy U JIMHU]y WHOBAIMja — ,,I'e-
He3e™ ¥ eBONyIHje ,,HOBOT CTUJIA, U JIMHUjY O4yBama ,,CTapor™ CTHIIA.

OnwTu npobieM y OKBHPY AMCKypca O Ouorpaduju mpeactaBiba
UICOJIONIKH Tpea3HaKk ouorpaduja. OBoM NpuIMKOM OH Hehe OUTH ITo-
JIpoOHMje pa3MaTpaH, ajild cMaTpaM MOTPEOHUM Makap TOJCETUTH Ha Ba-
JKHE peaiyje UAeoNIoTHja U COLUjaTHe KOMIIOHEHTE JINYHOCTH, Ha HEH3-
0eHO cyouaBame C IPOOJIEMOM HACOJIOTHja Ka3uBada — KyJITYPHUX aK-
Tepa, aTi ¥ UCTpaKKWBada — ayTopa Ouorpaduja u, KOHaAYHO, HA MUIEOJI0-
THje HayYHHKa — ,,KOpHCHUKA Ouorpaduja. OgHoc dakrorpaduje u um-
npecHja, 00jeKTUBHOCTH M CyOjeKTHBHOCTH, onrtepehyje Ouorpaduje o
HACTaHKa JI0 MHTeprpeTanuje. Y3numajyhu cBe To y 003up, mocraje jacHo
Ja je mpuMeHa Ouorpaduja Kao HayYHHX W3BOpA y €THOMY3UKOJOTHjU
HEOMXO0/IHA, AJIU ¥ U3Y3ETHO JEeIUKATHA.

47 D. Beard, K. Gloag, Op. cit., 26.
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Danka Lajic-Mihajlovié

ETHNOMUSICOLOGICAL BIOGRAPHY OF THE TRADITIONAL
FOLK MUSICIAN: BIOGRAPHY OF THE GUSLE-PLAYER
(Summary)

With the development of ethnomusicology from a comparative discipline
to an anthropologically oriented science there has been an increase in the sig-
nificance of the biography of folk musicians as scientific sources. The intention
of the anthropological thought to accept and theoretically consider human nature
as open and dynamic, has been realized in the ethnomusicological plane through
the understanding of music as a product of thinking and behaviour of a particu-
lar musician in given circumstances. The concept of an artist is especially com-
plex in the field of oral music culture, where creation and performance are con-
nected in one person and the transferring process involves direct communica-
tion. The attempt to overcome the dichotomy of the musicological and socio-
logical , i. e. anthropological attitude in ethnomusicology by synthesizing con-
cepts which involve music, culture and man has brought particular importance
to the relations between individual biographies and “biographies of the collec-
tive* — relevant historical, ethnological, anthropological, sociological, cultur-
ological, religion, ideological and other types of data. Observations enlightening
the social side of the folk musician’s personality make the necessary “frame” for
the biography: from “objective social circumstances which modelled it to the
opinion of the cultural environment about his performing. The folk musician’s
biography oriented towards ethnomusicology involves the result of a critical
evaluation of the picture based on the emic and ethic vision: autobiographical
data and the observations of others, primarily researchers. The complexity of a
biographical discourse in ethnomusicology can be perfectly seen in the example
of the gusle-player’s biography, as a genre-determined solo role in the tradition.

For studying the relation between a person and a style of music expression,
concerning gusle-players, it is important to bear in mind the change in the profile of
gusle-players as performers: from poets-musicians in the period of exclusively oral
communication, they become primarily musicians in the era of the appearance of
printed collections of epic song collections. According to that, their musical talent,
from the inherent “natural” predispositions to social circumstances affecting the
development of the potential, becomes ever more important in the formation of an
individual style and deserves the proportional attention in the biographies. For the
music profile of the gusle-player there are other important their cognitive abilities
and character features, as well as the social status, the level of education and so on.
The examples of gusle-players Petar Perunovi¢ and Momcilo Lutovac illustrate the
fact that the relations of music talents, intellectual abilities and the context — socio-
historical circumstances directing the formation of “music opinion and expression” —
represent coordinates for ethnomusicology of functional biographies of folk
musicians. In return, biographies of gusle-players are indispensable sources for
studying the evolution, i. e. stratification of epic tradition.

(Translated by Olivera Nic¢iforovi¢-Babac)
UDC 929:78.071.2](497.11)
781.6:787.6:39](497.11)
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Georges Viastos

LA CONCEPTION EN TANT QUE
TRANSMISSION: L’ANTIQUITE GRECQUE
SELON ALBERT ROUSSEL

Resumé: L’antiquité grecque occupe dans la production musicale frangaise du
début du XXe siécle une place importante. Le recours aux sujets grecs — qui se
manifeste déja depuis la seconde moiti¢ du XIXe si¢cle — constitue un phéno-
mene complexe, impliquant plusieurs éléments liés au contexte historique, so-
cial et culturel de I’époque. Dans ce contexte, le cas d’ Albert Roussel présente
un grand intérét, étant une figure transitoire dans I’histoire de la musique fran-
caise, ayant lui-méme eu plusieurs fois recours aux sujets grecs. Examinant
les traits principaux de la conception de I’antiquité grecque par Roussel, nous
insisterons, d’une part, sur sa vision personnelle du monde antique, par le
biais de son éducation humaniste, ses voyages, etc., ainsi qu’a ses idées esthé-
tiques sur l’art, et de I’autre part, sur les reflets de sa conception dans les ceu-
vres telles que Joueurs de fliite, Odes anacréontiques, Bacchus et Ariane et La
naissance de la Lyre.

Mots-clés: Albert Roussel, Theodore Reinach, Antiquité grecque, Abel Her-
mant, Serge Lifar, Neoclassicisme.

Toute conception représente une interprétation personnelle du contexte
historique, social, culturel et idéologique de chaque époque, impliquant
un contact spirituel, ¢’est-a-dire un entendement purement théorique du
sujet mais aussi sa traduction au niveau du langage artistique. Concevoir
la civilisation d’une époque lointaine est un processus complexe. Il ne
s’agit pas seulement d’avoir une connaissance des données historiques
de cette époque, mais aussi de saisir et d’interpréter ses différents aspects
culturels.

Dans I’histoire de la musique occidentale, I’antiquité grecque s’est
révélée trés riche en matiere de références artistiques. Au cours de la se-
conde moitié du XIXe et au début du XXe siécle, on constate, spéciale-
ment en France, au niveau de la création musicale, un renouveau de
I’intérét pour I’antiquité grecque. Le XIXe siécle frangais a en effet favo-
risé le culte de la Gréce moderne par le biais du mouvement du philhel-
Iénisme mais aussi celui de la Gréce antique par la revalorisation des
études classiques et donc des idées humanistes. La Gréce constitue alors
le point de référence des hautes valeurs humaines et artistiques,
I’incarnation de 1’ordre, de I’harmonie et de la mesure, mais aussi une
source idéologique pour le nationalisme croissant, la justification du pa-
ganisme, argument contre I’Eglise, ainsi qu’un alibi des épicuriens
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contemporains. Dans ces conditions, elle va permettre de s’évader des
révolutions vaines, de la décadence morale, des crises économiques, et
de I’industrialisation inhumaine.

Cette conception pluridimensionnelle s’est reflétée dans la création
artistique par I’apparition de deux tendances majeures, tendances qui
vont avoir comme point commun une parfaite idéalisation de la Gréce:
d’une part, I’esthétique officielle va considérablement contribuer a faire
du classicisme un synonyme de 1’académisme, d’autre part, une nouvelle
approche du monde antique, mettant en valeur d’autres aspects culturels
et esthétiques dédaignés et dissimulés par le goit officiel, va se mani-
fester par I’intermédiaire de mouvements artistiques comme le Symbo-
lisme et I’esthétique fin-de-siécle. Ce mouvement va se poursuivre au
cours des premicres années du XXe siccle, période de bouleversement
provoqué par la Premiére Guerre Mondiale mais aussi de transition vers
un monde nouveau.

Albert Roussel appartient a cette génération de compositeurs qui va
étre le témoin de cette mutation. Son premier contact avec la Grece eut
lieu en octobre 1887 lorsque, jeune marin, il entreprit son premier
voyage en Méditerranée." Lors d’une escale a Athénes, Roussel ne man-
qua pas de visiter la ville et ses monuments. Ses impressions, décrites
dans son journal de bord,” révélent I’enthousiasme juvénile du musicien
au contact de cette civilisation antique. Comme tous ses prédécesseurs
hellénistes, Roussel a visité 1’ Acropole qu’il décrit avec une telle imagi-
nation riche et poétique qu’il nous fait penser aux comptes rendus des
pelerins du XIXe siecle. Pour lui I’imaginaire et le réel se sont confron-
tés et, dans une certaine mesure, identifiés a travers une conception uni-
verselle de la Gréce, berceau de la civilisation occidentale. Sa description
du lieu mythique prend I’allure d’une véritable réverie: il songe a une
féte antique imaginaire au pied du Parthénon célébrant 1’anniversaire de
la victoire de Salamine:

Qu’on se figure maintenant par la pensée 1’Acropole tel qu’il
était aux plus beaux temps de la Gréce, qu’on se représente en un jour
de féte, I’anniversaire de Salamine par exemple, toute la population
athénienne montant au Parthénon pour remercier les dieux, les riches
dans leurs chars pénétrant par I’avenue centrale, les gens de la classe
moyenne par les deux portes voisines, les pauvres par les petites por-
tes extrémes: ils débouchent dans 1’enceinte, passent au pied de la gi-

' 1l s’agit d’une vaste campagne de navigation de dix mois dans le Proche Orient que

Roussel entreprend sur la frégate-école Iphigénie. Voir: Dom Angelico Surchamp,
Albert Roussel (Paris: Seghers, 1967), 15.

2 Daniel Kawka, ‘Le carnet de bord d’Albert Roussel’, dans Manfred Kelkel (ed.),
Albert Roussel, Musique et Esthétique (Paris: Vrin, 1989), 45-61.
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gantesque statue d’Athéna Promachos et longent le Parthénon pour ar-
river a ’entrée; dans le temple, les prétres disposent tout pour le sacri-
fice. Pendant ce temps, la foule se presse dans la cella, il s’y trouve
des jeunes gens, des vieillards qui ont combattu pour la liberté de la
Greéce, des théories de jeunes filles, vétues de longs peplums blancs.
Les libations sont faites en I’honneur d’Athéna et une génisse blanche
immolée. Et tandis que la fumée du sacrifice monte vers le ciel, les
cheeurs des jeunes filles célebrent les louanges de Minerve et dans un
chant plein de remerciement, rappellent Salamine et les Perses vain-
cus. Puis, la foule se disperse; les uns se dirigent vers 1’Erechtheion,
les autres vers le temple d’Athéna Eorgané: un grand nombre se
presse a I’entrée du petit temple de la victoire Aptére et contemple, en
attendant, les magnifiques bas-reliefs qui décorent la balustrade, des
femmes ailées représentent des victoires. L apres-midi Athénes entiere
s’est donné rendez-vous au stade pour les courses a pied et les com-
bats de lutteurs. Le coup d’ceil est splendide, les costumes aux cou-
leurs variées présentent un spectacle dont les mille teintes adoucies
par la lumiére, s’harmonisent parfaitement avec le jaune poussiéreux
des montagnes, le bleu sans tache du ciel sur lequel se détache la
masse blanche du Parthénon.?

Il est remarquable que cette description détaillée évoque une action
scénique, comme celles que le public de la Belle Epoque pouvait voir
dans les diverses restitutions des tragédies antiques dans les théatres pa-
risiens. On peut y discerner des teintes d’une ‘couleur locale’, un gott
pour le pittoresque, ce qui n’exclut pas une imagination poétique et pic-
turale, évoquant parfois les réveries antiques d’un Albert Samain. Dés
son premier contact avec la Gréce, Roussel eut le sentiment trés vif que
I’antiquité grecque constituait une louange des valeurs universelles de
I’humanisme et la conviction que 1’art antique demeurait la source prin-
cipale de toute beauté contribuant a son idéalisation parfaite.

Cette attirance se manifesta trés vite dans sa création musicale. Elle
apparaitra pour la premiére fois dans sa Premiere Symphonie op.7, écrite
entre 1904 et 1906 et notamment dans son quatriéme mouvement intitulé
‘Faunes et Dryades’. Selon Roussel, ce mouvement évoque ‘des danses
des divinités sylvestres dans un décor d’automne’.* La référence aux fau-
nes est significative d’une tendance générale de cette époque: le faune
comme figure emblématique du monde antique — bien qu’elle ne se ré-
fere pas directement a I’antiquité grecque — se retrouve dans la littérature
romantique et parnassienne, ainsi que dans le recueil poétique Fétes ga-
lantes de Verlaine, dont se sont inspirés plusieurs compositeurs comme

3 Ibid., 58.

Nicole Labelle (ed.), Albert Roussel, Lettres et Ecrits (Paris: Flammarion, ‘Harmoni-
ques’, 1987), 217.
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Fauré et Debussy. L’ceuvre de Roussel pourrait évoquer, outre le fameux
Prélude a ’aprés-midi d’un faune, au décor ensoleillé et plutot méditer-
ranéen, la composition de Déodat de Séverac, les Nymphes au crépus-
cule ou I’on retrouve les éléments typiques: la flite du jeune faune, le
chant et les danses des Nymphes fugitives, le paysage brumé et riche-
ment coloré.” Il est bien probable que le jeune Roussel ait assisté a la
premiére audition de cette ceuvre, en 1902 a la Société Nationale de Mu-
sique, et s’en soit inspiré.’ Bien que lui-méme n’ait pas rédigé un pro-
gramme pour sa symphonie, la présence d’une action programmatique
sous-jacente apparait clairement a I’audition. Dans une lettre & Guy Ro-
partz le compositeur I’invite a imaginer dans un passage du quatriéme
mouvement, ‘I’irruption des faunes parmi les dryades apeurées’, indi-
quant ainsi que les cors et les bassons devraient &tre ‘aussi brutaux que
possible’.” Dans la lignée de Debussy et de Séverac, Roussel emploie un
langage musical ou la richesse et les subtilités de I’harmonie et de
I’orchestration contribuent a la création d’un climat évocateur, sans pour
autant nier 1’idée d’une construction rigoureuse dans 1’esprit du scherzo.

Il va falloir attendre les années vingt pour que Roussel évoque a
nouveau le monde antique dans ses compositions. Entre-temps, la créa-
tion artistique fut bouleversée par la Premiére Guerre Mondiale, ce qui a
mené Roussel a écrire: ‘Il va falloir recommencer a vivre sur une nou-
velle conception de la vie, ce qui ne veut pas dire que tout ce qui a été
fait avant la guerre sera oublié, mais que tout ce qui sera fait aprés devra
’étre autrement’.® Cependant, I’ombre debussyste persiste dans ses
compositions suivantes, telles L’accueil des muses, ceuvre pour piano
publiée dans la Revue Musicale en 1920 a la mémoire du compositeur de
Pelléas et ‘Pan’, premicre piece du recueil Joueurs de fliite op. 27 écrite
en 1924, lointaine écho de la Syrinx debussyste. Quoique 1’élément de
I’improvisation soit un peu atténué, on retrouve ici les notions de

Le contenu du programme, ainsi qu’une bréve analyse de I’ccuvre de Séverac et de
I’influence debussyste se trouve dans ’article de Pierre Guillot, ‘Claude Debussy et
Déodat de Séverac’, Cahiers Debussy, 10 (1986), 7-9.

Roussel suivait les cours de composition, d’orchestration et d’histoire de la musique
que professait d’Indy & la Schola jusqu’en 1907 et a partir de 1902 le jeune musicien
se voit confier la chaire de contrepoint. Par ailleurs, dans les années 1901 et 1902 on
exécuta a la Société Nationale des ceuvres de musique de chambre que Roussel en-
suite détruira. Voir: Surchamp, Albert Roussel, 24, 27.

7 Lettre du 2 février 1922 dans Labelle (ed.), Albert Roussel, 91.

Cité par Alberto Mantelli, ‘Maurice Ravel’, La Revue Musicale, numéro spécial
‘Hommage a Maurice Ravel’, (décembre 1938), 262. Dans une lettre a sa femme, le
compositeur pressentait que ‘cette guerre aura créé un monde nouveau ou bien des
choses de I’ancien auront disparu’. Lettre du 4 janvier 1916 dans Labelle (ed.), Albert
Roussel, 60—-61.

244



Georges Vlastos LA CONCEPTION EN TANT QUE TRANSMISSION...

I’arabesque et de la virtuosité instrumentale, mais aussi le lyrisme nos-
talgique et le caractere capricieux qui correspondaient au dieu mythique
et par extension a I’image pastorale d’une antiquité en tant que syno-
nyme de I’art harmonieux et de la vie sereine. Par ailleurs, le Madrigal
aux muses op. 25 écrit en 1923 sur un texte de Gentil Bernard est un cas
particulier ou la référence aux déesses antiques se manifeste a travers le
recours a un genre désuet et a I’adoption d’une écriture volontairement
archaique.

Entre 1922 et 1924 Roussel composa un opéra singulier en un acte
et trois tableaux La naissance de la lyre. Le sujet de ce conte lyrique est
tiré du drame satyrique de Sophocle Les Limiers dont on avait découvert
des fragments en Egypte en 1911. L’éminent helléniste Théodore Rei-
nach avait publié une traduction frangaise du manuscrit, sous le titre ‘Les
Traqueurs’ dans la Revue de Paris du 1 aolt 1912. Le théme se référe
au vol du troupeau d’Apollon par son jeune frére Hermes I’inventeur de
la lyre. Le dénouement du drame est mutilé ce qui a conduit les hellé-
nistes a supposer que la suite et la fin de I’ceuvre se réferent a ’hymne
homérique a Hermeés. Selon celui-ci, aprés la découverte du voleur,
Hermés est mis en jugement par les dieux de 1’Olympe, mais Apollon,
séduit par le charme de la musique, échangera son troupeau contre la lyre
et se réconciliera avec son jeune frére. Dans la préface de sa traduction,
Reinach décrit ce genre ‘a la fois noble et bouffon, intermédiaire entre la
tragédie et la comédie’® dont le role selon lui était d’alléger les situations
dramatiques tirées de la mythologie et de rendre les dieux plus familiers
au peuple athénien, en leur donnant le caractére et les défauts humains.
Selon lui, avec la musique et la danse, ce drame satyrique peut étre com-
paré aux comédies ballets de Molicre.

Pour la mise en scéne de cette ceuvre Reinach et Roussel ont eu re-
cours a la recette déja appliquée par Saint-Saéns pour Déjanire en 1898,
et Fauré pour son Prométhée en 1900, a savoir un mélange de musique,
de danse, de chant, de dialogues parlés et d’action théatrale dans une
sorte de ‘spectacle total’. En réalité, ce procédé, qui a été aussi utilisé un
peu plus tard par Maurice Emmanuel dans son Salamine (1928), était
considéré comme un moyen rappelant la tragédie antique. Cependant,
cette tentative purement formaliste a quelque peu dérouté le public et a
provoqué le scepticisme de la part des critiques. Bien que certains,
comme Saint-Saéns a la fin du XIXe siécle, aient discerné dans cette
formule une possibilité de renouveler le théatre lyrique, le résultat
s’identifiait aux méthodes académiques qui visaient a la simple recons-

’  Théodore Reinach, ‘Un drame inédit de Sophocle’, La Revue de Paris (1 aoit

1912), 449.
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titution historique.'’ L hellénisme scolaire et suranné était aussi présent
sur le plan du traitement des données mythologiques dans le cadre d’une
ceuvre pour le théatre lyrique. Déja dans la préface de sa traduction Rei-
nach admet que celle-ci ‘ne peut prétendre qu’a donner une image bien
affaiblie, bien imparfaite, de ’original’ en ajoutant que ‘les poétes grecs
sont proprement intraduisibles, et Sophocle est peut-étre le plus intradui-
sible de tous’ et faisant appel a I’imagination du lecteur ‘pour rendre a
cette pale esquisse quelques-unes des couleurs du modéle antique’.'
Pourtant, le probléme ne réside pas dans les difficultés de la traduction,
mais plutdt dans le traitement des données mythologiques dans le cadre

d’une ceuvre pour le théatre lyrique.

Avec les Limiers on retrouve I’histoire du mythe d’un instrument
consacré a l’inspiration musicale et a 1’expression poétique. La lyre,
I’instrument musical le plus répandu dans le monde antique, représente
la prise de conscience par ’homme de son harmonie interne et devient le
symbole de I’harmonie cosmique. Par ailleurs, les hellénistes considérent
le drame satyrique comme une des sources de la tragédie et lui attribuent
quelques traits caractéristiques tels que la danse des Satyres, le caractére
versatile du cheeur et la présence d’une énigme liée a un objet jouant un
role considérable dans I’évolution du drame. Dans les Limiers de Sopho-
cle I'utilisation des satyres est, en quelque sorte, évidente, compte tenu
du fait que I’action se déroule dans la nature forestiére de Cylléne. De
méme, le cOté versatile du cheeur se manifeste au travers de la danse au
cours des diverses poursuites. Enfin, 1’objet-énigme du drame est la lyre,
dont le processus de naissance, bien que décrit de fagon détaillée, se
laisse progressivement deviner. Le livret que Reinach a rédigé pour
Roussel, suit les grandes lignes du texte de Sophocle insistant sur
I’¢lément de la danse des satyres et mettant en relief le c6té instable de
leurs caractéres. Cependant, Reinach a simplifié les données mythologi-
ques les mettant a la portée de 1’éducation humaniste du public de
I’Opéra. Le fait que le dialogue entre la nymphe Kylléne et les satyres,
décrivant la création de I’instrument divin, est exclu de la partition est
significatif, dissimulant de cette facon le procédé exposé dans le titre
méme de I’ceuvre: ‘La naissance de la lyre’. Il est également significatif
que la présence de I’instrument soit évoquée au moyen de sons boulever-
sants que les satyres pergoivent du fond de la caverne ou se cache Her-
mes, sons rendus — conformément a 1’usage établi — par la harpe. Par

Comme notait un critique: ‘Le souci de reconstitution historique et de vérité
documentaire nuit la créativité originale’. Jean Chantavoine, ‘La Naissance de la
Lyre’, Le Ménestrel (10 juillet 1925), 304.

" Reinach, ‘Un drame inédit de Sophocle’, 453, 454.
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ailleurs, I’apparition de Kylléne et de ses suivantes donne lieu a un ballet
décrit dans la partition comme ‘lutte des nymphes et des satyres’, épi-
sode pittoresque et conventionnel, absent dans le texte de Sophocle, mais
vivement apprécié par les spectateurs de 1’Opéra.

A partir d’ici, Reinach ne tient plus compte des vers de Sophocle
mais s’appuie sur ’hymne homérique a Hermes, dont il adapte librement
le contenu. Ainsi, avec 1’apparition d’Apollon et d’Hermes on assiste a
une exaltation de la lyre, en tant qu’instrument prodigieux, dont
I’influence s’exerce tant sur les mortels que sur les dieux. Ainsi, les don-
nées mythologiques de I’invention de la lyre, leur profond symbolisme et
par conséquent leur mise en valeur dramaturgique ont été altérées au pro-
fit d’un argument plus proche des conventions du théatre lyrique admises
par les habitués de I’Opéra.

De son c6té, Roussel trouvait dans ce sujet une représentation bien
proche de ‘son’ monde antique, mais aussi une action dramatique qui lui
permettait d’adopter un style volontairement simplifié, mettant en valeur
les traits caractéristiques, voire stéréotypés de la conception académique
du monde antique a savoir: la pureté de la ligne, le dépouillement et la
clarté dans I’expression et I’orchestration, la simplicité dans I’harmonie,
bref le style noble conforme au gotit du grand public. Bien que Roussel
nous ait donné des pages d’une fraicheur rythmique, teintés d’humour
apre, il est pourtant évident qu’il n’a pas évité les effets pittoresques et
les anachronismes stylistiques. Cette ceuvre probablement constitue un
compromis entre les exigences du traitement conventionnel du mythe
selon Reinach, celles du public de I’Opéra et de son directeur Jacques
Rouché. Le témoignage de Roussel a ce sujet ne laisse aucun doute: ‘Et
de méme j’ai conscience que si I’on met a part la Naissance de la lyre,
sujet trés spécial pour lequel j’ai adopté volontairement un style trés
simplifié, il est facile de constater qu’il n’y a dans le développement de
mon ceuvre aucun retour en arriére, mais bien une marche constante vers

I’élargissement tonal et de la liberté harmonique’."

Cependant, ce retour en arriére n’a pas eu toujours les traits d’un
anachronisme stérile, mais prend chez le compositeur une autre dimen-
sion, contribuant a son évolution stylistique, comme le prouvent les six
Odes anacréontiques op. 31 et op. 32 et les deux Idylles op.44 pour voix
et piano, écrites en 1926 et en 1931 respectivement. Loin des compromis
extérieurs et des particularités du théatre lyrique, Roussel dans ces deux
recueils de mélodies arrive 4 sa maturit¢ et met en valeur tous les

12 Lettre a un critique musical, 22 décembre 1929. Catalogue d’autographes Frédéric

Castaing, 1987, dans Jean Roy, ‘Reflets de sa personnalit¢’, Albert Roussel (Paris:
Ecole normale de musique/SACEM, Actes Sud-Papiers, 1987), 25.
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moyens disponibles afin de saisir la quintessence de I’esprit antique. Fait
significatif : il eut recours a la traduction jugée encore valable a I’époque
de Leconte de Lisle des poésies bucoliques d’Anacréon, de Théocrite et
de Moskhos, et non a des pales imitations archaiques du pocte parnas-
sien, qui avaient tant séduit auparavant Gabriel Fauré et Reynaldo Hahn.

Pour les Odes anacréontiques il choisit six des poémes attribués a
Anacréon ou les sujets bucoliques par excellence de ’amour et du vin
dominent. Ces sujets sont traités avec un langage concis, dépouillé,
d’une austérité formelle, ce qui n’exclut aucunement la remarquable di-
versité de moyens: les invocations aux plaisirs de Bacchus dans les odes
XIX (qu’il faut boire) et XX VI (sur lui-méme) sont aussi bien exprimées
dans un climat de douce plainte, que dans un contexte d’une liesse bac-
chanale. Bien plus riche, le théme de 1’amour donne lieu a des formules
plaintives, hautement érotiques, et poétiques. Roussel applique a chaque
mélodie une écriture particuliére qui convient a 1’esprit du poéme. Il faut
souligner ici encore une fois I’importance du recours aux sources anti-
ques: les poémes attribués a Anacréon constituent des modéles parfaits
pour une construction formelle concise et équilibrée dont le contenu est
caractérisé par I’expression laconique et parfois allégorique. Ces poémes
vont constituer pour Roussel un véritable fil conducteur, le guidant vers
un langage simplifié¢ voire stylis¢, ou la concision et I’extréme raffine-
ment, cOtoient avec 1’utilisation des techniques hautement évocatrices
qui mettent en évidence toutes les subtilités du texte. Les références aux
‘plaisirs terrestres’ sont présentées dans un climat d’une douce mélanco-
lie, nous rappelant la nature passagére de la vie. Le vers, tiré de la
XXVle ode (‘Sur lui-méme’) ‘Il vaut mieux étre ivre que mort’ a une
résonance particuliére et trouve une justification au cours de 1’époque
qui succéda la Premiere Guerre Mondiale.

A T’encontre de Fauré et de Hahn ou ’antiquité était ‘polie’, idéalisée,
devenue presque chimérique, Roussel préfére 1’aspect rustique, quoique
raffiné, d’une Gréce ou I’exaltation de la beauté et des saveurs de la vie est
rendue dans son état naif, réel et donc universel. Ici, le raffinement n’est pas
synonyme d’un style ‘courtois’, classicisant, voire pseudo-archaique, mais
plutoét d’une épuration. La répétition des motifs, 1’allure pentatonique, les
apretés harmoniques contribuent, entre autres, a la rejection de tout
sentimentalisme, de toute emphase romantique, correspondant parfaitement
a I’esprit aphoristique des poémes. Ecrites un peu plus tard les deux Idylles,
quoique plus archaisantes, se situent dans le méme champ d’une rhétorique
concise et dépouillée a ’extréme. Les sources littéraires de Théocrite et de
Moskhos sont des fables mythologiques faisant une fois de plus référence,
de facon didactique, aux ravages d’Eros. Roussel reste toujours fidéle & son
approche réservée, quoiqu’évocatrice et teintée d’humour.
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Finalement, nous arrivons a Bacchus et Ariane op.43 une des ceu-
vres les plus populaires du compositeur. Il s’agit d’un ballet en deux ac-
tes écrit en 1930 et créé a I’Opéra de Paris le 22 mai 1931. Il s’agit bien
siir d’une des ceuvres les plus populaires du compositeur dont le livret a
été écrit par Abel Hermant, romancier d’une verve satirique dont 1’intérét
pour I’antiquité s’est exprimé a travers sa piece de théatre Platon.

Selon les mémoires du chorégraphe Serge Lifar, le public de I’Opéra
gotta peu ‘la trop libre interprétation du mythe antique’ et ‘la démolition
des principes du classicisme et du romantisme’. Cependant, un bref
examen du livret d’Abel Hermant est suffisant pour constater que cette
‘liberté¢’ dans I’interprétation du mythe n’est rien d’autre qu’une variante
du mythe antique de Thésée. Ariane, au lieu d’étre abandonnée par Thé-
sée dans 1I’ile de Naxos, est plongée dans un profond sommeil par Bac-
chus qui, auparavant, a chassé Thésée. Par la suite, le dieu charme
Ariane et célébre son couronnement avec ses compagnons dans la bac-
chanale finale. Pour nous, il n’y a donc rien de révolutionnaire dans cette
interprétation. Hermant a proposé une adaptation du mythe, pleine
d’incidents pittoresques, ne s’¢loignant gucre des conventions sur le plan
dramatique, valables depuis la fin du XIXe siécle.

La ‘démolition du classicisme et du romantisme’ évoquée par Lifar
et qui a dérouté le public de 1’Opéra, était, elle, bel et bien présente dans
la réalisation des décors du peintre d’origine grecque Giorgio de Chirico
et dans la chorégraphie. Selon Pierre Michaut, la discordance entre le
lyrisme sérieux de la musique et du poéme et le modernisme de
I’é1ément décoratif et chorégraphique faisaient que 1’ouvrage ‘ne réussis-
sait pas a prendre un style’, qu’il fallait voir dans I’ensemble ‘la marque
de I’esprit de blague, a qui ces vieilles fables n’en imposent plus et qui
répond a ces grandeurs conventionnelles par I’ironie et la parodie’."” Ce-
pendant, cette contradiction pourrait étre atténuée par I’établissement de
correspondances entre la peinture des décors et I’argument fourni par le
livret. Ainsi, le sommeil profond d’Ariane pendant presque tout le pre-
mier acte, de méme que I’allure féerique de Bacchus peuvent étre mis en
valeur dans un contexte pictural dominé par 1’esprit fantasque et onirique
comme celui présenté par la peinture de Chirico dont I’abondance de
couleurs provoqua I’admiration commune de Roussel et de Hermant.'*

D’autre part, la notion de I’antithése entre les éléments constitutifs
d’un ballet était courante dans les productions chorégraphiques de

Pierre Michaut, Le Ballet contemporain (Paris: Plon, 1950) 47, 48.

Lettre de Roussel et d’Abel Hermant a Jacques Rouché du 28 mai 1931, citée dans
Janine Cizeron, ‘Décors et costumes dans les ceuvres scéniques d’Albert Roussel’,
dans Kelkel (ed.), Albert Roussel (Paris: Vrin, 1989), 146.
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I’époque, telle 1’adaptation de 1’Apres-midi d’un faune par Nijinski en
1912 fortement critiquée par Debussy lui-méme, ou bien Apollon musa-
gete (1928) de Stravinsky dont la seule note excentrique était les décors
peints par André Bauchant. 11 faut toutefois se rappeler que dans les an-
nées trente, la réaction contre la conception académique de la Grece
s’était déja manifestée sur plusieurs plans, tant sur le domaine des pro-
ductions chorégraphiques que sur celui de I’Opéra. L’esprit burlesque et
parfois satirique avec lequel on approchait le monde antique tant sur le
plan dramatique que sur le plan scénique s’était déja révélé au cours des
années folles a travers des ceuvres comme le ballet La Chatte de Henri
Sauguet (créée a Monte Carlo en avril 1927 et un mois plus tard a Paris
au théatre Sarah Bernhardt, la chorégraphie étant de Lifar) et 1’opéra-
comique Persée et Andromede de Jacques Ibert créée en mai 1929 a
I’Opéra de Paris. De Chirico lui-méme n’était pas d’ailleurs un inconnu
dans le monde du ballet, car il avait auparavant collaboré avec les Ballets
Suédois (pour le ballet La Jarre de J. Borlin et d’A. Casella en 1924) et
les Ballets Russes (pour le ballet Le Bal de Balanchine et de Rieti en
1929). Dans ce contexte, on peut expliquer la volonté du directeur de
I’Opéra de Paris Jacques Rouché d’une part, de se plier au gott du grand
public en suggérant lui-méme le théme populaire de Bacchus pour ce
ballet,” et d’autre part, de donner un nouvel élan a I’Opéra a travers des
productions adaptées, jusqu’a un certain point bien sir, a 1’esprit
contemporain.

Roussel essaya lui aussi de trouver sa place dans cet équilibre re-
doutable entre néoclassicisme et modernisme. Sur le plan purement
conceptuel, le compositeur retrouva dans ce sujet son monde familier
d’une antiquité paienne, lui permettant de développer son langage ‘ba-
chique’, a savoir la fluidité de son écriture tour a tour apre et sensuelle-
ment lyrique, les couleurs chatoyantes de son orchestration et surtout son
génie rythmique qui achéve ici son épanouissement. Il est aussi généra-
lement admis que Bacchus et Ariane est un des exemples typiques du
style néoclassique de Lifar se trouvant en parfaite concordance avec la
musique de Roussel. Sans vouloir aucunement contester ce jugement, il
faut voir certainement dans cette partition la présence de tous les traits
caractéristiques que nous avons rencontrés dans ses ceuvres précédentes
et leur mise en valeur a un haut degré de perfectionnement. Ainsi, le raf-
finement dans le traitement des timbres orchestraux, quasi ‘debussystes’,
nous rappelle ’atmosphére des Faunes et Dryades, les lignes mélodiques

Nicole Labelle, ‘La Gréce, point de rencontre des arts dans la musique de ballet néo-
classique des années 1930 a I’Opéra de Paris’, dans Dani¢le Pistone (ed.), Musique et
musiciens a Paris dans les années trente (Paris: Honoré¢ Champion, ‘Musique-Musi-
cologie’, 2000), 282.
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doivent beaucoup a ‘Pan’ de Joueurs de fliite, 1’écriture dépouillée et
I’apreté humoristique nous renvoient a La naissance de la lyre, alors que
la force de I’expression a travers 1’esprit laconique constitue sans doute
une lecon que Roussel a tiré de ses Odes anacréontiques.

En conclusion, il faut constater que 1’intérét de Roussel pour
I’antiquité grecque n’était aucunement de nature passagére ou superfi-
cielle. Son éducation humaniste, la fréquence et la diversité de ses réfé-
rences au monde antique en sont les meilleurs témoins. Cependant,
Roussel n’a pas essayé de redéfinir la signification que la Gréce antique
devait prendre dans le contexte de son époque, pourtant pleine de muta-
tions historico-culturelles. Il a choisi de transmettre une partie des
conventions que ses prédécesseurs avaient établies auparavant en rapport
avec sa propre conception, dont I’axe central est incontestablement le
sentiment paien. Roussel a hérité du passé 1’image d’une Grece utopique,
idéalisée, d’un monde ou régnaient la paix, la sérénité et les plaisirs ter-
restres de la vie. Ceci explique pourquoi, a I’encontre de 1’avant-garde de
son époque, il a évité toute référence mythologique traitée dans le
contexte de la tragédie antique. Si dans le domaine purement littéraire,
Roussel n’a pas manifesté un intérét de réhabiliter les mythes dans
I’esprit contemporain, il a pourtant achevé d’établir de nouvelles conno-
tations a I’image paienne de la Gréce. Cette conception populaire et
presque conventionnelle transmise a Roussel prend chez lui une autre
dimension. [.’aspect dionysien de I’antiquité grecque ne constitue pas un
prétexte a des références pittoresques, mais fonctionne comme une
source de renouvellement, comme une motivation pour élargir le champ
de son expression, de ses représentations musicales. A I’exception de La
Naissance de la Lyre, il a évité tout souci ‘archéologique’ souvent syno-
nyme du style académique. Il s’est différencié de ses prédécesseurs en
rejetant la grandiloquence et le caractére pompeux des références aux
sujets antiques. Par contre, il a insisté sur les valeurs intrinséques de
I’esprit classique en les exemptant de toute allure académique. Celles-ci
lui ont fourni le terrain favorable pour ses recherches dans le domaine de
I’harmonie et surtout du rythme, élément fondamental de sa langue mu-
sicale, dont la vitalité s’est parfaitement assimilée au caractére ‘bachi-
que’ de ses évocations antiques. Elles ont joué un rdle considérable dans
sa formation esthétique et son style s’en est trouvé purifié. De ce point
de vue, il se trouve en concordance avec les recherches du néoclassi-
cisme frangais de I’entre deux guerres. Sans vouloir adopter ’esprit ré-
volutionnaire, la conception de ’antiquité grecque chez Roussel est tout
d’abord une transmission idéologique et ensuite une redéfinition stylisti-
que. Une fois de plus, il se trouve confirmé que Roussel est bien une fi-
gure transitoire dans 1’histoire de la musique frangaise.

251



Mys3uxkonoruja 8 —2008 Musicology

Jopeoc Bracmoc

KOHLEMNINJA KAO TPAHCMHUCHUIJA:
I'PUKA AHTUKA TTPEMA AJIBEPY PYCEJY
(Pesume)

I'puka aHTHKa 3ay3uMa 3HAYajHO MECTO y (PPAHIIyCKO] MY3HIM MOYETKA
XX Beka. OOpahame TpUKUM TeMaMa — NPUMETHO jouI y Ipyroj nojaoBuHu XIX
BEKa — IPEJCTaBJba CIOKEH (PEHOMEH YHjH Cy eJIEMEHTH IIOBE3aHU C UCTOPH]-
CKUM, JPYIITBEHHM W KyJITYPHHUM KOHTEKCTOM eroxe. Mneanmzanmja aHTHYKE
I'puke MOXe ce cMaTpaTH 3ajeJHHNYKOM TadKoM 3a HpucTyrne ao kpaja [Ipsor
cBerckor para. [TozHaro je, MelyTrm, 1a je mouer ox ABaneceTux roguHa GppaH-
IIyCKH HEOKJIACUIIM3aM Ha CACBHM APYTauMju HAYMH carieqaBao IPUKy aHTHKY,
TaKo J1a je Taj HOBM JIyX IIOCTa0 CacTaBHH JEO0 €CTETHKE aBaHIap/e.

Ciyuaj Anbepa Pycena nma Benuku 3Ha4aj ¢ 003UpOM Ha TO Jia jé HeroBo
MY3UYKO CTBApajalliTBO CHTYHPAHO y MPea3HOM MEPHOLY IPHUCTYIA IPUKO]j aH-
THILH, @ OH CaM Ce BHUILIE ITyTa 00paTHO rPYKUM TeMaMa. Y TOM OKBHpY C€ MojaM
,KOHIICTIIIMja* OJJHOCH Ha KOHTAKT Ca BPEMCHCKH YIaJbCHOM LHBHIIH3ALH]OM,
Ha CXBaTame T¢ LMBUIM3ALMjE, © HAPOYUTO Ha GopMe HCHOT MPEACTaBIbamba Y
My3WYKAM JAenvumMa. Pazmarpajyhu riiaBHe mpTe KOHIICTIHje TPUKE aHTUKE KO
Anbepa Pycena, mHCHCTHpaMO, ¢ jenHEe CTpaHe, HAa HEroBOj JMYHO] BU3HjU aH-
THYKOT CBETA J0 KOj€ je JOIIa0 IMyTeM CBOT XyMaHHCTHIKOT 00pa3oBama, IIyTo-
Bamka, UTA., KA0 1 HA lbETOBUM €CTCTUYKUM IIOTJICAMMA Ha YMETHOCT, a C Apyre
cTpaHe — Ha pedJiekcrjama HberoBe KOHLENuje y Aeiauma kao mro cy Ceupau
na @pyau, Anaxkpeonmcke ode, baxyc u Apujana n napouuto Paljarve Jlupe.

(C dpaniyckor npesena Menutra MusiH)

UDC 78.036(44):930.85(495)»652»
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Danijela Kulezi¢-Wilson

MUSICAL AND FILM TIME

Abstract: The comparative analysis of linear, non-linear and multiple tempo-
ral dimensions in music and film reveals that the understanding and utilisation
of time in these two arts reflect not only the aesthetic inclinations of its crea-
tors and their subjective experiences of temporality but also their philosophi-
cal views and, sometimes, spiritual beliefs. Viewed in the context of contem-
porary theories about Time, particularly Shallis’ interpretation of different
temporalities as symbolic of various levels of reality and J. T. Fraser’s concept
of time as a hierarchical nest of different temporalities or Umwelts, the results
of this comparison lead to the conclusion that the time in which music and film
unfold belongs to a separate, artificial Umwelt of its own — art-temporality.

Key words: musical time, film time, art-temporality, time as a symbol.

Even though time can be considered as the fundamental common
denominator for all human experience, including art, the perennial divi-
sion of arts into temporal and spatial for a long time unfairly sidestepped
the theoretical and philosophical temporal issues in the latter and kept
the scope of investigation in this area limited to music. Due to the emer-
gence of novel views and approaches in the late nineteenth and early
twentieth century, however, including the lasting heritage of Ge-
samtkunstwerk theory and practice, the growing interest in synaesthetic
experience and, last but not least, the appearance of film as a new artistic
medium that integrated certain aspects of all arts, the question of time
not only started to be recognised by all artistic disciplines but also grew
into one of the major topics of twentieth century art.

In this essay my interest will be particularly focused on music and
film, the former being the ‘original’ temporal art par excellence and the
latter most representative of the conceptual changes that the arts have
undergone in temporal terms over the last hundred years. By examining
temporal aspects of both arts and by emphasising their analogies I intend to
show that the treatment of time in both music and film acts as a litmus test in
defining the aesthetic inclinations and philosophical viewpoints of their
creators. By positioning this investigation in the context of contemporary
theories about Time, [ will also illustrate how temporal forms of music and
film reflect the evolution of our experience of time in both art and life.

As the experience of theorising time has proved many times before,
the main challenge in pursuing a comparative temporal analysis between
two arts is to create a conceptual framework which can integrate but not
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confuse different categories and concepts of time. This study will con-
firm that it is practically impossible to limit the discussion about tempo-
rality in the arts to a single concept of time, not least because both clock
time and metaphysical time figure as equally relevant categories, but also
because of the dichotomy of time established early on by Greek philoso-
phers, which describes time as either a succession / change / becoming or
a duration / permanence / being. This dual nature of time, which can also
be manifested through the distinction between time conceived and time
perceived (or the idea of time and lived time), certainly reflects one of the
crucial philosophical / aesthetic issues around which the practices of mu-
sic and film revolve. Before addressing these issues in a comparative
analysis of musical and film time, the following section will focus on the
symbolic nature of time as a way of constructing a conceptual frame-
work for the investigation of time that can integrate its different concepts
and manifestations.

Time as a symbol

Whether the nature of time has been explored through experiential
and emotional dimensions (St. Augustine), the intellectual dimensions of
being in time (Descartes, Henri Bergson), the relationship between time
and consciousness (Immanuel Kant, Edmund Husserl, Martin Heidegger,
Jean-Paul Sartre), or even if the question itself has been denied any sig-
nificance (Ludwig Wittgenstein), the impression left is that the only
certainty about time is its complex and versatile character, having many
different facets of which some appear to be exclusive of others. Aside
from any scientific concepts, the direct experience of time is also subject
to personal, social, intellectual and cultural interpretations that influence
our perspective of it. People in the West tend to be more precise about
measuring time than some less technically-oriented cultures, while the
study of temporal perspectives within one culture can provide insights
into differences between social classes,' differing philosophical orientati-
ons’ or reveal diverse approaches to art.’

It seems that the only way to comprehend the different theories of
time is to accept the argument of J. T. Fraser that time is not bound by

Lawrence Le Shan, quoted in Robert E. Ornstein, On the Experience of Time (Har-
mondsworth, England: Pinguin Books, 1969), 23; Jonathan D. Kramer, The Time of
Music: New Meanings, New Temporalities, New Listening Strategies, 1988), 424.

Adolf Griinbaum, Philosophical Problems of Space and Time, 2™ enlarged edition
(Dordrecht, Holland / Boston U.S.A: D. Reidel Publishing Company, 1973).

