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Pey ypenHuua
Editors' Note

I_ JI0BHOM TemoM 6poja 34 yaconuc My3ukosioryja [ONPUHOCK 06enexaBatby nona
Beka of1 kako je npemMuHyo Vrop CrpasuHcku. CTyavije NokprBajy WMPOK CnekTap
npo6eMaTike y Be3un ca BuM Tpuma dasama creapanaiitea CTpaBmHCKor (pycka,
HEOKNACMYHA W CepujaniHa), YKbYYyjyAn 1 yTuuaj v peuenuujy Herosor aena,
KOHKPETHO: KOHTEKCTyam3alwjy ,pyckor nepuoga” y OOHOCY Ha UCTOpW)y pycke
bONKNOPUCTVIKE; HOBM OKBMP 33 HEOKTaCKLM3aM U3 Y Heroe Bee ca XKakom
MapuTeHoM; carnefasarse yrore [liepa CyBUMHCKOT y HacTajarby [ToeTnke my3uke,
HOBY OLieHy eKCTMPeCV BHOCTM Y Ae/iMa CepUjaUiHOT Neproaa; OUCKYCUjy O yTuLajy
(TpaBuHCKOr Ha dpaHLyCKe NociepaTHe KOMMO3WUTOPE; MOTe[ Ha TENECHOCT U Niec
Y HEroBWM 1e/IMMa; Te HOBO BURjerbe AnopHoBe KpuTyike onyca CrpasuHckor. Cryavje
y pyépuumn Varia pesyntatm Cy PasHOMMKWX My3MKOSOLIKMX MCTPXKUBaHba, Of
AHaM3e [ieNna y KOjuMa Ce 1aC TPETMPA HA HETPAAMLMOHATHW HAYVH U3 OMyCa jeHor
CaBpEMEHOr  CPIICKOT  KOMIMO3MTOPa, MPEeKO Mpuiora Koy MoBesyje CTyauje
neppopMaHca M CTyavje My3uyKor CTBApaiallTBa KPO3 aHaNM3y KUHECTETUUKUX
recToBa Ha npumepy BeToBeHOBMX KNaBUPCKUX COHATR, 0 YNaHKa KojW JOMpUHOCK
UCTOPWaTy CPICKE My3WUKE KPUTUKE.
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13 CaBPEMeHe MepCIeKTHUBe

Contemporary Perspectives on
Stravinsky

W ith its Main theme, the journal Musicology No. 34 contributes to the commemo-
ration of the 50th anniversary of Igor Stravinsky's death. The topics cover a wide
range of issues relating to all three phases of Stravinsky's career (the Russian, the
Neoclassical and the Serial), including the impact and reception of his work and, more
specifically, a contextualisation of Stravinsky's Russian output with reference to the
history of Russian folkloristics; a reframing of his Neoclassicism with reference to his
relationship with Jacques Maritain, as well as the role that Pierre Souvtchinsky played in
the composition of the Poetics of Music, a reevaluation of expressiveness in the works
of the serial period; a discussion of the impact of Stravinsky's work on French postwar
composers; a view on the meaning of corporeality and dance in his output; and a
reappraisal of Theodor Adorno’s critique of Stravinsky's work. The Varia section brings
the results of diverse musicological research, starting from the analysis of pieces of a Tomntha-ypennuiia Teme 6poja KaTteprHa JTEBUTY
contemporary Serbian composer who treats the voice in non-traditional ways, followed
by an article that connects performance studies and the study of music through the
analysis of kinesthetic gestures in Beethoven's piano sonatas, and closing with a text

that contributes to the history of Serbian music critique.
% ISSN 1450-9814 % Yaconnc MY3UKONOLWKOI UHCTUTYTA CAHY

CTpaBWHCKM 13 caBpeMeHe TIePCIIeKTIBe
Contemporary Perspectives on Stravinsky

Guest Editor of the Main Theme KATERINA LEVIDOU

&,

Journal of THE INSTITUTE OF MUSICOLOGY SASA




@ s MVKOTOT A
USICOLOGY

CTpaBMHCKHK
N3 CaBpeMeHe IIEPCIIEKTHUBE

Contemporary Perspectives on
Stravinsky

Toutha-ypenuunia Teme 6poja Katepuna JIEBumy

Guest Editor of the Main Theme KATERINA LEVIDOU

Yaconuc MY3UKOJIOLLKOT UHCTUTYTA CAHY
Journal of THE INSTITUTE OF MUSICOLOGY SASA






Mysuxoaoruja
Yaconuc Mysukoaomxor uncruryta CAHY
Musicology
Journal of the Institute of Musicology SASA

34 (1/2023)

TAABHU 1 OATOBOPHU YPEAHMK / EDITOR-IN-CHIEF
Aanka Aajuh Muxajaosuh / Danka Laji¢ Mihajlovi¢

PEAAKIIHJA / EDITORIAL BOARD
Anexcanpap Bacuh, MBana Becuh, Jeaena Josanosuh, VBana Meauh, Busana Muaanosuh, Becna
ITeno, Karapuna Tomamesuh /
Aleksandar Vasi¢, Ivana Vesi¢, Jelena Jovanovi¢, Ivana Medi¢, Biljana Milanovi¢, Vesna Peno, Katarina
Tomasevié¢

CEKPETAP PEAAKILIMJE / EDITORIAL ASSISTANT
Bojana Paposanosuh / Bojana Radovanovi¢

MEBYHAPOAHU YPEBUBAYKU CABET / INTERNATIONAL EDITORIAL COUNCIL
LIum Cemcon (Yjeaumerno Kpanescrso), Aabepr Ban aep CxoyT (Xoaanauja), Japmuaa Fabpujesosa
(Yemxa), Pasuja Cyaranosa (Yjeaumerno Kpasescrso), Aennc Koaurc (Aycrpasuja), Canu6op
ITeran (CaoBennja), 3apako Baasexosuh (CAA), Aejs Buacon (Hosu 3erany), Aannjeaa Ilnupuh
Bepa (Yjeaumeno Kpasescrso), Cerncaas Boxuh (Cpbuja) / Jim Samson (UK), Albert van der
Schoot (The Netherlands), Jarmila Gabrijelova (Czech Republic), Razia Sultanova (UK), Denis
Collins (Australia), Svanibor Pettan (Slovenia), Zdravko Blazekovi¢ (USA), Dave Wilson (New
Zealand), Danijela Spiri¢ Beard (UK), Svetislav Bozi¢ (Serbia)

MysukoAorrja je pelieHSUpaHM HAyYHH YacONMHC y Hu3pamwy Mysukosomkor unctuTyTa CAHY.

TTocseheH je mpoyuaBarmy My3HKe KaO CTETCKOT, KyATYPHOT, HCTOPUjCKOT U APYIITBEHOT peHOMeHa K

HPUMAPHO yCMePeH Ha MY3HKOAOIIKA H eTHOMY3HMKOAOIIKA MCTPpakiBama. Peaakiuja Takole mprxsara

HHTEPANCLIUIIAMHAPHE PAAOBE y urjeM je pOKyCy Mysuka. JacOIuc M3Aa3H ABA ITyTa TOAMIIIbE. YITYTCTBA

3a ayTope MOry ce IpeyseTd oBae: https://muzikologija-musicology.com/index.php/MM/about/
submissions

Musicology is a peer-reviewed journal published by the Institute of Musicology SASA (Belgrade). It is

dedicated to the research of music as an aesthetical, cultural, historical and social phenomenon and pri-

marily focused on musicological and ethnomusicological research. The editorial board also welcomes

music-centred interdisciplinary research. The journal is published semiannually. Instructions for au-

thors can be found on the following address: https://muzikologija-musicology.com/index.php/MM/
about/submissions

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

BEOTPAA 2023.
BELGRADE 2023



OpapHuijame 0p OATOBOPHOCTH / Disclaimer
Capprkaj 06jaBseHIX TEKCTOBA OAPAXKABA HMCKAYIMBO CTABOBE BHUXOBUX AyTOPA. YPEAHHK H PEAAKIIHja
He CHOCe OATOBOPHOCT 33 TAYHOCT M3HETHX ITOAATaKa. EAeKTpOHCKe appece W AMHKOBH Cy TauHH M
AKTHBHH y TPEHYTKy O0jaBsHBama OBe CBECKe. YPEAHHK M PEAAKIHja He OATrOBApajy 3a TPAjHOCT,
TAYHOCT U PUKAAAHOCT AMHKOBAHOT CaApKaja. /
The content of published articles reflects only the individual authors” opinions, and not those of the
editor and the editorial board. Responsibility for the information and views expressed in the articles
therein lies entirely with the author(s). Electronic addresses and links are correct at the moment of the
publication of this volume. The editor and the editorial board are not responsible for the persistence or
accuracy of urls for external or third-party websites referred, and do not guarantee that any content on
such websites is, or will remain, accurate and appropriate.

IIPEBOAMOLIN / TRANSLATORS
Aytopu, Bojara Paposanosuh / Authors, Bojana Radovanovi¢

AEKTOPH 3A EHTAECKU JE3UK / ENGLISH-LANGUAGE EDITING
ViBana Meauh, Jeaena Jankosuh Berym / Ivana Medic, Jelena Jankovi¢ Begus

AEKTOP 3A CPIICKU JE3UK / SERBIAN-LANGUAGE EDITING
Munana Yoma / Miljana Copa

KOPEKTYPA / PROOFREADING
Ivana Medi¢, Munana Yora, Bojana Paposanosuh, Aarka Aajuh Muxajaosuh /
Ivana Medi¢, Miljana Copa, Bojana Radovanovi¢, Danka Laji¢ Mihajlovi¢

AW3AJH Y TEXHUYKA OBPAAA / DESIGN & PREPRESS
Muaas Ilynyt, Bojana Paposanosuh / Milan Suput, Bojana Radovanovié

IITTAMIIA / PRINTED BY
Donat graf, Beorpay / Donat graf, Belgrade

Yacormuc je unpexcupad Ha / The journal is indexed in
doiSerbia, ProQuest, DOAJ, Web of Science, Scopus, ERIH PLUS.

O6jaByuBame dacomrca GpHHAHCHjCKH Cy IOMOTAM MUHHCTapCTBO HAyKe, TEXHOAOIIKOT pa3Boja M
nnoBanuja Perry6anke Cp6uje u Munucrapcrso kyarype Pery6auke Cp6uje. /
The publication of this volume was supported by the Ministry of Science, Technological Development
and Innovation of the Republic of Serbia and Ministry of Culture of the Republic of Serbia.



http://www.doiserbia.nb.rs/journal.aspx?issn=1450-9814
https://www.proquest.com/docview/196756045/EE3768572904494PQ/2
https://doaj.org/toc/2406-0976?source=%7B%22query%22%3A%7B%22bool%22%3A%7B%22must%22%3A%5B%7B%22terms%22%3A%7B%22index.issn.exact%22%3A%5B%221450-9814%22%2C%222406-0976%22%5D%7D%7D%5D%7D%7D%2C%22size%22%3A100%2C%22sort%22%3A%5B%7B%22created_date%22%3A%7B%22order%22%3A%22desc%22%7D%7D%5D%2C%22_source%22%3A%7B%7D%2C%22track_total_hits%22%3Atrue%7D
https://mjl.clarivate.com:/search-results?issn=1450-9814&hide_exact_match_fl=true&utm_source=mjl&utm_medium=share-by-link&utm_campaign=search-results-share-this-journal
https://kanalregister.hkdir.no/publiseringskanaler/erihplus/periodical/info.action?id=490848

CAAPXXAJ / CONTENTS

PEY YPEAHUIIA / EDITORS’ FOREWORD
9-15

TEMA BPOJA / THE MAIN THEME

CTPABMHCKHM 13 CABPEMEHE ITEPCITEKTUBE /
CONTEMPORARY PERSPECTIVES ON STRAVINSKY

Stamatis Zochios
SAKHAROV, KIREEVSKY, AFANASYEV AND OTHERS:
STRAVINSKY IN THE CONTEXT OF RUSSIAN FOLKLORISTICS
Cramaruc 3oxuoc
CaxaroB, KUPEBCKH, AGDAHACJEB U APYTU:
CTPABMHCKHU Y KOHTEKCTY PYCKE ®OAKAOPUCTUKE
19-31

Ivan Moody
STRAVINSKY AND MARITAIN: PHILOSOPHIES OF WORK
HNBan Myan
CTPABUHCKU U MAPUTEH: OUAO30OUJE AEAA
33-43

Katerina Levidou
REVISITING STRAVINSKY’S POETICS OF MUSIC:
THE SOUVTCHINSKY CONNECTION
Karepuna AeBnpay
HoBA TYMAYE®WA ITOETUKE MY3UKE CTPABUHCKOT:
BE3A CA CYBUMHCKUM
45-57



Christoph Flamm
EXPRESSIVENESS IN STRAVINSKY'S LATE WORKS
Kpucrodp ®Paam
EXCIIPECUBHOCT Y KACHUM AEAUMA CTPABUHCKOT
59-68

Edward Campbell
STRAVINSKY AND THE POST-WAR GENERATION IN FRANCE:
ASPECTS OF INFLUENCE
EaBapa Kem6ea
CTPABHUHCKU U TOCAEPATHA TEHEPAITUJA Y OPAHIIYCKO]J:
ACIIEKTH YTHUIIAJA
69-83

Iakovos Steinhauer
CORPOREALITY AND DANCE IN THE MUSIC OF IGOR STRAVINSKY
Jakosoc IlITajaxayep
TEAECHOCT M AEC Y My3ulli UirorA CTPABUHCKOT
85-93

Markos Tsetsos
IpEOLOGY, HUMANNESS, AND VALUE. ON ADORNO’S STRAVINSKY
Mapxoc Llenoc
MAEOAOTUJA, SYACKOCT 1 BPEAHOCT. O AAOPHOBOM CTPABUHCKOM
95-107

VARIA

Bojana Radovanovi¢

“THE Music 1s HIGHLY ECLECTIC, AND IT SHOULD BE APPROACHED
ACCORDINGLY:
VOICE IN JuG MARKOVIC'S COMPOSITIONS

Bojana PapoBanosuh

»OBA MY3UKA JE BUCOKO EKAEKTUYHA U TPEBA JOJ IIPUCTYTIATH
Y CKAAAY C TUM
TAAC Y AEAUMA JYTA MAPKOBUBA
111-131



Marija Dinov
PERFORMATIVE GESTURES IN BEETHOVEN’S PIANO SONATAS
Mapmwuja AnHOB
IIEPOOPMATHUBHU TECTOBH Y BETOBEHOBUM KAABUPCKHUM COHATAMA
133-147

Dina Vojvodi¢ Nikoli¢

PETAR BINGULAC'S MUSIC CRITICISM IN MISAO MAGAZINE:
EvarvuaTions OF SERBIAN CHORAL MUSIC
AND ITS PERFORMERS
Anna Bojsopnh Hukoanah
My3U4KE KPUTUKE [IETPA BUHTYAITA Y YACOTIMCY MHCAO:
BPEAHOBAIBE CPIICKE XOPCKE MY3UKE U (bEHHUX N3BOHAYA
149-166

HAYYHA KPUTUKA U TIOAEMUKA /
SCIENTIFIC REVIEWS AND POLEMICS

Marija Maglov
78 RPM AT HOME:

LocAL PERSPECTIVES ON THE EARLY RECORDING INDUSTRY,
INTERNATIONAL SYMPOSIUM, ACADEMY OF MUSIC, ZAGREB AND ONLINE,
8-11 MARCH 2022.

169-173

Mnsom Bparosuh
RiTA MCALLISTER AND CHRISTINA GUILLAUMIER (EDS.),
RETHINKING PROKOFIEV.
OxFORD AND NEW YORK: OXFORD UNIVERSITY PRESS, 2020.
175-178






PEY YPEAHUILIA

Ob6enexaBame moaa Beka op Kapa je mpemunyo Wrop Crpasuncku (1882-1971)
IIPOTEKAO je Y CeHITH ITaHAECMHje KOBHAR, ITa Ce HAayYHO Pa3MaTpame MOACTAKHYTO TOM
FOAMIIIBULIOM IIPOAYKHAO. Tako ce meMy IPUAPYKyje 1 [1asHa ifiema y HOBOM Opojy
Mysukoaoiuje (34), c Husom cryauja nocsehennx CTpaBUHCKOM, KOje TIOTHYY U3
usrarama Ha CTypujckoM aaHy opraamnzoBaHoM 2021. roaune Ha Opceky 3a My3HuKe
cryamje Harmonaanor u Kanopucrpujacosor yauBepauTeTa y ATHHHU. 3acTyIimeHe
TeMe IIOKPHBajy WIMPOK CIIEKTap MMpoOAeMaTHKe y Be3H Ca CBUM TpuMa ¢daszama
crBapasamrsa CrpaBuHckor (pycka, HEOKAACHYHA U CepHjaAHa), yKaydyjyhu npu
TOMe U IINTamkha eCTeTHKE, KA0 M YTHUIIAja U PeIlelIitje BeroBOT AeAa.

Cramaruc 3oxmoc HM3HOBa OTBapa muTame Be3e CTPaBHHCKOI C PYCKUM
($OAKAOPOM, KOHTEKCTYaAU3yjyhu AeAd OBOT KOMIIO3UTOPA U3 TAKO3BAHOT ,PYCKOI”
IeproAa ¢ pedepeHniaMa Ha HCTOPHjaT pycke QOAKAOPHCTHKE. 30XHOC 3aKmydyje Ad
je CTpaBMHCKH MPaTHO IMyT CBOjUX IpeTxopHuka u3 19. sexa (Taunka u Iletopuna)
y yHOTpebu $pOAKAOPHHUX H3BOPA 32 CBOje KOMITO3HIIHje, AAM, 3a PABAUKY OA IHUX,
HHje KOPHMCTHO CTyAHWje HACTajaA€ y HeroBOM BpEeMEHY; CTOTra, HHje Ce YITyCTHO
Y eKCTeH3UBHY M AyOHHCKy IpeTpary mocrojehux m3Bopa o pyckoM (OAKAOpY,
Beh ce yMecTo TOra 0cAamao Ha MpoOBepeHe UsBope U cTyauje u3 19. Bexa. YaaHak
Msana Myauja ocBeTmaBa pAeo crBapasamTsa CTpaBHHCKOT ¢ pOKYCOM Ha Herosa
AYXOBHA AeAa M3 IIePCIeKTHBE HeroBor nosHabama dpurozoduje JKaka MapuTena,
a y KOHTeKcTy $raosodckux moTpeca y Mehyparnoj Opaniyckoj. Myau obpaha
nocebHy maxsy Ha To Kako CrpaBHHCKE HHTepIperrpa MapureHoBy uaejy homo
faber-a, ,90Bexa-TBOpIA”. FcTOBpEeMeHO, OH He 3aHeMapyje KOMIIO3UTOPOBO PYCKO
IIOPEKAO, 3aKAYIyjyhi Aa Cy AeAa KOja Cy OBAE CAarAeAdBAaHA jEAHAKO yTeMeseHa y
pyckom nopexay CTpaBHHCKOT KaoO M Y BerOBUM HCKycTBHUMaA Ha 3amapy. Karepuna
AeBupy paje HOBH moraep Ha Iloeitiuky mysuxe, a HApPOUUTO HA NUTAEE AOIPHUHOCA
ITjepa Cysumnuckor oBoM mopyxsary. Fbeno wncrpaxusame kpehe ce u3BaH
OYEeKMBAHMX MECTA 32 IOCMATPakbe, OAHOCHO U3BaH IETOT IOTAaBAa (KOje je Harmcao
Cysunncku) u A06po mosHate pedepenne ka upejama CyBUMHCKOT O MY3HIH H
Bpemeny. Ha Taj maunn he Iloeffiuka HHTPUIaHTHO MOCTATH HajMarbe OYEKHMBAHA
maarGopMa 3a Ipe3eHTALHjy B AMCEMHIHALNjy ITO3HIMja IIOBE3aHUX C oapeheHuM
HUTHMA ,eBPOAa3UjCTBA’, PYCKOI eMHUIPAHTCKOT HUHTEAEKTYAAHOT M IIOAHTHIKOT
nokpera, ¢ koju je Cysunrcku 6u0 6ansax. Kprcrop ®aam poxycupao ce Ha kacHO
crBapasamTBo CTPAaBHHCKOT M Pa3MaTpao Ta U3 IIEPCIeKTHBE eKCIIPeCHBHOCTH.
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KoHxpeTHO, 0Baj ayToOp je HCTaKao eKCIIpecHBHe, CeMAHTHUYKe  cCaMopedepeHIfjasHe
AUMeH3Hje ¥ KaCHUM AEAHMa, KOje Ce y IbHMa II0jaBoyjy C HApOYUTOM jacHOhoM
U AAMMMYHO IPOTHBpeue yOoOMdYajeHHM OIleHaMa OBe MY3HMKe KAaO aNCTPaKTHe
U KOHCTPYKTHUBHCTHYKe, a TaKkole 1M3a3MBajy M KOMIIO3UTOpOBe AMuHe m3jae. C
uaankoM EaBapaa Kembeaa ocrajemo y mocaepaTHoM 00y, asu ce Gpokyc momepa
¢ Aeaa CTpaBUHCKOT i0 ce0u HA YTHUIIAj HErOBOT paAd Ha GPAHKOPOHY IIOCAEPATHY
aBaHTappy, opHocHO Ha Iljepa Byaesa, XKana Bapaka, Aupuja Ilycepa m Mummeaa
Ouanmoa. KembeaoBa aHaAM3a M3BAAUM HA MOBPIIMHY yTHIIAj KOju je CTpaBHHCKH
HMAo Ha OBe KOMIIO3UTOpe Ha HUBOMMA PUTMUYKe HHOBAI[Hje, yIOTpebe 3ByYHOCTH,
XapMOHHja, MHCTPYMeHTaAHe 00je, My3uuke $pOpMe, Ka0 1 IOAAPUTETA BUCHHE TOHA.

ITocaepma ABa usanKa npusase papy CTPaBHHCKOT M3 IePCIIeKTUBE eCTETHKE, C
pedepenama ka ¢prao3oduju HEroBor caBpeMeHnka, XeamyTa ITaechepa. JakoBoc
lTajuxayep pacmpaBmsa O 3HA4YeHy TEAGCHOCTH M IIA€CAa Y CTBAapaAallTBY
CrpaBuHckor, opraszehy H3BaH HCTOPH)CKHM AOKYMEHTOBAHOT HHTEPECOBatha OBOT
KOMIIO3UTOpa 32 OareTcKy My3uKy. baaercka mysuka Crpasusckor, kako Itajuxayep
IOKa3yje, MOCTIKE CTame ,lIOCPEAOBAHE HENMOCPEAHOCTH, OApaBajyhu Taxo
AHCTaHIly ¥ OAHOCY Ha CyOjeKTMBHM H3pas, 06e3 Kojer, I1aK, [IOCTAje arncTPaKTHA.
Konauno, Mapxoc Llenjoc Hyau HOBYy KpUTUKY AAOpHOBe KpuTHKe CTpPaBHHCKOTL,
pedepupajyhu Ha IlaecHepoBy ¢raozopcky anrpomoaoryjy. OH, cTora, M3asusa
ApopHose moraepe koju CTpaBHHCKOr CBPCTaBajy y HeXyMaHe U IIPHMUTHBHE,
nokasyjyhu yMecTo Tora Aa HeroBa My3HKa AOCTHIKE, Y MCTOPHjCKH aA€KBATHUM
MOAEPHUM TepPMUHHMMA, KOHCTHUTYTHUBHY PePAEKCHBHOCT AYACKOT OT@AOTBOPEHOT
CTama.

Py6puxa Varia oBOM je IPHAMKOM HEIITO CAKETHja — AOHOCH TPH CTYAHje,
aAM Cy BMMa MapKHpaHa PasAMYMTa IO0sa MY3UKOAOIIKMX HCTpaXuBamwa. Bojana
PapoBanoBuh CTYAHO3HO ce 6aBMAa MpOydYaBameM eKCIIPECHBHUX CPEACTaBa
Y AeAMMa 3a TAAC CpICKOr Kommosutopa Jyra Mapkosuha, aau u nuramuMa us
AOMeHa OAHOCA KOMITO3UTOpa i BoKaAHOT usBohaua. ITua oBor mopyxsara 6uo je aa
IyTeM aHaAM3e 0AAOpaHMX KOMIIO3MIIHja AOTIPHUHECEe OCBeTAaBary Mapkosuhesor
eKAeKTHYHOT CTHA, KAO M Ad Ce OH IO3HIMOHMpa y MelyHapoaHe Kpyrose
CTBapaAalja Koju ce rAacoM 0aBe Ha HETPaAMIIMOHAAHe HaumHe. McTpaxupame
Mapuje AUHOB IpEeACTaBAEHO OBOM IIPHAMKOM OAHOCH Ce Ha KHHEeCTeTHYKe
recToBe, OAHOCHO TeAeCHe IOoKpeTe usBobada TokoM mepdopmanca, a ykaydyjyhu
COTICTBeHA IMjaHUCTHUYKA MCKYCTBA, MOCEOHY je MaKiby MOcBeTHAA DeToBeHOBHM
KAaBUpCKUM coHaTama. Objammerse yTHIlaja KapakTepa GU3HYKUX IIOKpPETA TeAd
Ha MY3HYKO AGAO YKAYYHAO je OCBPT Ha CTBapake My3H4KOT A€Ad, a C ApyTe CTpaHe
U Ha CeHsallhje TOKOM EeroBOr' H3BOlema, IITO je CyrepHCcaA0 IIHMPU 3aKmYIaK O
MOCeOHOj BAKHOCTHU pasyMeBama KHHETHUKe eHepruje Mysuke. ITocaepsnu y oBoM
AeAy qacomca je uaanak Auxe Bojsoanh Hukoauh, mocsehen Mysuukum kpurrkama
Ierpa Burryaira, kao oce6HO BAXKHOM AEAY BeTOBOT AOIIPHHOCA CPIICKOj KYATYPHO]
HCTOPHjH M My3HKOAOTHjH. AHAAUSBHPAHU CY TEKCTOBU ITyOAMKOBAHM Y UACOIHCY
Mucao, yxasaHo je Ha BuHryA4eB HauMH MUIISEHA K METOA PAAQ, 2 KOMITAPAaTUBHOM
AHAAM30M C KPHUTHKAMa APYTHX ayTOpa AaTa je OCHOBA 32 H>eroBO NO3UIMOHHpakhe
Y CPIICKOj My3HYKOj KPUTHLIM y IepHOAy u3Mel)y ABajy CBETCKHX paTOBa, KaAa je
MOMEHYTH JaCOIIUC H3AA3HO.
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Tpusosuy pyopurm Hayuna kpuitiuka u fioremuxa OAHOCe Ce Ha HEAABHO OAPIKaH
HAy4HM CKyIl U Ha 300PHHK 33 KOjH je M30CTaAd AY’KHA ITAXHa 300T ITyOANKOBamba
TOKOM IMaHAeMHje KOBUAA. Mapuja MaraoB npumpemMuaa je KpUTUYKM OCBPT Ha
MehyHapoaHH cuMIIosujym nmocseheH paHoj ACKOTrpadcKoj HHAYCTPHUjH, AKTYEAHO]
TeMH Y KOHTEKCTY CTYAHja MeAMjaAu3alidje U MHAYCTPHjaAu3aliije MY3HKe, KOjH
Cy OpraHH30BaAe XpPBaTCKe KOAere, MapTa oBe ropuHe. OBaj IPUAOT HAPOYHTO je
BA)XKaH, C 003MPOM Ha TO AA Ce He OdYeKyje yobOuuajeH TeMaTCKu 300pHUK papoBa
CBUX y4ecHHKa cummosujyma. Hu 36opuuk Rethinking Prokofiev, koju je mpeacraBuo
Munom Bpasosuh, Huje HacTao Ha OCHOBY HayuHor ckyma, Beh je pesyarar
OPUTHHAAHUX APXUBCKUX, AHAAMTHYKHX, OAHOCHO H3BO})auyKO-HHTEpPIPETATUBHUX
HCTPaXKHBama OIyca OBOT KOMIIO3uTOpa. Ped je 0 H3pamy Ha KojeM Cy aHTaXKOBaHU
Bopehn cTpyumany y unTepnperanuju ocrBapema IIpokodjesa, 0p ypeAHHKA AO
ayTopa, Te 3aBpelyje mocebHy makisy HayYHe jJaBHOCTH.

Pepaxnuja wacomuca MysukoAoiuja cpaadHo 3axBasyje Ha capapmu Ap Karepurn
Aesupy, ponenry Ha Oacexy 3a Mysudke cryauje Hanmonaanor u Kanoaucrpujacosor
yHUBep3HUTeTa y ATHHH, KOja je OBOM IIPUAMKOM IIPey3eAa Ay>KHOCT routhe-ypeaHuite
3a pyopuky Tema 6poja. VI3yseTHy 3aXBaAHOCT M3PaXKaBaMO CBMM KOAe€rama Koje
Cy IpHXBaTaAe IIOCA0 peIjeH3eHaTa U AONpPUHEAe KBAAUTETY ITyOAMKOBaHHX
CTyAHja.

Y Beorpaay, 6.jyna 2023. ropuse

Ap Karepuna Aesuay, romha-ypearnna Teme 6poja
Ap Aanka Aajuh MuxajaoBuh, raaBHa ¥ OATOBOPHA YpeAHHIIa






EDpI1TORS’ FOREWORD

The commemoration of the fiftieth anniversary of Igor Stravinsky’s death (1882-
1971) remained in the shadows of the Covid-19 pandemic, which caused the
prolonged response of the scientific community in terms of new readings of the
composer’s opus. The Main Theme in the new issue of Muzikologija-Musicology
(No. 34) makes a contribution to this response with a series of studies dedicated
to Stravinsky, originating from presentations at the Study Day organized in 2021
by the Department of Music Studies of the National and Kapodistrian University
of Athens. The topics cover a wide range of issues relating to all three phases of
Stravinsky’s creation (the Russian, the Neoclassical and the Serial), including
questions of aesthetics, as well as the impact and reception of his work.

Stamatis Zochios revisits the question of Stravinsky’s relationship with Russian
folklore, by contextualising the composer’s output of the so-called “Russian” period
with reference to the history of Russian folkloristics. Zochios concludes that
Stravinsky followed in the footsteps of his nineteenth-century predecessors (Glinka
and the Mighty Five) in drawing on folk sources for his compositions, yet unlike
them, he did not make use of studies from his own time; hence, he did not delve
into an extensive and in-depth survey of the existing sources of Russian folklore but,
instead, relied on established sources and studies from the nineteenth century. Ivan
Moody’s article sheds light on Stravinsky’s output with a focus on his religious works
through the perspective of his acquaintance with Jacques Maritain’s philosophy, in
the context of the philosophical ferment in Interwar France. Moody pays particular
attention to Stravinsky’s interpretation of Maritain’s idea of homo faber, “man the
maker”. At the same time, he does not ignore the composer’s Russian origins,
concluding that the works under examination are equally grounded in Stravinsky’s
Russian background and his experiences in the West. Katerina Levidou sheds
new light on the Poetics of Music, specifically the question of Pierre Souvtchinsky’s
contribution. Her examination moves beyond the obvious places to look, namely
the fifth chapter (written by Souvtchinsky) and the well-known reference to
Souvtchinsky’s ideas on music and time. The Poetics thus emerges as a most
unexpected platform for the presentation and dissemination of positions associated
with a certain strand of “Eurasianism’, the Russian émigré intellectual and political
movement, with which Souvtchinsky was closely associated.

Christoph Flamm focuses on Stravinsky’s late output and considers it from
the perspective of expressiveness. Specifically, he highlights expressive, semantic
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and self-referential dimensions in the late compositions, which emerge there
with particular clarity and partly contradict the usual assessments of this music as
abstract and constructivist, but also challenge the composer’s own statements. With
Edward Campbell’s article we remain in the post-War era, yet the focus shifts from
Stravinsky’s work per se to the impact his output had on the Francophone post-
war avant-garde, namely Pierre Boulez, Jean Barraqué, Henri Pousseur and Michel
Philippot. Campbell’s analysis brings to the surface the influence Stravinsky had
on such composers on the level of rhythmic innovation, and the use of sonorities,
harmonies, instrumental colour, musical form as well as pitch polarity.

Thelast two articles approach Stravinsky’swork from the perspective of aesthetics,
with reference specifically to the philosophy of Stravinsky’s contemporary, Helmuth
Plessner. Iakovos Steinhauer discusses the meaning of corporeality and dance in
Stravinsky’s work, moving beyond Stravinsky's historically-documented interest
in ballet music. Stravinsky’s ballet music, as Steinhauer demonstrates, attains a
“mediated immediacy”, thus maintaining a distance from subjective expression,
without, however, becoming abstract. Finally, Markos Tsetsos offers a new critique
of Adorno’s criticism of Stravinsky with reference to Plessner’s philosophical
anthropology. He, therefore, challenges Adorno’s view that Stravinsky regresses
to the inhuman and primitive, demonstrating, instead, that his music affirms, in
historically adequate modern terms, the constitutive reflectivity of the human
embodied condition.

On this occasion, the Varia section is more concise, to balance out the breadth
of the Main Theme. It contains three studies that map out three different fields of
musicological research. Bojana Radovanovi¢ has studiously examined the expressive
means in the works for the voice of the Serbian composer Jug Markovi¢, including
the questions from the domain of the relationship between the composer and the
vocal performer. By analysing Markovi¢’s selected works, she aims to illuminate his
eclectic style and situate him in the international circles of composers who deal with
the voice in non-traditional ways. Marija Dinov’s research presented in this issue
deals with kinesthetic gestures, i.e. bodily movements of pianists (including herself)
during performances, focusing on the performances of Beethoven’s piano sonatas.
The explanation of the influence of physical movements on the musical work
includes an overview of the creation of the musical work, and, on the other hand, of
the sensations during its performance, which leads to a broader conclusion about the
special importance of understanding the “kinetic energy of music”. The last article
in this section of the journal is Dina Vojvodi¢ Nikoli¢’s article dedicated to Petar
Bingulac’s music criticism, as a particularly important segment of his contribution
to Serbian cultural history and musicology. The author analyses Bingulac’s texts
published in the magazine Misao [ Thought] and points to Bingulac’s way of thinking
and methods of work, whilst also providing a comparative analysis with the music
reviews of other contemporary critics and thus situating Bingulac’s writings within
Serbian music criticism from the interwar period, when the journal Misao was
published.

Contributions in the section Scientific criticism and polemics refer to the recently
held conference and to the collection which has hitherto attracted insufhicient
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attention due to its publication during the Covid-19 pandemic. Marija Maglov
has prepared a review of the international symposium dedicated to the early
recording industry, a current topic in the context of studies of medialisation and
industrialisation of music, which was organized by Croatian colleagues in March
2023; this contribution is particularly important considering that the publication
of the proceedings of the symposium is not expected. The collection Rethinking
Prokofiev, reviewed by Milo§ Bralovi¢, did not result from a scientific conference
either; itis the outcome of original archival, analytical, and performance-interpretive
research of Sergei Prokofiev’s oeuvre. This collection has gathered together leading
experts on Prokofiev’s works, from the editors to the authors, and it deserves special
attention from the scientific community.

The Editorial Board of the journal Muzikologija-Musicology would like to thank
Dr Katerina Levidou, Assistant Professor at the Department of Music Studies of the
National and Kapodistrian University of Athens, who served as Guest Editor of the
Main Theme. We are very grateful to all colleagues who accepted the roles of peer
reviewers and contributed to the quality of published studies.

In Belgrade, 6 June 2023,

Dr Katerina Levidou, Guest Editor of the Main Theme
Dr Danka Laji¢ Mihajlovi¢, Editor-in-Chief






TEMA BPOJA /
THE MAIN THEME

CTPABMMHCKHA
13 CABPEMEHE ITEPCIIEKTUBE /
CONTEMPORARY PERSPECTIVES ON

STRAVINSKY






DOI https://doi.org/10.2298/MUZ2334019Z
UDC 78.071.1 CtpaBuncku U.O.

398(470)"18"

SAKHAROV, KIREEVSKY, AFANASYEV AND OTHERS:
STRAVINSKY IN THE CONTEXT OF RUSSIAN FOLKLORISTICS

Stamatis Zochios'
Hellenic Folklore Research Centre, Academy of Athens, Athens, Greece /
Groupe Sociétés, Religions, Laicités (UMR 8582), Paris, France

CaxaroB, KUPEBCKH, ADAHACJEB U APYTU:
CTPABUHCKU Y KOHTEKCTY PYCKE ®OAKAOPUCTUKE

Cramaruc 3oxuoc
LenTap 3a HCTpaXKUBAEbe XeACHCKOT GOAKAOPA, ATHHCKA akasemuja, ATuHa, [puxa /
Ipymna Apymrsa, peaurnje, cekyaapusam (YMP 8582), ITapus, @paniycka

Received: 5 March 2023
Accepted: 24 May 2023
Original scientific paper

ABSTRACT

This article focuses on the studies and collections of folk songs and tales that
formed the main source of inspiration for Igor Stravinsky during the Russian
period of his work. To do this, I begin with a brief analysis of the evolution of
folkloristics mainly during the 19th century and the construction of science with
clearer, mainly national and patriotic goals and methods, as well as the use of folk
literature and poetry by the artists of the time. It was in this field that Stravinsky
was active, although in the case of his own modern approach, it is difficult to
answer whether the motivations were clearly national or not.

KeywoRrbs: Igor Stravinsky, folkloristics, romanticism, folk traditions, nationalism.

ATICTPAKT
OBaj uaaHak GpoKycHpa Ce Ha CTYAHje U 301pKe HAPOAHUX IIeCaMa K IIPUYa Koje Cy
OrAe raaBHE H3BOp HHCIHpanyje 3a Mropa CTpaBHHCKOT TOKOM PYCKOT IIEPHOAL
IEeroBor pasa. Y Ty cBpxy Omhe aHAAMSHPaHH eBOAyIHja (OAKAOPHCTUKE,
YTAaBHOM TOKOM 19. Beka, W KOHCTPYKIMja HayKe C jaCHMjUM, YTAQBHOM
HAIIMOHAAHVM U IIATPUOTCKUM [IMAEBIMA H METOAAMA, K20 U YIIOTpeba HapoAHe

1 szochios@academyofathens.gr
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AUTepaType U IOe3Hje OA CTpaHe YMeTHHKA Tora Aob6a. YIpaso je y TOM mosy
CrpaBHHCKH 61O AKTUBAH, HAKO je ¥ CAY4ajy BeTOBOT MOAEPHOT IIPUCTYIIA TELIKO
OATOBOPHTH Ha IIUTAakbe A AYL je MOTHBAIIMja OHAA jJACHO HAIIMOHAAHA, AU HUje.

Kay4yHE PEYM: Mrop CrpaBHHCKH, POAKAOPUCTHKA, POMAHTH3aM, HAPOAHE TPAAHIIHje,

HaLIMOHAAM3aM.

There are numerous studies that deal with Igor Stravinsky’s relationship to Russian
folklore. These include the excellent monograph by Richard Taruskin as well as a
series of related articles which almost exhaust the subject (1996a, 1996b, 1997), but
also many other studies by authors such as Roberta Reeder and Arthur Comegno
(1986-1987), Frederick Sternfeld (1945), Stephen Walsh (1999) and Kenneth
Cloag (2003). The relationship was not only studied in the later literature, but also
emphasized by experts while Stravinsky was still alive. In 1926 the Soviet composer,
music critic and one of the founders of Soviet musicology, Boris Asafyev, pointed
out that Stravinsky mastered Russian folk art not as a clever stylist, who knows how
to conceal the quotations, nor as an ethnographer unable to assimilate the material,
but as a master of his native language. And then he opposed Stravinsky’s method to
the one of the Mighty Five by associating it rather with the technique of Tchaikovsky
(Asafyev 1929, 6-7; Schwarz 1962, 342-343). Similarly, in his 1929 book Igor Stra-
vinsky, Boris de Schlozer emphasized the popular origin of many of the compos-
er’s works (Schlézer 1929, 100). Stravinsky himself seldom explicitly accepted this
relationship, especially after the end of his so-called “Russian” period, denying the
influence of folklore on his work. He claimed, for example, that the ancient Russian
setting of The Rite of Spring was an incidental choice that followed from the mu-
sic, which he had composed first, without regard for the folklore (Stravinsky 1962,
35-36). He similarly denied the Russian roots of Les noces (The Wedding) — a work
entirely based on musical folklore. “I borrowed nothing from folk pieces”, he wrote
in his Chronique de ma vie in 1935 (Stravinsky 1962 [1935], 53). Nevertheless, anal-
ysis of the works of Stravinsky’s “Russian” period leaves no room for doubt (Van den
Toorn and McGinness 2012; Mazo 1990; Taruskin 1980, Lupishko 2005, 2007 and
2010). In fact, most of them are connected in various ways with folk culture.

In reality, Stravinsky’s relationship with folk culture is ambiguous. The purpose
and motives behind his use of folk material during his Russian period are not al-
ways clear. Moreover, it is not clear whether these motives are nationalistic and to
what extent the Russianness of his subjects indicates nationalist intentions, as was
the case with many others — both Russians and non-Russians — in the nineteenth
century. His own stance on this matter does not serve to draw definite conclusions.
As it is known, immediately after the Russian period, his subjects, as well as his
style, changed radically. His new music explored everything from Greek mythology
(three Greek Ballets: Apollo, Agon and Orpheus) to Christian theology (Symphony of
Psalms) to English stories of temptation and loss (The Rake’s Progress) — but he nev-
er quite returned to a “Russian” idiom once he turned his back on it. He no longer
accepted the Russianness of his work:
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Why do we always hear Russian music spoken of in terms of its Russianness rather
than simply in terms of its music? Because it is always the picturesque, the strange
rhythms, the timbres of the orchestra, the orientalism - in short, the local color,
that is seized upon; because people are interested in everything that goes to make
up the Russian, or supposedly Russian, setting: troika, vodka, isba, balalaika, pope,
boyar, samovar, nitchevo, and even bolshevism. For bolshevism offers similar dis-
plays which, however, bear names that conform more closely to the exigencies of its
doctrines (Stravinsky 2003 [1942], 93).

However, in this specific article, neither the nature of Stravinsky’s relationship
with popular culture nor the purpose and motives behind his use of it are of concern.
What interests us, first and foremost, is to contextualize Stravinsky’s engagement
with the Russian folk traditions with reference to contemporaneous research in folk
culture, in two ways: first, by providing a clear and concise overview of the con-
text regarding research in popular culture during his era; and second, by examining
the composer’s relationship to this context, that is, by enquiring to what extent he
utilized the sources that shaped that particular context during that period. There-
fore, the goal of the article is not to study the nature of Stravinsky’s relationship with
the context of studying folk traditions, but rather the context itself. In other words,
the context precedes the creator in order for the creator to integrate into it later on.
Based on this logic, the article will be structured in two parts: the first and more
general part, where the context is precisely provided, and the second, more specific
part, where we will study whether there was a connection between Stravinsky and
this particular context. Finally, it is important to understand that this context does
not refer to folk traditions in general and vaguely, but specifically to the study of folk
traditions, what we characterize as folkloristics.

THE SCHOLARLY STUDY OF RUSSIAN FOLK CULTURE
IN NINETEENTH-CENTURY RUSSI1IA

The study of Russian folk culture actually begins before the nineteenth centu-
ry. Already in the seventeenth century, Europeans, specifically British travelers such
as Robert James and Samuel Collins, collected historical folk songs about Ivan the
Terrible. However, interest in folk culture intensified at the end of the eighteenth
century. This particular interest was first impressed in the work of the historian and
geographer Vasily Nikitich Tatishchev (1685-1750), who not only emphasized the
need to study Russian rituals and folk works, but also extensively referred to folk
sources and Slavic mythology (Znayenko 1980). Around the same time, the song
collections of Mikhail Dmitrievich Chulkov, Nikolay Aleksandrovich Lvov and
Mikhail Ivanovich Popov were published, while at the beginning of the nineteenth
century Kirsha Danilov is supposed to have composed his collection Ancient Russian
Poems, which was subsequently reprinted several times due to its popularity (Putilov
1977). Gradually, interest in folk narratives, especially legends and tales, began to
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develop. Thus, in 1780-1783 Vladimir Arturovich Levshin published his collection
of Russian tales (Zakharova 2015).

An important role in the development of the study of Russian popular culture
was played by the formation of folklore science (folkloristics) in the nineteenth cen-
tury throughout Europe, which framed the general rise of patriotism in Europe fol-
lowing the creation of nation-states and the emergence of ideological movements
that sought to form a well-defined national identity. In this effort, German folklorists
were particularly influential. Motivated by the ideas of Romanticism and the gen-
eral uncertainty that the Napoleonic wars had caused, the study of popular culture
acquired a clear national mission. Joseph Gorres, Wilhelm Heinrich Riehl, Johann
Gottlieb Fichte, Jacob and Wilhelm Grimm, spoke of the self-awareness of ethnicity,
racial consciousness, and the popular feeling of community or ethnicity, idealizing
the German folk soul (Volksgeist) which was mainly expressed by the peasant (An-
tonsen, Marchand, and Zgusta 1990, 4).

In Russia, these ideas arrived with relative delay. They were connected from the
beginning with the political and social developments thus giving a specific — nation-
al - direction to the studies of folk culture (Azadovski 1963). More specifically, in
the 1830s and 1840s, in a significant part of the Russian intelligentsia, ideas that
had the support of the government and which promoted the principles of Ortho-
doxy, autocracy and nationality, prevailed. These ideas influenced Ivan Mikhailovich
Snegiryov, Ivan Petrovich Sakharov and Alexander Vlasievich Tereshchenko (on
whom Stravinsky would rely) and shaped their approach to the material, based
on positions that were later challenged by more consistent folklorists (Gal'kovski
2000, 45).*These folklorists considered that Snegirev, Sakharov and Tereshchenko
reworked and modified authentic folk material to support their theories, which had
been inspired by the official nationalism promoted by the Tsarist government.

What was therefore sought by a large part of the intelligentsia that began to study
folk beliefs, narratives, songs and other elements of folk culture was to identify in
them remnants of antiquity, and therefore to establish the continuity between the
present and the past of the glorious ancestors. This concept of continuity perfectly
served the aspirations of the dominant national cultural movements that were look-
ing back in time, searching for a moment of unity that was dimly remembered before
the dispersal of the Slavic tribes took place, and wished to see the old unity restored.
If such a moment was to be found, it was clearly before the various forms of Christi-
anity were adopted by the Slavic nations. The main two national movements of the
era were Pan-Slavism and Slavophilia (Suslov, Cejka, and Dordevi¢ 2023). In the
first case, the devotees of the specific movement and the political-cultural ideology
that defined it sought the union of the Slavic countries under the “chosen” Russia
and therefore the “revival” of the Slavic world.

2 According to Ivanits “I. P. Sakharov’s Tales of the Russian People (1841, Skazaniia russkogo
naroda), was subsequently discredited for erroneous information, unaccredited borrowing, and
falsification” (Ivanits 2011, 87).
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In the second case, the ideological principles were determined in relation to Rus-
sia’s position vis-a-vis Europe: Russia should interrupt the relations of dependence it
had developed with the West after Peter the Great and return to a traditional, Ortho-
dox and therefore authentically Russian way of being. The representatives of Slavo-
philia (Khomiakov, Aksakov, Ivan and Piotr Kireevsky and others) had formed a
fairly homogenous group with some basic principles such as the reaction to Western
European culture (which in some cases developed into a severe anti-Westernism),
the acceptance of the important role of the Russian Orthodox Church but also of
Orthodoxy in general in its folk aspects, Russian messianism and the belief that Rus-
sia as New Constantinople had a sacred mission to protect Europe from anti-Chris-
tian liberals and revolutionaries and the identification of the concept of the nation
(narod) with the rural Russian community (Ivanits 2011, 99).

The nation played a central role in the thinking of the Slavophiles since the “com-
mon people” (prostoi narod) were characterized by spontaneity, ignorance, indus-
triousness, selflessness, anti-individualism and anti-materialism. As a consequence
of this idealization, the Slavophiles turned, among other things, to the study of folk
culture, considering that the olden times survive vividly in the folk songs and sto-
ries of the people. A typical case is that of Pyotr Vasilievich Kireevsky, folklorist and
brother of one of the leading representatives of the Slavophiles, who published be-
tween 1860-1874 a collection of folk songs that Stravinsky would use on different
occasions (see also Ivanits 2011). The songs were not collected by Kireevsky him-
self, but received from a large number of emissaries such as Pushkin, Gogol, Dal The
goal, or rather the mission, of the collection was clear since it would be created as a
“forceful rebuttal to those who derided Russia for lack of culture and tradition and a
living proof that Russians possessed strong historical memories enthroned in poetry
and traditions” (Ibid., 90). Unlike Snegirev, Sakharov and Tereshchenko, the merit
of Kireevsky is that he sought to preserve the original versions of the songs and even
to restore their damaged or lost parts. Even in this case, however, the methods of
collecting and studying the material are not characterized by a systematic-scientific
character, but remain obsolete and often influenced by external factors.?

This would change with the Russian mythological school, which carried the the-
ories and methods of German folkloristics, and more specifically of the mythologi-
cal school, to Russia. Built on the works of Grimm (Uther 2008, 229), and echoing
the national intent of German folkloristics which relied on the theories of Herder,
Gorres, Fichte, etc., the German mythological school considered folk literature and
especially tales as the last remnants of Aryan mythology (Laruelle 2019). Thus it
sought to reconstruct the Indo-European myths intended to prove German supe-
riority, even if this had to be done by hasty arguments. As for the Russian mytho-
logical school, it is not a question of a simple transfer of the ideas and theories of
the German mythological school, but of their adaptation to the imperatives of the

3 According to Ivanits, “harsh, erratic censorship, which tended to prohibit songs about bandits and
peasant discontent, impeded publication of valuable collections, most notably that of P. V. Kireevskii
[Pypin 1891: vol. 1,376-89]” (Ivanits 2011, 87).
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Russian-Slavic reality. The Russian mythological school emerged during the 1840s,
influenced by the prevailing intellectual climate characterized by the Slavophile and
Westerner conflict. It arose as part of the broader growth of the humanities that rec-
ognized the need for the systematic study of folk culture (Toporkov 1997).

The main representatives of the Russian mythological school were Fedor Iva-
novich Buslaev and Alexander Nikolayevich Afanasyev, whose writings would also
inspire Stravinsky. His two main works were Russian Fairy Tales and The Poetic Out-
look on Nature by the Slavs; for the former he was inspired by the corresponding
collection of Grimm’s fairy tales. The work, composed between 1855 and 1863, in-
cludes different categories of stories (animal tales, magical tales, religious tales, re-
alistic tales, anecdotes etc.) and presents the first attempt to classify Russian tales.
The second important work, which Rimsky-Korsakov called “the pantheistic Bible
of the Slavonic peoples” (Baranova Monighetti 2017, 189), was published in three
volumes, between 1865 and 1869, and carefully studies the practices, beliefs and
myths of the Slavs. The main concern of the author was to connect the above with
a pre-Christian culture and religion that were violently interrupted by the establish-
ment of Christianity (Gal’kovski 2000). For this reason, Afanasyev looked for sur-
viving elements in the newer culture, considering for example Slavic folk holidays
to be remnants of the religion of sun worship. Through these survivals, he tried to
reconstruct the mythology and religion of the ancient Slavs. In order to reconstruct
ancient mythology it was often necessary to explain ancient myths as the result of
the deification of natural phenomena while drawing on the legends and tales of pa-
gan mythology. In this process of reconstruction of ancient mythology, gods about
whom the sources tell us little (such as Khors and Simargl) acquired a rich mytholo-
gy that was nevertheless based on often extreme assumptions.*

These rather risky hypotheses, although more systematic than those of the folk-
lorists of the pre-scientific phase, are generally presented in an amateurish way, that
is, without bibliographies and references. They attempt to restore the original myth
by reconstructing it through paretymologies and analysis (often distorted) of a cus-
tom or belief that is supposed to tell us about the original form of the myth. Despite,
however, the methods of dubious integrity that usually aimed at a hazy and clearly
hypothetical reconstruction, the Russian mythological school constituted the first
scientific step for Russian folkloristics, being in fact the most serious and formal
expression of an important need of the time, which was the study of folk culture.
This need actually expressed another more substantial and deeper, patriotic or even
nationalist need, which saw in popular-folk culture an important expression of the
national collective identity of the Russians (and more generally of the Slavs). In this
context and under the influence of this specific ideology, many significant works on
Russian folk culture were published during this period, such as Vladimir Ivanovich
Dal’s famous collection of sayings (The Sayings and Bywords of the Russian People

4 Asthe Russian ethnographer Zelenin argues, Afanasyev’s Poetic Outlook was of great importance in
its time, but it has long since lost any scientific value. (Zelenin 1991, 13-14).
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[1862])° and Pavel Vasilyevich Sheyn’s Russian Folk Songs (1870). At the same time,
this need was also expressed artistically, with a large, perhaps the largest, part of Rus-
sian art (in all its guises: literature, theater, fine arts, and of course music) of the
nineteenth and early twentieth centuries showing great interest in folk culture. Stra-
vinsky is not excluded from the broad set of these artists, as we see from the study of
both his readings and the works of his “Russian” period.

STRAVINSKY’S SOURCES

THE RUSSIAN LIBRARY

Many of the above folklore studies were known to Stravinsky. We conclude this
initially by studying a part of the composer's library while he was still in Russia. Un-
like his library in America, which contained about ten thousand volumes, most of
them in English, fewer in French, and even fewer in Russian, his library in Russia
contained mainly books in Russian (Baranova Monighetti 2013, 61). Most of them
are probably inherited by his father Fyodor Stravinsky, a bass opera singer with an
extensive library of valuable books and scores (held to be one of the largest private
collections in Russia) (Ibid., 63). Fyodor Stravinsky died in 1902 and left to his son
his collection of anthologies of Russian folklore, a part of which Igor quite possibly
brought to Switzerland, where he moved in self-imposed exile in 1914 to avoid the
problems related to World War L.

