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Mysuxonomku uacturyr CAHY
Onermberbe IMKOBHE M My3uuke ymeTHOCTH CAHY

ITPOCTOPY MOTEPHM3MA —
OLIYC JbYBUIE MAPUTR ¥ KOHTEKCTY MY3UKE HhbEHOT BPEMEH A

Mebhynapogunu nayunu ckyn

L o

Institute of Musicology of the Serbian Academy of Sciences and Arts
Department of Fine Arts and Music of the Serbian Academy of
Sciences and Arts

SPACES OF MODERNISM: LJUBICA MARIC IN CONTEXT

International Musicological Conference

Cpricka akazemija HayKa M YMETHOCTH
beorpay, Kues Muxaunosa 35, 5-7. HoBembap 2009,

Serbian Academy of Sciences and Arts
Belgrade, Knez Mihailova 35, 5-7. November 2009




OPTAHMSAIIMOHM OIBOP
Akapemuk Jumurpuje Credanosuh, renepannu cexperap CAHY (npepcegnux Ondopa)
Axagemux [ejan lecmmuh, cexpetap One/mersa NMKOBHe 1 My3uuke ymetnoctt CAHY
[Tpod. [Tammna [Herposuh, nnpexTop Mysukonoumxkor uHcturyta CAHY
HMenmopa Kebemwan, gomucun unan CAHY
[Tpod. ITum Cemcon, Pojan Xonosej, Yausepaurer v Jlougony
[Tpodg. Kern Pomany, Ojcex 3a mysuky, Yausepaurer v ATHHM
Lpod. Enemna Iopaumna, Mockoscku Kouseppatopujym

[Tpog. Turka hajrapora, Oierbermhe 33 MCTOPUJY MY3MKe, ETHONOWKH HICTHTYT AKALCMBe
nayka Yemke Pentvomuke, [lpar

ﬂpﬂ{}}. Poryc jie Xpoyr, Rarenpa 3a My3sHKoaoriyy, Tﬁ-lusﬁup::'.nfrﬂT YV AMCTERHaMy
op Memnra Muan, Mysuxonow sk nuactutyt CAHY

ip Karapuna Tomanresnh, Mysukonomen nocrutyr CAHY

PROGRAMME COMMITTLEE

Academician Dimitrije Stefanovic, Secretary General of the SASA
(President of the Commuitiee)

Academician Dejan Despic, Secretary of the Department of
Fine Arts and Music of the SASA

Prof. Danica Petrovid, Director of the Institute of Musicology of the SASA
Isidora Zebeljan, Corresponding member

Prof. Jim Samson, Royal Holloway, University of London
Prof. Katy Romanou, Music Department, University of Athens
Prof. Elena Gordina, Moscow Conservatory

Prof. Jitka Bajgarova, Department for Music History, Institute for Ethnology of the
Czech Republic, Prague

Prot. Rokus de Groot, Department for Musicology, University of Amsterdam
Dr. Melita Milin, Institute of Musicology of the SASA

Dr. Katarina Tomasevid, Institute of Musicology of the SASA
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YETBPTAK, 5. nosembap

17:00

OTBAPAIBE CKYIIA
Cseyana cana CAHY, II ciipar

Ilospgpasne peun:
akageMmuk Jumutpuje Credanosuh, renepanuu cekperap CAHY,
npengcenuk Opranusamuonor ogbopa CKyna

np Hanuna Ietposuh, gupexrop Mysukonomkor nHcTutyta CAHY

[Ipencenasa: Januua IleTposuh

17:15-17:45
Yeoao npenasame: Jim Samson, Back to the Future with Ljubica Mari¢
17:45-18:15
Menuta Munus, MogepHusam 1 putyanuo y fneny /byoune Mapuh
18:15-18:45

Enena Topauua, ,,Peu” y crBapanamrsy /byonue Mapuh

doaje ncnpeng Ceevane cane CAHY
19:00

[IpemujepHo u3Boheibe HOBOOTKpUBeHe MuHM]aType /bybuue Mapuh
Crana Kpcrajuh, dnayta

19:10-20:00
KokTen

CpevaHa cana CKynumTHHE rpajga
20:30

Konuept: /bybuya Mapuh u wenu xonanocku npujamenbu
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HETAK, 6. HoBeMOap

[IPENO/IHeBHA cecuja
CAHY, I cnpar, cana 3

[Ipencepansa:; Helmut Loos

1:00-10.30

litka Bajgarovd - Josef Sebesta (Prague), Serbian Students at the Pr

Conservatoire 1918-1938
10:30-11:00
Lubomir Spurny, “The Haba Schoo]”-
Notes on the Czech Music (1920-1939)

11:00-11:30

ViBana Credanosuh, Tby6uma Mapuh u [TaBne Credanosuh

ITAY3A (11:30-12:00)
Hpencemara: Katy Romanou

12:00-12:30
Helmut Loos, Ljubica Mari¢ und Berlin 1932-33
12:30-13:00
Helen Metzelaar, A Woman’s Avant-garde Sound in 1933.
Ljubica Mari¢ in Amsterdam
13:00-13:30
Jernej Weiss, Ljubica Marié’s Letters to Slavko Osterc

Kny6 CAHY
13:30
KoxTen

ague
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[IETAK, 6. HoBemOap,
MOCIenolHeBHa cecija
CAHY, I cnpar, cana 3

[Ipemcemasa: Jim Samson

16:30-17:00
Max Paddison, Time, Tradition and Modernity:
The Spatialization of the Temporal in the Music of Ljubica Mari¢
17.00-17:30
Mapuja Macankoca, Oprannsaijuja My3MuKor IIpocTopa fena —
jejay o1 K/bYYHUX eleMeHaTa My3HyuKor MofepHusma /by6uie Mapuh
17:30-18:00
Mupjana Becenunosnh-Xogpman, Acumnmoma: acMMITOTa TUIIMHE —
THINMHA aCHMIITOTE

[TAY3A (18:00-18:15)

[Ipencemana: Jutka bajrapona
18:15-18:45
Cuexana Hukonajesuh, Xomomoru eneMeHTH M METaQOPHUYKH CKYMOBH
y BU3YeNHOj mpe3enTauuju gena /bydmue Mapuh
18:45-19:15
Annia Cabo, Jby6una Mapuh - IHacarxasma. Hoctynmiu y npouecy
peanu3alije jeAMHCTBA MY3UYKOT TOKA
19:15-19:45
Cpetnana Maxcumosiuh, Oxmouxa I - npenosHaT/bMBO Y OJEKY
CTpaBHHCKOT H JaHA4CKa; MOJEPHO Y ,HENMPENO3HAT/BUBOM |

MaTepujany

CpevyaHa cana CKYIMUITHHE rpaja
20:30

RouuepT:
Csemosna mysuka XX u XXI sexa uHcnupucana 0CMoznacHuKom



CYBOTA, 7. HoBembap

NMpenoaneBHa cecuja
CAHY, I cnpar, cana 3

llpencenasa: Becua [leno

10:00-10:30
MBana Iepkosuh, IlITa je To Y CPTICKOM LIPKBEHOM II0jakhy MHCHMPHCAIO
/bybuny Mapuh?
10:30-11:00
Ivan Moody, Aspects of Spirituality and Modernism in
the Music of Ljubica Marié

[IAY3A (11:00-11:30)

IIpencepasa: Katapuna Tomamesuh

11:30-12:00
Mysuxka us Cnosa caemnocmis - 3abopaBmenn xoposn
Iby6uue Mapuh (anamutiruka PasMUIIbAIHA JEIHOT PeaKkTopa)
12:00-12:30
Katy Romanou, The Pendulum case.
Musicians’ Dilemmas in Marginal Societies
12:30-13:00
Anastasia Siopsi, On the Various Roles of Tradition in 20"
Greek Art Music (The Case Study of Music Written for Ancie

Mupjana Kuskosiuh,

-century
nt Dramas)

ITAY3A
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CYBOTA, 7. nopemdap
MOC/IENoJHeBHA ceclja
CAHY, I cipar, cana 3

Ipepcegapsa: Hajexa Mocyeosa

16:000=-16:30

bpanka Pagoeuh, IntepapuocT n antmnuTepapuocr mysuke /byonue Mapuh

16:30-17:00
3opuua Makeruh, Knasup u xapda y moetnuu /byoune Mapuh
17:00-17:30
Ana Credanoruh, bapoxkun myx y neny /byomue Mapith

[IAY3A (17:30-17:45)
Hpencepapa: Memrta Munun

17:45-18:15
Becna Mukuh, ,3aokpet” - cnyyaj ctBapanamrrsa /bybuune Mapuh
18:15-18:45
Gopucnae Huuopauku, Mysmuxu ouye /bybune Mapuh -
BPOIEMATIIRG HOMEHKAMTYPC M XPOHOJOPIIC KOMHO3HII W2
18:45-19:15
Katapuua Tomawesuh, /IaBupuHTH NNocTojamwa: no-emuxa Jbydoune Mapuh

aMmehy dinoszodije, moesije 1 My3ukKe
19:15
SABPUIHA JIMCKYCHMJA MM OLHEHA CKYIIA
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Jutka bajrapoBa - Jozed Illebecta (Ilpar)
Cpnckwm cTyaeHTH Ha npamukom Konsepeatopujymy (1918-1938)

36or naja Xab3bypike MoHapxuje, Kao 1 300T APYIUX INONMMTUYKKX TIPOMEHa
n3aspadHmx lIpBuM CBETCKUMM paToM, IOAPYYja paHujer AyCTPOYrapckor M Apyrux
apCTaBanocTanacy 3a KpaTKO BpeMe HE3aBIHCHE IP/KaBe Koje Cy MopaJie 1a OATOBOpE
Ha CBe 3aXTeBe MoJiepHor ceera. ¥ Toj cutyanujin Yexocnosauka penybnmuka umara
je mocebaH nonoxXaj, a HAapo4YMTO WeH rmaBuu rpaj [Ipar Marnena pa je HapounTo
nubepanHu [Ipar sameHMo Ha HeKM HAYMH KYATYpHE U 00pa3opHe IOHYIE cafa
,VIA/BEHOT™ M MOXKJIA Marbe BMILCHallMOHanHOT beya, rpe csera 3a cTymeHTe M3 OHUX
npKaBa Koje cy Oujie Ha [oYeTKY ¢BOr ¢JIOOOIHOTr MyTa Ka KYITYpH U 00pasoBamy,
Kao 1TO ¢y YkpajuHa, byrapcka, Pymynuja mnu Jyrocnasuja (Cpbuja, Xpeatcka
n Crnopenuja). Jaxsabyjyhu monuTuLM TpeMa MHOCTpaHCTBY ,MacapukoBe®
Hexocnopauke penybnuke, My3uuko nobe ce NOTNYHO OTBOPUIO 33 OBE JIP)KABE,
HAPOYMTO NpallKK KOH3epBaTOPH)YM, JefHa Off HA]CTAapMJMX MY3MYKMX 00Pa30BHUX
MHCTUTYLM}a ¥ EBpOmH, ocHoBaHa 1811.

ToxoM HOBMX UMCTpaXKMBarhba apXMBCKOT MarTepujana mnpaurkor Kow-
3epBaTOpPMjyMa, CMELUTEHOr Yy apxuBy KoH3eppaTtopujyma M npamkom Ipagckom
aApXMBY, Kao M wrtaMmMnu mebhypaTtHor BpemeHa, OTKPMIM CMO JI0 cafla HEMO3HATE
nHdopMalMje O CTYIEHTCKOM JKMBOTY CPICKMX CTyAeHaTa Koju cy noxabanu
KonsepBatopujyMm v nepuopny 1918-1938, usmelhy octanux o Jeneun Cramarosuh,
Muxauny Bykuparosuhy, Josany banpypy, Ilpenpary Munowesuhy, Munusojy
[{ppuanuHy, Muxosuny Jlorapy, /byouun Mapuh, Cranojny Pajuuuhy n gpyruma.
Hapounto cM0 00paTMAIM Na)Kiby Ha CTYAMje M OPYLITBEHE aKTUBHOCTM JOCHIIA
[[ITromepa-Cnasenckor — (poTorpaduje, CKMU1LE, KOPECIIOHEHIIU]Y.

Y com pajy nparuMo M ipyreakTUBHOCTH Cprickux ctyaeHaray Ilpary uameby
1Ba paTa, Hapo4yMTO NATPUMOTCKE KOHLEpTE 110/ HasuBMMa ,bBeyepu caBpemeHe
Cpricke My3uke', ,,Beue cprnicke npasocnaBHe Mysmuke unu ,Beve cprckux mecama®
Hacrasa yeTBprCrenene Mysmke y Kjlacu Asnojsa Xade npejcrasba HHTEPECAHTHO
r10r/1aB/be, buTtu npum/beH Ha Te KypceBe 0110 je IpeCcTU>KHO jep je tomaha 1 cTpaHa
1ITaMITa BMCOKO LeHuIa XabuHo fenosame. Hapenu cMo nMeHa cprickux cTygeHaTa
V 1heTOBO)] KJ1acH.

[Tpatunu cMO M Apyre KynTypHe M jpyuiTsene porabaje BesaHe 3a cpricke
ctyaente vy Ilpary, xao wTo je Ouna KomMemopauMja JYTOCJTIOBEHCKOr Kpasba
AJlekcanpa, youjeHor v Mapcemy 1934, unu npepaBambe [YHHOCPHCKE HECME U
MOOEPHU CHPNCKU HAUUOHAAUZAM, Koje je oapxao Muioje Munojesuh Ha nmpanikom
~noHsepsaTopuiymy 1928. llpenapame je M3a3Bano CKaHIa/1 M O lbe€MY Ce PaCIPap/baio
HEeKOMMKO JaHa Ha CTPaHMIIAMa YelIKUX JIHEBIIMX JIMCTORA.




Jepuej Bajc (/bybmana)
IInmcma Cnaska Ocrepua Jbyounn Mapuh

lex noverkom XX Bexka y CIOBEHAYKOj MYSUIM je JIOLIIO JIO M3PasifTHje
[IpoMeHe IIPaBlid Ka MY3HYKO] aYyTOHOMUjIL. JIpyruM peduma, oBo je 1o nmocrerer u
BP/IO CIIOP TIPe1as o aMaTepCKe My3nyke npakce Ka Oyhemy Mysuke kao aytonomie
yMeTHOCTH. Flariega na je rajia nauuoHaaHa KOMIIOHEHTA ¥ CJIOBEHAUKO] My3MLHK
MOpPaIa JIa ¢ 3aMeHM 1JieJOM Koja je OMIa MHOTO BayKHI]a Y 3aIagHOEBPOIICKUM
MeEpamd, a TO J€ Migjd MY3MYKOr IIporpeca. [aKo je TToCTa/ 10 HEeONXOMIIO [1d Ce XMTHO
PACKMHE Ca CBMME M3 NPOUVIOCTH M JIa ¢¢ HHahe oconall HCK/BYYHUBO Y CJIOBEHAYKIM
OCTBApcHUMa. CaBpeMerit KOMITO3MIIMOHO-TEXHUYKM MOJECIH MOPau Cy, JaK/ie, jia
Ce€ YBE3Y U3 IPYIMX HalM]a KOje CY MMaje CJIMYHE MIease.

Ul HApOYMTOr 3Havaja 3a CJIOBEHAYKY MY3UYKY KYATYPY Ha 1mo4deTKy 20. Beka
OumM Cy CToBeHa4yku CTyieHTH Ha upawkoM Konsepsatopujymy. Meby mima cy
ounu Cnasko Ocrepiy (1895-1941) u mwerosu Haum [ITasen IIueun (1908-1995),
Mapujan JInnosiuex (1910-1995), @panig Hltypm (1912-1943) u Jlemerpuj Kebpe
(1912-1970)] xoju cy y boratoj npaimkoj My3sMukoj aTMochepH yo3HaIu HajHOBU]e
TeHIOEHIM]e Mojleprie My3uke, Hapoumto je Ocrepu paspuo bnMcke u crabunHe
KOHTAKTE C MHOMM CPICKMM KOMITO3UTOpKMa, Mely mwuma u ca Jbybuiiom Mapuh,

Mupjana Becenunosuh-Xodmau (beorpap)
Acumumoma: aCHMIITOTA TULIMHE — TUIINHA aCHMIITOTE

llomasuiure oBor pazga je xkomnosuuuja /bybuue Mapuh Acumnmoma 3a
BUOMMHY U Tyfladku opkecrap (1986), ogHocHO cMHMcao BpeMeHCKO-IIPOCTOPHE
TATEHIMje caMOr TOr HaclmoBa. Taj cMucao hy TyMauyuTi Kao THIIMHY, yKasyjyhu Ha
IbEHY [IOETHYKO-ECTETUYKY YIOTY YV OBOM JIENY.

[Ipumersyjyhu NeKOHCTPYKTHBUCTUYKY METORY, MOCTAB/LeHY Temy obpabyjem
M3 gBa acnekTa. IlpBu acriekT Bogu ka 3Havyewy (Hac/oBa) [efla ¢ aKl€HTOM Ha
KOHTMHYYMY OHTOJIOLIKE TUIIMHE KA0 OHE MPETNOCTAB/bEHE KPUBE KOja C& MY3UILH
Acumnmome nocTynHo npubnrxapa any je Hukaja (10 y OecKoHa4YHOCTH ) He JloTH Ye.
Hpyru acnexkT nofpasyMeBa OMO3UTHY MPETIOCTaBKY, OMHOCHO ycpencpeheme Ha
[le/10 ACUMnmoma Kao Ha NPeTNOCTaB/bEHY ACUMIITOTY TULIMHE, JAKIIE CBOjEBPCHY
Kpusy Koja 1 caMa HacTOjU Jia ce NpUOIM»Ku TULIHHMU,

oK pasMarpatbe IpBe MPETNOCTABKE OTKPUBA ACUMNMOMY KAaO KOMITO3ULUjY
KOja ce Ha cieliupuyaH HayiH ONUupe JOAMPY €a TMILIMHOM, Y CMUC/TY Ha KOjM TO YMHK
Jeduncmeenu 3y’ y noetuiin Topa TakeMuliya, pasmMarpatbe pyre NpeTnocTaBKe
OTKPMBA Y MY3MYKOM TOKY AcCumnmiome MeCTO HeHOr HajBeher mpmbminketba
TULLMHY MeTadM3UYKOT BpeMeHa M npocTopa.

KoMriosuuuja Acumnmoma, faknie, Cyrepuiiie M aCMMITOTCKY YIOTY THIINHE
BPEMEHCKO-TIPOCTOPHOT KOHTHHYYMa MpeMa CBOM MY3MYKOM TOKY M aCUMINTOTCKY
Y/IOTY COIICTBEHOT MY3MYKOT TOKa TpeMa KOHTUHYYMY TULLIHHE, a Y OKBUPY €CTETH U Ke
samucny /bybune Mapuh o cTtpemmemny Ka udeany.
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Crame CaBpeMeEH:
TUTEPATYpPe M NTMKOBHE Y
KOMTIJIEKCHOT XYMaHMCT
CYLUTACTBEHE y3ajaMHe &
HaYYHMX KOH(EepeH1ia
Ha MOCKOBCKOM KOH3EL
CBETCKY KIBMIKEBHOCT.
NPOCNaB/BEHN  (PUIOIO!
Muxamnor (1938-1995
OCBET/BABalbY IaTOT NPC

Pa3Bo] Hayke O
CBOJCTRA Kao IUTO )€
.npehyTtaHe , ipeobpax
v3ajaMHOT fgejcTBa My3u

Creapame /byouu
Ha pa3HMM HUBOMMaA VM
puMepa pagy, MOTryh
AVTOPCKY KOMEHTAp, Haj
{CKOPUCTUTU U Y 1eduH
X0)Y OHa IOCIETHO passl

Osnie ce Hamehy
la/TMHE YCTBO/BCKE — HaJ
LV3MUYKOT cagprkaja, il
ZpXaMYHUX eJleMeHaTa
MebyTuM, Y LEeMHH, YM

'fEEZIiEi"Iﬂ}’HHHE IE'DJELE}E.

Mysuka us Crnosa ¢
(aHaTH

Mapue 1967. rc
sgefieHo je Caoso cse
ZGamyha, xoMnosuTor
SaM1I/bEHO KA0 CBOJEBL
iemMy je Menuta M
bvouie Mapuh oTKpHE
IloBop ma ce ne

) 1€/10, JecTe HeJaBH
D<H NIPBU I€0 KapaKTel
die Mapuh - Buze
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Enena Iopauua (Mockga)
»Ped” y crBapamamrsy /by6uite Mapuh

Crame caBpeMeHe KynType, obenesxeHe npouecuMa 3011mKaBama MY3MKE,
TUTEpaType M IMKOBHE YMETHOCTH (rpaduKe), TOCTaB/ba HM3 aKTYeNnHKUX npobnema
KOMTITEKCHOT XYMAaHMCTHYKOr 3Hatba. Jean o)y 1buX je nmpobneM MCTOpUjcke |
cymracTselie ysajamue sese Peun u Mysuke. Opoj Temu 6uiia je nocsehena cepuja
Hay4YHMX KOH(QEepeHLM]a KOje CY [TOf 3ajefHMUYKMM HasuBOM ,,Pev n My3uka™ ogpskaHe
Ha MockoBckoM xoHzepBaTopujymy, v capajitbi ca MOCKOBCKMM WHCTUTYTOM 3a
CBETCKY KibyKeBHOCT. IIpBy koHgepenuujy (1994) ocMmucnuo je M opranmsosao
MPOCIAB/BEHH (PUIONOr M MCTOpUYap YMETHOCTM Ajiekcangap BukTopoBuY
Muxaunos (1938-1995), koju je sauprao HEKOIMKO PasIMYUTUX IIYTEBA MpPH
OCBeT/baBalby Jator npobdiaema.