Frank Kermode, The Sense of an Ending: Studies in the Theory of Fiction (New
York: Oxford University Press, 1967).
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the ‘law of contradiction’ according to which a proposition and its nega-
tion cannot be simultaneously true.* Fraser believes that time has evolved
throughout the history of the universe and proposes a hierarchical distin-
ction of six different temporalities that have developed in parallel with
the evolution of man and the complexification of nature. According to
him, these temporalities are aspects of different Umwelts,” which in the
lower levels are more concerned with the concept of an unchangeable,
eternal temporality of being, while the upper levels introduce the concept
of becoming. Presenting them from the lowest to the highest levels, Fra-
ser distinguishes the following temporalities: atemporality of electro-
magnetic radiation, prototemporality of elementary particles, eotemporality,
or the time of ‘the physicist’s #’, biotemporality, or the biological time of
all living organisms, nootemporality, or the noetic time of the human
mind and sociotemporality, the Umwelt of cultures and civilisations.
Together they form a ‘nested hierarchy of increasing richness of
content... Each new temporality subsumes that or those beneath it; each
permits the functioning of a qualitatively new creative freedom’.®

When people speak about time they usually mean nootemporality. It
is the time of mind and society which, before the introduction of the
mechanical clock, was perceived as the interplay of constantly recurring
events: the rising of the sun, the tides, the seasons, etc. Circadian, lunar

4 J. T. Fraser, Time, the Familiar Stranger (Redmond, Washington: The Microsoft

Press, 1987) and J.T. Fraser (ed.), The Voices of Time: A Cooperative Survey of
Man’s Views of Time as Expressed by the Scientists and by the Humanists, 2nd edi-
tion (The University of Massachusetts Press, 1981).

According to the biological origin of the world, Umwelt represents the ‘self-world’ or
a ‘circumscribed portion of the environment’ for a given species, while in Fraser’s
interpretation the meaning is extended to represent ‘self-worlds’ and temporalities of
matter, animal and man.

Fraser defines nootemporality as the temporal reality of the mature human mind char-
acterized by a clear distinction among future, past and present. Biotemporality is the
temporal reality of living organisms including man, as far as his biological functions
are concerned. Eotemporality is the temporal reality of the astronomical universe of
massive matter. It is a continuous but nondirected, nonflowing time to which our
ideas of present, future or past cannot be applied. The time of the world of elemen-
tary particles is called prototemporality. It is an undirected, nonflowing as well as
fragmented (noncontinuous) time for which precise locations of instants have no
meaning. The world of electromagnetic radiation is termed atemporal for none of our
ordinary notions associated with time apply to its state of energy. It is the most
primitive level of the universe, that of radiative chaos. Physics divides its concerns
along the distinctive temporalities of the physical world. Special relativity theory ad-
dresses the atemporal world of light, quantum theory focuses on the prototemporal
universe of particle-waves, general relativity theory deals with eotemporal cosmos
and thermodynamics encompasses them all, at least as far as the discoveries of phys-
ics about time go (The Voices of Time, 106—112; 358; 367-368).
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and annual rhythms of nature are built into all living organisms through
organic evolution, forming part of our biotemporality. However, the
cyclical experience of time with its returning rhythmic patterns connec-
ted with the organic world was eventually suppressed by a linear percep-
tion of time more typical of the Judeo-Christian tradition and its view of
the world with a beginning, a sequence of specific and unique events,
life and death.” Additionally, the introduction of the mechanical clock
helped to create a perception of time disassociated from human events,
an independent world of mathematically measurable sequences. As Mic-
hael Shallis notices, ‘no wonder there is confusion about whether time is
merely a matter of consciousness, of whether time exists only in the
mind’ since objective time, clock time, ‘exists because the mind invented
clocks’ and redefined our reality.®

Shallis argues that all paradoxes of time could be resolved if we were
able to look at clock time or any other time or temporal reality we experi-
ence or just know about scientifically, as symbolic aspects of reality, which
has a symbolic nature itself.” If we think about time as symbolic and diffe-
rent temporalities as symbols of different levels or experiences of reality, it
would also make sense to envision a time in which temporal arts unfold as
yet another temporal reality. his idea complies with Susanne Langer’s inter-
pretation of experiential time in music as an ‘illusion’ or a ‘virtual time, in
which its sonorous forms move in relation to each other — always and only
to each other, for nothing else exists there’.'’ The interpretation of the
temporality of art forms as symbolic seems even more appropriate with re-
gard to film, considering the complex interaction of film’s experiential time
and time represented. Film occupies a certain period of (experiential) time in
order to tell its story which occupies a different, ‘symbolic’ temporal reality,
while the sequences of events are composed in such a way as to resemble
our experience of linear temporality and reality itself. However, even that
‘symbolic temporality’ — symbolic of reality — is an illusion in itself, since
none of the events shown on the screen took place in the order they are pre-
sented. Additionally, both film and music time are constituted from time
passed but are relived over and over again in the present and, while reprodu-
ced, can constitute the present of the spectator’s experience.

As Marshall McLuhan showed, the linear conception of time can also be connected
with language, because the word and the sentence are linear in form, analytical, con-
sequential, progressive. In preliterate society, where time was viewed cyclically, lan-
guage too was more ‘organic’ (Michael Shallis, On Time, Harmondsworth, England:
Pinguin Books, 1982, 15).

¥ Ibid., 198.

 Ibid.

Susanne Langer, Feeling and Form (New York: Charles Scribner’s Sons, 1953), 109.
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The next section will show that comparisons between musical and
film time can be drawn on many levels, some of them abstract, some of
them based on temporal aspects of their artistic forms.

Time in music and film

Of all five senses it is the sense of hearing that is inevitably associ-
ated with our sense of time and few phenomena can tell us more about
time and temporality than music. Music is considered to be the temporal
art par excellence because its form comes to life in time. As a form in
becoming, music incorporates time, shapes it and gives it structure by
making it audible, while itself being simultaneously dissolved in time.
Through the creative act of composing/performing time is transformed
into the flesh of the musical body, the ‘dough’ which is shaped and
brought to life through sound.

Film, on the other hand, usually demands more than audible time to
become alive. It needs a ‘solid cluster of living facts’ embossed in time,
as Tarkovsky would say, but it is still #time, ‘printed in its factual forms
and manifestations’, that is the substance of cinema, so that film-making

. . . 11
becomes ‘sculpting in time’.

The completed form of a film or a piece of music determines a cer-
tain limited period of time and it can be argued that the duration of that
form is the form itself.'* However, if we try to ascribe an absolute value
to time contained in a film track or a musical performance, we face an
almost impossible task. Even though our ‘measurement’ is limited to one
particular referential system — a completed piece of music or film — its
temporal value keeps ‘spilling’ over the frames of the work. To start
with, the duration of a musical work can vary in different performances.
To try to choose a score with fixed relationships between its horizontal
elements as our referential system would be inappropriate because it is
the musical work in performance that occupies the amount of time we
are trying to measure. And even in the case of a performance fixed on a
recording one can argue, as Edward T. Cone did, that a musical work
needs the frame of silence ‘to separate it from its external environment —

to mark off musical time from the ordinary before and after it’."?

Andrei Tarkovsky, Sculpting in Time, trans. Kitty Hunter-Blair (London, The Bodley
Head, 1986), 57-80.

Dragutin Gostuski, Vreme umetnosti (Beograd: Muzikoloski institut — Prosveta,
1968), 163.

13 Edward T. Cone, Musical Form and Musical Performance (New York: W.W. Nor-
ton, 1968), 16.
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With film things are even more complicated concerning the parallel
existence of what we call plot time, story time and screen time. Accord-
ing to the distinction that Bordwell and Thompson suggest, the plot ex-
plicitly presents certain story events, while the story goes beyond the
plot in suggesting some events that we never witness.'* The actual
presentation of the plot on the screen usually involves some manipula-
tion of time as well, and the given result is called screen duration or
projection time.

In the same way that plot time and story time may overlap for most
of the screen time, so can plot time and screen time overlap, but not nec-
essarily. Plot duration mostly corresponds to the time of diegesis — the
total world of the story action — although it might include some non-
diegetic images and sounds that are not part of the story but may affect
our understanding of it."”

Ultimately the temporal ‘bodies’ of both film and music form resist
measurement in absolute values thus adding another aspect of elusive-
ness to their main characteristics.

Another similarity between film and musical time can be found in
the less obvious aspects of their temporal content, which even spatial arts
contain: the imprint of the creative time spent during their creation and
the interpretative (contemplative) time of their consumption. The dis-
tinction of these two temporal aspects can actually modify our percep-
tion of spatial arts as fixed and unchanging and the form of temporal arts
as subject to change.

While creative time is an obviously irreversible aspect of most
art forms,'® interpretative time is considered to be reversible in the visual
arts. For Dragutin Gostuski reversibility is factual because of the possi-
bility of changing position while looking at a piece of art.'” Or, as Ed-
ward T. Cone puts it, the silent viewing of a spatial work is a kind of
multiple performance or a multiplicity of partial performances during
which we can choose and change if necessary our own pace and position

David Bordwell and Kristin Thompson, Film Art, An Introduction, 4™ edition (New
York: McGraw Hill, 1993), 71.

Ralph Stephenson and Guy Phelps give the example of ‘expressive montage’ which
connects the pictures of a crowd of commuters and a flock of sheep in Charlie Chap-
lin’s City Lights (1931), or women gossiping and hens cackling in Fritz Lang’s Fury
(1936). The Cinema as Art, 2™ revised edition (London: Penguin Books, 1989), 139.

Obviously, this statement is applicable to both spatial and temporal art forms except
in cases of musical open form or musical and theatrical works which include im-
provisation.

Gostuski, Vreme umetnosti, 279.

258



Danijela Kulezi¢-Wilson MUSICAL AND FILM TIME

of perception.'® For a piece of music or film though, there is only one
single and complete performance at a time to choose as a valid insight
into its form and composition. This statement sounds paradoxical, having
in mind that our modern technical devices allow numerous reproductions
of all recorded musical pieces or video and DVD reproductions of films.
What Cone has in mind, however, are the ideal conditions of live per-
formance (or film projection, for that matter), during which ‘a composi-
tion must proceed inexorably in time; we cannot go back to explain’."
For the full appreciation of a completed music or film form no repeti-
tions or hesitations are allowed while the work is being performed so
that in both film and music the interpretative time is equal to the time of
the work unfolding.

Within the confines of each singular form film is able to do what
seemingly no other art is capable of: to manipulate the order and dimen-
sions of its own temporal reality. The use of slow-motion, accelerated-
motion, flash-back, montage sequences and other similar devices give
film the opportunity to explore and interfere with what is conceived as
the only unchangeable, irreversible aspect of our lives. Even though the
manipulation and multiplication of temporal dimensions might not be
that obvious in music as in film, certain non-Western musical traditions
and much of Western twentieth-century music display these very aspects
in their production. Philip V. Bohlman compares stretto technique in
fugue with sampling and mixing in hip-hop music in terms of their ‘jux-
taposing and scrambling moments of time’. He also gives the example of
interlocking cycles of Javanese music that ‘layer time upon time unit,
creating not a single representation of music in time, but a web of voices
moving into and out of time’.*" It could even be argued that some basic
formal devices of tonal music, such as repetition or reprise, represent
potential tools for manipulating temporal dimensions.

Repetition and reprise have been used throughout the history of
music to establish the most primitive as well as the most accomplished
proportional forms of Western music’s heritage. Indispensable in music
practices of every origin, repetition can also be seen as a device that in-
trinsically defies the linear understanding of musical temporality. If em-
ployed as a reminiscence, repetition can acquire the meaning of a struc-
tural (César Franck’s cyclical form for instance) or even narrative ‘flash-
back’ (the programme music of Romanticism, Wagner’s operas, etc.).

Cone, Musical Form, 33.
¥ Ibid., 34.

2 Philip V. Bohlman, ‘Ontologies of Music’ in Nicholas Cook and Mark Everist (eds.),
Rethinking Music (Oxford University Press, 1999), 29.
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Gostuski also interprets the technique of inversion in contrapuntal music of
all periods as the manifestation of the desire to overcome the limitation of
music’s linear time-direction, the expression of the permanent longing for
reversing the temporal arrow and bringing back what is gone.”! The most
extreme example of this intention is presented in the technique of retrograde
motion that produces symmetry in the musical flow. This kind of symmetry
can be understood as the rotation of the space-time axis by 180 degrees,
which allows the reversibility of time through music.*

According to Claude Lévi-Strauss though, music does not even need
contrapuntal techniques to exercise its ability to manipulate the arrow of
time, since music itself is ‘an instrument for the obliteration of time’:

Below the level of sounds and rhythms, music acts upon a primi-
tive terrain, which is the psychological time of the listener; this time is
irreversible and therefore irredeemably diachronic, yet music trans-
mutes the segment devoted to listening to it into a synchronic totality,
enclosed within itself. Because of the internal organization of the mu-
sical work, the act of listening to it immobilizes passing time.**

Generally, time is perceived as an elusive or even incomprehensible
entity that becomes more ‘real’ and palpable when structured by a work
of art. The fact that philosophers such as Edmund Husserl** and Henri
Bergson® have thought about music as ‘time made audible’ relates to
time being considered as becoming ‘human’ when organized after the
manner of a narrative. Ricoeur argues that problems of time, which phi-
losophy itself cannot resolve, namely the dichotomy between treatments
of time centred on ‘the time of the cosmos’ and those centred on ‘the
time of the soul’, can find a kind of poetic resolution in narrative.*
Genevieve Lloyd’s summarization of Ricoeur’s argument about narrative
in literature can easily be applied to film:

In virtue of its form, narrative brings together fragments of tem-
poral experience, allowing them to be grasped in a unity. Narrative

2L Gostuski, Vreme umetnosti, 280.

22 Berislav Popovi¢, Muzicka forma ili smisao u muzici (Beograd: Clio / Kulturni centar

Beograda, 1998), 283.

Claude Lévi-Strauss, The Raw and the Cooked: Introduction to a Science of Mythol-
ogy (London: Jonathan Cape, 1970), 16.

Edmund Husserl, The Phenomenology of Internal Time-consciousness, trans. J. S.
Churchill (Bloomington and London: Indiana University Press, 1964).

23
24

> Henri Bergson, Duration and Simultaneity: Bergson and the Einsteinian Universe,

trans. Leon Jacobson, 2™ edition (Manchester: Clinamen Press, 1999).

26 Paul Ricoeur, Time and Narrative, trans. Kathleen McLaughlin and David Pellauer, 2

vols. (The University of Chicago Press, 1984), vol. 1.
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gets it all together, as it were, transforming the inchoate sense of form
in our experience of temporal fragments into poetic universals through
which we come to understand our experience of the particular. *’

Ricoeur’s comments about the ‘humanization’ of time through a
narrative relate mostly to narrational styles in literature that are essen-
tially linear — however complex or interwoven their temporal dimensions
can be — and the same can be said for film. Musical time, at least in the
West, has also been generally perceived as being linear, although the
substantial influences of Eastern art and philosophy on our culture dur-
ing the last century have left their traces in different musical styles, from
Debussy to techno music, introducing changes in both the comprehen-
sion and the perception of musical temporalities. As the next section ar-
gues, the inclination towards emphasising linear or non-linear aspects of
temporality in art is usually a symptom of deeper philosophical or in
some cases even spiritual beliefs.

Linear and non-linear time in music and film

According to Jonathan D. Kramer®, the generic duality of linear and
non-linear time in music corresponds roughly to the philosophical dis-
tinction between becoming and being. As the idea of becoming is found
most prominently in the linear logic of Western philosophy and science,
so is linear temporality typical of Western tonal music. The functions of
different pitches in tonal music are determined by their relationship to
the tonic, which is endowed with ultimate stability. The linearity of tonal
music is characterised by a move towards a point of great tension that is
usually remote from the tonic, followed by a return to and confirmation
of the basic tonality. Western music can also be defined as essentially
dialectical since its ‘development follows from the presence of a conflict
between opposites and finally leads to a situation of synthesis, in which
conflicts are entirely or partially resolved’.”

The very use of the term ‘dialectical’ in regard to an art form brings
together the worlds of Eisenstein’s films edited with the intention of cre-
ating a conflict on all levels of the audio-visual narrative that will be re-
solved by the emergence of a new meaning, and classical forms of West-
ern music based on the same principle. Eisenstein believed that his dia-

> Genevieve Lloyd, Being in Time: Selves and Narrators in Philosophy and Literature

(London and New York: Routledge, 1993), 11-12.

2 Kramer, The Time of Music. ..

2 Wim Mertens, American Minimal Music: La Monte Young, Terry Riley, Steve Reich,

Philip Glass, trans. J. Hautekiet (London: Kahn & Averill / White Plains, NY:
Pro/Am Music Resources, 1983/1994), 17.
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lectical style was “fully analogous to human, psychological expression’*’
but more than that, it was analogous to human understanding of time and
life, at least in Judeo-Christian philosophy based on the principles of lin-
ear temporality, duality and dialectics. At the same time, the goal-di-
rected listening of dialectical music founded on traditional harmonic
functional schemes of tension and relaxation that lead to a directed finale
or synthesis can be compared to the narrative mode of classical cinema
in which a fabula is constructed along similar principles of causality that
push its characters towards set goals.

Non-linearity, on the other hand, embodies a different cultural and
philosophical concept of being, which is in music emphasised through
the ideas of temporal continuum and harmonic stasis. The exposure to
music and philosophy of different, particularly Eastern cultures, in com-
bination with the development of recording technology, brought a strong
influence of non-linearity to Western music. The emergence of mini-
malism and repetitive music in America during the 1960s and then in
Europe in the 1970s can be seen as partly a result of that influence and
partly as an extreme reaction to the complexity of integral serialism.
Nevertheless, it certainly represented the most serious challenge to all
concepts of time favoured by Western music to that date. While the word
‘repetitive’ refers to the main structural principle of this music and the
word ‘minimalism’ refers to restrictions in the use of initial material and
transformational techniques performed on it, the minimalist style cer-
tainly did not put any limitations on the duration of pieces, often un-
folding in lengthy sheets of time and inducing meditative or trance-like
experiences, producing the effect which Jonathan D. Kramer calls ‘verti-

cal temporality’.*'

It would be difficult to find in film an exact counterpart to vertical
temporality in music. In spite of the diversity of narrational modes and
editing styles, which include all sorts of temporal manipulations, the
majority of films are based on our assumption that two successive shots
are unfolding ‘horizontally’, succeeding each other in terms of diegetic
film time too, unless implied differently by cross-cutting techniques,
flash-backs, and so on. However, what constitutes the ‘arthouse’ opposi-
tion to goal-oriented, dialectical mainstream narrative is a non-dialecti-
cal, or contemplative approach to film, marked by a restricted use of the
manipulative techniques of editing. Similar to the non-dialectical ap-
proach to music being influenced by Eastern philosophy and culture so is

3 Quoted in David Bordwell, Narration in the Fiction Film (London: Routledge,

1997), 14.
31 Kramer, The Time of Music.
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the contemplative approach to film in some cases (Wim Wenders, Jim
Jarmusch) partly influenced by the same philosophy through the work of
Asian directors such as Yasujiro Ozu. In some other cases (Tarkovsky,
Robert Bresson), this style has been rather an expression of the European
aesthetic of the shot and the spiritual view of temporality that informed it.

The most famous advocate of this approach was André Bazin,
whose main theoretical and aesthetical concerns are founded on the be-
lief that film image is able to convey the presence of the divine existing
in the real world.”* Bazin advocates synchrony of screen time and story
time, believing that long takes with deep focus, uninterrupted by editing,
through their mise-en-scéne could provide not only the most telling in-
sight into the style of the directors who shot them, but also an insight
into life itself. Unsurprisingly then, Bazin opposed the practice of using
editing for the manipulation of film’s temporal and narrative content,
because its techniques deny the viewer’s opportunity ‘to see into the

wholeness and continuity of time and space’.”

A strikingly similar aesthetic and philosophical view about film and
film time was articulated by director Andrei Tarkovsky, even though he
never mentions Bazin’s name in his book Sculpting in Time: Reflections
on the Cinema. Tarkovsky, like Kant, believes that time is a mental
category, a construction of mind, ‘the flame in which there lives the
salamander of the human soul’.** For Tarkovsky time is also a spiritual
category:

The time in which a person lives gives him the opportunity of
knowing himself as a moral being, engaged in the search for the
truth...And life is no more than the period allotted to him, and in
which he may, indeed must, fashion his spirit in accordance with his
own understanding of the aim of human existence [...] The human
conscience is dependent upon time for its existence.”

Precisely this spiritual dimension of time and its meaning for human
existence was the biggest concern for Tarkovsky when writing and
shooting his films. As Bazin believes in a deep gaze into space, so Tark-
ovsky believes that by purely observing life and recording the passing of

32 Sylvia Harvey, ‘What is Cinema? The Sensuous, the Abstract and the Political’ in

Christopher Williams (ed.), Cinema: The Beginnings and the Future (London: Uni-
versity of Westminster Press, 1996), 230.

33 Robert P. Kolker, ‘The Film Text and Film Form’ in John Hill and Pamela Church
Gibson (eds.), The Oxford Guide to Film Studies (Oxford University Press, 1998),
16.

Tarkovsky, Sculpting in Time, 57.

3 Tbid., 58.
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time, the hidden mysteries and meaning of life can be revealed. Aware-
ness of the spiritual dimension of time influenced Tarkovsky’s view of
time as the ‘raw material’ of film. For him the authenticity of a cinematic
image is confirmed only if one can feel the ‘pressure of time’ running
through the shot, ‘something significant, truthful going on beyond the

events on the screen’.*®

The choice between manipulating different aspects of film time by
editing or allowing time to run through long takes thus forms the basic
distinction between aesthetically opposing approaches to the film me-
dium. Essentially, this very distinction lies at the root of what Robert P.
Kolker calls the ‘bedrock of film theory’, ‘the controversy over the
structure and importance of the shot and the cut, of the shot versus the
cut’®’, although the word ‘time’ is not emphasised either by Kolker or
anyone else addressing this ‘controversy’.

From a safe historical distance one can nowadays argue that both the
aesthetics of the shot and the cut are unnecessarily limited in the extrem-
ity of their choices, at least theoretically, because in practice things are
rarely so clean-cut. Obviously, the pressure of time in film cannot be
confined to frames of one shot as it inevitably affects adjoining shots,
thus sucking the process of montage into its powerful flow, which con-
temporary representatives of the aesthetic of the shot are more ready to
admit now than Bazin or Tarkovsky would have been. Analogously, the
sequence of edited images, however rapidly cut, inevitably creates an-
other temporal dimension which encompasses those images. This dimen-
sion might not be as susceptible to contemplation as time in long shots,
but its jagged, disjointed pieces speak maybe even more accurately about
the nature of contemporary time and reality.

After comparing the ‘philosophy of the shot’ articulated by Bazin
and Tarkovsky with the dominant practice of popular cinema, which is
heavily reliant on rapid editing and the overall manipulation not only of
time and narrative but also of emotional responses, it seems reasonable
to claim that in essence this distinction represents more than just the
matter of an aesthetic or even ideological choice. For both Bazin and
Tarkovsky their aesthetic choice lies in the hope of achieving under-
standing through contemplation or an ‘aesthetic way of knowing’ as
Schopenhauer would call it. Their aesthetics demands the ‘presence’ of
the spectator in the time and space of the film image the same way East-
ern philosophy demands our presence in ‘nowness’, or non-linear music
ensures our prolonged experience of it. As repetitive/minimalist music

6 Ibid., 117.
37 Kolker, The Film Text, 15.
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aims to keep us suspended in vertical temporality, so Bazin and Tark-
ovsky want us to stay with the image until we become aware of ‘some-
thing significant, truthful going on beyond the events on the screen’.

Montage cinema, on the other hand, takes us on a previously
planned journey and makes us see only what the film-maker wants us to
see. Although that was a good enough reason for Bazin to reject its aes-
thetics, the contemporary use of editing makes for an even stronger ar-
gument against its manipulative techniques. Montage, the way Eisenstein
used it, at least expected the viewer to invest a certain intellectual effort
in interpreting its messages.” Besides, there is no doubt that, even with-
out Eisenstein’s ideological and aesthetic concepts, editing in general
represents one of the essential and potentially most creative tools in cin-
ema. However, the treatment of time and narrative in the average Holly-
wood product, and the conventions of today’s either ‘invisible’ editing
practice or showy rapid editing that ‘does not leave time for the audience
to reflect — or get bored’,”® not only take us along the narrow path of
carefully predicted responses and thoughts but can also be seen as a per-
fectly pleasant distraction from seeing potentially more important things on
the screen. At the same time, it is obvious that the very ‘fatality of cinema:
being in time and being distracted’*’ represents its most alluring power. It
can be said that editing which ‘takes us for a ride’ encourages the spectator
to do exactly what all of us do when we want to avoid ‘looking inside’ — it
not only keeps us from thinking and feeling more deeply about whatever we
watch but also gives us a break from ourselves and life itself. It impresses
us, amuses and entertains, it manipulates our emotions and at the same time
keeps us away from things that, as both Bazin and Tarkovsky believed, we
can see only by really looking at them.

What springs to mind here is that according to the Kantian approach
the act of contemplation in art is not only the crucial attribute of aesthetic

% Eisenstein’s techniques of ‘montage of attractions’, ‘intellectual montage’ and ‘verti-

cal montage’ were all based on the belief that only through the conflict or synthesis
of two different shots can the envisioned new meaning emerge, the meaning that al-
lows the film-maker to create significant aesthetic, ideological or even historical
statements. The main aim of the classical Hollywood style and its continuity editing,
though, is to make the form ‘invisible’, so that the viewer becomes immersed in the
story and can easily identify with its participants.

Bordwell, Narration in the Fiction Film, 165.

‘The instant is what comes, and at the same time what distracts; in a basic contradic-
tion, it is both what makes time pass over us by manifesting our being-for-death, and
that which distances us from the thought of death, from care’ (Jacques Aumont,
‘Mortal Beauty’ in Michael Temple and James S. Williams (eds.), The Cinema
Alone: Essays on the Work of Jean-Luc Godard 1985-2000 (Amsterdam University
Press, 2000), 102.

39
40

265



My3ukoinoruja 8 —2008 Musicology

judgement, but also the proof of that art’s worthiness to be judged as such.
At the same time, it cannot be denied that even a contemplative approach to
art also carries an aspect of escapism. What Schopenhauer calls the
‘aesthetic way of knowing’ relies on the hope that the contemplation of
beauty would secure temporary removal from ‘all our affliction’.

Finally, in order to avoid the disadvantage of generalisation — to
paraphrase Kramer — it should be made clear that the general notion we
have about the ‘non-contemplative’ nature of contemporary montage
cinema is not justified in every instance since there are examples where
editing is used thoughtfully, creatively and musically, aiming more for
the ‘space between’ opposing aesthetic approaches, the space concerned
with thythm and rhythmic patterns which, besides provoking expected
visceral and emotional responses, by their position and function in nar-
rative structure contribute to our deeper understanding of film.

However, in between these concepts of goal-oriented linearity and
the contemplative stasis of vertical time exists a whole universe of multi-
directed, non-directed, non-linear, multi-layered and other temporalities
in music and film, reminding us of the ever-perplexing, elusive nature of
time.

Multiple temporalities

Although the linear temporality of tonal music and the macro or
vertical temporality of repetitive music exemplify the most obvious ex-
tremes of aesthetic concepts in contemporary music, Jonathan Kramer
argues that between these two poles one can distinguish other types of
musical temporality, because ‘most music exhibits some kind of mix of
temporalities”.*' He identifies and discusses in detail temporal types such
as the non-directed linear time of atonal music, moment time and multi-
ply-directed time, which he associates with Fraser’s temporal levels.*

Kramer also argues that the time-sense in much twentieth-century
music, as well as in contemporary arts in general, reflects the temporality
of inner thought processes:

The temporality of the mind is seemingly irrational. But time in
our daily lives is fundamentally ordered, by schedules, clocks, and
causal relationships [...] The conflict between the predominant linearity

4 Kramer, The Time of Music, 58.

42 Kramer compares musical vertical time with the “timelessness of atemporality”, mo-

ment time in music with prototemporality, multiply-directed time with eotemporality,
non-directed linear time with biotemporality and musical linear temporality with
nootemporality (395-396)
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of external life and the essential discontinuity of internal life is not pe-
culiar to the twentieth century. Thought was surely as nonlinear in
1800 as it is today. But now art (followed at a respectable interval by
popular entertainment) has moved from a logic that reflects the goal-
oriented linearity of external life to an irrationality that reflects our
shadowy, jumbled, totally personal interior lives.*

At this point it is important to emphasise the influence that film and
its montage techniques has had on artists taking a new approach towards
temporality. It was the multiplicity of temporal dimensions in film and
their manipulations through montage that offered an alternative to con-
ventional time sequencing in art forms and have liberated the Western
artistic mind from the confines of linear perception. Moreover, film has
continued to explore the complexity of multiple temporalities in a narra-
tive art form and during the late 1980s and ’90s an interest in a new style
of formal organisation emerged in American independent and world cin-
ema which enhanced the effect of temporal manipulation produced
through editing by employing parallel narrative structures developed
around several storylines rather than a single, linear narrative. Jim Jar-
musch’s Mystery Train (1989), Robert Altman’s Short Cuts (1993),
Wong Kar-Wai’s Chungking Express (1994), Tarantino’s Jackie Brown
(1997), Tom Tykwer’s Run Lola Run (1998) and Doug Liman’s Go
(1999) are just some of the films that pursue the idea of repeating an ac-
tion from different perspectives, creating a ‘staggered, stuttered’**
temporality. Another option of using circular narratives (Pulp Fiction
11994/, Amores Perros /2000/) or presenting the narrative backwards
(Memento /2000/, Irreversible /2002/) can be interpreted not only as a
challenge to the linear chronology of narrative or a means of visualis-
ing/recapturing the past through memory but also as a tool for examining
the temporal aspects of our lives, the roots of our actions and the idea of
predestination. A similar existential quest motivated the creation of dis-
ruptive, non-linear temporality and narrative in 2/ Grams (Alejandro
Gonzales Inarritu, 2003). The apparently random arrangement of the
montage segments in this film, inspired by the work of William Faulkner
and Julio Cortazar, emphasizes the cyclical nature of our experiences and
at the same time brings to mind the procedures of musical open form.

These films are only the most recent examples of a general tendency
in contemporary arts to reshape time-space relationships in accordance
with global changes in the world that also reshape our perspective of it as

3 Ibid., 45.

* Murray Smith, ‘Parallel Lines’ in Jim Hillier (ed.), American Independent Cinema: A

Sight and Sound Reader (London: BFI, 2001), 159.
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well as our sense of identity. The subject of temporality was also ex-
plored in European cinema in the 1950s and *60s in films such as Alain
Resnais’ Hiroshima mon amour (1958), which interchanges past and
present, and L ‘année derniére a Marienbad (1961) in which repetitions
and variations obliterate the sense of linear temporality. Around that time
Pierre Boulez, inspired by aleatoric works of John Cage, wrote his Third
Piano Sonata (1957), which contains several parenthetical structures that
may be played or omitted, promoting the concept of open form as the
ultimate denial of one-dimensional musical temporality. A few years
later Stockhausen presented his Zyklus (1959) in a spiral-bound score
with the suggestion that musical motion can start at any point in the cir-
cle and proceed until it returns to the starting point. His Momente (1961—
1972) explores the idea of ‘temporal mobility’ by including ‘brief refer-
ences to what may be the past in one performance but the future in an-
other’®. Kramer also cites Harrison Birtwistle’s opera The Mask of Or-
pheus (1970-1983) as one of more recent examples of using the potential
of multiply-directed time. As the composer himself explained:

I’'m concerned with...going over and over the same event from
different angles, so that a multidimensional musical object is created
which contains a number of contradictions as well as a number of per-
spectives. I don’t create linear music. I move in circles. The events I
create move as the planets move in the solar system. They rotate at
various speeds. Some move through bigger orbits than others and take
longer to return.*

Kramer interprets all the temporal categories of twentieth-century
music, such as multiply-directed time, moment time or vertical time, as
all essentially ‘subjective time structures’ created by contemporary com-
posers, as opposed to ‘rational time structures’ typical of music of the
past. According to him, the discontinuity and multilayerdness of tempo-
rality in art is proof that art ‘has moved from a logic that reflects the
goal-oriented linearity of external life to an irrationality that reflects our
shadowy, jumbled, totally personal interior lives’.*’ The perfect example
to illustrate this statement is David Lynch’s Mulholland Drive (2001),
which presents its story through a narrative loop punctuated with epi-
sodes seemingly unrelated to it. Its non-linear form makes most sense if
interpreted as a stream-of-consciousness type of narration which mixes
reality, fantasy and dreams, as well as different temporalities, originating
from the emotionally and mentally disturbed main character Diane /

4 Kramer, The Time of Music, 167.
4 Ibid., 49.
47 Ibid., 45.
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Betty, who also turns out to be dead. As Chris Rodley says, in Mulhol-
land Drive ‘Lynch has made the very notion of “dream” versus “reality”
an irrelevant opposition. As a result the borderline between these two
states has been reduced to a badly guarded checkpoint where no one

seems to be stamping passports’.*®

On the other hand, it can be argued that reshaping time-space rela-
tionships in the representational arts, or the multilayered temporality of
contemporary music, reflect the world around us and the way we see it.
Stuart Hall* presents this tendency as typical of our age marked by de-
centred personal, cultural and national identities and time-space com-
pression, interpreting it as a direct consequence of globalisation. In his
study of the changes that cultural and national identities undergo through
the influence of globalisation he argues that certain types of time-space
representations in art correspond to different senses of cultural and social
identities. Thus it sounds logical when he states that male subjects repre-
sented in eighteenth-century paintings as surveying their property have
‘a very different sense of cultural identity from the subject who sees
“himself / herself” mirrored in the fragmented, fractured “faces” which
look out from the broken planes and surfaces of one of Picasso’s cubist

canvasses’.”’

Our society is much different than at the time of Beethoven or
Da Vinci. We are exposed to a multitude of lifestyles, environments and
are even able to change our ‘temporality’ by travelling across continents
and different time zones. A linear understanding of time might still be at
the base of our perception of reality, but that linearity is multilayered,
punctured by travel and other experiences and affected by the process of
globalisation. Moreover, as Kramer notices, the use of technology in art
also ‘provides us with the means to negate ordinary time, to transcend
time, to make contact with our own subjective temporalities’.”" Thus, it
is not an exaggeration to say that the treatment and presentation of time
in both music and film reflect not only the artist’s aesthetic inclinations
but also his (or her) sense of self and indeed, life itself.

Obviously, there are many analogies when it comes to the treatment
of time, its perception and structuring in forms of music and film. But

8 Chris Rodley (ed.), Lynch on Lynch, revised edition (London: Faber and Faber,

2005), 267.

Stuart Hall, ‘The Question of Cultural Identity’ in Stuart Hall, David Held and Tony
McGrew (eds.), Modernity and its Futures (Cambridge/Oxford: Polity Press, Open
University Press, 1992).

0 Tbid., 301.
1 Kramer, The Time of Music, 71.
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beyond the obvious similarities — or differences — concerning the artistic
employment of time and its shaping in art forms, music and film share
even more similarities in regard to the nature of their temporality and the
symbolic content embedded in it. The time captured by art forms can be
seen as a metaphor of time in general and as a reflection of our contem-
porary sense of temporality. It is linear and at the same time cyclical,
both in its ability to use repetition as a formal device and in the fact that
it can be performed again and again. It also displays discontinuity and
multilayerdness, mirroring the shift of our focus from the reliability of
absolute time to multidimensional subjective temporality. Both film and
music forms embody some of what Michael Shallis calls the supernatural
aspect of time, the aspect that ‘arises from its symbolic nature, pointing
in the direction of a multi-levelled reality’.”* Both arts follow the track of
linearity either in film narrative or in the succession of notes, but at the
same time draw their content freely from other dimensions, which is
more obviously displayed in film but has its counterpart in music too.
Artistic forms allow and can easily make use of time-slips, déja vu or
precognition, both literally and formally. Shallis also says that ‘time
seems to be a bridge linking the material and spiritual’, acting as a
pointer to the symbolic nature of reality, a ‘reality greater than the one
we have drawn around ourselves’,” which is an idea strikingly similar to
those Tarkovsky articulated in his writings about film time.

I believe that, after observing some characteristics of time in music
and film, my earlier remark about the time of arts representing yet an-
other or, as Langer suggests, a ‘virtual’ temporal reality that can be
joined to other existing temporalities, makes more sense now. This
proposition does not clash with Fraser’s concept of a hierarchical nest of
temporal levels either, but instead of associating different temporal as-
pects of art with different Umwelts, as Kramer did in regard to music, |
believe that the temporality of arts should be viewed as a separate artifi-
cial Umwelt that shares some features of nootemporality and sociotem-
porality, being the product of both. The time in which music and film
forms unfold, which might be called art-temporality, should be seen as a
temporal dimension which has its own laws imposed by the art forms
themselves. At the same time, as is the case with other temporal dimen-
sions, this one as well can be seen as a symbolic manifestation of the
‘real’ universe, or a certain aspect of it: it is a dimension we visit by our
own accord and although our involvement in it depends on the skills and
imagination of its creator, the ultimate choice of its content is our own.

52 Shallis, On Time, 177.
53 1Ibid., 198.
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Janujena Kynezuh-Buicon

MVY3UUYKO U ®UTIMCKO BPEME
(Pe3ume)

ok cy muTama 0 IMPHUPOIH, OPEKITY, TOXKUBIBbAJY U CBPCH BPEMEHA BEKO-
BMMa MHTPHUTHpaia HaydHuKe U (puno3zode, pe3yarupajyhn pa3HOBPCHUM alH U
94eCTO KOHTPAAUKTOPHHM OJrOBOpPHMa M O0jallbelbuMa, MpobiieM pa3yMeBama
W TpeTMaHa BpeMEeHa y YMETHOCTH NO4Yeo je Ja Jo0uja Ha 3Hauajy TEeK TOKOM
npouutor croieha, pazoTkpuBajyhu IpeBHy HOAENy YMETHOCTH Ha BPEMEHCKE U
IPOCTOPHE K0 CYIITUHCKUA HEOCHOBAHY U 3aCTapely.

Cepxa m360pa My3rke U (priaMa Kao TJIaBHHX O0jeKaTa aHaj u3e yMETHHY-
KOT BpEMEHa y OBOj CTYIHjH jecTe JAa JOBEAE Y yIOpeAHy Be3y W HArJlacH CIIHY-
HocTH M3Mel)y jemHe o HajcTapHUjuX YMETHOCTH, KOja je Off IToYeTKa cMaTpaHa
3a BPEMEHCKY YMETHOCT par excellence, n pellaTUBHO HOBOT MeJHja KOjU caap-
KM HEKe 0J1 0COOMHA CBUX YMETHOCTH, M KOJH j& Hajperpe3eHTATUBHUjU TIPUMED
KOHLIENTyaJTHUX ITPOMEHa Y TpeTMaHy BpeMeHa y CaBpeMeHOj YMETHOCTH. AHa-
noruje u3Mely My3uke U GuiIMa IpoByUYeHE Cy Kpo3 aHAIN3y BUXOBE yIoTpede
JIMHEapHOT Y HEeJIMHEApHOT BpEeMEHa, Ka0 ¥ MHOTOCTPYKHX BPEMEHCKUX THMEH-
3uja, noTBphyjyhn na TpeTMaH BpeMeHa y CaBpeMEeHOj YMETHOCTH OZICTIMKaBa HE
CaMo eCTeTHYKa yCMeperha ayTopa ¥ BHXOB Cy0jeKTHBHH J0XKHBJba] BPEMCHA,
Beh Takole oTkpuBa BUX0Ba (III030(CcKa, a MOHEKA U JyXOBHA YBEpEHa.

YnopeaHa aHanu3a TEMIIOPAIHUX 0COOMHA My3HUKe U (UIMa y OBOj CTYAHU-
¥ TIOJIOXKEHA je y KOHTEKCT CaBpEMEHUX TeOopHja O BpeMeHy, 1o3uBajyhu ce mpe
cgera Ha [lammucoBy (M. Shallis) uaTepnperarujy pa3aIMduTHX TEMIIOPATHOCTH
Kao cuMOoJa Pa3IMYUTHX CII0jeBa U JIOXKHBJbaja peaTHOCTH, Kao 1 dpejzepoBy
(J. T. Fraser) koHIemNI#jy BpeMeHa Kao XHUjepapXHjcKe KOCT3HCTCHIIH]jE IIECT
Pa3IMYUTHX BpCTa TeMIOpaIHOCTH win Umwelt-a. VInak, cynpoTHO MHIJBEHY
[lonarana Kpejmepa (Jonathan D. Kramer), koju mopean pa3inudute TeMIOpa-
HE TUMEH3Hje MY3HKe C MojequHavyHuM Umwelt-nma, oBa CTyAHja TyMadu Bpe-
Me My3HKe 1 puiIMa Kao crienupuany, 3acebun Umwelt ymemnuuxoe epemena.

UDC 78:791].01
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HYBJIUKAIUJE / BOOKS

Dan Lundberg, Krister Malm, Owe Ronstrom

MUSIC, MEDIA, MULTICULTURE:
CHANGING MUSICSCAPES

Svenskt Visarkiv, Stockholm 2003.

CraB 12 je My3WKa ‘CUMIITOM  JAPYIITBA, ajll U 3aMajal] KOju MOKpe-
he mpomeHe y colmjatHOj CTPYKTYpPH, JaHAC jeé HEM30CTaBHH JIE0 perep-
TOapa CBUX HayYHHUX JUCIHUIUIMHA KOje ce OaBe MY3MKOM, y OKBHpY KO-
jux ce cBe Beha maxma npeycMmepana ca npahema H30JI0BaHUX MY3HUKUX
KyJITypa y CMepy JIeTaJbHOT U3y4aBarba CIpere riio0aHiuX TOKOBA H I10-
JeIMHAYHUX MHKPOIPAKCH My3WYKE CBAKOJHEBHIE IIMPOM cBeTa. [lo-
CTHHJYCTPHjCKO KaITUTATMUCTUYKO TII00aTHO APYIITBO U3HEIPUIO j& HU3
,»HOBUX" CHTyallja y KojuMa ce My3HLUpame, My3H4apH W 3ajeJHHLE
CcyodaBajy ca Op30M MPOMEHOM TEXHOJIOTHja, Merja U KOHTEKCTa, MPH-
narohasajyhu nocrojehe npakce H3MEHEHUM YCIOBUMA CTBapamba, U3BO-
hema, penenuyje u dyBama My3HKe. Jeqan ol aMOMIIMO3HUjHUX TTOKYIIaja
Jla ce OJIrOBOPH Ha MTUTAE KAKO My3UKa CIIE/IN JIBE BEINKE ETCPMHHAH-
Te TJIO0ATHEe caBpeMEHEe KYJIType, BPTOTJIABH Pa3BOj MeaMja W CBe Behy
BUJBUBOCT (2 y MHOTHM CITy4ajeBUMa M UMIIEPATUB) MYJITHKYJITYpaIHO-
CTH, — jecTe 3ajeJJHIYKa CTy/Uja TPOjHIle MIBEICKUX ayTopa, [lana JlyHn-
oepra (Dan Lundberg), Kpucrepa Manma (Krister Malm) u Osea Pon-
crpema (Owe Ronstrom), mox HacioBoM Mysuxa, Meouju, Myamukyn-
mypannocm: Ilpomene mysuukux nejzacnca. O0jaBibena 2003. romune,
CTy/JMja je MPOUCTEKJIa U3 UCTOMMEHOT mpojekTa koju je llIBencka kpa-
JbeBcka My3uuka akanemuja (Royal Swedish Academy of Music) nmokpe-
Hyna 1996. roguHe, U 4uju cy pe3yATaTH, NOPE] KHbHUre, JOCTYIHA U Y
eJIeKTPOHCKO] hopMmu Ha aapecH http://www.visarkiv.se/mmm/.

[Mnenupajyhu Ha rmobanHy MEepCneKTUBY TPAHCHAIMOHAIHHUX yMpe-
JKEHUX TOKOBA KYJIType, ayTOPH 3a OIJICJHH MaTepHjal YrIIaBHOM Y3H-
Majy MHCTaHIle My3udKor xuBoTa llIBesncke y mocienme aBe JCICHU]e
MPOIILIOT BeKa, a Y MHOTO MamkeM 00uMy U My3udke Kyirype Kapuba u
uctouHe Adpuke. 3aMaliHy KOJIMYMHY TOJaTaKa MpaTH CTPOro JehUHH-
caHa HayYHO-HCTpakMBadKa IEPCIEKTHBA, 3aCHOBaHA y HajBehoj Mepu
Ha MpeMHUcaMa COlMoJioTHje My3uke. Kibura je uzaesbeHa y Tpu Makpo-
nornassba: Ljumwesu, meme u nojmosu, rie ce eKCIUTUIHUPA]y TEOpHjcKa
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nonazumra, Cmyouje ciyuaja, TAe ce O YKYITHO YETPHACCT MY3WUKHX
KyJITypa 00yxBaheHHX MCTpa’KMBambeM rOBOPHU O Yak jeAaHaect, U [Ipo-
MeHe Yy MY3UYKUM nej3anxcuma, y KojeM HacTylla (pMHAJIHO MHTETpHUCabe
AHATMTUYKKX MOJICNIA U MPHUKAa3aHUX MY3WYKHX Mpakcu. Buie myTa mo-
HOBJbEH MOTO ,,My3HKa je ‘KJby4aoHHNa *‘, KOjUM ce >KeJiu ucTahu xey-
PHCTHYKA M3Y3E€THOCT MY3UKE y PAa30TKpUBamYy IOIJIEAa HA CBET, CTABO-
Ba M XTEHa aKkTepa JPYUITBEHUX Ipyna, jacHo JAe(UHUILE MaruCTpaIHU
TOK CTyJHje U KOHCEKBEHTHO JUKTHPa 01abUp YMIEHUIIA U HHTEpIpeTa-
TuBHM OKBHp. Ca npyre cTpaHe, apOMTpPapHOCT Y U300py HpencTaBibe-
HHUX TPaKCH, Ka0 U CA)KUMambe UCTOPUjCKOI' U €THOrpa)CKOr KOHTEKCTa
— HEOMXO/JHO U3 MEPCIIeKTHBE BapHjeTeTa MoAaTaKka, alld U HeAOCTaTHO Y
CBETJIy OLpTaBama MOTIYHHjE MO3aJUHE Pa3MaTpaHOr MY3WYKOT (eHO-
MEHa — JJaHaK Cy IOCTaBIM Yy KOjOj jeé My3HKa IPEBacXOIHO ITyTOKa3 y
CJIOKEHY JWMEH3WOHAJTHOCT APYIITBEHE PEalHOCTH, MPU YEeMYy CE MY-
3M4Ka ,,rycra‘ etHorpaduja moxpelyje MyntudaneTHoj aHAIH3H )ioze
MY3HKE y MHIYCTPHjU, MEAUjUMa, U MIPEroBapamIMa OKO MICHTUTETA Y
MIpPeNacKy Ha MyJITHKYJITYPaTHH MOJET.