Among these books we find some of the most basic [essential?] of Russian folk-
loristics as the disciplined had developed in the nineteenth century. In these volumes
we often discover Stravinsky’s handwritten annotations and bookmarks, that help us
identify the points on which he focused. Among other books we find Sakharov’s
Songs of the Russian people (1838-1839), Kashin's Russian Folk Songs (1833) and
Afanasyev’s The Slav’s Poetic Outlook on Nature. The collection of Afanasyev’s Russian
Fairy Tales (in its second edition) could not be missing from the library. According to
Tatiana Baranova Monighetti, Stravinsky probably started using the book while still
in Russia. Within it we find check marks and notes on fairy tales concerning figures,
some of which would later become material, such as Baba-Yaga, Deathless Koshchey,
Ivanushka the fool and Lisa ispovednitsa (The fox confessor) (Baranova Monighetti
2013: 65). At the same time, as Baranova Monighetti notes, she was unable to find
Pyotr VasilievichKireevsky’s songs (more specifically the first volume, which con-
cerns wedding songs) that Stravinsky used in many cases, as we shall see below (Ba-
ranova Monighetti 2013: 73). Nevertheless, the opinion has prevailed that on one of
his last trips to Russia (namely to Ustilug and Kiev) in July 1914, Stravinsky found
the opportunity to procure a series of books, among others Kireevsky’s book (Van
den Toorn and McGinness 2012: 54). Baranova Monighetti also failed to locate in

S Stravinsky would later use this collection and Dal’s other important work, the Explanatory
Dictionary of the Living Great Russian Language (1863-1866) as sources.
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the library Tereshchenko's book Manners and Customs of the Russian People (1848)
that Victor Varunts erroneously lists as part of the collection (Baranova Monighetti
2013: 74). From a brief genetic approach to the above books, we can see Stravin-
sky’s strong interest in folklore studies and collections of folk songs and tales. We
come to similar conclusions by studying all works of the Russian period and their
sources — excluding, of course, works that were not based on a secondary source,
such as the Piano Sonata in F# minor, and the Symphony in E-flat major.

THE WORKS AND THEIR SOURCES

Some of Stravinsky’s works of the Russian period are based on literary texts, Rus-
sian or European: Storm-Cloud (1902) and Faun and Shepherdess (1906) on poems
by Pushkin; Two Poems of Balmont (1911) and Le roi des étoiles (1912) on poems
by Balmont; Conductor [or Driver] and Tarantula on a text by Alexei Tolstoy; the
Scherzo fantastique is inspired by Maeterlinck’s 1901 essay “La vie des abeilles”; the
Two Poems (1919) are based on works of Paul Verlaine; and finally The Nightingale
and Le chant du rossignol on Andersen’s fairy tales (which clearly do not intend to
be considered as folk literature). The majority, and the most important, however, of
the works of the Russian period, are connected in various ways with folk culture and
more specifically with some of the aforementioned studies.

Some of these works are generally based on folk sources, but it is not easy to iden-
tify the sources with certainty. Such examples are Chant funébre, composed in 1908
in memory of Nikolai Rimsky-Korsakov, and based on folk funeral songs; Trois petites
chansons (Souvenir de mon enfance) composed in 1913 and based on family traditions
that reflect folk customs; or the last work of the Russian period Symphonies of Wind
Instruments, an instrumental work composed in 1920 in memory of Debussy, mim-
icking the liturgy of the Russian Orthodox funeral rite (panikhida) (Sills 2022, 146).
Nevertheless, the most characteristic example of this category of works whose folk
sources are difficult to identify is Petrushka. It was composed in 1911 and although
itis a collective work, the script was probably conceived by Benois according to “real
figures that [he] had seen with [his] own eyes” (Wachtel 1998, 19). Although there
is an affinity with the many Pierrotic “ballet-pantomimes” — Pierrot macabre, Pierrot
surpris, and so on (Taruskin 1996a, 674) that flourished in the 1880s and 1890s, the
folk sources of the several customs represented are difficult to trace. This is because
they probably come from Benois’s personal experiences at Maslenitsa celebrations
in St. Petersburg, according to his nostalgic testimonies (Wachtel 1998, 17).

Despite any exceptions, most folkloric works are based on specific sources. This
stands true already from the early works of Stravinsky, in particular The Mushrooms
Going to War, a composition that, by stylistically imitating Glinka, Musorgsky, Boro-
din and Rimsky-Korsakov, “does sincere homage to the Russian nationalist music of
the ‘High Stasovian’ period” (Taruskin 1996a, 141). Composed in 1904, it is based
on a popular nonsense tale-song for children that appears in many variants in differ-
ent anthologies of the time, such as those by Afanasyev and Shein (Ibid., 139). The
role of folkloric sources is decisive in Stravinsky’s first important work, the Firebird,
first performed at the Opéra de Paris on 25 June 1910. As in the case of Petrushka,
it is a collective work with the prominent role of Benois, but also more generally
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of a “very peculiar committee” which included artists such as Alexander Nikolae-
vich Tcherepnin, Mikhail Mikhailovich Fokine, the painters Dmitrii Semenovich
Stelletsky and Aleksandr Yakovlevich Golovin, Aleksei Mikhailovich Remizov, Petr
Petrovich Potemkine (Benois 1977, 304; see also Walsh 1999, 128-139). For the
conception of the scenario, Fokine pieced it together out of published anthologies
of Russian tales, among which he mainly used Afanasyev’s collection. As Taruskin
claims, “with the aid of Afanasyev — but not only Afanasyev - it is possible to retrace
the process of construction” (Taruskin 1996a, 559).

Afanasyev played a correspondingly important role in the next major project,
The Rite of Spring, written for the 1913 Paris season of the Ballets Russes. The ba-
sic material is rural ceremonies, which seek to achieve fertility, and this is testified
by the work’s subtitle “Pictures of pagan Russia in two parts”. Nikolai Roerich con-
ceived the basic idea, although Stravinsky later denied this fact (McCannon 2022,
148). Inspired by the poem “Yar"” by the symbolist poet Sergei Mitrofanovich Goro-
detsky, as well as Afanasyev’s folklore studies on pagan Slavs, Roerich was fascinat-
ed by the ancient past of the Slavic peoples, and what this entails (myths, customs,
ceremonies, rituals), which he exploited in his paintings (Ibid., 150). By May 1910
Stravinsky was discussing his idea with Roerich and gradually began to implement
their idea. Their principal source was Afanasyev’s The Poetic Outlook on Nature, and
particularly the concluding chapter of the third volume, “Folk Holidays”.

In the smaller-scale works that followed, and which were the result of individ-
ual rather than group creation, the sources are specific. In the cycle of four songs
Pribaoutki, composed in 1914 for low voice and instrumental ensemble, the main
source is Afanasyev’s fairy tales (specifically the tales from the third volume 543,
550, 544, 547) (Van den Toorn and McGinness 2012, 75). In the cycle of four songs
for contralto and three clarinetists, Berceuses du chat, composed in 19185, the main
source is Kireevsky’s collection. In the chamber opera-ballet for four voices and 15
instrumentalists, composed in 1916, Renard: histoire burlesque chantée et jouée (The
Fox: Burlesque Tale Sung and Played), the scenario was based on a free adaptation
of Afanasyev’s fairy tales, and principally on a specific tale collected by the Russian
ethnographer, generically titled as Tale of the Fox, the Cock, the Cat and the Ram (Ta-
ruskin 1996b, 1246-1249). Subsequently, for the Four Russian Peasant Songs com-
posed in 1917 for female chorus a capella, the main sources are Kireevsky (no 1063),
Sakharov (III, 11 /II1, 12 / III, 13 / 111, 260) and Tereschenko (VII, 158 / VII, 159),
and for Three Tales for Children, composed in 1917 for voice and piano, the sources
are Sheyn (130) and Afanasyev (I, 57 / I11, 537).

The next important work of the Russian period, Les Noces, composed in 1917, is
mostly based on Kireevsky’s collection (ex. 13, 125,269, 421, 454, 564 etc.) but also
on Sakharov (111.164), Tereshenko (I, 160/ II. 322) and Dal’ (Van den Toorn and
McGinness 2012, 60). For the Quatre chants russes (Four Russian songs), composed
in 1918-1919 for voice and piano, the sources are once more Kireevsky (no. 1074,
1150) and Sakharov (111, 48). For the scenario of the last largest-scale work of the
Russian period, Histoire du soldat, composed in 1918, Stravinsky and the Swiss writ-
er Charles Ferdinand Ramuz used the Russian tale The Runaway Soldier and the Devil
of Afanasyev’s collection (Van den Toorn and McGinness 2012, 58).
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CONCLUSION

A quick study of the above sources reveals that Stravinsky was certainly not origi-
nal in terms of the initiative of using folk themes and sources. The use of folk musical
motifs and lyrics had been carried out in a systematic way at least since Glinka, and
in particular by the Mighty Five and Tchaikovsky. Some of those Russian composers
went as far as to compile their own collections, such as Balakirev (A Collection of
Popular Russian Songs [1866]), Tchaikovsky (S0 Russian Folk Songs [1868]) and
Rimsky-Korsakov (100 Russian Folk Songs [1875-76]). These composers also relied
on other texts of popular origin, such as fairy tales, to give their own versions and
in some cases even to form a new mythology. One such example is Snegurochka,
granddaughter and helper of Russian Santa Claus, Ded Moroz, who has no appar-
ent roots in traditional Slavic mythology and customs. She appears in Russian fairy
tales but in a different form from the one we know today. Its current form and rise
in popularity can be attributed to the Russian intelligentsia community, Ostrovsky
(in his play The Snow Maiden), Rimsky-Korsakov (in his is four-act opera named
The Snow Maiden), Tchaikovsky (with his incidental music on the tale), Vasnetsov
(Piters-Hofmann 2019).

In reality, composers like the Mighty Five used the very same studies that influ-
enced Stravinsky. Folklorists such as Kireevsky, Sakharov, Tereschenko, Afanasyev,
Sheyn and Dal’ established a kind of standard for the use of folk sources by Russian
artists in the nineteenth and early twentieth centuries.

In this respect, Stravinsky is a descendant of the previous generation of compos-
ers. The main difference between him and his predecessors lies in the chronolog-
ical distance between the works of nineteenth-century composers that employed
folk material, and the folkloristic studies of the material they used, which is much
shorter compared to the chronological distance between Stravinsky’s compositions
and the folkloristic sources they consulted. This means that Stravinsky utilizes those
sources that coincided with the rise of folkloric science in Russia in the mid-nine-
teenth century, without making (at least as far as we know) use of studies from
his own time. Therefore, figures from the late nineteenth century who continued
and actually established the scientific discipline of folklore studies (developing its
methodology and giving it a more scientific status), such as Yevgeny Bertels (1874~
1952), Boris Uspensky (1885-1947), Ivan Khudiakov (1861-1932), Pavel Bazhov
(1879-1950), Aleksandr Kondratiev (1875-1942), Pyotr Bogatyrev (1888-1966),
Anna Muravyova (1860-1934), and Dmitry Zelenin (1861-1932), are absent from
Stravinsky’s sources. Therefore, we can deduce that Stravinsky did not delve into an
extensive and in-depth survey of the existing sources of Russian folklore, but instead
relied on established sources and studies from the nineteenth century. But just as
was the case with his engagement with art musical traditions, Stravinsky embraced
the past and managed to make use of it in ways that pushed musical developments
overall toward completely new directions.
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CTAMATHC 30XHOC

CaxaroB, KUPEBCKU, AGAHACJEB U APYTU:
CTPABUHCKH Y KOHTEKCTY PYCKE ®OAKAOPUCTUKE

(PE3UME)

OBaj yaaHaK MMa 3a IS KOHTEKCTYaAN3aIHjy Bede CTPaBUHCKOT C PyCKOM HapOAHOM
TpasunujoM. Pap Ipyska yBUA Y HCTPaKHBAA IIOIIYAAPHE KYATYpe HeroBor A00a 1
ucnuryje Ao xoje je Mepe CTpaBHHCKE KOPHUCTHO M3BOPE KOjU Cy OOAMKOBAAM Taj
koHTeKCT. OBaj ce yaaHaK He POKycHpa Ha MPUPOAY Bede CTPaBHHCKOT C HAPOAHOM
KyATypoM, Beh Ha IIMPU KOHTEKCT.

IIpoyuaBame pycke HapoAHE KYAType 3aII0U€eAO je IPUAUYHO PAHO, C eBPONICKUM
IIyTHUILIAMA KOjU CY CaKyIlAbAAM UCTOPHUjcKe HapopHe mecMe. MHrepecosame 3a
HApOAHY KYATYPY PacAo je Ha kpajy 18. Bexa, a Hayka o (OAKAOpY IOjaBHAA Ce
Kao MCTpa’kuBauko nose mupoMm Eppome. Hemauka ¢oaxaopucrika, moa jakum
yTHIJajeM POMAHTU3MA, UTPAAQ je 3HAYAjHY YAOTY y OOAMKOBAY CTYAMja HapOAHE
KyAType. Y Pycujy cy oBe naAeje cTUrAe KacHUje U O¥Ae Cy IIOBe3aHe C IIOAMTHIKIM U
APYLITBEHUM pa3BojeM, Adjyhu cTyaArjaMa HapOAHe KyAType HAIJMOHAAHO yCMeperbe.

YaraHak MOTOM MCTpaXKyje HALJMOHAAMCTHYKE MOTHBE H3a CTYAMja HApOAHE
kyaType y Pycuju y oBoMm mepuopy. Pycka uHTeAMreHIMja HacTojaAa je Aa
yCIOCTaBH KOHTHHYHUTET I/ISMebY CaAAIIHOCTH M IIPOIIAOCTH, Tpa)KehI/I MOMEHaT
jeAMHCTBa IIpe ycBajama xpumhascTBa. HanuoHaAHM IOKpeTH Kao WITO Cy
MIAHCAABHM3aM U CAABOPHAHUja UTPAAM CY TY LeHTPAAHY YAOTY, Ca 3arOBOPHHUIIMMA
KOjH Cy HACAAM30BAAY PYCKH ,001YaH HAPOA~ U IbeTOBY B3y C HIPOAHOM KYATYPOM.
ITpoyuaBame HapoAHe KyAType GHAO je Bul)eHO Kao HAUMH AQ Ce AOKAXKEe PYCKO
KyATypHO HacAel)e 1 0>xuBH cAOBeHCKH cBeT. Pycka MUTOAOIIKA IIKOAQ, KOja je Oraa
IIOA YTHUIIAjeM HEeMadKHX MHTOAOUIKMX TE€OPHja, Hapase je 06AMKOBaAa CTypuje
HapoaHe KyAType y Pycuju.

Hakon aperasnor nperaepa pycke gpoaxaopucruke y 19. Bexy, 4aaHak UCIIUTYje
usBope koje je Mrop CrpaBHHCKE KOPHCTHO TOKOM CBOT ,,PycKor mepuoaa’. Llus je
A2 Ce OAPeAM Y KOjOj Ce MEPH OH OCAArba0 Ha CTyAHje GOAKAOPHCTHKE CBOTa BpEMEHa,
HAU Ha OHE M3BOpe KOjU Cy OOAMKOBAaAM HAy4HU KaHOH y 19. Beky, Koju je Takobe
YTHIIA0 Ha AeAd KOMITO3UTOPA KOjH Cy IPeTXOAUAN CTPaBHHCKOM.
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ABSTRACT

Igor Stravinsky’s philosophical and religious trajectory included transformative
encounters with Catholic theologians and philosophers in the Paris of the
1920s and 1930s. The most important amongst these was Jacques Maritain,
whose neoThomist philosophy applied to art was of significance to Stravinsky,
and in particular through its application in the life and work of fellow Russian
émigré composer Arthur Lourié. This article examines the relationship between
Stravinsky and Maritain in terms of the larger philosophical and creative context
of the period, also touching on the work of Lourié and Manuel de Falla, and
discussing its ramifications in the work of Stravinsky himself.

KEYWORDS: Igor Stravinsky, Jacques Maritain, Arthur Lourié, scholasticism,
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ABAAECETHX U TPHAECETUX TOAUHA IIPoIAOT Beka. Melyy mrMa je HajBaxHHjH 61O
JKak Mapures, unja je HeoTOMUCTHYKA $HAO30DHja, IPUME-eHa Ha yMETHOCT,
6raa BpAO 3HayajHa 3a CTPaBUHCKOT, HAPOUHTO HeHA IPHMEHA Y SKUBOTY U PaAY
KOA€re, pyCKOT KOMIIO3UTOPa eMUrpanTa, Aprypa Aypea. OBaj usaHak ocBeTsaBa
oproc uzmely Crpasunckor u MapuTeHa mupuM $UAO30PCKUM U CTBAPAAAIKIIM
KOHTEKCTOM TOT MePUOAQ, AoTudyhu ce u aeaa Aypujea u Manyeaa pe Qane, Te
pacmpaBmsa O BerOBUM IIOCAEAUIIAMA Y AeAy camor CTpaBHHCKOT.

KnyyunE pEYM: Hrop Crpasuncky, XKax Maputen, Apryp Aypuje, cXosacTHKa,
AYXOBHA My3HKA.

INTRODUCTION

Igor Stravinsky’s interest in matters philosophical is well known. He was a voracious
reader and spent, over the course of his life, much time with creative intellectuals,
ranging from Jean Cocteau (1889-1963) to Aldous Huxley (1894-1963). His am-
biguous relationship with religion was certainly part of this trajectory of intellectual
curiosity, and it came to the fore particularly while he lived in France (1920-1939),
Paris at that time being a centre of philosophical debate that by no means excluded
discussion of religious topics (further on this, see Moody 2021b). In this context,
Stravinsky’s relationship with the French Catholic philosopher Jacques Maritain
(1882-1973) has a very particular significance, and it is this that the present article
explores.

MARITAIN AND STRAVINSKY IN DIALOGUE

On 28 July 1935, Maritain wrote to Stravinsky:

From my point of view it would be necessary to confirm the existence of something
entirely different from the expression of feelings. I refer to “creative emotion” or “cre-
ative intuition”; by means of this, the artist, without being aware of it, speaks to him-
selfin his work as God does in the act of creation. I have written several pages on this
subject in my Funébres de la Poésie (pages 192-99), and I would be happy to know
what you think... (Stravinsky and Craft 1978, 222)

Robert Craft observes that Stravinsky would have been shocked by Maritain’s
analogy, noting that “Few contemporaries have known with the first-hand certainty
of Igor Stravinsky that a ‘creative emotion’ exists. As for God, while listening to the
Symphony of Psalms, one can feel that Stravinsky may also have had some knowledge
of him” (Stravinsky and Craft 1978, 222). Such a reaction hardly does justice to the
complexity of this subject, however. Firstly, Maritain is far from claiming that Stra-
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vinsky had no knowledge of God - this is an entirely specious argument. Secondly,
in view of Stravinsky’s notorious pronouncements on the inability of music to ex-
press anything but itself,” one might imagine that the composer would in fact have
had considerable sympathy with such a point of view. We cannot know, however, as
Craft himself notes, for there exists no record of Stravinsky’s reactions to the letter.

Maritain’s position with regard to the spiritual dimension of a potential philos-
ophy of work had been formed by his decision to become a Roman Catholic after
a Protestant upbringing, a period of agnosticism and a deep spiritual crisis. Under
the influence of St Thomas Aquinas especially, but also Aristotle, Henri Bergson
and others, he came to a philosophy which centred on divine reason as informing
the earthly order, publishing his treatise Art et scolastique in 1920. In this work, he
claimed that modern art had become too enslaved by personal expression, and that
was what required was the dissociating of this from the individual; a return, in other
words, to the concept of artistic humility of the Middle Ages and an acceptance of
the idea of divine order.

Criticism of this position includes the idea that, as Carl R. Hausman put it,

Maritain is committed to a denial that the artist is an active and literal creator [ ... ].
Maritain believes that the Illuminating Intellect, which conditions the artist’s realiza-
tion of his intuition as it springs from the preconscious intellect, is given by the grace
of God. And, although Maritain rejects Plato’s Muse in order to explain creativity in
terms of the human mind, ultimately, he replaces the Muse with God (1960, 219).

But it is hard to see, from the point of view of a Christian artist, what could be
wrong with this idea. The Muse really has no place in the Christian scheme of things,
but a universe ordered according to divine principles would necessarily involve the
grace of God as the fons et origo of artistic inspiration and achievement. The “creative
emotion,” or “creative intuition,” is not, in Christian terms, an invention of the hu-
man mind alone. The late theologian Fr Alexander Men (1935-1990), for example,
saw creativity as essential to the human condition:

To deprive man of creativity means to take away that attribute which makes him like
God. For it is written in the Scriptures: “Let us make man in our image, after our like-
ness.” These are the Creator’s words. Which image and likeness, we might ask, does
not create? Which one tells us that creativity is delirium, of the devil? So, we come
to the following. Christ said that each person brings what he has to offer from his
treasure. And you, painters and masters of other genres, express the treasures of your
heart, your perceptions of the world (Men, n.d.).

2 “Iconsider that music is, by its very nature, essentially powerless to express anything at all, whether
a feeling, an attitude of mind, or psychological mood, a phenomenon of nature, etc.... Expression has
never been an inherent property of music. That is by no means the purpose of its existence” (Stravinsky

1975, 53).
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One may thus see creativity as a kind of reactive dialogue: man creates in re-
sponse to having been created by God, and it is impossible in this context to see
what merit Hausman’s claim that Maritain consciously “replaces the Muse with
God” might have.

How one might actually work with such concepts as those put forward in Art et
scolastique is, of course, another matter. It is one thing to claim to desire to be part of
what the controversial artist Eric Gill called a “holy tradition of working”, but quite
another to make that desire a reality, as Gill's own life showed, and as demonstrated
in the depressingly revealing biography by Fiona MacCarthy (1989).

Stravinsky himself said that “Maritain may have exercised an influence on me
at this time, though not directly, and, certainly, he had no part in my ‘conversion™
(Stravinsky and Craft 1972, 76). Such dissociation from figures of possible discern-
ible influence is hardly unusual on Stravinsky’s part, however, and it is certainly the
case that some of Maritain’s ideas, notably concerning “man the maker” (homo faber)
still found resonance in the lectures Stravinsky later gave at Harvard on the poetics
of music (Stravinsky 1956).

Neither was Stravinsky the only composer to have been struck by Maritain’s
ideas. Manuel de Falla was similarly impressed and sought ways to reconcile aes-
thetic modernism with his deep-rooted Catholicism. As Michael Christoforidis has
pointed out,

Falla had annotated a passage from E.T.A. Hoffmann that reflects Maritain’s senti-
ments on the artist and the worker in the pre-industrial age, exalting “that time when
the artist and the worker strove hand in hand, marching to the same rhythm.” Falla
would go on to integrate such ideas within his proclamations on artistic endeavour at
the end of the decade [the 1920s]: “I believe in the beautiful necessity of music from
a social point of view. It should not be egoistic but created for other people. Yes, to
work for the public without compromising: this is the problem, this is my constant
concern” (Christoforidis 2018, 197).

Stravinsky was impressed by Falla’s music, and made laudatory reference to it in
print during the 1930s, in particular the Harpsichord Concerto and the marionette
opera El Retablo de Maese Pedro (Ibid., 258). The Russian composer’s reputation in
Spain during this period was high, and not only had his Symphony of Psalms been
extremely well received when it was given several performances during the course of
1933, but in 1935 his Chroniques de ma vie was translated into Spanish by Leopoldo
Hurtado and published by Sur in Argentina.

ARTHUR LOURIE

There is another aspect to Stravinsky’s attitude to these questions: he maintained
— in spite of his connections with such figures as Maritain, Cocteau and the Russian
émigré composer Arthur Lourié (1892-1966), who had converted from Judaism
to Catholicism - a distance from the Roman Church, which was certainly affected
by his nostalgia for Russia, and also certainly by the vibrant Orthodox presence in
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Paris. Stravinsky himself said, on once again becoming a communicant after years
of remaining outside, that, “perhaps the strongest factor in my decision to re-enter
the Russian Church rather than convert to the Roman was linguistic. The Slavonic
language of the Russian liturgy has always been the language of prayer for me” (Stra-
vinsky and Craft 1962, 75-76), an observation that clearly reinforces the idea that
nostalgia for his Russian past — even the memory of his childhood — was central to
the whole process.

There was certainly pressure on the part of Lourié for Stravinsky to move to-
wards Catholicism, and Orthodox theologians and philosophers resident in Paris
at that time were strongly involved in ecumenical initiatives, so such contacts were
inevitable. Figures such as Nikolay Berdyaev (1874-1948), Sergei Bulgakov (1871~
1944), Georges Florovsky (1893-1979) and Vladimir Lossky (1903-1958) were at
the heart of a vital spiritual and intellectual renaissance in Orthodoxy, and Catholic
theologians engaged with them. Lourié’s own fascinatingly complicated trajectory,
and the interrelationship of his Maritainian orientation with his interest in Eurasian-
ism and Russian symbolism, have been discussed in detail in Caryl Emerson. She
writes:

Catholicism was, after all, the longest uninterrupted affiliation of his career. Symbol-
ism faded to a shade after the Revolution. The celebrated Lourié-Stravinsky collab-
oration (and tucked inside it, the Eurasianist diversion) was at best robust for half a
decade. But the Catholic connection lasted for more than half a century, from 1913
to 1966 (Emerson 2014, 202).

She further notes that “Lourié was the model twentieth-century composer
whom Maritain cited in all his mature treatises on art” (Emerson 2014, 202), but
also points out the ambiguity in his trajectory, noting in particular Lourié’s stance in
1934 (the break with Stravinsky having come five years earlier) and his reiteration
of Maritain’s neoThomist position: “Earlier, salvation had been sought in the right
shape for an Orthodox Russia; now it was sought in the right sort of Catholicism.
This confluence could be a sign of Lourié’s universalism. Or it could be simply an
alternative enabling mask” (Ibid., 205).

Stravinsky, however, while also a wearer of enabling masks, returned to the reli-
gion of his youth, with fascinating musical consequences (see Walsh 1999, especially
431-443 and 498-501).

STRAVINSKY’S MUSICAL RESPONSES

If we turn to the first music Stravinsky composed with a specifically spiritual
aim, namely the Slavonic setting of the Lord’s Prayer written in 1926, we might very
well argue that this is the work of an homo faber. The composer himself described
it as “a simple harmonic intonation of the words” (Moody 2021a, 312), and its un-
adorned severity has little to do with the often elaborate, and frequently sentimental,
19*-century Russian repertoire that he would have been used to hearing in services.
It is tempting to construct a relationship between this setting and the various ex-
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traordinary repertories of Russian mediaeval polyphony now familiar to us, but it is
highly unlikely that Stravinsky would have known about these. They were certainly
familiar to the limited circle of chant scholars active in Russia at the end of the 19"
century, whose pioneering work would result not only in a renewed interest in early
chant but in new ways of treating it compositionally, as so much music by Ches-
nokov, Kastalsky, Rachmaninov and Tchaikovsky demonstrates. But it is not music
that would have been heard, least of all liturgically, and the first modern publication
of such repertoire was that by Nikolai Uspensky in the Leningrad of the 1960s (Us-
pensky 1965 [1971]; 1968).

On the other hand, it would be rash to forget Stravinsky’s memories of Russian
and Ukrainian folk music, especially as filtered through Les noces (1923) (See, inter
alia, Mazo 1990). This, I would argue, is much more likely to have been an influence,
whether conscious or unconscious. The Bogoroditse Devo which he wrote eight years
later is somewhat more calculated, being a harmonization of a four-note melody
(varied metrically) in the Phrygian mode on D, with some elements of the Aeolian
mode. It seems if anything to fit even more neatly into the category of “craft” fit for
holy purpose. In between these two works came the Creed (Veruyu), in 1932. It is
reminiscent of a modal fauxbourdon, and would have a successor in the Creed of
the Mass (1944-1948): it may be described as a Stravinskyan refraction of the tradi-
tional recitative-style setting of the Creed in use in Russian churches.

The Mass provides, in fact, an opportunity to speculate on what Stravinsky might
have come up with had he chosen to convert to Catholicism, though, being Stravin-
sky, he hardly needed encouragement to follow his own creative instincts, however
contradictory they may have seemed (and did seem) to his audiences.

According to Roman Vlad (1978, 157), it was during the writing of the Credo
that Stravinsky first had the idea of setting the whole of the Mass. This did not, in
fact, come to fruition until 1948, though in the meantime he completed the Sympho-
ny of Psalms and Babel. His oft-quoted explanation in Explanations and Developments
for the composition of the work was that he had been playing through some sec-
ond-hand scores of Mozart Masses; “rococo-operatic sweets of sin’, as he described
them (White 1985, 407). He also recorded that it was because he wanted to write a
genuinely liturgical piece, but using instruments that he would use to set the Cath-
olic Mass; in the Orthodox Church the use of instruments is expressly forbidden.
One must also remember, of course, Stravinsky’s predilection for the Latin language
itself.

The instrumentation consists of wind instruments only - two oboes, cor anglais,
two bassoons, two trumpets, and three trombones — and the extraordinary sonority
this ensemble produces in combination with the choir of men’s and boys’ voices
is one of the most noteworthy features of the Mass. The music itself is austere and
humble, but possessed of the kind of inner radiance proper to true liturgical mu-
sic. The strange oscillating solos of the Gloria and Sanctus, for example, sound like
refractions of Byzantine chant; the incantatory declamation of the Credo is sim-
ply a Russian Creed transplanted (as, indeed, was his earlier setting of the text in
Slavonic, as we have seen); and all the movements have memories of the Catholic
polyphonic repertoire all the way from the fourteenth to the sixteenth centuries, us-
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ing techniques such as fauxbourdon and descant, and exploring a modal polyphonic
vocabulary that subsumes dissonance into something appropriately hieratic and de-
liberately “inexpressive”. Given this, though the composer explicitly denied ever hav-
ing heard the Mass by Guillaume de Machaut, it is difficult to take this affirmation
seriously. Stravinsky’s musical omnivorousness and the way in which he was able to
filter this to create works of astonishing originality are, of course, well-known, and
this applies just as much to his sacred as to his secular music. What is interesting in
the context of the composer’s attraction to the idea of the homo faber, ornamented
though this particular work, and in spite of its having been first performed in a the-
atre (the Teatro alla Scala in Milan, no less), is that it has become over the decades
increasingly frequently performed within the context of the liturgy, which has much
to do with choirs having become more familiar with the idiom over the years. This
in itself prompts reflection on what is “useful” in liturgy, and how the parameters
of such a definition might change; Maritain’s practical vision would not, I would
argue, have been such as to encompass the idea of what one might call modernisms
becoming part of a “tradition of holy working” in quite the way that might be said to
have occurred in the Mass and the Symphony of Psalms, even though the latter is, of
course, in any case not liturgical.

Itis, indeed, a matter of historical fact that the Church has not agreed in all places
and at all times about what kind of music genuinely has a “theological character”
(Moody 2009; 2015) and, consequently, a liturgical character. The Fathers of the
Church are clear, in general, about what music should not be, and about what music
is capable of, but it remains the case that discerning with any precision what kind of
music might meet with Patristic approval is not always easy. This in turn has clear
ramifications for Maritain’s “tradition of holy working”

In the light of this, it is interesting to note what Alexander Kastal'sky (1856
1926) himself had to say about the composition of church music, in an article pub-
lished in English translation in 1925, entitled “My Musical Career and My Thoughts
on Church Music”™:

And style?... Our original church tunes when laid out chorally lose all their individ-
uality; what distinction they have when sung in unison as they were by the old-be-
lievers, and how insipid they are in the conventional four-part arrangements of our
classics, on which we have prided ourselves for nearly a hundred years: it is essential
but... spurious (Kastal'sky 1925, 237-238).

The future of our creative work for the Church can also be merely surmised, but I feel
what its real task should be. I am convinced that it lies in the idealisation of authen-
tic church melodies, the transformation of them into something musically elevated,
mighty in its expressiveness and near to the Russian heart in its typically national
quality. (...) I should like to have music which could be heard nowhere except in a
church, and which would be as distinct from secular music as church vestments are
from the dress of the laity (Ibid., 245).



40

MY3UKOAOTHJA / MUSICOLOGY 34 - 2023

It is quite clear in such writing that, though the intention is to return to “indig-
enous church melodies,” the motivation is emotional and nationalistic, rather than
grounded in liturgical theology. And one might say the same of Stravinsky’s moti-
vation, as we have seen, though this certainly does not cast doubt on the reality of
his faith. Rather, the constant war of attrition fought between the requisites of genu-
inely liturgical music able to engage in theology and the vast imagination possessed
by Stravinsky, one able to transmute all manner of objects that came his way into
something uniquely his, is precisely the conflict that so many artists of faith have had
to resolve, every time anew, for themselves.

This is a convenient point at which to return to the Symphony of Psalms, written
in 1930 and revised in 1948. The sung texts are Psalms 38:13-14; 39: 2—4; 150; the
origin of the work was a commission from Serge Koussevitzky at the end of 1929
for a symphony to celebrate the fiftieth anniversary of the foundation of the Bos-
ton Symphony Orchestra in the following year, but the project had been initiated
by Stravinsky himself earlier that year. Initially, the plan was for a purely orchestral
work, but by January the following year it had become not only choral but sacred:
the composer made a note of verses 13-15 of Psalm 39 after reworking a set of ear-
lier songs (Souvenirs de mon enfance), and the words of the dedication begin with
the observation that it was composed “a Ia gloire de DIEU”: here is the real starting
point of the work. Stravinsky had had the idea for a symphony based on psalm texts
for some time, as he noted in Dialogues and a Diary, and made this commission
his opportunity. In spite of having decided on the texts, the title of the work took
some time to be formulated exactly, and had considerable bearing on the way the
composer wished the piece to be understood. Stravinsky’s original idea was Sym-
phonie psalmodique, which was queried by the ethnomusicologist André Schaeftner.
The composer then wondered in a letter to Schaeffner whether Symphonie psalmique
would be better, but noted that

To me the word ‘psalmique’ indicates only that the symphony contains some psalms
sung by soloists or choirs; that is all. I was looking for a brief title which would seize
the special character of my Symphony. In short, this is not a symphony into which
I have put some psalms which are sung, but on the contrary, it is the singing of the
psalms which I symphonize, and that is difficult to say in two words (Stravinsky
1982,215,n.273).

Significant, too, is the fact that Stravinsky began composing the work in Slavon-
ic, and only later changed to Latin. Though he specifically pointed out that he was
not consciously aware of “Phrygian modes, Gregorian chants, Byzantinisms” while
composing, he said too that such influences may well have been unconsciously pres-
ent (Stravinsky and Craft 1982 [1968] 45). These words, together with his obser-
vation that the “Laudate Dominum” section is “a prayer to the Russian image of the
infant Christ with orb and sceptre” (Ibid., 46) serve to reinforce the strong Rus-
so-Byzantine splendour of the music, otherwise almost inexplicable since the text is
in Latin and the musical processes undeniably largely western and pseudo-Baroque
in origin; Stephen Walsh has described the work as a “gesture of solidarity with
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the divine order: antique songs of praise cast into the grandest of modern classical
forms” (Walsh 1999, 500). Might one not view this as corresponding with Marit-
ain’s assertion that “Art... is the straight intellectual determination of works to be
made” (Maritain 1953, 35)? That is, if art is defined as being techne (téxvn), which
brings creation into an essential relationship with the intellect, in that rules are skil-
fully applied, it thus covers arts considered both “traditional” and “useful,” the fine
arts having no other function than to body forth beauty, “beyond use other than for
themselves”, as Richard Haynes has phrased it (2015, 531-532), and thus universal.

EPILOGUE A LA RUSSE

The names of Stravinsky and Maritain have, as we have seen, frequently been
linked in the past. What has, perhaps, not been considered in more detail, in part
because of his own deliberately obfuscatory comments, is Stravinsky’s independent
application of ideas that, as he said, “may have influenced” him. In fact, his singular
approach to Maritain’s ideas in his work is scarcely comprehensible without taking
into account his status as a Russian abroad. For a Catholic artist in Europe or the
United States, Maritain’s ideas would have been an obvious resource. The fact that
Stravinsky, of Russian training and Orthodox religious persuasion, became interest-
ed in these matters is, as I have suggested above, a result of the “Paris effect” evident
in the philosophical ferment in the France of the 1920s and 1930s.

Stravinsky was as well able to play the magpie philosophically as he was musical-
ly, but his kleptomaniac disposition in this regard always results in something that,
while it may well be “for the glory of God”, is also unmistakably signed by the hand
of its — Russian — author.



42

MY3UKOAOTHJA / MUSICOLOGY 34 - 2023

Li1sT OF REFERENCES

Christoforidis, Michael. 2018. Manuel de Falla and Visions of Spanish Music. London & New York:
Routledge.

Emerson, Caryl. 2014. “Jacques Maritain and the Catholic Muse in Lourié’s Post-Petersburg Worlds”.
In Funeral Games in Honor of Arthur Vincent Lourié, edited by Klara Méricz and Simon Morrison,
196-268. Oxford: Oxford University Press.

Hausman, Carl R. 1960. “Maritain’s Interpretation of Creativity in Art”. The Journal of Aesthetics and Art
Criticism 19 (2): 215-219.

Haynes, Richard. 2015. “Jacques Maritain’s Definition of Art”. New Blackfriars 96 (1065): 527-541.

Kastal'sky, Alexander. 1925. “My Musical Career and Thoughts on Church Music”. Musical Quarterly
11:231-247.

MacCarthy, Fiona. 1989. Eric Gill. London: Faber.

Maritain, Jacques. 1920. Art et scolastique. Paris: Librairie de I'Art Catholique.

Maritain, Jacques. 1953. Creative Intuition in Art and Poetry. New York: New American Library.

Mazo, Margarita. 1990. “Stravinsky’s ‘Les Noces’ and Russian Village Wedding Ritual”. Journal of the
American Musicological Society 43 (1): 99-142.

Moody, Ivan. 2009. “The Idea of Canonicity in Orthodox Liturgical Art”. In Composing and Chanting
in the Orthodox Church: Proceedings of the Second International Conference on Orthodox Liturgical
Music, edited by Ivan Moody and Maria Takala-Roszczenko, 337-342. Joensuu: ISOCM/
University of Joensuu.

Moody, Ivan. 2015. “The Seraphim Above: Some Perspectives on Theology in Orthodox Church
Music”. Religions 6: 350-364. https://doi.org/10.3390/1rel6020350.

Moody, Ivan. 2021a. “Pater noster”. In The Cambridge Stravinsky Encyclopedia, edited by Edward
Campbell and Peter O’'Hagan, 312. Cambridge: Cambridge University Press.

Moody, Ivan. 2021b. “Stravinsky’s Spiritual Journey: Orthodoxies and Unorthodoxies”. In Stravinsky in
Context, edited by Graham Griffiths, 42-49. Cambridge: Cambridge University Press.

Moéricz, Klara and Morrison, Simon, eds. 2014. Funeral Games in Honor of Arthur Vincent Lourié.
Oxford: Oxford University Press.

Stravinsky, Igor. 197S. An Autobiography. London: Calder and Boyars (trans. of Chroniques de ma vie,
Paris 1935).

Stravinsky, Igor. 1956 [1947]. Poetics of Music in the Form of Six Lessons. Translated by Arthur Knodel
and Ingolf Dahl. New York: Vintage.

Stravinsky, Igor. 1982. Selected Correspondence. Edited and with Commentaries by Robert Craft, Vol. 1.
London: Faber.

Stravinsky, Igor, and Robert Craft. 1962. Expositions and Developments. London: Faber.

Stravinsky, Igor, and Robert Craft. 1982 [1968]. Dialogues. London: Faber.

Stravinsky, Vera, and Robert Craft. 1978. Stravinsky in Pictures and Documents. New York: Simon &
Schuster.

Uspensky, Nikolai D. 1965 [1971]. Drevnerusskoe Pvcheskoe Iskusstvo, Leningrad, 2*¢ ed. Moscow:
Sovetsky kompozitor.

Uspensky, Nikolai D. 1968. Obraztsy Drevnerusskovo Pevcheskovo Iskusstva. Leningrad.

Vlad, Roman. 1978. Stravinsky. Oxford: Oxford University Press.

Walsh, Stephen. 1999. Stravinsky: A Creative Spring. London: Jonathan Cape.

White, Eric Walter. 1985. Stravinsky: The Composer and His Works. Berkeley and Los Angeles: University
of California Press.


https://doi.org/10.3390/rel6020350

43

IVANMOODY
STRAVINSKY AND MARITAIN: PHILOSOPHIES OF WORK

BAH Myau
CTPABUHCKU U MAPUTEH: OPUAO30DUJE AEAA

(PE3UME)

duro3opcka M, HAPOUUTO, peAurHjcka Tpajekropuja CTPaBHHCKOT OAAMKYyje ce
OpojHHM yTHLAjUMA. JeAQH OA HBHX je AeAO (PPAHIyCKOT KATOAMYKOT (prao3oda
JKaka MapuTeHa, ¢ KOjuUM je KOMIIO3UTOP CTYIIHO Yy KOHTAKT TOKOM CBOjUX FOAMHA
nposepeHux y Ilapusy, ABapeceTHx 1 TPHAECETHX FOAMHA ITPOIIAOT BeKa.

OBnaj uaanak ocBeTnraBa yurHAK CTPABUHCKOT ¢ pOKYCOM Ha HeroBa PEeAUTHO3HA
AeAa Kpo3 TepCIeKTUBY MO3HAHCTBA ¢ $purozodujom JKaka Mapurena (HapounTo
C BeroBOM MHTepIpeTanujom uaeje homo faber-a, ,;90Bexa-TBopia”), y KOHTEKCTy
uaosodcxor Bpema y Mehyyparroj Ppanrryckoj.

Cam CrpaBuHcku BpaTno ce HacAeheHOj pycKOj IPaBOCAABHOj BepU U OA
ABaAECeTHX TOAMHA IIPOIIAOT BeKa Hapase IPOU3BEO je Cepujy OCTBapema Koja
H3paXKaBajy OBaj MAPHTEHCKU CTAB HA jeAAH MAM APYTH HA4HH, YKiydyjyhu mama
caoBeHcka ocTBapema Oue nawi, Boiopoguye gjeso u Credo, u 3arum, Cumorujy
ficarama v Mucy, Mako HH y jeAHOM OA OBUX AeAd HHje IIOKa3a0 MOCcebGaH AMYHU
TeXHUYKH BOKaOyAap. Taj BokabyAap ce HAAA3U y CarAacjy OBHX ABajy eAeMeHTa KOjH
upHe My3uKy CTpaBUHCKOT ITOCeOHOM, CIIpe3H KOja ce TeMesU Ha HerOBOM PYCKOM
IIOpeKAy TIpeobpakeHOM MCKYCTBUMA Ha 3amaAy: CTApO M3HOBA MIPEACTABASEHO KAo
HOBO.
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ABSTRACT

The complex authorship of Stravinsky’s Poetics of Music, as a result of the collab-
oration between the Russian composer himself, the composer and critic Alexis
Roland-Manuel and the Russian émigré thinker Pierre Souvtchinsky, has been
well established by now. This article traces the latter’s contribution to Stravinsky’s
book moving beyond the obvious places to look, namely the fifth chapter (written
by Souvtchinsky) and the well-known reference to Souvtchinsky’s ideas on mu-
sic and time. The Poetics will thus intriguingly emerge as a most unexpected plat-
form for the presentation and dissemination of positions associated with a certain
strand of Eurasianism, the Russian émigré intellectual and political movement,
with which Souvtchinsky was closely associated.
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ATICTPAKT
KowmraexcHo ayTopcrBo Iloeitiuke mysuke CTpaBUHCKOT, KO PE3yATAT capapmbe
usmely oBor pyckor xommosuropa, Aaekcuca Porana-Manyeaa, KOMIIO3UTOpa
U KpHUTHYapa, U pyckor emurpanta u mucamona Iljepa Cysumsckor, Beh je
ycTaHOB&»eHO. OBaj yaaHak mparu AOIpUHOC CyBUMHCKOT IIOMEHYTOj KEbH3H,
erhth/I Ce U N3BaH OYEKHNBaHUX OKBI/Ipa 3a HOCManaH:e, OAHOCHO HM3BaH IIeTOr
noraasaa (koje je Harmcao CyBYMHCKM) M AOGPO TT03HATe pedepeHiie Ka lerOBUM
upejama o My3unu u Bpemeny. Ha Taj Haunn IToemiuka he mHTpUranTHO HOCTaTH
HajMaI—be OYEeKHBaHa HAaT(I)OpMa 3a IIPEACTaszaH:e nu meeH>e CTaBOBa ITIOBE€3aHUX
¢ oppeheHoM cTpyjoM eBpoasujcTBa, pyCKOT eMUIPAHTCKOT HHTEAEKTYAAHOT U

MOAUTHYKOT IIOKPeTa, ¢ KojuM je CyBunHCKY OHO OANCKO II0BE3aH.

Kay4unE PEUM: Urop Crpasuncky, ITjep Cysumnnckwy, Ioeitiuka my3uke, eBpOa3HjcTBO,

HEOKAACHUIIM3aM.

Composed over the spring and summer of 1939, initially in the form of six academic
lectures — namely the Norton lectures, which were delivered at Harvard University
in the academic year 1939-1940 — Igor Stravinsky’s Poetics of Music is essentially
an aesthetic manifesto of his neoclassicism.” Indeed, quotations from this text have
been habitually employed in illustrating certain aspects of his objectivist, interna-
tionalised neoclassical style, such as the notorious call to order. The complex au-
thorship of the Poetics as a result of the collaboration between the Russian compos-
er himself, the composer and critic Alexis Roland-Manuel, and the Russian émigré
intellectual and musicologist Piotr Suvchinskii (known in the West as Pierre Sou-
vtchinsky) has been well established by now. Thus, we now know that Souvtchin-
sky drew up the general plan of the Norton lectures (eight in number), indicating
the main topics and concepts to be considered; the notes by Stravinsky himself (for
six, rather than eight, lectures) that have survived actually fleshes out Souvtchin-
sky’s plan (Craft 1983, 496-501; Dufour 2013, 233-243). The Russian intellectual
also drafted the lecture on Russian music (“The Avatars of Russian Music”). Ro-
land-Manuel’s principal task was to write up the text of all the lectures in French;
yet, after Souvtchinsky’s early departure from Sancellemoz, where the lectures were
being prepared, before the completion of the project, Roland-Manuel inserted some
of his own views, such as ideas derived from Jacques Maritain, into the text (Dufour
2021; Soumagnac 2000).3

2 First publication by Harvard University Press in 1942 (Stravinsky 1942). Second publication by
Janin, without the chapter on Russian music in 1945. The chapter on Russian music was reinserted in
the final, 1952, publication by Le Bon plaisir (Dufour 2021).

3 On Maritain’s influence, see Ivan Moody’s contribution to this issue (Moody 2023).
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Since the Poetics of Music is essentially a collaborative project, it synthesises views
that originated (apart from Stravinsky) on the one hand from Roland-Manuel’s and,
on the other, from Souvtchinsky’s input. The outcome, of course, is undoubtedly
an aesthetic declaration that fully represents Stravinsky — or at least Stravinsky as
he wished to present himself to the world. This article seeks traces of Souvtchin-
sky’s contribution to the text. More specifically, I shall illustrate how the Poetics of
Music incorporates some of his ideas, and how those can be associated with his in-
volvement in the Russian émigré interwar movement called Eurasianism. Richard
Taruskin has analysed how the fifth chapter of the Poetics (which was composed by
Souvtchinsky) reflects Eurasianist ideas, with an emphasis on the political subtext
(2016, 428-471). Insightful as it is, Taruskin’s analysis does not take into consid-
eration Souvtchinsky’s own writings, but instead relies on general literature about
Eurasianism, an approach which leaves some space for a fresh reading of the way the
Russian chapter reverberates with Eurasianism, which can nevertheless not be un-
dertaken in the context of the present article. My analysis involves passages coming
from Stravinsky’s book that appear in chapters other than the fifth (namely the one
on Russian music), with an emphasis on the history of ideas and aesthetics, thus
highlighting Souvtchinsky’s profound contribution to the project overall.

Stravinsky’s collaboration with Souvtchinsky for the Norton lectures marks the
culmination of the two men’s friendship in emigration. Stravinsky and Souvtchinsky
had first met in St Petersburg in 1910 through Stravinsky’s brother, Gury, but no
connection was established between them at the time (Langlois 2004, 16). Their
acquaintance was renewed in emigration in the early 1920s, at the time when Sou-
vtchinsky was involved in the affairs of Eurasianism as its co-founder and advocate.
Eurasianism was a Russian émigré intellectual and political movement of the 1920s,
which, to a great extent, drew upon the intellectual achievements of the Russian
Silver Age, merging nationalist and modernist elements. Souvtchinsky was one of
its co-founders and principal thinkers (Glebov 2003; Levidou 2013). Central to
this ideology was the conceptualisation of Russia as Eurasia, an autonomous geo-
graphical and cultural entity that effectively covered the space occupied by the So-
viet Union, which ethno-culturally was allegedly marked by the merging of Asian
(Finno-Ugric, Tartar-Turkic and Mongolian) and European features — although
the Asiatic element was clearly favoured by the Eurasianists. The Eurasian nation,
the Eurasianists deemed in a messianic spirit, was destined to establish a religious
culture that would redeem the entire humankind, replacing the debauched West-
ern European civilisation. This would occur thanks to the spiritual awakening of the
Eurasians, which came as a consequence of the political upheaval caused by the Bol-
shevik Revolution, and would eventually lead to the overthrowing of the Bolshevik
regime and, subsequently, to the much-anticipated cultural regeneration of the en-
tire humankind. It was not long before Stravinsky became the composer who fitted
the Eurasianists’ agenda, since his music would allegedly play a crucial role in the
upcoming implementation of the Eurasian religious culture (Levidou 2011).

In 1938 Souvtchinsky undertook to defend Stravinsky (with the composer’s
consent) against an unfavourable review of his Concerto Dumbarton Oaks by Boris
de Schloezer, published in the Russian émigré journal Poslednie novosti [ The Latest
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News] in June 1938 (Dufour 2006, 68-69). Moreover, his notorious article “La No-
tion du temps et la musique: Réflexions sur la typologie de la création musicale” - in
which he juxtaposes his friend to Wagner, with respect to the way their music artic-
ulates time — appeared in a special issue of Revue musicale devoted to Stravinsky the
following year (Souvtchinsky 1939). Stravinsky’s satisfaction with Souvtchinsky’s
writings, which advocated his work, is corroborated by his invitation to the Russian
intellectual to help him compose the Norton lectures over the spring and summer of
1939. Although the extent of Souvtchinsky’s contribution to the composition of the
Poetics was acknowledged publicly only in the 1960s, his name did make an appear-
ance in the text, since the composer revealed that his views on music and time, or on
musical time, khronos, are identical with those of his philosopher-friend (Stravinsky
1947,29-31).

Souvtchinsky had surely talked to Stravinsky about Eurasianism — for instance,
the word Eurasie (Eurasia) can be found in Souvtchinsky’s lecture notes in the sec-
tion referring to the chapter on Russian music (Dufour 2003, 389) — but no concrete
evidence survives of the composer’s interest in this ideology. Still, various scholars
have highlighted the composer’s connection to Eurasianist ideology with reference
to his work (Taruskin 1997, 360-467; Levidou 2009, 200-234; Levitz 2012). More-
over, Stravinsky’s correlation with Eurasianism is often discussed through his associ-
ation with his compatriot, the composer and music critic Arthur Lourié, who acted
as his associate and propagandist, especially in the 1920s, and who also embraced,
in his own particular way, aspects of Eurasianist ideology (Levidou 2009; 2013;
Mobricz 2013; Taruskin 2016, 162-232). It should be noted that the term Eurasia
did not find its way into the text of The Poetics.

So, let’s take the appearance of Souvtchinsky’s name in the second chapter of
the Poetics as a starting point for unravelling his contribution to the book, and the
connection to Eurasianism. This passage essentially summarises views expressed in
Souvtchinsky’s aforementioned article “La Notion du temps et la musique”. The ar-
ticle has been proved to be a fragment of a more ambitious project, which never ma-
terialised. Indeed, the original in Russian, which has actually been preserved, bears
the title “Zametki po tipologii muzykal'novo tvorchestva (Notes on the Typology of
Musical Creativity)”, while the subtitle “I. Vremia i muzyka (1. Time and Music)” re-
veals that the essay would have been just the first part of a longer study of composers
or perhaps musicians more generally (cf. also Suvchinskii 2004, 264 n. 1.; Dufour
2006, 64-65). It should be noted that Souvtchinsky had also resorted to the concept
of time when discussing the activity of a performer, that is, the conductor Arthur Ni-
kisch in an article dated 1922 (Suvchinskii 1922a; cf. French translation Souvtchins-
ki 1990a). Moreover, it is worth noting that one of Souvtchinsky’s early Eurasianist
publications also embraces this concept of creative types, and it does so with refer-
ence not to a musician but to the poet Aleksandr Blok (Suvchinskii 1922b). Hence,
the notion of time was for Souvtchinsky only one alternative for the classification
and interpretation of creative types, time being the fundamental element in the case
of music, as he claimed. Notably, this perception of creative types shaped the fourth
chapter of Stravinsky’s Poetics, titled “Musical Typology”, in which various compos-
ers are discussed.
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Souvtchinsky’s concept of creative types was arguably the aesthetic equivalent
of the notion of historical-cultural types advanced by Eurasianism. At the core of
this idea, which the Eurasianists inherited from the thinker Nikolai Danilevski, lay
the rejection of the belief in a single evolutionary law for the development of man-
kind, which had been promoted by Western civilisation, and the proposition that
each culture, or rather each cultural-historical type, develops according to its own
unique principle (Grier 2003, 59). This conception is in fact reflected in “La Notion
du temps et la musique” and indirectly in the Poetics of Music through the respective
discussion of musical time — in the juxtaposition of Wagner and Stravinsky, who
effectively represent the “Romano-Germanic” (as the Eurasianists called it) and
the “Eurasian” types respectively. Furthermore, the favouring of the latter over the
former projects the value judgement that underlay the Eurasianist conception of
historical-cultural types, namely, the Eurasianists’ condemnation of the ideals the
“Romano-Germanic” cultural type had been putting forward, most notably the ideal
of progress; it also reflects the belief in the Russian or Eurasian people’s messianic
mission, as well as Stravinsky’s identification in the context of Souvtchinsky’s “mu-
sical metaphysics” as the composer who was destined to help fulfill this mission.*
The following passage from the chapter on “Musical Typology” highlights both the
condemnation of progress and the related disapproval of Wagner.