Pa3spo] HayKe O KIbMOKEBHOCTM OMOryhaBa MaHM(ecTalMjy TaKBOI Ibe€HOT
CBOJCTBA Kao IWITO Je mpaxcepecuja pedu, PpasnuuuTu obauum ,cKkpuseHe',
JapehyTane’, mpeobpaserie... peyn, 1ITO HA/IA3M CBOj OfIPa3 y CaBPeMEHOM (hbeHoMeny
vaajamiior jlejcrea Mysuke u Peun,

Crapaibe Jbybuie Mapuh obyxsara BuiieciojHe rojage cnu4Hor ¢eHOMeHa
Ha pasiuM HMBOMMA YMETHMYKE 3aMUCIN, KOMIIO3KLI]e /M jeauka. [Ipu Tome cy,
npumMepa pagu, moryhu crnepehu npunasu: Ped kao nHacnos, Pey kao tekcT, Pey kao
Ay TOPCKM KOMeHTap, Haj3aj, ,Heuspeyena Peu - xao cmucao. OBy acrekTH MOy ce
MCKOPUCTHTY U Y leQUHMLM]K MY3H4KO-punosodcke konerituje Jbybuire Mapuh,
KOJY OHa JOocrefHO pasBHja v Ienmma spenor joba.

Ospe ce namehy nexke napanene OnuITer KapakTepa ca CTBapanallTBOM
lanmuHe YCTBO/BCKE — HAPOYMTA 11aXKiba NpeMa JYXOBHOM, (PUI030() CKOM TIOTEKCTY
MY3WYKOI' cajipyKaja, CIM4Ha yora Peun y nojeqiMHUM KOMIO3MIMjaMa, IIPMMEHA
APXaMvyHMX €IEMEHAaTa MHTOHWPOBaka Y CABPEMEHOM 3BYYHOM OKDYKEHY.
MebyTum, y nenmuu, yMeETHUYKY CBeT My3uke Jbybuue Mapuh nornyso je ocobena,

MHIWMBHOYATHA I‘If}jEtEEl.

Mupjana sKuskosuh (beorpap)
Mysuka u3 Cnosa ceemnocmu - sabopasmbenu xoposu Jby6uue Mapuh
(aHamMTHYKA Pa3sMHII/balha jEHHOT PEeFAKTOPa)

Hasne 1967. rogune y Cpnckom HapopHoMm mnosopuiuty y HoBom Cany
n3BeneHo je Cnoso caemsiocmu, €10 HACTANO Y capagibM KEMIKEeBHMKA JopaHa
Mwummnitha, komnosurtopke Jbybuue Mapuh u pepmrerva Brnagere Tletpmha.
SAMUMIIBEHO Ka0 CBOJEBPCTAH CLIEHCKM PUTYAaJIL, JeI0 Ce HMje AYVT0 OIP’Kao Ha CLieHH,
0 vemy je Menurta Muiud mmcana npe gse rogune (2007), kajia je y 3a0CTaBUITHHY
'byouue Mapuh otxkpusen sehu neo mysuukor matepujania sa oBy npecrasy.

lloBoy j1a ce nonoBo BpaTMMO OBOM JIENY, UM, OO/bE peueHo — MY3ULM 3a
0RO JIeN0, jecTe HellaBHO nmpoHabenu apyry neo naprtutype 3a Cioso céemaocmil.
"DHEH IIPBU JIe0 KapaKTepullle MOHTAXKA peh1x onmoMaka M3 NO3HaATHX KOMITO3M1]1)a
bybuue Mapuh - Buszanmujcxoe wonuepma, Mysuxe oxmouxa I, Ostinata super



therma octoicha — anu Ty je 1 HENMO3HATH MELIOBUTH xop Tyxbanuua, nox ce V APYTOM
Jeny Hajiaze Tpu Hymepe COeUMjasiHo Hanucale 3a oBy Npunuky: Padyj ce /lazape
KaO peuMTATHRHIU XOP ¥3 NPaThy CUMQOHMJCKOr OpKecTpa, a capella xop Padyj ce
sace/pero W [lacmopana 3a Xop U KaMepHH aHcaMO7T.

Vinrerpasina naprurypa 3a (080 c8emiocmit, YKOPUUCHA Y B CBecCKe,
Hitje ayrorpad), any CajapXKM Mojefjuie ayTOPKUHE MHTEepBEHIje, V3 TO M Heka
Hecnarakba ¢ My3UYKUM MaTepujajioM, 3a HaC HOBMM, KOji je paHuje 6uo npoHahen
mapuujanto. Kako Mu je npuniana ogroBopHa IYXKHOCT, a/u M 4acT, jia MOMEHYTE
XOpCKe HyMepe NpUIIPeMUM 3a 13Bolerbe, cmarpaia cam ga 6u 61Jio MHTepeca T
HE CaMO YYTH OBY MY3UKY, Be€h 1 OCBPHYTH ce HA KOMITO3UTOPKUH MY3UYKH J€3UNK —
KONMUKO MO3HAT, TONUKO U HOB Y CBAKOM CYCPETY C IbeHMM KOMITO3MLIjama.

XenmyT Jloc (Jlajnour)
Jbybouna Mapuh u bepnun, 1932-33.

llosnaTojeBpnoMano unweHifaobopasky/bybune Mapuhy bepnuny. Huje
IAKO MTPOBEPUTH HIM MOJATKE KOjU KpyKe yemeHuM nmyTeM. [lociie wenor 6opaska y
IIpary rae je cryaupana koji Jozeda Cyka, y bepnuny je skupena of 20. aBrycra 1932,
no 11. HopemOpa 1933, ropune. Ilonarana je npujeMHe ucrnre Ha Bucokoj Mysn4ko
KO/ 38 KOMIO3UIM]Y M AupHroBatbe (24, u 26. centemdbpa 1932) u cauyBaue cy
onrosapajyhe bememrke ca Tux ucnura. Mimamo pocta obasemreiba o cuTyaujn Ha
Bucokoj Mysudkoj) mikonu y bepnuny kao oxpyxewy /bybuue Mapuh Tokom Tor
jenHorofuimer nepuoja. lfoguue 1931. n 1932, osnauyapajy Bpeme ojyuyjyher
packujia ¢ Bajmapckom penybnukom u novyetkoM Ipeher pajxa.

3opuita Maxepuh (beorpag)

Knasup u xapda y noeruiiu /bybuite Mapuh

/B2 MHCTPYMEHTA KOja y MapTUTYpu 3ay3UMajy cpeiulitbe MeCTO, HMajy vy
opKecTapckoj Mysuum Jbybune Mapuh k/byuHy yory. JeguHoO CBOje KOHIEPTAHTHO
[e/10 — Busanmujcku KoHuepm, KOMIO3UTOPKa je HameHuna knasupy. [TocebrocTt
NPpUCTYNa OBOM JKaHPY Har/lalleHa je y €aMOj TapTUTYPHM HanoMeHOM Jia
»KIaBMPCKa [eOHML@A MpefCTaB/ba OPraHCKM cacTaBHM Jeo opkectpa“. Mmajyvhu
Y BUAY HEHY U3PAasUTOCT M CajipXajHo-(QaKTypHY CaMOCBOjHOCT, OBY HAIlOMEHY,
HapaBHO, He CXBaTaMO Kao OorpaHu4aBarbe CONMCTHYKE ynore, Beh Kao ykasusarbe
Ha NpaBK MOPEJAK CTBAPU: HUj€ KOHLePT nocBeheH KIaBHUPY U HEroBUM TEXHUYKO-
M3paXKajHUM MOTYRHOCTHMMA, M HUCY OHe M3BOP MY3MuKOr Hapgaxuyha, seh je
ynpaBo M3BOpHA CTBapajgavyka 3aMMcao - Koja je xoj /bybune Mapuh yBex Buie
HEro My3uyka - 6alll y OBOM UHCTPYMEHTY MPEeno3Haia CBOjy OCHOBHY 60jy 1 CBO]

TTTABHM 3BYYHN MEIU]YM.
W npyra jBa ocTBapema u3 uMknyca Mysuka oxmouxa najy KiaBupy
CONMUCTUYKY ynory. ¥ xkomnosuuuju Octoicha | oHa ce MCMOBaABA Y HAPOYUTHM
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MOMEHTHMA, KOjU MaxoM WMajy cMMCao KajeHue, Dok je y Ostinato super thema
octoicha, Morno 6u ce pehu, cacBMM CynpoTHa — 3aXBaTta YNTaB JIMHEeAPHM TOK Jiefa,
a/1i HA jeJlal ¥ CBEMY aHTHKOHUEPTAHTAH HaAYWH.

3ByK xapde yTKaH je y peno /bydune Mapuh Hanopeno ys cona knaBupa,
Kao ILMXOB Oficja] M OfI3BYK, Ka0 TaJaHCTBEHA OBOJHMIIA ¥ IIPETXOMHMLA, alu U Y
BUTY CAaMOCTa/IHWUX MCKa3d, KOJMMa KJIaBUPCKKM 3BYK ITOHEKaJl CamMO HEeBHUJULUBO
MO3aJM/BY]E BOJIYMEH.

JenuHcTBeHa noeTyka Jbybuiie Mapuh, Koja My3SMKOM NpOHKMYE TajHe BpeMeHa
i 6uha, Hagaxmwyje Hac jla M NuTamby MHCTpyMeHTanuje npubheMo ca MCTUX UejHuX
nonasuiuTa, Tako ce u CMMcao yrore kKjaasupa u Xxapde pasoTKpuBa y npejiamarsy
ILMXOBUX3BYYHO-M3PAKAJHUX TOTEHLIM]a/1a KPO3 ClIeLMPUYTe CapiKajHO-10ETUYKE
MOMEHTE, KOji YTIPABO Y TOM CYCPeTy U 3afo0ujajy npasu obnuk u 60jy.

Ceermania Makcumosnh (beorpag / TopouTo)
Ibybuna Mapuh: Oxmouxa I - IlpenosHarsuso y ogjeky CTpaBHHCKOT 1
Janayexa; MOIEPHO Y ,HEIIPENO3HAT/BMBOM = MaTepujaia

[Tpecnywasajyhu monogo jgeno Oxmouxa I (1959), noHoBuo ce YTHCAK Jid
je moTuBucano uaejom Cumgonuje Icanama Crparunckor (oxo 1930). Cam 3BYK
OpKeCcTpa, MehyTum, NpHOaga 4ecto KopuitheHOM CTMNY opKecTpalMje IIpBe
[10JIOBIHE [BafeceTor Beka. lakohe MMa HellITO CMMYHOCTM ca menyuma JaHadeka, y
TOMMHALM]U IMMEH X [1yBada, aApXauyHOr ,, TEUIKOr™ 3BYKa, Ma U Yy M300py MHTEpBaJla.
[lopen Tora, NpUMCyCTBO KMaBUPa Yy OPKECTPY J(€0 je PEMaTUBHO MOIEpHE [IpaKce
1BAJIECETOr BEKA, A PA3HOBPCHOCT PUTMIYKUX BapUparka TeMe Kpo3 6pojHa usnarama
onet Boju npema gennma CrpasuHckor. OBO €710 OCTBapyje yTHCaK ,MOIEPHOCTH
[Py CIyUIakbY jep Y PUTMY HeMa acolujalije Ha METPUKY HEOK/TACHIIM3MA YIIPKOC
HEKMM M3PEeYCHUM [apanenamMa, na u MojejlMHUM MeTodaMa KOMIIOHoBata. OHO je
0Ll jelal Majyu JOKa3 IMOCTOojala BUIIEe ITMLA ,MOOEPHOI™ ¥ MY3ulM. Y KpaTKOM
periejly oBora fgena nokasahemo Kako je JOIIIO 10 TAKBOT MCXOJA.

Mapija Macuukoca (beorpap)
Cprannsanmja MY3H4YKOTr IPOCTOPa Aena —
jema o K/bYYHMX eleMeHaTa My3SuYKor MogepHu3Ma /by6ume Mapuh

Jour op MIagocTi KOjy Cy obenexmia aBaHrapjHa Tparaiba 3a JTUYHHM
CaBpeMeHMM U3pasoM, cTeapanayku onyc Jbybuue Mapuh nokasusao je obpuce
JeTHOT CACBUM roceOHOr Mysuykor ceera, Ca M3y3eTKOM KpaTKOTPajHOT ,,3a0KpeTa”
npemMa  TpagMUMK Yy BpeMeny rocne [pyror cBeTCKOr paTa, BmeH Jyru 1 Ooratu
CTBapajgayky myT OOBUja0 Ce, 'OTOBO Y LE/IOCTH, Y TPAaBUTALIHOHOM I10/bY MY3HYKOT
MOLIEPHU3MA XX BeKa. MogepHUCTMYKA MaTpHIla MY3HYKOT MUIL/bEbA 3alprKajia
ce y onycy /bybuue Mapuh yak u y nocnegimeM cTBapaliaykoM nepuofy (TOKOM
ocaMeceTUX U AeBefeceTMX roguHa XX BeKa), Kaja je KOMIIO3UTOPKAa HauMHMIA
‘enaH crieyu@uyan 3axpaT y Noke My3M4YKOT TOCTMOJIEPHU3Ma.
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OTyna My3aukon03m koju ce Gabe omycom Jbybuue Mapuh, rotoro vmex
MCTHHY OHE (MOJIEPHMCTHYKE) OCOOMHE H:eHe MYy3MKe Koje Cy ce rMoKasase Kao
-BOJEBPCHE CTBapanayke koHcTaHTe. Hajuemhe ce namope: focmesna mpumena
TMHEAPHOT KOHTPAINTYHKTA, NPUHIINIT CTanle WHTOHalMOHe o6HOBe MaTepujaia
(3aCHOBaH Ha KOHCTAHTHOM Pajy ¢ MOTMBCKUM JESTPOM M3/IOXKEHMM Ha [109€TKY
[€/1a), XOPH3OHTaHA MONMMETPH)a, XAPMOHCKO PaC/OjaBat,e MY3MYKOTI TKMBA, M
Cen(pUYRO opraHu3oBaHa GakTypa.

Ll oBor pana jecte jla, Ha TIpUMepKUMA KOMIIO3MIMja M3 PA3HUX
CTBapanadykux rnepmosa Jbybune Mapuh, nokaxke nma HaseneHom KOPITYCY
‘E‘wTD,[[EpHHETH‘-H{H}E KOHCTAaHTH CTBapanavykor oryca KOMIO3MTOPKe MpMNaja jol
Jenmia 3Havajna ojiinKa — crielu@uyna, neeHTpupaHa U HeXoMOoreHa opraHusanuja
MY3UUYKOT TipocTopa (y lapacTujeBoM CMMCIY), KapaKTEPUCTUYHA 33 TOTOBO CBE

MHAWBUWYa/THE IMCKYPCE eKCIIPECHOHM3Ma / MY3WYKOT MOJIeDHM3Ma TIPRe [TOMOBUHE
AN Beka.

Menuta Munuu (beorpan)
Mopepuusam u puryanHocT y geny /by6uie Mapuh

Y pajy ce McuuMTyje Te3a Aa moyeBun ofi [lecama npocropa (1956) vy
nenvma Jbybuue Mapuh moxe jla ce youn putyanHm KApaKTep KOju UM ;Laj;z
nocebaH M caMocBojaH KBanureT. Jlok J€ KOMITO3MTOPKA Y M/1afocTi HMjia YK/byueHa
Y cpenmoesponckn mopepHucTuuku nokper (Ilenbepr, Xungemur, Xa6a), a v
roguHaMa nocnie [ipyror ceeTckor para rokyluasana ga ce NpHAaroan 3axTeRriMa
COUMJATUCTHYKOT peannaMa, ibeHa MyHa cTBapasiadka 3PE/NOCT MCNO/BK/IA Ce MPBU
UYT TEK O [EJCTBOM JEAHOCTABHUX, a y30y/UbMBMX HATIIMNCA CA CPEJIHOBEKOBHUX
crehaxa. OHM Kao f1a Cy YYMHUIM 2 OXKUBU U TIOCTAHE Ne/TOTBOPHA H-eHa IO Tala camMo
JTATEHTHA CKITOHOCT Ka MY3MYKOM OO/MMKOBay PUTYaHOT I0XKUB/baja. Harosewaije
T€ CKIOHOCTU MOTYhe Je yOunTH y panoM MHTepecoBay 3a HAPOLHO NeBalbe, Kao 1
HEILITO KacHM]EM JOLL 1 33 LpKBeHO nojaibe (Yermupu umnposusayuje u yee Ha meme
W3 0CMo2enacHuKd, KOMIIOHOBaHe BEPOBATHO youu [Ipyror ceTckor para).

PuTyannoct xoja ce MoXke CXBATUTH Kao M3Pa3 YOBEKOBE norpebe/mosnna ma
ROMYHILUNPa (3 OHOCIMPAHUM, TPU YEMY C€ aKTUBUPAJy CIIOHE Ca JIPEBHIUM CNIojeBUMA
KYATYPE, HMJ€ Y HeCarmacHOCTH ca KOHLeNTOM MomepHuaMa. Mako mogepumcrTinuk
YMETHUK TPEBACXOANO TeXKM 0cliobohemy og cTeraTpaguinjen OTKPHUBAILY HOMNYHO
HO802d, OH Y€CTO YyIMpe MOI/ie]] Ka JIABHO MPOLIIOM — YTIPAaBO Jla 61 M3HEAPUO HOBO.
Oceharme nosesanocT u 6GIMCKOCTH ca apXauYHUM U y30ybeme y npenosnasamy
MCTHX 3allMTaHOCTH HamaxHy/am ¢y /bybuny Mapuh ga ocreapu padunuparnmy CHOj
APEBHOCTH M CAaBPEMEHOCTH y KOJM je YTHCHY/a nedaTr puTtvanuocti. Y Ilecmanta
APOCIOpa TO je MCKAs3aHo TPAHCIO3NUMjOM obpesia caxpaHe, a y KAaCHU|UM deauma
Ha Pas/IMINTE APpYre HavdMiie; HajlacHje y CLeHCKoM opatopujymy Croso caemuocmu
Y KOME C€ CYTIPOTCTAB/LEHOCT 3CMR/LCKOT U HeOECKOT LIapCTBa pasperasa /bybaniby;
CacBUM Apyraunje y Yapobruyu Koja sajias3u y narancky cdepy; Muoro TUCKpeTHU]E
M yonmurTenuje y peinMma nmkayca Mysuxa oxmouxa, 3acCHOBAHUM Ha EleE]{I-TJM
LPKBEHUM HanenmnmMa,
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Xenen Meuenap (Amcrepaam)
Kencku apanrapguy 38yk 1933, roguue: Jbybuita Mapuh y Amcrepmamy

Hysauku keunmem Jbybuue Mapuh usseges je 1933. ronune na XI dpecrupany
Mebynapoanor apyurrea 3a caspemeny mysuky (MIICM) y Amcrepgamy. Te roguue
Mapuhega je Oua jefiHa of [EBETHAECT NPeLCTaB/beHMX KOMIIO3UTOPA, O]l KOjUX
CY BbMX TpMHaecT 0w MIAJM M pelaTHBHO Heno3HaT. Ca cBoOje gBajieceTyeTupy
roguie OMIAa je Ha MOYETKY Kapujepe, ca jernoM n3abpaHuUM 3a M3Bohemwe Ha
npecTiyknom ectusany MUCM-a y Amcrepamy, LITO je 3HAYMIO Ja j€ HbeHa
Kapijepa CTHLa/1a uiTepHalMOHAIHY IEPCIEKTHBY.

Opaj pan he ce KoHUeHTPUCATH HA NMUTAalba Be3aHa 3a 1) COIMOMOLIKE U
MCTOPUjCKE pa3Boje TOr BpeMeHa, U 2) Mysudku passoj /bybune Mapuh. IIpeu aeo
ouhe roceehen muTamuMa Kao LITO Cy: KAKO ¢y ce bupana fena 3a PecTUBaAN M KaKBa
je Ouna ynora xkupuja? Kako cy kputuyapu npukasaiu pecTusan 1, nocebHo, Kako
je mpumbeH ponpunoc Jbybune Mapuh? Kojum cy ce KputepujymMumMa KpuTHYapy
DYKOBOJW/IN TTPH OLEIbUBAILY CaBpeMeHe MY3UKe Y PaHUM TPHUJIECETHM FofMHaMa
npoiunor sexa? Kaksy cy ynory Ha @ecTuBany Mrpaay pojHOCT M HallMOHA/IM3aM?
3a1uTo jy je niTaMna 03Hadyuaa Kao Oyrapcky KOMIIO3UTOPKY?