VY mpBOM IIOTNIaBJbY M3HETE Cy OCHOBHE IPTE OMIITEr TEOPH]jCKOT
Mozena' 3aCHOBAHOT Ha GA3MYHO]j MOCTABIH Ja Cy JbyH ,,0iha Koja MH-
TeprpeTHpajy, K1acu(puKyjy 1 KaTeropusyjy*, y OQHOCY Ha U KPO3 KOjy
ce My3uKa mocmatpa. M3nBojeHa cy aBa mojia y CTaJIHOj JHjaJeKTHIN
HaIleTOCTH M TIPOMEHE: ‘peaTHOCT’ Kao (MaTepujaliHa) TpaKca U ‘pear-
HOCT’ Kao TUCKYpC, Y BUAY TeMeba 3a pahee IpyITBEHUX KOHTHHYH-
TeTa ¥ NPOMEHa MOKPEHYTHX MY3HKOM. Y OJIHOCY Ha CIEHU(PUUYHY KyII-
TYpHY IUMEH3H]Y My3HKe, pa3Marpajy ce Jo0po IMo3HaTe U A0 cala yBe-
JIMKO pallwialkbeHe KaTeropuje NonyT Kiace U eTHUIUTETA, BUJBUBOCTH
JPYLWITBEHUX TpymNa, cuMOoJIa MpeacTaBibamba, a MOCeOHa MaXbha MIOCBeE-
hena je u nmpodummcamy pasivKe, TUBEPCHPHUKAIM]H W YCIOCTABIbAKY
MYATHKYJITYpanHocTH. OUUIIIeHO ce pYKOBoJehu COLMONOMKOM Tpa-
JULIHAJOM MHCIHA O MY3HLH, ayTOpU Mpeiay KOPUCHY M OOYyXBaTHY
KIacU(UKAIMjy Tpolieca W eIeMeHaTa KOjU Y4YecTBYjy y MpollechuMa
CTBapama, U3Boljerma M MpEHOIIeHkha My3HKe. Apenom ce, Tako, Ha3WBa

ITpBo moOrJIaBibe JOHOCH CBOjEBPCTaH PENMETHUTOPHjYM IO3HATHX IHTama U mpodJie-
Ma, YKOMIIOHOBaHHX TaKO Ja Hpare Creuu(uuHy MmpoOJeMaTHKy MY3UKE U HEHE
yiiore y cajanimeM U Oyayliem ApyIITBY HHTCH3MBHUX NMPOMEHA, JIOK Ce Y MOCIea-
HEM TI0IIaBJby, HA OCHOBY IOJPOOHO pacrpaBJbEHHUX Te3a, pa3BHjajy 3aceOHM aHa-
JIUTUYKY MOJIENH U TTOBE3Yjy ca MPETXOIHO MPUKAa3aHUM CTyAHjaMa Cirydaja.

AyTOpu HaBOZE J1a je y U3paau Mojelia BaKHY yJIOry uMmana GpeHOMeHoomKa Gumo-
30¢uja Mopuca Mepno-Ilontja (Maurice Merleau-Ponty), kao u commosnomike mo-
craBke Mpsunra ['opmana (Erving Goffman), Andpena Ulynua (Alfred Schultz) u
ayTopa CpoJHe IIPOBEHHUjCHIIH]E.

Dan Lundberg, Krister Malm, Owe Ronstrom, Music, Media, Multiculture: Changing
Musicscapes, Svenskt Visarkiv, Stockholm 2003, p. 20.

276



Reviews [Mpukasu

MOTEHINjATHU WIH (PaKTHYKH IIPOCTOP ,,30MBamba‘ My3UKE Y PACIIOHY O]
CTyZMja 32 CHUMAame JI0 BEJIMKE KOHIIEPTHE ABOpaHe, Ne(PHUHHIILY Ce [IeH-
TPaJIHH aKTEpH Kao ,,0HW KOju 4duHe™, ,3Hajy" u ,ipomsBome™ (doers,
knowers, makers), u nzaBajajy BaxkHe 3aceOHe yJore MmomyT ,,dyBapa Ka-
nmje (gatekeepers) — mocpeiHUKa KOju MMajy Moh Jia 103BOJIE U TaK
3a0paHe yna3zak My3UKe Y HHCTUTYLH]y WM CTPYKTYpY (HIIp. CEIEKTOPH
3a MmojendHe Meaujcke Kyhe WM, jeJHOCTaBHO, ayTOPUTETH ,,J00por
ykyca®). CnenuduyHoj npupoau GyHKIMOHUCAKHA MY3UUKUX 3ajeIHULA
OJIr0Bapajy TEOpHjCKa perera MoMyT pa3InKoBamba ‘TpyIe’ U ‘Tpyramm-
je’ (group/grouping) — mocneame AeGUHNCAHE Y BUIy HHTEPECHUX Yje-
JIMbaBakba Ha OCHOBY yKyca WMJIM 3ajeJHHYKE MY3WYKe HICOJIOTHje, Ja-
KJIe OHHMX OKYIUbama KOja CeKy Kpo3 KJIacHe, pOJHE, CTHHUYKE M pacHe
Kiacu(ukamnyje, Wik Koja ux, IaK, MOTy Ha Toce0aH HAa4YMH IOIPKATH.
MebhyTtum, jour je 3HavajHUje yBOhem¢ MOJMOBHOT Mapa ,,lI0CpEeNoBa-
we/Menuj(a)uzanuja” (mediation/mediaization), Te ce TaHAHO HUjaHCH-
pa 3a caBpeMeHy TEeXHOKYITYpYy BaXKHa pasinka nzmely yiore menuja y
perpe3eHTalMju My3UKe, C jellHe, U ajjanTaiuje ¥ MPOMEeHE MY3UYKOT
apredaxTa CIEACTBEHO 3aXTEBHMMa MEIUjCKOT CyINCTpaTa, C Apyre crpa-
He. Camoj ,,Meaujuzanuju’ (Heonoruzam Kpucrepa Manma u3 1984. ro-
IIWHE) 10 caja je mocBeheHa penaTuBHO Majia Maxmha, a YIIPaBo ce y pas-
JUYUTHM aclieKTUMa OBaj OJICYAHH TPOILEC OCBETJhaBa Kpo3 mpaheme
HAalMOHAJHUX, XUOPUIHUX M UMUTPAHTCKUX MY3WYKUX Kynrypa llIBen-
CKe M HEKOJIMKO JIPYTHX 3eMaJba. [1oueB 01 HCTOPHjCKUX MpHUMepa yIo-
n00JbaBama eKCIPECUBHUX (POPMHU MEIMjCKOM HOCauy, Kao MITO je CIy-
yaj ca mpwiarohaBambeM MY3HMKEe TPOMUHYTHOM Tpajalby Ipamo(pOHCKE
wiode of 78 oOpTaja y MUHYTH, I1a CBE IO CABPEMEHUX IPHMeEpa ,,pe-Me-
IUjr3anmje’, OMHOCHO yJlacKa JIOKATHUX BapHjaHTH TI00ATHUX MY3H4-
KHX JKaHpOBa Y ME/IMjCKU YHUBEP3YM, OBa TEOPHjCKa MIaTopma yKazy-
je ce Kao 3HayajHa W, 4aK, He3a00MJIa3HA MEPCIEKTUBA MPUCTYIIA CaJIp-
ajy ¥ yCIIOBUMA TTOCTOjaba M Tpajamba My3HUKe Topyke. V3BecHe Mamb-
KaBOCTH KOj€ C€ jaBJbajy MPBEHCTBEHO HA TEOPHUjCKOM IIaHY, Kao IITO je
MOCTaBKa KJIacHE WIEOJIOTH]E 3a KOjy HHje jJaCHO Ha KOjy c€ AMCKYpP3UB-
HY TPaJWIHjy TO3MBA, WIN JTOHEKIE apOMTpapHO, Mpemaa KOHTEKCTOM
omnpasnano kopuiheme onpehema ,,My3UuKd THI U ,,My3UUKa Gopma‘
3a 7I0jaBe y PacloHy O]l JKaHpa 10 UCTOPHUjCKE EMoXe, — HE OMETajy H3-
Tpajby U IEJTOBUTOCT TEOPH)CKOT MOJIEINA.

Moxna je Hajy30yIJbHBHjU J1€0 CTyAWje YHpaBO LEHTPAIHO IOTJa-
BJbE MOCBeheHO pe3yiTraTiMa eMIHPHjCKOT MCTPAKUBama M JTUCKYCHJU
jenaHaect My3WYKHX Kyurtypa. [logeiseHe y JiBe BeJIHKe TpyIe Ha OCHO-
BY KpUTepHjyMa reorpad)CKor apeana WM Tpynucama M0 NOPEKITy/HHTe-
pecoBamHMa, OBE CTYAMje Clydaja, CBaka Ha IOJjeJHAKO MHTPHTAaHTaH
Ha4yMH, OCBETJhaBajy HHTEPTPYIHY TUHAMHUKY, ToBehaBame BUIJBHBOCTH
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pasiinKe MyTeM eKCIpecuBHUX (opMu, yTHIA] MeMja Ha TOCPEIOBaHy U
JKMBY MY3WKY, Ka0 M HH3 CPOJHHX IpoOiiema. AKLEHAT je, Mope] Tora,
CTaBJBCH U Ha OJHOC IVIOOAIHOT U JIOKAJIHOT, P CBETa KPO3 M3/Bajame
KOHKPETHHUX TprUMepa ‘Meaujusanmje’ W ‘MeAuju3alioHe npepaze’, Te
‘Ie-Menuju3anyje’ Kao MpHCBajamba TI00aTHUX MY3WYKHX (HOPMH Kpo3
’KrBa M3Bohema y JIOKAIHUM KyJITypama M ‘pe-Meauju3ammje’ Kao Io-
BpaTKa JIOKAJHO NPEUHAYCHUX TII00aTHUX MY3WYKHX (JOPMH M TOKOBA Y
ri1o0aHu MeAnjcKku KoHTeKeT. Cpa3MepHO HajBHUILIE POCTOPa PE3epBH-
CaHO je 3a Mpe/ICTaBIbakbe MyITHKYITypatHOT Mozena I1IBencke u mero-
Be (penaTMBHE) MHTETPUCAHOCTH Y PA3IMYMTE CTpaTyMme IpymrTBa. bes
notpede 3a yJeninaBameM, CTPEMH ce CIHIHM Koja hie Ha 00jekThBaH Ha-
YHMH MPHUKa3aTl JUCTPUOYLIN]y My3UUKOT TUBEp3UTETa TaMO I/Ie ra UMa,
a Ha APYT'MM MECTHMa HCIIUTATH pa3jiore NMPUBUIHE WIN CTBApHE YHH-
(OPMHOCTH MY3WUYKOT XHMBOTA. Y YBOJHHUM TMOIJIABJBMIMA I[IEHTPAITHOT
JeNia KibUTe HaclOBJbEHNM ,,MynTuKynTypanau Buzou* u ,,CTokxoiam —
XOMOTEHH JWBEP3UTET , aHAIN3e My3HUYKHX CIICHA, aKTepa W apeHa Io-
Ka3yjy Kako ce, UCIOJ Ham3TJIe] jeqHOo00pa3He TMOBPIIUHCKE eraanuTap-
HOCTH, KpHjy CacBUM JIpyradrje KOHCTENaluje MPUCTyNa UMUTPAHTCKIX
U JApYrux 3ace0HHX Tpymnainuja HHPPaACTPYyKTYPH jaBHOT MPOCTOpa, Koje
HOJIj€HAKO 3aBHCE OJ1 JIOKAIHE KYJITypHE KIMME Kao U O]l YHYTpPAIIher
YCTPOjCTBa CaMHX MHUKpO-3ajeqHuna. [IpuMepa paau, y OCTpPBCKOM Tpa-
oy Busbujy oburaBa Benrka MMHUIpaHTCKa IOIMYyJalMja, CaMOOPraHU30-
BaHa y OKBHpY ,,JlaTmHOamepuuke acorujamnuje” u KiIyOoBa IPYyTHX eT-
HUYKUX rpynangja. MehyTum, quckype MyJaTHKYJITYpaTHOCTH MopeljeH
j€ IuCcKypcey cHenu(uYHOT JOKATHOT UACHTUTETa KOju OM MOorao OuUTH
O3Ha4YeH Kao ,,0MTH OCTpBIbaHWHOM . OBaj IpUMeEp IMOCITYKHO je 1a On
ce MOTKpeNMiIa paHHje N3JI0KeHa Te3a KaKo JUBEP3UTET HHje MCTO MITO U
MYJTHKYJITYPaTHOCT: TIOCTOjabe¢ KyJITYpHOT KanuTajaa y BUIY BUTATHUX
CBHpAYKHX MpPAKCH Ha Oajajajku, AUUEPHIYY, XapIu-rapIujy, CUTapy,
WTJ., CaMo 110 ceOm, Kako anmocTpodupajy ayTopH, HHje TOBOJHHO J1a 3a4-
HE MYJTHKYJITypaJiHy ciieHy Bu3Ouja, jep ce 3a TO HUCY CTCKJIH HEOII-
XOJHU €KOHOMCKH, HHPPACTPYKTYPHH U WACOJIOMKH ycinoBH. CacBuM je
Jpyraumja CUTyalldja y MBEICKO] MIPECTOHHUIIH, T/Ie je UMUTPAHTCKA I10-
myJiaija cpa3MepHo Beha, a caMUM TUM je MojayaHa U HbeHa BUIJbUBOCT
u ydemhe y jaBHOM MY3WYKOM KHBOTY. MYyJTHKYJITYpajaHH TOTCHIH]jal
CrokxosMa peausyje ce Kpo3 akiMje CAMHX 3ajeTHHIA, alld U CHaKHY
MEeJHjCKy TOJAPIIKY pagfo CTaHHUIA, My3HYKUX MPOJABHUIA Y LEHTPY U
Ha nepudepHju, Kao U MoKpeTame (ecTuBana u MojeIMHavYHuX MpojeKa-
ta. Mehytum, on paavja u TeneBU3Mje Kao HAjMONHUjUX MEIUjCKUX POp-
MH, KaKo je TMPUKa3aHO y MOTJIaBJbYy O IIBEICKO] MY3WUYKO] WHIYCTPH]H,
He Tpeba a npuopu odekuBaTH OECKpajHY MPHUIIAr0JbHBOCT 3aXTEBHMA
MYJTHKYJITYPaTHOCTH, YaK U TaMO TJIe OCTOj€ WHCTUTYLUOHATN30BaHU
ycioBH 3a To. Kako Harnamasajy ayTopH, KOJIMYMHA JOCTYITHUX H3]amba
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MHOTO je Beha 0J] OHMX 3aCTYIUBEHUX Y MEIHUjCKOM TPOCTOpPY, Ha IITa
yTHYE BUIIE JOKATHUX M TPAHCHAIMOHAIHUX (haKTOpa, O 3alITUTE Mpa-
Ba mM3Bohava W MpOAYKIHjCKe Kyhe, 70 yIore BeTUKUX TPAHCTIIOO0ATHUX
KOpIiopalyja U CTajJiHe 00opOe Manux M3/aBada 3a OTNCTaHAK HAa My3U4-
KOM TPIXKHIITY.

OnekcHOMITHOCT |, YNOTPeOUMO Ty ped ca pe3epBOM, VHUGep3di-
Hocm cBor Mogena, Jlynnoepr, Manm u Ponctpem masse moTBplyjy Ha
MpUMEpPHUMa IBEICKOT 8opad mjysuk-a (world music), moToM u Ha TJ10-
0amHUM M rI100aTM30BaHUM IIOII )KaHPOBHMA Y TIOjEAMHUM 3eMJbaMa Ka-
purckor apxunenara u ucroune Adpuke. Y Behoj Mepu ycMmepene Ha
WHTEPaKINjy TII0O0aTHUX W JIOKATHUX (OPMH M3pa3a, OBE MUHU-CTY/H]je
J1ajy LEJIOBUTHjH UCTOPHJCKH KOHTEKCT MY3MYKOT (DeHOMEHa, W Ha TOj
OCHOBH TIPOjEKTY]y MPEXKy penanuja AeQUHUCAHY CTATHUM HAINETOCTH-
Ma m3Mel)y Tpanunmje/ToKarHuX 0COOCHOCTH U TEXHE 32 KOMOAH(HKa-
IIAjOM, T¢ MHTPUHCUYHUX TOTpeda My3WUKHX TpyIanyja U 3aXTeBa My-
3ndke uHAycTpHje. [ToceOHO je 3aHMMIbHBA U, Y KOHTEKCTY €BPOIICKHX
(hONKIOPHUX TpaAMLIKja KOPUCHA, ONacka o NMpodecHoHaTN3alnju TPOy-
TJIa yJIoTa YUHUMU/3Hamu/npagumu, IPOUCTEKIa U3 U3MEHE cTaTyca Ha-
poiHe My3uke: HOoK ‘Mysuuap’ (doer) mocraje ‘mojaydaBajiary/3Haiair’,
HeKaJalmky opranuzatop (maker), ma u no3nasanan (knower) 3ameme-
HU Cy TPOAYIIEHTOM KOjH, Kao y ciydajy rpyne / apmapua (Garmarna),
cyrepuilie IpOMeHe TOHAINUTETa Ja OU MeCMy YYHMHHUO WHTEPECAHTHHU]OM.
[Mponupame JOKATHOT Yy TI00aTHO MpEeAMET je W CTyauja ciiydaja o
LIBEJCKOM KJlacH4HOM 1e3y. O cycpeTy ABejy Tpaauiija MOCBEI0UYHO je
puUMep JTUMEHUX yIapadkmx opkectapa (steelbands) xapurckmx uMu-
rpaHara Koju W3BOJIE IIBEJCKY MY3HKY y Kanurco (calypso) puTMoBHMA.
[IpomeHa peruoHaiHe TpaAuLMje y HAIIMOHAIHA CUMOOJ, a HAaloCIETKY
Y HeHa WHTEepHAIMOHANN3aIja, ucrnpaheHa je Ha cioy4ajy KylITypHOT
mokpera u 3ajeauuie xuxeaxapna (nyckelharpa) cBupaua u jbyOuTEIBA.
Jonamo u TOMe M TIOTJIaBjba O 3ajeIHUIaMa 33 paHy M CPEIHOBEKOBHY
MY3HKY, Ka0 U U3BPCHY CTYAH]y O €THO-UMAaruHapHOj 3ajeqHULH Acupu-
ja Ha MHTEpHETY, CTUYEe Ce YTHCAK Ja je OTJICJHU MOJIEN YCIIeo Jia cakme
HE CaMo pa3IMyiTe COLMOJIONIKE MpeMuce, Beh U 1a Ha UHTEpIpeTaTHB-
HOj PaBHU M3HUBEJIUILE HA TPBU IOTJIE]] HECIIOjUBO >KAHPOBCKO, KYNTY-
PaTHO ¥ TUIOJIOMIKO 00MJbEe My3HUKHX (heHOMEHA.

YuHHM ce 12 je ynpaBo Ta BEPCaTHIIHOCT Y NPUCTYILy U 01abupy mpo-
y4aBaHUX MY3WUKHX oOjekaTa, IOHyKajla ayTope Jia y 3aBpITHUM pa3Ma-
TpamuMa Tpeher Jena Kibure, HacIOBJbEHOT ,,[I[poMeHe y My3U4KHUM TIej-
3a)XMMa‘‘, IOHyAE CBOjeBPCHY CHHTE3Y, ajdu 1 Oyayhy mepcrnekTuBy pas-
Boja cBOT Mojeia. [IoHOBHMM MOBpaTKOM OKOCHHIIaMa ‘apeHe’, ‘akTe-
pa’, Kao ¥ mapoBUMa JUBEP3UTET/MYITUKYJITYPATHOCT, HHIUBUILYYM/KO-
JIEKTHB, y>KUBO/MEANjCKU TIOCPEOBAHO, a Y CBETIIy CTyJHja cllydyaja Kao
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JKHBE MaTepHje My3UUKO-KYJITYPHOT KHBOTA, TOMajbajy ce HOBE, TPEIH-
3HUje KIacupUKalrje U aHajJu3e OBUX MPOOJEMCKHX YBOPHUINTA. 3aHH-
MJBHBA CY, M 32 €THOMY3HKOJIOTH]y KOPHCHA, 3alaXkama O MO3UIHjH My-
3WKe, Tj. ]a JIU je My3HKa IIeHTpaIHa WU neprudepHa akTHBHOCT Y apTH-
KyJIAalIMjHu APYLITBEHE IPyIe, IOTOM O ,,KAJIEHAAPCKOM PUTMY" My3HYKOT
’KMBOTA jeHe 3ajeqauiie. Ha npuMep, unmbeHnna 1a je *MHTpaHTCKa Io-
nynanyja [lIBencke My3udkH yriiaBHOM HEaKTHBHA TOKOM JIeTa YTHYE Ha
HBEHY CMalbeHy 3aCTYIJBEHOCT Y OKBHPY pelieBaHTHE ‘apeHe’ JETHHX
¢dectuBana. IlokpeHyTO je M MUTame TEXHOJIOTHje Kao areHca KOoju CBe
CHaXHHWje yTHYe Ha Opucame rpaHuie u3Mel)y >KHBOT M TIOCPEIOBAHOT
u3Bohema, aau U WHUIHUPAaHA KPUTHKA KATUTAIUCTHYKOT CHCTEMa OTpa-
HUYaBaba MPHUCTYIIA TEXHOIOIKUM PECypCHMa, KA0 TUPEKTHOT ,, TUXOT*
KOHTPOJIOpa TUCTIEP3Hje U TUBEPCUDUKAIIN]C MY3UIKUX IPaKCH. Y3UMa-
jyhu n3HOBa MIBEICKY MY3WUKY KYJATYpYy 3a Mapajurmy, ayTOpPH HAIlo-
CIIETKY MPEUIaKY ,,JUBEPCUPHUKALIN]Y TUBEP3UTETA™, YUME HarjalaBajy
Ja je HEOIXOHO MPATHTH CKIIUCKY, TPOMEHJbUBY M NTOHEKAa]] HEOYEeKUBa-
HO Op3y TpaHchopMmanmjy Mo3anKa My3WYKHX KYJITypa jeJHOT JPYIITBA
TaKo J1a TEOPHjCKM MOJATUTETH M MeTadope u30erHy 3aMKy MOHOJUT-
HUX, GUKCHUX Kareropuja. (OmIITH) Hpesa3ak ca COLMjaJHOT OKBHPA
HHTEepIpeTalyje Ha KyJATypalHH yCJIOBHO jeé YMHOXAaBambe HOBUX KaTe-
ropuja ‘3ajeIHUINTBA’ U pacTakame MPETXOAHUX, A CIEACTBEHO TOME U
KpyITHe TpaHcopMalyje y ApyITBY Ha Koje ,,IpOMEHE MY3WUKHX I1€j3a-
xa‘ HeIBOCMHUCIICHO yKa3yjy. Mako je ayropuma cryauje Mysuxa, meou-
Ju, MyImuKyaimypaiHocm W3J0XKEHU TEOPHUjCKH KOHIJIOMEpar MOjMOBa,
nopel Hay4HE W METOOJIOIIKE BPEJHOCTH, W HEeKa BpPCTa MOJIUTHUYKE
areH/ie WIX 3ajiora 3a ,,fpensuhame” onmckux oyayhux tpanchopmarim-
ja MyJATHKYJITYpaJTHOT IPYIITBA, T0AajMO 11a Ou hic et nunc IEPCIICKTUBA
HBETOBE arjivKalyje Ha Apyre, Ma U My3udky Kyntypy CpOuje y cBUM
ICHUM JIMIMMa, JIOHENa HE caMO INOTBPIY BaJbaHOCTH Mojeia, Beh u
YIOTIYHHJIA KaKO 3HAHE O MY3HIH ) KyITYypH, TaKO M O KyJITYPH-KPO3-
MY3HKY, Ipyajyhu HOBY U BaKHY IUMEH3H]y YCTaJbeHUM OOpTHMa MY-
3W4Ke €THOMY3uKorpaduje. Y3 KpUTUUKH OCBPT Ha IOjeJJMHE CTaBKe, 32
YHjy HEMOTIYHOCT C€ MOKe MOHYAWTH ONpaBJame oOuMa IojaTaka u
Haropa — ajii M yclieXa — y CHHTE3U KOHIIeNnara, cTynujy Mysuxa, meou-
Jju, mynmuxyamypannocm Tpeda y3eTH 3a MOTHLAj U Y30p Y JaJbUM €THO-
MY3UKOJIOIIKUM HallOpuMa Jia c€ OATOBOPH M3a30BUMa CIIOKEHE U YCIIO-
XKmaBajyhe My3udKe peaTHOCTH.

Hea Henuh
UDC 78.09:316.774](082)
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VERFLECHTUNGEN IM 20. JAHRHUNDERT.
KOMPONISTEN IM SPANNUNGSFELD
ELITAR - POPULAR"

Herausgegeben von Walter Salmen und Giselher Schubert,
Schott, Mainz, 2005, 442 S. ISBN 3-7957-0116-3

36opauk [lpenaumarea y XX Bexy. Komnozumopu y nomy Hane-
mocmu usmely enumHnoz u NONYiapHo2 KOju ce OBJie IpUKa3yje MpeIcTa-
BJbA JIECETy KBbUTY Dpankgypmcekux cmyouja Koje 00jaBibyje XUHIEMH-
TOB MHCTHTYT M3 TOT rpaja. PacmoH Tema Kojuma cy mocBehieHe TpeT-
XOJIHE KEbHIE UCTE SUIIMje BPJIO j€ IIUPOK, AJIH YBEK je Y IICHTPY MaKibe
My3uKa XX Beka, IITO ce MOXe 3akJbyunTH Beh u3 cnenehux Haciosa:
Usmely epanuya — o acnexkmy ,, Hayuouannoe* y nosoj mysuyu (6p. 3),
Myszuuxa xoeazucmenyuja (4), Cmapa mysuxa y 20. sexy (5), Cumgponuj-
cka mysuxa 1930-1950 (9). YpenHuiy u ayTopH pajioBa yrieIHU CY My-
3MKOJIO3H, CKOPO UCKJBYYHBO Ca HEMAYKOT TOBOPHOT MOAPYYja.

Behuna on nBagecer u 1mect mpuiiora 3a JeceTy KibHry Ouia je Ha-
MUcaHa 3a CUMNO3ujyM Hapoona mysuka y ymemuuukoj myzuyu XX ee-
Ka, koju je oxpxan mapta 2003. roguHe Ha BHCOKO] KON 32 MY3UKY U
no3opuiiHy ymetHoct y @pankdypty. On Tpu opranuszaropa TOT CKyIa,
Bantepa 3ammena (Walter Salmen), ['msemxepa IlyGepra (Giselher
Schubert) u Iletepa Axepmana (Peter Ackermann), mpBa IBOjUIIa Cy ce
nmotyxBaruia npupehusama 300pHHKA YHjU CE€ HACIIOB, KO IITO CE BUIIH,
pasiuKyje o Ha3uBa cKyma. [[pounTaHuM pagoBuMa, oA KOjUX CY IOje-
JIMHU 3HATHO TPOIIMPEHH, JIOJATO je jOII HEKOJIUKO TEKCTOBA, a UMa H
pazioBa mpey3eTux U3 Ipyrux myoiukamja.

Y cBOM yBOIHOM 4iIaHKY Banrep 3amMmeH yka3syje Ha TO za je Ipo-
OnemMaTuka MpoJopa HapoJHE U TOMyJIapHe MY3HKe Y YMETHHUKY 00JacT
Ouila aKTyelHa TOKOM Ilefia JIBa TOCHEhba BeKa. 3a Hera je My3HuKd
(OIKIIOP C jeHe cTpaHe TPE30p 3a CTBApaolle, JIOK je ¢ ApyTe CTpaHe Iie-
Ja 00JIacT YMETHUYKOT pasia ca HapoJHUM HareBHMa oOeliekeHa pasiiv-
YUTUM HEYCaTJIAIICHOCTUMA U MPOTUBPEYHOCTUMA.

buno 6u He3aMHUCIUBO J1a y OBOM 300pHHUKY HHje 00jaBJbeH HUjEIaH
pan o Teomopy Anmopny (Theodor Adorno) u meroBUM yTHLAjHUM CTa-
BOBMMa O HapOJHOj MY3HUIIH, MACOBHO] KyJITypH U KyJITypHO] HHIIyCTPH-
j4, ¥ 3aKCTa, Ta TeMa je moApoOHo oOpaheHa y mpuiory depaunHana
Leentpajrepa (Ferdinand Zehentreiter), anu AnopHoBe ujeje Mopaie cy

OBaj paj je pe3yntar npojekra Mysuxa na packpuihy — cpncKku, 6aiKaHcKu u e@pon-
cku okeupu, 6p. 147033, dpunancupasor ox ctpane MUHHCTapCcTBa 32 HAYKY M TeX-
HOJIOWKH pa3Boj Peny6iuke Cpouje.
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outu y3zere y o03up u y pajgoBuma nocsehenum mysunu bene Baproka
(Béla Bartok), Apnonga Lllenbepra (Armold Schonberg) u Anbana bepra
(Alban Berg). Lleentpajrep ckpehe maxmy Ha YHBLEHAIY KOja ce 0OMY-
HO TipeHeOperaBa — aa AIOPHO OWITPO pa3fBaja MojaM KyJITypHE WHIY-
CTpHje O] NOjMOBa HapOAHE W MAcCOBHE yYMETHOCTH. J[OK ayTOHOMHY
YMETHOCT CMarpa er3eMIuiapHoM (OPMOM YCIIENOT WHAMBHIYHpama Y
MOJIEPHOM 100y, KyJATYpHY MHAYCTPHU]y carjieJjaBa Kao HEraTuBaH IaH-
JlaH U IpUMep 3a Heycnex. 3a AJOpHa je ¥ HapoJHa YMETHOCT Ouiia H3-
pa3 ycriesor HHANBUIYNpPabha, allil Y TPaJUIHOHAIHO] 3ajeAHUIIH, JIOK je
y MOJIEPHOM BpEMEHy HheHa IO3UIHja y TOM CMHCIY IpoOieMaTHyHa.
AyTOp KpUTHKYje anCTpaKTHH HOPMATHBU3aM PalMOHATHCTHYKE Tep-
CIIEKTHBE KOju oOelnekaBa AJIOPHOBO CYIPOTCTaBJbABE ,,HALIMOHATHUM
IIKOJIaMa“‘, cMaTpa Jia je y HEerOoBUM TEKCTOBHMA IOTICHEH 3HaYaj MO-
TUBCKOT paja kox YajkoBckor u J[Bopkaka, a He cilae ce HU ca HBero-
BUM TyMad€mheM ,,CTaba MaTepujaia’ Koje, HaBOAHO, 3ay3HMa U HHBO
caapKaja My3uKe, Kao TaKo3BaHa ,HcHpaBHa cBecT . Heke wmmcim
¢dpankdypTckor Guinozoda, Ha IpUMeEp OHY O MPOIECy paoOHATH3AIN-
je My3HKe KOjH HHje MOrao yTUIATH Ha YCMEHO NPCHOLICHY HapOIHY
MY3HUKY, Ka0 M EBEroBy Te3y O ,,TEHJCHIMjU MaTepujana‘, KOMEHTapuIIe
u Bondranr Parxept (Wolfgang Rathert) y pagy mocsehenom bapToko-
BUM KJIABHPCKHM KOHIEPTHMA, aJId TEKHUIITE CTaBJba HA CHENU(PUIHOCT
npuiasa (GoyKIopy y CIIOMEHYTUM JelMMa. AyTOp KOHTEKCTyallu3yje
CBOjy TeMy ocBpTrMa Ha criice A. IllenGepra xoju je, Kao mITO je Mmo3Ha-
TO, CMaTpao Jia HApOJHH HAIleBH HE MOTY OMTH oJiroBapajyha ocHoOBa 3a
U3rpajiiby BEIUKUX GopMHu (jep Cy, IO BeMy, TH HAIlleBH CYBHIIIE jeIHO-
CTaBHH M MMajy 3aTBOPEHY CTPYKTYpY), @ OCHM TOTa IPEJCTaBIbajy pe-
3yATaT KOJIEKTHBHE WHCIIHpanyje, 300T 4era y mUMa HeMa MHAWBUIYya-
UjCKOT KapakTepa. bapTokoBa ecTeTHka KOMITO3MIIMjE carje/aHa je u
U3 acleKTa HheroBor aMOMBaJICHTHOr ofHoca npeMa CTpaBUHCKOM: M-
BHO C€ BberOBOM CYBEPEHOM BJIaaby MAaTEPHjaJOM U CTHIIOM, alli Cy My
»popManu3aM™ u ,,MaCKHpPaHOCT" ’her0BE My3HUKe OWIIN CTpaHU.

Cnuuna tema mpuBykia je u Koncrantnna ®mopoca (Constantin
Floros) xoju y pany bera bapmox, Aprnoao lllenbepe u ghonxnopuzam u3-
Jaxe CBOje carjielaBame CYNPOTCTABJBCHUX IJICAMINTa OBE JIBOJHUIIC
komrrozutopa. [Ipema oBom mozuarom ayropy, Lllenbepr Huje Omo mpuH-
IUIHjETHO HEHAKIIOkEH CTBapamky HAllMOHATHE My3HKe, Beh je Ouo mpo-
TUB TOTa J]a € OHO CIIPOBOIM Ha 0a3u Qonkiopa. beukn KoMIo3uTop je,
Mehytum, nenrno nojenuHa bapTokoBa nena, Wako HHUKaJ HUje PazyMeo
HErOBY acIMpallnjy Ja CBOje CTBApaIaIlITBO 00CICKH HEUUM crienudud-
Ho Mahapckum, ociobalajyhu ce xereMoHuje HeMauke My3UKe.

BapTokoBoM pajy ca HapoJHUM HameBuMa mocBehieHO je U jemHo
nornasJbe ooumHor npuiora Yte Jynr-Kajzep (Ute Jung-Kaiser) mon Ha-
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cinoBoM O (He)cnojusocmu HapooHe u ymemuuuke mysuxke y mysuyu XX
6exa. AnammzoMm baprokoBor Ponda in C 3a KJaBHp, 3aCHOBAaHOM Ha
CJIOBAaYKUM HAapOAHUM HAIleBHMa, ayTOPKa j€ AOKa3aja UCIIPABHOCT KOM-
MTO3UTOPOBOT CTaBa Jia HapOoJHa MecMa U HOBa (MOJCPHUCTUYKA) My3HKa
HHUCY y NPOTUBPEYHOM ofgHOCy. OHa UCTHYE Jla je OCTBApPEHO Kako je-
JUHCTBO Jena (ToMohy XOMOTEHOCTH: OCMOTAaKTHUX PEUEHUYHUX CTPYK-
Typa, ABOYETBPTUHCKOT TaKTa, aMOUTyca, TOHCKOT POJA, ,,XapMOHHU3AIIH-
je MICTUM KBUHTHUM OOpAYHOM), TAaKO M PasHOBPCHOCT (IyTeM pa3iiu-
YUTUX U3PaXajHOCTH). JleTasbHO Cy aHaNMM3MpaHu U IPUMEPH ynoTpede
HapoJIHe TecMe Kao ,,eKCIIPEeCHOHNUCTHYKOT cuMOoiia® y beprosom Boye-
ky (MapujuHa mecma u3 [ unHa), TOUrpaBama ca KOMIO3HIUOHUM T1apa-
METpHMa Y jeHOM KOMaJy M3 KIaBUPCKOT LUKIyca [Jeuja uzpa Xenmy-
Ta JlaxeHMaHa 3aCHOBAHOM Ha jeIHOj ITO3HATO] HEMAYKO] MIEYjO] MTeCMHU,
a J1ata cy u Tpu npumepa u3 onyca [layna Xungemura — Mysuke 3a ceu-
parve om. 45, Konyepma 3a eyoaue (,,Schwanendreher”) u Coname 3a
opeysme, KOju Cy MPOTyMadeHH Kao cTabmimu3yjyhu eneMeHTH, HeKa Bp-
CTa MPOTHUBTEXKE KOMIIO3UTOPOBOM JIMHEAPHOM CTHITY.

3anaxkama W TymMadema u3HeTa y pagy Mwuxaema Kyb6ea (Michael
Kube) ,, Xpana“ 3a nayuonanny udenmugpuayujy. O 3unauajy napooue
MY3UKe )y Ce6epHOe8PONCKOj YMEeMHUUKoj My3uyu ocebHo cy Onucka u
WHTEpecaHTHa My3uKkoso3uMa u3 CpOuje U OCTalIux 3eMalba eBpPOICKOT
JYTOHUCTOKa, jep ce y MHOTHM acleKThMa MoIyapajy ca UCKyCTBHMA y
OBOM pETHOHY, Takohe mepud)epHOM y OJTHOCY Ha IIEHTPE pa3Boja yMeT-
Huuke Mysuke. Kybe ce moceOHO 3apikaBa Ha MUTAY ,,HOPIAHjCKOT TO-

«

Ha“, OJJHOCHO TEXHE Ka OCTBapeHy HapouuTe aTrMocdepe TOor IMoJHE-
0Jpa, 6e3 ociamarma Ha IUTATe HAPOJAHUX HAICBa.

On octanux mpuiora, MoceOHy MaK\ky IpuBiIade panoBu ["adpujere
Bymi-3anmen (Gabriele Busch-Salmen) o Xancy Ilduiaepy koju je of-
JYy4YHO 0x0auuBao CBE LITO j€ Y BE3H C ,,HIXKUM >KaHpoBUMA ((pHIM-
CKOM, HAapOJHOM W 3a0aBHOM My3HWKOM), JupreHa [llapsextepa (Jiirgen
Schaarwéchter) o moTpasu 3a HAIMOHAJIHUM HACHTUTETOM Y JeliMMa
OpUTaHCKMX KOMIIO3UTOpa Y BpeMe Iocjie CMPTH Kpasbuue Bukropuje,
Joaxnma Kpemepa (Joachim Kremer) o nogupanm taukama usmely ¢odi-
KJIOpH3Ma, MY3WYKOT pEerHOHAlM3Ma W Kiaculm3ma y DpaHiyckoj u
nanuju (ca ¢oxycom Ha uzaejama llenpena, n’Ennuja u Kokroa) u
Bonda ®Ppobdennjyca (Wolf Frobenius) o HapomHo] My3ulu y nenumMa
Bbepuja u Jluretnja.

Kao mTo cToju y nmpearoBopy oBor 300pHHKA, YPEIHHIU Cy HMAIIN
HaMepy Jla ’EroBUM MYOIMKOBAaHkEM MTOMOTHY JIa C€ pacBeTiie HeKa IH-
Tama Be3aHa 3a HEHCLPIHY CIIOKEHOCT n3abpaHe Teme, Hemajyhu mpu-
TOM WIIy3Hje Jla Ce OHa MOKE CBeoOyXxBaTHO oOpanuTu. Pesynrar je Ouo
BpeIaH TPyAa jep Cy NPHIO3H y MPOCEKY BPJIO CTYANO3HU M apTyMEHTO-
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BaHU, Ca HOBUM U CBEXKUM carjiefiaBamuMa npoodnema. OBnie 00jaBJbeHU
pasioBu UMajy moceOHy BaYKHOCT 3a HAC jep HAC YIIO3HAjy ca CTameM aK-
TYeJIHUX IPOydYaBama OBE TEME HAa HEMAayKOM TOBOPHOM IOAPYYjy Ha
KOjeM OHAa paHHWje HHUje MpUBJIayWia 3HAYAjHUJY MaXby MYy3HKOJIOra.
Moske ce MpeTIoCTaBUTH Jia je Ha TaKBO YCMepaBame YTHLAO CBE YIPO-
KEHHjH CTaTyC YMETHHYKE My3WKke W IoTpeda na ce mpobiemarusyje
HBCH OJTHOC TIpeMa JiaHac JJOMUHAHTHUM TIOMYJIAPHUM JKaHPOBHMA.

Banrtep 3ammen u I'm3enxep IllybGept ¢y cBOj ypeaHHUKH TOocao oda-
BUJIM Y30PHO, IITO ce MOoXe pehu M 3a TexHuuke ypeanuke. Hemocrajy
camo uH(popManrje o ToMe Koju cy of 00jaBJbeHUX paaoBa OWIM HpeT-
XOJTHO TIPEICTaBJbeHN Ha cUMITO3ujyMmy 3 Mapta 2003. ronuHe, KOju cy
moceOHO HAapyYEHH 3a OBO M3/amke, a KOjU Cy M OJaKJiIe MpemTaMIIaHu.

Menuma Munun
UDC 78.011.2(082)
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AKAJIEMCKO INTEBAYKO JPYIITBO OFU/IH K
(1884-1941): JOKYMEHTH, CERAIbA, KOMEHTAPH

[pupehusaun: bopo Majnanan u Munena Pagojunh

Beorpan: Ucropujcku apxus beorpama, 2005.

Y Goraroj nzmaBaukoj nmeiaatHoctd HMcropujckor apxmBa beorpana,
YrMe OBa WHCTUTYIWja HA Pa3lIMuuTe HAYMHE 33/1yXKyje Hally jaBHOCT,
u3/Baja ce 00jaBJbeHa KIbUTa 0 meBadukoMm ApymtBy Oounufi. OHa je pe-
3yJITaT BUIIETOAUIIBET paja U NPEeACTaB/ba AONPUHOC y JajbeM H3yda-
Bamy UcTOpHje cpricke My3uke XIX u npBe nmonoBuHe XX Beka. Ha 6mu-
3y TPH CTOTHHE CTPaHMLA CTAaHIAPAHOT (opMmara y JYKCY3HOM H3Jamby
TBPAUX KOPHILA, C YKYCHUM [M3ajHOM, KEbUTa OXXHMBJbABA j€IHO MHUHYJIO
nmoba Hare KyJTypHE UCTOpPHje U TIpeCTaB/ba 3HadajaH JOMPUHOC YIIO-
3HaBamby CBEYKYITHE aKTUBHOCTH MeBauKor Apymrsa Oouwnui.

Pykormme Mwmnana Koctuha, nexkamammer wiana Obouauha, y BUIY
JeTonuca Koju je noxpamen y ApxuBy CpOuje, 1Boje BpcHUX mpupehu-
Baya — Munena Panojunh u bopo Majnanan — mpencTaBuim ¢y y u3Bop-
HOJ BEP3UjH, &I Cy My NPHI0JAJIN HEOIIXOHE JIONYHE U YKIbYUMUIH YH-
TaB HAy4YHHM amapat Koju oOyxBara 88 HamoMmeHa u OuOmuorpadckux je-
muHAna. Ha cBemsioct nana n3Hoce ce MHOrOOpOjHA apXUBCKA TOKYMEH-
Ta ¥ J0CaJ HEJOBOJHHO MO3HATE HUCTOPHjCKE YHHEHUIIE O jEHOM O] Haj-
CIIOKEHUJHX TIEpUoJa y pa3Bojy Mysnuke kyntype y Cpouju. JJokymen-
TapHa rpala Ouia je morofHa 3a aHaJIM3y CIOKEHHX OJHOCA KaKo y ca-
MOM II€BaYKOM JPYIITBY, TAKO U y IITUPO]j jYTOCIOBEHCKO] 3ajeTHHUITH.