These great beacon-fires [the masters, who in all their greatness surpass the general-
ity of their contemporaries] which shine out at widely separated distances upon the
historical field of art promote the continuity that gives the true and only legitimate
meaning to a much abused word, to that evolution which has been revered as a god-
dess — a goddess who turned out to be somewhat of a tramp, let it be said in passing,
even to having given birth to a little bastard myth that looks very much like her and
that has been named Progress, with a capital P . ..

For the devotees of the religion of Progress, today is always and necessarily
more worth while than yesterday, from which the consequence necessarily follows
that in the field of music the opulent contemporary orchestra represents an advance
over the modest instrumental ensembles of former times — that the Wagnerian or-
chestra represents an advance over that of Beethoven. I leave it to you to judge what
such a preference is worth... (Stravinsky 1947, 71-72).

Indeed, progress is condemned as a “little bastard myth”, and the comparison
between Wagner’s and Beethoven’s orchestras is called forth to prove the point.

The chapter on “Musical Typology” does not actually present an analysis of mu-
sical creative types, as the title suggests, and along the lines dictated by Souvtchin-
sky, but instead includes a vague discussion of various composers with reference
to style. But it does reflect Souvtchinsky’s thought associated with the concept of
creative types in another significant way, that is, with reference to their appearance

4 On the Russian tradition of “musical metaphysics” that lay the ground for Souvtchinsky’s ideas, see
Mitchell 2020.
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in history, and the nature of music history (Souvtchinsky’s philosophy of history
revolves around the categories of fact/event, process, and historical cycle, and the in-
terconnection between these notions is regulated by the principles of continuity and
discontinuity, as is discussed below). The material on this issue was initially intend-
ed by Souvtchinsky for a separate chapter on history, as is evident by the surviving
notes, which was merged with the chapter on “Musical Typology”. Indeed, some of
the related terms (fact, cycle, continuity and discontinuity) appear in Souvtchin-
sky’s notes for the Poetics, in order to be included in the chapter on history, while
the term process, which is encountered in Souvtchinsky’s music history, may be as-
sociated with the term evolution (see Dufour 2003, 377, 388; Dufour 2013, 232).
Stravinsky’s own notes for the lectures also employ Souvtchinsky’s jargon — with the
exception of the term “process”, which may be associated with the terms current,
course, courant (Dufour 2006, 217; English translation Dufour 2013, 239-240; first
published in English with some errors in Craft 1982-1983, 499-500).

According to Souvtchinsky, historical evolution has a double nature.* On the one
hand, it could be perceived as a dynamic process, a horizontal, uninterrupted chain
of relations of causality, in which each moment is determined and explained by the
preceding and prepares the following — see the principle of continuity. On the oth-
er hand, it could also be understood with emphasis on the vertical dimension, as
a sequence of discontinuous events or facts, which are limited in time and space
(Souvtchinsky 1953, 135).¢ Souvtchinsky considered both outlooks on the analy-

S Souvtchinsky’s understanding of history is expounded more systematically in his post-War
writings, although his notes for the Poetics reveal that the main elements of his thought had already been
shaped by the late 1930s. For some selected passages, through which the evolution of Souvtchinsky’s
philosophy of history may be traced, with particular reference to the dialectical pair of continuity and
discontinuity, and the concepts of process, event, and cycle, see: Suvchinskii 1996, 18-19 — where
recent history is described as a discontinuous succession of events; Suvchinskii 1923, 31 (French
translation: Souvtchinski 1990b, 47) - where the unexpected nature of reaction and revolution is
underlined, hinting at the concept of discontinuity; Suvchinskii 1926; French translation: Souvtchinski
1990c, 72 and 73 — where the discontinuity caused by the 1917 Revolution is perceived as demarcating
anew historical cycle; Suvchinskii 1928a; French translation: Souvtchinski 1990d; Suvchinskii 1928b;
Souvtchinsky 1930, 252 — where the dialectical pair of continuity and discontinuity is presented in
terms of the opposition of the “genetic” and the “contingent”, and is associated with historical continuity
versus spontaneous originality in art; Souvtchinsky 1932, 95-96 — where the terms continuity and
discontinuity are introduced and the pair is associated with the discontinuity caused by crisis (that is,
the exhaustion of creative resources) in art; Souvtchinsky 1953, 134-140; Souvtchinsky 1963a, 141~
146; Souvtchinsky 1963b, 15; Souvtchinsky 1982, 19; Souvtchinski 1990e, 99-101.

6 In a letter to Stravinsky on 11 November 1946, shortly after the two men’s reconnection,
Souvtchinsky revealed that he was preparing a book on the “Philosophy of Facts” in French, in which
he would juxtapose the ontological principles of process and fact/event (Souvtchinsky 1946a). This
undertaking did not materialise, perhaps because Souvtchinsky was preoccupied with the composition
of his monograph Un siécle de musique russe, a book commissioned by Gallimard Editions in 1943
(eventually published as Souvtchinsky 2004 ), aimed at defining a typology of the Russian creative genius
in the art of music through the examination of Russian music’s evolution from 1830 until 1930, focusing
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sis of historical evolution equally justifiable, as they correspond to the primordial
notions of process and fact/event respectively. These articulate the dialectical op-
position between continuity and discontinuity and correlate to another dialectical
pair, that of order and disorder — which also appears in the Poetics of Music (Stra-
vinsky 1947, 17). Although Souvtchinsky admitted that both interpretations of the
historical phenomenon are equally legitimate, he favoured that of the discontinuous
sequences of facts/events. The unexpected and inexplicable nature of facts/events,
which he also associated with the terms “miracle” and “phenomenon” — terms also
present in Stravinsky’s notes (see Dufour 2013, 240) - renders them for Souvtchin-
sky a transcendental quality. Since such unpredictability enabled him to relate facts/
events to the metaphysical realm, it made room for religion in his analysis of histo-
ry. Souvtchinsky interpreted the fact/events’ non-conformity to causality as the act
of divine Will, whose effect becomes most evident at the time of historical unrest.
He saw his hypothesis confirmed especially by the historical turbulence in the early
twentieth century, as an exceptional instance of the category of fact/event.

Apart from these two categories, Souvtchinsky discerned cycles within history,
which he placed on the same methodological plane as processes and facts/events.
Souvtchinsky visualised cycles as structured phenomena with beginnings, develop-
ments, points of culmination, and declines (cf. the term “cycles” in Stravinskys notes
in Dufour 2013, 239). The outline of cycles, for him, is determined by the effect of
events upon processes: “Lempreinte, le rayonnement et les limites d’efficacité du fait
sur et dans le contenu du processus, constituent précisement ce phénomene des cy-
cles” [ The imprint, the influence and the limits of effectiveness of facts on and in the
content of a process constitute precisely this phenomenon of cycles] (Souvtchinsky
1953, 136). According to Souvtchinsky, in the course of historical cycles transfor-
mations of entities — such as peoples or cultures — take place, such that at the end of
the cycle the entities have been modified without having lost their initial identity.

A crucial point in Souvtchinsky’s theory is the treatment of such “entities” as
analogous to the category of fact/event. Artists [or even geniuses] and artworks [or
masterpieces] are also conceptualised as such “entities”, which Souvtchinsky dis-
cusses in terms of the effect they have on historical evolution, namely, the degree and
nature of discontinuity they provoke to the course of history. In this respect, they
can constitute a revolution in the course of history. Consequently, the emergence of
an artist who is deemed to be a genius (which comes about as the point of conver-
gence and culmination of a number of historical currents) entails discontinuity in
historical evolution, while historical processes correspond to artistic traditions — so
we have the pairs genius-discontinuity and tradition-continuity. Souvtchinsky sug-
gested that the fundamental element of development in the arts is the appearance
and succession of artistic creators. Therefore, the arts advance by means of disconti-
nuity from one creative shock, or revolution, to another against a continuous back-
ground that is determined by tradition — and this is the context in which the phrase

on four case studies: Glinka, Mussorgsky, Tchaikovsky, and Stravinsky (see Souvtchinsky 1946b, 19).



52

MY3UKOAOTHJA / MUSICOLOGY 34 - 2023

“revolutions [and not evolutions, as Craft wrongly read and translated Stravinsky’s
notes (see Craft 1982-1983, 500)] vs evolution” that we encounter in Stravinsky’s
notes (see Dufour 2013, 240) may be interpreted.

Souvtchinsky’s concepts of process and fact/event, continuity and discontinuity,
tradition and innovation, appear in the Poetics of Music in relation to the terms or-
der and disorder. Order was one of Stravinsky’s principal neoclassical ideals; in the
Poetics, for instance, he exclaimed: “Composing, for me, is putting into an order a
certain number of these sounds according to certain interval-relationships” (Stravin-
sky 1947, 37). Since order was vital in his neoclassical aesthetics, one would expect
that disorder would carry negative connotations. Nonetheless, discontinuity, and,
by extension, disorder, figures as an essential factor for evolution in Souvtchinsky’s
thought; it is the lever that helps history and the arts proceed — even the disorder/
discontinuity caused by the Russian Revolution was received as a necessary devel-
opment and redemptive for the nation.” It is in this context that the following pas-
sage from the Poetics of Music should be read, which discusses the appearance of
artistic geniuses (described as “beacon-fires”), who cause disorder or discontinuity
in music history.

In fact, at widely separated intervals one sees an erratic block silhouetted on the hori-
zon of art, a block whose origin is unknown and whose existence is incomprehensi-
ble. These monoliths seem heaven-sent to affirm the existence, and in a certain mea-
sure the legitimacy, of the accidental. These elements of discontinuity, these sports
of nature bear various names in our art. The most curious is named Hector Berlioz.
[ ...] The great beacon-fires we spoke about never flare up without causing profound
disturbances in the world of music. Afterwards things become stabilized again. The
fire’s radiation becomes more and more attenuated until the moment comes when it
warms none but the pedagogues. At that point academicism is born. But a new bea-
con-fire appears, and the story goes on — which does not mean that it goes on without
shock or accident (Stravinsky 1947, 72, 73).

Later, in the fifth chapter, the one on Russian music, the appearance of Scri-
abin is also described in terms of disorder. Having discussed Glinka, the Five and
Tchaikovsky, Stravinsky (or rather Souvtchinsky) continues:

Whatever one may think of these tendencies, they were comprehensible and legit-
imate. They obeyed a certain order. They took their place within the framework of
Russian history. Unfortunately, academicism, the first signs of which were visible in
the activity of the Belyaev circle, was not long in gathering epigoni, while the imita-
tors of Tchaikovsky degenerated into a mawkish lyricism. But just when one might

7 For an example of Souvtchinsky’s employment of the term disorder in relation to Russian politics
and the emergence of two disorders in history, see Souvtchinsky (2004, 188). The content of this
passage is very close to a passage in the fifth chapter of the Poetics where we read about two Russias and
two kinds of disorder (Stravinsky 1947, 101).
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have thought we were on the eve of a dictatorship of conservatism, a new disorder
had wormed its way into Russian thought, a disorder whose beginnings were marked
by the success of theosophy; an ideological, psychological, and sociological disorder
that took possession of music with impudent unconcern. For, frankly, is it possible
to connect a musician like Scriabin with any tradition whatsoever? Where does he
come from? And who are his forebears? (Stravinsky 1947, 97-98)

Thus, despite the anarchy and turbulence that accompany the discontinuity
caused by great innovators in the arts, discontinuity, sensed as a disorder in the
course of history, figures as a necessary evil for creative evolution in the arts.

However, no positive nuance accompanies the term “disorder” when encoun-
tered in a different context in the Poetics of Music, namely with respect to a work’s
form, since the principles valued are those of unity, and order. In keeping with the
Eurasianist rejection of the Germanic ideal of progress, order within a musical piece,
as advocated in the Poetics of Music, is not achieved through the Austro-German-
ic compositional directives of development and contrast. Stravinsky stressed in the
second chapter that contrast produces an immediate effect by means of variety, while
similarity, which he favoured, satisfies in the long run by safeguarding solidity (Stra-
vinsky 1947, 31-32). Thus, for Stravinsky order was a quality that safeguarded unity
and coherence with reference to the structure of a musical composition; it secured
the connection of disparate elements into an integral whole, and turned a musical
composition from a mere agglomeration of musical elements into an entity (cf. for
instance Stravinsky 1947, 37,41, 51, 61-62).

The connections with Eurasianism become even more pronounced when the
religious underpinnings of this compositional model are taken into consideration.
Indeed, solidity within artworks is accomplished through the subordination of the
Many to the One: “One precedes the Many” (Stravinsky 1947, 32), Stravinsky con-
tended, a “law” that carries ontological nuances, as it presupposes and implies the
existence of a metaphysical absolute that encompasses everything and to which ev-
erything is subjected. The religious allusions are not only corroborated by the refer-
ence to “Being” in the respective passage in the Poetics, but also by the appearance
of Nicolas de Cues’s term coincidentia oppositorum — a rendering of the Neoplatonic
conception of the One as the ultimate source and origin of everything, which signi-
fied the coincidence of opposites in God — in Souvtchinsky’s notes intended for the
chapter titled “The Phenomenon of Music” (cf. Dufour 2013, 230). It is this very
approach to composition, based on similarity, unity and order, that, according to
Souvtchinsky, enabled Stravinsky’s music to articulate ontological (rather than psy-
chological) time, and thus to offer a window to ontological reality. And it is primarily
this attribute that rendered Stravinsky a protagonist in the realisation of the religious
culture the Eurasianists visualised.

To conclude, although the Poetics of Music has acquired a reputation like no other
writing by a composer as an aesthetic testament, it has proved to be a polyphonic
work. A comparison of this text with Souvtchinsky’s writings, specifically, medi-
ated through the Russian intellectual’s and Stravinsky’s own notes for the Poetics,
brings to the fore profound parallels between Stravinsky’s neoclassical “Bible” and
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views Souvtchinsky voiced under the spell of Eurasianism, and later expounded in
the only history he ever wrote entitled Glinka, Moussorgsky, Tchaikowsky, Stravinsky:
Un siécle de musique russe, dating from the 1940s (Souvtchinsky 2004). Stravinsky’s
Poetics of Music, thus, intriguingly emerges as a most unexpected platform for the
presentation and dissemination of ideas associated with Eurasianism through the
connection with Souvtchinsky specifically. To what extent Stravinsky embraced el-
ements of Eurasianism beyond those associated with Souvtchinsky’s philosophical
and aesthetic views, remains an open question.
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REVISITING STRAVINSKY’S POETICS OF MUSIC

KATEPHUHA AEBUAY
HoBA TYMAYEWA ITOETUKE MY3UKE CTPABUHCKOT: BE3A CA CYBUMHCKUM

(PE3UME)

Hanucana 1939, Hajnpe y popmu npepaBama Koja Cy OAp)KaHA Ha YHUBEP3UTETY
Xapsapa TokoM akapemcke 1939-1940. roaune, Iloetmiuka mysuxe CrpaBUHCKOT
CYIITHHCKH je eCTeTCKM MaHH(eCT HeroBOor HEOKAACHITM3MA. 3aWCTa, LUTaTH
U3 OBOT TeKCTa YOOHYajeHO ce KOPUCTe AA OM Ce MAYCTPOBAAM ACIIEKTU HeTOBOT
00jeKTHBUCTIYKOI, MHTEPHAIJMOHAAM30BAHOT HEOKAACHYHOr cTHAA. KommaekcHo
ayropcTBo Iloerfiuke, KaO pe3yATaT capapme H3Mel)y oBOTr PyCKOT KOMIIO3HTOpa,
Anexcuca Posana-MaHnyeaa, KOMIIO3UTOpPa U KPUTHYAPA KOjH je 3aBPIIMO PYKOIIHC,
Kao M pyckor eMurpanTa u Mucanona Iljepa CyBunHCcKOr — KOjH je UTpao 3Ha4ajHY
YAOTY, HADOUYMTO y HAIPTY CaAp)Kaja IpepaBama M KOjU je, IIpe CBera, HAIMCAO
neto noraasse (,ABarapu pycke Mysuke”) — AOCaA je ycTaHOBmeHo. Byayhu aa je
Toettiuka eceHIMjaAHO CapaAHUYKM IPOjeKaT, OHA CHUHTETH3yje IIOTAeAe KOjU Cy
notexan (ocum CrpaBuHckor) ¢ jeaHe crpane op Poaana-Manyeaa 1, ¢ ApyTe, 0p
CyBunHCKOT.

OBgaj pap mpatu poonpuroc CyBUMHCKOT HeoKAaCHIHOM MaHHpecTy CTpaBHHCKOT,
kpehyhn ce M3BaH OYeKMBAaHHX OKBHMpA 3a IOCMATpame, OAHOCHO U3BAH IETOT
noraassa u Beh A06po mosHare pedepenne kxa npaejama CyBUMHCKOT O MYSHIH H
BpeMeHy. 301na, OPOJjHU APYTU OAAOMIJM ¥ OBOj KIbH3U pedAEKTYjy CTAHOBHIITA
koja je CyBUYMHCKHM MCKa320 Y CBOjUM HAIIMCHMA, KOja 3HAYAjHO OAPA’KABajy HEroBy
MOBE3aHOCT C MeljypaTHHM PyCKHM eMUIDAHTCKIM HHTEASKTYAAHUM U IIOAUTUYKIM
IIOKPeTOM IIPO3BaHUM ,eBpoasujcTBo’. OHa he Outn mopBydeHa u Haraamena. Ha
Taj HauuH [loeiuxa he HHTPUraHTHO NMOCTATH HajMame OYeKHMBaHA maarGopma 3a
IpeACTaBbalbe U IIHperhe CTABOBA [I0Be3aHUX ¢ opapeheHOM cTpyjoM eBpoasujcTBa.
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Music can express nothing. That’s my conviction. It can express itself only. The music
expresses itself, and very eloquently. Eloquently. Expressing itself, it creates forms.
Musically speaking, purely musically speaking, there are rules, like rules in any game.
Each game must have its rules, otherwise it is an anarchy, which means nothing. I can
be what you want, I can be the worst of communists in the world, you know, but not
a[n] anarchist — [not] even the nicest anarchist. (smiles)?

In this excerpt of a filmed speech of Stravinsky, taken from Tony Palmer’s famous
documentary, the composerrepeats two ofhis idées fixes: first, that musicis “essentially
powerless to express anything at all”, as he has already told us in his autobiography
(Stravinsky 1936, 83); and second, that he considers it to be an abstract game with
rules. In his fundamental study of Stravinsky’s late music, Joseph N. Straus resumes:
“The Stravinsky literature normally describes him as an arch-structuralist, the creator
of forms for their own sake. And the sense of Stravinsky’s music as inexpressive is
often taken as particularly true of his late works, with their elaborate serial plans.
Indeed, Stravinsky himself encouraged the idea of his music as absolute, pure interval
music [ ...]” (Straus 2001, 183). Straus then goes on, in a very remarkable chapter
called “Expression and Meaning”, to which the present author is strongly indebted,
to uncover the so-to-say hidden symbolism in Stravinsky’s late works. He justifies his
exegesis not least by the fact that the composer himself had limited the scope of his
statements on expression (without excluding “meaning”), for example in Expositions
and Developments: “That overpublicized bit about expression (or non-expression)
was simply a way of saying that music is suprapersonal and superreal and as such
beyond verbal meanings and verbal descriptions” (Stravinsky and Craft 1962, 101).
Thus, what Stravinsky really decried was not musical expressiveness, but personal
(subjective) self-expression and literal meaning in music.

Already here we feel that there is a certain terminological confusion. To express
something, expression, expressivity and expressiveness are by no means equivalents
when it comes to music. Without entering into a terminological or philosophical
discussion of these notions, one could distinguish between three aspects at least:
first, the potential of music to be experienced intensely, let’s say the sheer power
of expression (this power Stravinsky’s music has always had); second, the ability
to evoke extramusical images both abstract or concrete (here, Stravinsky’s music
does seek abstract symbolism, as Straus’s analyses show convincingly); and third,
the overt emotional side of music, its interest in depicting states of emotion or
arousing empathetic feelings, maybe even tears (the latter might be seen as the late-
romantic standard attitude which Stravinsky wanted to overcome almost from the
beginning).? Irrespective of these three categories and authorial intentions, music
— even if it should seem absolutely hermetic in its total abstraction or haphazardness

2 TV Interview taken from the film by Tony Palmer, Stravinsky — Once at a Border, 1982, at 1:48:50
- 1:49:4S.

3 The most explicit example for an esthetical standpoint which sees music as a means to make cry
would probably be Puccini, cf. Erkens 2017.
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— willy-nilly does transport meaning, not least since meaning is ascribed to it in the
process of reception; it may suffice here to mention Umberto Eco’s notion of the
opera aperta (1962).

The conventional view of Stravinsky as a representative of coolness and
objectivity, i.e. the image he has created for himself, is doubtable. The absence of
traditional expressive gestures in Stravinsky’s music surely does not amount to
a complete “lack” (Straus 2001, 184), but rather a decisive reduction, since there
still are traditional rhetoric elements such as sighing motifs, even if these are not
entrusted to the yearning voices of the strings. And sometimes typical means of
expression, such as changes in dynamics (the many decrescendi in the Prelude
of the Requiem Canticles) and tempo (the accelerando of the initial melisma in
the “Lacrimosa” of the same work), resurface within the overall block-type stasis,
especially in the late music. In this respect, Roman Vlad singles out the Song of In
Memoriam Dylan Thomas — full of dolce, cantabile, and dynamic shifts — as “una delle
poche pagine stravinskiane effettivamente e direttamente improntate ad un esplicito
pathos espressivo” (“one of the few Stravinskian pages actually and directly marked
by explicit expressive pathos”; Vlad 2021, 343). Straus is less interested in such
relicts of (romantic) tradition than in the symbolical elements and musical gestures
of Stravinsky’s language as bearers of meaning. These (as it were) compensate for
the loss of traditional signifiers which, as said before, cannot be called complete.
But the aim of this article is not to reflect on a grand scale about Stravinsky’s music.
Instead, it will follow the paths of Joseph N. Straus and others who have looked into
the scores and sketches of the late works, and ask how far types of “expression” are
reflected.

Toroi, NEw AND OLD

In his study, Straus (2001, 186-187) defined a number of topical elements which
are detectable in Stravinsky’s late works:

EtoD

A

F

Bells

Chorale

Canon

Diatonic versus Chromatic
Stutter

Silence

Coda

It is a wide spectrum ranging from symbolic meanings of certain tonal centres,
and traditional musical topoi, such as bells, chorale and silence, to structural features,
like harmonic and melodic aspects or elements of form. Despite their individual
characteristic appearance in Stravinsky’s music, many of them have deep roots in
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music history, such as bells and choral evoking a sacred aura (not only in Russian
music), or the typical dichotomy of diatonic versus chromatic idiom as a Russian
heritage going back to Glinka via Rimsky-Korsakov (cf. Taruskin 1996, 255-306).
Conventional rhetorical means are stutter or silence; and the potential function of a
coda as a place for transcendence is following convention as well. But some elements
can be called idiosyncratic, especially the semantic layers of tonalities (F: “Death,
funerary, dirge, mourning”; A: “garden of delight; love’s kingdom; a transcendent
realm beyond the vicissitudes of daily life”; Straus 2001, 186) or the tonal shift from
E to D (“Motion from grief and lamentation to acceptance or transcendence of
death”; ibid,). In Straus’s study, these topics (or topoi) almost add up to a system,
a network of meanings (he calls them “expressive associations”) which allow for a
hermeneutical reading of the scores. Yet the heterogeneity of these topics, which
are lying on completely different analytical levels, contradicts the assumption of
intentionally interrelated elements, and others might be added (e.g. some of the
“universalia” singled out by Svetlana Savenko, though she only partially ascribes
extra-musical meaning to them; Savenko 2001, 105-152). Probably Straus goes too
far when he tries to extract a narrative out of the first movement of the Septet which,
in his reading, comes up to “a musical journey” (Straus 2001, 240-241).

Yet even if we judge such symbolic decipherment as analytical overeagerness, and
dismiss some of the associative interpretations of Straus’s topics, it remains evident
that Stravinsky’s late music, in a most paradox way, combines heightened structural
strictness (that is, his idiosyncratic treatment of serialism) with a reappearance of
traditional musical gestures. Stravinsky was well aware that his public had heavily
decreased in his serial period, and that his former devotees struggled to follow him
further. It could be that he himself felt a need for more plasticity to counterbalance
the abstract structural procedures lying underneath.

STRUCTURAL INVENTION

One of the main principles of generating pitches in Stravinsky’s late music is
hexachord rotation: the twelve-tone row gets split in two halves which are then
permutated by starting the hexachord on each of the six notes, transposed to the
pitch of the first note. Stravinsky took this idea from Ernst Krenek. But additionally,
he extracted harmonic structures by reading the verticals as chords. Stravinsky’s
method is clearly visible in his sketches where he is singling out such verticals by
framing them, e.g. in a famous sketch for Variations (Taruskin 1996, vol. 2, 1655;
Straus 2001, 202). Often whole passages of his late works are nothing else than a
succession of these “verticals” generated by hexachordal rotation.

Interestingly enough, some sketches show that Stravinsky did not necessarily
start with inventing the row in itself, but with complex motivic ideas from which
the row would then be derived. In the case of a sketch leaf for Requiem Canticles, the
original thematic invention — a setting of 12 tones laid out as a dotted progression
of three-part chords — underwent some correction, and only then did the composer
extract the row (Krahe 2014, 226). Even in his last works, the composer wanted to
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explore ever new possibilities of generating material. It seems as if he was looking
consequently towards the future, not to the past.

Yet this assumption is only partly true. On the other side, an astonishing amount
of musical traditions comes to the surface, not in the neoclassical way of creating a
distance between past and present, but as elements and signifiers in their true sense.
This refers to some of the topics Straus has described, as well as specific features of
his own oeuvre, such as the emergence of clear diatonic and octatonic structures.

ECHOES OF THE PAST

Among the sketch material for the biblical TV opera The Flood, there is a fully
diatonic passage, written beneath the twelve-tone row (Rogers 2004). Stravinsky
invested much time before he arrived at the definitive version of these few bars. As
Lynne Rogers remarks, “the musical realizations of his rows and the counterpoint
he created between row forms frequently produce diatonic regions, leading-note
effects, suggestions of tonicizations, perfect fifth relations, tertian structures and
allusions to dissonance and resolution” (Ibid., 238). Though in the finished version
the initial diatonicism has been reduced and the passage, all in all, undergone many
transformations, it remains obvious that in Stravinsky’s thinking resurfaced a sort of
primordial idiom, not incidentally connected to a religious subject (text underlay of
last chords: “LAU-DA-MUS”).

In fact, the increase in the use of religious subjects in his late period is a sign in
itself of a changing attitude towards the communicative function of music. It is in
this context that the most clearly discernible “simplifications” or “traditionalisms”
occur, in other words, musical means to make the message of music more readily
understandable. After all, in such works with liturgical or in any case religious
elements, music had to express something. Stravinsky’s aesthetical attitude towards
the sacral has generally been described as ritualistic austerity; the composer himselfis
reported to have said, in connection with his Mass, “that he wanted to write ‘very cold
music, absolutely cold, that will appeal directly to the spirit” (White 1979, 447). The
idea of music as ritual is one of the central elements in all of Stravinsky’s aesthetics.
The stronger his religious convictions became since his return to Orthodoxy in 1926
(cf. Moody 2021), the more his works tended towards the sacred, including Oedipus
Rex as a sort of pseudo-sacral reflection on man and destiny, but above all the three
sacred choruses Ofche nash, Veruyu and Bogoroditse devo. While Stravinsky here
eschews the models of Fin-de-siécle Russian church music settings in favour of rigour
and simplicity, the psalmodic sacrality as such has personal roots in the enigmatic
chordal world of Zvezdoliky (cf. Savenko 2001, 168ff.).

Whereas the Chorale, written to the death of Debussy, ultimately becoming the
final section of the Symphonie d'instruments a vent, had exposed blatant objectivity
devoid of all personal mourning as much as the Symphony of Psalms — which for
Ernest Ansermet seemed to express “the religious feelings of ‘others™ (as reported
by Boucourechliev 1987, 185) — in Stravinsky’s late works there is a decisive shift
towards a more traditional approach of setting religious texts or images. This seems
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to contradict the increasing structuralist aspect of his works. But it might be seen as
well as a strategy of balancing out abstraction and concretion. These observations or
hypotheses can be confirmed with reference to Requiem Canticles.

The impact of the “Libera me”, taken from the burial service after the celebration
of a missa pro defunctis, with its combination of a parlando chorus and four chanting
soli (probably inspired by the pendant in Verdi's Requiem; cf. Spies 1967, 112),
doubled by four horns, is immediate: the music recurs to both hints of triadic
harmony and unison psalmody, that is to real liturgy, but without running the risk of
sentimentality or musical nostalgia. When it comes to expression, the “Libera me”
is one of the most accessible of all of Stravinsky’s late pieces. Nicolas Nabokov was
astonished by this unexpected directness: “Toward the very end of Stravinsky’s life
something changed. He wrote a piece, his last grand piece of music, the Requiem
Canticles. Though in it he used the novel devices of serial technique, he somehow
overpowered them. It was immediately, instinctively, totally loveable to me. I was
able without any effort to penetrate into the essence of its tragic beauty. I was as
fully taken and shaken by it as I used to be in the thirties and forties by every new
composition of Stravinsky” (cited in Taruskin 1996, vol. 2, 1649).

Naturally, one has to take into account that this “pocket-Requiem”, as Stravinsky
famously coined it, was ultimately directed not so much at the deceased person for
whose commemoration it had been commissioned, nor at those persons whose
recent obituaries Stravinsky pasted in the sketchbook,* but at the composer himself
— at least this is what Vera Stravinsky told Robert Craft when it came to Stravinsky’s
own burial.® If so, the general idea of ritualistic, objective dignity would be enriched
by a personal dimension.

TaE HIDDEN RETURN OF THE LYRICAL “T”

It is exactly this autobiographical dimension that can be demonstrated
analytically. Richard Taruskin has detected in this last major work of the composer
an “abundance of traditionally Stravinskian material” (Taruskin 1996, vol. 2, 1649).
The bell-like chord successions of the Postlude - played by vibraphone, tubular bells
and celesta — are derived from the two sets of rows which until then had determined
alternately the movements of the Canticles; but, at the same time, these chords
are symmetrically centred around the central F which is held out in the horn, and
they display multifold affinities to whole-tone, diatonic, and octatonic collections.
Taruskin sees here not only a return to characteristic features of the Early Russian

4 “[A]n extraordinary reversal of his habitual refusal to associate his work with current events or
feelings” (Walsh 2006, 523).

S “Later in the day we play the Requiem Canticles, which V[era]’s letter has specified as the work she
wishes to be performed in his memory, when the time comes, ‘since he and we knew he was writing
it for himself”” (Craft 1994, 512). The autobiographical subtext is implicitly questioned by Stephen
Walsh who remarks that “Stravinsky was frail, certainly, but so he had been for some time, and there is
no particular sign that he regarded the Requiem Canticles as his swan song” (2006, 525).
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period, but ultimately a new step towards another simplification (uproshchenie)
which was about to take place, had Stravinsky lived longer.

What remains unremarked by Taruskin (and seemingly by anybody else) is that
both the solo horn and the chord succession in 7/4 metre, with elided first beat,
remind us very strongly of the respective variation in the Finale of the Firebird (see
Rehearsal Number 203, Allegro non troppo). This allusion is even more plausible
since in November 1965, exactly while working on the Requiem Canticles, Stravinsky
had just composed the Canon for Concert Introduction or Encore built on the Firebird
final tune and intended as a memorial piece for Pierre Monteux, thus combining
his first international signature as a composer with the idea of “memoria”. The same
combination shines up again in the Postlude of the Canticles. True, at an earlier
stage, quite near to completion of the work, Stravinsky had intended to use the
harmonium instead of horns for sustaining long notes (Krahe 2014, 226), probably
reflecting Rossini’s Petite Messe solennelle (cf. Vlad 2021, 342). This would have given
a decisive ecclesiastical (and thus probably inappropriate) atmosphere to the work,
and of course weaken somehow the obvious Ivan Tsarevich association. Still, there
is enough evidence that, in one way or another, Stravinsky not only set out to new
shores: he also closed the circle of his own compositional career very consciously
with the Requiem Canticles. In this case, André Boucourechliev’s general observation
that “his religious music [...] never says T or ‘thou) but always ‘we” (1987,
185) is no longer fully true. The composer’s “I” is present both in self-references
and in meaningful expressiveness based partly on traditional ingredients, partly
on structural symbolism. One could even go farther and wonder if Stravinsky —
consciously or subconsciously - at this late stage identified himself with the hero of
his first ballet, once the presumed total objectivity of his works is put into question.®

THE EXPRESSION OF FREEDOM

The framing “chords of death” in the Postlude are delineating a move from com-
plex to simple vertical structures, from chromatic to diatonic, finally resulting in
a triad-plus-one chord, thus fulfilling a symbolic “simplification and clarification”
(Straus 2001, 248). What is more, the sketch material and the analytical insight into
the score show that Stravinsky made several deliberate changes in the structure of
the hexachord rotation rows when choosing the vertical harmonies for these “chords
of death”® And this was unusual: Claudio Spies, who had proofread most of the late

6 Arguments for such self-portraits can be found in Petrushka (cf. Flamm 2013, 118-122).

7  Robert Craft first introduced this term without comment (as if it had already been commonplace)
in his description of the performance of the Requiem Canticles at Stravinsky’s burial in Venice: “Worst of
all, the celesta player fills in one of the pauses in the Postlude, nearly ruining that explicit structure: the
chord of Death, followed by silence, the tolling of bells, followed by silence, all three thrice repeated,
then the final three chords of Death alone“ (Craft 1994, 552).

8 Richard Taruskin (1996) and Joseph Straus (2001) differ in their analyses as to the derivation of
the chords’ individual pitches from (altered) arrays and the explanation of their structural context; yet
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works of Stravinsky, always communicated to the composer errors of pitch according
to his serial analysis, and Stravinsky, through Robert Craft, usually corrected them
before print in order to re-establish perfect consistency with the pre-determined ma-
terial (see Straus 1999 and 2001, 71-80). But still, there are cases like the Requiem
Canticles which make clear that Stravinsky retained a sense for breaking the rules.
Whereas Joseph Straus interprets the general willingness of correcting pitch “errors”
as a confirmation of Stravinsky’s seeing music as a game with strict rules (Straus
2001, 80), I would question the extent to which such strictness exists. These alleged
errors are, at least sometimes, licences which the composer allowed himself exactly
to break the system. He was not only making the rules for his game, but he took great
pleasure in ignoring them from time to time. This ambiguity could relate to harmon-
ic respects, but we can see it as well with regard to the metrical complexities in Sacre
du printemps. There, according to the analysis of Matthew McDonald (2010), the
initial idea probably had been to shape the metrical distance between the accents in
the Augures printaniers according to the pitch distance of the intervals which build
up the chord; in other words, horizontal and vertical construction are based on the
same principle. But not exactly: here as well, there is no perfection in the sense of an
absolute, 100 percent identity of theoretical model and analytical result.” It seems to
be one of the innermost principles of Stravinsky’s aesthetical thinking to invent ever
new rules — only to break them at a certain point.

We all know the famous words of Stravinsky’s Poétique musicale: “My freedom
will be so much the greater and more meaningful, the more narrowly I limit my field
of action and the more I surround myself with obstacles. Whatever diminishes con-
straints, diminishes strength. The more constraints one imposes, the more one frees
one’s self of the chains that shackle the spirit” (Stravinsky 1947, 65).

Such freedom meant for Stravinsky not only to be master of the rules, but also
to overcome some of his self-imposed chains, and this is especially true for his late
works: First, instead of expressing nothing at all, these works give clear representa-
tions both of feelings (sighing, mourning, lamenting) and of certain topical images
(bell, chorale); second, there is “self-expression” in a literal sense, even if hidden, in
the references to the very beginnings of his creative career; third, breaking up the
rules not only of orthodox serialism, but also of his own recent structural inventions
— such as the return of overt diatonicism — became a major feature in his works like
the Requiem. Thus, his latest compositions are (potentially) more straightforward,
more personal — and more liberal.

both authors remark on the significative number of deviations from the matrix, which is what counts
here.

9  The discrepancies between the presumed system and the realization are undeniable, but not so
significant as to call into question the system as a whole: “But here and elsewhere, my assumption is
simply that generating durational patterns from intervallic ones was a compositional starting point for
Stravinsky, that he modified the results of the initial generation to whatever extent necessary in order
to achieve the musical results he desired, and that he saw no need to deny himself flexibility when
employing these generations” (MacDonald 2010, 508).
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Definitively, Stravinsky was no anarchist; but neither was he a strict constructiv-
ist. Instead, he could be seen as a subtle breaker of rules within a cosmos of strict-
ness. Stravinsky was usually cultivating his image as an agile player according to strict
rules, but at the same time he was able to confess certain “violations” and incon-
gruencies imposed by his personal aesthetical feeling — apparently, he even once
admitted such rule violations, although they did not take place at all (Straus 2001,
74). Both with regard to his broader audience and to his musicological or analytical
admirers, he liked to assume the role of the cheater.

The nicest cheater, of course.
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Kructoo ®aam
EXCIIPECUBHOCT Y KACHUM AEAUMA CTPABUHCKOT

(PE3UME)

Uysena TBpama HMropa CrpaBHHCKOT A2 BeroBa My3HKa He M3paXkaBa HHUIITA AYTO
jé AOMHHMpPaAa y aHAAUTHYKO]j TI€PCIEKTHBU MY3HUYKOT HCTPAXXKMBamba. HmeHHIa
Ad Ce y KaCHUM AEAMMA — YIIPKOC CTPOTONH CTPYKTYpaAHHX IPOIEAypa, Kao IITO
je poraumja xekcakopapa (MAM MOXAQ YIpaBo 360T He) — IOHOBO MOjaBiyje
BUIE TPAAMIJUOHAAHHMX €AeMEHATa — Ha IIpUMep, OKTaTOHHKe U AmjaTonuke (cf.
Richard Taruskin) — u A2 je 1}e0 apceHaA AGAUMMYHO KOHBEHIMOHAAHUX TOIOCA
npenosnarsus (cf. Joseph N. Straus) — Tex je HepaaBHO ommcana. TakBu eaemeHTH,
0A KOjUX Cy HEKH BUAMLHMBUJH y CKHIJAMA, IOKa3yjy Ad jaCHH CEMAHTHYKM HHUBOM
HCIIAMBABAjy HAPOYUTO y KACHUM AEAMMA, 4 TOCEOHO Y KOMITO3HI[IjaMa C PEAHTHjCKUM
koHoTanujamMa. CacBUM CYIPOTHO 0A HA€je O aIlCTPaKTHOj UI'PH C TOHOBHMA, JKema
32 OTBOPEHUM M CKPHUBEHHM IIOPYKaMa y AeAMMa Tako je orkpuseHa. OBo Takobe
ykayuyje camopedepupajyhe acmexre. Ynnu ce Aa aaysuje Ha JKap-uidiuyy y AeAy
Requiem Canticles 3aTBapajy HewTo ImTO 61 Ce MOTAO OIIMCATH Ka0 6HOrpadCKu KPyT.
AMpcKu ero ce Tako M3pa’kaBa joOII jacHHUje y KacHUM AearMa CTpaBHHCKOT. JepAHa
KapaKTepUCTHKA OBOT CTBAPAAAUKOT €ra je TEHAEHIUja Ad Ce YCIOCTaBsbeHa IPaBUAA
(xoMIo3HIMOHE MpoLeAype) TPeTHpajy HAPOUMTO CTPUKTHO C jeAHE CTPaHe, aAU
Aa Ce HAMEPHO H KpIIIe C APyTe — TPEHyTaK YMETHHYKe CAOOOAE KOjH HCTOBPEMeHO
CIIpeyaBa IIOTIIyHy TPAHCIIAPEHTHOCT My3HYKe AOTHKE 1 CIIAlIaBa AEAO OA IIOTITYHOT
Aekoprparsa. OBaj CTaB IIOAYAQpA Ce C TAPAAOKCAAHOM [IOAUTHKOM BepOaAHHX U3jaBa
CrpaBuHCKOT.
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ABSTRACT

This article explores aspects of Stravinsky’s influence on some key composers of
the Francophone post-war avant-garde, namely Pierre Boulez, Jean Barraqué, Hen-
ri Pousseur and Michel Philippot. While Messiaen, Boulez and Barraqué build on
Stravinsky’s rhythmic innovations, Pousseur focuses on the sonic complexity of
the Russian composer’s scores. Boulez and Philippot praise Stravinsky’s unique
instrumental groupings and later Boulez finds in certain of Stravinsky’s scores a
renewed source of musical form, as well as the structural coherence afforded by
Stravinsky’s use of pitch polarity.

KeYwoRDS: Igor Stravinsky; influence; reception; French post-war avant-garde; Pierre
Boulez.

ATICTPAKT
OBaj pap umcrpaxyje acmekre yTmmaja CTPaBHHCKOT Ha HeKe Op KAyJIHHX
KoMIo3uTopa ¢paHkodpoHe mocaeparHe aBaHrappe — Iljepa Byaesa, JKama
bapaxa, Arpwuja [Tycepa u Mumeaa ®uanmoa. Aok cy ce Mecujan, byaes u bapax
OCAamaAu Ha puTMmdke nHoBanuje CrpasuHckor, Iycep ce poxycupao Ha 3ByIHy
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KOMIIAEKCHOCT IIAPTHTYPe OBOT PycKOT kommosuTopa. byaes u Quauro cy xBaanau
jeAMHCTBEHH HauMH Ha Koju je CTpaBUHCKH IPYIIICA0 HHCTPYMeHTe, a KacHU byaes
je y HeKMM HheroBUM IIAPTUTYPaMa MPOHAIIA0 0OHOBAEHH U3BOP My3HUKe popMe,
Ka0 M CTPYKTypaAHe KoxepeHIHje Kojy je CTpaBHHCKM MOCTH320 yHOTpeboM
MOAApUTeTa BUCHHE TOHA.

KayasE PEUM: Hrop CrpaBuHCcKY, yTHITA), pellerniiyja, ppaHIfycKka OCACPATHA AaBAHTAPAR,
ITjep Byaes.

INTRODUCTION

In the opinion of English composer Thomas Adés “for a composer, Stravinsky is like
a terminus that you have to go through to get anywhere on the train. There’s no way
to avoid him” (Ades 2012, 75). Whatever the accuracy of Adés’s assertion, there is
no doubt that Stravinsky’s music and innovations have marked the work of a number
of his compositional successors in post-war France. Attracted by Stravinsky’s
innovative rhythmic working, Olivier Messiaen first analysed The Rite of Spring in
1930 and it was a piece which he analysed often in his class (from 1941 onwards),
along with other works by the great Russian master.” Pierre Boulez was one of many
of Messiaen’s pupils who benefitted from the older composer’s analysis of the piece
and he would go on to produce his own analysis of certain rhythmic aspects of The
Rite in 1953. While the celebrated analyses of The Rite by Messiaen (1995) and
Boulez® are key moments in Stravinsky’s post-war reception in France, the Russian
composer was arguably eclipsed in the minds of the immediate post-war generation
of serialists by Webern and then Debussy, though his rhythmic experimentation was
undoubtedly key in the production of generalised serialism in the early 1950s.

In the course of this article we will trace Stravinsky’s significance for four French
composers born in the 1920s, namely Pierre Boulez (1925-2016), Jean Barraqué
(1928-1973), Henri Pousseur (1929-2009) and Michel Philippot (1925-1996).
The story of Stravinsky’s influence on post-war French music is not straightforward.
For some composers, one or more aspects of Stravinsky’s composition became the
starting point for an important dimension of their own work. For others it formed a
significant backdrop to a personal trajectory. For others again, his aesthetic positions
were no more than significant signposts against which they in part defined their own
approaches. In what follows I attempt to set out something of Stravinsky’s enduring

2 A version of Messiaen’s analysis of The Rite of Spring was published in volume 2 of his seven-
volume Treatise on Rhythm, Colour and Ornithology [ Traité de rythme, de couleur et d'ornithologie (1949-
1992)],vol 2 (1995, 91-147). Messiaen analyses the sections of The Rite — “IAdoration de la Terre”, “le
Sacrifice” and “Danse Sacrale” — primarily in relation to his own interest in “personnages rythmiques”.

3 See Pierre Boulez’s 1953 essay “Stravinsky Remains” (1991, 55-110).
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appeal and relevance for these four composers, drawing on composer writings,
interviews, musical scores and critical commentary. The article closes with some
acknowledgement of Stravinsky’s continued importance for some more recent
French composers and musicians.

It goes without saying that it would be unwise to accept uncritically the accounts
which composers themselves give us of their own compositions, intentions and
working methods, since what is said and what is done may not at all coincide. At
the same time, the present article is written in the conviction that the wariness this
caveat implies in no way nullifies the value of a composer’s thoughts as a significant
component within the constellation of forces that shapes our approach to and
reception of musical compositions.

P1ERRE BOULEZ AND THE RITE OF SPRING

From some of his earliest writings such as “Proposals” (1948) (Boulez 1991,
47), “Trajectories: Ravel, Stravinsky, Schoenberg” (1949) (Boulez 1991, 188-208)
“Bach’s Moment” (1951) (Boulez 1991, 1-14) and “Possibly” (1952) (Boulez
1991, 114), Pierre Boulez defined his own project in sharp distinction to that of
the first-generation of modernist composers, criticising uncompromisingly at times
aspects of their various approaches. From the start, he recognised the importance
of Stravinsky’s structural use of rhythm based on dissymmetry and his technique
of using rhythmic cells independently of pitch. In equal measure, the young Boulez
was critical of Stravinsky’s employment of harmony and counterpoint, which was
still based on “processes of aggregation round very elementary poles” and which he
judged gave “unaccustomed force to the moribund laws of equilibrium” (“Possibly”
(1952) in Boulez 1991, 114). Having settled accounts with the recently deceased
Schoenberg in “Schoenberg is Dead” (1952) (Boulez 1991, 209-214), Boulez
penned an extensive article on Stravinsky — “Stravinsky Remains” (1953) (Boulez
1991, 55-110) in which, in addition to offering a number of personal reflections on
the Russian composer’s work, he produced a penetrating and often-cited analytical
study of certain rhythmic aspects of The Rite of Spring. The analysis continues to
be of great interest today. In “Stravinsky Remains” Boulez acknowledges that The
Rite of Spring, Petrushka, Renard, Les Noces and The Song of the Nightingale “form a
constellation of admitted importance”, albeit that The Rite is the key work with which
Stravinsky is associated (Boulez 1991, 55). He points out something, which may be
surprising to us today, namely that despite its greatness and importance, The Rite had
“had little real influence” up to the 1950s and could be said to be “a work without
offspring” (Boulez 1991, 56). While Boulez could find no further possibilities for
development in Stravinsky’s tonal working, he suggested that the piece’s “rhythmic
technique ... still remains practically unexplored” (Boulez 1991, 107).

Boulez’s positive disposition toward Stravinsky goes only as far as Les Noces, after
which he finds evidence of “rapid exhaustion” and the weakening of every aspect of
the music, even with rhythm (Boulez 1991, 108). An inveterate critic of Stravinsky’s
neoclassical aesthetic and compositions, Boulez was likewise not particularly
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enamoured of the Russian composer’s late serial works. In his early years Boulez was
more concerned with exploring how the rhythmical possibilities inherent within
The Rite could be united with the complex pitch developments made available
by Webern. There is no doubt that the cellular rhythmic aspects of Boulez’s early
compositions benefitted greatly from the new durational and rhythmic freedom
Stravinsky’s work suggested and in making duration an equal musical component

alongside pitch.

BOULEZ AND STRAVINSKIAN POLAR NOTES

Stravinsky had drawn attention to his continuing interest in pitch polarities in
1939-1940 in his Poetics of Music* where he states that, despite moving away from
“classic tonality”, he still finds it necessary

to obey ... the axis of our music and to recognize the existence of certain poles of at-
traction. Diatonic tonality is only one means of orienting music towards these poles.
The function of tonality is completely subordinated to the force of attraction of the
pole of sonority. All music is nothing more than a succession of impulses that con-
verge towards a definite point of repose (Stravinsky 1974, 35).

In Stravinsky’s view, “musical form would be unimaginable in the absence of
elements of attraction which make up every musical organism and which are bound
up with its psychology”, and he adds that, since all music is “nothing but a succession
of impulses and repose, it is easy to see that the drawing together and separation of
poles of attraction in a way determine the respiration of music” (1974, 36).

Over time Boulez moves significantly away from his earlier position regarding
the employment of polarities as a key coherence-building ingredient within his
compositions. From Le Marteau sans maitre onwards, he begins to centre his
compositions upon “a single static controlling harmony” (Gable 1990, 444). While
this is not necessarily apparent to listeners in his compositions of the 1950s, it
becomes increasingly evident. The progressive simplification of harmonic means in
Boulez’s compositions is a response to a lack of differentiation within the integral
serialist pieces. Despite advocating the avoidance of all intervals which could suggest
tonal gravitation, he begins, in the early 1960s, to reintegrate significant pitches or
polar centres as a way of enhancing formal and perceptual coherence within his
music. It is a device which grows in importance within his work and which features
in many pieces. He speaks, for example, of Improvisation II from Pli selon pli (1957)
in which “the vocal line itself is at once syllabic and melismatic around a given note”
(Boulez 1976, 95). He likewise draws attention to “the end of the first chapter of the

4 As Valérie Dufour shows, Stravinsky’s Poetics of Music is the result of a literary collaboration with
Pierre Souvtchinsky, who sketched a plan for the lectures, and with Alexis Roland-Manuel, who helped
Stravinsky write his lectures in French (Dufour 2021, 332-334).
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second book of Structures” (1961) where there is “polarisation around a Bb that is
repeated three times” (Boulez 1976,91-92).

In Eclat for fifteen instruments (1965), a recurrent Clf polar note is played by the
bells between figures 14-19, the non-pulsed static section at the centre of the piece.
Polar notes differentiated by timbre and register feature prominently in Répons
(1980-1984) and provide a significant perceptual thread through extended sections
of the piece; Boulez at times decorates his static polar notes with appoggiaturas,
rapid figures and heterophonies. Polar notes are also found in Dialogue de l'ombre
double for clarinet and live electronics (1985) where a low D, for example, returns
at the end of each phrase as a fundamental pitch. In Rituel (1974-1975) and later
in Memoriale (1985) (alternatively Originel from ...explosante-fixe...), which are both
derived from the same basic musical materials, Boulez uses the pitch Eb as a polar
centre. As for the other two completed sections of ...explosante-fixe...,, Transitoire VII
is centred on Ab and Transitoire Vis centred on Al. Much of Anthémes for solo violin
(1992) centres around a polar Db and sur Incises (1996; 1998) contains a number
of polar notes which help to articulate the overall shape of the piece and provide
perceptible points of recognition. The use of polar notes is, in other words, an
important part of Boulez’s compositional practice from the 1960s to the end of his
compositional career.

BOULEZ AND STRAVINSKIAN SECTIONAL FORMS

In 1971 Boulez contributed the outline for a projected aleatoric composition
... explosante-fixe ... to a memorial issue of the British periodical Tempo in honour
of Stravinsky. What was published in Tempo was merely the tantalising germ of an
aleatoric work with guidance for its elaboration. Over the next two decades Boulez
produced a number of versions of parts of the composition, but it was only in the
period 1991-1993 that he finalised three sections of the work for MIDI-flute, live
electronics and chamber orchestra.

From the mid-1970s onwards many of Boulez’s pieces begin to resemble the
sectional forms of Stravinsky’s Les Noces and the Symphonies of Wind Instruments,
and Stravinskian sonorities are particularly evident in Boulez’s Répons, ... explosante-
fixe... and sur Incises. In his Collége de France lectures from 1983-198S, Boulez
commends the originality of Stravinsky’s discourse, which bases musical form
on the permutation and return of recognisable sections. He notes in particular
how Stravinsky succeeded in Les Noces and the Symphonies of Wind Instruments in
transforming the ancient forms of the litany and the verse response couplet into
an entirely new concept, in which formal development is paradoxically produced
through formal return, in a thematicism which is based upon modified repetition
(Boulez 2005, 232, 276).

Perhaps thinking more of his own forms, Boulez prefers to describe Stravinsky’s
sectional forms as constituting “accumulative development”, thus avoiding any
sense of repetition and, perhaps also, Stravinsky’s identity-based aesthetic (Ibid.,
236). He speaks of “a kaleidoscopic form where the alternation of accumulative
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thematic developments creates the form” (Ibid.). Again, he professes his growing
attraction for a formal conception which gives equal status to “return and variation”
(Ibid., 318-319). In practical terms he invokes the musico-historical concepts of
antiphony, response and sequence, which he believes can be re-employed and re-
interpreted more liberally to meet present needs, since they are not inextricably
bound to any historical definition or previous use, referring to “allusion” rather than
to literal return.

Perhaps the simplest form of accumulative development is the verse-response
form of a piece such as Rituel, which is made up of fifteen sections, in which the
even-numbered are verses and the odd-numbered are responses. In Originel from
...explosante-fixe... Boulez simply alternates two kinds of music, this time a series of
six poetic, improvisatory sections, each time punctuated with a cadence. Transitoire
VII from ...explosante-fixe... is clearly sectional in form, but in a much more elaborate
way than the two pieces already mentioned. It has ten distinct ideas, which occur
variously from one to six times in the course of the movement, as they interlock in a
kind of musical chain. Each of the sections in Transitoire VII has its own distinctive
character and, as Boulez has confirmed in discussion with George Benjamin, the
succession of the sections is discontinuous and does not follow any “permutational
scheme”?

JEAN BARRAQUE AND STRAVINSKY'S RHYTHMIC CELLS

Despite being unsympathetic for the most part to Stravinsky’s music, Jean Barra-
qué nevertheless draws attention to certain rhythmic aspects of the elder composer’s
work. In the article “Rythme et développement” (1954),° among other examples, he
considers figures 142—149 of the “Danse sacrale” from The Rite of Spring. While, as
Laurent Feneyrou notes, Barraqué’s analysis was eclipsed by Boulez’s more thorough
exploration of the work in 1953 (Feneyrou 2001, 94), it is nevertheless of historical
interest and demonstrates the impact of the analyses by Messiaen and Boulez on
their fellow French composers.