To cy Oune rogmue kaja je mu3BectaH Opoj Mysukonora ocehao fpa je
caBpeMeHa MYy3uKa yuuia y kpuay. Cxpatama TOHa/IMTETa, XapMOHM]e, MEIoAuje 1
(hopMe npencTaB/baa Cy OCHOBY 3a MHTEH3MBHE paclipaBe: HEeKM Cy TBPOMAM Ja
MMa CyBHMIllE YMETHWMUYKMX npaBaua, gpyru ga je lllenbeproBa mysmka npepuiie
excTpeMHa. Y pagy hy ucunrtusaru Jysauxu keunmem Jbybune Mapuh y kontexcry
re mpobnemMatuke. baBuhy ce n nuTambuMa: Kako cy mweHM Tpodecopu KOMIIO3MIInje
Jocunn CnaBencku u Anojz Xaba MHUCIMAM O CaBPEMEHO] MY3ULM KM KaKO je TO
YTHIIAIO HA HeH MY3MYKYM pa3Boj. Kako ce y morneny MHOBAaTMBHOCTH H:eHa My3MKa
MOJKe TTOPEOUTH C OCTanAuM Henuma uasenenum 1933, rogune? M Ha kpajy, Kako je
CBE MpPaYHMjM MOTHUTHYKHM pa3Boj y EBponn yruuao na gecrusan MJJCM-a?

Becna Muxkuh (beorpapn)
»3A0KpeT - cay4daj crBapamamrsa /byouie Mapuh

»JaKopeT” je jegaH of He3ao0MIa3HUX MOjMOBa Y peLenliju CTBapaiallTBa
reHepaliMje CpPrcKMX KOMIIO3MTOpa Kojoj je npunajana v Jbyouua Mapuh. Ynan
ce, MIaK, 14, JJOK C jefiHe CTpaHe peleniiija camor IojMa ,3aoKpeT omoryhasa
pasMaTpatbe PasmuuMTUX MJeONOUIKUX To3MLHja CPICKMX MY3MYKMX KpuTH4yapa
M MY3UKOJIOTA Y TEePHOAY Off Mojia BeKa, JOT/Ae C APYre CTpaHe MpOoBOUUpa U
TOKYIa] PEKOHTEKCTYaIu3alije ,,onuTuX MecTa Kaja je Y NMTahy CTBAPanalTBo
Jby6ue Mapih 1 meH oflHOC TipeMa ,,3a0KpeTy’. YMmbeHula ga KOMIIO3UTOPKA ¥
MEPHOAY Of FOTOBO [Be JielleHije, Y KOjeM je ,3a0KpeT 3alpaBo aKTYeNM30BaH,
Hitje KOMITOHOBAMA BeMMKKM Opoj Jena, orpaBiaBa TBPAE Aa ,,3a0KpeTa v cay4dajy
creapajanitea Mapuhese, Huje 6uno. Ho, yKONKMKO ce MMajy Ha yMy pasauMuuTH
THIIOBM pelleriiije caMor rnojMa ,,3a0kpeT, Moryhe je rOBOpHMTHM O CTpaTerujama
KOHCTPVKIIMje KOMITIO3UTOPKWHE HENPUKOCHOBEHO aBaHTapjiHe [03MLMje Y
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KOHTEKCTY CPIICKE MY3WYKE MCTOpMje, KOje CY HNpaTuie NpoMeHe MJCOMOUIKUX
nosuuMja pasnmunTHUX FeHepaliija My3snuKnx nucama u Mysukonora. Mmajyhu cse
TO Y BUY, Ha KOJM HauMH je MoryhHo TyMa4yuTH jiesia koje je Mapuhesa kommoHoBana
TOKOM 4e€TpHeceTHX TofMHA MpOoLior Beka?

MBan Myau (JIucabon)
ACTIEKTH TYXOBHOCTH M MOJepHH3Ma Y Mysuuu /bybune Mapuh

UBaj 4iaHaK pa3MmaTpa eneMeHTe JIyXOBHOCTH, roceOHO oHjia Kaja nokpehe
MUTabe MOJIepHUCTHYKe ecTeTHKe y geny Jbybuue Mapuh, xao v kaga monnayu
MHOTOOpOjHe mnapajesie ca (UIO3OMU[OM JIPYTUX YMETHMUYKUX [OKpeTa y XX
BeKY, nocebno ca genuma KangmuHckor u pyckor nokpera ,,CBeT YMETHOCTH, 11K
- lonyapose. C jpyre crpaHe, oH Takolhe mocran/ba OKBMP YHYTap KOHTEKCTa
KOMIO3UTOPKWUHOL IMYHOr TParatba 3a UPHM Pe/IeBAlTHIM eCTeTMHYKHMM OKBUPUMa
O/l OHMX KOje je COlMjanuCcTUYKK peanusam y MehypaTnom nepuojpy omoryhasao
- cpefcTBuMa OyOOKO YKOPEHmEHOI, apXeTMIICKOT MaTepujana Vv JIVXOBHOM W
KyNTypHOM cMMcny. Y pajty he OuTy pedn O MCTOBPEMEHOCTHM MHKOpMOpaljuje
TEXHUYKUX CpejicTaBa U3 boraTux pecypca MojiepHu3Ma Koje je Jby6uia Mapuh ca
KYAmoM ancopbosana tokoM cryauja y [pary.

Chexkana Huxkomajesuh (beorpaj)
XOMO/IOTH e1eMeHTH M MeTa(OPUYKN CKYTIOBHU Y
BH3YyenHo] nnpe3entanuju gena /bydbuue Mapuh

O TpeHyTKa Kajja ce MojaBujla Kao HOBM MEAMj, Te/leBH3Mja je 3a MY3UKY
MocTana npe CBera HOBM MHTEPNPETATMBHM MPOCTOP, Pas3/IMMKUT Of CBMX 0O Tala
MOSHATHX — BE/IMKUX KOHLIEPTHUX cala, MHTUMHUX KaMePHIX KPYToBa, pajyuMja. Hos
eIEMEHT TOr TIpocTopa OM/Ia je cluKa, Kojy je Tpebano moBecT y CKIajaH OgHOC
ca mysuxom. J1 cBa HacTojama Koja Cy [0 cajia MCIo/bCHa P YCINOCTaBbakhy TOa
OfHOCA MOTY Ce ODyXBaTWUTH M 00jacHMTHM pasHMM THUTIOBMMa (GEHOMEHOIOIIKOT
IpecnuKaBathba M CTPYKTypanHe Tpancdopmaumje — Tymadehu npu tome oba
NPUHLUTA Y ThHXOBOM €I3aKTHOM U CNTIOOOJHOM BUIY. AYIHTHBHM U BU3VETHM TOK
Kao IEMOBH CTPYKTYPe CBAKOT TCIEBU3UJCKOT MY3MYKOT OCTBAPEHA, OPraHM30BallN
Cy 110 TUM NPUHUUITUMA — TOCPEACTBOM XOMOJIO0ZUX efIeMEHAMA WU MEMADOPUUKLLX
ckynoea — anu, Hajueuthe, u caky 3a cebe, npefcranina CTPyKTypy. IlapTuTypa, Kao
3a)EIHMYKM MMCHUTEH 00a CTPYKTyparnHa Jie/la MOXKe Ce MOCMaTPaTH Kao jesrpo
CIMYMHOCTY MM MaTPUIa HA OCHOBY KOJUX Ce T EIEMCHTH M CKYTIOBM TedhuHuuy.

MeDhy npBuUM flenMa CpIICKe MY3MKE KOja CY BU3YeIn30Bana Kopuinhemem
MeTaQOPHIKMX CKYMOBa, 6unu cy u Busanmujcku xonyepm u [lecme npocmopa
Jbybuiie Mapuh. 3acHoBana HaapXauyHOj CpebOBEKOBIO] 3BYUHOjaTMoCcepy, Koja
J€ MCKa3aHa KPO3 CaBPEMEHM TPETMaH CBMX MYSHMUKMX MapamMeTapa, leHa MY3uKa
J& CHaKHO MPUBIatinIa TeIEBUBUCKE ay TOPE, IIPe CBEra pejinTeke — npysajyhm nm
MoryhHoct ga opjabepy metadopuuke ckynose Kojuma he gopmuparu yieuatbis,
AYTOXTOH M caBpeMeH BU3YEeTHM TOK.
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Buayenuu Tok ocranux gena Jbyouie Mapuh, koja cy cHUM/beHa ¥ CTYAU]Y
MM Y KOILEPTHO] OBOPAHM, OCTBapeH je KopuiuhemeM XOMOJIOrMx enemMeHaTta
MJIM, TTaK, TPeTMaHOM HeKe BpcTe cMMOmose u3iMel)y XOMONOrMX ejlemMeHaTa M
MeTa(hOPMUKMX CKYIOBa., lako aHanAM3a BM3YE/IHE NOPe3eHTAlMje LeHMX [Jena
OTKPHMBa YMTABY MAZIETY PA3ZHOAMKMX OCTYITAKA KOJM UCTHYY IbEHY MY3UMKY KOTMKO
Kao doeahaj, TONMMKO M Kao JOMUBHA].

Magxc ITequcon (Jlapam)
Bpeme, Tpagunja M MOZEPHOCT:
cranunjaansanmja reMnopansor y mysuuy /bybue

Meana Ilepkosuh (beorpaj)
IlITa je TO y cpricKkOM IpPKBEHOM mojamy MHcnupucano /bydbuuy Mapuh?

Creapanauko oOpahae Jbybuuye Mapuh cprickoj upkseHoj Mysuim,
Meo/IMjaMa OCMOTIACHMKa, MOACTAKIO je OpojHE 3aK/bYUKE O aPXETUTICKMM, JPEBHUM
C10jeBMMa HapoJilie M PeTMTHOo31ie TPaauIIMje, OPUTMHAMIIO U HATAXHYTO YTKAaHUM
v (10]) caBpeMeny My3uuky uapas, Kao nrro je mosnaro, /byduna Mapuh ce y nusy
CBOJMX OCTBapema ocnatbana npeBacxogHo Ha (OcMOr/TacHMK Ha OCHOBY 3aliuca
_repana Crojanosuha Mokpamua. IpyruM peunuma, oHa je BOjM/Ia CTBaApaIa4yKy
IM]A/I0T Ca HOBUJUM CPTICKHUM NOJakbeM, IMTO3HATHM M Ka0 ,,CPIICKO HAPOIHO LPKBEHO

Tolamhe” WINM L, KapJloBavyKo nojabe’,

JenHO O TeMe/bHMX YIOPMIITA KOHLENTA ,,CPIICKOT HAPOAHOI LPKBEHOT
Tojama’, mopena AedMHMCAHOT Y IIEPUOAY POMaHTHM3Ma (Mako je caMe Iojambe
vopvupano  tokom XVIII ctoneha), 6uno je y donkjopHuum TeMembuMa
Jorocy:kbeHux Menoauja. Ynpaso ce u y onycy Jbybune Mapuh oftoc napojHor
1 DOTOCTYXKOEHOT MeBamba YeCTO MCIUTY]e MY3UUYKHUM CPEICTBUMA, JellHO MUTAalbE,
veDyTUM, OCTaje: KOMMKO Ce 3aMCTa paji O HAjCTAPHjUM, apXeTUIICKMM MY3UYKUM
“i1ojesuma? i je MOXKIa HAYWH HA KOJKM MX ayTOPKa TpeTMpa Taj KOju IoTLpTaRd
SUXOBY ,JpeBHOCT ¢ OAroBOp MEXHM M Ha TPary CBOJEBPCHE MPOMEHE OIHOCA
byoune Mapuh npema cprickoM nojamy: BEroBo ,IPUCYCTBO Yy My3uuu oxmouxi
1959-1963) apyraumje je v OOQHOCY Ha [efla M3 [OpYyre MOMOBMHE OCaMIeceTMX W
TeBEIECeTUX TOfWHa, MONYT Acumnmome WINM Apxdje. 3a pas/iMKy Of pema M3
T1e3feceTHX FOAMHA, ¥ MO3HUM ocTBapewmuma Mapuhesa ce obpahana Hexum, Ha
1DBY MOITIEN, Mathe BMUBMBUM MY3MUYKNUM C/I0JeBMMA CPIICKOI OCMOI/IaCHUKA.
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bpanka Paposih (beorpajp)
JIuTepapHOCT M aHTHIUTEPAPHOCT MYy3uKe Jby6uie Mapuh

Ha Tparosuma BOKa/IHUX 1 BOKaTHOMHCTPYMeHTannux jiena /by6mue Mapuh,
CA TEKCTOM, K0 M Y OHMMa 0e3 TeKCTa, a HA OCHOBY TEOPH]CKMX IMOCTABKHM O 3HaYelbnma
MOjMOBA ,,JAUTEPAPHOCT W LAUTHIMTEPAPHOCT Y TCOPUJM YMETHOCTH XX u XXI
BeKa, TOKOM MCTOPMJCKMX pasBojHUX (pasa, pasMaTpalleMo y HajulpeM KOHTEKCTY
ogHoc komnozutopke /bybuiie Mapuh npema nurepatypn, KibM>XeBHOCTH, NOE3M) it
M MPO3M YOILITe, carnejiale Kpo3 iheH onyc u crsapanauyku credo. Ilocebuo he
OMTH pedn O MOJATUTETHMA HBEHOT 0COOEHOr BOKAMTHOT je3UKa, CTU/IA M M3Pa3sa Koje
MPOHANA3MMO M TYMa4uMO Yy TEOPUJCKMM OfpeHMIIaMa ,,/IMTEPaPHOCTH , OJ{HOCHO
,AHTHIHTEPAPHOCTH .

ety Pomany (Amitna)
Cny4aj knaTtHa. [[yneme Mysnyapay ,,MapruHaaAHUM [JpPYUITBHMA

Jbybuua Mapuh, wuju croropuuimbuny ofenekapaMo, KOMTIOHOBaNd je
ATOHA/IHY ¥ MUKPOTOHA/IHY MY3UKY TPUAECETHUX TOJIMHA [IPOLUIOT BeKa; [OTOM je
KOMIIOHOBa/1a HEKO/IMKO JeIHOCTABHMX XOPCKMX Jie/ia M, MOCae HEeKOJIMKO FogMHa
CTBapanadkor NyTama, NpeacTaBuia cBoje peMek-aeno, Ilecme npocmopa (1956), y
AMYHOM MY3MYKOM UIMOMY ¥ KOME Je npes/iajiasaja MOJa/iHOCT.

Hben pa3spoj, He npaTehn KOHBEHIIMOHAMHA (3a 3anan) ycMepea Ka nporpecy,
CpoJlaH je pa3BOjy MHOTOOPOjHUX HOBOTPYKHMX KOMIMO3HTOPAd, YMJHM CY LMBEBH
ociunupanu usMmehy ke/be fa NOCTaHY NMO3HATH M [1a JIONPMHECY COMCTBEHO]
MY3WYKO] KYITYPH.

Oga gu/ieMa noxkpehe MHOroOpojHe JMCKYCHje O [IMTalbMMa pasBoja My3HUKe y
»MapruHajaHMM LIMBM/IM3aLM]jaMa M O BMXOBOM OJHOCY IIPEMa b MXOBUM MOIETMMA,
MY3M4YKMM LEeHTpMMa 3anaga. l[IpoyyaBame Tor ogHOCa M3 aclexKTa Haller Moct-
HayuoHantor goba Morna 6u fa MokpeHe MHOTA pasMUIL/baiba M A JOBEIE 10
CYMIbE V YCTa/bEHE MJEJe KOJe Ce TUYY MapruHaJIHOCTH Y KY/ITYPH.

CBecT - y HesalmagHUM [PVIITBMMA - 04 j€ Pas/iMKoBalbe OHO IITO
NMPBEHCTBEHO YMHW HBUXOBY KYNTYPY NPUB/IAYHOM M MHTEPECAHTHOM 3amniajibaiuma,
Ka0 M [MB/bE€E IPeMa 3aMajHo] KYITYpHM [JOBOOE JO NBOCTPYKMX TeHIeHIM]a
Ka OllOHallaky M Ka pasnuKoBaky. PasnukoBame ce 4ecTO NPOM3BOAM Mpema
NPUMHLIMOY HerMpara 3anajHor Kapakrepa — a y HalleM caydvajy, NpoM3BejeHa
pasiKa je: UCMMOYHY KAPAKIMEP KOJH J€ ¥ BEIMKO] MEPU BELITAYKHN ,,cayyBaH .

Takee qunemMe, LM/BEBK U HaMepPe OOMYHO Ce CMATPAjy MHXEPEHTHMM CPIICKO]
M HOBOI'PYKOj My3niu. OBaj paj pasMaTpa 0Ba [IMTama, Oclamajyhu ce v 3HaYajHO
Mep} Ha TekcToRe objaB/beHe ¥ rpYKoj LWITAMITH YIVIABHOM TOKOM TejleceTUX rogmMHa
POLUIOT BEKa, Y IEPUOAY KOjU Ce KapaKTepMUcao HalopuMa jJa ce M3rpaau Besz
3MeDy jyroclnoBeHCKMX M TPYKKMX My3Muapa M [a Ce€ YCIOCTaBM jYTOMCTOYHM
bankancku ampuxmuoHuoH Koju 6u npeobpasuo Ty 00nacT Y KYNTYPHM LEHTAP.

HocTyminm

V Tacaxamis

DOPMA/THU  KOHTEKC
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ce Mopaska hesojxa
TPaHCOOPMALIMjCKIMX
»OonuKa.
Menonujcka nw

CCRVYHA, MAJIa TCPLIAY

-
="
-—

B
=

"
=

P g i o A W o - -;-—
M CUHO 3HdYdIHO, &

LR LT
i

ap, apTHKYy/Ialija.

MUYKOT TOKa. Hauag

-
5

—_
—
—

(4% ]

TOMICKO-DPHTMMSE

JJIHOM HHBOY, MH
=

DHBA Y KOXEDE

e B o=l

= "1 =" mm - -



Mh.
(M3
o4
CTY

M

0je
CHO

BCY;
eBU

tHD}

<€y
Ma,
)CT-

1o

IITO
M3,
[Mja
eMa

“KO]
HOJ
MHa
€32
THU

Annua Cabo (beorpan)
Jby6uua Mapuh - Ilacaxama.
IMocTymiiu y npouecy peanusaiuje JCAMHCTEA MY3MYKOT TOKA

Y Tlacaxamu 3a opxecrtap, Jby6uma Mapuh cjenmiuma je npenosiarT/buBs
QopManTHM KOHTEKCT Iacaka/be, (PONKIOPHUM Y30paK Ha TMO3MLMM TeMe (a
0CcOOeHUM, TUYHUM MY3MYKHM 13pasoM. KOHCTaHTHO Oj3ByuaBame rnecMe 3axiend
ce Mopasxa hesojxa Kpehe ce off UMTaTHe MPeENO3HAT/LUBOCTYU A0 PafMKaTHUX
rpaHcOpMaLMjCKUX TIpolleca KOojuma ce TeMa 3HAYajHO yrabaBa Off U3BOPHOT
oOmKa.

Menoaujcka 1MHMjA TEMe, OMHOCHO HhEeH MHTEPBA/ICKM CacTaBs (Be/IMKa 1 Mana
CEKVH 1A, MaTTaTepliay3 yK/byduBatbe IOHaB/batha jeJHOT TOHA) TPUMapHO ONpeAe/by]e
spyuny rpaby jiena u, y cajejcTBy ca ocTanum MY3MYKHMM KOMIOHEHTaMa (puTam,
MeTap, apTUKYnaliuja, aroruka, TeMOp, akycTuyKa Jiu HAMIMKa), YCIIOB/baBa CTPYKTYPY
My3u4Kor Toka. Hauui peanmusayuje rpanmiia, nucTpuOyLMja NoHaehaba Kpahux
METOIM]CKO-PUTMHMYKMX CErMEHATa ¥ cafiejcTBY ca npeosnahyjyhum npomenama Ha
r1o0asHOM HMBOY, MHULIMPAjY YHYTPALlbY JUHAMUKY jie1a. ¥ TaKBMM OKOJIHOCTHMA,
noceHHO 3HAYAJHO, a7TU ¥ TPOBOKATUBIIO TIOCTaje caryiefaBalbe MOCTYMIaKa Koji BOje
OCTBAPUBalby KOXEePEHTHOCTHU OBOI MY3UYKOT 3[1a1ba.