OBa KmHra noceayje Hiu3 BpIMHA O[] KOJUX HAjIpe M3/BajaMo jacHO-
hy, Meromu4HOCT, TyOuHy M oOuMHOCT yBUAa y rpal)y. [lopex Tora mro
M3HOCH XPOHOJIOTH]Y Haj3Ha4YajHHjuX akTuBHOCTH Obuauha no [pyror
CBETCKOT para, KibHra ykazyje  Ha TO Ja Cy CBOjeBpeMeHO Ouiu Opu-
’KJbUBO apXMBUPAHM M M3BEIITAjH O OCHHUBAMY, 3aTUM O MPHjeMy HOBHX
YJIaHOBA, yTOBakbUMA, ajld U 0 HACTyNamuMa Ha Jjomaho] 1 HHOCTpaHoj
CIICHU. Y3 UCTOPUYHOCT y MPUCTYIY, aMOMIIMO3HO 3aMHIIbEHA MyOJIH-
Kallyja Jaje ¥ MHOroOpojHe cMepHuIle 3a Oynyha uctpaxuBama. Kako je
KIbHTa MO3aW4Ha M OCBETJhAaBA MCEYKE M3 BPEMEHa, MOCEOHY BPETHOCT
YMHU U TO IITO j€ Y BY YKOMIIOHOBAHO OKO JIBE€ CTOTHHE WIIyCTpanuja u
BeNMKKA Opoj BpeOHHX M KBaJnuTeTHHX (oTorpaduja (xopoBohe, mpex-
CeTHHITM JIPYIITBA, WIAHOBH...), KA0 M IIECT 3HAYajHUX mpwiora. buio
Jia Cy W3 PUBATHOT MM NIPOQECHOHATHOT KHUBOTA JPYIITBa, oTtorpaduje
CBOjoM OpojHOIINy M Mpe3eHTalujoM 3Ha4yajHO YHOTIYEYjYy OCHOBHH TOK
Tekcra. Kiura canpxu pe3nMe Ha EHIVIECKOM je3UKy M MMEHCKH pETH-
crap. [Ipeborara mparornennm nHbopMarrjama, KEbATa MpeIcTaBiba 3Ha-
YajaH IOTPHHOC y HAYMHY CaBPEMEHOT MPE3CHTOBamka apXUBCKe rpalje.
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OBaj BeNMKM W 3HAuYajaH 1Mocao MpyXka jeJaH KpymaH NPUIIOT YIo-
3HaBamby CBEYKYIIHE CPICKe KyITypHe npouuiocTd. Ctora je pa3yMIbHBO
Jla je pax Ha IPHUIPEMHU OBe IyOJMKaIrje Tpajao HeKoiauko roauHa. Om-
BHjao ce Ha MPOBEPU CBAKOT M3HETOT MOJaTKa, ouio y nmocrojehum Gon-
JoBHMa ApxuBa, OMJIO Y APYTMM PEIeBaHTHUM MHCTHTYLHjaMa, lbUXOBOj
WCIPABIY U aJeKBATHOj JOITYHH, KaKo OM ce KPXKOCT JIMYHMX ceharmba Wi
HEJIOBOJbHA O0jEKTHBHOCT JICTOIUCIIA ,,YYBPCTIIH YHELCHUI]AMA — O]
TAYHUX UMEHA I10jeIMHala, HA3UBa JIeJia WU MIPEeLU3HOr JaTupama. Ped-
Jy, YUHIbCH je OrpOMaH Hamop aa Ou OBO JIEJIO JOCIIENO JI0 YHTajala.

[TomrTo ocHOBY KibHre unHe cehama HempogecnOHATHOT My3H4apa,
aJM TIeJAaHTHOT XPOHMYapa, OJIaHOT MpaTroma cBux aorahaja y Oounuhy,
HajBehH TepeT pasa Ha MPUIIPEMH OBOT PYKOIHCA 3a IITaMIame MOJHe-
JM Cy, IOHaBJbaMo, npupehuBaun. Kmbura cBojuM KBaIUTETOM CBEAOYU
KaKO O YJI0KEHOM TpY[y, TAKO U €HTY3Hja3My, aKypHOCTH U KOMIIETEHT-
HoCcTH TipupehuBada — Munene Pamojunh, caBetHuka y ApxuBy beorpa-
na u bope Majnanna, caBetnuka y ApxuBy Cpouje. HecymmuBo ce mo-
Kazyje Ja cy BUXOBa MHHULUjaTUBA, KA0 M HHHXOB HAIIOP, BUILIECTPYKO
IJIOHA, THM TIpe IITO CPIICKAa MY3HWKOJIOTHja HE TOCEAyje HCIPITHUJY
CTyIHujy 0 McTopHujaTy U pasBojy Obunuha. Maja je y peaiusanujy oBe
KIbUTE YKJbYUCH BEJIMKU Opoj capaJHUKa pa3iuiuTUX npodecuja u pas-
JMYUTHX 00JIaCTH UHTEpecoBama, npupehusaun cy nmoaHenu Hajsehu Te-
peT mpumIpeMe U cTora UM npunanajy Hajsehe zaciyre u moxaane. Mcro-
BPEMEHO, OBa KIbUTa AaJeKO Haguaa3u Jocal yoOudajeHe, HepeTKO MO-
HOTOHE W HEMHCIHMpaTHBHE NyOnukanuje apxuscke rpahe. Onpenenus-
LM C€ Y OCHOBH 32 XPOHOJIOIIKU IPUCTYII U IPUKa3 Ha3HAYECH y PYKOIIH-
CHOM IIpeUIONIKY, TpUpehuBaun cy HaMm oMOryhuii Jja IpaTHMO OOUM-
HO, BUIIECTPYKO M BHIIIECIIOJHO AenoBame Oounuha.

3axBasbyjyhin KOHCYNTOBalYy YUTABOT TUMa CapajHUKa, IpupelhuBa-
YM Cy MCIyHWIN M OYEKMBamka U HaJIe HEKaJallbUX WIAHOBA OBOT 3HA-
MEHHTOT XOpCKOT aHcaM0ia — OMBIIMX cTyJeHaTa beorpaackor yHuBeEp-
3UTETa KOjU CY, OKYyIUbeHH Y Obuauliy, CBOjeBPEMEHO MPEICTaBIballu Ca-
MO je3rpo MHTENIEKTyaJlHe U KYJITYpHE elnuTe NpecToHuue. UnHu ce na
HUje MPEeTepaHo aKo OBY IMyOJMKAIlMjy O3HAYMMO Kao KalWTaJHY, jep je
TO KEbUTA-BOINY KOja UMITOHYje 0OMMOM U Pa3HOBPCHOITNY IIpe3eHTHpa-
He rpale.

Pag je 3acHOBaH Ha apXWBCKHM HCTPaXHMBambHMa Hallle HCTOpH]jE
gpyre nonosuHe XIX u mpse monoBuHe XX BeKa, a paclopen KmHre
CJIEZMO je XPOHOJIOIIKY JIOTHKY Iojla3Hor pykonuca Munana Kocruha.
OO6uMHa Tpah)a JIOTHYHO je M3JI0KEeHA, CHCTEMATH30BaHa M palrdiamkeHa
y LIEeCT Mepuoja, oAHOCHO nornasika. [Ipupehusaun cy ocHoBHE KocTu-
heB neronuc 3Ha4ajHO pa3paiuiiv U JOMYHWIH, TAKO 1a Ce YUTANALl YIIO-
3Haje C YUTABOM TJICPUjOM JTMYHOCTH M3 OHJAIIHET MOTUTUIKOT W KYJI-

286



Reviews [Mpukasu

TypHOT xuBoTa. Ha Taj HaunH, MOHOrpadHja OOMINKYje U CBOjEeBPCHU
MOPTPET UHTEIUTEHIIM]je, MEHTAIIUTETa, MaHUPa W HauuHa *)uBoTa y Cp-
Omju oHOTa BpeMeHa. 3HAYajHU Cy W JOJMATHHU IMPHIO3H KOju he Takohe
MpEeJICTaB/baTH HEe3a00MIa3HO TMOJIA3UIITE Y CBaKOM ciejehieM, 1enosu-
THjEM cariieJlaBamby HCTOpUjaTa U paja AKaJeMCKOT IMeBaYKOr JPYIITBA
Obunuh, nanac Kpcmanosuh — Obunuh, xoje oncraje Beh Bumie ox nBa-
HaeCT JCTICHH]a.

W oBo m3mame MOTBPAWIIO je J1a je CTpydYHa MPE3CHTAaIHja apXUBCKE
rpalje HeMHHOBHA 32 030MJbHA U TeMeJbHA HayYHA MCTPAXMBaHka HAINO-
HaJlHE HCTOpHje, a IoKazalo ce, Takohe, na ce U apxuBcKa rpaha mMoxke
NPE3CHTOBATH Ha aTPaKTHBAaH HAYMH KOjU MOXKE J[a MPUBYYE MAXKIY U
HIMpe yuTanadke myOnuke. Y KiHU3M HeMa HUYEra CYBUIIHOT, He(yHK-
UOHATHOT, HUTH NaK JeKopaTHUBHOT. IboMe je mpeacraBibeH jemaH of
Haj3HAYajHUjUX CErMEHaTa WCTOpHje HAIIUX aKaJeMCKUX WHCTUTYIIH)a;
mokasaio ce aa je Oounuh HECyMBUBO HCITYHaBa0 BAKHY KYJITYPHY MHU-
CHjy, ¥ TO HE CaMO y Halll0j cpeauHu, Beh U BaH e, MPHUINKOM MHOTO-
OpojHHX TOCTOBama y MHOCTPAHCTBY, Kajaa je OMo JocTojan ambacanop
CPICKOT My3WYKOT' CTBapajallTBa U U3BohamTaa.

3aHUMIBMBO je Kpo3 MOHOTrpadwujy MpaTtutu U crienuuIHe aKTHB-
HOCTH Obunuha W3BaH KOHIIEPTHHX, KOje TOTBPphyjy Aa cy wiaHoBH Obu-
auha yBeKk OWIM IPYIITBEHO akTUBHH. Mako je Kikura mpeBacxoaHo ¢o-
KyCHpaHa Ha TEeMaTHKYy W NpoOjeMe XOpCKOr HM3BohallTBa, Kpo3 by ce
MOTY TIPaTUTH B IPOMEHEe ApYyIITBeHE yiore Oburuha y epuony npe u
nocie yjeaumema u3 1918, ronune. busio je To meBavko APYIITBO KOje
j€ o KyJATypHO-HallMOHAIHOT aHcaM0jla €BOJIYHpaNo y aHcamOml OKpe-
HYT IIPEBACXOIHO YMETHHYKUM IHJbeBUMA. OOuiuh je akTUBHO y4eCTBO-
Ba0 y Ipe3eHTAaINj1 caBpeMeHe My3UKe MHOCTPAHUX ayTopa, a MOJIPIIKa
KOjy Cy IMPUTEHTH JaBaJIM JyrOCIOBEHCKOj UAEjU, Boauia je U oborahe-
Y HOJa3HOT HALMOHAIHOT PenepToapckor okBupa. KoHTuHynpaHo He-
TOBambe IPKBEHE MYy3HKE OJ[BHjANIO C€ MapajelHo ca CTATHUM OCaBpeMe-
HaBamkbeM KOHIIEPTHE Mpakce. YTIIEIHNU TUPUTEHTH CYy YBEK JaBajlH CBOj
JMYHH TIeYaT perneproapy, NpojekTuma u ommroj arMmochepu. [Tpumehy-
jemo, mehytum, na cy 6modmudbmmorpad)cku mojany 0 HEKaJIAIIBUM -
pUTeHTHMA HEeYjeHAYCeHU 110 UCIPITHOCTH, a KaTKa/ U HETIOTITYHH.

ITojaBa oBakBHX WM3MIama HUje caMoO MOTpebda, HEro M 3HavajaH KyJl-
Typuu 4yuH. Ctora je moHorpaduja o Obunuhy He3ao0WIa3HA 32 CBAKO
HapeIHO M3ydaBame HCTopHje cpricke My3uke XIX u mpBe mojoBHHE
XX Beka, a HapounTo 3a Oymyhe MOTIyHHjE cariieflaBame HCTOPH)CKUX
TOKOBa aMaTepCKOT XOPCKOT IMeBama. [10BpxX cBera, KibUTa IMpe/ICTaBIba
OCHOBY 3a jeJIHy HOBY, CBECOOYXBaTHY CIIOMEHHILYy IEBAYKOT JPYIITBA
Kpcmanosuh — Obunuh.
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CarnenaBame KmbHUre y HEIUHU Jlaje MyHY MOTBPAY ONPaBAaHOCTH
BEJIMKOT TPYZAa YJIOKEHOT y HeHy mpurpemy. Hacrana cyOnmmanujom
BUILIECTOMIIHIX HCTPAKUBamka, MOHOTpaduja MCTOBPEMEHO MpeaCcTa-
BJbA M CBOJEBPCHY KYJITYpHY M IPYIITBEHY XPOHHKY, Oynehu Hoctanrujy
3a BpEMEHOM O30T M YCHEUIHOT y3pacTama Mjlajie HallHOHaTHEe My3HUYKe
KynType. MlcToBpeMeHO, OHa je M3y3eTHA, TOIIa U IUIEMEHUTA KIbUra U3
KOje ca CBake CTpaHulle u30Huja MOCBENeHOCT paiy, UicjaMa U BHCOKO-
MOpaJTHUM Haueluma.

Bepyjemo na he u yOyayhe pykomnucu u3 ¢oHIOBa HalIMX apXvBa HA
aJIeKBaTaH HAa4MH YIJIEaTH CBETJIOCT JlaHa U TUME MOIYHUTH MHOTOOpOjHE
Hpa3HUHE KOje MOCTOje Y cariie/jaBarmby Hallle HALMOHAIHE HCTOPHjE.

Munuya I'ajuh
UDC 061.231:78.087.68]»Obilicy»
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1. 1. 3EMLIOBCKHI

U3 MUPA YCTHBIX TPAJHIIHH (BAMETKH BIIPOK)"
— K 70-nemuio U. U. 3emuyo6ckozo —

Canxkr-IlerepOypr, 2006.

300pHUK pazoBa 3HAMEHHUTOT PYyCKOT eTHOMYy3uKkosora M3ammja Jo-
cudosuua 3emuoBckor (M3ammit Mocudosru 3emuoBckuii) M3 ceema
yeMenux mpaouyuja KOHIUNMpaH je y dopmu ,,0enexaka™ — 0ocoOeHOT
aHpa, KOjH je, 0 peurnMa ayTopa, ,,KOMILIETHO ycMepeH Ka OymyhHo-
ctu’. Oco0EeHOCT TaKBe KOHIIEMIIH]jE, KOjO] C€, KaKO TO M caM 3eMIIOBCKHU
ucTrye, OQUILHNjEITHO MOXKE MPUIIHCATH MalbKaBOCT KBAJIUTETa UCTPAXKH-
BAYKOT JKaHpPa, TI0YMBA HA CTATHOM NMPOMHUILJBAY O NMPEI0YCHUM Heja-
Ma, TeHepHcamky HOBHX 3aMHUCIH, MOACTHIAKY HAYYHOT IHjayiora y pa-
3HUM BeroBuM Gopmama. OBe Oerenike, CTora, Kako HarjiamiaBa ayTop,
HE NPE/ICTaBJbajy CyMUpame 3aKibydaka, Beh, mpe, miogHo mosbe y HH-
[amky W IOTEHIMjalTHOM yOupamy OoraTe HaydHe JIETHHE.

300pHuK caapxku 20 TEKCTOBa KOjH Cy, CarjacHO MPOOJIEMCKOM
ynyhuBamy Ha ofpel)eHe xKaHpOBE W METONOJIOIIKA MUTAhA, TPYIHCAHN
y 5 nenuHa. Mo3anyHa CTpyKTypa H3jaramba 00yxBara paziudure Gop-
Me: O]l TIperJieIHNX 4YWiaHaka, paspalleHnx KoMeHTapa u Te3a pedepara,
IO aHAJTUTUIKO-KOMIIApaTUBHUX CTyWja U Gmro3odckux eceja. Tekcro-
BU Y OBOM 300pHHKY, Koju je mocsehen 70-roquinmemM jyouejy 3eMIioB-
CKOT, MPEACTaBIbajy CBOjEBPCTAaH MPECEK ayTOPOBOI MPOMHIILbaka TO-
KOM TIOCTIEIEbe TPH JienieHuje. ['0TOBO MMOJOBMHA TEKCTOBA 110 MPBHU YT
je mITaMIaHa y OBOM 300pHUKY.

OoOyxBarHa nematHocT M. WM. 3emmoBckor, megarora ¥ HayJHHKA,
eKCIUIMIMPaHa je y MPBOM IOIJIaBJby KEWIE O]l Ha3HBOM M3 uncmu-
mymckoe dcusoma. OyHKIM]a MEHTOpA 3a MOCIEUILIOMCKE paloBe, KO-
ja My je BeoMa paHO J0JeJbeHa U KOja ra je KOHCTaHTHO MpaTuiia y Ipo-
(ecroHaTHOM KHBOTY Bol)eHOM y PyCKOM HMHCTHTYTY 32 HCTOPH]Y YMET-
HoctH y Cankt-IlerepOypry (ox 1960. no 1996. roaune), noxpasymena-
Ja je 030MJbHO pa3sMHIUIBakE O CBAKOM KaHAWAATY (IPOLIEHY HEroBUX
HAYYHUX U JbYACKHUX CIIOCOOHOCTH M3BPIICHY Ha OCHOBY KJIACHYHHUX HC-
MHATA ¥ CTIeUU(pUIHIX, OPUTHHATHAX aHKETa) U KOHIECTIIHH U3pajie HaydHe
cryauje: on oxabupa marepujaia, aHATUTHIKUX U TEOPHjCKUX METO.a, N0
Moryher ¢unozodckor npucrymna. PasroBopu ca cryaeHTHMa, Koje je Haj-
Bulie Oenexuo y mepuoxy ox 1976. no 1986. roaune, mOACTaKIu Cy

OBgaj pan je pesyiarat npojekta Mysuuxu u uepauxu oujarexmu Cpbuje, 6p. 147031,
(uHaHCHpaHOT 01 cTpaHe MHUHKCTApCTBA 3a HAyKy M TEXHOJOLIKK pa3eoj Pemy6iu-
ke Cpouje.
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3eMIIOBCKOT Jla OpraHu3yje OpojHEe CEeMHHApE M OKPYIJIe CTOJIOBE ca Haj-
WHTPUTAaHTHUjUM TeMama, T¢ cauyuHu oarosapajyhu ,Ilman — mpocmekt
CemuHapa Miaanx (GOIKIOPUCTA™ U ,,AHKETY 32 Hay9HE PYKOBOIHOIIE .

Ocrtanu TEKCTOBH M3 OBOT IIOIJIaBjba, YUjU je TeMaTcKu (OKyC Io-
ceOHO HaniIa3Mo Ha HaydHe Jebare y MHCTUTYTCKOM JKHBOTY 3€MIIOB-
CKoT, rocBehenu cy nuramy YMETHOCTH U ,,HAyKe O YMETHOCTH Ha Tpa-
HULM MUWJICHUjyMa, Kao U NMUTamky UCcTopHorpaduje, HICToOpHje U UCTOPH-
3Ma. Y KOHTEKCTY aHajJH3€ INI00anHOr MpobjaeMa yMETHOCTH U CTBAPHO-
CTH, 3eMIIOBCKH MpeUIaxe ,,CHHTETUYKY MapagurMy Kao 3aMeHy 3a
Lhapagurmy omnosunuja“ XX Beka, a Koja O omoryhuaa MHOIUTBO MPH-
CTyla yMETHOCTH (HAamopeao ca TPaAWLHUOHAIHUM aKaJAEMCKUM), T€ JI0-
MIpUHEJA YCIOCTaBJbakby JIMjaioTa Ha Pa3HUM, T1a U HajIINPUM HHBOMMA.
[Mpeanaxe, Takohe, n1a ce HEroBe paHUje Te3e O JIBEMa COLMOJOTHjaMa
(crioJparima — COLUOIOTYja O My3HUIH, U YHYTPALlkha — COLUOJIOTHja My-
3WKe Ka0 TaKBe) MPOIITUPE IO CBOjEBPCHOT pa3InKOBama HCToprorpadmje
KyAType crosba (Tj. ca CTpaHe OMIITE, MOTUTUIKO-CKOHOMCKE U COLjalTHe
ucropuje) u ucropuorpaduje Kyarype u3HyTpa (Tj. ca Tauke TJIeAUILTA JIO-
THKE caMe KYNType, JIOTUKE JlaTe YMETHOCTH, HEHOT CaMopa3Boja, YMET-
HUYKUAX TEKCTOBA Ka0 MCTOPHjCKHUX JOKyMeHaTa). To OM BOAMIIO Ka W3-
rpahuBamy cucTemarcke HcTopuorpaduje win cucreMa pasHuX HCTOPH-
orpaduja. JacHy nudepeHnujanujy ayTop npasu usmel)y ,,peasHor UCTo-
pusMa‘“ (ompeheHr HaUMH MOCTOjarba MY3HUYKOT JeNia) U ,,ACTOpHU3Ma 0
CBaKy HeHy" (mpe cBera, HauMH Bul)ema, ca a priori oAroBOpUMa).

Ha moryhHocT npuMeHe pa3HOBPCHHX METOJOJIOMIKMX MPUCTYIA Y
€THOMY3HUKOJIOIIKO] HAayIIM yKa3yjy TEKCTOBH U3 APYTOT MOTIaBba 300p-
HHKa, TI0J1 Ha3UBOM [Ipucmynu MoHocpagujama npema meopuju emHo-
My3uKkonocuje. Y OKBUPY coltdjaimHe cTpaturpaduje (HoIKIOpHOT OUTH-
camba, 3eMIIOBCKU pa3MaTpa JBa acleKTa COLMOJIOUIKOT M3y4yaBama Ha-
POIHE My3UKE KOjU Cc€ TUUYy pa3Boja My3MUKO(OJIKIOPHOT Aeja ca Mmpo-
x)uMajyhuM yrtumajuma moctojehnx comujanamx Tabya Ha pacmpocTpa-
HBEHOCT, CTAOMITHOCT U CEMaHTUKY PUTYAITHUX MY3WYKHX (HopMyIa, U, C
Jpyre CTpaHe, YMETHUUKO-CTBapaTadKiX 3aKOHA KOjH OJIpa’kaBajy COLH-
JAITHY CpeinHy Yy MY3UIH. Y KOHTEKCTY MPHCTyNama CHHTETHYKOj rapa-
JUTMH, ayTOp U3Ja)xe Te3y O MapalelHOM Pa3Bojy M NPOKUMAy MeET
CyOKynTypa (WM UUBUIM3AIMja) KOje er3UCTHPa]y Y MY3HUKO] KYIATYpH
TOTOBO CBaKe HaIlMje: YCMEHE TPAJAUIMOHAIHE (CEOCKe), PEIUTHO3HE Kao
npBe npodecrnonagHe, ycMeHe mpogecruoHanHe, micane mpogecruoHaIHe
U nomnyJnapHe cyokynrtype. Kynrypomnorika, connoyonka 1 IcuxoJIomka
IuMeH3dja npemnhy ce y Tekcry ,,JIHToHupame Kao MuLUbewe Homo
musicans, Tae ayTop paspaljyje mosasHy Tpujany ,,KyJITypa — MUILBCHE
— MHTOHALMja“ W JI0JIa3u JI0 MUHYIIMO3HH]ET, MOTITYHU)ET U 38 My3UYKO-
(OJKIOPHO €0 MPUMEPEHHUjer KOHIENTa: KylITypa — TpaJulrja — MU-
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UBbEHE — YMETHUYKA JETIATHOCT — JKaHp — HHTOHanuja. CarjacHo Tome,
MHTOHAIIMja — y CBOM IMPEM MOMMamy TymadeHa ox crpane b. B. Aca-
djeBa (b. B. AcadreB), a moToMm 1 meroBor ciaeadennka . 1. 3emios-
CKOT — TIPEJICTaBJba MaTePHjaIH3allijy MUILUbEHA Y KYJITYpH U CIICIH-
¢uuan HaumH camopeanuzanuje Yoseka my3uuupajyher. Kyntypa unro-
HHpama CaJIpKu KyIATypy MHUIIBEHA, KOja je YCIOB/bEHA KYJITYpOM €THOCA
y nenmad. Ocnamajyhu ce, Takohe, Ha [Ipomose (B. f. Tlponm) mocraBke
JKaHpa, 3eMIIOBCKM MCTHYE JIa JKAaHPOBCKM CHCTEM MOXKE Ja Ce pa3Marpa
Kao0 YMETHHYKO-TIPAaKTUYHA cTpaturpaduja KylnType, Kao HeH IMpeceKk —
YKOJIMKO ce KyJTypa pasyMeBa Kao KyJITypHO H3rpal)eHa 1elaTHOCT.

[Tpomunubama 3eMLIOBCKOT 0 aHAJIM3U My3uike hopMme Oa3upaHa cy
Ha 3almcruMa CpeIbOBEKOBHOT aparckor ¢umozoda, An Papadbuja (L-
Farabiyy), koju je nedmHHCa0 TpH BUjAa mocTojama GopMme: y MoBe3UBa-
By Ca eMOLMOHAIHOM IMEPLENLNjOM, 2 HHTEJICKTOM U Ca TEJIOM ,,CTBa-
pu‘‘. O0yXBaTHOCT U MUHYIIMO3HOCT OBOI' METOJOJIOLIKOT IIpOrpamMa, o
Bul)ery 3EMIIOBCKOT, TOYMBA Ha MOCTOjaHOM jEMHCTBY YOBeKa 1 (hopme
W CTaJHOj aKTUBHOCTH YOBEKa Ha pa3HuUM HuBouMa. lIpunarobasajyhu
0Baj MOJEN KOHIIEMIHjH (opMe YyCMeHe My3WdKe TPaAWIHje W TPUIPY-
XKyjyhu My jomn jemaH, Kao MOYETHH, UCTOPH)CKO-JAMHAMHYAH ACIIEKT
(YHKIMOHHUCAKA, OCMUILIJbaBaka U IPEOCMUIILIbABaha, 3EMLIOBCKH pa3-
MaTpa YeTHpH acliekTa rmocrojama dopme: Gpopma — pyHkuuja; popma —
WHTOHAIMja; popma — cxema; (popma — apTUKyIanmja.

IIyTem ananmze jemHe Meloauje, (beHUX BapHjaHaTa W THIIOJOIIKOT
crieluprKyMa, ayTop WIyCTPYje METOAUKY CHCTEMCKOT UCTPaKHBamba Y €T-
HOMY3UKOJIOTHAjU. Y OKBHPY MHKPOTE3a KOje Ce OJTHOCE Ha ,,TIOPEKIIO™ JIU-
pHKe, ayTop Mpero3Haje NPUHIMI peIyKIHje Kao ,,CMEHY IapaJurmMme CTBa-
panamrsa‘“, ofH. Kao Mpea3 Ha Ipyru GopMaTHO-CTBapaIaduKy uiueal.

Tpehe mornasswe, /lpednosu 3a mozyhe opyeauuje mornoepaguje, mo-
cBelieHO je KOHKpETHHM €THOMY3HMKOJIOIIKAM MUTambuMa, Kao IITO CY:
CTeleH MOBE3aHOCTH Jeuujer (OIKIOpa U KaleHAapcKe MecMe; KapakTe-
pucTHKe Opojauia ¥ KoMIIapauyja ca CTBapalaliTBOM OAPACIHX; THIIO-
BH TYX0anuIa, lbUX0Ba MHTOHAITMOHA CBOjCTBA M KOpEJaIfja ca JpyruM
o0NMMIMMa Y KaHPOBCKOM CHCTEMY jeAHOr eTHoca. UMHHM ce HapOouyuTo
3aHUMJBUBUM yKa3HBamke Ha €THUMOJIOTH]Y U LIMpe 3Hauemke (eHOMEHa
,pacmieB® (THIT PycKor (OJKIOPHOT Mejoca KOjU Ce OTHOCH Ha TecMe
JTOT, pPa3By4YeHOT TOKAa) U ,,pOCIIeB* (TUI PyCKOT IPKBEHOT T10jamka, Ta-
Koh)e OTerHyTOT KapakTepa), KOju Cy CTBapaHu MPaKTHYHO MapajieHO O]
XV Beka W JOCTUTIH CBOjYy HCTOPH]CKY (W CTHIICKY) KyJIMHHALH]Y Yy
XVII Beky. 3eMITOBCKH UCTHUYE JIa OCOOUTOCT M CBOjEBPCHY ITOBE3aHOCT
0BHX (OPMHU JEMOHCTPUPA]y PYCKH KOMIIO3UTOPU KIIACHYHE MY3HKE, U
MOTLpTaBa ,,AyOOKO jeIMHCTBO TPU OCHOBHE I'paHe pycKe My3HKe: (oi-
KJIOpPHE, KYJITHE U KOMIIO3UTOPCKE™.
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O BHIICTOUIIHEM UHTEPECOBAKY ayTopa 3a pasiuuure Gpopme BU-
HICTJIACHOT M3pakaBarba CBEAOYE W TEKCTOBH K3 UYETBPTOr TOIJIABIHA,
MO Ha3UBOM M3 yuxiyca padosa o suwiecnacjy. 3eMIIOBCKH cMaTpa Haj-
AKTYEJHHjOM TEOPHjy COLMjallHE YCIOBJBCHOCTH HApOTHOT BHILETIacja
u meroe ymerHuuke gopme. [lonmajyhu Bumernacje, Hajupe, Kao MH-
TOHAI[HOHO CPEJICTBO OMIITCHA, OJHOCHO, JHjajor, ayTop MOCTYJIHpa
KOHIICIT MY3HYKOI' JHjaJiora Kao MHUILbEHA HAPOYUTOr TUIA. TakaB
KOHIIETIT 00jalImhaBa He caMO CBOJIYIIU]Y BOTIACHE MOM(OHM]e My3Ud-
KO-JIMjaJIOMIKOT KapakTepa, Beh oOyxBara m pazmuumre (hopMe KOJIeK-
TUBHOT My3ullnpama. llpuHiunujenHo onpenesbyjyhul cymTuHy MOHO-
IUjcKkuX W monudoHuX (opMHU, UCTHYUE JIa j& BaXKHO CIIO3HATH BEIUKY
YCIOBJBEHOCT MPBUX — FOBOPHUM MUIIJBEHEM, a IPYTUX — YIPABO MY-
3WYKUM. Y TOM CMHCITY, HApOUUTA MaXkha MOKJIAmka ce TeMOpPY, MPBEH-
CTBEHO Ka0 CPEJICTBY CEMaHTHUKe qudepeHiujamnmje hakrype.

Y neroM mornaBiby, bereuike 3a krouey emuoa ,, Poakiop u KOMNo-
sumop — II*, ayTop pa3Marpa HauWHE NMOMMamka U TpeTHpama (HoJIKIIopa
O]l CTpaHe KOMIO3UTOpa, TyMadehu cTBapanamTBO KOMITO3UTOPA H Kao
W3BOP €THOMY3UKOJIOUIKOT TPOHUIIAkA Y CYIITHHY H UCTOPH]Yy MY3UKE
yCMeHe Tpaauuudje. BbpojHH mpuMepu ,,0TKpHBama* TPaIUIMOHATHUX
MPHUHIUIA Y PYCKOM (OJKIOPY YIPaBO O CTPAaHE KOMIIO3UTOPA CBEIOYE
0 BUXOBOM HACTOjamy Jia AyOOKO MPOHHUKHY Y CBET (OJIKIOPHOT CTBapalia-
mrBa. Y TOM CMHCITY, ayTOP HApO4YUTO pedeprupa Ha YMETHUYKHA HPUCTYIT
I1. Y. Yajkosckor (I1. M. YalikoBckmii), Koju je U3 6a3ze HAPOAHOT MY-
3UYKOT MUIILJBEHA ,,[IPOU3BE0* 0COOCHU THIT MEJIOUKE — MPETIO3HATIEUB
10 OPTAaHCKOM CII0jy KaHTWJICHE W Hapaluje, U CBaKakO jeIMHCTBEH Y
,»Menochepu pa3Boja ¥ KOHCTUTYHCAa €BPOIICKE YMETHOCTH.

VY Ilpunoey 36opauKa cy kpaha u3narama 0 TUTamY ,,)KHBOTA TPaIH-
nyje’, ersucTeHIyje MIaMaHu3Ma Kao MapalielHe LHMBUIM3auuje (WIu
HaJAUUBUIU3alMje), 3aTuM pedepar akagemuka B. M. XXupmynckor (B.
M. XKupMmyHCKHIA) 0 TUIIOMCKOM paay 3emioBckor (w3 1959. romgune),
Ka0 U MMIIO3aHTaH CIHCAaK OMOIHOrpa)CKUX jeMHMIIA M OCTAIMX Ie/a-
TOLIKMX U HayyHUX pesyntara W. . 3emuosckor y nepuony ox 1996. no
2005. rogune. M cam niperen nenatHoctd u peanusainuje M. WM. 3emmos-
CKOT Y JIETICHUJU HETOBOT MPOGECHOHATHOT aHTa)KMaHa Ha pa3HUM Y HU-
Bep3ureTMa y CAJl TOBOpW O BEIHKOM JIOCTUTHYhYy OBOT Hay4YHUKa U
npocecopa — Oamr Kao mTo U 300pHUK M3 ceema ycmeHux mpaouyuja je-
CTE CBEJIOYAHCTBO OPUTHUHAIHOT ¥ 00YXBATHOT NMPOMUIIIbakha O TeHE3H,
pas3Bojy U MEPIUEHIUjH My3HKe Pa3HUX KYJITypa.

Mupjana 3axuh
UDC 398:78
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John Tyrrell

JANACEK: YEARS OF A LIFE

Vol. 1: (1854-1914), THE LONELY BLACKBIRD;
Vol. 2: (1914-28), TSAR OF THE FOREST
Faber & Faber, London 2006, 2007

If anyone, it appears that Prof. Dr. John Tyrrell has for over 40 years
been the leading Janacek specialist and one of the world’s foremost au-
thorities on Janacek. Tyrrell is Professor of Musicology at Cardiff Uni-
versity and a world authority on Czech music in general. When I first
came across his name in professional literature almost a decade ago, of
course in connection with Janacek, I was overcome with feelings of great
respect and admiration for his outstanding opus of works such as Czech
Opera (Cambridge, 1988; Czech translation, 1991), Intimate Letters:
Leos Janacek to Kamila Stosslova (London, 1994), a score revision (with
Charles Mackerras) of the opera Jeniifa: Jeji pastorkyna (full score, Vi-
enna, 1996; piano-vocal score, Vienna, 2000), Jandacek’s Works: A
Catalogue of the Music and Writings of Leos Janacek (Oxford, 1997),
My Life with Jandcek: the Memoirs of Zdenka Jandckova (London,
1998) and, last but not least, his incredibly extensive and thorough con-
tribution as Editor-in-Chief of The New Grove Dictionary of Music and
Musicians (second edition; 2001). Tyrrell has therefore done a remark-
able service in a number of single publications, of which the present bi-
ography of Janacek is unquestionably the crown of his Janacek research.

This monograph is by all means not the first monograph on Janacek,
but it is undoubtedly the most in-depth study of Janacek’s life and work
so far. Before Tyrrell’s monograph, the standard resource for informa-
tion on Janacek (after Janacek’s first biographer, Max Brod, who was
Janacek’s German translator and managed to maintain an important
friendship with him) was Jaroslav Vogel’s magisterial contribution.
Mention should also be made of an earlier contribution by Vladimir
Helfert, who in 1939 published the first volume of his Janacek biography
and some later biographical contributions from Bohumir and Milos
Stédrofi. Tyrrell’s monograph on Janaéek is, however, not only the most
detailed biography of this composer in any language so far, but, for all its
length, the most absorbing, informative, enlightening and readable.

The above-mentioned Tyrrell’s monograph on the life and work of
Leo$ Janacek, one of the most prominent Czech composers and music
teachers at the turn of the century, entitled Jandcek: Years of a Life, is
without a doubt Tyrrell’s life work. This monumental biography is
actually comprised of two parts, the first published two years ago and the
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second a year later by Faber and Faber. The first volume of this
biography, subtitled ‘The Lonely Blackbird’ (London, 2006), has 971
pages and covers the first 60 years (1854-1914) of Janacek’s doubts,
failures, unhappiness, and unabashed creativity. The second volume,
subtitled ‘Tsar of the Forests’ (London, 2007), charts the final 14 years
(1914-1928) of Janacek’s creative affirmations and provides a detailed
description of the most productive period of Janacek’s creativity and of
his life in general. Though it covers only 14 years as opposed to 60 in the
first volume, the second volume has 1,074 pages.

The clue to Janacek’s late-found genius already lies in the subtitle of
the first volume, ‘The Lonely Blackbird’. This is a reference to a Janacek
song that sums up the melancholic aspects of his life up to 1914. Tyrrell
ends this first volume on the day of Austria-Hungary’s declaration of
war against Serbia, a little over three weeks after Janacek’s sixtieth
birthday. It was, however, not until 1916 that Janacek achieved wide-
spread recognition when the National Theatre in Prague finally gave a
performance of his opera Jeniifa, completed more than a decade earlier.
Hence, the melancholic ‘Lonely Blackbird’ finally becomes the ‘Tsar of
the Forests’.

Tyrrell’s division of his great enterprise — sixty years for the first
volume, fourteen for the second — speaks itself of the division in the
composer’s creative life, between decades of disappointment and sus-
tained brilliance at the end. Janacek was nearly forty when he started the
work by which he first became well known, Jeniifa, almost fifty by the
time that work was brought to performance (in 1904), and into his sixties
before it had been presented anywhere beyond his home town of Brno.
Even after Jenufa had reached the stage, Janacek remained a provincial
figure, and acted as such. As Tyrrell points out, the decade after the
Jeniifa premiere, the decade of the composer’s fifties, produced aston-
ishingly little, despite his late-won success after so much frustration. He
would have to wait until past his 60" birthday for proper recognition.

Through many years of extensive and extremely detailed examina-
tion of accessible archival sources, particularly in the Czech provinces
and elsewhere, the author succeeded in piecing together a highly accu-
rate study of Janacek’s life and work. It seems that no-one is more thor-
oughly prepared for this task and that no detail is too small for Tyrrell.
The chapters of the monograph are divided between the ‘chronological’
and the ‘contextual’. The essentially chronological structure of the book
is thus interrupted by stand-alone, separate essays (four on the com-
poser’s health are contributed by a medical expert, Stephen Lock, and
five of them on the composer’s finances and on average earnings in the
Habsburg Czech Territories by Jifi Zahradka, curator of the Janacek Ar-
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chive in Brno) on subjects as various as the influences on Janacek’s op-
eras, the autobiographical aspects of what he wrote, the state of his fi-
nances, and the medical reasons for his death. In the chapter on ‘Janacek
and Modernism’, Tyrrell charts how Janacek skirted all the obvious in-
fluences, digesting here and there little snippets of Debussy, Berg and
later Stravinsky, but always remaining true to his startlingly original and
individual music poetics. Tyrrell also provides fascinating insight into
Janacek’s creativity, with chapters on how he composed, his knowledge
of opera, programme music and leitmotif. There are also very useful
chapters on Pan-Slavism, Janacek as teacher, theorist and ethnographer,
and his discoveries of Moravian folk music or of ‘speech melodies’.

Janacek’s portrait is enriched with accounts of his difficult child-
hood spent away from his family, his unpromising career, his unhappy
marriage to Zdenka Schulzova (a piano pupil, 11 years younger than
him), and the tragic deaths of their two children. Paradoxically, the dou-
ble tragedy may have been the wellspring of Janacek’s genius. There are
also descriptions of his life companions, foremost among them being
friends like Dvordk and a number of other less known teachers and
friends at the Organ School in Brno, with whom he continuously main-
tained close ties through correspondence, as well as enemies such as the
infamous Zden¢k Nejedly or the for Janacek’s creativity devastating Ka-
rel Kovafovic who had one of the most powerful positions in Czech op-
era. As many biographers have emphasised, Janacek’s affair with singer
Gabriela Horvatova (the first Kostelnicka in Jeniifa whom Janacek’s
long-suffering wife Zdenka in tactfully describes in her memoirs as an
‘exotic singer’) during the war and his bizarre, decade-long infatuation
with a young married woman, Kamila Stdsslova, the inamorata and
muse of his late years, to whom he wrote vast quantities of explicitly
passionate letters, acted as a creative stimulus. Tyrrell also hints that
Janacek died as a result of his infatuation with Stdsslova, catching
pneumonia after exhausting himself in her service and taking an extreme
cure at a spa. Janadcek’s relentless, self-pitying, fantasizing, manipulating
relationship with Stdsslova and his concomitantly truculent relationship
with his wife may not readily stand up to such scrutiny. Tyrrell does at
least restore her to her proper place in Janacek’s life.

Thoroughly detailing the ‘sober facts’ of the composer’s everyday
life of dealing with colleagues and family members, travelling to hear
operas in Prague or to collect folk songs in villages, studying and read-
ing, the monograph is full of spicy details. So if you want to learn when
Janac¢ek got into trouble by mistakenly occupying a first-class railway
compartment, or conversely, when he had to turn back because he had
forgotten his ticket, you need look no further. There is, however, abso-
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lutely no tendency, as in so many composer biographies, towards hagi-
ography. Tyrrell doesn’t avoid Janacek’s less agreeable aspects, such as his
harsh treatment of his wife, his dark-sided nationalism, notably anti-semi-
tism, his miserliness about money, etc. The objectivity of the biography is
also evident in the fact that the biographer doesn’t seek to over-dramatise
such traumatic events as the deaths of both the composer’s children or the
convolutions of his feelings for women other than his wife.

The reader is thus confronted with an incredibly precisely drawn
image of a great composing and influential teaching personality who left
a strong mark on the musical life of particularly Brno and Prague in the
first half of the 20™ century. Of exceptional value are specific citations
from his correspondence with other artists, revealing Janacek’s creative
endeavours, painting his professional career, pointing to conditions in the
institutions in which he taught, and ultimately unveiling strong national
differences in the period in which he lived. The presentation of Janacek’s
anything but boring life is thus continuously scientifically supported by
Tyrrell’s calm, objective methodological narrative proceedings with
which he succeeds brilliantly in presenting Janac¢ek’s world in exhaustive
detail. Beyond the purely biographical side of the narrative, the histori-
cal, cultural and musical context in the Czech lands is richly drawn and
the whole is supported by comprehensive notes and a detailed, su-
premely helpful chronological index of Janacek’s compositions and
writings, arranged by type, and a very extensive bibliography.

This biography thus stands not only on Tyrrell’s exhaustive research
into Janacek’s life and music, but also on his evident familiarity with the
whole swirl of Czech music in Janacek’s time, and with the different
cultural atmospheres of Brno and Prague. We soon realize that we are
not only being given a history of Janacek, but also the history of a cul-
ture and an aesthetic, with an immense arsenal of citations from corre-
spondence, diaries and memoirs (most memorably those of Janacek’s
wife Zdenka), as well as numerous newspapers, journals and archives.
The monograph doesn’t avoid succinct commentary on the works which
the composer did complete, and puts them in a gratifyingly substantial
context of the music of the time which Janacek knew and had opinions
about. It’s this kind of rich historical perspective that makes Tyrrell’s
Janacek biography such a memorable achievement. Worthy of special
praise is Tyrrell’s straightforward style, diligence and patience in docu-
menting. His self-avowed intent is not to mythologize, but to provide a
transparent, accurate and balanced account from which readers may draw
their own conclusions and create their own narrative.

Despite being professionally faultless and terminologically precise
throughout, the text is distinguished by a smooth, agreeable and juicy
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style of writing. The monograph is therefore not only interesting because
of its impeccable scientific apparatus, enormous quantities of diverse
information for connoisseurs and various experts, but also because of its
popular style with which Tyrrell manages, in the noblest sense of the
word, to convince even those readers searching for an exciting life story
of one of the most important opera composers of all time. In this respect
Tyrrell appears to be a natural storyteller with a very good story to tell.
This monograph is, for the above-mentioned reasons, a magnificent
achievement, indispensable not only to those interested in Janacek’s life,
but also to those seeking a broad view of Eastern European culture be-
fore the break-up of the Habsburg Empire. The crucial significance of
this book is and will surely remain for many years a bible of the 20th
century’s greatest opera composer.

Jernej Weiss
UDC 78.071.1 Janacéek Leos
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Cama Pankosuh

BOKAJIHA TPAJIULIMJA JIMJEBYA I1OJbA
U IIOTKO3APJA"

(HapomHa mmecma Kao J1e0 KyJITYPHOT HACHTHTETA)
CpIIcKO TIPOCBjeTHO M KYATYypHO ApymTBO , IIpocBjera®, Jlakramm 2007.

KAl JBEBUAHCKO KUTO 3ATAJIACA

(my3mnuka Tpagunyja JInjesua nossa u IloTko3apja)
Cpricko pocBjeTHO U KyITypHO ApyIuTBO ,,IIpocsjera”,
Kynrtypro-ymjernuuko npymrso ,,CnaBko Mananh®, Jlakramu [2007].

Kwura Bokanua mpaduyuja Jlujesua nomwa u Ilomkosapja (rapooua
necma Kao 0eo KyamypHoz uoenmumema) 1 KOMIakT-auck Kao Jhesuan-
cKo dcumo 3amanaca (Mysuuka mpaouyuja Jlujeeua noma u Ilomxo3zap-
ja) 3acebHa cy u3aama, ajld YMHE TEMATCKy LEeJIHHY U pe3yiraT cy pazxa
UCTE TpyNe EHTY3WjacTa Ha IOJbY OUYyBamka TPANULUOHAIHE MY3HUKE
kynrype. Ha nantmjarusy KY I-a ,,CraBko Manauh* u3 Jlakrama anra-
JKOBaH je eTHoMy3ukousor, Mp Cama PankoBuh, koja je Tokom 2007. uc-
TpaXkuBajla ¥ CHUMaJa IIeBambe, CBUPame U Ka3uBama y ceiauMa Jlujesua
[Mosea 1 onnMa y TToTKO3apjy Koja cBOjUM reorpad)CKUM IMOJI0XkKajeM Tpa-
BUTHPAjy Ka JIMjEeBYAHCKO] PaBHULU. Y OBUM CElMMa JKHUBH HUCKIJbYYHBO
CPIICKO CTAaHOBHMIITBO WJIM OHO NPEICTaBJba 3HauajHy BehnHy. OCHOB-
HU Wb je OMO Z1a ce Kpo3 MY3WKYy caryiefia KyJATypHU HISHTUTET IOJ-
pydja Koje mpeacTaBiba 30HY CycpeTa JHUHapCKe M MaHOHCKE KyNType U
MPOIYKT HAC/IOjaBamka €THUYKY Pa3IMYUTUX KYJITypa, OQJHOCHO, IIpoleca
aKyJATypalyje, 1 CBUX IPOMEHa y APYIUTBY U KyJITYpH KOj€ Cy CE OIBH-
jaje mpe cBera Kao MoCJIeAUIe HCTOPHUjCKUX 30MBabha Ha OBOM TOJPYYjy.
BaxxHo je uctahu na mysuuka Tpaguimja Jlujesya nosba u Ilotko3apja no
caja Huje Ouia npeaMeT €THOMY3HKOJIOLIKOT HCTpaKuBama. Kibura qoHo-
cu cryanjy Came PankoBuh m 30upky o 58 ayTOpKMHHX HOTHHX 3ammica
pazInuuTHX 00MNMKa meBama y JlujeBdy mosby u IloTko3apjy, a ca KOMIIaKT-
JICKa ce Moxke uyTH 28 onabpanux npumepa. Cama Pankosuh je mpodecop
TPaTUIIMOHATHOT HApOJHOT TieBarba y My3Wdkoj mKomn ,,Mokpamai™“ y
Beorpamy, anu 1 BeoMa akTHBaH TEPEHCKH MCTPAKUBAY, & OBO je MPBH ITy-
0JIMKOBaH OOMMHH]U PE3YATAT HEHOT CAMOCTAIHOT HAYYHOT Pajia.