Barraqué conducts his analysis in terms of Messiaen’s “personnages rythmiques”.
He finds in this section of The Rite “a composition established from a cell, or rather
from the idea of a cell” and he notes that there is in fact “no variable mother cell’,
since the appearances of the cell “are only momentary concretisations of an abstract
cell” (Barraqué 2001, 98). He judges that “the logical deduction of these variations
produces a real ‘series” which organises the work in a ‘closed circuit” (Barraqué
2001, 98). In revealing the work’s “embryonic side” he is nevertheless solicitous that
analysis should not call into question its “unique and magnificent aesthetic success”

(Ibid,, 98).

S Boulez and Benjamin: BBC Radio Interview, 21 February 1997.
6 “Rythme et développement” was written in 1952 and published in 1954 (Barraqué 2001, 87-114).
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Beyond his own analysis, Barraqué, writing in his 1953 “Démarches musicales
du démi-siecle” (2001, S1-56), proves supportive of Boulez’s contention that the
rhythmic structures of The Rite of Spring had not yet been assimilated (Ibid., S1),
and he later draws attention to Boulez’s analysis of the piece as a model of a certain
kind of innovative thinking.” Where certain critics reproach Boulez for finding in the
score certain “relationships that Stravinsky would not have considered”, Barraqué is
in agreement with Boulez’s justification “that this was not the issue, as long as these
relationships were, indeed, in the score” (Ibid., 407). His admiration for Boulez’s
essay is clear from further references to it in his extended essay on Beethoven (Bar-
raqué 2001, 418; 27), and Paul Griffiths notes a possible allusion to The Rite in Bar-
raqué’s Chant apreés chant (a quarter of the way into the work) (2003, 71). While, as
noted already, Barraqué was otherwise not greatly enamoured of Stravinsky’s music,
he was nevertheless very impressed on hearing Requiem Canticles (1966) (according
to André Hodeir, cited in Griffiths 2003, 89).

HENRI POUSSEUR, STRAVINSKY AND SOUND

The Francophone Belgian composer Henri Pousseur makes reference to
Stravinsky in a number of places in his writings. In “Structure du nouveau matériau
sonore” (1954) he draws attention to Stravinsky’s use of sound clusters which, as he
suggests, takes his music into new, indeterminate sonic territory.

The sound clusters in Stravinsky’s early works, from The Rite of Spring to the Sympho-
nies of Wind Instruments, show at what point sounds of determined pitch, played si-
multaneously, can coalesce in impenetrable complexes. If these complexes have only
a short duration, not permitting the formation of global periodicities, they can only
be integrated in a very rough way into our linear matrix of pitches. In the best cases,
one can still determine extreme frequencies, the regions of dominant frequency, and
all the rest disappears in a mass phenomenon (Pousseur 2004, 140).

Having identified this phenomenon within Stravinsky’s compositions, Pousseur
next tries to explain it, wondering whether this seeming impenetrability lies within
the sounds themselves or whether it is due to a theoretical apparatus not up to the
job of accounting for them. He questions

can such sound phenomena, which have an immediately explosive effect, be
considered compositionally as imprecise? Is it not rather that the means employed in
approaching such phenomena are altogether inadequate? Might we judge that some
figures are imprecise because they can only be described with difficulty by a network
of straight lines? We must not forget that even acousticians — albeit in the context
of psycho-physical problems - have abandoned rigid and irremovable [inamovible]

7 See his undated essay titled “Beethoven” (Barraqué 2001, 401-579).
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harmonic analysis in order to devote themselves to new methods of measurement....
They accept, in line with auditory laws, a certain degree of imprecision regarding the
dimension of pitch (Ibid., 140).

Having set out the question of the imprecise sounds of Stravinsky’s clusters in
the context of post-war psychoacoustics, Pousseur acknowledges that the terms
in which he is discussing the aural experience of Stravinsky’s compositions do not
reflect the Russian composer’s own concerns. Drawing close to Boulez’s critique he
writes that the works in question nevertheless possess unexplored consequences:

Stravinsky himself did not draw from his experience the extreme and only valid
consequences. The way he linked these structures to one another, to fixed polar
notes, neutralises their explosive force, reduces them to elementary phenomena of
a percussive type, the essential function of which is to mark the articulation of time
(Pousseur 2004, 140).

For Pousseur, writing in 1966 (in his essay “Calcul et imagination en musique
électronique”), Stravinsky’s enduring value lies in part in his enrichment of music’s
sound resources (2004, 181). In 1968 he noted The Rite’simportance as marking the
moment when noise enters into European music, becoming humanised in the sense
of being more comprehensible to us (Pousseur 1970, 24). In Fragments théoriques I
sur la musique experimentale (1970) he praises those musicians who attempt to open
up for us “the totality of the possible sound world”, principally Stravinsky who does
so through the only medium available to him, namely the classical orchestra (Ibid.,
41). With such traditional means Stravinsky is credited with reconstructing “fully-
fledged noises, genuine sound complexes which are extremely difficult to fathom”
(Ibid., 41). As in his earlier statements, Pousseur continues to think that the overall
effect in the case of The Rite is somewhat mitigated, since Stravinsky often employs
easily appreciable musical material. For example, he uses folkloric sources which are
not too far removed from the more familiar sound world of modality and which
unfold within “rather strictly limited spaces” (Ibid., 41).

In “Stravinsky by way of Webern: The Consistency of a Syntax”, a two-part article
from 1972, Pousseur expresses the view that Stravinsky’s harmony has hitherto
been treated by commentators in “very simplistic, very partial, if not very negative”
ways (Pousseur and Clements 1972a, 13). While paying homage to Boulez’s
“Stravinsky Remains”, he notes nevertheless that here as elsewhere Boulez reduces
“the incontestable originality of [Stravinsky’s] harmony ... to traditional, if not to
academic, notions, which ... rob it of its richness and its novelty”® (Ibid.). Despite
recognising that Boulez’s position in “Stravinsky Remains” is a little more nuanced
than his previous statements, Pousseur criticises his French colleague’s dismissals

8 Pousseur traces Boulez’s statements on Stravinsky’s harmony in his early writings: “Trajectories”
(1949), “Bach’s Moment” (1951), “Stravinsky Remains” (1953) and “Tendencies in Recent Music”
(1957).
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of Stravinsky’s harmonic explorations, that they are timid or failed when compared
with those of the Second Viennese composers (Ibid., 14). He picks up on the point,
noted earlier in this article, that Boulez undervalues Stravinsky’s harmony on the
basis that it resorts to “powerful attractions around certain poles ... namely, the tonic,
the dominant, the subdominant”; that it results in “embroidery on the embroidered
chord” and in “superpositions of several modalities on the same polar note” (Boulez,
cited in Pousseur and Clements 1972a, 14). Pousseur’s critique of Boulez seems
prescient given the importance, as we have seen, polar notes came to assume in the
latter composer’s compositions, especially from the mid-1970s onwards.

Looking more generally at his own compositional orientation in relation to that
of Boulez, Pousseur diagnoses that Boulez to this point (1972) is caught between a
generalised serialism which extends, on the one hand, the fundamental insights of
the Second Viennese composers and which, on the other hand, pays close attention
to Debussy’s innovations with regard to large-scale form. For Pousseur, these two
approaches are difficult to reconcile. On this basis he suggests that Boulez is “still
lacking conceptual means, theoretical tools which would permit him to write less
arbitrarily, to define Stravinsky’s harmonic structures in an adequate manner, and
thus to discover the extremely acute, extremely modern coherence and syntactical
originality in their constructive power” (Ibid., 15-16). We might say that, in
contrast to the continued negation of Boulez’s approach to musical composition,
Pousseur values highly the synthetic nature of Stravinsky’s music and he praises “the
extraordinarily premonitory character of Stravinsky’s entire work” in this regard
(Ibid., 16).° Consequently, Pousseur sets out in his article “to submit Stravinsky’s
harmony, that is his treatment (horizontal as well as vertical) of intervals and groups
of intervals, to an examination which will be at least as careful as that with which
rhythmic phenomena are treated in Stravinsky demeure” (Ibid., 18).

In doing so he looks closely at some Webernian aspects of Agon (1957)
and more cursorily at The Rite of Spring. In the latter case, Pousseur confirms his
earlier intimations that within the “Danse sacrale” “we are dealing with ‘blocs’ of
sonority the details of which are difficult to analyze ‘by ear’ (even if some dominant
frequencies emerge) and that we interpret in the direction of noise” (Pousseur and
Clements 1972b, 140). In “The Consistency of a Syntax”, following a period of time
when he was opening up his own music to a wider range of possibilities including
diatonicism (Ibid., 129), Pousseur decides to explore the details of Stravinsky’s
harmonic practice. He shows how this aspect of the Russian composer’s work,
formerly dismissed by Boulez and others as traditional and tame, is “much more
loaded with possibilities for the future” than had previously been appreciated (Ibid.,
137).1

9 Pousseur notes that “Boulez, even today unfortunately, has a tendency to label all this with ‘antique
dealer’s mentality”” (Pousseur and Clements 1972a, 16). For further discussion on the divergence of
views between Boulez and Pousseur on the question of negation see Campbell (2010, 38-47).

10 Pousseur refers explicitly here to Boulez’s unease with a “series of parallel thirds ... accompanied
by an equal parallelism in thirds or sixths in which either the lowest or the highest note has been raised
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For Dick Witts, Pousseur’s composition L'Effacement du Prince Igor (The
Obliteration of Prince Igor) (1971), written not long after Stravinsky’s death,
is “a kind of aural equivalent” to the article “The Consistency of a Syntax” (Witts
1977, 10). Having attacked negative attitudes toward Stravinsky’s harmony in the
article, L'Effacement du Prince Igor is composed for a large orchestra in which the
instrumental groups play collectively and homophonically. (Witts 1977, 11) As
Witts tells us, Pousseur draws in L'Effacement on Webern's Variations for Orchestra
(1940) and Stravinsky's Agon (1956-1957), two works which are already linked
since “the Pas-de-deux of Agon refers to the thematic row and harmonic procedures
of Webern's Variations” (Ibid.). For Witts,

Pousseur s attracted to Agon because it “takes and gives the measure of (Stravinsky's)
past as well as of his future”, and converges many seemingly opposed “stylistic stages”
Stravinsky convincingly and positively encompasses many varied gestures without
loss of structural perspective. Agon plays with a polyphony of materials (rendered
successively) from Renaissance dance to “Webernised” adagio. In Leffacement,
Pousseur focuses on Stravinsky’s approach to Webern's serial procedures (Ibid.).

As Witts shows, in L'Effacement Pousseur draws on the principles Stravinsky de-
rived from Webern’s Variations for Orchestra for his own Agon. He “maintains mo-
mentum and coherence” first of all through selecting “strongly mutual elements ...
connections and conversions, constructed through interval additions, multiplica-
tions, transpositions, inversions, pivotal contact and rationally employed chromatic
shifts”, employing a “gestural economy” (Ibid., 16). Secondly, he “extracts pitches
from the entire vertical gamut he has produced through cyclic propagation” and
these produce results in relation to (1) register, whereby “a cycle based on equal divi-
sions of the octave creates pitch duplications at other octave levels”, and (2) transpo-
sition. For Witts, Pousseur in this piece and at this point in his compositional devel-
opment “is pushing along the trail of Webern that Stravinsky bestrode” (Ibid., 17).

It is also worth noting that in true Stravinskian fashion many of Pousseur’s later
pieces allude to significant musical figures from the past including Bach, Dowland,
Schoenberg, Schumann and Stravinsky (Nicolson n.d.).

MicHEL PHILIPPOT: A VIEW FROM THE 1960s

Another composer of note during this period, for whom Stravinsky was an im-
portant influence, is Michel Philippot. Philippot published a short book on Stravin-
sky in 1965 in which he stated of The Rite of Spring that, fifty years after it was first
written, it has retained its power and “an extraordinary youthful potential” (1965,
12). Like Barraqué and other commentators, Philippot describes Boulez’s study of
The Rite as “magisterial” (Ibid., 114). Possibly drawing close to Pousseur, he finds

a semi-tone” (Pousseur and Clements 1972b, 137).



79

EDWARD CAMPBELL
STRAVINSKY AND THE POST-WAR GENERATION IN FRANCE: ASPECTS OF INFLUENCE

that Stravinsky transforms the sound of the orchestra as well as that of individu-
al instrumental timbres (Ibid., 109), and he recognises the Symphonies of Wind In-
struments as a product of Stravinsky’s research into instrumental colour (Ibid., 73).
Regarding the innovative instrumentation of player piano, harmonium, percussion
ensemble and two Hungarian cimbaloms, conceived for an earlier realisation of Les
Noces, Philippot suggests that Stravinsky was an unwitting “precursor in the field
of music for tape and traditional instruments” (Ibid., 116). By contrast, he is less
impressed by the use of string orchestra in Apollon musagéte, stating that he deplores
in this and other of Stravinsky’s works of the period the “unexplained attraction for
neutral tones” which is reversed in the later serial works (Ibid., 73). Interestingly
Philippot, whose own music has its origins in dodecaphonic premises, finds that
Stravinsky in his Mouvements for Piano and Orchestra (1958-1959) has “assimilated
perfectly” the language of the Second Viennese composers (Ibid., 98), and Agon is
described as “one of Stravinsky’s most brilliant scores” (Ibid., 120). He also remarks
on how the entirety of Stravinsky’s career attests to his unprecedented capacity “to
take up any music and to make it absolutely his own” as he becomes “a gigantic diges-
tive tube through which all music passes” (Ibid., 109). Again, he suggests that Stra-
vinsky “cannot bring himself to give up a kind of right to marry’ [ “droit de cuissage”]
regarding all the music that preceded his own” (Ibid., 119).

EPILOGUE

In this article we have seen how Stravinsky’s work has served as an active force
for a number of subsequent French composers. The analyses of The Rite of Spring
produced by Messiaen and Boulez continue to serve as signposts in relation to which
several composers situate themselves. In the 1950s French composers pursuing
genuinely new music were united in finding that The Rite still possessed unexplored
possibilities which they could tease out in their own works. For a number of
composers, including Messiaen, Boulez and Barraqué, it is Stravinsky’s rhythmic
innovations that are of greatest importance. Pousseur focuses on the sonic aspects of
certain key early works as well as on Agon, recognising the sonic complexity of the
former and the sophisticated harmonic possibilities of the latter. Philippot praises
Stravinsky’s unique instrumental groupings and his research into instrumental
colour, an insight that is later shared to some degree by the spectral composers and
by the Boulez of Répons, ... explosante-fixe... and sur Incises. The later Boulez finds in
Les Noces and the Symphonies of Wind Instruments a renewed source of musical form
and he and Pousseur both come to value Stravinsky’s use of pitch polarity as a way of
structuring compositions and of providing coherence.

To look beyond the composers considered here, it is worth noting that Gilbert
Amy’s three sacred works form a distinctive Stravinskian moment in his output
informed by the Russian composer’s Mass and the Symphony of Psalms. Like
Stravinsky, a number of Francophone composers including Pousseur, Amy, Philippe
Fenélon, Frédéric Durieux and Thierry Pécou have integrated references to other
composers, compositions and historical styles within their compositions, albeit
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not always with the radicalness of their great Russian predecessor. While this is not
something that can be associated exclusively with Stravinsky, it is arguably the case
that no one before him had done anything like this with the radical programmatic
intent of his neoclassical compositions, as they work their way through so many key
moments of the Western musical past. For other contemporary French composers,
such as Philippe Hersant, Laurent Martin and Philippe Hurel, the Stravinskian
connections are mostly singular and anecdotal.

Even where Stravinsky is not an immediate reference in terms of composition,
his work, as Adés suggests, seems something that has to be negotiated in theoretical
terms. Among the composers of L'Itinéraire,' Hugues Dufourt (b. 1943) returns to
Stravinsky in his writings (1993; 2014, 113-120). While distancing the music of
the 1970s spectral generation from Stravinsky’s rhythmic experiments, since their
music “is oriented towards a single pulse”, Dufourt recognises Stravinsky as one of
those early modernist composers who prepared the way for the “emancipation of
timbre” later in the century (1993, 86). Gérard Grisey (1946-1998) acknowledges
Stravinsky as an important predecessor in thinking musical time and as the greatest
rhythmician of his age (2008, 199). Michaél Levinas (b. 1949) considers The Rite
of Spring as an exemplary moment in early modernism for its transgressive intent
and the way it negotiates musical systems while disrupting them. (2002, 137-138)
To this degree, it continues to stand as a model for composers today and Levinas
asks “How can we anticipate secret laws like Stravinsky did at the beginning of our
century?” (2002, 147).

In his book Le Compositeur, son oreille et ses machines a écrire: Déconstruire les
grammatologies du musical pour mieux les composer, composer and theoretician
Fabien Lévy (b. 1968) undertakes his own analysis of the Danse sacrale from The
Rite of Spring, a work he describes as “enigmatic” (2013, 224). As with earlier
generations of French composers, Lévy takes note of the analyses of both Messiaen
and Boulez, acknowledging that the work of the former was geared more toward
“demonstrating his own techniques of personnages rythmiques”, rather than those
of Stravinsky (Ibid., 227)."* Before presenting his own “informational analysis” of
Stravinsky’s treatment of musical time in the Danse sacrale, Lévy acknowledges the
continuing importance of Boulez’s analysis, while attempting to go beyond any
approach which is focused primarily on the notation in the score (Ibid., 232). Lévy
recognises that Boulez’s analysis is that of a composer who, rather than seeking to
produce a historically faithful account of Stravinsky’s intentions for the piece, was
much more focused on discovering rhythmic tools which he could employ within his
own compositions (Ibid., 232). For his own part, Lévy undertakes an informational
analysis “not in terms of organised structures” but rather “of perception of irregularity
in pointed [fléché], irreversible time” (Ibid., 233). In doing so, he is conscious that

11 Lltinéraire is an ensemble of composers and performers which formed in 1973 around the
spectral composers in Paris. http://litineraire.fr/wp/, accessed 15 May 2023.

12 AsLévy notes, Messiaen produced a second analysis of The Rite, this time based on the analysis of
Greek rhythms (Lévy 2013, 228).
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his own approach, just like those of Messiaen and Boulez, is limited and a product of
its own time and its “obsessions” (Ibid., 238).

Lévy appraises the situation of the composer working since the millennium,
noting the differences operative among successive generations of composers.
Observing that around forty years separate the generation of Boulez, Stockhausen
and Ligeti from that of Stravinsky, Berg and Bartdk, and that a similar time-lapse
lies between Boulez’s generation and his own, Lévy suggests that “rather than
building on a tabula rasa, today’s composers seem to be motivated to some extent
to ‘extend’ the work of their elders” (2013, 242). He notes that the generation of
composers aged under fifty working in the twenty-first century is producing its own
aesthetic, even if it is more clearly in line with references from the past and does
not seem to present an easily definable unity [“une unité médiatisable”] (Ibid.).
Lévy suggests that he and other composers working in the twenty-first century “have
inherited from [their] modernist ‘musical grand-parents’ the desire to construct new
grammars and, at the same time, to share with [their] ‘composer-parents’ the dream
of elaborating new concepts” (Ibid.).

Some of Stravinsky’s key works are now over 100 years old and, as we move
further away from their points of origin in time, it is inevitable that their influence
will be all the more mediated. It seems that Stravinsky’s key works, while perhaps
not as shocking or surprising as they once were, have not lost anything of their
capacity to stimulate and inspire. While a number of his compositions have attained
canonical status and are firmly placed in the repertoires of many of the world’s greatest
orchestras, ensembles and solo musicians, this does not seem to have diminished
their suggestive potential. More than fifty years after his death, Stravinsky, it seems,
remains!



82

MY3UKOAOTHJA / MUSICOLOGY 34 - 2023

LisT oF REFERENCES

Adgs, Thomas. 2012. Full of Noises: Conversations with Tom Service. London: Faber and Faber.

Barraqué, Jean. 2001. Ecrits. Edited by Laurent Feneyrou. Paris: Publications de la Sorbonne.

Boulez, Pierre. 1976. Conversations with Célestin Deliége. London: Eulenburg.

Boulez, Pierre. 1991. Stocktakings from an Apprenticeship. Collected and presented by Paule Thévenin
and translated by Stephen Walsh. Oxford: Clarendon Press.

Boulez, Pierre. 2005. Regards sur Autrui. Paris: Christian Bourgois.

Campbell, Edward. 2010. Boulez Music and Philosophy. Cambridge: Cambridge University Press.

Dufour, Valérie. 2021. “Poetics of Music”. In The Cambridge Stravinsky Encyclopedia, edited by Edward
Campbell and Peter O’Hagan, 332-334. Cambridge: Cambridge University Press.

Dufourt, Hugues. 1993. “Oeuvre and History”. Contemporary Music Review 8 (1): 71-94. https://doi.
org/10.1080/07494469300640201.

Dufourt, Hugues. 2014. La musique spectrale: une révolution épistémologique. Paris: Delatour.

Feneyrou, Laurent. 2001. Jean Barraqué: Ecrits. Edited by Laurent Feneyrou. Paris: Publications de la
Sorbonne.

Gable, David. 1990. “Boulez’s Two Cultures: The Post-War European Synthesis and Tradition”. Journal
of the American Musicological Society 43 (3): 426-456.

Griffiths, Paul. 2003. The Sea on Fire: Jean Barraqué. Rochester, NY: University of Rochester Press.

Grisey, Gérard. 2008. Ecrits ou l'invention de la musique spectrale. Paris: Musica Falsa.

Levinas, Michael. 2002. Le Compositeur Trouvére: Ecrits et entretiens (1982-2002). Paris: L'Harmattan.

Lévy, Fabien. 2013. Le Compositeur, son oreille et ses machines a écrire: Déconstruire les grammatologies du
musical pour mieusx les composer. Paris: Vrin.

Messiaen, Olivier. 1995. Traité de rythme, de couleur, et d’ornithologie (1949-1992), Tome II. Paris:
Alphonse Leduc.

Nicolson, George. n.d. “Madrigals in Memoriam Henri Pousseur”, https://www.uymp.co.uk/
publications/george-nicholson-madrigals-in-memoriam-henri-pouss.

Philippot, Michel. 1965. Igor Stravinsky. Paris: Edition Seghers.

Pousseur, Henri. 1970. Fragments théoriques I sur la musique expérimentale. Bruxelles: Editions de I'ins-
titut de Sociologie, Université Libre de Bruxelles.

Pousseur, Henri and Marcelle Clements. 1972a. “Stravinsky by Way of Webern: The Consistency of a
Syntax”. Perspectives of New Music 10 (2): 13-51.

Pousseur, Henri and Marcelle Clements. 1972b. “The Consistency of a Syntax (II)”. Perspectives of New
Music 11 (1): 112-148.

Pousseur, Henri. 2004. Ecrits Théoriques 1954-1967. Edited by Pascal Decroupet. Sprimont: Mardaga.

Stravinsky, Igor. 1974. Poetics of Music in the Form of Six Lessons. Cambridge Mass. and London:
Harvard University Press.

Witts, Dick. 1977. “Pousseur’s ‘UEffacement du Prince Igor”. Tempo 122: 10-17.


https://www.uymp.co.uk/publications/george-nicholson-madrigals-in-memoriam-henri-pouss
https://www.uymp.co.uk/publications/george-nicholson-madrigals-in-memoriam-henri-pouss

33

EDWARD CAMPBELL
STRAVINSKY AND THE POST-WAR GENERATION IN FRANCE: ASPECTS OF INFLUENCE

EaBAPA KEMBEA
CTPABUHCKU U TOCAEPATHA TEHEPAIIUJA Y OPAHIIYCKOJ: ACIIEKTH YTHUIIAJA

(PE3UME)

Y oBOM 4YAAHKY MCTpaXkyjeMO Ha KOje HauuHe je cTBapasamTBo CTpaBHHCKOT
HHCIHPHCAAO OpojHe moTome ¢paHiycke kommosutope. Anaamuza Iloceehersa
iiposeha xojy cy HaumHuAn Mecujan u Byaes 1 pame CAYXXH Kao ITyTOKa3 y OAHOCY
Ha KOjHU Ce MO3UIJMOHMPA HEeKOAMKO KOMIIO3UTOpa. TokoM mepeceTHX TOAMHA
IPONIAOT BeKa, QPaHI[yCKH KOMIO3UTOPU KOjU Cy TpParaAu 3a MCTHMHCKU HOBOM
My3HKOM OMAM Cy yjeAHEeHH y IIOTpasH 3a HEHCTpakeHMM MoryhHocTuMa 3a
Koje Cy BepoBaAr Aa mocroje y IToceehersy, a koje 61 MOTAM A2 HaroBecTe y CBOJHM
AeanMa. 3a oppehen 6poj kommosuTopa, Mehy kojuma cy 1 Mecwujan, Byaes u Bapax,
Hajehu 3Hauaj uMaae cy puTMuuke uHosaruje CrpasuHckor. ITycep ce dpoxycupao
Ha 3By4He acIleKTe OApel)eHHX KAyYHHX PAaHUX AeAd, Kao U Ha AloH, mpernosHajyhu
3BYYHY KOMIIAEKCHOCT Y PaHHUjUM OCTBapemuMa U COQHCTHIMPAHE XapMOHCKe
moryhaoctr kacHujer peaa. Ouanmo je xBaamo HauuH Ha koju je CrpaBHHCKH
TPYIIMCA0 HHCTPYMEHTE, Ka0 U HeroBO MCTPaKHMBabe MHCTPyMeHTaAHe 00je, mTOo
je yBHA KOjU Cy KacHHUje ¥ oppel)eHOj Mepu TpeyseAr CIeKTPAAHU KOMIIO3UTOPHU U
Byaesy peanma Réporns, ... explosante-fixe... usur Incises. 3peanju Byaes je y Céagbu u
Cumponuju 3a gysauxe uHclipymentiie TpOHAIIA0 OOHOBASEHH H3BOP My3uuke GopMe,
a oH u ITycep cy Bucoko BpepAHOBaAM U yIOTpeOy MOAAPUTETA BUCHHA TOHOBA, KOjH
je y Liiay CTPYKTypHCaba KOMIIO3UIHja 1 00e36ehiBama koxepeHIjyje IpUMeBUBa0
CrpaBuHCKH.
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ABSTRACT

The high rank of Igor Stravinsky’s works (especially for ballet) prompts a dis-
cussion about the meaning of corporeality and dance in his output, a meaning
that goes beyond Stravinsky’s historically-documented interest in ballet music.
Thus, the encounter with Diaghilev and Nijinsky could be justified as immanent-
ly emanating from his own musical aesthetics and poetics. If dance seems for the
composer to form an additional, immanent level of the music, the question of
the aesthetic sense of reference to the body in Stravinsky’s music remains unan-
swered. By attaining a “mediated immediacy” (Helmuth Plessner) in his works,
his ballet music manages to maintain a certain distance — objectifying, alienating
— from subjective expression, without becoming abstract, and at the same time
without losing the subjective and intersubjective bonds in which it is immersed.
Through dance, Stravinsky not only strengthens the aspect of mediation in his
music, but in a reflective not primitive practice, he also looks for the origins of
aesthetic expression.

KEYWORDS: Igor Stravinsky, aesthetics, ballet, body, Helmuth Plessner.
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ATICTPAKT

3HauajHO MecTO Koje 3aysuMajy ocrBapema Mropa Crpasumckor (moce6Ho
GaneTcKa) IMOACTHYE AMCKYCHjy O 3Hadery TEAECHOCTH M IIAECA Y HEroBOM
paAy, KOje HAAMAA3U MCTOPUjCKH AOKYMEHTOBAHO UHTepecoBame CTpPaBHHCKOT
3a Gaaercky Mysuky. Crora cycper ¢ AjarumeBum u HipkuHCKEM MOKe
OUTH caraeAaH Kao MMaHEHTHO IHpousArasehu U3 mweroBe MysHYKe eCTETHKE M
noeTuke. AKO je IAeC 32 KOMIIO3UTOPA AOAQTHH, UMAaHEHTHU CAOj My3HUKe, Ha
[UTambe eCTeTUIKOr CMHCAA pedeprparba Ha TeAo y Mysuny CTPaBUHCKOT join
yBek Huje Aar oarosop. Iloctwkyhu ,mocpeposary nemocpeanoct” (Xeamyr
IlaecHEp) y CBOjUM AeAMMA, IeroBa My3HMKa 3a 0aAeTe yCIeBa A 3aAPKH
oppebeny aucranny — o6jexruduxyjyhy, oryhyjyhy — y oarocy Ha cybjexrusny
eKcripecujy, 6e3 oCTajamba AICTPAKTHIM M HCTOBpeMeHO He rybehu cy6jexTusHe
1 HHTepCy6jeKTHBHe Be3e y Koje je ypomeHa. Kpos maec CTpaBuHCKH He caMo A2
0OjauaBa acreKTe MOCPEAOBAHOCTH Y CBOjOj My3HIIH, HETO U ITyTeM pedAeKCUBHE,
He IPMMHUTUBHE [IPAKCE, TaKOle TPAXH 1 IIOPEKAO eCTETCKOT H3pa3a.

KaxyaHE PEYM: Mrop CrpaBuHcky, ecTeTHKa, 6aset, Teao, XeamyT I[1aecuep.

Since the ancient theory of rhetoric of Quintilianus, it has been clear that the body
and gestures are there to support the affect of the acoustic and language, and to lend
them a material dimension, thus also persuasive power (Diehr 2000). The visual of
body gestures follows the sound, which directly expresses the speaker’s soul. This old
body-soul problem - at least since Theodor W. Adorno’s criticism of corporeality,
even with Igor Stravinsky — also deserves a place in the musicological or music-aes-
thetic discourse. The high rank of Stravinsky’s works (especially for ballet) prompts
a discussion of the meaning of corporeality and dance in his output, a meaning that
goes beyond his historically-documented interest in ballet music, such that the en-
counter with Sergei Diaghilev and Vaslav Nijinsky could be justified as emanating
from his own musical aesthetics and poetics.

The fact that dance depends on music in order to achieve “rhythmic organiza-
tion on a larger scale” (Démling 1985, 205), in order to be able to produce more
than just short “improvisations”, was what George Balanchine emphasized in Stra-
vinsky’s music. It is also known that Stravinsky had a concrete idea of the physical
dance movement. A well-documented example is the ballet Le Sacre du printemps,
for which Nijinsky created the world premiere choreographyin 1913. A piano reduc-
tion has been preserved in which Stravinsky sketched the choreography in advance.
The entries make it clear that Stravinsky had “dance accents and phrases” in mind,
“which seldom match the accents and phrases of the music” (Stravinsky 1969, 35).
In addition to the already highly complex rhythm of the Sacre, the composer thought
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of a choreography that did not double these structures, but rather a simpler chore-
ography that was often contrapuntal in itself and to the music. If dance seems for
the composer to form an additional, immanent level of music, the question of the
aesthetic sense of the body in Stravinsky’s music remains unanswered. Are there per-
haps other, aesthetic reasons for realizing this relationship between body and music?
What is the inner need or necessity that urged Stravinsky to ballet?

This question could perhaps be answered on the basis of aspects of his musical
language that explain or underline the affinity for bodily movement. Can, therefore,
as Helmut Plessner claims about the language of the actor, one also imagine in the
case of music, that it needs to be supplemented by the “proportioning shaping”
(2003a, 214) of the body of the performer or dancer in order to generate “drive and
resonance” (Ibid.)? According to Plessner, rhythm, tones and tone sequences have
a direct effect on the human body. Because it acts as a resonance body, receptive to
every kind of vibration, they give it the possibility of resonance with its own vol-
ume.” Does therefore music, like an actor’s speech, require a body in order to unfold
its original and full meaning, to make the “atmosphere around the whole person
tangible” (Ibid.)? Is the existence of the dancing bodily gestures the condition for
music to regain its anthropologically-founded, actual meaning, to be able to fully
correspond to the uniqueness of the human form of existence between corporeality
and consciousness? From a philosophical point of view, what is the main point of
such an encounter?

Clarity, transparency, and discipline are aesthetic categories that can be recog-
nized in Stravinsky’s musical poetics. In an explicit antithesis to the romantic ideal
of overloaded expression represented by Richard Wagner, exemplified in the idea of
the infinite melody, Stravinsky proposes the criterion of an anthropologically-de-
termined measure in expression, which is defined by the “limitations of the organ”
(Stravinsky 1947, 63) of perception. “It is the perpetual becoming of a music that
never had any reason for starting, and more than it has any reason for ending. End-
less melody thus appears as an insult to the dignity and to the very function of mel-
ody which, as we have said, is the musical intonation of a cadenced phrase” (Stravin-
sky 1947, 62). The dignity and physical condition of melody within the confines of
the human voice should be a stumbling block in the conception of abstract music
ascribed to sublime emotion.

Stravinsky recognizes features of an effusive emotion not only in Romanticism
but also in the music of the twentieth century, which apparently conceal the appear-
ance of actual emotional content. Commenting on Wozzeck he writes: “But ‘pas-
sionate emotion’ can be conveyed by very different means than these, and within the

2 “Sounds are always full, broad, hollow, sharp, pointed, thin, flat. The spatial appearing (not spatial!)
Characters of voluminosity show up in the timbres of the vocal and instrumental areas, in the chordal
miscibility of several tones into ‘spacious’ sound formations and in the height or depth of the tone.
Irrespective of how they are produced, i.e. regardless of their vocal or instrumental origin, sounds are
able to have a profound or moving effect on the posture and motor skills of the body due to their
volume. They conform to man’s lively position. The volume of sound ‘matches’ the volume of our body
and being in the body” (Plessner 2003b, 189).
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most ‘limiting conventions™ (Stravinsky and Craft 1963, 24-25). With an example
from the miniature representation of Timurid art, a style of art originating during
the rule of the Turko-Mongol Timurid Empire (1370-1507), he makes no secret
of the fact that the — similar to early medieval art in Europe — stenciled bodies and
faces of these simplified, ornamentally graphic, schematized imagery as more able to
convey the power of the truthful. “In another favorite miniature, two lovers confront
each other with stony looks, but the man unconsciously touches his finger to his
lips, and this packs the picture with, for me, as much passion as the crescendo molto
in Wozzeck” (Stravinsky and Craft 1963, 25). The body gesture of the non-realistic
miniature is for Stravinsky a more honest and more subtle representation of spiritual
strength and expression, which is limited to the essentials. Contrary to the roman-
tic ideal, the composer does not seem to prefer the incorporeal music striving for
the absolute, at least not that of his contemporary Alban Berg, but rather moderate
corporeal representation. The awareness of historical and stylistic distance and of
the sense of limit appears as a guarantee of the aesthetic of objectivity, logic and
depersonalization.

With a further note, this time on one of the greatest poets of the Elizabethan
period, namely Edmund Spenser, probably best known for his long, allegorical epic
poem “The Faerie Queen’, and his allegory of the body in its second book, Stravin-
sky emphasizes the role of the body as a resistance to the danger of a sweet senti-
mentality of expression; he does so with reference to a work of his own, namely the
ballet Le Baiser de la fée and its source of inspiration, the work of Tchaikovsky. ““Soule
is form’ Spenser says, and doth the bodie make. (And I would apply that quotation
to Le Baiser de la fée as well. Listening to a concert of the saccharine source material
for that work the other day, I almost succumbed to diabetes)” (Ibid., 11).> Spencer’s
allegory attempts to draw borders to prevent the diffusion of undesired emotions.
The worry here is that passions will turn the body into a monster. Stravinsky’s refer-
ence to Spenser is directed against an aesthetic of direct expression and appeals for
the adherence to boundaries marked by the body, which constitute the artificiality
of musical expression. “[ T]o me art is arbitrary and must be artificial” (Ibid., 17).

The sense of corporeality in Stravinsky’s music can be seen in contrast to animals,
which, as he says, “do not have to do, they just are” (Ibid., 219); the use of the body
in music is the benchmark and guarantee that music does not degenerate into an

3 “In canto nine of book II of The Faerie Queene, Spenser portrays the body as an embattled fortress
protecting the virtue of temperance. The questing knights Guyon and Arthur come to the House of
Alma, which is described as the human body: ‘[ ... ] The knights find this castle-body besieged by “[a]
thousand villeins” [ ... ]. These villains are later revealed in canto eleven to be “strong affections’ [ ... ]
that besiege “Sight” [ ... ], “Hearing” [ ... ], “Smell” [ ... ], “Tast[e]” [ ... ], and [ ...] the sense of touch.
[...]Located outside and attempting to move into the body via the senses, these affections represent a
threat because of the porosity of the body”” [ ... ] “Spenser’s allegory of the body in book II of The Faerie
Queene expose[s] what it means for a body to be a source of knowledge about nature, the world, and
the self” (Taylor 2018, 168, 154).
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arbitrary play of affects, but takes on a real shape that is able to tame the imagination
and pathos. Rhythm, the musical element that realizes the bond between sound and
body, serves this purpose to musically “freeze” the dramatic flow, to establish an ar-
tificial distance to the soul. “The rhythms [in Oedipus rex] are the principal source of
dramatic tension and a major element of the dramatic method. If Thave succeeded in
freezing the drama in the music, that was accomplished largely by rhythmic means”
(Ibid., 12-13). The aspect of rhythm opens up an anthropological perspective on
Stravinsky’s thinking. For the composer, the comparison of music with an organism
forms the basis for an aesthetic conception in which the laws of attraction to a cen-
ter characterize the musical phenomenon: “The articulations of musical discourse
betray a hidden correlation between the tempo and the interplay of tones. All music
being nothing but a succession of impulses and repose, it is easy to see that the draw-
ing together and separation of poles of attraction in a way determine the respiration
of music” (Stravinsky 1947, 36). The body is the starting point and at the same time
the pole of attraction of musical movement, expressed among other things in the
principle of tonality. Striving for a topography of music, Stravinsky is looking for a
methodology that describes musical structures according to their spatial relation-
ships to one another. A spatial idea of the music, which starts from the poles of one’s
own body, should prevent states of indifference and adapt the music back to human
proportions.

“Limit” and “artificiality” are two terms that make up the foundation of the phi-
losophy of a contemporary of Stravinsky: Helmuth Plessner. As a paraphrase of Stra-
vinsky’s sentence, Plessner emphasizes: “After all, the animal is also direct and genu-
ine in expression; If expression were no longer important, then nature would remain
with the elementary living beings and would avoid the brokenness of man” (1981,
106). Only the concentration of the animate thing at its ending, at its “border”,
opens it in a characteristic way, inwards and at the same time outwards, allowing
each specific environment to appear in this thing and it to appear in an environment.
Plessner’s foundation of philosophical anthropology defines the human being as the
living being that is embedded, “positioned” in the physical boundaries and a corre-
sponding environment, drawing at the same time from an “eccentric” point, open
to the world, boundaries that he embodies. Eccentrically positioned between mind
and body, only man really “has” an environment and a body and is the subject of this
“having”. Only he is aware of being a subject; only man is an I, namely, completely
self-reflected, an eccentric being aware of the otherness-relationship to the world, of
the objectivity of things. Man, although rooted in his existential center, transcends
it, projects beyond it. He is beyond the opposition of subject and object, subject to
the world and object to himself.

If music occupies a central position in the system of Plessner’s philosophy, be-
cause it can communicate the spirit to the body most directly, and vice versa, the
spirit-body relationship inherent in music is made thematically and artistically fruit-
ful in ballet music. For Plessner, the attempt at dancing (a conversion of musical
meaning into physical movements) testifies to an inner connection between sono-
rous lines and physical movements. He shows that it is possible to grasp the sono-
rous lines as gestures or to let be carried away by them in the direction of the gesture.
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The most significant thing about the comparison between a gesture and a sounding
movement is that it is not just a metaphorical connection. “But that we can under-
stand musical movements ‘as a gesture [...]" does not mean that we thereby only un-
derstand them metaphorically. As Plessner indicates, ‘both moments, the produc-
ibility and the distant proximity of the sound, clarify the peculiar relationship of the
human subject to his body’, which reveals an ‘inner connection), a structural affinity
between sound and the phenomenal body that a allows for a qualitatively different
accordance or equivalence relationship between musical and bodily movements that
is different from any mere metaphor” (cf. Tsetsos 2020, 155). Even more, the affinity
of the sound to the body is the condition for being able to grasp music: “The accor-
dance of the acoustic material to the posture sharply [...] specifies the aesthesiologi-
cal condition of the possibility of gestures appropriate to the meaning of the music.
In the strictest sense, it is therefore the general prerequisite for understanding and
expressing musical content, it is actually the condition of the possibility of music par
excellence” (Plessner 2003a, 236).

Taking Plessner’s idea a step further, dance in relation to music is for Stravinsky
precisely what tools and art mean to people: they constitute an act of reflection. Man
is by nature artificial. Knowledge of oneself leads man beyond nature. It is true that
an animal can also use tools, for example. But it cannot invent. An animal, when
using a tool, does not notice the process it has created. According to Plessner, the
human urge to invent things is the longing for an equilibrium. Man does not be-
have safely towards his world, guided by instinct. He has no immediate home in this
world, but has to make one for himself. The questionable nature ofhis position in the
world leads to his essential, not merely accidental or even historically-arising “need
for supplementation”. “An eccentric way of life and the need for supplements form
one and the same fact”, explains Plessner. “In this neediness or nudity lies the im-
pulse for all specifically human activity, i.e. activity directed towards the unreal and
the artificial working, the ultimate reason for the tool and what it serves: culture”
(Plessner 1975, 285).

If the history of music is to be understood as a history of the independence of
sound from voice and corporeality, of a unity that, from an anthropological perspec-
tive, islaid out in the body, in that “every tone is equivalent to a certain posture of the
body and with a concise positional relationship to him (head tone, chest tone, low
tone)” (Plessner 2003a, 233), then this is how Stravinsky continues this develop-
ment by restoring this unity as a conscious act. If one follows Plessner’s philosophy
of the body as a condition for understanding and making music, Stravinsky’s refer-
ence to the body in his ballet music points to a further aesthetic level of his music.
In search of a lost wholeness, of a collective (bodily) consciousness in which nature
and culture, life and art still form an organic unity, Stravinsky turns to dance in or-
der to “invent” a suitable instrument to shape, to give artistic form to the body as
the condition of art, as well as the condition of the social and religious act. Because
the dancing body also visually depicts the corporeal “striving for expression” (Ibid.,
243), which is felt by the listener but cannot be lived out due to his passivity, it func-
tions like a “speaker” for the viewer “in the medium of the gesture”, bringing him,
the listener, the experience of the original presence of mind and music in the body.
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Stravinsky describes himself as an “inventor of music” (1947, 53), thereby em-
phasizing that the focus of his aesthetics is not primarily the “idea’, but rather the
“realization” and “creation”. “Invention”, according to Plessner, “means implemen-
tation from possibility into reality. It was not the hammer that existed before it was
invented, but what the hammer expresses. The gramophone was, so to speak, ripe for
invention when it became clear that sound waves can be transformed mechanically,
and no human being has created this fact. Nevertheless it had to be invented, i.e. the
form for it had to be found” (Plessner 1975, 321). The meaning of dance in Stravin-
sky’s music can be interpreted in a similar sense. Stravinsky invents his ballet music
in order to give expression to the element of corporeality that is immanent in music
but only present as a possibility. Through dance he introduces an element into the
musical composition that makes it possible to experience music in general, as well
as reflect on mind and soul. “Only in the intertwining of aloofness and being there,
distant and close, does the immanence of consciousness fulfill its reality-revealing
meaning” (Plessner 1981, 247).

Stravinsky underscores the need to immerse into the objectivity of the musical
phenomena in order to be able to estimate their impact in a cool and reasonable
manner, instead of strengthening the power of music through uncontrolled emo-
tions and indignation. The physical dance movement reinforces the moment of
distance (by means of music’s objectification in dance) of a reflected experience
through the body. Through means such as reference to older music, the stratifica-
tion of rhythm, the montage character of his composing techniques, the return to
ancient subjects and, more generally, by turning away from the expressive character
of the music, the composer succeeds in looking for the origin of the constitution of
the musical phenomenon in its relation to the act of consciousness. Through dance,
specifically through the translation of musical movement into a physical one, the
immediate feeling of the music is also indirectly experienced as objectively physical.
Through dance, this objective component comes into consciousness more clearly
than just through the perception of music, which already has the double character of
the perception of something and at the same time the perception of one’s own per-
ception. It is only because of this, as Plessner calls it, “mediated immediacy” (1975,
171), namely man’s ability not only for simple perception, but for the perception of
his own perception, that dance shows such proximity to music, which is the condi-
tion for fruitful cooperation of the two arts. Often when Stravinsky composes for
dance based on musical material from the distant past but which is, at the same time,
emotionally very close, a situation can arise in which the transgression of the sub-
jective in one’s own subject becomes most obvious and the music is placed beyond
the opposition of subject and object. Through the distant closeness of his music, for
example in works such as the ballet Pulcinella, through the relationship of direct,
spontaneous devotion and distanced reverence towards the material (Pergolesi’s
music), through the synthesis of the feelings of restrained respect and intimate love
(Stravinsky 1957, 83), he can renew the hidden life of the past, he can make its per-
ception possible in the present. By attaining a “mediated immediacy” in his works,
without becoming abstract, and at the same time without losing the subjective and
intersubjective bonds in which it is immersed, his music always manages to maintain
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a certain distance — objectifying, alienating — from subjective expression. Through
dance Stravinsky not only strengthens the aspect of mediation in his music but, in a
reflective non-primitive practice, he also looks for the origins of aesthetic expression.
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JakoBoc IIITAJHXAVEP

TEAECHOCT U ITAEC Y My3ullu ITOPA CTPABUHCKOT

(PE3UME)

3HauajHO MeCTO Koje 3ay3uMajy ocTBapema Mropa Crpasunckor (moce6Ho 6asercka)
MOACTHYE AMICKYCHjy O 3Ha4eHy TEAECHOCTH M TIA€Ca y HeTrOBOM paay, 3Hauemwy Koje
HAAMAQ3U MCTOPHjCKHM AOKYMEHTOBAHO MHTepecoBame CTpaBMHCKOr 3a 0aseTcKy
mysuky. Crora cycper ¢ AjarmsesuM u HIDKMHCKHMM MOXe OUTH caraepaH Kao
HMaHEHTHO Ipou3Aasehn U3 meroBe My3HuKe eCTETHKe U ITOeTHKe. AKO je IAeC 3a
KOMITO3MTOpPAa AOAATHH, MMAaHEHTHH CAOj My3HKE€, Ha ITNTambe €CTETHYKOI CMHCAA
pedepupama Ha Teao y My3ur CTPaBHHCKOT jOILI yBeK HHUje AAT OAroBOp. JacHoha,
TPAHCIAPEHTHOCT M AMCIUIIAMHA €CTeTCKe Cy KaTeropuje Koje ce IPEero3Hajy y
My3uIKoj moeTurn CTPaBHHCKOT. Y eKCIIAMITUTHO] aHTHTE3M POMAHTHUYKOT HAEAAQ
IpeKOMepHe eKCIIpecHje KOjy IpeACTaBda Barmep, oaumdeHoj y upeju Oeckpajue
meaopnje, CTPaBUHCKH IPEAAAKe KPUTEPHjyM aHTPOMOAOMKHU oppehere mepe y
n3pasy. OUBMMKY IAECHH TIOKpPET I10jaYaBa MOMEHAT AMCTaHIe (y CMUCAY My3HuKe
ofjexTuBH3aLMje y IAeCy) HCKYCTBa pedAeKTOBAHOT Kpo3 Tero. IlocTwkyhm
,mocpepoBaty Henocpeatoct” (Xeamyt I1aecHep) y cBOjM AeAMMa, HeTOBa My3HKa
3a baaeTe ycreBa Aa 3apApu oapeheny — objexruduxyjyhy, oryhyjyhy — sucranmy
Y OAHOCY Ha Cy0jeKTHBHY eKCIIpeCHjy, He IOCTajyhu alicTpaKTHOM M HCTOBPeMeHO
He ry6ehu cybjexTuBHe U HHTepCy6jeKTHBHe Bese y Koje je ypomeHa. Kpos maec
CrpaBHHCKH He CaMO Aa OjadaBa acIleKTe IOCPEAOBAHOCTH Y CBOjOj Mysuny, Beh u
myTeM pedAeKCHBHE, 2 He IPUMUTHBHE ITPAKCe, TaKOl)e TPAKH U MOPEKAO eCTETCKOT
u3pasa.
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ABSTRACT

Theodor W. Adorno’s critique of Igor Stravinsky has itself been repeatedly crit-
icised. Following the same line, the present article takes as its point of depar-
ture the philosophical anthropology of Helmuth Plessner, which challenges the
premises of Marxist anthropology, on which Adorno based his critique of Stra-
vinsky. Far from regressing to the inhuman and primitive, Stravinsky’s music af-
firms, in historically adequate modern terms, the constitutive reflectivity of the
human embodied condition, thus becoming more “human’, i.e. meaningful and
expressive, than Adorno could have even conceived. Additionally, an account is
provided of some groundbreaking musical qualities that underpin the artistic
value of Stravinsky’s music, which Adorno also contested.
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AIICTPAKT

ApopHoBa kpuruka CTpaBHHCKOr M caMa je IpeTpreAa OpojHe KpHTHKe.
Iparehu Ty mcry AmHHMjy, OBaj YAQHAK KAO IOAA3MINTE y3uUMA (GHAO30(CKY
anTponoaorujy Xeamyra IlaecHepa, koja ocmopaBa mpemuce MapKCHCTHYKeE
aHTPOIIOAOTH]je, Ha K0joj AAOPHO 3acHmBa cBOjy KpuTuky CrpasuHckor. He
perpecupajyhu y HesyACKO M IPUMUTHBHO, My3suka CrpasuHckor nmorsphyje, y
I/ICTOPI/Ij CKH AAC€KBATHUM MOA€PHHUM TEPMHUHHUMA, KOHCTUTYTHBHY pe(l)AeKCI/IBHO CT
/SYACKOT OTEAOTBOPEHOT CTarha, MOCTAjyhu Tako BHIle ,SYACKA', Tj. CMHCACHA M
H3pa’KajHa, Hero MTO je AAOPHO Morao mojmMuTh. OcuM Tora, makisa je mocsehera
1 HEKMM PEBOAYIIMOHAPDHUM MY3HMYIKHUM KBAAUTETHMA KOjI/I TIOAYIIUPY YMETHHUIKY
BpepHOCT Mysuke CTpaBHHCKOT, KOjy je AAOPHO Takobe ocropasao.

Kay4anE PEYN: Teopop Apopro, Mrop Crpasuncku, Xeamyr [Taecuep, prrosopcka
AHTPOIOAOTHja, My3U4Ka BPEAHOCT.

In a broad Marxist sense, all critique of ideology, understood as a process of un-
covering and denouncing false forms of thought and action that appear as true, is
performed, explicitly or not, in the name of a true human condition impeded in its
materialisation by these very forms of thought and action. Theodor W. Adorno con-
ceives this true human condition as a society of rational, emancipated, autonomous
and thus truly free human individuals (Wilson 2007, 96 f.; O’Conor 2013, 190
191). In Adorno’s view, a fundamental precondition of human emancipation is the
awareness of the essentially non-binding nature of the norms and values by which
humans are raised; for, the sole function of norms and values is the reproduction
of precisely that unfree social reality that the critique has the duty to uncover and
denunciate (1973, 90, 95, 275, 355).

Within this philosophical frame, the aim of all great art is to reproduce in its own
sphere the logic of human emancipation. The emancipated artist does not impose
extraneously — and for this reason violently — to the artistic material established
techniques, norms and conventions that contradict the nature of the material and
impede the development of its possibilities, but follows the tendencies of the ma-
terial, its internal logic, in a way that enables the creation of binding or authentic’
works, which “could not be otherwise” (Adorno 2006, 105-106). Achieved through
the conformity of the artistic subject to the demands of the material, true artistic ob-
jectivity or authenticity is not only compatible with the freedom of that subject, but
it is a precondition of her/his freedom, since only such objectivity can ensure the
independence of the artistic subject from purposes or norms imposed on it extrane-

2 Adorno defines authenticity as “[...] the characteristic of works that gives them an objectively
binding quality, a quality that extends beyond the contingency of mere subjective expression, the
quality of being socially grounded” (Adorno 2019, 199).
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ously, in a state of heteronomy.* For it is the conviction of Adorno, who in this matter
faithfully follows the tradition of German Enlightenment, that only the autonomous
subject is truly free (O’Conor 2013, 130-135).

Adorno traces the ideological element in Igor Stravinsky’s music in the latter’s
attempt to achieve the status of aesthetic objectivity, authenticity, and bindingness
by aesthetically false means, that is, by means incompatible with the principle of the
autonomous treatment of the musical material in terms of its own logic (van Eecke
2014). Although Stravinsky rightly rejects the formal conventions of both classicism
and romanticism, he restructures musical form in terms of subjective arbitrariness.
According to Adorno, Stravinsky juxtaposes irrationally, i.e. without mediation and
internal necessity, either musical fragments (2006, 113) or complexes (Ibid., 115)
that are not only thematically unrelated, but each of them is structured on the ba-
sis of rhythmically variated reiterations of melodic and harmonic elements (Ibid.,
132) and not on the basis of rational motivic-thematic development: “The formative
process that is envisioned has nothing to do with musical dynamics, and least of all
with the creation ex nihilo of large, self-motivating musical forms that constitute
one of Beethoven’s leading ideas right up to the first movement of the Ninth Sym-
phony” (Ibid., 122). Musical form comes about as an incoherent sequence of “reflex
gestures” (Ibid.), whose purposely dissonant character turns it into a sequence of
shocks (Ibid., 117-118, 142). By violently transfixing the listener and by paralysing
reflection, these shocks annul freedom towards the musical object, rendering the lis-
tener the docile receiver of the actions of an arbitrary subjective will that appears as
binding. Once the musical object obeys not its own logic but the dictates of the arbi-
trary artist (Ibid., 125), it is as much unfree as the listener, the musical subject, who
is thus peremptorily deprived of its right to a rational understanding of musical form.