Lhuy Cencon (Jlongon?
Hosparak vy dyayhuocy ca ibvOnnom Mapuh

Kareropuja , TpajiMiuonanie My3uKe" MoOXe ce Hajoorbe pasymMeTH Kap
"= rIocMaTpa M3 acleKTa pa3yMeBarba MeCcTa M OHOIA UITO je M3BOPHO. CxBaTaiby
“parcdopMannje oBe Kareropuje y nowiepatioj Esponu moxe ce npuhu nomohy
DROr peda cMMysakpa koje je upeHTudwukosao sRaH boapujap, J0K HEHO
“oicBajabe o CTpaHe KaTeropiuja koje ce 00MYHO ONMUCY]Y Kao ,TOITyIapHa My3HKa"

LVMETHHUKA MY3KMKa™ npusuBa bomapujapos gpyru pe.

SacHupajyhn ce Ha HaBeleHMM MPHUIA3UMa , TPAJIMLIMOHANIHO] MY3HLIM, OBA]
a7 hesouMpaTi TP PasMUYNTa CTaAujyMa Koja Cy YK/bYUYEHA ¥ IbeHO npezosapare
2, VMETHMYKOM MY3MKOM : MAEHTHQHMKALM]Y C HAITUjOM U KTACOM, MOTEPHUCTUYKO
=DCTABALE Y3 TIPOTPEC M Tparathe 3a NoKanHuM (Oa/IKaHCKuM) niaenTurermma, Y
STHMKYAMCAIbY Ta TPU CTagujyma, o he saTum jouympary [Ba BeluKa HapaTiBa
“0ia YIIpaB/bajy YMETHUYKOM MY3MKOM Ha BankaHy — MOrin OMCMO MX OMHMCATH Kao

:DaTuse eMadiunanuje u Bpahama xyhu - u na raj mayun nokymahe yja nonpasu
SUMETPHIY Y TPETUPABY MY3MKE U NOMUTUKE ¥ TOIMHAMA XJIaJIHOT paTa.

buhe nsnera TBpama ga /bybuna Mapuh mma crienmjasiHo sHayerbe yHyTap

x npuya. Iyt kojum je omoryhmna cuHTe3y gBa HaBeleHa HapaTWBa, WIN,

-suM3HUje — TTofiBohetbe Apyror nof npBuM, 0o je nuoHupcku. llornen us nryje

“SCTIeKTMBRE Ha MY3UKY NMOC/epaTHe JyroucTouHe EBpoiie Cyrepuilie [1a je oBaj nyT

. ¥pajy NpeBa3ninao NOAUTHUKE NOJe/ie M TAKO TTOHYINO YIIMCUBAHKE MIEHTHTETA

¢ HUCY OMIN caMO YCKO HAITMOHATHMN.
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r;TI?lHHLi UWb OBOT paja jecTe jia TOHYAM HUNTAe PasaMuMTHX NPUCTYIIA
TPAUMN Y FPYKO] YMETHMYKO] MY3uLM ol Mehypatior nmepuojia mo Kpaja XX EE:HEI,
Kao 1oanory 3a nipaheme cCTBapanaqykor ne1oBatha /bybuie Mapuh, o je u rnasno
TEXULITE 0BOra cKyna. OUna teMa je uzabpana 360r dacuunanmje Jby6uie Mapuh
TPAIMLIMOHATHOM MY3MKOM CBOJe 3eMJBE.

Haxia he Ourn Hajsuwme ycMepena Ha MCTPAXKMBALC MY3MKE [1MCaHe 3a

NPOIVKILH]Y
AHTHHEKNX OpaMa, y CTyYajeBUMa e TPauiinja urpa OuTHY ynory. M3 tor

pasniora, npeactasuihy crnegehe cnyyajese:
| L. Busanmuja: nuje camo sa Jby6uyy Mapuh npasa domosuna. Cryyaj Ese
Hanmep-Cukennjanoc n Jeadujcxux cseuarocmu (1927, u 1930). x

2. Ipaduyuja u apxemuncku npucmyn awmuyu y Mehypamnom nepuody:
»000up” modepuusma. Tlpuxasahe ce BP/IO 3HavajHa TIpomyKuuia Xunoiuma
(1937), ca penuremem Humutpucom Poutupucom u Km-mu:mmpm-{ HumMuTpucom
Mutponynocom,

3. Miempajasare u wupeive zpuxe mpaduyuje y nedecemum u wesdecermum
200UHAMA NPOULIIOZ BEKA: ECIMEMUYKU LAY UOCOTOUIKL u3bop? Hapojne necme u
pebeTHKa 3a aHTHYKe npame Madoca Xaummakuca u Mukuca lTeomopaxiica.

4. Hempaouuuja, seh mpaduuuje: NOCMMOOEPHU3AM ¥ HOCIEOTb UM deyeHujama
A X sexa. Hekonnko mmahux komnosnropa M3paykaBajy ujiejy jia My3MKa 3a aHTHYKe
APAME MOXKE [1a C€ MHCIMPUIIE M HEKOM CTPAHOM TPajMUIIMjOM, HE Camo TPYKOM;
UITAK, TaKaB KOHLIENT Ce NpUMElbYje YIJIaBHOM Y KOMeIMjama, a pYyka nybnuka ra
100po npuxpara.

Hybomup Criyprn (Bpuo)
> ’ # Ll e T N € k .
»aaduna wrona™: Senemke o HCIIKO] sy (1920-1939)

AyTop pasmaTpa XabuHe My3uuKe U Mearoilike aKTHBHOCTH Y KOHTEKCTY
qelike Mysuke 1920-1939. Topune 1923. Xaba je noueo na pefaje Ha IMpauKkoMm
RonsepBaropujymy, a 1925. ycneo je na ybenu akajmeMcke BnactH jia MY OMoryhe
Ald OTBOPH K/IaCy 33 YETBPCTENEHY M LIECTUHOCTENEHY MysuKy. [loctao J€ peJloBaH
npogecop 1934. Therosa knaca je npuenaunna u CTYHAEHTE JpYTrux npodecopa Koju
Cy JKeJlenn Jla ynosHajy HajHOBMje MeTOAe KOMIO3uLuje, V CBOJMM CeMUHapuma
Aaba je YBOAMO CBOje yYeHMKE U Y METO/e CBOI COMCTBEHOL CTBapatha. Fberosa
K7aca 0p3o je crekna MehyHaponHy penyTauujy.
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Ana CUroarosuh (beorpaj)
BapokHu ayx y peny /byouie Mapuh

Y ynaHky ce 6apok UCIUTYje ¥ CTAaTyCY apXu-cTua 3a geno Jbyouue Mapuh.
Y koMmosuiiujamMa u3 cpegulime dase ayTOPKMHOr CTBApanauiTBa, HaCTaTHM
y pacrnoHy of OKO Tpu JeleHuje: Off KACHUX MejleCeTUX N0 OHMX M3 OCaMAECeTHX
rojiuia, 6apok ce v OBOM CTaTycy noTBphyje Kako y Hauenmma ecTeTUKe, TaKO Y

KOMITO3MLMOH KM cTpaTerujama. bapokya ecTeTHKa MpPe/ICTaB/balba i1 IheH MOeTUYKH

MaHmaH y MOHOIHMM, KOjU YIpaB/bajy MHOTMM ayTOPKUHUM menuma (Japobruya,

kaMeplia KaHTaTa [lpae cHa, Musoxayuja, peduTaTUBHA KaHTaTa M3 mmuiie nojaee,

Monoduja oxmouxa), noTephyjy ce y BnajapuHm peunrtaruia, peTOpPUKE U aHTH-

HAPATUBHOCTH. 320K yIbEHOCT OapOKHUM (POpMaMa U TCXHMKAMA, KAKBe CY Y OCHOBU
nojennux gena unu crasosa: [Tacaxama, Ostinato super thema Octoicha, nocpenHo
u Acumnmoma, ,Vimoposusaiuja®, ,Puuepkap” (n3 Mysuxe oxmouxa I), TokaTa,
kapon (y Busanmujcxom Konyepmy), Kao 3a0KyI/bEHOCT becKoHauHowhy Bapupaisa,
mpeBoja M MeaHOpMpatba, MOryhHOCTMMA pasrpajitbe MpaBM/Ia M MACHTUTETA,
npejcTaB/ba MoBpatak 6apokHe Mrpe, BEIITHHE, YMeha Koje ce oCTRapyje yHyTap
T0eTUYKOL [IPOCTOPE, M HE TPAXKH CIO/BHU, HY Ca3HajHU MOACTHULA]. BULIeCTPYKOCT
HJIEHTHTETa, Kojupara, Gopmu, BPEMEHCKMX MEPCHeKTHBA M CMMCIA, KOJU ce
npefcTaB/bajy ¥ emoKBEHTHO] M padyheHoj Cmo/ballibOoCTH Jied, Jecte Haliudje
CaMOjIOBOJBHOCTHM OBOT OfIBMjalba Yy YHYTPallILOCTH; Haludje Ha KojeM ce Oome
onaxkajy pejcrno téchne u wene rpagnsHe n pasrpahyjyhe mohu, uinysuje n mwennx
cTpaTermja, AYXOBHOI CMHMCIA YCMEPENOT Ha Yy/AHM JIOAKUB/BA]. Mepa rmpucycrsa
dapoxa y meny JbyvOuue Mapuh uinumtaBa ce Kao MEpa HeroBOr penpeseHTaTUBHOL
MOJCPHM3MA.

Mpana Credanosuh (beorpap)
Jby6una Mapuh u [laBne Credanonuh

Ocum 00jaBBbEHNUX TEKCTOBA, KOjUX je 010 Hemann Opoj, Y 320CTaBUITHHH
vyauukor nucia u ectetuyapa ITasnma Credanosuha (1901-1985) cauysan je geo
1eobjap/beHor matepujana koju je Credanosuh mucao o MysuIM KOMIO3UTOPKE
by6uue Mapuh. OByu TekcToBy cy Hajsehum menoM HacTa/iM TOKOM LIE3JIECETUX
“OJlMHA TIPOLLJIOL BeKa it 6aBe ce aHa/IM30M eCTETCKOT (peHOMEeHa KOjU NpeficTaB/ba
seHa My3WMKa M KOHTEKCTOM y KOMe je HacTasa, noceOHO y CBeT/IOCTH OHNALIHe
VTOC/IOBEHCKE CTBapanatie pakce i CBETCKUX YMETHMUKMX KpeTaiba.

Melyy TekcroBMma ce Hajasy M HEKO/IMKO MNpeAnora 3a pasHe Harpajie
OxTobapcky u CeIMOjyNCcKY) y BUILLE Bep3u]ja, 0 IpeA/iory YiapyKera KOMIIO3UTOpa
“pbuje 3a uabop JbyGune Mapuh sa ponuchor unana Cpricke akazieMuje Hayka
+ ymernoctu (CAHY), xao u o HekuM [PUBATHUM NUCMKMMA U TEKCTOBMMA
<oje je Credanopuh nucao Ha MasioM (oOpMaTy a KOjUM HUCY OMIN HaMeHeHU
10]AB/bHBAIbLY.

Vrnasiom nactynajyhu y ume Yapyxemwa komnosutopa Cpbuje, jeiHo Bpeme

HYHKIMjKW ILenor notnpejaceptika, lasne Credanosuh, nucaiy anu u 6IMCKY
~ijares JTbhyGuue Mapuh, octaBuo je TekcToBe Koju Crefiove o Bpemeny bopbe 3a
1CHO e HHMCAHE eCTETCKE CTABOBE M BPEJHOCTH, 33 CaBPEMCHO CTBAPATALITBO U
52TOBO [IPOMOBUMCAILE ¥ LINMPO] KYJATVPHO] JaBHOCTH.

2.3



Rarapuia Tomawesuh {(beorpas)
ARBUPUNTH YIOCTOJAbA: no-emuxa Jbybinge Mapuh
usmehy dmnosoduje, woeanje 1w mysuke

VRV CTREPAJIGIKR 320CTaRIlyiina Jhvomie Mapuh borara i€ ¥ pasvhen,
CaMo NPMBHIHO 3a0e0He, OLBOJeHE MejIn 1 IBCHON CTBAPANAYKOr TOBODIL — MVIHKY,
GOCIHTY, AHKORHE DAOBC — CYITHHCKY HTOBE3Y]Y ¥ NIPOKMMAY HUTH QY TODKIHHX
CCTCTHHKNX # QUA030QCRITS pedrerkciia, Kako v euny POTATEL TAKO MV IMIAXDOH MM,
MIMOUITBO 3ajeAHUYKIY KOAOBY TBOPe usMely Mg AVTOPKMHOT OFYeR ryere
APXH- WUHTCPTOKCT YAHE MPOKE KOJE NOJCTHYY JId €8 HAJ HHEHNM JAS0M CHDOBOIE
DABHOBDCHE HHTCPIPETATHRIEC CTPaTertie.

Yaoepra Exa, vy osom papy popuptivhemo 1€k HeKomiKo suavalings YBOpHInTa v

Honasehn Ol ROHIEINTA AASUPUHRIA ~ KB YHHOT KOHLETTTA COMHOTIYKS Teop e
|
KOIMME CC YKPIITAJY DHOTPAdCRe, CTACKE, NOETHIKe ¥ PUIo30QGeKe anmenanje
SBpeMena i poctopa’ Tpajatba 1 crsapama /hydute Mapuh.

AMCRYP3UBHU OKBMP APYIOU KBYUHOP [0jMa MCTAKHYTOD ¥V HACIOBY
HO-emuUNda - JCQEUINCAH Je ¥ KIMOCKEBHOTEOPHICK M pajosusa Jammwra Kua,
VICTUYYIN 8 VMOTHOCOT TIOHMBA HA LAPXTABO] PABHOTEKN . eTUKE 1 ecTeTHke, Kt
MOSHLTY YMETHNKR CAFTCIRBA Y HETPEKMAHOM TIPOHECY ocMaonaba uamehy homo
politicus-a 1 homo pocticus-a. JoMuHanTHy TOH Je3iIKe Witk MysuyKRe HAPTHTYRE,
oppeben je, npema Kulny, TPeHVYTHUM CTambeM cpeTa. VICHMTHRAINE MOmRIHTeTA

ROCTSHCTCHILE HO-CIMUMRUXY ¥ A0SIMUYKIX CROJeBA v Crpapaisy JbhyBiie Mapuh,
IEHAN 1E O LTBERA OBOT Pajia.

bopuenan Huyonauxu {beorpas)
Mysiaxy ouye JhyOue Mapuh -
BPOMICMATHKY HOMEHKIATYPE M XPONOHOTHIC KOMUO3RITia

Hosomom crorojiuniiuue pobersa Jhybuie Mapuh, osa ] pajx Tpeba g
MPUKEKE ACDIHETHBHI OTEC e HITs KoMroamumia, Cast nionuc nehe CANRDMEBATH
CAMO A0 CHAR TIO3HATE KOMITOBIUM]E, HETO M OHE MBIYOBeHE, VinnnTenea, sabopasmene
ocacrum Henostare. Takohe, nomucon he Grrn carnenaya i npoGneMaTuKa Hasupa
THGICANHIY KOMITO3RILE, C O03HPOM A3 je, ToRoM rojuma, Jbybia Mapuh semana
HAL AONYILABATA TC HASU B, LoD TOrd, ORA] Paj Ne MMaTH 38 11Mb M i ORP eI LT
HPCUMBHMIY XPOHONOIMTY HACTaHKQ CRAKE KOMITOIUINE, Kao M 2a O3iaun IRTYME
FhHXOBUX IPenMujepriny uanoema. Tume he ce crroputy CTPYRTYPHA XPOHOJOLIKE
Oasa 33 j@ama npoyvasatba onvea Sbybune Mapnh,
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Jutka bajraposa cTyaupana MY3MKO/IOTMjy M OOXeMMCTHKY Ha
MacapukoBom yamsepsutety y bpry. Paguna je xao pykoogmnai Ope/bersa 32
ncropujy Myauke MopaBckor semasbcKor My3eja y bpay u y MUHMCTapCTBY KYATYpe
v IIpary. Opn 2002. roguHe je caMOCTa/THM Hay4YHU CapafiHUK Y Opne/bemny 3a UCTOPH)Y
Mmyauke ETHonmourkor mHCTHTYTa Akajiemuje Hayka Heuike penybnuke y Ilpary. ¥
LEeHTPY ILEHOT paja je mpoyvyaBame MY3WHKOT XMBOTA Y YEIIKUM 3eM/baMa y XX
it XX Beky, ca HAPOUMTHUM HALTACKOM Ha YelIKO-HeMayKUM I YENIKO-CTOBEHCKUM

viajaMHKM Be3amMa.

Jeprej Bajc je cryaupao Mysukomorujy Ha VYMETHHYKOM (PaKynTeTy
Vaupsepsuteta v JbyOmamn n Ha Opnceky 3a MY3MKOIOTH]Yy YHMBEP3UTETA Y
Perenc6ypry. Ilo 3aBpuieTKy CTYAMja TTOCTAO je acCHCTEHT 3a OONACT CNIOBEHAYKe
vy3iKe Ha YmeTHuukoMm dakynrety u Ha Ofceky 3a Mysukonorujy Punosodckor
dbakynrera y Jby6manu. Togune 2009. opbpanuo je AOKTOPCKU paj noj Ha3UBOM
Vioza uewtxux myzuuapa y Cnosenuju y XIX u panom XX sexy. Op 2005. je nmoMoRHMK
ypeiHHKAa PEHOMUPAHOT CTIOBEHAYKOT MY3MKOMOIIKOT Hacommuca Mysuxonomxu
s6oprur. TlpeTexxto ce GaBM MCTOPMJOM HELIKE M CTOBEHAYKE MY3VKE, MYSUKOM
iaMeby [Ba cBeTCka para, kao M mpobnemuma ojiHOCa usMeDhy MysuKe 1 MOTUTUKE.

Mupjaua Becenuuosuh-Xodman je pesosau npodecop Paxynrera MysutiKe
vmernocty y Beorpany u med Karenpe sa mysuxonorujy ucror daxynrera. Og 2003.
10 xpaja 2005. 6ita je npodecop Ha Opcexy 3a My3UKy YHUBEP3UTETA [Iperopuja,
lvakna Adpuka. [maBHM je u ogrosopuu ypeAnux VlarTephaluonanHor yacomnuca
sa Myasuxky Hosu 3eyx. llpencentnk je MysnKOIOWKOr APYIITB2 {_pbuje. AyTop
o Hexonuko Kibura, meby xojuma cy Fragmente zur musikalischen Postmoderne
Frankfurt am Main, 2003} u [Tped mysuuxum denom (beorpap, 2007), xao #
MYSHKONOIIKMX CTYiMja M eceja u3 obmactu CPrCKe CaBpeMeHe My3HKe M IbeHOT
cBpOTICKOr OKpY)Kewa, Ilpupennna je xwury Femopuja cpncke mysuie (beorpap,
2007).

Enena Topguua je gurmomupana Ha MOCKOBCKOM KOH3€EPBATOPH]YyMY (1965)
rie je saBpwuia u nocnepunnomcke cryanje (1969). Topune 1973. onbpanuna je
TOKTOPCKY AMCEPTalMjy IOJ HACMIOBOM [y20C/06€HCKA OHepcKa U cUMpPoHUjcKaA
sysuka 1920-1950 (Cp6uja, Xpsamcxa, Crogenwja). Op 1970. npepaje Ha
MOCKOBCKOM KOH3epBaTtopujymy, Ha Kartegpu 3a MCTOPU]Y MHOCTPaHE MY3MKE.
Vyecnuk je MehyHapogHuX HAyYHHUX CKYTIOBE, M TO Y beorpapy 1983, 1985. n 2005,
v Jby6mann 1988, u 1990. Hanucana je npexo 60 panosa objaB/BEeHNX YV HAYYHUM
s00PHULIMMA ¥ TIePHOAMIH, YKBYYYjyhn n Mysuuky eHyuraonedujy (tomose 3-6,
Mocksa, 1976-1982) u Mysuuku enyuxaonedujcku peunux (Mocksa, 1990). AyTtop
e cryauje Komnosumopu Jyzocnasuje y uspamy Mysuka AX éexa, Kib. >-A (Mocksa,
1987), kao u Kibure Mysuuxa xyamypa Cp6uje, Xpsamcxe u Cnosenuje (Mocksa,
2008). Tlpupeguna je nydnuxaiujy /. A. QopmyHamos. [Ipedasara u3 ucmopuje
OPRECAPCKUX CIMUA06A. Cehawa na J. A. opmynamosa (Mocksa, 2004).




Mupjana sKnekosuh je saspummna cryamje xomnosunmje na Dakynrery
Mysnuke ymeTHOCTH (1964), a norom Gopasuma y ITapusy na ycappuasaiby koj
H. bynanxe (koMnosuumja, xapmonuja, ananuse) u O. Mecnjana (Kommoauimmja).
Marucrpupana je Ha DakyaTeTy My3uuKe YMETHOCTH Y beorpany (1974). ¥V
Cpentwoj mysudukoj mwkonn Jocun CrnaseHcku paauia je Kao HaCTABHUK TEOPETCKIX
mpenmeta (1964-1976). buna je npodecop na Makynrery mysmuke YMETHOCTU M
e Karempe 3a teopujcke npesmete uctor dakyntera (1998-2001). HoGurHmia
Je 3HaYajHUX NpusHama: Harpajie PThb-a u Cmesan Xpucmuh (1964), IIpee narpape
Ronsepsaropujyma y @onrenonoy (1968), narpage COKOJ-a (1982), Ilpse narpage
YRC-a(1982), 3natHe nnakeTe Yunusepsuteta ymetHocTH y Beorpany sa nefaromxis
pan (1997). Fben onyc obyxsara gema cumdoHMjcke u KOHILIEPTAHTIE MY3MKE,
KaMEpHE W COMMCTHMYKE KOMIIO3MLMje, BOKAamTHA U BOKaIHO-MHCTPYMeHTanHa

nena. Ayrop je seher 6poja yypbenuka u cTpyuynux Hamyca KOJM Cy objaBbeHn y
YaconucumMa u 30OpPHMLIMMA.