Kopmyc tpagnunonanne mysuke koju je Cama PankoBuh TokoM Te-
PEHCKOT UCTpa)KuBama 3aTekia y JIujeBuy mospy cactoju ce o npuMepa

OBaj paj je pe3yntar npojekra Mysuxa na packpuihy — cpncKku, 6aiKaHcKu u e@pon-
cku okeupu, 6p. 147033, dpunancupasor ox ctpane MUHHCTapCcTBa 32 HAYKY M TeX-
HOJIOWKH pa3Boj Peny6iuke Cpouje.
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KOjH MPHIaAajy clojeBuMa pasnuuute crapoctu. O o0peaHor penepro-
apa cadyBaHH Cy, Ipe cBera Mely cTapujoM MoImyJanujoM,  TO BHIIE Y
cehamy HeEro y IUpeKTHO] QYHKITHjU, HAIIEBH KOJH CE BE3Yjy 3a 3UMCKH
JICO TOJUIIELET IMKITyca (OMXOJ ,,9apojulla’ U mpa3HoBama boxuha), a
U3 OKBHpA KMBOTHOTI' LIMKIJTyCa — HAIIEBY BE3aHM 3a CKianame Opaka. 3a-
Oene)xeHe Cy M yCIIaBaHKe, IeCMe KOje ce TeBajy y3 MojeIlnHe MTOCIIOBe,
recMe y3 urpy u Behu 0poj necama Koje Hemajy crielupuuHy HaMeHy. Y
Ca3By4YHOj CTPYKTYpU JOMHHHpA JIBOIJAC, @ OCUM jeIHOTJIACHUX, T0ja-
BJBYjy C€ JIBOTJIACHU NMPHUMEPH KOjH CaMO KaJISHINPajy TPOTIIACHO U je-
JIaH TIPEMEp PEeaTHOT TPOTJIACHOT TeBama. J[Bormac ce oOnwKyje w Ha
CTapHju ¥ Ha HOBHMjU HAYMH, a TIOjeIMHU MPUMEPH MMajy elleMeHTe 00a
CTWIIa, TIa c€ TPETHUPAjy Kao ,IIpea3sHu. Y CTyAuju ce UCTUYE JIa je Ba-
’KaH 3ajarak 3a Oymyha eTHOMY3HMKOJIONIKA HCTPAXHUBAa CarjieaBame
TUTIOBA CTapHjer HauMHA MeBamba Mo reorpad)CKoM, apeaickoM MPHUHIIH-
my, ¢ 003MpOM Ha TO Ja ce MaHAaHU OOJUIMMA KOjU Cy 3a0eNeKeHH Y
JlnjeBuy mospy m IloTko3apjy cpehy u y apyrum xpajeBuma. Y TOETCKO]
paBHU MMPHUMAT UMa JieceTepal], ITo OU ce IpeMa ayTOPKH KEbHI'e MOTIIO
NOBE3aTH Ca YTUI[djeM ITUHAPCKE TPAIUIHUje U 33 By KapaKTePUCTHYHUM
neBameM y3 rycie. OHa cMaTpa Jia je npeBara MOHOTEMATCKOT IIPHHIIM-
na 00JMKOBama 0Jpa3 OUYYBAHOCTH CTapHjer HAuMHA MY3WYKOT MHIIIbE-
wa. KoHcTaTyje ce u pasHOBPCHOCT KOMOMHAIHMja JEJOBa CTHXa U Pa3-
JMYHUTO TO3MLUOHUPAHUX pedpeHa, Kao M3pa3 MHBEHTUBHOCTU HApO-
HUX TIeBada, a MOrJio Om ce pehu u pa3BHjeHe ecTEeTHKE BOKaIHE TPav-
yje. AHanuse cy Hokasalie Ja je Hajeehn Opoj rmecama XeTepoMeTpUYaH
U XeTepopUTMHYaH. JIUCTPUOYTUBHU PUTMUYKU CHCTEM JOMHUHHpPA KOJ
necama y3 urpy, a napJiajo py0oaro KoJ| OCTalliX KaHPOBa.

Pesynrare crpykrypue ananuze Cama PankoBuh je nosema y Besy
ca oxnMkaMa pesbeda, OfH. TpaHuIaMa KYIATYPHUX 30HA. 3aKJby4uia je
na je mnannHa Ko3apa Owiia BakHA PUPOJIHA TIpETpeKa MUPewhy 3ana-
HOEBPOICKHUX KyJITYPHUX YTHILIAja, OHOCHO, Jia je MpOoILec aKyJITypauuje
Op:xe Tekao y paBHULU. MICTOBpeMeHO, OHa OBE KyJITYpHE 30HE IOBOAM U
y IWjaxXpOHHU]JCKH OIHOC, Ma TUHAPCKY KapakKTepuIle Kao CTapuju Kyd-
TYpHH CJIOj, 8 TTAHOHCKY Kao HOBHUjH. [IpBU CBETCKM paT ce HCTHYE Kao
BpPEMEHCKa OpHjeHTaluja y Be3H Ca MOTHCKUBAEM CTapUjer BOKAIHOT
CTHJIa y TTaHOHCKOM zenry obmactu. Ilpomec akyntypamuje T0Beo je 10
CTBapama crequpuyHe OMMY3MKaTHOCTH, MapajelHOr MOCTOjama JBa
neBayka cTuwia. Tako je Kpo3 0JHOC JUHAPCKOT M MaHOHCKOT U KOHTEK-
CTYQJIHO YCIIOBJbEHO MPECTPYKTYpHUpame My3HKe, (GopMupaH caBpeMeHH
JIMjeBYAHCKA MY3WUYKH MOJIEN KOJH ayTOpKa TOCTaBJba Kao WICHTHTET-
CKHM O3HAYMBAaY.

VY BpeMeHy cykoOJbaBarma 3arOBOPHHUKA MIOBE3UBAA U aMaJraMuca-
’Ba, OAHOCHO, pa3rpaHWyvaBama M ,,JIpouniihaBama’ KyITypa, MUTAHkE
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WICHTHUTETA j€ U3 HAYYHOT acleKTa jeJHO Off HajBaYKHUjUX U UCTOBpEMeE-
HO HajACIHMKATHUjUX. Y TOM CMHUCIY, MPOYyYaBame HAPOJHE MECME Kao
Jlea KyATYpHOT HACHTHTETa 3a Koju ce orydmia Cama PankoBuh Beo-
Ma je aKTyeJTHO U MPEJICTaB/ba BaXKaH JONPHUHOC €THOMY3UKOJIOTH]E OBO)]
npobOnemaTuny. YuHu ce moTpeOHUM J0AaTHO ucTahu J1a je caMo TepPeH-
CKO UCTpaXHBame OWJIO OPraHM30BaHO MPEeMa CTHUYKOM NPUHIIHITY, Y
OBOM CIIy4ajy YCMEpEHO Ka IpoydaBamy CpIICKe KyJIType. Y MEeTOJ0JI0-
IIKOM CMHCITY, ayTOpKa ce ONpenenia aa CTyaujy 6asupa Ha KOMOMHO-
Bamy CTPYKTYypHE aHanuse u reorpadckor merona. Kako je 3a ompeleme
WICHTHTETA O]l BAXKHOCTH OJHOC TIpeMa ,,IPYroM‘‘, My3HIKH HJCHTUTET
JlujeBua nosea u [loTko3apja Ou jour jacHHje JOIIa0 0 U3paxaja mope-
hemeM ca CpICKOM TPaTUIIMOHATHOM MY3HYKOM KYIATYPOM Y APYTHM
IUHAPCKAM 00JIacTHMa, Y TTaHOHCKO] 00JIACTH M TPaHUYHHM 00JIacTHMAa
OBE JIBE KYJITYpHE 30HE, OJJHOCHO Ca ,,IPyIrMMa’ y OKBUPY CPIICKOT ,,MY-
3WYKOT MJICJHOT CBETa™, Kao u mopehemeM ca My3HUKUM KyITypama Jpy-
THX HapoJa M CTHUYKHX IPyIa Koje KUBE Ha MPOCTOpUMA ca KOjuMa ce
UCTPaKUBAHO TOApYYje noaupyje. Y cariiefaBamby HapoJIHE IMecMe Kao
JieNia KyJITYpHOT HIECHTUTETa CBAKaKO OM OWMJIO KOPHCHO OCNamame Ha
CaBpEMCHE OIIIITE TEOPHje UACHTUTETA U CTHUIIUTETA.

Kmura Bokanna tpamunuja JlujeBua nosea u [loTko3apja caapixw,
Kao IITO je MOMEHYTO, U HOTHE 3aluce KOjH CY, aKO HE MOTIYHA CIIHKA,
OHO MHHYITHO3HO pal)eHa, cBakako HeomnxoaHa GopMa 3BYYHOT MaTepH-
jana 3a eBeHTyaJlHa Jajba aHAINTHYKA M KOMIIApaTHBHA MpOydyaBamba
TPaJULUOHAIHOT NeBaka. HecyMmBHBO je 1a Cy 0J1 HOTHHX 3aluca Bpea-
HUJA CaM{ TOHCKH 3aIlHCH, T1a j& M3y3eTHO KOPHUCHO INTO CE IMapajieiIHo
ca KIbHI'OM T10jaBHJIO U 3BYYHO HM3Jambe ca M300pOM Penpe3eHTaTUBHHUX
npuMepa MeBamba U CBUpama ca 0BOT NOApyYja.

Komnakr-guck Kao Jbesuancko ocumo 3amanaca >KaHPOBCKH H
CTHJICKH je OCMHIIBEH Kao Mpecek My3uuke Tpaauuuje JlujeBua nosba u
[ToTko3apja. HajOpojHHjH Cy IpUMepH CBaTOBCKUX M T3B. JbyOaBHHX ITe-
cama, aJli Cy 3aCTyIUbCHE M 4apojuile, 00xuhHe, ycraBaHKa M KapaKTe-
PUCTUYHO W3BUKMBAambE Yayllla Ha CBaAOH, AOK je O MHCTPYMEHTAJHE
My3HUKe 3aCTYIJBEHO CaMO CBHpam-€ MENOMja Urapa oJ CTpaHe Tamypa-
IIKUX ,,0pKecTapa’ (KBapTeTa) W jenaH BOKAIHOMHCTPYMEHTAIHH TPH-
Mep — mecMa y3 mpatiy TamOypama. Ca acrekta cTuia, Moce0HO cy
yIedaT/bUBU MPUMEPHU CTapHjer HadMHA TeBarba, alld W T3B. IpPETa3HH
oOmmmm. Tek 3By4HH yTricak oMoryhaBa mpaBy CIO3Hajy O CIIeIU(pUIHO-
CTHMa TOHCKE CTPYKType (HareBa) M ca3BydyHe CTPYKType (oaHOca Tia-
COBa) Tako HceBaHux necama. [loceOHO cy MHTepecaHTHH W3BaHPEAAHU
MIpUMEPH OMMY3UKaTHOCTH — CITOCOOHOCTH HEKHX TIeBadva Ja MeBajy u y
CTapoM U Y HOBOM CTHIy, Kao INTO Cy mecMme Ja nocadu’ eumy jeay
(op. 13) u Cas je Josay nomonuna éoda (6p. 16) y uzBohemwy rpyme me-
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Baua u3 cena Typjak. CI0XKEHOCT CIHMKEe My3UUYKe TpaIulHje OBOT TOA-
pydja MOTLpTaBa YMILCHUIIA Ja CE CTAPHM CTHJIOM IIeBajy HE caMo 00-
pernHe, HeTo | IecMe Koje HeMajy CTPUKTHY (DYHKIHjY ¥ KOje TeopeTHdIa-
PH KEIDKEBHOCTH CMaTpajy HOBHjUM ciojeM. HCTpyMeHTanHa My3HKa
3aCTYIJbCHA Ha JAWCKY MpUIAaza HOBHjEM CIIOjy My3HUKe KYJIType, O de-
My CBelIo4Ye WHCTPYMEHTH M (opManyje M3BOHAuKuX Tena, Kao M CTHII
MY3HIIUpamka, MITO UCTOBPEMEHO Cyrepullie 3aKjby4ak Ja je BOKaJHa
TpaJuLyja YKymHO 00Jbe ouyBaHa.

Uzname Kao Jheguarncko scumo 3amanaca je OCMHIIBEHO Kao KibU-
JKHIIA ca MoJalMa KOju ce OJJHOCE Ha JAUCK U CAaMUM HOCadeM 3BYKa KO-
JjU je cMeITeH y ,,uerny” Ha kopuiy. Canpxkaj KibKHIE YHHE KPaTak OIl-
IITH TEKCT O TIPUMEpHMa Ha JIMCKY W HBUXOB MOMHUC (HA CPIICKOM U €H-
TJIECKOM je3HUKy), kao u (oTorpaduje neBaya u cBupada. BepoBaTHo je
Jla Cy W3/1aBayyl MMaJli Ha YMY TIOCTOjame CTyIUje O 0BOj Tpahu y mome-
HYTOj K¥3H Bokanna mpaouyuja Jlujesua noma u [lomxosapja, anu ce
UIaK YMHH Ja je TeKCT Y KIbMKUIM Ca KOMIAKT-JHUCKOM MOTao OWTH
00uMHHUjU, MHHOPMATUBHUjH, y3uMajyhu y 003up Oa ce paau 0 PU3HIKU
3aceOHOM M3IAmbY.

Bpennoct o0jaBibuBama Kiwure Bokarna mpaduyuja Jlujeeua nomva
u Ilomxosapja (napoOna necma Kao 0eo KyimypHoe udeHmumema) N
KOMITaKT-ucka Kao Jbeguancko acumo samanaca (My3uuka mpaouyuja
Jujesua nowma u Ilomxosapja) je Bumectpyka. [Ipe cBera, oHH HMajy
BPEIHOCT 332 BHCOKOCBECHE WIAHOBE KYJITYpPHO-yMETHHYKOT IpPYIITBA
,»CinaBko Manauh* u3 Jlakrama, Koju cy 4YMTaB MpojeKaT U MOKPEHYIH
u3 moTpede na BUIIE ca3zHajy O KyJITypHOj MPOUUIOCTH THX MPOCTOpPa, O
MY3WYKO] TPaJMLHjH CONCTBEHOr Hapoxa. OHM, CBaKako, NMajy exyKa-
THBHY BPEIHOCT W 3a MJIaJie TeHepanrje Koje he moKeneTH 1a yImo3Hajy
MY3HKY IIpeJaKa OHAa Kajaa To He Oyne Moryhe y JTUPEeKTHOM KOHTAaKTY,
ycMeHOM npenajoM. HapaBHO, KibMra U JUCK UMajy U BETUKY BPEAHOCT
3a Hay4YHY CpeIHHY, Kao JOTPHHOC CII03HABAbY TPaJHIHOHATHE My3Ud-
Ke KyJType — BRKHOT JIeJIa CPIICKOT KYJITYPHOT UICHTHTETA.

Janxa Jlajuhi-Muxajnosuh
UDC 784.4:398](497.6)
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3BYYHA U3JAIBA / COMPACT DISC

TRIDESET GODINA ELEKTRONSKOG STUDIJA
RADIO BEOGRADA. ELEKTROAKUSTICKA MUZIKA

PGP RTS, Beograd, CD I (2002), II (2007)

JBocTpyku KomMnakT nuck Trideset godina Elektronskog studija Ra-
dio Beograda. Elektroakusticka muzika nocsehen je o0enexxaBamwy Tpu
JelleHUje O OCHMBama OBE 3HauajHe My3uuke uHcTHTynuje (1972).
Juck oOyxBaTa TpUHAECT OCTBapemka KOMIIO3UTOpA U3 HeKajamme Jyro-
CJIaBHj€ W U3 WHOCTPAHCTBA KOjU Cy CBOja jena peanuszoBanu y Ctynujy
y nepuony o 1972. no 2000. Nako je 610 miaHUpaHO Ja OBO HU3JAme
Oyzae 00jaBJbeHO Y TTOBOJY TpuaeceTor poheHnaHa ExexTporckor cryam-
ja, IIT'TI PTC je 2002. romuue ob6jaBuo camo CD I (431333 STEREO),
JIOK je, 300r HemocraTka ¢uHaHcujckux cpeacrasa, CD Il yrienao cee-
TiocT gana ek 2007, kao camocranHo u3name Tpeher mporpama Pamno
Bbeorpana — 3axBaspyjyhu, mpe cBera, JMYHOM aHTa)KOBamkby OCHWBaYa U
nyroromuimer pykopoauona Crynuja Bnamana PamoBanoBuha, kao u
cajalmer pykopoauona Bragumupa JoBanosuha. O0a KOMIAKT AMCKa
cy 00jenmbeHa KOMIUIEMEHTApHUM JM33jHEPCKUM pelIekheM U yIaKoBa-
Ha y KyTHjy, T€ je OBAaKO YIOTIYH-CHO HM3/ame MMPOMOBHCAHO 28. Maja
2008. roqune y ranepuju Aprrer Kynrypror nentpa beorpana.'

W3znazak oBe KOMIMJIANKje MPOBOLMpPA carjieiaBamke JOMETa U 3Ha-
yaja CTynuja y KOHTEKCTY CpIICKe My3HUKe (YMETHHYKE) CLEHE U LINpE,
npu 4emy Tpeda UMaTH y BUIY HEKOJIHMKO unmbeHnua. Hajnpe, no moyer-
Ka cemaMeceTnx HurAe Ha baikaHy HHje MTOCTOjajl0 MECTO Ha KOME Ce
MOTJIa CTBapaTH €NEKTPOAKyCTHYKa My3HKa. KOMIO3UTOpH U3 Tajalime
JyrocnaBuje omnasunu cy y ueHTtpe mumpom csera — llapus, Hbyjopk,
VYr1pext, BapmiaBy — na 6 CTEKIN MpBa HCKYyCTBa O HOBOj TEXHOJIOTH]H,
HOBOM 3BYKY M IIpoliecy cTBapama. Ha mHunujatuBy Bnagana Panosa-
HoBuha, a 3axBasbyjyhm pasymeBamy AjsekcaHapa AnkoBuha, mpBor
raBHOT ypemHunka Tpeher mporpama, xoju je 006e30equo mMarepujairHy
noapuiky Panro Beorpana, ocHoBaH je EnekTpoHCKH CTyIHMO Kao MECTO
TJIe Cy jyTOCIIOBEHCKH M HHOCTPAaHU KOMIIO3UTOPH MOTJIH Jia c€ YIyCTe Y
aBaHTYpy CTBapama y MEAM]jy 3a IbUX PaHHje HEAOCTYIIHOM, Y3 CBECPIHY

' Pannja muckorpaduja Enexrporckor cryamja Pamno Beorpana oGyxBarana je jeHy

LP mrouy (PGP RTS, 1978) u jenan gymm andym u3nat 1984. ronune.
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MOJPIIKY 0co0Jba CTyAHja, Koje cy, y3 PagoBanosuha, unnuim [on ITu-
wOH, 3opana Llapuh-Xpamosen u, kpahe Bpeme, Munan Opnuh. I'maBau
3amarak Ctyawja OMO je OCTBapWBame Jella CaMOCTalTHE EJIeKTPOaKy-
CTHYKE MY3HKe, a Takole je y jeMy peann3oBaHa (GyHKIHUOHAIHA MY3H-
Ka 3a moTpede paauja, TeneBusuje, GuiIMa M MO30PHUIITA, Jefla KOHIEI-
TyaJHE INPUpPOJE, a y MOCIENH0j €Talll pa3Boja UCTPAKUBAJIO CE€ U BaH
YHCTO MY3WYKUX OKBUpA. Y MPBHM jelieHrjaMa paga CTyuo je opraHu-
30Ba0 M KOHIIEPTE COIICTBEHE NPOAYKLHUje, YKbYUyjyhH W HEKOIHMKO
KOoHILepaTa Ha bemycy, ICHX0aKyCTHUKE EKCIEPHUMEHTE, Kao U elyKa-
TUBHE CEMHHAapE.

VY texHonomkoMm cmuciy, Enekrponckn cryano Pagno beorpana je
CTapTOBAO BeOMa HalpeIHO, Kao CTyAHO Tpehe reHepanuje, JUTHTATHO-
aHaJIOTHOT THma, ca cuHTeTH3epoM Synthi 100 kao nentpamauMm ypeha-
jeM — y To Bpeme jeannm oz Hajmohuujux y Esporm.” ITopen pazHOBp-
CHHMX HauMHAa PyKOBamka MalllMHAMA-]€JUHNLIAMA Y OKBUPY BEJIUKOT CHH-
TeTH3epa U CHHTETH30Bamkba HOBMUX 3BYKOBA, KOMIIO3UTOPHMA je Ha pac-
nojiaramy crajana u o0paaa OMIIO KOjer CHUMJbeHOr 3Byka. Haxamocr,
pUTaM TEXHOJIOIIKKUX IMPOMeHa OmITO je HeMoryhe ucipaTtutu 300T HEJ0-
cTaTka (PMHAHCHJCKHX CpEJCTaBa M HEpasyMeBama IOTOHEr PYKOBOJ-
ctBa Pagmja 3a HEOMXOOHOCT ynarama y pa3Boj jeAHOT HePO(PUTHOT HH-
ctutyunoHanHor tena. Ilopaxaajyhe 3Byun unmenuua na je Ctyauo
KOMITjyTepr30BaH TeK 1987. roguHe M TO TEXHOJIOTHjOM K0ja je Y TO Bpe-
Me, YaK ¥ 3a Halle ycioBe, 6una 3actapena.” Crnenehe 3nauajuo ymampe-
heme morommio ce Tex 1996. rogune, kana je y Cryauo crurao npsu PC
Y BHUIIIeHaMeHCKH niporpaM Audio Logic. TokoMm mocneame aeneanje XX
BeKa 3HATHO je omao Opoj KOMIIO3UTOpa KOjU Cy paawiu y Enextpon-
CKOM CTYIH]y, 1a Cy TaKO Ha KOMIAKT nuckoBuma 7Trideset godina Elek-
tronskog studija Radio Beograda. Elektroakusticka muzika 3actynibena
MPETEKHO Jieia HacTala y TIpBe JIBe JICIICHH]€ BEeroBOT IIOCTOjamba.

Cgakako HajBeha BpeTHOCT OBE PETPOCIIEKTHBE KOMIIO3HIIHja pea-
nu3oBaHux y Enexrponckom cryaujy Paguo Beorpaaa ornena ce y tome
mrto omoryhaBa aa ce cariienajy, y XpOHOJOIIKO-CTHIICKOM ClIeay, pa-
3HONMKE MOTryhHOCTH KopHIIfiekha CHHTETH3Epa U KOMIjYTEPCKE TEXHO-
JIOTHje Y IIJbY CTBapama Pa3HOBPCHUX OCTBApEHa EIeKTPOAKyCTHUKE
Mmy3uke. Ha mpBom nucky Hanasze ce kommnosuuuje Hardware Performan-
ce (1972) llona [Mumona (Paul Pignon), jeqHor ox yremesrsuBada Enek-

Vpehaj je peanuzoBao uyBeHu OputaHcku umkemep Ilerep 3uHoBjeB (Peter Zinovi-
eff) ca cojum capagumnimma y oksupy Electronic Music Studios (London) Ltd. (EMS).
Toucku ctyano @MY, otBopen 1986, pacmonarao je ca Tpu kommjyrepa Macintosh
U IpyrOM CaBPEMEHOM OIlpeMoM, IOk je Exekrponcku crymmo Pammo beorpana ro-
IIMHY faHa KacHHje 100no komijytep Atari Mega ST2, ucnpBa 4ak u 6e3 onroBapajy-
her codprBepa.

303



Mys3uxkonoruja 8 —2008 Musicology

TpoHcKor crynuja Pagno Beorpana, 3atum S For S (1973) Anmxeja Jo-
opososbckor (Andrzej Dobrowolski), /[y6oxu /[o (1974) Jocuna Kamuu-
qa, Déja vu (1984-85) Cphana Xodmana, Erekmponcke medumayuje
(1984-85) Jlymana Panuha u Caszeeorcha (1997) Bnanana PagoBaHoBu-
ha. Ha npyrom nucky cy nena Hoxmypro (1975) Jlynmune ®pajt, Apei-
ron E (1976) Jocuna Maraunha, Cmyouja 4 (1977) Munoma Ilerposuha,
En '85 (1985) XKapka Mupkosuha, Khesed-El. (1989) Mapjana Illujane-
ua, Voci Incontri (1997)* Tomaca Benca (Thomas Wells) u Tpacosu cna
o0 Oanexom ne6y (2004) Bnamumupa Jopanosuha.” YTucak o 3acTymbe-
HUM JIelMa ¥ ayTopuMa 6uo O MOTIYHHU]! Ja Cy HaBeaeHe u ouorpad-
CKe IPTHIIC 0 KOMIIO3UTOpUMA, KaKo O Ce JaKIle MPaTuio ,,CMEHHBAHE
rerepauyja‘“ koje cy pagmwie y Ctyaujy; ¢ TuM y Be3u oceha ce u Hezlo-
cratak jemHor kpaher eceja o meroBom mcropujary. MHade, Ha ycrie-
HIHOCT capajikbe Komrnozutopa ca CTynuoM ykasyje M YHEbCHUIA Jia je
3HaTaH Opoj KOMIO3WIMja OCTBAPEHUX y HEeMy JOOHO NpU3HAWka U Ha-
rpaje Ha (hecTUBANTMMA Y 36MJBbU U CBETY.

EBuzeHTHO je na cy Ha 00a KOMIAKT JUCKa IPEACTaB/beHA Pa3HOBP-
CHa Jlena, OCTBapeHa OMIIO YHCTO €JIeKTPOHCKH CHHTETH30BAaHUM 3BYKO-
BUMa, OWJIO CHHTE30M 3BYKOBa JIOOMjEHUX CIIEKTPOHCKUM ITyTEM U TPH-
POIHHX 3BYKOBA KOjU Cy €IEKTPOHCKH obpaljeHu u TpaHchopMuCaHH.’

VY MH()OPMATUBHO] KEMKHUIM KOja IIPAaTH KOMIIAKT JUCK Y CIUCKY KOMIO3HLMja Ha-
3HaveHa je 1987. kao roxuHa HacTaHka nena Voci Incontri, y IporpaMcKOM KOMEHTa-
Py KOMITIO3HUIIMje Ha CPIICKOM je3UKy roanHa Hactanka je 1998, a y nmpeBoay KoMeH-
Tapa Ha EHIVIECKH HaBEACHO je na je aeino u3 1997. [lpyre cuTHE oMallke y HHaue pe-
NPE3EHTaTHBHO ypaheHO] KIMXKHIKM OJHOCE CE Ha HeycarjlalleHe IPEeBOJe HACIOBa
HOjeIMHNX KOMIIO3MIMja U Ha Pa3IMYUTO HAaBEAEHA Tpajarba y CIUCKY Jea, OJHOCHO
HPOrpaMCKMM KOMEHTapHMa.

C 003upoM Ha TO Jja MHOTH O]l IOMEHYTHX KOMIIO3UTOpa HUCY OWIIH y JOBOJBHO] Me-
PH HCKYCHH Yy €JIEKTPOHCKOM MeJHjy fa OM CTBapaid caMocTalHoO, Binanan Panosa-
HOBHN je MOTIHMCAaH Kao KOAyTOP-Pealn3aTop WM TEXHHYKH Pealn3aTop 4aK LIeCT
kommo3sunyja, a [Ton [TumboH jeqHe kommosumuje.

IMpumepa paau, ox Jena MpeACTaB/beHUX Ha KoMnwiauuju, Hardware Performance
[Nona ITumona npencrasspao je Jyrocnasujy Ha SIMC-y 1974, xomnosunmja Déja vu
Cphana Xodmana yspmheHa je y geceT HajOOJBHUX Jie7la Ha JyTOCIOBEHCKO] My3HYKO]
Tpubunn y Onaruju 1985, a neno Cassexcha Bnamana PamoBanosuha ocBojuiio je
IMpBy Harpany Ha Melynapoanoj Tpubunu kommnosuropa y beorpaxy 1998. ronune.

VY nenuMa 3acTyIUbEHMM Ha KOMITMJIALM]H MOTyhe je HCIPaTHTH OCLUIIOBAE eCTeT-
ckor ¢okyca CTyauja ol ocTBapema YHCTO EIEKTPOHCKE OpHjeHTanuje (y KojuMa je
HPHUCYTaH NOKyIIaj mTo Beher yiabaBatba 0J1 3By4arha H 00JIMKOTBOPHHUX MOCTYIaKa
TPaJULMOHAIHE BOKAIHO-HHCTPYMEHTAJIHE MY3HMKE) 10 KOMIIO3UIMja Y KOjuMa Cce
CJIEKTPOHCKH 3BYK ,,0KMBJbaBa” MPOYYaBabeM MPHUPOJE BOKAIHUX, HHCTPYMEHTAI-
HHUX U aMOWjeHTATHUX 3BYKOBa H MPOjEKTOBAaKkEM HbHXOBUX CBOjCTABa HA CJICKTPOH-
cku Matepujan. Buneru: Biagan PagoBanosuh, ,,EnekrpoHcka My3udka cepa paju-
ja“, y: Heowcypno yxo enoxe, Panuo-tenesusuja Cpouje, beorpan, 2000, 119; takohe:
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Takohe, UHTEpecaHTHO je HaNpaBUTH Mapajeny u3Mmely KOMIIO3UTOpa
KOjU Cy Y TPEHYTKY CTBapama y ENeKTpOHCKOM CTyIHjy 3acTymaid Mo-
JEPHUCTUYKO, OJHOCHO MOCTMOJEPHUCTHYKO YCMepeme. Y HPBY TPYILy
Mory na ce cBperajy Ion [Tumon, Anmkej dobpoBosbekn, Jocun Ka-
uynh, Bnanan PagoBanosuh, Jlynmuna ®pajr, Jocun Marguh n Mutom
Ierpouh.® Tlopen pamuKanHOr OTKJIOHA OJ] TPAIHIMOHATHO cxBaheHOr
TeMaTu3Ma ¥ TOHAJIHOCTH, HHUXOBA JIeNa OJUIMKY]y C€ HapO4YHUTOM Bp-
CTOM 3By4HE ,,IPOCTOPHOCTH*’ — HACIIOjaBaEkEM My3MUYKHMX CErMEHATa
pa3IMYHUTEe CTATHOCTH M Tpajarka, YUME Ce CTBapa YTHCAK OMPOCTOpPEHa
3BYYHOT TOKa. brjio 1a y KOMITO3HIIHjaMa IOCTOju HeKa BpCTa ,,(poHa™ Ha
KOME ce OfIBHjajy ApYyrd My3uuku gorahaju (Hmop. y nenuma J[oOGpoBosb-
ckor, Kamunua, JI. @pajt u Marauha), nim cy aena nu3pasuryje myHKTya-
muctuaka (ko Ilumona, [lerpoBuha), yTrcak je CIM9YaH U BEpPOBATHO je
MPOKCTEKA0 M3 MPUPOJIE MeANja, OJHOCHO TeXHW4YKe peanuzanuje. Ho,
YIPKOC YOUEHO] CPOAHOCTH CTBApajauyKOr MOCTYIKA, Y U3BECHUM KOM-
NO3UIMjaMa Ce jaCHO yO4aBajy MHIMBUIYaJTHU ITOCTHYKU TPAroBH — HA
mpuMep, MMIIPOBU3ATOPHU KapakTep Mmarepujayia Onusak ,,ppu nesy™
kon ITona [TumoHa, MpU3BYK ,,KOHKpeTHE My3uke ko Jocumna Kamunua
(mogpakaBame IMeBama MTUIA U Opyjama eNeKTPOHCKUX MOTopa Aa Ou
ce MpHuKa3aia ceocka WAWIa HapylleHa WHIYCTPHjaTUu3allijoM), XHUIIep-
nonuono nucmo kommnosuiuje Cassesxcha Bnanana Pagosanosuha, ko-
ja wiIycTpyje joll jeaHy 3HayajHy AUMEH3Hjy paaa EnexTtpoHckor cTyam-
ja: peannzanyjy eneKTpoaKyCTHYKe My3HKe Kao KOMIIOHEHTE BHIIEMe-
amjcKor aena.’

Jlpyroj rpymu ocTBapema NpHIaaajy aea HacTajla MovYeB Of] IeBEeTe
nerennje XX Beka: To cy nena Cphana Xodwmana, XKapka Mupkosuha,
Mapjana Illujanena u Tomaca Benca. Hajuzpasuruja oqyinka oBUX KOM-
MO3UIIHja jecTe IUTATHOCT, KOja je M3Pa3uTO MOCTMOJEPHUCTHYKE MPH-
pojle — MUCTaHLUpPaHa, 0e3 )KeJbe 3a PEKOHCTPYKIIMjOM HU3BOPHOI KOH-

Brnagan Pagoanosuh, ,,Enexkrpoakyctuuka Mysuka y Jyrocnasuju®, y: Mysuuxu ma-
nac, 6p. 29,2001, 22.

OBze 3aCTyIUbeH KOMIIO3UIM]OM M3 CBOj€ paHe cTBapajadke ¢ase, Koja HUIMAaIO HE
HaJIMKYje Ha OCTBapera U3 BErOBOT" KACHH]ET, 3pEeJIOT CTBapaayKor MepHoa KOju ce
Kkpehie y OKBHpUMa MOCTMOJCPHUCTHYKOT YCMEPEHha.

VYuopenuru ca: N. D¢. [= Natko Dev¢ié], ,,Elektronska muzika®, [u:] Muzicka enci-
klopedija, t. 1, gl. urednik Kresimir Kovacevi¢, Jugoslavenski leksikografski zavod,
Zagreb, MCMLXXVII, 519. Nnak, oBie TepMHUH ,,TIPOCTOPHOCT" PEBACXOIHO O3HA-
4yaBa Cy0jeKTHBaH JO0XKHMBJba] OJHOCHO MEPLEILHjy OBHX Jela O] CTpaHe ayTOpKe
NpHKa3a.

Naxo Cassesrcha npunanajy CHHTE3UjCKO] YMETHOCTH (Z1e10 je HamucaHo 3a 12 meBa-
ya-u3Bohaya-xomada, 12 3ByYHO-CBETIOCHHUX KYTJIH, [IBA CIIAjI MPOjEeKTOpa, BUAEO-
OMM ¥ TOHCKY TpaKy), KOMIO3UIIHja je Tpal)eHa Tako Ja BeH MY3H4KH CJI0j (TOHCKa
Tpaka) MOXKe Jia Ce U3BOJM U CAMOCTAITHO.
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TEKCTa U3 Kora je y3opak norexao. [lopekio nurara, kao 1 HaUUH HEro-
Be 00pazie, y cBakoM jeny je apyraumju,'’ a cammm TM M pesynrupajyha
eNIEKTPOAaKyCTHUKA 3By4arha 1 OIIITH KapakTep KOMITO3UIN]ja, ITO Takohe
CBEJIOYH y MPHIIOT OOTaTUM M3pakajHUM MOTYNHOCTHMA OBOT ME/IHja.

IToMano u3MBOjEHO O/ OBHX TPYyMHCama CTOje KOMIIO3HIHje Eex-
mponcke medumayuje Jlymana Pamguha, koja 3aapkaBa jacHUje Bese ca
TPAJUIMOHATHUM KOMIIO3UI[HOHMM TOCTYIIMMa W TIOPE] TOra IITO je
peanm3oBaHa y €ICKTPOHCKOM MenHujy, U Ipacosu cha o oanexkom Hedy
Bnagumupa Jopanosuha koja je nactana 2004. roauHe, 1a TakO BPEMEH-
CKH ,,Mi371a31"* U3 KOHIIEMIINje KOMITUIIAIH]e.

C 003upom Ha To aa je aBoctpyko CD usname Trideset godina Elek-
tronskog studija Radio Beograda. Elektroakusticka muzika onpemsbeHo
TEKCTOBUMAa O KOMITO3UIIMjaMa Ha CPIICKOM H CHIJIECKOM je3WKY, CBH-
JICHTHA je jkesba npupehuBava mga ce Mys3uka Hactana y EJekTpoHCKOM
crynujy Pamno Beorpanma mpencraBu v BaH TpaHHUIIA Halle 3eMJbE, Kao
3HaYajaH JIOKYMEHT O HAOpUMa jeJlHEe MaJie, alli CAMOCBECHE KYJIType
Jla ujie YKOpaK ca akTyeJIHUM TeHICHIIMjaMa eBPOIICKEe YMETHUYKE MaTH-
ne. [Topen Tora, OBUM H3alkeM YUUELEH j€ TIOKYIIIAj 1a C€ Y CPIICKO] My-
3W4KOj KyaTypu (pe)nosunpionupa Enextponcku crymuo Pagno Beorpa-
Jla Ka0 yCTaHOBa K0ja je y MPOIIJIOM BEKY OJMIpaia MPECYyAHYy YIOTY Y
npUONIMKaBamky EIEKTPOAKYCTHYKE MY3UKE U O] HMaHEHTHE TEXHOJIO-
ruje gjoMaliuM KOMITIO3UTOpHMA M IyOJIUIIM, a CBE TO Y CKJIQAy ca Tpe-
HYTHHUM (HE)MOTYhHOCTHMA HAaIlle CpEANHE.

Jenena Janxosuh
UDC 78.036:654.191 (497.11 Beograd)

Xo¢maH kopucTH ayrouuTaTe, kao u ¢parmente jaena baxa, Xenmina u Ckapnatuja
,,Ca HaBoAHHLMMA (ped je o uuratuma u3 [lpenynujyma y ec-mony u3 Jo6po mem-
neposanoe knasupa J. C. baxa, u3 opkecrapcke cBute Mysuka na 6oou I'. ®@. Xennna
1 u3 aBe coHare 3a yembaino J[. Ckapmartuja ), XKapko MupkoBuh KopHucTH ,,AMaru-
HapHe IUTaTe ryciama, JeceTepadke erncke moesuje u Hapuiama, Mapjan 1llujanen
CHMYJIHpa KapaKTepUCTUIHE PUTMHIKO-MENIOANjCKe obpacie HHAMjCKHUX para, a To-
Mac Benc Tpancdopmuire nuraTe crapHjer cioja CpIcKOT My3HIKOT (GOIIKIopa.
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IITA CE UYJE KPO3 I'OPY 3EJIEHY?

I[TEBAYKA 11 CBUPAUKA TPAIUILINIA
I'OPHBE JACEHUIIE

[Ipupennna Jenena Joanoruh
Mysuxonomku nactutyT CAHY, Beorpan 2007.

Tpanunuonanna My3uuka npakca ['opme Jacenure, jenne ox obma-
ctu nentpanne Cpouje, oOyxBaheHa je HeTalbHOM OIICEPBAIMjOM 3aXBa-
Jpyjyhu npenanom ncrpaxuBamy JeneHe JoBaHoBuh. theH TepeHckH pan
on 1988. mo 1991. rogune n3HeapwoO je ayauo usname [llma ce uyje kpos
20py 3eleHy. AYyTEHTHYHH CHUMIM TpPaJWIHOHAIHE IECME U CBUPKE
npecTaB/beHu cy ca 48 HyMepa HauMmbeHuX y Kyhama kasuBava Wi y
MPOCTOpHjaMa AOMOBa KynType. To moapa3syMeBa u MponpaTHE 3BYKOBE
creruyuHe 32 aMOMjeHT y KOMe Cy CHHMIIM HAcTalld, IITO CIyIIaona
Ha HCKHW Ha4YUH an6nH>1<aBa HE CaMO IIeCMHU U Ka3uBayy, Beh YHUTaBOM
OKpYXEHY y KOMe ce 0JIBHja N3BOH)ermhe KOHKPETHOT My3WIKOT TIpUMepa.
KoMrmakT nuck je ompemibeH W JBOje3WYHO ypeheHOM KIKumoM (Ha
CPIICKOM M €HTJIECKOM je3UKY) ca KOMEHTapHMa I1eBamba U CBUPamba, Kao
¥ OCHOBHHM IoJanyuMa o u3Bohaunma.

KomruieTHr BOKasTHH M MIHCTpyMEHTaIHU MoTeHnyjan ['opme Jacenune
NPHKa3aH je Ha JMCKY TPYNICamkeM 3BYYHHUX 3aIKca IpeMa lbUX0BOj (hyHK-
IIHjU: Y KUBOTHYA WJIM TOAWIIBH NMUKIyC oOmuaja. JKaHpoBcka pa3HOBp-
CHOCT OIJIe/ia ce Y 3aCTYIUBEHOCTH Tlecama Koje Cy ce M3BOJMIIe Ha CBaIOH,
norpe0y, WM Cy Be3aHe 3a IOjeIHE MIOCIIOBE MOIYT KETBE, KOMamba, YyBa-
Ba CTOKE, KOMHIIamka (Jpymhema KyKypy3a), Ha MyTOBamy, cellejbkaMa |
npenuma. [loceOHO ce u3Bajajy mpUMepH KOjH Ce U3roBapajy, a HaMCHCHH
Cy el WX IpeAcTaBibajy 0ajame mpoTuB rpaaa. CrienuuIHOCT BOKATHE
Tpaguimje ['opme JaceHurie, y 0HOCY Ha LEJOKYITHH IeBadku kopiyc Cp-
Ouje, TpeACTaBibajy ,,0pojaHHIe” y KOjUMa Ce IMOHEKaJ jaBJhajy HH30BU
CTHUXOBA Y BUIY IPHIIEBA YHjH CaapKaj HUje JOTHUYKH HACTAaBaK MPETXOAHO
orneBaHor Tekcta (momyT necMe Oj, ousojko mune moje, op. 37). Tlopen
OBOT THIIA ,,0pOjaHMIIe” 3aCTYIUBEH j€ jOIT je[laH HadMH N3BOhermha 3aCHOBaH
Ha, YCIIOBHO PEYeHO, MOTOPHYHOM M OCTUHATHOM TI€Barby YMTABOT TIPHME-
pa (xao y necmu Quiunu 2a, Opaj-opane, op. 27).

3ByYHHM NpUMEpU BoKaimHOr u3paza [opme JaceHune ykaszyjy Ha
3HaYajHUjy 3aCTYIUbEHOCT JIBOTJIACHOT TI€Bamba y OJHOCY Ha jeTHOTJIa-
cHo. Ca3By4yHe KapaKTEpHCTHKE IBOTJIACHOT W3Bohema W3Bajajy aBa
OTMO3UTHA MY3HWYKa cjoja: cTapuju u HOBUju. CTapHja BOKaJHA Ipakca
Ha3uBa ce y HAPOAHO] TEPMHUHOJIOTHjH BehnHe CPIICKUX KpajeBa IMeBambe
,Ha Tiac™, Koje ce y 3aBUCHOCTH O] (YHKIMje HameBa JOJaTHO 00ja-
mmasa. Ha noapyudjy lopme Jacenune crapuju HauuH u3Bohema nedu-
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HUIIE ce U QYHKIHMOHATHUM oJpeljereM HareBa, Kao ,,CBATOBCKH' WU
,»d00aHcku“. [Ipema ogHOCY MPBOT M IpyTOr Iaca U CTPYKTYpPH Ca3ByKa
KOJl apXanmJHUX BOKATHUX (DOPMH MOTY ce pa3a3zHaTu xerepodoHu, 6op-
JYHCKH HJTH XeTepOQOHO-00pAYHCKH HAauWH H3Bolema. OCHOBHE OJIIHKE
OBOT TIeBama MMPHKa3aHEe Ha TUCKY OYHTaBajy c€ Y y3aHOM TOHCKOM aM-
OUTYCy, CEKyHIHUM Ca3ByIMa W CIEUPUIHO] apTUKynaruju. Hacy-
MPOT CTAPUHCKOM TIeBaYKOM Hacliel)y, HOBHjU Ha4YHMH, OJJHOCHO TICBAHE
,»Ha 0ac 0asupaHo je Ha TEPUHHM W KBHHTHHMM Ca3ByLIMMa M TOHCKUM
OJTHOCHMAa KOjH Cy ONMKHM TeMIiepoBaHOM cucteMy. [loceOHOCT m3BOhe-
ha MEeBavYKuX Tpyna u3 ['opme JaceHurie nmpeacTaripajy ,,XuOpuaHu‘ 00-
JIMIIY, OJJHOCHO TMeCMe KOje calip’Ke KapaKTepUCTHKE W CTapHjer M HOBH-
jer BokanHor Hacieha (kao mro cy Yysam osye y ausaou done, op. 14
umn Osa 6poa u nycme doaune, 6p. 36). OBakaB HaYMH TEBamba HETY]Y
neBayvke Ipyre Koje Ha CBOM perepToapy uMajy mecMe U cTapHjer U HO-
BUjeT MY3HUKOT CJI0ja, a KapaKTePUCTUUHE CY U 3a Apyre 00JIACTH BHCO-
ke lllymanuje. Ilopen nBormacHux mpuMmepa, Ha ayAuo U3Aamy Ce Haja-
3 ¥ HEKOJIMKO jeJHOTJIACHUX MEJIOJIMja Koje Cy OTIeBaHe IPyNHO (IITO
je peba mojaBa) WM COJIMCTHYKU, M YIIIaBHOM MPUMANajy CTapHjeM Ha-
ciely (HOmMyT MyTHUYKE WM KPCTOHOMIKE necme). M3yserak mpencra-
BJba cBagbena nmecma Oj, 0egojko, pymena jabyxo (0p. 4) Koja je HOBHjeT
MOPEKIIa, U paclpocTpameHa je Ha noapy4jy untaBe Lllymanuje. AHTH-
1o, OBOM TIpUMeEPY je Jleno nesa 3a zopom desojka (Op. 32), menusma-
TUYHE MEJIONUKE U HETEeMIIEpOBaHE TOHCKe CTpyKType. [locebHOCT oBOT
HaleBa IMOTIPTaHa j¢ HEeroBoM (YHKIIMjOM, OAHOCHO H3BOhEHmEM Ipu
MPEBOKEY TOBapa 3alperoM, ycie ] yera neBauria moBpeMEHO Y3BUKY-
je TIpHIIeB IIap MOKYyIIaBajyhu Aa yCMepH KUBOTHHY (KpaBy) Ha MMYTY.