In contrast to Arnold Schoenberg, whom Adorno opposes to Stravinsky (Pad-
dison 2003 ), the contestation of the formal and tonal conventions of tradition — a
contestation that lies at the core of all new music — does not lead to the emancipa-
tion of the musical material and the liberation of its formative possibilities, but to
its manipulation through an authoritarian artistic behaviour, ideologically appearing
as the embodiment of liberty. Here we are dealing with false aesthetic objectivism,
a “realism of the facade” (Adorno 2006, 128) behind which the subject is merely
concealed instead of becoming an element of the form itself and an inherent factor of
its coherence. The retreat of the subject from musical form brings with it the retreat
from musical expression (Ibid., 131-132). According to Adorno, Stravinsky’s jus-
tified critique of the falsity and hypocrisy of romantic sentimentalism leans not to-
ward the seeking of a true sentiment as the emotional response to a true conscious-
ness of reality, but toward the rejection of all sentiment as something always already
false. Deprived of emotional subjectivity, his music behaves as a body disjoined from

3 See, especially, Adorno 2002, 269: “It [art] rescues subjectivity, even subjective aesthetics, by the
negation of subjectivity. The subject, convulsed by art, has real experiences; by the strength of insight
into the artwork as artwork, these experiences are those in which the subject’s petrification in his own
subjectivity dissolves and the narrowness of his self-positedness is revealed”.
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soul and mind, as the body of the neurotic or the mentally ill (Ibid., 125 f.), in other
cases as that of the savage or the child. Yet, the calculated primitivism and infantilism
of Stravinsky’s music, instead of working as an indictment of bourgeois hypocrisy
in the interests of true, emancipated humanity is, in fact, nothing but a kind of aes-
thetic regression pleading in favour of modern inhumanity. Formal discontinuity,
emotional destitution and mechanistic frigidity, disconnection and spatialisation of
time modelled upon painting, fetishisation of musical means and absolutisation of
instrumental craft (Ibid., 128-129) - all these negative qualities banish the subject
from both sonic structure and expression and, with it, they also banish soul, mind,
and humanity, notions inextricably intertwined in Adorno’s thought: “All that re-
mains to this music after having successfully exorcised the soul is the empty shell
of the animate” (Ibid., 133). The negation of the subject in Stravinsky’s music be-
comes eventually the sonic symbol of an archaic collectivity where the individual
is sacrificed rather than truly individualised. As the sonic symbol of the inhuman,
Stravinsky’s music contributes by way of its own aesthetic means to the deepening
of modern social barbarism.

The fact that at the core of Adorno’s ideological critique of Stravinsky lies the
concept of the inhuman poses the question about his own conception of the human.
Adorno’s anthropology is essentially Marxist (Markovi¢ 1991). Marxist anthropol-
ogy thinks of humans as lacking an invariable, unhistorical nature. Being the result
of their history and social conditions, humans can only define their own concept
in terms of historical self-understanding. This leads Marxists like Adorno to con-
sider every adoption by modern humans of attitudes historically bygone or onto-
genetically precursory, every conscious imitation of primitively collective or infan-
tile behaviour as something that actually belies in an ideologically charged manner
their self-understanding as autonomous subjects and mentally mature individuals.
By depressing historically formed humanness, all conscious behavioural regression
becomes a byword for conscious de-humanisation. Contemporary humans cannot
be but modern, that is, self-conscious, rational and critical individuals and, most im-
portantly, masters of their drives and corporeality. All regression to the pre-modern
or anti-modern, all loss of self-consciousness and self-determination renders them
inhuman in this particular historical sense.

Nevertheless, the simple fact that Marxist anthropology, upon which Adorno’s
critique of Stravinsky is largely based, is not the only theory of human nature that
exists (Stevenson and Haberman 1998), would suffice to relativise the validity of
this critique. In the philosophical anthropology of Helmuth Plessner, to give a lit-
tle-known example, self-consciousness and self-determination are structural aspects
of human nature. As such, they do not perish even in cases of primitive or infantile
behaviours, all the more when such behaviours are voluntarily and reflectively ad-
opted, as in the case of Stravinsky’s music. Self-consciousness and self-determina-
tion are here considered essential properties of a special, human form of life charac-
terised by “eccentric positionality” (Fischer 2016, 115-135), a term used to signify
the double distance of the living thing from itself. Only in the case of humans do we
face a living thing standing in the paradoxical situation of being a body, being with-
in a body, and at the same time having a body from that transcendental standpoint
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from which it cognises to be both (Plessner 2019, 272). This double distance from
the body, this “eccentric positionality,” being the structural property of human be-
ings, the a priori of the human condition, can never be lost. Healthy adult humans
are always aware of what they do; they remain subjects of their bodily movement
even when they decide to embody behaviours that characterise lower levels of con-
sciousness.* In structural correspondence with the properties of being a body, being
within a body, and having a body from an eccentric standpoint, human existence is
structured in the form of an outer or physical world, an inner or psychic world, and
a shared or social world, the world of shared meanings or “spirit” (Geist) (Ibid., 272
£).

Even more important as regards the present issue is the fact that these three di-
mensions of the human condition, the physical, the psychic, and the spiritual — the
latter standing in a transcendental relationship to the others — are always already
present in all human perception: for us humans, every object, here every musical
object, possesses conjointly material form, expression, and meaning, even if this
meaning is a simple name or the concept under which the object is subsumed. In our
case, whether Stravinsky’s music is expressive or not is to be decided independently
of the intention of Stravinsky or his listeners for the simple reason that expression,
considered as the manifestation of something internal, even elusively internal, as in
the case of abstract expressiveness, constitutes a permanent feature of the human
perception of any kind of thing whatsoever, including the intentionally non-expres-
sive music of Stravinsky. Contrary to Adorno’s assumption, the notion of expression
includes far more than the manifestation of emotional states, even when it comes
to the pain caused by the true consciousness of the historically real and which all
non-ideological music, as Adorno believes, should express (Adorno 2006, 131).5
Beyond emotional states, the content of expression could be attitudes, outlooks,
intentions, ideas, and, as far as art is concerned, aesthetic qualities. The latter are re-

4 Plessner’s description of the fact is striking: “The human, however, is subject to the law of
excentricity, according to which his being in the here/now - that is, his absorption in what he
experiences — no longer coincides with the point of his existence. Even in the execution of a thought,
a feeling, a volition, the human stands apart from himself. How can we explain the existence of false
feelings or sham thoughts or the fact that it is possible to work ourselves into something that we are not?
How can we explain the existence of (good and bad) actors, the transformation of one human being
into another? How is it possible that those watching him, but more significantly the individual himself,
cannot always say with certainty whether even in moments of the greatest abandon and passion he is
not merely playing a role? The testimony of inner evidence does not dispel doubts as to the truthfulness
of one’s own being. Such evidence does not overcome the incipient split that, because it is excentric,
cuts through the human’s being-himself, so that no one can know of himself whether it is still he who
laughs and cries, thinks and makes decisions, or this self that has already split off, the other that is in
him, his counterimage or perhaps even antithesis” (2019, 277).

S Even Adorno himself avows that “There are passages in Stravinsky that in their bleak indifference or
their cruel harshness do more honor to expression and its foundering subject than do passages in which
it overflows with exuberance because it does not yet know that it is dead: In this compositional attitude,
Stravinsky in fact brings to term Nietzsche’s struggle against Wagner. The empty eyes of his music are
sometimes more expressive than the expression” (2006, 132).
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lated to comportment which, as Kant has already noticed, is distinguished by inner
purposiveness or teleology (2000, 105-106). This teleology is not identical with
that of the purposeful or rational activity which Adorno has in mind when he de-
plores Stravinsky’s music for being deprived of dynamic temporality in such a way as
to resemble dancing movement.

Surprisingly, here we have to do with praise rather than reproach; for it is precise-
ly in dancing movement, namely in a movement not goal-oriented yet intrinsically
meaningful, that the humanity of humans is manifested with the utmost clarity. This
is all the more evident in a dancing movement like that of Stravinsky’s music, where
the irregularity and variability of metre and accent necessitate the greatest possible
control over the dancing body. Here the eccentricity of human nature, the ability of
the living thing to fully instrumentalise the body which the thing itself is, becomes
itself an aesthetic idea. Perhaps Stravinsky’s music is more human than Adorno
could even imagine. It is endowed as much with “soul” as with “spirit.” We need only
consider, along with Plessner, that spirit is not something separate from life, another
substance added to those of the body and the soul, but a property of a living body
eccentrically positioned against itself and its world, a property of a body fully reflect-
ed in itself (2019, 281 f.).

Debatable is further Adorno’s criticism of the alleged irrationality of Stravinsky’s
music. Adorno understands as rational that music for each and every single element
of which an answer can be given as to the why of its particular placement within
the form and the how of its relation to every other element. Rational in this sense
is Bach’s, Beethoven’s, Brahms’s, and Schoenberg’s music, not Stravinsky’s. In music
like his all answers as to the why and the how of its elements lie in the mind of the
composer, not in the music itself. Yet, how true is this notion of musical rationality?
More than a century before the publication of Adorno’s Philosophy of New Music
Hegel, in his lectures on music, notes that musical forms lack the organic necessity
conditioning the relations of the particular elements in a sculpture, especially when
it represents living beings, or the logical necessity conditioning the relations of the
particular elements in a representational painting. Due to the non-representational
nature of music, its forms are alien to the rationality of the real (Hegel 1975, 895
898). Being unable to be rational in itself, music can but imitate rationality. After all,
Adorno himself admits this when he avows that “music in fact never achieved a pure
logic” (2006, 10S). How could it anyway? Thus, if music is only by approximation
and mutatis mutandis rational, then the rationality of Stravinsky’s music as compared
with that of Schoenberg’s is a matter of degree rather than of kind. This is all the
more evident when we realise that both the formation of dodecaphonic rows and
their subsequent treatment are in the last analysis issues of free, “irrational” artistic

6 The instrumentalization of the body is for Adorno kind of an anathema: “The animosity against
the anima, which pervades Stravinsky’s oeuvre, is of the same nature as the desexualized relation of his
music to the body. The latter is itself treated as a mere means, as a thing that reacts with precision; the
music demands of it the most extreme performances, as vividly appear on stage in Rite, in the Jeu de
rapt, and in the '‘Combat des tribus” (Adorno 2006, 129).
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decision. Contrary to Adorno’s conviction, artistic choices are ultimately dictated
by taste, the very thing for which he derides Stravinsky (Ibid., 116), and not by the
alleged necessity of the thing itself or by pure logic.

Corporeality in Stravinsky’s music is likewise a matter of degree rather than of
kind. In his musical writings Plessner demonstrated the privileged relationship of
music with human behaviour as manifested in bodily attitudes and gestures (Tsetsos
2020). Contrary to optical data, colours, and shapes, which are always distal, sounds
are both distal and proximal, envelop the body and homogenise space. The power
of sounds to penetrate the perceiver’s phenomenal body due to their voluminosity
(Voluminositit) together with the fact that they share with the phenomenal body
the same property of being both distal and proximal to itself renders sonic config-
urations homologous or isomorph to bodily attitudes and gestures: “music applies
to the stratum of human behaviour” (Plessner 2003a). Contrary therefore to the
common belief that it is the art of interiority par excellence, music is rather an art of
corporeality, which in the case of humans is corporeality as much soulful as spiritual,
as much expressive as meaningful. Stravinsky’s music is simply concerned with a
form of corporeality not articulated as an embodiment of emotional states, as is the
case with the kind of music represented by Schoenberg and his followers, a kind of
music which after all is closer to the aesthetic tradition of romanticism.”

All these considerations problematise Adorno’s ideological critique of Stravinsky
and ideological critique in general. The latter is particularly problematic when used
for questioning the value of generic artistic programmes and individual works of art.
As a matter of fact, Adorno acknowledges the artistic quality of only a handful of
Stravinsky’s works. As a rule, these are works that somehow do not faithfully follow
the aesthetic premises of the Russian and Neoclassical periods. Beyond that, Ador-
no’s strategy is firm: from the totality of the properties instantiated by Stravinsky’s
music he picks out the ones that seem to support his philosophical predilections.
The properties mostly targeted by Adorno are rhythmic irregularity, displacement
(van den Toorn 2004), literal repetition, lack of motivic-thematic development
and teleological dynamism, unmediated (mechanistic or non-organic) parataxis of
fragments, emphatic display of technical means, derivation of musical material from
earlier periods of music history. Adorno appears selective not only as far as musical
artistic properties are concerned but musical works as well. Very likely on purpose
he does not mention works like The Nightingale, Les noces or Symphony in C. Each of
these works could somehow undermine Adorno’s critical narrative: The Nightingale
insofar as “its transcendent, beautiful music can be read as symbolizing the autono-
mous artist at odds with mundane, mass taste present in the court’s preference for
the mechanical nightingale presented by wealthy visitors to the court” (Marsh 1983,
155); Les noces insofar as its detached representation of the wedding ritual and es-
pecially of the brides laments (Mazo 1990) objectively works as a critique of the
social reality and the patriarchal practices of peasant Russia (Banes 1998, 118, 120);
and Symphony in C insofar as it masterly handles the tension between “ontological”

7  Further on Plessner and Adorno as far as music aesthetics is concerned, cf. Dworschak 2021.
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(clock-measured, quantitative) and “psychological” (dynamic, qualitative) time
(Williams 1973 ), a tension which Stravinsky’s music is supposed to ignore.

The fact that ideological critique operates selectively as regards musical artis-
tic properties and works together with the fact that the artistic value of Stravinsky’s
music survived its ideological critique motivates the recourse to a comprehensive
theory of musical value free of distorting preconceptions (Tsetsos 2021, Appendix).
Preliminarily stressing that the incorporation of a composition in the canon does
not guarantee its artistic value in advance, one could here provide the essentials of
such a theory. Thus, each historically delimited artistic practice is constituted and
reproduced on the basis of sets of conventional norms and rules that enable the
instantiation of particular artistic properties. Depending on the particular artistic
treatment, any possible violation of the norms and rules could either lead to unsuc-
cessful works, or to the establishment of new sets of norms and rules enabling the
instantiation of new artistic properties. Precisely the latter happened with the music
of Schoenberg and Stravinsky, and the same happened with the music of Debussy
prior to them. By replacing the set of norms conditioning the music of the common
practice with new norms, Stravinsky achieved the advancement of some novel mu-
sical artistic properties. Let’s discuss in closing some of the most significant of them.

By far the most striking is rhythmical irregularity. It concerns both the irregular
alternation of different kinds of musical metre and the irregular division of and ac-
centuation within musical metre. Adorno tries to downplay the importance of Stra-
vinsky’s irregularity of rhythm for the world history of music by describing it as a
mere regression to collectivist archaism (Adorno 2006, 118). Yet, in fact, no matter
how complex or even irregular the rhythmical patterns of “primitive” non-Western
music may themselves be, their reiteration is invariably regular (cf, for instance,
Rechberger 2008; Clayton 2000). It should be obvious therefore that Stravinsky’s
rhythmical irregularity, far from being archaic or primitivist, is a ground-breaking
achievement of Western modernity representing in music a corporeal individuality
full of mind and control in view of a novel horizon of unlimited rhythmical possibil-
ities. As James L. Marsh aptly comments, “It does not seem too far off the mark to
read the playful, variable, rhythmic dynamism as an expression of subjectivity and
individuality rather than their negation. Instead of a monotonous pattern of repeti-
tion, we have individuality moving out of universality and in dialectical tension with
it” (1983, 153). Pieter van den Toorn confirms the same idea in psychological rather
than philosophical terms: “Not just meter but meter internalized is the subject of the
disruption. That to which meter attaches itself physically is affected and, in this way,
brought to the surface of consciousness. [...] And this may be what alertness is, of
course: the heightened sense of engagement brought about by disruption. By means
of disruption, we are brought into closer contact with what we are internally, so to
speak, with what we are, deep, down, and under” (van den Toorn 2004, 495).

Another significant novel musical property is the recognisable identity that dis-
sonant chords and sequences of such obtain through repetition. As a modernist,
Stravinsky was perfectly aware that the emancipation of dissonance made artistically
useful an unlimited number of harmonic qualities. Yet, at the same time, he seems
to realise that when no individual harmonic quality is perceivably repeated, what



103

MARKOS TSETSOS
IDEOLOGY, HUMANNESS, AND VALUE. ON ADORNO’S STRAVINSKY

results is the levelling of all harmonic qualities and the rendering of qualitatively
dissimilar dissonant chords into interchangeable entities. In his fervent defense of
atonality, Adorno overlooked the fact that the repetition of dissonant chords and
chordal sequences reinforces rather than weakens their effectiveness. Together with
polytonality, polyrhythmics, and multilayeredness or stratification (“dissociation”
according to Rogers 1992), a noticeable musical property is further the harmon-
ic movement produced through homorhythmic conjunction of independent parts,
melodic as well as chordal. Here too Adorno failed to notice the unlimited har-
monic possibilities of homorhythmic counterpoint, where the melodic dynamism
of the parts involved compensates for the loss of harmonic tensions characterising
non-functional tonality.

On the level of musical form what Stravinsky essentially intends and achieves
is the articulation of musical structures that result from the impulses and the inter-
play of their own elements beyond considerations of motivic-thematic elaboration,
developing variation or formal teleology. Considering that in this free unfolding in-
volved are individual sounds as well as sonic structures and formal sections, musical
form in Stravinsky (Cone 1962; Kramer 1978; Kielian-Gilbert 1987) could be un-
derstood as an alignment of musical events not subsumed to extrinsic formal pat-
terns or established compositional methods but deploying what Kant calls “the free
play of the imagination and the understanding” (Kant 2002, 102 and elsewhere).
Again J. L. Marsh gives us a clue. In discussing The Rite of Spring he notes:

In other passages where there are changes in color, rhythm, and harmony, we do not
hear the next note as pre-determined by the preceding set or sets of notes, but this
note is at least one legitimate realization of the possibilities presented by these sets.
The next note is rational enough to stay within the range of possibilities created by
the preceding development but surprising enough to delight us. Such I would argue
is true of the color variation in “Mystic Circle of Young Girls” and of the rhythmic
variation in “The Dance in Adoration of the Young Virgin”. Not mere necessity nor
mere contingency is present, but a union of necessity and contingency, determina-
tion and indetermination” (Marsh 1983, 156).%

Replace “necessity” and “determination” with “understanding”, and “contingen-
cy” and “indetermination” with “imagination” and the Kantian, playful nature of
Stravinsky’s art will be brilliantly revealed.

Finally, what Adorno reproaches as “fetishism of means” and concerns, among
others, the turning of the technical possibilities of the musical instruments into a
decisive factor of musical composition, is actually the manifestation of Stravinsky’s
will to open up an unlimited horizon of sonic combinations that renders a factor of

8 See, again, van den Toorn (2004, 491): “Alignment and harmonic coincidence are stabilized, with
the disruption of the earlier bars (Adorno’s ‘shocks’) capable of being heard and understood as part
of a larger plan of action, one with a beginning and an end. Far from being isolated and isolating, the
disturbances may be reconciled within a larger, evolving structure”
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aesthetic relevance not only the intervallic, but also the timbral articulation of har-
monic complexes or simply “the fusion of harmony and timbre” (Deliége and Lamb
1988, 87). In this artistically fertile fusion of musical parameters, Stravinsky clearly
develops further a fundamental trait of musical impressionism. Adorno should have
been aware that this is as contrary to the idea of regression as can be. Besides, isn't
Adorno in contradiction with himself when he turns what is actually an emancipa-
tion of artistic means into a token of fetishism?

If one just thinks of Stravinsky’s musical works as bundles of such and many oth-
er novel artistic properties, one should not be surprised that these works survived
their ideological critique and entered the canon of Western art music masterworks.
Even if this does not necessarily refute the importance of ideological critique, it
surely indicates its limits. Perhaps the reason behind it is rather trivial and far from
disinterested:

what can seem old-fashioned and even absurdly naive in Adorno’s writings about
Stravinsky is a critical judgment that fixes musical value with a single style (with
all other styles weighed accordingly), verification with a single method of analysis
(drawn from the single style), and musical expression with the terms and concepts
laid down by that single style. Add to this a view of metrical displacement and its
implications that are invariably one-sided [...], and an aesthetics and sociology that,
even if ultimately detachable from his critical judgments, purport to be founded on
those judgments all the same, and the making of a large critical and aesthetic edifice
in deep, wobbly trouble is surely unmistakable (van den Toorn 2004, 502).

Adorno’s retroactive self-criticism (Adorno 1998) could hardly alter this norma-
tive prejudice (Paddison 2003, 198 £.).
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Markoc Llerjoc
MAEOAOTHUJA, SYACKOCT U BPEAHOCT. O AAOPHOBOM CTPABUHCKOM

(PE3UME)

YcBajajyhn  MapKcHCTHYKO pasymeBame MsyACKe IPHpOAe KAO Hedera IITO je
HCTOPHjCKH BapHjaOHAHO, AAOPHO cMaTpa Aa CTpaBHHCKH, omoBprasajyhu y cBojoj
My3HI[I MOAEPHH OOAHIK OBe IIPHPOAE Ha MACOAONIKH OpeMeHHUT HauuH, moTBphyje
acrmeKkTe HeASYACKOCTH M BapBapusMa. Mmak, mpema ¢ra030¢CKOj aHTPOIOAOTHjU
XeamyTa ITaecHepa, caMOCBECHOCT B CaMOOIIpeAeserhe, HABOAHO aCIIeKTH MOAepHe
XYMaHOCTH, y CTBapH Cy HeBapHjabMAHH aclleKTu cBake syackocTu. Kao Taksy,
OHM He HeCTajy YaK H Y CAy4ajy ,IIPHMUTHUBHOI HAM HMH(AHTHAHOI IIOHAIIAMA,
HAPOYHTO KAaAd je TaKBO IMOHAIIAke AOOPOBONSHO M pedAEKCHBHO YCBOjeHO, Kao
y cay4ajy mysuke CrpaBuHckor. CaMOCBECHOCT M CaMOOIIpeAeseme OBpe Ce
Pa3MaTpajy Kao eCeHIHjaAHe KapPAaKTEPUCTHKE CIILHjaAHOT, AYACKOT OOAMKA XKHBOTA
KOjH Ce KapaKTepullle ,eKCIeHTPHYHUM IIO3ULIHOHUpAmeM’, TEPMUHOM KOjH Ce
KOPHUCTH KaKO OM ce 03HAUMAA CTPYKTYpPaAHA AHCTaHIIA XXHBOT 6uha y opAHOCY Ha
cebe. CTpyKTypaAHa AHCTAHIIA ASYAU OA BHXOBHX TeAa oMoryhaBa MCTOBpeMeHO
IIParMaTUYHY U €CTETCKY KOHTPOAY BUXOBUX T€AA M CTPYKTypa BMXOBe Neplieniyje
y IOTAeAy MaTepHjasHe popMe, eKcIpecHje U 3Hauerwa. Tako je mysuka CTpaBHHCKOT
yBek — Beh eKkcripecuBHa 1 CMECA€HA, HMa ,AyIIY ¥ ,AYX , 0€3 0031pa Ha HHTEHIHje
KOMIIO3UTOpa HAM 6OHAO Kora Apyror. OCHM ToOra, ympaBo Ce y IIA€CHOM CTaBy
— KOju HHjeé OPHMjeHTHCAH Ka 1My HEro MMa CYMITUHCKO 3HA4Y€Hmhe — XyMaHOCT
nokasyje ¢ Hajsehom jacmohom. To je jom oumraepHuje y IA€CHHM CTaBOBHMA
Kao oHuM y Mysuiy CTpaBHHCKOI, TA€ HEIIPaBHAHOCTH M BapHjaOHMAHOCT MeTpa
U aKIjeHTa M3UCKYjy HajBehy moryhy xonTpoAy Hap TeaoM Koje maere. Y cBaKoM
CAy4ajy, pUTMUYKE HEIPABUAHOCTH, IPENO3HATAUB UAEHTUTET KOjU AMCOHAHTHM
AKOPAH U CeKBEHIe TUX AKOPaAA IIOCTIDKY KPO3 PeIeTULIH]Y, CAOOOAHO OOAHKOBaEbe
$opMe y moraeay CTpPyKType Koje Pe3yATHpa MMITyACUMa MI'De HheHUX eAeMeHaTa
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U3BaH MOTHBCKO-TEMAaTCKe eaabopaiuje, pasBOjHHUX BapHjanuja HAU (GopMaAHe
TEACOAOTHje, OTBAPAe HEOIPAHUYEHOI XOPHM30OHTA 3BYUYHMX KOMOMHAIHja Koje
A3jy akTOp ecTeTcKe peAeBAHTHOCTH He CAMO MHTEPBAACKOj, HETO U TUMOPAAHO]
APTHUKYAAIIMjH XapMOHCKUX KOMIIAGKCA, CaMO Cy HEeKH OA HOBHUX YMETHUYKMX
0COOHHA KOje TIOAP)KABajy YMeTHUUKY BPEAHOCT My3uke CTPaBHHCKOT 1 4yBajy je oA
Harapa IPUCTpacHe KPUTHKE.
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ABSTRACT

Music for voice holds a special place in the opus of Serbian composer Jug
Markovi¢. In all of his pieces, Markovi¢ maintains a type of care for the vocal
part that distinguishes him in the context of Serbian art music, and, at the same
time, puts him on the international map of contemporary composers who work
with voice in non-traditional ways. This is reflected in his intention to diversify
performing techniques and vocal styles, in the detailed instructions regarding
technique and scenic gesture, and in the use of technological means in vocal
performance and manipulation of sound. In this paper, I investigate the expansion
of vocal and bodily expression via performing techniques and new technologies,
and address the issues of autonomy, agency, and responsibility of composer and
vocal performer, in order to determine the characteristics and different factors of
eclecticism in Markovi¢’s vocal music.

KEYWORDS: voice, vocal music, Jug Markovi¢, vocal technique, vocal technology.

*  This article is the result of research conducted within the Institute of Musicology of the Serbian

Academy of Sciences and Arts, funded by the Ministry of Science, Technological Development and
Innovations of the Republic of Serbia (RS-200176). The title quotes Jug Markovi¢’s words from the
instructions for performing the piece Ultraterreno, which will be discussed in this paper. Although not
applicable to all of Markovi¢’s works, this approach is one of the key markers of his writing for voice.
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ATICTPAKT

Mysuka 3a raac UMa IOCe0HO MeCTO y OIyCy CPIICKOT KOMIIO3HTOpa Jyra
Mapxkosuha. ¥ cBojum aeanma, Mapkosuh ce ¢ nmocebrom naxisoM mocsehyje
BOKAAHO] A€OHHIM, IITO Ia HCTOBPEMEHO H3ABaja y KOHTEKCTY CpIICKe
YMeTHIYKe My3HKe U CTaBna Ha Mel)yHapoAHy Marry caBpeMeHHX KOMIIO3UTOpa
KOjU ce rAacoM 0aBe Ha HETPAAMIIMOHAAHe HaduHe. TO je IIPUMETHO Y HBeroBUM
HaMepaMa Ad Ce AUBepP3HUKYjy n3Bol)auka TeXHHUKA U BOKAAHU CTHA, ACTASHUM
HMHCTPYKIMjaMa O TEXHHUI[M U CLIEHCKOM IeCTy, KaO U YHOTPeOU TeXHOAOLIKHX
CpeACTaBa y BOKAAHOM M3BOD)eIsy i MAHUIIyAQLIHH 3BYKA. Y OBOM TEKCTY IIPEAMET
HCTPXXUBAIbA Cy MIPOIIHPEerhe BOKAAHIX U TEACCHUX eKCIIPECHBHIX CPEACTaBa ¥
BHAY U3BOl)auKe TeXHMKe M HOBHX TeXHOAOTH]ja, [IMTAlba Ay TOHOMIje, 3aCTyIamba
U OATOBOPHOCTH Y OAHOCY H3Mel)y KOMIIO3UTOpa U BOKAAHOT U3Bol)ada, a cBe y
nusy oppeluBara KapakTepHCTHKA U PasAUMUTUX (PAKTOPAa eKAEKTHIH3MA Y
MapxkoBuheBrM BOKaAHUM AeAUMA.

KnYYHE PEYH: TAQC, My3HKa 32 TAac/BOKAaAHA My3HKa, Jyr Mapkosuh, BokasHa TexHHKa,
BOKaAHA TEXHOAOTH]a.

INTRODUCTION

The inclination of Stuttgart-based Serbian composer Jug Markovi¢ (also Jug
Konstantin Markovi¢, b. 1987) towards innovative and attentive composing for the
voice has been noticeable since his student days. He very quickly established himself
as a composer who works in different mediums of music (acoustic, electro-acoustic
and electronic), unrestrained by the typical academic compositional discourses
in Serbia. Namely, in the period from World War II until today, Serbian art music
(both in the Yugoslav context and afterwards) functioned dominantly around the
axis of “moderated modernism™ and, from the early 1980s, postmodernism, with
some rare exceptions of the avant-garde type such as the composer and artist Vladan
Radovanovi¢ (1932-2023), a group of avant-garde composers of the 1960s dubbed
as the “Second Avant-Garde Wave” (Petar Bergamo, Petar Osghian, Zoran Hristi¢
and Rajko Maksimovi¢; see Veselinovi¢ 1983), the Fluxus-inspired minimalist group
OPUS 4 (mid-1970s - 1982), and Erné Kirdly (1919-2007). The aforementioned
(post)modernist “discourse” in academic composition, particularly at the Faculty
of Music in Belgrade where Markovi¢ completed his BA and MA degrees, to this

2 In the decades after World War II, Serbian art music was, for the most part, shaped within the
framework of moderated modernism, which represented a sort of a “middle road” between the polarities
of socialist realism and the avant-garde; this situation continued until the onset of postmodernism in
the 1980s (see Medi¢ 2007; Miki¢ 2007; Miki¢ 2008; Bralovié¢ 2022a).
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day remains the basis of the compositional curriculum and, in a way, inhibits young
composers from exploring beyond those strict academic frameworks (see Bralovi¢
2022b). Strikingly, in the domain of vocal music, the traditional approach to voice
and singing is unmatched and mostly unchallenged, with some rare exceptions in
the works of Kirdly with artist Katalin Ladik (b. 1942), and more recently, Anja
Dordevi¢ (b. 1970), Jasna Veli¢kovi¢ (b. 1974), and Ana Gnjatovié¢ (b. 1984) (see
Sabo 2021; Radovanovi¢ 2021a; 2021b; 2023a), or performance practice of singers
such as Ana Radovanovi¢ (b. 1982) and Mina Gligori¢ (b. 1993).

As one of the exceptions to this rule in recent decades, Markovi¢ states that “he
tries to refrain from strict and rigid premeditated concepts and formalistic systems
and is particularly interested in stylistic heterogeneity, the hybridity of genres and
exploring/recontextualising manners and sound gestures that have historically been
charged with certain meaning and connotation” (Markovi¢, s.a.). This unrestricted
and impulsive approach® to composition, genre and style determinants — which
could be seen as a symptom of contemporary music in within the 21%-century
(poly)stylistic complex (as explained regarding the global contemporary art by
Terry Smith [Smit 2014], and “translated” into Serbian musicology by Vesna Miki¢
[2018]) - also shines through his treatment of voice in music, making him stand out
among Serbian composers of different generations.

Markovi¢’s compositional style has been regarded highly not only in his
own country — with the prestigious award Stevan Mokranjac of the Composers’
Association of Serbia for 2019 — but also internationally. Namely, since graduating
from the Department of Composition of the Faculty of Music in 2016 (where he
studied in the composition classes of Vlastimir Trajkovi¢ [1947-2017] and Zoran
Eri¢ [b. 1950]), Markovi¢ has worked diligently to gain international recognition,
which has resulted in numerous awards, collaborations, completed master courses
and more.* These circumstances undoubtedly influenced and stimulated the
creation of several pieces with the voice, which was incorporated in diverse ways,
mostly in regard to vocal styles of contemporary art, experimental, alternative, folk,
and popular music, and vocal techniques extended way beyond classical bel canto.
As the composer himself points out, since creating his piece Ultraterreno for two
voices and piano in 2016, he has regularly composed for voice in choirs, solo and
ensemble arrangements, as well as voice combined with electronics (Radovanovi¢
2023b).

One strong impetus for examining the status and place of voice in Markovi¢’s
opus, is the fact that throughout his pieces the composer maintains a specific type of
care for the vocal part, be it in the domain of meticulous instructions, diversifying

3 Inaninterview for the Serbian Composers internet portal, Markovi¢ said: “My creative processis very
impulsive. I try to restrain myself from any intention or prejudice. Aside from conscious impulsivity, a
very important role is given to intuition and the absence of a firm and uniform compositional system.
This exact absence of a system I see as a great advantage. The creative process for me depends on many
subconscious factors. I do not try to mystify the compositional process, but I also do not want to
approach it in a rationalistic or positivistic manner” (Savi¢ 2019).

4 Markovi¢’s detailed biography is available on his website: https://www.jugmarkovic.com/bio.
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performing techniques, or introducing various technological means. Focusing
both on compositions realised as sheet music scores and as audio or audio-visual
recordings, in this article I investigate the methods of using and expanding the
voice and vocal expression through performing techniques and new technologies.
I also address the issues of autonomy, agency and responsibility of the composer
and vocal performer, as well as the particularities of the written score and its live
performance. All of these points are persistent in the discourse on the composer’s
authority and agency over performances of their music, but they seem even more
critical when it comes to the matters of voice and vocal performances/performers,
which will be specifically addressed below. I aim to show the ways in which
Markovi¢’s compositional style in this domain stands out from the historical and
current practices of local composers who wrote for voice, and to introduce his work
to the international musicological and theoretical audiences by putting his work on
the map of many composers who work with the voice in a similar fashion.

JuG MARKOVIC’'S MUSIC FOR THE VOICE

On his website, Markovi¢ lists nine compositions in his Vocal / Vocal and Choral
Works section: Serbian Love Songs for soprano and string quartet (Cpiicke vy6asne
iiecme, 2016), Ultraterreno for two female voices and piano (2016), incidAnces for
soprano, flute, clarinet and contrabass (2017), Nirvana for choir (2017), Eurydice’s
Monologue for soprano and seven instruments (2018), De Rerum Natura (version
for soprano and orchestra, 2019),° Chant de Vélés for large choir and Balkan brass
inspired ensemble (2019), Traces / Tragovi, for chamber choir (2019), and Defiant
walks barefoot, a duo for voice and electronics with video (2021).° These include
choral, chamber, orchestral and electro-acoustical works with voice; notably,
Markovi¢ did not write any solo voice music. My focus here is on the six pieces with
scores and recordings — Serbian Love Songs, Ultraterreno, Nirvana, incidAnces, De
Rerum Natura, and Defiant walks barefoot. I will introduce these compositions and
their stylistic and lyrical features, and thus open the pathways towards discussing
technical, technological and scenic features through the lens of the composer’s and
performer’s autonomy, agency and responsibility in the processes of conceptualising,
shaping, and performing vocal music. These six pieces were written for various
occasions over the course of six years. Among them, only Serbian Love Songs, which
had its first performance in December 2016 at the KoMA Festival in Belgrade,’
were not written as a commission or result from a master course or a workshop. In
contrast, Ultraterreno was commissioned by the Festival International d’Art Lyrique

S Aside from the cantata version that was premiered 13 July 2019, De Rerum Natura also has the
orchestral version, which was performed twice in 2019. As the jury of Mokranjac award noticed, it is
quite a rarity — and a sign of a successful musical work — to have an orchestral piece performed multiple
times over such a short period (see Composers’ Association of Serbia 2019).

6 He omits his student works such as Pohvala vatri (2011) and Lullaby (Yciiasanxa, 2013).

7  Written in February 2016. The premiere performance took place on 25 December 2016 during the
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d’Aix-en-Provence and premiered during the 2016 edition of this manifestation,®
while Nirvana,’® incid Ances,'® De Rerum Natura'' and Defiant walks barefoot' ensued
from Markovi¢’s work during the Tenso workshop in Nova Gorica (Slovenia), Snape
Maltings residency, ENOA workshop at Gulbenkian Foundation in Lisbon, and
IRCAM course, respectively.

Within those contexts and situations, Markovi¢ had the opportunity to
collaborate with different performers throughout Europe. Moreover, as will be
shown later, in this period his preferred approach evolved from writing for the
unknown/any performer to shaping the vocal part for and often together with a
particular vocal artist (Radovanovié¢ 2023b).

One of the most distinctive features of Markovi¢’s vocal opus is the fact that
these compositions are built upon well-known works of poetry from Serbian and
foreign poets and authors of different periods, implying that the composer carefully
tends to the literary aspect of his pieces and does not experiment with the sound
of non-semantic vocalisations. More specifically, Markovi¢ often puts together
poems stemming from folk lyricism, romanticism, modernism, expressionism, and
surrealism, as seen in, for example, Serbian Love Songs. This cycle contains seven
songs in which the composer employs his personal selection of Serbian love poetry,
that s, lyric folk poetry of unknown authors (collected and edited by Vuk Stefanovi¢
Karadzi¢), as well as the poems written by notable Serbian romantic and modernist

KoMA Festival (Koncerti mladih autora - Young Authors Concerts) organised by the Faculty of Music
in Belgrade at the Belgrade Philharmonic Hall. The piece was premiered by Aleksandra Stankovi¢
(soprano), Aleksandra Jovi¢ and Larisa Teres¢enko (violins), Sreten Jovi¢ (viola) and Stefan Gavrilovi¢
(cello). The audio-visual recording of the performance is available on the composer’s YouTube channel:
https://youtu.be/cpD9aCVAAsc (accessed 1 June 2023).

8 It was performed on 16 June 2016 by Ines Simoes (soprano), Heloise Mas (mezzo-soprano), and
Marwan Dafir (piano). The recording is available on the composer’s YouTube channel: https://youtu.
be/jqgX_VJBualk (accessed 1 June 2023).

9  Nirvana was premiered and recorded by Latvian Chamber Choir during the Tenso workshop in
Nova Gorica (Slovenia) in 2017. The audio recording is available on the Serbian Composers YouTube
channel: https://youtube/31_iy8-zjIw (accessed 1 June 2023).

10  IncidAnces were premiered on 6 December 2017 at the Kiln Studio, Snape Maltings (United
Kingdom). The audio-visual recording of this performance by Suzanne Fischer (soprano), Alyson
Frazier (flute) Oliver Pashley Contrabass (clarinet), and Elena Marigomez (contrabass) is available on
composer's YouTube Channel: https://youtu.be/mUlNDtrInE (accessed 1 June 2023).

11 The cantata version of this composition was premiered at the Fundacao Calouste Gulbenkian in
Lisbon on 13 July 2019, by Lara Martins (soprano) and Gulbenkian Orchestra, conducted by Pedro
Neves. The audio recording of the premiere is available on the composer's website: https://www.
jugmarkovic.com/vocal (accessed 1 June 2023).

The orchestral version was also performed twice during 2019, and, as the jury of Mokranjac award
noticed, it is quite a rarity — and a sign of a successful musical work — to have an orchestral piece
performed multiple times over such a short period (see Composers’ Association of Serbia 2019).

12 Premiere performance is accompanied with video by Sara Markovi¢ Sara. The audio-visual
recording on the premiere is available on IRCAM's YouTube channel: https://youtu.be/SAfPIbFtlcQ
(accessed 1 June 2023).
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poets Jovan Jovanovié¢ Zmaj (1833-1904), Milos Crnjanski (1893-1977) and Vasko
Popa (1922-1991). The tendency towards compiling lyrics from diverse sources
is also present in Ultraterreno, where the composer uses six texts or fragments of
texts by Torquato Tasso,"* Michelangelo Buonarroti,'"* Marina Tsvetaeva,'> Thomas
Bernhard, and a piece of personal correspondence - a rejection email that followed
Markovi¢’s application for master studies of composition in Germany. Similarly, in
De Rerum Natura, Markovi¢ pairs excerpts from the eponymous poem by Lucretius
and Fernando Pessoa’s The Keeper of Sheep 11. Going further, Nirvana is based on
the eponymous poem by Serbian symbolist poet Vladislav Petkovi¢ Dis (1880
1917) (chosen as an answer to the TENSO workshop’s theme — composing to texts
inspired by or originating from World War I), incid Ances are based on the prose text
by Russian absurdist and avant-garde writer Daniil Kharms, and in Defiant walks
barefoot Markovi¢ uses text written by contemporary Serbian poet Ana Marija Grbi¢.

Composing music to the rich and broad selection of Serbian and international
poems and texts also reflects Markovi¢’s modus operandi with the abundant heritage
of music history and the present moment. As he highlighted on multiple occasions,
his music is eclectic and polystylistic, “often even in the course of one composition”
(see, e.g., Savi¢ 2019). This groups him with composers of the 20" and 21+ centuries
such as Charles Ives, Alfred Schnittke, George Crumb, Peter Maxwell Davies, John
Zorn, Osvaldo Golijov, and many others, who explored the idea of piecing together
stylistically heterogeneous influences and ideas. Different aesthetics, styles, and
compositional languages, which Markovi¢ deems crucial for the musical dramaturgy
of his works (Savi¢ 2019), on the one hand, ensue from his intuitive approach to the
creative process and, on the other, build a peculiar contemporary musical expression.
Compared to late 20th-century postmodernism, this expression openly and non-
ironically communicates with its musical past and experiences, incorporating and
recontextualising them in an all-inclusive 21st-century, eclectic but organic, layered
but cohesive final product. Moreover, in his “love relationship with tradition”
(Cirica 2021), Markovi¢ also embraces the postmodern methodology of working
with citations, emulating earlier stylistic complexes and compositional languages,
and further filtrating them through his expression as one of the possible modes of
creation.

For instance, in the Serbian Love Songs Markovi¢ recontextualises the aesthetic
of Serbian art songs, which is deeply rooted in lyricism and romanticism. In the
programme notes for the premiere, Markovi¢ emphasised his fondness for Serbian
poetry, which guided his work on this piece (2016a), and also warned the listeners
that “what may seem like an archaic expression to the conservative ear, is actually
lead by the progressive impulse of the composer’s personal need to be a part of
the recontextualised aesthetics and to enjoy it” (Ibid.). The expression in question
pertains to the rethinking of the lyrical idiom, which has a place in the long history

13 Sonnet Scipio, o pieta de ¢ morta and a short verse from a madrigal Mentre in grembo.
14 A fragment from a sonnet Non ha l'ottimo artista alcun concetto.
1S Poem Esli dusha rodilas krilatoy.
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of Serbian art song (cf. Stefanovi¢ 2007; 2009). Intuitively following the vocals, i.e.,
the melodic and textual component that carries the dramaturgical weight of this
cycle, Markovi¢ creates free, through-composed structures, incorporates dissonant
vertical formations, and loosens the bounds of tonality.

His next work shows his inclination towards the exploration of different stylistic
paradigms and a variety of approaches to vocal techniques within the framework
of a single piece. Additionally, in Ultraterreno Markovi¢ instructs the performers to
approach the piece with the idea of achieving stylistic eclecticism: “[t]hese aesthetical
differences should be stressed and even exaggerated. Do not be afraid to emphasise
the presence of different ‘musics’ within the music as a whole” (Markovi¢ 2016b,
9). Here, the “highly eclectic and polystylistic” nature of music is underlined in the
performance notes of the score and also stems from comprising into one piece “a
story of passion and love for creation, doubt, frustration, intuition and necessity for
everpresent faith”, a narrative of a personal journey on a path of a professional music
creator today (Ibid.). The performersare “warned” about different stylistic complexes
and compositional techniques and should collaborate in this stylistic “unsettlement”,
encompassing sound situations that evoke music styles of the renaissance, baroque,
romanticism, expressionism, and more recent music of the 20" and 21* centuries,
as well as directly refer to music by Monteverdi, “Debussyesque” atmosphere,
Sprechstimme (“alla Schoenberg” and “alla Wozzeck”). Perhaps less explicitly than
in Ultraterreno, but nevertheless still actual in the following compositions for voice
(and beyond this category), stylistic eclecticism remains one of the main features of
Markovi¢’s opus, expanding even more towards non-academic and popular music
practices and styles, as well as the extended vocal and instrumental techniques
used in incid Ances and Defiant walks barefoot. On the other hand, De Rerum Natura
calls for the aesthetic complexes of sacral music, early baroque, or vocal music of
Canadian composer Claude Vivier as paragons for performance style.

In the only choral composition in this selection, Nirvana, which was written
for a chamber choir of 24, 48, or 36 singers, Markovi¢ uses a style of text painting,
particularly prominent in the 16th-century madrigals. Namely, throughout one
movement, this piece introduces a sort of anxious, uneasy, atmospheric meditation
on death, built from sustained tones that move through the mostly dissonant chord
formation with a fluidity (gained from the abundant use of glissando) that evokes
the seas from the poem (paired with Dis’ verses on “the seas, All dried out without
any waves and foam”).'® Several culmination points appear in the short outbursts of
yelling/screaming and a generally uneasy flow, only to return to the “sea of voices”.

Finally, the piece Defiant walks barefoot is noteworthy as the only piece in
this selection that includes technological means (a microphone and the Ableton
software) in the live performance, but also because the acknowledgment in the
score underlines that the “piece has been developed in close collaboration with
vocalist Thea Soti” (Markovi¢ 2021, 7). Thea Soti is an experimental vocalist and

16  From Markovic's translation of the poem. In the original, these verses read: “Nocas su me pohodila
mora / Sva usahla, bez vala i pene”.
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sound artist, born in Subotica (Serbia) in a Hungarian family, who is now based in
Cologne, Germany. Her extensive capabilities, preferences, interest in improvisation,
experiment, performing arts in general and electro-acoustic composition became
some of the crucial factors for shaping this piece.'” Hence, due to having Soti as a
reliable collaborator, Markovi¢ included experimental, jazz, and folk-like singing
styles, with extended and non-bel canto techniques at the forefront.

From this overview, it becomes clear that Markovi¢ tends to explore
heterogeneous styles and vocal techniques from one piece to another, as well as
within the framework of the same work. The continuity throughout the years is
seen precisely in the nature of this approach and in the careful selection of poems
and texts he uses. Thus, his stylistic eclecticism is twofold and relies upon a strong
foundation of his “love relationship with tradition” and openness towards different
contemporary music genres and styles, and productive outcomes and meaningful
collaborations with other artists, including vocal artists and soloists.

WHAT DOES ECLECTICISM ENTAIL VOCALLY?
ON THE TECHNIQUE, TECHNOLOGY, SCENE AND THE PERFORMER

I will now look into the specific vocal techniques and styles, as well as scenic and
technological tools that Markovi¢ employs in these works. The meticulousness of
Markovi¢’s score and instructions for performers will also be addressed throughout
this section, which will further open the discussion on the composers’ authority and
agency over performances of their music, particularly when it comes to the matters of
voice and vocal performance/performers. Namely, as the core of subjectivity (Dolar
2006), the voice is particularly theoretically intriguing in the perpetual debate
between the composer's metaphorical and authoritative voice on the one hand and
a performer’s carnal and, thus, flawed voice on the other.'® We will see in what ways
this gap and tension influence the outcomes of Jug Markovi¢’s vocal music.

THE ARTISTIC RESEARCH OF STYLE AND PERFORMING TECHNIQUES

Regarding the vocal style — and subsequently, employed vocal techniques, Jug
Markovi¢ operates with the idea that the “human voice can have diverse forms of
appearance in music, and European classical singing tradition is just one of them”
(Radovanovi¢ 2023b). However, not only is it just “one of them’, but it is also
the most deeply rooted, canonised, and acknowledged tradition in the art music
circles.”” Throughout the years, Markovi¢ has avoided the “classical voice” and

17  For Thea Soti’s biography, see http://theasoti.com/about/ (accessed 1 June 2023). More on her
musings on voice and technology in Radovanovi¢ 2021c.

18 The debate was famously opened by Edward T. Cone in 1974 and has been continually revisited
and built upon with critical stance (see, e.g., Abbate 1996; Young 2015; Bell 2015).

19  This idea has been discussed in the musicological literature in recent decades. For example, John


http://theasoti.com/about/

119

BOJANA RADOVANOVIC
“THE MUSIC IS HIGHLY ECLECTIC, AND IT SHOULD BE APPROACHED ACCORDINGLY”

operatic singing style in his music, and he persistently steered performers to explore
other means of vocalising. To “remedy” the mainstream, academic bel canto rooted
in performance practices of the 19"-century opera, Markovi¢ explicitly asks for
singing “without any unnecessary dramatisation, [and] with light, youthful quality,
lyrical, child-like colour” and voice that “never exaggerates with vibratos” in Serbian
Love Songs (2016c). He also uses various nuances of whispers, spoken word,
Sprechstimme,* yelling, and chest/folk singing in Ultraterreno, bases his musical
language of gestures such as glissando and whistling in Nirvana, calls for mainstream
and underground popular music vocal styles and techniques in incidAnces. In De
Rerum Natura, he repeats his plea to the performer should sing the piece “without
any unnecessary operatic dramatisation”, with as little vibrato as possible, and a
“precise, clear, bright, simple tone quality and very focused sound” (Markovi¢ 2019).
Furthermore, he points to the aesthetic complexes of sacral music, early baroque, or
vocal music of Canadian composer Claude Vivier as paragons for performance style.
Markovi¢’s composition Defiant walks barefoot is equally unambiguous in avoiding
the operatic approach to voice in favour of styles one finds in popular, electronic,
experimental, and jazz music.

As noticed, this active seeking of “other” ways of vocal expression in the context
of contemporary classical music consequently means introducing (or insisting on)
various vocal techniques that usually fall outside of its scope. Therefore, next to
enriching the vocal technique spectrum with glissando (in Nirvana, for example),
spoken voice and Sprechstimme — which have (re)gained their spot in the art music
over the last hundred years — composers also reach for vocal techniques coming from
the folk tradition and popular music. In this light, we can read Markovi¢’s inclusion
of chest singing inspired by Slavic folk tradition in Ultraterreno, as well as chest voice
sung “with ritualistic persistence” in Defiant walks barefoot (see. Figures la and 1b).

Potter wrote about the history and formation of the concept of “classical singing” (1998); Pamela
Karantonis investigated European (specifically Italian, French and German) schools of classical singing
as a subject of colonial politics (2015); Gelsey Bell discussed Joan La Barbara’s use of extended vocal
techniques in the “context as a conservatory-trained American of European descent developing work
in the mid-twentieth-century” (2016, 145); Nina Sun Eidsheim examines politics conducted through
vocal timbre, vocal technique and style in African American music (2019); Charissa Noble questions
the concept, various definitions, and cultural and historical background of extended vocal techniques
(2019) and examines the contribution of the Extended Vocal Techniques Ensemble of the University
of California, San Diego, to this field (2022).

20 In Ultraterreno, the term Sprechgesang is used for “sungspoken” in the style of Schoenberg and
Berg and interchangeably with Sprechstimme. However, in the later compositions, Markovi¢ uses
Sprechstimme, a more precise term for the vocal style Schoenberg conceptualised around Pierrot lunaire
(see Bryn-Julsen and Mathews 2009; Radovanovi¢ 2021b).
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18 [Voices: The next section, in Russian language by Marina Tsvetaeva calls for different technique of singing using @ chest singing.
The music derives from slavic folk tradition and should be sung accordingly (no unnecessary dramatization)
The whole phere suddenly changes. Faith, hope but alse sorrow are the dominant emotions.
Very lively steady tempo. No rubatos and dynamics changes.

Allegro J =120
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Figure 1a. Ultraterreno, chest voice singing.
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Figure 1b. Defiant walks barefoot, chest voice singing.

Furthermore, if we consider the fact that currently active composers practically
attested to the expansion of the music industry simultaneously with the processes
of globalisation and the democratisation of access to the internet, and thus had an
opportunity to enjoy many genres and styles of music, the intention towards the
inclusion of different (vocal) popular music techniques is entirely expected. When
speaking to Markovi¢ about this, he concurred:

What we name as the expanded voice is actually a natural gesture that is “extended”
only from the perspective of our type of music (meaning, art music, B. R). This voice
is something I grew up with, and my interest and affinity towards it do not come from
the tradition of (contemporary) classical music but from the world of metal music,
especially its more aggressive subgenres (death, black). I am not saying I use those
exact ways of singing, but rather that my relation towards an “unconventional” use
of voice is, for the most part, formed outside of the art music world (Radovanovi¢
2023b).
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In this regard and from the perspective of vocal technique diversity and ‘expan-
sion, we turn to incid Ances, where Markovi¢ instructs the performers — interestingly,
everyone but the vocalist! — to perform growl, a technique typical of death metal
music, while at the same time playing their instruments. When layering onto the line
of the vocalist, the instrumentalists should growl, while she performs her part with
a spoken voice and/or Sprechstimme (see Figure 2). This can be seen as a “protective
gesture” towards the main vocalist, since the stigma following the extended and ex-
treme vocal techniques is still strong in the art music world (see Bell 2016; Wallmark
2018; Noble 2019; Radovanovi¢ 2021b). The vocalist is thus relieved of the most
demanding and potentially harmful vocalisations, which are “transferred” to those
who do not have to maintain their voice in such a manner.

A similar procedure is seen in Serbian Love Songs, specifically, songs Izgovor
[Excuse], when the members of the string quartet are instructed to speak loudly or
shout loudly in anger (Figure 3). The vocal part in incidAnces, moreover, includes
another reference to popular music, only this time, a requirement for a “jazzy,
popular manner” of singing in a non-operatic voice, “a la Alicia Keys” These
references towards specific popular music styles and singers are reminiscent of
one of the first examples of such work in art music, namely, John Cage and Cathy
Berberian’s piece Aria (1958), which was conceived as a “one-woman simulacrum
of rapid tape editing that leapt from one type of voice to another, but maintained the
expressive integrity of each” (Osmond-Smith 2014, 23). In his graphic score, Cage
connected different colours with the styles or techniques Berberian sang to it (jazz,
Sprechstimme, folk singing, nasal, like Marlene Dietrich... ). Compared to Markovi¢’s
incid Ances, however, alternating styles and techniques in Aria are practically used as
a gimmick, an effect to show Berberian’s unique skill, while Markovi¢ cultivated his
polystylistic ideas on his own and worked on incorporating them more organically
and in a less condensed fashion.