Xenmmyt Jloc je nupektop Muctutyta 3a Mysukonorujy YHuBep3surtera y
/lajnuury. PykoBoaunay je mehyHnapojHor My3sukonowkor npojexra Musica migrans.
VI panuje je opranusosao cinyile npojekte Gasupade Ha MCTPAKMBAELIMA MY3UKe
Cpenibe u Victoune EBpone, Kao wiTo je nmpojexar Kopecnondenyuje mehy mysuvapuma
KA 02n1edano HAGPEeLUOHANIHUX KYIMYPHUX 8€3a ¥ CPEOIbO] U UCHOUHO] Eeponu (2001~
2003). Ayrop je kibure o beroseny u ypenauk seher 6poja My3sHMKOMOIIKIX U3alba.

Jopuna Maxkesuh je sappumna crymmje Mysuxonmoruje ma Dakynrery
MY3U9IKE yMETHOCTH Y beorpany, ca gunioMckum pagom o geny Jby6uie Mapuh —
Musica humana: ocsewthewe spemerna. CTynuje, eceje u KpUTHKe objap/euBana je y
qaconucuma Hosu 38y, Pew u Mysuuxu manac. Yuectsopana je Ha MY3MKOMTOUIKHM
cumnosujymuma y Haxosuy, Heroruny u Beorpajny. Hekomuko roguna 6uma je
Mysuuku kputidap Ha Tpehem nporpamy Pagno Beorpana. Hactasnuk je reopujcximx
npefmera y Cpentoj mysuukoj mkomnu Jp Bojucnas Byuxosuh.

Cpermana Makcumosuh je munjomupana kommnosunmjy na PDakynteTy
MYy3u4Ke yMeTHOCTH Yy beorpamy y kmacu Bacunuja Mokpamna. Togmue 2006,
3aBPLIMJIA J€ JIOKTOPCKE CTyAuje KOMITo3uLuje Ha YHuBepautety y Toponty, nenom
Hemupu my3sejcie cobe. thena octBapema ussobena cy y Kanagn u Cpouju. Hus
rOMHa Mnpejlaje XapMOHU]Y, KOHTPANyHKT M KOMIIO3MIIU]Y ca TIearonrkuM Kao M
KpeaTuBHuM HibeBuMa. Mamehy 1974, u 1993. npenasana je y Cpensoj Myanukoj
mxonu Cmanxosuh y beorpany. Hamumcana je HEKONMKO TeMaTCKUX TEKCTOBA O
CABPEMEHUM JI/IMMA, Ka0 U 0 UPKBEHMM Me10aujaMa CPIICKMUX ayTOpa BH3AHTH]CKE
TpanmuiMje, a HoBuje pajiose nocsetusa je O. Mecujany u B. Mokpaibiy.
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Mapnja Macumkoca je Maructpmpana u JOKTOpMpana Ha Opncexky 3a
vvankonorujy PaxyiTera My3awuKe yMeTHOCTM Y beorpafy (Teme: Mysuuxu
MunuManuzam — avepuuxa napaduzma u differentia specifica y oenuma zpyne
Geozpadckux Komnosumopa; Ilocmmunumanusam y CPRexoj mysuuu 3a 2yoauxu
opxecrmap y nociedrwe dee Oeyeruje XX  eexa). Kao jioneHT Ha Karenpu 3a
MY3HKOZOTHjy MCTOT haKynTeTa npejiaje NCTOpHJy My3NKe PEHECAHCE Y paHOT bapoka
it MCTOPH]Y CPIICKe My3UKe u3Mely J{Ba CBETCKA paTa. ¥ XK IbeHOT NHTepECcoBalba

Cy MUHMMAanu3am ¥ MOCTMITHMMATU3AM ¥ CPICKO] M CBETCKO] MY3MLIM MOCTEAHE
yerspTuie XX u nouerka XXI Beka, O6japmna je xmury My3uuxuy MUHUManru3am

(Beorpan, 1998).

Xenen Menenap, My3MKo/IOT 1 (priay THCTA, 61 je jelaH off OCHMBAYa U MOTOM
HM3 TOJMHA Y7TaH XOMaHJICKe YKEHCKE dolganyje 3a MY3UKY y AMCTepJamy. Capia
DAJII KAO MCTPKMBAY CApafiHUK HA YHUBEPSUTETY'Y Amcrepnamy. Kao mehynapomHo

IPU3HATH CrieljanicTa 3a yTHIIA] POAHOCTH Ha KIacu4yHy M}fanﬁr}n Encana j:ﬂ yTaHKe
22 The New Grove Dictionary of Music and Musicians u Die Musik in Geschichte und
Gegenwart, a 6ua je n y ypeHUILTBY 4aconuca Women ¢ Musi.-:, A Journal ufGEﬂde?r
and Culture. Ynan je caBera KpasbeBckor ApyniTBa 32 UCTOPU)Y MY3HKE XonaHpuje
(KVNM) u pefioBHO objap/byje PajioBe Be3aHe 3a CTYJIMIE POLa U MY3HKY.

g
Menura MuTHH je HayyHH caBeTHMK y MysuKo/10ImKOM MHCTUTYTY CAHY.

Fbeno IMTaBHO MOAPYYje MCTPaXKUBalba je CPIICKa My31Ka Y eBPONCKOM KOHTEKCTY, ca
Harrackom Ha creapanaintey Jhy6uie Mapuh. YuecTsopanay pajy Mebyﬁgpn:uﬁmx
MY3HKOTOLUKKX TIpOjeKaTa OpPraHu30BaHUX y Jlajrury " Atunu. buna je JeRaH
ol OCHMBaua M MPBM Yypemuux uacornmca Mysukonoauja. ImapHe nyOmuKaLmje:
Tpaduyuoranto YU HOB0 cpnckof mysuuu nocae Jpyaoe cﬁemﬂfﬂz pama (1945-
1965), , THTIONOTHja CPIICKUX MY3MYKO-CLIEHCKMX flefia ¥ AX BEKY SIIpexxuBeTH ca
spyima — Mcrouna EBporra nocjie npekpeTie 1989, ,Crapa cpricka My3uKa y
[lenMa CaBPEMEHUX KOMIIo3nTopa', ,Vagja cprcke Hauoalne MySIKey XX BEKY ,
, TIpejiagko cehabe y Jenmma Jbybuie Mapuh',

Becna Muxuh, My3ukosor, Baipefay je npodecop Ha KaTeapu 3a My3HKO-
1orujy Pakynrera MysuuKe yMeTHOCTH Y Beorpajy. Bogu KypceBe 13 CaBpeMeHe
ncTOpUje Myanke, Kao M Kypcese a MirepaucumniftiapHiM JOKTOpCRIM CTYRM)jaMa
YVHuBep3uTeTa yMeTHOCTH y beorpajly Ha rpyni 3a Teopujy ymernocTyit 1 mMefiija.
3aMeHUK je IIaBHOT ypeanuka MHTepHalMOHaIHOr Jacoluca 3a My3iKy Hosu 38y«
1 mpekTtop LlenTpa 3a npodecnoHarnii passoj M KOHCA/ITUHT Y KYATYpH, yMETHOCTH
u MenujuMa YHMBCP3MTETa YMETHOCTM Yy beorpany. [Topepn 6pojHuX CTymuja M
gnaraka 00jaB/bHBAHMX Y AOMaNuM W MHOCTPAHMM Hacomucyuma i 30opHULMMA
PazoBa ca HAYYHMX CKYTIOBA ayTOP j¢ ¥ KibAId Mysuxa y mexnoxyamypu (beorpap,
2004) u Juua cpncke mysuxe: neoxnacuyusam (beorpap, 2009).




Wsau Mynu je cTyaupao My3uKy 1 TEONOTHjy Ha yHuBep3uTeTHMa y JIOHAOHY,
Joencyy u Jopky. Ynau je uctpakusauke rpyne CESEM na Hoom VHUBEPIUTETY ¥
JIucabony. theropa mysnka je ussolena 1o 11e/10M CBeTY, a CHUM/BEHA je HA H3/1aiblMa
Kao urro ¢y Hyperion, ECM, Telarc u Sony. Kao gupurent pajmo je ca Benukum
Opojem xoposa y Esponu n AMepuiy, a kao Mysukonor nucao je 3a The New Grove
Dictionary of Music, Musik in Geschichte und Gegenwart u The Canterbury Dictionary
of Hymnology. O6jaBuo je 1 y»xe YIaHKe 0 paHoj i caBpeMeHoj My3uiy. CBelTeHHK
je ExymeHckor narpujapxata u TpeHy THo npefcegasajyhu Mebynaponior gpyurrsa
3a [IPaBOC/IaBHY MY3HKY,

Cuexana Huxomajesuh, mysmkomor u nmjanmcra, gokropupana je Ha
Qaxynrery mysuuke ymernoctu y beorpapy. Opm 1979. romguiie ypeanuk je
y TeneBmauju bBeorpap. Op 1989, o 2002. npegasana je OCHOBE HOBWMHAPCTBA U
NpuMerbeHy Mysuky Ha Ratenpu sa mepmjcke npenmere ®MY. Op 2005. npepaje
Meaujcke oOnuke mysuke na CTyamjckoj Tpylnu 3a MY3MKy y MeIMjMMa Ha
Dunonowko-ymernnuxom akynrery y Kparyjesuy, rme je pmaHac BaHpegHU
ipodpecop. ObjaBua je J1o cama HecT Kibura - Knacuuu modepie mysure, CanymHui
Kpos xamepry mysuxy, /lubpemucmuuxu nocmynax Ilempa Kowosuha, Knasupcxu
dyo kao odpas onuime esonyuyuje mysuxe, Mysuxa xao dozabaj w Expan cpncxe
Mysuxe — u rnpexo 1000 KpUTHKa M TEKCTOBA O MY3UIM Y JHEBHUM IMCTOBMMA U
Crenujaim3oBanum daconucuma. O 1976, roguHe KOHTHHYUPAHO KOHIepTHpa ¥
Kinapupckom myy ca Becuom Kpunuh,

Mexc llepmucon je mpodecop ecTeTuke Myamke Iia YHUBEP3UTETY Y
Hapamy. CTynupao je kaBup u koMnosuiujy na KpampeBckom Komeyy 3a MV3HKY
y Manvecrepy, Mysukonorujy Ha YuuBepsnrtery v Ersertepy, (i}H,-‘IE‘JT:'-E}Ll_‘.ILin}-’ 1
couuonorujy Ha YHusepaurtery Joxan Boadeanz Ieme y ®panxdypry Ha Majim.
ObjaBuo je Opojue panose Koju ce bape npobremMuma (PUIIO30PUIC U COLHONOTH]E
Mysuke ALX i XX Beka, apanrapjie u pok mysuke, [TosHat 1o ceojum pagosuma o
AJIOPHOBO] KPUTUYKO] TeOpHju, 00jaBHO je jiBe Kibure U3 oBe oHiacTi: AdopHosa
ecrnemuxa mysuxe (Kembpuy, 1993, 1997) u Adopro, modepuuszam u macosua
kynnypa (Jlounon, 1996, pes. nag. 2004). Ca Vipernom Jlenmex ypenHmk je s0opHuKa
paposa Caspemena mysuxa: meopujcxe u ¢unosodcke nepcnexmuse (Jlnex, 2001
uspaibe Ha eHTTeckoM 2009). Fberosy HoBuju npuiosu o6japmenn CY V Kiburama The
Cambridge Companion to Stravinsky (KemGpuuy, 2003), The Cambridge Companion to
Adorno (KemOpuy, 2004) u yaconucuma Musicae Scientiae (JInex, 2004), Cultura

Tedesca (Pum, 2005), u Filigrane (TTapus, 2006).

MBana Ilepko
DakynTeTy MY3MYKE
OcHoBHa 06n1acT e
y CpeiihbeéM BEKY, TaKO
it cappeMeno goba. U
OcmoznacHuxka, 2004
(00 aHheocko2 nojars:
beuy, a Tokom 2006.
0f CTpaHe bpuTaHcx
AKTHBHOCTH Y OBO]
apxuBy y [laH4esy.

bpanka Pagos
v beorpagy u Ha O
beorpafy. JokTopur
pakynreray beorpaz
Mana ucmopuja mys:
Mysuuko-cueHcka o2
MOHOrpagduja 0 KoMI
Pro musica (1989-189
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Mpana Ilepxonuh je munynommpana, MarucTpupajia M IOKTOpHpaia Ha
bakynTeTy Mysuuke ymeTHOCTH y beorpany. [louenT je Ha MCTOM (PaKyaTETY.
OcHOBHa 061aCT IEHOT HAYYHOT pajia OHOCH Ce Ha CPIICKY LUPKBEHY MY3NKY, KakO
y CpefiibeM BeKY, TAKO M Y ITOTOILYIM €TToXaMa (HapOYMTO POMAHTU3MY), }rT{J’I-:}"-I}f}‘?th
it cappemenio foba. O6jaBuia je Kiire 0 CpHeKom OcmornacHuky (Mysuxa cpncxoe
Ocatoeaacuura, 2004) M CPrICKO] XOPCKOj LPKBEHO] MYy3HIT Y noba pm.-mn*m‘an-m
(Od anheockoz nojarba 00 X0pcke YyMEMHOCMU, 2008). T}’YEHBPI_IIE?EHHH ce v Copuju
Beuy, a Tokom 2006. 1 200/, rojinne Oumna je pyKoBoau/al IpojeKTa buaHcHpaHor
ol cTpaHe Bputaricke GubnnoTexe, y Besy ca YIPOKEHMM My3HHKUM ApXMBHMA.
AKTURBHOCTH y OBOj 00/1acTH HacTas/ka | 2008. 1 2009. ropuue y Mcrtopujckom

apxuey y llanuesy.

Bpanka Pagosuh je nurutomupana KibMKEBHOCT Ha bumonouikom QakynTeTy
y bBeorpajgy u Ha OJiceKy 33 Mysukonorujy na MaxyareTy MysudKe yMCTHOCTH Yy
beorpamy. JlokTopupana je Ha KaTejipn 3a CpIICKY KILMXKEBHOCT fDthnnummr
daxyntera y beorpany. baBu ce Hay THUM I KPHTHHAPCIGM PafoM. Hznana}e KHMTE:
Mana ucmopuja my3uxe, OMmMEHOCH ROCPMAIbA (o Xpuctuhepoj orepu C'}J'?HIGH],
Myzuuro-cyercka dena Hukone Aepyueorve, fhezowt u Mysuxa u Summa Xeniana
(Monorpaduja 0 KOMNO3NTOPKH KCEHMH 3eyeBuh). BprEljxiﬂana j& MySMHKH Hacoruc
Pro musica (1989-1999), a Buiue ofi ABajieceT roguHa je CTaanu, natac n jeJIMHN
MY3UYKM KpPUTUYAP JHEBHOT JIMCTA [Tonumurxa. 3alloCieHa je Ha (’ijrmnm_nh:n—
ymeTHitakom dakyntery y Kparyjeiy, Kao BaHpeHi npodecop UCTOpUje My3HKe.

Kern (Exatepmum) Pomamy je OGuna npogecop HCTOPH]E MysHKe Ha
OnceKky 3a MY3UKY YHNMBEpP3UTETA Y Atuan (1993-2008), a npegaBajia je M Ha
kolzepsaTopujymMnmay Aprocy, KanamaTi i bonocy. bunaje IyTOrOMMILIBY MY3H™ K11
KpPUTHYAP aTHHCKOT [HeBHNKa Kamumepunu (1974-1986). [lled je rpukor TMMa K
ypeHiK 33 TEKCTOBE Ha TPYKOM JE3UKY Y PempocnexmugHiom uHoeKcy 3a MY3UHKY
nepuoduxy 00 1800. do 1950. i 4nan ypeHMINTABA IPHYKUX HaCOIILA Mysuonozuja
u [Torugponuja. Topen OpojHKMX YNaHAKA y JacONUCHMA, TTOTAARL ¥ 36{11311.1-'IU,LTME1
It OJIPEIHMLIA Y elIMKTIOoNe/{Hjama, o6jasyyia je HEKOIMKO KIbUTA HA IPUKOM JE3UKY:
Tymajyha nayuonanna My3ura 1901-1912, y apa Toma (ATwHa, 1996), Mcmopuja
HOBOZPUKE YMEMHUYKE MY3UKE (Aruna, 2000), Mysuuxa 6ubruomexa KpCKOZ
Dunxapmonujckoe opyuimsa (ATHHA, 2004), Tpuxa ymemHuuka mMy3uxa MOoOepHOz
doba (Atuna, 2006). Ypenuuia je TPOje3sMIHOr 300pHKKa 1107l HaC/IOBOM Acnexmu
epuice u cpncke mysuke (ATUHA, 2007)
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Anuia Cabo & JUITOMIpana MarmcTpupasna Ha D,m:eray 3d KOMIIO3MIIM]Y
DaKynTera MysM4Ke yMeTHOCTH, a JIOKTOPCKE CTyauje 3appiinia je 2007, ua Opcexy
3a leopujy ymeTHOCTM U Menmje YHMBep3auTeTa ymeTHOCTH Y beorpangy. Capa je
BaHpeHM mpodecop Ha Katenpu 3a Mysuuky reopujy OGMY y beorpapy. Hbheno
AHIKOBAILE IO CAHAKO J€ YCMEPEHO Ha KOMITIO3ULIM]Y M MY3UYKY Teopujy. Texkuire
EEHOI pafia Y 00/1acTi MY3MUKe TEOPHje U aHAM3E OJIHOCH Ce Ha PA3JIMYKTE ACTIEKTE
Mysuike popme. ITocebHo ce 6apu nuTaibeM MCNoObaBatha CUMETPHjE ¥ MY3HUKOM
oOMIKy. BakHO MeCTO y H€HOM pajly 3ay3mma MPOYYaBabe CPICKE MY3UKE.
Mely ibene 3nauajHuje TekcTose y6pajajy ce: ,Iloce6uoct baprtokosor opioca
TpeMa 3TaTHOM [IpECceKy y npollecy o0/uKoRama Mysuukor Toka® ,Bena bapTok —
Mapko lajuesuh’, ,,IIpuaunn pykosenama y Hpyeom eydauron keapmemy IleTpa
Romonutha’, ,Bacunuje Moxparaly: naunny pea/insannja jennicraa [IMKTyCa',

Llum Cemcon je on 2002. npodecop Ha koneuy Pojan Aonosej y Jlonmony, a
MPETXOMHO Je NpefaBao Ha yHuBepsuteTuMa y Erserepy u bpucrony. [nasue Teme
tberoBMX jlenta cy Mysuka lllonena u anannmiyaxu u ecretnuxu npo6nemu mysuxe XIX
n AX Beka. O6jaBuo je cefaM KebMra n 6M0 YPeIHUK MK JellaH Oj] YPelHMKa HeCT
Kibira. Jefan je of Tpu ypennuka [Tetepcosor kpuruukor usgama 1oneHosix nena
(pam y Toky). lomme 1989. Munncrapcrso kynrype [lomcke HaTpagMiIo ra je opaeHom
3@ 3acjlyre 3a Herob JOMpHUHOC npoydaBaiby mysuke Illonena. ¥ merosa nosuja
M3jatba crnafa Kemopuura ucmopuja mysuxe XIX u XX aexa (Kembpuiy, 2002), kao u
BUPMY03HOCM U MY3UYKO 0e10: mpascyendertmanue cmyduje Tucma (Kembpuiy, 2003),
KIpUra 3a xojy je 2004. noduo Harpany Kpamencke dunxapmorije. Ipenyrno pagn na
oOjapmbuBaby yiibeHuka Pasyserny MY3UKOI0eU]Y 1 Ha NPOjeKTY My3uxa Ha bankany.
On 2000. rogmue unan je bpurtancke akagemuje, nan je caBeTa MehynapomgHor
qaconca Mysuxonozuja Koju usgaje MysuKonomK HITCTH ryT CAHY

AHacracuja CHONCH je JIOLEHT Ha ofcexy 3a ECTeTHKY MY3MKe Ha JOHCKOM
yHUBep3uTeTy y Ipukoj, a npegaje u Ha OTBOpeHOM yHuBepautety (kypc ,Mctopuja
yMeTHOCTH y EBpori Ha creneny ,,Esporicka timsunusanuja®). Hacion merte HOKTOPCKE
Te3e je Baznepos , [1pcmen HuGenyrea ™ noHoeno xosaree Maua, tnu: Ka pexorcmpyxuyuju
Hapoodie ceecmu (B. BpuTtanuja, 1996). SABPILUIA j€ U CTYIMje apXUTEKTYpeE. O6jaBuna
J¢ KibWTe, TIOIIaB/ba Y KEbUraMa 1 YYecToBa/a Ha GPOjHUM CKYIIOBHMa. lipBencreeno ce
0aBJ1 HEMA4KOM POMAHTUYaPCKOM MY3UKOM, HAPOUHTO Barneposum ge/imma u Mysuxom
M3MeDy [iBa CBETCKa pata, 3aTUM MOJICPHOM I'PYKOM YMETHUYKOM My3MKOM (orepama
Manonuca Kanomupuca, acnektuma npeosnorije 1 Mysitke, Mysike y 0OOHOBaMa aHTHYKe
Aipame y caBpemeHoj [pukoj), Kao 1 My3MUKOM TEPMUHONOIMjOM Ha TPYKOM je3uKy u
[IMTambMMa MY3UIKOr 00pasoBaiba Ha TPYKHMM YHUBEP3UTETHMA.