My3uuka nmoceGHOCT BOKasiHe Tpaguuuje ['opmwe JaceHuie HacTana
je y oxpeheHrM JpYIITBEHUM M KYJITYPHUM YCJIOBHMA, KOJH Cy OAPEIH-
JIM €CTETCKE KPUTEPHjyMe Y MY3UIIH, KA0 M HeHE CTHIICKE 0COOCHOCTH.
CrenuduyHocT meBavykor Hacieha OBOI Kpaja OUMTYje ce HajBHLIC Y
HNpUMeprUMa CTapHjer BOKAIHOI cJ0ja, OK Ce 3a HOBHjE NEBABE MOXKE
pehu 1ma je yrimaBHOM CIIMYHO Kao My BeNMHHM ApYTHX 3alaHUAX CPIICKHX
KpajeBa. Bemro m3Boheme yKpacHUX TOHOBA, Y3 MOCEOHY apTUKYNALW]y U
arorvky, Te Ha4rMH U3roBapama BOKaa MpH NeBamby, 00JIMKY]y jeMHCTBEHY
MY3HUKy CIIMKy. Bokamm ce yoOnniaBajy HapOUMTO TPH y>KEM H3/prKaBa-
by TOHOBA, JIOK UX Y KaJIeHIIaMa YKCHE YeCTO 3aTaMibyjy mnperBapajyhu a y
o u e y oe. CnuyHa 3aKOHOMEPHOCT KapakTepHILe CTapuje JUHAPCKO
HeBame y APYTUM JUHApCKUM obnactuMa. [loBpemeHo ce y TOKy M3BO-
hema Mory uytu u ,,kBouajyhu* 3Bymm koju cy HeoapeheHe TOHCKE BH-
CHHE U jaBJbajy ce Kao mpeayaapu win nocrynapu. I[locebHo Tpeba yka-
3aTH Ha TNEBambe CBAAOCHUX M JKETENAYKUX Iecama, Koje KapaKTepuile
M3BHUKHBAILE HA KPajy CBaKe MEIOCTOpde WK Ha KPajy YATaBOT TIpUMeEpa.
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ITopen OoraTor n300pa BOKATHUX HYMEpa, Ha JIUCKY je Mpe/ICTaBIbe-
Ha U MHCTPyMEHTAJIHA [TPaKca CBUPKOM Ha JIUCTY, IBOjeHHLIaMa (IIBOjHHU-
IjamMa), CBUPAJIH, CBHPATYETY, YCHO] XapMOHHIIN, BHOJIMHU ¥ XapMOHH-
. BehinHa MHCTpyMEHTATHUX MeNojauja je OJCBUpaHa COJHMCTHYKH, a
caMo je jelaH mpuMmep rpyrnHor My3HLUpama Ha BUOJIMHU U XapMOHHUIIH,
IITO TOKa3yje Ja ce paaud O HOBOj m3Bohaukoj HaBumm. PazHoBpcHOCT
n3abpaHOT WHCTPYMEHTapHjyMa TOBOPHU O TIOTPeOH jaa ce mpukaxe 6ora-
Ta My3W4Ka MMarvHaiuja Kpo3 pasnuunrte nzBohauke popme. [Ipumepn
MeIUTaTHBHE 4OOaHCKE M IyTHHUYKE CBUpPKE, Te M3Boheme mecMe Win
MeJIoNIje Y3 KOjy C€ Wrpa, PEempe3eHTyjy ¢Be MOTYhHOCTH WHCTPYMEH-
TaJHOT TIOTCHIMjasia. Menojuje Koje cy Be3aHe 3a YyBame OBalla MM
pabayujame KapakTepuie c1000JHa METPO-PUTMUYKA CTPYKTYpa, ITOHE-
Kax ¢pparMeHTapHe MeJoIuKe. 3a Pa3IuKy OX HUX, MEJIOIM]e HapOIHUX
KOJIa Cy y giusto pUTMY M MOTHUBCKH TIperiieiHe. Mely TpaauinoHaIHIM
urpama Koje cy CBUPaIHM CEOCKH My3H4apH Ha ayJauo H3Jamy Cy KOO
wecm, makasuye, nogo3Ho M xcuxkuro. Ilopen urapa 4nju cy ayTopu aHo-
HUMHH, CBHPAYKH PENOPTOap je y Apyroj nosoBHHA XX BeKa MPOIIUPEH
KOMITOHOBaHMM KOJIMMa, Kao ILTO je Hapooro koo Panojke Kuskosuh.

BoxkanmHo-nHCTpyMEHTaNHO H3BO)erhe Ha ryciiaMa YIOTIybYje 3BYIHH
konoput ['opme Jacenuue. [lecma llocubuja senuxoe eoscoa hHopha Ile-
mposuhia (0p. 40), ayropa Pagomupa behuposuha Tpebdjemikor, jenaH je
O]l PeTKUX MpHMepa Tyciapckor Hacieha 3abenexeHOr Ha MOAPYYjY
Hlymanuje. Konkperan npuMep ryciapcke mpakce MpeacTaBiba, IpeMa
pedrMa Ka3WBaya, HACTaBaK IOPOJUYHE TpaIUIMje Koja je MpeHeTa y
Tl'opwy Jacenwuity, nocesbemeM npenaka u3 Lpue Nope y XVIII Beky.

Ca eTHOMY3HUKOJIOIIKOT actieKTa IucK [llma ce uyje kpo3 copy 3ene-
Hy TIPEJICTaBJba IParolicHy My3UdKy MOHOTpadujy XeTeporeHe Tpaauliy-
je Koja ce BHIIEe HE MOXe 3a0eeXUTH Ha TepeHy. 3aTo je OBO ayIuo H3-
Jame BaXaH HAyYHH MaTepHjal KOju JOHOCH NPECEK CEOCKE MYy3HUKe
mpakce ¢ kpaja XX Beka. Mako Heke o mecama 3Byde MoMayio HeyIeBa-
HO, IIITO KOHCTaTyje W ayTOpKa JIUCKa y TEKCTY KOjH MpaTH HU3Jambe, TO
HE yMamYyje HheroBy BpeAHocT. HampoTus, To camo roBopu Ja je mpen
CIIylIaolMMa peajiHa CJIMKa HapOIHOT TIeBarba 3aTCYCHOT Ha TePeHy, aa-
Ta 0e3 yJeniaBama 1 HHTEPBEHIUje MOJIEPHUX TEXHUYKHX JOCTUTHYhA.
To je 3By4HH TOKYMEHT KOjU CBEIOYH O KyJITYPHOHCTOPH]CKOj CIIOjeBH-
TOCTH MY3WYKEe CIIMKE IIyMaJHjCKuX cela, ,,HacIuKaHe 0ojama pasiu-
YATUX WHCTPYMEHATa U TiacoBa. My3Wuke MpuMepe KOju Ccy ce Hallld
Ha OBOM H3/alby M3BEJH Cy [I€BAaYM U CBUPAYM KOjU Cy HEKaaa MCTE Me-
JI0AMje TIeBaJIM U CBUPAIIM Y KOHKPETHUM oOpenHuM aorahajuma. Ouu cy
NpaBH PENPE3eHTH Tpaauldje CBOT Kpaja, MITO MOTHPTaBa EKCKITy3WB-
HOCT BOKaJIHO-MHCTPYMEHTaJIHE rpale Ha TUCKY. 3aTO je OBO M3/Iamke He-
n30eKHa TUTepaTypa 3a CBE OHE KOjU ce 0aBe MpOyvaBameM, OUyBambeM
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U U3BOhEHEM CPIICKOT TMEBAYKOI M CBHpadkor Hacieha. Ayrop u usna-
BaY YCIIENH Cy JIa YKaXXy Ha BPEeIHY MY3WUKY TPAIUIHUjy, aJIH U Ja 0Jajy
3aXBaJTHOCT W3BohaumMa KOju Cy y CBOjOj TMECMH W CBUPIH OYyBaIH
ctuncke cnenupuanoctd ['opme Jacenutie.

Camwa Panxosuh
UDC 781.6:398](497.11)
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CA OIVIEHINA KVIMKHY BHJIA
- TPAAMIIUOHAJIHE ITECME —

[pupenuna Jenena Jopanouh
KY I ,,Onnenan’, Tomomna, 2007.

[locnenmwux meTHaecTak TOJMHA HPATHMO BEIMKO HHTEPECOBAILE
rpajacke omsaauHe y CpOuju 3a HEroBame CPIICKOT CEOCKOT BOKAJIHOT
uzpaza. OHO je MoceGHO U3PaKEHO Y MOjeIUHHM KYJITYPHO-YMETHHYKAM
JpYIITBHMa KOja ca CBOjUM CTPYYHHM CapaJHHLINMa UMajy y30p y ceo-
CKHM II€BAaUYKUM Tpylama, ajd M JPYrdM H3BOhauMMa IOIyJIapHUjUX
CPIICKHX Ilecama. JeaH 0]l TAKBUX IPHMeEpa je ayano U3Iame Koje mpej-
CTaBJba MpeceK pajaa keHcke nepauke rpyne KY/l-a ,,Omnenan’ u3 To-
nose. ['pyny 4uHe AeBoOjke Koje Cy €0 Mrpaykor aHcamoOuna, ajau MCTo-
BPEMEHO TT0Ka3yjy HHTEPECOBAmE M 3a yUeHe HapoaHOT meBama. [lode-
ne cy ca pajgom 2002. rouHe O PyKOBOJICTBOM jeJIHE O] HajcTaphjuxX
uynanuia, AHe bormanoBuh, U cBeCpAHOM MOJPIIKOM TAAALIBET KOPEo-
rpada, erHomora MupocnaBa Credanosuha. tbuxoBo nunTepecoBame 1mo-
YMBa Ha HOBHjUM MY3MUYKHUM JKAaHPOBHMA y KOjUMa je TPaJHIMOHAIHA
MY3HKa TpeTUpaHa Ha Pa3IMyiTe HAuuHe, aJIi Cy HaKJIOKhEHE U ITlecMaMa
y u3Bohemy CTapHjuX TeHepalrja CEOCKUX U TPAJICKUX TeBada. Tako je
caap)Kaj ANUCKa MPOMCTEKA0 U3 MHTEPECOBamka CAMHUX WIAHHIA TPYTIe KO-
je je BemTo ycMepuia eTHoMy3ukoJior Jenena Jopanosuh. OHa je cBoja
J0Ca/IalIba ETHOMY3UKOJIONIKA UCTPAXKMBAKA BEJTMKUM JIEJIOM MTOCBETH-
7a mpoyd4aBamy My3uuke Tpaaunyje lllymanuje, Te je aHraxkoBame y pa-
oy ca muaaum nesadnma u3 KY/I-a ,,Omienai” 0o ujeanaH HaYMH Ja
JeBojkama u3 TormoJse mpeHece cBoje 60raTo HCKyCTBO.

Hazus mucka Ca Onnenya kKiukHy 6una IPOUCTEKAO je U3 UCTOMME-
HE HyMepe Koja Hac YBOIHU y O0raT akyCTUYKH CBET Pa3HOBPCHOT MY3U4-
KOT W MOETCKOT caJipkaja uckaszaHor kpo3 24 necme. [IpBa mecma je ucra
Kao ¥ Mmoclie/ilba Ha TUCKY [IIma ce uyje kpo3 copy 3eneny 4uMe ce CUM-
0oNMMYHO yKazyje Aa MiIaay neBayu u3 ToroJje, Ha HEeKW HaYMH, PecTa-
BJbAjy HACTABIJbAUE BOKAIHE TPAAUIMje CBOT Kpaja. [Ipema reorpadckom
MOPEKITy 3BYYHH MaTepHjai ca ayJHuo H3/Iamkba MOXKEMO CBPCTaTH y JIBE
Benuke rpyne. Hajopojuuje cy necme u3 llymanuje, 0HOCHO OKOJIHMHE
Tonone — obnactu Jacenuue u ['pyxe. Y npyry rpymy necama cranajy
MIPUMEPH CPIICKOT TieBama u3 bocHe, uctoune u jyxxue Cpowuje u ca Ko-
coBa. To cy mecMe Koje Cy y MEJOIMjCKOM WM H3BOhaukoM moriieay
aTpaKTHBHE 3a MJlaJle IeBayve )KeJbHE HOBHUX M3a30Ba.

ITecme u3 lllymanuje, BUX IIECHASCT, MPEACTABIbAjY PECEK BOKAJI-
HE Tpagulyje oBe 00nacTH. XeTeporeHa >KkaHpOBCKa ONPEaeIbEHOCT OUH-
TaBa ce 3aCTYIJbEHOIIhy Tecama MOIyT CBAI0CHHX, )KeTeIauKNX, Y00aH-
CKuX, JbyOaBHHX U Ap. OHE cy y Morjieay BOKaIHUX ciliojeBa oMoryhuie
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MITaJMM TIeBaylMa Ja MOKaxXy aQUHUTET U IIpeMa CTapUjUM CEOCKUM IIe-
cMama ,,Ha riac’, Kao u ImpeMa HOBHjUM recMama ,,Ha Oac®. JleBojke u3
KV/I-a ,,Omrenan’™ Bemro BiIanajy u T3B. ,,XHOPUIHUM OONHIIHMA Tj.
necMamMa Koje UMajy eJIEeMEHTE W CTapujer W HOBHjer MEBavyKOI CTHIIA.
OHo y uemy >keHcka meBauka rpyna KY/I-a ,,OmieHan” mienu jecre pa-
(UHUpaHU TOHCKH TIOTEHIIHMjall y 0OpeIHNM IecMama ,,Ha riac’ (moced-
HO CBaJIOCHUM U xeTenaukuM). [Ipermnurame riacoBa Kpo3 HaU3MEHNY-
HO ,lipeAucame” TeBavya U ,,CIMBEHO CTalame yKpaca y MEJOIHjCKY
OCHOBY yKa3yje Ha 3peJIoCT y CXBaTamby KOMIIJICKCHE MY3HUUKE CTPYKTY-
pe HameBa. OBaKBO pa3yMeBamE CTAPHUUX IMMEBAYKUX OOJIMKA MOJICTAKHY-
TO je OcCllamhakbeM Ha TEPEHCKE CHUMKE KOjU CY M HajOOJbH M3BOP y TPO-
1ecy MojayyaBama BEIITHHA HAPOJHOT IeBaba.

ITecme u3 apyrux reorpadckux obmactu: ucroune Cpouje, Bpama,
Kocosa, u bocHe mpezacraBibeHe Cy CBOjUM THIUYHHM oOiunuma. One
CBEZIOUE O JKeJhH JIeBojaka 13 Torore 1a ce OKyInajy y IeBamy peneproapa
KOjH, Ha TIPBH TIOTJIE]T, TOHOCH jefiaH JIPyTravuju JyXOBHH CBET, alld TOBOPU
0 u3rpaljeHoj cBecTH O 3HaAuajy KOjH MMa O4YYBamk€ BOKAJHE IMpakce y
CBHM CPIICKHM KpajeBuMa. To moapasymMeBa BHCOKO pa3BHjeH ocehaj 3a
pa3IM4NTe BOKAIHE JIUjasICKTe y OKBUPY HAIIle IIeBa4YKe TPaIHIIHje.

JIBe mecme cy HayueHe npema m3Bohemy CBernane CteBuh koja je
reHepanyjaMa yHasaa y3op miaauMm neaunma. [lpumep Cedam camu
yoapa TIO TIPBH MYT je CHUMJbEH Y JIBOTJIACHOM HM3BOlEHmY Ipema yIyT-
crBuma came Cseriade Creuh. J[oOpo je 1a ce Tpyma HHUje TOBesIa MO-
JEpHUM TEHJICHIIMjaMa apaHKupama U JBOTJIacHOT U3Bolema rnecama u3
JY’)KHUX CPICKHX KpajeBa, IITO je CTPaHO ayTeHTUYHOM MY3HUYKOM je3u-
Ky. Tako cy rpaacka necma u3 Bpawa [llemnana ce xysym Cmana n necma
ca Kocosa He naauu, Cmano, mopu, He dcanu OTIIEBaHE jeHOITIACHO, ca
CTHJICKH TIPENO3HAT/FUBUM eleMeHTuMa. To je cBakako 3aciyra JeneHe
JoBanoBuh koja ce nmoTpyauna na u3Boheme CBaKke mecMe Ha AUCKY Oyne
MaKCHUMAaJTHO BEPHO BOKAJTHO] TPAIUITHjU Kpaja 13 KOT j¢ HaIleB.

[ToceOHy akycTHUKy 00jy ayHO U3AaKkY /1ajy HAEBUA U3 JTUHAPCKUX
npenena. Mehy mecmama u3 bocHe mocebHO ce m3aBaja mpumep [ljesa
J01a, odjexyje 2opa KOju ce OJUINKYje Ta4HO OTIIEBAaHUM yYCKUM TOHCKUM
OJTHOCHMa y MEJIOJIMjH MPBOT IJ1aca MecMe, IITO je TEIIKO 3a IeBavye Miia-
he reneparmje. Hane Oj, djesojxo Opaca dyuio moja peTKo ce MOXE IyTH
Ha ayIno W3JambKiMa, HaKo je KapaKTepUCTHYaH HAauWH aHTU(OHOT NeBa-
Ba y3 Urpy y mpeneny ceeposananne bocne. Heobuunoct oBe mecme
YUHH MPOMEHA TeMIIa Koja ce kpehe oJ maraHor 1o Beoma Op3or u3Bohe-
1a, KOj€ je HeKa/la MpaTUIO UTPy M HAaTIIEBaBabE JIBE NIEBAUKe IPyIIe.

Vjennauen 3ByuHu mnoreHnujan rpyne KYJl-a ,,Ommenarr’ kpace
MJTaJIM M CHa)KHU TJIACOBH CIIMBEHU Y jeIMHCTBEHY 00jy. YIIEBaHOCT Ipy-
e BUU ce Kpo3 MoryhHOCT 3By4HE TpaHC(opMaluje YuTaBor ancambia
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npu U3BOhEHY IMecama M3 pa3IuuuTHX reorpadckux obmactu. Creru-
(DMYHOCT BOKAIHOT M3pa3a MCKazaHa je U300pOM paziuuuTUX Bonxehmx
TJ1acoBa MITO 3BYYHY CIMKY YHHH 3aHUMJbHBHjOM. [loceOHO ce m3mBajajy
MOjeIMHE JICBOjKE KOje CBOJUM HU3BOlCHEM JIONPUHOCE KBAUTETY HH-
teprperanyje: Tawa bornanosuh, Maja Cramesuh u Jenena bophesuh.

[Mopen HenmocpeaHor pana ca TPYNOM Ha ycBajamby U YBEKOaBamy
necama, JesieHa JoBaHoBuh je Hamucana cBe TEKCTOBE M KOMEHTape KOjU
mpaTe ayauo u3fame. 1o ¢y CTpydHa o0jammbera Koja ce OJHOCE Ha
¢yHKUMjy 1 Teorpadcko Mopekio npuMepa. LlenokymnaHo aHrakoBame
Jenene JoBanoBuh Ha mpuIpemMH rpymne U ONPEMH TUCKa MPEICTaBba
BpeJlaH MPWIOT Ha MOJbY 0KUBJhaBaha TPAJUIMOHAIHOT TIEBamkha, yCIIO0-
CTaBJpamba KOHTHHYHTETa BokanHe mpakce lllymanuje u Bpegan mompu-
HOC Y IOMEHY aIIMKaTHBHE €THOMY3HKOJIOTH]E.

Peneproap koju ce Hanmasu Ha ayauo usgamwy Ca Onnenya Kiukuy
6U1a YMHE 3aXTEBHU €r3aMIUIapu CII0jeBUTE MY3HUYKE CTPYKTYPE U CIIO-
KeHe uHTeprperanuje. VIMIoHyje onpenesbee 3a HEroBame JIOKATHOT
MY3UYKOT je3UKa, y3 JaHac Hen30eKHy My3HUKYy paJ03HAJIOCT MCKa3aHy
penepToapoM y KOjU Cy YKJbYYEHH HameBW M3 Apyrux obmactu. [lecme
neBojaka n3 Tomose mokasyjy aa cy mpej Hama CIIocOOHH IeBayM JKeJb-
HH HOBHX Ca3Hama U NMPUBPKEHU ayTOXTOHOM BOKasHOM Haciehy. One
he Tek oTkpuBaTH OoraTe My3W4Ke TUjasIeKTe CPIICKE TeBavKe Ipakce, a
y capanmu ca Jenenom JoBanoBuh, crehu he mpaBy ciuky M JOXKHUBIbA]
HapoJIHE IecMe.

Camrva Panxosuh
UDC 784.4.087.68(=163.41)
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CKYHOBH / CONFERENCES

HUHTEPHAIIMOHAJIHA MY3UKOJIOIIIKHU
CUMIIO3NJYM ,,BEOPBE EHECKY*

[Simpozionul international de muzicologie ,,George Enescu®]
Bykypemr, 5-8. cemrembap 2007.

Csake apyre ToAnHE, TOKOM TpU Henesse centemMOpa Mecerna, y by-
KypelTy ce oap:kaBa HTepHAIMOHATHA My3HUKU (ECTUBAI, yTEMEJbEH
jomr 1958. ronuHe, y yacT UCTAKHYTOT PyMYHCKOT BUOJMHUCTE U KOMIIO-
sutopa, DBeopha Emeckya (George Enescu, 1881-1955). 3axBasmyjyhu
CHa)KHO]j JIOTUCTUYKO]j M (prHAHCHjCKO] moAapHIny (Koja je, 3ampaBo, HH-
TEH3UBHpaHa TEK HAKOH MOJHMTHUYKOT MpeBpaTra, AEBEICCETHX TOJUHA
MPOIILIOT BeKa) OpOjHUX PyMYHCKHX WHCTHTYIMja U BOJEhHX JTUYIHOCTH
U3 TOJMTUYKOT U YMETHUYKOT MUJbea, (PECTUBAI j€ PACKOITHO KOHITUIIH-
paH, ca BeluKUM OpojeM KOHIepaTa BPXYHCKHX H3BOhauya M pa3sHOBp-
CHUX TIparehnx mporpaMa Koju cy U3BaHPeTHO MeAHjCKu ucrpaheHu.

Kao jenny ox mparehnx manuecTanuja Koja ©Ma U3y3eTaH 3Ha4aj y
KOHTEKCTy camor PecTuBalia, ajld U LEIOKYITHOT MY3HUYKOT KUBOTa Py-
MyHHje, Tpeba CBaKakO H3IBOjUTH VIHTEepHAMOHAIHU MY3HKOJOIIKU
cummnosujym ,,beophe Enecky* koju je 2007. ronune npupehen moyer-
KOM cenrTeMOpa, y Tpajamby Ol YeTHpH AaHa. lema ckyma — ,,bBeophe
EHecky u3 caBpeMeHe mnepcriekTuBe. EcTeTuuka U CTUJICKa pa3Marpama‘
— MHCHIHpHCAla je OKO YeTPAECET MY3HKOJIOTa, €CTeTHYapa, My3MUKHX
TeopeTnuapa u komnosurtopa u3 Hemauke, ®@paniycke, Cpouje, Ayctpu-
je, Cjenumennx Amepnikux J[p>kaBa, M3paena u, HapaBHO, PymyHHje. Y
OKBHpY IIECT CECHja, Ca OJUIMYHOM MOJIEpAIlijoM Iporpama, y3 obe3be-
hen cumynTanu npeBoA (Ha SHIVIECKH M Ha PYMYHCKH j€3UK), CTPUKTHO
onpeheHe TepMUHE 3a IUCKYCH]Y H ,,l1ay3e’ HCIYHCHEe MHCITUPATUBHUM
caap)KajuMa,” ayTOpH PafoBa Cy MMAId MPHIHKY Ja, IpoOieMaTnsyjy-

O cumnosujymy ,,beophe Enecky®, onpxxanom 2005. roxune, Beh je Owino peun y
mectoM Opojy yaconuca Mysuxonoeuja. B. busbana Munanosuh, ,,IHTepHarronan-
HU My3uKoomky cumnosujym “heophe Enecky’ (Simpozionul international de mu-
zicologie ‘George Enescu’), Bykypeuir, 9-10. centembap 2005.“, Mysuxonozuja, be-
orpaz 2006, 6p. 6, 442—446.

Pey je 0 LEpeMOHHjU MpOTJAlleha HCTAKHYTOI My3HW4YKor cemuonora, JKan JKaka
Hartjea (Jean Jacques Nattiez, 1945) 3a mouacHor mokxropa HarponanHor My3udKor
yHHBep3uTeTa u3 bykypemira, moToM oap)kaHOT IpeaBamba HCTOT ayTopa O IIJEEBH-
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hu, mo Opojy KOMIO3UIHja CKPOMaH OIYC CaMO jeHOT KOMITO3UTOpa —
EHeckya, MOKaxXy KOJHKO Cy Pa3HOBPCHH IyTeBH (M CTPaHITYTHIIC) Ja-
HAIIIE MY3HKOJIOIIKE HayKe.

Taxo cy Beh y npBoj cecuju, a BEpoBaTHO U HajUHTEPECAHTHH]O], jep
j€ \mOMe BHPTYO3HO TipencenaBao cemuoinor JKan JKak Hartje, yuecunuru
cKyma cydenuin cBoje mozutuBuctruke (Dorothea Redepening, Heidel-
berg, George Enescu’s Symphonies in the European Context of their Ti-
me), hopmamuctuake (Thomas Kabisch, Trossingen, Enescu and French
Music), ecrernmuko-uneanuctuuke (Cornel Taranu, Cluj-Napoca, The
Hidden Meanings of Enescu’s Creation n Alain Cophignon, Paris, Ene-
scu in the Heart of the Game between the Entertainment and the
Existential Defiance) n noctrononujaine crtaBose (Valentina Radoman,
Novi Sad, French Impressionists and their Others: “Impressionistic”
Works of George Enescu and Miloje Milojevi¢), nonazehu, ynpaBo ycien
Pa3sITHIUTOCTH CBOJUX TEOPHjCKUX IIATGOPMH, 10 HOBHX YBHIA y CTBa-
pajiauke JOMeTe PYMYHCKOT KOMIIO3MTOpa. Pacruamcana auckycuja o
EKJIEKTUYHOM MYy3u4KkoM unuomy beopha Eneckya u moryhum pasnosu-
Ma KOMIIO3UTOPOBOT HeoOa3HWpama Ha KpyTe HICOJIONIKE OKBHPE KOH-
Hemnra ,,CTHIa, MOoJICTHIIaHA JIYIIHJHAM THTambHMa Ipecenasajyher ce-
cuje, octahe, HaxkanocT, camo y namhemy ydecHHKa CKyma, oK he cBU
TEKCTOBU CAOIILITEHH HAa CHMIIO3WjyMy OWTH HAaKHAJHO LITAMIIAHU Y
300pHUKY.

W npyre cecuje cy Omie TCOPHjCKH, TMPOOIEMCKH U METOIOJIOIIKH
pasHoBpcHe, npornpaheHe KOHCTPYKTUBHUM pacnpaBama. Tako Cy Cly-
IIa0IHM CKyTa MMalu MOTYhHOCT Aa 4yjy U KoMeHTapuuly cana seh ,,rpa-
MUIMOHANHA™, (OPMAIMCTHYKA, Y Mamkoj Wi Behoj MepH omnpaB/aHa H
yOe/JbBa KOMITapaTUBHA carjie/laBamba EHecKkyoBe KOMITO3UTOpCKe Oa-
LITHHE U OIlyca APYTHX ayTopa, Ipe CBera MpelCTaBHUKA EBPOIICKOT MY-
3WYKOTI KaHOHA, MOMyT, Ha mpumMep, ApHonaa lllenbepra unun Puxapna
IIrpayca (Lukas Haselbock, Vienna, Chromatic Voice Leading Models
in Arnold Schoenberg’s String Sexstet Verklirte Nacht op. 4 /1899/ and
George Enescu’s Octuor for Strings op. 7 /1900/; Martin Schimek, Vien-
na, A Greek German and a Moldavian Orpheus), moToM (ITOHOBHA) pa3-
MaTpama KOMIO3HTOPOBOT CTBApaNalliTBA M3 acleKTa POMaHTHYAPCKOT
KOHIeNTa ,,reHujanHor creapaona™ (Lory Wallfisch, Northampton, The
Multilaterality of Enescu’s Genius), Ka0 ¥ 3aHUMJBMBE, alld MY3HKOJIO-
IIKK HEyTEeMeJheHE OTICEepBAaIlHje YIECHHKA KOjH Cy IO BOKAILMjU KOMIIO-

Ma U JOMETHMa CEeMHUOJIOTH]e, Te TIPOMOILIMje ABEjy ayTOpoBUX Kibura, The Confron-
tation between Chronos and Orpheus n The Music, the Research and the Life. An
imaginary Dialogue, npeBelcHUX Ha PyMYHCKH j€3HK, Ka0 U O NMPUTOJAHUM MY3HY-
KHM TadKaMa.
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sutopu win u3Bohaun (David Wiliams, Pella, Enescu’s Five Symphoni-
es: A Mirror of the Composer’s Life; Sherban Lupu, New York, Unity
and Diversity in the Treatment of the Thematic Material in George Ene-
scu’s Violin Works). OcuM y yBEK WHTPUTAHTHE W JUCKYTaOMIIHE
untepmennjaiaae komnapanuje (Despina Petecel, Bucharest, The Unison
— an Access Way to the Essence of the Flight. A Comparison between
Enescu and Brancusi), yaeCHUIIM Cy CTEKJIM YBHJ Y aCIIEKTE PELCIInje
EneckyoBe My3uke y cTBapamamiTBy Miahux TreHepanuja pyMYyHCKHX
komno3uropa (Michaela Caranica Fulea, Essen, Edmond Fleg among
Mpyth, Sophocles and Enescu; Laura Vasiliu, lasi, Romanian Musical
Drama after Enescu’s Oedipus. Hamlet, by Pascal Bentoiu; Franz Metz,
Munich, The Organ Music performed in Bucharest after Enescu’s De-
ath), obaBeCTHIIH ce O pe3yiITaThMa eJIeMEHTapHEe aHaJlM3e I0jearMHaY-
Hux EneckyoBux nena (Olguta Lupu, Bucharest, George Enescu — Piano
Piece on Fauré’s Name; Rosseline Kassap-Riefenstahl, Paris, The Se-
cond Quartet: Apparent Form, Real Form), kao u 0 pe3ynraTuma BpJo
CYIITHITHO CIIPOBEJICHUX aHAIMTHYKUX CTpaTeruja, y pacrony oxa ¢popma-
JUCTUYKUX JI0 CTPYKTYPATUCTHUKUX, IPUMEHEHUX Yy KOHTEKCTY I0jeH-
HUX acrekaTa wid mapamerapa ExeckyoBor Mmysuwukor uauoma (Dan
Dendiu, Bucharest, Enescu and the Critical Romanticism; Corneliu Dan
Georgescu, Berlin, The ,,Musical Time* by Enescu; Eva Maria Houben,
Dortmund, George Enescu and the Unison: a View on Traditional and
Contemporary Music; Valentin Timaru, Cluj-Napoca, Remarcs on Ene-
scu’s Rhetoric; Livia Teodorescu Ciocanea, Bucharest, The Complexity
of the Structural Levels in Enescu’s Musical Language; Constantin Seca-
rd, Bucharest, Enescu’s Finales — from Finis coronat opus to shaping the
Perception of Musical Time; Gheorghe Dutica, lasi, Monodic Topos and
Polymodal Aggregation in Prelude in Unison by George Enescu; Valen-
tina Dediu, Bucharest, Comparing Interpreter’s Views of Enescu’s Illrd
Sonata for Piano and Violin).

IMocebHy Maxmby PYMYHCKH MY3UKOJIO3M Cy MOCBETHIIH jOII YBEK
HEOMXOJHOM PAaCBET/baBalkhby BAXHUX MOMEHATa M3 KOMIIO3UTOPOBOT
JKUBOTA, BEJIMKUM JICJIOM MPOBEACHOT y emurpanuju, y CjeaumbeHuM
AwmepuukuM J[pxaBama u DpaHIlyckoj, TIe jeé YMETHHUK M CaxparmbeH
(Vasile Tomescu, Bucharest, George Enescu and the World of Culture;
Elena Zottoviceanu, Bucharest, George Enescu between the Biographic
and the Autobiographic; Laura Manolache, Bucharest, George Enescu’s
Reflections on his own Work; Viorel Cosma, Bucharest, Novelty Contri-
butions regarding the Viennese Carrer of Enescu; Florinela Popa, Buc-
harest, George Enescu in American Mass-media between 1923—1933,;
Ruth Guttman Ben Zvi, Tel Aviv, About George Enescu: Unpublished
Documents and Recollections; Constantin Stan, Lugoj, Enescu in the
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Consciousness of the People from Banat — The Reflection of George
Enescu’s the International Artistic Success in Banat Press; Aurelian Da-
nila, Chisindu, Contributions to the Knowledge of Enescu’s Creation in
the Interwar Moldavia).

HakoH oJuyTMYHOT UCKYCTBa JOXHUBJbEHOT TOKOM DecTrBana u My3u-
kosomkor Cumnosujyma y bykypemty, moxe ce pehn u cnenehe: 3ana-
rambe PyMYHCKHUX KYJATYPHHUX HOCJIEHHKA J1a C€ — HAKOH JYror (KOMYHHC-
THYKOT) TIeproja npehyTkuBama 3Hadaja EHeckyoBoOTr ormyca — ympaBo
nyTeM (ECTUBAICKUX LEPEMOHHja KAa0 BUAOM KOHTHHYHPAHOT KOJIEK-
TuBHOT nojcehama, kommozutopcko Haciehe beopha Eneckya mpe cBe-
ra ,,BpaTi y HHCTUTYI[HOHAITHE, & THME U CUMOOJIHYKE OKBHPE KyITYp-
HOT' TIPOCTOpa ayTOpOBE JIOMOBHHE, Ka0 U JIa C€ YUBPCTH Y BPXY PYMYH-
CKOT KYJTYpHOT KaHOHA — BPJIO j€ MyIpO OCMHIIBEHO. Y TOM KOHTEKCTY
Tpeba MOMEHYTH U HAope PYMYHCKHX Kojyera Jia ce EHeckyoBo Jeno,
Takole, YIpKoc TOMe IITO je MPOTEeKIo Beh moma Beka o ayTopoBe cMp-
TH, 3HaYajHHUje ahUPMUILIE U y CBETCKUM pa3MepamMa. Taksa BpcTa aHra-
JKOBama yKa3yje Ha YMICHUILY J1a jeé Y PYMYHCKOj KyJITypH MPENO3HaTO
BpeMe y KOjeM ce IO 3alaXeHOT MeCTa Ha CBETCKO] KYJITYPHO] CIIEHH J0-
Ja3¥ aJieKBaTHUM ,,KYJITYPHHM IPOHU3BOAOM", aJIM UCTO TaKO, KA0 IITO je
Bel MCTakHYyTO, M M3Y3€THO CHa)KHOM (PMHAHCHJCKOM M JIOTUCTUYKOM
notriopoM. Konnko je 6opOa 3a TakBy adupmaliyjy KOMIDIEKCHA, CBEIO-
YH MoJIaTak O TOMe Jia ¢y nanac EHeckyoBa Jiena, ¢ jeJiHe CTpaHe, Haluia
CBOje CHTYPHO MECTO Ha perneproapy MHOTHX PEHOMHUpPaHUX H3Boha-
4a/conucra U aHcambaia, monyt, Ha npumep, Ounxapmonuje u3z Ocna,
[Tapucke 1 MunxeHcke GUIXapMOHHjE, alld Ja Cy, C APyre CTpaHe, To-
TOBO CBa ayTOpCKa IpaBa M Jajbe y MOCeNy WHOCTpaHUX m3aaBada. [la-
ke, bopba oko mpeysuMmama MOhM y KyNTypH Ha MHTEPHALMOHAIHO]
CIICHH, 32 pyMYHCKE My3H4ape, MOIITOBaIle My3HKe, a MPe CBEra Kpearo-
pe KyJITypHE NOJUTUKE — IMa ¥ CBOj CKYIIH HACTaBaK.

Banrenmuna Paooman
UDC 78.072(100)
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MUSIC AND THE MOVING IMAGE
INTERNATIONAL CONFERENCE

[MVY3UKA U ITIOKPETHE CJIMKE, meljynapomaa koHpepeHmja]
New York, NYU Steinhardt, May 30 — June 1, 2008

The third Music and the Moving Image conference, which took
place at New York University at the end of May, was the crowning event
of this year’s hectic activity of the NYU Steinhardt School of Culture,
Education and Human Development and its programme director for film
music, Ron Sadoff. Just a couple of months earlier, the school launched a
new online journal of the same name dedicated to the relationship be-
tween music and ‘the entire universe of moving images’ published by the
University of Illinois Press; it organised a Film Scoring Workshop in
Memory of Buddy Baker a week before the conference and had two per-
formances at the Tribeca Film Festival of Rene Clair’s Two Timid Souls
with a new score written by past and present Steinhardt students and
conducted by Gillian Anderson, co-editor of the journal and member of
the conference committee. A three-day-long conference which hosted 72
delegates from all over the world and presented the latest research dedi-
cated to music and visual media was indeed an impressive way to con-
clude such fruitful activity.

The keynote address of Jeff Smith, professor at the University of
Wisconsin-Madison and best known as the author of The Sounds of
Commerce: Marketing Popular Film Music, set the theme for the most
interesting discussions of the first day. Not so long ago, I was convinced,
and publicly declared so, that the analytical autopsy of diegetic and non-
diegetic' music/image relationships in a film has ‘lost its theoretical
edge’, turning the analysis of audio-visual interactions into an inventory
of directorial/editorial decisions irrelevant to the comprehensive experience
of film, but how wrong I was! Smith’s decision to address the delegates with
“Reconsidering the Border between Diegetic and Nondiegetic Music in
Film” and the ensuing discussions proved that the subject is very much alive
and steaming with new ideas and contradictory opinions.

Taking Robyn Stilwell’s concept of the ‘fantastical gap’ (which was
conceived in a discussion between Stilwell and James Buhler during a
panel on film sound/music in 2003) as a starting point for conceptualis-
ing the ambivalent space between diegetic and nondiegetic music, Smith

It might be useful to clarify, for those unfamiliar with the expressions diegetic/
nondiegetic, that diegetic is the term used to describe sound/music originating from a
source within a film’s narrative world (diegesis), while nondiegetic comes from a
source outside that world.
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proposed an analytical approach which considers the definition of mu-
sic’s diegetic/nondiegetic status as not solely related to narrative space
but also to the narrative’s self-consciousness and the music’s aural fidel-
ity. With an example from Trainspotting (Danny Boyle, 1995), Smith
demonstrated how music’s ‘detachment’ from its source can be inter-
preted as a ‘spatially displaced sound’ and how the director’s manipula-
tion of music’s aural fidelity is not in itself enough to shift its status from
diegetic to nondiegetic. Later on that day David Neumeyer addressed the
same subject by viewing the term diegetic/nondiegetic historically and in
the context of its terminological and perceptive complexities, ultimately
supporting Stilwell’s concept of the ‘fantastical gap’ as an appropriate
definition for the ambiguous areas in film soundscape.

In the discussions following Smith’s and Neumeyer’s presentations,
Andrew L. Kaye pointed out that the tendency of filmmakers to ‘play’
with the diegetic/nondiegetic distinction and often cross the boundary
between the two without ‘ulterior narrative motives’, is simply a way of
taking advantage of the fluidity of our perception. Giorgio Biancorosso
suggested the distinction between a dramatic space and a scene space as
a useful way of defining the reach of diegetic sound, while James Wierz-
bicki pointed out that different levels of narration typical of the ‘intensi-
fied continuity style’ (Bordwell) include more complex and blurred re-
lationships between diegetic and nondiegetic soundscapes than those
found in films based on principles of classical Hollywood narrative.

Although the conference wasn’t organised in themed panels, there
were a number of other topics common to different presenters, ranging
from the ever-present interest in Herrmann and Hitchcock (presentations
of Alan Houtchens, Dan Blim, Scott Murphy), classical Hollywood
scores (Annette Davison, Christina Gier, Joakim Tillman, Nathan Platte),
music for animated films (Daniel Goldmark, Jack Curtis Dubowsky) to
film’s appropriation and re-processing of famous musical works such as
Mabhler’s Adagietto (Jeremy Barham, Eftychia Papanikolaou) and Bar-
ber’s Adagio (Julie McQuinn). More rarefied areas of interest included
presentations on ‘cinematographical’ aspects in Debussy’s piano music
(Benjamin Steege), Leni Riefenstahl’s cinematic ‘ballet’ Olympia
(Patricia Hall), music in 1960s experimental cinema (Rich Housh) and
American No-Wave cinema (Laurel Westrup).

New approaches and tendencies in contemporary film practice were
presented by Carol Vernallis in her paper about the role music has in
“prismatic cinema” of multiple story strands and fast editing, by Rebecca
Coyle’s examination of a ‘compiled’, ‘composite’ score in new Holly-
wood and Australian musical movies such as Happy Feet (George
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Miller, 2006) and Moulin Rouge! (Baz Luhrmann, 2001) and in Dennis
Rothermel’s analysis of Julie Taymor’s musicality.

The contributions about music in European cinema were mostly
French-oriented, revolving around Godard’s use of popular music (pres-
entations by Patrick Burke and Michael Baumgartner) and the use of pre-
existing music in Chantal Akerman’s films (Andrew Peterson), while
Julie Brown offered a comparison of James Toback’s Fingers (1971)
with its French remake De Battre mon coeur s’est arrété (Jacques
Audiard, 2005). Other films of non-English speaking origin were dis-
cussed by Katherine Spring (‘The Recurrence of Musical Motifs in the
Films of Tom Tykwer’), Rachel Lewis (‘Gender, Disembodiment and the
Female Voice in Maryam Shahriar’s Daughters of the Sun’) and Urszula
Mieszkielo (‘Woman, Longing and Mystery: Vocalises in the Film
Music by Wokciech Kilar’).

One of the perks of this conference was the opportunity to hear an
excerpt from Royal S. Brown’s new book presented as a paper entitled
‘Listening to Lecter: The Music Track of Manhunter’. Brown argued
that director Michael Mann created something of a new cine-musical
genre by inserting pre-existing songs from alternative rock groups and
New Age composers into his TV series Miami Vice and he used an ex-
ample from Mann’s film Manhunter (1986) to illustrate how this ap-
proach resulted in a particular type of music/image relationship defined
by Eisenstein as a ‘vertical montage’.

The organisers’ intention to provide the broadest range of ap-
proaches and subjects related to music and ‘the entire universe’ of
moving images included an update on research on the Congruence-Asso-
ciation Model of music and the moving image presented by a professor
of cognitive psychology Annabel Cohen; Gregory Zinman’s paper on
The Joshua Light Show; Po-wei Weng’s amusing examination of sound-
scapes in the Taiwanese techno-mediated Pili Glove-Puppet theatre, and
even a paper about the musical use of silence in film presented by the
author of this report.

The usual historical/theoretical/aesthetic approaches to theorising
music’s role in film were complemented by several papers written by
composers with very different interests in visual media. Thus Leah Cur-
tis offered an insight into her research about composer/director collabo-
rations and common issues arising from scoring very different films
while Adam Melvin discussed his experience of composing with moving
images for the concert environment.

The most revelatory aspect of this conference, for me at least, was
an insight into the scholarship on video/computer games and other inter-
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active media. The pioneering nature of these papers was announced on
the first day of the conference by Jean-Michel Dumas’ fascinating pres-
entation on a 3D modelled real-time audio-visual environment and the
possibilities of artistic expression inside a geometry-driven context
which allows modelling and content-authoring for both image and
sound. Dumas suggests that the ‘fusion of audio and image content in
one geometric framework provides artists with new grammars for ex-
pression and new modalities for the articulation of novel forms’. Erica
Kudisch, on the other hand, has applied the well-known concept of Ge-
samtkunstwerk to the new media, arguing that active participation (role-
playing) in experimental adventure video games such as Vagrant Story
(Squaresoft, 2000) possesses outright operatic qualities and allows the
player to take a conductor-like role, ‘aligning the events of the story with
the music, motion, and gesture of the characters and their environment’.
Taking ludic philosophical discourse (Plato, Huizinga, Roger Caillois) as
his starting point, Roger Moseley discussed music-themed video games
and the relationship between game mechanics (input methods and rule
sets) and the way certain musical practices in video games are deter-
mined by different geographical and socio-economic contexts. Consid-
ering the high standard and ground-breaking nature of the papers cover-
ing the relationship between music and interactive media, Moseley’s
proposition of introducing the new term of ludomusicology for this area
might turn out to be justified indeed.