5 spoken ad libitum, v i
0 mf leggiero E 2 S S ——
Sol i o D o—bg—J———+—+10
p. et 2 e e I s T b o
24 ) i ol
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3 v - =
Pice. [ 2 i 10
S2 < &
D
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== % ;
- |k R — =
24 > = = f= o = =
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and was smashed to pie-ces

Figure 2. incid Ances, measures 23-26.
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Jug K. Markovié
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N ——3—
) 5 PSS PR i B
voe [ et g
&2 == =]
“AjL Pu-sj me du-So da - dem!

String player parfand part i to be spoken loudly (shouted).|
with full voice, like angily trying to explain something
10 a person that is far away

— S 0 0 e Y e Y ST S 4
houting x zo-mi pet-li po- ju" [ 4 n o
# ki 3 S'ZF oy ﬁWTbE £z
i S L B e SRS S
Viclin 1 T — ——F > i i=::
o o e af ==
L T i
Vickiniat 11 bl M1 M) 3 I 4
shouting  soor pHul po % 5 4
sp
aro _g— [ L e PP
Violin 11 (== [ e
| o
" N f
pl ) ) 2
zo.1i pet-li po- ju n 8
sp
e —3— 2 be o Eﬁﬂg—ﬁm ﬂﬁ irte
G PE—— [ E— : Sl e a
= ’ T—s— g, i y
ooy o 4
Cellist 0 e Y e I S 4 4
shouting zo-ti pet-li po- ju A . 4
[ n oV T b pbe
Violoncello v s = = m— 7 T = T @ T —t
= = F ;0‘1 i/,/-)
mf — ff

Figure 3. Izgovor, measures 1-6.

In more recent years, Markovi¢’s tendency towards extended vocal techniques
and extension of voice beyond the body with the aid of technology was encouraged
in an artistic collaboration with the aforementioned vocal artist Thea Soti. In line
with his position that his work with the voice heavily depends on the context and
whether he is working with a specific performer (Radovanovi¢ 2023b), Markovi¢
engaged in this cooperation in moulding the vocal part. Due to Soti’s capabilities
and inclinations, this piece encompasses a more comprehensive range of techniques
than previously explored by Markovi¢: improvisational percussive sounds, inhaled
multiphonic screams, above-mentioned chest voice, clean singing voice, whispers,
speech, approximate pitch and glissando. Additionally, for the first time in his opus,
a vocalist ought to use a microphone, demonstrating precision and mastery of
microphone technique.

Markovi¢ maintains the “position of power” via live electronics, given that the
piece is played and organised in time by triggering the scenes® in the electronic
part, which has two layers: the fixed one, automated in the Ableton software, and
the other that is processed live during the performance; by changing the scenes
and the atmospheres at the indicated spots in the score, the electronics performer
“carries” the piece and abruptly transports listeners to contrasting or differing

21 This is also not unusual practice. One recent example of such dynamics on stage/between the
performer and composer in Serbian music is the piece Bez jave, U potrazi za Pjeroom Arnolda Senberga
(2017) by Srdan Hofman (1944-2021).

22 The piece is structured within an intro and six scenes that are each additionally divided (all the
scenes have two parts, except the third, which does not have any divisions, and the last one, which has
four).
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sound situations, which are also reflected in the vocal part. Each sound situation is
equipped with a part of the text by Ana Marija Grbi¢, apart from several measures in
Scene 2a (Figure 1b) where she sings an uninterrupted melody with chest voice on
the vowel e (“eh”).

The live electronics in Defiant walks barefoot adds another layer of technical and
technological extension of the voice. Besides the microphone, the vocal part is also
manipulated by the electronics player who controls both the level of fixed media
and the live processing. The singer’s voice is processed throughout almost entire
composition. Depending on the scene, its sound is handled through the spectral
harmoniser, led through the process of recording and scrubbing, transforming,
and playing with that recording, freezing and unfreezing the singer’s voice. For this
layer to (in a more or less improvisational fashion) build upon the vocalist already
performing the text with various vocal techniques, the singer and the electronics
player, who ideally also gets to be on the stage, should be in constant and intensive
communication.

SCENIC POTENTIAL AND AWARENESS

The potential and requirements for scenic action and gesture in Markovi¢’s music
for voice range from performers’ basic movements and uncomplicated gestures to
elaborate and precise instructions and concepts prepared to be staged.”* The most
straightforward but nevertheless noticeable engagement by the performers is seen in
the Ultraterreno, where Markovi¢ directs the vocalists and the pianist the following:
“Tutti: Complete silence. Without any sound or movement. Like the time has
stopped!” (measures 15 and 26). Similarly, in incidAnces, all the participants have
some non-musical stage tasks. However, the most striking emotional turmoils are
reserved for the vocal performer, whose part includes gestures and scenic action that
is, in a way, complementary to her vocal part.

In Nirvana, aside from using hand tremolos and leg stomps that are tied with
more intense yelling, screaming and speaking at several dramatically important
points in the piece, Markovi¢ engaged the choir in small-scale scenic actions such
as to “freeze and do not move” during measurements of complete silence, or to sing
“drunkenly and mysteriously, like some besotted ritual” (Markovi¢ 2017a, 37-38).
The choir is, therefore, used as one acting body that should depict and add to the text
painting and general atmosphere.

IncidAnces are determined by Markovi¢ as seven monodramatic madrigals** or
situations and left with an option to perform the piece as a concert work or as a scenic
piece of music theatre. These vignettes are not to be “understood as conventional
sequence of events, but rather to be intuitively felt” (Markovi¢ 2017b, 3).

23 In the notes on performance of incidAnces, Markovi¢ quotes Claude Vivier's saying for his own
composition Love Songs, writing “TO BE STAGED ORNOT” (Markovi¢ 2017b, 4).

24 Seven madrigals/situations are as follows: I - Blue notebook no. 10 (or '"The red-haired man'), I -
Incidents, IIT - An Optical Illusion, IV — A Symphony, V - Plummeting old women, VI — An Encounter
and VII - Lynching.
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The singer takes the role of a narrator — she tells the stories but also feels different
emotions and states as she moves through the piece. If the performance is set in
a music theatre version, the ensemble should implement theatrical and bodily
gestures, mimicry and acting motions, which are carefully noted in general textual
instructions at the beginning of every madrigal, and with more detailed and precise
guidance in the score, above individual vocal and instrumental parts. These can
be omitted in a concert performance, but it is not recommended to do so since, as
Markovi¢ suggests, they were “composed together with the music” (2017b, 4).

The instructions for the general atmosphere and overall individual actions in
incidAnces are given at the beginning of every “madrigal”, mainly referring to the
dramaturgical dynamic of the performance. Besides the emotional state, a vocal
performer should embody, these include the instructions to, for example, “hop
like a child that is playing, from on one leg to another, making a circle(s) around
the ensemble” (madrigal no. II), or assume the “starting position” in a manner of a
sprinter before staring the piece (no. VII). More detailed and precise guidelines are
given throughout the piece, above the designated performer’s part, which can refer
to mimics (ex. “very shocked facial expression”, “close your eyes and mouth”, “hands
in a sterile position by the body”), triggering concrete actions such as rotating for
90 degrees multiple times across the madrigal no. I1I, and other actions (Markovi¢
2017b).

COMPOSER VS VOCAL PERFORMER:
AUTHORITY AND AGENCY IN SCORE AND PERFORMANCE

Markovi¢’s dedication to voice(s) and bodies on the scene in the previously
described manner leads us to rekindle the debate on the relationship between the
composer's authority and the vocal performer's competencies. In that sense, we can
look into Defiant walks barefoot as a metaphor for the composer regaining control
on stage. Markovi¢, of course, did give credit to Soti as a collaborator (if only in the
performance notes of the score) and a role model for voice in this piece. However,
the fact that the electronics can (and must) overpower the voice in the real-time
live performing situation, robs the vocal performer of their autonomy and (bodily)
integrity.” The dynamic that is established here is not without a precedent. Namely,
the under-recognition of (particularly female) performers in their collaboration with
(male) composers could be traced deep into history. Speaking of the 20" century
and the avant-garde and experimental music that was highly dependent on the skill
and courage of the female performers, we can pinpoint as most notable examples
the collaborative work of Luciano Berio and Cathy Berberian on Thema (Omaggio a

25 On the question of “direct sound”, the instructions for performers read: “In this piece there in no
direct unprocessed sound in traditional sense. The track FX5 — VOICE is the main source of vocals.
The track is controlled by the electronics performer and is also sent to a mixer (channel %) and then
additionally used by a sound engineer as ‘direct sound’. This way, the electronics performer can modify
the intensity of vocals” (Markovi¢ 2021).
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Joyce) (1958), Circles (1960) and Visage (1961), Recital I ( for Cathy) (1972), as well
as already mentioned Aria signed by Cage and dedicated to Berberian (see Meehan
2011; Stoianova 1985, as cited in Bosma 2014; Placanica 2018). Analogies to this
can also be found in the Serbian and Yugoslav context, concretely in the collaborative
work of avant-garde composer Ern6 Kirély and actress and vocal artist Katalin Ladik
(see Suvakovi¢ 2010; Radovanovi¢ 2021a; Sabo 2021).

Since the collaboration with one individual (and particular) vocalist was only
realised in the last of the works examined here, it can be noted that Markovié’s
sensibility towards the individual voices and the performers’ specific skills developed
and culminated in this piece. Shaping the vocal part according to and together
with a particular performer is an approach the composer himself has preferred in
recent years (Radovanovi¢ 2023b). However, for future performers to be able to
reproduce this and his other pieces, Markovi¢ has been diligent and thorough in
his performance notes. Moreover, his attention to detail and meticulousness have
increased with each subsequent work.

In addition to the verbal instructions for voice (and other performers) that have
already been mentioned earlier, Markovi¢ also establishes a system of graphics
and symbols for the extended, non-singing techniques. These also become more
elaborate over the years but retain the basic symbols. Some of them are applicable
for all performers independently of their part (such as the symbols for the lowest
and highest possible notes), and some remain specific for vocals — Sprechstimme,
spoken, whispered, etc. (see Figures 4a, 4b and 4c).

Symbols:

ﬁ Irregular accelerating glissando
% Any very low tone

Z - "sprechgesang" (sungspoken), alla Schoenberg or Berg

——————3» Z gradual transition from sung to spoken

O——— immperceptible attack, from quietest piano (ex nihilo)

Figure 4a. Ultraterreno, notation and symbols (selection).
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- approximate pitch (sung)

lowest possible note (sung)

Sprechstimme

totally spoken

- unvoiced (whispered)

T — Wy X

- transition

|

L - Prolonged continuous sound

Figure 4b. Nirvana, notation and symbols (selection).

General notation:

|
B s
- Prolonged sound

R

-

- Prolonged sound - without reatacking. Unless instructed otherwise in the score,

small stems without noteheads are only there for counting and orientation.

- quarter tone sharp o—=——__ al nient
d - quarter tone flat ———90 _dal niente
# - three quarter tones sharp .l) - highest possible note

vt

- slightly lower ot higher

=~ = , == t* , .
or T or - irregular acellerating glissando.

Soprano:

f Sprechgesang ’P Spoken with approximate pitch b

(more spoken than Sprechgesang)

Figure 4c. incid Ances, notation and symbols (selection).

Totally spoken

Loud inhaling (like beeing shocked) Sung, but with approximate pitch
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Furthermore, in Defiant walks barefoot, Markovi¢ gives guidelines for electronics,
voice, and video, as well as the spatial arrangement of the performers and technical/
gear aspects. Demonstrating that the score could not contain all the necessary
information, Markovi¢ also directed the future performers to engage with the
premiere video recording to reconstruct the movement, gestures, and light design.
This step in the process of recreation of the piece is not obligatory if the performers
envision the stage design. However, the reference to the premiere’s video recording,
together with the written score, adds another stratum and, after all, the media type
of the composer’s instruction.

Finally, given that the recording of Defiant walks barefoot is declared exemplary
by the composer himself, we can briefly acknowledge the possibility of examining
the rest of the audio and audio-visual recordings for their faithfulness to the score.
Although the remaining recordings are not mentioned in the performance notes,
Markovi¢ emphasised that he almost always knew (except with Serbian Love Songs)
which vocalist and/or ensemble would premiere his music for voice (Cirica 2021).
In that sense, he could have adjusted and tweaked the vocal parts to accommodate
the singers, which would have further reflected on the recordings made during
the premieres. Thanks to these, one can analyse the range of vocal “elasticity” and
adherence to the score. For example, the individuality in the dosing of speech
component in the Sprechstimme or transitional vocal gestures is unmistakable and
expected, and it is interesting to hear the struggle with controlling the vibrato in
the pieces which have this exact demand. The performance of De Rerum Natura
stands out in that sense, with the performer encountering difficulties in ‘opposing’
the orchestra as a single performer with nothing but her voice while maintaining a
clear and non-dramatic tone.

CONCLUSION

The aim of this article was to introduce the vocal music of Jug Markovi¢ and
situate it primarily in the context of the local art music community, and, consequently,
to signal its features to the global community of composers that work with voice,
vocal performers, as well as composers that are at the same time performers of
their own vocal music. It seems that Markovid’s self-proclaimed eclecticism resides
in his own musical tastes and compositional skills, as well as his well-thought-out
collaborations with experimental and contemporary vocalists of our time. In that
regard, it is interesting to see how a composer, who does not perform his own pieces
as a vocalist — which is a formula that is very common and succesful in the works of
artists such as Joan La Barbara, Pamela Z, Imogen Heap, Amy X Neuberg, Thea Soti,
Ana Gnjatovi¢ (to name but a few) — finds a way to realize his ideas and transform
them in close cooperation with people who will ultimately perform them.

As a representative of the younger generation of composers from Serbia — albeit
already one of many who live and work abroad (cf. Medi¢ 2020; 2023) — Markovi¢
has shown interest in and appreciation towards the voice which stands out in
contemporary music in Serbia and in the former Yugoslav region. On that account,
Markovi¢’s newest vocal piece was performed at the Music Biennale Zagreb festival
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in April 2023, as a part of the program that ensued from the project Balkan Affairs,
where Markovié was the representative of Serbia. His composition Nula [ Zero], aside
from being a venture into a new type of ensemble, is the first one in Markovi¢’s opus
that directly addresses social and political themes of the Balkan and, specifically, the
Yugoslav past. Interestingly enough, all the pieces in this project were written for
and in collaboration with Neue Vocalsolisten Stuttgart, a renowned ensemble of six
singers that specialises in contemporary vocal music. As to the future research of
Markovi¢’s vocal music, Nula opens the possibilities to expand the discussion onto
collaborative work (now in the context of a chamber vocal ensemble), the usage
of various techniques and styles, further elaborations of the instruction system for
vocalists, and all the other types of advanced research in the domain of composition
and vocal performance.
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bojaHA PAAOBAHOBUR

»OBA MY3UKA JE BUCOKO EKAEKTUYHA U TPEBA JOJ IIPUCTYIIATHU
Y CKAAAY C TUM : TAAC Y AEAUMA JyTA MAPKOBURA

(PE3UME)

Y 0BOM YAQHKy pa3MaTpaHa je My3HKa 3a TAAC Y OIIYCy CPIICKOT KOMIIO3UTOpa Jyra
Mapkosuha, 6yayhu Aa je TokoM ropnHa 0Baj ayTOp IPOPUANCAO CBOj €KACKTHIHU
CTHA y KOjeM Ce C 0CeOHOM MaXKEOM 6aBH BOKAAHIM ACOHHIIAMA U HCTPAKUBABEM
raaca y mysunu. Kako 61 ce pasMOTPUAM PasAMYMTU ACIEKTH jEAHOI OBAKBOT
IPHCTYIIA TAACY Y My3HULIH, HAUKEeH je H360p KOMIIO3UIHja KOje Cy, HOpes HOTHOT
3amuca, 3a6eAexeHe 1 Y ayAUO MAU ayAuO-BU3yeAHOM popmary. Tako ce aHaAM3OM
xommnosurmja Cpiicke vybasHe fiecme 3a TAAC U TyAauku kBapTer, Ultraterreno 3a ABa
JKEHCKA TAaca U KAABHp, incidAnces 3a raac u xamepHu cacras, Hupsana 3a xop, De
Rerum Natura 3a conpan u opkectap u Defiant walks batefoot 3a raac 1 eAeKTpOHUKY
UCIUTYje AuBep3udHKaLKja M3BOlaUKUX TEXHHKA M BOKAAHOT CTHAA YKAYIUBAHEM
HCKYCTaBa M3 IIOIyAApHE, €KCIIePUMEHTAAHE U TPAAMLMOHAAHE MY3UKE, KO M
yBol)ere TEXHOAOIIKUX CPEACTaBA y BOKAAHO U3BOletbe 1 MaHHITyAQLHjy 3ByKa. Y TOM
CMIUCAY, y LUy OApehrBamba KapakTepUCTUKA U Pa3SANIUTHX GAKTOPA eKAEKTHIIM3MA
y MapxoBrheBiUM BOKaAHUM A€AMMA, CAaTA€AQHH CY ACIIEKTH IPOLIMPErha BOKAAHUX
TeXHUKA U TEAECHUX eKCIIPECUBHUX CPEACTABa, OAHOCA u3Mel)y KOMIIO3UTOPCKOT U
M3BODAYKOr rAaca, Kao M KapaKTEPUCTUKE HOTHOT 3allCa HelOBHX KOMIIO3HIMja 3a
raac.
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ABSTRACT

The purpose of this study is to contribute to the discussion of how the character of phys-
ical body movements conveys expression and affects the creation of a musical work. The
primary focus of this phenomenological study is on kinesthetic gestures or body move-
ments which pianists use in their performances in order to create the musical-poetic con-
tent in a corporeal performing form. The main discussion is concentrated on the analysis
of movements that emanate from the characteristics of the piano technique, particularly
of technical elements in the piano sonatas by Ludwig van Beethoven.

KEYWORDS: performative gesture, body movement, Beethoven’s piano sonatas, piano

technique, piano performance.

ATICTPAKT
Cspxa 0Be CTyaHje je Ad AOIIpHHece Objallbersy Tora Kako KapakTep PpUIHIKHUX
MOKpeTa TeAa MIPEHOCH M3pa3 M yTHYe Ha HAaCTaHAK My3UuKor aesa. [Ipumapuu
$okyc oBe PeHOMEHOAOLIKE CTYAHj€ jeé Ha KMHECTeTHYKMM TIeCTOBMMA HMAU
HOKpeTHMa TeAd KOje IMjaHHCTH KOPHCTe y CBOjUM HACTYIHMMA, Kako 6u
CTBOPMAU MY3MYKO-TIOGTCKH CaApPXKa] Y KOPIOPEaAHOM IeppOpMaTUBHOM
06AmKy. [AaBHA pacrpaBa KOHIJEHTPHCAHA je Ha aHAAU3Y IIOKPeTa KOjH IIPOH3Aa3e
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U3 KApaKTepPHCTHUKA KAABHPCKE TEXHHKe, IIOCEOHO TeXHHYKHUX eAeMeHaTa y
KAQBUPCKMM coHaraMa Ayasura BaH beToseHa.

KAy4YHE PEYM: mepdOPMATUBHH I'ecT, TeACCHH ITOKpeT, beToBeHOBe KAaBHpPCKe COHaTe,
KAAQBUPCKA TeXHMKA, KAQBUPCKO H3Boleme.

INTRODUCTION: INTERPRETING MUSIC

Musical thought, as an organized logical musical structure, is materialized through
performance. Like any other form of thought, a musical structure can be written
down in order to be remembered, reproduced and studied. The possibility of fixing
musical expressions in written form was followed by the practice of interpreting mu-
sic preserved as notated text.

There are two distinct interpretations of music that may be called performative
and critical interpretation (Levinson 1993). The critical interpretation of a musical
work is realized as (theoretical) analysis. It is roughly equivalent to the interpreta-
tion of a literary work, and it is expressed linguistically. Performative interpretation
is a way of playing or singing the musical work, and is expressed in its performance.
These two kinds of musical interpretation are related. The analysis of a musical work
can refer to a critical interpretation of the performance of that work. On the other
hand, the critical interpretation, as an analysis of the “musical meaning”, can refer
to the “pure” factual content of the musical composition, independent of its per-
formance. According to David Lidov, who wrote the foreword to Robert Hatten’s
book on musical meaning in Beethoven, there is “a mysterious conjunction and dis-
junction” between these two ways of interpreting music (in Hatten 1994, ix). Lidov
agrees that every critical interpretation refers to the music which cannot be con-
veyed in sound except in performance. However, he also claims that the main goal of
a critical interpretation is to indicate the potentials of the composition as it is scored,
in which case those potentials should not be disposable to the arbitrary variation by
the performer (Ibid.). Why a performance can be considered an arbitrary variation
of the composition’s potential by the performer is a thought-provoking question. Is
there any philosophical meaning in the musical text? Or, is the core of music in the
emotions and sensations it evokes in listeners?

For listeners, music has to be presented in its embodied form in order to be ex-
perienced. Although it has been possible to experience music by means of various
media for a relatively long time, the primary experience is considered to be achieved
through direct communication between performers and listeners during a live per-
formance. There have been many observational studies of performers’ actions that
make music embodied. At the same time, studies that explore the understanding of
music from the perspective of performers, especially when it comes to the kinesthet-
ic experience of their own motions and gestures were almost entirely absent until
relatively recently (Dogantan-Dack 2011, 247). Performers have always had their
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own ways of expressing their ideas and explaining the content of the work that they
perform, including verbal explications. For example, when Andrés Schift performed
the complete Beethoven’s piano sonatas at Wigmore Hall (2004-2006), before each
of the eight recitals in the series he gave a lecture about the works that were to be
performed.? At the beginning of the first lecture he said: “It is really difficult to talk
about music. Music should be played and listened to, but it’s better to try to put a
few ideas into words” (Helloitismetomato 2020, 0:01:32). The ideas that perform-
ers express about the works they have studied are valuable and should provoke more
musicological interests. This article is conceived as a contribution to the field of mu-
sic analysis which focuses on performance practice. The aspects of musical gestures
related to the technical elements that constitute the performance of Beethoven’s pi-
ano sonatas are explored through the prism of the performer, primarily from the
perspective of the author who is an active concert pianist.?

Placing performers in the focus of musicological interest has fostered the estab-
lishment of two research perspectives. In the first perspective, the performer is the
object of the researcher’s observation. In the second, the performer is the subject and
actor of a concrete performance situation, as a performer-researcher. By interweav-
ing both perspectives, a unique approach to the study of music can be achieved.
The insights of the performers have a specific significance for the studies of musical
processes and phenomena. The research of musical phenomena through the per-
forming process opens important methodological questions due to the existence of
problems with so-called “certain” (commonplace) knowledge, which goes beyond
the framework of contemporary interdisciplinary musicology and represents one of
the essential questions of contemporary science. Scientific methodology is designed
and established to study observable phenomena. Although the creation of music be-
longs to unobservable phenomena, the manifestations of musical phenomena are
observable and as such are suitable for empirical studies of music through analyti-
cal observations documented from the perspective of the researcher. However, the
study of the music-making process in the introspective experience of the perform-
er implies the creation of new methodologies, conceptualizations and terminology
(Dinov Vasi¢ 2021, 48-49). This article offers a contribution to the research of this
complex phenomenon; its aim is to explore a piece of music through the individual
physical realization of its musical gestures.

PERFORMATIVE GESTURE: THEORETICAL FRAMEWORK

In the Concise Oxford Dictionary the word gesture is defined as “a significant move-
ment of limb or body; use of such movements as expression of feeling or rhetorical

2 https://www.youtube.com/watch?v=d4ZWPJINSXM&list=PLoNBbqXItyeKMjF_
uRbSnXNsGO_h3MqZC (accessed 21 January 2023).

3 In addition to the PhD thesis defended in the interdisciplinary studies of art theory and media
(Dinov Vasi¢ 2019), the author has an MA as a pianist and she is active as a performer and piano

pedagogue.
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device” (Fowler and Fowler 1919, 346) and it typically includes any kind of bodily
movement or posture that conveys meaning or expression and transmits a message
to the observer (Bremmer and Roodenburg 1991, 1). Given such a broad definition,
the content of the term gesture in music ranges “from the use of gesture more or less
equivalent to body movement, to the use of gesture in a purely metaphorical sense”
(Jensenius 2007, 41).

In musicological discourse, this term always refers to an aspect of the musical
sound that evokes a metaphorical sense of physicality and motion, whether it refers
to the perception of the abstract sound or the perception of corporeal movement.
Robert Hatten, the creator of the original theory of musical gesture as a generator of
musical meaning, claims that gestures may be inferred from a musical performance
even when there is no visual access to the motions of the performer, because people
have sufficient aural imagination to reconstruct sounds as meaningful gestures (Hat-
ten 2004, 94). The focus in his theory of musical gesture is on the “aural gesture”,
defined as a “significant energetic shaping of sound through time”, which “entails a
wide range of gestural competencies, including the interpretation of visual notation
and the correlation of aural gesture with other sensory, motor, and affective realms
of human experience” (Ibid., 95).

Contrary to Hatten’s concept of the aural gesture, which refers exclusively to the
acoustic dimension of music, the performative gesture simultaneously communi-
cates through audible, visual, kinetic and kinesthetic sensations. A composer who
creates a piece of music imagines its sonority by knowing which instrument plays
which melody. For performers, making music is inseparable from its instrumen-
talization. While looking at the score a performer “hears” the sounds of particu-
lar instruments. While thinking about pitch relations, pianists always imagine the
keyboard in order to profile the right shape of the melody in their minds. Another
important question concerns the connection between the expression of the notat-
ed melody and the physical shape of the musical instrument they play. A musical
performer always wonders what (s)he can do with the instrument and how a mu-
sical piece will sound when it comes to its embodiment through the performance.
Performers think of music through the prism of performative interpretation, which
is constituted of body movements used in order to create the musical and poetic
content of a musical work that they interpret. In other words, performers do not
interpret the semantic meaning of musical gestures contained in a piece of music.
Instead, musical performers, especially instrumentalists, read the score imagining it
to be a sequence of “choreographic movements”.

The performative gesture is an essential phenomenon when it comes to the ex-
ploration of musical performance practices, such as piano playing. The performative
gesture in pianism, or the pianist’s gesture, can be defined as a body movement, or
kinesthetic gesture, which pianists use in their performances in order to create the
musical-poetic content in a synergistic, audible and visual, performing form. In mu-
sical performance, the movement of the pianist’s hand, as the representative part of
the performer’s body, and a (notated) audible musical phrase created by that move-
ment, as a distinct type of gesture, are mutually directly dependent and conditioned.
The position and motion of the pianist’s hand, as a material carrier of the musical
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gesture, are conditioned by the form of the musical phrase, as a symbolic music idea,
and the adequate articulation or shaping of its performative expression is directly
related to the connotative field that a particular musical idea or phrase can symbolize
(Dinov Vasi¢ 2019, 4).

In music, the fundamental parameter that determines the sound of a particular
note or other individual musical event is articulation. Articulation affects the sound
timbre in the sense that “small differences in the balance of the frequencies — how
many you can hear, their relationship to the fundamental pitch, and how loud they
are compared to each other — create the many different musical colors” (Schmidt-
Jones 2007, 72). Especially important for timbre are the harmonics at the beginning
of each note. In that way, “it is actually easier to identify instruments that are playing
short notes with strong articulations than it is to identify instruments playing long,
smooth notes” (Ibid.). Articulation depends on what is happening at the beginning
and end of each segment of notes, as well as between the notes. The “attack” — the
beginning of a note — and the space in-between the notes are particularly import-
ant (Ibid., 58). In other words, articulation is how the performer shapes the sound.
There are several characteristic manners of sound articulation in pianism and each
of them is created by a clearly profiled performative gesture, which carries audible,
visual, kinetic and kinesthetic expression. In addition, each specific articulation of
sound can represent a number of connotative extra-musical meanings connected
to the symbolism of a particular performative gesture. For example, non legato, ar-
ticolato and tenuto movements can symbolically represent “breathing”, looseness,
dissection or “jolting” of the sound (Schenker 2000, 20); legato indicates a set of
connected movements, a smooth walk, swaying (Ibid., 25); staccato and portato re-
flect suppression, rejection, exhalation, lifting (Ibid., 31); marcato articulated tones
are dynamic rhetorical accents; staccatissimo and martellato represent emphasized
accentuation, sharpness, strikes and the like. Principally, the descriptions of partic-
ular articulations are tentatively determined. Besides depending on the technical
capabilities of the instrument, articulation also depends on the style of music. For
example, exactly how much space there should be between staccato notes in a com-
position depends on the speed of the performance indicated by the tempo mark, as
well as the composer’s individual style. An identically notated passage is not likely to
sound the same in different compositions.

The basic focus of music performance studies is the exploration of the relation-
ship between the notation of a musical gesture and its physical performance through
a specified and transparent body movement. It can be done primarily through per-
formance, that is, the artist’s heuristic search for the adequate playing of musical no-
tation. It can also be done through the analysis of the performative gestures of other
performers, and in that case, the focus should be more on the kinesthetic experience
of those movements than on their observational analysis. Just as in the experience of
watching a dance, where there is a connection between the choreography, the kines-
thetic sensations it puts forward and the empathetic connection that it proposes to
viewers (Foster 2011), in the experience of the reception of a musical performance
there is also a connection between the sensations that the performer feels and emits
to the listeners with his or her body movements. Kinesthetic experience is relating
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to a person’s awareness of the position and movement of the parts of the body by
means of sensory organs (proprioceptors) in the muscles and joints. The immedi-
ate kinesthetic experience of performing music gives a unique quality to its deeper
understanding. When Dinu Lipatti says that “music must live under our fingers and
under our eyes, in our hearts and our minds”)* he is referring to the kinesthetic ex-
perience of a pianist performing a piece of music. Note that Lipatti does not even
claim that the sense of hearing is essential in the process of creating music; after all,
Beethoven showed with his late works that deafness does not necessarily affect the
ability to compose music.

PERFORMING BEETHOVEN’S PIANO GESTURES

In order to study the relation between the performative gesture and its notation,
the first choice for analysis should be the compositions made by the hands of those
who themselves were exceptionally gifted players. The composer is the first perform-
er of his compositions, and his abilities are the key reference for composing for a
certain medium. Beethoven was an extraordinary pianist, a great virtuoso, especially
skilled in improvisation and expressing a specific atmosphere, mood and spirit. In
the printed editions of his piano sonatas, Beethoven left detailed instructions for fu-
ture performers about his ideas on how these compositions should be played. These
instructions are of utmost importance to interpreters. Performing music written by
the same hand that created fingering for that music is, in a way, an entry into the
bodily experience of the genius that first brought the music to life. This is especially
inspiring for a performer who gets to know almost every piece of music primarily
through a personal heuristic search for the adequate playing of notated music. The
hand has a natural instinct to adapt to the “relief” of the phrase in relation to the
keyboard, and then to feel the immanent expressiveness of its physical form. Thus,
for example, when we play a phrase that is dominantly positioned on black keys, as
in the case of F sharp major sonata, op. 78 or A flat major sonata, op. 110, the feel-
ing in the hand is predominantly lyrical, gentle and caressing, because the fingers
are naturally stretched out and sensitized to feel the softness of the sound; while a
completely different feeling occurs in the hand playing on the white keys due to the
vertical position of the fingers which is especially necessary in playing fast passages
and figurations.

Given his performance abilities, Beethoven improved piano technique in his pi-
ano oeuvre to a level that surpassed all previous piano literature. Technical elements
are those specific aspects of musical gestures that have been insufficiently considered
in academic literature. There are at least two reasons why we should be interested
in these movements in general and in Beethoven’s sonatas in particular. First, it is
meaningful to observe the performative gestures such as movements that occur in

4 https://www.dinulipatti.com/2013/03/dinu-lipattis-final-essay-on-interpretation/
fbclid=IwAR24ApRNXa9TY3AaEBR7 VZJoESstvWKVYEbihs2XNUQyiYQ6ljgIBrOUol (accessed
12 February 2023).
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the process of demonstrating piano technique. Davidson and Correia (2002) pro-
posed the qualification of performative gestures according to their identification
functions. They identified technical movements as the only necessary ones, claiming
that all other categories of gestures — biomechanical, cultural and expressive — could
be understood as qualitative determinations of technical gestures. The second reason
is that Beethoven often used exclusively technical elements such as scales, octaves,
thrills, tremolos, chords, broken chords or arpeggios in his compositional process.
In his sonatas, there are lines of musical text without a notable musical thematicism.
One can even say that there is an impression of the prevalence of technical episodes
in these works. These sequences in compositions have a character of étude, such as
the Finale of his last piano sonata (the last variation) written as an étude for thrills,
or the third movement of the famous sonata quasi una fantasia op. 27 no. 2, which is
a typical example of étude-like thematicism, and many others examples.

The themes that are notable have fixed relations between the pitch and duration
of the tones. One gets the impression that those themes could be played on another
instrument without losing much of their own authentic expression. On the other
hand, the technical elements played on the piano are unthinkable and even unplay-
able on other instruments. When we talk about “pianist technique” we mean the
way a pianist plays, that is, how he or she shapes the sound. In the musicological
discourse, the terms “performing technique” and “performing articulation” are of-
ten synonymous (Schmidt-Jones 2007, 58). Since the articulation and the perfor-
mance technique affects the color of the tone more than its pitch and duration, and
since “the human ear and brain are capable of hearing and appreciating very small
variations in timbre”, a listener can hear not only the difference between a piano
and some other instrument, but also the difference between two different pianos,
or two different pianists, or the same pianist using different types of sound in dif-
ferent pieces (Ibid., 72). It could be said that the technical elements predominantly
determine the tonal color and “atmosphere” of the composition in which they play
such a significant role as in the case of Beethoven’s sonatas. Every technical element,
even the simplest scale, in the works of a composer of a highly individual format,
such as Beethoven’s, has its own performative distinctiveness in relation to the same
elements used in the works of other composers. These differences are recognizable
even between composers who create in the same epoch and whose individual artis-
tic styles are remarkably close.

In Kenneth Drake’s book dedicated to Beethoven’s sonatas and the creative ex-
perience, there is a chapter indicatively titled “Technique as Touch”, in which the au-
thor writes: “The notation of Classic keyboard scores may be compared to the dots
and lines and spaces in the engraving on paper currency, representing a precise cal-
culation of pressure and duration in the fingertips that communicates musical ideas
equally precisely. (...) The fingertip must know the sensuousness of sound before
the ear hears it. Ultimately, playing is an integration of mind and muscles in which
‘hear tone and feel touch’ becomes ‘hear touch and feel tone™ (Drake 2000, 10).

Associating certain sounds with certain colors, smells, and bodily sensations is
called synesthesia. It is a perceptual phenomenon, in which stimulation of one sen-
sory or cognitive pathway leads to involuntary experiences in another sensory or
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cognitive pathway (Cytowic 2002, 6). The capacity for the analogous representation
across all the senses and motor systems — intermodality — is one of the major com-
petencies crucial to the performance and interpretation of human gesture in gener-
al (Hatten 2004, 97). While the auditory gesture (in Hatten’s terminology) is per-
ceived exclusively by listening, the performative gesture is perceived by listening and
watching the performance, which in the case of the latter phenomenon emphasizes
its kinesthetic dimension. The sensation by which bodily position, weight, muscle
tension, and movement are perceived — kinesthesia — allows the performer to under-
stand his or her own gestures. The interpretation of performative gestures through
analogous representations forms a field of connotative meanings which includes
the feelings and ideas that people may connect with the expression of the gesture.
Bearing this in mind, in the next section, the performative gestures in Beethoven’s
piano sonatas will be interpreted through the prism of sensations created during the
performance. The connotative field of each of the selected technical elements will
be defined, and sensations experienced during the performance will be examined.
In this way, we will try to obtain a deeper insight into the sensibility and ideas repre-
sented in the musical work.

TECHNICAL ELEMENTS IN BEETHOVEN’S PIANO SONATAS

Beethoven’s piano sonatas represent the largest part of his piano oeuvre. Al-
though the same technical elements are found in the composer’s piano concertos
and variations, their modality as well as the expressiveness are most emphasized in
the sonatas. Beethoven’s sonatas contain almost all the elements of piano technique
which form the gestural repertoire of a skilled pianist. No matter how uniform these
elements are, each individual pianist performs them in their own, unique way, just
as they would play each sonata by Beethoven differently from a sonata by anoth-
er composer. The subjectivity of different pianists, as the quality based on personal
characteristics, feelings, tastes and affections, is most evident in “their repertoire of
tone colours, which are directly related to the movements and gestures of their per-
forming body” (Dogantan-Dack 2011, 250). When we recognize and speak of the
“sound” of a certain pianist, “we refer to his tone, among other expressive variables,
rather than to his pitch production as such” (Ibid). In that sense, Beethoven certainly
also had his own specific “tone” or “touch”. His distinctive manner of using different
elements of piano technique as the structural material for his compositions was very
authentic and extremely personal.

We will first discuss the technical element widely used in Beethoven’s piano so-
natas: the passages based on scales. Musical compositions in general, and especially
the compositions created in the tradition of Western tonal music, are mostly consti-
tuted of step-like moving tones or tone patterns, known in music theory as scales. A
scale is widely defined as any set of ordered or arranged musical tones. The distance
between two successive tones in a scale is called a scale step, and the movements of
fingers playing such tonal sequences on the piano correspond to “stepping” on the
keyboard. According to a similar analogy, a rapid scale passage is called a “run”. Prac-
ticing scales and arpeggios with the proper technique is very important for pianists.


https://en.wikipedia.org/wiki/Degree_(music)
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It ensures easy and fluid movement without physical discomfort, quick identification
of key signatures and recognition of patterns while playing pieces. Practicing scales
and arpeggios can also help pianists to build finger strength and dexterity, hand flex-
ibility, and coordination. Stronger muscles can also prevent injury. Through intense
practice over time, the way of moving hands and fingers over the keyboard becomes
an individual artistic feature, as a kind of personal stamp.

Schenker remarks that in compositions such as Beethoven’s piano sonatas pas-
sages and scales are often misunderstood, because they are commonly played as
mere finger exercises “robbed of any artistic value” (Schenker 2000, 71). In musical
masterpieces, scale-like passages and fioriture form an integral part of the compo-
sition, and these technical elements share the expressiveness and character of the
musical work. The great composers were “great instrumentalists who could indulge
their delight in playing all the more easily by having the ability to bring together a
wealth of figurations through synthesis” (Ibid., 72). Therefore, Schenker concludes
that “figurations and passages in the works of older masters should be given the dig-
nity of the most genuine and beautiful expression” (Ibid., 73).

To play an expressive musical phrase implies the creation of a constant contrast
between the tension and relaxation of the sound, like the alternation of light and
shadow in the syllables that construct a sentence or the tonal values of colors in a pic-
ture (Ibid., 45). Unlike those instrumentalists who come nearer to speech through
breath or bow technique and possess an ability to differentiate light and shade in
tone production, pianists tend to touch the keys in an undifferentiated way only be-
cause they lie there, in front of them (Ibid., 46). Pressing down the keys has no as-
sociation with speech and it is thus very difficult to play the piano expressively. The
technique of playing a sequence of tones on the piano is reminiscent of the personal
style of walking, where the fingers carrying the hand have the same function as the
legs carrying the body. However, if it is necessary to achieve dynamic shading be-
tween the tones of the scale, the pianist must mobilize all his/her expressive abilities
and capacities in order to produce the illusion of tonal color on a micro level, with
finger movements of varying strength and length. This requires constant attention
of the mind, control by auditory perception, and deep mental tension. In the pro-
cess of sensitive playing, the performer becomes aware of an authentic kinesthetic
experience created by the flow of specific kinetic energy through his/her fingers,
hands, arms, and body. The sensitivity is essential for the quality of performance.
This is why Schenker (Ibid., 71) warns against superficial players who tend to forget
that in the rhetorical tonal language of great composers an empty demonstration of
fast fingers without any expression is pointless. The compositional context of every
played technical element should indicate that it serves not just as a demonstration of
performative artistry, but as a means of musical expression as well.

Emphasized rhetorical moments in Beethoven’s sonatas are almost always giv-
en in unison. Particularly specific for Beethoven are sequences with unison motoric
scale-like movements edged by extremely sharp accents (sforzando) that seem “ugly”
and unmusical. A typical case of such a passage can be found in the first movement
of his last sonata in C minor, op. 111 (bars 26 to 28). Playing a series of tonal pat-
terns in which there is a sudden change in sound dynamics requires the performer to
have supreme control over his/her own temperament, and yet to show great passion
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at the same time. Otherwise, the performed music can act as a caricature, comical
and grotesque. The tension embodied in the performer’s self-control is one of the
most important features of Beethoven’s music. In the sonatas, there are also tonal
sequences with extremely eruptive harmonic development, which, unnaturally, re-
quire complete restraint of the performer in expressing the dynamics of the music,
yet it makes the nerves and muscles intensely anxious. It is precisely this conflict
between the need to control the external manifestations of the body and the impos-
sibility of controlling the inner anxiety of the mind that makes Beethoven’s music
uniquely magnificent. For example, the pianissimo passage from the first movement
of the F minor sonata, op. 57 (bars 47 to 50) would never be played with the same
inner tension if it were part of a piano piece written by Mozart or Schubert.

Another typical rhetorical element in Beethoven’s piano sonatas is unison oc-
taves. Octaves are one of the largest intervals regularly used in piano music. In all
their variety such as “legato” octaves (typically used in scale passages or in melo-
dies), “broken” octaves (octave tremolos), “loose wrist” octaves (composed of fast,
repeated notes), or “bouncing” octaves (bravuras with loud, strong octaves that can
“jump” across the keyboard), these technical elements form a significant part of
the structure of all sonatas by Beethoven, from the first to the last. Playing octaves
well comes with good body awareness and control of the muscles in fingers, hands,
wrists, and forearms, which must be flexible in order to prevent strain and injury
while maintaining great strength and control. Beethoven used plenty of octaves be-
cause he wanted a thick, saturated, orchestral sound from the piano. If he wanted
to emphasize the rhetorical dimension of some melodic fragment, he used unison
octaves to underline narration in single-voice themes. Such octaves can be found in
the first movement of the D major sonata, op. 10 no. 3 (bars 1 to 4); in the first move-
ment of the D minor sonata, op. 31 no. 2 (bars 87 to 92); in the third movement of
the E-flat major sonata, op. 31 no. 3 (bars 23 to 25); in the first movement of the E
minor sonata, op. 90 (bars 24 to 28); or in the first movement of the C minor sonata,
op. 111 (bars 72 to 75). On a piano of average mechanical quality, the intonation of
four (or three) notes in an octave interval played with two hands stretched between
the thumbs and the upper fingers may be uneven. A melody played in unison octaves
often sounds imperfect, impure and profane; in other words, it sounds more human.
By creating the intonation on the piano imperfect, Beethoven made the artificial in-
strument sounds closer to the human voice, the most perfect musical “instrument”
of all. In that way, each performer is given the opportunity to “sculpt” the music with
their own hands in the same way that they can express a rhetorical thought with their
own voice. An even more robust effect of imperfect sound intonation can be found
in bravura sequences of broken double octaves, for example in the first movement
of the C major sonata, op.2 no. 3 (bars 85 to 88) where, due to the impossibility
of perfect synchronization of the extremely fast-played tones, their rough dissonant
overlaps occur.

As one of the greatest symphony composers of all time, Beethoven tended to
create an orchestral sonority on the piano, by means of massive, heavy and layered
sound. In that sense, the most characteristic element of texture in his piano sonatas
is robust chords. Examples of such chords can be found in the first movement of the
F minor sonata, op. 57 (bars 17 and 18); in the first movement of the E minor sona-
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ta, op. 90 (bars 53 and 54); or in the first movement of the B-flat Major sonata, op.
106 (bars 1 to 4). For a pianist, mastering the technique of playing chords is just as
important as the skill of playing scales. Unlike scales, in which the fingers constantly
move while supporting the hand, when playing simultaneous chords, the fingers and
hand form a posture that is moved by the hand from the elbow and upper arms across
the keyboard. Different chords form specific hand postures in accordance with the
shape of the keyboard. Some of the chord postures cause a pleasant feeling in the
hand which holds the keys softly and elastically, while other chord postures are stiff,
forced, and even painfully uncomfortable for the hand. In this sense, the shape of the
chord and the posture of the hand can significantly affect the character of the perfor-
mance. And Beethoven’s chords are very “thick” This is the main characteristic of his
style, so they should be played in the same, dense way. His chords are not as transpa-
rent as those in Mozart’s piano writing or later Schubert’s. Even when he writes less
heavy chords, ethereally light like Mozart’s, or romantically singable like Schuberts,
the performance of Beethoven’s chords always causes a certain, almost unpleasant
tension in the hand. This tension is also not comparable to the feeling that occurs in
the pianist’s hand when performing the chords of Brahms or Schumann, which, in a
formal and technical sense, also have great similarities to Beethoven’s. Whether they
are performed in their most explosive or most delicate form, Beethoven’s chords al-
ways have a special inner energy that disturbs both the performer and the listener.

Besides the scale-like passages, the “broken chord” is another figure that Beetho-
ven uses widely in his piano sonatas. It is the figure of a chord in which the notes are
played successively, that is, immediately one after another. Beethoven often used this
figure as a melodic motif. It appears at the very beginning of his first piano sonata, op.
2no.1, in the form of a stylistic figure of the so-called “Mannheim Rocket”,* which is
a rapidly ascending or fast-growing broken chord that moves from the lowest range
of the bass line to the top of the soprano line. The connotative field created around
the concept of the “rocket” is endless, but Beethoven used not only the symbolic
potential of this, basically simple figure in the melodic sense, but also uses its biome-
chanical potential in the sense of structural substance or mass, a tissue from which
he further develops the “organs” of the composition.

In the context of this study, the crucial question is what kind of sensations are
caused in the kinesthetic experience of the performer while playing a certain ele-
ment of piano technique. The “broken chord” figurations appear countless times in
all the expressive diversity that this technical element indisputably has in various
compositions. Some of the most representative examples can be heard in the third
movement of the F minor sonata, op. 57 (bars 353 to 358); in the first movement of
the C major sonata, op. 53 (bars 27 to 30); in the first movement of the C major so-
nata op. 2 no. 3 (bars 97 to 108), or in the first movement of the B flat major sonata,
op. 22 (bars 94 to 104). There are many sensations that can be present in the hand
performing these figurations, depending on their dynamics and texture. But there is
one physical sensation or perception that arises when the core composed of nearby

S https://www.britannica.com/art/Mannheim-rocket (accessed 10 February 2023).
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keys comes into contact with the body. This sensation emerges in the consciousness
of the performer even if it is just an elementary study of the chord shape and without
compositional background. It is the sense of unity composed of smaller units, which
are strongly interconnected in such a way that it seems almost impossible to separate
them, and yet it is possible to feel their individual definitions and limits. Playing
“broken chord” figurations in Beethoven’s sonatas can generate a kinesthetic expe-
rience similar to the feeling of the hand reviving a sculpture at some inner, cellular
level.

Beethoven’s musical works are not prevalently smooth. He is not so much a wa-
tercolor painter as a great sculptor. The surfaces of granite and marble can be “heard”
in his music. The runs, figurations and chords, even the thrills in the sonatas, are
not polished. There are plenty of accents (dynamical and rhetorical) and sudden
changes of deeply contrasting elements, but in the end, all fragments are integrat-
ed into the unity and the musical work becomes one shaped piece of time, like a
monument with rough surfaces and sharp edges. The genius of Beethoven’s music
is reflected in the creation of tension within the apparently static form of time. He
composes sections within musical pieces with endless repetitions of undeveloped
sound material. Such episodes tempt the patience of all recipients of music and per-
formers in particular. At the same time, these episodes lead to the greatest emotional
pressure because “in a non-developing, constant state of tension, passions reach the
highest possible pitch, and manifest themselves more vividly and convincingly than
in a gradual process of change” (Tarkovsky 1989, 17).

Sustaining and even developing the inner tension within each tone is extremely
important for understanding Beethoven’s music. An example from the second move-
ment of the piano sonata in E major, op. 14 no.1, bar 62, is particularly indicative in
this sense. Here Beethoven asks the performer to do something that is physically
impossible to achieve on the instrument. The pianist is asked to play a crescendo
on a single note in a high register in an extremely quiet dynamic environment and
of relatively long duration. The only way to respond to such an irrational demand is
to create the illusion of intensifying the sound by increasing the tension of thought.
Such moments show that the performer is the absolute subject of the embodiment
of musical thought. It could be said that by performing the structural elements of a
composition, even those of a basic technical level such as scales, chords, arpeggios,
trills, tremolos and other figurations, the pianist brings that work of art to life by cre-
ating its pulsation and breathing. In a way, it is the performer who makes the piece of
music speak and communicate through all its artistic expressions.

For a more complete understanding of performative gestures in a musical work,
it is not enough to describe the way in which gestures should be performed or the
sensations that their embodiment evokes in the recipient. A more direct comprehen-
sion arises if such a gesture is physically performed. It can also be a physical simula-
tion of the movement, not necessarily performed on the instrument. For example,
when we observe the different performances of the double trills in Beethoven’s last
sonata, we will notice the specific tension of the nerves with which the performer’s
fingers move, as well as the way in which such trembling is reflected in the tension
of his/her whole body and mind. We can understand this feeling through our own
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bodily experience by placing our hand on any surface in such a way that the tips of
all five fingers touch it, and then, in this hand position, we will move the pairs of fin-
gers as quickly as possible for a long period of time. Thus arises the awareness of an
authentic kinesthetic feeling, formed by the specific flow of kinetic energy through
our fingers, hands, arms and body.

CONCLUSION: PERFORMING MUSIC

The goal of this phenomenological study was to examine the fundamental prin-
ciples of pianism through the prism ofits essential phenomenon — performative ges-
ture. The basic premise that guided the discussion was that performative gesture is
a kind of choreographic movement written in the score. In that sense, the aim of
this article was to explain how the character of physical body movements conveyed
expression and affected the creation of a musical work.

The analysis of movements that emanate from the characteristics of the piano
technique in Beethoven’s sonatas results in the basic conclusion that Beethoven’s
music is “more the expression of feeling than tone-painting”, as is written in the full
title of the composer’s Sixth Symphony. For a deeper understanding of the way in
which Beethoven created performative gestures in his piano sonatas, it is not enough
to describe the way in which these gestures should be performed. A more direct un-
derstanding arises if such a gesture is performed, either on an instrument or through
a physical simulation of the movement independent of the instrument. To under-
stand those motions through our own bodily experience means to be aware of the
authentic kinesthetic feeling, formed by the specific flow of kinetic energy through
the fingers, hands, arms and body of the performer. In that way, a unique insight
into many profound levels of Beethoven’s creative thought is achieved. Perhaps this
is what Tarasti had in mind when he wrote: “We can argue that a musical piece is
in a metaphoric sense like a ‘living organism) it is a kind of ‘body’. (...) Then the
only way to get under the skin of this ‘body’ is of course to perform it. Now, is there
then any method by which we could study this kind of ‘musical body’ from in-side?”
(1997, 21). The question Tarasti asked years ago is still awaiting an answer.

From the above considerations, it may be concluded that the gestures of pianists
can authentically reflect inner musical expressions and the analysis of these gestures
can increase human understanding of the musical phenomenon itself. In that sense,
it is important to study all the modalities of performative gestures. The valuable way
to get to know a musical work in all its layers is through the personal physical per-
formance of its musical gestures. For a profound understanding of music, it is neces-
sary to understand the kinetic energy that is found in it and that has the potential to
create subjective kinesthetic sensations which can be recognized as “musical”. Seen
through the prism of performative gesture, the technical elements in Beethoven’s
piano sonatas fully re-create their function as a constructive component of a musical
piece.
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Maruja AUHOB
TIEPOOPMATUBHU I'ECTOBU Y BETOBEHOBUM KAABUPCKUM COHATAMA

(PE3UME)

Pap mpeacraBsa peHOMEHOAOIIKY CTYAHjY O KMHECTETHYKUM IeCTOBUMA, OAHOCHO
TEACCHUM IOKpeTHMa KOje IMjaHHCTH KOPUCTE y CBOJUM H3BODemHMa, KaKo
OM KpeMpaAM My3HYKO-IIOETCKH CaApXKaj Y KOPIOPEAAHOM IIeppOPMATHBHOM
06AnKy. ThaBHa pacrpaBa KOHIIEHTPUCAHA je HA aHAAU3Y ITOKPeTa KOjH IIPOH3Aa3e
M3 KapaKTepUCTHKA TexHuKe y beroBeHoBmM kaaBHpckuM coHarama. Cryamja je
3aMHIILSEHA KA0 AOTIPUHOC ITOAY My3HUKe aHAAN3e GpOKyCHpaHe Ha PAKCy u3Bohema.

Cspxa 0Be cTyAHje je A2 00jaCHHI KaKO KapaKTep PUIHIKIX IOKPETA TEAQ IIPEHOCH
M3pa3 ¥ yTUYe Ha CTBapame My3UuKor AeAd. MInTeprperanuja neppopMaTuBHOr recta
KpO3 aHAAOTHe pelpeseHTanuje ¢OopMHpa M0sE HEeroBUX KOHOTATUBHUX 3HAYeHha Y
Koje Cy ykaydeHH ocehaju u naeje Koje AyAU MOTY IOBE3ATH C M3PA3OM TOT TeCTa.
Taxo ce mep$opMaTHBHH reCTOBH y beTOBeHOBMM KAQBHUPCKUM COHaTaMa TyMade
KpO3 IIPH3My CeH3al¥ja HACTAANX TOKOM u3Bohema. AepHHICAHO je KOHOTATHBHO
IOA€ CBAKOT OA OAAOPAHMX TeXHHUKHX eAeMEHATa U OIMCaHe Cy CeHsalldje Koje ce
AOKHBAABAjy TOKOM H3BOhema.