———
- -
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Hy6omup Criypuu je gunmomupao BUOAMHY Y Kpomepusky, a My3auKonorujy u
ecTeTUKY Ha MacapukoBoM yHuBepsuteTy y BpHy (1993), roe je 3appiumo u cTyanje
TEOpHie MY3HKE M MOTOM JOKTOpHpao ¢ TeMOM [lma je wienkepujarcka ananusar
[Toxywaj meopuje popme. Paguo je xao ypegHuk yaconuca Opus Musicum (1992-
1995). ¥ nepuogy 1993-2004. npegasao je Ha Mysuykom opmcexy YHupepsurera
[Tapaukor y Onowmoyny. Toguue 2004. nocrao je poueHt Ha MHcTUTYTY 34
MY3MKONOTH]Y Ha MacapukoBOM YHUBEPUTETY Y bpHy. ¥ CBOM MCTpaKMBamby
KOHLIEHTPMUILE CE HA MY3UYKY TEOPH]Y M €CTETHKY MY3UKE NpBe NomoBuHe XX Beka.
Oojapuo je kwury Heinrich Schenker - ddvny neznamy [Xajupux Hlexxep - cmapu
HesHanay]. YpenHuk je unTepHer yaconuca Acfa.musicologica.cz.

Ana Credanosuh, My3uMKOIOL, IMIIOMHpaja je M MarucTpupana Ha
DakynteTy Mysuuke ymeTHocTH y beorpany. [lokTopyupaina je Ha YHuBepsureTy Paris
[V - Sorbonne. Pagu kao gouent na PaxynTeTy My3sudke ymMeTHOCTH y beorpany.

a aHarakoBpaHa je y CBOJCTBY McTpaxkuBada npu LleHTpy 3a OapokHy MY3MKY ¥
Bepcajy (Centre de Musique Baroque de Versailles, CNRS). Ilitagne obmactu menux
MCTPaXKUBama CV OJHOC MY3UKE M TEKCTa Y OMePHM M COJO IMecMM, Kao M MMTamkba
MY3WMYKOT CTHIA M CTH/ICKE aHanu3e. AyTop je BeIMKOr Opoja pajioBa 13 obnacTu
MY3HKOTOTHje M MY3MUKe Teopwuje, 0bjaB/BEeHMX y daconucuma M 300pHUIIMMA
pagoea. ObjaBuna le kwury La musigue comme metaphore (2006). Cacrapmpay je

Anmonozuje cprcke cono necme (2008).

MBana Credanosuh je cryiupasia BMOIUNY ¥ KOMIIO3MLIKM]Y Ha DakynTery
MY3MUKe YMeTHOCTH ¥ beorpany. Clreyujanusannjy je sappwnna na Muctuturyry
3a ucrpakupaibe ¥ Koopjunann)y Axkycruka/Mysuka IRCAM, Tlapus. Op 1968.
capabupana je na nporpamuma Pagno tenesnsuje beorpay, 1985, nocrana je npeu
ypentHuk Pagmnonune spyka [Jpamckor mporpama, a ojf 1989, Mysuuku ypegHUK
[IpBor nporpama Paguo beorpagma. Ca oBor Mecra ce NMOBYK/IA ocTaBkoM 1991. Y
nepunogy 2001-2006. 6bmna je yMeTHUYKY gupeKTop My3uukor ecruBana bEMYC.
fbene kommnosuuuje usBoheHe cy y BeMUMKOM OpoOjy eBPOICKUX M BAHEBPONCKUX
semMaba, Ha YITIEAHUM (pecTuBanuMa Kao mro cy Gaudeamus, BEMYC, 3arpebauku
oujerntane, XencuHiuku Oujenane, [Ipu Mrtanuja. baBu ce rpaHMYHUM MY3MUYKUM
obnacTUMa 1 CLIEHCKOM My3HKoM. ObjaBibyje TEKCTOBE O MY3MIIM U KYITYPH.

Karapuna TomameBuh je Hayynu capagHmk y MysMKONOWIKOM MHCTHTYTY
CAHY., llpepaBana je na Axapemujn ymetrHoctu y Hosom Capy (2003-2008).
YyecTposasa je a MHOrOOpOjHMM Hay4YHMM CKYTIOBMMA U JIpsKara IpeqaBarba Y 3eM/bH
1 MHOCTpaHCTBY (AycTpuja, benrimja, Yewrka Penryonuka, Mabapcka, CAJIl, CroBeHuija,
[lIpajuapcka), buna je capagHuk Ha TpUKO-CPICKOM MNpojekTy Serbian and Greek
Art Music. Basic Research for the Comparative Study (2004-2006). Op 2006. ypegHuk
le vaconmca Mysuxonozuja, usgamwe Mysukonowkor nHctHtyTa CAHY. OcHoBHa
[10/ba HEHOT MCTPaKMBaHa jeCy: eBPOINCKM OKBMPH HALMOHAJIHE MCTOPHje MY3UKE,
CPIICKA MY3MYKa CLleHa ¥ KOMHOApaTMBHO IpOoyyaBaibe YMETHHMYKMX TOKOBa. [lopen
MHOroOpoOjHUX CTYA]a, objaBuna je kwury Ha packpuihy HMemora u 3anada. O dujanozy
MPAoUUUOHAAHOZ 1 ModepHoz ¥ cpricko] mysuuu (1918-1941) (beorpaz, 2009),



bopucnas Ymyosaykuy je aunIoMupao u MarucTpupac oboy Ha AxkagemMuin
ymeriioctTu y Horom Capy, a nocnesunnomcke cryauje oboe 3appimo je 1 Ha
Crennnk KonsepBatopujymy y Amcrepmamy kop npodecopa Xana je Bpuca.
IIpemujepro je M3B€O TpUeceTaK KOMIIO3WLIMjA CPIICKMX, XOMAHACKMX M HEMaYKIX
komrosutopa. Jeman je og ocumsava Pongaumje bapxa us Amcrepgama koja Mma
33 IWU/b NpeAcTaB/batbe CPICKE KY/ITYpPe Y MHOCTPAHCTBY. AKTHMBHO ce Oanu wu
MY3MKOJIOLWIKMM PajioM, MHTepecyjyhu ce MpPBEHCTBENO 33 CPIICKO CTBAPAIalTBO
M MY3UKY XX Beka. {olleHT je 3a KaMepHy My3uKky Ha PUNOIOILIKO-YMeTHUYKOM

raxynrery y Kparyjeeny.

Joszed IllebecTa je ne/ioBao gBageceT M OcaM TOJMHI Kao COJIO-TpoMOONIKMCTA
y Burgwache-opkectpy y Ilpary. AnconsenT je na npanikom Konsepsatopujymy u
Ha Opncexy 3a mysuxonorujy Kapnosor ynusepaurera y Ilpary. To 2008. rojune
BOIMO J€ ceMMHAap peHecancie MysuKe Ha MysukonomkoM nHcTUTYTY Macapukosor
yHUBep3uTeTa y bpuy. OcuM My3uKkoM peHecaHce, 0aBy ce 1 CTIOBEHCKMM MY3UUYKNM
Kyatypama y llpary, napogaum necMaMa ¥ BOJHOM MY3MKOM.
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THURSDAY, 5 November

17:00
Festive Hall of the SASA, 2™ Floor

Introductory Speeches:
Academician Dimitrije Stefanovié, Secretary General of the SASA,
President of the Programme Comimiittee

Prof. Danica Petrovié, Director of the Institute of Musicology of the SASA and
member of the Programme Commiitiee

Chair: Danica Petrovic

17:15-17:45
Key-note lecture: Jim Samson, Back to the Future with Ljubica Maric
17:45-18:15
Melita Milin, Modernism and Rituality in the Works of Ljubica Maric

18:15-18:45
Elena Gordina, “Word” in the Art of Ljubica Maric

Foyer in front of the Festive Hall of the SASA
19:00
The newly discovered miniature of Ljubica Maric, premiere
Stana Krstajic, tlute

19:10-20:00
Cocktail

Festive Hall of the City Hall

20:30
Concert: Liubica Mari¢ and her Dutch Friends
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FRIDAY, 6 November
Morning Session
SASA, 1% Floor, Hall No. 3

Chair: Helmut Loos
10:00-10.30
Jitka Bajgarova — Josef Sebesta (Prague), Serbian Students at the Prague
Conservatoire 1918-1938
10:30-11:00
Lubomir Spurny, “The Haba School”:
Notes on the Czech Music (1920-1939)

Max Paddison

Marija Mas:

11:00-11:30 Works of Ljub
[vana Stetanovic, Ljubica Mari¢ and Pavle Stefanovid
BREAK (11:30-12:00)
A

Chair: Kety Romanou

12:00~-12:30
Helmut Loos, Ljubica Marié und Berlin 1932-33
12:30-13:00
[Telen Metzelaar, A Woman’s Avant-garde Sound in 1933:

i g Snezana N1
Ljubica Mari¢ in Amsterdam f ol
13:00=-13:30
Jernej Weiss, Ljubica Mari¢’s Letters to Slavko Osterc Anica Sabo, Lj
Club of the SASA
waﬂ'l Svetl:
o Echoing Str

Secular M
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FRIDAY, 6 November
Afternoon Session
SASA, 1 Floor, Hall No. 3

Chair: Jim Samson

16:30-17:00
Max Paddison, Time, Tradition and Modernity: The Spatialization of
the Temporal in the Music of Ljubica Maric
17.00-17:30
Marija Masnikosa, Specific Organization of Musical Space in the

Works of Ljubica Mari¢ as One of the Key-concepts of the Composer’s

Musical Modernism
17:30-18:00
Mirjana Veselinovi¢-Hofman, Asymptote:
Asymptote of Silence / Silence of the Asymptote

BREAK (18:00-18:15)

Chair: Jitka Bajgarova
18:15-18:45
Snezana Nikolajevi¢, Homologue Elements and Metaphoric Sets
in the Visual Presentation of Ljubica Maric’s Works
18:45-19:15
Anica Sabo, Ljubica Marié — Passacaglia. Procedures in the Process ot
Realizing the Unity of the Music Flow
19:15-19:45
Svetlana Maksimovié, Octoicha I -“The Familiar” in
Echoing Stravinsky and “the Modern” in an Unfamiliar Material

Festive Hall of the City Hall
20:30
Concert:
Secular Music of the 20" and 21* Century inspired by Octoechos



SATURDAY, 7 November
Morning Session
SASA, 1% Floor, Hall No. 3

Chair: Vesna Peno

10:00-10:30
[vana Perkovi¢, Which Element of Serbian Chant
Inspired Ljubica Maric?
10:30-11:00
Ivan Moody, Aspects of Spirituality and Modernism in
the Music of Ljubica Mari¢

BREAK (11:00-11:30)
Chair: Katarina Tomasevid

11:30-12:00
Mirjana Zivkovi¢, Music from the Word of Light — The Forgotten

Choirs of Ljubica Mari¢ (Analytical Approach of an Editor)
12:00-12:30

Katy Romanou, The Pendulum case. Musicians’ Dilemmas in

Marginal Societies
12:30-13:00
Anastasia Siopsi, On the Various Roles of Tradition in 20"-century
Greek Art Music (The Case Study of Music Written for Ancient Dramas)

BREAK

41}

Branka Radovic.

Zorica Makey
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SATURDAY, 7 November
Afternoon Session

SASA. 1% Floor, Hall No. 3
Chair: Nadezda Mosusova

16:00-16:30
Branka Radovi¢, Literary and Antiliterary Aspects of Music Composed by
Ljubica Maric¢
16:30-17:00)
7 orica Makevié, The Piano and the Harp in Poetics of Ljubica Maric
1 7:00-17:30
Ana Stefanovié, The Baroque Spirit in the Work of Ljubica Maric

BREAK (17:30-17:45)
Chair: Melita Milin

17:45-18:15
Vesna Mikic, The Issue of the ,,Jurn” and Ljubica Maric’s Output

18:15-18:45

Borislav Cicovacki, The Opus of Ljubica Mari¢ - Problems ot

Nomenclature and Chronology of Compositions
18:45-19:15

Katarina Tomadevi¢: Labyrinths of Existence: Ljubica Maric's ‘Poetics’
between Philosophy, Poetry and Music
19215
CONCLUDING DISCUSSION AND REMARKS

41



Jitka Bajgarovd — Josef Sebesta (Prague)
Serbian Students at the Prague Conservatoire 1918-1938

Due to the fall of the Habsburg Empire, as well as other global political changes
caused by World War I, the regions of the former Austro-Hungarian and other
empires became independent states in a short time, and had to respond to all the
requirements of the modern world. In this situation, the Czechoslovakian Republic,
and especially its capital Prague, had a special standing. It seems that, in particular,
liberal Prague replaced in some way the cultural and educational offers of the now
distant’ and perhaps less multinational Vienna, especially for students from these
countries, which were at the beginning of the path to culture and education, such as
the Ukraine, Bulgaria, Rumania, or Yugoslavia (Serbia, Croatia and Slovenia). Due
to the foreign policies of the ‘Masaryk’ Czechoslovakian Republic, the field of music
opened fully for these countries, in particular the Prague Conservatoire, founded in
1811 and therefore one of the oldest European music educational institutions.

In the course of new research in the Prague Conservatoire archive materials,
the Prague Town Archives — and the cultural pages of the period press, we have
brought to light previously unknown information on the study life of the Serbian
students who attended the Prague Conservatoire from 1918-1938, among them
Jelena Stamatovi¢, Mihailo Vukdragovi¢, Jovan Bandur, Predrag MiloSevi¢, Milivoj
Crvéanin, Mihovil Logar, Ljubica Mari¢, Stanojlo Raji¢ic and others. Of special
interest were the study and social activities of Josip Stolcer-Slavenski — photographs,
music drafts and correspondence.

In our paper we also follow other music activities of Serbian students living in
Prague between the two Wars, especially the patriotic concerts, entitled ‘an evening of
contemporary Serbian music, ‘an evening of Serbian Orthodox music; or 'an evening
of Serbian songs. Quarter-tone music teaching, in the class of Alois Haba, represents
an interesting chapter. To be listed for these courses became a matter of prestige,
because the local and foreign press highly praised Habas activities. Also included
were the names of Serbian students.

We follow other cultural and social links of the Serbian students living
in Prague, such as the commemoration of the Yugoslavian King, Alexander L,
assassinated in Marseille in 1934, or a lecture on South Serbian songs and modern
Serbian nationalism, given in 1928 at the Prague Conservatoire by Miloje Milojevic.
The lecture caused a scandal, discussed for several days in the culture pages of the
Czech dailies.




Borislay Cic¢ovacki (Belgrade)
The Opus of Ljubica Maric -
Problems of Nomenclature and Chronology of Compositions

On the occasion of the hundredth anniversary of Ljiubica Maric¢’s birth, this
paper aims to offer a definitive listing of her pieces. The listing itself will not only
contain her known compositions but the lost, destroyed, forgotten and unknown
ones as well. In addition, the listing gives insight into the problem of the titles of
particular pieces bearing in mind that, over the course of time, Ljubica Mari¢ often
changed or supplemented them. Apart from that, another goal of this work is to
establish, as precisely as possible, the chronology of each piece as well as noting the
date of its premiere. This will create a structural chronological base which will allow
turther study of Ljubica Maric’s opus.

Elena Gordina (Moscow)
“Word” in the Art of Ljubica Mari¢

status ot the contemporary culture, marked by processes of bringing together
music, literature and art (graphics) poses a line of actual problems concerning the
complex humanitarian knowledge. One of them is the problem of historical and
essential intercommunication of Word and Music. To this subject are dedicated
series of scientific conferences under the common title “Word and Music” held at the
Moscow Conservatory with collaboration of the Moscow Institute of World Literature.
The first conference (1994) was conceived and organized by the most distinguished
local philologist and art historian Alexander Victorovich Mikhailov (1938-1995),
who was thus tracing different trends in the illuminating of chosen problem:s.

Developmentof the literature science allows presenting one of its characteristics
as the fransgression of the word, various appearances of “hidden” “hushed” or
transfigured word, finding its reflection in the contemporary phenomenon of
correlation Music-Word.,

Ihe art of Ljubica Maric¢ is presenting multiform manifestations of the
similar phenomenon on different levels of the artistic project concerning structure
and language of composition. Following approaches are possible: Word as the title,
Word as the text, Word as an author’s commentary, finally, “unpronounced” Word
as sense. Those aspects could be used in the defining of Ljubica Marié musical and
philosophical conception, consecutively incarnated in her mature works.

s>ome common parallels with the work of Galina Ustvolskaya are to be noticed:
a particular care for spiritual, philosophical context of musical content, a similar
role of the Word in some compositions, and inclusion of archaic elements into the
contemporary sound system. The whole musical cosmos of Ljubica Marié is, however,
a completely individual act of creation.
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Helmut Loos (Leipzig)
Ljubica Mari¢ und Berlin (1932-33)

Uber den Aufenthalt von Ljubica Mari¢ in Berlin sind nur wenige Fakten
bekannt, nicht alle im Umlauf befindlichen Aussagen lassen sich aktuell verifizieren.
Nach ihrem Studium an der Meisterschule in Prag bei Josef Suk lebte sie vom
20. August 1932 bis zum 11. November 1933 in Berlin. Sie nahm am 24. und 26.
September 1932 an den Aufnahmeprifungen der Berliner Musikhochschule
fiir Komposition und Kapellmeister teil, entsprechende Prafungsvermerke
sind dokumentiert. Dariiber hinaus ist die Situation der Hochschule in
RBerlin aufschlussreich, in deren Umfeld sich Mari¢ bewegt hat. Die Jahre
1937/33 markieren den entscheidenden Umbruch von der Weimarer Republik zum
Dritten Reich.

Zorica Makevi¢ (Belgrade)
The Piano and the Harp in Poetics of Ljubica Maric¢

The two instruments which, in the score, take central position, have a key
role in the orchestral music of Ljubica Mari¢. Her only concert piece, Byzantine
concerto, the composer intended for the piano. The originality of approach to this
genre is emphasized in the very score with the remark that “the piano part represents
an organic part of a symphonic orchestra’. Bearing in mind its explicitness and the
autonomy of its content and texture, we, naturally, do not understand this remark as
2 limitation of the soloist role, but as a pointer to the right order of things: it is not the
concert that is dedicated to the piano and its technical and expressive capabilities, nor
are these capabilities the source ol musical inspiration, but it is the original creative
:dea — which in the works of Ljubica Mari¢ is always more than musical — one that has
recognized its primary colour and its main sound medium in this very instrument.

The other two works from the cycle Octoicha Music, also give a solo role to the
piano. It is shown in the composition Octoicha 1 in the particular moments which
mainly have the meaning of cadenza, while in Osiinalo super tnema octoicha it 1S
quite the opposite, we could say: it takes up the whole linear tlow of the piece, but in
a completely anticoncertant way.

The sound of the harp is woven into the works of Ljubica Mari¢ alongside
the solos of the piano, like their reflection and echo, like a mysterious wrapping and
forerunner, but also in the form of autonomous expressions, to which the sound ot
the piano sometimes just invisibly lends volume,

The unique poetics of Ljubica Mari¢, which penetrates the secrets of time and
being with music, inspires us to approach the question of instrumentation from the
same starting point, In this way the point of the role of the piano and the harp is
revealed in the refraction of their acoustical-expressive potentials through specific
moments of the poetics, which, in fact, in this fusion acquire their true shape and color.
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Svetlana Maksimovic (Belgrade)
Octoicha I -“The Familiar” in Echoing Stravinsky and “the Modern”
in an Unfamiliar Material

In every repeated listening to Octoicha I (1959) the impression remains about
its strong relation with Stravinsky’s Symphony of Psalms. The sound of the orchestra
belongs to frequently used style (type) of orchestration of the twentieth century.
Moreover, some similarity seems to appear, especially with an emphasis on brass
instruments and through selection of intervals, with Janacek’s work. The additional
piano in the orchestra (a newer practice of the last century) and numerous variations
of the main theme lead us again to Stravinsky. Contrary, the absence of the neoclassical
meter and somewhat ‘extended’ emerging of the theme itself (introduction) create a
“modern look” in this work. It is one more proof for the existence of many faces of
“the modern” in music and in this brief review of Octoicha [ the details will show how

it came into being.