Janujena Kynesuh-Wilson
UDC 78.791]:061.3(100)
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NCTOPHUJCKHU U HOBU ITPUCTYIIN IPUMEIBLEHOJ
(AILIMKATUBHOJ) ETHOMY3HUKOJIOT M’

[pBu cacTaHak CTyIUjCKe TPYIIE 38 HPHMEHEHY eTHOMY3HUKOJIOTH]Y
MehynapoaHor caBerta 3a Tpaauimonanny My3uky (ICTM)

[HISTORICAL AND EMERGING APPROACHES TO APPLIED
ETHNOMUSICOLOGY. International Council for Traditional Music,
First meeting of the study group for applied ethnomusicology (ICTM)]
Jby6sbana (Cnosenwuja), 9—13. jynu 2008.

3amucao o GopMHUpamy CTyAUjCKE TpyIe 3a MPUMEHEHY €THOMY3H-
KOJIOTH]Y y OKBUPY MelyHapoaHor caBeTa 3a TpaJULHMOHAIHY MY3UKY
pa3BmIIa ce MPUIMKOM PAJHUX cacTaHaka oBe opraHusanuje y JbyOibanu
2006. u y beay 2007. rogune, kafa cy JOCTUTHYTH JIOTOBOpPH OKO paj-
HUX Ne(UHHUINja OBE TPaHEe ETHOMY3UKOJIOTHje U (hopMyIincaHa u3jaBa o
BEHOj JenaTtHocTH. [IpeMa TUM JOoroBopuMa, MPUMEHEHA ETHOMY3UKO-
JIoTHja je ,,[IPUCTYI KOjH je BOheH HaueIrMa APYIITBEHE OJATOBOPHOCTH
1 KOju yoOW4ajeHe akaJeMCKe IHJbEeBE IIMpemha U MPOoyObuBamka 3Ha-
’Ba U pa3yMeBama yCMEpaBa Ha PellaBamke KOHKPETHUX Mpo0jieMa U Ha
JIeJIOBark€ YHYTAap M M3BaH TUIHYHUX aKaJeMCKHUX KOoHTekcTa.“ OHa ce
3ajyaxe ,,3a ynorpeOy CTpy4YHOr 3Hama y YTHLAjy Ha JPYIITBEHE OHOCE
U TOK KynTypHe npomene. [emyje kao ¢opym 3a myrorpajHy capaimy
(...).“ Ca oBuM muspeBHMa, opraHuzanuoHu oxbop Camera y cactaBy
Epuk Acuep (Eric Usner, CAJl), Knucana Xepucon (Klisala Harrison,
Kanaga) u Csanubop [leran (Svanibor Pettan, CioBenuja), ocMucino je
TPU OCHOBHE TeMe KOH(epeHnuje oapxane v Jbyoreanu: Hcmopuja uoe-
je u pazymesaroa npumerbene emHOMY3UKONO2Uje Y CBEMCKOM KOHMEK-
cmy; Ilpedcmasmwarve u 8pedHosarbe UHOUBUOYATHUX NPOjeKama ca Ha-
2NACKOM Ha meopuju u Memooy U llpumersena emnomy3uKoiocuja y cu-
myayujama kougpnuxma. Ckyn cy oprann3osin ClIOBeHaYKH HaI[OHAI-
Hu on6op npu ICTM-y, CnoBenauku EtHorpadcku mysej, Punozopcku
¢daxynrer YHusepsurera y JbyOsbanu, ETHOMY3HKOJOLIKM HHCTUTYT
3PLl CA3Y, JaBau ¢onp 3a apymTBeHe AenaTtHocTH PemyOnmnke Criose-
nuje, Kyarypuo apymro @onk Crosenuja u CIOBEHaYKO MY3HUKOJIO-
IIKO JAPYIITBO.

[IpBa cecuja Ha KoH]epeHUUju Ouna je ocMulJbeHa Kao [lumarsa

oucyuniute, deunuyuje u npucmynu. Y CBOM yBOJHOM panay, CBaHH-
6op Iletan je mocBeTHO Maxmy oApeherny JoMeHa MPUMEHEHE ETHOMY-

OBaj paj je pe3yntar npojekra Mysuxa na packpuihy — cpncKku, 6aiKaHcKu u e@pon-
cku okeupu, 6p. 147033, dpunancupasor ox ctpane MUHHCTapCcTBa 32 HAYKY M TeX-
HOJIOWKH pa3Boj Peny6iuke Cpouje.
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3MKOJIOTHje Yy OJJHOCY Ha JIOMEH caMe €THOMY3UKOJIOTHje Kao HayKe U
yKa3a0 Ha BaXHOCT YJIOT€ OBE CTYAHjCKE IpyIe Y U3paau cTpareruja 3a
npolece NpeBaswiakema KyITypHUX M IPYIITBEHHMX TIpaHuna. AHa
Xodwman (CrioBeHuja) crierudukoBaia je mpo0JeMaTUKy aKTHBHUCTHYUKE
no3uumje (activist position) cTpydmaka ¥ ykaszana Ha morpely 3aapxa-
Bama mucranne. bepHapn bnajomnrep (Bernhard Bleibinger, Jyxna
Adpuka) H3I0KHO je UCKYCTBO Y pajay y 00JacTH MPUMEHCHE CTHOMY-
sukojoruje Ha Ojceky 3a my3uky YHuep3utera ®opt Xep y JyxHO]
Adpumu (yueme, pemaBame KoH(pIUKTa), a Epuk AcHep — HajHOBH]a UC-
KyCTBa U CTPEMJbECHA Y CEBEPHOAMEPUUKO] €THOMY3HUKOJIOTHJU Ha anea-
arcosanom (engaged) yausepsutery XXI Beka.

HacnoBom llpumersena emnomysukonoeuja kao npaxca o0yxsaheH
j€ HU3 o7 ueTHpH cecuje. Y mpBoj cecuju, [loocmuyarbe u npomosucarbe
MY3uyKux Kyamypa, usysetad ponpuHoc nao je Xyu6 Ilumepc (Huib
Shippers, Aycrpannja), U3JI0KUBIIA MOTyhHOCTH 00e30ehuBama KOH-
TeKCcTa Koju omoryhyje MpekHBJbaBame, ONCTAHAK CICHU(DUIHHX MY-
3WYKHX Tpagullija, Kako OHHX ,y omacHocTH (“endangered”), Tako u
,ycuemHux (“successful”). O6jenumeHe TCOPHjCKE W TMPAKTUIHE TIPHU-
CTyIle TEPEHCKOM pajy U M3BOHalITBY y 00JACTH HAIMOHAITHUX MY3U4-
KUX Tpaguuyja npeactasuie cy Enena [llumkuna (Pycuja), u Jenena Jo-
BaHoBuh (Cp0Ouja), Ha OCHOBY COIICTBEHOT HCKYyCTBa y AcTpaxaHy (Ha
obanu Kacrmjckor jesepa) u'y Tomonu (y lymanujn).

Y npyroj cecHju U3 HUCTOT HHU3a, HACIIOBJBEHO] Kao Aneascosarne em-
HOMY3UKOIO2Uje: nedazoauje u npaxce yuera y epynu N3I0KeHU Cy U3y-
3eTHO BPEIHH PaJ0BH, KOjU UCTUYY PEATHOCT KYITYpHHX M PACHHX T'pa-
HUIa, yKa3yjy Ha nocrojehe mpobiiemMe u Ha MOTYhHOCTH FHHXOBOT IIpe-
Ba3mwIaxema: pag Enmmzaber Mek Kunmm (Elizabeth MacKinlay, Ayctpa-
JMja) OMUCao je OCTBapeme MHTEPKYATYPHOT AMjanora muiaMmely Oemmx
JKeHa eTHOMY3MKOJIora 1 aDOpUIIMHCKUX XKeHa (cjajaH IoMpHHOC y 00ma-
CTH cTyauja pona), a Peruna Anrajep-Kaydman (Regine Allgayer-Kauf-
mann, AycTpuja) U3JI0KWIIA je CONICTBEHO MCKYCTBO CTEUCHO MPHIMKOM
pyKoBolema TepeHCKHM palioM Ha Majarackapy ca CTyIeHTUMa €THO-
My3ukonoruje 6euxor YHuBep3utera. Cemjyen Apayxo (Smuel Araujo,
Bpaswmn) npunoxuo je pax ycpenacpeheH Ha ,,IOTEHITH]jaIe TUjaTONTKAX
eTHOTrpaduja 3BYUHUX TpaKcH, y UUIBY ,rpaljema 3HauajHUX MOCTOBA
n3mel)y ‘moxamHOr’ M ‘cTpaHor’, u3mely 3ajeqHUIC U aKaJeMCKHX aHa-
JUTHYKKUX TIEPCIICKTHBA, MOCTOBA 3aCHOBaHUX HA 3HAaIY, KA0 CPECTaBY
3a cripoBoljeme ApyIITBEHE IpOMeHe.

Tpeha cecuja y cepuju, Aniukamunu emHOMY3UKOA03U HA Oel)y.
0OKYMEHmMOosamwe, capaord, uz0dedrbe, npeocmas/bare JOHeNa je pajo-
BE CACBHM PA3IMYUTOT ycMepema. bepHn bpadek me Mopu (Bernd Bra-
bec de Mori, Ayctpuja) onmcao je JUIHO, HECBAKUIAIIHE, ATl U HEO-
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BOJAHO HAY4YHO OOpPa3NOXKEHO M apryMEHTOBAaHO HCKYCTBO Y JICUCHY,
CTE€YEHO Yy KOHTAKTy Ca JKUTeJbHMa Ipainyma 3amagHor Amasona. Kara-
puHa JyBanund (CiI0BeHH]ja) HCTpaKWiIa je MOTYNHOCTH yKaHpa yCIlaBaH-
KM Kao Jiefia OMIITer My3WYKOT M KyJTYpHOT Haciieha m Hocuola 3Hat-
HOT TMOTEHIIMjaia 33 HAIAXKCHE 3ajeJHUYKUX Tadaka y MelycoOHOj Ko-
MYHHKAIMjH TPHUIAJHAKA PAa3INIATHX €THUYKHX, PEUTHjCKUX U KYII-
TypHEX Tpyna y Cnoenuju. Jan Mak Munen (lan MacMillen, CAJ]) ro-
BOPHO j€ O ,,6eTHOMY3UKOJIOTHjH jaBHOT HHTepeca™ U 0 moTpedbu u Moryh-
HOCTHMa capaii-e¢ KoJiera IpH MpoydaBamy HCIAMCKUX MY3WYKHX ITPaK-
cuy CAN.

YetBpTa cecuja ucte cepuje, (Mrmep)KyimypHu APpUCMynu ieyerby
y3 nomoh mysuke o0yxBatno je pamoBe Mjypuen Csujxoucen PajrecO-
repr (Muriel E. Swijghuisen Reigesberg, Benuka bpuranmja) u Bojka
Bepmanka (CrnoBennja) o aktuBHOCTAMA ¥ Ayctpanuju u CIIOBEHHjH: O
3ajeTHIYKOM, XOPCKOM TIeBamy IPKBEHUX (IIPOTECTAHTCKHUX) XUMHH Y
Jieuey MalujeHara abOpUIIMHCKOT 1 HEMavKoT TIopekia y AycTpaiuju,
Kao U 0 U3BOhemy TajlaHIICKUX U CIIOBEHAUYKHUX MecaMa CIOBEHAUKE Jie-
IIe U TajIaHACKOT MY3MYKOT aHcaMOia, M O YJIO3M HapOJHHX Iecama y
MOBE3UBaky pa3nuUTHX reHepaiyja y CiaoBenuju. Jlacantn Manapas-
panu Kamnnra Jlona (Lasanthi Manaranjanie Kalinga Dona, lpu Jlan-
Ka) MPWIOXKHJIA je paJl O COIICTBEHOM HMCKYCTBY y HAcTOjamy Ja ce J0-
CTUTHYTE OOpeIHe Mpakce y Jeuemy MpeBeny U3 JoMeHa obpeaa y KoH-
TEKCT OOJHUYKOT TPeTMaHa.

Tpu cecuje cy Ouie objenumeHe HacIOBOM HMcmpaoicusare npume-
rene emuomysukonozuje. IlpBa on wuX, Yonascasarwe kongnuxma u
epahere kynmypd mupa o0yxXBaTHiIa j€ Paj O HCKYCTBY CTEYEHOM Yy KOH-
TaKTy ca IieMeHCKuM npymrTBuMa Manesuje u lllpu Jlanke, o gemy je
nucao hen Ckuicrax (Kjell Skyllstad, Hopsewika), 3aTuM o TparudHoj,
KOPEHHTO] MY3MUYKO] NMPOMEHH Ka0 MOCIEIULHU AYTOTOJUIIEET paTa U
nmpupoaHe katactpode (myHamu) y MHIOHE3WjH, OMMCaHO] y paxy Map-
rapet Kapromu (Margaret Kartomi, Aycrpanuja). Ypcyna Xemerek (Ur-
sula Hemetek, Ayctpuja) naxmy je mocBeTWIa KOHQIUKTY Y AyCTpHjH,
TZie je ped O TYPCKOj ¥ CIIOBEHAYKO] MaFbUHHU, K HHTEPKYJITYPHOj CTpaTe-
THjH Yy IJbY HETOBOT yONakaBama.

Jpyra cecuja y uctoM HU3Y, Pazymesare KoHAUKMA y KOHmexcmy
3ajeonuye, emuoca u Hayuje, Takohe je noHena BpeaHe M HHPOPMATUBHE
npuiore. Y pangy bpute Csepc (Britta Sweers, Hemauka) npukaszan je
KOHIICNIT aHTA)KOBarhba HEMAYKHUX E€TOMY3HKOJIOra y IHJbY OTKIIOHA O
aKTHBHOCTH HEOHAIIMCTA; Ta] pajl j€ pe3yJATHPao 00jaBJbUBAKHEM ayaHO
u3Jama ca NIpuMeprMa TpaJuliija pa3HOPOIHUX CTHUUKUX U KYJITYpHHX
rpymna, xuresba rpaaa Pocroka. Knucana Xepucon je y dopmu cryauje
ciydaja oOpajmia TeMy COmpjaTHuX pobiema y npearpalyy Bankysepa,
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JEIHOM O] HajCHPOMAIHHjUX TPUTPaJICKUX KpajeBa y Kanaau, u Harmna-
CHJIa 3Ha4aj My3WYKUX CyCpeTa M capalimbe y 00JacTH My3HKe y LUJbY
npeBasmwiaxema natme u cupomartia. [Iynut Koern (Judith Cohen, Ka-
HaJa) OomKcasa je KOHTEKCTe u3Bol)emha U MpeICTaB/bama ceapiCKe My-
suke y lllmaHuju, kao KOHCTpyucaHe peanHocTd, a Jakma [Ipumopary
(XpBarcka) akieHaT CBOT paja CTaBHO je Ha KOH(JIMKTHE CHTyalHje y
XpBarckoj Mocie MocleNker para, U Ha MoTpedy HUXOBOT pelllaBarba
MyTeM aKTUBHOCTH U3 IOMEHA MPHUMEHEHEe ETHOMY3UKOJIOTH]e.

Tpeha cecuja oBor HM3a HOCHIIA je HACIIOB YoOnajcasarve KOHPAUK-
ma u epaherve kyamypd mupa. Pyt Jlejsuc (Ruth Davis, Bennka bpura-
HUja) MOCBETHIIA je MaX’kYy yJI03M MelIdja y CTBapamy yclioBa 3a 0oJbe
pa3symeBame EBporsbana u xuresba Cpeamer Vcroka, kao u JeBpeja u
Apana y Ilanectunun u M3paeny, a Majkn Bajpenbaym Kuntepo (Mic-
hael Birenbaum Quintero, CAJl) — muTamy KyIATypHE MOJIUTHKE KOja OH
JoTIpUHENa cy30njamy Hacuiba y KomyMOuju, y uemy Ou My3nuKa MOTJIa
na uMa BaxHO MecTo. Anba Candenny (Alba Sanfeliu, [llnanuja) nana
je OIIITH morJie Ha TeMy Mysuka u mup, M N3HENa HU3 KBaTU(UKaIHja
Koje mompuHOce MehWHUIINH MHpa, He3aBUCHO o1 rmocTojehe, mo ko0joj
ce OH, Kpajie MOBPIIHO, Je(HUHUIIE caMo Kao ,,0JICYCTBO paTa’.

Cecwnja mocBeheHa My3UKOTEpaIHjH, TIOT HACTIOBOM J{onpunocu em-
HOMY3UKONI02Uje KIUHUYKO] npakcu y mysuxomepanuju: Hexonauxo npu-
mepa u3 Ilaooge noHeNa je TPU 3aHUMIBHBA Paja UTAHMjaHCKUX KOJIEra o
BUXOBOM HMCKYCTBY Y IPUMEHHU NPaKTHYHUX 3HaWma U3 00JIACTH Tpaau-
[UOHAITHE MY3UKE y KIMHUYKOM Jieuery Ha Ojceky 3a KIMHUYKE MEeIH-
UUHCKe Hayke mpu YHuBepsutery y IlamoBu (Hranmja). [laona bapzan
(Paola Barzan) je oOpa3mnoxuna notpely na ce mpenaBamba U3 obiactu
E€THOMY3HUKOJIOTHje YKJbYy4e Y TporpaMe o0pa3oBama My3HKOTeparneyTa.
Opanuecko Pakun (Francesco Facchin) je moHeo nM3y3eTHO 3aHUMJBWB
pal o TpaJULUOHAIHO] MY3UIH y PEXaOMIUTALMOHO] IPaKCH 32 OWIIMH-
TBaJIHY TIIyBY Hely, a Anecanapa ®ape3un (Alessandra Faresin) o kopu-
mhemy TeXHUKE aJHKBOTHOT MEBamba y Tepamnuju KoJa (U3HOIOMIKHX U
TICUXOJIOMIKHX 000JbeHba.

TokoM JBa jaHa KOH(EpEHIHje, TeKa Cy MmapajesiHO TPU OKPYTJia
CTOJIa, Ha TEME KOje Ce MOKa3yjy Kao HajakTyelHHje y JOMEHY arjIuKa-
TUBHE €THOMY3HUKOJIOTH]E: Yepooicena mysuxa, yepooicene 3ajednuye, 3a-
UM [Ipucmynu npumerbene emHoOMy3uKoI02Uje My3UKOMepanuju u ieye-
wy n Teopujcku npucmyn yanosu my3uke y KOHQIUKIMY U CIEaparsy mu-
pa. OBH cacTaHIM Cy 3aMHUILJbEHH Kao pa3MeHe Wjeja ¥ I0jeJHHAYHUX
pasMHILJbakba HA ATy TEMY, a JOOHjeHU 3aKJbYYIIH Cy CAOTIITEHU jaBHO
Ha 3aBpIIETKY CKyTa.

Yact nma oapku MOYacHO mpenaBame Tpehar naHa KoH(epeHIuje
npunana je Enronn Curepy (Anthony Seeger), yBa)keHOM ayTOPUTETY Y
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00JIaCTH €THOMY3HKOJIOTH]E, ayJH0 apXUBUpama U COILUjaTHe aHTPOIIO-
noruje. [TogceTHBIIM HA CTABOBE jEHOT O] 3aYCTHUKA HMJIC]€ ATTHKATHB-
HE ETHOMY3HUKOIIOTHje W3 BpeMeHa mpe J[pyror cBerckor para, Yapica
Curepa (Charles Seeger), M3JI0)KHO j& COICTBEHA yBepeHma M OCHOBHE
HpeayciioBe 3a pa3Boj OBE MJaje rpaHe My3HYKe €THOJIOTHje, a 3aTUM
CBOje BHUl)erE TPH ACMEKTa pajia OBE BPCTE 3a CaMe HEroBe MPOTAroHH-
CTe: paiocT, MpoheCHOHATHA OTACHOCT U TIOTEHIIH]aJl.

MHOMmTBO BpeIHUX CAOMIITEHa W CPOJHUX HEja W Pa3MHILbamba,
HE3aBHCHO O] Kpaja cBeTa W3 KOjer MOTUYy, YYMHUIIM CYy cacTaHaK OBE
CTYAMjCKE TpyIle U3y3eTHO TuIonHUM. Takohe, Moxaa y Behoj mepu Hero
Jla Cy y TIMTamy CTaHAapHE ETHOMY3HKOJIOIIKE TeMe, aHTa)KOBaHOCT Ha
noJby Mehysbylicke W HHTEpKYINTYpHE capajibe IPOBOIHMpA OTJICAAmE
JMYHOCTH CaMHX MCTpaKMBa4a y OJHOCY Ha JlaTa muTama. 300r Tora ce,
reHepaiHo, JOMEH €THOMY3HKOJIOTHje Kao Hayke rmoBpaTtHO oOpaha ca-
MHM EB€HUM NPOTaroHHCTHMA, jep OHH, KPO3 MPEIMET CBOjUX HCTPAXKHU-
Bama M pajia Ha MoJby 3HAYAjHHUX, OMINTEIbYACKAX JOMEHA arTHKaTHBHE
€THOMY3HUKOJIOTH]€, ¥ CaMHM, Kao JIMYHOCTH, TIOCTajy A0 MpoLeca CIpo-
Bohema HEHUX ITNJbEBA M IbUXOBUX OOJMKOBama, Kpo3 MelycoOHe Cy-
cpeTe U pa3MeHe UCKYCTaBa.

Jenena Josanosuh
UDC 781.6:78.072](100)
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MWJIOLI BEJIMMUPOBH R
(1922-2008)

CBaka je CMpT IpepaHa,
KaJ[ Cy y MATakY JbYIH Kao IITO je OBaj.

Heo Anopuh, ,,3naxoseu noped nyma *

Becr na ce 18. anpuna y bpungBotepy (Bupuwanja) ynokojuo Mu-
yom Benmumuposuh, u3HeHaIMIA je OHE KOjU Cy T'a JMYHO TO3HABAIH.
Buna je mocBe HeoueknBaHa 3aTO LITO CE HHjE MOIJIA IOBECTH Yy Be3y ca
BEAPHHOM M Kpenkourhy Koje cy mparuie CBakO BEroBO W3BELITABALE O
HOBUM 3ajariiiMa ¥ IOCIOBHMa Koje ceOW 3a7aje, 1 0 HOBUM KIbHUTama
KOje WIIYUTaBa, He CKpUBajyhin o/1yIIeBIbeHE 32 HOBA OTKpuha, HAPOUH-
TO OHA K0ja ,,pyIIe”’, Kako je BOJIeO J1a Kaxke, lerose Teopuje. Becrt je 3a-
TeKJIa ¥ CBE OHE KOjuMa je ca HEeNmpeCyIHUM ONTHMH3MOM oOehaBao ma
he ce U300pUTH ca OKOJHOCTUMA XXHBOTA M Ja he jomr OWTh cycpera u
MpUIKMKa 3a Ayre pasroBope. HempunpemibeHo Cy, 3aCUTYpHO, HA HEMH-
Jy BECT pearoBaji U MHOTH, ¥ CTApHUjU M MiIail NCTpaXKMBA4N U3 pa3iiu-
YUTUX JEJIOBA CBETAa KOjU Cy UMK MPHIINKY Ja ¢ BUM capalyjy u xoju
Cy, U3 TOTpede a U3 HEroBOT BEIMKOT HAYYHUYKOT MCKYCTBA M OATO-
BOPHHX M HEMPHUCTPACHUX BUleHa Pa3IMIUTHX MYy3HKOJIOIIKHAX TEMa Lp-
Iy HOBA, JIparoneHa 3Hama, XKEeJIeNIN Ja My ce JaHH JKHBOTA IPOJIyXKe.
Wnak, meros »UBOT OMO je OoraT u OpojeM rojiHa, HO, jOII U BUIIIE, UC-
KyCTBOM W IJIOAOBUMA MPOMCTEKIINM M3 HETOBE CBECTPaHE NeNaTHOCTH
Y HHTEPECOBamba.

Pohen y yrmeanoj 6eorpazackoj mopoauiy, 10. nenembpa 1922, Mu-
somr Benumuposuh je y3 MajKy MHjaHUCTKUELY CTHITA0 TIPBE OCHOBE MY-
3ndKor oOpazoBama. ['omumHe 1940. 3aBpmmo je Oeorpaicky My3uuky
HIKOJTY, a 3aTUM je Ha My3uukoj akagemuju y kiacu I1. CrojanoBuha 3a-
MOYEeO0 CTy/AWje KOMITO3MIMje ¥ 4acoBe Ha KIABUPCKOM OJICEKY y KIlach
. Kpctuh. Y patHOM BHXOpY yCIIeBao je J1a CBOja MHTEPECOBamba JeIat-
HO npuMeHH. OQopMHO je Hajmpe My3WIKH aHcaMOJ, a TIOTOM H [Ie3 Op-
KecTap, aKTHBHO j€ JIeJI0BA0 M Kao MHjaHUCTa.

Haxkon oncmysxeHe BojHe ciyx0e y 23. IUBU3HUjHU jyTOCIOBEHCKE ap-
muje y CIoBeHHjH, y KOjy je IOCIIe0 Kao paTHH 3apo0JheHUK (KOMYHH-
CTH Cy Ta yXallCHJIN Kao MpUIaJHuKa Bojcke TeHepaia paxe Muxajno-
Buha), Bpatuo ce y beorpan rae je HacTaBuo ca 3amo4eTHM CTyAHjama Ha
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Mysnukoj akagemuju (1947-1952) y xnacu M. Jlorapa u Ha ®unozod-
CKOM (akynTeTy, rie je moxalhao u 3aBpIIMO UCTOPHjY YMETHOCTH. Be-
mumuposuh je 1952. roguHe OMO IPBU AUILIOMHUPAHU CTYIEHT Ha HOBO-
¢dopmupanoj Karenpu 3a uctopujy My3uke u My3udku Qoskiop Ha 6eo-
rpajackoj My3uukoj akageMuju.

Jomr TokoMm cTyaMja mocTao je cTurneHancra My3uKOIOIKOT HHCTHU-
tyta CAH. V ToKy 1950-1951. kao nomohuuk npod. Anbepra bejrca
Jlopma (Albert Bates Lord) ca Xapapackor yHuUBep3WTeTa, 0aBHO ce
NPUKYIUbAKEM EIICKE M0e3Hje, U TO yriaBHOM y bocHu n MakenoHuju.
HUcre, 1952. rogune, kaga je qumioMupao Ha My3n4Koj akageMHuju, OT-
10Yeo je Marhcrapcke crynuje Ha Xapsapay, rae je kox Ora Janoma
I'om6ommja (Otto Jdnos Gombosi) cirymao ucToprjy My3UKe U My3UUKY
naneorpadujy, kog Penmana Tomncona (Randall Thompson) — konTpa-
myHKT, a kog Crtuena /. Tarna (Stephen Davidson Tuttle) — my3uuky
JUTEPATypy U KypC O €HIVIECKUM BHPHHMHAIUCTHMA. XapMOHHU]Y My je
npenaBao Bonrtep X. [Iucron (Walter Hamor Piston Jr.). 3Bame maru-
CTpa YMETHOCTH CTEKao je Ha IOMEHYTOM yHuBep3uTery 1953.

[Ipoy4yaBame BU3aHTHjCKE TOjauKe TPagUIMje U HEYMCKHX HOTHHX
CHCTEMa 3ar04€e0 je C jeTHUM O]l OCHHBAaYa MY3UKOJIOIIKE BU3AHTOIOTH-
je, Eronom Benecom (Egon Wellesz), 1954. rogune y okBupy ¢doHmaIm-
je ,,Dumbarton Oaks* u3 Bammnrrona, uuju je crunenaucra Benumupo-
Bul y MeljyBpemMeny mnocrtao. Pe3ynraT oBe Onmcke capanme Onia je JoK-
Topcka auceptarja (1957) ca TemoMm Buzanmujcku enemenmu y parom
Cl0BeHCKOM ypKeenom nojarvy: Hpmonoeuja (Byzantine Elements in
Early Slavic Chant: The Hirmologium).

Ocrapuu y Cjenumenum Amepuukum JIpxaBama, Musorn Benumu-
poBuh je mpodecopcky Kapujepy rpano Ha MO3HATHM YHHBEP3UTETHMA!
Jejmy (1957-1969), Buckoncuny y Menncony (1969-1973) rne je 6uo
penoBHU mpodecop My3uKooruje u, Hajsan, y llapnorceuny y Bupnu-
HUju, e je on 1974. mo 1977. 6uo ynpaBauk Karenpe 3a My3ukonorujy,
a 1990-1993. u nupexrop LleHTpa 3a pycka U HCTOUHOEBPOICKA UCTpa-
KHBabA.

Hemro mame on aBe naelieHWje OWO je TIaBHU YpEIHUK CEpHje
,,Collegium Musicum®, koja je u3nasuia moJ; NOKpOBUTEJbCTBOM Kate-
npe 3a My3uky Jenckor yauepsurera (1958-1973). C Eronom Benecom
NpUPENo je YeTupu Toma u3 eauuyje ,,Studies in Eastern Chant* (npBa
Tpu TOoMa, 1966, 1971, 1973. y uznamy Oxford University Press, a det-
BpTU ToM U3 1979. y uznawy St. Vladimir Press — Crestwood). Kao ko-
YPEAHUK YYECTBOBAO je y IpUIpeMamy oudnuorpaduje My3UKOIOMIKUX
nybonmkanmja — RILM Abstracts (Repertoire International de Literature
Musicale) xojy je objaBuo Graduate Center of the City University u3
Byjopka, u 300opHuKa pagoBa non HasuBoM Christianity and the Arts in
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Russia (Cambridge University Press, 1991), y koonepanuju ¢ Buinja-
MoM bpymdungom (William C. Brumfield).

['maBHa obnacT BHIIeAeIEHH]CKOT Hay4HOT pafga Munoma Beanmu-
posuha OWMIIO je BU3aHTH]CKO M CPEIHOBEKOBHO CIIOBEHCKO MY3MYKO Ha-
cnehe. IlpoyyaBama My3UUKHX M3BOpa 00aBJbA0 je Y OOraTuM pU3HHUIIA-
Ma CBETOTOPCKMX W APYTHX TPUKUX MAaHACTHPA, KA0 M Y CBETCKHM OH-
OonmuoreukuMm ueHTpuma. Kao crunengucra ¢onmanmja Mopc u Dyi-
Opajt, y BuIIe MaxoBa je TokoM 1963. u 1964. rogune 6opaBruo Ha ATO-
cy u 'y manactupy CB. JoBana borocnosa Ha [latmocy, Haganeko mo3Ha-
TOM 10 6oraToM (OHAY HEYMCKUX MY3MUYKHX PYKOITHCA, a OIPKao je U
cepujy TpelaBama Ha YHHBEpP3WTETHMAa y Taja TJIABHUM TpaJOoBHMa
JYTOCTIOBEHCKHX PEIyOIIHKa.

Bumre ox nexecer ctyanja, 00jaBJbeHUX Y pEHOMUPAHUM MY3HKOJIO-
IIKUM YacolKCcHUMa U 300pHMIIMMA Hay4YHHX pajioBa, nomyT Dumbarton
Oaks Papers, Studies in Eastern Chant, The Musical Quarterly, Acta
Musicologica, Journal of the American Musicological Society, Journal
of Music Theory u np., MOTY C€ pa3BpCTaTH y HEKOJIUKO KaTeropuja. [1o
AKTYEJTHOCTH 3aKJby4aKa KOjH Cy UCXOJ aKpHOMYHO PUMEH-EHE aHaIIn3e
PacIoNOKUBUX M3BOpA M3/IBajajy ce pajoBH y Kojuma ce Bemmmuposuh
0aBMO yjemHO W XUMHOTPAPCKUM M My3UIKAM OOJIUIIAMA. Y HUCIPITHO] U
M0 pe3yJTaThMa JParolieHO] JOKTOPCKOj IUCEpTaIfju, Koja je y IBe
Kkbure odjasibeHa 1960. y enunuju Subsidia y okBupy Monumenta Mou-
sicae Byzantinae, Bemumuposuh je mpoydno upmonocujy y KOHTEKCTY
pa3Boja XxuMHorpaduje — UCTOpHje KAaHOHA M U3 aCleTKa JIBE CAMOCBOjHE
TpaJulyje: MAJIECTUHCKE U CIOBEHCKE, Y KOjiMa cy AOILIIe 0 u3paxaja
pasiHKe y Be3M ca CTPYKTypOM OBe BpCTE Iojauke Kmure. [Ipobiemaru-
U upmono2uje, OJjeTHAKO W TEKCTa M HaleBa, KA0 U UCTPAKHBAKHEM
PasIMUUTHX O0JMKAa HEYMCKHUX CHCTEMa Y KOjUMa Cy HPMOJIOIIKE MEIo-
Qje HOTUpaHe, IOCBETHO j€ U JPYyTre CBOje WIaHKe.

On xuMHOTPa)CKO-MY3HKOJIOIIKAX T€Ma BPEIHO j€ U3ABOJUTH Hve-
TOBO TyMaueme MojaBe u (HopMe APEBHE JUTYPrUjCKe Jpame, alld U Ha-
CJIOBE KOju yOeIJbHBO TOBOPE O FErOBUM JIMYHUM OTKpHhHMa y JOMEHY
cajiejctaBa U 0OCOOCHOCTH BH3aHTHU]JCKOT M CJIOBEHCKOT OOTOCITYKOCHOT U
nojaukor peneproapa: Unknown Stichera for the Feast of St. Athanasios
of Mt. Athos, An Unusual Russian ‘Spiritual Verse’, The Prooemiac
Psalm of Byzantine Vespers, The Melodies of he Ninth-Century Kanon
for St. Demetrius.

3HauajHe Cy W CTyAuje MOHOrpad)CKOr Kapakrepa rnocsehieHe koMrosu-
TOpUMa W3 YyBEHOT MY3WUKOr pykomnmca Harmonamne Onbmmnoteke ['puke
op. 2406, menonuma Joakumy, nomectiky Cpouje, Joany Bamamsucy u Jo-
Bany Jlackapucy, [letpy Jlamnanapujy (y capammu ca /1. Credanosuhiem) u
MHTPOIIONUTY Majloa3ujckoM 1 punaaendujckom Teonunry.

331



My3ukoinoruja 8 —2008 Musicology

Hajsehu Opoj panoBa, mehytium, Musom Bennmuposuh je mocseTro
pasMarpamy pa3IMuuTHX BPCTAa YTHIAja BU3AHTH]CKE MY3HKE Ha T0jauke
Tpaaunuje y Pycuju u jy)KHOCIIOBEHCKHM 3eMJbaMa, a HapO4IHTO y yOO-
JIMYaBamy pycke HeyMcke cumuorpaduje (Evolution of the Musical No-
tation in Medieval Russia, Problems of Evolution in Meaning in the Rus-
sian Neumatic Notation between the 14" and 17" Centuries). Y oBum
UCIIHTUBAkBUMA JIOJA3HO0 j€ M JI0 3aHUMJBHBUX Pa3MHUILbamha y BE3U C
IpoLECOM OOJIMKOBamba HAIIMOHATHUX MY3UYKUX KyITypa, LITO je 3a pe-
3ynrat aano 6pojue crynuje (The Bulgarian Musical Pieces in Byzantine
Musical Manuscripts, Some Thoughts about the Origins of National Mu-
sic Cultures among the Slavs, Persian Music in Byzantium, The Slavic
Response to Byzantine Musical Influence, Beginnings of National Music
Cultures among the Southern Slavs, Some Reflections on Russian
Church Music, Serbia’s Cultural Legacy: The Middle Ages v ap.).

bynyhu na je 6mmcko capahuBao ¢ mpoyvyaBaonumMa MpKBEHE My3HKE
W3 TOTOBO YHTABOT CBETa, T€ Ja je YUEeCTBOBao y paay MehyHapomHux
KOH(]EpeHLHja U PEBHOCHO MPAaTHO 00jaB/bUBAE MY3UKOJIOLIKE JTUTEPa-
Type, Y HEKOIMKO KPUTHYKHX MPHKa3a OCBPHYO ce Ha HOBHja OTKpHha,
3HaYajHHUje MyOJIMKalKje, METOIOJIOTH]Y Y Paly U aKTyellHe TCHICHIIN]e
Ha MO0JbY BU3AHTOJIOIIKE MY3UKOJIOTHjE, alH M MY3HKOJIOTHjEe y LEIUHH,
kako y EBpomu, Tako u 'y Pycuju u 'y Amepunu (Study of Byzantine Mu-
sic in the West, Musicology in Language and Area Studies, East Central
and Southeastern Europe — A Survey, Musicological Studies in the Uni-
ted States, The Present State of Research in Slavic Chant, The Profession
of Musicology: Today and Tomorrow,). C 003upoM Ha TO Z1a je HA30M
roAMHA MUMao yJela y 3ajeJHHYKUM IIPOjeKTHMa C OCHUBAUYMMa U BOJIC-
hum mnpencraBHunmMa ypehusaukor ombopa Monumenta Mousicae
Byzantinae — Xenpujem Tunmjapaom u Eronom Benecom, Benmnmuposuh
j€ Kao HEeNOCPeJHU CBEJOK IPOTOBOPHO O HUXOBUM HACTOjambMMa Ja
yHaIpeae Mjany HayqyHy JUCLHUILTUHY, KaKBa je BU3aHTOJOLIKA MY3HUKO-
noruja (H. J. W. Tillyard — Patriarch of Byzantine Studies, In Memoriam
Egon Wellesz, Egon Wellesz and the Study of Byzantine Chant, The Atta-
inments and Tasks in the Investigation of Contacts of Byzantium and the
Slavs in the Eastern Mediterranean).

VY3 nmocBeheHoCT cTapoj My3UIM CTH3a0 je Ja 00jaBibyje pajoBe U
JIp’KU jaBHA TIpeliaBarma W Ha TeMe Koje HHUCY OWiie y AMPEKTHO] BE3M C
ErOBUM YCKUM TPO(GECHOHAIHUM OTpeAesbeheM. Y UaHIMMa Kao
wro cy: Franz Liszt and Spiridon KnezZevi¢, An Unpublished Letter from
Rimsky-Korsakov, Early Roots of Russian Opera, The Pre-English Use
of the Term Virginal, Belgrade as Subject of Musical Compositions, Rus-
sian Musician outside of Russia in the Twentieth Century u Ap. oKa3ao
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j€ Ia mocenyje TeMeJbHO MYy3U4YKO 00pa3oBame, ajlu, jOIl U BUIIIE: MIUPO-
KO, CBECTPAHO HHTEPECOBALE 32 YMETHOCT Y IIEJHHH.

Kao peHomupanu Hayunuk Benumuposuh je MO3uBaH Ja MHCAHEM
OJIPE/IHUIIA Y BE3H C PA3HOBPCHUM MY3HYKHM MTPOOIEMUMA, KOMIIO3UTO-
pYMa ¥ HayYHUM IIOCICHHUIIAMA y3Me yuemhe y Marme W BUIIE TO3HATHM
CHIIMKJIONIE/IMjCKUM U3/IatbMa M peyHuImMa. Tako je, 1a HaBeleM camMo
HEeKa M3/]aka Y KOjuMa MMa BHIIE FErOBHX MpUiora, mucao 3a World
Book Encyclopedia, Encyclopedia Britannica, The New Grove Dictio-
nary of Music and Musicians, Academic American Encyclopedia, Dictio-
nary of the Middle Ages.

Hyravak je cnucak cBux BenumMupoBuheBHX jaBHHX HacTyHama Ha
MeljyHapoTHUM CUMIIO3HjyMUMa, O]l OHUX TOCBE CITEIUjaTUCTHYKHX, 10
MTUPOKO KOHIUITHPAHUX, HA KOjUMa jé WHTPUTAHTHUM H300pOM TeMe U
MPOBOKATHBHOM €T3€re30M YMeo Ja MpHUBYYe MaXmwy ciymraiana. Komm-
KO je yBakaBam¢ M3a3uBao Mel)y Kojerama, CBEJIOYHM YHE-CHUIIA Ja CY
My PYCKH MY3WKOJIO3U TIOCBETWIJIH CITIOMEHHITy rmoBojgoM 80. pohenmana
(Busanmusa u Bocmounas €epona: aumypauyeckue u My3vlKalbHbIE CE5-
3u), @ Ha TpeIor rpukor mysukoiora I'puropuja Craruca (I'pnyopiog
Ytabnc), 2004. roguue 10eJbeH My je moyacHu Jokropar HanuonaaHor
u Kamoauctpujckor yHuBep3ureTa y ATHHU.

Munom Benumuposuh je HenmpucTpacHUM pelieH3MjaMa U MO3UTHB-
HUM TIpenopyKama, ajiy 3aCUTYPHO M J0OpOHAMEPHUM KpPUTHKama, OMO-
ryhuo n3nazak w3 aHOHUMHOCTH OPOJHHM MPOYYaBaOIIMa BH3aHTHjCKOT
U CIIOBEHCKOT I[PKBEHOT IOjara U HOTHE naneorpaduje. C moHoCcOM ce
HBETOBUM yUSHHIIIMA MOTY Ha3BaTH W MPOYYaBAOLH KOjU CY UCTPAKHBa-
wBa ¢ BuM 3anouenn y Amepurd (Dimitri Conomos, Gregory Mayer, Di-
anna Touliatos-Banker, Alexander Lingas u mp.), ajqu u pyCKd My3HUKO-
JI031 KOjH Cy Ta C OyIIEBJbCHEM JTOUSKUBAM Ha CKYIIOBUMa Yy MOCKBH,
[erporpany, KujeBy u npyrum rpagosuma. Ilocneamux roguna, 300r
OKOJIHOCTH KOj€ Cy ra IpuMOpaBaie Ha decTe ceaua0e y cBe Mame Ipo-
cTope, 0o je mpuHyheH aa CBOjy pacKolIHy OMOJIMOTEKY pacrhapdyasa,
neo 1o aeo. [To3najyhu norpede cBOjuX OMIKIBHMX Y HAYLH, OH CE Y MOT-
MTyHOCTH TIpelao HOBOj BpcTH MucHje. Clao je makere Ki\ura ¢ Hajpa3Ho-
BPCHUJUM HACIIOBHMA Ha ajJipece IMHPOM CBETa, y MpHBaTHE 30UpKe U Y
Ooubnuorexe uHCTUTYMja. 3Hajyhu 3a Temky (GUHAHCHjCKY CUTYalHjy y
CpOuju, HapounTO 32 HEMOTYhHOCT pa3sMeHe ¢ HHOCTpaHUM (poHIOBHMA
y Tocienie nBe nmerenrje, MysukonomkoM uHCTUTYTY CAHY mocmao
je BHUIIIe OXl TPU CTOTHHE JPArolleHUX W PETKUX HAayYHHX MyOJIMKaImja
13 00JIaCTH CPEAOBEKOBHE M HOBHjE MCTOpPHje My3HKe, YKIbYuyjyhu u
M3Y3€THO BKHY KOJEKIIH]y MUKPO(HIMOBa HEYMCKHX PYKOIIHCA KOje je
Y CBOM pajy KOPUCTHO.
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Haxo ce cMaTpao nmpeactaBHIKOM KorneHxalke MIKojie U HacTaBJba-
YeM METOJla MPOKJIaMOBaHOT y nporpamy Monumenta Mousicae Byzan-
tinae, ¢ HETIOAEJLEHOM NAXKEHOM IPAaTHO je AemaBama y I'pukoj u y Py-
CHjH, a O/ ayTOPKE OBUX PEJOBA je y MPENUCIH YBEK TPAXKHO HCLPITHE
u3elTaje 0 pagy MIagux HAyYHUKa KOjH CBOJUM pe3yiTaTUMa IOMepajy
TPaHMLIE HBEroBOr, KAaKO je C MPEeTepPUBAKEM HCTUIA0, CKPOMHOT 3HambA.
buo je 3a710BOJECTBO TIO3HABATH BUCOKO YBa)KEHOT MOCBehieHHKa CTpy-
I KOMe je 00jeKTHBHA Hay4YHa UCTHHA OWia Jpaxka Ol COTICTBEHUX TEO-
peMa WM MUILbEHha KOjUMa, yclied HOBHUX OTKpuha, BalMOHOCT OuBa
yMameHa WM YakK y MOTIYHOCTH NoHuITeHa. OBa BpcTa IHUPOKOTPY10-
CTH IUICHWIA j& OTYJla CBE OHE KOjH Cy C€ Ha HETOBOM IPUMEPY YBEPHIIU
Jla ce BPEIHOCT jEAHOT YOBEKa U H-eTOBOT KHUBOTA HE MPOLCHY)e HCKIbY-
YUBO MEPOM Jiefia Koja je 3a coOOM OCTaBHO, HETO M OHHUM IINTO je OWo
CrIpeMaH Jia yYUHHU, HaKo TO HUje CTHTao.