PesyaTaTn ncTpakuBama yKadyjy Ha TO Aa je 3a IOCTH3ame KOMIIAGKCHHUjer
pasyMeBama My3HKe HEOIIXOAHO pasdyMeTH MeHy KHHeTHUKy eHeprmjy. OBa
eHepruja UMa OTeHIIjaA Ad CTBOPH CyOjeKTHBHE KMHECTeTHIKe CeH3aIuje Koje ce
MOT'y IIPEIIO3HATH KA0 ‘MY3HKAAHE, YaK U Y U3BOlery HeMy3HKAAHUX TEeXHIYKIX
eAeMeHaTa. AHAAM3a TeXHUYKUX eAeMeHATa y BeToBeHOBUM KAABUPCKHMM COHATaMa
MOKa3yje Aa CBaku NepPOpPMATHBHU IeCT Y IOTIYHOCTH peKpeupa CBOjy QyHKIUjy
KOHCTPYKTHBHE KOMIIOHEHTE My3M4KOT AeAQ.
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ABSTRACT

This article is devoted to Petar Bingulac’s critiques of choral music published in
the magazine Misao — a total of twenty-four reviews, most of which are on cho-
ral music and its performers. I discuss Bingulac’s selected reviews from the point
of view of critical-analytical interpretation. One of the goals is to determine the
author’s dominant method when writing reviews and to assess his role in Serbian
music criticism, taking into account the context in which the selected writings
were created. I also compare his reviews of choral music performances with the
views of other prominent critics.

KEYwORDS: Petar Bingulac, Misao, music criticism, choral music.

ATICTPAKT
Osa cryanja mocsehena je xpurmuapckom paay Ilerpa Bunryana y wacommcy
Mucao, npenusHyje, HEroBUM KPUTHKAMa XOPCKOT CTBApaAaIITBa. Y OBOM
gacomrcy bunryaar je 06jaBuo YKyIHO ABapeceT YeTHPU KPUTHKE, OA KOjUX je
HajBHIE OHHUX ITOCBeheHMX XOpCKOj MysuIlM M BeHHM usBohaumma. IIpeamer
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HCTPKMBAbA je KPUTUYKA AHAAM3A 0AA0paHHX BHHIyAYeBHX KPHTHKA U3 yrAa
KPUTHYKO-aHAAMTHUKE HHTepIpeTanyje. JeAaH op ImseBa je yTBphuBame
ayTOPOBOT AOMUHAHTHOT METOAQ/ TIPUCTYIIA [IPH IHCakby KpUTHKA. Kpos anaausy
he 6uTH MO3MITMOHNpPaHA BEroBa yAOTa y CPIICKOj MY3HUKOj KPUTHIH, y3uMajyhu
y 003Hp BpeMEHCKH KOHTEKCT y KOjeM OAAOpaHM Hamucu HacTajy. Tesxuurre
CTyAMje je Ha aHAAM3H OAAOPAHUX PeAeBAHTHHUX IIPUMEPA U3 HerOBHMX KPUTHKA
XOpCKe My3HKe, y3 mopelerme ¢ AMCKypCOM M CTABOBHMA APYTHX KPUTHYAPA.

KayaHE PEUM: [letap bunryaan, Mucao, Mysndka KpUTHKA, XOPCKA My3HKa.

YBOAHE HATIOMEHE: CTAE U U3BOPU UCTPAXKUBAKA

ITpumeTHO je Aa ce Masu 6poj MysuKosora 6aBHO IPOyYaBaEEM HAIKCA O MY3UIU
HACTAAMX y KOHTEKCTY CpIIcke Mysuuke ucropuje. Hajsehu pompunoc mpoyuasaisy
Aomahe mucane peun o Mysuiu Aaau cy mysukoaosu Crana Bypuh-Kaaju, Poxcanaa
ITejosuh n Aaexcanpap Bacuh. Y HOBHje BpeMe HAacTaAM Cy U 300pHHIM papoBa
nocsehenn mysukoaomxom papsy Huxoae Xeprurose, ITaBaa Credanosuha u Crane
‘Bypuh-Kaaju, y xojuMa je caraepaBaH U BAAOPHU3OBAH IHHXOB AOILPHMHOC IIHCAHO]
peyt o My3HIIH.

Crana Bypuh-Kaaju je cBoje mpBe MysuuKe KPUTHKe HAIMCAAQ IOYETKOM
TPHAECETHX OAMHA IIPOIIAOT BeKa.” Y HmeHUM TeKCTOBUMA IPHCYTAH je KBAAHTET
KOjHU je M3ABaja M3 KpyTra Tapamlmbux ayTopa. Hamme, oHa y cBOjuM KpuTHKama, a
KacHHje M y My3H4YKHM eCejuMa M CTYAUjaMa, IIOKasyje KapaKTepUCTUKe HeroBaHOT
U TIpeUHEHOT je3uKa KOjU Ce Pa3AMKOBAO OA TAaAAlImber MEeMaTCKOr MPUKa3HBakba
My3HYKHX AellaBama. ITo ToMe je pocTa OAMCKA je3MKy Koju cy Herosaau IlaBae
Credanosuh u Ilerap Bunryaar, nmpu yeMy ce y ieMy OraeAajy 60raTu AuTepapHu
M3pa3 U IPUIIOBEAAYKH U MOAEMUYKH KpuTHdapcku ToH. Pokcanpa Ilejosuh ce y
CBOM OIIyCy MOAPOOHO 0aBrAa aHaAM30M Hacaeha cpricke AuTeparype o mysurm.’
Jeana oa ayTOpKUHHIX YXKUX 00AACTH UCTPAKHMBAHA OAHOCH Ce Ha HAITHCe O MY3HIIA.
ITpBo je myb6AnKkoBaAa MOHOTpadHjy KOja ce OAHOCH Ha HAITHCe O MY3HIIU Y IEPHOAY

2 Hajnornynuju ysup y 6ubanorpadujy Crane Bypuh-Kaaju maunamaa je Pokcamaa Ilejosuh y
ABa HaBpaTa: y MOHOIpadujaMa O KPUTHYAPCKOj U eCcejUCTHUKOj AeaarHocT ayTopke (Pejovié 1994;
Ibid. 2008). Taxole, peaeBanTat je u 6ubAnOrpadcku mperaea Koju je Hampasuaa Aanuna ITerposuh
o6jaBrven Ha cajry Mysuxosomkor wuncruryra CAHY. https://music.sanu.ac.rs/wp-content/
uploads/2019/12/SDJK.pdf. (mpucrynmeno 17. 4.2023).

3 Bubanorpaduja paposa Pokcanae ITejosuh objaBmena je y ayropxunoj monorpauju ITucana peu
y mysuyu y Cpbuju (1945-2003) (Pejovi¢ 2005). Taxobe, 0 My3HKOAOLIKOM paAy ayTOpKe IUCAHO je y
HeKOAUKO HaBpata: Markovi¢ 2005; Tomagevi¢ 2006; Plavsa 2006.


https://music.sanu.ac.rs/wp-content/uploads/2019/12/SDJK.pdf
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1825-1918. ropuHe, a MOTOM U APYTY, IPBY OBAaKBOT THIA M TeMaTHKe Yy CpPIICKOj
MY3HKOAOIIKOj AUTepaTypH, Koja obpabyje mehyparnu mepmop cprcke mysmuke
ucropuorpaduje (Pejovi¢ 1999a).* Tpeha n Hajobumumja cryauja mocsehena je
MOCAEPATHOM IIEPHOAY MCTOpHje MHCaHe Peyd O MY3UIHM Ha HallMM IPOCTOpHMA
(Pejovi¢ 2005). Beoma aparonen mpuaor npoydasasy Hamuca o Mysunu y Cpbuju
IPeACTaBAAjy M MIOMeHyTe ayTOPKHHE MOHOTpaduje 0 My3HKOAOIIKOj A@AATHOCTH
Crane Bypuh-Kaaju (Pejovi¢ 1994; 2008).

O cprickoj My3HKOrpaduju i My3HIKO]j IEPUOAUIH U3Mel)y ABajy CBETCKHX paToBa
nHcao je u Mysukoaor Aaekcanpaap Bacuh. Y cBojoj pookTopckoj ancepTaruju ayTop
ce 6aBu 06papoM TeMa y cprickum Melyparaum raacuanma (Vasi¢ 2012).5Y yBoproMm
AEAY PaAa HallpaBAEH je IIPerAeA HCTPaKUBaka CPIICKE AUTEPATYPe O My3HIIH, YhMe
je MoCTaBAoeH TeMes 32 Adba UCTPAKUBAKbA CPIICKe MY3UYKe KPUTHKE U eCejHCTHKe
mehyyparsor, aau i mepuopa ocae Apyror cserckor para. Y Bacuhesom omycy ysuba
Ce M UHTepecoBame 3a Haluce O MY3UIIM IOjeAHHAYHHX ayTopa. Y BHIIe HaBpaTa
aHAAM3UPAO je AUCKYPC 0 My3unu Muaoja Muaojesuha (1884-1946) (Vasi¢ 1994;
Ibid. 2007), a nucao je u o peaarHoctu Bpanka Aparyruroswha (1903-1971)
(Vasi¢ 2020), Puxappa [IBapua (1897-1942) (Vasi¢ 2019a) u ITasaa Credanosuha
(1901-198S) (Vasi¢ 2019b). Bacuh noapo6no caraepasa mysuxoaomko Hacaehe
jeaHor ayTopa Bpurehu kaacudukarmjy merosux Hamuca, oapehyjyhu soomuzanTan
MEeTOA M yAOTY M 3Ha4aj ay TOPOBUX HAIUCa Y CPIICKOj My3HKOAOTHjH, IIPH YeMY y3HMa
y 063Hp BpeMeHCKH KOHTEKCT y KojeM oApel)eHH TeKCTOBH HACTajy.

TTopep mperaepa My3HKOAONIKHX PapOBa KOjH Ce OAHOCE Ha CPIICKY IHCaHy ped
O My3HIJH, 32 OBaj PaA PEAEBAHTHO je ucrahu u3Bope KoOju ce HaBe MY3HKOAOLIKHM
nacaehem Ilerpa Bunryana (1897-1990). ¥V aomahoj MysukoAomKkoj auteparypu
Bunryaseso creapasamTBo obpahuBano je y oapehenom ucropuorpapckom
xoHrekcry utoy cryauju Crane Bypuh-Kaaju (Durié-Klajn 1981) umonorpadujama
Poxcanpe Ilejosuh (Pejovi¢ 1999; Ibid. 200S). Y Apyru ayropu mucaau cy o
BHHIyAY€BOM MY3HKOAOIIKOM AEAOBAELY, AAH TH IIPHAO3K HUCY OOUMHH 1 06yXBaTHH.
Jeauna cryanja xoja ce moapo6OHUje 6aBU KPUTHIAPCKIM M €CeJUCTUYKUM Hacaehem
Bunryana Hacraaa je us nepa mysuxoaora Tujane ITonosuh [Maahenosuh) y xojoj
je doxyc Ha aHaAM3M opabpanux Bunryasesux npuaora (Popovié 1989). Hajuosujer
AATyMa je u HeobjaBmeHa AOKTOPCKA AMCEPTALiMja ayTOpa OBOT PaAd, Koja ce 6aBH
neAoKyrmHIM My3ukosomkuM Hacaehem [Terpa Bunryauna (Vojvodi¢ 2021).

Crana Bypuh-Kaaju xapaxrepumte BunryAdeB jesuk kao OHaj KOjUu ce TeMemH
Ha 6oraToMm Kopuuihery AUTEpaType, Te Ad OH, Ka0 A0Dap MO3HABAAAIL] je3HKa, PAAO
yHoTpebaraBa jeAHOCTaBHE M AAKO YUThHBe pedennrie. Kao HajsHavajHuje Dunryauese
PaAoBe, ayTOpKa UCTUYE HeroBe CTYAHje, YAAHKe U aHaAM3e AeAa poomahux ayTopa,
Cresana Moxkpawna (1856-1914), Jocupa Mapunxosuha (1851-1931), Crepana
Xpuctnha (1885-1958) u mapounto Jocuma Caasenckor (1896-195S). C
Apyre crpane, Pokcanpa Ilejopuh y cBojum monorpadujama Tymaun BunrysueBo

4 Ob6e oBe MOHOTrpaduje IpHUIIPeMbEHE Cy U3AAMBIMA Y KOjHMA Ay TOPKA BPIIK OHOAMOTpadCKu IIommc
Hamvca 1 yaaHaka: Pejovi¢ 1993; 1999b.
S AyTop ce 1y CBOjOj MarucTapcKoj Te3u 6aBu auTeparypoM o Mysuuu (Vasi¢ 2004).
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CTBApAAAIITBO KPO3 ABa CEIMEHTa — MY3U4Ky KPUTHKY U eceje. Y CTYAHjU Koja ce
6aBu MelypaTHHM IIepHOAOM AQHAAMBHPA IIPe CBera KPUTHKE HAIMCAHE MMOBOAOM
KOHIJePTHUX U APYTHX MY3HUKMX aorajaja, mpu uemy M3aBaja ayToOpoBe CTaBOBe
O M3BEAEHHMM AEAMMA, aAM M O u3Bohaumma m umsBobamrsy. C apyre crpaHe, y
MoHOrpaduju Koja mpatu BpeMe HakoH 194S. ropune, bunryadeso crsapasamrso
TYMadeHO je KPO3 aHAAU3Y HeTOBOT AOTIPUHOCA AOMahoj 1 CTpaHOj My3HIIH.

Tujana ITomosuh y cBojoj cTyaMju cacBuM OIpaBAaHO O3HauaBa DuHTyAueBe
HaIHce Kao Hay4He, C jeAHe, M YMEeTHHYKe, C ApyTe CTpaHe. AyTOpKa HOpTpeTuie
auk Ilerpa Bunryana xao mumcija-yMeTHMKa aAM U ayTOpa-UCTpaxkubada. Mmak,
aHaAusupajyhu BHHI'YAYeBO II€AOKYIIHO My3HMKOAOWIKO HacAehe, Mopa ce aarm
IPEAHOCT 03HAYABAIbY HEroBe OeTHKe KA0 AOMHHAHTHO "yMeTHHUKe jep BuHryaars
IHIIe M3 YTAA CTBAapaolja-yMeTHHKA. YIIPaBO Ta Te3a AAAA je 3a IIPaBO ayTOPy OBUX
peAaoBa A2 Y AOKTODPCKOj AucepTanuju buHrysueB paa TyMadu Kao ciisaparse Ha
ocHosy seh citiBopeHol. \OKTOPCKH pap ayTopa OBOT Paad 00yXBaTa IIPETAeA M AHAAU3Y
IleAOKyTHOT Mysukoaomkor Hacaeha ITerpa Bunryana, npu yemy je moxasaHo Kako
ayTOp Kpeupa CTBApAAAUKM HAEHTUTET jeAHOT KOMIIO3UTOPA, TPaHCIApeHTHO
usHocehy cBOj KpuTHukH CyA. McTpaxuBama y IMOMEHYTOM AOKTOPCKOM DaAy
AOITyHHAQ Cy Ta TyMayea, aAM M MOHYAMAQ MHOBAaTUBHO HHTEPAMCLUIAWHAPHO
HMHTepIpeTHPahe My3HIKOT peHOMeHa Kao ITO Cy My3H4Ka KPUTHKA U eCejUCTHKA.
AyTOp OBHX peAOBa Ce OBOM IIPHAMKOM OAAYYHMO Ad TIPHKAXKe jeAQH Op CerMeHaTa
Bunryauesor papa. Peu je o anaausu ayropose Melyparne kputuke Kojy je mucao
3a waconuc Mucao® y mepropy usmelyy ABajy cBeTcKuX paToBa. Joul KOHKpETHH]e,
IIeHTPAAHH A€O0 OBOT papa obyxsaruhe aHaAM3y ayTOpOBHMX KpHUTHKa IocBeheHnx
XOPCKOM CTBApPAAAIITBY U HeHUM UHTEPIPETATOPHMA KOje je 06jaBHO Y IIOMEHYTOM
YaCOIHUCY Y IePHOAY C Kpaja 20X TOAUHA IIPOIIAOT BeKa.’

TIETAP BUHI'YAALl KAO MY3UYKU KPUTUYAP

Vwme Ilerpa Bunryanma ce y jyrocAOBEHCKOj M CPIICKOj MY3HYKOj KyATYpHU C
mpaBoM Hajuernhe Besyje 3a IOAPYYja My3HUUKe KPUTHKE, eCEJHCTHUKE U My3UKOAOTHje.
HberoBa AeAaTHOCT Ha OBHM IOAKMMA 0OYXBaTa BPeMEHCKH OKBUP OA BHIIIE OA MOAQ
Beka. 3ay3eTOCT AMIIAOMATCKOM CAy)OOM HHje Ta crpedaBara aa Beh op 1927.
FOAMHE Ta A0 TIpBe moAoBHHe 30-1x ropuHa 20. Beka 06jaBiyje MysuKe KPUTHKE U
Hamuce. Y IUTamy Cy KPUTHKE KOHIJepTHUX H3Bohewa y yacomucy Mucao, mpuKasu
My3uukux porahaja y mHOCTpaHCTBY y mpeapaTtHoM 38yky M usaHuu y IracHuky
Mysuuxoi gpywiiea Ciniankosuh. OB HAamMCH IIOKa3yjy C jeAHE CTpaHe IberoB
IPUCTYTI U3BEACHHM My3HYKUM ACAMIMA, 4 C APYTe CTPaHe U KerOB IIOTAeA Ha My3HYKO
usBohamrrso y Beorpaay. Hakon 1945. roarte okpeHyo ce Iucamy eceja U CTyAHja

6 O wvacomucy, BeroBOM HMCTOPHjaTy M KOHIIENMjH ayTOP OBOI papa MOAPOOHHje je mmcao y
Aokropckoj aucepranuju (Vojvodié 2021, 81-84).

7  TlojeAMHHU CEerMeHTH OBOT papa Ipey3eTH Cy U3 ayTopoBe AoKTopcke aucepranuje (Vojvodié 2021,
81-84).
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KOjU Cy OMAM yCMepeHHU IIpe CBera Ha IOITyAAPUCAHe CaBPeMeHe jyrOCAOBEHCKe/
cpricke MysuKke. [Imax, o cTUAY ¥ HAUMHY Pa3MHUIILAAkA, OHU IIPEACTaBAAjy OApeheny
CIIOHY ¢ MelyypaTHUM ITeprOAOM.

Moxemo ce caoxut ¢ HaBopauma Poxcanpe Ilejosuh apa je ayrop cojum
IIMPOKKMM AMjalla30HOM 3HAHa, KOjUM OAMIIY HeroBH TeKCTOBM, TPAacHpao IyT
MAahuM KpHTHYapHMa U ITyOAMIIMCTEMA — YYHHHO MM je CBOje 3Hambe AOCTYIIHHM,
Aa 6u ra oHn npopy6uan u oboraruan (Pejovi¢ 2010, 35). AyTopka je ncrunasa
U TO Aa je Bunryaar; 61mo mpepaBad ,IIMPOKUX IeCTOBA M CHAKHUX MUCAH KOje Cy
00Ae CAyIIaoIje ¥ MAAIIMAE CTyAeHTe Ha My3HYKOj aKaAeMHUjU a TakKas je OHO U y
cBojum TekcroBuMa. Kop mera je cee 61a0o ammandunupasno. IToMHo 3arpejan Aa
AOKa)XKe HEeKy CBOjy TBPAMY HUAM MCTaKHE YTHCAK A€Ad TIOHEKaA je, MOKAA CBECHO,
TOBYYeH COICTBEHOM (aHTa3MjoM, HANyIITa0 KOMIO3uToposy samucao” (Pejovié
1999, 242). Ta mupuHa MUCAH, KOja je jeAHA OA HAJHCTAKHYTHjHX OAAMKA HeTOBUX
Hamrca, oboraheHa je moTpe6oM 3a CTAAHOM IOAEMHKOM, 0Opa3oBameM ITyOAHKe
U TIOAPIIKOM H3BOobhaunMa u kommosuropuma. Fberoso 3Hame je BeoMa mMHUPOKO U
HEHCI[PITHO AyOOKO.

AOMMHaHTHa AMYHOCT IpBe moAoBHHe 20. BeKa y CPIICKOj IHUCAHOj pedn OHO je
Muaoje Musojesuh. Eberosu Hamucu okasyjy epyAHLHjy, KYATYPY U CTPYYHOCT, a
HeCYMIbHBU TOBOPHIYKU AP KOJjU Ce 3allaXKao Y HeroBHM OpOjHHM IIPeAABAmIMA
YTHIJA0 je M Ha meroso mmcame. OBpe ce oraepa aHaaormja ca cruaom Ilerpa
bunryana. Teuno 1 moeTcko ycMeHO u3parkaBare U U3PA3UTa CKAOHOCT Ka IOAEMHUITH
3ajeAHHYKe Cy KapaKTepHCTHKe obojuiie ppanryckux haka. MelyTum, kako HaBoAr
Poxcanpa Ilejosuh ,(...) HUjeaaH 0p OBe ABOjuIle ayTOpa Huje y HANMCHMA HCKA320
HH A€O CHAHHX ACOIIHjalifja Koje Cy HaBUpaAe y OyjuliaMa Ha BbUXOBHM IIPEAABABUMA”
(Pejovi¢ 2010, 36). Kao n Bunryaar, n Muaojesuh je mMao KOHCTaHTHY Xeny 32
My3HYKAM IpocBehuBameM dnTarauke ITyOAKKe, C THM IITO je KapaKTep HErOBUX
KpuTHKa porabaja, 3a pasanxy op Bunrysuesux, 6An3ak U3rAeAy HOBUHCKHX YAQHAKA
OHOBpeMeHe AHeBHeE IITaMIIe.

Ierap Bunryaar je y MmehypaTHoM mepmopy Hammcao ABapeceT M 4eTHPHU
KpuUTHKe My3nIKHX Aorabaja (sacorme Mucao 1927-1931), ABa My3udKO-BacIIMTHA
waanka y Iacnuky Mysuuxoi gpywiiea Citianxosuh (1930), mpuaor o ¢puamy u
mysunu y Hoauimuyu (1930) u y waconucy 3syk y pybpunu ,Mysuka Ha cTpanu’,
npukase dectusara y Oupenu, Benenuju u Muaany (1932-1933). Jeannu usanax
— ecej U3 0OBOT mepuoAd BuHryaar je Takohe Hammcao 3a MCTH YaCOIHMC MOBOAOM
mespeceToropummsue pohemwa Mopuca Paseaa (Maurice Ravel).®

Pazamunre cy mopeae, OAHOCHO KAacHHKaIMje y KIbIDKEBHOj U MY3HYKOj
kputunu. Kapa je ped o 0Boj aApyroj, Tpeba ncrahu kaacuukaryjy Kojy je u3BpIIHo
xomnosutop Baapan Paposanosuh (Radovanovié¢ 1971). On ucrude Tpu THma
My3H4Ke KPUTHUKE — UMIUPECUOHUCTIUYKY, PEHOMEHOAOUKY Y UHIHEAEKILYANUCTHUMKY:
yHajsacTymmeHuja KpUTHKA je, IO CBOjUM CBOjCTBMMa HMMIpecHOHHUCTHYKA. OHa
4eCTO U3TACAA KAO AQ ITOITYHhaBa jeAdH UCTU GOPMyAAp, 2 ©UMA TOH Ka0 Ad je HeOIIO31Ba

8 Kommaerny 6ubanorpadujy BunryaueBux TekcToBa ayTOp OBOT papd IPHAOXKHO je y CBOjOj
AOKTOPCKO]j AUCEPTAIIUjU (Vojvodic’ 2021,319-324).
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un o6jexrusra” (Ibid., 149). Aane, PapoBarosnh nume o mpBoM THUITy KPUTHKE K20 O
OHOM KOjH He IIOMa)ke HH KOMIIO3UTOPY HH M3BOhady, a HU Iy OAUI. AyTOp IIOCTaBs>a
Te3y AQ OBaKBA KPUTHKA IIPEACTABASA HCKASYIMBO Cy0jeKTUBHI AOKHBAAj KPUTHYAPA.
Melytum, y caydajy Bunryara, aAu u HeKHX BeroBHX KoAera momyT Muaojesuha,
Aparyrunosuha, Credanosrha u Apyrux, KpUTHKa KOHI[EPTa, A€Ad HAHM U3BOhada
Huje camo maop 'cybjextuBHe Mamre. C Apyre crpane, mpema Paposanosuhy,
PeromeHorOuKA KpUliUKA je OHA y KOjOj je BaXKHOCT AOXKHBAAja Beha op camor
craBa ayTopa. Mimajyhu y Bupay momenyty PapoBanosuheBy mopeay, 3akmydyje ce Aa
Dunryauese mehypaTHe kpuTnke cappske y cebu eseMeHTe U UMUPECUOHUCTIUMKE T
PerHomenoroUIKe KPUTHKE, AAKAC, IPEACTABSA]Y CBOjeBPCTAH XHOPHAHM THIT HAIIHCA.
Hmiipecuonucitiuuka je 3aTo mTo je 6asupaHa HA U3PAKABAKY KAYIHUX HMIPECH)a
KOje je AeAO Ha Hera OCcTaBHAO, opbanyjyhu 6mao kojy Bpery pormaruama. Hmax,
bunryaan He pomymTa Aa HEros yTHCAK 3aBUCH MCKAYYMBO OA AMYHOCTH KOja je
Aeao cTBOpHAA MAM mHTeprperupasa. C Apyre crpaHe, geHomeHorowika je jep je
TaKBa KPUTHKA CaMa 10 cebu yMeTHHIKO AeA0. OTBOpeHa je 3a pa3AMYUTA IPHMAEbA
3BYKOBA, HUje TNPUCTPACHA, HAM je HeHA IPUBPKEHOCT aHAAMTUYKH 00PasAOKeHa
(Ibid., 150). Aaxae, saxmydyjemo pa Bunryasese mehyparne xpuruxe cappxe y
cebu eaeMeHTe 00€jy BPCTa KPUTHKA, jep HETOBU IPUAO3H He MIOAAEKY HCKAYIHBO
AMYHOM, Cy0jeKTUBHOM AOXHBASAjy, Beh i TyMade aeao y oppeheHoM, BpemeHCKOM
HAM CTUACKOM KOHTEKCTY.

MMniPECUJE ITETPA BUHTYALTA: KPUTUKE XOPCKE MY3UKE ¥
YACOIIUCY MHcao

Xopcka MysHKa M My3HIJpaEbe Y IePHOAY U3Mel)y ABajy CBETCKHX paToBa OHAM Cy
pacmpocTpameHH Ha TAY YHTaBe jyrocaoBeHcke apxase. Camo y Beorpaay aeaosao
je y TOM IlepHOAy BEAUKH OpOj IIeBaYKHX APYLITaBa, Mely KojuMa Cy HajyCIeLHIjU
aHcamM6Au 6uan: ITpBo 6eorpapCcKko meBavKo APYIITBO, AKAAEMCKO II€BAYKO APYIITBO
»006manh’, Mysuuko apymrso ,Cramkosuh” u ,A6pamesuh’”. Xopcku sxuBoT y
mehyparaom Beorpaay 610 je 6orar u pasHOBPCTaH M TO Ipe CBera 3axBasyjyhu
AoMahuM ITeBaYKUM APYIITBMMA, AAM U OPOjHHM rocToBamuMa. Mopa ce HarAacuTH
Ad UCTAaKHYTO MECTO KOje je XOPCKO My3HIMpare HMAAO y MEepPHOAY usMely ABajy
paToBa CTOjU y Be3H C IIOAUTHIKUM M MACOAOIIKMM aCIeKTUMA YMETHUYKOT XMBOTa
y KpaseBunu JyrocaaBuju, aAu ¥ ¢ leHOM CIeIUPUIHOM HO3HIIOM Y eBPOIICKOM
xonrekcry (Tomagevi¢ 2009). Xopckum aHCaMOANMA M FBUXOBUM AMPHUIEHTHMA
HIOBEPEHO je Ad KPO3 PeIepTOaPCKy MOAUTHKY 1 MeljyCOOHY capaay IIOACTHYY HAE]Y
jyrocaosencTBa.” Beorpaacku aHcambam opsase Ha TypHeje y 3arpe6, Capajeso,

9 O 0BOj HAEjH AMCKYTOBAHO je y OKBHPY HaydHOTL CKyIIa ,JyrocAOBeHCKa HAeja y/o Mysuru” Koju
je oapxan 25-26. maja 2019. ropuHe Kao Ae0 obesexaBarma jyOrAeja OCHHBAMA ,IIPBe JyrocAaBmje’.
Bupern: Beceannosuh-Xodman, Mupjana, Cphan Aranacoscku n Hemama Cosruh (yp.) 2020. 3a osy
TeMy peAeBaHTHH Cy caepehu TekcToBu 06jaBsern y oBoM 360pHuKy: Milin 2020; Nozica 2020; Vesi¢
2020; Mosusova 2020.
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/oybmaHy U ApyTe jyrOCAOBEHCKE IIeHTpE, a IIOTOM M yMeTHMIIM U3 OBHX I'PapOBa
rOCTYjy y IIPeCTOHHMIH.

Boaeha 6eorpaacka mesauxa Apyurrsa usmel)y ABajy parosa, koju cy Takohe 6uan
Aeo 0bpa3oBHe MucHje, OrAa Cy amaTepcka, MelyyTim, 3axBasyjyhunpopecrnonaannm
AUPHUTeHTHMA KOjH Cy MX BOAMAM, T&XKHAA Cy OCTBAPUBAKy BUCOKMX YMETHHYKUX
pesyatata. Y MebyparHoM A0Oy pasBujeHe KOHIIEPTHE M OIlEPCKE AEAATHOCTH,
KaAd Ce MHTEH3HBHO IIOKYIIABAAO MMM y KOpPaK C eBPOIICKUM TOKOBHMMA MYy3HKE,
XOPCKO MY3HIMpame MOPAAO je IOKAa3aTH BUCOK MHTepIpeTaTHBHU KBasuTeT. O
TOMe Cy IIMCAAM M KPUTHYAPH, YKa3yjyhu Ha My3HUYKO-IPOCBETHY YAOTY XOPCKOT
MysuLupana: npuByhu my6AnKy ymeTHHYKY BpeAHUM penieproapom (Pejovié 2004).
ITeBauxo ApymrBo ,CrankoBuh” 1 AkapeMcKo eBadko ApymTso ,O6uanh” ocraBuan
cy Hajsehu Tpar Ha poomahoj melyparHoj crienn, A0k cy ocTaAe meBauke ApyKHHE
6uae y mrx0Boj ceHny. OBe HHCTUTYIMje y KPUTUIM HMEHOBaHe Cy Ka0 HOCHOIH
mehyparsor 6eorpasckor mysudkor sxuBoTa. Ileauko Apymrso ,Crankosuh” je
nopep ,IIpBor Georpapckor meBaykor ApymTBa’ MMaAo Hajsehe 3acayre 3a pasBoj
xopckor nesawa y Cpbuju 1 yrmosHaBame CTPAHHX 3eMasa Ca CPIICKUM XOPCKUM
crBapasamTBoM. IberoBum wu3Bobhaul MHTEpPIpeTHMpAaAM Cy BEAHKA BOKAAHO-
-HHCTPYMEHTaAHA A€AQ, Te Cy IHXOBHM HACTYIIM OKAPAKTEPUCAHH KAO "MY3HUKH
Aorahaju Beorpaaa’ 3a pasauky op OBe HHCTHUTYIHje, AKAAEMCKO IIeBAYKO APYIITBO
»O06manh” cBoj je ycron poxuBeao Tek y Meljyparro A06a, Kapa €y ra mpesBOAMAY
MHOTHU AUpHUreHTH nomyT boxupapa Jokcumosuha, Muaoja Muaojesuha, Muaenka
IMaynosuha (1889-1924), MBana Bpesopmexa (1888-1942) u napouuto Aospa
Maraunha (1899-1985), o unjem ce papy Burryaan y cBojum kpuTHKama 4ecTo
IOXBaAHO M3Pa’XKaBao:

Yemex Cramxosuha n O6uanha 6maa je mobepa 030MAHOT MEBAYKOT APYIITBA H
AeQMHATUBHY TOPa3 [AAAHAYKOT [IEBAYKOT APYLITBA Ca OMyAAPHUM IIPOrPaMHUMa OA
npe 20 roauHa. OBaj ycrex he moauhu Bepy HexnM 06ecxpaOpeHNM U AQTH UM CHare
Aa uctpajy... (Bingulac 1929b, 474).

Y MeljypaTHOM IepHoAy HHTEH3UBHO jauajy Be3e C YeIIKOM MY3HIKOM KYATYPOM.
Yecra rocToBama YENIKMX XOPOBA YOUMUBA Cy Beh y NpPBUX HEKOAMKO TOAMHA
HAKOH PaTa, aAU M KACHHje, II0YeTKOM TPUAECETHX TOAMHA IpomAor Beka. Hajuime
CTaHAAPAE XOPCKOT MYSHI[HPama IIOCTABAAJy CAABHH YEIIKM XOPOBH ,XAaxXoA),
»CMeTana” i ,MopaBcke yauTesuLe’, 2 BEAUKY [TOIYAAPHOCT YXKUBAO je U PYCKH XOP
»\NOHCKU KO3au”.

Hu coaucTn, HU KaMepHH M CHMQPOHHjCKM aHACAMOAM HA CBOM pelepToapy
YTAQBHOM HHCY UMaAd AeAa poomahux ayTopa. Taj 3apaTak MPHIIAAQO je TIPETeXKHO
XOpOBHMMA KOjU Cy HENPEeCTAHO PAAMAM HA YIIO3HABAWYy ITyOAMKE C OIyCHMa
6eorpapckux kommosuropa.'’ ITeBauka ApyIITBa H3BOAMAA Cy IPETEXHO XOPCKe

10  Ha mpoMoruju Cy PaAMAM M XOPOBH M3 APYTHX jyTOCAOBEHCKHX IjeHTapa. Ha mpumep, 3arpe6auxo
IIeBAYKO APYIITBO , AMCHHCKH y HEKOAMKO HaBPaTa IIPHPEAUAO je y Beorpaay KoHIepTe Ha umjeM cy ce
perepToapy HalllAA A€Ad CPIICKHX KOMITO3uTopa roryT Mokpamia i1 Komosuha.
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kommosuruje Mapunkosuha, Moxpamlia U BUXOBHX caBpeMeHHKa. [0TOBO cBake
KoHIlepTHe ce30He ,ITpBO 6eOrpascko IeBauKO APYIITBO OAPKABAAO je CBOje
Hactyme. ITopes AyXOBHHX KOHIjepaTa Koje je aHcam0Oa mpupehuBao, a Ha unmjem
cy pemepoapy 6maa aeaa poomahux ayTopa, BEAMKM AOIPUHOC APYIITBO je AAAO K
usBohemeM cTpanux peaa. Kpurika je yraaBHOM UMaAa pedn XBaAe 32 0OBaj aHCAMOA
U 1HeroBe M3BOlauke AOMeTe M CPOAHE IIOXBAaAHE OILleHe M3pHYy M Bunryaar u
Muaojesuh:

Xop je coanaaH, AO6PO yjeAHAUeH, XOMOTeH U PacrioAaxe AOOpHM raacosuma. I
Manojaosuh Baapa mormyHo muM. OH IOKasyje HCTy OHy CKPOMHOCT M CKOPO
TOBY4EHOCT, K0 y FecTama, M y uuTeprpeTanuju. CBojy naxiy o6paha oH yHyTapmem
a He criomaibeM... (Bingulac 19294, 220).

VMriosanTaH 360p je ¢ HCKPEHUM aKIIeHTHMA, My3HKAAHO U Ay6OKO POCTYAHPAHO
HHTepIpeToBao PeKBUjeM, OYMIAEAHO HOIIEH IIOAETOM Te MY3HKe H AUPHYT HeHOM
HeIpKBeHOM, aAl HckpeHoM ocehajromhy. (Milojevi¢ 1934, 11)

Ilopep oBor aApymrBa um Mysuuko Apymrso ,Crankosuh” Ha deay ca
Cranncaasom Bunnaxnm (1872-1942) raxobe je umaro Beauke 3acayre 3a passoj
XOpCKOT IeBama y beorpasy, aau ¥ 3a ymosHaBame CTPAHHX TOCTH)Y Ca CPIICKUM
xopckuM Kommosurmjama. OBaj aHcambA Hajuemhe je M3BOAMO BEAMKa BOKAAHO-
-HHCTPYMEHTAAHA ACAQ, AAH je F OAPIKABAO KOHIIEPTE C jyrOCAOBEHCKHM IPOrPaMOM,
HApOYMTO y MEPHOAY KaAd je Ha leHOM deAy 6no Muxanao Bykaparosuh. Kpurnka
je TO3UTHBHO OljemHBaAa KoHIepre xopa ,Crankosuh’, IpH 4YeMy je MCTHIjaHA
nepdeKTHa CTHAM3AIIMja IporpaMa, OpHraHTHO TexHMIKo yMehe MHTepmpeTarTopa,
My3HKAAHOCT AMPUTEHTA U CIIOCOOHOCT AA CBOj XOP BOAM , AO Haj OTIACHUjUX TEXHIUKHX
npenpexa” (Zivkovi¢ 1937, 10). Muaojesuh 1 Bunryaan noce6Ho ucrudy saarate
AupurenTa Bykaparosuha sa ayrenruanoct nuntepnperaruje. Tpeba ucrahu aa je Taj
MaHHP H3Pa3 MOAEPHHCTHYKOT 3a0KpeTa y M3BOI)auKoj yMETHOCTH, KOjU Ce AOTOAHO
noyeTkoM 20. BeKa M TO KAO CHMIITOM PAacKHAd C POMAHTHYAPCKOM TPAAMIINjOM
unTeprnperanuje. OBae MoxkeMo ucTahu Te3y mpema Ko0joj Cy My3HUYKH KPUTHYAPU
¢ moyerka 20. Beka, a KacHHje U MelypaTHM ayTOpH, HETraTHBHO KapaKTepHCAAH
yUCIpasHe TexHuuke epexre u 6aepoBe” Mysuuxux usBohaua. OHu cy 6uam 'Ha
CTpaHH My3HKe, a He IIyKe BUPTYO3HOCTH.

OaMax a2 KaXXeMO Ad OBaj KOHIIEPT ,Crankosuha” upe Y HajAemIne KOHIEPTe Koje
cMo uyau y Beorpapay. Xop Huje Beanxy, aau ce oceha Beoma 036bumna cryauja. I
Byxaparosuh je cBecHO HITA0 3a YHMCTO MY3HKAAHEM edeKTHMA, HHje Ce TYOHo y
CHTHHIIAMA, HUTH je uckopumhaBao AMHAMHYKO AeTamucatbe maprurype... (Miloje-
vi¢ 1929b, 10).

(..)Xop Cranxosuh A20 je Xpabpo KOHIepaT ca IPOrpPaMOM HAIIMX MOAEPHHX
ayTopa. M1 cMO HCTaKAM jeAHOM C KaKBHM e TemKohaMa HMaAH GOPHUTH AYAH KOjH
Cy JKeAeAM Aa Ceé KpeHe HOBUM ITyTeBMMa M KPO3 KaKBe Cy KpU3e TaKBa APYIITBA
npoaasuaa. Mu cmo Beh ncrakam mo6eay, kao nobeay HOBOT Ha cTapuM. (...) A mpea
MEIIOBHTHM XOPOM, IIpeA HEroBOM HHTepIpeTanujoM AyOpoBadkor pekBHjeMa
Aa ce mokaoHuMo! 3acayra je orpomua aupurenta I. M. Bykaparosuha, opandasor
MysH4apa U AUPUTeHTa, KOjU XOPOM IIAMETHO U MYAPO YNpaBsa M TPaKH CaMO
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OCTBapeme 3aMUCAU ayTOpa, 6€3 HeOTpe6HUX aAl U HeyKycHHX edekara (Bingulac
1930b, 166-167).

Caepehu npuaor xoju he 6utu pasmarpas, y xojeM Bunryaar nprkasyje Xopcky
MY3HKY U BeHY HHTePIIpeTallujy, I0Ka3yje ayTopOoBy HaMepy Ad MPHKaXKe CBa XOPCKa
usBolera y jeAHOj Ce30HH, OAHOCHO AA HCIIPATH IJeAOKYIIaH 6eOrpasCKH My3HIKH
XKMBOT ,KOjU CBOjy XHBOCT Ayryje xopouma” (Bingulac 1929a, 213-220). Osaj
IPHAOT KAPAKTEPUCTHYAH je U II0 YBOAY KOjU ayTop 3amounibe caepehum peunma:

3amcTa, HICMO Ce IIPeBAPHAM Kapd CMO jOLI Y IIOYETKY OBe Ce30He IHCaAd Aa he
Ourn Oorara. VMcruHa, 0BO 06OraTCTBO HHje TOAMKO y CTBApaimsy, y jeAHOj peBHju
HAIIHX OPUTMHAAHUX PAAOBA, KOAUMKO Y UMCTOM H3BOlemy, y KOHIIepTUMA HAIINX K
rOCTOBambUMA CTPAHUX YMETHUKA. AAU YMEEHHUIIA je Ad Ce KOA HAC AAHAC MHOTO BHIIIe
MysuLupa, Hero ukaaa (Ibid., 213).

LlenTpasnu peo oBor mpuAora Burryaar; mocsehyje aHaAM3H CBHX XOPCKHX
Aorabaja Koju cy GHAM OAPYKAHH TOKOM Te My3HdKe Ce30He. Y IHUTAky Cy HACTYIIN
TPHUjy MHOCTpaHUX U jepHOr AoMaher xopckor ancambaa: ,MopaBcku ydauTesu’,
DBeukn aeyju xop, ,Pycko Mysuuxo apymrBo” u ,IIpBo 6eorpapcko meBauxo
ApymrBo”. Komenrtapumyhu apeaa koja cy Ha pemeproapy u o3HadaBajyhu nx
Kao ,HajayTeHTUMHH]y O30UAHY MY3HKy BeAMKHX yemkux Majcropa’ (Cwmerae,
Cyka, ABOpXaxa), ayTop MCTHYe HOCTOjaie OTPOMHOT MajcTOpCTBa M3Bohada u
HHCHCTHPA Ha TOMe Ad IIOKaJKe KOje je CBe IIpelpeKe 0Baj YelIKH aHCAMOA, Ha ey ca
CBOjUM AUPHTIEHTOM, MOPAo Aa mpeBasul)e. BHHryAar ncTide mpobaeMe PUTMUYKUX
KOMOHMHAIIMja, KOHTPACTHUX XapMOHMU]ja, AMHAMHIYKIX HHjAHCHPakba aAH U APaMCKe
AeKAaMalyje.

Ha 6asu mpeTXOAHO HAaBEAEHOI, aAM CaAd Y HETATUBHOM TOHY, 3aCHHMBA Ce U
Bunryages Auckypc o HacTyty ,Pyckor mysuuxor Apymrsa’. OBae ayTOp IOTIjpTaBa
jOII jeAHY BEAMKY OIACHOCT KOja Bpeba msBohade. Y muTamy je ,axpobaruja’. Iby
Bunryaan BuAH ka0 (IIOTpeIHo) rAaBHO CPeACTBO M3pasa yMETHHKA, KA0 HEIITO IITO
he ouaparu my6AnKy Koja KOA HAc, KAKO HABOAH, Te aKpoballije HeCBECHO IIPHMAa C
BEAMKHM OAyIleBmemeM. Ilpema DBunryary, To Huje ymerHoct, Beh BemrTuHa, a
IbeHH M3BOD)aur HUCY YMETHUIIH, HETO ,BeIuTary’. BpAo 4ecTo y cBOjUM KpHTHKaMa
DBunryaan ycraje mpoTHs mpeBare ,akpobaruje” Hap yMeTHoIhy, Te ce pame MOXe
FOBOPUTHU O HeTOBOM CTaBY IIpeMa IUTaky M3BODauKor BUPTyos3uTeTa. 3a mera je
BUPTYO3 OHAj KOjU HHje YMeTHHK, OHaj KOjeM je TeXHHMKA jeAUHO CPEACTBO U3pasa uy
4ujeM je u3BOhery edeKaT HajBULIN LK.

ITosHaro je Aa HajBehy MPOTHBHUK K AYTOP C U3PAXKEHHM KPUTHIKMM CTABOM
IpeMa OBOM aIlCeKTy My3HYKOr uaBohamrsa Muaoje Munojesuh Beh y cBojum
IOpBUM KpPUTHKaMa Ha cTpaHuniama Cpiickoi KruicesHol IAGCHUKA OMITPO KPUTHUKY]je
BUPTYO3uTeT. Pa3aor ToMe HaAasu ce y HeroBoj IPOCBETUTEACKOj YAO3H KOjy
je xacHHje mMao u DBuHryaam. Jom jepaH ayTop, Koju ce, cAmdHO BuHryary, a y
yMepeHujeM ToHy 0A MuaojesuheBor, mpoTusro 0Boj ojasy, 61o je Puxapa IIsapir.
IIuTame BUPTyO3UTETA Y HETOBHM TEKCTOBHMA 3ay3MMa jeAHO OA Haj3HAYajHMjHUX
MecTa, HOCeOHO Kaaa Cy y muTawy YaaHuu us Mehyparror 3syxa. Aaexcanpap Bacuh
YKa3a0 je Ha ayTOpOB HUjaHCHPAH CTaB IIpeMa BUPTYO3UTeTy: ,1aj opHOC Irpape Tpu
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eAeMEeHTA: HAYEAHO M AOCTA eHEePIHYHO OADAIMBakbe BUPTYO3UTETd H KOMIIO3UIHja
y 3HAKY TOT CBOjCTBA; GAArOCT M TOAEPAHIHMja y TUIICKH OApel)eHHM cAydajeBHMa U
IPUAMKAMA; Haj3aA, BHIIE ITyTa IIOHOBAEHO YKA3HBahe Ha II0XKeAHOCT BUPTYO3HUTETa
Y My3HYKHM AeAMMa, TIoA oppehennm ycaosuma” (Vasi¢ 2019a, 91). Bunryaues cras
HAAA3M Ce y CP>KH OBOT OAHOCA, Y TOACPAHIIUjH, AAU M KOHCTAaHTHOM YKA3MBaby Ha
OIIACHOCT OA TIpeTepaHor ,epexTa pasu epexra”. Kapa, Ha mpumep, koMeHTapuie
KOHIIePT , AOHCKHX KO3aKa', HCTHYE AQ U [IOPeA CBUX ,TPUKOBA” HHXOBO H3BOleme
HUje OAYIIEBUAO IMyOAMKY, MAKO je PauyyHATO HA MY3MUKH, AAM H HA BaHMY3HUYKH
edexar.

Ipukasyjyhu wusBobauke KapakTepucTHKe AOMAahMX IIeBaYKMX ApYIITaBa,
Dunryaan ucTude Aa OHa He Tpaxke ,BapmUBY crmosamHocT. To je HapounTo
H3pAXKEHO Y IpHKasy KoHIlepra IIpBOr 0eorpapckor meBaukor APYIITBA IIOA
BohctBoM pmpurenta Kocre Manojsosuha. Kao mpumep oBaxsor ayToposor
3aK;yIKa UTHpaheMOo CerMeHT HBeroBor IpHKasa:

Bpepan ymernuk, I. Manojaosuh, He Tpaxu edekar Imaarepa: 3a era je TAaBHO
Aa y caBecHOM paay aobe A0 jepme uncre Heymapalere aemore. HujepHa Tauka y
MPOrpaMy, HHjeAQH FecT y AMPUTroBamsy (Ka0 HU jeAHa HOTA y KOMITO3HIHjH) HHje 3aT0
Aa ce M3MOAH araays mmybOaunke. [Tomren ymeTHuUK, s'il en est! Aau Taj paa je HanopaH
U Texak. AKO My U HHje UCKmydeH ycrex (2 OHAQ 6M MOpaAM o¥ajaBaTH), OH My je
y 6yayhrocru. Koauko Hamopa 1 4BpcTe Bone Tpeba Aa Ce TIOBEAE JEAHO APYLITBO
THM TEIIKHM Iy TeBIMA, AOK OH Ce TAKO AAKO H AEIIO MOTAO MM, yCpeA ASyAH, YTPTHM
HyTeBUMA. 3aTO M jecTe AYXKHOCT KPHTHYAPa Ad TO HAPOYUTO HCTAKHE M IOXBAAH
(Bingulac 1929a, 219).

Y cBOjuM KpUTHKaMa XOPCKUX KOHIjepaTa BuHryaar ce ocsphe 1 Ha aHAAUTHYIKO
KOMeHTapHCarbe XOPCKHX IIPKBEHNX KOMITO3HUIHja AooMahux ayTopa. Y ToM KOHTeKCTY
Haj0OAH IpHMeEp IIPeACTaBda 1eroB mpukasd Xpucruhesor Oneid H3BeA€HOT
Ha AYXOBHOM KOHLIEPTy ,CHMIATHYHe akapeMcke Apyxkuxe O6manh” (Bingu-
lac 1927). Cmarpajyhu A2 je HacTaHak OBe KOMIIO3UIMje IPEKPETHUUKU AATYM
y HAIIOj IIpKBEHOj My3HIM, BuHryaar ucrude pAa AeAo, 3axBasyjyhu ,y3sumeHoj
HHCIIMpanuji” U AyOOKOj YHYTpAIIkOj BE3H C IMPABOCAABHOM MY3HKOM, CIAAd Y
jEAMIHCTBEHa Y CPIICKOj LIpKBeHOj AuTeparypu. OBakaB CTaB MOTBPAMAA je KaCHHje U
Crana Bypuh-Kaaju (1962).

Hakon moxBaAa U IHO3UIMOHHMpama OBOT A€AA Y UCTOPHMjU CPIICKE MY3HKe,
bunryaarn unraonuma mpyxa M My3UKOAOIIKM KOMEHTAp Ha AEAO, KOjH je IpOXeT
japKuM MOXBAAHMM H3pasuMa. BUHIyAal] y aHAAMTHYKH AMCKYPC YKAAIla eAeMeHTe
AUTEPapHOT H3Pa3a U AMYHe UMIIpecHje:

Fberosa xapMoHHMjcKa CTPYKTYpa, BEIITO, AAU HE TPETEPAHO UCIPENAETaHa, AETIO
YPaBHOTeXeHa, Adje OOraTcTBa M XUBOCTH IPHPOAHO] U UCKpeHO] Meaoanju. Heke
OA MaAMX HeBepOBATHOCTU OAAMIHO 3Byde. I Xpucruh croju Ha cpepnnu nsmehy
onmx (Mehy muma je 1 Mokpamary) KojiMa je HAEaA A2 KOPEKTHO IHITY — CMATPAAH
CY BasAAQ AQ CYy XapMOHCKA MPAaBUAA HY)XXHH, BEYHH 3aKOHU — U OHMX KOjU CBECHO
M M3a3MBAYKK [UIIY Gall Te MapaseAHe KBHHTE, 3d jeAaH cpadyHar edexar. AyTop
’Omneaa’ mulie BeoMa AAKO, ¥ IIPUPOAHO U jEAHOCTABHO, Kao Aa He oOpaha maxmwy Ha
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CBa Ta yXKUBAba U ANOTe IPOodecopa XapMOHHje... A KOAUKO TO [IPEACTaBAA 3HAbA,
BELITHHE U MAjCTOPCTBA: ITUCATH MPOCTO U npupopHo! To je yBek 6uo jeannu npeaa
ymenruka! (Bingulac 1927, 111).

CauyaH yTHCaK CTeKao je u npu cAymawmy MoxpamdeBe cruxupe Tebe
ogjejymnaiocja Ha ucroM koHuepty. ¥ Moxkpasmars je, xao u Xpuctuh, uMao camo
jeAHOCTaBHe, YHCTe aMOHIfHje A XAPMOHUBALIN]jOM 1 APYTHUM MY3HIKUM CPEACTBHUMA
MOABYYe LIPKBEHM TEeKCT, CBe y LMoY jeAHOCTAaBHOCTH M ImpupopHocTu. M Ha oBoM
MeCTY, a y CBPXY IITO OOmer pasyMeBama AeAd IIPH eTOBOM CAYIIamy, BHHIyAar
IIPUAA3H AEAY Ca TIO3UIIUje aHAAUTHYApa:

(..) Kapa My Meaopnja mpyxa moryhHocr passujama ca csuma artifice-uma
KOHTPAIIYHKTa, OH CBE yAa3e [IOBepaBa yBeK IPaTibM, He Memajyhu Tako MeAOAHjy.
YKparKo, eroBa COIPAHCKA ACOHHIA — aKO Ce OCTaBe Ha CTPAHY IIay3e — IPEACTABAA
YBEK CacBMM BEPHO M TaYHO HAPOAHO IIEBatbe; HOM Ce MOI'Y CAYXKHTU M CAyKe Ce
cryaenTs ipksene mysuxe (Ibid., 109).

HsBoheme oBux kopudeja cpIlcke IpKkBeHe MysHKe BHHIyAar; o3HayaBa Kao
opamuHo, ynyhyjyhu pupurenty Maraunhy Hexoanko npumep6u. AyTop cMaTpa
Aa mpu u3Bohewsy LpKBeHe My3HKe HHUje IIPeTepaHo BaXKHO IIO3HABATU CTUA HeHHX
ayTopa, KOAMKO je OHTHO M HeM3OoCTaBHO ymosHatu ce ¢ Oxitiouxom, Tpuogom,
Ientiiuxociviapom, ¢ ocaM IIPKBEHHUX TAACOBA, JeAHOM pedjy — C IPaBUAMMA. 3a TO Huje
noTpebaH TaaeHat, Beh MApAUBO OAAKEHbE Y IPKBY, CAYIIAEbe [10jalla 32 IIeBHUIIOM
Ha Beuepmoj U jyTapwkoj cAyx6u. Mebyrum, ,0e3 063upa Ha Heke HEAOBOSHO
HCTaKHYyTe aKIjeHTe, Ha HeIITO IpeOp3 TeMIIO U Ha HeKO CyBHILe YMETHO U HATEeTHYTO
CXBaTamwe, XOP jé OAAMYHO 3By4a0 MOA PyKOM usBpcHor r. Maraunha” (Ibid., 110).
DBunryaar je y oHOM BpeMeHy OHO jeAaH OA PeTKHX IO3BaHHX KPHUTHYApa KOjH Cy
IIyHOM MePOM OATOBOPHOCTU MOTAH M IMAAM OCHOBA AQ HCKAXY CBOj CYA O H3BOhey
IIpKBEHe MY3HKe.