Marija Masnikosa (Belgrade)
Specific Organization of Musical Space in the Works of Ljubica Maric
15 One of the Key-concepts of the Composer’s Musical Modernism

Gince her earliest creative period, marked by an intensive search for hfﬂ'
personal artistic expression, the music of Ljubica Mari¢ showed clear contours of a
very particular musical poetics.

With the exception of her short post-war “turning-phase’ — set out to re-
examine her attitude to the musical romantic tradition — the creative work of Ljubica
Mari¢ developed in the field of the Twentieth Century musical modernism. "lhiz;
modernist musical matrix remained even in Ljubica Maric’s last creative period
(during the 1980s, and 1990s), when the composer made (or made just an indication
of) a very specific step towards the space of musical postmodernism.

That is why musicologists studying the work of Ljubica Maric, El‘i‘iphﬂﬁiiﬁﬁ
those modernist characteristics appearing as the constantly present ‘hard core’ of
her entire creative work. The most frequently cited among these modernist features
are: consequent usage of linear counterpoint, constant unfolding realized mostly
by spinning out from a motivic cell presented at the beginning of the mmpﬂsitign,
horizontal polymetry, harmonic layering of the musical texture, and a very specific
texture organization.

The aim of this paper is to show that one more feature should be added to this
constantly present modernist characteristic of the music - it is a specific, dE-EE].‘HI’E{d,
non-homogeneous organization of musical space (in the Tarastian sense), typical for
all the individual modernist discourses in the first halt of Twentieth century music. In
order to document this statement, the paper will point out several musical examples,

belonging to the compositions from different creative periods.
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Helen Metzelaar (Amsterdam)
A Woman’s Avant-garde Sound in 1933: Ljubica Maric in Amsterdam

In 1933 Marids Woodwind Quintet was premiered at the 11" ISCM Music
Festival. held in Amsterdam. That year Mari¢ was one of nineteen COmposers
presented, of which thirteen were young and relatively unknown. At the age of
24 Mari¢ stood at the beginning of her career; being selected for performance in
Amsterdam at the prestigious ISCM festival meant that her career as a composer
gained an international perspective.

This paper will focus on issues related to 1) sociological and historical
developments at the time, and 2) Marics musical development, The first part of
the presentation will concentrate on questions such as: how were the compositions
selected. and what was the role of the jury? How did critics review the festival and
in particular, how was Mari¢s contribution received? What criteria did critics use
in evaluating contemporary music in the early 1930s? What roles did gender and
nationalism play at the festival? Why did the press describe her as a Bulgarian
Composer?¢

In the early 1930s a number of leading musicologists felt that contemporary
music was caught in a crisis. Conceptions of tonality, harmony, melody and form were
subject to intense deliberation: some argued that there were too many new artistic
trends. others that Schoenberg’s music was too extreme. It is within this context that
[ will examine Mari¢s Woodwind quintet. How did her composition teachers Josip
Slavenski and Alois Haba view contemporary music and what effect did this have
on her musical development? In innovative terms, how did her music compare to
the other works presented in 19332 In concluding, how did the darkening political
developments in Europe influence the ISCM festival?

Vesna Miki¢ (Belgrade)
The Issue of the “Turn” and Ljubica Maric’s Output

The “turn” is one of the unavoidable terms in the reception of the creative work
of the generation of Serbian composers that Ljubica Mari¢ belonged to. Besides the
Jistinet nature that the term ‘zaokret’ has in Serbian language, it seems that while
the analysis of the reception of the very term enables discussion of the difterent
ideological position of the Serbian music critics and musicologists in almost fifty
years long period, it also provokes possible recontextualization of the ‘common
places’ in the reception of Ljubica Mari&s output. The fact that Mari¢ was for almost
fwo decades, in which the ‘turn’ was actually ‘conceived; barely active as composer,
justifies the assumptions that the ‘shift did not occur in the case of her output. Still, it
one has in mind the different types of the reception of the ‘shift, the strategics of the
construction of composer’s uncompromisingly avant-garde position in the context of
Serbian music history, could be followed, along with the changing ideological position
of the music critics and musicologists of different generations. In this context, it could

be interesting to re-interpret pieces that Maric composed during the forties.
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Melita Milin (Belgrade)
Modernism and Rituality in the Works of Ljubica Mari¢

This paper examines the hypothesis that the works of Ljubica Mari¢, starting
with Songs of Space (1956), have a ritual character which gives them a specific and
authentic quality. Even though the composer participated in the Central European
modern movement in her youth (Schoenberg, Hindemith, Hiba), and although in the
years following World War Il she tried to adjust to the demands of social realism, she
expressed her full creative maturity for the first time under the influence of the simple
yet inspiring writings on the medieval sfedci {medieval tombstones found mainly
in Herzegovina). It was as though they revived and made effective her heretofore
latent athnity towards the musical shape of ritual experience. Indications of this
afhinity can be found in an early interest in folk singing, and in her later interest in
church chanting (Four improvisations and fugues on the theme of Octoechos, probably
composed before World War 11).

Rituality, which can be interpreted as man’s need to communicate with the
world beyond, usually accompanied by activation the bonds with ancient layers of
culture, does not contradict the concept of modernism. Even though a modernist artist
primarily seeks to be free from the restraints of tradition and to discover something
entirely new, he often turns to the ancient - precisely in order to produce the new
1he feeling ot connection and closeness with the archaic, and the excitement upon
recognizing the same questions, inspired Ljubica Mari¢ to create a refined fusion of
the ancient and the modern infused with rituality. In the Songs of Space, this can be
seen in the transposition of the funeral ritual, while her subsequent works express it
in different ways - it is most clearly depicted in the stage oratorio Word about Light,
where the juxtaposition of the earthly and heavenly kingdom is resolved by love; and
completely differently in Enchantress which penetrates the pagan sphere, and much
more discretely and vaguely in the works from the Musica Octoicha cycle, based on
Serbian church chants.

Ivan Moody (Lisbon)
Aspects of Spirituality and Modernism in the Music of Ljubica Mari¢

This paper discusses the element of spirituality, especially as it relates to
questions of modernist aesthetics, in the work of Ljubica Mari¢, and draws a number
of parallels with the philosophy of other artistic movements in the arts during the 20th
century, notably the work of Kandinsky and the Russian “World of Art” movement,
or Goncharova, while placing this squarely within the context of the composer's own
search for a more widely relevant aesthetic than the socialist realism up to the inter-war
period would allow - by means of deeply-rooted, archetypal material in the spiritual
and cultural senses — and her simultaneous incorporation of the riches of the technical
aspects of modernism that she had eagerly absorbed during her studies in Prague.
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Snezana Nikolajevic (Belgrade)
Homologue Elements and Metaphoric Sets
in the Visual Presentation of Ljubica Maric’s Works

Since its very beginning as a new media, television regarding music was, first
of all, a new field of interpretation different from the others known so far — such as
big concert halls, intimate chamber circles or radio. A new element of this space was
an image, which should have come into a harmonious relationship with music. All
attempts which have appeared in establishing this relationship could be encircled and
explained through various types of phenomenological transposition and structural
transformation - explaining both principles in their exact and free forms.

Audio and visual flows as two parts of the structure of a TV musical work are
being organized on these principles — through homologue elements and metaphoric
sets. The score, being a common denominator of both structural parts could be
considered as a nucleus of similarity or as a matrix in order to define elements or sets.

Among the first done by Serbian composers visualized by using metaphoric
sets were The Byzantine Concerto and The Songs of Space by Ljubica Maric. Based on
the archaic medieval sound atmosphere, which is stated through modern treatment
of all music parameters, her music was very attractive to TV authors, and offered
them the possibility to choose metaphoric sets in creating an impressive, authentic
and modern visual transposition. The visual course of the other pieces by Ljubica
Mari¢ which were recorded in the studio or in the concert halls was realized by using
homologue elements or by treating some Kind of symbiosis between homologue
elements and metaphoric sets. So, the analysis of the visual presentation of her works
reveals a rich palette of different proceedings which emphasize her music as an event
as well as an experience.,

Max Paddison (Durham)
Time, Tradition and Modernity:
The Spatialization of the Temporal in the Music of Ljubica Mari¢
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Ivana Perkovic (Belgrade)
Which Element of Serbian Chant Inspired Ljubica Maric?

The creative approach of Ljubica Maric to Serbian chant, mostly Octoechos,
initiating many comments on the archetypal, "hoary” layers of folk and religious
tradition, creatively incorporated Maric¢'s contemporary musical expression. It is known
that Ljubica Mari¢ used Octoechos published by Stevan Stojanovi¢ Mokranjac in 1908,
In other words, her creative attention was directed to the contemporary Serbian chant,
also known as the “Serbian popular church chant” or the "Karlovci chant

The concept of a “Serbian popular church chant’, created during period of
romanticism (even though the chant was created earlier, in the 18th century), was
based on the close resemblance between folk and church melodies. However, many
notions on this subject were no more than a Romantic construct. In Ljubica Maric's
oeuvre one can iind the same matter at issue, but her search is in the musical domain.
Yet, one question remains: how old are these archaic, archetypal church musical layers
really? Or is it, perhaps, Ljubica Mari¢'s manner of treatment that underlines their
ancientness? A possible answer might be noticed in a certain change of her treatment
the Serbian chant: its presence in Muzika Oktoiha (Music of Octoechos, 1959-1963)
i1s different compared to pieces from the second half of the eighties and nineties, such
as Asimtpota (Asymptote) or both Arhajas. In contrast to works from the sixties, late
compositions are based on some, at the first sight, less noticeable musical layers ot
Serbian Octoechos.

Branka Radovic (Belgrade)
Literary and Antiliterary Aspects of Music Composed by Ljubica Mari¢

On the traces of contemporary study of the history and theory of literature
and music from the connecting field and permeation between the fields of literature,
poetry and prose on one side and music on the other side, it wili be attempted to treat
that part of Ljubica Mari¢'s opus in which there is a textual context. On the traces
of vocal and vocal-instrumental work with a text and contents by Ljubica Maric,
as well as those without a text, but with a human voice incorporated, the ideas of
“literary” and “antiliterary” will be determined in the way in which they originate
from the contemporary theory of art. During the development phases of her creative
procedure, Ljubica Maric¢ always had a different and various manner for literature,
textual context as well as for the human voice, namely the voices which realized her
vocal and vocal-instrumentat work. Specific feature of these works tells us about the
modalities of her personal vocal language, style ana expressions which we find and
explain in theoretical terms as “literary” in other words as "antiliterary” in the special
quality which evolves and varies from one work to the other in interactive vocal and
instrumental comparison in which she herself speaks most impressively in a personal
and original way. Covering the major number of works from the field by this author,
the aim of this work is to try to result in a defhinite generalization and categorization.
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Katy Romanou (Athens)
The Pendulum Case. Musicians’ Dilemmas in “Marginal” Societies

Ljubica Maric, whose centenary we celebrate, wrote atonal and micro-intervallic
music in the 1930s; she later included in her compositions some simple choral music
and, after remaining silent for several years, she presented her masterpiece, the Songs
of space (1956), in a personal musical idiom where modality prevails.

Her development, not following the conventional (for the West), direction of
progress, is similar to that of numerous Greek composers, whose aims have swayed
between becoming famous in the West and being effective in local music culture.

Ihis dilemma raises a number of issues concerning the development of music in
‘marginal” civilisations and their relation to their models, the Western music centres.

Its study from our post-nationalism era might lead to a number of observations and
raise doubts about established ideas concerning the essence of marginality in culture,

The awareness — in non-Western societies — that difference is primarily what
makes their own cultures attractive and interesting to Westerners, and the admiration of
Western culture bring into coexistence the conflicting impulses to imitate and to differ

Difference is often manufactured with a criterion that is negative to Western
character (in our case, the manufactured difference is Eastern) and is to a great extent
artificially preserved. Such dilemmas, aims and intentions have beer projected
and discussed as inherent features of Serbian and Greek music. Indeed, the paper
proposed here, argues these issues, relying heavily on texts published in the Greek
press especially during the 1950s, a period characterised by the effort to build strong
connections between Yugoslav and Greek musicians and establish a South-Fastern
Balkan Amphictyony that would transform the area into a cultural centre.

Anica Sabo (Belgrade)
Ljubica Maric¢ - Passacaglia.
Procedures in the Process of Realizing the Unity of the Music Flow

ﬂ In her Passacaglia for orchestra, Ljubica Mari¢ combined the recognizable
formal context of the passacaglia, a folklore sample functioning as the theme, and her
unique, personal musical expression. The constant sounding of the song Zaklela se
Moravka devojka (The Moravka Girl Swore an Oath) ranges from the recognizability
of the quote to radical transformational processes by which the theme deviates
significantly from its original form.

lhe themes melodic line, that is, its intervallic makeup (major and minor
second, minor third incorporating the repetition of one tone) is what primarily defines
the work's sound structure and, in interaction with other music components {;rh}rthm,
meter, articulation, agogics, timbre and acoustic dynamics), determines the structure
of the music flow. The manner of realizing borders and the distribution of repetition
of shorter melodic-rhythmic segments, in interaction with the predominant changes
on a global level, initiate the inner dynamics of the work, Under such circumstances
it becomes particularly important, as well as provocative, to analyze the procedures
that lead to achieving the coherence of this music structure. |



Jim Samson (London)
Rack to the Future with Maric

The category of ‘traditional music is best understood in relation to understandings
of place and indigeneity. Its transformation in post-war Europe might be approached by
way of the first order of simulacra identified by Jean Baudrillard, while its appropriation by
categories conventionally described as ‘popular music’ and art music invokes Baudrillards
second order.

Building on these approaches to «raditional music, this paper will locate three
different stages involved in its negotiations with ‘art music: an identification with nation
and dlass, a modernist alignment with progress, and a quest for local (Balkan) identities.
In articulating these three stages, it will further locate two master narrafives guiding art
music in the Balkans---we might describe them as narratives of emancipation and of
homecoming---and in doing so it will attempt to correct an asymmetry in the treatment of
music and politics in the Cold War years.

It will be argued that Ljubica Mari¢ has special significance within these stories. Hers
was the pioneering path that enabled a synthesis of the two narratives noted above, or more
precisely the subsuming of the first narrative by the second. A bird’s eye view of music 1n
post-war south east Furope suggests that this path ultimately cut across political divides to
invite inscriptions of identity that were not just narrowly national.

Anastasia Siopsi (Corfu)
On the Various Roles of Tradition in 20"-century Greek Art Music
(the Case study of Music Written for Ancient Dramas)

The main aim of the present paper 18 10 offer readings of the various approaches
to tradition mn Creek art music from the interwar perir;::d to the end of the 201 century,
following thus the creative period of the composer jubica Mari¢ whose work is the main
focus of this conference. This subject is “hosen because of Mari¢’s own fascination with the
craditional music of her homeland.

The major example to be explored will be music written for productions ot ancient
dramas at cases where tradition plays a substantial role: for this purpose, I will focus on the

following cases:
I. Byzantium: the true Lomeland not only for Maric. The case of Eva Palmer-Sikelianos

and the Delphic Celebrations (1927 and 1930).

2. Tradition and the archetypal approach to antiquily in the inferwar period: a ‘toucht
of modernism. The example to be presented is the very important production of Hippolytus
(1937), with stage producer Dimitris Rontiris and composer Dimitris Mitropoulos.

3 The insistence and broadening of Greek tradition 111 the decades of 50s and 60s: an
esthetic or an ideological choices Folk music and rempetika songs for ancient dramas by
Manos Hatzidakis and MiKis Theodorakis.

4 Not tradition but traditions: postmodernisnt al the last decades of the 20" century;
fest the idea that music for

A few composers of the younger generation express and mant
ncient dramas can be inspired not only from the Creck tradition but, also, from those of

-nv other cultures; however, 1t is mainly in comedies that such an idea 15 MOTeE frequently
manifested and, also, well received by the Greek audience.
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Lubomir Spurny (Brno)
“The Haba School”: Notes on the Czech Music 1920-1939

The author discusses Hdba's music and pedagogical activities in the context of
Czech music 1920-1939. In 1923 Haba started to teach at the Prague Conservatory

and in 1925 managed to persuade the school authorities ta allow him to open a class

| 111 r 'as made e SSOr
in quarter-tone and sixth-tone composition. In 1934 he was made a regular prote

there. Haba’s class attracted the pupils of other composers as well, who wanted to

get to know the latest methods of composition. In his seminars Haba introduced his

pupils to the methods of his own compositional work. Haba’s class soon developed

an international reputation.

Ana Stefanovi¢ (Belgrade)
The Baroque Spirit in the Work of Ljubica Maric

In this article the Baroque is examined in the status of archi-style concerning

the work of Ljubica Mari¢. In the compositions from the middle phase of the

author’s opus, created over the span of some three dECﬂdF‘SZ fr_nm. the late fifties ,m
the eighties, the Baroque is in this status EDﬂﬁrIﬂEd‘ both in pfll‘lilpl?ﬁ of a&sthetla?a
and in composition strategies. The baroque aesthetics of Eeprasema}tmn and pDEtlF
counterpart in monody, which govern many of the HU’[}_’IDI‘S works EH‘IEE Enchantress,
-hamber cantata Threshold of dream, Invocation, recitative cantata f“l‘jﬂ?’}’i! the dufkfrmﬁ
chanting, Octoechos monody), are confirmed in the rule of the_ recitative, rhetoric and
anti-narativity. Preoccupation with baroque forms and techniques, such as are fqund
At the basis of some works or movements: Passacaglia, Ostinato super thema .::u‘r:fm::haj
indirectly, Asymptote, than, “Improvisation”, “Ricercar” (from Mus::c D,Emfd,m L)
toccata, canon (in Byzantine concerto), as well as preoccupation w’lﬂ‘u infinity of
variations, folds and meanderings, with possibilities of deﬂ:r}rlstructlrlg 1IDWS anrcl
identities, represents a return of baroque play, skill, ability to c_realltcla wu_hln pgejtu:
space, not requiring an outside influence or a cognitive Dﬂ{? Multiplicity Efi 1dentities,
coding, forms, temporal perspectives and meanings, whwl.fl are found in {:tlﬂqllﬂ]‘lt
and complex exterior of the work, represent the reverse side of SEl.f—SLlfﬁC.IE!‘lE}’ of
this process in the interior; a reverse side on which one can l_‘;Etter dlfacerli EI:EEF:tS of
ochné and its constructive and de-constructive power, of illusion and its strategies, of
spiritual sense directed towards sensual experience. A measure Uf_pI'E:St‘H{:E DfBaraquc
clements in the work of Ljubica Mari¢ is read as a measure of its representative
Modernism.
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: Ivana Stefanovic (Belgrade)
Ljubica Mari¢ and Pavle Stefanovi¢
Asymy

Aside from his numerous published articles, the work of music critic and
aestheticist Pavle Stefanovic (1901-1985) includes as yet unpublished materials and
notes he wrote about Yugoslav composer Ljubica Mari¢ and her music. These texts,
mostly written in the 1960s, analyse the aesthetics of Mari¢'s music and the context
in which it was created, with a particular focus on the directions the Yugoslav and
global artistic movements were taking at the time.

The texts include some recommendations tor several important awards of
the time (the October Award, and the July 7th Award), a recommendation from the
Serbian Composers’ Association for Ljubica Maric to become an affiliated member of
the Serbian Academy of Sciences and Arts, as well as some short personal letters and
texts that Stefanovi¢ wrote that were not originally intended for publication.

In his role as representative of the Serbian Composers’ Association, and at
one fime as vice president of this association, Pavle Stefanovié, writer and Ljubica
MariC's close friend, left behind many texts that to this day are a testament to a time
of struggle for defined aesthetic standards and values, for modern art, and for its
promotion to a wider cultural audience.
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Katarina Tomasevic (Belgrade)
Labyrinths of Existence:
Ljubica Mari¢’s ‘Po-ctics’ between Philosophy, Poetry and Music

There is no doubt that the entire creative legacy of Ljubica Mari¢ is rich and
heterogeneous; seemingly isolate and separate, the media of her creative ,voice” - music,
poetry, visual-art works - are essentially connected and intersected by the author’s
aesthetical and philosophical reflections. Both in synchronic and in diachronic research-
horizons, numerous codes provide a joint between media of Ljubica Mari¢s archi- and
intertextual networks; that encourage a variety of interpretative strategies in approaching
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Starting from the concept of labyrinths - a key concept of Umberto Ecos | music then had to
semniotic theory, in this paper we'll try to discuss the few important nodes in which the | European scale, 1.
biographical, stylistic, poetical and philosophical dimensions of “time” and of “space, of | everything from th
the life and creation of Ljubica Mari¢ were intersected. | compositional-tec!
Discursive framework of the second key concept quoated in the title - ‘po-etics’ other nations wit!

lin direct translation from Serbian: ‘after-ethic’] - was defined in the literary-theoretical culture in the beg
works ot Danilo Kis. Noting that the art history is based on a “trembling balance” Conservatory. Am
between ethics and aesthetics, Ki§ examines the artists “everlasting position” in the Sivic (1908-1995

continuous process of oscillation between the position of Homo-Politicus and Homo- Demetrij Zebre (1°
Poeticus. According to Ki§, the current “state of the world” determines the dominant tone familiar with the Iz
of the language of literature, or - of the music scores. Testing modalities of co-existence and steady contact
of the after-ethical (in Serbian: po-ethical) and poetical layers in the creation of Lijubica

Maric, stands as one of the major goals of this paper.
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Mirjana Veselinovic-Hofman (Belgrade)
Asymptote: Asymptote of Silence / Silence of the Asymptote

The starting point of this paper is Asymptote, a composition of Ljubica Maric,
for violin and string orchestra (1986), more precisely an examination of the nature of
the temporal-spatial latency of its title. I will make an attempt to consider this nature
as silence, pointing to its poetical-aesthetic tunction in the composition.