Becna Ileno
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MUJIYTHH PAJEHKOBH |
(6. TV 1921 — 27. X 2007)

[ocneamer mana okrodpa 2007. ronuHe poaOWHA M KOJIEre OIpO-
cTUiM ¢y ce o MunyTtuna PanenkoBuha, BanpenHor npogecopa Paxyi-
TeTa My3WYKe YMETHOCTH y TeH3Uju. JKUBOT je MOCBETHO MeJaroiuiKoM
pany, Hajlipe y Cpelm0j My3UYKOj LIKOJIHM a MOTOM M Ha My3n4Koj aka-
JIeMHjU, OTHOCHO PDakynTeTy My3uuke yMeTHOCTH. CBOjUM JEIOBamEeM
JTao je AOTIPHUHOC Pa3BoOjy TEOPHjCKe MUCTH Koa Hac. OCTaBHO je CPIICKO]
My3HLIK y Haciehe cuM@OHHMjCKa W KamepHa Jeja, Kao M 3HaTaH Opoj
KOMITO3U1IMja HAMEH-CHUX COJIO KIaBUPY.

Pohen je y Mocrapy. [loueo je Beoma paHo Ja cBUpa KJIaBUp U Aa ce
0aBu komnoHoBameM. Ha Oeorpanackoj Mys3uukoj akaleMHuju CTYIUPao
je, moueB ox 1938. 1., mapanenHo Ha ABa ozaceka: OICeK 3a TUPHUTOBAHE
Y KOMIO3UIIH]Y, ¥ TO y kKiacu CteBana Xpuctuha, 3aBpimo je 1945, a 'y
HacraBanukom ozceky auruiomupao je cieaehe, 1946. romune. buo je
npodecop TEOPHjCKUX MpeaMeTa y OeOrpajiCKUM CPeABHM MY3WYKHM
mkonama Cmanxosuh (1945-1949) u Cragencku (1949-1958), a 3atum
je moctao acucteHT Ha My3unukoj akagemuju (1958). Beh 1961. rogune
nocraje gomneHT Ha Karenpu 3a My3uuKy Te€OpHjy, a y 3Barbe¢ BaHPEIHOT
npogecopa nzadpan je 1970. ronune. Besyjyhu cBoj pan 3a My3uuky
aKaJieMH]jy CBe JI0 ojyiacka y nensujy (1986), mpemaBao je roToBo cBe Te-
OpHjCcKe IpeaMeTe, a MoceOHO ce 0aBHO MHUTAambHMa AHAIUTHYKE XapMO-
HHje U CHenU(pUIHOCTIMA aHaJIM3e MYy3HUKOr jena. I1ox meroBuM MeH-
TOPCTBOM JIECETaK CTyJeHaTa JUIJIOMHUPAIIO je Ha MpeaMeTy AHaIUTH-
Ka XapMOHHja.

VY koaytopctBy ¢ Bracrumupom I[lepuunhem Hammcao je yuOeHUK
Ilpecned Hayxe o XxapmoHuju, HAMEHEH CPEIbOIIKOJICKOM Y3pacTy
(1962). Hartmcao je aBe, CBOjeBpeMEHO BeoMa 3armakeHe cTyauje: Anaau-
muuka xapmonuja — onwimu oeo, u Cexkeenya y K1acuunoj uHCmpymeH-
mannoj ¢hyeu. Pazmarpama 0 CeKBEHIM M JaHAC ce cMaTpajy pedepeHt-
HOM IuTepatypom u3 oBe obmactu. ['oguae 2001. o6jaBibeHa je, y OKBH-
py GoHIa 3a yMHOXaBame HacTaBHe smteparype npu MYV, crynmja
Mempopummuuka ochosa menoouje u merooujckux moxosa. [lpemaa ne-
BEJIUKOT 00MMa, mocieamy 3anmuc Mmnytuna PagenkoBuha ykasyje Ha
TEOpeTH4apa CKJIOHOT MPEIHU3HOM M CHCTEMAaTH30BAaHOM MPOMHIIBAIGY.
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Karenpa 3a My3nuKy TeopHjy y [1Ba HaBpaTa je OpraHM30BaJla IPOMOLIH-
jy oBe crymuje. [IpocTop 3a meHo Oynayhe mpoyuaBame, 3a cariie/jaBame
MoryhHOCTH HeHe IPHIMEHE y NPOIeCy ycBajama 3Hama, Kao U 3a MOTY-
he naspe mpoMHuIIIbakE y MpaBIUMa KOje HY/IH, OCTaje OTBOPEH.

Kommnosuropckn omyc MunyTtnaa PagenkoBuha TOoTOBO y HENOCTH
npunana MOJIOBUHU Tpouutor Beka. KibydyHa Jena, MpeTe:KHO HEeoKia-
CHYHE OpHjeHTalfje, HacTajy meneceTux u IesneceTux roxuta. Ilopen
cuMmpoHHrjcke CBUTE Ymucyu uz npeoepaha, HacTajae TOKOM CTYIHja,
3Ha4yajHu PaneHkoBuhieBn CUMQOHUJCKM U KOHILIEPTAHTHU PaZOBU jeCy
Konuepmuno 3a xnasup u opxecmap (1958) u Jpamamuuna yeepmupa
(1960). Kommosumnmje 3a coyo KiIaBup yoOIudeHe ¢y y uKiIyce: Emude
3a KjIaBup — mer KoHmeptantHux etuna (1947), /leanaecm npenuoa
(1951) u Ilem umnposusayuja 3a xknasup (1962). Beoma je mO3UTHBHO
OLICHCH LUKIIYC coJo necama Mpmeo auuwihe, Ha cruxose Momumna Ha-
cracujeBnha, 3a cpemmu riaac U kiasup (1947). Ilocnenama mecma u3
oBoT 1HKIyca [locped npocmoe 60juuka yBpIITEHA je Y PEIIPE3CHTATHB-
Hy Aumonoeujy jyeocnogencke cono necme. OO KaMepHHUX JHena Tpeda
noMeHyTH: [ yoauxku keapmem u Knasupcxku mpuo, xao u Ceumy 3a 6uo-
auHy u knasup. PapenkouheBa Jena ojaivKyje mperieqHocT Gopme, Te
npouninhena ¢axktypa y3 yMepeHo Kopuinheme ereMeHara (oJKiopa —
HHUKaJa y BULY LUTATA.

Jyru Hu3 romquHa Munytud PanenkoBuh je mucao KpuTHUKE U TpH-
Ka3e KoHIepara 3a Boaehe gaeBHe smctoBe [lorumuka n bopba, a 6vo je
W CapaJHUK CTPY4HOT 4aconuca 3gyk. Panno je U Ha u3paau cueHapuja
3a TEJICBU3UjCKE U PaJM0 eMHCHje ¢ 00pa3oBHUM cajapikajeM. OcTao je
3a0eNeKeH U HheroB HECEOMUHH pajl Ha yTeMEJbeHhYy BHCOKOT MY3HUYKOT
obpazoBama y Humry u HoBom Cany. Panno je Ha cpeljuBamy HacTaBHUX
TUIaHOBA M IIPOrpaMa U MoceOHO je OMo aHra)KOBaH Ha yTeMEJbeY Npea-
MeTa AHanu3a My3HdKor fena. bro je ykibyueH y cBe pedopmMcke mpo-
1ece Koju Cy ce oBHja Ha My3WdKoj akaaeMuju.

CBOjUM BHIIIECTPYKUM aHTAXKOBAHEM — KA0 KOMIIO3UTOP, MEJAaror 1
Teopernuap — Munytun PanenkoBuh je ocTaBHO BHJIAH Tpar y My3Wd-
KoM kHMBOTy beorpana u niene Cpouje. ¥ cehambruMa caBpeMEHUKa O0CTao
je 3amamheH Kao CTpy4mak BeoMa MocBelieH cBoMe paay U MoceOHO aH-
raxoBaH kao memaror. Bepyjemo na he cpennHa y K0joj je )KHBEO U pa-
JIMO HE caMO CayyBaTH YCIOMEHY Ha juuHocT MuiytuHa Pagenkosuha,
Beh na he n oxpaOpuTu HOBHje, peaHO carje/laBambe HEroBOr YKYITHOT
CTBapaJIavuKoT JOMPUHOCA U3 HAYYHE U TEOPHjCKE TIEPCIICKTUBE.

Anuya Cabo
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BMJbAHA MUJIAHOBU®, my3ukomnor, UCTpakuBad-capagHuk y My3u-
kosomikoM HHCTUTYTY CAHY. OcHOBHe 00nacTu HEHOT paja OJHOCE ce Ha
CpIICKO MY3W4KO Haciyiehe mpBe nosjoBuHe XX Beka, My3HUKO-JIpaMcKa Jefia 1
aCIIeKTe MY3MYKOT MOJIEPHU3MA Y Pa3IMUUTUM KYJITYPOJIOIIKHM ¥ HHTEPIUCIIH-
IUIMHApHUM KOoHTeKcTuMa. [locnenmux roauna nocsehena je n3ydyaBamy My3H-
K€ Yy OKBUpUMA CTyIHja KyJIType, MOCTKOJIOHHjaIHE KPUTHKE U cTyauja o bami-
KaHy. baBu ce TEOpHjCKUM M MPAKTUYHUM MIPOYYaBambEM KOJIEKTUBHHUX HICHTH-
TeTa y My3HIH, HOCEOHO HAIIMOHATN3MAa U eTHHIUTETa. AyTOp je MoHOTrpaduje
0 KOMIIO3UTOPY U KIbIKEeBHUKY MuneHky [layHoBuhy, Kao 1 ONCEXHUX CTyIH-
ja'y Kksusu Acnexmu epuxe u cpncke mysuke (yp. Katy Romanou). bbean Tek-
CTOBM 00jaBJbHBaHU Cy Ha CPIICKOM, EHIJIECKOM, ()PAHILyCKOM M 'PUKOM jE3UKY,
a Mehy muMa cy Ilpoyuasarwe cpncke my3uxe usmelly 0ea ceemcka pama: 00
MeoPUjcKo-mMemoo0IouKo2 NIYypamusma 00 uHmezpaine Mmy3uuke ucmopuje;
Cmesan Cmojanosuh Mokparay u acnekmu emHuyumema u HAYUOHANUIMA,
Konexmuenu uoenmumemu u my3uka.

BILJANA MILANOVIC, musicologist, research-assistant at the Institute
of Musicology, Belgrade. The main fields of her interest include the Serbian
musical heritage of the first half of the twentieth century, musical-dramatic
works, and the aspects of musical Modernism in different cultural and
interdisciplinary contexts. Recently she has become dedicated to the music of
the Balkans within the framework of cultural studies and postcolonial critique as
well as to the theoretical and practical aspects of collective identities, especially
of nationalism and ethnicity, and their articulation through music. She is the
author of a monograph about the composer and writer Milenko Paunovi¢ as well
as a collaborator in the book Aspects of Greek and Serbian Music (ed. Katy
Romanou). Her articles are published in Serbian, English, French and Greek.
Among her studies are: Studyng Serbian Music between the Two World Wars:
from Theoretical-Methodological Pluralism to Integral Music History; Stevan
Stojanovi¢ Mokranjac et les aspects de [’ethnicité et du nationalisme; Music and
Collective Identities.

CO®UJA KOHTOCH, nujanncTkuma U My3HUKOJIOT, poljeHa je y ATHHH.
Juriomupana je kinaBup Ha YMeTHHUKOj akagemuju Deophe Enecky (Jamm, Py-
MyHHja) M yCaBpllaBaja ce Ha MajCTOPCKHM KypceBmMa kon M. [emoce, X.
Jlejrpada u I1. Bonme. 3a cobom nma 6pojue koruepte (I'puka, Pymynnja, Ura-
mja, [lnaruja, Hemauka, Ayctpuja), Kao ¥ TpajHE 3ByYHE 3aIIICEe OCTBapeHE 3a
mporpame paguja u Tenesmsmje y ['pukoj u Pymynunju. Ha Yausepsurery y Atu-
HU pagu noktopat nocsehen mysunu JI. 3opaca (mentop K. Pomany). Mcrope-
MEHO je M JOKTOpPaHT YHuBep3urera D. EHecky, Kao CTUIEHANCTa PyMYyHCKOT
MunucrapcTBa nipocsere. thenu pamoBu Hajuemihie ¢y mocBehienu rpukoj Kia-
BUpckoj My3unm (Hip. ‘La musique grecque pour piano seul/ Quelques proposi-
tions de répertoire’, Pianistes du XX° siécle: critique, pédagogie, interprétation
(Ed. Danicle Pistone), Paris, 2007). Ox 1996. pagu kao mpodecop kiaBupa.
Unan je YupasHor onbopa Apxusa Jleonunac 3opac.

SOFIA KONTOSSI, pianist and musicologist, born in Athens, graduated in
piano at the Academia de Arte George Enescu in Jasium, Romania. She has
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taken part in many master classes (with M. Deschaussées, H. Leygraf, P.
Volpe), given concerts in Greece, Romania, Italy, Spain, Germany, and Austria,
and recorded for the radio and television in Greece and Romania. Since 2003
she has been a candidate for a Ph. D. at the University of Athens, studying the
music of L. Zoras (supervisor K. Romanou) as well as for a Ph. D at the Univer-
sity G. Enescu for which she was granted a scholarship by the Romanian Minis-
try of Education. Her studies are mostly dedicated to Greek piano music (e.g.
‘La musique grecque pour piano seul/ Quelques propositions de répertoire’ at
Pianistes du XX siécle: critique, pédagogie, interprétation (Ed. Daniéle Pistone,
Paris, 2007). She has been a piano teacher since 1996 as well as a member of
Leonidas Zoras Archive Directory Committee.

JAHUC BEJIOHUC, npodecop Ha Onesbemy 3a HOIKIOP U TPaAUIHOHAI-
Hy My3uKy TexHosomkor yHuep3urera y Enmpy (Apta), aumimomupao je Ha
Opcexy 3a My3uuke crynuje YHuBep3urera y Atuau (1998) rae je onbpanuno u
nokropat (Kamepra myzuxa Manonuca Kanomupuca, 2004). KoocHuBau je u
KOYpeIHUK My3uKonomkor daconuca Polyphonia (ox 2002). Y capanmu ca u3-
nmaBaukoM kyhom ®@ummmoc Hakac, on 2004. mpeayseo je 00jaBbHBamke jeIHOT
Jlena opkectapckux kommnosunuja Janmca A. Ilamajoanya. Toxom 2005-2006.
OmO je aHTa)XOBaH y OKBHPY HAY4HOT MpojexTa Cpncka u epuxa mysuxa. Komna-
pamueHa npoyuasarsa, pearr30BaHOr HoA pykoBoiucTBoM Kern Pomany. Ak-
TUBHO y4YeCTBYje Ha MeljyHapOoIHHM MYy3HKOJIOIIKUM CKynoBuma. Pasnose je no
caja 00jaBJbMBA0 y TPUKMM HAyYHUM YacOMKUCHUMA, a IHCA0 je U HOBHHCKE
4JlaHKe, Kao ¥ KOMeHTape 3a nporpame KoHneprre nBopane y ATHHU.

YANNIS BELONIS, professor in the Department of Folk and Traditional
Music at the Technological University of Epirus (Arta), graduated from the De-
partment of Musical Studies at the University of Athens (1998) where he re-
ceived his Ph.D. (The Chamber Music of Manolis Kalomiris, 2004). He is co-
founder and co-editor of the musicological journal Polyphonia (from 2002).
Since 2004, in collaboration with the publishing house Philippos Nakas, he has
undertaken the editing of part of the orchestral works of the composer Yannis A.
Papaioannou. In 2005-2006, Belonis was engaged in the scholarly programme
Serbian and Greek Music. A Comparative Research, under the scientific super-
vision of Katy Romanou. The main subject of his studies is the music of Greek
National School of composers. He has actively participated in international
musicological conferences and his articles have been published in Greek scien-
tific journals as well as in newspapers and in program notes of the Athens Con-
cert Hall.

KETU (EKATEPHI) POMAHY, Banpenuu npodecop My3uKOJIOTHje Ha
Karenpu 3a my3uxy ®@unozodcekor dakynrera y ATHHH, Maructpupaia je 1974.
roauHe Ha Yuusepsutery Uunujana y baymunrrony (CAJl), a moxropupana
1993. ronune Ha YHUBep3uTeTY y ATHHH. buiia je Jyroroauimsy My3HYKH KpH-
THYap aTHHCKOT aHeBHHMKAa Kamumepunu (1974-1986), yjemHo m mpenaBau
HCTOpHje My3HKe Ha KoH3epBaTopujuMa y Atuan, Kanamatu u Bonocy. lled je
TPYKOT TUMA U yPETHHK 3a TEKCTOBE HA I'PUKOM je3uKy y Pempocnexmusnom
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unoexcy 3a my3uuxy nepuoouxy 00 1800. oo 1950. (Retrospective Index to Mu-
sic Periodicals, 1800—1950) n unan ypemHumnTBa yacomuca Mysukonozuja M
IHonugonuja. lopen OpojHUX WiaHaKa y YacONMMCHMa, MOTJIaBJba y 300pHULIIIMA
W OJIpSIIHUIIA Y CHIMKJIONEIrjamMa, 00jaBria je HEKOJIMKO KEUTa Ha TPUYKOM je-
3uKy: Jlymajyha nayuonanuwa mysuxa 1901-1912, y nBa toma (AtuHa 1996),
Hcmopuja nosoepuxe ymemnuuke mysuxe (Atuna 2000), Mysuuka oubiuomexa
Kpcroe Quaxapmonujcrkoe opyuwmea (Atuna 2004) u [ puka ymemuuuka my3u-
Ka caspemeroz 0oba (Atmaa 2000). YpenHura je Tpoje3smgHOr 300pHHUKA IO
Ha3UBOM Acnekmu epuke u cpncke my3suxe (Atuna 2007).

KATY (EKATERINI) ROMANOU is a musicologist working in Athens,
Greece. She was music critic of the daily He Kathemerine (1974-1986) and
taught in various music conservatories in Athens, Argos, Kalamata and Volos.
Since 1993 she is in the faculty of the Music Department of the University of
Athens. Katy Romanou is head of the Greek team and associate editor for the
Greek language in RIPM (Répertoire International de la Presse Musicale / Ret-
rospective Index to Music Periodicals, 1800—-1950) and member of the editorial
boards of the Greek periodicals Musicologia and Polyphonia. She is the author
of many articles and chapters (in Greek and foreign periodicals and collective
editions) and the books (in Greek language): Wandering National Music. 1901—
1912, 2 volumes, (Cultura: Athens, 1996), History of Neohellenic Art Music
(Cultura: Athens, 2000), Greek music in the Olympic Games and the Olympiads
(1858—1896) (Ministry of Culture/Cultura: Athens 2004), The music library of
Corfu’s Philharmonic Society (Cultura: Athens 2004) and Greek Art Music in
Modern Times (Cultura: Athens 2006). She is the editor of a trilingual collective
edition entitled Aspects of Greek and Serbian Music (Orpheus: Athens 2007).

KOCTAC ITATTAPUT'OITYJIOC npenaje My3UKy U My3U4KY TEXHOJIOTH]Y.
Ha Opespery 3a My3udke CTyAHje ATHHCKOT YHUBEP3UTETA, 0] MEHTOPCTBOM
npod. Exarepunn Pomany, e TOKTOPCKY Te3y 3anaonu u ucmoyHu npucmy-
nu aneamopuyu y myzuyu Januca Kcenaxuca u [lona Kejua y oeyenuju 1950—
1960. Crynupao je Ha Oxcexy 3a My3uky YHusepsurera [lapus VIII, rue je cre-
kao qumutomy (Licence) 3a pax Komnjymepcku acucmupana KoOMnosuyuja v cTe-
ne” marucrpa (Maitrise) 3a pax @opmaruzayuje y mysuyu Januca Kcenakuca.
Y4ecTBOBao je Ha MelyHapOJHHM MY3HKOJOIIKMM KOHIpecHMa, a 00jaBHo je,
MIOpE]] OCTAJIOT: ,,3alMaHI W UCTOYHH IIPUCTYNHN ajeaTopuiy y My3unn Kcena-
kuca u Kejira. Tese u konTparesze (300pHHK pagoBa ca Me)yHapOIHOT HAyYHOT
ckyma o Jaancy Kcenakucy, Atuna, maj, 2005) u ,,Kcenaknc u myT xa yHUBEp-
samHOM™ (Ilonugponuja, 12, Atuna, 2008).

KOSTAS PAPARRIGOPOULOS teaches music and music technology. He
is a PhD candidate in the Department of Musical Studies at the University of
Athens, with the thesis subject Western and Eastern Approach of Chance in the
Music of lannis Xenakis and John Cage in the Decades 1950-1960, under the
supervision of Ekaterini Romanou. He studied at the Music Department of the
University Paris VIII and he acquired the Licence degree in Computer Assisted
Composition and the Maitrise degree with the thesis subject The Formalisations
in the Music of lannis Xenakisi. He has participated in international musicologi-
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cal congresses and his publications include: ‘Western and Eastern Approach of
Chance in the Music of Xenakis and Cage. Theses and Contra-theses’ in Pro-
ceedings of International Symposium lannis Xenakis, (Athens, May 2005), and
‘Xenakis and the Passage towards Universalism’ (Polyphonia, 12, Athens, 2008).

HUKOC IIYJIAKUC, my3uKkoor, TOKTOPAHT je U3 eTHOMY3UKOJIOTHje Ha
My3uukoMm (pakynreTy ATHHCKOT yHHUBep3uTeTa. berosa mucepramuja odpahyje
TpuKy GUIMCKY MY3HKY W3 IIe3ZeceThx rogiuaa XX Beka. baBu ce M KOMIIOHO-
BambEM, a HACTYIA U Kao n3Bolad Ha XapMOHMIM. My3HKY je peaaBao y ApKas-
HUM M [IPUBATHUM IlKOJaMa, Takohe 1 Ha Opceky 3a HapOAHY U TPaAUIHOHAI-
Hy My3uKy TexHojolkor yHuBep3uteTy y Enupy (eTHOMy3uKOJIOTHjY, BHIM-
CKy MY3UKY, eTHOrpapcku GpuiIM U MyJITHMEIUjajlHe My3H4Ke CTyIuje). YKIbY-
YeH je y pa3In4uTe MY3UKOJIOIIKE W MPOjeKTe U3 00JIACTH MY3MYKOI H3J1aBa-
mrBa. O0jaBHO je WiIaHKe U IOIJIaBJba Y MOHOTpadujaMa y Be3! C aHTPOTIOJIOTH-
joM punmcke mysuke. Kommosumuje cy My usBolere y ['pukoj u HHOCTpaHCTBY.
CapanHuk je ATHHCKOT yHHBep3uTeTa U Qonnanuja ,,IIpomontuc” u ,,Cacaxa-
Ba“. UnaH je ypehuBaukor omd60opa My3HKOJIOIIKOT Yacomuca ,,[lomuporuja“ u
Mel)yHapoaHOT HCTpaXXHBAYKOT TUMA 3a My3HKYy W Meauje. EnekrpoHcka aape-
ca: npoulaki@music.uoa.gr.

NICK POULAKIS is a musicologist and a PhD candidate on ethnomusi-
cology at the Faculty of Music Studies at the University of Athens. His thesis is
about music in Greek cinema of the 1960's. He is also a composer and accordion
player. He has worked as a music teacher in public and private schools and as a
special research scientist on ethnomusicology, popular film music, ethnographic
film and musical multimedia at the Department of Popular and Traditional Mu-
sic at the Technological University of Epirus (Arta). He has been involved in
various musicological research and music-editing projects. He has published
articles and book chapters about the anthropology of film music. His composi-
tions have been performed in Greece and abroad. He is a fellow of the Univer-
sity of Athens, the Propontis Foundation and the Sasakawa Foundation and a
member of the editorial group of the musicological journal Polyphonia and the
International Music and Media Research Group. E-mail: npoulaki@music.uoa.gr.

MEJINTA MUWUJIVH je Bumu HaydyHU capaJHUK My3UKOJIOUIKOT WHCTHUTY-
ta CAHY. lutnomupana je u Maructpupana Ha QakynaTeTy My3WdKe YMETHO-
cti y beorpany, a noxropupana xa ®unozodckom daxynrery y Jbydreanu. [Tu-
IIIE€ O CPICKOj My3uI XX BeKa y €BPOICKOM KOHTEKCTY, Ca OCEOHUM aKIIEH-
ToM Ha onycy Jbyouiie Mapuh. buia je uian meljyHapoHOT MpojeKTa o Mpernu-
CcKaMa My3Hu4apa Ha 4ddjeM je derny ouo npod. Xeamyt Jloc u3 Jlajormra, a caga
je WiaH MCTOT THMa KOjH MoIymana 0a3y 1nojaTaka o My3udapuma Cpeime 1 uc-
toune EBpone. 3ajenno ca npo¢. Exarepunu Pomany pykoBoamia je rpuko-
CPIICKMM HPOjEKTOM O CPIICKOj M T'PUKOj yMEeTHHYKO] My3uim. CapanHuna je He-
KOJIUKO CPIICKMX M MeljyHapoJgHMX eHuukioneauja. buna je rimaBHU ypeaHUK
IpBUX T OpojeBa yaconmca Mysuxonozuja. Baxuunju panosu: Tpaduyuonanto
u HOBO y cpnckoj myzuyu nocie [pyeoe ceemckoe pama (1945—65); Tunonoeuja
CpNCKo2 My3uuKo-cyenckoe cmeapanawmea XX eexa; Ilpescusemu ca 38yyuma
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— ucmouna Eepona nocae npeokpema 1989; Mysuxonoeuja u cecmpuncke ou-
cyunaume oanac; Cmapa cpncka ypKeeHa My3uxa y 0enuma CaspemMerux KoMno-
sumopa;, Moeja o cpnckoj nayuonannoj myzuyu y 20. gexy; ,, [Ipedauxo cehiarve
y Ooenuma Jbyouye Mapuh.

MELITA MILIN is senior researcher at the Institute of Musicology in Bel-
grade. She finished her studies in musicology at the Faculty of music in Bel-
grade, where she also obtained her M.A. degree. She received her PhD degree
from the Faculty of Philosophy in Ljubljana. Her main research area is twentieth
century Serbian music in European context, with emphasis on the output of Lju-
bica Mari¢. She was member of two international projects organised by Prof.
Helmut Loos from Leipzig University (on musicians' correspondences and on
migrating composers of central and eastern Europe). M. Milin was also head of
the Serbian team of the project on Serbian and Greek art music (the head of the
Greek team was Ekaterini Romanou). She was editor-in-chief of the first five
issues of the journal Musicology. Her works include: The Traditional and the
New in Serbian Music after World War II (1945—65); A Typology of 20th-cen-
tury Serbian Compositions for the Musical Stage; Surviving with Sounds — East-
ern Europe after the Turn 1989; Musicology and Sister Disciplines Today; Old
Serbian Church Music in the Works of Contemporary Composer; The Idea of
Serbian National Music in the 20th Century; “Ancestral Memories” in the
Works of Ljubica Maric.

BECHA TEHO, my3ukonor, HcTpakuBau-capagHUK y My3HKOJIOMKOM
nactutyTy CAHY. nmiomupana je Ha @akynreTy My3udke ymetHocTH y beo-
rpaxy, MarucTpupaia Ha Akagemuju ymerHoctn y HoBom Cany, a moxTopupaina
Ha @unozodpckom dakynrery y beorpamy. LipkBeHo mojame, BU3aHTHjCKY My-
3UYKY TEOPH]y M HOTalMjy yuuia je y ['pukoj rie je cTeksa u npakTuiHa 1ojad-
Ka UCKYCTBa Ca PEHOMHPAaHUM IPYKHM MOjuUMa. Y 00JaCTH BU3aHTOJIOLIKE MY-
3MKOJIOTHj€ ycaBplllaBaja ce kKao crurnenaucra Anekcannap Onasuc u Enenn
Haky donnanuje y Conyny, Atnau u Konenxareny. ['nmaBHa obnact meHOTr J10-
caJlallllber NCTPAKUBAA JeCTE IPABOCIABHO LPKBEHO I0jahe HOTHPAHO METO-
JIMHUJCKUM M HEYMCKHM ITMCMOM, Kao M NMOCTBHM3aHTHjCKa MOjadyka TPaauIija
cadyBaHa y TPUKUM M XMJIAHAAPCKUM pyKonucuma. Y Tocieme Bpeme 0aBu ce
MIPOYYaBamkbEM II0jaYKHX PYKOITHCA Y CPIICKAM PYKONHMCHHUM PH3HUIIAMA W CPII-
CKE CPel-OBEKOBHE JINTYPIHUKE M M0jadyKe Mpakce. PyKoBoIM )KEHCKUM XOpOM
Cgera Kacujana ca kojuM je CHUMMIIA JBa KOMITaKT J¥CKa. 3HaYajHUjE CTyIHje:
IIpasocnasno ypkeeno nojarwe na bankany y 19. 6exy — na npumepuma cpncke u
2puke mpaduyuje (MarucTapcka tesa), M3 xuianoapcke nojauke pustuye — Bu-
xenmuje Xunanoapay (MoHOTpadHja ca KOMIIAKT AUCKOM), XulaHOapcKo ypKee-
Ho nojare 19. 6exa y okeupy ceemozopcke nojauxe mpaouyuje, Tpaouyuonanno
U MOOEpHO y YPKEEHO] My3uyu — o21ed 0 KaHoHy u uneenmusnocmu, Kaxo cy
CPNCKU ROjYU Y HOBUjO] ucmopuju yuuiu oa nojy, O ypkeeHom nojary uz Xuniam-
oapckoe munuxa, Ilojauku 360pHuyu y Cpnckum pyKonucHum pusnuyama oo XV
0o XIX gexka.

VESNA PENO, musicologist, research-assistant at the Institute of Musi-
cology in Belgrade. She studied in Belgrade and obtained her M.A. at the Fac-
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ulty of Arts in Novi Sad and PhD at the Faculty of Philosophy in Belgrade. She
studied church chant, Byzantine music theory and notation in Greece and gained
practical chant experience with renowned Greek chanters. As a scholar of the
Alexander Onasses and Eleni Nakou Foundations she did research in Thessalo-
nica, Athens and Copenhagen. Her specialties include Orthodox church chant
notated in European and neumatic notations as well as post-Byzantine chanting
tradition in Greek and Hilandar manuscripts. Recently, she has written about
chant manuscripts collected in Serbian libraries and Serbian medieval liturgical
and chant practice. She leads the female choir Saint Kassiane. Her publications
include: Orthodox Church Chanting in the Balkans in the 19" Century — ac-
cording to Examples from the Serbian and Greek traditions (MA thesis), From
the Hilandar Chant Treasury — Vikentije from Hilandar (book with a compact
disc), Hilandar Church Chant in 19" Century in the Frame of Mount Athos Mu-
sic Tradition, How Have Serbian Chanters Learned to Chant in Recent History,
Church Chanting in the Hilandar Typikon — An Attempt to Reconstruct the
Chanting Practice in the 12" Century Hilandar, The Chanting Collections in the
Serbian Manuscript Treasures from the 15" to the 19" Centuries.

PUCTO ITEKA ITEHAHEH je uctpaxnBad-capagauk y JpymTBy 3a BHCO-
Ke CTyauje y XeICHHKH]y, ETHOMY3HUKOJIOT U ICTOpHYAp Heja, CIeHjaIncTa 3a
Oankancke cryauje. JJokropupao je Ha Yuusepsutery Tammnepe (Puncka). buo
je crunenaucra Oonganuje ,,Anekcanaep ¢pon Xymoont*, Ha Omceky 3a My3u-
konorujy YHuBep3urera ['eopra-Ayrycra y ['erunreny (Hemauka). Takohe, Ouo
je ucrpaxusau y Illkonu 3a opujentanHe u adppuuke cryauje JlonmoHckor yHu-
Bep3utera. M3Bohau Ha rynaukum mHcTpymeHTHMa, P. I1. [lenanen je monan
KOMITO3MTOP MY3HKE 3a MaH/IOJHHY M LIeHhEeH MajcTop KynnHapcrBa. O6jaBuo je
pazoBe O PasHOBPCHUM MY3WYKHM CTHJIOBHMa balkaHCKMX 3eMasba, MOoceOHO
I'puxe, Byrapcke u bocHe, Takohe o auckorpaduju, 3By9HO] HHIYCTPHjH, KAO H
0 MY3WYKHM KaHOHHMa banmkanckor momyoctpBa. TpeHYTHO paan Ha HCTPaXKH-
Ba4KOM IIpOjeKTy Kononujanne penpesenmayuje u OUCYUNIuHAa: mMy3uKa u oupo-
Kpamuja mokom pazoobma aycmpoyeapcke enradasune (1878—1918) y Bocuu u
Xepyezosunu.

RISTO PEKKA PENANNEN is a research fellow at Helsinki Collegium
for Advanced Studies. He is an ethnomusicologist and historian of ideas spe-
cialising in the Balkans. Pennanen received his Ph.D. from University of Tam-
pere, Finland, and has been an Alexander von Humboldt Research Fellow at the
Department of Musicology at Georg-August-University in Gottingen, Germany
and a research associate at the School of Oriental and African Studies (SOAS),
University of London. A string instrument player, Risto Pekka Pennanen is a
productive composer of mandolin music and an accomplished cook. He has
published articles on various Balkan musical styles, especially those of Greece,
Bulgaria and Bosnia, and on discography, recording industry and the canons of
music history in the peninsula. His current research project is called Colonial
Representations and Discipline: Music and Bureaucracy during the Period of
Austro-Hungarian Rule (1878—1918) in Bosnia-Herzegovina.
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HAJIEXJIA MOCYCOBA je HayuHH caBETHUK My3HKOJIOIIKOT HHCTHTY-
ta CAHY un npodecop Pakynrera My3ndke yMETHOCTH, Y TEH3UjH. 3aBpIIniIa
je crynuje xomnosunuje Ha My3uukoj akagemuju y beorpany, a mokropar u3
MY3HKOJIOTHje on0paHwIa Ha YHuBep3utery y JbyOspanu. ['1aBHe Teme meHe
JIeaTHOCTH jecy cinenehe: aHamm3a My3HYKOT HAaIlMOHAIN3MAa M POMAaHTH3MA Y
cprickoj (crymuje o C. Moxkpamity, I1. Komosuhy n C. Xpuctuhy) u y My3uukoj
KyJITypH APYTUX CIOBEHCKMX Hapoxa (Hamwmcu o M. Mycoprckom u U. Crpa-
BHHCKOM), UCTOpHja U ecTeTuka omepe u Oanera XIX u XX Beka (pamoBu o Je-
nmuMa 3a cueHy M. Munojesuha, J. CnaBenckor, C. Pajiuuunha, pyckux pomaHTu-
gapa, /[. locrakosmua u P. [llyenpuHa), Ka0 U JONPHHOC PyCKEe EMHTPAIH]je
My3HIH U o3opHTy y EBponn u nBema Amepukama (HU3 wiaHaka o Pyckom
OasieTy W HBEroBUM yTHIAjuMa). PesynraTe MCTpakuBama MpHKa3aia je Ha My-
3WKOJIONIKMM W TEaTpPOJIOIIKMM KOH(EpeHIMjaMa W KOHIpecHMa y 3eMJbU U
nHocTpaHcTBy. CapasHuK je Bume AoMahMX W CTpaHUX YacoIlMca, EHIMKJIIONe-
Ivja ¥ 300pHUKa, Kao 1 Onepckoe nexcukona (beorpan, 2008, yp. Fopnan [pa-
rosuh). Koopaunatop je mpojekra ,,CaBpemeHa cpricka my3uuka cueHa™ (CA-
HY). Unan je Yapyxema KoMIo3uTopa U My3ndknx mucana Cpouje, mehyHa-
pomHEX npymraBa ,Jleom Jamauek“, ,@epmuHann ['omzer* (IlIBajmapcka) u
,wApymrea ucropudapa urpe” (CAD). Takohe, uman je mel)yHapoxHor *xupuja
3a Harpaxy Hmwxuacku (Popym 3a urpy, MoHaKo), IpeACeaHNK je U3BPIIHOT
onbopa Casera 3a urpy Cpbuje u 4iaH U3BpIIHOT o100pa MehyHnapoaHor case-
ta 3a urpy YHECKO-a (®panimycka/I'puka). Agpeca: MIHTepHAIMOHAIHUX OpuU-
rama 76. 11 000 Beorpan, Cpb6wuja, e-mail: Djordje.Zlokovic@sanu.ac.yu

NADEZDA MOSUSOVA, musicologist and composer, scientific advisor
of the Musicological institute SANU and professor of music history at the Fac-
ulty of Music (now in retirement), finished her studies and made her career in
Belgrade, obtaining her PhD at the Ljubljana University. The main fields of her
research include music in Serbia and other Slavonic countries (musical nation-
alism), opera and ballet of the 19th and 20th centuries, impact of Russian emi-
gration on the music and theatre in Europe and both Americas. As a composer
she wrote mainly chamber music. She is author of monographs on Serbian com-
posers, numerous studies concerning analysis and aesthetics of the musical
stage, participant of many theatrical and musicological congresses at home and
abroad, collaborator of opera and ballet encyclopedias, member of domestic and
foreign societies as Union of Serbian Composers in Belgrade, “Leos Janacek
Society” and “Society Ferdinand Gonseth” (Switzerland), “Society of Dance
History Scholars” (USA) and CID-UNESCO (Paris-Athens). Coordinator of the
Project “Contemporary Serbian musical scene of SASA” (Serbian Academy of
Sciences and Arts) and former member of the Jury for Monaco Nijinsky Dance
Award in Monte Carlo. Adress: Internacionalnih brigada 76, 11000 Belgrade,
Serbia, e-mail: Djordje.Zlokovic@sanu.ac.yu

JPATAHA CTOJAHOBWh-HOBUYNWR aummomupana je, Marucrpupaia u
JIOKTOpHupaia My3ukoiornjy Ha ®MY y beorpany. buna je med Karenpe 3a my3u-
KOJIOTHjy ¥ €THOMY3UKOJIOTH]y; cana je med Onceka 3a My3HKOJOTHjy. AyTop je
MoHorpadwuja o Bepmujy (2002) u IBoprkaky (2004) u xmure Obrayu u 38yyu ca-
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epemene mysuxe (2007). YuecTBOBasIA je Ha TPUICCET HAIMOHATHUX M Mel)yHapo-
HHX CHMITIO3HMjyMa U IITaMIIala CTyIuje y YaconucuMa U 300pHuImMa pagosa. Kpe-
upana je npamoiner Cpncka my3uxa usmely 08a ceemcka pama: 00 mpaouyuoHa-
Ho2 00 modeproe (2001) u mepdopmanc Pean-npuua o coy-mysuyu (2005). Hacry-
Naya je Kao MjaHiCTKIba m3Boaehn u aena [lona Kejiia 3a npenapupanu KiaBup.
MunncrapeTBo Hayke PenyOmmke CpOuje momemnio joj je Harpaay Kao jeIHOM Of
Haj00JBHX MIIaIUX JOKTOpa Hayka (2002) u cTHIeHAHW]Y 32 IIOCTIOKTOPCKO YCaBp-
mraBame y nHocTpaHcTBy (2008). bra je crumeHmcTkumba YHUBEp3UTETa YMETHO-
ctu y beorpany, PermyOmiuke onmarmje 3a pa3poj HayqIHOT ¥ TEXHUYKOT TIOAMIIAT-
Ka ¥ Jo0uTHHUIA rpanTa mBajuapcke Donnarwje ,,[layn 3axep™ y bazery (2006/7).
Kao roctyjyhun mpodecop 6opapuna je Ha konenry bapsa y mpxasu hyjopk, CAJL
(2008). E-mail: drasnovi@gmail.com

DRAGANA STOJANOVIC-NOVICIC received her B.A., M.A. and Ph.D.
in musicology from the School of Music in Belgrade, Serbia. She was head of
the Department of Musicology and Ethnomusicology, and is now principal of
the Department of Musicology. She has written monographs on Verdi (2002)
and Dvotak (2004), as well as a book Clouds and Sounds of Contemporary Mu-
sic (2007). She has participated in thirty conferences, published articles in
magazines and collections of papers, and created a lecture-performance ‘Serbian
Music between Two World Wars: from Traditional to Modern’ (2001) and a
performance ‘The real-Story of Soc(realistic) Music’ (2005). Periodically she
has been active as a pianist, performing, among other works, Cage’s composi-
tions for prepared piano. She received a special award from the Ministry of Sci-
ence of the Republic of Serbia as one of the best young Ph.D.’s (2002), and re-
ceived a scholarship for postdoctoral research abroad (2008). She received
scholarships from the University of Arts in Belgrade, the Republic Foundation
for Development of Scientific and Technical Youth in Serbia, and the Paul Sa-
cher Stiftung in Basel (2006/7). She was a visiting scholar at Bard College, New
Zork, U.S.A. (2008). E-mail: drasnovi@gmail.com

AJIEKCAHJIAP BACHUh, My3UKONOT U My3UYKH KpUTHYAp, UCTPAKUBAY-
capanHuK y MysukonomkoM naectutyty CAHY. I'maBHO moapydje meroBor Ha-
YYHOMCTPAXHMBAYKOT paja jecTe HCTOpHja CPIICKe My3HKorpaduje U MepruoanKe
XIX u npBe monmopuHe XX Beka. AyTop je BUIIIE CTyIUja U pacupasa, Mehy ko-
juma cy: Bojucnag Byuxosuhi y ,,Cpnckom krudcesnom enacuuky ‘', Ilonoocaj
asaneapoe y Cpnckoj My3uuKkoj Kpumuyu u ecejucmuyu npee nonogune XX gexa,
Caspemena mysuuxa ucmopuozpaduja u npooiemu Memoooiouikoz npucmyna,
,, Cpncku Krudice6HU 21acHuK ** u no/beka ymemuuuka mysuxa, Ilpobnem nayuo-
Hannoe cmuna y nanucuma Munoja Munojesuha v np. buo je diaH uctpaxupad-
KOT' THMa Ha TPYKO-CPIICKOM HaY4YHOM NpojekTy Hosoepuka u cpncka ymemuuuy-
KA My3UKa. OCHOBHA UCTNPAXCUSAIbA 3A YNOPeOHy cmyoujy (KmuUra o0jaBJbeHa
2007. y Atunm). buo je xocenekTop M ypeiHHK 3a KJIAaCH4HY MY3UKY y Owo-
rpadckom nexcukony Ko je ko y Cpouju 1995. n Ko je ko y Cpouju 1996. Capa-
hyje ma Cpnckom buoepaghckom peunuxy u Ha Cpnckoj enyuxioneouju. I'onuae
2004. onbOpanno je Ha DmonomkoMm ¢akynTery beorpaickor yHUBEp3HTETa
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MAarucTapcky te3y Jlumepamypa o myzuyu y ,, Cpnckom KrUudcesHOM 2laCHUKY
1901-1941.

ALEKSANDAR VASIC, M. A., musicologist and music critic, researcher
at the Institute of Musicology of the Serbian Academy of Sciences and Arts.
The main field of his research is the history of Serbian musical criticism and
periodicals of the XIX™ and the first half of the XX™ century. He is the author of
numerous studies and articles in musicological and philological reviews and
other publications: Vojislav Vuckovi¢ in the “Serbian Literary Magazine”,
“Serbian Literary Magazine” and Avantgarde Music, Contemporary Musical
Historiography and the Problems of the Methodological Approach, “Serbian
Literary Magazine” and Polish Art Music. The Problem of the ‘National Style’
in the Writings of Miloje Milojievi¢ etc. He was a member of the team which
worked on the Greek—Serbian project Greek and Serbian Art Music: Basic Re-
search for a Comparative Study (book published in Athens, 2007). He was the
co-selector and editor for music in the lexicon Who is Who in Serbia in 1995.
and Who is Who in Serbia in 1996. He collaborates on the Serbian Dictionary of
National Biography, also on The Serbian Encyclopedia. A. Vasi¢ obtained his
M. A. degree in 2004. in the Department for Comparative Literature and Theory
of Literature of the Faculty of Philology, Belgrade University; the title of the
thesis: Music Texts in the “Serbian Literary Magazine” 1901-1941.

JEJIEHA JOBAHOBUh, eTHOMY3HKOIOT, UCTpaKUBad-capagHuK y My3u-
kojomkoM uHCTUTYTY CAHY. [lumie o cprckoM TpaaulMOHAIHOM CEOCKOM Iie-
Bamby, MIPBEHCTBEHO HA OCHOBY COIICTBEHMX TEPEHCKHX HCTPaKHBama y ILIEH-
tpanHoj Cpouju (Illymanuju) u y pymyHckom banaty, kao U 0 TOKOBHMa 0XKH-
BJbaBama TpamulmoHamHe Mys3uke y CpOuju. Baxumju pagoBu: Cmapumucke
csadbene necme u oouuaju y I oprwoj Jacenuyu (v Llymaouju) (beorpax 2002), ca
1p Pagmuiom Ilerposuh: ‘Ej, Pyonuue, mu nranuno cmapa — Tpaduyuonanmo ne-
sarve u ceuparbe epyne ,, Lpnyhanxa* (beorpan, ['opmu Munanosar 2003), Myszuy-
ko Hacaehe Cpba, lloxaya u Kapawesaya y Pymynuju (caxkynuo C. JI. Wnuh,
npupenwia J. Josanosuh, Hosu Can 2006), CD [lesauxa u ceupauxa mpaouyu-
Jja T'opre Jacenuye — IlIma ce uyje xkpos 2opy seneny (beorpan 2007), Ilesauko
nacnehe Cpba y I'oprwem banamy y Pymynuju y ceéemiy aymoxmone u npeyseme
My3uuke npaxce (Marucrapcka tesa), The Power of Recently Revitalized Serbian
Rural Folk Songs in Urban Settings, Music Tradition and Music Practice of
Serbs Refugees and IDPs Settled in Belgrade during the 1990s.

JELENA JOVANOVIC, ethnomusicologist, M.A., Research Assistant at
the Institute of Musicology in Belgrade. The main area of her research is Ser-
bian traditional folk singing, based on her own field recordings in Central Serbia
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