Bpao je uHTepecanTHa u BuHryaueBa aHaausa xopcke kommosunuje emiupu
gyxoena ciiuxa Mapxka Tajuesuha. AyTop HaBOAM A2 KOMIIO3UTOPOBA CIIEI[HjaAHOCT
AXH y MOHYMEHTAAHOCTH KOHI[eIIjUje, Y TEXHBH Ad CIajalbeM ABAjy HAM
BHIIe CTHXOBA U3 IICAAAMA M3TPAAM jEAHOCTaBHY AAM ,BEANYAHCTBEHY 3TPaAy .
Tajuesuh, npema BunryateBom Munversy, He TeXH MPasHOj eGeKTUBHOCTH, HUTH
KOMIIA€KCHOCTH My3HYKOT TeKCTa. AHAAMTHYKM KOMEHTAp CACBHM je CBEAEH: Y
YIOTpebu Cy OCHOBHM aKOPAH, C MOAAAHHM A€CTBUI]AMA IPETOPUjaHCKOT IeBakba;
HOBA TEXHHKA, jep KOMIIO3HTOp 3axTeBa IyHONy Xopckor caora um To Aobumja
»AYTIAMPaeM TAAQCOBA, MAPAACAHUM U jeAHOCTABHMM MEAOAMjCKMM AMHHjaMa Ha
ocHoBHuM akoppnma” (Bingulac 1930a, 220). Illupu aHaAMTHYKM YBHA Y OBO
AeAO Aao je y HoBuje BpeMe Aejan Aecmuh, rosopehn, cymporso op Bumryara, o
edeKTHIM U Pa3HOBPCHUM eIM30AAMA KOje uiHe 0BO AeAo. Aecriih o ToMe mume:
yHe Mame je edpexTHO, yaK y30YASHBO, HMHUTAILIMOHO HACAOjaBaibe, OMET CBE AO
OCMOTAAQCHUX aKOPACKHX OAOKOBa 1 y pacroHy oA pp Ao ff'y emusopu ,Caasa Tebje
Tocroan, aAnayja”; MAM, HA CACBUM APYTU HAUUH M Y KpajibeM KOHTPACTY, HEXKHA
MoaGeHa ermsopa (6Aaro pyckor mpusByKa) caMo y JKEHCKOM AEAy XOpa Ha pedn
Aa ucrioamarcja ycra Moja xBaaeHuja’. Aase: ,CBe TO 3ajeAHO FOBOPH O TEXIH — U
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ycnexy! — KOMIIO3UTOPa Aa OCTBapH CBOjeBPCHO KOHIIEPTAHTHO XOPCKO AEAO KOje ca
HajOOAUM AOCTHTHYhHMMa BEAMKHX PYCKHX MajCTOPA TOT XKAHPa CTOjU PABHOIIPABHO,
na ux MmoxAa 1 Haasucyje” (Despi¢ 2000, 49).

Oa CBETOBHMX XOPCKMX KOMIIO3MIIHja y BHHIyAueBOj KpUTHIM 3acTyILbeHe CY,
AAM y KpaTKUM LipTama, nojeanHe Mokpamuese pykosetu (Ileitia, Cegma u Aeceitia),
saruM komnosunmja Xajka xpsarckor ayropa Kpcra Opaxa (1888-1965), xojy je
DuHryaan okapakTeprcao Kao AeAO ,CjajHe XOpCKe TeXHHKe M CHAXHOT u3pasa’ H,
wTo je u3HeHahyjyhe, ka0 Haj3HaYajHUjy KOMIIO3ULIUjy HAIlle My3HYKe AUTEPATYPE.
OBae ce MOXe, y HajIHCTHjeM BUAY, IPeIIO3HATH BUHIyAYeBa MIMITpecHja IIPU CyCpeTy
€ KOMIIO3HIIMjoM. BHHIyAUeB yTHCaK 060jeH je MOXBaAaMa Ha pauyH H3BOheHUX AeAd
¥ IPHXOBUX ayTOpa. AyTOp UCTHYE AQ CY OBH XOPCKH KOHLIePTH (M3BEACHN Y pasMaKy
0A Mecel} AaHa) IIPEACTaBAAAU 32 Beorpas oTkpoBerbe, a 3a My3HYape CBEYaH AAH.
Y caepehem mpumepy yodaBa ce ayTopoBa MMIIPeCHja O A€AY, a 3aTHM U O CaMoj
MHTepIIpeTalujH.

(...) Aa 6u mocTurao csojy Hamepy, OAQK OIepuILe ITyHUM, IOTIIYHUM 3BYKOBUMA AO
npecuhenocru. A y KoHennuju je Xajka CHaKHOT, AyAOT, IOMaMHOT 3aMaxa OA IIPBOT
AO TOCAeAmber ypAnKa: YAyAy! OAAMYHO je AaHA MMIIpecHja GecoMydHe, OropdyeHe
TpKe, BHIIe y MONHOM HaAeTy Hero Ljprarsy (OCHM Ha HeKHM MECTHMA, KaAd [IAAQ 3BEp
M KaAQ Ce yje meH jayk). AeAO Adje UMIIPECH)y jeAHe CHa’KHE 3TPaAe, MOHYMEHTAAHO
KOHIJMIIMPaHe, MACUBHO H3rpal)eHe, rae je rAaBHA AMHHja BaOXKHA, a C BPeMeHa Ha
BpeMe U I10 KOju cTy6, cHaxkHo usBajad (Bingulac 1930a, 219).

Komnrnepr Ha xojem cy usBolena oBa peaa bunryaary je mporaacuo 3a oTKpoBeme
y 6e0orpapCKoM My3HYKOM SKHMBOTY, IITO MOXe OHTH OOjalIbeHO THME Ad je ayTop
H3y3eTHO 1]eHHO Kapa ce Ha 6eorpaackoj MysHdkoj creHu Hal)y HOBa, caBpeMmeHa
AeAa, HapOYHMTO aKO HMX M3BOAE OAAMYHH H3BONAYM, KAKBUM Cy OKAPAKTEPHCAHH
IeBAYM U AMPUTEHTH 3arpebaukux meBaukux Apyurrasa Aucuncku u Koso. EBo jepne
bunryauese umnpecuje o BHUXOBUM MHTEpPIIpeTaljaMa:

I Muaan Caxc, AMpHUTeHT AUcUHCK02, MUPHUX je TIOKpeTa, 4aK XAAAQH, aAH 3aTI0BEAA
U BAaA2 XOPOM IIOTIIYHO, Cyrepupa My CBOje Hajaybme u HajraHaHuje ocehaje... I
ITamanAOITYAO, TAAEHTOBAH je MAAA AMPHIEHT. BraeAo ce Mo cMeAuM KOHIeNIiHjama
A4 je MAAA — He HEBEIIT, Hero CAab, PHBHUKH, AQ HAMETHE BOAY OHOM OTPOMHOM XOPY.
Bume je uzBoauo al fresco... (Ibid., 222).

INpeacraBuhemo u BuHryadeBe cTaBoBe M HMIpecHje IIOBOAOM IOCTOBamba
CTpaHHMX XOPCKMX yMeTHuKa y Melyparnoj mpectornuu. 3a 1o he mocayxuru
aHaAM3a KPHTHKA Koje je BHHIyAar, Hammcao IOBOAOM HACTYIIa ABajy XOpOBa —
vemkor aHcambaa ,MopaBcku yunTesu” ' 1 pycKor ApymITsa , AOHCKY Ko3ary’ >

11 Xop je ocropan 1912. ropune. O ucropujary supern y: Gaji¢ 1996, 74.
12 Ceprej XKapos (Cepreit Arexceesna JKapoB), AMPUreHT OBOT XOpa, IPHAMKOM 60paBKa y paTHOM
TYPCKOM AOTOpY IHAMHIHP OCHOBAO je XOP OA HajOOMSUX ITyKOBCKUX IIeBava, PAAU OTPeba IPA3HIIHOT
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Bunryaais je, kao u Muaojesuh, 6110 IPUBPKEHNK CAOBEHCKE, HAPOUMTO JeIlKe
My3HUKe KyAType. Y BpXyHCKa IIeBadKa APYIITBa 000juIja ayTopa ybpajasr cy uernke
xopose, ynyhyjyhu um xBasocnese u mosusajyhu Hama meBauka ApymTBa Aa caepe
BUXOB HauMH MHTepIpeTanyje. bunryaan y cBojoj xpuTui HacTyma OBOT XOpa,
npe cBera, uctuye kBaauTeT kommosunuja (Cmerana, Cyk, ABopxak) Koje cy Ha
IpOrpaMy YelKOT APYIITBa:

(...) mako je oBa BpcTa Mysuke (XOpcKa, IpUM. ayT.) BEOMa MOIYAAPHA KOA HAC
jEeAHHa KOja pacroAaxe 6OraToM M OAAMYHOM AMTEPATYPOM, UIaK cAymajyhu peaa,
Koja cy usBean Mopascku yuuiliest, MA BUAMMO A2 Ty MOXeMO jOII MHOIO TOTa
Hayunru. Ha nporpamy camo 036usHa, HajayTeHTHYHH]A 0301AHA My3HKa, BEAUKHX
wemkux Majcropa op Cumerane (cBe mounme op Cumerane!) Ao HajMoaepuujux... (Bin-
gulac 1929a, 215).

Ha oBoM MecTy CBPCHCXOAHO je HaBeCTH U CTaB jOII jeAHOT 3HaYajHOT KPUTHYAPa,
Muxauaa Bykaparosuha, koju y Bpeme xapa u Bunryaar, y vaconucy Mysuka, nuie
0 demkoj xopckoj mysuny. Kako ucrmde Bumanma Mwuaanosuh, ,Bykaparosuh
YeIIKy XOPCKY My3UKY U HheHe HHTepIIPeTaTope 03HaYaBa Kao BPXYHCKe BPEAHOCTH
¥ IpEMepe Koje Mo HberoBoM Ay6okom ysepewy Tpeba caeauru” (Milanovi¢ 2010,
150).

DuHryAsyeB KPUTHYKH U IIOAEMHYKH TOH 0Ome pelpe3eHTyje Heros IpUKa3
KOHIlepTa pyckux kosaka. Haume, mpsu HacTym oBor xopa y Beorpaay 6uo je 20.
jaryapa 1929. ropuse, a HAKOH TOra y 6€0rpaACKoj mTaMIH 06jaBAoeHO je HEKOAMKO
KPUTHYKHX IIPHKA3a U3 TePa yIAEAHHMX ayTopa momyT Muaoja Muaojesnha (Mi-
lojevi¢ 1929a), Buxropa Hopaka (Novak 1929) u Ilerpa Bunryana (Bingulac
1929a). OHu Cy ce cAaTaAM y MUIISERSY AQ XOP IIOCeAYje N3BPCHE IeBade U TEXHUUKY
CIIPEMHOCT, AAH Cy HETOAOBAAM KaAd je Y ITHTakby H300p pemepToapa.

ITporpam je 610 cacTaBAEH U3 ABAjy A€AOBA, JEAHOT AyXOBHOT M APYTOT CBETOBHOT,
a bunryaan ncruye Aa Cy ce MOTAe Yy TH CBeTa ,jeAHA HAM ABE HHTEPEeCaHTHE IJPKBeHe
kommosunuje’. Apyru peo mporpama Takolje je A00MO HeraTMBHU Cyp ayTopa.
3a BuHryama je To caMo ,COA0” IeBake Koje IMPAaTH XOp BepaH Tpaxewy edeKra,
KOjH, KAKO CMO BUAGAM Y IIPETXOAHO aHAAM3HUPAHHMM IIPUAO3MMA, 3a BuHryara uma
HeraTuBHy KoHoranujy. VHrepecanTHa je u joir jeaHa mojaBa. Ha Muaojesuha u
HoBaka moceban cy yTHCaK OCTaBHAM AMHAMHYKM e(eKTH, Ha KOjUMAa AUPHIEHT
JKapos napounTo nncuctupa. [Toce6Ho mpuBAauHu 6GUAK CY UM epeKaT ,I10jadaBarmba
TOHa (KpemmeHAO) AO BUCOKOT CTeIleHa i OHAA IIPEAA3AK y M3HEHAAHO cacBuM Tuxo (pi-
ano) nesame (Milojevi¢ 1929a), kao u konrpactu y AuHamur. Mebytum, Bunryaan
He AeAn oBakaB cTaB. OH roBOpH O ,IIpeTepaHoj AUHAMHUIIK , ,0pyjamy xopa” H O
TOMe AQ 0OBa AMHAMHYKA HUjaHCHUPAa TPeba Ad CAy>Ke HeueM BUIIIEeM, ,y3BUIIEHOM
(Bingulac 1929a, 218). 3ajeannuko 3a cBe mpukase jecre nopeheme oBor xopa ¢
aHcaMbA0M ,MOpaBCKHY yunTesH KOjH je y HAIOj CPEAUHH UITAK CMAaTPaH BPXyHIleM

6orocayxema Ha Ceror Hukoay, 19. seriem6pa 1920. ropnse. Bume o ncropujary Bupern y: Golubovi¢
2020.
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xopcke ymerHocrH. To ce yoyaBa u y Bunryauesum peunma: ,Koauxo yosek 3axxasu
U HajMamy pe3epBy KOjy OH MMao ImpeMa CTPOroj yMeTHOCTH ‘MOpPaBCKUX yUUTema,
KaAa ce T10jaBe HekH peTepany 6pannony Aoxckux kosaxa” (Ibid., 219).

3AKASYIAK

Kao mTo ce MOXe yOUHTH, XOPCKA My3HKA 1 BeHO H3BOheme OMAM Cy IpeAMeT
bunryaueBux kpuTHKa y BHIle HaBpaTa H, IITO je 3HAYajHHje, CATAGAABAHU Cy U3
pasanduTHX yraosa. KoMeHTapucanu cy mosuiuja Haime XOopcke Mysuke, Aomaha
XOpCKa IPOAYKIIHja, TOCTOBAMA CTPAHMX YMETHHKA M XOPCKO M3BODauITBO, a CBe
C LjupeM HpHOAIKABAKA XOPCKe My3HKe ITyOAMIIM KOja je Ha KOHIlepTHMa 6HAa
peaaTuBHO 6pojHa. OBM HAIMCH OTKPUBAjy HAM ITMCIA IMPOKUX CXBATakha, jACHUX
U YBPCTHX CTABOBA 1 BPEAHOBaKa, ayTOPa KOjU YXKUBA Y YMETHOCTH, 2 UCTOBPEMEHO
OyAHO IIpaTH ApYIITBEHe TOKOBe, Te HAa HHX CBOjUM IIEPOM OWITPO pearyje. Y
CBOjUM KpHTHKaMa, BuHryaar je ayTop Koju HeNpeKMAHO TeXHM KOMYHMKALIUjU
usMelyy Mysuxe, aeaa, porabhaja i my6AKKe, IITO Ce jaCHO yodaBa M Y HAITHCHMA KOjU
Cy aHAAMBHPAHHU Y 0BOM paay. OH IIpH TOMe TeXH U eCTeTCKOM IpocyhuBamy Aeaa,
HCKasyjyhu cBOj AMYHH, AAM M QHAAUTUYKHU yTeMeseH KPUTHIAPCKH CTaB.
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Cpiicka mysuxoipaduja melypaiinoi goba y oiregary xopityca mysuuke iiepuoguxe. AOKTOpPCKa AHCep-
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Maitiuye cpiicke 3a cyercke ymemirocitiuy u mysuxy 61: 87-103.
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Duri¢-Klajn, Stana. 1981. ,Muzitka esejistika i publicistika u Srba”, U Akordi proslosti, 189-209.
Beograd: Prosveta.
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Dina Vojvobpi¢ NikoLi¢

PETAR BINGULAC'S MUSIC CRITICISM IN MISAO MAGAZINE:
EvAaLUATIONS OF SERBIAN CHORAL MUSIC AND ITS PERFORMERS

(SuMMARY)

In the period between the two world wars, the cultural life of the Yugoslav capital
city of Belgrade was striving towards modernisation. This aspirational drive was re-
flected in the founding of a number of art magazines and the development of music
criticism within them. One such magazine was Misao [ Thought], initially published
as a literary-political and soon as a literary-social magazine. Music criticism was the
most cherished type of writings on music in the magazine, which also published
notes about music, reviews of opera and ballet performances, and the like. The ed-
itors of the magazine wanted to distance themselves from amateur writings about
music, which is noticeable in the section Muzicki pregled [Musical Overview]. The
authors did not refrain from using professional terminology.

One of the committed, professional collaborators of the magazine was the music
critic and essayist Petar Bingulac, who wrote seventy-four reviews for the magazine
that were published in twenty-four articles in the period 1927-1931. The position
of Serbian choral music, domestic choral production, guest appearances by foreign
artists and choral performances were often commented on, all with the aim of bring-
ing this music closer to the audience, which attended the concerts in relatively large
numbers. These writings reveal to us a writer with broad understanding, clear and
firm attitudes and values, an author who enjoyed art and at the same time vigilantly
followed social trends, reacting to them sharply with his pen. In his reviews Bingulac
was constantly aiming for dialogues between music, works, events and the audience,
which is clearly visible in the writings analysed in this paper.



HAYYHA KPUTHKA
N IIOAEMUKA /
SCIETIFIC REVIEWS
AND POLEMICS






78 RPM AT HOME: LOCAL PERSPECTIVES ON
THE EARLY RECORDING INDUSTRY,
INTERNATIONAL SYMPOSIUM, ACADEMY OF MUSIC,
ZAGREB AND ONLINE, 8—11 MARCH 2023*

Coming in the last year of the project “The record industry in Croatia from 1927 to
the end of the 1950s”, undertaken by the Institute of Ethnology and Folklore Re-
search and Academy of Music in Zagreb, Croatia,' the conference 78 rpm at home:
Local perspectives on the early recording industry brought together (onsite and online)
researchers from various disciplines. This was the opportunity to contextualise proj-
ect research in a broader geographical and thematic perspective and connect re-
searchers dealing with this growing field.

Over the last several years, the research on the discography and recording in-
dustry has intensified. What once started as an almost niche interest within popular
music studies, given popular music’s organic relation to recordings and studio pro-
duction as well as an interest in cultural practices of reception of recorded music,
slowly gained traction in musicology. In ethnomusicology, the trajectory was some-
what different, since the discipline already relied on fieldwork recordings, but com-
mercial recordings and discography have fairly recently become legitimate scientific
sources. After the initial interest in the first inventors, histories and catalogues of
big record companies and famous composers and performers, the contemporary,
interdisciplinary focus moved to narratives and histories of labels, collectors, private
archives, retailers and intermediaries, in between imperialism, global capitalism and
local realities.?

* The author’s conference attendance and the subsequent writing of this review were supported

by the Science Fund of the Republic of Serbia, Grant no. 7750287, project Applied Musicology and
Ethnomusicology in Serbia: Making a Difference in Contemporary Society — APPMES. The project’s
work package 2 “Safeguarding of Music as Cultural Heritage: Aspects of Institutionalisation and
Technologisation” has already produced several results, including contributions to the study of
discography (see the Main theme of the journal Muzikologija-Musicology No. 32 “Discography as a
Scientific ~ Source”,  https://muzikologija-musicology.com/index.php/MM/issue/view/no-32,
accessed 1 June 2023). As regards the Zagreb conference, presentations were given by Danka Laji¢
Mihajlovi¢, the coordinator of this work package, as well as two project associates, Bojana Radovanovi¢
and Natasa Marjanovi¢.

1 For more information, see the project website https://www.iefhr/en/research/projects/the-
record-industry-in-croatia-from-1927-to-the-end-of-the-1950s/ (accessed 25 April 2023).

2 See, for example, a recent collection of papers edited by Roy and Moreda Rodriguez: Elodie


https://muzikologija-musicology.com/index.php/MM/issue/view/no-32
https://www.ief.hr/en/research/projects/the-record-industry-in-croatia-from-1927-to-the-end-of-the-1950s/
https://www.ief.hr/en/research/projects/the-record-industry-in-croatia-from-1927-to-the-end-of-the-1950s/
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Similarly, the present conference was an astute overview of research in the field,
covering several contemporary issues. Emphasis was put on commercial recordings,
local labels and their relations with global corporations, as well as the overall im-
portance of commercial discography. It was a well thought-through decision made
by the conference organisers and the keynote lecturer, eminent musicologist and
recorded music scholar Mark Katz, to offer an opening lecture, deftly titled Seven
or eight ways of thinking about the 78-rpm record, that covered several coordinates
among which the research on early recordings and discography is currently taking
place. That lecture effectively set the tone and foreshadowed the topics presented
throughout the conference.® In this review, the main conference topics (not neces-
sarily in the order that they were presented) will be grouped according to several
underlying themes: transnational aspects of discography in the form of dynamics
between former empires and colonies, as well as homelands and diasporas; various
actors (beyond composers and performers) and their roles in the recording busi-
ness; artistic and technological specificities of recorded performances; recorded
repertoires and implications of their selection and preservation; official and private
archives, as well as the collaboration between scholars working in the academia and
independent researchers or collectors.

The imperial undercurrents of the recording industry were explored in several
papers. The first panel, detailing the cases of Brazil, Goa (India), Mozambique and
Portugal, was presented by Pedro Aragao, Susana Sardo, Nalini Elvino de Sousa, and
Cristiano Tsope. Here, the role of commercial recordings in colonising processes
and the sound expansion of the empire was explored through particular narratives of
former colonial power and the emancipation of its colonies. In addition to examples
of recorded music under colonial rule in New Zealand, Papua New Guinea and Ma-
laysia (papers by Tan Sooi Beng, Samantha Owens, Don Niles and Bruni Tenakanai
respectively), the research addressing these particular issues explored contemporary
decolonising approaches.

Transnational aspects of discography were also considered in papers that dealt
with homeland recordings in immigrant communities of the diasporas. Rebeka
Kunej has taken into account Slovenian communities in the United States, Marcia
Ostashewski explored private collections of Ukranian communities in Canada, and
Dora Dunatov investigated the South Slavic music in the US diaspora through the

Roy and Eva Moreda Rodriguez (eds.), Phonographic Encounters: Mapping the Transnational Cultures
of Sound 1890-1945 (Abingdon and New York: Routledge, 2022). This book was reviewed in
Musicology No. 33: Marija Maglov, “Elodie A. Roy and Eva Moreda Rodriguez (Eds.), Phonographic
Encounters: Mapping Transnational Cultures of Sound, 1890-1945: Abingdon and New York: Routledge,
2022”, Muzikologija/Musicology 33 (2022): 261-64. https://muzikologija-musicology.com/index.
php/MM/article/view/68.

3 The full programme and abstracts can be found on the conference webpage https://www.iefhr/
en/research/projects/project-diskograf/symposium-78rpm-at-home/ (accessed 25 April 2023).
Recorded presentations are available on the project’s YouTube channel: https://www.youtube.com/
channel/UCbB7kSWyiAf3XtFqhfs6KNw (accessed 1 May 2023).


https://muzikologija-musicology.com/index.php/MM/article/view/68
https://muzikologija-musicology.com/index.php/MM/article/view/68
https://www.ief.hr/en/research/projects/project-diskograf/symposium-78rpm-at-home/
https://www.ief.hr/en/research/projects/project-diskograf/symposium-78rpm-at-home/
https://www.youtube.com/channel/UCbB7k5WyiAf3XtFqhfs6KNw
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171

78 RPM AT HOME: LOCAL PERSPECTIVES ON THE EARLY RECORDING INDUSTRY
INTERNATIONAL SYMPOSIUM

activities of the record seller John Filcich, noting the important fact that the indus-
try, often discussed as an abstract entity, was actually embodied by human protago-
nists and their stories.

The papers on commercial recordings and middlemen involved in their distri-
bution showed the complexities of the music recording business. The analysis of
activities of middlemen, retailers and early companies, particularly with a focus on
the Balkans and/or Central Europe was also brought in contributions by Martin
Mejzr, Michal Studni¢ny and Filip Sir (on mapping the activities by record retail-
ers predominantly in the Czech lands), Risto Pekka Pennanen (company agents
and middlemen in Bosnia and Herzegovina), Franz Lechleitner (labels in the early
acoustic era in Europe), Ferenc Jénos Szabé (on recordings in former Austro-Hun-
garian territories) and Veljko Lipovi¢ak and Ivan Mirnik (on Mavro Drucker, the
first Croatian publisher of gramophone records). Outside of the European context,
Tara Browner explored early cylinders and discs in the United States and instigated
an interesting discussion on class markers interwoven with different labels, technol-
ogies and repertoires.

Performers and performances in recording sessions were discussed in various
ways within several papers. Inja Stanovi¢ presented her experimental, practice-based
research of early recording practices, by reconstructing the performing and record-
ing practice of a horn player Charles Heylbroeck preserved on discs released by
Chantal record label. Stanovi¢’s contribution was valuable for its delving into tech-
nological peculiarities (and sound consequences) of mechanical recordings. Damir
Imamovi¢ analysed the reception of early recorded Bosnian music and its style,
and the far-reaching consequences of their suppression for the formation of ideas
of traditional music. Jelena Jokovi¢ analysed recordings of selected folk songs. The
acclaimed singer Mijat Mijatovi¢’s numerous recordings were discussed in two pa-
pers: David D. Pokrajac and Sasa Spasojevi¢ delved into Mijatovi¢’s gramophone
recordings broadcast on Radio Belgrade, while Danka Laji¢ Mihajlovi¢ and Bojana
Radovanovi¢ discussed various remediations of the song cycle Mijatovke (dedicated
to Mijatovi¢) bringing forward this particular theoretical problem.

The influence of record companies on recognising and popularising certain mu-
sic styles was shown by Josko Caleta using the example of the Yugoslav record house
Jugoton and Dalmatian songs which served as a forerunner of klapa singing specific
for this region. Jelka Vukobratovi¢ presented an interesting discussion on how trans-
lations of international pop music lyrics highlighted mediations between emerging
global culture and its local, socio-politically contextualised variations, as exemplified
in Jugoton recordings. Caleta’s, Vukobratovi¢’s and Dunatov’s previously mentioned
papers were based on the results of the organiser’s project on Croatian discography.
Edison Bell Penkala recordings were the topic of Macedonian researcher Trayce Ar-
ssow. A particular type of repertoire was presented in Natasa Marjanovic’s research
on Edison Bell Penkala’s edition Tradition of Serbian Orthodox Church Chant. Mar-
janovi¢’s research revealed a variety of this commercial label’s perhaps unexpect-
ed output, as well as fruitful results coming from the exchange of knowledge over
national and regional borders when such a transnational topic as discography is in
question.
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In most of the presentations mentioned, however, the recorded content in ques-
tion was either traditional or popular music. The title of Ivana Vesi¢’s paper promised
the focus on film schlagers and popular music and dances. Rebeka Kunej, within
the panel on Slovenian discography, brought forward the rarely addressed usage
of commercial recordings in ethnochoreology research. A separate panel by Will
Prentice, Patrick Feaster and Xiaoshi Wei on the early spoken-word recordings was
a welcomed addition to predominately music-oriented talks, reminding us of the
usefulness of recordings in research of broader cultural issues of Europe, the United
States and China. Focus on broader cultural and political issues was also carried out
in Wictor Johansson’s take on recordings by the Swedish Communist Youth League
and label Avanti.

Official archives and collections, such as Toffalori and Benedetti collections at
the Department of Cultural Heritage of the University of Bologna presented by Filo-
mena Latorre, Angelo Pompilio and Madalena Roversi, the International Library of
African Music at Rhodes University in Grahamstown, presented by Lee Watkins, or
the Digital Collection of Gramophone Records at the Institute of Ethnomusicology
of the Slovenian Academy of Sciences and Arts (ZRC SAZU), problematised in a
panel by Slovenian researchers (Drago Kunej, Mojca Kovati¢, Ursa Sivic and Rebe-
ka Kunej), served as a reminder of the importance of archival work and collections
of recordings for the further research. These also pointed to an exclusion at the very
core of the archives’ institutional mechanisms that was sometimes the reason why
commercial recordings were not taken seriously or regarded as worthy enough to be
preserved and considered the objects of scholarly work. But, as Drago Kunej em-
phasised, commercial recordings are “sounding examples” of the commercialisation
of traditional music and, as such, a valuable research source. Separately, important
questions on approaches to commercial recordings in ethnomusicology were raised
by Gerda Lechleitner.

Even more so than public archives, the private archives and collections served
almost as a sine qua non of every serious research on early recordings. A particularly
poignant acknowledgment came in the shape of numerous papers dedicated to the
late Milan Milovanovi¢, who was a record collector and expert collaborator of the
National Library of Serbia. This is why the organisers’ inclusion of several prominent
record collectors’ research papers was notable and welcomed. The presentation by
Nikola Zeki¢ on perceptions of a visually impaired collector, served not only as a
testimony of a unique experience of “collecting blindly”, as the author put it, but also
as a reminder of the fact that dealing with recordings includes aspects of their mate-
riality and sensorial giveaways. Particular touch or smell of certain label’s recordings,
as well as distinctive noises that lace the actual recorded music, are inextricable parts
of research on recordings and cannot be put aside in favour of the content alone.

The importance of collaborative research between collectors (independent re-
searchers) and researchers from academia was illustrated by Zeki¢ engaging in al-
most every discussion following the presentation, sharing his vast knowledge or
interesting data with other researchers. Collectors” and scholars’ synergy was un-
derlined with the inclusion of presentations by Lipov$¢ak and Mirnik, independent
researchers who also helped with the hosts’ research project, and Pokrajac and Spa-
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sojevi¢, who, on the other hand, are valuable consultants on the project APPMES
conducted by the Institute of Musicology SASA. Finally, collecting as specific cul-
tural activity was a separate topic in Matija Jerkovi¢’s talk.

Overall, it could be said that in addition to presenting the important, pioneering
results of research on Croatian music discography, also relevant to other countries
in the region, the conference organisers succeeded in making this conference a good
networking spot for researchers around the world. In the meeting over several days,
the overlapping interests, topics and questions certainly planted seeds of ideas for
further projects to come in the explorations of commercial recordings.

Marija Maglov






RETHINKING PROKOFIEV

EDITORS: RITA MCALLISTER AND CHRISTINA GUILLAUMIER

Oxford and New York: Oxford University Press, 2020.
ISBN 978-0-19-067076-4 (hbk.);
ISBN 978-0-19-067077 (pbk.),

Mebly cxopujum uspamuma mocsehennm crapasamTBy Cepreja ITpokodjepa
(Cepreit Cepreesua Ilpoxopnes, 1891-1953) Harasum ce u 300pHUK papoBa
Rethinking Prokofiev, ypeatuua Pure Mekaauctep (Rita McAllister) u Kpucrume
Twjomuje (Christina Guillaumier), xoje ce y6pajajy meby Bopehe crpyumake y
HHTepIIpeTaliji OCTBapema OBOr Kaacuka 20. Beka. Borato ompemmeno uspame
cappxu ,IIpearosop” Cajmona Mopucona (Simon Morrison), Takohe jeaHor oa
He3a00MAA3HUX CTPydmaka kKapa ped o IIpokodjeBy, a moTom Hekoauko Kpahmx
TexcToBa mocBeheHNX M3AAmy M ayTopuMa, Kao u Kpahe yBopme cryaumje, ,Why
Rethink Prokofiev®, xojy motmucyjy obe ypeauune u ,,A Note on Archival Sources”,
amju je ayTop Mekaancreposa. CAeAU HU3 OA ABAAECET H ABE CTYAHE, [IOAEHEH Y IIECT
noraasna (,Prokofiev and Russian Models”, ,Prokofiev and His Contemporaries’,
»Music and Text: Prokofiev’s Relationship with His Literary Sources”, ,Drama and
Gesture”, ,Identity and Structure” u , The Reception and Afterlife of the Music”).
Ha xpajy cy Ilojmouux u Muaexc. Byayhu pa sxusot u peao Cepreja Ilpoxkodjesa
IPEACTAB5SAjy AO CAAA M3 PASAYUTHX yTAOBA 00pal)BaHy TeMy, MFHTPHTAHTHA je HajaBa
y caMOM HacAOBY 300pHMKa, KOja obehaBa MHOIITBO AO CaAd TOTOBO HEIO3HATHX
AeTada y Be3W C KOMIIO3UTOPOBOM OHOrpadmjoM, OAHOCHMA Ca CapaAHHIIMA,
HHErOBUM CBETOHA30PHMA YHYTAp APYIITBEHO-UCTOPUjCKHUX OKOAHOCTH, KA0 H
OpOjHHM APYTMM acIIeKaTHMa KOjU Cy IIOCPEAHO HAHM HEIOCPEAHO YTHIIAAU Ha
HacTaHak I[TpokodjeBreBHxX OcTBapemha. YIIOPeAO C KPATKUM IPEACTABASABEM PAAOBA
HasHaunheMo KOAMKO je TO IIOCTHTHYTO.

PapoBu y 360pHHKY pe3yATaTH Cy OPUIMHAAHUX M TeMEAHHX APXUBCKHX,
AHAAUTHYKHX, OAHOCHO M3BOI)auKo-MHTEPIPETATHBHIX UCTPAKHUBAKHA OIyCa OBOT
KOMITO3UTOPA. Y IIPBOM IIOTAABAY HaAd3e Ce TPH CTyAHje Y KOjUMa Ce CarAepaBajy
ysopu IlpokodjeBa, kao u perennuja merosux aAeaa y Cosjerckom Casesy.
Ocaamajyhu ce Ha KOMIO3HTOpOBe AHeBHMuKe Geaemke, Mapuna Paky (Marina
Raku) 6aBuaa ce ¢popmmpamem mnoeruxe IIpokodjesa (,Prokofiev and Russian
Tradition”). Ocephyhu ce Ha yKymHYy yMeTHHYKY M KyATYPHY KAMMY y KOjoj ce
IIpoxodjeB popmupao, oHa H3ABAja y30pe Koje je OBaj KOMIIO3UTOP IPOHAAAZUO
TIOAjEAHAKO Y PYCKOj U €BPOIICKO] YMETHHYKO]j MY3HIfH, AAH HE U Y PYCKOM (OAKAODY.
Melytum, pycku GOAKAOp My IIOCTaje MHCIHpAIHja TeK TOKoM bopaska y ITapusy
u mpuankoM cycpeta ca Ceprejom Ajarnsesum (Cepreit IlaBaosud Asrnaes) u
Uropowm Crpasunckum (Urops ®époposua Crpasunckuit). [Tosparkomy Cosjercku
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Cases, y BpeMe AMKTaTa COLMjAAMCTHYKOT peaansma (conpeasnsma), [Ipokodijes je
IPOHAAA3KO CBOj IIyT KPO3 AHTUKOHPAUKTHH CTaB IIPeMa APYIITBEHO-TIOAUTHYKHIM
30MBaEbIMA, KAAA Ce OABHjaAd M CHHTe3a IOMeHyTHuX yTunaja. Fberosa mepuemnmuja
pasBoja ymeTHHuKe My3uke y CosjeTckom CaBe3y TOKOM ABaAeCeTHX M TPHACCETUX
rOAMHA TIPOIIAOT Beka TeMa je cryauje Ilarpuka 3yxa (Patrick Zuk, ,Prokofiev and
the Development of Soviet Composition in the 1920s and 1930s”). 3yx aHaausupa
M3PA3UTO MTOAAPH30BAHY pellenuujy merosor crBapasamTsa y CCCP-y. 3aBpmHn
CerMeHT CTyAMje OAHOCH Ce Ha KOMIIO3UTOPOB pPaA Kao Impodecopa-KOHCYATAHTA
(1933-1937) ca crypentnma Kommosuumje Ha MoCKOBCKOM KOH3epBAaTOpHjyMy.
Kpos meparomxu pap, 3aksydyje ayrop, IIpokodjes je 610 y mpHAHLH A2 jaBHO
HCKaXe CBOje He3aA0BOACTBO aKTYeAHMM KOMIO3HTOPCKMM mHpakcama. Ilocaepma
y rpyny, cryauja Aanujesa Tyka (Daniel Tooke), nocsehena je peneriuju Ilere,
Ilecre u Ceame cumdonnje (1945, 1947, 1952) Ipoxodjesay CCCP-y (,Prokofiev
and the Soviet Symphony”). Pasmarpajyhu yaory cumonuje, kojy cy Kpos mpusmy
COIMjaAMCTHYKOT PeaAM3Ma IIPOIATHPAAU OHAAIIMM MY3HYKM KpuTHYapH, Tyk
M3ABaja II0jaM CusKed; OH IPEKO UHIHOHAYUje TeMa M APYTHX ITapaMeTapa MY3H4KOT
M3pas3a eBOIMpa PAaTHY HAM IOpPaTHy TeMaTHKy. 3aKsydaK je Ad je pelemuja
MOCACABUX TPHjy CUMOHHMja OHAA Y BEAUKO] MEPH YCAOBASEHA HHTepIIpeTanjamMa
KPUTHYAPa, 32CHOBAHHM Ha YUUTABAKY PABAMUMTHX Clxced, KOjH MOXKAQ M HUCY OUAK
A0 KOMIIO3UTOPOBHX HHHIMjaAHIX HaMepa.

Apyro moraasme mocseheno je opnocmma usmely ITpokodjeBa u Hmerosux
caBpemennka. Mapuna ®poaosa-Boxep (Marina Frolova-Walker) ncrpaxusaaa je
pellelIyjy AeAa HACTAAMX TOKOM KOMIO3UTOpoBor 6opaska y Ilapusy (,, Monsieur
Prokofieff’ Prokofiev in the French Context”). 3aknydak je A2 je Beauku 6poj
KOMITO3UIIMja HACTA0 Yy TOM IePHOAY NO3UTHUBHO IIPUMAEH, a Ha OCHOBY HHUX
ITpoxodjes je y mehyHapopHHM KpyroBMMa y4BPCTHO CBOje MeCTO KAO KAACHK
caBpeMeHe MYy3HKe. AyTOpKa yKasyje Ha To Aa je u o mosparky y CCCP, ympxoc
AOKTPHHH COI]peaAM3Ma, KOMIIO3UTOP OCTA0 BepaH ,4iCTOhM cTHAa” KakBy je
aocrurao y ITapusy. Cryauja Vane Meauh nocsehena je capapwu Ilpoxogjesa u
Amutpuja locrakoBuda (AMI/ITpHﬁ Amurpuesny IMocrakosuy; ,Prokofiev and
Shostakovich. A Two-Way Influence”). Kpos pasMarpame HHAUBMAYaAHUX CTHAOB
ABOjHIle KOMIIO3MTODA, HHXOBUX IOETHYKHMX CTaBOBA, aAM M IO3UIHja Koje Cy
umaau y Cosjerckom CaBesy, ayTOpKa H3HOCH AOKa3e O ABOCMEPHOM YTHIIAjy KOjH
je mocrojao usmely ABojure cTBapasaria, MaHH(PECTOBAHOM Y HUXOBUM AGAMMA U
YOUAHBOM KPO3 KOMIIADaTHMBHO AHAAMTHYKO caraepasame. HamocaeTky, cryamja
Heau Kpaser (Nelly Kravetz) nocsehena je mpodecHoHaAHOM U IPHBaTHOM OAHOCY
usmelyy [Tpokogjesa u AeBona Atomsjana (Lint Uninyijwl / Aeson TapeBocoBmy
Atosmsie; ,Sergei Prokofiev and Levon Atomvian. The Story of a Unique
Friendship”), TypKMeHHCTaHCKOT KOMIIO3HTOpA, AUPUIEHTA, a CBOjEBPEMEHO H
My3UYKOT M3AABada M yIpaBHMKA pasamumsux omepckux kyha y CCCP-y. Kpos
nperaep ATOMBjaHOBHX AHEBHHMYKHX OeA€XaKa YHUTAOIM MOT'Y Ad Ce YIIO3HAjy C AO
CaAa HEeIO3HATUM HopanuMa 13 xxuBoTa IIpokodjesa.

Tpehu peo xmure nocsehen je aurepapHuM nmpepsomnuma koje je Ilpoxodjen
KOPHCTHO y CBOjUM BOKAAHO-MHCTPYMEHTAAHMM mapTurypama. Iloamma Aumosa
(Polina Dimova) pasmaTpa KOMIIOBUTOPOBY CapaAlby C [eCHHUILIMMA PYCKOT ,cpe6pHOT
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A06a”, Baamonrtom (Koncrantun Amutpuesny Baabmonrt), Toposenxum (Cepreit
Mutpodanosua Topopenxuit) u Axmaroom (AnHa AHppeeBHa Axmarosa, 1889
1966; ,The Sun-Sounding Scytian. Prokofiev’s Musical Interpetation of Russian
Silver Age Poetry”), Te mocMaTpa pasBoj BEroBor CTHAA KPO3 Pap € OCTBapemUMa
HaBeAeHUX KibwkeBHUKa. Cryanja Hukoaaca Mopona (Nicolas Moron) nocsehera
je aHAaAM3M CKHIJa PYKOIHCAa M IIPBHUX INTAMIIAHUX Bep3uja KaHTare Ibux cegmopo
(Cemepo ux; “Editing Prokofiev’s Seven, They Are Seven. A Case Study”). Aytop
MUHYIIO3HO IIPEAOYaBa IIPOIleC HACTAHKA, IITaMIIamba IPBUX HM3AAKka U IIPBUX
usBohema oBor caabuje mosnaror aeaa. Caean cryauja Jyauje Kaur (Julia Khait),
nocsehena ¢uamckoj mysunu Ilpoxodjesa (,From Film Score to Art Music
and Back. Prokofiev’s Film Music in the Context of Text-Based Genres”). Kpos
KOMITAPATUBHY aHaAM3y maprurypa IlpoxodjeBa, ayTopka ykasyje Ha eaeMmeHTe
IPOXXUMaba IeroBe GHAMCKE, CIIeHCKe M OCTaAe BOKAAHO-HHCTPYMEHTaAHe My3HKe.
Tepu Aun (Terry Dean) ce 6aBu opHocom IIpokodjeBa u HeroBux capapHuKa y
paay Ha 6anery Cemjon Koitiko n onepu Paiti u mup (,Semyon Kotko and War .and
Peace. Prokofiev and His Collaborators”). Maycrpyjyhu xoMmosutoposy Texy
Aa KOMIIOHYje ,HA€AAHO COBjeTCKO MY3HUKO-CIIEHCKO OCTBapeme, AMH aHaAU3Hpa
Ipoljec HaCTaHKA IIOMEHYTHX AeAa Kpo3 opHOC IIpokogjesa npema pyckoj onepckoj
Tpaaunmju XIX Beka.

IIpBe ABe CTyaMje 4YeTBPTOr IOIAaBAA AOHOCE HOBE IIOTAGAE HA MY3HYKO-
-creHcko crBapasamTso [Ipoxodjesa. Ileju ITpuuaps (Jane Pritchard) amaausupa
MHCIjeHal[ije KOMIIO3UTOPOBUX paHMX 0aAeTa, HACTAAUX A0 1929. ropuHe, Kao u
apalTalyje 1 MHCIleHALMje BeroBe HHCTPYMeHTaAHe U puMereHe Mysuke (,Staging
Prokofiev’s Early Ballets”). Kpuctuna I'ujomuje anaausupa onepe [Ipoxodjesa y
KojuMa je yousus Apamcku peaausam (,Drama, Theater, and Gesture in the Operas
of Sergei Prokofiev”). Apamcku peasnsam Ha omepckoj cueHu kop IIpokodjesa
YUMHe TPU acCHeKTa: CIeHOrpadcka IIAACTHKA, KOH3MCTEHTHA AeKAAMaluja H
KapaKTepH3aIHjH AUKOBA, KOjoj je IIPUCTYIIA0 ¢ mocebHOM maxwoM. Kpos aHaausy
mysuke [Ipokodjesa 3a Ejsenmrajuos (Cepreit Muxaiirosud DitseHmTeiin) Gpuam
Hean T'posnu, Karja Epmoaajesa (Katya Ermolaeva, ,Audiovisual Montage in Ivan
the Terrible. Understanding Prokofiev’s Film Score Through Eisensteinian Sound-
Image Theory”) npoHaaasu BUCOK cTeneH cuHTe3e uaMel)y 3Byka u cauke y ¢puamy,
kao U paekcubranOCT ITpoKodjeBa Ipu KOMIIOHOBaY pHMeeHe My3uKke. JeTBpTa
CTyAHMja OBOT TMOTA2BAa, M3 mepa Haraauje Caskune (Natalia Savkina) o6pabyije
TeMy cMpTH y Aeanma IIpoxodjesa (,, Yea, Though I Walk Through the Valley of the
Shadow of Death...” An Introduction to Prokofiev’s Thanatology”). Ilpeaouenu cy
PABAMYHUTH HAYMHU HA KOje je KOMIIO3UTOP pasyMeBao u obpahusao Temy cmpru y
3aBHCHOCTH OA IPOMEHA Y HeI'OBHM MACOAOIIKMM M PEAMTHO3HUM CBETOHA30pUMA
U APYIITBEHUM OKOAHOCTHMA. lIpermocaesme IoraaBse OTIOYMESE CTYAHjOM
Kpucrure, y xojoj ayTopka aHaAM3Upa pa3BOj IMjaHUCTHYKOT KOMIIO3HIIMOHOT
nucma ITpokodjesa (, A Genealogy of Prokofiev’s Musical Gestures from the Juvenilia
to the Later Piano Works”), youasajyhu xomnaementaproct usmelyy ussobauke u
xomnosunuoHe rexuuke. bopuc Bepman (Boris Berman) nouyauo je csoje Bubeme
mer KAaBUpcKuxX KoHijepara Cepreja IIpokodjesa, kojuma npuksydyje u Konrepr
3a ABa KaaBupa u ryaauku opkecrap (,The Five Piano Concertos. The Pianist’s
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Perspective”). Kpos ¢popmaaHy aHaAu3y KOHIepaTa, ayTop yKasyje Ha crejudpudne
acrexTe BUXOBE HHTEPIIpeTaIlyje 13 yraa mujanucre. Pura MekaAucrep nmpeacTaBsa
CBOje AparoLeHo apXUBCKO HCTPaskUBatbe HOTHUX 6eaexxnuna Ilpoxodjesa (,Things
in Themselves. A Preliminary Study of Prokofiev’s Thematic Notebooks”). Ona
KOPHUCTH KOMITO3UTOPOBE HOTHE 3aIliCe KAKO OH PEKOHCTPYHCAAA TeHe3y HerOBHX
aeaa. CTyauja koja 3a0kpyxyje noraasne je pas Konpaaa Xapauja (Konrad Harley),
Koju ce Takohe 6asu peanma ITpokodjesa Hacraaum y [lapusy (, Toward an Analysis
of The Music of Prokofiev’s Middle Period”). HHTepecanTHoO je A2 MX OH aHaAM3HMpa
U3 yTAa KAACHYHE XapMOHHje, AU U CeT TeOpHje, OAHOCHO IIIeHKePHjaHCKe aHAAU3E,
HaKo Cy TO y oppeheHOj Mepu mpeBasul)eHH aHAAUTHYKM CHCTEMH, a PE3yATaT je
yodaBame BHIIECTPYKHX 3HaueHha XapMOHCKOr jesuka IIpoxodjesa.

HMaxko je y HEKMM IPETXOAHO MPEACTABASEHUM PAAOBHUMA OHAO Peul O peleniuju
crBapasamTsa ITpokodjesa, mocaepme oraasse je Tome nocseheHo y rieansn. Josed
Ilyan (Joseph Schultz) mpeaoduasa peremiyjy KOMIOSHTOPOBOT CTBapaAallTBa
y Yjeaumenom KpameBcTBy, aHaamsupajyhu Opurancky mrammy kpo3 XX Bek
(,Prokofiev’s Reception in the United Kingdom. A Case Study”). AyTop youasa
Besy msMmely penemnmje crBapasamTBa IIpoxodjeBa M KOAEKTHBHE ApYLITBEHe
aconmjanuje Ha Pycko mapcrso, opnocHo CCCP, xao m mepnemmujy CCCP-a y
nocrcosjeTckoM nepuoay. Peneruja IIpoxodjesa y 3emmama BapuraBckor maxra
TeMa je crypauje Aasupa TommkumHCca (David G. Tompkins, ,Prokofiev, Soviet
Influence, and the Music World in Stalinist Central Europe”). OHa je caraepana u3
yraa meke mohu CCCP-a y xyaTypu n ymeTHOCTH ApykaBa Mcrounor 6aoka, mpe
csera IlTonckoj u Mcrounoj Hemaukoj. IIpucyraoct mysuxe Cepreja IIpoxodjesa,
mpeTexkHo y MacoBHO] kyarypu CAA-a, Tema je crypuje Ilerepa Kyndepa
(Peter Kupfer, ,Prokofiev in the Popular Consciousness”). ¥ nuramy je mperaes
ydecrarocTu Hajuemrhe IIUTHPAHUX UAH TapadPasHpPaHUX AEAd, TO jecT PpparMeHaTa
HAjIIONyAAPHUjUX OCTBapema lIpokodjeBa, ka0 M BUXOBe IPENO3HATAUBOCTH H
cyrectusHOCTH Meby amepirakoM momyaanujom. 360pHUK 3aTBapa CTYAHja HEAABHO
npemunyror Puuappa Tapackuna (Richard Taruskin, ,Prokofiev’s Problem -
And Ours”). On nopeau aero ITpokodjesa, kao Aer0 Kaacuka Mysuke XX Beka,
c Beamkannma nomyT Monapra (Wolfgang Amadeus Mozart, 1756-1791) uam
Berosena (Ludwig van Beethoven, 1770-1827), ykmydyjyhu y auckycujy u
IIOITYAQPHOCT OBOT KOMITO3UTOpa Melyy nsBohadrnma u my6ANKOM.

36opuuk Rethinking Prokofiev caAp>ku HM3 MHOBATHBHHX IIOTA€AQ HA JKHBOT
u pero Cepreja IIpoxodjeBa. AyTopu TeKCTOBa Cy CBOje CTaBOBe GOPMUPAAH Ha
OCHOBY AO Capd MaAO IIO3HaTe apxHBCKe rpabe, mucama, AHEBHHUYKHX U HOTHHX
OeaerxaKa, KaO M HOBHX aHAAMTHYKHMX pasMaTpama IIpoxodjeBmesor omyca. Tume
je TIOCTHTHYTO ,0CBeXere METOAOAOUIKMX CMepHHMIA 3a Oyayhe mcrpakusade, y
HIOTAeAY YMpeXKaBarha IIOMEHYTHX H3BOPA U BbUX0BE My3UKOAOIIKe MHTepIIpeTaIHje,
AAM je M YKA3aHO HA 3HAYaj MOjeAMHUX Marbe IO3HATUX (PaKTOrpadCKHX IOAATaKA.
360pHIUK je, cTOra, IPHjeMYHB IIOAJEAHAKO 32 HCKYCHHje HcTpaxkuBade omyca Cepreja
ITpoxodjeBa, aau i 3a OHE KOjU TeK OTIIOYUELY CBOj Paj ¥ OBOj 06AaCTH.

Muarow Bparosuh
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3a usyseiian goupunoc my3uxororuju’y 2022. roAuHu

Mysukoaomko aApymTso Cpbuje mo3uBa cBoje YAAHOBE, aKAAEMCKe HHCTUTYIHje U
My3HuKa yapyxema ¢ Tepuropuje Cpbuje pa oa 1. Maja Ao 15. centembpa 2023.
TOAMHE AOCTaBe 0OpasaokeHe mpepsore 3a lopmmmsy Harpapy ,Crana Bypuh-
-Kaaju” 3a n3yseran poonpunoc mysukosoruju. [ToaHocuoLu npujasa Mory 6uru
MHCTHUTYIHj€ MAU [10jeAHHIIH.

Harpapa ce psoaenyje y Tpu kaTeropuje:

a) jeAHOM ayTOpy MAM TPyNM ayTopa 3a OPUIMHAAAH AONPHHOC CPIICKO]
MY3HKOAOTHjH: 33 MYy3HKOAONIKY MybAMKauujy (MOHOTpadujy HAM CTYAHjY)
06jaBmeHy y IITAMIIAHOM 1/ HAY €AeKTPOHCKOM BHAY TOKOM 2022. ToAUHE;

6) 3a yKyTIaH AyTOTOAHIIIbH AOTIPHHOC OOAACTH CPIICKE MY3HKOAOTH]E;

B) 3a pesyATaTe U3 06AACTH NpHMemeHe My3UKOAOTHje (3aIITHTa CPIICKe My3HuKe
OaIITHHE, My3UKOAOIIKHY IIPUAO3Y KPHTHUKIM U3AABMMA HOTHHX M 3ByUHUX 3aITHCA,
My3HKOAOIIKA 0Opapa HOBOOTKPMBEHOT HOTHOT HAM TEKCTYAAHOT PYKOIMCA H
OCTaAe TeKCTyaAHe 3A0CTABIUTHHE H CA. ), yGAMKOBaHe TOKOM 2022. TOAUHE.

3a HoMHHOBame Ipepsora 3a Harpaay y xareropujamMa a u B, IOTpeOHO je Aa

IpeAAarad AOCTaBH:

«  00pasaokeH mpeAror (HOMHMHALHjy) Ay’XuHe MakcuMaAHO Ao SO0 peun, koju
YKAyUyje 1 KOMIIAeTHe OnbAnOrpadCcKe MOAATKE IPEAAOIKEHOT ACAQ;

+  eAeKTPOHCKH mpuMmepak npeasroskeror peaa (PDF);

«  TIeT ITaMIIAaHMX IPHMepaKa IPeAAOKEHOT AeAQ.

3a HoMuHOBame mpeasora 3a Harpapy y kareropuju 6, morpebHo je aa mpepsarad
AOCTaBu:

«  00pasaoKeH IpeaAor (HOMUHALMjY) Ay’KUHe MaKcUMaAHo Ao 1500 peuw;

o LeAOKYIIHy 6uOAnorpadujy KaHAUAATA.

Ilpeasosu ce masy Ha 3BaHMYHY MMejA appecy Mysukosomkor apymrsa Cpbuje
smusicologicalsociety@gmail.com, xao u Ha momTaHcKy appecy: MysHKOAOIIKO
Apymrso Cpbuje, Mumapcka 12-14, 11 000 Beorpap. Pox 3a soocTaBiarme mpujasay
IITAMITAHOM U €AeKTPOHCKOM BHAY je 15. cenTembap 2023. roaune.
He6aarospemeHe u HemoTmyHe npujaBe ce Hehe pasmMaTpaTn.

Ap VIBana Meauh, mpeacepnuiia Mysuxoaomkor apyurrsa Cpbuje
Ap Bama I'p6oBuh, cexperapxa Mysuxoaomkor apymrsa Cpbuje
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