Through the method of deconstruction the topic will be examined from
two viewpoints. The first considers the gist ol Asymplofe, with the emphasis on the
continuum of ontological silence as an assumed curve that draws increasingly nearer
to the music of Asymptote without ever meeting it (except in infinity). The second
viewpoint is the observe of the first, with the emphasis on the composition Asymptote
as an assumed curve that draws increasingly nearer to silence.

While the consideration of the first assumption reveals Asympfote as a piece
that specifically persists ‘meeting’ with silence in the sense of a single sound in the
poetics of Toru Takemitsu, the consideration of the second assumption reveals in the
music flow of Asymptofe the place of its biggest approach to silence.

Therefore, the composition Asymptote suggests that silence of the temporal-
spatial continuum might be considered as the asymptote of this composition and
conversely, that the composition might be considered as the asymptote of silence.
These both function in the aesthetic level, within the idea of longing towards the ideal
as a crucial aesthetic point of Ljubica Maric.

Jernej Weiss (Ljubljana)
Ljubica Maric¢’s Letters to Slavko Osterc

A more pronounced shift in the direction of musical autonomy did not appear
in Slovenian music until the beginning of the 20™ century. In other words, this was
a gradual and very slow transition from amateur music customs to the awakening
of music as an autonomous art. It seems that the national component in Slovenian
music then had to be replaced by an idea that was much more relevant on a Western
Furopean scale, l.e. the 1dea of musical progress. It was thus urgent to break with
everything from the pastand to lean solely on Slovenian achievements. Contemporary
compositional-technical models thus had to be imported as socon as possible from
other nations with similar ideals. Of particular importance for Slovenian music
culture in the beginning of the 20" century were Slovene students at the Prague
Conservatory. Among them were Slavko Osterc (1895-1941) and his pupils [Pavel
Sivic (1908-1995), Marijan Lipoviek (1910-1995), Franc Sturm (1912-1943) and
Demetrij Zebre (1912-1970)] who, in the rich musical atmosphere of Prague became
familiar with the latest tendencies in modern music. Osterc especially developed close

and steady contacts with many Serbian composers, among them also Ljubica Maric.
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Mirjana Zivkovi¢ {Belgrade)
Music from the Word of Light -
The Forgotten Choirs of Ljubica Marid
(Analytical Approach of an Editor)

As far back as 1967 The Word of Light was performed in the Serbian National
Theatre in Novi Sad, a piece which appeared as a result of a collaboration between
the writer Zoran Migi¢, composer Ljubica Mari¢ and director Vladeta Petric. It was
envisioned as a stage ritual, however the piece did not remain on stage very long, as
Melita Milin mentioned two years ago (2007), when in Ljubica Maric’s legacy a larger
part of the musical material for this performance was discovered.

The reason why we are reappraising this piece today, i.e. the music in this piece,
is the recently discovered second part of the score for The Word of Light. Its first part
is characterized by an assembly of larger passages from Ljubica Marics well-known
compositions - The Byzantine Concerto, Music of Octoechos 1, Ostinato super thema
Octoicha — however there is also the unknown mixed choir Lament, while in the
second part we come upon three pieces specially written for this occasion: Rejoice
Lazar as a recitational choir accompanied by a symphony orchestra, a cappella choir
Rejoice Universe and Pastorale for choir and chamber ensemble.

The integral score for The Word of Light, bound in two notebooks, is not an
autograph, yet it contains certain interventions by the author, as well as certain
disagreements with the musical material, which are new to us, and Wh:ICh had
previously been only partially discovered. Since it has come my duty, as well as honour,
to prepare the above mentioned choir pieces for performance, I believe it would be
interesting not only to hear this music but also to look back upon the composers
musical language — at the same time well-known and new whenever we encounter

any of her compositions.
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Jitka Bajgarova studierte Musikwissenschaft und Bohemistik an der Masaryk-
Universitit in Brno, arbeitete wa. als Leiterin der Abteilung fir Musikgeschichte des
Maihrischen Landesmuseums in Brno und im Kulturministerium der Tschechischen
Republikin Prag. Seit 2002 ist sie als selbstindige wissenschattliche Mitarbeiterin im Kabinett
fiir Musikgeschichte des Ethnologischen Instituts der Akademie der Wissenschaften der
Tschechischen Republikin Pragtitig, Siekonzentriert sichautdie Geschichte des Musiklebens
in den bohmischen Lindern im 19.-20. Jahrhundert, mit besonderer Akzentuierung der
tschechisch-deutschen und tschechisch-slawischen Wechselbeziehungen.

Borislav Ci¢ovackistudied and received his M.A. in oboeat the Academyof Arts
in Novi Sad, and also finished postgraduate studies at the Sweelinck Conservatorium
in Amsterdam, having studied with Han de Vries. He is an Assistant Professor of
the Chamber Music at the Faculty of Philology and Art in Kragujevac (Serbia). As a
soloist and a chamber musician he has performed across Europe. Being involved in
musicology as well, particularly in the field of Serbian music, Borislav Ci¢ovacki is
the author of numerous articles, essays and texts for CD booklets (Chandos Records,
CPO) and is one of the founding members of the Barka Foundation from Amsterdam
whose main goal is presenting Serbian culture abroad.

Elena Gordina graduated at the Moscow Conservatory in 1965 and finished
her M.A, in 1969. In 1973 she defended her dissertation titled Yugoslav Operatic and
Symphonic Music 1920-1950 (Serbia, Croatia, Slovenia). From 1970 she is Professor
at the same Conservatory (Head at the Department for the History of Foreign
Music). She took part in international scientific conferences in Belgrade 1983, 1985
and 2005, and Ljubljana 1988 and 1990. She is the author of more then 60 articles
in scientific collections and periodicals, including Music Encyclopedia (vol. 3-5,
Moscow, 1976-1982) and Encyclopedic Music Dictionary (Moscow, 1990). Her study
“Yugoslay Composers” is published in Music of the 20" Century (vol. 5-A, Moscow,
1987). Her book is titled Musical Culture of Serbia, Croatia and Slovenia (Moscow,
2008). She prepared the publication J. A. Fortunatov. Lectures about the History of
Orchestra Styles. . A. Fortunatov in Reminiscenses (Moscow, 2004).

Helmut Loos is Director of the Institute of Musicology at the Leipzig University.
He is Head of the international project Musica migrans and has previously organised
similar projects based on research of the music in Central and Eastern Europe, such
as Musikerbriefe als Spiegel iiberregionaler Kulturbeziehungen in Mittel- und Osteuropa
(2001-2003). He is the author of the book on Beethoven and editor of several other
books and journais.



Lorica Makevic¢ graduated musicology at the Faculty of Music in Belgrade,
with a theme on the works of Ljubica Mari¢ - Musica humana: The Awakening of
Time. Her studies, essays and critiques have been published in periodicals Novi
zvuk [New Sound), Re¢ [Word] and Muzicki talas [Musical Wave]. She took part in
musicological symposia in Cakovec, Negotin and Belgrade. For several vears she has
been a critic on The Third Programme of Radio Belgrade. She teaches theory at the
Dr Vojislav Vuckovi¢ Music School in Belgrade.

Svetlana Maksimovi¢ is a composer and teacher primarily and also publishes
about music. She received her diploma in composition from the Faculty of Music in
Belgrade (class of V. Mokranjac) and her Ph.D. in composition from the University
of Toronto. She was the professor of the theory of music in Stankovié¢ Music School
in Belgrade (1974-1993) and worked as an Assistant for Materials (harmony) at the
Faculty of Music in Toronto (2003-2004). Her works 2re performed both in Canada
and Serbia. Among her recent publications are the articles on Messiaen’s Quartet for
the End of Time, and on V. Mokranjac’s work for piano Echoes.

Marija Masnikosa is Assistant Professor at the Department of Musicology of
the Faculty of Music in Belgrade. Her rescarch is focused primarily on contemporary
serbian and American music: her B.A. work was The Last Three Symphonies of Milan
Ristic, and her M.A. thesis was Musical Minimalism - the American Paradigm and
Differentia Specifica in Achievements by a Group of Belgrade Composers. The subject
ot her doctoral dissertation was Postminitnalism in Serbian Music for Strings in Twa
Last Decades of the 20" Century. She published a book Musical Minimalism - the
American Paradigm and Differenitia Specifica in Achievernents by a Group of Belgrade
Composers (Belgrade, 1993).

Helen H. Metzelaar, musicologist and flutist, was co-founder and for many
years staft member of the Dutch Women and Music Foundation in Amsterdam.
Currently she again works at the University of Amsterdam, now as an affiliated
research fellow. As an internationally recognized specialist on the influences of

cender in classical music, she has contributed entries to The New Grove Dictionary of

Music and Musicians and Dic Musik in Geschichte und Gegenwart, and serves on the
editorial board of Women e Music, A Journal of Gender and Culture. She is a board
member of the Royal Society for Music History of ‘The Netherlands (KVNM), and
regularly publishes on issues related to gender and music
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Fade, Melita Milin, Scientific Advisor at the Institute of Musicology in Belgrade,
ng of Serbia. She studied musicology at the Faculty of Music in Belgrade and received her
N doctorship at the University in Ljubljana. She was co-founder and first editor of the
international journal Muzikologija, published by the Institute of Musicology, She

art in

'f :; participated at two international projects on music correspondences and migrating

Fihe musicians in central and eastern Europe (directed by H. Loos in Leipzig) and co-
directed (with K, Romanou in Athens) a bilateral Greek-Serbian project on twentieth-
century art music in the two countries. Her research is focused on twentieth-century

. Serbian music and its relations to Buropean developments. Special attention is

31_5'““‘_:*5 devoted to the works of Ljubica Maric.

SIC in

ersity Vesna Miki¢, musicologist, Associated Professor at the Department of

chool Musicology of the Faculty of Music in Belgrade, teaches contemporary music courses

at HT ¢ well as various courses at the Ph.D. studies of the Department for Arts and Media

iradd

Theory (University of Arts). She is the Deputy Editor in Chief of the International
Magazine for Music New Sound, Director of the Center for Professional Development
i1 Arts. Culture and Media of the University of Arts in Belgrade, and author of Muzika
4 tehnokulturi [Music in Technoculture] (Belgrade, 2004) and Lica srpske muzike:

el Jh]"

= neoklasicizam [The Faces of Serbian Music: Neoclassicism] (Belgrade 2009).
orary
Milan Ivan Moody, Ph.D, studied music and theology at the Universities of London,
o ':_”’“’f Joensuu and York. He is currently a member of the CESEM research unit at the
ub]?":t Universidade Nova in Lisbon, Portugal. His music has been performed and broadcast
T”:}'f" A1l over the world, and has been recorded on labels such as Hyperion, ECM, Telarc
i ihe and Sony. As a conductor he has worked regularly with a number of choirs and
Igrade ensembles in both Europe and America, and as a musicologist has contributed to
the New Grove Dictionary of Music, Musik in Geschichte und Gegenwart and the
Canterbury Dictionary of Hymnology, as well as writing a large number of articles on
SRty early and contemporary music. He is a priest of the Ecumenical Patriarchate, and is
ifdﬂm' currently Chairman of the International Society for Orthodox Music.
nliated
ices of

| Snezana Nikolajevié, musicologist and pianist, has got her Ph.D. from
1ary of the Belgrade Faculty of Music. Since 1979 she has been producer at the Belgrade

Ol thf Television. Since 2005 she has been lecturing Media Music Forms at the Faculty of
| b@araf Philology and Arts in Kragujevac - Department of Music in the Media. She is very
1), and *

active in the field of musicology having published six books — The Companion Through
Chamber Music, Classics of Modern Music, Procedure in Librettos Writing Applied
by Petar Konjovié, Piano Duo as a Reflection of General Music Evolution, Music as
an Event and The Serbian Music Screen — and written over 1000 music reviews and
articles in the Belgrade daily newspapers and special music magazines. She also took
part in many symposiums, mainly dealing with the topics from the field of music in
the media. Since 1976 Snezana Nikolajevi¢ has been playing continually in the piano
duo with Prof. Vesna Kréic.
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Max Paddison is Professor of Music Aesthetics at the University of Durham. He
studied piano and composition at the Royal Manchester College of Music, musicology
At Exeter University, and philosophy and sociology at the Johann Wolfeang Goethe
University, Frankfurt am Main. He has published widely on the philosophy and
SDCff}ng}:DfﬂiﬂEtEEHfh— and twentieth-century music, the avant-garde and TE}EkmLESiL:.Z.
Well known for his work on critical theory and Adorno, he has written two books in this
area: Adorno's Aesthetics of Music (Cambridge, 1993, 1997) and Adorno, Modernism and
Mass Culture (London, 1996, rev. ed. 2004). He is joint editor of a volume of essays with
[réne Deliege, Musigue Contemnporaine: Perspectives théoriques et philosaphigues {.“ gge,
2001; version in English: Ashgate, 2009). His recent publications i_1'1climie:c:553}fs 11;] The
Cambridge Companion to Stravinsky (Cambridge, 2003), The Cﬂ?’ﬂfﬂi"nf{gﬁ LDT?;‘IP&J'HDTT fo
Adorno (Cambridge, 2004), and articles in the journals Musicae Scientiae (Liege, 2004 ),
Cultura Tedesca (Rome, 2005), and Filigrane (Paris, 2006).

Ivana Perkovi¢ graduated in musicology (1995), received MLA. (1997) and
Ph.D. (2006) in musicology from the Faculty of Music, Belgrade. Since 1995 she is
employed at the Faculty of Music as an Assistant Professor. The main subject of h_ﬁ:r
ecearch is Serbian medieval, romantic and contemporary Orthodox church music.
She has published two books: Music of Serbian Octoechos (Belgrade, 2004) and f-‘rf:;rm
Angel Chant to Choral Art. Serbian Choral Church Music in the Permdfs;fﬂmnmim::sm
(Belgrade, 2008). She has received research grants for study in Sofia Iand ‘he'mlrmu.
During 2006 and 2007 she was Head of the project on endangered musical archives,
funded by the British Library.

Branka Radovi¢ graduated in Belgrade from the Department for Yugoslav
and Comparative Literature, Faculty of Philology, and at the Iﬁ}tﬂfparternient for
Musicology, Faculty of Music. She obtained her TT'I,H with a thesis on Yugoslav
history of music (Departement of musicology) and her Ph.D. from the Department
of Serbian Literature at the Faculty of Philology in Belgrade. She is Assistant Professor
of the Historv of Music at the Faculty for Philology and Arts in Kragujevac and also
works as a «cholar and music critic. She is the author of several books and numerous
articles concerning contemporary history of Serbian music, history of [._'J[_'}EI‘I;L history
of performance, and the relation between literature and music. Her arh‘cles has been
published in both domestic and foreign magazines, as well as in collections of works

presented at various conferences.
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Katy (Ekaterini) Romanou was Professor of Music History at the Music
Department of the University of Athens (1993-2008). She taught in various music
conservatories in Argos, Kalamata and Volos and worked as music critic of the daily
He Kathemerine (1974-1986). She is Head of the Greek team and Associate Editor
for the Greek language in RIPM (Répertoire International de la Presse Musicale/
Retrospective Index to Music Periodicals, 1800-1950) and member of the editorial
boards of the Greek periodicals Musicologia and Polyphonia. She is the autor of many
articles and chapters (in Greck and foreign periodicals and collective editions) and
the books in Greek language: Wandering National Music. 1901-1912, 2 volumes
(Athens, 1996), History of Neohellenic Art Music (Athens, 2000), Greek Music in the
Olympic Games and the Olympiads 1858-1896 (Athens, 2004), The Music Library
of Corfus Philharmonic Society (Athens, 2004), Greek Art Music in Modern Times
( Athens, 2006). She i1s Editor of a trilingual collective edition entitled Aspects of Greek
and Serbian Music (Athens, 2007).

Anica Sabo graduated and obtained her masters degree at the Department of
Composition of the Faculty of Music in Belgrade. She also completed her doctoral
studies (2007) at the Department of Art Theory and Media of the University of Art in
Belgrade. She is Associate Professor at the Department of Music Theory of the Faculty
of Music in Belgrade. Her work in the field of music theory and analysis focuses on
the different aspects of musical form. Specifically, she examines the question of the
manifestation of symmetry in a musical form. She has also published articles on 20"
century Serbian music, including: “Bela Bartok — Marko Tajcevic’, "The Process ot
Forming Songs in Stevan St. Mokranjac’s Rukoveti — a Contribution to the Study of
Music Syntax”, “Vasilije Mokranjac: The Manners of Realizing the Unity of the Cycle

Jim Samson is Professor of Music at Royal Holloway, University of London.
ile has published widely (including seven single-authored books, and seven edited
books) on the music of Chopin and on analytical and aesthetic topics in nineteenth-
and twentieth-century music. He is one of three Series Editors of The Complete
Chopin: A New Critical Edition (Peters Edition, in progress). In 1989 he was awarded
the Order of Merit from the Polish Ministry of Culture for his contribution to
Chopin scholarship, and in 2000 he was elected a Fellow of the British Academy.
Among his recent publications are The Cambridage History of Nineteenth-Century
Music (Cambridge, 2002), Virtuosity and the Musical Work: The Transcendental
Studies of Liszt (Cambridge, 2003), which was awarded the Royal Philharmonic Book
Prize in 2004, and (with J. P. E. Harper-Scott) the textbook Infroduction to Music
Studies (Cambridge, 2008). Prof. Samson is member of the editorial council of the
international journal Muzikologija, published by the Institute of Musicology in Belgrade.



Anastasia S1opsiis an Assoclate Professor in the field of Aesthetics of Music in
the Department of Music at the Ionian University in Greece and Teacher/Consultant
at the Greek Open University (course: “History of the Arts in Europe”, degree:
“European Civilization”). Her Ph.D. thesis was entitled: Richard Wagner's ‘Der Ring
des Nivelungen: The Reforging of the Sword or, Towards a Reconstruction of the Peoples
Consciousness (U.K., 1996). She has also a degree in Architecture (Department of
Archilecture, Aristoteleion University, Thessalonika, Greece). She has published
books, chapters in books, articles, and presented papers at international conferences.
Her main research areas include German romantic music, especially Richard Wagner's
music dramas and German music of the interwar period, Modern Greek art music
(i.e. Manolis Kalomiris's operas, aspects of ideology and music, music in revivals of
ancient drama in Modern Greece, symphonic music in Greece), music terminology
in Greek language, and issues of music education in Greek Universities.

Lubomir Spurny graduated in violin from the P. ], Vejvanovsky Conservatory
in Kromeriz, in musicology and aesthetics from The Masaryk University in Brno
where he also completed graduate studies in music theory leading to the Ph.D. in
1997 (thesis: What is Schenkerian Analysis? An Attempl at the Theory of Form). He
worked as Editor of the journal Opus Musicum (1992-1995) and as Senior Lecturer
and Assistant Professor in the Palacky University Department of Music in Olomouc
(1993-2004). In 2004 he became Associate Professor at the Institute of Musicology,
Masaryk University, Brno. In his research he concentrates himself on the music the ory
and aesthetics of the first half of the 20™ century. He published the book Heinrich
Schenker — ddvny nezndmy [Heinrich Schenker ~ the Old Unknown] and edits the
internet periodical Acta.musicologica.cz.

Ana Stefanovic, musicologist, received her M. A. degree at the Faculty of Music
in Belgrade and her Ph.D. in musicology at the University Paris IV - Sorbonne.
Presently she is employed as an Assistant Professor at the Faculty of Music in Belgrade.
She also works as a chercheur associé at the Centre de musique baroque de Versailles.
Main areas of her research are the relation between music and text in the opera and
lied and questions of musical style and stylistic analysis. She is the author of a large
number of articles published in reviews for musicology and music theory and in
collections of papers. Her doctoral thesis was published under the title: La musique
comme métaphore. La relation de la musique et du texte dans lopéra baroque francais:

de Lully a Rameau (Paris, 2006).
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